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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 215t century, when new socio-political and cultural rela-
tions emerged between China and Ukraine. It is noted that in contemporary art criticism of China, T. Shevchenko is interpreted ei-
ther, by analogy with Soviet science, as a “cultural revolutionary”, or as a collective image of the Ukrainian people, usually unappreci-
ated. 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 schol-
ars, he remains a lyricist and a “poetic” artist (“literary painter”). The portrait genre is recognized as the most “convenient” for analy-
sis 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 pio-
neer of Ukrainian modern literature and a well-known pub-
lic figure, but also as a national symbol, because “the fig-
ure 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.S].

In China, Shevchenko is mostly known as a great
poet of the 19t century. “Chinese acquaintance with po-
ems 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 par-
ticular, the Council of the Ukrainian National Community,
the Union of Ukrainian Youth, Prosvita and various newspa-
pers where the works of Taras Shevchenko were published.
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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-politi-
cal 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 or-
ders [13, pp. 162, 344]. Chinese scholars emphasize that
T. Shevchenko was concerned about this contemporary ep-
isode 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 (% z= 1) rightly notes
that “using poetry as a weapon of struggle, he mercilessly re-
veals slavery and national coercion under autocratic govern-
ment, 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 or-
ganized the first in China (and probably in the entire Asia-
Pacific region) literary and artistic evening dedicated to
T. Shevchenko. This event was timed to coincide with the re-
lease 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 translat-
ed to Chinese from Ukrainian (139 poetic texts) was pub-
lished (on the basis of memorial complex of the Chinese art-
ist Li Kezhan). It is important to note that leading Chinese
Slavists (such as Ge Baoquan, Li Mingbin, and others) ad-
mitted that traditional translation of Kobzar from Russian
into Chinese did not always make it possible to fully under-
stand the meaning intended by the poet [3, p.92]. The log-
ical 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 po-
etic 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 sto-
ry 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.
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The analysis of recent research works and publi-
cations of creative and cultural heritage of T. Shevchenko
as a whole shows that there are much more studies of his lit-
erary heritage than of the artistic one.

Studies on the visual artworks by Shevchenko in
the Western European and North American historiogra-
phy 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 peripher-
al 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 think-
ing, is associated with the works of George G. Grabowicz.
It should be noted that Grabowicz omits the Chinese stud-
ies of the creative activity of T. Shevchenko and concen-
trates 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 mono-
graphic 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 sup-
pressed in him” [9, p. 3].

A new stage in the study of T. Shevchenko’s oeuvre start-
ed 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 pre-
pared 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 revo-
lutionary practically did not give a chance to see him as an art-
ist 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 fig-
ures 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 revolu-
tionary,” rethinking his heritage in the mainstream of modern
scientific knowledge and considering his creativity in the con-
text of European artistic culture development.

In modern Chinese historiography, the image of
Shevchenko the artist is extremely scant. In the 1950s, fol-
lowing the logic of the Soviet presentation of the socio-po-
litical 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 pre-
vailed 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 gener-
al, 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 him-
selfa 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 mono-
graphic study on Shevchenko as an artist, which proves
the relevance of the chosen research subject. It should be not-
ed that working with the original Chinese sources consti-
tutes 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 sever-
al 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 anal-
ysis of the history of art in China is Shevchenko’s self-presenta-
tion, 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 compre-
hend inner self-understanding. Based on the example of art-
works of Chinese artists today this feature is noticed by many
Chinese researchers of self-portrait as a genre. In our opin-
ion, a comparison of self-portraits by T. Shevchenko with
the artworks of Chinese authors will help to reveal those as-
pects 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 sci-
ence, this topic has been dominant over the last few decades.
It is associated not only with an attempt to penetrate the aes-
thetics 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 repre-
sent the issue of creative perception of Shevchenko the artist
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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 fea-
tures of our analysis. In modern Chinese art research domi-
nates 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 prov-
able in Ukraine. This also applies to the study of style state-
ments and attempts to penetrate the images of the author’s ar-
tistic thinking. The philosophical nature of many statements
of Chinese researchers is based on traditions of Chinese cul-
ture and deep understanding of national art, its forms, styles,
spatial and plastic characteristics, etc. When faced with ar-
tistic language of other peoples, simple transfer of tradition-
al methods to new and often unfamiliar goals and objectives
does not always become a reliable basis. For example, anal-
ysis 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 figura-
tive integrity, in Ukrainian art history different approach pre-
vails. 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 anal-
ysis 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 art-
ist’s thoughts on form, perspective, and compositional vol-
umes. People depicted in Shevchenko’s artworks always have
their own place in the picture. They are interpreted as frag-
ments of real life with its irregularities, darkening and chang-
es in light. Therefore, such an interesting coloring and un-
usual 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 scien-
tific 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 artis-
tic heritage of T. Shevchenko is deeply national in its very spir-
it. 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 his-
tory is aimed at comprehending philosophical and aesthet-
ic content of the artist’s artworks. At the same time, the is-
sues 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 serv-
ing 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 per-
ceived by Chinese researchers as the harmony of two main as-
pects of his creative activities: literary-poetic and artistic-pic-
torial. 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 artis-
tic experience was developed [29].

Thus, the contexts in which T. Shevchenko is perceived
by the Chinese art science are diverse. The image of a lit-
erary genius, in which the traits of Shevchenko as an artist
act as supplementary to the image of the creator-poet (“art-
ist-writer”) is of primary importance.

Ukrainian theme entered the Chinese scientific environ-
ment 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 so-
phisticated, “In Korea, China and Japan in the 19t 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” [ S, 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 envi-
ronment as a part of Russian scientific program.

It should be noted that this tendency does not leave mod-
ern 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 forma-
tion of artistic illustration of the book. The author draws spe-
cial attention to the fact that T. Shevchenko entered the his-
tory 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 illus-
tration itself is presented in independent watercolor art-
works. They cannot be regarded to be simple illustrations
to the text [31].

Animportant 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 as-
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sessment of his artistic and pictorial work. In the context
of translation practice of Shevchenko’s texts, this fea-
ture is illustrated by N. Isaeva, the researcher from Kyiv.
She states that “translation inevitably reflects the Chinese-
philosophical tradition which dictates the placement of ad-
ditional conceptual accents to the text of T. Shevchenko” [4,
p-228]. First of all, it is a question of understanding the fig-
urative-symbolic space of T. Shevchenko, his allegorical lan-
guage (both in poetry and in painting), as well as the au-
thor’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 transla-
tion. 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 iden-
tical as a set of synonyms, side interpretations and paral-
lel developments of the main theme. For example, this re-
sembles the reverse strategies of Ukrainian authors trying
to approximate formal-stylistic and compositional properties
of the Chinese traditional painting to the terminology exist-
ing 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”

Oneofthemosttypical examples oftransferring the mean-
ing of Shevchenko the poet to Shevchenko the artist is the as-
sessment of his role in the genesis of literature and art. Such
an assessment is typical for the position of Ge Bao Quan (X
FHL), 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, de-
termined precisely by his universal influence both on the de-
velopment 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 charac-
terizes his “revolutionary painting” [20]. It should be men-
tioned that Ge Bao Quan is aware of the fact that he came
across the genius of T. Shevchenko during the 1940s study-
ing Russian literature, which in some way determined orig-
inal nature of his understanding of Kobzar’s creative activ-
ity [19, p. 26-27]. By the way, for some Chinese scientists
of the older generation, the very fact of the poet’s stud-
ies 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 be-
ginning of the Ukrainian national soul” [7, p. 6], and there-
fore, 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” pic-
torial 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 cre-
ative activity of T. Shevchenko as a common artistic prod-
uct. The Kobzar appears “equally brilliant” both in his liter-
ary and artistic image and in his artistic heritage. At the same
time, artistic side of Shevchenko’s creativity is not so much an-
alyzed 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 cre-
ative activity are typical for the other researchers from China.
In particular, for the articles of Sun Wei (#)fi), published
in 1961 [16] and Zhao Yanfeng, published in 1983 [32].
In the article by Sun Jian (#M#3C) (2016) T. Shevchenko
is “a genius Ukrainian poet”, “the founder of a new literary lan-
guage”, 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 liter-
ary creativity” seems interesting [17, p. 40-42].

Self-portraits of T. Shevchenko in China are equal-
ly 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 ex-
ample, in March 2011, as part of the exhibition on the occa-
sion of the poet’s 197t 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-por-
trait in artistic and aesthetic palette of plastic arts is deter-
mined 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
(%) 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 por-
traiture is somewhat distant from traditional understand-
ing of the painting. It is characterized by the artist’s inter-
action with external environment, a demonstration of his
social and cultural intentions. At the same time, the genre un-
folds as a specific art form (“full of life and unique charm”),
which is designed to emphasize human nature of creativi-
ty [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 (#K), 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
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of this genre of painting, asserting a certain sequence in each
period. Such a linear research structure forms, in a way, a di-
rect causal relationship between each of the stages in gen-
eral genesis of the self-portrait. Lin Dawei refers self-por-
trait genre of the 19th century, within which T. Shevchenko
worked, to the space of “inspired myths about bohemian reb-
els 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 per-
ception [21]. The other side of self-portrait in European art
is noted by Wang Juhoi (FJ%). 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 plas-
tic analysis. According to the author, any master of the past
who experimented with self-portrait genre, faced social, so-
cio-cultural, aesthetic and other challenges. All of that influ-
enced creativity and at the same time demonstrated the ar-
tistic 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 cre-
ative introspection, which led the author to the next attempts
to “retell” himself [23].

‘We note a similar evolution of the inner world in the se-
ries 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 (% %) proposed another important
understanding of the development of modern research of
the self-portrait genre in Chinese art science. The author ex-
plores the issue of aesthetic self-awareness in self-portrait try-
ing to substantiate technical, technological, stylistic and figu-
rative points of contact between Chinese and European art.
From his point of view, self-portrait as a genre is the most ac-
cessible source for analyzing the relationship between creator
and his art. It is the presentation of oneself as a subject of paint-
ing that demonstrates full depth of the author’s artistic means
and technique, as well as philosophical and aesthetic preferenc-
es. Tian Xiaolei considers the problem in two overlapping as-
pects. Within the first, he explores “spiritual meaning” and so-
cial 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.
Itis interesting to note that applying this scheme to the analysis
of a self-portrait in European art Tan Xiaolei comes to conclu-
sion that there are two creative programs: “positive” and “nega-
tive”. Each of the programs depends on the nature of the artist’s
creativity, his movement in art, technique and figurative-stylis-
tic task or social vision and understanding of a certain “spiri-
tual”, “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 de-
termine 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 pro-
cess 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 understand-
ing of various semantic interpretations of artistic and stylistic
phenomena. Thus, time shift of “impressionism” leads to a dif-
ferent understanding of the “realism” concept. Obvious influ-
ence of oriental aesthetics on European impressionists sharp-
ens 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 gene-
sis—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 “westerniza-
tion” of painting, which somewhat changes the very essence
of analysis in a number of studied problems. For example,
Lu Jamin (#% %), back in 2009, suggested that the influ-
ence 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 alien-
ates 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 dis-
cussion 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 evo-
lution (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 dif-
ference 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 (i% %) raises several im-
portant 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 in-
cluded in the world artistic process, while Chinese mas-
ters 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 ques-
tion arose why it is impossible to include great represen-
tatives of realistic painting of Eastern Europe in the world
evolution of art ... who greatly affected Chinese painting
in the 1950s2” [28, p. 60].

Conclusions. Thus, the analyzed material allows to draw
the following conclusions.

Firstly, the absence of a synthetic (generalizing) under-
standing 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 gen-
esis. 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 lan-
guage as a “poetic” artist, lyricist, and master of metaphorical
expression for several decades.

Secondly, to a significant extent the aforementioned per-
ception trend of Shevchenko’s creativity determined the in-
terest of Chinese researchers in the self-portrait genre. In fact,
Chinese scholars, following the traditional path of analy-
sis, 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 fe-
male images in the work of Shevchenko as an artist, which,
in our opinion, generally corresponds to the primary per-
ception 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 multifacet-
ed 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 search-
ing for the common artistic meanings in the mid-19t centu-
ry visual arts.
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PenpesenTanis IlleBueHka-XxyA0>KHHKA B MECTeNITBO3HaBCTBi Kuraro

Asnoranis. [Toxasano, mo B Kurai Tapac I'puroposuy IlleBuenko Hacamiiepea BiaoMuit ik reHiaAbHu# oer. [IpoTsrom ycooro XX cro-

Airts Hlesuenko-moer i IlleBuenko-pesoaroniionep 3uayHo 3acTynasu llleBuenka-xyposkHuKa. Floro XyAoKHS crapImuHa mpuBepHyAa

yBary KuTafcpkuil ydeHux aume Ha Mexxi XX—XXI croaits, koan Mk Kuraem ta Ykpainomo modasn BHOYAOBYBATHCS HOBI COIiaAb-

HO-TIOAITHYHI Ta KYABTYpHi BiaAHOCHHM. Bip3HaueHo, mo B cydacHOMy MucTenTBo3HaBCTBi Kuraro mocrars T. IlleBuenka TpakTyoTh

260 aHAAOTIIHO AO PAASIHCBKOI HayKI, SIK «KYABTYPHOTO PEBOAIOLIIOHEpa>, a00 sIK 30ipHuIT 00pa3 yKpaiHCHKOTO HAPOAY — 3a3BHYAL,

TaK i He 3pO3yMiAMIT AO KiHIIS. Y TaKOMY KOHTEKCTi inocrach IlleBueHKa-XyAOKHUKA BIAXOAUTD Ha ApyTuit maaH. Ha ocHOBi aHaAi3y cTa-

Tell i mpalb KUTANChKUX AOCAIAHUMKIB, SIKi Ti€l0 UM iHIIOIO0 MipOIO AOTHYHI AO OCMUCAeHHS XyA0xKHbOI crapmuuu T. IlleBuenxa, moxa-

3aHO, IO BiACyTHiCTb y KI/[TafICbKOMy MHCTeHTBOBHaBCTBi 3araAbHOI'O YABACHHA IIPO PO3BUTOK praIHCbKOFO MHUCTENTBA YaCTO HE AO-

3BOASIE KUTAMChKUM BYEHHM YCBIAOMHTH POAb i MicIie, sike nociaae IlleBaeHKO-XYAOXKHHUK B yKPaiHCPKOMY MHUCTEIITBi. AASI KUTalChKIX

AOCAIAHMKIB BiH AMIIIAETHCS AIPUKOM Ta <IIOTHIHUM > MUTIIEM (<<XyA0)KHPXKOM—AiTepaTOp0M>> ) YHacAiAOK HaIliOHaABHOI crienudpiku

tBopuocri T. IlleBueHKa, HAMGIABII «3PYIHUM>» AASI QHAAI3Y KUTANCHKIMU MUCTELTBO3HABLISIMU BU3HAHO [IOPTPETHUI XXaHp. Y HOro

MeKax 0COOAMBe 3HAUEHHSI IIPUAIASIIOTH aBTOIIOPTPETY, SIKHIL AO IIeBHOI MipH BiaoBipae posyminHio T. ITleBueHKa SIK «XyAOXKHUKA-

AiTepaTopa>. He MeHII BaxauBuil i aHaAi3 y xyaoxxHiit ciaamusi T. [Ilepuerka sxiHOYMX 00pasiB, 10 TaKOX BiALIOBIAAE IIEPBUHHOMY

crpuitHaTTI0 K063apst SIK «II0eTHYHOr0> MUTIS i AipUKa.

Karouosi crosa: ykpaiHCbke MECTENITBO y MHCTelTBO3HABCTBI KuTaro, xyaosxHs cmapmuna T. IIleBuenka, mopTpeT Ta aBTONOPTpPET

y cmapmuHi T. Illeuenxa.

Slo Hun, Mapxaiuyx H. B.

PenpesenTanus IlleBueHKO-XyAOKHHKA B HCKyccTBOBeAeHHH Kuras

AHHOTaIII/UI. Hoxasaﬂo, y10 B Kurae Tapac l"pnropbeBI/m IIleByenxo B TIEPBYIO OYE€PEAD U3BECTEH KaK reHraAbHbIA roet. Ha TIpOTSKE-

auu Bcero XX sexa Illesyenxo-noer u IlleBueHKO-peBOAIOIIMOHED CYIIECTBEHHO OTTECHSIAU Ha 3apAHuH naaH [lleByeHKo-XyAOXKHMKA.

Ero xypoxKecTBEeHHOE HACAEAHE IPUBAEKAO BHUMAHNE KUTANICKUX yIEHBIX TOABKO Ha pybesxe XX-XXI BekoB, koraa Mesxay Kuraem

u yKPaI/IHOfl Ha4YaAM BbHICTPAMBATHCS HOBbIE COIIMAAPHO-IIOAMTUYIECKHE M KYAPTYPHbBIE OTHOIIEHM . OTMe‘IeHO, 4TO B COBpEMEHHOM

uckyccrBoBepenuu Kuras T. IlleBuenko TpakTyeTcst AU6O, 10 aHAAOTMH C COBETCKON HAYKOM, KAK «KYABTYPHBII PEBOAIOIIUOHED >
) )

Anb0 Kak co6npaTeAben7[ 06pa3 YKPanHCKOTO HapoOAaQ, 06BIYHO AO KOHIJA TaK U He ITOHSTHI. B rakom koHTeKCTe unocracs lleBueHko-

XYAOXKHHKA YXOAUT Ha BTOpOI;[ naad. Ha ocHOBe aHaAm3a craTeit u TPYAOB KUTaNCKUX Y‘IéHbIX, KOTOpbIE B TOUW UAU UHOE Mepe npu4acT-

HBIX K OCMbBICACHHIO XYAOXKECTBEHHOI'O HAaCACAHS T. meB‘IeHKO, IIOKa3aHO, YTO OTCYTCTBUE B KUTANCKOM HCKYyCCTBOBEACHHUH 06H.IeI‘O

TIPEACTABACHHS O Pa3BUTHU UCTOPHUH YKPAMHCKOT'O UCKYCCTBA 1aCTO HE IIO3BOASIET KUTANCKUM Y4€HBIM OCO3HATb POAb U MECTO, KOTOpOE

3aHHUMaeT HICB‘ICHKO-X'YAO)KHI/IK B YKpaHMHCKOM HCKYCCTBE. AAS{ KUTANCKUX HCCAEAOBATEAEHN OH OCTaeTCs AVPHUKOM M <IIO3THYECKHM >

XYAOXKHHKOM (<<XYAO)KHI/[KOM-A1/[TepaTOPOM»). B cuay HanpoHaabHOM crieruuku TBopyectsa T. IlleBuerko, Hanbosee «yA0OHBIM>

AAST AaHAAM3A KUTAUCKUMA HCKYyCCTBOBEAAMH IIPU3HAH IMOPTPETHDIX XKAHP. Bero paMKax ocoboe 3HaueHue YAEASETCS aBTOIIOPTPETY, KO-

TOPBIi B OIIPEACACHHOM Mepe COOTBeTCTBYeT ux noHumanuio T. ITleBueHKo Kak «XyAOXKHHUKA-AuTeparopa>. HemaroBaxkHOe 3HaUeHE

HMEET 1 aHAAUN3 B XYAOXKECTBEHHOM HAaCACANH T. IleBueHKO KEHCKUX 06Pa30B, YTO TAKOKE OTBEYAET NEPBUTHOMY BOCIIPHSATHIO Ko63ap;1

KaK «IIO3THYIECKOT 0> XYAOXKHHMKA U AMDHKa.

Karouesvie cro6a: ykpanHCKoe HCKYycCTBO B HCKyccTBOBeaeHNU Kuras, xyaoxecTsennoe Hacaepre T. I1lepaenKo, mopTper 1 aBTOIOP-

tper B TBopuecrse T. [llepyenxo.

Cmammas naditiwra do pedaxyii 19.08.2020



