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Representation of Taras Shevchenko as an Artist
in the Art of China
Репрезентація Шевченка-художника
в мистецтвознавстві Китаю
Abstract. The article proves that in China Taras Grygorovych Shevchenko is primarily known as a genius poet. Throughout the entire
20th century, Shevchenko the poet and Shevchenko the revolutionary essentially overshadowed Shevchenko the artist. Shevchenko’s
artistic legacy attracted attention of Chinese scholars only at the turn of the 21st century, when new socio-political and cultural relations emerged between China and Ukraine. It is noted that in contemporary art criticism of China, T. Shevchenko is interpreted either, by analogy with Soviet science, as a “cultural revolutionary”, or as a collective image of the Ukrainian people, usually unappreciated. Based on the analysis of articles and works of Chinese scholars in varying degrees involved in comprehension of artistic heritage
of T. Shevchenko, it is shown that absence of a common understanding of the historical development of Ukrainian art in Chinese art
history often prevents Chinese scholars from realizing the role and place of Shevchenko the artist in Ukrainian art. For Chinese scholars, he remains a lyricist and a “poetic” artist (“literary painter”). The portrait genre is recognized as the most “convenient” for analysis by Chinese art critics due to national specifics of creative activity of T. Shevchenko. Within its framework, special attention is paid
to self-portrait, which to a certain extent corresponds to Chinese understanding of T. Shevchenko as a “literary artist”. The analysis
of female images in artistic heritage of T. Shevchenko is important and corresponds to the primary perception of Kobzar as a “poetic”
artist and lyricist.
Keywords: Ukrainian art in art history of China, artistic heritage of T. Shevchenko, portrait and self-portrait in creative activity
of T. Shevchenko.

Problem statement. For Ukrainian art and culture,
the figure of Taras Shevchenko is important for a number
of reasons. These include not only his special role as the pioneer of Ukrainian modern literature and a well-known public figure, but also as a national symbol, because “the figure of T. Shevchenko is undoubtedly equal to the figures
of European ‘creators of national-consolidating author’s
myth’, such as Dante, Miguel de Cervantes, Goethe, Ibsen,
etc.” [7, p. 5].
In China, Shevchenko is mostly known as a great
poet of the 19th century. “Chinese acquaintance with poems of Taras Grygorovych started during the 1920s and
1930s thanks to Ukrainian emigrants in Harbin and, later,
in Shanghai where about 15 thousand Ukrainians lived. There
were Ukrainian schools, gymnasiums, associations, in particular, the Council of the Ukrainian National Community,
the Union of Ukrainian Youth, Prosvita and various newspapers where the works of Taras Shevchenko were published.
Художня культура. Актуальні проблеми. Вип. 16. Ч. 2. 2020

Ukrainians also had their own radio programs in Harbin
and Shanghai. Ukrainian communities regularly held events
dedicated to Taras Shevchenko” [3, p. 90]. Around this time,
Chinese writer and literary critic Zhou Zuoren made the
first translation of Shevchenko’s poems into Chinese (from
Russian translations) and published materials about artist’s
life and work.
Acquaintance of T. Shevchenko with Chinese culture
can be traced in sporadic points of interest in socio-political life in China. Based on the statements of T. Shevchenko
in the circle of friends and acquaintances, on the entries
in his Diary, it may be argued that he was aware of the events
of the Taiping Rebellion (1850–1864), which he perceived
as a peasant opposition to alien religious and social orders [13, pp. 162, 344]. Chinese scholars emphasize that
T. Shevchenko was concerned about this contemporary episode of Chinese history and clearly “loved China” [33].
Probably, for Shevchenko, the reasons for the Taiping
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Rebellion had some parallels with the situation of peasants
in the Russian Empire—a problem that runs a common
thread through the entire work of T. Shevchenko. Modern
Chinese researcher Zhao Yunzhong (赵云中) rightly notes
that “using poetry as a weapon of struggle, he mercilessly reveals slavery and national coercion under autocratic government, demonstrates the people’s struggle against oppression,
struggle for freedom and independence, reveals oppression
of the Ukrainian nation by the tsarist government and harsh
exploitation of peasants by landowners, expresses conviction
that the struggle of the peoples of the Russian Empire must
win” [25, p. 240–241].
Since Ukraine gained independence, interest of China
in the legacy of Shevchenko has rapidly grown [6]. On
August 8, 2008, the first monument to Shevchenko in China
(sculptor Yuan Xikun) was opened in Chaoyang Park in
Beijing. The peak of interest in the figure of Kobzar happened
during the latest decade. In 2009, the Beijing University organized the first in China (and probably in the entire AsiaPacific region) literary and artistic evening dedicated to
T. Shevchenko. This event was timed to coincide with the release of a short popular science edition (booklet in Chinese)
containing milestones of Shevchenko’s biography, some
poems and reproductions of his artworks. Since then,
T. Shevchenko became much more than a poet for China.
In 2016 in Beijing, the T. Shevchenko Museum-Gallery
was opened and a large poem collection of Kobzar translated to Chinese from Ukrainian (139 poetic texts) was published (on the basis of memorial complex of the Chinese artist Li Kezhan). It is important to note that leading Chinese
Slavists (such as Ge Baoquan, Li Mingbin, and others) admitted that traditional translation of Kobzar from Russian
into Chinese did not always make it possible to fully understand the meaning intended by the poet [3, p. 92]. The logical conclusion of this approach to the study of the poet’s
literary heritage was the publication of an anthology of his
poetry Father of the Spirit of the Ukrainian People in Chinese
and Ukrainian languages in 2018. Its presentation took
place on March 29 at the Tianjin Foreign Studies University
(jointly with the Beijing Society for Foreign Studies) [11].
Today, scientists from the Center for the Study of Russia
and Ukraine of Wuhan University and the Institute of World
Literature of the Academy of Social Sciences of China carry
out a number of interesting studies on the creative activity
of T. Shevchenko. In addition, some universities in China,
within the framework of Ukrainian studies, present training
courses that introduce Chinese students to poetic heritage
of Kobzar. However, for Chinese scholars, artistic heritage
of T. Shevchenko still is generally overshadowed by his poetic talent.
Today, many international researchers interpret
T. Shevchenko as a collective image of Ukrainian nation in its
political and cultural development. In this context, the story of Shevchenko the artist turns into a kind of background,
which is often used as an excuse to study other aspects of his
work, or as a motivation for analyzing general problems
in the study of Ukrainian national genesis.
Художня культура. Актуальні проблеми. Вип. 16. Ч. 2. 2020

The analysis of recent research works and publications of creative and cultural heritage of T. Shevchenko
as a whole shows that there are much more studies of his literary heritage than of the artistic one.
Studies on the visual artworks by Shevchenko in
the Western European and North American historiography of the second half of the 20th century are fragmentary
and sporadic. For example, scientific publications of the
1960s and 1970s mainly emerged in academic environment
of the Ukrainian diaspora [34; 35; 39]. Such a “closed nature”
(lacunarity) of the topic, of course, determined its peripheral nature for Chinese researchers. Studying T. Shevchenko
as an aesthetic phenomenon of his time, who incorporated
literature and visual arts into a single system of artistic thinking, is associated with the works of George G. Grabowicz.
It should be noted that Grabowicz omits the Chinese studies of the creative activity of T. Shevchenko and concentrates mainly on the literary-centric image of Shevchenko
as a poet [36; 37; 38].
In Ukrainian art history, creative work of Kobzar did not
always exist as a separate scientific problem. The first studies
dedicated specifically to the poet’s artistic heritage appeared
a couple of decades after his death. However, the first monographic study on the Shevchenko’s legacy as a painter was
published only in 1914. It stated that his artistic creativity was
“real vocation and his primary poetic talent could not be suppressed in him” [9, p. 3].
A new stage in the study of T. Shevchenko’s oeuvre started during the 1920s, when the institute named after Taras
Shevchenko was established in Kharkiv. Comprehensive
study of the poet’s heritage was the central issue on its
agenda [8, p. 162]. At the time, the complete collection of
Shevchenko’s works, including his artistic heritage, was prepared for publication. The monograph by D. Antonovich,
published in Prague in 1937 [2] became an important study
of creative activity of Shevchenko as an artist when “after
ideological ‘cleansing,’ the glory of T. Shevchenko as a revolutionary practically did not give a chance to see him as an artist and forcibly changed the methodology, affected the scope
of research, the point of view on the covered events” [8,
p. 169].
Artistic heritage of Taras Shevchenko in the Context
of European Artistic Culture by V. Ovsiychuk published in
2008 is one of the most profound studies of artistic work
of T. Shevchenko [10]. Ovsiychuk, one of the leading figures of Ukrainian art criticism in many respects, views the
well-known facts and issues of creative activity of Kobzar
in a new way, deconstructing such prevailing stereotypes as
“Shevchenko the peasant’s child,” “Shevchenko the revolutionary,” rethinking his heritage in the mainstream of modern
scientific knowledge and considering his creativity in the context of European artistic culture development.
In modern Chinese historiography, the image of
Shevchenko the artist is extremely scant. In the 1950s, following the logic of the Soviet presentation of the socio-political and cultural history of the USSR, Shevchenko entered
the pantheon of “cultural revolutionaries.” All of the above
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determined the fact that the image of the national poet prevailed over seeing Shevchenko as an artist. This lasted until
1991, when an interest to a more holistic image of the Great
Kobzar appeared in China. During this period, Gao Wei,
San Wei, Zhao Yanfeng, Ge Bao Quan and others expressed
some judgments about Shevchenko the artist. In general, Chinese researchers know that while studying painting
with the great Karl Bryullov at the St. Petersburg Academy
of Arts, T. Shevchenko achieved high results and secured himself a position of a “teacher of painting” at the Kyiv University.
However, in modern Chinese historiography, when there
is a sufficiently large number of references and evaluations
of Shevchenko’s artistic talent, there is no synthetic monographic study on Shevchenko as an artist, which proves
the relevance of the chosen research subject. It should be noted that working with the original Chinese sources constitutes a certain methodological difficulty for the researcher
of T. Shevchenko. When transliterating a name of foreign
origin, translators are free to use different hieroglyphs due
to wide homonymy of the Chinese language. In China,
the name of T. Shevchenko has at least nine different forms.
Objectives of the study. In this article, it is considered
necessary to draw attention to a number of common features
that bring Shevchenko the artist closer to the Chinese artistic
tradition. While answering the question how contemporary
Chinese art criticism understands the history of Ukrainian
art, one inevitably faces the “Shevchenko issue.” It has several important aspects.
For Chinese science, the conversation about how
Shevchenko the poet relates to Shevchenko the artist is of
paramount importance, because poetic word and visual space
have many points of intersection in Chinese artistic tradition.
In some cases, it is practically impossible to separate one from
the other, except the aspect of methodological analysis.
The second most important issue for contemporary analysis of the history of art in China is Shevchenko’s self-presentation, primarily through a self-portrait. Shevchenko repeatedly
painted self-portraits and, according to Ukrainian researchers,
it was not only of everyday importance for him, but also was
perceived as an opportunity to express “the spirit,” to comprehend inner self-understanding. Based on the example of artworks of Chinese artists today this feature is noticed by many
Chinese researchers of self-portrait as a genre. In our opinion, a comparison of self-portraits by T. Shevchenko with
the artworks of Chinese authors will help to reveal those aspects in the discussion that are not considered as paramount
by modern researchers.
The third issue which we conceive as the key issue
in the analysis of T. Shevchenko as an artist is the problem
of female images in his paintings. In modern Chinese science, this topic has been dominant over the last few decades.
It is associated not only with an attempt to penetrate the aesthetics of female image expressed by painting, but also to get
better understanding of boundaries of gender stereotypes
in modern artistic language.
Undoubtedly, outlined aspects do not entirety represent the issue of creative perception of Shevchenko the artist
Художня культура. Актуальні проблеми. Вип. 16. Ч. 2. 2020

in modern Chinese scientific dialogue. At the same time,
we believe that it is these aspects of art history analysis that
most completely portray T. Shevchenko the artist in the field
of contemporary scientific interests of Chinese art history.
We consider it necessary to highlight methodological features of our analysis. In modern Chinese art research dominates the figurative-stylistic and comparative analysis which
makes it possible to understand artistic integrity of a work,
its emotional-figurative structure. However, it is important
to know that in the Chinese tradition, the analysis is focused
on those aspects of artistic process that are not always provable in Ukraine. This also applies to the study of style statements and attempts to penetrate the images of the author’s artistic thinking. The philosophical nature of many statements
of Chinese researchers is based on traditions of Chinese culture and deep understanding of national art, its forms, styles,
spatial and plastic characteristics, etc. When faced with artistic language of other peoples, simple transfer of traditional methods to new and often unfamiliar goals and objectives
does not always become a reliable basis. For example, analysis of the artwork composition is important for the study
of Ukrainian painting. And if in the Chinese art research,
first of all, this aspect is understood as the study of figurative integrity, in Ukrainian art history different approach prevails. For example, self-portraits by T. Shevchenko are viewed
by many authors as a study of the “depth” of artistic space,
as a task related not only to the idea of a work, but also to its
“craft” structure (technique, material, form).
For both Chinese and Ukrainian art history, the analysis of coloration and color scheme is of great importance.
However, in this sense, the tendencies of modern approach
to the material have obvious differences. Thus, the Chinese
traditional systems for the study of color in painting are based
on the national cultural forms that are not always applicable
to art in Eastern Europe. For example, the coloristic program
of Shevchenko’s artworks, where female images are most
vividly used, is spatial. It is directly connected to the artist’s thoughts on form, perspective, and compositional volumes. People depicted in Shevchenko’s artworks always have
their own place in the picture. They are interpreted as fragments of real life with its irregularities, darkening and changes in light. Therefore, such an interesting coloring and unusual for Chinese art “color formula” are visible. Thus, our
main methodological task is the convergence of the analysis
formats of Chinese and Ukrainian researchers, which, in our
opinion, will allow us to form a more comprehensive scientific vision of the problem. An analysis of the range of main
issues considered by art critics from China will allow us to
analyze the main points of contact between two scientific
models of art vision.
Presentation of the main research material. The artistic heritage of T. Shevchenko is deeply national in its very spirit. However, defining this “spirit” of Ukrainian art for Chinese
researchers becomes possible only after comprehending
the specifics of artistic life of in Ukrainian lands, not only
by the 18th and during the first half of the 19th century, but also
throughout all previous eras: princely (10th–13th centuries),
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late medieval or “Polish-Lithuanian” (14th–15th centuries)
and the era of “Ukrainian Baroque” (17th–18th centuries)
[See: 1].
Today, the main vector of analysis of Chinese art history is aimed at comprehending philosophical and aesthetic content of the artist’s artworks. At the same time, the issues of artistic form, the search for compositional techniques
and means of expression are perceived by Chinese scientists
as a secondary task. This feature brings together and alienates
scientific paradigms of Ukraine and China. Figurativeness,
poetry and lyricism, orientation towards literary works are
easily comprehended by Chinese scholars, sometimes serving as the only definitions for Ukrainian art. The image of an
universal master, a creator in every sense of the word (when
artist and a poet are merged together) plays a special role
in Chinese art. T. Shevchenko as “The Great Kobzar” is perceived by Chinese researchers as the harmony of two main aspects of his creative activities: literary-poetic and artistic-pictorial. For example, since the 1980s, Chinese art criticism
had used the term (“artist-writer”), in the context of which
the idea of the “dual world” of the creator, his universal artistic experience was developed [29].
Thus, the contexts in which T. Shevchenko is perceived
by the Chinese art science are diverse. The image of a literary genius, in which the traits of Shevchenko as an artist
act as supplementary to the image of the creator-poet (“artist-writer”) is of primary importance.
Ukrainian theme entered the Chinese scientific environment not directly but through intermediaries. For example,
Kim Suk Won, the Korean researcher and transltor of many
Shevchenko’s works, defines this path as complex and sophisticated, “In Korea, China and Japan in the 19th and early
20th centuries, Ukrainian literature was considered to be a part
of Russian literature. Therefore, in the Japanese Anthology
of World Poetry in the section ‘Russia’ you one could find
translations of the works of T. Shevchenko” [5, p. 244]. Thus,
today there are at least two images of Shevchenko as a creator,
one of which is based on the original works, while the other,
on the contrary, penetrates the Chinese humanitarian environment as a part of Russian scientific program.
It should be noted that this tendency does not leave modern stage of the artistic heritage analysis of T. Shevchenko.
In this sense, the position of Gao Wei is somewhat different.
In 1987, he noted his special “fundamental” role in the formation of artistic illustration of the book. The author draws special attention to the fact that T. Shevchenko entered the history of art as a “great Ukrainian writer” and “one of the best
illustrators.” In particular, the author mentions illustrations
to the lyrical epic Haidamaky, where the concept of illustration itself is presented in independent watercolor artworks. They cannot be regarded to be simple illustrations
to the text [31].
An important aspect in assessing the role of Shevchenko
as an artist is how Chinese researchers perceive him to be
the bearer of his unique literary and artistic aesthetics. For
many researchers of art in China, the idea of figurative
and stylistic perception of his poetry is equivalent to the asХудожня культура. Актуальні проблеми. Вип. 16. Ч. 2. 2020

sessment of his artistic and pictorial work. In the context
of translation practice of Shevchenko’s texts, this feature is illustrated by N. Isaeva, the researcher from Kyiv.
She states that “translation inevitably reflects the Chinesephilosophical tradition which dictates the placement of additional conceptual accents to the text of T. Shevchenko” [4,
p. 228]. First of all, it is a question of understanding the figurative-symbolic space of T. Shevchenko, his allegorical language (both in poetry and in painting), as well as the author’s aesthetics (both in textual and in pictorial senses).
For example, “the Old Slavonic vocabulary and established
biblical expressions were the most difficult parts for translation. They vividly illustrate national specificity of analyzed
poetry and also play the role of stylistic means of expression
of sublimity, holiness of the proclaimed idea. To preserve
emotional palette and compensate limited morphological
capabilities of the Chinese language, translators use various
techniques. One of them includes expansion of the word
meaning and enriching emotionality by using a synonymic
row” [4, p. 225]. Authors trying to analyze pictorial images
in the artworks by T. Shevchenko use a similar technique,
trying to show incomprehensible, not too culturally identical as a set of synonyms, side interpretations and parallel developments of the main theme. For example, this resembles the reverse strategies of Ukrainian authors trying
to approximate formal-stylistic and compositional properties
of the Chinese traditional painting to the terminology existing in the Eastern Europe. We can assume that in this case
there is a typical problem of representation of the content
associated with the problem of figurative “transliteration”.
One of the most typical examples of transferring the meaning of Shevchenko the poet to Shevchenko the artist is the assessment of his role in the genesis of literature and art. Such
an assessment is typical for the position of Ge Bao Quan (戈
宝权), the most famous translator of poetry of T. Shevchenko
in China. The researcher presents T. Shevchenko as a genius
poet, unique figure in the history of Ukrainian literature, determined precisely by his universal influence both on the development of language and on the formation of artistic space.
In Ge Bao Quan’s works, T. Shevchenko is “the founder
of new Ukrainian literary language” and this feature characterizes his “revolutionary painting” [20]. It should be mentioned that Ge Bao Quan is aware of the fact that he came
across the genius of T. Shevchenko during the 1940s studying Russian literature, which in some way determined original nature of his understanding of Kobzar’s creative activity [19, p. 26–27]. By the way, for some Chinese scientists
of the older generation, the very fact of the poet’s studies at the St. Petersburg Academy of Arts and his long stay
in St. Petersburg is often the key to defining him as a Russian
artist. At the same time, they omit the fact that, “Seeing
the cause of national disaster in obvious anti-Ukrainian policy
of the tsarist government, he fought against it with the power
of his creative spirit and cherished awakening of the true beginning of the Ukrainian national soul” [7, p. 6], and therefore, of course, he is the founder of the Ukrainian national
art school.
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Ge Bao Quan compares the role of Kobzar in Ukrainian
culture with the role of Pushkin in Russian culture.
However, in such a comparison, he seems to “attach” pictorial problematics to artistic and poetic ones, generalizing
Shevchenko’s greatness and merits [18]. Thus, there is no
surprise in the fact that modern researchers still consider creative activity of T. Shevchenko as a common artistic product. The Kobzar appears “equally brilliant” both in his literary and artistic image and in his artistic heritage. At the same
time, artistic side of Shevchenko’s creativity is not so much analyzed as the subject of an art history conversation, but rather
becomes an additional argument for substantiating unique
cultural and historical role of Kobzar.
Similar principles of generalization of Shevchenko’s creative activity are typical for the other researchers from China.
In particular, for the articles of Sun Wei (孙玮), published
in 1961 [16] and Zhao Yanfeng, published in 1983 [32].
In the article by Sun Jian (孙佳文) (2016) T. Shevchenko
is “a genius Ukrainian poet”, “the founder of a new literary language”, but at the same time “a symbol of Ukrainian spiritual
culture”. It is the latter that determines the author’s attempt
to show how the themes of “People” and “Motherland” are
embodied in artistic heritage of Kobzar. However, the author
argues more about difficult circumstances of the poet’s life
than tries to determine actual artistic and aesthetic position
of Shevchenko as an artist. In this sense, reasoning of Sun Jian
about “Shevchenko the artist beyond the framework of literary creativity” seems interesting [17, p. 40–42].
Self-portraits of T. Shevchenko in China are equally precious along with Kateryna and his most recognizable
artworks. They are known as publications in books, as well
as projects that accompany the anniversary events. For example, in March 2011, as part of the exhibition on the occasion of the poet’s 197th birth anniversary, copperplate works
of T. Shevchenko were exhibited in Beijing: Self-portrait with
a candle in hand and Self-portrait in a casing [22].
In the Chinese science of art, the place of a self-portrait in artistic and aesthetic palette of plastic arts is determined not so much by traditional views on this painting genre
as by the long evolution of acquaintance with self-portrait
in the art of Europe. In this aspect, the study by Yuan Yue
(袁悦) is of great interest. The author outlines main features
of perception of this genre of painting by Chinese scientists.
Yuan Yue argues that self-portrait as a special form of portraiture is somewhat distant from traditional understanding of the painting. It is characterized by the artist’s interaction with external environment, a demonstration of his
social and cultural intentions. At the same time, the genre unfolds as a specific art form (“full of life and unique charm”),
which is designed to emphasize human nature of creativity [24]. In our opinion, all the mentioned features to varying
degrees could be found in the self-portraits (and portraits)
of T. Shevchenko.
The typology of self-portrait is offered for consideration
by Lin Dawei (林大), the author of a study on the evolution
of the “Western” self-portrait. It is interesting to note that
the scientist covers all the main stages in the development
Художня культура. Актуальні проблеми. Вип. 16. Ч. 2. 2020

of this genre of painting, asserting a certain sequence in each
period. Such a linear research structure forms, in a way, a direct causal relationship between each of the stages in general genesis of the self-portrait. Lin Dawei refers self-portrait genre of the 19th century, within which T. Shevchenko
worked, to the space of “inspired myths about bohemian rebels and martyrs.” In our opinion, this metaphor correlates
with artistic and aesthetic attitudes in the visual art of Kobzar,
especially of the 1840s–1850s period. The Chinese scholar
notes that a self-portrait is a kind of “spiritual confession of an
artist”, a special art, “indicating the inner world of the author.”
During this period, self-portrait is always focused on what
is not obvious and does not lie on the surface of artistic perception [21]. The other side of self-portrait in European art
is noted by Wang Juhoi (王羽慧). His attention is focused
on stylistic issues, means of expression and the author’s vision
and understanding of himself as an object of artistic and plastic analysis. According to the author, any master of the past
who experimented with self-portrait genre, faced social, socio-cultural, aesthetic and other challenges. All of that influenced creativity and at the same time demonstrated the artistic growth of a painter, his personal stylistic and artistic
evolution. Thus, questions of inspiration and imaginative
motivation were always at the forefront of this complex creative introspection, which led the author to the next attempts
to “retell” himself [23].
We note a similar evolution of the inner world in the series of self-portraits by T. Shevchenko, which are in many
respects unique for their staging. The artist’s attempts to fix
elusive line between different states are evident: joy, sadness,
detachment, a wise understanding of the essence of things,
etc.
Tian Xiaolei (田笑蕾 ) proposed another important
understanding of the development of modern research of
the self-portrait genre in Chinese art science. The author explores the issue of aesthetic self-awareness in self-portrait trying to substantiate technical, technological, stylistic and figurative points of contact between Chinese and European art.
From his point of view, self-portrait as a genre is the most accessible source for analyzing the relationship between creator
and his art. It is the presentation of oneself as a subject of painting that demonstrates full depth of the author’s artistic means
and technique, as well as philosophical and aesthetic preferences. Tian Xiaolei considers the problem in two overlapping aspects. Within the first, he explores “spiritual meaning” and social relationships of the artist. Furthermore, in a more specific
analysis of art, we are talking about artistic means of expression
such as technique, color, composition and stylistic solutions.
It is interesting to note that applying this scheme to the analysis
of a self-portrait in European art Tan Xiaolei comes to conclusion that there are two creative programs: “positive” and “negative”. Each of the programs depends on the nature of the artist’s
creativity, his movement in art, technique and figurative-stylistic task or social vision and understanding of a certain “spiritual”, “inner” meaning of creativity [26]. It is in these aspects
that Chinese scientists comprehend and interpret self-portraits
of T. Shevchenko known to them.
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The study of female images in the heritage of
T. Shevchenko has a somewhat different direction in Chinese
art research than in the analysis of the self-portrait issue.
It is based on a comparative analysis of development of
painting in China and Europe, as well as an attempt to determine the nature of European art influence on Chinese
art and vice versa. It is especially important to understand
that for Chinese scholars the nature of oriental art influence
on the models of artistic thinking in Europe in the second
half of the 19th and early 20th century, tangibly affects the first
half of the 19th century as the era of the classicist canon end
and the beginning of romanticism.
For example, Chinese researchers, analyzing the process of mutual influence of Chinese and European painting,
investigate the phenomenon of “infiltration and integration”
of both forms of artistic thinking. At the same time, attempts
to determine stylistic evolution lead scientists to understanding of various semantic interpretations of artistic and stylistic
phenomena. Thus, time shift of “impressionism” leads to a different understanding of the “realism” concept. Obvious influence of oriental aesthetics on European impressionists sharpens the question of evolution nature itself [30].
All of the above determines the place of creative activity
of T. Shevchenko in general structure of European art genesis—in the form in which it is perceived by the Chinese art
studies. It should be noted that since the mid-2000s, Chinese
scholars increasingly reconsider the role of “westernization” of painting, which somewhat changes the very essence
of analysis in a number of studied problems. For example,
Lu Jamin (路家明), back in 2009, suggested that the influence of the Repin Academy of Fine Arts on the development
trends of Chinese painting may have a reverse perspective:
“The Academy has a long history … The science of painting
has undergone significant evolution during this time. This
institution has trained a large number of artists, including
famous masters of realistic painting: Surikov, Repin, Serov,
Vrubel and others. Many famous Chinese artists studied
here in the 1950s and that greatly influenced the Chinese
art world. However, a different time has come, and modern
Chinese art world is open to change from all over the world,
and not just within the framework of the former USSR
or ‘Westernization.’ Russian oil (easel) painting now alienates us from our aesthetic (visual) core. In fact, when we talk
about Russian painting, as a rule, we think about drawing
with ink ‘seu pai’” [27, p. 78]. It should be noted that discussion about the influence on painting always takes place
in parallel with rethinking of the art history. In this example,
we see not only some incorrect generalization of stylistic evolution (for instanse, in understanding of Ukrainian scholar
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M. Vrubel as an artist of the modern era, not a representative
of realism), but also an attempt to present the degree of difference in understanding of painting as such.
Another important understanding of the role and place
of T. Shevchenko in artistic process of the 19th century
is provided by the discussion of Chinese art in the European
context. For example, Da Shiqi (达世奇) raises several important questions. The author, in particular, asserts that
“for the Chinese art of painting and calligraphy, it remains
a mystery why famous artists of Western Europe are included in the world artistic process, while Chinese masters of the same time and their masterpieces are left aside?
It is generally believed that the so-called world art history
is written by Western authors in terms of the dominance
of Western aesthetics. However, in this case, the question arose why it is impossible to include great representatives of realistic painting of Eastern Europe in the world
evolution of art … who greatly affected Chinese painting
in the 1950s?” [28, p. 60].
Conclusions. Thus, the analyzed material allows to draw
the following conclusions.
Firstly, the absence of a synthetic (generalizing) understanding of the development of the history of Ukrainian art
significantly affects the understanding of the role and place
of personality of Shevchenko in the Ukrainian artistic genesis. For Chinese researchers he is primarily a poet and his
peculiar “artistic talent” in the works of the 1950s–1980s
determined specificity of the perception of his pictorial language as a “poetic” artist, lyricist, and master of metaphorical
expression for several decades.
Secondly, to a significant extent the aforementioned perception trend of Shevchenko’s creativity determined the interest of Chinese researchers in the self-portrait genre. In fact,
Chinese scholars, following the traditional path of analysis, have identified the problem of artistic self-presentation
as the most common one for answering the question: what
role is assigned to Shevchenko the artist in the evolution
of Eastern European and Ukrainian art?
Thirdly, attention is drawn to accentuated study of female images in the work of Shevchenko as an artist, which,
in our opinion, generally corresponds to the primary perception of the Great Kobzar as a lyrical artist and poet.
It should be noted that this aspect requires further research.
In our opinion, it is wrong to limit complex and multifaceted creativity of T. Shevchenko to the search for metaphorical
statements. At the same time, importance of gender studies
should be acknowledged, especially in the context of searching for the common artistic meanings in the mid-19th century visual arts.
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Яо Нін, Мархайчук Н. В.
Репрезентація Шевченка-художника в мистецтвознавстві Китаю
Анотація. Показано, що в Китаї Тарас Григорович Шевченко насамперед відомий як геніальний поет. Протягом усього ХХ століття Шевченко-поет і Шевченко-революціонер значно заступали Шевченка-художника. Його художня спадщина привернула
увагу китайський учених лише на межі ХХ–ХХІ століть, коли між Китаєм та Україною почали вибудовуватися нові соціально-політичні та культурні відносини. Відзначено, що в сучасному мистецтвознавстві Китаю постать Т. Шевченка трактують
або аналогічно до радянської науки, як «культурного революціонера», або як збірний образ українського народу — зазвичай,
так і не зрозумілий до кінця. У такому контексті іпостась Шевченка-художника відходить на другий план. На основі аналізу статей і праць китайських дослідників, які тією чи іншою мірою дотичні до осмислення художньої спадщини Т. Шевченка, показано, що відсутність у китайському мистецтвознавстві загального уявлення про розвиток українського мистецтва часто не дозволяє китайським вченим усвідомити роль і місце, яке посідає Шевченко-художник в українському мистецтві. Для китайських
дослідників він лишається ліриком та «поетичним» митцем («художником-літератором»). Унаслідок національної специфіки
творчості Т. Шевченка, найбільш «зручним» для аналізу китайськими мистецтвознавцями визнано портретний жанр. У його
межах особливе значення приділяють автопортрету, який до певної міри відповідає розумінню Т. Шевченка як «художникалітератора». Не менш важливий і аналіз у художній спадщині Т. Шевченка жіночих образів, що також відповідає первинному
сприйняттю Кобзаря як «поетичного» митця і лірика.
Ключові слова: українське мистецтво у мистецтвознавстві Китаю, художня спадщина Т. Шевченка, портрет та автопортрет
у спадщині Т. Шевченка.
Яо Нин, Мархайчук Н. В.
Репрезентация Шевченко-художника в искусствоведении Китая
Аннотация. Показано, что в Китае Тарас Григорьевич Шевченко в первую очередь известен как гениальный поет. На протяжении всего ХХ века Шевченко-поет и Шевченко-революционер существенно оттесняли на задний план Шевченко-художника.
Его художественное наследие привлекло внимание китайских учёных только на рубеже ХХ–ХХІ веков, когда между Китаем
и Украиной начали выстраиваться новые социально-политические и культурные отношения. Отмечено, что в современном
искусствоведении Китая Т. Шевченко трактуется либо, по аналогии с советской наукой, как «культурный революционер»,
либо как собирательный образ украинского народа, обычно до конца так и не понятый. В таком контексте ипостась Шевченкохудожника уходит на второй план. На основе анализа статей и трудов китайских учёных, которые в той или иное мере причастных к осмыслению художественного наследия Т. Шевченко, показано, что отсутствие в китайском искусствоведении общего
представления о развитии истории украинского искусства часто не позволяет китайским ученым осознать роль и место, которое
занимает Шевченко-художник в украинском искусстве. Для китайских исследователей он остается лириком и «поэтическим»
художником («художником-литератором»). В силу национальной специфики творчества Т. Шевченко, наиболее «удобным»
для анализа китайскими искусствоведами признан портретных жанр. В его рамках особое значение уделяется автопортрету, который в определенной мере соответствует их пониманию Т. Шевченко как «художника-литератора». Немаловажное значение
имеет и анализ в художественном наследии Т. Шевченко женских образов, что также отвечает первичному восприятию Кобзаря
как «поэтического» художника и лирика.
Ключевые слова: украинское искусство в искусствоведении Китая, художественное наследие Т. Шевченко, портрет и автопортрет в творчестве Т. Шевченко.
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