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ICTOPIOTPA®IYHUM OTIAJ Ef{l{ET}JKH HEPBICHOCTI
B KOHTEKCTI TEOPII HEUPOAPTY

Y emammi npoananizosano icmopioepaghiro etidemuku nepeicHO20 MUCMeYmsed 8 KOHMEKCMI HOBIMHbO20 HA-
VKOB020 HANpAMY — Heupoapmy, AKd 6 MAaKomy HAYKO8oMY KOHMeKCMmi matidice He npeocmagiena 8 YKpaiHCbKoMy
npocmopi mucmeymeo3nascmea. Busuenns icmopiozpaii, npucesueniti acnexmam noxo0xicenus naieorimuyHo2o
mucmeymed, cmyoilo8aHHs NepeiCHO20 MUCTEHHS Md GUGYEHHS CROPIOHEHOCIT MUCTEYbKUX HAO0DAHb PI3HUX enox
3AC8I04UN0, WO YKPATHCOKUMU MA THOZEMHUMU 84eHUMU 30ILICHEHO HUZKY IPYHIMOBHUX 00CHIONCEHb.

AKMuUGHI NOwyKu HOBUX GUMIDIE MPAKMYEAHHA MUCMEYLKUX NPOYECi6 CNpusiioms 3pOCMAHHIO IHmepecy Ha-
VKOBYI8 00 BUBYEHHS OKPEMUX CKAAOOBUX YACHUH YbO2O KOMNJIEKCHO20 NUMAHHA, AK-MO. eU0emuynull ma iHui
BUMIpU MUCTIEYMEA NePEICHOCMI, CYMHICMb Heupoapmy ma uo2o poib y MUCEYbKUX NPoyecax, 63deMO36 30K
NepeicHo20 I CyuacHo20 Mucmeymed.

Mixcoucyunninapuuil xapakmep cmyOit08aHHs Npodiemu eudemuxu nepeicCHoCmi Ha mii meopii Heupoapmy
CNOHYKAB 00 po32nady icmopioepaghiunux 0xcepen wupoxko2o OOCIOHUYBKOZO CNeKmpa, 00 K020 6X00Amb ap-
Xe0N02iuHI, AHMPONONOTUHI, ICTNOPUYHI, MUCMEYMBO3HABYI, KYIbMYPOLOSIUHI HAYKOBI HANPAYKOBAHHS, 3000VMKU
Ginocoii, ncuxonozii i oxpemux eanyseil HeUpoHayKu. Busnauenns xkpumepiie kameopii etioemuxu K npoyecy
00pasno2o 8i000padicents OIICHOCMI HA OCHOBI 3anam simo8y8anHs 00 €KMie i mpanHcaayii nepexcumux 8iouymmie
Y MBOPUOCMI OKPECaUNO 0AHCEPEnbHy 06a3y 00CAI0NHCEHHA.

Ha nepexonanmsa YKpaiHCbKUux yueHux UMoKu MUcmeymed naieonimy nos’s3aui 3 nam smmio K QyHKyicio
mucnenns ar0ounu. Came 3a805KuU etioemusmy y nepeicHUX a0etl OVa MOXCIUBICTND YimKO 8I0meoposamu nooa-
yene. 3a60AKU ellOeMUYHUM CNO2A0AM, HA 8IOMIHY 8i0 36UUALIHUX, MONCHA CRpULIMamu 00pasz 3a to2o i0CcymHocmi.
Baoicnuso niokpecaumu 8iocymuicms i0etiHuxX Nau6ie Ha euoemuxy nepeicHo20 MUCMeymsea ma €OHiCmy i3 npu-
POOHUMU npOYecamu ma AGUWAMY, WO BIOPI3HAE NepaicHe MUCMEYME0 8i0 MUCMEYMBA CYUACHOCMI, K CYCRITbHO
0emepmino8anH020 A6UA.

Knruosi cnosa: etidemuxa, nepsicHe mMucmeymeo, Helipoecmemuxa, Heupoapm, icmopioepais, yKpaincvke
MUCTEYMEO3HABCMEO.

Bondyk Alexandra. HISTORIOGRAPHY OF THE EIDETICS OF PRIORITY IN THE
CONTEXT OF NEUROART THEORY

The article analyzes historiography, which reveals the eidetics of early art in the context of the latest scientific
field — neuroart, which in this scientific context is almost not represented in the Ukrainian space of art history. The
study of historiography on aspects of the origin of Paleolithic art, the study of primitive thinking and the study of
the kinship of artistic heritage of different eras has shown that Ukrainian and foreign scholars have conducted a
number of thorough studies.

Active search for new dimensions of interpretation of artistic processes contributes to the growing interest
of scientists in studying certain components of this complex issue, such as eidetic and other dimensions of
primitive art, the essence of neuroart and its role in artistic processes, the relationship between primitive and
contemporary art.

The interdisciplinary nature of the study of the problem of the eidetics of primitiveness on the background
of the theory of neuroart led to the consideration of historiographical sources of a wide range of research,
which includes archaeological, anthropological, historical, art, cultural, scientific achievements, philosophy,
psychology and some branches of neurons. Defining the criteria of the category of eidetics as a process of
figurative reflection of reality on the basis of memorization of objects and translation of experienced feelings in
art outlined the source base of the study.

According to Ukrainian scientists, the origins of Paleolithic art are connected with memory as a function of
human thinking. It was thanks to eideticism that primitive people had the opportunity to clearly reproduce what they
saw. Thanks to eidetic memories, unlike ordinary ones, one can perceive an image in its absence. It is important to

6 © Bowmuk O. B., 2022
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emphasize the lack of ideological influences on the eidetics of primitive art and unity with natural processes and
phenomena, which distinguishes primitive art from contemporary art as a socially determined phenomenon.
Key words: eidetics, primitive art, neuroaesthetics, neuroart, historiography, Ukrainian art history.

Beryn. BaxnuBuMm At HayKOBOTO CTYAIO-
BaHHS €HIETUKH MEPBICHOCTI € MHUTAHHS apXxe-
OJIOTIYHOI Tepioau3ariii, B sSKiid MEepBICHE MHC-
TEITBO KaM SHOTO BIKYy MOJUISIETbCA HA PaHHIH,
CepeNHiM Ta Mi3HIM MaJeoiT, a TAKOXK MUTAHHS
Kiacudikamii majseoTiTHYHONO MHCTEITBA, SIKE
icHyBaso y (hopMax JAeKOpaTUBHO-TIPUKIATHOTO
MUCTEITBa, 00pa30TBOPUYOr0 MUCTEITBA, a IIe
KHUBOMHUC, Tpadika, CKYIbITypa 1 My3UYHE MUC-
TenTBO. [3 yacy BIAKPUTTS MEpIIUX 3pa3KiB mep-
BICHOTO MUCTENTBAa (HACKEIHHOTO >KUBOIIHCY)
HanpukiHmi XIX — Ha mowarky XX CTOMITTS
3’sIBUJIACh 3HAYHA KUTBKICTH Mpallb, 10 BUCBIT-
JIIOBAJIH 1€ MUTAHHS.

OpHuMH 3 TEpHIUX Ta OCHOBOMOJOXKHHX Y
BHBUCHHI TMPOOJEMaTUKH TIOSBH TIEPBICHOTO
MUCTEITBA CTaJId HayKOBI BUCHOBKU A. bpeiins.
VY iioro mopobky monax 600 mpaib, IpuUcBAYe-
HUX MHUCTENTBY maneomnity Icmanii, ®dpanmii,
[Tlienennoi Adpuku Tomo. YiapHe Micie moci-
nae dyHaameHtanbHa npans «Yorupucra cro-
JTh HACKEJIILHOTO MHCTELTBaY», /e Ha MPUKIIAI]
BHUBYCHHS 3pPa3KiB MaJCOTITUYHOTO KUBOIHCY
apxeosoriuHux 00’ekTiB @panmii, Icnanii Ta
Itanii A. bpeiins chopmyBaB morisiau Ha icTo-
Pil0 PO3BUTKY, XPOHOJIOTIIO Ta 3MICT IEPBICHOTO
MUCTEITBa, PO3POOUB cucCTeMy Kiacudikarii
HAaCKeJIbHUX po3muciB [1].

Y wmonorpadisx A. Jlepya-I'ypana «Ilep-
BicHI pemniriiy, «XKect 1 cinoBoy, «Ilepenicropis
3axiJHOTO MUCTeNTBa», «lleuepHe mucTenTno.
Moga niepeicTopii» OKpecaeHO TUTaHHS OB,
XPOHOJIOT1T MHCTENTBA TEPBICHOCTI, 3pOOJICHO
aKIIEHT Ha TEXHIKaxX Ta MpUiioMax BUKOHAHHS,
XyJOXKHIN KOMIO3MINI, TeMaTulli Ta CHUCTEeMI
XyIOXHIX 00pa3iB [2-5].

i »x muransas 3 1958 mo 1999 pp. BUCBIT-
JICHO B HU3IIl HAYKOBUX PO3B1IOK 3. AOpamMoBOi.
[3-momix Hux — «llaneoniTuyHa CKynpNTYpa Ha
tepuropii CPCP», «EnemenTu ogsry ta npukpac
Ha CKYJIBITYPHUX 300paKEHHSAX JIOAUHU €MOXH
BEpXHbOro maneomnity B €Bpomi Tta Cubipy»,
«[Taneonituune muctenTBo Ha TepuTOpii CPCPY»,
«300pakeHHs JTIIOMUHU B MalCOTITUIHOMY MUC-
TenTBi €Bpasii», «Halgasuimi Gopmu 06pa3or-

BOpPYOT0 MUCTENTBaY», «HackenbHi 300pakeHH»,
«IToptpeTHa ranepes naneonity», «HaligasHimi
dbopmu 00pa30TBOPUOTrO MUCTELTBAY [6—12].

Y 1972 p. I. KenircBanbaom omyOmiKoBaHO
JOCITIKEHHS «XOMO CaIli€HC K XyJ0KHHUK: 3Ha-
YeHHsT MucTenTBa naneonity» [13]. ¥V 1973 p.
B. MipiManoBuM po3po0ieHO TaONHIll, B SKUX
3TiJTHO 3 XPOHOJIOTIYHUM Ta periOHaIbHUM ITPUH-
[UIIAMHA TIPEJICTABIICHI HANBIIOMIII TaM’ITKH
nepBicHOro  Mmuctenrsa €sponu, Adpukw,
ABctpamnii Ta Okeanii, 0 € IIHHUM (PaKTONIO-
riunuM Mmarepianom [14]. Ydenuii moeramHo
BIJICITIIKYBaB PO3BUTOK 00pa3zoTBOpuux (opm
Yy MHCTEUTBI MNEPBICHOCTI, EBOJIOIIIO0 CTHIIB
HACKEJIBHOTO YKMBOIIUCY, METPOrTi(iB Ta CKYIb-
OTYpH.

[ManeomiTHUHUI KUBOOMC Ta WOr0 MicCLE
y CHCTeMi KyIbTYpHO-MHUCTEIbKUX IIHHOC-
Teit €Bpasii posmisaaerses H. Coiikinoro [15].
Y 2018 p. A. JlaiilH omyOimikyBaja HayKOBY
poboty «IIpakTuKyroun MUCTEITBO Ta AaHTPOIIO-
noriro. TpancaucuuIuiiHapHa mogopox» [16].

JocitkeHHs1 TEPBICHOI0O MMHCJEHHSI Ta
CIIOPiTHEHOCTI MHCTEUBLKHUX HAA0aHb PiZHUX
enox. BuBueHHSM NaneoNniTUYHOTO MHCTEITBA
saiimarotees K. Kimort, K. 3imano, M. Jlop6-
nanie, P. bennapik ta inmn HaykoBui. BueHumu
3MIACHEHO HU3KY JOCIHIIKEeHb 3a IIUM Hamps-
MoM, 30Kpema, «lloxomxkeHHS MHCTELTBaY
O. I'ymuna [17], C. 3amsarina «I[lam’sTku o6pa-
30TBOPUOTO MHCTELTBA €MOXH MaleoiTy Ta iX
3HAYEeHHS ISl MPOOJIeMH TMOXO/PKEHHS MHUCTe-
urBa» [18].

Oxkpecroroun napaseini po3BUTKY MUCTEITBA,
MPUHANIEKHOTO 10 PI3HUX €MOX, BapTO 3rajaTu
HaykoBi po3Biaku K. JleBi-Ctpocca. Buenwmii y
pizHI nepiogn XX CTOJITTS, PO3KPUBAIOYH OCO-
OMMBOCTI MHUCIEHHs, Mionorii, HOpM pHUTY-
aJbHOT MOBEAIHKM TIEPBICHUX JIFONEH, 3 MO3HUIIIT
AHTPOMOJIOTIi JOCIIHKYBaB 3aKOHOMIPHOCTI Mi3-
HAHHS CBITY ¥ MCUXIKU JIOAWHU B PI3HUX COLIiO-
KyJABTYPHUX CHCTEMaX Pi3HUX MEPlOIiB.

K. JIeBi-Ctpoccom y 3HakoBux mparsx «Ilep-
BicHe MHCIEHH» Ta «CTpyKTypHa aHTPOIOJNO-
risi» OyJ0 Bi3HAYEHO CIIBMA/IHHS B KYJIbTypax
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Oaratbox HapomiB [19-20]. Iliei x gymku
JOTPUMYBAJIUChH 1HIL BYEHI TOTO MEPIOLY, CEper
akux — M. T'epukosin («KynbTypHa anTpomno-
aorisi», 1955 p.) ta K. Knakxon («Kynerypa Ta
moBeniHka», 1962 p.).

Ha nymky O. OxnagHikoBa, THale€ONiTUYHE
MUCTELTBO CTaJI0 OJHUM 13 BU3HAYAJIbHUX (haK-
TOpIB CTAHOBJICHHSI CBIOMOCTI mronuHu [21].
O. €pemeeB y 1970 p. Ha po3cya HAyKOBOI CHiJIb-
HOTHU TpeacTaBuB AociikeHHs «[loxomkeHHs
mucreurBa. TeopetnuHi Hapucu». OKpecieHo
HU3KY BEKTOPIB, Cepe[l IKUX — [10sBa MUCTELITBA
SK HEOOXITHICTh YW BHIIQJKOBICTH;, [0 OyI0
3MICTOM TI€PBICHOIO MHCTEITBA; BUHUKHEHHS
€CTETUYHOTO CTABIICHHS JI0 CBITY [22].

b. ®ponoB y 1975 p. y HaykoBiii poOOTi
«IIpobnemu mepBicHOI TBOpYOCTI (3a Marepia-
naaMu ictopiorpadii maneoIiTUHYHOTO MUCTELTBA
€Bpasii)» aKIeHTyBaB yBary Ha Mi3HaBaJbHOMY
CKJIaJHUKY B OOpa30TBOpYill IisUIBHOCTI Tep-
BICHOI JIIOAMHM Ta MiJKPECIUB HEPO3PHUBHICTH
BUTOKIB MHUCTENTBA B MAJCOJITI i3 MEpeIyMo-
BaMHU IOSIBM T€XHIKU i pUpo03HaBcTBa [23].

S1. Poruncekmii 'y 1982 p. omyOmikyBaB
MoHorpadito «IIpo BUTOKM BUHUKHEHHS MHC-
tenrBa» [24]. Pozgymu mnpo BHUTOKM IEpBICHOT
TBOPUOCTI 30cepexkeni B MoHorpadii M. Konki
«IIpo BUTOKHM MajI€0iTHMHOTO MUCTEIITBA: OTJISIL
Ta JACSKi KpUTHYHI ZyMKu» [25].

[Ipobnemu iHTEpmpeTamii MaJICOTITHYHOTO
MUCTELTBA B [IPALSX YUEHUX PI3HUX KpaiH O3Ha-
YHUJla y CBOEMY Yy3arajbHIOIOUOMY JIOCIIIKEHHI
T. ImutpieBa B 1994 p. [26]. A B 1996 p. O. Cut-
HUKOM oIyOnikoBaHa mpaus «Jleski acrexkTu
MOXO/DKEHHSI TEPBICHOTO MHCTEITBAa y CBITII
HOBUX (hakTiBy [27].

[IpoTsiroMm OCTaHHIX JECATUIITh HAYKOBISIMHU
OyJ10 BUSIBIIEHO B3a€MO3B’SI30K IOSBU MHUCTEIb-
KUX TBOPIB Ta MO3KOBUX IMITYJbCIB JIIOAMHHU.
Heiiponicuxonoriunuii minxia 6yB 3aCTOCOBaHUI
3a/uld BHUPILICHHS NPOOJEMAaTUKU IOSBH IIep-
BicHoi TBopuocTi T. Jloyconom, /[I. Jlbroicom-
Binbsmcowm, P. bearapikoM mijg gac 10 CiKeHHS
HUMH 3pa3KiB MaJe0iTHYHOTO MUCTELITBA.

3 ypaxyBaHHSIM acCIeKTiB HEHWPOICHUXOJOTii
BOHM PO3IVISLIAINCH SIK MPOAYKTH BHYTPIIIHBOT
yaBU TepBicHOI moauHu. ToOTO maseomiTHyHE
MHUCTELTBO TPAKTYBaJOCh SIK €HJeTHYHA MOBa
nepsicHoi 10o0u. Ili HampairoBaHHs, HamNpu-
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KJaj, npenacrasieHi B pociimkenHi J. JIproica-
Binesimc 1 T.A. Jloycona «O3Haku BCiX 4aciB:
CHTONTUYHI SBHUINA Yy MHUCTELUTBI BEPXHHOTO
naneomty» (1988 p.) [28]. o 1991 nmpunanexna
monorpadis O. dininosa «Butoku Ta npupoaa
MUCTEINTBA ManeomiTy» [29].

Hayxogi po3Bigku JI. Bumnsiipkoro, o Hasie-
xatb 710 1990-x pp., cipsMoOBaHi Ha TOUIYK BiJi-
MOBiJIeil Ha J1Ba OCHOBOMOJIOXKHI MUTAHHS: KOJIH
came JIFoIMHA cTana 0610JI0T1YHO CIIPOMOXKHOIO JI0
XyAO)KHBOTO BUPOOHUIITBA Ta AKMMU Oy YMH-
HUKH, [0 CIPUINHIIIN Peai3alliio 1mi€i MOXIIu-
BocTi? ¥ crartax «lloxomkenns Homo sapiens.
HoBi ¢aktu 1 Aeski TpaaulliliHI ySBICHHS» Ta
«3abiratoun Brepen B PO3BUTKY MaleONiTHY-
HUX 1HAYCTpIid: SBUIE Ta HOro iHTEpIpeTawis»
aKLEHTOBAaHO YBary Ha TOMY, IO O10JIOTi4HI
(Hefipodizionoriyni) nmepeaymMoBu 00pa3oTBOP-
401 AiSIIbHOCTI C(OPMYBAIKCH 3310BIO JI0 BEPX-
HBOMANCONITUIHOTO yacy [30; 31].

Y 1997 p. y crarti «Ha migcrynax no mwuc-
tenTBa (maneomit)» [32], aHami3yoouM MOpu-
YMHU TOXO/PKEHHS MaJeoNiTHYHOTO MUCTEITBA,
JI. BumHALBKHN 3BEpHYB yBary Ha MHOXUH-
HICTh TINOTE3 MOTr0 MOXO/DKCHHS, CEepel SIKUX
BUOKPEMHUB TiNOTE3y JAeMOHcTpauii Tpodeis
Ta rinore3y iHpopmamniiHoro BuOyxy. Takox
OCMHCJIMB IIPOBY, MariyHy, ekojoriuny (abo
nemorpadiuny), KOMIIEHCATOPHY TiMOTE3H.

Cepen mpaup P. bemnapika, nmpucBSYEHHX
najeoyiTiyHoOMy MuctenTBy, — «[laneoapt Ta
apxeosoriudi Mipu» (1992 p.), «Tadonomis
naneoapty» (1994 p.), «llepmii nmapocTku TBOp-
gocTi» (1998 p.), «HaligaBHimi cBigUeHHS TPO
nasieoapt» (2003 p.). ¥ 2004 p. P. beanapik y
MoHorpadii «IHTepmperariss JaHUX PO IOXO-
JOKEHHSI MUCTELTBa» [IHIIOB BUCHOBKY, IO
NaJICONITUYHUM Tepioa ImBuAmEe OyB dYacom
BOXJIMBUX 3MiH 1 KOTHITUBHOTO PO3BHTKY, IO
MOKJIAJIM TIOYATOK MOJANIBIIMM IpoliecaM y pis-
HUX c(epax, aHDK eroXOol MiHIMaJIbHOI KyIlb-
TypHOi eBomomii [33].

Bapro 3BepHyTM yBary Ha KOMIUIEKCHI
HayKkoBi po3poOku . Illepa, Koo HayKOBHX
IHTEpEeCiB SKOTO JOBOJI MIMPOKE — Bij] MHTAHb
BUHUKHEHHS MHUCTELTBA 10 MOro JaTyBaHHS i
TpakTyBaHHs [34]. YV cBoiii mpami «IlepBicHe
MHUCTELTBO» BYCHHUN OKPECIIUB acleKTH I0XO-
JOKEHHSI ¥ PO3BUTKY MUCTELTBA IEPBICHOCTI,
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3MIACHUB KiIacU(DIKAMIMHUNA OIS 1aM sSTOK.
[IpoBiB MOPIBHSAJIBHUN aHANI3 OKPEMHX 3pa3KiB
MIEPBICHOTO 1 Cy4acHOTO JIEKOPATUBHO-TIPUKIA]I-
Horo mucrenTsa. Takox f1. lllepom po3pobiena it
BHCBITJICHA B TaKiil mpalli rirnore3a MOXOIKSHHS
MEPBICHOTO MUCTELTBA SIK MPUPOAHO-ICTOPHY-
HOTO TIPOLIECYy Ha KIUTAIT PO3BUTKY MOBH, ILO
€ MOKJIMBUM JIMIIE 32 NIEBHOTO PiBHS PO3BUTKY
HEHPOICHUXOJIOTIYHOTO arapary JHOIHHH.

Ictopiorpagisn ykpaiHCBbKHX HaM’SITOK
nepBicHOro MucreurBa. JlociiKeHO 1CTO-
piorpadiro mamM’sSTOK TEpPBICHOTO MHCTEITBA,
BiJHAWCHUX Ha TepUTOpii YKpaiHH, Ta BU3HA-
YEeHO, IO Mi TeMi MUCTEIBKUX 3400yTKIB 100U
NEPBICHOCTI MPHUAIJICHO 3HAYHY yBary HayKOBOT
cniibHOTH. Po3risinemo ictopiorpadiro 3pa3kis
MIEPBICHOTO MUCTELTBA YKpaiHH, 3aCTOCYBABIIN
ICTOPUKO-XPOHOJIOTIYHUNA METOA, W0 JacTh
3MOTY BIJICTeKHTH €TAIHICTh HAyKOBHX 3/100yT-
KiB BITYM3HSHUX HAYKOBIIIB.

[Toyatok BUBUEHHS NAJICOTITUYHOIO MHUCTE-
[[TBa CHiBMNaB i3 BiakpuTTsaM y 1893-1896 pp.
B. XBoiikoto Ha TepuTopii KupuiiBchkoi CTOSHKI
(M. KuiB) 3pa3ka mepBiCHOro MUCTEITBA — OUBHS
MaMoHTa 3 o3100seHHsAM. Y 1903 p. y HaykoBuit
00ir BBezieHO Horo npamto «KueBo-KupuiiBcbka
MaJIeOJIITUYHA CTOSHKA Ta KyJbTypa €NoXH Ma-
aen» [35].

VYBara AOCHIIHUKIB MOYarky XX CTOJITTS
npucBsyeHa Mi3MHCBHKIN A€o THUHIN CTOSHII
(YepHiriBcbka 0071.) SIK MaM’SITII CBITOBOTO 3Ha-
YeHHs, Ha SKIA BiJHAMJIEHO 3pa3Ku MEPBICHOTO
mucteurBa. Hanpuknan, npami @©. Bonkosa Ta
XB. BoBka [36; 37].

Takuil mepioxg apXeoNoriyHUX JOCIiHKEHb
oxorutoe crarts [. LleyHoBa, mpucBsdyeHa Bif-
KPUTTAM Ta MEPUIMM MOJBOBUM JIOCIHIKEH-
HAM MI3HHCBKOI MAaJeoNiTUYHOT CTOSHKH B
1908-1932 pp. [38]. Y KOHTEKCTI BHUCBITICHHS
3arajlbHOrO Mepediry apxeojoriyHuX PpO3KO-
MOK JETallbHO MPOaHAalli30BaHO 3pa3Ku IepBic-
HOTO MHCTELTBa, 3HaiineHux TyT. [emo 3rogom
3HaXiAKW 3 MI3HHCBKOT CTOSIHKH JOCIIIKY-
Bamu I1. €pumenko, 3. AGpamosa, O. Dinimnos,
®. Boakos, JI. SIkoBieBa Ta iHIIi.

Huska mpane . IlloBkomsca, npuHane:KHUX
JI0 CepeIMHM Ta Ipyroi MoJIoBUHU XX CTOMITTS,
MICTUTh JI€TalbHUN OMUC B3IpIiB HaWJaBHi-
IIOr0 MHUCTELTBA — TBOPIB CKYJBNTYPH, Tpadiku

Ta JKUBOMUCY CTOsSHKU [39]. 3aranbHi HapoOKu
I1. €Edpumenka 3 icTopii NEpPBICHOTO CyCHIILCTBA
CTOCYIOThCS i TaM’SITOK NaJICOTITHYHOTO 00pa-
30TBOpYOro muctenTna [40].

VY 1978 p. O. YepHuin ony0iiKyBaB CTarTIO,
B SIK1ii BUCBITJIUB PO3AYMH IIPO YaC BUHUKHEHHS
NaJICOJITUYHOTO MHCTELTBA Ta OCHOBH aHa-
Ji3y MatepianiB AOCTIDKEHHS CTOSHKH Moro-
noBo 1 [41]. Monorpadist C. biGikoBa mpe3eHTye
HalpaloBaHHs 1010 aHAJI3y My3UYHOTO KOMII-
JeKCy SIK 3pazka 00pa30TBOPUOTO M My3MYHOTO
MUCTELTBA, MPUHAIEKHHUX TaKii apXeonoriyHii
nam’ st [42].

VY II monoBuHi XX CTONITTS Ha TepuUTOpii
VYkpainu Oyio BIIKPUTO 3HAYHY KUIBKICTh apXeo-
JIOTIYHHX CTOSIHOK, Jie 3a()iKCOBAHO i TBOpU mep-
BiCHOrOo MucTeurBa. J[o Takux HaJIEXUTh CTO-
suka Oinst c. Ilponstun (TepHominbchka 00:1.),
npo 1mo B 1983 p. nanucaB O. CUTHUK y CTaTTi
«I'paBipoBaHUil PUCYHOK Ha KICTII 3 MYCThEp-
cpKkoi ctossHKH i TepHomonem» [43].

1O. ITaBnenko ta O. XapyeHKo y CBOiX Harpa-
moBaHHAX y 90-x pp. XX CTOMITTS BU3HAYMIH
B3a€MO3B’ 30K  00pa30TBOPUOrO  KOMILIEKCY
BepxHbOnaneoniTiuHoi €Bpasii (1 Teputopii
VYKpaiHM SIK YaCTUHU KOHTHMHEHTY) 3 TOCIHO-
JIapUO-KyJbTYpHOIO JIIHIEI0 PO3BUTKY IepBic-
Hux Joaed. Lle crtamo migcyMKOM BHUBYECHHS
HUMU BH[IIB IMaM STOK MEPBICHOTO 00pa3oTBOp-
4Oro MUCTENTBA (MOHYMEHTAJIbHHUI HACKETbHUM
JKUBOITUC, TPaBIpyBaHHs, PO3NHUC HA MpeaMeTax
3 POry Ta KICTKHM, IUIacTHKa Manux ¢Gopm) [44].
VY KOHTEKCTi icTopiorpadii MucTenTBa mNepBic-
HOCTI YKpaiHU CIiJi BUOKPEMUTH W Hamparo-
BaHHs B. Kopnienka, sxuit y 1999 p. 3nilicHus
kiaacudikanito aHTporoMopdHUX 300pa’keHb
Mi3HBOTO ManeomiTy [45].

[Touarok XXI CTOMITTS XapaKTepU3yeEThCS
MOSIBOIO 3HAYHOI KIJIBKOCTI HAyKOBUX TPAKTyBaHb
MUCTEIBPKUX 3HaxiZok mepBicHOi noou. Cepen
akux B. Mopo3 mnojgae XapakTEpUCTUKY OCHO-
BHUX TaM SITOK HaJICOJITUYHOTO MHUCTELTBA, iX
BUJIOBY Ta reorpagiuHo-aMiHICTpaTUBHY HpU-
HAJICKHICTh, Y MeXaX JOCHIKEHHS 1CTOPUYHOT
KoMyHikalii mepBicHoi no0u [46]. T. Suedxo
npoaHajizyBaja B3ipli Mi3HbOMAICOIITUYHOIO
mucrenTsa 3 nocenenns Kynuuiska (TepHomisb-
cpka 001.). Y 2001 p. B. BerpoB omyOrikyBas
MoHorpadiro «MucrenTBo naneomrty» [47].
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Barome micrie B icTopiorpadii mam’siTok nep-
BICHOTO MHCTELTBA TepUTOpii YKpaiHu moci-
Nal0Th HaykoBi mpani B. Muxaiinosa. Ioro
MoOHOTpadis, 110 cTana MiJCYyMKOM Oaratopiy-
HOTO JOCHIJDKeHHSI NeTportidiB apXeoaoriqyHol
nam’atku «Kam’stna Morunay, nmobaumia cBiT y
2005 p. Po3kputo 0cobaMBOCTI CEMaHTUKH, XPO-
HOJIOTIIO Ta 1HTEPIIPETaLilo 3pa3KiB MEPBICHOTO
MUCTELTBA — HACKEIbHUX PUCYHKIB, 3HAYHA Yac-
THUHA SIKUX HAJEKUTh J0 Mi3HbOMAICOTITUIHOTO
nepioxny [48].

Y 2008 p. Oymo mpe3eHTOBaHO (HyHIAMEH-
TalbHY KOJNEKTHBHY mpaio «Icropis yxkpain-
cpkoro mucrenrna. Y 5 tomax. Tom 1. Mucreurso
NepBiCHOI AOOM Ta CTapOJaBHBOIO CBITY» IIif
penakuieto I. CkpunHUK. ABTOpaMu HpeAcTaB-
JIEHO HAWABHIIIl €Tald MUCTELBKOIO KUTTS Ha
TepuTOopii YKpaiHu Ha NPUKJIa/li BUBYEHHS apXe-
OJIOT1YHUX MHUCTELBKUX 3Pa3KiB, Jie 3Ha4YHa POJIb
BiJIBEJICHA MAaJICOTITHUHINA TBOpUOCTI [49].

Ha nymky JI. SIkoBneBoi, nepBicHe MUCTELTBO
€ YHIKQJIBHOIO IUTICHOIO CUCTEMOIO 3HAKIB Ta CUM-
BOJIIB, Pi3HI CKJIQJHUKH SIKOI IGMOHCTPYIOTh CBO-
€PIHICTD TEpBICHOI 0OpPa30TBOPYOCTI, €IHICTH
XyIOXHiX (DOPM JIEKOPAaTUBHOTO  (DirypaTuBHOTO
MucrenTBa. Y cBoiii MoHorpagii «HaiinaBHime
MHUCTEUTBO YKpalHW» BIIEpIIE HA YKPAiHCBKOMY
HayKOBOMY IOIIPHUILIl, B KOHTEKCTI €BPOIEHCHKOTO
apXeoJIOTYHO-MHUCTEILKOTO IPOCTOPY, BOHA 3/11H-
CHWIA Yy3arajbHIOIOUE JOCII/DKEHHS I1aM’ATOK
MAJICOMITUYHOTO  (PIrypaTMBHOTO  MHCTEITBA
tepuropii Ykpainu. JI. SIkoBi€BOIO BHOKpeM-
JICHO JIeTajbHy BUJIOBY KJIaCH(]IKALIIO Mam’ ITOK.
Cepen HUX — CKYJBNTYypa, MPUKPACH, MATIOHOK,
rpaBiopa 3 MOJAJIBIINM aHAJi30M XY/I0’KHbO-CTHU-
JicTraHuX ocobmBocteit [50].

C. CrosiH, 1OCHIKYIOUM CHUMBOJU 00pa3oT-
BOPYOTO0 MHCTENTBA MEpBiCHOI 100uM, MpoaHa-
mizyBana ix 3 (imocoChKO-KyIbTYpOIOTiHHOT
TOYKH 30Dy, [IPOBEJIa Mapaieib «IepBiCHE MHUC-
TEITBO — CUMBOJII3M Y MUCTEUTBI XX CTOJIITTS,
BUBYMBIIM KOMIUIEKC MAaridyHHX Ta CaKpaIbHUX
CUMBOIJIIB KHUBOIHKCY ManeomiTy [51].

TakuM YMHOM, MOXHa CTBEP/UKYBaTH, IO
B YKpaiHCHbKOMY HayKOBOMY JHCKYpCi 3HauHa
yBara npuauisiigach BUBYCHHIO IIaM ITOK MHCTe-
LITBA MEPBICHOCTI y KOHTEKCTI 3arajibHOi Teopil
MUCTELTBA, alie 0e3 TPaKTyBaHHSI 3 TOUKU 30pYy
MiIXO/TIB HEHPOapTYy.
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CryniroBannsi  icropiorpadii eiineTuku
MHCTENTBA MepBicHOI 100u. Sk miarpyHTs 10
CTAaHOBJICHHS Yy Cy4YacHill Hayli eWIeTHYHOro
BUMIpYy TBOPYOCTI aKTyaJbHUMH € Hampalo-
BaHHs JI. JleBi-bprons «llepBicHe MHCICHHS»
(1930 p.). B. MipimanoB y 1973 p. y cBoili MOHO-
rpadii 3aiiCHUB aHaJi3 €BOJIOLIT eWIeTUYHOTO
BiZJOOpaXKeHHsSI CBITY B Mapaieni «BiJI TepBic-
HOTO JI0 TPAAMLIHHOTO MHCTEHTBa». Po3mymmu
PO MHCJICHHSI TEPBICHOI JIIOMUHH TPEICTABHB
y cBoiii crarti «O0pa3He MHUCIEHHS B JIHOZIO-
BUKOBY emnoxy» P. Vaiir y 1989 pomi [52]. [o
2005 p. mHanexuthb podbota O. Dapamkena «Ilep-
BiCHA TBOPYICTH 1 cBitoMicTh» [53].

I1. KyuenkoB y 2003—-2004 pokax mpeicTaBuB
Ha 3araj Taki HalpalioBaHHS, K «MHUCTENTBO
0e3 mromuHmY, «O0pa3 y MUCTEITBI MATCONITY,
«MucnenHsi, MOBa Ta MHUCTELTBO MAJCOIITY»,
«Po3citoBanHs 1 kKoHBepreHuis». [Ipu npomy B
monorpadii «IIcuxomnoris nmepBicHOro i Tpaau-
[IHHOTO MUCTENTBaY, omyomikoBaHiit y 2007 p.,
YUEHHUH aKIeHTY€ yBary Ha TOMY, IIO B TMCHXO-
JIOTIYHOMY OHTOTE€HE31 JIIOIMHA BiATBOPIOE €BO-
JIOIIF0 MUCIIEHHSI BChOTO BHy. Ha ¥ioro mepe-
KOHAHHS, TEpBICHE MHUCTENUTBO 1O CBOIH CyTi
€ BIIMIHHAM BiJl TPaJHIIIHOTO MHUCTEITBA.
Mo 2012 p. npunanexna crarrs [1. Kynenkosa
«CuMBOIIYHA TIOBENIHKA» TPENKIB JIIOAUHU Ta
nepuri maM’sTKM MuctenTBa Homo sapiensy.
Y 2017 p. cBiT nobaumia HaykoBa mparst «O0pas,
300paKeHHS, 3HAKY.

VYuenuit y crarti «llam’sTh Ta MHCTEITBO
MaJIeoJIiTy» BBaXKae, IO HATypaji3M y MHCTe-
ITBI I[LOTO TMEPIONY MOSICHIOETHCS €HIETHIHOIO
nam’SITTI0, 1[0 KOMIIEHCYBajia HeJOCTaTHIN po3-
BUTOK MOBM. Takox II. KynenkoB, BHBYarouu
NUTAHHS TEPBICHOTO W TpaauIliifHOrO MHCTe-
IITBA, PEKOHCTPYIOE ICTOPiIO MEPBICHOTO MHCTE-
TBa Ta 00pa3sHOrO MHUCIIEHHS JIIOAUHH TepBic-
HOCTI [54].

[Tcuxomor H. Xamopi y cBoiX po3Biakax
OCTaHHIX JECATWIITH JIWIIOB TEpPEKOHAHHS,
10 TIEPBICHA JIFOIMHA, MPUHAIEKHA JIO TIEPIOTy
MaJICOJIITy, TIepII HIXK OMaHyBaJla MOBY, HoYaja
3aliMaTUCh MaJIOBaHHSAM. TOXK, Ha KWOro mepe-
KOHAHHS, 3aBISKH I[bOMY 1 copMyBaach crie-
nugika MaaeoTiTHYHOTO MucTenTBa. [lix gac
BUBUEHHS JUTAYMX MAIIOHKIB Ta XyHOXKHBOI
TBOPUYOCTI JItoiel 3 OCOONMBMMHU MOTpeOaMu
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CHIBCTAaBUB PE3YJbTAaTH CBOIX TOCIIIKEHb 3 TIep-
BICHUM MUCTENTBOM, BiJI3HAYMBIIN NIEBHY MO/Ii-
onicte. Takuil HOCBin, Hampukiaz, 3adikcoBa-
Huil y crarti «lledepHe MHCTEUTBO, ayTHU3M Ta
€BOJTIOLIIS JTFOJICKKOTO po3ymy» [55]. Buenuii min
Yac MOPIBHAHHS EUYEPHOTO MUCTEIITBA 3 MAJIIOH-
KaMH, BUKOHAaHUMH J[IBYNHOIO 3 ayTU3MOM, BUS-
BUB CXOXICTb 32 3MICTOM Ta CTUJIEM.

VY napuHi yKpaiHChbKOi HAyKU IUTaHHS eifjie-
TUKA XyJOXHBOI TBOpYOCTI (y TOMY 4YHCIHI
i mepBicHOT 1100M) B KOHTEKCTI HeHpoapry
BUCBITIIOIOTh Y CBOiX HAyKOBHX pO3BIJKax
B. Kapnos Tta H. Cuporuncska. Ha ixHe nepe-
KOHAHHSI, HEOOXIJHO MOB’SI3aTH BUTOKH MMC-
TEl[TBA MAJICONITY 3 MaM ATTIO K (YHKIIEO
MUCJICHHS JIIOAUHH. 3aBJIsSKH L[bOMY B IeEpBiC-
HUX Jtofell Oyna MOXIUBICTH BiATBOPIOBATH
oOpasu tounime. B. Kapnosum, H. Cuporun-
CHKOI0 BM3HAUEHO, IO MEXaHI3M, SIKHH BiAIO-
Bi/JIaB 3a 3amam’sITOBYBaHHsS, BIAPI3HSBCS Bif
Cy4YacHOTrO ¥ OTpUMaB Ha3By «eHUIETH3M», a0
x cnenupiunuii Bua nam ati. Ha IXHIO 1ymKYy,
came 3aBISKU LbOMY MEXaHi3My B IEpBICHUX
arozei Oyina MOXIIMBICTH YITKO BiATBOPIOBATH
nobOadyeHe. A 3aBISKU €HACTUYHHM CIIOTaJaMm,
Ha BiJIMiHY BiJl 3BUYaiHUX, MOKHA CIIPUHMATH
o0pa3 3a iioro BiICYTHOCTI, 110 3a(hiKCOBAaHO B
npaui «Eiiernka Xyn0XHb0O1 TBOPUOCTI B KOH-
TEKCTi HelpoapTy» [56].

Teopii HelipoapTy il HelPOECTEeTUKH y HAY-
KOBOMY auckypcei. Lleli HanpsM pocnimkeHHS
NPEJCTAaBICHUN 3HAYHOIO KIJIBKICTIO HAayKOBHUX
IpaLlb yYEHHX, B IKUX BUCBITIICHO Pi3H1 HAIPSMHU
MDXKraxy3eBOro HayKOBOTO J1ajlory MUCTELTBA i
HEHWpOHAyK Ta IPOAEMOHCTPOBAHO IXHIO aKTy-
QJIBHICTb.

AcCTeKTH MCUXOJOTii MUCTEITBA OKPECIUB Y
cBOiX MoHOTpadisx icropuk Mucteursa E. [om0-
pix — «MucrenrBo Ta imo3is: JlocmimkeHHs
3 TICHXOJIOTIi 300pakyBaJIbHOTO  IOJAHHS,
«O6pas3 1 oko. [Toganpii JoCHiIKEHHS 3 ICHXO-
70rii 300paXKyBajIbHOTO MOJAAHH» Ta iHII [57].
VYV 1980-x pp. A. Crossip 3a 10IOMOTOI0 HasiBHUX
TEPMIHOJOTTYHMX BH3HAYEHb OCMHCIHUB I0XO-
JDKEHHSI MUCTEITBA came 3 MO3ULiil HelpoapTy,
ase e 6e3 TEPMIHOJIOT1YHOTO BU3HAUCHHS [[HOTO
noHsTTs [58].

Bueni nocniaunu cnocoOuM BUKOPHCTaHHS
XyJAO’)KHUKAaMH ~ BJIACTUBOCTEH 30pOBOI  CHUC-

TEMH JUJIsl CTBOPEHHS Pe30HaHCHUX poOIT. byno
BUSIBIICHO, 1110 BCi Mi3HaBajbHI MPOIIECH B KiH-
[IEBOMY IIJCYMKY BHUKOHYIOTHCS HEWpOHAMH
MO3KY, 3a0€3MeuyIoun MHUPOKI MOMXKIUBOCTI JUIS
3’sCyBaHHsI HEPBOBUX MEXaHI3MiB, IO JIE)KATh B
OCHOBI XyJ0KHbOI TIOBEJIIHKU Ta OI[IHKU MHUCTE-
urBa. M. JliBinrcros, mo B 1988 p. ony6mikyBana
nociipkeHHs «MuCTenTBo, 1110311 Ta 30poBa
CHCTEMa», TMPOJOBKHBIIU PO3BUBATU IO Hay-
KOBY TyMKY HaJiaJli B TOCHiKeHHSIX «Yu Temno?
Lle peanbHO? AOO MPOCTO HU3bKA MPOCTOPOBA
yactora?» Ta «badeHHs 1 MUCTETBO: 010JIOTis
Oauenus» [59]. Cepen HIINX YYEHUX, XTO MPH-
CBSITHB CBOIO HayKOBY POOOTY LIbOMY HAIIPSIMY, —
C. 3exi ta M. Jlam6 («HeBposoris KiHETUYHOTO
muctenTBay) [60] Ta I1. KaBanar («XymoKHUK SIK
HeBposory) [61]. JI. Karraneo B 2009 p. Buaas
npauto «Jl3epkaibHa HEHpOHHA cucTeMa» [62].

Binnik HelfipoapTy y CBITOBIN Haylli po3Movyas
J. OubsiHC, IKUM OyJ10 3alI0YaTKOBAaHO HAYKOBY
mikosty Heifpoaprictopii. Ii mpummumu oxpec-
JeHo, 30KpeMa, B mpaili «Heiipoapricropis: Bifg
Apicrorens 1 [Tninis o bakcanmamna i 3exi» Ta
B MOHOTpadii «EBponelicbke MUCTELTBO: HEUPO-
aprictopis». [I. OHbsSHC aHaJi3y€e ICTOPiIO MHUC-
TEITBa y CBITOBOMY BUMIpi, OTHOYaCHO Oepydu
JI0 yBaru €rnoxy NnepBiCHOCTI, B sIKiii BiZ0y/l0oCh
YTBEPUKEHHS JTrouHu [63].

Hum Bu3Ha4YeHO, 0 HEWPOAPTICTOPIsSI MOE-
Hye y co0i HOBauii HU3KM I'YMaHICTUYHUX HayK.
Pasom i3 Tum, Ha nepexonanus 1. OupsiHCa, BaX-
JIMBY POJIb JUIsl HEHPOICTOPii MUCTELTBA Bijirpa-
I0Th TEXHIYHI HOBAIlil, CIPSMOBaHI HA BUBYCHHS
IMOMH MO3KY JIFOJMHM, TakKi SK KOMIT IOTEpHA
tomorpadia Tomo. Ha gymky BueHoro, ue aae
3MOTY 3A1MCHIOBaTH KOHTPOJb HaJ HEHPOHHOIO
AKTUBHICTIO Ta JOCIIHKYBaTH aJITOPUTMH IXHIX
3B’5I31B MIK CO0010.

HelipoecTreTuky $K OKpeMHH HAayKOBHUMU
HanpsaM 3acHyBaB C. 3eki, IPUCBATUBIIHN [[LOMY
NUTAHHIO HU3KY Mpamb. Y CBOIX JOCIHIKEH-
HSX, 1[0 XPOHOJIOTIYHO MpHHajiexkHi 10 1999 p.
(«3astBa mpo HeHpoecTeTukKy», «MucreuTBo Ta
MO30K», «BHyTpimHe Oauenns: JlocnmimkeHHS
MUCTELTBA Ta MO3KY» ), IPUCBSITUB 3HAYHY yBary
aHasizy popM CIpUHHSATTS JIFOAUHOIO Bi3yalbHUX
00pa3siB, 110 IPYHTY€ETHCS HA BUBYCHHI HEHPOH-
HUX CTaHIB, 5IKi OyiM 3aikcoBaHi Mij yac mpo-
1IECY CTBOPEHHS a00 CIOIIAJaHHS, OCMHUCICHHS
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MUCTEUBKUX TBOPIB. ¥ 2008 p. HayKoOBiii CHiib-
HOTi Oy’no mpe3eHtoBaHo MoHorpadito C. 3eki
«[lumHicTh 1 CTpaXJaHHS MO3KY: KOXaHHS,
TBOPUICTH 1 MOLITYKH JIFOACHKOTO HIacTs» [64].
3rogom, y 2015 p., C. 3eki ta B. Pamauanpa-
HOM OyJI0 po3poO0JIeHO HH3KY TEOpii, 1o po3-
KpHUBAJIM CyTh HEMPOECTETHKH, IICIIs YOO BOHA
yTBEPAMIACH K MUKIUCLUUIUIIHAPHA HayKa, IO
00’eHy€e icTOpito MUCTENTBA, (iocodiro, rncu-
XOJIOTiI0, HEBPOJIOTi0, MPAKTUYHI MPUHLIUIH
SIKOT CIIPSIMOBaH1 Ha JOCIIKEHHS 0COOIMBOCTEN
JIXOJICbKOT HEPBOBOI CUCTEMH. IxHe Gauenus crc-
Tematu3oBaHe B rpaui B. Pamauannpana «Mo3ok
pO3MOBiIae», 0 POOUTH HAC JTIOIBMI [65].

Huzka HayKoBIIB CBOrO 4acy BHCBITIIIO-
BaJIM y CBOIX HpaisxX pi3HI BEKTOpU HEUpo-
apty, Kpi3p npusmy ictopii mucrentsa. Cepen
Hux — JI. @pindepr ta B. I'anese «Pyx, emouii Ta
eMrarisi B ecteTuaHoMy JocBiai» [66]; K. bepr
«KapaBaxo Ta Helipoaprictopis» [67]; A. Ban
XeepaeH «TBopyicTh, CTaH MOTOKY Ta (PyHKIIT
MO3Ky» [68]; I. MomnrpeiiB «Mo30K apxXiTek-
TOpa: HEHpOHayKa, KpeaTHBHICTh Ta apXiTeK-
Top» [69]; . bpemep «Heiipoecreruka: Yu B
MailOyTHBOMY 32 €CTETHUKOIO JISKUTh HEBPOJIO-
riss?» [70]; P. Pozenbepr «lloennanus icropii
MUCTELTBA, IHPOPMATHKH Ta KOTHITUBHOI HAYKH:
3aKJIMK IO MDKAUCIUILTIHAPHOT criBmparti» [71].

B3aeM03B’ 5130k Mi3HaHHSA i Bi3yaJqbHOTO MHC-
tenrBa BuBuYae P. Comnco: «IlizHanns Ta 06pazor-
BOpue MHCTEeUTBO»; «llcuxonoris MucrenTBa Ta
€BOJIIOLIS CBiOMOro Mo3ky» [72]. Ilpuniunu
Bi3yaJIbHOI aHajorii y cBOiX poOoTax BH3Ha-
gyuna b. Craddopn. 3okpema, B MoHorpadii
«BizyanbHa anazoris: CBiIOMICTb SIK MUCTELITBO
3B s13ky» b. Ctapdopn y 2011 p. mpesenrysana
nocaimxenns «IlociOHUK 13 HOBOTO METamoJs:
MOJI0JIaHHS PO301KHOCTI MiXK T'yMaHITapHUMHU Ta
HelpoHaykaMm» [73].

E. ®et3oMm y cTrarti «XymoKHI JTOCITIIKSHHS
MO3Ky» (2012 p.) BU3HAYEHO, 1110 TOYATOK CUMOi-
OTHUYHUX BIIHOCHH M)XK MUCTEIITBOM Ta MO3KOM
MOYMHAIOTHCS 3 (DaKTy, 0 MO3KOBI MEXaHI3MHU
JIe’KaTh B OCHOBI CTBOPEHHS 1 OIIIHKM MUCTEIITBA.
I, naBmaku, Ha mepexkoHanHs E. ®et3a, Gararo
300pa’keHb HEUPOHHUX CTPYKTYp MAlOTh 3HAYHY
€CTETUYHY MPUBAOIMBICTh. Y Tpalli 3a3HaueHO,
o0 (PyHKI[IT MO3KOBHX MEXaHI3MIB € Ba)KITHBUM
MPEIMETOM JJISl €CTETUYHOTO JOCIIIKSHHS.

12

B3aemo3aniexHicTh J3€pKaJbHUX HEHPOHIB
Ta €CTeTUYHOro NOCBiny aochiauB B. Tanese:
«KopinHs emmarii: crinbHa pi3HOMaHITHA TiMo-
Te3a Ta HEWPOHHI OCHOBH IHTEPCYO’ €KTUBHOCTI»;
«JI3epkanbHi HEWPOHM Ta MHCTEUTBO» [74].
CyTp HeWpONCHXOJIOTii MHCTENTBAa PO3KpUIIA
J. 3aiinens y gocaimxenni «Heiporcuxomoris
MHCTEeNTBa» [75].

Jo 2012 p. npunanexna npaus E. Kan-
nenst «Emoxa npo3piHHs: mparHeHHs 3p03yMiTH
HECBIZIOME B MHUCTELTBI, PO3yMi Ta MO3KY».
VYV 2016 p. Buiiina npaus E. Kanpens «Penyxk-
IIOHI3M Yy MHCTEUTBI Ta Hayll NP0 MO30K:
IOEJHAHHA JBOX KyasTyp» [76]. Y 2013 p.
I Minicaiin BugaB monorpadito «Ilcuxonoris
cy4yacHoro mucreutBa» [77]. Poxb 00pasy y cuc-
Temi Helpoapty okpeciuB [I. @paniy3 — «Sx
JIOIU NEpersiIaloTh 300pakeHHs? KornitnuHa
HeBpoJorisy [78]. [lurtanHs Bi3yalbHOCTI TBOP-
4OCTI B MHUCTELTBI Yy CBOIiX MpalsiX BUCBITIHB
JI. Kenmsbopa [79]. A. Yarrepaki AOCTIIKY-
BaB MHUTAaHHS €CTETUYHOTO CKJIAJHUKA MO3KOBOI
JISUTBHOCTI, sIKiI 3adikCyBaB y HayKoBid IyOuti-
Kanii «EcTeTHuHUI MO30K: SIK MU PO3BUBAJIUCH,
106 6akaTu Kpacu Ta HacoJomKyBaTucs» [80].

T. Caiinep y mpami «Neuroart: 300paXxeHHS
HEHpOHAyKW HABMUCHHMX Ji y MHCTEUTBI Ta
Hayli» B 2015 p. omnucye MO3KOBY JisUIbHICTB,
OB ’s13aHy 3 HamipaMmu [ii, CHIBCTaBISAIOUU IIIO
JISUTBHICTB 13 TBOpYMM mpouecoM. Hum Bu3Ha-
YEHO, 1[0 HAaBMHUCHI J1ii OXOIUTIOIOTH IIHUPOKHIMA
CHEKTp JIOACHKOI TOBEIIHKH, IO BKIIIOYAE CBi-
JIOMICTh, TBOPYICTh, IHHOBAI[IHHE MHCICHHS,
BUPILICHHS MpOOJIeM, KPUTHYHE MHUCICHHS Ta
IHIIl TIOB’sI3aHI 3 HUMHU KOTHITHMBHI TPOIIECH,
10 O4eBUIHO B MucteuTsi Ta Hayui. T. Caiine-
pPOM 3aIPONOHOBAHO CIOCOOM METa(pOpPUYHOrO
MUCJICHHSI Ta CUMBOJIIYHOTO MOJIEIIOBAHHS, SKi
MOXYTh JIOTIOMOITH IHTETpyBaTu HEHpPOHAYKY
HaBMHCHUX JIiil 3 HEHPOHAYKOIO TBOPYOCTI, MUC-
TELTBA Ta HEUPOECTETUKHU.

Y tomy x 2015 p. O. ConosiioB omy0miKy-
BaB CTATTIO, B SIKi PO3IISHYB MPUHIIMIN JisUTb-
HOCTI HEHPOHHUX MEpEeX, IO BIAMOBITAIOTH 3a
TeHETUYHY Ta HaOyTy (OHTOT€HETHYHY) [1aM’AThb.
Hocnimxenns Oyno 3AIHCHEHO Kpi3b MPHU3MY
HMOBIpHHUX MPUHIMIIOBUX BiAMiHHOCTEH [81].

Y KOHTEKCTI €WIeTUKH HEOOX1THUM € TPAKTY-
BaHHSI 3 MMO3UILIT HEHpoapTy 3pa3KiB MaIeOIiTHY-
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HOTO MHUCTELTBA SIK MaTepiaJlbHOTO BUSBY YSIBH
MEPBICHUX JIIOACH 13 3aCTOCYBAaHHIM Helporicu-
xonoriunoro migxoxy. Moro 3acrocysas y 2017 p.
C. Sluenko, aHai3yr04uM y CBOIl HAyKOBIiH mpari
«MucTeuTBo Ha MOPO3i 1HIIOTO CBITY» BUTOKH i
0COOJIMBOCTI IEPBICHOTO MHUCTELTBA [82].

3acagu OJHOTO 3 TEpPANeBTUYHUX METO-
IiB HeWpoapTy — Helporpadiku, BUKIAACHI y
2020 poui aBropom Mmerony II. IlickapboBum
y npaugx «Heitporpadika: Anroput™m 3HATTS
Oobwmexenp» Ta «Heitporpadika 2: Komnosuuis
nomi». BusHaueno HeiporpadiuHi NpUHIMIIM,
IO MOJISATAIOTh y TBOPYilM TpaHcdopmarii mMuc-
JeHHs Ta (OPMYBaHHS BIACHOI pPEaJbHOCTI.
BusiBneno (a3u po3BUTKY ysIBU Ta ONUCAHO CYTh
akTy TBOp4oCTi. Y 2021 p. BUHLIUIM B HIMPOKHIA
o6ir Bumanus Il. IlickappoBa «Hefiporpadixa.
Apt-monennuk. Green» Ta «Heliporpadixka.
Apt-monennuk. Orange» [83].

Icropiorpadist Teopii Heipoapry B YkpaiHi
npezcTasieHa HanpaioBanHsimMu B. Kaprnosa ta
H. CupoTHHCBHKO1, SIKi 3a3Ha4a0Th, 1110 HEHpoapT
€ TBOPEHHSM BHYTpIIIHIX 00pa3iB y MiJACBiAO-
MOCTI JIIOJIMHU, IO JTOCSTAEThCS 3aBISKHU JKUT-
TEBOMY JOCBiTy. BOHM akIeHTyIOTh yBary Ha
TOMY, IO 11 00pa3u He 3aBKIM MOXYTh 3HAXO-
JUTH 30BHIIIHIA BUSB, a MOACKYIU 3aTHUIIATHCH
Ha piBHI BIAYYTTIB.

Y 2018 p. y HaykoBHH HpoCTip YyBiHILIa
crarts B. Kapnosa «l'epmeHeBTHKa MHUCTEIb-
KOTO KOy abo HeHpoecTeTHka MK MeTadoporo
Ta peasIbHICTIO». Y TOMY X POLl HAYKOB1H CHiJIb-
HOTI OyJ0 TIpecTaBiIeHo oro podotu «Homo in
via: HEHPOMHUCTENTBO K MapKep eBOJIOLIi cyc-
ninbeTBay Ta «HelpoapT y KOHTEKCTI XyJ0KHbOT
TBOPYOCTI», IO JO3BOJIWIO e Oinblie yTBep-
JUTH TIOHATTS. HEWPOMUCTELTBA B YKpATHCHKii
Hay1i [84].

IIpans B. KapnoBa ta H. Cuporuncekoi
«CBITOIIIAIHI Ta MUCTELIBKI Mapaesi CepeaHbo-
BiuYs 1 cyyacHOCT» [85] Takok MiATBEpPIKYE
CBITOIVIATHO-MHUCTEIbKY €JIHICTb y PO3BUTKY
KyJBTYpH JIIOJCTBA, ajieé BXE y CEpeIHbOBIYHI
yacu # Tepiofl ChOTOJEHHS. IXHA CIinbHA Hay-
KoBa ctarts «HelpoapT y KOHTEKCTI TBOPYOCTI»
BKOTpE MiJKpECInia HasiBHICTb CHUIBHOCTI MIX
MHUCTELITBOM MUHYJIOTO Ta ChOroJieHHs [86].

[opanemn npani B. KaprnoBa Tta H. Cupo-
TUHCBKOI TPHUCBAYECHI BHABJICHHIO CHOpiIHe-

HUX Mapajeneil y MHUCTEHTBI Pi3HUX MeEpiofiB.
Busnaueno, 110 st oai0OHICTh CTajaa MOXKIIUBOIO
3aBJSKH HAsIBHOCT1 BHYTPILIHIX MEXaHI3MiB, 110
c(hopMyBaIHCh y Yacu MEPBICHOTO CYCIIJILCTBA.
JluHaMmika IXHPOTO PO3BHUTKY I1OB’s13aHa 3 ITiJICBI-
JOMUMH IMITYJIbCAMU MO3KY JIFOAMHH, 110 U CHO-
JBUTJIO JO TOSIBM TaKMX TEPMIHIB, SIK «HEHpO-
apT» 1 «HelpoecTeTukay [87].

B. Kapnos, ocmucitoroun B 2019 p. nuranus
HEHPOMUCTELITBA B KOHTEKCTI TBOPYOCTI B Maric-
TepchKii poboti «HelpoapT y KOHTEKCTI TBOp-
4OCTi», OOIPYHTYBaB i€10, CyThb SIKOI HOJSATae
B TOMY, L0 pE3yJlbTaTd OCMMCIICHHS CyTHOCTI
HEHpOoapTy MOXKYTh CTaTW BAXKJIMBUM CKJIQ/IHU-
KOM Y JIOCHIJUKEHHI Cy4acHUX KYJIbTYPHO-MHUC-
TEIbKUX HaJ0aHb, a TAKOXK Y (hopMyBaHHI HOBOT
CHUCTEMHU LIIHHOCTEH Cy4yacHOro rimepingopma-
[iHOTO CycnibcTBa [88].

Y po0oTi KOHCTATOBAHO, IO JAMHAMIKA TAKUX
KyJbTYPHO-MHUCTEIIbKUX TEHJEHIIIH MOB’s3aHa 3
MiJCBIAOMUMH IMITYyJIbCAMH JIFOJICBKOTO MO3KY.
3aB/sIKM YOMY B HAyKOBOMY IIPOCTOPI if BUHUKJIIA
norpeda BIPOBA/PKEHHS TEPMiHIB HelpoecTe-
TUKU Ta HEHPOMHUCTENTBA, BU3HAYCHHS TUTAHHS
00pa30TBOPUOI CYTHOCTI HEHPOAPTY.

Y crarti «Midomnorisi eCTeTHUKH: IMOMIXK
My3aMH AHTHYHOCTI 1 3aKOHaMHu Helpoecre-
tuku» [87] B. KapnoBum ta H. CupoTuHchKO10
BUSIBJICHO 3B’SI3KM MK PI3HOYAaCOBUMH €TIOXaMH
Ha WATPYHTI (QYHKLUIOHYBaHHS PI3HUX BUJIB
QHTUYHOTO MUCTELTBA W €CTeTHYHUX BIAYYT-
TiB, OKpECIIEHUX 3aKOHAMH HEHpPOECTETUKH.
Toxi ) y HaykoBUH OOIT BBEJCHO IXHE HAYKOBE
nociipkeHHs «Neuroart: MUCTELTBO Ii3HAHHS
monuHn» [89].

HogitHi HaykoBi HanpaitoBanus B. Kaprnosa
ta H. CUpOTHHCBKOI CTajll HE JIMIIE BaroMoo
YAaCTUHOIO icTOopiorpadiyHOro  JOCIHIJKEHHS,
IIPUCBAYEHOIO HAIpsMy HEUpoapTy U enaerny-
HOMY BHMMIPY MHUCTELUBKHUX TBOPIB, a U MOCLIH
YiJIbHE MICIIE B TEOPETUYHOMY CKIIQJHHKY JIKe-
peno3HaByoi 6a3u. OnpanboBaHO HU3KY BHUCHO-
BKIB BHINE3a3HaYeHUX HaykoBLiB. Lle nmano
3Mory c¢opMyBaTd SIKICHO HOBHUH BEKTOp Y
JOCTI/IPKeHHI apXeOoJIOTIYHUX MHUCTELbKUX apTe-
dakTiB. A came 3 TOYKH 30py HIAXOAIB eije-
TUKH 1 crielu(iKd HOBOTO HAIpsIMy HEHpoapTy
HUISXOM TIPOBEJCHHS Napaneiei 31 3pa3kamu
Cy4acHOro Mucreurna. Lle 10momMoro ycmimmHo
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MIPEJCTaBUTH €TAIHICTh €BOJIIOLIHHOTO OCTYITY
MUCTELTBA, MICLIE MHUCTEIbKHX Haja0aHb Iep-
BICHOI OO y Cy4yacCHOMY CBiTi, €HTONITUYHOCTI
CY4aCHOTO 1 IEpBICHOTO MUCTELTBA. Y pa3i Tpak-
TYBaHHS TBOPYOI'0 JIOCBiLY JIFOAWHYU MTOUYNHAIOYN
BiJI MAJICOTITHYHOTO MHCTELTBA W IO CYy4aCHUX
MUCTELBKUX MPAKTUK Ta BIUIMBY Ha LI€H MpPOIEC
MiJICBIJOMUX MO3KOBUX IMITYJIbCIB HE OMHHYTH
MOCWJIaHHS Ha iHHOBalilHi norsaau B. Kaprosa
ta H. Cupotuncekoi, BUKIaaeHI B MOHOTpadil
«Neuroartes: MUCTELTBO Mi3HAHHS JTFOTUHI.

Y 2020 p. Ha kadeapi MHCTEHTBO3HABYOI
excriepru3u HamioHaneHOi akageMii KepiBHUX
KazpiB KynbTypu 1 Mucteuts O. [Tanacrok 3axuc-
THJIa Maricrepcbky podoty «Heiipoapt y coria-
mi3arii qiTei 3 IHKI031€r0». Y Hill 0yJ0 po3KpUTO
Ta OOIPYHTOBAaHO TEPANEBTUYHI MOXKIMBOCTI
3aCTOCYBaHHs HEHMpPOapTy Ta METOAY HEeWporpa-
(biky B TeparneBTHYHUX MPAKTUKAX KOPEKIIHHUX
LEHTPIB Y pOoOOTIi 3 AITBMU 3 OCOOIMBUMH IOTpE-
6amMu. Y ToMy Xk pomi B okpeMmiil myOumikarii B
KaTasio3l BHUCTABKOBOIO NpoekTy «OcobmuBe
muctentBo» [90] O. IlaHaciok Harojiocuiia Ha
aKTyaJIbHOCTI 3aCTOCYBaHHS HeWporpagdiqHoro
METOJy SIK MOTY>KHOTO TEPareBTUYHOTO METOLY.

BucnoBku. TakuM 4MHOM, Ha OCHOBI TpO-
BEJICHOTO aHaji3y icropiorpadii eigeTuku Muc-

TEILKHUX TaM’ ITOK MEPBICHOCTI Ha TJi HOBITHIX
HiX0/1iB HEHPOMHUCTENTBA Ta Teopii HelpoapTy
MOXHa KOHCTAaTyBaTH, L0 TaKUH KOMIUIEKCHHI
TEMaTUYHUI BEKTODP MPEICTABICHUI 5K y CBITO-
BOMY, TaK 1 B YKpaiHCbKOMY HayKOBOMY IIPOCTOPI
Ta HabyBa€ OKPEMIIIHBOTO 3HAYEHHS! HOBITHHOT'O
HanpsiMy MUCTELTBO3HABCTBA.

Y Mexax BUBUEHHS EUICTUKHM NEpPBICHOTO
MUCTELTBA B KOHTEKCTI HEHPOapTy BUOKPEMIICHO
pi3H1 HaNpsAMH icTOpiorpadiyHOrO A0 CIIHKEHHS,
SK-TO: apXEOJIOTIYHUN CKIIAJHHK, KYJIbTYpOJO-
riuanii, (Gin0co(ChKuii, MHUCTEITBO3ZHABUHUH,
Helporcuxonoriunuii Tomo. ToGTo icTopiorpa-
¢is mpencraBieHa 3 ypaxyBaHHAM cCHelUDIKH
Teopii HelpoapTy Ta HelpoapTicTopii 1 00’ €qHyE
pi3H1 Tagy3i HayKH, 110 CBIIYUTH PO TPAHCAUC-
LUIUTIHAPHUI XapaKTep TaKOro HampsMy MHCTe-
IITBO3HABCTBA.

OTxe, parHeHHs JOCHIAUTH MaM’ITKU Tep-
BICHOTO MHUCTELTBA Y BUMIpi €HJIETHKH Yy CYyro-
JIOCHOCTI 3 TEOPI€I0 HEeHpoapTy CIUPAETHCS HA
IPYHTOBHY icTopiorpadiuny 6a3y Ta, MONpPH Te,
10 [Iefi HAayKOBUH acleKT He HalyB IIHMPOKOTO
3ByYaHHsI B YKPaiHCBKOMY MHCTEITBO3HABUOMY
JUCKYpCl, BCE€ X BiH MOTpeOye BiJMOBITHOIO
OMpAIIOBAHHS Ta BBAKAETHCS IEPCIIEKTUBHUM
HaMpsIMOM PO3BUTKY TEOPii MUCTELITBA.
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TEOPETUYHE NIJATPYHTS MUCTEIILKUX TBOPIB CYYACHOCTI

Memoto cmammi € 0ocnioxcennst 83aeMo0ii PiIBHONIAHOBUX MEMOOOLO2IUHUX NIOX00i6 Ma MeopemuyHUX 3acao,
Ha AKUX 6azyemuvcsa no6y006a 8i3yanbHUX Meopie, 3 6UOKPEMIEHHAM AKMYAIbHUX ACNeKmi8 cbocodenHs. Hosimmi
XY00XHCHI NPAKMUKU NOMPEOVIOMb NEPEOCMUCTIEHHSL C8020 MEOPEemUYHO20 NIOTPYHM, BUX00AYU 3 AHAI3Y nonepe-
OHbLO2O ICMOPUYHO20 NePIodY, SIKUL 3HAYHOIO MIPOI0 V8 2aAbMIGHUM OlsL APMPO3GUMKY. 3a2po3a 002MaAMUYHO20
MUCTIeHHA N08 "A3aHA 3 HeNOBHOW PeqhlieK i€ i, AK HACIIOOK, HeNOMIMHUM 6NAUBOM XUOHUX 3ACA0, 30KPeMAa QesKUX
HACMAH08 PAOSIHCLKOL ma npopociicokoi i0eonoeii, y xydoacHix meopax. Posenrsnymo Oesiki meopu mux mumyis,
AKI Maroms 8UpazHy 2pOMAdAHCHLKY U NOAIMUYHY NO3UYII0, AKA He CYNepeyums eCmemudHum 0a308um npuHyu-
nam i Hagimo 30L1bULYE IXHIO XYOO0IUCHIO YiHHICMb. TaKum YUHOM, Y MUCTIEYMBOZHAGYOMY OUCKYPCI CbO20OEHHS MO-
PANbHO-eMUYHT NPUHYUNU NPESanoioms HA0 eCIemudHUMU, X04a M HUMU 3ATUUAEMbCA 36 A30K. Posenadarouu
BIOHOCHICTNb MEXAHIZMY YMBOPEHHs. 8I3YANbHO20 00pasy, 008edeHol0 meopemuxamu Heupoapmy (R. Arnheim, J.
Onians), nponoHyemvcst ROOAILWUL KPOK Y HANPSIMI Yb020 MIDKYSAHHS, A came nepexio 3 pieHs. Heupoecmemuru
00 HellpoemuKu, sSIKUo yetl mepmin 3Hatioe nowupents ceped Haykosyis. Ilpunatimni maxe nosiCHenHsi 00TPYHIMO8Ye
aKmyanizayilo coyianbHO-nOAMUYHOI emUKU Yy CYUACHOMY MUCMEYMEI, SIKA GUMICHSE 2e00HICMUYHO-eCMemUuYHULL
nioxio. Haeonowyemovcsa Ha He0OXiOHOCMI POZWUPEHHS AHANIMUYHO20 Anapamy Cy4acHo20 MUCmMeymeo3Haguo2o
OUCKYPCY 3 BUKOPUCAHHAM NOHAMb 3 YAPUHU CYMINCHUX HAYKOBUX 2Ay3el, K HANPUKAAO, meopii BIOHOCHOCII.

Knrouosi croea: cywacne mucmeymeo, anmumomanimapusm, MUCmMeymeo Cnpomusy, Heupoapm, Heipoecme-
muxa, Heupoemuxa, meopis 6iOHOCHOCHL, ABCONIOMUZM, PETISIMUBIZM.

Olena Golub. ANTI-TOTALITARIAN TRENDS OF CONTEMPORARY UKRAINIAN ART

The aim of the article is to the research interaction of various methodological approaches and theoretical
foundations on which the construction of visual works is based, highlighting current aspects of today. Recent artistic
practices need to rethink their theoretical basis, based on the analysis of the previous historical period, which
was largely a brake on art development. The threat of dogmatic thinking is due to incomplete reflection and, as a
result, the inconspicuous influence of erroneous principles, in particular, some guidelines of Soviet and pro-russian
ideology, in works of art. Some works of those artists who have a clear civic and political position, which does not
contradict the basic aesthetic principles and even increases their artistic value, are considered. Thus, in today s art
discourse, moral and ethical principles prevail over aesthetic ones, although there is a connection between them.
Considering the relativity of the mechanism of visual image formation, proved by neuroart theorists (R. Arnheim
and other), a further step in this direction is proposed, namely the transition from the level of neuroaesthetics to
neuroethics, if this term is widespread among scientists. At least such an explanation justifies the actualization of
socio-political ethics in contemporary art, which displaces the hedonistic-aesthetic approach. Emphasis is placed
on the need to expand the analytical apparatus of modern art discourse using concepts from the field of related
scientific fields, such as the theory of relativity.

Key words: contemporary art, anti-totalitarianism, art of resistance, neuroart, neuroaesthetics, neuroethics,
theory of relativity, absolutism, relativism.

IHocTanoBka npodaemu. O MUCTETBO3-
HaBUUX JIUCKYPCIB HEMIOJABHBOTO MMHYJIOTO
BUSIBJISIE 3arajbHy TEHACHIIIO J10 MOBEPXOBOT
ecTeTu3allii B omuci TBOpiB MuUcTeuTBa. ToOTO
MUCTELTBO3HABIII 3/1€01JIBIIOT0 3BEPTAIM yBary
Ha KOJILOPUCTUYHI JOCATHEHHS, BIPABHICTbH
noOyaoBM Kommo3ulii Touio. BonHowac He 110
KIHL MPOAHai30BaHO, SIKUMH TEOPETHUYHUMHU
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3acaJaMu KepyeTbcsl XyOOXKHUK. | He momiue-
HUMU HEPIJAKO B TBOPH CYyYaCHOCTI JOHOCHIIHCS
3QIMIIKA PaJAsTHCHKOI 171€0JIOT1T Ta MPHXOBaHOI
npopociiicbkoi nponaranau. [Ipu npomy Harono-
IyBajoOCh, 110 TOJJOBHUM y MHUCTEITBI € MOMIIYK
€CTETUYHOI TapMOHii, sIKa CTOITh IMOHA MOJIITH-
ko10. Pa3oMm 13 TUM icTOpis MUCTEIITBA Ma€ TMPH-
KJIaJI1 BIAJIOTO MOEAHAHHS TOCTPO MOJITHYHOTO

© l'ony6 O. €., 2022
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MiAX0AYy 3 IJIACTUYHO JIOBEPIICHUM, K, Halpu-
knan, «l'eprika» [Tabno [likacco. ['onoBHOO Bif-
MIHHICTIO MHUCTEIITBA, BaPTICHOTO ISl JTFOJCTBA
BiJl YTHJIITAPHO-TIPOIIAraHAUCTCHKOTO, CJIiJl BBA-
XKaTu IIMOOKO 00T PYHTOBaHI TEOPETUYHI 3aca/iy,
cepen SKUX — BiIMOBa BiJ aOCONIOTH3MY, IO €
MEPEAYMOBOIO JIOTMATU3MYy I IOCIiOBHOMY
JOTPUMAaHHIO HENPABIUBHX ineonoreM. Baxiu-
BUMH ]ISl CY4aCHOTO MHUCTEITBA € BIIMOBA Bif
CTEpPEOTHINIB MUHYJIOTO ¥ Mepexij 10 iHIIo1 Teo-
peTUYHOI TOOY0BH, siKa 0a3y€eThCsl HA HAYKOBUX
po3poOKkax HeHpoapTy Ta CHHTE31 MIKIUCLUILTI-
HapHUX MOHSATH.

Bukiaag ocHoBHoro wmarepiaay. Ilicas
[I0YaTKy POCIHChKO-yKpaTHCHKOT BIiHU
3’sIBUIIMCS TU1aKatu Ha TeMy «Hikonu Oimbiue!»,
Jie IOpyY 3 JAUKTaTopaMu MuHynoro — l'itiepa i
Cranina — pi3KO HEPEKPECIIOETbC TENEePILIHIM
nyTid. [li3HO, moxis, Ha *Kajib, MOBTOPHUIACH, 1
06aunMo, SIK BKOTpE 3aBejlach )KaxJIMBa aJiCbKa
MallliHa TOTAJITapHOrO PYHHYBaHHS CBOOOH,
JeMOoKpartii, Mupy 1 31aroau. BinOyBaeTscs armo-
KaJliNTUYHE JIeKaBI0, KOJIU HaBajda OKYIMAHTIB 3
OJHI€T KpaiHU BIMPAETHCS O I1HINOI, MPOTUBA-
04X MOpE KPOBi, TPOIIUTH BIICHT YyJOBI MicCTa,
rpabye i 3HYIIAETbCS 3 HACEJIEHHS, BUBO3UTH
TUCSIYAMH Yy POCIMCHKI «(iibTpariitni» Tadopu
Ha «IEPEeBUXOBAHHNY, SIK KOJIUCH 1€ POOUIH Y
KOHLIEHTpaliiiHux Tabopax ammucrcrka Himeu-
yyHa Ta 'y l'ynarax pagsHCbKUI Y4EPBOHUM TEPOP.
Mu nparHemMo 3pOo3yMiTH, YOMYy HHUHI TaK cTa-
J0cs 1 Y MOXKHA Ha MaiOyTHe 3amo0irTé yTBO-
PEHHIO MacoBOTO0 0e3yMCTBa CaMO3HMIICHHS.
Uwu BIMBae Ha Iel MpoIec KylbTypa, JOpoOOK
aK0i y (paHaTMYHHMX arpecUBHUX JIsIX TOBHICTIO
3a0yBarOTh, 3aMIHIOIOYM Ha 11 OIIO3HIPCHKY
noz00y — mponaranay? Slka poib MHUCTENTBA y
(opMyBaHHI CBITOMOCTI i TOMY HampsMi Jiid, 10
SIKUX BOHA MPU3BOJIUTH?

Uumano JOCHITHUKIB TWIBHO TMPUAMUBIS-
IOTBCSl 10 BUTOKIB TOMMJIOK iCTOpIi, HIYKaOTh
IPUYMHA B MUHYJIOMY, 3HAXOISYH IIKIJIUBOIO
BCIO POCIMCBKY MOIMEPETHIO KYJIBTYPY, KOO TaK
XM3YIOThCSI OKynaHTu. BoueBuap, 1110 y CrOTBO-
pPEHOMY TPOMAraHIUCTCHKOMY BHINISII POCIH-
ChbKE€ MHUCTEITBO B YKpaiHi HUHI HE MOTpiOHE.
[Ipote y wiii cTaTTi IPOMOHYIO HE KPUTHUKY 3MICTY
MUCTEIBKUX (EHOMEHIB K TakuX. [aeTbest mpo
OCHOBHI THIIM IX IHTepHpeTaliil 3ajie)XHO Bij

BUOOpY CBITOIISAHOI METOMOJIOTII, siKa 3/1aTHa
CHPSMYBATH TBIp YU y CMITHUK [IpONAraHau, 4u
30epertTy ¥oro pamioHanbHe 3epHO. Came Bix
METOJIOJIOTIYHOTO MiJXOAY perpe3eHTauii Muc-
TEIbKUX TBOPIB HAa HUHIIIHBOMY €TaIll BEJIMKOIO
MipOI0 3aJICKUTh IXHIN BILTUB Ha TPOMAJITHCHKY
cBigomictb. OcoOnuBy HeOE3NeKy CTaHOBISTH
TpaHc(OpMOBaHi 3aJMIIKU PAISHCHKOI 171€0710-
rii, Ha SIKy CIIMPA€ThCs KpaiHa-CycCiika y CBOIH
MOJITHUIIl Ta HAMAaraeTbCs PO3MOBCIONUTH Yepes
MUCTELTBO.

CBoro yacy aBTOpKa BHCTYIIWJIA 3 KPUTHKOIO
MapKCHCTCHKUX MOTIISAIIB Y MUCTELTBI, OJIEMi-
3yIOUU 3 POCIMCHKUMU XYIOKHUKAMU, SIKi 3aXU-
[agd JIOTMU COIIATICTUYHOTO peajizMy, Ha
MDKHapoaHId HaykoBii koH(pepenuii «CyuacHe
MHUCTELTBO: TpaHCLUEHACHLIi Mail0yTHHOro» B
[HcTuTyTI Mpobnem cydacHOro mucrenTBa Aka-
nemii muctentB Ykpainu (2009) [1, 104-109].
[Ile Tomi AMBYBasO Te, IO YUMAIO XyIOKHU-
KiB 33JOBOJIHSUIUCH 3aCTapuIMMHU TEOPIisMH,
He n0aroun npo ix oHoBieHHs. Komu cydacHuii
XyAOKHUK IparHe MoTpanutu Ha Beneuilicbke
Oienane abo MaTu ycmix Ha MiXKHapOgHHUX (opy-
Max, HaBpsi/l 110 HOMY TOCHPUSIE TPOTOJIOMICHHS
IpOTpaMH, 3MIIJICHOI 3 IIUTAT MiApy4YHUKA MapK-
CU3My-JIeHIHI3My. BTiM mpubnu3Ho Tak mo3u-
[IOHYIOTh ce0e JesiKi MUTIII HaBiTh y Hall 4ac,
BUIUIECKYIOUM Ha IIIAga4yiB Moau]iKoBaHy, 3acy-
JOKEHY y CBITI iieomnorito. Ha xxans, 1i peanimariis
Ha 3HAYHIM TepUTOpil IUIAHETH € 3arpO3010 IS
PeLITH JeMOKPATUYHOTO HACEJICHHS Ta BUMArae
NWIBHIIIE BAMBISATHCH y CYTHICTH IPOIOHOBA-
HUX MHUTLISIMU TBODIB.

3arajJioM akTyaJbHE Cy4acHE MHUCTEITBO
CHUHXPOHHO BIATYKY€ETbCS Ha IPOOIEMHU CYCIiIIb-
CTBa, MparHe JIOMOMOITH Yy BHUpIIIEHH] pi3HOMa-
HITHUX TpoOIeM, CTUMYJIIOE MPAIIOBaTH MO30K
Ta 30arauye BiquyTTd. BomHowac Tak camo sk
3’SBIAIOTBCS (DEHKOBI HOBMHM Y iH(OpMaLiid-
Hill BilffHiI, TaK 1 BUHUKAIOTh TBOPH 3 O3HAKaMH
MIMIKpIi 10 CTipaBXHBOTO MUCTeNTBa. Lle 3a3Bu-
yail Bi3yasJbHI BUKPHUBICHHS AIMCHOCTI B pycii
OPOBJIAJHOT TPOMAraHiy aBTOKPATUYHUX Ta
TOTANITapHUX pexuMiB. He MoxHa roBoOpuTH,
110 LIAPUHOI0 MUCTELTBA € JIMIIE 0a3a MpeKpac-
HOTO, sIKa 11032 MOMITUKO0. Yac BUHOCUTh BUPOK
TUM TBOpPaM, 110 HE MOTPAIUISIOTh Y MalOyTHE,
130epirae Ti, 110 CHPUSAIOTH HOTO KUTTEAANHOCTI
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mroacTea. Tak, rocrpononituunuil TBip Iladmno
[likacco «l'epHika» CBITOBa CIIIBHOTA BBAXKAE
MHUCTELBKUM MIEJIEBPOM YCi POKH Micis HOro
ctBopeHHst y 1937. BoxgHouac mpi3BuIna yiiro-
6nenux xynoxuuki Cranina i ['itnepa HixTo He
3Hae. HUHI Ha ouax CTBOPIOETHCS HOBA iCTOPIs
MUCTEITBA, 1 CB1JIKAM TO1H HE JIETKO BiAPI3HUTH
CHpaBXHE BiJ (eiikoBoro. Brim agexBarue posy-
MIHHS Ta 370poBa IHTYillis HePETBOPIOIOTH CTO-
POHHIX CBIJIKIB Ha aKTMBHUX CIIIBTBOPLIB 1CTO-
pii. CyuacHi yKpaiHCBKI XyJIOKHUKH 3aiiMaioTh
aKTHBHY T'PDOMAJSHCBKY TO3HUIII0 y CBOiX TBO-
pax, sik-oT xkuBonuc Marsis BaiicGepra, acamo6-
mspki [miba BummecraBepkoro, rpadika Muxomu
lonuapoga, miakatu AnToHa Jloroa, momituyHa
kapukarypa Onekcanzapa HikiTroka (2022 pik).
Po3rnsinemMo, sIKI TEOpPETUYHI OCHOBHM Tij-
KUBIIIOIOTh TBOPU IEBHUX TPYI XYIOXKHHKIB.
Amnosoreta coupeanizMy, MOCTIJOBHUKH SKOTO
HaMaralTbCcs PEaHIMyBaTH MOTO HUHI, MalOTh
XapaKkTepHy CXWIBHICTH 10 a0COMOTH3AIlI] By3b-
KOTO Jliama3oHy JIHCHOCTI, SKMM BOHHU 3aMiHIO-
I0Th OaratorpaHHicTe CBiTy. [Hakme kaxyuwu,
BOHHM MOXYTh 13 (paHaTMYHOIO BIEPTICTIO, 1HOAI

Puc. 1. M. Baiicoepr. Aures 3CY. ) KuBonuc
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JIOCUTh MaiCTepHO, BIATBOPIOBAaTH ioro BUOIip-
KOBI JIeTaji, KyJbTUBYIOUM TaK 3BaHUN peaji3M.
Ineonorn coupeanisaMy CaMOBIIEBHEHO BBa-
KaroTh, IO TUIBKM BOHHM 3HAIOTh 00 €KTHBHY
ICTUHY 1 TUIBKM IXHI METOA Yy 3MO31 BiJTBO-
putu ii. OCHOBOIO PaJsIHCHKOTO 00Pa30TBOPYOro
MHUCTeLTBa Oyna Teopis BiTOOpa)KeHHs, 3TiJHO
3 SIKOIO BimoOpaskeHHs! (OCHOBHE TMOHSATTS Mare-
piayicTUuHOi Teopil Mi3HAHHS) € 3araJbHOI0
AKICTIO MaTepii, SiKa MoArae y BiITBOPEHHI 0CO-
O1MBOCTEH BIATBOPIOBAHOTO 00’€KTa YH MPO-
necy. OCKUIbKH, 3TiJTHO 3 TEOPIEI0, ICHY€E €IMHA
(abcomoTHA) 00’ €KTUBHA PEATBHICTH, OCTUILKH
ICHye nMIne eIuHui crnocidé Ti BiATBOpEHHS,
a came peamictuunuil: «Hemae nBoX Hauanm y
JIIOACBHKINA cBigoMocCTi, Hadayio il omHe — Bimo-
OpakeHHs 00’ €KTUBHOI pealbHOCTI. | 11e Hauaso
HE «3yMOBJEHE» cy0’ ekToM...» [2, 456]. Sk
BIJIOMO, MapKCHU3M-JICHIHI3M MEpepoOHB B3STY
3a 0CHOBY (inocodcbKy cuctemy lerens, Hama-
ralourch BIAKUHYTH MOHATTS abconrora (CBITO-
BOTO JyXa) 1 3aJUIIUTU JIUIIEC TIOHATTS JiajeK-
TUKU. 3a Takoi yTWJITapHOI peayKuii TBOPISIM
ICTOPUYHOTO MarepiajizMy HEMOXJIUBO OyIo
YHUKHYTH apaaurmu abcomroru3arii. Le gaBano
KPUTHUKaM I1i€1 TeOpii MiCTaBy 3BUHYBa4yBaTH ii
y TOMY, III0 BOHA SIBJISiE COOOIO PI3HOBUJ HEBJA-
joi peniriiinoi gormu. Illo sk He Qanarnuna
Bipa y CBOIO «O00’€KTHBHY ICTHHY» ILITOBXAJO
paIsHCBKY Baqy Oe3KaJllbHO 3HUILYBAaTH Milb-
HOHM 1HIIOMHCIIYMX TPOMAISIH y KOHLTabopax,
TaKk camo, K ¢ poOuia HiMelbka TOTaliTapHa
Biana? Takuii camuii cinwmii 1 6e3xanpHui paHa-
THU3M JIEMOHCTPYIOTh POCIHCHKI OKYNIAaHTH y BilH1
npotu Ykpainu. OTxe, He Takuil yxe i Oe3He-
BUHHUI BHUOIp TEOpeTU3yBaHHA 1 crlocoly Mmc-
JICHHS, aJKe BiH MOXE MPU3BECTHU JI0 KAXIUBUX
HaCIiKiB. be3yMOBHO, HEMOYIIMBO BpaxXyBaTH BCi
YHMHHUKH, 1[0 3yMOBIIIOIOTH IIISX Bif XMOHOT i7ei
JI0 CIJIECKY HEKOHTPOJIbOBAHOI 3BIPUHOI arpecii,
IpOTEe TOTANITAPHI M aBTOKPATUYHI PEXKUMHU Pi3-
HUX 4YaciB, SIK 3aBEJICHI IrpaIlKH, IEMOHCTPYIOTh
CXOXICTh PO3BUTKY BiJI CBOI'O MOYATKy J0 raHeO-
HOro KiHI. OTXe, MOBEpHEMOCS 10 PO3MIIsILy
CHoCco0y MHCJICHHS B T'aly31 MUCTEITBA, OCKUIbKH
BOHO € OJTHMM 3 BXKJIMBUX YMHHHKIB, 1110 BITUBAE
Ha BHOIp Ta BTUICHHS Ti€l UM 1HIIOT 171€1.
Binkunatoun abCOMOTU3M SIK TIEPITY Mepey-
MOBY JIOTMaTH3MYy 1 CIIiIOro aHaTu3My, 3BEpHe-
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MOCSI 10 IPOTUJICIKHOT /1€ — pessTUBI3MY, SKa
Moke OyTu Tier (inocodchbkoro miarhopmoro,
10 3/1aTHA 00’ €IHATU PO3MAITTS HECXOKHX MIXK
co0oro TposiBiB cyuacHoro muctenTsa. Crpoc-
TY€EMO TOCTYJAT PO Te, 110 HAYaJIO0 Y JHOACHKIH
CBIZIOMOCTI OfiHE — Bi0OpakeHHS 00’ €KTUBHOL
pealibHOCTI, HE 3yMOBIEHE cy0’ekToM (OTXe,
HE OJIHE 1 3yMOBJIEHE Cy0’€KTOM). 3a TBEpIKEH-
HSIM TIOCJI1IOBHUKIB T€Opii Bi10OOpaXKeHHs, ICHy€
JUIIE €IMHE MPaBAKUBe 300pakeHHs 30BHIMIHBOT
peasibHOCTI, 110 BUHUKAE Ha CITKIBIIi JIFOJCHKOTO
OKa (peTuHaNbHE). ATIONOTeTH colipeaizMy BBa-
KaroTh, L0 caMe Take 300pakeHHS — IijcTaBa
BBAXKATH «peasli3M €IMHOI0 ICTUHOI0 y MHCTe-
LTB1», TOOTO XY0KHHUK OBUHEH MEPEMalIbOBY-
BaTH 13 CITKIBKHM OKa, a SIKIIO BiH POOUTH 1HAKIIIE,
TO BXKE —BUKpHBICHH, Mi(, (haHTa3is, rpa, 3HY-
IIaHHS HaJ 00pa30M TOIIO.

AuJte K 1M iCHY€ HacTpaB/i 300pakeHHs, a0co-
JIOTHO TIpaBIuBe, sIK BoHO €? HaBiTh Ha erami
IIPOCTOro Oa4yeHHs, 30py HE MOXKHA CTBEPUKY-
BaJILHO BIAIOBICTH HA Ii€ 3alIUTaHH. SIK BiIOMO,
peTUHaNIbHE 300pa)KEeHHs aHali3y€e MO30K, 1100
JIIOJIMHA 32 JOIIOMOTOI0 300payKeHHS MOIvIa 30pi-
€HTYBATHUCS Y IPOCTOPI, BiJ] IKOTO BOHO CIIPOEK-
TyBajock. ToOTO 300paskeHHs came 1o co0di He
Ma€ BJIACTUBOCTEH CYyTO pEaJiCTUYHHX abo XK
abCTPaKTHUX UM 1€ SIKUX, IOKH JIFOUHA HE MPO-
aHaJizye, SIK caMme IHTepIpeTyBaTH Take 300pa-
*KeHHsI. BimoOpakeHHsI Ha CITKiBIII OKa 00’€KTa
peaibHOCTI He Ja€ Horo aOCOIIOTHO IOBHOTO
BI3yaJIbHOTO OMMHCY, MOTPeOyIouYM J10JaTKOBOT
iHpopmanii 1 3ycwiab A aHanmizy (HaBiTH Ha
[OMY €TaIli CJiJ BiIMOBUTHUCH BiJl aOCOJIOTY).
Ha xopucth Takoi IyMKH CBiI4YaTh, 30Kpema,
JOCTI/DKEHHST aAMEPUKAHCBKOT TICHXOJIOTIYHOT
IIKOJIM, 3aroyarkoBaHoi Pynombpom Aphxeit-
MOM, 3 BHBYECHHS 3aKOHOMIPHOCTEH cHpuii-
HATTA: «JIfoChKe OKO 0auuTh CHOPYLY, MPOTE
OyTu GayeHUM I1e HE O3Hayae, 110 1MoJoba Oaue-
HOTO € CBiIOMO O()OPMIICHOIO AJIsi TOTO, MO0 1T
ocsarHyt posymom» [3, 143]. Haounum npu-
KJIaJIOM TOIO, 1[0 OaueHHs He € OaHAJILHOIO OYe-
BUJIHICTIO, a TIOTpedye CrovyarKy aHamizy (sSKuit
3a3BUYail HE YCBIJIOMIIIOETHCA), € ICHYBaHHS
Jonell 3 OUKUX IUIEMEH, JAJleKUX BiJ HaIIol
LUBLII3aMi], SKUM TOKa3yBajlu ixHi goTtorpadii,
ajie BOHM HE MOIVIM TOOAYUTH HA HUX CBOE BiO-
OpakeHHs, a/pke MO0AYUTH — 1€ Mepul 3a BCe

npoanaiizyBatd. OCTaHHIMU POKaMH pPO3BUHY-
Jach 11iJ1a HayKoBa raty3b — HeWpoapT, 110 10CTi-
JDKY€E 0COOIMBOCTI poOOTH HEHPOHHUX 3B SI3KIB
y CTBOPEHHI 1 CIPUMHATTI Bi3yaJbHUX 00pa3iB.
3aCHOBHUKM HAyKOBOI LIKOJIM HeWpoapTy JlkoH
Osnsine, Cemip 3eki Ta ixmn [4, 225] BUXOASTH
3 TOro, 110 JIFOACBKUM MO30K — 1€ HEMpOCHUC-
TeMa 3 AyXe CKIaJHUMH i HEOIHO3HAYHUMHU
nporecaMu o0poOku iHpopmaLii Ta TPOIyKy-
BaHHsI BHYTPIIIHIX 00pa3iB, sSKi B HAI yac 3Je-
OinbIIoro mom’si3aHi 3 (OPMYyBaHHIM 00pa3zy
ekpaHa (TenedoH, KOMIT I0Tep, TEIEBI130p TOLIO).
VY Takuii coci6 JAroauHa Yepe3 eKpaH aKyMYJTIoe
y CBOili MiJICB1IOMOCTI iH(pOpMaLito, Ky Haaaml
EKCTPAIONIOE€ Ha 30BHILIHIN CBIT, 1m0 (Gopmye
HOBY pEaNbHICTh JIOACHKOro OyTTs [5, 21-36].
Y KOHTEKCTI JOCHIIKeHb HEWpoapTy HOBITHS
IpakTUKa IU(PPOBOro i KOMII IOTEPHOIO MHC-
TenTBa HaOyBae MOBHOI[IHHOTO 1 CaMOCTIHOTO
3Ha4YeHHS (a He sK pi3HOBUA rpadiku yu GoTo-
rpagii). [IpukiagamMu eKpaHHO-BIPTyaJbHOIO
MUCIIEHHs € akTyanbHi pobotn Oxcanu Yere-

Puc. 2. B. Xapuyenxo. Maiinan-2022.
Hudposuii npyx
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Puc. 5. K. Jdicoa. ITornsax T. IlleBuenka.
Hudgposuii gpyk

mk, Bonogumupa Xapuenka, Ouienun Iomy0,
Karepunu JlicoBoi Ta iH.

Crniocobu iHTeprpeTalii i mpe3enTauii Bizy-
aJbHUX 00pa3iB JEMOHCTPYIOTh BEIIUKE pO3Ma-
iTT4 AK B icTOpii MUHYIUX YaciB, Tak 1y cydac-
HOMY MucTtenTsi. Lle nae mpuBig 3anepedyBaTu
MPOrPECUCTCHKUM OIS (XapaKTepHUU st
a0COIIOTHCTCHKOT 171€0JIOTiT), 3TIIHO 3 SIKUM
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Puc. 4. O. Yeneauk. /lenp marepi.
Mudposuii 1pyk

MHCTEITBO TUIAHOMIPHO €BOJIIOIIIOHYE BiJl TIPO-
CTOTO J0 CKJagHOTo. BBaxai HemopedyHOoro
3BEPXHICTIO CTaBJICHHS /10 TBOPIB MUHYJIOTO SIK
JI0 HEJIOCKOHAJIUX 1 TOBOPUTHU MPO MOCTYM Bif
«TIPIIOTO» JI0 «KPaIoro». MuciuTensiMm cBiTo-
BOT'O PiBHSI MPUTAaMaHHI 30BCIM 1HII MOTJIS/IH,
I KAX XapaKTepHI ToBara Ta pPO3yMiHHS
0COONMBOCTEH TIPOSIBIB JTIOACBKOTO JyXy Y
OyIb-sIKMX CHUTYyallisX. YCBIJOMJICHHS PIiBHO-
MPABHOCTI PI3HUX XYAOXKHIX CUCTEM A€ MPABO
CTBEP/KYBATH TPHUHIUIT PEIATHBI3MY (TOOTO
BIJTHOCHOCTI) Y MHCTENTBI. 3a BU3HAYCHHSIM
penaTuBizM — pinocodhChKuit, METOIOJIOTIYHHI
MPUHIUI, M0 MIAKPECTI0E MpUMaT BiJIHOC-
HOCTI MiX 00’€KTaMH Ta MpOoIlecaMu, CIUparo-
YHUCh HA TUMYACOBICTH iXHIX CyOCTaHIIaIbHUX
BJIACTUBOCTEM.

Yuraoun TBOPH BUAATHOTO KYJBTYpOJOra
CnaBost JXXumxeka, 3axOIUTIOE€ HOTO XiJ JyMOK
HI0OI0 PO3MIANYy KapKOJIOMHHUX YSIBJI€Hb TOTO,
HAaCKUIBKH pPEajbHICTh € peajbHOI0, SK BOHA
moB’s13aHa 3 (paHTa3ziero Ta 6araTo IHIIKUX HECIIO-
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niBaHMX napaneneil. Moro KHMTM € SCKpaBHM
MPUKIIAJOM PEISATUBICTCHKOTO MiAXOMy Y MHC-
TEITBI, SIKAH BIH HAa3BaB «IOMISAJIOM CKOCY»:
«Crnpo0a MISHYTH «KOCHM IOIIISA0MY Ha Teope-
TU4YHI TOOY0BH — 1€ HE MPOCTO XUTPOMYAPHUIL
CHOCI0 «IpPOUTIOCTPYBaTU» BUCOKY TEOPIHO. ..
HIBuame piu y Tomy, IO Takuid migdip mnpu-
KIafiB, moOyaoBa Mi3aHCICHH MIJII TEOPEeTHY-
HOI apryMeHTaIlil BiJKPHBAE€ JOCHTHh ICTOTHUX
aCIIeKTIB, SIKI 3@ 1HIIOTO CIOCOOY 3aJIUIIMIIHCA
0 HemomiueHuMm» [6, 9]. Sk BimoMoO, BUKOpHC-
TaHHS PEJIATUBICTCHKOTO MPUHIUITY 30araTuiio
yABJICHHA Npo (DI3MYHMIA CBIT 3aBISKU CTBOpE-
Hill Anpbeprom EifHmTeliHOM ciaBHO3BICHIM
«Teopii BITHOCHOCTI» Ta MOMATBIIOMY CIUIECKY
HOBHMX pPO3po0OK Ha i ocHOBi. CroniBaeMoCh,
110 IIe¥ MPUHIUI TaKOX 30araTUTh MUCTELTBO3-
HaBUy HayKy, 1030aBUBIINA MEXaHI3MIB 10rMaTu-
3alii, Crpusi€e MO3UTUBHOMY PO3BHUTKY KYJIBTYpH
ta Mucrenrsa XXI cTomiTrs.

BucnoBku. CyuacHa TBOpYa MpaKTUKa YKpa-
THCBKOTO MHCTEITBA MOTpeOye OHOBICHHS aHa-
JTITUYHO-METOAOJIOTIYHOTO  amapary y MHCTe-

ITBO3HABYOMY JUCKypci. IIoBHICTIO HEOOXiaHO
1o30yTUCST cTapoi METOOJOTIi, SKa 3aJIUIIHIIACS
y CHaJoK BiJl PaJsSHCHKOIO MHCTELTBO3HABCTBA
1 IOJIEKY/IM 3aJIMIIAE€THCSI HETOMI4€HO0, 0COOIHUBO
y TBOpax TIe€IOHICTUYHO-ECTETCHKOIO CIIpsAMY-
BaHHs. OcTaHHI 31e01TBIIOr0 6a3yrOTHCS Ha a0COo-
JFOTUCTCHKIN (hiocodii i KOHIIEHTPYIOTh HABKOJIO
ce0e TBOpM JOrMAaTHYHOIO CIpPSMYBaHHS, SIKi 3
JETKICTIO TPaHC(OPMYIOTBCST Y MaHIITYJIITUBHO-
(elikoBi. 3amoOpyKol0 JAWHAMIYHOTO MHCICHHS
AQHTUTOTAIITAPHOTO CHPSMYBAHHS CIIiJI BBaXKaTH
PENSATUBICTCHKI TEOpil Ta METOOJIOTYHI MiIXO/H,
KepOBaHi He 3 OfiHi€l a0COIIOTHOT TOUKH 30Dy, a 3a
BuciioBoM Cnasos JKmkeka, 3 «IOIVISLy CKOCa».
PensTuBICTCHKUI MiJXi, CyMICHUH 3 HOBITHIMH
JOCIHIPKEHHSIMA HEUpOoapTy, PO3LIMPIOE MOXKIIH-
BOCTI IHTEpIIpeTaliii TBOPIB 1 BOJHOYAC YMOX-
JIMBITIO€ BUOIp HAOLIBII a/ICKBATHUX YacOBI 3Mic-
TOBHHMX TBOpiB. Halikpamii cy4acHi XymTOXHUKH
VYKpaiHu JeMOHCTPYIOTb BHCOKY E€THYHICTH Y
JOTPUMAaHHI aKTyaJdbHOI TPOMAJISTHCHKOI TMO3HIILI,
0c00IMBO HEOOX11HOI i/ Yac BIHHM MK CBITIIOM 1
TEMPSIBOIO, TPABIOIO 1 PEHKOM.
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HERMENEUTIC MODEL OF ORIGINS OF UKRAINIAN AVANT-
GARDE PAINTING ART

Based on the analysis of the provisions of the avant-garde theory of Peter Burger, art theorists José Ortega y
Gasset, a hermeneutic model of forming the origins of Ukrainian avant-garde painting is proposed. It is argued that
the emergence of the avant-garde is a creative reflection on changes in the economic subsystems of society and the
phenomenon of self-criticism of art, a projection of the historical progress of art through the development of society.
The hermeneutic model of avant-garde art is based on a structural analysis of the artistic process in its specific
historical conditions of development.

At the heart of the avant-garde, there is an attempt to establish a new ideal of justice through the destruction
of tradition, which allows to interpret works of the avant-garde art as a narrative scheme in which the ideological
ideas and social expectations do not match the real social function. In the process of development of the avant-
garde, there is a change in the institutional essence of art, and the contradictions between the traditional ways of
artistic reflection and the new artistic means of figurative creation constitute the basis of its aesthetics.

The avant-garde appears as a new aesthetic category against the background of historical events of human
development, as a tool for developing an aesthetic code. The avant-garde abolished the unified style and canon, and
made the category of the artistic method a universal, universal artistic category, which opened the anthropological
infinity of the world of art in its nonsocial meaning.

The Ukrainian artistic avant-garde was formed on the basis of a synthesis of advanced ideas of European
aesthetics with elements of national culture. Aesthetic concepts of European avant-garde trends served as a creative
basis for the avant-garde trends in Ukrainian art, which include Cubo-Futurism, Suprematism, and Cubism in
sculpture. The avant-garde is an integral part of the relationship in the art and society dichotomy, as a social
phenomenon in the spiritual sphere, which corresponds to the logic of the development of society.

Key words: avant-garde theory, Peter Burger, José Ortega y Gasset, Walter Benjamin, hermeneutics of the
avant-garde, the Ukrainian avant-garde.

Kapnos BikTop, Jlumap Fauna. TEPMEHEBTUYHA MOJIEJIb BUTOKIB YKPATHCHKOI'O
XYIOXKHBOI'O ABAHT'APAY

Ha ocnosi ananizy nonosicens meopii asaneapoy Ilemepa Bropeepa, meopemuxie mucmeymea Xoce Opmezu-
i-I'accema, Banvmepa ben’smina npononyemocs 2epmene8muuna mooenb (GopmMyeanHs GUMOKIE YKPAiHCbKo2Oo
aB8an2apoHo20 JHCUBONUCHO20 Mucmeymsea. Cmeeporcyemucs, wjo nosed asaneapoy € meopuolo peguexcicio na
3MiHU 8 EKOHOMIYHUX NIOCUCMEMAX CYCRIIbCMEA MA AGUUIEM CAMOKPUIMUKY MUCTIEYMEA, NPOEKYIEI0 ICIOPUUHO20
NOCMYNY MUCmeymed Kpizb po36Umox cycniibcmea. I epmenesmuina mooens aeanzapoHo2o Mucmeymed 6a3yemocs
Ha CIMPYKMypHOMY AHATI3E XYOO0UCHLO20 NPOYECY 8 020 KOHKPEMHO-ICHOPUYHUX YMOBAX POZGUMKY.

B ocnosi noasu asaneapdy aexcumov cnpoba ymeepotceHHs HOB020 i0edy CHpasedu8ocmi uepes 0ecmpyKyir
mpaouyii, wo 003601A€ iHmepnpemysamu meopu Mucmeymea asaneapoy AK HAPAMUBHY CXeMy, V AKil He
cnignadaroms i0elni ysa61eHHA Mma CYCNilbHI OUIKY8AHHS 3 PEalbHOI0 CYCRITbHOK (QYHKYIEN. Y npoyeci po3sumky
asaneapdy 6i0OYBaAEmMbCs 3MIHA THCMUMYYIOHATLHOI CYMHOCI MUCTeymea, a NPOMUPiuds Mixc mpaouyiuHumu
cnocodamu XyO00HCHb020 BI00OPANCEHHS MA HOBUMU XYOOICHIMU 3ACOOAMU 0OPAZHO2O MBOPEHHSA CMAHOBIAMD
OCHOBY 11020 ecmemuxu. Aganeapo nocmae K HO8A eCMemuyHa Kame2opis Ha mii iCmopuyHux noOill PO36UMKY
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00CMBa, K IHCMPYMeHm 8UPoOIeHHs eCIemuyHo2o Kooy. Aeanaapo nikeidyeas counull Cmuib md KaHow i 3poous
Kamezopiio Xy00dCHb020 MemoOy YHIBEPCATbHOI, 3a2ANbHOXY00ACHbOIO KAMe2OoPI€l, Wo 8iOKPULO AHMPONOIO2IYHY
be3MedCHICIb C8IMY MUCMEYMea 6 U020 HOHCOYIANbHOMY 3HAUCHHI.

VYkpaincoxuii xyooocniti asaneapo cghopmysascs Ha OCHOBI cunmesy nepedosux ioeil €6pOnelcbKoi ecmemuxi
3 eleMeHmamu HayioHanvHoi Kynemypu. Ecmemuuni konyenyii egponeucokux aeanzapOHux meyii nocayeyeanu
MBOPUOI0  OCHOBOIO ABAH2APOHUX Meuill YKPAiHCbKO20 Mucmeymea, 00 AKUX Haxexdcams Kybogymypusm,
cynpemamusm, Kyoizm y cKyibnmypi. Aganeapo sucmynae ckiadosoro YacmuHoio iIOHOCUH ) OUXOMOMIL Mucmeymaso
ma cyCniibCmeo, sk CYCRiIbHe Asuwe 8 OYX08HIl chepi, iKa 8I0N0GI0aE 02yl po36UMKY CYCRiIbCMEd.

Knruosi cnosa: meopis asaneapoy, [lemep biopeep, Xoce Opmeea-i-I accem, Baromep ben amin, cepuenesmuxa,

BUMOKU aA8aH2apoy, YKPAIHCbKULL a8an2apo.

In the scientific discourse of art, the attempts to
explain a phenomenon of the artistic process and
separate directions of its development in the early
twentieth century as well as to study the prereq-
uisites for the development of the avant-garde in
the context of the development of society having
no direct dependency on the art itself as its insti-
tutional form of being are continuously taking
place. Generally, we are talking about a search
for the theoretical problem, which is not identical
to the totality of exclusively artist’s individual
motivation and social actuality. Peter Burger in
his work “Theory of the Avant-Garde” points out
that the issue of social relevance depends on a
political position, and this is not a scientific for-
mulation of the question. The relevance of the
problem is not solved by a discussion inherent
in the policy, however it may be analyzed and
substantiated [2]. The theory of art is based on
the study of phenomena and states free from any
oppressions and harassments. As considers José
Ortega y Gasset, “the interior can be an object
neither of our science nor of practical thinking
nor of artificial representation. However, just it
is the real essence of the things, the only neces-
sary and completely satisfying our supervision.
Let us not delve further into the issue whether it
is possible from the viewpoint of the reason, and,
if possible, then how it can be done so that the
object of our supervision became that what as it
seemed would never could be the object” [12].

A theory of the avant-garde art expands this
aspect beyond the limits of traditional approach
to the study of the art and the creative process
itself. According to the traditional approach, a
work of art may be described as a solution to
the definite artistic problems depending on the
technique during the creation thereof. The avant-
garde proposes to add an analysis of the work

from the viewpoint of its social function, public
as well as the creative component to the tradi-
tional approach.

As to the creative component, the herme-
neutic approach is important in the context
of the sciences of spirit. According to Hans-
Georg Gadamer, the interpretation based on
the modern times and bringing the ideas of the
contemporaries takes place in the understanding
of the avant-garde. That is, “in the understand-
ing” of a work or a phenomenon, always there
is always a place for statements, which depend
on the historical situation to which the researcher
belongs [3, 345]. The ratio of history, hermeneu-
tics and modern times has a significant theoretical
meaning, insofar as it provides for the use of the
available scientific tool, categories and concepts
having been treated by the art criticism science
since the emergence of an artistic phenomenon.

Ortega proposes an idea of historical mind —
the doctrine about the change of historical forms
of culture and the natural ideals associated there-
with. He proposes a concept of the development
of European art from the near vision of the sub-
jects of visible world to the far, from clear rep-
resentation of subject forms and bounds of each
separate thing to the uniform perception of the
optic space wherein the subjects lose their sil-
houettes and become incomprehensible almost
shapeless background. The space dematerializes
and becomes phantasmic.

Ortega has drawn an analogy of change in
the most important stages of European painting
with the development of philosophical thinking —
from the subjects, to the senses and then to the
ideas, that is, from the focus on the external real-
ity (Giotto and Dante) to the focus on the subjec-
tive. In art, these are the Baroque style and the
style of impressionism, and in philosophy, these
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are the ideas of Decartes, Galilei, and Kant. This
movement ends with a transition from the sub-
jective to introsubjective, namely from Mach’s
and Avenarius’ sensualism, doctrine of dereal-
ization of the world, Husserl’s phenomenology
in philosophy and from the impressionists to the
painting of expressionists and Cubist painters in
the painting.

A compliance with the principle of historism
makes it possible to avoid “modernizing” of the
subject of research and study it in the specific his-
torical conditions, which does not deprive influ-
ence of the scientific discussions on the research-
er’s position being determined by his place in
the structure of social forces of the epoch. That
is, hermeneutics makes it possible to carry out
a rational test of the avant-garde on capability,
which provides for a study of relationship of spir-
itual, creative receptions and the social reality.

The relationship of the ideological content of
spiritual and creative receptions with the social
state of affairs shows the essence of social func-
tion of the ideological content. Such relation-
ship takes the form of contradictions proposing
opportunities for the scientific cognition and
acquisition of the new knowledge. The ideologi-
cal content is a product of social activity and the
creative reaction to the reality. In this context,
the avant-garde sources have an objective ori-
gin, inasmuch as the ideological context repre-
sents not only specific social relationship in their
unity of contradictions, but is a part of the social
whole. Peter Burger points out that the content
of a work of art mainly contains of its form and
proposes a concept of intention of a work of art,
which means the author’s methods of conscious
intention to influence a viewer, but not the intent
itself [2, 16].

Thus, to study the avant-garde work and the
avant-garde as an artistic phenomenon, it is
important to create an interconnection between a
separate work and the social reality as a primary
source of its origin and dialectical function. At
the same time, a work of art has its impact within
the framework of the artificial phenomenon and
artificial process, which it is representing. Fur-
thermore, a work of art should be considered
in the dialectics of development both of the art
and the society, and especially after the end of
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the epoch of its creation in order to determine or
identify the new social functions in the condi-
tions of changes in social relationships.

José Ortega y Gasset emphasizes that the
sphere of art is simultaneously connected with
all other forms of the human vital activity and
at the same time is autonomous. Everything in
the universe is interdependent, therefore the art
is closely related to other forms of the human
consciousness and activity: “Each art is caused
by the need to say that what the humanity could
not and would never be able to say otherwise”, —
states Ortega [12, 3].

Ortega proves that a work of art has two
plans”: the first plan constitutes “the world of
things” represented by an artist, and the other one
constitutes the world of ideal essences. “This first
plan of a picture is not yet a creativity, this is a
copying. But the interior life of a picture is shin-
ing behind it: a whole world of ideal essences,
which pervade each separate brushstroke, as if
being thrown over coloured surface; this hidden
energy of the picture is not brought from the out-
side, it emerges in the picture and lives only in it;
it is the picture” [12, 3].

The avant-garde emerges in the conditions of
bourgeois culture, and its sources originate from
a bourgeois society. As Burger sets forth, Mar-
cuse in the article “The Affirmative Character of
Culture” [3] introduced the idea to the effect that
the bourgeois culture allowed the humane values
only as a fiction and therefore did not create con-
ditions for their practical implementation. Having
proceeded on the basis of this ideological position
and the characteristic of bourgeois culture, we can
point out that the humanistic sounding of the great
works of art is, in fact, a spiritual protest against
the unjust society and a projection to the creation
of an image of a just world order or a destructive
element of the destruction of injustice. Therefore,
a creative protest against the unjust character of
social relationships in bourgeois society and an
attempt to promote the new ideal of justice through
the destruction of the tradition underpin the emer-
gence of the avant-garde.

Continuing Marcuse’s hermeneutics, the ideo-
logical basis of the avant-garde is also presented
by Freud’s theory of psychoanalysis with his
generalized structural model being underpinned
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by The Id, The Ego, and The Superego, which
makes it possible to interpret the avant-garde
works of art as a narrative scheme wherein the
ideological ideas and social expectations differ
from and do not match a real social function. As
compared with the traditional classical art based
on this model, there arises a motive of abstrac-
tion, departure from reality and search for new
ways and methods of creative representation of
the generalized ideas.

The modifications take place in the creative
process, and there takes place a movement from
the reception to an objective reality and the ser-
vice function of art to the art creator with his
own idea of the world and its values resulting
in a change in the institution of art and culture
itself — the art isolated from the life practice
acquires social sounding, and a work of art is
taken proceeding from the objective conditions,
which define its intention and determine its
social function.

The arises a dichotomy of art and society in
the understanding of its everyday life practice.
The avant-garde art and its works solve the issues
of articulation of the ideas of social develop-
ment. A comparison of the institution of art and
the society defines it as an institution separated
from social life practice and therefore free in its
creative interpretation. The available dichotomy
resulted from the development of social relation-
ships, productive forces and industrial relations,
which determine the social position, status of the
creators and works.

A work of the avant-garde art does not act as
anything asocial being a component of the social
whole and the society as a whole. The hermeneu-
tic model of the avant-garde art is based on its
function, which is not a constant, but depends on
the integration and specific historical and cultural
conditions of being, on the possibility of combin-
ing the social narratives of being with the narra-
tives of the author and the work itself. The work
interpretations acquire the character of purpose-
less explanation without the theoretical, ideolog-
ical basis of the work.

The views of José Ortega y Gasset as to the
foundations of cognition, laws of the world out-
look and the place and role of a man in the pro-
cess of social development are important from

the viewpoint of search and study of an ideologi-
cal underlying reason of the sources of the avant-
garde. His basic idea lies in the postulate to the
effect that the mind is the basis of building of a
conditional subjective world picture. According
to Orega, the new art differs from the old one
by the fact that it in full consciousness wants to
be and remain unpopular, addressed to the elite,
but not to the mass. But therefore, it does not
feel the need to be common to all mankind and
commonly understood. The aesthetic experience
generated by it does not move people close to
the element of everyday life, but distance them,
estrange from it. The principal basis of the new
art — its “dehumanization” — is based on this. The
new art is principally far from the interest to a liv-
ing reality being experienced by a man and wor-
rying him, it is disinterested and non-humanistic.

Stating the dehumanization as the most char-
acteristic feature of the art of the twentieth cen-
tury, Ortega considers that the only optical forms,
which the human eye really has at its disposal are
the forms and images of the real world. Proceed-
ing from the world of real things, the avant-garde
artist wants not only approach them, but to deform
and analytically decompose so as to weaken or
eliminate their human aspect. Cancelling the
life itself purposefully and consciously, an art-
ist replaces it with the “invented life”, wherein
only the memories about real life are preserved
in the form of artificial objects arousing the sec-
ondary emotions, specific, new aesthetic senses.
The dehumanization of art takes place — denying
the reality, an artist turns to the representation of
the world of ideas, subjective schemes creating a
virtual image of irreality.

Avant-garde as the aesthetic category

The transformation of art against the
background of transformation of the humanism
paradigm in the light of the First World War,
change of established concepts and views
about a man, his system of values as well as
the breakdown of the political systems — all
European empires and especially the traditions
and the methods of warfare have resulted in
the destruction of art in bourgeois society. The
challenges of that period demand from the artists
creative reflection to the death of the image of a
man of the nineteenth century and the birth of the
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new one with his new life narratives. There arises
a contradiction between the traditional ways of
artistic display and the new artistic media of
figurative representation to which the avant-
garde trends belong, and the new aesthetics of art
emerges.

The modernistic interpretation of the essence
of the creative process and the aesthetics of
modernism has deep historical roots inheriting
an old philosophical tradition wherein it is
substantiated the intuitive, irrational, allegorical,
and the symbolic character of the artistic
creativity, but the metamorphoses of the public
consciousness created fertile ground for the
revival of this tradition in the transition from the
nineteenth century to the twentieth century [16,
14]. The avant-garde appears as a new aesthetic
category against the background of historical
events of the development of humanity as a tool
of production of “a certain aesthetic code as a
certain psychical structure” [6].

Peter Burger turned to the problem ofhistoricity
of the aesthetic categories who has determined it
an understanding of the interconnection between
the disclosure of a subject and the categories
of science. To his opinion, the historicity of the
theory “is built neither on the fact that the theory
is an expression of spirit of the time (such view
is the historical) nor on the fact that it absorbs
the previous theories (history as the background
of the modern), but on the fact that the subject
and the categories are interconnected in their
disclosure” [2, 26].

The very concept of historicity is actually a
reflection, which understands the historicity of
a figure of speech in the context of an artistic
language. Proceeding from this, we can note that
the avant-garde is a figure of speech of an artistic
language, reflection to the development of
humanity expanding the subject of art and creating
the new categories of aesthetics. Therefore, the
avant-garde is a product of historical conditions
of being and, according to K. Marx [8, 42], is
filled with the fullness of meaning only in these
conditions and within the limits of their effect.
With the change of historical conditions, the
subject of art is either modified as an abstract
category or begins to belong to the category of
historical ones.
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This confirms an interconnection of the
category of art in its broadest sense and meaning
with the reality of historical process of the
development of the artistic creativity. The avant-
garde represents a phenomenon of art expressed
in the category of aestheticism inherent in
Dadaism and early Surrealism, Russian and
Ukrainian avant-garde after the October coup of
1917, which generally refers to the movement
of historical avant-garde. The historical trends
of the avant-garde are combined by the fact that
they completely negate the art, which preceded
thereof, as a whole, but not separate artistic
techniques of the art overriding link with the
traditions. They oppose a social institution of art
having formed in the bourgeois capitalist society.
The Pissoir of Henri Robert Marcel Duchamp by
which he has protested against the art as such can
be taken as an example. This also refers to Italian
Futurism and German Impressionism, but to a
lesser extent. Cubism puts in doubt the figurative
art system with the central and perspective
composition being emerged in the Renaissance.
In view of this, Cubism may also be attributed to
the historical trends of the avant-garde.

However, to the opinion of some Ukrainian
scientists, a desire for the break with “the art of
the past” and its artistic tradition, imaginative
system and means of expression does not
mean a total novelty and innovation. Just a
countermovement towards the past is inherent
in Ukrainian Futurism and avant-garde as a
whole. A search for the new artistic methods and
techniques of figurative expression in Ukrainian
Futurism means getting to the root and sources
of the art itself. Paradoxically, the Ukrainian
artists combine future and arche in philosophical
discourse of the sources of the avant-garde art.
This is confirmed not only by a frank interest of
the avant-garde artists in the “ancient” art, icons,
ancient ornaments being found in the folk life,
but mainly, philosophical movement to the core
of the art and prehistory of the world beyond the
limits as such [7, 3].

At the same time, that is, when refusing the
institution of bourgeois society art as a social
institution and its figurative art system, the issue
of artistic or figurative method is important. In
the method of artistic imagery, Bull’s Head by
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Pablo Picasso looked avant-garde, because the
artist used a bicycle seat and handlebar to create
the image. There emerges a new imagery created
by nontraditional artistic methods — associative,
empathic, and, accordingly, the new art emerges.
The artistic methods are the basis of stylistics,
creation of norms, which become a part of social
norms. The new aesthetics of art as a nonsocial
institution is the direct criticism of dominant
stylistic norms of art following the principle of
imitation naturae.

Up to the period of historical avant-garde
trends, the use of artistic methods in the art
was limited to the style and elaborated canon.
For example, the organicity of composition,
subordination of the parts of the composition
to the general idea. The avant-garde liquidated
a uniform style and, accordingly, the canon
having made the category of artistic method the
universal general artistic category. Really, there
is no a uniform style in the avant-garde, and it
is not an artistic style — Dadaism, Surrealism,
Futurism and other avant-garde trends do not
develop the characteristic features of an artistic
style, nevertheless have opened a universal
approach to the artistic representation of a man’s
creative vision. Henceforth, each artist is with his
own world, homo parvus mundus est — a man is
the whole world [17].

Given the fact that the society has an
opportunity to supervise and comprehend the
anthropological infinity of the world of art in
its nonsocial meaning, which becomes the most
important characteristic of the avant-garde
with its shocking intention on the recipient.
In the course of time, such artistic method or
technique turns into a norm and becomes the
general category, there appears a link of the
method with the imagination and the principle of
alienation from reality. The alienation becomes
the dominant artistic technique.

The avant-garde does not select certain
artistic methods for creation of images according
to any style, but uses them as the methods of
imaginative, empathic representation of a man’s
creative potency. The artistic methods become
the dominant in the representation of a form of
the work, but not its content. From the viewpoint
of aesthetics, a form of the work has the sensory-

motor character, which is not inherent in the
substantive content of a piece of art. In the formal/
substantive ratio, the formal becomes dominant,
this category, which discloses the content,
and understanding of the content itself lies in
the plane of work technique. Accordingly, the
abstract categories of the avant-garde aesthetics
have all completeness of meaning only in such
conditions, which product they are. Nonlinear
development of art proposes a study of the
specific historical conditions of the emergence
of the avant-garde art. The artistic and aesthetic
foundations of Ukrainian artistic avant-garde
have formed as a process of gradual synthesis
of the advanced ideas of the European aesthetics
with the elements of national culture. According
to the statement of researcher T. Chop, the path
of Ukrainian Futurism to “the renewed aesthetic
space” lay through overcoming the ritualized
traditionalism [14].

As mentions Nataliia Kanishyna, “The leading
ideas of European aesthetics of modernism as
well as the separate manifestations of Ukrainian
national culture having conditioned the specificity
and self-identification of the domestic avant-garde
served as the sources of the theoretic and aesthetic
as well as the formal and technical novelties of
Ukrainian avant-garde artists. In the culture of
avant-garde, we find separate elements of artistic
culture genetically related to Ukrainian folk art,
iconography, artistic heritage of the Baroque
Period, in particular a high degree of abstraction,
deep symbolism, depart from the representation
of reality, and a desire to represent the highest,
spiritual essence symbolically” [5, 17].

The Ukrainian artists have creatively
reevaluated the aesthetic concepts of the
European avant-garde movements and created the
new avant-garde movements of Ukrainian art to
which belong O. Bohomazov’s Cubo-Futurism,
K. Malevich’s Suprematism, and Cubism in
sculpture of O. Archipenko. The movement,
dynamics, colour, form and cube plastics acquire
specific interpretation in the aesthetics Ukrainian
avant-garde. The aesthetics of European art was
so original and creatively reevaluated by the
representatives of Ukrainian avant-garde, that
played a marked role in the development of the
world culture.
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“The avant-garde is a legitimate embodiment
of extremely turbulent creative impulse in
different forms of art, which has become the basis
for a change of the aesthetic world outlook,”
considers Yaroslava Demydenko.

The avant-garde of the first third of the
twentieth century, that is, “the historical avant-
garde” acting as an indicator of the crisis
phenomena of cultural process was found to
be a strong sociocultural moderator of the
world level, a result and beginning of the new
processes up to the creative searches as well as
the philosophical and aesthetic generalizations of
the modernity [4].

Avant-garde as self-criticism of art

A phenomenon of rejection of the historical
development of art by the avant-garde theorists
and practitioners is important from the viewpoint
of'scientific cognition. A subject of research, in this
case, the art itself as a process of representation of
a man’s the creative potential, and its categories
in their development, act in the interconnection.
The last in time form of development considers
historically previous forms as a basis of its
existence, as a prehistory, as the road travelled
to achieve this form. It is quite logically that the
past is the structure of the modern. However, the
modern as a form of development in its cognition
strives for the identification of novelty, which
is constituted by the projection of past through
the modern. A scientific tool of the objective
cognition is the critical comprehension of existing
creative experience. Peter Burger gives two
categories of criticism — intra-system criticism
and self-criticism [2, 34]. By the example of
Karl Marx’s materialist approach, he explains
intra-system criticism as a criticism within the
framework of a social institution — criticism of
Catholicism in Protestants or Christianity against
paganism. That is, the criticism of one ideas of the
process in the name of our ideas of this process
or phenomenon. Self-criticism is the distancing
from such viewpoints, in fact, being a criticism
of the process or a social phenomenon itself.

In case with the avant-garde theory, we have
self-criticism of art aimed at the description of the
first stage of development of the artistic process.
Nevertheless, the criticism of painting and fine art
is the intra-system criticism. However, along with
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the criticism of theatre and literature, it already
relates to the social institution as a whole and
appears as the criticism of art or as self-criticism.
Methodological meaning of self-criticism
category lies in the determination of conditions
and opportunities of the objective cognition of the
previous stages of development. However, such
cognition is possible only when the art will enter
the stage of self-criticism [2, 35].

With the emergence of historical avant-garde,
the art, which represents the social subsystem
enters the stage of self-criticism. As an example,
Dadaism criticizes art as a whole as the social
institution, but not its separate trends. The avant-
garde opposes the status of art in the society,
which has separated its aesthetics from the life
practice, which results in the social inefficiency
and alienation. The avant-garde protest, namely
self-criticism of art is targeted at the return of
art to the life practice, combining the reality of
day-to-day life with the creativity. The realism as
a principle of artistic representation reproduced
reality by its method of representation proceeding
from the context of life practice. In the avant-
garde, life practice becomes a basis of the art
with the whole variety of artistic methods. Self-
criticism of the art is not the criticism of social
and life practice as a whole.

The history of art as a social subsystem
distinguishes between the institution of art and
the content of specific works of art. In bourgeois
society, the institution of art has the features of
autonomy, and the content of specific works
was defined by this autonomy. A detachment of
art from the everyday history and life practice
comes from here. Such contradiction became a
prerequisite for emergence of self-criticism of
art in the form of avant-garde. The emergence
of basic ideology of fair exchange in bourgeois
society and, accordingly, the emergence of
new socioeconomic relations having freed
the institution of art from service function of
the autonomy and ritual use should be added
thereto [13].

A search for the form and content aimed at
overcoming discrepancy between a work of art
and life practice is a powerful characteristic of
the avant-garde trends. The development of art
is not characterized by historical continuity and



YkpaiHcekuli Mucmeumeo3sHasyuli duckypc / Ukrainian Art Discourse

Bunyck / Issue 1, 2022

directness, but is a product of social development
as a whole. Liberalism in the economy and the
economic relations, loss of social role of religion
as the ideological and ethical imperative of
society and other transformations have resulted
in the liberalization of social institution of art,
criticism of its role and significance, and the
emergence of the new advanced methods of
artistic reception to the social changes.

The non-functionality of art in bourgeois
society at the end of the nineteenth century
created conditions for the opportunity of self-
criticism of art as the social subsystem arising in
the whirlpool of struggle of the bourgeoisie for
its political and economic rights. In this sense,
the institution of art formed in full at the end of
the eighteenth century with its special status freed
from life practice. The isolation from everyday
history becomes the semantic meaning of the
works of art. The emergence of avant-garde is
actually a phenomenon of self-criticism of the
art, a novelty being a projection of historical
development of the art through the modern
development of society.

Peter Burger’s theories of self-criticism of
the art are in consonance with the statements
of Natalia Stoliarchuk who considers that the
avant-garde artist turns not so much to the
historical future as to the eschatological future,
which for him coincides with the abstract past.
It is about “the future prior to the beginning of
any historical progress, prior to the beginning
of art mimesis or, in other words, to the archaics
also being at the beginning of the history as
well as in deep in the human psyche as the
unconscious beginning hereof, which outpaces
any conscious or emotional activity”. Proceeding
from this premise, the avant-garde creativity is
understood as the destruction, as the reduction,
as the annihilation of traditions. However, such
“understanding”, explains Natalia Stoliarchuk,
is not a result of its nihilism, simple love for
destruction or believe in the historical future, and
on the contrary, an expression of confidence in the
fact that, a return to the primary forms of life and
artistic practice and therefore a return to the world
unity will be possible at the new stage by way
of the complete elimination of well-established
traditional means of expressiveness [11, 5].

Avant-garde in Walter Benjamin’s Theory of
Art

An art theorist Walter Benjamin states about
decisive changes in art in the first quarter of
the twentieth century and makes an attempt to
analyze root causes of such changes, the basis of
which he sees in the production technique and the
area of development of productive capacities [1,
206]. Such changes in the economic relations
resulted in the modifications in “a work of art
and consumer” paradigm, which has led to the
loss of sacrality of the work and to the loss of the
aura of art — this unprecedented sense of beauty.
The sense of beauty, in other words the aesthetics
of art, is the complex construct of ideological
constants and views, which become a basis of
the social relationships aimed at the satisfaction
of a man’s spiritual needs. With the invention of
the means of reproduction and replication of the
original work — photography, cinematography,
and printing — a sense of individuality of the
creative process has experienced depreciation.
With the emergence of the photography and
the possibility of accurate display of reality by
uncreative mechanical means, the depictive
function of the art is lost, and the art itself is
called into question. The place of sacrality of
the individual art is taken by the mass reception
with socially conditioned grounds becoming its
basis as opposed to the aesthetic imagery. The
disappearance of the image aesthetics paves the
way for any ideological content of an art form.

To substantiate this premise, it is possible to
give an example of the use of the avant-garde
in the promotion of the Bolshevik ideas of a
period of the Russian Revolution, 1917-1921.
A comparative analysis of the works of art of
this period is indicative of the difference between
the Russian and the Ukrainian avant-garde — the
Russian avantgarde is filled with the political
problematique of aestheticism, and the Ukrainian
avant-garde is filled with the aesthetics of folk
traditions. The Russian revolutionary avant-garde
is characterized by the dominance of the work
technique dictated by a political sense, which
appears as the revolutionary theory of art — art
for the masses. A place of sacral basis of the art
is taken by the policy. This results in the changes
of the depictive function of the art. Nevertheless,
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a contradiction between the development of
contemporary art forms, socioeconomic and
scientific, and technological progress of society
does not arise — the art is developing according to
the specific aesthetic principle in which capacity
the avant-garde has appeared.

Historical periodization of the art separates
a number of typical periods from the primitive
state to the modern times. An epoch of sacral art
inherent in the Middle Ages is replaced by an
epoch of the autonomous art of bourgeois society
with its aesthetics of perception and separation
from the sphere of sacral. The avant-garde
demonstrates movement to the new art from a
period of autonomy to the mass character with its
novelty of technique and content of representation
of the interior reception, which becomes a
dictatorship of the performer. According to the
genre of market economy, wherein the avant-
garde has manifested itself, it acts as a creator of
the peculiar demand, which in future will satisfy
the new art — the art deprived of the energy of
the spirit through the generalization of the form
and content, and the perception. But despite the
fact that the avant-garde acts as a disgust at the
norm, it is not an exception, but rather a part of
relations in the art and society dichotomy as a
social phenomenon in the spiritual sphere, which
corresponds to the logic of development of
bourgeois society.

As a social subsystem, the art also shows a
trend towards the preservation of place and its role
in society competing with other subsystems. In
the Ukrainian Art History, Maryna Yur proposed
a theory of conventional model of art being
based on the principle of an artist’s “conditional
agreement” with the Leading Art Trend during
each historical period, which does not link this
principle only to one method and a theory of the
author’s painting model being initiated by the
first drawings and hieroglyphs. The universality
and functioning of the models are based on the
transcendent values and transitive mechanisms,
mutual influences and interconnections. The
prevailing of one of the models does not oppose
the coexistence with the other ones within
the limits of certain period, and their signs
can be manifested in different phenomena or
creativity of the artists [15]. Let us supplement
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this premise. Moreover, the coexistence of
models can result in their combining as it has
happened with cardinally different trends of the
world avant-garde — Futurism and Cubism on
the basis of which the Cubo-Futurism emerges.
The Ukrainian Cubo-Futurism creates own deep
concept of painting space saturated with pure
emotions, impressions, which include in the
process of creation of the artistic reality not only
the artist’s personality, but the spectator himself
continuing the perception and understanding of
the work infinitely [11, 40].

The origin of the avant-garde may be a
reflection on changes in the economic subsystems
of society based on a division of labour wherein
an artist transforms into a technician, but not a
creator. A development of the whole system of
social relations, including in the sphere of arts,
takes place on the basis of mutual influence of
social subsystems. General tendency towards
separation of social subsystems with their
specialization builds up an objective picture of
the development of art of late nineteenth and early
twentieth century. The detachment, specialization
and a break with society, the protest constitute the
basis of the avant-garde works. The avant-garde
artists direct gained aesthetic experience to life
practice and create conditions for the emergence
of new life and art.

Natalia Stoliarchuk proposes to consider
the avant-garde in the art as the historical
specific and transhistorical phenomenon in the
development of artistic culture. With regard to
the avant-garde characteristic as the historical
specific phenomenon, then any artistic epoch has
own avant-garde represented by these artists who
were the forerunners of the new styles, trends and
schools. Impressionism having opened quite new
ways of an artistic vision of the world, founds
out its life in visually changing world, was the
avant-garde from the middle and to the end of
the nineteenth century. The Renaissance opening
of linear or air prospect was a job done by the
vanguard of the Renaissance culture, which
opened a space for the development of Realism.
Regardless of the chronological belonging of this
art trends and schools to their time, they were
considerably ahead of their time extrapolating
their works to the future. From this viewpoint,
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the avant-garde works are always topical, they
coexist in the time with any historical specific
avant-garde “waves” wherein their transhistorical
nature is manifested [11, 134].

Conclusions: the formation of hermeneutic
model of Ukrainian avant-garde painting art is
based on the research of sources and structural
analysis of the artistic process in its historical
specific conditions of development. The avant-
garde of the first third of the twentieth century
was a legitimate embodiment of extremely
turbulent creative impulse in different forms of
art, which became the basis for a change of the
aesthetic world outlook. The emergence of the
avant-garde is a phenomenon of self-criticism,
novelty and acts as a projection to the historical
movement of art through the development of
society. The emergence of the avant-garde is a
creative reflection on changes in the economic
subsystems of society based on a division of
labour. The hermeneutic model of the avant-
garde art is based on its function and depends on
the integration and specific historical and cultural
conditions of being with the narratives of the
author and the work itself.

The avant-garde work does not act as anything
anti-social being a component of the social whole
and the society as a whole. The detachment,
specialization and a break with society, the
protest constitute the basis of the avant-garde
works. The avant-garde artists direct gained
aesthetic experience to life practice and create
conditions for the emergence of new life and art.
The sources of the avant-garde have an objective
origin since the ideological content represents
not only certain social relationships in their unity
and struggle of opposites, but constitute a part
of the social whole. A work of art is examined
in the dialectics of development both the art
and society in order to determine the new social
functions in the conditions of changes in social
relationships. The emergence of the avant-garde
is underpinned by a creative protest against the
unjust nature of the social relationships in the
society and an attempt to affirm the new ideal of
justice through the destruction of tradition, which
allows to interpret works of the avant-garde art
as a narrative scheme in which the ideological
ideas and social expectations differ from and do

not match a real social function. In the process
of development of the avant-garde, there takes
place a movement from the reception to an
objective reality and the service function of art to
the art creator with his own idea of the world and
its values resulting in a change in the institution
of art itself. The art gains new social response,
and a work of art is taken proceeding from the
objective conditions, which define its intention
and determine its social function.

The contradictions between the traditional
ways of artistic reflection and the new artistic
means of figurative creation to which the avant-
garde trends belong constitute the basis of the
new art aesthetics. The avant-garde appears as a
new aesthetic category against the background
of historical events of human development,
as a tool for developing an aesthetic code and
psychic structure. With the change of historical
conditions, the avant-garde is either modified as
an abstract category or begins to belong to the
category of historical ones.

This confirms an interconnection of the
category of art in its broadest sense and meaning
with the reality of historical process of the
development of the artistic creativity.

The avant-garde constitutes a phenomenon
of art expressed in the category of aestheticism.
A desire for the break with the artistic tradition,
well-established imaginative system and means
of expressiveness does not mean total novelty
and innovation. The peculiarity of Ukrainian
Futurism lies in a search for artistic methods
and techniques of figurative expression in the
primary sources of the art itself. The avant-garde
abolished the unified style and canon, and made
the category of the artistic method a universal,
universal artistic category, which opened the
anthropological infinity of the world of art in its
nonsocial meaning. In the course of time, such
artistic method becomes the general category,
there appears a link of the method with the
imagination and the principle of alienation from
reality. The alienation becomes the dominant
artistic technique. The avant-garde does not select
certain artistic methods for creation of images
according to any style, but uses them as the
methods of imaginative, empathic representation
of 'a man’s creative potency. The artistic methods
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become the dominant in the representation of a
form of the work, but not its content.

The abstract categories of the avant-garde
aesthetics have all the fullness of meaning only
in these conditions, the product of which they
are. Nonlinear development of art proposes a
study of the specific historical conditions of the
emergence of the avant-garde art. The artistic
and aesthetic foundations of Ukrainian artistic
avant-garde have formed as a process of gradual
synthesis of the advanced ideas of the European
aesthetics with the elements of national culture.
Ukrainian artists have creatively reevaluated
the aesthetic concepts of the European avant-
garde movements and created the new avant-
garde movements of Ukrainian art to which
belong Cubo-Futurism, Suprematism, and
Cubism in sculpture. The movement, dynamics,

rhythm, colour, form, and cubistic plastics
acquire specific interpreting in the aesthetics of
Ukrainian avant-garde.

The place of sacrality of the individual art
is taken by the mass reception, with socially
conditioned grounds becoming its basis as
opposed to the aesthetic imagery. Disappearance
of the image aesthetics paves the way for any
ideological content of an art form. The avant-
garde demonstrates movement to the new art
from a period of autonomy to the mass character
with its novelty of technique and content of
representation of the interior reception. The
avant-garde acts as an integral part of the
relationship in the art and society dichotomy, as a
social phenomenon in the spiritual sphere, which
corresponds to the logic of the development of
society.
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BHYTPIIIHA MOTUBAIIISA OCOBUCTOCTI
A0 HI3BHAHHA MUCTEITBA

OoHiero 3 HaUOIIbW BANCTUBUX MEM ) MUCTNEYTNBO3HABCMET 3ANUMAEMbC NPOOIEMAMUKA, WO CIOCYEMbCS
Momusayii 10OUHY 00 NIZHAHHS MUCMEYMEA MA MOANCIUBOCTN 3A0X0UYEAMU YU GUKIUKAMU OANCANHS OOTYUAMUCD
00 Ni3HAHHA Mucmeymea wupokoi ayoumopii ciyxauie. Cyuacre inghopmayitine Cycninbcmeo 0ae MONCIUBICID
NpoaHAanizyeamu, HACKiIbKY NOMYIUCHO PO3GUHEHA cUCmeMa Ni3HAHHA Y chepi mucmeymeosnascmaad. Basciusum
3AMUMAEMBCA NUMAHHA CIMOCOBHO MUCMEYMBO3HAGUUX NPAKIMUK MA IXHbO20 6NIUEY HA PO3GUMOK eMOYIUHO020,
iHMeNeKmyanbHO20 Mma Meopy020 NOMEHYIALY 0COOUCTOCTI.

Jocnioxcenv 3a3HaueHoi npooiemMamuky Cmoco8HO SHYMPIWHbOI MOMUBAYIT CYYACHOI TOOUHU OO Ni3HAHHS
Mucmeymea 8 HayKo8OMy Nofi He 00Cumv. 30e0i1bui020 ye cmocyemvcs O0CTI0NCEHD, KL MAMb CHOCYHOK 00
Momusayii ¢ nedazo2iunill eany3i niod Yac HAGYAHHA WKOAAPIE uu cmyOdeHmis. Y eany3i nedazoziku npooiemorn mo-
muegayii satimanuce b. [Jooonos, A. Konom, C . Cepikos. [Ipome wo cmocyemuvcsa momusayii mupoxoi ayoumopii
maxux 00caioxcers opaxye. Le i 3ymoeuno 30iicHumu auaniz i O0CTONCeHHA 3A3HAUEHOT meMuU, UABUMU (PAKMO-
DU, WO BNIUBAIOMb HA GHYMPIWHIO MOMUBAYIIO TIOOUHU 00 NI3HAHHA MUCTeYmad, NPOAHANi3y8amu pe3ynomamu
Nnpo6edeH020 ONUMYBANHA HA NPeoMent MOo2o, WO CHOHYKANO YUACHUKIE OOTYYAMUCL 00 MUCMEYbKUX 3aX00i8 ma
giocmedicumy HacAioKu NIy MUCMeybKUx 3HAHb.

IIposedene onumysanns 50 yuacHuxie Ha npeomem GU3HAYEHHA MOMUBAYIUHO20 CKIAOHUKA NI3HAHHA Mucme-
ymea. Ilpoananizoeana npuxiadra YyiHHIiCms MUCEYbKUX 3HAHb 0I5 WUpoKoi ayoumopii. [locniodceni meopii, ujo
30amMHI BNAUBANU HA POPMYBAHHA BHYMPIUWHLOT MOMUBAYTT THOOUHU 0O NI3HAHHSA MUCTEYMEA.

Dopmy8aHHA HYMPIUHLOI MOMUBAYIT 00 NISHAHHA MUCTNEYMBA 3ANeHCUND 810 PIZHUX YUHHUKIG, ceped 2010-
GHUX — HAAGHICMb NepedyMO8U Y (POpMYSanti inmepecy, poO3yMiHHA KOPUCHOCI MA NPAKMUYHO20 3ACMOCYBAHMHS
MUCTHEYbKUX 3HAHb HE3ANENHCHO 8i0 8udy i Gaxy OisnvHocmi 1o0uru. Takoxc 8axciusum Gaxkmopom 0t niosu-
WeHHss MOMUBAYIi € 0OTPYHMYBAHHS SHAUYUWOCT MUCMEYLKUX 3HAHD K IHCIPYMEHNY PO3GUMK) 0cobucmocmi ma
MOHCIUBOCNT NepeBedeHHs. TIOUHU 13 0eiyumapHo2o Cmawy 6 pecypCHuUll.

Knrouoei cnosa: nisnanms mucmeymeda, enympimﬁﬂ Momueaui;l, ocsima, PO36UNIOK Mucmeymneom, 6njiue,
Mucmeum603Haelti NpakKmuKu.

Yuliya Tarasenko. INTERNAL MOTIVATION OF THE INDIVIDUAL TO LEARN ABOUT
ART

One of the most important topics in art history remains the issue of motivating people to learn about art and
the ability to encourage or arouse the desire to join the knowledge of art to a wide audience. Today's information
society provides an opportunity to analyze how powerful the system of knowledge in the field of art history is. The
question of art practices and their impact on the development of emotional, intellectual and creative potential of the
individual remains important.

There is insufficient research on this issue in relation to the internal motivation of modern man to learn about
art in the scientific field. This is mostly the case for research related to motivation in the pedagogical field in the
teaching of schoolchildren or students. In the field of pedagogy, the problem of motivation was dealt with by B.
Dodonov, A. Kolot, S. Serikov. However, in terms of motivating a wide audience, such research is lacking. This led
to the analysis and research of this topic, to identify factors influencing the intrinsic motivation of people to learn
about art, to analyze the results of the survey on what motivated participants to participate in artistic activities and
track the effects of artistic knowledge.

A survey of 50 participants was conducted to determine the motivational component of learning about art. The
applied value of artistic knowledge for a wide audience is analyzed. Theories that can influence the formation of a
person’s internal motivation to learn about art have been studied.

The formation of intrinsic motivation to learn about art depends on various factors, among the main —the presence
of a prerequisite for the formation of interest, understanding of the usefulness and practical application of artistic
knowledge, regardless of type or profession. Also, an important factor for increasing motivation is to substantiate
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the importance of artistic knowledge as a tool for personal development and the possibility of transferring a person

from a deficient state to a resource state.

Key words: knowledge of art, intrinsic motivation, education, development by art, influence, art criticism

practices.

3a3HaueHy NpoOIeMaTUKY 100 MOTHBALI Y
pa3i BUBYCHHS MUCTEITBA BAYKIMBO MOYMHATH 3
nuTadb: «JlJIsi 40ro MUCTEUTBO 1 B YOMY HOTO
HAaOYHAa KOPHUCTH?», «SIK (HhaKTUYHO BOHO JOTIO-
Marae B JKUTTI?», «Jlis 9oro BUTpayatu yac Ta
cun?», « IKUM YHHOM BOHO PO3BUBAE JIIOAUHY 7»
BinmoBigli Ha 1i MHUTaHHA PO3KPUBAIOTH TOM
CKJIQJIHUK MHUCTEITBA, 10 MPOOYIKY€E B JIFOAHMHI
BHYTPIIIHIO MOTHBALIIO0 TOTOPKHYTHUCS IO CBITY
MPEKPACHOTO. 3a3Ha4YeHl MUTAHHS HAlleXkKaTh 10
TEMH, sIKa € IOCUTh TOHKOIO 1 CKJIaJHOI0, aJIKE 1S
CTOCYEThCS KYJIBTYPHOTO Ta JYyXOBHOTO acIeK-
TIB JIOACHKOrO XKUTTA. OCKIJIBKH CBIT ITOCTIMHO
3MIHIOETHCS, 3 SIBISIOTHCSA HOBI HAyKH, TEXHOJIO-
rii, 0 BiAKPUBAIOTh MOXKIIMBICTh HOBHUX JOCII-
JOKEHb, IIJIKOM JIOT14HO, 1[0 BHHHMKA€E MOTpeda
neperisgaTd MUTaHHS 3HAYYLIOCTI Ta KOPHUCTI
MUCTEITBA JIJIsl CY4aCHOT JIFOIMHH.

Te, mo0 MHUCTEUTBO y CYCHUIBCTBI MOCIIAE
BXJIMBE MICIIE T4 Ma€ KOPUCTh IJIsl JIIOIWHH,
e 3posymMina akcioma. TeopeTuyHO mHOTpeOH
Cy4acHOi JIOMMHU B OOpPa30TBOPUOMY MHUCTE-
LTBI 3aJHIIAIOTHECS HE3MIHHUMH, CEpell ToJIo-
BHUX — XYIOKHBO-€CTETUYHHI PO3BHUTOK, (op-
MYBaHHSl KyJIbTYpHUX LIHHOCTEH OCOOUCTOCTI
Ta croci0 mi3HaHHA cBiTy. OIHAK 1110 CTOCY€ETHCS
(akTHUHOI cUTYyallii y cydyacHOMY YKpaiHCBKOMY
CYCIIJBCTBI, TO KUIBKICTh OXOYHX JONy4YaTHCh
70 Ti3HAHHS MHCTEITBA HE3HAYHA Ta 4Yepru
70 My3€iB HE 3pOCTar0Th. TaKOX 3aJHIIAETHCS
HU3bKa JWHAMIKa [I0J0 IHTerpaii MUCTEIbKUX
OCBITHIX IPOrpaM JI0 IIHUPOKOI OCBITHBOI rajry3i.
Li Ta iHmi QakTopu BKa3ylOTh Ha HU3bKY 3alli-
KaBJICHICTh Ta BIACYTHICTh MOTHBAIIIi TTi3HABATH
ICTOpPi0 00Pa30TBOPUOTrO MHUCTENTBA HIMPOKOIO
ayauTopiero Jroned. Takok y HayKOBOMY MO
BIJI3HAYAETHCA HENOCTATHS KUIBKICTh JOCIHI-
JDKeHb 3 TPUBOJY MUCTENTBA SK 1HCTPYMEHTY
PO3BUTKY JIJISl CY4aCHOT JIFOIMHH.

Poszropratoun 1m0 mnpoOIeMaTvKy, BajKIUBO
IoYaTH 3 IUTAHHS MMCTCLBKOI OCBITH, fKa €
BXJIMBOIO  KYJIBTYPOTBOpUOIO Trany33to. lle
raiysb, mo (pyHKIIOHY€E 7S HaBYaHHS JIONEH,
SIK1 BUOpAIM MUISIX MUCTENBKOTO Mi3HAHHS, TUM

CaMUM II€ CBIIYUTH MPO HASIBHICTh Y HUX MEBHOI
BHYTpilIHKOI MoTHBamii. lle o4eBHAHO, OmHAK
SKUM YMHOM Y JIIOAWHHU 1HIIOI mpodecii Ta 6e3
noTpedu B TBOPUYOMY CAMOBHUPAKEHHI MOXKE
BUHUKHYTH MOTHUBAIlil JOTYYUTHCH [0 TMi3-
HaHHA MHUCTENTBA. Tak, y CyCHUJIbCTBI CKIaIOCh
CTEPEOTHUITHE BIJHOIICHHS /0 MMCTEITBO3HAB-
40l OCBITH fIK J0 TaKoi, 110 MpU3HAYEHa JIMIIE
JUIs TBOpUHUX Jrofeil abo (haxoBO 3yMOBIICHUX.
A ToMy A1 OUTBLIOCTI JTFO/IEH MHUCTEIIbKA OCBITa
3aJIMIIAETHCS CTOSITU OCTOPOHb, @ Pa30M 13 TUM 1
MOJKJIMBICTh BUKOPUCTATH MUCTEITBO SIK IHCTPY-
MEHT J1€BOTO PO3BUTKY.

AKTYyaJIbHICTh [IbOTO MHUTAHHS TAKOX MOCTAE
B IIPOIIECI PO3TOPHYTOI i/HKUTANI3AIIIT, 10 TIPO-
POKy€ BUTICHEHHS MEBHUX CIIELIaJIbHOCTEH.
HaromicTh ciocTepiraeTbcsi TEHSHIIIs 10 3poc-
TaHH 3aMuTy (axiBILiB 13 TBOPYMMHU HABUUKAMHU
Ta OararopyHKIIOHAJIBHICTIO. TOMy NHMTaHHS
MUCTELBKOI OCBITH ISl IIMPOKOTO KOJIA JHOJEH
y CydacHOMY CBITI ITOCTa€ BCe OLUIbIINE aKTyallb-
HUM. Lle, CBO€IO 4eproro, 3yMOBIIOE OAATKOBO
BUSIBUTH BJIACTMBOCTI 0OpPa30TBOPYOro MHCTE-
ITBA, SKI MAalOTh CBii MPHUKJIATHUN XapaKTep Ta
371aTHI MOCHPUATH y (HOPMYBaHHI BHYTPIIIHBOT
MOTHBALli{ ITMPOKOT ayTUTOPIi JTHOIEH.

BinmoBigHO, MOCTa€ MHUTaHHA, K JIIOJUHA
MOXE 3aI[iKaBUTHCh OOpPa30TBOPYMM MHCTeE-
LITBOM, Mi3HATH HOro BIUIMB Ta I[IHHICTH, SKIIO
paHimie iii He 10BeloCh HAOYTH OCOOUCTICHOTO
JIOCBiAy y pasi 3ycTpiui 3 muctenrBoMm. Oco-
OJMBO CKIJIAHO YCBIAOMUTH MPAKTUYHHUNA CKIIA-
HUK MHCTELITBA aylIUTOpIi JIOAeH 3 mparmMaruy-
HUM Ta palliOHAIBHUM CKJIaJIOM MUCJICHHS, THM
naue, 110 MPUKJIaIHI BIACTUBOCTI MUCTEITBA HE
3HAXOJAThCA Ha MOBEpxHi. ToXX TOCHIIKEHHS
MOTHBAIlil Yy IbOMY MHMTaHHI CJiJ PO3MVISIATH 3
PI3HUX TOUYOK 30DYy.

Tepmin «MoTHBamis» (Bi JaT. «mOvVeo»
JIOCIIIBHO — PyXaTH, CIIOHYKATH) — CIIOHYKAaTH J10
Iii, KepyBaTW TOBEIIHKOIO IIONWHU, 3/1aTHICTh
JFOMUHM JISUIBHO 33/10BOJIBHATU CBOI MOTpEOH.
Y HayKOBOMY I0JIi MUTaHHSAM MOTHBALii 3aiiMa-
Jacs BEJNMKAa KUIBKICTh HAyKOBIIIB, 30KpemMa
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B. Bintonac, sikuii BijzHa4uB y cBoil kHu31 «[lcu-
XOJIOTTYHI MEXaHI3MHA MOTUBALIIT JTFOIMHIY» MOTHU-
BAIlil0 SIK CUCTEMY IIPOLIECIB, SIKI BiJIIMOBIIAIOThH
3a CLIOHYKaHHS /10 AisibHOCTI. Cepen 3araabHUX
BU/IIB MOTHUBAL[I] BU3HAYEH] TAKI K. 30BHILIHSA I
BHYTpIIIHSA; NO3UTUBHA W HEraTWBHA; CTilKa i
HEeCTIilKa; MOTHBAIIS «BII» 1 «10» [3].

Takox b. JIonoHOB BUALISE YOTUPU CTPYK-
TYPHI KOMIIOHEHTH MOTHBAIIii:

— 3aJI0BOJICHHS BiJl CaMO1 JisJIbHOCTI;

— BQXKJIUBICTB JUIsI OCOOUCTOCTI Oe3mocepen-
HBOTO pe3yJIbTaTy;

— «MOTHUBYIOY» CUJIA HATOPOJIH 32 JIISUTbHICTH;

— MPUMYCOBHUI TUCK Ha 0COOUCTICTS [6].

Takoxx cepel YMHHHKIB, SKi BIUIMBAIOTH HA
(bopMyBaHHs BHYTPIIIHBOI MOTHBAII1, € IEPBUH-
HUH imMnpunm y nicuxonorii (3 aHmi. imprint —
«B1AOUTOK», «cniay). 3rigHo 3 K. Jlopenmom, 11e
nepiia 3HaKkoBa 3yCTpid JIIOAWHU, SIKY HEMOXK-
auBO 3arnaanTy 3 mam’sTi [ 11, 128]. Ilepiue Bpa-
SKEHHS JIIOIAWHU BiJ 31TKHEHHS 31 CBITOM MUCTE-
LITBA Ma€ 3HAUHY POJIb Y MOJAJIBLIIN B3aEMOIi 3
HUM. IMIIPUHT CTAHOBUTH KOHKPETHO ICHXOJIO-
T'1YHY OCHOBY, IO JIOKAJII3y€ThCS 3aB/SIKU MEBHIM
pediekcii Ta Mae Hajali BIUIMB HA MOTHUBAILIIO.
Takoxx 710 mepeniKy Ba)XJIMBO JAOAATH TaKi YWH-
HUKH, SK: COL[laJIbHE OTOUYEHHS, 3700yTTS OCO-
OUCTICHOTO JIOCBiAY, ICHUXOJOTIYHOTO M eMmo-
LIHHOTO CKJIAMy JIFOAWHH Ta BIUIMB TOMEPEIHIX
MIOKOJIiHb.

Opnak y pasi JOCHIIKEHHS MOTHBAIIil, 10
CTOCYEThCS 3a7Ty4EHHS] 0COOUCTOCTI JI0 Mi3HAHHSA
MUCTEITBA, BH3HAYUTH CYTTEBI MEXaHI3MHU
JIOCUTh CKIagHO. OCKUIBKH 1I€ «YyTTEBa piuy,
sKa PO3rOpHyTa B 4aci Ta Ma€ HEOJHO3HAuHI
Karteropii. 3MICT TOTO, 110 B3arajii 3JaTHE MOTH-
BYBaTH JIIOAUHY, OykBaibHO Oe3mexxHuit. [Ipote
B HAIIIOMY JTOCJIIJDKEHHI MU CIIUPAEMOCH Ha OJTUH
13 MOTHBAIIMHUX €JIEMEHTIB, 4 caMe MOTHBAIIIIO
«ao». Lle akt, mo crnpsMoBaHUN HA OTPUMAHHS
MIEBHOTO 3a/I0BOJICHHS Bij Ti€l uM iHIIOT hopmMu
B3a€MOJII1 3 MUCTEIITBOM.

Hamu Oyno oprani3oBaHO Ta HpPOBEICHO
OCBITHI{ 3axiJ, HA SKOMY YYaCHHMKH OTPHUMAJH
3aMUTAaHHA: SIKe BHYTpIIIHE Oa)KaHHS YU MOTH-
BaIlisl CIIOHYKA€ JIOMY4YaTUCh A0 IMi3HAHHS 1CTO-
pii 06pa3zoTBOpUOro MUCTELTBA? Y3araabHIOIOUN
BHCHOBKH, MA€EMO TaKi BiJIMOBil YYaCHHKIB:

1. 3anOBHUTH OCBITHI IPOTAIHHHU.
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2. I'mubmie 3po3yMiTH OaraToMipHICTH MHC-
TEI[LKOTO TBOPY.

3. 30arayeHHss Ta rapMoOHi3allis BHYTpIiI-
HBOTO CTaHYy.

4. MoxJuBICTh 37100yTH 3HaHHS Ta MEpeaaTu
IX HITSM.

5. IIpoOymxenHs crsunx emoiniid. bakanus
I13HATH L[IKaBe, HOBE.

6. JlocnipkeHHsT BHYTPILNIHBOTO CTaHy Ta
peaxiii Ha MUCTEITBO.

7. Buxin 3 HaBKOJUIIHBOTO CBITY JUIS OTpPU-
MaHHS HaTXHEHHS Ta 3aCIIOKOEHHS.

8. MoxnuBicTh MIATPUMAHHS
Oeciy 3aBISKU OTPUMAHUM 3HAHHSIM.

9. OTpuMaHHS TO3UTUBHUX EMOIIii.

10. ITigcuneHHs BIACHOTO IMITIKY.

VY npofoBKeHHI TMONIYKY MOTHBALI] BasKJIHBO
31MCHUTH NEBHUM aHali3 Cy4acHUX PYXiB, SKi
BiZI0yBalOTHCS B INI0OAJTILHOMY OCBITHBOMY IPO-
ctopi. Tak, y MOCTIHIyCTpiaJlbHy €roXy cyc-
MiIBCTBO BUCYBa€ HOBI BUMOTH MIOAO 1HHOBA-
il B OCBIiTi, a caMe KM YUHOM BOHA CIIPHSIE
PO3BUTKY KpPEaTHMBHOCTI Ta TBOPUOCTi. AKTY-
AJIBHICTH I[HOT'0 MUTAHHS TAKOX ITOCTAE 13 CHUC-
TEMH MpaLeBIaAlITyBaHHA, Yy sKiii 3arpeOyBaHi
¢daxiBIy, M0 MalOTh MMEBHI BMIHHS Ta HABUYKH,
a caMe Taki fSK: caMOCTiiiHe 1 «00’eMHe» Muc-
JICHHS, BMIHHS aHaJI3yBaTd Ta OPIEHTYBAaTUCh
y pi3HOMaHITHIN iH(oOpMaLii, eMOIIMHNI 1HTe-
JeKT, a0CTpakTHE MHUCIIEHHsS, HeCTaHJapTHa
TEXHOJIOT1sl BUPILICHHA MpoOJieM, CTpaTeriuHe
MUCIIEHHsI, BceO1uHicTh. CyuacHIiCTh yce Oiblie
notpedye JoneH, AKi 31aTHI MpUUMaTH PilICHHS
B KpHM30BUX 0OCTaBMHAX, TOOTO II€ JIFOAHU 3 KOT-
HITUBHOIO THYUKICTIO, «IIOJIIMaTH» (Bi IperbKoi
«barato 3aHATHY). lle yHiBepcaibHa JIOAMHA,
abo JIOJMHA PEHECAaHCHOIo THILY, sika (opMmy-
€TbCA Ha KPOC-TUCLHMIUTIHAPHIA yHiBepcallb-
HocTi. Taki Ioau MarTh O0araTOMipHUN PO3yM
Ta HABUYKU «IIEPEeMUKaHH» 3 ofHiel chepu Ha
1HIITY 3aJISKHO BiJ] 3MiH CUTYyaIliil 1 o6cTaBuH. Sk
3a3HauaB Bakac AxmMen, L€ JIFOOM, SKI «3JaTHi
MHUMOBOJII PECTPYKTYpyBaTH CBOi 3HAHHSA B aJaIl-
TUBHIN BIAMOBIJI Ha BUMOTH, IO PaJUKAIBLHO
3MIHIOIOTBCS» [2].

OnHuM 13 e(eKTUBHUX I1HCTPYMEHTIB IS
PO3BHUTKY BHINE3a3HAYCHUX HABUYOK MOXKHA
pPO3MISLAaTH CUCTEMY IPHHLMIIB, 3aco0iB Ta
OpUHAOMIB IMMI3HAHHS, IO BHUKOPUCTOBYIOTHCS
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B MUCTENTBO3HABCTBI. [IIupokwmii cieKTp iHCTpY-
MEHTAapil0 MHUCTELTBO3HABYOI HAyKH Mae€ oOpra-
HIYHO B3a€MOIOB’SI3aHUM KOMIUIEKC OCHOBHHX
KOMIIOHEHTIB, a came: a) MeToau (crmocoow,
NpUAOMH) Ti3HaHHA, 0) NPUHUMOMN (TIpaBHIIA
JOCIIDKCHHS), B) JONOMDKHI 3acoOM JIOCIIi-
JoKeHHs. Tako HaWBa)IMBIIIMMU TpPaBUIIAMHU
Mi3HAHHS € MPUHIUI ICTOPU3MY, CHCTEMHOCTI,
00’€KTUBHOCTI, HACTYITHOCTI, BceOiunoCTi. Came
BUKOPHCTAHHS BHIE3a3HAYCHUX TEOpid y mpo-
1eci Mi3HAHHA MUCTELTBA PO3KPHUBAIOTh MHCTE-
LTBO3HABYY HAYKy SK IHCTPYMEHT BCEOIYHOTO Ta
KpPEaTUBHOTO PO3BUTKY.

30kpeMa, Ha npukiani kapruHu JleoHapno
Ha Binui «bnarosimenns» (1472-1475 pp.)
yYaCHMKaM MpPOIOHYBaBCA BCEOIUHUI pO3IIIsL
3MICTY TBODY, /10 SIKOTO YBIHIIIM PO3IMOBiAL IPO
ocobnuBicTh 100U BinpomkeHnHs Ta ii BUTOKH
3 AHTHYHOCTI, OIOMIHMI CIOKET, TIIyMadeHHSI
CHUMBOIIB, Oiorpadiss MHUTLS, Honepeans aoda
CepennpoBivusi. Po3misimanuch Taki MuUCTe-
LITBO3HABYI MUTAHHA, IK KOMIIO3UI[IHA 3aKOHO-
MIpHICTb Ta CIIBBIAHOIIEHHS (POpMaIbHUX KaTe-
ropiid. BaxuBy yBary npuaijieHo A0CATHEHHSIM
y KOJIOPHCTHIIi, a caMe: CBITJIO-TIHbOBOMY MOJIe-
JIOBaHHI Ta CBITJIO-TIOBITPSHIA IEPCIEKTHUBI.
[IpoBeneHo MOpIBHAJIBHUNA aHai3, SIKUH CTOCY-
€TbCS MPSIMOT 1 3BOPOTHOI NMEPCIEKTUBU Ta 1KO-
HorpadiyHIX 0COONMMBOCTEN 3aXigHOI 1 CXiIHOT
T'UJIKKU XPUCTUSHCBHKOT Bipu. Takok po3misHyTI
NUTaHHA 110710 30epiraHHs KapTUHU B My3el
VYinu Ta npoBeHaHCY.

KpiMm  BumesasHadeHoro, A OUIbII
00’€MHOT0 Ta IMUOMHHOTO CIPUUHATTS MH
Hamarajuch MmoOyayBaTH 3B S30K MIX 3MICTOM
TBOPY Ta (iI0COPCHKMMHU TpakTaramMu 00U
Binpomxenns. Tak, cepen BIIOMHUX Jisi4iB
toro vacy Jlxoanui Iliko [lenna Mipanmgona
(1463—-1494 pp.) BUCIIOBIIOBAaB AYXOBHY CaMo-
cBigomicTh Penecancy y cBoemy Tpakrari «lIpo
TiIHICTB JIoAuHMY. BiH BKiIagae B ycra BeeBui-
HBOTO TaKl CJIOBa, SIKUMHU 3BEpPTAETHCS 10 Iep-
moi Joauan Ha 3emii: «S co3man Tebs cyie-
CTBOM He HEOECHBIM, HO U HE TOJIBKO 3€MHBIM,
HE CMEPTHBIM, HO ¥ He 6€CCMEPTHBIM, YTOOBI ThI
qyKJIbli CTECHEHUs, caM cele crenajics TBOp-
IIOM M CaM BBIKOBAJ OKOHYATEJIbHO CBOI 00pa3.
Tebe naHa BO3MOXKHOCTb MAacTh 1O CTEHEHH
CyIIIECTBA )KUBOTHOTO, HO TAaKXe M BO3MOKHOCTb

MOJHATHCS /IO CTEIEeHU CyIecTBa OOromojo0-
HOTO — HCKJIIOUMTENBHO Onaronapst TBOeH BHY-
TpeHHei Bone» [14, 248]. S crBopus Tebe icTo-
TOI0 He HEOECHOIO, ajie 1 He TIILKH 3€MHOI0, HE
CMEpTHOIO, ajie 1 He Oe3cMepTHOI0, 100 TH 6e3
CTpUMYBaHHS cama cebe 3po0uiia TBOPIIEM 1 cama
BUKapOyBaia OCTaTo4Ho CBiii 0Opa3. ToOi gaHo
MOXJIMBOCTI MACTH JI0 PIBHS 1CTOTU TBapUHHOI,
ajge TaKoX 1 MOXIIMBICTh HIAHSITHCS JO PIBHA
1ICTOTH 60TOMO1IOHOT — BUKIIFOUHO 3aBIISIKU TBOIH
BHYTPIIIHIH BoOMi (nep. ma peo. Tapacenxo).

Takox MiJ yac peTeNbHOro pO3MIsAY JEpeB
Ha kapTuHi JleoHapno Hamu Oynu HamaHi imei
MUCIIUTENIB 11010 OOTPYHTYBaHHS iX 4iTKOi reo-
METPUYHOCTI Ta IITYYHOTO 300paskeHHs. 3BepTa-
IOUUCH JI0 TeopeTHYHOro Tpakrary «lIpo xuBo-
nuc» rymasicra Ta apxirekropa Jleona baricta
AnbOepri, kUil aHaizye (EHOMEH Kpacu, e
CTBEp/XKY€, L0 camMe Kpaca NMPUHOCHTH 3a70-
BOJICHHS OYMMa Ta 32 LI€I0 03HAKOIO JIFOAWHA ¢
posmizHae Ti. Bin 3a3HauaB, 110 JIrOIMHA HE 3a
BJIIACHUM BIIUYyTTSM BHUpI3HsI€E Kpacy, a 3a IeB-
HUMHU PAaliOHATHHAMH BIIACTUBOCTSIMH  IIi€l
Kpacu, ToOTO 11 moTpiOHO yepe3 JIOTIKy Ta reo-
METpII0 PO3MI3HATU 1 COPUHHATH. AJKe cama
peanbHICTh, nHIIe AIbOepTi, HE MICTUThH HISIKOT
KpacH, IPUPO/Ia € MIPEKPACHUM MaTepiajioM, aje
BCce O(GOPMIICHHS BHUXOIUTH 3 O0KECTBEHHOI'O
a0 JIIOJICBKOTO yXY, IKOMY Kpaca €IMHOCYIIHA.
AnpOepTi 3a3Havae, 10 CIPaBKHSA Kpaca MOXK-
JMBA JIMIIE 3aBASKU IMPUCYTHOCTI pO3yMYy, SIKUH
Mi3HA€ MPUHLUIN rapMoHii. 3 OISy Ha 1€ Ipa-
BUJIO MUTEIb 100M BiIpoKeHHS MOJKE CTBOPUTH
Ta BiOOpa)kaTd MpPUPOAY 1€ OLIbII KPacHBOIO
Ta TapMOHINHO, HI)K 116 CTBOPEHO MPHUPOJIOIO.
Tomy nepeBa Ha kaptuni Jla Binui maroTh BIO-
CKOHaJleH1 (hopMH, YiTKi Ta reomeTpuyHi. Takox
¢inocod BBaxkae, mo Kpaca Oe3nOCEeperHbO
CHpPUNMAETHCS JIIOIUHOIO, alie CYMKEHHS Mpo
Kpacy MOXKIIUBE JIMIIE TIEBHUM JIIOISM, Y SKUX €
«BpOIKEHE AyIIl 3HaHHS». BiH Tak camo cTBep-
JOKy€, o ¢opMu Ta (GIrypu MarTh YyloBE Ta
JOBEpIICHE, 110 3/1aTHE MiAiiMaTH AyX 1 Biapasy
BIJIUyBA€THCS JIIOABMHU. ['yMaHICTH TOro dacy
HaMaraiucs BiAPI3HUTH OJIHY JIOAUHY BiJ 1HIIOT
Ta BiJ TBAPUHHOIO caMe yepe3 CTaH po3yMy Ta
3HaHHS BUCOKUX MucTeuts [10].

TakuM 4YHHOM, 3a3HaueHa OaraToMipHICTb
MONISIAIB Ta 3aC001B Mi3HAHHS MHUCTELTBA CTBO-
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PIOIOTH 3aCaju, SIKi 37AaTHI PO3LIMPUTH HOBI yMO-
DIAJHI KOHIENIil Ta chOpMyBaTH KOTHITHBHY
THYYKICTh JIIOOMHH, TOOTO c(OpMyBaTH HOBI
MeTaHaBU4YKu meta-skills (3 aHmI. «skwii BHXO-
JUTh 32 MEXI»), Ta € TPAaHCTPECHBHUMHU, IO B
YMOBaxX Cy4acHOI PeaJbHOCTI CTal0Th yce OLIbII
3arpeOyBani. Takox JTroauHa, ska Bubpaia Gpopmy,
METOIH Ta 3MICT OCBITH B KOHTEKCTI MUCTELBKOI,
Ma€ MOXJIMBICTh (popMyBaTH y coOi HU3KY HaBHU-
qoK sK «soft skillsy, 1mo BIIuBaroTh Ha CTaH Ta
PO3BHUTOK YHIBEpCATbHOT KOMITETEHII].

BaxxnnBo Takok BiJ3HAYWTH, 110 BUBYCHHS
TaKUM YHHOM MHUCTEITBA HAJA€ YYaCHHKAM
MOTHBAIIl HAa BJIACHI O4Yi MOOAYUTH OPHUTIHAIH
KapTHH.

XapakTepusyound 3HaY€HHS TAKOTO MiIXOIy
Ta CIHMPAIOYUCh HAa OTPUMaHI JaHi ONMHUTYBAaHb,
Ma€eEMO MOXJIMBICTh PO3IIUPUTH apTyMEHTH,
0 37aTHI CIpUATH (OPMYBAHHIO BHYTPIIIHBOT
MOTHUBALT JIFOAWHY JIO IMI3HAHHS MUCTEITBA.

1. Mucnenus

lonoBHe, 3 4oro crmij moyarw, Tak Ie 3 TOTO,
110 MI3HAHHS MUCTELTBA A€ MOMKJIMBOCTI MiJI-
BUIICHHS 1HTENEKTYaJIbHOTO PiBHS OCOOUCTOCTI.
3100yTi 3HaHHS B rajxy3i MHCTELTBA JOMOMara-
I0Th AKTUBYBAaTH TBOPYHI MOTEHI[IaN JIOIUHHU.
Ha nymky /1. CBaaba, 11e Ja€ MOXJIMBOCTI BHXO-
JUTH 32 BCTAHOBJICHI MEXI JIJIsI TONIYKY HEOPIH-
HapHUX Ta aJbTepPHATHUBHHUX pimens [14, 175].
MucTtenpKi 3HAaHHS, OTPUMaHI 3a HAyKOBUMH
METOJaMH, 3[aTHi 3IIHCHUTH 3allyCK HOBOTO
AQHATITUYHOTO MHCIICHHS, a IIe CBOEI YEProOr0
7A€ MOXJIMBOCTI CIPUYMHUTU 3MIHM B KUTTI
ocobucrocrti. Te, K JIIOIMHA KHUBE, 3ACOLIBIIOTO
€ TIPOJIOBXKEHHSAM TOTO, SIK BOHA MIPKY€ Ta SIKY
IHTENIeKTyalIbHy «1Ky» BUOUpAE /Ui CBOTO MHUC-
JeHHs. BUB4arouM MHUCTELTBO, JTIOMUHA HAOyBae
00’eMHOr0 OaycHHS, BOHA IIOYMHAE IOMIiYaTH
pedi, SIKi paHilie TPOXOUIN MOB3 Hel.

Ha mnpaktumi me BinOyBaeThCs, KOMU IS
BUBYAHHS MHUCTEIBKOTO TBOPY BHKOPHUCTOBY-
€ThCSI TMPUHIUN YCEOIYHOCTI, a came MO
4yepe3 ICTOPUYHUM KOHTEKCT, Kpi3b MpPU3MY
(b110cOPCHKOTO OCMUCIIEHHS, PO3KPHUTTS CUM-
BOJIIYHUX KOJIB, MOCHIIKEHHS OlorpadiuHux
JaHUX MUTIHS, 3IIACHIOETBCS TOPIBHSIBHUI
aHaNi3, BU3HAYCHHS CTHIIO Ta TOMISAI Kpi3b
MPU3MY XPOHOJOTIYHOTO PO3BUTKY MHCTEITBA.
BaxiMBUM €1€MEHTOM Y Mi3HaHHI MHCTELTBA €
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CHIBCTABJICHHS Ta TOPIBHSIHHS B OJJHOMY XY/I0XK-
HBOMY CTWJI1 PI3HUX BUJIB MHUCTEIUTB, TAKUX SIK:
JKUBOITUC, apXITEKTypa, CKYJbITypa, My3HUKa Ta
miteparypa. Lle no3Boisie 3BHuaiiHIM JTIOMMHI
cKjacTu Ounbil 00’€MHY YSIBY HpPO CBIT MHC-
TEITBA, a TAKOX 3aCBOITH 1H(OpMAIIO OLIBII
iTicHo. Bee 1ie 1ae MOXKITUBICTh MPAKTUKYBATH
IpOIECH Mi3HAHHS 3 MOJAJIBIIMM 3aCTOCYBaH-
HAM B iHIIMX cepax xutts. Pokyc 30py po3-
HINPIOETHCS, JIFOANHA TOYNHAE TOMIYaTH OiIbIIIe
Ta OMpaIbOBYBaTH OibILI 00CATH Bi3yaJbHOI Ta
1HTeNneKTyaIbHOi iH(opMmarii.

JUis BUpILIEHHST KPU30BUX CUTYallil JIFOAUHA
Mae IUpoKe 1H(GOpMaTUBHE 10JIe, Y SKOMY BOHA
3IaTHA BiAIIyKaTH HOBI i€l Ta crparerii. Buxko-
PHUCTOBYIOYM MUCTELTBO3HABYI METO/H, JIFOANHA
Ma€ MOKJIMBICTh HaTPEHYBaTU CBill CTWUJIb MHC-
JIeHHs Ta MoOyayBaTu HOBI anroputMu. Ilorsng
3 PI3HUX KYTIB 30pY Ja€ MOXJIMBOCTI BUOpaTH
ONTUMAJIbHI PILICHHS 3 ypaxyBaHHSAM PI3HUX
KOHTEKCTIB, a caMe: JIOKaJIbHOTO Ta II100aJIbHOro
30py, JOBFOCTPOKOBOT NEPCHEKTUBH, pallioHalb-
HOCTI ¥ €eMOLIHHOCTI, MOMISAA Y XPOHOJIOriy-
HOMY pO3pi3i Ta 3 TOUKU 30pY BHYTPILIHBOTO Ta
30BHIITHHOTO CHOTVISIAAHHS HA CUTYAIlil.

2. AJanTUBHICTD

EdexkTuBHICT, TIONMHU BHU3HAYAETHCS HE
aume ii MMOOKUMM TMi3HAHHSMHU Y BY3bKOMY
CHeKTpl creuianizamii, a MmUpoTow ii Kpy-
ro3opy, skuMm BoHa Bojoxie. Lle 3a3Hadae i
Tersina YepniriBebka [16], BKka3ytoun Ha Te, 1110
HEHpPOHHI Mepexi B JTIOIUHH (POPMYIOThCS MiA
pi3HI 3aBIaHHS, SKI CTOATH Hepen Hew. Takum
YMHOM, YUM CKJIAJHIIIE CTBOPEHAa HEWPOHHA
Mepexa JIIOAWHU, TUM €(QEeKTHBHILI pPIlICHHS
BOHA 3/IaTHA 3HAXOIUTH, OCOOJIMBO KOJIU TMEpen
HEI0 CTOITh Mpo0OJeMa 3 BIIKPUTUM PIIICHHSM.
3a Tteopiero YepHIriBCbKOI, JIONWHI 3 BY3BKO-
HAMPABICHOIO CIEIiai3ali€l0 CKIaJHO 3HANTH
aJbTepHATUBHI PIIIEHHS, OCKUIBKA aKTUBHUMH
3aJMIIAIOTHCA T1 BUAM HEHPOHHHUX MEPEX, IO
BIJIMOB1IAOTH 11 By3bKiii crieniamnizaiii. [TisHanHs
MUCTELTBA JONOMArae JIOAUHI alalTyBaTUCh Y
CBITI, y SIKOMY aKTHBHO PO3TOPTA€THCS MPOLEC
mimpkuTamizanii Ta aromarm3anii. et mpomec
HE OMUHE CKOPOUEHHSI IEBHUX POOOYUX MICIlb Ta
¢axiBLiB 6€3 JOCUTh PO3BUHEHOTO TBOPYOIO Ta
eMoLiitHoro norenuiany. Po3BuBaioun KpuTuyHe
MUCJICHHSI 32 JOIIOMOTOI0 MHCTELTBA, JIIOIUHA
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3[aTHA aJaNnTyBaTHCh J0 HOBUX BHUMOI' PHUHKY
IpaLi Ta PO3LUPUTH CBOT pO3yMOBI 31IOHOCTI.
3.TlononaHHs «IPOCTOPOBOTO MPOBIHIIATIZMY»

VY cBoiii nekuii ¢inocod Onexcannp Pino-
HEeHKo nocuiases Ha ece FOpis LlleBenboBa, sikuit
BKa3zyBaB Ha «rpixu» Ykpainu. Tak, lO. Illese-
JbOB Tepe/piKaB, L0 TOJOBHUH «IpiX» Micist
Jpyroi cBiTOBOi BiliHU OyJe «IPOCTOPOBHI MPO-
BiHIIaMi3M». 3 yacoM YKpaiHa mojonaia ioro,
MPOTE 3aJMIIMIOCH MOJONATH «XPOHOJIOTTUHUI
NpOBIHIIIANI3MY», SKUH, Ha JIyMKy Qinocoda,
nponorxkye Hapoctatu. Jami O. ®PinoHEHKO
YTOYHIOE TEPMIH 1 3HAYEHHS «XPOHOJIOIiY-
HOCTI» B KOHTEKCTI cy4yacHOCTi. BiH 3a3Hauae,
IO CKJIQJHA ICTOPisl MONEPEAHIX MOKOJIiHb HION
YCKIIQJIHIOE KUTTA cydacHiil jmroqumni. [ Baxko
BU3HAUUTH Ta YCBIJIOMUTH, SKUH came ICTO-
PUYHUI TOCBiI BOHA MOXKE€ BUKOPUCTATH, 1100
«3BECTH paXyHKW» 3 peaJIbHUM KUTTIM. JltonuHa
HIOM Bi4yBa€ «IEPEBAHTAXKCHICTH» CKIIATHUM
ICTOPUYHMM MUHYJIUM, Y TOMY pasi i KyJabTyp-
HuM. Tomy 100 J0IAaTKOBO HE YCKIIAQIHIOBATH
CBOE€ XKHTTS, BOHA IPUIMAE PIlLICHHS BiIMEXKYyBa-
TUCH BiJl IOCBily MHHYJUX MOKOJiHb, OCKLIBKH
B HEi 1 TaK JJOCUTh 3HaHb, YMiHb 1 PECYPCIB, 00
JI0JIaTH BCl BUKJIMKHU Cy4acHOTO KUTTS OJMH Ha
omuH. [Ipore Takuit miaxig, Ha gymky O. @ino-
HEHKa, HE Ja€ MOXJIMBOCTI MOAOJIATH «XPOHOJIO-
riYHUAN poBiHIiani3M». KoxkHe HOBE MOKOTIHHS
BCE BYXY€ i By)XYe MHUCIUTH Ta BCE MEHIIE
0a4nTh HEOOX1THOCTI OB’ I3yBaTH CBOIO JIOJIO i
PEANIbHICTD KUTTS 3 ICTOPUYHUM Ta KYJIBTYPHUM
JOCBIZIOM TIOMEPEHIX TMOKOJiHb. DIiTOHEHKO
MIOPIBHIOE II€ 3 «PIOK3AKOMY, SIKMH Ba)KKO HECTH
il TOJIOBHE HEMAa€ PO3yMiHHS, 1110 3 HHOTO Tpeda
Opatu ii 1uis yoro [16].

Tak, BUBUAIOYM 1CTOPII0 MHCTEIITBA, JIIOAHMHA
yepe3 JIOCBiA MHHYJOIO aKTUBYE IOHATTS
BITYM3HSHOI Ta CBITOBOI 1CTOpIi, JIFOACHKOI Tif-
HOCTI Ta KyJIbTypHHUX LiHHOCTeH. Yepes 3aHy-
PEHHS 10 MUCTELTBA JIIOAMHA MAE 3MOTY BiAUyTH
BCE PO3MAITTA JIFOICHKOTO JOCBIY Ta KYJIbTYyp-
HOI CHIaJIIMHU ¥ YCBIIOMHTH, IO 4ac 3pOOUTH
1 11 yactunHoto ictopii. CydacHi moaii CkiIaaHO
3pO3yMITH, SIKIIIO BOHH BiApi3aHi BiJ COLIOKYb-
TYPHOTO Ta ICTOPHUYHOTO KOHTEKCTY W 3B’S3KY.
CkJaiHO TOJI0MIATH JTIOJCHKUHM «XPOHOIOTTYHHMA
MIPOBIHINANTI3MY, SKIIO HE BiICTEXKYBaTH, SKHUM
YMHOM pPO3BHBAJach 1CTOPisi 0OpPa30TBOPUOIO

MUCTENTBA Y CEpeIuH] IIe OUIBIIOTr0 r1odab-
HOTO MPOCTOPY, Y SIKOMY BOHA iCHYE.

Takox 13 MUTAHHSAM TJI00ANTBHOTO BIAUYTTS
IPOCTOPY MOB’si3aHa 1€ O/IHA Te3a, SIKY BUCIIOB-
JIO€ YKpaiHChkuil icropuk SlpocnaB ['pumak y
kHu3l «llomonmarn muHyne: mio0OanbHA iCTOPIA
VYkpaiau». A came B XX cTouiTTi Oynu sigepw,
AKI TpUMany 00adbHI PIIICHHS, MHCIHIN
cebe BcepenuHi mobanpHOI ictopii. S. I'pumax
BKazye npukiazn Y. Yepuiss, KUl po3yMmiB, 1110
BIIMCAaHUN B ICTOPiI0 CBO€i KpaiHW Ha piBHI 3
nonepeanukoM ['erpixom VIII Ta iHmmmu Bigo-
MHUMH IPABUTENSAMH, 1 IO BiH TPUMA€E 3BIT HE
TUIBKM TIepell CBOIMM TpoMajsiHaMm, a W mepen
icTopi€ro B3araii. I'puiiak BHKa3aB CBO€ CHOCTe-
piranHs, Mo CBIT m100amizye MUCICHHS JIIOYUX
0Ci0, «IIpoBiHIIANI3YETHCAY. | 11 ICTOPUK BBaXKa€e
napagoKCoM, OCKIUJIbKHM 3a MOTY>KHOTO iH(popMa-
[IHHOTO Ta TEXHOJOTIYHOTO PO3BUTKY IUBIJIi-
3anii JIIoW MOBUHHI OyTH Bce Olniblie OCBiYEH,
3 HIMPOKUM KpPyro3opoMm, ITTMOOKO JWBUTHCS B
icTopito, mpote 11e He Tak. Ha foro mymky, Bi-
OyBa€eThCsl 3rypTOBAHICTH JIOAEH, Y TOMY YHCII
Cy4YacHUX JIiZIepiB, KI MPUIMAIOTh PIlICHHS Ta
HECYTh BIJIOBIIANBHICTh 32 BEIUKY KUIbKICThH
monen [5].

Lleit mapaoKC CTOCYETbCS M 1HIINUX MUTAHb:
M JIIOIUHA MOXKE SIKICHO POOHMTH «MaJIeHbKY»
CIpaBy, SKIIO BOHA HE PO3ILUPIOE BJIACHI 1HTE-
JeKTyalbHl Ta KyJIbTYypHI Mexi. | ams dgoro
JIIONMHI T100aI5HO JUBUTHCH HA CBIT, AKIIIO BOHA
3aliMa€eTHCS JIOKAJIBHOIO CIIPABOIO.

BignoBigarn Ha 11l MUTAaHHS MOXHA PI3HUM
yuHOM. OJHAK IO CTOCY€ThCS PO3BUTKY IJIO-
0aTbHOrO MUCIICHHS, TOPEYHO TOPIBHSITH MPOIIEC
Mi3HAHHS MUCTELTBA 3 «PO3UMHEHUMH JBEPUMA),
yepes sKi JII0AMHA MOXEe YBIWTH Ta IMi3HATH IJIO-
OanbHy ICTOPIIO B MPOCTOpi, y Haci Ta y (opmi.
Mucrenbka 00pa30TBOPYICTh Ma€ TEBHI BIACTHU-
BOCTI, 3aBJISIKU SIKUM JIFOJIMHI JICTTIIC YBIUTH Y CBIT
TaKUX CyMaHITapHUX HaykK, K: icTtopid, (inoco-
¢is, miTeparypa, ICUXOJIOTis, PEIiris, a i€ CBOEIO
Yeprolo J1a€ MOXKJIMBOCTI CKJIACTH TPABUIIbHUM
Ha0ip 00aTFHUX LIHHOCTEH.

4. Po3BuTok emmarii

MucrenTBo dyepe3 o0Opasu, CIOKETU BYUTh
JIOAUHY B3a€MOPO3YMIHHS, BIIUyBaTu CTaH
1HIIOT JIFOIMHU, TOJIEPAHTHOCTI Ta BiJICTEKYBaTH
BHYTpilHIA cran. Konu 31ilCHIOETbCS TIpOIIEeC
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Bi3yaJIbHOI aTpuOyIii TBOPY y KOHTEKCTi 1CTO-
PUYHUX MO}, IFOMHA 3/1aTHA BIAYYTH Ta KPaIle
YCBIIOMUTH, YOMY JIIOOU B MHHYJIOMY POOHIH
Te, 10 BoHU pobunu. IloBepratounce y reomo-
JITUYHUA YU BIKOBUM KOHTEKCT JOCIITHHUKAM
MUCTELTBA CTaHyTh OUIBII 3pO3yMLIl pedi, [Ki €
HaCTiIKOBUMHU. Taka MpakTHKa ITiIBUIIY€ PiBSHb
eMIIaTii, 4YyTTEBOCTI Ta (OpMYE YMOBH ISl OTPU-
MaHHS BIIACHUX 1HCAWTIB Ta yCBIJOMIICHbD.

Temy emmarii HayKOBO MiATBEPAUB CBOIMH
nociipkeHHsMu  J[kakomo  Pimmonarti, sSKuit
BU3HAUUB TOJIOBHY OCOOJIMBICTH J3€pKaIbHUX
HeiiponiB. Teopis monsirae B TOMY, IO J3ep-
KaJbHI HEHPOHM OJHAKOBHUM YHHOM aKTHUBY-
IOTHCS B JIFOJJMHU K Y pa3l BUKOHAHHS MEBHUX
Ji#, Tak 1 y pa3i CHOCTEPEKEHHS 332 TUM, K IIi
nii Bukonye iHmmid. Takox []. Pinonarti Bu3Ha-
YMB, II0 3a JOIOMOIOI0 CHUCTEM JI3epKaJIbHUX
HEHPOHIB MO30K BCTAHOBIIIOE BiIMIOBIAHICTD MiXkK
criocoboM nii i O6e3nocepenHpbo aiero. Jlroguaa
TaK BIJIAIITOBAaHA, II0 BOHA BIJJI3EPKAIIOE HE
TUIBKU PyX IHIIOI JIFOMWHU, a ¥ €MOIIiI0, HAaBITh
AKIO Lie Juiie 300paxenHs. Came 3 J3epKalib-
HUMH HEWpOHaMH TOB’si3aHa 3[aTHICTH JIHONEH
70 emrmarii, ToOTO 3aTHICTh 70 cmiBUyTTA [13,
24]. Pimonarti Takox 3a3Havae, M0 A3epKaibHi
HEHpOHM 3a0e3MedyloTh PO3YMIHHS  IHIIUX
Jro/ie Ha HeBepOaJIbHOMY PiBHI, @ TAKOXK aKTHU-
BYIOThCSI Ta BIUIMBAIOTh HA EMOIIMHUI CTaH,
HaBITh KOJIM JIFOIUHA YUTAE, YSIBISE Un (paHTaszye.
Taki cami kareropii MO3KOBOI HisLTEHOCTI aKTH-
BYIOTBCSI B TIPOIIECI Mi3HAHHS MHUCTEITBA, KOJIU
JIOJIMHA 3aHYPIOETHCS Y CBIT 00pa3iB, CUMBOJIIB
abo ysBIS€ UM BIATBOPIOE MEBHUM ICTOPUYHHIA
koHTekeT [13, 227]. Lle Takox MiATBEpIKYE
B. Pamavyangpan y cBoiii kHu31 «MO030K po3mo-
BiJlae», Jie BiH 3a3Ha4ae, 10 MO30K OymayeThCs
13 MOayiB, sKi 3a(hiKCOBaHI y CTPYKTYpi MO3KY,
BOHM IMOCTIHHO OHOBIIOIOTHCS 3aBISIKU B3a€EMO-
1 TFOAMHH 3 1HIIOIO JIIOAUHOIO, 3 TIJIOM, 3 HABKO-
JMIIHIM CEePeOBUINEM, 3 MUCTETBOM [12].

5. Komynixkarris

JIroquHi 3 aKTUBHOIO COLIAJILHOKO IISIIBHICTIO
BA)XXJIUBO MiATPUMYBATU 3B’SI3KM Ta BECTU CIILI-
KyBaHHS Ha pi3Hi TeMu. | cepes Takux 3araabHUX
TEM € MHUCTEIIbKa, BOHA 3/1aTHA POOUTH JIIOAUHY
O0akaHMM CHIBpPO3MOBHUKOM. BMiHHS BecTH
1ikaBy Oecily Ta HAMOBHIOBATH Ii 3MICTOM Iif-
CHJIIO€ OCOOMCTHH MK Ta JI0Ja€ JIOAMHI 3Ha-
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gymocti. OcBiueHa MHUCTENTBOM OCOOHUCTICTH
CTa€ BiApa3zy MOMITHA, aJKe iX 3MICTOBHA Ta
SCKpaBa OIOBi/Ib HE 3AJIMIIAETHCS HETIOMITHOO
Y CYCHLIBCTBI.

6. KonekuionyBaHHs

31e011b110T0 TEMa KOJIEKLIOHYBaHHS OTIOBUTA
TYYHUMH ICTOPISIMHU, SIKI TOBOPSATH MPO BEIHKY
BapTICTh TBOPIB MUCTELTB, PO B1IOMI ayKII1OHHI
OynuHku, Taki sk «Cotbicy, «Kpicticy Ta iHm.
[Tpore m06 craTu KOJEKIIOHEPOM, He MOTPiOHI
BEJIMKI HA/JUIIKOBI CTaTKW, MOTpiOHA JHUIIe
3alliKaBIICHICTh Ta JTI000B 0 MpeKpacHoro. Posy-
MiHHS ICTOpii MHCTEUTB Ta HATPEHOBAHUH 3ip
JIOTIOMAralTh IOYaTKIBIIO-KOJIEKIIOHEPY pO3-
no4aTH 301p BIACHOT KOJIEKLIT SIK cepell Cy4YacHUX
MUTIIB, TaK 1 cepea MUHYIHX. Lle MOXIUBICTH
Cy4acHill JIIOJMHI 3aI0BOJIBHUTH CBill T'€IOHI3M,
a TaKOX XyJOXKHIO Ta €CTETUYHY Haconony. Kpim
TOTO, 301TBIICHHS KUIBKOCTI KOJEKI[IOHEPIB J1a€
MOXJIMBOCTI 30yyBaTu yKpaiHCbKUI apT-pUHOK,
aJIKe SIKIIO0 YKpaiHChKe MUCTELTBO He Oy/e IiHY-
BaTHUCh Ta KyIIyBaTHCh CAMUMH YKpaiHLISIMHU, TO
30yqyBaTH HallOHAJBHUM KyJIbTYpHHUH KarliTa
Oyzne ckiagHo. Takok y MiCiF0 Cy4acHOTO KOJICK-
[[iIOHepa BXOJUTH 3aBJAHHS IMiITPUMKH YKpaiH-
CbKUX MUTIIIB.

7. TBopui iHxyCTpil

MucrenpKi 3HaHHS SIK «KBAaHT TBOPYOIO
JIOCBIJly» CTalOTh «TPAMIUIIHOM» Yy PO3BHUTKY
JUIs TaKUX TBOPYMX HAmpsMiB, sK ¢ororpa-
dyBaHHs, AM3aiiH, a Takox y ramysi fashion- i
beauty-iHaycTpii. 3a3HadyeHi BUAM AisUTBHOCTI
BiJIMOBIAAIOTH COIIaIbBHUM MOTpedaM Cy4acHOTO
CYCHIbCTBA, 3aCaAN SIKUX 0€310CepeaHbO BUTI-
KaloTh Ta 0a3yI0ThCS HAa 3aKOHAX 00Pa30TBOPUOTO
mucreurBa. Tomy 3aais po3BUTKY Mpodecii-
HOCTI Ta CTBOPEHHS O1JIbIII JOBEPILIEHUX ITPOIYK-
TiB TBOPYOCTI Mi3HAHHS 1CTOPiT MUCTEITBA CTaHE
e(eKTUBHUM 1HCTPYMEHTOM TBOPYOTO PO3BUTKY.

JIOTIOBHIOIOYM ~ BHILE3a3HAUYEHUH  IEpelikK,
BaYXJIMBO Y3arajibHHUTH, 110 B 3MICTi 00pa3oTBOp-
4Oro MHCTELTBa BigoOpakeHa CHUCTEMa 3HaHb,
sIKa 3/1aTHA JOKOPIHHUM YUHOM PO3LIMPUTH MEXKI1
CBIJOMOCTI JIIOAUHU, BUBECTH ii 13 JIOKAJILHOTO,
CYTO BHYTPIIIIHHOTO JOCBIAY A0 ITI00ATBHUX MEXK
ni3HaHHs. 3BICHO, BKa3aHUI NepeItiK apryMeHTIB
HE € BUYCPITHUM Ta OJHO3HAYHO HE CTBEPDKYE
KpUTEpil 1 MeXaHi3MH BIUIMBY MHCTEITBAa Ha
cBioMicTh JiroguHu. OQHAaK TakWil OIS Jac
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MOXJIMBOCTI BHOKPEMHUTH Ta IIOB’S3aTH MHC-
TEIbKi 3HAHHS 3 MPAKTUYHUM 3aCTOCYBAHHSAM iX
y JKUTT1 Cy4acHOI JIIOIMHM, 110 3/aTHI MiJCHUITIO-
BaTU (OPMYBaHHsS BHYTPIIIHBOT MOTHBAL] 10
Mi3HAHHS MUCTEIbKUX 3HAHb.

JIlyMKy 1IpO pPO3BHUTOK CYy4acCHOI JIFOIAWHHU
TaKOXX BUCJIOBIIOE 1 AHApiit baymeiictep y cBoiit
nexii «TikTok&Co: cuMnToMu TFOACHKOT ferpa-
Jarii», e po3misaae BIUIMB Ta HACTIAKHM Cydac-
Horo [nTepnery, 3okpema TikTok, sikuii mBuaKo
Habupae 00epTiB Ta MOMYISPHICTh Cepex AiTei
Ta MoJIoAi. BBaxkaemo, 110 DOCHIIKEHHS L[LOTO
MUTAHHSA CTAaHOBUTb BAarOMHUH apryMEHT II0J0
(opMyBaHHsS BHYTPILIHHOI MOTHBALIi JIOTUHU
JIO Mi3HAHHS MHUCTELTBA.

Tak, A. baymeiicrep 3a3Hadae, 110 BUILE3a3-
HayeHa Mepeka JIEMOHCTPYE CBO€I HAsSBHOIO
JISUTBHICTIO TOHHWTBY 3a IIBUAKUM YCIIXOM Ha
OCHOBI ITPUMITHBHHUX 1 KOPOTKOUACHHUX «PYXIB» Yy
IIMPOKOMY CEHC1 LbOTO po3yMiHHA. Takox (iio-
co( 3a3Hayae, 1110 BKa3aHa coliajibHa miargopma
MIPOBOKY€ OakaHHS 37100yTH NPUOYTOK 13 HyAbIH
Ta MpUMITHBI3aMii JTOAUHU. Benwka KiTbKiCTh
Jrofie, sika mocTiHo noiydaetbes 1o TikTok,
MOTPAIUISE Y CEPEIOBUILE, Y IKOMY CTUPAIOTHCS
TaKi JIFOACHKI [IHHOCTI, SIK IPU3HAYCHHS, BJIOCKO-
HaJICHHsI CBOET Ipalli, motpeda B PO3BUTKY MHUC-
JICHHS, BOKJIMBICTh 3yCHJIb y TIOOYHOBI cTpaTerii
pOo3BUTKY. HiBeTIOIOTHCSI Taki KHUTTEBI MOHSTT,
K 00IyMaHICTh MPOJOBKEHHS JIIOACHKOTO PyXY
Ta HApaTUBHOCTI (BiJ JIaT. narrare — «pO3IMOBi-
JIaTy, OMOBIIATH»), PO3YMIHHS ce0e, CBOIX JKUT-
TEBHX 33/1a4 Ta 3MICTOBHOCTI. DYHKIIIOHYBaHHS
TikTok mpu3BOIUTH 10 3HIKEHHSI KOHIIEHTpALIii
yBaru, OCKUIbKHA OJUH aKT iH(pOpMaIiitHOT KoMYy-
HiKaIlii He iepeBuIye onHiel xBumHU. [TocTiitai
3MiHM 00pa3iB, y SIKMX BIJICYTHI JIOT14HI 3B’SI3KH,
(bopMyIOTh y CHOKMBa4ya NEBHUN BHYTPIIHIN i
KOTHITUBHHUH CTaH, y SIKOMYy KOPUCTyBad pO3pu-
Ba€ HC TUIBKU Yac, a ¥ OCMHUCJICHHS IUIMHHOCTI
KHTTS, KOHTUHYaJIHOCTI (BiA Jat. continuum —
«HENepepUBHICTb, MOCTIHHICTH»). Taky 3pocra-
104y KynsTypy baymeiicTep MOpiBHIOE 3 KyJbTY-
POIO CMEpTi, sika BOMBAE CEHC Y AMCKYPCi, Mpaill,
HapaTuBi, BIOCKOHANeHHI Ta iH. JlromuHa crae
HE3/1aTHOK KOHLIEHTPYBATUCh, CIIJKYBaTH 3a
PO3TOPTaHHAM CIOXKETY, (OpPMYyBaTH IUTICHICTh
o0pazy Oible, HiXK 1€ HATPEHOBAHE 32 JJOMIOMO-
roto TikTok anropurmy [1].

[ToBepratourich A0 MMIHHOCTI MHCTEIHKOTO
Mi3HAHHS SK MOTY>KHOTO 1HCTPYMEHTY PO3BUTKY
«00’€MHOr0» MHCICHHS, MO)XEMO HOro MpoTH-
CTaBHUTHU Til pparMeHTapHOCTI, SIKYy Ppopmye Tik-
Tok. Ilpouec, yepe3 sAKuil NPOXOAUTH JIOAUHA,
JIOy4€Ha J10 «TPEHYBaHHSI» MHCTELTBOM, Mic-
TUTh y c001 KOMOIHATOPHKY, a came: Ii3HaHHS
CBITOBOI icTOpii B 00Opa3ax, CHUMBOJAX, uepes
ictopito Ta ¢inocodiro mwucreunrsa. JlroguHa
JIETKO TEPEHOCUTHCSA B TyMKax Kpi3b CTOJITTS B
Oynb-sike 300paskeHe MiCTO, Yac, MPOCTip, BOHA
3MaTHA 3HATH OOMEKEHHS 3 BiI0OpaKeHHS TPO-
CTOPOBO-YaCOBUX BUMIPIB JIHCHOCTI.

Yepes 3aHypeHHs B MUCTELILKHUI TBip JIFOAMHA
Ma€ 3MOTY pO3BUBAaTH YsBY, CIIPOrHO3YBaTH
noii, SKi BIAKPUIKCH Tepes Hero. AHalli3 1CTo-
PUYHUX TOMAINA [1a€ MOMKJIMBICTh IMPOCTEKUTH
Ta BUSBUTH OOCTaBUHH, IO NEPEIyBajH B IEB-
HOMY iCTOpHYHOMY KOHTEKCTi. Lle cBoero yep-
rOI0 JIOTIOMarae B PO3BUTKY CTPATETiYHOIO
MUCJICHHS, KOTHITUBHHUX Ta METaKOTHITUBHUX
3ai6HOCTEN. Pa3oM 3 MM TakoX CyTTEBO PO3ILIU-
PIOETBCS CTAaH BHYTPIIIHBOI camMoifeHTU(IKaIi]
JIFOMUHM B KOHTEKCTI 11 poJii B IUIMHHIN icTopii.
bararomipHicTh Takux 3MiH BiOyBa€ThCs Ha
JIOCUTh TOHKOMY IUIaH1, TOMY iX XapaKTepHCTUKA
B KOXXHOMY BMITIAJIKy Ta B KOXKHIH ICHXOEMOLiH-
Hil TIOACHKiH cucTeMi Oyie cBos. 3BICHO, BU3HA-
YUTU 00 €KTUBHY AIMCHICTH Ta KJIAacU(IKaIliio B
TAaKOMY IMUTaHHI TIOCUTb CKJIA/IHO, OCKIJIbKU BOHO
371e0LIBIIOT0 HAJEKUTh O «TOHKOI TKAHHHW
JIOACHKOTO ckiaay. OIHAaK BBa)KAEMO JIOILIIb-
HUM OHOBJIIOBAaTH BUIIIE€3a3HAYEHI KaTeropii sK y
HAyKOBOMY I10JIi, TaK 1 B IIHPOKOMY OCBITHBOMY
IPOCTOPI, OCKUJIbKU CaMe PO3yMIHHSI KOPUCTI Ta
MPAKTHYHOCTI, sIKa BUTIKA€ BiJ Mi3HAHHS MUC-
TEITBa, 3/1aTHA BIUIMHYTU Ha (pOpMYyBaHHS BHY-
TPINIHBOT MOTHUBAIT].

Tak, mporec YCBITOMJIEHHS MHUCTELUBKUX
3HaHb, 32 B. BinroHacom, o3Hadae BigoOpakatu
SBULIE «IPOMUCHUMMI» B TOJIOBHUX CHCTEMOYT-
BOPIOIOUMX TapaMeTpax Ta MaTH MOXKIIHUBICTb
y pa3i HeoOXiHOCTI YTOYHHUTH HOTrO JeTalbHi
BJIACTUBOCTI Ta 3B’ 513k [3, 15]. 3HaHHs Ta HaBU-
YKH, K1 OPMYIOThCS B IPOIIECI MUCTEIITBO3HAB-
YUX NPAKTUK, HE MOXYTh 0e3MocepeHb0 OyTH
nepeJaHuMU B OCOOMCTICHUN JTOCBIJ JTFOMUHHU.
JUis iX NPUCBOEHHS JIIOAMHA TOBHUHHA OyTH
3ajJydeHa y CIeliaJIbHO HAIPaBJICHY JisIbHICTB,
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SKy JIIOMHA BU3HAYa€e sl ce0Oe sIK 3HavyILy.
Tak, Ha MPUKIIAAI MHUCTEIHKOTO JIEKTOPiIO BUSB-
JSIFOTBCSL HOB1 1 BCe OUIBIN CKJIAJHI BIACTHBOCTIL
MHCTENTBA. Aje came 30BHINIHA HiSILHICT, IO
BCTyNa€ 4epe3 MPAaKTUYHUN KOHTAKT, € TMPOIyK-
TOM, SIKUH CTBOPEHHUH 3 «KOIi1» pi3HUX 1H(OopMa-
IAHUX CKJIQJHUKIB. BHACTIOK BHYTPIIIHHOTO
«TPOTPABaHH», <«3TOPTAHHS) Ta «IEPEXOAy»,
10 BiI0YBA€ETHCS B MPOIIEC] Mi3HAHHS MUCTEIITBA,
3100yTa iH(opMmaIlisi CTa€ OCHOBOIO JJIs TICHX1Y-
HOTO BifjoOpakeHHs 1ux oOpasis [3, 16]. Lle crae
MIEBHUM <«3BEPHYTUM» MPOIYKTOM, SKUH MOXKe
«pO3MAKOBYBATUCH» Y HEOOXIMHUHN IS JTFOMUHU
yac Ta curyarii. [IponykTt, 1m0 HakoIuIeHui pi3-
HUMH TTOKOJIIHHSIMH JTFOZICH Ta KyJIBTypaMH.
Takoxk B. BimroHac y CBOiX HOCHIIKEHHSIX
nocunaerbca Ha A. JleoHTbeBa, SKWM BHU3HA-
YUB, 110 HU3KA 0COOIMBOCTEHN ICHUXIKH JIFONUHU
NOB’s3aHAa 3 THUM, ILIO MiJ Yac MPUCBOEHHSI
HOBOT'O JIOCBify BiZOYBa€eThbcs IOCTIMHE CKO-
POYEHHS TONEPEIHBO PO3TOPHYTUX MPOLECIB
TISUTBHOCTI Y BC€ OLIBII CTHUCHI 1 aBTOMaTH3a-
uiitHi popmu. et penomen JIeoHTHEB BU3HAYMB
SK TEPMIH «IHTEepiopHU3allis», 10 O3HAYaAE Mepe-
XiJ1, y pe3ysbTari SIKOro 30BHIIIHI 3a CBO€IO (op-
MOIO TIPOLIECH W MPEeIMETH NEePETBOPIOIOTHCS Ha
MPOIIECH, [0 MPOTIKAIOTH y PO3YMOBOMY ILIaHi
Ta B IUIaHI CBIIOMOCTI. Y IIbOMY TIpOIleCi BiI0Y-
BaeTbes cnenudiuyHa TpaHcopmaris, ska y3a-
TaJIbHIOETHCS Ta BepOasIi3y€eThCsl, @ TOJIOBHE CTAE
3[aTHA 10 MOAAJBIIOTO PO3BUTKY B 30BHIILIHIM
TisUTbHOCTI JTFoMuHK. ToOTO caMe iHTepiopu3aiist
MOTIEPETHHO PO3TOPHYTOI MISTIBHOCTI y HAILIOMY
BUIIAJIKy Mi3HAHHS MUCTEILKUX 3HAHb JIA€ MOX-
JMBOCTI IPUCBOITH JIFOIUHI MPAKTHYHO HEOOMe-
XKeHu# o0csr 3HaHb. Takuii HOBOCTBOPEHMUIA elte-
MEHT JIOCBilly /1a€ MOXXJIHMBOCTI HOpPIBHIOBATH,
y3arajibHIOBAaTH, BITIyBaTH Ta BUKOPHUCTOBYBaTH
3a3Hau€He B IMOJAJBININA JTOACHKIH aKTUBHOCTI.
3100yTi MHUCTELbKI 3HAHHS JAIOTh MOXKJIMBOCTI
(dopMyBaHHs OUIBLI CKIIQAHUX, Yy3arajibHEHUX
«OIMHULIb» TOCBIAY, 110 MEPEXOAATh MiCIIs TeB-
HOI BHYTpIIIHBOi OOpOoOKM — iHTEpiopu3alii B
pe3ynbTaTuBHY (opMy 3pO3yMUIMX 3HAYEHb,
MIPUHIIMITIB, 176, Aiii Ta BYMHKIB. L{e cBo€to uep-
rOI0 BUKOPUCTOBYETbCA Js1 (hOpMyBaHHS y3a-
TaJIbHEHb 1€ OUTBII BUCOKOTO PIiBHS 1 Tak Jaji.
Take HakonmMuyBaHHS 3HaHb Mae OarartocTyrie-
HEBUIl mepexi]] i3 po3BepHYTOrO B 3BEPHYTE, i3
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30BHIIIHBOI Aii-Mi3HAHHS y BHYTpILIHIO (popmy
nisttbHOCTI. Lle Te, mo ckmanae i popmye iHIU-
BilyallbHUH «00pa3 CBiTy», L0 sBJIsiE COOOIO
YHOPSIKOBAaHUH MPOIYKT MPUCBOEHHS JIFOAUHOIO
3HaHb NMPO O0’€KTUBHY AIMCHICTH 1 MPO camy
cebe [3, 17].

Takox cnuparouuce Ha aymky JI. Buror-
CBKOTO, a caMe Ha Te, IO CBIIOMHU MpOIEC
perynsuii BHYTPIIIHIX Ta 30BHIMIHIX ICHXIY-
HUX (YHKIiil BUHUKAE 32 JJOMIOMOTOI0 CTUMYJIY-
3HaKy. TakuM 4MHOM, Ii3HAHHS MHUCTELTBA Ta
JOJTYYEHHS JIIOAWHU JIO MHUCTELUTBO3HABYMX
NPAaKTUK «BUKOHYE (YHKLIIO 3HApAIAs mepe-
TBOPEHHsSI BHYTPILUIHBOI JAIMCHOCTI, 30KpeMa
dbopmyBanHs 00pa3iB mam’ari. CrnoBo — 3acid
JIOBUILHOTO CIPSIMYBaHHS yBaru, abcTparyBaHHs
BJIACTUBOCTEH Ta CHHTE3Y iX y 3Hau€HHs, TOOTO
dbopmyBaHHS MOHATH» [4]. 32 TEOpi€l0 BUCHOTO,
JIONIMHA 371aTHA «OMaHyBaTH ce0e SK OHY 13 CUJ
IPUPO/IX 330BHI — 32 JOMIOMOT00 0COOIUBOT TEX-
HIKU 3HaKiB, CTBOPIOBAHUX KYJBTYPOIO, & OBOJIO-
JIHHS TUM YM IHOIMM BHYTPILIHIM IICHUXOJOT1Y-
HUM TpOIIECOM INepeadayae MONEPeaHI0 Horo
excTepiopuzanio» [4].

[IpoanamnizoBanmii Marepiaid JOCIHiIKCHHS
JI03BOJISIE HAM IPOUTIOCTPYBATH MEBHI CIIOCTEpe-
JKEHHSI CTOCOBHO HAOYHOI Jii «iHTepiopu3amii»,
CHPUYMHEHOI MUCTEITBO3HABUUMHU MIPAKTUKAMHU.
Tak, micis nMpoBeAEHHS MHUCTELBKOTO JIEKTOPIIO
3a(hikcoBaHI BIATYKH Yy4YacHHKIB: Maibxke 95%
MaloTh HU3KY TO3UTUBHUX BpaXeHb, a came
BITYYTTS EMOIIHOTO MiJHECEHHS, IHTEIEKTY-
AITBHOTO 33JI0BOJICHHS, PAJIICTh BiJ Mi3HAHHS Ta
PO3yMiHHSI HOBOTO, Oa)kKaHHS BiIBiAaTH My3ei Ta
i3HATHUCA OlIbIIIE.

[lepBuHHA peakiiss BHYTPILIHBOI «IHTEp-
iopu3alii» NPOJAOBKYETbCA Ta IEPEXOIUTh Y
HACTYIHY CTaJil0 — «eKcTepiopuzanii» (Big iar.
exterior — 30BHIIIHIN), KOJM BHYTPILIHE ICH-
XI4HE XKUTTS JIOIUHU OTPUMYE 30BHI BUPAKECHY
3HAKOBY 1 coILiaibHy ()OpMY CBOTO iCHYBaHHS.
VY  OiATBEPIKCHHS BHIIE3a3HAYCHOTO MAaeMO
JIOCBIJT JIFOJIEH, K1 3a3HANM PYIIIHHOTO BILJIUBY
BiJ MUCTELITBO3HABYMX NPAKTHK, a caMe OTpH-
MaJIi TOIITOBX JI0 BIACHHUX 3MiH Y COIiaJIbHIi
Ta npodecionanbHii camopeanizauii. OCKIIbKU
MHUCTELTBO3HABCTBO SK TyMaHITapHa Hayka
MICTUTh BJIACTUBOCTI, IO CIPHUSIOTH MEBHUM
YMHOM Y pa3i BU3HAUEHHS Ta IOIIYKY BJIACHOTO
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NOKJIMKaHHs. 30KpeMa, BUOIp y OiK MUCTeLTBa
3yMOBJIEHO Oa)KaHHSM JIIOJEH peanizyBaTu CBOI
3aJyMH B IHTEJIEKTYyaJbHii, TBOPUii Ta Pi3UUHO
BUpaXKeHii (opmi, SIK-OT: OTPUMAHHS MUCTELb-
Kol mpodeciiiHol OCBITH, HaBYaHHS MaJIIpPCTBA,
BJIALITYBaHHS BHCTABOK, KypaTOpCTBO Ta PO3BU-
TOK MUCTEIBKOI cipaBH Ta iHmne. Cepen BiToOMUX
HaM BUMAJKIB HATIYYEThCS BiKe Onm3bko 12 0cib
BikoM Bix 30 pokKiB, SKI MiCIs JOJTYYECHHS [0
MHUCTELTBO3HABYMX IPAKTHK 3poO0miIn BUOIp y
01K 3a3Ha4eHO1 ChepH.

Crnuparouuch Ha OTpPUMAaHi JaHi, MOXEMO
JO7IaT B TEpPeJIiK MOTHBAIIH Te, 10 3a3Ha4YeHi
MIPAKTUKU CTBOPIOIOTH JIFOAWHI MOXIIUBICTH PO3-
KPUTHU CBOE NPU3HAUEHHS Ta aKTHBYBAaTU TBOP-
YHii OTEHIIIaJ.

KpiM TOro, muTaHHS MOTHBAIll TaKOX Bax-
JUBO BIJICTE)KYBaTH B 4aci, B Jii Ta B KOHTEK-
cTi ¢izionoriynux nporecis. Tak, Ha mpuKIadi
PO3BUTKY OHTOTE€HE3y CIIOCTEPIralThCsl IMpo-
1[eCH Ti3HaHHS, SKi BiOyBaIOTHCS 3 JUTHUHCTBA.
JluThHa, IMI3HAIOYM CBIT, IIOCTIHHO CTaBHTh
HU3KY IUTaHb, CEPEe IKUX: «A 1110 1€ 3HAUYUTh?»,
«Homy 1e Tak?», «A K 3po3ymiTu?» 3rofom,
HaOyBalO4M MEBHOTO JOCBiAY, IPUPOAHUHN IPO-
1[eC JOMUTIUBOCTI yHOBUIbHIOEThCA. Tak, cepen
pI3HUX YMHHUKIB, SKi BIUIMBAlOTh Ha IPO-
LIECM MOTHUBAIll Ta HaBYAHHS, € TOPMOH A0(a-
MiH (TOPMOH 3alliKaBJICHOCTI Ta 3aJ0BOJICHHS).
3a3HaueHUl TOPMOH aKTHBHO BHJIUISETHCS B
JUTHUHCTBI, ajie 3 pOKaMU WOT0 MPUPOJHHUNA CHH-
T€3 TOCTYIOBO 3MEHIIYETHCSA. 3aIliKaBICHICTbH
Mi3HABaTH HOBE B JOPOCIHX JIIOZCH HIOM «KOH-
CEPBYETHCS», JTIOAWHI CKIAJHO BiT4yBaTH 3aXO-
IUICHHSI Ta PaJicTh Bij Mi3HaBaHHA HOBOro. Ha
nyMky T. UepHIriBchbKoi, 1€ OJUH 13 HACIiIKIB
raJIbMyBaHHS MO3KOBOI JMisUTBHOCTI, SIKUW Hera-
TUBHO BIUIMBA€ HE TIJIBKU Ha PO3YMOBHM CTaH,
a 1 Ha pizuunmii. OHAK € 1 3BOPOTHI IPOIECH Y
BUPOOJICHHI 1odaMiHy, a caMe KO JTFOIMHA ITi/I-
IIUTYE CBOE 3alliKaBJICHHs, CIIOXKHBAa€ Ta Iepe-
TBOPIOE HOBY iH(OpMaIlito, 3100yBa€ miKaBi JIst
ce0e 3HaHHA, K1 30y/1)KYIOTh YSBY, BAKOHY€E HOBI
1 ckiaaHi Juist ce0e po3yMOBi 3aBIaHHs, TO Bif-
OyBa€eThCsI BITHOBJICHHS CUHTE3Y Aodaminy [16].

o Teopiro MiATBEpAXKYIOTh HEHPOHAYKOBLII,
30kpema HeripoOionor B. [lyOuHiH, skuil 3a3Ha-
4ae, 110 MO3UTUBHI €MOLii y JIOIUHU KOPETo-
IOTh 3 HOBU3HOM. Lle € nyxe BaIMBUI CKJIaI-

HUK [ICUXIYHOTO JKUTTS JIIOAMHHU, OCKUIBKH
CTPYKTypa MO3KY MAa€ JONUTIMBY BIACTUBICTb.
JronuHa, sika 3aiiMa€eTbCsl CTBOPEHHSM HOBOTO Y
Oynb-sIKil rayy3i: Yd TO HAyKOBiH, TBOpUid, UM
B IIPOMUCIIOBIH, MOTpedy€e MOCTIHHOTO MOMOBHE-
HHSI HOBOIi iH(opMarii 1jig Toro, abu MpoayKy-
BaTU Ta «HAPOJPKYBATH» HOBI i1€l, peyi, TBOPH.
HasiBHICTh JOCTaTHBOT KITBKOCTI IIBOT'O TOMOHY
BU3HAUA€ IIBUIKICTH MHUCIEHHS JIIOAMHHU, OCO-
OMMBO aOCTPAaKTHOTO, TAKOXK 1€l TOpMOH Oepe
y4acThb y 3MilHeHHi Ji6ino. B. JlyOuHin Takox
3a3Hayae, 110 HEIOCTATHICTh pedoBUHM L-10¢da,
sKa Oe3nocepeHbO € MOMEPEIHUKOM TOPMOHY
nohaMiHy, COpUYMHSE B KOP1 TOJOBHOTO MO3KY
HelpojiereHepaitito HeipoHiB, 110 CHPUSE HAKO-
NUYEHHIO OUIKIB «IapKiHiB» Ta BHIBICHHIO
cumnroMatuku IlapkincoHoBoi xBopoou. Onun
13 MEIMKaMEHTO3HHX METOJIB JIiKyBaHHSA abo
KyMipyBaHHS 11i€i XBOPOOU € CHHTETUYHA PEYO-
BuHa L-noda, ogHak 151 peyoBHHA HE 3YIUHSIE
npoliec Helpoaerenepanii KITHH, Ta JIKyBaHHS
notpebye Bce OUIBIIOr0 30UIBIICHHS pPedo-
BUHH [7].

Cepen BUIIE3a3HAYCHUX JIOCHIDKCHb HaMU
OyJlo TakoXX NPOBEICHO AHKETYBAaHHS JIOJCH
MOXMJIOTO BiKY, SIKi OpaJii y4yacTb Y MUCTELBKUX
JIEKTOPisAX. 3BICHO, OKA3HUKU PIBHS J0(paMiHy
ICIst 3/1IMCHEHHS 3aX0/ly HaM He CTaju Bijomi,
npote OyJlo BiACTEKEHO 3HAYHI 3MIHM €MOIlii-
HOTO CTaHy JIO[EH: MOXKBaBlIEHHS, 0aIbOPICTh,
pajicTh, 3amUTaHHS Ta OaKaHHS 3aJTy4aTUCh 10
oaI0HUX MIiH.

Cepen yuacHHKiB Oyna 72-piyHa KiHKa, sKa
MiCIsl y4acTl B MHUCTEIBKOMY 3axXoO[li Iouaia
OIaHOBYBATH OJIIHHUI KUBOMHC. 31 CIIB KIHKH,
MOTHUBOM IO TMI3HAHHSA MHCTEIBKOIO Ipo-
necy Oyno Oa)xkaHHsS OTpUMAaTH HOBUM TBOPYHIA
JIOCB1JI, MPO SIKMM BOHA Mpisiia Garato pOKiB.
3roJIoM ydacHUIlS ToYalsia BiJICTEKYBaTH ITiJICH-
JICHHS )KHUTTEBOI CUIJIM TA PAJICTh BiJl BIACHOPYY
CTBOPEHUX KapTHH. bakaHHs mi3HaBaTu MHCTe-
[ITBO, 3aliMaTHCh JKUBOMHCOM HaJaBaio ¢izuy-
HUX 1 eMOLIWHUX CHJI Ta B3araji MOKpaIyBao
AKICTh XKHTTS JITHBOI XiHKU. OcobaMBO miaHe-
CEHMI CTaH i Ha/laBaia JyMKa Ipo Te, 10 MiCs
KUTTS, HA 3TAAKY PO Hel, OIM3bKOMY OTOUEHHIO
3aJIMIIUTHCS KUBOIIHC.

VY3arajapHIOIOUM BUIIEBHKIAAEHY iH(poOpMa-
1110, MOXXEMO JIINTH TAKUX BUCHOBKIB, 110 (op-
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MyBaHHs BHYTPIIIHBOI MOTHBAIl 710 Mi3HAHHS
MHUCTEUTBA 3aJICKHUTh BiJ PI3HUX YUHHUKIB,
cepel SKHX € HasBHICTb MEepeayMoBH Yy Qop-
MyBaHHI 1HTepecy 10 Mi3HaHHS MHCTELTBa Ta
YCBIJIOMJICHHSI, SSIKHM YMHOM MHUCTEITBO3HABYI
MPaKTUKHU 37aTHI BIUIMHYTH Ha CTaH JIOAWHHU.
AHani3 mpoBeAeHOr0 MOCITIKEHHS TaKOX BKa-
3y€ Ha HEOOXiJHICTh JETaTbHOTO BH3HAYCHHS
YMHHMKIB, K1 PO3KPUBAIOThH I[IHHICHUHN PIBEHb
MUCTCUPKUX 3HaHb AJis Cy4acHOi IIOJWHU, a
came PO3TOPHYTOTO IMEepelliKy KOPHUCTI Ta Mpak-
TUYHOI peani3allii 3HaHb HE3aJEKHO BiJl BUIY
JiSITBHOCTI Ta BIKY JIOAWHH. YCB1IOMJICHHS 3Ha-
YyINIOCTI B/l MI3HAHHS MUCTEILKUX 3HAHb (op-
My€ 3acaJd B TOJOJIaHHI CTEPEOTHITHOTO Bij-

HOILIEHHS TOTO, [0 MUCTELbKI 3HAaHHS KOPHUCHI
HE JIMIIe JIIOASM, TBOpYO HampasieHuM. Ciixa
TAKOX 3a3HAYMTH, 110 BAXKIUBICTh (HOPMYyBaHHS
MOTHBaLii 0 BUBUEHHS MHUCTENTBA BH3HAya-
€THCSI 3alIUTOM 4Yacy, cepell SKUX € Cy4acHHM
PUHOK TMpami SK JOJAaTKOBUU MOTHBAILIHUI
esieMeHT. TeHnaeHUii PO3BUTKY XYHOXKHBOI Ta
€CTeTHYHOI CBIIOMOCTI TOMITHO TpaHcdop-
MYIOThCS TiJ{ BIUIMBOM HOBHX 11€#, OCBITHIX
IpoILEeCiB, HApOCTaHHA 1H(OPMALIHHOTO Bay
Ta BIUIMBOM IHIIMX Cy4YacHMX TeHeHIiil. Lle
CBOEIO YEPror0 3yMOBIIIOE MOTPeOy B iHTErpamii
MUCTEIBKUX 3HAHb JI0 3arajJbHUX OCBITHIX MPO-
[ECIB Ta MOAAJBIIMX JOCIIDKEHb 3a3HaueHOI
npoOIeMaTHKH.
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TOTICHT Kadeapu qu3aiHy iHTep epy (HaKyIbTeTy apXiTeKTypH, OYIIBHUIITBA Ta AU3AHHY
HamionanpHOTO aBiaIiifHOTO YHIBEpCUTETY
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IMPUPOJTHI ®OPMU MIHEPAJIIB ¥ NIOE€HAHHI I3 BICEPOM -
OHOBJIEHHA TPAJJUIIN Y KOHTEKCTI EKOJIOTI3AIII
IOBEJIPHOI'O MUCTEITBA

Oouie€ro i3 HAUYIKAGIUUX MeYill CYUACHO20 108ELIPHO20 MUCMEYMBA € BUKOPUCMAHHS Y UPOOAX MIHEPAi6 npu-
POOHUX hopm — Heobpobrenux g3acani abo wacmkoso obpobenux. IOsenipne mucmeymaeo 3a3Han0 3HAYHUX XYOOC-
HIX | KOHYenmyauibHux 3MiH, a MAaKodic NPUMoK)y HOBUX Mamepianie i mexuix. Bmiv bacamo nogimuix cnpsimysais
Hacnpasoi € YOOCKOHALEHOI PENIKOI0 OA6HO HASIGHUX HANPIAMIG: GIOPOONCYIOMbC Ma HADYB8AIOMb 3HAYHO20 NO-
wupenns: mpaouyitiii HapoOHi pemecid, N0 sa3ani 3i cmeopenHsam npuxpac. Tym nHeobXiOHo HA36aMU NPUKPACU
i3 Kpyuenozo opomy, bicepy, poey, oepesa, CKid, HUMOK ma inwi. Huni mouamscs cynepeuxku Misxe Mucmeymeos-
HABYAMU HA NpeoMem mo20, YU MONCHA BIOHOCUMU 00 108ENIPHO20 MUCTeYMEd NPUKPACU i3 HEI08ENIPHUX Md-
mepianig. Apaymenmom npoOmueHUKI6 maxKo2o CmagieHHs 00 8upodie i3 HeKOUMOBHUX Mamepianie € cama Ha36d
«iosenipHey — jewel 6i0 «kowmogHull Kaminvy. Ha ixuio 0yMKY, 00 NOHAMM «10GELpHEe MUCTNEYMBOY MOICYIb
Hanexcamu auue NPUKpacu, U20MosaeHl i3 UKOPUCINAHHAM KOUMOBHUX Mamepianie. Bmiv eucoka sxicme ma
XYOO0OICHS YIHHICMb NPUKPAC [3 «HEIOBENIPHUXY MAMeEPIANie 4acmo Cmagums ix Ha OOHY JIAHKY I3 MpaouyitiHumu
KowmogHocmamu. Taxi mexuiku, K Oiceponiemints, NiemiHHsa 3 HUMOK Ma pizvOients i3 0epesunu, HUHI Hale-
aHcamsb 00 QeKOPAMUBHO-YHCUTNKOBO2O MUCeYMBA. Ae 3ayueH A KOWMOSHUX AO0 HaANIKOWIMOBHUX Mamepiais,
elleMenmie i3 KOUMOGHUX MeMAié CMagumy ix Ha MexXCy Midc 0eKOpamueHUM ma 108elipHumM mucmeymeom. 3okpe-
Ma, ys cmamms NPONoHy€e 00 po32isady NpUKpacu iz oicepy, 0CHOBHUMU eleMeHMamu AKUX € KOWMOSHI MiHepanu
npupooHux gopm. Heobpobneni Minepanu maxoxc ONUHUIUCS HA MEXHCI MIHC NOHAMMAM «KOUMOBHI» Mma «8Upoo-
HI»: a0xce 4acmo NOHAMMmS «KOWMOSHULY ACOYIIOEMbCA i3 NOHAMMAM «02PAHEHULLY Ma YN0 WKAN0K0 AKOCHII,
wo 6azyemvcsi Ha I3UYHUX [ XIMIYHUX GLACTUBOCISIX MIHEPATY, ONYCKAIOUU NPU YbOMY U020 XYOONCHIO YIHHICHb
i 8i3yanbHy yHiKanbHicmb. Takum 4unom, 3a80anHs QOCAIONCEHHS — PO3ASHY MU PIZHOMAHIMHI NPUKIAOU BUKOPUC-
MAHHA MIHEpanie npUpooOHUX Gopm y npukpacax iz dicepy ma Hagecmu apeymeHmu Cmoco8HO iX HANEHCHOCMI 00
106€ipHo20 Mucmeymea.

Knrwuosi cnoea: minepanu, xameui, onpasa, reelipHe MUcmeymeo, npukpacu, Oiceponieminus, MexHiKa,
KOHYenyis, Mucmeymaeo.

Trykolenko Sofia. NATURAL FORMS OF MINERALS IN COMBINATION WITH BEADS -
RENEWAL OF TRADITIONS IN THE CONTEXT OF ECOLOGIZATION OF JEWELERY

One of the most interesting trends in modern jewelry is the use of natural forms in mineral products —unprocessed
in general or partially processed. Jewelry has undergone significant artistic and conceptual changes, as well as
the influx of new materials and techniques. However, many of the newest trends are in fact an improved replica of
long-standing trends: traditional folk crafts related to the creation of jewelry are being revived and becoming more
widespread. Here it is necessary to name ornaments from a twisted wire, beads, a horn, a tree, glass, threads and
others. There is currently controversy among art critics as to whether jewelry made from non-jewelry materials
can be considered jewelry. The argument of opponents of this attitude to products made of non-precious materials
is the very name “jewelry” — jewel, from “precious stone”. According to them, the concept of “jewelry art” can
include only jewelry made using valuable materials. However, the high quality and artistic value of jewelry made
of “non-jewelry” materials often puts them on a par with traditional jewelry. Techniques such as beadwork, thread
weaving and wood carving are currently considered decorative and applied arts. But the attraction of precious or
semi-precious materials, elements of precious metals puts them on the border between decorative and jewelry art.
In particular, this article proposes to consider jewelry made of beads, the main elements of which are precious
minerals of natural forms. Raw minerals are also on the border between the concept of “precious” and “derived”:
because often the concept of “precious” is associated with the concept of “faceted” and a whole scale of quality
based on physical and chemical properties of the mineral, while omitting its artistic value and visual uniqueness.
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Thus, the aim of the study is to consider various examples of the use of minerals of natural forms in beaded jewelry
and give arguments about their belonging to the art of jewelry.
Key words: minerals, stones, frame, jewelry art, jewelry, beadwork, technique, concept, art.

3aydeHHs1 70 IOBENIPHHX BHPOOIB MaTepi-
ajiB 0e3 MITYYHOTO BTPYYaHHS CTajO CBOEPII-
HUM «OpEeHIOM» €KOJIOTTYHOTO MHUCTELTBAa MEXI
XX —nouarky XXI cromittsa. Came y 11eid mepiof
3MIHIOETHCS CTaBJICHHS CYCIILCTBA 0 IPUPOAH
3arajaoMm, 3A1MCHIOIOTHCSI YMCJICHHI MPOEKTU 13
3aXUCTY JOBKULISA Ta OOMEXKEHHS JIIOACHKOTO
BTpyYaHHS B yci chepu iCHYBaHHS MPHUPOIH.
OpnHuM 13 cipssIMyBaHb €KOJIOT13allii cTajga MoaHa
iHIYyCTpisi: 60poThOa 13 BUKOPHUCTAHHSM HATYy-
paNbHOTO XyTpa, 3 OAHOrO OOKY, Ta 3aly4yeHHS
HaTypaJIbHOI MIEPCTI ¥ POCTUHHUX BOJIOKOH — 3
IHIIIOTO, CTaJdd OJHHMM 13 CHMBOJIIB MOJOIIKHOI
Monu mineHiymy. [locumtoeTsest yBara 10 Tpaau-
IMHUX €THIYHUX MTPUKpac. BinOdyBaeTbcs mporec
BIIPOJKEHHS TPAAMIIIHHUX TEXHIK Ha 0a3i cyuac-
HUX MaTepiajiB, 3aBISKA YOMY HapOIKYHOThCS
HOBI popmu 1 3aco0u BupaszHocTi. [locumoeTbes
MPOTUCTOSTHHS MIDK MacOBUM Ta aBTOPCHKHM
BHUPOOHHUIITBOM TIpHKpac. BTtim moriHoByBavi
ABTOPCHKUX BUPOOIB HEOJHO3HAYHO OLIHIOIOTH
LIHHICTh NMPUKPAC, IPYHTYIOUH CBOE OAYeHHS Ha
MaTrepialbHOMY CKJIAAHUKY. TpaauiiiHl Mpu-
Kpacu 13 Oicepy, mo Ha modaTky XXI cTomiTTs
HaOyJIM HOBHX, YHIKaJbHUX (OPM, OCI 3aJIHIIA-
I0TBCSA Y MEXaxX MOHATTS «JIEKOPAaTHUBHO-Y>KUT-
KOBE MHCTELITBO», X04a IXHS XyJOXHS I[IHHICTb
Ta 3aTpaTy 4acy Ha BUTOTOBJICHHS 4aCcTO 3HAYHO
nepeBaXkaroTh (haOpUvHI BUPOOH 13 KOIIITOBHUMHU
MeTallaMu Ta MiHepajdamu. HeoOpobieHi mine-
panu TakoX ONMMHUJIMCS HA MEX1 MK MOHSATTSIM
«KOIITOBH1» Ta «BUPOOH1»: aJl’Ke YaCTO MOHATTS
«KOIITOBHUID aCOLIIOETHCA 13 TOHATTSAM «OTpa-
HEHUI» Ta LLI00 IKAJIO0 SKOCTI, 10 0a3yeThCs
Ha (i3UYHUX 1 XIMIYHUX BJIACTHBOCTSIX MiHE-
paiy, OIyCKalo4u MpU LbOMY HOTro XyHdOXKHIO
LIHHICTH 1 Bi3yaJIbHY YHIKaJIbHICTh. BapTo cka-
3aTy, 10 y KpaiHax 3aximHoi €Bpornu Ta Ame-
PUKH MUTLI YaCTO BUKOPHUCTOBYIOTH JUISl OIpaB
HEKOIITOBHI METaju, IIKIpy, IePeBO, aKpUIIOBi
cMomu. Benukoro momynasipHiCTIO KOPUCTYIOThCS
rajgpbBaHiuHI Tpukpacu. HaOyBae momupeHHs
HaIpsiM BUTOTOBJICHHSI OTIpaB 13 Oicepy. Ha Tepu-
Topii YKpaiHH TOCTYIl 3allydeHHS MiHEpaTiB
NPUPOAHUX (POPM Ta HEKOIITOBHUX MaTepiajiB y

SIKOCTI1 OIIPaB PO3MOYABCS 13 3ali3HCHHM, TIPOTE
HUHI BiH HaOyB HaJA3BHYAMHOTO IONIMPCHHS.
[Ipote HEOOX1AHO KOHCTATYyBaTH 1 TOW (HAKT, 110
MOCTPaJSHChKE CYCHUIBCTBO Hapasi HE TOTOBE
CripuiiMaTH BUPOOH 13 HEKOIITOBHUX MaTepialliB
Yy €IMHOMY IIHOBOMY IPOCTOpPI 13 JOPOTOIlIH-
HUMHU npukpacamu. Came el cTepeoTun HHHI
€ OJTHUM 3 OCHOBHMX YMHHHKIB MOBUILHOTO PO3-
BUTKY BITUHU3HSIHOTO JIEKOPATUBHO-Y>KUTKOBOTO 1
roBemipHoro muctentsa [1, 70].

Jns netanbHOrO OMISAY CYy4acHOTO CTaHy
MHUCTEITBA OICEPOIUICTIHHS CIiJl 3MIHCHUTH
HEBEJIMKHUI ICTOpUYHUHN eKcKypce. bicep € ogaum
13 TpaguIiMHUX MaTepialliB JJs 03400JICHHS
OJSiTY Ta BUTOTOBJIICHHS HAPOAHUX MPHUKpAC,
YUCJICHHI TEXHIKM Ta MpUoMU poOOTH 13 Oice-
POM HaATIYYIOTh HE OfHe cToNITTA. Ha Tepuropii
VYkpainu OiceporuieTiHHg HaOyJ0 HaWOLIbIIOL
nonymsprocti 'y XVIII cromitri, BTiM 1me 3a
yaciB KwuiBcbkoi Pyci akTHBHO BHKOPHCTOBY-
BaJIMCS €JIEMEHTH 13 Oicepy Ui JEKOPYBaHHS
BOpaHHs. IcTopis Gicepy 3HAYHO AaBHIIIA: HOTO
OarpkiBmMHOIO € JlaBHiW €rumer, ae y Tpe-
TbOMY THUCSYOJITTI 0 H. €. OyJo BUHaaCHE
ckio. KpynHi CKJIsSHI HAMUCTHHM CTaBalld BCE
MEHIIMMH, 1 3 YacCiB PUMCBHKOTO BIIaJapIOBAHHS
30eperucs 3BUYHI Ui Cy4acHOTO Iisifada 3a
po3mipamu. CepeaHbOBIYHOIO CTOJMIICI0 BUTO-
TOBJICHHS Oicepy crana Beneris, y 1291 pori Bci
CKJIOMYBHI MaMCTEpHI MEPEHOCATHCS HA OCTPIB
MypaHo, skuli B ernoxy BiapomkeHHs cTae €au-
HUM OCEpEIKOM BHTOTOBJICHHS Oicepy B €Bpori.
CekpeT BUTOTOBIIEHHSI Oicepy pEeTeIbHO 0XOpO-
HSIBCA, OyJ10 KaTeTOPUYHO 3a00POHEHO BUBO3UTH
3 Benemii cupoBuny Ta oOnagHanHsA. Kimbka
croiiTh Beneris Oyma €IMHUM MOHOIIOJIICTOM
13 BUTOTOBIICHHS Oicepy, numie y XVII cromiTti
TEXHOJIOT1I0 BUTOTOBJICHHS KPUXITHUX HaMUC-
THH OmNaHOBYIOTh y Dpanmii ta HimeuuuHi.
Hampuxkinami XVIII cTomiTTsS 0JHUM 13 MTOTYKHUX
BUpPOOHMKIB Oicepy ctae Yexis [2, 6]. Biache, 11e
MIPU3BOAMTH JI0 CTPIMKOTO 3/CIICBICHHS Oicepy
Ta CTPIMKOTO HOTO PO3MOBCIOMKEHHS 3aXiTHOIO 1
Cxinnoro €Bpomnor. Came uechkuii Oicep HaOyB
HaKO1IBIIOTO MOMIMPEHHS YKPATHOIO.

53



YkpaiHcekuli Mucmeumeo3sHasyuli duckypc / Ukrainian Art Discourse

Bunyck / Issue 1, 2022

[Ipukpacu i3 Oicepy HaOyau pi3HOMAHITHUX
dbopM, meperHsIn OCOOIMBOCTI BUIIMBKU i
KOJIOPMCTUYHOTO 3a0apBiIeHHs oaAry. Bennyesne
3HAYECHHS /I €BOJIOIIT BITUYM3HSHOTO Oicepo-
IUIETIHHS MaJii perioHajbHI TpaauLii BOpaHHs i
npukpac. Kom6inyBanHs 6icepy 3 iHIIMMH Mare-
piaslaMu Mayno CcBOi perioHajbHI BiIMIHHOCTI,
3aleXalio BiJ JIaBHIX CaKpalbHUX TPATUIIIN.
bicep BucTymas i Ik caMOCTIHHUI MaTepia, 1 Ik
JIOTIOBHIOIOYMH €JIeMEHT, a00 JeTalb KPIIUICHHS.

Hatenep uumano wmaiicTpiB HpauioTh Yy
TPAAUIIHHUX TEXHIKaX, TOTPUMYIOUYUCH CTATUX
IpaBWJI BUTOTOBJICHHS MpHUKpac, 1o, Oe33arme-
peuHO, HaJekKaTh A0 JIEKOPATHBHO-YKUTKOBOTO
MHUCTELTBA. BTiM YMMago MUTI(IB BHUBOIATH
OicepoIuIeTiHHS Ha SIKICHO HOBHH piBEHb: IXHI
XyIOKHI KOHIEMIIiI, BTUICHI 13 3ady4eHHSM
KOIITOBHUX a00 HAaMiBKOLITOBHUX MiHEpaJliB
Ta METaliB; HEHMOBIpHa JeTajizalis i aBToOp-
CbKe OayeHHs TEXHIK MOXYTh CMIJIMBO CTaBUTH
iXHI BUpOOM Ha OJIWH PIBEHb 13 IOBEIIPHUMU
npukpacamu. TyT BapTo 3BEpHYTH yBary i Ha
MaTepialbHUN CKIAAHUK, AK€ YacTO MHTII
BUKOPUCTOBYIOTh KOIITOBHI JeTani HpHUpO.-
HOTO 1 CHHTETHYHOTO TOXOJDKCHHSI, THM CaMUM
BUIIPaB/IOBYIOYH BUKOPUCTAHHS T€PMiHA «IOBE-
aipHe». Mo)kHa TOBOPUTH PO (HOpMyBaHHS
CBOEPITHOTO «BUCOKOTO» MHUCTENTBa Oicepo-
IUIETIHHS. 3BEpTAlOuM yBary Ha MaTepiajbHUI
CKJIQJIHMK, CIIiJ] CKa3aTh Ipo Oe3MexHE po3-
MaiTTa BUAIB Oicepy, 10 HHUHI MpPEICTaBIICHI
y BupoOax mutuiB. Hampuxinmi XX cTOMITTS
CBITOBUM IOCTA4aJIbHUKOM BHUCOKOSIKICHOTO
Oicepy, okpim Yexii, ctana Anonis. Came TyT
3BepHYJM yBary Ha HEOOXiJHICTb CTBOPEHHS
HOBUX (hOPM HAMUCTHUH, 3a0apBICHHS, CTIOCO0IB
HaHECEHHS MOKPUTTS 1, HANTOJIOBHIIIIE, BETUKOT
rpagaiii po3mipiB. 3aBIsSKH YUCIEHHUM Bapi-
aHTaM, L0 IPOMOHYE PHUHOK, MUTLI MOXYTb
CTBOPIOBATH YHIKaJbHI BHUpOOH, amke Oicep
JyXe IUIACTUYHHUI MaTepial, 1 3 HbOro MOXKJIMBE
BUTOTOBJICHHS Oynb-aKuX (HOpM; a MO€THAHHS
HAMUCTHHOK PI3HMX PO3MIpiB 301JIbLIYE MOXK-
auBOCTI (opMoyTBOpeHHs. Takoxk HeoOXiIHO
BI/I3HAYUTH ¥ aKTHBHE 3aJy4yeHHS MiHEpaJliB
IPUPOTHUX, HEOOPOOIECHUX (POPM, 1110 CBITUUTH
PO €KOJIOT13allil0 MUCTENUTBa OiceporIeTiHHS.
Came BUpOOH, 110 MOETHYIOTh MiHEpaJlu MpH-
ponuux (opm i Gicep, BTUIIOIOYHM TAKUM YHHOM
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CHUHTE3 JIIOJChKUX TpAIMIii Ta HPUPOIHOI
KpacH, € OCHOBHOIO TEMOIO IIi€] CTATTI.

VY wiif cTarTi po3MOYHEMO OIS/ HPHUKpac i3
Oicepy 3 BUKOPUCTAHHSIM MiHepalliB HeoOpo-
Onennx ¢opM BHUpoOaMH KHIBCHKOI MaWCTpHUHI
Baronessainred, ska mpaifoe i3 HarliBKOIITOB-
HUMHU KaMmeHsMH Ta Oicepom. Bona cremiamnizy-
€THCS HA BUTOTOBJICHH] YPOUUCTHUX, HETIOBCAKIICH-
HUX TPHUKPAC, SIKI BTUTIOIOTH 171e1 BUCOKOI MOJIH,
He oOMexeHoi mNoOyTOBUMH paMKkamu. Bona
Ha3BaJIa KOJIEKIIO, IO CKIIAJAEThCS 13 BUPOOIB 3
HEeoOpoOIeHNMH MiHepanam, «YakIyHKa», THM
CaMHM aKIEHTYIOUM CHHTE3 XyIOXKHIX, (PI3HUHUX
i cakpanbHUX BracTUBOCTell MarepiaiiB. Ii TBop-
4iCTh MOYXHA TIOPIBHATH 3 IHTEJIEKTYaIbHUM YHH-
HHUKOM HeipoapTy — 6a3yeThCst HA 0COOMCTICHOMY
M1IXO/1i MUTIIS JI0 B1IOOPayKEHHS B XyIOXKHIX TBO-
pax BIACHHUX CBITOIISIHUX MpUHIUMIB [3, 23].

[lepcrenp i3 cipuM KBaplioM CTaB MEpIIUM
BUPOOOM IIi€i KOJNEKIIii, 3aro4aTKyBaBIIN CTUIIb
HACTYIHHUX BHUpOOiB. DakTypa KaMeHIO Haramye
BKPHUTY KPHUIOIO CKemto, a0o kK OypeMHI MOPCHKi
BOJIM, CKYTI 3UMOBOIO Kpurowo. KpymHa BcraBka
CKIaaHoi (opmMH 3yMOBMIIA 1[I0 ONpaBU: Maid-
CTPUHS BHUKOpHCTajla JiBa PO3MIPH IPO30POro
Oicepy Ta cipi, y KOJIp KaMEHIO, CKJISIHI HaMHUC-
tuHUA. OmnpaBa MakCUMajbHO HEHTpasibHA, BOHA
HE BIJIBEpTA€ yBary Bijl LEHTPAJIbHOTO €IEMEHTA.
Benuki po3mipu mepctHs 1 Horo Bara poOnATh
HOT0 ypO4HCTOI0, HE IOBCSIK/IEHHOIO ITPUKPACOIO.

AHanoriYH1Ii KOMITO3UIIIHHUIN IPUHIIKIT 3311~
SHUHM y TIepcTHI 3 OJIakUTHUM TomazoM. KamiHb
Ma€ KOJIbOPOBY DO3TSDKKY, BiJl Hacu4yeHO-OJia-
KUTHOTO JI0 cipyBaro-Oinoro. Bin He Mmae Toi
IPO30POCTI, KA TAK LIHYETHCS y MPUXUIBHUKIB
TPaJUILIIHOT OTPaHKHU, BTIM came Iie 1 poOUTh
foro yHikanbHuM. locTpi Kkpai HaOIMXKarOTH
fioro opmy 110 po306UTOi KpUTH, a CBITIO-OJa-
KUTHHH Oicep ompaBH BiJIIrpae pojib CBOEPIAHUX
XBHJIb, 10 OTOYYIOTh KpUry. TyT aBTOpKa BUKO-
pucrana qpiOHI CKIJISIHI HAMUCTHHHU HACHYEHOTO
Ja3ypHOTO KOJIBOPY, SKi MiAKPECTIOITh CHIIYET
KaMEHIO 1 aKIIEHTYIOTh 00’ €M MPUKpaCH.

JUis mepcTHs 13 BENMKUM NPHU3MOIOAIOHUM
KpPHUCTaJIOM aMeTHCTy Oyna po3poOiieHa iHIIa
KOHIEMIis: BiH HIOM BUpUHA€E 3 ONpaBH, Mps-
MYIOUHd yTropy CBOIM HacH4eHO-(10JIECTOBUM
KpaeM. Bupi0 Haragye BeCHsSHY KBITKY, siKa, HE
NOCHIIIAI0YH, MiABOAUTbCA 3-mij cHIiry. Cama
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MaiicTpuHs aana ifomy Ha3By «CoH cepen Oy3Ky»,
BIJIIOBIIHO IO TAKOI HA3BM KaMiHb IOIIOHUI J10
aexaqoi ¢irypH, 3aropHyToi B OuTy KOBIpY Ha
Oy3KoBOMYy JIOXKi. MakcuMmanbHO OO0IrpyeThes
3a0apBIeHHS KPUCTATy — Bij OUIOro 10 Hacuye-
Horo Oy3koBoro. Taka >k majiTpa BiATIHKIB Oicepy
3aJIy4eHa JUIsl BUTOTOBIICHHS OnpaByu. MalicTpuHs
nijoupana BiaTiHKY Oicepy Ta cTpasiB, siki O Haid-
Kpalle MiAKPeCcIwIn Kpacy KameHio. Bepxus
YacTHHA OINpPaBU — MPO30pa, Ha TIi OLTyBaToro
3a0apBICHHS OCHOBU KPUCTAIy 37a€ThCs OLI0I0.
[i monoBHIOIOTH KpUXiTHI PO30PI cTpasu. Huskws
YacTHHA OMNpaBU — Oy3KOBa, BOHA IiAKPECIIIOE
BUCOTY BUPOOY Ta BIJTIHSE BEPXHIO CBITIY ILIO-
mmHy. KpymHi po3mipu nepcTHs HoparoTh HOro
K YpOYMCTY TIpPHKpacy, He IpU3HA4YeHYy Ui
MOBCSKAEHHOro HOCiHHA [4, 15]. Cxnaana ¢popma
KaMEHIO YHEMOXXJIMBJIIOBaJa 3BHYAHE pO3Mi-
LIEHHS B OIPaBi, TOMY JJIs1 HbOTO OyJo miiopaHo
«HAMIBIGKAYUI» PaKypcC, IO JaB MOXKIUBICTb
MIIHO 3aKpiIHUTH Horo B onpasi. Tomy aBTOpchKa
Ha3Ba «CoH cepen Oy3Ky» LIJIKOM BHIIpaBAaHa 3
XyHAOKHBOI TOYKH 30pYy.

JIBa mepcTHI 13 XaJbKOMIPUTOM BHUPILICHI B
MIPUHIIMIIOBO BiMIHHIN KOJOPUCTHYHIA rammi.
OpnnakoBuil Matepian, MpoTe aOCOMIOTHO Bif-
MiHHI KOJIbOpH Oicepy 3po0min iX CBOEPIIHUMHU
aHtaroHicramu. [lepuuii nepcTeHb BUTPUMaHHMA
y TpUTaMaHHiil MiHepaiy ¢iojaeToBo-cMapar-
noBiii rammi. KaMine mMae ckenenoniony gpopmy
13 TOCTpUM pedpoM HocepeuHi, TOMy OTPUMAB
Ha3By «l'ipcbka 4yakimyHka». OmnpaBy BHUIOTOB-
JeHO 13 MmartoBoro (ioneroBoro Mmikpooicepy,
NEpUMETpP MPHUKPALICHO APIOHMMHU CMaparao-
BUMHU CTpa3aMd H TPUTPAHHOIO CMapargoBOIO
pyoxoro. TyT HeoOXiTHO PO3IISHYTH IOKJIaj-
Hillle 0COOIMBOCTI MaTepialliB: MaACTPHUHS 3aIy-
Yyae SAMOHCHKHM Oicep PI3HUX PO3MIpIB, KU
O0IUTITaE TOCTPY BCTABKY 1 MIIIHO yTpUMYE i,
He3BaXKarouu Ha ckiagHy (opmy. Tpurpanna
pyOKa cTaya OHUM 13 HAUMOMYJSPHIIIUX TOBA-
piB SMOHCHKUX BUPOOHUKIB Oicepy, OCKIIbKH Il
¢dopma Ta po3maiTTs 3a0apBICHHS HE MaJIX aHa-
noriB. Bhatounce no posmsiay ¢dimocodcebkoro
6adeHHs1 BUpOOY, MOXKHA CKa3aTH, 110 KOMIIO3H-
1isi BUpoOy Haraaye CTpPIMKY CKeJro, Oinis mif-
HIAOKSL SIKOT pOCTe T'yCTHH JIiC 1 MUUTh CTpiMKa
piuka. Kaminb i3 Apyroro nepcTHs Mae TEMHIIINAN
BIATIHOK Ta OinblI APiIOHY HMOPHUCTY CTPYKTYPY.

Tomy orpaBa OiIbII LIJTICHA — CYyBOPHIA YOPHHIA
KOJIp BIATIHSIE CTPOKATYy CepeinHY, KOHIICHTPY-
I04M Ha Hiil yBary. BcraBka Haragye TaeMHUYe
o3epo B mubuHi neuepu [4, 15]. CunroBaro-cMma-
parnoBuii KoJip MOBEPXHI HA COHLI IepenuBa-
€TbCA yCiMa BiITIHKAMH BECEJIKH, Y 3aTIHKY Hali-
[IOMITHIIINWI JUIlIE OCHOBHUN BiaTiHOK. O0uaBa
PO3IISHYTI EPCTHI MOPIBHAHO HEBEJIUKI, MAIOTh
HE3HAYHY Bary, TAM CAMUM BHUCTYIIAIOUH SIK YPO-
YUCTUMH, TaK 1 MOBCAKICHHUMH IIPUKPACAMHU.
Kinpka mepcTHIB i3 SIIMOBMMHU BCTaBKaMHU
noAiOHI 3a CuilyeTaMu, MPOTe BUTOTOBJIEHI 13
3aJy4eHHSIM pI3HUX MarepiaiiB ompaBu. Baprto
po3MoYaTH OmIsI 13 caMHX KaMEHiB: sIMa
MOCTAE K Y «YUCTOMY» BHUIIISII, O€3 JOMIIIIOK,
TaK 1 3 MPOXKHUIKAMH T'eMaTuTy. 3Ba)Kalouu Ha
KOJOPUT BUOpaHMX MiHEpasiB, aBTOpKa IIiJI-
Oupana BIANOBIJHI KOIbopu Oicepy IUIsl OIpasB.
[lepmmii 13 pO3MISAHYTHUX TEPCTHIB OTPUMAB
Ha3By «llonboBa YakiyHKa», OCKIJIBKHU SIIMOBA
BCTaBKa Ma€ TPUKYTHY (QOpMY, MO HNEPUMETPY
037100/1€eHa KPUXITHUMH [IMAaTOYKAMU aBaHTIO-
pHHY, IO Haraaye 3epHa. BapTo ckaszaru, mo y
[OMY BUPOO1 OIpaBa Ma€ HE MEHIIE 3HAYCHHS
JUI Bi3yaJbHOTO CHPUHHATTS, HIK LEHTpaJbHA
BCTaBKa. 3arajibHa (hopMa NpUKpacH Haraaye
KOJIOCOK. HacuueHuii 4epBOHUI KOJIp KaMEHIO
KOHTPACHO TIiJKPECICHO YOPHUM MikpoOice-
poM onpasu. HacTynHuil nepcTeHb — TPUKYTHOT
¢dopmMu depBOHA fIIMa i3 3a0KPYINICHUMH Kpa-
SMU B OIIpaBi i3 4OpHOTO MikpoOicepy Ta (iose-
ToBO1 pyOKu. Hacuuenuil uepBoHMI KOMip SIIIMU
KOHIIEHTPY€e Ha cO001 yBary, OInpaBa BHCTYIIA€
JIMIIE JONOMIKHUM, 3aKPIIUTIOI0YMM €JIEMEHTOM.
[i MmaToBa (axTypa 101aTKOBO IOCUIIOE IISHIIE-
BUH OJIMCK MOBEPXHI BCTaBKU. TpeTiil mepcTeHb
BA)XKO 11eHTH(]IKYBaTH SIK SIIMOBHH YU TreMaru-
TOBHUH, OCKUIbKM OOMJIBA CKJIAJHUKH HPUCYTHI
y piBHil mponopiii. Cipo-KOpUYHEBY BCTaBKY
e(eKTHO BiJATIHJE YEPBOHA OIpaBa, JIOTIOBHEHA
M0 TEPUMETPY APIOHHUMH 30JIOTHCTUMHU CTpa-
3amu. CHiTyeT onpaBH MOBHICTIO MIOBTOPIOE KOH-
TYpH KaMEHIO, MTOCHUJIIOIOUN BIUYTTS IUIACTHUKU
1 rHyukocTi. Cii 3BepHyTH 0COOIMBY yBary Ha
3a0apBJICHHSI CaMOr0 KaMEHIO: TEMHO-Cipe TIO
IPOHMU3YIOTh OXPHUCTI W KOPUYHEBI MPOXKUIKH
SIIMH, YTBOPIOIOYM CBOE€PIIHUN (haHTACTUUHUI
neizax. Bin Haragye BogHowac 1 JaHamadT
HEBIZIOMOI IUIaHeTH, 1 MOuHKU KocMocy. Hacu-
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YEeHO-YepBOHA OINpaBa oOpamuisie HOro, HEMOB
BEUYipHI XMapH, a 30JI0THCTI CTPa3H CAIOTh, HEMOB
nanexi 3opi. Bei Tpu nepcTHi MaroOTh KpyTHi po3-
MipH, BUCTYNAIOUH, TAKUM YUHOM, YPOUHUCTUMHU
MIPUKpPACAMH.

[TonibHum yMHOM OGOPMIICHO MEPCTEHb 31
3MIHOBHKOM: HOTO HEBENUKI po3Mipu, Hipami-
JanbHa 3a0KpyrieHa GopmMa Ta SICKpaBe 3elieHe
3a0apBJICHHS ACOLIIOIOTHCS 13 TOJIOBOIO PENTHIIII.
MaiicTpuHsa Ha3Bajla LIeW IEpCTeHb «Xas3sdlka
MIZHOT TOpH», MPOBOISYM Mapajeinb 3 ypalb-
CHKMMH JIETEHJ]aMH Ta 1X aJanTawi€ero 10 cydac-
Horo yuraya y kaskax II. baxosa [5]. Onpasa
NEPCTHS MOEAHYE KiJbKa KOJBbOPIB Ta PO3MIpiB
Oicepy: Mmpo3opuil MiKpoOicep MOeIHY€EThCs 13
OJIMCKy4YMM YOPHUM Ta MaTOBHUM 3e€JIeHUM Oice-
poM JApiOHOTO po3Mipy, MEpPUMETP 03100ICHO
NEpPeIUIeTIHHAM YOpPHOTro i 3ejeHoro Oicepy.
TakuM 4YMHOM MAaNCTPUHA CTapajacs Iepe-
natu 3a0apBieHHS Ta (QaKTypy WIKIpU SIIIPKH.
V xazkax 1. baxoBa, 1110 IpyHTYIOTBCSI Ha €10Ci
HapoaiB Ypaiy, yacto Qirypyroors (antacTuyHi
MIPUKPACH, CTBOPEHI MiJI3EMHUMH MaiicTpamu; a
TAKOXK TAEMHHMIII MalCTEPHOCTI, SIKi 3100yBalOTh
rizxi repoi. MoXkHa IpoOBECTH Hapaeib i3 erno-
CaMH BCHOTO CBITY, JIe T€pOl IIyKaroTh KOILITOB-
HOCTI «HE 3 Iboro cBiTy». lle ckapOu Ooris,
MOJapOBaHi X KOXaHUM ab0 BHIATHUM TepOsiM
(mipu Ennann) [6]; ckapOu, cTBOpeHi npencTas-
HUKaMH TIOTa€EMHOTO Hapoay (KeIbTChbKHHA Ta
CKaHAMHABCHKUH enoc) [7, 8, 9]; ckapOu, Bukpa-
JieHI Boporamu abo 3JIMMHU JyXaMH i 3axoBaHi
y «IHIIUX BUMIipax» — MiJ BOAOKO, MiJ 3eMJCIO,
y xMapax Ta iH. (Mipu Kutaro Ta Amnonii) [10].
TakuM 4nHOM, MOIIYKH 00pa3y (aHTACTUUHUX
MIPUKpAC CTaJM JUIsl MaiCTPiB-IOBEINIPIB yCHOTO
CBITY YMMOCH NOAIOHUM 10 TourykiB CBSTOrO
I'paamo g nunapiB  cepennboBivus. Came
o0pa3 MidiuHO1, 103a3eMHOT IPUKPACH 1 HamMara-
nacs BTUIMTH MAaUCTPUHSL.

Po3risiHeMo HU3KY KyJIOHIB 3 1€l k& cepii.

Kynon 3 mpo3opuM TipCbKMM KpHIITaIeM
oTpuMaB Ha3By «CHMBOJ YUCTOTH», OCKUIBKH
OJIHIEIO 13 HAWJaBHIMIUX 1 HAUMOIIMPEHININX
BJIACTUBOCTEH MPO30POr0 KPUIITAIIO Yy BCIX
erocax CBITY € 3aTHICTb BIAPIZHATH OPEXHIO
BiJ rpaBay. Takox HOMy IPUITUCYIOTh 3aTHICTb
3axXMIIATU BiJ JYPHOTO OKa Ta TBMSHITH y pa3i
KOHTaKTy 3 oTpyToto [11, 43]. Kpynuuii npuzmo-
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noAiOHUIl KpUCTall 3aKpiIUIEHO TaKUM YHHOM,
110 BiH CIIPSIMOBAaHUI JOHU3Y TOCTPUM KiHLIEM,
a BepxHSA HOro yactuHa oOIUIeTEHa MPO30PHM
Oicepom. Y koHemnuii 1iporo BUpoOy 1 BCTaBKa,
1 6icep MarOTh OJJHAKOBHM KOJIpP 1 TOHAJbHICTB,
BOHU HIOU SBIIIOTH COOOI0 OfIHE LILJIE.
[ToniOHuil mpwifioM 3aCTOCOBAHO y KYJIOHI 3
KPHUCTAJIOM aMeTHUCTy. BTIM TyT, HaBIaku, KpHc-
TaJl aMEeTHCTY 3aKpiIUICHO y JDKIYTI 3a TOCTPY
OCHOBY, a KpPYIIHUH PO3JBOEHHUN KPUCTaJ CIIps-
MOBaHUM A0HU3y. TakuM 4YMHOM, KyJIOH Hara-
JIy€ JIICOBY KBITKY — JI3BIHOYOK, III0 XHTAETHCS
Ha BITpY. 3aBASKU INIAJIKIA TOBEpXHI OiCEpHOro
JUKTYTa KaMiHb JIETKO PyXa€TbCs B3IOBXK HBOTO.
Pyxu enemeHTiB BUpOOY — KIHETUUHICTh — MAIOTh
TYT MOTY)XHUH BIUIMB Ha KOJIOPHUT 1 Bi3yasibHE
cnpuiHATTA. COHSYHI MPOMEHI, BiJI3epKaIIIOIO-
YUCh Y TPAHsAX KpUCTAIy, HA/IAal0Th HOMY Hacuye-
HUX, MaiDKe KparulauHuX BiATIHKIB Ta BIIKUIAIOTh
y pi3Hi OOKH mypIypoBi COHsuHI 3aitunku. Haro-
MICTh Y 3aTiHKY BiH 3[A€TbCS CBITJIO-OY3KOBUM,
Ii/1 9Yac KOJMBaHHS BiJIKPUBA€E CHHIOBATI IPaHi.
Kynon i3 BicMyToM Tpoxu BHOMBAa€TbCA 13
3arajibHOrO BUIVISILY KOJIEKIi, TYT peCcTaBIcHe
oIpaBJieHHs B OiCEpHY OMNpaBy METally — BICMYT,
abo OicmyT (HOBa Ha3Ba), € METAJECBOI CIIO-
aykoto [12]. BTiM cTpyKTypa KpUCTaly LIJIKOM
BIJIMIOBITa€ Ha3Bi KOJMEKIIiT Ta i inocodcrromy
3MmicTy. EcteTnuna ocoOnuBiCTh IIBOTO Matepi-
aly HoJsrae y Woro mipamilaibHid CTPYKTYpi
Ta CSAOYOMY XaMEJICOHOBUIAHOMY 3a0apBJICHHI.
CunyeT BCTaBKHU aCOIIOETHCS 31 CKIATHOIO apXi-
TEKTYpOIO, a 3a0apBICHHS HAaray€e Cy4acHi CKJI0-
010K, MOMYJISAPHI y Meranosnicax. Baarouuncs 1o
¢inocodcbkux MipKyBaHb, MOXKHA MOPIBHATH
e rmepcTeHsb 13 3aryOlIeHnM y HeTpsAX MICTOM,
sIKe TIOIVIMHAE MpUpoa. AGO kK, 3aINOIIOI0UNCH
y HeTpi icTopii, ySIBUTHU JaBHii Xpam, 3aryOue-
HUM y JokyHDsix. [lotaemue wmicne, ne maridsi
3HAHHS NEepeAaloThes aume odbpanuM. Hacuue-
HUI 4epBOHUIl Komip OicepHOoi OmpaBH KOHTP-
acTye 13 3€JIEHyBaTOI0 F'aMOIO BCTaBKH, a MAaTOBa
daxTypa Oicepy miKpeciIroe OIUCK MiHEpalTy.
PestoMyroun po3misiHyTUH Marepiaji, MOXKHa
HAroJOCHUTH Ha 3HAYYIIOCTI CKJIaJHUX MPUKpAC
13 BUKOPHCTAHHSAM HEOOPOOJICHUX MiHEpaliB Y
noeaHaHHI 3 OiCEpHUMH €JIIeMEHTaMHu JUIsl CBi-
TOBOI KYyJBTYPHOI CHaAIMHU. AJDKE Ha cydac-
HOMY eTani MHCTEUTBO OiceporieTiHHs HalyIo
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HACTUIbKU BHIIYKAHUX, CKJIAJHUX Ta HEMOBTOP-
HUX (OpM, II0 MOXKE CMUIMBO PO3IIIAIATUCS Y
KOHTEKCT1 OBEJIIPHOTO MHUCTELTBA. 3aJIyuyeHHs
HeoOpoOJIeHNX MiHEpaliB MOCUIIIOE €KOJOTIUHE
3HauUeHHS BHUPOOIB, JIEMOHCTPYE TOE€JIHAHHSI
TPAAULIAHUX TEXHIK 13 «HOBUMHU» 00’ €KTaMHU.
Takox BapTo 3Ba)KaTu 1 Ha Te, IO Y HABEICHIM
KOJIEKIII1 mepen IisgadaMyd PO3KPUTO HE JIMIIE
Bi3yallbHi, a 1 CaKpaJIbHi BIACTUBOCTI MIHEPAJIIB.
Po3maiTTss XymoXKHIX KOHIICMIIii, BTUICHHUX 3a
JIOTIOMOTO0 TAKOTO TIACTUYHOTO MaTepiaiy, sk

Oicep, AEMOHCTpY€E HOro rapMOHINHICTh Ta CHM-
O10TUYHICTb Yy MMO€JHAHHI 13 OyIb-IKMMHU CHITye-
TaMH BCTaBOK.

Bukopucranns Gicepy y CKIagHUX, 00’ €MHUX
YpOUYHCTUX IMpHUKpacax HUHI aKTUBHO PO3BHBA-
€THCS, AU MIATPYHTS A7 MOJANBINNAX AOCTi-
JUKeHb I1i€l TeMaTWku. bararo MaicTpiB CTBO-
PIOIOTH YHIKaJbHI BUPOOU, SIKI MOXKHA CMIIKMBO
BiJTHECTH JI0 IOBEIIPHOTO MHUCTEIITBA. Ixust TBOP-
4iCTh MPOJYKY€E IiKaBl Marepianu A HACTYII-
HUX CTaTEH.
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PO3JYMHU PO CYUYACHUM XYJTOXKHIN TEKCTHJIb YKPATHH

HemonaBHo Bwuifllula JIpykoM HOBa MOHO-
rpapis  Onbru  JIyKOBCbKOI  «APTTEKCTUIIb
Vkpainu»', mpucBsYeHa HOBUM NEPETBOPEHHSIM
1 MeTamMop(03aM YKpaiHCHKOTO XyI0KHbOI'O TEK-
ctumo Ha Mexi XX—-XXI cTodiTh y KOHTEKCTI
EKCIIEPUMEHTAIbHUX €BPONEHCHKUX TEHICHIIIHN.

Omnbra JlykoBchbka JOKTOpP MHCTELTBO3HAB-
CTBa, wieH HallloHalbHOT CHIUIKH XyJ0KHUKIB
VYkpaiHu, HUHI € IHUPOKO BiJOMOIO SIK B YKpaiHi,

OJIbrA IYKOBCBKA

e

- TEKCTUJIb
YKPATHM

! Jlyxoschka O. ART TekcTunb YKpaiHH y KOHTEKCTi €BPO-
HEIICHKUX eKCIIEPUMEHTAIbHUX TEHEHLIH Apyroi moloBrHN
XX — mouatky XXI ct. KuiB : Maiictep xuur, 2018. 248 c. 1.

© Kapa-Bacunnena T. B., 2022

TakK 1 JajeKo 3a ii MekaMu, TOCHITHUIEIO YKpa-
iHCbKOTO MHcTenTBa. B 11 TBOopuomy AOpoOKy
IMOOKI HAayKOB1 HalpalloBaHHS B ramy3i TKa-
IITBa, BOHA aBTOP YUCIEHHHUX CTaTel 1 IPyHTOB-
Hoi MoHorpadii «XynoxHe TKaTBo JIbBOBa 1pY-
roi monoBuHU XX CTONITTS», OJIHA 3 MPOBIIHUX
1 aBTOPUTETHUX JOCIITHHUIb CYy4aCHOTO XY/I0XK-
HbOro TekcTuwio. O. JIykoBcbKa — ydacHHI
Ta Kyparop YKpaiHCBKUX 1 MIDXKHAPOAHHUX TeEK-
CTWJIbHUX BHUCTABOK, 0ararbox XyHIOXKHIX IpO-
€KTIB, IJICHEPIB, @ TOMY Mae 3Mory (hopMyBaTH
MHUCTELIbKE CEpEelIOBHIIE B Taly3l TEKCTHIIIO,
OyTu mMOOKO 00I3HAHOIO 3 HOBITHIMHU TEHJICH-
[[iSIMA CBITOBOTO MHUCTEIbKOTO mporecy. Came
K XyIOKHUK-IIPAKTUK, KypaTrop BHCTABKOBHX
IPOEKTIB 1 BIYMJIMBHHA JOCHITHUK Cy4acHOIO
apTTEKCTUIIO BOHA JIOCSIIAa BarOMUX pe3yJIbTa-
TiB. 3HaHHS OCOOJMBOCTEN TEXHOJIOTII TKAIITBA,
OCHOB HOT0 KOJOPUCTUYHMX 1 KOMITO3UILIIMHUX
pimeHs gae MoxkiuBicTh O. JlykoBChKil aHami3y-
BaTU IIe¥ BUJ MHCTELTBA 3cepeauHu. BogHouac
HOIVIsIT MUCTEIITBO3HABIIS, aHATIITHKA 10TIOMAarae
00’€KTHBHO OLIHIOBAaTH XyJOKHI NPOLECH, IO
BiJIOyBaIOThCS B IAPHHI TEKCTUITIO, ONTUMAJIbHI i
0e3BHXIJHI CUTYyallil, B sIKl OTPAIUILE IS TaTy3b
Ha IJIXY 1HTerpauii y cyyacHUi CBITOBHH IpoO-
nec. Came ToMy Tak BakiuBa rpogeciitHa JymKa
1 TOCTpUI aHAIITUYHUHA TOTIIS TOCIITHUIIL, L1
KOM JIOBipsi€lI i B OI[IHIOBaHHI XyJOXKHIX SIBHIII,
XapaKTEepUCTHULl TBOPUUX OCOOMCTOCTEH, aHAI31
TBOPIB MHTLIB.

Ha cropinkax kuuru O. JlykoBcbka po3kpu-
Ba€ CKJIAJHI MPOLECH XYI0XKHBOIO 00pa30TBO-
pEHHs, 10 BiJOYBaIOThCS B rally3l Cy4yacHOIoO
aprrekcTuno. HuHI e mmMpoke, ckiaaHe W
OararorpaHHe SBUIIE YKPaiHCHKOTO TEKOPATHB-
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HOTO MHCTeNTBa. TBOpeHHs «oOpa3y» MUTII
CY4YaCHOTO TEKCTUJIIO PO3YMIIOTh SIK OCOOJIHBY,
creun(iyHy ranxy3pb Mi3HAHHS CBITY, HAIOBHEHY
€MOIIIIfHOI0 3MICTOBHICTIO, (PiIIOCOPCHKUM PO3-
MipkoByBaHHsIM. Hactae coepigna «audy3is»,
CHHTE3 JIEKOPAaTUBHOTO Ta 0OPa30TBOPUOTO MHUC-
TENTBa, IO MOPOPKYE MPOCTOPOBE MHCTEITBO,
Je TpaauIliiHI Marepiaid, BIACTHBI TOMY YH
IHIIIOMY BHJy, BUKOPHCTOBYIOTbCS $K 3aco0u
XyAOKHBOTO (opMOTBOpeHHs. Brnacue, BinOy-
BAEThCSA KapIuHAJIbHE pedOpMyBaHHS CHCTEMHU
IUTACTUYHUX MUCTELTB.

O. JlykoBchbKa pPO3IVISIIAE PO3BUTOK XY/IOXK-
HBOTO TEKCTHJII0O Ha 3JIaMi CTOMNITh, y MIyXKe
CKJIaJHUIA 1 HEOJHO3HAYHMM y CBOIX MpOsBaX
nepiog. 1990-1i poku mMO3HAYEHI 3AO0YTTSIM
VYkpaiHoto aep:kaBHOI HE3aJIEKHOCTI, IO CHpH-
S0 K caMoigeHTU(diKaii 1 HaIlOHATLHOMY
CaMOBH3HAUEHHIO, TaK 1 1HTerpaii y CcBITOBHiA
mpocTip. 3 0IHOTO OOKY, 11l IPOIECH CIIPSMOBaHI
Ha CaMOTONIMOICHHS 1 CIIPSIMYBaHHSI MUCTELITBA
B MHHYJIE i TpaJuiiiine, 3 1HIIOTO — IHTErpOBa-
HICTh MPUIIBUIIINIA 3MIHY XyJIOKHBOTO XKHUTTH,
OCMMCJICHHS MPOLIECIB PO3BUTKY CBITOBOI'O MHUC-
TENTBAa 1 CHIBBIAHECEHICTh HOro 3 HarpsiMOM
YKpaiHCBKOI KYJIETYpH.

Came B 1990-x pokax posmnoudaBcs MOCTMO-
JICpHICTCHKHMI €Tal y pPO3BUTKOBI KyJIbTYpH, a
BIJIMOBIHO TIEPEOPIEHTALlISI MUTIIIB, TIEPEOIIiHKA
HUMH TIONEPEIHBOTO XYIOKHBOTO JOCBiy I
€CTeTUYHHUX 17eaiiB. SIK HAcHiZOK, 3MIHMIACS
XyJIOXKHS MOJIeIb MUCTENTBA Ta €CTETUYHI Opi-
€EHTHPHU. YKpaiHChKI MUTI, 1 1€ 3aCBIAYYIOTH
TBOPILI YKpaiHCHKOTO apTTEKCTHIIIO, 3100YyBIIN
TBOPUY HE3aJIEKHICTb 1 CBOOOIY TBOPUOCTI, OIH-
HWINCH Y KOJII Halip13HOMaHITHIIIMX MUCTELIBKUX
HanpsIMiB 1 KOHIIETIIH, cTalu CBiIKAMHU ¥ BOJ-
Ho4ac OyIiBHUYMMH 3MIHU COLIaNbHOI (PyHKIIT
MUCTELTBA, PI3HOBEKTOPHOCTI HOTO HAmpsMiB,
pi3HOMACIITAOHOCT]I XyAOKHBOI MOBH 1 CTHIIIC-
THKH, HAWHOBITHIIINX MUCTEILKUX KOHIIEIIIIH.

Hackpi3Ho yepes yCcro KHUTY IPOXOAUTH TBEP-
JDKEHHSI, 110 Cy4YacHE YKpAiHChbKE MHUCTELTBO
BJIIMJIOCS. B €BPOIEHCHKUI 1 CBITOBUH XyIOXKHIM
IpoIeC, HE BTpadaroy MpH LBOMY CHEIH(IKU
1 HallOHAJIBHOT OKPEMIIIHOCTI. AHaTi3yH49u
TBOPUICTh YKPATHCHKMX MUTIIIB Cy4aCHOTO apT-
TekcTuio, O. JlykoBChbKa HaroJo1urye, o B yMo-
BaxX €BpOIEHCchKOro BUOOpPY YKpaiHM OTHHUM i3
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NPIOPUTETHUX HANpsMIB € mpoliiema IHTEerpo-
BAHOCTI y CBITOBUH KyJIBTYPHHMH IpOLEC, IO
HaOyBae 0COOJIMBOI aKTyaJbHOCTI Yy 3B’SI3Ky 3
€BPONEHCHKUM BHOOPOM YKpaiHH, MparHeHHIM
HApoAy A0 IHTEerparii B MOJITUKO-€KOHOMIYHHIA
npoctip €sponu. BongHouac BaxinBoro npooiie-
MOIO B €BPONIEHCHKOMY I'yMaHITapHOMY JTUCKYpCi
nocrae 30epeKeHHs HalllOHAJIbHOI CBOEPIIHOCTI
YKpaiHCBKOTO 00pa30TBOPYOro Ta JEKOpaTUB-
HOTO MHCTENTBA. TBOPYICTh CYYacCHUX XYIOXK-
HUKIB 00pa3oTBopyoro Mmuctentsa XXI cTomiTrs
PO3BUBAETHCSI HA TIi TEHICHIIT HOBOTO MHUC-
TEIBKOTO OadeHHs 1 cyyacHUX (popM BizyanabHOT
BUPA3HOCTI B KOHTEKCTI €BPOMNEHCHKOTO XY/I0%K-
HBOTO Tporiecy. MuTIIi robesneHa, ik CTBEPKYE
O. JlykoBCcbKa, aKTUBHO pearyloThb Ha HOBITHI
TEHICHII] BITYM3HSIHOTO Ta CBITOBOTO 00OpPa30T-
BOPUOTO0 MHCTEITBA, IUICKAIOUUM IpPU IBOMY B
YMOBax Cy4acHHUX MpoIleciB rmobdamizamii Harri-
oHaJbHI Tpanuuii. Lle BiAmoBigae Takox cydac-
HUM KPUTEPIAM 1 PEKOMEHJAIsIM, AKI 00CTOIO€E
1 nmponarye FOHECKO, ctocoBHO 30epekeHHS
TPaIUIIIHOT KyIbTYpH, 1 BTUIIOE Cy4yacHYy CBi-
TOBY TEHJICHIIIIO 10 3pOCTaHHs T'yMaHiTapu3allii
CYCHUIBHOTO PO3BUTKY.

BaxnuBe micue B MoHOrpadii mocigae pos-
DI HaIlOHAJBHUX OCOOIMBOCTEM Tro0OeseHa,
OHOBJICHHSI HOrO 00pa3HO-IUIACTHYHOI CUCTEMHU
B 1960-1980 poxax XX cromitTs, 1o BiaOy-
JI0CsI Ti]] BILTABOM HOBITHIX TEHJICHIIH €BpOIeH-
CBKOI0 ro0eseHa.

BucraBka rodeneHiB (hpaHIly3bKOTro XyI0KHUKA
Cen-Canca B 1978 poui B Kuesi Oyna cripaBxHbO0
HOJIIER0 [Tt TBOPUOI CIbHOTH Ykpainu. Lle Oyna
(eepist KOIBOPIB, HOBUX TEXHOJOTH, BOHA PO3KPH-
BaJia ()aHTACTUYHUIM CBIT 00pa3iB, HOBUX 0OPa3HO-
KOMITO3UIIIHHUX PillIeHb, TBOPYMX EKCIIEPUMEHTIB.
AJle HalroJIOBHiIIEe, TBOPH BUIATHOTO MUTLS TEK-
CTWJIHOTO MHCTELITBA JIEMOHCTPYBAJIM HE3BiIaHI
HUIIXU peopMyBaHHS 3a/UIs PO3IIUPEHHS OHTO-
JIOT14HOT caMOOYTHOCTI ro0esieHa sIK BUy JIeKopa-
THUBHOTO MHCTELTBA.

3naiiomcTBO 3 TBOpuUicTIO Cen-Canca, cro-
nBwkHuka JKana Jlropca, pepopmaropa kimacuy-
Horo robenena y ®panuii, po3kpuBasia yKpaiH-
CBKOMY IVIsIIaueBl IIMPOKE OCMHCICHHS CBITY
3aco0aMM MHCTELTBa, IO IPYHTYBAJIHUCS Ha
HOBHX 3acajiax 00pa30TBOPEHHsI, HOBUX BUMIpax
IUTACTUYHOTO BTUICHHS.
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Teopuicts Cen-Canca Oymna iMIyabcom
ULl XyIOXHUKIB yKpaiHCbKOro ro0OeseHa,
MIOBOPOTHUM MOMEHTOM Yy iXHBOMY TBOPUYOMY
KUTTI, KaTali3aTOPOM BTUICHHS HOBUX XyHIOX-
HBO-ITACTUYHUX 1/1e#. ['anmy3p crana Ha nuisx
KapJMHAJIBLHOTO OHOBJICHHS, IE€PEOCMHCICHHS
3100yTKIB MHUHYJIOTO ¥ IOIIYKY BJIacHOTO
MiCIli B KOHTEKCTI yKpaiHChKOTO MHCTEITBa
Ta HOBAIlil €BPOMEUWCHKUX XYMOXKHIX MpoIIe-
ciB. XyqOXXHHKH 3BUIBHSIIHUCS BiJ HaB’ A3aHOL
robeneny i7eonoriunoi QyHkuii, BUpoOIEHUX
CTapoI0 CHUCTEMOK JOTM, AUAAKTHYHOCTI W
MJIaKaTHOCTI, 110pa3 OiyiblIe i OibIne KOHIeH-
TPyBaJIM yBary Ha BTUICHHI 00Opa3HO-CHUMBO-
JIYHUX pillIeHb, CYyTO (GOpMaTbHO-TNIACTUYHUX
171edl, BIIACTUBUX LIbOMY BHJY JI€KOPaTHUBHOTO
MHUCTELTBA.

Hogarii y TBOpYOCTI XyIOKHUKIB, HOBI Mif-
X0au Ta mepeocMmucieHHs tpaauuiii O. Jlykos-
CbKa aHaNi3ye 3 MO3MIIH Cy4acHOT MUCTELTBO3-
HaBUOi JYMKH IIONO PO3YMIHHS OCOOIMBOCTEH
TBOPEHHS HApOIHOrO H mpodeciiiHoro muc-
TEITBA, PI3HOTO CTABJICHHS 1 BIAMIHHOI 1HTEp-
nperanii HanOanHs mMuHynoro. Konucs Muxona
loronp, MuiIylOuuch poOOTaMH YKpaiHCBKHUX
KHJIUMApOK, Ka3aB, M0 iXHI KBITU HaragyroTh
MITaxiB, a ITaXxy HaraAyooTh KBiTH. Ka3koBi KBiTH-
NTaxu ¥ J0C1 KUBYTh HA YKPATHCHKUX KHJIUMaX.
Kpaca ykpaiHCpkOoro kuiauma, HOro BaKiIuBa
poib B iHTEp’€pi, pemnpe3eHTaTuBHA (YHKIIISA
MiAKPECIeHHsT MaifHOBOTO CTaHy BJIaCHUKA, IO
6a4rMO Ha MOPTPETax MPEJACTaBHUKIB KO3aLbKOT
CTapIIMHU, TeThMaHIB, 3aKJIaJeHI B YKPaiHChKIi
CBIIOMOCTI Ha reHeTHyHOoMY piBHi. Li Tpamumii,
AK (PYyHIAMEHT, 3aJIMIIAI0ThCS OCHOBOIO IS IIPO-
(eciiiHUX MHTIIB rodefeHa BIPOIOBK XX CTO-
mitt. Ha »kanb, HUHI TOBHICTIO 3pYHHOBaHO
OCEpPEeIKM HAPOJHOIO KWIMMapcTBa. YKpaiHa
YeKa€ CBOIX CIOIBIDKHHUKIB, TaKUX K Bacuib
Kpunuescokuii, Onena Kynsunnpka, [lanac Cnac-
TIOH, SIKI CTAJIM Ha 3aXMCT BIIPOJKEHHS yKpaiH-
CHKOTO KMJIMMA, CIPHUSIN HOTo BIAPOIKEHHIO.
[ToBepHyTH CllaBy yKpaiHCBKOMY KUJIUMY IIpar-
Hynmu ¥ npodeciitni mutui Onena Kynsuuibka,
CesarocnaB Topauncbkuii, IlaBno Kosxkyh,
Muxona BytoBuu, Ilerpo Xomomuuit (monon-
i), Bacune lsauniok, SipocinaBa My3suka, siki
CTBOPIOBAJIM HOBI MIPOEKTH I KUJIMMOBUX OCe-
PEAKIB, CIPUSIIH 1X BIPOIKEHHIO.

Ha BigmiHy Bil HAPOAHOTO KMJIMMAPCTBA, SIKE
3aCHOBaHE Ha 30€peKCHHI JTOKAIBHUX TPAJAHIIIMA
HApOJHOTO KHJIMMa, MHTLI apT-TeKCTHIIIO — IIe
XyAOKHUKU-TIPO(eCcioHalH, IKi TOCTPO PearyoTh
Ha HOBITHI XyJ0KHI TEHCHIII] B raimy3i CydyacHoOi
KyJABTYPH 1 BIANOBIAHO BTUIIOIOTH L€ Y CBOIX
XyAOKHIX TBOPax, IIYKalOTh HOBI 3aCO0M BHpa3-
HOCTI # (DOPMOTBOPEHHSI XyHAOKHBOTO 00pasy.
Came ranmy3b npoQeciifHOro apT-TeKCTUII0 HUHI
€ HalOUIbII MOTY)KHOIO, aKTUBHO PO3BHBAETHCS
[0 NUIAXY €KCIepUMEHTAJIbHUX HOBALil, mepe-
XOJly BiJI IUTOLIIMHHU J10 00’ €MHOCTI, peNibe(pHOCTI,
3aCTOCYBAHHS HOBITHIX MarepiajiB i TEXHOJOTIH.

Taki BumatHi XymnoXKHUKH, sK JlromMuna
XKoronb, Jleonin ToBctyxa, Hanis baGenko,
Oner MamkeBuy, noApy#oks JIMTOBYCHKIB,
I[iJ1a KOTOpTa MUTIIIB JIbBIBCHKOT 1IKoIu: Hatans
[Tayx, Credanis [abarypa, Muxaiino binac,
Jlecs Kpum’sikeBu4 Ta iHIII, [O-HOBaTOPCHKU
HIIXOAWIA 0 HAPOTHUX TPAIUIINA KUIHMap-
CTBa, HA OCHOBI IX KapJUHAJIBLHOIO IEPEOCMHUC-
JICHHSI TBOPWJIN CBill (haHTAaCTUYHUH CBIT 0Opa-
3iB. XynoxHukH robenena 1960-1980 pokis
BIIMOBIIIFOTBCSL  BiJl TIOLIUPEHOI MOMEPEeTHBOT
NPAaKTUKA TOYHOTO KOIIIOBAHHS KUBOIIMCHOTO
MOJIOTHA, PO3BUBAIOYM 3aCaad JEKOPATUBHOIO
MUCIICHHS.

AHaJi3ylouu TBOPYICTh MUTIIIB LBOTO Mepi-
ony, O. JIykoBchbKa 3a3Hayae, M0 TUIOMUHHICTD
300paxKeHb, BIJICYTHICTb 00’€My Ta MepCHeK-
TUBHU CTajla OJHIEIO 3 TOJOBHUX BUMOT JO TEK-
CTHJIBHUX pOOIT. MUTIII 3HAYHO PO3MIUPIOIOTH
TEXHIYHI MOXKJIMBOCTI roO€IeHIB, 00 SIKOMOora
SCKpaBillle BUSBUTHU BHYTPIIIHIA 3MICT TBODY,
HOro cupsiMOBaHICTh, YPI3HOMaHITHIOIOTH (ax-
TYpY, BBOJSTUM HApOJHI TEXHIKM TKaHHA, 30ara-
4yIOTh MOBEPXHIO IUIACTUKOIO, TPOI0 TIHBOBHUX
1 KomipHuX edekTiB. BoHM TOHKO BiIYyBarOThH
1 TepesaloTh PUTM 1 MyJbC CY4acHOTO JKUTTS,
BAQJIO TOEIHYIOTH Yy pPOOOTax JeKOpaTUB-
HICTh 1 MOHYMEHTAJIbHICTh, IMIUOOKY €MOLIHHY
HacHary. B ueii yac roGenenu yacto Oynu rono-
BHUMHU OOpa3HUMHU akKLEHTaMu B 1HTEp epi,
Opanu Ha ce0e OCHOBHE CMHUCIIOBE i €CTETUYHE
HaBaHTaXeHHA. [IpUKMETHOI0 03HAKOIO MHUCTE-
urBa rodenena 1960-1980 pokiB € po3BUHYTE
MOYYTTS AHCAMOJIEBOCTI MUCIICHHS XYIOXKHU-
KiB, SIKE CTAa€ MOKA3HUKOM KYJIBTYpU CYCIiJIb-
CTBa, B SIKOMY JIEKOPATHBHE MUCTEITBO MOCTAE
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K XYIOXKHS, JYXOBHA CHJIA, IO 32 BJIACHUMU
3aKOHaMH 3MIHIO€ IIPEMETHE CepEeIOBUIIIE.

XyIO)KHUKM ~ JIEKOPAaTUBHOTO  MHCTELTBA
1990-x pokiB BiAKpuiIM Ui cebe HE3HAHUH,
3a00pOHEHHMI 70 IIbOTO CBIT YKpPaiHCHKOTO
06apoko, MOJIEpHY, aBaHTrapAy, AOCATHEHb MHUT-
uiB mkonu boifuyka, Hanbanns Bacuns Kpu-
yeBcbKoro, Onenu Kynpuuipkoi y mnomrykax
HAI[IOHAJIBHOTO CTHJIIO, 1 CTaJM 3BEpTaTUCS 10
LBOTO IUIACTA YKPAiHCBKOI KYyJBTYPH, 1HKOJIH
OZIHOYACHO BHMKOPHUCTOBYIOUM 1 TpaHCHOpMy-
1044 1X 00pa3HO-IUIACTUYHI HANpalfOBaHHs, aje
BXKE B HOBHUX (opMax i oOpazax, HOPOIKEHUX
OpPUTIHAJIBHUM XYJOXXHIM TOIISIIOM TOTO YH
iHIIoro mMuTLs. Take HalapyBaHHS 1 CHIBICHY-
BaHHS OJIHOYACHO PI3HUX IUIACTUYHUX MoJeneit
€ CBOEPITHUM PETPAHCIATOPOM KYJBTYp, IO
YPI3HOMaHITHIOE XY/I0’HI HOBAIil yKpaiHCHKOTO
TEKCTUII0. ABTOpKa CIyIIHO HArojollye, IO
MOETHAHHS TPAAUIINA 3 HOBAaLlIMHUMHU MHUCTEIlh-
KHMH TPOIIECaMH CBIAYUTH PO TE, M0 TPATHUIIIT
HE 3HHUKAIOTh, @ HaBMAaKH, TpaHC(HOPMYIOThCH,
ajie BKe B HOBUX (hopMax, CUMBOJIaX Ta 00pazax.

VY MmoHorpadii aHami3yeThCsi LIIMPOKE KOJIO
MUTIIB, Y TBOpax SKUX TMEPEOCMUCIIOETHCS
(bONBKIOPHUH Ta ICTOPUYHMIA MaTepiall: HOBITHE
TPAKTyBaHHs SIBUIL HALlIOHAJIBHOI icTopii Bimo-
OpakaeTbcs y IJIOHIMHI (P1I10COPCHKO-ETUIHUX
MOHATh. ABTOpKa 3a3Hayae, L0 Ceped poOIT
OCTaHHBOTO JIECATHIIITTS JOMIHYIOTh a0CTpaKTHI
i1 0Opa3Ho-acoriaTuBHI KOMIO3UIIIT 3 ¢inocod-
CBKUM aBTOPCBKMM IiJITEKCTOM. TeMaTHYHHA
Jiarna3oH Ha/J3BUYAHHO PI3HOMAHITHHMNA: icTOpi,
eTHorpadis, Qonbkiop, Midosoris, 3arikas-
JICHHSI KOCMOTOHIYHUMH BipyBaHHSIMH HPEIKIB,
poOOTH Ha peNliriiHy TeMaTHKy. AHali3ylouu
KOHKPETHI TBOPH, BOHA JOBOAMTH, IO Iepe-
OIlIHKA €CTeTUYHHX ILIHHOCTEH Ta 3MiHA XYI0XK-
HBOT CBIIOMOCTI B He3aJIekHIH YkpaiHi mana
3MOTY MUTIISIM 3BEpHYTHUCH JI0 T€M PEJiriiiHOro
3MICTY 1 CTBOPIOBAaTH POOOTH SIK JJISi KOHKpET-
HUX XPaMOBHMX KOMIUIEKCIB, TaK 1 JUIS y4acTi y
BHCTaBKaXx.

HIupoki MOXKIMBOCTI 0OPa3HO-IIIACTUYHOTO
MOIIYKY B rajy3i apTTeKCTHIIIO, KPIM XyIO)KHU-
KiB-TEKCTUJILHHKIB 3 ()axOBOIO OCBITOO, PUBa-
OJroBaJIM MIPOBIIHUX MaCTpPiB rpadiku Ta KHUBO-
nucy Onekcannpa JlyboBuka, Anapis YeOukiHa,
Banentuna 3a10poXKHOT0, a TaKOX JIbBIBCBKHUX
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xyaoxkHukiB Ousera Minbka, Cepris baGkosa,
K1, BUXOJSIUM 13 3acaj 00pa30TBOPUOrO MHCTE-
[ITBa, BHOCHJIU CBO€E 0Opa3He OaueHHs 1 CTBOPIO-
BaJIM 1iKaBi TBOPYI EKCIIEPUMEHTH.

Ha rtenepimmHboMy eTari pO3BUTKY apTTEK-
CTHJIIO, 3aBJSKH B3a€MO3B’SI3Ky MOTO 3 1HIIUMH
BUJAMU MHUCTENTBA, CKYJBNTYpPOIO, Tpadikorio,
KOMIT'FOTEPHUMH  TEXHOJIOTISIMH,  XYIOXKHHUKH
CTBOPIOIOTH aBTOPCHKI TBOPH, K1 I0JAI0Th MiXK-
BUJIOBI KOPZIOHU Yy TBOPEHHI HOBO1 (hopMHU cydac-
HUX apTo0’eKTiB. SIK HACHINOK, 3’SIBISIOTHCS
TaKi TBOPHU Cy4acCHOT0 Mepioay MOCTMOACPHY, SIK
TEKCTUJIbHA CKYJBIITYPa, IHCTAIALI1, acaMOIsIKI,
KOJIaXi, pI3HOMAHITHI 32 TEMAaTUYHUM CIIPSIMY-
BaHHSM.

BuBueHHS pO3BUTKY MIKHAPOAHOIO apT-
TEKCTUJII0, OO0I3HAHICTh 13 KOHILENTYaJIbHUMHU
BUCTAaBKOBUMH IIPOEKTAMHU JIa€ MOXKIIUBICTb
Oumnb3i JIyKoBCBKil TpoaHasizyBaTH Ti 3pyIICHHS,
0 BiAOYIUCH y Tady3i 3axiJHOEBPONEHCHKOTO
1 HIMpIIE CBITOBOTO MMCTEITBA HA LUIAXY HOro
KapIuHaJIbHOrO nepeTBopeHHs. Came ramys3b
npodeciifHOro apTTeKCTUIII0 HUHI € HaWOLIbII
MOTYKHOIO i aKTUBHO PO3BHBAETHCS MO HUIAXY
EKCIIepUMEHTAJIPHIX HOBAIlil, Mepexoay Bij
IUIOILMHY 10 CTPYKTYPHUX 00’ €KTIB.

ABTOpKa JIeTalbHO 3YIUHIETHCS HA HOBATOP-
CHKUX TEHJICHIIISIX CBITOBOTO TEKCTHIIBLHOTO MPO-
CTOpY, 110 BIUIMBAJIHM HA PO3BUTOK XYIOXKHBOTO
TEKCTUJIIO B YKpaiHi. Big3znauaroun peBooLiiHi
NEepPEeTBOPEHHs TobeneHa B TBopyocTi JKana
Jlropca, TOCHiAHUL aHAJi3y€e 3000yTKH MUTIIIB
Ha [UIAXY 3MIHU KJIACUYHOTo robejeHa Ha mpo-
CTOPOBE MUCTEILTBO.

e y 1933 poui y @paniii 3amoyaTkoBaHO
eKCIIEPUMEHT 3 BIJPOUKEHHS MHUCTELTBA IIa-
nepu. 3a imimiatuBu Mapi Krortoni 10 HBOTO
Oynu 3amyyeni Bizmomi mMutii JKopxx Pyo, Paynb
Hwodi, Anpi Maric, @epuan Jlexe, [laGmo
I[Tikacco, Auape epen, Apuctua Maiions. Yei
BOHU CIIUPAIHCS HA BIACHI 3700yTKH TBOPYOIO
metony. | nmume XXan Jlopca mimoB HUIAXOM
CHPaBXHbOTO MPOHUKHEHHSA y crneuugiky TBO-
peHHs1 ro0eseHa, 3AIMCHUBIIM PEBONIOLIMHUI
KPOK /10 BIIPOJKEHHS FT0OEJI€HOBOIO MUCTELITBA.

BaxnBoo apeHol0  eKCIepUMEHTaJIbHHUX
nourykiB Oynu TekcTuibHI bienane y Jlozanwi,
ki BOponoBk 1962—-1995 pokiB BHU3HaYAIU
BEKTOP Ta OCHOBHI OpPIEHTHPH TEKCTUIIBHUX
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excriepuMeHTiB 'y €Bponi. OcolnuBy ponb y
PO3BUTKY apTTEKCTWJIIO BiJirpana TBOPYICTh
MOJILCHKOT XynoxKHUI Marganenn AGakaHOBHY,
ska Buepiie y 1969 poui B JIozanni npencrasuia
cBiit «Uepsonuii abaxany». i TekCTHIBHI CKyIIb-
OTYpPH, SIKUM 3TOJIOM KPUTHKA Jjaja Ha3By «aba-
KaHW», CTBOPEHHSI aHTPOIIOMOP(HUX TEKCTHIIb-
HUX CKYJIBITYp 13 IIHOOKUM (iTocopChKUM
MiATEKCTOM CTajld TOBOPOTHUM MOMEHTOM Y
PO3BUTKY CBITOBOro aprrekctuiro. CpoiMu
poboramu BrpogoBxk 1960-1970 poxis Marna-
jgeHa AOakaHOBHMY YTBEPIXKY€E IPABOMIPHICTb
ICHYBaHHSI KOHLIENTYaJIbHUX TPUBUMIPHUX MHC-
TENBKUX O00’€KTIB, SIKI ITOCIHAIOTHL HE3aJIE)KHE
MiCIIe MOM1X 1HIINX BUAIB 00pa30TBOPUOTO MHUC-
TEITBA )KUBOIIKCY, CKYJIBIITYPH.

3HaYHMN BIUIMB Ha PO3BUTOK YKPAiHCBKOTO
robeieHa Majo 3HAWOMCTBO 3 HOBalIMHUMH
CHPSAMYBAaHHSMHU TBOPYHX IOIIYKIB MUTIIIB IpH-
OanTifichKoi MIKOJIM ro0eNIeHa, 30KpeMa, 3 10po0-
KOM XynokHUIL Mapii AnamoBuy, Exit Biraepe,
Al baymane Tta iHmmx. XypoxHuku Jlatsii,
JIutBu Ta ECTOHIT 111K BIIACHUM IILISXOM, SIKHI
CTBEp/’KYBAaB AaKTHBHE IIO€JHAHHS HAPOIHUX
TpPaAULid TEKCTUIIO 1 TOCTPO CydacHUX IIpo-
I'PECUBHUX TEHJEHIIH cBiTOBOro rodenena. Leit
nuIsiX OyB HAUMPUPOTHIINM 1 AT YKPaiHCBKUX
MUTIIB aPTTEKCTUIIIO, KAPIAUHAIBHO BIUIMHYBIIHU
Ha TBopuicTh Okcanu PuGortunpkoi, Jlrommumm
XKorons, Harani ITayk, Oneru Ilapytu-BiTpyk,
Codii bypax Ta iHIIMX, HaAABIIN HOBUU IMITYJIbC
JUIsL PO3BUTKY 1 30araueHHsi TBOPUOCTI.

JlociKy0uM OCHOBHI TEHJICHIIIT Cy4acHOTo
PO3BUTKY  apTTEKCTUIIO, EKCIIEPUMEHTAJIbHI
MOIITYKH HOBOI TreHepauii MHTLIB y KOHTEK-
CT1 HOBITHIX TEHIEHIIH CBITOBOI'O MHCTELTBA,
O. JlykoBcpka 3a3Hayae, L0 CyYacCHUH TeEK-
CTWJIb J€MOHCTPY€ pO3MAITTSI TEKCTUJIBHHUX,
KOMIT' FOTEPHO-IIU(POBUX 1 aBTOPCHKUX TEXHIK
3aJISKHO BiJl KOHLENTYaJbHOTO MHCTEIBKOTO
3agyMy. YhoOJeHa TexXHika CydacHHX YKpa-
fHCBKUX Tpo(deciHHUX XyAOKHUKIB TEKCTHUIIIO
BUKOPHCTAHHS KOJIaXy, TEKCTHJIBHOI aruiika-
1ii, a TakoX acamOJSDKy Ta MOEIHAHHS 1HIIHX,
OUTBIIIOI0 UM MEHILIOIO MIpOIO TPAAULIIHHUX TeX-
HIK, 30KpeMa, TKaITBa, IUICTIHHS, 3BaJIOBAHHS,
MIPOKOJIFOBAHHS, KJICEHHS, BHIIUBKH, OaTIKy.
3aCTOCOBYIOTHCSI TAKOK TEXHIKM IIOBKOTpadii,
Tpadapery, (apOyBaHHS 1 JKUBOMUCY B IOE]-

HaHHI 3 aIUliKali€ero, 3MuBaHHAM. Jlyxe momy-
JSIPHUM € KJIATUKOBE IIUTTS (IIEYBOPK), ILO
3apoauiocs B Amepulli, a npuiirio B €Bporry
y 1970-1980 pokax. 3 kinus 1990-x pokiB nei
PI3HOBH/[] CTaB MOMYJSPHOIO 1 YIIOOIEHOIO TeX-
HIKOIO YKpPaiHCHKMX MHUTIIB Y TBOPEHHI JieKopa-
TUBHHUX aHHO.

AHani3yloud OCHOBHI TEHJIEHII CBiTO-
BOTO TEKCTUJIIO, aBTOpPKa KOHCTaTye€, L0 OCO-
O1MBe MiCIle y Cy4yaCHOMY TEKCTHJI HAJIEKHUTh
KOHIENTYaJbHUM  TEHJCHLIAM  «MHCTELTBA
BoJlokHa» (“fiber art” «dibep apt») abo «muc-
TenTBa TKaHUHW» (“‘artfabric” «aptdabpik»), ki
HOLIMPWINCS B APYTid monoBuHi XX CTOMITTH,
a B Ykpaini 3 1980-x pokis. Lleit Tepmin 3acToco-
BY€THCSI HUHI /1151 OKPECIICHHSI KOHILIETITYaIbHUX
TPUBMMIPHHUX TEKCTWJIBHUX TBOPIB, 1HCTAJIALIH,
a TaKOX 1HIIUX 00’€MHUX 00’€KTIB 13 BUKOPHC-
TAQHHSM PI3HOMAHITHUX BOJIOKOH, Marepiais,
TEXHIK.

VYKpaiHCbKi MUTILI apTTEKCTHIIIO, MIEPEBAXKHO
JbBIBCHKOI IIKOJM, aKTMBHO PO3BUBAIOTH CIIO-
pimHeHI MK CO0OK HampsMH EKOTEKCTHIb 1
eTHOMM3aiH. IM BlacTuBe 3acToCyBaHHS MaTepi-
aJIiB HaTYpaJIbHOTO MOXO/KEHHS 1 3a0apBIEeHHS,
30KpeMa, MPHUPOJHMUX BIATIHKIB JbOHY, BOBHH,
CH3AMII0, a TAaKOX Mpsiki, (hapOoBaHOI MpUpPO.I-
HUMH O6apBHUKaMU. OcoOnMBO Baromi 3100yTKH
Mae JTDHKHUKAPCTBO, 1110 PO3BUBAE TPAIUIIIT HAITi-
OHAJILHOIO MMCTELTBA. XyNOXXKHUKHM I13[14Th Ha
wienepu B Kapmaru, y wmicig, ae TpaauliiHO
3aliMaJInCsl HAPOIHUM JIKHUKAPCTBOM, 30KpeMa,
y Kocis, S0nyniB, fBopiB, Kocmau, Bepxo-
BuHy, KpuBopisHio, Bepxniii fcenis, Spemue,
3apiuusi, MUKyIMYUH, CTBOPIOIOYH JIDKHUKH
0e3 momeperHbOro PUCYHKAa y CYNpOBOAI Maii-
CTpiB. Sk HACTIIOK, BIAPOAUBCS LIeH BUJ HAPOI-
HOI TBOPYOCTI ¥ BOJHOYAC 3 SABJISIOTHCA TBOPYI
pOOOTH, MO3HAYEH] SICKPABOIO 1HUBIAYAIbHICTIO
1 HOBaTOPCTBOM. 3BEPHEHHS XyA0KHHUKIB J10 JTIK-
HUKapCTBa 3HAYHO PO3IIMPUIIO cepy 3acTocy-
BaHHS JIDKHHUKIB, 30KpeMa, iX 3aCTOCYBaHHS Y
CYy4acHOMY OJIfi31.

Momnorpadis O. JlykoBcbkoi Gararointoctpo-
BaHa, HacU4YeHa 1H(POPMATUBHUM Marepiajiom,
MICTUTh TIMOOKUH 1 BCEOIUHMIA aHaITi3 Cy4acHOTO
apTTEKCTUIIIO, LIbOTO HOBOTO SIBUIIIA CyYaCHOCTI,
SIK€ € HMIBHAKOIUIMHHUM, IOCTIMHO 3MIHIOEThCS 1
TpaHchopMye€eThCsL.
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KHura cronykae 0 meBHUX PO3AyMIB 1 cTa-
BUTh Iy HU3KY NMHUTaHb. SIK Aani po3BUBATH-
MeThCs 1ieH BUJ muctenrsa? Yu eKcriepuMeHTH
B I[ill HApUHI € IPUPOAHOIO MOTPEOOIO PO3BUTKY,
YU IPOBOAATHCS 3apa Iy KPEaTUBHOCTI i BIAUYTTS
HOBU3HM? UM HOBI NEpeBTUIEHHS TpaHCHOPMY-
BaTUMYTb 1IeH HAalpsSIM MUCTELTBA 1 CTaHYTh IIPO-
PHUBOM Y rajry3i IuIaCTUYHUX MUCTEeUTB? SIK eKc-
NEPUMEHTAIbHUM apTTEeKCTUIIb CIIBICHYBaTUME
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3 TKAI[TBOM, KWJIMMapCTBOM, TOOETIEHOM KJIaCHY-
HOTO BHJIOBOTO CHpsMyBaHHs? UM pO3MIMPSATH
i KapJUHAJIBHI 3pyIIeHHs Y 3MiHI MOJIei Tuiac-
TUYHOTO MEPETBOPEHHS B XYIOKHHOMY TEKCTHII
MeXi 00pa3HO-TIaCTUYHHUX 3acO0iB Tpaauiii-
HOTO BUJY IEKOpaTUBHOTO MUcTenTBa? ['anaemo,
III0 Yac JAacTh BIIIIOBII HA BCI 3alIUTAHHA.



HOTATKHA



HaykoBe Bunanus

YKPAITHCBKUM MUCTELUTBO3HABYUN JTUCKYPC

UKRAINIAN ART DISCOURSE

Bunyck 1, 2022
Issue 1, 2022

3acuoBano y 2021 pomi
Bumannas Buxonuth 6 pa3iB Ha pik

Kopexkrop B. B. Izax
Kowmm’totepue Bepcranns B. b. [aiioabpyc

[Tigmucano go apyky 22.09.2022 p.
dopwmar 60x84/8. I'apnitypa Times New Roman.
[Mamip odcer. Hudposuii apyk. YM. apyk. apk. 7,67.
3amoB. Ne 0822/334. Hakman 100 ipum.

Hanpykosano: Bugasauuuii gim «l'enpBeTnka
65101, Ykpaina, m. Ogneca, Bya. [uresi, 6/1
Tenedonu: +38 (095) 934 48 28, +38 (097) 723 06 08
E-mail: mailbox@helvetica.ua
CBimonTBO Ccy0’€KTa BUIABHUYOI CIIPaBU
JK Ne 7623 Bin 22.06.2022 p.



