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Preface 

The 8th International Conference on Arts, Design and Contemporary Education (ICADCE 
2022) was held online in a videoconference format on 27-28 May, 2022. ICADCE 2022 
was jointly organized by the Russian State Specialized Academy of Arts (Moscow, 
Russia), the Belarusian State Academy of Arts (Minsk, Belarus), Zhengzhou Yingchun 
Conference Planning Co. Ltd (Zhengzhou, China), the Research Center of Chinese 
Traditional Painting of Zhengzhou University (Zhengzhou, China) and the International 
Science and Culture Center for Academic Contacts (Moscow, Russia). 
 
ICADCE 2022 covers various topics such as Arts (literature, visual arts, graphic arts, 
plastic arts, decorative arts, performing arts, applied arts, music and architecture), 
Design (costume design, fashion design, floral design, graphic design, interior design, 
scenic design, urban design and web design) and Education (education of students with 
disabilities in the field of culture and art, and art education of children and youth). A 
total of 97 articles were submitted to the conference, of which 57 were accepted for 
publication after thorough review by three reviewers. 
 
Let us express our gratitude to all the participants of ICADCE 2022 for their valuable 
contributions to the conference. We would also like to thank everyone who worked 
hard to organize the conference and prepare the proceedings for publication. Special 
thanks go to Athena International Publishing. 
 
 
The Organizing Committee of ICADCE 2022 
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This article focuses on analyzing the inner world of the characters in I. Bunin’s “Dark 
Avenues” and L. Rzhevsky’s “The Sunflower in Revolt”. These works reveal the traditions of 
Russian realist writers and innovations that characterized the artistic quest of the creative 
community at the turn of the centuries and in the first third of the 20th century. The plot and 
composition of the works by I. Bunin and L. Rzhevsky, their creative dialogue allow tracing 
the classic Russian literary tradition and the continuity in creative contacts between the 
writers. A vivid perception of time gave rise to numerous associations, especially in the 
theme of love, philosophical conceptualization of man and time, and achieving happiness 
through trials. 
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1. INTRODUCTION: THEME OF LOVE AS 
MAIN ONE THAT BRINGS I. BUNIN’S 
& L. RZHEVSKY’S WORKS TOGETHER 

Emotional and value attitudes of an artist to the world 
and their characters are manifested in the social-class 
typology, at the level of images, associations and the 
plot. Of particular interest is the comparison of the 
literary works by I.A. Bunin and L.D. Rzhevsky, their 
typology and parallels of the plot. Love, in I. Bunin’s 
interpretation, is an ecstatic act that a person fully 
experiences only once in a lifetime. Bodily 
connections can be numerous (the characters of In 
Paris, Natalie), but the ecstatic act is only one. 
Towards this climax, the writer guides his characters 
through the lines and spirals of plots. The analysis of 

the plot of I. Bunin’s stories allows tracing the literary 
tradition, which had a considerable impact not only 
on the Soviet literature of the second half of the 20th 
century (Yu. M. Nagibin, Yu. P. Kazakov), but also on 
the Russian emigre literature, an example of which is 
L. Rzhevsky’s creative work. 

2. FORTUNES OF THE RUSSIAN 
INTELLIGENTSIA, FORTUNES OF 
EMIGRATION, THEMES OF THE 
MOTHERLAND, LIFE AND DEATH, 
LOVE AND MEMORY 

One of the key themes that make the creative work of 
L. Rzhevsky and I. Bunin related is the theme of the 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Memory and proto-memory, a vivid sensation of 
peoples and centuries in the artist’s soul, naturally 
stimulated interest in antiquity and the archaic, which 
required not only the artist’s senses, but also mind 
and associative memory – this is where the 
rationalism and intellectualism of the writers of the 
Silver Age comes from. 

They may seem ostentatious; however, this is not 
deliberate snobbery but an indispensable attribute of 
poesy, if to bear in mind the immanent nature of 
poesy as a Renaissance phenomenon. The renaissance 
of Russian culture at the turn of the century implied 
not only and not so much the revival of Russian 
idealism of the Slavophil type, but the revival of 
Russian culture through its organic fusion with the 
world culture. It was a new round in understanding 
the heritage of Antiquity and the European 
Renaissance – this is how Russian idealist 
philosophers N. Berdyaev, S. Bulgakov, and V. 
Rozanov understood it. Their ideas were also close to 
artists, neoromantic and neoclassic (A. Blok, V. 
Bryusov, D. Merezhkovsky, I. Annensky, and Vyach. 
Ivanov), as well as neorealist (I. Bunin and A. Kuprin). 

It is evident that for I. Bunin, memory is the highest 
measure of humanity. We may argue with researchers 
who consider only Nature to be the essential criterion 
for I. Bunin [4] and agree with L.A. Kolobaeva, who 
claims that "the basis of Bunin’s worldview is the 
phenomenon of 'memory' understood as a necessary 
natural protection of a person from the destructive 
influence of time, and inevitability of death" and that 
memory is a recurrent image in Bunin’s works and "a 
universal form of narration" [5]. 

4. BUNIN’S AND RZHEVSKY’S 
CHARACTERS: PEOPLE OF THE   
20TH CENTURY 

I. Bunin’s characters are always people of the 20th 
century, even if the writer turns to history (not as a 
novelist-historian, but as a philosopher-historian); 
they are measured by the whole Earth and Eternity. 
They are bright individuals possessing the features of 
a national worldview: the Ceylon rickshaw man 
(Brothers) or the Abruzzi mountaineers (The 
Gentleman from San Francisco) differ from Averky 
(Weeds) or Meliton (Meliton), but together they create 
what is called the moral being of man. Indeed, in all 
times, such qualities as kindness, unselfishness, the 
ability to sympathize with others, love and faith have 
been valued by people. It is particularly important 
that Bunin searched for and found primogeniture in 

people, their cultural traditions, long-standing 
historical ties, and consanguinity of close peoples 
against the context of the beginning of the 20th 
century, when people felt isolated in times of violent 
social conflicts and world war. Wise, humanistic ideas 
of I. Bunin found in the collection Temple of the Sun 
speak for the breadth of his views, democracy, a sense 
of historical optimism, and love as the ultimate value. 

It is exactly love (for a woman, the Motherland, the 
world, people, or God) that is an enduring value in the 
axiological paradigm of L. Rzhevsky’s works. The 
characters of the novel Between Two Stars undergo 
the "test of love" along with the "test of war", but not 
all are capable of passing it. 

In the axiological paradigm of the military prose by L. 
Rzhevsky, the idea of the Good, the concepts of Truth, 
Good and Beauty are inevitably connected with the 
image of Russia, interpretations of Russia’s special 
historical course, and the issue of memory. In the 
novel Between Two Stars, the idea of the Good as such 
is presented as inseparable from patriotism. The good 
is understood by the characters not just as a universal 
human category, but above all, as the Good of Russia, 
as fulfilment of historic predestination, noble in its 
very essence [6]. 

"Heavenly Russia" is strong in faith and love, which 
revive, heal, and transform. This idea defines the 
moral pathos of the works of many realist writers.  

5. CONCLUSION 

The original artistic worlds of I. Bunin and L. 
Rzhevsky are not isolated from each other and from 
the literary process as a whole. According to M. Gorky, 
"Every writer in Russia was truly individual, but they 
all were united by one persistent desire – to 
understand, feel, and guess the future of the country, 
the fate of its people, and its role on Earth" [7]. 

They were brought together by the time itself, which 
put forward an urgent demand to create an image of a 
truth-seeker, with thousands of threads connected 
with their own century and the fate of the country. 
The artists were obsessed with inventing a hero of the 
time, hungry for truth, constantly looking for a way 
out of the difficult Russian situation at the beginning 
of the century, both for themselves and for others. 
Thinking about the same, I. Bunin and L. Rzhevsky, 
like other writers – their contemporaries, solved their 
creative tasks in differently. Each of them created 
their unique artistic world and their character. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. INTRODUCTION 

Muralism as a notable direction of street art appeared 
in the 1990s and spread with incredible speed in 
different countries. The previous cultural and 
architectural background of the city, its size, and the 
level of its financial well-being turned out to be 
insignificant. Some researchers explain the wide 
popularity of muralism in the 21st century by the 
continuation of the line of decorative traditions of late 
modernism, others see this as an element of 
democratization and socialization of contemporary 
art in urban space, the thirds insist on the relative 
simplicity and cheapness of such a method of 
improvement of dysfunctional urban development. In 
any case, in a modern city the mural is the most 
notable form of street art present in public space. 
In the architectural and urban planning practice of the 
2000s and 2010s, murals (large-scale facade paintings 
and panels in various painting techniques) are 

increasingly being considered as an effective way to 
form an individual design of a particular place in a 
series of similar residential quarters. The presence of 
large painted panels on the walls of multistorey 
buildings, made by order or at least in agreement with 
the local administration, has become an everyday 
form of artistic play on the local identity of urban 
spaces in the 21st century. The geography of this 
phenomenon is constantly expanding, the artistic 
language is becoming more diverse, and the social 
orientation of such art within the framework of public 
art practices is easily integrated into the general 
paradigm of public demand for increased 
visualization of the environment of a modern citizen. 
The expectation of increased entertainment from the 
urban environment becomes a product of constant 
consumption, and the possibilities of media 
technologies only increase the impact of rapidly 
changing images and visual dominants [1].  
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1. INTRODUCTION 

Muralism as a notable direction of street art appeared 
in the 1990s and spread with incredible speed in 
different countries. The previous cultural and 
architectural background of the city, its size, and the 
level of its financial well-being turned out to be 
insignificant. Some researchers explain the wide 
popularity of muralism in the 21st century by the 
continuation of the line of decorative traditions of late 
modernism, others see this as an element of 
democratization and socialization of contemporary 
art in urban space, the thirds insist on the relative 
simplicity and cheapness of such a method of 
improvement of dysfunctional urban development. In 
any case, in a modern city the mural is the most 
notable form of street art present in public space. 
In the architectural and urban planning practice of the 
2000s and 2010s, murals (large-scale facade paintings 
and panels in various painting techniques) are 

increasingly being considered as an effective way to 
form an individual design of a particular place in a 
series of similar residential quarters. The presence of 
large painted panels on the walls of multistorey 
buildings, made by order or at least in agreement with 
the local administration, has become an everyday 
form of artistic play on the local identity of urban 
spaces in the 21st century. The geography of this 
phenomenon is constantly expanding, the artistic 
language is becoming more diverse, and the social 
orientation of such art within the framework of public 
art practices is easily integrated into the general 
paradigm of public demand for increased 
visualization of the environment of a modern citizen. 
The expectation of increased entertainment from the 
urban environment becomes a product of constant 
consumption, and the possibilities of media 
technologies only increase the impact of rapidly 
changing images and visual dominants [1].  
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Large-scale pictorial additions to the imagery of the 
facades of buildings in modern Russia and the 
countries of the former Soviet republics allow us to 
talk about certain parallels with the monumental 
facade compositions of architecture of late 
modernism, especially in the countries of the former 
USSR and the Socialist camps. Moving away from the 
visual reflections of the ideologies of socialism and 
communism of the twentieth century, new waves of 
artistic searches and reflection of a certain social 
context manifested themselves in the spread of street 
art and muralism practices as a new urban art of the 
21st century (Fig. 1). 

 
Figure 1. Mural on civil building in Almaty, Kazakhstan. 

2. MURALS AS A PHENOMENON OF 
MODERN URBAN CULTURE 

Since muralism as an artistic phenomenon is gaining 
popularity all over the world, murals are becoming 
not only a visual tool to enhance the aesthetic value of 
buildings, but they can be considered as an important 
element of introducing historical memory into the 
consciousness of young generations of citizens. 
Therefore, this kind of thematic muralism is especially 
in demand by city authorities in the cities of the 
former USSR and in countries that have been strongly 
influenced by Soviet ideology, since in the post-Soviet 
space it serves as a logical continuation of the line of 
the presence of monumental art on the facades of 
buildings of mass construction, characteristic of the 
architecture of late Soviet modernism. 

Murals are encouraged by the authorities in the urban 
space of many European countries as a means to 
diversify a fragment of the environment and 
"entertain" citizens, which fits well into the global 
trend of the last two decades to give the appearance 
of the city more entertainment [2] and visual appeal. 
Muralism enhances the effect of theatrical scenery 
due to the differentiation of scales (a huge figure, a 
face with a residential building, as in the works of H. 
Baykirch or E. Cobra, an animal of several floors size, 
etc.) [3]. Games with scale in the images of really large 
urban spaces (the facades of multistorey buildings, 
firewalls, etc.) give the building an additional 
multidimensional perception, enhancing the effect of 
the game, theatrical impact on the viewer. At the same 
time, a certain specificity of the choice of the nature of 
the emerging images is revealed. Somewhere there 
are more entertaining and illusory murals, and 
somewhere on the contrary, military and social 
themes, national history and individual locally 
significant figures are especially in demand. At the 
same time, the most large-scale murals always form a 
trend for better interaction between the authorities, 
utilities and residents, since they turn out to be the 
most resonant in the public consciousness. 
Patriotic and educational compositions of street art 
and thematic murals of similar content are often 
picked up by local amateurs. Sometimes the initiative 
comes from the residents themselves and urban 
enthusiasts are engaged in the tasks of promoting 
memorable events or important personalities. And 
their initiatives, as a rule, find a response from the 
authorities, since they serve the general promotion of 
individualization and popularization of a particular 
city, the formation of a local identity. Examples of 
such activist artists can be found in a variety of 
countries from China to Latin America.  

 
Figure 2. The movie characters of L. Gaidai's film near the 
Belgorod State University (2020). 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Often local street art becomes a point of pride and 
attracts additional attention of tourists. Since 2013, 
large-scale street art festivals have been held by many 
Russian cities – the "Cultural Code" in Chelyabinsk [4], 
Yekaterinburg, Nizhny Novgorod, Kazan [5] and St. 
Petersburg. Their special works in the format of 
urban murals are very revered in Vyksa, Borovsk, 
Yelets, Kolomna, Syzran, and other small cities of 
Russia. Lipetsk artist Dmitry Savosta methodically 
creates portraits on the facades of buildings in honor 
of famous people or street names of the city, (in 
particular, cosmonauts Yu.Gagarin, V.Tereshkova, 
Marshal Nedelin), transforming along the way low-
aesthetic elements of urban improvement or technical 
buildings (electrical substations, water towers, etc.) 

[6]. In Belgorod, since June 2021, residents 
themselves can order a mural on any topic on any 
house: from their favorite movie characters (Fig. 2) to 
fantastic abstractions. 
The tasks of coordinating and organizing the process 
of performing the mural are assigned to city 
management companies, but the reason for creating 
an image may be the desire of most residents to give 
their home a unique and recognizable character. 
Legally, this is already possible and even encouraged 
by the city authorities. It is also very logical to colour 
dilapidated urban verticals with thematic murals. In 
the same Belgorod, by the Victory Day of 2022, it was 
decided to decorate six water towers with 
appropriate military-patriotic murals [7]. 

3. TYPES OF URBAN MURALS 

Murals of the modern city demonstrate the 
techniques of traditional painting with a small 
percentage of digital technology (photo printing, 
video projection and subsequent fixation). The 
Muralism as a kind of street art uses almost all the 
techniques and methods inherent in this type of street 
art. One can find deceptive panels and full-scale 
illusions, images that complement the space and 
destroy it. Complementary murals work as an element 
of replacement of insufficient or absent landscaping 
(France, works by Patrick Commesi) [8] (Fig. 3) and 
as a separate artistic or purely colour accent in the 
existing building. 
"Destructive" illusions create a deliberate effect of a 
curved, deformed space, enhancing the overall drama 
of a particular place. In particular, the artist Manuel di 
Rita became famous for such illusions [9]. Such effects 
are characteristic of some public art practices used to 
attract attention to a place or issue, less often to a 
problem, implemented through a specific artistic 

statement or action. In its figurative effect, the 
mechanism of "destructive" illusions of street art (Fig. 
4) is very close to dramatic Baroque compositions 
that deformed the calm lines of order architecture or 
"splashed out" individual figures and objects beyond 
the graphic boundaries of the designated 
composition. (In particular, in large-scale murals of 
the ceilings of the interiors of state halls, etc.) 

 
Figure 3. The illusion of "beautification" by Patrick 
Commesi (Lyon, France). 

 

 
Figure 4. The "Deconstructivist Illusion" by Manuel di Rita 
(house in Mannheim, Germany). 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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To a somewhat lesser extent, lettering occurs in urban 
muralism, since it is very difficult to build a 
monumental composition the size of a house only in 
the technique of reproducing letter modifications of 
the image. All the more attention should be paid to the 
works of the Russian street art artist Pokras Lampas, 
who created a unique author's style ("calligraphiti") 
on the basis of large-scale lettering [10]. By means of 
this author's style, the artist forms a new face of giant 
public spaces, squares and ends of multistorey 
buildings, placing visual accents in the already 
established urban environment. His artistic method is 
akin to the art of medieval Islamic artists who covered 
the impressive facades and interiors of mosques, 
madrassas, palaces and tombs of rulers with various 
ornaments (Fig. 5). 

 
Figure 5. Design of the square in Yekaterinburg (Pokras 
Lampas, 2018). 

4. STREET ART AND LOCAL AUTHORITY 
PRACTICES: RELATIONSHIP 

Large-scale photo printing and the combination of 
various painting techniques are possible only if 
appropriate technical means are available. Therefore, 
muralism as a phenomenon cannot exist without a 
certain support of an administrative resource. The 
organization of lifts, etc. to perform the mural in the 
specified physical parameters automatically excludes 
the protest nature and rebellious spirit of the original 
street art practices. And here a field is being formed to 
search for mutual agreements about the appearance 
of their surroundings between the authorities, artists 

and residents of a particular place. Therefore, 
muralism should be regarded rather as a positive 
phenomenon of urban life, giving additional reasons 
to search for artistic and social compromises between 
various participants in urban processes. 
The actual artistic quality of murals is not always so 
impressive that the townspeople want to preserve 
this art. But the relative cheapness and ease of its 
execution (compared with more traditional forms of 
architectural and artistic synthesis of arts) allows to 
change or alter not the most successful murals, and 
the potential short-life nature of such solutions causes 
fewer objections and opponents of such an approach 
to the coloring of fragments of urban development. 
The success and rooting of street art and murals 
practices in the space of modern Russian cities lies 
not only in the attractiveness of the "free" self-
expression of different artists with different artistic 
baggage in the space of modern architecture. It also 
does in the mechanisms of transformation of urban 
space, based on the synthesis of fine art, sculpture and 
architecture, close to a similar approach in the 
practice of Soviet architecture and urban planning in 
different periods of its development. The principles of 
transformation by painting large facade surfaces with 
clear concise frescoes and slogans were in demand 
during the formation of avant-garde and 
constructivism in the USSR, which in many ways 
turned out to be consonant with the techniques of 
modern muralism. Certain echoes of the use of artistic 
tools of agitation and ideological art were 
"rediscovered" in the protest segment of western 
street art of the late 1960s- early 1980s [11], and then 
returned to Russia as modern fashionable artistic 
practices at the turn of the 1990s-2000s. 
Mosaics and reliefs on facades and in iconic interiors 
of public buildings and complexes of Soviet 
modernism were an essential part of the overall 
imagery of buildings of this period. The trend of 
synthesis of visual arts and architecture was 
organically integrated into the general aesthetics and 
ideology of its time. Frescoes, large-scale mosaics in 
parks and on facades of public buildings, which were 
often the main colour spot and artistic accent of large 
buildings of Soviet modernism, are very characteristic 
both for individual buildings and ensembles of the 
1970s-1980s, and for the entire urban space of this 
period in the USSR. Giving an individual character to 
typical areas using unique thematic murals and 
mosaics was also used as a technique in Soviet urban 
planning in the 1970s-1980s. Therefore, it is quite 
obvious that thematic murals on the side facades of 
residential buildings should be considered as almost 
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test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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continuous artistic practice for the individualization 
of a new typical environment. And here the continuity 
of the past tradition with the new practice of creating 
large-scale murals is clearly traced, not only in the 
structure of mass residential development, but also in 
individual modernized industrial zones, former 
factory territories [12] transformed into business 
clusters, food courts, etc. Thus, the murals of the 21st 
century change the appearance of monotonous urban 
space, filled with typical buildings. In the spread of 
this practice, we observe a synthesis of monumental 
fine art and architecture, implemented in the 
conditions of urban space development that are new 
to the post-Soviet reality.  

5. ARTISTIC PRACTICES OF STREET 
ART: ATTITUDE OF RESIDENTS 

A specific feature of public art strategies in the new 
century is the short duration and finiteness of various 
actions in the space of a modern city. Muralism is a 
form of artistic development of large-scale fragments 
of buildings, located at the junction of social, 
utilitarian and purely artistic tasks of actual 
architectural practice. The facilitation of local 
orientation and practical navigation, presented in the 
form of non-repeating art panels, also reflect the 
practical tasks of creating elements of urban design. If 
desired, individual expressive deer can become the 
basis of the overall design code of a particular area or 
even a small city in order to distinguish it from 
comparable neighboring settlements. 
Murals and large-scale fragments of street art in the 
structure of the urban picture find a significant 
response in the perception of residents of different 
countries, since this is an artistically designed and 

quite variable example of combining modern street 
art with a strategy approved by municipal authorities 
to increase expressiveness of the urban environment. 
In recent years, the picturesque techniques of modern 
muralism have played a big role in facilitating 
navigation within the same type of buildings of mass 
development and giving large residential complexes 
additional individuality, which turns out to be an 
affordable technology for transforming the 
environment in cities with a wide variety of financial 
potentiality. As it was mentioned earlier, large-scale 
paintings on the facades of buildings are always a 
consistent format for the presence of art in urban 
space. Any temporary festivals of street art are the 
result of an agreement with the authorities. Often 
(before the pandemic), almost every such festival 
gathered significant international teams of artists 
formed within the framework of different cultural 
traditions. This creates a very diverse artistic 
environment in its figurative content in a limited area 
and effectively "assigns" a pronounced character to 
individual typical structures (Fig. 6). 
This method contributes to a greater stylistic and 
artistic diversity of the transformed urban fragment, 
which often causes quite notable support from the 
citizens. Most of the authors of famous murals have a 
very wide geography of the execution of their plans. 
Therefore, it is obvious that many street-art artists 
work in a recognizable author's manner and 
successfully exploit certain themes or plots, 
performing variations of their ideas in different cities. 

 

 
Figure 6. Murals in the residential development of Orsk, Russia (2020). 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 7. Murals on a typical building (Street Art Festival 
in St. Petersburg, Russia). 

In modern Russian public practice, the mechanism for 
implementing the ideas of a street artist is a little 
simpler than in the late Soviet period. But sometimes 
it is not so easy to get approvals. And even more often, 
one-time street art actions are artistic statements of 
protest of a group of interested citizens and city 
activists. But this is by no means hooliganism, as in 
early graffiti (especially American) of the 1960s-
1970s, but the result of a desire to decorate a house, 
yard, and neighborhood and transform an entire city. 
But if the chamber work of a street art artist is 
performed without proper prior approval, then his 
fate in the future is uncertain. In some cases, and not 
only in Russia, the lack of a proper legislative 
framework confuses both the city services and the 
artists themselves, who do not know who to negotiate 
with so that their work remains for a long time and is 
not destroyed. Currently, in many countries, there are 
precedents of a more positive attitude towards 
muralism and street art on the part of the authorities, 
and the programs of street art festivals are included in 
urban development programs, which is confirmed by 
the progress in local legislation. 
The city is a concentration of people with different 
tastes and preferences, so there will always be 
residents defending their right to have their favorite 
murals, and people protesting against the presence of 
street art and graffiti in the urban space. A modern 
Russian city is a field for compromise and social 
interaction to a much greater extent than in the late 
Soviet period. The more valuable are the emerging 

mechanisms and individual techniques of artistic 
transformation of fragments of buildings and public 
spaces in the form of murals and street art. These 
time-limited examples of improving of the often dull 
appearance of urban architecture have a positive 
impact on the formation of the identity of a particular 
area or territory, and the use of various techniques 
and techniques of street art contribute to improving 
navigation in the structure of a typical mass 
development (Fig. 7). 

6. CONCLUSION 

Thematic murals on the side facades of residential 
buildings and public complexes of late modernism, 
present in cities today, can generally be considered as 
an almost continuous tradition for the 
individualization of a new typical development within 
the framework of the general cultural paradigm of 
artistic transformation of the urban environment of 
both the modernist city and the city space of the next 
digital era. In recent times, macro-scale work has 
become more accessible precisely due to the use of 
media and digital technologies for transferring and 
fixing images on the facade surfaces of buildings. 
Therefore, it is fair to conclude that the image of the 
urban space of the digital era is formed by the 
synthesis of fine art, media technologies and elements 
of traditional architecture, where muralism plays a 
key role as the most ambitious artistic strategy in 
urban space. The practice of creating large-scale 
murals integrated into mass residential development 
demonstrates modern approaches to the coexistence 
of traditional forms of art and architecture with new 
requirements to facilitate navigation in urban space 
and leads to greater individualization of a particular 
place. The city becomes more "own" and close to the 
residents, motivating them to become more involved 
in various aspects of urban life and to search for new 
ideas for further positive development.  
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 



 
   

  
 

  

 
 11 

Athena Transactions in Social Sciences and Humanities, Volume 1 
Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 

 
 

 

[3] C. Velde. Street-Art – Murals XXI [М]. ART-XXI 
Century, 2018: p.192. 

[4] Festival "Cultural Code" in Chelyabinsk (2020). 
https://zen.yandex.ru/media/kazakov/v-
cheliabinske-poiavilis-graffiti-vysotoi-s-20ti-
etajnyi-dom-eto-festival-kulturnyi-kod-smotrim-
raboty-uchastnikov-
5f5719e590805024924bf027 
Accessed: 26 May 2022. (in Russian) 

[5] Street Art Is the Size of a House – How Murals 
Change the Life of Residential Areas in Kazan. 
https://www.tatar-inform.ru/news/strit-art-
razmerom-s-dom-kak-muraly-menyayut-zizn-
spalnyx-raionov-kazani-5837941 
Accessed: 26 May 2022. (in Russian) 

[6] The Whole City Is Like a Canvas: A Famous 
Lipetsk Graffiti Artist About His Hobby. 
https://lipetskmedia.ru/news/view/135031-
Vyes_gorod.html?ysclid=l435u7ttt6 
Accessed: 2 June 2022. (in Russian) 

[7] In Belgorod, Water Towers Will Be Decorated 
With Murals. 
https://moe-
belgorod.ru/news/society/1122851?utm_source

=yxnews&utm_medium=desktop&utm_referrer=
https%3A%2F%2Fyandex.ru%2Fnews%2Fsearc
h%3Ftext%3D 
Accessed: 3 June 2022. (in Russian) 

[8] Photos of Fabulous Murals by Patrick Commesi. 
http://100500foto.com/fotografii-muralov-
patrika-kommesi.html 
Accessed: 2 June 2022. (in Russian) 

[9] Spectacular 3D Compositions by Manuel di Rita. 
https://zagge.ru/effektnye-3d-kompozicii-ot-
manuelya-di-rita/ 
Accessed: 29 May 2022. (in Russian) 

[10] Pokras Lampas (Russian Wikipedia page). 
https://ru.wikipedia.org/wiki/%D0%9B%D0%B
0%D0%BC%D0%BF%D0%B0%D1%81,_%D0%
9F%D0%BE%D0%BA%D1%80%D0%B0%D1%
81 Accessed: 29 May 2022. (in Russian) 

[11] S. Armstrong. Street-Art [M]. Ad Marginem Press, 
ABC Design, 2019(176): p.5 & p.12. 

[12] I. Ponosov. Art and the City: Graffiti, Street Art, 
Activism, 2nd Edition (supplemented). 2021: 
p.288. 

 

Athena Transactions in Social Sciences and Humanities, Volume 1
Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022)

112 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 
"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. INTRODUCTION 

This article continues the author's research on the 
formation of the latest approaches in architecture and 
artistic expressiveness in contemporary museums in 
Japan. In recent years, Japan has been searching for a 
new image of contemporary museums: there are 
discussions about their function and ways to organize 
exhibition space, and a significant number of 
conceptual experiments at the level of temporary 
exhibitions. Such temporary exhibition spaces created 
in Japan in recent years (both on the territory of 
existing museums and representing a full-fledged 
architectural and artistic experiment) are a unique 
experience in the development of principally new 
characteristics of art museums. All these experiments 
are carried out for the sake of expanding the scope of 
functions and semantic content of the art museum. 
Within the framework of this article, we highlight 
such characteristics of contemporary exhibition 

spaces in Japan that allow creating new generation of 
museum that actively interacts with its visitors. 

The desire of contemporary Japanese architects to 
return sensory experience to architecture, through 
which a connection with the traditions of Japanese 
culture would be made, could not bypass such objects 
of art as museums. Building a connection with the 
traditions of one's own culture not directly, but on the 
level of subtle, often passing by consciousness, and 
more intuitive images and meanings, can be 
considered one of the most urgent aims of 
contemporary Japanese architects. A significant 
number of new museums or exhibition halls are not 
distinguished by the uniqueness of their collections or 
the presence of rare and valuable exhibits, but they 
allow you to create your own unique emotional, 
intellectual experience and encourage reflection, 
contemplation, and inner discoveries. 
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1. INTRODUCTION 

This article continues the author's research on the 
formation of the latest approaches in architecture and 
artistic expressiveness in contemporary museums in 
Japan. In recent years, Japan has been searching for a 
new image of contemporary museums: there are 
discussions about their function and ways to organize 
exhibition space, and a significant number of 
conceptual experiments at the level of temporary 
exhibitions. Such temporary exhibition spaces created 
in Japan in recent years (both on the territory of 
existing museums and representing a full-fledged 
architectural and artistic experiment) are a unique 
experience in the development of principally new 
characteristics of art museums. All these experiments 
are carried out for the sake of expanding the scope of 
functions and semantic content of the art museum. 
Within the framework of this article, we highlight 
such characteristics of contemporary exhibition 

spaces in Japan that allow creating new generation of 
museum that actively interacts with its visitors. 

The desire of contemporary Japanese architects to 
return sensory experience to architecture, through 
which a connection with the traditions of Japanese 
culture would be made, could not bypass such objects 
of art as museums. Building a connection with the 
traditions of one's own culture not directly, but on the 
level of subtle, often passing by consciousness, and 
more intuitive images and meanings, can be 
considered one of the most urgent aims of 
contemporary Japanese architects. A significant 
number of new museums or exhibition halls are not 
distinguished by the uniqueness of their collections or 
the presence of rare and valuable exhibits, but they 
allow you to create your own unique emotional, 
intellectual experience and encourage reflection, 
contemplation, and inner discoveries. 
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2. EXPERIMENTAL PROJECTS OF THE 目
[MÉ] CONTEMPORARY ART TEAM 

One of the most ambitious and innovative 
experiments in the field of contemporary museum 
display was the concept of the 目[mé] command, 
which was to allow a person to enjoy things that he or 
she does not understand. It is a subtle philosophical 
and psychological point which has never attracted 
much attention. It became the main issue of the 
exhibition under the provocative title "Obviously, no 
one can make heads nor tails" [1], which was held at 
the Chiba City Museum of Art in 2019. That exhibition 
has become one of the largest projects of the 目[mé] 
contemporary art team, which, thanks to its 
extraordinary works, attracted a lot of attention both 
at home and abroad. The creative team develops 
exhibition projects that appeal to the real feelings of 
people and tries to convey the facets of the colors of 
the surrounding world (its attractiveness, 
uncertainty, variability) through the sensations and 
personal experience of each person. 

For the period of the exhibition, the entire building of 
the Chiba City Museum of Art was transformed into a 
large installation. The exhibits of that experimental 
exhibition included not only art as a form of reality, 
but also its projection in people's mind. According to 
the idea of the authors, the reaction of the audience, 
movement around the exhibition and manifestation of 
their feelings can also be seen as artistic performance. 
To implement this bold concept, the creators did not 
limit themselves to the museum space. They used and 
transformed the area around the museum, and in fact 
completely renewed the perception of the territory of 
the entire city or town, as if forcing visitors, i.e. 

participants of this program, to look through the 
prism of a concept at the world around them. 

The central topic of the exhibition was the geological 
fault that runs through all the Japanese islands and its 
impact on people's lives. Periods of activity, strength 
of impact of the fault has not yet been fully elucidated 
by contemporary science, but it is undeniable that it 
turns Japan into one of the most earthquake-prone 
points on the globe. The Nojima Fault, for example, 
caused the Great Hanshin Earthquake of 1995 [2]. In 
Japan, even the Nojima Fault Preservation Museum 
has been created. For evident reasons, this topic is 
relevant in the country. In this case, at the exhibition 
"Obviously, no one can make heads nor tails", the real 
world is presented as a series of natural disasters, 
which are impossible to accurately predict and to fully 
understand their causes (Fig. 1). The main idea is that 
each visit to the exhibition is a unique experience, 
formed both from a person's personal experiences 
and from objective changes in the real world between 
periods of activity of unpredictable natural anomalies. 

Moreover, the exceptionally dynamic exhibition space 
was fundamentally different for various people, as 
they filled it with individual characteristics: meanings, 
images and emotions. People who visited the museum 
for that exhibition got an opportunity to see the real 
world in a new way, and perhaps to consider new 
meanings and landmarks that have been previously 
overlooked as something trivial. According to the 
general concept, each spectator could experience 
strong impressions and emotions from the exhibition, 
regardless of whether he or she understood it or not. 
"A good work of art is nothing more than something 
that touches the viewer's heart," wrote art critic Noi 
Sabuki in his book 'Sensibility Doesn't Impress' [3]. 

 
Figure 1. A fragment of the exhibition "Obviously, no one can make heads nor tails". 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Previously, the 目[mé] team has already organized 
several exhibitions that literally break the traditional 
idea of the museum space. Particularly striking in this 
regard was the exhibition "Unreliable Reality — The 
Where of This World", held at the Shiseido Gallery in 
Tokyo in 2014. It raised a question of relativity of any 
position of a physical body in the Universe and the 
mutual influence of those bodies in a vast space. At 
the same time, inspiration and imagination can help 
break all the laws of gravity, which the organizers 
tried to convey through artistic means. 

According to the creative concept of the authors, each 
visitor got an opportunity to look at the 'unreliable 
reality' through the complex internal space created in 
the gallery. The individual perception, or rather, 
experience, exposes the physical sensations of the 
audience, forcing not only to consider, but also to feel 
emotionally all the relativity and variability of the 
world which is called the reality. When people start to 
look at their existence from such point of view, they 
are ready to perceive themselves and the meaning of 
their personality against the background of the 
Universe in a completely different way. 

A conceptually similar exhibition experiment with the 
expansion of the space to the scale of the entire city 
was held at the Chigasaki City Art Museum. In 2019, 
the exhibition "Road to the Museum of Fine Arts" was 
opened there, which, in addition to the main 
exhibition, included installations and performances 
organized in various parts of the city. The opening of 
that exhibition was preceded by a 'field study'. It was 
observed how residents from various parts of the city 
with physical disabilities, such as visually impaired 
people, wheelchair users, etc., passed the road to the 
museum. The study showed that they filled the space 
with their own, individual characteristics. On that 
basis, it was concluded that different people perceive 
the same spaces and define similar circumstances in a 
different way. In general, the exhibition consisted of 
works for the perception of which all the senses are 
needed — sight, hearing, touch, and smell. Therefore, 
each person, depending on individual characteristics 
of perception, filled specific impressions with various 
facets of feelings, emotions, and meanings. 

3. EXPERIMENTAL PROJECT OF THE 
TETSUO KONDO "CLOUDSCAPES" 

In recent years, Japanese architects actively created 
various types of exhibition spaces designed not only 
for personal experience of perception, but also for the 
interaction with visitors; they even change their 
characteristics depending on some alterations in 
people's behavior. A bright and bold experiment in 
that direction was presented at the XII Venice 

Biennale of Architecture in 2010. In an interview with 
ARTiT magazine, Kazuyo Sejima, one of the most 
influential female architects in Japan, talked about the 
relevancy of the chosen motto of this biennale: 
"People meet in architecture" for the contemporary 
world. According to Kazuyo Sejima, the time has come 
to discuss a new level of interaction between people 
and architecture, as well as relationships of people 
which can be revealed through architecture [4]. In 
many ways, it was a response of the professional 
community to the processes of globalization and 
attempts to oppose them with a new concept of the 
development of architecture. 

One of the symbols of the chosen motto of the 2010 
Venice Architecture Biennale was the Japanese 
exposition, which featured the work by a young 
Japanese architect Tetsuo Kondo 'Cloudscapes' (Fig. 
2). He developed an experimental project with a cloud 
that creates a soft permeable space. When a person 
appears in this space, due to a change in temperature, 
it changes its characteristics. Visitors were invited to 
walk through the unusual space, which seemed to be 
akin to the usual experience of walking in a garden. 
The created path was a complex curve leading 
through cloudy landscapes that appeared and 
disappeared from view. Sometimes, people saw only 
other people through the cloud, while the path itself 
was hidden. The cloud was constantly changing, so 
the experience of the path was dynamic and 
individual for each person. 

Besides the fact that Tetsuo Kondo introduced a new 
quality of contemporary architecture, he also 
demonstrated the exceptional Japanese ability to 
create architecture 'out of nothing'. Using only air and 
water, he shaped a space impressive in terms of 
richness and artistic characteristics. The atmosphere 
above and below the cloud had different qualities of 
light, temperature, and humidity, visibly dividing the 
space horizontally and defining the conditional 
boundaries of physical and aesthetic differences. The 
cloud could be seen, touched and felt physically. One 
could even observe some changes in its 
characteristics where people meet each other. 

Experiments were also carried out with extreme 
forms of behavior. For example, when children began 
to make noise, it started to rain; when a group of 
adults holding hands began to spin, a tornado was 
formed [4]. Thus, at physical level it was shown that 
the environment requires a delicate attitude, and it 
always depends on activities of people. 'Cloudscapes' 
has become a visible embodiment of space, which 
allowed visitors to get individual experience of 
interacting with it. So at the Venice Architecture 
Biennale, visitors could get their own personal 
experience of interacting with various types of space. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 2. Tetsuo Kondo (architect): "Cloudscapes" at the XII Venice Biennale of Architecture. 

 
Figure 3. Tetsuo Kondo (architect): "Cloudscapes" in the Museum of Contemporary Art in Tokyo, Japan. 

The project was so successful that the architect 
brought it to life on a permanent basis. For the 
Museum of Contemporary Art in Tokyo, Tetsuo Kondo 
created an installation also called 'Cloudscapes' (Fig. 
3). So, all visitors of this museum get an opportunity 
to rise into the clouds. Another important 
characteristic of that work by the Japanese architect 
was the inclusion of 'elusive' and changeable natural 
components, such as wind and clouds, in his art work. 

A 'cloud' is formed inside a large transparent cube 
with help of a specially created temperature regime 
and air humidity. The authors of the installation came 
up with a unique three-layer structure that ensures 
the supply of cool and dry air on the bottom layer, 
warm and humid air in the middle part, and hot and 
dry air under the ceiling. Warm and humid air forms a 
cloud, 'hanging' just in the center of the cube. A ladder 
leading from the base of the cube to the top allows 
anyone who wants to climb to the clouds, pass 
through them, and even to be above the clouds. 

4. THE JAPAN PAVILION AT EXPO-2020 

Individual experience of sensual, emotional 
perception of the exhibition architecture can also 
influence at the formation of a purely individually 
oriented space. A grandiose experiment in such 
direction was presented in the Japan Pavilion at the 
Expo 2010. National pavilions at World Exhibitions 
are a special kind of exposition space and a special 
architectural object. They are built as purposefully 
temporary structures, which are to be dismantled six 
months after the end of the Expo. But this short life of 
an architectural work can become so bright, that it is 
imprinted in the annals of world architecture. After 
all, the architecture of the World Exhibitions always 
shows bold experiments in the field of searches for 
new directions and the future development of 
architecture, and also necessarily refers to the 
national traditions of the specific country. 
Exceptionally bright experiments at the Expo can be 
seen in the organization of the exhibition space. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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The Japan Pavilion at the Expo 2020 Dubai (architect: 
Yuko Nagayama/NTT Facilities) was located on a plot 
of more than 5000m² and overlooked water with its 
main façade (Fig. 4). The airy, permeable, snow-white 
façade of the pavilion efficiently combined with the 
water surface: in calm clear weather it was reflected 
on the surface of the reservoir creating a single 
artistic image, and with gusts of wind the façade 
provided a dynamic impression of an almost origami 
paper object. The façade design combined traditional 
Arabesque and Asanoha ornaments, representing a 
long history of connection and intersection between 
the cultures of Japan and the Middle East. 

The Japan Pavilion's theme was "Where Ideas Meet'. 
The exhibition space itself was conceived as 
individually oriented for each visitor. The perception 
of the exhibition by a particular person was taken into 
account, based on cultural affiliation and the 
surrounding nature with its landscapes. The Japanese 
people feel such matters very subtly. Exhibition halls 
greeted visitors with fog (Fig. 5). The images 
emerging from the fog formed an individual 
perception system and a single sign-symbolic chain of 
the history of Japanese culture for each person. 

 
Figure 4. Yuko Nagayama (architect): The Japan Pavilion at the Expo-2020 Dubai. 

 
Figure 5. A fragment of the exhibition in The Japan Pavilion at the Expo-2020 Dubai. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Navigation through the exhibition halls of The Japan 
Pavilion was driven only with interest and preference 
of visitors, up to the point that people eventually 
examined different halls, making up their own picture 
of the exhibition space. At the same time, the choice of 
visitors also influenced the creation of an artistic 
image of the exhibition space that was unique at each 
particular moment, since the artificial intelligence 
accompanying the public during the inspection of the 
exposition projected preferences of each person, and 
it created a unique mosaic of images that complement 
the presented elements of the exhibition. Very subtle 
and precisely, the idea of the creators was shaped: the 
unwitting directors of the formation of the exhibition 
space were the visitors themselves, who follow their 
own internal logic, intuition, and taste. 

5. CONCLUSION 

In the 21st century, paying tribute to contemporary 
digital technologies and the latest experiments with 
shaping, many Japanese architects see an urgent need 
to return sensory experience to architecture; a 
property which it has possessed for many centuries of 
Japanese history. The unprecedented significance of 
this property is also confirmed by the well-known 
specialist in Japan studies, Tatyana P. Grigorieva, who 
defines the essence of Japanese culture as "a culture 
of feeling" [5]. According to her, "the purpose of art 
for the Japanese is to experience true – Beauty – in a 
heart response" ([5], p.111). 

But if we recall the history of Japanese culture, it 
becomes obvious that sensory experience, even the 
experience of tactile sensations, determined both 
traditional rituals and ceremonies, and acquired 
knowledge and skills. There are many examples of it. 
One of the most striking, perhaps, is the ritual of 
admiring the cup during the traditional ritual of the 
tea ceremony. During the tea ceremony, there is a 
tradition to inspect the cup involved in the tea action, 
when the guests pass it from hand to hand. During 
such ritual, in order to note the beauty and 
uniqueness of a teacup, the guest must first pick it up, 
hold it, feel the textured pattern, and only after that 
start talking about its aesthetic qualities. Sensory 
experience, as the experience of sensory impression 
and comprehension, as a distinctive feature of culture, 

goes back to the traditions of Zen Buddhism, which 
(unlike other schools of Buddhism) has deeply 
penetrated all areas of cultural life of the Japanese [6]. 

For contemporary Japanese architects, the return of 
sensory experience, as one of the aspects of the 
perception of an architectural work and its quality, 
comes to the fore and becomes an opportunity to 
counter the processes of globalization with the 
preservation of the national identity of architecture. 
Many contemporary Japanese architects offer their 
own concepts of the image of the museum of the 
future, focused on sensory experience, seeing it as a 
mission of contemporary Japanese culture and the 
revival of its traditional foundations. 

REFERENCES 

[1] Exhibition "Obviously, no one can make heads 
nor tails". Chiba City Museum of Art, 2019. 
https://www.ccma-
net.jp/exhibitions/special/19-11-2-12-28/ 
(in Japanese) 

[2] Atsumasa Okada, Keiji Takemura, Shigehiro 
Katoh. Characteristics of the Nojima Fault: A 
Major Surface Rupture Associated With the 1995 
Hyogoken-Nanbu Earthquake in the Northern 
Part of Awaji Island, Western Japan. Humans and 
Nature, 1998(9): 33–56. 

[3] Noi Sabuki. Sensibility Doesn't Impress. 2018: 
p.8. ISBN-13: 9784790717133. (in Japanese) 

[4] Kazue Sejima. Communication, Environment, 
Sensory Space. 
https://www.art-
it.asia/u/admin_ed_feature/j62cysxgrh7mnikrxq
y4. (in Japanese) 

[5] T.P. Grigor'eva. Japan: A Path of Heart [M]. 
Kul'turnyj Centr «Novyj Akropol», 2008. (in 
Russian)  

[6] Leonard Koren. Wabi-Sabi: Japanese Philosophy 
for the Artisans, Designers and Writers [M], 
translated. Mann, Ivanov and Ferber, 2019: p.26. 
(in Russian) 

 

18
Athena Transactions in Social Sciences and Humanities, Volume 1

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022)

2 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 
"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 



    

  
 

 

 
 21 

Athena Transactions in Social Sciences and Humanities, Volume 1 
Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 

 

 

3. ANALYSIS OF THE STATUE OF THE 
CERAMIC ROOF WIND LION GOD 

3.1. Southern Fujian Ceramic Wind Lion God 

Taiwan General History · Customs 台湾通史·风俗志

蚩尤 (chī yóu), 
厌胜

蚩尤

蚩尤

狮 师

风师 风狮

Records of Lu Ban 鲁班经

Athena Transactions in Social Sciences and Humanities, Volume 1
Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022)

212 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 
"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 



24 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 

5. CONCLUSION 

REFERENCES 

 

 

 

 

 
–

 

 

 

 

 

 

 

24
Athena Transactions in Social Sciences and Humanities, Volume 1

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022)

2 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 
"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. INTRODUCTION 

In today's rapid economic development, on the basis 
of conforming to the national policy of revival of 
traditional handicrafts and exploring the added value 
of cultural products, the power of science and 
technology can be used to stimulate the inherent 
vitality and infinite potential of traditional crafts, in 
order to realize the diverse expression of culture and 
innovative development of tradition. In the National 
13th Five-Year Plan for Economic Construction and 
Development Outline, the "formulation and 
implementation of the revitalization plan for Chinese 
traditional craftsmanship" [1] is proposed to promote 
the inheritance and revitalization of Chinese 
traditional craftsmanship. Weaving and embroidery 
were included in the first batch of national traditional 
handicraft revitalization catalogues. The development 
of traditional handicrafts can no longer meet people's 
growing spiritual and cultural needs. It is imminent to 
seek an innovative development model of handicrafts 
and revive traditional national handicrafts. 

The inheritance of traditional craftsmanship is the 
foundation of the development and innovation of fiber 

art, and fiber art is a comprehensive art form 
developed on the basis of traditional craftsmanship 
and the fusion of various materials. The traditional 
skills involved include weaving, embroidery, printing 
and dyeing, felt and other traditional crafts. 

The cases in this paper list two different traditional 
craft forms, namely weaving and embroidery. Based 
on the analysis of the works of Lin Lecheng and Liang 
Xuefang, two representative fiber artists, both are 
successful cases of using traditional techniques to 
transform into fiber art creation. They are highly 
innovative and contribute to the revival of traditional 
craftsmanship, and are worthy of reference for 
innovation by art creators and industry masters. 

2. FIBER ART CREATION UNDER        
THE TRANSFORMATION OF 
WEAVING SKILLS 

Fiber art is created from a soft and warm material. It 
originated from the ancient tapestry art in the West, 
and it continuously integrates other art forms in the 
process of development. Weaving has a history of 
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13th Five-Year Plan for Economic Construction and 
Development Outline, the "formulation and 
implementation of the revitalization plan for Chinese 
traditional craftsmanship" [1] is proposed to promote 
the inheritance and revitalization of Chinese 
traditional craftsmanship. Weaving and embroidery 
were included in the first batch of national traditional 
handicraft revitalization catalogues. The development 
of traditional handicrafts can no longer meet people's 
growing spiritual and cultural needs. It is imminent to 
seek an innovative development model of handicrafts 
and revive traditional national handicrafts. 

The inheritance of traditional craftsmanship is the 
foundation of the development and innovation of fiber 

art, and fiber art is a comprehensive art form 
developed on the basis of traditional craftsmanship 
and the fusion of various materials. The traditional 
skills involved include weaving, embroidery, printing 
and dyeing, felt and other traditional crafts. 

The cases in this paper list two different traditional 
craft forms, namely weaving and embroidery. Based 
on the analysis of the works of Lin Lecheng and Liang 
Xuefang, two representative fiber artists, both are 
successful cases of using traditional techniques to 
transform into fiber art creation. They are highly 
innovative and contribute to the revival of traditional 
craftsmanship, and are worthy of reference for 
innovation by art creators and industry masters. 

2. FIBER ART CREATION UNDER        
THE TRANSFORMATION OF 
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Fiber art is created from a soft and warm material. It 
originated from the ancient tapestry art in the West, 
and it continuously integrates other art forms in the 
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thousands of years in China. It has its own unique 
artistic charm, heart-warming, and includes the 
artistic characteristics of painting and sculpture. The 
soft characteristics of wool, cotton, silk, linen and 
other fiber materials are more likely to give people a 
warm emotional resonance. In the process of 
development, modern fiber art and traditional 
weaving technology are in a relationship of mutual 
integration and promotion. Modern fiber art 
expresses the spiritual emotions of contemporary 
people with the help of traditional weaving 
technology, meanwhile, traditional weaving 
technology reflects its profound cultural value 
through the innovation of modern fiber art. 

Lin Lecheng, a professor at the Academy of Fine Arts 
of Tsinghua University in China, has been engaged in 
fiber art teaching and fiber research for 40 years, and 
his works are mainly weaving. He advocates 
expanding horizons in application practice and 
integrating classic traditional craftsmanship into 
contemporary design. The style of Lin Lecheng's fiber 
art works is compatible with tradition and 
contemporary. His expression and grasp of "meaning" 
and his views on artistic creation can be summarized 
into three points: the beauty of artistic conception 
originating from the perception in nature; the natural 
expression of spirit under the fusion of affection; the 
love and respect for human civilization and 
traditional culture. He has traveled all over the world, 
constantly sketching and creating, and many of his 
works are inspired by images of mountains, rivers, 
the earth, clouds, birds and beasts. The most 

characteristic feature of Lin Lecheng's artistic 
creation is the genuine integration of nature and 
emotion in the creation, the vivid and lively objects 
depicted, and the magnificence of the beauty of 
natural artistic conception. 

He long studied the sense of form and expressiveness 
of fiber art works and has a deep understanding of the 
traditional cultural spirit and artistic conception. 
From Lin Lecheng's works, people can see the 
influence of traditional elements such as patterns of 
the painted pottery period, picture stones and picture 
bricks of the Han Dynasty, and cursive script, and 
understand and inherit the traditional cultural spirit 
and artistic conception. Lin Lecheng's proficiency in 
expressing traditional themes stems from his long-
term training in traditional craftsmanship. Traditional 
skills and culture have always been the foundation of 
his artistic creation (Fig. 1). 

The different materials and themes in Lin Lecheng's 
artworks are his unique artistic language. This artistic 
language combines different artistic techniques from 
the East and the West. Understanding and grasping 
skills is the foundation of creation. From his works, it 
can be seen that his creation is not only an in-depth 
explanation of traditional culture, but also a re-
creation of weaving skills. In his hands, the craft 
language of weaving is not only the craft itself, but 
also a part of the artistic language. In the process of 
creation, the beauty of the form of weaving is 
integrated, so his works have both weaving 
craftsmanship and weaving interest, showing his 
unique and magnificent imagery [2]. 

 

 

Figure 1. Lin Lecheng’s "Childhood Memory" (2016) wool weaving. Collection: Guanshanyue Art Museum, China. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 2. Lin Lecheng’s "Pagoda Mountain · Loess Soul" (2019) wool weaving. 

Lin Lecheng's work "Pagoda Mountain · Loess Soul" 
(Fig. 2) is made of warm and soft natural wool 
material. The Yan'an Pagoda is the spiritual symbol of 
the Chinese revolution. The color of the work is 
chosen as the brownish-yellow gradient of the Loess 
Plateau, showing a stable and elegant, traces of the 
loss of time, and at the same time, it echoes with the 
surrounding tall architectural space environment and 
is harmonious and unified. The whole work inherits 
the lines and composition of traditional paintings, 
without deliberately emphasizing details, but more on 
the revealing of the overall charm, making people feel 
the profound implication of Chinese artistic spirit in 
the undulating mountains, in the majestic mountains 
and clouds, and in the lines of flowing water. 
Combining Gobelin's weaving skills and "tufting" 
skillfully, it highlights the unique weaving layers and 
texture effects of fiber art, creating a unique and soft 
relief, and landscape paintings become touchable and 
approachable three-dimensional textured wool. The 
cold modern architecture permeates the breath of 
nature, and in this architectural space, the dialogue 
continues between the weak and the strong, the 
contemporary and the historical. It makes people feel 
warm, cordial and solemn, paying tribute to Yan'an, 
the Holy Land of the Chinese Revolution. 

Traditional culture is the foundation of Lin Lecheng's 
creation. The weaving works of traditional Chinese 
themes are perfectly integrated with the environment 
and have a vivid charm. The transcendent 
embodiment of the beauty of Lin Lecheng's fiber art 
imagery shows that his artistic pursuit and 
exploration have been progressive and never stopped. 
Lin Lecheng has highly refined, generalized and 

expressed nature through the expression of symbolic 
art. Not only is it unique in reshaping the natural 
form, but also expresses a personal eulogy to nature 
and a valuable perception of life. This has played an 
important reference role for the successful innovation 
and transformation of today's traditional skills. 

3. FIBER ART CREATION UNDER THE 
TRANSFORMATION OF TRADITIO-
NAL EMBROIDERY TECHNIQUES 

The inheritance and development of embroidery is 
closely related to fiber art, and the study of traditional 
embroidery as a formal language will allow more 
people to understand the value conversion of 
embroidery in fiber art. 

Liang Xuefang, a master of Suzhou embroidery arts 
and crafts, has been doing embroidery since 
childhood. She believes that embroidery is not just an 
imitation of traditional painting, but innovation in 
inheritance is an effective way for the embroidery 
industry to break the circle and keep up with the 
times. Liang Xuefang has been studying traditional 
embroidery skills seriously and deeply for many 
years, creating creations based on her own cultivation 
and perception in nature, and turning the essence of 
nature into fresh design elements, which are injected 
into the creation of modern fiber art. In 2014, Liang 
Xuefang's embroidery work "If You Blooming" (Fig. 3) 
was awarded the Gold Award in the 8th International 
Fiber Art Biennale "From Lausanne to Beijing", 
becoming a veritable fiber artist. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 3. Liang Xuefang’s "If You Blooming" (2014) embroidery craft. 

Liang Xuefang's embroidery works are natural, simple 
and contemporary in style, with a few strokes full of 
ink and Zen. She often borrows the element of lotus to 
convey her perception of life. For decades, she has 
often observed the scene of a lotus seed blossoming 
and bearing fruit by the lotus pond. Combined with 
the silkworm baby spinning silk as a cocoon, a trace of 
the endless life cycle of a thousand meters, 
reminiscent of the human life is like a lotus, like a 
silkworm's self-improvement will, so needles are used 
as a substitute for writing and silk is used as ink to 
describe the vital signs of lotus flowers. The twists 
and turns in the work "Lotus Rhyme" (Fig. 4) are like 
ink painting, showing Liang Xuefang's meticulous 
observation and understanding of inner vitality. Liang 
Xuefang's embroidery works pursue the expression of 
"natural and exquisite" artistic conception and return 
to the true language of embroidery. This is the natural 
expression she explores in her continuous self-
cultivation, interpreting life, breathing and breathing. 
It is a practice that returns to nature. 

Through in-depth research on Liang Xuefang's 
embroidery, branches and leaves of natural crops are 
extracted and integrated into her delicate embroidery 
works, turning into abstract simple and interesting 

geometric line aesthetics. The exquisite grasp of the 
composition of the work, and the large area of blank 
space in the picture, reflects the ethereal beauty of 
Zen. Influenced by Liang Xuefang, the researcher also 
created a series of embroidery works, expressing the 
devout love for nature and the constant pursuit of a 
"Zen interest" life [3]. 

4. DEVELOPMENT OF MEDIA 
PROMOTES TRANSFORMATION      
OF NEW FORMS OF FIBER ART 

With the development of science and technology, fiber 
art has gradually formed a free and all-encompassing 
art from the initial practical art. The integration of 
new technologies provides a broader space for 
exploration and innovation for human spirit and 
sensory experience. Once vision fails to satisfy the 
freshness of users or viewers' attention in terms of 
design innovation, it will naturally reduce the 
attractiveness of products, and the same is true for 
works of art. Sensory replacement is one of the means 
to reduce the homogeneity of art works and enhance 
the innovation of fiber art. 

 

Figure 4. Liang Xuefang’s "Lotus Rhyme" (2011) embroidery craft. Collection: British Museum, UK. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 5. Gao Jing’s "Mulan" (2018) dynamic three-
dimensional embroidery. 

The work "Mulan" (Fig. 5) by young artist Gao Jing is 
made by combining traditional Hunan embroidery 
techniques and technology. It is a dynamic three-
dimensional embroidery fiber artwork based on the 
image of Mulan, which reproduces the beautiful scene 
of flowers growing in nature. The production method 
is to use the circuit to control the current to supply 
heat to the deformed metal material, and then cause 
the deformation, and use the infrared sensor to sense 
the audience. When the audience approaches, the 
circuit control will be triggered. The principle is to use 
a new material – flexible deformation memory alloy – 
as power skeleton to drive free opening and closing of 
magnolia petals. In this work, the viewer first feels the 
elegant charm of traditional handicraft art, and then 
feels the surprise brought by technology [4]. 

 
Figure 6. Liang Xuefang & Liu Mingxin: "Electrical 
Machinery and Lotus Dew" (2021) embroidery and 
mechanical installation. 

Liang Xuefang's latest work "Electrical Machinery and 
Lotus Dew" (Fig. 6) also breaks the previous display 
method, turning the flat embroidery into an 
interactive installation work, adding a multimedia 
mechanical lever to it, the lever rotates left and right, 
and the dewdrops rotate back and forth with the 
lever, which fully demonstrates the bold attempt of 
the artist to innovate and create. Due to the 
nanotechnology on the embroidered silk cloth, the 
water droplets can rotate freely on the embroidered 
cloth surface without soaking the silk cloth, which is 
like the vivid scenery of dew on the lotus leaf rolling 
in the wind after the rain. 

The work "Five Pairs of Eyes" (Fig. 7) by embroidery 
master Yao Jianping and artist Qiu Zhijie also uses 
embroidery combined with program-controlled 
motors, infrared induction systems and stainless 
steel. The five pairs of eyes are opened and closed, 
and are constantly turned up and down under the 
drive of the program-controlled motor. The front and 
back sides are quickly presented in front of the 
audience. In the dark background, the wonderful 
effect of blinking eyes is formed. When people 
approach, the infrared sensor system will stop the 
movement when it detects people. The whole work is 
full of interest, which breaks the inherent form of 
traditional techniques that are only static frames on 
easel. Combination of technology and skills provides 
more possibilities for contemporary fiber art [5]. 

 
Figure 7. Qiu Zhijie & Yao Jianping: "Five Pairs of Eyes" 
(2021) embroidery and mechanical installation 
(dimensions variable). 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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In relation to today's highly integrated development 
of science and technology, the combination of art and 
technology will become the norm, not only expanding 
the dimension of traditional craftsmanship, but also 
extending the depth of the connotation of fiber art. 
Development of science and technology not only 
provides people with convenient lives, but also makes 
them believe that in the future, traditional crafts and 
contemporary fiber art will present more diverse and 
colorful cooperation models. 

5. CONCLUSION 

In recent years, the revitalization of traditional crafts 
has gradually attracted the attention of China, 
emphasizing the protection of the continuity of the 
traditional culture, and promoting the cross-
disciplinary cooperation in fiber art creation. Starting 
from the practical needs of protecting traditional 
crafts, people try to carry out technological 
innovation, material innovation, and expand the 
combination of art and technology to achieve 
diversified development. 

Relevant exhibitions in the field of fiber art continue 
to happen, well-known artists use traditional crafts to 
carry out creative transformations, and cooperation 
between industrial arts and crafts masters and artists 
cross-border, etc., all are to make the public pay more 
attention to and protect traditional national skills. At 
the same time, it injects fresh and powerful cultural 
power into development of contemporary fiber art. 
Fiber art works created from the perspective of craft 

revitalization establish a clear attitude and position, 
and provide clear direction and new ideas for the new 
development of fiber art. Inheritance and innovation 
of culture must be carried out continuously, gradually 
realize the sustainable development of culture, 
economy and ecology, and improve people's life, and 
then improve the concept of life in rural areas, build 
beautiful homes, inherit and revive traditional 
excellent culture, and improve national cultural self-
confidence. Fiber art is intervening in this process in 
diverse and unique ways. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. INTRODUCTION 

The development of Chinese fonts from seal script to 
official script has undergone significant changes in the 
font structure, and since then it has laid the 
foundation for the font structure of modern Chinese 
characters. It is an important turning point in the 
history of the evolution of Chinese characters, a great 
leap in the change of the font structure, and an 
important process of the evolution of calligraphy 
styles. This process not only includes the development 
law of calligraphy art, but also shows the social 
background, geographical environment and mentality 
of calligraphers and other factors in the development 
of calligraphy art. From the life course of official 
script, people have seen the development of the whole 
calligraphy art, which is a history of continuous 
innovation and development. 

 

 

2. PRODUCTION OF OFFICIAL SCRIPT 

2.1. Origin of the Name of Official Script 

The official script can be divided into ancient official 
script and Han official script. The "ancient official 
script" is a folk writing style of the Qin and Six 
Kingdoms in the Warring States Period, and it is 
actually a scribbled way of writing the small seal 
script. After Qin unified the Six Kingdoms, the 
government issued an order of "Towards One Chinese 
Characters". The large seal script, which had been 
used for a long time in the Zhou Dynasty, was sorted 
out by Li Si and others and became a standardized and 
stereotyped new script, which was historically called 
the small seal script, namely, the parent script of 
official script to evolve later. Due to the unification 
and fixation of the objects of official script change, the 
development goals of the folk official script tended to 
be unified, and the official script was on the road to 
maturity since then. 
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1. INTRODUCTION 

The development of Chinese fonts from seal script to 
official script has undergone significant changes in the 
font structure, and since then it has laid the 
foundation for the font structure of modern Chinese 
characters. It is an important turning point in the 
history of the evolution of Chinese characters, a great 
leap in the change of the font structure, and an 
important process of the evolution of calligraphy 
styles. This process not only includes the development 
law of calligraphy art, but also shows the social 
background, geographical environment and mentality 
of calligraphers and other factors in the development 
of calligraphy art. From the life course of official 
script, people have seen the development of the whole 
calligraphy art, which is a history of continuous 
innovation and development. 

 

 

2. PRODUCTION OF OFFICIAL SCRIPT 

2.1. Origin of the Name of Official Script 

The official script can be divided into ancient official 
script and Han official script. The "ancient official 
script" is a folk writing style of the Qin and Six 
Kingdoms in the Warring States Period, and it is 
actually a scribbled way of writing the small seal 
script. After Qin unified the Six Kingdoms, the 
government issued an order of "Towards One Chinese 
Characters". The large seal script, which had been 
used for a long time in the Zhou Dynasty, was sorted 
out by Li Si and others and became a standardized and 
stereotyped new script, which was historically called 
the small seal script, namely, the parent script of 
official script to evolve later. Due to the unification 
and fixation of the objects of official script change, the 
development goals of the folk official script tended to 
be unified, and the official script was on the road to 
maturity since then. 
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Regarding the origin of the name "official script", 
according to Zhang Huaiguan's Shu Duan (书断) in the 
Tang Dynasty, Cheng Miao was the creator of official 
script. Legend has it that Cheng Miao was good at 
writing large seal script. He was originally a small 
official in a prison and was imprisoned because he 
offended the First Emperor of Qin. After ten years of 
research in prison, he increased or decreased the 
strokes of small seal script characters to form 3,000 
official script characters, which was appreciated by 
the First Emperor of Qin, who then released him and 
gave him an official position. Because the script he 
created was convenient for officials to use, it was 
called official script. 

In some literature, some scholars also refer to official 
script as "Fenshu" (分书) or "Bafen" (八分). There are 
several statements about the origin of the name 
"Bafen", which can be roughly classified into three 
types. The first statement is that Wang Cizhong of the 
Qin Dynasty believed that the strokes of ancient fonts 
were lacking ups and downs, so the official script font 
was used as the orthodox, and the font was 八分 ("分" 
was the ancient unit of length) square, so there was an 
orthodox font, believing that this statement originates 
from the scale of words. The second argument is that 
the official script gradually evolved into a shape like 
the Chinese character "八", so it was called "八分" 
script. The third statement is the one recorded in Ye 
Tinggui's Hailu Suishi · Literature · Epistle (海录碎事·文

学·书札) in the Northern Song Dynasty, namely, "As for 
八分, Cai Wenji said: 'My father took two 二分 from the 
八分 in the official script, and 八分 from the 二分 in the 
seal script, so the official script was called 八分". Wu 
Qiuyan of Yuan Dynasty believed that as for the font of 
"八分", Han official script had no ups and downs, it was 
easier to identify than Qin official script, and more like 
seal script than later official script. If the official script 
was written in the style of writing seal script, the 
ancient "八分" font would be obtained [1]. The third 
statement is based on Cai Wenji's words, and its 
writing style doesn't refer to the typical Han official 
script with Botiao. Here, it won't be further detailed. 
The first statement takes its name from the size. The 
Han ruler is 23.5 centimeters today, and the font is 八
分, about 2 centimeters square. If it is written on 
bamboo slips, the font is too large, but it's also too 
small compared to the existing Han stele font. There is 
no other example of naming a calligraphy style by 
size, therefore, it remains unconvincing. Only the 
second statement seems plausible and is accepted by 
most people. Most of the inscriptions in the Later Han 
Dynasty belong to the Bafen official script. 

There is also a statement that the Han Mo Zhi (翰墨志) 
written by Gaozong Zhao Gou of the Southern Song 
Dynasty divided the calligraphy styles into five types: 
regular script, running script, cursive script, seal 

script, and official script, and the Fenshu was called 
official script. In the feudal society, the emperor's 
opinion had absolute authority, so after the Southern 
Song Dynasty, most people renamed the Fenshu as the 
official script [2]. 

2.2. Early Official Script 

In fact, it is a long and continuous process of 
simplification from the emergence to the development 
of any new calligraphy styles, and those regular and 
fixed calligraphy styles are the result of the official 
arrangement. Cheng Miao, as a master of official 
script, made many pioneering efforts in the process 
from seal script to official script, and was the first 
calligrapher to popularize the use of official script. 
Therefore, it is reasonable for Zhang Huaiguan to call 
him "the ancestor of official script". However, the 
official script in Qin Dynasty was not a formal font, 
and small seal script was generally used in more 
solemn occasions, such as the inscription stones 
erected in Mount Tai, Langya Mountain, Guijishan 
Mountain and other places during the first emperor's 
eastern tour. The existing ones include "Taishan 
Carved Stones" (Fig. 1) and "Langyongtai Carved 
Stones", which are the standard small seal script that 
are said to be written by Li Si. The organization is 
well-proportioned and neat, the brushwork is lean 
and rounded, and the lines are periphrastic in their 
ebullience, with the beauty of dignity and elegance. At 
that time, official script had been widely used in the 
documents made by officials of the Qin Dynasty, and 
this fact was confirmed in Yun Meng Qin Jian (云梦秦简) 
unearthed from the Qin tomb. 

 
Figure 1. "Taishan Carved Stones". 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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"Yun Meng Qin Jian" is the general term for a large 
number of bamboo slips unearthed in 1975 from 
Tomb No. 11 in Shuihudi, Yunmeng County, Hubei 
Province. The owner of the tomb was an official at 
that time, so more than half of the slips recorded 
actual legal provisions and official texts at that time, 
such as the Chronicle, which recorded the main events 
of the Qin State in the first year of King Zhao of Qin 
(306 BC) since the era of the First Emperor of Qin. 

In the early official script, silk books played an equally 
important role. Taking the silk books unearthed from 
the Mawangdui Han Dynasty Tomb in Changsha as an 
example, the Mawangdui Han Dynasty Tomb was the 
joint tomb of Li Cang, the prime minister of Changsha, 
who was later enfeoffed with the land of Dai, and his 
wife. The unearthed silk book Lao Zi has two versions: 
version A and version B. Version A is the first to be 
discovered in the documents attached to the Lao Zi. 
The full text of it consists of 464 lines and more than 
13,000 characters. The font is between seal script and 
official script, and some scholars call it "cursive 
script". Version B (Fig. 2) has 152 lines and more than 
16,000 characters, which is the authentic official 
script. There is a volume of records of the activities of 
the lobbyist Su Qin during the Warring States Period 
in the silk book. Since this silk book didn't have a title, 
based on the fact that Su Qin was called a "Political 
Strategist" in Hundred Schools of Thought (诸子百家), 
the academic circles named it Letters Home by 
Political Strategists in the Warring States Period (战国纵

横家书). Compared with version A of Lao Zi, the book 
was closer to the official script. In addition, there is a 
volume of divination book Astronomical 
Meteorological Mixed Divination (天文气象杂占), with a 
total of 350 pieces, each of which is painted in ink or 
vermilion with celestial phenomena such as clouds 
and stars, and their names, explanations and 
inscriptions are noted below. Its calligraphy style is 
the same as that of the version A of Lao Zi, which is 
between seal script and official script, belonging to the 
transitional calligraphy that evolves from small seal 
script to official script. Since the name of Liu Bang, the 
Emperor Gaozu of Han Dynasty, appears in the 
version A of Lao Zi and Astronomical Meteorological 
Mixed Divination, according to China's unique habits 
(such as avoiding the emperor's name, using 
pronouns or omitting the words, etc.), it can be 
speculated that the above-mentioned silk books may 
have been written before Gaozu claims to be an 
emperor. Although the version B of Lao Zi and Letters 
Home by Political Strategists in the Warring States 
Period avoids the word "bang (邦)", the names "Ying    
(盈)" and "Heng (恒)" of Emperor Hui (刘盈) and 
Emperor Wen (刘恒) are used as usual, so it is 

estimated that they are hand-copied books during the 
reign of Gaozu. The former calligraphy style is 
between small seal script and official script, and the 
latter is a more mature official script, which also 
proves that their written time is indeed different [3]. 

 
Figure 2. "Lao Zi", version B. 

3. GLORIOUS ERA OF OFFICIAL SCRIPT 

The official script became more and more mature in 
the widespread use of Western Han and Eastern Han 
Dynasties, and after a long and continuous process of 
simplification, it became more tidy and regular, and 
there were left-falling strokes and right-falling 
strokes, i.e., starting one word with a horizontal 
stroke, which first raises and then lowers, and then 
raises to make a corner angle with a wavy state, and 
left-falling strokes and right-falling strokes run in the 
opposite direction. With the development of Chinese 
characters to official script, the pictographic flavor 
gradually diminished, the structure became more and 
more simplified, and the forms of stippling gradually 
enriched. The development of simplicity and 
complexity made Chinese calligraphy art begin to 
focus on expressing font structure with free and 
diverse line changes and spaces, expressing the 
author's thoughts and feelings, thus bidding farewell 
to the primitive era of "calligraphy and painting in 
one", sublimating to highly abstract lines artistic 
realm, and marking the maturity of Chinese 
calligraphy as an independent art form. 

In the early Western Han Dynasty, although various 
documents and unearthed cultural relics proved the 
appearance of paper, bamboo slips still existed as a 
common writing material in the following hundreds of 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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years. The length of bamboo slips was strictly 
regulated in the hierarchical society of the Han 
Dynasty. For example, the imperial edict was 1 chi and 
1 cun long, the policy book of conferring titles of 
nobility on feudatory kings was 2 chi long, and the 
classic length was 2 chi and 4 cun. Lun Heng · Xie Duan 
(论衡 谢短篇) says: "2 chi and 4 cun, said by the sage" 
[4]. The length of The Book of Songs, Book of History, 
Book of Rites, Book of Changes, etc. are all 2 chi and 4 
cun. Ordinary records and books of scholars are 1 chi. 

The unearthed Han bamboo slips are mainly 
concentrated in the northwest areas and inland 
provinces. In order to deal with the invasion and 
harassment of the Xiongnu, Emperor Wu of the Han 
had fortified in the northwest areas such as Dunhuang 
and Juyan, and left a large number of letters and 
official documents on bamboo slips. In these 
documents, the character pattern was completely 
horizontal, each character was flat and wide, and the 
left-falling strokes and right-falling strokes were also 
fuller than other strokes. Although there were 
different styles due to different writers, the full 
expansion of left-falling strokes and right-falling 
strokes showed the beauty of softness and 
smoothness of the motion changes in the brush 
strokes, such as No. 1524A and No. 1524B Juyan Han 
bamboo slips and bamboo slips of the fourth year of 
Heping (25 BC), etc. In 1973, the official script of Han 
bamboo slips in the middle and late Western Han 
Dynasty unearthed in the Han tomb at No. 40 
Bajiaolang, Dingxian County, Hebei Province, 
reversely started and flatly ended. The first strokes of 
main strokes were all dignified, which were finished 
lightly and fast, with rich and full left-falling strokes 
and right-falling strokes, wide and flat structures, 
stable centers of gravity and soothing forms, being 
fully equipped with the beauty of mature official 
script and very similar to the Yiying Stele (乙瑛碑) in 
the middle and late Eastern Han Dynasty that had 
gotten rid of the calligraphic style of seal script. 
Unearthed in 1959, the wooden slips of Etiquette          
(礼仪) from the Han Tomb No. 6 Mojuzi, Wuwei, Gansu 
Province, were about the works of Emperor Chengdi 
of the Western Han Dynasty (32 BC-7 BC), which were 
transcriptions of Confucian classics, with free and 
easy strokes, sometimes being finished with exposed 
cusps, and there were hook strokes and left-falling 
strokes that were similar to later regular script. These 
changes have important implications for studying the 
evolution of calligraphy styles [3]. 
Most of the bamboo slips unearthed in the northwest 
region were from the Xin Dynasty and early Eastern 
Han Dynasty, and most of them inherited the 
calligraphy style in the late Western Han Dynasty. The 
number of bamboo slips in the late Eastern Han 
Dynasty was very small. The wooden slips from the 

first year to the second year of Yanxi (158-159 AD) of 
Emperor Huan of the Eastern Han Dynasty unearthed 
in Gansu had a large extension of the main strokes and 
a compact center structure, which were vigorous and 
unrestrained without being hasty. 

There was also an important form of calligraphy in the 
Western Han Dynasty, namely, the engraved 
calligraphy, including bronzes, seals, carved stones, 
and eave tiles. Such works often had the factor of 
official script, some of the official script had slightly 
curved strokes, and the organization was smooth and 
beautiful. Among the Chinese inscriptions and 
engraved stones, there were also vivid and simple 
ones, such as: Huai Wang Yu Xi (淮王玉玺), Engraved 
Stone in the Second Year of Wufeng (五凤二年刻石) (Fig. 
3), etc. In the Western Han Dynasty, because there 
was no stone inscription called "stele" in terms of 
shape and structure and function as in the Eastern 
Han Dynasty, the stone with words seen was called 
"engraved stone". There were very few engraved 
stones in the Western Han Dynasty, the shape and 
structure were not fixed, the qualities of stones were 
rough, but the calligraphy style was forceful, sincere, 
dignified, simple and straightforward. 

 
Figure 3. "Engraved Stone in the Second Year of Wufeng". 

In the late Eastern Han Dynasty, on one hand, during 
the Emperor He of Han period, paper was widely used 
as a writing material, and the rich expressive power 
and high sense of freedom unique to the ink brush 
were expressed wildly. The stippling lines of different 
forms using brush enhanced the formal beauty of the 
official script. On the other hand, the rulers of the 
Eastern Han Dynasty advocated reputation and 
integrity, filial piety and Confucianism. Scholar-
bureaucrats were keen on fame and prestige, and 
after they died, they would get an elaborate funeral 
and monuments would be set up to eulogize their 
merits and virtues. Under this circumstance, the art of 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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inscriptions on steles, epitaphs, stone classics, 
inscriptions on precipices etc. prevailed on a large 
scale, the official script also got the best opportunity 
for development, and there was an unprecedented 
brilliant prosperity of it, which became the main 
content of inscription art in the Han Dynasty. 

The exquisiteness of Han steles reached a peak during 
the reign of Emperor Huan and Emperor Ling in the 
Eastern Han Dynasty. During this period, the official 
script was full of beauty, diverse in style, exquisite in 
stroke pattern, full of pitching changes and the beauty 
of left-falling strokes and right-falling strokes. It 
developed into a unique style of calligraphy style that 
was completely different from the seal script, 
representing the artistic achievements and styles of 
the Eastern Han Dynasty official script. Most of the 
inscriptions are concentrated in Shandong, Henan, 
Sichuan and Shaanxi. For example, in Xiyue Huashan 
Mountain Temple Stele (Fig. 4) and Stele of Cao Quan    
(曹全碑) (Fig. 5) unearthed in Shaanxi, the former's 
calligraphy style is set to order, dignified and 
rigorous, with elegant and gorgeous bearing, while the 
latter is graceful and fine, stretching and free. They 
are the representative works of Chinese beauty and 
the beauty of fineness and powerfulness of Han steles 
respectively. There is also Ode to Shimen (石门颂) 
whose calligraphy style is thin, hard, unrestrained, 
vigorous and soft, which is known as the cursive 
script in official script, full of artlessness. Yang 
Shoujing said in Comment on Steles (评碑记): "His 
brush is like the solitary cloud and the wild crane, 
with ethereal lightness. Excellent and outstanding 
people of Six Dynasties appear from it" [1]. Unearthed 
in Qufu, Shandong Province, the calligraphy style of 
Stele of Ritual Vessels (礼器碑) is thin and powerful, 
vigorous, and fine and graceful, which belongs to the 
fine and powerful school of Han steles. In addition, the 
Stele of Zhang Qian (张迁碑) unearthed in Dongping 
County, Shandong Province has a simple and elegant 
calligraphy style, with changeable upright and 
foursquare and neat features, which is a typical 
example of being upright and foursquare in Han 
steles. Sichuan Province is a province with many 
inscriptions and a clear regional calligraphy style. 
Generally, there are two types, one is the upright and 
foursquare ones like Stele of Fan Min (樊敏碑) and the 
other is the indulgent and unrestricted ones such as 
Shen Fu Jun Que Ming (沈府君阙铭). Especially in the 
latter, the horizontal strokes are stretched to the 
fullest, open in a bizarre way, without hanging and no 
hindrance, being very unique, which are quite similar 
to the official script of Han bamboo slips in the middle 
and late Eastern Han Dynasty unearthed in Gansu. A 
large number of Huangchang stone inscriptions 

unearthed in Luoyang, Henan Province and some 
portrait inscriptions, epitaphs, cliff tomb inscriptions 
and other sketching engraved stone characters in the 
Eastern Han Dynasty, are small in length or 
handwriting. Most of them are buried in not little-
known places, the engraving is more casual, the 
strokes are mostly flat and straight without ups and 
downs or Botiao, and the structure is also direct and 
unrestrained, looking simple and high-spirited. These 
engraved stones account for eight or nine out of ten of 
the Eastern Han inscriptions, and are important 
materials for the study of Han official script writing 
techniques and calligraphy history. 

 
Figure 4. "Xiyue Huashan Mountain Temple Stele". 

 
Figure 5. "Stele of Cao Quan". 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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The richness of Eastern Han inscriptions is a great feat 
in Chinese history. During the fourteen years of 
Emperor Huan and Emperor Ling (146-189 AD), there 
were more than 700 types of Eastern Han inscriptions 
recorded, and more than 170 types of books of 
rubbings were handed down, and there are 60 types 
of Han steles in existence. Wang Shu of the Qing 
Dynasty said in the Preface and Postscript of an Empty 
Boat (虚舟题跋) that, "The official script reached a peak 
in the Han Dynasty. Each stele had its own 
uniqueness. There were no two steles that were the 
same. Each Han stele has a style, which can be 
described as colorful and varied. Each Han stele is also 
a calligrapher's fine work, with exquisite and 
wonderful wording, which is extremely precious" [5]. 

4. EVOLUTION OF THE OFFICIAL 
SCRIPT'S CALLIGRAPHY STYLE 

4.1. Transformation From Official Script to 
Cursive Script 

In the short decades from Qin to Han, the change of 
calligraphy style was rapid. While the official script 
gradually matured, another calligraphy style, cursive 
script, came into being. When the cursive script was 
born in the Qin and Han dynasties, Cai Yong once said: 
"In the early Qin Dynasty, the princes fought for a long 
time, and the official documents were delivered 
through the courier station. Due to the difficulty of 
writing in seal script and official script, they couldn't 
be used in an emergency, so a quick writing style was 
used, which is today's cursive script. It can be seen 
that the cursive script originally evolved from the 
official script. At that time, the official script was 
simplified in writing and served as "the script for 
emergency", so there was the cursive script. Xu Shen's 
Shuo Wen Jie Zi Xu (说文解字 叙) said: "The cursive 
script rose in the Han Dynasty". The handwritten 
cursive script in the early Han Dynasty was cursive 
official script, and later gradually developed into 
Zhangcao. Zhangcao (a specific kind of cursive hand of 
Chinese calligraphy) mostly adopted the posture of 
official script, but was written in concise and hasty 
brushwork, retaining the stroke trail of official script. 
Although some of its strokes were joined together in 
an encompassed manner and some structural 
components were omitted, each character was 
written independently in one stroke. Especially for a 
bamboo slip with multiple lines, each character was 
bound by the characters on its left and right sides. The 
start of horizontal strokes should not be too long and 
the strokes had to be restrained inwards to connect 
the strokes below, giving a vertical sense of force, 
which could be said to be a unique calligraphy style in 
the Han Dynasty. There are different opinions on the 

origin of the name of Zhangcao and most agree that it 
was named after the founding of Emperor Zhang of 
the Han Dynasty. In the Tang Dynasty, Cai Xizong said 
in On Model Calligraphy (法书论) that "Zhangcao 
appeared in the period of Emperor Zhang of the Han 
Dynasty". In Tang Dynasty, Wei Xu's Compilation of 
Fifty-six Calligraphy Styles (纂五十六种书) said: "The font 
of Zhangcao was created by Du Duo in the Eastern 
Han Dynasty. Because Emperor Zhang of Han Dynasty 
liked it, it was named 'Zhangcao'". In the Tang 
Dynasty, Zhang Yanyuan said in Calligraphy Works 
Catalogue (法书要录): "Zhangcao was originally used 
during the reign of Emperor Zhang of the Han 
Dynasty" (Fig. 6). 

During the Eastern Han Dynasty, the number of 
bamboo scripts in cursive script increased 
significantly, and the fonts became more mature. The 
brushwork was bold and unrestrained and the stroke 
pattern was open and unconstrained (such as Shi Jian 
Guo Di Huang Si Nian Jian, 始建国地皇四年简, 23 BC). By 
the Jin Dynasty, the cursive script in the works of 
wooden slips and remnant paper completely got rid of 
the influence of the Fenshu, the strokes were linked 
together, the brush strokes were free and flexible, as if 
they were written without stopping, and the 
characteristics of regular script appeared. For this 
kind of change, in order to distinguish in terms of the 
name, later generations referred the cursive script 
with the characteristics of Fenshu, which emphasized 
horizontal trend with left-falling strokes and right-
falling strokes and incoherence, as Zhangcao, and 
called the up-down coherent cursive script with the 
characteristics of regular script emphasizing vertical 
trend without left-falling strokes and right-falling 
strokes Jincao (今草) [3]. 

 
Figure 6. Hurriedly-written essay of Zhangcao. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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There was an important figure in this transformation 
process – Zhang Zhi, the "cursive-sage" in the era of 
Emperor Huan and Emperor Ling of the Eastern Han 
Dynasty. Zhang Zhi was good at cursive script, 
surpassing Du Du and Cui Yuan based on learning 
their cursive script. The body structure of his cursive 
script was connected with the imposing style, the qi 
channels were connected, and there was little factor 
of official script, like floating clouds and flowing 
water, being inextricably tangled together. Zhang Zhi's 
reformation of Zhangcao made it take a decisive step. 
The representative calligrapher in the mature stage of 
cursive script was Wang Xizhi, who was known as the 
"sage of calligraphy" in the Jin Dynasty. His 
representative work Shi Qi Tie (十七帖) (Fig. 7) was 
fresh and meaningful and had great influence on later 
generations. In the Tang Dynasty, Zhang Xu and Huai 
Su created Kuangcao (狂草, an excessively free cursive 
style), emphasizing vertical and horizontal coherence 
without stopping, improving the expressive freehand 
ability of cursive script to a new height. Progressing 
from cursive script to Kuangcao, the cursive script 
gradually lost its use value of recording language, and 
only the value of artistic appreciation remained. 

 
Figure 7. Wang Xizhi’s "Shi Qi Tie". 

4.2. Transformation From Official Script to 
Regular Script 

Regular script, also known as "Zhenshu (真书)", 
"Zhengshu (正书)", and "Jinli (今隶)", is a calligraphy 
type evolved from the differentiation of official script. 
It changed the Han official script font's "twists and 
turns", "first strokes' being dignified while last 
strokes' being light and fast", as well as being square 
and flat, and replaced it with straight strokes and 

square structure, becoming a mature stroke character. 
"楷" means "model", and regular script (楷书) is a 
model calligraphy that can be used as a model.  

Zhang Huaiguan in the Tang Dynasty said in the 
Volume "Bafen" in Shu Duan: "It was originally called 
regular script. The regular script refers to rules, styles, 
and templates. Confucius said that it is passed down 
from present to future generations and becomes a 
model. Therefore, any type of calligraphy style that 
has the functions of model and laws can be called 
regular script". Regarding the origin of regular script, 
there is a legend that Wang Zhongci created regular 
script in Qin Dynasty, and some people think it was 
Zhong Yao, a great calligrapher during the Three 
Kingdoms period, that created it. These just show that 
the regular script is not created by only one person, 
but it is a conscious evolution of the calligraphy style 
in the process of use. However, it should be admitted 
that Zhong Yao has indeed made a great contribution 
to the process of transformation from official script to 
regular script. The gorgeous emblazonry techniques 
of official script enrich the artistic expression of 
Chinese characters, but at the same time, because the 
handwriting cannot be coherent, it affects the fluency 
of writing, which is contrary to the utility function of 
Chinese characters as language recording symbols. 
The stippling of official script cannot take into account 
the requirements of both artistry and practicality, so it 
is not a perfect font and must be further developed to 
solve the problem of continuity of the strokes of the 
upper and lower stippling on the original basis. In 
general, after the horizontal stroke stops, the starting 
stroke of the next stroke is at the lower left of it, so it 
cannot be jutted out to the upper right and must be 
pressed down and paused and finished to the left. If 
the left-falling stroke is to be coherent with the 
following strokes, the closing stroke cannot be 
pressed down and paused and must be jutted out in 
accordance with the situation, which then will present 
a tapering appearance. To be coherent with the 
following strokes, the horizontal strokes and vertical 
strokes should sometimes derive hook strokes and 
rising strokes. All these needs for coherence have led 
to the variation of official script stippling, leading to 
the emergence and development of regular script. 

In the early days of regular script, although the 
stippling has been hooked and risen risen and the 
stroke pattern and the method of regular script have 
become quite obvious, the strokes still have a strong 
official script style. The Wu Shi Shu Volume II (吴十书 卷

二) discovered in Xinjiang in 1924 is a typical 
calligraphy style of this period. Its brush strokes are 
soft and the character patterns are square, but at the 
same time, there are left-falling strokes and right-
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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falling strokes of official script, showing the transition 
tendency from official script to regular script. Zhu Fo 
Yao Ji Jing (诸佛要集经) (found in Xinjiang in 1908, is the 
earliest known manuscript of Buddhist scriptures in 
the world), which is a little later than Wu Shi Shu 
Volume II, was written during the Yuankang period of 
the Western Jin Dynasty. The font is rigorous, square 
and neat, and it is basically close to regular script. In 
the Eastern Jin Dynasty, Wang Xizhi's regular script 
developed greatly. He followed Mrs. Wei's suit, was 
influenced by the calligraphy of "cursive-sage" Zhang 
Zhi, and gained the spiritual strength and momentum 
of Zhong Yao's calligraphy, forming his unique style of 
being unrestrained, elegant, magnificent and 
powerful. The Le Yi Lun (乐毅论) and Huang Ting Jing  
(黄庭经) (Fig. 8) have been passed down to later 
generations. Wang Xianzhi changed his father's style 
and made his own one. And his regular script Luo 
Shen Fu Shi San Hang (洛神赋十三行) is handed down. 
Later in the same period, in the north, the Tuoba clan 
of Xianbei established the Wei Dynasty, which was 
called the Northern Wei Dynasty in history. The 
calligraphy of the Northern Wei Dynasty is most 
famous for the inscriptions, known as "Wei stele" in 
history, which is a unique aesthetic model in the 
history of Chinese calligraphy. "Wei stele" is mostly 
mature regular script, and there are four types of 
inscriptions on steles, inscriptions on precipices, 
inscriptions for the Buddhistic sculptures and 
epitaphs. The overall style and features are rough and 
simple, and the aptitude is free, raunchy and has its 
own temperament, which is completely different from 
the literati calligraphy style of the Wei and Jin 
dynasties that is reserved, unrestrained, solemn and 
honest and sincere. This has an inevitable connection 
with the historical and cultural background of the 
northern turmoil at that time. The calligraphy of the 
inscription in the Northern Wei Dynasty follows no 
set form, has no sect or school, mostly from the hands 
of stonemason, and has the charm of folk calligraphy 
style. The most representative ones are Twenty Pins of 
Dragon Gate (龙门二十品) [6], etc. (Fig. 9). 

Literati calligraphy has been in the mainstream since 
the end of the Han Dynasty. Wei stele was not valued 
by people before the Qing Dynasty, and the 
development track of regular script continued all the 
way with the calligraphy of "two-Wangs". Since the 
Tang Dynasty, the calligraphy of regular script has 
completely eliminated the official script brushwork 
often carried in the Southern and Northern Dynasties. 
To begin with, there were the "Four Brilliant 
Calligraphers in Early Tang Dynasty" who inherited 
two-Wangs' calligraphy style — Ouyang Xun, Yu 
Shinan, Chu Suiliang and Xue Ji; later, there were Yan 
Zhenqing and Liu Gongquan, creating a style of their 
own, and were later called "Muscle of Yan Style and 
Bone of Liu Style", becoming the creators of the new 

style of regular script. In the early stage, the stippling 
of Ouyang Xun's regular script was firm and forceful 
with slender stroke pattern; in the mid-term, Yan 
Zhenqing's style was opposite to Ouyang Xun's, with 
vigorous stippling and broad stroke pattern; in the 
later period, Liu Gongquan integrated Ouyang Xun 
and Yan Zhenqing's style characteristics, adopted an 
eclectic expression technique, and wrote majestic and 
straight. The works of the three calligraphers reflect 
the three periods of development of regular script 
calligraphy in the Tang Dynasty. The style and form of 
regular script has been fully expressed in the Tang 
Dynasty, like a blooming flower, showing its most 
brilliant moment. Regular script's stippling forms and 
stroke patterns are rich and varied, and all strokes are 
very coherent in writing, being both pleasing to the 
eye and convenient, integrating artistry and 
practicability. After 1,500 years, it is still the most 
widely used calligraphy style today. 

 
Figure 8. "Huang Ting Jing". 

 
Figure 9. "Shi Ping Gong Zao Xiang Ji". 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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5. CONCLUSION 

In the 3000-year history of Chinese calligraphy, the 
official script only took more than 400 years from 
budding to maturity, but this process does contain 
various factors and laws of the evolution of 
calligraphy styles, becoming a topic of never-ending 
inquiry. It is like a crossroad in the history of 
calligraphy, giving people unlimited and unobstructed 
possibilities. It was once told that learning Han steles 
may not necessarily make you a calligrapher, but 
calligraphers must learn Han steles. Calligrapher 
Wang Dongling, a student of the contemporary 
cursive-sage Lin Sanzhi, said: "My teacher's cursive 
script is based on the foundation of Han stele skills of 
fifty or sixty years". It can be seen that the official 
script plays an important role in the learning of 
calligraphy. Theory should always serve practice. Only 
by understanding the formation and evolution of 
official script can people better learn and carry 
forward the spirit of Chinese calligraphy art. This is 
what people should pursue unremittingly. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. INTRODUCTION 

This article is based on the main research on the plant 
image frequently used in Yan Jidao's "Xiaoshan Ci". 
The article analyzes and interprets some of the images 
based on the background of the times and the author's 
experience, and with reference to ancient Chinese 
poetry works. By searching for relevant materials and 
reading Chinese poetry classics, the article concludes 
that the tragicness of "Xiaoshan Ci" through "plant 
image" is closely related to the environment of the 
times and the author's experience to a certain extent. 
The scope of "plant image" is very large. In Chinese 
poetry, the emotion of "sorrow" is in the majority, 
which also has the conclusion of the factors of China's 
historical development background. 

 

 

 

2. ORIGIN AND HISTORICAL 
EVOLUTION OF "PLANT IMAGE" 
CATEGORY IN YAN JIDAO'S 
PESSIMISTIC AESTHETICS 

The ancients always liked to borrow scenery to 
express emotions, and gave them some special 
meaning with the help of some special attributes of 
natural plants. Because of their own characteristics, 
plants also occupy a place in Chinese poetry, which is 
called "plant image". 

2.1. Emergence and Development of "Plant 
Image" Category 

The earliest poetry collection in China is "The Book of 
Songs", and plant image first appeared in "The Book of 
Songs" and occupied a very important position. There 
are many plants used in "The Book of Songs". 
According to statistics, there are 134 kinds of plants, 
vegetables and fruits, which can be divided into trees, 
shrubs, vines, herbs, aquatic plants, ferns and so on. 
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based on the background of the times and the author's 
experience, and with reference to ancient Chinese 
poetry works. By searching for relevant materials and 
reading Chinese poetry classics, the article concludes 
that the tragicness of "Xiaoshan Ci" through "plant 
image" is closely related to the environment of the 
times and the author's experience to a certain extent. 
The scope of "plant image" is very large. In Chinese 
poetry, the emotion of "sorrow" is in the majority, 
which also has the conclusion of the factors of China's 
historical development background. 
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meaning with the help of some special attributes of 
natural plants. Because of their own characteristics, 
plants also occupy a place in Chinese poetry, which is 
called "plant image". 

2.1. Emergence and Development of "Plant 
Image" Category 

The earliest poetry collection in China is "The Book of 
Songs", and plant image first appeared in "The Book of 
Songs" and occupied a very important position. There 
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Due to the political, economic and cultural reasons at 
that time, every plant used in the poems was closely 
related to the social life at that time, such as 
"staggered water chestnut" and "peach blossoms", 
people needed to collect wild vegetables and fruits as 
food, so there are many plants that can be used for life 
in poetry; another example: lotus, medicine, shun 
(hibiscus flower), (shoucao), neon grass, Chinese 
serviceberry, etc. These plants are visually pleasing 
due to their beautiful appearance and fragrant 
flowers, so these plant images are used to describe the 
beautiful appearance and character of a woman. 

During the Warring States Period, most of the plants 
used in "Chu Ci" were vanillas, orange trees and other 
plants. The appearance of these plant images was 
inseparable from the living environment of Qu Yuan. 
Qu Yuan was a native of Zigui County, Yichang City. 
There are many kinds of orange trees in the area, and 
the environment is beautiful. There are also many 
plants growing along the Yangtze River. Therefore, Qu 
Yuan's use of these plants was also related to what he 
had seen and heard in his life. Secondly, the living 
conditions of the literati and officialdom in the 
Warring States Period have changed a lot compared to 
the period of "The Book of Songs". Although there was 
political chaos, there has been a great progress in the 
economy and culture. Many "vanillas" are used in 
"Chu Ci", not like the plants in "The Book of Songs", 
which are common in people's daily life, but with a 
kind of "The Spring Snow", which are used by the 
literati and officialdom for appreciating and 
expressing [1]. The role of plant image also began at 
this time, from being practical and exciting in life to 
being pleasing to the eye and spiritual sustenance. 

In the poems of the Han and Han Dynasties, the use of 
plant image was even more important. The Han 
people of this period felt that they rose and fell with 
the sequence. When writing about these plants, they 
often use it as an example to express their feelings 
about the shortness of life and the eternity of time by 
describing the rise and fall of plants. These images 
demonstrate the strong sense of life in Han poetry [2]. 
Therefore, plant images such as pine and cypress, 
sycamore, and poplar are often used to metaphorize 
death. In addition, many poems recorded in "Han 
Yuefu", such as "上山采蘼芜，下山问故夫 (going up to the 
mountains to pick gracilaria confervoides, and 
encountering the man when going down the 
mountains)" in "Going to the Mountains to Pick 
Gracilaria Confervoides" 1 , gracilaria confervoides 
represented a woman with many children in ancient 
times. From this, people can think of the deep 
meaning of the happiness of husband and wife, more 

 
1 [Han Dynasty] Anonymous. "Han Yuefu · Going to the Mountains 
to Pick Gracilaria Confervoides". 

children and more happiness, and a happy family. "蘼
芜 (gracilaria confervoides)" is opposite to "故夫 (the 
man)", and it also reveals a kind of sadness that things 
and people are all changing, and it is difficult to round 
the mirror. The plant image at this time not only 
represents the meaning of the plant itself at a 
superficial level, but also excavates a deeper meaning 
to express people's wishes and emotions. As for the 
use of plant image, although it appeared the earliest in 
"The Book of Songs", it is still from this time that the 
deep emotion is truly pinned on plant image and 
expressed through plant image. 

2.2. Plant Image Appeared in Yan Jidao's 
Early Works 

As a famous poet in the early Northern Song Dynasty, 
Yan Jidao's style of poetry was absolutely related to 
the social situation in the early Northern Song 
Dynasty and his family environment. Economically 
and culturally, the Northern Song Dynasty was 
prosperous and open, and Yan Jidao, as the son of Yan 
Shu — the official and the most senior, was born with 
a golden spoon in his mouth. In addition to the 
superior material conditions since childhood, Yan 
Jidao was also very intelligent since he was a child, 
and inherited the excellent literary talent of his father 
Yan Shu. Some people commented that he was "the 
treasured son of Yan's house". He grew up in a pile of 
rouge and powder, surrounded by pearls and 
greenery, and he was dressed in brocade and jade and 
ate well, just like what he said in his own poem "Sheng 
Cha Zi: Beautiful Boy with Golden Whip": "金鞍美少年，

去跃青骢马。牵系玉楼人，绣被春寒夜  (The mighty and 
handsome young man stepped on the golden saddle and 
galloped away lightly with the whip and the horse, 
which took her mind away from then on. Above the 
boudoir, the young wife misses him all the time, but 
feels that the embroidered quilt is not warm, and the 
spring night is even colder.)"2. He enjoyed luxury every 
day, was sensual and sensual, did not worry about 
state affairs, nor did he worry about housework. He 
lived the life of a free-spirited son all day long. It is 
also for this reason that what Yan Jidao revealed in his 
poems when he recalled his childhood was also pure 
love, with a heavy fantasy color. When came to the 
Zhihe second year of Renzong, Yan Shu died, Yan's 
family was in a downturn, and Yan Jidao's happy life 
was over. He immediately felt the frost sword and 
snow sword of the real society. Without the protection 
of his father, even though his elder brother is an 
official in the court, life is still cruel, which also makes 
Yan Jidao's works in the middle and late stages always 
reveal a sad taste of despair. Some people say that Yan 
Jidao's works are all about the love of children, but in 

 
2 Yan Jidao. "Sheng Cha Zi: Beautiful Boy with Golden Whip". 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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fact through the love of children people can see the 
inner changes of Yan Jidao hidden under the coat of 
love for love. In his later years, Yan Jidao organized his 
works into "Xiaoshan Ci". His Xiaoling Ci developed to 
a peak in the early Song Dynasty. With the fresh and 
splendous and setback artistry, it combines the 
elegance and wealth of Yan Shu's poems with the 
elegant and popular characteristics of Liu Yong's 
poetry. The typical musical image of the combination 
of both elegant and vulgar lyrics makes the art form of 
ci gracefully enter the hall of elegance, and achieves a 
historic role in reversing the ruin of Song of Solomon 
[3]. Yan Jidao is also called "Er Yan" with his father 
Yan Shu because of his literary achievements. 

Based on the fact that since the founding of the Song 
Dynasty, the sadness and a sentimental melody 
hidden in the hearts of the Song Dynasty shrouded the 
entire Song Dynasty. In addition to the existence of 
national and social contradictions, the careers of 
literati, literatus and officials were difficult and 
dangerous. As a result, a large number of writers 
avoid real contradictions in their creations, indulge in 
writing about trivial matters and feasting life, sing and 
answer each other, and amuse their lives. Literary 
creation has become a tool to entertain and relieve 
melancholy [4]. This is the political reason for Yan 
Jidao's unique style of words. 

There is no research on the time of Yan Jidao's works, 
so the article does not specifically mention the early 
works, but only uses the parts of the works that recall 
early life for analysis. 

Because of Yan Shu's strict discipline in his childhood, 
Yan Jidao did not meet the four singers "Lian, Hong, 
Ping and Yun" at a friend's house until he was a 
teenager. These four can be regarded as Yan Jidao's 
first love. In the masterpiece "Linjiang Xian", Yan Jidao 
recalled Xiao Ping's sentence, "落花人独立，微雨燕双飞。记

得小蘋初见，两重心字罗衣。 (In the middle of the night, I 
dreamed of returning to the tower and the red door 
was locked, and the curtain fell heavily when I woke up 
from a hangover. When the spring hatred came to my 
heart last year, people were secluded and independent 
amid falling flowers, and swallows both flew in the 
breeze and drizzle. I remember meeting Xiao Ping for 
the first time, and she once returned as her cloud-like 
figure. Pipa flicks the committee to talk about 
lovesickness. At that time, the bright moon is still there, 
and she once returned according to her colorful cloud-
like figure.)"3. Through falling flowers to express the 
passing of time, Yan Jidao's regret and sorrow for his 
former sweetheart can only be recalled, but the word 

 
3 Yan Jidao. "Xiaoshan Ci": 06. 

" 落花  (falling flowers)" not only expresses this 
meaning, but also reveals the desolation of self-harm. 
The image of "falling flowers" also appears many 
times in "Xiaoshan Ci", and each occurrence has 
similar but different meanings. 

Zheng Qian said in "Cheng Fu Tan Ci": "Xiaoshan Ci's 
artistic conception is fresh and mournful, with a 
gorgeous appearance, which cannot hide his desolate 
and lonely heart. This is the top grade of sorrow 
literature"4. Where does "fresh and mournful" come 
from? From the image of plants, there are many plant 
images in "Xiaoshan Ci". Before "Xiaoshan Ci", most of 
them used plant image to express their broad-minded 
feelings. Starting from "Xiaoshan Ci", Yan Jidao often 
used plant images to express personal emotions and 
describe delicately. Such use and expression also 
influenced Li Qingzhao, Nalan Rongruo and others in 
the later period. 

3. PESSIMISTIC AESTHETIC CONNOTA-
TION OF "PLANT IMAGE" CATEGORY  

3.1. Image and Metaphor of                  
"Falling Flowers" 

Looking at "Xiaoshan Ci" in its entirety, understanding 
its background, general idea and emotion, and 
combining with the images used by the poet, it can be 
found that most of the images used by Yan Jidao have 
a sad and desolate color, and the emotions expressed 
in the lyrics are mostly memories and sighs of the past 
life. Although some people commented that Yan 
Shuyuan's life was sloppy and uninhibited, his works 
still revealed beauty and sadness. 

Yan Jidao uses the image of "falling flowers" the most. 
There are many poems using "falling flowers" in 
ancient Chinese poems, such as Du Fu's "falling 
flowers and meeting you again", but here "falling 
flowers" refers to a time, "The flowers are gone, I 
meet you again", telling us the season time of 
"meeting someone". Besides Yan Jidao, the one who 
uses falling flowers and gives emotional color is Nalan 
Xingde in the Qing Dynasty. 

In the words included in "Xiaoshan Ci", Yan Jidao used 
the image of "falling flowers" when recalling the past. 
"相寻梦里路，飞雨落花中 (I want to find you in dream, the 
road disappeared in the falling flowers just like the 
flying rain)", this sentence is a sigh that the person in 
the dream does not know where to go, the person in 

 
4 Zheng Qian. "Cheng Fu Tan Ci". 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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the dream is the first love when the poet was young. 
The "falling flowers" here no longer express time and 
season, but a place that has passed away and cannot 
be found. The artistic conception of the words and 
sentences is very beautiful, but all they reveal are 
regrets and sighs. In "Partridge Sky", "花易落，月难圆 
(flowers fall easily, moons are difficult to round)". This 
poem is written to miss Xiao Lian, and the whole word 
condensed into four words are 物是人非 (everything is 
different), "I" miss "you", "I" can only rely on the 
scenery "I" have seen together to pin my thoughts on 
"I", but "you" is no longer. It is full of lovesickness, but 
there is no nostalgia for himself. 

No matter how many people see the scene of "falling 
flowers", they will sigh. Although it is beautiful, it is 
sorrow. Readers only see Xiaoshan sighing beauty 
with falling flowers, but who can see that the poet is 
actually sighing at himself? The once high-spirited Yan 
Shuyuan was also "in the rain and falling flowers", 
nowhere to look for, and died as time goes by. 

The literati endowed "falling flowers" with three 
interrelated complementary cultural and emotional 
connotations of the rise and fall of the Chinese New 
Year, the desolation of each other, and the governance 
of the world's fortunes. The inner meaning of falling 
flowers is also about these three connotations. Wang 
Guowei pointed out in "The Notes and Comments on 
Ci Poetry": "There is a realm of me, and I look at 
things with me, so everything has my color" [5]. For 
the image of "falling flowers", Yan Jidao, Nalan, Li Yu, 
etc. have different metaphors, but they are similar and 
slightly different, each with their own advantages. 

3.2. Image of "Willow" and Its "Sadness" 

Many people's initial impression of willow in ancient 
poems is "不知细叶谁裁出，二月春风似剪刀 (Don't know who 
cuts the fine leaves, the spring breeze in February is like 
scissors)", and the description of women is also "like a 
weak willow supporting the wind". There is, "昔我往矣

，杨柳依依 (Recalling the original expedition, poplar and 
willow swayed with the wind.)" laid the foundation for 
the sad tone of the willow tree. 

For this image, Song Dynasty poets often used it to 
express patriotic feelings and to reflect the suffering 
of people's livelihood. In Lu You's "Shan Nan Xing", "苜
㴼连云马蹄健,杨柳夹道车声高 (The alfalfa is connecting with 
the cloud and the horses are healthy. The poplars and 
willows are by the road and there are a lot of vehicles 
passing by.)", it has always been valued. The verse 
fully expresses Lu You's views on current affairs and 
the political situation. Alfalfa connects the clouds and 
willows cross the road, making people sigh at the rise 
and fall of the country. However, this is only a few, 
most of them are still used to express the sighs of time 
when time is fleeting and youth is gone, and the joys 

and sorrows of love that are beautiful and 
unforgettable. For example, Yan Shu wrote in his 
poem "Untitled": "梨花院落溶溶月,柳絮池塘淡淡风(The 
courtyard where the pear blossoms and the bright 
moon meet, and the pond where the wind blows catkins 
hooks up endless memories)". This is a love poem 
about lovesickness after parting, using "willow" to 
recount the scene of parting, recalling the beautiful 
life before the flowers and the moon, revealing the 
lonely and desolate situation of beauty after leaving, 
and expressing the painstaking lovesickness of the 
loved one. 

On the basis of his father, Yan Jidao made a new use of 
this Image, in "Love of Butterfly", "月细风尖垂柳渡。梦魂长

在分襟处 (The moon is crescent, and the wind is sharp at 
the weeping willow cross, but my soul in my dream is 
always at the weeping willow cross where we 
separated.)". This poem is to write about the feelings 
of parting and missing, but it is not to miss the old 
acquaintances in childhood. The "weeping willow" 
here is the location. In the dream, "we" parted at the 
ferry where the weeping willows grew. The weeping 
willows witnessed the sorrow of separation. In the 
dream, "I" often came here, showing the deep 
affection for women. The "weeping willow" here is 
based on the sadness of parting and sadness given to 
it by the poet. "Willow" can also be used to describe 
women. In "Partridge Sky", "willow" in "舞低杨柳楼心月，

歌尽桃花扇影风 (The dancing began in the evening when 
the willow tops on the moon, until the late night when 
the moon fell on the top of the building and the treetops 
outside the building.)" no longer describes the place or 
time, but refers that the singers' dancing posture are 
swaying like a willow; another song "Partridge Sky" 
reads "风凋碧柳愁眉淡，露染黄花笑靥深 (The wind withered 
the blue willow with sad brows, the dew dyed yellow 
flowers smiled deeply)", here "the wind withered the 
blue willow" means that the frown is fading, and the 
"willow" is used to describe a woman's eyebrows. 
This poem was written during Chongyang, and the 
addition of willow in Chongyang adds to the sorrow, 
but this song is uncharacteristically, and the 
emotional expression in it is worth pondering. 

In "Huan Xi Sha", the two sentences "衣化客尘今古道，柳

含春意短长亭  (During the journey, the clothes were 
stained with dust and changed color, and the willow 
tree beside the long pavilion had already regained its 
sense of spring.)" express the infinite desolation of 
wandering children's feelings of returning home. 
During the journey, the clothes were stained with dust 
and changed color, and the willow tree beside the long 
pavilion that parted was already spring. The "willow" 
here refers to the changing of the four seasons, year 
after year, and time goes on and on. This expression 
makes the poem full of sadness and grief. "Liu Yao 
Ling" wrote "天涯倚楼新恨，杨柳几丝碧 (At the column 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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feeling sad, there are only some slices of green on the 
poplars and willows)", expressing the nostalgia for 
nostalgia, and using the poplars and willows in his 
hometown to express his longing for family. At this 
time, the poplars and willows were endowed with the 
nostalgia of the author, and the wanderer placed his 
love on the poplars and willows, and the poplars and 
willows were the bearer of "sorrow" at this time. 

The image of "willow" has won the favor of scholars 
and writers for its unique style, and has been passed 
down to this day for its unique charm. After a long-
term historical and cultural accumulation, "willow" 
has become a unique aesthetic taste of the Chinese 
nation [6]. 

4. INFLUENCE OF "PLANT IMAGE" 
CATEGORY ON YAN JIDAO'S 
PESSIMISTIC AESTHETICS 

Huang Tingjian once listed Yan Jidao's "four absolute 
infatuation in his life" in his "Preface to Xiaoshan Ci" 
— "The first is that Yan Jidao was born in the official 
family but he couldn't rely on a rich family; the second 
is that Yan Jidao had his own style in his works but he 
refused to write for a official career; the third is that 
he once lived a rich life and then he was in poverty, 
but he always showed a pure and child face; the forth 
is that he never hated people who betrayed him, when 
he trusted someone, he would never believe that 
person would cheat him." It seems to be a derogation, 
but it is actually a praise, and more importantly, it 
highlights the characteristics of Yan Jidao's character - 
nerd, that is, infatuation [7]. 

Since the beginning of Ci, it has gone through the Five 
Dynasties to the Song Dynasty. During the period, the 
"Huajian School" has had a huge impact on the 
creation of later poets, both in terms of the content of 
the Ci and the artistic technique of the Ci creation [8]. 
Er Yan's creation basically follows the tradition of 
"Huajian" and the Five Dynasties. 

In general, Yan Jidao's life is full of pessimism, and it is 
precisely because of this tragic life that the sincere, 
profound and persistent emotional expression of 
"Xiaoshan Ci" is created. His words are full of sorrow 
and sadness. Feng Xu said he was "a sad person in 
ancient times", and Huang Tingjian said that Yan 
Jidao's words were "clear and strong, and they can 
shake people's hearts", which is completely different 
from the light sadness and philosophical sense of 
elder Yan's words. It is precisely because of Yan 
Jidao's unique perspective on writing words that his 
words are tactful but full of personal emotion, which 

is very different from the Tang poetry of the Five 
Dynasties. Yan Jidao's works are full of past events, 
expressing sorrow, and most of them are 
"dreamland", through which he expresses the sadness 
of his inner world. It can be said that he is a master of 
"writing love with dreams". According to statistics, 
there are 57 poems in the collection that have written 
dreams, accounting for about one-fourth of all his 
poems. And these dreams are exposed through a large 
number of plant images. This way of writing expands 
the themes of poetry after the Song Dynasty. The 
poems before the Song Dynasty had great sentiments. 
Even in the early Song Dynasty, the poems still had 
political overtones. Although Liu Yong was a special 
case, his works still had a political atmosphere to 
some extent. To Yan Jidao's generation, "Xiaoshan Ci" 
has become a work of personal lyrical art, so Yan Jidao 
has a profound influence on Xiaoling (a style of short 
poems), especially the romantic Xiaoling. The great 
literatus before also borrowed scenes to express their 
feelings, but most of them are big scenes, such as 
rivers, lakes, seas, mountains and rivers, and 
Yanjidao’s scenes are small scenes, such as falling 
flowers willows, plum peach branches. It is also from 
here that the subsequent lyric writers began to use 
Xiaojing to express their feelings and sorrows. When 
Li Qingzhao summed up the artistic gains and losses 
of the Tang and Five Dynasties and the Northern Song 
Dynasty, she wrote the article "Ci Lun", in which she 
said: "乃知别是一家, 知之者少。后晏叔原、贺方回、秦少游、黄鲁

直出, 始能知之。 (Ci is another school, and there were few 
people who knew it. Until Yan Shuyuan, He Fanghui, Qin 
Shaoyou, and Huang Luzhi appeared, people started to 
know it.)" [9]. 

Although Li Qingzhao criticized Yan Shuyuan, she was 
somewhat affected. The reason why Yan Jidao has a 
certain influence on Li Qingzhao is because her words 
do not use words to win, but "use simple and common 
language to express fresh meaning". It is elegant in the 
popular, with a natural and elegant artistic style, and 
achieves realms of the beauty of simplicity. Yan Jidao's 
writing is exactly this style. 

Xiaoshan is longer than Xiaoling. Yan Jidao shares the 
same path with his father Yan Shu, and he is good at 
writing romances, so he is in tune with Liu Yong. 
Incorporating love into Xiaoling, his poems are deeper 
and more delicate than his father Yan Shu. His taste 
and expression of love are more condensed and purer 
than Liu Yong [10]. This is again the result of Yan 
Jidao's composing of rhetoric and the pursuit of 
elegance. When appreciating "Xiaoshan Ci" in detail, in 
addition to the faint sadness revealed in the lyrics, 
there was also a sense of freshness and elegance. 
Almost all of Yan Jidao's works after Xiaoshan have 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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this characteristic. They do not use words to pursue 
grandeur, but to express the most sincere feelings 
with the simplest words. 

Later generations called Yan Jidao "Xiao Yan", not only 
because of his father, but also because he said that his 
spiritual world was small, so his poetry was so small 
that it could only carry his own feelings. "Xiaoshan Ci" 
is not as grand as the previous poems. However, it is 
precisely because of "smallness" that he concentrates 
on his heart and expresses his endless sadness with 
elegant words. 

Yan Jidao's Xiaoling Ci developed to a peak in the early 
Song Dynasty. With the fresh and splendous and 
setback artistry, it combines the elegance and wealth 
of Yan Shu's poems with the elegant and popular 
characteristics of Liu Yong's poetry. The typical 
musical image of the combination of both elegant and 
vulgar lyrics makes the art form of ci gracefully enter 
the hall of elegance, and achieves a historic role in 
reversing the ruin of Song of Solomon. "Xiaoshan Ci" 
shows the common appreciation of poetry and poetry, 
rather than high-level literature that only nobles and 
nobles in elegant halls can appreciate. 

5. CONCLUSION 

Throughout the theme of "Xiaoshan Ci", it is always 
inseparable from the sad tone, from feeling of life, to 
self-love, to indulging in dreams, and finally lonely 
and downcast, Yan Jidao injected his pure 
temperament into "Xiaoshan Ci". It can be said that 
the tragic nature of "Xiaoshan Ci" is to a certain extent 
caused by the changing environment of the times, but 
more factors lie in Yan Jidao's own life experience and 
his arrogant personality out of reality. There are many 
poets and lyricists who will inject their own life and 
emotions into their works, but the difference is that 
other people's emotions are majestic and 
atmospheric. Compared with Yan Jidao's emotions, 
they are "little feelings", so he used small scenes to 
send little feelings, and finally formed a different style. 

Yan Jidao's words are not gradually deepening in the 
artistic conception, not to further develop the words 
in terms of part of speech, poeticity or poeticization. 
On the contrary, it is to make the words return from 
the poeticization to the lyrics, as if there is a backflow 
in the development of the words. The vortex, so many 
people still call him founder of Song Ci. He inherited 
the poetry from the late Tang Dynasty and the Five 
Dynasties, developed and reached the peak, made 
himself and his father famous in the world as father 
and son poets, and wrote a rich and colorful addition 
to the Linchuan culture. Yan Jidao learned from his 
father Yan Shu, but his achievements in writing poetry 
were not the same. In description, he is more detailed 

than his father; in rhetoric, he is more beautiful than 
his father; in emotion, he is more intense than his 
father. Although he is not as profound and broad as 
his father's thoughts, he is already young enough to be 
admired by the world only in terms of lyrics. 

The images used by Yan Jidao are all plants that can 
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ruthless, but they grow with the four seasons and 
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people endow them with corresponding feelings. In a 
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In Chinese traditional culture, the cultural definition 
of plants is special, unlike the Western cognition that 
divides plants into the ranks of lower creatures. 
Plants are endowed with the same vitality and 
ideology as human beings, with thousands of desires 
and understanding of the world [11]. 

The modernist artist Mondrian believed that art 
should be inseparable from life and nature. Some 
people say that art comes from life and is higher than 
life. Indeed, whether it is a literati or a painter, the 
source of their creation is nature. Poets are devoted to 
nature, and painters record nature to commemorate 
their feelings. No matter what kind of art, the 
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unavoidable. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. INTRODUCTION 

Dunhuang dance art appeared in the 1990s, such as 
the 1979 dance drama "Silk Road" as a representative, 
it revitalized Dunhuang dance that had been dormant 
for many years, opened up a new dance culture, and 
restored ancient Chinese history, so that Chinese 
painting art has been inherited in the form of dance. 
Dunhuang frescoes move to the art stage in the form 
of dance. Its superb acting skills have won praise, and 
it has crossed the north and south of the river to the 
world. Therefore, it is necessary to study on how to 
strengthen the training of three-bend and multi-bend 
movements in order to master the key points of 
Dunhuang dance techniques and form a unique and 
characteristic dance art. 

 

 

 
 

2. INTRODUCTION TO DUNHUANG 
DANCE DRAMA "SILK ROAD" 

The dance drama "Silk Road", through the stunning 
and beautiful Dunhuang dance, expresses the joys and 
sorrows of the protagonist painter Zhang and his 
daughter Yingniang, and the ill-fated story, and also 
shows the pure and touching story between Chinese 
and foreign friends. The "Silk Road" created by the 
Dunhuang Art Theater in Gansu used the static beauty 
of the Dunhuang Grottoes murals, used its advantages, 
and collected its essence, and there was a great dance 
drama "Silk Road". It was praised by the local media 
as "a very fresh and vibrant Dunhuang mural, an art 
culture full of wonderful aesthetic experience" [1]. 
From Dunhuang static frescoes to dynamic dances, a 
new art form was created. "Silk Road" was a sensation 
at that time, and it was also very popular later [2]. In a 
sense, "Silk Road" has a great historical significance in 
the process of Chinese dance drama, brought a wide 
range of social effects, and led the development trend 
of Chinese dance drama. It has caused a sensation in 
China, and wherever it goes is unprecedented. It once 
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DANCE DRAMA "SILK ROAD" 

The dance drama "Silk Road", through the stunning 
and beautiful Dunhuang dance, expresses the joys and 
sorrows of the protagonist painter Zhang and his 
daughter Yingniang, and the ill-fated story, and also 
shows the pure and touching story between Chinese 
and foreign friends. The "Silk Road" created by the 
Dunhuang Art Theater in Gansu used the static beauty 
of the Dunhuang Grottoes murals, used its advantages, 
and collected its essence, and there was a great dance 
drama "Silk Road". It was praised by the local media 
as "a very fresh and vibrant Dunhuang mural, an art 
culture full of wonderful aesthetic experience" [1]. 
From Dunhuang static frescoes to dynamic dances, a 
new art form was created. "Silk Road" was a sensation 
at that time, and it was also very popular later [2]. In a 
sense, "Silk Road" has a great historical significance in 
the process of Chinese dance drama, brought a wide 
range of social effects, and led the development trend 
of Chinese dance drama. It has caused a sensation in 
China, and wherever it goes is unprecedented. It once 
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went out of the country, and then entered more than 
20 countries and regions. It has a high reputation in 
the world and is called "the characteristic of oriental 
art". It is the foundation stone of Chinese dance 
drama. "Silk Road" describes the living conditions of 
the local people, and tells the story of Ying Niang, the 
painter and the Persian merchants. It is divided into 
six historical dance dramas, depicting the story of 
what happened on the Silk Road: by chance, painter 
Zhang and his daughter Ying Niang met a Persian 
businessman who had passed out on the side of the 
road and rescued him. But an accident happened on 
the way, Ying Niang was robbed by robbers, after a 
few years, Yingniang became a dancer, and the 
Persian merchants redeemed Ying Niang in order to 
repay the painter Zhang. In the Mogao Grottoes, the 
painter Zhang Wei painted a mural for Ying Niang. 
After seeing it, Shi Cao wanted to take Ying Niang as 
his own. In desperation, Ying Niang fled with the 
Persian merchants. Shi Cao tried to kill them, and the 
painter set fire for help, and then Ying Niang was 
rescued, but the painter himself died. 

3. CLASSIFICATION OF TECHNIQUES    
IN DUNHUANG DANCE DRAMA   
"SILK ROAD" 

3.1. Rotation Skills in Dunhuang Dance 
Drama "Silk Road" 

The spinning skills in the Dunhuang dance drama "Silk 
Road" are well reflected in the play, which is also a 
state of perfection in the performance art of "Silk 
Road" [3]. The first factor of rotation skills is firstly 
reflected in "standing": the "standing" on the toes is 
the most important part of the rotation. Most of the 
rotation is to "stand" upward with one foot as the 
center of gravity. The toes should be kept as "stand" 
as possible, and the body should be tightened, so that 
the foot can stand more stable on the ground. The 
second factor is reflected in the "open": in the process 
of rotation, the "open" degree from the hip to the knee 
to the ankle is an important factor in mastering the 
success of the dance. The dancers' skills are in place, 
which is inseparable from the usual dance skills, and 
the hero and heroine's skills have reached a perfect 
state. The third factor is reflected in "straightness": 
the use of this technique is based on the premise that 
this factor must be understood. The knees and back 
must be kept upright. If they can't stand upright, their 
backs are hunched, it's difficult to spin, and their 
center of gravity would be unstable. The fourth factor 
is reflected in the "dizzy problem": the "dizzy 
problem" is effectively solved in the process of 
rotation. The way to do this is to move the whole body 
first, while leaving the head and eyes behind so that 

the eyes can see. Until the head and the body are in 
the process of maximizing the separation, it is also 
when the body turns the second circle, so that the 
head is turned faster than the body rotation speed, 
not free. In this case, the occurrence of dizziness 
during the rotation can be effectively avoided. The 
rotation movements in solo dance, duet dance and 
multi-person dance are well done, effectively solving 
the problem of "dizziness". The fifth factor is reflected 
in "squatting": when starting the movements, 
"squatting" is to make the rotation find a good center 
of gravity, keep a good distance between the two feet, 
the center of gravity must sink first, and secondly, the 
body cannot deviate and cannot be tilted, so 
"squatting" is also a very important factor. Only when 
the posture and movements of "squatting" are 
mastered can the preparation for the rotation be 
prepared, and the rotation can be done with ease. 

3.2. Jumping Skills in Dunhuang Dance 
Drama "Silk Road" 

The jumping skills in "Silk Road" are a form of human 
action language. Jumping skills are a link in the dance 
work connection combination, which can play a very 
good technical effect. Jumping skills are widely used in 
Dunhuang dance. It is a common skill movement. The 
dance posture is fixed at the moment in the process of 
leaping in the air, which is used to shape the character 
image of Nryana. Because the jumping skill has the 
characteristic of suddenness, it is an instant action, 
and it needs to be fixed in the air before the 
expression of the action can be clearly seen [4]. 
Therefore, it is used to shape the image of brave 
characters and express their omnipotent spirit, and 
the effect is very good. However, in "Silk Road", the 
jumping skills also shaped the dance image of Ji 
Lotian, which is reflected in the cheerful and 
enthusiastic scenes of music and dance. 

3.3. Turning Skills in Dunhuang Dance 
Drama "Silk Road" 

Turning over is used as a connecting action in 
Dunhuang dance, which plays a role in causing the 
following plot. In dance dramas, it is mainly used to 
create superb techniques. For example, in "Silk Road", 
Ji Lotian's graceful movement of waving a silk ribbon 
is used to express the artistic image of the flying 
people in the murals. In the process of fluttering 
clothes and ribbons flying all over the sky, the 
technique of turning over effectively uses ribbons, 
flying costumes, and background elements to enter a 
dream-like world, showing an ethereal, detached and 
magical scene, which brings people to a mysterious 
mood far away from the mundane [5]. 

50
Athena Transactions in Social Sciences and Humanities, Volume 1

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022)

2 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 
"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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4. APPLICATION OF TECHNICAL    
SKILLS IN DUNHUANG DANCE 
DRAMA "SILK ROAD" 

4.1. Application of Jumping, Turning, 
Flipping and Controlling in Dunhuang 
Dance Drama "Silk Road" 

In the dance process, the operation of jumping, 
turning, flipping and controlling technical skills comes 
from the inspiration of Dunhuang frescoes. Even 
though the dance in the mural is in a static state, the 
movement contained in it is obvious. The dancers try 
to fly and jump, and they can show the demeanor, 
movements and priorities of the dance. The director 
gave full play to his imagination and successfully 
demonstrated the technical skills of mid jete, turning, 
flipping and controlling in "Silk Road". In the first 
performance of Ying Niang's busking dance, the theme 
of the work is realized through the way of solo dance, 
using the movements of crossing legs and rebounding 
the pipa. In the second solo dance, the dance is 
completed in repetition and change, plus a series of 
movement combinations, using the dance skills of 
plucking strings, brisk and jumping footwork, as well 
as rotating, turning over, and controlling various 
forms of movement. The interpretation has created 
the stage image of the flexible, simple and innocent 
protagonist Ying Niang. In the final stage of the dance, 
the continuous movement skills of jumping, flipping 
and turning over are used as a foreshadowing to 
attract the attention of the audience. 

4.2. Application of Technical Skills in the 
Creation of Dunhuang Dance Drama 
"Silk Road" 

The stage creation elements of "Silk Road" were very 
attentive, challenging the mainstream ideological and 
aesthetic forms at that time, not in line with the 
artistic development trend at that time, and showing 
the technical performance of innovation. In terms of 
the plot, on the basis of the original plot and 
characters, the stage effects are highlighted, and a 
unique atmosphere is created to make the plot 
development feel immersive; in terms of music, the 
Dunhuang music system has been integrated to 
increase the artistic appeal; in terms of costumes, it 
has broken new ground and opened up a new path. 
Through the color, image and style of costumes, it 
highlights the elegant elements of the dance drama. In 
the play, the storyline of yearning for peace and 
advocating friendship is well reflected, expressing the 

traditional Chinese people's love for peace and 
advocating freedom. The plot is fixed on the ancient 
Silk Road, the historical background of Sino-foreign 
exchanges, reflecting the ideal of world harmony [6]. 
In addition, "Silk Road" is based on Dunhuang murals 
and contains a profound national cultural tone, 
especially the dance drama is described with 
Buddhism as the main art form. The dance features in 
the plot come from the static Dunhuang fresco art. 
The actors worked very hard to restore the static 
dance movements in the Dunhuang frescoes and 
turned them into dynamic dance movements, which 
can be said to be very difficult. 

4.3. Application of Emotional Expression 
Techniques in Dunhuang Dance Drama 
"Silk Road" 

The emotional factor has been highly artistically 
embodied in "Silk Road". The role of emotion in 
technical skills is not optional, but it plays a role in 
guiding the meaning of the mind and the main 
purpose of the soul. Many dances have reached the 
limit for the challenge and admiration of technical 
skills, but some ignore expression of emotions. Dances 
with different emotions require different technical 
skills, so it is necessary to understand the relationship 
between emotions and technical skills to complete the 
unity of body and emotion. In the creation process of 
dance drama, the use of technical skills is integrated 
with the inner feelings of dance, so that it is 
harmonious, unified and conforms to the rules of 
creation. Therefore, the use of emotions plays a very 
important role in the grasp of skills. The aesthetic 
characteristics of Dunhuang dance are in line with the 
aesthetic characteristics of traditional Chinese 
Confucian culture. It is dominated by shyness, 
gentleness and honesty, and the dance form is 
graceful and soft, expressing the mysterious and 
beautiful realm of Buddha's paradise. The Dunhuang 
dance shows the beauty of life in a peaceful and 
beautiful state [7]. In the expression of skills, it is not 
ostentatious or intense, so that skills and movements 
are full of such emotional tone, and the soft, solemn 
and solemn emotional tone can be reflected in the 
technical skills. The emotions of the people are 
revealed in the technical skills, so that everyone can 
grasp the veins and clues of the emotions. 

5. CONCLUSION 

The dance drama "Silk Road" cannot be denied its 
status in the history of contemporary dance. It is an 
extension and inheritance of the cultural context of 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Dunhuang murals. It reflects the artistic form of 
Dunhuang dance by telling Dunhuang stories. It draws 
inspiration from Dunhuang frescoes and introduced 
dance dramas, which plays an important role in 
promoting traditional Chinese culture. It successfully 
creates an artistic model of Dunhuang dance and 
presented the beauty of Dunhuang dance. At that time, 
the creation of dance dramas had a pioneering power 
and achieved an eternal position in the history of 
dance drama creation. It focused its profound vision 
on the historical context, combined historical culture 
with dance, and created a dance concept with 
Dunhuang cultural flavor. This is a great change and 
innovation in the field of Chinese culture and art [8]. 
In recent years, with the opening of the "the Belt and 
Road" Silk Road Economic Belt, the research on 
Dunhuang culture and art has become the main 
development situation. As one of the important works 
of Dunhuang dance, "Silk Road" pays more attention 
to it. Therefore, the exploration of the technical skills 
in "Silk Road" has become the main subject of the 
study of Dunhuang dance, and has become a realistic 
need for Dunhuang dance to move towards a 
sustainable development path. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. INTRODUCTION 

Ren Yi, courtesy name Bonian, firstly named as Run, 
pseudonym Ziyuan, Xiaolou, aliases include Shanyin 
Taoist, Shanyin Walker, etc. Ren Bonian was an all-
round painter in the late Qing Dynasty in China and 
also an outstanding representative of the "Shanghai 
Painting School" in the late Qing Dynasty. His fine 
brushwork, freehand brushwork and heavy color 
paintings are superb. He was extremely talented and 
had a wide range of painting themes. He has a large 
number of paintings on figures, landscapes, flowers 
and birds, beasts, fish and insects, etc., which are 
accurate and vivid. Among them, the achievement of 
figure paintings is particularly outstanding, which has 
far-reaching influence on later generations [1]. The 
mythological and historical figures like Jiung Kweir 
were his favorite subjects in his figure paintings. 
According to legend, Jiung Kweir was originally a poor 
scholar in the Tang Dynasty. He was very ugly. He was 
wronged and died. After his death, he became an 
immortal who specialized in catching ghosts and 
became a favorite mythical figure in the painters' 
pens. Since the Tang Dynasty, there have been 
painters who created Jiung Kweir in all dynasties. Ren 

Bonian was also engaged in the creation of Jiung 
Kweir's paintings. There were many pictures of Jiung 
Kweir in his life, and the Jiung Kweir he painted had 
his own uniqueness in the style and ink. Ren Bonian 
lived in the era of raging Western barbarians being 
rampant, and his life in poverty gave him a unique 
understanding of painting. In his life, he painted a lot 
of Jiung Kweir to express the stagnant injustice in his 
heart and his feelings about the fate of the country. 

2. INHERITANCE SIGNIFICANCE             
OF JIUNG KWEIR IN CHINESE        
FOLK CULTURE 

Jiung Kweir is a heroic figure in ancient legends who 
hunted ghosts and warded off evil spirits. According 
to the old custom, people will hang the statue of Jiung 
Kweir on the Dragon Boat Festival every year to 
achieve the purpose of exorcising ghosts and warding 
off evil spirits. 

There are many versions of the legend of Jiung Kweir. 
According to the records in "Mengxi Bi Tan · Bu Bi 
Tan" written by Shen Kuo, a naturalist in the Northern 
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1. INTRODUCTION 

Ren Yi, courtesy name Bonian, firstly named as Run, 
pseudonym Ziyuan, Xiaolou, aliases include Shanyin 
Taoist, Shanyin Walker, etc. Ren Bonian was an all-
round painter in the late Qing Dynasty in China and 
also an outstanding representative of the "Shanghai 
Painting School" in the late Qing Dynasty. His fine 
brushwork, freehand brushwork and heavy color 
paintings are superb. He was extremely talented and 
had a wide range of painting themes. He has a large 
number of paintings on figures, landscapes, flowers 
and birds, beasts, fish and insects, etc., which are 
accurate and vivid. Among them, the achievement of 
figure paintings is particularly outstanding, which has 
far-reaching influence on later generations [1]. The 
mythological and historical figures like Jiung Kweir 
were his favorite subjects in his figure paintings. 
According to legend, Jiung Kweir was originally a poor 
scholar in the Tang Dynasty. He was very ugly. He was 
wronged and died. After his death, he became an 
immortal who specialized in catching ghosts and 
became a favorite mythical figure in the painters' 
pens. Since the Tang Dynasty, there have been 
painters who created Jiung Kweir in all dynasties. Ren 

Bonian was also engaged in the creation of Jiung 
Kweir's paintings. There were many pictures of Jiung 
Kweir in his life, and the Jiung Kweir he painted had 
his own uniqueness in the style and ink. Ren Bonian 
lived in the era of raging Western barbarians being 
rampant, and his life in poverty gave him a unique 
understanding of painting. In his life, he painted a lot 
of Jiung Kweir to express the stagnant injustice in his 
heart and his feelings about the fate of the country. 

2. INHERITANCE SIGNIFICANCE             
OF JIUNG KWEIR IN CHINESE        
FOLK CULTURE 

Jiung Kweir is a heroic figure in ancient legends who 
hunted ghosts and warded off evil spirits. According 
to the old custom, people will hang the statue of Jiung 
Kweir on the Dragon Boat Festival every year to 
achieve the purpose of exorcising ghosts and warding 
off evil spirits. 

There are many versions of the legend of Jiung Kweir. 
According to the records in "Mengxi Bi Tan · Bu Bi 
Tan" written by Shen Kuo, a naturalist in the Northern 
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Song Dynasty, Jiung Kweir was a scholar from a poor 
background in the Tang Dynasty. However, he was 
discriminated against in the imperial examination 
because of his ugly appearance, and was disqualified 
from admission by Emperor Xuanzong of Tang, and 
hit on the palace steps and died. Shortly after the 
unjust case in the examination room, Emperor 
Xuanzong of Tang was seriously ill. One night, he 
dreamed that a ghost would sneak into the palace to 
steal treasure, and was eaten by a ghost who came 
later. After Emperor Xuanzong of Tang woke up, his 
body recovered. Recalling that the ghost's appearance 
was that of the ugly scholar Jiung Kweir, so he 
summoned Wu Daozi to draw a statue of Jiung Kweir 
and hang it inside and outside the palace to exorcise 
the ghosts and ward off evil spirits. Since then, Jiung 
Kweir has become a world-famous ghost hunter. 

Jiung Kweir hunted ghosts. After the Tang, Song, Yuan, 
Ming and Qing Dynasties, people gave Jiung Kweir 
multiple identities, such as praying for blessings, 
seeking fortune, hoping for children, etc. Jiung Kweir 
has become a hero in people's lives and a favorite 
mythical figure written by painters of all dynasties. 

The royal family respected Jiung Kweir, which made 
the pictures of Jiung Kweir widely circulated among 
the people, and became a subject of both elegant and 
popular appreciation by the painters. Literati painters 
and folk painters created a large number of Jiung 
Kweir pictures. Jiung Kweir's image is in the same 
line, and he is in the image of a poor scholar. Before 
Ren Bonian's paintings, most of Jiung Kweir's 
paintings were portrayed in a ferocious image. In 
contrast, Ren Bonian's lovely and amiable Jiung 
Kweir's images are more attractive. 

According to records, Wu Daozi, the painter of the 
Tang Dynasty, was the first master to paint Jiung 
Kweir. His paintings have been lost. However, in the 
Northern Song Dynasty, there were still people who 
saw his real work. From the records of Wu Daozi's 
painting of Jiung Kweir in Guo Ruoxu's "Hearings of 
Pictures", Volume 6, "Recent Events" in the Northern 
Song Dynasty, people can see the image of Jiung Kweir 
in Wu Daozi's writings: Jiung Kweir wore shabby 
clothes, with a shaggy head and a fierce face, and had 
the image of a down-to-earth scholar. He was catching 
the kid ghost in one hand and trying to catch his eyes 
in the other and he looked weird. After the Tang 
Dynasty, there were many famous painters of Jiung 
Kweir, such as the paintings by the Southern Song 
Dynasty painter Gong Kai, which also had a strange 
appearance; the painting of Jiung Kweir's night tour 
by Dai Jin of Ming Dynasty, the image of the little 
ghost was strange, the eyes of the characters were 
very large, and the lines of transportation were ups 
and downs, heroic and majestic and so on. In the 
inscriptions of his works, Jin Nong, a painter in the 

Qing Dynasty, listed famous painters who painted 
Zhong Kui from the Tang Dynasty to the Qing Dynasty, 
such as Wu Daozi's "Jiung Kweir Towards the Palace" 
and Zhang Wo's "Jiung Kweir Holding a Scepter" in 
Tang Dynasty, Mu Yuande's "Jiung Kweir Beating the 
Ghosts" in the Five Dynasties, Shi Shu's "Jiung Kweir 
Sending His Sister to Marriage", Sun Zhice's "Jiung 
Kweir in Snow", and Li Gonglin's "Picture of Jiung 
Kweir Sending His Sister to Marriage" in Song 
Dynasty, Chen Hongshou's "Jiung Kweir's Night Tour 
on the Lantern Festival" in Ming Dynasty, etc. 

3. UNIQUENESS OF REN BONIAN'S 
DRAWINGS ON JIUNG KWEIR IN 
MODELING AND BRUSHWORK 

Ren Bonian is a master of painting of a generation. He 
made many Jiung Kweir paintings in his life. 
According to statistics of Ding Xiyuan, a researcher of 
Ren Bonian, during the more than 20 years from 1842 
to 1893, Ren Bonian created more than 20 Jiung 
Kweir paintings in the serious and stern images with 
political and military achievements Moreover, these 
Jiung Kweir have absolutely no similarities in shape 
and technique. It can be seen that Ren Bonian has 
profound painting skills and strong modeling ability. 

Ren Bonian has a solid foundation in painting. His 
father was a folk painter, and he received his father's 
strict painting training since he was a child, and has a 
solid ability to portray and observe. According to 
legend, once there was a visitor at home, when his 
father returned from a trip, Ren Bonian drew the 
visitor's face on a piece of paper, and his father knew 
who the visitor was at a glance. It can be seen that at 
that time he already possessed quite strong modeling 
ability, which laid a good foundation for his future 
creation. Of course, Ren Bonian's success is 
inseparable from personal hard work. Every time he 
went out, he would bring a hand fold with him, and 
when he encountered interesting people and things, 
he would sketch it in real time. This allows him to 
have a lot of drawing materials, which is of great help 
to the creation of his figure paintings. In addition, he 
has also received training in Western realistic 
sketching and applied it in his creations, and the 
modeling performance of his characters is better than 
his predecessors. Therefore, he can paint the same 
subject repeatedly, and the figure modeling 
techniques are different [2]. 

Ren Bonian's Jiung Kweir comes from tradition and 
integrates new techniques. His paintings of Jiung 
Kweir not only inherit the form of traditional literati 
paintings, but also integrate the freedom and 
liveliness of folk paintings. His paintings are based on 
tradition, and he organically applies Western painting 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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techniques such as anatomy, perspective, tone, and 
warmth to his own creations, creating his unique style 
of painting – based on tradition, focusing on realism, 
and bright colors, which the image is vivid and 
different from the new style of literati paintings. 
Therefore, Jiung Kweir in his paintings has new 
creations in terms of shape, brush and ink (Fig. 1) [3]. 

 
Figure 1. Ren Bonian's "Picture of Jiung Kweir". 

Ren Bonian's Jiung Kweir is different from his 
predecessors in shape. The literati painters since the 
Yuan Dynasty paid attention to the idea of painting 
with the brush. The Jiung Kweir they paint was more 
expressive and vivid, but the shape was not accurate 
enough, and the image was a bit blunt, while the Jiung 
Kweir drawn by Ren Bonian was more accurate in 
shape, and the characters were well-equipped, natural 
and vivid. Even if there are no ghosts in the picture, 
viewers can feel that Jiung Kweir is chasing ghosts, 
and there are paintings outside the painting. At first, 
his figure modeling was learned from Chen Hongshou, 
with obvious deformation, and was influenced by his 
father's folk painter's painting form. Compared with 
the previous paintings of Jiung Kweir with green face 
and fangs, slaying ghosts and catching demons, 
upright, ferocious, and without innovation, the images 
of Jiung Kweir painted by him in the early stage are 
strange and exaggerated, but they are quiet and 
serene. In the layout, the hands and eyes of the 
characters are particularly prominent, and the 

simplicity is slightly lively. They are quite different 
from the tenderness of the literati painters since the 
Yuan Dynasty, For example, he painted "Jiung Kweir 
with Hairpin" in Jiaxu year during Tongzhi's reign 
(1874). In the painting, Jiung Kweir is organizing his 
hairpin, wearing a long sword on his waist, with a 
serene expression, and auspicious flowers and fruits 
are placed in the scene. The image of Jiung Kweir is 
completely free from the ugly and ferocious 
characteristics of the ancient Jiung Kweir paintings, 
but is serene, peaceful, ironic, humorous, and full of 
the human touch of the world. Ren Bonian's later 
works were influenced by Western realistic sketches, 
mostly drawn from folk materials, and the 
proportions of the figures were more accurate. During 
this period, Jiung Kweir's image got rid of the form of 
Chen Laolian and had a strong sense of realism. Jiung 
Kweir's modeling is no longer limited to traditional 
forms, but mostly captures scenes of people's 
activities from the folk, with a strong flavor of life. 
Like the portrait of Zhong Jinshi he painted in the 
Xinmao year of Guangxu (1891), in the painting, Jiung 
Kweir holds a long sword in one hand and wants to 
hunt ghosts in the other, like the image of a folk 
butcher. In the overall composition of Ren Bonian's 
paintings of Jiung Kweir, he got rid of the people-
oriented and stable form of the ancients [4]. 

Ren Bonian's paintings of Jiung Kweir also have his 
uniqueness. Most works of Jiung Kweir drawn by 
predecessors are neat, mostly outlined in thick ink, 
with little change in ink color, and the main method is 
meticulous brushwork. On the other hand, Ren 
Bonian's paintings of Jiung Kweir have varied brush 
strokes and rich and colorful ink colors. Ren Bonian 
studied under "two Mr. Ren" and Chen Laolian in his 
early years, and his paintings of Jiung Kweir were 
mostly traditional Chinese realistic paintings. The ink 
is strong, the writing is heavy, and the closing is 
erratic, with obvious characteristics of "nail head and 
mouse tail". In this issue, the paintings of Jiung Kweir 
mostly focus on outlines and colors. There is no major 
change in the brush strokes used by the predecessors 
in painting Jiung Kweir, but the running of the lines is 
smoother. The ink used is also the same as the 
predecessors, with little change in shade, dryness and 
wetness. The colors are richer than before. Ren 
Bonian saw the authentic works of Zhu Da in his 
middle age, and had an epiphany to use the brush. 
And he said to himself "painting to me, can be 
regarded as writing." In his later paintings of Jiung 
Kweir, it was precisely because of his specialty of 
"writing" that he gradually got rid of the "two Mr. 
Ren" (the Shanghai-style painters Ren Xun and Ren 
Xiong in the late Qing Dynasty) and Chen Hongshou's 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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painting methods, and tended to be freehand. In the 
later period, the brushwork of his paintings of Jiung 
Kweir is full of changes, more concise and general. 
The brushwork is both thin and thick, swift and 
hesitant, and smooth and refreshing, while the 
hardness and softness are combined, the strokes are 
like the wind, and the painting is done in one go. 
There is both thick ink and light ink, forming the 
artistic characteristics of his paintings that are bright 
and easy, natural, and both elegant and popular. It is 
completely different from the monotonous ink color 
of previous paintings of Jiung Kweir. He also 
integrated the realistic light and shade of Western 
sketches into the creation of Jiung Kweir's paintings. 
The faces of the characters are no longer left 
untreated like the predecessors, but are slightly 
rubbed with a brush to show the light and shade. He 
also painted boneless Jiung Kweir, or used the method 
of sloppy brushwork. The brush and ink are vivid, the 
characters are accurate, and the spirit is bright. 

Ren Bonian's paintings can be bold and innovative. 
His paintings of Jiung Kweir have changed the image 
of the ancients, reflecting his unique painting style. 
Wang Yifei wrote on Ren Bonian's figure painting art: 
"It was not until the end of the Qing Dynasty that 
there appeared a figure painting master with 
extraordinary artistic talent and superhuman 
modeling ability. His sudden emergence is like a 
thunderbolt, breaking the long-standing figure 
painting circle, revitalizing and reviving the figure 
painting that has been in decline for hundreds of 
years. This painter is Ren Bonian, who is known as the 
Shanghai-style giant" [1]. Gong Chanxing wrote in his 
article, "Ren Bonian's works can break through the 
model of orthodox painting in the late Qing Dynasty, 
and his creations have distinct characteristics of the 
times. The form uses the ancients and the new ideas, 
the conception is more modern in connotation, the 
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the popular are shared, which adapts to the aesthetic 
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the unique art form of Chinese painting from 
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OF REN BONIAN'S PAINTINGS OF 
JIUNG KWEIR 

Ren Bonian lived in a turbulent era. He was born in 
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with the beginning of modern Chinese history [5]. In 
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like Ren Bonian could only use brush and ink to 
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Ren Bonian painted many Jiung Kweir paintings in his 
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generation. Jiung Kweir in his paintings is less fierce 
and domineering, and more like a cynical warrior full 
of humanity. In his heart, Jiung Kweir is not only able 
to catch and exorcise demons, but also the 
embodiment of justice. Jiung Kweir is upright, not 
afraid of evil, slaying demons and demons, vowing to 
eradicate the ghosts and monsters in the world, and 
make the world clean. In the era when Ren Bonian 
lived, the Shanghai Concession was crisscrossed and 
the Western barbarians were rampant. Facing the 
strange and changeable foreign invasions, full of 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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sorrow and grievances in the concession, as well as 
the weakness and incompetence of the Qing 
government, Ren Bonian, as a commoner, was unable 
to change the reality, and could only express his 
feelings with pen and ink and express his 
dissatisfaction of the Qing government, and the worry 
about the survival of the nation. Jiung Kweir, the 
traditional Chinese god of eliminating evil, just 
happens to be very representative. Ren Bonian 
borrowed the meaning of Jiung Kweir to clean up the 
invaders in Shanghai and save the nation. Ding Xiyuan 
wrote in his essay on Ren Bonian, "These figures are 
either stroking the beard and holding the sword, or 
leaning out to catch ghosts, or biting the back of the 
sword, stepping on the demon fox, or swinging the fan 
and pressing the sword, and their eyes are like radio. 
The huge arm stretched forward, and the five fingers 
were powerful; The mighty place is stunned by the 
wind and clouds, and the heaven and the earth are 
low; when it is elegant, the flowers are arranged on 
the hairpin, and the scroll is like a whisper. These 
images of Jiung Kweir, who are loyal, righteous, wise 
and moral, are Ren Bonian's bludgeoning and 
powerful mockery of the dark reality he lived in." 

The pictures of Jiung Kweir in all dynasties are the 
emotional expression of slaying demons and catching 
ghosts, but the Jiung Kweir drawn by Ren Bonian has 
his own emotional catharsis. Different shapes reflect 
different moods. Facing the weakness of the Qing 
government, Ren Bonian changed the vicious image of 
Jiung Kweir in all dynasties. He let Zhong Kui organize 
the hairpin, bow his head and meditate, subtly 
integrating his emotions into the painting. It is cynical, 
expressing the irony of the Qing government: 
colluding with the outside world, suppressing the 
people, ceding territory, and giving sovereignty to 
protect its so-called "peace" have far-reaching 
implications. In the face of the cession of the country 
and the loss of sovereignty, he made a picture of 
drinking alone on a moonlit night, and let the little 
ghost blow Xiao, Jiung Kweir sat alone by the barren 
mountain and wild valley and drank happily, and he 
was drunk and rested, which also expressed his 
feelings about the survival of the nation. Western 
powers are rampant, and he is worried about when 
the country will be clean. In the face of the wild dance 
of the demons of the Western powers, he painted 
Jiung Kweir catching the ghost. In the painting, Jiung 
Kweir stepped on the little ghost, rolled up his sleeves 
with the other hand to catch the ghost, and showed a 
fierce face, which meant that the Western powers 
were driven out of China. 

In addition, the inscriptions of Ren Bonian paintings 
of Jiung Kweir can also reflect his feelings of worrying 

about the country and the people. For example, he 
wrote in "A Picture of Jiung Kweir Holding a Sword", 
"Now Jifu is called Ningfu, and there is no need to ask 
you to grab the devils"; Gao Yongzhi wrote in a picture 
of Jiung Kweir inscribed by Ren Bonian, "I would like 
to borrow you a sword to slay out a light in this dark 
world"; In Wu Changshuo's inscription on a picture of 
Jiung Kweir in red, he also wrote: "there are ghosts on 
the road behaving evil, wish your sword can be full of 
the ghosts' blood."  It is not difficult to see from the 
poem that he not only regarded Jiung Kweir as a 
symbol of justice, but also regarded it as a hero who 
could destroy the dark society [6]. 

The Jiung Kweir in Ren Bonian's paintings no longer 
has the domineering image of Jiung Kweir in previous 
dynasties, but more of a cynical and vicissitudes of 
life, expressing Ren Bonian's sigh at the loss of the 
country and his indignation at the invaders. As a 
commoner Ren Bonian, the various injustices in the 
world and the ups and downs in his life made him full 
of indignation towards the Qing government and 
Western powers. Although he was unable to change 
the world through his own power, he could express 
his feelings with pen and ink, reflecting the injustice 
twists and turns in the heart. 

5. CONCLUSION 

Ren Bonian's paintings are a fusion of Chinese and 
Western styles, and his Jiung Kweir is not only 
superior to his predecessors in shape and brush and 
ink, but also expresses his personal emotions 
incisively and vividly. Ren Bonian's new form of 
painting, based on tradition and incorporating 
Western techniques, made his paintings full of vitality, 
and made him a master who opened up a new style of 
painting in the history of modern Chinese art. His 
paintings focus on the expression of emotions, 
borrowing from the past to describe the present, 
reflecting his charisma. Ren Bonian is worthy of being 
a great master in the history of Chinese painting. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 



62 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 

 

 

齐 斋 Zhuangzi · 
Dasheng 庄子·达生篇

 

4. INFLUENCE OF THE PROPOSITION OF 
"INTEGRATION OF MAN WITH 
MOUNTAINS AND RIVERS" ON 
CHINESE LANDSCAPE PAINTING 

62
Athena Transactions in Social Sciences and Humanities, Volume 1

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022)

2 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 
"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. INTRODUCTION 

The human mind is naturally metaphorical, and 
metaphors exist in all aspects of human life, including 
artistic ways of thinking, and play an important 
aesthetic value [1]. When confronted with a work of 
art, people unconsciously map their own perceptual 
understanding onto the people or things in the picture 
for interpretation and analysis, and paintings of group 
portraits are more likely to metaphorically represent 
the collective unconsciousness. In addition, the 
collective unconsciousness connects the viewer, the 
painting and the author in an artistic exchange of 
thoughts, and a common part of their respective 
cognitive edifices is built in the process. 

Group portrait painting uses painting language to 
depict group portrait scenes, which shows the similar 
emotions of multiple characters in a specific scene. It 
is different from the expression of literary form and 
film and television performance with plot. It is silent 
but more powerful. On the basis of painting report 
and narrative, contemporary lacquer group portrait 
paintings aim to explore group representations and 

inner emotions of characters with similarities in 
certain situations and to stimulate the imagination of 
audience through artistic images to achieve the 
function of metaphor and mapping [2]. 

2. GROUP PORTRAIT CHARACTERISTICS 
EXPRESSED IN LACQUER PAINTINGS 
OF GROUP PORTRAITS 

While expressing a relative and temporary image, 
contemporary lacquer group portraits always 
maintain an eternal and unchanging concern for the 
social attributes of human beings, and this eternity is 
often conveyed to the viewers in a metaphorical way, 
which is one of the reasons for the power of lacquer 
group portraits. 

The history of human development and the 
development of the individual life are linked to 
painting, and metaphor plays a great role. Metaphors 
are present in group portraits on ancient lacquerware 
and group portraits in contemporary lacquer 
paintings, but the connotations and aesthetic values 
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1. INTRODUCTION 

The human mind is naturally metaphorical, and 
metaphors exist in all aspects of human life, including 
artistic ways of thinking, and play an important 
aesthetic value [1]. When confronted with a work of 
art, people unconsciously map their own perceptual 
understanding onto the people or things in the picture 
for interpretation and analysis, and paintings of group 
portraits are more likely to metaphorically represent 
the collective unconsciousness. In addition, the 
collective unconsciousness connects the viewer, the 
painting and the author in an artistic exchange of 
thoughts, and a common part of their respective 
cognitive edifices is built in the process. 

Group portrait painting uses painting language to 
depict group portrait scenes, which shows the similar 
emotions of multiple characters in a specific scene. It 
is different from the expression of literary form and 
film and television performance with plot. It is silent 
but more powerful. On the basis of painting report 
and narrative, contemporary lacquer group portrait 
paintings aim to explore group representations and 

inner emotions of characters with similarities in 
certain situations and to stimulate the imagination of 
audience through artistic images to achieve the 
function of metaphor and mapping [2]. 

2. GROUP PORTRAIT CHARACTERISTICS 
EXPRESSED IN LACQUER PAINTINGS 
OF GROUP PORTRAITS 

While expressing a relative and temporary image, 
contemporary lacquer group portraits always 
maintain an eternal and unchanging concern for the 
social attributes of human beings, and this eternity is 
often conveyed to the viewers in a metaphorical way, 
which is one of the reasons for the power of lacquer 
group portraits. 

The history of human development and the 
development of the individual life are linked to 
painting, and metaphor plays a great role. Metaphors 
are present in group portraits on ancient lacquerware 
and group portraits in contemporary lacquer 
paintings, but the connotations and aesthetic values 

Athena Transactions in Social Sciences and Humanities, Volume 1
Proceedings of the 8th International Conference on Arts, Design and Contemporary  

Education (ICADCE 2022), pp. 65–68
DOI: https://doi.org/10.55060/s.atssh.221107.012, ISSN (Online): 2949-8937

Proceedings home: https://www.athena-publishing.com/series/atssh/icadce-22

https://doi.org/10.55060/s.atssh.221107.012


66 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 
conveyed are very different. In the early stages of the 
development of contemporary lacquer painting, the 
subject matters are mainly ethnic minorities and 
vernacular customs, with a metaphor for national 
unity and the pursuit of simplicity. With socio-
economic and political development, new artistic 
thinking goes into the creation of lacquer paintings, 
and more artists focus on the role of metaphor in the 
creation of lacquer group portraits, thus changing and 
subverting the visual characteristics of group 
portraits. For example, a large number of lacquer 
paintings on the theme of urban life have emerged. 
Lacquer artists observe and explore the 
commonalities of modern urban people, integrate, 
refine, classify and depict the living states of urban 
groups through artistic techniques, metaphorizing the 
psychological characteristics, consumption concept 
and aesthetic taste of modern urban people in China. 
Guowei's Su works on the image of urban women 
construct pictures from a personal perspective and 
subjective consciousness based on the diversified use 
of paint materials. For example, "bright winter" shows 
the diverse expressions of modern urban women 
when shopping with a cutting visual schema. The 
character images are matched with rich scenes, 
presenting the life scenes of modern urban women 
and metaphorizing the new consciousness of 
contemporary lacquer paintings. The beautiful and 
exquisite face and fashionable clothes with rich 
texture highlight the psychological characteristics of 
modern urban women's pursuit of individuality. The 
lively picture metaphorizes the unique freshness and 
vitality given to the young group by the changes of the 
times. This state is also the reflection of the vigorous 
development of young lacquer painting. At the same 
time, with the change of living environment, there are 
also some emerging groups. The creators of lacquer 
painting seize this change of the times and depict 
professional images such as takeout, courier and 
designated driver shuttling on roads. Unified clothing 
and transportation have become their identity 
symbols. Creators look for common spiritual outlook 
and use traditional paint to depict the daily life and 
work of groups in the new era. This integration of 
traditional materials and modern themes shows that 
contemporary lacquer painting actively explores and 
forges ahead with creative confidence. 

3. COMMON EMOTION OF GROUP 
REVEALED IN LACQUER PAINTING 
OF GROUP PORTRAITS 

Lacquer paintings of group portrait interpret national 
culture in the form of lacquer, arouse the common 
cultural psychology of national groups, stimulate the 
resonance of group emotion, and form the unique 

memory of the group [3]. The image created by artists 
is the result of the unconscious transmission of 
cultural archetypes from generation to generation. 
The individual cultural characteristics embodied in 
unconsciousness are determined by the cultural 
environment in which the creators grow up. The life 
characteristics handed down from generation to 
generation maintain a certain cultural continuity. 
Contemporary lacquer paintings take the Chinese 
artistic spirit as the core, metaphorize and reflect the 
common feelings of the Chinese nation behind the 
picture, and maintain the unique cultural continuity of 
China's social structure [4]. 

For example, the color of red lacquer, which has 
experienced thousands of years, metaphorizes the 
special emotion of the Chinese nation. In lacquer 
painting, it represents the celebration, blood, heat and 
rebirth. Contemporary lacquer paintings of group 
portrait are well versed in the combination of color 
and form. The 13th art exhibition work "the war of 
Maguan" reveals the national pain, and the red of this 
work conveys a cold feeling. The large piece of red 
above the characters reflects the sense of sadness and 
describes the national war. A large area of solid color 
squeezes the characters in the lower half. Many 
characters wear specific clothes of the old era, with 
dark and heavy colors. The characters are depicted in 
sad and rigid images. The upper and lower parts 
together constitute a sense of visual depression. For 
in-depth depiction of the characters' facial 
expressions, some people close their eyes and sigh, 
some cry angrily, and some are indifferent and at a 
loss. It truly portrays the psychological state of many 
people in the special era, metaphorizes the historical 
pain of weak national strength and humiliation, and 
reminds modern people not to forget history. In 
another work "Why are flowers so red" in this art 
exhibition, multiple levels of red convey a kind of 
warmth during marriage. The red clothes of the 
characters are matched with the warm color system 
to create a whole scene of the marriage of ethnic 
minorities, full of Chinese red elements. The bride 
dressed in gorgeous wedding clothes is matched with 
exquisite makeup and accessories. The red color is in 
sharp contrast to the white color. Many characters set 
off the protagonist and show a strong aesthetic 
pattern of lacquer painting while clarifying the 
protagonist and theme of the picture. The expression 
depiction of the bride's eyes contact with the children 
adds a warm meaning to the picture. Although many 
characters in the picture are dressed in red, different 
characters have their own characteristics. The 
ingenious shielding and height difference between 
characters and horses make the picture show a sense 
of rhythm, plot and dynamic. In addition, these two 
group portraits have different metaphors for red paint 
and figure forms, but viewers have the same 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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perception of the picture with the same national 
emotions and cultural psychology. 

4. CONTEMPORARY SPIRITUAL 
DILEMMA OF GROUP CONNOTED     
IN LACQUER GROUP PORTRAITS 

Metaphors in contemporary art works construct the 
aesthetic characteristics of pluralism and 
individuality. Depicting the spiritual state of the times 
is an important task of visual art. Modern lacquer 
paintings of group portraits reveal the spiritual state 
of groups with different identities and levels in 
modern life through metaphor. 

"In this way, people are thrown into a wandering state 
and lose all feelings about the historical continuity 
connecting the past and the future... The essential 
human nature is reduced to ordinary human nature, 
to the vitality of being as a functional body, and to the 
enjoyment of mediocrity and triviality" [5]. In figure 
painting, this mental state is mainly expressed 
through the facial expressions of the characters, and 
the painting of multiple characters shows a 
universality and modernity. The multiple faces in 
lacquer paintings of group portrait are the multiple or 
same externalization of human ideology, and the ways 
and means of various emotional expression. The 
expression function endows the features of the 
appearance and display of the face. People can also 
hide and cover their hearts through the facial 
expression. The expressionless face sometimes 
contains more emotional and psychological levels. For 
example, the work "the boundless sea of stars" in 13th 
National Art Exhibition depicts five anthropomorphic 
doll images with a sense of time and space, the unified 
skin color of the characters and exaggerated and 
similar facial features. While maintaining the overall 
picture, it adds the sense of mask of the characters, 
which means that they have the meaning of absurd 
pondering. There are some differences in facial 
expressions, but on the whole, it is a sense of 
emptiness, blankness, or indifference to the 
surroundings. The delicate and fashionable character 
image and the rigid feeling of the doll constitute the 
conflict of character form. The vertical depth and 
hierarchy of the background push the character image 
to the front of the picture, which is full of visual 
impact. The fullness of the whole picture and the 
emptiness conveyed by the facial expressions of the 
characters metaphorize the inner unknown and 
confusion under the pursuit of exquisite fashion; the 
fairy tale expression and thick color texture 
metaphorize the inner ideal but can't get rid of the 

heavy reality; leopard print with wild meaning is 
painted on white paper, which metaphorizes the 
psychology of longing for freedom and release. These 
elements produce internal conflict and confrontation 
in the picture, which is the metaphorical expression of 
many contradictions in the daily life of contemporary 
young people. Therefore, the metaphor in Chinese 
contemporary lacquer paintings of group portraits not 
only has the ordinary emotional transmission, but 
also has the meaning of criticism and irony. The 
exaggerated and realistic character images 
metaphorize the common spiritual dilemma of 
modern young people. The surface affluence coexists 
with the internal emptiness. At the same time, it 
implies the illusion of concealment and camouflage in 
modern life or contemporary art. 

5. "LACQUER NATURE" AND "HUMAN 
NATURE" OF LACQUER PAINTING OF 
GROUP PORTRAITS 

Contemporary paintings, sculptures and other visual 
art works have rich connotation. As the language in 
the artistic cognitive system, visual language shows 
the unique metaphorical function of art, and uses the 
concrete picture form to metaphorize the abstract 
concept. The creation of group portraits in 
contemporary lacquer painting is mainly on concrete 
portraits, and realistic depiction goes hand in hand 
with image creation. Through the description, 
exaggeration and dramatization of the realistic image, 
the concrete image shows a unique aesthetic effect, 
and gives full play to the metaphorical function to tell 
the "lacquer nature" and "human nature". 

Chinese painting as a whole pays attention to lyricism, 
pursues cultural taste and ideological realm, 
"metaphorizes" temperament, sentiment, cultivation 
and strength of the Chinese national group, and 
contains rich philosophical thoughts. Contemporary 
lacquer paintings of group portraits are painted with 
traditional lacquer, and the aesthetic thought of 
"metaphor" naturally exists in the contemporary 
lacquer painting of group portraits, transmitting the 
aesthetic value. The lacquer painting consciously tells 
the Chinese art language and metaphorizes people's 
nature and spirit [4]. Taking the 13th National Art 
Exhibition as an example, more works use natural 
lacquer. Ancient materials and contemporary art 
blend with each other, realizing the in-depth dialogue 
between the spirit of Chinese classical art and 
contemporary art, the ingenious combination of 
exquisite technology and passionate creation, and the 
confluence of artistic sensibility and rationality. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Therefore, contemporary lacquer painting is not just a 
kind of painting, but a collection of profound "lacquer 
nature" and complex "human nature". Artists of 
lacquer painting travel in the real and ideal world, 
observe and explore human nature, analyze the group 
representation and psychological state with lacquer 
as materials, and refine their own values and aesthetic 
characteristics in their works. Various group images, 
group words and group emotions metaphorize deep 
artistic care for contemporary human nature. The 
large scale of contemporary lacquer painting of group 
images and the massiness of lacquer board first create 
a sense of reality. The depiction of character modeling 
combined with the use of comprehensive materials, or 
the luster after delicate grinding, or the concave-
convex feeling as if it was clumsy, convey a strong 
spiritual attitude in the form of visual and tactile 
expression, link the viewer, works and creators and 
provide more metaphorical space for multi-
dimensional thinking of human nature. 

Of course, there are still deficiencies in contemporary 
lacquer painting of group portraits. The independent 
expression of lacquer language in group portrait 
creation is not complete, and the in-depth application 
and diversified exploration of metaphor function in 
lacquer painting of group portraits are not mature 
enough. Secondly, group portraits of contemporary 
lacquer paintings mainly appear in large-scale theme 
exhibitions. The metaphorical function of some works 
is insufficient, and the experiment and construction of 
the modernity of the pictures are also slightly weak. 
These problems still need to be further solved by the 
creators based on practice. 

6. CONCLUSION 

As a language in the art cognitive system, 
contemporary lacquer painting is gradually shaping 
itself and showing its unique metaphorical function 
facing the world and the future, with broad prospects 
for development. Group portrait painting belonging to 

it also needs to continuously purify, precipitate and 
refine the lacquer art language. While highlighting the 
"technicality" of material aesthetics and diverse 
techniques, it pays more attention to improvement of 
"artistry" and adheres to people's attention in the 
expression content. Besides, it uses metaphor function 
to highly summarize the external characteristics and 
internal emotions of contemporary groups, expresses 
the development of society and the progress of human 
beings through the lacquer painting of group portrait 
with aesthetic characteristics of the times, and gives 
full play to the unique and important role of 
contemporary lacquer painting in the construction of 
contemporary national culture. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 



 
 
 

 

    

  

 

Athena Transactions in Social Sciences and Humanities, Volume 1  
Proceedings of the 8th International Conference on Arts, Design and Contemporary 

Education (ICADCE 2022), pp. 69–74 

 
 

PROCEEDINGS ARTICLE 

Research on the History of Chinese Copper                
Coloring Techniques 

1 Xiamen Academy of Arts and Design, Fuzhou University, Xiamen, China 

ABSTRACT                                                                                                                                       ARTICLE DATA 

 

Article History 

 
Keywords 

 
  

  

1. INTRODUCTION 2. THE "BRONZE AGE" OF CHINA'S 
COPPER COLORING HISTORY 

 
 
 

 

    

  

 

Athena Transactions in Social Sciences and Humanities, Volume 1  
Proceedings of the 8th International Conference on Arts, Design and Contemporary 

Education (ICADCE 2022), pp. 69–74 

 
 

PROCEEDINGS ARTICLE 

Research on the History of Chinese Copper                
Coloring Techniques 

1 Xiamen Academy of Arts and Design, Fuzhou University, Xiamen, China 

ABSTRACT                                                                                                                                       ARTICLE DATA 

 

Article History 

 
Keywords 

 
  

  

1. INTRODUCTION 2. THE "BRONZE AGE" OF CHINA'S 
COPPER COLORING HISTORY 

Athena Transactions in Social Sciences and Humanities, Volume 1
Proceedings of the 8th International Conference on Arts, Design and Contemporary  

Education (ICADCE 2022), pp. 69–74
DOI: https://doi.org/10.55060/s.atssh.221107.013, ISSN (Online): 2949-8937

Proceedings home: https://www.athena-publishing.com/series/atssh/icadce-22

mailto:201727003@fzu.edu.cn
https://creativecommons.org/licenses/by-nc/4.0/
https://doi.org/10.55060/s.atssh.221107.013


70 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 

 

—

70
Athena Transactions in Social Sciences and Humanities, Volume 1

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022)

2 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 
"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. INTRODUCTION 

In the ballet body training method, grasping bar 
practice is very important. It requires practitioners to 
move smoothly, clearly and powerfully. While 
enhancing their physical strength, it also improves 
their physical coordination flexibility, dexterity and 
balance ability, and enables all parts of the body to get 
strength and control training, and cultivates the 
dancer's beautiful dance temperament. On the whole, 
it has a promoting effect on the training effect and 
technical level of the practitioners. To a certain extent, 
it is the best basic method for ballet and even various 
dance body training, which can lay the foundation for 
dancers to perform difficult movements later. 

2. GRASPING BAR PRACTICE 

As a common basic practice content in the ballet 
training process, grasping bar practice is not only a 
warm-up exercise before ballet training, but also can 
quickly improve the training effect of ballet 

practitioners, which is of great value to ballet training 
teaching. Specifically, it exercises the body 
coordination and strength control ability of ballet 
practitioners, and it also plays a great role in 
stimulating practitioners' interest and enthusiasm in 
training. Over time, it cultivates practitioners' good 
learning attitude and even life attitude. 

The grasping bar practice is an important practice 
content in ballet training. The grasping bar practice is 
very detailed in the pursuit of scientific and 
systematic content. It shows a step-by-step training 
process from the ground to the air, from small 
amplitudes to large amplitudes, from simple 
movements to complex movements. On the whole, it 
shows a step-by-step training process, which consists 
of countless single movements, supporting all the 
skeleton and muscles of the practitioner's entire body. 
In the grasping bar practice part, several 
representative movements are included, namely 
squatting, rubbing, small kick and control, which play 
a crucial role in improving the level of intermediate 
practice. Taking the rubbing exercise as an example, it 
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1. INTRODUCTION 

In the ballet body training method, grasping bar 
practice is very important. It requires practitioners to 
move smoothly, clearly and powerfully. While 
enhancing their physical strength, it also improves 
their physical coordination flexibility, dexterity and 
balance ability, and enables all parts of the body to get 
strength and control training, and cultivates the 
dancer's beautiful dance temperament. On the whole, 
it has a promoting effect on the training effect and 
technical level of the practitioners. To a certain extent, 
it is the best basic method for ballet and even various 
dance body training, which can lay the foundation for 
dancers to perform difficult movements later. 

2. GRASPING BAR PRACTICE 

As a common basic practice content in the ballet 
training process, grasping bar practice is not only a 
warm-up exercise before ballet training, but also can 
quickly improve the training effect of ballet 

practitioners, which is of great value to ballet training 
teaching. Specifically, it exercises the body 
coordination and strength control ability of ballet 
practitioners, and it also plays a great role in 
stimulating practitioners' interest and enthusiasm in 
training. Over time, it cultivates practitioners' good 
learning attitude and even life attitude. 

The grasping bar practice is an important practice 
content in ballet training. The grasping bar practice is 
very detailed in the pursuit of scientific and 
systematic content. It shows a step-by-step training 
process from the ground to the air, from small 
amplitudes to large amplitudes, from simple 
movements to complex movements. On the whole, it 
shows a step-by-step training process, which consists 
of countless single movements, supporting all the 
skeleton and muscles of the practitioner's entire body. 
In the grasping bar practice part, several 
representative movements are included, namely 
squatting, rubbing, small kick and control, which play 
a crucial role in improving the level of intermediate 
practice. Taking the rubbing exercise as an example, it 
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is the basis and extension of all the movement 
training in the grasping bar practice. The main body 
positions for training include the ball of the foot, the 
arch of the foot, the toes, the ankle and the Achilles 
tendon. At the same time, rubbing exercise is also 
quite effective for the suppleness and flexibility 
training of the practitioner's muscles and ligaments, 
and it is also helpful in exercising the body's vertical 
standing stability and low back control ability. It 
requires the practitioner to maintain tension and 
effectively extend the body during the movement. 
Therefore, the basic functional performance of 
rubbing the floor is the most prominent among all the 
basic skills of ballet dancing. The movement as a 
whole looks simple but not easy. It is related to the 
four aesthetic characteristics of ballet aesthetics, that 
is, open, stretch, straight, and stand. 

From the perspective of scientific training, it is 
necessary to ensure that the force is evenly 
distributed during the "rubbing" exercise, and to 
ensure the flexible use of the ankle joint, which is very 
beneficial to the improvement of the overall quality of 
ballet. Generally speaking, practitioners pursue 
standardized rubbing, which makes their dance steps 
more dexterous, light and elegant, especially in the 
process of rotation, the center of gravity should be 
vertical and be in control, and this control comes from 
the strength of the practitioner's legs. Considering 
that ballet practitioners always have the habit of 
straightening their legs, their center of gravity is 
stable and vertical, which is an effective foundation 
for their ankle strength enhancement. 

3. EXPLANATION OF THE APPLICATION 
RANGE OF GRASPING BAR PRACTICE 
IN BALLET BODY TRAINING 

In ballet body training, the use of bar exercises is 
relatively wide, and it has applications in posture 
training, flexibility training, and difficult movement 
training. The following will discuss them one by one: 

3.1. Grasping Bar Practice in Stance Training 

Ballet body training is in pursuit of beauty, which 
requires practitioners to fully display every part of 
their body. Taking the lower limbs of the human body 
as an example, grasping bar practice requires 
practitioners to use the bar to start the posture 
practice process, which is very helpful for training the 
perfect dance posture of ballet dancers. During the 
training of the big kick, the practitioner is required to 
use the small kick as the basis to kick up quickly and 
powerfully upwards, sideways, and backwards. 
Finally, there is the frappe training, a unique training 
method, which is carried out while the thigh is kept 

raised and motionless. The frappe is very good for the 
flexibility of the practitioner's knee joint and the 
agility of the calf movement. 

3.2. Grasping Bar Practice in             
Flexibility Training 

In the process of flexibility training, grasping bar 
practice is equally important. It aims to train the 
practitioner to prepare for difficult movements, that 
is, to develop good physical flexibility of the 
practitioner. During the grasping bar practice in 
flexibility training, the practitioner must use external 
assistance to perform shoulder and chest exercises 
during the grasping bar practice. Specifically, the 
practitioner should stand opposite the bar, hold the 
bar with both hands and vibrate vertically upwards or 
downwards. Then there is the waist exercise in ballet, 
which requires the practitioner to face the bar 
sideways, hold the bar with one hand, then swing the 
waist back and forth and hang the legs. Finally, it is 
necessary to use the bar to press the leg, which can 
also exercise the flexibility of the practitioner's body. 

3.3. Grasping Bar Practice in Difficult 
Movement Training 

In order to effectively increase the artistic beauty of 
ballet, ballet dancers need to design and operate some 
aerial movements and difficult movements in dance, 
which requires them to have excellent balance and 
accurate judgment. In this process, grasping bar 
practice is equally important. Practitioners mainly use 
the bar to carry out daily exercises during the training 
process, such as training the front and rear crane 
movements, maintaining the basic posture while 
holding the bar, and then let the teachers help them 
move their legs and increase the number of exercises. 
Of course, practitioners should increase the number of 
exercises accordingly to truly master the essentials of 
this movement [1]. 

4. APPLICATION VALUE AND SIGNIFI-
CANCE OF GRASPING BAR PRACTICE 
IN BALLET BODY TRAINING 

In ballet body training, the significance of the 
application of the grasping bar practice is reflected in 
many aspects. Whether it is a beginner or a mature 
ballet dancer, the grasping bar practice has special 
value for their body training. It not only shapes the 
soft and flexible body posture of ballet dancers, but 
also helps ballet dancers to improve their dance skills 
in an all-round way, and is still very helpful in 
cultivating dancers' aesthetic taste. 

76
Athena Transactions in Social Sciences and Humanities, Volume 1

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022)

2 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 
"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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4.1. Impact on Body Shape 

Ballet practitioners pay the most attention to body 
shaping in body training. In order to penetrate this 
postural shaping training idea in training, postural 
training based on grasping bar practice can be divided 
into two types: dynamic and static. It includes 
exercises on the body such as the head, hands, limbs 
and legs. The important indicators of training include 
amplitude, speed, body center of gravity and rhythm 
changes. It is necessary to train the practitioner's 
appearance in the influence of body shape, and 
combine the intuitive visual impact to stimulate the 
practitioner's good aesthetic taste, so that the 
practitioner can enjoy the beauty. If the beauty of the 
body represents the static beauty of the practitioner, 
then the grasping bar practice in the ballet body 
training represents the dynamic beauty of the 
practitioner. As far as the training process of grasping 
bar practice is concerned, it mainly trains the 
practitioner's toes, knees, hip joints, waist, limbs, 
hands and elbows. These basic body parts need to be 
mastered and controlled by the practitioner one by 
one. If the practitioner is standing, he/her needs to 
use the grasping bar practice in ballet to hold the front 
handle in the form exercise, specially train the 
muscles of the legs and the hip muscles, and ensure 
that the knees are pushed back and the chest and 
abdomen are lifted. As far as the grasping bar practice 
process is concerned, it is necessary to improve the 
level of the inner thigh of the practitioner, and 
effectively cultivate the practitioner's good image and 
temperament. In the process of continuous practice, 
the posture and gesture of the practitioner will 
become more graceful and soft. Generally speaking, in 
the process of practice, it is necessary to grasp the 
body posture, put forward standardized 
requirements, and carry out the targeted exercise 
process in combination with body muscles and joints, 
cultivate one's own beautiful posture, better complete 
some difficult technical movements in ballet, and 
minimize the risk of injury. In the lower body posture 
training process, the muscles, ligaments and other 
positions of the practitioner are mainly combined 
with the grasping bar practice to grasp the training 
details and effectively relieve the practitioner's body 
center of gravity, which can help the practitioner fully 
train their own ligaments and muscles. In the process 
of grasping bar practice, the exerciser's lower body 
strength and standing posture are also exercised 
through basic training methods. Objectively speaking, 
the grasping bar practice has injected new vitality into 
the ballet trainer. It makes the body training process 
no longer rigid, the movement is no longer rigid, and 
the movement becomes quite soft. In the process of 

grasping bar practice, the head should also be trained 
to ensure that each part can be trained, in order to 
achieve the ultimate goal of training the body [2]. 

4.2. Impact on Mastering of Basic Technique 

As far as the physical training process is concerned, it 
must be combined with the basic technical grasp to 
have an impact and improve the overall quality of the 
grasping bar practice. It needs to be emphasized here 
that it is necessary to analyze the content of basic 
training techniques, effectively adjust the 
practitioner's overall body control technique, squat 
technique, landing technique and rebound technique, 
and combine the process of grasping bar practice to 
enrich the training links and improve the ability of 
practitioners to develop ankle joints and biceps. In the 
process of improving the physical suppleness, 
coordination and flexibility of the practitioner, it is 
necessary to ensure that the practitioner is more 
flexible and perfect. 

In the process of controlling the practitioner's body, it 
is necessary to improve the balance and control of the 
practitioner's entire limbs, and combine the squat 
technique training in the grasping bar practice to 
adjust the practitioner's legs to bend and stretch 
functions, and cultivate the basic skills of bouncing 
exercises. It is necessary to combine the different 
squat degrees and combine the two types of half squat 
and full squat to start the exercise process. Generally 
speaking, an angle of 45°-120° should be presented 
between the thigh and the ankle to ensure that the 
heel does not leave the ground. At the same time, the 
practitioner's thigh muscles and mid-gluteal muscles 
should always be under tension. In the process of full 
squat training, the maximum force on the 
practitioner's thigh should be 120°, and the force on 
the thigh should gradually decrease until the final 
force reaches 0. In the process of grasping bar 
practice, it is necessary to ensure that the ligaments 
are flexed and extended in place, which effectively 
increases the separation of the two spans and the 
flexibility of the calf. It is necessary to introduce the 
grasping bar practice in the ballet training process 
and conform to the practitioner's physical 
development law, which is very beneficial to improve 
the ballet training effect of the practitioner [3]. 

Finally, during the grasping bar practice process, it is 
necessary to train the practitioner's rebound 
technique, and reduce the practitioner's landing 
injury based on the rebound technique to ensure that 
the practitioner will not suffer unnecessary damage. 
In fact, the rebound technique mainly trains the 
practitioner's knees and hips, combined with toe and 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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knee training to strengthen the practitioner's rebound 
strength, increase the cushioning of the legs, and 
ensure that the practitioner's body will not be hurt 
during the training process. 

4.3. Impact on Building a Beautiful Body 

If people want to become an excellent ballet dancer, 
they must reasonably grasp the bar practice in the 
process of body training, and always shape the 
beautiful posture and healthy and attractive 
appearance of the practitioner. In the process of 
shaping the beautiful posture of the practitioner, it is 
necessary to ensure that the posture training runs 
through the ballet training, and train it as the basic 
skills of the practitioner's standing posture. For 
example, ballet practitioners must practice the 
muscles of the legs, the back of the knees, the front leg 
press, and the waist extension during the frontal bar, 
truly applying the grasping bar practice to the normal 
ballet training process. During the practice, the 
practitioner needs to improve the straightness of the 
thigh, in order to achieve the maximum range of 
inward convergence of the thigh. Here, it is necessary 
to shape the beautiful posture of the practitioner and 
improve the practitioner's own temperament. 

4.4. Impact on Cultivation of Aesthetic Taste 

It needs to be combined with grasping bar practice to 
cultivate good aesthetic taste of practitioners and 
have a beneficial effect on their physical coordination 
and balance. In this process, they should beautify their 
dance postures, improve their training levels, and 
optimize their dance artistic sense. In fact, grasping 
bar practice can better train the practitioner's sense 
of balance, give practitioners a certain sense of 
confidence and security at the psychological level, 
help them discover and appreciate beauty, and ensure 
that they have a new perception and understanding of 
the beauty of physical training in ballet [4]. 

5. BASIC TECHNICAL APPLICATION OF 
GRASPING BAR PRACTICE IN BALLET 
BODY TRAINING 

In the process of training the practitioner's ballet 
body, the basic techniques of grasping bar practice 
must be combined to optimize and enrich its 
application content, which includes techniques such 
as landing and rebounding. The purpose is to train the 
practitioner's physical ability. 

The first is the rebound technique. In the process of 
bending and stretching the ankle joint, it is necessary 
to ensure the effective optimization of the action 
technique, reduce the impact force of the practitioner, 

and avoid sports injuries. In the process of grasping 
bar practice, it is necessary to train multiple parts of 
the practitioner's muscle group, the purpose is to 
exercise the flexibility of the practitioner's muscle 
group and enhance the elasticity of the practitioner's 
calf, ankle and muscle group. 

Secondly, on the ability of body control, practitioners 
should enhance the flexibility of their upper legs, and 
train the muscles and bones of the lower limbs of the 
practitioners to ensure high quality of local exercises. 
In the process of improving the practitioner's overall 
body control ability, it is necessary to combine the 
graceful movements in ballet to activate the 
practitioner's body to avoid stiffness and rigidity. In 
the rational use of various principles of the 
practitioner's ergonomics, it is also necessary to 
control the coordination of the practitioner's entire 
body parts, and finally improve the overall 
coordination of the practitioner's body. In the process 
of grasping bar practice, it will be a must to integrate 
beautiful body content, soothing music content and 
beautiful language content, and combine the focus of 
movement practice to cultivate the practitioners' good 
aesthetic taste. On the whole, it is to allow 
practitioners to feel the existence of beauty, and to 
correctly guide ballet dancers to fully substitute 
aesthetic tastes into ballet dancing [5]. 

Thirdly, it is necessary to use the correct breathing 
method for grasping bar practice. Breathing is a skill 
that ballet practitioners must learn. In the grasping 
bar practice, the practitioners should inhale during 
the rise of the body to reduce the total load of the 
driving and dynamic legs, and also ensure that the 
body line is lighter, straight and stretched; in the 
process of descending the human body, the 
practitioners need to exhale slowly, which can make 
them more quiet, stable and relaxed. 

For ballet practitioners, natural breathing should be 
used first, combined with squat breathing. They need 
to always maintain a good body posture during the 
squatting process, and they can try to complete 
various movements naturally and relaxedly with 
music. In the process of completing the action, it is 
most reasonable to use the method of nasal inhalation 
and nasal exhalation. Of course, nasal inhalation and 
mouth exhalation are also feasible. In addition, 
abdominal breathing can be used in conjunction with 
squatting. When squatting, the practitioners must 
always maintain a good body posture. During the 
process of music, their bodies complete an inhalation 
upwards and an exhalation downwards. This is also a 
typical forward and reverse abdominal breathing, of 
which the practitioners must master correctly [6]. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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6. CONCLUSION 

In summary, the grasping bar practice in the ballet 
body training system is very important. It hopes to 
grasp the essence of the practice in the process of 
inheriting and developing the existing ballet training, 
and combining the ballet bar content to form a 
complete set of bar training content, which has a huge 
impact on the traditional training mode. As the most 
important form of physical training in ballet dancing, 
grasping bar practice aims to improving the 
practitioner's good lower body strength, suppleness, 
flexibility and balance and stability in an all-round 
way. Of course, practitioners must also learn to 
correctly control their own body, use the two-handed 
handlebar to change the traditional one-handed 
handlebar method, and enrich the training content 
more, in order to show agile and light body shape, 
perfectly showing the beauty of ballet art. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. PROJECT BACKGROUND 

"How to realize the positive interaction between 
planning history and theoretical research, urban and 
rural construction and heritage protection is a topic of 
common concern for theoretical researchers and 
planning practitioners" [1]. Badong County is located 
in Tujia and Miao Autonomous Prefecture in the west 
of Hubei province (Fig. 1). Due to its special 
geographical location, Badong is built on the 
mountain and faces the river with undulating terrain, 
similar to Chongqing. As a typical resettlement city of 
the Three Gorges, Badong is also the gateway of the 
Jianghan Plain and Dongtinghu Plain into the 
hinterland of Bashu, which combines the 
characteristics of Bashu culture and Jingchu culture 
and forms a unique Bachu culture. Badong county 
government has determined the development policy 

of "cultural tourism city, Tujia style window city, 
architectural exhibition city and port trade city". It 
has achieved rapid development in economy, cultural 
construction and other aspects. Bachu New Era 
Cultural Square emerges at the historic moment. 
This project is located in Xirangpo, Badong County, 
backed against mountains, adjacent to the west Wuxia 
of Yangtze River. Facing Shennong Creek, it is close to 
Badong Port, Shennong Creek Tourism wharf, and the 
Ring Line 209. Leading treasure land of the project 
will become the urban core business center that can 
radiate to both sides of the river in Badong (Fig. 2). 
"Starting from the three aspects of epistemology, 
methodology and practice of philosophy, a three-in-
one landscape architecture pattern has been formed, 
with environmental ecology as the background, 
human behavior as the space activity, and space form 
creation and maintenance as the space" [2]. 
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1. PROJECT BACKGROUND 

"How to realize the positive interaction between 
planning history and theoretical research, urban and 
rural construction and heritage protection is a topic of 
common concern for theoretical researchers and 
planning practitioners" [1]. Badong County is located 
in Tujia and Miao Autonomous Prefecture in the west 
of Hubei province (Fig. 1). Due to its special 
geographical location, Badong is built on the 
mountain and faces the river with undulating terrain, 
similar to Chongqing. As a typical resettlement city of 
the Three Gorges, Badong is also the gateway of the 
Jianghan Plain and Dongtinghu Plain into the 
hinterland of Bashu, which combines the 
characteristics of Bashu culture and Jingchu culture 
and forms a unique Bachu culture. Badong county 
government has determined the development policy 

of "cultural tourism city, Tujia style window city, 
architectural exhibition city and port trade city". It 
has achieved rapid development in economy, cultural 
construction and other aspects. Bachu New Era 
Cultural Square emerges at the historic moment. 
This project is located in Xirangpo, Badong County, 
backed against mountains, adjacent to the west Wuxia 
of Yangtze River. Facing Shennong Creek, it is close to 
Badong Port, Shennong Creek Tourism wharf, and the 
Ring Line 209. Leading treasure land of the project 
will become the urban core business center that can 
radiate to both sides of the river in Badong (Fig. 2). 
"Starting from the three aspects of epistemology, 
methodology and practice of philosophy, a three-in-
one landscape architecture pattern has been formed, 
with environmental ecology as the background, 
human behavior as the space activity, and space form 
creation and maintenance as the space" [2]. 
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Figure 1. Location map.

 
Figure 2. Project location. 

2. RELATIONSHIP BETWEEN 
ARCHITECTURE AND TERRAIN 

Badong County, where the project is located, has a 
long and narrow landform (Fig. 3), high in the west, 
low in the east, with rolling mountains in the north 
and south. Its topographic and geomorphic features 
include rugged terrain, undulating mountains, deep 
valleys, and vertical and horizontal gullies, which are 
typical karst landforms. The project site also presents 
this special feature. The height difference of the site 
fluctuates greatly. There is a 5-meter difference in 

height along the Yaniang Road. The height difference 
along the winding mountain lane is 15 meters. And 
the maximum number is up to 20 meters. Besides, 
there is mountain gully inside the project site. With 
such complex adverse terrain conditions, how to 
combine the terrain, integrate the spatial layout of the 
multi-functional complex and sort out the traffic flow 
line are the difficult considerations in this project 
design (Fig. 4). 

 

Figure 3. Topographic map. 

 

86
Athena Transactions in Social Sciences and Humanities, Volume 1

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022)

2 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 
"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 4. Schematic section. 

 
Figure 5. Current terrain photograph. 

"China Battalion city pays attention to the planning 
and design of the overall pattern and pursues a 
square and straight environmental order. However, in 
practice, combined with the specific characteristics of 
the land and rivers where it is located, it is good at 
adapting to changes of the environmental situation 
and skillfully adjusting the urban pattern to form a 
flexible spatial layout" [3]. Therefore, in the layout of 
the complex, several functional spaces such as 
commercial, residential lobbies and parking lots are 
embedded into the mountain to make use of the 
adversity (Fig. 5). In the vertical direction, functional 
rooms are arranged reasonably along the winding 
road with a big slope, following the terrain decreasing 
successively from east to west. For the treatment of 

height difference, the traditional earthwork filling and 
digging method is not adopted to level off the whole 
site. Instead, it is built according to the actual 
situation, completely complying with the terrain, 
forming multi-stage platform and decomposing the 
height differences. Due to the large platform height 
difference and varied building area requirements, 
buildings with different functions are relatively 
evenly distributed on the land with different height 
difference, in order to maximize the use of land 
resources and avoid excessive concentration on a 
specific function. In accordance with the topography, 
the whole building takes on a step-like layout as the 
ground rises, which helps achieve the effect of well-
proportioned and well-spaced (Fig. 6). 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 6. Block model. 

Besides, the height difference is used to set up 
different traffic flow lines and entrances according to 
different functional requirements. People of business 
and apartment-style offices enter mainly from the 
high road along the river in the east, while people of 
residence and leisure travel enter from the lower part 
along the zigzag road to the cruise ship terminal (Fig. 
7). Underground parking lots and freight entrances 
and exits are also located in the areas with smaller 
flow of traffic (Fig. 8). The streamline of the complex 
is clear, and the height difference is used to set 
different spaces without interfering with each other. 
Additionally, the damage to the terrain is effectively 
reduced owing to partial stilts. The building is not 
completely constrained by the terrain, and the space 
is also utilized to the maximum extent. In this case, 
the lighting and ventilation are accordingly enhanced. 
The complex is embedded in the mountain. The 
dynamics caused by the difference in height and the 
pleasure gained from the irregular topography are 
perfectly reflected. The complete match between the 
architecture and the environment forms an 
uncopyable mountain architectural form (Fig. 9). 

 
Figure 7. Schematic section (I). 

 
Figure 8. Business plan. 

 
Figure 9. Elevation. 

3. DESIGN CHARACTERISTICS OF  
THE COMPLEX 

3.1. Functional Composite 

"Lefever, a representative scholar of urban space 
sociology, believes that human development will go 
through three main stages: agriculture, industry and 
city. Among them, the core of agricultural society lies 
in meeting the basic 'needs' of human beings, the 
operation logic of industrial society is "work", and the 
mature urban society revolves around 
'entertainment'" [4]. Bachu Cultural Square integrates 
the five core functions of cultural center of film and 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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television, cultural tourism business district, leisure 
and entertainment, residence, apartment office, 
realizing the "city within a city" (Fig. 10). The four 
elements of urban function, namely living, working, 
recreation and transportation, are highly clustered 
and gathered. It becomes an urban complex with 
several interwoven and inseparable functions, 
achieving a complete supporting system of work, life, 
culture and entertainment. It creates a prosperous 
urban life for Badong people and sets up a new 
cultural and commercial experience mode for Badong. 
The underground parking lots on the third and fourth 
basement floors are located on the lowest terrace of 
the base, closest to the river. They still have good 
lighting and ventilation even under the city road, 
making them precious sunny parking lots. The 
overhead non-motorized parking lots make the most 
of the terrain and reflect the style of stilted 
architecture of Tujia minority in western Hubei. The 
first basement floor is laid out with business activity 
areas such as large supermarkets or furniture stores, 
which requires relatively less lighting. Due to the 
limitation of site factors, the residence is arranged 
from the second basement floor. However, residential 
sunshine is not affected because of the height 
difference and the open vision. The residence plan is 
arranged in an L-shape on both sides of the complex 
to ensure the north-south orientation of the rooms. 
For the rooms with undesirable orientation, they are 
presented with good views. The business forms from 
the first to third floors mainly include fashion 
clothing, jewelry, cosmetics, shoes, bags, children's 
education and entertainment, digital home 
appliances, and catering. The fourth floor is the 
audiovisual entertainment center for movie theater 

and video game center. An office building is located in 
the middle between the two towers. 
There is a height difference of six meters from north 
to south along the river road, with a steep slope. In 
order to ensure the seamless integration between the 
shops along the street and the urban road, the 
combination mode of inner street shop + outer street 
shop + 2-storey shops is adopted. Plus, the shops with 
a height of 4.5-7.5 meters can be divided flexibly, 
offering much freedom for the businesses (Fig. 11). 
With the main entrance of the business as the center 
of the large square, the ground in front of the shops is 
integrated with the pavement and the landscape pool 
steps, dissolving the height difference of the site 
unknowingly. "'Dynamic' emphasizes the interaction 
between people and scenery; 'quiet' emphasizes 
sightseeing and recreation, providing people with an 
environment for a short rest and relaxation" [5]. 

 
Figure 10. General plan. 

 

 
Figure 11. Schematic section (II). 
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test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 



90 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 

3.2. Continuous Space 

The internal space of the complex is diverse and 
complicated. It is of necessity to design a convenient 
route with the expectation of constructing multi-level 
connections in the air, ground and underground, and 
further to form a complementary, flowing and 
continuous connection system. The mature traffic 
system is to be established. Two automatic pedestrian 
ramp, ten escalators, four direct elevators, two freight 
elevators and eight evacuation stairs, are to achieve a 
real three-dimensional shopping environment, and 
the different functions of the internal space are 
integrated delicately at the same time. A 
complementary and continuous space system is 
accordingly created within the buildings despite the 
sophistication of the complex. 

3.3. Architectural Modeling Design 

Although the complex contains 5 buildings of different 
heights, the facade style of the buildings is unified in 
accordance with the external space environment. The 
structure of the complex is mainly composed of board 
type and tower type. The model of the complex adopts 
new Chinese style, striving for being simple, grand 
and up straight in the shape. The surface of the 
residential tower facade is smooth and neat with little 
decoration. The employment of vertical and 
horizontal lines represents strong modern style. The 
reaching slope roof and the stilted building form 
make the architecture with Bachu style.  
Apartment office building is flat, the facade with 
vertical board, horizontal grille, iron bar board 
and concavo-convex balconies combined into a simple 
modern style form. The modern simple style can be 
seen in the commercial podium building. Consistent 
with the roof in style, the adjacent part is designed 
with the traditional gate, highlighting the entrance 
space of the cultural square as well as reflecting the 
local characteristics of Tujia. The whole complex is 
huge and magnificent and serves as the landmark of 
Badong. And it becomes the important architectural 
landscape of the entrance of Shenlong Creek, a 
national 5A tourist attraction (Fig. 12). 

 
Figure 12. Entrance of Shenlong River. 

 
Figure 13. Aerial view. 

3.4. Landscape Design 

Due to the special location and high elevation without 
shielding, the complex has a good landscape effect, 
with an around view of Yangtze River and Shenlong 
Creek. Therefore, large-area windows are installed in 
both residential buildings and office buildings to 
maximize the advantage of river view (Fig. 13). There 
is not much green space resulting from the limitation 
of the site. Instead, the space above the parking lots is 
used to enclose and form a small courtyard. Flat roof 
also adopts roof greening to make the most of 
greening space available. The natural greening around 
makes the best landscape of the complex that in this 
case seems to be a landscape in nature. It embodies 
the complete integration of artificial landscape and 
natural landscape, creating the ecological landscape 
space of nature and harmony and achieving the effect 
of mutual dialogue, penetration and integration 
between the architecture and its surrounding 
environment, in order to realize the architecture of 
landscape in the true sense (Fig. 14). 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 14. Night scene. 

4. CONCLUSION 

"The design of buildings should first meet the needs of 
users, and on this basis, it will be limited by urban 
planning, surrounding environment, regional culture 
and other factors" [6]. The project is located directly 
above Badong's tourist terminal and has become a 
tourist landmark in Badong. As a complex with 
complete functions and facilities, it reflects the new 
trend of balanced development between commercial 
and residential purposes. The commercial space is 
with sufficient sunlight, north-south transparency and 
natural lighting and ventilation, and the vertical 
transportation is efficient and convenient. The 
people-oriented ideology in the design played an 
important role in the outbreak of COVID-19 pandemic 
in early 2020. The mufti-functional complex with 
intensive use of land, health and efficiency will 
constantly integrate into a diversified space more 
suitable for the change of people's behavior mode in 
the social transformation. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. INTRODUCTION 

"Style" is a concept with specific temporal and spatial 
meaning. As far as the style of watercolor painting is 
concerned, the cultural significance and artistic style 
extended in the spatial dimension are obviously 
regional and national. Although people have done 
extensive and in-depth research on Chinese 
watercolor painting in terms of form, style, content, 
technique and materials, there are not many that 
examine Chinese watercolor paintings from the 
perspective of art-geography science. So-called "art-
geography science" is a recent humanities field that 
combines art and geography, aiming to explore the 
essence and characteristics of art culture with help of 
the regionality of human geographical environment. 
As far as the scope is concerned, the geographical 
environment is the objective condition for human 
survival, including the natural and human 
geographical environment, which plays a vital role in 
the survival and development of human beings. Tao 
Shihu, deputy director of the Watercolor Art 
Committee of the Chinese Artists Association, pointed 
out: "The regional environment and the personality of 

the regional culture have created the convergence of 
the painter groups in terms of creative content, 
aesthetic concepts, and expression techniques, 
forming the local characteristics of contemporary 
Chinese watercolor painting". In the 18th century, the 
French thinker Montesquieu (1689-1755) made a 
positive judgment on the role of geographical 
environmental factors in the development of human 
society according to the differences in the field 
conditions in Northern Europe and Southern Europe 
after an investigation in Europe. He believed that the 
geographical environment, especially the climate, 
latitude, the fertile or barren soil, and the vastness of 
the territory, would have a decisive influence on a 
nation's character, temperament, spiritual outlook, 
laws, regulations, and political systems. His 
"determinism of geographical environment" had a 
direct impact on the formation of the view of the 
French art historian Hippolyte-Adolphe Taine (1828-
1893) that the formation and appearance of art 
depended on three factors [1]: race, environment 
(including region) and era. In fact, after the 
watercolor painting was introduced to China as a 
"Western painting", it has gradually been "Sinicized" 
in the course of a century of development and 
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extensive and in-depth research on Chinese 
watercolor painting in terms of form, style, content, 
technique and materials, there are not many that 
examine Chinese watercolor paintings from the 
perspective of art-geography science. So-called "art-
geography science" is a recent humanities field that 
combines art and geography, aiming to explore the 
essence and characteristics of art culture with help of 
the regionality of human geographical environment. 
As far as the scope is concerned, the geographical 
environment is the objective condition for human 
survival, including the natural and human 
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the survival and development of human beings. Tao 
Shihu, deputy director of the Watercolor Art 
Committee of the Chinese Artists Association, pointed 
out: "The regional environment and the personality of 
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Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
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the structure of a literary work as a single whole. The 
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certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
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3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
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presented in the world of watercolor painting in a 
different "Chinese watercolor" style. Since the 1980s, 
Chinese watercolor painting has developed in a 
diversified direction and local groups and regional 
styles have gradually formed in the creation activities 
[2]. In the past, most research on Chinese watercolor 
paintings focused on the origin and inheritance from 
the time dimension, but not enough attention was 
paid to the geographical (horizontal dimension) 
factors affecting its development. Therefore, the 
application of the methods of art-geography science 
to the study of Chinese watercolor paintings has 
considerable practical significance for the relatively 
young painting genre of watercolor painting. 
As far as methodology is concerned, this paper 
intends to use the research method of art-geography 
science [3] to explore its influence on the differences 
between southern and northern regions of Chinese 
watercolor painting from the two aspects of natural 
and humanistic environment in order to explore the 
coupling effect of human geography factors involved 
in the creation of Chinese watercolor art. 

2. INFLUENCE OF THE NATURAL 
ENVIRONMENT ON THE THEMES 
AND TECHNIQUES OF CHINESE 
WATERCOLOR PAINTINGS 

Artistic creation is inseparable from the natural 
environment and the natural environment has also 
changed and adapted to the artist's technical 
performance accordingly. The natural environment is 
a complex system composed of the interaction, 
mutual restriction and mutual transformation of the 
lithosphere, atmosphere, hydrosphere and biosphere 
on the earth's surface [4], such as oceans, mountains, 
vegetation, and wind, rain, thunder and lightning and 
other factors. Lao Zi proposed: "Man models himself 
after the Earth, the Earth models itself after Heaven, 
the Heaven models itself after Tao, and Tao models 
itself after nature". "Tao models itself after nature" is 
the ultimate choice for human beings to explore the 
natural environment and adapt to its laws in the 
process of evolution. Geographically, the geographical 
location and scope of northern China generally 
include the Great Khingan, the Helan Mountains, the 
east of the Bayan Har Mountains, and the north of the 
Qinling Mountains and the Huaihe River. The 
southern China mainly refers to the south of the 
Qinling Mountains and the Huaihe River, with the East 
China Sea to the east and the South China Sea to the 
south. The natural environment has a profound 

influence on painting and traditional Chinese painting 
has long been divided into northern and southern 
schools. Watercolor painting originated in Germany 
but flourished in Britain. To explore the reasons, the 
oceanic climate has caused the air to be humid, which 
has created the possibility of the prosperity of British 
watercolor painting from the natural environment. 
And "water", a substance that is recycled in nature, as 
a medium for watercolor toning, has an extremely 
subtle naturalness in itself. Therefore, the natural 
environment can not only become the object of 
watercolor painting, but also affect the formation of 
watercolor painting style. 
First of all, the mountains, rivers, rocks, and 
vegetation in the natural environment become the 
performance objects of watercolor paintings, which 
will obviously have the most direct impact on the 
appearance of their paintings. The performance object 
of watercolor painting is good at landscape and the 
creator has always attached great importance to 
outdoor sketching. As the performance object of 
watercolor painting, from the miniature paintings of 
ancient Egypt to the terrain paintings of the British 
colonial era, from terrain paintings to watercolor 
landscape paintings in the true sense, and then to 
modern watercolor paintings, all of them have 
maintained a close relationship with the natural 
environment. The travel boom in Britain in the 18th 
century promoted the gradual evolution of the subject 
matter of watercolor painting from terrain painting to 
landscape painting, and made it a unique and 
charming art category. As far as China is concerned, 
the northern region has formed its unique 
geographical features due to the influence of the 
natural environment, with rich forests, vast 
grasslands and boundless deserts. At the same time, 
dry climatic conditions and strong wind erosion have 
become important external forces for the formation of 
Yardang, Gobi and desert landforms. Furthermore, 
due to the relatively high altitude and latitude, the 
frost season in winter is longer, forming northern 
characteristics. The plains and hills in the southern 
region are vast. Due to the warm and humid climate, 
most of the mountainous and hilly areas have rich and 
vegetation, and the vegetation forms a luxuriant and 
green scene. In addition, the water system is 
developed, the rivers are crisscrossed, and the lakes 
are dotted, which is very different from the northern 
environment. The difference in the natural 
environment between the south and the north has 
resulted in the vast differences in the geography and 
landforms of China, and the differences in natural 
scenery and landforms are also most intuitively 
presented in the picture. This kind of difference is 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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first reflected in the visual aspect and then reflected 
in the materials used in the creation of watercolor 
paintings. For example, the watercolor paintings in 
the northeast are mostly based on the white mountain 
and black water; the watercolor paintings in Inner 
Mongolia mostly show the prairie charm; the painters 
in the northwest region are fond of the plateau and 
the Gobi; the painters in the coastal areas are better at 
depicting the seascape. 
In addition, the geographical environment doesn't 
only exist as an object depicted in watercolor 
paintings. The geographical differences between the 
north and the south have resulted in warm and humid 
climate conditions in the south and windy and dry 
conditions in the north, thus determining the north-
south difference in air humidity. Since "water" is the 
toning medium of watercolor paintings, changes in 
humidity conditions have become the key to affecting 
the appearance of watercolor paintings. The use of 
"water" directly runs through the whole process of 
watercolor paintings. Watercolor painting is painting 
on watercolor paper after using water-tone paints. 
Unlike rice paper in Chinese painting, watercolor 
painting paper requires moderate water absorption, 
and wet pigments can flow on the substrate for a 
period of time. The dryness and humidity of the 
painting environment not only directly determines 
the drying time of the color on the substrate and 
reflects the effect of precipitation, infiltration and 
dyeing in the picture, but even due to the different 
drying time, the color will also present different 
texture and quality. The painter's control of water 
plays a crucial role in the texture and heaviness of the 
objective image. More precisely, the organic 
combination and application of water and color 
techniques is the key to the overall survival of the 
work [5]. The main technique used by watercolorists 
in the south is wet painting. Professor Liu Shouxiang 
said when he taught his creative experience in the 
national excellent teaching course "Watercolor 
Painting Creation" of Hubei Institute of Fine Arts that 
after soaking 300 grams of watercolor paper and 
laying it on the plastic board, you can do wet painting 
for 4 to 5 hours and complete the whole process of 
creation before the substrate is completely dry. This 
creative method has to rely on the humidity of the 
local air. It can be seen that the local humid climate in 
Hubei directly affects the effect of the picture. 
Compared with the high humidity in the south, in the 
dry air environment in the north, painters generally 
use the combination of dry and wet techniques to 
create. In some extreme dry climate environment in 
Xinjiang, there are even more "dense water and thick 
colors" and "color matching" painting methods to 

solve the problem of the expressiveness of watercolor 
ontology language in a dry environment. 
The difference in air humidity between the north and 
the south not only plays a role in the application of 
watercolor painting techniques, but also causes the 
difference in the creator's visual experience between 
the air humidity in the south and the north. The 
northern region has high altitude, strong sunlight, and 
long sunshine time, and the average temperature 
difference between day and year is large, so it has 
four distinct seasons, just as the sunshine in Arles, 
France created Van Gogh. People who live in high-
intensity sunlight areas for a long time will naturally 
have a stronger cognition of surrounding objects. 
While in the south, the air is warm and humid due to 
the relatively high temperature and rain. Cloudy and 
overcast weather causes sunlight to scatter, making 
objective images appear blurry. This visual difference 
has been around for a long time. The strong sunlight 
in the northern region and the water mist 
environment in the southern region must be reflected 
in the creations of the watercolorists living there, and 
then present differences in the painting elements. To 
better demonstrate this difference, two works of art 
are taken as examples, as shown in Table 1. 
The two watercolor works in Table 1 depict the 
landscapes of Northeast China and Hunan 
respectively and they both adopt a realistic approach. 
Excluding the difference in subject matter, the 
differences in the expression of light, color, outline 
and other painting elements between the two works 
can be seen. "Sunshine in Early Spring" depicts a 
common henhouse in the northeastern countryside. 
The object is meticulously portrayed, and the picture 
is full of light and warm tones. "Morning Fog in 
Western Hunan" depicts the scenery of rural Hunan. 
The picture is warm and quiet, shrouded in thick 
water vapor. The two works present completely 
different picture effect, conveying different feelings to 
people, which is not unrelated to the influence of the 
natural environment in the area. In northern China, 
there is sufficient sunshine, four distinct seasons, and 
short precipitation, so the air is dry and the 
transparency is high and the objective images give 
people a strong sense of shape. In the Jiangnan region, 
due to the large annual average precipitation, the 
moisture content in the air is high, and rainy and 
foggy weather is common, forming a hazy visual sense 
of objects. The humidity of the air will directly affect 
its transparency, which will result in a strong 
difference in the texture of the painting in the 
creation. The color objectively presented in the 
natural environment has aroused the creator's 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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subjective color inspiration with personal emotions, 
and the painting colors with their own characteristics 
are displayed in different expression languages. The 
transparent and strong sunlight in the northern 
region makes the color saturation and purity of 
natural objects show a higher tendency. In the south, 
the picture is relatively soft, color contrast and purity 
are low, and the picture presents a harmonious tone. 
While paying attention to conventional visual factors 
such as light and color, the blending of water and 
colors in watercolor painting brings the outlines of 
objects depicted in the works, which explain the 
profound in simple terms. Different climatic 
conditions will be reflected in the use of water during 
the creation of watercolor paintings. The wet painting 
method is one of the most characteristic techniques of 
watercolor painting. It requires the blending of water 
and colors, and the watercolor paints must infiltrate 

each other on the substrate, resulting in blurred 
outlines and sidelines, giving people a hazy sense of 
sight. This technique will be more used in the creation 
of watercolor paintings in the south. The dry painting 
method is to use watercolor paints to paint on drier 
paper. Since it is not bound by time, it is mostly used 
to shape specific objects. Northern painters generally 
use this technique to achieve the highlight of outlines. 
Traditional Chinese painting advocates "Learning 
from Nature and Feeling from Heart". This instructs 
people to take nature as the teacher of creation, 
absorb the beauty of nature and combine the inner 
inspiration of the creator, and combine the two into 
one for artistic creation. Although watercolor painting 
is a foreign painting genre, by the above discussion, it 
can be seen that the influence of natural environment 
factors on the painting genre itself is obvious. 

  

 Northern Region Southern Region 

Examples given 

  

Author / title of work Zhao Yunlong / "Sunshine in  
Early Spring" 

Huang Tieshan / "Morning Fog in 
Western Hunan" 

Sense of light Strong Soft 

Saturation / purity High Low 

Object image outline Highlight Dissipate 

Main watercolor techniques Dry painting Wet painting 

Table 1. Comparison diagram of South and North China watercolor-landscape painting elements. 

3. HUMANISTIC FACTORS HAVE 
CONTRIBUTED TO THE DIFFERENT 
SPIRITUAL CONNOTATIONS OF 
WATERCOLOR PAINTINGS IN THE 
NORTH AND THE SOUTH 

Artistic works are the direct embodiment of the 
artist's spirit and cultural quality, and the human 
geographical space and culture where the artist is 
located are important factors that influence or 
interfere with artistic creation. The different 
humanities in the south and north of China are 

another factor that contributes to the regional style of 
watercolor painting. The humanistic environment 
that acts in parallel with the natural factors is a 
"spiritual" climate, which plays an equally important 
role as the natural climate. The humanistic factors 
require that people "pay attention not only to the 
geographical space, but also to the common and 
similar spiritual traditions and cultural traits that 
remain within this geographical space" [6]. Among 
them, human landscape and folk customs have 
become the objects of watercolor painting and are 
also the concentrated expression of regional culture 
in various places, which radiate into the creation of 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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watercolor painting. More importantly, China's rich 
regional cultural resources have been subtly polished 
to achieve the different spiritual temperament and 
aesthetic orientation of southern and northern 
watercolorists. After trying to improve the technical 
control ability of watercolor art and various 
watercolor languages, the further prosperity and 
development of Chinese watercolor painting will need 
to be deeply integrated with Chinese culture, in which 
regional culture will play an important role. Only 
when it is truly integrated and agitated with regional 
culture, can there be a regional creative group in the 
true sense of Chinese watercolor painting [7]. There is 
an old saying in China: "Out of a hundred miles, the 
wind is different, and out of a thousand miles, the 
customs are different". People in different regions 
have different languages and folk customs, which give 
birth to different regional cultures. As a result, in the 
process of localization, watercolor is continuously 
combined with regional culture of various places to 
form local watercolor painting groups, which is 
reflected in convergence of choice of subject matter, 
aesthetic orientation and expression techniques. 
In areas with distinct regional cultural characteristics, 
the style of watercolor painting creation is also more 
typical. For example, the creative groups of 
watercolorists in Harbin, Shenyang, Dalian, etc. in 
Northeast China are influenced by the realism 
teaching system of the former Soviet Union, attaching 
importance to sketching training, and their creations 
are dominated by realism, presenting watercolor 
paintings with the theme of typical local folk customs 
and industrial plants. In addition to the white 
mountain and black water, the vast regional features 
and the Northeast China household customs of the 
ravines, hills and courtyards, the honest, forthright, 
powerful and vigorous personalities meet and merge 
with each other, forming the simple, heavy, rich and 
delicate Northeast China creative style of northeast 
watercolor painting, and making the creation group 
there become one of the most influential groups in 
China [8]. Watercolor painting creators in the Inner 
Mongolia Autonomous Region have long depicted 
grassland nomadic culture and life. Whether it is 
landscape, figure or still subject matter, they all rely 
on grassland culture as the background. The works 
often show life scenes of nomadic people and use such 
themes to show the simple, straightforward, and 
hero-worshiping characters of the grassland people. 
"Regionalism" has become the most prominent style 
of watercolor art in Inner Mongolia. The Shanghai, 
Zhejiang, and Jiangsu areas are the birthplace of 
Wuyue culture and the earliest dissemination areas of 
Chinese watercolor paintings. The unique diversity 

and openness of Shanghai makes it the birthplace of 
Chinese watercolor paintings. Nurtured by arbitrary 
and gentle Wuyue culture, the Zhejiang, Shanghai and 
Jiangsu areas have formed a restrained, graceful, fresh 
and soft regional style, forming a group of "Shanghai-
style" painters with similar styles and aesthetics. 
In the modern era of economic globalization, regional 
culture is not only an excellent cultural tradition of 
the Chinese nation, but also the basic premise for the 
survival and development of a national state. China 
has a vast territory and its regional culture is complex 
and diverse. The characteristics of each regional 
culture are the foundation of the development of 
Chinese watercolor painting. Artists with different 
regional cultures in the south and north have their 
own characteristics in spiritual temperament, 
thinking personality, and aesthetic habits, which have 
become important factors affecting the style of 
Chinese watercolor painting. 

4. CONCLUSION 

To sum up, the art of painting is an important form of 
culture. As a category of painting, watercolor painting 
is deeply influenced by its geographical environment. 
Chinese watercolor painting is the product of 
"localization" and "nationalization" of Western 
painting. China's diverse natural environment has 
caused the differences in themes and techniques of 
Chinese watercolor painting, while China's rich 
humanistic factors have contributed to the different 
spiritual connotations of southern and northern 
watercolor paintings. Geographical environment 
influences different groups of watercolorists in China 
from many aspects, making them present unique 
themes, aesthetic orientations and expression 
techniques in their creations, thus forming the 
"regional" artistic style of Chinese watercolor. 
Therefore, differences in regions lead to differences in 
the painting styles of Chinese watercolor art. Against 
the background of today's art globalization, from the 
perspective of art-geography science, injecting more 
humanistic factors into watercolor art creation not 
only expands the diversified development paths of 
Chinese watercolor, but also establishes the cultural 
status and national identity of Chinese watercolor 
paintings in the world art. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. INTRODUCTION 

With the rapid development of digital media 
technology and people's growing demand for spiritual 
culture, the film and television animation industry all 
over the world is booming today, and Chinese 
animation has also entered a new era of rapid 
development. From the enlightenment era of Chinese 
shadow puppetry to the first audio animation 
"Rickshaw Boy" created by Wan brothers in China, to 
the birth of the world-famous animation "The sky" in 
the middle of the 20th century, and then to "Nezha", 
which has entered the top five box office in Chinese 
film history, "Jiang Ziya" and "white snake" have 
begun to occupy a place in the film market, and the 
development of Chinese animation has entered a 
mature period. However, behind this prosperous 
scene, the lack of animated works with the female as 
theme cannot be ignored. Throughout Europe, 
America, Japan and South Korea, there are many 
animated films with female as theme, which are 
constantly enriched in image depiction, but also 
endowed with new value connotation, and 

continuously output and spread in the form of cultural 
symbols. However, development of Chinese animated 
films with female as theme in recent years presents 
the phenomenon of following a set routine. In 
addition, there are few animated films, and animated 
films have the characteristics of simplification and 
stereotype in female image and character. 

2. CHARACTERISTICS OF FEMALE IMA-
GES IN CHINESE ANIMATED FILMS 

In the long development of Chinese animated films, 
films with women as the main images are not the 
mainstream of the whole film market, and do not 
occupy the main position in Chinese animated films. 
The female image characteristics in animated films 
are also more one-sided and unitary. 
First, female is the dependent image centered on 
patriarchy. Simone de Beauvoir pointed out in the 
book "The Second Sex" [1]: "It is the patriarchy of a 
woman staying at home, which determines that she is 
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1. INTRODUCTION 

With the rapid development of digital media 
technology and people's growing demand for spiritual 
culture, the film and television animation industry all 
over the world is booming today, and Chinese 
animation has also entered a new era of rapid 
development. From the enlightenment era of Chinese 
shadow puppetry to the first audio animation 
"Rickshaw Boy" created by Wan brothers in China, to 
the birth of the world-famous animation "The sky" in 
the middle of the 20th century, and then to "Nezha", 
which has entered the top five box office in Chinese 
film history, "Jiang Ziya" and "white snake" have 
begun to occupy a place in the film market, and the 
development of Chinese animation has entered a 
mature period. However, behind this prosperous 
scene, the lack of animated works with the female as 
theme cannot be ignored. Throughout Europe, 
America, Japan and South Korea, there are many 
animated films with female as theme, which are 
constantly enriched in image depiction, but also 
endowed with new value connotation, and 

continuously output and spread in the form of cultural 
symbols. However, development of Chinese animated 
films with female as theme in recent years presents 
the phenomenon of following a set routine. In 
addition, there are few animated films, and animated 
films have the characteristics of simplification and 
stereotype in female image and character. 

2. CHARACTERISTICS OF FEMALE IMA-
GES IN CHINESE ANIMATED FILMS 

In the long development of Chinese animated films, 
films with women as the main images are not the 
mainstream of the whole film market, and do not 
occupy the main position in Chinese animated films. 
The female image characteristics in animated films 
are also more one-sided and unitary. 
First, female is the dependent image centered on 
patriarchy. Simone de Beauvoir pointed out in the 
book "The Second Sex" [1]: "It is the patriarchy of a 
woman staying at home, which determines that she is 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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emotional, introverted and introverted." It is under 
the guidance of male consciousness that women's 
"internality" is formed, believing that women are 
generated and endowed, not born. It was especially 
true in the traditional feudal society. Women 
depended on their father, husband and son and did 
not have the ability of self-independence. Such female 
images could also be seen in traditional animated 
films, such as China's first full-length animated film 
"Princess Iron Fan". Inspired by Disney's "Snow 
White", Wan brothers organized the shooting of the 
animated film "Princess Iron Fan" with national 
characteristics. Although the film title is "Princess 
Iron Fan", the actual protagonists are still Tang Monk 
and apprentices. In the plot setting, the reason why 
Princess Iron Fan lent palm-leaf fan is that she needs 
to save her husband Bull Demon King and gives up her 
strong character. In the "Golden Conch", the female 
protagonist is diligent and hard-working to help the 
young people cook and work, highlighting the 
characteristics of kindness, blandness and virtue. In 
the later two love films "Princess Peacock" and 
"Butterfly Spring", the protagonists do not pursue 
love actively, but still are eager for the rescue of the 
prince or become a butterfly. These females show the 
second sexual characteristics of women in the 
patriarchal society. 
Second, it is the exaggerated image of female villains. 
The female images in Chinese animated films not only 
have the characteristics of kindness and virtue, but 
also have the evil. For example, Su Daji in Chinese 
animation is often masked with exaggerated awl face 
and sharp voice. For another example, in "Pleasant 
Goat and Big Big Wolf", Wolnie is hot-tempered and 
sometimes takes Wolffy to vent their anger. In the 
modeling, Wolnie is masked with dramatic eyeliner 
and dressed in the Queen's dress. Then, the image of 
hen-pecked husband is highlighted. In the modeling 
design of the villain snake mother in "White Snake", 
black red or black purple is used to render character 
and present a negative image. Such a dramatic image 
will make the villain's heart clear at a glance and show 
the traditional social civilizing idea. 
Finally, it is the female image with the rise of 
independent consciousness. In recent years, due to 
the development of feminism, the public began to pay 
more attention to the stories of women, and more and 
more animation works focusing on women or 
showing women's unique charm have been launched 
one after another. From 2017 to 2020, the frequency 
and importance of female roles were prominent, and 
the proportion of works described from the first 
perspective of women was further expanded. For 
example, the brave and steadfast girl "Chun" in "Big 

Fish & Begonia" is willing to repay the kindness of 
human teenager "Kun" and exchange half of her life 
with the witch. Although Chun's personality 
characteristics are criticized by the audience, its 
controversy also shows the complexity of the 
heroine's personality and the creator's multifaceted 
value discussion on the role. Subsequently, in Chinese 
cartoon "Scissor Seven", which was launched in 2018, 
they created a group of highly popular women with 
different identities but distinct personality 
characteristics. They chose to stand up and give full 
play to their strengths to protect their homes in times 
of crisis. In these animated films, female characters 
have more independent and complete personalities, 
break through the shackles of tradition, and show 
plump and diversified female image characteristics. 

3. STEREOTYPED CREATION 
PHENOMENON IN ANIMATED    
FILMS WITH FEMALE AS THEME 

In the development process of animated films with 
female as theme, female characters are also changing 
from single personality characteristics to diversified 
personality characteristics. However, the stereotyped 
characteristics of female images can still be found in a 
large number of animated films. Women with 
different growth environment, professional 
background and even skin color and height may be 
shaped in the same way, which cannot highlight the 
characteristics of different styles and temperament. 
First, female character design is formulaic. In 
character design, the lovely and beautiful appearance 
corresponds to the good character, and the ugly and 
cunning shape corresponds to the evil, without 
reversal and transformation, showing an extreme 
binary opposition. In the design of hairstyle and facial 
features, it follows the principle that the face is the 
index of the heart. The positive characters are usually 
kind-hearted, fresh and pleasant, using light makeup 
and soft facial features, while dark makeup and facial 
features with uncoordinated proportions are used to 
shape the rebel images. In terms of costumes and 
props, when expressing the image of kind-hearted 
women, the costumes are in high bright colors, and 
the setting of the scene is also dominated by warm 
colors to reflect the warm atmosphere. In the 
performance of evil images of women, cloaks and cool 
colors with strong contrast are often used, and the 
overall scene also presents a dark atmosphere. In this 
way, the extreme externalized image shaping enables 
the viewers to discover the good and bad of the role at 
a glance, which is not only not conducive to the 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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creation of an emotional role, but also not conducive 
to the rational development of the later plot. 
The second is the stylized shooting of women's 
stories. Independent women in modern society have a 
strong sense of autonomy. They are no longer just 
attached to the family and eager for equality and 
growth. If the creation of women in animated films 
still copy the character settings in traditional stories 
and do not carry out realistic adaptation, it will 
inevitably be divorced from current values. However, 
adaptation does not mean making things up. For 
example, in the Disney animated film "Hua Mulan", 
Hua Mulan joined the army for her father in the 
selected Chinese folk story, but a story of women 
constantly surpassing herself and growing up in 
difficulties is added to the core of the animation. 
Therefore, in the process of creating Chinese films, it 
is necessary to constantly tap women's self-
consciousness, rather than simply copy the traditional 
stories mechanically. 

4. REASONS FOR DEVIATION OF 
FEMALE IMAGE SHAPING IN 
ANIMATED FILMS 

With the development of times and the improvement 
of social civilization, the social attitude towards 
women has also changed constantly. In the feudal 
society, "lack of talent in a woman is a virtue, and it is 
required to serve both the husband and the child at 
home." Such requirements have become shackles to 
women's survival and development. The femininity of 
modern society is no longer attached to the 
patriarchal society, but has a place in the workplace, 
and also a job that can support herself, which has 
become a common picture of modern society. 
Animated film is the epitome and reflection of modern 
society, presenting different social backgrounds and 
characters in life. Nowadays, many animated films 
ignore the development and changes of the times and 
present the female image in the cultural context of 
feudal tradition, leading to the phenomenon of female 
aphasia in animated films. The reasons for this 
aphasia and deviation are also diverse. 
The presentation of animation is subordinate to the 
social direction and environment, accompanied by 
certain commercial attributes. In the context of 
globalization, animation in all countries has developed 
rapidly. In terms of output, China's animated film 
output has entered the stage of accelerated 
development since 2015. Except 2017, the average 
annual output of animated films from 2015 to 2019 

was 51. Although the number is large, the quality is 
really unsatisfactory, and the market is an important 
channel to examine the input and output of film 
production. From 2016 to 2020, there were 33% - 
45% of Chinese animated films with box office less 
than 10 million yuan, and even 70.6% in 2020. 
Therefore, animated production companies begin to 
cater to the preferences of the audience and the 
market trend. Through the recommendation of big 
data, they begin to imitate, copy and derive successful 
animation cases. However, there is no core of 
independent character, and a large number of rough 
and shoddy animated films are born. In order to catch 
up with the release progress, they blindly follow the 
wind direction of the market, and the character image 
modeling does not conform to the story structure, 
which is common that the situation does not meet the 
social background. At the same time, Chinese 
animation industry blindly follows the female design 
in foreign films and has not carried out localization 
reform. The audience's aesthetics will inevitably have 
a change with different cultural environments. The 
animated films created with flow and IP are eager to 
enter the international market, lack of fine playwright 
and characters. The scenes in the animation directly 
apply the template, and the stories directly copy the 
foreign story structure. Such animation adaptation 
will inevitably lead to the simplification and 
emptiness of the characters in the animation. 
On the other hand, Chinese animation still pays less 
attention to female characters than male characters, 
which is because women have formed a certain 
thinking set of different gender status of men and 
women in the context of traditional patriarchal 
culture. When choosing jobs, they prefer to choose 
relatively stable and safe jobs, such as teachers and 
nurses. In the process of educating their children, girls 
are taught to be clever and sensible, and boys should 
be brave and enterprising. When the public is 
generally trapped in this collective unconscious 
thought, with the rapid development of technology 
and dissemination of new media, the previous 
women's movement cannot fundamentally change 
this tradition accumulated for many years in the face 
of the widespread mass unconsciousness and new 
media. In this collective unconsciousness, art creators 
will portray women as the image expected by the 
public. Then it will be output in the form of animated 
film. The animated film mentioned above is a 
presentation of social and cultural consciousness. In 
this way, the stereotyped female image created in the 
collective unconscious is output in the form of 
secondary film and television with the presentation of 
animated film, which intensifies the stereotyped 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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phenomenon of contemporary female image. As a 
result, there is an inevitable dilemma that "as an 
individual, women have disappeared, and is only as 
cut parts, living in the aesthetic activities dominated 
by male culture". 

5. CONSTRUCTING DIVERSIFIED 
FEMALE ANIMATION IMAGES 

Stereotyped construction methods are widely used in 
film, animation and other cultural and art industries. 
For example, among most cartoon images, the 
princess is beautiful, helpless and passive. At the same 
time, she wants to be rescued and hopes to live a 
happy life through marriage with men. However, with 
the continuous excavation of women's consciousness 
in recent years and being endowed with new 
significance and value, the construction of women's 
image in animation in various countries is also 
developing in a diversified direction. For example, 
Disney Company shot the film "Frozen". The image 
shaping of the heroine in it conforms to the value 
trend of the new era. The heroine in Japan's "The Girl 
Who Leapt Through Time" accidentally obtains the 
ability to cross time and space, and uses this ability to 
constantly solve contradictions and problems in life 
for people around him, and bravely face the new era 
and the future. In several films such as "Big Fish & 
Begonia" released in 2016 and "white snake" released 
in 2019, it can be seen that the creators begin to 
consciously polish the female images, which win a 
good box office and reputation. Therefore, the female 
images in the film need to change constantly and give 
meaning to the new era. Further efforts are needed to 
shape the female roles with independent ideology, 
diversified personality and localization on the basis of 
combining the national culture. 

5.1. Exploring the Richness of Female Roles 
and Spreading Aesthetic Diversity 

In shaping the character of the role, female characters 
with flesh and blood and rich emotions can not only 
show women's tenacity and courage, but also perform 
women's confusion under pressure. In addition to 
perfect female characters, characters with certain 
shortcomings are closer to life and reality, which can 
stimulate the resonance of viewers. In terms of 
clothing and modeling, it is suggested to learn from 
the characteristics of traditional clothing and spread 
local culture. It is required not to stay on the surface 
of clothing from other countries. Japanese animation 
often implants kimonos into animation characters for 
cultural promotion. For the costume design of Chinese 

female characters, it is necessary to draw design 
sources from national costumes. The costumes of the 
Chinese nation include not only costumes of Han 
nationality, but also the styles of different dynasties 
and nationalities. Such rich localized creative 
resources are the sources of inspiration for creators, 
which can be selected and applied. In terms of 
character modeling, hairstyle and makeup, it also 
needs localized design. The application of European 
and American characters such as big eyes, white and 
curly hair in Chinese traditional stories will produce a 
sense of abrupt contradiction. 
In terms of role selection, creators should not only 
prefer white young and thin girls. In recent years, due 
to the rendering of the media, the public begin to be 
blindly obsessed with the female image of being white 
young and thin, and even regard it as the beauty. As 
the image builder of animation works, it is suggested 
to avoid this trend. First of all, beauty is diversified, 
not single. The naive beauty of children, the pure 
beauty of girls, the mature beauty of adult women and 
the late beauty of elderly women are the 
representatives and incarnations of beauty. The 
audiences of animated films are not only adults, but 
also underage children. When instilling the concept of 
beauty, it is necessary to focus more on the 
highlighting of spiritual beauty or contradictory 
character, not just on appearance, nor female images 
according to the aesthetic standards catered to 
current people. The shaping of images should be 
rooted in national culture rather than the extreme 
aesthetic orientation in a short period of time. 

5.2. Improving Cultivation of Professional 
Talents and Constructing the 
Personality Charm of Females 

The root of creating female animated films is to 
cultivate talents and build industrial development. 
Chinese animation production companies and 
production teams are still lacking for the whole 
animation market. Although major universities have 
set up animation majors, they are talents majoring in 
painting skills and special effects production, and 
there are very few screenwriters for animation story 
scripts. Writers and screenwriters with a certain level 
are unwilling to engage in the creation of animation 
story scripts because of certain prejudice and lack of 
understanding of the animation industry, which is 
precisely an important link in the animation industry 
chain. At the same time, to tell female stories and 
create works based on women, it is suggested to 
actively explore the participation of female 
screenwriters and female animation creators, and 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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explore the richness of female roles from the 
perspective of women. The lack of animated films 
with female as theme is caused by many reasons. The 
first is the historical problem of feudal society. In 
feudal society, women's position in the family is 
generally subordinate. Therefore, there are relatively 
few traditional stories with female theme. In addition, 
women's due education and equal opportunities to 
read and recognize characters have only gradually 
formed in modern times. Only a few female writers, 
female screenwriters and even female directors have 
appeared in recent years. Therefore, these reasons 
lead to the lack of female works and the lack of female 
creators. However, the animation film market 
urgently needs art works from a female perspective, 
rather than works of female theme written only from 
a male perspective. 
At the same time, absorbing foreign creation methods 
does not mean directly applying the blueprint of 
foreign women's growth stories. The creation of 
animated films requires a certain story script, the 
screenwriter's overall mastery of the story, and the 
realistic adaptation of the characters. The first is the 
story script. The Chinese nation has a long cultural 
history. On this basis, there are countless national 
stories, novels and poems, containing inexhaustible 
source of inspiration for creators to adapt from 
traditional national works. However, the creation of 
traditional national stories or traditional folk images 
should be based on the present, not only copy the 
stories for the preparation of modern scripts, but also 
take into account the real social problems and modern 
values in social life. Secondly, in terms of character 
shaping, it is suggested to not only shape a single 
image of the binary opposition between justice and 
evil, but also excavate the human nature and shape 
the plump and diverse characters. Only in this way 
can the audience have a sense of substitution, 
empathy with the role, experience the charm 
contained in the role and convey the values of the 
story itself. Thirdly, creators can learn from the 
characterization, but can't copy the story core of 

European and American countries. Western films 
advocate the concept of personal heroism. The 
protagonist first experiences the difficulties in life, 
and then has the super ability that ordinary people 
can't reach, in order to support justice, fight against 
evil forces and save the earth. If all creators use this 
story structure for characterization and fall into the 
inherent creative thinking, Chinese female animation 
films need to be rooted in the nation, tap the rich 
charm of women, highlight the unique style of women 
and construct the deep value of women. 

6. CONCLUSION 

Today, with the vigorous development of China's 
animation industry, it is necessary to increase 
animation works with female themes to enrich the 
diversified needs of the market. At the moment when 
women's consciousness continues to penetrate into all 
fields, it is necessary to abandon stereotype and 
simplification in the shaping of women's character; it 
is suggested to be close to reality and the current in 
the creation of story background; it is required to 
output diversified aesthetic concepts in values; and it 
is better to break the stereotyped description of 
women from a single male perspective. All the above 
are urgent problems for creators. Spreading the 
unique charm and value of women, eliminating the 
prejudice and differences between the sexes, and 
creating modern female animation works with the 
spirit of the times are of great significance to promote 
the development of Chinese animation and improve 
national image and cultural exchange. 
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1. INTRODUCTION 

Red culture is the inner soul and spiritual pillar of the 
Chinese people's lifelong struggle for the 
revolutionary cause. China's art village construction 
activities in recent years have generally improved the 
rural ecological environment, improved the villagers' 
quality of life, and promoted the villagers' sense of 
cultural identity and belonging. Coinciding with the 
Centennial birthday of the Communist Party of China, 
red theme tourism has also set off a new climax. It is 
of great practical significance to actively explore the 
development mode of "red culture + Rural 
Revitalization", take local people's governments and 
Party organizations at all levels as the leading role, 
and combine the intervention mode of public art 
practice to help rural ecological revitalization, 
industrial revitalization and cultural revitalization, 
and promote the integrated development of red 
culture, red education and red tourism. 
 
 

2. CURRENT SITUATION OF REVOLU-
TIONARY COUNTRYSIDE IN CHINA 

During the agrarian revolution led by the Communist 
Party of China, Chairman Mao put forward the great 
principle and policy of "encircling cities in rural areas 
and seizing political power with armed forces". The 
country has successively established 15 rural 
revolutionary bases, distributed in more than 300 
counties in more than 10 provinces and throughout 
the vast rural areas of the country. As a revolutionary 
base, rural areas are not only the cradle of spread of 
red culture but also the root of red gene. Development 
and revitalization of rural areas is a major event 
related to the overall development of China. 
China has won a major victory in poverty alleviation, 
and the vast rural areas have basically got rid of 
poverty and backwardness. In particular, red tourism 
has played an important role in driving regional 
economic development and ideological and political 
education. As early as the end of 2004, the state began 
to vigorously support red tourism. After three 
development cycles, more than 300 classic red 
tourism scenic spots have been created. However, in 

Athena Transactions in Social Sciences and Humanities, Volume 1
Proceedings of the 8th International Conference on Arts, Design and Contemporary  

Education (ICADCE 2022), pp. 105–109
DOI: https://doi.org/10.55060/s.atssh.221107.019, ISSN (Online): 2949-8937

Proceedings home: https://www.athena-publishing.com/series/atssh/icadce-22

 
 
 

 
*Corresponding author. Email: zmyan@wtu.edu.cn 
© 2022 The Authors. Published by Athena International Publishing B.V. 
This is an open access article distributed under the CC BY-NC 4.0 license (https://creativecommons.org/licenses/by-nc/4.0/). 

 
 

    

  

 

 
Athena Transactions in Social Sciences and Humanities, Volume 1  

Proceedings of the 8th International Conference on Arts, Design and Contemporary 
Education (ICADCE 2022), pp. 105–109 

DOI: https://doi.org/10.55060/s.atssh.221107.019, ISSN (Online): XXXX-XXXX 
Proceedings home: https://www.athena-publishing.com/series/atssh/icadce-22  

 

PROCEEDINGS ARTICLE 

Research on the Involvement of Public Art in the 
Revitalization of Revolutionary Countryside 
Zhangmin Yan1,* 
1 Wuhan Textile University, Wuhan, China 

ABSTRACT                                                                                                                                       ARTICLE DATA 

Since the report of the 19th National Congress of the Communist Party of China put forward 
the major decision-making and deployment of implementing the Rural Revitalization 
Strategy, the practice of involving public art in the revitalization of red villages has not only 
become an important research and exploration direction in the field of art, but also meets 
the national strategic needs for the all-round development of Rural Revitalization. Starting 
from the attribute of public art, this paper discusses the mode of intervention in rural 
construction, and then expounds the important role of public art in promoting the 
development of rural ecology, economy and culture, leading the construction of red culture 
and realizing Rural Revitalization from the aspects of the transformation of rural public 
space by public art and the influence of Public Art Festival on rural areas. 

 

Article History 
Received 2 March 2022 
Revised 12 March 2022 
Accepted 24 October 2022 
 
Keywords 
Public art 
Red culture 
Rural revitalization 

  

  

1. INTRODUCTION 

Red culture is the inner soul and spiritual pillar of the 
Chinese people's lifelong struggle for the 
revolutionary cause. China's art village construction 
activities in recent years have generally improved the 
rural ecological environment, improved the villagers' 
quality of life, and promoted the villagers' sense of 
cultural identity and belonging. Coinciding with the 
Centennial birthday of the Communist Party of China, 
red theme tourism has also set off a new climax. It is 
of great practical significance to actively explore the 
development mode of "red culture + Rural 
Revitalization", take local people's governments and 
Party organizations at all levels as the leading role, 
and combine the intervention mode of public art 
practice to help rural ecological revitalization, 
industrial revitalization and cultural revitalization, 
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related to the overall development of China. 
China has won a major victory in poverty alleviation, 
and the vast rural areas have basically got rid of 
poverty and backwardness. In particular, red tourism 
has played an important role in driving regional 
economic development and ideological and political 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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the process of development for many years, it is also 
difficult to avoid problems such as unbalanced 
development of red villages, old public facilities in 
scenic spots and similar red theme construction, 
which makes it difficult for tourists to feel distinctive 
interactive experience and profound red education. 
There are many red villages in China, each with 
different regional ecological environment, red cultural 
highlights and national cultural customs. The 
homogenization of red village construction should be 
avoided. In the context of the high-quality 
requirements for red tourism in the new era, how to 
enhance the new driving force for the sustainable and 
healthy development of red villages, give better play 
to the comprehensive benefits of red tourism, and 
finally promote the revitalization of red villages has 
become a new problem that needs to be studied and 
solved urgently. 

3. DISCUSSION ON THE MODE OF 
PUBLIC ART INVOLVED IN          
RURAL REVITALIZATION 

The involvement of public art in the revitalization of 
red countryside is a sustainable and long-term 
development model. In the study of successful cases of 
public art activating the countryside, the most famous 
Japanese Echoic-Tsumari Art Triennial began in 2000 
and lasted for 22 years, and has continued in the form 
of Triennial Exhibition; Setouchi Triennale began in 
2010 and has successfully held four art festivals in 12 
years. Qu Yan, a domestic artist, promoted the 
implementation of the "Xu village plan" in 2007 and 
has held five China Heshun · rural international art 
festivals for 15 years. Although the "Bishan plan" was 
finally stopped by the local government, it has also 
experienced five years. These provide valuable 
experience and lessons for the subsequent successful 
holding of Jingdezhen Fuliang Art Festival and 
Chongqing Wulong Earth Art Festival. Rural public art 
activities from the planning period to development 
period and then to the effective period is a long-term 
mechanism, which avoids the damage of some flash 
activities to the countryside. Art festivals are 
generally held in the form of biennales and Triennials, 
forming a systematic and rational development trend, 
gradually driving the construction of villages and 
forming a model of sustainable development. 
The involvement of public art in rural revitalization, in 
a narrow sense, refers to the direct use of the 
influence of public art festivals to drive the 
development of rural tourism economy and create 
rural cultural brands; In a broad sense, it also includes 
a social activity in which public art intervenes in rural 
public buildings, public facilities, public space and 

public culture. Rural public art from the perspective of 
red should be the unity of publicity, regionality, 
artistry and education. It is the cooperation between 
artists and local governments, between artists and 
local villagers, and between artists and the media. 
Public art to promote the revitalization of red villages 
should be led by local people's governments and Party 
organizations at all levels, use the way of art, give play 
to the dominant position of villagers, and be realized 
under the fermentation of the media. The intervention 
of public art must imperceptibly build the material 
ecology and spiritual ecology of the red countryside 
with a flexible attitude, in order to inherit the 
revolutionary tradition and the red gene. 

4. PUBLIC ART OPTIMIZES RURAL 
PUBLIC SPACE AND IMPROVES      
THE QUALITY OF RED CULTURE 

Rural public space includes all assets and resources 
except the homestead of farmers and its attachments 
(houses), the contracted land within the scope of the 
land contract management right certificate with the 
family as the unit, and the private land recognized by 
the masses. Rural public space is an important place 
for villagers' daily social, sacrifice, entertainment, 
leisure and other public activities. It involves many 
aspects of villagers' daily politics, economy, culture 
and life, and has diversified and complex functions. 
The construction of red rural public space by public 
art is not only to beautify the "shell" of rural public 
space, but also to reflect the "core" of Rural Red 
Culture and national regional characteristics. 

4.1. Public Art Involved in Transformation of 
Red Rural Public Buildings 

The transformation of rural public buildings is the 
primary way to retain the root of rural red culture. 
Public buildings are important cultural landmarks in 
the red countryside, including the original former 
residence of revolutionary great men, the former site 
of the CPC conference, rural workshops, production 
teams, hero monuments, martyr cemetery, 
revolutionary memorial hall, museums, as well as 
schools, ancestral halls, some houses that are idle and 
abandoned and can be transformed. Due to the rapid 
development of the red tourism industry, the 
phenomenon of copying classic cases inevitably 
appears. The overall spatial form of the countryside 
presents highly homogeneous external characteristics 
and lacks the original regional and national 
characteristics. The intervention of public art is to 
oppose similarities and advocate individuality. While 
exploring to create a beautiful appearance of rural 
architecture, researchers should also deeply explore 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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the functional evolution and cultural changes of rural 
architecture. Using its local artistic characteristics to 
extract and apply rural regional characteristics, red 
culture and other elements is conducive to enhance 
the recognizability of the overall appearance of the 
countryside, create the overall red atmosphere of the 
countryside and highlight the regional characteristics. 
The rational planning of idle and abandoned houses, 
such as building red academies and red libraries, can 
not only provide the villagers with red ideological 
education, but also meet the villagers' needs for 
agricultural science and technology information. It 
can also create a number of leisure accommodations 
with the theme of red culture. Under the influence of 
the artistic atmosphere, tourists can review the 
party's revolutionary history and feel the 
revolutionary tradition and revolutionary spirit, in 
order to highlight the red revolutionary tradition and 
effectively boost the local economic development. 

4.2. Public Art Involved in Transformation of 
Red Rural Public Roads 

Rural roads serve as a link connecting the whole red 
tourism route and a channel for interaction, 
cooperation and exchange between urban and rural 
areas. First of all, the government should strengthen 
the construction of road infrastructure in remote 
villages, especially in mountainous areas. On the basis 
of ensuring the accessibility and safety of rural 
tourism roads, the reformers should make use of the 
advantages of local terrain and the characteristics of 
folk products to transform the landscape along the 
line, and use local materials and adjust measures to 
local conditions. In addition to the static display of 
public landscape sculpture works and installation art 
works, the Red Army's long march route and March 
route can also be integrated and planned to build it 
into a revolutionary war experience road integrating 
the significance of ecotourism and red education, so 
that tourists can review the party's revolutionary 
history, carry forward the spirit of patriotism, and 
experience the hardships of the revolutionary road 
The achievements of the revolution were hard won 
and received the baptism and education of 
revolutionary history. Secondly, the artistic 
transformation of village roads and field trails can not 
only make tourists tightly wrapped in the artistic 
atmosphere, but also improve the brand culture of 
local agricultural and sideline products. In addition, 
the network is also an effective way of publicity and 
promotion. Making full use of the advantages of the 
Internet and the Internet of things to eliminate the 
development gap between urban and rural areas and 
regions can effectively drive the modernization of 

rural industries, drive the economic benefits of 
agricultural and sideline products, and further 
improve the convenience and sense of access of the 
red tourism industry. Let the red countryside not only 
have a beautiful ecological environment, but also have 
a better life for the people, and turn the rich red 
resources advantage of the revolutionary countryside 
into the green development advantage of 
strengthening the village and enriching the people. 

4.3. Involvement of Public Art in Rural 
Public Field and Transformation of 
Public Implementation 

In addition to the village entrance and activity square, 
the rural public field also includes mountains, fields, 
rivers, etc. The artistic transformation of rural public 
areas must not be separated from the rural ecological 
environment. It is necessary to consider the 
characteristics of seasonal change, climate change, 
terrain height, and river trend and so on, and use the 
local unique ecological resources such as products, 
stone, wood and so on to create the style 
characteristics that are harmonious with the local 
appearance. Combined with the exhibition and tour 
routes, create a rest area, entertainment area and 
experience area in the public field, combine the red 
culture education with the functionality, 
entertainment and artistry of public implementation, 
and "teach in fun" the transformation of public 
facilities. On the premise of improving infrastructure, 
comprehensive service area, parking lot and other 
public service facilities, build an artistic fruit and 
vegetable picking garden, green plantation and 
intangible cultural heritage manual experience base. 
Fram Kitagawa believes that if art can be well 
combined with public utilities, such works can not 
only have the vitality of development, but also bring 
permanent works to the place. It is easier for villages 
and tourists to accept the art of "incomprehensible" 
into works of art with public practicability [1]. Rural 
public art should integrate functionality, publicity, 
artistry and education, so that tourists can personally 
feel the red culture and revolutionary spirit in the 
interactive experience. 

5. PUBLIC ART FESTIVAL PROMOTES 
INHERITANCE AND DEVELOPMENT 
OF RURAL RED CULTURE 

The composition of rural public art festival includes 
resident artist projects, art works exhibition, opening 
and closing ceremonies and exhibition interaction, 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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systematic visual image design, media publicity and 
continuous topics formed in later work [2]. Since its 
establishment, the public art festival has reproduced 
the cultural heritage through top-level design, culture 
as the basis, art as the way, diversification as the path, 
and revitalizing the countryside as the goal. 

5.1. Art Creation in the Village Strengthens 
the Exchange and Interaction Between 
Artists and Villagers 

The development of public art has been an 
interdisciplinary and interdisciplinary comprehensive 
art. The rural public art festival generally invites 
artists, architects, rural construction experts, 
ecologists, local villagers, folk craftsmen and so on. 
The countryside is neither an artist's personal show 
nor an artist's experimental field. Unilateral "artistic 
invasion" should be avoided. Public art can deeply 
understand the actual needs of local residents by 
using its characteristics of "locality", "publicity" and 
"interaction" and starting from the ecological 
characteristics and regional culture of the 
countryside. Resident artists should deeply 
investigate the life of local villagers, tell red stories 
through local villagers, and extract effective creative 
materials from them in combination with regional 
culture and national customs, which is conducive to 
excavating and combing the local red culture, 
innovatively constructing the red culture of the new 
era with the help of artistic means, and promoting the 
continuation of revolutionary historical context. 
Professor Fang Xiaofeng said: "the really original good 
works must be created by the owners of this land, 
because only they can deeply understand the culture 
here" [3]. Therefore, inviting and encouraging local 
villagers to participate in the creativity and sharing of 
works can reflect the consciousness of their 
protagonists, which is conducive to the publicity and 
management of artistic works and the later 
maintenance. The interaction between artists and 
villagers can enrich the spiritual life of residents, 
improve the cohesion of rural areas, stimulate the 
aesthetic self-confidence and cultural identity of 
villagers, realize the internal driving force of red 
culture, build a harmonious rural ecological culture, 
better inherit and carry forward red culture and make 
red culture glow with new charm in the new era. 

5.2. Public Art Festival Drives Development 
of Rural Red Culture Tourism and 
Related Industries 

The outline of the national red tourism development 
plan for 2004-2010 points out that red tourism takes 
the local revolutionary history, revolutionary 
achievements, revolutionary spirit and other red 

culture as the theme to realize the deep integration of 
red culture inheritance and tourism [4]. The public art 
festival involves the design of red tourism routes, the 
publicity of red cultural and creative products, the 
establishment of red IP brand, etc. The organizer can 
develop a red experience tour and red education tour 
with the theme of "searching for red footprints and 
inheriting red genes", and create a red tourism 
education base in combination with the construction 
of patriotism education base. Build a local art and 
culture exhibition center with revolutionary 
communication value, combined with intangible 
cultural heritage protection, let tourists participate in 
interactive experience, and drive the protection and 
inheritance of traditional handicrafts and traditional 
local art. Giving full play to the traditional advantages 
of rural red, taking red cultural tourism as the link and 
public art festival as the driving role can effectively 
promote the recovery of rural economy and the 
development of rural tertiary industry. Through the 
experience of red rural tourism, practice the core 
socialist values and enhance social cohesion. 

5.3. Media Publicity Promotes Rural 
Popularity and Red Culture Brand 

With a novel development mode, the rural public art 
festival has attracted the attention and focus of the 
media while attracting tourists from all over the 
country, and has been widely disseminated by means 
of television, Internet, we media and so on. Since its 
establishment, the rural public art festival has always 
paid attention to the fermentation role of the media. 
In particular, the opening and closing ceremonies will 
attract many multimedia and create a "network red 
punch in" effect. The International Art Festival can 
also promote the popularity of Chinese artists through 
the promotion of international well-known media, 
and expand the world influence of China's red 
countryside, giving new vitality to the red countryside 
in an artistic way, and making use of the advantages of 
Rural Red heritage to carry out the publicity and 
promotion of red culture. Making use of the influence 
of the public art festival will help expand the publicity 
of the brand of rural red culture industry, attract more 
young talents to return to their hometown, and 
promote the modernization of rural industries in the 
region; Improve the communication and cooperation 
mechanism, improve the urban-rural cooperation 
platform, expand communication channels, and form 
the characteristics and advantages of foreign 
exchange and communication of rural local culture. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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6. PUBLIC ART LEADS CONSTRUCTION 
OF PUBLIC SPIRITUAL CIVILIZATION 
AND INHERITS THE RED GENE 

Qu Yan believes that the important thing for art to 
intervene in the countryside is not the art itself, let 
alone the aesthetic category, but to become a social 
action, restore the damaged rural life form and 
natural ecology, and establish the normal relationship 
between people damaged by the social transformation 
movement. Art is an effective way to wake up the 
countryside, return faith and restore people's sense of 
life [5]. Red resource endowment and folk regional 
culture held by the countryside will become its core 
competitiveness. The correct leadership of the party 
organization and the dissemination and education of 
red culture are the powerful driving force to stimulate 
and promote the revitalization of the countryside. The 
involvement of public art in red rural construction 
should emphasize the inheritance of traditional red 
culture and the development of regional economy. 
Therefore, the intervention of public art should not 
only beautify the rural environment and enhance the 
development of rural industrial economy; It is more 
important to imperceptibly improve people's political 
and ideological awareness, lead people to carry 
forward the revolutionary spirit of hard work, 
enhance people's cultural aesthetic confidence, make 
up for the lack of rural public culture, and strengthen 
the role of rural red culture communication. 

7. CONCLUSION 

In the era of poverty alleviation and decisive victory in 
an all-round well-off society, giving full play to the 
characteristics of public art, such as "artistry", 
"publicity", "locality" and "interaction", will help to 
promote the interaction and integration between art 
and ecology, rural areas and the public. Public art 
promotes the revitalization of red villages, forming a 
good situation dominated by the government, assisted 
by enterprises, art intervention and mass 
participation, in order to make red villages more 

attractive. Involvement of public art in revitalization 
of red villages should not only enable the people living 
in rural areas to enjoy high-quality public cultural 
services and get spiritual nourishment, but also 
promote the development of Rural Red Tourism and 
rural red cultural industry through the holding of 
public art festivals, feed back rural construction, bring 
real vital interests and life changes to the villagers, but 
also activate rural red culture with public art and 
inject new blood into rural red culture. Rural people's 
sense of happiness should be continuously improved 
on the basis of rural people's sense of keeping pace 
with the times and cultural reconstruction. 
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1. INTRODUCTION 

The Ming Dynasty was an important period in the 
history of the development of Chinese lacquerware. 
The art of lacquerware has achieved brilliant 
achievements in the rule of the Ming Dynasty for more 
than 270 years. With the progress of social economy, 
politics, culture and other fields, the development of 
lacquerware can be roughly divided into three stages: 
early period (Hongwu to Xuande: 1368-1435), middle 
period (Zhengtong to Zhengde: 1436-1521), late 
period (Jiajing to Chongzhen: 1522-1644). The art 
styles of lacquerware in these three periods were 
different and featured prominently. The court lacquer 
art and the folk lacquer art developed side by side, 
and both achieved brilliant achievements. 
The well-known lacquer artwork "Xiu Shi Lu", which 
was born in the Longqing period of the Ming Dynasty 
(1567-1572), mainly classified lacquerware according 
to techniques. According to the records and the 
analysis and research of the remains, the Ming 
Dynasty lacquerware can be divided into: carved 
lacquer, filled lacquer, smooth lacquer, colorful-
painted lacquer (including oil painting), painted gold 
paint, war-cut lacquer, gold lacquer, piled lacquer, 
inlayed lacquer, color lacquerware and other 
categories. These lacquerwares are used in all aspects 

of life, and the remaining works are mostly plates and 
boxes of different styles, including pots, plates, 
bottles, furnaces, study utensils, and Buddha offerings. 
Flowers, fish and insects, songbirds, flying phoenixes, 
cloud dragons, pans, exotic animals, landscape 
characters, historical stories, myths and legends, as 
well as patterns implying auspiciousness and 
longevity are common in pattern decoration. Such a 
variety of lacquerware varieties, varied shapes and 
themes, and skilled and superb manufacturing 
techniques show the prosperity of lacquerware arts 
and crafts in the Ming Dynasty ([1], p.3). 

2. STYLE AND PATTERN OF LACQUER-
WARE IN THE EARLY MING DYNASTY 

For about 50 years, from 1368 when Zhu Yuanzhang 
established the Ming Dynasty regime to the 18th year 
of Yongle (1420) when the capital moved to Beijing, 
production of lacquerware in the early Ming Dynasty 
had begun to take shape, and production technology 
of lacquerware was mainly inherited from the Song 
and Yuan traditions and further developed. After the 
capital was moved to Beijing during Yongle period in 
the Ming Dynasty, in order to meet the needs of the 
royal family, the imperial supervisor established an 
orchard factory in the imperial city, which was 
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1. INTRODUCTION 

The Ming Dynasty was an important period in the 
history of the development of Chinese lacquerware. 
The art of lacquerware has achieved brilliant 
achievements in the rule of the Ming Dynasty for more 
than 270 years. With the progress of social economy, 
politics, culture and other fields, the development of 
lacquerware can be roughly divided into three stages: 
early period (Hongwu to Xuande: 1368-1435), middle 
period (Zhengtong to Zhengde: 1436-1521), late 
period (Jiajing to Chongzhen: 1522-1644). The art 
styles of lacquerware in these three periods were 
different and featured prominently. The court lacquer 
art and the folk lacquer art developed side by side, 
and both achieved brilliant achievements. 
The well-known lacquer artwork "Xiu Shi Lu", which 
was born in the Longqing period of the Ming Dynasty 
(1567-1572), mainly classified lacquerware according 
to techniques. According to the records and the 
analysis and research of the remains, the Ming 
Dynasty lacquerware can be divided into: carved 
lacquer, filled lacquer, smooth lacquer, colorful-
painted lacquer (including oil painting), painted gold 
paint, war-cut lacquer, gold lacquer, piled lacquer, 
inlayed lacquer, color lacquerware and other 
categories. These lacquerwares are used in all aspects 

of life, and the remaining works are mostly plates and 
boxes of different styles, including pots, plates, 
bottles, furnaces, study utensils, and Buddha offerings. 
Flowers, fish and insects, songbirds, flying phoenixes, 
cloud dragons, pans, exotic animals, landscape 
characters, historical stories, myths and legends, as 
well as patterns implying auspiciousness and 
longevity are common in pattern decoration. Such a 
variety of lacquerware varieties, varied shapes and 
themes, and skilled and superb manufacturing 
techniques show the prosperity of lacquerware arts 
and crafts in the Ming Dynasty ([1], p.3). 

2. STYLE AND PATTERN OF LACQUER-
WARE IN THE EARLY MING DYNASTY 

For about 50 years, from 1368 when Zhu Yuanzhang 
established the Ming Dynasty regime to the 18th year 
of Yongle (1420) when the capital moved to Beijing, 
production of lacquerware in the early Ming Dynasty 
had begun to take shape, and production technology 
of lacquerware was mainly inherited from the Song 
and Yuan traditions and further developed. After the 
capital was moved to Beijing during Yongle period in 
the Ming Dynasty, in order to meet the needs of the 
royal family, the imperial supervisor established an 
orchard factory in the imperial city, which was 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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especially responsible for manufacturing lacquerware 
for the royal family, and ordered the famous lacquer 
maker at that time to preside over the production, and 
produced a large number of lacquer-filled gold 
lacquerware and carved lacquer lacquerware. At the 
same time, folk lacquer artists also began to imitate 
the palace lacquerware, and they made carved lacquer 
and lacquer products one after another. At the same 
time, in addition to the official orchard factory, folk 
lacquer workshops in Southwest China, Fujian, 
Zhejiang and Anhui are also prosperous, producing 
more than 100 kinds of lacquerware ([2], p.33). 
The lacquerware of the early Ming Dynasty inherited 
the shape and decoration characteristics of the 
lacquerware of the Song and Yuan Dynasties. During 
the Yongle period of the Ming Dynasty, lacquerware 
products were mainly plates and boxes, and also 
included bowls, cup holders, bottles, vials, and step 
stools. There were few changes in the shape of the 
vessel; the decorative patterns were mostly dragons 
and phoenixes, flowers, landscapes, etc. For works on 
the theme of dragon and phoenix, the decorative 
patterns are mostly engraved on the heart of the plate 
or the lid of the sugarcane segment box, which was 
generally the image of a side dragon, with a vigorous 
shape, full of vitality, and a vivid demeanor. The 
utensils with the theme of flowers were mostly large 
flowers with lush branches and small buds that were 
evenly decorated around them. This feature is more 
prominent in carved lacquer works. Most of the 
carved lacquer products were not treated with 
brocade, but with yellow lacquer as the ground color. 
This kind of treatment can not only make the theme of 
the work more vivid, but also can be used as a sign of 
the depth of knife carving. Landscape-themed works 
generally used different forms of brocade patterns to 
express different natural spaces. The sky is depicted 
with tortuous single lines; the smooth and rhythmic 
brocade patterns are transformed into water 
patterns; the dignified and upright squares and 
slanted squares represent the land. The combination 
of these three different brocade patterns shows an 
extremely profound space. On the inner edge of the 
bottom, the inscription "Made in Great Ming Yongle 
Year" is vertically engraved with a needle inscription, 
with delicate fonts and slender strokes. At the bottom 
of the carved lacquer, there is a clear year number 
inscription, starting with Ming Yongle (Fig. 1). 
The "Red Double Peony Pattern Plate" (Fig. 2) 
collected by the Forbidden City, Beijing, was made 
during the Yongle period, with a height of 4.1 cm and 
a diameter of 32.5 cm. It is one of the typical types of 
the Yongle period and is a large lacquer plate ([3], 
p.20). The composition of the work is a typical Ming 
Yongle lacquer carving style, with double-layer 
flowers carved on the inside of the plate, peony 

patterns on the outer edge, and yellow lacquer at the 
bottom of the pattern. The upper pattern of the 
pattern of plate center is a blooming half-side peony 
in the center, surrounded by four smaller peonies 
with the same half-side, with branches, leaves and 
flower buds of different sizes in between; the 
branching position of the lower pattern is completely 
opposite to that of the upper pattern. The composition 
of the whole work is full, the delineation is meticulous, 
the knife technique is skillful and powerful, and the 
polishing of the edge of the pattern is very smooth, 
and there is almost no trace of knife engraving. 
In the Xuande period, Lacquerware products 
appeared in the lacquerware with pick-color and gold-
colored lacquer. The shapes of the works were varied, 
the decorative themes were not much different from 
those in the Yongle period, and the technique of 
"leaving space" appeared in the pattern processing. 
The style processing method was completely different 
from the Yongle period. It changed the Ming Yongle 
needle mark to the Ming Xuande regular script inlaid 
gold inscription, and the Ming Xuande knife engraved 
and inlaid gold inscription became a model for the 
recognition of Ming lacquerware. In a word, the 
production of lacquerware in the early Ming Dynasty 
developed leaps and bounds on the basis of inheriting 
the traditions of Song and Yuan Dynasty ([1], p.5). 

 
Figure 1. Yongle period (Ming Dynasty): Bafang Box with 
pick-red playing-qin figure. Collection: Palace Museum. 

 
Figure 2. Yongle period (Ming Dynasty): pick-red double 
layer peony pattern plate. Collection: Palace Museum. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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3. STYLE AND PATTERN OF LACQUER-
WARE IN THE MID-MING DYNASTY 

After the Xuande period in the Ming Dynasty, the 
development of lacquer craftsmanship was affected 
by the social and economic recession, and the official 
lacquerware workshop came to a standstill for a time, 
with very few works left. The varieties of lacquerware 
in this period included pick-red, pick-black, pick-color 
and gold lacquer, and local lacquerware made in 
Yunnan and Gansu was more prominent. 
From the handed down works, it can be seen that the 
decorative pattern style of lacquerware has changed 
from simple and generous to slim and delicate. The 
shape was changeable, which increased significantly 
compared to the early Ming Dynasty. Decorative 
patterns were more colorful. Lacquerware products 
with the theme of flowers have changed a lot, and the 
themes of broken branches, flowers and birds have 
been added. The large flowers of the early Ming 
Dynasty were greatly reduced and replaced by small 
and exquisite flowers and broken branches, such as 
begonia, apricot, peach and so on. Most of the carved 
lacquer works used vermilion lacquer as the ground 
to engrave brocade patterns, and black lacquer as the 
surface to engrave flowers. Many works use the 
technique of leaving space to integrate decorative 
elements such as flowers, birds, fish and insects into 
the overall pattern, which is refreshing. In terms of 
knife technique, it is not as round and smooth as the 
previous works, but slightly sharp. 
The Round Box with Pick-red Pine, Bamboo, Plum, 
Grass and Insect Patterns (Fig. 3) was made in the 
mid-Ming Dynasty and is now in the Palace Museum. 
It is 9.2cm high and 27cm in diameter. The body of the 
box is round, the cover is carved with pine, bamboo, 
plum and rocks, and bees, butterflies, mantises, frogs 
and lizards are dotted in a large area. Plants and 
animals have different postures and the depiction is 
very dense and compact, presenting a strong natural 
atmosphere. The cover and side are engraved with 
tangled lotus and eight-treasure patterns, and the 
edge of the mouth is engraved with slanted floral 
brocade patterns, which are consistent with the 
pattern on the cover. This box has a unique style, full 
and complex composition, exquisite and meticulous 
knife work, not sharpened after engraving, and all 
sharp edges maintained. It is a typical representative 
of red lacquerware in the mid-Ming Dynasty. 
At this time, with the stagnation of the official lacquer 
workshops in the palace, folk lacquer art quietly 
emerged, and Yunnan carved lacquer is a very 
representative branch. When discussing carved 

lacquer products in "Wanli Ye Huo Bian" of Ming 
Dynasty, it pointed out: "Today's carved lacquer and 
other objects, the most important is Song tick, 
followed by Yongle and Xuande orchard factories of 
this dynasty, whose price is almost the same as that of 
Song. There is lacquer light and dark, and the carvings 
are clumsy, which are called 'old Yunnan'" ([4], 
p.265). Yunnan carved lacquer products generally 
have thin lacquer, dark color and slightly astringent 
lacquer quality. This type of lacquerware is usually 
called "cloud carving", which is the "Yunnan Craft" 
product recorded in literature. The themes of these 
works are mostly based on scenes in nature, such as 
flowers, fish and insects, birds, beasts, as well as the 
auspicious ganoderma lucidum, pan-length and the 
unicorn in myths and legends. Decorations depicted 
are very vivid, depicting the creatures in nature so 
vividly that the viewer seems to be in it when viewing 
it, which is very interesting. These excellent lacquer 
carvings with strong local colors in these places show 
the strong creativity and vitality of folk crafts, which 
are unmatched by palace workshops. 
As for the history of lacquer craftsmanship in Gansu, 
there are few historical records, and little is known. In 
recent years, according to the introduction of Tianshui 
Carved Lacquer Craft Factory, the lacquer craft of 
Tianshui, Gansu was introduced from Shaanxi and 
Sichuan in the early 20th century. At that time, the 
guardian envoy of Longnan and Daoyin of Tianshui 
learned from a Xi'an Luqing lacquer craftsman, and 
founded "Gansu Longnan No. 1 Craft Factory", which 
has a lacquer craft department, mainly producing 
carved and filled lacquer furniture, edible utensils, 
storage boxes, inkstone boxes, walking sticks, etc. ([1], 
p.7). According to several handed down cultural relics, 
Tianshui lacquerware has a superb manufacturing 
process, meticulous carving techniques, different 
figures, slender shapes and unique styles. 

 
Figure 3. Middle Ming Dynasty: round box with pick-red 
pine, bamboo, plum, grass and insect patterns. Collection: 
Palace Museum. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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All in all, the lacquer craftsmanship in the middle 
Ming Dynasty was affected by economic, political and 
other factors. Production of lacquerware in the palace 
and officials showed signs of decline, and the number 
of handed down works dropped sharply, but a small 
number of fine works can still be seen, especially the 
development of folk lacquer craftsmanship. In 
particular, development of folk lacquer craftsmanship 
has made up for the blank of official lacquerware to a 
certain extent, and injected new blood into the 
development of lacquer craftsmanship. 

4. STYLE AND PATTERN OF LACQUER-
WARE IN THE LATE MING DYNASTY 

In the late Ming Dynasty, after hundred years of 
precipitation, lacquer craftsmanship changed from the 
simple, generous, dignified and rich in the early Ming 
Dynasty to a new style of luxurious and exquisite 
craftsmanship. The production volume of carved and 
filled lacquerware and gold-drawing lacquerware in 
the lacquer craft of the imperial palace increased 
sharply, coupled with the increasingly convenient 
transportation, rapid development of the commodity 
economy, and the expansion of the lacquerware 
production area, some new varieties have sprung up 
like mushrooms after the rain, and the folk lacquer 
craftsmanship has also made a qualitative leap, and 
the lacquerware industry has shown a thriving scene. 
The lacquer carvings of Jiajing and Wanli periods 
generally tended to organize a variety of dense and 
diverse contents on one utensil, natural scenes appear 
within the consecration, and some objects are highly 
patterned according to the needs of the powder 
structure. In terms of technique, some high-quality 
knives are carried like a pen, showing the beauty of 
sharp edges. This technique continued until the Qing 
Dynasty ([5], p.93–94). The subject matter was very 
different from the previous period. There were a few 
natural scenes that inherit the traditions of the 
previous dynasties, and most of them were themes 
with auspicious meanings. The pick-color Fu Lu Shou 
three-peach-patterned disc of the Jiajing period (Fig. 
4) is painted in pick-color red, green, and yellow as a 
whole. The inside of the plate is engraved with a 
yellow square swastika pattern of brocade, and then 
the pick-red ganoderma pattern is engraved. There 
are three peaches in the center. The three peaches are 
all hooked with cloud patterns as brocade. The three 
characters "Fu", "Lu" and "Shou" are engraved with 
seal script on it., the side of the plate is engraved with 
the pattern of double dragons circling ganoderma 
lucidum, and the outer wall of the plate is engraved 
with flower patterns such as chrysanthemum, lotus, 
peach and so on. In the center is a vertical line 
inscribed with a knife inscribed in gold regular script 

"Made in Great Ming Jiajing Year". This disc is 
ingeniously conceived, very innovative in its 
conception, full of composition, delicate in delineation, 
extremely auspicious, and its decorative style is 
unique to the Jiaqing period. 
There were many kinds of gold-painted products in 
this period, which are very exquisite, such as 
furniture, screens, bookcases, desks, etc. At this time, 
the gold-painted lacquerware mostly used black 
lacquer as the ground, and also used vermilion 
lacquer as the ground, and painted various patterns 
on the lacquer surface, with delicate painting skills 
and distinct layers; while maintaining the traditional 
manufacturing method, the lacquer filling and gold 
lacquerware had been greatly improved in 
manufacturing technology, with richer filling colors 
and more exquisite carvings. In addition to traditional 
furniture and tray boxes, silver ingot-style, Begonia-
style, Fangsheng-style, and plum-blossom-style had 
also appeared. The lacquer works during the Wanli 
period include lacquer-filled double dragon oval 
boxes and city lacquer double-phoenix rectangular 
boxes. The style of the works is magnificent and has 
high artistic achievements (Fig. 5). 

 
Figure 4. Jiajing period (Ming Dynasty): pick-color Fu Lu 
Shou 3-peach-patterned disc. Collection: Palace Museum. 

 
Figure 5. Wanli period (Ming Dynasty): rectangular box 
with double dragon pattern filled with color and lacquer. 
Collection: Palace Museum. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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At this time, with the development of the commodity 
economy, in addition to the court, the demand for 
lacquerware among the people also increased 
significantly, the production range of lacquerware 
was further expanded, and some lacquerware 
products with local characteristics appeared. Wood-
carved colored lacquerware was once popular in 
Shaanxi and Shanxi regions. This method of making 
lacquerware is to engrave patterns on the wooden 
body, and then fill the inside with lacquer. The colors 
to be filled were generally thicker paint colors such as 
red, blue, white, and black, and both gold and silver 
were used for decoration; in some works, patterns are 
piled up with lacquer ash on the tread, and after a 
certain height, they were covered with colored 
lacquer to form an effect similar to relief. This type of 
lacquerware was commonly used in the manufacture 
of furniture and furnishings such as screens, hanging 
screens, and interstitial screens. The motifs were 
mostly historical stories, landscape figures, flowers, 
birds, fish and insects, etc. These works have smooth 
lines, powerful knives, clear contrasts, and very 
distinctive artistic features. In addition, Putian, Fujian, 
Chaozhou, Guangdong and other regions are known 
for their woodcarving gold lacquer works, which are 
famous across the world. The themes were mostly 
dramatic figures, historical stories, etc. The technique 
was to carve on the surface of the wooden tire, and 
then paste gold or mud gold, showing a brilliant and 
dazzling artistic effect. In the late Ming Dynasty, Ji'an, 
Jiangxi Province, was a typical traditional production 
area of lacquerware inlaid with snails. Most of the 
lacquerware were made of black lacquer. Clam shells, 
abalone shells, etc. needed to be chiseled into dozens 
of neat and regular specifications with tools, and 
inlaid on the primer according to the pattern. The 
works are fine, dense and ingenious, and some inlaid 
luodian products are also inlaid with gold pieces or 
gold threads. The overall effect is splendid, rich and 
colorful. After the Wanli Dynasty, the Ming Dynasty 
fell into a chaotic situation of internal and external 
aggression, political turmoil, and social and economic 
recession. Development of lacquer craftsmanship fell 

into a trough. Until more than 20 years before the fall 
of the Ming Dynasty, there was no new development 
in the production of lacquer technology. 

5. CONCLUSION 

The brilliant achievements of lacquerware in the Ming 
Dynasty provided a precious material and cultural 
basis for the current study of ancient lacquer art and 
also provided a lot of inspiration for the creation of 
current lacquer artists. Ancient books, cultural relics, 
etc. that were handed down from ancient times to the 
present are the source of creation by contemporary 
artists. While inheriting the excellent culture of the 
predecessors, later generations created batches of 
excellent new works by integrating the characteristics 
of the times, continuing the life of lacquer art. 
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1. INTRODUCTION 

Manuel de Falla (1876-1946) was one of the 
outstanding modern composers and pianists in Spain, 
under the guidance of the composer and pianist 
Pedrell in the late 19th and early 20th centuries. With 
the creation of national elements as the core, he 
collected and studied local folk music, and continued 
to innovate in the traditional music system, 
incorporating modern creative techniques, and made 
great contributions to the development of Spanish 
music. Falla is known as "the spiritual leader of 
international modern music in Spain" [1]. 
As one of the founders of Spanish national music 
school in the 19th century, Falla's works are very 
charming in Spanish folk music. Whether it is Falla's 
vocal work Siete Canciones Populares Espanoles, piano 
music Fantasia Baetica, the ballet El Amor Brujo or the 
orchestral El Retablo de Maese Pedro fully expresses 
the charm of Spanish folk music. Danza Ritual del 
Fuego is the most famous one of the thirteen pieces of 

music in the dance drama El Amor Brujo. This article 
takes Danza Ritual del Fuego as the research object to 
explore the creation characteristics and performance 
techniques of its unique Spanish charm. 

2. COMPOSED BACKGROUND OF 
"DANZA RITUAL DEL FUEGO" 

The rise of the national music school in the 19th 
century was led by Philippe Pedrell, a self-taught 
Spanish composer and founder of the Spanish national 
music school, who led the revival of Spanish music 
and advocated collecting folk music, and fusion with 
musical works. His ideas influenced the development 
of Spanish piano music, known as the father of 
Spanish national music. The three outstanding 
Spanish folk music composers he trained are one of 
his great contributions to the music industry. They are 
Granados, Albénis, and Falla. As the most 
representative one of Pedrell's three students, Falla is 
undoubtedly a "loyalist" of Spanish folk music with 
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1. INTRODUCTION 

Manuel de Falla (1876-1946) was one of the 
outstanding modern composers and pianists in Spain, 
under the guidance of the composer and pianist 
Pedrell in the late 19th and early 20th centuries. With 
the creation of national elements as the core, he 
collected and studied local folk music, and continued 
to innovate in the traditional music system, 
incorporating modern creative techniques, and made 
great contributions to the development of Spanish 
music. Falla is known as "the spiritual leader of 
international modern music in Spain" [1]. 
As one of the founders of Spanish national music 
school in the 19th century, Falla's works are very 
charming in Spanish folk music. Whether it is Falla's 
vocal work Siete Canciones Populares Espanoles, piano 
music Fantasia Baetica, the ballet El Amor Brujo or the 
orchestral El Retablo de Maese Pedro fully expresses 
the charm of Spanish folk music. Danza Ritual del 
Fuego is the most famous one of the thirteen pieces of 

music in the dance drama El Amor Brujo. This article 
takes Danza Ritual del Fuego as the research object to 
explore the creation characteristics and performance 
techniques of its unique Spanish charm. 

2. COMPOSED BACKGROUND OF 
"DANZA RITUAL DEL FUEGO" 

The rise of the national music school in the 19th 
century was led by Philippe Pedrell, a self-taught 
Spanish composer and founder of the Spanish national 
music school, who led the revival of Spanish music 
and advocated collecting folk music, and fusion with 
musical works. His ideas influenced the development 
of Spanish piano music, known as the father of 
Spanish national music. The three outstanding 
Spanish folk music composers he trained are one of 
his great contributions to the music industry. They are 
Granados, Albénis, and Falla. As the most 
representative one of Pedrell's three students, Falla is 
undoubtedly a "loyalist" of Spanish folk music with 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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some impressionistic features in his works. Falla's use 
of Spanish folk music had inherited Pedrell's creation 
method with Spanish folk music as the core, and 
continuously innovated on this basis, not only 
showing the charm of Spanish folk music, but also 
indicating the unique creation characteristics of his 
works. He is "the founder of Spanish national music 
school", "the new pioneer of folk music" and "they 
won the world's appreciation with the characteristics 
of Spanish music" [2]. 
Danza Ritual del Fuego was selected from a dance 
piece from El Amor Brujo, which was a one-act ballet 
created by Falla based on gypsy folklore. It told the 
story of a young gypsy girl Candelas, haunted by the 
ghost of her deceased lover, stubbornly harassing her 
new suitor, Calmiro, in courtship with her. After 
learning that the deceased's infidelity was as strong as 
his jealousy, Calmiro and Candelas persuaded another 
gypsy girl, Lucia, to use her charms to distract the 
ghost. When the lovers settled their love with a kiss, 
the power of the ghost disappeared instantly. Among 
the 13 pieces of music in this dance drama, Danza 
Ritual del Fuego, which appears as the eighth stanza, is 
particularly famous. In addition to being adapted into 
orchestral works, it has also been adapted into piano 
solo and double-piano works, especially the solo 
Danza Ritual del Fuego, which is more famous. 
The ballet was composed at the end of the seven years 
that Falla settled in Paris. During this period, Falla 
inherited the creation techniques of composer Pedrell 
and constantly innovated them. Although deeply 
influenced by Impressionism and Classical music in 
Paris, the atmosphere of Andalusian folk music could 
be clearly felt from the melody and rhythm of Falla's 
Danza Ritual del Fuego. Falla incorporated acoustics of 
the guitar playing technique of the traditional Spanish 
instrument and the characteristics of flamenco dance 
into this work, so that the work presented a festive 
atmosphere of the Spanish national fanaticism. 

3. ANALYSIS OF CREATION FEATURES 
OF "DANZA RITUAL DEL FUEGO" 

"Our music must be based on people's music, based on 
folk dances and folk songs... It is once said that we 
don't have our own traditions. In fact, we have. There 
are no fully documented traditions, but we have a 
very deep, indelible tradition in our dance and 
rhythm. The player has a very ancient style and a very 
free nature that is born with us, and that's where our 
inspiration comes from" [3]. This is the concept that 
Falla put forward when talking about Spanish music. 
Although he combines the techniques of 

Impressionism and Classicism while composing, his 
creation always takes Spanish national music as the 
core, and integrates the "spirit" of folk music into his 
works with a variety of creation techniques [4]. 

3.1. Use of Guitar Acoustic Effects in  
the Work 

Spanish traditional folk instruments have had an 
important impact on the development of Spanish 
music. Many piano music creations in Spain have 
imitated the sound of folk instruments, of which the 
guitar is one of the most far-reaching instruments. 
According to the history of Spanish music, the guitar 
was divided into two kinds. One was introduced by 
the Latins, similar to the modern Spanish guitar; the 
other was introduced by the Arabs, called the Luban, 
which was one of the most important instruments of 
the Renaissance. The six-string guitar was developed 
and evolved from the 19th century. The six-string 
guitar, also known as the classical guitar, was 
extremely expressive. In the creation, it was an 
imitation of the six-string guitar sound, and Falla 
naturally and exquisitely set the precious gems of the 
Spanish folk instrumental guitar on the work. He 
imitated the guitar's unique playing methods through 
different creation techniques, and the following was 
an analysis of the guitar's Punteato, Rasqueado, 
Broken Tone, and Thumb Playing Methods and Sound 
Imitations in Falla's Danza Ritual del Fuego. 

3.1.1. Punteado and Rasqueado 

Punteado is one of the most basic guitar playing 
techniques. It refers to continuous and rapid plucking 
of the strings by the fingers to make a clear and crisp 
sound. Rasqueado is a relaxed half-grip state with the 
right hand, and the little finger (except thumb) is used 
to strum the strings from the bass part to the treble 
part in turn, playing an arpeggio effect. Example 1 is a 
combination of Falla's guitar playing techniques of 
Punteado and Rasqueado in his composition (Fig. 1). 

3.1.2. Broken Tone 

The explanation of broken tone in Italian is: the effect 
of pressing in after crushing. It is through the rapid 
and powerful plucking of the strings that the guitar 
produces sharp and shocking dissonances, which are 
often used in Spanish music when the guitar is used as 
an accompaniment to a song. In several passages of 
the work, Falla used dissonant lean tones to express 
the acoustic sound of plucked guitars (see Fig. 2). 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 1. A combination of Falla's guitar playing techniques of Punteado and Rasqueado in his composition. 

 
Figure 2. Appoggiatura to represent the sound effects of a plucked guitar. 

3.2. Application of Spanish Flamenco Dance 
Elements in the Work 

Spanish folk dance is famous all over the world for its 
unique dance characteristics, which has also become 
the subject of many composers' music creation. 
Among the colorful Spanish folk dances, flamenco 
dance can best express the unique charm of Spain. It 
originated in the south of Andalusia, Spain, and is a 
way of expressing the fusion of gypsy culture and 
Spanish folk music culture. Through a series of body 
movements, in coordination with the guitar sound, 
sometimes coincident with the rhythm of the song, 
sometimes staggered, the dancer sings or shouts 
according to the needs of emotional changes, which is 
the most characteristic place of flamenco dance. 

3.2.1. Characteristics of the Diverse Rhythm of 
Flamenco Dance 

Flamenco dance originated in Andalusia, southern 
Spain. The style of flamenco dance is inherently 
explosive, with flexible footsteps and provocative 
dance shapes. Male dancers sometimes use toes, soles, 
and heels to hit the ground. Female dancers show a 

passionate and unrestrained dancer soul with the 
accompaniment of songs, guitars and castanets 
through softness of the wrists, arms, and enchanting 
gracefulness displayed in the dance. The syncopated 
rhythm, triplet, dotted rhythm and pentatonic rhythm 
appear in Falla's Danza Ritual del Fuego, and various 
changes in rhythm patterns also fully demonstrate the 
characteristics of flamenco dance (see Fig. 3). 

3.2.2. "Tap Dance" Rhythm Is Used to Express the 
Interlaced Rhythm of Flamenco Dance 

In flamenco dance, male dancers mainly focus on foot 
movements. The dancers alternately use different 
parts such as the forefoot, half-foot, heel and toe to 
strike the ground in various intermittent rhythms, 
with priorities and scattered sounds. Consistent, often 
with a syncopated rhythm, sometimes in line with the 
rhythm of the music, sometimes interlaced with the 
rhythm of the music, sometimes without musical 
accompaniment, using special sound effects to drive 
dancers' emotions, this dance is also called tap dance 
[5]. In the creation of piano works, Falla used the 
alternate playing of left and right hands to imitate the 
characteristics of tap dance in flamenco (see Fig. 4). 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 3. Flamenco dance rhythm characteristics in Falla's piano work "Danza Ritual del Fuego". 

 
Figure 4. The "tap dance" rhythm is used to express the interlaced rhythm of Flamenco dance. 

4. ANALYSIS ON PERFORMANCE SKILLS 
OF "DANZA RITUAL DEL FUEGO" 

4.1. Playing Techniques That Imitate  
Guitar Acoustics 

4.1.1. Fingers Jump and Touch Keys Quickly — 
Imitating the Sound Effect of Punteado 

As the basic playing method of guitar, the main 
purpose of Punteado is to highlight certain tones. If 
you need Punteado sound effects in the piano work, 
you need to jump your fingers and touch the keys 
quickly, and it is required that each note touches the 
keys evenly [6]. It does not mean that the strength of 
each note is the same, but according to the direction 
of the phrase to change the strength. In bars 97-102 of 
Danza Ritual del Fuego, the left-hand passage needs to 
be supported by the palm, and the front of the finger 

quickly presses the key to play the acoustic effect of 
guitar plucking (see Fig. 5). 

4.1.2. Quickly and Forcefully Striking Keys With 
Your Fingers — Imitating the Acoustics of a 
Broken Tone Guitar Playing Technique 

In the acoustic effect of the guitar, the broken tone 
playing technique is a collision of rough and dissonant 
sounds, which brings a shocking feeling. In Spanish 
piano works, in order to render the jubilant and lively 
atmosphere, this playing technique is often used. 
When playing, the player needs to treat the piano as a 
percussion instrument, and press down the keys 
quickly and directly with strong force, thereby 
producing a sharp and rough decorative sound effect. 
In the Danza Ritual del Fuego, the tonic will have an 
appoggiatura, and the key will be pressed down 
almost at the same time as the tonic to imitate the 
broken tone (see Fig. 2). 

  

 
Figure 5. Fingers jump and touch keys quickly — imitating the sound effect of Punteado. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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4.1.3. Pressing the Finger Down to the End With 

the Wrist — Imitating the Acoustic Effect of 
Thumb Playing 

In guitar playing skills, thumb playing refers to 
playing a single tone with the thumb to achieve a 
clear, powerful and strong sound effect. In Spanish 
piano works, the notes marked with "-" are generally 
played with the thumb. It is not required to use the 
thumb, but requires the player's wrist to drive the 
fingers to press down the key, and press the key to the 
end, so that the tone is bright and full. This technique 
is used in bars 22-29 of Danza Ritual del Fuego. 

4.2. Playing Techniques That Express the 
Characteristics of Flamenco Dance 

4.2.1. Continuous Chords With Accent Marks 

In bars 103-111 of Danza Ritual del Fuego, there are 
successive chord connections with accent marks, 
which have a frenetic and noisy acoustic effect. Falla 
added accent marks to each beat of each bar, which 
was characteristic of flamenco dance. When playing 
this chord connection, the player needs to relax his 
arms to let his hands naturally drop the keys, make a 
solid sound, and lift a chord in time to pay attention to 
the change in strength from P-ff (see Fig. 6). 

4.2.2. Playing Skills of Alternating Left and Right 
Hands in Toccata Style 

In Spanish works, Toccata-style left and right hands 
are often played alternately, which is mainly to 
imitate the characteristics of tap dance in flamenco 
dance. When playing, the player needs to determine 
the theme motivation of the left and right hands. The 
whole arm should be in a relaxed state, and the wrist 
should be lowered in order to strengthen the control 
of the fingers. The pressing speed of the left and right 
hands should be very fast. At the same time, the 
strength should change with the direction of the 
theme motivation melody. 
 

4.3. Use of Pedals 

Appropriate pedal method is the hallmark of a pianist 
with artistic talent and high understanding. In Danza 
Ritual del Fuego, the player should pay attention to 
the use of the sustain pedal and the soft pedal, so that 
the changes of the timbre will be diversified. 

4.3.1. Sustain Pedal 

In Danza Ritual del Fuego, two functions of the sustain 
pedal are mainly used: 
1. Legato Function. In this work, the sustain pedal is 

used in many places to prolong the time value of 
the notes that cannot be held by fingers alone, so 
that two notes or two chords are naturally 
connected. The left hand of the 29th bar needs to 
use this function (see Fig. 7). To play the effect 
without gaps between two notes, the player needs 
to press the pedal when the first note is played, 
and then change the pedal just after the next note 
is played. The wonderful use of the sustain pedal 
in this piece can produce some overtones that 
create an ethereal convoluted tone. 

2. Aggregate Volume Function. Refers to the sound 
effect of making a note or chord sound full and 
loud through rich common overtones. This 
function is required for bars 103-110 and 119-
126 of Danza Ritual del Fuego. However, players 
need to note that the continuous chords here, the 
sustain pedal needs to be replaced by a beat to 
present rhythmic characteristics of Spanish dance. 

4.3.2. Soft Pedal 

The function of the soft pedal is to reduce the sound. 
In Danza Ritual del Fuego, the intensity of the 
continuous vibrato changes in multiple bars, and the 
soft pedal is needed to complete the weak point. 
According to the changing requirements of the 
music's intensity, the player should pay attention that 
the soft pedal is always pressed in weak passages, and 
at the same time, the sustain pedal should be changed 
in depth according to the change of intensity (Fig. 8). 

 

 
Figure 6. Accent marks to each beat of each bar and lift a chord in time to the change in strength from P-ff. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 7. The left hand of the 29th bar needs to use the sustain pedal to play the effect without gaps between two notes. 

 
Figure 8. Intensity of continuous vibrato changes in multiple bars, and the soft pedal is needed to complete the weak point. 

The whole piece presents the characteristics of an 
intense Spanish-style dance music. The performer 
needs to explore the playing techniques that can best 
imitate the Spanish guitar sound effects and the 
Spanish dance style, and use the pedals of different 
shades to give vivid colors and tension to the work. 

5. CONCLUSION 

Danza Ritual del Fuego presents the audience with a 
picture of traditional Spanish music. Each piece of 
music is related to Spanish culture. The performers 
can deeply feel the fresh vitality of Spanish music 
culture. This vitality comes from the unique Spanish 
national music style of the work. Falla created a small 
number of works in his lifetime, but the quality was 
excellent. He has integrated his lifelong pursuit of 
music and his boundless love for the national music of 
the motherland into his works. 
The creation style of Falla's Danza Ritual del Fuego 
presents the color of Andalusian folk music, conveying 
the composer's imagination and remodeling of the 
traditional Spanish culture. The composer's 
integration of the Spanish guitar playing techniques 
with Punteado, broken tone and thumb playing 
acoustic effects and flamenco dance elements, 
imitation of guitar sound and performance of 
flamenco dance characteristics, show the freedom and 
simplicity of Spanish music. As the founder of the 

Spanish national music school, Falla's works 
constantly break through the limitations of the vision 
of Spanish national music and present the unique 
charm of Spanish national music in a refreshing way. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 1. Mei Qing's "Lotus Peak" scroll, colored fabric 
painting, 186.8 x 57cm. 

 
Figure 2. Mei Qing's "Tiandu Peak" scroll, Chinese ink 
paper painting, 184.2 x 48.8cm. 

Figure 3. Mei Qing’s "Xihai Gate" (1693) in "Nineteen 
Scenes of Huangshan Mountain", colored paper painting, 
33.9 x 21.9cm. Collection: Shanghai Museum. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 4. Mei Qing’s "Fang Huangheshan Qiao Biyi" 
(1690), colored paper painting, 345 x 127.3cm. Collection: 
Shanghai Museum. 

3. WRITING MORE ABOUT THE SEA    
OF CLOUDS 

黄山九龙瀑

–

 
1 Mei Qing has repeatedly called Huangshan Mountain the "Yellow 
Sea", for instance, he once wrote that "I see the Yellow Sea clearly 
in my dream and I have been in melancholy for thirty years", and 
"I went to the source of the wonderland to embrace the Yellow 
Sea three times", etc. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 5. Mei Qing’s "Fuqiu Peak" (1690) in the 16-kai 
version of "Huangshan Mountain Atlas", colored paper 
painting, 22.5 x 38.2cm. Collection: Palace Museum. 

Figure 6. Mei Qing’s "Painting of the Unfolded Sea" 
(1693) in "Nineteen Scenes of Huangshan Mountain", 
colored paper painting, 33.9 x 21.9cm. Collection: Shanghai 
Museum. 

Figure 7. Mei Qing’s "Shixin Peak and Raolong Pine" 
(1692) in the 10-kai version of "Huangshan Mountain 
Atlas", colored paper painting, 20 x 38.1cm. Collection: 
Palace Museum. 

–

4. COMBINING LANDSCAPES 

– –

 
2 Some scholars also call this technique "Scenery Synthesis", 
"Collection", and so on. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 8. Mei Qing’s "Alchemy Table and Futon Pine" 
(1692) in the 10-kai version of "Huangshan Mountain 
Atlas", colored paper painting, 20 x 38.1cm. Collection: 
Palace Museum. 

Figure 9. Mei Qing’s "Lotus Peak and Lianrui Peak" (1692) 
in the 10-kai version of "Huangshan Mountain Atlas", 
colored paper painting, 20 x 38.1cm. Collection: Palace 
Museum. 

Figure 10. Mei Qing’s "Tiandu Peak and Zhusha Nunnery" 
(1692) in the 10-kai version of "Huangshan Mountain 
Atlas", colored paper painting, 20 x 38.1cm. Collection: 
Palace Museum. 
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theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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techniques with the style of Chinese folk music, and his typical "nationality" creation
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1. INTRODUCTION

Coloratura [1] singing is based on the form of
Organon's chant, and the singing technique is smooth,
beautiful, smart and sweet. After coloratura singing
was introduced into China from the West, it was 
combined with the traditional vocal art of China, and 
many outstanding composers such as Shang Deyi and 
Hu Tingjiang1 appeared. At the same time, "The
Prairie in July", "Mayila Variations" and other well-
known works also appeared in front of the public. The
coloratura art songs they created combine the 
characteristics of the times, interpret the thoughts 
and emotions of ordinary people against the
background of the times through the close 

1 Hu Tingjiang (1981- ) is a young composer and associate
professor of the Composition Department of China Conservatory 
of Music. Based on traditional folk music, he integrates western 
composition techniques into folk vocal works, perfectly 
interpreting the innovation of music. Representative works
include "Spring Ballet", "Our New Era" and so on.

combination of melody and lyrics, and express
people's yearning and pursuit for a happy life.
Shang Deyi (1932-2020) was a well-known 
contemporary composer and music educator in China, 
known as "the first person in Chinese coloratura
creation" and leader of coloratura music creation [2].
In the creation of art songs, his content and forms
were very diverse, the subject matter extensive, and
ideological connotations profound, which provided
many references for people to learn the creation skills 
of art songs. He created many classical colora vocal
works, skillfully combining national characteristics 
with Western European classical romantic style, with
typical diverse national characteristics. His works
occupy a very important position in the history of
Chinese music creation. His personal creation style is
strong and his works are unique. In the process of
creation, he fully absorbed the "nationalized" music
creation of various regions and ethnic minority folk
songs and folk dance music elements, which is a 
typical presentation of the "Sinicized" musical 
language of his coloratura works [3].
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1. INTRODUCTION

Coloratura [1] singing is based on the form of 
Organon's chant, and the singing technique is smooth, 
beautiful, smart and sweet. After coloratura singing 
was introduced into China from the West, it was 
combined with the traditional vocal art of China, and 
many outstanding composers such as Shang Deyi and 
Hu Tingjiang1 appeared. At the same time, "The 
Prairie in July", "Mayila Variations" and other well-
known works also appeared in front of the public. The 
coloratura art songs they created combine the 
characteristics of the times, interpret the thoughts 
and emotions of ordinary people against the 
background of the times through the close 

1 Hu Tingjiang (1981- ) is a young composer and associate 
professor of the Composition Department of China Conservatory 
of Music. Based on traditional folk music, he integrates western 
composition techniques into folk vocal works, perfectly 
interpreting the innovation of music. Representative works 
include "Spring Ballet", "Our New Era" and so on. 

combination of melody and lyrics, and express 
people's yearning and pursuit for a happy life. 
Shang Deyi (1932-2020) was a well-known 
contemporary composer and music educator in China, 
known as "the first person in Chinese coloratura 
creation" and leader of coloratura music creation [2]. 
In the creation of art songs, his content and forms 
were very diverse, the subject matter extensive, and 
ideological connotations profound, which provided 
many references for people to learn the creation skills 
of art songs. He created many classical colora vocal 
works, skillfully combining national characteristics 
with Western European classical romantic style, with 
typical diverse national characteristics. His works 
occupy a very important position in the history of 
Chinese music creation. His personal creation style is 
strong and his works are unique. In the process of 
creation, he fully absorbed the "nationalized" music 
creation of various regions and ethnic minority folk 
songs and folk dance music elements, which is a 
typical presentation of the "Sinicized" musical 
language of his coloratura works [3]. 
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.
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2. XINJIANG STYLE: "THE PRAIRIE  
IN JULY" 

2.1. Introduction of the Work 

"The Prairie in July" is a coloratura vocal work with 
strong Xinjiang ethnic customs. Song Binting wrote 
the lyrics and Shang Deyi composed the music. The 
theme of this song is inspired by the Xinjiang Uyghur 
prairie, using the notes and lyrics as a medium to 
convey the fresh and holy natural scenery of the 
Xinjiang prairie to the hearts of the singers and 
listeners. Shang Deyi used the musical elements of the 
Xinjiang national style in his creation. He skillfully 
combined lyrical melody and coloratura melody, and 
used the language of music to depict a charming 
watercolor painting of the midsummer grassland [4]. 

2.2. National Characteristics of  
Melody Techniques 

The musical structure of "The Prairie in July" is a 
single two-part composition. The melody of the whole 
piece has a strong Xinjiang national style, and the 
rhythm has strong dance quality. The cheerful melody 
is combined with the gorgeous color tune into one 
piece, which perfectly shows the national customs of 
the Uyghur people singing and dancing. The national 
character of the melody technique in the song is firstly 
reflected in the national characteristic rhythm pattern 
of the song. Shang Deyi used the "Mexirepu rhythm 
pattern"2 in his creation, which is a unique national 
characteristic rhythm of Uyghur music. It is 
characterized by being cheerful and powerful, which 
can well set off the cheerful atmosphere on the
grassland. Shang Deyi ingeniously designed the 
rhythm combination, combining the basic frets of 
"Messyrep rhythm pattern": XXX XX and the variant: 
XXX XXX are combined to absorb the characteristics of 
this rhythm combination, and based on this, the mood 
conveyed by the lyrics is improved (XXX XX XXXX X), 
and runs through the song (Fig. 1, Example 1-1). 
The melody expression form of "The Prairie in July" is 
mainly composed of lyrical melody, supplemented by 
coloratura melody. The most representative parts of 
the lyrical melody are bars 10-21, 30-38 and 59-67. 
For example, in Fig. 1 (Example 1-1), the first bar 
starts from the tonic and goes up and down, and then
the second bar goes down; the third bar uses a fourth 
jump, and the melody fluctuates and fluctuates, which 

                                                           
2 The original meaning is "happy party", which consists of three to 
six dances with different rhythms, no interludes, or even a 
passage longer than one festival. 

makes the melody more vivid; finally, the fourth bar 
phrase ends with the tonic. 
The 39-48 bars are a lyrical melody that starts, turns 
and ends with the word "ah" from crescendo to
crescendo. The melody is meaningful and full of the 
Uyghur people's love and pride for the grasslands. 
Two short sentences show the rhythm completely. 
The most representative parts of the colora melody 
are bars 24-27, 49-50 and 55-58 of the song. 
Bars 22-29 (Fig. 2, Example 1-2) are composed of long 
tones to connect the color-tuning and short jumps. 
The jumps are added to the melody of the long 
sentence. The rhythm is bright and brisk, which 
outlines a beautiful landscape painting of "the
grassland is full of vitality, girls and boys dance, and 
racehorses". It not only enriches the melody, but also 
makes the Uyghur national characteristics of the 
whole song more intense. 
Bars 55-58 (Fig. 3, Example 1-3) use rests and big 
jumps, reflecting rhythmic characteristics of Uyghur 
folk dances. The descending scales of two consecutive 
bars in bars 57-58 make an emotional foreshadowing 
for the introduction of the climax of the whole piece. 

2.3. National Characteristics of 
Accompaniment Textures 

In the creation of "The Prairie in July", Shang Deyi not 
only applied the national characteristics of Uyghur 
music to the melody technique, but also applied it to 
the accompaniment textures, which mainly reflected 
in the following aspects: 
Firstly, bars 1-9 in the song: The first nine bars are the 
prelude of the song, and the bass and melody parts 
both use the octave playing technique. The rhythm of 
the bass part is X. X XX, which is a typical ethnic 
rhythm of the Uyghur people and is full of rhythm. It 
brings singers and listeners step by step into the 
beautiful wilderness scenery of the Xinjiang prairie in 
summer; Bar 8 changes the accompaniment pattern in 
preparation for the introduction of bar 9 (Fig. 4,
Example 1-4). 
Second, bars 10-21 of the song: The piano 
accompaniment texture in this part mainly uses the 
chords of the melody part and the octave of the bass 
part. In order to express the artistic conception of 
singing and dancing on the grasslands expressed by 
the song, it is necessary to pay attention to playing the
chords of the right hand with repeated chords in 
skips, and the last beat of which is maintained. This 
kind of accompaniment texture can better integrate 
the lyrics content with the melody, and strengthen the 
national characteristics of the melody. 
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.
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Figure 1. "The Prairie in July" bars 10-13 (Example 1-1). From [5].

 
Figure 2. "The Prairie in July" bars 22-29 (Example 1-2). From [5].

 
Figure 3. "The Prairie in July" bars 55-58 (Example 1-3). From [5].

Figure 4. "The Prairie in July" bars 1-9 (Example 1-4). From [5]. 

Third, bars 22-38 of the song: The piano 
accompaniment texture in this part mainly adopts the 
accompaniment structure that combines three parts 
at the same time, i.e. left hand plays the octave, and 
right hand plays the corresponding syncopation 
pattern. In the 25th bar, Shang Deyi filled in the long 
notes with tight sixteenth notes, echoing the melody 
of the song, making it more fluid and aesthetic. 

Fourth, bars 39-67 of the song: The texture of the 
piano accompaniment in this part focuses on the 
expression of emotion, using two different 
accompaniment forms. The first is the use of the 
previous three-part accompaniment structure, and 
the second is the short arpeggio method. The 
appearance of arpeggios makes the melody more 
lively and light, stretches the mood, and gradually 
leads to the climax of the whole song. Bars 66 and 67 
use staccato to play the octave pattern [6]. 
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.
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3. NORTHEAST FOLK SONG STYLE: 
"THE MILLENNIUM SAGO  
CYCAS BLOSSOMS" 

3.1. Introduction of the Work 

"The Millennium Sago Cycas Blossoms" is a colora 
vocal work with the characteristics of northeastern 
folk songs. Written by Wang Zhuo and composed by 
Shang Deyi, it was created in 1971 of the last century. 
It is a piece of music that uses Western coloratura 
creation techniques to reflect the theme of the real life 
of Chinese people's society. This piece is Shang Deyi's 
first publicly published coloratura vocal work, and it 
has been sung for 40 years without fading. It was the 
only coloratura song approved for release at the time, 
and was later adapted for violin solo. The theme of the 
song is taken from the story of the doctors of the 
People's Liberation Army who worked hard to study 
acupuncture and moxibustion techniques of 
traditional Chinese medicine, and deaf-mute man 
regained life and spoke after receiving acupuncture. 

3.2. National Characteristics of 
Melody Techniques 

The musical range of "The Millennium Sago Cycas 
Blossoms" is large, reaching more than two octaves. 
Nearly one-third of the song is coloratura, which has 
high technical requirements for singers. It is the first 
milestone in the creation of Shang Deyi's coloratura 
art songs. This piece skillfully uses the traditional 
national mode pentatonic scale, and the composition 
is a multi-segment structure (ABCDA) common in 
traditional national music. 
The national character of song melody and technique 
is first reflected in the national characteristic rhythm 
pattern. Shang Deyi used the common rhythm 
patterns XXX XX  and XXX XX  in Chinese national gong 

and drum music in "The Millennium Sago Cycas 
Blossoms" (Fig. 5, Example 2-1). On the one hand, the 
use of this rhythm pattern can be combined with 
other rhythm patterns to enhance the artistic 
conception and atmosphere of the song, and secondly, 
it can also increase the northeastern folk song style 
characteristics of the song. At the same time, it is also 
a song with distinctive characteristics of the times. 
Shang Deyi mostly used the short-jump sound with
typical national characteristics in the no-word 
coloratura part of the song. Through the gradual 
progression and increase of the colora part, the 
melody is brought into the climax. 
Section A is drawn from the introduction, and the 
lining word "ah" is used to express emotions. From
the 23rd bar to the 24th bar, the rhythm changes from 
a quarter note to a sixteenth note at the beginning, 
and the colora part appears lightly, emotionally 
reflecting the incomparably excited emotions of the 
deaf-mute after speaking. 
The emotions of Section B changed from joy to 
depression. Through the comparison between the 
past and the present, it recalled the agony of the deaf 
and dumb people in the past. At the end, the emotions 
turned back to the excitement, and the emotions of 
Part C were inherited. 
The joyful emotional color of the C section echoes the 
A section, and the speed is correspondingly faster. The 
clear melody matches the meaningful lyrics, and the 
phrase "the east wind sends warmth, the red flag 
reflects the colorful clouds" sings the arrival of hope. 
A large part of the flower chamber part of the D 
section uses the method of four-tone moulding, and 
the emotions gradually enter. The emotional climax of 
the piece is the appearance of the scattered cadenza. 
Finally, under the rendering of emotions, the music 
returns to Section A of the reproduction part. 

 
Figure 5. "The Millennium Sago Cycas Blossoms" bars 21-23 (Example 2-1). From [5]. 
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.
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Figure 6. "The Millennium Sago Cycas Blossoms" bars 25-34 (Example 2-2). From [5].

3.3. National Characteristics of
Accompaniment Textures 

Shang Deyi not only applied national characteristics of 
Uyghur music to the melody technique, but also 
applied it to the accompaniment texture, which 
mainly reflected in the following aspects: 
First, about the piano accompaniment, the composer 
designed the conversion of sixteenth note to eighth 
note at the end of the song A section, so that the mood 
of the song develops from high to low, and it also 
plays a role in the transition of the subsequent theme 
to narrative (Fig. 6, Example 2-2). 
Second, at the connection between the B and C 
sections of the song, the composer used the piano 
accompaniment a compact and coherent sixteenth 
note, changing the rhythm from 4/4 to 2/4 (Fig. 7, 
Example 2-3). 

Third, the end of Section C is the climax of the whole 
piece. The piano accompaniment’s columnar chord 
progression and reverse progression make the music 
image more vivid and rich, and it also promotes the 
emotional development of the song to a climax (Fig. 8, 
Example 2-4). 
Fourth, in the reproduction of Section A, the piano 
accompaniment again uses a continuous and tight 
triplet pattern, which brings out the highest emotion 
of the musical theme and enhances the sense of 
termination at the end (Fig. 9, Example 2-5). 
The rhythm of the piano accompaniment part of the
piece imitates the rhythm of the melody part. The 
cooperation of the two in and out and echoing each 
other makes the rhythm and tempo full of the sense of 
pause and transition. At the same time, it also shows 
the straightforward and upright style characteristics 
of Northeast folk songs more clearly [7]. 

 
Figure 7. "The Millennium Sago Cycas Blossoms" bars 43-45 (Example 2-3). From [5]. 
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.

136
Athena Transactions in Social Sciences and Humanities, Volume 1

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022)

 
Figure 8. "The Millennium Sago Cycas Blossoms" bars 73-80 (Example 2-4). From [5].

 
Figure 9. "The Millennium Sago Cycas Blossoms" bars 130-134 (Example 2-5). From [5].

4. YI STYLE: "THE JOY OF THE  
TORCH FESTIVAL" 

4.1. Introduction of the Work 

"The Joy of Torch Festival" is a colora vocal work with 
distinctive Yi style. The lyrics were composed by Lu 
Yunsheng and the music by Shang Deyi. It was created 
in 1981. The song not only reflects the fusion of 
Western coloratura creation techniques and elements 
of Yi folk songs, but also reflects the happy life scene 
of the Yi people celebrating the Torch Festival and 
living and working in peace and contentment. Legend 
has it that "fire" is a symbol of hope and beauty for the 
Yi people, and the Torch Festival carries the Yi 
people's yearning for a better life in the future. 
Through the charm of music, Shang Deyi showed the 
unique national style of the Yi people. 

4.2. National Characteristics of  
Melody Techniques 

"The Joy of Torch Festival" is an art song with a light 
rhythm and a sense of rhythm. The music structure of 
the song is a complex trilogy with reproduction [8]. 

The rhythm of the song is full of strong Yi style, using 
the typical "short and long dotted"3 rhythm in Yi 
music. In the introduction of the six bars of the 
prelude, half notes and quarter notes are used in the 
first and second bars respectively, which are used to 
imitate the rhythm and rhythm of Yi horn music, and 
pave the way for the jubilant and warm emotional 
atmosphere of the song. From the third measure 
onwards, the first eight and last sixteen notes and 
eighth notes are used to simulate the rhythm of the 
drums of Yi nationality music (Fig. 10, Example 4-1). 
The first part (bars 7-22) can be divided into two 
sections, A and B. Section A is composed of two 
parallel phrases. Shang Deyi chose the national 
pentatonic mode in his creation, and referenced 
Western composition techniques to coordinate his 
creation, in order to reflect the national 
characteristics of melody techniques. Section B is the 
expansion of Section A. The upward melody that
jumps into the first two phrases makes the music 
more emotional, and the entire melody line is more 
expressive than Section A (Fig. 11, Example 4-2). 
                                                           
3 "Short and long dotted rhythm pattern" is "small front dotted 
rhythm pattern", and the notation is recorded as: X. X XX 
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.
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Figure 10. "The Joy of the Torch Festival", introduction section, bars 1-6 (Example 4-1). From [5]. 

 
Figure 11. "The Joy of the Torch Festival" bars 16-18 (Example 4-2). From [5]. 

 
Figure 12. "The Joy of the Torch Festival", colorati excerpts, bars 28-30 (Example 4-3). From [5].

The middle part (bars 27-50) is transferred to the B 
Gong mode of the same Gong system in the connecting 
sentence (bars 23-26), and the same #G Yu mode is 
used interchangeably, with bright tonal colors. The 
rhythm is changed from compact notes to longer 
notes, which are more telling, opening the curtain for 
the subsequent emotional unfolding. The melody of 
the coloratura Cadenza is lively, lively, and full of 
jumping sense. Through the gradual progression of 
the melody, the emotional atmosphere of the song is 
gradually pushed to a climax. At the same time, it is 

also full of Yi people's yearning and longing for a 
happy life, reflecting the national charm and color of 
the song (Fig. 12, Example 4-3). 
The recapitulation (bars 7-22) is a complete 
reproduction of the first part of the song. The melody 
echoes the theme of the song, and the rhythm 
consolidates the rhythm and rhythm of Yi music. The 
melody of the closing sentence has been raised octave,
forming a strong sense of termination, making the 
musical image of the whole song more unified, and 
sublimating the artistic conception of the song. 
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.
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4.3. National Characteristics of 
Accompaniment Textures 

The importance of the texture of the piano 
accompaniment to the piece "The Joy of the Torch 
Festival" cannot be underestimated. It echoes the 
human voice and reflects the national characteristics 
of the whole piece to a greater extent. 
The intro part (bars 1-6) uses cylindrical chords as 
introduction (Example 4-1) to simulate the sound of 
festival gongs and drums. Furthermore, the addition 
of split and rest rhythm is full of dance rhythm, which 
sets off the warm atmosphere of the festival. 
The first section (bars 7-22) A section uses a series of 
arpeggios combined with a syncopated rest rhythm 
(Fig. 13, Example 4-4), which has a strong narrative. 
Section B uses a combination of cylindrical chords and 

arpeggios to express the festive atmosphere of the 
Torch Festival (Fig. 14, Example 4-5). The wavy 
melody lines shape the straightforward and forthright 
character of the Yi people on the score. 
The middle part (bars 27-50) is characterized by a 
transition and transition, with arpeggios as 
transitional connections at first, and then column 
chords as accompaniment textures (Fig. 15, Example 
4-6). After the modulation, a variety of 
accompaniment texture combinations are used, which 
reflects the musical color tone of the main melody. 
The coda part (bars 57-68) uses arpeggios to form a 
cadenza on the basis of an octave-raised melody. The 
melody and rhythm of the whole part correspond to 
the first part, which is the sublimation of the whole 
song's emotion, making the happy picture of the 
Torch Festival in front of people. 

 

 

Figure 13. "The Joy of the Torch Festival" bars 9-10 (Example 4-4). From [5]. 

 
Figure 14. "The Joy of the Torch Festival" bars 16-18 (Example 4-5). From [5].

 
Figure 15. "The Joy of the Torch Festival" bars 31-33 (Example 4-6). From [5]. 
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.

139 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 

 

 

5. CONCLUSION 

Inspired by the different national languages, cultures 
and aesthetics of China, Shang Deyi created Chinese-
style coloratura art songs with distinctive national 
characteristics, which further improved the artistic 
sense and expressiveness of our national vocal music, 
and the majority of vocal music lovers have access to 
more storytelling and infectious vocal works. His 
research and induction in this area not only played a 
breakthrough role in the creation of Chinese national 
coloratura vocal music works, but also had practical 
and theoretical significance in the field of Chinese 
national vocal music performance and teaching, 
having an enlightening effect on the promotion and 
innovation of my country's national vocal music [9]. 
In the creation of melody techniques and the creation 
of piano accompaniment textures, the three works 
"The Prairie in July", "The Millennium Sago Cycas 
Blossoms" and "The Joy of the Torch Festival" fully 
demonstrate their superb coloratura creation skills 
and the soul of the "nationality" creative style. The 
research on the national characteristic analysis of Mr. 
Shang Deyi's melody technique and the national 
characteristic analysis of accompaniment texture in 
the coloratura vocal works has positive significance 
for the younger scholars to improve the deep 
cognition level of the works. 
Shang Deyi integrated Western creative techniques 
with the style of Chinese folk music in music creation, 
and is a model of pursuing the perfect unity of form 
and content. The wide dissemination and popularity 
of his works also proves from the side that only works 
with "fireworks" created based on life, close to life, 
and eulogizing life can become excellent works loved 
by the people. Professor Shang Deyi had been 
indulging in music creation all his life, and he 
regarded his fame, fortune and wealth as clouds. 
When he was young, he was still obsessed with 
education, and he had pupils everywhere. Shang 
Deyi's life was just like his name says, "virtuous and 
righteous, and his name was like his person", his 
creative concept that he did not forget his original 
intention is worth learning by future generations [10]. 
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1. INTRODUCTION 

The Qiang nationality is a traditional branch of the 
ancient Qiang nationality. Nowadays, the Qiang people 
mainly live in Mao County, Songpan, Wenchuan and 
other counties in Aba Tibetan and Qiang Autonomous 
Prefecture, Sichuan Province, and Beichuan Qiang 
Minority Autonomous County in Mianyang City. In the 
long river of history, Qiang culture has undergone 
large-scale migration and evolution. Since its 
development, a large number of rich and excellent 
cultures and arts have been produced. Among them, 
the seeds of Qiang music have been taking root since 
ancient times. Qiang flute, polyphonic folk songs and 
other intangible cultural heritage music are the 
crystallization of the wisdom of the Qiang people. 
 
 
 

2. DEVELOPMENT STATUS OF THE 
INTANGIBLE CULTURAL HERITAGE 
OF THE QIANG MUSIC 

Intangible cultural heritage is the indelible wisdom of 
the Chinese nation for thousands of years. As an 
integral part of Chinese traditional culture, the 
intangible cultural heritage of music is the top priority 
worthy of excavation and protection. The Qiang 
nationality in China has a large number of rich 
cultural and artistic resources. In 2006, the State 
Council announced that Qiang flute performance and 
production techniques were included in the State-
Level Non-Material Cultural Heritage List, and then a 
large number of Qiang intangible cultural heritage 
music emerged one after another. 
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the Chinese nation for thousands of years. As an 
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worthy of excavation and protection. The Qiang 
nationality in China has a large number of rich 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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2.1. Qiang National-Level Intangible 

Cultural Heritage Music 

At present, the State Council has announced a total of 
five batches of national-level intangible cultural 
heritage representative projects. In terms of project 
batches, the first batch and the third batch each have 
one new project, and the second and third batch each 
have one expansion project. The fourth and fifth 
batches are all vacant, showing a downward trend. 
In terms of the declared areas, Mao County, Songpan 
County, and Beichuan Qiang Minority Autonomous 
County in Sichuan each have one area, with an even 
distribution (Table 1). 
 

2.2. Qiang Provincial-Level Intangible 
Cultural Heritage Music 

Following the pace of the country, the General Office 
of the CPC Central Committee and the General Office 
of the State Council issued the "Opinions Concerning 
Further Strengthening the Safeguarding of Intangible 
Cultural Heritage". Sichuan Province has announced a 
total of five batches of provincial-level intangible 
cultural heritage representative projects. There are 2 
projects in the first batch of intangible cultural 
heritage of Qiang music, 1 project in the fifth batch, 
and 4 remaining expansion projects. 
 
 

Project Name Project Number Declared Area Batch Year Type 

Qiang flute performance and 
production techniques 

Ⅱ-38 
Mao County, 
Sichuan Province 

First 2006 New project 

Polyphonic folk song (Qiang 
polyphonic folk song) 

Ⅱ-30 
Songpan County, 
Sichuan Province 

Second 2008 
Extension 
project 

Mouth-harp music Ⅱ-136 

Butuo County, 
Sichuan Province 

Second 2008 New project 

Beichuan Qiang 
Minority 
Autonomous 
County, Sichuan 
Province 

Third 2011 
Extension 
project 

Table 1. Statistics of Qiang traditional intangible cultural heritage music projects in the State-Level Non-Material Cultural 
Heritage List. The data in this table are compiled from the five batches of non-material cultural heritage list published by the 
state, only representing the opinions of the research group. 

Project Name Project Number Declared Area and Unit Batch Year 

Polyphonic folk song (Qiang 
polyphonic folk song) 

Ⅱ-24 Mao County Culture and Sports Bureau First 2007 

Qiang flute performance and 
production techniques 

Ⅱ-25 
Mao County Culture and Sports Bureau First 2007 

Beichuan Qiang Minority Autonomous 
County Cultural Center, Mianyang City 

Extension 
project 

2009 

Mouth harp (Qiang mouth harp) Ⅱ-28 

Li County Culture and Sports Bureau of Aba 
Prefecture 

Extension 
project 

2009 

Wenchuan County Cultural Center of Aba 
Prefecture 

Extension 
project 

2009 

Mao County Cultural Center of Aba Tibetan 
and Qiang Autonomous Prefecture 

Extension 
project 

2014 

Huaer Naji Ⅱ-72 Li County, Aba Prefecture, Sichuan Province Fifth 2018 

Table 2. Statistics of Qiang traditional intangible cultural heritage music projects in the Provincial-Level Non-Material Cultural 
Heritage List. The data in this table are compiled from the provincial-level intangible cultural heritage list published on the 
official website of Sichuan intangible cultural heritage, only representing the opinions of the research group. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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From Table 1 and Table 2, the following can be seen. 
Firstly, the subordinates include the superiors and the 
complementation is well developed. Provincial-level 
projects include state-level projects, proving that 
subordinates play a good supplement to superiors and 
are conducive to the development of Qiang culture. 
Secondly, due to the post-disaster reconstruction after 
the 2008 Wenchuan earthquake and the importance 
attached to the protection and rescue of Qiang culture 
by departments at all levels, the number of provincial-
level project declarations has increased significantly. 
But then it shows a downward trend and the degree of 
emphasis has gradually weakened. Thirdly, there are 
few types of Qiang intangible cultural heritage music 
projects, including 4 types at state level and provincial 
level. The provincial-level new intangible cultural 
heritage of music is a breakthrough achieved in the 
declaration in recent years, but there are still many 
Qiang cultures worthy of exploration and protection, 
and the declaration efforts should be strengthened to 
increase the comprehensive coverage rate. 

2.3. Representative Inheritors of Intangible 
Cultural Heritage of Qiang Music 

The "living" inheritance of intangible cultural heritage 
requires people as the link of connection and there 
are few written records of intangible cultural heritage 
music. The art and culture of the Qiang people from 
generation to generation pays attention to oral 
teaching that inspires true understanding within, and 
the production skills require exquisite craftsmanship, 
so the protection of the inheritors is very important. 
To this end, the country encourages and supports the 
representative inheritors of intangible cultural 
heritage to carry out teaching and learning activities, 
and draws up and identifies lists of inheritors. 
Provinces (cities, districts) closely follow the pace of 

the country. In order to further improve the 
protection and inheritance system of intangible 
cultural heritage in Sichuan Province and improve the 
level of protection and inheritance of intangible 
cultural heritage, in accordance with the relevant 
provisions of the "Intangible Cultural Heritage Law of 
the People's Republic of China" and "Sichuan Province 
Intangible Cultural Heritage Regulations", the Sichuan 
Provincial Department of Culture and Tourism 
completed the identification of the seventh batch of 
representative inheritors of provincial-level 
intangible cultural heritage in 2021 [1]. 
It can be seen from Table 3 that since the third batch, 
there have been vacancies for national-level 
inheritors. Judging from the age of the inheritor, the 
inheritor is seriously aging, facing the dilemma of no 
successor. According to the survey, there are father-
son or brother relationships among the inheritors at 
all levels, proving that family inheritance is still the 
main way of inheritance. However, some inheritors 
say in public interviews that centralized training 
courses have been set up and an assessment 
mechanism has been set up to recruit apprentices 
with high quality and quantity. In addition to 
inheritors of intangible cultural heritage, the Qiang 
common people also actively participate in saving the 
endangered Qiang culture. 
In addition, from Table 3 and Table 4 it can be seen 
that most of the inheritors are male, the number of 
women accounts for 16% of the total number of 
inheritors, and the male-female ratio is seriously 
imbalanced. On the one hand, it is influenced by the 
attributes or individual characteristics of the project 
itself, and on the other hand, it originates from the 
traditional teaching concept in the past. In recent 
years, this situation has turned and been improved to 
some extent (see Table 4). 

 

Name Gender 
Year of 

Birth 
Project 
Number 

Declared 
Area 

Project Name Batch Year 

Gong Dairen Male 1934 Ⅱ-38 Mao County 
Qiang flute performance and 
production techniques 

Second 2008 

Lang Jiamu Male 1945 Ⅱ-30 
Songpan 
County 

Polyphonic folk song (Qiang 
polyphonic folk song) 

Third 2009 

Table 3. List of representative inheritors of the Qiang nationality in the state-level intangible cultural heritage music projects. 
The data in this table are compiled from the notification (including the list) of the representative inheritors of the five batches 
of national-level intangible cultural heritage projects announced by the Ministry of Culture and Tourism, only representing 
the opinions of the research group. 
 



144
Athena Transactions in Social Sciences and Humanities, Volume 1

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022)

2 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 
"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Name Gender Project Number Declared Area Project Name Batch 

Chen Haiyuan Male 

Ⅱ-4 Mao County Qiang flute performance 
and production 
techniques 

First He Wangquan Male 

Wang Guoheng Male 

He Kezhi Male Ⅱ-25 Mao County Second 

Jian Cheya Male 

Ⅱ-24 

Songpan County 

Qiang polyphonic folk 
song 

Second 

He Tianfa Male 

Mao County Second 

Ya Gangchu Male 

You Dengliang Male 

You Shengfu Male 

You Yunjie Female 

You Zhenchu Female 

Zheng Xinglong Male 

Geluo Zhaxi Male 
Songpan County Sixth 

Zewang Renqing Male 

Han Qinggua Female Ⅱ-28 Li County 
Mouth harp (Qiang 
mouth harp) 

Sixth 

Yang Kaifu Male Ⅱ-72 Li County Huaer Naji Seventh 

Table 4. List of representative inheritors of the Qiang nationality in the provincial-level intangible cultural heritage music 
projects. The data in this table are compiled according to the seven batches of the "List of Representative Inheritors of 
Provincial-Level Intangible Cultural Heritage Projects" published by Sichuan Province, only representing the opinions of the 
research group. 

3. INVESTIGATION ON THE DIGITAL 
PROTECTION OF THE INTANGIBLE 
CULTURAL HERITAGE MUSIC OF  
THE QIANG NATIONALITY 

Digital protection refers to the use of modern digital 
technology to make a true and comprehensive record 
of the object of protection into a digital form that can 
be used and reproduced. With the maturity of modern 
information technology, digital information 
technology is widely used in medical, education, 
business and other fields, and penetrates into the 
needs of human life, economy and even cultural 
development. The advantages of digital technology 
gradually appear and the scope of application is 
gradually expanding. Since the 1990s, the digital 
protection of intangible cultural heritage has been on 
the right track. 
Digitization technology was originally used in the 
"AMMEN". In 1992, UNESCO launched the "Memory of 
the World" project, which applied modern 

information technology to the protection of cultural 
heritage and promoted the process of digital 
protection of cultural heritage, and later, European 
countries followed suit and started a series of digital 
protection explorations [2]. In 2011, China's 
"Intangible Cultural Heritage Digital Protection 
Project" was officially launched with legal support. 

3.1. Digital Protection Situation of the 
Intangible Cultural Heritage Music  
of the Qiang Nationality 

After the Wenchuan earthquake hit hard, how to 
rescue and protect the Qiang intangible cultural 
heritage has become the core task. Among the 24 
projects of intangible cultural heritage digital space 
construction, the Qiang nationality occupies 7 
projects. Mao County, Sichuan Province spends a lot of 
money to build an "Intangible Cultural Heritage 
Database", which effectively includes more than 400 
folk songs. The Sichuan Institute of Music and Dance 
establishes the "Qiang Nationality Cultural Heritage 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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List Database", which includes the work of the image 
database, the music and dance database, and the 
record database of the inheritors. The Sichuan 
Literature and Art Audio-Video Society establishes the 
"Qiang Nationality Digital Production Service Base" to 
be responsible for the production of Qiang cultural 
digital optical disks [3]. 
On July 3, 2008, the "Qiang Nationality Cultural Digital 
Museum" created and produced by China Intangible 
Cultural Heritage Network and China Intangible 
Cultural Heritage Digital Museum was released on the 
Internet, showing the unique culture of the Qiang 
people through a large number of pictures, texts and 
videos. The intangible cultural heritage music of the 
Qiang nationality was also included [4]. Canon (China) 
specially shot three image databases of "Qiang 
Nationality 'Intangible Cultural Heritage' Dynamic 
Image Database", "Qiang Nationality 'Intangible 
Cultural Heritage' Static Image Database", "Qiang 
Nationality 'Intangible Cultural Heritage' 3D Action 
Database" for digital archive protection, for rescuing 
the collection of Qiang music, traditional festivals, 
handicrafts and the Shibi culture. But unfortunately, 
the video failed to play [5]. There are also many Qiang 
people and cultural enthusiasts of major foreign 
nationalities spontaneously promoting Qiang culture 
in the form of shooting videos and live broadcasts. 

3.2. Digital Protection Path and 
Dissemination of the Intangible Cultural 
Heritage Music of the Qiang Nationality 

3.2.1. Realizing the Free Sharing of Intangible 
Cultural Heritage Data 

Narrow audience, scattered materials, and difficulty in 
dissemination of intangible cultural heritage have 
always been the problems that plagued various 
departments. However, Mao County in Sichuan spent 
a lot of money and manpower to collect and organize 
the Qiang intangible cultural heritage database. In 
addition, Sichuan Province has established the 
Sichuan Intangible Heritage Network and the Sichuan 
Intangible Heritage Official Account, which presents 
various types of intangible cultural heritage as 
pictures, texts, videos, etc., providing people with 
digital platforms free retrieval and understanding of 
the cultural history of the Qiang nationality. 

3.2.2. Making Use of Traditional Media 
Communication Channels 

Television and newspaper are the traditional means 
of communication. On the one hand, major journals 

interviewed the inheritors of Qiang instrumental 
music to understand ancient techniques. On the other 
hand, Mao County TV Station opened the "Qiang 
Nationality Channel" to create specific programs, 
broadcast many intangible cultural heritage literary 
works, and integrate the Qiang nationality music and 
culture into the works. 

3.2.3. Giving Full Play to the Superiority of New 
Media Platforms 

The inheritors of intangible cultural heritage of ethnic 
minorities are inheritors and creators of intangible 
cultural heritage in ethnic minority areas, especially 
young groups should collide with traditional essence 
and trend to create different sparks [6]. Sichuan 
Intangible Heritage Network and new media have 
jointly created the "Sound of Nature — Audio-Visual 
Exhibition of Sichuan Intangible Cultural Heritage 
Sound Archives" on the Himalaya platform that young 
people love, and carried out 80 high-quality intangible 
cultural heritage projects with music culture as the 
main body. Sichuan Province also held a symposium 
on music creation for the intangible cultural heritage 
album of "Qiang Nationality Music and Painting" to 
develop towards digital music. Sichuan Province has 
also held the Tibetan-Qiang-Yi Original Music Festival 
and Music Creation Competition, reaching the public 
with the "intangible cultural heritage + popular" 
model and winning the public's attention. 

3.3. Necessity of the Digital Protection of 
the Intangible Cultural Heritage Music 
of the Qiang Nationality 

Music has its own particularities, and music 
(especially sound) has no touchable form. Because of 
its subtle rhythm, traditional Chinese music has made 
oral teaching that inspires true understanding within 
the default way to spread music for a long time. The 
Qiang heritage has followed this way, ignoring words 
and emphasizing oral artistic expression, resulting in 
the diversification of versions of music in the heritage. 
However, the development of the times will inevitably 
affect the most authentic form of the original 
intangible cultural heritage music of the Qiang 
nationality. Traditional records are not 
comprehensive. Music culture is not a necessity of 
people's life and disappears much faster than other 
available items, so the digital protection of it is urgent. 
Furthermore, most of the intangible cultural heritage 
music of the Qiang nationality is attached to spiritual 
beliefs, folk culture, traditional dances, etc. The 
intangible cultural heritage music of the Qiang 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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nationality is not completely independent and some 
intangible cultural heritage music usually appears in 
special places such as special festival celebrations and 
religious sacrifices. The records of intangible cultural 
heritage of music should preserve its "self-style", 
which is influenced by the history, region and belief of 
the nation, forming the unique musical aesthetic 
concept and musical color of the nation [7]. Under the 
rhythm of modern rapid development, traditional folk 
customs and religions have gradually disappeared 
from the public eye, and it has become more and more 
difficult to reproduce the "intangible cultural 
heritage". Although there are records of Qiang folk 
songs and other documents, the text can't fully restore 
the musical characteristics. 

4. THOUGHTS ON THE DIGITAL 
PROTECTION OF THE INTANGIBLE 
CULTURAL HERITAGE MUSIC OF  
THE QIANG NATIONALITY 

In recent years, the Qiang nationality has gradually 
tried to use digital means to protect the intangible 
cultural heritage of music, and the advantages of data 
processing can't be ignored. However, some problems 
and deficiencies in the protection are also found in the 
process of transformation. 

4.1. Use of Music Data Is in a Single Form 

Museums have achieved innovation in the display, 
adding pictures, videos, audios and other forms. 
However, mostly, they are still dominated by material 
objects. Digital technology has not entered life. Most 
of the intangible cultural heritage of music maintains 
cooperation with the cultural tourism industry, 
focusing on traditional offline performances, with a 
single form, and the audience's memory is fleeting 
after watching them. 

4.2. Field of Communication Needs To  
Be Expanded 

The Qiang intangible cultural heritage music once 
shined in major documentaries, television program 
exhibition and performance and other platforms. 
However, with the alternation of the information age 
and technological innovation, most of the post-2000s 
generations are now unable to receive information 
from these platforms. The traditional way of watching 
TV has been replaced by other video platforms. The 
narrow channels of information dissemination 
prevent its achievements from entering the vision of 
most young people and become a state that no one 
cares about. And some rescuing shooting work still 
has problems such as poor professionalism, over one-

sidedness, superficiality, etc. Even if there are digital 
archival recordings, they are not really used. 
Looking at the content of intangible cultural heritage 
on various media platforms, it is obvious that the 
content of intangible cultural heritage is becoming 
more and more abundant. However, in the process of 
dissemination, exploring the most suitable context for 
the dissemination of intangible cultural heritage is a 
problem needs to be solved and considered. 

4.3. Insufficient Inheritors 

At present, the inheritance fault of intangible cultural 
heritage has become a common problem. Most of the 
inheritors are already old, most of the new 
generations of the family refuse to inherit because of 
bread-and-butter issues, and there is large population 
flow between urban and rural areas. Although various 
intangible cultural heritage teaching classes have 
been established, most people go to the classes 
because of their hobbies. Besides, the instrumental 
learning of the intangible cultural heritage music of 
the Qiang nationality is difficult, not very practical, 
and the number of learners is extremely reduced, so it 
is impossible to form an inheritance group, and the 
power to continue the inheritance of intangible 
cultural heritage is negligible. 

5. COUNTERMEASURES AND SUGGES-
TIONS FOR DIGITAL PROTECTION OF 
INTANGIBLE CULTURAL HERITAGE 
MUSIC OF THE QIANG NATIONALITY 

5.1. Enriching the Application of  
Digital Technology 

Museums can learn from the strengths of science and 
technology museums, make certain improvements to 
the exhibition environment, establish an immersive 
experience, and integrate sound and images into color 
art. They can also create three-dimensional virtual 
characters and bring them into the Qiang music to 
interact with the audience, or imitate Script Murder 
mode, allowing the audience to experience national 
characteristics, and use the Qiang songs and dances, 
sacrifices and other scenes as the basis for creation, so 
that the audience becomes interested in the music. 

5.2. Improving the Initiative and 
Consciousness of Inheritance 

The key to the living inheritance of intangible cultural 
heritage lies in the connection of inheritors, and the 
inheritance of intangible cultural heritage of music is 
more human-centered. The Qiang people who have 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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inherited should establish national cultural self-
confidence, actively learn and inherit the intangible 
cultural heritage of their own nation, and strive to 
explore innovative channels to drive public attention 
to the excellent culture of the Qiang nationality. 

5.3. Foraying Into Innovations in  
Emerging Fields 

The intangible cultural heritage of music has a dual 
nature, so multiple considerations should be taken in 
the digital protection of the intangible cultural 
heritage of music. Touchable intangible cultural 
heritage of music should continue to maintain the 
"Internet + intangible cultural heritage" model, and 
actively participate in online activities such as the 
Taobao Intangible Cultural Heritage Shopping Festival 
held by Sichuan Province. It is also necessary to use 
the live broadcast of major sales platforms to sell 
handicrafts based on Qiang musical instruments, etc., 
to drive production development and obtain double 
benefits. The inheritors of the intangible cultural 
heritage of music of the Qiang nationality can also 
take "intangible cultural heritage + live broadcast", 
"intangible cultural heritage + video channel" and 
other methods to fully demonstrate the 
characteristics and skills of Qiang music. 
For the Qiang intangible cultural heritage music, the 
field of launching should be broadened. Innovation of 
the times has greatly increased the frequency of use of 
mobile phones and traditional TV programs have to 
change and innovate to major hot software. For 
example, the filmed Qiang intangible cultural heritage 
music documentaries, videos, etc. can be put into the 
WeChat official account/video channel, Weibo, Tik 
Tok, Kuaishou or Bilibili and other young people's 
daily-use software, enriching the popularity at the age 
level. It is also desirable to make the original music of 
Tibet, Qiang and Yi into a QR code and cover it in the 
major daily necessities and living places of people, in 
order to realize the penetration in daily life. And it is 
practicable to cooperate with film, game, animation 
and other production companies to ingeniously 
integrate the Qiang intangible cultural heritage of 
music. The Qiang music can also be used as the 
prototype to create songs as soundtracks for movies, 
TV dramas, and games. For example, the game 
"Genshin Impact" stunned everyone with its Peking 
Opera clips sung by cute game characters, realizing a 
dual experience of viewing and listening, attracting re-
posting and re-creation on various platforms, and 
becoming extremely popular. 

6. CONCLUSION 

In today's digital age, intangible cultural heritage is no 
longer limited to traditional paper-based 
dissemination and word of mouth. Rich and vivid 
images and videos and immersive media provide 
more opportunities for its communication. At the 
same time, the digital dissemination of intangible 
cultural heritage is a complex and diverse system [8]. 
Under the premise of following the authenticity and 
vitality of the intangible cultural heritage, according to 
the new technology development and the principles of 
communication, and based on the three dimensions of 
intangible cultural heritage digital communication 
media, communication objects, and communication 
display forms, exploring the mode of intangible 
cultural heritage digital protection of Qiang music is 
conducive to promoting China's excellent traditional 
culture and enhancing national cultural self-
confidence. Fast and convenient are the labels of the 
era of touchscreen. The addition of new media can 
support cultural dissemination to a certain extent. 
However, over-development and over-
commercialization should be avoided in any aspect, 
and the protection and dissemination of intangible 
cultural heritage itself should still be the main focus. 
Only by integrating intangible cultural heritage into 
life can the incense of inheritance last for a long time. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. INTRODUCTION 

The extensive and profound Chinese culture has 
nourished many well-known time-honored brands. 
The time-honored brand is usually regarded as a 
symbol of exquisite craftsmanship, simple packaging, 
excellent service, profound cultural heritage, and a 
good reputation. It is favored by consumers for its 
characteristic of word of mouth. However, the 
existence of time-honored brands in China is in crisis. 
Since the founding of New China, due to the rapid 
development of mass production and commodity 
economy, large quantities of Chinese time-honored 
brands have been unable to adapt and are on the 
verge of bankruptcy. In 1991, only about 1,600 China 
time-honored brands were recognized, which implies 
that the time-honored brands are in struggling. 
Until now, some well-known time-honored brands 
still survived by fluke, such as Chinese medicine brand 
"Tongrentang", scissors and utensils "Zhang 
Xiaoquan", delicious pickles "Liubiju", silk shop 
"Ruifuxiang", national wine "Moutai", and skincare 
products "Xie Fuchun". Image is an important element 
for hotels, a brand acts as the most influential element 

in services because of its natural uniqueness like 
perishability, inseparability, tangibility and 
heterogeneity [1]. 
Around the world, many traditional brands are 
struggling with their own decline [2]. To protect and 
inherit the time-honored brands, in 2006, the Ministry 
of Commerce announced the China Time-Honored 
Brands Identification Standards (Trial) and the 
Rejuvenation of Time-Honored Brands Project plan to 
protect the existing long-established brands. 
Subsequently, the government introduced the 21st 
Century Maritime Silk Road, One Belt One Road, and 
other related policies to tell the world the story of 
China's old brands. 
However, the China time-honored brand faces dual 
pressures from domestic and foreign competitions, 
which has caused obstacles to the development of the 
old brands. Especially in China, there are differences 
in the cultures of different ethnic groups, geographical 
locations, and regions, etc. [3]. As a typical 
representative of conventional business, time-
honored brands are supposed to innovate and 
consumer-centric concepts to arm themselves, and 
adapt to the new environment that constructed by the 
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1. INTRODUCTION 

The extensive and profound Chinese culture has 
nourished many well-known time-honored brands. 
The time-honored brand is usually regarded as a 
symbol of exquisite craftsmanship, simple packaging, 
excellent service, profound cultural heritage, and a 
good reputation. It is favored by consumers for its 
characteristic of word of mouth. However, the 
existence of time-honored brands in China is in crisis. 
Since the founding of New China, due to the rapid 
development of mass production and commodity 
economy, large quantities of Chinese time-honored 
brands have been unable to adapt and are on the 
verge of bankruptcy. In 1991, only about 1,600 China 
time-honored brands were recognized, which implies 
that the time-honored brands are in struggling. 
Until now, some well-known time-honored brands 
still survived by fluke, such as Chinese medicine brand 
"Tongrentang", scissors and utensils "Zhang 
Xiaoquan", delicious pickles "Liubiju", silk shop 
"Ruifuxiang", national wine "Moutai", and skincare 
products "Xie Fuchun". Image is an important element 
for hotels, a brand acts as the most influential element 

in services because of its natural uniqueness like 
perishability, inseparability, tangibility and 
heterogeneity [1]. 
Around the world, many traditional brands are 
struggling with their own decline [2]. To protect and 
inherit the time-honored brands, in 2006, the Ministry 
of Commerce announced the China Time-Honored 
Brands Identification Standards (Trial) and the 
Rejuvenation of Time-Honored Brands Project plan to 
protect the existing long-established brands. 
Subsequently, the government introduced the 21st 
Century Maritime Silk Road, One Belt One Road, and 
other related policies to tell the world the story of 
China's old brands. 
However, the China time-honored brand faces dual 
pressures from domestic and foreign competitions, 
which has caused obstacles to the development of the 
old brands. Especially in China, there are differences 
in the cultures of different ethnic groups, geographical 
locations, and regions, etc. [3]. As a typical 
representative of conventional business, time-
honored brands are supposed to innovate and 
consumer-centric concepts to arm themselves, and 
adapt to the new environment that constructed by the 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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new media, and learn the rich experience of the visual 
image and brand development from foreign brands. In 
other words, China's Time-honored Brands should 
adapt to the changes of the times and seek new ideas 
for image shaping to way out. 

2. RESEARCH PROBLEMS STATEMENT 

The biggest obstacle to the inheritance of time-
honored brands is the lack of in-depth exploration of 
the core Chinese essence of traditional brands (Sun 
Minggui, 2018). At present, scholars have fully taken 
into account the extreme particularity of time-
honored brands, and have conducted rich theoretical 
research on the definition of time-honored brands, 
brand extension, nostalgic culture, customer 
satisfaction, communication media, and cultural 
inheritance. This research is based on cultural 
communication, with the theme of cultural attributes 
of time-honored brand visual images in different 
periods and the visual image of parent brands and 
derivatives in visual attributes, to provide data 
support for better establishing the theoretical model 
of time-honored brand visual image communication. 
At present, research on brand visual image of time-
honored brands mostly explores the cultural heritage 
and brand visual image. This paper mainly discusses 
the relevance of brand culture and visual image, as 
well as consumers' perception of brand visual image 
In addition, most of the existing research focuses on 
the positioning of China's Time-honored Brands, 
cultural marketing strategies, nostalgic advertising, 
service staff quality and consumer cognition. Most of 
them are theoretical and reasoning research, but 
overall empirical research is limited. This study 
redesigned the image of China's Time-honored Brands 
to verify the rationality of the discussion. 
Redesign of the brand visual image of an established 
brand should not be regarded as a simple renewal. 
This is an extreme case, that is, the image design of a 
brand conforms to positioning of the time-honored 
brand, but consumers do not buy it. Therefore, the 
research focus of this topic is how to make the 
redesign of China's Time-honored Brands meet 
consumers' perception and experience expectations. 

3. RESEARCH QUESTIONS 

The research questions include the following: 
1. What is the relationship between time-honored 

brand visual image and brand culture, consumer 
culture, and corporate culture? 

2. What are the primary issues encountered in the 
brand visual image and communication of time-
honored brands in the new media era 

3. How can the extension brand better inherit and 
innovate the parent brand culture and visual 
image? 

4. Is it feasible to spread the image of time-honored 
brands (resolved in terms of inheritance and 
innovation of brand visual elements, market 
conditions, consumer perception, new media 
technology, etc.)? 

5. What is the significance of studying the visual 
image of time-honored brands for the inheritance 
and dissemination of traditional culture? 

4. OBJECTIVE OF THE STUDY 

4.1. General Objective 

The primary goal of this research is to study the time-
honored brand visual image from the perspective of 
communication studies. 

4.2. Specific Objectives 

The first is to explore the image development context 
of time-honored brands. Specifically: It is important to 
analyze the relationship between time-honored brand 
visual image and brand culture, consumer culture, and 
corporate culture during the period of the Republic of 
China to New China. 
The second is to explore the primary issues facing the 
image and communication of time-honored brands in 
the new media era. 
The third is to explore the better cultural heritage and 
innovation strategies for the visual image of time-
honored brands.  
The fourth is to explore strategies to solve the 
inadequacy of time-honored brand formation and 
dissemination from the aspects of inheritance and 
innovation of brand visual elements, market 
conditions, consumer perception, new media 
technology, etc. 
The fifth is to explore the cultural inheritance and 
communication significance of the visual image of 
time-honored brands from the perspective of 
communication science. 

5. LITERATURE REVIEW 

Through a literature search, it is found that research 
on brand visual image and brand visual image is 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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relatively abundant in recent years, but the research 
on the visual image of time-honored brands based on 
the communication perspective is relatively limited 
under the context of the new media era. In addition, 
there is no comprehensive system for the visual image 
of time-honored brands. Therefore, there are not 
plenty of papers on the visual image of time-honored 
brands based on communication and semiotics, the 
papers on practical research account for a large 
proportion and the theoretical support is not enough, 
but the related literature for references are sufficient. 
Sun Shaojun (2013) studied the development of time-
honored brands in the past 100 years, combined with 
historical, political, socio-economic, cultural concepts, 
aesthetic trends, and the development of art design, 
and analyzed the logo, CI, and poster design in the 
visual image design of Chinese time-honored brands. 
In addition, he also summarized the visual image and 
innovation of time-honored brands, but did not 
analyze the current mainstream design style and 
aesthetics [4]. Wei Mengjiao (2015) exploits the 
innovative design practice of the visual image of 
Jiangsu Nanjing pastry brand "Little Suzhou" as a 
demonstration, advocating that the original culture 
and development context of time-honored brands 
should be fully respected, and new concepts and ideas 
are supposed to integrate to promote brand culture in 
the new era. In the paper How the Cultural Attributes 
of Time-honored Brands Affect Its Extension 
Evaluation, Zhou (2011) used experimental data and 
questionnaires to analyze the research topics, but did 
not conduct developmental induction and summary 
based on qualitative research methods and lacked 
practice. Liu & Tian (2012) discussed the innovation 
issue of the time-honored brands. They suggested that 
time-honored brands should innovate brand culture 
from the aspects of culture, personality, image, brand 
management, promotion, etc. Qin (2014) determine 
the relationship between consumers' perception and 
recognition and purchase intention of time-honored 
products, and pointed out that time-honored brands 
should satisfy consumers' individual needs through 
passive brand innovation and win brand reputation. 
Wei & Huang (2016) summarized the internal and 
external factors that affect brand innovation 
companies, and the empirical analysis concluded that 
the current brand innovation characteristics of 
Chinese time-honored enterprises are to emphasize 
brand promotion and image innovation, and ignore 
brand management innovation [5]. 
In addition, Guo (2018) defines the dimensions of 
nostalgic culture and clarifies the key factors for the 
inheritance of time-honored brand assets under 
nostalgic culture. He advocated that the dimensions of 

nostalgic culture will affect the cultural heritage of 
time-honored brands. In addition, he also suggested 
that theoretical research should be constantly 
updated with changes in values, external 
environment, and social situational factors [6]. Yue 
Wenxin et al. (2020) focus on the network 
communication of time-honored brands [7]. 
They believe that the utilization and management of 
network communication hold the capacity to enhance 
user stickiness and external communication. Keller 
(1999) strongly suggests that methods such as 
updating the spokesperson, extending the advertising 
cycle, and focusing on the analysis of competing 
products can greatly improve the strength, praise, and 
uniqueness of the brand's visual image. After 2000, 
foreign scholars' research on time-honored brands 
reached a peak. For example, Deere's book Brand 
Revolution mentioned the brand visual image of time-
honored brands. Although it discussed the issues of 
corporate transformation and management in great 
detail, the visual image was the design is rarely 
mentioned [8]. Japan, South Korea and other Asian 
countries are facing the problem of the image of time-
honored brands similar to China. However, Japan has 
a clear positioning of local culture and commercial 
characteristics, retaining a large number of traditional 
techniques and local brands, and its design and 
positioning have formed a typical "Japanese style". 
As the above shows, time-honored brands have now 
emerged with the following developmental obstacles: 
blindly following fashion trends, outdated visual 
images, improper communication strategies, 
deepening gaps with consumers, and loss of loyal 
consumers. Therefore, research on how the image of 
time-honored brands caters to the trend of the times 
with the correct attitude, conforms to consumer 
psychology and the environment, and makes good use 
of various communication media is very significant. 
The enterprise makes its best efforts to create the life 
value for the vitality of the time-honored brand visual 
image, to activate its infinite cultural charm. 

6. RESEARCH METHODOLOGY 

In terms of methodology, the combination method of 
qualitative and quantitative will be adopted as the 
research methodology of this research. In practice, 
most researchers agree that the mixed method 
produces a richer and more comprehensive 
understanding of a research area. The combination of 
qualitative and quantitative data can confirm the 
limitations of one data type are balanced with the 
advantages of another data type, thereby improving 



152
Athena Transactions in Social Sciences and Humanities, Volume 1

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022)

2 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 
"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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the efficiency of evaluation. This will ensure improved 
understanding by integrating different ways of 
understanding. Most assessments will collect both 
quantitative and qualitative data, but it is crucial to 
plan how to combine them. The specific instruments 
of this research are as follows. 

6.1. Literature Review 

This method mainly screens text, graphics, 
audiovisual books, newspapers, and audio materials 
globally, and conducts mining in the form of synthesis, 
induction, and integration of selected materials. The 
main topic of this research is to sort out the historical 
context of the visual image of time-honored brands, 
and analyze the image and brand culture of time-
honored brands, consumer culture, and corporate 
culture in the period before the Republic of China, the 
Republic of China to the founding of New China, and 
after the reform and opening up. In addition, this 
thesis summarizes the tonalities of graphics, colors, 
and panel designs in different periods. 

6.2. Case Study 

The great advantage of case analysis is that the 
expression of the image of the time-honored brand is 
more convincing and targeted. This research will 
analyze the successful cases of the transformation of 
time-honored brands in recent years, and analyze the 
cultural and visual images of the parent brand and 
extended brands, to obtain the characteristics of the 
brand culture and visual symbol language change of 
the time-honored brand visual image. 

6.3. Questionnaire Survey Method 

The design of this research plan is to design a set of 
visual images of "time-honored brands" based on 

previous surveys to compare with the existing visual 
images. This questionnaire selects two forms of online 
delivery and field delivery, through which the 
feasibility of this study is demonstrated. Customers' 
brand identification is regarded as a high degree of 
brand understanding and recognition [9]. 100 copies 
of the questionnaire were distributed, of which 92 
were valid questionnaires. Among them, there are 51 
males and 49 females, aged 26-50, accounting for 
47.83%. The academic qualifications are dominated 
by High School and Secondary School and College and 
Undergraduate, accounting for 72.82% (Table 1). The 
highest proportions of unbearable and disliked were 
21.74% and 38.04%, respectively. The proportion of 
indifference is at least 9.78% (Table 2). 
Customers evaluate brand experience not only for the 
brand's authenticity but also for its creativity [10]. 
According to the survey, 12 index points of time-
honored brands were selected to investigate the 
visual image of time-honored brands (Table 3). The 
ranking of index A is A1>A6>A4>A5>A3>A2. A1 has 
the highest selection rate, reaching 91%, and A2 has 
the lowest at 32%. The ranking of index B is 
B3>B5>B6>B2>B4>B1. B3 has the highest selection 
rate at 85%, and B1 the lowest at 45% (Fig. 1). 

7. EXPERIMENT AND QUESTIONNAIRE 
SURVEY METHOD 

The design of this research is to design a set of 
questionnaires on the subject of comparing the visual 
image of the time-honored brand with the existing 
visual image based on the previous survey. This 
questionnaire will launch in two forms, online and on-
site, to demonstrate the feasibility of this study. 

 
Item 
 

Indicator 
 

Quantity 
 

Proportion 
 

Gender 
Male 
 

51 55.43% 
Female 
 

49 53.26% 

 
 
Age 
 

-18 
 

12 13.04% 
18-25 
 

18 19.57% 
26-35 
 

20 21.74% 
36-50 
 

24 26.09% 
51+ 
 

18 19.57% 

 
Education Level 
 

Primary school 5 5.43% 
Middle school 
 

8 8.70% 
High school and secondary school 
 

29 31.52% 
College and undergraduate 
 

38 41.30% 
Master's degree and above 
 

12 13.04% 

Table 1. Characteristics of the respondents to the Time-Honored Brand Questionnaire. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Question 8: What do you think of the visual experience of the visual image of the time-honored brand? 
Option 

 

Statistics 

 

Diagram 

 

Proportion 

 Like 

 

13  14.13% 
As it should be 

 

15  16.30% 
It doesn't matter 

 

9  9.78% 
Cannot stand 

 

20  21.74% 
Dislike 

 

35  38.04% 

Table 2. Selected topics for part z of the questionnaire. 

 
Functional Breakdown 

A1 Brand vision B1 Brand concept 
A2 Brand consistency B2 Brand confidence 
A3 Personalization B3 Ethnic culture 
A4 Brand products B4 Brand recognition 
A5 Brand endorsement B5 Brand after-sales 
A6 Brand communication B6 Brand service 

Table 3. Function points of time-honored brand building. 

 
Figure 1. Brand metrics selection rate. 

8. SIGNIFICANCE OF THE STUDY 

8.1. Providing Reference for Time- 
Honored Brands Visual Image  
and Communication Theory 

The time-honored brand has the dual attributes of 
cultural heritage and artistic design. In other words, it 
not only contains the connotation of Chinese 
traditional culture, but is also an important part of the 
field of artistic design. The corporate philosophy of 
time-honored brands mostly follows the refined and 
introverted Chinese culture, but they appear "old" and 
"rustic" in their visual image. At present, academic 
circles have done some research on time-honored 
brands, but there are still relatively few time-honored 
brands from the current branding perspective. This 
paper aims to realize the differentiated development 
path of time-honored brands, and summarize the 

visual image shaping methods and communication 
strategies of inheriting time-honored brands. 

8.2. Providing Reference for Innovation  
and Brand Visual Image of Time-
Honored Brands 

Brand visual image design should continue to change 
and innovate along with consumers' aesthetics. The 
core of brand visual image design is to grasp the 
characteristics of time-honored brands in different 
periods and enrich the content of modern art by 
combing their development context. The visual image 
is related to the first impression of Chinese time-
honored brands in the minds of consumers. 
Therefore, the purpose of the visual expression of 
time-honored brands is to increase brand 
competitiveness. There are humanistic viewpoints 
and artistic concepts behind the visual cultural 
connotation of the brand. In other words, the richness 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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of graphics, text, and other visual languages of time-
honored brands does not only exist on the surface, 
otherwise, the corporate culture and brand concept 
behind the organization is its enduring magic weapon. 

8.3. Promoting Traditional Chinese Culture 
and Enhancing National Self-Confidence 

China's time-honored brand visual image is an 
indispensable part of conventional culture. Every 
time-honored brand hides a legendary story, showing 
long history of Chinese culture. Culture and creativity 
are considered important development factors [3]. 
The image design of time-honored brands follows the 
trend of continuous changes in the public's aesthetics, 
and innovates the artistic characteristics of traditional 
culture. The retro style and the Chinese wave provide 
an extremely appropriate opportunity for the revival 
of time-honored brands, so that time-honored brands 
can truly realize the internationalization goals of 
national brands and increase people's sense of 
identity and pride in the Chinese nation. 

9. RESULTS 

The development of domestic time-honored brands is 
relatively serious compared to plagiarism. There are 
few personalization factors between brands, and 
relatively speaking, they are more blindly imitating 
and learning from other brands. 
The graphic elements and color elements in the vision 
lack innovation. The blindly retro and Chinese-style 
graphics and colors make the brand's visual image 
relatively old, giving people a local feeling, and it is 
more difficult to go international. 
The visual image of the brand shows its status and 
value, and the brand image appears to be splendid 
and cumbersome, or the fresh and elegant of the retro 
Song Dynasty. 

10. DISCUSSION 

This study focuses on the development of time-
honored brand image and the characteristics of visual 
image performance in different stages of 
development, and focuses on the analysis of these 
characteristics. However, future research may not 
only be limited to samples of time-honored catering 
brands but also attempt to study traditional catering 
enterprises [11]. Therefore, establishing a strong 
brand image is inevitable to ensure the overall 
organizational success [12]. The study did not define 
the characteristics of time-honored brand image in 
each industry and the characteristics of the visual 
image of time-honored brands in different places. 

11. CONCLUSION 

Through a series of investigations, strategies have 
been drawn to promote traditional Chinese culture 
and enhance national self-confidence. At the same 
time, it provides a reference for the innovation and 
brand visual image of time-honored brands; it 
provides a reference for the visual image and 
communication theory of time-honored brands. Brand 
identity as a link between brand and customer 
consistency promotes customers' intention to 
recommend [13]. However, this paper does not 
conduct an empirical analysis based on the specific 
time-honored brands, but draws the corresponding 
communication strategies for time-honored brands. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Shaanxi is a big historical and cultural province in China with many historical and cultural 
resources and is very rich in calligraphy and painting artworks. Against the background of 
rapid social and economic development, people's quality of life is constantly improving and 
their requirements for spiritual life are also getting higher and higher. The development of 
Shaanxi's calligraphy and painting market has many advantages, including the advantages of 
calligraphy and painting artwork resources, historical and cultural advantages, and talent 
advantages. The development of the calligraphy and painting market can promote the 
development of Shaanxi's cultural industry. At present, there are still many problems in the 
development of the calligraphy and painting market in Shaanxi, including many fakes, 
imperfect laws and regulations, and lack of supervision, which will affect the construction of 
the calligraphy and painting market. In response to the existing problems, government 
departments need to give full play to their functions, create an official calligraphy and 
painting market with a state-owned background, comprehensively strengthen the 
supervision and management of the Shaanxi calligraphy and painting market, make good 
use of Shaanxi's cultural resources, and improve the openness and standardization of the 
calligraphy and painting market through social groups, in order to promote the long-term 
development of the calligraphy and painting market. Based on the construction of the 
calligraphy and painting market in Shaanxi, this article expounds the development 
advantages of the calligraphy and painting market in Shaanxi, puts forward the problems 
faced by the current development of the calligraphy and painting market, analyzes the 
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and painting market, and explores the relationship between the construction of the Shaanxi 
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1. INTRODUCTION 

Chinese calligraphy and painting art mainly includes 
two forms of calligraphy and painting, of which 
calligraphy has strong national characteristics and is a 
traditional art form [1]. From the birth of Chinese 
characters to the present, calligraphy has been 
innovated and smelted by famous calligraphers of the 
past dynasties, resulting in many calligraphy 
artworks. Chinese painting art is also a traditional art 
form with a long history of development, which can 
show the Chinese people's superb artistic creation 
ability and noble aesthetic interest. The construction 

and development of the calligraphy and painting 
market is directly related to the inheritance of 
calligraphy and painting artworks. In the 
contemporary era, calligraphy and painting artworks 
with profound cultural accumulation are gradually 
forgotten by people; the calligraphy and painting 
market is sometimes chaotic; there are many fakes; 
there is a lack of supervision; young and middle-aged 
calligraphy and painting artists lack living space... 
These are urgent problems to be solved. In the 
construction of the Shaanxi calligraphy and painting 
market, it is necessary to clarify the advantages and 
disadvantages of the Shaanxi calligraphy and painting 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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market, follow the construction principles of the 
calligraphy and painting market, start from the 
aspects of calligraphy and painting artists, laws and 
regulations, social supervision, consumer rights 
protection, etc., open up all links, develop more high-
quality calligraphy and painting artworks, 
comprehensively promote the sound development of 
the calligraphy and painting market, and promote 
cultural inheritance and dissemination. 

2. ANALYSIS OF CURRENT SITUATION 
OF SHAANXI CALLIGRAPHY AND 
PAINTING MARKET 

2.1. Analysis of the Advantages of Shaanxi 
Calligraphy and Painting Market 

Calligraphy and painting are important forms of 
Chinese culture and art and Shaanxi calligraphy and 
painting market has a relatively high development 
advantage [2]. First of all, Shaanxi has calligraphy and 
painting art masters represented by the "Chang'an 
School of Painting", such as Zhao Wangyun, Fang 
Jizhong, Shi Lu, He Haixia, Kang Shiyao, etc., all of 
whom are all representative artists of the "Chang'an 
School of Painting". In addition, there are other artists 
with distinct personalities, such as Wang Xijing, Zhao 
Zhenchuan, Yang Xiaoyang, etc., whose works have 
strong Shaanxi characteristics. In terms of calligraphy, 
Shaanxi has calligraphers such as Yu Youren and 
Wang Younong, of which Yu Youren once created the 
"standard cursive script", with a strong influence. In 
terms of calligraphy and painting resources, Shaanxi's 
calligraphy and painting artwork resources are 
relatively rich. From the perspective of calligraphy 
alone, one can collect inscriptions on ancient bronze 
objects, seal script, official script, regular script, etc. In 
addition, in the history of Shaanxi, there have been 
calligraphy and painting masters such as Liu 
Gongquan and Yan Liben, as well as the forest of steles 
integrating the calligraphy art of famous masters of 
the past dynasties, all of whom have laid a solid 
foundation for the calligraphy and painting market in 
Shaanxi. In the context of the new era, Xi'an has 
Chinese first-class scientific research institutes, and 
most colleges and universities have art undergraduate 
majors. These first-class colleges and universities can 
cultivate professional artistic talents for the 
development of Shaanxi's calligraphy and painting 
market and further promote the development of the 
calligraphy and painting art market. In recent years, 
the number of creators and consumers of calligraphy 
and painting art has been increasing and people are 
paying more and more attention to the economic 
value and cultural value of calligraphy and painting 

artworks. Art auctions are extremely hot and the 
calligraphy and painting market is very prosperous. 

2.2. Existing Problems in Shaanxi 
Calligraphy and Painting Market 

As the calligraphy and painting market develops in 
Shaanxi, all kinds of fake calligraphy and painting 
have appeared in the market [3]. These fakes have no 
collection value and will also disrupt the calligraphy 
and painting artwork market and seriously affect the 
market order. At present, some calligraphy and 
painting art practitioners copy the works of masters, 
and illegal businessmen collect these works and sell 
them as genuine products in the calligraphy and 
painting market, deceiving consumers and causing 
consumers to lose confidence in the calligraphy and 
painting market. At present, China fails to have a 
special law on anti-counterfeiting of artworks. Even if 
consumers buy fakes, it is difficult to punish illegal 
businessmen or counterfeiters. Moreover, calligraphy 
and painting artistic works lack scientific and effective 
identification technology and identification methods. 
In the art market, there are industry rules such as 
admitting defeat for bet and taking sole responsibility 
for genuine and sham, as well as jargon such as 
"making use of the loophole". All of these can reflect 
the current chaos in the calligraphy and painting 
artwork market. For calligraphy and painting artwork 
auctions, many auctions lack supervision and 
management. There are doubts about the information 
and authenticity of artistic works at auctions held by 
some small companies, which is from lack of the 
supervision of relevant departments. Neither the 
Auction Law nor the Anti-Money Laundering Law 
imposes legal constraints on such block trade, so it is 
difficult for relevant departments to investigate and 
collect evidence on such issues. In terms of the value 
of calligraphy and painting artworks, the artistic value 
of calligraphy and painting artworks is usually 
affected by the price, which eventually leads to 
market distortion. Under the forward sequence, the 
artist's values and cultural outlook are the soul of 
artistic value. The artistic value of a work directly 
determines its economic value. After capital 
operation, the economic value of artistic works will be 
transformed into market value. However, in the 
current Chinese calligraphy and painting artwork, the 
market value has seriously affected the values of 
calligraphy and painting artists, which in turn affects 
the artistic value of the works. For example, the 
market will stereotype an artist. Influenced by market 
value, many calligraphy and painting artists specialize 
in creating artworks that sell well and hype for higher 
profits. Under this circumstance, many "artists in 
name only" and "rogue artists" appear in the Shaanxi 
calligraphy and painting market. Calligraphy and 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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painting artists are widespread and good calligraphy 
and painting artworks are very rare. 

3. CONSTRUCTION PRINCIPLES OF 
SHAANXI CALLIGRAPHY AND 
PAINTING MARKET 

3.1. Following the Principle That Artistic 
Value Determines Economic Value 

In the construction process of Shaanxi calligraphy and 
painting market, the fundamental principle that 
artistic value determines economic value should be 
followed to promote the sound development of the 
calligraphy and painting market and to improve its 
development status [4]. Based on the principle that 
artistic value determines economic value, the higher 
the artistic value of calligraphy and painting works, 
the higher the market price. In addition, market 
factors and personal factors also affect the economic 
value of artworks. For the construction of Shaanxi 
calligraphy and painting market, there are still many 
deficiencies in the operation and management of the 
modern calligraphy and painting art market and the 
development of the entire calligraphy and painting art 
market is still in its infancy. In recent years, many 
social capitals entered the artwork market, bringing 
more development possibilities to the Shaanxi 
calligraphy and painting market. Opportunities and 
challenges coexist. Only when people attach great 
importance to the artistic value of calligraphy and 
painting artworks and follow the principle that 
artistic value determines economic value, can a 
climate of using artistic value to evaluate economic 
value of artworks be formed in the calligraphy and 
painting market, can calligraphy and painting art 
achieve long-term development, and can the chaos in 
the calligraphy and painting market be resolved. 

3.2. Clarifying the Relationship Between 
Economic Value and Artistic Value 

In the construction of Shaanxi calligraphy and 
painting market, a healthy calligraphy and painting art 
market needs a perfect management system and a 
good development order. Only by clarifying the 
relationship between economic value and artistic 
value can it be possible to provide assistance for the 
development of the Shaanxi calligraphy and painting 
market. For calligraphy and painting artworks, the 
price will be affected by many factors, including the 
most original selling price of the artwork, the integrity 
and rarity of the work, the artist's popularity and 

currency fluctuations. Essentially, the value of an 
artwork is reflected in its price. But it is unscientific to 
measure the artistic value of works only by price. The 
price of artworks is affected by many factors, but the 
artistic value often has a certain historical status. 

4. CONSTRUCTION CONDITIONS OF 
SHAANXI CALLIGRAPHY AND 
PAINTING MARKET 

4.1. Shaanxi the Birthplace of Culture 

Shaanxi is the birthplace of Chinese national culture, 
with strong cultural capital, profound historical and 
cultural accumulation and rich resources of painting 
and calligraphy artworks, many of which have high 
historical and cultural value. At present, the Shaanxi 
History Museum still preserves the frescoes of the 
Tang tombs and the Xi'an Beilin Museum collects a 
large number of ancient Chinese steles, including a 
large number of famous steles. Therefore, Shaanxi is 
rich in cultural heritage of calligraphy and painting, 
and creative derivatives of calligraphy and painting 
develop rapidly, which can promote inheritance and 
development of culture. The construction of Shaanxi 
calligraphy and painting market has sufficient 
conditions. In the whole Shaanxi cultural industry, the 
trading volume of calligraphy and painting artworks 
occupies a relatively high proportion, which fully 
demonstrates the construction foundation of the 
Shaanxi calligraphy and painting market. In the 
current construction process of Shaanxi calligraphy 
and painting market, it is necessary to attach great 
importance to the original cultural resources and 
calligraphy and painting artwork resources in 
Shaanxi, give full play to the value of cultural 
resources, integrate the cultural development law of 
the new era in the construction of the calligraphy and 
painting market, meet the needs of more painting and 
calligraphy lovers and provide a broader development 
space for young and middle-aged artists. In order to 
further improve the Shaanxi calligraphy and painting 
market and promote its long-term development, it is 
necessary to deeply excavate the inherent cultural 
value of calligraphy and painting artworks, promote 
the development of the entire Shaanxi cultural 
industry through calligraphy and painting artworks, 
and improve the soft power of Shaanxi culture. 

4.2. Shaanxi Rich in Educational Resources 

Talent is the foundation for the construction of the 
calligraphy and painting market. Only by attaching 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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great importance to the cultivation of talents, paying 
attention to the compatibility of talents with the 
development of the calligraphy and painting and 
cultural industry, and giving full play to the power of 
talents, can it be possible to promote the long-term 
development of the calligraphy and painting market 
and the cultural industry, and strengthen the 
coordination between the calligraphy and painting 
market and the cultural industry. Shaanxi has rich 
educational resources, and most colleges and 
universities have set up art undergraduate majors. 
For example, Xi'an Academy of Fine Arts has a 
reputation as one of the eight major academies of fine 
arts in China. These colleges and universities can 
provide a talent foundation for the construction of the 
Shaanxi calligraphy and painting art market. In recent 
years, Shaanxi colleges and universities have further 
increased their emphasis on calligraphy and painting 
talents and professionals related to the cultural 
industry, formed a mutual assistance mechanism 
combining industry, university and research, 
enhanced cooperation with related enterprises, and 
achieved good education and training results, which 
can provide a steady stream of power for the 
construction of the calligraphy and painting market. 
In the future development, Shaanxi can give full play 
to its advantages in educational resources, encourage 
colleges and universities to cultivate talents related to 
the cultural industry in advance, assist colleges and 
universities to create a "calligraphy and painting art 
derivative design experimental area" in education and 
teaching, strengthen exchanges and cooperation 
between universities and local cultural industry 
parks, promote formation of teaching alliances, guide 
universities and advanced cultural enterprises to 
jointly form teaching teams, closely integrate teaching 
and research and development, and design more 
innovative products related to the cultural industry, in 
order to promote the long-term development of 
Shaanxi's calligraphy and painting art and its creative 
products and accelerate the construction of Shaanxi's 
calligraphy and painting market. 

4.3. Art Law Enforcement Needs to Be 
Effectively Established 

During the construction process of Shaanxi 
calligraphy and painting art market, the relevant 
departments need to attach great importance to the 
establishment of art law enforcement [5], establish 
and improve the legal norms of the calligraphy and 
painting market, promote the healthy development of 
the art market, and make consumers full of confidence 
in the calligraphy and painting market. Only in this 
way can it be possible to promote the continuous 
progress of Shaanxi's cultural industry. In recent 
years, art law enforcement has gained the attention of 

relevant departments, relevant laws and regulations 
are constantly being improved, and the development 
of calligraphy and painting art has a stable foundation. 
All of these are the conditions for the construction of 
Shaanxi calligraphy and painting market. 

5. CONSTRUCTION PATHS OF   
SHAANXI CALLIGRAPHY AND 
PAINTING MARKET 

5.1. Construction Background Explanation 

Against the background of the rapid development of 
information technology, new media has achieved 
vigorous development, showing unique development 
advantages, which can lay a solid foundation for the 
construction of Shaanxi calligraphy and painting 
market, comprehensively improve the contemporary 
and innovative nature of Shaanxi calligraphy and 
painting market construction, and create a new 
modality of calligraphy and painting market. New 
media integrates digital technology, network 
technology, and mobile technology, realizes 
information transfer based on wireless 
communication network, Internet, satellite and other 
channels, can transmit information to the public 
through terminals such as computers, mobile phones, 
and digital televisions, and can provide users with 
entertainment services and information services [6]. 
At present, new media dominated by mobile phones 
and other mobile media has become an indispensable 
part of the daily life of the public, and new media is an 
important way of current media communication. In 
2020, due to the impact of the COVID-19 epidemic, 
China's live broadcast popularity rate has been 
further improved and nearly trillion markets of live 
broadcast e-commerce industry have been activated. 
As of June 2020, the number of e-commerce live 
broadcast users in China has reached 309 million, 
which has promoted the transformation of traditional 
industries and driven the development of industries 
such as beauty makeup, home furnishing, food, and 
clothing. Comparatively speaking, the development of 
Shaanxi's calligraphy and painting cultural market is 
relatively weak, and the living conditions of many 
young and middle-aged artists are worrying. The 
cultural foundation has been influenced by the times 
and the profound cultural accumulation and rich 
cultural resources are dark in the new media era. It is 
necessary to accelerate the improvement of market 
construction, bring the works of young and middle-
aged calligraphy and painting artists to the market, 
actively explore effective ways to develop cultural 
resources, and promote the development of Shaanxi's 
cultural market. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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5.2. Playing the Role of Government 

In the process of building the Shaanxi calligraphy and 
painting market, the government needs to give full 
play to its own functions, establish an official market 
with state-owned background, strengthen the 
coordination and supervision of the calligraphy and 
painting market, intensify efforts to rectify the chaos 
in the calligraphy and painting market, create a good 
market atmosphere, improve consumers' confidence 
in the calligraphy and painting market, and promote 
the long-term development of the calligraphy and 
painting market [7]. In the long development process 
of the calligraphy and painting market, the calligraphy 
and painting trade has always been free, 
unconstrained and unregulated. Nowadays, people 
are highly pursuing economic interests in the 
calligraphy and painting market and the calligraphy 
and painting market transaction has evolved into a 
pure pursuit of interest. There is an irreconcilable 
contradiction between artistic pursuit and market 
development. In response to this market development 
situation, government departments need to establish 
sound artwork market norms, break the traditional 
development thinking of the calligraphy and painting 
market, aim at developing the artwork market and 
excavating the artistic value of the artwork itself, and 
create an official calligraphy and painting market with 
a state-owned background, in order to better 
coordinate the contradiction between market 
requirements and artistic pursuit of calligraphy and 
painting works. In addition, government departments 
should also implement an open and free filing system 
for calligraphy and painting artists and use advanced 
technical means to put on records for calligraphy and 
painting artists, essentially solving the problem of 
counterfeiting in the current calligraphy and painting 
market, help artists to publicize and promote, and at 
the same time standardize tax management and make 
the calligraphy and painting market more 
transparent. In terms of the management of the 
calligraphy and painting market, the government 
needs to supervise and manage the existing art 
market, build a professional calligraphy and painting 
management team, stabilize the business order of the 
calligraphy and painting market, and let calligraphy 
and painting artists put more energy on the creation 
of artworks, create more high-quality artworks, and 
realize a virtuous circle of artwork market. 

5.3. Making Use of Social Platforms 

The construction of the Shaanxi calligraphy and 
painting market needs to make full use of social group 
platforms, improve the openness and standardization 

of the market through social group platforms, create 
artwork service evaluation platforms, crack down on 
counterfeit goods in the art field and intervene in the 
judicial field, in order to comprehensively solve the 
current counterfeiting problem in the Shaanxi 
calligraphy and painting market and create a good 
market environment for calligraphy and painting. At 
present, there is the China Artists Association and the 
construction of the Shaanxi calligraphy and painting 
market can fully rely on the China Artists Association 
to allow more art lovers to join this group, and then 
guide the China Artists Association to open up to the 
society and the media, and strengthen the role of 
social supervision and media supervision. In the 
evaluation of calligraphy and painting artworks, 
Shaanxi calligraphy and painting market can build a 
standardized artwork evaluation platform during the 
construction process and implement a fair and just 
evaluation of artworks through the evaluation 
platform. The artwork service evaluation platform 
needs to be normal, permanent, fair and just. Fixed 
staff need to carry out the evaluation of calligraphy 
and painting artworks at a fixed time and place 
according to the relevant evaluation principles, and 
connect with the society and the media at the same 
time, to make the evaluation process more open, form 
a transparent evaluation model, and comprehensively 
optimize the development of the Shaanxi calligraphy 
and painting market. Social group platforms can 
provide effective support for cracking down on 
counterfeit goods of calligraphy and painting 
artworks. The staff on the platform have strong 
knowledge of calligraphy and painting artwork 
identification and high professional ability, and can 
provide identification services for consumers, thereby 
indirectly maintaining market order. 

5.4. Strengthening Media Publicity 

The construction of Shaanxi calligraphy and painting 
market requires not only the supervision of the 
government, the supervision of law enforcement 
departments, the participation of social groups, but 
also the support of the whole society. Only when the 
majority of consumers fully realize the necessity of 
the construction of the calligraphy and painting 
market, pursue the artistic value of calligraphy and 
painting artworks, strengthen the identification in the 
calligraphy and painting market, and play a 
supervisory role, can the entire calligraphy and 
painting market achieve sound development [8]. In 
order to achieve this goal, the construction of Shaanxi 
calligraphy and painting market needs to rely on 
modern media, use new media to carry out publicity, 
innovate the development pattern of the calligraphy 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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and painting market, and open up new ideas for the 
construction of the calligraphy and painting market. 
Through media publicity, the vitality of Shaanxi 
calligraphy and painting market can be activated, 
consumers can comprehensively improve their 
awareness of rights protection, and people will pay 
more attention to the cultural connotation of 
calligraphy and painting artworks, pursue their 
cultural value, and ultimately promote the creation of 
young and middle-aged artists, forming a good 
development pattern for calligraphy and painting 
market. For example, in calligraphy and painting 
exhibitions, the media can give full play to their own 
advantages, publicize the displayed calligraphy and 
painting artworks, and let more people visit and 
appreciate calligraphy and painting works through 
online channels. In the early stage of the art 
exhibition, the organizer needs to make preparations 
based on the exhibition theme of the calligraphy and 
painting artworks, clarify the time and place of the 
calligraphy and painting exhibition to carry out 
targeted publicity activities, use the website, WeChat 
Official Account, online live broadcast, Weibo and 
other platforms to publish relevant information, and 
write press releases, in order to let more people know 
about the art exhibition of calligraphy and painting 
and arouse the attention of more lovers of calligraphy 
and painting. During the exhibition, the media can 
take pictures of the exhibits and paintings and 
calligraphy in the exhibition hall, conduct interviews 
with the artists and curators, and make promotional 
videos of the exhibited works, in order to give full play 
to the publicity role of the media. 

6. RELATIONSHIP BETWEEN THE 
CALLIGRAPHY AND PAINTING 
MARKET AND THE DEVELOPMENT 
OF SHAANXI'S CULTURAL INDUSTRY 

6.1. Complementary Relationship 

There is a complementary relationship between the 
calligraphy and painting market and the development 
of Shaanxi's cultural industry. A healthy and stable 
calligraphy and painting market can lay a solid 
foundation for the development of Shaanxi's cultural 
industry, and the development of Shaanxi's cultural 
industry can assist the construction of the calligraphy 
and painting market. At present, Shaanxi calligraphy 
and painting artworks occupy a relatively high 
proportion of the total cultural industry, and painting 
and calligraphy artworks occupy a mainstream 
position in art auctions, which fully reflects the 
leading role of Shaanxi calligraphy and painting 
artworks on the development of the cultural industry. 
In addition, the calligraphy and painting market 

contains a wealth of calligraphy and painting 
artworks. These precious artworks have strong 
cultural connotations and strong regional 
characteristics, which can show the history and 
culture of Shaanxi and highlight the humanistic 
feelings of Shaanxi. By building a good calligraphy and 
painting market and strengthening the construction of 
the calligraphy and painting market, Shaanxi's 
cultural industry can have a clearer development 
direction, development speed of the cultural industry 
can be faster, and development quality can be higher. 
In the context of the new era, the development of 
Shaanxi's cultural industry can rely on construction of 
"the Belt and Road", comprehensively innovate 
development ideas, break through the traditional 
model of Shaanxi's cultural industry development, 
create cultural products and cultural brands with core 
competitiveness, strengthen the integration of culture 
with international business and tourism industries, 
and build an all-round, multi-level and wide-ranging 
cultural exchange pattern. Based on the more open 
development trend of Shaanxi's cultural industry, 
Shaanxi calligraphy and painting market can have a 
better development environment and development 
platform, the past development problems can be 
solved, and the competitiveness, attractiveness, 
innovation and development vitality of the calligraphy 
and painting market can be fully activated. 

6.2. Building a New Cultural Format 

At present, the calligraphy and painting market and 
Shaanxi cultural industry have formed a good 
development model of common development and 
mutual promotion. The development of Shaanxi's 
cultural industry presents a new format. In the future 
development of Shaanxi's cultural industry, the 
calligraphy and painting market can be closely 
integrated with Shaanxi's cultural industry, providing 
more assistance for the development of the cultural 
industry, promoting the economic development of the 
region, and rejuvenating the calligraphy and painting 
market. The effective integration of the cultural 
industry and the development of the calligraphy and 
painting market can penetrate the cultural concept 
into the calligraphy and painting market, so that the 
design, production and development of the 
calligraphy and painting market can be effectively 
combined with the cultural concept, thereby 
improving the cultural content and cultural taste of 
the calligraphy and painting market and forming an 
industrial value chain in the new era. For example, the 
calligraphy and painting market can be integrated 
with Shaanxi's cultural tourism industry, dig deep into 
the historical and cultural resources of Shaanxi, 
highlight the value of Shaanxi's history and culture, 
create cultural brands with distinctive characteristics 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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such as Silk Road culture and red culture, give full 
play to the leading role of cultural industry projects, 
and closely integrate cultural program interpretation, 
tourist attraction development, beautiful rural 
construction, calligraphy and painting market, and 
suburban leisure tourism, in order to let Chinese and 
foreign tourists better appreciate the tourism 
resources of Shaanxi, infiltrate the culture of Shaanxi, 
and have a good memory of Shaanxi. 
By integrating the calligraphy and painting market 
with Shaanxi's cultural industry, the development of 
Shaanxi's cultural industry can form a new 
development pattern, and calligraphy and painting 
artworks can be integrated with the printing industry, 
film and television industry, food packaging cultural 
industry, and clothing industry, fully highlighting the 
value of calligraphy and painting artworks, and at the 
same time opening up new ideas for the development 
of Shaanxi's cultural industry and improving the 
openness of the development of Shaanxi's cultural 
industry. In the future development of Shaanxi's 
cultural industry, Internet technology can fully play a 
role, manufacturing enterprises can cooperate with 
cultural creativity and design enterprises, use the 
method of equity-based alliance to establish an 
industrial chain, take the industrial park as the 
carrier, create a new development pattern, fully 
highlight the advantages of innovation and 
entrepreneurship, and use the project to drive the 
development of the cultural industry. 

7. ANALYSIS OF THE INFLUENCE OF 
CALLIGRAPHY AND PAINTING 
ARTWORKS' CULTURAL VALUE IN 
THE CULTURAL INDUSTRY 

7.1. Creative Products of Calligraphy and 
Painting Can Promote the Art of 
Calligraphy and Painting 

The art of calligraphy and painting is a traditional art, 
which has experienced a very long period of 
development and contains rich cultural values and 
aesthetic concepts. Many young people don't know 
enough about calligraphy and painting and are not 
interested in traditional calligraphy and painting. 
Through the development of creative products of 
calligraphy and painting, the art of calligraphy and 
painting can be widely publicized and more young 
people can enhance their understanding of the art of 
calligraphy and painting, thereby promoting the long-
term development of the art of calligraphy and 

painting. Creative products of calligraphy and painting 
are usually closely related to real life. For example, 
Taipei's National Palace Museum once launched 
creative derivatives of calligraphy, which combined 
calligraphy and paper self-adhesive tape to form 
creative daily necessities, causing a huge sensation in 
the market, and many consumers rushed to buy them. 
This is an example of cultural creative products. In 
addition, the creative products of calligraphy and 
painting can also be integrated with drinking cups, tea 
sets and stationery, so that more people understand 
the art of calligraphy and painting, integrate the art of 
calligraphy and painting with modern life, and expand 
the market of calligraphy and painting art. 

7.2. Creative Products of Calligraphy and 
Painting Can Improve the Artistic Value 
of Cultural Goods 

The creative products of calligraphy and painting can 
promote the development of the cultural industry. By 
developing novel, interesting and creative calligraphy 
and painting products, cultural goods can 
demonstrate richer artistic value. For example, the art 
of calligraphy and painting can be combined with 
moon cakes. Using modern printing technology to 
print calligraphy and paintings on the surface of moon 
cakes can effectively improve the artistic value of 
cultural goods. Engraving the art of calligraphy and 
painting on cosmetics such as puff cakes and lipsticks 
can enhance the cultural value of these products, give 
these products both cultural value and practical value, 
and meet the needs of more consumers. In the design 
and production of creative calligraphy and painting 
products in the future, designers need to strengthen 
the artistry of cultural and creative products, and at 
the same time improve the practicability of cultural 
and creative products, so that these products can 
visually bring aesthetic feelings to people and expand 
the market of cultural and creative products. 

7.3. Creative Products of Calligraphy and 
Painting Can Improve the Public's 
Cultural Aesthetic Taste 

The creative products of calligraphy and painting can 
integrate the art of calligraphy and painting with 
modern products and integrate the artistic 
atmosphere, aesthetic concepts and values of 
calligraphy and painting into the products, and finally 
pass them to consumers, in order to improve the 
cultural aesthetic taste of the public, let people accept 
high-quality artworks in their daily lives, strengthen 
the experience and perception of artworks, and enjoy 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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an artistic life. Calligraphy and painting art products 
can penetrate into all aspects of people's lives. Art 
should step down from the altar, narrow the distance 
between ordinary people and art, give full play to the 
cultural value of art, let art influence people's attitude 
towards life and promote the long-term development 
of popular culture through conveying cultural 
concepts and publicizing aesthetic connotations. 

8. CONCLUSION 

In the context of the new era, the importance of 
cultural industry development is self-evident. The 
construction of the calligraphy and painting market is 
closely related to the development of the cultural 
industry and the two complement and promote each 
other. By promoting the construction of the 
calligraphy and painting market and strengthening 
the supervision and management of the calligraphy 
and painting market, the development of the cultural 
industry can have more opportunities, and at the 
same time, the development of the cultural industry 
can also lay a solid foundation for the calligraphy and 
painting market. Shaanxi is an important cultural 
birthplace in China. It has strong cultural 
accumulation and rich resources of calligraphy and 
painting artworks. The construction of the calligraphy 
and painting market there has many advantages. 
However, the current construction of the calligraphy 
and painting market in Shaanxi still has problems 
such as insufficient supervision, imperfect laws, and 
limited development space for young and middle-aged 
artists. The construction of the calligraphy and 
painting market has encountered a bottleneck. In 
response to this situation, government departments 
need to strengthen the supervision and management 
of the calligraphy and painting market, build a 
standardized calligraphy and painting market, 
strengthen the integration of the calligraphy and 
painting market with the cultural industry in the 
region, and promote coordinated development of the 
calligraphy and painting market and cultural industry. 
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"Melody of the Sea" is a large-scale choral work composed by Zhao Yuanren for Xu Zhimo's 
poetry, which was first published in "New Poetry Collection". In this work, Zhao Yuanren 
emphasized the use of piano accompaniment to express the whole music and portray the 
characters, which is the indispensable content for the study of Chinese piano music in the 
early stage of Chinese new music. This paper takes Zhao Yuanren's choral work "Melody of 
the Sea" as the research object and explores the relationship between the text of "Melody of 
the Sea" and its piano accompaniment by analyzing, listening to and consulting related 
literature. Finally, it is concluded that the relationship between the piano accompaniment 
and the text of "Melody of the Sea" is a close combination and matching relationship. Its 
piano accompaniment can not only describe an independent musical image, but also can be 
combined with the text, echoing the meaning, melody and harmony colors expressed by the 
lyrics at different times, playing a role in setting off, contrasting, enriching the characters 
and rendering the artistic conception of music. 
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1. INTRODUCTION 

At the beginning of the 20th century, the New Culture 
Movement was launched in China and the ideas of 
democracy and science had a huge impact on the 
Chinese at that time. After the May Fourth Movement, 
many musicians were influenced by the trend of 
democracy and freedom, and created new themes of 
music, many of which were red theme works. It was 
during this period that new music in China began to 
slowly take shape and develop. "Melody of the Sea" 
was created in 1927 and published in "New Poetry 
Collection" in 1928. It is a four-part mixed chorus led 
by a soprano and composed by Zhao Yuanren based 
on Xu Zhimo's new poetry of the same name, 
expressing their progressive stance and patriotic 
sentiments, which is full of the humanistic spirit of the 
May Fourth Movement. "Melody of the Sea" was born 
against the special historical background of the May 
Fourth Movement, which happened to be the early 

stage of the development of Chinese new music. 
Coupled with the red theme of the work itself, it is 
endowed with epoch-making significance, and it is 
also a pioneering work that is widely circulated in the 
field of Chinese chorus. 

2. MUSIC ANALYSIS OF "MELODY OF 
THE SEA" 

"Melody of the Sea" belongs to the type of strophic 
song in terms of lyrics, but because the lyrics of each 
period are different, the melody, accompaniment and 
emotion also have corresponding changes. Therefore, 
it belongs to the type of ‘durchkomponiert’ song. From 
the perspective of musical structure, "Melody of the 
Sea" is a mixed chorus work of the large-scale multi-
section juxtaposed free form structure [1]. 
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1. INTRODUCTION 

At the beginning of the 20th century, the New Culture 
Movement was launched in China and the ideas of 
democracy and science had a huge impact on the 
Chinese at that time. After the May Fourth Movement, 
many musicians were influenced by the trend of 
democracy and freedom, and created new themes of 
music, many of which were red theme works. It was 
during this period that new music in China began to 
slowly take shape and develop. "Melody of the Sea" 
was created in 1927 and published in "New Poetry 
Collection" in 1928. It is a four-part mixed chorus led 
by a soprano and composed by Zhao Yuanren based 
on Xu Zhimo's new poetry of the same name, 
expressing their progressive stance and patriotic 
sentiments, which is full of the humanistic spirit of the 
May Fourth Movement. "Melody of the Sea" was born 
against the special historical background of the May 
Fourth Movement, which happened to be the early 

stage of the development of Chinese new music. 
Coupled with the red theme of the work itself, it is 
endowed with epoch-making significance, and it is 
also a pioneering work that is widely circulated in the 
field of Chinese chorus. 

2. MUSIC ANALYSIS OF "MELODY OF 
THE SEA" 

"Melody of the Sea" belongs to the type of strophic 
song in terms of lyrics, but because the lyrics of each 
period are different, the melody, accompaniment and 
emotion also have corresponding changes. Therefore, 
it belongs to the type of ‘durchkomponiert’ song. From 
the perspective of musical structure, "Melody of the 
Sea" is a mixed chorus work of the large-scale multi-
section juxtaposed free form structure [1]. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Prelude (piano) (1-14 bars) 
The first period (14-44 bars) chorus a + solo a + chorus b + interlude a 
                                                              15              24              30                37 
The second period (45-75 bars) chorus a1 + solo a1 + chorus b1 + interlude b 
                                                                    45                55                61                  68 
The third period (76-106 bars) chorus a2 + solo a2 + chorus b2 + interlude c 
                                                                    76                86               92                  99 
The contrasting period (107-152 bars) chorus a3 + solo a3 + chorus b3 + interlude d 
                                                                                 107              118              124                133 
Epilogue (153-the end) chorus c + interlude e + chorus d + interlude f + chorus e + ending 
                                                  153               160                164               168                 172            191 

The melody of the entire chorus is d minor. The 
overall color of the melody is also melancholy, gloomy 
and gray like the feeling of d minor. The emotional 
expression of each period is progressively developed. 
The prelude is a piano solo in d minor. The melody 
part begins with an octave tremolo of piano dynamics, 
just like the sea surface before the storm comes, 
which seems dead calm, but there are turbulent waves 
hidden underneath. 
The first sentence of the first period is introduced 
from the weak female chorus in d minor, and the 
rhythm is mostly dotted, which makes the music more 
propulsive and expresses the worry and anxiety about 
the young woman. The second sentence is a soprano 
solo, the tonality is changed to F major, and the tonal 
colors become brighter. Accompanied by the dialogue-
style lyrics "Ah no, I won't go home, I love the wind 
blowing this night" [2], it reflects the young woman's 
innocent and romantic but stubborn character. The 
third sentence is a narrative phrase of the narration. 
The tonality is changed from F major to d minor, and 
the rhythm is still the urgent dotted and second half 
beat rhythm pattern, expressing the anxiety that the 
young woman rejects advice and still wanders by the 
sea. The last sentence is the piano's interlude in F 
major. Although the rhythm is stable, the staccato in 
the treble still implies the young woman's innocent 
and lively character. 
The second period is similar in structure to the first 
period, but a little more urgent in emotion than the 
first period. Compared with the first sentence of the 
previous period, the first sentence has one more part 
and the melody has added a big jump of seven or eight 
octaves, and the worry about the young woman has 
become more intense. The melody and 
accompaniment of the second soprano solo are added 
with some decorations, which sound more brisk and 
soft, and the image of the young woman becomes 

more and more distinct. In the chorus part of the third 
sentence, there are only soprano and contralto parts 
at the beginning, and two male voices are suddenly 
added in the last two bars. Compared with the first 
period, the ups and downs and fluctuations become 
larger, and the emotional contrast is also stronger. 
The structure of the third period is roughly the same 
as the first two periods, but it is more musically 
expressive, foreshadowing an imminent storm. The 
rhythmic pattern of the chorus part is more unstable 
with the addition of triplets. The tonality shifts from d 
minor to A major, there is crescendo tremolo of the 
accompaniment part, and the large number of 
chromatic notes and the strong diminished seventh 
chord used in the melody part all indicate that the sea 
surface will become more and more uncalm. At the 
beginning of the third sentence, the theme of the 
female solo becomes 6/8 meter, and many rests are 
added to the rhythm. Compared with the previous 
part, there is a sense of lightness and jumping, 
depicting the scene where the young woman refuses 
to listen to advice and begins to dance on the 
seashore, which highlights her willfulness, innocence 
and ego. In the fourth sentence of interlude, the 
texture of the accompaniment and melody part is 
changed, the third chord is added, and the dynamics 
are lighter. The young woman's steps are no longer 
light, she begins to be swallowed by the waves, and 
her footsteps gradually leave the beach. 
In the contrasting period, the storm finally arrives, 
and the whole work reaches its climax. The 
accompaniment part of the whole passage is basically 
the octave tremolo in the bass district, and the 
audience seems to be in the rolling waves at this time. 
Introduced by the male chorus at the beginning, the 
sound effect is fuller and firmer, creating a tense 
atmosphere. Then the female voice part is added, and 
the part becomes more three-dimensional and fast. In 
the second sentence of the soprano solo, a female 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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chorus is added, but the prominent solo part contrasts 
sharply with the chorus part that is still persuading. 
The speed of the last period slows down and the 
overall mood becomes gentle and melancholy. The 
soft chorus part merges with the lyrics, telling the 
miss for the young woman. After bar 172, the music 
returns to its original tempo and the whole piece calls 
out to the young woman for the last time. At this time, 
the tremolo is added to the accompaniment part, 
expressing the pain and sadness of the young 
woman's death. The subsequent ending uses the piano 
to show that the waves are getting smaller and 
smaller, disappearing together with the young 
woman, and the sea returns to calm. 

3. ARTISTIC IMAGES IN "MELODY OF 
THE SEA" 

In "Melody of the Sea", the author uses the three art 
forms of chorus, solo and piano accompaniment to 
shape and portray different characters. The chorus 
part represents the poet who has persuaded the 
young woman many times, the soprano solo 
represents the young woman who insists on going her 
own way, and the piano solo represents the sea 
symbolizing the dark forces. The three characters are 
vividly portrayed and each theme uses a different way 
of expression, which is very expressive. For example, 
the chorus part is used to express the poet's worries 
and grief; the soprano solo narrates the young 
woman's innocent and stubborn words; the piano 
accompaniment appears as an independent part, in 
order to show the different states of the waves on the 
one hand and reflect the light pace of the young 
woman on the other hand. The composer has cleverly 
laid out the rhythm, texture, dynamics and tone of 
each theme. The development of each period is 
progressive, and the musical image is contrasting and 
very dramatic [3]. 

4. ANALYSIS ON THE PIANO ACCOMPA-
NIMENT OF "MELODY OF THE SEA" 

4.1. Piano Accompaniment Texture 

The piano accompaniment composed by Mr. Zhao 
Yuanren for the artistic work can be played as an 
independent piano work. In "Melody of the Sea", he 
uses the changes in the texture of the piano, the 
tonality distribution, as well as the changes in 
strength to mainly depict the image of the sea, which 
symbolizes the vicious power. At the same time, in 

each period, he uses different textures to express the 
young woman's steps, dances, and struggles. 
For example, during the intro at the beginning of the 
whole piece, the dynamics is piano. The left-hand 
accompaniment part has an octave tremolo in the 
mid-bass district to express the seemingly calm sea, 
creating a dull and depressing atmosphere, which is a 
good foundation for the entry of human voices. 
Later, in different periods, the octave tremolo of the 
left-hand bass part also appears frequently and has 
different dynamics arrangements with the mood of 
the storyline. 
The climax of the whole piece, starting at bar 107, 
depicts the coming of the storm. The accompaniment 
part of the entire period is almost always the powerful 
octave tremolo, to set off this most tense moment and 
express the wrath of the sea. The melody part is 
changed into cylindrical chords, making the timbre 
fuller and firmer, and with the rendering of the chorus 
part listeners feel like they are at the wrathful seaside. 
The subsequent piano interlude at the end of the 
contrasting period beginning in bar 135 describes the 
scene of the young woman being engulfed by a 
ruthless sea. The composer here uses the continuous 
ascending arpeggio scale, triple descending chord 
decomposition, and chromatic descending scale 
textures. The continuous ascending arpeggio scale 
shows the young woman being rolled up by the 
waves; the triplet descending and chromatic 
descending scales show the young woman being 
thrown by the waves. The interweaving of several 
textures vividly depicts the tense situation of the 
young woman's figure flapping, swaying, and being 
rolled up and dropped by the waves. And the 
continuous octave of bass accentuates the cold and 
gloomy image of the sea. 
At the end of the last piece of music, the chorus part 
expresses the image of the poet who is in memory of 
the young woman and the piano interlude 
immediately behind it represents the graceful figure 
of the young woman. Although she has passed away, 
her figure still appears in the poet's mind from time to 
time, making people never forget her. 

4.2. Relationship Between Piano 
Accompaniment Texture and      
Tonality Distribution 

In the tonality distribution of the piano 
accompaniment, the composer flexibly uses the 
mutual conversion of the major and minor keys of the 
same tonic and the modulation of the equal harmony 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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[4], to be unique in the composition. For example, 
when expressing the image of sea waves, the tonality 
is a d minor melody with dark and oppressive colors. 
And in the piano interlude that depicts the image of 
the young woman, the tonality will change to the 
bright and lively F major. With the brisk staccato 
melody in the treble, the young woman's innocent and 
stubborn character is more distinct. 
Zhao Yuanren makes the artistic image in "Melody of 
the Sea" more complete and expressive through the 
texture changes and tonality distribution of the piano 
accompaniment. With the change of texture and 
tonality, the contrast and change of the image are also 
more distinct. The cooperation of the piano 
accompaniment and the chorus part also greatly 
enhances the infectious ability of the chorus work. 

5. RESEARCH ON THE RELATIONSHIP 
BETWEEN THE MUSICAL TEXTS OF 
"MELODY OF THE SEA" 

5.1. Relationship Between the Texts            
of "Melody of the Sea" and the        
Piano Accompaniment 

In order to combine the words and music closely, 
Zhao Yuanren conducts a comprehensive and 
meticulous study on the lyrics and tunes in the song. 
For example, in order to make it easier for listeners to 
understand, Zhao Yuanren makes three small changes 
in Xu Zhimo's poetry: namely, the "evening mist" in 
the first period is changed to "twilight", the "rapid 
spin" in the third period is changed to "spin", and the 
"in the sea foam" in the fourth period is changed to "in 
the foam of the spindrift" [5]. After analyzing the texts 
and piano accompaniment of "Melody of the Sea", it 
can be found that the piano accompaniment in the 
song is also closely integrated with the words and 
music, all of which reflect the composer's 
meticulousness and exquisiteness. 
In bar 86 of the music, the soprano solo appears for 
the second time, which is the young woman's second 
response after being persuaded by the poet. The 
young woman's innocent and romantic response and 
the beginning of learning sea gull's dance by the sea 
make her innocent and romantic image fuller. At this 
time, the piano accompaniment also changes into 
arpeggio chords in the treble, with soft dynamics, 
graceful and brisk, echoing the meaning of the lyrics, 
as well as the color of the melody and harmony. 
In bar 107 of the climax of the whole piece, the sea 
begins to raise high waves. The poet anxiously warns 
the young woman of the danger and begs her to get 
out of the sea: "Listen the wrath of the sea, please, 

young woman, go home, young woman" [2]. At this 
time, the male chorus accompanying the lyrics also 
expresses warning and intense emotions, and the 
strong piano accompaniment is closely combined with 
the words and music, creating a scene of surging 
waves and hidden dangers: The left-hand part is the 
octave tremolo representing the coming of the waves, 
the right-hand part also becomes a full cylindrical 
chord, and the rhythm is mostly dotted, showing that 
dreadful dangers are approaching step by step. 

5.2. Summary of the Relationship Between 
the Texts of "Melody of the Sea" and 
the Piano Accompaniment 

Through the analysis of the piano accompaniment and 
texts in "Melody of the Sea" in the previous section, it 
can be concluded that the relationship between the 
piano accompaniment and the texts of "Melody of the 
Sea" is closely integrated and matched. Its piano 
accompaniment can not only describe independent 
musical images, such as waves and dance steps of the 
young woman, but also can be combined with the text, 
echoing the meaning, melody and harmony colors 
expressed by the lyrics at different times, playing a 
role in setting off, contrasting, enriching the 
characters and rendering the artistic conception of 
music. These all benefit from Zhao Yuanren's 
profound literary skills, creative attitude of striving 
for perfection, and skilled artistic techniques. It is the 
combination of these factors that makes his piano 
accompaniment more advantageous in setting off the 
melody mood, inspiring the singers to express their 
passion, and highlighting the connotation of the song 
[3], with a great inspiration for the creation of later 
piano works and art songs. 

6. CONCLUSION 

As a representative composer in the early stage of 
new music, Mr. Zhao Yuanren's works always carry 
the humanistic spirit and certain progressiveness of 
the "May Fourth" Period. Before the appearance of 
Chinese art songs, piano accompaniment has always 
been the object of auxiliary foil, but the appearance of 
the work "Melody of the Sea" has made the piano 
accompaniment in art songs have an independent 
status. Besides "Melody of the Sea", the piano 
accompaniment in many of Zhao Yuanren's art songs 
is like this: it can complement and promote each other 
when combined with words and music, but it can also 
shine when it's separate. Although most of Zhao 
Yuanren's music creation is mostly songs, his pursuit 
of perfection and bold and innovative spirit in the 
composition of piano accompaniment has exerted a 
wide and far-reaching influence on the musicians of 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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later generations, which is worthy of serious study 
and research by future generations. 
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.
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2. LEGEND ABOUT KANGDING       
LIULIU TUNE 

2.1. Folk Tales About Kangding Liuliu Tune 

跑马山上青松岭，这

方有我心上人。天上又下罩子雨，这个姻缘天促成。跑马山上一朵云

，端端照在康定城。李家大姐一枝花，张家大哥看上她。李家大姐一

枝花，张家大哥看上她。郎才女貌都双全，跑马情歌代代传。 My 
love is on the Pine Ridge of Riding Mountain.  It is 
raining again and this marriage is destined. There is a 
piece of cloud above the Riding Mountain, and it is 
covering the Kangding City. Miss Li is very beautiful and 
Mr. Zhang admires her. It is because that Miss Li is nice 
and she is capable to manage household affairs. They 
are a perfect match. The Riding love song passes on 
generation by generation.

2.2. Inheritor of Kangding Liuliu Tune 

3. INHERITANCE OF KANGDING
LIULIU TUNE 

3.1. Living Inheritance Is the Most 
Representative Inheritance Method      
of Kangding Liuliu Tune 
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.
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3.2. Influence of Government Agencies     
and Local Cultural Environment on 
the Inheritance of Liuliu Tune 

3.3. Kangding Liuliu Tune Adheres to the 
Protection Principles of "Primitiveness" 
and "Authenticity" 

4. PROPAGATION PATH OF KANGDING 
LIULIU TUNE 
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.
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4.1. Songwriting Works Derived From 
Kangding Liuliu Tune 

4.1.1. Songs Adapted From Kangding Liuliu Tune 

4.1.2. Singing of Kangding Liuliu Tune and the 
Compilation and Creation of the Love Song 
"Kangding Love Song" 

跑马溜溜的山上 on the 
Riding Mountain

一朵溜溜的 a 
piece of cloud

端

端溜溜的照在康定溜溜的城 The cloud is covering on the sky 
of Kangding City

李家溜溜的大姐人材溜溜的好，张家溜溜的大哥看上溜溜的她

Miss Li is very nice, and Mr. Zhang likes her

一来溜溜的看上人材溜溜的好，二来溜溜的看上会当溜溜的

家 First, Miss Li is very nice, and second, she is good at 
managing household affairs

世间溜溜的女子任我溜溜的爱，世间溜溜的男子任你溜溜的求 I 
can love anyone of women in this world, and you can 
choose anyone of the men in this world
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.
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This article takes the bronze drum as an introduction, through a brief description of the 
development of the bronze drum culture, analyzes the artistic gene, modeling characteristics 
and casting skills of the bronze drum, summarizes the bronze drum culture, discusses the 
far-reaching influence of the bronze drum culture on the southwest region, and then further 
discusses the local expression of bronze drum culture in public art in the southwest region. 
Finally, with the support of real cases, the framework of the local design practice of public 
art can be constructed to provide working ideas for the local design of public art. 
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1. INTRODUCTION 

The southwest is located in the frontier. Under the 
comprehensive influence of a series of factors such as 
geographical location, natural landforms, and the 
historical context of the great fusion of multi-ethnic 
cultures, an accidental beating by the Pu people, in the 
vicissitudes of time and space, there gradually brewed 
the unique bronze drum cultural field in the region. As 
a national intangible cultural heritage, its special 
influence also requires the development of public art 
in the region, and the local design thinking of bronze 
drum culture came into being. 

2. DEVELOPMENT OF BRONZE DRUMS 

The bronze drum has developed from the 8th century 
BC to the present. Like the development of the tripod, 
it has transformed from an ordinary cooking utensil to 
a solemn ritual vessel and a symbol of power, 
constructing a social position that spans politics, 
economy, and culture step by step. It is closely related 

to the production, life, customs and habits of the local 
people, and its sonorous and powerful sound vibrates 
and reverberates on various occasions such as 
celebrations, sacrifices, ceremonies, parties, and wars. 
In ancient times, "Book of Sui · Geographical Records" 
recorded: "Those who have drums are called Du Lao, 
and the masses are convinced." "History of Ming 
Dynasty · Liu Xian Biography" said: "If you get drums, 
you can arrogantly claim to be king." Today, in 
Guangxi's ethnic minority gathering place, it is still the 
crown of wealth and power to seize political status. 
Early bronze drums were unearthed in the central 
part of Yunnan [1]. During the Spring and Autumn 
Period, the Pu people of Wanjiaba, Chuxiong, used the 
bottom of the copper cooking utensils as the drum's 
percussion surface and played music. This is a 
relatively early Wanjiaba-type bronze drum with 
simple decorations. Bronze drums have been handed 
down in the Yao area to this day. However, about the 
original origin of bronze drums, the Zhuang, Yi, Baiku 
Yao, Buyi, Han and Vietnamese Muong have their own 
views, as shown in Table 1 below. 
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1. INTRODUCTION 

The southwest is located in the frontier. Under the 
comprehensive influence of a series of factors such as 
geographical location, natural landforms, and the 
historical context of the great fusion of multi-ethnic 
cultures, an accidental beating by the Pu people, in the 
vicissitudes of time and space, there gradually brewed 
the unique bronze drum cultural field in the region. As 
a national intangible cultural heritage, its special 
influence also requires the development of public art 
in the region, and the local design thinking of bronze 
drum culture came into being. 

2. DEVELOPMENT OF BRONZE DRUMS 

The bronze drum has developed from the 8th century 
BC to the present. Like the development of the tripod, 
it has transformed from an ordinary cooking utensil to 
a solemn ritual vessel and a symbol of power, 
constructing a social position that spans politics, 
economy, and culture step by step. It is closely related 

to the production, life, customs and habits of the local 
people, and its sonorous and powerful sound vibrates 
and reverberates on various occasions such as 
celebrations, sacrifices, ceremonies, parties, and wars. 
In ancient times, "Book of Sui · Geographical Records" 
recorded: "Those who have drums are called Du Lao, 
and the masses are convinced." "History of Ming 
Dynasty · Liu Xian Biography" said: "If you get drums, 
you can arrogantly claim to be king." Today, in 
Guangxi's ethnic minority gathering place, it is still the 
crown of wealth and power to seize political status. 
Early bronze drums were unearthed in the central 
part of Yunnan [1]. During the Spring and Autumn 
Period, the Pu people of Wanjiaba, Chuxiong, used the 
bottom of the copper cooking utensils as the drum's 
percussion surface and played music. This is a 
relatively early Wanjiaba-type bronze drum with 
simple decorations. Bronze drums have been handed 
down in the Yao area to this day. However, about the 
original origin of bronze drums, the Zhuang, Yi, Baiku 
Yao, Buyi, Han and Vietnamese Muong have their own 
views, as shown in Table 1 below. 
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Region / Nationality Legend Source of Power 

Guangxi / Zhuang nationality 
The bronze drum was cast and gifted by the Thunder God, 
and the sun is the Thunder God's bronze drum 

Borrowing the 
theocracy 

Nandan, Guangxi / Baikuyao nationality Getting from the Monkey King 

Liangshan Mountain, Sichuan / 
Yi nationality 

There were no bronze drums in the world, but the gods in 
the sky cast bronze drums before they land on the world. 

Funing, Yunnan / Yi nationality 

The Yi girl Rampa loves to dance. She accidentally ate 
cherries on the mountain one day. She became as light as a 
swallow, and when she danced, she rode the wind away, 
and when she fell on the riverside, she met a fairy and 
danced to the rhythm of the bronze drum. So she asked the 
fairy to teach her how to dance, and they danced together 
for three days, and the fairy gave her a bronze drum. 

Guizhou / Buyi nationality 

1. Gifted by the Dragon King; 
2. There was no bronze drum in ancient times, people could 
not be reincarnated, and they disappeared after death. The 
Bouyei man Bu Jie moved the Jade Emperor with wisdom, 
courage and filial piety, and the Jade Emperor gave the 
bronze drum to him; 

3. It comes from the war drum, so the Buyi people call the 
drum "an nin", which means "Victory Drum". 

Borrowing the 
kingship 

Han nationality 

"The Book of Music · Hu Bu" Song, Chen Yang, "Bronze 
drums are made of cast bronze, and they are used as 
decorations for exotic animals, the big and tall are the most 
precious, and the broad and literate are removed from the 
country of the southern barbarian Tianzhu." 
"Yi Bu Tan Zi" recorded, He Yudu, believed that the bronze 
drum was cast by Zhuge Liangqin, the prime minister of Shu 
Han, when Meng Huo quelled the Nanzhong rebellion, 
hence the name "Zhuge Drum". It is also said that Zhuge 
cast the drum and buried it in the mountains to suppress 
the luck of the barbarians. 

Vietnam / Muong nationality 
Emperor Yixiang ordered craftsmen to cast bronze drums, 
and the top bronze drums were kept in the palace, and the 
second-class ones lived in the folk. 

Table 1. Legends of various ethnic groups about the origin of bronze drums. 

Different regions and ethnic groups have different 
views, but they have the same meaning: to give 
bronze drums special significance, or to borrow divine 
or royal power to consolidate the social status of 
bronze drum owners or the ruling class. 
Regardless of whether the bronze drum is used as a 
sacrificial prayer or a celebration instrument, the 
essence is that the ruling class enhances the cohesion 
of the group through the bronze drum, influences and 
controls the ideology of the masses, strengthens the 
masses’ recognition of their ruling identity, and gives 
the ruling class the legitimacy of the power to 
sanction and punish others. Looking back from the 

lower reaches of history, with the consolidation of 
rulers from generation to generation, the influence of 
this "artificial relic" gradually broke away from the 
rulers' initial expectations, broke the territorial 
restrictions, radiated from Yunnan, Guizhou and 
Guangxi, and spread to the entire Southeast Asian 
peninsula, across the political, economic and cultural 
aspects [2]. Due to the participation of the people, 
new content has been given, creating a unique folk 
culture field. Today, the dream of ruling the country 
had been wasted, the rulers were no match for the 
aging and demise of time, and the living bronze drum 
culture is still "smiling in the spring breeze". 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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With the prosperity and prosperity of minority 
civilization, the bronze drum culture began to flourish 
in Yunnan and spread to Guangxi from Yunnan and 
Guangxi to Guizhou, Sichuan, Guangdong, Fujian, 
Vietnam and Myanmar [3]. Although they are all 
bronze drums, their materials, sizes, weights, shapes, 
patterns, and ornaments have different 
characteristics, and they have been interpreted 
differently from different cultural perspectives in 
different regions. During the Wei, Jin, Southern and 
Northern Dynasties, with the advancement of iron 
smelting technology, copper smelting technology has 
been improved accordingly, and various casting 
techniques for copper drums have reached a very 
mature level. The Tang and Song Dynasties were the 
period of rejuvenation of the feudal dynasties, which 
greatly strengthened the centralized rule of the 
central autocracy. The ethnic minorities were forced 
to migrate to wild places with inconvenient 
transportation, and the small social environment in 
which the bronze drum culture continued to develop, 
but also gradually declined due to the interruption of 
cultural exchanges. In the Ming and Qing dynasties, 
with the southward migration of people, the bronze 
drum culture was spread. However, what followed 
was the Republic of China, where the situation was 
turbulent and war-torn. The people were living in 
precarious situations. Coupled with the concepts of 
"church apprentices starve to death masters" and 
"pass on men but not women", bronze drum casting 
skills were gradually lost, and only the creations were 
still alive. After the founding of New China, after about 
10 years of technological exploration, the Weishi 
brothers in Guangxi finally figured out the casting 
method of the Majiang bronze drum in 2000, which 
was affirmed by the Guangxi Zhuang Autonomous 
Region Museum and Culture Department and enjoyed 
the support of the "intangible cultural heritage" 
policy. The bronze drums produced were presented to 
Beijing, Ningxia and Guizhou as a gift from the 
Guangxi Zhuang Autonomous Region Committee of 
the Communist Party of China and the Guangxi 
Zhuang Autonomous Region People's Government. 

The ups and downs of the development of the bronze 
drum are inseparable from the migration of people 
and the exchange of cultures. It is the crystallization of 
the fusion of ethnic identification and representation, 
which not only strengthens the identification of ethnic 
identity, but also witnesses the integration of ethnic 
groups, and is a realistic image of regional culture. 
The tempered body is engraved with the rain, snow, 
wind and frost of the region for thousands of years, 
and the sound of drums resounds like the sound of 
thunder, describing the rise and fall of the nation. 

3. ARTISTIC GENE OF BRONZE DRUMS 

First of all, in terms of shape, the bronze drum is made 
of bronze. When it is first formed, the color and 
quality are like gold. After oxidation, it is blue-yellow, 
yellow-brown and brown-black. The drum body is 
round, the drum surface is flat, the drum waist is 
narrowed, the drum surface is single, the drum foot is 
as wide as the drum surface, and the waist has drum 
ears. The difference in size is large, the size is 
different, the shape is upright and plain, simple and 
solemn, reflecting the beauty of nature. Secondly, the 
patterns are complex, and are mostly engraved on the 
drum surface and drum waist, with different origins 
and meanings. They are arranged in concentric circles 
with the sun pattern as center. The imprinting skills 
are superb, reflecting the ethnic minority imprinting 
craftsmanship and aesthetic ideals. Finally, in music, 
the vibration time of the bronze drum is shorter than 
that of the leather drum, and the sound is crisp and 
not dull. The drum sound of high-quality bronze 
drums can be transmitted 2 kilometers away, and the 
vibration time is relatively long when drumming. Due 
to the different sizes of bronze drums, the tones of 
different bronze drums are slightly different, which 
can form a certain scale. Both the drum head and the 
drum waist can be struck. The vibration time of the 
drum head is long, and the vibration time of the drum 
waist is short, and the sound quality is different. 
During the sacrificial celebration, several bronze 
drums can be struck to play music (Fig. 1). 

 

 

Figure 1. Bronze drums and details in the Guangxi Museum of Nationalities. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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3.1. Types of Bronze Drums 

At the end of the 19th century, some countries began 
to study bronze drums [3]. In 1898, the book 
"Southeast Asian Bronze Drums" by Mayr & Waff 
began to classify bronze drums according to their 
similarities and differences. It was not until 1980, a 
century later, that an academic seminar on ancient 
bronze drums was held in Nanning, Guangxi. At the 
meeting, researchers classified bronze drums 
according to their standard shapes and named them 
after the land they came from. Bronze drums are 
divided into eight categories, which have been 
recognized by the academic community, freeing 
researchers from the debate on which is the main 
"type" and "style" of bronze drums. In addition, the 
development of bronze drums was traced and eight 
categories of bronze drums were divided into two 
systems according to their historical origins, namely 
the Yunnan-Guangxi system and the Guangdong-
Guangxi system. Among the eight types, Wanjiaba 
type, Zunyi type, Majiang type, Shizhaishan type and 
Lengshuihong type belong to the Yunnan-Guangxi 
system; Beiliu type, Lingshan type and Ximeng type 
belong to the Guangdong-Guangxi system [4]. 

3.2. Decoration of Bronze Drums 

The decoration of bronze drums has three attributes, 
namely practicality, aesthetics and class, which endow 
the bronze drum with the beauty of juxtaposition of 
reality and fantasy. Practicality is indicator marks, eye 
guidance, reinforced structure, anti-skid, etc. For 
example, the sun pattern has an obvious pointing 
effect. Aesthetics comes from the expression of 
beautiful things and the appeal of ethnic groups to 
survive spontaneously formed by the ethnic groups 
who use bronze drums in production and life, such as 
frog patterns and cloud patterns, which contain the 
wish for abundant rain and the desire to multiply. 
Class comes from the bronze drum as an "artificial 
sacred object", so its pattern has the function of 
reflecting the supreme will of the ruling class, that is, 
it shocks others by shaping the mysterious majesty. 
The common gluttonous pattern on bronze tripods 
resembles a bull and a tiger, which is a metaphor for 
the power of the bull and ferocity of the tiger, which is 
frightening, as is the bronze drum. By classifying the 
main decorations of bronze drums, it may be possible 
to better understand their connotation. 

3.2.1. Nature Worship Type Decoration 

It embodies the pursuit of natural power, worship and 
the order of class, such as sun pattern, cow pattern, 
thunder pattern and other natural and primitive 
patterns [5]. The sun is the center of eternity, the 
source and light of the growth of all things. The sun 

dominates the world and the four directions. 
Therefore, the sun pattern is located at the center of 
the drum, which lays the layout of the concentric 
circles of the bronze drum and derives various 
patterns. The cow pattern symbolizes courage, 
strength and perseverance. Most ethnic minorities 
have the custom of offering sacrifices to cow gods, or 
use cows as animals to sacrifice to heaven, to sacrifice 
to the plant, to sacrifice to ancestors, to sacrifice 
drums, to worship God with the highest ceremonies, 
to show the most devout beliefs, to pray for the 
blessing of the clan, praying for auspiciousness. The 
thunder pattern is made of ground patterns, which 
overlap continuously. The phenomenon of thunder 
and lightning arouses people's fear. People can't resist 
the incomparable insignificance in the face of this kind 
of power of heaven and earth, and because thunder is 
the drum of the sky, the thunder pattern is engraved 
on the bronze drum. The so-called "The voice of 
thunder, nothing is different and responds at the same 
time." It reflects the nature of totalitarian rule and the 
connotation of invincibility. 

3.2.2. Harvest and Reproductive  
Worship Decoration 

This is the embodiment of ethnic minorities' pursuit 
of prosperity and good harvest, such as frog pattern, 
flying heron pattern, water pattern, cloud pattern and 
so on. Frogs have strong reproductive power and look 
like naked people. They and the swirling egrets mostly 
appear in summer and autumn when there is 
abundant rain, lush plants, and ripe fruit and fish fat. 
The prayer for a good harvest and the pursuit of 
reproduction in the farming civilization naturally 
endow the two with special meanings. 
Some people call the bronze drum frog pattern "toad 
pattern", which is a wrong name. The frog with frog 
pattern refers specifically to the frog of the family 
Rana, not the toad of the family Toad. The three-
dimensional copper frog has smooth skin on its back, 
thin and smooth lines, and is obviously not a toad. 
Frogs have a special position in the land of farming 
civilization in the south, especially in Guangxi. The 
long history of rice planting has made frogs, which 
coexist and prosper, gradually evolve into animal gods 
and worshipped by people. The Zhuang people also 
have Maguai (the frog in the Zhuang dialect) festival 
every year, praying for a bumper harvest in the 
coming year and the prosperity of people and animals. 

3.2.3. Historical and Legendary Decoration 

It embodies the subtle educational function, such as 
the bamboo knot pattern. The bamboo knot pattern 
originated from the Bamboo King. A woman washed 
clothes by the river, and when three bamboos floated 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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under her feet, a baby boy was cut out from the 
bamboo, named after bamboo. This is the bamboo 
king who was both civil and military. The Yelang tribe 
is the descendant of the Bamboo King, so the bamboo 
culture has penetrated life, and the bamboo pattern of 
the bronze drum comes from this. The poet of the 
Qing Dynasty said, "Bronze drums and barbarous 
songs compete for the sun, and worship Sanlang in the 
depths of the bamboo forest." It describes the scene of 
worshiping the third son of the bamboo king. 

3.2.4. Life Record-Type Decorations: Dancing 
Figures, Horseback Riding Patterns,  
Boating Patterns, Etc. 

The rowing pattern is related to ethnic minorities 
living by the water and fishing for a living. The horse-
riding pattern comes from the Zhuang people. In the 
Qin Dynasty, Guangxi was called Luliang Land. The so-
called "eight mountains, one water and one field" are 
very suitable for using horses as means of 
transportation. The Zhuang people have a long history 
of riding and raising horses. The horse-riding patterns 
intuitively reflect the Zhuang people's pursuit of 
bravery and the style of the times for being brave and 
good at fighting, which shows the function of the 
bronze drum as a war drum. The dancer pattern 
preserves the situation of ethnic minorities singing 
and dancing during the sacrificial ceremony, and it is a 
true portrayal of people's enthusiasm for life. 

3.3. Influence of Bronze Smelting on  
Bronze Drum Culture 

The spread of bronze drum culture relies on real 
bronze drums. Manufacture of bronze drums requires 
smelting and manufacturing workshops, which in turn 
depend on the development and spread of smelting 
technology. Without these preconditions, prosperity 
of the bronze drum culture would not be possible. 
The material of ancient Chinese bronzes has 
experienced the change process of natural copper-red 
copper-bronze. At first, the directly obtained natural 
copper was used, and "Kaibao Medicine" said that "it 
is not smelted from ore, so it is called natural copper". 
It is soft in texture, good in ductility and can be 
shaped by beating. Red copper is a copper metal 
obtained from copper ore through primary refining 
and re-smelting. It is generally easy to process like 
natural copper. The color is reddish and the quality is 
purer. Red copper is smelted with lead and tin to 
obtain bronze. Bronze has a hard texture, which 
overcomes the weakness of the softness of previous 
bronzes and is widely used. According to the alloy 

composition, bronze can also be divided into lead-tin 
bronze, tin-lead bronze and tin bronze [6]. 
The southwest region has absorbed the advanced 
smelting technology of the Central Plains, and the 
bronze drums cast are divided into red bronze drums, 
lead-tin bronze drums, tin-lead bronze drums, and 
tin-bronze drums. Red bronze drums are also called 
blunt bronze drums. Most of the red bronze drums are 
earlier bronze drums with high copper content and 
almost zero tin and lead content. Lead-tin bronze 
drums, tin-lead bronze drums, and tin-bronze drums 
are distinguished based on whether the content of 
lead and tin exceeds 2% [7]. The content of lead and 
tin in lead-tin bronze drums is more than 2%, of 
which lead content is the most, followed by tin. The 
same is true for tin-lead bronze drums. The content of 
tin and lead is more than 2%, with tin being the most 
and lead being the second. Tin bronze drums contain 
tin and lead, but the tin content exceeds 2% and the 
lead content is less than 2% [8]. 

3.4. Casting Technology and Decoration 
Production Methods 

In the early bronze drum casting, the overall casting 
method was used, and the copper juice was poured 
into the pottery fan, and it was cast and formed at one 
time. Because the way to take the drum is to directly 
break the pottery model and then take the drum, so 
one model and one drum, the drum cannot be copied. 
For example, the early Wanjiaba-type bronze drums 
were cast by the integral casting method, and the 
craftsmanship was relatively rough. In the middle and 
late stage, the bronze drum casting technology was 
mature, and the combination of the combining-model 
method and the lost wax method was mostly used for 
casting. The combining-model method is to combine 
two or several pottery models into one, and the gaps 
are tight. At the same time, the copper juice needs to 
be poured into several holes left in advance. It is 
usually used to cast the drum body. It is not necessary 
to break the pottery fans when taking the drum. The 
lost wax method is mostly used to cast delicate three-
dimensional components, such as the three-
dimensional frog pattern and horseback riding 
pattern on the drum surface, and most of them are 
made by this method. Then the multiple parts are cast 
and joined into a complete bronze drum. 
The decoration of the bronze drum is usually made 
after casting, using the carving method, the printing 
method and the rolling method. As the name suggests, 
the decoration is carved, printed and rolled and 
pressed on the bronze drum. Both the pattern printing 
method and the rolling-pressing method have molds. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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The patterns are engraved on the mold in advance, 
and then stamped on the copper drum. The model of 
rolling-pressing method is cylindrical, suitable for 
continuous patterns, and patterns are continuously 
printed and pressed on the bronze drum by rolling. 

4. DIALOGUE BETWEEN PAST AND 
PRESENT: LOCALITY OF PUBLIC ART 

4.1. Locality of Public Art and National Art 

In fact, today, the importance of the locality of public 
art has been recognized by most scholars, so the 
author won't go into details here. It is not only experts 
and scholars who are aware of this problem. The long-
established paradigm of urban public space 
construction that imitates the Western model is 
receiving critical scrutiny from the biggest critic: the 
residents living in the city. Urban public space has 
economic attributes and symbolic functions, and is the 
key carrier of urban morphological characteristics. 
Copy-style construction will only dissolve the 
interaction between people and cities since ancient 
times, and cut the historical context in time and space. 
When the familiar hometown has been updated into 
an unfamiliar and exotic place in the past few decades, 
the residents gradually realized that the root of the 
problem lies in denial of their own national culture. 
Ethnic art is the fruit of the long-term formation and 
existence of ethnic groups on a piece of land. It is the 
crown of the aesthetics of historical and traditional 
cultural characteristics, with a strong emotional 
orientation. It both loads the past and points to the 
future, just enough to bridge the emotional gap and 
trauma between the field and people. It can be used as 
a powerful tool to fight against the disappearance of 
urban spatial and regional identification and the fault 
of field memory caused by reckless development, so 
that the truncated history can go out of the museum 
and historical materials museum, and re-approach 
people's lives, restore the historical context of the site 
and awaken people's hometown feelings. 

4.2. Local Practice of Public Art 

To realize the locality of public art, the entire practice 
must be transformed from the design of a few elites to 
the participation and collaboration of the majority, 
and deconstruct the regional memory from the overall 
perspective of the entire field, city and even without 
boundaries [9]. In order to better achieve this goal, 
the entire work must be standardized and ordered. 
The practical steps are divided into six stages here. 
The first is preliminary preparation. After the project 
is approved by the government, a work arrangement 

meeting will be held to formulate a plan and 
timetable, and will cooperate with third parties 
according to existing laws and policies. The third-
party participants have different fields and are 
composed of experts, designers, artists, planners and 
other occupations, and they work together. 
The second is the resource research. Using literature 
and field surveys to collect materials, audience 
participation can improve the quality of information 
collection. That is to extract the characteristics of the 
place, historical context, cultural genes, natural 
geographical environment, ecological status, folk 
customs and other social landscapes. At this stage, 
third-party participants need to have insight into the 
future positioning of the city, so that the public art 
design can meet and even promote the high-quality 
development of the city, and change the design 
pursuit from "is there" to "is it good or not". For 
example, the bronze drum is a public art installation 
in the North Square of Nanning East Railway Station. 
Nanning East Railway Station is the largest 
comprehensive railway transport hub in Southwest 
China. Therefore, its public art installation extracted 
the bronze drum, a common cultural element in the 
southwest region, to design it. Through the genetic 
symbols of the bronze drum culture, unique historical 
context and field characteristics of the southwest 
region are conveyed, so that the ancient bronze drum 
culture has been newly interpreted in the new era, 
and the field context has been reshaped (Fig. 2). 

 

Figure 2. Bronze drum installation in the North Square of 
Nanning East Railway Station. 

The third is the choice of artistic expression. The 
function is combined with the form to construct the 
structure, and the element extraction, pattern 
extraction, shape extraction, text extraction and 
connotation extraction methods are used to 
externalize the elements, realize the transmission of 
information, and let the original things be interpreted 
in the new era. The bronze drum installation of 
Nanning East Railway Station breaks the old bronze 
drum form. It uses metal materials and hollow design. 
The lower part is the deforming horns. The design is 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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wild and simple, natural and clumsy, full of the sense 
of wild power, constructing a historical scene beyond 
the norm, affecting the deep spiritual consciousness, 
showing the connotation of the new and the old, and 
the fusion of the ancient and the modern. 
The fourth is that, after the plan is formulated, it will 
be optimized, and the draft will be released in a timely 
manner after passing the government review. The 
audience is the main user of public art installations, 
and the common opinions of this group should be the 
mainstay, so that people have the right to participate 
in social public affairs and improve the efficiency of 
decision-making. Once key information is determined, 
the design scheme is revised to obtain the final one. 
The fifth is construction and maintenance. The 
construction process is due to the adoption of a multi-
party supervision mechanism. The maintenance 
arrangement should be according to the use time of 
the device, such as long-term, cyclical, and short-term, 
to provide corresponding guarantees to avoid waste 
of resources and maintain healthy development. 
The sixth is feedback and updates. Audiences are the 
main body of feedback and participants. They are 
composed of multiple levels. They receive different 
education, have different ages, occupations, genders, 
and different art appreciation levels. The feedback is 
also divided into positive and negative, which plays an 
organic role in regulating the development of public 
art. The unobstructed channels for collecting opinions 
can timely submit opinions to third parties and realize 
two-way interaction between the designer and the 
audience, so that the public art works can be adjusted, 
revised and redesigned in time. 

5. CONCLUSION 

The bronze drum is the drum that maintains empathy 
among the southern ethnic groups. Through the 
narrative style of public art, the ancient drum sound 
can travel through thousands of years, condense the 
memory of the space and time dimensions of the site, 
link the new emotional connotation of the site, and 
continue to provide this land with the precious 
cultural source water and achieve the purpose of 
enhancing the competitiveness of the city. 

When a city becomes the home that people yearn for, 
a steady stream of talents will rush for it, participate 
in the construction, maximize the vitality of the field, 
play a passionate song of civilization, and shine a 
splendid light of civilization. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 





 
 
 

 
*Corresponding author. Email: yanzy@sxu.edu.cn 
© 2022 The Authors. Published by Athena International Publishing B.V. 
This is an open access article distributed under the CC BY-NC 4.0 license (https://creativecommons.org/licenses/by-nc/4.0/). 

 
 

    

  

 

 
Athena Transactions in Social Sciences and Humanities, Volume 1  

Proceedings of the 8th International Conference on Arts, Design and Contemporary 
Education (ICADCE 2022), pp. 185–190 

DOI: https://doi.org/10.55060/s.atssh.221107.030, ISSN (Online): XXXX-XXXX 
Proceedings home: https://www.athena-publishing.com/series/atssh/icadce-22  

 

PROCEEDINGS ARTICLE 

The Development of Traditional Local Playlets in Recent 
Years From the Perspective of Wanwanqiang Shadow  
Play in Quwo, Southern Shanxi Province 
Zhengyu Yan1,*, Nan Li2, Hongrui Gao1 
1 Academy of Music, Shanxi University, Taiyuan, China 
2 Academy of Fine Arts, Shanxi University, Taiyuan, China 

ABSTRACT                                                                                                                                       ARTICLE DATA 

Wanwanqiang shadow play, an intangible cultural heritage project, is a popular folk opera in 
Quwo County, southern Shanxi Province. It has a unique singing tune, orchestration, and 
playing method. With the rapid development of China's economy and culture, it is urgent to 
protect and inherit local traditional playlets. This study explores the Wanwanqiang shadow 
play in Quwo and tries to find out the reasons and solutions for the obstruction of the 
inheritance and communication of folk playlets. 

Article History 
Received 13 April 2022 
Revised 21 April 2022 
Accepted 24 October 2022 
 
Keywords 
Local playlet 
Wanwanqiang opera in Quwo 
   County 
Communication 
Inheritance 
Obstruction 

  

  

1. INTRODUCTION 

Quwo in southern Shanxi Province has a long history, 
a variety of cultures and a glorious and excellent 
cultural tradition. Wanwanqiang opera in Quwo 
County is a brilliant star in this art field. The 
emergence and development of Quwo Wanwanqiang 
opera is closely related to the Wanwanqiang opera in 
Tongzhou in Eastern Shaanxi [1]. According to the 
"opera chapter" of "Encyclopedia of Chinese operas", 
Quwo "Wanwan" in the Qing Dynasty was introduced 
by folk artists in Shaanxi Province [2]. After more than 
200 years of evolution and development, it entered its 
heyday from the late Qing Dynasty to the period of the 
Republic of China. And then, with the communication 
of local lovers of Wanwanqiang opera and influence of 
local characteristics, Donglu Wanwanqiang opera had 
changed, the troupe expanded, and the repertoire, 
music, singing tune and musical instruments had been 
gradually enriched. After a long time of change and 

development, it became new Wanwanqiang shadow 
play with the characteristics of Quwo County. During 
the period from late Qing Dynasty to the early 
Republic of China, Wanwanqiang opera troupe 
reached its peak, with more than 30 troupes and more 
than 80 plays. Due to the tangled warfare among 
warlords, the masses had no means to live, and the 
shadow puppet troupe was unable to avoid the 
disaster. It fell apart and nearly became extinct [1]. 
After the founding of the People's Republic of China, 
with the strong support of the party and the state, the 
shadow puppeteers scattered all over the country 
started their career again and formed a new team. 15 
shadow puppet troupes such as Anliu, Banzimao and 
Yuanzhuzi revived [3], and Wanwanqiang opera 
became one of the important mass cultural and 
artistic activities at that time. In order to meet the 
needs of social culture, Quwo re-integrated the 
original shadow plays into reality show, and 
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1. INTRODUCTION 

Quwo in southern Shanxi Province has a long history, 
a variety of cultures and a glorious and excellent 
cultural tradition. Wanwanqiang opera in Quwo 
County is a brilliant star in this art field. The 
emergence and development of Quwo Wanwanqiang 
opera is closely related to the Wanwanqiang opera in 
Tongzhou in Eastern Shaanxi [1]. According to the 
"opera chapter" of "Encyclopedia of Chinese operas", 
Quwo "Wanwan" in the Qing Dynasty was introduced 
by folk artists in Shaanxi Province [2]. After more than 
200 years of evolution and development, it entered its 
heyday from the late Qing Dynasty to the period of the 
Republic of China. And then, with the communication 
of local lovers of Wanwanqiang opera and influence of 
local characteristics, Donglu Wanwanqiang opera had 
changed, the troupe expanded, and the repertoire, 
music, singing tune and musical instruments had been 
gradually enriched. After a long time of change and 

development, it became new Wanwanqiang shadow 
play with the characteristics of Quwo County. During 
the period from late Qing Dynasty to the early 
Republic of China, Wanwanqiang opera troupe 
reached its peak, with more than 30 troupes and more 
than 80 plays. Due to the tangled warfare among 
warlords, the masses had no means to live, and the 
shadow puppet troupe was unable to avoid the 
disaster. It fell apart and nearly became extinct [1]. 
After the founding of the People's Republic of China, 
with the strong support of the party and the state, the 
shadow puppeteers scattered all over the country 
started their career again and formed a new team. 15 
shadow puppet troupes such as Anliu, Banzimao and 
Yuanzhuzi revived [3], and Wanwanqiang opera 
became one of the important mass cultural and 
artistic activities at that time. In order to meet the 
needs of social culture, Quwo re-integrated the 
original shadow plays into reality show, and 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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established the "Quwo Wanwanqiang Troupe" in the 
1960s, and then arranged more than 20 ancient 
costume dramas such as "Shuang Bao En", "Qing Bai 
Ju" and "Hua Liu Lin" [1]. 
Since its spread into Shanxi Province for half a 
century, Wanwanqiang opera troupe in Quwo County 
has absorbed anything and everything, with unique 
singing tune and playing method [4]. And a 
comprehensive standardized theatrical troupe was 
formed [5]. In terms of repertoire, Wanwanqiang 
opera has inherited the characteristics of shadow play 
and made the improvement in the development of 
drama type mechanism. Therefore, the "new" and 
"old" operas coexist, and 38 plays of Quwo 
Wanwanqiang operas are arranged. Besides, 
Wanwanqiang opera has been performed for national 
leaders and international friends, participated in 
professional theatrical group on behalf of Linfen City, 
and won many awards. 

2. ANALYSIS ON THE DIFFICULTIES AND 
CAUSES OF THE DEVELOPMENT OF 
FOLK ART SINCE THE 1980S 

2.1. Development Dilemma and            
Reason Analysis 

At present, Wanwanqiang opera in Quwo County is 
trapped by the sharp contraction of the performance 
market, the serious aging problem of professional 
group, the lack of follow-up talents, the imbalance of 
skills, the single form and other adverse factors that 
are not conducive to the development of 
Wanwanqiang opera, and the Wanwanqiang opera is 
in a situation of extinction and cannot completely get 
rid of the downturn. According to Liu, head of the 
Wanwanqiang Opera Troupe, in recent years, there 
are only 32 people in troupe, and the government 
subsidizes 40000 yuan a year. Because the cost of the 
small theater is low, it costs 300 yuan once perform. 
In the past year, there were more than 300 
performances and more than 20 plays, but now there 
are only five. Due to the low salary, a large number of 
artists left, including hairdressers and migrant 
workers. Performance alone can no longer meet the 
living needs of actors [5]. 
With the prosperity of the economy and the 
improvement of living quality, most of the 
practitioners of folk traditional art change careers and 
do more profitable jobs due to low wages and the 
inability to support their families. In addition, the 
local government pays less attention to the 
performance team, making the overall quality of the 
performance team worse than before. Also, the team 
is chaotic and disorganized. At the same time, with the 

introduction of new forms of entertainment and 
foreign culture and changes in people's ideas, values, 
aesthetic tastes and aesthetic concepts, people's 
appreciation habits have changed. Therefore, the 
traditional Wanwanqiang opera in Quwo County is 
facing a severe challenge. Due to various factors, the 
once popular opera has lost its former glory and is in a 
hopeless situation [6]. The difficulty in getting started 
with opera is reflected in the fact that opera is a 
comprehensive stage performing art [7] integrating 
music, action, literature, script, stage art, character 
modeling, etc., with rich connotations. As far as drama 
is concerned, it is necessary to understand it, but 
today's young people like fast-paced things, and the 
slow and old traditional opera simply cannot attract 
young people. Most of the people who like opera are 
the elderly and opera fans. However, it is still a small 
group. And Quwo Wanwanqiang opera cannot attract 
new fans, resulting in the gradual decline. 

2.2. Communication Dilemma and       
Reason Analysis 

2.2.1. Single Development Mode 

In most cases, Wanwanqiang opera in Quwo County is 
performed offline. Even though Shanxi Province is 
extremely rich in tourism resources, few tourists 
come to Shanxi for watching plays. Without an 
audience, there is no market, let alone the renaissance 
of Wanwanqiang opera. Wanwanqiang opera in Quwo 
County is a cultural tourism resource with opera 
characteristics, and its development should be valued 
by the state and by organizations [8]. However, 
Wanwanqiang opera in Quwo County has no position 
in the market. Without good use of Wanwanqiang 
opera, a tourism resource cannot be converted into 
cash. And then, there are no more funds for the 
development of Wanwanqiang opera. As a rare local 
opera, the development mode of Quwo Wanwanqiang 
opera is relatively single, and the Wanwanqiang opera 
will gradually die out only through the traditional 
performance mode. 

2.2.2. Single Media 

Wanwanqiang opera is rooted in Quwo, and its 
singing tune also adopts local pronunciation. 
However, its dialect habits limit its promotion 
prospects, and foreign tourists cannot understand it. 
For example, modern Peking Opera does well in this 
item. The theater performance will be equipped with 
corresponding subtitles. Even if the audience does not 
understand a dialect, they will watch it with subtitles. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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2.2.3. Lagging Behind Mainstream Culture           
and Media  

As an art form rooted in the folk, Wanwanqiang opera 
in Quwo County can be said to be derived from the 
folk and performed in the folk [9]. These dramas truly 
reflect the local people's lives and make people 
empathy. That is why the Wanwanqiang opera troupe 
would be invited to perform in festivals, weddings and 
funerals. People loved to watch, and people at that 
time did not have any other forms of entertainment. 
Nowadays, there are various forms of entertainment. 
People have more and more ways to obtain 
information and have more preferences. 
Wanwanqiang opera is less and less attractive to 
people. In addition, weddings and funerals or 
commercial performances are carried out in songs, 
dances and other forms, making Wanwanqiang opera 
useless and gradually fade out of the public's vision. 

2.3. Inheritance Dilemma and                
Reason Analysis 

The inheritance of Wanwanqiang opera is passed 
down by word of mouth between master and 
apprentice. There are few materials, books or relevant 
literature about Wanwanqiang opera. Moreover, the 
core staffs of Wanwanqiang opera troupe in Quwo 
County are all over 40 years old, and the artists are in 
short supply. The inheritance dilemma of 
Wanwanqiang opera in Quwo County can be divided 
into two parts. The first is the dilemma of "spread" 
and the other is the dilemma of "inheritance". 
At present, few people in Quwo County have inherited 
Wanwanqiang opera. When the older artists of the 
previous generation are getting older, all senior 
artists have left one after another, making many skills 
and representative works gradually vanish [1]. In 
addition, some old artists are not open-minded 
enough. They think that they can't take out the 
"unique skills" they have learned hard. In fact, such an 
idea is not conducive to the communication of 
Wanwanqiang opera. It is suggested to change the 
original feudal concept and maintain an open and 
tolerant attitude, and then young people would begin 
to like and love Wanwanqiang opera. 
Opera is a comprehensive skill. The growth of an 
opera performer requires years of stage practice and 
training [10]. However, the income cannot guarantee 
the basic survival needs of actors, the number of 
enthusiasts of opera has decreased sharply. Some 
young practitioners with great artistic talent have no 
longer concentrated on Wanwanqiang opera, but 
changed careers or businesses [11]. Therefore, 

training and bringing up a new generation of artistic 
talents and how to attract more young people are 
other problems. Nowadays, many popular operas 
have been introduced into schools, so that students 
can be influenced by operas from an early age. 
Wanwanqiang opera in Quwo County needs to 
establish an innovative inheritance mode and let more 
young people know about it and love it. 

3. PRELIMINARY EXPLORATION ON 
INHERITANCE AND DEVELOPMENT 
STRATEGIES BASED ON THE     
ABOVE PROBLEMS 

3.1. Using New Media 

The digital development in the 21st century has 
gradually changed people's way of life. Modern 
science and technology basically occupy 90% of their 
free time. Modern human beings almost access the 
information resources on Internet. Therefore, it is 
suggested to cooperate with performers or successors 
to upload videos of Wanwanqiang opera to the 
Internet to promote Wanwanqiang opera. According 
to the 49th statistical report on China's Internet 
Development released by the China Internet 
Information Center, by December 2021, the number of 
Internet users in China had reached 1.032 billion, with 
an increase of 42.96 million over December 2020. And 
the Internet popularizing rate reached 73.0%. It is 
undeniable that intelligent terminals can be used as a 
platform for the mutual transmission of various 
cultural forms, and their cultural transmission range 
is the widest and the communication audience is the 
largest. However, people can also meet the cultural 
needs of the masses even they stay at home. Tiktok 
platform also takes advantage of the trend, becoming 
the largest intangible cultural heritage publicity 
platform in the industry. Among many intangible 
cultural heritage arts in China, more than 90% of 
inheritors of intangible cultural heritage have chosen 
to settle in the short video network platform to 
publicize and promote by publishing some videos on 
the production and performance of intangible cultural 
heritage art. With the spread of short videos, 
traditional operas are full of the flavor of times, and 
Chinese audiences can understand traditional operas. 
In addition to paying attention to performers and 
successors, the innovation of opera in education can 
also rely on new media. At present, many intangible 
cultural heritage products are exploring the 
innovative path of intangible cultural heritage 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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education based on teaching and learning. In 2019, 
the social media department of people's network and 
Tencent QQ launched a public welfare game "I am the 
inheritor of intangible cultural heritage", which 
enabled netizens to participate in the game to become 
"inheritors of intangible cultural heritage" and use the 
intangible cultural heritage items in the game to 
unlock and synthesize. While unlocking the intangible 
cultural heritage project, people could also 
understand the historical background and production 
techniques of the intangible cultural heritage art. After 
knowing the relevant knowledge, people could also 
obtain more game gift packs through the interesting 
Q&A. The new model of "intangible cultural heritage + 
poverty alleviation" has been implemented in most 
poverty-stricken areas. This innovative form has led 
the majority of netizens to jointly help protect 
intangible cultural heritage. 
At the same time, network promotion is also the latest 
and most effective way of promotion. Wanwanqiang 
opera in Quwo County take the "hitch ride" of the 
network, promote its popularity with the help of the 
network platform, and quickly return the funds 
invested in the market and invest more funds in new 
construction. With the publicity of new media and 
traditional media such as newspapers and television, 
the effect of 1+1>2 would be achieved. 

3.2. Using New Technology 

Nowadays, there are some obstacles for the 
promotion of Wanwanqiang opera in Quwo County, 
such as ambiguous video and audio data, obsolete 
paper materials, and word-of-mouth inheritance form, 
which is not conducive to the communication. It is 
suggested to use high and new technology to 
rearrange the Wanwanqiang opera in Quwo County, 
organize the repertoire into a volume, and retain clear 
video, audio and paper materials. Secondly, it is 
suggested to strengthen the application of science and 
technology on stage. With the development of science 
and technology, stage design is becoming more 
important in the performance. The traditional stage 
arrangement of "one table and two chairs" can no 
longer meet the requirements of the new drama. 3D, 
VR, LED and other technologies can be used to make 
the plane become three-dimensional and vivid. At the 
same time, the visual experience of the audience will 
be enhanced, the background and environment of the 
story will be better described, and the characters will 
be depicted more deeply. In recent years, a full-LED 
screen is adopted in the Spring Festival Party, which 
can create a variety of composite spaces and can be 
adjusted as needed. With the free switching of stage 
background, the connection between the real world 
and imagination and the complementary singing and 
plot, there are infinite new possibilities. 

3.3. Compiling Innovative Plays 

It is suggested to create more plays that cater to the 
preferences of young people, and integrate the 
tradition with the culture of the new era. Nowadays, it 
is difficult for contemporary young people to be 
interested in the slow pace and old-fashioned form of 
traditional opera. Many traditional arts have won 
more young people's favor through the form of "being 
outstanding among circles" (network popular words, 
which means not only being concerned by small 
circles, but also beginning to enter the public's field of 
vision). For example, combining with electronic music 
and rap and creating novel plays are all good ways for 
Wanwanqiang opera in Quwo County to "get 
outstanding among the circles". In 2015, Guangdong 
opera theater produced the rehearsal of "decisive 
battle against Tiancefu", which was the first 
combination of Internet and Opera (Cantonese Opera) 
in China and based on the 3D online game of martial 
arts "JX Online 3". It was reported that the team would 
combine the traditional Cantonese opera culture with 
the contemporary popular online games, and create a 
new type of Cantonese Opera with positive thinking 
and rich martial arts, aiming to attract young people, 
creating a unique cultural brand in Guangdong and 
cultivating a new generation of lovers of Cantonese 
Opera. Judging from the box office, "decisive battle 
against Tiancefu" achieved the expected goal and 
results. It was reported that the play had been 
performed more than 30 times in Beijing, Shanghai, 
Guangzhou, Zhuhai, Foshan and other places, with 
more than 50000 viewers, and the ticket revenue was 
about 200000 yuan. This was a large amount of 
income for drama performance. From the "decisive 
battle against Tiancefu", people can see the 
revitalization of traditional opera. The inheritance and 
innovation of Cantonese opera in artistic form is 
worthy of further exploration and development of 
other opera varieties. 

3.4. Expanding New Markets 

Wanwanqiang opera in Quwo County has sufficient 
conditions for the development of tourism resources. 
To attract attention, people must first understand it. 
For the development of Wanwanqiang opera in Quwo 
County, it is suggested to take the following measures. 

3.4.1. Designing Cultural and Creative Products  

For Wanwanqiang opera, it is suggested to design 
some cultural and creative products, such as pendants 
and decorations of opera characters, which can not 
only increase income, but also leave a deep 
impression on people. There are many fresh products 
that can be made by traditional methods, which 
should be used most. It can not only inherit culture 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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through the production of cultural and creative 
products, but also maintain close contact with 
consumers. However, the production of modern 
commodities is not to simplify the original traditional 
skills. In order to attract customers, it is necessary to 
do a good job of each product with the mentality of a 
craftsman. For example, the "Xue Rong Rong" and 
"Bing Dwen Dwen" of the Beijing Olympic Winter 
Games are loved by people all over the world, which 
further proves the importance of a good cultural and 
creative product for cultural communication. 

3.4.2. Setting Up Special Tourist Lines  

In order to develop tourism resources, it is necessary 
to attract people to travel, which requires to specify 
some characteristic tourist routes to attract tourists. 
In addition, it is suggested to integrate Wanwanqiang 
opera into the whole tourism process. Considering the 
local characteristic culture of Quwo, it is suggested to 
establish relevant facilities to combine nature with 
humanity. During the tourism process, tourists can 
also experience the fun of wearing costumes, putting 
on make-up and performing on stage. Then tourists 
can have a deeper and more interesting experience. 
When celebrating festivals, special activities can also 
be carried out, such as the Yaodu cultural festival in 
Linfen City. Creating their own characteristic activities 
can also help expand the popularity of Wanwanqiang 
opera. At the same time, tourists can understand and 
accept the art form of Wanwanqiang opera, and then 
love Wanwanqiang opera [12]. 

4. CONCLUSION 

With the use of literature research and investigation, 
this study analyzes the development dilemma, 
communication dilemma and inheritance dilemma of 
Wanwanqiang opera in Quwo County, studies the 
intangible cultural heritage of Wanwanqiang opera in 
Quwo County and the development of tourism 
resources, and proposes to protect and inherit 
Wanwanqiang opera in Quwo County by means of 
using media and technology, creating dramas and 
expanding the market. Wanwanqiang opera in Quwo 
County is a treasure of Chinese culture, known as "the 
first singing tune in southern Shanxi". Protecting and 
inheriting it is of great significance to the continuous 
development of the Chinese nation, and it is suggested 
to make great efforts to continue to inherit and carry 
forward it. In the past, traditional opera was an 
effective means to meet people's entertainment needs, 
cultivate their sentiment and help build a harmonious 
society. In today's society, traditional opera culture 

should not stick to the old model or the old rules. 
Instead, it should conform to the trend of the times, 
absorb new nutrients, face the market, and boldly 
carry out the inheritance and innovation of opera art 
with the awareness of market survival and 
competition. Only by making good use of the current 
high and new technology, seeking new ways of 
development with the help of modern high and new 
technology products, understanding the needs of the 
masses, mobilizing the broad participation of the 
masses, and arousing the civilized memory in the 
hearts of the masses can we develop and expand, glow 
with new vitality, establish a sense of pride in the 
national culture in the hearts of the people, and 
effectively preserve and disseminate folk art, 
especially folk opera culture. The depressed situation 
of the opera market can also be changed, and a new 
spring of opera will come. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. INTRODUCTION 

The traditional aesthetic of "the highest principle" of 
the aesthetic ideal and artistic pursuit have been 
unable to meet the demand of the contemporary 
human spiritual civilization, the standard and content 
of art are also along with the development of social 
and break through the original limitations, gradually 
become diversify. Right now, a lot of ugly art 
appearing in life, so, it is necessary to analyze the 
aesthetic theory contained in these ugly art. 

2. EXPRESSION OF "UGLINESS" IN 
WESTERN ART HISTORY 

Before the Renaissance, Westerners did not have the 
way of thinking of subject-object dichotomy, and the 
discussion of natural things was still in the stage of 
ignorance. Aesthetic activities were carried out with 
the concept of "the unity of nature and man". At that 
time, religious belief was an important factor affecting 
the occurrence and creation of art. People's worship 
of gods stimulated their pursuit of beauty. Plato 
believed that the artistic world was an imitation of the 
real world, while the real world was an imitation of 
the conceptual world. The conceptual world was 

absolute truth from God. Just as he said, artistic 
creation was due to the inspiration stimulation, and 
this inspiration was assisted by divine power. For 
example, people could see that the goddess was both 
dissolute, pure, and lovely in the sculpture "Aphrodite 
of Milos" with voluptuous breasts and comely facial 
features, that is, being affectionate, charming, and 
coquettish. This Aphrodite with beauty and love 
symbolized the ancient Greeks' pursuit and yearning 
for emotional life. Because of this, they rejected to 
express ugliness in their artistic creation, and believed 
that ugliness was evil and sin, which was contrary to 
the spirit of God. Lessing once mentioned in 
"Laocoon" that there was such a legal provision in 
Thebe — ugliness was not allowed in Thebe. For 
example, people could see that the Laocoon father and 
sons were wrapped by giant snakes in Hagesander's 
art work "Sculpture of Laocoon". According to normal 
logic, their facial expressions should be extremely 
ferocious and painful, but the sculptor portrayed calm 
facial expressions, and people could only experience a 
hint of sadness, without seeing the physiological 
reaction under normal conditions. It could be seen 
that the sculptor deliberately avoided the expression 
of ugliness. Lessing explained this for us: "for the 
ancient Greeks, the expression of beauty is the 
supreme law of plastic arts" ([1], p.37). "Such shame is 
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1. INTRODUCTION 

The traditional aesthetic of "the highest principle" of 
the aesthetic ideal and artistic pursuit have been 
unable to meet the demand of the contemporary 
human spiritual civilization, the standard and content 
of art are also along with the development of social 
and break through the original limitations, gradually 
become diversify. Right now, a lot of ugly art 
appearing in life, so, it is necessary to analyze the 
aesthetic theory contained in these ugly art. 

2. EXPRESSION OF "UGLINESS" IN 
WESTERN ART HISTORY 

Before the Renaissance, Westerners did not have the 
way of thinking of subject-object dichotomy, and the 
discussion of natural things was still in the stage of 
ignorance. Aesthetic activities were carried out with 
the concept of "the unity of nature and man". At that 
time, religious belief was an important factor affecting 
the occurrence and creation of art. People's worship 
of gods stimulated their pursuit of beauty. Plato 
believed that the artistic world was an imitation of the 
real world, while the real world was an imitation of 
the conceptual world. The conceptual world was 

absolute truth from God. Just as he said, artistic 
creation was due to the inspiration stimulation, and 
this inspiration was assisted by divine power. For 
example, people could see that the goddess was both 
dissolute, pure, and lovely in the sculpture "Aphrodite 
of Milos" with voluptuous breasts and comely facial 
features, that is, being affectionate, charming, and 
coquettish. This Aphrodite with beauty and love 
symbolized the ancient Greeks' pursuit and yearning 
for emotional life. Because of this, they rejected to 
express ugliness in their artistic creation, and believed 
that ugliness was evil and sin, which was contrary to 
the spirit of God. Lessing once mentioned in 
"Laocoon" that there was such a legal provision in 
Thebe — ugliness was not allowed in Thebe. For 
example, people could see that the Laocoon father and 
sons were wrapped by giant snakes in Hagesander's 
art work "Sculpture of Laocoon". According to normal 
logic, their facial expressions should be extremely 
ferocious and painful, but the sculptor portrayed calm 
facial expressions, and people could only experience a 
hint of sadness, without seeing the physiological 
reaction under normal conditions. It could be seen 
that the sculptor deliberately avoided the expression 
of ugliness. Lessing explained this for us: "for the 
ancient Greeks, the expression of beauty is the 
supreme law of plastic arts" ([1], p.37). "Such shame is 
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the sacrifice of artists to beauty" ([1], p.65). However, 
the artistic creation at this time did not completely 
"reject ugliness at all". For example, in the sculptures 
"Aphrodite and Pan" and "Daphnis and Pan", the Pan 
had sheep head human body, and he was placed next 
to Aphrodite and Daphnis, in order to set off the 
beauty of Aphrodite. Aristotle once said that human 
and animal corpses or ugly animal images were ugly 
in appearance, which was unpleasant. However, these 
ugly images were processed and transformed by 
artists into carefully drawn pictures, which could also 
make people feel happy, that is, "it seems that lifelike 
images can cause our pleasure" ([2], p.77). Plutarch 
also said that "only ugliness was taken as a proof of 
artistic skills. In addition, ugliness was excluded from 
art" ([3], p.51). From this point, it could be seen that 
the ultimate purpose of artistic creation in this period 
was to express beauty and equate beauty with 
goodness. Art can be unreal, but it cannot lack beauty. 
Ugliness only exists as a foil of beauty. 
In the Renaissance, with the development of aesthetic 
practice, artists finally began to pay attention to 
ugliness and express ugliness. Art works no longer 
existed to publicize the God, but tended to explore and 
think about human nature. For example, Shakespeare 
shaped the cold-blooded and stingy miser — Shylock 
in "The Merchant of Venice". This person could be said 
to be a combination of the stink of money and 
brutality, spiritual corruption, and venality. It seemed 
that the meaning of life lied only in the pursuit of 
money. This ugly desire was deeply portrayed by 
Shakespeare. Another example was Francois Rabelais' 
novel "Gargantua and Pantagruel", which described 
three monstrous giants — Gargantua, Pantagruel and 
Grantguderme. They spoke in a vulgar way and 
behaved strangely, but the author didn't aim to 
criticize these ugly giants, but rather criticize the 
darkness of the ruling class. It could be seen that in 
the author's view, the real ugliness was not the "giant" 
who indulged in pleasure and disturbed the discipline, 
but the stupid and cruel medieval society. The famous 
painter Rodin's "old prostitute" shaped an elderly 
prostitute, with a haggard face, drooping breasts and 
bent body, which could be described as a person with 
ugly appearance. People couldn't help but marvel at 
that how such an ugly woman could be. After 
exclamation, people thought of that the old prostitute, 
who was in the society, suffered from wind and rain, 
slowly aged and died under the devastation of years. 
Compared with the works of "beauty" in ancient 
Greece, the ugliness of the work "old prostitute" and 
its negation and criticism of the ugliness in social 
phenomena had deepened people's understanding of 
life. This way of expressing the meaning of life 
through the description of ugly phenomena in real 
society began to be recognized by society. 

Until modern times, the status of "ugliness" in art was 
stable. Lessing first proposed the principle of dealing 
with ugliness in art. His famous work "Laocoon" 
mainly distinguished between classical art and 
modern art. He believed that classical art was mainly 
plastic arts, such as painting and sculpture. Due to the 
guidance of philosophy and the admiration of 
rationality and religion, art took "beauty" as the 
creative principle, and repelled the ugliness. And 
poetry was the symbol of modern art. With people's 
criticism of religion and irrational liberation, artists 
advocated truth, and there was a natural description 
of ugliness in artistic expression. In 1853, 
Rosenkrantz's "aesthetics of ugliness" was born. In 
the book, Rosenkrantz clearly pointed out that 
ugliness didn't belong to beauty, but it was actually 
related to beauty. In artistic expression, the 
expression of ugliness should follow a certain 
principle, that is, ugliness couldn't exist independently 
in art. As the first book devoted to the study of 
ugliness, Rosenkrantz liberated ugliness from the 
shadow of beauty. Ugliness no longer attached to 
beauty, but gained independence and became a real 
aesthetic category, meaning that the discussion of 
ugliness in aesthetics began to enter a new stage. At 
the same time, Hugo, the French writer, also seemed 
to realize that the status of ugliness was rising. He 
said, "The contact with the funny and ugly has given 
modern loftiness something purer, greater and nobler 
than ancient beauty; and this is also a matter of 
course... Beauty has only one type, but ugliness is 
ever-changing" ([4], p.42). Hugo successfully shaped 
two ugly representatives in "Notre Dame de Paris", 
one was Quasimodo, a bell ringer with a deformed 
body and an ugly appearance, and the other was a 
deputy leader with good facial features and an 
important position. However, the ugly Quasimodo was 
the embodiment of goodness and justice. He bravely 
rescued Esmeralda from the dark church. The other 
deputy leader, who looked intact and deformed, 
wanted to kill Esmeralda because he couldn't get her 
love. Through this comparison, the author on the one 
hand believed that deformity could also be beautiful; 
on the other hand, he expressed his disgust and 
hatred for the feudal ruling class. In the end, the 
author gave the end of being "dead" for the deputy 
leader, which was a strong satire and criticism of the 
hypocritical and despicable people. During this 
period, artists' expression of ugliness was more 
realistic. Through the depiction of ugliness in real life, 
they directly reflected the embarrassment and 
hardship of the lower-class people, and mercilessly 
criticized and satirized the injustice, darkness and 
ruthlessness of the real society. In Van Gogh's "The 
Potato Eaters", the artist outlined the working masses 
with thick and black lines. From the picture, people 
could see that a family of six people were crowded in 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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a narrow and cold cabin. It could be seen that each 
character had prominent eyes because of overwork, 
and they were nervous. The meals on the table were 
pitiful and the environment gloomy. Ugly elements 
could be seen everywhere. However, for viewers, 
these characters were not ugly, but poor. And people 
can experience their hardships and helplessness. 
In modern and post-modern times, ugliness really 
released its own brilliance. The reason why it shined 
brightly was that it was not confined to the rational 
world, but represented sensibility and existed in the 
perceptual world. Jiang Kongyang said, "Ugliness is 
only a negative force in traditional aesthetics, but 
ugliness and absurdity have replaced loftiness and 
ridicule and become the symbol of irrational aesthetic 
ideals in the aesthetics of modernism in the 20th 
century" ([5], p.48). First of all, during this period, the 
rules that originally took the expression of rationality 
as the artistic principle were broken. Schopenhauer 
believed that will was the origin of the universe, and 
the noumenon of art was no longer absolute 
rationality, but absolute sensibility. Will represented 
human passion, desire, aspiration, etc. Because these 
wills couldn't be completely satisfied, or they were 
struggling to realize their wills, people had to suffer. 
This human dilemma and the pain from the will were 
the premise of ugliness appreciation. Nietzsche 
inherited Schopenhauer's tragic consciousness, 
shouted the slogan that "God was dead", and resisted 
the traditional rationalism. The core of Nietzsche's 
philosophy was to affirm life. Nietzsche advocated to 
arouse vitality with the power will, and attacked 
rationalism with this. The power will was 
characterized by passion, desire, wildness, activeness 
and struggle. Therefore, it was certain that in 
Nietzsche's philosophy, ugliness was a part of the 
power will and the keynote of life. Adorno's 
understanding of ugliness could be said to be 
forward-looking. He believed that ugliness should not 
be suppressed by beauty all the time. It was ugliness 
that made art perfect. The fundamental reason why 
ugliness had been suppressed was that in the western 
world, the expression of rationality had always been 
the principle of artistic creation. Rationality had 
always suppressed sensibility. Liberating "ugliness" 
was to release the capacity of sensibility. This attack 
on rationality and the promotion of sensibility could 
be said to have caused the aesthetic disorder of the 
public, which also laid the status of ugliness in art. 
Baudelaire's "flowers of evil" marked the rise of 
ugliness in the modern era. What Baudelaire 
described in his works was not the neon of urban 
scenery, but the images of bullied beggars, insensitive 
blind people, old prostitutes who had gone through 

the vicissitudes, helpless old people, patients who 
were dying, thieves and gamblers who ran their own 
course, and those who were difficult to be elegant. In 
his description, we could feel the dirtiness and filth of 
the city. The society arranged the fate of the lower-
class people in the mode of industrialization. There 
was no emotion between people. It seemed that the 
whole world was cold and heartless. Eliot's 
"Wasteland" described the former glory but now 
declining British Empire through the empty bottles, 
silk handkerchiefs, breadcrumbs, cartons and 
cigarette ends floating on the Thames River. The 
wasteland on the earth he described actually 
represented the wasteland of the human spiritual 
world. Kafka's "Metamorphosis" portrayed the 
protagonist as a beetle. Since the protagonist's 
mutation, the attitude of his relatives had changed, 
becoming more indifferent and trying to drive him 
out. This was undoubtedly a criticism of the tendency 
and selfishness of human nature. The beetle image 
shaped by Kafka was a reflection on the alienation of 
human society. In the industrial society, various 
machines had replaced the original manpower. But 
people mechanically copied their own labor, sealed 
themselves in the factory, and lost their self-worth. 
This kind of absurd drama revealed the social 
environment and human situation by shaping absurd 
images. From these artistic images, viewers could feel 
that the artist had experienced the chaos of the world 
and the horror of the people, but he had nothing to do 
with this ugly and oppressive real society, and could 
only "shape images and do his best". 
In the post-modern era, the phenomenon of ugliness 
appreciation in art was at its peak. Artists began to 
rebel against modern art, taking deconstruction and 
subversion as the creative principles and advocating 
diversification, personalization, fragmentation, 
irrationality as the creative purposes. According to 
Adorno's "aesthetic principles", art should be used to 
criticize society and warn mankind. Adorno proposed 
that "ugliness, whatever it may be, is considered an 
opportunity for art in practical or potential sense. Art 
needs to realize itself by virtue of ugliness as a 
negative" ([6], p.73). Moreover, art "should not use 
humor to eliminate ugliness, nor should it adjust the 
existence of ugliness... Art must use ugliness to 
denounce the world, that is, to create and recreate 
ugliness in its own image" ([6], p.74). For example, 
Duchamp's "Spring" directly placed the urinal in the 
art exhibition hall, replacing the actual artistic image 
with absolute emptiness and resulting in a nightmare 
like effect. In Dali's "A rainy taxi", the sculptor 
portrayed the taxi driver as a shark. The body was still 
in human shape, but looked alienated. The passenger 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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was a model in a dress. And there was a sprinkler in 
the taxi. Besides, the whole interior environment was 
like a tropical rainforest in the rainy season. This 
incredible scene made the viewer realize the 
absurdity and nothingness of the world. It could be 
seen that the sculptor was committed to the 
breakthrough of modern art expression, and the 
appreciation of ugliness was a powerful weapon to 
achieve this goal. Cornelia Parker created an 
installation art called "30 pieces of silver", crushing 
more than 1000 pieces of silver into pieces and piling 
them into 30 piles. In this violent way, it 
metaphorized Judas' betrayal of Jesus and explained 
the ugliness of human nature. Robert Rauschenberg, 
the American artist, had an installation art 
"intertwined letters". In this art work, viewers could 
see that there was a goat with a tire hanging on his 
waist. It stood on a rough wooden board, obviously 
showing "Irrationality" and "uncertainty". This 
breakthrough in all traditional artistic boundaries and 
taboos reflected the sculptor's pursuit of spiritual 
freedom. Another example was the work "my bed" by 
Tracy Emin, a British female artist. 17 years ago, she 
broke up with her boyfriend who made her heart-
breaking. Those days were unbearable, and she piled 
up bits and pieces of things such as used condoms, 
underwear with dirty blood, sanitary napkins, vodka 
bottles, empty cigarette boxes of Marlboro around the 
bed, deliberately trying to let people see the dirtiest 
part of life. The work was controversial, and the 
author explained: "I wonder where those people's 
morality and integrity come from. My work is not 
shocking. I don't mean to shock people. I just want to 
have a dialogue with people" ([7], p.19). It seemed 
that the author just told her story to the public, 
released herself, and didn't block her dark side in her 
narrow world. The publication of this work of art 
reflected the subversion of traditional culture and the 
endless innovation of art. This kind of installation art 
could be said to be full of ugliness appreciation. They 
refused to express beauty or follow rules. "It is an art 
category of ugliness appreciation that shocks the art 
world with ugliness and strangeness and subverts the 
art tradition" ([8], p.48). The negation of post-modern 
art to traditional art was actually to break through 
traditional art. Another art category of post-modern 
art, namely performance art, was also closely related 
to the appreciation of ugliness. For example, in Yves 
Klein's performance art work "free fall", he jumped 
from the second floor without any safety precautions, 
aiming to challenge the limits of death and fear. 
Marina Abramovich created the "rhythm" series, 
"Thomas' lips" and other performance art works in 
the way of self-mutilation. It could be seen intuitively 
from "Thomas' lips" that the author drew a five-
pointed star with a blade on his abdomen. The bloody 
scar was shocking, and this kind of display of the scar 

was a kind of non-beautiful display. Since then, 
Marina Abramovich and Ure had concentrated on the 
humanistic theme of feminist ethical care by creating 
behavioral art works about gender, body and gender 
violence. "Potential", which was created by two 
artists, traversed Europe in 1980. The two artists 
stood face to face and stared intently at each other. At 
the same time, they held a tight bow and arrow in 
their hands. There was also a poisoned arrow in Ure's 
hands, which pointed to Marina's heart. If he wasn't 
careful, the poisoned arrow would pierce Marina's 
heart. Besides, a loudspeaker was set around them. 
They could clearly hear the beating sound of their 
hearts accelerating rapidly, and the whole process 
lasted for four minutes and ten seconds. To say what 
kind of ugliness this work reflected, it was precisely 
by showing the possible or exact damage to the 
intuitive body, the artists exposed the mutual damage 
at the spiritual level in the relationship between men 
and women. The psychological trauma was invisible 
to the naked eye, and this invisible hole was also 
ugliness. Another example was from Yoko Ono, a 
Japanese American musician and pioneer artist. 
According to her performance art work "slicing", Yoko 
Ono knelt in front of a pair of scissors, being 
motionless. In addition, she asked the audience to cut 
her clothes on stage. At first, the participants were 
very polite. Later, they became more violent, and were 
out of control. Finally, her clothes broke into rags, 
leaving only her underwear. This kind of behavior 
performance revealed the violent behavior between 
people and the process of mutual torture and 
violence. Also, it revealed that violence in human 
society, whether at physical or mental level, could 
hurt people. The work was created during the period 
when the U.S. military launched a military attack on 
Vietnam. Yoko Ono criticized violence and expressed 
the desire for peace through this work. In English, 
pieces are homonymous with peace. Cutting clothes 
meant that war broke the world order and destroyed 
the peace. In other words, artist issued a silent but 
powerful resistance to all ugly atrocities. Therefore, 
post-modern art critically examined ugly things and 
phenomena in order to criticize the real society from 
the standpoint of "ugliness". 
From the above analysis of the phenomenon of 
ugliness appreciation in Western art, the important 
reason why Westerners rejected "ugliness" for a long 
time was their admiration for rationality, and that art 
should be the imitation of all things in nature, and the 
discussion and summary of the universe and natural 
laws. From ancient Greece to modern times, in 
Western art, sensibility and rationality have always 
been in a very tense relationship. The emphasis on 
ugliness is due to the rise of irrationalism. However, 
from the pre-Qin Dynasty to Qing Dynasty and Ming 
Dynasty, China's artistic creation had been based on 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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the philosophy of "the unity of nature and man" and 
"the integration of all things". Artistic creation focused 
on the expression of human thoughts and emotions, 
and the attitude towards "ugliness" was relatively 
tolerant and positive. Whether in works of art or 
literary theory, it is suggested to "not exclude 
ugliness, cover ugliness, suppress ugliness, taboo 
ugliness, or recognize the legitimacy of ugliness, but to 
talk about ugliness, express ugliness, and believe that 
'ugliness' has special artistic value" ([8], p.19). 

3. EXPRESSION OF "UGLINESS" IN 
CHINESE ART HISTORY 

Zhuangzi shaped a large number of physically 
incomplete and physically deformed monsters, such 
as the five disabled people with ugly appearance but 
high moral quality in "De Chong Fu". This conflict 
between beauty and ugliness not only did not 
contradict, but also highlighted the importance of 
human quality. In the view of Taoism, "Tao" was the 
noumenon of all things in the universe. Whether it 
was beauty or ugliness, it was only the representation 
of "Tao", and there was no difference in essence. 
Therefore, beauty and ugliness could be transformed 
into each other here in Taoism. "Therefore, all things 
are integrated. The beauty can be miraculous and the 
evil is smelly. However, the smelly decay could be 
transformed into the magic, and the magic could be 
transformed into smelly decay" ([9], p.288). The 
essence of "beauty and ugliness" was to help people 
reach the realm of "forgetting the limitation". There 
was a similar theory in "Zuo Zhuan" that "if a man has 
beauties, it is enough to move people. If he is immoral, 
there will be disaster" ([10], p.1096). Guan Xiu, the 
painter, was deeply influenced by Zhuangzi's thought. 
People could see the ugly characters in his paintings. 
However, from his brushwork and character 
expression, people could experience the spiritual 
power of the writer not to compromise with the 
secular world. In the late Tang Dynasty, the political 
struggle became more and more complex, and the 
practical contradictions became increasingly 
prominent. Due to social unrest, artists' conscious 
expression of ugliness was performed. In poetry, Du 
Fu truly expressed the ugliness in society and human 
nature. Works such as "Shi Hao Li" and "Farewell to 
the elderly" not only reflected the hardships of the 
working people at that time, but also expressed the 
poet's disappointment and resentment towards the 
ruling class. In China, artists described strange scenes 
and things, and criticized the bad atmosphere of the 
society at that time. For example, Li He's poems 
contained brutality, such as "the man having the carp 

tail and concubine having orangutan lips". His poems 
were ironic and grotesque, with a unique aesthetic 
effect. Meng Jiao's and Jia Dao's poems were of a 
gloomy and sad style, which were different from 
previous poems. Han Yu often used obscure and stiff 
words and sentences to write some terrible and 
strange things. For example, in "Sending Zhang Shiba 
in illness", "Wild geese", etc. the poet described 
strange things, expressed the sadness in heart, 
criticized and satirized the ugly faces of dignitaries in 
the upper-class society at that time. People in Song 
Dynasty were more active in ugliness appreciation. 
For example, in Li Song's "phantom play of skeletons", 
skeletons were directly included in humanistic 
paintings. This phenomenon was rare in ancient 
paintings in China. In the picture, one skeleton 
manipulated another skeleton, and the images of 
human mother and baby accompanied them. The first 
reaction of the viewer was that there was a lack of 
male image in the picture. The skeleton represented 
the image of the "master of the family". It was a pity 
that in a patriarchal society, the "master of the family" 
was a puppet in the hands of others, and the sense of 
"circulation" of the puppet manipulating the puppet 
was even creepier. The whole painting was full of 
imagination, which not only reflected a dialogue 
between life and death, but also a reflection on the 
present world. Another example was from Mei 
Yaochen's poems, such as "crows pecking maggots 
during the toilet in the morning of August 9th", "a 
dream in the evening on the spirit tree", etc. The 
poetry was not gorgeous, and the artistic conception 
was not beautiful enough, but it described a capital 
close-up of trivial, even ugly and disgusting things in 
life. What permeated between his lines was the poet's 
unfortunate experience, the sadness and desolation of 
life. In the Ming and Qing Dynasties, it could be said 
that the phenomenon of ugliness appreciation 
reached its peak. First, there was a phenomenon of 
ugliness appreciation in novels, such as "the story of 
Officialdom", "three words and two pictures", "The 
Golden Lotus" in Ming Dynasty, which opened the 
trend of ugliness appreciation in ancient Chinese 
novels. Among them, the characters such as "San 
Hebao", "Mao Deguan" and "Mei Yangren" were the 
representatives of ugliness. From the names given to 
them by the author, people could understand the 
irony of the novel. In addition, the historical romance 
novel "Water Margin" was to expose the shameful 
behavior of the feudal rulers. "The dark social reality 
was hideously ugly, and the tragic character ending 
was also ugly and real" ([8], p.19). Second, there was a 
phenomenon of ugliness appreciation in painting. For 
example, in Zhu Da's painting "the picture of water 
birds and lotus flowers", a strange bird stood on the 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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strange stone in the picture. The expression of the 
strange bird was also puzzling. It seemed that it 
ignored things in the world, metaphorizing the 
author's grief over the collapse of the country and 
dissatisfaction with contemporary society. Besides, 
considering the artistic works of eight eccentric artists 
in Yangzhou, ugliness and strangeness were the 
characteristics of their works, such as Zheng 
Banqiao's "Bamboo and Rock", Wang Shishen's 
"Xiaoxiang Lingfang Painting", Jin Nong's 
"Wintersweet Blooming Painting", "Sprinkling" and so 
on. Their brushwork was clumsy and concise, simple 
and complex, seeking spiritual resemblance rather 
than physical resemblance, and their artistic 
conception was meaningful. The ugliness, weirdness 
and strangeness in these paintings had been 
sublimated into the vitality of an artistic work, 
reflecting the artist's own pride and the spirit of not 
bowing to the dark forces in the secular world. Such 
ugliness had to bear the heavy responsibility of 
challenging the tradition and impacting the old 
system. Finally, there was a phenomenon of ugliness 
appreciation in calligraphy. "Four necessities than 
four unnecessaries" were Fu Shan's requirement for 
calligraphy creation in the Qing Dynasty, that is, 
"rather being ugly than being vulgar, rather being 
clumsy than being skilled, rather being detached than 
being integrated, rather being straightforward than 
being arranged" ([11], p.30). This sentence had long 
been regarded as the classic purpose of "taking 
ugliness as beauty" in calligraphy theory. In fact, this 
artistic creation principle of Fu Shan aimed at 
"seeking truth". He also said, "There is no skill in 
writing, only clumsiness. What the most wonderful is 
to be clumsy rather than to be skilled" ([11], p.20). It 
is obvious that the supreme purpose of art is to see 
the truth in ugliness. 
Due to the different philosophical thoughts based on, 
the art concept and creative principles would also be 
different. Therefore, the creation of ugliness 
appreciation in Chinese art is different from that in 
the West. First of all, in terms of artistic expression, 
the appreciation of ugliness in Chinese art reflected 
the dissatisfaction and resistance of artists to the 
shackles of feudal ethics on human spirit, and it was 
not a rebellion against rationalism or a counterattack 
to mainstream beauty. Secondly, in the creation 
principle of art, Chinese artists took the philosophy of 
"the unity of nature and man" and "the unity of all 
things" as the principles, and paid more attention to 
the expression of their own emotions. On the one 
hand, they expressed their pride that they were not 
willing to bow to power through art; on the other 
hand, they expressed their feelings of home and 
country. By sorting out the historical origin of ugliness 
appreciation, it's known that ugliness appreciation 
was not a product of contemporary society, nor did it 

only exist in today's society. At all times and in all 
countries, artists and philosophers had never ignored 
the attention to ugliness, but in each historical stage, 
the relationship between beauty and ugliness was 
different, and the mission of ugliness appreciation 
was different. However, the purpose of creating works 
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under the care of rationalism, aesthetics has been 
biased towards rationality. Thus, ugliness is regarded 
as a symbol of irrationality and rejected from the art 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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the expression of ugliness in art. Adorno believed that 
existence of classical art was to bring vitality and hope 
to people, and existence of modern art was to realize 
people's self-salvation through the disillusionment of 
hope. This negative aesthetics criticized the ugliness 
of the real society and revealed the ugliness of the real 
society through the negation of beauty, in order to 
awaken the numb people's hearts and regenerate 
people in the negative artistic image, which was the 
idea and goal of the art of ugliness appreciation. 
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1. INTRODUCTION 

Guanyin was a Mahayana Buddhist bodhisattva who 
was introduced to China along the Silk Road in the 
Eastern Han Dynasty [1]. By the Ming and Qing 
Dynasties, the belief in Guanyin and the culture of 
Guanyin were firmly rooted in the hearts of the 
Chinese people [2]. And folk artists and talented 
people expressed their reverence for Guanyin in art 
forms such as stone carvings, ceramic sculptures and 
paintings. During the Sui and Tang Dynasties, with the 
development of porcelain-making crafts in northern 
and southern China, many kiln sites for firing 
Buddhist-themed ceramics were discovered in the 
central and southern regions. In the Ming and Qing 
Dynasties, the firing of statues of gods and Buddhas 
became more prevalent, and many high-quality 
porcelain sculptures appeared. The porcelain 
sculptures of Guanyin from the 17th century were not 
only characterized by traditional Chinese aesthetics, 
but also reflected the integration of many cultures, 
including Confucianism, Taoism and Christianity. 

2. BASIC INFORMATION ABOUT THE 
PORCELAIN SCULPTURES OF 
GUANYIN IN THE 17TH CENTURY 

Guanyin statues in the 17th century were mainly from 
the Dehua kilns [3]. The Dehua kilns produced a very 
large number of products with excellent quality, fine 
flesh and elegant tones. For example, the sitting statue 
of Guanyin, now in the Asian Art Museum in San 
Francisco, worn a crown of flowers, had vivid and 
delicate features, was adorned with a necklace on its 
chest, and was dressed in a long garment with wide 
sleeves. In addition, with the white glaze of Guanyin 
statue, people can see the dignity, demure and 
kindness. Also, Cizhou kiln, Longquan kiln and 
Jingdezhen kiln produced the Guanyin statue. Cizhou 
kiln continued to produce Guanyin in the same style 
as that of Yuan Dynasty, with black flowers on a white 
background. For example, the sitting statue of 
Guanyin, with a white background and black flowers, 
now in the San Francisco Museum of Art, was covered 
in white glaze, with black-colored decoration on the 
eyebrows, eyes, collar and pedestal. Longquan kiln 
also continued the artistic style of Yuan Dynasty, with 
the statue mostly covered in green glaze and the body 
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narrator’s memory (all the writer’s works are first 
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or even bringing back to life not only the narrator, but 
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being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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exposed to the glaze. For example, the blue-glazed 
niche statue of Guanyin from Longquan kiln, now in 
the Wenzhou Museum, had a light-brown face and 
body, with a light-green glaze on the drapery and a 
transparent green glaze inside and outside the niche. 
At this time, although Jingdezhen kiln occupied a 
central position in the Chinese porcelain industry. 
According to the quantity and quality of ceramic 
statues of Guanyin from this period, Dehua kilns were 
slightly superior to Jingdezhen kilns. Therefore, Dehua 
kiln became the main kiln for the production of 
ceramic statues of Guanyin in the Ming and Qing 
Dynasties, with other kilns competing to imitate it. As 
a Chinese "specialty", ceramics were sought after by 
many foreign aristocrats. In addition to the major 
museums in China and the museums where the kilns 
were located, museums and private in foreign 
countries also had collections, such as, enamel painted 
porcelain statues of Guanyin from the Dehua kilns 
during the Kangxi period in the Victoria and Albert 
Museum in the United Kingdom, a sitting statue of 
Guanyin from the Metropolitan Museum of Art in the 
United States, a statue of Guanyin in the 17th century 
from the National Art Collection in Dresden of 
Germany, a standing statue of Guanyin in the 17th 
century from the Dehua kilns in the National Gallery 
of Victoria in Melbourne of Australia, and a standing 
statue of Guanyin from the National Gallery in 
Amsterdam of the Netherlands. 
When Guanyin statue was first introduced to China, it 
maintained the image of a "brave man", with a burly 
body, well-developed muscles and a slight beard. In 
the Ming and Qing Dynasties, the statue of Guanyin 
had undergone the evolution process from male to 
female and from the sacred to the secular, and its 
image tended to be stable and had a profound impact 
on future generations [4]. 

3. EVOLUTION OF THE GENDER, SHAPE 
AND ARTISTIC STYLE OF GUANYIN 

3.1. Feminization 

The gender origins of Guanyin should go back as far as 
the Buddhist texts of the Guishuang period in ancient 
India. According to the corresponding Buddhist texts, 
the prototype of Guanyin was probably a male 
bodhisattva, which later evolved into the various 
images people know by the hands of a Buddhist. In 
"Saddharmapundarika Sutra · Arya Avalokiteshvara 
Fumon, No. 25": "...there are infinite millions of 
sentient beings hearing that Guanyin was a male..." 
[5]. During the Han Dynasty, the belief in Guanyin was 
widely spread in China. After the cultural fusion of the 
Six Dynasties and the Sinicization of Buddhism in the 
Sui and Tang Dynasties, the image of Guanyin changed 

in terms of gender. In the Five Dynasties and Song 
Dynasties, the image of Guanyin was basically 
feminine. Among them, there were three more 
obvious stages. 
The first stage was in the Wei, Jin, Southern and 
Northern Dynasties. Most of the time during this 
period was in war and chaos, and the people were 
displaced and suffering. Guanyin was popular because 
of its mercy and salvation, and Guanyin statues also 
increased with the influence of Gandhara. For 
example, the painted stone statue of Guanyin in the 
Northern Qi Dynasty in the Metropolitan Museum of 
Art (Fig. 1) had delicate and pretty face, slightly closed 
eyes, a plentiful and substantial body, a long neck and 
narrow shoulders, and precious stones and other 
decorations on the top of the head, chest and lower 
body, showing the holiness and tranquility. The statue 
clearly had the characteristics of a man. 
The second stage was during the Sui and Tang 
Dynasties, which was politically stable, economically 
developed, and culturally prosperous. It could be seen 
from the grotto statues that although the Guanyin 
statues generally retained the male body, their faces 
tended to be female, with a female style. For example, 
the stone statue of Guanyin in the Cleveland Museum 
of Art from the Tang Dynasty (Fig. 2) was standing in 
an 'S' shape, with dignified features, bare upper body, 
a drape on body, a necklace, collar and bracelets. At 
the same time, the lower body was covered with a 
close-fitting underskirt, and the bare feet were 
standing on a lotus platform. Therefore, the beauty of 
the female was expressed. 
The third stage was during the Five Dynasties and the 
Song Dynasties, when the statue of Guanyin was 
almost entirely female, except for the chest, which 
was preserved as a child's chest [6]. For example, 
according to the 125th niche of the Dazu stone 
carvings from the Northern Song Dynasty (Fig. 3), the 
statue of Guanyin stood slightly sideways, with a 
beautiful crown on its head, soft facial features and 
kind eyebrows. Its arms were bare, and both hands 
were folded naturally in front of the abdomen. The 
clothing was decorated with wreaths and beads, and it 
stood on a rosette, with tender and gentle expression. 
Since then, most of the statues of Guanyin appeared in 
the public's visions with the female appearance, and 
the female posture presented fully reflected the 
aesthetic characteristics of various dynasties. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 1. Painted stone statue of Guanyin (Northern Qi 
Dynasty). Source:  
https://www.metmuseum.org/art/collection/search/42718 

 

Figure 2. Stone statue of Guanyin (Tang Dynasty). 
Source: https://www.clevelandart.org/art/1966.364 

 

Figure 3. Standing statue of charming Guanyin (Northern 
Song Dynasty). Source: [7], p.121. 

3.2. De-Buddhism 

During the Wei, Jin and Northern Dynasties, since the 
introduction of Buddhism, monolithic Buddha statues 
became popular. During this period, artisans made 

statues of Guanyin in strict accordance with the 
ancient Indian rituals of statue-making, producing 
statues with a saintly face and a serene physique that 
were clearly reminiscent of the statues of Guanyin in 
Gandhara period of ancient India, fully demonstrating 
the compassionate spirit and transcendent mood of 
Guanyin. At the same time, influenced by the aesthetic 
style of the Wei and Jin Dynasties, the statue of 
Guanyin showed the beauty of "beautiful bones and 
clear features", with the noble and elegant, airy, 
relaxed, serene and wise temperament. For example, 
the statue of cross-legged Guanyin from the Yungang 
Grottoes in the Northern Wei Dynasty in the 
Metropolitan Museum of Art (Fig. 4) had a crown with 
a small Buddha in it. With a smile on face, curved 
eyebrows and fine eyes, straight nose and small 
mouth, she looked down at all living beings, and worn 
silk on her shoulders and a full-length skirt, being 
elegant and dignified and carefree. The belief in 
Guanyin retained both the legacy of ancient India and 
the local aesthetic styles. 
By the Tang Dynasty, in order to better popularize the 
belief in Guanyin, some monks transformed the image 
of Guanyin to make it more approachable to the 
people. The statue of Guanyin gradually departed 
from the delicate and pretty image and took on a 
graceful and elegant female appearance. For example, 
the stone carving of eleven-face Guanyin statue in the 
Early Tang Dynasty in the Boston Museum of Art (Fig. 
5) was dignified in facial features, with willow in the 
left hand and jade bottle in the right hand, gem and 
jewellery on the whole body. Guanyin statues went 
further to the world. 
The complete localization of Buddhism in the Song 
Dynasty further diluted the sacredness of Guanyin. 
The statue of Guanyin had a more gentle and elegant 
look of a woman in Song Dynasty. For example, the 
sitting statue of Zizhu Guanyin in the Anyue Grottoes 
in Sichuan (Fig. 6) worn a crown, had soft facial 
features and benign face. Guanyin touched Padmasana 
with her left hand, put right hand on the bent knee, 
and stood on the louts with her left foot naturally, 
showing a sense of ease and pure beauty. Through the 
evolution in Tang and Song Dynasties, Guanyin statue 
basically broke away from the influence of Gandhara 
style in ancient India and became an artistic style in 
line with the aesthetic taste of Chinese people [8]. 
During the Liao, Jin and Yuan Dynasties, there were 
frequent wars, military conflicts, social unrest, 
displacement of people and obvious conflicts between 
ethnic groups and close exchanges, and the 
development of Buddhism was affected. At this time, 
the statue of Guanyin retained the statue style of the 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Tang and Song Dynasties, while the characteristics of 
the northern people were enhanced in terms of face 
and body, with a more realistic character. The statues 
of Guanyin from the Yuan Dynasty were heavily 
influenced by the folk art of Yuanqu, further catering 
to the aesthetic needs of the people and pursuing 
dramatic effects. During the Ming and Qing Dynasties, 
the statues of Guanyin were mostly on middle-aged 
women with simple clothes and more diversified in 
theme selection and style expression. During this 
period, the statue style of Guanyin was quiet, serene 
and elegant. The sense of majesty and sacredness of 
religion had been very weak, and the aesthetic taste of 
the people was enhanced. 

 
Figure 4. Cross-legged Guanyin of Yungang Grottoes 
(Northern Wei Dynasty). Source: 
https://www.metmuseum.org/art/collection/search/42711?
ft=guanyin&amp;offset=0&amp;rpp=40&amp;pos=4 

 

Figure 5. Stone carving of Early Tang Dynasty in 
Chang'an: the eleven-faced statue of Guanyin. Source: 
https://collections.mfa.org/objects/24276/elevenheaded-
guanyin-bodhisattva-of-compassion?ctx=95093cb1-1158-
4491-9573-19e760466ada&idx=0 

 

Figure 6. Sitting statue of Zizhu Guanyin in Anyue 
Grottoes of Song Dynasty. Source: 
https://baijiahao.baidu.com/s?id=1647448223934226212&
wfr=spider&for=pc 

3.3. Miniaturization 

During the Wei, Jin and Northern Dynasties, opening 
of caves and building of monasteries was prevalent in 
northern China, and large numbers of monolithic 
Buddha statues were made. Guanyin statues were also 
found in these caves, such as the Yungang Grottoes, 
the Maizishan Grottoes and the Mogao Caves. In 
addition to the stone statues, there were many gold 
and bronze Buddha statues left from the Wei and Jin 
Dynasties, and most of them were bronze Buddha 
statues. Because of the need for pilgrimage and the 
specificity of the material, these Buddha statues were 
larger in size. The reason was that large statues could 
better express the devotion of the followers to 
Buddhism and satisfy the worship of the faithful. 
After the Tang Dynasty, large-scale cave-making 
activities declined sharply. Since the Five Dynasties, 
the wars between Song Dynasty and Liao Dynasty 
were fought in successive years, resulting in a massive 
shortage of copper resources for smelting weapons 
and limiting the casting of traditional gold and bronze 
Buddha statues. The demand for small Buddha statues 
in family Buddhist halls and monasteries increased, 
however, ceramic statues and wood carvings took off. 
The production of porcelain statues of Guanyin began 
in the Tang Dynasty. By the Song and Yuan Dynasties, 
famous kilns such as Jingdezhen kiln in Jiangxi, 
Longquan kiln in Zhejiang, and Dehua kiln in Fujian 
had reached a very high level in the production of 
porcelain statues of Guanyin. Due to the particularity 
of the ceramic material, the fired Guanyin figurines 
were small in size. Because of the decline of the caves, 
stone carving declined. With the rise of wooden 
temples, the art of wood carving was popular. Due to 
the convenience of wood carving, the lightness of the 
material used and the plasticity of the form, as well as 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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the need for a variety of styles, wood carving was 
prevalent. Particularly, in the Liao and Jin Dynasties, 
wooden carvings of Guanyin were most prominent. 
During the Ming and Qing Dynasties, Guanyin statues 
were rarely found in large cave sculptures and murals, 
but instead a large number of more marketable paper 
cuttings, porcelain sculptures, jade sculptures and 
small stone carvings emerged. As beliefs in de-
Buddhist of Guanyin was deepened, the materials and 
forms of Guanyin statues changed from the single to 
the diversified, and the forms evolved from large 
temple statues to small decorative statues met the 
daily needs of people. 

4. PORCELAIN STATUE OF GUANYIN IN 
THE 17TH CENTURY 

From the above analysis, the Guanyin statue has 
undergone a process from the male Guanyin of 
ancient India to the female Guanyin of the Five 
Dynasties and Song Dynasties, from the sacred to the 
secular, and from large cave statues to small statues in 
a variety of materials. Among the many porcelain 
statues of Guanyin in the 17th century, porcelain 
statues were well known. What was the specific 
porcelain statue of Guanyin in this period? 

4.1. Hair Style and Ornaments 

The main styles of hairstyles for porcelain statues of 
Guanyin from the 17th century included three 
elements: a cowl-like hat, an eight-shaped bun, and a 
twist-shaped hair ring. In addition to the hairstyles 
containing these three elements, curly hair with 
Western characteristics appeared on the statues 
because of Christian activity. 
The hair ornaments in this period were mainly 
divided into two categories: the ornaments with 
obvious Buddhist meaning, such as Nirmana-Buddha 
and ornaments with stronger decorative functions. 
However, due to the deepening of de-Buddhism in 
belief, Nirmana-Buddha appeared less, and there were 
only about ten statues. Besides, its shape was 
gradually simplified, which did not fully meet the 
standard shape of traditional Buddha. As for 
ornaments with stronger decorative functions, there 
were hairpins, rooftop crowns and garlands. Hairpins 
were commonly used by women in the 17th century 
to fix hair bun, which often appeared together with 
Panhuan bun in Guanyin statues. In addition, the 
shape of the Tiantai crown was relatively uniform, 
which was decorated with vines and pearls. Huaman 
was mainly composed of patterns, mostly in the form 

of hair combs. This type of ornament appeared more 
frequently for its distinctive decorative aesthetic. 

4.2. Faces 

Facially, unlike the more contoured and three-
dimensional figures of the Tang Dynasty, the figures in 
17th century were less linear and tended to be flatter 
and more amiable. The faces of Guanyin in this period 
were largely similar, and could even be described as 
one-sided. However, with the influence of foreign and 
secular culture, Guanyin statues showed a distinctly 
Western style in the late Ming and early Qing 
Dynasties, with a squared-off face and clear contour 
lines, which differed considerably from the face of the 
traditional Guanyin. 

4.3. Costume 

In general, the costume of the Guanyin statue can be 
divided into two forms: the celestial garment and the 
Chinese costume [9]. Celestial clothing was the 
traditional Buddhist costume, which was used by a 
few statues of Guanyin. The costume of Han 
nationality referred mainly to costumes of Ming 
Dynasty, such as the shawl and the cowl-like hat. 
These were accessories worn daily by all classes in the 
Ming Dynasty. It was noteworthy that most Guanyin 
statues were dressed in the style of cross-necked, 
right-overlapping garments, with wide sleeves and 
large cannons, or with a single skirt and garment. 
Most of them were worn in the style of a woman. It 
was noteworthy that two Guanyin statues worn exotic 
costumes from this period. 

4.4. Accessories 

The accessories of the Guanyin statue include a collar, 
ribbon, necklace, jade ornament, wrist bracelet and 
arm bracelet. Similar to the situation of hair 
accessories, except for the diamond-shaped pattern of 
jade or pearl necklace, its shape still remained the 
traditional standard shape, and the religious meaning 
of other accessories had been greatly weakened, 
focusing on decoration and scene creation. 
The porcelain statues of Guanyin from this period 
were very much of their time, with a clear tendency 
towards secularization and a weakening of their 
original religious character. While inheriting 
traditional Buddhist beliefs, they also incorporated 
various cultures and the lives of Han nationality, 
bringing Guanyin closer to the people and fully 
reflecting the integration and mutual influence of 
many cultures. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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5. FORMATION OF THE PORCELAIN 

STATUE OF GUANYIN IN THE        
17TH CENTURY 

5.1. Religious Policy 

At the beginning of the Ming Dynasty, the supreme 
ruler dedicated himself to advocating Neo-
Confucianism. The emperor Taizu of the Ming Dynasty 
adopted the policy of making full use of and strictly 
controlling Buddhism. Although the emperor Chengzu 
of the Ming Dynasty adopted the policy of protecting 
Buddhism, its basic ruling thought was still Neo-
Confucianism, and excessive worship of Buddhism 
was not allowed [10]. Later rulers continued this 
policy. In the Qing Dynasty, the rulers further 
strengthened the autocracy of monarchy, worshipped 
Confucianism, and still took a strict control and 
utilization attitude towards Buddhism in the 
mainland. Therefore, the statue of Guanyin at this 
time was similar to that of the previous dynasty. The 
religious policies adopted by the rulers had a direct 
impact on the development of Buddhist theory in this 
period. At the same time, Buddhist belief also existed 
in the way of meeting the realistic wishes of believers. 
Guanyin belief continued to integrate into folklore and 
Confucianism and Taoism, providing a good creative 
environment for folk capable talents. The number of 
Guanyin statues increased sharply and the degree of 
secularization deepened in the Ming Dynasty, which 
was clearly reflected in its theme, hairstyle 
accessories, accessories and so on. 
In terms of subject matter, the number of statues of 
Songzi Guanyin increased significantly, and Songzi 
Guanyin came from the folklore Songzi Niangniang. 
And then, there were different postures and shapes of 
Songzi Guanyin. It is said that the Drakan and Sudhana 
are attendants (Fig. 7). Usually, the Drakan holding 
pearls was at the lower right side of Guanyin, and the 
heavenly ribbon was at the lower left. Sudhana's 
hands were folded together. This shape was related to 
the folk legend of "holding pearls and seeking money". 
As for accessories, the shape of parrot (Fig. 8) began 
to appear in the Guanyin statues in the South China 
Sea and the Guanyin statues sitting on the rock, and 
the parrot came from the folklore of "parrot flying 
across the South China Sea". According to the 
emergence of Songzi Niangniang, Drakan and Sudhana 
and parrot, Guanyin belief was directly affected by 
secular culture and was more closely related to the 
secular wishes of believers. In terms of hairstyle 
accessories, there were many traditional costume 
elements of Han nationality in Guanyin's costumes, 
and the main styles of clothes were the styles of 
women in this period. In addition, the cloak in the 
statue was also the main accessories of women of Han 

nationality in the 17th century. Huaman and Tiantai 
crown appeared frequently in the accessories of 
Guanyin statue, while Nirmana-Buddha Crown with 
obvious Buddhist significance rarely appeared. This 
proved the deepening of the de-Buddhist of Guanyin. 
During the Wei, Jin, Southern and Northern Dynasties, 
a tripartite confrontation was formed among 
Buddhism, Confucianism and Taoism, and the concept 
of three religions began to appear and be widely 
accepted. After the lectures and integration of the 
three religions in the Sui and Tang Dynasties, the 
confluence of the three religions roughly took shape 
in the Northern Song Dynasty, and became the 
mainstream thought of society since the Ming Dynasty 
[11]. As one of the most prominent gods of Buddhism, 
Guanyin statues fully reflected the unity of the three 
religions in the 17th century. Besides, it was 
especially reflected in accessories. For example, 
Qingniu (Fig. 9) appeared in the two standing statues 
of Guanyin in this period, and Laozi, the founder of 
Taoism, rode Qingniu. Carp (Fig. 10) was called 
Chihuigong in Taoism, which occupied a very sacred 
status. Usually, it appeared in the fisher girl Guanyin 
together with the shape of creel. As one of the most 
popular instruments of the Taoist school, the gourd-
shaped "jade bottle" is one of the accessories of 
Guanyin (Fig. 11). In the Guanyin statue, the boy on 
the right side wore a robe, held the Sutra, and asked 
Guanyin for advice, reflecting the influence of 
Confucian culture (Fig. 12). During this period, the 
objects held by Guanyin mainly included Ruyi, Sutra, 
beads, plum vase, small table, etc. These accessories 
were not only full of the life interests of scholars, but 
also fully showed the integration of Confucianism, 
Buddhism and Taoism. 

 

Figure 7. Drakan and Sudhana. Source: [12], p.28 (left) 
and p.18 (right). 

 

Figure 8. Parrot. Source: [12], p.28 (left); [13], p.23 (right). 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 9. Qingniu. Source: [5], p.79 (left) and p.77 (right). 

 
Figure 10. Carp, creel. Source: [12], p.32. 

 
Figure 11. Gourd-shaped jade bottle. Source: [12], p.9. 

 
Figure 12. Robe. Source: [5], p.58. 

5.2. Popularity of Belief in Guanyin at         
All Levels 

During the Ming and Qing Dynasties, various legends 
and allusions related to Guanyin continued to improve 
and spread widely at all levels. Guanyin belief had 
been further popularized. Its followers ranged from 
emperors, generals, dignitaries, wealthy businessmen, 
ordinary people, and even people of three religions 
and nine schools of thought [9]. At the same time, the 
Pure-land School was also popular among the people, 
and many folk religious organizations derived from it 
had further promoted the popularization of Guanyin 
belief. For example, Luo School, which rose in the 
Ming Dynasty, worshipped Guanyin, read the 
"Guanyin Sutra", and built Guanyin Zhaitang [14]. 
People's belief in these religious groups made 
Guanyin belief more and more popular among the 
people, and also made more civilians place their 
secular wishes on it. For example, the increase in the 
number of Songzi Guanyin fully reflected people's 
desire for children; Malangfu Guanyin was respected 
by the believers because of its legend and the unique 
charm of kindness and beauty, which reflected the 
secular desire of the believers for a happy marriage. 
The literati in the Ming Dynasty were knowledgeable, 
with high cultural literacy and certain attainments in 
Buddhist theory. When promoting popularization of 
Buddhist culture, they also promoted the integration 
of the three cultures. Mutual influence and promotion 
of development accelerated popularization of Guanyin 
belief, and Guanyin statues presented also increased 
the interest of scholars, which were reflected in the 
clothing and accessories in the statues. For example, 
as the main accessory of Guanyin, the plum vase shape 
was full of humanistic interest (Fig. 13). In addition to 
the plum vase, Sutra (Fig. 14), phylactery (Fig. 15) and 
beads (Fig. 16) reflecting the life interest of literati 
also often appeared in Guanyin statues. Guanyin 
statues in this period mainly had two types of cowl-
like hats. One was like a kerchief (Fig. 17), which was 
decorated on the top of the head and naturally hung 
down to the shoulders, and the other was like a 
surcoat (Fig. 18), which was directly connected with 
the clothes. Both kinds of cowl-like hats were typical 
costumes of the literati and common people. 

 

Figure 13. Plum bottle. Source: [12], p.19. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 14. Sutra. Source: [12], p.32. 

 
Figure 15. Phylactery. Source: [12], p.17. 

 
Figure 16. Beads. Source: [15], p.48. 

 
Figure 17. Kerchief. Source: [15], p.11. 

 
Figure 18. Surcoat. Source: [13], p.35. 

5.3. Influence of Foreign Culture 

From the 15th-18th century, Europeans carried out 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 19. Songzi Guanyin. Source: [5], p.324. 

 
Figure 20. Guanyin Tongzi. Source: [12], p.19. 

 
Figure 21. T-shaped pattern of jade or pearl necklace. 
Source: [12], p.33. 

6. CONCLUSION 

The Guanyin statues in the 17th century contain not 
only the localization of foreign culture, but also the 
integration of multiple cultures. Ceramic Guanyin 
statues have also deviated from the strictly prescribed 
style of Buddhist rituals and become beautiful scenery 
in the history of Chinese ceramic statues. This not 
only reflects the inclusiveness of the Chinese culture, 
but also shows the spirit of innovation and 
breakthrough of ancient craftsmen in China. 
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1. INTRODUCTION 

Drama creation, especially the stage art innovation on 
historical themes, needs to carry out bold creations in 
line with artistic laws in terms of narrative legends, 
character relationships, and artistic characteristics, in 
order to achieve artistic enjoyment that satisfies the 
audience's aesthetics. Zhou Wei, a historical figure of 
the Northern Song Dynasty in Gongcheng, Guilin, 
Guangxi, has become a benchmark celebrity of the Yao 
nationality because of his outstanding political 
achievements and served the country for the people. 
Based on the real experience of his life, the creators 
use the practice and innovation of theatrical art to 
create literary and artistic works of value in the new 
era, which can provide the people with high-quality 
artistic masterpieces. Guangxi literature and art 
workers are not afraid of difficulties, take the 
initiative to undertake the mission of prospering and 
developing literature and art, and launch the Cai Diao 
opera "Oil-Tea Camellia County Magistrate" (2013) 
and the Peking Opera "Oil-Tea Camellia Censor" 

(2017). Both operas were created around Zhou Wei. 
In addition to using different types of operas, they 
also had the courage to innovate in creative and 
innovative techniques. They successfully used 
dramatic language to contribute to a model of artistic 
innovation and practice. 

2. NARRATIVE LEGENDS HAVE THEIR 
OWN MERITS 

Both dramas use Yao people and oil-tea camellia as 
the entry point, giving the plot a legend in the 
narrative. However, the two dramas are not only in 
the same time of creation and have different 
emphases, but also have obvious differences in the 
specific design story and narration, which shows the 
charm of drama art innovation. 
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Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 
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Revolt” which contains 17 chapters. It is about the 
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a "home" in exile. The title originates from a poem by 
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technique, so characteristic of L. Rzhevsky, expands to 
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conformist Sergei Sergeevich, calls the other, the 
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universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
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Space is one of the key elements that form the 
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ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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2.1. Narrative Plots Are Different 

Both dramas revolve around the same character Zhou 
Wei, but with different emphasis and different 
legends. "Oil-Tea Camellia County Magistrate" is 
mainly to show benefiting the local people when the 
official is appointed. Zhou Wei does both hard and soft 
to seek more benefits for the people. The soft thing is 
to guide those officials and wealthy owners to pay for 
the local people's food, and the hard thing is to behead 
the Royal Highness Wei's followers according to the 
law, angering the Royal Highness Wei and being 
falsely accused. Under such circumstances, Zhou Wei 
did not think of personal gains or losses, but wanted 
to complete the livelihood of the people by building 
dams. Based on the truth of history, Zhou Wei was 
indeed strict with law enforcement and dared to 
attack evil forces. Of course, in order to focus on the 
contradictions and conflicts, the drama will 
reasonably integrate the events. Zhou Wei dared to 
punish the evil people for the sake of the common 
people, and asked to repair the dam before he die for 
the common people's request. The theme of single-
mindedness for the people becomes more and more 
obvious in the conflict of dramatic narratives. 
"Oil-Tea Camellia Censor" jumped out of the field of 
ordinary folk narratives, and immediately brought 
Zhou Wei in front of the emperor. After artistic 
imagination, Zhou Wei's talent passed the interview of 
the highest authority, and he was directly named 
Censor by the emperor's order. He carried out the 
hard-core review of food relief for the common people 
and quickly found out the truth. These all blame to the 
deputy commander of the Royal Highness Wei. He 
used the emperor's suspiciousness to frame and 
blame the Royal Highness Wei. He was afraid of being 
punished, and even put the blame on others. He 
directly reported to the emperor and framed the 
Royal Highness Wei for treason. It can be said that he 
understood the psychology of the emperor of the Song 
Dynasty who did not believe in military generals. 
Historically, the Song Dynasty did suppress military 
generals, and it can be said that the creation of dramas 
conformed to the historical background. After all, 
screenwriters in the new era are not copying history. 
They want to tell the concept of people reading 
history for thousands of years. With the help of Zhou 
Wei and the emperor to debate whether to be loyal to 
the monarch or to serve the people, and to protect the 
world from the disaster of swords and soldiers, Zhou 
Wei chose to serve the people. . The narrative legend 
and the conduct for the people are completely 
combined to create an artistic image that conforms to 
modern aesthetics. 
 

2.2. Carriers of the Operas Are Different 

"Narrative is a communicative behavior; the 
completion of a narrative requires not only a story, 
but also a narrator and a listener" [1]. Because drama 
completes the preset narrative in limited time and 
space, it must take into account the aesthetic concept 
and psychological feeling of the appreciating subject. 
The audience level of the two dramas is different. "Oil-
Tea Camellia County Magistrate" uses a local drama 
Cai Diao opera. Even if it absorbs some cultural 
elements of Guangxi, it still shows that the drama 
belongs to the cultural category of Guangxi. Because 
local opera has a deep relationship with the local 
culture, whether it is singing, movement, stage beauty, 
etc., all reflect the aesthetic awareness of the local 
people, and also express the appreciation tastes in line 
with the local people, that is, the biggest audience is 
the local people. Of course, it is a must to admit that 
the value embodied by the drama itself transcends 
geographical restrictions, and is also appreciated by 
audiences in other regions for serving the country for 
the people, being strong and firm, daring to take 
responsibility, etc. 
"Oil-Tea Camellia Censor" uses Peking Opera, an art 
form known as Chinese opera. After years of baptism, 
it has been accepted all over the country. It can be said 
that the main body of the screenwriter and creator is 
very conscious of transcendence, and historical and 
cultural celebrities do not belong to a specific place, 
but belong to history and the whole people. Zhou Wei 
went from Gongcheng in Guangxi to other places as an 
official. In essence, he still used his own talents to 
serve the country. Therefore, the audience was not 
only from Guangxi, but also faced audiences from all 
over the country. From this, the author thinks that 
Guangxi can explore history and culture, boldly 
innovate to create literary and artistic works, and 
have a broader vision. It is completely possible to 
conduct research along the actual footprints of Zhou 
Wei during his lifetime, carry out cooperation 
between two places and multiple places, and organize 
cultural elites from all over the world to discuss and 
create together. It will launch cultural and artistic 
works that are suitable for more audiences. It is to tell 
a good story of national unity, and forge the 
consciousness of the Chinese people's community. 

2.3. Narrative Styles Are Different 

The drama needs a limited time to complete a limited 
event, and it is very important to arrange the 
narrative carefully. Generally speaking, there are 
linear narratives and two-line narratives. "Oil-Tea 
Camellia County Magistrate" adopts a linear narrative, 
closely following Zhou Wei's every move, and 
designing a narrative unit around the male No. 1 



Athena Transactions in Social Sciences and Humanities, Volume 1
Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022)

2112 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 
"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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character. The location was Yongji County. Due to the 
dyke burst, the disaster victims were all over the 
place. They needed food to save the people and money 
for the construction of the dam. Zhou Wei, as the head 
of the county, took an active role to let the local 
wealthy people put food and ask the court for special 
funds. However, the evil forces will not let the 
slightest profit go. The drama is mainly designed to be 
a gangster with a heinous crime. Liu Siyu not only has 
the money of the people, but also dares to bully men 
and rape women, killing the father of the innocent 
poor girl Yuzhu. Of course, Zhou Wei wanted to 
punish him according to the law, which led to the 
danger of death of his life, and he still asked to build a 
dam for the people. 
Not only Zhou Wei, but also his wife, Chamei, went 
north in "Oil-Tea Camellia Censor". After the two 
separated, they still did not forget to look for each 
other. Of course, Chamei is a completely fictitious 
character. Based on Zhou Wei's political achievements 
as an official and the people, there must be events 
where the two acted separately, and then they 
gathered together dramatically. In this way, there are 
two main narrative lines. One is that Zhou Wei made a 
living from oil-tea camellia, kindly helped the emperor 
who visited privately to treat his stomach pain, and 
was appreciated by talking about it and obtained an 
official position. When he went to investigate the case, 
he didn't think that the truth was that the Royal 
Highness was framed. Zhou Wei still insisted on 
justice, and made the real prisoner vice-commander 
be punished. For the sake of country peace, he tried 
his best to protect the Royal Highness Wei from 
angering the emperor and was given imperial poison 
wine. At the time of life and death, Chamei came, 
learned the truth, and was willing to die for the peace 
of the country. The true feelings of the two pushed the 
plot to a climax. In terms of artistic imagination, 
through artistic processing, it tells the shocking 
dramatic story of the people and the imperial power, 
and the narrative legend has created a chain of 
contradictions and conflicts that are very infectious. 

3. CHARACTER RELATIONSHIP DESIGN 
IS VERY DIFFERENT 

If the characters in the drama live, it means that the 
drama is successful. The two dramas have put a lot of 
effort into the main character Zhou Wei and his 
related personnel, which is to combine historical 
documents and the method of interpretation of folk 
stories to create vivid characters. The creators 
carefully design the relationship between stage art 

characters: "they play a vital role in the development 
of the plot, and these factors need to be explained in 
some way" [2]. It has played a positive role in setting 
off Zhou Wei's aesthetic artistic image. 

3.1. Cleverly Setting Up a Relationship 
Between Men and Women 

The relationship between the characters in "Oil-Tea 
Camellia County Magistrate" basically follows the 
historical truth. Zhou Wei went north alone, saying 
goodbye to his fathers, villagers, and his wife. Because 
the future is uncertain and unpredictable, it is also 
helpless to go alone in the society. A man who dares to 
take responsibility is full of charm, let alone he is Zhou 
Wei, who is upright and good-looking and appointed 
as magistrate of Yongji County, Shandong Province. 
He rescued the father of the poor girl Yuzhu and 
avenged her grievances. Regardless of personal 
advance or retreat, he beheaded the murderer, Liu 
Siyu, close friend of Royal Highness Wei in accordance 
with the law. According to the ancient practice of men 
taking concubines, it is reasonable to arrange that 
Zhou Wei, who is far away, has a woman to take care 
of, and the plot also designed Yuzhu to be sincere to 
Zhou Wei. Through Zhou Wei's refusal of Yuzhu's 
affection, the plot shows Zhou Wei's traditional virtue 
of being devoted to the people and rejecting the 
private relationship between men and women. 
"Oil-Tea Camellia Censor" is based on the logical truth 
of art, and the main body of the choreography and 
creation showed the courage to be bold and 
innovative. Zhou Wei went north, and his wife Chamei 
followed him. Compared with historical reality, this is 
a completely fictitious character, but why did the 
creators design it like this? It is because women in 
Lingnan culture have a high status, and they are just 
as daring as men. They have the masculinity to run the 
house and serve the country, and they have the 
masculinity of others. The development of the plot 
confirms this. The kind and affectionate Chamei used 
folk songs to cheer up Royal Highness Wei, and she 
also found clues of her husband. Chamei, who found 
out the truth, deeply felt the love of her husband and 
was willing to die together with Zhou Wei for the 
common people of the country. The combination of 
true love between men and women and true love for 
the people can be described as earth-shattering. 

3.2. Official Recommendation Is Different 

Zhou Wei, a person of Yao nationality, went north, and 
caught up with the great opportunity of the founding 
emperor, Zhao Kuangyin, to secure the country, 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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opening a magnificent chapter in his life. Rational 
analysis shows that the Yao people Zhou Wei, who 
was nurtured by Lingnan culture, wanted to become 
an official within the Song Dynasty system, not only 
had to overcome the cultural differences between the 
North and the South, but also various obstacles to 
promotion to the official position. The guide Xue 
Juzheng appeared in "Oil-Tea Camellia County 
Magistrate". Not only did he actively recommend it to 
the court, but he also reminded Zhou Wei of the stakes 
of advancing and retreating at the critical moment. He 
tried every means to deal with Zhou Wei, who was 
upright and decisive and benefited the people, and let 
Zhou Wei let go of his hands and feet to build dams, 
which fulfilled Zhou Wei's political achievement of 
dedicating himself to the people. In the play, the role 
of Xue Juzheng, the servant of the household 
department, is designed to introduce the character, 
which is in line with the development of the story and 
makes people feel natural and credible. 
The drama "Oil-Tea Camellia Censor" abandoned Xue 
Juzheng and designed Zhou Wei to directly connect 
with the emperor. The emperor became the 
introducer, and it was even more dramatic through oil 
tea. Zhou Wei, who went north for three years, made a 
living selling oil tea on the street, and it can be said 
that he was reduced to a family of street sellers. This 
way of making up stories is in line with the life of 
ordinary people who went north in history. He 
encountered the emperor who visited the emperor 
privately in a micro-service, and after some 
arguments of camellia oil and the country, convinced 
the emperor, and directly took office as the imperial 
censor. Through the verification of the disaster relief 
food and the truth that the deputy commander of the 
Royal Highness Wei blamed others, it showed that 
Zhou Wei was intelligent, honest and upright, and did 
not hesitate to argue with the emperor, directly 
confronting the conflict with the highest authority in 
the empire, pushing the drama to a climax. 

3.3. Royal Highness Wei and His Crony 
Changed Positions 

Dramatic conflicts are generally binary oppositions 
such as kind and evil, good and bad, and progress and 
backwardness. Most historical dramas follow this 
pattern. The two dramas are loyal to the truth of 
history and art, and both positively affirm Zhou Wei's 
noble conduct that he did not hesitate to die for the 
people. However, the plots of the two dramas are 
different, and the relationship between the design 
characters has also undergone major changes. The 
roles of the Royal Highness Wei and his crony have 
been switched in the two dramas. The role of the 
Royal Highness Wei in "Oil-Tea Camellia County 
Magistrate" does not appear much, mainly through his 

crony Liu Siyu to express the darkness and interests 
of the officialdom, thus showing Zhou Wei's 
uprightness and responsibility. It is generally said that 
the upper beam is not right and the lower beam is 
crooked. Liu Siyu withheld the special silver taels 
allocated by the imperial court for the construction of 
the embankment, and dared to embezzle public funds; 
he also bullied men and raped women. He was purely 
a lecher. He became angry when he was blocked from 
seizing the common daughter Yuzhu. He killed 
Yuzhu's father. He was rectified by Zhou Wei. But 
Zhou Wei was falsely accused by the Royal Highness 
Wei, which resulted in his danger of death. 
In "Oil-Tea Camellia Censor", the emperor appeared, 
and it was a new dynasty. The main body of the 
choreography and creation interpreted the storyline 
based on the release of the military power with a cup 
of wine. The Royal Highness Wei did not dare to 
respect himself, because he was afraid of the 
emperor's over-heartedness, so he would drink and 
have fun without asking about political affairs. It 
didn't expect that King Wei, who was content with the 
status quo, was exploited by his crony and took the 
property for himself in the name of the Royal 
Highness Wei. In order to protect himself, the crony 
not only fabricated the ten crimes of Royal Highness 
Wei, but also framed Royal Highness Wei of treason, 
and wanted to send him to the eighth hell. It can be 
said that he was ruthless. The battered the Royal 
Highness Wei couldn't find a way out, and it was Zhou 
Wei's efforts to protect and argue with the emperor, 
and only then did he end up returning home. Because 
of the emperor's appearance, the power struggle is 
even more intense. The drama basically uses 
historical reality for artistic processing, and the 
contradictions and conflicts in the plot can better 
show the artistic image of Yao people Zhou Wei, a 
great husband who is dedicated to the people and 
stands above the ground. 

4. DIVERSIFIED SYMBIOSIS OF  
ARTISTIC FEATURES 

Drama creation can reflect the characteristics of the 
times, social reality, national spirit and people's 
aesthetics, the core is to present artistic 
characteristics. Just as scholars have emphasized, "the 
national spirit and national characteristics in drama 
cannot be lost. This is the basic principle of the 
innovation of traditional national drama" [3]. The 
reason why the drama works created by Zhou Wei 
and his people are recognized by the society and 
appreciated by the audience, and won professional 
awards, is that the dramas show rich artistic 
characteristics. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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4.1. Type of Roles in Performance                  
Is Appropriate 

The drama has a typical mode, and role-playing is 
arranged according to the needs of the plot. Although 
the two dramas use different types of dramas, they 
have different type of roles in performance of the 
main character Zhou Wei. One is a harlequin and the 
other is a young male. "Oil-Tea Camellia County 
Magistrate" uses Cai Diao opera, combined with 
humorous local slang in northern Guangxi, to create a 
strong comedy atmosphere. Zhou Wei, as the main 
character, is designed as a harlequin. According to the 
plot, the official rank of a county magistrate is too low, 
especially in the face of high-ranking officials such as 
the court and princes. He can only do what he wants 
with his witty, cheerful and easy-going performance. 
After all, he can't count on his integrity to challenge 
high-ranking officials. For example, in order to relieve 
the victims, he can only make efforts to let local 
officials and gentry reliving the food. The image of 
Zhou Wei, the harlequin, makes people feel that he is 
typical of the common people, makes people feel very 
close, and is a member of the common people. 
Zhou Wei, the main character in "The Censor of 
Camellia", is a role of young male, handsome, daring, 
and intelligent. Especially when he met the emperor 
who visited the country privately, although he forced 
the emperor to drink the oil tea, but it was for the 
purpose of curing the disease and saving people, 
showing the eagerness and kindness of him. There is 
also a humorous scene in which he knocked open the 
palace of the Royal Highness Wang with oil tea strike, 
and designed a humorous scene in which the 
adjudication case made the deputy commander reveal 
his secrets. As the contradictions and conflicts became 
more and more serious, especially the debate with the 
emperor over whether to serve the people or to be 
loyal to the monarch, pushed the drama to a climax. In 
order to recuperate the people of the world and enjoy 
the peace of the world, Zhou Wei was not afraid to 
annoy the emperor and was given imperial poison 
wine. This kind of storyline is suitable for a passionate 
and willing to serve the common people, and dare to 
confront the supreme power emperor who can take 
life and death, and the storyline and character design 
are well matched. 

4.2. Cross-Border Integration of             
Opera Genres 

Through the joint efforts of all ethnic groups, Chinese 
culture has become a common wealth infiltrating the 
essence of each ethnic group's culture. But as far as 

the form of drama is concerned, there are many kinds 
of dramas all over the country, and they all absorb 
their own artistic strengths. They have been adjusted 
according to the living customs, social concepts and 
aesthetic awareness of people in various places into 
the drama style that can meet the local people's favor. 
"Oil-Tea Camellia County Magistrate" is based on the 
Cai Diao opera, and at the same time draws on the 
artistic techniques of Gui opera, and is cleverly 
arranged according to the plot to achieve the purpose 
of complementing each other. In order to highlight 
Zhou Wei's civilian color and highlight his humorous 
style, the drama arranged Zhou Wei to push a flatbed 
car without leaving the oil tea, and used a harlequin to 
promote the development of the whole plot, which 
has made a qualitative breakthrough, because the Cai 
Diao opera generally does not take historical 
celebrities as the main roles; the use of Gui Opera is 
very obvious. In order to express the style of the 
officials in the play, Xue Juzheng et al. adopted Gui 
opera singing, showing a stable and upright posture. 
"Oil-Tea Camellia Censor" mainly uses Peking Opera, 
with delicate performances, solid singing skills, and 
well-placed movements, showing Zhou Wei's 
confidence and integrity, as well as wisdom and 
responsibility, as a pillar of the country, from Lingnan 
to the Northern Song Dynasty. Although the drama is 
based on Gongcheng culture in Guangxi, it has a broad 
vision and has the strength to promote it to the whole 
country. It not only shows the harmonious 
relationship between ethnic groups in terms of theme, 
but also shows cultural integration in drama. The 
extensive use of Guangxi folk song culture, especially 
the echoes of "Oil Tea Love Song" from the beginning 
to the end, not only reflects the pure and unswerving 
love of the Yao people, but more importantly, shows 
the sincerity of serving the country for the people. It 
integrates the feelings of individual men and women 
with repaying the people, and sublimates it to the 
feeling of serving the country, deepening the theme. 

4.3. Artistic Conception Is Profound          
and Natural 

"The Chinese stage performance method is original, 
and we are seeing its superiority more and more, and 
this artistic performance method is similar to the 
unique Chinese painting art, and even the artistic 
conception in Chinese poetry" [4]. Drama creation 
attaches great importance to artistic life materials. 
Even dramatic, social and realistic real stories need to 
be subtly transformed by theatrical performance 
programs. The aesthetic characteristics shaping 
conforms to the characteristics of stage art, the 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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narrative legend shakes the hearts of the audience, 
the characters affect the audience's emotions, and the 
dramatic language such as singing, reciting and 
playing makes the audience mesmerize. In short, 
people voluntarily indulge in the aesthetic space of 
theatrical settings. 
"Oil-Tea Camellia County Magistrate" has shaped two 
art spaces, one is the art space of national unity; the 
other is the real space of clean government and anti-
corruption. The two are effectively unified on the 
artistic stage of Cai Diao opera, creating a profound 
artistic conception. The Yao person Zhou Wei is wise, 
optimistic and confident. He left his hometown in 
Guilin, Lingnan, and broke into the land under the 
jurisdiction of the Northern Song Dynasty. By chance, 
he served as the county magistrate appointed by the 
Northern Song Dynasty, and he devoted all his energy 
to the government affairs for the benefit of the people. 
He was not afraid of evil forces, and did not hesitate to 
sacrifice his own life, just to free the people from the 
miserable life of suffering. Neither official history 
writing nor stage art cares whether Zhou Wei is a Han 
Chinese or a Yao civilian, as long as he is a good 
official of the Chinese nation. 
"Oil-Tea Camellia Censor" uses Peking Opera, but the 
cultural atmosphere shaped by the entire stage shows 
distinct Yao elements. The hero Zhou Wei in the play 
is upright and loyal, loyal to both the court and his 
wife. He is not only a good husband among the Yao 
people, but also a great husband in the Northern Song 
Dynasty. Oil tea, oil tea strike, long waist drum, folk 
songs, Yao dance, etc. are skillfully interspersed in the 
stage plot. From south to north, couples seek a better 
life home together, but also find each other together, 
and integrate their personal destiny with the destiny 
of the people of the country. The artistic conception of 
the drama is very profound. The Yao people and the 
Han people are all important members of the big 
family of the motherland, and they have all made 
great contributions to the Chinese civilization. 

5. CONCLUSION 

The Cai Diao opera "Oil-Tea Camellia County 
Magistrate" and the Peking Opera "Oil-Tea Camellia 
Censor" are works of art that have contributed to the 
society in Guangxi drama circles. The two drams use 
dramatic language to interpret the legendary 
experience of the Northern Song Dynasty Yaomin 
Zhou Wei, as well as the tall image of serving the 
country for the people. The two male protagonists are 
the same person and have a common theme, showing 
the Chinese national community consciousness of 
national unity and serving the country and the people. 
However, in terms of narrative legends, character 
relationships, and aesthetic characteristics, the 

purpose is to show the innovativeness of dramatic art 
that is different from others but alone. "If ideological 
innovation is the basis for the reality of traditional 
national drama, then viewing is a necessary condition 
for attracting audiences to the work, and the 
innovation in visual aesthetics of traditional national 
drama will bring it more audience flow" [5]. To meet 
the growing spiritual and cultural needs of the people, 
it is a must to pay attention to the unique aesthetics of 
dramatic art. "The value of traditional culture has 
been fully affirmed again, and the positive role of 
traditional opera classics in the rejuvenation of the 
Chinese nation has been accepted by more and more 
people, making it a precious cultural heritage that still 
survives in contemporary society" [6]. The creators 
should solidly study and comprehend the charm of 
traditional culture, insist on excavating the materials 
needed for drama and stage art from life, absorb new 
achievements of Chinese and foreign drama culture, 
dare to innovate and practice, strengthen cultural self-
confidence, use different theatrical art forms in an 
eclectic manner, and apply the language of theatrical 
art, to create masterpieces that the times need. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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PROCEEDINGS ARTICLE 

The Influence of "Touring in Art" on the Subject of  
Artistic Creation 
Yuxuan Li1,* 
1 Communication University of China, Beijing, China 

ABSTRACT                                                                                                                                       ARTICLE DATA 

"Touring in art" is one of the spirits of traditional Chinese culture, and it is also the supreme 
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1. INTRODUCTION 

"Touring in art" refers to the state of recreation in art, 
that is, the state in which people and art are 
integrated. "Touring in art" is the expression of the 
artist's energy in artistic creation. The artistic 
creation of ancient Chinese literati began with 
"setting aspiration on the Dao", through "holding on 
the virtue of morality" and "relying on the virtue of 
benevolence" ([1], p.76), and finally merged into 
touring in art. The main body of touring in art is 
people, and art depends on people to flourish. In other 
words, in the artistic process of touring in art, there is 
the desire of the creative subject to carry forward the 
"Dao" and his own aspirations. "Book of History · 
Yaodian" says that poetry can convey people's 
aspirations, "Mao Shi Xu" says that aspirations are 
stored in the heart, and that aspirations are expressed 
in words as poetry, and "Zuo Zhuan" contains the 
words of Zhao Wenzi, saying that poetry is used to 
express people's aspirations, "Chuang Tzu World" 
also says that the purpose of poetry is to express 
people's aspirations and spirits, which all proves that 
the purpose of poetry is the carrier of people's 

aspirations. Mo Lifeng, a professor of Chinese at 
Nanjing University, said: "This shows that the Chinese 
ancestors had a very consistent and very clear 
understanding of the nature of poetry: poetry is a 
kind of text that expresses the inner world of human 
beings, and the content unrelated to life has no place 
in the poetry country." 
People should put their own aspirations on the Tao, 
stick to their own virtues, create and be a human 
being, and rely on the heart of benevolence, and 
finally blend into strolling in art. This process is not 
automatic, but requires people to continue, to put 
effort into self-cultivation and to study. Whether it is 
cultivation or learning, one cannot be bound by 
external knowledge, but must integrate it into the 
main body's life to remove external dust and internal 
disturbances. It is the process of finding the self from 
the outside to the inside, and it is also the process 
from the human heart to the Tao, the process from the 
small self to the big self, and the process from 
learning for others to learning for oneself. Chinese art 
pursues "natural sound". Natural sound is a concept 
of consciousness without human beings, not a man-
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1. INTRODUCTION 

"Touring in art" refers to the state of recreation in art, 
that is, the state in which people and art are 
integrated. "Touring in art" is the expression of the 
artist's energy in artistic creation. The artistic 
creation of ancient Chinese literati began with 
"setting aspiration on the Dao", through "holding on 
the virtue of morality" and "relying on the virtue of 
benevolence" ([1], p.76), and finally merged into 
touring in art. The main body of touring in art is 
people, and art depends on people to flourish. In other 
words, in the artistic process of touring in art, there is 
the desire of the creative subject to carry forward the 
"Dao" and his own aspirations. "Book of History · 
Yaodian" says that poetry can convey people's 
aspirations, "Mao Shi Xu" says that aspirations are 
stored in the heart, and that aspirations are expressed 
in words as poetry, and "Zuo Zhuan" contains the 
words of Zhao Wenzi, saying that poetry is used to 
express people's aspirations, "Chuang Tzu World" 
also says that the purpose of poetry is to express 
people's aspirations and spirits, which all proves that 
the purpose of poetry is the carrier of people's 

aspirations. Mo Lifeng, a professor of Chinese at 
Nanjing University, said: "This shows that the Chinese 
ancestors had a very consistent and very clear 
understanding of the nature of poetry: poetry is a 
kind of text that expresses the inner world of human 
beings, and the content unrelated to life has no place 
in the poetry country." 
People should put their own aspirations on the Tao, 
stick to their own virtues, create and be a human 
being, and rely on the heart of benevolence, and 
finally blend into strolling in art. This process is not 
automatic, but requires people to continue, to put 
effort into self-cultivation and to study. Whether it is 
cultivation or learning, one cannot be bound by 
external knowledge, but must integrate it into the 
main body's life to remove external dust and internal 
disturbances. It is the process of finding the self from 
the outside to the inside, and it is also the process 
from the human heart to the Tao, the process from the 
small self to the big self, and the process from 
learning for others to learning for oneself. Chinese art 
pursues "natural sound". Natural sound is a concept 
of consciousness without human beings, not a man-
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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made work, nor the sound of a flute blown by 
humans, but the sound of nature. In order to achieve 
the highest state of "touring in art" in artistic creation, 
it is necessary to listen to the "voice" of nature. To 
listen to the sounds of nature, it is natural to have 
different kind of ears. Chuang Tzu believed that there 
is no ear that hears sound but only the human heart 
that listens to sound, which means that the five senses 
are moved because of the mastery of the human heart. 
Without the activation of the human heart, it is 
impossible for the five senses to spontaneously 
perceive external things. Zhu Liangzhi said: "It's not 
enough to know only by external senses, you can only 
get it like it; it's not enough to analyze it with ordinary 
knowledge, it is breaking up this supreme 'music'; it is 
necessary to listen carefully with the 'heart', from the 
external senses to the internal experience" ([2], 
p.177). Here, the "heart" advocated by Chuang Tzu is 
not the human heart, because the human heart has 
selfish desires, and if there are selfish desires, the 
heart will be deceived. The heart is like a mirror. 
Having selfish desires is like a mirror with dust. A 
mirror covered with dust cannot reveal the true 
appearance of objective things. A heart troubled by 
selfish desires cannot get close to the essence of 
things and cannot feel what Kant called "thing-in-
itself". The "heart" advocated by Chuang Tzu is the 
"original heart", that is, the heart of a child, the 
original heart that is not troubled by selfish desires. 
"Listen to this supreme music with the mind of Wu" 
([2], p.177), it will be peaceful. Naturally, human and 
nature can integrate into one. Only in this way can 
people achieve the aesthetic state of "touring in art", 
that is, strolling and resting in art. 

2. ROOT VALUE OF "TOURING IN ART" 

"Touring in art" is one of the important means of self-
cultivation in life. However, the achievement of the 
highest state of "touring in art" depends on the 
continuous completion of the personality itself. For 
Confucius, this can only be achieved through the 
infinite upward life cultivation of "learning human 
affairs and reaching the destiny" ([1], p.177) and 
investing in infinite artistic cultivation. The main 
premise of Confucius' "touring in art" is "setting 
aspiration on the Dao, holding on the virtue of 
morality, and relying on the virtue of benevolence" 
([1], p.76), which proves that the "touring" of "touring 
in art" and the general tour belong to two different 
levels. It is the "touring" of great freedom and great 
liberation that can be spiritually united with the 
heaven and the earth, and popular between the 
heaven and the earth. When it comes to "touring in 
art", there is a question that must be raised: what is 
the source of the value of the highest state of "touring 

in art"? Assuming that this question is not clarified, 
the spirit of "touring in art" grasped by Confucius will 
not be apparent, and it is easy to make people only 
stop at the worldly pleasures and the pleasures of the 
tour to understand. "Setting aspiration on the Dao, 
holding on the virtue of morality, relying on the virtue 
of benevolence, and touring and resting in art" ([1], 
p.76), it can be seen that there are "Dao", "aspiration", 
"virtue" first, and then "touring in art". This process is 
a process of improving and breaking through layer by 
layer, which is the realm of "touring in art". This 
marks the practical mastery and mastery of the skills 
of the external world and the laws of all things. It also 
marks the completion of a personality with practical 
power that has been freed by mastering the laws. 
"Book of Music · Music Nature" says that human 
innate quality or human nature is quiet and pure. If 
something moves or reacts because of contact with 
external things, it is driven by human desire, that is, 
the "subconscious mind" that Freud talked about, 
which can also be understood as sexual desire. "Book 
of Rites · Music" says that human nature is pure, so 
the music created by nature is also pure. It can be 
seen that the root of "music" lies in the natural feeling 
of pure human nature. The fundamental natural 
feeling of human nature is stillness, "music", and 
"touring in art". Confucianism has established the 
foundation of "music", the foundation of "touring in 
art", and the foundation of art in this place of origin. 
People's pursuit of "touring in art" is the pursuit of a 
pure and undisturbed life realm. 

3. WAY TO REALIZE "TOURING IN ART" 

So, how to realize the "touring in art" with a sense of 
pure human nature? Confucius pointed out that "there 
are absolutely no four kinds of faults", and people 
must work hard to restrict, restrain and overcome 
their own selfish desires. "Don't watch" and "don't 
listen" are to cut off the temptation of the outside 
world, and "don't speak" and "do not move" are 
expressions of regulating one's body and mind. This is 
actually the work of self-cultivation. "The Analects of 
Confucius · Zihan" also states: "There are absolutely 
no four faults: no speculation, no subjective 
assumptions, no stubborn opinions, and no self-
righteousness" ([1], p.100). Here, "assumption" 
means guessing as soon as started, it is a private 
speculation; "Must", means that it must be like this 
and it is absolutely certain, like Hitler, both would be 
evil; "Stubborn" means being rigid and stubborn; "I" 
means self-righteousness and narcissism. "Stubborn 
I" means closed. "Assumption" and "I" refer to the 
subjective aspect; "must" and "stubborn" refer to the 
attitude toward the object. "Absolute four" is to 
abandon this paranoia, no longer clinging to the heart, 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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then the desire will disappear, after all, it is the work 
of the heart. The "four no’s" and "absolute four" are to 
emphasize the establishment of a perfect subject 
personality from the heart. Xu Fuguan said: "The 
inner personality world opened up by Confucius is to 
immerse in flesh and blood and desire to discover the 
source of life. It is a piece of moral reason that is 
infinitely deep and infinite. In Confucius, it is 
benevolence; from this, the objective world and even 
various achievements in the objective world are 
contained in the inner world of this one benevolence, 
and endowed with meaning and value; at this time, 
people do not require dominance and freedom over 
the objective world, but have their own dominance 
and freedom" ([3], p.48). Only in this way can people 
achieve the "touring in art" of "being naturally to feel" 
in pure human nature. 
Confucianism talks about "aiming for the Tao", and 
there is a hidden danger here, that is, "unified 
morality and common customs" [4], so why is this 
"identity" kind and good? Confucianism does not give 
an argument on this point, but fabricates a historical 
pedigree of orthodoxy [5]1, in order to obtain the 
rationality of its universalist position. Then, once the 
Confucian scholar-bureaucrats gained the support of 
the imperial power, they would force the standard to 
be imposed on the people, which would inevitably 
bring about another kind of concealment. The 
establishment of a standard and its implementation 
also meant the denial of the "Other". "Individual" will 
be crushed by unified standards, the space of 
"individual" will be destroyed, and the state of nature 
will cease to exist. For artistic creation, "identity" will 
inevitably limit the literati's thinking. Chapter 2 of 
"Lao Tzu" says: The reason why a sage is a sage is 
because "a sage conforms to nature and does not act 
nonsense; he values teaching by example rather than 
words; he listens to the rise of all things without 
interfering; he nourishes all things without 
appropriating them; he helps him grow without 
relying on his own abilities; and he does great things 
without claiming credit... he purifies the minds of the 
people, satisfies the people's food and clothing, 
reduces their desires, and strengthens their bodies; 
he makes people who maintain their ignorance and no 
desires; he lets the wise man dare not act rashly; he 

                                                           
1 Ge Zhaoguang, Orthodoxy, Pedigree and History — Origin and 
Establishment of Thread of Chinese Intellectual History. 
"Orthodoxy" refers to the continuous lineage of saints and sages 
who bear the continuation of truth in the history of thought. 
Being included in this pedigree means the rationality of thought, 
highlights this pedigree, and also implies that the truths described 
by this pedigree must take precedence over other truths, and are 
universal truths that should be respected. 

manages with an attitude of inaction, and there is 
nothing that can be badly managed" ([6], p.10). 
People all know that Taoism talks about "doing 
nothing" and "being nameless", which is a kind of 
rejection. The object of the rejection is the prevailing 
Confucianism at that time. Confucianism emphasizes 
the establishment of a "famous" world of values and 
constructs a human order with a positive attitude of 
"promising". Confucianism is to build a value world of 
benevolence, righteousness, propriety and wisdom, 
an orderly world of monarchs, ministers, fathers and 
sons. Establishing such a "position" standard also 
means creating a "ruler" to judge and deny other 
existences, which also means losing the rich diversity 
of the world. From history, it can be seen that when a 
dynasty develops to a mature stage, after the order 
established by Confucianism is established, it will 
bring social depression and numbness of human 
nature, such as Wang Mang's reform, which is 
completely based on Confucian concepts and 
principles. It was established and quickly failed. The 
suppression of human nature in the middle and late 
Ming Dynasty led to the emergence of "the philosophy 
of the mind", which was a kind of social rebound. The 
Qing Dynasty established a complete national order in 
three generations and it was also the peak of the 
literary prison. The so-called "unified morality and 
common customs" is the effect that almost all 
managers want to achieve, but the actual situation is 
that once it is implemented it will inevitably backfire, 
"individuals" will be lost, and only a homogeneous 
"public" will remain. The original "individuals" would 
be all annihilated, polished and compressed into 
flattened "normal mass". Art, then, would also become 
a tool for politicians. 
Taoism clearly sees such hidden dangers and 
drawbacks, so it proposes "governance by inaction". It 
is precisely because Taoism saw that there are more 
rich and diverse values in addition to the principles of 
benevolence, righteousness, propriety, wisdom, 
monarch, minister, etc., so Taoism must oppose the 
policy of "making a difference" to interfere with the 
natural development of human nature. Li Zehou said 
in "The History of Beauty": "Taoism, as the 
complement and opposite of Confucianism, plays a 
decisive role together with Confucianism in shaping 
Chinese people's world outlook, outlook on life, 
cultural and psychological structure, artistic ideals, 
and aesthetic interests" ([7], p.55). Taoism advocates 
nature, and "nature" here has two meanings: "one is 
being natural, that is, not artificial; the other is natural 
environment, landscapes, flowers and birds" ([8], 
p.122). Confucian people who talk about benevolence 
like mountains because the mountains are strong and 
magnificent, and wise people like water because 
water is flowing and agile, expressing their love for 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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nature. The root of this lies in people, who are always 
the masters of nature. However, "Chuang Tzu's ideal 
personality is not a man of knowledge, a man of 
meritorious deeds, a man of ethics, but a natural man 
who is the same as the heaven, earth and the 
universe." Chuang Tzu "compares the small world 
with the huge nature, which constitutes an important 
specific content of this 'breakthrough and 
supplement', which greatly affects the mood of 
Chinese intellectuals and their literature, art and 
aesthetics. It makes the emotional time and life 
exclamation of the Confucian tradition gain a higher 
content" ([8], p.122). "Lao Tzu · Chapter 19" says: 
"Abandoning wisdom and ingenuity, the people can 
profit a hundredfold; abandoning the law of 
benevolence and righteousness, the people can return 
to kindness and filial piety; abandoning the 
temptation of opportunism and profit, thieves can 
disappear. The above three kinds of clever decoration 
are not enough to govern the world, so let the 
people's hearts belong: the appearance is pure and 
the heart is simple, and there is little selfishness to 
reduce desire. Abandoning the so-called knowledge, 
there will be no worries" ([6], p.75). "Chuang Tzu · 
The Great Master" says: "Destroying the body, 
destroying the intelligence, abandoning both the form 
and the intelligence, and mixing with the Dao as one" 
([9], p.120). This profound thought of "doing nothing" 
is by no means the so-called "anti-intellectualism"2, 
nor a negative concept of so-called deconstruction, 
but a reflection on "making a difference", respect for 
all things, and respect for the nature of each 
individual. "Chuang Tzu · Journey to the North" states: 
"Heaven and earth have the virtues that cover all 
things but do not talk about them; the four seasons 
have the laws of changing but do not discuss them; all 
things have the laws of growth and do not explain 
them" ([9], p.363). It can be seen that Taoism 
emphasizes nature, and if Confucianism "has often 
caused restraint, damage and destruction to art and 
aesthetics due to its narrow and practical utilitarian 
framework" ([7], p.56). Taoism, then, "is precisely to 

                                                           
2 In the West, there is a tendency to doubt or even oppose 
knowledge and reason, which is called "anti-intellectualism". 
Some scholars believe that there is a tradition of anti-
intellectualism similar to the West in Chinese culture, and Taoist 
and Buddhist philosophy is a typical manifestation. For example, 
Yu Yingshi refers in his paper "Anti-Intellectual Theory and 
Chinese Political Tradition" that calling the thoughts of anti-
knowledge and anti-rationality in Chinese philosophy anti-
intellectualism is inappropriate. Zhu Liangzhi explained this in 
"Only in Enlightenment", that is, in Taoist philosophy and the 
main schools of Buddhism in China, what is opposed is knowledge 
and concepts, not deep reason and wisdom. 

give this framework and bondage a powerful impact, 
liberation, and denial" ([7], p.55). 
It is a long process for "touring in art" to evolve from 
ancient meaning to modern meaning. During this 
process, Taoism, especially Chuang Tzu, had a 
considerable influence on the formation of Chinese 
artistic traditions. It can be said that "it was Chuang 
Tzu who developed the free realm of 'you in art' 
mentioned by Confucius on the ontology of the 
universe and the ontology of personality" ([8], p.135). 
Although Chuang Tzu avoids reality, what he 
emphasizes is that people should abandon sociality, 
their naturalness should not be polluted, and when 
they are expanded to be isomorphic with the universe 
can they be real people, and then people should use 
their own 'natural nature' to approach and match the 
nature of the object. This is actually what 
Confucianism refers to as 'the same structure of 
heaven and man' and 'induction between heaven and 
man', which is also what Chuang Tzu called 'to unite 
heaven with heaven' ([8], p.138). Chuang Tzu · Happy 
Excursion" said: "If one can obey the nature of all 
things, grasp the changes of the six qi, and travel in 
the infinite realm, what else can he rely on?" ([9], p.8) 
It can be seen that "Chuang Tzu" has a clear meaning 
at the beginning, that is, it reveals the freedom and 
transcendence of the human heart. This kind of 
"happy excursion" is a kind of absolute freedom. 
Through "Chuang Tzu" to understand "The Analects of 
Confucius" "touring in art", the fundamental spirit of 
Chinese art will be "in its ring". 

4. "TOURING IN ART" IS AN AESTHETIC 
ATTITUDE TO LIFE 

Confucius's "touring in art" is to make the best of 
one's own nature and one's material nature. "The 
Doctrine of the Mean" requires people to use their 
virtues to assist the role of heaven and earth. Chuang 
Tzu's "happy excursion" is to look at life from the 
standpoint of nature, to absorb life into nature, and to 
turn life into nature. Chuang Tzu said, "With regard to 
nature, it is not an attitude of observing to understand 
its laws, but an attitude of observing and recognizing 
it without distinction. This is an artistic attitude" ([10], 
p.120), that is, an aesthetic attitude towards life. 
"Chuang Tzu · Happy Excursion": "If one can obey the 
nature of all things, grasp the changes of the six qi, 
and travel in the infinite realm" ([9], p.8). In order to 
achieve "touring", one must not establish oneself, not 
take credit, not be famous and not make distinctions 
between small and large. If he is small, he should be 
adaptive to the small, and if he is big, he should be 
adaptive to the big. In short, he should follow the 
nature of nature. If people insist on the use of things 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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for themselves, they want to obtain benefits from 
them, and they are easy to fall into the predicament of 
their unavailability. If one can follow the nature of 
things, then things are used separately, which is a 
complete "touring". This kind of "happy excursion" is 
the absolute spiritual freedom. Its life and death, body 
and mind have all been forgotten, so the spirit is 
absolute freedom at this time. So one can "strike the 
water to a distance of 3,000 li, and then rise to an 
altitude of 90,000 li around the whirlwind, and fly 
away by the strong wind in June... The Roc had its 
back against the blue sky and nothing could hinder it 
before he began to plot to fly to the South China Sea" 
([9], p.68). The joy of flying is joy of spiritual freedom. 
Reading the twelfth chapter of Xu Fuguan's "The 
History of Chinese Human Nature: Pre-Qin Chapter", 
Xu Fuguan believed that the starting point and 
destination of Chuang Tzu's thought was the 
transformation from Laozi's desire to obtain spiritual 
stability into the pursuit of absolute spiritual freedom, 
in order to establish a spiritual kingdom. The absolute 
freedom of spirit that Chuang Tzu pursues is not in 
the world, but in one's own mind. The function and 
state of the mind, which Chuang Tzu calls spirit, is to 
seek freedom and liberation in his own spirit. This 
point, Kant also emphasized, he said: "Art is also 
different from handicrafts, art is free... People regard 
art as a kind of game, which is a pleasant thing in 
itself, reaching this point, even if it is in line with the 
purpose" ([11], p.385). It can be seen from this that 
Kant regards freedom as the essence of art, and this 
freedom is "freedom in the spiritual world" ([11], 
p.385). In "The Experience of Philosophy of Art", 
Cassirer believes that art is the expression of freedom 
and the confirmation of freedom; Heidegger also said: 
"The more free the state of mind, the more enjoyment 
of beauty can be obtained" ([12], p.58). 
So, why is it said that Chuang Tzu's "happy excursion" 
is an aesthetic attitude towards life? Chuang Tzu said 
in "Chuang Tzu · Heaven and Earth": "A person loses 
his nature in five ways: First, the five colors confuse 
vision, making it difficult for the eyes to see clearly; 
Second, the five tones disturb the hearing, making the 
ears incomprehensible; Third, the five odors have 
damaged the sense of smell, and the smell rushed up 
the nostrils and hurt the forehead; Fourth, the five 
flavors contaminate the tongue and cause injury to 
the tongue; Fifth, the choice between gains and losses 
confuses the mind and makes the nature of nature 
continue to compete. These five aspects are all 
scourges to nature" ([9], p.204). It can be seen that 
Chuang Tzu emphasized that people must cut off their 
understanding of the real world. All appearances are 
illusory, people's six senses are controlled by what 
they see and hear, and their minds are bound by all 
appearances. Only by discarding them and purifying 

the mysteries can we feel and observe all things in the 
world, and achieve "the unity of heaven and man" and 
"all things in one". In this way, the spirit will be 
absolutely free, the soul will be more fulfilled, and 
people can use the leisurely travel. This is an aesthetic 
attitude towards life. 

5. REALIZING ABSOLUTE FREEDOM OF 
SPIRIT WITH "TOURING IN ART" 

Chuang Tzu's "The World of Human": "Yan Hui said: 
'May I ask what is the fasting of the mind?' Confucius 
said: Focus on your will, don’t listen with your ears, 
but feel with your heart, don’t feel with your heart, 
but feel with your qi. The role of the ear is limited to 
hearing sounds, and the thoughts of the heart can only 
be combined with external objects. As for qi, it 
contains all things with its emptiness. The true way 
can only be gathered in a state of mind that is empty, 
bright and quiet. This is the wonderful meaning of the 
mind fasting" ([9], p.59). "Fasting" has existed in 
ancient China, and its forms include bathing, not 
drinking, not eating meat, not enjoying dance and 
music, not approaching lust, etc., but this is only an 
external form of fast, and it is a "sacrificial fast". The 
"fasting of the mind" proposed by Chuang Tzu here is 
the "fasting" in the inner deep sense. From the 
perspective of Chuang Tzu's entire philosophical 
thought, "Fasting of the mind" is a very important 
category, and it is also one of the methods of "Tao". 
"Tao" is the core of Lao Tzu's thought and the origin 
of all things in the universe. The ultimate goal of 
"mind fasting" is to become one with the Tao, that is, 
"the Tao becomes one". 
The cultivation process of "mind fasting" is a 
progressive introspection process from the outside to 
the inside, and it is a process of "losing day by day in 
purchasing Tao". Single-mindedness is an important 
foundation of "mind fasting". Outside, one needs to let 
go of the attachment to external things. Ears and eyes 
are the main organs for people to understand the 
external world, but when people rely too much on and 
use these organs, they are often deceived by external 
objects and become farther and farther away from 
their nature. Therefore, it is said that "the ear stops at 
listening". "Xu Wugui" also wrote: "one will be 
dangerous if his eyes seek clarity, and one will be 
dangerous if his ears pursue too much intelligence" 
([9], p.431). Therefore, it is necessary to conform to 
nature, not force it, that is, following the ears and eyes 
to communicate with each other. Internally, people 
must wash away the desires and delusions in the 
mind, so that the mind will not be deceived by greed 
or misguided by ingenuity. The nature of "Qi" is 
emptiness. To listen to the qi is to listen to emptiness. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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When the mind gradually calms down and enters the 
natural state of pure oneness, it reaches the state of 
emptiness. Emptiness is the emptiness of the mind, 
which can accommodate the changes and differences 
of all things without generating a mind of distinction, 
so it is called "empty and waiting for things". The 
nature of "Tao" is also emptiness and it is natural to 
rush into emptiness. When people can treat things in 
emptiness, they can communicate with the "Tao". The 
so-called "only Tao gathers emptiness" does not mean 
that the external "Tao" is concentrated in the mind, 
but the "emptiness" of the mind is used to realize the 
properties and functions of Tao. In this way, one has 
reached the realm of oneness with the Tao. 
The theory of "sitting and forgetting" was expounded 
by Chuang Tzu in "The Great Master" by Yan Hui's 
answer to Confucius' question: "Destroying the body, 
destroying the intellect, abandoning both the form 
and the intellect, and integrating with the Dao, this is 
the way of forgetting and sitting" ([9], p.39). 
Destroying the body and destroying the intellect is to 
forget the body. Of course, this is not simply to forget 
the existence of the body, but to eliminate the endless 
desires generated by the eyes, ears, nose, tongue, and 
body seeking outward, to get rid of all the burdens 
brought about by satisfying desires, and to 
concentrate on gathering qi, to look at the inner 
reflection, and to realize the transcendence of the 
body. Abandoning both form and intelligence means 
to abandon the intrigue and intrigue in the human 
world, all kinds of "wisdom" that make people 
exhausted, and to remove all kinds of prejudices and 
obstacles formed by the accumulation of knowledge. 
In a nutshell, "sitting and forgetting" is a process of 
self-purification, transcending the limitations of body 
and mind, leaving all worries behind, making the 
mind empty and clear, and entering into the sameness 
with "Datong" (that is, "Tao"). In this realm, people 
can be one with heaven and earth, conform to nature, 
and roam in nature. 
In "Chuang Tzu · Outer Chapter", there is a story 
about a "true painter": "Song Yuanjun wanted to draw 
a pattern of mountains and rivers and land, and many 
painters came. They accepted Song Yuanjun's greeting 
and stood beside them. Some painters licked their 
pens and adjusted their ink, and half of them stood 
outside the door. There was a painter who arrived 
later, walking in a relaxed and leisurely manner. After 
receiving the greeting, he did not stand, but returned 
to his residence. Song Yuanjun sent someone to see 
him, and they saw that he had unbuttoned his clothes 
and was sitting there naked with his legs stretched 
out. Song Yuanjun said: 'That's enough, he is the real 
painter!'" ([9], p.350) Why is it that only those who 
are naked like undressing are called "true painters"? 
Because the painters were instructed to paint for 

Song Yuanjun, they respectfully and cautiously licked 
the brush and ink, and the mental state was too tense. 
At this time, if they have the idea and desire of fame 
and fortune, and becoming an official, their creativity 
will definitely not be able to be freely exerted, and 
their works can be imagined. The only painter who 
came later, with a calm demeanor, did not take his 
place even after accepting the greeting, and then went 
back to the museum, unbuttoning his clothes and 
sitting cross-legged naked. From this, it can be seen 
that this person has been detached from the world, 
forgetting profits, forgetting his name, and forgetting 
his body. All external disturbances have disappeared, 
and his mind is empty and quiet, which can be 
compatible with the "Tao of painting", so Song 
Yuanjun judged this person "a true painter". This is a 
state of no utility, and the characteristic of aesthetic 
activities is also no utility. 
The cultivation process of "sitting and forgetting" and 
"fasting of the mind" is a process of turning from the 
human mind to the Tao mind. No matter what kind of 
"art" or "technique" you are engaged in, people must 
be single-minded, eliminate all external disturbances, 
concentrate on meditation, eliminate all internal 
distractions, and cultivate the air of emptiness and 
tranquility. Only when one's heart is empty and clear, 
and one is able to treat things with emptiness, can he 
be in harmony with "Tao" and achieve the state of 
"touring in art". 

6. CONCLUSION 

The artistic spirit of "touring in art" is not only an 
artistic concept, but also refers to the presentation of 
the artist's spiritual freedom and integrity. In the 
period of social and cultural transformation, the 
increasingly "heart-to-heart, money begets money" 
commodity exchange and value exchange laws and 
lack of beliefs make people's "individual" living space 
constantly oppressed and exploited. The pallor and 
emptiness of the spiritual world haunts people's 
minds. Today's works of art are increasingly 
becoming slaves of the market and the economy, and 
artists cannot escape the temptation of the secular, 
which contributes to the emptiness of the soul. 
Therefore, it is necessary to re-evaluate the spirit of 
"touring in art". Through the determination of the 
connotation and spirit of "touring in art", it will help 
contemporary artists to understand their own nature 
and help them realize artistic accomplishment. 
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ways to create the author’s model of the world. 
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Chronotope, as defined by M.M. Bakhtin, is the 
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and temporal indicators are fused into one carefully 
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of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
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In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
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concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. INTRODUCTION 

As one of the means to solve the urban traffic 
problem, the viaduct has become a factor that can't be 
ignored in the urban space organization. However, 
with the development of urbanization, the usable area 
of urban public space is becoming scarcer. While 
seeking solutions, people begin to turn their attention 
to the planning and use of the accessory space under 
the viaduct and put forward corresponding measures 
under the viaduct. But the solutions of relevant 
Chinese departments fail to consider the application 
design mode of the space under the viaduct from the 
perspective of the surrounding users. The space under 
the viaduct is often not used efficiently [1] and 
becomes an "isolated island" in the city. This leads to 
the negative utilization of the space under the viaduct 
and the lack of humanized space planning and artistic 
space vitality. In view of this situation, this paper 
attempts to solve the current situation of the space 
under the viaduct through the perspective of public 
art, in order to design the viaduct accessory space that 
is in line with the public's aesthetics and is well-liked. 

2. RELATED CONCEPT 

2.1. Public Art 

The phrase 公共艺术 is translated from English "public 
art". This concept originated in the United States in 
the 1960s and was introduced to China in the 1990s 
with the development of China's urbanization. The 
concept of public art involves a very wide range, so 
the definition of its related concept is uncertain and 
vague, and it is difficult to define the connotation of 
public art from a single perspective. The current 
summary of the concept of public art is usually 
discussed in both broad and narrow senses. Public art 
in a broad sense can be understood literally, that is, 
"publicness" and "artistry". It is characterized by 
related artistic activities in the open space of the city 
to provide a diverse urban space experience. It 
emphasizes the service attributes of the space, rather 
than the simple creation of artworks. In a narrow 
sense, public art refers to the placement and design of 
aesthetic works of art in urban open spaces, such as 
visual aesthetic art like art sculptures, art wall 
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1. INTRODUCTION 

As one of the means to solve the urban traffic 
problem, the viaduct has become a factor that can't be 
ignored in the urban space organization. However, 
with the development of urbanization, the usable area 
of urban public space is becoming scarcer. While 
seeking solutions, people begin to turn their attention 
to the planning and use of the accessory space under 
the viaduct and put forward corresponding measures 
under the viaduct. But the solutions of relevant 
Chinese departments fail to consider the application 
design mode of the space under the viaduct from the 
perspective of the surrounding users. The space under 
the viaduct is often not used efficiently [1] and 
becomes an "isolated island" in the city. This leads to 
the negative utilization of the space under the viaduct 
and the lack of humanized space planning and artistic 
space vitality. In view of this situation, this paper 
attempts to solve the current situation of the space 
under the viaduct through the perspective of public 
art, in order to design the viaduct accessory space that 
is in line with the public's aesthetics and is well-liked. 

2. RELATED CONCEPT 

2.1. Public Art 

The phrase 公共艺术 is translated from English "public 
art". This concept originated in the United States in 
the 1960s and was introduced to China in the 1990s 
with the development of China's urbanization. The 
concept of public art involves a very wide range, so 
the definition of its related concept is uncertain and 
vague, and it is difficult to define the connotation of 
public art from a single perspective. The current 
summary of the concept of public art is usually 
discussed in both broad and narrow senses. Public art 
in a broad sense can be understood literally, that is, 
"publicness" and "artistry". It is characterized by 
related artistic activities in the open space of the city 
to provide a diverse urban space experience. It 
emphasizes the service attributes of the space, rather 
than the simple creation of artworks. In a narrow 
sense, public art refers to the placement and design of 
aesthetic works of art in urban open spaces, such as 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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paintings, art signs and water landscapes. It can be 
said that public art is neither the embodiment of a 
specific art genre or style, nor does it refer to a 
specific art form. Rather, it refers to art that exists in 
public spaces and provides services to the public, 
without a clear form or genre [2]. 

2.2. Urban Viaduct Accessory Space 

The viaduct accessory space belongs to the urban gray 
space, which occupies a certain proportion in the 
urban stock space and has not received social 
attention. The urban viaduct accessory space is the 
"use space under the urban viaduct". However, due to 
the complexity of the space under the viaduct in real 
life, the viaduct accessory space is usually delineated 
as the vertical projection space under the viaduct and 
the gray space to be used around it to be integrated 
and viewed. It mainly includes the dark side of the 
viaduct body, the piers, the orthographic projection 
space of the viaduct body, the space under the ramp, 
the space enclosed by the viaduct body and the 
surrounding roads, and the urban public space 
affected by the viaduct [3]. So many neglected urban 
viaduct accessory spaces become urban wasteland, 
destroying the texture and appearance of the city. 

3. SIGNIFICANCE OF PUBLIC ART 
INTERVENING IN THE SPACE  
UNDER THE VIADUCT 

3.1. Urban Renewal With a Return  
to Humanity 

The composition of public art is inseparable from its 
three major elements, namely artistic creation, open 
space and public participation. Public participation is 
the core point of the three, which shows that the 
humanistic elements are particularly important in the 
intervention of public art. The viaduct accessory space 
belongs to the urban gray space, which can be 
rationally designed and updated through the 
intervention of public art and transformed into a 
dynamic space that attracts public participation. On 
11 March 2021 the fourth session of the 13th National 
People's Congress put forward the background of the 
new-type urbanization strategy with people as the 
core, changed the way of urban renewal in the past 
with large destruction and reconstruction, turned to 
the transformation of stock and quality mainly to 
improve the quality of the city, and explored the 
sustainable model of urban refined renewal. Although 
there are some corresponding tentative planning and 
design of the space under the viaduct in China, most 
cities define the space under the viaduct as green 
space and urban parking lot, wasting a lot of open 

space and ignoring the human-centered space 
experience. The public art intervention in the space 
under the viaduct, from the perspective of artistic 
aesthetics, uses methods such as color, pattern and art 
installation to build an emotional connection between 
space and people and enhance the urban spatial 
cultural atmosphere. For example, the Xiamen Quality 
Culture Theme Park, the public space under the 
Central Viaduct in Changning District, Shanghai, and 
the Chengdu Folk Park all extract corresponding 
elements from local culture and combine the 
structures under the viaduct to create a cultural 
landscape that conforms to local aesthetics. Through 
public art intervention under the viaduct renewal, it 
makes the refined urban renewal more humanistic. 

3.2. Creating Characteristic City Cards 

Public art can reflect the quality of a city's image and 
can intuitively express the regional cultural form of a 
city in a specific way. Because of its rich and diverse 
forms and connotations, it creates a public space with 
humanistic attributes, excavates local culture 
according to local conditions, enhances the sense of 
belonging of the people in the region, enhances 
cultural self-confidence and creates an open space 
with regional characteristics [4]. The viaduct 
accessory space belongs to the urban stock space and 
occupies a large proportion. It is necessary to apply 
public art to the space under the viaduct and give 
more spiritual core to the space from the perspective 
of locality, in order to create a regional cultural 
landscape with characteristics under the viaduct. Just 
as the spirit of place mentioned by Le Corbusier in 
"Towards Architecture", the significance of applying 
public art to viaduct accessory space is to create 
spiritual enjoyment for the public through material 
phenomena and to bring high-quality life experience 
to social groups [5]. It is through the intervention of 
public art that the space under the viaduct in each city 
can become a unique scenery line. 

3.3. Alleviating Spatial Stereotypes 

Because of the different locations of urban viaducts, 
the conditions under them are also different. The 
uniqueness and complexity of the site have caused the 
relevant departments to lack systematic standards for 
design and utilization. Therefore, the space under the 
viaduct often lacks planning and maintenance 
management, and negative information such as dirty, 
disorderly, bad, etc. makes the public's stereotype of 
the space under the viaduct severe. Through the 
intervention of art in the space under the viaduct, the 
art installations and landscape infrastructure that 
people like to see are placed, the color is used to 
relieve the coldness of the space, and the boundary of 
the space under the bridge is blurred, making it a 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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high-quality transition space in the urban space. For 
example, the landscape art design under the viaduct of 
Garscube Road in Scotland (Fig. 1) breaks people's 
impression of the dark and dim environment under 
the viaduct. The color of the ground material is red 

with strong contrast, combined with the three-color 
flower lighting device, which enriches the color of the 
space, attracts many tourists to play and watch, and 
eases the relationship between the space under the 
viaduct and the surrounding environment. 

 
Figure 1. Landscape art design under the viaduct of Garscube Road in Scotland. From: https://www.ideabooom.com/7571.  

4. PRACTICAL RESEARCH ON  
THE ACCESSORY SPACE OF  
DONGDU OVERPASS 

4.1. Current Situation of the Site 

Dongdu Overpass Park is located on the north and 
south sides of Xianyue Road, Huli District, Xiamen 
City. The Haicang Bridge passes through the park 
from west to east and intersects with three overpass 
bypasses above the park. It is a park-like landscape 
under the Haicang Bridge. There are abundant 
tourism resources around the park, including Haicang 
Bridge Tourist Area and Dongdu Cultural Curio City. 
In addition, surrounding areas are mostly residential 
areas. Because Dongdu Overpass Park is close to the 
Haotou bus station, its special geographical location 
has become a shortcut and hub for people to walk. 
People often pass through the park under the viaduct 
to shorten the walking distance and time, forming a 
convenient passage for life and commuting, and there 
is a lot of crowd traffic in the park under the viaduct. 
Dongdu Overpass Park covers an area of about 4,000 
square meters. The highest column under the bridge 
is about 20m and the shortest is about 6m. The park is 
relatively less affected by car noise and exhaust from 
the viaduct overhead. The landscape green space 
under the viaduct is in the form of a closed green 
space, without public entertainment facilities and only 
simple landscape infrastructure for tourists to rest. At 

present, Dongdu Overpass Park is used as public 
leisure space under the viaduct for the surrounding 
people (Fig. 2). However, due to disrepair, the park is 
shabby and dim, the space lacks vitality, and there are 
not many people who stop and stay for a long time. 

4.2. Sorting Out Related Issues 

The Fujian Provincial Department of Housing and 
Urban-Rural Development has put forward a 
corresponding comprehensive utilization adjustment 
plan for the problem under the viaduct: to tap the 
space under the viaduct as much as possible for 
municipal administration, environmental sanitation, 
landscaping, open green space or leisure space, etc., to 
improve the utilization rate of the space under the 
viaduct. The space under the Dongdu Overpass is used 
as an urban park-type space, and the overall 
streamline layout of the space is a linear extension 
form with a single streamline. The large area of usable 
space under the viaduct has only a simple streamline 
planning, the use function of the space has not been 
well utilized, and the design of the landscape 
environment exists in isolation and lacks the 
intervention of design aesthetics. The visual color of 
the park space is mostly foggy and heavy gray, and the 
lack of bright colors in color often creates a sense of 
distance for tourists. The three-dimensional greening 
of the space under the viaduct is only a duplication of 
materials and techniques. This copy-and-paste design 
pattern only makes the urban landscape environment 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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appear less creative, less individual and less 
distinctive. It is difficult for such ordinary and similar 
urban culture and urban landscape to rise to the 
artistic level that the public is satisfied with [6]. 
In addition, there is a lack of necessary management 
and maintenance in Dongdu Overpass Park and there 
are certain hidden safety hazards. Without reasonable 
installation of automatic sprinkler irrigation devices, 
there is often a small amount of ponding and mud on 
the roads in the park, not only affecting the visual 
impression of the park under the viaduct to the public, 
but also bringing certain safety hazards to the passing 
tourists. There are also many designs that do not meet 

ergonomic specifications. For example, the distance 
between the lawn steps over water of the secondary 
roads doesn't meet the human stride requirements, 
and the distance between the two steps over water is 
greater than the normal walking comfort range of 
100-200mm. The number of steps at the east entrance 
is also too steep. Various unreasonable planning 
arrangements and the loss of space aesthetics have 
led to a decrease in the participation of surrounding 
people in the space under the viaduct (as shown in 
Fig. 3). It fails to make the park a necessary functional 
supplement to people's surrounding life. 
 

 
Figure 2. Current situation of space usage under the Dongdu Overpass. From: author’s on-site photography and self-drawn. 

 
Figure 3. Current situation of the space under the Dongdu Overpass. From: author’s on-site photography. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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5. PRACTICAL STRATEGIES UNDER THE 
INTERVENTION OF PUBLIC ART 

5.1. Using Colors to Enrich Spatial Layers 

People are 80% sensitive to colors and 20% sensitive 
to modeling. Therefore, color is the first element that 
affects the senses [7]. The degree of the importance of 
colors to the composition of the urban landscape can 
be told. However, the color processing of the space 
under the viaduct is relatively simple. For the 
functional distinction of space, different bright colors 
can be used to distinguish. For example, bright and 
vibrant colors such as red, white, orange, and yellow 
can be used to open up the color level of the space, 
colors such as red and orange can be used in sports 
and dynamic spaces, and mild colors with low 
saturation such as light yellow and light brown can be 
used in public leisure spaces. The colors of plants also 
occupy a certain share of the space under the viaduct. 
Plants should be regarded as a kind of soft material, 
and it should not only pay attention to the functional 
requirements, but also pay attention to the visual 
characteristics under the current viaduct. It is 
necessary to adjust it when planning the space and 
place plants with different colors such as Photinia 
Fraseri, Rosa Multiflora, Hemerocailis Middendorffi, 
Ligustrum Quihoui, Hosta Plantaginea, and 

Edgeworthia Chrysantha, in order to inject fresh 
vitality into the space under the viaduct and create an 
artistic and modern atmosphere of the space. 

5.2. Using Art Installations to Activate the 
Features Under the Viaduct 

Often, the planning for the space under viaduct lacks 
eye-catching features. Placement of art installations 
can drive the vitality of the original site, satisfy 
people's spiritual and psychological yearning, enrich 
urban public activities, and achieve the purpose of 
enhancing urban vitality [8]. Art installations can be 
works of art with different shapes to enhance the 
ornamental value of the space. However, due to the 
particularity of the space under the viaduct, more 
attention should be paid to its interaction with people 
and functional attributes. In response to the problem 
under the viaduct, it is necessary to design the 
columns, bridge shade, and green space in the space 
under the viaduct, and use materials such as 
tempered glass, acrylic plate, aluminum plate, and 
LED lights to integrate with the elements of the space 
(such as Fig. 4). By doing so, it can play the viewing 
function of guiding interaction and beautifying the 
space during the day and become an artistic lamp for 
luminous lighting at night (such as Fig. 5). 

 

 
Figure 4. Design sketch and illustration of the space under the viaduct under the intervention of art installations. 
From: drawn by the author. 



230
Athena Transactions in Social Sciences and Humanities, Volume 1

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022)

2 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 
"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 

230 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 

 
Figure 5. Nighttime design sketch of the space under the viaduct under the intervention of art installations. 
From: drawn by the author. 

5.3. Using Artistic Events to Shape the 
Vitality Under the Viaduct 

Public participation is one of the three elements of 
public art, i.e. the space where public art intervenes 
should eventually form a space for interaction and 
communication between people. The enthusiasm of 
the space means that the space can attract and satisfy 
people's basic use intentions, set up a complex 
functional landscape space to meet the different needs 
of users, increase the frequency of space use, and 
realize the intensive use of space resources. For 
example, different leisure functions and sports 
activities can be added to a single landscape function, 
and a specific theme culture can be implanted, so that 
users can experience the characteristic space 
activities under the viaduct while performing leisure 

activities (such as Fig. 6). For the space under the 
Dongdu Overpass, art activities can be used to infect 
and spread the surrounding people in a small area to 
achieve the effect of attracting the attention of the 
surrounding people. Through the multi-dimensional 
utilization of art events such as festival culture, art 
fairs, and concerts under the viaduct, the pattern of 
the utilization of space can be integrated and enriched 
(such as Fig. 7), and combined with related art 
beautification and improvement, the space can be 
naturally integrated into the daily life of the 
surrounding people, in order to make better use of the 
space under the viaduct, improve the living 
environment and happiness of residents, inject fresh 
vitality into the space under the viaduct, create an 
artistic atmosphere and modern atmosphere of the 
space, and enhance the image of the city. 

 

 
Figure 6. Analysis of space under the viaduct under the placement of different functional areas. From: drawn by the author. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 7. Design sketch of the space under the viaduct under the intervention of art events. From: drawn by the author. 

6. CONCLUSION 

This article interprets the related concepts and 
meanings of public art and proposes practical 
strategies based on the space under the Dongdu 
Overpass. Public art intervention in the space under 
the viaduct doesn't mean blindly pursuing the artistic 
and aesthetic attributes of the space. It is important to 
consider humanistic attributes of public art in the first 
place and put forward relevant practical application 
strategies based on an analysis of the social, economic 
and practical benefits of the space under the viaduct. 
Of course, the concept of public art will change with 
the progress of the times. The landscape construction 
mode of public art intervening in the space under the 
urban viaduct is also constantly innovating. It is also 
necessary to combine the actual situation and future 
development trends of China, in order to constantly 
explore the way to create the landscaping under the 
urban viaduct that is suitable for China. 

REFERENCES 

[1] Xiaodong Wang, Shunli Yu. Preliminary 
Exploration and Optimization Strategy of Space 
Utilization Under Handan Viaduct [J]. 
Architecture & Culture, 2019(11): 38–39. (in 
Chinese) 

[2] Xin Liang, Leichang Huang. Application Strategy 
of Color in Park Landscape From the Perspective 
of Public Art [J]. Contemporary Horticulture, 

2021, 44(16): 137–138. (in Chinese) 
https://doi.org/10.14051/j.cnki.xdyy.2021.16.06
0 

[3] Ruyi Chen. Research on the Landscape Design of 
the Accessory Space of the Urban Viaduct [D]. 
Beijing Forestry University, 2014. (in Chinese) 

[4] Lijun Bai. Research on the Intervention of Public 
Art in Urban Micro-Renewal [D]. Nanjing 
Forestry University, 2020. (in Chinese) 
https://doi.org/10.27242/d.cnki.gnjlu.2020.000
227 

[5] Shuyan Wu, Xiaohua Huang. Research on the 
Value of Public Art From the Perspective of the 
Spirit of Place [J]. Beauty Times (Urban Edition), 
2021(11): 1–4. (in Chinese) 

[6] Yi Chu. Creating an Overall Urban Art Landscape: 
Public Art and the Function of Urban Afforesting 
[J]. Hundred Schools in Arts, 2012, 28(S1): 95–97. 
(in Chinese) 

[7] Jinyan Zhu. The Application of Color in Urban 
Public Art Landscape [J]. West Leather, 2019, 
41(11): 125–126. (in Chinese) 

[8] Shiyu Wang. The Application of Installation Art in 
Urban Public Space Landscape Design [J]. Xiandai 
Horticulture, 2020, 43(24): 138–141. 
https://doi.org/10.14051/j.cnki.xdyy.2020.24.06
6 (in Chinese) 

 





 
 
 

 
*Corresponding author. Email: 412556813@shu.edu.cn 
© 2022 The Authors. Published by Athena International Publishing B.V. 
This is an open access article distributed under the CC BY-NC 4.0 license (https://creativecommons.org/licenses/by-nc/4.0/). 

 
 

    

  

 

 
Athena Transactions in Social Sciences and Humanities, Volume 1  

Proceedings of the 8th International Conference on Arts, Design and Contemporary 
Education (ICADCE 2022), pp. 233–237 

DOI: https://doi.org/10.55060/s.atssh.221107.036, ISSN (Online): XXXX-XXXX 
Proceedings home: https://www.athena-publishing.com/series/atssh/icadce-22  

 

PROCEEDINGS ARTICLE 

Reconstruction of Cognition and Experience: Value 
Innovation of Sustainable Design in Creative Industries 
Hui Tang1,* 
1 Shanghai Academy of Fine Arts, Shanghai University, Shanghai, China 

ABSTRACT                                                                                                                                       ARTICLE DATA 

The rave about sustainable design in design industries reveals a shift in design thinking, 
which forces the academy circle to reexamine the role and mission of design. The concept of 
sustainable design, however, is in its early stages of development, and scholars and 
practitioners do not appear to have reached a consensus on the concerns and issues to be 
addressed by sustainable design. This article discusses design creativity under technology-
driven change and new opportunities for sustainable design in creative industries by 
reconstruction and reshaping the relationship between cognition and experience in design 
thinking. 

Article History 
Received 11 April 2022 
Revised 23 April 2022 
Accepted 14 October 2022 
 
Keywords 
Creative industries 
Sustainable design 
Cultural creativity 
Value innovation 

  

  

1. INTRODUCTION 

Current research on design methodology involves the 
systematic methodology of design process, including 
exploration of design decision mechanisms, design 
modeling improvement, representation, analysis, 
simulation, evaluation, and physical test techniques. 
Sustainable design solutions have explicit codes in 
terms of economic, environmental, and social 
dimensions of value creation, that is, design process 
monitoring and research are used to learn design 
methods and cognition of design knowledge. Design 
innovation research lays the scientific foundation for 
designing products, accordingly for the research on 
sustainable design methods it needs to focus on 
design decisions, situations, and constraints, and to 
weigh the underlying cognition and logical 
mechanisms of multiple factors before integrating the 
theoretical knowledge and practice of design together. 
 

 

2. MATERIALS AND METHODS 

The empirical part of this study uses an inductive 
approach to create a theory-driven iterative process 
between the empirical and theoretical worlds, which 
systematically combines the empirical world, 
framework, theory, and cases. In this study, the 
business models provide the framework, and the 
concept of sustainability creates the theoretical 
foundation. In order to understand "sustainable" 
design, it requires an interdisciplinary approach to 
address environmental, economic, and social 
problems of the time. At present, sustainability 
research involves various disciplines, so that the 
importance of cross-disciplinary competence and 
expertise is widely recognized. The design of future is 
the convergence of multiple industry chains, as 
artistic creation itself develops with the advance and 
progress of artists’ imagination. Designers also need 
to put efforts into research and practice on dynamic 
intersection of cutting-edge ideas across disciplines, 
industries, and technologies, using creating 
momentum to achieve and sustain creativity. 

Athena Transactions in Social Sciences and Humanities, Volume 1
Proceedings of the 8th International Conference on Arts, Design and Contemporary  

Education (ICADCE 2022), pp. 233–237
DOI: https://doi.org/10.55060/s.atssh.221107.036, ISSN (Online): 2949-8937

Proceedings home: https://www.athena-publishing.com/series/atssh/icadce-22

 
 
 

 
*Corresponding author. Email: 412556813@shu.edu.cn 
© 2022 The Authors. Published by Athena International Publishing B.V. 
This is an open access article distributed under the CC BY-NC 4.0 license (https://creativecommons.org/licenses/by-nc/4.0/). 

 
 

    

  

 

 
Athena Transactions in Social Sciences and Humanities, Volume 1  

Proceedings of the 8th International Conference on Arts, Design and Contemporary 
Education (ICADCE 2022), pp. 233–237 

DOI: https://doi.org/10.55060/s.atssh.221107.036, ISSN (Online): XXXX-XXXX 
Proceedings home: https://www.athena-publishing.com/series/atssh/icadce-22  

 

PROCEEDINGS ARTICLE 

Reconstruction of Cognition and Experience: Value 
Innovation of Sustainable Design in Creative Industries 
Hui Tang1,* 
1 Shanghai Academy of Fine Arts, Shanghai University, Shanghai, China 

ABSTRACT                                                                                                                                       ARTICLE DATA 

The rave about sustainable design in design industries reveals a shift in design thinking, 
which forces the academy circle to reexamine the role and mission of design. The concept of 
sustainable design, however, is in its early stages of development, and scholars and 
practitioners do not appear to have reached a consensus on the concerns and issues to be 
addressed by sustainable design. This article discusses design creativity under technology-
driven change and new opportunities for sustainable design in creative industries by 
reconstruction and reshaping the relationship between cognition and experience in design 
thinking. 

Article History 
Received 11 April 2022 
Revised 23 April 2022 
Accepted 14 October 2022 
 
Keywords 
Creative industries 
Sustainable design 
Cultural creativity 
Value innovation 

  

  

1. INTRODUCTION 

Current research on design methodology involves the 
systematic methodology of design process, including 
exploration of design decision mechanisms, design 
modeling improvement, representation, analysis, 
simulation, evaluation, and physical test techniques. 
Sustainable design solutions have explicit codes in 
terms of economic, environmental, and social 
dimensions of value creation, that is, design process 
monitoring and research are used to learn design 
methods and cognition of design knowledge. Design 
innovation research lays the scientific foundation for 
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design decisions, situations, and constraints, and to 
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mechanisms of multiple factors before integrating the 
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approach to create a theory-driven iterative process 
between the empirical and theoretical worlds, which 
systematically combines the empirical world, 
framework, theory, and cases. In this study, the 
business models provide the framework, and the 
concept of sustainability creates the theoretical 
foundation. In order to understand "sustainable" 
design, it requires an interdisciplinary approach to 
address environmental, economic, and social 
problems of the time. At present, sustainability 
research involves various disciplines, so that the 
importance of cross-disciplinary competence and 
expertise is widely recognized. The design of future is 
the convergence of multiple industry chains, as 
artistic creation itself develops with the advance and 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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The future is the times of research, where inquiry and 
innovation are easy to access. Design will also engage 
in a variety of subversive innovations and inventions 
in terms of ideas, goals, and methodologies through 
continuous questioning and innovation. 

2.1. Design Thinking: Reconstructing 
Cognition and Experience 

The origin of "design thinking" comes from Peter 
Rowe’s Design Thinking (1987), in which the term 
was first used to provide designers and urban 
planners with a systematic basis for practice problem-
solving procedures. Design thinking is a methodology 
used to provide practical and creative solutions to 
problems or practices involve improvement in 
structure in the future [1].  
Design thinking derives from the application of a host 
of methods and techniques from different disciplines, 
including engineering, informatics, and psychology. 
Today, the definition of design thinking is growing. In 
principle, design thinking is a combination of 
divergent thinking and integrated thinking, and 
focuses on the precise orientation of explicit and 
potential needs of customers and users. In terms of 
process from product prototype design to molding, 
design thinking is regarded as a micro-process 
includes ideas, prototypes, appearances, materials, 
and a macro-process includes user mindset, 
applicable people, and user psychology. 
Reconstructing design thinking, as an innovative 
approach, is not only applied to disciplinary 
education, especially interdisciplinary education in 
design, but also to the core part f corporate 
innovation. In the context of innovation and 
sustainability, design requires empirical reuse of 
cognition and experience. Finding and reusing 
methods of previous experiences is a crucial task. 
The exploration and cognition processes that arise in 
the design process is regarded as an comprehensive 
ability, creative thinking highlights the cognition 
process of individual creation in terms of creating 
cognition, and generates and explores the unique 
characteristics related to design at the cognition level. 
Different foci such as process and product create 
complex structures in the discussion of creativity, and 
innovation process does not always produce 
innovative works in the real work. Given the different 
goals of creative characters and the influence of 
expert assessment, there is a wide gap between 
creativity of the process and the final product and 
relationships between them. Therefore, human 
creativity has different types at different levels. In 
addition, the connections between talent, insight, 
intuition, and ability beyond design skills remain 
uncertain. Accordingly, design creativity is a crucial 

issue in design thinking. Creative thinking lays 
foundation for design thinking. In contrast to 
productivity thinking, individual creative design 
thinking regards design as a knowledge extraction 
process, while productive thinking is primarily 
concerned with manufacturing. In engineering design, 
creativity is achieved at early stage of original design, 
while the main production process is fixed because it 
is a repeatable manufacturing process. In the context 
of industrial design, with the development of 
technology management, opportunities for new ideas 
in the design process are increasing. 
Training design thinking is to increasing search for 
new values, which is an intrinsic motivation to 
enhance creativity. Initially, design is a way of 
thinking, and design thinking referred to expert 
knowledge. But today, design is considered as a 
creative strategy formed in future society. Design 
thinking refers to a design process where designers 
think about problem solving and come up with 
creative solutions. 
In terms of education, design thinking enhances 
creativity and innovation through interdisciplinary 
teamwork, combining engineering, business and other 
disciplines. For example, from an innovative 
perspective, interdisciplinary teams regard design 
thinking as an advanced educational model for 
creative practice. People focus the creation process 
through the thought of cognitive design process. For 
example, in the experimental case studies, clusters of 
concepts generated by designers are distributed in a 
design framework. Design was deemed as a problem-
driven process that solved problems of conventional 
design thinking. It is of particular concern in 
industrial design, which constrains creativity in the 
framework of industrial society. Therefore, the 
construction of theoretical relationships in design 
thinking implies an improved construction of design-
led human creativity (Fig. 1). 

 
Figure 1. Flow chart of design thinking. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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2.2. Creative Industries: Underlying 
Opportunities of Knowledge  
Innovation Problems 

Culture is a value-derived tool. In order to make the 
most of profits, it needs to create output with cultural 
value industrially. The term cultural industries 
originated in the post-war Frankfurt School for 
describing the standardized mass production of 
cultural goods, such as movies and television 
programs. Different subcultures formed a system 
which genealogizes dendrogram of art concepts. In 
this genealogical system, all industries can be 
considered as cultural industries, because the goods 
and services produced by them share the common 
cultural meanings and symbolic network. The core 
concerns of cultural industries are the symbolic, 
aesthetic, and artistic nature of output. 
The shift from cultural to creative industries began in 
1990, and creative industries were generated by the 
talents, skills and creativity of individuals who have 
the value of creating wealth and employment sources 
through creation and intellectual property, that is, 
"the creation, production, replication, distribution, 
and marketing of goods, services, and activities of 
cultural, artistic or heritage contents." The primary 
purpose of cultural and creative industries is the 
creation, production, replication, distribution, 
commercial activities and marketing of culture, art, 
cultural and artistic heritage. These industries create 
wealth and promote employment through creation 
and use of intellectual property. Cultural resources 
are goods, services, and activities that create value 
and are protected by intellectual property rights, 
including cultural attractions, local customs, 
languages, hobbies, visual arts, performing arts, 
design, festivals, music, theater and opera, television 
broadcasting, and advertising. These industries have 
replaced the coal, steel, and metal of industrial society 
as creative raw materials and value bases [2]. 
This means that besides the cultural connotation, the 
commercialization of culture also links cultural 
dissemination to economic consumption. The shift 
from cultural to creative industries implies that 
increasing intellectual creativity strengthen the 
national ability to adapt to the new dominant 
economic trends. This is the first approach to realize 
creativity in cultural industries, which emphasizes 
that the culture itself is abundant through literature 
review derived from culture.  
Cultural and creative industries symbolize the 
inherent embodiment of human capacity to think, 
create, innovate and design economic value. Creative 

ideas involve culture and creativity. Creativity is an 
overused concept that is difficult to define or 
understand and is generally associated only with arts. 
In fact, creativity involves rethinking a problem or 
thinking about the origin of a problem. The ability to 
discover common threads in a seemingly chaotic and 
fragmented environment, to create original and to 
rewrite the rules is called creativity. Such a way of 
thinking encourages urban innovation and generates 
new possibilities. 
The term of culture is abstruse, because "culture" is 
composed of multiple meanings. For example, the 
concept of "culture and development" in urban 
innovation, which interprets the relationship between 
cultural factors and urban development in terms of 
faiths, traditions and lifestyles, and how they interact 
with each other. Cultural and creative industries have 
a wide range from arts- or crafts-based companies or 
activities to technology-based companies, which may 
be capital-intensive or knowledge-intensive, whose 
products are symbolic of cultural features of these 
industries in all cases. The current literature on 
cultural and creative industries rarely mentions 
production scale or efficiency, but rather emphasizes 
the symbolic nature of products as a fundamental 
aspect of competitiveness. Some cultural and creative 
industries based on handicrafts or knowledge and 
capital intensity combine production efficiency with 
the symbolic nature of products. As Baudrillard 
argues, all products and services provided by 
industries have value in a particular cultural context, 
so that they are called cultural products. However, he 
supposes that everything is immersed and limited by 
culture, obscuring the fact that for some products, 
consumers are looking for their functional utility, 
while for others, their appeal to consumers lies in 
their symbolic meaning. 
Creative industries are generated by talents, skills and 
individual creativity that they have value of creating 
wealth and employment sources through creativity 
and intellectual property. The primary purpose of 
entrepreneurial industries is the creation, production, 
replication, promotion, distribution, and marketing of 
goods, services, and activities of cultural, artistic or 
heritage contents. Research on design market evolves 
in the process of understanding customer behavior, 
product strategy, lifecycle engineering, customization, 
and globalization in the context of competitive 
pressures on product markets. Social factors are the 
driving force behind innovation activities, and 
subversive innovation environments always require a 
new climate of innovation. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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In the world of culture and creative companies, the 
symbolic nature of products is more decisive than the 
organizational efficiency in its closest dimension of 
art, high culture and its most traditional dimension. 
Individual design products depend on the artist’s 
sense of the symbolic nature of products, however, in 
the mass production of artworks, the efficiency and 
the mixed traits of design resources are imperative. In 
addition, mass products are essentially symbolic and 
competitive. The current economic and per capita 
income levels of society dictate that the cultural and 
symbolic nature of products and practicability is the 
trait that companies shall take into account as an 
important aspect of their competitiveness. 
As an industry, cultural and creative activities are 
leading the economic growth of the state. The 
relationship between cultural and creative industries 
with economic production is secure. The highest 
income areas have the highest proportion of creative 
and cultural industries. This is a circular relationship 
that deserves our attention, which means that local 
prosperity will drive employment of cultural and 
creative industries and income growth. 
The interaction between people and place requires 
designers’ attention to sustainable design to minimize 
negative impacts on environment, while focusing on 
long-term economic development and respecting local 
culture. Recognizing that activities are and will be 
carried out within the limits of natural capacity to 
regenerate and produce natural resources. The 
economic impact of people and communities, 
traditions and modern lifestyles is inevitably relevant 
to sustainable design. 
The interpretation of values in the information age 
requires a rethinking of the way people understand 
culture. In the context of global information economy, 
in a digital environment, the value of making the most 
of the value of ideas and creative expression means 
that the value of these forms cannot be obtained 
independently of design applications. 
The knowledge innovation ecosystem of the 21st 
century is a multi-layer, multi-model, multi-node and 
multi-subject system. The system is composed of 
innovation networks, knowledge clusters, knowledge 
clusters, and knowledge meta-clusters [3]. These 
architectures also include formation, reform and 
decomposition in various institutional, political, 
technological, and socio-economic domains including 
government, universities, industries and NGOs, and 
involving information and communication 
technologies, biotechnology, advanced materials, 
nanotechnology, and new energy technologies. 
 

2.3. Sustainable Design in the Era of 
Technology-Driven Change 

Realizing sustainable consumption and production is 
one of the goals of the United Nations for sustainable 
development by 2030. How to make the society of 
sustainable development is one of the most 
challenging issues against mankind. Sustainable 
design is a strategic design activity that constructs 
and develops sustainable solutions, by weighing and 
considering economic, environmental, ethical and 
social issues, and guiding and satisfying consumer 
needs through design thinking to maintain the 
continuous satisfaction. The concept of sustainability 
encompasses not only environmental and resource 
sustainability, but also social and cultural 
sustainability [4]. In the concept of "sustainable" 
design, it is necessary to address environmental, 
economic, and social issues of the times with an 
interdisciplinary approach. Today, sustainability 
research involves various disciplines, so that the 
importance of interdisciplinary competence and 
expertise is widely recognized. The interdisciplinary 
application of designers and scientists gives design an 
excellent development opportunity. 
Perception and conception of design knowledge have 
helped people to take in-depth understanding of 
design. Research on design anthropology focuses on 
the extraction of knowledge relevant to culture and 
the development methods of products with cultural 
diversity [5]. Design aesthetics focuses on human 
emotional responses to design-induced aesthetic 
impressions and endowing non-utility aesthetics by 
creating appearance and design through 
materialization and decoration [6]. Design 
engineering has made progress in knowledge building 
to optimize the communication between human and 
products and environment, especially in physical and 
information man-machine engineering. 
Design technology research aims to identify 
technologies that address design problems, and 
sustainability is a multi-dimensional phenomenon 
that can be integrated into manufacturing in a variety 
of forms. Integrating sustainable design into mass 
production requires interactions between product 
design, manufacturing plants and design models. 
Products will be more competitive or "green" through 
development of new products and services or new 
business models by using new technologies. Hence, 
when analyzing sustainable design, people need to 
focus on technological solutions and business models. 
Sustainable design and manufacturing are linked to 
interactions between the economy, environment and 
society, such as designing green products and services 
can reduce environmental pollution, optimize use of 
natural resources and improve energy efficiency. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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For example, smart phones can support continuous 
data collection and real-time online data visualization, 
which is a low-cost, sustainable data mobile 
framework solution. With real-time cloud data 
updating, users can access information from the 
database without installing additional software on the 
computer. Sustainable data mobile framework sends 
data to the cloud on the Internet via an internally 
developed smart phone application, and enables real-
time visualization of data from any device, mobile or 
desktop with any browser. The components of design 
remain the same: personnel, sensors, mobile devices, 
cloud storage and browsers, but the data framework 
of sustainable design provides a powerful online 
service that users can easily access and use real-time 
visualization of data applications via any device on the 
Internet. This is certainly a designed smart phone 
application, which can be applied to health 
community centers. In addition, machine learning and 
deep algorithms in artificial intelligence can be used 
as tools to analyze data, and technology-driven 
changes and the implementation of new ideas can 
achieve true sustainability for sustainable design. 

3. CONCLUSION 

In this article, the author summarized key issues of 
advanced design thinking: integrated solutions, 
domains outside framework, intrinsic motivation and 
resonance of social innovation for the future. From 
the perspective of creativity, higher order thinking is 
considered a special characteristic of advanced design 
thinking. Generation of higher order concepts can be 
understood as the driving force of design creativity. It 
implies an essential relationship between design and 
creativity, meaning "design-driven human creativity". 
In-depth understanding of this phenomenon is 
conductive to improving the completeness of human 
knowledge from the perspective of creativity. 
Design is not fully automated. It combines automation 
and reality. The future of design will be a combination 
of automation and manual, and with the development 
of the world, people will live in an inclusive world, 
where the future of design will be inspired by our 
insights, that is, continuously searching and 
integrating resources to redefine and reinvent. At the 
same time, new technological applications and 
development provide new opportunities for the 
presentation of design. Subversive technological 
innovations increase new ways to perceive art for 
craftsmen, such as VR and AR, artificial intelligence, 

additive manufacturing, and blockchain technology, 
can be used to protect intellectual property. 
Business model innovation focuses on business 
models rather than products or processes, which is a 
complete concept of business mode innovation. Value 
creation is composed of new capabilities, technologies 
and processes, while concept innovation consists of 
new products, customers, markets, new channels and 
objective relationships. Creating value incorporates 
new income models and value cost structures. 
The design of future is the convergence of multiple 
industry chains, as artistic creation itself develops 
with the advance and progress of artists’ imagination. 
Designers also need to put efforts into research and 
practice on dynamic intersection of cutting-edge ideas 
across disciplines, industries, and technologies, using 
creating momentum to achieve and sustain creativity. 
The future is the times of research, where inquiry and 
innovation are easy to access. Design will also engage 
in a variety of subversive innovations and inventions 
in terms of ideas, goals, and methodologies through 
continuous questioning and innovation. 
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1. INTRODUCTION 

With the rise of industrial technology and 
consumption levels, the exclusive shop is a carrier for 
brands to showcase their goods to consumers. 
Therefore, highlighting the personalization, 
innovation, storytelling and technology of the brand is 
a top priority in commercial space design. This study 
focuses on the commercial space design of skincare 
brands, analyzes various aspects of skincare brands, 
refines and redesigns the brand symbolic elements, 
and reconstructs them in the commercial space, in 
order to enhance the visibility and influence of 
cosmetic brands. In modern commercial spaces, 
designers should not only pay attention to the 
material needs of the public, but also mobilize the 
public's senses in terms of spiritual and psychological 
needs. Therefore, the design of commercial spaces is 
not just about simple decoration, but also about 
incorporating more brand elements, cultural and 
aesthetic features to promote consumption and the 
circulation of goods. 
 
 

2. BRAND SYMBOL CHARACTERISTICS  

Semiotics is defined in the book "Contemporary 
Aesthetics" by Lipman, M. the American scholar, as 
"concept that is based on convention, can replace 
something else and can be understood" [1,2]. 
According to Morris, symbols are divided at 
microscopic level, mesoscopic level and macroscopic 
level, namely syntactics, semantics and pragmatics. 
The micro level in interior commercial space design 
refers to the syntactics level of the symbol, which is 
the most basic part of the brand image symbol. The 
application of surface elements such as the 
appearance, shape and color of the brand image in 
commercial space design is a figurative 
representation. The meso level refers to the semantic 
level of symbols, which is mainly on the relationship 
between the signifier and the signified. In this regard, 
this study mainly analyzes the composition and 
meaning of the brand image symbol, and explores the 
application of the brand connotation to the plane, 
façade and section of the commercial space to create 
the overall atmosphere, which is a logical expression. 
The macro level is the pragmatics level of symbols. In 
this regard, this study explains the use of brand image 
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designers should not only pay attention to the 
material needs of the public, but also mobilize the 
public's senses in terms of spiritual and psychological 
needs. Therefore, the design of commercial spaces is 
not just about simple decoration, but also about 
incorporating more brand elements, cultural and 
aesthetic features to promote consumption and the 
circulation of goods. 
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Semiotics is defined in the book "Contemporary 
Aesthetics" by Lipman, M. the American scholar, as 
"concept that is based on convention, can replace 
something else and can be understood" [1,2]. 
According to Morris, symbols are divided at 
microscopic level, mesoscopic level and macroscopic 
level, namely syntactics, semantics and pragmatics. 
The micro level in interior commercial space design 
refers to the syntactics level of the symbol, which is 
the most basic part of the brand image symbol. The 
application of surface elements such as the 
appearance, shape and color of the brand image in 
commercial space design is a figurative 
representation. The meso level refers to the semantic 
level of symbols, which is mainly on the relationship 
between the signifier and the signified. In this regard, 
this study mainly analyzes the composition and 
meaning of the brand image symbol, and explores the 
application of the brand connotation to the plane, 
façade and section of the commercial space to create 
the overall atmosphere, which is a logical expression. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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symbols in space by interior designers, which are the 
embodiment of commercial space design concepts and 
also the expression of abstract concepts. 
Brands play a directionality role in the design of 
commercial spaces. In the design of commercial 
spaces for skincare brands, the cultural, symbolic and 
storytelling aspects of brand symbols have inspired 
the design of display spaces. Brand image symbol 
refers to a distillation of the characteristics of this 
brand. Symbols that emphasize and highlight the 
brand image in commercial spaces can be more 
attractive to consumers and enhance public memory. 
In commercial space design, it is important to 
interpret the brand image symbols to understand the 
cultural background and origin behind the brand, the 
journey of the brand founder and so on. The brand 
image is a systematic symbol. Besides, it is suggested 
to dismantle and reconstruct the brand symbols. 
Designers will use a variety of brand symbol 
deformation in the commercial space design, and the 
knowledge, culture, characteristics and other 
elements of brands will be reflected in the space. In 
many commercial space designs, it is essential to use 
brand symbolization to make the exclusive shop in the 
commercial street stand out and attract the attention 
of the public. In the plane, the brand symbol image 
may not give full play to its characteristics, but the 
cultural characteristics contained in it can highlight 
specific cultural ideas in the commercial space, and 
make exclusive shops show their own characteristics 
in the ordinary commercial street, in order to attract 
consumers and increase the flow of people. 

3. RELATIONSHIP BETWEEN     
MODERN COMMERCIAL SPACE     
AND BRAND SYMBOLS 

Modern commercial space design belongs to a 
comprehensive design category, which applies not 
only the knowledge of interior design, but also the 
knowledge of visual communication design, 
psychology, marketing and other disciplines and 
fields. The scope of commercial space is very wide, 
mainly including brand monopolized shop, 
bookstores, restaurants, hotels, clubs and other 
spaces. The design of commercial space is to create 
and layout the indoor environment of these places as 
a whole. For some shops along the street, it is also 
necessary to extend the design of the outdoor space 
outside the shop. This study mainly discusses the 
commercial space design of skincare brand. In 
addition, women are the main consumption objects, 
while men are the potential consumption objects. The 
commercial space design of skincare products 
includes the layout and planning of multiple 

functional zones such as key areas, facade image, 
window design, and product experience area and so 
on of commodity display. In the space design of 
skincare store, the image of window and store aims to 
attract consumers. According to the characteristics of 
skincare store, consumers need to stop for a period of 
time in the process of trying products in the store. 
Therefore, the design of product experience area 
should highlight the atmosphere of brand, make the 
spiritual experience of brand culture and the material 
experience of the product itself effective, and 
stimulate consumers' desire to buy. 
The brand symbol image adds added value to the 
design of commercial spaces. What consumers need 
may not only be the material attributes of the goods 
themselves, but the consumer symbol of social rank, 
status and prestige symbolized by the brand image [3]. 
When the public buys branded goods, they not only 
pursue the material properties of the goods 
themselves, but also express their recognition of the 
culture they admire. 
In commercial space design, symbols are used in 
several ways. The first is the pattern symbol of the 
brand image, which is the most basic part and is also 
the brand pattern that the public can most easily 
associate with, such as the white hook logo of the 
sports brand NIKE, the notched apple logo of Apple 
products, etc. These pattern symbols are the most 
intuitive impression of the brand in the minds of 
consumers, the pattern of the brand is the "signifier", 
and the meaning behind the pattern is the "signified". 
The second is the color symbol of the brand image. 
Color can bring the most intuitive visual feeling to the 
public, and the psychological feeling brought by color 
to consumers and the symbolic meaning of color itself 
are different. Therefore, the collocation and use of 
color in space design is crucial. Color symbols are not 
only extracted from the brand identity, but also 
skillfully used in the design of commercial space 
through in-depth cultural connotation of the brand. 
The third is the material symbol. In the design of 
commercial spaces, different spatial effects will be 
created with the choice and use of different materials. 
For example, in the design of the home furnishing 
brand "MUJI", raw wood, cotton and linen are used to 
make the whole display space reflect its brand 
concept. The fourth is structural symbol, which is not 
only presented in a flat surface but also in the overall 
layout of the space, the façade and the roof. The use of 
structural symbols is the logic of the space design and 
contains the cultural connotation of the space as a 
whole, for example, the wooden structure of the space 
presents the characteristics of Chinese traditional 
wooden architecture and conveys the spirit of Chinese 
traditional architecture and culture. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 

241 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 

 

 

4. USE OF BRAND IMAGE IN THE 
COMMERCIAL DISPLAY SPACE 
DESIGN OF SKINCARE PRODUCTS: 
TAKING THE EXCLUSIVE SHOP OF 
AESOP AS AN EXAMPLE 

At the micro level of brand symbols, it is the 
refinement of the appearance, elements and modeling 
of cosmetic brands. This is the application of the 
brand in terms of visual initial impression and so on. 
The design is carried out from the meso level of brand 
symbols. The main brand symbols are used in the 
overall spatial structure of the plane, facade and 
section of the exclusive shop. In the design of 
commercial space, it is required to meet the most 
basic functional needs of the space, and then further 
consider the aesthetic needs [4]. The plane layout, 
functional zoning and generatrix analysis of a display 
space are imperceptibly related to the impression left 
by the brand to consumers. Therefore, in the graphic 
design stage of commercial space, designers should 
start from the function. On the premise of satisfying 
the material function and use function, it should be 
combined with the cultural connotation of the brand 
image. Starting from the brand image, the reasonable 
space planning of the exclusive shop should be carried 
out according to the characteristics of the displayed 
products, in order to display the goods being sold, 
highlight the characteristics of the goods and leave a 
deep impression in the hearts of consumers. When the 
exhibition space is designed according to the 
characteristics of brand products, it also needs to be 
exquisite in the soft decoration of the space. In the 
modern design trend of emphasizing soft decoration 
and neglecting hard decoration, the commercial 
display space often needs to be updated and 
redesigned. In some specific festivals, it is necessary 
to create a festival atmosphere and present different 
visual effects for consumers in different seasons. The 
product display design is based on the characteristics 
of the skincare brand, highlighting the characteristics 
of the brand to attract the consumer's attention. At 
present, the display design of skincare and cosmetic 
shops on the market is similar, with a high degree of 
similarity in the way the products are displayed and a 
lack of innovation. It is easy for consumers to become 
visually fatigued during the shopping process, which 
fails to better display the characteristics of the brand 
and achieve the effect of attracting customers. The 
display of skincare products mainly reflects the 
characteristics of the brand and the efficacy of the 
products, thus highlighting the brand concept and 
making the brand image more deeply rooted in the 

minds of consumers. At the same time, skincare 
products should not completely abandon the most 
basic requirements of product display while showing 
the characteristics of the brand. In addition, the array 
and distribution of products must be smooth while 
making the arrangement of products rich and varied, 
so that consumers can understand the distribution of 
products with different efficacy in a short time [5]. 
For example, in the façade design of the exclusive 
shop, Aesop highlights the logo of the brand image, 
and stands out the symbol on the background wall 
behind the cashier. Besides, Aesop uses lighting and 
different materials in the product display cabinet to 
highlight the area where the product is displayed and 
make the color matching coordinate with the 
surrounding environment. A projection area is 
designed behind the cashier to integrate the 
expression of technology with brand products, 
making the brand image more open and inclusive. 
In color design, the color matching of commercial 
display space is also a crucial link. Color is one of the 
most intuitive design techniques for expressing brand 
identity symbols in commercial spaces. Consumers 
may not be able to recognize the symbolic brand logo 
from a distance during the shopping process, but they 
can detect the color scheme in a short time [6]. For 
example, some fast-food restaurants choose bright 
colors for their logo design, such as the bright red and 
yellow of the McDonald's logo, which allow the public 
to quickly recognize the brand from a distance. 
Therefore, the design of the space can be based on the 
color of the brand image symbol. At the same time, it 
is suggested to make color matching reasonably. The 
choice of colors for the walls, floors, displays and 
advertising posters in the space should be reasonably 
controlled, so that the shades of the commercial space 
and the products for sale echo each other, creating a 
good visual experience for consumers, leaving a good 
impression of the brand and arousing their desire to 
buy. For example, the Aesop brand is mainly in plain 
colors to emphasize its brand concept, so the space is 
mainly in log colors, white and grey, and the choice of 
colors is not only unified with the brand image, but 
also takes into account the choice of colors for the 
products on sale. In space color design, the unity 
principle of overall color and space should be 
maintained, and the principle of color contrast should 
also be used to make changes in unity and avoid visual 
fatigue of customers in shopping. 
Considering the overall structure of the exclusive 
shop, the commercial display space is an overall 
three-dimensional space, and the overall structure 
design of the space should start from the cultural 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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connotation of the skincare brand image and from the 
perspectives of vision, touch, hearing, smell, etc. to 
enhance the overall atmosphere, openness and 
interactivity of the space. These designs need to be 
based on the overall space shape, interior lighting, 
some interactive facilities and new media [7]. 
Lighting design is also an important part of a 
commercial space, and the judicious use of light can 
create a better ambience effect. The choice of lighting 
colors, the variation of brightness, the effect of 
spotlighting and the area to be illuminated all need to 
be designed by the designer according to the 
characteristics of the brand. The combination of 
different lighting colors and the angle of illumination 
can create different effects. Lighting should be 
designed according to the laws of product display, as 
well as the consumer's shopping perspective and 
habits, in order to add color to the product and attract 
the consumer's attention. Aesop mainly uses white 
light and warm light that simulates sunlight in the 
design of its shops in order to create a natural and 
original brand concept. White chandeliers are used as 
the main source of light in the space, while sources of 
light are placed at regular intervals, with hidden 
points of light forming wavering shadows on the 
ceiling, resembling a sky full of stars. The overall 
display echoes the flooring in a layered way, with a 
hint of haze and oriental mood. A custom-designed 
light source hangs above the pool, creating a beautiful 
space and focusing on the array of products.  
On the macro level of brand symbolism, Aesop's 
philosophy of natural and organic skincare has 
become a global sensation, and its environmentally 
friendly bottles are simply printed with the name of 
the product and methods use it. The design is discreet 
and respectful of the past, present and future. Aesop's 
design is a holistic approach to space and a deeper 
approach to limited space. When the customer moves 
on the timeline, the relationship between the 
customer and the display area where the product is 
displayed is constantly changing. The penetration or 
blocking of the view comes from the gaps and 
overlapping layers of the timber structure, and the 
customer's experience of exploring the tiny space is 
constantly changing as the light prompts new visual 
forms as a result of being there. 

5. TRENDS IN USE OF SKINCARE BRAND 
IMAGE IN DISPLAY SPACE DESIGN 

The display space gives people a full visual 
experience. The traditional display space is limited to 
static displays, with two-dimensional and flat visual 
effects. Digitalization, information technology, 
symbolization, artificial intelligence and virtual reality 

are the future trends of this era. Design is no longer 
single, fixed and regular; instead, design is 
multifaceted, chaotic and complex. In an era of 
excessive information and materialistic inundation, 
the exclusive shop with standardized design has been 
difficult to impress customers, and customers have 
become aesthetically fatigued in consumption. 
Therefore, it is necessary to use fresher visual stimuli 
to attract consumers' attention. In the design of a 
skincare shop, it is important to convey the brand's 
philosophy and the efficacy and performance of the 
product to the consumer. In the design of the display 
space, technological elements can be added to the 
design, using new technological tools such as artificial 
intelligence and virtual reality to make the display 
space more interactive and open to the consumer. The 
public still wants to know about the efficacy and 
ingredients of skincare products, so new technology 
can be used to allow the public to have intuitive 
feelings without imagination. Such a commercial 
exhibition space combined with the sense of science 
and technology and consumer demand will be one of 
the development trends of skincare exhibition space 
design in the future [8]. 

6. CONCLUSION 

The exclusive shops of modern brand are display 
spaces with personalized logo designs for companies 
to promote or sell their products, with an intuitive 
communication function. Commercial display spaces 
are used for brand image promotion, not only 
reflecting the design style and cultural connotations of 
the brand, but also showing product impressions and 
brand images to the audience, which is an important 
portal for the dissemination of information about the 
company. Through the use of brand image, brand 
elements and concepts are integrated into the 
commercial space to deepen the public impression. 
Commercial space design and brand image symbols 
are interdependent and mutually influential, and need 
to be considered at macro, meso and micro levels. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. INTRODUCTION 

Since the reform and opening up, great progress has 
been made in the development of China. People's 
wealth has continuously accumulated, making their 
material living standard more prosperous than before, 
but their spiritual satisfaction is far from enough. 
With the modernization, suburban tourism is a way to 
satisfy people's spiritual relaxation in today's life, so it 
is favored by many people. As cities are gradually 
becoming crowded, the environment is also polluted, 
and people's daily work is busy, making urban 
residents more yearning for a living environment 
close to nature. The design of experiential theme 
homestays can provide people with opportunities to 
get close to nature and relax their minds and bodies, 
and has also attracted people's attention and respect. 
Against this background, design of theme homestays 
must be taken seriously, and unique colors should be 
used in interior design. When consumers choose 
homestays, they no longer pursue the "living", but 
relaxing body and mind through personalized services 
and feel living experience in different environments. 

2. SIGNIFICANCE OF DEVELOPING 
THEME HOMESTAYS 

Given the development status of theme homestays, 
through research and discussion on the design of 
theme homestays, this study introduces the concept, 
type and characteristics of homestay space design and 
some problems existing in current homestay design. It 
summarizes some excellent design strategies for the 
creation of theme homestay environments, reflects on 
the problems and obtains some design methods that 
can be used for reference, in order to highlight the 
characteristics of homestays in the design and provide 
consumers with an indoor space environment where 
they feel the beauty of nature and relax their minds. 

3. CONCEPT OF HOMESTAY 

The concept of homestay comes from the Japanese 
"minshuku", a form of accommodation in which the 
owner of the house is directly involved in the 
reception of tourists. Common commercial homestay 
rooms generally do not exceed 4 floors, and the 
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1. INTRODUCTION 

Since the reform and opening up, great progress has 
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wealth has continuously accumulated, making their 
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but their spiritual satisfaction is far from enough. 
With the modernization, suburban tourism is a way to 
satisfy people's spiritual relaxation in today's life, so it 
is favored by many people. As cities are gradually 
becoming crowded, the environment is also polluted, 
and people's daily work is busy, making urban 
residents more yearning for a living environment 
close to nature. The design of experiential theme 
homestays can provide people with opportunities to 
get close to nature and relax their minds and bodies, 
and has also attracted people's attention and respect. 
Against this background, design of theme homestays 
must be taken seriously, and unique colors should be 
used in interior design. When consumers choose 
homestays, they no longer pursue the "living", but 
relaxing body and mind through personalized services 
and feel living experience in different environments. 

2. SIGNIFICANCE OF DEVELOPING 
THEME HOMESTAYS 

Given the development status of theme homestays, 
through research and discussion on the design of 
theme homestays, this study introduces the concept, 
type and characteristics of homestay space design and 
some problems existing in current homestay design. It 
summarizes some excellent design strategies for the 
creation of theme homestay environments, reflects on 
the problems and obtains some design methods that 
can be used for reference, in order to highlight the 
characteristics of homestays in the design and provide 
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they feel the beauty of nature and relax their minds. 

3. CONCEPT OF HOMESTAY 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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building area is often less than 800 square meters. 
Besides, it will be fully integrated with the humanities 
and natural landscapes where the homestay is 
located, and the use of homestay resources can enable 
tourists to fully experience the local lifestyle [1]. 

4. DIFFERENCE BETWEEN HOMESTAY 
AND HOTEL DESIGN 

According to the concept of homestay, it can be known 
that the homestay operation focuses on the residents' 
experience of local natural customs, which is different 
from the natural features of the residents' original 
place of residence and brings a new living experience 
to the homestay residents. Because the owner of the 
house is directly involved in running the homestay, 
the enthusiasm of the owner often plays an important 
part in the operation of the homestay. The localized 
homestay economy does not require extravagant and 
glamorous decorations and all-embracing service 
processes, which saves huge upfront expenses for the 
operation of the homestay, with a stark difference 
from the current hotels and hostels. In fact, homestays 
are initially formed in China, the research on 
homestays in China has not been deep enough. 
Judging from the number of literature studies, there 
are currently fewer domestic articles on homestay. 
From the perspective of architectural design, there 
are very few articles discussing it. Most studies on 
small rural hostel buildings define the objects as 
"farmhouses" and "inns" [2]. Hotel design generally 
focuses on economic benefits and pays attention to 
standardization, rather than focusing on features and 
experience in the design process like homestay. 

5. RESEARCH STATUS OF INTERIOR 
DESIGN OF THEME HOMESTAY 
ROOMS IN CHINA 

Nowadays, due to the development of rural tourism 
and the promotion of strategies such as characteristic 
towns, China has begun to pay more attention to the 
construction of homestay. Programs on the theme of 
homestay renovation and homestay design 
competitions emerge, and the number of academic 
articles on homestays is also increasing. Compared 
with hotels, homestay is newly formed, so the amount 
of domestic research on farmhouse entertainment, 
hotel and other related industries is more than that of 
homestay. At the beginning, homestays basically 
appeared in the form of family parergon. As more and 
more people loved and looked for homestays, 
homestays became popular. At the same time, the 
profits brought by homestays were also very 

considerable, which led to the operation of homestays 
changed from the parergon to the principal work. And 
then, there are more businessmen renting houses as 
homestays. Too much competition among peers 
makes the characteristics of homestays the key [3]. 

6. CASE STUDY OF EXCELLENT THEME 
HOMESTAYS IN CHINA 

Research on the theory of homestay has continuously 
developed, which is accompanied by the prosperity of 
the actual construction, and a number of excellent 
homestay buildings have emerged in China. For 
example, Fig. 1 shows the interior view of Banshan 
Resort Hotel at Shaohua Mountain in Shimen County. 
In the interior design, the material is stone, which is 
different from the traditional building wall. The stone 
material brings a new look and feel, texture and touch, 
which makes the building express a new connotation, 
and show a different mood and agile atmosphere. In 
Fig. 2, the design of the "L"-shaped bay window forms 
a unique viewfinder, which not only filters out the 
surrounding clutter, but is also visually refreshing. 
The entire design is unique, leaving out the beauty of 
the distant mountains. In fast-paced life, people are 
exhausted. They prefer a quiet, comfortable and 
natural residence, which helps them forget the fatigue 
of work and stay away from the noise of the city. 

 

Figure 1. Banshan Resort Hotel at Shaohua Mountain in 
Shimen County. 

 

Figure 2. Window Homestay at Mogan Mountain. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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7. INTERACTION BETWEEN HOMESTAY 
ENVIRONMENT DESIGN AND DESIGN 
ART PSYCHOLOGY 

7.1. Environment and  
Psychological Environment 

In most cases, the environment refers to the space in 
which people live, but it also includes natural factors 
that affect people's behavior or psychology. This is 
also called the environment, and more commonly, the 
psychological environment. People do not reflect all 
the things in life, but the environment that affects 
people's psychology is also a part of the whole living 
environment. In the same objective environment, the 
impact on everyone is not the same. 
Generally, the environment includes society, nature, 
family and work environment. They affect people's 
behavior and psychology from different perspectives 
and fields. Some of them will contain both positive 
effects and some negative effects. A good environment 
can make people feel happy and relaxed, while some 
closed environments can make people feel depressed. 
Therefore, the environment plays an important role in 
the behavior and psychology of the subject, and it has 
also become an indispensable research content in the 
design. In the design, it is necessary to consider how 
to give full play to the advantages of the environment, 
so that it would have a positive impact on people to 
the greatest extent [4]. 

7.2. Mental Function of the                  
Physical Environment 

Since ancient times, the environment has had an 
impact on human survival and development that 
cannot be ignored. People have always wanted to 
conquer nature and change the environment. Marx 
also once said: "Man creates the environment, but at 
the same time the environment shapes man." The 
society people live in is a social environment. In fact, 
the social environment has a certain degree of 
influence on people's psychological development. 
However, the physical environment, which is 
dominated by natural factors, has an impact on 
people's psychology, in a sense, perhaps no less than 
the impact of the social environment. What can 
directly affect people's psychology is the physical 
environment, which affects people's emotions and 
mental states, and then affects the study and work. 
As a part of the natural environment, the physical 
environment includes the artificial physical 
environment and the natural physical environment. 

The artificial physical environment is formed by 
artificial factors. Since the emergence of human 
beings, the earth has been changed, and things have 
been created through the continuous efforts of human 
hands, such as farmland, gardens, villages, cities, etc. 

7.3. Expression of Artificial Environment in 
Environmental Design 

Artificial environment generally has two meanings. In 
a broad sense, artificial environment generally refers 
to the environmental system formed by people 
creating materials and accumulating material culture 
on the basis of natural materials through their own 
labor and transformation in order to meet their own 
needs. In a narrow sense, artificial environment refers 
to the space environment surrounded by setting 
boundaries artificially, such as housing and civil 
buildings, or transportation environment. 
The influence of the design of artificial environment 
on the subject's psychology cannot be ignored. For the 
site selection and design of buildings, any form of 
architecture is unavoidable, and it is necessary to 
induce psychological reactions through visual 
stimulation. For example, the library is a place for 
people to study and work, and a place to spread 
cultural knowledge. When choosing a site, it is 
necessary to choose a location with low noise and 
good light. Also, the Temple of Heaven in Beijing is a 
place where people pray and place good wishes, so 
the architectural design adopts a high terrain, and 
uses a huge stone platform to set off, in order to 
produce the effect of looking up. Therefore, people 
have awe and piety psychology, and the building looks 
more grand and sacred. 
In addition, the choice of plants around the building 
also needs to be adapted to local conditions. Designers 
should be good at using plants to create or improve 
the environment, to achieve unexpected results. A 
good plant configuration can make up for some of the 
shortcomings of the design itself. The combination of 
tall and short plants can create a safe and comfortable 
space for people to relax or rest, which can make 
people feel safe both visually and psychologically. 

7.4. Relationship Between Atmosphere 
Design and Subject Psychology in  
Space Design 

Atmosphere is usually defined as a highly individual 
atmosphere, with characteristic of a particular source. 
Environmental atmosphere refers to a comprehensive 
and unique psychological experience brought to the 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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subject based on the environment. Atmosphere is 
precisely one of the important factors that bring 
consumers' subjective feelings. Design of atmosphere 
generally needs to consider two factors. First is the 
layout of the space, especially for commercial spaces; 
second is the interior furnishings and soft furnishings. 
The design style of the display itself is an important 
factor in forming a specific atmosphere. 
In the process of space design, due to the increasing 
spiritual needs of today's people, the atmosphere of 
the space environment is often valued by people, and 
when designing soft furnishings, most obvious is the 
color environment. Color is influenced by external 
stimuli and then reflected in people's mind. Through 
colors, people have association, imagination and 
symbol [5]. People's psychology and emotions are also 
affected by color. For example, red and yellow tend to 
make people feel enthusiastic and unrestrained, 
bringing excited and enthusiastic emotions; while 
green and blue can make people calm and stable. 
A well-designed environment can both bring the 
subjects a comfortable and pleasant physical and 
mental experience and spiritual satisfaction. On the 
contrary, inappropriate environmental atmosphere 
may affect the subject's mood, causing some negative 
effects and making people psychologically unhappy. 
For example, a lot of red or bright colors are used in 
the hospital, making patients who are depressed 
themselves more emotionally disturbed. So the choice 
of color is very important. 

8. DESIGN STRATEGIES FOR BUILDING 
A HOMESTAY ENVIRONMENT 

When designing theme homestays, great attention 
should be paid to embodying the architectural 
features and making the buildings harmonious with 
the surrounding environment. At the same time, 
attention should also be paid to the coordination 
among colors, decorative styles and furnishings and 
buildings. The interior colors should be simple and 
excellent decorative colors. The wall is one of the 
entities with the largest interior design area. The 
selection of wall color is an irreplaceable factor in 
interior design. The main color of the wall plays a 
leading role in the creation of space atmosphere in 
interior design. The right wall color can directly 
express the theme style of the homestay and reflect 
the distinctive connotation of the owner, allowing the 
guests to enjoy a different feeling. 

8.1. Color — Visual Experience 

Color is one of the most important components of 
interior space design, which can produce the most 

intuitive impression on people. The simple color 
design is integrated with the characteristics of the 
surrounding environment. Through the different 
collocation and processing of colors, it may have a 
good visual effect. Different colors bring different 
visual effects and visual feelings to people. For 
example, red, orange and yellow bring people a warm 
feeling, while cyan, green and blue make people calm. 
Excellent color selection and design can play a leading 
and beautifying role in space, in order to highlight the 
thematic nature of space [6]. As a current fashion 
trend, homestay space should be relatively bold and 
unique in terms of color. 

8.2. Material — Experience of Space 

The current theme homestay space mainly uses wood, 
iron and glass in material selection, which can better 
reflect the modern style of the homestay. At the same 
time, the combination of the three materials in the 
space can make the space bring people a warm 
feeling. Wood comes from nature, which will make 
people feel close and warm from the heart; the 
addition of iron integrates modern style into the 
design of interior space; glass, as a transparent 
material commonly used, can make people intuitively 
observe the living environment, in order to get close 
to nature and harvest the super-relaxation of the 
mind. The rational use and ingenious combination of 
these materials in the interior space make a warm, 
natural, quiet and super-elegant living room 
atmosphere to be constructed. 
In the choice of building materials, it is necessary to 
consider using some natural materials. People can feel 
its texture through sight or touch. For different 
regions, it is suggested to choose the most 
representative local materials, to more clearly reflect 
the local cultural characteristics and local feelings. 

8.3. Artistic Conception — Sublimation        
of Emotion 

Throughout history, among all designs, only the 
design of "artistic conception" is really moving. Zong 
Baihua, the famous aesthetic master, mentioned in his 
book "The Birth of Chinese Artistic Conception": "with 
the combination of subjective life sentiment and 
objective natural scenery, a lively, exquisite and deep 
spiritual world will be created." In other words, only 
the integration of "emotion" and "scenery" can 
constitute a "mood". In addition, it is suggested to pay 
attention to the design of light and shadow in the 
space of the homestay, such as using large floor-to-
ceiling windows, seeing light and shadow in any part 
of the room, and creating a quiet space atmosphere, so 
that the space has shown a life atmosphere, which can 
also evoke people's emotional resonance. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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In fact, there are many spaces around us that focus on 
the application of light and shadow. "Light" can make 
people feel warm and cozy, and can create a good 
space atmosphere; at the same time, the appropriate 
use of "light and shadow" in the design scheme, such 
as "light and shadow" in the eaves, walls, floors, or 
windows, can also make the building more three-
dimensional. Therefore, people's visual experience is 
enhanced. The most famous among cases is the 
"Church of Light", which gives the whole building a 
more solemn appearance. 
In addition to the introduction of light and shadow, 
the overall atmosphere of a space would be enhanced 
by the application of "water" to a certain extent; many 
spaces use water features, either static or dynamic 
water. Besides, it might be combined with plants, 
rockeries or sculpture. In many homestays, some will 
introduce swimming pools and pool landscapes. With 
the sound of flowing water, the scenery in front of 
people may bring a sense of peace and tranquility, and 
also give the space a distinctive flavor. 

9. CONCLUSION 

With the upgrading of social consumption, various 
demands such as the combination of culture and 
consumption have driven the development of 
experiential theme homestays, and experiential theme 
homestays have been favored by people today. The 
theme homestay is different from the standard hotel, 
and it can bring people a good spiritual experience 
and material enjoyment. In terms of the 
environmental design of homestays, there are various 
cases in China and foreign countries. It is concluded 
that most of excellent homestay spaces must be based 
on three terms of color, material and artistic 
conception, and combined with local characteristics to 

create the spirit of the place. Homestays should not 
only satisfy the material and spiritual needs of users, 
but also focus on emotional needs. Now, it is 
suggested to think from the perspective of tourists, 
understand what they want, and create a people-
oriented homestay space. 
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1. INTRODUCTION

People live in a world of information and perception. 
With the development of information and technology, 
people can acquire new visual experience and 
graphical language through experience, perception, 
and artistic practice, and express, understand and
explain the cultural form of things through visible
images. The National Exhibition of Fine Arts, China is 
the highest-level and largest national-level art
exhibition in China and is held every five years. It is
the symbolic language representing the cultural and
artistic achievements of China, the national brand 
with the longest history, with the most
authoritativeness and influence, and it is of great
significance to building the Chinese art value system, 
leading the trend of art thought, prospering art
creation and shaping the national image. From 
December 25, 2009 to February 3, 2010, "The 
Eleventh National Exhibition of Fine Arts & The First
Exhibition of Nominated Works for Chinese Fine Art 
Awards, Creative Awards" cosponsored by the

Ministry of Culture, China Federation of Literary and
Art Circles, and China Artists Association was held at 
the National Art Museum of China, involving more
than 10 art categories such as Chinese painting, oil 
painting, printmaking, sculpture, and art design, with
more than 150 gold, silver, bronze and excellence 
awards. In this exhibition, the poster design work "A
Poster Commemorating the Nanjing Massacre" (Fig. 1)
stood out from many works with its thought-
provoking sense of history and shocking artistry. The
number of awards in this art exhibition was reduced 
by two-thirds compared with previous editions, so its 
true value was even higher. This work not only won
the Silver Award in The Eleventh National Exhibition
of Fine Arts with the fifth place, but also won the
Silver Award in the first "Chinese Fine Art Awards, 
Creative Awards", the highest award in the Chinese 
art circle. This is the highest award in the graphic
design category that Shanxi Province won in the
National Fine Arts Exhibition. The new things and new 
visual experiences that people perceive through
images and media often lead people to discover, 
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1. INTRODUCTION

People live in a world of information and perception. 
With the development of information and technology, 
people can acquire new visual experience and 
graphical language through experience, perception, 
and artistic practice, and express, understand and 
explain the cultural form of things through visible 
images. The National Exhibition of Fine Arts, China is 
the highest-level and largest national-level art 
exhibition in China and is held every five years. It is 
the symbolic language representing the cultural and 
artistic achievements of China, the national brand 
with the longest history, with the most 
authoritativeness and influence, and it is of great 
significance to building the Chinese art value system, 
leading the trend of art thought, prospering art 
creation and shaping the national image. From 
December 25, 2009 to February 3, 2010, "The 
Eleventh National Exhibition of Fine Arts & The First 
Exhibition of Nominated Works for Chinese Fine Art 
Awards, Creative Awards" cosponsored by the 

Ministry of Culture, China Federation of Literary and 
Art Circles, and China Artists Association was held at 
the National Art Museum of China, involving more 
than 10 art categories such as Chinese painting, oil 
painting, printmaking, sculpture, and art design, with 
more than 150 gold, silver, bronze and excellence 
awards. In this exhibition, the poster design work "A 
Poster Commemorating the Nanjing Massacre" (Fig. 1) 
stood out from many works with its thought-
provoking sense of history and shocking artistry. The 
number of awards in this art exhibition was reduced 
by two-thirds compared with previous editions, so its 
true value was even higher. This work not only won 
the Silver Award in The Eleventh National Exhibition 
of Fine Arts with the fifth place, but also won the 
Silver Award in the first "Chinese Fine Art Awards, 
Creative Awards", the highest award in the Chinese 
art circle. This is the highest award in the graphic 
design category that Shanxi Province won in the 
National Fine Arts Exhibition. The new things and new 
visual experiences that people perceive through 
images and media often lead people to discover, 
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.
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perceive, judge, and understand in image creation and 
design, supplement people's existing cognition and 
feelings, and bring more ideological inspiration, 
information cues and visual new knowledge. 

 
Figure 1. A poster image work of the author. 

2. SEMANTIC PERCEPTION AND INTENT 
PRESENTATION OF GRAPHIC DESIGN 

Hannah Arendt said: The things around people can 
present themselves through a certain form and the 
only purpose of art is to make this form appear. The 
design of "A Poster Commemorating the Nanjing 
Massacre" is a piece of work that the author thought 
about in the process of researching "the relationship 
between ideology and morphological expression" (Fig. 
2). It inspires a symbolic meaning through the 
connection between things. This association can be 
related to life experience, or to the accumulation of 
knowledge, direct connection, and indirect reasoning 
[1]. The work was initially made as an installation 
with a black book and was later processed into an old 
photograph. On the grey background, a book with a 
black cover jumps into people's sight, with the spine 
inward and the white pages facing the viewer. The 
tones of black, white and grey are elegant and solemn. 
This book symbolizes suffering and painful memories 
of the entire human race during the dark war times. 
One page of the book is frozen, recording the disaster 
that the Nanjing Massacre in 1937 brought to the 
Chinese people and all mankind. Thick blood can be 
squeezed out of the book page, conveying a difficult, 
slow, and suffocating flow condition. This page is a 
page in human history that can never be erased, 
reminding people to learn the lessons of history, 
reflect on war and build peace together. History 
cannot be forgotten. It is like a book. Even after 
thousands of years of vicissitudes, there are still 
people who read it and think about it. History cannot 
be tampered with, just like the black characters on 
white paper. This work tells people about the hard-
won establishment of new China, but also warns 

people to remember history and work hard at the 
present time of peace and development. The thinking 
brought by the work is long-lasting, making people 
fall into silent thinking and reflection on history. Many 
people think that this is a graphic work created by the 
method of association and symbol, which is suitable 
for the aesthetic needs of the times, conforms to the 
themes of the times, and can accurately convey 
information. Others believe that the creator seems to 
have experienced a long period of depression and 
thinking and the work benefits from a deep 
understanding and expression of things. The work has 
no redundant visual language to interfere with the 
picture, which can calm people down at once, and 
then make them fall into contemplation and linger. 
The sculptor master Rodin believed that the so-called 
master is such a person who sees things that others 
have seen with his own eyes and can find beauty in 
things that others are familiar with. Therefore, all 
beauty depends on people to feel with their hearts 
and to experience and discover with their senses. The 
purpose of this is to arouse people's sensitivity to 
things and phenomena and to find the shining points 
that are in line with creativity and can stimulate 
inspiration from the phenomena. There are many 
beautiful things around you, when you lose them 
accidentally, you will suddenly feel the lost value. 
Inspiration is all around everyone, even though it is 
sometimes fleeting, incomprehensible and hard to 
capture [2]. Therefore, people should learn to capture 
the fleeting sparks of inspiration in a timely and 
accurate manner and not give up any useful and 
desirable shining point, even if it is just a small spark, 
and do not let it pass you by easily. For future artistic 
creation, this small spark is likely to be a spark of 
wisdom enough to start a prairie fire. 

Figure 2. The relationship between ideology and
morphological expression (drawn by the author). 

3. CONCEPTUAL EXPRESSION AND 
CREATIVE PATH IN DESIGN WORKS 

The author believes that a good designer should first 
be a good thinker and one of the most creative results 
of studying art design is the ability to apply people's 
insights to daily life. Choice of design plays a crucial 
role when facing the design work. Only when people 
fully understand the characteristics of successful 
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.
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design works can they choose objects, colors and 
patterns in life. By understanding the elements and 
principles that run through a piece of work, one can 
sense qualities that would otherwise not be apparent. 
There will always be a series of problems in the 
design process. The raise of question makes people 
constantly look for newer and better ways to realize 
artistic expression. The world in which people live has 
a lot of information and materials worth paying 
attention to every day, to enrich people's visual 
creative resources and let them express the theme in 
their own language through reasonable channels. 
Design is the creation of images and such images are 
used to convey clear ideas in purely visualized images 
[3]. Design is the presentation of a discourse, a form of 
discourse that vividly concretizes and reinforces the 
idea of the underlying nature of communication. In 
real life, art design will quietly appear around people 
all the time. It showcases a feature that is increasingly 
needed in people's world: Communicating 
information without words often doesn't require 
language and only relies on purely visual forms to 
meet people's need for speed and to transmit 
information beyond the boundaries of different 
languages and cultures. From the very beginning of 
creation, one should pay attention to the importance 
of change [4]. If one way doesn't work, people can try 
to sort out their various ideas, try to express them in 
different ways, and then explore from them, and 
constantly let one idea lead to another idea. This 
expands people's imagination and allows them to see 
different possibilities. The sources of inspiration for 
artists are endless and the materials they face can be 
described as dazzling. After becoming familiar with 
different creative approaches and principles of form, 
one can choose the method that is most appropriate 
and best expresses one's expressing intentions. 
People's creation is to find beauty and this kind of 
creation may also be out of a pursuit of integrity [5]. 

4. VISUAL FORM AND EXPLORATION 
UNDER GUIDANCE OF CONCEPTS 

People form a unique impression of the beauty of 
things in daily life and the memory of visual images 
forms the connection between perception and 
sensory images along with people's thinking activities 
[6]. Graphic creativity is a reasonable form of 
imagination and expression of a combination of one or 
more elements under the domination of a specific 
ideology, which is full of profound philosophy and 
inspires people. In teaching practice and design 
practice, the author believes that design is definitely 

not only the expression of technology, but also the 
communication of responsibility, a professional 
responsibility to society and the future. The author 
always pays attention to innovation and function, and 
from the perspective of students, through ecological 
teaching and interdisciplinary teaching mode, he 
always encourages students to discover elements and 
find connections to solve practical problems, enhance 
the comprehensive expression ability of artistic 
creation language, and make design a complete, 
principled, substantial, and independent visual entity. 
Students express through the laws of artistic 
expression, promote the development of imagination 
in a graphic way, and achieve the purpose of 
expressing artistic effect of research problems. The 
author believes that the ability that people need to 
have in teaching is not only technology, but creative 
thinking and form breakthroughs. Under the guidance 
of innovative design concepts, the significance of 
materials for graphic expression should be studied in 
the spirit of experimentation and the various 
possibilities of design expression should be explored. 
People's lives are very limited and the state of 
existence is also very limited. All limitations will affect 
the infinite magnification of people's thinking, but a 
lot of small ideas and thoughts can flash through 
people's minds in life or during the journey. And these 
ideas and thoughts often flash by, but when people 
really need them, they can be difficult to find. In order 
to capture the fragments in the author's thoughts in 
time, the author often brings a small notebook with 
him to record the small details of his life at any time. 
One can often find inspirations when he flips through 
the notebook later. These inspirations are precious 
and they are often the real source of some great ideas, 
which at that time may have been just a small mark. In 
an age where creativity is all-important, design should 
embody wisdom and humor. Only by transcending the 
general beauty of shape and color, can the design have 
depth and connotation to speak of. Graphic design is 
about tailoring the visible and invisible world into 
something that can be felt, understood, and 
appropriate through the sense and control of it. This is 
also an explanation to humanize its expression. 

5. CONCLUSION 

For decades, the obvious change in the visual 
expression of graphic art design is the development 
from traditional media to digital technology. The 
development trend of contemporary design art and 
culture that people are experiencing makes people 
have the conditions to use various visual languages to 
build a platform for design communication and 
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"absorbing and resurrecting love; love that stands the
test of time and even unites different generations.
Most frequently, this love bears a tragic connotation
(e.g. harsh times or life circumstances separate the
beloved) but, like in I. Bunin’s stories, which L.
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first
person), inevitably preventing personality destruction
or even bringing back to life not only the narrator, but
also secondary characters, including those recently
being cynics and voluptuaries" [1].

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D.
Rzhevsky to be destined to revive the true sensuality
and beauty of eroticism in Russian literature: "The
theme of sensual love proves a failure in Russian
prose. It is not a Russian theme. Having turned 70,
Bunin tried to fill this gap in Russian prose and
created the erotic “Dark Avenues”. However, his
attempt was not entirely successful." L. Rzhevsky, in
his turn, considered I. Bunin one of the genius Russian
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2].

Let us turn to L. Rzhevsky’s novel “The Sunflower in
Revolt” which contains 17 chapters. It is about the
Russian intelligentsia, emigration and the literature of
a "home" in exile. The title originates from a poem by
I. Drach, The Ballad of a Sunflower. The palimpsest
technique, so characteristic of L. Rzhevsky, expands to
the size of a large-scale philosophical allusion:
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the
writer Dima, "for his narcissism".

The author skilfully projects individual destinies on a
universal scale, while the mosaic composition of the
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the
novel is presented by traditional for L. Rzhevsky
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption.

Space is one of the key elements that form the
character’s vision of the environment and one of the
ways to create the author’s model of the world.
Another element that plays an important role is the
category of time, which is closely connected with
spatial layers. This synthesis is commonly referred to
as "chronotope".

Chronotope, as defined by M.M. Bakhtin, is the
intrinsic connectedness of temporal and spatial
relationships that are artistically expressed in
literature. "In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully
thought-out, concrete whole. Time, as it were,

thickens and becomes artistically visible; likewise,
space becomes charged and responsive to the 
movements of time, plot and history. This intersection
of axes and fusion of indicators characterizes the
artistic chronotope" [3].

Time is inseparable from space. However, unlike
space that acquires meaning in being filled with
sacred objects, time predetermines the possibility of
the formation and structural organization of space.

In general, time is one of the main forms of the 
existence of the world, the emergence, formation,
development, and destruction of any phenomena of
being. The categories of time are associated with the
sequence of stages in nature, human life and the
development of consciousness.

Spatio-temporal representations served as a means of
image generalization of life phenomena, while
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression",
the overlap of temporal layers). However, we may
refer to the connection of spatio-temporal elements in
the structure of a literary work as a single whole. The
reproduction of spatio-temporal relations by the
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable
creative individuality. There were no extremes or
subjective-mystical interpretation of time and space,
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action
(this also marked Chekhov’s later works). The spatial
concepts of "distance", "space", "road", while
preserving all their reality, are also considered as
symbols (Bunin’s prose). Bunin’s concepts of time and
space, as we have already mentioned, are historic,
material, and visible, but it is the author who connects
times, epochs, civilizations, peoples, and generations,
looking at what happened or is happening from the
distance of centuries and spaces.

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY

Philosophically, I. Bunin makes the post-climax part of
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with
differently located compositional climax may be
similar. Thus, short stories Tanya and Natalie have a
spiral plot, while Muza and In Paris – a linear one.

These structural differences only go to emphasize that
"all roads lead to Rome": people reach life outcomes
in different ways, and to all of them it seems (just
seems!) that the path lies through happiness.
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dialogue through the expression of art design, 
mobilize all available media and means to express 
more dynamic and creative visual works through 
multimedia and cross-media means, and explore the 
possibilities and extensibility of visual communication 
and culture from different fields [7]. However, 
technology is always only a small part of artistic 
creation and the most important thing is still the 
wisdom of thought. It is an unfulfilled responsibility of 
people to use visual languages to build a platform for 
visual communication and dialogue through thinking, 
mobilize all available media and means, use 
multimedia and cross-media means to create more 
dynamic and creative visual works, and try to explore 
various possibilities and extensibility of visual 
communication and cultural expression from different 
fields, so that art and design themselves have more 
realistic and practical significance. 
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1. INTRODUCTION 

According to the implementation of the national rural 
revitalization plan, designers have gradually paid 
attention to the construction and development of the 
countryside. As a small fishing village along the coast 
of Pingtan, Baiqing Township of Pingtan not only 
contains the marine cultural characteristics of an 
island fishing village, but is also deeply influenced by 
foreign Christian culture. People living on the island 
not only have deep affection for their hometown, but 
also have sincere belief in Christianity. At present, due 
to the introduction of Western religions in China, 
many buildings are more or less influenced by 
Western religious architectural art. There are many 
churches with cross and pointed roofs in the Pingtan 
area. The design of this scheme introduces the 
emotional design theory into the design of the activity 
center of Baiqing Township, Pingtan, and designs and 
expresses the activity center emotionally according to 
the needs of the villagers, at the same time spreads 
the charm of Pingtan's traditional culture, and solves 
the urgent problems of the hollowing of Baiqing 
Township and the living needs of the villagers. Not 
only that, the prosperity of Christianity in Pingtan 
adds to the practical significance of this plan. 

2. RESEARCH ON EMOTIONAL DESIGN 
OF RELIGIOUS BUILDINGS 

2.1. Satisfying the Emotional Demands  
of Believers 

After experiencing the over-rational functionalist 
design expression of modern design and emotional 
suppression of standardized industrial products, post-
modern design rebelled against rationalism, and then 
emotional design became popular and was used more 
and more widely in architecture. Architectural design 
often needs to consider the characteristics of the 
location, connect with the project base, integrate 
people's feelings into the architectural design, create a 
comfortable and warm space, and satisfy people in 
terms of sight, hearing and touch. In particular, church 
buildings often carry Christians' emotional sustenance 
for God and satisfy the emotional demands of 
believers. The church uses the open space and the 
contrast of light and shadow to let people inside the 
building feel the sacred baptism and enjoy the peace 
and comfort of the soul [1]. 
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1. INTRODUCTION 

According to the implementation of the national rural 
revitalization plan, designers have gradually paid 
attention to the construction and development of the 
countryside. As a small fishing village along the coast 
of Pingtan, Baiqing Township of Pingtan not only 
contains the marine cultural characteristics of an 
island fishing village, but is also deeply influenced by 
foreign Christian culture. People living on the island 
not only have deep affection for their hometown, but 
also have sincere belief in Christianity. At present, due 
to the introduction of Western religions in China, 
many buildings are more or less influenced by 
Western religious architectural art. There are many 
churches with cross and pointed roofs in the Pingtan 
area. The design of this scheme introduces the 
emotional design theory into the design of the activity 
center of Baiqing Township, Pingtan, and designs and 
expresses the activity center emotionally according to 
the needs of the villagers, at the same time spreads 
the charm of Pingtan's traditional culture, and solves 
the urgent problems of the hollowing of Baiqing 
Township and the living needs of the villagers. Not 
only that, the prosperity of Christianity in Pingtan 
adds to the practical significance of this plan. 

2. RESEARCH ON EMOTIONAL DESIGN 
OF RELIGIOUS BUILDINGS 

2.1. Satisfying the Emotional Demands  
of Believers 

After experiencing the over-rational functionalist 
design expression of modern design and emotional 
suppression of standardized industrial products, post-
modern design rebelled against rationalism, and then 
emotional design became popular and was used more 
and more widely in architecture. Architectural design 
often needs to consider the characteristics of the 
location, connect with the project base, integrate 
people's feelings into the architectural design, create a 
comfortable and warm space, and satisfy people in 
terms of sight, hearing and touch. In particular, church 
buildings often carry Christians' emotional sustenance 
for God and satisfy the emotional demands of 
believers. The church uses the open space and the 
contrast of light and shadow to let people inside the 
building feel the sacred baptism and enjoy the peace 
and comfort of the soul [1]. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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2.2. Reflecting the Functional Needs of  
the Church 

To a large extent, the quality of a design depends on 
its function, whether the work is good or not, whether 
it can be used or not. In the process of architectural 
design, it is necessary to consider whether its 
functions are complete and whether the zoning is 
reasonable. The existence of architecture is first and 
foremost because of its function, and the satisfaction 
of emotional appeal itself is also a functional 
requirement [2]. When designing a church, from the 
perspective of the needs of users, it is necessary to 
consider the stage setting for preaching, the needs of 
the venue for worship, and the number of people 
accommodated in the venue. For example, from the 
setting of the skylight, it is also necessary to consider 
the light and shadow to create a sense of atmosphere 
while meeting the needs of lighting [3]. 

2.3. Localization of Religious Buildings 

When discussing church architecture, people's first 
reaction will think of Western classical Gothic, 
Byzantine and other styles of architecture. However, 
Christianity has been introduced into all parts of the 
world. Due to cultural differences in different 
countries and regions, Christian culture is integrated 
with local culture, and buildings are inevitably 
integrated into local architectural elements. Western 
Christianity was introduced into China, and churches 
in China were also Sinicized. 

3. RELEVANT DESIGN EXAMPLES IN 
CHINA AND FOREIGN COUNTRIES 

3.1. Examples of Emotional Design of 
Religious Buildings 

Religious architecture occupies a very important 
position in the history of Western architecture, and it 
is also the main carrier for the spread of Western art. 
Most of the early Western religious buildings were to 
consolidate the status and power of the pope's ruling 
class, and strive to create an atmosphere of theocratic 
supremacy. Nowadays, with the development of 
society and the progress of civilization, most places 
for religious activities serve the congregation, 
providing them with a place to communicate with 
God, comfort their souls, and seek inner peace and 
tranquility. Especially the strong emotional 
tendencies shown in post-modernist designs, such as 
the Church of Light designed by Tadao Ando, the 
biggest highlight of the entire architectural design is 
the hollowed-out "X" on the thick wall, which creates 
a strong contrast between light and dark in a dim 

indoor environment. The light and shadow effect 
created by the cross of this light even makes believers 
feel that they are close to God, as if they have been 
redeemed in the dark. The entrance to the church is 
hidden, and the passage is quiet and narrow, isolated 
from the hustle and bustle of the outside world. There 
is not too much decoration in the interior, and the 
pursuit of simplicity, in order not to destroy the inner 
peace of the congregation. The whole is composed of 
simple geometric shapes, the simpler the purer, giving 
people a sense of solemnity and mystery [4]. 

3.2. Examples of Rural Building Renovation 

As far as the current urban and rural conditions are 
concerned, the construction of the rural environment 
generally lags behind that of the cities, the facilities 
are not perfect, and people's sense of identity with the 
traditional rural culture is getting weaker and weaker, 
which brings about the problem of rural population 
migration. In the past, it was emphasized that the 
material level was the focus. The significance of 
environmental art design lies in taking into account 
the material and spiritual levels of living space, 
improving people's living environment and meeting 
people's spiritual needs at the same time. For 
example, the rural reconstruction plan of Dongziguan 
Village in Hangzhou City, combined with the 
architectural features of traditional pink walls and 
black tiles in the Jiangnan region, renovated the 
original dilapidated houses, so that the residents who 
moved out of the country gradually returned to their 
hometowns. It has improved residents' sense of rural 
cultural identity, greatly improved the poor rural 
environment, rural hollowing and other problems [5]. 

4. INTERPRETATION OF THE STATUS 
QUO OF PINGTAN STONE HOUSES 
AND RURAL CULTURE 

4.1. Project Site Selection 

Qingfeng Village, Baiqing Township, is a small fishing 
village at the northernmost tip of Pingtan. It is 
surrounded by the sea on three sides. There are more 
than 600 fishermen living in the village. Many stone 
houses are preserved in the village, mainly with earth-
stone structures and tile-roofed bungalows. The 
private houses built in the late Qing Dynasty and the 
early Republic of China. People can see the finely 
crafted and elegant antique style in the details. 
The accelerated process of urbanization has led to the 
migration of the rural population, the hollowing out of 
the countryside, the lack of personnel to repair the 
building environment, and the living conditions of the 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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villagers have gradually fallen behind. In Baiqing 
Township, due to the increase in the number of 
people moving to the prosperous central area, the 
number of residents in the village has gradually 
decreased, and most of the remaining fishermen are 
fishing for a living. The children followed to the town, 
and the Qingfeng Village Primary School in Baiqing 

Township could not continue to run the school, and 
the school is currently in a state of abandonment. The 
classroom is full of dilapidated desks and chairs, 
bookcases and books (Fig. 1). The local fishermen 
store their idle fishing gear in the school building or 
on the playground (Fig. 2). The elderly will exercise 
and chat in the open space of the playground. 

 

 
Figure 1. Interior of Qingfeng Village school building. 

 
Figure 2. Outdoors of the school building in Qingfeng Village. 

Christianity in Pingtan has a certain history and is 
gradually integrated into the daily life of the people of 
Pingtan. In Baiqing Township, due to the 
abandonment of the primary school in Qingfeng 
Village and the need of the villagers for the activity 
center of the congregation, the villagers built a simple 
shed next to the original teaching building for 
gatherings and worship on Sundays. The villagers 
gather and perform shows during Christmas and 
Spring Festival, and build a simple meeting point on 
the former site of the abandoned Qingfeng Village 
Primary School to meet the needs of faith. During the 
Chinese New Year and festivals, the villagers return to 
their hometowns and hold worship and song and 
dance performances in the church to celebrate. On 

funerals and happy events, priests will also be invited 
to preside over ceremonies and arrange banquets. 

4.2. Characteristics of Rural Buildings  
in Pingtan 

Stone House is a traditional characteristic building in 
Pingtan (as shown in Fig. 3). "Cuo" means house in 
Pingtan dialect and also means "home". "Stone House" 
is a house built with stone as material. The overall 
structure of the stone house and surrounding walls to 
the roof tiles are all stone, which is determined by the 
geographical features of Pingtan. This special island 
climate requires the building to meet the 
requirements of high temperature resistance, 
corrosion resistance and moisture resistance. 



258
Athena Transactions in Social Sciences and Humanities, Volume 1

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022)

2 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 
"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
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writers and believed “Dark Avenues” to be an example 
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a "home" in exile. The title originates from a poem by 
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technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
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realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
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Figure 3. Pingtan traditional architecture "Stone House". 

The people of fishing villages need durable houses, as 
well as a comfortable living environment with heat 
dissipation and ventilation. The sturdy stone walls can 
withstand the strong winds and waves along the 
coast, and the stone materials are also relatively easy 
to obtain. The Pingtan area is rich in granite. The most 
common stone on the island is the stone all over the 
place, and the stone material is the best choice. The 
stone house blocks the sunlight during the hot day, 
and the interior is very cool. At night, the thickness of 
the stone walls can still keep warm and resist the cold. 
It is the natural environment, regional characteristics 
and island residents who chose the stone house, 
which also makes the stone house a characteristic 
traditional architectural form of Pingtan [6]. 

4.3. Research on Pingtan Culture 

4.3.1. Pingtan Marine Culture 

Pingtan Island is an island located in the southeastern 
coastal area of Fujian and is also the largest island in 
Fujian Province. Human activities with residents of 
Pingtan Island as the main body have gradually 
formed island settlements and the marine culture of 
Pingtan under the long-term development of the 
island area. The difference between the island area 
and the mainland area has two characteristics that are 
both related and contradictory. One is closed: it is far 
from the mainland and people-to-people exchanges 
are relatively closed, resulting in a certain degree of 
cultural isolation and local specificity. The other is 
openness: due to the development of maritime trade 
and fisheries, the exchange of foreign cultures has 
produced openness and cultural diversity [7]. 
People have lived and produced in the marine 
environment for a long time, survived against the 
ever-changing bad weather and the ocean, obtained 
production resources in the rich ocean, and lived in 
the beautiful coastal scenery, forming unique Pingtan 
folk customs, such as belief in sea gods, religious 
culture, clan rituals, funeral ceremonies, clothing and 
food, etc. In the early days, the coastal areas of Fujian 
were often disturbed by the invasion of islands and 
Japanese pirates. To defend the homeland and resist 
foreign invasions, the military culture of coastal 
defense also developed, which can be explored in the 

architectural characteristics of local dwellings in 
Pingtan and the humanistic stories of Qi Jiguang's 
resistance to the Japanese. 

4.3.2. Pingtan Religious Culture 

The proportion of Christian believers in Pingtan is 
very large, and they came from Changle and Fuqing 
for nearly two hundred years. In the past, foreign 
missionaries came to Fuzhou to preach, but due to the 
influence of the dialect, the mission was hindered. It 
was not until the American missionaries began to use 
the Pinghua that the spread of Christianity in Fuzhou 
accelerated. More than 100 years ago, foreign priests 
came to build schools to help people learn knowledge, 
and hospitals to help sick people get medical 
treatment. In the old days, there was only one 
Xingwentang in Pingtan that was capable of teaching 
Chinese Mandarin, and Chinese Mandarin was only 
learned by students who were studying, and ordinary 
people had no chance to encounter it. It should be 
from the local Christians in the Changle area of Fuqing 
who came to assist the missionaries in spreading it. 
Pingtan Island is the largest island in Fujian Province, 
with a population of about 450,000, of which more 
than 60% are Christians. Christianity in Pingtan has a 
long history. After two hundred years, Christianity has 
been deeply integrated into the local customs of 
Pingtan, and Christian festivals and customs have also 
become part of the daily life of Pingtan people (Fig. 4). 

 
Figure 4. Number one church in Pingtan County. 

5. FEASIBILITY OF THE DESIGN OF 
PINGTAN BAIQING TOWNSHIP 
COMMUNITY ACTIVITY CENTER 

5.1. Artistic Value of Pingtan Stone House 

There are still many stone houses in Pingtan, some 
dating back to the Qing Dynasty. After being baptized 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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by history, these stone houses have not only not 
eclipsed their color, but have precipitated the charm 
of time, preserved precious material cultural heritage, 
and passed on intangible culture at the same time. The 
stone house itself is also of great artistic and aesthetic 
value. Looking at the row upon row of buildings, the 
layers are arranged in an orderly manner. The bright 
colors of the stone house come into view, and people 
can feel the romance and enthusiasm of the island. 
The value of Pingtan stone house is not only reflected 
in architectural aesthetics, but also conveys regional 
culture and local feelings. 

5.2. Actions of the Pingtan Government and 
People: Pingtan Government Policy 

According to the "Notice of the Special Group on 
Implementing Rural Revitalization Strategy in Pingtan 
Comprehensive Experimental Zone on Rural 
Ecological Revitalization in 2020", Qingfeng Village, 
Baiqing Township, is also on the list of "Green 
Winning Villages" in 2020. Following the 19th 
National Congress of the Communist Party of China, 
Pingtan County put forward the strategy of "rural 

revitalization". The government supports and invests 
in development funds, and uses tourism to drive the 
development of Pingtan's industries. Rural tourism is 
booming in all parts of Pingtan. Compared with these 
lively and fast-acting "renovation-style" rural 
revitalization projects, rural emotional design 
renovation may be a gentle endogenous path 
Many designers and the public have renovated the 
dilapidated stone houses in Pingtan (as shown in Fig. 
5), retaining the original architectural features of the 
stone houses. On the premise of not destroying the 
overall style of the village, combined with modern 
design performance, the old stone houses will be 
revived with new brilliance. There are also designers 
and young people who use Pingtan's unique culture 
and things, such as shell carvings, to develop cultural 
and creative products, open exhibitions, and hold 
"Stones Can Sing" and other activities to drive the 
masses to appreciate the style of Pingtan stone 
houses, and at the same time drive the tourism 
development of Pingtan. And the TV variety show 
"Dad Where Are We Going?" arrived in Pingtan for 
program recording, which played a promotional effect 
for Pingtan stone house. 

 

 

Figure 5. Renovation of Pingtan stone house. 

6. DESIGN STRATEGY OF THE 
RELIGIOUS ACTIVITY CENTER IN 
BAIQING TOWNSHIP, PINGTAN 

6.1. Clever Fusion of Old and  
New Environments 

In the process of designing the church activity center, 
research and excavate the local culture of Pingtan 
Island, such as in-depth understanding and research 
of the traditional architectural style of stone houses, 
and form the accumulation of original materials for 
emotional design. Only in this way can the 

characteristics of Pingtan's architectural environment 
be vividly expressed, and elements of artistic design 
can be provided for the design of rural residents' 
activity center. The old stone house is damaged, but it 
still retains its unique flavor. People always have their 
own memories and feelings for ancestral houses and 
old houses. Retaining the old architectural style is the 
support for satisfying people's local emotions. 

6.2. Excavation and Planning of Pingtan 
Folk Culture 

Analysis and research of Pingtan rural folk customs is 
also very important. A series of cultural and artistic 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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activities organized by the village committee reflect 
the daily life of residents and show the local cultural 
characteristics and charm of the village. Folk cultural 
activities are full of people's emotional investment. 
The design and development of cultural and artistic 
activities not only enrich the daily life of villagers and 
upgrade the rural industrial mode, but also promote 
development of rural cultural tourism industry and 
create rural cultural and artistic characteristics [8]. 

6.3. Application and Manifestation of 
Pingtan's Religious Culture 

It is necessary to understand the characteristics of 
Christianity and the customs of Pingtan, integrate 
Western religious culture with the local culture of 
Pingtan, and design it on the former site of Qingfeng 
Primary School, to meet the local people's needs for a 
venue for Christian worship, daily affairs in the 
village, and funerals and marriage ceremonies. The 
designers can create a multi-functional complex space 
to meet the New Year and festivals, every funeral and 
happy event, invite pastors to preside over 
ceremonies and arrange banquets, and villagers 
return to their hometowns and hold worship and song 
and dance performances. 

7. ANALYSIS OF THE DESIGN PLAN OF 
THE RELIGIOUS ACTIVITY CENTER IN 
BAIQING TOWNSHIP, PINGTAN 

7.1. Project Positioning of the Pingtan 
Baiqing Township Congregation 
Activity Center 

The project is called "Lan • Above" and the "Lan" 
island refers to Pingtan Island, which is full of haze. 
Above the haze means the Christian faith on Pingtan 
Island, expressing the belief that God is above Lan 
Island and that God will be guided and redeemed in 

confusion. The emotional design of religious places is 
analyzed from the Activity Center of Baiqing 
Township, to create a space that meets the religious 
needs of the residents of Qingfeng Village, Baiqing 
Township and the service of the village committee. 
The project is located in the former site of Qingfeng 
Primary School, Baiqing Township, Pingtan County. 

7.2. Plane Conception of Pingtan Baiqing 
Township Congregation Activity Center 

The plane concept comes from the traditional 
characteristic "staying pier" stone wall (Fig. 6). 

 
Figure 6. "Staying pier" stone wall. 

Walking in the village, it is easy to observe that there 
are "toothed" protruding stone strips at the junctions 
of many building facades, which are a bit like the 
splicing of building blocks, which is the "staying pier". 
When building a house, in case of limited economic 
conditions, people keep the protruding stones, hoping 
that the house can be expanded before and after, and 
"staying pier" is given the meaning of hope, in the 
hope of having a better life in the future. Combined 
with the Theory of Creation, the designer selected the 
most classic story in The Theory of Creation – God's 
Creation, ran through each space with the story line of 
creation in seven days, and divided the entire space 
into seven parts (see Fig. 7). 

 

 

Figure 7. Basic plane layout. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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7.3. Functional Division of Religious Activity 
Center in Baiqing Township, Pingtan 

According to the first volume of the Christian classic 
"Bible", "Genesis", God used seven days to create the 
universe starry sky, the ecological environment, and 
the story of the human being created on the last day. 
Seven spaces are set up, including the entrance aisle - 
"day and night", the baptism pool - "sky", the prayer 
space - "sea and land", the screening hall - "stars", the 
interactive game area - "life", stone exhibition hall - 
"intelligent spirit", and the chapel - "worship" 
respectively correspond to the story of one of the 
seven days. The design of the exterior of the building 
is combined with traditional residential buildings of 
Pingtan's local architectural style "stone house". The 
building materials and building structures also use the 
most common earth and stone structures in Pingtan. 

7.4. Analysis of Building Appearance  
of Pingtan Baiqing Township 
Congregation Activity Center 

The architectural appearance is inspired by the 
appearance of the ancient house, retaining the original 
architectural features of the stone house, without 
destroying the overall style of the stone house 
building community in the village, to unify the style of 
the church activity center and the whole village 
through modern design language and design 
techniques (Fig. 8). Taking the curve of the traditional 
stone house roof in Pingtan and expressing it in a 
deconstructive design, the top of the herringbone 
wave is deformed, repeated and dislocated, and then 
combined with the exterior stone wall to form the 
final architectural appearance. The roof gap caused by 
the dislocation forms a light-transmitting skylight, and 
sufficient natural light falls from the sky, as if it has 
been redeemed by God. The wave-shaped "sea wave" 
roof also reflects the connection between the island 
building and the sea, matching the coastal area. 

7.5. Spatial Analysis of Congregation 
Activity Center in Baiqing  
Township, Pingtan 

The seven spaces correspond to the seven days when 
God created the heaven, earth and all things. 
On the first day, God created day and night. For the 
design of the "day and night" entrance aisle (Fig. 9), a 
dim atmosphere was created to set off the light, 
showing that God created day and night on the first 
day. Meandering along the dark passage, it means that 
believers, because of their beliefs, are firm in their 
hearts and seek light in the chaos. The space uses the 

element of light cross, and the passage is set with 
light-transmitting glass bricks. 
On the second day, God created the sky. Regarding the 
design of the baptismal pool in the "sky", the roof is 
open, the bright sky is poured in, and the believers are 
baptized by sunlight and water. "Whoever believes 
and is baptized will be saved." The one, who can be 
clear about Christianity and believe what he/she 
believe, and then be willing to separate 
himself/herself from the world of sin, can be a 
Christendom. This design shows that God created the 
sky on the second day by separating water and air. 
The space is set with the elements of light and water. 
In the middle is a spiraling falling water device. Its 
shape is taken from the most common conch in the 
island area, a common delicacy on the table of people 
in Pingtan. The shape spirals upward, with beautiful 
texture and proportions, symbolizing the salvation of 
believing in God. Baptism is an important religious 
ceremony of Christianity, and it is the ceremony of 
Christian initiation. After being baptized, one becomes 
a devout believer, and thereafter has the right to 
receive other "sacraments" (Fig. 10). 
On the third day, God separated sea and land. For the 
design of the "sea and land" prayer space, the theme is 
that ships drifting in the ocean will eventually come to 
shore. The space is equipped with elements of waves 
and ark. The waves are chaos and struggle, and the 
ark is hope and redemption. The believers prostrate 
on the prayer table, devoutly praying and confessing 
to God. This design shows that God gathered water 
into the ocean on the third day, and made dry land 
into land, separating the sea and the land. People pray 
to speak to God, acknowledge God's greatness and 
authority, ask for help, and be thankful and blessed. 
Prayers pour out to God, and reading the Bible is to 
listen to God speaking to man (Fig. 11). 
On the fourth day, God created the sun, moon, and 
stars. For the design of the "stars" projection hall, the 
trajectories of the stars, the light of the stars and the 
entire space, the optical fiber on the top transmits the 
stars, showing that God created the stars on the fourth 
day. Using the elements of starlight galaxy and blue 
tears, the ends of countless optical fibers are dotted 
with blue dots. Blue tears are a special and beautiful 
natural phenomenon that occurs in Pingtan Island. 
The curved electronic screen images show the scenery 
of Lan Island. This space can make people watch the 
special Lan Island scenery (Fig. 12). 
On the fifth day, God created all creatures. For the 
design of the interactive game area for "living 
creatures", a huge fishing net was opened in the space, 
and all kinds of fish and creatures shuttled through it. 
The elements of fishing nets, flying fish, and oceans 
are used to show that God created all creatures on the 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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fifth day, making the world full of vitality, and lay out 
the open fishing nets for interactive experience, touch 
the swimming marine creatures, and play in it. The 
floor is made of light-transmitting glass, which 
introduces the blue light of "stars" into the game 
experience hall (as shown in Fig. 13). 
On the sixth day, God created human beings. For the 
design of the exhibition hall and reading room of the 
"intelligent spirit" stone house, the stone wall in the 
shape of a pier is used, and the space is arranged in 
the form of terraced fields, showing that God created 
human beings according to himself. Humans learn by 
practice, and civilized wisdom is also produced. This 

space displays Pingtan's unique stone house 
architecture, marine culture, and island Christian 
culture integrated with Christianity (Fig. 14). 
On the seventh day, God was satisfied with his work, 
so took a day off, and for the design of the "worship" 
chapel, worship according to the Bible's Sabbath. God 
created heaven and earth in six days and found the 
origin of rest in the seventh day. God has blessed the 
seventh day to keep the Sabbath day holy. The chapel 
is an indispensable space for a church. There is no 
excessive decoration, and the solemn and quiet 
atmosphere of the chapel is maintained (Fig. 15). 

 

 

 

Figure 8. Analysis of the evolution of building appearance. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 9. "Day and Night" entrance aisle. 

 
Figure 10. "Sky" baptismal pool. 

 
Figure 11. "Sea and Land" prayer space. 

 
Figure 12. "Stars" screening hall. 

 
Figure 13. "Life" interactive game area. 

 
Figure 14. "Intelligent Spirit" stone exhibition hall. 

 
Figure 15. "Worship" chapel. 

8. CONCLUSION 

At present, the research on emotional design in and 
out of China has been very sufficient, and emotional 
factors have been paid more and more attention in 
design. The theme of this project is to explore the 
application of emotional design through the design of 
the activity center of Baiqing Township in Pingtan. 
The novelty of the scheme lies in the combination of 
Christian culture and traditional stone house 
architecture in Pingtan as well as Pingtan's special 
rural culture and religious history. It is expected that 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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the plan of the activity center can face a series of rural 
problems caused by the rapid development of the 
contemporary society and propose some solutions. 
This design can be used to change the current 
situation of rural hollowing. 
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1. INTRODUCTION

"Gulangyu Island is unique among all cities that
embody the influence of multi-culture. He has
witnessed the mutual reference and integration of
different cultures realized in the organic urban fabric
as well as gradual self-renewal and transformation." 1

As a unique area with a sense of history and a sense of
place in Xiamen, Gulangyu Historical and Cultural
Block has gradually become an important tourism
space in the city and the most distinctive commercial
and leisure space in Xiamen [1]. The historical
buildings and natural streets of Gulangyu Island are
similar to the general layout of Venice, Italy, and they
are both located in a high-density area. Historically, 
Gulangyu Island was once a deserted island. It was

1 ICOMOS assessment opinion.

only named "Yuanshazhou" in the Song and Yuan 
dynasties, and was then renamed "Gulangyu Island" in
the Ming Dynasty and has continued to this day.
"Numerous turns" is the first perception of Gulangyu
Island by the author as a non-native.

2. INVESTIGATION AND ANALYSIS
OF STREET SPACE UNDER
SPATIAL PERCEPTION

2.1. Concepts of Street Spatial Perception
and Spatial Experience

"Space", meaning void and distance, was initially a
philosophical concept, then developed into an
aesthetic concept, and didn't appear as an
architectural vocabulary until the 1890s [2]. In the
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1. INTRODUCTION

"Gulangyu Island is unique among all cities that 
embody the influence of multi-culture. He has 
witnessed the mutual reference and integration of 
different cultures realized in the organic urban fabric 
as well as gradual self-renewal and transformation." 1 
As a unique area with a sense of history and a sense of 
place in Xiamen, Gulangyu Historical and Cultural 
Block has gradually become an important tourism 
space in the city and the most distinctive commercial 
and leisure space in Xiamen [1]. The historical 
buildings and natural streets of Gulangyu Island are 
similar to the general layout of Venice, Italy, and they 
are both located in a high-density area. Historically, 
Gulangyu Island was once a deserted island. It was 

1 ICOMOS assessment opinion. 

only named "Yuanshazhou" in the Song and Yuan 
dynasties, and was then renamed "Gulangyu Island" in 
the Ming Dynasty and has continued to this day. 
"Numerous turns" is the first perception of Gulangyu 
Island by the author as a non-native. 

2. INVESTIGATION AND ANALYSIS
OF STREET SPACE UNDER
SPATIAL PERCEPTION

2.1. Concepts of Street Spatial Perception 
and Spatial Experience 

"Space", meaning void and distance, was initially a 
philosophical concept, then developed into an 
aesthetic concept, and didn't appear as an 
architectural vocabulary until the 1890s [2]. In the 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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field of architecture, the research on space mainly 
focuses on urban space, public space, indoor and 
outdoor space, etc. The street space is mostly studied 
as a subdivision of outdoor space or urban space. 

Street space refers to the space enclosed by one or 
both sides of the street. The basic element of the 
formation of street space is its side interface, which 
consists of continuous plants, buildings and facilities 
[3]. The interfaces on both sides of the street are 
continuous, forming a continuous space with its own 
characteristics. Streets are the most commonly used 
outdoor space. Urban streets can be used as both a 
path to pass and a place to stay, and they are the most 
likely to arouse spiritual resonance. Perception 
includes simple sensations and more complex 
consciousnesses. In practice, sensations and 
consciousnesses are almost inseparable, and they are 
a continuous process, in which consciousnesses 
reflect sensory stimuli and transform them into 
organized experience. Consciousnesses deeply 
process and dispose information obtained by the 
senses. Psychologists believe that "perception" is the 
subjective feedback before the subject makes a logical 
judgment on the stimuli of the external world and 
"experience" is the result of the joint realization of 
external behavior and internal behavior. There are 
many similarities between spatial perception and 
spatial experience, but there are essential differences. 
Perception can be an instantaneous feeling and is 
mostly dominated by visual perception, but 
experience is the feeling that must be gained by 
practicing for a certain period of time, which can be a 
dynamic process or a static process, and in many 
cases it is not affected by visual perception [4]. 

2.2. Investigation and Analysis on Street 
Space of Gulangyu Island 

This research mainly focuses on the street space 
radiating around the vegetable market on Gulangyu 
Island. It conducts research in two steps: one is 
household interviews and questionnaire surveys and 
the other is research on the spatial distribution of 
street space. 

2.2.1. Household Interviews and  
Questionnaire Surveys 

Aunt from a restaurant / Anhui / 15 years 
"The current vegetable market has undergone two 
renovations. When I first came here more than ten 
years ago, it was renovated once, and it was renovated 
again some time ago. The surrounding houses have 
not changed much and these houses were like this 
when I came here. (pointing to the Nanyang style 

arcade in the northwest of the vegetable market). It 
can be clearly seen that the style of these rows of 
buildings has traces of time. Now the government is 
very strict on the management of these houses. The 
stores must get approved if they want to decorate or 
display signboards, and the appearance of these 
houses cannot be damaged". Aunt's store is located in 
the corner of the arcade to the northwest of the 
vegetable market. As a later resident of New Gulangyu 
Island, Aunt is relatively satisfied with her current life. 

Aunt from a fish store / Quanzhou / 36 years 
"This store has been open for over 30 years and the 
buildings around here have always looked like this to 
me. The vegetable market used to be in another place 
and was moved here in the 1980s. It used to be a coal 
plant. These houses around the Underwater World 
were built later (the building complex in the northeast 
direction), and now the houses cannot be moved 
(referring to the arcade). For me, there is nothing to 
be dissatisfied with in life. If anything, it is very 
troublesome to deliver goods and there is competition 
pressure on the island due to the delivering of 
vegetable via mobile phones, but it's just a matter of 
getting used to it". Aunt's store is at the northwest exit 
of the vegetable market. Since the only means of 
transportation on the island are plate trailers, the 
delivery of goods can only be carried out by shipping, 
and seafood in stores can only be transported from 
other places, from loading and unloading to loading 
and unloading and then to plate trailer transportation, 
the transportation cost is very high. Aunt says that she 
is content to maintain her current life. 

Lady from a tea shop / Quanzhou / 3 years 
"Business is now more difficult than before. Many 
stores have been reshuffled due to the impact of the 
epidemic. The island is now very commercialized. 
Stores are open late every night, lights are very bright, 
and the environment is very noisy. I can't sleep well at 
night. In addition, the air is particularly humid, and 
mold often develops on the walls and clothes. Also, 
there are a lot of wildcats living here, pooping 
everywhere. I dare not open the door of my house, 
because it stinks outside. You travelers may like this, 
but those who live here can't stand it and are ready to 
make a complaint. During the rutting season of 
wildcats, they keep howling. I feel really 
uncomfortable living here, but there is nothing I can 
do". This lady's shop is located on the commercial 
street at the southeast entrance of the vegetable 
market. For the issue of goods, she uses express 
transportation, so the actual transportation cost has 
been reduced a lot, but she is not satisfied with the 
current living conditions and environment. 
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universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 
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Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 1. Research statistical chart. From: drawn by the author. 

Aunt from a tailor store / Zhangzhou / 30 years 
"Our main purpose is to provide handy service for the 
public. Every day residents from the island come to 
mend their clothes or something. I live upstairs here 
(the building complex located in the southwest of the 
vegetable market, used to be a staff dormitory, and 
later turned into a low-rent housing, mainly for the 
permanent residents of Gulangyu Island.) Life is 
better now and we are not needed so much anymore. 
It's just that sometimes there are too many people on 
the island and I feel a little crowded. But I'm fairly 
satisfied with the rest and I'm used to it." Through the 
household survey of the residents around the 
vegetable market, it is found that everyone is satisfied, 

dissatisfied, relatively satisfied or generally satisfied 
with life on Gulangyu Island. Those who are satisfied 
are people who have lived here for most of their lives 
and are used to the way of life on Gulangyu Island. 

As shown in Fig. 1, a survey was conducted on 
residents of Gulangyu Island in terms of residential 
identity, satisfaction with the street they live in, 
existing problems in the street, exercise methods, 
exercise time, activity location, reasons for disuse, and 
hope of adding new venues, which concluded that the 
residents are relatively satisfied with the existing 
streets, but it can be clearly seen from the statistical 
chart that there is still a lot of room for improvement 
[5]. For example, the existing street space is relatively 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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crowded, and there is little fitness equipment in the 
public empty space. To a certain extent, the residents' 
opinions can be adopted for the design, in order to 
improve the satisfaction of the residents. 

2.2.2. Spatial Distribution 

Xiamen has an oceanic monsoon climate. From 
October to May every year, the sunshine duration 
there is short and the sun sets at around 5:00 pm. 
During this period, activities in the evening on 
weekdays are shortened or cancelled due to the 
advance of the sunset time. In addition, the terrain of 
Gulangyu Island is mostly sloped and roads are rolling 

along with it [6]. Some steeper roads have blind spots 
before reaching the commanding heights where 
people walk at night. Therefore, improvement of night 
lighting and signage facilities is particularly important 
and low lamps at night can be added to meet the two 
functions of nighttime guidance and lighting for the 
elderly. Then it conducts the percentage statistics on 
the street greening rate and the sky visibility of the 
public space in front of Sanqiutian Pier in Gulangyu 
Island, the public space in Huandao Road, the public 
space in the square in front of the stadium, and the 
public space in street center park, in order to provide 
rational support for the design (Table 1). 

 

Visibility 
Public space in front of 

Sanqiutian Pier 
Public space in Huandao Road 

Public space in the square in 
front of the stadium, and public 

space in street center park 

Street visibility 

   

Sky visibility 

   

Table 1. Analysis of street and sky visibility. From: drawn by the author. 

2.2.3. Street Space Design Methods 

According to the survey data, it is concluded that 
three levels of problems need to be solved in the 
street space of Gulangyu Island: Level 1: Problems to 
be solved urgently — public facilities problems. 
Fuzhou Road is close to the seaside and there is a 
large area of green belt between it and the seaside, 
which is large enough to build a street center park 
with multiple scenes. The suggestion to solve these 
problems is to transform the green space of these 
areas and effectively integrate the functions of rest, 
leisure activities, and convenient passage through 
meticulous landscape design, so that they can become 
a common "place of memory" for residents and 
tourists [7]. Level 2: Problems to be solved — signage 
system problems. In terms of the number of street 
intersections: intersections are the disconnection and 
intersection of streets, and to visually change the 
number of intersections, except the use of landscape, 
sculpture, and structures to change the sense of 

concavo-convex of the street interface, which is 
similar to adjusting other objective factors, you can 
also draw intersections or hide intersections as 
needed on the side interface that allows graffiti. Level 
3: Problems to be solved — lighting and noise 
reduction. For wide and short streets and street noise, 
climbing plants can be used to increase the continuity 
of the space, make the vertical feeling in the space 
stronger, and at the same time have the effect of noise 
reduction by plants. 

2.2.4. Design and Implementation 

On Gulangyu Island, walking is the main the mode of 
the traffic travel, and the streets on the island have 
the characteristics of small scale, high density of road 
network, and strong street permeability. This makes 
the residents feel less private. In addition, the 
commercial atmosphere on the island is too strong 
and the basic facilities cannot meet the existing needs 
of residents. The interest of the street space is 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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reduced, which reduces the original vitality of the 
street. In terms of street space design, Gulangyu 
Island can learn from the design concept of "guided by 
urban pedestrian space" and use pedestrian space as a 
medium to enhance the value and experience of the 
street from the scale level. For example, the following 
measures can be taken: appropriately increasing the 
enclosing interface of the street space, reorganizing 
the roads, and integrating the streets with a certain 
boundary in the streets with high frequency of use by 
residents, in order to improve the use efficiency of 
street space on one hand and provide more space for 
residents to communicate and communicate on the 
other hand. The residential areas around Gulangyu 
Island vegetable market are mainly around Jinxiang 
Road and Fuzhou Road. These residential areas have a 
certain distance from the commercial street and the 
roads around the vegetable market are distributed in 
a network, with only three main roads. The rest of the 
paths are narrow, allowing residents to enter their 
homes. All the paths are intertwined and connected 
with each other, there is no obvious pattern, and it is a 
little chaotic. In addition, the diameter of streets is 
more than 100 meters, which leads to the lack of seats 
for residents to rest on the way of grocery shopping 
and walking and tourists are easy to get lost when 
walking. In the design, the elements in the streets can 
be made full use of to design. 

"Wall Mark" draws design elements from the walls of 
old buildings on Gulangyu Island, so that the design 
results respond to history and explore new ways to 
preserve historical cultural memory. It is based on 
nature, adapts to the situation according to the trend, 
and uses the lightest intervention method to retain 
cultural memory and adapt to people's usage habits, 
while allowing more beauty to happen here [8]. The 
modules are designed in a detachable form and people 
can assemble and collage according to their activity 
needs and street style. This design is a prefabricated 
modular public space rest installation proposed in 
order to solve the shortcomings of the existing 
technology that the public space facilities for 
temporary rest are complicated to build and the 
subsequent disassembly is troublesome. 

In order to achieve the above purpose, the following 
technical solutions are adopted: 

A prefabricated modular public space rest installation 
including two benches and two feature walls. Each of 
the benches includes two support plates, and two first 
dovetail grooves are respectively opened on the upper 
surface and the bottom of the two support plates. Two 
first vertical plates are arranged between the two 
support plates and both ends of the first vertical 

plates set the first dovetail joints matching with the 
first dovetail grooves. The first dovetail joints are 
movably connected with the first dovetail grooves. 
Each of the feature walls includes multiple support 
long plates and the upper surfaces and the bottoms of 
the multiple support long plates are set up with 
multiple second dovetail grooves. Multiple second 
vertical plates are arranged between two adjacent 
support long plates. Both ends of the second vertical 
plates are set up with second dovetail joints matching 
with the second dovetail grooves. The second dovetail 
joints are movably connected with the second dovetail 
grooves. Both ends of the support long plates are set 
up with multiple third dovetail grooves arranged 
symmetrically and both ends of the two adjacent 
support long plates are provided with short plates. 
Both ends of the short plates are provided with third 
dovetail joints matching with the third dovetail 
grooves. The third dovetail joints are movably 
connected with the third dovetail grooves. A sun-
shade installation is arranged between the tops of the 
feature walls. One side of the feature walls is provided 
with multiple reinforcement installations (Fig. 2). 

Preferably, the sun-shade installation includes 
multiple first mounting plates. Two ends of the first 
mounting plates are respectively fixedly connected to 
the tops of the two feature walls. Multiple second 
mounting plates are fixedly connected between the 
first mounting plates. Two third mounting plates are 
fixedly connected to both ends of the second 
mounting plates (Fig. 3). 

Preferably, the reinforcement installation includes a 
support seat. The support seat is fixedly connected to 
one side of one of the support long plates. One side of 
the support seat is movably connected with a first 
connecting plate and one side of the first connecting 
plate is fixedly connected with a first connecting shaft. 
The other end of the first connecting shaft is movably 
connected with a connecting cylinder and the other 
end of the connecting cylinder is movably connected 
with a second connecting shaft. The other end of the 
second connecting shaft is fixedly connected with a 
second connecting plate and one side of the second 
connecting plate is movably connected with a 
supporting seat (Fig. 4). 

Preferably, the upper surface of the support seat is 
provided with two penetrating mounting holes. 

Preferably, the height of the first vertical plate and the 
second vertical plate is 35-45 cm. 

Preferably, the width of the first vertical plate and the 
second vertical plate is 25-35 cm. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Compared with the existing technology, the beneficial 
effects of the present utility model are: 

• Through the setting of the first vertical plates, the 
second vertical plates, the short plates, the 
support plates and the support long plates, people 
can assemble according to their own activity 
needs and street style, and the installation and 
disassembly are very convenient. The 
disassembled installations can be reused and are 
green and environmentally friendly. 

• Through the arrangement of the first dovetail 
grooves, the second dovetail grooves, the third 
dovetail grooves, the first dovetail joints, the 
second dovetail joints, the third dovetail joints 
and the reinforcement installation, the rest 
installation has a very reliable tensile strength. At 
the same time, the reinforcement installation can 
reinforce both sides thereof, thereby improving 
the stability of the whole rest installation. 

• The setting of sun-shade installation and feature 
walls can shield people from sunlight. At the same 
time, the open design of the feature walls provides 
people with a certain space for placement without 
blocking people's vision, which improves people's 
comfort level (Fig. 5). 

 
Figure 2. Structure diagram of benches of the 
prefabricated module public space rest installation. From: 
drawn by the author. 

 
Figure 3. Structure diagram of feature walls of the public 
space rest installation. From: drawn by the author. 

 
Figure 4. Partial installing structure diagram of feature 
walls of the public space rest installation. From: drawn by 
the author. 

 
Figure 5. Schematic diagram of the structure of the sun-
shade installation of the public space rest installation. 
From: drawn by the author. 

In this design, assembly and disassembly of the rest 
installation are very convenient and can be reused. 
People can design and assemble the rest installation 
according to their own needs and street forms (Fig. 6). 
At the same time, the tensile strength of the rest 
installation is very reliable and the overall structure is 
stable. The setting of sun-shade installation and 
feature walls can shield people from sunlight, provide 
space for people to place their belongings, and 
improve people's comfort level. 

 
Figure 6. Design sketch of the public space rest 
installation. From: drawn by the author. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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3. CONCLUSION 

With the progress of the times, the way of life in 
Gulangyu Island has also undergone earth-shaking 
changes. The changes in the functional needs of 
residents brought about by the changes in lifestyle 
have led to the gradual loss of vitality of the streets of 
Gulangyu Island, failing to serve as a place to connect 
residents' emotions. It is true that many designers 
have begun to work on the construction of urban 
public space, but there are still few improvements for 
the street space of Gulangyu Island. Nowadays, 
although the construction of public facilities is 
gradually improving, the construction of temporary 
public space facilities for people to rest is more 
complicated and the subsequent disassembly is more 
troublesome. Therefore, this article proposes a 
prefabricated module public space rest installation. 
This is also what the author thinks about. It is hoped 
that on the basis of not destroying the spatial 
structure, the Gulangyu Island street space will be 
updated and combined through a modular 
combination of units, in order to improve the 
problems such as tediousness and crowding there, 
and make the street space reminiscent. 
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1. INTRODUCTION 

The aesthetic education of Chinese characters refers 
to the application of aesthetic education in the use of 
Chinese characters and the subtle development of the 
ability to perceive the beauty of culture through 
various ways and means [1]. The Central Committee 
of the Communist Party of China issued the "Opinions 
on Comprehensively Strengthening and Improving 
Aesthetic Education in Schools in the New Era" in 
2020, emphasizing the need to advance the work of 
aesthetic education. In this context, universities are 
facing unprecedented opportunities and challenges in 
aesthetic education work [2]. Reviewing the existing 
studies on aesthetic education, it can be found that 
most of the current studies on aesthetic education are 
only from the perspective of pedagogy, with an 
emphasis on the comprehensiveness and 
systematicness at the macro level, while the study on 
practical application of aesthetic education from the 
meso level and micro level is still to be enriched. 
As an important carrier of Chinese civilization and 
spirit, Chinese characters have deeply influenced the 

aesthetic construction of society from ancient times to 
the present. From the initial ideographic writing to 
modern alphabetization writing, Chinese characters 
have gone through a process from being simple to 
being complex, from being easy to being difficult. And 
that "form" is a main line running through the 
process. Unlike the purely phonetic characters of the 
West, Chinese characters have retained natural genes 
of form and meaning during the development. The 
narratives formed by Chinese characters have carried 
the meaning and beauty of the nation's culture for five 
thousand years. In a feature article on aesthetic 
education in "Art and Design" published in July 2021, 
it is stated that aesthetic education of Chinese 
characters implicitly incorporates aesthetic education 
into the use of Chinese characters through a variety of 
ways and means, which is based on fully grasping the 
multiple connotations of Chinese characters. 
Narrative design, as one of the main expressions of 
modern design, aims to apply the narrative theory of 
literary creation to the realm of design, to better 
convey the connotations of design through narrative, 
and to emphasize the meaning of design content and 
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1. INTRODUCTION 

The aesthetic education of Chinese characters refers 
to the application of aesthetic education in the use of 
Chinese characters and the subtle development of the 
ability to perceive the beauty of culture through 
various ways and means [1]. The Central Committee 
of the Communist Party of China issued the "Opinions 
on Comprehensively Strengthening and Improving 
Aesthetic Education in Schools in the New Era" in 
2020, emphasizing the need to advance the work of 
aesthetic education. In this context, universities are 
facing unprecedented opportunities and challenges in 
aesthetic education work [2]. Reviewing the existing 
studies on aesthetic education, it can be found that 
most of the current studies on aesthetic education are 
only from the perspective of pedagogy, with an 
emphasis on the comprehensiveness and 
systematicness at the macro level, while the study on 
practical application of aesthetic education from the 
meso level and micro level is still to be enriched. 
As an important carrier of Chinese civilization and 
spirit, Chinese characters have deeply influenced the 

aesthetic construction of society from ancient times to 
the present. From the initial ideographic writing to 
modern alphabetization writing, Chinese characters 
have gone through a process from being simple to 
being complex, from being easy to being difficult. And 
that "form" is a main line running through the 
process. Unlike the purely phonetic characters of the 
West, Chinese characters have retained natural genes 
of form and meaning during the development. The 
narratives formed by Chinese characters have carried 
the meaning and beauty of the nation's culture for five 
thousand years. In a feature article on aesthetic 
education in "Art and Design" published in July 2021, 
it is stated that aesthetic education of Chinese 
characters implicitly incorporates aesthetic education 
into the use of Chinese characters through a variety of 
ways and means, which is based on fully grasping the 
multiple connotations of Chinese characters. 
Narrative design, as one of the main expressions of 
modern design, aims to apply the narrative theory of 
literary creation to the realm of design, to better 
convey the connotations of design through narrative, 
and to emphasize the meaning of design content and 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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the narrative expression of design form [3]. As 
economic globalization continues, communication 
and integration between countries around the world 
are becoming more close, and people from different 
cultures begin to pay attention to each other's living 
conditions and emotional experiences. In this process, 
design is gradually moving towards a diversified 
development. In visual communication design, the 
intervention of narrative design aims to compensate 
for the deficiency of modern design in cultural 
connotation, meaning and diversified expression. 
Visual communication design narration mainly 
includes three narrative forms of text, image and 
graph. Existing practice and research often focus on 
image narratives, while research on textual narrative 
design still needs to improve. This study aims to 
investigate how narrative design can be used in the 
aesthetic education of Chinese characters in the 
context of modern society, and to provide a practical 
design strategy for this education through the study 
on intervention of narrative design and the formation 
of a perspective of innovative narrative text design. 

2. AESTHETIC EDUCATION OF CHINESE 
CHARACTERS WITH INTERVENTION 
OF NARRATIVE DESIGN 

Narrative consists of three stages: narration, 
communication and interpretation [4]. Text narrative 
includes both verbal and visual forms of narrative. 
However, it is generally accepted that a textual 
narrative is a verbal narrative. This thinking tacitly 
assumes that language is the only symbolic vehicle for 
speech and that its narrative activity is confined to the 
sound-verbal system. For such a textual narrative, the 
function of aesthetic education of words is mainly 
reflected in the stage of interpretation. However, the 
symbolic carrier is not the only basic function of text, 
and its own visual form can also carry many other 
social functions. Thus, from an aesthetic point of view, 
textual narratives are not purely literary, but visual 
narratives are also an important narrative device [5]. 
Visual narrative refers to narrative activities that are 
carried out through the use of visuality. As one of the 
oldest forms of human narrative, visual narrative 
existed and was widely used long before the creation 
of writing. For example, in primitive times, humans 
relied on primitive body language, knotting, carving 
and primitive dance to communicate emotions and 
carry out narrative activities. In the current new era 
and context, visual narratives are in line with the need 
for aesthetic education of Chinese characters, and are 
bound to blossom with new energy [6]. 

The textual narrative design in this study is visually 
based. Visual design is used throughout the narrative 
process, focusing on complementing the aesthetic 
function of traditional verbal narrative at visual level 
that is difficult to achieve, and exploring the aesthetic 
efficacy of textual design in communication. 
Considering the number of words, textual narrative 
design can be divided into two forms: a single-text 
narrative design and a multi-text arrangement of 
narrative design. These two different forms of text 
narrative design play a role in aesthetic education in 
different ways. 

2.1. Aesthetic Education of a Single Text 
With Intervention of Narrative Design 

Chen Yinke once said, "anyone who explains a word is 
making cultural history" [7]. The individual 
pictograph represented by the Chinese character was 
narrative in nature from the very beginning of their 
creation. In contrast, the sound characters 
represented by English are not narrative enough, and 
do not have a narrative function, relying on later 
design and arrangement to achieve the narrative 
goals. The unique way of creating characters in 
ancient China is a true reflection of human life in 
ancient times, but it is difficult to meet the needs of 
complex narratives and is gradually simplified to 
phonetic symbols, in order to achieve linear 
narratives in multi-character combinations.  
As a tool for aesthetic education, Chinese characters 
are often interpreted as single characters and words 
designed for study. In contrast to continuous literary 
narratives, there is a greater focus on the exploration 
of pictorial forms, i.e. the design of Chinese characters 
as images. Narrative design interventions in single 
texts are mainly aimed at designing texts with 
narrative features, a narrative design of single texts 
that gives the text itself a certain pictorial narrative 
nature and narrates the rich content it contains in a 
visually aesthetic way of communication. 
The biggest feature of narrative design of single or 
several characters is visual expression, that is, the 
secondary creation of character glyphs through 
graphic expression. Based on the standard paradigm 
of "black characters on white paper", the narrative 
content is enriched at the level of semiotics and 
cognitive psychology through information processing 
of font, color and texture. The context of the single-
word design object itself provides vocabulary for 
visual narrative, and presents the narrative in the 
form of pure text or hieroglyph combination, giving 
people the enjoyment or experience of beauty [8]. 
The purpose of pure text narration is to realize the 
function of aesthetic education through the additional 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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meaning conveyed by visual narration. The textual 
narrative in the form of a combination of illustrations 
and text focuses on the narrative and visual interest in 
oriental aesthetics in communication stage. Ink 
posters by Kan Tai-Keung combine traditional 
oriental ink sentiments with western design thinking, 
fusing calligraphy and painting into one, performing 
painting within words and landscape into words, 
better playing the narrative role of a single word, and 
allowing people to view the words while gaining the 
cultural beauty behind them. 

2.2. Aesthetic Education of Multi- 
Character Texts With Intervention  
of Narrative Design 

Multi-character narratives are more closely linked to 
linguistic narratives. Typography in visual 
communication design can fulfil part of the narrative 
activity through the arrangement between texts. But 
the possibilities for narrative design to intervene in 
multi-character text go far beyond this. Multi-
character text can be visualized by means of design, 
yet visualization is not the same as presenting 
narrative beauty. The rich content contained in the 
visual multi-character design is often oversimplified 
or abstracted. This is also illustrated by the fact that 
narrative design interventions in multi-character text 
need to achieve both narrative content and visual 
aesthetics, as opposed to narrative interventions in 
single text. By distinguishing the narrative content 
and visual aesthetics, this study classifies narrative 
design interventions in multi-character text as textual 
narrative design dominated by vision and textual 
narrative design dominated by text content. 

2.2.1. Textual Narrative Design Dominated  
by Vision 

One type of textual narrative design simply presents 
large sections of visualized text as neatly arranged 
'faces' or 'dots', and although these visual elements 
are composed of text, they convey a primarily visual 
imagery context. The audience can access the main 
content of the visual narrative without seeing the text 
in detail. In the case of the STIHL power tool 
advertisement, large sections of text are used only as 
compositional tools, and the relevance of the textual 
content itself to the visual narrative is weak. 
The other visualized multi-character design has a 
more holistic formal aesthetic and presents a slightly 
stronger narrative than the former. This approach is 
an abstraction or secondary creation of rich contents 
contained. The aesthetic effect is also focused on the 

visual aesthetic and weakens the beauty of the textual 
narrative itself. After visualization, a large number of 
texts are presented as visual 'facets' or 'dots', of which 
visual poetry is a prominent representative. 
Visual poetry is an artistic poetic genre that uses 
words to create visual images, and is a special literary 
phenomenon that combines poetry and painting. 
Visual poetry is of distinctive aesthetic value and 
significance, and its production and development 
have roots both at home and abroad. In addition, 
visual poetry creates a special typography of words 
by breaking the order and norms of statements in the 
context of traditional typographic types, and conveys 
emotions through the visual effects it creates. Zhang 
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text of "The Book of Songs", with a specific stylized 
imaginative expression of the English translation of 
the text [9], based on the objects mentioned in the 
poem, in favour of the traditional pattern poem. 

2.2.2. Textual Narrative Design Dominated by  
Text Content 

There is no substitute for the complex connotations 
recounted in text itself. Is the only optimal solution 
for all literary treasures, such as poetry, lyrics and 
writings, to cut out the visual possibility or to restrict 
oneself to the neat and simple "black characters on 
white paper"? The answer is not quite the same. In 
Chinese painting and calligraphy, the art of painting 
and calligraphy has the same origin, and Chinese 
calligraphers make full use of the expressive power of 
brushes and other tools and their writing skills to 
create beautiful works of calligraphy in a wide variety 
of styles, which can in fact be seen as a narrative 
Chinese art, but this narrative requires a certain 
amount of background knowledge to interpret it. The 
masterpiece of calligraphy known as the second 
calligraphy "Manuscript for the Sacrifice of a Nephew" 
came from Yan Zhenqing's heartfelt expression of 
grief at the loss of his nephew. It is a classic example 
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some scribbles and flying strokes, which is due to the 
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However, the development of Chinese characters has 
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characters to written characters to printed characters, 
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new media and spaces have been added to the 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 

276 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 

environment in which Chinese characters are used, 
and the process of their development has given rise to 
many new works. 
Modern visual poetry also uses the way of creating 
reading experience space to narrate. For example, in 
the book "design poetry" written by Zhu Yingchun, 
the humorous words constitute the picture itself 
expressed by the words. Poetry is like painting and 
painting is also like poetry. In the space composed of 
words, image narration and text narration are 
skillfully integrated into one. 
In addition to the prominent representative of visual 
poetry, the re-creation of multi-character text 
semantics in modern design is also in full swing. This 
long-text narrative method is mainly carried out in 
the way of image-text narration, in which most of the 
ancient classic poems are used as the text content, 
and then the design method is used to design the 
content narrative. However, it is necessary to be 
vigilant that such design is sometimes too 
personalized or artistic, and it is difficult to form a 
universal aesthetic experience. The exploration in this 
area remains to be explored. 
Adding interactive mechanism to break the 
unidirectionality of narration is a new direction of 
narrative design [10]. For example, the core 
mechanism of the creative adventure strategy game 
"word game" released in recent years is text. In the 
game, words are not just words, but the objects, 
characters and scenes referred to by the words 
themselves. Players will play a character role, 
wandering and solving puzzles in the word world. For 
example, in the game, the player controls the "I" as his 
name to enter the literal door, "push the word", and 
change the plot direction of the passage, etc. 
Another game "Everlasting Regret in Painting Scene" 
released by Tencent studio is adapted from the classic 
love narrative poem "Everlasting Regret" in the 
history of Chinese literature. The game was launched 
in 2020, and the touching love tragedy between 
Emperor Xuanzong and Yang Yuhuan was interpreted 

in the form of an ink painting scroll. The poems in 
"Everlasting Regret" are cleverly arranged at the 
beginning and end of each painting for readers to 
appreciate. The combination of connecting words and 
ancient ink aims to provide players with the beauty of 
words in poetry and experience the rich emotions 
condensed and contained in "Everlasting Regret" by 
Li Bai.  
Whether it is the "word game" of modern style or the 
beautiful "Everlasting Regret in Painting Scene" based 
on ancient poetry, they have broken through the 
planar narrative design, are popular with the younger 
generation of audiences, spread widely, and the 
effectiveness of aesthetic education has been greatly 
enhanced. Overall, new media and technology provide 
a new space for the carrier of Chinese character 
aesthetic education. In the aesthetic education of 
Chinese characters involved in narrative design, the 
design dominated by content is still a minority. 

2.3. Aesthetic Education Strategy of 
Chinese Characters With Intervention 
of Narrative Design 

As mentioned above, this study summarizes the 
construction strategies of Chinese character narrative 
design from the perspective of aesthetic education (as 
shown in Table 1). According to the number of words, 
the narrative design of Chinese characters is divided 
into single text and multi-character text. Among them, 
the narrative direction of Chinese character narrative 
design of single text tends to build an image narrative 
mode of both picture and text. The narrative 
strategies corresponding to this model also tend to 
the four methods commonly used in image narration: 
symbol, metaphor, instant and plot [11]. The aesthetic 
education function of Chinese character design in 
single text is mainly reflected in the appeal of 
beautiful images. Through the emotional expression 
intensity and expressiveness of image painting, it 
promotes sublimation of internal spirit and emotion.

Type Narrative Direction Narrative Strategy Aesthetic Education Form 

Single-character text To construct an image narration Symbol, metaphor, moment, plot Perceptual type 

Multi-character text 
Image-text narrative 

To construct a space narration 

Heteromorphic rhetoric 

Spatiotemporal interaction 

Immersive type 

Experiential type 

Table 1. Narrative design strategy of Chinese characters from the perspective of aesthetic education. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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The direction of Chinese character narrative design in 
multi-character text is divided into two types: image-
text narrative and spatial narrative. The picture is 
composed of long text and illustrations of related 
contents. The strategy it uses is heteromorphous 
rhetoric, i.e. it introduces another type of media (such 
as image, sound, etc.) expression into one way of 
media expression (such as text) as a rhetorical aid. 
This kind of technique with both pictures and words 
expands the dimension of narration and presents it as 
a three-dimensional state. In the process of reading 
the text, the viewer can be more immersed in the 
wonderful artistic conception conveyed by the 
narrative, to achieve the effect of aesthetic education. 
Multi-character text narrative direction, which tends 
to construct spatial narrative, adopts the narrative 
strategy of space-time interaction. Time narrative is 
linear, while space narrative is non-linear. The biggest 
difference between the two is that it does not narrate 
according to time sequence, development cause and 
effect, but uses visual expression to narrate events in 
a limited space. Narrative media is mainly a form of 
spatial expression. In the process of narration, it is 
carried out in a visual way, including narration, 
interpretation and acceptance, which are completed 
by visual reading in space. Such narration gives 
people a sense of experience to participate in it, in 
order to naturally understand the beauty of narration 
and the beauty of Chinese characters [12]. 
It is worth noting that these three narrative directions 
do not exist independently, and there will be marginal 
ambiguity and intersection in the process of practical 
use, in order to comprehensively realize the function 
of aesthetic education. Whether it is to guide the 
viewer to perceive, immerse or experience the beauty 
of Chinese character narration, it is to achieve the goal 
of Chinese character aesthetic education with the 
intervention of narrative design to varying degrees. 

3. CONCLUSION 

Chinese characters are the unique spiritual symbols of 
Chinese civilization, the foundation of contemporary 
Chinese literature and art, and the infinite treasure of 
literary and artistic innovation. "It is feasible to collect 
the worth of texts and rhymes in a century." It is the 
only way to stimulate the vitality of Chinese culture 
and enhance people's aesthetic quality to combine the 
creativity of narrative design with cultural values in 
Chinese characters and classics, and the essence of 
Chinese aesthetics with demand for contemporary 
aesthetic education [13]. Through the intervention of 
narrative design, whether it is the visual expression in 

single-text narrative design, or the expression 
dominated by vision or content in multi-character text 
narrative design, or the addition of new technology to 
break the new direction of narrative unidirectionality 
and expand the narrative methods and means of 
Chinese characters, the aesthetic education of Chinese 
characters will play a greater role in the new era. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. INTRODUCTION 

The Chinese academy of social sciences has conducted 
systematic archaeological excavations of the Daming 
palace twice and issued two archaeological excavation 
reports. These two excavations provide archaeological 
data for scholars to study the construction, scope and 
fortifications of Chang'an palace in Sui and Tang 
Dynasties. On this basis, in the 1960s, the restoration 
of Daming palace also made a series of important 
breakthroughs. In the 1995-1996 excavation report, a 
white marble statue unearthed in Hanyuan Hall 
attracted the author's attention. The excavated photos 
show the white marble statue was carved with the 
technology of round carving. The action features are 
standing, holding a little curly-tailed beast, narrow 
sleeves, with a belt, and accessories hung around the 
waist, but the white marble statue has not been paid 
attention to by historians. 
 
 
 

2. PLACE OF EXCAVATION AND  
GRADE OF THE STATUE 

The 1995-1996 excavation report didn't give a 
detailed description of the excavation site of this 
white marble statue, but only mentioned in general 
terms that the relics excavated from the Hanyuan Hall 
were "mainly brick and stone building components, 
mostly from around the base of the hall and brick kiln 
sites… most of the cultural relics of Hanyuan Hall from 
the Tang dynasty culture layer, a small part from the 
early Sui and Tang Dynasties culture layer, and there 
are only a few broken tiles and broken bricks on the 
other two layers" [1]. In addition, most of the artifacts 
unearthed from the brick and tile kiln site of Hanyuan 
Hall are remnants of brick and tile materials. Only 4 of 
the 133 stone relics unearthed from Hanyuan Hall are 
white marble relics (lotus pattern stone carving, stone 
statue, white marble statue and a chess piece). So this 
white marble statue should be unearthed of the Tang 
culture layer, the place is around the Hanyuan Hall 
base rather than the brick and tile kiln site.  
To clarify the function of this white marble statue, the 
researcher explores it from the following two aspects: 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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one is the material of the statue, and the other is the 
carving process. At the beginning of the construction 
of the Hanyuan Hall, there were strict regulations on 
the use of building materials. Taking the use of stone 
materials as an example, the column foundation stone, 
the fence stone and tread fence stone used for load-
bearing is made of hard cyan limestone; small plates 
and stone bowls used for decorations are light cyan 
stones with fine texture. Although the material of 
these chi dragon head fragments is not mentioned 
explicitly in the excavation report, the color and 
texture of the excavation photos show that these 
dragon head fragments should also be the same 
material of stone. Of the 133 stone relics, only 4 were 
made of white marble (Lotus stone, stone statue 
pedestal, white marble statue and a chess piece), and 
all of them were made using circular carving 
techniques, therefore, these 4 white marble relics 
should also be the same level. 
Since the Han dynasty, the royal family began to use 
white marble in the building, especially the high-grade 
palace railings, statues, Stone sculpture. Tang dynasty 

poet Cui Hao wrote a poem "White Jade balustrade 
and gold columns" to describe the magnificent palace 
of Emperor Cao Cao's. The "White Jade Balustrade" 
refers to the white marble balustrade. So are the 4 
white marble relics a part of the palace railings? The 
answer to this problem needs to consider from the 
size, shape, material and so on of these 4 white marble 
relics. In the Hanyuan Hall, two broken carved 
columns were unearthed. In Chinese architecture, 
carved columns were usually used on the railings 
beside bridges or on the sides of large buildings and 
tombs. In accordance with the carved columns shape 
of the Sui and Tang dynasties, the head of carved 
columns should use round carving techniques. These 
4 pieces of white marble relics also happened to use 
the round carving techniques. So are these four white 
marble artifacts part of the carved capitals? For the 
convenience of comparative study, the details of these 
white marble sculptures are listed in Table 1 
(compiled from the excavation report of Hanyuan Hall 
site of Daming palace from 1995 to 1996). 

 

Name Number Shape Description Size Picture 

Lotus pattern 
stone carving 

T401:194 

The top surface is smoothly ground 
and restored as a circular tabletop, 
with a circle of lotus petals carved 
beneath it. 

Recovery, 
Diameter: 42cm; 
Residual height: 10cm. 

 

Stone statue 
base 

T218:203 
Probably around carved lion seat, 
rectangular. The four walls of the seat 
carved with sea garnet flowers. 

Seat length: 35.8 cm; 
Width: 30.5cm; 
Height: 8 cm.  

 

White marble 
statue 

T218:202 

A round sculpture of a man standing, 
with his head and left arm missing, 
wearing narrow sleeves and a natural 
sagging pattern of clothing; the figure 
is holding a small beast with a curly tail 
with tail on his chest; the head of the 
beast is not present. 

Residual height: 18.1cm; 
Width: 7.8 cm. 

 

 Piece T509:250 Flat and round. Diameter: 2cm. 

 

Table 1. Comparison table of marble remains features. 
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test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Table 1 shows that the bottom surface of the lotus 
stone sculpture (T401:194) is circular, the bottom 
area is estimated 1384.74cm2. The bottom surface of 
the lion statue (T218:203) is rectangular, estimated 
bottom area is 1091.9cm2. The two carved columns 
are both regular octahedrons, with side lengths of 
12.4cm and 14cm, respectively. According to the 
formula for calculating the area of a regular 
octahedron, the cross-sectional areas are 523 cm2 and 
667 cm2. It can be seen that the base areas of the lotus 
flower carving (T401:194) and the lion statue 
(T218:203) are much larger than the cross-sectional 
areas of these carved columns, so they cannot be the 
head of these columns. Although the surviving parts of 
the white marble statue (T218:202) and the piece 
(T509:250) do not involve the base and the base area 
cannot be determined, they do not conform to the 
carving style of the column of the Tang dynasty. The 
fact that the same material was generally used for the 
body and capitals of the columns in ancient 
architecture makes the stone of the two. In summary, 
these 4 pieces of white marble statue relics are not 
likely to be the head of the carved columns, and it is 
inferred that they should be higher-grade sculptures 
in the Hanyuan Hall of Daming palace. 
From the photos in the excavation report, the white 
marble statue has some characteristics of Hu Clothes. 
Hu Clothes were prevalent in the Tang dynasty, first 
as a uniform in the military camps, and then slowly 
evolved into regular clothing in the daily life of the 
Tang people. Mr. Guowei Wang believes that the 
introduction of the Hu Clothes can be traced back to 
the time of King Wu Ling of Zhao. Significantly, the 
images of tombs and burial figurines before the 
Northern and Southern Dynasties are rarely seen. It 
was not until the Sui and Tang Dynasties that Hu 
Clothes images and Hu clothes burial figurines in the 
tomb were more common. The acceptance of Hu 
Clothes by all classes in the Tang dynasty was much 
higher than before. Before the Tang dynasty, it was 
hard to find women wearing Hu Clothes in history 
books. In the murals in the tombs of the Tang dynasty, 
women wearing Hu Clothes and holding objects are 
often depicted in scenes showing the life of the tomb 
owners as they played, feasted, and played. In these 
informal scenes, there seems to be no limit for female 
waiters to choosing to wear Hu Clothes or Ru skirts. 
In the murals of the Duan Jianbis tomb of the Tang 
dynasty, only one of the groups of maids wears Hu 
Clothes, while others wear Ru skirt. But in the murals 
of Xincheng tomb of the Tang Princess, the number of 
maids wearing Hu Clothes has increased, and is no 
longer one. There are two ways to wear the collar of 

Hu Clothes: one is an open lapel, and the other is a 
round collar. 
In all murals, the style of Hu Clothes worn by the maid 
is very similar. It is worth noting that although the 
Tang dynasty has a high degree of acceptance of Hu 
Clothes, the clothes of officials on important occasions 
still need to comply with costume laws of the Tang 
dynasty, such as "Yu Fu Zhi", "Yi Wei Zhi" and "Li Le 
Zhi". The "Yu Fu Zhi" has stipulated, according to the 
grade of officials, "the third grade has been put on 
purple, the fourth and fifth grades have been put on 
red, the sixth and seventh grades are green, and the 
eighth and ninth grades are green" [2]. Officials are 
distinguished from each other in terms of crown and 
hat, color, and decoration, and the waist has a jade 
plate and ribbon, all of which reflect the political 
order of the Tang dynasty. This hierarchical political 
order was also applied to pictorial texts. 
This political order still exists in Yan Libens "Bu Nian 
Figure". There are 13 persons in the picture, which 
can be classified into four groups: the emperor 
Taizong, the emissary of Tubo, officials of Tang and 
maids. The two most important persons in the picture, 
the emperor Taizong and the emissary of Tubo, each 
has their distinctive clothing. The two officials of the 
Tang dynasty are the same images, and they dress 
official clothes with a round collar. Maids are the most 
numerous groups in the picture, they have 9 persons 
(6 for Lift the Dragon Chair, 2 for holding palm fans 
and 1 holding umbrella). They have the same style of 
Ru skirt and the makeup. Even the red brocade shoes 
are also similar. In the "Bu Nian Figure", the painter 
highlights Taizong and the emissary of Tubo, and 
illustrates the political order and culture of the Tang 
dynasty. Officials and maidens from the Tang dynasty 
had the same clothes, which were very different from 
those of foreign envoys. This once again proved that 
the Tang dynasty, the acceptance of Hu clothing is 
very high, but on important occasions still need to 
comply with the "Yufu Zhi", "Yi Weizhi", "Lile Zhi" and 
other clothing requirements. 
To sum up, due to the white marble statue was 
unearthed in an important political place — Hanyuan 
Hall of Daming palace, the meaning of the Hu clothes 
worn by the white marble statue should be the same 
as the meaning of the official clothes worn by all 
officials in the formal occasion that is obvious that 
clothes have an effect on marking political in the Tang 
dynasty. Therefore, even if the head of the statue is 
missing, we can still name it "Hu person holding 
Animal Figurine" according to the material and 
clothing characteristics of the statue. 



282
Athena Transactions in Social Sciences and Humanities, Volume 1

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022)

2 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 
"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Since the Tang dynasty, images of Hu people offering 
treasures to emperor have often appeared in 
paintings, sculptures and porcelain, even folk stories 
such as "Hu people identify treasures". Before the Sui 
dynasty, the Hu people in Central Asia had established 
ties with the Chinese through the Silk Road. 
In the year 630, because of war, the nine surnamed Hu 
people in the Turkic Khanate and some ethnic crowds 
in the western regions migrated into nearby, a large 
number of Hu persons were included. One of the main 
migration routes was to enter the northern border of 
the Tang through the western areas of Asia. When the 
Hanyuan Hall was built in 662, many Sogdian entered 
the capital of the Tang. At that time, there was even a 
guard composed of Sogdian in the Daming palace. The 
clothing of Sogdian was very common in murals and 
carvings of the Tang. Yuling Zhang believes these Hu 
clothes have the characteristics of Sogdian costumes, 
and in these murals the Hu clothes dressed by maids 
were Sogdian costumes [3]. Because the white marble 
statue has narrow sleeves, high boots and accessories 
hung on the waist, these are in accordance with the 
characteristics of Sogdian costumes, the white marble 
statue most likely depicts a Sogdian holding a beast to 
pay tribute to the Tang. 

3. ANALYSIS OF THE POLITICAL 
FUNCTION OF HANYUAN HALL 

To explore the identity of the white marble statue, it is 
inseparable from the analysis of the political function 
of the Hanyuan Hall. It is the main hall of Daming 
palace in Chang'an of Tang, and was built in 662. The 
Tang dynasty followed the system of the palace of 
Zhou rites that imperial palace must have three main 
halls. They are named Outer Hall, Middle Hall and 
Inner Hall. Ye Mengde of the Song dynasty described 
in detail the three main halls of Daming palace in the 
book "Shilin Yan". “Dengwen drum，lung stone and 
external court activities in the Cheng Tian Gate of Taiji 
Palace have been moved to the Hanyuan Hall. 
Through the amnesty, change the year title of an 
emperor's reign and other etiquette programs, the 
Danfeng Gate, including Hanyuan Hall were combined 
in one political space, they were  outer court” [4]. In a 
word, Hanyuan Hall is outer hall. One of the important 
functions of the outer hall is to hold tribute activities. 
As early as the Qin dynasty, the central government 
and surrounding areas had used the tributary system 
to clarify the central and surrounding areas order. The 
surrounding areas gifts are local specialties, rare 
treasures, exotic animals, etc.in generally. The central 
governments gifts are generally gold and silver, silk, 
medicinal materials, spices, etc. Honglusi is 
responsible for the registration and verification of 

tribute and returned items in accordance. According 
to historical records, the value of goods given by the 
central government to surrounding areas is often 
several times the value of surrounding areas tribute to 
the central government. Thus, for the central 
government, the political significance of the tributary 
system is far greater than the economic significance. 
In order to show the majesty of the emperor, the Tang 
formulated a series of measures to standardize the 
tributary system. In terms of institutional setting, the 
Tang set up an official position, Honglusi, ordering it 
to "identify the rank of all foreigners and tributes and 
treat them with guests" [5]. In order to cooperate with 
the foreign affairs activities of Honglusi, the Tang also 
set up department of vassal and other departments 
under the ministry of rites. These departments are 
responsible for their respective responsibilities and 
jointly cooperate in receiving and managing the 
tributary system of envoys and guests from various 
countries. In terms of laws and regulations, the Tang 
promulgated laws and regulations applicable to all 
tributary countries, such as" Zhen Guan rites", "Xian 
Qing rites", "Tang Kai Yuan rites" and so on. These 
laws and regulations made a detailed provision on the 
vassal states and foreigners to the tribute and 
pilgrimage activities. In addition, the Tang 
government asked the offices of the Military Ministry 
to draw the appearance and clothes of all the foreign 
envoys who came to pay tribute. This was one of the 
important measures to strengthen the archives 
management of tributary countries in the Tang 
dynasty. The "Guest Ambassador Figure" and "Bu 
Nian Figure" are all historical pictures of the Tang 
welcoming the tributary of all directions. 
If the perspective is switched from "center" to 
"surrounding ", the tributary system also had a far-
reaching impact on the regimes of ethnic minorities. 
First of all, many regimes of ethnic minorities were 
voluntary and active to the tributary system in the 
Tang dynasty, which is also known as "internal 
attachment". There is an interesting phenomenon to 
prove the above statement, ethnic minorities in the 
grassland area respect the local leader as "Khan", and 
the emperor of the Tang dynasty is respected by them 
as "Tian Khan". This kind of called has a strong nature 
of national identity. Taking the areas along the Silk 
Road as an example, ethnic minority regimes such as 
Huns, Turk and Xianbei have been living here since 
the Han dynasty. When these nomadic minorities 
compete with others, wars often break out here and 
the boundaries of regimes of ethnicity are constantly 
updated. On the other hand, the neighbor Tang, as the 
center of agricultural civilization, has political power 
stable and national strength strong. In order to occupy 
an advantageous position in the national competition 
and ensure the stable development of the nation, the 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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minority regime will take the initiative to apply to 
become an affiliated country of the Tang dynasty, in 
order to get the protection of the Tang dynasty. For 
example, in the early Kaiyuan, the war between Kang 
and Arab was frequent in Central Asia, Kang sent 
envoys to pay tribute many times, hoping that the 
Tang dynasty would send troops to help attack Arab. 
It is a rule that once the minority regime and the Tang 
dynasty formed an internal attachment, both sides of 
the tribute should abide by the agreement of "advance 
and retreat together". Therefore, the political alliance 
formed by taking the tribute as the external 
expression is a voluntary and active national identity 
of the minority regime to the Tang dynasty. 
The Tang implemented a highly autonomous ethnic 
policy towards ethnic minority areas. The Tang 
implemented the policy in various ethnic minority 
areas and set up local leader to manage ethnic 
minority affairs. The ethnic minorities in the Tang 
dynasty enjoy more political status than lots of 
dynasties. Not only leaders of ethnic minority areas 
can choose ethnic minorities, but also the people of 
ethnic minorities can join the central government as 
officials. They enjoy the same political status as the 
people of the Tang. In 630, after Taizong subdued the 
East Turks, more than 100 ethnic minorities, 
including the West Turks, held official positions above 
the fifth grade in the central government. In addition, 
the Tang clearly stipulates that after the surrender, 
the minority people do not need to change customs all 
of their tribes and follow their laws. The people in 
minority areas can make a pilgrimage to the emperor 
of Tang in their national traditional costumes. Under 
this tolerant ethnic policy, ethnic minority areas can 
receive economic assistance from the central 
government if there is a political tie with the central 
government. For ethnic minority areas, this is a very 
"cost-effective" political decision. 
The process of implementing the tribute system, 
political system, ethical order, architectural culture 
and technology of the Tang dynasty further affected 
surrounding areas. Foreigners living in Chang'an in 
the Tang dynasty included Tibetan, Japanese, Koreans, 
Sogdian, Persians, etc. Many of them entered Chang'an 
with the tribute team in the name of "offering treasure 
for the Tang". They did not leave immediately after 
offering treasure, but traveled to famous cities in the 
prosperous Tang such as Chang'an and Luoyang, and 
even became officials in central government. When 
they returned home, they transmitted the advanced 
technology of the Tang dynasty back to their local 
place, such as "the capital city of Pingcheng in Japan in 
the 8th century and the capital city of Ping'an at the 
end of the 8th century, and since the 9th century their 

shape and layout have imitated Chang'an and Luoyang 
in the Tang dynasty, especially Chang'an City" [6]. 
Such examples are numerous. The Tang established 
diplomatic relations with over 300 regimes, which not 
only reflected the grandeur of the prosperous era of 
The Tang, but also reflected the cohesion of the 
political and cultural center of The Tang.  

4. CONCLUSION 

Based on research on this white marble statue, this 
article infers that the statue is a Hu person holding an 
animal figurine. In ancient China Hu people include 
ethnic minorities and foreigners. It is recorded in 
many historical books, the emperor of the Tang 
dynasty held the conduct "hearing of all people's 
advice" and tribute activities in the Hanyuan Hall. The 
Tang dynasty formulated laws and regulations such as 
Zhenguan rites, to regulate the order of tribute. In this 
article, a white marble statue of Hanyuan Hall in 
Daming palace was confirmed to be a Hu person 
holding an animal, and proved the historical records 
of ethnic minorities and foreigners in China paying 
tribute to Hanyuan Hall of Daming palace. 
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(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
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in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. INTRODUCTION 

Design, as a creative activity, is a witness and epitome 
of culture. Design and culture are closely linked. 
Meanwhile, design changes the way culture is 
transmitted, carries cultural values and connotations, 
and has become one of the cores of cultural industrial 
development. With change of times and technology, 
design methods are also changing. From the time 
when the ancestors carve animal symbols on artefacts 
to the present day when computer technology is used 
for design, technological interventions in design 
innovation have brought new possibilities. 
In the new context of the times, cultural heritage 
innovation through technological empowerment has 
become a new proposition. From a review of the 
literature, the use of new technologies to extract 
cultural characteristics for ceramic innovation 
research has become a new trend. For example, Han 

Rong et al. analyzed the artistic and aesthetic trends 
of the Han Dynasty by classifying eared lacquer cups 
and combining ergonomics and appliance functions. 
Zhu Shang et al. studied from the perspective of 
semiotics and constructed a personalized 
customization system based on the topological 
primitive theory, which was applied in the creative 
design of intangible heritage derivatives. However, 
this method had low user participation. Shi Jie et al. 
used genetic algorithm to establish a coupling 
optimization design system to optimize the design of 
product prototype form, and discussed the feasibility 
of coupling optimization of product image prototype 
form in the refinement design of product form. Based 
on the design characteristics of user preference 
evaluation, Su Jianning et al. applied basic analysis 
method, morphological analysis method, orthogonal 
test, etc., and integrated cultural characteristics into 
the product modeling, designed the quick cup for the 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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turtle-shaped snake-pattern longevity culture, and 
effectively improved the user satisfaction of cultural 
products. According to related literature, to explore 
design applications with the use of new technologies 
can help the formation of new design methods, but 
the integration of cultural feature extraction 
applications and user preference evaluation research, 
as well as the use of image technology for multi-
dimensional feature matching to generate design, 
needs to be further developed. This study attempts to 
explore a multi-level matching generation system of 
feature language and form from crane culture and 
user needs. Based on multi-dimensional feature 
language variables, the system automatically accepts 
and processes the information to complete the 
concept of matching generation of ceramic design. 

2. ANALYSIS ON THE CULTURAL 
CHARACTERISTICS OF CRANES 

As time progressed, the crane gradually changed from 
a natural creature to an ideology, becoming an 
example of the fusion of natural imagery and culture. 
In terms of semantic expression, the crane is 
extremely rich in form and ornamentation, with a 
variety of artistic forms that are handsome and 
spacious, holy and elegant. As can be seen from the 
existing historical remains, with the change of 
dynasties and the change of people's ideology, 
material pursuit and aesthetic style, the artistic forms 
of the crane are also diversified and rich, becoming 
one of the typical cultural and artistic forms. The 
crane culture in different periods has performed the 
distinctive mark of the times, the humanistic and 
artistic style and the spiritual pursuit [1]. 

2.1. History of the Crane 

The crane was already present in people's cultural life 
during the Neolithic Age, and a pottery jar with 
painted crane figures was excavated in Linru County, 
Henan Province, in 1987. Therefore, the crane was 
regarded as a totemic culture. A crane jade accessory 
of Shang Dynasty excavated from the tomb of Fuhao 
in Anyang, Henan, performed a certain shape and 
form. According to "The Book of Songs" and "Xiaoya · 
Heming", "the sound of cranes was heard in the 
wilderness." The cranes were used as a metaphor for 
the wise men of the city who wished to be appointed 
by the emperor, and they were also referred to as the 
cranes in later times. The square pot of lotus and 
crane in the Spring and Autumn Period and the 
Warring States Period is the earliest existing art work 
on cranes and represents the highest level of bronze 

art. The emergence of square pot of lotus and crane 
marks that cranes gradually enter the vision of artists. 
Viewing 'T' painting on silk of the Western Han 
Dynasty, unearthed at Mawangdui, there ae five 
cranes singing with their heads up and two cranes 
flying with their wings out, marking that cranes begin 
to move from earth to heaven in people's minds. With 
the advent of Taoism in the Eastern Han Dynasty, the 
crane was recorded in the biographies of the 
immortals and ancient legends, becoming a symbol of 
immortality. During the Wei, Jin and Northern and 
Southern Dynasties, Confucianism, Buddhism and 
Taoism mingled with each other to produce a variety 
of ideas, and the literati used the crane to express 
their feelings. During the Tang and Song Dynasties, 
cranes were respected in poetry, and crane culture 
entered a new phase of art. During the Ming Dynasty, 
cranes began to appear in the imperial palace, where 
they were not only kept but also incorporated into the 
culture of the palace. During the Qing Dynasty, cranes 
were used on the robes of first-ranking civil officials 
and were respected as "first-ranking birds". Since the 
Republic of China, with the improvement of 
environmental awareness and the proposal of the 
concept of harmonious coexistence between man and 
the natural environment, the appreciation of cranes 
has been different from that before, and the crane 
culture has been further deepened and popularized 
due to the progress of science and technology [2]. 

2.2. Crane Pattern 

As times change, the expression of crane culture also 
varies (as shown in Fig. 1). The wares with crane 
pattern in the Neolithic Age were simple and rough in 
craftsmanship. Being influenced by primitive totem 
worship, wares with crane pattern performed 
symbolic and ritualistic features. Crane patterns were 
common on bronze vessels during the Spring and 
Autumn Period and the Warring States Period, and 
the shapes and iconography slowly became more 
lifelike. During the Qin and Han Dynasties, the crane 
motifs developed rapidly, and the carriers with crane 
patterns became more diverse, with richer shapes and 
artistic gestures. During the Tang and Song Dynasties, 
the crane became one of the most popular birds 
among the literati, and the crane motif was 
interpreted in a more dynamic and detailed manner. 
During the Ming and Qing Dynasties, crane motifs 
were mature, becoming less formal and more 
decorative and following formal beauty. With the 
evolution, artistic images of crane have become more 
mature, with the ethereal and unconventional image 
of cranes taking hold of people's hearts. 
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test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 1. Ancient artefacts of the "crane". 

2.3. Crane Posture 

The crane body is well-proportioned, with soft and 
smooth lines. "S-shaped" curve is extremely attractive 
and aesthetically pleasing, and the three most 
common postures are crane standing, crane dancing 
and crane flying (as shown in Fig. 2). The standing 
posture of the crane is vivid, varied and energetic. At 
the same time, the long and slender feet and strong 
and healthy body would show the strange and 
unusual temperament, giving people a comfortable 
and elegant visual impression. According to the "Ode 
to the Goddess of the Luo River" by Cao Zhi, the tall 
and thin man stands like a crane stretching out feet 
and neck, perfectly illustrating the elegance of the 
crane posture. The crane can sing and dance well. The 
crane dances with a dynamic posture, its long neck 
looks at the sky in a bowed shape, its wings stretch 
out with a noble temperament. The crane body is 
stretched out and its neck stretches forward as it 
soars through the sky in a proud and graceful manner. 
The Chinese image of a crane flying shows the slender 
characteristics of the crane, with the curves showing 
the rhythm and the bold use of ink in the painting, 
which is spontaneous and transparent without being 
obscure [3]. 

 

Figure 2. The three postures of the crane. 

3. MULTI-LEVEL MATCHING  
SYSTEM FOR FEATURE  
LANGUAGE AND FORM 

A multi-level matching system is a form in which 
multiple subsystems are integrated by interaction. In 
product design, the elements are interdependent and 
adaptable to each other. By analyzing the material 
language or mental preferences between the elements 
of the product form, a matching mechanism is 
obtained that can metamorphose the imaginative 
feature language into a complete design. 

3.1. Framework for a Multi-Level Matching 
System of Feature Language and Form 

The multi-level matching system of feature language 
and form consists of four feature variables selectable 
for users, including the biological feature language of 
the original material, the artefact feature language, 
the aesthetic style, and the situational expression 
(usage scenario), which can be divided in five 
operational steps, such as receiving, processing, 
analysis, matching and generation. 
Firstly, the topological structure analysis method is 
used to divide the original material into feature levels, 
filter the significant features by topological weights, 
extract corresponding contour lines, and establish the 
feature language database of original material. Based 
on perceptual imagery analysis, starting from the 
intentional feature vocabulary such as artifact feature 
language, aesthetic style and scene expression, this 
study analyzes successful cases at home and abroad, 
collates the contour lines of the imagery vocabulary 
corresponding to the imagery form, and establishes 
the imagery language database [4]. 
Secondly, on the basis of the modeling database, the 
index relationship between the intention vocabulary 
and the imagery forms in the database is established. 
Meanwhile, the imagery forms are selected through 
the index, and the imagery forms are analyzed and 
processed by using the surf feature point matching 
image splicing technology. Also, the intention form 
features and contour lines are extracted for matching, 
fusing and stitching the images, and the plan scheme 
will be output. Finally, the Richter scale is used to 
evaluate the design of the plan scheme and the best 
design scheme with distinctive cultural crane 
characteristics is selected for optimization. The 
specific framework is shown in Fig. 3. 
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test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 3. Framework of multi-level matching generation system for feature language and form (drawn by the author). 

3.2. Steps of Multi-Level Matching System 
for Feature Language and Form 

The multi-level matching system for feature language 
and form consists of the following five main steps. 

1. Creating a Database 
Based on topological structure analysis and 
perceptual imagery analysis, it is suggested to collate 
the intention vocabulary, collect the corresponding 
imagery images, and establish MYSQL database of the 
collected images. The new database is divided into the 
feature language database of the original material and 
the imagery vocabulary database [5]. 

2. Establishment of Index  
It is necessary to establish the indexing relationship 
between the intentional form and the imagery 
vocabulary based on the database. Each image will be 
noted with the imagery feature vocabulary (such as 
elegance, purity), and the feature index will be 
established according to the imagery feature 

vocabulary of each image. The main features 
extracted include crane features, linguistic features, 
artefact features, aesthetic styles, scenes of use, etc. 
               refers to the set of all 
database images, F represents the feature vocabulary 
of the image, and                     
refes to the image for which such a feature vocabulary 
exists. Based on   and  , it is suggested to create a 
backward index. The feature vocabulary   is the index 
element and the corresponding content    can be the 
corresponding image in the database. 

3. Feature Point Extraction 
Feature point matching is carried out by means of 
SURF feature point matching methods. With the use of 
SURF features, the convolution operation of image 
       with Gaussian kernel functions of different 
scales carried out to establish the scale space. 
Meanwhile, it is suggested to calculate the Hessian 
matrix H for the pixel point       in the image 
       of scale  . 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
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both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
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theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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SURF algorithm is used for fast construction of 
Hessian matrices in order to speed up the efficiency of 
operations. The determinant of the approximate 
Hessian matrix is 
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   ,     and     are the results of the convolution of 
the pixel point       with the box filters of different 
size in the image       , respectively. 

4. Feature Fusion 
Euclidean distance is used as a measure of feature 
point matching. The smaller the distance between two 
points, the higher the matching rate. The Hessian 
matrix is first used to remove the mismatched point 
pairs. When the matrix trace directions of the point 
pairs are the same, the Euclidean distance can be used 
as reference data by calculating the Euclidean 

distance. If the trace directions are different, they can 
be directly eliminated, and the final resulting feature 
points are depicted and presented on the image 
(stitched image) to output the complete solution [6]. 

5. Multi-Level Matching Optimization Design 
Five relevant designers or ceramic experts are invited 
to make suggestions for the final evaluation 
dimensions. After summarizing the results, four 
evaluation dimensions are finally established, such as 
aesthetics, matching, satisfaction and practicality, 
which are scored by means of a Richter scale. 

4. APPLICATION EXAMPLES 

4.1. Crane Feature Language Database 

After observing the crane pattern, this study uses the 
crane as original material for topological analysis and 
extracts the typical imagery of the crane. As shown in 
Fig. 4, the crown of the crane is at the second level; at 
the third level, there are head, torso and legs; at the 
fourth level. There are mouth, crown, wings, curves, 
black feet and so on. The recognizable features such 
as the crane mouth and crown can be expressed in the 
design process by way of deformation [7]. 
It is suggested to calculate topological weights by 
means of the topological weights formula: 
 

 

 

Figure 4. Topology of the crane. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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index)   refers to the layer in which the   is located;   
refers to the layer in which the   is located;   
represents the layer;          represents the total 
topological value of    and    from layer m to the 
layer  ;           refers to the topological weight 
of the       at the layer  ;    refers to the layer index 
at the layer  ;    refers to the decay coefficient;    
refers to the number of layers between    and    [8]. 
It is suggested to calculate the topological weights 
according to the formula, identify the significant 
features and non-significant features of cranes, and 
generate a database. And the user can search and 
select the material features in this system interface. 
 

4.2. Imagery Language Database 

4.2.1. Artefactual Feature Language 

Ceramic teapot samples are collected from major 
international competition winners and online 
shopping platforms and classified according to shape. 
Ceramic teapots consist of many parts, with different 
structural characteristics. Therefore, ceramic teapots 
can be broken down into a variety of separate 
structures for analysis [9]. The process of selecting 
the basic shapes of ceramic teapots tried to 
encompass different forms or shapes of spout, body, 
handle and lid (as shown in Table 1). 
 

Structure Feature Vocabulary 

Side view of spout Straight, arc, curve, combination of straight and curve 

Top view of spout Straight, curve, combination of straight and curve 

Side view of pot body Straight, arc, curve, combination of straight and curve 

Top view of pot body Round, polygon, oval 

Side view of pot handle Straight, arc, curve, combination of straight and curve 

Top view of pot handle Straight, curve, combination of straight and curve 

Side view of lid Straight, arc, curve, combination of straight and curve 

Top view of lid 
Round + combination of straight and curve/curve;  
Polygon + combination of straight and curve/curve;  
Oval + combination of straight and curve/curve 

Table 1. Imagery vocabulary on basic shape of ceramic teapots. 

 

Figure 5. Database of basic shapes of ceramic teapots. 

Structure 

Spout 

Pot body 

Pot handle 

Lid 

Feature Words 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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The corresponding imagery forms are collected 
according to the structural imagery of the teapot 
shape, the contour lines are extracted, and the shapes 
are classified and added to the imagery language 
database, as shown in Fig. 5. 

4.2.2. Aesthetic Stylistic Features 

A group discussion is used to summarize the 
vocabulary of teapot characteristics from four 
perspectives: shape, decoration, temperament and 
color. The imagery vocabulary collected is collated 
and classified through analysis and discussion, 
excluding words with similar meanings or unknown 
pointers, and the selected words are collated and 
summarized, as shown in Table 2. 

Through the questionnaire method, 20 folk ceramic 
enthusiasts and ceramic students are invited to 
conduct a semantic questionnaire survey to select 20 
semantic terms from 85 imagery terms that they find 
most relevant semanteme words, and after collating 
the results, the eight most frequent terms are derived: 
pure, modern, antique, solemn, well-shaped, slender, 
elegant and noble. Using a desktop research approach, 
the example products are analyzed to collate the 
characteristics of each imagery vocabulary and 
collated into a table, as shown in Table 3. 
Eight groups of images related to the imagery 
vocabulary are collected and analyzed to derive the 
line decoration of the teapot, with the main focus on 
the side views that show the handle and spout, as 
shown in Fig. 6, which are collated for addition to the 
imagery language database. 

 

Style Form 

Shape 
Light, elegant, strict, well-proportioned, dignified, magnanimous, full-bodied, well-defined, 
generous, firm, beautiful. 

Decoration 
Unity, enthusiasm, complexity, splendor, rhythm, contrast, fullness, clarity, simplicity, richness, 
plain, exaggerated, simple, smooth, handsome, unified, vivid, bold. 

Temperament 
Loyal, gentle, handsome, powerful, tough, brave, treacherous, funny, witty, disgusting, athletic, 
weird, smooth, upright, spontaneous, upright, elegant, firm, violent, rugged, bold, cool, dignified, 
pretty, weather, calm, intellectual, serene. 

Color 
Sharp contrast, pure, streamer, clear, complex, vivid, interesting, bold, exaggerated, complex, 
spiritual, rhythm, virtual, real, soft, simple, gorgeous, noble, fresh, simple, lively. 

Table 2. Imagery vocabulary on aesthetic style of ceramic teapots. 

Vocabulary 
on Style 

Meaning 

Pure Pure refers to giving priority to the conciseness, being simple, elegant and regular with pure color. 

Modern Modern image forms are different, mainly being concise, with simple, pure and bold glaze color. 

Antique Antique imagery is of vintage style, with its form, glaze and decoration drawing on ancient styles. 

Solemn Solemn imagery is elegant and dignified, with a decent form but no fancy decoration. 

Well-shaped Well-shaped is reflected in the round contours of the teapot, usually with a large internal space. 

Slender Slender image is the opposite of voluptuous, with tall proportions. 

Elegant Elegant image is not gaudy, with use of sedate and generous colors, paying attention to proportion. 

Noble Noble imagery is ornate, with strong color expressions to achieve a luxurious effect 

Table 3. Analysis on the imagery vocabulary characteristics of the aesthetic style of ceramic teapots. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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4.2.3. Analysis of Application Scenarios 

It is feasible to analyze and collate major international 
brand products and award-winning works of major 
competitions, collect tea set shapes for each use 
scenario, exclude similar scenarios and select 
representative scenarios, finally a total of four groups 
of scenarios related to the use of tea sets are collected, 
as shown in Table 4. The contour diagrams of the tea 
sets in each scene are analyzed and extracted, as 
shown in Fig. 7, which are collated and added to the 
imagery language database. 

 

Figure 6. Imagery vocabulary modeling database of 
ceramic teapots. 

Vocabulary 
on Scenario 

Meaning 

Teahouse 
Due to its location and functionality, the tea set in teahouse is very retro in form and decoration and 
glaze, with an exquisite workmanship and small size, which is similar to kung fu tea sets. 

Hotel 
The tea set in hotel is the opposite to that in teahouse; the tea set in hotel is generous in appearance 
and larger in size, which is related to the hotel industry, and the tea needs to be suitable for a larger 
number of customers to use together. 

Household The style of household tea sets is complicated and often matched according to personal preferences. 

Travel 
The quick tea set is maverick, as it needs to be carried around with people, so it is not very large and 
most of them are of the type that can be folded. 

Table 4. Scenario analysis on situational expression. 

 

Figure 7. Scenario expression modeling database. 

4.3. System Operation 

Based on a database, the design scheme can be 
quickly generated by matching generation system. It 
is suggested to select the feature-search on the left 
side of the home page and select "crane" as the main 
image feature for retrieval. The system displays the 
search results, as shown in Fig. 8. The most 
representative images in the crane language, such as 
the crown, mouth, neck and foot, are selected for this 
design [10]. 

 

Figure 8. System usage interface 1. 

At the end of the selection of feature language of the 
cranes, the user can choose whether to add secondary 
feature language according to his preference, such as 
the imagery of "lotus" and "Sui Bai". Then, with the 
use of the same method, it is feasible to select the 
material language for the features of utensils, 
aesthetic style, scene expression and other options in 
the left column. The specific image vocabulary is 
shown in Table 5. And the final selected feature image 
is shown in Fig. 9. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Feature Variables Basis of Selection Imagery Vocabulary 

Feature language of original 
material 

Crane culture → square pot of lotus and crane 

Porcelain with crane pattern → white 
porcelain 

Crane crown, mouth, neck and foot 

Lotus leaf, long-necked vase and 
deep-bellied cup 

Vessel feature language 
Vessels conforming to the curve of the crane 
pattern 

Spout → curve; body → curve 

Handle → arc; lid → arc 

Aesthetic style language Sensual imagery of the crane Slender, pure, elegant and modern 

Scene expression language  Household tea sets 

Table 5. Systematic selection of imagery vocabulary. 

 

Figure 9. System usage interface 2. 

 

Figure 10. System usage interface 3. 

After making sure the selection is correct, it is 
necessary to click on the NEXT button at the bottom 
right corner. The system will automatically carry out 
matching generation and finally generate 4 design 
solutions. At this time, it is suggested to carry out 
solution evaluation, as shown in Fig. 10. The matching 
solutions are evaluated in four dimensions: aesthetics, 
matching, satisfaction and practicality. 10 designers 
with industrial and ceramic design backgrounds are 
invited to evaluate the final matching and fusion 
results using the Richter scale. The higher the star 
rating, the better the matching. In the end, the scores 
of each solution are averaged to produce the final 
evaluation results shown in Fig. 11 [11]. 

 

Figure 11. Program evaluation results. 

 

Figure 12. Final design scheme. 

The aesthetics, matching, satisfaction and practicality 
of the matching results are measured together, and 
the scheme 1 with the highest average of evaluation 
results is selected for the next-step scheme. In the 
meantime, some experts in ceramic craftsmanship are 
contacted to fine-tune the unattainable or 
unconventional structure without altering its shape, 
and the physical production is carried out, resulting in 
the following drawing of the physical effect (as shown 
in Fig. 12). 

1 2 3 4 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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5. CONCLUSION 

This study conducts product design research from the 
perspective of technological intervention in 
innovative design. Starting with the selection of 
imagery vocabulary and morphology of the feature 
language, it is feasible to solve the matching problem 
between databases through index-based pattern 
matching methods, use the method of image stitching 
and fusion to achieve fusion matching between 
imagery forms, propose a multi-level matching 
system of acceptance, processing, analysis, matching 
and generation, and conduct feasibility demonstration 
through design practice cases [12]. With the use of a 
multi-level matching system to generate designs, it is 
suggested to follow the fit between users' aesthetic 
needs and the use of feature language, the product 
style features are fused with the material language, 
greatly enhancing the diversity of product forms. 
When the system is matched and fused, designers can 
choose the original material language, style features 
and scenario expressions to generate the final design 
solution. The method provides a systematic tool that 
can quickly generate designs, which can be used as a 
reference for designers. 
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Book design was no longer a simple beautification work long ago. And book design directly 
affects reading experience of readers and is also an intuitive and highly generalized display 
of text content and cultural connotations. As a kind of visual language, illustration plays an 
extremely important role in book design. In the development process of Chinese books, the 
illustrations of ancient books in different historical periods have different styles. For today's 
society which demands pluralism, the illustration elements in ancient Chinese books can 
provide rich visual elements for modern book design. In addition, through the innovative 
application of illustration elements of ancient Chinese books in modern book design, works 
with more unique Chinese national characteristics and styles can be created. "Catalog of 
Marine Creatures" was a set of pictures of ancient marine creatures drawn by painter Nie 
Huang during the Kangxi Reign of the Qing Dynasty. There are a lot of illustration elements 
in the catalog. The organic integration of these illustration elements of ancient books and 
modern book design will help promote the development of China's book design with cultural 
characteristics. 
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1. INTRODUCTION 

Book illustration is a strong visual symbol and an 
important way to visualize the text content of books. 
Book illustration elements can graphically convey the 
text content in a book through an intuitive visual 
image and further increase the interest of readers to 
read. Modern book design has developed rapidly. 
However, due to the lack of book design with both 
national characteristics and modern quality, there are 
many works drawing on foreign design styles in the 
existing book design markets, and book design lacks 
"Chinese characteristics" [1]. Illustration elements of 
ancient Chinese books are parts of traditional Chinese 
culture. The illustration elements in the books have 
the distinct characteristics of a specific era and the 
artistic conception of ancient Chinese literati. If the 
illustration elements of ancient Chinese books can be 
used in modern book design, there will be more works 
with Chinese artistic conception [2]. 

With the development of the times, people are more 
and more inclined to understand the world through 
images. Therefore, for modern book design, book 
illustration is not only an explanation of text content, 
but also an improvement of the artistic value of books. 
In the modern society with more and more developed 
science and technology, modern book design has 
higher requirements for information visualization. In 
the redesign of ancient Chinese books, it is necessary 
to retain the traditional style and characteristics, but 
also need to recreate in a novel and modern way to 
adapt to the appreciation of modern people. 

2. OVERVIEW OF ILLUSTRATION ELE-
MENTS IN CHINESE ANCIENT BOOKS 

Book illustration is an intuitive visual language and 
the role of book illustration in books is beyond doubt. 
The ancients attached great importance to the role of 
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1. INTRODUCTION 

Book illustration is a strong visual symbol and an 
important way to visualize the text content of books. 
Book illustration elements can graphically convey the 
text content in a book through an intuitive visual 
image and further increase the interest of readers to 
read. Modern book design has developed rapidly. 
However, due to the lack of book design with both 
national characteristics and modern quality, there are 
many works drawing on foreign design styles in the 
existing book design markets, and book design lacks 
"Chinese characteristics" [1]. Illustration elements of 
ancient Chinese books are parts of traditional Chinese 
culture. The illustration elements in the books have 
the distinct characteristics of a specific era and the 
artistic conception of ancient Chinese literati. If the 
illustration elements of ancient Chinese books can be 
used in modern book design, there will be more works 
with Chinese artistic conception [2]. 

With the development of the times, people are more 
and more inclined to understand the world through 
images. Therefore, for modern book design, book 
illustration is not only an explanation of text content, 
but also an improvement of the artistic value of books. 
In the modern society with more and more developed 
science and technology, modern book design has 
higher requirements for information visualization. In 
the redesign of ancient Chinese books, it is necessary 
to retain the traditional style and characteristics, but 
also need to recreate in a novel and modern way to 
adapt to the appreciation of modern people. 

2. OVERVIEW OF ILLUSTRATION ELE-
MENTS IN CHINESE ANCIENT BOOKS 

Book illustration is an intuitive visual language and 
the role of book illustration in books is beyond doubt. 
The ancients attached great importance to the role of 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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pictures when writing books and setting up theories. 
Considering the facts of "left picture and right text" 
and "left picture and right history" and the facts that 
"if there are not enough pictures, it is necessary to use 
the text to supplement [3]. If the picture is not 
complete, it is necessary to make description with the 
text", it can be seen that ancient Chinese books have a 
good tradition of pictures and words complementing 
each other. If Chinese ancient books are divided by 
their production methods, they can be roughly 
divided into two types: hand-copied books and 
printed books. Therefore, ancient book illustration 
can also be roughly divided into freehand sketching 
and engraving pictures. It is now generally believed 
that illustrations in books appear at the same time as 
books. According to "The Book of Changes · Xici", 
"there is He Tu and Luo Shu, and there are saints." 
This is a description of the appearance of "He Tu Luo 
Shu". Although there has been criticism on the 
authenticity of "He Tu Luo Shu", the words described 
in "The Book of Changes · Xici" can also reflect the 
close relationship between pictures and books. As the 
carrier of recording information, some glyphs of 
inscriptions on bones or tortoise shells of the Shang 
Dynasty are generally considered to be pictographs. It 
can be seen that graphic elements and text elements 
are symbols for the ancients to record information. In 
the Han Dynasty, Cai Lun improved the paper after 
papermaking, which was not only conducive to 
writing, but also conducive to drawing, and also 
greatly increased the illustrative elements in books. In 
"the Book of Sui Dynasty · Jing Ji Zhi", there were 14 
volumes of "Zhou Guan Li Tu", 2 volumes of "Jiao Si 
Tu" of Liang Dynasty, 9 volumes of "San Li Tu", and 10 
volumes of "Er Ya Tu". And then, the wide range of 
application and large number of illustrations in 
ancient books can be seen. In the Ming and Qing 
Dynasties, illustration elements were widely used in 
novels, playing a supplementary role to text content, 
and improving the aesthetic value and appreciation 
value of illustration novels to a certain extent [4]. 
During the development of ancient book illustration, 
illustration types of Chinese ancient books can be 
roughly divided into decorative illustration, 
illustrative illustration and appreciative illustration. 
The purpose of decorative illustration is to beautify 
the form of books and arouse readers' interest in 
reading. Typical works include the Diamond Sutra 
from Dunhuang Sutra Grottoes, etc. The purpose of 
illustrative illustration is to visually transform the text 
content in a book, deepen the understanding of the 
text on the basis of meeting the aesthetic needs of 
readers, and making up for the shortcomings of the 
text content in order to achieve the purpose of 
knowledge dissemination. Most of these illustrations 
are used in ancient Chinese books such as books on 
agriculture, military, medicine, geography, astrology, 

etc. Typical works include the "Compendium of 
Materia Medica" compiled by Li Shizhen. Appreciative 
illustrations are often used in catalogs, novels, operas 
and other types of books. The purpose of appreciative 
illustration is to vividly express the rich content in the 
original work through illustrations and further 
increase the artistic appeal of the works. The content 
depicted is generally character modeling. Typical 
works include "A Dream in Red Mansions" in the Qing 
Dynasty and "Catalog of Marine Creatures" drawn by 
the painter Nie Huang in Qing Dynasty [5]. 
To sum up, illustration elements of Chinese ancient 
books are of strong adhesion and play a role in 
making the finishing point in the original work. At the 
same time, the illustration of Chinese ancient books 
has its unique characteristics, and the works perform 
the original views of the illustrator on the text content 
of the original work. For modern book design, it is 
more conducive to create the "Chinese style" of 
modern book design to refine and convert the 
illustration elements of Chinese ancient books. 
Applying the illustration elements of Chinese ancient 
books to modern book design is one way to activate 
Chinese traditional culture. 

3. ANALYSIS ON THE CHARACTERISTICS 
OF ILLUSTRATION ELEMENTS IN 
"CATALOG OF MARINE CREATURES" 

"Catalog of Marine Creatures" is a set of illustrations 
about ancient marine creatures painted by Nie Huang 
during the Kangxi Reign of the Qing Dynasty, 
including four volumes. The first three volumes are 
now in the Palace Museum in Beijing, and the fourth 
volume is now in the Palace Museum in Taipei [6]. In 
the book, Nie Huang recorded all kinds of creatures he 
saw and heard in the coastal areas of China in a 
combination of words and illustrations. The word "错" 
in "海错图" ("Catalog of Marine Creatures") means 
"various kinds", showing the number of marine 
creatures. As early as the Western Han Dynasty, 
Chinese people began to use "海错" to represent the 
marine creature. It can be seen from this that "Catalog 
of Marine Creatures" is actually a set of ancient 
marine creatures. With rigorous research spirit, Nie 
Huang traveled to the coastal areas of China and made 
a series of investigations on coastal creatures. He 
examined them by reading a large number of ancient 
books and documents and asking local fishermen. 
Since ancient times, few catalogs related to marine 
creatures had been circulated, and Nie Huang 
recorded what he saw and heard and drew a "Catalog 
of Marine Creatures" for future generations. Nie 
Huang finally completed the "Catalog of Marine 
Creatures" in the 37th year of Kangxi Reign (1698). 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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However, Nie Huang himself had no intention of 
giving the book to the royal family. And the "Catalog of 
Marine Creatures" was brought into the palace by 
eunuch Su Peisheng in the fourth year of Yongzheng 
Reign (1726), was deeply loved by Emperor Qianlong, 
Emperor Jiaqing, Emperor Xuantong and so on, and 
once became their bedside reading materials. 
Nie Huang described more than 300 kinds of 
creatures in "Catalog of Marine Creatures", including 
invertebrates, vertebrates and many coastal plants 
[7]. Considering his own personal emotional factors, 
the biological image in the illustration elements of 
"Catalog of Marine Creatures" was created by Nie 
Huang through exaggerated freehand sketching based 
on field investigation. In addition to a large number of 
real marine creatures verified by experts, there were 
many legendary mysterious species, such as 
Mermaids and sharks. The illustration elements in 
"Catalog of Marine Creatures" show a distinctive 
personal style of the painter, which are of a certain 
reference value and significance for illustration in 
modern book design. 
On the one hand, it can be seen from the illustration 
elements of some real marine creatures in "Catalog of 
Marine Creatures" that they tend to depict the original 
appearance of marine creatures in terms of shape and 
color. The Acipenser Sinensis (it is the Chinese 
sturgeon now) in "Catalog of Marine Creatures" is 
taken as an example for analysis. As the illustration 
elements in "Catalog of Marine Creatures" (Fig. 1) are 
compared with the real biological pictures (Fig. 2), it 
can be found that there is little difference between the 
shape in "Catalog of Marine Creatures" drawn by Nie 
Huang and the real object when creating the 
illustration. That is to say, Nie Huang followed the 
original color and shape of the real object when he 
drew the biological object. From this point of view, the 
purpose of catalog is to help people see more, and it is 
not a free creation completely divorced from reality. 

 

Figure 1. Illustration elements in the book (from [6], V2). 

 

Figure 2. Picture of creatures shot in reality. From: Visual 
China Group (https://www.vcg.com). 

On the other hand, Nie Huang's rich imagination can 
be seen in the illustration elements of some 
mysterious creatures in "Catalog of Marine 
Creatures". The way he knew about the mysterious 
creatures was the oral account of local fishermen 
along the coast. Some mysterious creatures might not 
be seen by his own eyes. On this basis, he could only 
imagine the text content on the basis of summarizing 
the oral information and then creating illustrations. 
Therefore, the illustration elements of mysterious 
creatures in "Catalog of Marine Creatures" were 
bolder and had a strong personal style than real 
creatures in terms of modeling and color selection. 
This study takes Quzhuake dragon in "Catalog of 
Marine Creatures" as an example for analysis. Fig. 3 is 
the illustration of Quzhuake dragon in "Catalog of 
Marine Creatures". The dragon has always been 
considered as a creature in Oriental mythology. 
According to Quzhuake dragon drew by Nie Huang, it 
was not difficult to find that he was influenced by the 
literature about the dragon in the past dynasties. To a 
certain extent, Nie Huang retained the basic 
characteristics, for example, "horns were like that of 
deer, heads were like that of that of cattle, eyes were 
like that of shrimp, mouth were like that of donkey, 
belly were like that of snake, scales were like that of 
fish, feet were like that of Phoenix, whiskers were like 
that of people, and ears were like that of elephants" 
(see left side of Fig. 3). At the same time, creative 
artistic processing was carried out on this basis, 
breaking through the original head shape that horns 
were like that of deer and heads were like that of that 
of cattle (see right side of Fig. 3). Therefore, this part 
of the illustration elements about mysterious 
creatures were created with the painter's own 
subjective initiative. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 3. Illustration of Quzhuake dragon (from [6], Vol. 1). 

In addition, a considerable part of the illustration 
elements in "Catalog of Marine Creatures" were 
created under the influence of the biological thought 
of the ancient theory of metamorphosis, such as the 
"deer fish turning into deer" (Fig. 4) and the "Zha fish 
turning into the gull" (Fig. 5) in "Catalog of Marine 
Creatures". The ancients believed that there were four 
basic ways of reproduction of creatures, namely, 
vivipation, oviparity, Samsvedaja and metaplasia. 
Most of the metaplasia illustrations depicted in 
"Catalog of Marine Creatures" were about the 
transformation of one kind of creature into another 
kind of creature, which was very magical. At the same 
time, such illustration elements were also full of 
traditional Chinese ideology and culture, providing 
rich elements for the creation of modern book 
illustrations to a certain extent. 

 

Figure 4. "Deer fish turns into deer" (from [6], Vol. 3). 

 

 

Figure 5. "Zha" fish turns into seagull (from [6], Vol. 3). 

4. INNOVATIVE APPLICATION OF THE 
THEME ILLUSTRATION OF "CATALOG 
OF MARINE CREATURES" IN 
MODERN BOOK DESIGN 

In order to achieve the innovative application of the 
illustration elements of ancient Chinese books in 
modern book design, it is necessary to refine the 
traditional elements [8]. The image of the dragon 
redefined by Nie Huang in "Catalog of Marine 
Creatures" and the illustration elements in the book 
on the biological thought of ancient metaphysics are 
all image information that can provide rich material 
for modern book design. Adding illustration elements 
of ancient Chinese books to the design of modern 
books can promote the activation of traditional 
Chinese culture and arouse people's interest in 
traditional Chinese culture [8]. In the design of the 
modern book "Catalog of Interesting Marine 
Creatures", the author selected ten representative 
illustrations after careful reading of "Catalog of 
Marine Creatures" and made new interpretations. The 
ten illustrations are "Perch", "Well Fish", "Olecranon 
Turtle", "Hammockhead Shark", "Dragon Shark", 
"Plum Blossom Shark", "Deer Fish Transformation 
into Deer", "Zha Fish Transformation into Seagull", 
"Quzhuake Dragon" and "Mirage", of which there are 
six real species, including "Perch", "Well Fish", 
"Olecranon Turtle", "Hammockhead Shark", "Dragon 
Shark", "Plum Blossom Shark"; there are two kinds on 
metaplasia, such as "deer fish transformation into 
deer" and "Zha fish transformation into seagull"; and 
there are the mysterious species, such as "Quzhuake 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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dragon" and "mirage". To a certain extent, these ten 
different types of illustrations condense the essence of 
the illustration elements in "Catalog of Marine 
Creatures", which can make the original illustrations 
of "Catalog of Marine Creatures" fully reflect in the 
limited space of "Catalog of Interesting Marine 
Creatures". The original illustration elements in 
"Catalog of Marine Creatures" are mainly represented 
by "face". The picture is composed of different color 
blocks. The whole illustration presents the "literary 
atmosphere" of the Ming and Qing Dynasties. The 
overall tone is gray, showing a unique characteristic. 
Therefore, it is of a very high ornamental value at that 
time and even now. In contrast, after drawing on the 
illustration elements in the original work, the author 
tries to recreate ten selected illustrations in an 
illustration style that conforms to modern aesthetics. 
The overall illustration style focuses on "line", and the 
picture is created with lines. In terms of color, the 
sharpness is adjusted according to the color in the 
original work, so that the color is more saturated, and 
the contrast of the picture is enhanced, in order to 
improve the visual impact of the illustration. As 
shown in Fig. 6 and Fig. 7, the illustrations of "Zha Fish 
Transformation into Seagull" and "Plum Blossom 
Shark" use the black as the background color to avoid 
visual confusion caused by bright colors, soften an 
image with contrasting colors, and ensure the unity of 
the overall book illustration elements at the same 
time. The thickness of the lines and the light and 
shade of the colors in the picture create a sense of 
space and primary and secondary of the picture, and 
the subject color and the background color of the 
picture are higher than the color saturation and 
brightness, in order to ensure that the main body of 
the illustration can be separated from the background 
image in the picture. And it has shown a visual 
sequence. On the basis of respecting the original 
illustrations in "Catalog of Marine Creatures", it has 
injected new blood with the characteristics of the 
times in the process of innovative application to 
"Catalog of Interesting Marine Creatures". It is hoped 
that through this innovative development and 
utilization of "Catalog of Marine Creatures", more 
people pay attention to "Catalog of Marine Creatures", 
and more people understand the mystery of 
excavating the elements hidden in the illustrations of 
ancient Chinese books, so that the excellent 
traditional symbols in ancient Chinese books can be 
innovatively transformed and developed. And then, it 
is feasible to promote the "activation" of China's 
excellent traditional culture, and make the cultural 
relics collected in museums, the heritage displayed on 
the vast land, and the words written in ancient books 
come alive, and tell the story of China to the world. 

 

Figure 6. "Zha fish turning into the seagull". Source: 
drawn by the authors. 

 

Figure 7. "Plum blossom shark". Source: drawn by the 
authors. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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5. CONCLUSION 

Today, cultural self-confidence is advocated, and 
traditional Chinese culture is applied in various 
design fields. For book design, integrating traditional 
Chinese culture requires skillfully using traditional 
Chinese cultural elements in design rather than 
simply extracting patterns and making simple collages 
[9]. The illustration element of ancient Chinese books 
is a visual manifestation of traditional Chinese culture. 
Innovative application in modern books can activate 
the traditional culture behind it, so that more people 
pay attention to traditional culture. The application of 
Chinese ancient book illustration elements in modern 
book design can allow more books with "Chinese 
characteristics" and "Chinese quality" to appear [10]. 
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culture of Hakka paper sculpture in the book, allowing readers to touch the artistic charm of 
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1. INTRODUCTION 

In 2020, Ganzhou Hakka paper sculpture was officially 
identified by the Ganzhou Municipal People's 
Government as the fifth batch of representative 
projects of municipal intangible cultural heritage in 
Ganzhou. Hakka paper sculpture can also be called 
"carved paper", which is inherited from the 
development of gold and silver leveling skills in the 
Han Dynasty. After the generation, in the northern 
region of China, the folks have always been popular in 
cutting "colorful paper". Until the Tang Dynasty, the 
gold and silver leveling skills were still favored by the 
folks, making their skills handed down from 
generation to generation. Until the Song Dynasty, the 
development and maturity of the paper industry also 
made the traditional paper art develop to a certain 
extent. Paper sculpture in the Ming and Qing 
Dynasties also gradually developed and matured, and 
reached its peak in its skills and arts. Ganzhou Hakka 
paper sculpture is a continuation of ancient paper 

carving techniques and innovative exhibitions. This 
design research takes the concept book design as the 
carrier, aiming to combine the artistic characteristics 
of Hakka paper sculpture with the communication 
effect of the concept book, and create a paper 
sculpture concept book design work with light, 
shadow and three-dimensional effect. It promotes 
Hakka paper sculpture from an innovative 
perspective, allowing readers to have a deeper and 
more convenient understanding of Ganzhou's 
intangible culture — Hakka paper sculpture art [1]. 

2. GANZHOU HAKKA PAPER 
SCULPTURE ART FEATURES 

2.1. Hollow Art 

Gannan Hakka paper sculpture is an innovative and 
developed art of carving and hollowing out based on 
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Ganzhou. Hakka paper sculpture can also be called 
"carved paper", which is inherited from the 
development of gold and silver leveling skills in the 
Han Dynasty. After the generation, in the northern 
region of China, the folks have always been popular in 
cutting "colorful paper". Until the Tang Dynasty, the 
gold and silver leveling skills were still favored by the 
folks, making their skills handed down from 
generation to generation. Until the Song Dynasty, the 
development and maturity of the paper industry also 
made the traditional paper art develop to a certain 
extent. Paper sculpture in the Ming and Qing 
Dynasties also gradually developed and matured, and 
reached its peak in its skills and arts. Ganzhou Hakka 
paper sculpture is a continuation of ancient paper 

carving techniques and innovative exhibitions. This 
design research takes the concept book design as the 
carrier, aiming to combine the artistic characteristics 
of Hakka paper sculpture with the communication 
effect of the concept book, and create a paper 
sculpture concept book design work with light, 
shadow and three-dimensional effect. It promotes 
Hakka paper sculpture from an innovative 
perspective, allowing readers to have a deeper and 
more convenient understanding of Ganzhou's 
intangible culture — Hakka paper sculpture art [1]. 

2. GANZHOU HAKKA PAPER 
SCULPTURE ART FEATURES 

2.1. Hollow Art 

Gannan Hakka paper sculpture is an innovative and 
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the characteristics of traditional paper-cutting 
techniques. The hollow carving of each piece is 
superimposed by multiple layers to form a relief 
effect, making it full of unique expressiveness. All in 
all, Hakka paper sculpture is inspired by the 
traditional Chinese paper-cut art, and its novelty lies 
in the addition of superposition techniques. 
The difference between paper sculpture and paper-
cutting is that the art of paper-cutting uses scissors to 
carefully cut the folded paper according to the 
predetermined shape and pattern. After cutting, most 
of the paper-cutting art is to present a symmetrical 
pattern. The figures of paper sculpture are often like 
paintings. The overall art form does not pursue the 
beauty of symmetry. It needs to be manually carved 
and superimposed layer by layer. It requires a lot of 
time and energy of the craftsman to complete. 

2.2. Three-Dimensional Art 

Hakka paper sculpture is a hollow art that has been 
passed down through the ages, but its innovation lies 
in the three-dimensional light and shadow effect 
formed by layering the hollow art. Although the 
selection of paper sculpture materials is simple, paper 
sculpture artists have innovated the traditional Hakka 
paper-cut single-layer hollow art to create layered 
Hakka paper sculpture paintings. Using the hollowing 
art of traditional Hakka paper-cut and the new 
technique of layering, they can express the creative 
content richly. 
The production steps of Hakka paper sculpture are to 
design the artwork on the selected paper first, and 
then engrave on the paper. According to the front and 
back relationship between the main object and the 
background of the picture, the sculptor sorts out the 
front and back relationship of the engraved paper, and 
carefully carves one by one, so each of the presented 
effects has its own differences, and the whole presents 
different changes. The last step is to glue the engraved 
paper together layer by layer according to the front 
and back relationship to form a whole. The entire 
paper sculpture works in a concave and convex three-
dimensional state according to the situation, which is 
also the highlight of Hakka paper sculpture different 
from other paper sculpture arts [2]. 

3. FEATURES OF CONCEPT BOOKS 

Concept book is an innovative book design form that 
is rooted in traditional books but has a strong 
breakthrough nature and pursues multiple ways to 
realize book content. The overall design framework of 
concept books includes rational editing content and 
physical modeling structure. Rational editing content 
is the traditional content expression and book 

characteristics in books, that is, the functional 
characteristics of concept books; the physical 
modeling structure is an innovation in the form of 
communication of books, and the pictures are mainly 
reflected in materials and content display, which are 
the artistic characteristics of concept books. In short, a 
concept book is actually a book design that is rooted 
in the content expression function of traditional books 
and innovates its expression, giving readers an 
interactive, novel, and breakthrough reading 
experience. Due to the innovation and uniqueness of 
concept books, it is difficult to mass-produce them 
and circulate them in the market. 

3.1. Artistic Features 

The biggest difference between concept books and 
traditional books lies in their artistic characteristics, 
and the entire book design process is an exploratory 
design. The art form of concept books is mainly based 
on the form of expression and material craftsmanship 
to make breakthrough designs and unprecedented 
attempts in traditional books. The main purpose of 
concept books is to innovate readers' reading 
methods and change readers' traditional aesthetics of 
book art, and seek the design direction of future books 
on this basis. The significance of combining the design 
form of the concept book with the traditional Hakka 
paper sculpture art is that it can beneficially expand 
the mode of information transmission for readers, and 
can also provide readers with comprehensive and 
diversified knowledge, showing the Hakka intangible 
cultural heritage paper sculpture skills not only in the 
form of words, but also in the form of words. The 
eclectic artistic expression of concept books allows 
the public to get in touch with paper sculptures and 
understand the inherent craftsmanship and culture of 
paper sculptures, becoming the latest carrier for the 
dissemination and inheritance of intangible cultural 
heritage [3]. 

3.2. Functional Features 

The artistry of concept books is also an innovation 
and breakthrough in the original function of the book 
to spread knowledge. Its design method also needs to 
follow the reading habits and basic scientific 
typesetting embodied in traditional books, in order to 
ensure the most basic communication function of the 
book. The concept books are a bold prediction and 
imagination made by the designer for the future book 
development trend. The reason for the combination of 
intangible cultural heritage and concept books this 
time is that concept books can not only innovate a 
large number of artistic designs but also continue to 
maintain the unique functional characteristics of 
traditional books. The multi-dimensional knowledge 
dissemination of Ganzhou's intangible cultural 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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heritage paper sculpture, Hakka folk culture, 
Songcheng culture, etc. can be integrated in the 
inclusive concept books. Concept books can not only 
express the carving art of paper sculpture, but more 
importantly, the interactive emotional communication 
generated by multi-sensory interactive reading, and 
finally organically integrate the artistry and culture of 
paper sculpture [4]. 
For example, in 2019, the masterpiece of the French 
picture book diva Rébecca Dautremer — "I'm Waiting 
for You", this book uses the world's top craftsmanship 
to create a three-dimensional perspective and a sense 
of time and space intertwined on the paper as thin as 
a hair. The use of paper sculpture skills in books has 
received a lot of praise. 

4. INHERITANCE OF GANZHOU HAKKA 
PAPER SCULPTURE 

At present, a large part of intangible cultural heritage 
is gradually disappearing and declining. The reason is 
that most people do not know about intangible 
cultural heritage or even know its existence. Today's 
large-scale production of machinery also brings 
pressure to the inheritors of handicrafts, making the 
inheritance of intangible cultural heritage handicrafts 
fall into layers of difficulties. Many folk arts and crafts 
have been lost, and the inheritance and protection of 
intangible cultural heritage handicrafts requires great 
attention from all walks of life. Ganzhou intangible 
cultural heritage Hakka paper sculpture is a 
handicraft that combines traditional inheritance and 
modern innovation. It not only contains the profound 
history of the development and evolution of Chinese 
paper sculpture in past dynasties, but also reflects the 
Hakka people's new development and innovation of 
traditional crafts. 

4.1. Culture Inheritance Difficulties 

The current inheritance difficulties of Ganzhou Hakka 
paper sculpture are like those of other handicraft 
intangible cultural heritage. People in a large part of 
Ganzhou still don't know much about the production 
process of Hakka paper sculpture and its inherent 
historical heritage culture, or even the existence of 
Hakka paper sculpture. As a result, the Hakka people 
have very little awareness of the protection and 
inheritance of Hakka paper sculpture, lack of training 
of intangible cultural heritage inheritors, incomplete 
laws and regulations on the protection mechanism of 
intangible cultural heritage, insufficient publicity and 
insufficient sources of protection funds [5]. 

At present, the inheritance and protection measures 
for Hakka paper sculpture are also too small in scope, 
and more efforts are needed to combine traditional 
culture with modern industries to improve the 
public's awareness of cultural protection. 
For the protection of the traditional paper art 
intangible cultural heritage of Hakka paper sculpture, 
it is a must to clearly know that each project carries a 
unique historical mission and cultural value. Every 
craftsman in the Hakka area deserves to be highly 
valued and protected. The inheritance and innovation 
of Hakka paper sculpture also represent the 
crystallization of the wisdom of the Hakka people. The 
artistic content expressed by Hakka paper carving 
also has the unique history, culture and living customs 
of Ganzhou Hakka, and contains the local spirit and 
customs, which is unique and irreplaceable. 

4.2. Fine Craftsmanship 

Zhang Shoujiang, the intangible cultural heritage 
inheritor of Hakka paper sculpture, introduced that 
"the production of Hakka paper sculpture in Ganzhou 
can be divided into six major processes: drawing 
draft, drawing decomposition, material selection, 
engraving, trimming, and superimposing. The first 
step of drawing draft is divided into creative draft and 
shooting material, both of which need to be clearly 
drawn on the drawing paper; The second step is 
drawing decomposition. This step is the key step to 
make the engraving picture produce a three-
dimensional effect. It needs to analyze the layering 
effect of the picture carefully. Even the small tiles in 
the building in the engraving picture can be divided 
into more than ten layers; the third part of the 
material selection is mainly to choose the engraved 
paper. Generally, Mr. Zhang Shoujiang uses textured 
coated paper or kraft paper; the fourth part of the 
engraving is the main link. It begins to be decomposed 
according to the previous drawings. The overall 
engraving steps are from top to bottom, and the 
intensity is moderate; the fifth part is trimming, which 
is to start repairing the places with burrs or 
unevenness. The craftsman first uses a shaping pen to 
scrape the back of each part of the paper, and then 
uses a scratch pen to "trace" the lines drawn in the 
previous stage, and the picture will appear three-
dimensional; The sixth part is superimposing, that is 
to glue the carved parts in sequence into a whole layer 
by layer according to the requirements of the 
decomposition instruction diagram. 
The division of Hakka paper sculpture production 
links makes the production division of Hakka paper 
sculpture clear and practitioners may be engaged in 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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one process in their entire lives. It is difficult to meet 
the current production needs, and it is difficult to pass 
on the skills to the next generation in the current 
environment. In comparison, the initial process of 
Hakka paper sculpture has low technical content. 
Many other paper sculptures can cooperate with 
machines to improve efficiency, and the competition 
is becoming more and more fierce. Its fine hand-
making skills have also become a major difficulty in its 
development [6]. 

5. HAKKA PAPER SCULPTURE DESIGN 
BASED ON CONCEPT BOOKS 

The combined design of Ganzhou Hakka paper 
sculpture and concept books not only allows readers 
to fully understand the artistic characteristics of 
Hakka paper sculpture, but also read the written 
materials in the books to gain in-depth understanding 
of the history and culture behind the intangible 
cultural heritage. The design of a concept book starts 
by following the title design in the book tradition. The 
artistic feature of Hakka paper sculpture — its 
difference with other paper sculptures is its three-
dimensional effect. Mr. Zhang Shoujiang said: Paper 
sculpture is a kind of hollow art. The hollow art like 
paper cutting has been circulated among the people 
for thousands of years. The hollow art has an 
extension, that is, superimposing, and superimposing 
can make it a relief effect. From this, it can be seen 
that the difference between Hakka paper sculpture 
and other paper sculpture art lies in "superimposing", 
and the title of this concept book is "Superimposition". 
The content of the book is divided into two volumes, 
the first is a paper sculpture book, which mainly 
shows the carving effect of each layer of the paper 
sculpture. The second volume is a folded version of 
the intangible cultural heritage, mainly showing the 
inner culture and history of Hakka paper sculpture. 

5.1. Artistry 

The artistic features of Hakka paper sculpture lie in 
hollowing art, superimposing art, and three-
dimensional art, so the design effect of the whole book 
is naturally formed by carving techniques, and the 
pages and pages also form a superimposed effect. A 
set of three-dimensional effects will also be formed 
after the pages are unfolded (Fig. 1). The engraved 
paper should not be too thin, and according to the 
overall book effect, the craftsman can use thicker 
250g diamond paper with slight texture on the front 
and back for page-by-page engraving. The contents of 
the carvings are mainly the Bajingtai, the symbolic 
ancient buildings in Ganzhou City. The location of 
Bajingtai is the confluence of Zhangshui River and 

Gongshui River, and it is also a landmark building of 
the ancient city of Song Dynasty. On this basis, it can 
spread the regional culture of Ganzhou and the 
ancient Songcheng culture. After the engraving of each 
page is arranged, it is bound with a naked back, which 
is helpful for the display of the three-dimensional 
effect after the book is unfolded [7]. 
The book is presented as a whole in two volumes, and 
the format of the book is a small square of 13×13 cm. 
The overall book is small and exquisite and easy to 
carry. Finally, the form of double-layer book box is 
designed, and the two books of art and culture are 
respectively placed in the double-layer book box to 
form a whole set of books. 

 

Figure 1. The artistic part of "Superimposition". 

5.2. Cultural Nature 

For the inheritance of Hakka paper sculpture 
intangible cultural heritage, the most important thing 
is to attract people's attention, and the most 
important step to attract attention is to completely 
and effectively spread the inherent historical 
significance and cultural connotation of Hakka paper 
sculpture. Although there is a detailed introduction to 
paper sculpture in the Hakka Paper Sculpture 
Museum, it has not been organized into a book. It is 
difficult to show tourists a deeper skill when watching 
it. The records of the books can enable readers to read 
slowly and calmly, and have a deep understanding of 
the cultural connotation of Hakka paper sculpture [8]. 
The second volume of "Superimposition" (Fig. 2) is 
designed for the textual introduction of Hakka paper 
sculpture. It adopts the form of folding and packaging. 
The content of the introduction is divided into two 
parts. The first part is "Introduction to Hakka Paper 
Sculpture Craft", and the second part is "Introduction 
to the Heirs of Hakka Paper Sculpture". The first part 
includes four chapters: the origin of paper sculpture, 
"artistic features", "production materials" and 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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"creative process". The classical vertical text layout 
reflects the classical charm of paper sculpture. The 
second part consists of six chapters: "Introduction of 
Inheritors", "Creation Source", "Work Introduction", 

"Inheritors' Quotations", "Inheritance and 
Innovation", "Inheritance and Contribution". In this 
way, the whole Hakka paper sculpture production 
culture is introduced. 

 

 
Figure 2. The culture part of "Superimposition". 

5.3. Inheritance 

The design of Hakka paper sculpture books based on 
concept books is to combine books and paper 
sculpture for a better combination. Hakka paper 
sculpture not only carries the inheritance of historical 
paper sculpture craftsmanship, but also carries a lot of 
information about Hakka culture and Ganzhou ancient 
Song city culture [9]. All these need to be discovered 
and carried forward in a form that modern people like 
and hear. The design of concept books is extremely 
inclusive, and can combine a large number of artistic 
techniques with text information (Fig. 3). Combining 
the two can give readers a better reading experience, 
and make the paper sculpture jump out of the glass 
frame, allowing readers to have a better tactile 
experience. This can make readers to experience the 
charm of Hakka paper sculpture, in order to further 
unconsciously spread and inherit the culture of Hakka 
paper sculptures, which is intangible cultural heritage 
in Ganzhou [10]. 

 

Figure 3. The flat patternmaking of "Superimposition". 

6. CONCLUSION 

Application of Ganzhou intangible cultural heritage 
Hakka paper sculpture in modern concept books can 
further combine traditional paper art culture with 
modern emerging culture. While retaining the artistry 
of Hakka paper sculptures, it can also maximize the 
characteristics of books that can be recorded and 
disseminated, and inherit the artistry and culture of 
Ganzhou Hakka paper sculpture. Protecting intangible 
cultural heritage is Chinese people's recognition of 
traditional Chinese culture, and it is also Chinese 
people's responsibility. Hakka paper sculpture carries 
the Hakka culture, regional customs and ancient 
Songcheng culture of Ganzhou, and is also a 
traditional paper art that everyone can be proud of. In 
the face of the inheritance dilemma of Ganzhou Hakka 
paper sculpture, it is necessary to conduct better 
study, propose a more suitable inheritance and 
development model, protect the country's intangible 
cultural heritage on this basis, and improve the 
cultural self-confidence of Chinese people. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. INTRODUCTION 

As a communication medium, public welfare posters 
can effectively disseminate and be captured by the 
audience depending on the theme, content, creative 
viewpoints and expression techniques of the poster 
design [1]. Isomorphism is the most commonly used 
strategy in the performance of public welfare posters. 
In the following, by analyzing the isomorphism 
methods used in some excellent cases, the authors 
summarize the key points that need to be paid 
attention to in the use of heterogeneous isomorphic 
methods in public welfare posters, which are to 
reflect simplicity, highlight interestingness and 
enhance emotionality. Combined with three 
requirements that the design of public welfare 
posters should highlight the theme, the point of view 
should conform to ethics, and the exaggeration and 
metaphors should be appropriate, the authors carried 
out design practices corresponding to three key 
points on the themes of protecting the environment, 
paying attention to marine life and food crisis, in 
order to achieve the publicity effect that the public 
welfare posters want to achieve. 

2. HETEROGENEOUS ISOMORPHISM 
AND GESTALT PSYCHOLOGICAL 
AESTHETICS 

Heterogeneous isomorphism, as an important part of 
Gestalt's psycho-aesthetic theory, firstly emphasizes 
"gestalt" [2]. Gestalt must be a whole, and there is an 
internal connection between all parts, forming an 
inseparable organic whole. The whole should be 
composed of various elements and components, but 
the gestalt cannot be decomposed into various 
components, and its characteristics and properties 
cannot be found from the original components. 
Heterogeneous isomorphism theory refers to the 
psychological change of the pursuit of the balance of 
power produced by the subject observing the object 
due to visual perception, that is, the heterogeneous 
isomorphism of a physical phenomenon and a 
psychological phenomenon. What it reveals is a 
dynamic change process of aesthetic experience from 
aesthetic object to aesthetic subject. In the same way, 
transforming it into a design technique and applying 
it to the graphic design language of the poster will 
also lead people to pursue the balance of forces in the 
picture, that is, when the graphics of different 
materials are combined into a new graphic, the 
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1. INTRODUCTION 

As a communication medium, public welfare posters 
can effectively disseminate and be captured by the 
audience depending on the theme, content, creative 
viewpoints and expression techniques of the poster 
design [1]. Isomorphism is the most commonly used 
strategy in the performance of public welfare posters. 
In the following, by analyzing the isomorphism 
methods used in some excellent cases, the authors 
summarize the key points that need to be paid 
attention to in the use of heterogeneous isomorphic 
methods in public welfare posters, which are to 
reflect simplicity, highlight interestingness and 
enhance emotionality. Combined with three 
requirements that the design of public welfare 
posters should highlight the theme, the point of view 
should conform to ethics, and the exaggeration and 
metaphors should be appropriate, the authors carried 
out design practices corresponding to three key 
points on the themes of protecting the environment, 
paying attention to marine life and food crisis, in 
order to achieve the publicity effect that the public 
welfare posters want to achieve. 

2. HETEROGENEOUS ISOMORPHISM 
AND GESTALT PSYCHOLOGICAL 
AESTHETICS 

Heterogeneous isomorphism, as an important part of 
Gestalt's psycho-aesthetic theory, firstly emphasizes 
"gestalt" [2]. Gestalt must be a whole, and there is an 
internal connection between all parts, forming an 
inseparable organic whole. The whole should be 
composed of various elements and components, but 
the gestalt cannot be decomposed into various 
components, and its characteristics and properties 
cannot be found from the original components. 
Heterogeneous isomorphism theory refers to the 
psychological change of the pursuit of the balance of 
power produced by the subject observing the object 
due to visual perception, that is, the heterogeneous 
isomorphism of a physical phenomenon and a 
psychological phenomenon. What it reveals is a 
dynamic change process of aesthetic experience from 
aesthetic object to aesthetic subject. In the same way, 
transforming it into a design technique and applying 
it to the graphic design language of the poster will 
also lead people to pursue the balance of forces in the 
picture, that is, when the graphics of different 
materials are combined into a new graphic, the 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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human vision will stimulate the brain's imagination 
and association to pursue its balance, in order to 
actively explore the information to be conveyed by 
the poster. And one of the principles to be followed in 
this activity is "simplification". The appearance 
presented by the simplified graphics gives people the 
best and most comfortable spiritual experience. 
From above brief description of Gestalt psychological 
aesthetics of the heterogeneous isomorphism, it can 
be seen that the use of heterogeneous isomorphic 
expression techniques combined with concise, clear, 
relaxed and interesting design methods can help 
achieve the purpose of effectively conveying 
information in public welfare poster design. 

3. DESIGN REQUIREMENTS AND  
CASE ANALYSIS OF PUBLIC 
WELFARE POSTERS 

Public welfare posters convey a certain concept of 
public welfare in the form of posters. It does not have 
any profit purpose for the public. Its purpose is to 
promote the reflection, thinking and action of 
individuals and even the society on a certain issue by 
disseminating information. The design points to be 
followed in the design of public welfare posters 
mainly include the following three points. 

3.1. Theme and Appeal Should Be Clear 

A clear theme is the first level of creating a public 
welfare poster. Only when it is clear which category of 
the topic of ecology, society, morality, politics and 
security belongs to, can the designers continue to 
think about the next step. The message to be 
conveyed by the poster must be specific and definite, 
so the corresponding theme must also be clear [3]. 
However, it is necessary to accurately and specifically 
convey information within a limited screen, and in a 
short period of time, the audience can be interested in 
watching and can also arouse their thinking. This 
requires that the public welfare posters should not be 
less in the performance of the theme, which may 
make it difficult to explain the content to be expressed 
and feel incomplete. It can't be too much, and too 
much performance will make the point that the 
designers want to express the most not to be 
highlighted. Too little or too much is not desirable, 
and it means that there is no theme. Therefore, in the 
process of design, it is necessary to grasp a degree. It 
is necessary to express the theme in a small and 
precise manner, which can arouse people's thinking, 
and persuade and warn the audience. 

3.2. Creative Viewpoints Should Be  
Correct and Ethical 

On the basis of the clear and clear appeal of the first 
point, it is not enough to just stick to the theme, but 
also to restrict the creative viewpoints put forward on 
the theme, and not to aimlessly create ideas. Public 
welfare posters are advertisements without any profit 
purpose, and the objects they serve are the public and 
the society. The things that face the public and face 
the society must require that what they promote is 
active, positive and upward. And those passive, 
negative, and distorted values naturally cannot 
appear. Only things with positive energy can arouse 
the sunny side of people's hearts. Therefore, when 
conceiving the creative viewpoints of public welfare 
posters, the designers must conform to the 
requirements of social morality and ethics and the 
essence of traditional culture. 

3.3. Appropriate Exaggeration and  
Clever Metaphors 

While following the above two basic requirements, 
the designers must also grasp the "degree" of the 
means of expression. The following three techniques 
are commonly used in creative expression of public 
welfare posters, namely exaggeration, metaphor, and 
association. The main purpose of using it is to make 
the viewers generate memory points so that the 
information that the poster wants to convey can be 
accurately transmitted to the viewers. Excessive 
exaggeration, metaphors, and associations will cause 
psychological and physical discomfort to the viewer. 
Although it brings shock, it lacks some humanistic 
care. Appropriate exaggeration can effectively attract 
the public's visual attention and cause them to think 
and even act. A clever metaphor is to use a simple and 
easy-to-understand graphic language to describe 
complex truths or phenomena [4]. Association is the 
decoding and reconstruction of the result of human 
cognition of things, and association itself will trigger 
thinking and generate memory points when the 
viewer sees it for the first time. The most important 
thing for public welfare posters to achieve a good 
communication effect is to make the concept generate 
memory points through association. 

4. APPLICATION OF HETEROGENEOUS 
ISOMORPHISM IN PUBLIC  
WELFARE POSTERS 

The "heterogeneity" of heterogeneous isomorphism is 
the feeling of different textures produced by the 
objects in contact with people's sight based on life 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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experience and judgment. For example: the waves are 
stirred up by the water hitting the shore, giving 
people a cool and feeling of weight, while the smoke is 
thin and soft, without weight. In order to create visual 
conflicts, objects of different textures can be partially 
connected, or other objects can be used to replace 
part of the original object organization structure, so 
that what people see conflicts with the previous 
unconscious judgment activities in their minds, and in 
order to balance this conflict, vision will cause the 
brain to actively think and reconcile this conflict, 
which can enhance the attractiveness of the changed 
graphics to the viewer. 

4.1. Embodying Simplicity 

The art of public welfare poster design is not like 
movies and dramas, which can have a complete plot 
to express the central idea. It can only express 
everything through an instant picture [5]. Concise 
graphic language, the meaning is relatively clear, the 
directivity is relatively single, and it is not easy to 
produce ambiguity. Heterogeneous isomorphic 
graphics are used in the design of public welfare 
posters, because the lack of parts of objects will make 
the expression of the works tactful, thus triggering 
people's effective thinking.  
Fig. 1 shows a series of public welfare posters about 
promoting stopping wasting life. The vital organs of 
the human body give people a feeling of freshness and 
vitality because they are closest to the human body 
itself, while black plastic gives people the feeling of 
dullness and inferior quality. By isomorphizing the 
important organs of the human body such as the 

heart, liver, lungs and black plastic bags, it succinctly 
shows that wasting one's life is like throwing away 
important parts of life as garbage. Important things 
lose their original vitality and become meaningless. 
The simpler the design of the public welfare poster, 
the more prominent the theme, and the more focused 
the points. Heterogeneous isomorphic figures express 
rich connotations in the most concise form, and this 
less-is-more is the expression of artistic maturity. 

4.2. Highlighting the Interestingness 

The purpose of public welfare poster design is not 
only to effectively disseminate information, but also 
to cater to the audience's preferences. If information 
conveyed by public welfare posters is regarded as a 
product, then the designers create what kind of visual 
experience the consumers like. If the designers want 
to make the design content of public welfare posters 
deeply rooted in the hearts of the people and make 
people willing to accept it, it is necessary look at it 
from the perspective of the audience, and seek an 
itching point that can really grab the viewer and 
mobilize the viewer's interest in "buying" the product 
through transpositional consideration. An effective 
way is to add interestingness to the graphics, in short, 
to make the graphics look interesting and fun [6]. 
Heterogeneous isomorphism method can choose 
typical convincing graphics as central visual elements, 
and use the similar phenomenon between graphics 
and graphics to carry out isomorphism. This form not 
only opens up a new way for the content performance 
of poster advertisements but also for enhancing the 
interest of works. 

 

 
Figure 1. Series of public welfare posters of "Stop Wasting Your Life" (source: https://webecoist.momtastic.com). 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 2. Protect the environment and protect wildlife (source: https://brightside.me). 

As shown in Fig. 2 (left), the cute shape of the polar 
bear shows a gesture of calling for help, and the thick 
smoke that emerges represents the pollution caused 
by humans to the environment. By isomorphizing the 
shape of the polar bear and the white smoke from the 
chimney, people's associations are aroused, and this 
cute form is used to call on people to reduce the air-
polluting gases emitted by human activity and jointly 
protect our homeland. While making people feel 
uncomfortable inside, it can also be expressed more 
gently. As shown in Fig. 2 (right), the naive animal 
image and the letters in the vision chart are 
heterogeneous isomorphism. The lower the eye chart 
is, the more unclear it is, and the animals gradually 
become smaller or even disappear with the eye chart. 
It is interesting and can also cause reflection, thus 
stimulating people's action to protect animals. 
Heterogeneous isomorphic graphics are just right to 
add interest and eye-catching, so that viewers can 
unconsciously receive the information conveyed in 
the poster in a relaxed and pleasant mood, thereby 
transforming it into the power of action [7]. 

4.3. Enhancing Emotionality 

The audiences of public welfare posters are people, 
and people need to be moved by feelings and reason. 
The feelings here refer to emotion. Human emotion 
usually induces people's actions, which coincides with 

the ultimate purpose of public welfare poster design. 
A poster is not only to convey information to the 
viewer, but more importantly, the designers hope that 
it can inspire thinking and ultimately inspire action 
through viewing. With emotional intervention in the 
poster, it is easier to move, infect and affect people. 
Fig. 3 shows a group of public welfare posters for 
animal protection. Giraffes, crocodiles, and elephants 
in nature are selected, but they are not shown in their 
common forms, but cut off with similar shapes to tree 
stumps. The chopped tree stumps will remind people 
of sharp axes, and the limbs of some animals are 
reminiscent of the tragic conditions of animals after 
their homes have been destroyed. The designers 
conduct heterogeneous isomorphism of the two and 
make a cut at the end. The intention is to show that 
cutting down trees will destroy animal homes, which 
is equivalent to harming wild animals. Through this 
heart-wrenching picture, it touches the hearts of the 
viewers and calls on people to protect animal homes. 
The theme of public welfare is oriented to human 
beings, so it will definitely be people-oriented, and the 
heterogeneous isomorphic graphics can touch 
people's hearts in a concise but not simple way, 
trigger deep emotions, evoke memories, generate 
associations, and emotionally resonate with people. It 
is definitely the most effective communication. 

 

 
Figure 3. Series of public welfare posters of "Guarding Animal Homes" (source: https://www.commarts.com). 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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4.4. Application Practice 

Through the analysis of the design requirements of 
public welfare posters and application case analysis of 
heterogeneous isomorphic graphics in public welfare 
posters, it can be clear that when designing public 
welfare posters, first of all, the theme and the appeal 
should be clear, secondly, the creative viewpoints 
should be correct, in line with morality and ethics, and 
finally there can be appropriate exaggeration and 
clever metaphors in design. The application of 
heterogeneous isomorphic graphics to the design of 
public welfare posters can reflect simplicity, highlight 
interestingness and enhance emotionality. Based on 
the guidance of the above methods, this public 
welfare poster design selected three themes for 
poster design, namely environmental protection, 
marine life protection and food crisis. 
The design was initially brainstormed through the 
"petal" mind map, that is, the shape of the petals was 
simulated, and the keywords that matched the theme 
were listed first, and then the nouns with a greater 
degree of association were listed one by one and the 
listed nouns were screened, and words that are 
similar in shape and related to the theme for poster 
content creation were selected.  

4.4.1. Design Process and Description of "Gift" 

The first is the design of public welfare posters with 
the theme of protecting the environment. Human 
industrial activities emit waste gas, which causes 
environmental changes and brings about natural 
disasters caused by many environmental problems, 
such as earthquakes, tsunamis, and global warming. 
Through the noun screening of the mind map, it is 
found that the flue gas emitted by the chimney and 
the waves caused by the tsunami have no fixed shape. 
The similar parts of the two can be isomorphic, the 
waves caused by the tsunami give people the feeling 
of danger, and the smoke from the chimney can be 
reminiscent of the exhaust gas of the factory. The 
simple combination of the two can trigger people's 
thinking about the danger of natural disasters caused 
by exhaust gas, and two different styles have been 
tried. One is a flat style (Fig. 4) and the other is a 
hand-painted style with a crayon texture (Fig. 5). 
After comparing and thinking, the two styles were 
combined (as shown in Fig. 6), refined and details 
added to make the picture look more vivid and rich. 
Since the content expressed by the theme is a natural 
disaster – tsunami caused by human industrial 
activities – the poster is named a slightly ironic "Gift". 
The overall tone of the picture adopts the inherent 

color of the object, and at the same time adopts the 
law of gradual beauty of form, that is, the white smoke 
gradually changes into the waves formed by the 
isomorphism of the smoke and white waves stirred by 
the waves, and the part of the waves and water is 
blue-green. The overall composition is vertical. The 
three groups of graphics are concise and the theme of 
the poster is placed in the lower left corner in the 
form of a seal, filling the blank part of the picture, 
which not only clarifies the theme, but also achieves a 
certain balance in the layout of the poster, making the 
visual effect of the picture more complete. 

 

Figure 4. Sketch 1 of "Gift" (source: made by the authors). 

 

Figure 5. Sketch 2 of "Gift" (source: made by the authors). 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 6. Completed picture of the poster "Gift" (source: 
made by the authors). 

4.4.2. Design Process and Description of  
"QR 'Hippocampus'" 

"QR 'Hippocampus'" is a public welfare poster about 
protection of marine life. The purpose of the creation 
is to hope that people can pay more attention to the 
current situation of marine life. Therefore, it is 
associated with the media that people use every day, 
such as traditional media like newspapers or new 
media such as mobile phones. Through association, 
"code" and "horse" have a homophonic relationship in 
pronunciation. The shape of the hippocampus can be 
reminiscent of marine creatures, and the appearance 
of the QR code will make people feel "scanning the 
code to pay attention". The two are combined to a 
certain extent, and the theme can be expressed by 
scanning the code and paying attention (Fig. 7). At 
first, the QR code and hippocampus were completely 
isomorphic, and the recognition of the hippocampus 
was not high. In the subsequent production process, 
in order to increase the interestingness of the 
viewers, the designers decided to refine it, and only 
the body part of the hippocampus and the QR code 
are heterogeneous and isomorphic, and the scan 
frame is removed to create the feeling of lack to 
trigger people's active thinking (as shown in Fig. 8). 
And the sketch was refined in a more realistic way to 
enhance the sense of reality. In the process of 
perfecting the poster, the heterogeneous isomorphic 
figures are arranged through repeated formal beauty 
laws, and the English letters of the theme are placed 
on the top layer of the picture to enhance the formal 
sense of the poster (see Fig. 9). 

 

Figure 7. Sketch 1 of "QR 'Hippocampus'" (source: made 
by the authors). 

 

Figure 8. Sketch 2 of "QR 'Hippocampus'" (source: made 
by the authors). 

 

Figure 9. Completed picture of the poster "QR 
'Hippocampus'" (source: made by the authors). 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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4.4.3. Design Process and Description  
of "Breakout" 

The last is the public welfare poster design about the 
food crisis. This poster is to remind people to cherish 
food by expressing human desire for it. By breaking 
the hemp rope, the wheat and the hand eager for food 
are heterogeneous isomorphic with the broken part of 
the rope. The thinnest part of the hemp rope is about 
to break, creating a tense atmosphere, and the broken 
part is the hands of human beings who cannot touch 
the food, which stimulates people's inner fear of 
losing food and makes them think and even act to 
cherish food more. In the first draft stage (Fig. 10), the 
expressiveness of the combination between the rope 
and the hand is weak, so in the refinement stage, the 
hand is shown as a thin and dry shape, and the hunger 
is more prominent (Fig. 11). The text part of the 
poster, as the only connecting part of the break, 
enriches the sense of form and highlights the theme. 

 
Figure 10. Sketches of "Breakout" (source: made by the 
authors). 

 
Figure 11. Completed picture of the poster "Breakout" 
(source: made by the authors). 

5. CONCLUSION 

Through the above design practice of public welfare 
posters for three different themes, on the basis of 
meeting the needs of public welfare poster design 
with clear theme appeal, creative viewpoints in line 
with morality and ethics, and appropriate 
exaggerated metaphors, the design works are 
performed in the form of surrealism of heterogeneous 
isomorphism, and in accordance with the three main 
points of embodying simplicity, highlighting interest, 
and enhancing emotion respectively. To a certain 
extent, the design practice works have verified that 
the appearance of heterogeneous isomorphism can 
improve the visual effect of public welfare posters, 
enrich the expressiveness of public welfare poster 
design, and thus enhance the effect of disseminating 
information. In the design process, the method of 
petal mind map is used to provide ideas for the 
preparatory work of poster design. There is still a lot 
of room for thinking in this design practice work. As a 
designer, in the future, it is necessary to pay more 
attention to creating purposeful creation in 
accordance with the theme, and pay attention to 
observe and think about the meaning and expression 
of various graphic ideas in life. It is also necessary for 
the designers to apply it to design works to add 
strength to the creation of public welfare posters. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. INTRODUCTION 

Tourism is one of the pillar industries of China's 
current economic development. In the context of the 
rise of shopping tourism, purchasing tourism hand 
gifts has become an important part of tourism. Hand 
gifts are not only commodities, but also bridges for 
people's emotional connection, as well as impressions 
and memories of a city. Based on the folk elements of 
Hubei, this paper will expound the present research 
on the current situation of the packaging design of 
cultural tourism hand gifts in Hubei folk cities, 
integrate the visual elements with the regional 
characteristics of Hubei folk customs into the gift 
packaging in the form of design, highlight the cultural 
characteristics of local tourism in Hubei, shape the 
uniqueness of tourism products, and at the same time 
promote the development of local tourism and 
economy, and speed up the spread and promotion of 
folk customs and regional culture. 
 

2. RESEARCH AND ANALYSIS ON 
STATUS QUO OF HUBEI FOLK 
ELEMENTS HAND GIFTS 

China is known as the "state of etiquette". With the 
rapid development of China's economy, the culture of 
hand gifts is not purely material enjoyment, nor is it 
purely spiritual culture, but the ingenious 
combination of the two to be integrated into people's 
lives, in order to develop into spiritual and cultural 
activities. Although these hand gifts are not expensive, 
they represent a bridge of emotional connection and 
communication between people. Even a small hand 
gift represents the heart of the giver, which can be 
said "trifling gift with profound feeling". With the 
needs of the Chinese market economy, the outerwear 
of packaging as a commodity is also constantly 
developing. Hand gifts are not only gifts for emotional 
communication between people, but have become 
synonymous with commercial products, souvenirs 
and specialties in some tourist destinations, and also 
provide more choices for those who choose hand gifts. 
Tourist souvenirs convey different cultural 
information to people in visual design and they often 
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forward the Jingchu culture and show the Yangtze River civilization through the "research 
on the packaging design of urban cultural tourism hand gifts based on Hubei folk elements", 
allowing more foreign tourists to appreciate the local folk customs. 
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1. INTRODUCTION 

Tourism is one of the pillar industries of China's 
current economic development. In the context of the 
rise of shopping tourism, purchasing tourism hand 
gifts has become an important part of tourism. Hand 
gifts are not only commodities, but also bridges for 
people's emotional connection, as well as impressions 
and memories of a city. Based on the folk elements of 
Hubei, this paper will expound the present research 
on the current situation of the packaging design of 
cultural tourism hand gifts in Hubei folk cities, 
integrate the visual elements with the regional 
characteristics of Hubei folk customs into the gift 
packaging in the form of design, highlight the cultural 
characteristics of local tourism in Hubei, shape the 
uniqueness of tourism products, and at the same time 
promote the development of local tourism and 
economy, and speed up the spread and promotion of 
folk customs and regional culture. 
 

2. RESEARCH AND ANALYSIS ON 
STATUS QUO OF HUBEI FOLK 
ELEMENTS HAND GIFTS 

China is known as the "state of etiquette". With the 
rapid development of China's economy, the culture of 
hand gifts is not purely material enjoyment, nor is it 
purely spiritual culture, but the ingenious 
combination of the two to be integrated into people's 
lives, in order to develop into spiritual and cultural 
activities. Although these hand gifts are not expensive, 
they represent a bridge of emotional connection and 
communication between people. Even a small hand 
gift represents the heart of the giver, which can be 
said "trifling gift with profound feeling". With the 
needs of the Chinese market economy, the outerwear 
of packaging as a commodity is also constantly 
developing. Hand gifts are not only gifts for emotional 
communication between people, but have become 
synonymous with commercial products, souvenirs 
and specialties in some tourist destinations, and also 
provide more choices for those who choose hand gifts. 
Tourist souvenirs convey different cultural 
information to people in visual design and they often 
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carry distinct regional culture and national 
characteristics [1]. However, the design of hand gift 
packaging is similar in visual performance and most 
of them lack regional culture and national 
connotation. With the continuous improvement of 
people's spiritual connotation, this also affects the 
purchasing desire of some consumers. 
As a major tourism province, Hubei has rich cultural 
tourism resources, various scenic spots and historical 
sites, and different folk customs and regional culture, 
but there is a lack of publicity, and tourists can't 
deeply understand the local folk customs and regional 
culture. Hubei presents the characteristics of 
diversity, uniqueness and innovation in the 
protection, inheritance and development of folk 
culture. Against this historical background, it is an 
important task for people to study the folk elements 
of Hubei, formulate corresponding scientific and 
reasonable measures, and properly protect and utilize 
them so that they can be well inherited and developed 
[2]. For example, "Han embroidery" is a national 
intangible cultural heritage. Located in the areas of 
Jingzhou-Shashi, Wuhan and Honghu in Hubei 
Province, Han embroidery is bold in conception, rich 
in colors, and full of pictures and strong in decoration, 
showing the remaining unique charm of Chu style 
everywhere. Han embroidery's artistic expression 
methods are rich and diverse, fully demonstrating the 
distinctive characteristics of Hubei's traditional 
culture, and it is also of great significance in the 
dissemination of visual culture. 
Hand gift packaging should continuously enhance the 
communication function of national culture, 
emphasize regional characteristics and national 
culture, and convert them into visual symbols for 
reasonable use in the packaging of tourism products, 
to stimulate consumers' desire to buy and arouse 
consumers' sense of belonging and identity through 
regional culture. With the improvement of people's 
quality of life and the influence of multiculture, 
modern and international folk-style packaging 
gradually occupies the stage of packaging design. But 
gift packaging is not only a carrier of commodity 
circulation, but also carries the attributes of 
disseminating information and conveying folk culture 
[3]. Through the visual element characteristics of 
Hubei region and national culture, this paper focuses 
on the research and analysis of the packaging design 
of Hubei folk tourism hand gifts and creates a modern 
packaging with Hubei folk characteristics while 
promoting the national culture. It is hoped to carry 
forward the Jingchu culture and show the Yangtze 
River civilization through the "research on the 
packaging design of urban cultural tourism hand gifts 
based on Hubei folk elements", allowing more foreign 
tourists to appreciate the local folk customs. 

3. PROBLEMS AND CORRESPONDING 
SOLUTIONS OF HUBEI FOLK 
ELEMENTS HAND GIFTS 

How to reflect Hubei folk elements in urban cultural 
tourism hand gifts packaging design to better display 
the unique national personality and traditional 
culture and inherit the design elements of the Chinese 
nation has become a historical mission and an 
important topic for contemporary designers. As 
designers, the authors mainly start from the analysis 
of various elements of traditional culture, study the 
traditional cultural elements in folk festival gifts, 
summarize the design principles to analyze how to 
apply traditional cultural elements to the packaging 
design of urban cultural tourism hand gifts, and form 
Chinese-style packaging style design concept [4]. 
Firstly, through understanding of modern packaging 
design and cognitive psychology theory, this paper 
summarizes the relationship between modern 
packaging design and cognitive psychology, and 
analyzes the characteristics of modern packaging. 
Secondly, it defines and categorizes regional graphic 
elements and analyzes the cognitive relationship 
between regional graphic elements and regional 
culture, mainly focusing on Hubei folk elements. 
Thirdly, it also summarizes the design principles and 
design methods of Hubei folk elements in packaging 
design of urban cultural tourism hand gifts. Fourthly, 
it refines the design principles that the design and 
expression of urban cultural tourism hand gift 
packaging should be novel, the way of expression 
should be diverse, and the brand culture should be 
unique. The extraction method of Hubei folk elements 
is also introduced: from whole to part, from abstract 
to concrete, from deconstruction to redesign. Finally, 
it introduces in detail the characteristics of each 
element of packaging design of urban cultural tourism 
hand gifts. It also verifies the methods and theories 
summarized above through Hubei folk elements and 
urban cultural tourism hand gift packaging design. 

4. RESEARCH STATUS OF FOLK 
ELEMENTS HAND GIFTS 

At present, foreign research on packaging design 
mostly focuses on theoretical research, generally 
more on the appearance and brand design of 
packaging design. In the article "Packaging Design: 
Brand Building — from Design Conception to Shelf 
Display" translated by Li Huijuan and published by 
Shanghai People's Publishing House, it describes the 
refining process of packaging works and how the 
packaging products play a promotional role. It also 
introduces various aspects that affect packaging 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 



317 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 

 

design, such as design elements and design principles, 
from conception to production process and other 
factors. "Packaging the Brand" by Gavin Ambrose and 
Paul Harris from Britain published by China Youth 
Publishing House points out that packaging should be 
treated in an important position to improve brand 
image, from the initial research design, to the 
formation of the brand concept, to the 
implementation of the design theory, and finally to the 
completion of the entire packaging design process [5]. 
Theoretical research on packaging design is described 
above. At present, application research on packaging 
design in foreign countries mainly emphasizes that 
foreign packaging design has been developed 
relatively completely, forming its own unique design 
style, and design of featured product packaging is a 
collection of local cultural characteristics and customs 
[6]. When it comes to excellent cases of regional 
specialty packaging design, one has to talk about 
Japan. Japanese packaging design has its own unique 
aesthetic. Influenced by Buddhism, most packaging 
designs in Japan are concise, beautiful and simple. In 
terms of design, Japan can be said to be a master. 
Japan knows very well to learn the design methods of 
some developed countries and introduce new design 
ideas. However, Japan is also a country that will not 
abandon its national culture and its design has strong 
local characteristics [7]. It cannot only learn the 
cultures of other countries in an all-encompassing 
manner, but also is good at absorbing the essence of 
beauty from nature. These two have become the most 
distinctive features of Japanese packaging. One may 
well say that Japan has attached great importance to 
local culture for a long time. From the packaging 
design works of Japan, it can be seen that they attach 
great importance to regional culture [8]. 
The development of the industrial revolution has 
greatly improved the commodity economy and 
people's material life. Packaging design formed 
against the background of the industrial revolution 
pays more attention to the practical functions of 
packaging. Therefore, packaging design in European 
and American countries, which has been impacted by 
the industrial revolution, pays more attention to the 
use function and is more rational than other 
packaging designs. The packaging design style of 
European and American countries is not as obvious as 
that of Japan, but it has its own characteristics. For 
example, America is a country that yearns for 
freedom, so the packaging design reveals a sense of 
randomness and freedom, and there is a sense of fun 
in it. In Germany, a country known for its rigor, most 
of its packaging designs are rigorous and functional. 

The theory and application of packaging design in 
foreign countries are described above. At present, 
Chinese packaging design also focuses on the 
application theory of packaging design graphic 
elements. For example, Bai Yang's master thesis from 
Kunming University of Science and Technology 
"Application Research of Regional Cultural 
Characteristics in Pu'er Tea Packaging Design — 
Taking the Packaging Design of 'Najie Tea' as an 
Example" analyzes the regional culture and 
characteristics of Pu'er tea from the modern 
packaging design theory and summarizes it. It also 
summarizes the design principles and design forms of 
Pu'er tea under the influence of regional culture [9]. 
Wang Tian's master thesis from Wuhan Textile 
University "Application of Huizhou Graphic Art in 
Packaging Design of Anhui Native Products" mainly 
introduces the extraction of various Huizhou graphic 
elements contained in Huizhou folk art through the 
understanding of local culture, and emphasizes that 
while connecting specialty packaging with 
contemporary culture, Huizhou culture must be 
integrated. Wang Lin's master thesis from Jiangnan 
University "The Application Research of Regional 
Culture in Central Plains Specialty Packaging Design" 
points out that the way to increase the economic value 
of specialty packaging is by adopting traditional local 
culture. This is a good reference for packaging design 
in the Central Plains. Ling Jie's master thesis from 
Guangxi Normal University "The Application Research 
of Guangxi Zhuang Brocade Graphic Elements in 
Modern Design — Taking Wuzhou Liubao Tea 
Packaging Design as an Example" verifies the various 
forms and objectivity of graphic elements through 
examples. It also summarizes the inherent laws of the 
various shapes of local traditional handicrafts in 
Guangxi to form the beauty of form. Peng Lin of 
Sichuan University of Arts and Science's paper "A 
Study of Packaging Design for Local featured products 
of East Sichuan" introduces that the packaging design 
of native products should conform to ergonomics, and 
should also inject the traditional style of regional 
culture to achieve market segmentation. In addition, it 
is necessary to implement green packaging in line 
with international standards. 
Pan Afang's "On the Regional Design of Local Specialty 
Packaging" mainly introduces that local featured 
products should be selected from local materials, 
whether it is material, shape or color. It can be said 
that China's specialty packaging has made great 
progress. For example, the bottle design of Jiugui 
Liquor is an excellent case of local specialty packaging 
design. However, most local specialty brands have no 
obvious personality and there is no significant 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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difference from other products. Although many 
specialty packages use regional graphic elements, use 
of graphic elements lacks refinement and re-creation. 
There is nothing new in the way of expression [10]. 
Even many still take the photographic picture as the 
main picture in the packaging design. Packaging 
design only satisfies the function of use, but fails to 
consider from an aesthetic point of view. It lacks the 
design of packaging from a multi-sensory perspective 
and doesn't reflect the connotation of regional culture. 

5. IMPORTANT ROLE AND 
SIGNIFICANCE OF HUBEI FOLK 
ELEMENTS IN PACKAGING DESIGN 
OF CULTURAL TOURISM HAND GIFTS 

By sorting out relevant historical information, this 
paper researches the visual guidance system of urban 
commercial space from the longitudinal perspective of 
time and the lateral perspective of space, and analyzes 
the important role and status of the visual guidance 
system in the commercial space of Wuhan, a city with 
rapid commercial development. To begin, the authors 
obtain theoretical understanding and thinking from 
relevant literature reading, then personally design the 
packaging of Hubei folk elements urban cultural 
tourism hand gifts, from inspection, analysis to design 
practice, and summarize the design method from the 
process of discovering, analyzing and problem solving 
which is a process from theory to practice and then 
back to theory. The paper also analyzes the important 
role and status of folk elements in packaging design in 
the process of rapid commercialization. 
Through a questionnaire survey of people of different 
ages and occupations in Wuhan and interviews with 
consumers and commercial space staff, it analyzes the 
influence and research of Hubei folk elements on 
urban cultural tourism hand gifts from the 
perspective of design practice. In terms of 
questionnaire survey, it randomly selects 50 tourists 
in Wuhan Optics Valley Commercial Street to 
investigate the packaging design of Hubei folk 
elements urban cultural tourism hand gifts. 84.21% of 
tourists feel that the packaging design of Hubei 
cultural tourism hand gifts lacks Hubei folk elements 
and is not perfect (Fig. 1); 80% think that the sense of 
design in the packaging of Hubei folk elements urban 
cultural tourism hand gifts is not enough; as many as 
89.47% of tourists believe that it is necessary to 
design a set of relatively complete packaging designs 
for urban cultural tourism hand gifts according to the 
characteristics of Hubei and carry forward the spirit 
of traditional Chinese culture. 

 
Figure 1. Pie chart of the investigation on Hubei folk 
culture in Wuhan Optics Valley Commercial Street. 

In terms of interview research, in Wuhan Optics 
Valley Commercial Street, it randomly selects 10 
business owners to investigate the impact of Hubei 
urban cultural tourism hand gift packaging design on 
the flow of daily visitors of business owners of Hubei 
urban cultural tourism hand gifts. 8 business owners 
believe that there is currently a lack of Hubei folk 
elements in the packaging design of Hubei cultural 
tourism hand gifts in Wuhan Optics Valley 
Commercial Street and the application and design of 
folk elements need to be improved. A complete set of 
Hubei folk elements cultural tourism hand gift 
packaging design can not only improve the artistic 
sense and uniqueness of the product, but also 
promote the local culture of Hubei and promote the 
development of local cultural tourism. 
Through theoretical research and analysis of modern 
packaging, cognitive psychology, and graphics, and 
through the process of problem discovery, problem 
analysis, and problem solving, it summarizes the 
principles and methods of urban cultural tourism 
hand gift packaging design. It takes Hubei folk 
elements and urban cultural tourism hand gift 
packaging design as examples to carry out the design 
practice, hoping to provide reference for packaging 
design of urban cultural tourism hand gifts in Hubei or 
other places, in order to improve the taste of urban 
cultural tourism hand gifts, build a better local image 
and establish a distinctive regional brand design style. 
Good packaging design can not only enhance the 
connotation and aesthetics of the packaging design of 
cultural tourism hand gifts in regional cities, but also 
help to promote the sales and operation of regional 
featured products. More importantly, it presents 
regional culture in the form of graphic elements in the 
packaging design of urban cultural tourism hand gifts, 
which is also a kind of protection and inheritance for 
regional culture, making regional culture deeply 
rooted in the hearts of the people through the visual 
form of packaging design. 

Perfect, 15.79% 

 Not perfect, 84.21% 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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6. CONCLUSION 

Through the research and investigation of Hubei folk 
elements, this paper analyzes the influence of folk 
elements on gift packaging design and understands 
that Hubei urban tourism hand gift design lacks the 
sense of design and folk regional characteristics. The 
reason is that local enterprises and relevant cultural 
tourism departments lack attention to the packaging 
design of tourism hand gifts and fail to integrate local 
regional culture and folk characteristics into the 
design of urban tourism hand gifts. This paper 
systematically analyzes the wholeness and 
systematization of Hubei folk elements to the 
packaging design of urban cultural tourism hand gifts, 
conducts in-depth research, refines traditional design 
elements, and puts forward the guiding principles of 
the concept of Hubei folk elements gift packaging 
design. Through "the design and application of urban 
tourism hand gift packaging design with Hubei folk 
elements", it strengthens the regionality of tourism 
commodities in Hubei and skillfully integrates Hubei 
folk culture into it, allowing people to know more 
about China's traditional culture and cultural 
characteristics of different regions and create modern 
packaging with Chinese characteristics and national 
trends. Finally, on the basis of wholeness and 
systematization, this paper believes that the principle 
of national design and culture should be given priority 
to, and traditional culture should be combined with 
modern tourism, in order to promote the inheritance 
and development of folk customs and regional culture, 
fully tap folk culture, and then achieve the dual 
realization of commercial value and cultural value. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. INTRODUCTION 

Technology and art have been closely linked and 
interacting with each other since they were born and 
exist in the product. In order to harmonize and unify 
the three elements of product, art and technology in 
product design, and achieve perfect functions, mature 
technology, product modeling and other artistic 
factors that conform to public aesthetics, it's needed 
to analyze and study the mapping and conversion 
relationship of the elements among the three systems 
of product, technology and art. 

2. OVERVIEW 

At the beginning of creation, in order to survive and 
capture prey, ancestors made tools for different 
purposes according to their needs, and the original 
tools only had the function of use. At this time, it was 
the initial stage of the survival of mankind, human 
activities didn't clearly distinguish whether they were 
material or spiritual, and people collectively referred 
to activities that included skills, thinking, or making 
utensils as "skills" or "arts" [1]. Later, with people's 
pursuit of quality of life and the enrichment of the 

spiritual world, tools are no longer limited to use and 
decorative details are added to make the product 
ornamental. Technological changes have brought 
about the upgrading of products and the products of 
an era can reflect the technological progress and 
artistic aesthetics of this era. Taking time as the axis, 
the first industrial revolution was the demarcation 
point between manual work in small units and 
production by large machines. Before the industrial 
revolution was the era of handicrafts, and products 
and utensils could only be made by hand. Cloth was 
hand-woven, porcelain was printed by hand, iron was 
made by manpower, and every product was different 
and couldn't be exactly the same. After the first 
industrial revolution, the development of technology 
made machines the main driving force of industrial 
production, and the aesthetics of the two periods 
were very different. Britain could be taken as an 
example. Its early stage was the era of manual work, 
during which the aesthetics were complex and 
gorgeous, and the prominent styles included Baroque 
and Rococo. In the later stage, because the technology 
was still at an immature stage, the style tended to be 
geometric with simple lines and distinct color blocks. 
It can be seen that technology and art are inseparable. 
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1. INTRODUCTION 

Technology and art have been closely linked and 
interacting with each other since they were born and 
exist in the product. In order to harmonize and unify 
the three elements of product, art and technology in 
product design, and achieve perfect functions, mature 
technology, product modeling and other artistic 
factors that conform to public aesthetics, it's needed 
to analyze and study the mapping and conversion 
relationship of the elements among the three systems 
of product, technology and art. 

2. OVERVIEW 

At the beginning of creation, in order to survive and 
capture prey, ancestors made tools for different 
purposes according to their needs, and the original 
tools only had the function of use. At this time, it was 
the initial stage of the survival of mankind, human 
activities didn't clearly distinguish whether they were 
material or spiritual, and people collectively referred 
to activities that included skills, thinking, or making 
utensils as "skills" or "arts" [1]. Later, with people's 
pursuit of quality of life and the enrichment of the 

spiritual world, tools are no longer limited to use and 
decorative details are added to make the product 
ornamental. Technological changes have brought 
about the upgrading of products and the products of 
an era can reflect the technological progress and 
artistic aesthetics of this era. Taking time as the axis, 
the first industrial revolution was the demarcation 
point between manual work in small units and 
production by large machines. Before the industrial 
revolution was the era of handicrafts, and products 
and utensils could only be made by hand. Cloth was 
hand-woven, porcelain was printed by hand, iron was 
made by manpower, and every product was different 
and couldn't be exactly the same. After the first 
industrial revolution, the development of technology 
made machines the main driving force of industrial 
production, and the aesthetics of the two periods 
were very different. Britain could be taken as an 
example. Its early stage was the era of manual work, 
during which the aesthetics were complex and 
gorgeous, and the prominent styles included Baroque 
and Rococo. In the later stage, because the technology 
was still at an immature stage, the style tended to be 
geometric with simple lines and distinct color blocks. 
It can be seen that technology and art are inseparable. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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3. INFLUENCE OF TECHNICAL 
ELEMENTS ON PRODUCT DESIGN 

Technology (技技 ) is a method and method principle 
for solving problems, referring to the method by 
which people use existing things to form new things 
or change the functions and performance of existing 
things. "技 " refers to skills and "技 " refers to methods. 
Different skills and different methods create 
technologies for making tools for various purposes. 
The technical design of the product is the most 
important element technology to realize the product 
functionality and manufacturing feasibility [2]. 
Technology originated in the primitive society of 
living in caves and hunting. At that time, in order to 
capture prey, people sharpened stones and tied them 
to long sticks to make guns to carry out hunting 
activities in sequence; they also polished bones, left 
small holes and threaded as bone needles, and sewed 
clothing to cover body (Fig. 1). In the Paleolithic Age, 
there were already designs for stone tool making, but 
at this time, people's understanding of beauty had not 
yet formed, and stone tools were simple and rough in 
shape. While in the Neolithic Age, primitive people's 
understanding of modeling technology and modeling 
styles gradually developed and progressed, and from 
the moment the ancient ancestors sprouted their 
aesthetic consciousness, they already knew how to 
decorate themselves with jewelry [3]. With the 
development of civilization and the diversification of 
people's needs, the ancients used their wisdom to 
invent and create utensils that conformed to the 
technical characteristics of the time. Since then, 
people's concepts have gradually improved, utensils 
can meet people's needs and the supply market 

appears, providing after-sales service, and the 
concept of product begins to form. When a user 
chooses a product, the product function is the key 
factor to guide the user to purchase. Therefore, the 
product contains technology which is an important 
factor to meet users' material functional needs. 

The Wassily chair, the world's first steel tube chair, 
can serve as an example (Fig. 2). The Wassily chair 
was designed in 1925 by the design master Marcel 
Lajos Breuer in memory of his teacher Wassily 
Kandinsky. Originally, the strap of the Wassily chair 
was made of high-quality horsehair material, which 
was later replaced by a firm twill fabric used by the 
military for waistbands for mass production [4]. 

From the point of view of ergonomics, it is found that 
the Wassily chair is designed more suitable for the 
human body and users are more comfortable when 
using it, all of which is brought about by the change 
and development of technology. The Wassily chair 
changes the material and form of traditional chairs. 
Gone are the days of using mortise and tenon joints 
and reinforcing with wooden pegs to make chairs. The 
Wassily chair appeared in the 1920s, a period just 
after the first industrial revolution. The first industrial 
revolution led to changes in the model of production: 
from manual work to large-scale machine and mass 
production, the high-efficiency production method 
then made the cost of the product lower, the price of 
the product also decreased accordingly, and the novel 
product form promoted the development of sales and 
outputs. Domino-style industry development caused 
by technological change is also driving changes in 
other industries, such as the history of automobiles. 

 

 

Figure 1. Primitive society utility tools: bone tools, stone tools, ceramic tools. Source: Baidu Baike.

 

Figure 2. The Wassily chair. Source: Baidu Baike.
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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In modern times, an automobile is an essential means 
of transport. Before the advent of the automobile, 
people travelled long distances on wooden carts 
powered by horses, cattle and other livestock, and the 
slow movement of such vehicles often took months to 
reach their destination. An automobile is a self-
propelled vehicle with simple power, the machine 
replaces animal power and the speed is greatly 
improved. The development history of automobiles 
has a process from part to system. In 1712, the British 
created a self-propelled steam engine that didn't 
require human and animal power, which made the 
machine run by itself through the operation of 
machinery. The advent of the steam engine brought 
the machine industry to a new peak and laid the 
foundation for the invention of the steam turbine and 
internal combustion engine needed to manufacture 
automobiles. In 1769, the world's first steam-driven 
tricycle came out, which was the predecessor of the 
automobile. Then the appearance of the internal 
combustion engine brought the internal combustion 
engine automobile. Compared with the steam-driven 
automobile, the internal combustion engine 
automobile was faster with more power (Fig. 3). 
Afterwards, the advent of the gasoline internal 
combustion engine made automobiles truly popular 
among the masses. Every improvement in technology 
makes the function of the product better meet the 
needs of users and the advancement of automobile 
technology brings more convenience to people's 
transportation. After more than 100 years of 
continuous improvement and innovation, 
automobiles have condensed the wisdom and 
ingenuity of human beings and have become today's 
transportation vehicles with various types and 
specifications, being widely used in various fields of 
social and economic life [5]. 

The development of technology has gone through six 
periods: the Stone Age, the Bronze Age, the Iron Age, 
the Steam Engine Age, the Electricity Age, and the 
Information Age. An age has the iconic materials of 
the period. The advent of new materials marks the 
advancement of technology during this period. The 
development of technology makes the old materials 
refined and processed into new materials, and the 

materials are transformed into products by 
technology, so the products also have the 
characteristics of this period. The three industrial 
revolutions have brought earth-shaking changes to 
people's lives. Daily necessities, construction 
methods, travelling and transportation are very 
different from before. There also have been three 
major changes in technology: from 14,000 years ago 
to the 18th century, human beings changed from 
nomadic life to settled life; from the 18th century to 
the middle of the 19th century, the emergence of 
steam engines brought about the industrial 
revolution; from the end of the 20th century to the 
present, computers and high-speed communication 
networks develop. These three changes have brought 
new technologies and products have also become 
more intelligent and user-friendly. Technology is also 
the support of product functions. 

4. INFLUENCE OF ARTISTIC 
AESTHETICS ON PRODUCT DESIGN 

Art is a kind of culture that reflects reality and places 
emotions through a carrier, shaping images and 
creating atmosphere; art is also a social ideology that 
uses images to reflect reality but is more typical than 
reality. With the help of the product as a carrier, art is 
integrated into the symbol form and color form of the 
product and the emotional value brought by it 
enriches the connotation of the product. With the 
innovative development and advancement of science 
and technology, China's economic development level 
is also improving, its comprehensive national strength 
is also gradually increasing, and people's material 
living standards are also improved. In this process, it 
has led to new changes in consumers' aesthetic needs 
and aesthetic standards for products. The aftertaste of 
the first industrial revolution changed people's 
perception of aesthetics and the aesthetic style was 
no longer complicated and gorgeous (Fig. 4). The 
modernist design style is thusly inspired, the basic 
principles of which can be summed up in 3 famous 
sayings in the history of design: "Less is more", 
"Decoration is sin", and "Form follows function". 

Figure 3. Steam engine, steam-driven automobile and internal combustion engine automobile. Source: Baidu Baike.
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 4. Comparison of product styles before and after the industrial revolution. Source: Baidu Baike.

The famous design master Sottsass once said: "Design 
is the design of lifestyle. Product design is not only the 
artistic design of objects, but also the formal design of 
beauty" [6]. The Bauhaus school was established in 
the 1920s. In design theory, Bauhaus put forward 
three basic viewpoints: the new unity of art and 
technology; the purpose of design is people rather 
than products; design must follow natural and 
objective laws [7]. These viewpoints have played a 
positive role in the development of industrial design. 
Because the machine can't replace hands to decorate 
the product, the simple and elegant appearance is 
sought after by people, which makes people turn their 
attention from the decoration of the product to the 
function of the product. Art brings added value to the 
product in addition to the use efficiency, such as the 
product's modeling form, material, color, etc. Product 
form is divided into three categories: functional form, 
symbolic form and color form. Among them, firstly, 
the functional form is the material structure of the 
product, which is generated by a certain function. The 
structure of the product determines the modeling 
form of the product, and its functional form is subject 
to the structural form, such as ceramic products. 
Secondly, the symbolic form of the product refers to 
the external appearance such as the product's 
modeling structure, and only through its external 
form can it function for the applicable object of the 
product. Thirdly, the color form refers to the color 
appearance of a product, which is the expression of 
hue and chromaticity. The color form is not only 
aesthetic and decorative, but also symbolic and iconic. 
These forms follow the aesthetic rules, so that the 
artistic expression of the product is balanced and 
unified with the overall product, giving users a 
comfortable experience of using the product. 

 

 

 

 

5. UNITY OF TECHNOLOGY AND ART  
IN PRODUCTS 

Product design is a comprehensive discipline that 
spans the two major disciplines of art and technology. 
In fact, a complete product is a comprehensive 
expression of factors such as internal organization, 
external form, and the relationship between product, 
user and environment. Product development in the 
enterprise is no longer just a simple creative activity, 
but requires people to look from a higher-end, 
broader, and more commercial perspective [8]. 

Product design is a discipline combining art and 
technology. If there is only art but no technology in 
product design, then the product can only be called an 
artwork; if there is only technology but no art, then 
the product can only be called a tool. A good product 
is the result of the joint action of technology and art. 
In product design, technology and art are closely 
related, and if the two cannot work together, then the 
product cannot meet the functional and psychological 
needs of users at the same time. The purpose of 
product design is to provide people with products 
that meet all their needs. Only when technology and 
art balance each other and endow the product with 
technical form and artistic expression, can it be 
regarded as a product that meets the needs of users. 
For example, due to the rapid development of 
technologies such as computer technology and the 
Internet, people can transmit information, socialize, 
and know about the outside world through 
computers. For different user groups, computers are 
divided into desktop computers, notebook computers 
and handheld tablet computers. Desktop computers 
are suitable for people who use them in fixed places; 
notebook computers are suitable for people who need 
to work in a mobile office; handheld tablet computers 
are suitable for people who have no special needs and 
require simple office work. In these three types, 
products provide users with the same functional 
services. The features that distinguish a product from 
other types will bring unique user experience and 
emotional value to users (Fig. 5). 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Figure 5. The influence of technology and art on product design. Source: drawn by the author.

Technology and art are essentially two different 
forms. Technology is the manifestation of the material 
and art is the reflection of the spirit. Just like the 
artworks created by artists, the expression of art 
needs the help of technology, but the artistic aesthetic 
value of the artwork itself is the spiritual level that the 
artist conveys to the outside world through 
technology. Each product has its own focus. Some 
products are to solve the material needs of users and 
some products are to provide users with emotional 
value, but most products are the combined effect of 
technology and art. The combination of technology 
and art enables products to provide both material and 
spiritual services. In order to achieve a harmonious 
and balanced state between the applicability and 
aesthetics of the product, it needs to be matched 
according to the focus of the product. With the 
different focus of products, the "proportion" of 
technology and art is also different. If there are many 
artistic components in a product, then the product 
needs to provide users with emotional value that 
exceeds the needs of material functions, such as 
cushions. During the production process of cushions, 
the designer will make various styles and images 
according to the theme, and most consumers will be 
guided to buy through the external image of the 
cushion. Only a small part of people will buy cushions 
based on the material and functional form of them. 
The psychological value created by such products is 
greater than the material value. If there are more 
technical components in a product, then the product 
needs to provide more material service than 
psychological value, such as hair dryers. Therefore, in 
product design, technology is the support, and art is 
the auxiliary technology to improve the formal beauty 

of the product and enhance the added value of the 
product. The two are indispensable in the level of 
people's demand for products today [9]. The unified 
collaboration of technology and art in the product 
meets the functional and psychological needs of users 
and provides users with a good using experience. 

6. CONCLUSION 

From ancient times to the present, technology and art 
have been closely linked and developing together. The 
two interact and promote each other and the 
emergence of products brings new development 
space for them. Before the appearance of products, 
technology and art existed in two independent forms. 
Technology represented skills and the production of 
tools and utensils was inseparable from skills. Art was 
expressed as aesthetics, and people used different 
opinions on aesthetics to add decorations that 
conformed to their own aesthetics. At this point, a 
product has appeared, which is a product with a 
market that can be used to sell it. Products combine 
technology and art to bring "objects" into perfect 
condition. Products can reflect user needs and needs 
determine the technical form and artistic form of 
products. Technology and art are matched in all 
aspects and finally reach a harmonious and balanced 
level to meet users' functional and psychological 
needs of the product. From this, the following 
conclusions can be drawn: first, the product is the 
carrier to show the technical form and artistic form; 
second, technology and art interact and provide new 
ideas for the innovation of product function, modeling 
form, emotional expression, and symbolic decoration; 

Harmonious and unified, indispensable 
 

Technology 
 

Art 

 

Product 
Design 

Key 
factors 

Determine 
the product 
function 

 

 

Bring 
additional 
benefits 

 

 

 

Comfortable artistic 
aesthetic makes the 
product sublime 



326
Athena Transactions in Social Sciences and Humanities, Volume 1

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022)

2 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 
"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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third, products contain technology and art, and the 
two interact, in which the progress of technology 
enriches the expression of art; fourth, art promotes 
the creative thinking of technology; fifth, products 
provide development space for technology and art; 
sixth, art and technology make the product more 
complete from the perspective of aesthetics and 
applicability, so that the product, technology and art 
are harmoniously unified and perfectly balanced. 
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1. INTRODUCTION 

Inclusive education, a leading approach to providing 
training for people with disabilities and health 
limitations, is the result of the changes in the social 
sector and the education system, which are aimed at 
increased openness and account of each student’s 
individuality. Currently, inclusive education in Russia 
is understood as the process and result of ensuring 
equal access to education for all students, considering 
the diversity of special educational needs and 
individual capacities [1]. 

The designed roadmap for the development of 
education for children with disabilities and health 
limitations defines “the ways to achieve qualitatively 
higher results in the development, education, 

socialization and professionalization of children with 
health limitations, to develop their social status, to 
preserve and improve the social status and life 
prospects of the families raising them” for the period 
from 2020 to 2030 [2]. The provisions of the roadmap 
set new goals and objectives for improving higher 
education for people with disabilities and health 
limitations [3], and define approaches to developing 
the quality and accessibility of higher education for 
people with disabilities in the Russian Federation [4]. 

To develop the system of inclusive education, its legal 
control and the regulation of activities of educational 
institutions on ensuring a barrier-free environment 
and the availability of services for people with 
disabilities and health limitations, the legislative and 
executive authorities of the Russian Federation have 
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limitations [3], and define approaches to developing 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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established the legislative and regulatory framework, 
which also includes requirements for the level of 
higher education in the cultural sector. 

Currently, specialists in Russian and foreign science 
and pedagogical practice are searching for ways to 
organize inclusive education for students with 
disabilities and health limitations, are testing and 
evaluating high-potential models of such education at 
different education levels. In most developed 
countries that implement the inclusion policy, 
including Russia, at the levels of general education 
(preschool; primary; basic; and secondary general 
education), the boundaries of integration of children 
with disabilities and health limitations into the 
educational environment of educational institutions 
are commonly defined. However, despite successful 
attempts to provide a comprehensive description of 
the development of inclusive education in higher 
education institutions in Russia [5,6,7,8,9] and abroad 
[10,11,12], to define socio-psychological well-being of 
students [13], to organize socio-psychological support 
for students with disabilities and health limitations 
[14] and special environmental conditions for 
teaching disabled students at university [6], to 
improve educational programs [15] and approaches 
to teaching, supervision and support for students with 
disabilities [16], there is still no single approach to 
designing the structure of student population and 
regulating inclusion (introduction) of students with 
disabilities and health limitations in the educational 
environment at the level of higher education. 

For people with disabilities and health limitations, 
obtaining higher education is an essential condition 
for successful socialization, full participation in social 
life, effective personal fulfilment in various 
professional and social activities, and improvement of 
life quality. Organization of professional training for 
people with disabilities and health limitations at the 
level of higher education implies adaptation of higher 
education programs. This process includes creating 
conditions for the accessibility of education, as well as 
additional individualized correction of learning and 
communication skills, professional and social 
adaptation of an individual [17].  

Traditionally, one of the important factors in pursuing 
a higher education is the development of the learning 
skills in students with disabilities. It is usually 
assessed based on academic performance, which is an 
average grade (on a five-point assessment scale) 
following the results of midterm assessments. 

Therefore, the purpose of research was to determine 
the impact of student population structure (through 
the lens of inclusion) and other contextual variables 
on the development of learning skills in students with 
disabilities in higher education institutions of the 
cultural sector of Russia. 

2. RESEARCH METHOD 

2.1. Research Design 

To test the proposed hypothesis about the existence 
of the influence of the student population structure on 
the development of learning skills in students with 
disabilities, a survey sample was formed, which 
included students with disabilities from various areas 
of training at higher education institutions in the 
cultural sector. The collection of primary data was 
carried out individually, using an online 
questionnaire. Each student of the survey sample was 
assigned a tutor in higher education institutions of the 
cultural sector to fill in the questionnaire. All survey 
participants provided informed consent. 

2.2. Survey Sample 

The participants of the study were 226 students with 
disabilities in their 2nd to 6th years of university, 
from 43 higher education institutions in the field of 
culture and different training programs. According to 
the results of the VPO-1 federal statistical monitoring 
for the 2020/2021 academic year, the number of 
people with disabilities and health limitations 
enrolled in basic professional degree programs of 
higher education in educational institutions of the 
cultural sector amounted to 505 people. 

The composition of the survey sample respondents by 
the nosological group of disability is shown in Table 1. 

No. Nosological Group of Disability Number of Students % of Students 

1 Visual impairments 58 25.7 

2 Hearing impairments 38 16.8 

3 Musculoskeletal disorders 54 23.9 

4 Somatic disorders 76 33.6 

Table 1. Composition of the survey sample respondents by the nosological group of disability. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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The average age of the survey sample respondents 
was 23.2 years. Out of 226 students with disabilities 
that draw the survey sample, 205 (90.7%) are 
intramural students and 21 (9.3%) are extramural. 

2.3. Research Methods 

A Google forms questionnaire was created to collect 
information about the student population structure 
and context data: 

• Academic performance (academic average in the 
disciplines of the curricula); 

• Mode of study; 
• Year of study; 
• Age; 
• Gender; 
• Nosological group of disability; 
• Previous education; 
• Place of residence before university; 
• Availability of adaptation and rehabilitation 

facilities, necessary for studying, at the university; 
• Adaptation of students in their first year of study; 
• Co-education of people with disabilities and 

health limitations in the same study group; 
• % of individual lessons; 
• % of lessons in small groups; 
• % of lessons in large groups; 
• Growing up in a two-parent family; 

• Growing up in a single-parent family.  

Statistical analysis of the collected data was carried 
out in IBM SPSS Statistics v.26. 

3. RESULTS 

As indicator of the level of learning skills development 
in students with disabilities we took the parameter of 
student academic performance, presented as an 
average grade (on a five-point assessment scale) 
following the results of midterm assessments. 

The grade-point average of the study sample is 4.37. 
Of the 226 students with disabilities in the sample: 

• 25 students (11.1%) have avg. grade of 3 to 3.99; 
• 165 students (73.0%) have avg. grade of 4 to 4.99; 
• 36 students (15.9%) have avg. grade of 5. 

To assess impact of student population structure on 
the development of learning skills in students with 
disabilities in higher education institutions of the 
cultural sector, the Pearson correlation coefficient 
was applied. Correlation coefficients were determined 
by the development level of students’ learning skills 
(academic performance), calculated as an average 
grade (on a five-point assessment scale) following the 
results of midterm assessments, in relation to 15 
parameters of the student population structure. The 
results of this analysis are presented in Table 2. 

 
Parameters of student population structure  Academic performance 

Mode of study r=0.054 (p=0.420>0.05) 

Year of study r=0.024 (p=0.715>0.05) 

Age r=-0.056 (p=0.400>0.05) 

Gender r=0.053 (p=0.428>0.05) 

Nosological group of disability r=-0.021 (p=0.749>0.05) 

Previous education r=0.102 (p=0.127>0.05) 

Place of residence before university r=-0.028 (p=0.674>0.05) 

Availability of adaptation and rehabilitation facilities, necessary for studying, at the university r=-0.024 (p=0.724>0.05) 

Adaptation of students in their first year of study r=0.093 (p=0.166>0.05) 

Co-education of people with disabilities and health limitations in the same study group r=0.031 (p=0.647>0.05) 

% of individual lessons r=0.158 (p=0.017<0.05) 

% of lessons in small groups r=0.122 (p=0.066>0.05) 

% of lessons in large groups r=0.026 (p=0.701>0.05) 

Growing up in a two-parent family r=0.157 (p=0.040<0.05) 

Growing up in a single-parent family r=-0.114 (p=0.410>0.05) 

Table 2. Impact of student population structure on the development of learning skills in students with disabilities in higher 
education institutions of the cultural sector. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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As can be seen in Table 2, the patterns of relation 
between indicators of the student population 
structure and the level of learning skills development 
in students with disabilities in higher education 
institutions of the cultural sector are different. 

Disabled students revealed two significant positive 
and weak correlations between the level of 
development of students’ learning skills and the 
proportion of individual lessons (one student) 
(p<0.05) and growing up in a two-parent family in 
which parents have higher education (p<0.05). 

Let us make a multiple regression model that will 
allow assessing the impact of all parameters of the 
student population structure on the development of 
learning skills in students with disabilities in higher 
education institutions of the cultural sector. Table 3 
presents consolidated data for a multiple regression 
model for estimating the impact of all parameters of 
the student population structure on the development 
of learning skills in students with disabilities in higher 
education institutions of the cultural sector. 

R square determination factor is 0.07, which means 
that 7% of the variations in academic performance of 
students in the study sample change with the 
corresponding variations in all parameters of the 
population structure of students with disabilities in 
higher education institutions of the cultural sector. 

The results of variance analysis (ANOVA) show (Table 
4) that the F-test value (1.047) does not correspond 
to the achieved significance value (p = 0.408>0.05), 
the null hypothesis on the absence of correlation 
between the variables is accepted. Consequently, all 
parameters of the population structure of students 
with disabilities in higher education institutions of the 
cultural sector and academic performance of the 
students in the study sample do not have a linear 
correlation and are not related. 

4. DISCUSSION 

The results obtained indicate the presence of two 
correlations between student population structure 
and the development of learning skills in students 
with disabilities in higher education institutions of the 
cultural sector. This observation allows the following 
conclusions and recommendations: 

First, the most significant correlation is observed 
between the academic performance of students with 
disabilities from the study sample and the proportion 
of individual lessons (one student) in the learning 
process. This correlation proves the positive impact of 
individual lessons for students with disabilities on 
their academic performance, showing that the greater 
the proportion of individual lessons (one student), the 
higher the academic performance. 
 

Model R R Square Adjusted R Square Standard Error of Estimation Durbin-Watson 

1 .264 a .070 .003 .47776 2.011 

Table 3. Consolidated data for a multiple regression model for estimating the impact of all parameters of the student 
population structure on the development of learning skills in students with disabilities in higher education institutions of the 
cultural sector (consolidated data for a model b ). 
a Independent variables: (constant), Single-parent family, Mode of study, Availability of facilities, Year of study, Previous education, 
Nosology, Gender, Student adaptation, Place of residence, % of lessons in large groups, % of individual lessons, % of lessons in small groups, 
Age, Co-education, Two-parent family. 
b Dependent variable: Academic performance. 

 

  Model Sum of Squares Degree of Freedom Mean Square F Significance 

1 

Regression 3.585 15 .239 1.047 .408 b 

Residual 47.933 210 .228   

Total 51.519 225    

Table 4. Variance analysis results (ANOVA a ). 
a Dependent variable: Academic performance. 

b Independent variables: (constant), Single-parent family, Mode of study, Availability of facilities, Year of study, Previous education, 
Nosology, Gender, Student adaptation, Place of residence, % of lessons in large groups, % of individual lessons, % of lessons in small groups, 
Age, Co-education, Two-parent family.  
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Analysis of the correlation between the proportion of 
individual lessons (one student) and academic 
performance of students with disabilities 
demonstrates that the highest academic performance 
was observed in students who had 11–15% and 21% 
and over individual lessons (one student). Therefore, 
the proportion of individual lessons that influences 
student academic performance most is 11–21%. 

Apart from individual lessons (one student), lessons 
in small groups (2–5 students) and large groups (6 or 
more students) are used in the learning process. The 
analysis of the correlation between the proportion of 
lessons in small groups (2–5 students) and academic 
performance of students with disabilities shows that 
the highest academic performance was observed in 
students with disabilities who had 11–15% and 16–
20% of lessons in small groups (2–5 students) in the 
learning process. Consequently, the proportion of 
lessons in small groups (2–5 students) that influences 
student academic performance most is 11–20%. 

The performed analysis of correlation between the 
proportion of lessons in large groups (6 or more 
students) and academic performance of students with 
disabilities demonstrates that the highest academic 
performance was observed in students with 
disabilities who had 16–30% and 61% of lessons in 
large groups (6 or more students) in the learning 
process. This means that the proportion of lessons in 
large groups that influences student academic 
performance most is 16–30%, 61%. 

Second, a significant correlation is observed between 
the academic performance of students in the study 
sample and the fact of growing up in a two-parent 
family in which parents have higher education. This 
correlation proves the positive influence of growing 
up in a two-parent family where both parents (or one 
of the parents) have a higher education, on students’ 
academic performance. 

Third, the correlation between academic performance 
of students with disabilities from the survey sample 
and the following contextual data was not statistically 
significant: 

• Mode of study (academic performance of the 
surveyed students does not differ much 
depending on the mode of study – intramural or 
extramural – and is approximately the same); 

• Year of study (academic performance of the 
surveyed students in their 5th year of study is 
slightly higher compared to that of students in 
their 2nd, 3rd and 4th years. Academic results of 
students in their 6th year of study are slightly 

lower compared to those of students in their 2nd 
to 5th year of study); 

• Age (academic performance of students of the 
most represented ages in the survey sample (19–
24 years) is approximately the same); 

• Gender (academic performance of both female 
and male students of the survey sample is 
approximately the same); 

• Nosological group of disability (academic 
performance of students with visual impairment, 
hearing impairment and somatic disorders is the 
same; academic results of students with 
musculoskeletal disorders are slightly lower 
compared to those of students with other 
disorders in the study sample); 

• Presence or absence of previous education 
(children’s art school, vocational education, 
university, etc.); 

• Place of residence before starting a university of 
the cultural sector (academic performance is 
approximately the same regardless of whether 
students lived in the same place as the higher 
education institution is located or had to move 
from another region of the Russian Federation or 
even from another country to study at the higher 
education institution of the cultural sector); 

• Availability or unavailability of adaptation and 
rehabilitation facilities, necessary for studying, at 
university (academic performance is 
approximately the same regardless of the level of 
availability of adaptation and rehabilitation 
facilities at university); 

• Successful adaptation of students in their first 
year of study to the learning environment at the 
university (academic performance is 
approximately the same regardless of the success 
of student adaptation to the learning environment 
at the university in their first year of study);  

• Co-education of people with disabilities and 
health limitations in the same study group 
(academic performance is almost the same 
regardless of whether they study in the same 
group with people with disabilities and health 
limitations); 

• Growing up in a single-parent family (academic 
performance of students who were brought up in 
a single-parent family, regardless of presence or 
absence of higher education, is approximately the 
same). 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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5. CONCLUSION 

The results of this study indicate the presence of two 
correlations between the development of students’ 
learning skills and parameters of the student 
population structure. The obtained results allow 
making a conclusion about the impact of the student 
population structure in higher education institutions 
of the cultural sector on the development of learning 
skills in students with disabilities. 

The results presented and the conclusions drawn are 
consistent with the recommendations of the leading 
Russian and foreign scientists and practitioners on 
forming inclusive educational groups of students 
doing basic general education programs (preschool; 
primary; basic; and secondary general education) and 
supplementary general education programs, both in 
terms of the quantitative representation of people 
with disabilities in study groups and academic 
achievements. 

In this regard, the results obtained in the course of 
research can be applied to practice at higher 
education institutions of the cultural sector when 
performing the following activities: 

• Developing and implementing adapted 
educational programs of higher education; 

• Designing the policy on forming student 
population structure and substantiating the 
enrolment campaign plan; 

• Creating and assessing the learning environment; 
• Designing a special teaching aids system for the 

period of training of people with disabilities and 
health limitations; 

• Planning and managing facilities of an institution. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. INTRODUCTION 

Innovation is the core driving force for a nation's 
progress and the inexhaustible motivation for a 
country to thrive. Innovative talents are the power 
and source of national development. Building an 
innovative country and improving the capacity for 
independent innovation are very urgent strategic 
tasks for China at present. Therefore, to cultivate 
outstanding talents who keep pace with the times and 
meet the requirements of modernization and 
constantly open up new fields of scientific research is 
a century-old project concerning China's development 
prospects and international status. Facing the demand 
for innovative talents in China's modernization 
construction, educational reform and innovation has 
become the core of quality education, and innovation 
ability is the highest standard for evaluating talents. 
To enable students to adapt to the development of the 
times and grow into useful talents of the new era, it is 
necessary to focus on the cultivation of students' 
innovative spirit and ability. 
 

2. DEFINITION OF INNOVATION AND 
INNOVATION SPIRIT 

As early as the beginning of this century, the concept 
of "innovation" was mainly put forward by 
economists from the perspective of technology 
application. Innovation refers to the courage to break 
through old ideas and old models, and the idea and 
initiative to solve new problems, obtain new results 
and open up new situations. With the continuous 
development and change of society, the meaning of 
innovation is also expanding and deepening. Literally, 
it mainly includes all new things such as new 
discoveries and inventions, new ideas and concepts, 
new doctrines, technologies and methods. Innovative 
education is a theory and method of education based 
on the principle of innovation, aiming to cultivate 
students with a certain sense of innovation, 
innovative thinking, innovative ability and innovative 
personality. And then, students can firmly and 
systematically master the knowledge of the subject 
and develop their innovative abilities in practice. 
The innovative spirit belongs to the category of 
scientific spirit and scientific thought, and is also a 
psychological characteristic that must be possessed to 
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1. INTRODUCTION 

Innovation is the core driving force for a nation's 
progress and the inexhaustible motivation for a 
country to thrive. Innovative talents are the power 
and source of national development. Building an 
innovative country and improving the capacity for 
independent innovation are very urgent strategic 
tasks for China at present. Therefore, to cultivate 
outstanding talents who keep pace with the times and 
meet the requirements of modernization and 
constantly open up new fields of scientific research is 
a century-old project concerning China's development 
prospects and international status. Facing the demand 
for innovative talents in China's modernization 
construction, educational reform and innovation has 
become the core of quality education, and innovation 
ability is the highest standard for evaluating talents. 
To enable students to adapt to the development of the 
times and grow into useful talents of the new era, it is 
necessary to focus on the cultivation of students' 
innovative spirit and ability. 
 

2. DEFINITION OF INNOVATION AND 
INNOVATION SPIRIT 

As early as the beginning of this century, the concept 
of "innovation" was mainly put forward by 
economists from the perspective of technology 
application. Innovation refers to the courage to break 
through old ideas and old models, and the idea and 
initiative to solve new problems, obtain new results 
and open up new situations. With the continuous 
development and change of society, the meaning of 
innovation is also expanding and deepening. Literally, 
it mainly includes all new things such as new 
discoveries and inventions, new ideas and concepts, 
new doctrines, technologies and methods. Innovative 
education is a theory and method of education based 
on the principle of innovation, aiming to cultivate 
students with a certain sense of innovation, 
innovative thinking, innovative ability and innovative 
personality. And then, students can firmly and 
systematically master the knowledge of the subject 
and develop their innovative abilities in practice. 
The innovative spirit belongs to the category of 
scientific spirit and scientific thought, and is also a 
psychological characteristic that must be possessed to 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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carry out innovative activities, including innovative 
consciousness, innovative interest, innovative 
boldness, innovative determination, and related 
thinking activities. Specific performances of 
innovative spirit are as follows. For example, people 
are not satisfied with existing acquaintance and 
constantly pursue new knowledge; people are not 
satisfied with existing ways of life and production, 
methods, tools, materials and objects, and constantly 
make reform and innovation according to actual 
needs or new situations; people don't stick to the old 
rules, dare to break the original framework and 
explore new laws and methods; people don't believe 
in books and authorities, but dare to follow facts and 
one's own thinking; people don't blindly follow 
others' ideas, sayings and practices; people insist on 
independent thinking and the pursuit of novelty, 
uniqueness, whimsy and difference; people do not 
become rigid and dull, but apply existing knowledge 
and abilities flexibly to solve problems, etc. Only with 
an innovative spirit can we continue to open up new 
horizons in future development. 

3. THE SIGNIFICANCE OF CULTIVATING 
INNOVATIVE TALENTS 

According to the report of 19th Party Congress, "it is 
necessary to accelerate the building of an innovative 
country, innovation is the first driving force leading 
development, and it is suggested to train a large 
number of strategic scientific and technological 
talents, leading scientific and technological talents, 
young scientific and technological talents and high-
level innovation teams of international standard". 
Meanwhile, the Party Central Committee has a 
timetable for building an innovative country. 
According to the "Outline of National Innovation-
driven Development Strategy" published previously, 
China would enter the ranks of innovative countries in 
2020, rank among top innovative countries by 2030, 
and become a world power in scientific and 
technological innovation and a major scientific center 
and innovation highland in the world by 2050. 
In order to achieve this ambitious goal, educators 
have to take up the training of innovative talents. 
Since the driving force of innovation lies in education, 
it is education that determines the future of the 
nation. The competition in the 21st century is 
ultimately a competition for knowledge, a competition 
for talent, and especially a competition for innovative 
talent. In the views of some people, cultivating 
innovative talents means cultivating innovative 
talents of science and technology, but this view is not 
comprehensive enough. Scientific and technological 
innovation is the focus, but not the whole picture. 
Innovation is needed in all fields and disciplines, and 

there are different levels of innovation. As long as 
there are inventions, discoveries and improvements, 
it belongs to the scope of innovation. The innovation 
people advocate is innovation for all human beings, all 
the time and everywhere. Innovation should be a 
culture, an atmosphere and a momentum that drives 
progress and development of society [1]. 
Art and design is an interdisciplinary discipline that 
integrates art, science and technology and economics. 
And it is also a discipline that uses science and 
technology as the basis for creating practical and 
aesthetic products in the form of art and design to 
meet a variety of material and spiritual needs of 
human beings and to serve human life. Art and design 
is no longer just a technology, or a simple combination 
of technology and art, but a culture. Art and design 
education is a special part of educational structure 
and is responsible for the training of creative talents. 
Therefore, it is necessary to adapt to the development 
needs of society and to change the educational 
concepts and modes of education that hinder the 
development of students' innovative spirit and 
innovative abilities. And it is of great and far-reaching 
significance to actively explore the cultivation of 
innovative talents by analyzing and understanding the 
current situation of students' lack of innovation ability 
and promoting the improvement of students' 
innovation ability. 

4. ANALYSIS OF THE CURRENT 
SITUATION OF STUDENTS' LACK     
OF INNOVATIVE ABILITY 

According to the survey, the lack of innovation ability 
of undergraduate students in the specialty of art and 
design in China is mainly manifested in the following 
aspects. 

4.1. Inadequate Information          
Technology Skills 

Students pay too much attention to the vertical 
learning and training of art and design courses and 
performance techniques, but pay less attention to the 
mastery of information technology and the 
improvement of information literacy, and think that 
those are the affairs of engineering students. Besides, 
they believe that they are artists, they have solid basic 
art skills and unique artistic personality. However, 
they are complacent and arrogant, and they ignore the 
acquisition and collection of modern information, let 
alone processing and utilization, which hinders the 
horizontal development of innovation ability. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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4.2. Inadequate Innovative Awareness and 
Lack of Innovative Thinking 

Influenced by the traditional teaching mode, 
university students have been suffering from a lack of 
innovative consciousness, the root of which is the lack 
of innovative thinking. The formation of an 
individual's "thinking" is influenced by three aspects: 
inheritance, acquired knowledge and life 
environment. Genetics determines the neurological 
system of the brain which varies from person to 
person, knowledge determines the individual's 
receptiveness and awareness of the outside world, 
and the living environment ultimately creates a 
harmonious and balanced outcome between the 
internal and external environment of the individual. 
Unfortunately, in primary and secondary education, 
the lack of the necessary initiation into innovation has 
led to a lack of 'innovation awareness' in the later 
learning of students [2]. 

4.3. Lack of Problem Awareness in Learning 

When encountering some difficult problems, 
psychological state of skeptical confusion, anxiety and 
exploration should have arisen, which should drive 
individuals to think positively and to keep asking 
questions and solving problems, but students have no 
question to ask, are afraid to ask and have no 
opportunity to ask. Traditional conclusive teaching is 
one in which the teacher speaks and the students 
listen, in which the teacher demonstrates and the 
students imitate, and in which the teacher is used to 
giving ready-made conclusions or answers. At the 
same time, Students' assignments, works and tests are 
also based on the principle that there is one question 
and only one correct answer. The result of such closed 
teaching is bound to make students never question 
the conclusions given by the teacher and the 
techniques taught, and students are unlikely to 
develop a sense of inquiry into multiple answers and 
methods when faced with questions that already have 
multiple answers. 

4.4. Weak Knowledge Base and Poor 
Innovative Outcomes 

The first is weak innovative knowledge base. For 
example, there is unreasonable course design, 
knowledge repetition, insufficient interdisciplinary 
knowledge, insufficient innovative knowledge; 
knowledge is obsolete; students do not take the 
initiative to learn; there is closed teaching; teachers 
don't pay attention to the diffusion of knowledge and 
so on. The second is poor innovation results. For 

instance, the innovation environment is not perfect; 
there is a high pressure of school running; there is 
little practical teaching environment; students do not 
pay attention to social practice; the innovation skills 
are not strong; there is a lack of design ability; and 
operation ability and expression ability are poor. 

4.5. Being Inclined to Bookishness,  
Teacher-Oriented and Superstitious 
Belief in Authority 

Students regard existing book knowledge, teachers' 
narratives and the work of famous design masters as 
absolute truths, and are content with the memory of 
existing knowledge and the performance of 
techniques. Besides, they are insensitive to, lack 
interest in, and do little research on new 
developments and trends in the natural sciences, high 
technology, and art and design in the world today, 
especially on problems that are being explored but 
have not yet been solved, and are unable or afraid to 
use what they have learned to boldly propose and 
analyze new problems, let alone original new 
academic ideas and perspectives.  

4.6. Too Much Emphasis on Professional 
Knowledge and Training of  
Technical Style 

Students pay more attention to art and design 
expression techniques and training in a certain design 
style. After graduation and entering society, when 
faced with a large number of innovative topics 
encountered in actual work, both the knowledge 
acquired at the university level and the abilities and 
qualities they possess are significantly inadequate and 
require a longer period of time for students to 
gradually adapt, and many of them also need special 
training for six months to a year before they can take 
up their jobs. Even for those students who enter 
postgraduate studies after graduating from 
undergraduate programs, due to the inherent 
deficiencies in innovative awareness and innovative 
ability at the undergraduate level, there are many 
problems, such as difficulty in selecting topics, 
slowness in scientific research, inactive research 
ideas, traditional research methods, lack of courage in 
climbing peaks, and lack of strength in pioneering and 
innovation. There are not many high-level 
dissertations, and even fewer academic achievements 
with international influence, thus failing to play a full 
role as the driving force of basic and applied basic 
research, etc. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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5. WAYS AND METHODS TO 

CULTIVATE STUDENTS' INNOVATIVE 
ABILITIES WITH THE HELP OF 
DIGITAL TECHNOLOGY 

Digital technology is the basis of digital computers. 
Without digital technology, there would be no 
computers today. Digital technology is also the basis 
of multimedia technology, including digital, text, 
image, voice, virtual reality, and all kinds of 
information in the visual world. In short, the digital 
media can be used to represent all kinds of media and 
to describe the very different real world. The 
application of digital technology in art and design 
education is characterized by multi-media teaching 
materials, globalization of resources, individuation of 
teaching, autonomy of learning, task cooperation, 
automation of management and environment 
virtualization. With digital technology as the platform, 
it constructs the teaching mode of "four elements" 
such as students, teachers, teaching information and 
learning environment to achieve the ultimate goal of 
cultivating innovative talents. The teaching methods 
and main contents for cultivating students' innovative 
abilities are as follows. 

5.1. Digital Technology Can Help to Improve 
the Overall Quality and Development 
Potential of Students 

The innovative talents required by the information 
society must first have strong information skills. 
According to calculations by James Martin, a British 
technology forecaster, human knowledge doubled 
every 50 years in the 19th century. However, it 
doubles every 12 months in today's information 
society. With this "information explosion", it requires 
the most efficient way to access and use all kinds of 
information and knowledge [3]. Clearly the traditional 
teaching model is not adapted to the information 
needs of a modern society in which knowledge grows 
and is rapidly updated. However, digital education, 
characterized by the use of the Internet, is the ideal 
environment for the development of this quality. The 
Internet is the world’s largest repository of resources. 
Students are free to explore the information on the 
Internet, which undoubtedly cultivates their ability to 
access, analyze, process and utilize information. 
With the unexpected outbreak of the new epidemic 
and its severe impact at the beginning 2020, 
traditional classroom teaching was completely 
blocked for a while, online education was brought 
directly to the forefront as an emergency education 
service system during the "pandemic", allowing 
students to take classes at home without having to 
leave their homes. All teaching and learning activities 

were carried out around the Internet, where teachers 
taught, students learned, information flowed and 
knowledge was shaped, and students had access to 
the most up-to-date curricula online or on other 
teaching platforms, and could search for interesting 
learning materials, artistic inspiration and materials, 
so that they could adapt more quickly to the needs of 
the information society. Although online teaching has 
shown many problems, it is also a sign that Chinese 
education, especially higher art and design education, 
will reach a historic inflection point, that is, modern 
information technology based on the Internet will 
reshape the future development of higher education. 
No moment is more profound and urgent than now. 

5.2. Digital Technology Can Effectively 
Stimulate Students' Innovative Thinking 
and Innovative Behavior 

The development of innovative abilities is an 
education that gives full play to human subjectivity, 
develops human intellectual potential and forms 
human innovative forces. In the teaching of art and 
design, digital technology enters the classroom, 
playing advantage of modern teaching technology 
tools. With the help of typical and creative resources 
in the information platform, teachers can directly 
present knowledge that is difficult to perceive and 
comprehend in a short time using digital teaching 
methods, stimulate students' interest in learning and 
arouse students' sense of participation and 
leadership. In this way, it not only enriches the 
content and broadens students' horizons, but also 
effectively inspires them to think creatively, to 
capture their own feelings, to integrate their own 
understanding and to express their own innovative 
designs. For example, when teaching the history of 
Chinese advertising in the course of creative 
advertising design, students can look up relevant 
information on the Internet, search independently for 
excellent advertisements of various periods, and 
classify, analyze and evaluate them to stimulate their 
creative inspiration. In this way, it will not only fully 
explore students' own potential and maximize their 
spirit of exploration and pioneering, but also allow 
them to freely expand their imagination and form 
bold and innovative behavior, laying the foundation 
for future artistic creation and even the formation of 
their own unique design style. 

5.3. Digital Technology Can Prompt 
Students to Engage in Research and 
Exploration-Based Learning 

Research skills are an important competency for 
innovative people. As China's traditional education 
focuses on the inculcation of knowledge, the 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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innovative ability of students is greatly inhibited, thus 
resulting in a lack of backbone and research ability. 
Digital education is just the thing to promote students' 
ability to research on topics. Teachers have 
incorporated their own research topics into the 
creative design of green express packaging, and have 
conducted a great deal of research-based learning on 
the subject through the Internet. Students are enabled 
to access the latest information on express packaging 
design research in China and foreign countries 
through various information platforms, break the 
mystery of creation, and design a variety of express 
packaging designs with original features such as being 
detachable, reusable and inflatable, etc., exercising 
students' keen observation and analysis skills and 
pioneering thinking skills on real-life issues. 
Exploratory learning helps students to develop 
divergent and innovative thinking and skills. Digital 
education, with its globalized resources, is suitable for 
students to carry out exploratory learning. This 
learning model has completely changed the passive 
acceptance of students in traditional teaching, and 
students are in an active position, which can 
effectively stimulate students' interest in learning and 
innovation. 

5.4. Digital Technology Facilitates 
Information Exchange, Teaching 
Interaction and Resource Sharing 

The computer enables the storage and reuse of design 
data, and all kinds of design materials can be stored 
and retrieved with the use of the data. And in this way, 
students' interest and motivation to learn would be 
triggered, and the subjectivity and initiative of 
learning would be stimulated, achieving the purpose 
of active thinking. What is even more valuable is that 
the data for each lesson is stored on the server and 
the data can be called up at any time, making it easier 
to share teaching information [4]. In addition, with the 
development of multimedia courseware, web 
technologies and distance learning, students have 
access to acquire more information knowledge and 
are allowed to carry out online learning between 
institutions through local area networks or the 
Internet. Some renowned professors can lecture for 
national art and design education institutions without 
leaving school, expanding the space in which art and 
design exists, bringing art and design to a wider 
digital platform, exposing students to a wealth of art 
and design information, and facilitating the formation 
of an open, forward-looking perspective. 
For example, in the teaching of advertising planning, 
students are directed to websites about advertising 

knowledge and advertising companies, and a wealth 
of knowledge and images are displayed in front of 
them, creating a lively and vivid learning context for 
students. In the classroom learning process, students 
can not only quickly grasp the essence, but also leave 
a broad space for innovative thinking, because visual 
perception drives imagination and thinking is 
extremely active. Innovative behavior has become an 
internal demand of students. It is also the key to 
increase the effectiveness of classroom teaching and 
stimulate students' innovative abilities. 

5.5. Digital Technology Can Stimulate 
Students' Artistic Creative Imagination 

Imagination is a very important innovative force. 
Einstein said that "imagination is a real factor in 
scientific research" and that "imagination is more 
important than knowledge because knowledge is 
limited, while imagination encapsulates everything in 
the world." It is clear that developing students' 
imagination is key to cultivating students' innovation 
abilities. The digital technology creates a fascinating 
teaching context. With the use of the advantages of 
multimedia such as realistic images, vividness, novelty 
and being not limited by time and space, all kinds of 
teaching information are integrated. With the use of 
time travel, time inversion, scene switching, montage 
and other techniques in film and television art in the 
courseware, it is conducive to developing ideas, 
stimulating imagination, making students' thinking 
highly active and sparking innovation. For example, 
with the broadcast of dynamic media such as 3D 
animation, video images and film and TV commercials, 
students have a sense of shock, novelty and mystery. 
At the same time, they have infinite reverie and desire 
to explore and innovate. 

5.6. Digital Technology Provides 
Personalized Teaching and Facilitates 
Personalized Learning 

In digital teaching, on the one hand, teachers can keep 
track of each student's learning process and stage, and 
assess the results to achieve a track of complete 
system and record storage. In this way, it is conducive 
to taking care of students' individual differences, 
controlling the difficulty of the teaching content, 
resolving the differences in understanding formed in 
the process of individual student's comprehension of 
knowledge, and keeping the progress of the course 
[5]. On the other hand, with the help of teaching and 
learning service system, teachers can make targeted 
and personalized learning advice and guidance 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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programs, etc. according to the individual learning 
situation and learning ability of students. Online 
education provides effective methods and conditions 
for personalized teaching. 
Scientific research shows that an important factor in a 
person's success or failure is personal interest. Digital 
technologies make individualized education and 
personalized learning possible. Students with 
different preferences are free to choose their learning 
content and learning style through their personal 
computers and carry out independent learning based 
on their knowledge background. And then, 
personalized learning would be possible. Meanwhile, 
it is suggested to build environments that enable 
students to engage in the teaching process, stimulate 
students' interest and allow them to acquire 
knowledge and competencies through interaction 
with the innovative environment. This improvement 
is not only in the level of learning, but more 
importantly in the ability to use optimal educational 
resources to develop innovative skills. 

5.7. Digital Technology Facilitates  
the Development of Students'  
Problem Awareness 

Problem awareness is the driving force of thinking 
and the cornerstone of innovation. Strengthening 
students' problem consciousness is the starting point 
for developing their innovative spirits [6]. Highly 
affirming and attaching importance to the cultivation 
of students' problem consciousness is a consensus 
among Chinese and foreign educators. Einstein said, 
"it is often more important to ask a question than to 
solve a problem. Solving a problem may be a 
mathematical experience or a practical skill, while 
posing new problems and new possibilities and 
looking at old problems from a new perspective 
require creative imagination." So, teachers don't 
worry about asking "weird" questions. The real worry 
should be that they have no questions to ask. Only by 
allowing students to dare to ask questions, to be good 
at asking questions, and to discuss and solve problems 
under the guidance of teachers, can we truly cultivate 
applied talents with the spirit of innovation and the 
ability to ask, analyze, and solve problems. 

5.8. Digital Technology Facilitates  
Students' Memory, Coherence  
and Retention of Knowledge 

With the use of digital technology, teachers show 
students text, sound, graphs, video, animation, etc. in 
the form of online multimedia, in order to more 
vividly and intuitively show some data or a variety of 
scenes that cannot be seen in real life. On the one 

hand, teachers can create vivid and diverse teaching 
materials to start teaching, improve students' interest 
in learning, and relieve the tiredness and dullness 
brought to students by traditional teaching methods. 
On the other hand, students can receive more rich 
teaching contents, better absorb knowledge and grow. 
Digital teaching provides diversity of external stimuli, 
which facilitates the optimization of the teaching 
process and the acquisition and retention of 
knowledge, and broadens the space for students to 
develop their artistic creativity. Treicher, the 
experimental psychologist, made two famous 
psychological experiments, and one of which was on 
human access to information sources. His 
experiments confirmed that 83% of the information 
acquired by humans came from vision, 11% of that 
came from hearing, which added up to 94%. Besides, 
3.5% of that came from smell, 1.5% of that came from 
touch, and 1% of that came from taste. Multimedia 
technology can be seen as well as heard and 
manipulated with the hands, and more information is 
acquired than by listening to a single lecture. Also, he 
made another experiment on knowledge retention, 
i.e., memory persistence. According to the results, 
people could remember 10% of what they read, 20% 
of what they heard, 30% of what they saw, 50% of 
what they heard and saw, and 70% of what they said 
in the communication. In other words, if one can both 
hear and see, and express it in one's own words 
during the discussion and communication process, the 
retention of knowledge will be much better than the 
effect of traditional teaching. In addition, information-
based education is not only very conducive to 
knowledge acquisition, but also very conducive to 
knowledge retention, providing a solid foundation for 
the development of students' innovative abilities. 

6. CONCLUSION 

To sum up, the application of digital technology not 
only meets the needs of hierarchical education, is 
closely related to the cultivation of students' 
innovation ability, and also brings vigorous vitality to 
art and design education. In the process of digital 
education, emphasis is placed on practice, teaching 
interaction. At the same time, it is suggested to carry 
out active exploration of effective ways and methods, 
reform the long-standing traditional teaching mode, 
and continuously promote the innovation of 
education mode. And then, students' comprehensive 
ability and innovation can be further developed. In 
order to accelerate China's modernization and realize 
the great rejuvenation of the Chinese nation, it is 
required to cultivate more high-quality and innovative 
talents in line with the requirements of the 
information age. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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1. INTRODUCTION 

The author is trying to study the characteristics of 
children's dance teaching, put forward how to 
implement the specific methods of dance teaching 
according to the characteristics of children, point out 
the mistakes that are easy to occur, propose how to 
avoid common problems, and propose effective 
improvement methods for others to learn from. 
In recent years, the number of children's dance 
training institutions has been increasing, and the good 
and the bad are mixed. It requires a correct 
theoretical guidance class rather than a scientific 
teaching system. This topic is based on the 
characteristics of children's dance teaching and the 
problems that often arise, using modern educational 
scientific research methods such as observation, 
statistics, and interviews to study how to solve 
various problems in the process of children's dance 
and how to better adapt to the teaching plans 
formulated for children's psychological development, 
in order to provide useful discussion to improve the 
level of children's dance teaching under the new form 
of teaching reform. 

2. PSYCHOLOGICAL AND BEHAVIORAL 
CHARACTERISTICS OF CHILDREN 

2.1. Psychological Development Stage         
of Children 

If people want to study children's dance in depth, they 
must first understand the psychological development 
of children. Therefore, the author chooses to study 
children's dance education from the perspective of 
psychology. 
The Swiss psychologist Piaget cited the concept of 
"operation" from logic as the basis for dividing the 
stages of intelligence development, and the children 
the author studies are in the pre-operational stage (2-
7 years old) and concrete operational stage (7-11 
years old) [1]. 

2.1.1. Pre-Operational Stage 

Children in the preoperational stage like to use 
representational symbols to replace external things, 
thinking that all external things are alive. Therefore, 
when teaching children at this stage, teachers should 
pay more attention to observing the objects that 
children usually like, and use these objects to replace 
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1. INTRODUCTION 

The author is trying to study the characteristics of 
children's dance teaching, put forward how to 
implement the specific methods of dance teaching 
according to the characteristics of children, point out 
the mistakes that are easy to occur, propose how to 
avoid common problems, and propose effective 
improvement methods for others to learn from. 
In recent years, the number of children's dance 
training institutions has been increasing, and the good 
and the bad are mixed. It requires a correct 
theoretical guidance class rather than a scientific 
teaching system. This topic is based on the 
characteristics of children's dance teaching and the 
problems that often arise, using modern educational 
scientific research methods such as observation, 
statistics, and interviews to study how to solve 
various problems in the process of children's dance 
and how to better adapt to the teaching plans 
formulated for children's psychological development, 
in order to provide useful discussion to improve the 
level of children's dance teaching under the new form 
of teaching reform. 

2. PSYCHOLOGICAL AND BEHAVIORAL 
CHARACTERISTICS OF CHILDREN 

2.1. Psychological Development Stage         
of Children 

If people want to study children's dance in depth, they 
must first understand the psychological development 
of children. Therefore, the author chooses to study 
children's dance education from the perspective of 
psychology. 
The Swiss psychologist Piaget cited the concept of 
"operation" from logic as the basis for dividing the 
stages of intelligence development, and the children 
the author studies are in the pre-operational stage (2-
7 years old) and concrete operational stage (7-11 
years old) [1]. 

2.1.1. Pre-Operational Stage 

Children in the preoperational stage like to use 
representational symbols to replace external things, 
thinking that all external things are alive. Therefore, 
when teaching children at this stage, teachers should 
pay more attention to observing the objects that 
children usually like, and use these objects to replace 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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certain actions in class, so that it is convenient for 
children to remember actions. And the teachers need 
to not make the action too abstract, because the 
child's thinking at this stage is not yet reversible. For 
example, lying on the crotch, if the teachers use 
ordinary language to explain "the body lies on the 
ground, put the feet behind, bend 45°..." This 
explanation is too complicated and difficult for 
children to understand. If they put it another way, 
"Little frog quack quack, let's all be good frogs. Kids, 
let's lay on the frog's crotch (and demonstrate it 
once), see who's lying on the frog is not good, and I 
will catch them..." Such a vivid and interesting 
description is more acceptable to the children, and in 
the future, everyone will know what to do when they 
talk about lying on the frog's crotch, which not only 
saves effort but also saves a lot of time. 

2.1.2. Concrete Operational Stage 

The sign of this stage is the formation of the concept 
of conservation. The so-called conservation means 
that the child realizes that the object has changed in 
appearance, but its unique properties remain 
unchanged. For example, 1+1=2, if it is changed, 2–1=? 
Children at this stage will know that it is equal to 1. 
Children at this stage have reversible thinking and can 
carry out logical reasoning. Therefore, in teaching, 
teachers should make full use of the students' 
reversible thinking. For example, jete, then they can 
tell students to classify them. Jetes include jete, mid 
jete, leg-sucking jete, single-leg jete, and big jete. And 
then, the teachers can start teaching some coherent 
combinations to connect all the jetes together. 
Although students have a certain logical thinking, they 
still need specific things to support them. Therefore, 
when teaching the simplest jete, the teacher should 
explain the essentials of the specifications clearly, and 
then develop it into other jetes, and let the students 
do it by themselves and think about why they are 
jumping like this and what to do next. 

2.2. Behavioral Characteristics of Children 

2.2.1. Children Like to Play 

Wherever children gather, there is always laughter. 
Children are innocent by nature and have no burdens 
in life, so laughing loudly has become their privilege. 

2.2.2. Children Like to Imitate 

Imitation is the mother of learning. Children have 
strong interest and enthusiasm for various things. 
And they develop infinite imagination, until imitation. 
From language to expression, from walking to running 
and jumping, especially all kinds of small animals in 
nature, flying, running, jumping, as well as chickens, 

ducks, pigs, dogs and rabbits are the objects they 
imitate. Children's imitation is like the absorption of 
water by a sponge, which is very powerful. Therefore, 
the environment is particularly important. Teachers 
should not bring their own indiscreet style to the 
classroom. Perhaps a small action or an inconspicuous 
word will affect the child's life. 

2.2.3. Children Have Strong Desire for Performance 

Desire for expression is a desire for people to show 
their self-worth in front of others for affirmation and 
promotion. The younger children are, the simpler 
their expression will be. They do not have adult 
consciousness and the concept of face, so they are not 
afraid to behave badly and be laughed at. This kind of 
psychology is the source and foundation of children's 
developmental expressiveness. Their expressiveness 
is related to personality traits. Extroverted children 
are bold and expressive; introverted children are 
timid and implicit. Teachers must correctly guide 
children's expressive desires according to their 
personality characteristics. Extroverted children 
should not allow their expressive desire to expand 
indefinitely, so that they are keen on self-expression 
and breed vanity; for introverted children, teachers 
should stimulate their expressive desire, encourage 
them to boldly express their talents, let them taste the 
fun of self-expression in practice and enhance their 
desire to express. In order to develop children's 
physical and mental health, teachers should treat and 
protect children's desire to express themselves 
correctly, so that children can develop and improve 
themselves through continuous self-expression. The 
reason why the researchers study children from the 
perspective of psychology is that they want to have a 
more thorough insight into children and analyze 
them. Children's psychological development is a 
fulcrum. The more stable and bright this fulcrum is, 
the more beautiful the artistic charm it exudes. People 
cannot do anything against the essence, they must 
proceed from the essence. The above is combined 
with psychology to show how to better carry out 
children's dance education. 

3. TEACHING PRINCIPLES OF 
CHILDREN'S DANCE 

Different teachers will have different teaching styles, 
and different teaching styles will bring different 
artistic influences to children. 

3.1. Scientificity and Normalization 

From a physiological point of view, the bones and 
muscles of children are in a weak and balanced 
development stage during the growth stage. The rapid 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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growth of the epiphyseal cartilage tissue of their 
bones cannot withstand excessive and overloaded 
pressure, and the contraction ability and relaxation 
force of each part of their muscle tissue cannot be 
retracted and released as easily and quickly as adults. 
From a psychological point of view, children's ability 
to accept, understand and judge in dance learning is 
relatively slow. To this end, any kind of extraordinary, 
excessive teaching behavior will harm the physical 
development of children. Therefore, children's dance 
teaching should be scientific and normative, and 
should be adapted to children's physical and 
psychological development [1]. 
First of all, the rhythm of training movements should 
not be too fast, because children's muscle control 
ability is weak and coordination is poor, if the rhythm 
is too fast, it will cause children to feel dizzy and 
stumble; secondly, the training intensity should be 
moderate. If the training intensity of the teacher is too 
high, in the long run, the dense bone mass of the child 
will be thickened, the arrangement of the trabecular 
bone in the bone will speed up the process of shaping, 
and it will become thick and powerful prematurely. In 
this way, the two sieves of the long bones of the child 
will undergo super stimulation and prematurely 
calcify, thus limiting the further development of the 
child's height to a certain extent; in the end, overall 
training is the main focus. From the perspective of the 
muscle characteristics of children's dance training, the 
overall movement can make the expansion and 
contraction of muscle fibers in each muscle group 
during the exercise relatively balanced and 
coordinated in benign stimulation. On the contrary, if 
local training is increased, local mitochondria of the 
muscle fibers will multiply rapidly, and then the local 
muscles will be abnormally bulged, which will destroy 
the modeling effect of line beauty in dance education. 

3.2. Interestingness 

Tolstoy said: "What successful teaching needs is not 
coercion, but arousing the interest of the students." 
For early childhood children, in addition to eating and 
sleeping, the main activities in their daily life are play 
and games. Therefore, the interestingness and 
entertainment of children's dance should be put in the 
first place. Traditional dance teaching is to decompose 
the movements, as a single movement, simply repeat. 
With repeated training, it is easy to make the dance 
class become monotonous, mechanical, and boring. 
Children's most concentrated attention time is 10 to 
20 minutes. Therefore, boring and monotonous dance 
training will quickly make children lose interest in 
learning and cannot mobilize their enthusiasm for 

learning. If the teacher only teaches for the purpose of 
teaching, does not pay attention to the physiological 
characteristics of children and does not pay attention 
to reasonable arrangement of the teaching content, 
the best effect of dance teaching will not be achieved. 
Children's psychological thinking is characterized by 
images and changeable tastes, so teachers should 
emphasize clear subject, easy to understand, novel 
and unique in the selection of teaching materials, 
which can arouse children's interest and inspire their 
imagination. First, when considering the theme of 
dance, teachers should choose the content of 
children's game life that children are familiar with and 
love, and which has a certain positive meaning and 
can be expressed by dance. Second, in the choice of 
music for children, teachers can choose songs (music) 
that children are familiar with to arrange, such as the 
children's music of "Lost the Handkerchief" combined 
with the handkerchief flower of the Northeast Yangko, 
the music of "Little Duck" combined with Tibetan tap, 
the music of "Picking Grapes" combined the Uyghur 
people's wrist to wrist, etc. The movements are 
interesting and the music is good. The children learn 
dance in a relaxed and happy atmosphere, which 
increases their interest in learning, and they learn 
quickly and well. 

3.3. Subjective Initiative 

Under normal circumstances, when children learn 
dance at the beginning, they are joined by certain 
external forces, such as the requirements of parents 
and elders, or the setting and arrangement of school 
courses. So when starting to learn dance, children are 
obedient to the teacher's teaching, often passively. In 
this regard, teachers should pay attention to 
stimulating children's performance awareness in 
teaching, and infect children with accurate 
demonstration movements and full of enthusiasm and 
happy emotions. First, teachers should work hard on 
teaching methods. Attention should be paid to 
adopting methods that children like to see and hear to 
strengthen the guidance of children, and gradually 
change children's passive learning into active 
learning. Seconds, teachers should leave more time 
for the children to think about the action. In this way, 
children's brains can be better activated and excited, 
so that children can learn "targeted", and through 
their own reflection and understanding, they can 
practice according to their own priorities, so that 
children can learn more actively. For example, when 
learning the Mongolian dance "Little Patrol Soldiers", 
teachers can guide children to understand the living 
environment and living habits of the Mongolian 
people in the form of stories. Mongolian children live 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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in the beautiful prairie, green grass, blue sky, white 
clouds, and round yurts. They are good friends with 
herds of sheep, cattle and horses. They like to ride 
horses in the vast grasslands, so they must be cheerful 
and have a strong sense of rhythm when doing 
horseback riding. They love their hometown and want 
to protect their hometown, so their eyes are bright. 
When they see that the sheep and cattle are in danger 
of being attacked by wild animals, they will protect 
them. This explains that children will open their little 
eyes wide when doing movements, and they will be 
particularly energetic and straightforward when 
doing head shakes and whiplash movements. When 
they are learning the action of an eagle spreading its 
wings and flying high, teachers can guide them to 
imagine that the eagle's wings are wide when they are 
spread and high when they are flapped. So when the 
children are doing movements, they should be guided 
to straighten their arms, lift and press their wrists 
vigorously, and hold their heads up so that they can 
show the spirit of an eagle. Third, teachers should play 
a guiding role. Teachers should guide students to 
imagine the situation and integrate into the situation. 
Due to the limitation of children's age, this 
transformation process from passive to active is 
relatively slow, and it is impossible to do it overnight. 
However, teachers should focus on inspiring and 
arousing children's inner subjective initiative in 
teaching, that is, to let the internal factors act as 
quickly as possible to achieve this transformation 
under the influence of external factors. 

3.4. Personification 

Innocence and immaturity are the characteristics of 
children's emotions and thoughts, and they have a 
different way of thinking and a unique perspective on 
everything from adults. Rich imagination and bizarre 
fantasies are often the characteristics of children 
(especially early children) thinking activities. They 
often see inanimate toys and objects as animate 
friends. If a child can be the mother of one or more 
dolls, feed him to eat, and sing nursery rhymes to lull 
him to sleep; she may play the role of a doctor or 
nurse, and treat the baby, give injections, and take 
medicine. They also regard some small animals as 
children with human nature and human feelings. They 
have special feelings for kittens, puppies, rabbits, 
chickens, birds, little goldfish, etc. They can play with 
them and tell stories to them... In the creation, it is 
necessary to treat objective things with the thoughts 
and feelings of children, and choose the theme of 
dance from the life of children, especially the fairy 
tales and fables, etc. There are also dance themes that 
can be chosen. For example, the dance "Baby and 
Crayons" tells a little story about the baby's painting. 
During the dance, the crayons jumped out happily one 

by one. The baby kissed the red and hugged the 
yellow. When the black one took the initiative to run 
to the baby, the baby didn't like it and closed it in the 
pen case. The baby instructed the crayon to draw the 
villain, but when he wanted to draw the eyes he could 
not draw it, so the baby took the initiative to apologize 
to the black one and asked it to draw the eyes. By 
anthropomorphizing crayons, this work vividly 
educates children to treat everyone equally, and the 
truth of everything is easy for children to accept. 

3.5. Encouragement 

Affirming children and letting them have a healthy 
and confident psychological state is an important 
method for children's education today. Only when a 
child is full of self-confidence can he bravely face new 
things, accept new challenges, and better develop his 
potential. Therefore, in the process of teaching, 
teachers should have an enthusiastic and patient 
attitude, insist on using vivid language, high emotions, 
and beautiful dance postures to educate, infect, guide 
children, and mobilize the enthusiasm of students to 
learn and express the nature of dance emotion 
maximally [2]. For those children with poor receptive 
ability, teachers must not say that children are stupid, 
which will hurt children's self-esteem and affect their 
future learning and growth. Teachers should make the 
whole teaching process full of a happy and 
harmonious atmosphere, so that children can 
maintain a strong interest in learning and a positive 
attitude, to make children be able to grow up happily 
and healthily in dance education. 

4. COMMON PROBLEMS AND 
SOLUTIONS IN CHILDREN'S       
DANCE TEACHING 

4.1. Common Problems in Children's     
Dance Teaching 

In recent years, the forms of children's dance 
education have gradually diversified, and various 
types of children's dance training classes across the 
country have become increasingly prosperous, which 
has provided more opportunities for children to learn 
dance, but also encountered many problems. 
Combined with the observation of the dance industry 
over the years and the understanding of the dance 
training class, the author would like to talk about 
some of understanding. 

4.1.1. Adultization of Children's Dance 

The teaching of children's dance is an important form 
of dance enlightenment education for children. It is 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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not only an important way to carry out quality 
education for children, but also an important way to 
achieve the goal of "germinating children's taste and 
skills of feeling beauty and expressing beauty" [3]. 
Therefore, the development of children's dance 
education activities must take the development of 
children's quality as the fundamental goal. However, 
in recent years, four- and five-year-olds have become 
more and more qualified in belly dancing, and some 
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More and more children are involved in the adult 
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CCTV Children's Art Competition Five Years Review" 
(edited by Meng Zhaoyuan) included comments on 
children's dance from previous dance judges and 
dance theorists, all of which mentioned the 
adultization of children's dance. problem, and called 
for children's dance to change this situation in the 
future. However, a few years have passed and the 
problem is still not well resolved, and there are still 
many expressions of love, drunkenness or 
otherworldly leisure in children's dances. The main 
reasons for the problem are as follows: 
First of all, the instructors and choreographers are 
adults, they did not use the eyes and thinking of 
children to see and think about the things to be 
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understand the thoughts and feelings of children. 
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4.1.2. Parents Are Reluctant to Let Children Suffer 
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phoenixes. It is believed that the original intention of 
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First, the adultization of children's dance can only be 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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responsible for the children's living habits. In life, 
spend more time with children, tell stories to children, 
and try to avoid children's exposure to adult things, 
such as love movies, and songs with negative 
emotions. However, the teacher is the second parent 
of the student. Therefore, teachers should extend his 
tentacles into this children's life circle, feel life with a 
childlike innocence, observe everything around him 
with a childlike perspective. On the basis of being 
familiar with children's life characteristics, they 
should also experience children's emotional activities 
and understand children's joy, anger, sorrow and joy. 
On this basis, works that conform to their physical 
and mental characteristics can be created [4]. Feng 
Shuangbai said, "Children's dance teachers should 
keep in mind: we are not just teaching children a 
dance move, you are conveying the ideal of beauty 
every moment, and you are an example of beauty." 
Therefore, teachers should lead by example and not 
cut corners to perfunctory children. The habits 
formed inadvertently may accompany the child for a 
lifetime. Whether it is the selection of the theme, the 
choice of accompaniment music, or the choreography 
of dance movements, it is necessary to stay away from 
the adult model, and reflect the characteristics of 
children's innocence and cuteness. 
Second, today's children are spoiled and over-
nutritioned, and parents are reluctant to bear 
hardships for their children. Therefore, for dance 
teachers, it is really more difficult to cultivate students 
into white swans than to ascend to the sky. It is a must 
to know that dance is a cruel art. In dance training, 
some movements must be completed with pain and 
hardship. This is a fairly lengthy process, and it 
doesn't happen overnight. This requires children to 
have a strong awareness and a spirit of enduring 
hardship, and it also requires the strong support and 
encouragement of parents [5]. Since children choose 
dance, they should not spoil them too much. As long 
as they choose the right training institution, have 
professional teachers and a scientific teaching system, 
their children will have unexpected gains. The author 
thinks that the current training class should build a 
parent's lounge. If parents keep staring at their 
children and say, "Baby, come and drink some water 
and eat something, don't practice when you are tired", 
"Our baby can't do that action. Don't do it.", etc., they 
will affect the teaching process and disrupt the 
classroom atmosphere. The exclusion of parents from 
the classroom is also not absolute. After all, there is 
nothing wrong with the parents who are worried 
about their children. So let the parents come in when 
the class is about to end, and then ask the children to 
perform what they have learned today. Children have 
a strong desire to express themselves, and they want 
adults to affirm themselves. In this way, it not only 
strengthens the emotional communication between 

children, parents and teachers, but also enhances the 
children's desire for performance. At this time, when 
parents see their children making a little progress 
every day, they will be very happy, and they can give 
their children to teachers with more confidence. 
Third, although things like children's commercial 
performance rarely happen, it is hoped that it will 
never happen. After all, children are not tools for 
making money. Children should have a good 
childhood. Premature exposure to business may also 
lead to the gradual disappearance of children's 
interest in dancing. Dancing is a very happy thing, so 
what's the point of taking dancing as work to 
complete when they are young? The author thinks 
that teachers can take part in performances, but they 
should take part in activities such as TV station 
activities and competitions, which will encourage 
children to be self-motivated. The original intention of 
learning dance is to let the child become a person with 
good morals, art and beauty. Therefore, teachers 
should not add too many social factors to children, 
and organize more children to participate in some 
children's dance competitions and Chinese dance 
grading tests. Only by comparison can there be 
progress. Teachers of any subject hope that their 
students will have a positive and healthy attitude, and 
then move forward positively. 
Fourthly, children are lively and lovable by nature, but 
it does not exclude those "children hiding in the 
corner" who are introverted, speak softly, and dare 
not make trouble with other children, so they are 
easily ignored by teachers. The reason why children 
develop this character is mostly related to family [6]. 
Therefore, as a teacher, it is quite necessary to guide 
children's psychological development correctly. For 
children with better professionalism, don't always 
praise them, otherwise they will develop a proud 
personality. Children with weak majors must be 
encouraged, and their desire to learn and self-esteem 
must not be undermined. Such children are very 
fragile. Teachers should not only avoid partiality, but 
also adjust the classroom links. With so many children 
of different levels together, the teacher can't handle it 
at all. So, teachers can use some small ways to adjust 
the classroom. For example, a dance move, a child 
who accepts fast can easily learn it, and then let the 
child be a small teacher. Teachers can tell the child 
that if him/her help a person to complete this action, 
there will be a small red flower, and a few small red 
flowers can be exchanged for a gift. Then tell the 
whole class that everyone has the opportunity to get a 
gift, so that the students can actively practice and 
strive to be "little teachers". When the "little teacher" 
takes other students to practice, the teachers can 
guide the students who are slow to learn and 
encourages him/her to do it boldly. As long as he/she 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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does it, teachers can praise him/her for "well done, 
good job!" etc. In this way, the good students have 
learned, and the poor ones have also been taken care 
of. That is, it does not affect the classroom process, 
and the children also learn happily. 

5. CONCLUSION 

In the 21st century, the competition in various fields 
of science and technology and society is more intense. 
In the future, talents should not only have 
comprehensive knowledge and skills, but also have 
noble sentiments and healthy and perfect physique, in 
order to become interdisciplinary talents needed by 
society. Quality education has been carried out across 
the country, and it is a future-oriented education. 
Dance education is a form of education that children 
love, and it is also the best educational method to 
implement aesthetic education for children. 
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1. INTRODUCTION 

Dance performance is not only an artistic course, but 
also a course closely related to psychology. It is of 
great significance to give play to the knowledge of 
psychology in dance performance. In order to 
overcome the psychological pressure during the 
performance process, performers should first prepare 
themselves for the stage movements, including 
practicing the basic skills and increasing the difficulty 
as well as the proficiency of the dance movements, so 
that they can improve their confidence and ease their 
tension during the performance process. Secondly, the 
performers should learn to relieve the psychological 
pressure of stage performance and self-regulate their 
emotions so that they are always in a good state of 
mind, while the instructors should also pay attention 
to the psychological changes of the performers at all 
times and give some psychological counselling to the 
performers actively. It is only by maintaining a good 
state of mind when performing that a performer can 
perform normally or make supernormal performance. 
 
 

2. IMPORTANCE OF PSYCHOLOGICAL 
QUALITY IN DANCE PERFORMANCE 

An outstanding dance performer not only needs to 
have strong artistic cells but also good psychological 
quality. People who have many years of dance 
performance experience know that good 
psychological quality is often the core factor that 
determines the success or failure of performance, so 
psychological quality is an indispensable core quality 
for dance performers. For instance, a good 
psychological quality helps the performer to 
remember the whole action of the stage performance, 
and the performer can play well during the 
performance, making it more beautiful and perfect on 
the basis of the original dance movement [1]. 
Generally, psychological quality includes one's mental 
capacity, psychological regulation, and self-
confidence. Psychological quality is an indispensable 
condition for success as a dancer. In the process of 
dance performance, it is easy for confident dancers to 
attract the attention of the audience. As they are very 
confident in their own performance, they will show 
their most excellent performance to the audience, and 
they can complete the dance movements accurately, 
in place and carefully. In addition, the dance 
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1. INTRODUCTION 

Dance performance is not only an artistic course, but 
also a course closely related to psychology. It is of 
great significance to give play to the knowledge of 
psychology in dance performance. In order to 
overcome the psychological pressure during the 
performance process, performers should first prepare 
themselves for the stage movements, including 
practicing the basic skills and increasing the difficulty 
as well as the proficiency of the dance movements, so 
that they can improve their confidence and ease their 
tension during the performance process. Secondly, the 
performers should learn to relieve the psychological 
pressure of stage performance and self-regulate their 
emotions so that they are always in a good state of 
mind, while the instructors should also pay attention 
to the psychological changes of the performers at all 
times and give some psychological counselling to the 
performers actively. It is only by maintaining a good 
state of mind when performing that a performer can 
perform normally or make supernormal performance. 
 
 

2. IMPORTANCE OF PSYCHOLOGICAL 
QUALITY IN DANCE PERFORMANCE 

An outstanding dance performer not only needs to 
have strong artistic cells but also good psychological 
quality. People who have many years of dance 
performance experience know that good 
psychological quality is often the core factor that 
determines the success or failure of performance, so 
psychological quality is an indispensable core quality 
for dance performers. For instance, a good 
psychological quality helps the performer to 
remember the whole action of the stage performance, 
and the performer can play well during the 
performance, making it more beautiful and perfect on 
the basis of the original dance movement [1]. 
Generally, psychological quality includes one's mental 
capacity, psychological regulation, and self-
confidence. Psychological quality is an indispensable 
condition for success as a dancer. In the process of 
dance performance, it is easy for confident dancers to 
attract the attention of the audience. As they are very 
confident in their own performance, they will show 
their most excellent performance to the audience, and 
they can complete the dance movements accurately, 
in place and carefully. In addition, the dance 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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movements are complex and changeable, which has a 
high requirement for the performer's memory. Good 
psychological quality is conducive to the dancer's 
ability to integrate the image and meaning of the 
movements when memorizing these movements, and 
to perceive the beauty of the movements and the 
feelings conveyed. Only by carefully understanding 
the meaning of the dance can each movement be 
integrated in the performance process, and then the 
effect of enhancing memory is achieved. 

3. PROBLEMS IN PSYCHOLOGICAL 
QUALITY OF DANCE PERFORMERS 

3.1. Excessive Tension During Performance 

3.1.1. Excessive Tension in Waiting 

Generally, performers are most likely to be nervous 
when waiting for the show, mainly because they are 
not sure of their own performance and their dance 
experience is not rich. It is most reasonable for the 
performer to be in a proper state of excitement when 
waiting for the show. At this time, the performer's 
mind is in a highly active state, and the brain will 
show rich creativity at this time. The excitement of the 
performer's brain is a sign of nervousness. If the 
performer's brain is in a state of excessive tension, it 
is easy to ignore many details during the performance, 
so dancers cannot perfectly perform a dance. At the 
same time, the performer's memory and imagination 
will be reduced, and the performance process loses its 
vividness and vitality [2]. 

3.1.2. Excessive Tension During Performance 

As the saying goes, "a good beginning is half done". If 
the dancers perform well at the beginning, they will 
increase the confidence of the next performance. If the 
first part of the performance is not good, it will affect 
the performance of the following part. Many 
performers do not perform well at the beginning, and 
they will have no confidence in the future, resulting in 
tension. In addition, if the player in front performs 
very well, it will also lead to high requirements for 
himself, so the performer will force himself to 
perform the most perfect at the beginning, which will 
lead to spirit in a particularly tense state, so it will 
affect his performance on the stage. Some performers 
are even frustrated and can't concentrate, so the 
performance effect will be very poor [3]. 
 
 

3.2. Weak Ability to Adjust to  
Changing Circumstances 

The most important thing for dancers is to attract the 
attention of the audience, make the audience happy 
and make the audience feel good about the performer 
himself. Therefore, performers should not only be 
loved by the audience in terms of stage demeanor and 
performance temperament, but also learn to be 
flexible and changeable. When the performer is in a 
tense state, his thinking ability will be relatively slow. 
Once encountering unexpected situations, dancers 
will not be able to respond well immediately, resulting 
in awkward silence, undue laughter and other 
situations. Then, the audience will feel disappointed. 
In other words, the tension of performers will 
interfere with the ability to adjust to changing 
circumstance. If performers can't deal with 
unexpected situations in a good way, the whole 
performance effect will often be greatly reduced. 

3.3. Overvaluing Personal Gains and Losses 

A good state of mind is a guarantee of success. 
Excellent dance performances cannot be achieved 
without a good state of mind. Performers need to put 
their whole thoughts into it, and it is best to 
completely immerse themselves in the realm of art 
during the performance to achieve a feeling of ecstasy, 
in order to inspire their own artistic inspiration and 
achieve the best performance effect. Many performers 
do not perform as they enjoy the process of 
performing, but perform for their own fame and 
fortune. And they focus on their fame and fortune, 
resulting in them not being able to concentrate fully 
during the performance. 

3.4. Lack of Self-Confidence 

Performers are most prone to psychological stress 
during the performance. In this performance, it is 
necessary to have strong self-confidence to overcome 
their own psychological pressure. Performers with 
poor self-confidence always worry about their 
mistakes in the process of performance, dare not 
believe their ability, and worry about failure. Such 
excessive worry will make the performer's mood 
unstable. The performer is always afraid of making 
mistakes in the process of performance, and it is easy 
for them to feel unstable or not to fully engage in the 
performance, resulting in some stiffness or mistakes 
in dance movements. 
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preserving all their reality, are also considered as 
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4. MEASURES TO IMPROVE STUDENTS' 
PSYCHOLOGICAL QUALITY IN  
DANCE TEACHING 

4.1. Strengthening Practice of Basic Skills 

The best measure to overcome performance tension is 
to practice the basic skills of the performer, and only 
when the basic skills are well practiced can higher-
level training be carried out. If the performer's basic 
skills are not solid enough, it is easy to appear 
"destroyed nest" in the process of performance. And 
the more basic, the easier to be ignored. Therefore, 
performers should pay attention to training of basic 
skills. With good basic skills, dancers can remove 
worries in the performance process, improve the self-
confidence and prevent some low-level mistakes in 
the performance process. If the basic skills are well 
practiced, the probability of mistakes will be reduced 
and the performers will perform more perfectly. 

4.2. Increasing Students' Opportunities to 
Perform on Stage 

After all, students do not have much performance 
experience, and it is very common for them to have 
poor psychological quality in the process of 
performance due to their lack of stage experience. In 
order to give students more opportunities to perform 
and exercise, schools should strengthen cooperation 
with enterprises, strive to negotiate with enterprises 
for performance opportunities, and lead students to 
participate in social exercise. When students perform 
enough times, they will naturally have a grasp in the 
face of large scenes. And then, the psychological 
quality of students' stage performance will be 
enhanced. At the same time, schools can regularly 
hold some theatrical parties or holiday activities and 
encourage students to give full play to their 
accomplishments. Then, every student can have the 
opportunity to perform. Through the performance in 
campus, students will gradually become confident on 
the stage, and the school platform is an occasion for 
students to exercise. If students make mistakes in the 
process of performance, they can timely analyze the 
reasons for their mistakes and make up for their 
mistakes, which can help make their performance 
more perfect. 

4.3. Creating Different Performance Scenes 
to Improve Students' Adaptability 

In the process of learning dance performance, 
students can't just stay at the primary stage. If there is 

no difficulty in dance, performers would never 
improve the level of performance. Therefore, students 
must constantly improve the difficulty of dance and 
improve their performance level in the process of 
learning dance performance. At the same time, 
students can constantly try new things. Only in this 
way can we get more harvest in the process of 
performance. When cultivating the adaptability of 
performers, schools can add some scenes of 
unexpected situations in the performance process, so 
that students can learn to adapt themselves to 
changing circumstances. When the number of 
exercises in the face of unexpected situations 
increases, students will have a grasp of various 
situations on the stage. Once they encounter 
unexpected situations in their own performance, they 
will respond flexibly and deal with them wisely. In 
case of emergency, the performer will not be helpless. 

4.4. Guiding Students to Carry Out Training 
on Self-Adaptation Ability 

4.4.1. Forming Psychological Hints and Improving 
Students' Self-Confidence 

A good dance performance cannot be completed 
without excellent basic psychological quality, and 
psychological suggestion plays a very important role 
in enhancing self-confidence and enriching tension for 
performers. A performer's excessive tension in dance 
performance is often due to lack of self-confidence. 
Performers always think that their performances are 
not good enough, which is equivalent to a negative 
psychological hint to himself and will become the root 
of the performer's performance failure [4]. Therefore, 
the more nervous the situation is, the more it is 
necessary to constantly suggest that they can do their 
best and overcome all difficulties. Through this 
continuous positive psychological hint to themselves, 
their tension will gradually disappear and their self-
confidence will gradually increase. 

4.4.2. Providing Psychological Counselling for Stu-
dents and Relieving Performance Pressure 

The importance of psychological quality for stage 
performance is self-evident. If the psychological 
quality of performers is relatively poor, it is easy to 
make their literary or artistic talents cannot be 
brought into full play, and their dancing posture is 
greatly reduced compared with their actual ability. 
Teachers play a very important role in psychological 
counseling for students to enhance their psychological 
quality during the performance. Teachers have more 
stage experience and emotional mediation experience 
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than that of students. Therefore, when performing on 
the stage, teachers should be responsible for 
providing psychological counseling for students, 
guiding students to overcome their tension, and 
teaching students to improve their psychological 
quality in the process of performance. When students 
learn to overcome the pressure brought by the 
performance, they can improve their self-confidence 
and concentrate on it [5]. 

5. CONCLUSION 

Dance performance is a very advanced art, and a truly 
great performer must not only train hard, but also 
know how to bring out the best in themselves on 
stage. Among them, the psychological quality of the 
performer holds the balance, and performers will 
have a sense of tension at the beginning of the 
performance. Moderate tension is conducive to the 
high concentration of the performer's thinking and 
enhances the power of the performance, and the 
transitional tension is easy to affect the performer's 
performance. Therefore, performers must be aware of 
the importance of psychological quality to their own 
performance, and must learn self-regulation, self-
suggestion and self-motivation [6]. At the same time, 
schools should make the cultivation of students' 
psychological qualities a priority in the process of 
training them. On the one hand, schools should 
increase the opportunities for performers to perform 
and train them in the basic skills of acting. On the 
other hand, schools should actively provide 
psychological counselling for performers, guide them 
to properly regulate their psychological stress and 

alleviate their psychological pressure during the 
performance process. 
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1. INTRODUCTION 

"Chinese and Western Costume History" is a 
compulsory course for first-year undergraduates 
majoring in clothing and costume design. The course 
systematically teaches the knowledge of costume 
culture in various historical periods of China and 
foreign countries, is closely integrated with 
disciplines such as art, history, geography and social 
psychology, and carries the important tasks of 
extending professional knowledge of clothing and 
expanding design thinking, cultivating students' 
comprehensive innovation ability and cultural and 
artistic accomplishment, etc. The innovation and 
reform of this course meets the needs of new liberal 
arts construction and puts students at the center, with 
the concept of cultivating morality and educating 
people running through the whole teaching process, 
taking "theoretical practice + online and offline + on-
campus and off-campus" blended teaching as an 
innovative means, undertaking the school's goal of 

applied talents, and cultivating applied compound 
talents with an international vision. 

2. PROBLEMS TO BE SOLVED BEFORE 
COURSE REFORM 

2.1. Sublimating Teaching Content to Adapt 
to the Development of the Times 

The course "Chinese and Western Costume History" 
covers clothing styles, fabrics, production techniques 
and accessories in various historical periods in China 
and Western countries, and its main points of 
knowledge are numerous, complicated and difficult 
for students to learn [1]. At the same time, clothing 
and costume design is an applied major, which 
requires students to have strong practical ability and 
innovative design ability. The teaching content needs 
to be further optimized to improve the 
comprehensive competitiveness of students within 
the limited class hours [2]. 
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1. INTRODUCTION 
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majoring in clothing and costume design. The course 
systematically teaches the knowledge of costume 
culture in various historical periods of China and 
foreign countries, is closely integrated with 
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psychology, and carries the important tasks of 
extending professional knowledge of clothing and 
expanding design thinking, cultivating students' 
comprehensive innovation ability and cultural and 
artistic accomplishment, etc. The innovation and 
reform of this course meets the needs of new liberal 
arts construction and puts students at the center, with 
the concept of cultivating morality and educating 
people running through the whole teaching process, 
taking "theoretical practice + online and offline + on-
campus and off-campus" blended teaching as an 
innovative means, undertaking the school's goal of 

applied talents, and cultivating applied compound 
talents with an international vision. 

2. PROBLEMS TO BE SOLVED BEFORE 
COURSE REFORM 

2.1. Sublimating Teaching Content to Adapt 
to the Development of the Times 

The course "Chinese and Western Costume History" 
covers clothing styles, fabrics, production techniques 
and accessories in various historical periods in China 
and Western countries, and its main points of 
knowledge are numerous, complicated and difficult 
for students to learn [1]. At the same time, clothing 
and costume design is an applied major, which 
requires students to have strong practical ability and 
innovative design ability. The teaching content needs 
to be further optimized to improve the 
comprehensive competitiveness of students within 
the limited class hours [2]. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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2.2. Stimulating Students' Learning Drive in 
Historical Theory Course 

Before the course reform, the syllabus was 100% 
theoretical knowledge teaching, and the teacher 
output knowledge unidirectionally, and there was no 
hands-on practice class for students. The content of 
the course was relatively abstract and monotonous, 
coupled with the lack of students' understanding of 
the importance of this course, resulting in low 
enthusiasm for learning [3]. 

2.3. Improving Students' Independent 
Critical Thinking and Innovation Ability 
and Research Design Ability 

In the past, the costume history course adopted a 
single assessment model of "signing in at the class and 
closed-book written test at the end of the term", 
resulting in the situation that students "slept in class, 
stayed up late at the end of the term and recited the 
questions, and forgot what they had learned after the 
exam" [4]. Students simply learned historical theory 
knowledge in books by rote for credits, and the course 
goal of improving students' innovative application 
ability couldn't be achieved [5]. 

From the perspective of students, in the current era of 
the popularity of We-Media and the explosion of 
information, college students are deeply influenced by 
the Internet culture and easily lose their critical 
thinking and innovation consciousness. Students 
lacked the necessary reflection and criticism of 
popular culture and foreign culture, and it was 
difficult for them to break through and innovate in the 
study and application of Chinese traditional culture 
[6]. Therefore, if teaching only focuses on imparting 
knowledge and ignores the cultivation of judgment, 
thinking and research ability of students, students 
will easily deviate from the correct values and there 
will be a gap between knowledge and ability. It will be 
difficult for the traditional theoretical lecture-style 
teaching to realize the transformation of students' 
abilities and cope with future challenges [7]. 

2.4. Cultivating Compound Talents With 
Patriotism and Global Vision 

High-quality compound talents should not only have 
certain professional design ability, but also have high 
ideological and moral quality [8]. The cultivation of 
students should not only stop at the teaching of 
professional knowledge, but also take into account the 
cultivation of outlook on life, moral outlook, 
ideological quality and traditional cultural habits [9]. 
The reform of the costume history course needs to dig 
deep into the elements of ideological and political 

education. Through innovative education and 
teaching methods, like salt dissolving in water, 
ideological and political teaching can be subtly 
dissolved in teaching [10]. 

3. STUDENT-CENTERED INNOVATIVE 
IDEAS AND MEASURES FOR  
THIS COURSE 

3.1. Reorganization of Teaching Content 
and Resources 

3.1.1. Diversified Information-Based  
Teaching Content 

3.1.1.1. On-Campus Resources 

In order to expand students' knowledge, the course 
includes historical and cultural background, economic 
development, regional and ethnic characteristics, 
religious and philosophical thoughts that are closely 
related to the causes of costume. Teachers expound 
the key points of knowledge through celebrity 
allusions or story analysis methods that students like. 

3.1.1.2. Off-Campus Resources 

The school strengthens the construction of the second 
classroom of the course practice base, breaks through 
the barriers to the exchange of community culture 
and university resources, and allows students to 
participate in social practice activities, in order to 
closely integrate classroom teaching with social needs 
and realize the achievements of course ideological 
and political teaching to serve society. 

China National Silk Museum is the largest professional 
museum of textile and garment in China and it is also 
a diversified and in-depth cooperation practice base 
for this course. In the middle of the course, the school 
will arrange for students to conduct a one-week 
"cognitive practice" to observe the cultural relics in 
the museum and immerse themselves in culture and 
history. The thematic creation is used as the 
internship assessment content, in order to improve 
students' practical and creative ability. 

3.1.1.3. Online Resources 

The school builds the SPOC online course platform. 
With the help of rich online course ideological and 
political resources, the online and offline blended 
teaching model can be achieved. Online learning is not 
limited by time and place. Students can learn 
teaching-related video materials and find relevant 
literature through the SPOC online platform of this 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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course at any time, which not only lays the 
groundwork for offline teaching, but also expands 
classroom teaching. 

3.1.1.4. Hierarchical Distribution of  
Educational Resources 

Considering the differences in students' knowledge 
and ability, the SPOC online platform of this course 
will set up supplementary content for extracurricular 
learning by chapter, including text and video 
categories, research papers, MOOC videos and other 
audio-visual materials related to this course, 
reflecting the difference in difficulty and depth. 
Taking into account the differences in students' 
learning goals, the selected content for study has 
specially set up the column of the past exam papers 
for the costume history entrance examination of 
various colleges and universities in previous years. 

3.2. Innovation of Teaching Methods  
and Activities 

3.2.1. Skillfully Integrating the Bearing Points of 
Ideological and Political Elements Into 
Teaching Through Multimedia and Other 
Means to Achieve the Purpose of Ideological 
and Political Education in the Course 

For example, to connect the course content with 
historical facts and allusions and use the case analysis 
method of students' favorite stories, teachers can play 
the clip of "Restoring the People in Ancient Costume 
Paintings" of the classic CCTV program "National 
Treasures". Students will marvel at the prosperity of 
the Tang Dynasty in the interpretation of cultural 
relics stories. 

Today's students love pop songs. When teachers give 
a lecture on the costumes of the Qin Dynasty, 
everyone can sing the terracotta warriors rap songs 
and watch the video together to arouse emotional 
resonance. Students are shocked by the superb 
wisdom and spirit of excellence of their ancestors 
thousands of years ago, and the sense of national 
pride will arise spontaneously. 

3.2.2. The Course Innovates and Uses Various 
Teaching Methods to Improve the 
Comprehensive Ability of Students 

In teaching, teachers use a variety of effective 
teaching methods such as heuristics and discussion 
methods to improve the learning challenges of the 

course and train students' ability to think 
independently and analyze inductively. 

Teachers teach according to the process of 
"knowledge points → costume physical design → 
restoration and production → design innovation", and 
students use their brains to complete the physical 
production and realize the transformation of 
historical knowledge into visual works. 

In-class exercises require students to draw a picture 
of the restoration of costumes in a certain historical 
period in China and then transform it into a modern 
fashion redesign. Students knit and dye garment 
materials, make hand-painted and embroidered 
patterns, make clothing shapes by hand, and try them 
on according to historical etiquette. The school 
purchases a small dress form and allows students to 
restore the miniature version of ancient costumes on 
it, instructing students to cut the design into real 
clothing and cultivating students' practical ability. 

3.2.3. To Solve the Problem That the Content of 
the Historical Theory Course Is Boring and 
the Students' Enthusiasm for Learning Is Not 
High, the Multi-Directional Interactive 
Teaching Method of This Course Helps to 
Mobilize Students' Enthusiasm for Learning 
and Improves the Learning Effect 

When teachers teach the costume style of the 
"invisible form" of ancient Greece in the history of 
Western costumes, the students use 1:1 fabrics to 
make ancient Greek costumes on the spot in the 
classroom and play role-play games to increase the 
interest of the course and deepen the memory of the 
knowledge points. 

By watching clips of students' favorite film and 
television works, teachers and students analyze the 
age of the story through the costumes of the 
characters in the play and learn the design method of 
transforming historical costumes into film and 
television costumes, in order to reflect the teaching 
goal of making the past serve the present and 
applying what has been learned. 

Teachers consult a flood of literature and picture 
information before class and discuss with students 
what ancient costume cultural elements are used in 
the works of internationally renowned fashion 
designers in the class. 

 

 



358
Athena Transactions in Social Sciences and Humanities, Volume 1

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022)

2 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 
"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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 Teaching 
Arrangement 

Implementation Method 

1 
Online preview 
before class 

Before the class, students should watch the online preview video and PPT of this chapter 
on the SPOC learning platform to master the main knowledge points of this chapter and 
expand their historical knowledge. 

2 
Classroom 
teaching 
implementation 

Teachers arrange the knowledge points theoretically according to the students' preview 
situation and the syllabus. Teachers and students interactively conduct classroom 
discussions, on-site project exercises, hands-on practice, and flipped classroom. 

3 
Regular online 
assessment 

After class, students can complete their usual homework such as objective, subjective and 
practical discussions on the SPOC learning platform. The system generates data to check 
the learning effect at any time. 

4 
Internship and 
practice activities 

In addition to classroom practice exercises, the midterm of the course is interspersed with 
an internship link. Teachers lead students to participate in relevant social welfare activities 
and industry competitions, apply historical and theoretical knowledge to practice, exercise 
students' innovative ability, and reflect the social value of the course. 

Table 1. Planning table of innovative teaching model. 

3.3. Innovation of Teaching Models 

It adopts the diversified interactive teaching model 
innovation of "online and offline / first and second 
classrooms / on and off campus / explicit and implicit 
integration", in order to extend the original single 
classroom teaching in time and space and quickly 
activate various teaching resources to achieve 
multiple learning (Table 1). 

Step 1: Online preview before class 

Before the class, students are required to go to the 
SPOC learning platform of this course to watch the 
course video, PPT teaching materials and knowledge 
expansion materials. Teachers assign questions for 
students in advance and make students go to the 
offline classroom to listen to the class with questions. 

Step 2: Offline classroom theoretical lectures and 
interactive teaching 

• Introduction to the course: Teachers ask 
questions to interact with students, and familiar 
things can arouse students' interest in learning. 

• Introduction of cultural knowledge and 
ideological and political education: teachers 
explain the influence of history, geography, 
culture, philosophy and art on costumes. 

• Making charts to intuitively explain the difficult 
points of knowledge, designing classroom games 
to interact with students, and deepening the 
understanding of key points of knowledge. 

 

Step 3: Online homework and quiz after class 

Teachers change the previous centralized paper-
based exams at the end of the term to online 
assessments for each chapter, in order to keep track 
of students' learning levels. Teachers change the 
traditional historical theory test questions to 
subjective drawing questions, which is more suitable 
for the characteristics of students majoring in art and 
design. Teachers collect past exam papers from 
various fashion colleges in China over the years to 
help students who plan to continue their studies after 
graduation. 

Step 4: Internship and practice activities 

The school has diversified and in-depth cooperation 
with the teaching practice cooperation base, giving 
full play to the advantages of the second classroom, 
testing the learning results in social practice, and 
effectively applying knowledge from this course to 
social practice and public service. 

3.4. Construction of a Teaching  
Assessment System 

This course changes the single written examination 
method of traditional historical theory courses and 
innovates the flexible examination model of "online 
test + project paper + design practice" (Table 2). 

The "online test assessment" in the usual 
performance focuses on the mastery of students' 
usual basic knowledge. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Total score: 100 
points 

Usual performance: (50%) 
Attendance, class performance: (20%) 

Online assessment result: (30%) 

Final grade: (50%) 

Write research papers on self-defined topics and make a speech in 
class: (20%) 

Original costumes or accessories design examination: (30%) 

Table 2. Score distribution table of the assessment system.  

In the final grade, the "project paper assessment", 
which accounts for 20% of the total, is to assess the 
students' patriotism, cultural literacy, moral 
accomplishment, as well as the depth of historical 
research. The specific method of "project paper 
assessment" is to deconstruct the theoretical system 
of costume history into several themes, allowing 
students to choose a certain topic to consult and 
collect information related to the theme, and 
complete the short essay of research results within 
the specified time after class, which will be explained 
to the whole class in the form of PPT, and then the 
teacher will make comments and supplements. This 
measure not only mobilizes students' active learning 
initiative, but also trains students' comprehensive 
ability of thinking and expression. 

The "original costume design" in the final grade is an 
evaluation of students' application ability. The 
purpose is to let students no longer memorize book 
knowledge by rote, but to truly transform knowledge 
into ability. 

4. TEACHING INNOVATION EFFECT 
AND APPLICATION 

4.1. Teaching Reform Has Achieved Initial 
Results in Course Construction and 
Student Training 

This course has been approved for three projects: 
"2021 School-level Course Ideological and Political 
Construction Project", "2021 School-level Education 
and Teaching Reform Research Project" and "2022 
School-level First-class Undergraduate Course 
Project". At the same time, students also develop in an 
all-round way in morals, intelligence, physical fitness, 
work and aesthetics. In 2021, one of the students in 
the project group of this course received a municipal 
full scholarship and two students were awarded TOP1 
in the 2020-2021 academic year. 

 

 

 

4.2. Students Have Won the National 
College Student Innovation and Entre-
preneurship Project and Social Benefits 
Have Achieved Remarkable Results 

In the 2021 national college student innovation and 
entrepreneurship project "Xiushang Studio — 
Exploration of the "Community + Internet" New 
Model of Traditional Chinese Costume Culture 
Inheritance", invited by the public welfare stage play 
project of Songjiang District Yishu Cultural 
Development Center, the teachers of the course led 
students to design and produce creative stage outfits 
based on the knowledge of Western costume history 
and clothing, so that students understood the 
importance of learning this course and truly achieved 
the results of joint social service between college 
classroom and communities. 

The phased achievements of another national college 
student innovation and entrepreneurship project, the 
"Intangible Cultural Heritage Inheritance and 
Innovation of Shanghai Baoshan Luojing Cross-stitch · 
Maker Movement", have been praised by the 
inheritors of intangible cultural heritage serving as 
off-campus tutors, making certain contributions to the 
revitalization of the rural economy. 

4.3. Students Have Won Many Chinese and 
Foreign Awards 

In the 19th Busan International Environment Art 
Festival Fashion Design Competition in 2021, 
students of this course won 1 international gold 
award, 4 international silver awards, and 5 
international bronze awards. 

In the "Think Youth" Shanghai International Digital 
Creation, Innovation & Entrepreneurship Competition 
in the past five years, the students of this course won 
a total of 6 first prizes, 10 second prizes, and 20 third 
prizes. 

In the "2019 T-shirt Printing, Dyeing and Production 
Skills Competition", the students won the third prize 
at ministerial and provincial level. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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In the "2019 First Yangtze River Delta Creative Design 
Joint Exhibition", 12 students' works were selected 
for exhibition. 

5. CONCLUSION 

First, after the innovation and reform of this course, it 
can cultivate high-quality applied talents with certain 
cultural deposits and design ability, high ideological 
and moral quality, and strong market employment 
competitiveness. These students graduate with the 
ability to work in a variety of fashion-related 
industries. 

Second, this course cultivates students' multi-
dimensional cognition of costume professional 
knowledge, strengthens their humanistic and 
historical accomplishment, expands their observation 
horizon, and enhances their design taste and 
professional vision. It also guides students to absorb 
the essence of traditional Chinese costume culture 
and can integrate Western costume culture and art 
into comprehensive design and innovation practice in 
the future. 

Third, this course leads students to continuously 
explore Chinese traditional culture, broadens the 
scope of their costume design ideas, allows them to 
grasp the nutrients from traditional costume culture 
and the essence of historical costumes, and enhances 
their ability to deeply dig the elements of Chinese 
traditional culture, in order to help them improve 
their knowledge comprehension and design thinking 
skills. In other subsequent design courses and even in 
their future work after graduation, students can take 
the design of costumes and peripheral products as a 
new form of expression to inherit Chinese culture and 
show international fashion, and be able to design 
fashion products that both reflect traditional Chinese 
culture and are internationally recognized. 

REFERENCES 

[1] Xiaohong Tian, Yan Liu, Yi Xu. Teaching Reform 
Strategy of "History of Clothing at Home and 
Abroad" – A Case Study of Fashion Design and 
Engineering Major in Jilin University [J]. Western 
Leather, Textile and Apparel Education, 2016, 
31(05): 386–388 + 394. (in Chinese) 
https://doi.org/10.13915/j.cnki.fzfzjy.2016.05.0
14 

[2] Fengxia Liu. Teaching Research and Exploration 
of Applied Talents in Costume and Costume 
Design Specialty in Colleges and Universities [J]. 
Journal of Changchun Institute of Technology 
(Social Science Edition), 2015, 16(01): 135–137. 
(in Chinese) 

[3] S. Butler, J. Stonewater, J. Kinney. The Application 
of an Assessment Model to a Costume History 
Course: A Case Study. Clothing and Textiles 
Research Journal, 2005, 23(4): 333–349. 
https://doi.org/10.1177/0887302X0502300413 

[4] Hye-Won Lim, Elizabeth Burton. Sustainable 
Fashion Design Module Development for Higher 
Education: Adaptation of ADDIE Instructional 
Model. Journal of Fashion Business, 2021, 25(6): 
25–45. 
https://doi.org/10.12940/jfb.2021.25.6.25 

[5] V.A. Paulins. Teaching Apparel Merchandising/ 
Retail Industry Career Exploration and 
Professional Development by Involvement of 
Students in Survey Research. Clothing and 
Textiles Research Journal, 2005, 23(4): 216–228. 
https://doi.org/10.1177/0887302X0502300402 

[6] Xiaodan Li. Research on the Teaching Reform of 
Traditional Folk Art Into the "Costume History" 
Course [J]. Progress in Textile Science and 
Technology, 2021(07): 62–64. (in Chinese) 
https://doi.org/10.19507/j.cnki.1673-
0356.2021.07.016 

[7] Minong Weng. Reform and Practice of Teaching 
Method of "Chinese and Western Fashion 
History" [J]. Qingfang Gongye Yujishu, 2021, 
50(09): 154–156. (in Chinese) 

[8] Yue Wang. Study on the Practical Teaching of 
"Chinese and Foreign Clothing History" Course 
[J]. Textile Reports, 2021, 40(02): 113–115. (in 
Chinese) 

[9] Chunyan Zhang. Exploration of Competence-
Based Teaching Reform of Chinese and Foreign 
Fashion History [J]. Qingfang Gongye Yujishu, 
2012, 41(03): 94–96 + 40. (in Chinese) 

[10] Hong Hu, Liping Jiang. Innovation and Practice 
Teaching Mode Reform of Chinese and Foreign 
History of Clothing [J]. Western Leather, 2021, 
43(13): 17–18. (in Chinese) 

 



 
 
 

 
*Corresponding author. Email: qinx18@mails.tsinghua.edu.cn 
© 2022 The Authors. Published by Athena International Publishing B.V. 
This is an open access article distributed under the CC BY-NC 4.0 license (https://creativecommons.org/licenses/by-nc/4.0/). 

 
 

    

  

 

 
Athena Transactions in Social Sciences and Humanities, Volume 1  

Proceedings of the 8th International Conference on Arts, Design and Contemporary 
Education (ICADCE 2022), pp. 361–365 

DOI: https://doi.org/10.55060/s.atssh.221107.055, ISSN (Online): 2949-8937 
Proceedings home: https://www.athena-publishing.com/series/atssh/icadce-22  

 

PROCEEDINGS ARTICLE 

Photovoice — Educational Innovation and Practice of 
Outcome-Based Online Design Studios 
Xiao Qin1,* 
1 Academy of Art & Design, Tsinghua University, Beijing, China 

ABSTRACT                                                                                                                                       ARTICLE DATA 

With the gradual popularization of online teaching, how to improve the teaching outcomes 
of online design studios has become a new challenge for design education in the post-
epidemic era. Based on the theoretical basis of outcome-based education, this article 
introduces the Photovoice research method in the teaching process of online design studios, 
uses model making and video expression to form the teaching outcomes of this project, 
completes the curriculum design of each stage under the guidance of the teaching goal of 
improving design understanding and creative ability, and aims to provide new teaching 
methods and ideas for the current online design teaching. 

Article History 
Received 3 March 2022 
Revised 13 March 2022 
Accepted 14 October 2022 
 
Keywords 
Photovoice 
Outcome orientation 
Online design studio 
Teaching innovation 

  

  

1. INTRODUCTION 

Driven by the current epidemic prevention work in 
China, more and more design courses have adopted 
the conversion of offline courses to online or hybrid 
models. But for the design studio featuring "learning 
by doing", the lack of on-site teaching is undoubtedly 
a huge challenge to its teaching outcomes. The online 
design studio in this article takes the decorative 
material creation camp course as a case study. 
Different from the traditional material creation camp, 
this online design studio adopts the online teaching 
and discussion and remote cooperation of Rain 
Classroom + Tencent Meeting, completely subverts 
the traditional face-to-face teaching form in the 
classroom, returns more learning autonomy to the 
students, and transforms the course outcomes of the 
design studio from the construction of perception of 
entity to the expression of intentionality. While 
helping students to deeply understand the functions, 
properties, craftsmanship and creative potential of 
materials, it uses the form of video to expand the 
scope of selected topics from the time and artistry of 
the materials, in order to cultivate students' 
innovative ability and critical thinking ability in the 

process of in-depth discussion of social and 
environmental issues. 

2. ADDING VIDEO CREATION TO  
THE OUTCOME-BASED ONLINE 
DESIGN STUDIO 

2.1. Online Design Studio 

Rapid technological progress has changed the 
methods and models of traditional design education, 
gradually transforming it from face-to-face teaching in 
traditional classroom to online teaching or an 
integrated teaching model combining online and 
offline. The strong advantages of design education are 
reflected in its interactivity, interdisciplinarity, 
collaboration, and instrumental management as 
digital technology and so on. However, when the 
design studio encounters online teaching, there is the 
problem of maladjustment to some extent. The design 
studio relies on the teacher's words and deeds and the 
close cooperation between the students, has the 
characteristics of learning by doing, contextualizing 
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With the gradual popularization of online teaching, how to improve the teaching outcomes 
of online design studios has become a new challenge for design education in the post-
epidemic era. Based on the theoretical basis of outcome-based education, this article 
introduces the Photovoice research method in the teaching process of online design studios, 
uses model making and video expression to form the teaching outcomes of this project, 
completes the curriculum design of each stage under the guidance of the teaching goal of 
improving design understanding and creative ability, and aims to provide new teaching 
methods and ideas for the current online design teaching. 
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1. INTRODUCTION 

Driven by the current epidemic prevention work in 
China, more and more design courses have adopted 
the conversion of offline courses to online or hybrid 
models. But for the design studio featuring "learning 
by doing", the lack of on-site teaching is undoubtedly 
a huge challenge to its teaching outcomes. The online 
design studio in this article takes the decorative 
material creation camp course as a case study. 
Different from the traditional material creation camp, 
this online design studio adopts the online teaching 
and discussion and remote cooperation of Rain 
Classroom + Tencent Meeting, completely subverts 
the traditional face-to-face teaching form in the 
classroom, returns more learning autonomy to the 
students, and transforms the course outcomes of the 
design studio from the construction of perception of 
entity to the expression of intentionality. While 
helping students to deeply understand the functions, 
properties, craftsmanship and creative potential of 
materials, it uses the form of video to expand the 
scope of selected topics from the time and artistry of 
the materials, in order to cultivate students' 
innovative ability and critical thinking ability in the 

process of in-depth discussion of social and 
environmental issues. 

2. ADDING VIDEO CREATION TO  
THE OUTCOME-BASED ONLINE 
DESIGN STUDIO 

2.1. Online Design Studio 

Rapid technological progress has changed the 
methods and models of traditional design education, 
gradually transforming it from face-to-face teaching in 
traditional classroom to online teaching or an 
integrated teaching model combining online and 
offline. The strong advantages of design education are 
reflected in its interactivity, interdisciplinarity, 
collaboration, and instrumental management as 
digital technology and so on. However, when the 
design studio encounters online teaching, there is the 
problem of maladjustment to some extent. The design 
studio relies on the teacher's words and deeds and the 
close cooperation between the students, has the 
characteristics of learning by doing, contextualizing 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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problems, cultivating hands-on ability and 
collaboration ability, etc., and is a form of education 
well suited for design professionals who pay attention 
to creativity, collaboration and social relevance [1]. 
However, whether online design studios can achieve 
the teaching outcomes of traditional studios remains 
to be verified and evaluated. A survey of 43 educators 
in the United States and Canada revealed that a core 
development barrier to online design education is that 
the studio-based learning cannot be replicated [2]. 
The close relationship between teaching and learning, 
the vivid comment and appraisal link and simulated 
work scenes are effective means to ensure the 
teaching level of the studio. The teaching methods of 
online design studios at this stage are almost designed 
based on the teaching and learning experience of 
traditional studios, which fail to directly involve 
online teaching practices and the real characteristics 
of digital network learning environment [3]. 
Therefore, under the constraints of physical space, 
how to ensure the smooth progress of various 
teaching links in the studio in the online learning 
environment? What teaching methods can be used to 
enable online design studios to meet or exceed the 
teaching outcomes of traditional design studios? 
These are the problems that need to be solved 
urgently in the current online teaching. 

2.2. Outcome-Based Teaching 

"Outcome-oriented", also known as Outcomes-Based 
Education, is an educational model proposed in the 
1980s that emphasizes learning outcomes and 
conducts curriculum design and teaching according to 
expected outcomes. Outcomes are generally 
translated as "结果 (result)", "成效 (effect)" or "产出 
(output)", and more scholars translate it as "成果". 
Here, the teaching outcome is the external 
manifestation of achieving the training goal and is the 
embodiment of the students' learning "output" and 
ability after the course ends. The rationale and core 
idea of outcome-based teaching is to establish 
cooperative learning rather than competitive 
relationships among students of certain abilities. 
Educators should prioritize the intended outcomes of 
their teaching and use clear wording to describe what 
learners can do and then use a reverse deduction 
method to find the right learning experiences for 
achieving those outcomes [4]. Compared with the 
traditional training objectives, the learning outcomes 
are more clear, intuitive and specific in language 
description, so they are also more operable. Learning 
outcomes describe what a student can do at the end of 
a major or a course, not just a more general and 
unmeasurable desire [5]. Outcome-based teaching is 
the curriculum design process from identifying 
student learning outcomes to developing teaching 

processes, which is of great help in improving 
students' classroom participation, cultivating 
students' creativity and critical thinking, and 
improving design ability. 

2.3. Achieving Imagery Expression Through 
Video Production 

The visual method, as a means of creating knowledge 
and conveying understanding [6], is one of the ways in 
which the outcomes of work are often expressed in 
the practice of interior design. In particular, the 
dynamic expression method of video breaks through 
the traditional two-dimensional drawing performance 
and can display the design scheme more intuitively 
and comprehensively, in order to enable the viewer to 
have a sense of immersion and experience in the 
design space and realize the poetic expression of 
imagery. In the early 1990s, the concept of image 
voice (or Photovoice) was first proposed, which was 
originally used to combine narrative and photography 
as a way to explore community issues. It also 
integrates images and words to express issues and 
needs related to history and culture. In sociological 
research, it is often used to explore the complexity 
and deep meaning of common or mundane things [7], 
as well as documentation, methods of tracking data, 
visualizing data, and knowledge creation and so on 
[8]. Visual image can yield strong insights into 
broader cultural perceptions, categories, and 
metaphors, and provide people with perspectives on 
what things are or should be [9]. Bringing the visual 
method as a learning and research tool into teaching 
enables students to share their stories and ideas 
through video, explain their meaning through the 
design of the images, and backward infer the theories 
and themes to be studied in the project. 
In this online design studio, this article attempts to 
use students' learning outcomes as the basis for 
improving students' creative ability and achievements 
in the online material creation camp, and at the same 
time introduces the research method of Photovoice 
and puts more effort into creating, interpreting and 
expressing. It also combines video creation with 
original model making and combines social or 
environmental issues with complex and in-depth 
thinking with the outcomes of material research as a 
way of expressing the final outcomes. Students 
participating in this studio not only need to complete 
the production of videos and models in a short period 
of time, but also need to combine the application skills 
of material knowledge and actively interact with 
group members to exchange ideas and realize 
creation. The addition of the Photovoice method can 
help students generate unique insights into natural 
and social studies and create more imagery video 
creations that are different from traditional concrete 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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expression. This interdisciplinary approach to 
research broadens the understanding of knowledge 
and meaning through brand-new perspectives, which 
is also undoubtedly a huge challenge for teachers, 
students and the exploration of online studios under 
the state of epidemic prevention and control. 

3. OBJECTIVE INNOVATION FOR  
THE OUTCOME-BASED ONLINE 
DESIGN STUDIO 

A key element of adopting outcome-based curriculum 
design is the determination of curriculum objectives. 
This material creation camp takes "Nature · Trace" as 
the creative theme. Students can choose materials 
independently according to the theme, combine the 
research on material properties with the theme of 
nature to make a 1:5 scale physical model as well as a 
video creation within 2 minutes, and use slides and 
videos to express the creative concept and production 
process in the final online outcomes report. The use of 
video creation, a greatly experimental teaching 
method, can assist students in using new media ways 
of expression to communicate online, and help 
students understand the physical properties of 
materials, extract the abstract characteristics of 
materials, especially the characteristics of time 
dimension, expand the scope of the research topic, 
and finally project the contemporary natural and 
social context for the static material structure. From 
the process of creation, students can feel the process 
from building a physical material structure to 
describing a current cognition of natural problems in 
language, and then combine existing knowledge to 
express ideas in an imagery form language. 

3.1. Increasing Students' Participation in  
the Classroom 

The addition of visual methods is an effective means 
to stimulate students' sensory imagination and 
initiative and this positive stimulation can improve 
students' classroom participation. Video not only 
breaks through the limitations of two-dimensional 
performance, but also adds gameplay and imagination 
to project creation. This sensory stimulation enables 
students to spontaneously enter the imagery 
environment created by the project, just like 
experiencing the time, the environment and events in 
an online game, forming a story-like material 
language. At the same time, the popularization of 
online teaching in the recent two years has greatly 
improved students' network collaboration ability. 

This precondition lays the foundation for 
collaboration in video production that is not familiar 
to the students: in terms of time node planning, 
classification and collection of materials, online self-
study of video production, material purchase and 
experimentation, model research and production, etc., 
the students not only cooperate very well, but also 
demonstrate the ability of project disassembly and 
analysis. These passive stimuli increase the initiative 
of students in online learning to complete the 
curriculum objectives through constant teacher-
student interaction and negotiation. 

3.2. Expanding the Research Topics  
of Materials 

In the performance of teaching outcomes, the biggest 
difference between video and traditional static images 
is that it can show the progress of time and the 
changes in the process in the final presentation stage, 
in order to help students break through the shackles 
of the abstract dimension of time when thinking, 
expanding material selection and range of topics. In 
the traditional material creative studio, the 
construction of the solid model is more aimed at the 
function, performance, decoration and structural 
language of the material. And the introduction of 
video can backward infer the setting of the theme 
through this dynamic performance result and enable 
students to more boldly choose the abstract concepts 
of continuity, such as light, sound and water elements, 
which are related to the subject and are difficult to 
express with static things. The material language and 
the artistic language of abstract concepts are 
intertwined through video. Selecting abstract 
concepts that are not commonly used can help 
students better understand the language of design art 
and sort out the relationship between space and 
environment determined by language. The material 
properties are reconstructed through the time 
dimension, reflecting the growth and death of 
materials in nature. Art materials show different 
forms (form, state or image, bearing) at different 
angles and at different moments, which is a diachronic 
visual language in a dynamic process, echoing the 
concepts of "now and then" and "moment and 
eternity" [10] on the timeline. 

3.3. Integrating Into Contemporary Social 
and Environmental Contexts 

As a way of linking dynamic images with critical 
thinking, visual methods have made creative 
contributions to understanding the relationship 
between man and nature, cultural studies, and social 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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issues. At the same time, video is a way to 
conceptualize vision. When people use new ways of 
performance to measure learning outcomes, they will 
find that students' cognitive scope of things is far 
greater than the professional knowledge itself. The 
addition of images in the curriculum makes students' 
expressive boundaries continue to expand and the 
accompanying knowledge creation ability will 
continue to expand. Therefore, students must see the 
connection among images and society and the 
environment. Image and video production in this 
subject helps students to develop a comprehensive 
understanding and creative approach and becomes a 
tool for understanding society and nature, giving 
students the opportunity to explore the process of 
idea generation and their own value by applying 
knowledge of the material and actively participating 
in the learning process. 

4. CURRICULUM DESIGN FOR  
THE OUTCOME-BASED ONLINE 
DESIGN STUDIO 

Different from the previous teaching design method of 
design studios, the outcome-based online design 
studio course needs to first establish the final 
outcome or desired goal and then gradually enrich the 
other learning stages. This "reversely-designed" [11] 
curriculum design strategy is combined with Bloom's 
classification of educational goals. This course is set as 
three stages of "final outcomes — outcomes of each 
stage — classroom outcomes". 
The first stage of curriculum design is to develop the 
final outcomes. According to the previous teaching 
experience of the design studio, teachers first need to 
anticipate the questions that students should hear, 
read, see and explore at this stage, including existing 
knowledge and understanding of creative scope, such 
as common material properties, functions and modes 
of construction. They should also ensure that students 
have basic problem awareness based on the subject of 
"Nature · Trace". Second, it's necessary to understand 
the methods, processes and strategies of students 
participating in research and creation in the design 
studio, such as the basic grasp of values and 
methodologies of group discussion, work assignment, 
material experiment, and image narrative research 
method and so on. At the end of the course, students 
can acquire the knowledge and skills to complete the 
transition from understanding to creation. 
The second stage of curriculum design is the 
consideration of the outcomes of each stage. In this 
process, teachers need to consider the tasks that 
students will complete at each stage, in order to prove 
that students can fully understand the subject, master 

the material properties and gradually complete the 
teaching objectives during the course. This process is 
the process of making connections, combining 
knowledge into meaningful expressions of things. It 
also means producing results, not just a mental 
behavior [12]. Students must use and transform 
knowledge flexibly and effectively in the context of the 
subject, transforming understanding into creation. 
And the process of understanding must be based on 
clear and interrelated knowledge organization. At this 
stage, the course sets up material experiments, 
problem discussions, mid-term reports and comments 
and Q&A parts. Through online teaching, teachers 
conduct guided research on students in small groups. 
At the same time, the students in groups keep 
communicating with each other and gradually confirm 
whether their creative ideas and methods are 
appropriate in each link and whether they can master 
the operational abilities such as materials and 
software performance in an orderly manner. 
The third stage of curriculum design is classroom 
outcomes. This material creation camp displays the 
creative achievements of each group of students 
through online sharing. Students use slides to report 
the group's experimental process, plan of division of 
labor, concept source, and creation process, and 
demonstrate their creative understanding of natural 
traces through video. The final report outcomes fully 
demonstrate the high-quality teaching achievements 
of the students in a short period of time. First of all, at 
this stage, students need to understand the concept of 
the project, use network information technology to 
find relevant materials, and combine the selection of 
appropriate field scenes to clarify the theme of group 
creation. Next, students use a variety of online 
information collection, interaction and design 
collaboration software, overcome the barriers of 
remote communication, and through the division of 
labor and cooperation, complete a large number of 
research, creative transformation, material research 
and construction, and video creation in a short period 
of time. At the same time, through students' 
understanding and continuous exploration of video 
software, they break through the theme selection of 
the previous construction-based material creation 
camps and increase the understanding of abstract and 
uncontrollable materials such as time, sound, light, 
etc., with more artistic and critical humanistic care. 
Finally, the teaching entry points and curriculum 
design strategies for online design studios are formed, 
so that teachers can better know which strategies best 
provide students with the resources and information 
they need to achieve curriculum objectives. 
 



Athena Transactions in Social Sciences and Humanities, Volume 1
Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022)

3652 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 
"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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5. IMPLEMENTATION AND EFFECT 
EVALUATION/ANALYSIS 

The students work in groups and finally complete the 
model and video outcomes with themes of "I Don't 
Know Which Direction the Wind Blows", "Nature 
Erodes the Artificiality", "The Moon Comes as the 
Wind Comes" and "The Abandoned Light". Through 
interviews with students and observation of works, 
the author believes that introducing the teaching 
method of Photovoice into the outcome-based online 
design studio can clearly express the outcome 
demands of this course to students at the beginning of 
the course and help them clarify the curriculum 
objectives and use the online cooperation mode they 
are good at quickly completing the task assignment 
and implement the design plan when the course time 
is short and the tasks are heavy. What's more, very 
few courses can express the subject intuitively 
through effective means. Video production helps 
students to achieve the imagery design reproduction 
of practical problems, breaking through limitations of 
previous planar display of space and improving the 
expressiveness and integrity of the work. 

6. CONCLUSION 

Throughout the learning process of the online design 
studio, students have successfully completed their 
learning objectives. The creative outcomes of the 
video also reflect the philosophical and speculative 
characteristics of this course with great humanistic 
care. In the final presentation of the work, upgrading 
the original design and construction process to a 
process of design, construction and expression, as 
well as combining the structure attributes of space 
and materials with dynamic video generation is the 
embodiment of the epochal character of 
contemporary space design. The introduction of the 
Photovoice method into the outcome-based online 
design studio not only meets the needs of the current 
society, but also can become an effective experimental 
teaching exploration, hoping to have a certain 
enlightening effect on future online design teaching. 
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1. INTRODUCTION 

"School-agriculture cooperation" is a kind of 
assistance mode for colleges and universities to 
participate in the poverty alleviation and 
revitalization of the rural economy. Colleges and 
universities use their own professional discipline 
advantages to provide one-to-one assistance in 
human, technical and other resources for poor areas 
and villages, to help the assisted people get rid of 
poverty and move towards revitalization 
economically. Chinese colleges and universities 
initially participated in rural poverty alleviation in the 
form of direct purchasing of agricultural products in 
poor areas by school canteens [1]. This assistance 
model is one-way. In addition, it can directly improve 
the economic status of poor areas in the early stage, 
but it is not a long-term plan, because this model 
cannot help the assisted areas embark on the road of 

independent economic development, which is not 
conducive to their entry into the stage of economic 
revitalization after they get rid of poverty. 
On 29 December 2018, China's Ministry of Education 
issued the formulation plan of scientific and 
technological innovation on rural revitalization by 
colleges and universities, officially proposing to 
combine the talent training of colleges and 
universities with the development and revitalization 
of the rural economy, requiring local colleges and 
universities to cultivate more professional talents for 
rural development through teaching and to provide 
high-quality human resources for the development of 
the rural economy [2]. Since then, universities and 
villages have established an interactive and win-win 
model through the "school-agriculture cooperation" 
model, rather than the previous one-way assistance 
model. On the one hand, college teachers and students 
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1. INTRODUCTION 

"School-agriculture cooperation" is a kind of 
assistance mode for colleges and universities to 
participate in the poverty alleviation and 
revitalization of the rural economy. Colleges and 
universities use their own professional discipline 
advantages to provide one-to-one assistance in 
human, technical and other resources for poor areas 
and villages, to help the assisted people get rid of 
poverty and move towards revitalization 
economically. Chinese colleges and universities 
initially participated in rural poverty alleviation in the 
form of direct purchasing of agricultural products in 
poor areas by school canteens [1]. This assistance 
model is one-way. In addition, it can directly improve 
the economic status of poor areas in the early stage, 
but it is not a long-term plan, because this model 
cannot help the assisted areas embark on the road of 

independent economic development, which is not 
conducive to their entry into the stage of economic 
revitalization after they get rid of poverty. 
On 29 December 2018, China's Ministry of Education 
issued the formulation plan of scientific and 
technological innovation on rural revitalization by 
colleges and universities, officially proposing to 
combine the talent training of colleges and 
universities with the development and revitalization 
of the rural economy, requiring local colleges and 
universities to cultivate more professional talents for 
rural development through teaching and to provide 
high-quality human resources for the development of 
the rural economy [2]. Since then, universities and 
villages have established an interactive and win-win 
model through the "school-agriculture cooperation" 
model, rather than the previous one-way assistance 
model. On the one hand, college teachers and students 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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can provide effective professional knowledge and 
practical technology for the development of the rural 
economy, and make contributions to its development 
and revitalization. On the other hand, the practical 
difficulties existing in the development of the rural 
economy can provide practical teaching opportunities 
for the practical courses offered by colleges and 
universities, so that students can master the ability to 
solve practical problems with the use of professional 
knowledge in these practical courses, and the 
classroom is of high practical value and significance. 
2020 is the final year for rural poverty alleviation in 
China. The number of poor people in China has 
decreased from 770 million to 5.51 million, and the 
rural poverty rate has decreased from 97.5% to 0.6% 
[3]. So far, the goal of China's rural economic 
construction has shifted from poverty alleviation to 
rural revitalization. Although China's rural poverty 
alleviation has achieved great results, solving the 
problems of insufficient development momentum in 
poverty-stricken areas and preventing poverty-
stricken areas from returning to poverty is the focus 
of attention in the transition period. The poverty of 
the poverty-stricken areas is firstly caused by 
geographical location, climate environment, 
population, humanities, natural resources and other 
congenital conditions. But these inherent attributes 
will become short boards and defects that hinder the 
revitalization of poverty-stricken areas in the 
transitional stage. 
Besides, the transformation of the rural economy 
from "poverty alleviation" to "revitalization" is by no 
means a national project overnight, with the 
characteristics of persistence, continuity and 
repetition. The short-term goal of China's rural 
economic construction is to "get rid of poverty", and 
its long-term goal is to achieve "rural revitalization" 
with stable and sustainable development. These two 
are connected in one vein, complementary to each 
other, and closely related to each other in the 
development stages [4]. In the special period of 
intersection and transition between the two, how to 
ensure that the poverty-stricken areas do not return 
to poverty and move towards revitalization is a 
practical problem faced by the poverty-stricken areas. 
However, how to provide professional services for 
rural collective and individual economic development 
according to local conditions in combination with the 
current situation of rural development and the actual 
situation of the university's dominant professional 
courses is a major issue that colleges and universities 
involved in the "school-agriculture cooperation" 
project need to think about. The establishment and 
improvement of the "industry-university-research" 
mode of the curriculum formed under the "school-
agriculture cooperation" mode is the key entrance for 

colleges and universities to participate in and help 
solve the practical problems encountered in the 
transition period from poverty alleviation to the 
revitalization of the rural economy. 

2. "SCHOOL-AGRICULTURE 
COOPERATION" AND PACKAGING 
DESIGN COURSE 

The protection, use and sale of goods create the multi-
function of packaging design, which integrates the 
comprehensive application of design art, consumer 
psychology, ergonomics and other disciplines. And 
then, packaging design becomes a professional course 
of art and design that integrates science, humanities 
and social sciences, art, psychology and other 
disciplines with strong practicality [5]. The primary 
function of packaging is to protect the products from 
being damaged in the process of production, 
transportation and sales. Secondly, it is to spread and 
beautify product information to attract consumers 
through packaging and decoration. The ultimate goal 
is to better sell products. The service objects of 
packaging design are products and consumers. The 
needs of products and consumers provide specific 
design methods and principles for packaging design. 
In addition, the design elements need to be excavated 
from the product itself, and the final design effect 
needs to meet or even exceed the consumers' 
expectations of the product. The economic 
development of rural areas mainly depends on the 
sale of local agricultural products. Packaging is the 
carrier of agricultural products to the market, which 
can not only protect agricultural products, but also 
promote and brand them. This is why many colleges 
and universities choose to let the packaging design 
course participate in the "school-agriculture 
cooperation" project. 
Many poverty-stricken areas with "school-agriculture 
cooperation" projects have unique regional cultures, 
customs and cultural characteristics, and high-quality 
ecological agricultural products. These unique 
regional cultural characteristics are good elements of 
packaging design for local agricultural products. 
However, due to the information closure caused by its 
inconvenient transportation and the early economic 
backwardness, the business awareness of local 
farmers is very weak. Even now, with the strong 
assistance of the state, these poverty-stricken areas 
have been lifted out of poverty. The lack of knowledge 
of industrial market-oriented operations has led to 
the failure of these poverty-stricken areas to realize 
the development of agricultural products driving 
economic benefits towards independent 
revitalization, and even the risk of returning to 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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poverty [6]. One of the reasons for its stagnant 
economic development is that its agricultural 
products and local specialties are poorly packed and 
unable to compete with other similar products. 
The market demand stimulates the continuous 
development of the packaging design industry. 
Besides, the lag of the rural economy also leads to the 
fact that China's agricultural product packaging itself 
is in its infancy and has not formed a mature 
agricultural product packaging design system. 
Compared with other types of products, agricultural 
products in the Chinese market have always given 
people the impression of economic benefits. This 
causes people to pay less attention to the packaging 
design of agricultural products, and seldom combine 
the sales function of packaging with agricultural 
products, resulting in the fact that the packaging 
design industry pays little attention to the allocation 
of agricultural product resources. Although many 
colleges and universities have set up packaging design 
and related courses in response to social needs, the 
courses are often divorced from the actual products 
and markets, and lack the contents related to the 
practical operation of solving practical problems. 
Especially in colleges and universities located in 
developing cities and regions, due to the lack of 
school-enterprise cooperation or orders from real 
enterprises, students use false propositions to design 
and create in the packaging courses. Even so, these 
universities rarely establish cooperative relations 
with local enterprises to serve local products. On the 
other hand, many enterprises in developing regions 
prefer the services of design institutions in first-tier 
cities, which also makes it difficult for these colleges 
and universities to form a teaching mode of order 
school-enterprise cooperation with local enterprises. 
Also, this has further led to the fact that the packaging 
design talents trained by colleges and universities in 
these developing regions will choose to work in first-
tier cities after graduation.  Then, there is a lack of 
design resources in non-first-tier cities. However, the 
poor villages belonging to these non-first-tier cities 
are even less able to obtain design assistance. 

3. PRACTICAL PROBLEMS TO SOLVE IN 
THE PACKAGING DESIGN COURSE 
UNDER THE "SCHOOL-AGRICULTURE 
COOPERATION" MECHANISM 

As a two-way and mutually beneficial teaching mode, 
the packaging design course under the "school-
agriculture cooperation" mechanism can not only 
directly solve the current situation of lack of practice 

in the packaging design course and the practical 
problem of lagging development of rural agricultural 
products, but also further affect and solve the 
cognitive problems in the packaging design service 
field and the current situation of lack of designers in 
non-first-tier cities. 

3.1. Solving the Problem of Lacking Practi-
calness in Packaging Design Course 

For many packaging design courses in colleges and 
universities that lack cooperation with enterprises, 
when teachers have finished the theoretical courses, 
students create packaging design themes according to 
their own preferences, or find some packaging design 
solicitation activities on the Internet to create 
packaging design in the practice. These packaging 
design practices are out of touch with the real market 
and cannot allow students to fully learn and practice 
in a series of design links, such as product market 
research, analysis of product information and 
refinement, product positioning, refinement of 
packaging design elements, packaging creation, 
scheme communication, etc. Under the "school-
agriculture cooperation" mechanism, the packaging 
design course combines the classroom practice 
content with the packaging design of rural 
agricultural products, forming one of the core 
professional courses with theory, practice and the 
ability to solve specific problems. 

3.2. Helping the Rural Areas Get Rid of 
Poverty and Revitalize the Advanta-
geous Agricultural Industries 

Under the "school-agriculture cooperation" 
mechanism, the packaging design course will apply 
the development process of packaging design to the 
packaging design of agricultural products 
comprehensively, systematically and scientifically, 
including the early market research, the selection of 
packaging design elements, the communication with 
local agricultural product merchants and the 
completion of the final design scheme. The packaging 
design of agricultural products with regional cultural 
characteristics is easier to stand out in the sales 
process of the same type of products. Through their 
unique packaging design, products can attract the 
attention of consumers, convey their own product 
information and then drive sales [7]. The packaging 
design elements and regional characteristics are 
highly consistent with agricultural products. In this 
way, they can directly increase local economic income 
by selling agricultural products, but also spread local 
customs and culture through creative design, laying 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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the foundation for the local cultural and creative 
industry chain. At the same time, assistance to 
agricultural products can also promote the 
employment of rural people. Therefore, the 
production, transportation and sales of products 
would form a complete industrial chain. Poverty 
alleviation will be achieved by "teaching people to 
fish". Besides, it is conducive to help revitalizing the 
rural advantageous agricultural industry. 

3.3. Expanding the Service Area of 
Packaging Design 

Packaging is one of the product advertising media 
born under the intense market competition of 
commodity homogenization, which makes the 
practicality of packaging design closely related to 
products and markets. For a long time, China's design 
resources have tended to serve large cities, medium 
and high-end products, and consumer groups. Most of 
the design resources are concentrated in large and 
medium-sized cities. For a long time, the advertising 
media function of packaging has enabled packaging to 
act as a silent salesperson to sell products for 
businesses in various sales places, but it seems to 
have always belonged to brand products and big 
cities. The allocation of urban design resources in 
cities at the local level is uneven, which makes it 
difficult for enterprises in these areas to obtain high-
level packaging design services. In addition, many 
small and medium-sized towns and rural operators of 
agricultural products and local specialties fail to 
realize the sales function of packaging for products 
due to their cognitive limitations in aesthetic and 
commercial awareness. Through the packaging course 
under the "school-agriculture cooperation" 
mechanism, the packaging design resources of 
colleges and universities are applied to agricultural 
products and local specialties in the docking areas of 
colleges, so that the packaging can transmit its own 
product information to rural areas through design 
elements such as text, graphics and color, and to 
provide professional and technical assistance within 
its power for their industrial revitalization and 
development after poverty alleviation. 

3.4. Leading the New Direction of Employ-
ment and Retaining Design Talents for 
Developing Cities and Regions 

Through the tracking and investigation of the 
employment of graduates from non-capital cities, the 
graduates of design majors choose to work in Beijing, 
Shanghai, Guangzhou, Shenzhen and other capital 
cities. In their consciousness, it seems that only big 
cities can provide job opportunities for graduates of 
design majors. Through the packaging course under 

the "school-agriculture cooperation" mechanism, 
students can follow teachers to carry out scientific, 
systematic, real and complete design practice on 
agricultural products and local specialties in docking 
areas. In the process of teaching and design practice, 
students will understand that the demand for design 
in developing cities and regions is even more urgent. 
At the same time, through the teaching practice of this 
course, students have also mastered how to apply the 
saturated and mature design skills in big cities to 
developing cities and regions [8]. When students 
graduate, they not only have complete design 
knowledge and skills, but also master the methods 
and modes of design serving local cities and regions. 
When they get employed they will have a variety of 
choices, which can also provide new space and 
direction for graduates' employment. 

4. TEACHING PRACTICE MODE OF 
"INDUSTRY-UNIVERSITY-RESEARCH 
COOPERATION" OF PACKAGING 
DESIGN COURSE UNDER THE 
"SCHOOL-AGRICULTURE 
COOPERATION" MECHANISM 

The teaching practice of packaging courses under the 
mechanism of "school-agriculture cooperation" is a 
typical "industry-university-research" collaborative 
innovation project, which not only conforms to the 
practical teaching mode of design specialty, but also 
conforms to the development needs of poverty-
stricken villages in urgent need of professional 
technology and personnel support. 

4.1. "Industry" 

This study conducts the teaching practice research of 
packaging design courses under the "school-
agriculture cooperation" mechanism and is 
committed to making the traditional agricultural 
products of the docking area enter the market, 
thereby increasing sales, improving local economic 
development and providing a certain guarantee for 
the smooth transition from poverty alleviation to the 
revitalization of the village. It is suggested to promote 
the development of the rural economy with the 
preponderant discipline of design innovation, subvert 
the traditional image of agricultural products with 
intuitive aesthetic design, and meet the aesthetic 
needs of consumers with the packaging design of 
agricultural products that keeps pace with the times. 
The interpretation and refinement of unique regional 
and folk cultural elements will be applied to the 
packaging design of local agricultural products, which 
will not only let consumers consume these products, 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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but also let them consume their regional cultural 
elements. With the use of the advertising media 
function of packaging design, it can improve the 
attractiveness of products and the publicity of 
regional culture, enable consumers to effectively 
associate products with production places, help local 
agricultural products form a brand effect, and form a 
stable and sustainable industrial development model 
through the income generation of agricultural 
products. In addition, it is feasible to provide technical 
assistance related to packaging design for the 
formation of agricultural product industry chains in 
rural areas, and to assist with the bottleneck problems 
encountered in the transformation from poverty 
alleviation to revitalization. 

4.2. "Universities" 

This course includes an understanding of the specific 
current situation of universities' connection with the 
countryside, the development needs and 
implementation conditions of agricultural products 
and local specialties, and the innovative application of 
packaging design in combination with local cultural 
characteristics. The whole course practice not only 
exercises students' design thinking ability, but also 
improves students' design practice ability. As the 
course is a team cooperation project under the 
"school-agriculture cooperation" mechanism, it can 
also cultivate students' ability to communicate, 
cooperate and work together. The design practice 
background and purpose of "poverty alleviation and 
rural revitalization" can cultivate students' feelings of 
caring for society and willingness to share knowledge 
and skills. This set of teaching and research models is 
guided by solving the practical problems of 
insufficient development in the transition period of 
rural poverty alleviation and revitalization. It truly 
achieves the goal of "throwing a sprat to catch a 
herring" and provides technical assistance for the 
smooth transition of the rural economy from poverty 
alleviation to revitalization. At the same time, it also 
makes the teaching level of packaging design courses 
in colleges and universities have better practical 
significance and research value. Universities have 
fully tapped their advantages in manpower, 
intelligence and technology, so that teachers and 
students can participate in the "school-agriculture 
cooperation" work. Besides, they can deeply learn the 
theoretical knowledge and practical skills of the 
course in the process of participation, in order to truly 
achieve the win-win and coordinated development of 
"poverty alleviation, rural revitalization" and 
"education and teaching". 

4.3. "Research" 

"School-agriculture cooperation" is not only a new 
teaching model worthy of study and improvement, 
but can also strengthen the construction and 
development of school teaching teams, enhance the 
interaction between teachers and students, and 
promote the exchange of disciplines and social needs. 
At the same time, there will be the formation of a good 
atmosphere in which teachers' teaching and scientific 
research have a team and direction, and there will be 
a platform and guidance for students' learning and 
practice. It is suggested to improve teachers' teaching 
ability through teaching research and practice, and to 
improve students' professional quality, design skills 
and cooperation ability. In addition, the practical 
content in the teaching process is also the research 
and design practice of the localization of packaging 
design. The knowledge generated will enrich the 
theoretical research and design practice of the 
combination of packaging design and local elements. 

5. CONCLUSION 

Under the mechanism of "school-agriculture 
cooperation", this study takes the "poverty alleviation 
and rural revitalization" of China's rural construction 
as the research background and uses the packaging 
design curriculum to help universities connect with 
villages to realize the curriculum teaching practice 
from "poverty alleviation" to "revitalization". Besides, 
it is required to give full play to the specialty of 
design, go deep into poverty-stricken areas to make 
packaging design serve agricultural products, and 
take the "industry-university-research" teaching 
practice mode of combining theory with practice. 
Based on the actual situation of the targeted docking 
area of universities, with help of the intervention of 
the packaging design curriculum, those good products 
"unknown to people in the mountains" enter the 
market and have a certain competitiveness. Through 
the joint efforts of universities and villages, 
professional industrial teams are established to 
improve the packaging image of agricultural products 
that help the villages, help the rural people increase 
income, and realize the integration of industry, 
teaching and research. It is feasible to achieve a win-
win situation among the increase in people's income 
in the docking area, the "school-agriculture 
cooperation" project, the teaching quality of 
packaging courses, and students' professional 
learning, rather than "one-way help" which is an 
assistance mode of the interactive and sustainable 
development industry chain. Therefore, it is required 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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to solve the problem of unsalable high-quality 
agricultural products in poverty-stricken areas, in 
order to promote the development of agricultural 
products in rural areas, help "rural revitalization" and 
contribute to the realization of a well-off society in an 
all-round way. 
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1. INTRODUCTION 

The opening of education to the outside world is a key 
condition to serve the strategy of strengthening 
education in the new era, and it is a powerful driving 
force for colleges and universities to expand their 
international vision, pattern and self-transcendence. 
In order to implement the requirements of the Party 
Central Committee to further expand the opening of 
education to the outside world, and to cooperate with 
world-class resources in running schools to enhance 
the educational strength and innovation capabilities 
of Chinese colleges and universities, this paper 
focuses on modern design education, facing the new 
technology revolution and the development trend of 
the creative industry, making overall use of 
international and domestic resources. Through in-
depth research on the high-quality resources of the 
United Kingdom, the pioneer of creative design 
education, this paper explores and tries to build a 
"one chain, three stages, five dimensions" 
international creative design talent training path to 
continuously promote the innovative development of 
local design education [1]. 

2. OVERVIEW 

Design education in China is deeply influenced by the 
former Soviet Union, and the composition of its 
training plan has transformed from the four major 
sections of public courses, basic theoretical courses, 
professional basic courses, and professional courses 
in the early stage of reform and opening up to the 
current platform construction of general humanities 
courses, professional compulsory courses, 
professional elective courses, and practical courses. It 
can be seen that the structure of China's design 
education curriculum basically follows the 
disciplinary characteristics, social orientation and 
personal value to carry out [2]. The structure of the 
theoretical and professional skills courses is set. 
While emphasizing the general knowledge of 
students' "thick foundation", it is also required to set 
up in accordance with the discipline development law 
and the structure of professional theory and 
professional skills courses. However, after several 
years of practice and testing, it is not difficult to find 
that most of the design students trained by colleges 
and universities currently have a solid foundation but 
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1. INTRODUCTION 

The opening of education to the outside world is a key 
condition to serve the strategy of strengthening 
education in the new era, and it is a powerful driving 
force for colleges and universities to expand their 
international vision, pattern and self-transcendence. 
In order to implement the requirements of the Party 
Central Committee to further expand the opening of 
education to the outside world, and to cooperate with 
world-class resources in running schools to enhance 
the educational strength and innovation capabilities 
of Chinese colleges and universities, this paper 
focuses on modern design education, facing the new 
technology revolution and the development trend of 
the creative industry, making overall use of 
international and domestic resources. Through in-
depth research on the high-quality resources of the 
United Kingdom, the pioneer of creative design 
education, this paper explores and tries to build a 
"one chain, three stages, five dimensions" 
international creative design talent training path to 
continuously promote the innovative development of 
local design education [1]. 

2. OVERVIEW 

Design education in China is deeply influenced by the 
former Soviet Union, and the composition of its 
training plan has transformed from the four major 
sections of public courses, basic theoretical courses, 
professional basic courses, and professional courses 
in the early stage of reform and opening up to the 
current platform construction of general humanities 
courses, professional compulsory courses, 
professional elective courses, and practical courses. It 
can be seen that the structure of China's design 
education curriculum basically follows the 
disciplinary characteristics, social orientation and 
personal value to carry out [2]. The structure of the 
theoretical and professional skills courses is set. 
While emphasizing the general knowledge of 
students' "thick foundation", it is also required to set 
up in accordance with the discipline development law 
and the structure of professional theory and 
professional skills courses. However, after several 
years of practice and testing, it is not difficult to find 
that most of the design students trained by colleges 
and universities currently have a solid foundation but 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 

374 
Athena Transactions in Social Sciences and Humanities, Volume 1 

Proceedings of the 8th International Conference on Arts, Design and Contemporary Education (ICADCE 2022) 
 
 
are not specialized. This is not only related to the 
expansion of enrollment in colleges and universities, 
the lack of close connection between theoretical 
teaching and professional practice, and the mismatch 
between talent training goals and market demand, but 
also caused by the logical relationship between 
courses and the disconnect between teaching content 
and talent training goals. Through the research of this 
paper, the following teaching problems are proposed 
to be solved: 

The first is to solve the problems that the degree of 
internationalization of design education in China's 
colleges and universities is not high, it is difficult to 
realize the concept of creative design talent training 
that is integrated between China and foreign 
countries, and students have narrow professional 
vision and weak awareness of design innovation. 

The second is to solve the problems of lack of creative 
thinking generation power and lack of creative 
evolution and deepening process caused by scattered 
professional curriculum and lack of exploratory 
courses. 

The third is to solve the problems of students' lack of 
interest in professional learning, low self-learning 
awareness, and low creative design practice ability 
caused by rigid teaching forms and skill training 
machinery. 

The fourth is to solve the problems of unreasonable 
evaluation of the whole process of students' creative 
design practice caused by one-sided evaluation 
indicators, simple evaluation subject and imaginary 
evaluation standards. 

3. DEEPLY STUDYING HIGH-QUALITY 
RESOURCES OF BRITISH HIGHER 
DESIGN EDUCATION AND UPDATING 
THE CONCEPT OF CREATIVE DESIGN 
TALENT TRAINING IN CHINA 

The author has conducted in-depth research on the 
high-quality higher modern design education 
resources in the UK, combined with the development 
of the local creative industry to organically integrate. 
From the aspects of value guidance, knowledge 
exploration, capacity building and habit formation, the 
author believed that it is necessary to implement the 
fundamental task of "strengthening moral education 
and cultivating people", and comprehensively 
cultivate new-era designers who have both an 
international vision and a sense of home and country, 
as well as strong independent innovation ability and 
professional comprehensive quality [3]. 

The author organically integrates the modern British 
design education mechanism with the existing design 
talent training model of Wuhan Textile University, and 
adopts the path of combining tradition and modernity, 
coupling of art and technology, and communication 
between the nation and the world, to form an 
educational concept centered on creative thinking 
training, autonomous learning ability, teamwork 
awareness, and reflective and critical spirit. The 
author also found out that teachers can pay attention 
to the positive role of practice in the process of design 
education, use different course modules to stimulate 
students' creative thinking, and improve students' 
weak awareness of design creativity and narrow 
professional vision caused by long-term exam-
oriented education, in order to cultivate design and 
creative talents with international competitiveness, 
effectively promote the in-depth cooperation of Sino-
UK design education, and create a benchmark Sino-
foreign cooperation platform in the province. 

4. CONSTRUCTING A CREATIVE 
MODULE COURSE GROUP TO 
PROMOTE THE INTEGRATION OF 
STUDENTS' PROFESSIONAL SKILLS 

Having deconstructed and reorganized professional 
knowledge points and skills, the author constructed a 
three-stage advanced creative module course group of 
"design field cognition-creative thinking training", 
"research direction exploration-professional 
cooperation experience", and "design direction 
definition-future career planning". While ensuring the 
integrity and systematicness of the design 
professional knowledge system, it can gradually 
stimulate the generation of students' creative 
thinking. This paper deconstructs China's traditional 
design education professional curriculum system, 
embeds the core curriculum resources of British 
modern design education, and constructs three 
progressive creative module curriculum groups. The 
generation and development of creative thinking, 
gradually stimulating the generation and 
development of students' creative thinking while 
ensuring the integrity and systematicness of the 
design professional knowledge system [4]. 

The first is the basic module group guided by "design 
domain cognition - creative thinking training", which 
is set up in the first and second year of 
undergraduates. The purpose is to make students 
have an effective cognition of the basic theory and 
knowledge system of the major, and at the same time 
cultivate students to have an international creative 
vision and form a macro design thinking. For example, 
courses like "Introduction to Visual Communication", 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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"Visual Art and Narrative Communication" and 
"Creative Thinking Expression" for visual 
communication majors, courses such as "Landscape 
History", "Inspiration" and "Introduction to Design" 
for environmental design majors, and courses like 
"Introduction to Digital Media" and "Creative 
Thinking" for digital media majors. 

The second is the comprehensive module group 
centered on "exploration of research directions — 
professional cooperation experience", which is set up 
in the third grade. The purpose is: on the one hand, to 
cultivate the research spirit of students, and to have a 
certain sensitivity to the frontier trends and 
development trends of the professional field, and on 
the other hand, to cultivate students' sense of 
teamwork, making them be able to have better 
communication, organization and coordination, 
solidarity and collaboration skills, and be able to 
assume roles in a multidisciplinary team. For example, 
courses such as "Discourse", "Personal Professional 
Field Identification" and "Design Collaboration and 
Expression" for visual communication majors, 
"Environment", "Practical Methods" and "Cooperative 
Projects" courses for environmental design majors, 
and courses such as "Cross-Platform Media", "Creative 
Visual Visualization" and "Multimedia Group Project" 
for digital media majors. 

The third is the expanded module group aiming at 
"definition of design direction - future practice 
planning", which is set up in the fourth grade. It aims 
to cultivate students to pay attention to the future 
development direction of the field of art and design, to 
be able to plan their future development paths and to 
conduct self-management, in order to have better 
independent learning ability and lifelong learning 
awareness, and to adapt to the needs of the 
development of the times. For example, each major 
offers courses such as "Professional Design", "Code of 
Professional Ethics" and "Design Exhibition". 

Each module group is composed of an exploratory 
module course and a number of professional skills 
comprehensive module courses. The groups are 
connected vertically and horizontally. All module 
courses are designed according to the main line of 
"one theme, multiple tasks", which promotes the 
integration of professional knowledge and design 
skills, and improves students' systematic research 
ability and practice planning awareness. 

 

 

5. ADOPTING THE INTERACTIVE 
TEACHING METHOD OF TEACHERS 
AND STUDENTS, CREATING A 
POSITIVE AND ACTIVE CLASSROOM 
ATMOSPHERE, AND STIMULATING 
SPONTANEITY AND CONSCIOUSNESS 
OF STUDENTS' DESIGN CREATIVITY 

The author adopts the organization method of "task 
design - project research - exploration of design 
direction - demonstration of design feasibility - 
optimization of design plan - evaluation of design 
results - reflection on the design process", and carries 
out classroom teaching practice with the main line of 
"node - task - project", innovatively constructing an 
interactive teaching chain in which teachers guide the 
analysis of problems, members cross-research 
problems, and teachers and students promote each 
other to solve problems, forming an atmosphere of 
teaching and learning and improving students' 
academic experience. 

Facing the needs of international creative industries, 
the Chinese and British teaching teams deeply 
integrate to create the teaching contents of the 
module courses and create diverse learning 
situations. Each module course implements 
interactive teaching methods such as lecture, studio, 
tutorial, group discussion, presentation and reflection, 
enabling students to form a learning style that 
changes from passive learning to active inquiry, and 
the role of teachers from classroom lecturers to 
project co-builders, which cultivates students' "self-
learning ability", "teamwork awareness" and 
"reflection and critical spirit", and enhances students' 
design interest and practical innovation ability. 

• Lecture — Lectures are held once a week or every 
two weeks, and each time is 1-2 hours. The 
content includes teaching tasks, software 
requirements, design topics, case analysis, etc., to 
help students broaden their thinking. 

• Studio — The teacher explains the project 
requirements of the studio, the students complete 
the project tasks in groups or individually, and the 
teachers assist the students to advance the project 
tasks throughout the process. Open and inquiry-
based learning methods promote the 
transformation of professional theoretical 
knowledge into professional practical skills 

• Group discussion — 5-6 students are in a group, 
and the group leader is responsible for the 
system. The group leader organizes group 
discussions according to the project tasks. The 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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group members jointly study the project division 
and formulate design plans. Teachers provide 
guidance and answer questions during the group 
discussion process to stimulate students' self-
learning awareness and improve students' 
research ability and teamwork spirit. 

• Tutorial — Teachers and students conduct 
extended research in the form of "mutual 
assistance, complementarity, and mutual 
promotion". In response to the problems 
encountered by students in design orientation, 
preliminary research, and design practice, 
teachers and students conduct in-depth 
discussions and demonstrations to guide and 
promote students to continuously improve their 
design plans. 

• Presentation — The presentation and evaluation 
session is arranged twice in each module course: 
In the mid-term inspection stage of the module 
course, students need to show the overall 
planning, design orientation, design research and 
completed corresponding design results of their 
own design tasks in the form of individuals or 
groups. Teachers and even inter-professional 
teachers guide the reporter to conduct in-depth 
analysis and research. At the end of the module 
course, students design works to express all the 
output content after learning this module in the 
optimal form within the specified time and place. 
It has higher requirements for students' ability to 
organize and express information. In this work 
exhibition and evaluation session, professional 
teachers put forward specifications and 
improvement measures according to the final 
requirements of the module, and students submit 
revised design works. 

• Reflection — At the end of each module course, 
students are required to submit a personal 
reflection report. Through the report, students 
will sort out and summarize the gains and 
deficiencies in the module course learning 
process, and plan the follow-up study. 

6. IMPLEMENTING THE "FIVE-DIMEN-
SIONAL THREE-DIMENSIONAL" 
ACADEMIC EVALUATION SYSTEM, 
AND HIGHLIGHTING THE VALUE OF 
PROCESS EVALUATION 

This paper attempts to form a kind of five dimensions 
of "goal achievement, innovation and creativity, 
design generation, communication and collaboration, 
and sustainable development" in the evaluation 
content, use five forms of "student self-evaluation, 
group mutual evaluation, teacher evaluation, internal 

audit and expert external audit" in the evaluation 
subject, and adopt five levels of "simple imitation, 
basic improvement, original creativity, rational 
promotion, and efficient innovation" in the evaluation 
standard. The author also tries to build a five-
dimensional three-dimensional academic evaluation 
system from the aspects of evaluation content, 
evaluation subject and evaluation standards, and 
adopts the form of "internal audit + external audit" 
mutual audit and mutual verification, which realizes 
the global dynamic guarantee of teaching quality, and 
effectively promotes the continuous improvement of 
design classroom teaching. Taking the above actions, 
the author found that it can change the subjectivity 
and one-sidedness of the traditional academic 
evaluation of design majors, increase the quality 
control of the teaching process, promote the 
evaluation in the process of design creativity, 
guarantee the objectivity and rationality of academic 
evaluation in a multi-channel and three-dimensional 
manner, and improve the scientificity, standardization 
and feasibility of professional teaching [5]. 

7. CONCLUSION 

With the continuous change of the global 
environment, the construction and practice of design 
professional talent training is an evolving process. 
Society's demand for talents and the momentum and 
challenges in professional teaching are changing at 
any time. At the same time, the continuous updating of 
the industry, economic structure and other contents 
and any dynamics in the industry will have an impact 
on design education. Therefore, the training concept, 
training objectives, training process and training 
methods of creative design talents should always be in 
dynamic development. 

Reflecting on the current situation of advanced 
teaching, there are still some problems that need to be 
solved. The following points are summarized: 

First, with the development and changes of social and 
environmental factors in the world, it is necessary to 
continue to track and study the impact of potential 
factors, marketization factors and related knowledge 
changes on the development of international creative 
design professionals on the changes in the demand for 
design talents, continue to reflect on dynamic changes 
in talent training concepts, keep pace with the times, 
and adjust talent training goals in a timely manner. 

Second, it is also necessary to further adjust and 
supplement the construction content of "interactive 
teaching chain in the whole territory", "creative 
module course group" and "five-dimensional three-
dimensional academic evaluation system", and 
constantly correct through practice, so that course 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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teaching content, professional teaching methods, and 
academic evaluation standards can more accurately 
adapt to the development of the times, and the 
training methods of creative design professionals can 
be more rational, further deepening the global 
management of teaching quality, and striving to make 
every talent training link perfect. 

Third, it is a must to continue to implement the 
system of off-campus practical teaching and 
extracurricular scientific and technological activities, 
continue to summarize the advantages of this 
achievement, and form a career plan and related 
system that conforms to the training of creative 
design talents in the new era. 

Forth, it is also a necessity to continue to follow the 
pace of design discipline construction, promote the 
further development of design major teaching reform 
through the in-depth integration of disciplines and 
scientific research, expand research results, and 
actively explore the construction of quality key 
projects such as excellent teaching teams and famous 
teaching teachers [6]. 

For a century and a half, China's design education has 
gone through the "exploration stage - digestion and 
absorption stage - practice and innovation stage", and 
every reform and breakthrough is very hard and 
difficult. At present, China's design education still has 
a certain distance from a complete and mature 
education system. How to correctly treat foreign high-
quality educational experience to construct a scientific 
and reasonable design education model in line with 
national conditions is an important issue in the 
process of design education reform in China today. In 
this process, educators do not evade their own 
problems, and pondering the advanced Western 
educational concepts, and cultivating Chinese design 
innovation talents in the new era is the responsibility 
of every design educator. 
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1. INTRODUCTION 

Throughout the world clothing industry powers, are 
deeply engraved with the unique brand of national 
tradition. The traditional costume craft represents the 
"living" soul and connotation of a national culture. The 
function and important responsibility of colleges and 
universities is to excavate, protect and inherit the 
unique national culture, cultivate new people of the 
times who assume the responsibility of national 
rejuvenation, and finally realize its cultural value. This 
is a major strategic issue related to the national 
strength and prosperity of the country and the cause 
handed down from generation to generation. 
 
 
 
 

2. STATUS QUO OF INHERITANCE AND 
PROTECTION OF TRADITIONAL 
COSTUME HANDCRAFTS IN 
COLLEGES AND UNIVERSITIES 

In the new era of China, colleges and universities have 
become the main force and explorers of traditional 
handicraft protection by taking advantage of their 
own advantages and cooperating with all sectors of 
society. It is an unshirkable strategic direction for 
colleges and universities to excavate and protect the 
people-oriented cultural heritage and innovation, and 
focus on the sustainable cultivation of inheritors [1]. 
However, the current situation of colleges' and 
universities' inheritance and protection of traditional 
handicrafts must be urgently changed: 
Firstly, some colleges and universities have not yet 
played their heritage effectiveness. There are 
phenomena such as cognitive bias, slow action, 
inappropriate methods and little effectiveness. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Secondly, from the viewpoint of duties and 
obligations, the protection, inheritance and 
innovation of intangible cultural heritage has become 
a more difficult problem faced by colleges and 
universities. At present, there are few traditional craft 
schools and majors that can provide employment 
prospects and study, which leads to a serious 
"derailment" between the education of colleges and 
universities and students' career selection. 
Thirdly, in the face of the declining folk arts and their 
production techniques, the reality that the number of 
traditional crafts inheritors is decreasing year by year 
and some traditional crafts are facing discontinuity 
and loss, it is urgent to rescue traditional crafts. 

3. HIGHLY COGNIZANT OF THE STRA-
TEGIC IMPORTANCE OF TEACHING 
AND RESEARCHING "INHERITANCE + 
INNOVATION" IN TRADITIONAL 
COSTUME HANDCRAFTS 

Traditional handicrafts are the cornerstone of 
traditional national culture, with a long history, 
national characteristics, mature technology and 
exquisite craftsmanship, and have unique regional 
significance in the course of human history [2]. As a 
branch, traditional costume handicrafts are an 
important part of China's intangible cultural heritage 
and a "living" culture. The inheritance, excavation and 
protection of traditional crafts in colleges and 
universities are of great importance to promote the 
diversity of traditional culture in China. 

3.1. Importance of Traditional  
Costume Handcrafts 

As the largest ethnic group in the world, the 
traditional costumes of the Han nationality only exist 
in film and television historical dramas in fragments, 
and their realistic inheritance and historical 
excavation are not ideal, which is the lack of the 
nation. It is significant to protect and inherit 
traditional costume handicrafts. 
The research on Han traditional costume handicraft 
art in colleges and universities is incorporated into 
the teaching and research system, especially the 
costume design is the starting link of professional 
concept orientation in the costume industry chain and 
the key way of professional talent training and output. 
Its teaching quality is the fundamental factor that 
directly affects the development of the costume 
industry. The establishment of a traditional costume 
handicraft teaching studio in the mode of cultivating 
inheritors in universities is an entry point for people-

oriented cultural inheritance, focusing on sustainable 
cultivation of inheritors, which is of far-reaching 
significance. Traditional costume handicrafts have six 
characteristics: ecological value, cultural value, 
creative value, emotional value, artistic value, and 
economic value. Teaching promotes and encourages 
inheritors to start their own business and innovation, 
and eventually realize their market value. 

3.2. Regeneration of Traditional  
Dress Craftsmanship 

Firstly, it is the awakening of ideological awareness. 
"Of the nation, of the world." The only way out of 
traditional costume culture is to preserve, inherit and 
develop traditional costume crafts effectively. 
Secondly, in the face of the increasingly sophisticated 
international dress culture, the clothing industry is 
rising to play the card of national tradition alone. The 
preferential zero quotas and zero tariffs for 
international bilateral trade fall precisely on clothing 
textiles with ethnic characteristics. 
Thirdly, the two factors are driven by external factors. 
The first of them is the evolution of artistic thinking. 
The shift from modernism to post-modernism has 
subconsciously led to the regeneration of traditional 
costume craftsmanship. The second is the negative 
impact of industrial civilization, which has facilitated 
and accelerated the regeneration of traditional 
costume handcrafts. 
Fourthly, it is the charm of traditional costume 
handicrafts. With creative, personalized charm, high 
emotional appeal and traditional cultural 
connotations, the oriental art style is moving towards 
the international fashion stage to promote the revival 
of traditional Chinese costume handicrafts. 

3.3. Development Trends in Traditional 
Chinese Costume Handcrafts 

The trends are mainly reflected in four areas. 
First, it is an integral part of the national strategy, a 
manifestation of cultural confidence and a source of 
culture towards the center of the world. 
Second, the government is taking the lead in 
excavating and rescuing traditional costume 
handcrafts that are on the verge of being lost. 
Third, it highlights the ethnicity of traditional costume 
culture and develops traditional costume handicrafts, 
which are valued and supported by the government. 
Fourth, the "inheritance + innovation" approach to the 
development of traditional costume crafts is a 
combination of science, technology, culture and art. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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3.4. Professional Teaching Model With 
"Inheritance + Innovation" Connotations 

What is the core of the teaching model? It is a 
professional education with the connotation of 
"inheritance + innovation" that responds to the call of 
the times, which is the practical grasp and exploration 
direction for the deepening of education and teaching 
reform in colleges and universities. On the basis of 
building an education system, it is necessary to take 
market as the orientation, learn to apply, go to society 
and integrate into the times, and improve the quality 
of talent training. "Heritage + innovation" is the 
cultivation of students' innovative spirit and ability, 
and entrepreneurship education is the effective 
enhancement of students' self-employment ability. 

4. "INHERITANCE + INNOVATION" 
TEACHING PRACTICE THAT 
INTEGRATES TRADITIONAL 
COSTUME HANDCRAFTS AND 
REGIONAL CHARACTERISTICS 

The idea of teaching traditional costume handicrafts 
in higher education is to combine regional 
characteristics with the concept of "inheritance + 
innovation", the first of which is to create a climax in 
the study of traditional costume handicrafts in 
specialist courses, turning beginners into enthusiasts. 
The second is to increase the professional training of 
traditional costume handicraft enthusiasts, establish a 
place for in-depth study of traditional costume 
handicraft outside the classroom, and turn enthusiasts 
into new generations of inheritors through the 
training of tutors and older generations of inheritors. 
The third is to train the new generation of inheritors 
to participate in social practice, to start their own 
businesses and to innovate, and to turn the common 
inheritors into individual inheritors. 

4.1. Promoting the Diversified Teaching 
Model of Majors With the Connotation 
of "Inheritance + Innovation" 

The focus is on two aspects: one is to strengthen the 
construction of teachers' ranks. 
The first resource for talent cultivation of "inheritance 
+ innovation" is the teaching staff. The "inheritance + 
innovation" education of clothing specialty in colleges 
and universities must attach importance to the 
construction of the teaching staff, implement the 
"inheritance + innovation" teaching ability 

improvement plan for teachers, and improve the 
overall quality of the teaching staff. First, the schools 
can regularly send teachers abroad to participate in 
the relevant training of "inheritance + innovation", 
and take temporary jobs in garment enterprises to 
improve teachers' professional ability; Second, the 
schools can also pay attention to hiring experts in the 
field of fashion design to enrich the teaching staff of 
"inheritance + innovation" education, and undertake 
certain educational and teaching tasks of "inheritance 
+ innovation"; there is a need to form a combination 
of outside and inside school, give play to the 
respective advantages of external staff and teachers, 
and form a teacher guidance team with high 
theoretical and practical abilities. 
On the other hand, it is necessary to make use of social 
platforms to jointly build "inheritance + innovation" 
curriculum resources. 
The cooperation between schools and enterprises is 
the combination of clothing related theoretical 
knowledge and enterprise cases, the specific 
implementation of the integration of "theory teaching 
+ social practice entrepreneurship teaching", the 
cultivation of students' awareness and innovation 
ability to participate in social practice, the guidance of 
students to master the methods of project design and 
development, and the cultivation and development of 
"inheritance + innovation" courses. For example, it is a 
way to cooperate with the provincial foreign art 
exhibition center to build a trans regional cooperation 
alliance, use the social platforms such as museums, 
Manchu clothing exhibitions, tourist attractions, and 
tourism festivals to introduce clothing and fabric 
products with local customs, and carry out 
experiential teaching to provide curriculum resources 
for students to improve their "inheritance + 
innovation" literacy. 

4.2. Policy Support, Being Based on 
Inheritance, and Improving the  
Number and Quality of Inheritors 

First, it is necessary to encourage the introduction of 
policies to promote the development of traditional 
clothing handicrafts. Through guiding the inheritors' 
new understanding of the development direction, 
market positioning and other aspects of their own 
skills, the inheritors' enthusiasm for learning can be 
stimulated, and they can participate in training to 
obtain various completion certificates, thus gaining a 
certain degree of social recognition. 
Second, through targeted training, the colleges and 
universities have given full play to the advantages of 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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teachers and talents, which can change the 
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PLATFORM TO IMPROVE ABILITY OF 
INDEPENDENT ENTREPRENEURSHIP 
OF "INHERITANCE + INNOVATION" 
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a traditional clothing handicraft teaching studio with 
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ability of "innovation + heritage" will be improved. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
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or even bringing back to life not only the narrator, but 
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level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
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writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
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certain typology, even despite their noticeable 
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concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
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looking at what happened or is happening from the 
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OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
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5.1. Establishing a Regional Characteristic 
Teaching Studio of Traditional  
Costume Handcrafts 

The first is that teachers' teaching ability of 
"inheritance + innovation" should be improved step 
by step. High quality teachers are the guarantee of 
"inheritance + innovation" talent training. On the one 
hand, teachers are regularly dispatched to participate 
in the relevant training of "inheritance + innovation", 
participate in the process production of clothing 
enterprises, and improve the professional ability of 
teachers. On the other hand, facing the society, the 
schools can hire experts in the field of clothing design 
and older generations of inheritors to undertake 
teaching tasks, carry out the activity of "identifying 
teachers and practicing", and train and promote the 
history, cultural background, design cognition, 
clothing techniques, etc. of traditional costume 
handicrafts, in order to form a teacher guidance team 
combining theoretical and practical advantages inside 
and outside the school. 
The second is to cultivate common inheritors and 
provide services such as entrepreneurship guidance 
and market operation. For example, design of 
traditional clothing accessories, handicrafts for 
accessories, organization of tie-dyeing public welfare 
activities in welfare homes, and design of Han style 
clothing (Han style clothing club, campus association, 
free of charge guiding enthusiasts to make their own). 
The third is to cut into the simulation operation 
characterized by modern application and product 
development, in order to enhance the vitality of 
training individual inheritors to innovate traditional 
costume handicrafts. For example, to cultivate 
students' ability to start their own businesses, the 
special studio can conduct practical drills according to 
the operation mode of small enterprises. In 
combination with the national industrial planning, the 
research focuses on garment handicrafts and Han 
clothing, and focusing on the research of film and 
television clothing, students can take turns to exercise 
their comprehensive abilities, and improve their 
brand awareness, corporate culture awareness, and 
business philosophy awareness. 

5.2. Integrating Traditional Costume 
Handcrafts with Regional 
Characteristics and Building a Platform 
of "Inheritance + Innovation" 

First, it is necessary to increase the vitality of teaching 
traditional clothing handicrafts in professional 

courses, select excellent tutors, focus on the historical 
background, culture, technology and value of 
traditional clothing handicrafts, increase the teaching 
time of traditional clothing and handicraft courses, 
and guide beginners to gradually become enthusiasts. 
Second, it is also necessary to establish a training 
platform for the older generation of inheritors to 
"help and guide", set up a traditional clothing 
handicraft teaching studio, and organize amateurs to 
carry out extracurricular in-depth learning. Tutors 
and students can be jointly responsible for 
management, hiring older generations of inheritors to 
teach, carrying out the activity of "mentoring and 
mentoring", and training and promoting traditional 
costume handicrafts. 
Third, it is a must to establish the Society of 
Traditional Costume Technology. Students will be 
responsible for management and in-depth study of 
traditional garment handicrafts, such as textile 
handicrafts, dyeing and printing handicrafts, garment 
production handicrafts, embroidery handicrafts, 
accessories handicrafts, etc., and they need to 
carefully consider the design of traditional clothing 
accessories. The schools can organize tie dyeing 
public welfare activities in welfare homes, and design 
Han clothing (hanfu club, campus association, free to 
guide enthusiasts to make it by themselves). 
Fourth, innovation is the driving force for inheritance 
and development [4]. The students can take turns to 
exercise their comprehensive ability, cut into the 
simulation operation characterized by modern 
application and product development, and integrate 
into the social practice place, to enhance the vitality of 
training new generation inheritors to innovate 
traditional clothing handcrafts. For example, it is a 
way to simulate small business entities, to study the 
production of ancient clothing technology in film and 
television, clothing handicrafts and Han clothing 
research. 

6. CONCLUSION 

The colleges and universities should integrate the 
advantages of teaching and training, based on the 
needs of the market, responds to the call of the times, 
bring sources of power and talent reserves for the 
development of the garment industry, and ultimately 
promote their social values through the inheritors to 
run a satisfactory education for the people. "Heritage+ 
innovation" is the eternal theme of the teaching and 
research of clothing design majors in universities, and 
the key to protecting the inheritance of intangible 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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cultural heritage is to cultivate inheritors. "Of the 
nation, of the world". It is the eternal theme of the 
teaching and research of fashion design major in 
colleges and universities to integrate the "living" 
national cultural connotation with regional 
characteristics into the "inheritance + innovation" 
practical ability of inheritors. 
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The 8th International Conference on Arts, Design and Contemporary Education (ICADCE 
2022) was held online in a videoconference format on 27-28 May, 2022. The conference 
was jointly organized by the Russian State Specialized Academy of Arts (Moscow, Russia), 
the Belarusian State Academy of Arts (Minsk, Belarus), Zhengzhou Yingchun Conference 
Planning Co. Ltd (Zhengzhou, China), the Research Center of Chinese Traditional Painting of 
Zhengzhou University (Zhengzhou, China) and the International Science and Culture Center 
for Academic Contacts (Moscow, Russia). The aim of ICADCE 2022 was to provide a common 
platform for educators, artists, scholars and students with different cultural backgrounds 
to present and discuss research, developments and innovations in the fields of Art and Art 
Education. The topics of the conference included the following:

• Visual arts and design

• Musical and theatrical art

• Verbal arts

• Modern education in the field of art and design

• Education of children and youth with disabilities in the field of art and design: 
methodology, experience and social perspectives

• Industrial and landscape design
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