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Abstract

The aim of the study is to determine the
development process of the ancient furniture
shaping of the first mankind civilizations (3000
BC - Xl century BC). Research methods. The
research methodological platform is formed
on the basis of a comprehensive systematic
functional-structural analysis and is based on
identifying trends in the furniture shaping de-
velopment that can affect the modern furniture
design. Therefore, to identify trends in the an-
cient furniture shaping, methods of systemati-
zation by features, localization, and compara-
tive approach were used. The last of the three
research methods, the comparative method,
provided a comparison of the evolution process
features of the furniture shaping phenomena of
the ancient period. Scientific novelty consists
of identifying development trends in the ancient
furniture shaping by its features and in fact con-
firming its dependence on the influence of both
the characteristics of the natural and climatic
environment, the anthropometric dimensions
of a person, and the worldview and value ideas
of that time society. Conclusions. Thanks to
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MPUHLNUIMN PO3BUTKY
®OPMOTBOPEHHA MEBJ1IB

Y ENOXY MEPLUUX LUBINISALIN
JIIOACTBA

Banepiin Ctpineupb,
https://orcid.org/0000-0002-7669-8770
CcTapLUMn BMKNagad

Kadpepu OM3anHy cepenoBuLLa,
KniBCbKMI HaUioHanNbHUIN yHIBEPCUTET
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AHoTallis

MeTa gocnifKeHHs — BU3HaYeHHs NpoLecy
PO3BUTKY (DOPMOTBOPEHHA MEBAIB Y enoxy nep-
Wmx umBinisauin noactea (3000 p. go H. e, —
Xl cT. go H. e.). MeTogm gocnigxeHHs. MeTtozo-
noriyHa nnathopma AocniaxXeHHst GOpPMYyeTbCS
Ha OCHOBI KOMM/IEKCHOIO CUCTEMHOIO (YHKL-
OHaNbHO-CTPYKTYPHOrO aHasisy v rpyHTyeTbCA
Ha BUSIBAEHHI NPUHUMMIB PO3BUTKY (DOPMOTBO-
PEHHS MebNiB, O MOXYTb BNAMBATM Ha Au-
3alH cyyacHux mebnis. ToMy AN BUSIBAEHHSA
NpUHUMAIB  OPMOTBOPEHHST Me6NiB 'y CTapo-
[laBHbOMY CBITi BMKOPUCTOBYBAIUCA METOAN
cucTemMaTmaalil 3a 03Hakamu, fokanisauil Ta
KOMMapaTuBHOro nigxody. OCTaHHI i3 Tpbox
MeTOoAIB AOCIIKEHHA — KOMMapaTUBICTCbKUI,
3abe3neyyBaB MOPIBHSAHHA O3HaK MpoLecy
eBoNtoLil HOPMOTBOPYUMX SABWLL MeHIB CTapo-
[laBHbOro nepiofy. Haykosa HoBU3Ha nosarae
Y BUABNEHHI MPUHLMMIB PO3BUTKY (HOPMOTBO-
peHHs MebMiB y CTapofaBHbOMY CBITi 3a MOro
O3HakaMn Ta (GaKTUYHUM  NIATBEPAKEHHAM
Oro 3aN1eXHOCTI Bifg BNAMBY IK OCOBNMBOCTEN
NpUPOLAO-KNIMaTUYHOIrO CepefjoBULLA, aHTPOMO-
METPUYHUX PO3MIPIB NFOAMHN, TaK 1 CBITOrNAL-
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the research methodological platform, which
is formed on the basis of a complex system of
functional and structural analysis, a consistent
influence on the ancient furniture shaping is re-
corded besides the environmental, ergonomic,
sacral, and also social factors. Identified trends
in the formation of ancient furniture models —
socio-economic, environmental, ergonomic,
functional-typological, technical, historical and
cultural, aesthetic.

Keywords:
genesis, furniture, ancient furniture shaping,
functional purpose, furniture culture typology of
Mesopotamia and Egypt.

Bctyn 1

HO-LIIHHICHVX YsIBMIEHb CYCMiIbCTBa TOrO 4acy.
BucHOBKMW. Y pe3ynbrati AOCIKEHHSA 3adiKCo-
BaHO MOCHIJOBHUIA BNIMB Ha (DOPMOTBOPEHHS
Me6AIB Y CTapOAaBHbOMY CBITi KpiM eKOoMoriy-
HOro, €proHOMIYHOro, CakpanbHOro, Lie I co-
Lia/IbHOrO YMHHMKA. BusBNeHi NpuHUMNM po3-
BUTKY (OPMOTBOPEHHSI CTapoAaBHIX Mofeneit
MebniB — coLialbHO-EKOHOMIYHI, EKOMOriyHi,
€ProHOMIiYHI, PYHKLIIOHANIbHO-TUMOSONIYHI, Tex-
HiYHI, ICTOPUKO-KYNBTYPHI, ECTETUYHI.

Knioyogi cnosa:

reHesuc, Mebni, mebnere (HOPMOTBOPEHHS,
(yHKLiOHaNbHe MpPW3HAYeHHs, CTapodaBHil
CBIT, TMNoONOris MebiB KyNbTyp Mexupivds Ta
ermnTy.

MeTton TEOPETUYHOIro OCArHEHHA 1 OCMUCIIEHHA NMUTaHHSA d)op—

MOTBOPEHHS MeOGNIB Yy CTapoAaBHiil nepioa, BOYeBWIb, BUTIKAE
3 NJIOLMHM MOro reHesncy. Ha cborofHi HayKoBi Jxkepena He Ja-
FOTb MOBHOMO PO3YMIHHA LIbOrO SIBMLLA, OCOOMMBO TaKOro Bax<-
NIMBOIO MOr0 CerMeHTy K ICTOPUYHO-NEPBICHE BUHUKHEHHS (HOp-
MOTBOPEHHST MebiB. Hepo3yMiHHA MPUYMH, O3HAK | MPUHLMMIB
BUHUKHEHHS, LLO BXe iCTOPUYHO peani3yBanocsa npoTAroM TUCSH-
4oNiTb B OCMUCEHI TMMOMOriYHI GopMK MebniB, | 06YMOBUAO A0-
CNIPKEHHS LiEl NOKanbHOI NpobaeMn — GOPMOTBOPEHHST MeONIB
y enoxy nepLiunx umBinisaLii. A Lie, BoAHOYaC, € HayKOBOK Npobine-
MO0 3HaHb ICTOPUYHMX BUTOKIB MEONIB K MEBHOI 06'EKTUBHOI 3a-
KOHOMIPHOCTI, L0 06YMOBW/Ia KOHKPETHE ABULLIE.

[o Haworo Yacy Ainwnm nuile o6pasmn NULIHNX acupiiCbKo-Ba-
BUIOHCBKIMX KOPOMIBCbKMX Me6IB, TOAI K Mifl YaC PO3KOMOK 6ynu
BUSABMEHI EMMNETCbKi 300paXKeHHsT MeHIB s Pi3HUX BEPCTB Cy-
cninbeTea, (Kec, 1981, ¢. 28).

Meta H
LBOCHi1)KEeHHSA

Buxoasaum 3 o3HadeHol NpobnemMu, MeTa JOCNIAXKEHHS nonsrae
Y BU3HAYEHHI OCOBMMBOCTEN MOXOMXKEHHS | PO3BUTKY (GOPMOTBO-
PeHHA MebiB B iICTOPUYHNIA Nepiog NepLUnX LMBINi3aLit NtoacTBa,

a60, IHLWIMMU CNIOBaMM, KOMMIEKCHOMY BUSIBMIEHH] ICTOPUYHUX MpU-
YMH i 0OCOBNMBOCTEN PO3BUTKY (HOPMOTBOPEHHSA Me6niB Yy ernoxy
nepuuvx umsinisadi (3000 p. go H. e. — XI CT. 10 H. €.).

Metopgonoris
Ta aHani3
JoKepenbHoI
0a3u

Y pocnigykeHHi o3HayeHol NMpo6nemMu BMPOBa[KEHO MeToA
KOMMJIEKCHOrO aHani3y. 3arasom, MeTOA0OriYHa niaTdopma Ao-
CNIIKEHHS (DOPMYETLCA Ha OCHOBI KOMMJIEKCHOMO CUCTEMHOIO
(DYHKLIOHaIbHO-CTPYKTYPHOIrO aHanidy WM rpyHTYETbLCA Ha BUAB-
NEHHI NPUHLMNIB PO3BUTKY (OPMOTBOPEHHS MeBIB, LLIO MOXYTb

BMNMBATY Ha An3alH Cy4aCHUX MeobniB.
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PesynbTaTtn
LBOCHi1)KEeHHSA
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TemMoro po3BUTKY (GOPMOTBOPEHHS MEGMIB Y Yacy NEPLUMX LK-
BiNisauin NoACTBa NapanenbHO 3 AOCTIIKEHHSM BCiel icTopil hop-
MOTBOPEHHSI Meb1iB abo iHLLIMX NMPeaMETIB MaTepianbHOT KybTypK
TOro vacy samManuca Taki HaykosL, Ak O. MpawwH (2007), . Kec
(1981), B. /lto6ueHko (1991), C. Muranb (1991; 1999), H. MyxiHa
(2003), . Yisxonm i E. Minnapa (1999) Ta iHwWwi. O3Ha4eHi aBTO-
PV B OCHOBHOMY KOHCTaTyBaiu HasiBHICTb abo OnMcyBanv nuLle
BigHaMaeHi apxeonoramm MebneBi oAnHULL i IXHE 306paXkeHHs Ha
pisHMX NpedmeTax. beanocepedHbO B NiTepaTypi 3 TEMU PO3BUT-
Ky (hOpMOTBOPEHHA Meb/iB, MOYMHAKOYN Bif NePLUMX LMBINi3aLin
LLymepy i go BaBunoHy, a noTiM i CTapoAaBHbOI UMBIi3aLil €rvn-
Ty, aBTOp CTaTTi He BUABMB HAYKOBOI Mosemiku. [1po eBosoLito
Me6NIB y Yacy NepLUmx LMBINi3aLiin CBITY CKNagHO BECTU AWUCKYCIT
Yyepes obmanb dakTudHoro matepiany (Kec, 1981; MyxinHa, 2003).
Lle cnpuynHsie rinoTeTUYHWUIA NiaXi4 HayKOBLIB Y MUTaHHI NOABK Ta
PO3BUTKY MebneBmx hopM. ApXeonoria NoKK Wo He Aae BiANoBIAj,
K came BifbyBaBCs iX PO3BUTOK, xoda (dikcye nosiBy mMebnis y IV
TUCAYONITTI O H. €. Y CBITOBUX My3esix Mebli AK (HaKTONOriYHNIA
MaTepian penpes3eHTyrTb OpUriHanbHI 3paskmn-ekcrnoHaTu, no4u-
Hatoun 3 enoxn CepefHbOBIYYA. | NNLLE MOOAMHOKI My3€el MOXYTb
penpeseHTyBaTu eKCnoHaTh Meb/iB CTapoAaBHbOrO Yacy, Taki fK,
Hanpvknag, Metpononiten Myseit y Hbto-Mopky CLUA, Kaipcbkuii
My3elty €rnnTi, [Mapmsbkuin Jlyp y GpaHuil.

Ha Hally oyMmKy, HaidiTKilwe B CTUCAin hopMi OxapakTeprsyBaB
PO3BWTOK (hOPMOTBOPEHHA MebniB LiMBiNi3auil Mexupiuua aBTop
npaui «Ctuni meénis» . Kec (1981). Tomy came iMoro gediHiuii Mu
BMKOPWUCTOBYEMO HabiNbLLe B Ll TEMI.

OKpiM TOro, BMKNadeHe B CTATTi AOCHIIKEHHS €, DaKTU4YHO,
MPOAOBXEHHSIM aBTOPCbKOI PO3BIAKN TOKANbHOT NpobieMun — po3-
BUTKY (DOPMOTBOPEHHS MeHAIB Yy Yacu NepLuvx UMBIni3aliin noa-
ctBa (CTpineupb, 2019).

BinblwicTb MKkepen, Lo BKasytoTb Ha ICHyBaHHA MebNiB y Nepiof
nepLumx UmMBiNisaLin 1roacTea, 6epyTh 3@ OCHOBY CHOXKETHI MasltOH-
K 3TXHIM 306paXXeHHSIM Ta apxeosoridyHi My3elHi ekcnoHaTu: pe-
nbedn (Kec, 1981, c. 28, 45), 6apenbedu (Kec, 1981, c. 3, 31), cTa-
TyeTku (Kec, 1981, c. 3, 45), kaMm'aHi ckynbnTypu (Murans, 1999, c.
31; Kec, 1981, c. 33), rpadidHi 306paxkeHHsA Ha KapTuHax (Muranb,
1999, c. 31; Kec, 1981, c. 38), cTiHax (bpeckn) (Muranb, 1999, c.
31; Kec, 1981, c. 22), Bazax (Muranb, 1999, c. 31; Kec, 1981, c. 45).
3anydanmcs TakoXk MMCbMOBI crnoraav Npo Mebii 3a4/1s XxapakTepw-
CTUKM HapogHocTel (Muranb, 1999, ¢. 31; Kec, 1981, c. 30). BuHaT-
KOM i3 LIbOro psiAly € BiJHOBMEHI apxeonoramu 3 (parMeHTiB Meb1i,
BigHaMaeHi y rpo6HuLi Lapuui XeTenxepec (Ynsxonm & Munnapg,
1999), Lina HeyLIKOMKEHa KONeKL|is Me6iB i3 NoxoBaHHA GapaoHa
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TyTaHxamoHa B €runTi (KapTep, 1959; Kec, 1981) i aeakmx 3paskis
i3 po3Konok micTa Nomnel B ITanil.

MOo>Ha NpUnycTuUTK, LLO BIAKONN NHOAMHAE, MEPENLLIOBLUN Bif KO-
4YOBOrO 0 OCIfIOro CNOCOBY XXUTTSA, MOYana OCBOKOBaTU MeTanu, —
Ha Mexi [V — Il TucayoniTb A0 H. e. — 6pOH3Y, a B KiHUi Il Tucavo-
NiTTA A0 H. e. — 3anis0, — BiATOAI 6y CTBOPEHI NepeayMOBKM ANs
BAOCKOHANEHHS HCTPYMeHTapito, MeTodiB 6yAiBHMUTBA >KWTNa,
a BiATak — po3BUTKY HOPMOTBOPEHHA MebiB (6pOH3Y 3HaAEHO
cepep peLuToK 6yaiBent Ha nansx).

3 PO3BUTKOM LMBINi3aL|l, KONM cnoci6 BUrOTOBMEHHA Me6NiB
AiMWOB NeBHOI TOMYHOI NOCNIAOBHOCTI, MebNi Habynn 03HaK KOM-
(OpTY, 3yMOBJIEHUX, HacamMnepea, NparHeHHAM A0 NPONOPLINHOCTI
3 QI3VYHMMK NapaMeTpamMm IKOAMHN Ta 11 XuUTna.

3aCTOCYyBaHHS HOBWX, OOCKOHANILWLUMX MaTepianiB Ta PO3NOAiS
npadi y CTapoAaBHbOMY CBITI CNPUAIM LUBUOKOMY PO3BUTKY BW-
po6HuYmx cnn (Kec, 1981, c. 16).

3aranom, Halli BifoMOCTi Npo Mebni UMx UMBinisaLin ayxe o6-
MEXeHi, 3riHO 3 HUMW CKTaZHO CTBOPUTU KapTUHY €BONOLIT Me-
6B, ane 3 HaABHOIO HAyKOBOro Matepiany MOXXHa BMOKPEMUTK
neBHI 1l 0O3HAKMN.

Tak, 3a MOP(MOIOTIYHUMM O3HaKaMu AeKOPaTUBHO-MPUKIAAHO-
ro MUCTELTBA Y Liei Yac y BUPOBHULTBI MeBNIB yxKe Oy BiAOMi Ta
3aCTOCOBYBaIUCA TaKi BUAW-TEXHIKW: XYOOXHIA MeTan, CTONApHe
" TOKapHe AepeBO06POBHMLITBO, TO30MAETIHHS, XYAOXHS 06pobKa
KICTKW 1 pOry, XyAO)KHE TKaLTBO, MOX/IMBO, 06po6Ka KaMeHHo, Xy-
JIOXKHs1 06po6Ka LWKipW (3rigHO 3 BUBYEHHSAM eTHOrpadil cydacHmx
HapofiB, WO NepebyBatoTb Ha NEPBICHI cTail pO3BMTKY).

3a QYHKUIOHANbHO-TUAOMOMIYHMMK O3HaKaMK HaBUPa3HILLNM
TMNOM MebNiB yKasaHoro nepioay € TPOH — CUMBON K LI@apCbKO,
Tak i 6oXecTBeHHO! BNnaau (e Bepcist NepBIiCHOIrO MOKJIOHIHHA TPO-
Hy B TpUNiNbCbKil KynbTypi). BiH XxapakTepnayeTbCst KOHCTPYKTUB-
HO-CMMBONIYHOM (hOPMOtO (Ha TPOHI NtoANHA NepebyBac B CUAAYO-
My CTaHi, y TOV Yac aK Nignerni 3rigHo 3 NOriKoo CycrifibHOT iepapxil
CTOATb Nnepes TPOHOM).

Ynepuwe 3'9BASKOTbCA MIANOKITHUKY, DYHKUIA AKMX — 3a6e3-
neyeHHs BIAMOYMHKY PYK, LIO OOHOYACHO MiACUIIHOE AOMIHAHTHY
CMpsIMOBaHICTb Liel MebneBol oanHULI Ha LiepeMoHianbHy Tpaan-
Lito (CMAiIHHA Ha TPOHI — TpaauList iepapxiuHOCTI).

3a rpadiyHMMK 306paXKEHHAMM MeBI LIbOro Yacy MatoTb NEBHI
03HakK KoM opTy. Hanpuknag, BUCoKa CrnHKa, CUAIHHA 3 M'AKMMMU
noflylwkamu, NiacTaBka Ans Hir i NignoKiTHUKK (aCUpICbKMi TPOH
3 HiHeBil, nepcbKWii CTiNeLb 3a 306paXkeHHAM Ha penbedi 3 nanaty
[Hapist B Mepcenonici). TMiacTaBka ANa Hir € NpsMUM ycnaakyBaH-
HSAM nonepeaHix AocsrHeHb Y cdhepi MebneBMpoBbHNLTBA, NOB'A3a-
HUX i3 BUHWKHEHHSIM Me6AiB sk aBuua (puc. 4.1.). Lis rinoTesa ae-
TOpa CTaTTi BKa3ye Ha BM/IMB NOBITPAHOIO MPOTArY B MOMELLIKAHHI
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Puc. 4.7. ACUPINCbKMIA TPOH 3 HIHEBI.

Fig. 4.1. Assyrian throne from Nineveh.

NepBICHOMO HA3eMHOI0 XUTNa IHOAWHKY, B pe3ynbTaTi Yoro BOHa
3MyllieHa 6yna nigHiMaTn GyHKLIOHANbHI MAOLWMHK 3 PiBHA NiAI0-
M 10 6e3neyHoro Ans 1i 34opoB'a piBHSA — Ha 200-700 MinimeTpis
(Ctpineup, 2019).

Bigomi iHWi Tnonorivni Buav mebnis nepiogy LLymepy-Basuno-
HY: OCIOHW-NaBW, KYLLETKN, TaBypeTKuM, CTONM, CTiMbLli, 1OXa, Kpic-
Na, Pi3Hi NigcTaBku.

OTXe, Ha MiAcTaBi OTPUMAHMX JaHUX MOXKHa chopmyntoBaTH
XapaKTepHy 03HaKy pPO3BUTKY GOPMOTBOPEHHST MebNiB CTapo/aB-
HIX UMBIMi3aui Mexupidug 3a colianbHUMKW O3HakamMu — BUpa-
YKEHHA Y MebneBmx popmMax andepeHLiallii cycninbcTaa.

BiAKPUTUM 3anMWIAeTbCA MUTAHHS COLianbHOrO OOMEXEH-
HS MebMiB LIbOro Nepiofly, OCKIiNbKM iX BUTOTOBASIN HIBUTO fmLle
N5 cepefloBULa MOHapXa, BOXAA, apUCTOKPaTIl, a He ON1K iHLWUX
BepcTB cycninbeTia (Kec, 1981, ¢. 30). Apxeonoru B ManibyTHbOMY
NOBWHHI NIATBEPANTM abo CNPOCTYBATU LitO rinoTesy.

KpimM (hyHKLIOHaNbHO-Y>XUTKOBOI iHhopMalil, y Mebnsix 36epira-
FOTbCS BiAOMOCTI coLlianibHOI, MarivyHol, 06pa3Hol opieHTaLil.

3a ceMaHTUYHUMKM KOMMNO3ULIMHO-03400/10BaNbHUMM O3HaKa-
MW OCHOBHMMMW HOCISIMW LLIMPOKOrO CNeKTpy iHhopMalLlii € KOMMo-
3ULIMHI eneMeHTU hopMK | AEKOPY TBOPY — 3HAK, CUMBOJT, aneropis.
AcupiicbKo-BaBUIOHCbKA OpHaAMEHTWKa GaraTa Ha 306pa)KeHHs
(haHTacTU4YHKMX 3BIPIB, KPUNATUX BKKIB, NEBIB, NTaxiB Towo. Haixa-
PaKTEPHILLMMK aCUPINCbKUMK MOTMBAMM BYNW LUMLLIKK MNiHIT (CUM-
BOJ1 M/I0AHOYOCTI) — BOHM BUKOPUCTOBYBAIUCS sIK OMOPW Y TPOHaX,
J1EPEBO XKUTTA (CYMBOJ MOXOMXKEHHST BCbOIO »KMBOM0), PO3ETKM,
nanbMeTKK, MIoAM rpaHaTa. Manm Micue i reOMeTpUYHI MOTUBM,
BTiNleHi B 3ipKax, 3MraaronofibHmMx MiHisgx, Konax, XBUASACTUX NiHIAX
Ta CMMeTPUYHO po3TalloBaHOMY NKUCTi Ta kBiTax (Kec, 1981, c. 30).
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TexHiYHi 03HaKM PO3BUTKY (DOPMOTBOPEHHS Me6NIB HasBHI
y Takux hakTax: CTiKicTb MebniB y umMBinizauiax Mexupivyds no-
cAranacsa 3a paxyHOK MEeTaneBMX XOPCTKMX KpinneHb, pybaHka
TYT ille He 6yNno, OfHaK 3a PO3AiNbHUMK KPYTIMMM HiXKKaMU Me-
6/1iB MOXKHa 3po6UTKN BMCHOBOK, LLIO B TOM Yac 3aCTOCOBYyBanacs
He nuue hopMOoTBOpYa TeXHIKa B Me6NAX ANt 06'€EMHOI MNacTUKK
[OEpPEeBVHY, a 1 iCHyBaB BEPCTaK i3 METANIEBMM MPECOM, Ha AKOMY
BMroTOBNSIMCS NpodinboBaHi i Kpyrni meTanesi fetani (Kec, 1981,
c. 30), Lo BKasye Ha BUKOPUCTaHHSA TexHiKu kapbyBaHHA B MeTani.

MeTaneBi iHCTpYMeHTM 6yn KpalLLMMM B 3aCTOCYBaHHI, OCHOBHI
TXHI GOPMU BUHUKAN paHille, KoK 0AMHA KOpUCTyBanacs 3you-
JIOM, CBEPASIOM, MOJSIOTKOM, COKMPOLO | HOXEM.

KpimM Toro, akTUBHE 3aCTOCYBaHHsSI TEKCTUMO B MebsiX, 0CO-
6MBO MPO30PUX TKaHWH A1 3aXMCTy Bif KOMax, MiATBEPAXKYE
HasBHICTb PIZIKOrO MOMOTHSAHOMO NEPENIETEHHA KAHBOBUX TKaHWH
y>ke B Ti yacw. Ha Toit yac Texx 6ynu BiAOMiI LiNanepu, KaMMmu Ta
Bumekm (Kec, 1981, c. 30).

3a TeXHIYHUMM 03HakaMu, K CTBEpPIKYE y cBoIn npaui [. Kec
(1987), BMSBNAOTLCA TPU BaxKNMBI MPUHLMNM PO3BUTKY HOPMO-
TBOPEHHSI MebIB:

—  MOYaTOK BUFOTOBMAEHHA CUCTEMHUX LUTYYHUX KOHCTPYKLIM
MebNiB Ha OCHOBI LUNMMOBKX 3'€HaHb eNeMeHTIB-AeTanel;

—  3anpoBapKEHHS yCTaNeHol CXeMW KOHCTPYKTUBHOI Moby-
10BN MeONIB — BEPTUKANbHUX HECYYMX HIXKOK Ta FrOpM30HTaNbHO!
pamu,

— nosBa MNPUMITUBHOI PaMKOBO-TaxN1eBOI KOHCTPYKLil Me-
6niB.

3a TexHikamm xyAoXHbOro AekopyBaHHA Mebi BaBmnoHy 6ara-
TO MpMKpaLLanmca MeTaneBoto MypHITYpPOro, ryasnkamu i Kinbus-
MW 3 MeTany; TPOH 6yB MepeBaHTaXKeHun 3010TUMN 11 GPOH30BK-
MW NMprKpacamu, Habyno 3Ha4YHOro PO3BUTKY MUCTELITBO MIACTUKM
y MeTani: Bnepule 3rigHo 3 MOPMOOriYHOK Knacudikaliero ma-
TepianiB y Aekopi Meb/iB 30M10TO BMKOPMCTOBYBANOCA Y KOMOiHa-
LT 3i cpi6noM, 6POH30t0 i KiICTKOK. [Tpopok AMOC Y CBOIX onmncax
3aneBHSAB, WO Yy BaBUIOHLIB Ta acupiviLiB Oyn HaBiTb KyLIETKM i3
C/TOHOBOI KOCTI. Take HevyBaHe 6araTcTBO i B JaBHbOMY CBITi 6y/10
piakicH1M aBuLieM (Kec, 1981, ¢. 30).

3-NOMIiX TEXHIK XYA0XHBOrO 1EKOPYBaHHS Meb/iB BUOKPEMIIHO-
FOTbCA IHKPYCTaLia Ta kapbyBaHHA (Masnrok & Ymennk, 1996).

3paskamu CKyNbNTYpHOI MAACTUKM € 306paykeHHs rpudOHIB Ha
TpoHi OnexkcaHapa MakeaoHCbKoro (Lo NigiinmMaroTb Moro Ha He6o)
(Racine, 1888, ¢. 101, 114); a6o Ha OJHOMY 3 TPOHIB BaBU/IOHCHKO-
ro MOHapxa 6idHi eneMeHTI Kpicna ABAsSAN coboto BUpi3aHi 3 fe-
peBa NtoACbKi DirypKy, sKi NiATPUMYIOTb NaHa Ha NigHATUX pyKax
(MyxiHa, 2003, c. 66).
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Hamu BUSBNEHO Taki NpUHLUMAK PO3BUTKY (DOPMOTBOPEHHSA Me-
onis:

1) 3a iCTOPMKO-KYNbTYPHUMM O3HAKaMK — Lie Pi3HWIA 3a Mipoto
BMJIMB CYCMifIbHOI iAe0norii Ha AekopaTuBHe 0hopMAeHHs Ta dhop-
MOTBOPEHHS MebniB (iepapXiYHO-NMPUHLIMNIOBWIA THN);

2) 3@ eCTETUYHMMM O3HAKaMM — Lie PO3BUTOK [AEKOPATUBHMX
€1EMEHTIB Ta XYAOXHiX BUAIB-TEXHIK 030061eHHA Me6/iB JEKOPOM
(NMpOCTUM UM CKNagHUM).

Y KiHUi IV TUca4oniTTs Ao H.e. y IMiBHIYHO-CXigHin Abpuui y ao-
WHI pikn Hin chopmMyBanaca paHHbopaboBnacHMLUbKa AepykaBa
€rnner, aKin BuNaaa icTopnyHa 4oNA CTaTi OAHWM i3 LEHTPIB CBI-
ToBOI KynbTypn (MpawuH, 2007, ¢. 23). XapakTepHi pUcn AaBHbO-
EMMNETCbKOro MUCTELITBA, siKe 6Y10 3BEPHEHE He CTiTbKM [0 CBITY
KMBUMX, CKINTbKM 00 LapCTBa MepTBUX, BU3Ha4YMIa peniris. BUuteo-
pv MUCTEUTBa, 3rigHO 3 BipOKO MOro TBOPLIB, Manin 0co6amBy Ma-
FiYHY CWY ¥ gonomMarany HebixXuYMKy B MO0 3arpoObHOMY XKUTTI
(MpawwH, 2007, c. 23).

HaipaBHilli 3paski Meb/iB BigHaMAEHI B MOXOBAHHSAX PaHHbO-
ro uapctea 3 TUC. p. A0 H. . (YlaMKK CKPUHBOK 3 YOPHOro Aepe-
Ba, IHKPYCTOBaAHMX CIMIOHOBOIO KICTKOK, 3BMYalHUI Ta ckiafasib-
HWIA (X-MOAIBHMI) [epeB’aHi TaBypeTu 3 HiXKKaMu y BUrNIAi KOMUT
YKYRHNX TBAPWH, BUKOHAHMX i3 CIIOHOBWX iK). B enoxy CepeaHboro
tapctBa (XXI=XVIII cT. 0o H. e.) Aocsrae CBOro po3KBiTy CTONSIP-
He MUCTELTBO. Halbinblla YacTrHa BiJOMUX EMMNETCbKUX MEBNIB
cTBOpeHa B enoxy HoBoro uapctea (XVI=XI cT. 1o H. e.) (MpatuvH,
2007, c. 23). Mpu BigkpuTTi y 1922 p. rpobHULi hapaoHa TyTaHxa-
MOHa nepiogy HoBoro uapcTea 6yno BUSBAEHO 6arato LifIkoM He-
yLIKOAKEHMX MebniB. Llel dakT € ogHUM i3 HebaraTbox BUMNaaKiB
36eperXkeHHs opuriHaniB MebniB Tiel AaBHbOI eMoxXMu.

3a MopdonoriyHMMn xapakrtepuctukamu ANM MOXXHa KOH-
cTaTyBaTh (akTW HasBHOCTI Y EMMNETCbKUX MeONSAX TakMx BUAIB
| TEXHIK YTUNITApHOI ranysi NpuUKIagHoro MMCTELTBa, K CTONAPHE
[1epeBO0OPOBHULITBO, BMAOBOYBaHHA Ta NPOdINtOBaHHS, TEKCTUIb,
(asfHc, Mo3aika, TUCHEHHS LWKIPH, IHKPYCTaLlis.

Me6ni 3anexHo Bif QYHKLIOHANbHO-TUMOMOMYHNX XapaKTepuc-
TUK TOAINAOTLCA Ha PisHi TUNK (AN CUAIHHSA, NeXXaHHs, hyHKLio-
HabHi NIOLLMHK, EMHOCTI TOLLO). Y ErvnTi 6yna cTBOpeHa Lina Hus-
Ka TuniB Mebnis. Cnoyatky Lie 6yaun NnLle HU3bKI NaBKK i CTiNbL, SKi
BKagyBasu, LLO EMMNTSAHK, SK i YMano CxioHNX Hapoais, MFoouIn cu-
AT HaBnoYinku. Mpueineem 6aratux ermnTaH 6ynu napagHi CTinbL;
3i cnuHkoto (Kec, 1981, ¢. 22), TabypeTu (x-noai6Hi cTinbLj), cTonw,
NI0YKa, CTiNbL (TaKOXK CTiNbL{i Ha 3Pa30K LLE3/IOHIa, i3 CMIMHKO | A0B-
MM, ane BY3bKMM CUAIHHSIM, PO3paxoBaHMM Ha ABOX 0ci6 (MyxiHa,
2003, c. 55). CKp1Hi Mann paMoYHO-TaxneBy KOHCTPYKLIiFO, BUMYKIY
nepecyBHY KPULLIKY Ta BENUKI 3aMKK Y ABOCXUITY KPULLIKY 3 TiMMa-
Hom (Kec, 1981, ¢. 25). DopMn AaBHbOETMNETCHKUX MEBIB NOMYHO
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OpraHi3oBaHi Ta 3po3yMifi. Ix TEKTOHiIKa BpaxoBye BNACTUBOCTI Ma-
Tepiany, OAHaK 30BHILLHI BUMIS He 3aBXXAW BIATBOPHOE BHYTPILLIHIO
CYTb, TOMY LLO EMVMNETCbKI MaCTpy AOTPUMYBANUCSH NEBHOIO KaHO-
Hy. 3BiACW — NeBHa OAHOMAHITHICTb ErMNEeTCbKMX MebiB, 0bMeXeHa
KINbKICTb TUMIB, HE3MIHHWX YNIPOAOBX CTONITL GOPM.

Okpim Toro, y ErvnTi Npy poskonkax 6ynu BigHaaeHi NpeaMeTy
MebniB Ana pisHMx BepcTB cycninbctea (Kec, 1981, c. 28). B Hux
BUABAAOTHCS Taki 0OCO6/MBOCTI PO3BUTKY POPMOTBOPEHHS:

1) nudepeHUitoBaHHA CyCcniNbCTBA, WO CMPUYUHUIO MOSBY HO-
BVIX TUMIB MebneBmx hopm;

2) ypaxyBaHHs1 hyHKLiOHaNbHOI TMNONOMYHOI PiBHOMaHITHOCTI
Yy BUFOTOBMEHHI MebIB;

3) apxiTeKTOHIYHe BWKOPUCTAHHSA CBIT/IOTIHBOBKX edeKTiB
y MNacTuLi 30BHILLIHbOrO (hOPMOTBOPEHHST MeBNIB.

Ocob61By ponb y po3BUTKY GopM MebAiB BidirpaBaB colianb-
HUN YAHHAK.

Ha TBOpYiCTb MebneBMX MaWCTpiB BaXkAuMBWUiA BMAMB Mana
€THIYHa Tpaauuid, NiATpMMYyBaHa CBOEPIOAHOK MEHTasbHICTHO,
HEMOBTOPHOKD KY/IbTYPHOKD CnaflmHOK. ToMy TyT 3a icTopu-
KO-KYSIbTYPHVMM O3HaKaMu BUSABASEMO TEHAEHLIFO PO3BUTKY (hOp-
MOTBOPEHHS MebNiB, — BMMBY Ha TEXHOMONiO BUPOOHULTBA i TU-
Nonorito, — KyNbTYPHOrO PiBHS PO3BUTKY TpaauLiin Hapogais (Yepes
HalioHaNbHY MioMorito, CUMBOIKY Ta PEMICHUYY KynbTypy Mait-
cTpiB (MaTepian i KOHCTPYKLT Me6iB)).

TexHonoris BUpOGHMLITBA MeBMIB BKOYAE TEXHIYHI O3HAKM iX-
HbOro (POPMOTBOPEHHA. 3a (HOPMOTBOPHOKD TEXHIKOKD Ta rasnyse-
BVMM BMPOBHULTBOM Me6NIB HaNBaXKIMBILLMM 3acob60M 6yno CTo-
NAPCTBO. TEXHIYHWIM IHCTPYMEHTapit ErUNTSAH AN BUTOTOBIIEHHS
MebiB BIIOMUIA HaM 3a 36epexxeHnMI OpuriHanamu, a Takox 3a
MOAENAMM Ta 306PaXKEHHAMM Ha capkodarax (CoKMpa, NMmna-HoXis-
Ka, ABOPYYHa N1na, TECN0, AEPEB'SHMIA MOTOTOK, NIy4KOBE CBEPAIO,
KaMiHHS Ansa nonipyBaHHs noBepxHi (MpatwwmH, 2007, c. 25). €ru-
MEeTCbKOMY CTONApY 6pakyBano pybaHKa, TOKapHOro obnaaHaHHSA
(MyxiHa, 2003, c. 47), newar i Bepctata (MyxiHa, 2003, c. 49).

[ns wwniB BnaoBdyBanu nasu, wob 3'egHaTvt OKpemi YacTu-
HY AepeB'sHUX BUPOBIB. HepiBHOCTI Ha NOBEPXHI BUPIBHIOBaNNCA
nemMs30to, NMOoTiM MOKPUBANMCb 3aMas3Koto | hapbyBanmcb ONiNHOM
ap6oto; iHoAl T cnoyaTKy 06TsAryBaam NOMNOTHOM, a MOTIM Masto-
Baslacb OPHAMEHTMKA, iepornidiyHe MMCbMO; MansipCTBO NOKpMBa-
noca 3axncHum nakom (Murane, 1999, c. 26).

Lli maHi cnyrytoTb AOCTaTHbOK MIACTABOKD A9 BUABMEHHS
MPUHLMNN PO3BUTKY (DOPMOTBOPEHHST MebiB, ika 3acBiavye BMKO-
PUCTaAHHA B HbOMY JOCHATHEHb PO3BUTKY IHCTPYMEHTapIitO | TEXHO-
NOTI BUTOTOBNEHHS. TOMY, Ha HaLLy AYMKY, LOUITbHUM € BBEAEHHS
B AOCNIIKEHHS MPUHLMMIB PO3BUTKY (GOPMOTBOPEHHST MebHNIB ac-
NeKTy TEXHOMNOMYHOro anapaTy — TEXHOSOTIN.

173



[Iu3aitH cepefoBuLa

Design of the environment

174

3 maTepianis Ans BUpoGHMLTBA MebiB (OKPIM LiNIbHOT 1epeBy-
HM) EMMNTSHK BXE 3aCTOCOBYBaNV NMPUMITUBHNIA Croci6 daHepy-
BaHHS. BoHu 06MUbOBYyBanv AelleBLly AepeBuHYy GopM Mebnis
naacTMHaMM 3 4OPOXYMX, 611aropoaHNX Nopia, AKi, OAHaK, ile He
6y TakUMKM TOHKUMMU, AK, Hanpuknaa, cydacHa daHepa. Y noxo-
BaHHi [OYKM ogHOoro 3 uapiB Il avHacTil 6yB 3HanaeHWn aepeB’s-
HWI NPeAMET i3 LWeCTM nnacTiB «haHepu», MPUYOMY KOXEH NnacT
OyB BMIFOTOBMEHMI 3 AepeBa iHLIOI MOPOAM: KMUNapucy, anencobkol
COCHW, siniBUO, Keapa i aepesa snandyca (MyxiHa, 2003, c. 50).

3a MopdonoriyHnMK 03HakamMmu knacudikauil maTepianiB y Bu-
FOTOBMEHHI MeBMIB ErMATAHM 06pO6AANM NEPEBAXKHO MPUBO3HY
aepeBuHy. OKpiM CMKOMOpa (AepeBo BCECBITY, L0 Hanexano 6o-
rmHi HyT (Racine, 1888, ¢. 160)), 0nMBKOBOro AepeBa, JiBaHCbKOro
Keapa, TMca Ta YOpHOro Aepesa (3 Bepxis'a Hiny Ta 3 ApaBilicbKoro
NiBOCTPOBA), BOHM BMKOPUCTOBYBAN i EPEBUHY HiNIbCbKOT akaLlii
(Kec, 1981, c. 24), Tamapuck, Bepby, siniBeLib, KMNapue, a Takox Bo-
JIOKHWCTI pocnuHn aenbti Hiny (MyxiHa, 2003, ¢. 53).

Mebni Ha Toi 4Yac y ErmnTi Manu ecTeTUYHI KOMMO3ULiMHO-
03706/t0BanbHi 03HakW. 03006/1eHHA MebniB 6yno 3HAKOBUM
(XonmsHebkuia, 1992, ¢. 16). Yci MOTUBM AEKOPY Masu CUMBOJSIIY-
He 3Ha4YeHHA — 3axMCTy (apaoHa YK rocnofaps Bif BOPOXMX CUI
(MyxiHa, 2003, ¢. 57). MeBHWI 3MiCT 6yB 3aKageHnii y TOMy, LLO Oro-
paM CWAiHb i NoXX HagaBanacs Gopma KiHLiIBOK 3BIpiB: y AaBHILIMA
Yac — 6UKiB, a NisHille — neBiB. N5 ErVNTSHUHA BaXKIMBUM BYB cam
(haKT HasiBHOCTI Takoro 306paXkeHHs, Lo cnpuiimManocs K obepir
abo TanicmaH (MpatwumH, 2007, ¢. 26). o 6okax CrvHKK 34iiManmncs
CBSALLEHHI KOBpK Ha 3axMCT CBOro BOIoAapS, IX Kpuaa yTBOptoBam
aXKypHi MOPYYHI, AKi 06pamMaanu «kapTyl dhapaoHa» 3 Moro iM'am
(MaBntok & Ymenuik, 1996, c. 57-58). OTxKe, TYT NEPBICHO BUABNAETb-
€S NPUHUMN PO3BUTKY (DOPMOTBOPEHHS MeHAIB — ypaxyBaHHS iHAW-
BiAyabHMX AYXOBHUX LIHHOCTEN Ta NOTped 3aMOBHMKA.

3-NOMIXK TEXHIK XyAOXHbOIO AeKOpyBaHHA Meb/iB 3aCTOCOBY-
Banocs pi3bObAEHHS Y BUMNAAI aXKypHUX BCTABOK ropenbedy, 6a-
penbedy (puc. 4.2.)) Ta erMNETCbKOro «Bpi3saHoro» pensedy i Kpyr-
NOro Pi3bOeHHs (CBSLLEHHI TBapUHW, COHSAYHWIA AMCK, dapaoH)
(MyxiHa, 2003, c. 53). Ha oco6nmBo 6araTo 03706/1eHNX MEBNAX
MOXHa No6GadnTL IHKPYCTaL|it0 CTOHOBOK KiCTKOK, NepiamMyTpoMm
i HABITb 30/10Ti Haknaaky (Me6ni 3 rPOBHULI TyTaHXxaMOoHa. — puC.
4.3)) (Kec, 1981, c. 24), KONbOPOBY eMalib, HaMIBKOLLTOBHE KaMiH-
HA (prc. 4.2.), KONbOPOBI BCTABKM 3 LUMATOYKIB CMHbOMO Ta 6inoro
tasHcy, cmanbTu, cpibna (cpiéno uiHyBanoca 6inbLue, HiXK 30710T0)
(TpawwH, 2007, c. 25), ckna, kKaMmeHro. 3a YaciB npasniHHsa XVII gu-
HacTil @apaoHiB (XIV cT. [0 H.e.) 3'ABMNacs meTanesa hypHiTYpa,
LLIO 3aCBIiAYYyE BUCOKY TEXHIKY XYAOXXHBbOI 06POOKIM MeTary.

Lli pmaHi 3acBiguyytoTb 0co6AMBOCTI (DOPMOTBOPEHHST Y eno-
Xy MepLumx UmMBinisauin, aki NonaratoTb Y BNPOBALKEHHI HOBUX
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HaykoBa
HOBM3Ha Ta
NpakTUYHA
3HAYMMICTD
LBOCHI)KeHHS

BucHoBkM ‘ﬂ

Puc. 4.2. bapenbe Ha TpOHI TyTaHXaMOHa.
XVI=XIcT. fo H. e.

Fig. 4.2. Low relief on the throne of Tutankhamun.
XVI-XI ct. BC. Is.

Puc. 4.3. TpoH TytaHxamoHa. XVI-XI cT. 4O H. e.
Fig. 4.3. The throne of Tutankhamun. XVI-XI ct. BC. is.

PI3BHOMaHITHMX MaTepianiB Yy BUrOTOBNAEHHI Me6niB; pPO3BUTOK
(hOpPMOTBOPYMX BUAIB-TEXHIK YTUAITApHOI ranysi AekopaTMBHOMO
MWUCTELTBA; Ta BpaxyBaHHA KOMOPUCTUYHOI TapMOHIl Y MUCTELTBI
o(hopMIIEeHHSI MeBNIB.

Monsarae y BUABNEHHI NMPUHLMMIB PO3BUTKY (OPMOTBOPEHHS
MebNiB y enoxy NepLinx LMBINisauin Ta GakTM4HOMY NiATBEPAXKEH-
Hi MOro 3aNeXHOCTI Bi YNAMBY 9K OCOGIMBOCTEN NPUPOAO-KiMa-
TUYHOrO CEPEeLOBULLE, aHTPOMOMETPUYHUX PO3MIPIB JIOANHM, Tak
i CBITOrNSAAHO-LIIHHICHUX YSIBMIEHb CYCNiNIbCTBA TOrO Yacy.

3aBAsSKM METOAOMONIYHIA NAaTPOpMi AOCNIIKEHHSA, WO dOop-
MYETbCA Ha OCHOBI KOMMEKCHOMO CUCTEMHOrO (YyHKLIiOHab-
HO-CTPYKTYPHOrO aHanisy, KpiM eKOJIOryHOro, eproHOMIYHOrO,
caKkpanbHOro 4YMHHMKIB 3adikcoBaHO MOCNIAOBHUIA BMAMB Ha
(hOPMOTBOPEHHST MebNIB CTapOAaBHBbOrO CBITY LUe  YMHHMKA CO-
LianbHOro. BuseBneHo NpuHUMAKM po3BUTKY HOPMOTBOPEHHS CTa-
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poAaBHIX Mopenein mMebniB — coLianbHO-eKOHOMIYHI, eKOMOriYHi,
€ProHOMIYHI, DYHKLIOHATbHO-TUMOONIYHI, TEXHIYHI, ICTOPUKO-KY/Tb-
TYPHI, ECTETUYHI.

TaknM YMHOM, pesynbTaTh LOCHIIXKEHHS CIyryroTb [OCTaT-
HbOI MiACTaBOK A5 O6'EKTUBHOMO BUSAB/EHHSA MPUHLIMMIB PO3-
BUTKY (GOPMOTBOPEHHST MeBNIB. 3a TEXHIYHMMM 03HaKaMu MOXHa
KOHCTaTyBaTV NOCNIAOBHUI NOTAT 4O BNPOBaLXKEHHA HOBUX PI3HO-
MaHITHUX BUAIB MaTepianiB y BUroTOBMEHHI Me6niB (419 po3BOO
hOPMOTBOPUMX Ta XY[OXKHbO-AEKOPATUBHUX TEXHIK). 3a ecTeTnd-
HVMW O3HaKaMW — PO3BUTOK (HOPMOTBOPUMX BUAIB-TEXHIK YTUSI-
TapHOI ranysi 4ekopaTUBHOro MUCTELTBA Ta BpaxyBaHHA KOMOPUC-
TWUYHOI rapMOHIl y MUCTELITBI 0ODOpPMIEHHSA MebniB.
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Abstract

The aim of the study is to identify the spec-
ificity of graphic means and techniques used in
social posters on domestic violence. Research
methods. The general scientific methods of
analysis, synthesis, comparison, iconological
and sociological methods are applied in the
work. Scientific novelty. Using the example of a
social poster, the study reveals the specificity of
visual system most appropriate in campaigns
against domestic violence. The relevance of the
topic is caused by the need to find out the rea-
sons for the low effectiveness of social adver-
tising in Ukraine on this theme, which is discov-
ered, first of all, by the low public awareness of
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AHoTauisa

MeTolo pocnipXKeHHA € BUSB/IEHHS che-
umdikn  3acTocyBaHHA rpadiyHMx  3acobis
i IPUIAOMIB,  XYAOXHbO-06PA3HMX  pilleHb
y colianbHuX nfakatax Ha Temy CIMeWHOro
HacunbcTBa. MeTogau AocnipyXeHHs. Y po6oTi
3aCTOCOBAHO 3arasibHOHayKoBI MeToaW aHani-
3y, CUHTE3Y, NMOPIBHAHHS; IKOHOMOTIYHMIA Ta CO-
LionoriyHnin metod. HoBusHa Agocnip)keHHs.
Ha npuknagi gocnifykeHHs couiasibHOro nna-
KaTa BusABMIEHO crneumdiky BidyanbHOI cuCTe-
MW, HanBiNbL AOLINBHOI Yy KaMnaHiax NpoTw
[OMALLHBbOrO HAaCUNbCTBA. AKTYanbHICTb TEMU
BMK/MKaHa MOTpeboto  3'AcyBaTh  MPUYMHMK
HN3bKOI eEKTUBHOCTI B YKpalHi coLianbHOl pe-
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the social problem. Conclusions. The results of
the study confirmed the specificity of the social
posters’ visual language on the topic of domes-
tic violence, which consists in the application of
such ideas and images that would appeal to the
viewer through empathy, self-identification, and
the effect of shock. It has been found that with
the help of figurative, color, and compositional
ratios, it's possible to qualitatively improve the
effectiveness of domestic violence advertising
campaigns.

Keywords:
social poster, domestic violence, visual system,
graphic means, graphic techniques.

KNlaMU Ha fjaHy TeMmy, LLO BUSIBIIEHO, NePesyCiM,
HM3bKOK MOIH(MOPMOBAHICTIO FPOMaACbKOCTI
npo cycninbHy npo6nemy. BUCHOBKMU. Peaysb-
TaTV  OOCAIMKEHHA  3acBigumnn  crneumdiky
Bi3yanbHOI CUCTEMMU COLianbHUX MakaTiB Ha
TeMy [JOMALLHbOIO HAacW/IbCTBA, sika Monsrae
y 3aCTOCYBaHHi Takux ifei Ta obpasis, Aki 6
3BepTanucs Lo rsfada Yepes eMnarito, caMo-
OTOTOXXHEHHSA YK enaTaxk. BuaBneHo, Lo 3a 4o~
MOMOrot0 06pasHMX, KOMIPHMX Ta KOMMO3WLLii-
HMX CMIBBIAHOLIEHb MOXHa AKICHO MiABULLMTH
ePeKTUBHICTb pekaMHUX KaMMaHiin Ha Temy
[OMALLUHBbOrO HAaCUIbCTBA.

Kniouosi cnoega:

couianbHWMI nnakaT, AOMALLHE HaCWIbCTBO,
BidyasibHa cucTemMa, rpadidHi 3acobu, rpadidHi
NpUIOMU.

Beryn .I N [omaluHe HaCUNbCTBO — aKTyabHa npobnema He nwe 8 YKpa—
IHi, @ 1 B YCbOMY CBITi. BOHa CTOCYETbCSH NOAEN PI3HNUX EKOHOMIY-
HWX CTaTYCIB i KyNbTyp. 3rigHO 3i CTaTUCTUKOKD, JOMALLHE HacW/b-
CTBO CTa€ NPUYMHOKO CMePTI BiNblUe, HXX NIBTOPa MifbioHa Ntoaen
Y CBITI WoAeHHO. OKpIM TOro, SABULLE MOXE HECTW CKJIafHi NMCUXO-
NOTiYHi, Gi3ioNoriyHi Ta EKOHOMIYHI HACNiAKM A5 NOro »KepTB, Lo
HEB/JOB3I MO3HAYaeTbCA Ha BCiM couianbHin cninbHOTI. Bigomo,
LLIO HACWIbCTBO € OCHOBHOIO MPUYMHOKD CMEPTI NOLEN BIKOM Bifl
15 1o 45 pokie ("LLopoky B Ykpaini”, 2017).

B YKpalHi

LOPOKY TMMHYTb Bif [AOMAalIHbOrO HAaCUIbCTBa

600 npeacTaBHULb cnabkol cTaTi. PospaxyHkW, npoBeaeHi |[H-
CTUTYTOM Aemorpadii i colianbHNX AOCAIAXKEHb HAa 3aMOBJIEHHS
®oHay HapoaoHaceneHHs OOH, ceigyaTb Npo Te, Wo WopiyHo 1,1
MJTH YKPaiHOK CTMKarOTbCs 3 PisMYHOKO Ta CEKCyabHO arpecieto
B CiMI. | 6inblWICTb 3 HUX MOBYaTb. Tak, 3a AaHMMK YKPaiHCbKOrO
IHCTUTYTY couiaNbHUX OOCNIIKEHD, Nule 27 % XXIHOK BBaXaroTb
06pasun NPoSIBOM HACUMbCTBA, | TiNbkK 32 % NOAIGHUM YMHOM OLli-
HIOKOTb MPUHMXKEHHA. Ona 49 % peCnoHOeHTOK HAacKUbCTBO — LEe
no6ol, a 56 % 3rofHi BBaXkaTu HACUIbCTBOM JNLLIE 3rBaNTyBaHHSA
("LLlopoky B YkpalHi*, 2017).

BpaxoByrouu, L0 BiACOTOK XIHOK, KOTPi BBAXArOTb HACUIbCTBO
«HOPMalbHUM ABULLEM», HabaraTo HWKYMIA Yy 6ibll PO3BUHYTUX
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MeTa

LBOCHi)KeHHS

Metoponoris

AXXepenbHoi
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Ta aHani3

0a3u

KpaiHax, MoyKHa 3p061TW BUCHOBOK, LLIO YKPalHCbKe HaceneHHs He
[IOCTaTHbO NOIHhOPMOBaHe NPO NPOBAEMY.

Y CBITOBIN MpakTULi LA TemMa AaBHO Mae edeKTMBHI 3acotu
iHOOPMYBaHHS | 3aX1CTY XKepPTB AOMAaLLHbOro HacuabcTBa. [1po-
Te B YKpaiHi, He3BaXkaroun Ha yxBaneHHs 3akody Bif 07.12.2017
Ne 2229-19 «[1po 3anobiraHHsA Ta NPOTUAIF0 JOMALLUHBOMY HaCWU/b-
ctBy» (2017), BCe LLie Bpakye sk MexaHi3aMiB MOoro BNpOBaXKEeHHS,
TaK i CBiAOMUX Ai rpoMasiH, ki 6 qobuBanncs BianoBiAansHOCTI
HaCW/IbHMKa Ta 3axMCTy MOro »xepTB. ColianbHi KaMnaHii Xod i Npo-
BOAWMAMCSA, MPOTe, Ha Hally AyMKY, iM 6pakyBano BCEOXOMHOCTI Ta
ePeKTUBHOCTI. lMpUYNHM Takoro sABMLLE MOXYTb 6YTM MOB'A3aHi
3HAYHOKO MIPOKD 3 HU3bKMMUM 3aTpaTaMuM PecypciB Ha CTBOPEHHSA
BIANOBIAHOI pekiaMu, HEMPOAYMaHICTHO LiNICHOI KaMnaHil, 30Kpe-
Ma, 11 Bi3yasibHOI cuctemMu. BiaTak, 4Yepes BiACYTHICTb BMPa3HUX
Bi3yasibHMX 3aCO6IB LiiHHa iIHDOopMaLis ryenTbCa 'y CTRIMKMX iHOp-
MaLiiHNX MOTOKax UM BUTICHAETLCSA iHLIOK, BiNblL SKICHO OpraHi-
30BaHOK MpoAyKLjieto.

Okpim TOro, y cdhepi An3anHy He NPOBOAMIOCE Ha LIHO TEMY Ha-
YKOBWX AOCAIAKEHb, SKi 6 Manu 3a MeTy BUMpaBUTWU CUTYyaLlito.
B pamkax wuiei cTaTTi 6yae po3rnsHyTO TiNlbKW OAMH acnekT 3Hay-
HOI KOMMAEKCHOI Npo6nemMu: 0CobMBOCTI BidyanbHOI CUCTEMM Ha
npuknagi couianbHOro nnakata — OAHOMO 3 HaMACKPaBILLMX pe-
KIaMHWX NPOAYKTIB.

MeTtolo pocnig)XeHHs1 € BMABMEHHS creumdiky  BidyanbHO!
CUCTEMMU Yy coLiaNbHUX nakaTtax Ha TeMY CIMENHOIrO HaCUNbCTBA,
nowyK edeKTUBHMX pilleHb, 06pasiB, iaen, Aki 3AaTHI JOHeCTH
BaXkMBY iH(MOpMaLito Ao AKoMora 6inbLuol KinbkocTi ntogen. MMig
Bi3yaslbHOK CMCTEMOKO PO3YMIEMO MPUIMOMK | 3ac06M rpadivyHOro
[IM3aliHy, @ TakoX — XyAOXKHbO-06pa3Hi pilleHHs, AKi HalnbinbLL A0-
LiNbHI y peanisauii colianbHUX KamnaHin NpoTy 4OMAaLUHBbOro Ha-
CUNbCTBRA.

Y po60Ti 3aCTOCOBAHO 3araflbHOHayKOBi METOAM aHasi3y, CUH-
Tesy, NOPIBHAHHA, IKOHONOTIYHUIA Ta COLIONOTIYHUIA METOA,

BasoBuMUK NMpaugMu 415 Hawol CTaTTi CTasu HaykoBi AOCHi-
JPKEHHSA 0COBIMBOCTEN BidyanbHOI MOBM rpacdiyHoro amaaiHy (Ma-
ayH, 2013); OoCnioKEHHsT An3aiiHy 30BHILLHLOIT peknamu B Ykpal-
Hi KiHUA XX — nodaTky XXI cT. (ABpameHko, 2014); gocniaxeHHs
couianbHOro nnakaty sk 3acoby peknamu (buctpskosa, Ocanya,
& Tyna, 2017). OxxepenbHolo 6a30t0 € HaykoBa JiTepaTypa, Co-
LiONOTiYHI JOCNIIXKEHHA Ta OMUC COLianbHUX KamMMaHin Ha Temy
JIOMalLUHbOrO HacuNbCTBa. [1poTe OCHOBHUIA OBCAr AOCAIAXKEHHS
[laHOl CTaTTi — BUK/IAAEHHS pe3ynbTaTiB BACHOMO BidyasnibHOMo
aHanigy cy4yacHWX nnakaTiB, $Ki 3aCTOCOBYHOTbCH B KaMMaHisax
NPOTM AOMALLHbOIO HAaCUbCTBA.
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Pesynbratn
BOCHI1)KEeHHSA

CyyacHi OOCNIAHNKX pO3rNafatoTb MOBY rpadiyHOro AnsanHy
K «yHiBepcanbHWUiA 3acié penpeseHTaLii, opraHisadil i TpaHcnsaui
iHbopMaLii, 3aaTHOI 3abe3neunTn 36epexxeHHst i nepeaady co-
uiansHoro gocsigy» (TmagyH, 2013, ¢. 21). MpoayKuito rpadiyHo-
ro AvsaiHy MOyKHa BBakaTh 6a30BOK0 y cdepi peknamu B3arani
i coLjianbHOT peknamm 3okpema. |1 edbeKTUBHICTb 3anexaTtnme Big
TOrO, Y1 BAANOCS AOHECTM OO CBIAOMOCTI 6araTbOX BidyasibHe No-
BIJOMJIEHHS, LLIO, B CBOIO YepPry, 3a/1eXUTb Bif BAAIOrO NOEAHAHHSA
HaraTbOX eNeMEeHTIB, CIPAMOBaHMX y PYC/0 3a4aHol TeMU. Y Hallo-
My OOCTIIXKEHHI HA3BEMO Lie ABULLE «Bi3yaslbHOK CUCTEMOLO», Nif
AKOH PO3YMIEMO BCi €/1IEMEHTN | CNOCO6M 1X TBOPEHHS, LLIO 6epyTb
y4acTb Yy GOPMyBaHHI Bidya/lbHOrO MOBIAOMMNEHHS: Bif rpadidHmx
NpUAOMIB | 3aCO6IB A0 XYAOXKHBbO-06Pa3HUX pillieHb.

OAHWM i3 HaGINbLL BMPa3HWMX BUAIB COLjianbHOI peknamu e nna-
KaT. Mloro Baxk/IMBOK OCOBIUBICTIO € 306pasKeHHs BENMKOro hop-
MaTy, fKe HanvacTille CyrnpOBOLKYETHCH KOPOTKMM TEKCTOM. Ha
YMKY JOCNIAHWKIB, «BidyanbHO-rpadidyHa CknagoBa nnakaTa BUCTY-
nae AK couiasibHNA KOMYHIKATOP, AKWI BNANBaE Ha CroXxXmnBada ye-
pes XynoXHin obpas» (buctpskora, 2017, ¢. 1166). Y Takuit cnoci6
coljiafbHi Mnakath cnpusatoTb (DOPMYyBaHHKO HACTaHOB, iAel, eTny-
HUX NMPUHLUMMIB, MEPEKOHaHb | CTepeoTunnis. [poTe, BCe X roI0BHOKD

TXHbOMD (DYHKLIIEFD € MOXJIUBICTb CXMSAHHS YMTada Jo Ail.

HocnimpkyBaHi B poboTi nnakaTn YMOBHO MOXHA PO3LIINTH
Ha ABI rpynu: CTBOPEHi 3a AONOMOroK (OTO Ta CTBOPEHI 3a A0Mo-
MOrOH0 306paxkeHb (intocTpadin). OCHOBHA BiAMIHHICTb MiXK HUMM
BUSABMSETLCA Y AOCATHEHHI PISHMX PIBHIB EMOLIMHOIO Ta iHTenek-
TyanlbHOrO HaBaHTaXKEHHA. TakK, 3a A0MOMOroto hoTtorpadin icToT-
Hillle nepeaaeTbCa eMOLMHWIA CTaH 306paykyBaHol NoanHN. Ta-
KOX BapTO BPaxoByBaTW, L0 NiakaTu, CTBOPEHI 3 BUKOPUCTAHHSM
®OTO, € 6inbll peanicCTUYHNMK, a TOMY, MEBHOKO MIpPOHO, NErLNMM
ANA CAPUMHATTS rNsgadamm, B TOM Yac ik rpadiyHo CTBOPeHi nna-
KaTu NOBWUHHI BYTU BUKOHAHUMM BinbLL MeTadopuUYHO 1 06pasHo.

OHVM 3 OCHOBHMX aCMeKTIiB Npu CTBOPEHHI CoLiasibHOro nna-
KaTy € BMOIp KONbOPOBOI ramu. besayMOoBHO, KOIbopKu GOTO Ta iNto-
CTpaLii iCTOTHO BiAPI3HAIOTLCSA, rpadiyHi nnakaTh 6iNbll aKTUBHO
3aCTOCOBYHOTb KOJTp Ha BiAMIHY BiA MPUPOAHMX KONbOpIB hoTorpa-
divHnX NnakaTie. Konip y rpadivHoMy nnakaTi 4O3BOMSAE HAAINUTK
306paXkeHHs EMOLINHUM HaBaHTaXKEHHSIM, AKOro oMy 6pakye no-
PIBHAHO 3 (hoTorpadiuHMM.

3rigHO 3 HalLWMMK CMOCTEPEXEHHAMM, IHOCTPATUBHI Miakatu
3a3BMYain BUKOPUCTOBYHOTb TPW HAaNMOLIMPEHILLNX Cepes coLianb-
HOI peknamMmn Konbopw: BiNniA, YOPHUIA Ta YEPBOHMIA Y PIBHUX OrO
BiATIHKAX. TaKi KOIbOPOBI MOEAHAHHA BXeE 3aKpinuanca y CBigoMo-
CTi HaceNeHHs K KONbopu coljianbHOT TeMaTukK. INpoTe, nepesara
B 3aCTOCYBaHHI LMX KOMbOPIB MPW3BOANTL A0 OAHOTWUMHOCTI pe-
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Knamu i 1 MpOCTO NepecTatoTb nomMivaTtu. ToMy, Ha Hally AyMKY, Lier
CTEPEOTUN BAPTO 3MIHKOBATK, BHOCAYM HOBI KONbOPW Ta BIATIHKMN.

Tako) cnif Big3Hau4uTU OCOBMMBI BUMMOTM OO CHOXKETHOrO
HaMOBHEHHS COLiaNbHOro MnnakaTy: 4acTo BiH € CKIagHuM O
CMPUMHATTS, NepeBaHTaXKeHM efleMeHTaMu. [nakatn 3a3Buyai
PO3MILLYHOTBCSA Ha BYULSX MICTa, B METPO, TOProBMX LiEHTpax Ta
B iHLMX FPOMAACLKMX MicLAX, TOBTO B MiCUSX pyxy Ntodein, came
TOMY Ha CAPUAHATTS TOrO YM IHLLIOrO 306PaXKeHHs Y Mepexoxoro
€ NNLLIE KilbKa CeKyHA. FAKLLO CHOXET nnakaTy byae HaaTo aetani-
30BaHWM Ta NepeBaHTaXXeHWM, TO risAay NpoCTo He BCTUMHE MOro
3po3yMiTn. CbOorofHi yBary risjavda neriie npuBepHyTU MiHiManic-
TUYHUM, ane UikaBUM pekiaMHUM MIakaToM, aHiK CKNaJHUM Ta
faraTo3Ha4yHMM. HaTomicTb, AeTanisoBaHi pob6oTK Kpalle npaLito-
FOTb Yy APYKOBaHI nosirpadiyHin NpoayKLii, y couianbHUX Mepe-
»Kax abo Ha BeG-HaHepax, TO6TO B MicLAX, Ae rsaady Mae 3mory
pPO3rnAfaTh 306paXkeHHs KiflbKa XBUIWH.

Komnosuuia peknamMmHux niakatis TakoX Bifirpae oaHy 3 Kio-
YOBWX POSIEN, afpKe 3aBASKW 11 yBara rnsjada CrpsMOBYETbCA
B TY YM iHLLY YaCTUHY 300paKeHHS i CNpUSE CIPUAHATTIO iHbopMa-
L. Y pesynbTaTi aHanisy AOXOAMMO BUCHOBKY, LLIO A1 coLianbHMX
nnakaTiB Kpallle 3a Bce 06MpaTht KOMMO3MLito 3 LieHTpasibHMM PO3-
MiLLEHHAM FOMOBHOMO €M1eMEHTY /1A KPaloro akUeHTYBaHHSA Ta
NPOCTILWOro CAPUAHATTS. poTe, 6epyyn A0 yBaru BigomMnii hakT,
LLIO NIFOACHKE OKO CNPAMOBaHe Ha CNPUAHATTS 30pOBOT iHhopMaLlil
3 NMPaBOro BEPXHBbOIO KyTa B NiBUA HUXKHIM KyT, MOXXHA MPUNYCTU-
TW, WO PO3MILLIEHHSI TONOBHOIO efleMeHTa KOMMO3uLlil, — Hampu-
Knap, arpecopa abo, HaBMaku, XePTBKM, — Y MPaBOMY BEPXHbOMY
KyTi, TaKoX 6yae ePeKTUBHMM KOMMO3WULIMHUM MPUAOMOM MpK
CTBOPEHHI coLiafibHOro niakary.

TekcT y couianibHOMY MfakaTi MOXe BifirpaBaTh K rOSIOBHY,
Tak | ApyropsagHy ponb. [poTe BaXk/IMBUMM aCnekTOM TeKCTOBOMO
HaMOBHEHHS € YITKICTb Ta CTUCAICTb FONOBHOro nocuny. Mig yac
aHanizy aHasnoris couianbHuUX nakaTiB MW OUuiHIOBanu, B nep-
LIy Yepry, 306pa)keHHs!, — af)ke camMe BOHW MOBWHHI NpMBepTaTy
OCHOBHY yBary, B TO/ 4ac, K TEKCT Hece 3a3Bu14ait iHhbopMaTuBHY
(OYHKUIK. BUHATKaMu € collianbHi nnakaTtun, CTBOPEHi BUKITHOYHO 3a
[OMOMOTrOH TEKCTOBMX KOMTMO3ULLIN.

Y AaHin po6oTi NpoaHanisoBaHoO naakaTh Ha TemMy A0MaLLHbO-
rO HaCWIbCTBA, BiNblUy YaCTKY AKMX CTAHOBASATb 3pasku, BigibpaHi
B Mepexi Pinterest. Cepeql HMX 6yn0 BMAINEHO Kiflbka OCHOBHMX
rpyn, NepLly 3 AKMX CKNafatoTb MakaTh, CTBOPEHI 3a A0MOMO-
roto doTorpadii, a Apyry — nnakaTw, CTBOPEHi 3a AOMOMOrot0 30-
OpaxkeHb, TO6TO MasoOHKIB, iNFOCTpaLii. B aHanisi nnakaTiB yBara
3BepTanacsa Ha KoJIbOPOBY ramy, TEKCTOBY YaCTUHY, KOMMO3ULIO,
a TaKOX MOBIJOMJ/IEHHS, IKe Hece 3006paXeHHs 3arasioMm.
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Y nnakaTax 3 BUKOPUCTaHHSAM 3006paXkeHb HakyacTillle MOXHa
CNOCTepIiraTv 3aCTOCYBaHHA NPUIMOMIB KOHTpadopMn Ta MacLlTa-
6yBaHHA. 4acTo BOHM 3aCTOCOBYHOTbCS OJHOYACHO.

KoHTpadopma — Le XYAOXKHIN MPUAOM, O AO3BONAE 3 PIBHMUX
3a 3MiCTOM (OpPM CKNacTK HOBe 306paXkeHHs. [pruyomy, YymtaTucs
Mae, nepeaycim, Ta hopMma, Ha Ky 3BepHeHo yBary. MIMoBIpHO, Liel
NpUMNOM € HalbiNbL NOLWMPEHNM Yepes Te, WO IHTUPUIye YnTaya,
CMOHYKae 3aMUCINTUCS, LLO XX CamMe O3Hayvae 306paxeHHs. [dyxe
4acTo MPUINOM aKLEHTYE MOPOXHE 300PaAXKEHHS, BiACKIAOUM HaC
[0 BIATBOPEHHS «BIACYTHBOI CTPYKTYPU», @ BiATaK, 4O YCBIAOMMEH-
HS MPWYKH Liboro aBmLa. OKpiM TOro, caMe NpuioM KoHTpahopmu
HaZlae 306paXKeHHI0 NTAKOHIYHOCTI Ta MPOCTOTW.

3BEpPHEMOCH [0 MNakarTiB i3 3aCTOCYyBaHHAM KOHTpahopmMu, 3a
OCHOBY SIKMX B35iTO 06pa3 pyk (puc. 4.1). «Pykn matoTb BMCNOB-
JIIOBATW HaMipy AyLli»: Tak BBaXaB Le JleoHapao Aa BiHui i gy»ke
4acTO CaMe 3a AOMOMOror PYK MnepefiaBaB BHYTPILIHE CYMATTS
MOPTPETOBAHOIO YN MEBHY iHTpUry. JocuTb 3ragatn noro «MlaHi
3 FOPHOCTaeM», Y SKih B6ayatoTb nopTpeT Lmunnii Manepati, da-
BOPUTKM MinaHcbKoro repuora Jltoaosiko ChopLa, sika Ha Tol Yac
BiAXOANUTb Y TiHb. Came 306paXkeHHs pyK CNpUYMHAE CTPIMKY Me-
Tamopdo3y 06pasy. PiKCyrouM NOrnaa Ha pykax NaHsaHKW, 1erko
3ayBaXkUTK, WO 1T nanbLi AaneKo He HXKHO BMMHAKOTbCA B LUKIPY
ropHocTas, Wwo 6yB repboBimM cumBoiom Chopla. Llen 3ayBaxke-
HUI XeCT panToM 3MIHKOE AMHAMIKy BCbOro 06pasy: y NepBUHHO
CXOMNeHOMY MUIOBUAHOMY 0644 Tenep NPOYUTYETHCSA TpMBOra
Yyepes Nefb NOMITHY CKOLLIEHICTb Y KYTUKY ry6. Taknm YMHOM, PyKM
BUSIBNAOTb NMPUXOBAHE.

6 B

Puc. 4.1. lNnakaTtu i3 3aCTOCyBaHHAM MPUOMIB KOHTPapopmu, MacLuTabyBaHHsI
Ta 06pa3sy pyK.

Fig. 4.1. Posters with using counterform and scaling methods and image of
hands.
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Y nnakaTtax nofibHy 3AaTHICTb Lboro 06pasy BUKOPUCTOBYHOTh
yKyni i3 rinep6onoto i MmeTadopotro. CnocTepedkeHHs 3acBiayvyroTb,
LLIO NepeBaXkHO Ha TakMX niakaTax 306paxkeHi YooBiYi pyku. Hait-
YacTile 06pa3 3aCTOCOBYETLCA Y MiaKaTax Ha TeMy CeKCyaslbHO-
ro i Qi3NYHOro HacuIbCTBa AOMNOMarae CTBOPUTK BIAYYTTA CTUC-
HeHHS, yaapy abo HEMPUEMHOrO AOTUKY. Taki Big4yTTS BUHUKAOTb
SIYLLE 3aBAAKM NMEBHOMY PO3MILLIEHHIO | XKECTY PYK.

MnakaTw i3 3aCTOCYBaHHSAM KOHTPathOpMM 4acTO MatoTb Y CBO-

1 OCHOBI CUNYETHE 306paXKeHHs OACBKOro 06amnyys. Takuii 06-

pas TakoX € HaA3BNYaNHO BTYYHWUM, OCKINTbKIM Jae 3MOry rnsaade-
Bi OTOTOXXHUTWM cebe i3 306parkyBaHOK 0COHOHO.

llle ogvH MpuiioM Yy CTBOPEHHI MnakaTiB — MacluTabyBaHHS
(puc. 4.1). Lle npwitom, L0 CTBOPIOETHCA 3aCO60M 36iMblLUEHHS
ab0 3MEHLLEHHSI 0O'EKTIB, BCTAHOB/EHHSI HEMNPUPOAHMX NMPOMOpLiii-
HMX CMIiBBIAHOLLEHb MiX HUMW. Lle cTBoptoe edeKT rinep6onisadi
iy pPeKNaMHMX KaMnaHisx npuBepTae yBary A0 camol npobaemu.
A TakoXX Liel 3aci6 gonomarae 06pasHo po3KpUTH iAeto, yHA0UHUTH
MCWXOMONiYHI BiQUYTTS XKepTBM Ta HacUMbHMKA. Y Takuii cnocié ras-
[la4d 3006yBae iHhopMaLito Yepes emnaTito (CniBnepexxmnBaHHs), Wo
Ma€e BMK/IMKATW YCBIAOMNEHHS MOTpebn NPOTMAIATU HAaCUIbCTBY.

3HOBY X Taku, Han4acTille el NpunoM MOXHa CrnocTepiraTu
y 3aCTOCYBaHHI WoAo 06pasy pyk. PyKy 36iibLUeHO AK yOCOBNEHHS
TupaHiyHol cunn. O6pas acouitoeTbes 3 6e3MopaaHICTHo, BigYaeMm,
CTpaxom, 3anexHicTto (puc. 4.1, a, 6). TakoxX AaHWit NpUitoM 3acTo-
COBYETbCS A1 NPOTUCTABNEHHSA PO3MIPIB CUNYETIB: ICTOTHO 3MEH-
LUEHWIA CUAYET JIFOAMHW Ha T/i IHLLOrO, 3arpO3/IMBOro i MOMYTHLOTO,
BMKMKAE Big4yTTA 6e3BMUxoAi nepe ab'tosepom. HacTo 3acToco-
BYETbCHA 06pa3 MOIyTHbOI PYKW, fIKa CTUCKAE KPWXiTHY MOCTaTb.
Y ubOoMy BuMaAKy MOEAHAHHS MacluTabyBaHHS i KOHTpahopMu
flae 3Mory obpasHo [OHecTU igeto, BUSBUTM 6GaraToOpiBHEBICTb
nNpo6aemMn, 3MyLLYE 3aroCTPUTK CBIlA 3ip Ta yaBY. MNoAibHI BidyanbHi
MOBIAOM/IEHHSA MatOTb 3a METY 3pO6UTK FNsAada yBaXkHILLNM A0
[JOBKOJIULLHBLOI AIMCHOCTI, 10 IKAEN, XXUTTA AKMUX, MOXJ/TMBO, 3ae-
XUTb came BiJ HbOro.

3ayBaXkMMO, L0 PO3MSHYTI NakaTh CKNafgatoTbCa me 3 30-
BparkeHb, AKi 3aBASKN BMPa3HOCTI 06pasy MOXKHa BBaxkaTh camMo-
[OCTaTHIMU, TaKUMU, LLIO HE NMOTPEBYHOTh A04aTKOBUX MOACHEHD. IX
ZIOLI/TbHO BUKOPUCTOBYBATW Yy APYKOBAHMX Y¥ €NEKTPOHHMUX BUAAH-
HAX. [HWKWX NigxodiB BMMararoTb nfakaTtu, aki MatoTb 3a MeTy [0-
HEeCTU sIKeCb KOHKPETHE MOBIAOMEHHS | BUKOPUCTOBYHOTb TEKCT.

TeKCT € HaZ3BMYalHO BaXK/IMBMM €1EMEHTOM MakaTy, amke
came 3aBAAKM NOMY raaad AidHaeTbCsA NeBHyY iHMopMmaLiro. Pos-
MILLLEHHS, PO3MIp, KOSIP TEKCTY, NOro B3aeMofist 3 306parKeHHSIM
(9KLWIO BOHO €), BMIMBAOTb Ha CMPUAHATTS Ta PO3YMiHHS 10ro
rnggadem. TyT Lit0Tb 3arafibHi Npaswia Aas nnakaTHol NpogyKuir.
Mo-nepule, BCA BaxkmBa iHGOPpMaLia MOBMHHA YMTATUCH 30aJ1EKY
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i IpuBepTaTK yBary nepexoxux. No-gpyre, TeKCT Ha MnakaTti Mae
6yTN NakoHIYHMM abo X yca iHhopMallia NoBMHHA rpadiroBaTucs
3a BaXX/IMBICTHO 3@ AOMOMOIOR PO3MIpy WpUMTY i Kobopy. Hanpu-
Knag, FONOBHMIA MOCKN 3 METOK MPUBEPHEHHS YBaru NoBUHEH 6yTH
BEJIMKUM | KOHTPACTHWM MOPIBHAHO 3 T/IOM Ta IHLWM TEKCTOM.

YacTo B Mnnakatax TEKCT BUKOPUCTOBYHOTb SIK YacTWHy 300pa-
YKEHHS: Y TaKOMy BUNafKY BiH CIPUIAMaETbes ik 06'eKT. Y collianb-
HWX MJjlaKaTax Ha TeMy HacwbCTBa Takumid MPUMOM YacTo 3aCTOCO-
BYETbCA A151 306pPaXKEHHS cCaMe MCUXOMOrYHOro HaCKAbCTBA. TeKCT
MOXe yTBOproBaTH NeBHY dirypy abo o6pas, Hanpuknaga, kynaka ato
HOXa, AKWIA HAHOCWTb yAap, TAaKOX BiJOMi 306paKeHHs TEKCTY Y BU-
rNA4i MOTY3KKW, 06MOTaHOI HAaBKOJIO LLIKI YKePTBUW. Taknmmn obpasamu
aBTOPW 300parkeHb MparHyTb NOKa3aTy, AKY CUITY MOXYTb HECTU Ha-
BiTb C/10Ba, NIATBEPIKYHOUM BILOMI NMPUKa3KK: «CNOBO — He CTpifa,
a rnéLUe paHUTby; «LLabns paHUTb FOMOBY, @ COBO — AyLUY».

Came Takui MpuUitOM BAANO BUKOPWUCTAHO B Cepil niakaTis,
CTBOPEHMX 3a JoNoMorow GoTto (puc. 4.2). |geeto cepii € 306pa-
YKEHHS CUHLIB Ha Tini 'y BUrNsai obpasnneux cnis. MNnakati BUCBIT-
NHOKOTb NpobneMy AOMALIHbLOrO HaCWAbCTBA CTOCOBHO AiTel Ta
JIOpOCAMX — sIK MCUXOMONIYHOro, Tak i didnyHoro. Komb6iHoBaHe
306paXkeHHs nNepefae rnsagady NpuUYMHHO-HACIAKOBI 3B'A3KM MiX
pesynbTaToM (TUM, L0 306paykeHo Ha nakaTi) Ta Moro nepeaymMo-
BaMWu, a MOXJIMBO, i HaciAKaMu.

MOLWMPEHUM € I IHLIMIA CNOCI6 BNUCYBaHHS TEKCTY B 300paXeH-
HA: MOro po3MilLieHHs B caMux dirypax a6o aoBkona Hux (puc. 4.3,
aniga). Hanpuknap, Tekcty «Use your voice» (Lo B nepekafi 03Ha-
Yyae «BMKOPWCTOBYI CBIill FON0C») PO3MILLEHNI Y BIIKPUTOMY POTI
cunyeTa XiHkn (puc. 4.3, cnpasa). 306paxkeHHs CroHyKae He MOB-
4aTu, CMOBICTUTY NPO CBOK MPOBEMY, OCKINIbKW B IHLIOMY BUMNaA-
KY MPO HEI HIXTO He [i3HAETbCS.

Puc. 4.2. lNocTepw i3 Bidyanizaljieto MpUYMHHO-HaCNiAKOBMX 3B'A3KIB 3a
JZlornomororo potorpadii i TekcTy.

Fig. 4.2. Posters with visualization of causes and effects through photos and text.
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#VIY 1 DON'T REPORT

Puc. 4.3. lnakaTtu i3 3aCTOCyBaHHSAM TEKCTY, L0 3abe3neyye giasor 3 rasgadem
Ta 3aK/IMKae [0 MeBHOI NOBEAIHKN.

Fig. 4.3. Posters with using text that provides dialogue with the viewer and en-
courages appropriate behavior.

LLle oomvH BMA npoaHanisoBaHWX MnfakaTiB — nfiakaTuh, CTBOpe-
Hi Ha OCHOBI KOMOGiIHYBaHHS pacTpoBOl rpadiku 3 dpoTorpadieto,
KonaxyBaHHs. COLIONOriYHi ONUTYBAHHSA 3acBigvyrOTb, WO came
Taki NaakaTu MatoTb 3HAYHMIA BMIMB Ha rNajada, OCKiIbKM eMoLil
KUBUX HOfeN, 306paxkeHi Ha CBITIMHAX, Ta A0AATKOBI, 06p06eHi
AVN3aNHePOM, LWBMALLE BUKIMKAOTL eMMaTito, HXX MantoHoK. Ha
nnakaTax nepeBaXxHO 306paXKeHO 0BMYYS XKIHOK, [iTel, Ha AKNX
YiTKO BMOHO CUHL Ta no6ol, abo YacTWHW Tina 3 BMPasHUMK Chli-
JamMu nopisiB. Takuin 06pa3 € HaMOLWMPEHIWNM Y colianbHIn pe-
Knami MpoTX AOMAlLHbOro HacWIbCTBa, MpoTe i Aoci HalbinbLu
eeKTMBHMM. 30KpemMa, 3rafjaHuM TEXHIYHUM NPUAOMOM KOMOIHY-
BaHHS Ta KONa)kyBaHHAM 3abesnedeHo opuriHanbHWiA an3aiH Ta
eeKTHICTb Y NnakaTax, AKi BiATBOPKOOTb 06pa3 «HaCUIbCTBA SK
nofapyHkar. Y neplomMy BUNagky Le Lwpam Ha Tini XiHKKY, Nopss
3 9KMM — Hagnuc: «Happy valentine's. Love John». Y apyromy —
306paXkeHo BYKET, KM 3aMiCTb KBITIB CKNafaeTbCs 3 Y0M0BIUMX
Kynakis (puc. 4.4).

Tema [OOMaLUHBOTO HACW/IbCTBA € HACTIMIbKM CKNa4HOK, L0
NOAMHA BOMi€ 1T HE NoMivaTn. TOMY An3arHepw, nNpaurorodn 3 Lieto
TEMOO, YaCTO BAAKOTLCS A0 3aCTOCYBaHHS enaTaxkHUX obpasis
i KpaliHix MeTadop, 30aTHUX BUKANKATW Y MFOAMHN LWOK (puc. 4.5).
OCHOBHOO NMepeBaroro Takix nnakaTiB € MPUBEPHEHHS yBaru rns-
Jlada yepes3 MakcumarnbHe oroneHHsa npobnemu. Taki poboTu Bu-
KNMKaOTb LUKBa/ 06YpeHHs i 6e3Mi4 3anuTaHb, 4aCTO — KpanHi
BIiAYYTTA OrMAan, HENPURHATTS, CTpaxy. A Yepes HeouiKyBaHICTb Ha-
[IOBIO 3a/IMLLIAOTLCS Y CBIJOMOCTI.

TaK, B OAHOMY 3 MakaTiB 306pa)eHO M'ACHY TyLly, oasirHe-
HY BOKIHOYMIA OAAT Ta NiABilleHYy Ha MeTaneBy KOHCTPYKLito. TyT
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Puc. 4.4. lNnakaTtu i3 3acTocy-
BaHHSIM 06pa3y NoAapyHKy Ta
MOABIVIHUM CEHCOM.

Fig. 4.4. Posters with using image
of gifts and double meaning.

Puc. 4.5. [Mnakatu i3 3aCTOCYBaH-
HSIM enaTaxy i MeTagpopu.

Fig. 4.5. Posters with using
shocking and metaphor.

3acTocoBaHa obpa3Ha MeTadopa: TakMM y aHOMYy pasi € XiHo-
Ye Tino ana ceoro Yonoeika (puc. 4.5, 3niBa). HacTynHuir nnakat
CNPAMOBAHWI NPOTU AOMALLIHBbOrO | CEKCyallbHOrO HacWNbCTBA
Hag AiTbMU: Yy AUTUHWM, 306parkeHol 3i CMIMHW, Ha Tini 4iTKO BUAHO He
MPOCTO CAIAN Bif CUNbHKX pPYK, a AedopMmalLiito Tina IXHIMK BigouT-
kamu (puc. 4.5, cepeaHint yropi).

EnataxxHo-MeTahopryHMIA 3MICT, ane 3 HaTAKOM Ha LiNIKoM pe-
anicTWYHi TopTypu — y hoTorpadiyHoMy 306paXKeHHi XKiHKK K npa-
CyBanbHOI JOLLKM 3 NMPAacKo Ha i1 crnnHi (puc. 4.5, HUXKHIN B cepe-
AnHi). TyT TakoX 3aCTOCOBaHO MpuitoM aedhopMalLii 306paXkeHHs
y 0OBefeHHI MeETaOpPUYHOMO 3B'A3KY.

HacTynHuin nnakaT BpaXkae CBOEKD «@HTUMIMETUYHICTION!
y NparHeHHi igeHTudikyBaTh 3006paxkeHHs rnsgad  Hecnofiea-
HO OMUWHSIETBCA CaM Ha CcaM 3 «Or0fIEHOK» MPO6AEMOKD. Posmu-
Te 3006paXkeHHA BUABNAETbCS  (oTorpadivHnM  36iNbLIEHHAM
dparMeHTy Tina 3 nobosamMu. Y Takuii cnocié nnakaTt He 3anuiiae
MOPasbHUX LLAHCIB MPOATU MOB3 MOro «Kpuk» (pUC. 4.5, HUXKHIi
crnpasa).
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BucHoBKM ‘ﬂ

He MeHLL BpaxkatoumM € nnakarT, Lo 306pakye BNAMB Ha AiTel
CLIeH AOMaLLUHbOro HacKNbCTBa. nTuHa 306paXkeHa y nosi cTpaxy
i Bil4ato, 3 HaXMEHOO rONOBOKD. ABTOP CMINMBO BUKPUBAE Mepes
rnagaYeM, Wo OieTbCA Yy AUTSYIM CBIAOMOCTI Mif Yac cueHu [o-
MaLLUHbOro HaCUMbCTBA Y Ha 1T 04ax: y 3aBUTKax rosIOBHOTO MO3KY
NPOSIBAAOTLCHA CUTYETH — YOMOBIKA, AKMIA 6'e XXiHKY. |aeeto aBTopa
poboTK 6yno nokasaTu BNAMB AOMALLHbOrO HAaCKIbCTBA Ha mncu-
XiKy AUTUHW, KA POCTe B TOKCUYHI aTMocdepi (puc. 4.5, BepxHiit
cnpaBga).

Ha npuknagi OOCNIIKEHHA COLiasibHOMO MnakaTta BUSBMIEHO
crneyndiky 3acTocyBaHHs rpadidHnx 3acobiB i MPUAOMIB, XyO0X-
Hb0O-06Pa3HNX PillleHb , HaMBINbLL AOUINBHUX Y KaMnaHisax npoTu
LOMALLUHbOIO HaCUNbCTBA. AKTYyasIbHICTb TEMW BUKIMKaHa noTpe-
6010 3'AcyBaTV NPUYNHK HU3bKOT eeKTUBHOCTI B YKpaiHi coljiant-
HOI peknaMun Ha JaHy TeMy, LLO BUSABMNEHO, NEPEAYCIM, HU3BbKOKD
NoiH(MOPMOBAHICTIO TPOMAACLKOCTI MPO  CYyCMifibHy MNpo6aemy.
PesynbraT SOCNIIXKEHHA MatOTb MPaKTUYHE 3HAYEHHA He fnLe
LNA CTBOPEHHA MNaKarTis, ane i iHWOoI PeknaMHOI MPOAYKLUIT Yu Ans
hopMyBaHHS LiNICHOrO CTUAKD 1 06pasy coLianbHUX NPOEKTIB Ha
TeMy [OMallHbOro HacWNbCTBA: Bif NoroTuny, 6aHepa, 6inbopaa
[0 IHDOPMALINHOI KaMMNaHil y CoLianbHNX Mepexax.

OTxe, pesynbTaTn SOCNIAXEHHA 3aCBig4MIN, WO TeMa LJoMall-
HbOIO HaCW/IbCTBA Y CoUjianbHili peksiaMi, 30Kpema, nnakari, no-
Tpebye Bi3yanbHOI CUCTEMMU, SKa BCTAHOBIIOE KOMYHIiKaLlito 3 rns-
JavyeM Yepes eMnartito, CaMOOTOTOXXHEHHSA YK Yepes LLOKYBaHHSA
CcBigOMOCTI. AHani3 BiANoBigHMX NnakaTiB JOBOAUTb, WO CoLialb-
Ha peknamMa Ha 3rafjlaHy TeMy BIAPISHAETbCA Bif HLWIXX NigBULLE-
HUM rpafycoM Hampyru, BUCIOBNEHUM Ha MeXi KPUKY, MOKINKY
Mpo AOMOMOTY, 3aK/IMKOM He MOBYaTW. B TakmMx ymoBax 3pocTae
3Ha4eHHs1 06pa3HKX, KOMIPHMX Ta KOMAO3ULUIAHUX CMiBBIAHOLLIEHD.
He MeHLW Bax/MBMM € TEKCT MOBIAOMJIEHHS YM 3aCTOCYBAHHSA
TEKCTOBMX KOMMO3MLiM y nnaxaTi. OKpiM TOro, cepef niakaTiB i3
3aCTOCYyBaHHAM iNtOCTpaLii HalMoLWMPEHILWMMU MPpUMOMaMu BU-
3HaYeHO 3acTOCyBaHHS KOHTpadopmK, MaclLTabyBaHHA. Ta Hal-
6iNblL CYreCTUBHUMM 3a/MLLIA0TLCA NakaTK i3 3aCTOCYBaHHAM
doTorpadii, OCKiNbKM BOHW 3AaTHI GiflbLL eMOLIIMHO BNAMBATK Ha
rnsgada. TakvMm YMHOM, 3a AOMOMOrO0 3raflaHmx rpadivHnx 3aco-
6iB MOXHa AKICHO MiABULLNTY e(DEKTUBHICTb PEKNaMHNX KaMnaHil
Ha TeMy AOMAaLLHbOro HaCWsbCTBaA.
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Abstract

The aim of the article is to consider the
most efficient way to organize the learning pro-
cess of the academic subject “Drawing” during
the first year of study in the system of training
designers. This process should fully meet the
requirements of educational reform, where an
academic drawing would be directly connect-
ed with creative activity and would contribute
to the formation of knowledge and skills nec-
essary for a designer. The methodology of
the research is to find the most efficient way
of organization of the learning process where
classroom work, self-studying work and home-
work could be effectively combined with scien-
tifically grounded educational-methodological
system of professional art training.The scien-
tific novelty lies in the balanced structuring
of the tasks in the curriculum of the subject
“Drawing” for both classroom work with an
academic focus, and self-studying work with
a creative focus which will enhance the effec-
tiveness of teaching the subject in the face of
limiting the number of academic hours. Con-
clusions. The subject “Drawing” still remains
the basis of artistic education in the system
of training of designers, but it requires some
changes in the ways teaching and methodical
process are organized, which are caused by
the specific character of the subject closely
related to the designer's work.
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AHoTauisa

MeTolo focnigpKeHHs € po3rnsa HanbinbLL
ONTMManbHOI OpraHizalil HaB4asbHOrO MpoLe-
CYy 3 AMCUMMNNIHK «PUCYHOK» Ha MepLUOMY KypCi
B CMCTEMI NiAroTOBKM An3aiHepiB. Takuii npouec
NMOBUHEH HaMBINbLL MOBHO BiAMOBIAaTY BUMOram
pedopMM OCBITW, [le aKaAeMIYHWIn MastoHOK
6yB 61 6e3MnocepejHbO MOB'I3aHWIA 3 TBOPUOHD
JiANbHICTIO Ta cnpusiB 61 (OpPMyBaHHKO 3HaHb,
BMiHb, HaBW4OK, HEObBXiaHWX Au3aiiHepy. Me-
Togonoria  AOCAIAXEHHA MONArae B MOLLYKY
PO3yMHOI (hopMKM OpraHisaLlil HaB4asibHOro Npo-
Liecy, sika 6 NoeaHyBana ayanTopHy, CaMoCTilHy
Ta [OMaLLUHIO POBOTY B HAayKOBO OOMpPYHTOBaHY
HaB4YasIbHO-METOAMYHY cUCTEMY MpPOeCiiHOT
Ta XyOOXHbOI MiaroToBkn. HaykoBa HOBM3-
Ha MONsrae B pauioHaNbHOMY CTPYKTYPyBaHHI
3aBAaHb HaB4YasnbHOI Mporpammn «PUCYHOK» Ha
ayaUTOPHI 3 aKaZeMIYHMM  CNPsIMYBaHHSAM  Ta
CaMOCTINHI 3 TBOPYMM CMPSIMYBaHHSM, LLO A03-
BOMSIE MIABULLMTI e(EKTUBHICTb BUKIaOaHHS
OMCUMNNIHM - B YMOBaX OOMEXEHHST  KiNbKOCTI
aKaAeMIYHMX roanH Ta 36inblUeHHS Yacy, BiaBe-
[EHOro Ha caMoCTiiHe onpauroBaHHA. BucHo-
BKMW. [IcumnniHa «PUCyHOK» 3anmLLaeTbesa oc-
HOBOIO XYAOXHbBOI OCBITU B CUCTEMI MiArOTOBKM
CTYOEHTIB-AM3aiHepIB, ane B Cy4acHMX yMOBaXx
iCHye HeoOXi[HICTb MEBHMX 3MIH B OpraHisaLlil
HaB4Ya/IbHO-METOAMYHOIO MPOLIECY, sIKi 06YMOB-
NeHi cneumdikoro AMCUMMNIHKM, TICHO NOB'S3aHol
3 TBOPMICTIO AM3alrHepa.
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Bctyn

Meta
LBOCHi1)KeHHS

Mpodecia anMsainHepa € OHIEr i3 HAMBINbLL NOLIMPEHNX TBOP-
4nx NPOdECii HaLLIOro Yacy i ToMy nepej HaB4YalbHMMM 3aknana-
MW, SKi BeZlyTb MNiroTOBKY CTYAEHTIB LIbOr0 HanpsiMy, CTOITb Cep-
Mo3He 3aBaHHA NiABULLEHHS SKOCTI NiArOTOBKN. AKTyanbHOK LS
npobnema € TakoxX AN BMKAaAa4iB MastoHka, SKMM HeobXigHo
HaB4YaTW He MabyTHBbOIrO XyAOXKHMKA, a An3aiHepa 3 KOHKPETHOO
cneljianisauieto, Lo BUMaArae 3aMiH1 HanpaBeHOCTI Ljifiei Ta 3ajad
HaBYaNbHOI ANCLUNIIHN.

PUCYHOK K HaBYalbHWUIA NpeaMEeT € OCHOBOK MiAroTOBKM Ta
TBOPYOI AiANbHOCTI CyHacHOro CcTyfeHTa-an3anHepa. Lia HaB4anb-
Ha aucumnniHa 3abesnedye MoMy MOXJIIMBICTb BiIbHO BUpaXkaTu
CBOI i€l Ta 3aflyMu y HaBYasbHiln Ta TBOpHI pobOTI, a Lie BU3Ha-
Yae pofib MantoHKa fK 6a30BOI AUCLMMAIHW. PUCYHOK € OaHUM
3 HAMBaXKMBILLMX HaBYanbHUX NPEeAMETIB [/19 3aCBOEHHS TaKMX
(byHOaMeHTanbHUX MOHATb SIK 3aKOHW MEePCneKTUBM, 3aKOHWU PO3-
noAiNy CBITNOTIHI, 3aCBOEHHSA METOAMKM BUKOHAHHSA 306paXKeHHS,
BMBYEHHSA CNOCO6IB KOHCTPYKTUBHOI MOBYA0BMK.

MpoTe icHye NeBHa iHepuis Y BUKNaZaHHI PUCYHKY ONS CTyOEH-
TiB cneLianbHOCTI «AM3aiiH», MoB'A3aHa 3 TUM, WO BWKNagadi Mma-
FOTb akageMivHy Xy[AOXHIO OCBITY. 1onpu Te, WO nepej An3anHe-
pamMu CTOSATb MPUHLMMOBO IHLUI TBOPYI 3afadi Ta uini, BUKIagaHHA
PUCYHKY B Cy4acHMX YMOBax BeAEeTbCS TakUMWU XX MeTOAaMU, AK
i ANA CTYAEHTIB KITAaCMYHOM0 Xy4OXKHBbOIro cnpsiMyBaHHs. Kpim Toro,
y 3B'A3KY 3 pehoOpMyBaHHAM CUCTEMMW OCBITU B HaBYalbHUX MNna-
Hax OCTaHHIX POKIB ICHYE CTiKa TeHAEeHLIA 10 3MEHLIEHHS KiNbKO-
CTi ayAUTOPHWX roAMH Ta 36iNbLUEHHS KiINbKOCTI FOAMH, BiaBeAeHNX
Ha CaMOCTIHe onpaltoBaHHS HaBYalbHOrO MaTepiany, a Lie TakoxX
BMMarae nepernagy niaxonis 40 BMKNaAaHHA AUCUMMTIHN.

Y 3B'A3KY 3 LIMM € HeobXiAHICTb NepernsHyTX opraHisaLito Ha-
BYaSIbHOrO MpOLIeCY Ta po3pobuUTn pobody Mporpamy 3 pUcyHka
TaKUM YMHOM, LLI06 3a6e3neUnT BMCOKY SKICTb 3aCBOEHHS pyHAa-
MEHTasbHMX 3HaHb 3 0OPa30TBOPYOro MUCTELTBA Ta AaTW CTyAeH-
TaM MOXJIMBICTb PO3BMBATU CBIill TBOPYMIA NOTEHLiaN Ta 3406yBa-
TV NPOMECIVHI HAaBUYKM, HEOBXIAHI B HABYANbHIN Ta TBOPYiM POBOTI
au3aiiHepa.

[nsi CTBOPEHHA NOBHOLIHHOT TBOPYOI po60TH Y chepi AnsanHy
CTYAEHTY HEO6XiAHO BONOAITU MantOHKOM. [1poTe NOBMHHA iCHYBa-
TW YiTKa BIOMIHHICTb MK HaBYalbHUM PUCYHKOM ANA CTYAEHTIB
06pa30TBOPYOro CAPAMYBAHHS | HABYaNIbHUM PUCYHKOM A5 CTY-
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Ta aHani3

0as3u

[EHTIB An3aiHePIB. [0NOBHOK BIAMIHHICTHO akafeMi4YHOro MaskoH-
Ka Ans NigroToBKWM MaibyTHIX AM3aiiHepiB MOBUHEH OYyTW akLUeHT
yBarn Ha nobyaosi GopmMu, TOBTO Ha KOHCTPYKLII, TponopLisx Ta
CAPUAHATTI (hOpPMU Yy NPOCTOPI, a Lie byae BUMaraTu Big CTyAeHTa
He CNinoro KonitoBaHHA, a BMiHHA pO3MipKoByBaTH (OpMOtO. Ta-
KOX NOTPI6GHO 3a6€3Me4NTW CTYAEHTY MOXK/IMBICTb PO3BMBATM CBOI
TBOPYi 3AIGHOCTI, MOB'A3aHHI 3i cneumdidHo AiANbHICTIO An3a-
MHepa, 3006yBaTV NPOMECINHI HABMYKM Ta BMIHHS i3 3aCTOCYBaH-
HAM PISHOMAaHITHUX XYAOXHIX MaTepianis.

Y 3B'A3KY 3i CKOPOYEHHSM KiNIbKOCTI FTOAMH Ha ayAMTOpPHI 3a-
HATTH 3MEHLLYETLCA KifIbKICTb Yacy, AK1iA MOXHAa BUKOPUCTATK Ha
BMBYEHHA (QyHAAMEHTaNbHMX OCHOB 06pPas3oTBOPYOl FPaMoTH Ta,
OAHOYACHO, 3aiiMaTUCA TBOPYOHO AiSTbHICTHO, MOB'A3aHOM0 3i che-
umdikoro an3arHy. Lie Moxxe CnpuynHUTI abo HEJOCTATHIO AKICTb
aKa[eMIYHOro HaB4YaHHS, abo cnabky TBOpYY MiArOTOBKY. Ane X
3aja4ya akafeMiYHOro pucyHka, OCO6/MBO Ha MOYaTKOBIA CTa-
[il HaBYaHHS, — OaTu CTYAEHTY FPYHTOBHI akafeMidHi 3HaHHA. Lle
€ NPOBAEMOIO Cy4aCHOro CTaHy BWKIaAaHHA HaBYafbHOI AMCLM-
nAiHW. OAHMM 3i cNOCOBIB 1i PO3B'A3aHHA MOXKe BYTIN NepeHeceHHs
BCiX TBOPYMX 3ajay, MOB'A3aHNX 3i crelndikoro NiAroToBKM AM3a-
MHepa, Ta eKCnepuMeHTanbHOI SiANBHOCTI 3 PISHUMK XYOOXKHIMU
MaTtepianamMu Ha CaMOCTIiHy Ta JOMaLLHIO po6OTY, OpraHi3oBaHy
BMKNagadeM Ta nig 060B'A3KOBUM KOHTPOIEM BMK1adava.

MeTor OOCIIKEHHA € MOLLYK pauioHanbHOI opraHisauil Ha-
BYa/IbHOrO MPOLECY 3 AUCUMMAIHM «PUCYHOK» Ha Ha4anbHOMY Kyp-
Ci, KU HalnoBHile 6 BigNOBIiAaB BUMOram pedopmmn cuctemmu
OCBITK, BAANO NOEAHYBAB 61 HaBYalbHY pO6OTY 3 BUBHEHHS (DYH-
JlaMeHTaslbHMX 3HaHb 06Pa30TBOPYOro MUCTELTBA Ta CrpusiB 6um
PO3BUTKY TBOPYOIro MOTeHLliasy, YMIHHIO NpaLoBaTh 3 PISHUMU Xy-
JOXXHIMW MaTepianamu, 3400yTTHO BMiHb | HABMYOK B MPaKTUYHIN
pPOB6OTI.

AKaOeMIYHNA PUCYHOK € OCHOBHOO HaBYaibHOK AUCLUMITIHOKO
B CMCTEMI XyAO>XKHbOI OCBITW Ta eCTETUYHOrO BUXOBAHHS MaibyT-
HiX Au3arHepiB. [lovaTKoBWI eTan 3aHATb 3 MastoHKy € Mnepio-
JIOM, BaXX/IMBICTb IKOrO BaxXKO MepeoLiHUTW. B Lel Yac cTyaeHT
OTPUMYE OCHOBW rPaMOoTH PeaniCTUYHOro 306paxkeHHs), 3406yBae
YMIHHSI, HaBUYKM, MPUIAOMMN y CTBOPEHHI 306paXKeHHs Ha MAOLLMHI.
B xogi uiei poboT, Lo 6a3yeTbCA Ha ManNtOBaHHI 3 HaTypu cnovaT-
Ky MPOCTUX FEOMETPUYHMX Tif1, @ NOTiM CKNagHux NpeaMeTiB nobdy-
Ty, CTYAEHT BUMTHCSI PO3YMITH Ta 306paykyBaTi 06'eMHy hopMy 3a
JIONMOMOrOK KOHCTPYKTUBHOI MOBYAOBKM Ta MEPCMeKTMBU. Takox
CTYAEHT 3aCBOKOE 3aKOHW CBIT/IOTIHBOBOI rpaAallii 06'eMHOT hopMK
Ta 3406yBae BMiHHS 1 306paykyBaTi, BUNTbCS 3HAXOAMTIX Nponop-
LiHI TOHOBI BiAHOLLEHHS MiX rpafaLisMmn CBITNOTIHI Ha 06'€MHIX
hopmax Ta Mi>X TOHaMK OKpeMMX 06'EKTIB HAaTypHO! MOCTaHOBKM,
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OBOJOfiBaE HaBNYKaMW B 3aCTOCYBaHHI NiHIl Ta WUTPMXa B TOHaNb-
HOMY MastOHKY HaTFOPMOPTY Ta Ha4yepKy.

3aBAaHHA 3 AUCUMNMIHW MOBWHHI MOCTYMOBO YCKNaAHHOBa-
TUCb, 36epirarodn BiAMOBIAHICTL MPUHLMMY CUCTEMATUYHOCTI Ta
NOCNIAOBHOCTI HaBYaHHS. TiNbKK1 MiCNA TOro, AK CTYAEHT OnaHye
OCHOBW 3HaHb, YMiHb Ta HaBWYOK Y 306paXKeHHi HaTypu, BiH MOXe
nepexoanTh A0 BMBYEHHS CKAaAHILLMX HaBYalbHMX 3adad, Takux
AK 306paXkeHHs iHTep'epy, Nen3ax)y, MantoBaHHsS rofoBu Ta diry-
PY NFOAVHN, CTBOPEHHA CKNaAHMX KOMMO3ULIA. KpiM TOro, CTyAeHT
MOBMHEH BUKOHYBATW 3aBJaHHS, MOB'A3aHI 3 MOro creuianisadieto,
AKi 6 BMpiLLyBanu 3agadvy po3BUTKY TBOPUMX 3AiOHOCTEN, 3006y TTA
YMiHb Ta HaBMYOK, HEOBXIAHWX Y HABYaNbHI Ta TBOPYIil AiSNIbHOCTI
An3anHepa.

MeTononoria AoCNiAKeHHs nonsArae y nowyKy HeobxigHor hop-
MW OpraHisauil HaB4YanbHOro MpoLecy 3 BUKOPWUCTaAHHAM ayau-
TOPHOI, CaMOCTINHOI Ta AOMaLLHBO!I po6oTH, sKka 6 3abe3nedyBana
MOXJ/TMBICTb OCKOHAIOr0 BUBYEHHA CTyIeHTaMK (DyHAaMEHTa b-
HWX OCHOB 06pPa30TBOPYOro MUCTELTBA, HaJaBana 6 MOXNBICTb
OnaHyBaHHA MeTodaMu 306paxkyBasibHOI rpaMoTy, AaBana 6 nep-
CNeKTMBY 306yTTS Ta PO3BUTKY NPOMECIAHMX HaBUYOK Ta BMiHb,
CTUMyntoBana 6 TBOpYy aKTUBHICTb Mifl Yac HaBYanbHOI Ta npode-
CIMHOI AiibHOCTI.

B xoA4i HanmcaHHA gaHol cTaTTi He PO3rNafatoTbCsd AUCUMMNIHK
crewjianbHol NiAroTOBKM AN3alHepIB, a MPOBOANTLCA AOCNIAXKEHHS
TifIbKW B KOHTEKCTI HaBYabHOI Nporpamm «PUcyHoK».

B ymoBax cydacHoi pehbopmMu CUCTEMM OCBITU BifbGyBaeTbCA
NOCTYMNOBE 3aMillleHHA aKaZeMiYHUX FOANH YacoM, LLO BiABOAUTb-
CS1 Ha CaMOCTIMHe onpautoBaHHs. Lle CKopoYeHHs KiflbKOCTI aka-
JEMIYHMX FOAMH CUIBHO 0BMEXYE MOXJIMBOCTI BMKIaAaqa o0
MOBHOLIHHOIO BWKNaAaHHA MaTepiany KOMMJIEKCY AMCUMUMNIHN
«PUCYHOK» 3 Mogaqetd TeopeTudHMX (dyHAaMEeHTaNbHUX 3HaHb,
NPaKTMYHOI HaBYaNbHOK POBOTOHD Ta CTUMYIOBAHHAM TBOPYOI
OIANBbHOCTI Ta XYAOXHbOrO EKCNEPUMEHTY.

OaHVM 3 aBTOpIB, WO BMBYatOTb AaHy Npobnemy, € AOLEeHT
KWIBCbKOrO HaLioHaNbHOro YHIBEPCUTETY KySIbTypW Ta MUCTELTB
C. JlonyxoBa, sika MPOBOANTL AOCNIAXKEHHS 3 MOLLYKY HOBMX (DOPM
BUKIAZaHHSA aKaZeMiYHOro pucyHka. BoHa posrnsafae nuTaHHs
NOEAHaHHA KNACUYHOro MeTody PETENbHOIO CTYAIKOBaHHA HATypK
3 METOO OMaHyBaHHA FOIOBHUX MPUHLMMIB BIATBOPEHHA TPUBUMIP-
HOro 306paXkeHHs Ha MIOLLMHI Ta METOY TBOPYOro EKCNEPUMEHTY,
CYTTHO AKOrO € iHTerpauis QyHAaMeHTanbHUX XYAOXHIX ANCLM-
MNiH i 32CTOCYBaHHA HOBITHLOIMO TEXHOMNOTIYHOIO IHCTPYMEHTapIito
N5 NPaKTMYHOro BTiNEHHA 06pady. 30KpeMa BOHa BiA3Hayae, Lo
MOAEPHI3aLlis HaB4Ya/llbHOrO MpoLecy BMMarae pedopmMyBaHHSA
CUCTEMU TPaAMLUIMHOIO Niaxody A0 BUKNaAaHHA pUCYHKY. Hapof-
XKYHOTbCH HOBI OCBITHI KOHUEMLI, Y HaBYaNbHWUIA NMPOLIEC aKTUBHO
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BMPOBaKYOTbCA HOBI AVCLUMMNIHK 3 KOMOCANbHUMU HaB4Yaslb-
HUMW pecypcamu, 3aCTOCOBYETbCA HOBWUIA TEXHOMOMYHUI IHCTPY-
MEHTapIN, 3aTBEPKYIOTLCA HOBI iIep>KaBHI HOPMATUBH, 3a AKUMU
YKOPCTKO CKOPOYYETbCS OBCAr Yacy, BifBEIEHOr0 Ha BMBYEHHS
(DyHAAMEHTaNbHUX XYAOXHIX AUCUMMANIH, | CTae 3pO3yMinnmMm, Lo
KnacuyHy GopMy BMKAaAaHHS PUCYHKY Y LIMX yMOBax 36eperTy He-
MOX/IMBO. TOBTO HEOBXiAHO LyKaTh HOBI POPMM 3aCBOEHHA MaTe-
piany, pearytouu Ha BCi 3MiHW colianbHKx yMOB i BuMor (JlonyxoBa,
2018, c. 42-43).

ICTOPMYHMI NPOLEC BIAMOBK Bif TPAAMLUINHWX aKaZEMIYHUX Me-
TodiB po3rnagae y CBoiX poboTax kaHAMAAT MUCTELITBO3HABCTRA,
[0oLeHT KprBOPI3bKOro AepXXaBHOMO NefaroriyHoro yHiBepcuteTy
|. Yapic. BoHa BiA3Ha4ae, WO BaroMuin eTan eBOIoLI An3aiH-0CBI-
TV XX CT., sKOMy AaB nowToBx bayrays, chopmyBaBca nif Bnau-
BOM 3anuTiB iHOYCTPiasNbHOMO CyCnifibCTBA YaciB MOro PO3KBITY.
CyYTHICTb MOLUYKIB TOro Yacy OKPEC/IUB MIOHEP IHXEHEPHOI ecTeTU-
Kn Jle Kop6to3be, yneBHEHW, LLIO MallvHa BTINKOE OCOBNMBWIA CTaH
JlyXOBHOCTI, a reoMeTpis i 60rK LaptoloTb Ha OAHOMY MPecToni.
Y Ueit yac naHytoTb NPIOPUTETU NPOMUCAOBOIO MYHKLIOHaNbHOrO
An3aiHy i chopmynboBaHe Kpeao, Lo NpoicHyBaao NiBCTONITTS Ta
BM3HAYMIO O3HaKW AKICHOrO AM3aiH-BMPOOY B Takili MOCNiAOBHO-
CTi: KOHCTPYKTMBHICTb, TEXHOMONIYHICTb, (YHKLIOHANBbHICTb, €pro-
HOMIYHICTb Ta €CTETUYHICTb. [TPOAOBXKYHOHM CBOKO AYMKY, |. Yapic
(2017) pobUTb BUCHOBOK, LLIO BaXX/TMBO YBaXKHILLE NOCTABUTUCH A0
METOAMKM BMKNadaHHs 6a30BMX AMCUMNAIH. Tak, He AoLinbHO 3a
OAHIEHO MPOrpamMord BUKIAAATH ICTOPIKO MUCTELTBA ANA XYLAOXKHN-
KiB-negaroris i An3anHepis. LLlogo pucyHka 1 >knsonucy, To Nopas
3 akafeMiYHMMK 3aBAaHHAMM, WO 3ab6e3MnedyroTb 3arasbHy Xy-
JIOXKHIO KYNbTYpY, HEOBXiIAHO LIMPLLE BBOAMTU eKCNepUMEHTasbHI
BMpaBw, AKi PO3BMBaOTb aHaNITUYHE MUCIEHHSA K OCHOBY MPOEK-
THO-06Pa3HOro MUCNEHHs An3aliHepa (c. 26-27).

BunsHadyeHHA crneumdiki  HaBYalbHOMO PUCYHKa K OAHIEl i3
MPOBIOHWMX AMCUMMAIH Y NiArOTOBLI MalGyTHIX creuianicTis rany-
3i AM3ariHy NpoBOASATb Y CBOEMY AochimkeHHi O. AnieBa, OOLEHT
YpanbCbKOl  [epXaBHOI  apXiTEKTYPHO-XYAOXKHbLOI  akagemil, Ta
T. Cy660TiHa, CTapLMii BMKIagay LbOro 3akiady. BoHW 3BepTatoTb
yBary Ha Te, LLO NpW po3rnsai AaHoi Mpo6nemMun € AOUINbHUM 3BEPHY-
TMcs Ao 6aratoro JOCBidy LUKOMAM MantoHKa CaHKT-TeTepOyp3bKol
[JEePXaBHOI  XyAOXHbO-MPOMUCNIOBOI  akageMmil iM. A. J1. LUTirniua:
«BUKJIAQi@HHS  MatoHKa B XY[AOXHbO-NMPOMUCIOBOMY BH3  Mae
3[INCHIOBATMCSA B TICHOMY B3aEMO3B'A3KY MiXX MasltoBaHHAM 3a-
rasibHUM — «akageMidHWUM» | creuiaibHUM, NpU3HaYeHM AN 3a-
CTOCYBaHHS Yy 6yAb-SAKil KOHKPETHIM ranysi TBOpYOCTi». [1porpa-
Ma i No6yAoBaHMI Ha 1 OCHOBI HaBYaslbHUI NaH 3abe3nedyroTb
OMaHyBaHHSA CTyAeHTaMW TEOPETUYHUX 3HaHb. Y MOMOXEHH 3a-
rafbHOro HaB4YanbHoro nnaHy LIYTP 6apoHa LUTirniua BkasyeTb-
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Pesynbratn
BOCHI1)KEeHHS

Cs, WO akafeMiyHU MasltoHOK, «PO3BMBArOYM XYOOXKHE MOYYTTH
i PO3YMIHHA, HE Mae Ha yBasi BULLMX, CYTO XYAOXHIX Linem», gk,
Hanpuknag, 8 IHCTUTYTI iM. |. HO. PeniHa, «a npuknagHa MeTa Muc-
TeuTBa — MOro 3acToCyBaHHS [0 MPOMWUCIIOBMX BUPOBHULITB i pe-
Mece. |HaKLle HaBYanbHWI 3akK/aj He BUKOHAE CBOIro 3aB/aHHS
i TINbKM NEPETBOPUTLCA B MoraHy akafemito MucTeuTs» (Annesa
& Cy660TnHa, 2018, . 45). MHyNo Gifblle CTONITTS 3 TOrO Yacy, K
6yno chopMynboBaHO 3ragaHy Teay, ajle BOHa i CbOroAHi 3aaumiia-
€TbCA CNpPaBeINBOO.

OfHVM i3 HanBaXKMBILWWX 3aBAaHb HABYaNbHOIMO KYpCy € Ha-
JaHHS QyHOaMeHTanbHUX 3HaHb Y ranysi 06pa30TBOPYOro MUcCTe-
LTBa Ta CTBOPEHHS MOXMBOCTEN Y 3000YTTi CTyAeHTaMM BMiHHS
NPOMECINHO TPaMOTHO MantoBaTW 3 HATypW, 3 NaM'aTi Ta ysBW,
3aCBOITU TEXHIYHI HAaBUYKM peaniCTUYHOro 306paXKeHHst AiCHOCTI
Ta 1l Xy4OXKHbOI IHTepnpeTaLil. [MpaLioroym 3 HaTypu, CTYAEHTU 3MO-
XKYTb PO3BUHYTU 30pOBY NMaM'ATb Ta CMOCTEPEXIIUBICTb, MPOCTOPO-
BE MUIC/EHHS, HAaBYaTbCA 6a4nTV TUNOBE Yy HABKOMULLHIM AiACHO-
cTi. KpiM TOro, 3aHATTA MantoBaHHAM QOPMYE eCTETUYHMIA CMaK,
PO3BMBAE TBOPYi 34i6GHOCTI.

Ane cyyacHi YyMOBM BMMaratoTb 3MiH OO0 AUCUMNIHKU «Pucy-
HOK» y CUCTEMI MIAFOTOBKW AN3aMHEPIB, Y 3B'A3KY 3 UMM BMHMKIIA
HeObXIiAHICTb PO3POBUTM HOBI METOAOMOrIYHI MPUHLUMAKM OpraHi-
3alil HaBYasibHOrO MPOLeCy i, 30KpemMa, Ha NMoYaTKOBI CTafil HaB-
YaHHs. [0NoBHO 3adadeto Byae B yMOBaxX CKOPOYEHHS KiNbKOCTI
aKaZeMidYHMX roamH Tak 36anaHcyBaTh akafeMidHi 3aHATTA Ta ca-
MOCTIiHY po6O0TY, W06 Yy MOBHOMY 06CA3i 3a40BOSIbHUTI NOTPEOU
CTYAEHTIB y 3006yTTi hyHAaMeHTalbHMX 3HaHb | BOAHOYAC HaaaTu
MOXJIMBICTb 3aiMaTUCA TBOPYUM EKCMEPUMEHTOM Ta MaTu nep-
CMEeKTMBY 3aCTOCYBaHHSA LLUMPOKOro AianasoHy XyAoXKHiX 3acobiB
06pa30TBOPYOro MUCTELTBA.

Poboya mporpamMa 3 puUcyHKa MoBMHHa BiAMOBiAaTW 3a3Haude-
HVUM BMMOram. Halkpalmm pilleHHAM, Ha Hally AymKky, 6yae Bia-
BECTM aKaAeMIYHI FOAMHN Ha BUBYEHHA DyHAAMEHTANbHNX 3aKO-
HiB 06Pa30TBOPYOr0 MUCTELITBA, @ HAa CaMOCTIMHIA Ta AOMaLLHIi
PO6OTI BUKOHYBaTU 3aBAaHHS 3 TBOPYMMM NOLLIYKaMK, BUKOHYBaTH
BNpaBy Ha PO3BMTOK 0BPA3HOro MUCEHHS, 3aBAaHHs LLIOAO TBOP-
4ol iHTepnpeTaLii 306paXxeHHs. Ane Lo poboTy He MOXKHa MyckaTK
Ha caMOnMnnB, BOHa MOBWHHAa OpraHi3oByBaTUCH | KEPYBATUCL BU-
Knagadem, K1 3060B'A3aHNI CTaBUTK 3aAadi, KOHTPOHOBATH Xif
pPOBOTU, MPOBOAMTMN KOHCYbTaLil.

[Janiy Hawin cTaTTi IPONOHYKOTbCA KOHKPETHI KPOKK ANA npak-
TUYHOI peanisauil JaHoro MeTody HaBdafibHOro npotecy. g vac
akaZeMiYHOl YaCTUHWN ayAUTOPHUX TOAMH Ha NMepLLIOMY KYPCi BUKO-
PUCTOBYETHCHA METOA MaNkOBaHHA 3 HATYpW, e CTYOEHTU 3aCBOO-
FOTb METOAM BUKOHAHHS MaslkoHKa, MoYMHaroum Bi MONepeaHboro
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Ha4epKy i 3aKiHYytO4M 3aBepLLAbHOK CcTagieto. B xodi BUKOHaHHSA
Liel poboTn y nNpoleci 6e3nocepeHbOro 306paXKeHHA CTYAEHTM
3aCBOMOIOTb HEObXiAHI 3HaHHSA, Y HUX (OPMYHOTLCA MOTPIGHI NPO-
(ecCilHi BMiHHSA Ta HaBWYKW, PO3BMBAETHCH 30pOBa MaM'ATb Ta
ysIBa, BiAOYBAETHCA «MOCTAHOBKA OKa».

OCHOBHMM 06'€KTOM BMBYEHHSI PUCYHKY Ha MOMOALLIMX Kypcax
€ HaTIOPMOPTK 3 MPOCTUX HATYPHWUX MOCTAHOBOK MEOMETPUYHMX
TiN Ta npeAMeTIB NOBYTY, AKi AO3BONAOTL CTYAEHTAM NMif Yac npak-
TUYHOT po6OTUN 3006YTU HEOOXiAHWA 3anac TeOPETUYHMX 3HaHb
3 MpaBWA KOHCTPYKTMBHOI Ta MepcnekTMBHOI NobyaoBM Npeame-
TiB, ONaHyBaTW HaBWYKaMM 306parkyBasibHOI rpamMoTh, Chopmy-
BaTW CBIT/IOTIHBOBE MUCTIEHHS. KpiM TOro, Mif, Yac BUKOHAHHS LIMX
3aBfaHb CTyAeHTU 37406yBaloTb HaBUYKM BUKOPUCTAHHS Pi3HUX
XYAOXKHiX 3aco6iB, pO3BMBaOTb CBIill €CTETUYHMIA CMaK Ta TBOPMI
3i6HOCTI.

HaTiopMOpTH NOBMHHI CKNagaTUcsa TakMM YMHOM, o6 3aBAaH-
HS MOCTYMOBO YCKJIa[HOBaUCh BIAMOBIAHO A0 MPUHLMMY CUCTe-
MaTUYHOCTI Ta NOCNIAOBHOCTI HaBYaHHA. Lle 03Ha4vae, Wo KoXxXHe
3aBAaHHA € NPOAOBXEHHAM NMOMNEPEAHbOro Ta, y CBOK Yepry, CTae
OCHOBOO AJ159 BUKOHaHHA HACTYMHOro 3aBAaHHA.

Ha no4aTKOBOMY eTani HaBYaHHS 3 pUCyHKa [Ofs CTYOEHTIB
[M3aliHepiB OCHOBHA yBara NMoBMHHa 6YTK 30CepeapKeHa Ha KOH-
CTPYKTMBHI NOBYAOBI NpeAMETIB NOCTAHOBKM 3 BUPILLEHHAM Mnu-
TaHHS NepcnekTnBM Ta komMnoauuii. CTyaeHTy NoTpiéHO NpuBYa-
TUCA He 3ManboByBaTW 06pUCK MPeAMETIB, a BUNTUCS MUCTTUTH
06'EMHO, 6a4YNTIN Ta PO3YMITN KOHCTPYKLIiO.

AKaZleMiYHUIA KypC MEepLUIoro CEMECTPY CKafaeTbcs i3 3a-
BAaHb 3 MasitoBaHHS HaTHOPMOPTIB 3 MOCTYNOBUM NEPEXOAOM Bif
KOHCTPYKTMBHOIO MasitoHKa reOMETPUYHUX Tin A0 HaTHOPMOPTIB
3 NpeaMeTIB NOBYTYy 3 KOHCTPYKTMBHOKO MOOYAOBOD | TOHANBHNM
MofdentoBaHHAM. Lli 3aBAaHHS MOXKHa po36uTi Ha ABI rpynu: Ha
MaJsTtOHOK HaB4a/lbHOrO HaATFOPMOPTY 3 FEOMETPUYHMX TiN Ta Ma-
JIFOHOK HaBYaflbHOrO HaTIOPMOPTY 3 NpeAMeTIB NobyTy. Y CBOKO
Yyepry KOXHY 3 LiMX Fpymn MoyKHa po3tuTy Ha TpW 3aBAaHHS.

MepLua rpyna:

—  NIHIAHWA KOHCTPYKTUBHWUIA MastOHOK HaTHOPMOPTY 3 reo-
METPUYHUX TiJT;

—  KOHCTPYKTUBHMI MaNOHOK HaTFOPMOPTY 3 FEOMETPUYHMX
TiN 3 YMOBHUM YBEZEHHSAM TOHY;

—  TOHOBWI MaFOHOK HATFOPMOPTY 3 FEOMETPUYHNX TifT;

Hpyra rpyna:

—  NIHIAHUA KOHCTPYKTUBHWUIA MantOHOK HAaTFOPMOPTY 3 Npea-
MeTiB NOOyTY;

—  KOHCTPYKTUBHWI MastOHOK HaTHOPMOPTY 3 NPeAMETIB Mo-
OyTYy 3 YMOBHUM BBELEHHSAM TOHY;

—  TOHOBWIN MatOHOK HaTIOPMOPTY 3 NMpeaMEeTiB NOByTY.
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Ane, 3BaXKatoun Ha Te, LLIO B CyHaCHUX YMOBax vacy, BiiBe[eHO-
rO Ha NPOBEAEHHA NMPAKTUYHUX aKaAEMIYHMX 3aHATb, HEAOCTATHBO
N5 BUKOHAHHA BCiX 3aBAaHb, TO YaCTUHY 3 HMX HEOOXigHO nepe-
HEeCTM Ha CaMOCTIMHe Ta AOMalUHE OnpaLtoBaHHs, OAHOYacHO
3 BUKOHaHHSAM AKUX CTyaeHTW 6yayTb NpautoBaTh Haf 3aBAaHHs-
MW Ha PO3BUTOK TBOPYMX 37iOHOCTEN, 3000yTTS HaBMYOK POBOTH
3 XYAOXHIMW MaTepianamu, 6yayTb BUNTUCS BUKOHYBATU Ha4epKu
Ta 3aManiboBKK. Bcsa po6oTa MOBMHHA MPOBOAMTMCS Mi MUABHUM
KOHTPOMEM BUWKI1aZada, HaBiTb TOAi KO/IM BOHA NPOBOAUTLCS Mo3a
MexXamu ayamnTopil.

MNepwi HaBYasAbHi HAaTKOPMOPTK CKIa4akoTbCH 3 MNCOBUX reo-
MEeTpMYHuX TiN. Taki HaBYasbHIi NOCTAHOBKMN € 6a30BUMM Y BUBYEH-
Hi KypCy HaTrOPMOPTY, OCKiflbK1 B OCHOBI 6yA0BK CKNagHUX (hopM
3HaxoA4ATbCA CMOMYYEHHS MPOCTUX FrEOMETPUYHMX Tin. KpiM Toro
BEJIMKOKO MepPEeBarord BUKOPUCTAHHS TiNCOBMX MOAENEN Ha novaT-
KOBIM CTafil HaBYaHHA € 1X OOHOTOHHICTb, LLIO 3HAYHO MOJSerye
CMPUAHATTA rpafauii CBITNOTIHI Ha NOBepPXxHi. MantoBaHHA Takmx
HaTHOPMOPTIB Aa€ CTyAEHTaM MOXIIVBICTb BUBYMTU MEPCNEKTUBY
Ta pO3MOAiN CBITNOTIHI Ha OKPYrMX i OrpaHeHnx GopmMax. 3aCBOEH-
Hs1 MpaBu/ 306paxkeHHs MPOCTUX FTEOMETPUYHMX TiN JO3BONSE CTY-
JleHTaM nepenTy 00 306paKeHHs CKNaAHILLNX GOPM Ta BUKOHAHHS
X CBIT/IOTIHBOBOIrO MOAENHOBAHHS.

Hannepwnm 3aBAaHHAM € JIHIMHWA KOHCTPYKTUBHWV MaJIKOHOK
HaTIOPMOPTY 3 FEOMETPUYHMX Tisl. KOHCTPYKTUBHUI MasItOHOK — Lie
OCHOBa MaJltoHKa, WO YHA0YHIOE TAyMadeHHs o6'eMHOI 6yaoBK
NpeaMeTIiB HaTHOPMOPTY. [0NOBHOK 3afadyerd KOHCTPYKTUMBHOMO
MastoHKa € 306paXkeHHa 06'eMHOl hopMK NpeaMeTa y NpoCcTopi
3 BMKOPUCTaHHAM MeToay NPAMOI NePCneKTUBH, e BCi NapanesbHi
NiHIT, WO AAyTb Y FAMBUHY, CXOAATLCS B OAHIN ToYli Ha NiHil ropu-
30HTY, Ta BCi MpeaMeTV 3 BigAaneHHsaM Yy rMMOuHy 3MeHLLIYTbCA
B pO3Mipi. KOHCTpyKTMBHa NO6yA0Ba BUKOHYETHCS 3a AOMNOMOIOH
NiHIM Ta fae 306paXkeHHs NpeaMETIB Y BUrMAi NpO30pyMx KapKacis.

dopMa MantoHKa — Lie 306pakeHHs!, BUKOHaHe Ha MoLLmHi. Ane
nisHaBaHWM CBIT — He MJIOLLMHA, a TPUBUMIPHMIA NPOCTIp. Bei npea-
METU LbOro CBITY TPUBMMIPHI, BOHM O6'€MHI, AK i cam CBIiT. MeTa
pUCyHKa — nepegatv y ABOBUMIPHOMY MPOCTOPI MIOWMHN TPpUBK-
MipHWIA 06'eM. B OCHOBI HaBYaHHSA MatoHKY CTOITb 3aBAaHHS po3-
BUTKY Y CTyAeHTa 30aTHOCTI MUCAUTI 06'eMaMn y MPOCTOPI | 6a4n-
TN CKNafHICTb CBITY Yepes npocTi noHATTa (Kpamopos, 2005, ¢. 5).

Mepli 3aBAa@HHSA BMKOHYHOTbCS 6€3 BMKOPUCTaHHS TOHY — A0
yBarn 6epeTbcst TiNbKM KOHCTPYKTMBHA MobynoBa 3 BUKOPUCTaH-
HAM JIHIMHOI NepcnekTMBK. NS Uboro MakCcumanbHO BUKOPUCTO-
BYOTbCA rpadivHi MOXAMBOCTI NiHil, O AO3BONSAOTb BUKOHYBATH
4iTKy No6ya0BY Ta CTBOPHOBATM ifHO3it0 MPOCTOPY.

Besniy niHii nobynoBu cnaiTaloTbCa B €ANHNIA KUAUM; LLIoNpaB-
0a, Len KNIMM Mae iCTOTHUM HeJONIK — MOHOTOHHICTb, O4HOMAaHIT-
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HiCTb. Lle BUKIMKaHEe TUM, LLIO Mif Yac MantoBaHHA NpeaMeTy B Mpo-
CTOpPI apKyLly 3a AOMOMOrOK fliHil, CTBOPHOKOYN TPETIM BUMIP, MU
He BpaxoByBau, LLO i caMa JiHiA 3HaxXOAUTbCH B LibOMY MPOCTOPI.
B Mipy BigaaneHHs Bif HAc y rMONHY KapTUHHOI MAOLLMHN, TO6TO
MAOLLMHW apKyLLy, NiHIA CTae MeHLI akTMBHOK Ta TOHLIOK — Ue
«e(eKT TyMaHy». BMKOPUCTOBYHOYUM Takmin edeKT MOKMN O TiTbKM
[0 NiHIT, MM BXe Ha Ui cTail pucyHKa OTPMMaEMO CTaH NOBITPSAHOI
NepcneKTUBK, NiHINHUIA MatOHOK Habyae rambuHn. JTiHil nepworo
nnaHy MastoHKy, B Mipy HabMXeHHsT 1O BaC NMOCUAKOOTLCS ONiB-
LeM, a niHil Apyroro njaaHy MantoHka, B Mipy BiAafleHHA nocsa-
6ntoTbes rymkoto (Kpamopos, 2005, ¢. 18).

HacTynHUM 3aBAaHHA € KOHCTPYKTUBHWUA MasltOHOK HaTrOpPMOp-
TY 3 FTEOMETPUYHUX TisT 3 YMOBHUM YBELJeHHSIM TOHY. Ha nepLiomy
eTani B TakMX 3aBAaHHAX BUKOHYETbCA MiHIHA KOHCTPYKTUBHA
nobynoBa NpeaMETIB MOCTAHOBKM Ta 300paXkytoTbCs NiHIEID MeXi
TiHeM BIaCHMX Ta TIHeN, WO NaAatoTb; MOKa3yrTbCs MeXi MiBTIHI Ha
Tinax ob6epTaHHs.

Ha gpyromy etani nerkumM TOHOM MO3HA4YarOTbCH TiHi BNacHi
Ta TiHi, 9Ki NagatoTb, 3HAaXOAATLCS TOHAsbHI BiJHOLWIEHHS B TIHAX.
MoTpi6HO BpaxoByBaTy Te, LLO NOBITPS HE € aBCOSOTHO NMPO30POHD
cy6CTaHLieto | ToMy 3i 36iMblUEHHAM BiACTaHi Bi cnocTepirava pis-
HULSA MDK TOHOM TIHEN Ta OCBITIEHUMUW MICUAMU 3MEHLLYETHCA.

AKLWO 0B6'EKT pO3MiLLIeHMIM 6aMKYe OO0 O4elt crnocTepiraya, To
npoMeHi cBiTna (Ti, Wo BiAdVBatO4NCh BiJ NpeaMeTa, NoTpanistoTh
B OKO criocTepirada) 6yayTb MPOXOAWUTA Yepes MEeHLIWIA wap aT-
Mocdepyr Ta MeHLLa KiflbKiCTb 3 HUX 6yae MaTu LWaHC BigXMaMTuca
BiZl IXHbOIO KypCY B pe3ynbTaTi 3iTKHEHHA 3 YaCTUHKaAMW MOBITPS
Ta MOBITPSHOrO 3abpyAHeHHs. Pe3ynbTaToM pPO3MilleHHs 06'eK-
Ta 6nMKYe 40 o4veit cnocTepirada 6yae sicHille, iIHTEHCKBHILLE Ta
fICKpaBille 306paXkeHHsA BUAUMMOro o6'ekTa. 3i 36ibLUEHHSM AunC-
TaHUil'y pesynbTaTi aTMochepHOro ethekTy 306paXkeHHss BUAMMOro
o6'ekTa 6y1e MeHLL ACHUM, MeHLL IHTEHCUBHWUM Ta MeHLL CKpPaBnUM
(Gill, 1991, ¢. 27).

LLlo6 nepenaTv BigYyTTA MOBITPSIHOI MePCNeKTUBM Ta CTBOPW-
TW iNKO3it0 FIMBMHN MPOCTOPY, 3aCTOCOBYHOTHCA YMOBHI MPUAOMM
B MaJltOBaHHI, ki BUKOPWUCTOBYIOTBCS Mif YaCc CTBOPEHHS 306pa-
KeHHsA. [Ana uboro TiHi Ha nepeAHbOMY MAaHi 306paykytoTbCs
TEMHILWWMMK, HDX Ha 3aA4HbOMY. TiHi, WO NafaroTb, NMOKa3YyTbCA
TEMHILLMMW, HiXK BNaCcHIi; TakoX NOCNabAeTbCS TOH Liel TiHi npo-
NOpUiMHO 3 BigAaneHHs M Bif 06'eKTa, AKMii CTBOPHOE TiHb. Mexa
CBITNOTiHI 306paXyeTbCs TEMHILLIOH, Hi>XK CaMa TiHb, 3aBASKM YOMY
TiHb HabyBae 03Hak pediekcy. 3BepTaeMO yBary Ha Te, Lo Mexa
CBIT/IOTIHI Ta Nepexoan MixK CBIT/IOM Ta HaMiBTIHHIO Ha OrpaHeHux
Tinax >XOpCTKi, a Ha Tinlax obepTaHHa — M'AKi. KpiM Toro, mexa CBiT-
NOTIHI Ha Kyni Mae NNaHoBICTb | TEMHilLa 611KYe 10 CepeanHn Ta
CBiTNiWae 6nmx4e Ao KpaiB.
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306pa)keHHss HaniBTiHI CBITAILWMM TOHOM, aHiXX TOH TiHi, Jae
MOXJIMBICTb OTPUMATU ABa KOMMOHEHTW CBITNOTIHI, AKi 3HaxXo-
OATbCS B OCBITNIEHMX MicLax Mogeni. IMiBTiHb Ha Tinax o6epTaHHs
306paXkyeTbCsl 3 MOCTYNOBMM MEPEXOAOM Bifi TEMHILLIOMO TOHY
6ins TiHi Ta 4O CBITANILIONO TOHY — YMM Aani BiaAanseTbes Big Mexi
CBIT/IOTiHI. Ha orpaHeHmnx Tinax oCBITNEHI MOBEPXHi 306paXyoTbCA
CBITNILLMMM BANXKYE A0 MEXKi CBITNOTIHI | TEMHILLMMUK — 3 Bigdanex-
HsIM Bifl Hel. BaxknnBo, o6 TOHK TiHi, NiBTiHI Ta CBiT/a He NOBTOptO-
Basiv OOMH OAHOrO.

BMKOHYrOUM TOHanNbHE OnpauroBaHHS MaslkoHKa, nam'aTaemo,
LLIO B LibOMY 3aBAaHHi rOfIOBHOLO € MiHIMHO-KOHCTPYKTMBHA NO6YA0-
Ba, @ YMOBHW TOH € JOMOBHEHHSM /151 CTBOPEHHSI 6iNbLLOI 06'€M-
HOCTI Ta HAaO4YHOCTI 306paXkeHHs. TOH CTBOPHOETbLCA 6e3 NPAMOro
OpieHTYBaHHA Ha HaTypy, B pO6OTi CTyAEeHT BMKOPUCTOBYE paHille
OTPUMaHi TEOPETUYHI 3HAHHA NPO 3aKOHW PO3MOAINY CBITNOTIHI Ha
noBepxHi NpeAMeTIB, a HaTypa BMKOPUCTOBYETHCA TiNlbKW B AKO-
CTi OOBIAKM ANA YTOYHIOBAHHA MiCLiepo3TallyBaHHS KOMMOHEHTIB
CBITNOTIHI. MNpautoroun Hag UMM eTanoMm, BaxkIMBO 0B0B'A3KOBO
BMKOHYBaTV 3a3HayveHi BUMOIv Ta He 3MaibOBYBaTW 6e3yMHO BCi
TOHOBI MAAMM, AKi MOXHa NOBGAYNUTU B HATYPI, HE BUPILLYHOYM NpK
LiIbOMY MPOCTOPOBKMX 3a7a4 Ta HE BUTPUMYHOUM MPOMOPLIAHOIO TO-
Ha/TIbHOIrO CTaHy HaTypu.

Micna BUKOHaAHHS Apyroro etany po6oTa Haf KOHCTPYKTMBHUM
MaJTFOHKOM HaTHOPMOPTY 3 FEOMETPUYHMX Tifl 3 YMOBHUM BBeAEH-
HAM TOHY 3aKiH4yeTbes. Llen B1A 3aBAaHHA MOXKHa BBaXaTu Mpo-
MDKHUM €TarnoM nepes onaHyBaHHAM TOHOBOIO MaslloHKa HaTrop-
MOPTY 3 FEOMETPUYHUX TIJl.

MpoTe MeToAMKa pO6OTU Ha TOHOBMM MasiFOHKOM HaTHOPMOp-
TY 3 TEOMETPUYHUX TiN'y Uit CTATTi HE PO3TNIAAAETHCH, OCKISIbKK He
€ LiNo JoCNigKeHHs. 3aBaaHHsA BUKOHYETbCS MOAIBHO A0 TaKmMx
XK€ 3aBaHb B IHLWIMX Hanpsamax MigroToBKW B ranysi Mucteutsa.
Y 3B'A3KYy 3 TWM, WO icHye 6e37i4 npodecinHol Nnitepatypun 3 Liel
TeMU, NPOMNOHYETLCSA TiNbKM NPUBIN3HIUIA MOPSA0K POBOTH!:

— KOHCTPYKTVBHa nobyaoBa NpeaMeTiB HaTFHOPMOPTY 3 Bpa-
XYBaHHAM X MPOCTOPOBOIO MONOXEHHS;

— CBIT/IOTIHbOBE MOJENOBaHHA BENNKOI (hopMKN NpeaMETIB
Ta BCTAHOB/IEHHSI OCHOBHWX TOHaIbHNX B3aEMO3B'A3KIB;

— JeTanbHe onpautoBaHHA GOPM TOHOM,;

— eTan y3arajbHeHHsl po6oTK Ha MatOHKOM.

LInm 3aBA@HHSAM 3aKiHYYyETbCA pO60Ta HaA NEePLLOHD FPYNOKO Ha-
TIOPMOPTIB akaZleMiYHOro Kypcy, Micnsg 4oro noYMHaeTbCa HOBUIA
eTan poboTu, NOB'A3aHMUI 3 MaNOBaHHAM HaBYaIbHWUX HATFOPMOP-
TiB 3 npeamMeTiB No6yTy. Mg Yac poboTW Hag HaTHOpMOopTaMK el
rpynu Big6yBaTUMETLCSA 3aKpinieHHa OTPUMaHWX paHille 3HaHb
3 BMBYEHHS KOHCTPYKTMBHOI 6y10BM hOpM NpeaMETIB Ta Mofento-
BaHHS GopMu 3acobamm CBITNOTIHI. KpiM Toro, 6yayTb BUpillyBa-
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TMCSA HOBI 3aAadi 3 KOHCTPYKTMBHOI NMobyaoBn hopMu CKNagHnx
06'eKTIB Ta TOHANbHOrO MOAENOBAHHS MpedMEeTIB HaTIOPMOPTY,
AKI MatoTb PI3HUI KOJIIP, TOH, MaTepiabHICTb.

MpakTU4yHO BCi NpeaMeTn NobyTy AOBKOMA HAC Yy CBOIN KOH-
CTPYKLUII CKNnafakTbCs 3 MPOCTUX FEOMETPUYHKUX Tin abo ixX crno-
Jly4eHb. 3HaHHSA LbOro Aae MOXJIMBICTb 3PO3YMITU NEPCNEKTUBHI
CKOPOYEHHA HaTypu Ta il 06'eMHy 6yAOBY, AONOMarae y ToHalbHO-
My MOAENOBAHHI CKNaaHWX NPeaAMETIB, 3HAaXOAXKEHHI NPaBUNbHNX
TOHaNbHNX B3aEMO3B'A3KIB, Nepefadi MaTepiasibHOCTI Ta PiLleHHI
IHLIMX 3a4au.

Mepwmnm 3aBAaHHSAM Y Lt rpyni HaTFOPMOPTIB ByayTb ABa TUAK
3aBAaHb: NiHIMHUIA KOHCTPYKTUBHUIA PUCYHOK HaTHOPMOPTY | KOH-
CTPYKTUBHWIA PUCYHOK HaTHOPMOPTY 3 YMOBHUM BBELAEHHSAM TOHY.
JIiHIHWY KOHCTPYKTUBHWI MasIFOHOK HaTKOPMOPTY 3 NPEAMETIB Mo~
6yTy BUKOHYETbCS 6€3 3aCTOCYBaHHSA TOHY MOAIOGHO A0 KOHCTPYK-
TVBHOMO JIIHINHOrO MaJstoHKY HaTFOPMOPTY 3 FEOMETPUYHUX Tifl.
OCHOBHe 3aBflaHHs — L nepefada o6'eMiB y NPOCTOPI 3a A0MO-
MOFOHO KOHCTPYKLiT Ta MepCcneKTnBM, 306paxKeHHst MpeaMeTiB no-
CTaHOBKW Yy BUMNALI MPO30PUX KapKacis. TiNbKW B LbOMY BUMNALKY
nepej CTyleHTaMu CTOITb CK1afHilla 3agada 3 NobyaoBK 06'eMIB
NpeAMETIB, AKi Y CBOIN KOHCTPYKLII CKnafatoTbes 3 Habopy npo-
CTUX FEOMETPUYHUX TiJTY PI3HUX CMOMYYEHHSX.

HacTynHe 3aBAaHHA — KOHCTPYKTUBHWI MaJIFOHOK HaTFOPMOPTY
3 npegmeTiB nobyTy 3 YMOBHUM YyBEAEHHSIM TOHY. B HaBYanbHWX
MaJsItoHKax Takoro TUMy nMpeaMeTy B HAaTFOPMOPTI PO3rIAaaatoThb-
€S 9K TakKi, o He MatoTb 3abapBieHHs], TOMY 3afadeto 3aBAaHHS
€ nobyayeaTth 06'eMn NpeaMETIB Y NPOCTOPI 3@ AONOMOTOHO JliHii Ta
YMOBHOIO OCBIT/IEHHS.

Ha nepwoMy eTani BWKOHYETbCHA MiHINHWA KOHCTPYKTUBHUNA
PUCYHOK MpeaMETIB MOCTaHOBKM i3 306paXKeHHAM KOHTYpPIB TiHe
BNACHWX Ta TiHeW, Wo nagatoTe. Jpyrunii eTan BUKOHYETbCS NOAI6-
HO A0 @HaNoriYHOro 3aBAaHHA 3 reOMETPUYHUMM Tinamu, ane npu
LbOMY He 6epeTbCs 10 yBarv NoKanbHWIA TOH Ta KONip NpeaMeTiB
MOCTaHOBKM.

MMicna 3aicCHeHHs Apyroro etany po6oTa Haj 3aBAaHHSM 3 BW-
KOHaHHS KOHCTPYKTMBHOIO MatoHKY HaTHOPMOPTY 3 NpeaMETIB
No6YTY 3 YMOBHWM YBEEHHSIM TOHY 3aKiH4YyeTbCs.

Lito poboTy MOXHa poarnsaaTv sk etan y poboTi Hag HacTyn-
HUM 3aBAaHHAM 3 BUKOHAHHSA TOHOBOIO PUCYHKY HaTrOPMOPTY
3 npegmeTiB no6yTy. Lle OCHOBHe 3aBAaHHA B MOYaTKOBOMY Hag-
YaHHi, B AKOMY CTy[eHT 3A00yBae dyHAaMeHTanbHi 3HaHHS pea-
NICTUYHOI 306paykyBanbHOI rpamMoTw. [ig Yac uiel poboTn y4eHb
3aCBOKOE 3aKOHM CBIT/NOTIHLOBOI rpajalil o6'eMHoOlI Gopmu Ta
3006yBae BMIiHHA 1 306pakyBaTh, BUMTLCA 3HAXOAUTM MPOMOpP-
LiHI TOHOBI BiAHOLLEHHS MiX rpafaLisgMm CBITNOTIHI Ha 06'€MHNX
hopmMax Ta MK JIoKalbHMM TOHOM OKpPEMUX MPeaMETIB HaTypHOI
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MOCTaHOBKMW, OMNaHOBYE HaBUYKaMM BOMOLIHHA JIHIEID Ta LUTPUXOM
Yy TOHa/IbHOMY MaJslkoHKY Ta Hayepky. [1if 4ac BUKOHaHHS Takol po-
60TN CTYAEHT HaBYaAETbCS YMiIHHIO 6a4YnTW, TOOBTO BiAGYBaeTbCA
«MOCTaHOBKA OKa».

MpodeciliHe MOHATTA «MOCTAHOBKA OKay, «LjiflbHE GaYeHHs»,
«YMIHHA 6a4nTN» O3HaYae OfHe i Te X, a caMe: 6a4nTN TOHW Npea-
METIB Y 3arasibHOMY NiANOPALKYBaHHI Ta He HamMaraTucs Konitosa-
TU KOXHWIA MPeaMET OKPeMO. FAKLLO CTYAEHT HaBUMTBCA LUMPOKO
OVBUTUCA | Ha HaTYpY, | HA MankoOHOK, He BNMPAaKOYNCh 30POM NnLLe
B OOMH MpedMeT, a OLIHIOBAaTK BCHO HATypy Ta MastoHOK B LiNIOMY,
3 LUbOro MOMEHTY BiH NOYMHAE NPaLroBaTh SK NPOMECINHMI Xy O0X-
Huk (bena, 1981, c. 46).

MoyaToK po6oTW Haf HaBYalbHUM HATHOPMOPTOM BeAEeTbCS
TaK, 9K 6yN0 PO3rAsSHYTO B OMUCI MamkOBaHHS KOHCTPYKTUBHOIO
HaTIOPMOPTY 3 NpeaMETIB MOOYTY 3 YaCTKOBWMM YBEAEHHAM TOHY.
[icna UbOro Ha HaCTynMHOMY eTani BUKOHYETbCA TOHaNbHE MOe-
TFOBaHHA HATFOPMOPTY METOLOM TOHa/IbHMX BIAHOLIEHD.

[etanbHo po3rnagati npouec poboTv Hal TakKMM HaTHOPMOp-
TOM HE € Li/UTH0 HALWIOro AOCHIIXKEHHA. 3 LbOro nuTaHHA MOXKHa
3HaNTW AOCTATHIO KiNbKiCTb GaxoBol Nnitepatypu. Ane nifg vac ca-
MOCTIIHOI Ta JOMALLUHbOI POHBOTUN Y BUKOHAHHI TakMX 3aBAaHb KPiM
rpadiTHOro ONiBUSA HEOOXIAHO 3aCTOCOBYBATU IHLUI XyOOXHI MaTe-
piann, BYMTUCH BMKOHYBaTW TBOPYY iHTEPNpETaLito 306paXkeHHs
HaTOPMOPTY, BUKOHYBATW BNpaBW Ha PO3BUTOK TBOPYOI YABK, MUC-
NEHHS1, PO3BUTOK 3[i6HOCTEN, HEOOXiAHMX ANA NpodeciiHOl po6oTH
In3aiiHepa. Peanisauis Umx 3aBfaHb Aae HEOOMEXEHI MOXK/IMBOCTI
Y BUKOPWCTaHHI Pi3HMX Xy[0XHiX 3aCO6iB BiAMOBIAHO A0 3a4yMy Ta
nocTtasneHol 3agavi. MoxHa nuLue OpieHTOBHO 3amnporoHyBaTu BU-
KOHaHHS OesKMX BUAIB TBOPYOI AiANIbHOCTI, AKi MOBUMHHI MaTW NneB-
Hy cneundiky, NOB'A3aHy 3 HaBYa/IbHUM HaAMPSAMKOM KOHKPETHOI
OM3anHepcbKol cnedianisau:

— 3aB[aHHA LOAO CTBOPEHHS 3 yABM abo 3 3aNpONOHOBaHMX
Mogenen KoMno3suLil HaTFOPMOPTY;

— 3aBAaHHS 3 ManNtoBaHHS HAaTIOPMOPTY 3 NaM'aTi;

— CTBOPEHHHA KOHCTPYKTMBHOIO 306paXKeHHst 06'€MHOI KOM-
MO3ULIT 3 FEOMETPUYHUX Tifl 3 BPI3AHHAM OAHUX NPEAMETIB Y iHLLi;

— TBOpYa iHTepnpeTaLis, CTUNi3aLis abo AekopaTMBHa TpaH-
cthopmauis (Hanpuknag, [AeKOpaTUBHO-MIOWIMHHE CTUi30BaHe
306paXkeHHs) nonepeaHbO HamManbOBaHOro abo HOBOMO HaThOP-
MOPTY;

—  BUWKOHAHHS HATKOPMOPTY 3 BUKOPUCTAHHAM Pi3HKUX rpadiy-
HMX MaTepianis (TyL, Nepo, NeH3eNb, M'AKi MaTepianu: Byrinns, cax-
riHa, nacTesb TOLLO), BUKOPUCTaHHS KONbopy B rpadidHiin poboTi;

— BWKOHAHHA Ha4yepkiB Ta 3amMasibOBOK i3 BMKOPUCTaAHHAM
PI3HMX TEXHIK Ta MaTepianis.
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CTunizadig y MUCTeLTBI — Lie NpoLeC HafaHHA TBOPYOMY TBOPY
pUC IHWOro cTuto. B 06pa3oTBOpPYOMY MUCTELTBI 3a [OMOMOroH0
[laHOro NpuitoMy NpeamMeTn abo dirypu 3HaxoaAaTb YMOBHI hopmMu.
B pamkax Kypcy akaZeMiyHOro mManroHka Ana amMsanHepis npoBo-
OATHCHA BNPaBK K 3 ayaAUTOPHMMM MOCTAaHOBKaMMU, Tak i 3 Mpupos-
HVMW POCITUHHUMM | TBAPUHHUMUN (hOPMaMMK, 3 NEN3aXKHNUMMN MOTH-
BaMu. [pn LUbOMY B Xifl ile aKTUBHE BUKOPUCTAHHS y3arasbHeHHS,
rpacdiyHol hakTypu, KOHTYpPY, MoLLyK cunyeTy (AnneBa & Cy660TUHa,
2018, c. 48).

[na y3ropxeHHa akaZeMiyHOol, CaMOCTIMHOI Ta AOMALUHbOI PO-
60TK € CEHC CTBOPUTW OPIEHTOBHY TabNMLIO-Mporpamy 3 AUCLM-
nAiHW «PrcyHOK» ANA NEPLIOr0 CEMECTPY, B SKil 6yayTb CUCTEMHO

ob6'efHaHHI BCi BMAM 3aBAaHb.

O6'eHaHa Tabmys 3aBAaHb 3 AUCLMAIIHN «PUCYHOK»
Y MEPLLOMY CEMeCTPI MiAroTOBKM An3anHepiB

Ne 3aB-
NaHHsa

AKageMivHi ayauTopHI
3aHATTA

CaMOCTINHI ayaAUTOpPHI
3aHATTS

[omaluHs po6oTa

JTIHINHWI KOHCTPYK-
TUBHUI MantOHOK
HaTIOPMOPTY 3 reome-

CTBOpPEHHS KOHCTPYK-
TVUBHOMO 306pakeHHs
06'eMHOI KOMMO3nLT

3aBaaHHA Woao
CTBOPEHHS 3 ysiBK abo
i3 3aNpONOHOBaHMX

TPUYHUX TiN 3 FeOMETPUYHUX TiN Moaenen KoOMNosnLil
3 BPi3aHHAM OAHMX HaTHOPMOPTY
NpeaMETIB Y IHLLUi

KOHCTPYKTVBHMI JNiHIAHWA KOHCTPYK- 3aBjaHHs 3manto-

MasIOHOK HaTHOPMOp-

TUBHUIA MantOHOK

BaHHS HaTFOPMOPTY

cTunisoBaHe 306pa-
YKEeHHS) nonepeaHbo
HamasnboBaHOro abo
HOBOIO HaTHOPMOPTY

2 Ty 3 FeEOMETPUYHWX TiN | HATFOPMOPTY 3 Npea- | 3 naM'aTi
3 YMOBHVM BBe[EH- METIB NO6yTy
HAM TOHY
KOHCTPYKTUBHWUIA Ma- | TOHOBMI MasTFOHOK BrKoOHaHHSA Ha4epkiB
NFOHOK HaTIOPMOPTY | HAaTFOPMOPTY 3 reoMe- | Ta 3amManbOBOK 3 BU-
3 3 MpeAMETIB NOGYTY i3 | TPUYHUX TiN KOPUCTaHHSAM PIi3HUX
YMOBHUM YBEAEHHAM TeXHIK Ta MaTepianis
TOHY
TOHOBWI MaNKOHOK TBOpYa iHTepnpeTalis, | BUKoHaHHSA HaTrop-
HaTIOPMOPTY 3 MpeA- | CTuNi3aLis abo AeKO- | MOPTY 3 BUKOPWCTaH-
MeTiB NobyTy paTuBHa nepepobka HAM Pi3HWX rpadidHmX
(Hanpuknag, fAexko- MaTepianis (Tyu,
4 PaTUBHO-M/OLLMHHE nepo, NeH3enb, M'siKi

mMarepianu: Byrinns,
CaHriHa, nacTenb
TOLL|O), BUKOPUCTaHHS
KONbOPY Y rpadivHiii
pPO6OTI

3aBAaHHsA akaAeMiYHOT FPynu BUKOHYIOTBCS Ha BinomMy apKyLi
nanepy 3a AoMoMoroto rpadiTHoro onieus. CamMocTiiHa Ta AoMall-
HS POOOTU BUKOHYHOTHCS 3 BUKOPWUCTAHHAM PISHOMAHITHUX 30-
BparkyBanbHMX Xy[OXHIX MaTepianiB Ta i3 3aCTOCYBaHHAM PIi3HKUX
OCHOB, MPUAATHUX AN MaIkOBaHHS, Y 3a5eXHOCTI Bi4 3ajady Ta
TBOPYOro 3aymy.
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HaykoBa
HOBU3Ha Ta
npakTHYyHa

3HAYMMICTb
LBOCHI1)KEeHHS

BucHoBKM .ﬂ

3anponoHoBaHa nporpamMa f03Bosse o6'egHaTN B HaBYasIbHO-
My MPOLIEC Pi3Hi BUAM PUCYHKA — akaAeMiYHOro, aKuin 6asyeTbcs
Ha MankOBaHHI 3 HAaTypW HaBYalbHNX HATKOPMOPTIB | HAZlae OCHOB-
Hi 6a30Bi 3HaHHS 3 06pa30TBOPYOro MUCTELITBA, Ta TBOPYOro abo
[IEKOPaTMBHOIO PUCYHKa, SIKMIM PO3BMBaE TBOPYi 3AiOHOCTI, AaE Ha-
BMYKM POBOTM 3 PIBHOMaHITHUMU XYAOXKHIMW MaTepianamu. Akane-
MiYHI | TBOPYI 3aBAaHHS NPOBOOATLCS MPaKTUYHO B OAMH | TOWN XKe
nepiof 4acy, JONOBHIOKYM OAMH OOHOTO, ane He 3aBaXkatoum BUKO-
HaHHIO KOHKPETHMX CneumndidHmx HaBYaabHMUX abo TBOPUMX 3aaad,
AKI NPUCYTHI Y PI3HUX po34inax HaBYanbHOI Ais/IbHOCTI.

OpraHisauia HaB4YanbHOro Npouecy 3 AUCUMMIIHKU «PUCYHOK» Ha
NMo4YaTKOBOMY KypCi 3 NMPOBEAEHHSAM akaAeMIYHNX 3aHATb, 30cepe-
[DKEHMX Ha 3aCBOEHHI (hyHAAMeHTaNbHUX 3HaHb 06Pa30TBOPYOro
MUCTELTBA, 1 caMOCTIHOT Ta AOMALLHBbOI PO60TK 3 TBOPUYMM CMpsi-
MyBaHHAM, MOBMHHA 3ab6e3meyunT BCEGiYHY MiArOTOBKY CTyAeH-
Ta-an3aiHepa. Taknii Nigxig cnpuatnume 3go6yTTHo HUM nNpodecii-
HVX YMiHb | HABMYOK, PO3BUTKY TBOPYMX 3QIBHOCTEN, HEOOXiAHNX
y HaB4YaHHi Ta po6oTi. CaMocTilMHa Ta AgoMallHA poboTa 060B'A3-
KOBO OPraHi3oBYETbCA Ta BUKOHYETHCA Mif HarnAa40M BUKNagaya.

Po3pobka poboyol nporpamMu 3 AvcumniiHn «PrucyHok» 3 Bpa-
XyBaHHSIM BUCHOBKIB AAHOrO AOCHIAXEHHS MOBUHHA MiABULLMTM
eeKTUBHICTb BUKIaAaHHS nNpeaMeTy. Y pesynbTaTi Il 3acTocyBaH-
HS1 MPOrHO3YETbCA MiABMULLEHHA SKOCTI NPOMECINHOI NiArOTOBKM
CTYLEHTIB-AM3aNHePIB Ha MOYaTKOBOMY eTarni HaB4YaHH4.

B OaHOMy OOCNIIKEHHI pO3rnafanoca MUTaHHA BU3HAYEHHA
cneundikn HaBYanbHOro MaskoHKa B yMoBax peopMyBaHHS OCBI-
1. OCO6MMBOCTI BUKNaAaHHS NpeaMeTy «PUCYHOK» Ha MOYaTKOBIN
cTagil NiAroToBKM CTYAEHTIB-AN3aNHEPIB 3aCBIAYYHOTh, WO akaje-
MIYHUIA MatOHOK 3aNLLIAETbCA OCHOBOK XYAOXHbOI OCBITU Ta
npodecinHoi NiaroToBKM. HaB4YanbHa AncUMAAiHA € OOHMM 3 Hai-
KpaLLx 3aco6iB BUBYEHHSA HABKOMMLLHBOI AIMCHOCTI Ta CNoco6iB i
306parkeHHs Ha MIOLLIMHI, BOHA € HE3aMiHHUM IHCTPYMEHTOM 6e3-
nocepeaHbOro BifOOPaXkeHHs iAel Ta BiAYYyTTIB CTyAeHTa Ta 3Ha-
pPAAAsM peanizalii 0cobucToro 3aaymy.

OJlHOYaCHO CTaH CUCTEMM OCBITU B Cy4aCHMX YMOBaX, AKa 3Ha-
XOANTbCS B cTafdil TpaHchopMalil, BMMarae 3HaxogmTn HOBI pi-
LEHHS B opraHisauil niagroToBKM AM3aHePIB Ta CTBOPEHHS HOBOI
HayKOBO OOI'pPYHTOBaAHOI HaBYabHO-METOAMYHOI cucTeMu npode-
CIIHO-XyJO>KHbOI NMIArOTOBKK. Y 3B'A3KY 3 LM nepea ANCLUMMAIHO
«PUCYHOK» B yMOBaX 3MEHLUIEHHA KiNbKOCTI akaAeMIiYHUX roauH
i 3GiNbLUEHHI yBarn 4o CaMOCTIMHOI po60TW CTYAEHTIB CTOITb Anne-
Ma — K aTun 6a30Bi 3HaHHA 3 AUCLUMMAIHM Ta NPK LiIbOMY He 3pobun-
TV akaJeMIYHNA MasItoHOK BiZlipBaHWM Bif crnelianisauil AnsanHe-
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pa, Ta AK Jatu CTYAEHTY MeBHUIM MOLITOBX O TBOPYOI AiANbHOCTI
i GaXkaHHS 3aiMaTUCSt TBOPYUM EKCNEPUMEHTOM Y HaBYaHHI.

Y cTatTi OOCNIIKYETLCA MUTAHHA OpraHisalil HaB4YanbHOro
npouecy Ta CTBOPEHHSA Mporpamun 3 UCUUMIIHU «PUCYHOK», SKi
BiANOBiganM 6 BUMOramM Cy4acHOro CTaHy. [1pOnoHyeTbCA ckaac-
TV NPOrpamy TaknM YMHOM, LLOG CTYAEHT Mir HABYUTUCS HE TiNbKK
BiATBOPOBaTM (GOPMY 3 HATYpW, ane i BMiTM TBOPYO il NepeTBopu-
TW, 3HaXO4AYN KOHCTPYKTUBHI, N1aCTUYHI, 4EKOPATUBHI, MaTepiab-
Hi AKOCTI, HABYMTUCS, KPIM HalbIiNbLLl BUKOPUCTOBYBAHOIO iHCTPY-
MEHTY 306paXkeHHs B HaBYasbHil AisnbHOCTI rpadiTHOro onisus,
YMIIo BUKOPUCTOBYBATY i iHLLI rpadidHi 3acobu (TyL, hiomacTep,
nepo, NeHsesb, M'AKi MaTepianu, KoJIbOPOBI OJ1iBL, akBapesib, ryaiu
TOLO).

OTKe, B pesynbTaTi aHanidy 0CobMBOCTEN BUKIaAaHHS ANCLM-
MAIHW «PUCYHOK», MOXKHa MiACYMYBaTH, LLO PUCYHOK, AK 3aBXAM,
€ OCHOBO XY[IOXKHbOI OCBITW Ta €CTETUYHOrO PO3BUTKY Y CUCTE-
Mi NiArOTOBKM CTYAEHTIB-AM3aliHepiB, ane noTpedye NeBHUX 3MiH
y NOPSAKY OpraHisalii HaB4YanbHO-MeTOAMYHOro npouecy. Heob-
XiOHICTb TakMX 3MiH 06yMoBieHa creLndikolo HaBYanbHOT AncLUm-
NNiHK, AKa TICHO NMOB'I3aHa 3 TBOPYICTHO AM3aiHepa.
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Abstract

The purpose of our research is to consider
graphic design in the aspect of combining the
incompatible — complementarity, and to identify
ways to organize and develop the professional
thinking of a designer. Research methods -
analysis of synthesis of scientific, technical
and humanitarian cultures in the field of graph-
ic design; an attempt to apply the methods of
researching the science of «centauristics» to
the study of contemporary design. Scientific
novelty. For the first time an attempt is made
to apply the «centauristic» method to the study
of the state of modern graphic design. Con-
clusions. Graphic forms of information cause
certain feelings and create a positive or nega-
tive (in the case of unsuccessful forms) envi-
ronment, adjust the emotional state of people
to callogathy or the degradation of behavior-
al models. The principle of complementarity
should be embedded in the modern education
base, especially in the professional education of
the design industry. This will help to shape not
only a harmoniously developed personality, but
also to become a specialist in design, capable
of design thinking, generation of ideas and their
implementation in the reality.
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AHoTauisa

MeTa pocnig)XeHHst nonsrae y po3rnagi
rpadiyHoro [AvsaitHy B acnekTi MNoeAHaHHS
HenoeaHyBaHOro — KOMMJIMEHTapHOCTI, Ta
Y BUSIBJIEHHI LLNSAXIB OpraHi3auil Ta po3BUTKY
npodeciHoro MncneHHs auaaHepa. Metogu
AOCNIAXKEHHA — aHasli3 CUHTE3Yy HayKOBO-TEX-
HIYHOI | ryMaHIiTapHOI KynbTyp Yy cdepi rpadiy-
HOro AM3aiHy; cnpoba 3acToCyBaHHS METO/iB
OOCNIAXKEHHSA «<KEHTABPUCTUKM» [0 AOCIAXKEH-
HS Ccy4yacHoro AusaiiHy. HaykoBa HOBM3Ha.
BrepLue 3aiiicHOETbCA cnpoba 3acTOCyBaHHS
«KEHTaBPUCTUYHOIrO» METOAY A0 AOCHIAXKEHHS
CTaHy cy4yacHoro rpadiyHoro ausaiiHy BucHo-
BKM. [pacdiuHi bopmu iHhopmMaLil BUKNMKarOTb
NeBHi BiAYyTTS | CTBOPOIOTE MO3UTUBHE abo
HeraTMBHe (3a YMOB HeBAanvx Gopm) cepeao-
BULLE, HANALUTOBYHOTb EMOLIMHNI CTaH toaen
Ha KanokaraTito abo Ha Aerpajalito noBefiH-
KOBWMX Mogenen. MpuHUMN KOMMTIMEHTAPHOCTI
(nonoBHKOBaHOCTI) MOTPIGHO 3aknacTh y 6asy
cy4acHOl OCBiTK, 0CO6MIMBO Y haxoBy OCBITY ra-
ny3i amsaiHy. Lle cnpusitume dhopmyBaHHIO He
TiNbKX FapMOHIHO PO3BUHYTOI 0COBUCTOCTI,
a i cTaHOBMEHHO haxiBLs AN3aiHY, CMPOMOX-
HOro 10 MPOEKTHO-TBOPYOrO MWCIIEHHS, reHe-
paLil igen Ta iIXHbOro BTINNEHHS Yy peanbHICTb.

Kniouosi cnoea:
rpadiyHnin AM3aliH, KeHTaBpUCTMKA, NPOEKTHA
AOINbHICTb, KOMMMIMEHTAPHICTb.
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BeTyn |

Meta
BOCHI1)KEeHHS

CycninbCTBO CbOrOAHI 3HAaXOAMTbCS Ha eTani ToTanbHOl IHhOop-
MaTusauil. Ctano BXe TpuBiaNbHUM HaragyBaHHs: iHbopmauia —
Hambinblua LiHHICTb, XTO BOMOie iIHhopMaL|ierto — BOMOAIE CBITOM
ToWo. IHhopMmaLis € aieBMM 3ac060M KOMYHIKaLil Ha BCiX PiBHSX
CYCMINbHOTO XXUTTS, IK B OKPEMOMY PETiOHI, TaK i B MiiaHeTapHOMY
MacLuTabi. HhopmMadis icHye y Takux dhopmax: BepbanbHux (ay-
AianbHWX, APYKOBaHWX), BidyanbHuX (y peanbHOCTI Ta y BipTyani:
rpadika, oTo, KiHO, 06'eMHi MaTepianbHi hopMm), KIHECTETUYHMNX
(BiguyTTA Ta BpakeHHs). MpadiyHmii An3aiiH € 3aco60M Ta iHCTpY-
MEHTOM CTBOPEHHS (0hopMeHH:) iHbopmaLii 4na i CNpUiHAT-
TS, OCMUCTIEHHS, CMOXWBAHHSA NOACLKMM 3araiom. 3a ronfnaHm-
CbKWM BCECBITHbO BW3HaHWM TEOPETUMKOM | MPaKTUKOM [epToMm
OymbGapoMm, rpadiyHuii AM3aiH BM3HAYAETbCS $K COLlianbHO-
iHbopMaliiHa cucTeMa CrifkyBaHHA, TO6TO cucTeMa MAigHNX
3B's3kiB (MuckapsiH, 2007).

AHINOMOBHE MOHATTA «aM3aliH» BK/oYae B cebe acnekT npo-
EKTHOI AiSIbHOCTI, af>Ke KOXXHUM AN3alHepCbKU 3aiyM — Lie ifes
NpOoeKTy A5 peanisauiiy peanbHocTi (cepeoBuLL THOACHKOrO 6yT-
Ts) ab0 y BipTyasnbHii peanbHOCTI. Baanoto intocTpadieto 40 LUboro
TBEPPKEHHSA MOXHa pO3rnaaaTi Takuii akT, Wwo y dhpasi 3 aHrno-
MOBHOI bibnii yacis Pedbopmalil (16 ¢T., MapTiH JioTep), — «Cno-
YyaTKy bor cTBopuB He6O Ta 3eM/tO», — BUKOPUCTOBYETLCH CIOBO
«designed». To BUX0AUTb, WO CBIT 6yB «CNPOEKTOBaHn» TBOpPLEM
(Azoriin, 2013). Lis iHdbopMaLis A03BONSE 3p03YMITU OCHOBW Hay-
KOBWX TBEPAYKEHDb MPO NOeAHaHHA HenoeAHyBaHoro Jdanunina [aHi-
Ha, B acneKTi SKMX MU CPOBYEMO PO3TAAHYTU rpadidHNiA An3ainH
Y CbOroAHiLHBbOMY CTaHi iHbopMaLiiHOrO cycninbCTBa. PO3yMiHHS
(axiBUSMU-BMKNaga4aMm Ta BUKOHABLSIMW LLUMSAXIB pO3BUTKY rpa-
(iYHOro AM3alHy A03BOJISE BYACHO pearyBaTh Ha LUBWUAKI 3MiHM
NOTOKIB iHpOpMaLil.

PiBeHb OCBOEHHA PO3BWUTKY HOBITHIX TEXHOJOTN BW3HaYae
NPOMECINHMI KOMMETEHTHICHWIA piBeHb (axiBUIB ranysi AnsanHy
B3arasi i rpadivyHOro AmnsarHy 30KpeMa, WO BMMarae BU3Ha4YeHHA
NpPIOPUTETIB Yy AN3aNHEPCHKIA OCBITI YCiX PIBHIB. Y PIi3HWUX iHhOP-
MaUIRHUX IKepenax IHTepHeTY MOCTIMHO 3a3Ha4YaeTbCs NMPO BaxXK-
JIMBICTb HaBYUTK MOMOAE MOKOMIHHA MUCIUTW. Y ranysi Au3aiHy
noeaHyoTbCs pauioHanbHWIA Ta 06pasHO-TBOPYMIA BUAN MUCTEH-
HA. CUHTETUYHICTb AM3alriHy YTBOPKOETLCHA CaMe NOEAHaHHAM Hay-
KOBO-TEXHIYHOrO | FyMaHITapHOro, paLioHanbHO-NOrYHOro 1 o6pa-
3HO-YYyTTEBOrO, EMOLINHOrO CNOCO6IB CNPUIAHATTSA Ta CTBOPEHHS
dopmun. MpadivyHnn AM3anH y peasnbHOMY Ta BipTya/lbHOMY MPOCTO-
pax cTae 3aco6oM hopmanizadil iHhopmallii 3 MeToro SKHanKpalLLo-
ro 1l CNPUAHATTA CNoXXmnBadeM/KopucTyBadeM. padidHuin amsanH
CTBOPHOE (hOpPMM iHDOPMALIMHOT HaBiraLil B yCixX BUAAxX peanbHOCTI,
L0 AonoMarae ntofaamM pobuTn ceill BUGIp y BAacHoMy 6yTTi. Tpa-
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Ta aHani3

6a3n

AWLIAHI HaNPAMKK rpadiyHoro amsariny (yci Buam nonirpadii) no-
efHan1ca 3 Bidyasisalliero 3a AONOMOror UMMPOBUX TEXHOMOTIN,
IO BMMarae HabyTTa KOMMETeHLi AK Y ranysi MMCTeuTBa, Tak i B
ranysi HayKoBO-TEXHIYHOI — KOMM'tOTepHO! rpadikum. Tak BiabyBca
npouec NoefHaHHs HEMoOeaHYBaAHOroO — MUCTELTBA 3 iHXXEHEPIEHD.
MeTa Halloro OOCNIIKEHHA MONArae B aHanisi Takoro CUHTe3y
HayKOBO-TEXHIYHOI | FyMaHiTapHOI KynbTyp Yy cdhepi rpadivyHoro an-
3aiHy Ta BUSIB/IEHHS LLINAXIB OpraHi3aLlii Ta po3BUTKY NpodeciiHo-
O MUCNEHHS.

3aBAAKW PI3HNM MapameTpaMm i XxapakTepucTnkam iHbopmadil
ntoanHa nisHae cBiT. e y 70-x pp. XX CT. BU3HaHWNIA KyNbTyposor
Bptoc Apyep pasom 3 koneramu Big4iny iHHoBauin JTOHAOHCHKOro
KoponiBCbKOro KOMeaXy MUCTELTB BM3HAYMB AN3aliH AK «TPETHO
KYNbTYpYy»: NepLua KynbTypa — HayKOBO-TEXHIYHA, Apyra — rymMaHi-
TapHa, a TpeTs — AM3aiH 9K 3aci6 HOBOro, LUMPOKOro, Npobnem-
HOro, TBOPYOro MUCNEHHS. METORO Takoro CTae NepeoCMUCIEHHS
BCbOrO, LLIO CTBOPEHO NHOACTBOM, Ta Ha NiAcTaBi 0COBNBUX MigX0-
[liB NPOEKTYBaHHSA HOBOTO, WO ONTMManbHO BiANOBiAae NoTpebam
ntoavHK Ta ntoacTea (BeplwumHnH, 2018). Byno HagaHo BUYEpPIHE,
Ha Hally AyMKy, rnboke BU3Ha4YeHHs: «[usaiH — e CyKymnHWIA
[OCBI[ MaTepiasibHOI KYNbTYPK | CYKYMHWUI MacKB 3HaHHHA, HaBNYOK
Ta UIHHOCTEN, WO BTINIEHO Y MUCTELTBI NNaHyBaHHA, BUHAXIAHWL-
TBa (DOPMOYTBOPEHHS, BUKOHAHHS» (BeplunHuH, 2018).

Bproc Apyep BM3HAUMB NpeaMeT, MeTO[, LIHHOCTI TPETLOI KySbTY-
puW, — OM3aiHy, — BIAHOCHO A0 ABOX NepLumx. [1pedMeToM OOCHiIKEH-
HS [IM3aliHy € CBIT, CTBOPEHWA NIOANHOK. METOAOM AOCIAXKEHHS —
MOZIENOBAHHS!, CTBOPEHHST 06pasiB, CUHTE3yBaHHS. LliHHOCTAMM
JOCTIIXKEHHS — NPaKTUYHICTb, BUHAXIZMBICTb, 3aLlikaBMEHICTb Y Bif-
NOBIAHOCTI NMpuaHadeHHto (BepLumHumH, 2018, ¢. 9-10).

AMepnKaHCbKKii MeTogonor AnsainHy K. AnekcaHaep 3a3HaunB,
O CYTTHO AM3aMHEpPCbKOl AifIbHOCTI € KOHCTPYHOBAHHA MoAeri.
Ha noro gymky amMsainHep BUUTbCS AymMaTuh B eCKi3HMX hopmMax: ne-
PETBOPOE abCTPaKTHY MOAENb BMMOI CMOXMBaya y KOHKPETHMN
o6pas npeameta (BepumHuH, 2018, ¢. 11-12).

Bce > MeTOH AM3aiiHepCbKOro MeTofy BM3HAEeTbCsH MoTpeba
B XapaKTepuUCTVKax MartepianbHol hopMu Ta 1i eCTETUYHIUX BNacTU-
BOCTSIX, @ He CTBOPEHHS XYA0XKHbOro 06pasy, Lo € MeTOH MUCTe-
uTBa. AnsaiiH hopMyeTbCA Ha MeXi TeXHIKK (TEXHONOTIR) | M1CTe-
LUTBa iCTae CaMOAOCTaTHbOKD, CaMOCTIMHOK CHEPOrD AiSNbHOCTI
JIROANHW. AMEpPUKaHCbKUM TeopeTuk amsanHy K. [HKoHC BM3HAYMB
BIAMIHHICTb: AKLIO Hayka € aHaNiTUYHO | AoCHiAXKye (HOopMM, LLIO
BXe ICHYOTb, TO AM3alH € KOHCTPYKTUBHMM i 3arno4aTKOBYE HOBI
hopmMu, a Am3aiHepcbKa OisfbHICTb € MPOLECOM CUHTE3Y MOAENEN,
a He NpoLIeCoM IXHbOro ocMucneHHst (BeplumHuH, 2018, ¢. 11-12).
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Cdheporo CTBOPEHHS Ta TUPaXKyBaHHS IHPOpMaLLil y CyCniNbCTBi
110 cepeanHu XX cT. 6yna nonirpadivyHa ranysb. TekCTn odbopmto-
BaNMCA PI3HUMUK CTUNSMU LWIPUDTIB 3 KapGamu (cepicdamn) 1 rpo-
TeCKHUMU WpndTamm (6e3 cepidiB). 3poCTaHHs KinbKOCTI iHDOp-
MaLil MOTMBYBasO [0 CTBOPEHHSN 1 BNPOBaAKEHHS Y nonirpadiyHe
BUPOOHULTBO BCE HOBUWX | HOBUX LUPU@TIB — BapiaHTIB aHTUKBU
M rpoTEeCKY.

B cepeauHi XX cT. Bigbynacst enoxanbHa nogis: AneH Case-
pfea, TOAI We MONOAUM acnipaHT [HCTUTYTY TexHonorin KapHe-
ri, no4YaB po3pobasaTK nporpamy «Sketchpad», Wo go3Bonvna Ha
eKpaHi MOHITopa oTpumyBaTh rpadivHi dopmn 11 06podnsaTn ix
(MacwTabyBaTtu, 06pi3aTy, BUTAryBaTM abo CTUCKaTh Tollo). Came
Ui IHHOBAL|NHI BMHaxoAM CTany OCHOBOK Cy4aCHOro rpadivyHoro
AM3aiHy. Ane KOMMNETEHTHOCTI BOMOAIHHA KOMM'FOTEPHUMW MpO-
rPaMHUMK IHCTPYMEHTaMM 3 KOMIMTHOTEPHNUX (haxiBLIB HE CTBOPU-
NN XYAOXKHWKIB | An3aiHepiB. MoTpibHa AOCKUTb PYHTOBHa OCHOBA
XYZIOXXHbOI OCBITWU: 3HAHHSA 3aKOHIB YTBOPEHHS KOMMO3ULLiT, OCHOBM
KONOPUCTUKN, BOSIOAIHHA TEXHIKOK pUCYHKa. J1iHiA € rONoBHUM 3a-
CO60M BUMPaXKeHHs ifei y rpadiyHmx hopmax Ha naolmHi (nanip,
MOMOTHO, CTiHa TOLWO). JTiHiA YTBOPKOETLCS B peasibHOCTI pyxamu
PYKW 3 IHCTPYMEHTOM: ONliBELb, MePO, PiseLlb, NeH3e b TowWo. JliHis
Ha eKpaHi MOHITOpa € BifobpaXKeHHAM MaTeMaTUYHNX hopmyn Ans
KOXHOT CBOET TOYUKM. CasepneHa BUHANLLIOB CNOCI6 yTBOPEHHS NiHIT
MK IBOMa 3a[laHMV TOHKaMW Ha eKpaHi MOHITOpa 3a 4OMOMOI Ok
€NeKTPOHHOTO ONIBLS.

Komn'toTepHi rpadiyHi TEXHONOr i CbOroAHI A03BONASOTbL CTBO-
proBaTy iMiTauil hopMm Bif ABOBUMIPHUX A0 06'eMHMX — 3D Ta cu-
MyAUIT X B3aeMOLil B pyCi Yy BipTyasibHOMY NpoCcTopi. Bigyanizauis
cTana 3micToM rpadidHoro amaarHy. Popmu TMnorpadil 3aBaaKm
KOMM'FOTEPHUM TEXHOMOriSM cTanu dhakTopammn opraHisauii cepe-
[0BVILLIA Ta BMIMBY Ha couianbHi hopmmn 6yTTS NHOANHK B iHDOP-
MaLilHOMY cycninbcTgi. padidHi hopmn, — WPUDTM peKNaMHMNX
HamnuciB, Ha3B PIBHOMAHITHUX YCTaAHOB, NIKTOrpamMu Hagirauil, Apy-
KOBaHa NpoayKLis Bif NMOCTEPIB A0 KHWI, — BCE Le € NPpeaMETOM
M3aiHy cepenoBuLLa, Moro iHhbopMmalliiHo! cknaaoBol. MoTpibHO
3a3HaYMTLN BXKE BU3HAHE: Hallle cepedoBuLLe, 3aCMiveHe NpoayK-
TamMu HEBAASIOTO rpadivyHOro An3arHy, HaHOCUTb LUKOAY NOYYTTAM
MipW | KpacK, 3aknageHux y NFoAvHI Bif HAPOIXKEHHA. JTroAMHa, aKa
3 OIMTVHCTBA BUXOBYETbCH Yy CepefoBULL MOTBOPHOro (BidyasbHi
hbopMu, 3BYKK, 3aMaxm), JOPOC/IOK He CMPOMOXHA A0 MNOBHOLIHHOT
TBOPYOI AiSNIbHOCTI, @ HanalwToBaHa Ha pPyMHIBHI Al y CYyCninbCTBI
" camiit cobi. MpadiyHnin AnsainH Gopmamm fiTep, emb1em, NoroTu-
niB, HanMciB CTBOPIOE iH(MOpMaLliiHe cepefoBuLle 6yTTS, WO Mo-
BVMHHO 3310BOJIbHATX MOTPE6U AOAMHN | € BAaroMO CK1af0BOH
AM3aliHy cepeaoBuLLa.
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[ns3anH cepenoBuLLa — Le BTINEHHS ifen y MaTepianbHi 1 BipTYy-
anbHi yHKLioHaNbHI GOpMM 3 METOHD AKICHOTO 3a40BOSIEHHSA 6i0-
FEHHMX, MaTepianbHUX | AYXOBHWX NOTPES NHOANHW Y NAaHETAPHNX
ymMoBax i xuTTenisnsHocTi (Yepkecosa, 2012). Ha Bianosiganb-
HOCTI OM3aiiHepa 3a SKICTb NMPOAYKTY CBOEI TBOPYOCTI Hamonara-
JIX CBITOBI TEOPETUKMN | NPAKTUKK, NeJarorn y ranysi An3anHy, Taki
Ak BanbTep 'poniyc, AHpi BaH ne Benbae, BikTop NanaHek, Tomac
ManbfoHago, Kapn KaHtop, €ereH PoseH6ntoM Ta iHWi. beaneka
AV3aNH-MPOAYKTY NFOACHKOro CepefioBuLLa 3po3yMina i He BUMa-
rae noefieHHs. Lle Bxe akcioma. OcBiTa B rasysi Au3anHy NoBuH-
Ha CnMpaTMUCs Ha Lo akciomy: Beaneka cepefoBuLLa, LLO TBOPUTb
NtoAVHa Ha NnaHeTi 3eMns.

[nszanH gk npodecis yTBOptoBanacs napanesibHO Yy BULLMX
HaBYas/lbHMX 3aknagax 3 MPOTUIEXHUM KyJbTYPONOriYHUM (hyH-
nameHToM 3axigHol Ta CxigHoi €Bponu: bayraya (HimeudunHa),
KUIBCbKMIA XyAOXKHIN iHCTUTYT (YkpaiHa) Ta BXYTEMAC (nisHilue
BXYTEIH, PaasiHcbka Pocist) y 20-x pp. XX ¢T. Y HiMevuumHi npo-
TeCcTaHTCbKa eT1Ka 3a OCHOBY cepefjoBuLia OyTTS Mae MpPOCTOTY,
YMCTOTY, MOBYTOBY CKPOMHICTb, PEBHY MpaLto, HaAINHICTb, AKICTb.
MOKOAMIHHA, WO MeHTanbHO ChopMyBanmnCs Ha MPOTECTAHTCHKIN
eTu1Li paLlioHaniaMy 1 AOCATHEHb aHMI0CAaKCOHCbKOro CBITY, 3p06tu-
N1 AKICTb HIMELIbKOro matepiafibHOro npoaykTy 3arafibHOBU3Ha-
HOMO y CBITI. HiMellbke — 03Hauae sikicHe. CNOB'AHCbKMIA KyNbTyp-
HUI TUN GOPMYETLCA Ha eMOLIAX, XPUCTUAHCBKIA YyTTEBOCTI. BiH
XapaKTepU3yETbCS XYAOXKHBbO-06Pa3HNM MUCIEHHSAM, LLIO ACKPaBO
PO3KPUTOY HEMOBTOPHIM Ta PI3HOMAHITHIN CNaLLUWHI JEKOPATUBHO-
Y>KUTKOBOIO MUCTELTBA.

@eHOMEH 3apOMKEHHS AM3aliHy y ABOX TUMNax KynbTyp BiA-
OyBCSt OAHOYACHO — Lie He3anepeyHuit icTopuyHuin dakT. LLinsaxm
PO3BUTKY BUSABUIUCA PIBHUMUM CaMe Ha NiACTaBi TUMIB MUCNEHHS:
paLioHasIbHOro Ta eMOLINHOTO, LLO 3YMOBWIIO 11 NEBHI pe3ysibTaTtu
AN3anHEPCHbKOT AisnbHOCTI. KpaiHn 3axigHol €Bponn He npocTo
CTBOPIOIOTb HOBI TEXHOSONI, a WBUAKO BUKOPUCTOBYIOTH IX 3 Me-
TOHO OTPMMATWM HOBWIA MPOAYKT i KOPUCTYBATMUCS HUM Ha 6naro
ntopei. KiHecteTnyHa eMoLinHicTb Ntofen (MeLlkaHLiB, Crnoxmsa-
yiB/KopucTyBayiB) CxigHol €Bponn € NNaThopMOKO MOPOAXKEHHS
abCTPaKTHUX ifel, KOTPI He BTINOIOTbCA Y peanbHIiCTb. TOMY HOBI
TEXHONOTII, YMOBW KOPUCTYBAHHSA HUMW — BCE Lie MPUXOANTb A0 HaC
i3 3axoay.

CTOCOBHO rpadiyHOro AvsanHy B3arani 1 3okpema LWpudTo-
BOrO [IM3aiiHy MW KOPUCTYEMOCA pO3pobKaMu naTuHuULi (npecno-
ByTuin Times New Roman). Kopropadiss Monotype Imaging (npa-
BOBMACHWK pAay WpUGTIB) Npoaae HaMm NileHsii Ha NeBHNUI TEPMIH
KOPUCTYBaHHS LWPUPOTOBMMM FrapHITypamn. YKpaiHCbKOI abeTKu K
3arasibHO BW3HAHOI Yy CBITI He iCHye. [lonpun HanonernuBy npawro
Bacuna YebaHuvka, iCTOPUYHMX PO3POOOK YKPATHCHKOrO LWpUGTY
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Pesynbtatn
BOCHI1)KEeHHSA

Big HapbyTa n0 XOMeHKa, yKpaiHcbka abeTka He BM3HaHa Kop-
nopauiero yndpoBoro WpMMOTOBOrO NpoayKTy. BupocTatoTb HOBI
MOKOJIHHS B YKPaiHi, KOTPi BXe Kpalle cnpuimaroTb iHhopMaLlito
NAaTUHKOLO, HiIXX KUPUULEHD, WBWALIE HATUCKAKOTb Ha KHOMKK Kna-
BiaTyp, HiXX KanirpadiyHO MULLYTb NEePOoM, 3axonTbes dhaHTa-
3inHMMK nNpurogamu Mappi MNoTtepa, repoiB HapHil TowLo. BoHW BXxe
He ByayTb YMTATK YKPATHCbKMX KNACKKIB, KOTPi NpeACcTaBneHi y Ba-
piauiax WpUdTY NeTPOBCLKOI «rpaxAaHKm», WO € Hacnpasdi dhop-
MaMu NaTUHKK.

3p0O3yMino, WO TiNbKK Ha NaTPIOTUHHOMY eHTy3ia3Mi, Ha Nto-
60Bi A0 YKPAIHCbKOI KynbTypu WwpudTapi, 3okpema Bacunb Yeba-
HWK, Bigganu 6araTo Yacy CBOro TBOPYOrO »XUTTA Ha CTBOPEHHSA
yKpaiHCbKOl abeTkn. Ane 6e3 MOTYyXHOI NiATPUMKM BiANoBiAHMX
Jep>KaBHUX CTPYKTYP YKpaiHCbKa abeTka, 3HaMeHUTNIA BxKe LpndT
«PyTeHis», He CTaHyTb GopmamMm iHhopmMaLlil, 3pO3yMiNol Yy CHOXK-
BalL|bKOMY CyCMinbCTBI. [oTpibHO moroaMT1CS 3 CUTYaLErD 3acMi-
YeHOro cepefoBuLLa NOTBOPHMMM GOpMaMm NaTUHNULI Y Nepeknagi
Ha Gopmu knpunanui. Came 3MiHa Ha ykpalHCbKi WpKdToBI hop-
MW y CEPefOBULLI XXUTTS Hapoay YKpaiHu 6yae cnpuaTy 3MiHam
y CNPUAHATTI iHbopMaLlil Ha MeHTaNbHOMY PIiBHI.

PaLioHanbHa noaiTuka aMiH LWpnGToBMX GOpPM, NOCNIAOBHICTb
BMPOBAAXKEHHA Y CYCNINBbCTBI cCaMe YKpalHCbKux WpndTie dyae
CTVMMY/OBATX PO3BMTOK i HaLliOHANbHOMO rpadiyHOro An3aiHy,
i METOZIB BULLIOI OCBITU AM3alHy cepefoBuLLa, CKIaL0BOK AKOr0
e rpadivyHuin an3anH. MNepeBara eMOUIMHUX CKNAA0BUX MUCTEHHS
Ha[l palioHaNbHUMK NPYBOAUTDL A0 TOrO, L0 rany33to An3aiHy no-
YMHaloTb KepyBaTy Ntoau, Lo He e dhaxiBusMK y Lt ranysi. A ue, 3i
CBOro 60Ky, Befe [0 BUXOMOLLEHHSI CEHCY AM3aliH-OCBITH, O PO3-
MHOXEHHS PEMICHUKIB KOMM'FOTEPHUX FpadidHMX TEXHOMOTIN, KOTPI
BXE He CMPOMOXHI CTaTh reHepatopaMu iHHOBaUiMHWUX igen. Taki
PEMICHWKM Bifl TEXHOMOTIA BMKOPUCTOBYOTb Y CBOIX pPO3pOBKax
BXe CTBOpEHI BUAATHMMN AM3aiHepamin Gopmu, WabnoHn, nopy-
LLYHOUM 3aKOHM €TUKM Ta aBTOPCbLKOro npasa. KpiM Toro, BMIMBO-
BMM (DaKTOPOM € 1 3aKOHW PUHKY, HEBONAraHHi i »opcTki. Halui
TanaHoBUTI Monofdi daxiBUi, WO 0B6MEXEHi Y BilbHOMY TBOPYOMY
MWUCNEHHI PUHKOBUMM BIHOCUHAMM, HEPIAKO YTPUMYKOTLCSA Ha BUW-
KOHABCbKO-PeMICHUYOMY PiBHI, LLO, 3BICHO, HE CMPUAE PO3BUTKY Hi
OKPEeMOT 0COBUCTOCTI, Hi An3aiHepCcbKol ranyai B3arani.

Ha cborogHi Bxke MOXHa KOHCTaTyBaTW 3a iICTOPUYHUMM dak-
Tamu, WO An3anHepcbka OCBiTa Ta AisfIbHICTb BUMYCKHWUKIB 3aXid-
HO-EBPOMENCHKOI KYNbTYPU BUABUIUCH MaKCUMasibHO NPOAYKTUB-
HUMW Y CTBOPEHHI cepeoBuLLa MOACLKOr0 ByTTS iIHPOPMaL|iAHOMO
cycninbcTea. PO3yMHe NoegHaHHA paLioHanbHOro 3 eCTETUYHUMMU
XapaKTepUCTMKaMK Yy CTBOPEHHI OpMK, — peasnbHOl abo BIpTY-
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anbHOI, — A03BONATE GOPMYBATK CEPENOBULLE XUTTS JTHOOMHM
3 MakCUManbHUM 3a0BONEHHAM 1 NOTPeD.

[OnzaiiH gk NpodecinHnin HanpsAM TBOPYO-MPOEKTHOI Aisib-
HOCTi HamMaraeTbCsl CUHTe3yBaTW MPOMECINHI KOMMAETEHLT iHXe-
HepHO-TexHiYHOro piBHs (haxiBus IT, KOMM'tOTEPHOI rpadikn), Xy-
OOXHMKaA, apXiTeKTopa, Ncuxonora, MeHeaxxepa, MapkeTosora. Ha
NeBHWX eTanax po3po6KM NPOEKTY AM3aiHep BUKOHYE yHKLII ne-
peniyeHnx daxoBmx HanpsaMKIB. YTBOPHOETbCS CBOEpiAHA dhopMa
MPOEKTHOrO TBOPEHHSA, IKY MOXXHA NMO3HAYNTU K «KEHTaBP» — MO-
eiHaHHA HenoeaHyBaHoro. [nsanH B3arasi € «KkeHTaBpOM»: Noe[-
HaHHAM HayKW, TeXHIKM | MUCTeuTBa. Take NoefHaHHA PI3HUX Tu-
MiB MUCIEHHS NMPUBESIO 10 BUHUKHEHHS 1 PO3BUTKY CAMOCTIMHOIO
HanpsAMKY NPOEKTHO-TBOPYO! AiASIbHOCTI, LLO Ma€e BNACHY iCTOPIO,
Teopito, NpakTuky (Asorii, 2013). danwvin [daHiH, TBOpeLb cyrnepe-
YAMBOT | MaliXke HEBU3HAHO! TEOPIT «<KEHTABPUCTUKMY, NepeabdadnB
nosiBy y peanbHOCTi (eHOMEHIB MNOeAHaHHs HemnoeaHyBaHoro,
HaYKOBOrO | XyJOXHbOrO, WO Mofsdrae B TOMY, WO MOEAHYETbLCS
XY[OXHbO-06Pa3HE MUCMEHHSA 3 NIOMYHUM, HayKoBUM (TOPSHUH,
2018). Taki pi3Hi BUAN MUCNEHHS], OCSATHEHHS AINCHOCTI, PO3AyMIB
NPO CBITOYCTPIiA, — BTiNIEHHSI HAYKOBOCTI i XYA0XHOCTI (ECTETUKM)
B OAHI# 0COBUCTOCTI, — GOPMYHOTH Nroaeit-haxiBLiB NOABIHOI 06-
[lapOBaHOCTI, WO AOCAratoTb yCnixy B 060X cepax — HayKu i MUC-
TeuTBa OfgHOYacHO, Hanpwuknag, JleoHapao aa Bindi, OnekcaHnap
BopoaiH, AHpi BaH fe Benbfe, Bacunb KpnyeBcbkuit

[. Oaxin (danuH, 1997) BrcyBae rinoTesy npo Moy</MBe yTBO-
PEHHS HOBOI HayKu, NpeaMETOM AKOI Byaie CTPYKTypa NapadoKcCiB,
OKCIFOMOPOHIB | aHTUTE3 B acneKTi NOEAHAHHA HEernoeaHYBaHOrO.
[Mpn LbOMY BiH HAronoLwye Ha NPUHLMMOBIN BIAMIHHOCTI LUbOro Mo-
ellHaHHI Bif 3aKOHY 60pPOTbOM i €QHOCTI MPOTUEXHOCTEN, afyKe
60pOTbOM AK TaKOI B L rinoTesi He icHye. [. [laHiH BUKOPUCTOBYE
CUMBOJT KEHTaBpa, AKWM YTBOPEHO B MOPO3YMiHHI ABOX iCTOT —
BEPLUHWMK HEe TOHWUTb KOHS, @ KiHb HEe HaMaraeTbCA MOro CKUHYTM.
KeHTaBp — Le, Ha IyMKY BYEHOro, MeTahopa KOMMPOMICY, KOHBEP-
reHuii Ta KoMnnaiMeHTapHocTi. [oTpi6bHO 3a3HaunTK, Wwo M. [daHiH
pPO3rNAAaB CBOK «KEHTABPUCTMKY» K CIPOBY HayKOBOro omnaHy-
BaHHSA YHiBepcasbHOro eHoMeHy MnoeaHaHHA HernoeaHyBaHoro
y NpUPOAI, iCTOpIl, KyNbTypi.

[dn3arnH B3arani i € JaHIHCbKNIN «KeHTaBp», WO 3aBASKK MOea-
HaHHIO 3yCWb 064apOBaHMX OCOBUCTOCTEN IHXKEHEpPIB, BUPOBHN-
KiB, MUTLIB MPOTArOM MIBTOPW COTHI POKIB CBOIrO PO3BUTKY CTaB
TPETHOK KYSIbTYPOKO KiHUS APYroro — noyartky TPeTboro TUCAYO-
niTTA. MNMoTpi6HO 3ayBaXuTK, Wo konu [. [aHiH po3pobnse CBOKO
«KEHTaBPUCTUKY», AN3aiiH AK MPOEKTHa CaMOCTIlHa rasy3b BXe ic-
HyBaB. «KeHTaBpuCTMKa» BUABUIIACA YW HE EANHUM TEOPETUHHUM
NiAXOA0M, WO CNPOMIrCS MOSICHUTX MiACTaBW (MEHOMEHY On3alHy
AK MPOEKTHOI KyNbTypu. Xo4a BUKIaJaHHA «KEHTaBPUCTUKMY PO3-
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HaykoBa
HOBM3Ha Ta
npaKTUYHa
3HAYMMICTb
LBOCHi1)KeHHSA

rnananocs il aBTOpoOM AK NefiaroriYHmnin ekcrnepumeHT (aBTOpCbKa
iHTeprpeTalis 3arajlbHOOCBITHBOIO Kypcy «KOHUenLil cy4acHoro
npupofo3HascTea»), . [aHiH gosoavs, WO UA AUCUMNIiHA Mae
FiaHy MeTy BUKNafgaHHsA — 30yOyKeHHs nidHaBanbHOI 6e3KopUCIn-
BOCTI FOHALITBa, CNpUsiE PO3BUTKY abCTPaAKTHOMO MUCEHHS, IyXOB-
HOMY PO3BWUTKY OCOBUCTOCTI, WO HabyBae haxoBMX KOMMETEHTHO-
cTeit (JaHuH, 1997).

HaykoBa HOBM3Ha MpeAcTaBAEHOro [LOCHIIKEHHSA Mnonsarae
B aHanisi cTaHy rpadivyHoOro An3aitHy B aCneKTi «<KeHTaBPUCTUYHOC-
Ti» — NOEAHAHHA HENOELHYBAHOIO — NMPUHLMMY AOMNOBHIOBAHOCTI.

Benuknii gaHcbkuii @isvk Hinbc bop, 3aCHOBHUK KBaHTOBOI
MeXaHiKu, BUCYHYB NMPUHLIMMA AOMOBHIOBAHOCTI @60 MPUHLMM KOMM-
NIMEHTAPHOCTI, SKNIA MOKJIaB B OCHOBY KEHTaBPUCTUKM 1l TBOPELIb.
Llen npuHUKMN € OieBUM Yy MaTepianbHOMY CBITI OpraHikiy i HeopraHi-
K. CyTb 10Oro B TOMY, 06 He MOPYLLXTYM LIAICHICTb | TUM CaMUM He
3HULNMTL DOPMY, LLIOG YTBOPMBCS CUHTE3 HEMOEAHYBAHOIO (XKUBI
opraHiamu, KynbTypu NHOACBKOrO CyCnifbCTBa), NOTPIGHI 3acobm
[IOMOBHEHHSA. JItoACbKe cepefoBuLE ¥ CK1afaeTbCA 3 [OMOB-
HeHb: BeNnke — marne, 6ine — YopHe, AeHb — HiY, Tenae — XONoA-
He, 30yXKEHHS — ranbMyBaHHA. CTOCOBHO 30POBOIr0 CNPUNAHATTS
Ta AndepeHuiauil enekTpo-MarHiTHOro BUNPOMIHKOBAHHS MO3KOM
THOOMHU MOXKHA Ha3BaTW KOHTPACTHI Mapu KOJSIbopiB, LLO BUKIIMKA-
tOTb Halbinblie noapasHeHHs (LBUAKE BTOMJIIEHHS) OKa SIOANHN
3 BIAMOBIAHUMU BIAYYTTAMWN: YEPBOHUI — 3E/IEHUI, OPaHXXEBUIN —
CUHIN, >XOBTUI — dionetoBuin. OgHOYACHO, Li KONbOpPW € KOMMJIi-
MEHTapPHUMM, LLIO BUABISETLCA 3@ NEBHUX YMOB IX BUKOPUCTAHHSA
Ta cnpuiHATTA. Hinbc bop BMABKMB, WO 3yCTPid abCONOTHO HeNpu-
MWPEHHNX OAWH A0 OAHOrO MpPOTUPIY AOCArae €4HOCTI Y MPUpPOAi
3aBAAKM MPUHLKMNY OOMOBHEHHA — KOMMAIMEHTapHOCTI. Y4eHui
[IOBIB, LLIO NPUHLMM JONOBHIOBAHOCTI MPOABAETLCH B YCIX rany3ax
3HaHb — Yy 6i0N0ril, ICUXONOTIl, NIHFBICTUL.

«KeHTaBp» OAKPOBEHHA | HaykoBOCTI, 3a . [daHiHnM, icHye pe-
anbHO. OAKPOBEHHA — Le CTaH PENIrinHOro MUCNEHHHA, OCAAHHS
(He peaynbTaT aHaniay). HaykoBicTb € came pe3ynbTaTom aHanisy.
MoefHaHHS TakMx NPOTMPIY 3HAWMLLNO BifOOPaXKeHHs B peanbHil
ocobucTocTi apxienuckona Jlykn — BaneHTuHa denikcoBuya Boit-
HO-ACKMHELIbKOro, BMAATHOIO BYEHOrO-Xipypra, KOTpUi BpATYBaB
KUTTA 6araTboM BOIHaM Yy [lpyrii cBiTOBIN BiiHi (TopsiHuH, 2018).
3rafjaeMo CYTHICTb MPOTECTaHTCbKOI €TUKK, WO CTana OCHOBOK
hopMyBaHHS An3aiHy K KynbTypu i npodecinHol ranyai.

[nzaitH K abCoMtoTHO HOBWI BUA AiSNBHOCTI NFOAMHKW, — NMPo-
EKTHOI KYNbTYpK, — MOXHA NO3HaYUTU AK «KeHTaBpa», NOELHAHHSA
HEenoeAHYBaHOro y (OPMYyBaHHI NIIOACBKOr0 CepefoBULLa XXUTTH
Ha CbOrOAHILUHLOMY PIBHI IHHOPMALIMHO-TEXHIYHOI LMBINI3aUil.
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BucHoBKM I‘j

MpUHLMN KOMMAIMEHTapPHOCTI (A0MOBHIOBAHOCTI) NOTPIGHO 3a-
KnacTu y 6asy Cy4acHol OCBiTU — (DOPMYyBaHHS He TiNbKW rapmo-
HIHO PO3BMHYTOI OCOBUCTOCTI, @ 1 0COBUCTOCTI haxiBLs AN3aiHY,
CMPOMOXXHOIO A0 MPOEKTHO-TBOPYOrO MWUCTIEHHS, reHepalil igen,
LLIO OMaHyBaB IHCTPYMEHTU 1X BTINIEHHSA Y peasibHiCTb. B LibOMy No-
fIArae NpakTM4Ha 3HaYyLiCTb HALIOTO AOCMIAXEHHS.

MpadivHmi An3anH aK couianbHo-IHPOpMaLiiHa cuctema Cnin-
KyBaHHSi € BarOMOK CK/Ia[OBOK AM3aiHy cepefosuiya. Gopmn
rpadivyHOro Am3anHy y NoefHaHHI 3 hopMamMmn apxiTeKTypu YyTBO-
PIOKOTL B ifeani KOMMIIMEHTapHI YMOBU XUTTELIANBHOCTI IIOANHW.
MpadidHi Gopmu iIHDOpMaLLT BUKIMKAKOTL NEBHI BIAYYTTS | CTBOPHO-
tOTb MO3UTUBHe abo HeraTMBHe (3a YMOB HeBAanMx Gopm) cepe-
[OBULLE, HAALWTOBYOTb EMOLIMHWUIA CTaH NHOAEN Ha KafokaraTito
abo Ha [erpagauito NoBeAiHKOBMX Mogenei. MpuHUMAM KOMM-
NIMEHTapHOCTI NOTPIGHO 3akNacTv i B OCBITY BCiX piBHIB B3ararni,
iy axoBy OCBITY ranysi Au3anHy, B yCi MOro Hanpamku. OusanH
OXOMJIOE BCi CepUn XUTTA NIFOANHM: 3a BU3HAYEHHSIMU cdhepu ai-
AnbHOCTI y XX CT. — «Big nonatu 1o Micta» (1910 p.), «Bia ronku
Jo nitaka» «1960 p.), «Bif Noxkn Ao Micta» (1983 p.). «KeHTaBpuc-
TUYHO»-HaYKOBWIA NiaxXia A0 chepu An3ariHy 3Ha4HO PO3LLMPIOE LiIKO
cepy. 3aBOsiKM POCTY LUBUAKOCTI HAyKOBO-TEXHIYHOIO Mporpecy
NPOMUICIIOBE MUCTELTBO (iHyCTPiasbHW 1M3aiiH) NepeTBOPHOETh-
CSl Ha AM3aliH cepefoBULLa, CTae efliTapHoro npodecieto, a haxiBui
[IN3aiHy CTatoTb eNiTo IHhOopMaLiMHOrO cycninbCcTBa. [n3ariHe-
PV CTarOTb CBOEPIAHVUMM «KBa3IKEHTaBpamMm» — GaxiBLUAMM Yy Kiflb-
KOX HampsiMKax AisiNIbHOCTI OHOYACHO: IHXeHepIT | MUCTELTBI.

Came amsainHepun GopmMamMu NPOoAyKTy CBOET MPOEKTHO! Aisib-
HOCTi (DOPMYHOTb CMaKK, HaxkaHHSs, HaMipKu CNOXMBaYiB, HafakTb
came Ty iHpopMaLito, L0 NOTPiIbHa 3aMOBHMKAM, iHLLIMMW CNoBa-
MW, BMIMBAtOTH | BCE YacTille KepyroTb BMOGOPOM NHOAVHK. Tak
«KEHTaBpP» HayKW i TEXHIKM Yy NOEAHAHHI 3 MUCTELITBOM MEPETBO-
PVBCA Ha AiEBWIA 3acib 1 iIHCTPYMeHTW opraHisalii cepeaosmLa
OyTTHA Ta Ha KepyBaHHSA BMOOPOM CMOXMBaYiB. padidHnii AnsaitH
3a Liel cuTyauii OLiIbHO BM3HATK K MOTYXXHY OPraHisyrody cka-
[IOBY [M3aliHy cepefoBuLa K y NPOMECiNHIN AisNbHOCTI, TakK i B
MPOLIECI OCBITU — HabyTTss MEeBHWX MOTPIGHMX 3HaHb, BMiHb, Ha-
BMYOK. [MpoeKTHa KynbTypa BUMarae GaxiBuiB An3alHy 3i 3rafa-
HUMM KOMMETEHTHOCTAMM, PO3BUHYTUMMK pPaLlioHaIbHO-IOMYHUM
Ta abCTPaKTHUM XYAOXHbO-06Pa3HMM TUNaMWU MUCMEHHS, LLIO He
NepeTBOPIOOTLCA Ha PYMHIBHY 60pOTHOY, @ AoCAratoTh TOro PiBHSA
KOMMIMEHTapHOCTI (OMOBHEHHS), L0 CMPUSE HAPOIPKEHHIO HO-
BUMX i4€N, HOBMX MPOEKTHMX GOPM Ta IX YCMILLHOIO BTINEHHS Y pe-
anbHICTb.
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Abstract

The aim of the study is to find patterns in
the design of typographic compositions for
the decoration of clothing, formulate generic
recommendations for their design, to study the
socio-cultural aspects of this approach in the
designofclothing. Researchmethods. Empirical
method, method of analysis, comparison and
generalization are applied. Scientific novelty.
For the first time, the experience of typographic
decor in clothing design 2010-2019 has been
generalized in terms of the modernism and
postmodernism concepts. The techniques and
compositions’ artistic features of each type
have been systematized. It has been found that
in the dichotomy system, «form-content» is
typographic elements, where the main purpose
is the transmission of content, built largely on
a modernist approach; and in the typography,
that performs a purely aesthetic function, it is
postmodern. It is generalized that a person with
the help of clothes decorated with typographic
compositions can convey to the environment
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AHoTauis

MeTa gocnifidXeHHs Monsrae y BUABIEHHI
3aKOHOMIPHOCTEN B AM3aiiHi  TunorpadivyHmnx
KOMMO3WLiA A5 AekopyBaHHA oasry, Gopmy-
NIIOBaHHI y3arasbHeHWX pekoMeHaali LWoao
IXHbOrO MPOEKTYBAHHS, AOCHIXKEHHI CcoLuio-
KYNbTYPHMX acnekTiB Takoro nigxody B Au-
3aiHi oadary. Metoau pocnipyKeHHs. 3acTo-
COBaHO EeMMIpUYHNIA MeToA, METOA aHaniay,
NMOPIBHAHHA Ta y3aranbHeHHdA. HaykoBa HOBU-
3Ha. Breplue ysaranbHeHo focBif Tvnorpadiy-
HOro aekopy B AusanHi ogary 2010-2019 pp.
3 TOYKM 30pYy KOHLENLiN MOAEPHI3MY Ta MOCT-
MOLepHi3My. CnuctemMatusoBaHO MPUAOMU Ta
XYLOXHI O3HAKM KOMMO3ULIA KOXHOrO Tumy.
3'AcoBaHo, LLIO B CUCTEMI ANXOTOMIT «hopma —
3MiICT» TunorpadiyHi enemMeHTn, e rosoBHa
MeTa — nepeaada 3MicTy, NobyaoBaHi 34e6ifb-
LIOro 3a MOLEPHICTCbKMM MiAXOAOM; @ B Tl TW-
norpadidi, L0 BUKOHYE CYTO eCTeTUYHY (yHK-
Lit0 — 3@ MOCTMOAEPHICTCbKMM. Y3aranbHeHo,
LLO NtoAMHa 3a AONOMOrOK OAsry, AeKopoBa-
HOro TMnorpadiyHUMM KOMMO3MLIAMM, MOXKe
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the messages of various types. «I am creative»
(These are postmodern compositions on the
principle of “form”). «I am fashionable» (These
are modernist compositions on the principle of
«formy). «I am socially active» (These are the
most frequent modernist compositions based
on the principle of «content», but sometimes
there are postmodern solutions). Conclusions.
Typographic decor as a trend in modern
fashion adds to the clothes of relevance
in the context of the information society.
A person in a «typographic» outfit not only
absorbs information flows. Such an individual
himself or herself becomes the source of
the communicative space. Clothing with
typographic decor is the key to the attention
of the environment. It tells about the creativity
of the person wearing it, progressiveness, and
intelligence, the presence of a public position
or a philosophical understanding of life. Such
clothes convey the meaning of what motivates
and encourages people to communicate
directly or indirectly.

Keywords:

typography, graphic design, fashion design,
modernism, postmodernism, form, content.

Introduction ]

nepefaBati OTOYEHHKO MOBILOMIIEHHA TUMIB:
«s1 — KpeaTWBHUI» (MOCTMOAEPHICTCHKI KOMMO-
3ULJT 38 MPUHLUMMOM «DOPMa»), «3 — MOAHUIA»
(MOZEepHICTCbKI  KOMMO3WLil 332 MPUHLMMIOM
«opma»), «a — coLlialbHO aKTUBHUI» (Halyac-
Tille MOAEPHICTCBKI KOMMNO3KLT 3a MPUHLMMOM
«3MICT», ane iHoAi 3YCTPiYaTbCA | MOCTMO-
JlepHi  pilleHHs). BUMCHOBKKU. TunorpadidHmii
[OEeKOop K TpeH Yy CydacHin Modi JoAa€e KOCTHO-
MYy aKTyas/lbHOCTi B KOHTEKCTI iH(bOpMaLinHOro
cycninbecTBa.  JItoamHa  y «TunorpadivHomy»
BOpaHHi He nuLle NorvMHae NoToku iHbopma-
uil. BoHa cama siK O6'€KT KOMYHIKaTMBHOMO
npocTopy cTae 11 mHkepenom. Oadar 3 Tmnorpa-
diYHMM IEKOPOM € 3anopyKok yBarn 3 6oKy
OTOYeHHs. BiH roBOpUTb MPO KpPeaTuBHICTb
MEePCOHW, O MOr0 HOCWUTb, MPOTrPECUBHICTD,
IHTENEeKTYanbHICTb, HafABHICTb TPOMaCbKOI
noauuii abo hinocodcbKoro po3yMiHHS XXUTTS.
Takunin ogar nepefiae CMUCIW, YUM MOTUBYE Ta
3akJIMKae Ntofen Ao NpAMOol Y onocepeaKoBa-
HOI KOMYHiKaLl.

Kniouogi cnosa:
Tunorpadis, rpadivHnin AM3aiiH, An3anH oasary,
MOAEPHI3M, MOCTMOAEPHI3M, (hOpMa, 3MICT.

In modern design, there is a convergence of design directions,

a comprehensive approach to development, the creation of the
objects, which require the interaction of designers of the subject
space and visual communications, animation, and fashion industry.
This article is about analyzing the interaction of graphic designers
and designers of clothing, namely the direction of the use of
typographic elements and compositions in the decoration of the
components of the suit, which has expanded significantly over
the past 5 years. A considerable amount of «typographic clothing»
on the streets of cities tells of its widespread use, and therefore
typography in clothing has become a fashion trend. The transfer
of graphic design products to the field of clothing designers is
facilitated by the technological possibilities of computer modeling
and digital printing, rapid application of the image to various textiles
with a long next use period.

Typography’'s exit beyond the limits of graphic design in
the scale of the fashion trend is of particular attention in the
conditions of visual culture domination in the 21st century,
which is formed by graphic images, photos, drawings. Increasing
interest in verbal elements in the design of different directions, in
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particular fashion, tells about some transformations of common
communication processes. Regarding graphic design, we adhere
to our hypothesis that in terms of the variability of purely graphic
images’ interpretations in visual communication products,
designers subconsciously seek to add unambiguity to perception
by introducing textual phrases as specifying what needs to be
conveyed. Thus a designer seems to dictate to the addressee of
one or another view of the image, consolidate the meanings and
control the interpretation of the images.

Fashion designers strive to find different methods to create not
only comfortable but also showy clothes and stay competitive.
Therefore, the popularity of typography in graphic design influences
their choice and provokes the wish to use in a fashion image not
only visual factors (color, tone, shape, proportions of the elements
of the product) but also meanings. In addition, typography as a form
of decoration allows introducing the naming of the manufacturer’s
campaign, brand slogans, names, and designers actively. Such
background information’s presence in the subject environment
reinforces their positions in the fashion market and provides hidden
advertising communication with the consumer. We consider the
clarification of socio-cultural and purely design aspects of the issues
outlined in the context of graphic design, clothing and accessories
design, and general cultural trends.

Fig. 1. Showcase of fashion clothing
and accessories store. 2019.

Puc. 1. BiTpyHa MOAHOI KpaMHWULi 04sry
Ta akcecyapib. 20179.

The aim of the study. The aim of this article is to find patterns
in the design of typographic compositions for clothes decorating, to
formulate generic recommendations for their design, to study the
sociocultural aspects of this approach in clothing design. Empirical
method, method of analysis, comparison and generalization
are applied. This methodological approach allows studying and
summarizing techniques and means of typography in the design of
clothes, observing their dynamics, analyzing their influence on the
sociocultural state in society.
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The
methodology
and analysis
of sources

For the disclosure of a certain topic, the analysis of scientific
works is carried out according to the following vectors: design
of typographic compositions in terms of verbal and graphically
figurative component, perception of typography on different media,
communication and fashion, analytics of fashion collections using
typography.

Thus, fundamental research in the field of typography remains
the well-known works of E. Ruder and J. Chichold, but the
contemporary works of R. Bringhurst (2006) «The Elements of
Typographic Style», J. Craig and LK. Skala (2018) «Designing with
Type: The Essential Guide to Typography» are also very significant.
They reveal the laws of building fonts, combining fonts with each
other, the principles of layout. The effect of font compositions on
the viewer is partly considered. The work of French scientist A. Mol
«Information Theory and Aesthetic Perception» is the fundamental
one in the study of psychophysiology of the verbal and non-verbal
messages’ perception. We were interested in research by American
design scientists K. Knight and J. Glasser, who introduced «visual
language» and «verbal language» to avoid misunderstandings. The
authors believe that verbal language is the literal meaning of words,
phrases and sentences. Typography also refers to «visual language»
because in graphic design, «visual language» combines both
images and texts, if they are designed based on appearance (Knight
& Glaser, 2012). In fact, anyway, in the design of most typographic
compositions, the first choice is precisely the external aspects of
the inscriptions.

At the same time, the significance of the content component
remains weighty. Ukrainian scientist V. Shevchenko summarizes
that «typography as a science studies two aspects of the font: visual
(graphics, drawing of letters) and historical (origin of headsets and
their use)» (Shevchenko, 2014). In works on purely graphic design, the
concept is revealed as «the art of finding the font and components
of a polygraphic set in a certain format» (Opaliev & Savvina, 2014,
p. 78), while «good typography» expresses a visual idea and gives
it a shape (Ambrose & Aono-Billson, 2019, p. 121). M. Murashko
(2016) draws attention to the fact that the designer perceives the
word not just a set of letters. The combination of form, outline, and
placement of a word on an artistic plane or screen best conveys
and illustrates its meaning. The composition of words formed in a
certain way can cause an emotional effect and various impressions
(p. 88). As for the imagery of typography messages, we can find a
worth mentioning note in the material of journalist and independent
analyst A. Batista. She examines the contemporary collection of
designers Hokuto Katsui and Nao Yaji through the prism of ideas
initiated by the Bauhaus School of Design in the 1920s. Particularly
useful in our research is the mention of the motto that Moho Nagy
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called forinnovation in the «<New Typography» article: «Stop Reading!
Look!» (Battista, 2013). In our interpretation, typography is such a
visual form of communication in which an artistic image is formed
and revealed with the help of a verbal language.

The basic work in discovering the topic of the communicative
function of fashion, or more precisely, indirect social communication
by means of costume, is, of course, all known to A. Hoffmann's work.
Synthesis of other studies of fashion in terms of its place in the
social communication system is presented in the article by S. Betz
(2014). In particular, it is stated that the communicative function is
based on the iconic and symbolic nature of fashion, the presence
in it of information carriers about a certain social experience (Bets,
20174). Based on the analysis of philosophical and cultural works
on the phenomenon of fashion, O. Shandrenko defines it as «a
total setting for communication in the subject and object space
of culture» (Shandrenko, 2012). The study of design issues in the
context of the sociology of culture has allowed us to advance the
author’'s understanding of the essence of the clothing designer’s
activity: it visualizes the social role of man, the ultimate purpose of
which is interaction (or, rarely, its avoidance), and therefore — social
communication.

An example of illustrating the communicative function of fashion
asaworkofart,inparticularaliterary work is described inan article by
L. Nester (2016), who analyzes G. Keller's novella «Clothing Creates
People». Scientists note that clothing is a complex concept and,
in addition to its external forms and physical properties, contains
cultural and metaphysical meanings. Due to clothing, a person
can identify his body, put the contents in the outer shell, express a
psychological state. The cultural basis of fashion is that meaningful
fullness of a thing is possible not only because of the cultural and
intellectual context of the person wearing the thing but also with
adequate interpretations by others. «Therefore, we can say that
clothing is a complex and independent system of meanings, and
the writer, using this system, transmits an encrypted message in his
work» (p. 185). A designer, fashion designer, and graphic designer
works similarly to the writer. He or she creates a visual code that a
person can say something to others, which causes a consumer’s
choice of clothes.

As a result of the online fashion reviews’ analysis, we have come
to the conclusion that typography as a garment decor has started
to gain popularity again in the collections of the last 5-7 years. For
example, they are the projects of Mary Katrantzou, Gianni Versace,
Kenzo or the Donna Karan Collection, which promotes the logo of
her DKNY campaign with various types of textile decor.

Designer Nadia Papanicolaouou writes about the evolution of
such a form of advertising communication by well-known brands
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as the use of their collections of logos in various compositional
variants, and emphasizes that as a way of promoting itself this
approach has already exhausted its originality. But the development
of this wave has become a variety of puns on the theme of well-
known logos such as «Ballinciaga” instead of «Balenciaga» or
«Brawlmain» instead of «Balmain», which decorate creative T-shirts
(Papanicolaouou, 2013).

Fig. 2. Fashion products with typographic decoration based on brand logos.
Collections of 2072-2019.

Puc. 2. MoaHa npoayKuisi 3 TMnorpagiyHMM eKOPOM Ha OCHOBI JIOFOTUMIB
6peHaiB. Konekyii 2012-2079 pp.

According to daily observations, the move from podiums to the
mass use of the idea in everyday products has become a destination
(middle-class buyer) in 2018-2019. Today, it has become truly
fashionable, that is, widespread and approved by designers and
most members of society who use it projects. However, with the
high popularity of typographic decor in clothing design, this topic
is very limited disclosed in scientific publications. We found an
article by a Korean scientist in 2009 (Kim, 2009), whose perception
was complicated by hieroglyphics (English abstract only) and
two master’s studies in design, as well as review publications on
thematic sites in small numbers. One of the master’'s works deals
with the psychological aspects of the perception of fonts used in
clothing decor. The author states that companies and designers
use typography in fashion design to deliver messages and ideas
in today’s market effectively. In addition, the scientific value of the
work is in recommendations creation for designers based on the
survey of people about the effects of font effects on the emotions
and reactions of recipients (Dahmoos, 2018). In another study,
Lamia Skender made a thorough overview of well-known fashion
brands in terms of typography in their identity, advertising products,
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Results
of the
research

fashion magazines, directly in clothing collections, and accessories
(Skender, 2015). The work is very interesting, complex, and full of
numerous illustrations.

Designer-reviewer Tyler Unger develops an important opinion
on the design of typographic elements directly on the pages of
an online magazine. He also points out aptly that when looking
for a composition, it is necessary for a designer to consider how
the typography looks like in a physical space. After all, distances,
viewers' perspectives, the perspectives in which the project is
perceived — all of these have a bearing on the outcome (Unger,
2017). We consider this a remark to the compulsory testing of
typographic compositions in clothes on a person figure, taking into
account the various positions and movements before releasing into
mass circulation.

So, we can summarize. The theme of the typography application
in the garment decoration is very relevant in the practical plane of
design. This theme also attracts fashion trendsetters online, as
reflected in periodicals. However, the analytics on approaches to
the design of typographic compositions in clothing, in addition to
analyzing fonts applied, is absent. This proves the relevance of the
chosen research topic.

The use of the basic philosophical dichotomy, «form — content»,
enables us to classify typographic compositions and their
application in decorating clothes into several groups.

The first is the group of typographic design, formed on the
principle of «form». What is important here is the visual uniqueness
of the letters as a graphic element and decoration. Among the
utilitarian things with the decor of this type, we find sweaters, shirts,
pants, underwear (jackets, coats). It is almost the whole range. In
addition, accessories (bags) and shoes are common.

Let us first consider the operation of the text's graphics in fashion
design according to the principles of postmodern aesthetics.
This is manifested mostly in the use of textile materials, the
pattern of which is formed by letters, numbers or punctuation. The
composition consists mainly of randomly arranged, approaching
each other elements. The selection of characters is usually random
in nature, perhaps the single letters of a single word, which, however,
are «living their lives» and in some angles can be visually combined.

Postmodern typography, formed by jobbing fonts, grunge
structures, asymmetrical compositions, rotation of letters around
its own axis in random directions, creates in itself a visual effect of
a kind of «whisper», movement on the spot. In some solutions, the
use of a counter-form is used when the space into the letters and
the space between letters become visual sounding but the letter
itself disappears. The use of such a graphic aesthetics on the figure
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of a person, who not only has his or her own relief but also moves
enhances the illusion of internal dynamics (Fig. 4.1).

Fig. 4.1. Postmodern concept
in typographic decor of clothes.
Collections of 2015-2019.

Puc. .4.1. [locTMofepHICTCbKa
KOHUenyis y TurorpagpiyHomy
JIeKopi OfAry.

Konekuii 2015-2019 pp.

A hint of certain verbal information, in its real absence compels
people from the environment to react to the person in clothing with
typographic decor with interest, a desire to unravel used texts and
their hidden meanings. The surrounding recipients want to look at
the person in such clothing, as their brain seeks to decipher the mes-
sage placed on the fabric and the suit, even if it is not there.

Postmodern compositions are inherently spontaneous, unique,
pluralistic, and creative. These characteristics are also transferred to
the clothes wearer with postmodern typography. He allegedly says
to the environment, «| am creativel»

To the second method of using typographic decor in the design
of clothing, we refer the method, which is based on the principles of
modernism. With this concept, the text elements are subordinated
to the structure of the product, its cut. Their presence and place-
ment emphasize the composite components of the product. In par-
ticular, in the design of the modernist type, the typographic decor is
used as sewing ribbons along the seams (for example, stripes on
trousers, belts and handles on bags), overhead pockets of various
sizes, cuffs. You can also find typographic fragments applied direct-
ly to the product by means of printing or embroidery.

In such a modernist application of typography in clothing mini-
malist bar fonts, are used mostly and the fonts with serifs are used
much less often. The compositions use the principle of combina-
torics — mainly metric repetitions. Inscriptions of several words or
sentences fit into a geometric figure that is subordinate to either the
shape of the product itself (such as a bag circle and a pocket rect-
angle) or a fictitious figure without being tied to the product design,
but noticeable on a large, flat plane (such as a long skirt or the back
of the shirt). In most cases, a black and white font type solution is
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applied, which is fully consistent with the concept of typography as
a component of graphic design. Apparel with a typographic decora-
tion looks quite attractive to the environment and attracts attention,
because the letter black and white accents on the monochromatic
planes of the product add contrast to its overall tonal decision.

The text displayed on such decor elements usually shows the
brand names of the manufacturer, their brand slogans or quotations,
which are easy to understand and unambiguous in interpreting the
phrase usually positive or neutral emotional color. Kim San Jung
writes on this that brands used typography as a commercial tool, for
example, to present the image and differentiate the products of one
brand from the products of others (Kim, 2009) (Fig. 4.2).

Fig. 4.2. Principles of modernism
in typographic decor of clothes.
Collections of 2018-2019 pp.

Puc. 4.2. [MpuHuMnM MoZepHI3My
B TUorpagiyHomMy gekopi
ogsary. Konexyiir 2018-2019 pp.

The use of the typographic design in clothing requires the design-
er to carefully analyze carefully the cultural context of the inscriptions
used. A word or expression, in contrast to the image of objects or
abstract themes, has a greater spectrum in perception, associations
connected with its use and, accordingly, the reactions of the recipi-
ents. Therefore, it is the verbal element that is potentially at greater
risk of creating unpredictably negative reactions on the part of con-
sumers or people surrounding a person dressed in such clothes. We
find this useful note and advice on the website of Aaryn West Design
Studio, which develops prints and analyzes current trends. The de-
signer advises either to apply typographic techniques in the design to
prevent full reading of the displayed text or to choose a simple word
or phrase that will be pleasant or neutral for everyone (West, 2014).

Despite the fact that such compositions do not often carry con-
tent loading, they attract the attention of people from the environ-
ment, their eyes somehow «cling» to words. Thus, the wearer of
such fashionable clothes invites everyone around to communica-
tion and interaction, at least indirect or potential as a possible devel-
opment of socio-cultural dialogue-exchange.
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It is important that the use of texts in the clothing decor in the
context of their visual form alone does not reveal the person in its
subjectivity and uniqueness. These are mass-produced clothing
that, in all its appeal, is gradually becoming quite monotonous with
the idea of design in its variety of variations. With such clothes, the
person declares to the environment: «I am fashionable, | know on
common trends and | follow them!».

The second group of typographic decor on clothing is formed on
the principle of «content». In these projects, the message, the idea of
the expression, matters because the test is crucial in a fashionable
product. In fact, actual and modern such products are precisely due to
typographic compositions because they are quite traditional in style
or cut. In most cases, such decor is print on T-shirts or sweatshirts.

In the second group of clothing, typographic inscriptions occupy
a visual compositional center (in front or on the back in the area of
the upper third). They are a work of graphic design because they are
usually laconic in artistic means, they show the depth of the idea.
Compositional techniques in typography design were revealed ear-
lier in the article on typography as a form of visual communication.

We note here that such compositions apply the scaling of letters,
changes in their dimensional relations with each other, displace-
ment relative to the baseline of the word, rotation around its axis of
each letter and the whole word, doubling or tripling of letters, their
partial removal, etc. (Udris-Borodavko, 2018). The font is selected by
the designer to reveal the content. Preferably, modern fonts are used
in order not to distract from the message itself.

In her article on the positioning of fashion innovations in the
communicative space of contemporary culture, O. Shandrenko sub-
stantiates her opinion on the subordination of the human appear-
ance to the functions of the legal and legislative mechanism and
emphasizes that the way of such action becomes communicative
and legal. The author concludes that fashion thus enables a person
to assert his or her rights and obligations (Shandrenko, 2016).

In our opinion, manifestation by a person of his or her own point
of view, which may be aimed at supporting or destructing, and even
destroying certain social processes, takes on an overt form through
verbal messaging on clothing. Among the many offers of printed
T-shirts or hoodies, the consumer can find a formula that visualizes
his or her inner experiences, thoughts, life conclusions, adherence
to a certain lifestyle and life guidelines. The meaningful content of
such statements can be divided into texts- provocations, that is,
those that astonish the public with certain violations of ethical lin-
guistic norms in society, and texts-appeals that are inherently social
advertising, because they raise urgent social problems and adjust to
their solution. Such topics today are, for example, maintaining the
ecological balance, gender equality, justice (Fig. 4.3).
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Fig. 4.3. Conceptual messages
in typographic decor of clothes.
Collections of 2017-2019 pp.

Puc. 4.3. KoHuenTyanbHi
10BIJOM/IEHHS

y TunorpacgiyHoMy [exopi oasry.
Konekuyii 2017-2019 pp.

It should be noted that clothes that use text messages with a
specific social position refer mainly to street fashion, in the direction
of «casual», urban sports style. These clothes are worn by repre-
sentatives of such social groups as youth (by age criterion), inde-
pendent, intellectual and hedonists (by social psychotype). Among
the professional fields in which employees are allowed to use such
clothing on a daily basis are the cultural professions (designers, mu-
sicians, photographers, and writers), PR and advertising communi-
cation, journalism, and programming. That is those people who val-
ue pluralism of thoughts and have the opportunity to express them
openly with their outward appearance. Often, clothing with mean-
ingful typographic content becomes part of a professional image.

It is also important to note, that decor of this type has deep cul-
tural implications and often can be fully understood only in a par-
ticular society. This applies both to the language of the inscriptions
and the dual meanings they carry. However, unlike the “formal” use
of typography in fashion design, where it is better to adhere to neu-
tral content, in «<meaningful typography» the idea is precisely in the
clear visualization of thoughts and positions. In the design of cloth-
ing with typographic inscriptions, the language of the country, where
the collection is sold or English as a recognized international lan-
guage is most commonly used.

For the first time, the article summarizes the experience of typo-
graphic decor in clothing design 2013-2019 in terms of modernism
and postmodernism concepts. Techniques, compositions’ artistic
features of each type are systematized. Moreover, the analysis was
carried out in the form-content dichotomy system. It has been found
that in the typographic elements, where the main purpose is the
transmission of the content, mostly modernist approach is applied,
and in those that perform the purely aesthetic function of forming
creative decor with letters — postmodern. From the point of view of
the communicative function of fashion, it has been found that well-
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known corporate brands use typography in clothing design often to
support commercial communication, constant reminding of them-
selves among target groups. They are mainly created on the princi-
ple of «form». Content labels on T-shirts or sweatshirts are created
by designers, mostly with individual activity, and they will have their
own brand with limited collections. Through clothing decorated with
typographic compositions, people can convey to the environment
the messages of types: «| am creative» (postmodern compositions
on the principle of «formy), «l am fashionable» (modernist composi-
tions on the principle of «form»), «| am socially active» (Most often
modernist compositions based on the principle of «content», but
sometimes there are postmodern solutions).

Conclusions ﬂ Typographic decor as a trend in modern fashion adds to the
clothes of relevance in the context of time matching because we
live in a period of information flow. A person in a «typographic» out-
fit not only absorbs information flows. He or she as an object of
communicative space becomes its source. The texts can be filled
with straightforward unambiguous sensations and interpretations,
inactive, or symbolic as visual-verbal simulacra of reality.

In any case, clothing with typographic decoration is a guarantee
of attention from the environment. It tells about the creativity of the
person wearing it, progressiveness, and intelligence, the presence
of a public position or a philosophical understanding of life. Such
clothes convey the meaning of what motivates and encourages
people to direct or indirect communication.
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Abstract

The aim of the article is a theoretical sub-
stantiation of innovative technologies introduc-
tion in the process of future designers’ profes-
sional training. Based on scientists’ researches
analysis concerning the problem of future spe-
cialists’ professional competence formation, it
is determined that the introduction of innovative
technologies has a positive influence on future
specialists’ professional competence formation
in the process of studying in higher education
institutions. Research methods. Methods of
analysis, comparison, and generalization, as
well as methods of pedagogical experiment
and pedagogical observation were applied. Sci-
entific novelty consists in defining the concept
of “project activity” as a specific form of inde-
pendent learning activity modeling on the basis
of the student's personal choice for cognitive
or practical tasks in non-standard situations,
which provides the personal content of learn-
ing. It is substantiated that the project activity
basis is cognitive skills development, ability to
independently design knowledge and navigate
the information space, development of future
designers’ critical thinking. It is emphasized
that project activity promotes the formation
of professionally relevant knowledge, future
designers’ skills, as well as assimilation of a
certain structure of project activity, which is im-
portant both for professional activity and future
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AHoTauis

MeTa po6oTu — TeopeTnyHe 06rpyHTyBaH-
HA 3anpoBa>KEHHA IHHOBALIMHUX TEXHOJIOr N
y npouec NpodeciiHOl NiArOTOBKK MalbyTHIX
Ou3arHepiB. Ha OCHOBI aHanizy OochigXeHb
BUEHMX LWIOAO NpobaemMu (HOpMyBaHHSA Mpo-
(eCiHOI KOMNETEHTHOCTI ManbyTHIX daxiBuiB
BM3HAYEHO, L0 3anpoBagXKeHHS IHHOBaLINHMX
TEXHOSOTIA MO3UTUBHO BMNIMBae Ha (hopmy-
BaHHA NPOhECINHOI KOMMNETEHTHOCTI ManbyT-
HiX (axiBLiB y NpoLeci HaBYaHHS Y BULLMX Ha-
BYaNbHMX 3aknafax. Metogu pocnifXeHHs.
Byno 3actocoBaHO MeToAM aHasi3y, NOpPiBHAH-
HS Ta y3arajibHeHHs, a TakoXX MeToan nepa-
FOMYHOrO eKCMepMMEHTY Ta NefaroriyHoro
crnocTepexxeHHs. HaykoBa HOBU3HA Monsrae
Y BU3HAYEHHI MOHATTS «MPOEKTHa Aif/IbHICTb»
AK cneundivHol hopMy MOAENOBAHHSA CaMo-
CTIMHOT HaBYabHOI Aist/IbHOCTI Ha OCHOBI OCO-
6UCTOro BMGOPY CTYAEHTa LLO/A0 NidHaBabHMX
abo MNpaKTUYHUX 3aBfAaHb Y HecTaHAapPTHUX
cuTyauisix, Wo 3abesnedyye OCOOUCTUIA 3MICT
HaB4YaHHSA. O6rpyHTOBaHO, L0 OCHOBOK MPO-
EeKTHOI AiSNIbHOCTI € PO3BUTOK Mi3HaBasIbHUX
HaBWYOK, BMiHHS CaMOCTIMHO MpPOEeKTyBaTU
CBOI 3HAHHS | OpiEHTYBATMCS B iHPOpPMaL|iiHO-
MY MPOCTOPI, PO3BUTOK KPUTUHYHOIO MUCTIEHHS
MalbyTHIiX An3alHepiB. AKLEHTOBAHO, WO Npo-
eKTHa AifNbHICTb cnpuse GopMyBaHHIO Mpo-
eciHo BIANOBIAHWX 3HaHb, YMiHb i HABMYOK
MalByTHIX AM3aiHEPIB, a TAaKOX 3aCBOEHHIO
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designers’ personal development and also pro-
vides the formation of positive learning motiva-
tion. Conclusions. The necessity of introducing
the project activity into the process of future
designers preparing is proved, as the project
activity contributes to the formation of future
designers’ professional competence structure
components.

Keywords:
professional competence, future designer,
future designers’ professional competence,

innovative technologies, project activity.

Bctyn 1

MeBHOI CTPYKTYpU MPOEKTHOI AiffIbHOCTI, fka
€ BaXX/IMBOK AK 419 NpOdEeCiHOI AignbHOCTI
TaK i ANs 0COBUCTICHOrO PO3BUTKY MabyTHIX
An3aiiHepiB, a TakoX 3abesnedye GopmyBaH-
HA NO3UTUBHOI MOTMBALLl HaBYaHHA. BUcHO-
BKM. [loBe1eHO HEOOXIAHICTb 3anpoBaXKeHHS
MPOEKTHOI AIANbHOCTI B NMPOLEC MNiAroTOBKK
MalbyTHIX An3aiiHepiB, OCKINbKM NPOeKTHa Ai-
ANbHICTb crnpuse HOPMYBaHHIO KOMMOHEHTIB
CTPYKTYpY NPOMECINHOI KOMNETEHTHOCTI Maii-
6YTHIX An3aiHePIB.

Kniouosi cnoea:

npodeciiHa KOMMNETEHTHICTb, MalbyTHI an3a-
MHep, IHHOBALiNHI TeXHONOTII, MPOEKTHa AiANb-
HICTb.

MigrotToBka MambyTHIX AM3alHEPIB Y BULLMX HaBYaflbHUX 3a-

KraZax — OCBITHIM HampsM, WO aKTMBHO PO3BMBAETLCA. AHasi3
3MICTY Cy4acHOI MUCTELbKOI OCBITW CBIAYUTb, LLO ANF NiArOTOBKM
KOMMEeTeHTHMX daxiBL|iB, 3AaTHMX 3AINCHIOBATM Ha BUCOKOMY PiBHI
CBOKO MPOMECINHY AISNbHICTb B YMOBAX MIHIMBKX COLanbHO-eKO-
HOMIYHMX NepeTBOPEHb, @ TaKOX yXBantoBaTh ebeKTUBHI PilLlEHHS
Y HECTAHAAPTHMX NPOMECINHMX CUTYaLifX, HEOOXIAHUM € hOopMy-
BaHHS NEBHOIO PiBHA MPOMECIAHOI KOMMETEHTHOCTI.

MeTa H MeToK [JOCAIAXKEHHA € TeOpeTUYHE OBrpyHTYBaHHA 3anpo-
ROCTigKeHHS Ba/PKEHHA IHHOBALiiHWX TexHonoriit y npouec npoq)e0|_|/1H0| nig-
FOTOBKM MalbyTHIX AM3aiiHepiB, 30Kpema, MOLLYK LWAAXiB 3anpo-

BaPKEHHSA MPOEKTHOI AifNbHOCTI K OfHIiEl 3 GOPM IHHOBALINHNX

TEXHOMOri HaBYaHHA 3319 3abe3neYeHHst MO3UTMBHOMO BMINBY

Ha (hopMyBaHHSA NPOMECIMHOI KOMMETEHTHOCTI MalbyTHIX aM3a-

AHaniz HaykoBMX Mpaub i3 Ncuxonoril, negarorikv 3aceifg-
yye, WO npobnemMy NpodeciiHOl MiArOTOBKM Y BULLIA LWKONI A0-

CNOXXEHO B Pi3HMX acnekTax, a came:. nefarorika BWLOI LIKON

NHepiIB.
MeTtogonoris
Ta aHani3
LKepenbHoi (A.  Ky3bMiHCbKM,
0a3u W]

3. Kypnaup);
HaB4Ya/ibHOro npouecy Yy BuUIOMY HaB4YaJlbHOMY 3a+<nani

OCOBNMBOCTI  OpraHisa-

(C. ApxaHrenbcbkuia, J1. Xopyxka); nefaroriyi TexHonorii npo-
deciiHol NiaroToBkM GaxiBUiB Y BULLMX HaBYalbHMX 3aknagax
(B. becnanbko, C. C1coeBa); KOHLENLS HenepepBHOT NpodecinHol
ocBiTK (C. lNoHYapeHKko, H. Hnukano); nutaHHa npodeciiHol niaro-
TOBKM (haxiBLiB Pi3HMX HANpPsIMIB Yy BULLIMX HaBYalbHMX 3ak1agax
(3. bakym, T. Mosicok); npo6nema hopMyBaHHSA NPOhECIHOI KOM-
NeTEHTHOCTI ManbyTHiX daxisuis (H. Bi6ik, O. MomeTyH).
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PesynbtaTtn
BOCHI1)KEHHSA

TeopeTuyHuM MiarpyHTAM 418 OaHOl CTaTTi € HayKoBi npaui
M. EnbkiHa (2005), /1. KoHgpaTosoi (2008), H. Camorinerko (2008),
H. Yapic (2012) Ta iHLIMX HAayKOBLiB, sIKi JOCNiAXKYyBanv came npo-
EKTHY AiSSIbHICTb, 30KPEMa, | B Cepi An3ariHy.

TeopeTnyHe O6rpyHTYBaHHS i po3pobka CTPYKTypu npodecii-
HOI KOMMETEHTHOCTI MabyTHIX AM3alHepIB 3yMOBWAN nepexia Ao
BUABAEHHA YMOB (POPMYBAHHA CTPYKTYPHUX KOMMOHEHTIB Npode-
CINHOT KOMMETEHTHOCTI.

3 no3uuii Ginoco®CbKOI HayKn, «<yMOBa» — CYKYMHICTb 06'€KTIB
(peyel, NpoLeciB, BIAHOCKUH), LLIO HEOBXIAHI ANA BUHUKHEHHS, iCHY-
BaHHA abo 3MiHM JaHoro ob'ekta (KoHcTaHTMHOB, 1964, c. 286);
«yMOBa — Lle KaTeropis, y sikiii BinobparkeHo yHiBepcasbHi BiHO-
LWEHHA NpeaMeTa 10 TUX YMHHUKIB, 3aBAAKM AKMM BiH BMHUWKAE Ta
(DYHKLIOHYE. 3aBASKM HAsBHOCTI BIANOBIAHMX YMOB BfIAaCTUBOCTI
npeaMEeTa NepexoisaTb i3 MOXIMBOCTI Y AicHicTb» (Pponos, 1987,
C. 174). CyKynHICTb KOHKPETHMX YMOB LIbOro NpeaMeTa yTBOPHOE
cepefioBMLLE MOrO MPOTIKaHHS, Bif SKOTO 3aMleXuTb [Lid 3aKOHIB
npupoaun i cycninbcTBa. YMOBa K OfjHa 3 KaTeropin AeTepMiHi3-
My YTBOPKOE MOMEHT 3aranbHOro AialeKTUYHOro B3aeMO3B'A3KY
(anak, 2009).

Y NCUXONOTIT MPUMHATO BBaXaTu, L0 YMOBU YTBOPIOKOTL Te ce-
PeAoBULLE, Y AKOMY SBULLA BUHUKAKOTb, (DYHKLIOHYHOTb | pO3BMBa-
toTbCA. i ymMoBaMu OCBITHBOI AiASIbHOCTI PO3YMItOTb CYKYMHICTb
06CTaBMH, B AKMX BOHA 3AIMCHIOETLCH, |couUianbHUX OBCTaBUH
KNTTERIANBHOCTI I cy6'exTa. Ti I iHLWI pO3rNsAatoTbCa AK YNHHMKMN,
LLIO CAPUSAKOTH 11 YCRILUHOCTI.

3. NigpyyHa (2008) nig ymoBamu GopMyBaHHA npodeciiHol
KOMMETEHTHOCTI pO3yMie 30BHiLLHI (BiANOBIAHO A0 OCOBUCTOCTI
CTy[leHTa) O6CTaBMHM HaBYaHHS, LO € MPUYMHOKD Oro SKICHMX
3MiH. BYeHa BMOKPEMITIOE YOTUPU MPYMK TakuUxX YMOB: | — HOpMa-
TMBHI (3micToBa 1 iHopMaliiiHa roToBHICTb A0 NpodeciiHol Aj-
ANbHOCTI, HaCTaHOBa Ha KOMMETEHTHO-MPOMECIiAHY AiSNbHICTb
Y HOBMX YMOBaX, iHAWBIAyanbHWA NiaXia A0 3406yTTS NpodecinHol
KOMMeTeHTHOCTI); Il — 3aranbHonedaroriyHi (3aGe3nedyeHHs iHTe-
rpaTUBHOI YCRIWHOCTI npouecy (QopMyBaHHA MPOMECINHOI KOM-
NEeTEHTHOCTI, aKTyasi3alis MOXMBOCTEN HaBYallbHUX NMPedMETIB
ana GopMyBaHHS NPOMECIAHOI KOMMNETEHTHOCTI 3 ypaxyBaHHAM 1x-
HbOI crnewlianisauil Ta kBanidikauil, CTUMYNHOBaHHS NMPOLECY CamMo-
po3BuTKY); Il — npodeciliHo-neaaroriyHi (HasiBHICTb KOMMNETEHTHINX
neaaroriyHnx A y npodeciiHii nigrotTosLi, CAiBBiAHOWEHHS Me-
TOAIB | DOPM MiArOTOBKM, EMOLINHO-OLIHHI BIAHOCUHW MiDXX CTYAEH-
Tamu Ta BUkNadadamu); IV — 3aranbHo-couianbHi (noTpeba B Npo-
(eciiHO KOMNETEHTHNX daxiBLAX, 3aTHMX NpaLoBaTh Yy MiHAMBIX
ymoBax) (c. 11).
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OCKiNbKM «yMOBW» — BaX/IMBI YMHHUKK (DOPMyBaHHA Mnpode-
CIHOI KOMMETEHTHOCTI, TO HEOOXIAHO BMOKPEMUTW Taki YMOBMW, SAKi
CTBOPHOKOTb HaMOINbLL NO3UTUBHWIA BMIMB Ta 3a6e3MneYyroTb yCriLl-
HWI PO3BUTOK NPOMECINHOI KOMMNETEHTHOCTI ManbyTHIX AV3aiHepiB.

Ha ocHoBi aHanisy gocnigkeHb Haykosuis (B. bapkaci, /1. Bo-
notuko, O. 3aropoaHa, t0. KoraH, H. Jlanak) woao npo6nemm hop-
MyBaHHS1 NpPOMEeCiMHOI KOMMETEHTHOCTI MalbyTHiIX daxiBuiB ne-
[aroriyHoro, eKOHOMIYHOro, arpapHOro, MUCTELbKOrO Hanpsmy
JiSTTbHOCTI, 3'ACOBAHO, WO 3anpOBaPKEHHS IHHOBALIIMHNX TEXHO-
NI0TiM B OCBITHIM NpoLec BULMX HaBYalbHUX 3akadiB No3UTUBHO
BM/IMBAE Ha (hOpPMyBaHHSA NMPOMECINHOI KOMMNETEHTHOCTI (axiBLiB
O3HAYeHUX LiapyH.

Buxoasaum 3 aHaniay aMicTy NiaroToBKM MabyTHIX Av3aiHepiB,
a TaKOX YpaxoBYO4M COLianbHE 3aMOBEHHA CYCMiIbCTBA, TeH-
JlEHLT PO3BUTKY MUCTeLbKOI OCBITM Ta cneundiky npodeciinHol
KOMMETEHTHOCTI ManbyTHIX AM3alHepIiB, PO3rNAHEMO MPOEKTHY
JISNbHICTb 9K 0AHY 3 OPM iIHHOBALIAHNX METOANYHNX TEXHOOTN
HaBYaHH4, LLO MO3UTMBHO BMIMBAE Ha GOPMYBaHHA NPOdECINHOI
KOMMETEHTHOCTI MaiByTHIX An3aliHepiB.

Ha oCHOBI 3icTaBneHHs HayKOBWUX MiAXOAIB LLOAO CYTHOCTI fAe-
DIHILI «NPOEKT», «NPOEKTHa AiNbHICTb» yBaXXaeMO 3a JopedyHe
PO3MEXYBATH Lii MOHSTTA.

BapTo 3ayBaXknTw, LLO HayKOBL HE ONePYIOTb €ANHO MPUAHATAM
BM3HAYEHHAM MOHATTS «MPOEKT», TOMY B HU3LI AOCAIIKEHD HaTpa-
NAAEMO Ha Pi3Hi TymadeHHs. OaHi AOCNiAHVKIM B6aYatoTh Y MPOEKTI
«CYKYMHICTb KOHLEeNTyanbHoI i hopmManbHOI MofeNi», a TakoX cam
NakeT JOKYMEHTIB, L0 onucye nnaH AisnbHocTi (MTMaH & MMTMaH,
2002, ¢. 137). Onga iHWWX NPOEKTOM € CreLjianbHO OpraHisoBaHui
y4muTenem i CaMoCTIMHO BUKOHAHWI YYHAMM KOMIMNEKC Li, y pesynb-
TaTi AKOro CTBOPHOETLCA TBOPUMA NpoayKT (Iy3ees, 1996, c. 79).
Takox € TeHZeHLIis BBaXKaTu MPOEKT MeXaHi3MOM PO3BUTKY OCBITH,
OfHI€r0 3 HaBaXMBILLNX (DOPM iIHHOBALIMHOI AiSIbHOCTI B OCBITI.

BapTto 3BepHyTH yBary Ha nornsg J1. KoHapaToBol, fka 3a3Ha-
4yae, WO «MPOeKT» — MpoLec TBOPYOI MOLLYKOBO-AOCNIAHULIbKOI
[ISNBHOCTI CTyAeHTIB AN AOCArHeHHs 6a)kaHoro pesynbTaTy,
O MOBWHEH 3a[0BONbHATW IHTEPECH MalbyTHIX AM3alHepiB Ta
po3B’'A3yBaTh ixHi Npobnemun (KoHapaTtora, 2008, ¢. 22).

OCKinbKKM «NMPOEKTYBaHHA» — KaTeropis nepeTBoptoBaibHOI Ai-
ANBHOCTI, Ika KOHCTPYHOETLCS 3@ [ONOMOro NpoekTy (KpemeHb,
2008, ¢. 717), TO BOHO pO3rnsfaeTbCcst HaMu K TBOpYa, iIHHOBALLilA-
Ha OISNbHICTb, WO CNpsiMOBaHa Ha CTBOPEHHA HOBOIO MPOAYKTY
4yepes BKITKOYEHHA CTYLEHTIB O MPOEKTHOI AifNIbHOCTI.

B pesynbTaTi AOCNIAKEHHA 3'ACOBaHO, L0 NPOEKTYBaHHA B 3a-
raflbHOMY MOro PO3yMiHHI — Lie HayKOBO 06rpyHTOBaHa nobyaosa
cHCTEMM NapamMeTpiB MalibyTHLOro 06'eKTa UM AKICHO HOBOIO CTa-
HY HasaBHOrO MPOEKTY, MPOTOTUMNY NepeadadvyBaHOro abo MOXn-
Boro o6'ekTa ctaHy un npotecy (Enbkin, 2005). 3okpemMa, Haityac-
Tille NOHATTA «MPOEKTYBaHHA» PO3rNSAAETbCS IK OCOOAMBUIA TUM
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iHTeNeKTyanbHoI AisNbHOCTI, OCOBAMBICTIO SKOI € NepcrneKT1BHa
OpieHTALif, NPaKTUYHO CnpsiMOBaHe AOCAIAXKEHHA abo TBOPYOro
akTy. H. Yapic (2012) 3ayBaxkye, IO Yepe3 HabnmKeHICTb Npoek-
TYBaHHS [0 OCBOEHHA JIFOAMHOK HOBMX 3HaHb SIK HEAOCTaTHLOI
[ONA NOCATHEHHS KiHUEeBOI MeTu iHhopMmalii, TO6To A0 OCBITHBOIO
MPOLLECY, Lie NMOHATTA «AOCIIKYETHCHA NeEPeBaXKHO Y NeAaroriyHin
cepi, xo4a 3anoyaTkoBaHa 6yna GiNbLLOKD MIPOto B ranyai Ansai-
Hy» (C. 19). 3ayBaXKeHHSs1 MPO Te, WO NPOEKTYBaHHs ik 03HaKa Al
npuTaMaHHe came cdepi An3aliHy, NiACUI0E aKTyalbHICTb 3acTo-
CYyBaHHS MPOEKTHOI AifSIbHOCTI AK IHHOBALIMHOI TEXHOMOTII Y Npo-
(decitHoMy OpMyBaHHI MabyTHIX An3arHepIB.

AHanis cyyacHux NigxXoAiB A0 3MICTY MOHATTSA «MpOeKTHa Ai-
ANbHICTb» AEMOHCTPYE, WO Us npobfemMa aKTMBHO BMBYanacb
BITUMBHAHUMM Ta 3apyOiKHUMM HayKOBUSMMW, $Ki BKIagaroTb
y IOro TAyMa4eHHs pisHe 3HadeHHs: 1) AianbHICTb 0COBMCTO-
CTi, CNpssMOBaHa Ha PO3B'A3aHHS XXMTTEBO 3HAYYLLOI MPo6aemMm
B MpoLieci CTBOpPeHHs MpoekTy (H. ABLUEHIOK); 2) Mpouec noLuy-
Ky BCEBIYHO Yy3rofKEHMX CKNaAHWMX pilleHb 3i CTBOPEHHS HOBUX
o6'exTiB (M. Bepluaacbkuit); 3) NpakTUUYHE HABYaHHS, PO3BUTOK,
3aCBOEHHA TakMX LIHHOCTEN, AK MaWCTEPHICTb, IHTENeKTyasbHi
Ta TBOpYi 3ai6HocTi (T. bauaera ); 4) camocTiliHa HaBYanbHa fi-
ANbHICTb CTYyAEHTa Ha OCHOBI OCOBMCTICHOIO BMOBOPY LLIOAO Mi3Ha-
BaNbHMX ab0 MPaKTUYHMX 3aBAaHb Y HECTAHAAPTHWMX CUTyaLifx
(0. 3arymMeHHOB); 5) MexaHi3Mm, Lo PO3BMBAE OCBITY; MPeAMETOM
MPOEKTYBaHHS CTae CTBOPEHHst YMOB (3acobiB, MexaHiaMiB) pos-
BUTKY CUCTEMU OCBITY 3arasiom, Nepexoay i3 O4HOrO CTaHy B iHLLWA
(I. lcaes); 6) cneundivyHa dopmMa MOAENOBAHHSA, CNpsiMOBaHa He
TiNbKW Ha Ni3HaHHS e/1IeMEHTIB LiCHOCTI, ajie 1 Ha CTBOPEHHSA HO-
Bux 11 enemeHTiB (H. HeuaeB); 7) HaB4anbHa AisnbHICTb, Nig yac
AKOI CTyAeHTW 3406yBat0Tb 3HAHHSA Ta BMIHHS Y NpoLeci nnaHyBaH-
HS | BUKOHaHHS npoekTis (H. CamoiineHko).

M. EnbkiH (2005) 3a3Havae, Lo NPoeKTHa AisNbHICTb cnpusie
hopMyBaHHIO MPOMECIAHO 3HAYYLLMX 3HAHb, YMiHb | HABMYOK CTY-
[EHTIB.

Y npoueci aHanisy CyTHOCTI MOHATTA «MPOEKTHa AisSIbHICTb»
BMOKPEMJSIEHO BM3HAYEHHSA MO0 AK KOHCTPYKTMBHOI i MpoAyKTM1B-
HOI AiANIbHOCTI OCOBUCTOCTI, CNPAMOBAHOI Ha PO3B'A3aHHS XXNT-
TEBO 3HAYYLLOI MpPo6aeMu i AOCATHEHHA KIHLEBOro pesynbTaTy
B NpoLeci cTBopeHHs npoekTy (KpemeHb, 2008, ¢. 717). OTxe, «npo-
eKTHa [iANbHICTb» — HaBYasbHa AibHICTb, MNif Yac SKOI CTYAeHTH
3006yBat0Tb 3HaHHA Ta BMIHHS Yy NPOLECi N1aHyBaHHA | BUKOHAHHSA
npoekTiB (CamoineHko, 2008, ¢. 180), TO6TO Lie AisbHICTb, 33 AKOT
CTYAEHTU HabyBatOTb 3HAHHS y MPOLIECi NMNaHyBaHHS | BUKOHAHHS
NpaKTUYHUX 3aBAaHb (MPOEKTIB), WO MOCTIMHO YCKIaAHKOKTLCS.
BignosigHoO, B OCHOBY MPOEKTHOI AiiNIbHOCTI MOKIaZAeHO PO3BUTOK
Ni3HaBaNbHUX HABUYOK CTYAEHTIB, YyMiHb CaMOCTIMHO KOHCTPYHOBa-
TUW CBOI 3HaHHS 1 OpieHTyBaTUCS B iIH(OpMaL|itHOMY NpOCTOPI, pO3-
BUTOK KPUTUYHOIO MUCIEHHS.
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JocuTb BOaIMM NpUKNaaoM 3anpoBa>KeHH:A MPOEKTHO! Aisb-
HOCTI 3aa15 3a6e3MneyYeHHst MO3UTUBHOIo BNAMBY Ha GOPMYyBaHHS
NPOMECINHOI KOMMETEHTHOCTI ManbyTHIX AM3alHepiB cneuiaib-
HocTi 022 [n3aiiH (cneuianisauis «[u3aiH ogsary») € CTBOPeHHs
AN3aH-NPOeKTY «KiHOYMIA yKpaTHCbKMIA KocTiom» (Puc. 4.7).

Puc. 4.1. InzanH-npoekT
«KiHOYMI yKpalHCbKmiA
KOCTHOM».

Fig. 4.1. Design project
«Women'’s Ukrainian
costume».

BioTak Ha eTami MiAgroToBKM MPOeKTy 6yn0o BM3HAYEeHO Temy
i MeTy npoekTy. OKpecfeHHst 3aayMy 3AiMCHIOBANoOCH, Hacammne-
pef, y npoLieci 06roBopeHHs MaibyTHbOIro NPOEKTY.

HacTynHuiz eTan — nnaHyBaHHS — nepeabadyaB BU3HAYeEH-
HS [>kepes, 3acobiB 360py, MeToAiB aHani3y iHhopMmalli, 3acobis
NpeacTaBEeHHS Pe3yNbTaTiB, @ TAKOX OKPECNEHHSA KPUTEPITB OLjiH-
KM NpoLEecy i pesynbTaTiB NPOEKTHOI AifNIbHOCTI. BaxkiMBMM TakoxK
Oyn BU3HAYEHHS TEPMIiHIB BUKOHAHHS KOXHOI CTaAil.

Ha eTani BMKOHaHHA MPOEKTY 3AiiNCHIOBABCA aHani3 Ta Bia6ip
BiANoBIAHOI iHOpMaLl, BMKOHYBanacs TBoOp4a pobtoTta. BapTto
3a3HaYMTK, WO NpaKTUYHa poboTa OXOM/toBana BMKOHAHHS BU-
3HAYeHWX 3aBaHb 3 AEKINbKOX AUCUMMNIH, a came: «OCHOBM KOH-
CTPYOBaHHS Ta MofentoBaHHs oaary» («MofentoBaHHA ogary Ha
OCHOBI HAPOAHOIO KPOHD»); «TeXHOSOriA 06POBKN AeTanen oaary»
(«<ETanu BUrOTOBNEHHA LIBeHOro BUpoOGy»); «HapoaHi pemecna
B AeKopi KocTroMa» («BUKOHaHHS 3paskiB BULLMBKM, Pi3HNX 33 Npu-
MOMaMM CTBOPEHHS»); «[lnM3aiiH akcecyapis» («[unsaitH npukpac
Ta TOMOBHMX Y6OPIiB»);, «KOMM'HOTEPHI TEXHOMONT B MPOEKTYBaHHI
oasry» («TBopya po6oTa y TexHili «Konax»: pacTposa rpadika»).
TakvM YMHOM, YCnilllHe BMKOHaHHS NpoeKTy nepeabadasno, OKpim
hopMyNoBaHHS CTyAEHTOM 3aBAaHb | BUPOOIEHHA KOHKPETHOMO
nnaHy Airl, CNOCTEPEXEHHS 3a AISNIbHICTHO CTYAEHTa, HEMpAME Ke-
PYBaHHS | KOHTPONb 3 60Ky BMKa[ada 3a Ai/IbHICTIO CTYAEHTa,
06roBOPEHHS, JOMNOMOrY B MOLLYKY iIH(hopMaLlil TOLLO.

Ha 3aBepLuanbHoMy eTani 6yno 34iMCHEHO MiArOTOBKY NMPOEKTY
[10 Npe3eHTalLil Ta NpoBeAEeHO NOro 3axmcT.

3ayBaXkMMO, LLIO 3aNpoBa/KeHHS Y HaBYa bHMIA MPOLIEC OKpeC-
IEHOrO MPOEKTY Ta YCMillHe MOro BMKOHAHHSA AOBOAMTD, LLIO Y MpO-
Lieci MPOEKTHOI [isNIbHOCTI BUSBMSAETBCS paLlioHabHE MOeAHaHHS
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TEOPETUYHMX 3HaHb | MPaKTUYHKUX A CTYAEHTIB Nif Yac po3B'sA3aH-
HS KOHKPETHOI Npo6ieMK, BUKOPUCTOBYETLCS CYKYMHICTb Npobiem-
HMX, AOCNIAHULIBbKMX, MPaKTUYHMX METOAIB po6oTW, AKi, Ha AYyMKY
t0. 3arymenHoBa (2005), 3a CBOEHO CYTHICTHO € 3aByK AW TBOPYMMN. Bia-
TaK, 3aCBOEHHS MEBHOI CTPYKTYPU MPOEKTHOI AiANIbHOCTI € BaX/IMBUM
i ANA NpodecinHOI AiIANBHOCTI M OCOBUCTICHOrO PO3BUTKY MabByTHIX
M3alHepiB, | 4na hopMyBaHHSA MO3UTUBHOI HaBYaIbHOI MOTMBALI.

HaykoBa 3 ornsafy Ha 3a3HaveHe, <<npoe+§THa”mﬂnbHiCTb»”— ue cneumq)iq—
HOBW3Ha Ta Ha GopMa MOAEeNtoBaHHA CaMOCTINHOI HaBYalbHOI AiANIbHOCTI Ha
npaKTHYHa OCHOBI OCOBUCTICHOrO BMGOPY CTyAeHTa WOAO NidHaBasbHMX abo
3HAYMMICTD MPaKTUYHUX 3aBAaHb Y HECTaHAAPTHUX CUTYyaLlisfx, WO 3abe3nedye

ROCNiDKeHHS OCOOUCTICHWI CEHC HaBYaHHS.

BUCHOBKM ‘a 3'FICOBaHVO, Lo meToa I‘IpQGKTiB Qed)eKTMBHMM y npoueci nif-
FOTOBKM ManbyTHiX an3aliHepiB. OcKiNbKM Nif 4ac CTBOPEHHS KOH-
LenTyanbHUX NONOXeHb GOPMYBaHHA NPOMECINHOI KOMMETEHTHO-
CTi MalbyTHiX AM3aiHepiB BiagBeaeHO Barome Micle iHHOBaLiMHWM
TEXHOJSIOTISIM, TO 3ay4YeHHA CTYAEHTIB O MPOEKTHOI AiNTIbHOCTI, K
OfHIEl 3 POPM IHHOBALIMHMX METOAMNYHMX TEXHOMOTI HaBYaHHS,
NO3UTUBHO BIMBATUME Ha GOPMYBaHHA NMPOMECIMHOI KOMMETEHT-
HOCTi MalbyTHIX An3aiiHepiB.

OT>Ke, 3aMpoBa>KeHHS MPOEKTHOI AiNIbHOCTI Y MpoLec NiaroTos-
K1 MabyTHIX AnM3aiHepiB CNpUsSTYME NiABULLEHHIO PIBHS chOpMO-
BaHOCTI KOMMOHEHTIB CTPYKTYpY NPOMECINHOI KOMMETEHTHOCTI.
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Abstract

The aim of the research is to analyse the
sources of inspiration of motives of the “Ger-
man flowers” (“the Saxon pattern”, “the Saxon
attire”) in the European porcelain and the fa-
ience, connected with creative works of thw
well-known masters of the “small Dutch”. The
research methodology includes ontological,
historical and chronological methods as well
as the method of the art criticism analysis.
The ontological method is connected with the
presence of a genre of a flower still-life in the
paintings of old masters. The second method
correlates with the list of names of artists who
used to turn to the image of field and garden
flowers in the Flemish and Holland fine arts in
the XVII=XVIII centures. The method of the art
criticism analysis will be used for the analysis
of works of leading European manufactories of
thin ceramics where the assortment patterns
of “the Saxon attire” were largely popular. Sci-
entific novelty is connected with the defining
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AHoTauis

MeTa pocnipKeHHA — BCTaHOBUTY [Kepe-
na iHcnipaui MoTuBIB «HiMeLbKi KBiTU» («Cak-
COHCbKMIA Bi3epyHOK», «CaKCOHCbKUIA y6op»)
y eBponericbkoMy hapdopi Ta hasHci, NoB'sA3a-
Hi i3 TBOPYICTHO BIAOMUX «Maux ronnaHauis»
Ta IX B3aEMO3B'A30K 3 MOTMBaMu1 pPO3MKUCIB
yKpaiHcbkoro dapdopy # dasaHey KiH. XVIII -
cep. XX cT. MeTopgonorisi BOCNiAYXXEHHS BKJ1HO-
4Yae CYKYMHICTb OHTOMOMYHOrO, ICTOPUKO-XPO-
HOMOMYHOro Ta MUCTELTBO3HABYOro METOAIB
aHaniay. MNepLunii NoB'A3aHMI i3 NO6YTyBaHHAM
Y XXMBOMWCI CTapux ManCTPIB XaHpy KBITKOBO-
ro HaTiopMOopTy. [pyruin — i3 nepenikom imMeH
XYLOXHWMKIB, AKi 3BepTanunca A0 306paxkeH-
HS MOMbOBMX Ta CafoBWX KBITIB Y GpnamaHa-
CbKOMY Ta ronfnaHACbKOMY 06pa3oTBOPHOMY
mucTeutsi XVII-XVIII cT. TpeTin 3acTocoByBa-
TUMETbCA AN aHanisy TBOPIB MPOBIAHUX €B-
POMERCHKNX TOHKOKEPaMiYHMX MaHydhaKTyp,
B @COPTUMEHTI AKUX 6ynu MOLUMPEHi Bi3epyH-
K «CakCOHCbKMA y6op». HaykoBa HOBM3HA
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of interrelations of the decor of the «German
flowers» in the Ukrainian porcelain and faience
of the end of the XVIII = the beginnings of the
XX centures with the samples of flower still-lifes
of the “small Dutch” in the XVI=-XVIII ct. Conclu-
sions. Thus, having considered the still lives
of the first elements of the “little Dutch” of the
XVII-XVIII centuries and European porcelain
and faience products of the XVIII-XX centuries
the genetic affinity of their floral motives was
established. In particular, the works of lead-
ing European centers of “white gold’, begin-
ning with Meissen and Berlin, and ending with
Ukrainian Korts and Baranivka, evidence this.
At the same time, artists of fine ceramic en-
terprises relied on a bank of drawings and ico-
nography of flowers of “fantasy bouquet” (from
different seasons), which included, first of all,
motives of “king-flower” (tulip, carnation, daffo-
dil, rose) surrounded by flowers of “royal suite”,
namely, daisies, cornflowers, poppies, blushes,
marigolds, violets, lilies of the valley, peonies,
forget-me-nots, wild hips, and more.

Keywords:
“German flowers”, “the Saxon attire”, still-lifes of
the “small Dutch’, the Ukrainian porcelain and
faience of the end of the XVIII = the middle of
the XX ct.

Beryn Il

noB'A3aHa i3 BCTAHOBJ/IEHHSAM B33aEMO3B'A3-
Ky Zekopy «HiMeLbKi KBiTU» B YKPaHCbKOMY
hapdopi-hasHci KiHua XVIII — noyatky XX CT.
i3 3paskamMu KBITKOBWX HaATIOPMOPTIB «Masnunx
ronnanguie» XVI=XVIII cT. BucHoBku. OTxe,
PO3MISHYBLUN MepLIOENEeMEHTH HATOPMOPTIB
«Manux ronnanguis» XVII=XVIII cT. Ta eBpo-
nevcbknx BMpobiB dapdopy i daaHcy XVII-
XX CT., BCTaQHOBJIEHO TEHETUYHY CropigHe-
HICTb TXHIX KBITKOBMX MOTMBIB. 30Kpema, npo
Le cBif4YaTb TBOPWU MPOBIAHUX €BPOMENCHKUX
LeHTpIiB «6inoro 3omoTa», NodmHaroum 3 Mait-
ceHy Ta bepriHy, i 3aKiH4yrOUN YKPAIHCbKUMU
Kopuem i bapaHiBkoro. Mpn LUbOMY XyOOXKHW-
KN TOHKOKepamiYHWX NiANPUEMCTB Cnupanu-
CA Ha 6aHK MastoHKIB Ta iKoHorpadito KBiTiB
«(haHTasiNHOro ByKeTY» (3 Pi3HUX Mip POKY), LLO
BKJIKOYana, Hacamnepej, MOTUBM «Lap-KBiT-
Ku» (THONbMaHy, rBO3AWKY, HapUMUCy, TPOAHAN)
B OTOYEHHI KBITIB «LlapCbKOl CBUTWU», @ caMe —
MaprapuToK, BOJIOLIOK, MakKiB, PyM'sHKY, Ka-
neHaynu, @ianok, KoHBanii, NiBoHii, Hes3aby-
JLOK, LUMMLLUWHW TOLLO.

Kniouosi cnoea:
MOTUB «HiMeLbKi KBiTW», MOTUB «CaKCOHCbKUIA
ybop»,  HaTHOPMOPT,  «Masi  ronnaHaui»,
yKpaiHcbkuii - hapdop-pasHc  KiHua XVIIE -
cepenHu XX CT.

YKpaiHCbKa TOHKa Kepamika Knacu4Hoi 406K pO3BUTKY — KiH.

Meta
LOCHi)KeHHs
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XVIII = noy. XX CT. —CbOrogHi BMBYeHa He AOCTaTHbO. [1oTpebye
JocnigKeHb K 6aHK dhopM i hacoHiB, Tak i gekop nNpeaMeTiB Bi-
TUMBHAHMX BMPOBHULTB dhapdopy-hasHcy. OcobnmBo Lie MUTaHHS
aKTyanbHe Yy Cy4acHUX YMOBax PUHKY TOHKOI KepaMiku YKpalHu,
B AKOMY MaiKe MOBHICTHO MPUMUHUAK ICHYBaHHS CTapi Gapdo-
po-thassHCOBI 6peHAn | MOCTYNOBO NOYMHAIOTb 3'ABAATUCS HOBI, LLO
LLIe HE MaKOTb HanpaLbOBaHOI KyNbTypn GOPMOTBOPEHHS Ta AEKO-
PYBaHHS nocyay.

MpoaHaniayBaTv MOXOAXKEHHSI MOTUBIB «HiMeLbKi KBiTh» («Cak-
COHCbKMiA y6op») y eBponeicbkoMy dhapdopi Ta dasiHci, NoB'a3aHi
3 TBOPYICTIO BiAOMUX «Manux rofananuis». 3aBaaHHA poboTn —
MPOCTEXUTU MOSABY KBITKOBUX HATHOPMOPTIB Y EBPOMENCHKOMY
>KMBOMUCI, OXapakTepuayBaTu crneumdiky TpaHcopmaLin Lboro
YKaHpy B OKpeMux dhiaMaHaCbKUX | roNnaHACbKMX MancTpiB, 3'aCy-
BaTW Yac po3po6KM MOAIGHNX MOTUBIB Y IEKOPYBAHHI HIMELIbKOrO,
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MeTtogonoris
Ta aHani3
AKepenbHoI
6asu

aBCTPINCbKOrO, YeCbKOoro, (paHLly3bKOro, aHrMiMCbKOro Ta yKpaiH-
cbkoro dapdopy-thasaHcy.

MeTononoria AoChiAXKeHHss 6a3yeTbCA Ha OHTOMOMYHOMY, iC-
TOPWKO-XPOHOSMOMYHOMY Ta MUCTELITBO3HABYOMY METOodax aHasli-
3y. OHTOMOrIYHWA [O3BONAE PO3KPUTKU MOOYTYBAHHS Y XKMBOMKCI
CTapmx MancTpIiB »aHpy KBITKOBOIO HaTHOPMOPTY. 3a AOMNOMOroHo
iICTOPUKO-XPOHOJOMYHOrO MeToAy BMOYAOBYETbCA Mepenik iMeH
XYAOXHUKIB, AKi 3BEpPTANuCs 40 306paXkeHHs MONbOBUX | CafoBUX
KBITiB B 06pa30TBOPHYOMY MUCTeUTBI HigepnaHais, a nicns ix pos-
nagy y nepLwin nonosuHi — cepeanti XVII ct., Ffonnanail ta ®nanapii
(Tepenn cyyacHol benbrii) Bnpogorx XVII=XVIII cT. MeToa MucTe-
LTBO3HaBYOro aHasisy Aa€ 3MOry 34iMCHUTX aHanis TBOPIB Mpo-
BIHNX EBPOMENCHKMX TOHKOKEPAMIYHUX MaHyhaKTyp, Y NpoayKLUil
AKNX BYNIN NOLLMPEH Bi3epyHKN «CaKCOHCbKMIA y6op».

OCKinbKK aCopTUMEHT TBOPIB «BiNoro 30M10Ta» CKAagae 4acTu-
HY Cy4acHO! AKepenbHoi 6asu 3 MPOMUCIOBOro An3aiiHy (MpoTo-
[I13aiiHy), BApTO PO3rsiHYTW OKPEMI PO3POOKHN, 38 AKMMU BCTAHOB-
NOKOTbCA IXKepena iHCnipauin TUX YK iHWKX BapiaHTIB po3nucy.
OAHNM 3 HaMBINbLL paHHiIX i, BOAHOYAC, HaA3BUYaMHO LiKaBUX 3 XYy-
JOXHbBOI TOYKM 30pYy, € MOTUB O3406MEHHSA, WO B EBPOMENCHKIN
niTepaTypi OTpMMaB CyKynHy HasBy «HimeLbKi KBiTU» abo «Cak-
COHCbKMIt y60p» («CakCOHCbKUIA BisepyHOK»). [po HbOro nucana
HiMeLbKa gocnigHuua Xena Langensmaiiep (2012) y ctatTi ««ban-
TiCbKe POKOKO»: dasHc XVIII CT. 3 KpaiH BanTincbKoro perioHy»»
B KONIEKTUBHIN MoOHOrpadil «BMHOrpagoBChbKi YMTaHHA», BUAAHIN
y CaHkT-lNeTepbypsi 3a NiATPUMKK eBpOneincbKoi AcoLiadil apy3iB
Kepamiku. JocnigHuua 3asHa4vana, Wo «HanbinbLL NonyaspHUM MO-
TMBOM PO3MMCY CTann HiMeLbKi KBiTW, CTBOPeHi 61m3bko 1735 p.
Ha MaiiceHcbKilt hapdopoBiit MaHydakTypi» (c. 118). Ha il gymKy,
«MOBa e Npo 306paykeHHs! KBITiB, BUKOHAHWX Yy HAATO peasic-
TUYHIN MaHepi 3 BUKFOYHOK 6OTaHIYHOK TOYHICTHO i, SK MpaBuso,
Y PI3HIM KONOPUCTUYHIN rami. 3araaom, Lie XxapakTepHO Mailxe ans
BCix eBponeicbkux MaHydakTyp» (Llangenbmariep, 2010, ¢. 118).
Ane WoA0 NPOTOTUNIB Ta [pKepen iHCcnipaui 3rafjaHa aBTopka Hi-
4Oro He po3TiymMadye.

B iHWIA CcTaTTi, pO3MILLEHIM Y LIbOMY X BWIAHHI Mif HA3BOK
«Daptop, daaHc i manonika 1830—1940-x pp.», KaHAWAAT MUCTE-
LTBO3HaBCTBa AHHa TapxaHoBsa (2010) nuLle HacTynHe: «AK Bifo-
MO, BYKETW 3 TPOSIHA | APIOHMX KBITIB aKTUBHO BMKOPUCTOBYBaINCh
Y pO3nuci ceBpCbkumx Tapinok 1755-1760 pp.» (c. 320). Mogi6Hi Mo-
TVBW BBINLAN B LUMPOKMIA YXXMTOK Ha IMnepatopcbkomMy dapdo-
poBoMy 3aBofi Pocil, ae BnpogoBx 1750 — 1760-x pp., GakTU4HO
Bigpasy Micns BiAKPUTTA BUPOOHULITBA, BUKOHYBANUCS aHaNOorivHi
MucTelbki TBopm (TapxaHoBa, 2010, ¢. 320).
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[MpoTe, 3aMiCTb AOBINbHOI, IHKOMM aCUMETPUYHOI, HaBITb AeLlo
PO30rol MaHepyn 3 NPUPOAHUMN BUMMHAMK CTe6en i NaroHiB, AKy
MW crnocTepiraeMo y Himelbkomy hapdopi, npoaykuis CeBpy 3ae-
OiNbLWIOro KynbTByBana nNymn aHKOMOAIOHI pPO3aHW 3a0KpYraeHO!
BcepeavHy dopmu. OCTaHHI HaryacTile 3'eHyBanucs y NOTpin-
Hi «rpoHa», 0OBUBANNCA CTPIYKAMKN Ta TOHEHBKUMW TipASHAAMM
3 APIGHILLIMX KBITIB, KOTPi YTBOPHOBAIN PUTMIYHWIA «TaHLIOBab-
HWI» BiI3epyHOK Kin abo oBanis 3 BiHkamMu. [1pn LbOMY CTPIYKK
iIHKOMM BMKNadanncst B opHamMeHTanbHi NOBTOPEHHA GaHTIB i Me-
PETBOPHOBAIMN CNPUMHATTS TaKMX TapifioK Ha pedi 4n1a CBATKOBUX
YM BECINbHMX TOPTIB. HabnmkeHnmMmn Ao hpaHLy3bKnx Npoobpasis
BUrASiAany M ixHi penniki Ha pociicbkomy dhapdopi Ta dhastHci.

Ha npoTtumBary ®paHLy3bKOMY i POCINCbKOMY, YKpalHCbKMI dap-
hop Knacn4HoT 106K PO3BUTKY (Bif CBOET MOABMK A0 PEBOSIOLIAHMX
3MaraHb noyaTky XX CT.) GiflbLLOKO MipOtO BCOTYBAB Ky/bTypy fe-
KOpYy KpaiH HiMelbKoro cBiTy. Lle Moxe 6yTv NoB'si3aHUM i3 TUM
(haKTOM, LLIO BMIACHWUKN NEPLIMX MaHydaKTyp TOHKOI KepaMikK, 30-
KpeMa, MpoT MNoToubkKii Ta H03ed HapTopuincbKIMii 3acHyBann CBOI
nignprvemMcTBay HyaHosi Ta Kopui Ha noyvaTky 1780-x pp., HeBOOB3I
nicns 3aBeplueHHs ao6un AsrycTa lll. Tak icTopMYHO cKnanocs, Lo
Len Koposb Pedyi MocnonuTol, 4O 3eMefb AKOI TOAI BXOAWIN 3eMII
BosnmHi, ogHo4yacHo 6yB aBCTPINCbKMM KypdtopcToMm. BignosigHo,
MUCTELbKI OPIEHTUPU TOrOHaCHOI apUCTOKPATUYHOI BEPXIBKK, fiKa
6yna 3aMOBHUKOM HalsKIiCHIlLMX B3ipUiB yKpaiHCbKOro «6inoro
30/10Ta», 0b6epTanmca AOBKOMNa eCTETUYHMX OPIEHTMPIB KOPOs Ta
NPWABOPHOIO HOBINITETY.

MoTiM MaTIip'to OCTaHHLOrO MOMbCbKOro Kopons CTtaHicnaea |l
MoHAToBCbKOro (1764-1795), AK BKa3ye iHLLIWIA HiIMeLbKWA Aocnif-
HUK EroH KnsiiH (2010), 6yna KHArvHa KoHcTaHuis YapTtopuiicbka
(c. 182). To6To l03ed YapTopuitcbkuii 6yB il 6IM3bKMM POANYEM.
MpoT MNMoToubKNiA 6yB KOMMAHLOHOM OCTAHHBOI O, AKE NOMY, KpPiM
YyaHosa, ae 1783 p. Bxe gisno dapbopoBo-hasHcoBe BUPOOHK-
LTBO, Hanexano 651M3bKo 51 4acTuHK akLii nianpuemcTtsa y Kopui.
dabpuka TyT 6yna 3anovaTkoBaHa 1783 p. i BBeAeHa B ekcrnyarta-
Lito 1784 p., uebTo A0 TPETLOrO Nepeniny MNonbLij, Ko 3axiaHoykpa-

THCbKI 3eMJ1i YaCTKOBO MOTPAanWN Nif FoprandHe NignopaakyBaHHsA

tpaHLy3bkoro iMnepatopa HanoneoHa BoHanapTta (BapLuaBcbke
repuorctso, 1805-1813/1815 pp.), 1, Haaani, Pocil.

BpaxoBytoun, Wwo ao cepeauHn XVIIl CT. nocyq npoBiAHOIO Hi-
MelbKoro BMpobHMUTBa dapdopy B MaliceHi npuaHadascs, Ha-
camnepes, 415 MOHapXiB Ta IXHbOro HAaNBGAMXKYOro OTOUEHHS, TiNb-
KV 3 ZpYroi NonoBWHM CT. BUCOKOSIKICHa TOHKa KepaMika nodana
AEMOKPATU3yBaTUCS. Tak, EBpONencbKui hiopanbHMiA 4eKop CTaB
«CTaH4apTuayBaTUCA». Ha 3MiHy paHHIM MalCEHCbKMM KBITKOBUM
OpHaMeHTaM MepeBaXKHO CUHLOro Komnbopy «LinbynbyacTuin ae-
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Kop» (KOHTYPHWIA PUCYHOK 3 Mi3HILLMM MEH3NEBUM [0BEAEHHSM,
y BUrNsaadi noeAHaHHs MOTUMBIB rpaHaTa, 6ambyka, Xpu3aHTemu
 nepcmka) Ta «CyxouBiT» (NiHeapHWii pUCyHOK), LLIO OpieHTYyBaNmMCh
Ha CXiHy MoAy B 03406/1€HHI TOHKOI KepaMiku, MPUALLNK reaoHic-
TUYHI NONIXPOMHI KOMMO3ULII EBPOMNEIZ0BAHMX «KBITY4MX GYKETIB
KBiTiB» (TapxaHoBa, 2012, c. 148-153).

3aMicTb opieHTauil Ha npecnoByTux «KBITIB Ta nTaxiB» 3 KW-
TaCbKOro MMUCTeLTBa, MOTUB «HiMeLbKi KBiTU» NepeayBaB nos-
Bi 6inbll BMxofoLWeHOro «MaHepy». OCTaHHI 3'aBMBCSA 6A13bKO
1790-X pp., Yy HbOMY >XXMBOMUC PO3KMAHMX (hriopeanbHUX MOTUBIB,
LLIO HIBUTO >KBABO Pyxanncsl, NeEpeTBOPIOBABCS Ha MEPTBY HaTypy.
Mo cyTi, «CaKCOHCbKWIA y6op» NIAroTyBaB NOABY B AHMI HA MeXi
KiH. XVIII = Ha no4. XIX CT. Bi3epyHKy «boTaHi4YHMX KBITiB», WO AaB
MOLITOBX PO3BUTKY BIAOMUX MOTUBIB KWTanty «dnopa [aHika»,
«®nopa Pycika» Towo. OgHak, BnacHe «MaHep», WO BiAOPYHbKY-
BaBCA Bif «HIMeLbKMX KBITiB», YNPOLOBX MIBCTONITTA HaMaraBcs
no36yTncs came Lboro 60TaHiyHOro edekTy i BigiiwWoB Big npu-
POAHOro aTnacy KBITiB O CTWI30BaHOMO Yy MeBHI MaHepi repba-
pito (TapxaHoBa, 2012, c. 151-153). Lle # Aano no4aTok iMoro Hasei.

To6T0, Mixk 17351 1790-Mu pp. B eBponeincbkomy dhapdopi Ta da-
AHCI MOTUB «CaKCOHCbKOro y6opy» 6yB MPOBIAHMM, XO4a Napanenb-
HO MPOAOBXYBAB iCHYBaTM Bi3EPYHOK «/HAIGHCHKI KBITU» Ta 6IM3bKO
1740-x pp. nowmpuecs aekop «KecunorpadidHi KBiTK», MO3HAYEHWIA
pucamu 3is'anocTi (Jlexenst, 2011, ¢. 73). 3-NOMK HWMX «HiMeLpKi
KBITW» CTanM HanbinbLl «KMBUMWU» 1 3HAXOAUIN PO3YMIHHSA cepef
MoLiHOBYBAYiB CcafiB, LLO CYNPOBOAYKYBAOCh PO3BEAEHHSAM PifKic-
HKX Pi3HOBMAIB (hOPK, @ TaKOXK HATYPanicTiB, BIONOriB, CeneKkLioHe-
piB pocnuH ToLwo. LIebTo »KMBOMNMCHA BiflbHa MaHepa, WO BipTyO3HO
BMKOHYBanacs BPy4YHy, 4aCcTo 3a OAWMH NiAxig, He BiApUBaroumn pyku
(MycTep), B LeM nepiof, cTae HanbinbLL 3aTpebyBaHOH.

BupasHnumm i AckpaBMMmM 3a KOIbOPOM «HiMelbKi KBITK» 6ynu
BMPOAOBX A06M pokoko — 1740-x — 1750-x pp., KoAW B YKpaiHi
LLle He po3roYanocs BUroToseHHs dhapdopy. TotanbHa Moaa Ha
Lie 03706MEeHHSI CEPBI3IB Ta OKPEMUX pedein crnocTepiranacsa Mix
1750-mu Ta 1760-Mn pokamu. B cepefunHi — Apyrii NONOBMHI
XVIII' CT. >KMBOMUCHNIA pO3MMC 4aCTO NMOEAHYBABCSH 3 PeNbEDHNM
JIeKOpoM. 30KpeMa, 3 BizepyHkamu «CTapuii O3be» (KOLIMKOBA
nneTiHKa 3 Bep6OoBOI 103K, — MOTUB, BUHanaeHnin 1730 p.), «<Hoswit
03be» (nowwmpeHuin 3 1730-x pp. MOTUB Bep6GOBOT 103K, NOEAHa-
HWI 3 XapaKTepHOO AR POKOKO XBUSICTOMO NiHiEHD), «J1ebeanHuii
cepsi3» (1737-1741 pp., noeaHaHU 3 NNAaCTUYHUMKU MOTUBAMMY
nebepis), «Ctapuii bpaHgeHwTaiH» (3 1738 p. A5 3aMOBHMKA
®. A. bpaHaeHLWTalHa BUKOHYBABCA Y BUMNAAI MNETIHKK NO 60pTy
Ta NpsSMKX CMyT Bi 60PTY A0 LEHTPY NPeaMETY, YacTo AOMOBHHKO-
BaBCA Y MPOMIXKax PO3MUCOM Y CTUII «LLKHYya3pi»), «<OnyKi KBITK
FOLOBCHKOro» (Ans HiMeLbKoro Kyrusi FOLOBCbKOrO — Bi3epyHOK
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APIBHNX KBITIB, WO posnycTunncs), «<Mapcenb» (1739-1743 pp.,
FipASHAM KBITIB, WO PO3MNyCTUNUCS Ta WICTb POriB AOCTATKY, 3ano-
3MYEHNX 3 MOTUBIB pyaHCbKoro dasiHcy), «PenbedHnin yéop [ro-
NOHr» (Ha 3aMOBEHHA dpaHUy3bkoro Kynusa [ronoHra, ApiGHWiA
penbedHNUI KBITKOBWIA Aekop, Binomuii 3 1743 p.).

KpiMm iHLIKX, B NNaCTUYHMX 03006eHHAX MaiiceHy 6yB nolumpe-
HUI «Penbed Bptonax (1742—1746 pp., eneMeHTH NNeTiHKK 3 poc-
JIVHHUMUW 3aBUTKaMW, LLO YePryroTbes 3 AiNgHKaMU POCAVHHOMO
NONIXPOMHOro po3nucy), «HoBwit bpaHaeHLWTaiH» (MOTUB Bep6o-
BOI 11031 3 S-MOAIBHNMI cMyramu, 3 1744 p.). MizHille okpeMi pos-
POBKM MNaCTUYHOrO AEKOPY LbOro BMPOGHWULTBA noYanu BiATBO-
PHOBATW Ha IHWMX HIMELbKMX Ta aBCTPINCbKMX MaHydakTypax. Tak,
npumMipoM, 613bko 1790 p. BidepyHok «CTapuii O3be» cnocTepi-
raeTbCAa y NpoayKuil BigeHcbKol hapdopoBol MaHydhakTypu. B cy-
YaCHOMY aCOPTMMEHTI AaHOro BMPOBHMLTBA BiH Ma€e HasBy «bifgep-
Marep» (xo4a cTuNb 6igepMaitep No6yTyBaB NisHille, HiX 3'ABUBCSA
JAaHnii MoTuB — i3 1815 no 1848/1850-Ti pp.) (Bacunbera, 2017).

[o 1780-x pp. NOCTYNOBO «KOIbOPOBWIA FpafyC» y TOHKOKepa-
MiYHMX BMPO6Hax noyaB crnafaTi, Xoda BUKIHYEHWUIA TOHKKIA | 6e340-
FaHHWIM NEH3MEBUIN PO3NUC Nuwascs B Mogi. HanpukiHui XVIII cT.
MOJIIXPOMHUIA COKOBUTUI [EeKOp MOCTYNaeTbCHd MOHOXPOMHOMY
pO3Mu1Cy 3a AOMOMOro OAHIE-ABOX hapb y CUHBO-ONAKUTHMX TO-
Hax abo Y CipO-KOpPUYHEBIN ramMi rpusainto. Liei «ToH» HiMui ycnaa-
KyBanu Bia dpaHLy3bkoro Cespy 4o6u MapKoniHi, Konu nowmpu-
flacsl Mofla Ha CTPOri aHTUYHI eCTETUYHI ideanu.

Mpoobpazamn Aekopy «HiMelpKi KBiTM» BapTO BBakaTW Ha-
TIOPMOPTY 3 POCIIMHHUMW MOTUBAMU Y TBOPHOCTI «Masnx rofinax-
AuiB». MNeplwyM TakMM TBOPOM CTana KapTuHa AHa bpenrens Ctap-
woro «KBiTW y AepeB’aHoMY BasoHi» (1606—1607 pp.), 3amMoBneHa
Anb6pexTtom VII ABCTpiricbkuMm (puc. 4.1, a). Bigomo, Lo XyA0XKHNK
3a419 HaTypaniCTUYHOCTI 306pakeHHst pobrB 3aMalbOBKM Y 3Mi-
LWaHIN TexHiUi Tywi 3 akBapensto y bproccenscbKoMy 60TaHIYHOMY
cafly, 715 4oro crneujianbHO NpUDKYKaB 3 AHTBepneHy. s Hboro
6yN0 BaX/IMBO MaT! MOXJIIMBICTb POBUTU 3aMaibOBKM KBITIB Y Pis-
HMX pakypcax 36/1M3bKa Ta PeTeNbHO X PO3INAHYTX NpY PiI3HOMY
OCBIT/IEHHI.

AH bpenrenb CTaplwui 3annWnMB 3HAYHY KiNbKICTb KBITKOBMX
HATIOPMOPTIB Ta €TIOAiB [0 HUX. Moro MalicTepHiCTb nepeiHsas
CWH XyOOXXHWKa, TaKOX BiZoOMUIM MuTeLb AH bperrens MonogLumi,
Yy TBOPYOCTI AKOrO KBITW 3 KPUXITHMX | TEHOITHUX CTBOPiHb Nepe-
TBOPWINCD Ha BakNMBI «MEPCOHM» MepLUOro nnaHy, Habynm o3-
HaK «MOPTPETHOCTI». TakMM, MPUMIPOM, € HATFOPMOPT OCTaHHBLOIO
«KBITW y CKNAHIA Basi», BUKOHaHWI 6/113bKO Apyrol TpeTnHu XVII
cT. (puc. 4.1, B). B it po60Ti xyAoXHUK 3HalLWoB ana dhapdopy
XpecTtomartiinHe Hafan NoefHaHHsa YOTMPbOX LIap-KBITIB: rBO3AN-
K, TPOAAHAW, Hapumca 1 TiofbnaHa B OTOYEHHI He3abyaoK, A3BO-
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HWKIB, BOMOWIOK Ta iHLMX POCUH, AKi Y NMpUpodi He 3auBiTaroTb
ofHo4acHo. Takuin «haHTasinHWA» NPUHLMM i if B OCHOBY MOSIBU
MOTMBY «HiMeLbKi KBiTW» Ha «6inomMy 30110Ti». OaHaKk obuasa bpeit-
reni (puc. 4.1., 6) YacTo BBOAWMM B CBOI MOJIOTHA M'ATY LIap-KBITKY,
a came ipuc, K1 B aHCaMbIAaX KOMMO3UL «CaKCOHCbKUIA yoop»
Hafasi Maixxe He NPUXUBCS.

a 6 B

Puc. 4.1. HaTropmopTy SiHa bpelirens cTapLioro (a, 6) Ta iHa bpevirens
Monogtuoro (B).

Fig. 4.1. Still lifes of Jan Brueghel | (a, 6) and Jan Brueghel Yanger (B).

Mpuknagom ana Axa Bpeitrensa Monoguoro (MekenbHoro) Ta-
KOX 6yB (h1amMaHACbKUM XyA0XHUK 30/10TOrO Nepiogy PO3KBITY Hi-
AepnaHacbKoro MucTelTBa AM6posiyc bocexapt Ctapmi. Moro
LiiKaBuna TOYHICTb 306payeHHs 1 rapMOHiHe NOeHAHHS COKOBU-
TUX KOJSIbOPIB KBITIB Y KOMNO3WLUil. HacTynmHUM BUAATHUM MUTLEM
03HAYeHOro »aHpy cTaB ronnanielb FaHc bonoHbep (BonoHriep,
Bononykep). Micna 1623 p. Lei XyOooXHUK CTaB Y1eHoM Xapnem-
cbkol rinbail Ce. Jlykn, Aka cneujianidyBasnacb Ha HanmcaHHi KBIT-
KOBMX HaTHOPMOPTIB. Y cBOiX poboTax apyrol TpeTuHn XVII cT. BiH
HamaraBcs «rpafyroBaTu» KONIP NEetOCTOK THOMbMAHIB Ta IHLIMX
KBITIB, HalaBaB IM O3HaK Pi3HOrO CTYMEHO PO3KPUTTA roNiBKK, BU-
ABNAB NEBHUI «XapaKTep» KOXHOI KBITKOBOI «Moaeni» (puc. 4.2).

MpoTe, BiA refoHICTUYHMX TBOPIB CBOIX TOBapWLWIB MO Lexy
AHa bpeirena Ctapuworo (OkcamutoBoro) Ta Axa bpeitrens Mo-
NOALIOro, MOro TBOPU BIAPISHAKOTLCA MEHLIMM XpPOMaTU3MOM, 1X
KOMOPWUT MPUTAYLLEHN, HABAMXKEHNA A0 TOHOBOro. BuHageHHs
XapaKTepHOro MOeEAHAHHA OKPEeMWX KBITIB TrONbMaHa 3 reo3au-
KOO, TPOSIHAOH Ta HApLMCOM, L0 Mi3Hille Habyno 03HaK Bi3ePYHKY
«HiMeLbKKX KBITiB», BAPTO NOB'A3yBaTW TAKOX i3 TBOPYICTHO [aHCa
bonoHbepa.
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Puc. 4.2. [aHc bonoHbep. KBiTkoBMi HaTropmopT. 1639 p.

Fig. 4.2. Hans Boloner. A flower still-life. 1639.

3aranom, cnif Big3HauMTK, WO camM B1GIp MOTUBIB 3anexaBn Bif
Kpacw Ta piaKIiCHOCTI KBITIB. [0n1aHAif, Wo 6yna BigoMa CBOIMU M-
BOBWXKHWMM THOfIbMaHaMu — Lie iCTOpUYHa 061acTb, O BKIKOYaE
2 npoBiHLUil Ha 3axodi Hinepnarais. MNMpote y XVII CT., K i CbOroaHi,
B 6HaraTbOX €BPOMNENCHKMX KpaiHax Ha3By «[OnnaHaisg» OTOTOXHHIO-
Ba/M 3 yciero KpaiHoto. «Manumm» ronnanguis (HigepnaHauis) Ha-
3MBann y pasi, SKLO BOHW 3aiManmcs «Maamnmm» xxaHpamu, uebTo
«TUXUM XKUTTSAM», @ HE BENMKAMMK ICTOPUHHUMM, MIDONOTIYHNMM
ab0 aneropuyHUMM CLeHaMu.

Benuka Bara y goby 6apoko HagaBanacs TonbnaHam, Aki BBa-
XKanUca Maimxxe eK30TUYHOK POC/IMHOKD B iHLLMX KpalHax EBponu.
Cepefi «Manunx rosinaHauiBy, WO 3BepTanmcs Ao LUboro »xaHpy B XVII
CT., BapTO BiA3HaA4MTH, KpiM AMbBposiyca boccxapTa CTapuioro, Ako-
6a (PKaka) ge ertHa Monoauworo, AHa banTucTta BaH ®opHeHOypra,
Baytepca Bocmapa. B ixHin TBOPYOCTI, AKa nigroTyBana poO3BUTOK
KBITKOBOIO HaTHOPMOPTY (BNaMaHOCbKMX i FONNaHACbKUX MUTLIB
XVIII CT., cknanmcst OCHOBHI «ikoHorpadidHi i3Boau» dnopanbHUX
MOTMBIB TOrO 4acy. 30KpemMa, NnoedHaHHs B 6ykeTax KoMMno3nuil
3 THOMbMNaHIB, HapuKciB, TposiHA, dizanica 3 haphopoBMMM Bazamu.

HakpuTi CTONK, KYXOHHWUI HaTFOPMOPT, CHIJAHKN 3 THOMTbMaHamu,
TpossHAaMMW, Fafionycamu, riauuHTamMum, reosanKamMu, ninesamu, ipnca-
MW, KOHBanisMu, Hezabyakamu, dhiankamu, Mapraputkamu, KaneHay-
JIOKO, PY>KEHO TOLLIO MOCTYNOBO CTas I O3HAKOK rapHOro CTUIKO B OCe-
N9AX iCTEONILIMEHTY CYCIAHIX €BPONencbkmx KpaiH. OAHUM 3 KpaLLmx
MaWCTPIB >KaHPY «TUXE XXMUTTSA», AK MOro Ha3nBasu, 6yB HidepnaHaeLb
AH [eBiac ae Xem, B TBOPHOCTI SIKOrO HATFOPMOPT 3 KBiTaMu HabyB
6apoKoBMX 03HaK (puc. 4.3). Hagani TronbnaHn Ta iX 306payxkeHHs no-
Yanu UikaBUTU MelKaHLUiB HimeudrHm, ARl 11 OpaHLjl, aKi BYMAnUCS
Y «MaJInX rofiNanauiB», y 38'a3Ky 3 YMM NONyNapu3auis NogibHNX MO-
TUBIB OTpMMasa HevyyBaHoro 10 Toro po3maxy.

[o kiHuga XVII — novatky XVIII cT., yacy, Konv 6yB BUHaAeHW €B-
ponencbknii hapdop, KBITKOBUI HATFOPMOPT OCTaHHIX, PO3TUPaXKo-
BaHMi y €BpOni, HAabyB 3HA4YHOrO NOLWMPeHHs. HanpuKiHui XVII cT.
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Puc. 4.3. A+ [eBiac e Xem. Basa 3 kBitamu. b1. 1645 p.

Fig. 4.3. Jan Devids de Ham. The Vase with the flowers. Apprx.
1645.

[10 LIbOro »KaHpy 3BEPHYBCS HIMeLbKNA XyAoXKHNK Ako6 Moppens,
ydyeHb fAHa [leBifca e Xema, aKkuii HalaB peaniCTUYHUM rofnaHs-
CbKMM MOTMBaM 6ifbLLIOI POMAHTMYHOCTI 3@ paxyHOK CKAagHMX
BUIMHIB MENOCTOK CBOIX 6€30raHHMX roNiBOK THOMbNaHiB. Y Aoby
PO3BUHYTOrO 6apPOKO KBITKOBI HATFOPMOPTM hiiaMaHACbKMX XyO40XK-
HWKIB OTpUManu OeAKY NMepeBaHTaXKeHICTb AeTansAMU, «iKOHHICTb,
OCKIfTIbKM X MOYanu BMKOHYBaTW «KEMMaMW» 3a PiSHUMMK Mopa-
MU poky. Takum, npumipom, € TBip Mitepa KacTtenbca lll, aknin B
y XVIIl cT., wo npeacraBne «bykeTn KBITIB Ha 12 MicauiB».

Malixe CUHXPOHHO 3 OCTaHHIM MOAIGHI TBOPYi CNOCTEPEXKEH-
HS BIB | @HMINCHKNIA XyOoXHUK Terpi dneTyep. Voro croita Bas
3 KBiTaMW, HanvcaHa BnpodoBx 1730 p., yocobaoe 12 micauis
(36epiraeTbest B EpMmiTadi). Ane cnig BigsHauMTy, WO MaHepa aH-
rninus 6inbl cyxa, keunorpadiyHa, nostaBieHa Tiel COKOBUTOCTI
(pyc. 4.4), wo 6yna nputamaHHa TBOPYOCTI ronnaHACbKux, dna-
MaHZICbKWX | HIMELbKMX MUTLIB. [lechb 3 LIbOro Yacy po3KBIT KBITKO-
BOro HaTHOPMOPTY «Mannx rofilaHLiB» 3racae.

BrnacHe MOTVBW MOSIbOBUX KBITIB, MOXIiAHI Bif HIMELIbKO-aBCTpIN-
CbKMX aHanoris, BNpodoBx KiHug XVIII — novaTky XIX cT. nowmpu-

=

Puc. 4.4. leHpi ®netyep. OanH 3 12 HATIHOPMOPTIB, HaNUCaHNX
Mk 1730 p. KBiTeHb.

Fig. 4.4. Henry Fletcher. One of 12 still-lifes written to 1730 April.
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nmck B 6oremMcbkomy dapdopi Yexi, ska Bxoamna, Ak i 3axigHa
YKpalHa, 4o cknagy ABCTPIMCBKOI iMMepil. Ha Haliux 3emMnax ecte-
TWYHI ynoaobaHHA MaiiceHebkoi haphopoBoi MaHydbakTypu (puc.
4.5), Koponiscbkoi hapdopoBoi MaHydhakTypu B bepnini Ta Binen-
CbKOl haphopoBOI MaHyMaKTypu TakoX CTain MUCTELbKUMU Opi-
EHTMPaAMM BUCOKOro «6inoro 30/10Ta». Kopelb, iMOBIpHiLLie 3a BCe,
YynHiB (MpoayKuUia AKOro, Ha »asb, NOKW WO He po3liyKaHa, ane
Mana 6yTv 61M3bKOK 10 KOPELIbKOT), a Takox bapaHiBka Ta f'opoa-
HMLS, Ni3Hile PomaHie Ta binotuH (LLkonbHa, 2013) cnosigysanm
Ti XK MUCTeLbKI MpeporaTnem y Gapdopi Ta TOHKOMY (asHCi.

Puc. 4.5. MaviceH. Tapinka 3 po3nucoMm «HimeubKi KBITH»
cepeaunHn XVII cT.

Fig. 4.5. Meissen. A plate with a list «German flowers» middle
XVIll the item.

OKpeMmi 3pasky MOTUBIB «HIMeLbKi KBITU» Y BITYNIHAHOMY
dapdopi bapaHiskn Ta MopoaHuLi 36epernmcs Ao nodvatky XX CT.
(pelTa 3 NepenivyeHnx BITYM3HAHKUX MIANPUEMCTB Ha TOIN Yac Bxe
NPWNMHWNA CBOE iCHYBaHHS). INicns [pyrol CBITOBOI BilHX Ha XBUNI
JOCTYNy O CEKPETIB CTAPOBUHHUX TEXHOSON I YECHKOTO | HiIMEeLb-
Koro dapdopy Ta KOHTpUBYLLi, B yKpaiHCbKOMY paAstHCbKoMy «6i-
IOMY 30/10Ti» 3'ABUNCS PISHOMAHITHI MOTUBK «HiMeLbKi KBITW»
y AekanbKoMaHil. 30KpemMa, Take ABuLLEe CNOCTepPiranoch y npoayk-
Lil, po3pobneHiin Ha KWIBCbKOMY eKcnepumeHTasbHOMY KepaMmi-
KO-XYAOXXHbOMY 3aBOfi, LLIO Ha TOW Nnepiof Yacy BUKOHYBaB MYHKLT
pecny6nikaHCbKOI TBOpYOI NabopaTtopil 415 BITYM3HAHMX Nignpu-
emcTB ranysi (LkonbHa, 2011).

MocTynoBO 3-MOMIK iHLLMX eBpONencbkMX WKin Yexii (BepHa-
noTTe), YropuwmHn (Xepenn), Monblui (AnbTBaccep-BanbaeH6ypr),
®paHuil (Cesp), AHrnil (MIHTOH) TOLLO Hali KOMMosuLii a-na «Hi-
MeLbKi KBITW» Habynv BUPasHUX PUC, LLO CMOPIAHIOTH iX 3 KBITKO-
BVMW HaTIOPMOPTaMU «Masux ronnaHaLisy, e BUKOPUCTOBYBaBCA
PUCYHOK TYLILLKO Y KOMBIHALT 3 HAHECEHHSIM LLapiB OMIMHOMO XKK-
BOMMUCY 3 TpaHcnapaHTHUMK (NpocBidyBaHMK) dapbaMm (TexHi-
Ka necmpyBaHHs). KpiM Toro, Ha BIiTYM3HSHY iKoHOrpadito pocimH
BM/IMBAB 3B'A30K i3 KBITKOBMMMW MOTMBaMM YKPaiHCbKOI (hopw,
KOMW THOMbMAaH MUCaBCH i3 COH-TPaBW, sika 3pocTafia Ha Halumx
LuMpoTax, TPOsiHAA, Hapumc abo rBo3amka — 3 naficagHuka, i oTto-
4yyBaaMca ApiGHUMM NONbOBUMM KBITOUKaMM. OCOBNMBMIA 3B'A30K
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Halmx «CakCOHCbKMUX Y6opiB» BiOYyBaAETbCS MiX OOreMCbKOoH
CNaALWMHOD KOMMLLIHBOI ABCTPIMCBHKOI IMMEPIl, HanpautoBaHHAMM
Koponiecbkol hapdopoBoi MaHydhakTypu B bepniHi (puc. 4.6) Ta
H6aHKOM MastoHKIB BiTYM3HAHMX Kopus i1 bapaHisku (puc. 4.7).

Puc. 4.6. Tapinka 3 NpopisH1UM 60pTOM BUPOGHULTBa
Koponiscbkoi happopoBoi MaHypakTypu B bepiHi.

KiHeub XIX cT.

Fig. 4.6. A plate with procarved a board of manufacture of the
Royal porcelain manufactory in Berlin. End XIX the item.

HaykoBa
HOBM3Ha Ta
npakTUYHa
3HaYMMICTb
LOCNIA)KEHHS

a 6 B

Puc. 4.7. apgpoposi Bupoby KopeLbKoi happopo-pasiHcoBoI MaHyhakTypu Ta
bapaHiBCbKOro (hap(hopoBoro 3aBosy.

Fig. 4.7. Product with motive «German flowers» of the Koretsky farforo-faience
manufactory (above) and Baranovsky porcelain factory.

CnocTtepexeHHs 3a TBOpaMW XYOOXXHWKIB MIBHIYHOMO BiApO-
[DKEHHSI Ta 6apoko B My3esix AnbbepTiHa, CTapa NiHakoTeka, bep-
NiHCbKa Ta [pesfeHcbka KapTuHHI ranepel, Jlysp, EpMiTaxk ToLo
Ta HaTypHi B3ipui BUCOKOro Maphopy NPOBIAHUX €BPOMNENCbKMX
NiANPUEMCTB, SIKi BAANOCA 06CTEXMUTM BNPOAOBXK OCTaHHIX 12-Tn
POKIB, AO3BONWUAN MPUMNYCTUTK ICTOTHUIA 3B'A30K MK Bi3epyHKa-
MW KBITKOBWUX AEKOPIB BITYM3HAHOI TOHKOI KEpaMIiKmM B KOSl EBPO-
NencbKMX KIS Ta HaTKOPMOPTIB CTapux MancTpiB. [pn yBaXKHOMY
MOPIBHAHHI MOTUBIB YXaHPY «TUXOr0 XKUTTS» OKPEMMUX XYAOXKHMKIB
Higepnanais, FfonnanHaii, ®nangpit XVII=XVIIl cT. Ta HiMeLbKMX, aB-
CTPINCBKMX, YFOPCbKMX, YECbKMX, MONbCbKMX, YKPAIHCbKMX, PpaH-
Ly3bKMX, @aHMIRCbKMX BMPOGIB «binoro 3onota» XVII-XX cT. cTano
MOX/IMBUM MPOCNIAKYBATN ICTOTHWUIA B3aEMO3B'A30K IKOHOrpadii
OKPEMMX POCVH, eneMeHTiB No6yaoBM KOMMO3WLI, KONOPUCTMY-
HVX ynogo6aHb, WO | CTano HOBU3HOK AaHOMO AOCNIAXKEHHS.
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BUCHOBKM .ﬂ OTxe, [POSMNAHYBLUM NEPLIOENIEMEHT HaTpropTiB «Manmx
ronnanguis» XVII=XVIIl cT. Ta eBponencbknx BMpobiB Gapdopy
i pasHcy XVII=XX CT., BCTQHOBEHO MeHETUYHY CMOPIAHEHICTb iX-
HiX KBITKOBWX MOTMBIB. 30KpemMa, TBOPW MPOBIAHNX €BPOMENCHKNX
LieHTpIB «6ifloro 30M10Ta», NoYmHatoun 3 MaiiceHy Ta bepniny, i 3a-
KiH4yroumM ykpaHcbkumn Kopuem i bapaHiBkoto, anentoBanu Ao
»xnonucy AHa bpeiirena Ctapuioro (KeiTkoBoro, OkcammnToBoro),
fHa Bpeirens Monoawworo ([MekenbHoro), AM6posiyca boccxapTa
Crapuioro, MaHca bonoHbepa, AHa [eBiaca ae Xema, Akoba Mop-
peng, Mitepa Kactenbca lll. Mpu LboMy XyLOXKHUKM TOHKOKEPaMiy-
HUX NIANPUEMCTB CNnpanncs Ha 6aHK MatoHKIB Ta ikoHorpadito
KBITIB «DaHTasinHOro 6yKeTy» (3 Pi3HUX Mip POKY), LLO BKIOYANS,
Hacamnepes, MOTUBW «Lap-KBIiTKW» (THofbrnaHy, rBO3ANKN, HapLu-
Cy, TPOAHAN) B OTOYEHHI KBITiB «LapCbKOi CBUTW», @ came — Map-
rapuTOK, BOJIOLLIOK, MakiB, pyM'AHKY, KaneHaynu, dhianok, KoHBanin,
NiBOHIN, HE3aBY 0K, LUMMLLMHM TOLLO.
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Abstract

The aim of the study is the analysis of
sacral paintings of M. Vrubel during the «Kyiv
period» (1884 — 1889) and understanding of
the church canon by the artist. Methodology of
the research includes general scientific meth-
ods — art study analysis and generalization
of the problem under investigation. In order to
study the subject the epistolary heritage of the
artist was used. The article reveals the genesis
of painting style of M. Vrubel as an integral part
of the European version of the style Art Nou-
veau. The article also proves that this process
took place during his «Kyiv period», and was
closely connected with the impact of Western
European religious art on M. Vrubel's creative
work, in particular, when working on the sketch-
es for St. Volodymyr's cathedral. Conclusions.
Evaluating the millage covered by M.Vrubel as a
muralist we can conclude that his creative work
has developed on the basis of academic easel
forms and naturally evolved to Art Nouveau.
While working on monumental and easel paint-
ings in St. Cyril Church, monumental paintings
in St. Sophia Cathedral and sketches of paint-
ing for St.Volodymyr's Cathedral embodies the
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AHoTauisa

MerTa cTatTi — NpoaHanisyBaTn Ccakpasb-
HUI xmnBonuc Muxaiina Bpy6enst «kuiBCbKoro
nepioay» (1884 — 1889); BUSIBUTI 0COBMBOCTI
PO3YMIHHSI KaHOHY XyOOXXHWKOM. MeTogono-
risa pocnig)XeHHa BKJOYae 3arajlbHOHAYKOBI
MeTOAM — MUCTELUTBO3HABYMI aHani3 Ta y3a-
ranbHeHHs focnifyKyBaHol npobnemn. Jocni-
IPKEHHS1 6a3yeTbCs Ha BMBYEHHI enicToNsIpHOI
cnaflnHu XyaoXkHKa. HoBu3Ha pgocnigxeH-
HA. Y CTaTTi PO3KPUTO reHesy CTaHOBEHHS
YKMBOMMCHOI MaHepun M. Bpy6ens fk opraHiy-
HOI YaCTUHWM EBPOMENCBHKOro BapiaHTy CTUIIO
MOZEPH. AK AOBOANUTBLCS Y CTaTTI, Take CTaHOB-
NEeHHs BIAOYBaeTbCA caMe Y «KUIBCbKMI ne-
piof» MOro TBOPYOCTI i NOB'si3aHe 3 BMIMBOM
3axiAHOEBPONENCHKOrO PENIriMHOIrO XXNBOMUCY
Ha TBopYicTb M. Bpy6ens, 3okpema, nif yac po-
60TV Haj eckizamu Ans po3nucy Bonoanmump-
CbKOro cobopy. BUCHOBKMW. Y peaynbTaTi aHani-
3y (hpeckoBOro »xmnBonucy Bpybena goxoammo
BMCHOBKY, LLIO MO0 TBOPYICTb, PO3BUBAKOUMCH
Ha OCHOBI akafeMiYyHWx GOopM CTaHKOBOro
MUCTELTBA, MOCTYNOBO Habyna pUC ap-HyBO.
Mig yac poboTn Had MOHYMEHTalbHUMKU Ta
CTaHKOBMMM KapTUMHaMK Yy LEepKBi cB. Knpwna,
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highest level of artistic achievements of mature
Art Nouveau.

Keywords:
Mikhail Vrubel, “Kyiv period”, sacral paintings,
the problem of canon, Art Nouveau.

Introduction ]

MOHYMEHTanbHUMK KapTuHamu 'y CodincbKo-
My cobopi Ta eckizamu ana cobopy cB. Bono-
OVMMPa XYOOXKHUK BTISIKOE HaMBULLKUIA pPiBEHb
MUCTELbKMX JOCATHEHD 3PINIOr0 MOAEPHY.

Kniouosi cnoea:

Muxaino Bpy6enb, «KUIBCbKMIA  Nepioay,
caKpasibHWiA XXMBOMKC, MpobeMa KaHoHY, ap-
HYBO.

Sacral painting of M. Vrubel is studied in this article in the contest

of canon and typical features of church painting of the 2" half of the
XIX century. After careful study of two main directions that had been
formed by the end of the XIX century in church painting in Russian
Empire, i.e. neo-Russian style and Art Nouveau, the author notes a
particular role of Vrubel in the formation of the above mentioned
style. The article traces how through careful study of ancient Kievan
Rus art samples (of the XI century), Byzantine monumental art (the
VI-XII centuries), Italian Renaissance painting and due to a special
personal worldview Vrubel, during his «Kyiv period», worked out the
style of painting, which has become an integral part of the European
version of Art Nouveau. Influence of Western European religious art
on Vrubel's work was also under analysis, particularly, his work on
sketches for St. Volodymyr's Cathedral.

The aim of the study is the analysis of sacral paintings of
M. Vrubel during the «Kyiv period» (1884 — 1889) and understanding
of the church canon by the artist.

Sacral art of this outstanding artist has long been successfully

The
methodology
and analysis
of sources

studied in Russian and Ukrainian art criticism. S. Yaremich (laremich,
1911), D. Kogan (1980), N. Dmitrieva (1984, 1990), A. Ivanov
(1928), D. Sarabyanov (1989), as well as such Kyiv researches as
K. Ladizhenska (Ladyzhenska, 2013), O. Drug (Druh, 2013),

|. Margolina (2009, 2013a, 2013b, 2013c), N. Ageyeva (Ageeva,
2015, 2013), A. lling (lllinh, 2013), V. Ulyanovsky (Ulianovskyi, 2005,
2016), N. Prakhov (1958), V. Zummerr (1927) and many other art
critics studied his creative activity. In order to study the subject
the epistolary heritage of the artist was used, specifically, the
book «Vrubel. Correspondence. Memoirs about the artist», which
is still one of the best collections of materials on the study of the
creative heritage of M. A. Vrubel (1929). This article is based on their
research in consultancy with N. Ageyeva, the leading researcher
of the National Museum «Kyiv art gallery» (former Kyiv National
Museum of Russian Art).
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Results Mikhail Vrubel (1856 — 1910) is justly called the founder of Art
of the Nouveau and Symbolism in Russian art. The ancestors of the artist
research on the father’s side, the male line, came from Prussian Poland, as

to his female line, they were Varsovians (The Milkovskys), but his
grandmother belonged to the Polish Confederation. Decembrist
Bassargin was among his ancestors on his mother’s side by the
male line, and a member of the Finland Seim, Mr.Krabbe, was an
ancestor by the female line.

Vrubel left an imprint on Russian and Ukrainian religious painting
in the late XIX — early XX centuries. He had a great gift as a muralist
but unfortunately he could not unveil his potential in full force in this
field, it was not destined. The experience of church painting began
and ended for the artist in the so-called «Kyiv period» which lasted
five years (1884-1889).

Church painting by M. Vrubel is studied by scholars mainly in
several aspects. In the first aspect, it is studied in the context of
the characteristic features of religious painting of the 2"half of the
XIX century, and especially the end of the XIX century when the
church painting of the Russian Empire had two main trends-Neo
Russian Style (religious and national style) and Art Nouveau (New
Style). And the creative activity of M.Vrubel played an important
role in the formation of these styles. The second aspect is the
emergence of the artist's creative method. Through careful study
and further development of ancient samples (XII century), Byzantine
art (VI = Xl centuries), monumental art and Italian Renaissance
painting and due to personal worldview Vrubel developed his style
of painting during the «Kyiv period» which has become an integral
part of European version of Art Nouveau. But the theme of canon
in sacral artist’'s painting has been poorly studied. However, taking
into consideration the length of this article and its popular scientific
character, the author only made a try at touching the problem.

«Kyiv period» did not only determine the main themes, it was
also the period when a number of outstanding sacral monumental
works were created. Vrubel made nine wall oil paintings in St. Cyril's
Church in Kyiv: «The Archangel Gabriel», «Entry into Jerusalemy,
«Cloud Assumption», «Descent of the Holy Spirit upon the Apostlesy,
«Head of Moses», «Head of the Prophet Solomon», «the bust of
Christ», «<Angels with Labars», «Lamentation» / «Pieta» / and four
images for the iconostasis of the church — Christ , the Virgin with
Child, saint Cyril and saint Athanasius (1884 — 1885). Moreover,
the artist recreated the lost images of angels in the dome of St.
Sophia Cathedral in Kyiv (1884 — 1885) and created picturesque
composition «The Agony in the Garden» (1887) for the church in
the estate of Y. Tarnowski in Motovilovka village near Kyiv. The work
on the sketches for the painting of St. Vladimir's Cathedral in Kyiv
was of great importance for the formation of the artist's unique style
for which he made four versions of the composition «Lamentation»
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and two versions of «Resurrection» (1887), both were executed in
watercolor.

We would like to remind that iconography is, in the most
general terms, the system of rigid canons (templates, standards
and techniques) of depicting images of individual characters
and story scenes. In the middle of the XIX century the Orthodox
Church designated the basic requirements for church painting: «in
compliance with «historical fidelity», idealization of images and
ban on such willfulness as “nude human body without obvious
needs, exquisite situation of persons, passionate glances, athletic
forms..» (Gusakova, 2011) and expressed the need to distinguish
the concepts of an icon and a painting on a religious theme but the
Church did not specify dogmatic and aesthetic differences between
them. The government in the name of great princes and princesses
who held the position of president of the Academy of Arts also
cared about the fate of Russian sacral art. With their support, vice
president of the Academy of Arts, Prince G. Gagarin organized the
class of Orthodox iconography at the Academy. The basis of the
class curriculum which was supervised by Professor T. Neff was
strict adherence to patterns of «Byzantine art» that were taken in the
ancient shrines of Kyiv, Novgorod, Suzdal, Vladimir, Georgia and the
Caucasus and in the territories where Orthodox culture was spread,
in Greece Italy and on Mount Athos.

But professors of the Academy opposed the idea of creating
a class of Orthodox iconography. They believed that «imitation
of Byzantine painting will lead to the decline of painting in Russia
and that the requirement for conventional types of icons will
never develop a talent» (Gusakova, 2011). The class of Orthodox
iconography was short-lived, from 1856 to 1859. In addition to his
duties as vice-President, Prince Gagarin was personally involved
in the church painting project. The painting created by him in the
church of the Mariinsky Palace in St. Petersburg (1856) became the
intermediate link between classicism of the early XIX century and
religious national style in art that was fully developed only at the end
of the century.

In ancient Russ picturesque location of scenes in the church was
determined by cosmic and topographic features, architectural forms
and dogmatic purposes. At the end of the XIX century canonical
triad of subordinated elements «God-likeness — ethics — aesthetics»
was changed and started to move in the opposite direction. The
first place was occupied by aesthetics with ethics following it, and
only after them there was a place for God-likeness. The expression
«to paint over the shrine/temple» was understood as «to decorate
or arrange» and church painting instead of «visual theology» was
limited to illustrations of the Holy Bible that satisfied aesthetic needs
of Russian society at that period (Gusakova, 2011).

Much credit for the formation of religious and national style
must be given to a well-known scholar and art historian N. Pokrovski
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(1848-1917) who together with other scholars developed the
program of painting for Orthodox churches that were under
construction. His pictorial art projects included picturesque images
of Jesus Christ, the Virgin Mary, saints and scenes from the Holy
Bible according to the canon of scene location in churches and
numerous characters from the early Christian, Byzantine and Kievan
Rus church history. Such decoration of churches contributed to the
strengthening of religious feeling and promoted respect for national
roots. The interior of an Orthodox church was to emphasize «the
importance of the monument of Russian art» and implement «the
ideal that would spiritualize the generation» (Gusakova, 2011). Such
concept allowed the artists to develop the church canons and at
the same time preserved the spiritual content of icons, changed the
shape and pictorial language and created new iconography. This
creative process was seen as a natural development of art. Thus, a
new religious and national direction appeared.

Many artists of the second half of the XIX century (V. Vasnetsoy,
N. Bodarevsky, M. Nesterov, N. Bruni etc.) developed their painting
techniques and artistic language due to which the religious images—
symbols appeared. Such a system of rules and painting technigues
can be called special, individual artist's canon. Such individual
religious canon reflecting the artist's representation of the ideal of
otherworldly, unearthly spiritual beauty can be found in the works
by M. Vrubel.

Inthe analysis of sacral compositions by M. Vrubel it is becoming
clear how a talented and creative artist interprets traditional church
painting subjects. So his paintings in the church of St. Cyril and St.
Sophia Cathedral reflect an organic and in-depth understanding of
Byzantine art and Kievan Rus art of the XII century reconceived by a
man and an artist of the end of the XIX century.

One of the researchers of Nouveau D. Sarabyanov noted that
the new direction was formed in Russia together with national
concepts. Such a bias towards national issues, he noted, «was a
characteristic of Art Nouveau in several European countries in
general» (Sarabianov, 1989, p. 79). However, academic features are
noticeable in Mikhail Vrubel's works. It is reflected in the tendency
toward strict rules of art, focus on beauty which is selected as an
object of creation. But Vrubel consistently overcame academism,
he reinterpreted nature, «rejected an alliance with naturalism which
was typical for the late European academicism» (Sarabianov, 1989,
p. 81). Let us briefly consider sacral works of Vrubel executed during
«Kyiv period». The artist executed the most significant monumental
works in St. Cyril's Church which can boast the world's largest
ensemble of ancient frescos of the XlIlI century that survived to the
present day. The vicinity of Vrubel's paintings to these monuments
of religious art shows us that the level of his talent is equal to that of
ancient masters and we can see the versatility of his talent. In 1884
while still a student of the St. Petersburg Academy of Arts Vrubel
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accepted the offer of a professor, philanthropist and art historian
Adrian Prahov to participate in the restoration of St. Cyril's Church
and execution of new compositions in situ of lost frescos of the
XII century that would organically fit into the interior of the ancient
shrine. The new concept of A. Prahov’ s plan was obvious, that was
«co-authorship» with the masters of the XII century which was new
to big artists of the XIX century. In 1880-es the interest in national
antiquity among experts and educated people increased but not
from the point of view of artistic value but from the historical point
of view. It was in St. Cyril's Church and St. Sophia Cathedral where
for the first time Vrubel, and A. Prahov helped him at that, managed
to transfer from archaeological research and restorations to the live
modern creativity and perceive the great painting tradition of ancient
Kievan Russ and Byzantine art and art of the Renaissance era.

Monumental works in the St. Cyril's Church by M. Vrubel such
as «The Archangel Gabriel», «Entry into Jerusalem», «Cloud
Assumption», «Head of Moses», «Head of the Prophet Solomon,
«Bust of Christ», «Angels with Labars» show, as it was mentioned
above, the artist's deep understanding of Byzantine art and Old Rus
art, ancient iconography and feel in color. Most of the compositions
are performed in accordance with the canon but still there are
exceptions. In the story «Cloud Assumption» there is a retreat from
the conventional iconographic canon which was due to objective
reasons; the composition is executed above the northern portal of
the cathedral which was rebuilt at the time, it was expanded and
increased in height. Due to this it was not possible to replicate the
composition in accordance with the picture of the XlI century. In the
«Bust of Christ» the Messiah surprises with both inconsistency as to
the accordance with the Christian canon and figurative description
inherent to Vrubel which was the evidence of the creative search of
the artist, gradual development of his system of painting techniques
and rules, search of the individual canon. One of the main aspects
of Vrubel's creative search was to understand, unravel and reveal the
human soul.

One of the most significant works of Vrubel in St. Cyril's Church
is “Descent of the Holy Spirit” at the choir. The artist conveyed the
complexity of human emotions with extraordinary force in the
images of the apostles; he created a gallery of portraits with deep
psychological characteristic. He painted them from Kyiv intellectual
class and clergy of that time, the priest of the church, Peter Orlovsky,
archaeologist Goshkevich and Professor Prahov. It is remarkable
that all of them were the brightest representatives of the intellectual
elite of that time, well-known researchers and connoisseurs of Kyiv
Christian antiquities and people of high spiritual culture. Young
Apostle shown the third from the left side of Mary has undeniable
resemblance to Vrubel himself. According to iconographic canons
the Apostle Luke is always portrayed the third from the left side of
the Virgin Mary. It is known that Luke was not only an apostle and
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evangelist but also a painter who made the first pictorial image of
Holy Mother; in the Christian tradition he is regarded as the author
of the famous icon of «Holy Mother of Vladimir». It is remarkable
that Vrubel deliberately portrayed himself in the place of Luke, in
the place of an icon painter. Vrubel uses a large range of colors that
is why the garments of the saints seem to be of different colors
in daylight, in the evening and with night light. Artistic synthesis
of Christian, historical and symbolic perspective composition is
manifested in changes in figurative space and the plastics of figures.
In this integral in its composition work Vrubel's individual manner is
already vivid; features of Art Nouveau become heavily noticeable,
they were manifested in laconic picturesque decision and especially
in the heightened emotional images.

The composition ends with the image of King of the Universe. The
Elder with a beautiful white beard, wearing a crown, adorned with
precious stones, with uplifted hands to heaven as if he supports this
great monumental composition. The symbolic image of the King
of the Universe personifies dark, unenlightened part of mankind in
Byzantine iconography to which apostles will bring bright Christian
faith in different languages. And it is not accidentally that the
open palms of King the Universe face the top of the composition.
From God the Father, Jesus Christ, the Holy Spirit, through the
enlightened apostles King of the Universe perceives divine grace
converging in the form of flames of Pentecost by his palms open
to the sky. Architectural details, contours of Gothic and Oriental
houses resembling a minaret serve as background for the Elder.
Characteristic buildings and structures from different geographical
regions in different styles symbolize cardinal directions of the north,
south, east and west. Apostles will go in these directions to carry
Faith of Jesus Christ to the peoples. Vrubel created the icons of
the iconostasis of St. Cyril's Church, Savior, the Virgin, Saints Cyril
and Athanasius in 1884 — 1885 in Venice where he also studied
mosaics and frescoes of old masters. The image of Holy Mother is
executed especially gently and tenderly with eyes full of tears and
expression of suffering for mankind on her face. One can feel here
not only virtuosity but the depth of genuine religious experience.
Without departing from the church canon the artist brings personal
experiences and individual perception of Italian Renaissance
painting to the image he created.

Vrubel's works in St. Sophia became an interesting experience in
monumental sacral painting. A. Prahov revealed several mosaics in
the dome drum, the images of Pantocrator, an archangel, the upper
part of the figure of the Apostle Paul and ornaments. According to
the tradition of Byzantine church four angels with Labaras were
supposed to be in this place and they were to be directed to the
four cardinal points and personifying the four seasons. Only one in
the blue and dark blue robes representing «Winter» was preserved.
A. Prahov offered M. Vrubel to add the missing three angels. In line



Jemiypr: igei, TexHonorii, nepcnekTuem gu3sanHy 2019 Tom 2 N22
Demiurge: ideas, technologies, perspectives of design 2019 Vol. 2 No 2

with the figure of the archangel preserved the artist performed the
other three angels with slight modifications; firstly he painted the
robes in dense tones and after the paint dried, it seemed as if he
laid out the robes in mosaic square stones of different hues. The
artist made the imitated smalt a little bit bigger in size than the
original smalt stones on purpose, he knew that stones painted
on the surface with oil paint would not reflect light as well as the
real mosaic stones that reflect light at different angles if the brush
strokes were of the same size as the size of real smalt stones. And
in these works Vrubel felt himself a participant of devoted work of
old masters and tried to be worthy of them, he managed to find the
really big tradition in painting and the laws of its expression.

The heritage of Vrubel's religious painting is divided into two
parts: monumental and easel works of the artist that were made or
executed i.e. put into life and the second part of his works are the
works that remained only in sketches. Images for the iconostasis
of the church in Motovilovka village near Kyiv ordered to Vrubel by
Y. Tarnovski remained unfinished. The painting from the collection
of the Kyiv National Museum of Russian Art «<Agony in the Garden»
(1887) gives an idea about unfulfilled intentions. The developing
of the story is typical for the second half for the XIX century. And
according to contemporaries influence of the famous artist N.Ge
is quite noticeable. At the same time there are features of the
late academism which are manifested in idealization, even mild
sweetness in appearance of the main evangelical character. Christ
is depicted in profile with folded hands. The objective world in the
picture is dematerialized. Nature, losing its texture and weightiness
under cover of night begins transformation into its opposite — the
world of shadows. Crown of Thorns, a harbinger of near death on
the cross depicted on the canvas is not clear, it is ghostly, its contour
is blurred. Artistic, pictorial language in the painting is translated into
the language of symbols that emphasize the illusory nature of all
earthly things.

Watercolor sketches for painting of St.Vladimir's cathedral
performed in 1887 in the estate of Y. Tarnowski near Kyiv became a
further step towards the artist’s gaining of his own brushwork which
is certainly variant of Art Nouveau. The sketches that remained in
watercolor sheets (now they are preserved in the collection of the
National Museum «Kyiv art gallery», former Kyiv National Museum
of Russian Art) are focused on two subjects — «Lamentation» and
«Resurrection».

Vrubel creates a sketch on «Resurrection» for the lateral northern
chapel. In addition to the figure of Christ and the angels the artist
includes in the composition the figures of sleeping warriors and
flowers that filled the middle of the bottom, the flowers then turn
into an ornament. Ornamentality is a characteristic feature of
Vrubel's creative work and one of the hallmarks of Art Nouveau.
The sketch was rejected by the construction committee which did
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not like the shape of the Roman guards that were placed by the
artist directly on the ground. Despite this Vrubel continued to work
on the sketches and created another version of the «Resurrection»
and four variants for the composition «Lamentation». Variant of
sketches on the theme of «Lamentation» allows to follow the search
of the composition solution that could express the tragedy of the
Gospel event most accurately. In one of the variants made in the
technique of black watercolor real space is transformed by the artist
into the imaginary space. The figure of the Virgin and horizontally
elongated lifeless body of the Savior make a tranquil cross shaped
form slightly enriched by halos circles. The silhouette execution
of the flattened volumes on the neutral background is also a
characteristic of Art Nouveau. Stretched, slow passage of time is
another important component of style in this sketch. By choosing
the most tragic moment the artist halts time. A feeling of intense,
lasting forever intermission is being created. Great aesthetic value
of watercolors is not only in harmony and absolute unity of color,
silhouettes and forms of the image but in the spiritual depth of each
separate element of the form.

The sketches for the painting of the cathedral were not accepted
for execution. At the same time they were highly appreciated
by A. Prahov who opined that another church should be built for
Vrubel's sketches. Indeed, Vrubel's sketches differed greatly from
the religious and national style supported by the official Church and
the style which is artistically implemented in St.Vladimir's Cathedral
in Kyiv; the sketches differed especially from the compositions by
Vasnetsov. It was impossible to believe that Vrubel who perfectly
handled the task of revival of ancient style in St.Cyril's Church
would not have created the sketches for the church of St.Vladimir's
Cathedral in the style ordered by the customers. Most likely that
it was high time for the individual painting style of the artist that
had been formed by that period to go on the air. The artist treated
watercolor sketches rather as an independent works. «Do not think
thatthese are templates only and not pure creativity», wrote M.Vrubel
to his sister (Vrubel, 1929, c. 26). Biblical and evangelical images
accompanied the artist throughout all his creative life reflecting the
beauty of the universe. Art Nouveau as a style of religious painting
in Kyiv did not receive further development. Religious and national
style continued to dominate in there.

Scientific The article reveals the genesis of painting style of M. Vrubel
as an integral part of the European version of the style Art Nouveau.

novelty and , ; e
tical The article also proves that this process took place during his

. p_rac ica «Kyiv period», and was closely connected with the impact
significance of Western European religious art on M. Vrubel's creative work,
of the in particular, when working on the sketches for St. Volodymyr's

research cathedral.
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Conclusions E Evaluating the millage C_overed by M.Vrubel as a muralisﬁ we
can conclude that his creative work has developed on the basis of
academic easel forms and naturally evolved to Art Nouveau. And by
his creative activity and even by his appearance he embodies the
highest level of artistic achievements of mature Art Nouveau and at
the same time he preserves national character and peculiarities of
the Russian perspective of the XIX century.

In the history of Ukrainian artistic culture of the late XIX and
early XX centuries, Mikhail Vrubel and his «Kyiv period» in particular
occupy a special place. It is impossible to imagine the history of the
national art history without his monumental and easel paintings in
St. Cyril Church, monumental paintings in St. Sophia Cathedral and
sketches of the painting for St.Volodymyr's Cathedral.
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AHoTauis

JocnigpkeHHa Mae 3a MeTy rnokasaTtu ef-
HICTb MPOLIECIB B YKPAIHCbKOMY | EBPOMNENCHKO-
MYy MUCTeUTBI KiH. XIX — noy. XX CT., BUSBUTU
OpraHiyHMi 3B'I30K MiXX MOAEPHUMM ifesiMu
" hopMyBaHHSAM HalLlioHanbHOI caMOoByTHOCTI.
MeTopau pgocnipyXeHHs. BryKopucTaHo MeToam
iCTOPUYHOIO | MUCTELTBO3HABYOro  aHaniay.
HaykoBa HOBU3Ha. B1ABNEHO MPUYMUHK Mpar-
HEeHHSA yKpalHLiB A0 HaLiOHaNbHOI cCaMOigeHT-
dikauii, nokasaHo npolec hopMyBaHHsS yKpa-
THCBKOI XyIOXHbBOI eNiTV B KOHTEKCTI PO3BUTKY
KyNbTYpHOI aBTOHOMIT. BUCHOBKM. B pe3ynbTaTi
NPOBEAEHOr0 AOCNIAKEHHS 3'ACOBaHO, WO Xa-
PaKTEPHOIO pUCorD (hOPMYBaHHST CaMoiAeHTU-
dikaujil B Konax MUCTeLbKOT iHTenireHuil ctanm
MOLLYKM HaLlioHanbHO! caMOBYTHOCTI B LiapyHi
MUCTeLTBa, 30Kpema MpoLec TBOPEHHHA Ha-
LioHanbHOro CTuto. MokasaHo 3apo[KeHHS
I PO3BUTOK XYA0XHbOr0 XXUTTS B YKpaiHi, pop-
MYBaHHS HaLliOHaNbHOI MUCTELbKOI eNiTI LNS-
XOM CTBOPEHHS CUCTEMM XYOXHBbOI OCBITH.

Kniouosi cnoea:

camoifileHTudiKaLis, HalioHanbHa camobyT-
HICTb, MOAEPHE MWUCTELTBO, XyOOXHS OCBITa,
YKPAIHCbKNIA CTUMb, METOAM HaBYaHHS, XYA0X-
HS LUKONa.
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BcTtyn. MNpobnemMa HauioHanbHO! igeHTudikauil i3 3000yTTaM
YKpaiHOO [ep>KaBHOI HE3ANEXHOCTI He BTpaTua CBOEI aKTyaslb-
HocTi. leBHa 4YacTMHa PyCUOIKOBAHOMO HaCeNeHHs MPOAOBXYE
ineHTUdIKyBaTK cebe 3 POCINCLKOHD KYNbTYPOrO, iITHOPYHOUYM 370~
OyTKM BNACHOro Hapofdy. ABuLLE YKpaiHCbKOro aBaHrapay, BM3HaHe
B UMBINI30BaHOMY CBITI, 0gHe 3 6araTbox, WO NiATBepAXKYE Haujio-
HanbHY CaMOBYTHICTb YKPaiHCbKOI KYNbTYPW.

MokasaTu e4HICTb MPOLECIB B YKPAIHCbKOMY i €BPOMENCbKOMY
MUCTeLTBI KiH. XIX — no4y. XX CT., BUABUTU OPraHivyHni 3B'A30K MixK
MOAEPHNUMM iaessMn 1 GopMyBaHHAM HaLioHaNbHOI CaMOBYTHOCTI.

B cTatTi «YKpalHCbkuii aBaHrap4» 40 5-T0 TOMYy «lcTopil ykpaTH-
cbkoro mucteuTsa» . Ffop6ados i C. ManeTta (2007) npocTexyroTb
LUNAXM PO3BUTKY MPOBIAHUX aBaHrapAHWX CTUMIB B MEPLUI TPETUHI
XX cT. B YKpaiHi, 30kpema, TopkaroTbest NpobrieM GOpMyBaHHA Ha-
LioHanbHoro cTunto B MucTelTsi. J1. CaBuubka (Casuukas, 2003)
B CBOII MOHOrpadii aHanisye npouecku B yKpaiHCbKOMY MUCTELTBI
KiH. XIX — no4y. XX CT., NoKasye LUMPOKY KapTUHY KYIbTYyPHO-MUC-
TELbKOrO >XWUTTH O3HA4YeHOro nepiody. B CTaTtTi, NpuCBAYEHIN
|. BpoHi, O. KoBanbuyk (2010) BuCBiTNOE Npobiemy poCicbKol
KyNbTYPHOI ekcnaHcii B MucTelbkKin cdepi. 0. TypdeHko (1956)
y MoHorpadii npo M. Mypaluka getanbHO PO3KprBae HOBAaTOPCbKi
MeToaM BMKNadaHHA B KUIBCBKIN pycyBanbHIn KON

PesynbTaT gocnigxerHs. Cepea AoNeHOCHMX 06CTaBUH Gop-
MyBaHHA YKPaIHCbKOI Ky/NbTypy MPOBIAHY poSib Bigirpana BiACyT-
HiCTb HaLioHanbHoT Aep>kaBn (TopbadoB & Maneta, 2007, ¢. 112).
CBOEpPIAHNM rapaHTOM 11 BXKMBAHHA NPOTArOM CTOMITb 3a/uLuaB-
€S Hapof, Lo NPOAOBXKYBaB iAeHTUdIKyBaTH cebe K YKPaiHCbKMA.
Po3BrBatoYMCb B yMOBax 6e3nepepBHOI KyNbTypHOI iHTEpPBEHLIl
3 60Ky Aep>kaB-3arapbHuLib, yKpalHCbKa KynbTypa BXe Ha paHHixX
eTanax CBOro iCHyBaHHA BUABWNAG 30aTHICTb 4O aCUMINSLIT TBOP-
4oro AOPOBKY CyciAHIX HapoaiB. B mpoueci ouiHkM 11 Bio6opy B Hel
YTBOPUBCHA CBOEPIAHNIA IMYHITET O HACWUTbHULBKOTO «LLEMNEHHSA»
YY>KUHHMX KYNbTYPHUX KOAIB, 3aBASKM YOMY BOHa 36eperiia Bfac-
HUIA apxeTun.

Ha KiHeupb XIX CT. nepudepiiHe CTaHOBULLE 1 HaliOHaIbHa yro-
CNIKEHICTb WoAaNi 6inblie CTUMYNIOBAIN PYX Y KOMax yKpaiHCbKOl
iHTenireHuil Ao KynbTypHoI aBToHOMII (CaBumukas, 2003, c. 102).
Llel pyx He 3aBam 6yno cnpssMoBaHo Ha 3006yTTA HaLioHaNbHOI
He3aneXHoCTI, af)Ke YMMarna 1i YaCTuHa, NepeayciM, Noe’'ssyBana
cebe 3 iIMNepCbKOK POCINCHKOKD KynbTypoto. [1poTe, 1 ykpaiHodi-
v, 1 pycodinu notepnanu Bif KyNbTypHOI 3ayxu, LUTYYHO CTBO-
PEHOI Yepes KOHLEHTPAaLtO YCiX IHCTUTYLI Y CTONMLAX POCIACHKOI
iMnepii — MMeTepbypai  Mockai. lNpipBa MiX CTOAMUAMN 1 Nepu-
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thepieto, 3 0AHOro 6OKy, MOPOAXKYBana KOMMIEKC MEHLLIOBAPTOCTI
Y NPeACTaBHUKIB MPOBIHUIMHOI iHTEIreHLT, 3 IHLWOro — nparHeHHA
[10 CTBOPEHHSI YMOB PO3BUTKY MOBHOLIHHOMO KYSIbTYPHOIO XWUTTS
Ha Micuax.

Bce o3HaudeHe LWoAO 3arajibHOKYNbTYPHOI CUTyaLil MOBHOMD
MIpOtO cTocyBasnocs 1 mucteutsa. [lo apyroi nonosuHu XIX cT.
B YKpaiHi He icHyBano ymoB Ans (hopMyBaHHSA 06pa3oTBOPHOro
MUCTeLTBa: He 6Yy/0 »XOAHOro HaBYalbHOMO 3aknagy XyOoXKHbOI
OCBITW, >XOOHOMO XYAOXHbOrO YrpyrnoOBaHHA | HaBITb 3arasbHo-
JIOCTYMHOrO XyAOXKHBOro My3etd. MucTelbKe XUTTA obepTanocs
HaBKOJ10 CTOJIMYHOI €M1ITW | CTONIMYHOI MpecHu, e CTBOPIOBAIUCA pe-
nyTauil MUTUIB # iCHYBann yMOBW Anst NpodecinHol peanisauil.

Ha Toi1 yac lMeTepbypabka IMNepaTopcbKa akafemist MUCTELTB
(nani = TIAM) we 3anuwanaca 6e3sanepedyHnM MOHOMONICTOM
y GOpMyBaHHI MUCTeLbKOI ifeonoril, BOHa > BW3Ha4ana hopmMu
i BMICT OCBITW Ha TepuTopil BCiel 6baraToHaLlioHanbHOI POCINCbKOI
iMNepil, NONpW peniriiHi, HalioHanbHi, perioHanbHi 0COHMBOCTI.
Mo ceoit cyTi MAM 6yna ogHUM 3 Aep)KaBHUX AenapTaMeHTIB,
3 Ao6pe HanaromKeHUM YMHOBHULIbKUM XapakTepoM YynpaBiHHA
i LEH30PCbKMMM QYHKUIgMUK. K | Byab-siKa iHWa 6ropOKpaTUYHA iH-
ctutyuisa, MAM Tprumanaca Ha NO3ULIAX OXOPOHW AOrMaTiB LWodo
3MICTY 1 (hOPMM MUCTELTBA, ONUPAKOYMChb ANHAMIYHMM NPOLecam,
LLIO BUMAranu KapavHanbHOro neperngaay yCiel CUCTEMU XYOOXKHIX
LiHHOCTEN. [Mpn BCIX NO3UTMBHMX CKIAA0BMX BUCOKONPOMECINHOI
ocsiTn y MAM, B Apyri nonosuHi XIX CT. BOHa HacTiNbKy yBinLWIa
B MPOTMPIYYS 3 BUMOraMmM >KUTTS, WO Le BPELTI BUAWMIOCS Y 3a-
rafbHOBIAOMWIA «OYHT YOTMpPHAAUATU». HaTOMICTb, HaBiTb nicns
4acTKOBOro pedopMyBaHHA i4€0Oril Ta HaB4YasbHOro MpoLecy
MAM, po3prB MiX 3aCTUTI0 akaeMIYHO MOLENHO MUCTELTBA
i CUCTEMOKO HOBMX XYOOXHIX LiHHOCTE 3anuLlaBCsa HEMOAONaHUM.
OUiHrOK4UM JaHy CUTYyaUito Yy KOHTEKCTI YKPaiHCbKOro MUCTELTBa,
OOVH 3 pedopMaTopiB XyA0XKHbOI OCBITH |. BpoHa nncaB y 1926 p.:
«TpU CepefiHix «XyAOXKHIX yYunnLLa», Wo 3HaxXoAnnuchb Mg Npo-
TekTopaToM «lIAX» B [NeTepbypsi, CNy>Kmnamn opraHamMu pycudikauir
MUCTelUTBa 1 Monodi Ta NiAroToBYMM Wabnem Ans BUCMOKTYBaH-
HSA TanaHTIB A/19 3arafibHOPOCIMCbKOro KynbTYpHOro KasaHa, A5
CTONUYHNX LIEHTPIB: /151 BTACHOIO HaLiOHaNbHO-MUCTELbKOrO PO3-
BUTKY BCi WWNAXM 6yno nepetaTo» (KoBanbuyk, 2010, c. 88).

CepiosHy anbTtepHaTuBy INIAM Ha Toi Yac cknano MoCKOBCbke
YUNIULLE YKUBOMUCY, CKYNbNTYpW i apxiTekTypu (gani — MYXXCA),
LLIO CTasI0 MPOMIXHOK TaHKOK MiXK akaZleMi3MOM | MOAiepPHI3MOM.
B YkpaiHi nparHeHHs HanaroguTy BMacHe MUCTELIbKE XUTTH, Mne-
peayciM, 6yan NoB'A3aHi camMe 3 HaZieto Ha BUXOBAHHS MicLEBMX
XYAOXHIX KadpiB. 3a TMX YMOB pPOb 3akfagy XyLOXHbOI OCBITU
YCBIZIOM/THOBANAacA He NuLle AK MigrotoBka npodecinHnx Kaapis,
ane i Ak GopMyBaHHA Ocepeaky anbTepHAaTUBHOI CUCTEMMN ECTETUY-
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HUX | XyOOXHIX LiHHOCTEN. MNepLui cnpobun opraHisyBaTi HaBYaHHS
XYAOXHIN rpamoTi B YKpaiHi nodnHatoTees nnwe 360 —70-x pp.
XIX cT., Konn ogHa no oaHin y Ogeci, XapkoBsi, K1EBI BUHUKAIOTb
pucyBasbHi LLKOMW, LLO 3roA0M MEPETBOPUINCA Ha Aep>kKaBHi Ha-
BYasibHi 3aknaau. Bxxe Ha noYaTKoOBOMY eTani IX iCHyBaHHA OCUTb
YiTKO BUPISHMANCA ABa 06'eKTUBHUX (haKToOPW, L0 BU3HAYUAM Xa-
pakTep HOpM i METOAIB XYAOXKHbOI OCBITW B LIMX HaBYallbHUX 3a-
Knagax. [Mepwmin hakTop nonsrae y opieHTauii Ha odiliAHNA CTUNb
BuKNagaHHA B NMIAM, gka nonpu Bce 3anuiianacs B3ipLeM rapHoro
cMaky # npodecioHaniamy. B osHayeHnin vac 1i aBTopuTeT OyB e
HaATO BiAYYTHWI, @ KOHTPOSb 3 6OKY YNHOBHWKIB OCBITK ClyryBaB
HaZiHUM 3anobiXKHUM 3aCO60M MPOTW 3anpOBa[XKEHHS MOAEP-
HMX IHHOBALlIM Yy 3MICT | METOAN HaBYaHHA. Hapaai, nepudepiinHmi
cTaH YKpaiHu, reorpadidyHa i icTopuyHa 61M3bKicTb A0 €Bponu
BiAYyTHO MocnabntoBany TUCK MaHiBHOI BeMKoAepyKaBHOI iaeo-
NOTil A CNPUANK HEYXMNIBHOMY PO3BUTKY APYyroro dhakTopy, a came
MOLUMPEHHIO iAe MOAEPHOrO MUCTELITBA.

MoTpeba y MicLeBMX Ocepeakax XyAOXKHbOI OCBITW crpusina
YTBOPEHHIO MepLUMX CTydir, Ae Mann 3MOry OTpuMMyBaTK Mnovat-
KOBI HaBWYKW Ti, XTO rOTyBanucsa 4O BCTYNY Y CEpPeaHi 1 BULL Xy-
JOXHI HaBYasibHI 3aknaiu, a TakoX — PEMICHUKW, OBENIpH, peTy-
Lepw, AekopaTopu 1 npocto oxodi. B Kuesi y 50-x pokax XIX cT.
BIZIKPMB pUCyBasibHi Knacu xuBonucelb HanoneoH Muxannosuy
ByanbCcbkuii, WO OTPUMAB XYAOXKHIO OCBITY B akafeMisax bepniHa,
[roccenbaopda, Mapwka. 3aHATTA NPOBOAMINCE Y HbOTO Ha KBap-
TUPI, CTYAIA MYHKUIOHYBana NpOTSAroM KifbKOX pokiB. 1859 poky
3 iHiLiaTUBKM XyAOXKHMKa-intocTpaTopa Muxaiina balumnnosa 6yno
BIAKPUTO BeYipHI pucyBanbHi kKnacu npu KUIBCbKOMY YyHIBEpPCUTE-
Ti, LloNpaBAa, BOHW NMPOICHYyBaAu fuLle oAaHy 3umy. Y 1860-x po-
Kax npu Kueso-Tleyepcbkin nagpi 3ycunnsmmn iepoMoHaxa Aninis
(By6nmkoBa, 61. 1838 — 1907) 6y/f10 CTBOPEHO XYAOXHIO LLUKOJSY.
IKOHOMUCHY TEXHIKY TYT AOMOBHIOBASMO IPYHTOBHE BUBYEHHHA pU-
CYHKY i>KMBOMMCY. 3 LiEe0 MeTOK A0 BWKNaAaHHS y LWKoni 6yno
3anpolleHo akazeMika PokayeBCbKoro. HatomicTb, Biaxia Big Ka-
HOHIB PENIrinHOrO XXMBOMUCY BUKIMKAB pO3apaTyBaHHSA LIEPKOB-
HOro KepiBHMUTBA i LUKOMOK 3anporoHyBanu KepyBaTu caMOMy
Aninito, Bi YOro TOW KaTEropmyHo BiAMOBMBCA. Hepes Le HoBa-
TOPCbKi TeHAEHLUIT He 3HaWLWIM PO3BUTKY, a laBpCbka LUKoNa ne-
peTBOPUNAcA Ha TpaauLifHy IKOHOMUCHY MancTepHIo. Ha nmoyartky
1870-x pp. Npu KWIBCbKIi NepLui riMHasii 6yno BiAKPUTO HedifbHI
Knacw pucyBaHHA AN PEMICHUKIB i BCIX, XTO MaB HaxkaHHs BUUTU-
€Sl MantoBaHHIO. Buknagavem cnoyaTtky 6yno 3anpoLleHo BynTe-
N1 PUCYBaHHA i YmcTonucanHa Bacuns TpeHiHa, a noTiM — Mukony
Mypauuka (TypuyeHko, 1956).

Came M. Mypaluko cTaB OAHMM 3 MepLIMX MPOBIAHMKIB MO-
JEepHUX 10en B XYLOXHIO OCBITY, a BUMYCKHWKK CTBOPEHOI HUM
KWIBCbKOI pycyBanbHOI LKOAM CTOSM 6ina BUTOKIB ABMLLE, 3ro-
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HaykoBa HoOBU3Ha
Ta NpaKTUYHa
3HAYMMICTD
BOCNiJKEHHS

BucHoBKM 'ﬂ

[IOM Ha3BaHOrO «yKpalHCbKWI aBaHrapg». NporpecuBHi nornsaam
M. Mypallka, 3anyy4eHHa 40 AIANbHOCTI WKOAM BUAATHUX MUTLIB
i 0iAYiB KyNbTYpW, HOBITHI METOAM HABYaHHSA CNIPUANKN BUXOBAHHIO
nNesan yKpaiHCbKMX XyA0XKHWKIB HOBOI (hopMallil. |ael «mucTeuTBa
3apafun MuCTeuTBa», BUcNoBneHi M. Mypatwkom y 1890-x pp., 6ynau
CYronocCHi 3 HAMHOBITHILUMMUK TEHAEHLIAMM €BPOMENCHKOI XYyO0XK-
HbOI KyNbTypu. BOHW Manu LifikoM BU3HAYeHWU MOLEPHUI Xapak-
Tep | 3HA4YHO BUMEepeKanu yCTaneHi Nornaam KOHcepBaTUBHUX
MUTLIB. IHHOBaUIHI METOANKM BUKNAAAHHS XYOOXHIX AUCLMUMNIIH
CTanu nepwmm npelefeHTOM eKCNePUMEHTAaTOPCHKOro MiaAXoay
[0 MPOLeCy HaBYaHHS, WO CTaslo BM3HaYaibHUM MPUHLMNOM A4
XYOOXHIX HaBYalbHUX 3aknafiB MOAEPHOro CnpaMyBaHHA. [1po-
MOBUWCTUM € | TOW (haKT, WO Lina H1M3Ka TanaHOBUTUX BUXOBAHLIIB
i BUMYCKHMKIB LLUKOJIM BXE Ha paHHIii CTafil CBOET TBOPYOCTI TAXINN
[10 HOBITHIX TeYiil €EBPOMENCBHKOro MUCTELTBA.

3arasbH1UM pO3BUTOK HOBWX i Yy EBPOMENCBKOMY 1 yKpaiH-
CbKOMY MUCTeUTBI 3 KiH. XIX CT. CTUMyntOBaB 3POCTaHHA aKTUB-
HOCTI XyAOXHiX C1N B YKpaiHi. [parHeHHa 40 KybTyPHOT aBTOHOMIl,
LLIO NMPOABAANOCS K MOLUYKM HaLlioHaNbHOI caMoByTHOCTI, HaBiTb
B/IACHOMO «yKPaIHCbKOro CTUMO» B MUCTELTBI, MOCTYNOBO Halla-
POBYBaSIO TOW MPYHT, Ha AKOMY HEBLOB3i PO3KBIT/IO MOAEPHE MUC-
TeuTBO. J1. COKOMOK, 30Kpema, 3a3Hadana: «BxooxeHHA YkpaiHu
B HOBITHIO iICTOPUYHY enoxy XX CT. CynpoOBOAYKYBaNoCs 3arocTpeH-
HSM Npo6ieMM HalioHanbHO! camoigeHTudiKalil Ta CTUXIRHUM
(DOPMYBaHHSAM KOHLENUIT «yKPAIHCbKOro CTUMKO» | MOro 3MICTo-
BOr0O HarMoBHEHHS MO BCbOMY MEPUMETPY YKPAIHCbKMX 3eMelb»
(Top6ados & Maneta, 2007, ¢. 64). Ha Mexi cToniTe npoLec hopmy-
BaHHSA «yKPaAIHCbKOrO CTUO» 6YB 6nM3bKMIA A0 iAen Ap-HyBo. 3 no-
YyaTky 1900-X pp. cTMNi3aLisg npaBuia 3a OCHOBHUI MPUHLIM XYLOX-
HbOI iHTepnpeTaLil hopM HapogHOro MucTeuTBa. Konip i nnactuka
YKPaIHCbKOro HapOLHOIO OPHAMEHTY HaAMXanu MUTLLIB Ha NepeBa-
HO JeKopaTUBHE PillEHHS KapTUHHOI NMAOLLMHN. XKMBOMUCLL NOCTY-
NMOBO BTpaYasnv 3anexHicTb Bif AMKTATYy HaTypW, Ha nepLivi nnax
BMMLLNO CYO'EKTUBHE BPAXKEHHS Bif TUX YN IHLLNX ABULL, AINCHOCTI.

BuAaBnNeHo NpuYmHM NparHeHHs ykpaiHUiB A0 HaliOHanbHOI ca-
MOifeHTUdIKauil, nokazaHo npouec GOPMYBaHHA YKPATHCLKOI Xy-
JOXXHbBOT efiTW B KOHTEKCTI PO3BUTKY KYNIbTYPHOI aBTOHOMIl.

B pesynbTaTi NpoBedeHOro AOCNIIXKEHHS 3'ICOBaAHO, WO Xa-
PaKTEPHOK pucoto  (HOPMyBaHHS camoigeHTudiKauil B konax
YKPAIHCBKOI XYOOXHbBOI IHTENIreHLi CTann MOLyKM HauioHanbHoI
CaMOBYTHOCTI Y LlapuHi MUCTELITBE, 30KpPEMa MPOLIEC CTBOPEHHS
HaLioHaNbHOrro CTUL0. [NoKa3aHO 3apPOAXKEHHA M PO3BUTOK XYLOXK-
HbOIO XXNTTS B YKpalHi, DOPMYBaHHA HaLOHaTbHOI XYJOXHbBO! efi-
TW LWISIXOM CTBOPEHHS CUCTEMU XYLAOXHbOI OCBITU.
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Abstract

The aim of the article is to investigate the
life and collecting experience of Oleksandr
Tulchinsky, a collector from Kyiv, whose work
remains unknown nowadays; to define the ar-
tistic value of the works that belong to his col-
lection; his role and significance in the history
of Ukrainian collections of the XX century. The
methodology of the research. In the course of
the scientific research such methods as histori-
cal and art analysis were implemented. The sci-
entific novelty. The name of the collector from
Kyiv, Oleksandr Tulchinsky was introduced for
the first time into the scientific field of knowl-
edge. The article is based on the archive data
of Ukrainian Archives Museum of Literature and
Arts, which hasn't been published before and is
of great historical and art value. The collection
of the philanthropist, the migration of his works,
his collaboration with artists and their heirs, as
well as the museum establishments have been
analyzed. Conclusions. The role of the private
collection of paintings of Ukrainian art in the
course of history of art is difficult to overesti-
mate. In his own collection activity Ukrainian
collector has managed to combine the esthet-
ic and social principles with an excellent taste.
The highly-estimated masterpieces from his
private collection were often a part of perma-
nent collections in Ukrainian museums and
enriched the national cultural heritage. Tulchin-
sky’s collection, like other prominent Ukrainian
collectors works of that period conserved cer-
tain phenomena, names and pieces of art which
are equally important for the history of art and
artists in particular.
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AHoTauis

MeTta — JOCniaNTV XXUTTSA | AISNbHICTb Ma-
NIO3HAHOrO CbOroAHI KMIBCbKOro KonekLlioHe-
pa OnekcaHapa TyNbYMHCHKOrO; BU3HAYUTU
MUCTEeUbKY LIHHICTb TBOPIB, WO Hanexanu no
oro 36ipku; BUABUTK Micue O. TyNbYMHCbKOro
B ICTOPIl yKpalHCbKOro KonekuioHyBaHHS XX CT.
MeTogu gocnifpkeHHs1. Y XOfi HayKOBOro Ao-
CNIKEHHSA BUKOPUCTaHO METOAM ICTOPUYHOrO
i MUCTELTBO3HaBYOro aHanizy. Haykoesa HoBu-
3Ha. Y CTaTTi 1O HAayKOBOro 06iry BBOAUTLCSA
iM'ST KMIBCbKOIO  KofekuioHepa OnekcaHapa
TynbumHcbkoro. CtatTa 6a3yeTbcst Ha A0Chi-
DDKeHHI apxiBHux MaTtepianis LUOAMIT Ykpainny,
WO paHiwe He ny6nikyBanucs iCTaHOBNATb
LiHHICTb ICTOPUYHOIO Ta MUCTELITBO3HABYOIO
xapakTepy. [poaHanisoBaHo 36ipKy MeLieHaTa,
Mirpauito 1oro TBOpIB, criBMpaLto 36upava i3
MUCTUSAMM Ta IX HalaAKaMu, My3enHUMU yCTa-
HOBamMW. BUCHOBKM. POnb Np1BaTHUX KONEKLIN
KapTWH YKpalHCbKOro MUCTeuUTBa B iCTOPUY-
HOMY paKypci BaXXKO MNepeouiHuUTh. Y CBOIN
36MpanbHAULBKIA  OiISNbHOCTI  KONEKLioHep
O. TyNbYUHCbKKUI MOeAHaB eCTETUYHI Ta rpo-
MaACbKi  MPUHUMMK 3 BIAMIHHUM  CMaKkOM.
BucokomMucTelbki  TBOpW 3 MOrO  MpUBaTHO!
KOMeKUil 4acTo MoTpannanu A0 YKPaiHCbKUX
My3€eiB, 36araydyroun HauioHaNbHY KyIbTypHY
ckap6Huuto. Konekuia O. TynbYMHCBKOro, AK
i 6araTboX IHLUMX TOro4YacHMX KomnekLioHepiB,
36eperna Ans CcycninbCcTBa Ti sABMLUIA, iIMeHa
Ta TBOPW, AKi 3HAYHO PO3LUMPIOIOTL YABIEHHS
npo ICTOPIO MUCTELITBA Ta OKPEMUX MUCTLIB.
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EKCNnepT, XyAOXKHNK.

Ha cborogHi iM's KuiBCbkoro konekuioHepa OnekcaHAapa
TynbumHebkoro (1884-1972) manosHaHe. [1poTe Moro 3ibpaHHs Xy-
JOXHIX TBOPIB 32 MUCTELIbKOKO LIHHICTH), CUCTEMATUYHICTHO, HaYKO-
BVM | Xy[OXHIM NiAXOA0M, @ TaKOoX iMeHaMmn MUCTLIB MOXHa 6yno
6 NOPIBHATK 3 KOMEKLIAMN YKPATHCbKMX My3€eiB NepLUOi MOOBUHN
XX CT. BiH uikaBMBCA TBOPaMu 06pa3oTBOPHOro MUCTEUTBA YKpa-
THCBKMX Ta POCINCbKMX XYOOXHWKIB ApYrol NonoBuHM XIX — nepLuol
nonoBuHKM XX cT. [NpoTe, OUiHKOKYM KINIbKICHUA Ta SKICHUA CKag
36ipKM1, MOXKHa 6e3CYyMHIBHO KOHCTaTyBaTy, Wo O. TynbYMHCbKUIA
6yB OAHMM i3 HaNbINbLLMX 36MPaYiB BITYM3HAHOrO MUCTELTBA 3a-
3HayeHoro nepiogy. ba 6inblie, Moro nocrtaTb MOXXHa MOCTaBW-
TV nopafg i3 TakumMu 36upadamn Ta dinaHtponamu sk O. [aHceH,
A. CobkeBmY, [ Kp>KMXaHOBCBKUI Ta IHLWMMUW, Mansipcbki 36ipKu
AKMX 3aKaanm OCHOBM MPMBATHOrO 36MpanbHULTBA B YKpaiHi Ha-
NpUKiHLI XIX =y nepLirt nonoBuHI XX CT., @ YaCTKM IXHIX KONEKLiN
NAMM B OCHOBY HUMHILLIHIX eKCNOo3uLi Ta QOHAIB YKpaIHCbKNX My-
3eiB.

MeToro CTaTTi € AOCIAKEHHS YXUTTA | 36MpaLbKOIl Ai/TbHOCTI
MasiO3HaHOr0 CbOrofHi KMIBCbKOro kKonekuioHepa OnexkcaHApa
TYNbYMHCBKOrO; BUSHAYEHHS MUCTELbKY LiiHHICTb TBOPIB, LLIO Hane-
»Kanu fo noro 36ipku; BusBneHHs Micusa O. TynbYMHCbKOro B icTopil
YKPAIHCbKOro KOMIeKLioHyBaHHA XX CT.

Y xofji HayKOBOrro AOCTIAXKEHHS BUKOPUCTAHO METOAM ICTOPUY-
HOro i MMCTeLTBO3HaBYOro aHanisy. CtaTtsa 6a3yeTbCst Ha apxis-
HUX MaTepianax LOAMIT YkpaiHu, ski Bneplle BBOAATHCA A0 Hay-
KOBOTO OOiry.

Mpo XNTTS | TBOPYICTb 36Mpava, AK i GiNbLLOCTI IHLLIMX KONEKL|io-
HEPIB LIbOro nepioay, Mamxe Hi4oro HeBiZOMO, 3@ BUHATKOM KOPOT-
KVX BiOMOCTeW, noganux y Bikineail, Wo npeAcTaBneHi NignyHKToOM
CTOPIHKM «YKpalHCbKi MeLieHaTu», Ta KUIBCbKOMY KaneHaapi, e, aK
ni3HilLe 3'acyBanocs, 4oNyLeHO GaKTUYHI MTOMWUIKM Ta HETOYHOCTI.
AKTyanbHO 3apa3 AOCNIANTW MOro XNUTTA | 36MpaLbKy AiSNbHICTb,
MaKCUMalbHO BUBYMTW TBOPW, LLO Hanexanu Ao Moro 36ipku, ix
MUCTeLbKY LIHHICTb Ta BU3HauMTK Micle O. TyNbYMHCBKOro B iCTO-
Pil YKPaIHCbKOro KONeKLioHyBaHHA XX CT.

[octemeHHo Bigomo, wo OnekcaHap [daHwnoBud TyrbYuH-
cbkuit (puc. 1) (cnpaexHe iM's OnexkcaHap Cenpep-Cimxa JdaHui-
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Puc. 1. OnekcaHap TynbYMHCbKMIA
cepe/] TBOPIB CBOET KOMIEKL|il Ha

Bys1. [opbKOro, 23, KB. 2.

(HWHI AHTOHOBMYa). 1950-Ti pp. ®oTo.

Fig. 1. Olexandr Tulchynskyi among
the works of his collection on 23,
Gorkyi St., apt. 2. (now Antonovich)..
1950s, Photo.

NOBWY) — YKpalHCbKMIA KomeKLUioHep, 3a Npodecieto — iHxXeHep-Tex-
Honor Ta XiMiK («JOKYMEHTU YKpaiHCbKUX KOmekLUioHepiB», 6.p.).
Hapoaueca 30 yepBHs 1884 poky B M. YMaHi B €BPENCHKIl POANHI
NMoYecHOro rpoMagsHuHa Micta JdaHuina TyNbYUMHCBKOrO, WO nid-
TBEPKYIOTb BUMMCKN 3 METPUYHOT KHUM (prc. 2 a, 2 6) («Bunmcku
3 METPWYHOI KHUMM», 1895). B YMaHi BiH 3aKiHUMB riMHa3ito, MoTiM
HaB4aBcs B KMIBCbKOMY yHiBepcuTeTi CBATOrO Bonoammmnpa, a 3ro-
OOM — Yy MtOHXeHi B baBapCbKOMY BULLIOMY TEXHIYHOMY YUUALL
(pyc. 3 a). Y HiMeuumHi npoxoams i BUPOGHMYY npakTuky (1910—
1972), O 3acBig4ye NocBiaKa Npo 3akiH4eHHs HUM KoponiBCbKoro
BUILLIOTO TEXHIYHOMO yYnamLia i OTPUMAaHHA AWUMNIOMY iHXeHepa 3a
nian1Mcom pekTopa yunnuula fa-pa C. MNoHTtepa (puc. 3 6) («Moceiaka
Mpo 3aKiHYeHHs», 1912). MpaytoBaB iHXXEHePOM, Bille-AMPEKTOPOM
YKalLKiBCbKOrO LlyKpOBOro 3aBofly, 6paB y4acTb Y fikeigauil nig-
NpUEMCTBa MiCAS BMNPOBA[YKEHHS pafsHCbKol Bnaaun. [lokymeH-
TV KiHUg 1910-x — noyatky 1920-X pp. BMCBIT/IOIOTbL BOAHOPA3
lwrpoke none giansHocTi O. TyNbYMHCBKOro. YNPOAOBX KifbKOX
POKiB BiH MpautoBaB 3aBigyBavem 6ibniotekn npu ctyail Monogo-
ro Teatpy (puc. 5) («MoceigyeHHss Npo po6oTy O. TyNbYMHCHKOro»,
1920), 6yB cniBpoGITHNKOM KUIBCbKOI MiCbKOT Ny6iuHOT 6iGnioTe-
kn (puc. 6) («MoceigyeHHa O. TynbumHcbkoro», 1920), 3aBigysaB
My3eMHO-BUCTABKOBOKD CeKLIEK B aritTalinHO-MpOCBITHULIbKOMY
BinAineHHi MisaeHHo-3axigHnX 3anisHnUb («[JOKYMEHT Npo poboTy
0. TynbumHcbkoro», 1930), o6iriMaB nocaay iHxeHepa-paLioHani-
3atopa KuiBCbKOI KpanoBol @inii HayKOBO-TEXHIYHOIO YNpaBiHHA
(puvic. 7). BapTo Bia3HauMTH, LLIO KoNeKLioHep 6yB YneHoM KuiBebKol
o6nacHol npodeciiHol cninkm TexHikis (1919), o4ontoBas AOMOBUIA
KOMITET HE3aMOXHMKIB 3a MicLieM NpoyknBaHHs (M. Kuis, Byn. Onb-
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Puc. 2 a. Bunmcku 3 METPUYHOI KHUMn
rpo HapogxkerHs O. []. TynbYnHCbKOrO.
7 KBITHS1 1895 poky.

Fig. 2 a. Extracts from the metric book
on the birth of O. D. Tulchinskyi.
April 7, 1895.

Puc. 2 6. BUnvcku 3 METPUYHOI KHUMM
npo HapoaxeHHs O. [1. TynbYUHCHKOrO.
7 kBITHS 1895 poKy (2-ra cTopiHKa).

Fig. 2 b. Extracts from the metric book
on the birth of O. D. Tulchynskyi.
April 7, 1895 (2nd page).
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Puc. 3 a. PekomeHaauiviHuii inct
rpopekTopa baBapcbKoro BULLOIrO
TexHiYHoro yunmia M. LLipboTepa wjo[0
HaBYaHHS1 O. TyNbYMHCHKOrO.

1 imctonaga 1911 poky.

Fig. 3 a. Letter of recommendation from
the Vice-Chancellor of the Bavarian
Higher Technical College M. Schroeter
regarding the training of O. Tulchinskyi.
November 1, 1971.

Puc. 3 6. NocBigka npo 3akiHYeHHs!
KOposiBCbKOro TeXHIYHOro BULLOMO
yymnmwa O. TySIbYUHCHKUM [ OTPUMAHHS
AUMIOMY [HXXeHepa 3a NignvMcom
pekTopa yunmia [-pa C. [toHTepa.
JlroTuii 1912 poky. (HoTapianbHo
3aBipeHuii nepexknag,).

Fig. 3 b. Certificate of graduation from
the Royal Technical High School,

O. Tulchinskyi, and obtaining the diploma
of an engineer signed by the rector of
the school, Dr. S. Gunter. February 1912.
(Notarized translation).
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riHcbka, 3, kB. 7) (MpuHarigHo 3ayBaXkMMO, WO B MOBOEHHI POKM
0. TynbYMHCbKMIA MeLLIKaB 3a iHLo aapecoto (Byn. Mopbkoro 23,
KB. 2), WO NiATBEPAXKYHOTb aipecu NNCTYBaHb).

O. TyNbUYMHCBbKMIA MaB 6/M3bKi CTOCYHKM 3 MUCTUAMMN Ta ix-
HiIMW Hallagkamu, 30kpema, 1. Ta M. bypntokamu, €. JlaHcepe,
. MoneHosum, C. lWnwkom Ta A. MaHeBunyemM. Bxoame 00 MUC-
Telibkoro cepefoBuila Kuesa nepluol nonoBuHU XX cT. MaB nes-
HUIA 3B'A30K 3 YKPalHCbKOK AepyKaBHOK aKa[eMieto MUCTeLTRa.
Tak, 3a JOPYYEHHAM TOLILHBOrO pekTopa ycTaHoBW OnekcaHapa
Mypaluka TynbYMHCBbKNMA NepeBo3nB 1919 poky apXiTekTypHi anb-
60MU Ta KHUM 3 NpUKNagHoro mucTeuTea y Kuesi (puc. 4) ([os-
Bin YKpaiHCchbKOI iepxKaBHOI akafemil mucteyts, 1919). 36upay
TakoX TICHO CMiBMpaLtoBaB i CMijIkyBaBCA 3 TeaTpalibHUM Pexu-
cepom i Kputnkom Camyinom MaproniHum (nceBaoHiM — Mikaeno)
(1893-1953), — 3aBigyBadyem TeaTpasnbHoOWO ceklieto Monomoro
Teatpy J1. Kyp6aca, ae BoHM npautoBaam pasom 3 1920-x pokis.
O. Tynb4YMHCBbKMIA YacTo HaBifyBaB pexxuncepa B Kuesi Ta MOCKBI.

Llo cTocyeTbes 36MpanbHMLBKOL AisnbHOCTI Onekcanapa [a-
HWUNOBMYA, TO Nepen noYaTkoM [pyrol CBITOBOI BiiHW MOr0 KOMeK-
Lis HanivyyBana BXe noHaz CTo KapTWH. YTIM Nif Yac BiHWU 3 HUX
yuinino nuwe 4otupu. PelTa 3ropinuv nig yac noxexi.

[iNOTeTMYHO MOXXHa MPUMNYCTUTK, WO CBOK 36ipKY BiH pO3Mo-
YyaB 361paTy We B MroHXeHi. MNeplummMm B 10ro NnpuBaTHe 3ibpaHHs
HadinWM TBOPY TOBapWMLLA, TOAI HIKOMY HEBIAOMOrO, a B MaibyT-

-

FAOGLWTUBasPaHAL &
PENXKTOP
HacroAuee YIOCTOBEDCHNE BHRBHO

apmerepy NJLTYIsUZHCHOMY B TOM, uTO

MY NORYUEHO 1 »

eny KHAPM @ eAR00NK N0 ADYATEKTVDE X
.  ;

NpMKIANHUE MCHVCETBEN, YRCION omm\-

250/ ws werasusa Tovn, T-a "Masx” 3

spane AKanenys XVOOWECTB.

B.o. Pexrope Axepesmud é_fg’_" U&ﬁ‘;ﬁ— =

&

Yrpasurens Hmﬂnnpqu‘ﬂ Jb((%‘(

A

Puc. 4. [Jo3Bin YkpaiHCbKOI Aep>KaBHOI
akagemii MucTeyTB, HagaHwi

O. . TyNIbYnHCHKOMY 419 MepeBe3eHHs
o KueBy KHur Ta anb6omiB 3
apXITEKTYPU Vi MPUKIaAHUX MUCTELTB
3a MignMcom TOAILUHbOIro peKkTopa
OnekcaHapa Mypaluka.

28 6epesHs 1919 poky.

Fig. 4. Permission of the Ukrainian State
Academy of Arts, granted to

O. D. Tulchynskyi to transport books and
albums on architecture and applied arts
in Kyiv, signed by the then Chancellor
Alexander Murashko.

March 28, 19179.
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Puc. 5. [locBifqYeHHsI Mpo po6oTy

O. TynbYnHCHKOro 3aBigyBavyem
6ibniotekoto cTyail Monogoro Teatpy.
8 KBITHA 1920 poKy.

Fig. 5. Certificate of O. Tulchinskyi’s work
as the Head of the Molodyi Teatr [Young
Theater] Studio Library. April 8, 1920.

xm-nck‘n'h_
Topozcean Ny6ansnas O

_ananm'!m ! -l
Mg -‘? iun 1A,

NP

Cie AaHo. Puc. 6. lNMoceigyeHHs O. Ty/IbYMHCbKOro
SIK CNiBpOGITHWKa KniBCbKOI MICHKOT
My61i4HOI 6ibNI0TeKMN.

e LYBHO], HEAZOTE
? : 19 TpasHAa 1920 poky.

prluoxauieah Heua
Fig. 6. Certificate of O. Tulchinskyi as an
employee of the Kyiv City Public Library.
May 19, 1920.

HbOMY BWAATHOMO KMWIBCbKOrO XyAOXHWKa-HoBaTopa — Abpama
MaHeBMWYa, 3 GKUM MO3HANOMMBCS, MMOBIPHO, caMe B MIOHXEHI
1908 poky. KinbkapiyHe TiCHe cninkyBaHHA iX B HiMeY4nHi 3rogom
Nepepocsio B APYXHi CTOCYHKMN Ha BCE XKUTTHA, WO NiATBEPAXKYHOTb
PSAOKM OOHBKN XyAOXHWKa J1. MaHeBnY B OfHOMY 3 JIUCTIB KOMeKLio-
HEPOBI: «...3a XUTTs TaTo YacTo 3rafysas Bac [O. TynbYnMHCbKOro. —
B. MN.] i Balue iM'st 5XMNO 3 HAMMK BMNPOAOBXK YCiX LMX POKiB» («/IucT
Maresuy», 1961). TicHi cTOCYHKM i1 3amumnyBaHHs O. TyNbYMHCHKO-
ro MmucTelyTBOM MaHeBMYa MiATBEPAKYE i TOM (GaKT, WO B HbOro
6yna 4n He Haitbinblila 36ipka TBOPIB MUCTLS, LLIO JOBOAWTL 3rajKa
TeaTpanbHoro gisya M. XmenboBoro B nucTi €. JlaHcepe 10 36u-
pada. B iHWMX pagkax LbOro nncTa 3rafyeTbCs TakoX 3i6paHHsA
O. TyNbYMHCBKOrO 1K OAHE 3 HaNBINbLUMX MPUBATHMX KONEKLi Kap-
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BPHI—=Y.CPP.

HAYKOBO-TEXHMHE

YMPABAIHHA
Hulocana
Epaeea ¢inin
i o

P

(BN

L0 B Ik B A- Puc. 7. [JokyMeHT npo poboTy
SR A O. TyfbYMHCHKOro 3aBigyBaqyem

Begato uw r. TYILTIHCLHOMY 0.1, & rouy,mo
sin mpamweae & KaVecexid Hpaseifl 3iaif Haywomo- . . 5 - .
Texuianoro Ynpasxinws #a nocapl luenspa-pauiqm. 4l 1TaLIHO-NDOCBITHULIbKOMY BIAAINEHHI
aisarope a 26-ro Bepechs 1928p. no I0-re Ruroro liBAEHHO-3axigHUX 3a1i3HMLb.

1930 p.-
15 6epesHs 1930 poky.

Seintrennf sa mocTaHoRow Ios_lnianiiiml Ko-

uieff fomos., OMBIT"y w. 138 sig 8/M-30p./ & ss® .
e S B X Fig. 7. Document on the work of

3apnaran of epmae no 10 awroro sxmoiHo O. Tulchynskyi as the head of the
museum-exhibition section in the agita-
tion and educational department of the
South-Western Railways. March 15, 1930.

MY3eHO-BUCTaBKOBOI CeKLii' B

TnH K. KopogiHa («/Tuct €. /laHcepe», 6.p.). BiH 361paB hakTi npo
KUTTA | TBOPYiCTb ManeBnya («/TucT A. PycakoBoiy, 6.p.), nnaHyo-
Yyu B ManbyTHbOMY BMAATU anbboM-MoHorpadito npo muctus. o
cnoga, O. TyNbYMHCBbKMIA PA30M i3 MUCTELTBO3HABLEM 3MHOBIEM
dorenem 36vpaBCca TakoX BUAATK MpaLkO NPO TBOPYICTb XyAOX-
HVKa-cueHorpada A. [eTpuubKoro, onvparouncs Ha apxis C. Map-
roniHa («/luct 3. orens», 6.p.).

MoxkeMo nuLle 3aoragysaTucs, ki came TBopu A. MaHeBmYa
36epiranucs B konekuii O. TyIbYMHCBKOro A0 BiHW. Cyaayn 3 u-
CTa AOHbKW XyAoXKHMKa JTtoci 1o 36Mpada, O4eBMAHO Te, WO Y KO-
neKLjioHepa MO 6yTn NONOTHO «JTiTHIN MagaH4YMKy», KOMOO3MLLIT
MIOHXEHCbKOIrO Ta KUIBCbKOrO MepiofiB TBOPYOCTI MUCTLA, CTBO-
peHi Ao 1922 poky, TO6TO A0 Yacy Moro BMi3ay Ha NOCTiiHe Micle
NpoXMBaHHs 10 Hbro-Mopka.

AHanisytoun TBOpYy Giorpadito A. MaHeBMYa, MOXKHa CTBEp-
[KyBaTW, Wo Tema «Mosi 6aTbkiBLIMHA» 6yna nNpeseHTOoBaHa
nemsaxamm yKpaiHCbKOl NMPOBIHLIl, Ae BiH Mantoe TUxi BYSIUYKU
3 napkaHamu, GyAVHKKU 3 MOKPUBAEHUMW BIKOHHULAMW ManeHb-
Knx BikoH. HocnigHuus O. XX6aHkoBa (2003) 3a3Havae: «BoHa
(cepia «Mogq 6aTbkKiBLIMHa». — B. .) BTinnnaca i B o6pasax Kue-
Ba, 0CO6/MBO 6/IM3bKOrO | JOPOroro MUTLEBI, afyke TYT NPOMLLIIO
Malke ABaALUATb POKIB MOro XuTTa..» (C. 7). MabyTb, came KuiB
4yM He Hanbinblue 1 HabaraTorpaHHille PO3KPUBCS Ha MOMOTHaX
XYOOXHWNKA, ie MOXHa N06a4nTK HOBY YPOaHICTUYHY apXiTekTypy
nopsag i3 ManboBHUYUMK okonMUAMK KypeHisku yun lMogosy. Ya-
CTO TOSTIOBHUMM «TE€POSMM» KOMMO3NLIA MUCTUA CTatOTb OepeBa,
KpPaeBMAN 3 TXHbOK (DaHTacMaropieto, e YiTKO NPOCTEXYHTbCA
0COGMMBOCTI CTUMO MOAEPH. MOyKHa NpUAYCTUTK, LLO Came TaKo-
ro nnaHy nosoTHa A. MaHeBMYa MOrv nNpukpaLlaTit KosiocasbHy
36ipky O. TynbYMHCBLKOro. Ha »anb, Ha CbOrofAHiI KapTWUH YK IXHIX
CBITNMH, WO MOMAN NPUMHOXMUTK 36ipKy KOMeKLioHepa, MoKN He
BigHaMAEHO.
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3rogom O. TynbYMHCbKWIA 3i6paB 3HaAYHY KilbKiCTb TBOPIB
A. KyiHaxi, K. KoposiHa, M. Bpy6ens, O. beHya, M. Pepixa, J1.Typ-
»xaHcbKkoro, K. lNeTtposa-BoakiHa, I1. lMeTpoBiveBa, B. lNoseHoBa,
M. KpumoBa Ta iH. HesBaxatoun Ha LOMIHYHOYY B MOro KoMekLuil
4aCcTKy POCINCbKOro MUCTELTBa, 36Mpay HamaraBCsi KONeKLioHy-
BaTK | TBOPM XYyOOXHMKIB, WO MOB'A3aHi 3 iCTOPIED, TpaauLUigmm
YN YKPAIHCBbKOK TEMATUKOR. MMiATBEPAXKEHHS LIbOrO 3HaXoAMMO
B MOro JIMCTYBAHHAX 3 POAMYaMKM MUCTLIB, 30KpeMa 3 CMHOM BWU-
[aTHOr0 POCINCBHKOro XyaoxHuka Bacuna NoneHosa AMUTpoM: «...
LLlo cTocyeTbCs TPETLOro eTHOAA, TO CyAAYM 3a poTorpadieto 1 nia-
MUCOM, BiH NpeacTaBnsie 6e3nepeyHnin opuriHan, HanmcaHui, oye-
B1OHO B Kpnmy, a came B Cyaalli, ie 6aTbko 6yB Yy 1912 poLi pasom
3i cBOIM npusaTenem JleoHigom Bac. KaHLaypoBUM, AKNiA XXMBUI, i §
Hagiwno Bawy doTorpadito ans BusHadeHHs» («JlucT [. MNMoneHo-
Bav, 1957).

KonekuioHep BiB MpaKTUKy KOHCYNbTaTUBHWUX NMEPENUCOK 3 PO-
aAv4aMu PisHMX MUCTUIB LWOAO OPWUFIHANbHOCTI TOrO YK iHLIOro
TBOPY 3 Moro 3i6paHHs. MMigTBepAXKEHHSM LibOro € iHLWWIA NCT A0
Toro-Takm Bacuns lNoneHoga: «3a HagicnaHum Bamu poTo3HIMKOM
Ay>Ke BaXkKKO LLO-HebYAb CKasaTu Npo CNPaBXHICTb eTHoAa, SKui Bu
npocuTe BU3HAYMTK. 3a pyiHaMK Lie CXoxe Hade Ha baanbbek y Cu-
pil, ane nensax)< pajlle KPUMCbKUIA abo HaBiTb iTaniicbkuii i gani
TYT 3niBa — Mope, Koro B baanbbeui Hemae. LLlo cTocyeTbes nig-
nu1cy, To BiH a6o Ay»e NisHii (3po6neHnii YopHUIomM?) abo NPoCcTo
niapobneHuii... byay aye BOSYHWIA, AKLIO HAZiLLNETE 3HIMOK, 3pO-
6neHniz nicna npoMuBaHHA eTioga» («Juet [. MoneHosa», 1957).
BnacHe, ua enicTonApis CBiAYMTb MPO UiHHY 1 6araTy Konekwito
361pada He nuLle TBopiB B. [ToNEHOBA, a 1 iHLLIWX XYA0XHUKIB.

YTiM, y NOBOEHHI pokun O. TyNbYMHCbKNIA MPOAOBXMB 36MpaLib-
Ky AiNbHICTb, 63 KOl He ysiBAsSB CBOro XUTTA. [licns 1945 poky
BiH MPOAOBXXYBaB KOMEKLOHYBATW XMBOMUC. TBOPWU 3 MOro Mpw-
BaTHOrO 3ibpaHHA eKCNOHYyBanncsa B 6araTbOX BUCTABKOBMX 3a/1ax
Ta My3eax CPCP, 3okpema KniBCbKOMY My3€el POCINCbKOro MucTe-
uTBa, TPETbSAKOBCHKIN ranepei, [Jep>xaBHOMY POCINCbKOMY My3el
y CaHkT-lNeTepbypsi Ta 6araTboX iHWKWX.

MNpo akTnBHY y4yacTb OnexkcaHapa JaHunoBu4a B MUCTELBKO-
My XWTTi Knesa NOBOEHHOrO Nepiofly CBiAYUTb MoBakHa fo6ipKa
nporpam i 3anpoLLeHb Ha XyaoXxHi BucTtasku (1945-1970), a Takox
JOKYMEHTM NPO MOro ChiBnpauro 3 My3eamMu Ta BUCTaBKOBMMMN 3a-
namun CPCP (1957-1969) («[Tporpamu Ta 3anpoLLeHHs», 6.p.).

BiH HanexxaB O TiEl KOrOPTU KUIBCbKMX KOMEKLIOHEPIB, fKi,
noyvmHatoun 3 1950-x pokiB, MiATPUMYBaNU APY>KHI CTOCYHKU 3 MY-
3eaMu Knesa Ta iHWKMX MIicT PagaHcbkoro Corody. [losri poku
0. TyNbYMHCBKMIA OPYXMB 3 BiZOMUM 36upadem, fikapem [dasu-
nom Ciranosum. Ix 06'egHyBana BigaaHicTb CBOI cripasi i 110608
10 KWIBCbKOTO My3€eto poCiMCbKOro MucTeuTsa. Y pesynbTaTi Lbo-
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ro go CiranoBa nepeniwna ofgHa 3 nepnunH konekuil O. Tynb4YnH-
cbkoro — nonotHo K. KopoBiHa «BeHedisi. MicT Pianbto» (1908).
MMigHiwe nikap nogapysas it KUIBCbKOMY MY3€€Bi POCINCbKOro Mmuc-
TeuTBa.

Cepepn TBOPIB, WO Npukpallanu noMelkaHHs O. TynbYMHCbKO-
ro, 6y TakoX MOOTHA NEPEBAXKHO XyAOXKHNKIB-NEPEABUKHUKIB
KiHUsA XIX — noyaTky XX CT., npeacTaBHUKIB «Mupa UCKYyCCTBa», WO
Oy/10 Ha TOM Yac MOAHWUM 4N KONEKLiOHYBaHHS.

Y KBapTupi MOxHa 6y10 No6aunTh «BepLuHukie» ®. Py6o, «Ku-
Bonucus BMBICOK» b. KyctoaieBa, «BepcanbCbkunin mapk», eckisu
Jekopaldi Ta kocTiomiB O. BeHya (CeprieHko, 1966, ¢. 4). Konekui-
OHep HeoAHOPAa30BO CNIBMNPaLOBaB 3 My3esiMK, YacTo BUCTaBNAB
TBOPW 3i CBOET KoneKLil B KUIBCbKOMY My3€el pOCINCbKOrO MUCTe-
LTBa, 30KPEMa, NMPeKpPacHMii Mensax yKpaHCbKOro cena 3 nonem
coHsaxiB aBTopcTBa 3iHaian CepebpsakoBol.

[o peyi, O. TyNnbYMHCbKNIA 61M3bKO TOBapULLYBaB i 36MpaB Kap-
TUHW YKPaTHCbKMX MUCTLIB: CBOIX CydacHwmx T. A6noHcekol, C. OTpo-
wenka, C. Wnwka Ta iH.

[Mpo rpoMafsHCbKi HaMipyn KOMeKLioHepa cBigYaTb MOro no-
JlapyHKu (K MelleHaTa) TBOpIB i3 BNAacHO! 36ipKM1 A0 YKPaTHCbKMX
My3eiB. byBanu BMNagKu, Konu BiH IX NpofdaBas ans MyseiB. Tak,
Hanpuknag, y»ke sragyBaHoro «Cuaauvoro BepluHuka» @. Py6o
0. TynbYMHCBbKMI NpofaB My3eeBi repolidHol 06poHM CeBacTono-
na 3a 250 Kpb., WO NIATBEPAXKYE NUCT 3 PEKBISUTAMKU PO3PaXyH-
KiB. MNMepen UMM 36Mpay HeoAHOPA30BO MNOAABAB L0 KOMMO3WLiHO
Ha XyOOXHi BUCTaBKM A0 Myseto-naHopamu «bopogdiHcbKa 61TBa»
(puc. 9) («ITMCbMO AMpeKTOpY My3est», 6.1.).

3 KNacuKiB YKPaTHCbKOI KON XUBOMUCY B HHOTO Byan TBO-
PV YKPaIHCbKMX NMepedBMKHUKIB KiHUg XIX CT., 30Kpema pigKicHI
KOMMO3WLIT 3 nofopoxken xyaoxHuka C. CBITOCNnaBCbKoro Asieto.
22 ntotoro 1968 poky «CepeaHboasiincbkuii eTroay» (MOAOTHO, ONis
45x47) aBTOPCTBA Xy[0XHWKa 3i CBOro 3i6paHHs O. TyNbYMHCbKMIA
npoaas KWIBCbKOMY [AEPXABHOMY My3€erd YKPalHCbKOro MMUCTe-
uTBa (HMHI — HauioHanbHMiA XyooxkHi Mysent Ykpaitn) 3a 50 Kp6.
(puc. 10 a) («<AKT NpuabGaHHs TBOpYy», 1968).

36upava UuikaBuna TBOPHICTb MNPeACTaBHUKIB [1iBAEHHO-PO-
CIMCbKOI LUKOMKM, 30KpeEMa OAHOTO i3 1i 3aCHOBHUKIB, Henepesep-
LeHoro konopucta 1. Hinyca, MOXNNBO, M IHWMX NPedCTaBHMKIB
nisaeHHol Manbmipu. MacTenb «Mapk Mapa3zni» (1900-i pp.; nanip,
nactenb 47x64) MUCTUA B NtoToMy 1969 poky onnHmunaca B 3i6patx-
Hi TOro-Takn KMiBCbKOro Aep>XaBHOMO My3eto YKPalHCbKOro MUCTe-
LTBa i3 MO3Ha4Koo Ha aKTi npuitomy-nepeaadi: «CTaH 36epexxeHHs
[06puiA. (Mg CKNOM)» («AKT NMPO HAAXOMXKEHHS eKCroHaTiB», 6.p.).
HocnigkeHHa O. XX6aHKOBOI € MiATBEepAXKEeHHAM TOro, Lo TBIp
M. Hinyca, nepenannia O. TyNnbUYMHCBbKUM, | AOCI 36epiraeTbCs B KO-
nekuii Myseto (K6aHkosa, 2005).
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Puc. 8. EkcriepTHui BUCHOBOK

O. CaBiHoBa ripo «[leizax i3 cHonamu»
XyAoxHuka M. Kpumosa.

27 nmnHs 1964 poky.

Fig. 8. O. Savinov's expert opinion on
‘Landscape with sheaves” by artist
M. Krymov.

July 21, 1964.

Puc. 9. lNMogsika O. TynbYnMHCbKOMY Bif
Myseto-naHopamu «bopogiHcbka 6uTBa»
3a HagaHwi TBip ®. Py60 «BepLUHWK, Lo

Iyaeit “Hop dumpat B ¥
s sa np ; MYNTBLCS 3 KOHEM» 3 KONleKLil 36mpaya
: EMEay Sl Ry lerc i ' Ha My3eliHy BUCTaBKY.
s Badero cotpaitin "Muumsles ° : s .
14 kBITHs1 1967 POKY.

poaoM.E6,2x35,7/.
B _coxanenwn, mpM MeCAum, Ha -

Aomne Pydo, duorpo mpommx Fig. 9. Acknowledgment to O. Tulchinskyi

from the Panorama Museum “Battle of
Borodino” for the work of F. Rubo

“The Rider Riding with a Horse” from
the collection of a collector for

a museum exhibition.

April 14, 1967.
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Puc. 10 a. Pykonuc pap4oro smcra

O. TyNIbYMHCBKOIo Ha KapTuHy « TposHaN
Ha Tepaci. Kpum» a519 KuiBCbKoro mysero
DOCINCHKOro MUCTELTBA.

KBiTeHb 1969 poky.

Fig. 10 a. Manuscript of O. Tulchinskyi's
gift letter to the painting «Roses on the
terrace. Crimea” for the Kyiv Museum
of Russian Art.

April 1969.

Puc. 10 6. AKT npuiiomy B gap rnosoTHa
K. KoposiHa «TposiHaun Ha Tepaci. Kpyum»
47151 KNiBCbKOro My3eto pOCiicbKOro
mucTeyTBa. 29 KBITHS 1969 poky.

Fig. 10 b. The act of receiving a gift of
K. Korovin's canvas ‘Roses on the
terrace. Crimea” for the Kyiv Museum of
Russian Art. April 29, 1969.
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Feorpadis 36MpaLbkux 3auikaBneHb O. TyNbYMHCBKOro He 06-
MeXXyBanacs KUBCbKMMMW Ta OAECbKUMU XYOOXKHUKAMMW. BiH TakoxK
36MpaB TBOPM B3ACHOBHWKIB i MNpPeACTaBHUKIB XapKiBCbKOI Mei-
3aXHOI WKOAW. Bigomo, Wo Moro 36ipky AOMNOBHIOBANO MOMOTHO
C. BacwnbkiBcbkoro «besgopixoksa» (ocTaHHsa uBepTb XIX CT.; Ao-
lWKa, onis, 23x33) («AKT 0 MOCTYNAeHnn 9KCMoHaTOB», 1969), Ky
KOMEKLIOHEP Tak caMO NpofaB My3eeBi YKPaiHCbKOro MUCTELTBA,
O NiATBEPIKYE 3aKyniBenbHWA akT («AKT Ha BPEMEHHOE MoCTY-
nnexHve», 1967).

Takoro poay AianbHicTb i cniBnpaya O. TyNbYMHCBKOro i XyL0X-
HiX My3eiB YKpaiHu 6yna HeNnooANHOKUM hakToM 0COB6MBO Hanpu-
KiHUi XXMTTS 36mpada. Ckaximo, y rpyaHi 1967 poky MukonaiBCcbKuii
XyOOXHI My3eld iM. B. B. BepelariHa 3 METOK NpuaHaHHA TBOPIB
NpefCcTaBHUKIB POCIMCHKOT LUKOMM KiHUA XIX — novaTky XX CT. npw-
MHAB cnovaTky Ha TMM4YacoBe, @ 3roAOM Ha MOCTiMHe 36epiraHHs
LWiCTb TBOPIB 3 KonekwUii TynbuYmnHCbKOro: «1. TypykaHckuia J1. B. “To-
mopbl”. (K., M. 18,5x51, N2 Bl — 56); 2. BuHorpagos C. A. — “Bono-
nag Kuead” (x., Ha K., M. 23x57); 3. BacHeLoB A. M. “Beuep y Cynak-
CKMx BopoT” (X., Ha K., M. 20x33); 4. PbinoB A. A. “OTioa” (x., Ha K.,
M. 29x20); 5. KpbimoB H. M. “Ctora” (k., M. 29,5x39); 6. MNeTpo.-
BoakmH K. C. “MponeTtka” (x., Ha K., M. 50,5x51)» («AKT Ha BpeMeH-
Hoe mocTynneHne», 1967). LlikaBo, WO AOCNIAHMK | ekcrnepT 3 po-
cincokoro mucteyTBa O. CaBiHOB, KOTPWM TICHO CriBNpaLtoBaB i3
TOAILWHIMW NPUBATHUMKN KOMEKLiOHeEpaMK, B OOAHOMY 3 JIUCTIB A0
O. TybYMHCBKOTO A0fae eKCNePTHUA BUCHOBOK CaMe Ha 3raja-
HY KOMMO3MUio XyaoxxHMKa M. Kpumosa «[1ensax 3i cHonamm»
(pyc. 8). Mozank He 6yn0 NiANMCaHo, TO MOXEMO MPUMNYCTUTK, WO
My3eliHi cniBpobiTHUKN | 0. CaBiHOB MOMW AOBIIbHO iHTEPNpPEeTY-
BaTW MOro Ha3ey. MUCTELTBO3HAaBELDb 3ayBaXkVB BUCOKY XYLAOX-
HHO LIIHHICTb KapTUHK, NIATBEPAMBLUN 1T OPUTIHANBHICTb, 3radaBLun
i nignuc Ha Hik: «Huk. KpbiMoBb 1921» («EKCNepTHMIn BUCHOBOK
CagiHoBa O. M.», 6.p.). [ani daxiBeub Tak onvcye eTof; «[leinsax
HanexuTb 4O nepiogy Pos3kBiTy TBOpYocTi M. 1. Kpumosa. — ao
1920-X pOKiB, rapHWIi 3a KOJTbOPOM (CBIT/IO — | TEMHO-3€/1EHI TOHW)
i BENIbMWN XapaKTepHWin Ans iHTepeciB KpumoBa [0 po3pobku To-
Ha/bHWUX CMiBBIOHOLIEHb, CaMe TaKMM MalCTpOM AKUM BiH GyB»
(«ExcnepTHuin BUcHOBOK CaBiHoBa O.M.», 6.p.). B apxiBHWX AOKY-
MeHTax 36epiraeTbcs Kifbka NpuKNagiB chniBnpali KonekLioHepa
3 MVKONaiBCbKUM  XYOOXHIM My3eeM. CknagaeTbCH BparkeHHs,
Wo O. TyNbYMHCbKMUIA MaB AKeCb OCOBGMMBE CTaBMEHHS A0 LbOro
3aknagy, noasak BiH PI3HUMMK LNAXaMuK nepefaBaB Tyau Kpali
TBOPW 3i CBOEI 36ipKK. Y Takmii Cnocié My3ei MonoBHWME i akBa-
penb «XynoxxHuk» (1920 p., nanip, akBapenb 32,5x28) neHsna b.
KycTopieBa («AKT N2 6 mpuiiomy i36epiraHHs», 1968). Yepes pik
MeLleHaT NpofaB LibOMY My3€€Bi YOTUPU iHLLI KapTuHK: «fop6aTuiny
(1909) M. o6ysunHcbkoro 3a 200 kp6., «Ha piuli» M. BockiHa 3a
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70 kp6., «Bogocnaa» C. CyneikiHa 3a 250 kpb. i «Kpum. TaTpu»
M. HectepoBa 3a 200 kp6. («JIncT Big M1KONaiBCbKOro Xya0XKHbO-
ro My3seto», 1969). OkpeMi NonoTHa 3i 36ipKM KonekLioHepa B My3el
36epiratoTbes M AoHWHI (MakyLuvHa, 1984).

OTxe, MOXHa [LiNTY 4O BUCHOBKY, LLO TBOPU 3 MPUBATHOI KO-
nekuir O. TyNbYMHCBKOro 6ynn BUCOKOMUCTELIbKMMM. BOHM YacTo
NOTPanNsAM A0 YKpaiHCbKMX My3eiB, 36aradytoun HauioHanbHy
KyNbTYPHY CKapBOHULIKO.

29 kBiTHA 1969 poky 36upad nepeaas y Aap (puc. 10 6) Kuis-
CbKOMY MYy3€r0 POCICbKoro mucteurtea nofotHo K. KopogiHa
«TposaHan Ha Tepaci. Kpum» (1919, nonoTHo, onist 65,3x54), a B ne-
piof Mixk 1968 Ta 1970 pokamMu My3eit y Hboro Npnabdas 39 KapTuH,
cepef] AKMX € CnpaBXHi Wweaespn — «Yepemxar K. KoposiHa, O. be-
Hya, B. lMoneHoBa, J1. Typ>kaHcbkoro, O. bpasa Ta iHWKX BiZOMMKX
poCicbkmx MarcTpiB («AKT N2 7 nprema aKCroHaToB Ha NMOCTOsIH-
Hoe xpaHeHwue», 1969).

Momep OnekcaHap Oannnosud TynbyYnHCbkMiA 1972 poky B K-
eBi. PeluTy cBOEI 36ipku BiH 3aMOBIB KUIBCbKIMM My3esiM 06pa3oT-
BOPYOro MmUcTeUTBa.

Y CcTaTTi 4O HayKOBOro 06iry BBOAWUTHCS iIM'S KMIBCbKOIO KO-
nekuioHepa OnekcaHapa TynbumHcbkoro. CtaTTst 6asyeTbcs Ha
OOCnigKeHHi apxiBHUX maTepianis LWAAMIT Ykpainu, Wo paHiule He
ny6nikyBanncs i CTaHOBNATL LiHHICTb ICTOPUYHOrO Ta MUCTELTBO3-
HaBYOro xapakTepy. [MpoaHanizoBaHo 36ipKy MeLeHaTa, Mirpadito
Moro TBOpIB, cniBnpaLto 36mpada i3 MUCTUSMM Ta X Hallaakamuy,
My3eHUMUK ycTaHOBaMW. BruaHaveHa 1Moro ponb B iCTOPIl yKpaiH-
CbKOr0 KOMEKLiOHYBaHHA NepLUol MOMOBUHN XX CTOMITTS.

Ponb mpvBaTHUX KOMEKUiM KapTWH YKPaAIHCbKOro MUCTeuTBa
B iCTOPMYHOMY paKypci BaxKKO MNepeouiHnTW. Y CBOI 36upanb-
HULbKIM OiANbHOCTI KONeKLioHep NoefHaB eCTETUYHI Ta rpoMaj-
CbKi MPVHUMNK 3 BIAMIHHUM CMaKoM. 361paroyn TBOPW, BiH OTpH-
MyBaB He Tak MaTepianbHi, AK MOpanbHO-eCTETUYHI AUBILEHAN.
Taka 6arata 36ipka 3yMOBJ/ieHa KiflbkOMa YMHHWKaMK, 30Kpema
AKICHUM KpuTepieM Bigbopy. Came BiH 3abe3nedye rapaHToBaHy
NIKBIAHICTb KOMEKLINHMX TBOPIB, HE MEPETBOPHOOYM X HA TOBApHY
Macy.

Konekuis O. Tynb4YMHCBKOro, SK i6araTbOxX iHLWMX TOrOYacHMX
KONEKLIIOHepIB, 3beperna A1 CycninbCcTBa Ti SBWLLA, iMeHa Ta TBO-
Py, SKi 3HAYHO POSLUMPIOKOTL YABNEHHS MPO ICTOPIFO MUCTELTBA Ta
OKpPeMUX MUCTLIB. TOMY MpUBaTHE KONEKLIOHYBaHHA AK Ha no4aTky
XX CT., Tak i cboroaHi Aefani 6inblue «MnocTae 9K colianbHa noTpesda,
AK rPOMaAAHCBKMIA BUMHOK, SIK BHECOK Y CYCMISIbHE XUTTA — Tene-
pillHe Ta MalbyTHe» (CknspeHko, 2017, c. 108). ba 6inblue, Muc-
Telbka Konekuia O. TyIbYMHCBbKOro NpefcTaBisge 3HaKOBI MOMNOTHA



Jemiypr: igei, TexHonorii, nepcnekTuem gu3sanHy 2019 Tom 2 N22
Demiurge: ideas, technologies, perspectives of design 2019 Vol. 2 No 2

BUIATHUX POCINCHKMX i YKPAIHCHKMX XYLOXKHWKIB KiHUA XIX — nepLuol
MOMOBMHN XX CT. Y KOXHOr0 3 TBOPIB CBOSI ICTOPIA NpuabGaHHs, nepe-
MiLLIEHHS Bif 36Mpava Ao 361pada Yn My3etro, eKCNOHYBaHHS, 3peLL-
TOLO, CBOI 06pa3sw, 3MiCTUK, CBOSA BUPA3HICTb Ta CyTHICTb. Konekuis
36vpaYa B Lii/IoMy € CBOEPIAHOMO 1 CaMOBYTHBOIO.

Moctatb O. TYyNbYMHCBKOrO — ACKPABOro NMpeAcTaBHMKA KUIB-
CbKOT KOSV MPUBATHOIO KOMEKLiOHYBaHHA XX CT. — CBigYMTb Mpo
Henerknin Wnax 3émpaLbkol igfbHOCTI B 03Ha4YeHWI nepio, npoTte
LOBOAWTD, WO BENMUKI CUMMATII O TBOPYOCTI POCIMCbKUX Ta yKpa-
THCbKUMX XYOOXXHWKIB Mepemaranu pisHi iCTOpUYHI, MOAITUYHI, MaTe-
pianbHi Ta >XUTTEBI Nepellkoan. CborodHi im'a OnekcaHapa JdaHu-
NoBMYa TYSIbYMHCHKOrO MO NpaBy BMNMCAHO B ICTOPIIO BITYU3HAHOMO
KOMeKLioHyBaHHA XX CT.

Cnucok 6ibniorpadhiyHmx nocunaHb

AkT N2 6 npuitoMy i 36epiraHHs My3eiHnx npeameTis. (1968, 17 xoBTHA). (O. 1256, On. 13, Cnp.
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