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MOPTPETHUM OBPA3, SIK 3I'YCTOK EMOLINHOI'O
TA PAIIOHAJIBHOI'O B III3HAHHI JIIOJJUHU

Y cmammi pozensinymo ckiadoei ma 20106Hi 3ac00U XYOOIHCHbOI GUPAZHOCMI NPU CMEOPEHHI
nopmpema, HNpPOAHANI308AHO KOMNAEKC XYOOJICHIX 3aco0i8, AKUMU KOPUCTHYBAIUCH XY OOICHUKU
nanpukinyi XIX — na nouamky XX cmonimms. Po3kpumo mMo8y 06pazomeopuoco Mucmeymea sk
Cnocib MOOent08anHs NOPMPEMHO20 JHCAHPY, 015 Nnepeodavi emoyilHo20 i payioHaAlbHO20 CMAHY
KOJICHOT ocobucmocmi. Buseneno, wo 6i0 6y0b-aK020 Xy0OICHUKA CIBOPEHHS NOPMpema nompeodye
He KOMilOBAHMA, d HANUCAHHA OpU2iHALY 3 nepedauero GHYMPIWHb020 Ma OYXOBHO20 HCUMMIL
300paANCYBAHO20.

Knwwuogi cnoea: nopmpem, crodcemna KOMHO3UYIS, NEPCOHAIIC, PeanriCmMuyHicms, obpas,
Mighonozizm, abcmpaxmuicme, panmasis.

Ouaer CTaHN4YHOB

HOPTPETHBIN OBPA3, KAK CT'YCTOK YMOIIMOHAJIbHOT'O
N PAHIMOHAJIBHOI'O B IO3HAHUU YEJIOBEKA

B cmamve paccmompeno cocmasnamowue u - 2nagHvle  cpeocmea  XyoorCecmeeHHOU
BLIPA3UMENLHOCIU  NPU  CO30AHUU NOPMPEmA, NPOAHANUSUPOBAHO KOMNIEKC XYOOHCeCHEEeHHbIX
cnoco608, KOMopeIMU NOb306ANUCL XYOOducHUKU 6 Konye XIX —nauane XX eexa. Packpeimo s3bik
U300pA3UMENbHO20 UCKYCCMBd, KAK CHOCOO MOOeIUpo8aHusi NOPMPEmHO20 KHCAHpa, Oisi nepeoayu
IMOYUOHANLHORO U PAYUOHANLHO20 COCMOAHUSL KAXCOOU Nopmpemupyemou auunocmu. Beiasneno,
ymo om 106020 XYOOXUCHUKA Nopmpem mpebyem He KONUPOSAHus, d CO30AHUS OPUSUHANA C
nepeoaueti e2o HympenHel u 0yX068HOU HCUIHU U300PAACAEMO2O0.

Knioueswie cnosa: nopmpem, croxcemnas KOMNO3uyus, NePCoHANC, PealucmuiHoCms, oopas,
Mugonozuzm, abcmpakxmnocme, panmasusi.

Oleg Stanychnov

PORTRAIT IMAGE, AS A MASS OF EMOTIONAL AND RATIONAL IN HUMAN
KNOWLEDGE

Art Nouveau style, which arose at the turn of the nineteenth and twentieth centuries brought
about great changes in all manifestations of art. As a result of these changes, the portrait received its
specific features, through which the person was depicted on the canvas, not as a photographic copy of
reality, but as an artistic image with the transfer of the emotional component.

The analysis of recent researches and publications on the topic shows the growing interest of
modern studies to the issues of the psychology of the portrait, as a social and artistic phenomenon.
Scientific works devoted to portrait painting of the era of the Modernist began to appear in the first
half of the twentieth century, and in the second half their systematization took place.

Creating a portrait — is, first of all, the creation of a holistic image, which is a prerequisite for
the artistic value of the image. The image is the presence in the image of the artist’s ideal, some
common notion of beauty or deformity, nobility, or inferiority. One of the most important qualities of a
portrait image is its individual uniqueness. The artistic image is a cluster of emotional and rational
knowledge, which is intended to influence the feelings and minds of people. Artistic image is a unity of
objective and subjective, logical and sensual, rational and emotional, abstract and concrete, general
and individual, necessary and random, part and whole, essence and phenomenon, content and form. It
is in the artistic way that the ability of art is to give a person a deep aesthetic pleasure, which awakens
in her a sense of beauty.
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The portrait genre gives wider possibilities for the image of a person in all complex of its
spiritual and physical image, its individuality and typology, its personal and social “I”. This is related
to the direct influence of the portrait on other, related genres (in painting, for example, on the
storyline). After all, the portrait composition is found not only in all the main types of fine arts and
literature, but also in theater and in the cinema.

The portrait, as well as his composition, was very often the focus of art theoreticians. The
most complete and deep theoretical development in science until the twentieth century was carried out
by G. Hegel in “Lectures on aesthetics”, which saw the world in the late 1830’s. In Hegel’s
observations of the portrait there are many extremely valuable thoughts about the specifics of his
composition, about the creative method of a portrait painter. In the demand of Hegel to the artist to
reveal and portray a person in its comprehensive nature was a wonderful idea of the need for a
generalization in the portrait, there was a condemnation of the slave copy of nature, which leads to
the creation of naturalistic works.

The main defining feature of the portrait is the lack of action. The action is more common in
the storyline than portrait. But action is a purely external sign that in no way can be substantial. In
addition, the action is not essentially contraindicated in portrait, as its absence is not contraindicated
in the plot composition.

Very often a portrait is perceived as a living “twin” of a real person, endowed with
supernatural power. The artist, creating a “collective” typical image, sometimes reproduces in it the
features of an existing person. No matter how the original was a portrait, it can not be called a good
portrait, if it still will not be in an artistic way. These two properties are often considered not only in
art, but also in life, from each other, often even in sharp contrast.

Consequently, the portrait genre enables the artist to portray a person in a complex set of
spiritual and physical plexus. The portrait composition has special features, through which the image
of the portrait is transmitted, in it there are no significant parts, everything is subject to the general
law of aesthetic perception. For any artist, the portrait requires not copying, but the creation of the
original with the transfer of his inner and spiritual life.

Key words: portrait, plot composition, character, realism, image, mythology, abstract,
fantasy.

Crtunp MozepH, mo BUHHK Ha 31maMi XIX ta XX cToNiTTh, MPUBHIC BEWKi 3MIiHH B YCi MTPOSBU
MHUCTEITBA. SIK pe3ysbTar X 3MiH MOPTPET OTPUMAaB CIleNH(idHI 03HAKH, 3aBISKH SKUM JFOIUHY
300pakyBajii Ha MOJIOTHI He 5K (hoTorpadiyHy KO0 JIMCHOCTI, a K XyJ0XKHiil 00pa3 3 mepenavecto
€MOLIIIHOI CKJIAJOBOI.

AHaji3 OCTaHHIX MOCTIKEHb Ta TyOmikamiii 3 1€l TeMH CBITYATH TIPO 3POCTAIOUY
3al[iKaBJICHICTh CYYaCHUX JOCI/DKEHb NHUTAaHHSIMH TICHXOJIOTii TIOpTpeTa SK COLIalbHOTO Ta
MUCTEIBKOTO siBHIIa. HaykoBi poOOTH, MPUCBSIUEHI NOPTPETHOMY >KUBOMHUCY IOOM MOJEpPH MOYaiu
myOiKyBaTH B TepIriid mojoBuHI XX CT., a B APYTil MONOBUHI BiAOynack ix cucremarusaris. L
TeMaTrka BHCBiTJIeHa y mparsix M. [laBmoscekoi [19], T. Amamouya [10-13], B. FOmaxka [15-16],
B. Harancona [19], HO.Kynenscekoi [17], A.JlaBauuakoBoi [18], . Ilyuato-IlaBmoBcekoi [21],
A. Xeiinens [14], JI. TananaeBoi [9]. Haykogi mparii mpo xaup noptpeta K. Cutauka [8], JI. 3inrepa
[5-6], M. AunpoHHNKOBOI [1] cBimI9aTh MPO MEBHI JOCATHEHHS MUTIIB y IIbOMY JKaHPI.

Merta cTaTTi — BUSBUTH CKJIAJIOBI Ta TOJOBHI 3aCO0M XYI0KHBOI BHPA3HOCTI MPH CTBOPEHHI
NOpTpeTa, JOCHIAUTH (OPMOYTBOPIOIOUYI ¥ KOMIIO3HMLIMHI acCHEeKTH HpU CTBOPEHHI MOPTPETHOTO
obpasy.

VY “HoBoMy E€HIIMKJIONEAUNYHOMY CIOBHUKY 00pa30TBOPYOTO MHCTENTBA MOPTPET BU3ZHAUEHO
SIK “...)KaHp OOpa30TBOPYOTr0 MHUCTEUTBA, MPEIAMETOM SIKOTO € 300pakeHHS KOHKPETHOI JIOIWHH.
Iloptper, Ha BiAMiHY BiJg POOWUHHHX >KaHpIB, mepembadae iHAWBIAyalbHY CXOXicThb. Ll TomoBHa
OCOOJIMBICTh, TPUBHOCHTH y TIOPTPETHUH XaHp icToTHe mpoTupidds [...] IlopTper Bimdykye cBiit
NEePCOHaX BiJ AIMCHOTO XHTTS, MEPEHOCUTh HOTro B YSIBHMH XYyAOXKHIH HpocTip, 30epirarouu mpu
IIBOMY CXOXICTh [...] el mporec BimoOpakae mepexif BiJ 300pakeHHs MaTepialibHOi MIHCHOCTI JI0
BHPAXCHHS TyXOBHOI PEATLHOCTI [...] 1€ MOSCHIOE PI3HOMAHITTS KaHPOBUX PI3HOBHUIIB MIOPTPETHOTO
Muctenrsa...” [2, c. 612—613]. CTBopeHHs opTpeTa — Iie, HacaMIiepe ], CTBOPEHHS I[LIICHOTO 00pa3y,
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110 € HEOOXiTHOX YMOBOIO XyI0KHBOI IIIHHOCTI 300paskeHHs. OOpa3 — 1ie MPUCYTHICTh Y 300paKeHHi
izeany XyJOKHHUKA, JEAKOr0 3arajbHOTO IMOHATTA Kpach ab0 IMOTBOPHOCTI, OyiaropoicTtBa abo
MeHImoBapTocTi. OfHIEI0 3 HaWBXJIMBIIINX SKOCTEH MOPTPETHOro 00pa3y € HOro iHAMBiAyalbHa
HETIOBTOPHICTh. “SKiIo B 00pasi, 10 MPenCTaBUB XYIOXXHUK, BiIUyBa€ThCs IEBHA, AaHA JIIOJHMHA,
BITIYBAEThCS OCOOUCTICTL 3 TIPUTAaMaHHUMH 1 OCOOJIMBOCTSMH 30BHINTHOCTI, XapakTepy,
MOPAJIBHOCTI, IHTENIEKTY”, TO 1€ 1 € OCHOBHOIO SIKICTIO opTpeTa [8, ¢. 14].

3a TBep/pkeHHIM M. AHnponHikoBOi: “llopTper, mopTpeTHHii 00pa3 € CBOTO POIY OKPEMHA
BHITAJIOK TIOHATTS: 00pa3y JOIWHU, MOHATTSA Tepos. Lle He Bcsakuii 00pa3 JOMWHU, a TUTBKHA 00pa3
peanbHOT KOHKPETHOT IIOAMHU B MucTenTBi” [1, ¢. 295]. XymoxkHiit 00pa3 — 1ie 3ryCTOK eMOIIIHHOTO 1
pauioHaNbHOTO B Mi3HAHHI, KU MOKJIWKAaHWH BIJIMBATH HA MOYYTTS U po3yM mofei. XymoxKHiK
o0pa3 — me €mHicTh 00’€KTHBHOTO W CyO’€KTHBHOTO, JIOTIYHOTO W YYTTEBOTO, PAIliOHAILHOTO W
EMOIIIMHOTr0, a0CTPaKTHOTO ¥ KOHKPETHOTO, 3arajJlLHOr0 W 1HAMBIAYadbHOrO, HEOOXIAHOTrO i
BUIIaIKOBOTO, YaCTUHH ¥ LIIOTO, CyTHOCTI Ta SBHIIA, 3MicTy ¥ dopmu. Came 3 XyJoxHIM 00pa3om
[OB’Si3aHa CIIPOMOXKHICTH MMCTELTBA JAapyBaTH JIIOAWHI TIMOOKY €CTeTHMYHY HacoJoly, 1o
npoOyUKye y Hel MOYyTTS MPEKPACHOTO.

[MopTper MoXHa HamucaTH peaqbHEM a00 MiQOJNIOTIYHUM, TPH LBOMY 3’ €IHYIOUH
HATYpaNiCTHYHI OOMMYYs 1 Tijla 3 AEKOPaTHBHOIO IUIOLIMHOIO Tia abo oaary. Bci murthi mowatky
XX cT. CTBepIKyBaIM TPUHININA CTBOPIOBAHHSA “‘HOBOI peanbHOCTI”. Sk 3azHauuB JI. Capal’sHOB:
“PeanbHe 3’€IHY€ETHCS 3 BUTAJAHUM Ta 3HAHUM, KUTTEBE — 3 (DAHTa31HUM: PO3KPUTTIO PEATbHOCTI
CYNpOBOKYE ii mpuxoByBaHH:S [7, c. 264].

Hdyxe sickpaBo BHKIaB CBOWO AyMKy M. BpyOenb, y Takomy ucnoBmoBaHHI: “Komm TH
3aMUCITIOEIIICS TTHCATH I0-HeOyIb (haHTaCTUIHE — KapTHUHY a00 MOPTPET, aJKe TOPTPET TEXK MOKHA
nHcaTH He B peaJbHOMY, a Y (aHTaCTUYHOMY IUIAHI, — 3aBXIM MOYHHAH 3 SIKOTOCh (pparMeHTa, sKuit
HANWIIENI [UTKOM peanbHO. Y TOPTPeTi e Moke OyTH KaOiydka Ha Majblli, HEJOMaJoK, I'yA3HK,
SIKaCh MaJIOTIOMITHA JIeTallb, ajJie¢ BOHA Ma€e OyTH 3pobJieHa B yCix ApiOHUYKAX, cTporo 3 Hatypw. Lle sk
KaMEepTOH JUIsl XOPOBOT'O CIiBYy — 0e3 Takoro (parmenrta Bcs TBOs (aHTazis Oyje mpicHa 1 3amxyMaHa
piu Oyze 30BciM He anTacTHyHa” [7, c. 264].

[lopTperHuii xaHp na€ IMUPIII MOXKIMUBOCTI Ui 300pask€HHS JIOAMHUA B YCIH CKIIAIHIN
CYKYIHOCTI ii JTyXOoBHOTo Ta (pismuHOrOo 00pasy, i iHAMBiAyanbHOI HEMOBTOPHOCTI M THUMOBOCTI, il
ocobucroro Ta cycmineHoro “S”. 3 nuMm mNoB’s3aHMN Oe3MOcepeiHid BIUIMB MOPTpeTa Ha iHIIi,
CYMIXHI JXaHpH (B XHUBOIIMCI, HallPUKIIAJ, Ha CIOKETHY KapTHUHY). AJDKEe TOPTPETHA KOMIIO3HIIIS
TpaIUIIETCS HE JIUIIE B yCiX OCHOBHUX BHIaX 00pa30TBOPUOTO MUCTEIITBA Ta JIITEpaTypi, a i y Tearpi
Ta B KiHO. P0O3kBiTOM 11 BH3HA4aJlMCs HAWBIOMIIl €MOXHU B PO3BUTKY MHUCTEUTBA. | HE BUIAJIKOBO
came JIo TIOpTpeTa HEPiKO 3BepTAIUCS TaMm, Jie Tpeba OyJIo MiATBEpIUTH TOH 4H iHIIUH, ICTHHHUHN 4H
HEMpaBANBUN 3araJbHUM 3aKOH CCTCTHKH. llopTper, a TakoX MOro KOMIIO3WINS JyXe dacTo
nepeOyBaB y HEHTPi yBard TEOPETHKIB MUCTENTBA. HalimoBHIITY Ta rMOOKY TEOpEeTHYHY PO3POOKY B
Haymi 10 XX cromitrs 3niicHuB . [erenenp y “JIeKIisX 3 €CTETHKU”, 10 TOOAYUIIH CBIT HAITPUKIHIT
1830-x pokiB. Y TeremniBCbKUX CIOCTEPEIKEHHSIX PO MOPTPET MICTUTHCS Oarato HaJ3BUYaHHO IIHHAX
JIYMOK Ipo crierudiky #oro KoMIo3uiii, mpo TBOpYHH METO]| mopTpeTHcTa [3].

Basyrounce Ha Te3i, 10 Kpaca B MUCTEUTBI € BUIIOIO BiJl KpacH B MPHUPOI Ta IO MUCTELTBO
NOKJIMKaHE BUNPAaBUTH HEIOJIIKH, BIACTUBI IiHCHOCTI, I erenb pekoMeHyBaB HOPTPETUCTOBI OMUHATH
“Bce TIIBKW MPUPOAHE B HAIIOMY HEIOCKOHAJIOMY ICHYBaHHI [...] 1 CXOIHTH 1 ITepeaaTH HATYpY, SKY
MAITIOEMO, B ii 3aralbHOMY XapakTepi, B ii OyTTi gyXxoBHOI cBoepimHocTi” [3, c. 159].

VY Bumozi ['erenst 10 Xyg0KHUKA PO3KPUTH 1 300pa3uTH JIOANHY B il BCEOCSIKHOMY XapakTepi
moJiATaja YyaoBa IyMKa IPO HEOOXIAHICTh y3arallbHEHHS Yy TOPTPETi, 3BYYAO 3aCYDKCHHS
pabcpKOTo KOMIIOBaHHS MPUPOAH, IO TPU3BOUTH IO CTBOPECHHS HATYpaNiCTHYHUX TBOPiB. OOHAK, 32
lerenem, yzarajabHEHHs € 3aco00M “NOKpallleHHA~ TMOpTpeTa Ta HOro KOMIO3UILIi MOPIiBHSHO 3
“HEIOCKOHATIO” TPHUPOMOI0, IHIIMMHU CIIOBaMH, € ifeali3alliel0 OpuTiHamy. 3BiICH — BiIOMHUIA
BHCHOBOK TIPO T€, IO MOPTPET “HE JIMIIEe MOXKE, a ¥ MOoBWHEH Jectutn [4, c. 75]. Lleit BUCHOBOK
3aKOHOMIPHO BHILJIMBAB 13 3arajbHOI i1€aliCTHYHOI CIIPSIMOBAHOCTI T'eTeNliBCbKOI €CTETUKU; 0COOIHBO
SICKpaBO BOHA MPOSBISUIACS TaM, e ['eresb ToBOpHB mpo peniriiiHi o0pas3u (30kpema mpo 300paKeHHS
MamonH), AOMydYaoud iX M0 ‘“‘HAWBUIMX TBOPIHB 1 3aCyMKyIOUM XyMAOXHHUKIB, SKI HATULLIA I
o0pa3u pucam MUPCHKOTO KHUTTS [3].
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Bimomwuii mucrenrBo3HaBenp JI. 3inrep 3ayBakuB: “BipHicTh i THOMHA PO3KPUTTS XapaKTepy
NOPTPETOBAHOTO TIOBHICTIO 3AJIC)KHUTH BiJl TOTO, HACKUIBKKA TOYHO 1 OBHO NepeaB XyJOXKHUK Y HOTO
30BHIIIHBOMY BUTJISII HAMBAXIUBIIII PUCH, IO BiZOOPa)XaroTh )KUBY MyJIbCALil0 HOTO BHYTPIIIHBOTO,
OYXOBHOTO XHTTs. [IpnuomMy, ne Moxke OyTH JOCATHYTO PI3HUMH CIIOCOOaMH: B OJHHMX BUNAIKaX —
TPYHTOBHOIO PO3MOBIIIO, B IHIMUX — KUTBKOMA JTAKOHIYHUMH mTpuxamu” [6, ¢. 72].

OCHOBHOIO BHM3HAYaJIbHOI O3HAKOK MOPTpeTa € BiACYTHICTH mii. [lis dyacrimie BiacTHBa
CIOXKETHIN KapTHHI, HIX MOPTPETOBi. AJie is — O3HaKa CyTO 30BHIIIHS, 110 XKOJHUM YHHOM HE MOXE
OyTH cyTTeBOIO. Jl0 TOTO X Iis 1 32 CYTTIO HE IPOTHUIIOKA3aHa TIOPTPETOBI, TaK caMO SIK i1 BIICYTHICTh
HEe MPOTHIIOKAa3aHa CIOKETHIM Kommo3wiii. Xiba mepectaioTs OyTH TMOpTpeTamMu Tepoi KapTHHU
“Yorupu ctpynu B ckpunii” E. Oxyns (in1. 1) gepe3 Te, 10 BOHU pPyXarOThCs MOBLIBHO, CKIIABIIN PYKH
Ha TPYyAAX, BiOUyBaeTbCsl My3WMKa CKPUIKH, YM cTae mopTperoM pobora “Ilim Tsrapem muxa”
T. Axcenrouya (1. 2) nuime TOMy, MO repoi He “mitoTe”? 3BUYalHO X, Hi. bijbie Toro: MoxHa
CTBEpIXKYBaTH, IO Mis, BBeIeHa A€ MOTPIOHO B TOPTPETi, HE JHIIE HE OCIA0NIOE TMOPTPETHY
XapakTepUCTUKY, a ¥ HEpPiAKO HaBiTh MOCHIIIOE ii, JONOMAaral4yd HaM Kpalle ysBHTH SIKiCh CyTTEBi
rpani 300pakeHoi mromuHW. UYymoBwit mpukiaam 1iei Tesm — “Egsapm  PamkuHCHKHEH”
S. ManbueBcekoro (in. 3). TakuM YHHOM, BiACYTHICTH il Taku HE € CIEHU(IYHOIO O03HAKOIO
NOPTPETa, KOJNU XyI0KHHK MMUIIE pealbHUX JTI0ACH.

Jly’)ke 9acTo TMOPTPET CIPUHAMAIOTH SIK KUBOTO “IBIHHHUKA” peabHOI JIIOAWHY, HAIIJIEHOTO
HAIMIPUPOJHO CHUIOK. XYAOXKHHUK, CTBOPIOIOYM “30ipHMI” THNOBWU 00pa3, i1HOAI BIATBOPIOE B
HBOMY PHCH SIKOICh peajibHOi 0coOH. 3 iHIIOro OOKy, MOPTPETHCT HEPIAKO MOCHIIIOE THIIOBI O3HAKU
OpHriHaly, BUKOPHCTOBYIOUH IPHU IIBOMY AY)KE IIUPOKi CIIOCTEPEXKEHHS 3a IHIIMMHU JToapMH. Hacto
MOPTPETHI Ta “He MOPTPETHI” Hadalla y3TOMKEHI B TBOPI, SKUH PIBHOIIPABHO MOKHA BiTHECTH 1 JIO
HNOPTPETHOTO, 1 A0 “HE MOPTPETHOrO” aHpiB, SKI B ONHUX BHIAAKaX HA3UBAIOTh MOPTPETOM-
KapTUHOIO, a B 1HIIMX — HOPTPETOM-THIIOM.

Xo4 OM SKMM CXOXXKHM Ha OpHTiHaT OyB TOpPTpeT, HOro HE MOXXKHA Ha3BaTH XOPOIIHM
MOPTPETOM, SKIIO BiH MPU LOMY He OyJe me i XymoxHiM obpa3om. Lli 1BI BIacTUBOCTI 4acTo He
JMIIEe B MUCTEUTBI, a W Y JKUTTI PO3TJANAIOTH OKPEMO OAHY BiJ OIHOi, YacTO HaBITb — B Pi3KOMY
nporucrapnenni. Hax 1um muTadHsM 3amucmioBaBcs M. Iere, 60 BHCMilOBaB OOGCKYpaHTIB, sKi
MPOTUCTABISNIM “000JI0HKY” mpupoad ii “aapy”, mo BOHA Big Hac mpuxoBye. He MmoxkHa He
MOTOAMTHUCH i3 TBepMKeHHsM Penato ['yTTy30, M0 3B’A30K MK NCHUXIYHMM Ta (i3U4HUM 00pazom
JIOMVUHU € IICHTHYHUM U THX, XTO MOXke Oauumt [5, c. 37]. HaliTouHime i TIIMOOKO BUCIIOBHB IO
IyMKy crtocoBHO mucrenTBa I. ['erenms: ‘“30BHINTHE Mae y3ropKyBaTHCS B MHCTEITBI 3 TICBHUM
BHYTpIIIHIM, SIKE€ Y3TOJDKYEThCSI caMe 31 co0OI0 1 caMe 3aBISKA LbOMY MOXE Y 30BHIIIHBOMY
po3kpuBatu cebe sk camoro cebe”. HacmpaBmi Hema “OMaHIMBOi 30BHINIHOCTI”, a € JIHIIE
HeJoCBiueHe oko [3, c. 158].

VY MHCTENTBI MOpTpeTa Take MPOTHUCTABICHHS MPU3BOAUTH JO ITHOPYBaHHS 30BHIIIHOCTI
OpHriHamy, A0 TBEPIKCHHS, L0 UMM XYAOXKHIIIMN MOPTPET, TUM BiH TNIMOLIE PO3KPUBAE AYIIY
300pakyBaHOi JIOAMHHU. B 3amymMaHoMy MOpPTpEeTi XYyAOXKHUK 34aTEH 3ipBaTH 3 OPHUTiHATY MacKy
0J1arOBUJIOCTI, PO3KPUTU HOTO peaabHy HEMPUBAOIUBICTh, K II¢ OJUCKyue pOOMIM TaKi MUTI, K
C. Bucnsabcwkuii, 0. Mexoddep, . ManbueBchkuii, E. OxyHb, i CIPOMOXHUN, HABIIAKH, TIOKAa3aTH
Kpi3b 30BHINTHIO HETIOKA3HICTh YM HABITh MOTBOPHICTH OONIMYYS TIHOOKY Ta MpekpacHy aymry. Koxen
XyIOXKHHUK (POpPMY€ CBIH TBOPUHUH 3a1yM, 3ayM TTOPTPETA.

OTxe, MOPTPETHUH KaHP A€ MHTIEBI 3MOTY 300pa3uTH JIOIUHY B CKJIaIHIH CYKyIHOCTI
OyXOBHOTO Ta (izmuHoro crerinHs. [lopTpeTHa KOMMIO3ULis Mae 0CcOONMBI PHCH, 32 IOIMOMOIOI0
AKUX aBTOp Ilepeaae oOpa3 TOro, KOro IOPTPEeTye, B Hill HeMae MaJO3HA4YHUX JeTajeH, yce
HiAOPSIKOBAHE 3arajbHOMY 3aKOHOBI E€CTETHYHOTO CHPHHUHATTA. Bim Oyab-sSKOro XymOKHHKA
CTBOpEHHS MOpTpeTa MNOTpeOdye HE KOIIIOBAaHHA, a CTBOPEHHS OpHIiHATy 3 IepeJadeio Horo
BHYTPILLIHBOTO Ta yXOBHOTO KUTTAL.
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1. Oxyns E. “Homupu cmpynu’”.
Tonommno, onia; 92x130 cm.
Myzeii mucmeyme
Apuzoncwbroeo ynigepcumenty.
1914.
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2. Axcenmosuy T. 3. Manvuescoxuti A. “E. Padacuncokuii’”.
“ITio mseapem auxa’. [lonommuo, onia; 75x100 cm.
Ilacmenv, nanip, 81,8 x 65,5 cm. Hayionanenuii mysetl,
Jlvgigcora eanepes mucmeyms, Tosuans. 1903.
Jlveie. 1917.

VIIK 001.8:712.011/.12(045)

Bosaonumup Xanauan

METOJOJOITYHUI TUCKYPC Y COEPI JOCJIIIKEHb TAM’ATOK
HHAPKOBYAYBAHHS XVIII - IIOYATKY XX CTOJITh:
MUCTEITBO3HABYMI ACIIEKT

Y cmammi npoananizosano ¢enomen macmrogozo naprobyoyeanns Ilodinna 3 nozuyii
po3enady i gubopy onmumanvbroi Memooonocii docnioxncernns. OKpecieHo KOMNIEKC MyTbMUHAYKOBUX
Memodie ma J02IKy iIX NOEOHAHHA Npu 30IUCHEHHI MUCMEYMBO3HABYO20 OO0CHIONCEHHS NAPKIE.
Apeymenmosano 102iKy 6a2amosumipHo2o nioxody 00 Memooonozii i meopii icmopii mucmeymsa,
MaxK  36aH020 MemMOO0N02iuH020 Ouckypcy. OOIPYHMOBAHO GUKOPUCMAHHS — CEMIOMUYHO20 |
MPAHCYEHOCHMALHOZO MEMO0Ii8 Yy OO0CHIONCEHHI MAEMK0B020 NAPKOOYOV8AHHA 5K MUCHEYbKO2O
henomeny, 30ilicHeHe IX MPAKMYBAHHS Y3ANEeHCHEHO 8I0 cneyuixu oocnidxcenus. Ilpedcmasieno
6a3086i nioxoo0u npu nob6y006i YiNiCHOI MemoOuKU OOCAIONCEHH MAEMKOB020 NAPKOOYJi6HUYMEA.

Knwowuogi cnosa: memoo, memooonocivnuil OUCKYpc, MAEMKOGULL NAPK, MYTbMUHAYKOGICMb,
NIOPANizmM, MPAHCYEHOCHMHUI MeMO0, MeMoO CEMIOMUUHO20 AHATI3Y.

Baaagumup Xanauan

METOJOJOI MYECKHI JUCKYPC B COEPE UCCJEJOBAHUI MAMSTHUKOB
HAPKOCTPOUTEJIbCTBA XVIII - HAYAJIA XX BEKOB:
HCKYCCTBOBEJYECKHI ACIIEKT

B cmamoe npoaHaiuupoear d)eHOMeH noOMeCntHoco napKkocmpoumeilbcmea Tlooonvs ¢ mouxu
3PEHUS paACCMOMPEHUA U 6bl60pa ONMUMAILHOT MEMOOON02UU UCCAEO0BAHUSL. Onpedeﬂenbl KomnJjiekc
MYT6MUHAYYHbIX Memooo8 U Jo2UKa UX COYemAaHUsl npu ocywecmeieHuu uc;cyccmeoeed%cxoeo
uccnre0o8anus napkoes ApzyMeHmuposaHa J102UKA MHO2OMEPHO2O n00x00a K Memooono2uu u meopuu
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