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Ouaer CTaHNYHOB

MOPTPETHUM OBPA3, IK 3TYCTOK EMOIIMHOTO
TA PAHIOHAJIBHOI'O B ITII3HAHHI JIOANHA

Y cmammi poszensinymo cxknadogi ma 20106Hi 3acobu Xy0oduCHboi 8UPAZHOCII NPU CMBOPEHHI
nopmpema, NpOAHANI308AHO KOMNIEKC XYOOJCHIX 3acobis, AKUMU KOPUCTHYBANUCA XYOOICHUKU
Hanpuxinyi XIX — na novamxy XX cmonimms. Pozkpumo mogy obpazomeopuoco mucmeymea sk
Cnocib MOOen08aHHsi NOPMPEMHO20 HCaHpy, Osi nepedadi emMoyiliHo2o I payioHaibHO20 CMAHy
Ko2tcHOI ocobucmocmi. Busegneno, wo 6i0 6y0b-aK020 XyO00dCHUKA CMBOPEHHS nopmpema nompeoye
He KOWilo8aHHs, 4 HANUCAHHA OpURIHANY 3 nepedaveid GHYMpiuHb020 ma OYXO08HO20 JHCUMMIA
300paANCYBAHO2O.

Knwuogi cnoea: nopmpem, crodxcemna KOMNO3UYis, NEPCoHAx3C, peanicmuuHicms, o0pas,
Migonozcizm, abcmpakmuicmy, panmasisi.

Ouer CTaHNYHOB

MOPTPETHBIN OBPA3, KAK CT'YCTOK SMOIIMOHAJILHOI'O
N PAIIUOHAJIBHOTI'O B IIO3HAHMU YEJIOBEKA

B cmamve paccmompeno cocmasnfiowue u - 21asHvle CpPeOCmBa  XyO0OHCeCmEeHHOU
BBLIPA3UMENLHOCIU  NPU  CO30AHUU  NOPMPema, NPOAHATUSUPOBAHO KOMNIEKC XYOOXHCECBEHHbIX
Ccnoco608, KOMOPLIMU NONB30BANUCH XYO0dCHUKU 8 KOHye XIX —nauane XX eexa. Packpvimo szvik
U300pa3UMeENbHO20 UCKYCCMBd, KAK CHOCOO MOOenUuposanus NOPmpemHo20 dHcaupa, Ons nepeoavu
IMOYUOHANLHOZO U PAYUOHANLHO2O COCMOSAHUSL KAXCOOU nopmpemupyemou audnocmu. Buviasneno,
umo om 106020 XyOOdICHUKA nopmpem mpebyem He KORUPOBAHUA, A CO30aHUS OpUSUHANA C
nepedaueii e20 6HympeHHell U OYXO8HOU JHCUSHU U300PAHCAEMO2O.

Kniouessvie cnosa: nopmpem, crodcemnas KOMRO3UYUs, NEPCOHAIIC, PEATUCTHUYHOCTb, 00pa3,
Mughonoeusm, abcmpakmHocmos, GaHmazusi.

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.

Cruns MozepH, 1o BUHUK Ha 37aMi XIX ta XX cTONITTH, IPUBHIC BEIHKI 3MIHH B YCi IIPOSIBH
MHUCTENTBA. SIK pe3ynbTaT LMX 3MiH MOPTPET OTpUMaB CHeUU(ivuHi 03HAKH, 3aBISKU SKUM JIOAUHY
300pa)XyBaJii Ha IOJIOTHI He sIK QoTorpadiuHy Komito MIHCHOCTI, a sIK XyI0KHIA 00pa3 3 mepeaadeio
eMOLIITHOT CKJIaI0BOi.

AHani3 OCTaHHIX JOCHIDKeHb Ta MyONiKamid 3 i€l TeMH CBIJYUTH MPO 3pPOCTAOUTY
3alliKaBJICHICTh CyYaCHHUX JIOCHI/DKEHb MUTAHHSAMH TICHXOJOTii TOpTpeTa SIK COILIajJbHOTO Ta
MHCTELbKOrO sBUIIa. HaykoBi poOOTH, MPUCBAYEHI MOPTPETHOMY JKMBOIMUCY OOM MOJECPH MOYAIH
nmyOJIiKyBaTu B mepurii momoBuHi XX CT., a B ApYTii MoMoBHHI BimOymack ix cucremarm3amis. Ll
TeMaTHKa BHCBiTIeHa y mpansx M. [aBnoscekoi [19], T. Anamosuua [10-13], B. FOmaka [15-16],
B. Harancona [19], A.Kygmenscekoi [17], A.JlaBamuakosoi [18], 5. Ilyuarto-ITaBinoBcekoi [21],
A. Xeiipens [14], JI. Tananaesoi [9]. Haykogi mpaui npo xanp noptpera K. Cuthuka [8], JI. 3iarepa
[5-6], M. AuaporHHKOBOI [1] CBi4aTh PO MEBHI OCATHEHHSI MUTIIIB y LIbOMY JKaHPi.

Mera cTaTTi — BHSABUTH CKJIQJIOBI Ta TOJOBHI 3aCO0M XyIOXHBOI BUPA3HOCTI NMPH CTBOPEHHI
MopTpeTa, MOCHiAUTA (OPMOYTBOPIOIOUI W KOMIO3MIIMHI ACHEKTH MPH CTBOPEHHI MOPTPETHOTO
obpasy.

VY “HoBoMy €HUMKIIONEANYHOMY CIOBHHUKY 0OPa30TBOPYOrO MUCTEUTBA” MOPTPET BU3HAUCHO
AK “...kaHp 00pa30TBOPUOrO MHCTELTBA, MPEIMETOM SKOrO0 € 300pa’KeHHS KOHKPETHOI JIIOJUHU.
[Toptper, Ha BiAMIHY BiJ POJMHHUX >XKaHPiB, mependadae iHIUBiAyanpHy cxoxicTb. Llg romoBna
OCOOJIMBICTh TPUBHOCHUTH Y TOPTPETHUH aHp icTtoTHe mportupiuus [...] TlopTper Bimuykye cBiii
MEPCOHAX BiJl AIMCHOTO XHTTS, MEPEHOCUTh HOro B YSBHHH XYAOXHIH TpocTip, 30epiralouu mpu
OMY CXOXICTh [...] TIeH Tpoliec BimoOpaxkae mepexin BiJl 300pa)keHHsT MaTepialibHOI AIHCHOCTI 10
BUPaXCHHS JYXOBHOI PEaNBHOCTI [...] Ie TOSCHIOE PI3HOMAHITTS )KaHPOBUX Pi3HOBHUJIIB MOPTPETHOTO

ER]

MuctenTna...” [2, c. 612—-613]. CTBopeHHs mopTpeTa — e, HacaMmIlepea, CTBOPEHH LiicHOro 00pa3y,
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10 € HEOOXIJTHOI YMOBOIO XYI0KHBOI IHHOCTI 300pakeHHst. OOpa3 — [ie IPUCYTHICTh Y 300pakeHHI
ilealy XyAO)KHHKA, IESKOro 3arajlbHOro MHOHATTA Kpacu abo IMOTBOpHOCTI, OmaropoxactBa abo
MeHmoBapTocTi. O/HIEI0 3 HaWBAXJIMBIIMINX SKOCTEH MOPTPETHOro o0pasy € Woro iHIWBiAyambHa
HEMOBTOPHICTh. “SIKII0 B 00pasi, 110 MPeICTaBUB XYIOXKHUK, BiAYYBA€TbCs MNEBHA, JaHa JIIOJMHA,
BiTYyBa€ThCSI OCOOMCTICTH 3 TIPUTAMAHHUMHU 1l OCOOJMBOCTSMH 30BHIIIHOCTI, XapakTepy,
MOPAJIBHOCTI, IHTEJIEKTY”, TO 1€ 1 € OCHOBHOIO SIKICTIO TopTpeTa [8, c. 14].

3a TBepKeHHAM M. AHApoHHiKoBOI: “IlopTper, nopTpeTHUil 006pa3 € CBOro poxy OKpeMuil
BUTIAJIOK TOHATTSA: 00pa3y JOAWHU, MOHATTS repos. Lle He Beskuit o0pa3 MOAWHMU, a TUTBKKH 00pa3
peanbHOl KOHKpeTHOT JitouHu B Muctentsi” [1, ¢. 295]. XynoxHii 00pa3 — 1e 3ryCcTOK eMOLIHHOTO i
paIioHaJIbHOTO B Ii3HAHHI, KWW NOKIMKAHWI BIUIMBATH Ha MOYYTTS H po3yM srofei. XymoxkHIH
o0pa3 — 1e €AHICTh 00 €KTUBHOTO W Cy0 €KTUBHOTO, JIOTIYHOTO i YyTTEBOTO, paIliOHAILHOTO M
eMOIIIITHOTO, a0CTPaKTHOTO ¥ KOHKPETHOTO, 3araJlbHOI0 W I1HIWBIAyalbHOTO, HEOOXIIHOTO W
BUIIAJKOBOTO, YaCTUHH W LIIOT0, CYTHOCTI Ta sBUILA, 3MicTy i opmu. Came 3 XyA0KHIM 00pazom
[IOB’S3aHa CIIPOMOXKHICTH MHUCTELTBA JapyBaTH JIIOJUHI INHOOKY €CTETHYHYy HAacoJody, IO
npoOyHKy€e y Hel MOYyTTS MPEKPACHOTO.

[lopTpeT MoOXHa HamucaTd peaqpHUM a0o0 MiQONOriYHUM, NpPH LBOMY 3’ €IHYIOUU
HATYPANICTHYHI OOMUYYsl 1 Tila 3 JEKOPAaTHBHOI IUIONIMHOK Tia abo onsary. Bci mMuTii modaTky
XX CT. cTBEpIXXYyBalll MPUHIMIIA CTBOPIOBAHHS “HOBOI peaibHOCTI”. Sk 3a3HaumB J[. Capa®’sHOB:
“PeanbHe 3’€IHY€ETHCS 3 BUTAJJAHUM Ta 3HAHUM, JKUTTEBE — 3 (haHTA3IHHUM: PO3KPUTTIO PEabHOCTI
CyNpOBOJKYE ii mpuxoByBaHHs [7, c. 264].

Hyxke sickpaBo BHKJIaB CBOWO aymMKky M. Bpybenb, y Takomy BucnoBmoBanHi: “Komu T
3aMHUCITIOEIICS TTUCATH 10-HeOyIb (paHTaCTUUHE — KapTHHY a00 MOPTPET, aJKe MOPTPET TSK MOXKHA
IICaTH He B peaJbHOMY, a Y (paHTaCTUUHOMY IUIAHi, — 3aBXIU HMOYMHAH 3 sIKOroch (hparMeHTa, sIKUi
HaIAIICNI [IJIKOM peaNbHo. Y MOpTpeTi me Moxe OyTH Kabiydyka Ha Halblli, HEJOMAJOK, I'YI3UK,
SIKach MaJIOTIOMITHA JIETallb, alieé BOHA Ma€e OyTH 3po0JieHa B yCiX JpiOHMYKAxX, cTporo 3 Hatypu. Lle sk
KaMEpTOH JIJISl XOPOBOTO CITiBY — 0€3 Takoro parmeHTta Bcsl TBOs (haHTa3is Oyze mpicHa i 3aJymMaHa
piu Oyze 30BciM He aHTacTHuHA” [7, €. 264].

IMopTpeTHuii *aHp Ja€ IWPIII MOXKIUBOCTI JUIsl 300pakeHHs JIOAWHU B YCid CKIIAIHIN
CYKYIHOCTI ii ayXoBHOTO Ta (pismuHOTO 00pasy, i IHAMBIAYyanbHOI HEMOBTOPHOCTI i THUMOBOCTI, il
ocobucroro Ta cycminbHOro “S”. 3 nuMm moB’s3aHmii Oe3rocepesHill BIUIMB TMOPTpPETa HA 1HIII,
CYMDKHI >KaHpH (B >KMBOIIWCI, HAIPHKIAX, Ha CIOXKETHY KapTHHY). AJDKE HMOPTPETHA KOMIO3HIIIS
TpaIUIAEThCA HE JIUILIE B YCiX OCHOBHUX BUAAX 00pa30oTBOPUOro MUCTELTBA Ta JIiTepaTypi, a i y Tearpi
Ta B KiHO. Po3kBiTOM ii BU3Hauyanucs HaiBiJOMIIli €OXH B PO3BUTKY MHUCTEUTBA. | HEe BHIIQJAKOBO
came JI0 MOpPTPeTa HEPiKOo 3BepTalucs TaM, e Tpeba OyJo MiATBEpOUTH TOW UM iHIIMHK, ICTHHHUN YH
HeNpaBIuBUM 3arajbHUi 3aKkoH ecTeTHKU. [lopTper, a TakoX HOro KOMIIO3MLIS IyK€ YacTo
nepeOyBaB y IIEHTPI yBaru TEOPETHKIB MUCTENTBA. HalimoBHIIy Ta riuOOKy TEOpeTHYHY PO3POOKY B
Haymi 10 XX cromitts 3aivicHuB . T'erenenp y “JIekiisx 3 €eCTETUKU, 10 TOOAYMIIM CBIT HAPUKIHIT
1830-x pokiB. Y reremiBChKUX CIOCTEPEKEHHSX PO MOPTPET MICTUTHCS 6arato HAJ3BHYAHO MIHHHUX
JlyMOK TIpo crieniniky Horo KOMIO3HIIii, PO TBOPUMH MeTO mopTperucTta [3].

basyrounch Ha Te3i, 110 Kpaca B MUCTEITBI € BUIIOKO BiJl Kpacu B MPUPOJIi Ta 1[0 MHCTEITBO
MOKJIMKaHe BUTIPaBUTH HEJOJIKH, BJIACTHBI AificCHOCTI, ['eresib pekoMeHayBaB MOPTPETUCTOBI OMHHATH
“Bce TUTbKM MPUPOJHE B HANIOMY HEJAOCKOHAJIIOMY ICHYBaHHi [...] 1 cXomuTH 1 mepenaTu HaTypy, SKY
MAITIOEMO, B ii 3aralbHOMY XapakTepi, B ii OyTTi JyXoBHOI cBoepimHOCTI” [3, ¢. 159].

YV Bumo3i ['erens 10 XyJ0KHHAKA PO3KPUTH 1 300pa3uTH JIIOAKUHY B 11 BCEOCSHKHOMY XapakTepi
nojsirajia 4yjaoBa IyMKa Mpo HEOOXIMHICTh y3araJlbHEHHS Yy TMOPTPETi, 3BYy4Yalo 3acy/KEHHS
pabcpkoro KOmitoBaHHA MPUPOAH, 110 TPU3BOIUTH O CTBOPEHHS HATYypaliCTHYHHUX TBOpPiB. OAHAK, 3a
I'erenem, y3arajabHeHHs € 3aco00M “NOKpallleHHA~ MOpPTpeTa Ta HOro KOMIIO3MLII IOPIBHAHO 3
“HEJIOCKOHAJIO” TPHUPOJIOI0, IHIIMMHU CIIOBAaMH, € ijealli3alli€lo OpuriHamy. 3BicH — BIJOMHUMN
BHUCHOBOK TIPO Te, IO MOPTpPET “He JIMIIe MOXe, a il moBuHeH yectutu’ [4, c. 75]. Lleit BucCHOBOK
3aKOHOMIPHO BHIUIMBAB 13 3aTalbHOI 11€alliCTHYHOT CIIPSIMOBAHOCTI TEreiBChbKOi €CTETUKH; 0COOINBO
SICKpaBO BOHA ITPOSIBIISLIACS TaM, Jie [ erenb roBopuB Mpo peniriiiHi 00pas3u (30kpemMa mpo 300paskeHHs
ManoHH), gomy4aloud iX 10 “HaWBUIIMX TBOPIHE 1 3aCyKYIOUM XYZOKHHKIB, SKi HAIULUTH I
o0pasu pucamMu MHUPCBHKOTO XKUTTA [3].
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Binomuit mucrentBo3HaBelb JI. 3iHrep 3ayBaxuB: “BipHICTb 1 IIIMOMHA PO3KPUTTS XapaKkTepy
MOPTPETOBAHOr'O MOBHICTIO 3aJIEKUTh BiJl TOTO, HACKUIBKHM TOYHO 1 IOBHO IepesiaB XyJOXHUK Y Horo
30BHIITHBOMY BUTJISIII HAHBAKITUBIIII PUCH, IO BiJJOOPaXaroTh KUBY MyJIbCALliI0 HOTO BHYTPIIIHLOTO,
OYXOBHOTO XHUTTS. [IpruomMy, e Moxe OyTH JOCATHYTO Pi3HUMH CIIOcOOaMH: B OJHHX BHUIIaJKaX —
I'PYHTOBHOIO PO3IOBLIJIIO, B IHIINX — KUJIBKOMA JIAKOHIYHUMU ITpuxamu” [6, c. 72].

OCHOBHOIO BH3HAYAIBHOK O3HAKOK MOPTpeTa € BiACyTHicTh aii. Jlig wacrinie BiacTUBa
CIO’KETHIM KapTHHI, HIX IOPTPETOBi. AJie Ais — O3HaKa CYTO 30BHILIHS, L0 KOJHUM YHHOM HE MOXKeE
OyTH cyTTeBOM. JI0 TOTO X i 1 32 CYTTIO HE MPOTHIIOKa3aHa MOPTPETOBI, TAK caMo SK 11 BIACYTHICTb
HEe MpPOTHUIIOKAa3aHa CIOKETHIH kommnosuuii. Xiba mepecTaloTb OYTH IMOPTpETaMH Irepoi KapTHHU
“Yotupu ctpynu B ckpunmi” E. Okyns (i, 1) gepes Te, 0 BOHN pyXalOThCS MTOBITBHO, CKIIABIIH PYKH
Ha TPYISAX, BIIYYBAETHCA My3WKa CKPUIIKW, YU CTae mopTpeTroM poborta “Ilim Tsrapem nuxa”
T. Axcenrouya (i71. 2) nuime ToMy, Mo repoi He “mitoTh”? 3BUYAlHO K, Hi. binbmie Toro: MoxxHa
CTBEP/UKYBaTH, IO Jisi, BBEJEHA Ji¢ MOTPIOHO B TOPTPETI, HE JUIIC HE OCJIA0JII0E TOPTPETHY
XapaKTepUCTUKY, a M HepilKo HaBiTh MOCWIIOE ii, AOIOMAararouu HaMm Kpalle YSBUTH SIKIChb CYTTEBI
rpaHi 3o00paxeHoi soaunu. YynoBud npuxian el Tesm — “Ensapn  Pamkubchkuii”
5. ManbueBcbkoro (in. 3). Takum uYumHOM, BiJCYTHICTH Aii TakkM HE € CHEHU(IYHOI O3HAKOIO
MOPTpeTa, KOJIH XYJI0XKHHUK IMHUIIE PEATbHUX JIFOJICH.

Jly’ke 4acTo MOpTpeT CIPUIMAIOTh SK JKUBOTO ‘“‘ABIMHHMKA” pEasbHOI JIIOJIMHU, HAJIJIEHOTO
HaJIPUPOAHOI0 CHJIOK. XYIOKHHK, CTBOPIOIOUM ‘30ipHMHA” THHOBHH o0pa3, iHOAI BiATBOPIOE B
HBOMY PHCH SIKOICh peajibHOi 0co0H. 3 iHIIOro OOKY, MOPTPETUCT HEPINKO IMOCHIIIOE TUIIOBI O3HAKH
OpHriHaly, BUKOPHCTOBYIOUH IPHU IIbOMY Ay’K€ IIUPOKI CIIOCTEPEXEHHS 3a 1HIIMMHU JI0AbMH. HacTo
MOPTPETHI Ta ““He MOPTPETHI” Havana y3ro/KeHI B TBOPIi, SKHH PIBHONPABHO MOKHA BIJIHECTH 1 JIO
HOPTPETHOrO, 1 10 “HEe MOPTPETHOro” aHpiB, sKi B OJHMX BHUIAJKaX HA3UBAIOTh IMOPTPETOM-
KapTHUHOIO, 4 B 1HIINX — TIOPTPETOM-THITOM.

Xou OM SKHM CXOXXUM Ha OpHriHal OyB HOPTpeT, HOro HE MOYKHA Ha3BaTH XOPOIIUM
MOPTPETOM, SKIIO BiH IpU LbOMY He OyJle mie i XynoxHiM obpasom. Ili 1Bi BIacTUBOCTI 4acTo He
JMIIe B MHCTELTBI, a i y KUTTI PO3TJANAIOTH OKPEMO OAHY BiJl OJHOI, 4YacTO HaBiTh — B PI3KOMY
nporucTaBieHHi. Hax 1mm nurtaHHAM 3amucmioBaBcs M. ere, 60 BHCMilOBaB 0GCKypaHTIiB, sKi
NPOTHUCTABISUIA  ““000JIOHKY” TpUpomu 11 “anapy”, IO BOHA BiI Hac HpuxoBye. He MoxHa He
MOTOJIUTUCH 13 TBepKeHHsIM Penaro ['yTTy30, 1m0 3B’S30K MK NCHXIYHMM Ta (Pi3UYHUM 0Opazom
JIOJMHU € IACHTUYHUM JUIA THUX, XTO Moxe Oaumtu [5, c. 37]. HalitouHimie i rinmOOKO BUCIOBUB IO
JIyMKy cTtocoBHO MmuctenrBa [. ['erenb: ‘“30BHIIIHE Mae y3rojKyBaTHCS B MUCTELTBI 3 IEBHUM
BHYTPINIHIM, SIKE Y3TO/DKYEThCS came 31 co0oro 1 came 3aBIsSKH IIbOMYy MOXE Y 30BHIIIHBOMY
po3kpuBatu cebe sk camoro cebe”. HacmpaBni Hema “OMaHIMBOI 30BHIIIHOCTI, a € JUIIE
HeIoCBigUeHe oKo [3, c. 158].

Y MHCTENTBI MOpTpeTa Take MPOTUCTABICHHS MPU3BOAWTH O ITHOPYBAaHHS 30BHIIIHOCTI
OpHriHamy, A0 TBEPIKECHHS, L0 YUM XYyAOXKHIIIMI MOPTpeT, TUM BiH IJHOIIEe PO3KPHBAE AYyIIY
300paxyBaHOi JIOAMHH. B 3amymMaHOMy IOPTpeTi XYMOXKHHK 3[aTE€H 3ipBaTH 3 OPHUTIHATY MacKy
0JIarOBHUIOCTI, PO3KPUTH HOTO peabHy HENpPUBAOIMBICTD, SIK 1€ OJIMCKyYe POOMIIM TaKi MHTI, SIK
C. Bucnansceknii, 0. Mexoddep, 1. Mansueceknii, E. OkyHb, i CIpOMOXHUI{, HABIAKH, [TOKa3aTH
Kpi3b 30BHILIHIO HEMOKA3HICTh UM HABITH MOTBOPHICTH 00JIMYYS TIIMOOKY Ta MpekpacHy nymry. Koxen
XYIOXKHUK (pOpMYE CBiii TBOpUMH 3aLyM, 3aAyM IIOPTPETA.

Otxe, TOPTPETHUH XaHpP Ja€ MUTIEBI 3MOTy 300pa3WTH JIIOMUHY B CKIAaTHIH CyKyITHOCTI
JlyXOBHOTO Ta (hizmyHOro cruieTiHHa. [lopTpeTHa KOMMO3WIlisi Mae€ OCOOJIMBI PUCH, 32 JOMOMOTOIO
SAKAX aBTOp Hepemae oOpa3 TOro, KOro IOPTPETye, B Hif HeMae MaJlO3HAYHHX JETaleH, yce
HiJMOPSIIKOBAHE 3arajbHOMY 3aKOHOBI E€CTETUYHOTO CHPUHHATTS. Bin Oyab-iKOro XyJ0XHHKA
CTBOPEHHsSI IOpTpeTa MNOTpedye He KOIIOBAaHHS, a CTBOPEHHSA OpMIiHALYy 3 Iepegayero #oro
BHYTPIIIHBOTO T TyXOBHOTO KUTTSL.
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Cnucok irocTpauiii

1. Oxynw E. “Yomupu cmpynu’”.
Tonomno, onia,; 92x130 cm.
My3zeii mucmeyms
Apuzoncbkoco yHisepcumemy.
1914.
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2. Axcenmosuy T. 3. Manvuescokuii A. “E. Paocuncokuil”.
“ITio msaeapem nuxa”. Ionomno, onia; 75x100 cm.
Ilacmens, nanip; 81,8 x 65,5 cm. Hayionanenuii my3seti,
Jlvgiscovra eanepes mucmeyms, Tosnans. 1903.
JIv6i6. 1917.

YK 001.8:712.011/.12(045)

Bosogumup Xanaiinan

METOIOJIOTTYHUI JUCKYPC Y CO®EPI JOCI)KEHDb ITAM’SITOK
IHAPKOBYYBAHHA XVIII - [IOYATKY XX CTOJIITh:
MUCTELTBO3HABUYMI ACIIEKT

Y cmammi npoananizoeano enomen macmrosozo napkobyoyeanus Ilodinns 3 nosuyii
po32na0y i 6U6OPY onmMuManbHoi Memooono2ii docnioxcenus. OKpecieHo KOMNAEKC MYTbIMUHAYKOBUX
Memoodie ma J02iKy IX NOE€OHAHHs Npu 30IUCHEHHI MUCMEYMBO3HABYO20 OOCTIONCEHHs NAPKIe.
Apeymenmosano no2iky 6azamogumipnozo nioxody 00 memoodonozii i meopii icmopii mucmeymaa,
MaKk  36aH020 Memooon02iuH020  Ouckypcy. OOIpYHMOBAHO UKOPUCMAHHA —CEeMIOMUYHO20 i
MPAHCYEHOEHMANbHO20 MemOo0i8 Y O00CHIONCEHHI MAEMKO8020 NAPKOOYOYBAHHS SIK MUCEYbKO2O
(ernomeny, 30iiicHene ix MpPAKMYSAHHS Y3ANEHCHEHO 6I0 cneyu@ixu odocnioxcenns. IIpedcmasneno
6az08i nioxoou npu no6yY008i YinicHOI MemoouKu OOCAIONCEHHSI MAEMKOBO20 NAPKOOYieHUYMEA.

Kniouogi cnosa: memoo, memooonoziunuii OUCKYPC, MAEMKOBUL NAPK, MY1bMUHAYKOGICYb,
nAOpanizm, MpaHcyeHOeHMHUN Memoo, Memoo CeMiomuiHo20 aHanisy.

Baagumup Xasnainan

METOIOJIOTHUYECKHI TUCKYPC B COEPE UCCJIEJTOBAHU TAMSTHUKOB
IHAPKOCTPOUTEJIbCTBA XVIII - HAYAJIA XX BEKOB:
HCKYCCTBOBEIYECKHM ACITEKT

B cmamve npoananuzuposan gpernomen nomecmnozo napkocmpoumenvcmea Iooonvs ¢ moyku
3peHUs paccMompeHts U 8b100pa ONMUMATbLHOU Memooono2uu ucciedosanus. OnpeoeneHvl KOMNIeKC
MYToMUHAYYHBIX MEmO0008 U J02UKA UX COYEMAHUs NpU OCYWeCmBNeHUU UCKYCCMB08e0YeCKO20
uccnedo8ans NapKkos ApeymMenmupo8ana 102uKa MHO20MEPHO2O NOOX00a K MemoOoo2uu U meopuu
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