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METOAUKA BUKJIIAZAHHSA OBPA30OTBOPYOI'O TA JEKOPATUBHOI'O
MUCTENTBA I3 3AJIYYEHHAM IHTEPAKTUBHUX METOIIB

Anomauis. Obrpynmosano npooiemy  OOpeYHOCmi  3aCMOCYB8AHHSL
IHMepaKmusHUx Memooié y Npoyeci 8UBYEHHS 00PA30MEoPU020 ma O0eKOPAMUBHO20
mucmeymea. Benuky yeazy npuoiieHo memooam aKmueHo20 NIZHAHHI, CAMOOCEImI,
OUCMAHYIUHUM — OCBIMHIM  npozpamam. Jloeedeno, wo Memow 3acmocy8aHHs
IHMepaKmusHux memooig y npoyeci 6UBHUEHHs 3A3HAYEHUX OUCYUNIIH € CMBOPEHHS
KOM@MOpmMHUX YMO8 HABYAHMA, KOIU 6CI CMYOEHMU B3AEMOOIIOMb Midc co00l0, HA
3AHAMMAX CMBOPIOEMBCL  MONCIUBICL  0020B0PEHHSI  PIZHOMAHIMHUX NPOOIeM,
006€0€enHs, aApeYMeHMYBAaHHs GIACHO20 NOo2IA0y, mMooOmo 6i00Y8AEMbCs B83AEMOOIs
suxkiaoaua i cmyoeHma, AKA OpPIEHMYE 0COOUCMICMb HA PO3BUMOK i MEOpHUxX i
PO3yMOBUX 30iOHOCmel ma KOMYHIKAMUBHUX HABUUOK.

Knwuoei cnosa: obpazomeopue mucmeymeo;, OeKOpamusHe MUCHEYMEO;
IHMepaKmueHi  Memoou, IHMePaKMuHi MexHON02ll, KOMYHIKAMUBHI HABUYKU,
KOMNnemeHmHICHUL nioxio.
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METHODS OF TEACHING FINE AND DECORATIVE ARTS INVOLVING
INTERACTIVE METHODS

Annotation. The thesis substantiates the problem of the appropriateness of using
interactive methods in the process of studying visual and decorative arts. A great role
is given to the methods of active learning, self-education, distance educational
programs. The presented material proves that the purpose of using interactive methods
in the process of studying the specified disciplines is to create comfortable learning
conditions in which all students.

Keywords: visual arts, decorative arts; interactive methods; interactive
technologies;,communication skills; competence approach.

Jinss  mIAroToBKM  BHCOKOKBami(ikoBaHuxX  (axiBuiB, Akl  OyAyTh
KOHKYPEHTOCHPOMOXXHUMH Ha Cy4acHOMY PHUHKY Ipalli, iCHye moTpeda B OHOBJIEHHI
3MICTY 1 METOJUKHM BHUKJIAJaHHS 0Opa30TBOPUOIO Ta JIEKOPATUBHOIO MHUCTENTBA. Bin
CYy4acCHOT0 HAaBYAJIBHOTO 3aKjaJy BHUMAra€ThCsl 3alpOBaJKEHHS HOBHUX MIIXOJIB 10
HaBYaHHS, IO 3a0€3MeUyl0Th PO3BUTOK KOMYHIKATUBHUX, TBOPYUX 1 MpodeciiHMUX
KOMIETEHIIIM Ta CTUMYJIIOIOTh MOTpe0y MailOyTHHOTO (haxiBIlsi B CAMOOCBITI HA OCHOBI
3MICTY ¥ opraHizallii HaB4aJbHOTO MPOIIECY.

[ToBopoT YkpaiHu 10 pUHKOBUX BIJTHOCHH, 3a0€3MeUeHHs MpaB i cB0OO ocodu
noTpedy€e MEepEeOCMUCICHHSI TMOJITUKM B Traiay3l OCBITH, fIKa TEMep OplEHTOBaHA
HacamIepe] Ha 3aJ0BOJICHHS MOTped OCOOMCTOCTI, IIO MPHUBENIO J0 3HAYHUX 3MIH Y
BHOOp1 MeTO/IIB HaBuaHHS. BaxnuBo, mo0 B YkpaiHi 3a0e3neuyBaBcs NPUCKOPEHUI,
BUIMEPEIKATIbHUI 1HHOBAIINHUNA PO3BUTOK OCBITH IUISIXOM OHOBJICHHS 3MICTY OCBITH
W opranizaiii HaBYaJbHO-BUXOBHOIO MpoleCy. 3aMiCTh PENPOAYKTUBHOI CHCTEMU
HaBYAaHHS Yy BHIIl HEOOXIJHO TMOCTYIIOBO 3alpoBa)KyBaTU KpEaTUBHO-TBOPUY
cucTteMmy. A JJisi IbOT'O B HaBYAJIIbHOMY MpoOlieci MOTPIOHO BUKOPUCTOBYBATH CyYacHI
Meaaroriyil TeXHOJOTii, 00 JMIIE BOHU CIPOMOKHI 3a0€3MEeUnTH camMopeasi3alliio
Mozoni. HuHi Ha puHKY poOOo4YOi CUM IIHY€EThCS HE (POpMalIbHUI pPIBEHb OCBITH, a
HacamImepea 3JaTHICTh (paxiBIisl pO3B’s3yBaTH HarajibHI NpodeciiiHi 3aBJaHHs.
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[IpoOaeMHUM acneKkToM € i Te, 1110 CTYyAEHTH, 3 OTHOTO OOKY, MAlOTh JIOCTYM /0
3HAYHO! KUIbKOCTI 1HQoOpMalii, a 3 IHIIOro OOKYy, HAasBHICTh BEIUKOr0 00CsITY
iHpopmalii noTpedye BIJ HUX AaHAIITUYHOTO Ta KPUTUYHOTO MHUCJICHHS, abu
OpieHTyBaTHUCs B iH(GOpMaIIHOMY MOTOIll. 3MIHH, K1 BiI0OYBatOTHCS Y BUIIIN OCBITI,
3YMOBJICH1 ICTOTHUM 3pYyIICHHSM 1HHOBAIIITHOT 0COOUCTICHO-PO3BUBAIOYOT MTApaIUTrMu
OCBITH, HEOOXIAHICTIO BUKOPUCTAHHS 1HTEJIEKTYaJIbHO-TBOPYOTO MOTEHLIANY JIFOJAUHH
ISl TBOPYOI JISTIBHOCTI B YCiX cepax KUTTH.

BukopucTtaHHs 1HTEpAaKTHBHUX METOJIB HABUYaHHA — OJUH 13 MPOBIAHUX
HaIpsAMIB yIOCKOHAJIEHHS MiATOTOBKU CTYJEHTIB Ta 000B’3KOBa YMOBA €()E€KTUBHOIO
BIIPOBAKEHHSI KOMIETEHTHICHOTO Tiaxoay. dopMyBaHHS KOMIIETEHUINA nepeadayvae
3aCTOCYBaHHS HOBUX TEXHOJIOTIH 1 ¢opM peanmizauii B HaBuaibHId poOoTi. YinbHUM
MPIOPUTETOM CUCTEMHU BHUIIOI OCBITH B YKpaiHl MOBUHHO CTAaTH PO3B’S3aHHS 3aBAaHHS
MIATOTOBKM BUCOKOKBANI(PIKOBAHMX KaJApIB HAa OCHOBI BHUKOPUCTAHHS MPUHIIHITY
BpaxyBaHHsS 1HTEpeciB ciyxada. BrpoBajkeHHS B NEAaroriyHoMy MIOpOLECI BHUIIHMX
HaBYAJIbHUX 3aKJIaJlIB 1HTEPAKTUBHUX TEXHOJIOT1H HAaBUYAaHHS € MOTPEeOOI0 CYy4yacHOTO
CYCHUIbCTBA Y BCEOIYHOMY PO3BUTKY 1 TUX, XTO HABYAETHCS, 1 TUX, XTO HABYAE.
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TEOPETUYHI IUTAHHS PO3BUTKY TBOPYMX 31IFHOCTEN
CTYAEHTIB Y OCBITHBOMY INPOLHECI MUCTELBKOT'O HAITPAMY

Anomauyia. Buceimneno cymHuicmv nOHAMMS «MEOPYICMbY MA OCHOBHI SAKOCMI
meopuoi ocobucmocmi, BaNCIUBICMb PO3BUMKY MBOPYUX 30IOHOCmel VYHIE Y
OCBIMHbLOMY NPOYECE MUCTNEYbKO2O Hanpsamy. Po3eianymo xapakxmepHi pucu meop4oco
MUCTIeHHS, AKI CApUsIOMb GOPMYSAHHIO HECMAHOAPMHOCMI C8IMO02nA0Y, 2eHEPYBAHHIO
He36UYAUHUX OYMOK, Ma GU3HAYEHO Neda2o2iuHi YMO8U, Kl CAPUSMUMYMb PO3GUMKY
meopuux 30ibHocmell Y4Hi6 y Ha84aibHO-8UXO8HOMY NPOYECI.

Knrwouoei cnoea: cmyoenmu, meopuicmo, meopui 30i0HOCMI; 0C8IMHIl npoyec.

Tatyana POPOVA

Candidate of Pedagogical Sciences, docent
Kharkiv National University named after
V.N. Karazin

(Kharkiv, Ukraine)

THEORETICAL ISSUES OF THE DEVELOPMENT OF CREATIVE SKILLS
OF STUDENTS IN THE EDUCATIONAL PROCESS OF THE ART
DIRECTION

Annotation. The work highlights the essence of the concept of creativity and the
main qualities of a creative personality, highlights the importance of developing
creative abilities in students. In addition, the characteristic features of creative
thinking are considered, which contribute to the formation of a non-standard
worldview, the generation of unusual thoughts, and the following pedagogical
conditions are identified that will contribute to the development of creative abilities in
the educational process.

Keywords: students; creativity,; creative abilities, educational and educational
process.

['o10BHOIO METOI0 OCBITHBOTO MPOIECY 3aKJaIB MHUCTEIBKOrO HAIpsMY €
NPOAYKYBaHHS IICUXOJOTIYHOI TOTOBHOCTI CTYJIEHTIB JO TBOpPYOi mpaii, BMiHHS
JIOBECTH, IO B KOXKHIA mpodecii € Micie JjIsi TBOPUYOCTI 1 1O B MIJICYMKY KOXKEH
3MOKE€ OBOJIOJITH TpUOMaMu TBOpUOi AisibHOCTI [1]. ¥V mcuxomoro-megarorivyfii
Haylll T TBOPYICTIO PO3YMIEThCA CTBOPEHHS YOTOCh HOBOIO Ha OCHOBI
BJIOCKOHAJICHHSI BUBYEHOIO: JOCSTHEHHS HOBOTO pe3yJibTaTy, 3HaXOIKEHHS
OpUTiHAJBHMX IUIAXIB 1 METOMIB MOro oTpuMaHHsi. HoBH3Ha, BIOCKOHAJIEHHS,
peoprasizanisi JOCBIy — HANCYTTEBIII XapaKTEPUCTUKU TBOPUOCTI. TBOPYICTH
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MOYMHAETHCS TOJ1, KOJM PIIICHHS HE MOXE€ OyTH JOCATHYTE JIMIIE 3 BUKOPUCTAHHIM
JIOTIYHUX MPUIOMIB, 2 BUHUKA€E 00’ €KTUBHA NOTpeda y BUCYBaHHI riNoTe3 1 peaizalii
npodeciiiHoi 1HTYiii.

SKmo po3rasgaTH Pi3HULIO MK XYJOKHBOIO 1 TEXHIYHOK TBOPYICTIO, TO
CYTHICTb XYJOKHbOI TBOPYOCTI TIOJIATa€ B CTBOPEHHI ECTETUYHOro o0pasy 3
ypaxyBaHHSIM 3aKOHIB Kpacu, SKi BKJIIOYAIOTh BHUPA3HICTh, TAPMOHIMHICTH Ta
opuriHaibHICTh. [li1 TEXHIYHOIO TBOpPUICTIO, AK miakpecitoe B. O. Mansko, MaeTbes
Ha yBa3l CTBOpPEHHS W O(OpMIEHHS KOHCTPYKLIA Yy KPECICHHSX 1 JOKyMeHTarlli, a
TaKOX iXHE marepiajibHe BiATBOpeHHs [2]. Tak, TBOpuYa IiSJBHICTH MPOSIBISETHCS B
npotieci 3100yTTs 1 KOHCTPYIOBaHHS 3HAaHb, XaPAKTEPU3Y€EThCA HOBU3HOIO BUPIIICHHS
po6JieMH, BUCOKOI €(hEeKTUBHICTIO, OPUTTHAIBHICTIO PE3yJIbTaTy TOIIIO.

VY 3B’A3Ky 13 UMM MPIOPUTETHUMM 3aBJAAHHSIMU HABYAHHS CTYACHTIB Ha
OUCLUIUTIHAX ~MHUCTELUBKOr0 HampsMy HOBUHHO OyTH He Jjuie (HopMyBaHHS
cHeniajJbHUX 3HaHb 1 BMiHb, a TAKOX PO3BUTOK TBOPYMX 3M10HOCTEH, SIKI CHPUSIOTH
PO3ILIMPEHHIO aKTUBI3AIlll Mi3HABAIbHOI JISJIBHOCTI CTYJEHTIB, MiJABUIICHHIO IXHBOI
CaMOCTIMHOCTI B TpOLIECl OBOJOJIHHS 3HAHHAMM, IO CHPHUSE HOBU3HI CYIKEHb,
BHCHOBKIB Ta BJIACHOMY OadeHHIO mpoOiemMu Tomfo. Och 4OMYy OJHUM 13 Ba)KJIMBHX
acCHeKkTIB PO3BUTKY TBOPUOCTI B Ipoleci HaB4YaHHA € (OpMYBaHHS TBOPUOI
OCOOMCTOCTI Ha OCHOBI pO3BUTKY TBOpuuMx 3ai0HocTedl. Ha pymky Oaratbox
IICUXOJIOTIB, MO€JHAHHA JIOTIKA Ta YysBM 3HAYHOIO MIPOK BHU3HAayae 3A10HOCTI [0
TBOPYOCTI, aJIe¢ HEBIJI'EMHUM €JIEMEHTOM Y IIbOMY MPOIIEC] € HASIBHICTh 1HTEJIEKTY.

BaxxnuBuMH SIKOCTSIMHM TBOPYOi OCOOMCTOCTI, SIK 3a3HAYAETHCS B ICHXOJIOIO-
MearoriuHii IiTeparypi, € KMITJIMBICTb, MPaAIl€3JaTHICTh, €MOI[iIiHA CIPUUHSITIUBICTD,
30CEPEIKEHICTh, 3aXOIJIEHICTh 1/1€€10, BIANOBIAAIBHICTD MiJ YaC BUKOHAHHS TBOPYOIrO
3aBJaHH, KPUTHYHE CTaBJIEHHSA A0 cebe, 0 CBO€I Mpall, MparHeHHsS IO TBOPYHX
JOCSITHEHb.

OTxe, TBOPYICTh MOKHA BU3HAUYUTH SIK AISUTbHICTb, 1110 3A1HCHIOETHCS JIIOAUHOIO
B Oyab-sikiii cdepi, y pe3ysbTaTi 4Oro 3MIHIOETHCS, JIOMOBHIOETHCS, KOMOIHYEThCS
nporiec ab0 CTBOPIOETHCS HOBUM MPOAYKT. Y Hall Yac JO CTYJAEHTIB, SIKi B
MailOyTHbOMY MarOTh 3a0e3nedyyBaTd KOHKYPEHTOCHPOMOXKHICTh YKpaiHU B
€BPONEHCHKOMY CEpPEOBUILI, CTABUTHhCS BHUMOIra CAMOCTIHHO pO3B’SI3yBaTH TBOpPUIl
3aBJAaHHS 13 3aCTOCYBAHHSIM Cy4YaCHUX METOAMK Ta IHCTPYMEHTApII0 HayKOBHX
J0C1KeHb. PO3BUTOK TBOPYOro MUCIEHHS B 3aKJIaJlaX OCBITU MOJATa€e B TOMY, IO B
O0COOUCTOCTI PO3BUBAETHCSI CXUIIBHICThH /10 aHAJi3y, CUHTE3Yy, BUSBICHHS MPOTUPIY Y
CUCTEMaX, YCTAaHOBJICHHSI 3B’S3KIB MDX mHpeameramu, o0’ektamu Ta ¢aktamu. Kpim
TOro, ii MpUTaMaHH1 JOT14YHICTh MUCIICHHSI, THYYKICTh MUCJICHHS, [IIi 33 aITOPUTMOM.

VY pesynbpTari a”amily BU€HI BU3HAYWIM OCHOBHI MEPELIKOJHU, AKI 3aBa)Kalu
(GbopMyBaHHIO TBOPYOTO MHUCIIEHHSI CTYJAEHTIB, a came: KoHpopmi3Mm (OakaHHs OyTH
CXOKMM Ha I1HIIWX), LEH3Yypa, PUTIIHICTh (HEBMIHHS YYHIB CTAaBUTH W BUPIIIyBaTU
HOBI mpobsiemu). Tomy BHKIagayaM nepeayciMm Tpeda YHUKATH CUTYalllid, K1 MOXKYTb
MPU3BECTU [0 MPUTHIYEHHS TBOPYOTO MUCIEHHS CTYJEHTIB a00 CTaTH CEPHO3HOI0
MEPEUIKOI0I0 JIJIsl PO3BUTKY KPEaTUBHUX 3/110HOCTEH.

Y  pesynpTaTi aHamizy HaykoBux mpamnps B. Mamsko, . MypcamitoBoi,
O. Martninoi, H. MenBeneBoi BUOKPEMIIEHO TaKl XapaKTEpPHI PUCH TBOPUOT'O MUCIIEHHS
[2-4]: CHUHEPreTHYHICTh MMCJICHHS, CHCTEMHICTh MHUCJCHHS, MpaIeTtoOHICTb,
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KpEaTHBHICTh, IHTEJICKTyalbHA aKTUBHICTh. KOXKHA 13 IMX PUC MICTUTh NMPUXOBAHUU
MOTEHI[la], Ha YoMy 0a3yeTbcsi HECTaHAAPTHICTb CBITOTJISAY, TE€HEpPYBaHHS
HE3BUYAMHMX AYMOK Ta iXHE CHCTEeMaTU3yBaHHS JUIsl BHUPILMIEHHS IOCTABJICHHUX
3aB/IaHb.

VY mpoueci AOCHIKEHHS BU3HAYEHO NEAAroriuHi yMOBHU, $IKI CHPHUSITUMYTb
PO3BUTKY TBOPUMX 3II0HOCTEH CTYAEHTIB Yy HaBYaJIbHO-BUXOBHOMY MPOIECI:
dbopMyBaHHS B HHUX MOTHBAIl HIOAO0 3IIMCHEHHS TBOPYOI MISTIBHOCTI ILUISIXOM
CTBOPEHHsI BIAMOBIIHOIO €MOLIMHOIO 3a0apBieHHS; CHIBIpals Ta CIIBTBOPYICTH 3
YUHSIMU.

TakuM YHWHOM, PO3BUTOK TBOPUMX 3JI0HOCTEH CTYIEHTIB € BaroMum
pE3ybTATOM OCBITHBOI'O MPOLIECY MHUCTEUBKOrO HAINpsMy, 110 3a0e3MeuyeThCsi, IO
nepiie, (QyHKIIOHYBaHHSAM TBOPYOTO MHUCJIEHHS, OCHOBHUMH pHUCAMHU SIKOTO €
CUHEPreTUYHICTh, CHUCTEMHICTh, HE3aJIeKHICTh, HASBHICTh IEBHOTO CBITOTJISIY B
O0COOUCTOCTI, MPAIEIIOOHICTh, KPEAaTUBHICTh, IHTENIEKTyallbHA aKTHUBHICTh Ta, IO
Apyre, CTBOPEHHSAM MEBHUX MEAAroriyHuX ymoB ((pOpMyBaHHS B y4HIB MOTHBALIi J10
TBOPYOI JISIBHOCTI IIJIIXOM CTBOPEHHS BIAMOBIIAILHOIO EMOLIHHOTO 3a0apBIEHHS Ta
CHiBIIpals 1 CIIIBTBOPYICTH 31 CTYAEHTaMHu).
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LEARNING TO SEE. PHOTOGRAPHIC WORKSHOP IN KINDERGARTEN

Introduction. How can photography contribute to children’s learning and
awakening in nursery school? This question is at the heart of my approach, situated at
the intersection of a research-creation project at University of Paris 8 and my work as a
photographer at the Maison Européenne de la Photographie. By combining these
experiences, | seek to explore the role of images in pedagogical frameworks and their
capacity to develop a critical and sensitive gaze in children.

To do so, I draw on my artistic work, where photography, painting, and video
intertwined. Through the creation of hybrid images, 1 explore representations of
contemporary transformations, particularly those of the Anthropocene. This approach
allows me to consider photography not only as an artistic medium but also as a
stimulating pedagogical tool conducive to a transdisciplinary approach to learning. It is
important to note that the experiences and reflections inherent in this text are specific
to the French educational system, where my workshops take place.

Art and pedagogy: A Necessary Encounter.

This work also provides an opportunity to question the relationship between art
and pedagogy, which seem to share a common goal: the transmission of skills, ways of
thinking, and ways of being. History offers us emblematic examples, such as the
Bauhaus, where artists and teachers merged their disciplines. Today, although artistic
education 1s an integral part of school curricula, it is often relegated to a secondary
role.

In this context, photography plays a special role. It enables us to take a critical
look at the world and learn to perceive our surroundings differently. By actively
involving children in the creative process, it invites them to take a fresh look at their
everyday environment, experimenting and expressing their own vision of the world.

The evolution of educational policies and their impact on learning.

With the successive reforms of school policies, the school is no longer simply a
place of instruction disconnected from economic imperatives. As Pierre-Damien
Huyghe points out, reformulating Condorcet’s project, schools initially aimed to
reduce credulity in society by equipping individuals with sufficient knowledge'.
However, secondary schools, in particular, have gradually been transformed into a
vocational training ground, subjecting learning to utilitarian imperatives. From this
point of view, going to school means learning the skills needed to exercise a future
profession. This raises the question of whether apprenticeship should only prepare
students for the job market, or whether it should also cultivate their curiosity,
sensitivity and creativity.

However, the etymology of the word ‘“schooling” reminds us of an entirely
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different reality. As Pierre-Damien Huyghe points out, “the Greek word Skolé, from
which school derives, 1s often translated as leisure, free time [...]. In its most
archaic form, schooling is time freed from all
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economic exploitation”. Originally, school would have been a suspended time,
conducive to reflection and intellectual development. Today, however, this concept is
being called into question by educational policies that tend to standardize knowledge
and favor pragmatic approaches.

The special place of nursery schools.

Kindergarten still seems to be unaffected by these professionalization trends.
Halfway between family and school, it is the child's first immersion in a collective
environment. What we learn in kindergarten is first and foremost autonomy — to act
and to think — through a process of awakening the senses and intelligences. However,
kindergarten is also a place of tension between educational aspirations, personal
fulfillment and the standardization imposed by school policies. It’s in this context
that I’ve conducted a number of photographic workshops.

The question of transmission then arises: how to teach? By what mechanisms,
what protocols, what discours? Three and six-year olds do not have the same
understanding of language as adults. So it’s essential to adapt the way we speak to
them, to establish an accessible vocabulary, then gradually enrich it over the course
of the sessions. Repeating important terms helps children to express their ideas more
effectively. What’s more, children at this age have relatively short attention spans.
That’s another challenge: keeping their attention during a one or two hour workshop.
My adaptation as a facilitator also involves structuring the session into several
activities or incorporating breaks.

Photography as a teaching tool.

My workshops are an opportunity to experiment with a pedagogy adapted to
this young audience. This approach is based on dynamic interaction between the adult
and the children, but also between the children themselves. My interventions are like
invitations: they open up avenues, set up games and create a space for dialogue where
no question or answer is wrong. The aim is to encourage exchange and expression
through photography.

Photography thus becomes an educational tool in its own right. It not only
introduces children to the basics of composition and framing, but also develops their
aesthetic sensitivity and their ability to observe their environment. By manipulating
themselves, children learn to make choices, to take into account light, shapes and
textures.

Raising environmental awareness through images.

The cultural policy of the Maison Européenne de la Photographie, where 1
work, aims to respond to contemporary issues. Last year, my workshops focused on
the Olympic Games. This year, they’re tackling ecological themes, particularly the
relationship with living things. In this sense, these workshops become spaces for
raising awareness of empathy and perception of the world.

The current era seems to me to be marked by two major transformations: the
Anthropocene® and the digital®. By establishing a new ecological and technical
paradigm, these two parameters of contemporary experience have triggered what
Estelle Zhing Mengual and Baptiste Morizot call “acrisis of sensitivity’, a decline
in empathy towards living beings, particularly non-humans. This crisis is all the more
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evident among young city-dwellers, with little exposure to nature. In this context,
photography can play a key role in re-establishing a link between children and their
environment.

Running photography workshops in kindergartens means learning to see with
photography. But it also means asking the question of what it means to see in
photography. Over the course of its history, photography has seen two opposing
trends. On the one hand, the realist trend, driven by a demand for clarity, on which
documentary aesthetics are based®. On the other, the formative trend, based on a
subjectivization of forms inspired by expressionism’. In my context, photography, as
an educational tool, lies at the intersection of these two trends. It allows us to
observe and document the world’s transformations, while developing a critical eye in
young people.

In my workshops, I encourage children to observe and photograph the living
elements in their immediate environment: the weeds that persist in growing in the
grooves in the asphalt, for example. These experiments show how photography
enables children to rediscover their environment by paying attention to details they
were previously unaware of. I also draw on my university research to study shapes:
What are the differences between shapes from nature and those from the city ? Are
these forms clearly distinct, or are they intertwined? Isn’t there an extension of nature
in the city and of the city in nature? Where do I stand, an adult, as a child? Am I
outside nature, or am I part of it? To answer these, I use photography as a medium to
convey an understanding of the world through its forms. If we need to “learn to see”®
As Estelle Zhing Mengual suggests, in order to respond to her diagnosis, it also
means learning to think about what we see. It means making ourselves available and
attentive to what surrounds us.

What’s more, photography encourages a contemplative approach, different
from the flow of images to which children are exposed daily through their screens. By
teaching them to look carefully before triggering the camera, we offer them a tool for
slowing down, for better perception. The photographic act then becomes a means of
awakening their ecological sensitivity, raising awareness of the fragility of living
things and the need to protect them.

Conclusion: rethinking education through art.

So, although nursery schools are relatively untouched by the logic of
professionalization, they are not immune to forms of school standardization. In this
sense, art workshops offer an opportunity to reinvest the educational space and
introduce other ways of perceiving and thinking, through photography. They invite us
to pay attention to what we, as human being, miss out on, immersed as we are in our
daily inertia.

Photography, as a medium, is a bridge between learning, artistic sensitivity and
discovery of the world. It encourages reflection on our relationship with images
and reality, while awakening in

children a curiosity and openness to otherness that are essential to understanding the
challenges of our times. By emphasizing a sensitive and poetic approach to reality, it
opposes a purely instrumental vision of knowledge, all too often dictated by the
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imperatives of profitability.

At the same time, these workshops reveal the importance of preserving spaces
of freedom education. Faced with increasingly standardized education systems,
where learning tends to be reduced to an accumulation of quantifiable skills, it is
becoming essential to defend times and places for experimentation, where creativity
and the imagination can express themselves without constraint. The challenge is not
only to train individuals capable of integrating into society, but also to sensitive
beings, capable of perceiving the world in all its complexity and richness.

Through photography, it’s possible to rethink education as a living experience,
based on awakening the senses, reflection and exchange. By enabling children to
explore their environment in a different way, by introducing them to an artistic
practice that appeals to both their eyes and their sensibilities, these workshops
contribute to the development of a more open, more humane pedagogy, and
ultimately, one that is more in tune with the issues if our time.
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JMioin T'OJIEMBOBCBKA

Cmapwuii suxniaoay

Kagpeopu MOHYMEHMANbHO20 | CMAHKOB020 HCUBONUCY

Kuiscoxoi oeporcasnoi akademii

0eKOpamusHO-NPUKIAOH020 Mucmeymaea i ousauny imeni Muxaiina bouuyka
(m. Kuis, Yxpaina)

SHAYEHHS CAMOCTIHHOI POBOTH JIJISI HABUAJIBHOI
JUCHUILIIIHA « ITEKOPATUBHA IHTEPIIPETAIIS AKAJJEMIYHUX
3ABJ/IAHb»

Anomauia. Po3zensanymo 3HAYEHHAs CAMOCHMIUHOI poOoomu 0Nl BUBUEHHS
HaBuanbHoi Oucyuniinu «/lexopamusna iHmepnpemayisis AKA0eMidHUX 3a60AHbY.
Iliokpecneno eadxcnugicme camocmitinoi pooomu cmyoenmis. YMmiHHa npayrosamu
CamMOCMIUHO 8adciuse 01 po36UmMKy npogecilinocmi. Busuaemvcs 6xnoueHHs
camocmitinoi pobomu y HaA84UaHHS O/ PO3GUMK) 8 CIYOeHmMi8 meopy020 nioxody 00
BUKOHAHHA 3a80anb. Lle mae eacome 3HaueHHA Ol pPO3BUMKY MEOPUUX HOULYKIE.
Camocmitinicms YOOCKOHANIOE MAUCMEPHICMb CIYO0eHMI8 SIK MAtOYMHIX MUmMyis.

Kniouosi cnoea: oOexopamusena inmepnpemayisi; camocmitina poboma;
mucmeyvbka npogeciunicmns, nIOUUHHE GUPIUIEHHS, KOAAXC, 0eKOPAMUBHULL PelbEPp,
acamonsic.
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(Kyiv, Ukraine)

THE SIGNIFICANCE OF INDEPENDENT WORK FOR THE STUDY OF
THE DISCIPLINE "DECORATIVE INTERPRETATION OF ACADEMIC
TASKS"

Annotation. The significance of independent work in studying the discipline
"Decorative Interpretation of Academic Tasks" is considered. The importance of
independent work for students is emphasized. The ability to work independently is
crucial for developing professional skills. The integration of independent work into
the learning process fosters a creative approach to completing tasks. This is vital for
encouraging creative exploration. Independence enhances the students' mastery as
future artists.

Keywords:  decorative  interpretation,  independent  work,  artistic
professionalism,; planar solutions, collage; decorative relief; assemblage.
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Ha  ¢dakynbreri  nekopaTMBHO-IpHUKIaAHOrO  MHUcTenTBa  (kKadeapa
MOHYMEHTAJIBHOTO 1 CTaHKOBOro >kuBomucy) KwuiBcbkoi aepxaBHOI akajaemii
JIEKOPAaTUBHO-TIPUKIIATHOTO MHCTENTBAa 1 Ju3aiiHy imeHi Muxaitna boituyka
BUKJIAJIAa€ThCA HaBuajbHA JMCLMIUIIHA «JlekopaTWBHA IHTepHpeTalis akaJeMIdYHUX
3aBlaHby. BoHa BKIIIOYAE Taki HaBYaJbHI 3aBJAHHS: IJIOIIMHHE BUPIIIEHHS, KOJAXK,
JIeKOpaTUBHUM penbed Ta acaMOspK. Po3risiHeMo 3MicT KX 3aB/IaHb.

[T701MMHHNN KUBONUC — 1€ dKUBOMUC, BUKOHAHUN 3a IOIOMOTOI0 XapaKTEPHUX
IJIACKUX IUISIM JIOKAJBHOTO KOJBOPY, OKPECICHUX BUPA3HUMU KOHTYpPaMH, YITKUMHU
ninismu. e yMoBHI ciocobu mpocTopoBoi NOOYAOBH 1 BIATBOPEHHS MPEIMETIB O€3
MOPYILIECHHS IBOBUMIPHOCTI IUIOIIUHHU.

Konax (¢ppanu. Collage — HakieroBaHHS1) — TEXHIKA HAKJICIOBAaHHS Ha I[yNKY
OCHOBY PI3HUX IIIMATOYKIB 13 HAaWpPI3HOMAHITHIIIUX MaTepialiB, IO BIAPIZHIIOTHCS
BiJl OCHOBHU (DaKTypOIO, KOJIbOPOM, TEKCTYypOr. Yci (pparMeHTapHi HOro 4acTOUYKH
MO€HAHI B LUITICHUN MUCTELbKUH 00pa3. HamapyBaHHs pi3HUX (QakTyp MIACTUYHO
OpraHi30BYIOTh IUIOIIMHY 1 CTBOPIOIOTH MOXJIMBICTH JIJIi OOpa3HOi 1HTeprpeTarii
XYJI0)KHBOTO MOTHUBY.

Penbed (dbpanu. Relief; Big nat. relevo — migiiimaro) — 06’eMHe 300pa>keHHS
3aIaHOTO MOTHBY Ha IUIONIMHI, SKE€ CTBOPIOETHCA 3a JIOMOMOIOK 00’€MiB, IO
BUCTYMAOTh HaJ IUIOIIUHOK Tia. PO3pi3HAIOTE Tpu BUAU penbediB: Oapenbed
(au3bkuil penved), ropenbed (BUCOKHI penbed), KOHTppenbed (3araulieHHs Y
IUIOLIKMHI). Y NEeKOPaTUBHOMY pelibe(i BUKOPUCTOBYIOTHCS JKMBOIHCHI JOIOBHEHHS
KOJIbOPOM, KOJIAKHI HallapyBaHHs (aKTypamMu Ta piI3HUMHU MaTepiaiamH.

AcamOmspx  (dpann. Assemblage; Bim assembler — 30upatu) — 00’emHa
KOMITIO3HMIIISl 3 HEOAHOPIAHUX MPEAMETIB, y SKIM BUKOPHCTAHO JAeTam aldo I
MpeAMETH MPOMHUCIOBOTO BUPOOHULITBA. MOXKIIMBI dKUBONUCHI JOMOBHEHHS (hapOo1o,
a TaKOX METaJioM, JIEPEBOM, TKAaHMHOIO Ta IHIIMMHU (pakTypamu. AcaMOJIsDK MOKHA
BU3HAUMTH SIK KOJaX Y TPUBUMIPHOMY IIPOCTOPI.

Hapuanbna nuciuruiina «JlekopaTuBHa iHTEpIpeTallis akaJeMIYHUX 3aBIaHb)
y LUIOMY CKIAJa€TbCAd 3 MPAKTUYHOI Ta CaMOCTIHHOI poOotu. Pobora Han
3aBJAHHAMMU 3 J€KOPATHUBHOI IHTEpPIIpETALli BKIIOYA€E TPU €TaIH:

l eram — akageMIYHUH >KMBONUC IIOCTAHOBKM 3 HATypu B ayJUTOPII.
OO0o0B’s13K0B1 TOpaJid, PEKOMEHMAIli Ta KOPEKIlis BHUKJIagada. BUKOPUCTOBYIOTHCS
YKMBOIKMCHI MaTepialiv Ha BUOIp y MOCTAaHOBIII 3 aKaJeMiuHoro xuBomnucy. Ha ocHOBI
akaJeMIYHOI TIOCTAHOBKM BIIOYyBAa€ThCA MoOJalbIlla poOOTa HaA €CKI3OM A
CTBOPEHHSIM OpHTiHATY JACKOPAaTUBHOI IHTEpIpEeTallii, fKa BKIIOYAE IUJIOMIMHHE
BUPIIICHHS, KOJNaX, IEKOPATUBHUM penbed Ta acamOIIsIK;

2 eram — €CKI3 10 HaBYaJbHOI AUCHUIUIIHU «JlekopaTuBHA IHTepIpeTallis
aKaJIeMIYHUX 3aBJIaHb)» Ha OCHOBI aKaJEMIYHOTO *KUBOIKCY MOCTAHOBKHU 3 HATypH.
[Ipaus Hajg eckizamMu MOTpeOye OUIBII aBTOPCHKOTO 1 TBOpuoro migxoay. TyT
BaXXJIMBA caMocCTiiiHa poOoTta. [lopanu BukiIazaya 1 CaMOCTIMHMM aHalli3 3aBIaHHSA
CIIPUSIOTh CTBOPEHHIO CTYJEHTaMH €CKi31B 0 HaBUAJbHUX 3aBJaHb 13 JIE€KOPATUBHOI
IHTepIIpeTalii: TUIOIMHHE BUPIIIEHHS, KOJIaX, TEKOPATUBHUHN penbed Ta acaMOIIsK;

3 eran — JeKOpaTHMBHA IHTEpIIPETallisi Ha OCHOBI aKaJeMIYHOTO >KUBOMHUCY
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MOCTAHOBKHU 3 HATYpHU. AHaJI3Y€ThCS JKMBOMKC 3 HATYpU Ta €CKI3U JI0 HABUAJIBHUX
3aBlaHb 13 JIEKOPATUBHOI 1HTeprpeTanli. BHUKOHY€TbCS OpUTiHANI HaBYaJIbHOIO
3aBlaHHs «JlekopaTuBHA 1HTepIpeTalis akaJAeMiYHUX 3aBaaHb» Ha TpeTbomy erami
3HAUEHHA CaMoOCTiiiHOI pobotu ocobmuBo BaxiuBe. CTyIeHTH CaMOCTIHHO
BUPILIYIOTh, 13 SKMX MaTepiajiB BUKOHYBAaTUMYTh 3aBAaHHS. Matepian Moxe cam
MiJIKa3yBaTH KOMIIO3UIIIIHI MpUHOMH, OCOOJMBOCTI BUKOHAHHS 3aBllaHb. YMIHHS
MpaIoBaTH 3 BUIMAJKOBUMH €(pEKTaMU JIa€ MOIITOBX J0 TBOPYOIO MEPEOCMUCIICHHS
€CKi31B, /sl BAKOHAHHS opuriHainy. Lle pyx 10 cBiioMOi TBOPUYOCTI.

[TincymMoByloUM cKa3zaHe BHILE, 3a3HAYMMO, 110 3MICT 3aBJaHb 3aJIEKUTh B
poOo4oi mporpamMu s AMCHMIUIIHM «JlekopaThBHA IHTEpIpeTalis akaJeMIYHUX
3aBlaHby. 17151 BUKOHAHHA 3aBJaHb 13 JIEKOPATUBHOI 1HTEpIIPETAllli BaXKJIUBE MEpIIe
BpaXeHHs BlJ MOcTaHOBKU. lle Oylne OCHOBHMM Yy caMOCTiHHIA poOOTI mif dYac
CTBOPEHHSI €CKI3y Ta BHpIIIEHHSA OpuriHaiay 3aBaaHHs. Ecki3 gae momroBx Yy
nojaneuIii  poOOTI Haa 3aBAaHHsAM. BaxiuBe He O0e€34yMHE MOBTOPIOBAHHS
HAaTypHOTO MOTHBY, a BUKOHAHHS €CKI3y Ha OCHOBI OCOOJMBOCTEH CaMOCTIHHOIrO
EKCIIPECUBHOI'O CIIPUHUHATTS MOT0 KOKHUM CTYIEHTOM.

[Tepiie BpaxkeHHS — 1I€ MiJICBIIOMUNA aHaI3 aBTOPCHKOrO CIPUNUHATTA 33J1aHO1
MIOCTAHOBKU. Y3araJibHeHHs (OpMU Ma€ BeJIUMKEe 3HA4YeHHs Juisi poOOTH B
IUIOLIMHHOMY BUPIIIEHHI, KOJIaXi, JEKOPAaTUBHOMY penbedi, acamOsiki. MoxiuBi
pI3HI MO€JHAHHS LMX NPUHOMIB B OJHIA poOOTI. YacTto 3a3HayeHl NpUloMH He
MarOTh YITKUX MEX 1 IJIABHO MEPEXosiTh OJuH B oaHoro. [lorpiben TBOpumii anami3
Ta CaMOCTIITHE TOCHIIKEHHSI 0COOIMBOCTEN 3aBJAAHHS.

CamocriiiHa poOoTa  nais  HaByajibHOI  JUCHMIUTIHM  «JlexopaTuBHa
IHTEpHpeTalis akaJeMIYHUX 3aBJaHb» MPOXOJAUTH BUIBHO, 3 YpaxyBaHHSIM JESKUX
nopaj BUKJadada. lIpuknanu TBOpPIB MalCTpiB CBITOBOTO Bi3yaJlbHOIO MHCTELTBA
MalOTh BEJIMKE 3HAYEHHS ISl CTYJEHTIB. TBOPHM MAaHCTPiB — OCHOBAa MHUCTELBKOI
rpamotu [1; 6; 7]. Crynentu ix BUBYaKOTh camocTiiiHo. Kaneiimockon 13 TBOpiB
MalCTpPIB PI3HUX HANPSAMIB KUBOIUCY CHPHUSE CTAHOBIEHHIO aBTOPCHKOI CTUIIICTUKH
CTyJICHTA MiJ 4yac BUKOHAHHA 3aBiaHHs. Lleil Oarax mae BIuiMB Ha oOpa3He OaueHHS
CTYJICHTIB Ta po3BUBae MpodecioHani3zM 1 Xyn0xHid cmak [3; 4; 8].

[1in yac MiATOTOBKU HABYAIBHOTO 3aBJAHHS [l €K3aMEHAIIMHOTO TEPETIIsiay
BOXJIMBUN camocTiitHuil miaxia. OdopmieHHS IUX 3aBIAaHb [Ji1 E€KCIIOHYBaHHS
noTpedye crhemiaibHOTO MiaXoay. Y I[bOMY MpOIEeCi Baromy poJib BIAITParOTh
CTUJIICTUYHI OCOOJMBOCTI CaMOCTIMHOI pOOOTHM IMijJ Yac BHUKOHAHHS 3aBIaHHS
KOXXHUM CTYJICHTOM Ta peKOMEH/Iallil BUKJIaJaya.

Otxe, y mpolieci omaHyBaHHsS 3aBjJaHb 13 JIEKOPATUBHOI IHTEpIHpeTalii
BXJIMBE PO3YMIHHS HEOOXITHOCTI MOEIHAHHS CAMOCTIMHOI Ta ayJUTOPHOI POOOTH.
Ile moTpiOHO a1 BUKOHAHHS TAaKWUX 3aBJaHb, SK IUIOIIMHHE BUPILIEHHS, KOJaX,
JieKopaTUBHUN penbed Ta acamOmsk. Ilin yac BHBYEHHS HaBYAJbHOI JUCITUTIIIIHU
«/lekopaTuBHa 1HTEpHpeTaLis aKkaJIeMIYHUX 3aBJaHb» BAKIMBA HE JIUIIE ayJAUTOPHA,
a ¥ camocTiiiHa pobOoTa cTyaeHTIB. CaMOCTIMHO aHaI3ylo4W TBOPYUN MiAXid 10
aKaJIEeMIYHOTO KUBOIKCY Ta CTBOPEHHSI €CKi3y, CTYJIEHTU HaBYalOThCs TBOpUOCTI. Lle
JTy>K€ BaXKIJIMBO JIJI1 BUKOHAHHSI OPUTIHANY JIEKOPATUBHOI IHTEpHpETAIlli aKaJeMIYHUX
3aB/IaHb.
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[pomMy crpusic 03HaOMJIEHHS 3 TBOPYICTIO MAaMCTpIB CBITOBOI'O MHCTEITBA
[2]. 3a Bechb mepioJg HaBYAHHS, MOCTYNOBO, CTYACHTH OINAHOBYIOTh CAMOCTIHHY
poOoty. Ilin yac BUKOHAHHS 3aB/IaHb BOHA € 3aMIOPYKOI0 PO3BUTKY CBIJOMOTO MUTIIS.
CamocriiiHa poOoTa € OCHOBOIO ISl MPO(ECIHOrO0 PO3BUTKY CTYACHTIB Ta IXHBOI
TBOpYOI Mpaill B MapuHI JEKOpATUBHO-TIpUKIagHoro muctentsa [5]. Lle crpuse
PO3BUTKY MHUCTEI[LKOI'O CMaKy 1 TBOPYOMY CTAHOBJIEHHIO CTYJEHTA K MpodeciiiHoro
MUTLSL.
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Bacuns KOTAHTOPEHKO

Jloyeum kagheopu MoHyMeHMAILHORO |
CMAHKOB020 HCUBONUCY

Kuiscoroi deporcasnoi akademii
0eKOpaAmMuU8HO-NPUKIAOH020 MUCTEYMBA I OU3AUHY
imeni Muxatina bouyyka

(m. Kuis, Yxpaina)

METO/IM BUKJIAJTAHHS )KUBOIIUCY 1 KOMIIO3UIIII MUXAMJIA
BOMYYKA: TPAJUIII TA IXHSA ATANITAIIS 1O CYYACHOI
XYJIOXHBOI OCBITH

Anomauia. Posensoaromecia memoou SUKIAOAHHA HCUBONUCY | KOMHO3UYIL,
PO3poONIeHT  8UOAMHUM  VKPAIHCbKUM  XYOOMCHUKOM ma nedacocom Muxaiiiom
botiuyxom. Ananizyromvcsi ocnogni npunyunu neoacociunoi cucmemu boiiuyka,
30Kpema 1o2o nioxio 00 NOEOHAHH MPAOUYITIHUX MEXHIK 3 HOBIMHIMU NIOX00aAMU 00
Komno3uyii ma sxcueonucy. Bascnugy ysazy npudineno eniugy botiuyka na xy0ooichio
ocgimy 6 Yxpaini, a maxooic 1020 iHHOBAYIUHUM MemOOaM, SIKI NOEOHYBANU KAACUYHI
MexHIKU i3 cydacHumu meHoeHyisimu 6 mucmeymsi. OKpemo po3eisaHymo adanmayiio
Yux Mmemooié 00 CYYACHUX VMO8 OC8IMU, BpPAX08YIOUU KYIbMYPHI 3MIHU |
MexHoNI02IyHUll npozpec. Pexomenoyiomvcs Modcaugocmi 6npo8aodtcenHs Memooie
botiuyka 6 cyuacnux xyoodscHix 3axnaoax ons 30epexcents 368 53Ky 3 HAYIOHANbHUMU
MpaouyisiMy ma po3eumky meopuo2o NomeHyianry cmyoeHmis.

Kniouoei cnoea: memoou euxnaoamus, icueonuc;, komnoszuyis, Muxaiino
botiuyk; nedacociuna cucmema, XyoodxcHs ocgima, mpaouyiuHi MexHIKU, CYYACHI
meHOeHYli, HaYiOHANIbHI MPAOUYIi.

Vasyl KOPAYHORENKO
Associate Professor of the Department of Monumental and Easel Painting

Kyiv State Academy of Decorative and Applied Arts and Design named after
Mykhailo Boychuk (Kyiv, Ukraine)

Annotation. This paper explores the teaching methods in painting and
composition developed by Mykhailo Boychuk, a prominent Ukrainian artist and
educator. The main principles of Boychuk's pedagogical system are analyzed, with
particular emphasis on his approach to combining traditional techniques with
modern methods of composition and painting. The influence of Boychuk on art
education in Ukraine is highlighted, as well as his innovative methods that merged
classical techniques with contemporary trends in art. Special attention is given to the
adaptation of these methods to modern educational conditions, taking into account
cultural changes and technological progress. The paper also recommends ways to
implement Boychuk's methods in contemporary art institutions to preserve the
connection with national traditions and foster the creative potential of students.
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pedagogical system,; art education, traditional techniques, contemporary trends,
national traditions.

VY MucCTelbKii neAaroriii HUHI HaJA3BUYAaHHO MOMYJISIPHI 3raJIkKu PO METOJU
BUKJIaJaHHad Muxaiina boiuyka, mTynii, sKi BUKOHYBaJIM MOr0 CTYJEHTH Ha 3a/1aHi
TEMHU, CTUJII3ALII0 CTYJCHTCHKUX TBOPIB MiA Pi3HI HampsiMu 1 Teuli: BiA J(aBHBOro
€runty — 10 Bi3aHTIHCBKOTO iKOHOMUCY, BiAg [lpoTopeHecaHcy — 10 HapOJHOTO
MasipcTia [6, ¢. 41].

[lepebyBaroun neBHui yac y €spori, Muxaitno boituyk maB 3Mory ocodbucro
0auuTU TBOPM MHCTEUTBA Pi3HOI 700U 1, O0€3 CyMHIBY, OpIEHTYBaBCs Ha BHCOKI
3pa3Ku BCECBITHBO BiJIOMUX TBOPIB. BiH XOTIB PO3KPUTH CEKPETU BUAATHUX MUTIIB 1
CTBOPUTH YHIBEPCAJIbHY CUCTEMY, sika O nomomaraja MaOyTHIM XyJIOXKHUKaM He
JUIIe OplEHTYBaTHCS B O€3MEKHOMY MOpPI MHCTENTBA, a W poOuia O 13 HHX
npodecioHaniB BUcokoro mrudy [1, c. 11-12].

3anns ubOro METOJMKa BUKIIagaHHs Muxaiina boiiuyka nmoBuHHa Oyna npodTu
NepeBIPKY YacoM, y Hil 3 ABJISIMCSA HOBI BIATATY>KEHHsI, HOBI 1/1€1, IOCh BiANaano 0
K Take, 10 HE BUIMPABAAIO CIOJIBaHb Mejarora, a MOCh CTAIO O JOMIHAHTOIO
METOJy TAJIAHOBUTOTO XynoxHuka. Ha »xanp, MuxaiinoBi boituyky He cynuiocs
NpPOWTH LEed NIUIAX 10 KIHUA 1 mo0ayuTH, SIK BUKpPUCTai3yBaBcsl iloro meron [3,
c. 16]. 3anagTo Manmo yacy OyJiO BIBEIEHO IJis IILOTO MPOIECY, 3aHAATO Malio
BJIACHUX TBOPIB XYyJIOXKHUKa 30eperyiocs, mo0 MNpOCTeKyBaTH HMOro CTaHOBJIECHHS.
ToMy CKIIaHO ysIBUTU IOBHY KapTUHY MHUCTELBLKOI IIpOrpaMy, Ky 3akiaB Muxaiio
boituyk. Yce, 1o MU 3Ha€EMO, — LI€ TPAKTyBaHHs AOCIIJHUKIB 1 MUCTELITBO3HABIIIB,
AK1 Ha BJACHUH pO3CyJ] HAMAararoThCs PO3MMU(PPYBATH HAMIPH 1 TPArHEHHS] MUTILIS.

[lle mo TpariyHoi 3arudent Muxaiina boituyka OunbmoBuubkuii pesxum CPCP
3aKpUB KOPJOHU JUIsl HACEJIEHHS KpaiHH, TOX XYJ0KHUKHU OyJIM MPAKTUYHO MOBHICTIO
11030aBJIEHI TBOPYOrO «KHUCHIO», SIKMM LUPKYJIIOBaB y €BpOIl, HACUYYBaB MHUTLIIB
HOBUMH 11esaMu. Akmo y 20-x pokax XX CTONITTS OOMIH JOCBIAOM 1 CBLXKUMU
17IeIMH MDK €BponechkuMu MUTISIMH 1 xygoxkHukamu CPCP 1me BimOyBaBcs, TO
pernpecuBHi 30-T1 poku NMOKJIaIU Kpaill Oyab-KUM KOHTakTaMm [5, ¢. 24]. Ha tmi Takoi
CUTYyallii OyJI0 TOCUTh BaKKO BTUIIOBATH 3aJyMH, Kl IPONOHYyBaB Muxaiino boiuyk.
KynbTypHa 130ys1is cTajga TMEpPENOHOI0 HA [UIAXY MHUCTEIBKOI  OCBITH.
MucTenTBO3HABIII MHUCAdUW TMPO TBOPHU, SKI Oauwyiv JHIIE HAa YOPHO-OUIHUX
dboTtorpadisx, XyA0KHUKU OPIEHTYBAIMCS HA HESIKICHI oneorpadii, 10 JaBaiu JUIIe
npubnu3ny ysBy mnpo tBopu. be3 cymuiBy, B CPCP icHyBaiiu My3ei, ajie B HHUX
HEMOXJIMBO OyJIO0 MOOAYUTH CydacHl *KUBOMHUCHI poOoTu. CydacHHWIl KUBOIHUC 13
konekii Cepris llykiHa BUCTaBisABCs Jiniie B MOCKBI 1 JiMIlI€ TaM MOXHa OYyJiOo
O3HAOMUTHCS 3 TBOpYMMHU momrykamu AHpi Maricca. TakuM 4YHMHOM PaASTHCHKI
XYJIOXKHUKHU JECATWIITTSIMU Oyiu M030aBJIEHI MOMJIMBOCTI OHOBJIOBATH BPaKCHHS
B1Jl TBOPYUX 3/I00YTKIB CBOIX 3aX1JHUX KOJIET.

HuHi KOXeH CTYJEeHT MOXKE BIJIbHO KOPUCTYBATUCS IHTEPHETOM 1, HE BCTAIOUHU
3 AMBaHa, 0AUUTH BCECBITHHO BIJOMI TBOPHU, HE KAXKYUU BKE MPO MOAOPOXKI B 1HIII
KpaiHu 1 AOCTYI O CBITOBOi MHCTELHKOI CHAAIIMHU. | 3HOBY Ha HUISIXY BUILHOTO
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BUOOpPY, BUIBHOTO OOMIHY CTa€ TOTAJIITApHUM PEXHUM MYTIHCBKOI pocii, sKa
pO3B’si3aJla HECHPOBOKOBaHY BiiHY npoTu Hamoi kpainu. Ilangemis Covid-19 i1
0arato pokiB CTpalnrHOi BIHHM HETaTMBHO BIUIMHYJW Ha SIKICTh MHUCTEIBKOI OCBITH.
Sk Ou He Hamaranucsl BUKJIaJayl NepeiaTu BIACHUM JIOCBIJl CTY/JCHTAM OHJIAWH, 1€
aX HISIK HE MOXE 3aMIHUTH O€3MOCepe/IHE CIUIKYBaHHS BUKIIaaa4a 1 ctyaeHTa. Came
Ha TakKoMy CIUIKyBaHHI Oyna moOymoBaHa metonuka Muxaina boiiuyka. Bin
IOPUBHIC B OCBITY €BPONEHCHKHUI JOCB1A TBOPYMX KOMYH, SIKMHA HaOyB y DpaHuii.
Moro cryneHTH GyKBaIbHO KM Yy TBOPUOMY OCEPEKY, J& HApOIKyBAlHCA HOBi
171e1 i BomHOYac BUIPOOOBYBAIKCS Ha MOJOTHI 1 mamnepi [2, ¢. 23].

[Toctae mnuTaHHs: sk ke 3amisaTu igei Muxaina boiuyka? Jlyxke wacto
BUKJIaJlayl, HE PO3YMIIOYH, YOTO K IParHyB XyJIOKHUK, JAIOTh 3aBAaHHS KOMIIOBATH
TBOopu Muxaiina boituyka, 3a0yBarouu Npo Te, IO 1€ IHAWBIAYaJbHUM CTUITb
XyJIOXKHHUKA. Y pe3ynbTaTi Mu 0auumo 1uiesny «Monmounuiby un «Ypoxaisy. 1o me
MOXX€ JaTH CTyJEHTaM, OKpiM BIJIpalOBaHHSA MaicTepHOCTI KomitoBaHHA? [ um
PO3KpUBaE MOMIOHUHN miaAXiJ cTyaeHTaMm nparueHHs mutis? 1o x Bkiagas Muxaiino
Boifuyk y cBOIO METOJMKY BUKIIAJIaHHS >KUBOMUCY 1 Kommo3ullii? Hacammnepes BiH
HamaraBcs BHUBECTH INE€BHY (opmyiy, sika O NOSCHIOBaJia CTyJIeHTaM (EeHOMEH
KUBOIUCY, 3aKOHU KOMIIO3uIlii. Toil camuil cexper, sSIKUil 3aKJIaJIcHUil y 30J10TOMY
MEpPeTHHI, SKUM 3aKOJOBAaHMUM Yy Kpallux B3IpLSX CBITOBOIO MHUCTEUTBA. SKOU
XYJOXKHUKY BJAjoCs JOBECTH CBOI BHUKIAJAlbKy CHCTEMY JO 3aBEpUICHHS,
MOXJIUBO, MU O MalM 4YITKI I1HCTPYKIii, MOCIOHMK a00 NIAPYYHUK, SKUMHU O
KOPHUCTYBAJINCS BUKJIaJa4l HACTYITHUX MOKOJIIHb.

Ane He 3al0yBaiiMO, IIO B KpaiHl TOAl BHUIIA MHUCTELbKAa OCBITA JIMILE
dbopmyBanacs, 3amnpoiieHi npodecopu YKpaiHChKOI akajemii MUTEUTB MPUXOIWIH
KOXEH 31 CBOEI0 «IIPOTrpaMoloy», sIKa iCHyBajda JMIIE B rojoBax MutuUiB. Lle Oyio
ocobucrte OaueHHdA, SKe MpPUUMAIM YU HE NpUKUMaiu CTyJIeHTU. Yepe3 moaiOHMiA
MIIX17 B akaaemii TPUBAJIO MNPOTUCTOSHHS MIK THUMH, XTO HaJlaBaB IepeBary
peaNiCTUMHOMY KUBOIIUCY, 1 TAMH, XTO MPOIOHYBAB CYyYaCHIII HUIAXH BUKJIAJaHHS.
Muxaiino boituyk OyB cepell THUX, XTO MPOCYBaB €KCIEPUMEHTAIbHUNU Miaxig [4,
c.35]. Mu MoxemMo NITH LUIIXOM, SKUA TOpyBaB Muxaino boiuyk, 1 B3ITH
Halikpaimie 31 CBITOBOTO MHCTEIBKOTO J0cBimy. He cTBOproBaTH >KMBOMUC «ITiJT
boliuyka», a pociayxaTucs [0 HOro mnopaj, ypaxyBaBIIM PO3BUTOK CBITOBOIO
MHUCTEITBA BiJ HaWJaBHIMIMX 4YaciB 10 cborojaeHHs. OcoOnuBy yBary BapTo
NPUIUINTH  KOMIIO3UIIIMHUM  BHUPINICHHSAM  KMBOIMCHMX  CTAHKOBHX  Ta
MOHYMEHTAJIbHUX TBOPIB, PO3POOUBIIM YHIBEpPCAIbHY Hporpamy 3 JIUCHUILIIHU
«Kommnozumis». lle Benmka pobOoTa, sika MOBMHHA BUKOHYBAaTHUCA Ha MIAIPYHTI
aHajizy TBOpiB MUHYJUX enoX. HeoOxinHo 310patu, cucteMaTU3yBaTH MaTepiani 1 Ha
OCHOBI aHaJi3y, BiAIOpaBIIM FOJIOBHE, HE JIUILIE HANTMCATHU IIPOrpamy, a il mepeBipuTu
il Ha mpaktuii. Came TOA1 3MOKEMO BUKOPUCTATH Ti 1]1€i, K1 MPUBHIC B YKPATHCbKUUN
YKUBOIMC BUJATHUN XYIOKHUK-TIeaaror Muxaiiino boituyk.
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Mapma BA3AK

Lloyenm xaghedpu mucmeymea mexcmuio,
BUUBKU [ KOCTNIOMA

Kuiscoroi deporcasnoi akademii
0eKOPaAmMuUBHO-NPUKIAOHO20 MUCTEYMBA I OUZAUHY
imeni Muxatina bouuyka

(m. Kuis, Yxpaina)

®OPMYBAHHS TBOPYOI IHAUBIAYAJBHOCTI B ITPOLIECI
BUBYEHHA XYAOXHBOI'O TEKCTHUJIIIO

Anomauia. Buceimaoemvcs npoyec SUBUEHHS DISHOMAHIMHUX — MEXHIK
CMBOPEHHA MKAHUH AK meopie mucmeymea. Onucano Kopomke 3HAUOMCMEO 3
poboomamu  8UNYCKHUKIG, SAKI AKMUGHO Npaywwoms y cgepi meKCmuibHo20
Mucmeymea, SUKOPUCMOBYIOUU AK MPAOUYiliHi, MaxK i cy4acHi mexHixu. Axyenm
3p06EHO HA NOWYKAX HOBUX (DOPM BUPAICEHHSI 8 MEKCMUILL, NOEOHAHHI KIACUYHUX |
HOBAMOPCHKUX niox00die. Poszensinymo ocHo6HI 3acadu GopmysanHs meopuoi
ocobucmocmi Ha 6a3i 0CBIMHLO2O Npoyecy 6 axaoemii, a MmMaKoMC OKDPeCIeHO
DI3HOMAHIMHI eKCNnepUMeHmManbHi HanpsimMu 6 pobomi 3 HOBUMU mamepianamu i
CMPYKMYpamu, wWo Maioms NOMEHYIAl XYOOX*CHbOI YIHHOCMI ma nepcnekmusu
noo0anbUL020 PO3EUMKY.

Kniouosi cnoea: xyoooxcns mramuma, mMeKCmMulb, MpaoOUyiuHi MmexHiKu,
eKcnepumenm, nPUKIaoHe MUcmeymso.

Marta BAZAK

Associate Professor at the Department of Textile Art,
Embroidery, and Costume

Kyiv State Institute of Decorative and Applied Art and Design
named after Mykhailo Boichuk (Kyiv, Ukraine)

FORMATION OF CREATIVE INDIVIDUALITY IN THE PROCESS OF
STUDYING ARTISTIC TEXTILES

Annotation. The article highlights the process of studying various techniques
for creating fabrics as works of art. It provides a brief overview of the works of
graduates who actively engage in the field of textile art, utilizing both traditional and
contemporary techniques. Emphasis is placed on the search for new forms of
expression in textiles, combining classical and innovative approaches. The paper
discusses the fundamental principles of forming a creative personality within the
educational process at the Academy and outlines various experimental directions in
working with new materials and structures that possess artistic value and potential
for further development.

Key words: artistic fabric, textiles, traditional techniques, experiment, applied
arts.
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VY mpolieci HaBUaHHS, MPAIIOIOYM 3 TEKCTWIBHUMH apTedakTtaMu, BUBYAIOUU
TpaJMIIiitHI CIOCOOM TBOPEHHS TKAHWHU, Hallll CTYJEHTH MI3HaI0Th HOB1 MOKJIUBOCTI,
EKCIIEpUMEHTYIOTh 13 HUTKaMu, (apbamu, TpadiuHUMHM TEXHIKAMH Ta I1HIIUMH
croco0aMu TBOPEHHS IUTICHOTO TBOPY MUcCTenTBa. OMaHOBYIOYM OCHOBH TBOPYOCTI
Ta MOTJIMOIIOI0UM CBOI 3HAHHS HA MPAKTHUIl, MUTELb KPUCTANII3y€ HOBE MHCICHHS 1
HOBI MOTJISAM Ha Tally3b JEKOpaTUBHOro MucreurBa. ChOroAeHHS AMKTYE HOBI
BUMOTM JI0 TBOPYOi IHAMBIAYaJbHOCTI, (QopMye moTpeOy TMOIIyKy HIilmll B
0araTorpaHHOMY MHCTEIbKOMY cepeloBulll. Mojoauid MHUTElb HaBYAETHCA
HacaMIiepesi MHCIWTH, 3HAUTU CBOIO TEMY B TBOPYOCTI 1 BMITH 1i peai3yBaTu
JOCTYITHUMU 3ac00aMu.

Bunycknuku KwuiBcbkoi nep:kaBHOT akajaeMii JE€KOpPaTUBHO-NPUKIIAIHOTO
MUCTEUTBA 1 au3aiiHy iMeHi Muxaitna boiiuyka, siki B pi3HMI 4yac HaBuYajlucs Ha
BIITIIJIEHH] XYJI0°)KHBOTO TEKCTUIIIO, YK€ IUTIIHO MPALIOIOTh Y MPOQecii, CTBOPIOIOTh
11KaB1, IJIbHI TBOPY MUCTEIITBA.

['anna BepummHiHa HaB4ajiiacs Ha BIAJAUICHHI XYJAOXHBOTO TEKCTUIIIO, SKE
3akinumiia 2008 poxy. Lls cepiio3zHa XyJO0KHUI CTBOPWIA HAJ3BUYAWHO 3MICTOBHI
TBOPHU MHUCTEILTBA, CTajla wieHoM HarioHanpHOT ciniku Xy0’)kHUKIB Y Kpainu. Lle no
3aBEpILIEHHS HaBYaHHs B HAIIOMY 3aKJaJll Opajia ydacTh y BUCTaBKax sIK B YKpaiHi,
Tak 1 3a ii Mexamu. JIMTUIOMHI POOOTH, 30KpeMa MaricTepchbKy, BUKOHajla B
ro0eNeHoBli TeXHIll B MAaNCTEpHI IHCTUTYTYy Ha IIMPOKOMY BepcraTi. Bxke ii
TUIUIOMHAa poboTra «JIBl cTopoHM Moro “S”» 3acBiguMiia BHCOKHI TBOpYUH
NOTEHIlal MOJIOAOI XyAoKHuuIl. [7nmboka ¢utocodis aBTOPCHKOro 3aaymy Ta
JIOCKOHAJIE BUKOHAHHS POOOTH MNPHUBEPHYJIM IIMPOKY yBary A0 TBOpUocTi ['aHHUM
BepuuHiHoi.

HeBnoB3i micis oTpuMaHHs JUITIOMa XYAOKHULS OpraHi3yBajia MNepCOHaNIbHY
BHCTAaBKY, 3HaIUIa I[IKaBl 3aMOBJICHHSI, BAYMJIUBO CTBOPIOE TKAHUHU IS IHTEP €Y,
po3kpuia cebe mie i y »KMBOMNKCI, BUITYCTHJIa albOOM IPO CBOIO TBOpYICTh. BoHa
aKTUBHO TBOpPYO IPALIIOE, EKCIEPUMEHTY€E 3 PIZHUMH MaTepiasamu. ['aHHa
Bepiuinnina ayke BUIIYKaHO BTUIIOE B CBOIX poOOTax HOBITHI 1/1€i, CKPYIyJIbO3HO
OIpallbOBYIOYM TBOPYl 33lyMHU B YHCIEHHHUX €CKI3aX, IIYKal0Yu KOJIbOPOBY MAJITPY
Tta (paktypu. Ak nucana npo 'anny Ipuna Illtankina, po3BUBAaIOYUCh Y KOHTEKCTI
HOBITHIX MHUCTEUBKUX TEHJEHIIIH, TBopuicTh |. BepinHiHOI BOAHOYAC JTyXkeE TICHO
MOB’s3aHa 3 HallOHAIBHUMU TpaauuisiMu. Po3maita, HOBITHSA, OpuUTriHajdbHa 3a
MarepialaMi 1 TEXHIKAaMU XYJIOXHS MOBa MAaWCTpUHI 3aBXaAu 30aradyeHa
YCBIJIOMJICHHSIM CBOiX KOPEHIB, HAI[IOHAJIBHUM KOJOPUTOM, JIFOOOB’I0 JO PIIHOTO
Kparo.

[{ixaBoto cTopiHkOI0 B TBOpUOCTi I'. BepuuHiHOi € 3BepTaHHs 10 IHTEP EPHUX
00’exTiB. BoHa mpamroe Haja CydyacHUM TpPaKTyBaHHSM JIEKOPATUBHUX TKaHUX
BCTaBOK y MeOJji, II0 HEOJMIHHO 30aradyye Haille YSBJICHHS PO 3aCTOCYBaHHS
TKaHUH y HaBKoJUIIHbOMY CBITI. Ille ogHa ocoOnuBicTh y TBOpUOMY H0pOOKY ["aHHU
BepiinHiHOl — 11e TKaHi MiHIaTIOpU HEBEIUKHUX Po3MipiB (5,5 X 5,5 cm, 10 x 10 cwm,
12 x 25 cM), BUTKaHI IPOCTUMHU TOHKMMHU HUTKAMU JUJISl IIUTTS Ta HUTKAMU MYJIIHE.
Kommoswuirii Takux MiHIATIOp BUKOHAaHI HACTUIBKH JOCKOHAJO, IO KOXKHA 3 HUX €
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CaMOCTIITHUM 3aBEepLIEHUM TBOPOM JE€KOPATUBHO-TIPUKIIATHOTO MUCTEITBA.

Hyxe mnigHo npamtoe B Teketuii Haramis Tenereid, sika 3aBepiiniia OCBITY B
Hamomy 3akiaai 2011 poxy. Bona 4ynoBuil JOCHITHUK €THOKYJbTYpH, 30Kpema
TPaJAMIIITHOTO TEKCTUJII0, BUBYAE HAPOJHE TKALITBO, HAJI3BUYAHO OaraTo 3Ha€ Mpo
TKaHHS Ta HWUTKU, 3HallomMa 3 Oararbma TKaJIsIMH, MpaLIO€ HaJ 30epeKeHHIM
TKanbkux Tpaauui. TBopul gocsrHeHHss Haramii Tenmereit Bin3HayeHi Ha Oaratbox
BHUCTaBKax B YKpaiHi Ta 3a KopaoHOM. CMIJIMBa, TPOHUKIMBA XYAOKHULS MOCTIHHO
ONpalbOBY€E TEMH ChOTOJEHHS, YyTJIHMBO NEPENae CBOI IyMKH Ta IMEpPEKUBAHHSI B
TBOPYOCTI.

Haranis Tenereii Bosiofie TEXHIKAMU 1 TEXHOJIOTISIMA CTBOPEHHS TKaHUH, BOHA
K HIXTO 1HIIMI 3HA€THCS HA pOOOTI TKAIbKOTO BepcraTta. ¥ CBOiX poOOTax 4acTo
3BEPTAETHCA A0 TPAJULINHUX HAPOJHUX TKAHUH, BUBYAE IXHIO CTPYKTYpPY Ta 4acTO
BIJITBOPIOE iX 3a11s 30epekeHHs, s (pikcauii OCHOBHUX IpuiloMiB TKaHHA. [IpoTe
Harans naiiOuibllie mpamiooe Hajg XyJOKHIMM TBOpaMH B TroO€NieHl, MaHHO Ta
xuBonuci. Koxxna i1 koMmmo3ullisi mpoayMmaHa 0 HaWApiOHIMMX JeTaned —
CTPYKTYpa, KOJIOPUT, (akTypa. XyA0KHUL O0araTo poKiB AEMOHCTPYE CBOI POOOTH
Ha TaKMX BEJIMKUX BHUCTaBKaxX, K TpieHane XyJOKHbOIO TEKCTWIO B M. KueBi Ta
«Ckidiss» B M. [BaHO-DpaHKIBCbKY, a TaKOX Ha 0araTbOX BHUCTAaBKaxX TEKCTHIIIO B
My3esx Ta rajnepesx €sponu. Ternereil HIKOIM HE BTpayaia 3B’s130K 13 pPIIHOIO anbma
MaTep, 4acTo CIIBMIPALIIOE 3 aKaJEMI€I0 SIK KOHCYJBTAHT 1 BIJABIJIYE 3HA4HI MOAII B
HaIlIUX CTIHAX.

['anna 3abyupka, Bunyckuuis 2019 poky, — uinecnpsMoBaHa cydacHa
MUCTKHWHSI, IPAIIOE€ HAJl CTBOPEHHSIM rO0€JIeHIB, € MPOo(deCciOHANIOM 13 BEIUKOI JITEPH.
[Ile HaByarO4KCh Ha MEPLIIOMY KypCl IHCTUTYTY, Opana y4yacTs y BucTaBkax HCXYV.
BoHa yynoBa pucyBajgbHUILSA Ta MAJIPKA, @ B CTBOPEHHI TOOEJEHIB IPOCTO BIPTyO3HA
MaiicTpuHs. TkaHi poOoTH 3a MOTUBaMH >kuBonucy IBana Typenpkoro € ii 3HAUHUMHU
JNOCSATHEHHSAMHU. BOoHa mpaitoe sk 13 BEIMKMMU TOOENEHOBHMMH (opmMaMu, Tak 1 3
TKaHUMH MIHIaTIOpaMHu.

Maricrepcbky poOoTy B Hamii akajemii ['anna 3a0yibka BHKOHala Ha
TKAallbKOMy BepCTaTl B MalCTepHI, B34BIIM 3a OCHOBY TPAAULiHHY IIJIaXTOBY
TKaHUHY. Takuil MiAXig 1O BUKOHAHHS aBTOPCHKOIO 3aJyMy € JyXe€ IMOKa30BHM
IPUKJIAJ0M BUKOPUCTAHHS TPAAULIA y CydaCHOMY MHUCTEUTB1. Y LbOMY XYIOKHHUILIS
3acBlAYMIIa ceOe SIK Xy0KHUK-MOHYMEHTAJIICT.

[Ile BapTo ckazaTu mnpo 3anydeHHd [‘aHHO0O 3a0yLBKOIO MIMPOKOTO KOJa
MOJIOZII 10 poOOTH HAJ Cy4YacCHUMHU TKaHMMH rooOeneHamu. BoHna opranizyBana B
KueBi kiibka MaJeHbKUX MaiCTEpeHb i1 BHUKOHAHHS T0O€NIeHIB, HaJAUXHYJa
0aratboX JIOJIC MPUETHATUCS 10 CIPABU PYYHOTO TBOPEHHS TKAHUH — KUJIUMIB 1
roOeJeHiB.

OcobOnuBictio ['annum 3a0yupkoi € T Bucokuil mnpodecionanizm. Bona
JIOCKOHAJIO OBOJIOJIJIa TIPOIECOM CTBOPEHHS rooOeseHa, 10 3acBiI4uian ii poOoTH 3
nepcoHanbHO1 BUCTaBkU B ranepei «llopran 13» y m. Kuesi, 30kpema 3a MOTHBaMu
YKUBOIMKHCHUX TBOPIB XynoxkHuka IBana Typeupkoro. ['aHHa BuTKalia 1Ty cepito
ro0esneHiB, nmodapOyBaBIIX BIACHOPYYHO BCl HUTKU Yy MOTPIOHI KOJIBOPH, a I1I€ BIAIO
MPOEKCIIEPUMEHTYBAJIA 3 TKAHHAM IO J[1arOHajl Ha BEPTUKAIbHIA OCHOBI.
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JIro60oB Muxaintok 3akiHuwia HaB4yaHHS B 2020 poui. [loctiitHo mparioe 3
HUTKAMH 1 TKaHHSM, 1 JUIUIOMHI pOOOTH 3acBIIUYIOTh MAWCTEPHICTh Ta TIIMOUHY
BIIUYTTs Xynoxkuuili. [Ipodecionan y MmuctenTBi robesieHa, Ma€ HaJ3BUYaiiHO TOHKE
BIIUYTTSl TapMOHIi, 100pe BiAuyBae Kodip Ta HI0aHcu B poboti. [Ipomosxkye
MpaloBaTy 3 YIOOJIEHUM MaTepiajioM, TOHKO Iepefaloyd CBOI NEpeKUBaHHS Ta
TYMKH.

Po6otu JIro00BI MuxalaioK 3axOIUIIOIOTh >KUBOIKUCHOIO MaHEpOKw SK Y
MaJIOBaHHI, TaK 1 B TKaHHI. BipTyo3HO BHMKOHaHa B Marepiaii «Micbka pancomis»
(2020) € TBOPOM Cy4yacHOTO MHCTEIITBA, €MOIIIMHO TOB’S3aHUM 3 aBTOPKOIO, sKa
rIIMOOKO TEpeXUBa€ CKIAJAHY T'aMy KOJbOPIB 1 3BYKIB CBITY. 3HaKOBICTb, PUTMH,
YMOBHICTh 00pa3iB y po0OTax XyJ0KHUIIl MOXOASITh BiJl TTMOOKOT0 3HAHHS TPaauIlii
XYJI0’KHbOT'O TKAalITBa, 1ICTOPI1i YKPATHCHKOTO I€KOPATUBHO-IPUKIAJHOIO MUCTEITBA 1
€ MPUKMETHOIO PUCOIO ii TBOPYOi 1HAMBIAYyadbHOCTI. Psia pobit Jlrobu Muxaitniok B
OCTaHHI1 POKU JIEMOHCTPYBABCsl Ha 0araThb0X BUCTAaBKax B YKpaiHi Ta 3a il MeKaMH.

Amina CuBokiHb 3akiHumia akajaemito 2024 poky. HaazBuuaitHo 11ikaBa
OCOOHUCTICTh Y MHUCTENTBI. XyIOXXHUIl Ta Menaror, AjiHa MOpaiioe 3 TKaHUHAMH,
HUTKAMM Ta HaJ CTBOPEHHSIM TroOejeHIB K Ha TKalbKOMY BEpCTari
(rOpU30HTAIBHOMY 4YM BEPTHKAJIbHOMY), TaK 1 3 alliKalmisiMU TKaHUHAMU. A 1€
[[IKaBa CY4YaCHOIO TexXHIKO0 — HuUTKorpadiero. Ha ocrtanniii BucraBui TpieHane
XyJI0XHbOro TekcTuiao B 2024 poui Oyna Big3HaudeHa il pobota «lloptper Mapii
[IpuiimadueHko», BUKOHaHA B TEXHIII HUTKOTpadii.

OTXe, MHUCTELbKI TBOPU XYJOKHHUKH CTBOPIOIOTH 32 JIOMOMOIOI0 PI3HUX
TEKCTHJIBHUX TEXHIK 1 MarepiamiB. I Tomy 0a30Be BUBYEHHS TKallTBa, rapsyoro Ta
XOJIOHOTO 0aTUKa, pO3MUCY MO TKaHUHI, TpaiyHUX TEXHIK, BUIIMBKU Ta aruIiKamii
30arauyloTh MaJITPy XYJOXKHUKA. Y HOBI 4YacH MUTII IIKaBIATHCS MpoOiiemMaMu
BJIACTUBOCTEN MaTepialliB, MPALOIOTh 13 NPOCTOPOBUMH 00’€KTaMu, MOETHYIOUH
TpaJMIIiiHI TEXHIKH 3 HOBUMH MOXJIMBOCTSMH CYYaCHUX TEXHOJOT1i. BumyckHuku
HAIIOro BIAJLTY XYJOKHBOIO TEKCTUJIO € AaKTMBHUMHU YYaCHUKAMHM MHUCTELBKUX
BHUCTABOK SIK B YKpaiHi, Tak 1 OyKBaJIbHO HA BCIX KOHTUHEHTAX.

OcTaHHIM YacoM, y Il HEJIeTKI JUIsl Hallloi KpaiHW YacHh, MHUTIl OCOOJIHMBO
MOTY>KHO TMPAIIOIOTh HaJl BUCBITICHHSIM TeMH OOpOTHOM 3a CIpaBelJIUBICTD,
JOCIIIKYIOTh ICTOPUYHI MaTrepialld Ta 3HAaxXOAsITh HOBI CYy4YacHI TEXHIKU s
CTBOpPEHHs CBOiX poOiT. BigHenaBHa Ha BHUCTaBKaxX XYJO0KHBOTO TEKCTUIIO BCE
BaroMilllUM CTa€ JOPOOOK HAaIIMUX BUMMYCKHUKIB. [loumnarounm 3 mepmoi TpieHane
xynoxHboro Tekctuiito B 3anax HCXYVY B Kuesi 2007 poky no octanuboi y 2024 poiri
B110YJIOCS BXKE CIM BUCTABOK, 32 IKUMH MO>KHA MPOCTEKUTH TOPOOOK HAITUX MHTIIIB
MOJIOOTO MOKOJIHHSA. IXHI pOOOTH BUKOHAHI B HAWpPI3HOMAHITHIIIMX TEXHIiKax i
Marepiajiax — SIK TPAAMI[IHHUX, TaK 1 B OPUTIHAJIBHUX aBTOPCHKUX. Y CYy4YaCHOMY
TEKCTUJILHOMY MHCTEITBI YaCOM MOEAHYIOTHCS B OJIUH TBIP Takl poOOTi, K roOeJieH,
KWJINM, OaTHK, arulKalis TKaHWHAMM, BAJIIHHS, aBTOPChbKA BHILIMBKA, NMPUHT Ha
TKaHWHI1, pO3IKC, CTBOPIOIOYN HOBUHM NOIJIS] HA BUCBITIEHHS TEM ChOTOACHHS.

ba3oBa miAroToBka MalcTpiB JEKOPATHBHOIO MHCTELTBA MA€ JyXKE BEIHMKE
3HAUYEHHS B Cy4acHOMY MHCTeUTBi. BuBuUaroum TpaauiiiiiHi OCHOBU CTBOPEHHS Ta
JIEKOPYBaHHS TKaHWHHM, MaillOyTHIM MHTEIb 3arjHOJIIOETHCA B MPOIEC TBOPEHHS,
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3HaXOJIUTh CBOIO BHPa3Hy MOBY Ta crocTepirae 3a ii ocobmuBocTsimMu. Bci
EKCTIIEPUMEHTH B TBOPUOMY IMpolleci 0a3ylOThCsd Ha TIIMOOKWX 3HAHHSIX TEXHIK 1
TexHONOrii. [[msg mporo MaWOyTHI MHTII JE€KOPATUBHO-TIPUKIATHOTO MHCTEITBA
BHUBYAIOTh MAJIOHOK, UBOIUC, ICTOPIIO MHUCTEITBA, CIOCOOM POOOTH 3 PIZHUMH
Marepiaiamu, 1100 3HAWUTH CBOIO BJIACHY BHUpPa)KajbHy MOBY B JIEKOPAaTUBHO-
MPUKJIATHOMY MUCTEITBI TEKCTHITIO.
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1. 'anna Bepmunina. /[Bi crtoponu moro «S». Tobener. 2006. baBoBHa,
BOBHa, py4yHe TKanTBo. 90 x 120 cm.
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2.T'anna Bepmmnina. [lenb 1 Hiu. ['oOenen. 2008. baBoBHa, BOBHA, pydHe
TkanTBo. 115 X 200 cMm.
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3. lN'anna Bepmwunina. Ctape mictro. ['o6enen. 2009. baBoBHa, BOBHA, py4yHE
TKaTBo. 115 X 200 cMm.
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4. T'anna Bepmunina. Po3kgit. ['o6enen. 2011. baBoBHa, BoBHA, cu3aib, pyyHe
TKaITBO, y JepeB’siHil pami. 70 X 70 cM.
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5. l'anna Bepmmwmnina. Hanis. T'oGenen. 2011. baBoBHa, BOBHA, cU3allb, pyyHe
TKaITBO, y AepeB’siHii pami. 70 X 70 cM.

36



%
o

|
|

‘ .

| .
14

] . . ’ —
i N ! =

M 1H iR \
p . “ \ <«
A [ & )

1

"\ !

LAY

7
.’ 'A'y /,‘

:

N=

BRTTIEST T, ey =

_;:,’ 1 |
|
1

-~

: [P

: L TR S 50T T h“;’,-"i- . _ -' ,,

ITHHET AT R T |
6. 'anna Bepmunina. Kaszka nepes. ['oGenen. 2011. baBoBHa, BOBHA, pyuyHe
TKaTBo. 60 x 110 cMm.
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baBoBHa, BOBHa, pydHE

7.Tanna Bepmmnina. JlekopatuBHa saBka. 2012.

TkauTBo. Jlepero. 95 x 110 x 50 cm.
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8. 'anna 3a0ynpka. Anne de Kyiv (Anna SpocnaBna). 2017. I'oGenen. BosHa,
JIOpEKC Ha JbHSHIN ocHOBI. 180 X80 cMm.
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9.T'anna 3abyupka. Tpuzy6. 2019. IlnaxToBa TkaHuHa. baBoBHa, IIOpekKc,
HaIiBBOBHa, noJiiectep. 90 x 125 cwm.
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10. 'anna 3abympka. [Ipuctpacts. 2020. I'oGeneH (3a MOTUBAMH KUBOIHCY
IBana Typenbkoro). BoBHa, 06aBoBHa, TmoiiecTep Ha OaBOBHSHIA OCHOBI.

200 x 135 cm.
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11. T'anna 3abyupka. JlaGipunt. 2021. T'obGeneH (3a MOTHBaMHU KHUBOIKCY
IBana Typenbkoro). BoBHa, 06aBoBHa, TmoiiecTep Ha OaBOBHSHIA OCHOBI.
135 x 200 cm.
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12. 'anna 3abympka. Tuma. 2023. T'obenen (3a MOoTUBaMHU >KUBOMHUCY IBaHa
Typeupkoro). [lloBk, BoBHa Ha 0aBOBHsHIN OCHOBI. 58 X 58 cMm.
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14. JIro60oB Mnxaﬁ;nc-)—lz MiCBKa pancoz[i;;. 2020. Fo6eeH.
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15. Haramis Tenereii. ['o6enen-tpuntux. BoBHa, 6aBOBHa, py4yHE TKaIITBO.
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16. Haramist Tenereit. Cren. 2010. BoBHa, 0aBoBHa, py4yHE TKaIITBO.
60 x 50 cMm.




17. Haramist Tenereii. Bioparii Tini. 2021. BoBHa, 6aBOBHA, py4HE TKaIITBO.
65 x 50 cm.
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18. Hatamis Tenereii. 3apomxenns. 2022. BoBHa, 6aBoBHa, pyyHE TKAaIlTBO.
80 x 55 cm.
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19. Haramist Tenereit. 24.02.2022. 2022. BoBHa, 6aBOBHA, py4yHE TKaIITBO.
75 x 55 cMm.



TKalTBO.

50



21. Anina Cuokinb. byker. 2022. Hutkorpadis.
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22. Amina CuBokinb. Arurikaris. 2024.
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23. Aniga CUBOKIHb.
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[Toptpet Mapii [Ipuiimauenxo. 2024. Hutkorpadisi.
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Cexuis 2
MUCTEIBKA OCBITA: HOCTIMHICTH TA BUKJIUKHU INOPOBOT'O
MEJIAINTIPOCTOPY

Mupocnasa BOBK

Loxkmop nedazoziunux Hayk, npogecop,
ynen-kopecnonoenm HAIIH Ykpainu,

3a8i0y8ay 8i00iLy 3MICMY | MEeXHON02IU Neda2o2iuHOol 0c8imu
Incmumymy nedaecociunoi oceimu i 0c8imu 0opociux

imeni leana 3a3ona HAIIH Yxpainu

(m. Kuis, Yxpaina)

IIAPTHEPCTBO V MUCTELbKO-IEJATOITYHIA OCBITI: JOCBIJ
HUA®POBI3ALII

Anomauin. Jlogedeno, wo 6 YM08aX NOGHOMACUWMAOHOI POCILCLKO-
VKPAiHCbKOI GIUHU aKmyanizyemvbcsi npoodiema aKmueHOCmi napmuepcmea y cgepi
MUCMEYbKO-Ne0a2o2iunoi  oceimu 3 Memolo NONyiapusayii Kpawjux npaxkmux
83AEMOOOMIHY THHOBAYIAMU, NIOBUWEHHS AKOCMI NIO20MOBKU MAUOYMHIX nedazozis,
peanizayii QyHKYill cmetKkxonoepié 0C8IMHIX Npocpam i3 Nni02omosxku Maubymuix
yuumernie, 3a0e3neuerHs MOXCIUBOCMel O/l HenepepeHo20 NPoghecitino2o po38UMKY
BUKNAOAYIB, HAYKOBYIE y NPOCMOPI 8IOKpUmMoi HayKu i ocgimu. 3’1c08aHo, wo 00c8io
napmuepcmea y cghepi neoacociunoi oceimu I[ncmumymy neodacociunoi oceimu i
oceimu dopocaux imeni lsana 3sa3wona HAIIH Ykpainu na npuxnadi yugposozo
Kaacmepa Macosux 3axo0ie ceiouums npo epexmugne peazysants Ha GUKIUKY BIlIHU,
OUCMAHYTUHO20 [ 3MIUAHO20 popmamy HABYAHHS, CMEOPEHHS MOMCIUBOCMEU OJis
HenepepeéHo2co  PO3BUMK)Y  BUKIAO0AYI6, MAUOYMHIX Neodazocis, YmeepO’CeHHs
YiHHOCMel HAYIOHANLHOI KYJIbMYpU, MUCmMeymad, pioHoi Mo8uU, 0C8IMHIX I HAYKOBUX
mpaouyii.

Knrwuoei cnosa: napmnepcmeso, nedazociuna oceima, yughposizayis ocgimu i
HAyKu, BUKIUKU BIlUHU, YUDposuil Kiacmep, UYUKIIYHI MACO8I 3axoou, 00C8i0
napmuepcmea; Incmumym nedacociuHoi ocgimu i ocgimu Odopociux imeHi leana
3aziona HAITH Ykpainu.

Miroslava VOVK
Doctor of Pedagogical Sciences, Professor,
Corresponding Member of the National Academy
of Pedagogical Sciences of Ukraine,
Head of the Department of Content and Technologies
of Pedagogical Education at the Institute of
Pedagogical Education and Adult Education named
after Ivan Ziaziun, National Academy
of Pedagogical Sciences of Ukraine
(Kyiv, Ukraine)
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PARTNERSHIP IN ARTS PEDAGOGICAL EDUCATION: EXPERIENCE OF
DIGITALIZATION

Annotation. The article proves that in the conditions of a russian war
against Ukraine, the problem of partnership activity in the field of pedagogical
education is actualized with the aim of popularizing the best practices of mutual
exchange of innovations, improving the quality of future teachers training,
implementing the functions of stakeholders of educational programs for the
future teachers training, providing opportunities for teacher's lifelong
professional development and scientists in the space of open science and
education. It was found that the experience of partnership in the field of
pedagogical education of the Ivan Ziaziun Institute of Pedagogical Education
and Adult Education of the National Academy of Educational Sciences of
Ukraine, using the example of a digital cluster of mass events, testifies to the
effective response to the challenges of war, distance and blended format of
education, creation of opportunities for teachers and future teachers lifelong
development, affirmation of the values of national culture, art, native language,
educational and scientific traditions.

Keywords: partnership, pedagogical education,; digitalization of education
and science; challenges of war, digital cluster, cyclical mass events, partnership
experience; Ivan Ziaziun Institute of Pedagogical Education and Adult Education
of the National Academy of Educational Sciences of Ukraine.

B ymMmoBax moBHOMacmTaOHOI POCIMCHKO-YKPAiHCHKOI BIMHM aKTyali3yeThCs
npoOjemMa aKTUBHOCTI MapTHEpPCTBA y cdepi MUCTEHBKO-MEJAroriyHoi OCBITH 3
METOI TOMyJisipu3allii Kpalux OCBITHIX MPaKTHUK B3a€EMOOOMIHY 1HHOBAIIISIMHU,
MIJBUIIICHHSI SIKOCTI MIATOTOBKM MaMOyTHIX medarori, peainizamii (yHKIN
CTEHKXOJIIEPIB OCBITHIX MPOrpaM 13 MIArOTOBKM MalOyTHIX YYUTENIB MHUCTELBKUX
JTUCUUIUTIH, 3a0€3MeYeHHsI MOKJIMBOCTEN JUIsl HEEpEePBHOTO MPO(eECiiiHOro pO3BUTKY
BUKJIAJIa4yiB, HAYKOBLIB Y IPOCTOP1 BIAKPUTOI HAYKH i OCBITH.

BianoBinHo B ymoBax peanizallli CTpaTeridyHoOro axkTyaliTery Lu@poBizalii
OCBITH 1 HayKU B YKpaiHl MapTHEPCTBO MAa€ CTaTH PYyLIIHHUM (HaKTOPOM CTBOPEHHS
CEpelOBUIIA BIAKPUTOI HAYKH, BIPTYyaJlbHUX IIATGOPM Jii HAYKOBUX JIHUCKYCIH,
pecypciB sl HemepepBHOro mpodeciiHOro po3BUTKY MeAaroriB, mnpodeciiiHoi
KOMYHIKallli HAyKOBIIB, OCBITAH YKpaiHU 1 3apyOuxoksa Tomo. CIyIIHOI € JTyMKa
O. Tageyma npo Te, 10 MAPTHEPCTBO B OCBITHHOMY CEPEAOBUIII MOXKHA O3HAUYMTH:
AK TPOLEC AISUIBHICHOTO ¢ OCOOUCTICHOTO «OOMIHY», B pE3yJabTaTi 4YOro
BII0YBA€THCS B3a€EMHE 30arayeHHs 1 PO3BUTOK BUKJIAJAYiB 1 CTYJEHTIB (MPaKTUUHHIMA
«O0MiH»); AK IyXOBHO-1H(OpMAaIIiHUN NpoLec, L0 NPHUIyCKaEe OOMIH 11eIMH,
OyMKaMU, MMOYYTTAMHM, IHTEPECAMH TOILO, YCIM TUM, IO € HAJOAHHSIM BHYTPILIHBOTO
CBITY YYaCHUKIB B3a€MO/IIT; sIK crienudiuny ¢hopmy oprasizaiii AisIbHOCTI yHaCHUKIB
B3a€MOJII, 110 MOTpedye 00’€HaHHA 3yCWJIb Y BIUIMBI Ha CHUIBHUN MpeaMET
TisIbHOCTI [1].

B yMoBax BIHM MapTHEPCTBO akTyamidyBanocsi Ak ¢opma mnpodeciiHoi
KOMYHIKallii B HOBUX IH(QOpMalIMHUX yMOBaX, ypaxoBYHOUH O€3MEKOBI PHU3UKH,
BUMYULIEHICTh MEJAroriB MmpaitoBaTd B JUCTAHLIMHOMY 1 3MillIaHOMY (opMarax Ta
aJIanTOBYBATHCS JI0 BIAMOBIIHUX YMOB 1 IPpO(ECIHO peasi3oByBaTHUCS, PO3BUBATUCS
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y npodecii nuIXoM auceMiHalii KpalluX OCBITHIX MPAaKTHK LU(poBOro ¢gopmary
BUKJIAJIaHHS, IMIUIEMEHTAIlll 1HHOBAalIMHUX HAyKoBUX 1ned Tomo. Ha agymky
O. Tomy30Ba, B yMOBax pOCIHCBKO-yKpaiHChKOi BIMHM 3arajbHa LHU(POBi3aLlisd
«Ha0yBae OCOOJMBOTO 3HAYEHHS, OCKUIbKM TOB’si3aHa 31 30€peKeHHSAM SKHUTTS 1
3I0pOB’S Y4YaCHUKIB NapTHEPCTBA, IMOJOJAHHSAM BIJCTaHEH 1 KOPAOHIB 3apaau
oCBITHBOI cmiBopaii» [3]. Bianosigno wiHHUM 1 nudposizauii y cdepi ocBITH i
HayKu YKpaiHM € JOCB1Jl MapTHEPCTBA 3aKjaj]iB OCBITH 1 HAYKOBHX 1HCTHTYLIH, 110
YMOKJIUBIIIOE ~ CTBOpPEHHS  LUPpOBUX  MIAaThOpM, EIEKTPOHHUX  PECypCiB,
BIICOKOHTEHTY TOIIO 1 CHOpHUS€  YTBEP[UKEHHIO  BIIKPUTOCTI,  SIKICHOTO
JOCIITHULBKOTO, OCBITHBOI'O CEPEOBHINA Y BIPTYaJIbHOMY BUMIPI.

O3HaueHui [OCB1I CTBOPEHHS BIJIMOBIJHOTO CEpENOBHUINA Mae I[HCTUTYT
NeJaroriyHoi OcBiTH 1 OCBITU jAopochux iMmeHi IBana 3s3tona HAIIH Vkpainu, y
akomy 3 2022 poky ¢yHkuionye ocBiTHii xab «[POOD haby (https://ipoodhab.com/,
pPO3pPOOHUK — KaHAUAAT MENAaroriyHUX HayK, CTaplliuid JOCHITHUK, TOJOBa pajau
monoaux yuenux Kupun Kotyn). Lle cyuacHuil oCBIiTHIM mpocCTip camopeanizaiiii,
CaMOPO3BUTKY Ta CAMOBJIOCKOHAJIEHHS Ui PI3HUX KaTeropiil 10pociaoro HaceleHHs
Ta BCIX 3allIKaBJIEHUX Yy BJIAaCHOMY HemepepBHOMY mpodeciiiHomy po3BuUTKy. Ha
0COONMBY yBary B CTPYKTypl OCBITHBOTO XalOy 3acinyroBye HUGPOBUN KiacTep
3aX0/iB, KOHTEHT $KOr0 CIPSMOBAHMM Ha NpPEICTaBICHHA JOCBIAYy oOpraHizarii
LIUKIIIYHUX, TPOCBITHUIIBKUX 3aXOiB, OPraHi30BaHUX Ha 3acajax MapTHEPCTBa 3
IrPOMAJICBKUMHM  OpraHi3alisiMd, HAyKOBHUMH  IHCTUTYLISIMH,  KYyJbTYpPHUMH,
MHCTEUBKUMU OCepeIKaMu ToIIO [4].

VY knacTepi HIMKITY OPOCBITHUIBKUX BeOiHapiB «LIBIT yKpaiHCHKOI MeAaroriku:
munyse 1 cyuacHe» (https://ipoodhab.com/digital-cluster/diversity -of-ukrainian-
pedagogy), SKui NPOBOAATH BUIAUT 3MICTY 1 TEXHOJOTIM MeAaroriyHoi OCBITH
incTuTyTy, Kadeapa FOHECKO «HenepepsHa mpodeciitaa ocita XXI cTomiTTsS» y
CHIBIpalll 3 HAayKOBUMH, MY3CHHUMHU OCEpeJKaMH, MPEACTABICHO BIJCOKOHTEHT
OHJIAWH-JIEKI1HA BIIOMUX JIA41B KYJbTYpH 1 MUCTELTBA, HAYKU I OCBITH 3 IHCTUTYTY
miteparypu imeni T.T. IlleBuenka HAH Vxkpainu, Bceykpaincbkoro ToBapucTBa
«IIpocBita» imeni Tapaca IlleBuenka, JKiHouoro uentpy «Cnammmnaa», Konrpecy
YKpaiHChKOi 1HTemireHuii Ta 1HmWuUX. KiacTtep HanmoOBHEHUH TaKUMHU JIEKLISIMU:
«Kpame 3cepenunu 3ipBatu Bcio Pocito...» (1o ictopii HamucanHs I1. TuumHOMO
noemu-cumponii  «CkxoBopona») (imexkrop — Cepriii [anbuenko, kaHgUAAT
(GLIONOTIYHKMX — HAyK, 3aCTYNHUK JAWpeKkTopa [HCTUTYTYy JiTeparypu  iMeHi
T.T. llleBuenka 3 HayKOBOi 1 BHUJABHMUYOI MISUTBHOCTI, 3aBiAyBad BiAAULY
pyKONMCHUX (POHIIB 1 TEKCTOJOrIi, 3acHyKeHHH MNpaliBHUK KyJIbTYpU YKpaiHW,
naypeatr [lepxkaBHoi mpeMii B ramy3i ocBitH); «llemarorika — 1€ MO€ KHUTTS.
[lenarorika ngoOpa IBana 3s3i0Ha y BHMIpax Cy4YacHOCTI» OO0 85-piuus 3 JAHSA
Hapo/UKeHHs akajemika [Bana AnppiiioBuua 3s3toHa (ektop — ['eopriii Ourinuyk,
JOKTOp NeAaroriyHux Hayk, npodecop, aivicuuit wien HAITH VYkpainu, nouyecHwuit
NOKTOp IHCTUTYTY menaroriyHoi OCBITHM 1 OCBITH JOpOCIMX IMeHl IBaHa 3s3t0Ha
HAIIH VYkpainu, 3actynHuk royiioBu Beeykpaincbkoro toBapuctsa «lIpocBitay iMeHi
Tapaca IlleBuenka, romoBa Konrpecy yxkpaiHcbkoi iHTeniresuii); «llegaroriuna
cnagaumHa Codii PycoBoi (npuiiith, OyAeMo *KUTU 3a/J1 HAIUX JIIiTeH)» (JIEKTOp —
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[Nanuua Jlamiok, >kypHanict, rojnoBa JKiHouoro ueHtpy «CnaamiuHay, TOCHIIHULIS
KUTTS, TEAAroriyHoi i rpomajacbkoi gisuibHOCTI Codii PycoBoi, nmaypear mnpemiit
imeni Codii PycoBoi Ta imeni IBana Orienka); «Hatamis VxBiid. Y mikMypku 3
noneto» (nexkrop — Haramis Konecniuenko-bparyns, kanaunar QpuionoriyHux Hayk,
JAUIUIOMAT, MNUChbMEHHULA, ujieH HalioHalbHOI CHUIKKM JKypHaNICTIB YKpaiHu);
«Onena [Iluinka: mornsa 13 cborojeHHs» (nektop — Ipuna Ilykina, 3aBigyBau
HAyKOBO-JIOCJIIIHOTO BTy 3 BUBYEHHS XKUTTA 1 TBopyocTi Jleci Ykpainku My3ero
BUJIATHUX MISYIB YKPaiHCHKOI KYJBTYpH, JIaypear JIITepaTypHO-MHUCTEIBKOI Mpemii
iMmeni Onenu Iluinkm); «llemarorika cepus 1 noOpa akaaemika IBaHa 3s3t0Ha»
(mekrop — Henst Huukano, nOKTOp meAaroriyHux Hayk, npodecop, AIMCHUN wieH
(axagemik) HAIIH VYkpainu, akanemik-cekperap BiiaiIeHHS mpodeciiiHoi ocBiTH 1
ocBitTn gopociux HAIIH Vkpainu) Ta iHmuMua. Merta cepii NpPOCBITHULBKUX
BeOlHApIB Ta OHJIAMH-TOCTHOBHX JEKLIH «L[BIT yKpaiHCbKOI MeAaroriku: cy4acHe i
MUHYJIe» TMOJISITa€ y BHUCBITJIIEHHI 0araTorpaHHOCTI M YHIKQJIBHOCTI YKpaiHChKOI
NeJaroriyioi CrajaluiuHu, MOMyJsipu3anii JOCITHEHb BUAATHUX YKPAiHCHKUX Jis4iB
KyJbTYpPH, MUCTEITBA, OCBITH 1 HAYKH.

OcobOnuBa yBara MNPUILISETHCS OOMIHY JOCBIIOM MIXK TMOKOJIHHIMHU Ta
iHTerpauii yKpaiHChKOi MeJaroriyHoi CrajliMHU B INI00aJbHUI OCBITHIM KOHTEKCT,
10 € OCHOBOIO JIs1 (hOpMYBaHHS INIMOOKOTO PO3yMIHHSI BHECKY YKPAiHChKHX OCBITSIH
Y PO3BUTOK CBITOBOI KyJIbTYPH, MUCTELITBA, OCBITH 1 HAYKH.

VY cydyacHOMY yKpaiHCbKOMY HayKOBO-OCBITHBOMY IPOCTOPI HasiBHA YHIKaJIbHA
TpajMilisi, COpPSIMOBAaHA Ha YTBEPPKEHHS BIIKPUTOIrO MPOQECIHHOro I1ajory Mix
HAayKOBLSAMM M OCBITSHAMU 3 pI3HUX PErioHIB YKpaiHW, 3apyODKHUX KpaiH 13
npoOsieM Teopli 1 MPaKTUKM MHCTEIbKOI, MEeAaroriyHoi OCBITU, — MPOBEACHHS
HIOPIYHUX MIDKHAPOJHUX MHUCTEUBKO-TEAroriYyHuX YHUTaHb MaM ATl mpodecopa
Oxcanu IletpiBau Pyanunpkoi «HenepepBHa neparoriuna ocpita XXI cromrTrs:
JOCB1J], 1HHOBAlli, TeHJEHLID», Mo nependayae o0’ €AHAHHS HAyKOBILIB, OCBITSH Y
MeXax 3ax0Jly HaBKOJO CHUIbHOI KOHCTPYKTHUBHOI 1/1€1 y BipTyaJlbHOMY IPOCTOPI.
Takolo CHUIBHOIO 17€€I0 € OKPECHEHHS CTPATeriuyHUX TMPIOPUTETIB PO3BUTKY
MeJaroriyHoi OCBITH, HAacamIepe]l MUCTEIbKOi, BU3HAUYEHHS OCHOBHUX HaIpsMIB
MapTHEPChKOT B3a€EMOJIT HAYKOBMX YCTAaHOB, 3aKJajiB OCBITH B peamizaiii
€BPOINENUCHKUX 1 HAI[IOHAJIbHUX BEKTOPIB MIATOTOBKM Cy4YaCHOI'O BUMTEJIS, BUKIIaaya,
BUKJIaJa4a-10CcaiHuKa. Micist 3axo/1y — 1€ TapTHEepChKa B3a€MOJI1s 3aKJIaJ1B OCBITH 1
HAyKOBUX 1HCTUTYIIA Yy pedopMyBaHHI MHCTEILKOI Ta TIE€JaroriuHoi OCBITH,
BIIAHYBaHHI MaM’STI 3HAKOBUX JJIsi YKPAiHChKOI OCBITH IOCTaTed, BEIMYHUX Y
OPOAYyKYBaHHI 1HHOBALIIMHUX HAayKOBO-AOCHIJHUUBKUX 1ed ocoOucrocteil. VY
kinactepi uutanb (https://ipoodhab.com/digital-cluster/rudnytska) mpeacrTaBieno
BIJICOKOHTEHT OCTAHHIX 3aXOJiB 3a Yy4YacTi0O BIJOMHX IMpPEACTaBHUKIB OCBITHIX,
MHUCTEIILKUX OCEPE/IKiB, 3aKJIaJIB BUILOI OCBITH, HAYKOBUX 1HCTUTYIIN (Mpe3uacHTa
HAIIH Vkpainu, pokTopa NegaroriyHux Hayk, mnpodecopa, IIHCHOTO 4YieHa
(axagemika) HAITH 1 HAH VYxkpainu Bacuns Kpemens, noktopa negarorivHux Hayk,
npodecopa, aiicHoro uieHa (akagemika) HAITH VYkpainu Deopris diminmuyka,
JIOKTOpa MeAaroriyHux Hayk, npodecopa, uineHa-kopecnonjaenta HAIIH VYkpainu
Jlapucu Jlyk’siHOBOI Ta 1HIIKX). BaxkJIMBO 3a3Ha4yuTH, IO 1JIed CTBOPEHHS KiacTepa
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yuTaHb OyJia MOB’s3aHa 3 HEMOXKJIUBICTIO MPOBeCTH 3axig y 2022 polli OHJIalH Yepe3
BISUIOBI BHUMKHEHHSI €JIEKTPOEHEPrii BHACHIJIOK POCIMCBKUX PAKETHUX OOCTpLIIB
eHepreTuyHoi 1HGpacTpykTypu VYkpainu. BignosigHuii ¢dopmar mnpoBeneHHS
MIITPUMAJIA NPEJICTABHUKY 3aKJIa/iB OCBITH, BUKJIaJlaul, MUTIIl, HAJABIIN YHIKAIbHI
BIJICOBUCTYIM, NpE3EHTalllHI MaTepiajidi MpO pPe3yJbTaTH BUKOHAHHS IPOEKTIB,
MUCTEIbKUX aKI[ii B YMOBaX BIAHH.

[Mopiunuii BeOGiHap «PimHOMOBHA 1 6araTOMOBHa OCBITa B KOHTEKCT1 CTajoOro
pPO3BUTKY» TMpoBoauThca B cmiBnpaui 3 kadeaporo FOHECKO «Henepepsha
npogeciitna ocita XXI cromitrs», CekperapiaTOM YIMOBHOBAaXXEHOTO 13 3aXHUCTY
piaHoi MoBH, [HCTUTYTOM yKpaincbkoi MoBU HAH VYkpainu, [HctutyTOM JiTeparypu
imen1 Tapaca IlleBuenka HAH VYkpainu, Beeykpaincekum ToBapuctBoMm «lIpocBiTay
imeni Tapaca IlleBuenka, I'O «VYkpaiHcbka acowiailis OCBITH JOPOCIHX
(https://ipoodhab.com/digital-cluster/annual-webinar-mother-language-day -unesco)
[2]. MeTa 3ax0/ly — IpPOCBITHHIIbKA MICisl TAPTHEPCTBA HAYKOBUX YCTaHOB, 3aKJaIiB
(dhaxoBoi epeABUIIOT 1 BUIOT OCBITH, 3aKJIaJlIB 3arajbHO1 OCBITH B JI€BINA peanizarii
MOJIITUKK YKPAaiHOMOBHOTO HABYAaHHS Ta palllOHAIBHOI MIATPUMKHA OaraTroMOBHOI
OCBITH; YTBEP/KEHHS I[IHHOCTI MOBHM $IK MapKepa YyKpaiHChKOi 1JI€HTHMYHOCTI B
yMOBax BoeHHuUX peaniii. I[IpoOnemarnka BeOiHapYy OXOIUTIOE TaKl MUTAHHS:
YKpaiHOMOBHa OCBITa SIK MPIOPUTET HAI[IOHAJILHOIO TOCTYNY B yMOBaX BOEHHOTO
yacy; npoOjeMu pPO3BUTKY OaraTOMOBHOI 1 PIAHOMOBHOI OCBITU B CY4YaCHOMY
YKpPaiHCbKOMY CYCHUIbCTBI — aBTOPUTETHA JyMKa; JIOCBIJ ©0araTOMOBHOrO 1
PITHOMOBHOT'O HAaBYaHHS B 3aKJIaJlaX OCBITH; YTBEP/KCHHS Tpagulliid piTHOMOBHOI
OCBITM B yMOBax 3akjaJiB CEpPelHbOi OCBITU. 3axiJl MIATPUMYIOTh HapTHEPU —
3aKdaJd  OCBITH, HayKoBlI ycTaHoBM: CyMChKHMIl JepKaBHUU MeJaroriyHui
yHiBepcuteT 1imeHl A. C. MakapeHka, YMaHCbKHI JIep>KaBHUN MeJaroriyHui
yHiBepcuteT iMmeHl IlaBma TuumHu, XepCOHCHKHUM JEp>KaBHUM yHIBEPCHUTET,
bepnsHcekuit  nepkaBHUEl  yHIBepcuTeT,  [IpukapnaTchkuii  HallOHAJIbHHIMA
yHiBepcuTeT iMeHi Bacunsa Credanuka, [3Mainbcbkuil nepkaBHUN TymMaHITapHHIMA
YHIBEpPCUTET, JlepkaBHA HAyKOBO-MenaroriyHa 6i6aiorexa iMmeHi B. CyXxoMIMHCBKOTO
HAIIH Ykpainu, rimuasis-intepHat Ne 13 m. Kuea ta .

VYoponosx 2017-2024 pp. y BeOiHapi B3sUIM yd4acTh Takl Bigomi aisiyi
KyJbTYypH, OCBITH, Hayku: MoBo3HaBli [laBmno I'punenko, IBan HOmyk, Onena
Cemenor, miteparypo3HaBiil Muwukona Xynuncekuid, Cepriit ['anpuenko, [anuna
Paitbentok, rpomazaceki aistui [laBno MoBuan, [Ban 3aenp Ta iHIIi.

CtBopenuil nudgpoBuil KiIacTep MacOBHUX 3aXOJIB € BXKIUBUM PECYpPCOM IS
pPO3BUTKY IM(POBOi, MEIIAa0CBITHROI KOMIIETEHTHOCTEH MalOyTHIX Meaaroris,
BUKJIaJa4iB, YYUTENIB, aKTHUBI3allli MPOCBITHUILIBKOI JISUIBHOCTI MY3EHHUX,
KyJIbTYpHUX,  TIPOMAaJChbKHX  OpraHizamiil. KoHTteHT  kjacTtepa  MOXKHa
BUKOPUCTOBYBATH B JUCTAHLIMHOMY 1 3MIIIaHOMY (popMaTax oprasizauii OCBITHbOIO
npolecy, 30KpeMa JUisi BUKIAJAaHHSA JIUCUUIUIIH KyJIbTYpPOJIOTIYHOr0, 1CTOPUKO-
NeJarorivHoro, (QuIOJOrIYHOrO CHPSAMYBaHHA B MPOLECI MIJATOTOBKM MalOyTHIX
YUMUTENIB TyMaHITapHoro (axy, yKpaiHCbKOI MOBM 1 JIITepaTypd TOILO.
Bineomarepianu kiactepa CIyrylOTh LIHHMM JKEPEIOM Cy4yacHOi (iI0JIOTI4HO1
IYMKH, 1ICTOPUKO-NIEAArOr1YHUX CTYJ1A, MUCTEUBKUX MPAKTUK ISl BUKJIAJAadiB, IO
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YMOKJIUBIIIOE HEMEPEpPBHICTh IXHHOTO MPOQECiHHOr0o PO3BUTKY B YMOBax
HedopManbHOI Ta IHPOPMaATBLHOI OCBITH.
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IITYYHUH IHTEJIEKT Y ®EIIH-OCBITI:
MOXJ/IMBOCTI TA BUKJIMKA

Anomauia. Po3zenaoacmbcsi  ponb  GUKOPUCMAHHA  NPOSPAM  HA  OCHOBI
wmyuHo20 iHmenekmy y Gewn-ocsimi. Ananizyromocsi oceimui Kypcu i npozpamu
NPOBIOHUX CIMOBUX MA YKPAIHCObKUX 3aK1a0ie ¢hewn-oceimu. Buznauaromoeca ma
OYIHIOIOMbCS MOJACIUBOCMI THMe2payii WmMy4Ho20 IHMeaeKmy 6 OC8IMHI Npocpamu,
npoyecu meopemuyHoi ma npaKmudHoi ni020moeKu cmyoeHmia.

Knmwuoei cnoea: ¢ewn-océima, inHoycmpis MoOu; WmMy4HUl [HMeAeKm,
eenepamueHuu L111.
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(Kyiv, Ukraine)

ARTIFICIAL INTELLIGENCE IN FASHION EDUCATION:
OPPORTUNITIES AND CHALLENGES

Annotation. The role of using programs based on artificial intelligence in
fashion education is considered. Educational courses and programs of leading world
and Ukrainian fashion education institutions are analyzed. The possibilities of
integrating artificial intelligence into educational programs, processes of theoretical
and practical training of students are determined and assessed.

Keywords: fashion education, fashion industry; artificial intelligence;
generative Al

[IBuakuii po3BUTOK 1 MOBCIOAHE MOMIMPEHHS ITydyHoro inrtenekty (L)
pOOUTH HOT0 KIIFOUOBUM 1HCTPYMEHTOM MailOyTHBOI TpaHcdopmailii 6aratbox chep,
Y TOMY YHCIi # OCBiTHBOI. Oro BUKOPHCTAaHHS BXKE HHHI J1a€ 3MOT'y aBTOMATH3yBaTH
aAMIHICTPATUBHI MPOLECH Ta TMEPCOHANI3yBaTW HABYAHHS, HAJla€ CTYJEHTAM HOBI
THCTPYMEHTU [JI1 XYJ0KHBOT TBOPYOCTI 1 HAYKOBUX JOCHIIKEHb, IM1IBUIIYIOYN
AKICTb OCBITH.

AktyanbHicTh 3actocyBaHHsi I y demH-0CcBITI MIATBEPIXKYIOTh HAYKOBI
KOH(epeHIli, CcTaTTi Ta HaBYaJbHI MPOTpaMH MPOBIAHUX 3aKJAJIB OCBITH.
Hocmimxennss Engine Creative A0OBOAUTH, 110 IHCTPYMEHTH IITYYHOTO IHTEIEKTY
MOXYTh BIIIrPAaBaTH 3HAUYHY POJIb y T€HEpallli TBOPUHUX 1JIel Ta ONTUMI3yBaTH TBOPYl
nporiecu [7]. 3 iHmoro 0oky, mopiuyne onutyBanHsa Pricewaterhouse Coopers (PwC)
y 2024 poui 3acBiguuio: OUIbIIICT KepiBHUKIB (70%) OwiKye, 110 TeHEpYHOUui
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mTyyHui 1HTenekT (GenAl) 3miHuUTH poOoTy iXHIX KoMmmaHid [6], a cmermiamicTu
IHAYCTpli MOJIM 3aHEMOKOEHI PU3UKOM IMOTEHIIHHOI BTpAaTH POOOTH TUMHU, XTO HE
BUKOPHUCTOBYE IITYUYHUN IHTENEKT, a00 00iThCcst OyTH 3amineHum 1.

V¥ crarti «Yu roroBa demn-ocsita 1o LI?» E. ®enpauep-bymrin 1oxonute
BUCHOBKY, 110 LI 3 HillleBOi TEXHOJIOTIT MOCTYNOBO CTA€ OCHOBHUM 1HCTPYMEHTOM B
IHAYCTpli MOAM, y 3B’SI3KY 3 UMM 3pOocTae morpeda B MOro iHTErpaiii y HaBYallbHI
nporpamu [5]. bararo 3aknaniB ¢enrH-ocBITH B¥kKe€ MPONOHYIOTh HaBYalIbHI KypCH 1
nporpamMu Juisi PO3YyMiHHS OCHOB HITYYHOTO IHTENEKTY Ta HOro 3acTOCyBaHHS B
inaycrpii moau. Kypce Itaniiicekoi akagemii moau «ILI mopna: iHTerpaiis B mpoiec
IU3aiiHy» HaBya€ BUKOPHCTOBYBATH Taki IUIATPOPMU IUTYYHOTO I1HTEIEKTY, SIK
ChatGPT, Midjourney 1 NewArc 11 (QEmH-NMPOEKTIB — BIJ KOHUENUIA [0
pectailnuary MofgHux peudeid [3]. JIOHZOHCHKMI YyHIBEPCUTET MHCTELTB IMPOIOHYE
CTyJeHTaM (paKyJbTaTUBHO ONAHOBYBATH HABMYKM Ta 3HAHHS JUIS 1HTErpauii
TpaJAMIIiHOT MalCTepHOCT] 13 HUPPOBUMH IHCTpyMeHTamMu 1 TexHosoriero LI Ha
KOpoTkoMy Kypci «L{udppoBi 1HCTpYMEHTH Ta IITYYHUH IHTENEKT AJis clieHorpadiin»
[4]. XMenbHUIILKUNA HallOHAJbHUA  yHIBepcuteT y 2024 poui po3poOuB
cepTudikoBaHy nporpamy mijiBuieHHs kBamidikauii «tyunnii inTenexr y fashion-
1HAYCTpli», TPOUIIOBIIN SIKY, CTYI€HTH HABYAThCSI IPOTHO3YyBaTH MOAY, CTBOPIOBATH
TEKCTOB1 ONMMCH AW3alHy sl mporpaMm Ha ocHoBl reHeparusHoro I, a Takox
reHepyBatu (emH-konekuii 3a gonomororo LI [2].

O4eBUAHO 1 JOrIYHO, IO (PEIIH-OCBITA BiACTaBaTUME BIJ MEPEIOBUX
TEXHOJIOT1YHUX 1HHOBAI[IM 3 OIVISIAY Ha T€, IO IITYYHUH 1HTEIEKT 3MIHIOETHCS JyXKe
IIBUJKO 1 BCEOCSKHO, NPOMOHYIOYM O€3IUIaTHUN, MIHUPOKOJOCTYHHUN HaOIp
IHCTPYMEHTIB, SIKI MOKYTh I'€HEPYBATH PE3YJbTaTH, IO OXOIUTIOIOTH 300pa’KeHHs,
TEKCTU 1 Bifieo. 3akjajaM OCBITM HEOOXIJTHO MOJyMaTh MPO TE€, HACKUIbKU BapTO
3MIHUTH CBOi KypcH, 1100 HE BiJCTaBaTH BIJ AyXy Yacy. 3aCTOCOBYIOUM TE€XHOJIOTI]
Ha ocHoBl I, mOUITBHO 3MEHIIMTH HABAHTAXKEHHS Ha BUKJIAJAyiB 3a PaxyHOK
aBTOMaTH3allli PYTUHHUX 3aBJaHb, MIJBUIIATA €(QEKTHUBHICTh HABYaHHS 4epes
IHIUBIAYabHUI CTYJEHTOUEHTPUYHUN MiAXidA, 3pOOUTH OCBITY JOCTYIHOK ISt
BiAJaJICHUX PETIOHIB 3aBOsSKM OHJaWH-TuIaT@opmam, 3ampoBamutu LI gms
MIITPUMAHHS 1HKJIIO3UBHOI OCBITH. [Ipu 11bOMy BaXJIMBO HaBYaTH CTYJCHTIB
KPUTHUYHO CTaBUTUCA 10 pe3yhbrariB podotu I, #ioro oOmexeHb, CHIPHOCTI
aBTOPCHKUX MPaB Ta 3MIHU POJI1 JIIOAUHHU B TBOPUYHUX IpOIIECcaX.

Ille onna moxnuBicte I B OCBITI mosjsirae B TOMy, 10 TEXHOJOTI Ha KOro
OCHOBI MOXYTh 00’€IHYBaTH CTYACHTIB 13 PI3HUX KpaiH JJIsl CHOLIBHOI poOOTH Ha
MDKHAPOJHUMH TIPOEKTAMHU, CTBOPIOIOUM JOCTYIMHI ¥ edexTuBHI miuaTtdopMu s
KojlabopatuBHOi TBOpuocTi. Anroputmu 11 MoxyTh nigdupaTH KOMaHIU Ha OCHOBI
iHTepeciB Ta HaBUYOK cTyAeHTIB. Cepen pusukiB Buxkopuctanus IIII B 3akmamax
OCBITHU — T€XHIYHI OOMEXXEHHSI, 3HUKEHHS pOJI1 BUKJI[auiB Y HABYAIIbHOMY IPOIIECI,
HEETUYHE BUKOPUCTAHHS JAAHMX, IUIariat TOILO.

BucnoBku. [ITyyHuil 1HTENEKT Ma€e BEJIUKUN MOTEHLial sl TpaHcdopmailii
OCBITH, aje MOro BIPOBA/KEHHS MNOTPeOye PETENbHOr0 MIAXOAY [0 ETUYHUX,
TEXHIYHHUX Ta COI[IaJbHUX aCMEKTIB. BaXXJIMBO KPUTUYHO CTABUTHUCS JI0 PE3yJbTaTIB,
aki npornonye I, 3HaiiTu Oananc MK TpaJauiisiMU, IHHOBAaLIsIMUA Ta 30€pEKEHHSIM
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JOJICBKOTO (PaKkToOpy B OCBITI i MOAANBIIIN TBOPUOCTI (elIH-1U3aitHEPIB.
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CTBOPEHHSA OTOBUX 3D-MOJEJIEHN 13 BAKOPUCTAHHSM
HMITYYHOI'O IHTEJIEKTY

Anomauia. Poszensinymo euxopucmanus wimyynoeo inmenexkmy (L) ons
eenepayii 3D-mooenetl, sike € 00Hum i3 HatinepcnekmugHiwux Hanpsamie y GameDev
ma komn tomepHniu epaghiyi. Ilpoananizosano Kintbka mooenell wmy4Ho20 iHmeiexmy,
3a 00NOMO2010 AKUX MOdHCHA ompumamu 3D-mooenv 6e3 HABUHUOK y MOOEN08AHHI.

Knwuoei cnosa: wmyunui inmenexm,; ILlI; 3D-moodenrosanus, 3D-mooeni;
GameDev; komn tomepna epagixa.
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CREATING READY-MADE 3D MODELS USING ARTIFICIAL
INTELLIGENCE

Annotation. The use of artificial intelligence (Al) for generating 3D models is
one of the most promising directions in GameDev and computer graphics. This
article analyzes several AI models that can produce a 3D model without the need for
modeling skills.

Keywords: artificial intelligence; Al; 3D modeling; 3D models;, GameDev,
computer graphics.

CTBOpeHHS BI3yaJIbHOTO KOHTEHTY, 30KpeMa 3D-Mojenel, € HaA3BUYailHO
TPYAOMICTKUM MPOLIECOM, KU MOTpeOye 3HAYHUX JIIOJCHKUX PECYpCIB Ta Hacy.
PO3BUTOK T€XHOOT1M 3HAYHO MPUILBUAIINB MPOLIEC CTBOPEHHS BIpTyaJbHUX CBITIB.
[lITyyHuii 1HTENEKT BIIKPUBA€ HOBI MOKJIMBOCTI, aBToMaTu3yrouu npouec. Lle nae
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3MOTy 3HU3UTH BUTpPaTH Yacy Ha pPYTHUHHI 3aBJaHHS Ta MIABUIIUTH SKICTb
(b1HaTBEHOTO MPOAYKTY. Y HAIIOMY JTOCHIIKEHHI Oy/ie MPOBEACHO MPAKTUYHUN aHaJi3
CyyaCHHUX IHCTpYMEHTIB TreHepauii 3D-mozmeneit 3 akUEHTOM Ha TeCTyBaHHSA
HIBUKOCTI TeHepallii, SIKOCT1, 3py4HOCTI i OJaTKOBUX HalallITyBaHb. JlOCHiKeHHs
BUKOHYBAaTHUMEThCS B poJil KopuctyBada miardgopm Genie, Unique3D, Rodin Gen,
Tripo3D ta Meshy.ai.

Cyuacni anroputmu, Taki sk GAN, CNN, VLM, tpanchopmepu 1 TEXHOJOT1i
NeRF 1 3DGS, naiooTh 3MOry aBTOMaTHYHO T€HEpPYBaTH TPUBHUMIPHI 00’ €KTH,
CUMYJIIOBAaTH (PI3UYHI BIIACTUBOCTI TEKCTYyp Ta CTBOPIOBATU CKJIAJHI CIEHU 3
MiHIMaJbHUM BTpydaHHsIM kopuctyBaya [1, 3]. I'enepaniss 3D-00’€KTiB Ha OCHOBI
TEKCTy 0a3yeTbcsi Ha BUKOpUCTaHHI VLM, sKi mepeTBOpIOIOTh TEKCTOBI OMHCH Y
TpUBUMIpHI pernpe3eHTauii. Ha mepmomy erami TEKCT aHaIi3yeThCs MOIEIUIIO, IO
dbopmye npocTip Ta Gpopmy s cTBOpeHHsT 00’ ekTa. 11 Moneni 3a3Buyail 6a3yr0ThbCs
Ha BEJIUMKUX Habopax [aHuUX, aje I TPUBUMIPHOTO KOHTEHTY MOTpiOHI
cneniaigizoBaHi Habopu pgaHux, Taki sk Objaverse um ShapeNet. Penpesenraris
00’€KTIB MOXe OyTH EKCIUTIIUTHOI (TOYKOBI XMapH, CITKH), iMrutiiuTHO (Neural
Radiance Fields), riopunnoro (Triplane, DMTet). A cami MeToAu CTBOpPEHHS
BKJIIOUYAIOTh: MIPSIMY TeHEpallilo uepe3 MONepe/IHbO HABUCHI MOJEIi, ONTUMI3alliiH1
nigxoau, Taki sik Score Distillation Sampling, pekoHCTpyKIi0 3 BUTJISLY 4Yepe3
0araToBHIOB1 CUHTE3H [5].

Jlami Oyae BUCBITIEHO IPAKTUYHUI JOCB1/I 3aCTOCYBAHHS IITYYHOTO 1HTEJIEKTY
st reHepanii. [lepmym Hamu npoananizoBaHo iHCTpyMeHT Genie Bix Luma Labs,
AKUN Jla€ 3MOTy IEpeTBOPIOBATH TeKCTOBUU omuc y 3D-mopneni. JloctynHa muiie
re’epaiiss 3 TeKcToBoro 3amurty. Crepury MU OTPUMYEMO MOJEIb AYyXE€ HHU3bKOI
AKOCTI, aje Kijabka BapiaHTiB (puc. 1). [lami moxeMo oOpatu OAMH 13 HUX 1 4epes3
I'SITh XBWJIMH OTPUMATU TPOXM JEeTalbHINIy Bapiamito (puc. 2) Y pesynbTaTi MH
OTPUMYEMO HE JETalbHy MOJI€Nb, TEKCTYpPU YacTO MOTaHO JiexKaTh 1 3mimani, hi-Res
IeHePYEThCS JIOBrO, BIJACYTHI OyJIb-fKl HaJalITyBaHHSA, a MOJENb HE MOXXHa
3aBaHTXXUTH JJI1 BUKOPHUCTAHHS. [3 IUIIOCIB — MOXJIMBICTH WIBUJKO OTPUMATH

pedepenc ta 6arato rerepartiii [4].
Puc. 1. Puc. 2.

Tenep mporectyemo «Unique 3D». Ils Mopens ywmie nepeTBOpIOBaTH
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300paxkeHHss B 3D-Mopenb, 1o 3aiimMae B cepelHbOMY OAHY XBHJIMHY. Jlisi TecTy
BUKOPUCTOBYEMO 300paxKE€HHS 13 3alPONOHOBAaHUX (pHcC. 3) Ta ogHe Hate (puc. 4). Y
pe3ynbTaTi (poHTadbHA YacTHMHA Ma€ rapHuil Bursia (puc. 5, 6), ane Ha camiil
MOJIeNll MPUCYTHI apTedakTh Ta OAUYMMO HEYITKICTh TeKcTypu (puc. 7). Mopaenb
noTpedye MOOMpaIfOBaHHS, OCKUIBKA Ma€ TMOTaHy TOMOJIOTII0, M0 YCKJIAIHUTH Il
BUKOPUCTAaHHA B OyIb-IKUX LUISIX, HEMAa€ HaNAIITyBaHb IiJ Yac reHepauii. MoxHa
BUKOPHUCTOBYBATH JIMLIE SIK ACCETU 3aIHBOTO I1any [7, c. 26].

Puc. 5. Puc. 6. Puc. 7.

Hacrynaum inctpymentom ctana Rodin Gen Bin Hyper3d. Ilnardopma mae
BJIACHUM BeOpecypc, Jie MPeACTaBIeHO pOOOTH, CTBOPEHI CIUJIBHOTOI KOPHUCTYBAUiB.
KopuctyBaui  MOXyTh  O3HallOMHTHCS 3  TEKCTOBUMHU  3allUTaMu,  LIO
BUKOPUCTOBYBAJIMCS JUJIsl T€Hepalii Mojeied, HaBiTh 3aBAHTAXUTHU 11 MOAENl IS
BJIACHOTO BUKOPUCTAHHSI.

[Ipotiec cTBOpEeHHSI MOAEII TTOYMHAETHCA 3 IHTYITUBHOTO MEHIO, SIKE /1a€ 3MOTY
HaJalmTyBaTH MapaMeTpu TeHeparii. s aemoHcTpamii Mu oOpaiyd KOHIIENT
JepeB’sTHOro KyxJid (puc. 8). 3a KiJibka XBUIMH cucTeMa chopMyBasia 0a30By MOJEINb
(puc. 9). HactynHuM KpokoM OyJi0 TEKCTYpYBaHHs MOBEPXHI MOJIeNi. 3a JOMOMOTOI0
TEKCTOBOI'O 3alUTy MU BKa3alM OakaHi XapaKTEPUCTUKU TEKCTYpU W OTpUMAIH
binanpauit  pesynbrar (puc. 10). I[lmarpopma Hamae MOXIMBICTH MOBTOPHOT
reHepaiii Mojeli 3 pI3HUMH NapaMeTpaMH Ta Neperiisiay o0’€KkTa B PI3HMX YMOBax
ocBiTiieHHs. Cepen mnepeBar I1miIaTGOpMH MOXKHA BUAUIMTA TakKi: 1HTYiTHUBHO
3po3yMiIMil iHTEpdeiic, yMIHHS KOPEKTHO I€HEpyBaTH T'yMaHOilHI (OpMHU, BUCOKA

65



SKICTh TOIOJIOTII MOJIeJIel Ta MOXKJIMBICTD ii MOMEPETHbOr0 Mepersay, pyHKIioHal
TEKCTypyBaHHS, MOXIMBICTb OTPUMaHHS MOJENEH JOCTaTHBOI SIKOCTI IS
BUKOPHUCTaHHS HaBITh y O€31IaTHii Bepcii [5, ¢. 12].

Puc. 8. Puc. 9. Puc. 10.

Takoxx mMu crnpoOyBanu Tripo3D. I'enepartisi mojeneil MOXJIMBa Ha OCHOBI
TEKCTOBOI'O OMHCY, 300pa)KeHHS, MHOXHUHU 300pakeHb a00 HaBIThb €CKI3y.
[IpencraBneHo rajepero MONEPEIHbO 3T€HEPOBAHUX MOJENEH, M0 JEMOHCTPYIOTh
MOXJIMBOCTI 1aTtdopmu. s 3pydHOCTI KopucTyBaya (yHKIIOHAN MIaThopMu
MPOJIEMOHCTPOBAHO B KOPOTKHUX B1AEOPOJIMKAX.

[Iponiec reneparnii nepeadavae BUOIp CTHIKO, BUKOPUCTAHHS HETAaTUBHUX
OPOMTIB JUIsl BUKJIIOYEHHS HeOaKaHUX €JIEeMEHTIB Ta 1HII IulaTHi  (yHKII],
CIPsIMOBaH1 Ha M1JBUIICHHS SKOCT1 KIHIIEBOTO pe3yJbrary (puc. 11, 12).

Cepen nepeBar miatopMyd MOKHA BHUAUIUTA BUCOKY SIKICThb 3T€HEPOBAHUX
MojiesIel, MOKJIMBICTh PUTIHTY Ta aHIMallii, I0AaBaHHSA TEKCTYp BHCOKOI PO3AUIbHOI
3JIaTHOCTI1, THYYKE HaJAIITyBaHHS MPOLIECY CTBOPEHHS MOJIEI.

[Iporte icHyIOTh NEBHI OOMEX)EHHs. 30KpeMa, MOJIENIb T€HEPYETHCSA B €AMHOMY
EK3eMIUIAPI Ta OJpa3y 3 TEKCTYyporo, 10 MoTpedye Oibllie yacy Ha CTBOPEHHS Ta
YCKJIAJHIOE OTPUMaHHS OakaHOro pe3yibTaTy. TUM He MeHIle IeHEepOBaHI MOJENI
rapHoOi SIKOCTI Ta MOXYTh OyTH €KCIOPTOBaHI B Pi3HI (opMaTH AJid MOJAJIBIIOTO
BUKOPHUCTaHHA [0, ¢. 5—12].

Puc. 11. Puc. 12.

OctaHHIM cepel mpOoaHadi30BaHMX 1HCTPYMEHTIB cTaB cepBic Meshy.ai. Mae
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3pyuHuii BeOiHTepdelc Ta Tranmepero poOIT 1HmUX KopucTyBauiB. Lle nomae
HATXHEHHS Ta JONOMara€e O3HaWOMUTHUCA 3 TEKCTOBUMHU 3alMTaMH, IO
BUKOPUCTOBYBAJIMCS JUIsl TeHepauii mojeneil. Takox 1eil 1HCTpYMEHT KOpPEKTHIIIe
BiJI IHIIUX TPOTECTOBAHUX TeHepye mepcoHaxiB (puc. 13, 14). Cepsic mpomnoHye
KUJIbKa PEXUMIB TIeHepalii: 3 TEeKCTOBOIO ONUCY B TPUBUMIPHY MOJIEIb Ta 3
JIBOBUMIPHOTO 300pa)K€HHSI B TPUBUMIPHY MOJIE€]b, TEKCTYpPYBaHHS TOTOBHUX
mozeneid. Obupaemo napyruil BapianT. Cucrtema 3ampoIlOHyBajlia YOTHPHU BapiaHTH
00’€KTa, 3reHepoBaHOro 3a 300pakeHHsM. [licns BUOOpY Ta J0JIATKOBOiI OOpOOKH
MPOTATOM KIIbKOX XBUJIMH OyJO OTPMMAHO BUCOKOSIKICHY MOJIENb 13 PIBHOMIPHOIO
CITKOI0, TOTOBY JIUIS IMITOPTY B pi3Hi pymrii (puc. 15, 16) [6, c. 5—-12].

Puc. 13. Puc. 14.

Puc. 15. Puc. 16.

Cepen mepeBar MOXHa BUAUIUTU IIUPOKUN CHEKTP MOXIMBHUX 3aCTOCYBaHb
noai0Hux Mozenei. OcoOaMBI MEPCIEKTUBU CIIOCTEPIraloThCs B IFPOBIM 1HAYCTPIi Ta
pekiami. BoHu naayTh MOXIMBICTE ONTUMIZYBAaTH poOounii npouec 3D-Xya0KHUKIB,
CIOPOIIYIOUM MepexiJi BiJ KOHUEMIT J0 MOJeNl Ta TMOJEruyr4Yd Mpolec
noomnpamoBaHHs  mojeni. lLle gomomoke  XyJOKHHMKaM — 30CepEeIUTUCS  Ha
BJIOCKOHAJICHHI camMuX mozenei [3].

He3Baxkatoun Ha 3HAUHUN MPOTpPEC MITYYHOTO IHTENEKTY y CTBOpeHH1 3D-
KOHTEHTY, 3aJUIIAIOThCS HEBUPIIMICHHMMH KJIIOYOBl aCMEKTH: BIUIMB Ha SKICTb,
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KOHTPOJIb HAJ pe3yJbTaroM, mpobiemu iHTerpamii. Tekcrypam iHOII Opakye
TOYHOCTI HAKJIaJaHHs, AeTai3allii, MOXXJIHUBA BIJCYTHICTb MIATPUMKHA XYHOKHIX
ctuiiB. [IpobieMa BUKOPUCTAHHS TaKUX 1HCTPYMEHTIB y MacluTadax BUPOOHUYOIO
PIBHSI TOKH 1110 3aJIUIIAE€THCS] HEBUPIIICHOIO.
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Mapuna MAHCTPEHKO

Acnipaumka kagedpu mucmeymea ma OU3AUHY

Kuiscvkoeo nayionanbHo2o yHieepcumemy mexHono2iti ma Ou3ay
(m. Kuis, Yxpaina)

Hamania YYTIPHHA

Jloxmop mucmeymeosnascmesa, kanouoam @ginocodii,
Kuiscoxuii nayionanvruil yrisepcumem mexHono2ii ma Ou3auHy
(m. Kuis, Yxpaina)

OEIH-IJIIOCTPALIA AK MUCTEITBO OGPA3ZHOI'O
INPOEKTYBAHHA

Anomauia. Qewn-intocmpayisn po3enioacmvcs K bazamosumipHe aguuje, ujo
NOEOHYE MUCMeYyma8o, OU3AUH mMad MapKemuHe y CY4YacHill MOOHIU [HOYCmpIi.
Iliokpecntoemvces ii akmyanvHicmes y Kowmexkcmi yugposizayii. Axyenmyemscs i
30amHicmeb He Juwe 8I3yanizyeamu KOHYyenyii oosacy, a U nepeoagamu emMoyiuHull
cman ma cmuib MauOymHuix Kolekyit. Y mekcmi oKpecleHO OCHO8HI emanu
NPOEKMHO20 npoyecy ewH-iniocmpayii. 3Hauna yeaza NPUudiNAEMsbCs  poii
epaghivnux 3acobis, AKi Odonomaearoms copmysamu  YHIKaIbHi obpazu U
niokpecaumu ecmemuxy Openoy. Dewn-inrocmpayisis po3enidacmscs MmMaKkoxic sK
Gopma camosupadicenus XyOOHCHUKA, WO 6NIUBAE HA (OPMYBAHHA Bi3)ANbHOL
KYIbMypu CyCRilbCmead.

Knrwwuosi cnosa: gewn-iniocmpayis,; mucmeymeo; MapkemuHe, OU3AUH,
XYO0HCHUK, MOOHA [HOYCMPIS.
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FASHION ILLUSTRATION AS THE ART OF IMAGINATIVE DESIGN

Annotation. Fashion illustration is considered a multidimensional
phenomenon that combines art, design, and marketing within the contemporary
fashion industry. Its relevance in the context of digitalization is emphasized. The text
highlights its ability not only to visualize clothing concepts but also to convey the
emotional state and style of future collections. It outlines the key stages of the fashion
illustration project process, with significant attention given to the role of graphic

69



tools in forming unique images and underlining the brand;s aesthetic. Fashion
illustration is also viewed as a form of the artist’s self-expression that influences the
development of society’s visual culture.

Keywords: fashion illustration; art; marketing; design, artist; fashion industry.

@OemH-UTIoCcTpalis 3aIUIIAETECA  HAI3BUYAMHO aKTyalbHUM HAaNpsSMOM Yy
Cy4yaCHOMY CBITI MOJIM, OCKUIbKM TMO€AHY€ MMCTELUTBO, JAM3alH Ta BI3yalbHY
KOMyHiKalito. B ymoBax nmdposizamii Ta rioOamizauii MOJHOI 1HIYCTpii BOHa
BUKOHY€ BaXIJIMBY pPOJb Y CTBOPEHHI KOHLENTyalbHUX 0O0Opa3iB, L0 MEPEAYIOTh
MaTtepialbHOMY BTUIEHHIO OJsry. BOoHa € He nuIie iHCTpyMEHTOM Bi3yali3allii 11eH, a
1 3ac000M XYJIOKHBOI'O CaMOBUPaXEHHS, IO JoMoMarae (opMyBaTH E€CTETHYHI
TEHJEHIIi Ta CTUJIbOB1 HAMPSAMU. 3aBISKH CYy4aCHUM TEXHOJOTIAM (hEeIIH-UTIOCTpaLis
oTpuMaia HoB1 (POpMH, Taki K HUGPPOBI Ta IHTEPAKTUBHI 300pakeHHS, 1110 B1IKPUBAE
HOBI MO>KJIUBOCTI JUIsl IU3aHEPIB 1 XyJOKHHUKIB.

3ynuHUMOCS JIeTaIbHIIIE HA OCHOBHUX XapaKTePUCTUKAX (PEIIH-UTFOCTpaIlii:

1. BuzHaueHHst (QemH-uocTpanii B KOHTEKCTI 0Opa3HOro MpOEKTYBaHHS.
denrH-UTI0CTpallis € BaXJIMBUM 1HCTPYMEHTOM Yy cdepi Moau, 110 MO€IHYyE B OOl
MUCTELTBO, IU3aliH Ta KOMYyHIKalil0. BoHa BUKOHye He nuile (QyHKIIO Bi3yasizatil
MOJIHUX 1]IeH, a i CIYTy€ KIIOYOBUM €JIEMEHTOM Mpoliecy 00pa3HOro MpOEKTYBaHHS.
3aBASKM 1LbOMY HampsMy MHUCTENTBAa JM3alHEPM MOXYThb  CTBOPIOBATH
KOHLIETITyaJIbH1 MOJIENI, B SIKUX XYJ0XHiil 00pa3 cTae 0OCHOBOIO MaiOyTHIX KOJIEKI[IH.
[IpoananizyBaBUIM MHUCTEUTBO3HABUY JITEPATYpy, BHUAAHY IMPOTITOM OCTaHHBOI'O
JNECATUPIUYS, MU 3’SICYBaJId, 110 KOXEH aBTOP Mae€ BIACHUM MiJX1J 10 BU3HAYCHHS
IOT'O TEPMIHY.

VY nepeBunanHi cBoei kHuru «Fashion Illustration: Inspiration and Technique»
(2013) Kinep BuzHavae GenrH-1TIOCTPAIIIIO SIK «Bi3yadbHUM IHCTPYMEHT, IO OEIHYE
MUCTELbKY BUPA3HICTh Ta MPAKTUYHE 300paKeHHS OJIArY, 103BOJISIOUN JU3aHEPY HE
JIMIIE MPE3EHTYBATH 17110 KPOIO UM CUJIYeTy, a i mepeaaBaTu arMocdepy, emouii ta
CTUJIb KOJIEKIIi, BITOOpakarouu yHIKalIbHY ecTeTuky OopeHay» [1, c. 24]. ['onoBHuit
aKIeHT y I[bOMY BH3HAY€HHI POOUTHCS HA MOEAHAHHI XYAOXKHBOTO MIAXOAY 31
cnenu(iKow Ju3ailHy OAsry Ta Ha CTBOPEHHI MEBHOTO €MOLIMHOrO0 HacTpOIo.
Boanouac Crinenman y moctomy BuaanH1 npami «lllustrating Fashion: Concept to
Creation» (2017) HaBoauTh Take BuU3HaueHHS: «DemH-UTIOCTpaIis — 1€
cHeunlagi3oBaHui BUJ XYJOKHbOI MPAKTHUKH, IO CHUHTE3y€ HABUYKHU AKAJEMIYHOIO
PUCYHKY 3 MOJIHOIO aHAJITUKOIO, CIYTYIOUHU JIJIsl Bi3yanizallil Au3aiHepChKUX 3a1yMIB
ayautopii» [2, c. 135]. AkueHT y upoMy BHU3HA4YEHHI 3pOO0JIEHO HAa BaKJIMBOCTI
TEXHIYHUX (aKaJeMIYHUX) HaBUYOK Ta BOJHOYAC HA POJII LIIOCTpallii B KOMYyHIKaIli
MDK Ju3aiHEpOM, BUPOOHUKOM 1 KjieHToM. IIle oamH MIAXia TPOCTEKYETHCS Y
Banepii Ctun (Valerie Steele). V 36ipuuky «Fashion Studies Today» (2015) BoHa
BHU3HAyae Ieid TepMiH Tak: «Bi3dyanbHa pemnpe3eHTailiss MOAu, IO BijgoOpaxkae He
JUIe KOHCTPYKIIO Ta (akTypy Onsry, a W KyJbTypHI YSIBICHHS MpPO TLIO, CTUIIb
KUTTA 1 COLIaJIbHI POJIi; 1€ BOJHOYAC TBOpYA MPAKTUKA, sIKa ICHY€ Ha NEPETUHI
MUCTELTBA, MapKETUHIY Ta MAacoBOi KyIbTypu» [3, c.46]. Y cBoeMy BU3HAUYEHHI
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B. Ctun Haronomye, mo QemH-UroCcTpalis TMoB’s3aHa 3 aHaII3oM Tina M
IIGHTUYHOCTI, @ TAKOX 13 MAPKETUHTOBOIO (PYHKIII€F0 MOJHOT 1HAYCTPIi.

2. OCHOBHI e€Tanu CTBOPEHHS (EIH-UTIOCTpalii B MPOEKTHOMY IIPOLECI.
Po6ora Han ¢euH-uoCcTpalli€lo IpoXoJuTh KilbKa KIo4oBUX eTamiB. CrnoyaTky
bopmyeThCs 171es, AKa IPYHTYEThCS Ha TIMOOKOMY aHasli3l MOAHUX TeHAeHIH. [ami
B1I0yBa€ThCSl BUOIP TEXHIKM Ta CTHJIIO, IO BIJAMOBIJA€ KOHLEMIIT MalOyTHHOTO
oOpa3y. HactynmHum eranomM € BHUKOPUCTAaHHS TpaiuHUX 3aco0iB Ui mepeadi
dbopMH, KOJIBOPY 1 TEKCTYpHU. 3aBepLIabHUM €TarnoM MepeadadyaeThCsi CTBOPEHHS
rapMOHINHOT KOMMO3UIIIT Ta 11 aganTallis 10 BiAMOBIAHOTO MeIIHHOTO opmary.

3. I'paciuni 3aco0u K OCHOBAa OOpa3HOro MPOEKTyBaHHA. PDenrH-UTocTparis
0a3yeTbCcsl Ha 3aCTOCYBaHHI OCHOBHMX Trpa(iyHUX 3ac00iB, TaKUX SK JiHIsA, KOJIp,
dakTypa, CBITJIOTIHB 1 KOMIIO3UIliA. 3aBISKA IUM €JIEeMEHTaM XYJIOKHUKHU
CTBOPIOIOThH YHIKaJbHI Ta BII3HABaHI 00pa3u, Kl BIIOOPAXKAIOTh CTUIIb, JUHAMIKY Ta
€MOIII{HICTh MOJAHOT'O BTUICHHS.

4. B3aeM03B’SI130K MIXK (DEUIH-UTIOCTPALl€l0 Ta MOAHOIO 1HAYCTpieto. DeriH-
UTIOCTpallisl BiJIIrpae BaXKJIMBY POJIb Y MPOIECI CTBOPEHHS HOBUX MOJHUX KOJIEKIIIiH.
Bona € mouyaTkoBHM eTanoM poOOTH Ju3aiiHepa, AO3BOJISIIOYM IIe A0 (Pi3UYHOro
BTUICHHSI OJIATY Bi3yasli3yBaTH MailOyTHI MoJeil, eKCHepUMEHTyBaTh 3 (opmamu,
(dakTypamu Ta KOJbopaMH. TakuM YUHOM, UTFOCTPALlisl CIIYTy€ MICTKOM MIK TBOPYHUM
3aJlyMOM 1 TOTOBUM BHUPOOOM.

5. @emH-UTIOCTpalliss K 3acid mnepemadi eMmouiii Tta HacTpow. OpHiewo 3
HAalBAXKJIUBIIIUX XapaKTEPUCTUK (PEelIH-1TI0CTpanli € 3JaTHICTh MepeaaBaTH €MOLii
Ta HacTpiii. BUKOPUCTOBYIOUM XYAOXKHIO CTHIII3aLllI0, €KCIIPECUBHI JIIHIT Ta KOJIpHI
pIlIEHHS, UTFOCTPATOPH CTBOPIOIOTH Bi3yalibHl1 00pasH, Kl B110OpakaroTh aTMocepy
Ta XapaKTep MOAHOIO TPEHAY.

6. Tpancopmariiss emH-umroctpanii y 1udpoBy emnoxy. 3 pO3BUTKOM
HU(POBUX TEXHOJOTIH (DEeIIH-UTIOCTpallisi OTpUMaia HOBI MOJIMBOCTI JJIsi TBOPYOi
peanizaiii. Bukopucranus rpadiuHMX IUIAHIIETIB, CHEI1aJi30BaHOTO MPOrPaMHOI0
3a0e3nedeHHs Ta VR-TeXHONOori Jae 3MOry XyJJO’KHUKaM CTBOPIOBATH 1IHTEPAKTHUBHI,
aHIMAIliliHI Ta JOMOBHEHI PEaJbHICTIO MOJHI 00pa3u, II0 PO3MIUPIOE MOKIUBOCTI
KOMYHIKaIlil B IHAYCTp1i MOJH.

7. BB QemH-umrocTpanii  Ha  (GOpMyBaHHS  BI3yallbHOI  KYJbTYpH
cycnuibcTBa. DemH-umocTpalisa Bifirpae 3HayHy poiib y (OpMyBaHHI Bi3yanabHOT
KyJbTypH CYyCHIIbCTBAa. BOHa chpusie CTBOPEHHIO ifealiB Kpacu, BH3HAYCHHIO
CTUJILOBUX HAIpPsAMIB Ta (POPMYBAHHIO €CTETUYHUX YIIOJ00aHb ayAUTOPIi. 3aBASKH il
MOJIa CTa€ He JIMIIE YaCTUHOIO 1HYCTPii, @ i BAXKJIMBUM KYJIbTypPHUM (DEHOMEHOM.

8. @emH-1TI0CTpAallis K (opMa caMOBUPaXXEHHs XyJokHUKa. Jljist GaraThox
MUTLIB (PemH-uocTpanis € 3acobom camoBupaxkeHHs. KoxkeH igtoctpatop Mae
YVHIKQJIbHUN CTWJIb, SIKMH BiJoOpa)kae Moro ocodbucre OauyeHHS MOJW, CBITOIIISA Ta
ecTeTUyH1 ynojaoOaHHsA. Yepe3 cBOi poOOTH XYAOKHHUKHA MOXKYTb TpPaHCIIOBATH
BJIACHI €MOIIli, 17Iei Ta eKCIEPUMEHTYBATH 3 (OpPMaMHU 1 CTUITICTUKOIO.

9. Bukopucranus (¢emH-uocTpaii B KOMEPIIHHUX mpoekTax. Denrn-
UTIOCTpallisl IIUPOKO 3aCTOCOBYETHCSI B KOMEPIIHHUX MPOEKTAX, 30KpeMa B
peKJIaMHUX KaMmmaHisX, o(OopMIIeHHI OpeHJ0BaHOI MPOAYKI[i Ta CTBOPEHHI
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€KCKJIIO3UBHUX MPUHTIB JJI1 TEKCTWIO. BoHa nomomarae CTBOPIOBATH YHIKAJIbHI
Bi3yalilbHI 00pa3u, 110 CHOPUAIOTH MOMyJsApu3alii OpeHay Ta MiJKPeCcToTh HOoro
1HMBITYaJIbHICTD.

10. IlepciexktuBH pO3BUTKY (enrH-unocTpaiii. MaitdyTHe ¢demH-utrocTparii
MOJIATa€ B MOEJHAHHI TPAAUIIHHUX TEXHIK 13 Cy4aCHUMH U(POBUMHU TEXHOJIOTISIMHU.
HoBiTHI po3po0OKH Aar0Th 3MOTY PO3LIMPIOBATH MEX1 TBOPYOCTi, MPONOHYIOUYH HOBI
dopmaru s Tpe3eHTalli MOJHMX 1. 3aBAsSKM LbOMY (PEIIH-UTIOCTpaLlis
MIPOJIOBKY€E PO3BUBATHUCS SIK MUCTEUTBO OOPA3HOIrO MPOEKTYBAHHS, 3aJHIIAIOYHCDH
aKTyaJbHUM Ta BaXXJIUBUM €JIEMEHTOM Y CBITI MOJAM.

OTtxe, pemH-1m0cTpanis GyHKIIOHY€e HA EPETHUHI KUTBKOX cep — MUCTEITBA,
IU3aiiHy Ta MapKeTUHTy. BoHa He nuile aornomarae Mpe3eHTyBaTu iei oasary, a i
BUKOHY€ POJb TBOPYOIO IHCTPYMEHTY JJsi aHajidy, eKCIIEpUMEHTIB Ta
CaMOBUPAXKECHHS XYJOKHHUKA. 3 OISy HAa CHUHTE3 TPAAULIMHUX XYHOXKHIX HMPAKTUK
Ta 1HHOBaUIMHUX LU(POBUX TEXHOJIOTIH (EemH-UTIoCTpalis MPOJOBKYE ITUHAMIYHO
po3BuBatucs. BoHa i1 Hajamni 30epiraTumMe CBOIO aKTyalbHICTh, 3aJIUIIAI0YUCH OJHUM
13 KJIFOUOBUX METOJIIB 0OPa3HOro MPOEKTYBAHHA B MOAHIN 1HAYCTpIi Ta BaXKJIMBHUM
€JIEMEHTOM KpEeaTUBHOI KOMYHIKaIli B CYCH1JIbCTBI.
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Bnaoucnae 'PHI[A€EB

Cmyoenm epynu BMB-21

Kuiscvroeo nayionanvrozo
VHIgepcumemy mexHoa02iil ma Ou3atHy
(m. Kuis, Yxpaina)

B3AEMO/IIA I'VISITAYA 3 BIPTYAJIBHAM CEPEJIOBHIIEM:
EMOIIMHUM BIAT'YK TA YYACTD

Anomauia. Bipmyanona peanvuicms (VR) 6iokpusae Ho6i copuzonmu 0
mucmeymea, cmeopioouu epexm 2nuboKo2o 3aHYpPeHHs, Wo 3a0e3neyyc eMOoyiiuHo
HacuyeHutl 00csi0 enadaya. 3a8oaKu peanicmudHOMy MPUBUMIDHOMY 300PAHCEHHIO,
iMepCcusHOMY 38YKOBOMY CYNPOBOOY MA MOMCIUBOCMI AKMUBHOI 83aEM00ii VR
oonomaezae 2nsa0avam giouysamu cebe uyacmunolo nooii. Y meszax pozeniadaromuvcs
NCUXONI02TUHUL ma eMoyitiHuti énaué VR nHa cnputinamms mucmeymaea, HA80O0AmMbCs
pe3yibmamu  00CNi0diCeHb eMOyiliHo2o 8i02yKy Ha eucmasku y VR, a maxooic
aHanizylomoucs nepesazu ma GUKIUKU euxopucmanHs VR y mucmeywkil cghepi.
Ilpeocmasneno nopisHAHHA  MidC —~ MPAOUYILHUMU — MemOoOamMu  OeMOHCMPayii
mucmeymea ma VR-eucmaskamu.

Knwuosi cnoea: sipmyanvHa peanbHiCmb, MUCMEYMB0, eMOYIUHUU BNIUS;
3aHypeHHs; IHMEePpaKmueHiCmy, NCUXOI02TUHE CNPULIHAMMAL.

Viadyslav HRYTSAIEV

Student of group BMW-21

Kyiv National University of Technologies and Design
(Kyiv, Ukraine)

INTERACTION OF THE VIEWER WITH THE VIRTUAL ENVIRONMENT:
EMOTIONAL RESPONSE AND ENGAGEMENT

Annotation. Virtual Reality (VR) opens new horizons for art by creating a deep
sense of immersion, providing an emotionally rich viewer experience. Through
realistic three-dimensional visuals, immersive sound design, and interactive
engagement, VR allows audiences to feel like an integral part of the events. This
article explores the psychological and emotional impact of VR on art perception,
presents research findings on emotional responses to VR exhibitions, and analyzes
the benefits and challenges of using VR in the art sphere. A comparison between
traditional art presentation methods and VR exhibitions is also provided.

Keywords: virtual reality; art; emotional impact; immersion, interactivity;
psychological perception.

TexHouorii BipTyaJabHOI PEaTbHOCTI CYTTEBO 3MIHIOIOTH CIIOCOOM B3a€EMOIi
risgada 3 MUCTEITBOM. Ha TpaauliHUX XyJ0KHIX BHCTaBKaxX IUISJa4d € MACUBHUM
crioctepiradem, Toji Sk y VR BiH cTae akTUBHUM ydacHUKOM mojii. Lle mocaraernscs
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3aBASKA €(QEeKTy MOBHOTO 3aHYpPEHHS, IO CTBOPIOE BIAYYTTA «IPUCYTHOCTI» Yy
cepenoBull TBopy. Ha BinMiny Bin ¢ortorpadiii, kaptun 4yu Bifeo, VR mae 3mory
rignayeBl OyKBalbHO «BCTYIHUTH» Y MPOCTIp MOMAIM, 0OMparouu KyTH OIJIALY 1
B3a€EMOJIiI0UM 3 JeTalsiMu cepefoBuiia [3]. ¥V crarti gociikyeThes BB VR Ha
eMOIIiiiHe COPUMHATTS MUCTELTBA, 30KpeMa yepe3 aHaii3 Buctarku « War Up Close.

EdexT eMoriitHOro 3aHypeHHS € OJHIEI0 3 TOJIOBHUX nepeBar VR y mucrtenrsi.
3aBASKU TPUBUMIPHOMY 300pa)kKeHHIO, 3ByKOBOMY CYNPOBOAY Ta PeaiCTUYHOCTI
BIPTyaJIbHOTO CEpeloBUINA TIJsffady BigyyBae cebe yYaCHUKOM MOJIIH, II0
KapJMHAIBHO BIAPIZHAETHCS BiJl TpaaMiliiiHOro ¢opmary BucTaBok. Hampukian, miag
yac VR-BucraBku «War Up Close» rismadli MarooTh 3MOTY JOCHIKYBaTH PYiHH
3pyHHOBaHUX OyiBeIbh, 0AYUTH CIIIIM MOXKEXK] Ta YJIAMKH ICTOPUYHHUX TaM’ STOK, 1110
BUKJIMKA€ MUTTEBI KOTHITHBHI peakilii, Taki sIK TpUBOra, CMyTOK 4M IIOK. JlaHi
JOOCHIDKEHHST €MOLIMHOro BIUIMBY VR-BHCTaBOK MIATBEPIXKYIOThb, IO pPIBEHb
eMoliiiHoi 3anmydeHocti y VR 3HauHO BuUIIMHA, HDK y TpaauliiiHux dopmax
MucreuTsa. Y Ta0numi 1 HaBeaeHO pe3yibTaTH MOPIBHAHHS €MOUIWHOIO BIATYKY
TJIs1a4iB.

Tabmums 1
Pe3ynbTaTu NOpiBHAHHS EMOIIMHOTO BITYKY TJIs/1a4iB
IToka3Huk Tpaaumiiini metonu (%) VR-Bucraska (%)
3ay4eHiCTh 45 85
TpuUBOXHICTD 30 70
CmyTOK 50 90
CrniBnepexuBaHHs 40 88

/icepeno: MiroTOBIEHO aBTOPOM Ha OCHOBI BIIACHUX JOCTIKEHb.

['mapayl 3a3Hayany, MO HEMOXJIMBICTh YHUKHYTH PEANTICTHYHOI KapTUHU
3MYILIy€ iX eMOLINHO «IpOoXUBAaTU» MOJli. 3ByKOBUM CYNPOBIJ, HAMPUKIAJ, 3BYKH
BHOYXiB a00 THUIIIa TOKUHYTHUX BYJIUIb TOAATKOBO MMiICHIIOIOTh BITUYTTS 3aHYPEHHS.
[HTEepakTUBHICTD € BaXJIMBUM KOMIOHEHTOM VR-mucTenTBa, SKUA MOCHIIIOE
EeMOIIMHUI 3B 30K TJsAmada 3 TBOpoM. Y VR risgaui maroTh 3Mory camocCTiHHO
oOupaTu KyTd OISy, MEPEMINTyBAaTUCS MK JIOKAIIIMH, B3a€EMOIISATU 3 00’ €KTaMu
Ta HaBITh 3MIHIOBaTH CIOKET moAid. Lle cTBOpIOoe yHIKaJIbHMM JOCBiJ, OCKUIBKU
KOKEH risiad GopMye BIaCHY TPAEKTOPIO B3a€MO/I1T 3 MUCTEIITBOM [2].

MoXIHUBICTh JTOCTIKYBaTH CEpPEJOBHUINE Ta 3BEpTaTH yBary Ha JeTail
nornubmtoe yepigomiieHHs: tpareaii. Hampukian, y VR-Bucrasmi «War Up Close»
rJ/1a41 MOKYTh OOMpATH, SIK1 aCTIEKTH 3pYHHOBAHOT'O MPOCTOPY BUBYATH, 110 POOUTH
iXHIA JTOCBIJ 1HAMBIAyaJdbHUM. [HTEPaKTUBHICTh TAaKOX CIpPHUS€ PO3BUTKY eMIMarTii,
OCKUIBKHU TIJIsijadl OTPUMYIOTh MOXJIHMBICTh 3aHYPUTHCSA B CUTYAIllIO KEPTB Tpareii
Ta YCBIJOMMUTH iXHIi 0171 HA OCOOMCTICHOMY PiBHI.

[lcuxonoriunnii BB VR € 1BOSKUM: 3 OAHOro OOKYy, BIH CIpUs€E
MIJBUIIICHHIO €MIIaTii, 3 I1HIIOTO — MOXE BHKJIUKATH cTpec 1 TpuBory. Edext
NPUCYTHOCTI, IKUH cTBOproe VR, nae 3Mory risaadeBi BiIuyTH cebe B LEHTP1 MOAIH,
o0 poOUTh €MOUIMHMA BIUIMB 1HTEHCUBHIIIUM. OJIHaK HaJAMIpHAa PEaTiCTUYHICTD
MO>K€ CIIPUYUHATH HEraTUBHI €MOIIiiiH1 peakuii [1].
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JlocmipkeHHs eMOLIMHUX peakIliid risgadiB Ha VR-BUCTaBKU 3aCBITYUIIM, 1110
25% pecnoHIEHTIB MEepexUBaIu 3HAUHUN eMouidHui auckomdpopt, Tomai sk 15%
BIJUYBAJIM TICJIS TEpErisiy TPUBaJl €MOIiiHI nepexuBanHs. Lle cBiguuTh mpo
HEOOX1THICTh 3a0€3MeUeHHs ICUXOJIOTTYHOT MATPUMKH JIJISl Uy TIAMBUX TJIsauiB.

®131010T1YH1 MOKA3HUKHU TAKOX MIATBEP/KYIOTh cuibHUM BB VR. Ilig yac
neperisiny VR-cuen y 40% ydacHukiB (hiKCyBanocs IPUCKOPEHHS CEPLIEBOTO PUTMY
1o 90-110 ymapiB 3a xBuiauHy, a B 30% migBuIyBaBcs piBE€Hb TPHUBOKHOCTI.
Boanouac y 55% pecnoHAeHTIB Mmiciis 3aBEPILICHHS MEPEryisiay BHUHHUKAIO BIIUYTTS
rJIMOOKOTO YCBIJOMJICHHS TTOIH.

OCHOBHI BIIMIHHOCTI MK TPaAUIIMHUMHU METOIaMH JIEMOHCTpAIlil MUCTEIITBA
ta VR-BUCTaBKamu BigoOpakeHo B Tabiuii 2.

Taomung 2
OCHOBHI BIIMIHHOCT1 MI>K TpaAUIIHHUMU METOJaMU JEMOHCTpallii MUCTEIITBA Ta
VR-BucraBkamu

ITapamerp Tpanuuiiina BUCTaBKa VR-Bucraska

3aHypeHHs Oo6mexene, macuBHul ornsig | [loBHe 3aHypeHHs, epexT
MPUCYTHOCTI

[HTEepaKTUBHICTH BiacytHs abo MiHIMalIbHA Bucoka, cBoOonma aii

Emorniina [ToMipHa, 3aJ1€XUTh BiJl Bucoka, uepes

IHTEHCUBHICTb TBOpY PEANICTUYHICTD

CBo0Oopaa ornsny dikcoBaHa TOYKa 30PY [ToBHui ornsin y popmari
360°

PeanictuuHicTh OOmexeHa aeranizaris MakcumainbHa Jeraiizamis
Ta PeaJiCTUYHICTh

/icepeno: MiIroTOBIEHO aBTOPOM Ha OCHOBI BIIACHUX JOCTIIKEHb.

i BigxMiHHOCTI CBiIuaTh, 0 VR Hamae risgadeBi 3HAYHO MIUPII MOYKJIMBOCTI
JUIsL EMOIIIMHOTO Ta KOTHITUBHOTO CIPUMHATTS MUCTELTBA. BipTyalbHa peanbHICTh €
PEBOMIIOLIMHUM 1HCTPYMEHTOM Yy c(epi MUCTEUTBA, KU JOMOMAarae CTBOPIOBATH
VHIKQUIBHUN €MOIIIWHUM JOCBIA [ TJsAadiB. 3aBaskd  €(eKTy TJIMOOKOTo
3aHYpEHHS, IHTEPAaKTUBHOCTI Ta peanicTudyHOCTI VR Tpancopmye miaxig 1o
JEMOHCTpALi XyJ0XKHIX TBOPIB, pOOJSYM IX CHPUNUHATTA OUIBII 1HAMUBIAYaJIbHUM Ta
BIUIMBOBUM [4].

Opnnak HEOOX1HO BPaxOBYBAaTU MOKJIMBI PU3UKH, TTOB’sA3aH1 3 IICUXOJOTTYHUM
BiuBoM VR. HanmipHa peanicTUYHICTh MOXE BUKIMKATH B YYyTJIMBUX IJISAa4iB
CTpec 1 TPUBOTY, 1110 TOTpeOye BiAMOBIabHOT opraHizaiii VR-BHUCTaBOK.

ITepciektuBu  VR-MucTenTBa BKIIOYAKOTh  PO3MIMPEHHS  JOCTYIYy IO
TEXHOJIOT1i, CTBOPEHHSI HOBUX (DOpPM XyHOXKHIX TBOPIB Ta iHTerpauiro VR y my3eitHi
i ocBiTHI TpoekTH. VR Takox Moxe cTaTh €eQPEeKTMBHUM I1HCTPYMEHTOM IS
MIJBUIIICHHSI COIlalbHOT OO0I3HAHOCTI, OCKUIBKM HOro MOMJIMBOCTI Yy cdepi
(dhopMyBaHHs eMIATIi € YHIKATbHUMH.
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Cekuis 3
APTTEPANIEBTUYHI NPAKTUKHU Y MUCTEIBKIN OCBITI

Inna KOCAK

Kanouoam neoacociunux nayx, ooyenm,
doyenm Kagedpu npogheciiinoi ocgimu y
cghepi mexnonoziti ma OU3AUHY
Kuiscvrozo nayionanvnozo ynieepcumemy
MexHOoN02IU ma OU3AUHY,

(m. Kuis, Yxpaina)

APTTEPAIISA SIK IHHOBAIIIMHA TEXHOJIOI'ISI TBOPUOT'O
CAMOBHUPAKEHHS TA NIITPUMKHA MEHTAJIBHOT'O 3JIOPOB’SI
OCOBHUCTOCTI I YAC BIMHHA

Anomauia. Poszensinymo cyyacHi apmmexuonocii, 30Kpema pi3Hi 8uou
Mucmeymaea, sIKi BUKOPUCHOBYIOMbCA Ol nepeoadi nouymmie ma emoyiu ao0uHuU,
Wo 8uxooumv 3a medxci mpaouyiunoi mucmeywvkoi ocgimu. OCHOBHUMU DYHKYIAMU
YUx apmmexHoIo2il MOJCHA 68adcamu mMaki: po3eusaroya (po3eumox yeazu,
nam’sami); perakcayituna (3HUMCeHHs ma/abo 3HAMms eMOYiuHol Hanpyeu); 6UX08HA
(nposie  ocobucmocmi 8 HNeBHUX Ccumyayisax);, KOMYHIKamueHa (00 €OHaHH: 8
Konekmug). Apmmexnonozii donomazaome opmysamu ocodbucmicmo, ii c8imouso,
ocummesi cmpameeii ma cyenapii. Cyuacui apmmexHono2ii 0armv 3M02y
MAKCUMATbHO MOOLNIZy8amu meopuuti nomenyian OUmMuHu ma 3HAUmu cnocoou
MBOPU020 CAMOBUPANCEHHS, SKI HauOLibule GION08Ii0aArOmMs ii MONCIUBOCMAM |
nompeoam. Huni apmmepanis € diesum 3aco00m niOmpumManHs NCUXivHo20 300p08 s
He uwe dimeti ma nioNimKia, a ti O0POCL020 HACENeHHS KDAiHU.

Knrwouoei cnosa: apmmepanis, izomepanis; kazxomepanis, meoiaapmmepanis,
OCBIMHI MEXHONO02IL.
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ART THERAPY AS AN INNOVATIVE TECHNOLOGY OF CREATIVE

SELF-EXPRESSION AND SUPPORT OF MENTAL HEALTH THE PERSON
DURING WAR
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Annotation. This paper examines contemporary art technologies, particularly
various types of art used to convey human feelings and emotions beyond the
framework of traditional art education. The main functions of these art technologies
include: developmental (emhancing attention and memory),; relaxation (reducing
and/or relieving emotional tension); educational (expressing personality in specific
situations); and communicative (building group cohesion). Art technologies assist in
shaping an individual’s personality, worldview, life strategies, and scenarios.
Modern art technologies allow for the full mobilization of a child's creative potential
and help identify the most suitable means of creative self-expression according to
their abilities and needs. Today, they are an effective tool for supporting the mental
health of not only children and adolescents but also the adult population.

Keywords: art therapy, isotherapy, fairy tale therapy, media art therapy;
educational technologies.

HecTabinbHUil pPO3BUTOK CYYacHOTO COLIyMYy, CHPUYMHEHUH NaHAEMIEIO
COVID-19 Ta noBHOMacmITabHUM BTOprHEHHSAM 24 sroToro 2022 poKy pocCiiiChKOro
OKyMaliifHOT0 BifiChKa Ha TEPEHU HAIIOi JEep>KaBH, BKIIOYAE COII1aIbHO-EKOHOMIYHI1
Herapasiu, BIJICYTHICTh YNEBHEHOCTI B 3aBTPAlIHBOMY [HI, NPU3BOAMUTH [0
3pOCTaHHsl HAaCWJIbCTBA B CYCIIJIBCTBI, MAacOBOI'O BIAIUIMBY JIOJEH 3a KOPJIOH Ta
3pOCTaHHsI BIJICOTKA Maio3a0e3MeueHX BEPCTB HACEICHHS. . .

Mu BCi HaMaraemMoch aJanTyBaTUCSA 0 HOBUX peatiil 1 1ed mpolec caM Mo
co01 J0BOJI1 OOJICHUHN, 00 CYNIPOBOIKYETHCS PETYIAPHUMU TPAaBMYIOUUMU HOISIMH,
TPUBOXKHICTIO, cTpecoM. Lle cTBoproe n0JaTKOBE HaBAaHTAXEHHS Ha HECTaOUIbHUI
ncuxoeMoIiiauil cran moged. KoxkeH 13 Hac miykae crociO, SKUA JTOMOMOXKe
«310patu cedbe AOKyNH», IKUMOCh YAHOM YIOPSAKYBAaTH CBO€ >KUTTS Ta BIAHOBHUTH
BHYTpIlIHI pecypcu. OJHI HamararThCs TMOBEPHYTH OYJIEHHI pUTyaldH, 1HII —
PEryJIIpHO MPaKTUKYIOTh JIUXalbHI TEXHIKH, a € i Ti, XTO «BUJIUBAE», CAMOBHUpAXKAE
CBOi J[YMKH Ta MOYYTTS 3a JIOMIOMOI'0OK0 MUCTEIITBA Ta apTTepanii.

JloHenaBHa apTTepamnisi 3aCTOCOBYBaJIacs BHUKJIIOYHO Yy ICUXOTEpaneBTUYHIN
MPaKTUIll 1 BU3HAYAIACs SIK METO/I JIIKYBaHHSI HEPBOBUX Ta MCUXIYHUX 3aXBOPIOBaHb
3aco0aMu MHCTEITBA Ta caMOBUpaxeHHs B muctentsi [1, c. 41]. Ta octanHiM yacoMm
3pOCTa€e CTPIMKHUM 1HTEpeC A0 KOMILIEKCHOTO 3aCTOCYBAHHS PI3HUX BUJIB MUCTEIITBA
JKUTTS, JISTIBHICTD, TBOPYICTD, MIOBEAIHKY TOIIIO.

Hawm iMnonye nymka O. Copoku, sika BU3HAYa€ «apTTEpamiio K 1HHOBAI[IHHY
OCBITHIO TEXHOJIOTIIO “JIKyBaHHS~ 3aco0aMu 0O0pa30TBOPYOrO MHUCTEIITBA, a CaMe
MaJlfOHKOM, Tpadikol0, >KUBOMHCOM, CKYJIBITYPOIO JUIsi TapMOHIMHOTO PO3BUTKY
ocobucTtocTi. SIK JOmOMIkHI 3aco0U B apTTeparii BUKOPUCTOBYIOTh apTTEXHOJOTII:
MY3HKYy, Ka3Ky, TaHelb, rpy, apamy Ttowmo» [5, c.34]. Tox HuHi nenani Oiiablie
MOIIMPIOETHCSI HOBUM HAmpsiM apTTepamnii — MeJaroriuHuii, mo nepeadaydae
KOPEKIIMHO-TIeIaroriyHy AisJbHICTh MEAaroriB, Tak 3BaHEe IEJaroriyHe JIIKyBaHHS,
MpornaryBaHHs 3J0pOB’SA30€peXyBaJlbHUX IIIHHOCTEH Yepe3 3aco0M XYI0XKHbOI
nisnbHOCTI Ta mucTenTBa. Ha mymky I[laBna ["'opHocTasi, caMme MUCTEIITBO Ja€ 3MOTY
BUMTH Ha CHUMBOJIbHHI pPIBEHb OIpPALIOBAHHS TPAaBMH, IO CIPHUSE MOAOJIAHHIO
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3aXMCHUX MEXaHI3MiB, TMOJIOJIAHHIO «I103aMEKHOI0 TallbMyBaHHS, TUIBKA Ha pIBHI
KOJIEKTUBHOI MCcuxikmy» [3, ¢. 21].

[TonsTTs «aprrepamnis» B HAyKOBO-NEAArOTIUHIA JITEpaTypl TIYMAauyUThCA SIK
TypOOTa MpO MO3UTHUBHE E€MOILIHE CAMOMOYYTTS 1 MCUXOJOTIYHE 3/10POB’Sl TUTUHU
YU KOJIEKTHBY JITEH 13 BUKOPUCTAHHSIM 3ac00iB XYJIOXHbOI issibHOCTI [4, c. 7].
Konuce noHsTTs aprrepanii 3BOAMIOCS 1O NPAKTUKYBAaHHS TaKUX BHJIB TBOPUYOCTI,
AK MalltoBaHHs, Tpadika Ta miruieHHs. [Ipore cywacHa aprreparis mpeacTaBieHa
0e3/1144I0 CyyacHUX TEXHIK, cepel SIKUX 130Teparnid, Oi0miorepanis, My3UKOTepartis,
Tepanis poTtorpadiero, KazkoTepanis, My3UKOMaJIIOBaHHS, MelaapTTepaltis TOLIO.

Ha npakTuyHuX 3aHATTAX 13 AUCHMILUIIHE «APTOCBITHI TEXHOJIOTI» 3700yBayl
BUIOI OCBITH KHIBCHKOr0 HaIllOHAJIBHOIO YHIBEPCUTETY TEXHOJOTIA Ta Jau3ailHy
HaOyBalOTh 3HaHb 1 BMIHb BHMKOPUCTAHHS TEXHIK apTrepamnii s JOCSITHEHHS
MO3UTUBHUX 3pYLIEHb B IHTEJIEKTyaJlbHOMY, IICUXOJOTIYHOMY, €MOLIHHOMY
PO3BUTKY 3HaHb AITEH Ta MITITKIB (Man. 1).

Mann. 1. [IpakTuyuHi 3aHATTS 3 AUCUUIUIIHE « APTOCBITHI TeXHOJIOT1(» B KHiBChbKOMY HalllOHAJIbHOMY
YHIBEPCHUTETI TEXHOJIOTIH Ta AU3aiiHy.

OpHuM 13 HAWMOIIMPEHIIIWX BUAIB apTTeparnii, M0 ONaHOBYIOTh 3700yBadyi
OCBITU B MEXax JIaHOi JUCIHUIUIIHM, € i30Tepamia (MaltoHKoBa Teparis). Lle moxe
OyTu, [0 TpUKIANy, IHTYiTUBHMI JKMBONUC, MeAMTaTHuBHA rpadika abdo
MaHJ1aJIoTeparnis.

Inmyimuenuii scugonuc — niaBU aOCTPAKIIIOHI3MY, CIIOCIO MAJIFOBATH TaK, SIK
BI/IUYBAa€Ill, MEPEHOCUTH CBOI €MOLIi Ta MOYyTTS Ha mamip, noiotHo. [Ipu npomy
MOKHA MaJllOBaTH HE JIMIIE 3a JOMOMOIOI0 IEH3JIMKA, a HaBITh MPOCTO MHaNbISIMHU,
NOJOHSAMU. TakTWibHI BIIYYTTS BIUIMBAlOTh HA HEPBOBY CHCTEMY JIHOJUHHU.
[TanburkoBe MaJIFOBAaHHS MOXHA PO3TJISJATH K FapHUM pedIeKTOpHUI Macax, aJiKe
Ha JIOJIOHSIX € TEeBHI TOYKHM, MOB’S3aHI 3 OpraHaMu Tuia. Macaxyrouu iX, MH
MO3UTUBHO BIIMBAEMO Ha CTaH OPTraHi3My 3arajioM.

Meoumamuena zpaghika — 1e CTBOpPEeHHS TpadiyHOTO MaJIOHKA, IO
CKJIQZa€ThCsl 3 MpoManboBaHUX JiHIK. [loaiOHa TexHika crpuse Po3BUTKY JApiOHOI
MOTOPHKH Ta MiIBUIICHHIO KOHIIEHTpAIlii YBaru.
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Ka3zkomepania — meToj TICUXOJIOTTYHOT KOPEKIi OCOOMCTOCTI JAWTHHHU 3a
JOTIOMOT'OI0 YWTaHHA / MPOCIYXOBYBAHHS CHEIalbHO MiIIOpaHUX TEKCTIB HAPOJHOT
danTacTiyHOi Tpo3u abo0 JITepaTypHUX Ka3koBMX TBOpiB. DaxiBui pagsdrhb
BUKOpPUCTOBYBATH LIeW BHJ apTTepamii mij 4yac nepeOyBaHHA niTeid B ykputTTi. Lle
JOTIOMO3K€e M MOJI0JIaTH CTpax Ta JUCKOMDOPT.

Meoiaapmmepania — CTBOpPEHHs aHIMAlIHUX (QUIBMIB 3a TEXHOJOTIEI0
MOKaJPOBOi 3MOMKH, MOXKE 3aCTOCOBYBATHUCS 3 IITbMM Ta MiJIITKaMU. AHIMALls Ja€
3MOTy HE MPOCTO OTPUMATHU PECYpPC BiJ TBOPUOrO MPOLECY, & i ONpaloBaTH BIACHI
NEepeKUBaHHSA, BIIHOBUTHU T[ICHXIYHE 3J0pPOB’s, OTPUMATH MIATPUMKY dYepes
yno100aHHs Ta KOMEHTapi Mmiciig po3MilIeHHs QUIbMIB y Mepexi [2].

BucHoBoOk. ApTTexHosOrii jgonomaratotb (GOpMyBaTH OCOOHUCTICTb, i
CBITOIJISIZl, >KUTTEBI CTpaTerii Ta CIEHapii, HaBYalOUM JIIOAUHY OYTH TBOPIIEM
BJIACHOTO JKUTTA, NAIOTh 3MOry MAaKCHUMajibHO MOOUII3yBaTH TBOPYMM MOTEHIlIAN
OUTUHU Ta 3HAWTH TI CHOOCOOM TBOPUYOTO CaMOBUPAXEHHS, SKI HalOLIbIIe
BIJIMOBIJIAIOTH 11 MOKJIMBOCTSM 1 HOTpedam.

Humni, mig yac BifiHM, MHUCTEITBO € HE JIMIIE JIEBUM 3aCO0OM TMiJITPUMAHHS
MEHTAJIBHOTO 3/I0pOB’sl YKPAiHCHKOI'O HApoAdy, a il cTae moyieM A Mi)OTBOPYOCTI:
Cy4yacHi Mi(u CTaHyTh OCHOBOIO (hOpMYBaHHS LIHHICHO-CMHUCIJIOBOI chepru MailOyTHIX
MoKoJiHb. ToOOTO MHCTENTBO HaJa€e OCHOBY [Jisi 3MIIHEHHS I[IHHOCTEH
B3a€MOIIITPUMKH, BIJITAHOCTI, CTINKOCTI, CAMOIOKEPTBHU, T€POi3My TOIIIO.
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Pycnan CABYEHKO

3006y6au axosoi nepedsunyoi oceimu

bepecmuncoxuii nedazoziunuti gpaxoeuti Koaeonc

Komynanvnoeo 3axnady «Xapkiecoka eymanimapHo-nedazo2iuHa akaoemisiy
Xapxiscokoi obnacHoi paou (m. Xapxis, Yrpaina)

Ceimnana IIACI'YHHK

Buknaoau Bepecmuncbko2o nedazo2iunoco ¢axoso2o Koneoxcy
Komynanvnoeo 3axnady «Xapkiecoxa eymanimapHo-nedazo2iuHa akaoemisiy
Xapxiscokoi obnacnoi paou (m. Xapxis, Yxpaina)

Jwomuna CABYEHKO

Kanouoam neoacociunux nayx, ooyenm

Komynanvnoeo 3axnady «Xapkiecoka eymanimapHo-neodazo2ivHa akaoemisy
Xapxiscokoi obnacnoi paou (m. Xapxis, Yxpaina)

APTTEPAIIIA Y POBOTI 3 IITBMHA

Anomauia. Mucmeymeo — HeUOUMULI MICMOK, WO NOEOHYE 08A NPOMULEHCHI
ceimu: ceim ¢panmasii i ceim peanvnocmi. Yacmo maemui b6adxcanus, nioceioomi
NOYYmms ma emoyii 1e2uie GUKIACMU 8 MBOpYOCmi, Hixc ) crogecHiu gopmi. Tomy
OCMAHHIM YACOM B8eNUKOI NONYIAPHOCMI HADY8ae Memoo NIKY8AHHA 3d 00NOMO20I0
XY0024CHbOI meopuocmi, abo apmmepanisi. Apmmepanisi — 0OUH i3 HAUM AKWUX I
800HOUAC HaUeAUOWUX Memodi8 6 apceHali ncuxonozie. @opma, konip ma iHwi
Xapakxmepucmuku NnpoOyKmie MmeopuoCmi MONCYMb He Juuie pPO3KPUMmu ICMUHHI,
CNIUOUHHT OANCAHHSA, CMPAXU, 8IOHOULEHHS 00 KO20Cb a0 00 Y020Ch, HACMPIL y OaHUll
MOMeHm, a U 6NIUHYMU HA NCUXONO02IYHO-eMOYIHUL Mma PI3UYHUL CIAH.

Kniowuosi cnosa: mucmeymeo;, apmmepanisi; ocobucmicms;  XYOOI*CHI
30i6HOCMI Ma 0Opazomeopue MUcmeymao.
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ART THERAPY IN WORKING WITH CHILDREN

Annotation. Art is an invisible bridge connecting two opposite worlds. the
world of fantasy and reality. Secret desires, subconscious feelings and emotions are
often easier to express in creativity than to express them in verbal form. Therefore,
recently, the method of treatment with the help of artistic creativity, or art therapy, is
gaining great popularity. Art therapy is one of the softest and at the same time
profound methods in the arsenal of psychologists. The shape, color and other
characteristics of creative products can not only reveal true, deep desires, fears,
attitudes towards someone or something, the mood at the moment, but also affect
one&#39;s psychological, emotional and physical state.

Key words: art; art therapy, personality, artistic abilities and visual arts.

MucTtenTBo 1 Tepamis MarOTh cHiibHE KopiHHA. KokeH 13 Hac TBopeup, a
TBOPYICTh NIPUHOCUTh HAM BEJIMYE3HE 3a/I0BOJICHHS. Y TBOPUYOCTI JIOJUHA OTPUMYE
0arato MOMKJIMBOCTEH, 1100 BHUCIOBUTHUCS, BUPA3UTH CBOi MOYYTTS Ta E€MOLi.
ApTtTepamnis — OJuH 13 Halle()eKTUBHIIUX CIOCOOIB POOOTH 3 KIIEHTAMH OYIb-IKOTO
BIKYy 1 3 OyJb-SKUMM MOPYIICHHSIMH, IPH I[OMY JJs OCOOHUCTOCTI — L€ CIOCIO
CaMOPO3KPUTTSI, CAMOBUPAXKEHHS, PO3BUTKY Ta IJISAX J0 BIACHOI rapMOHI3allii.

Sk camocTiiHa raiay3b TEOPETUYHUX 3HAaHb Ta MPAKTHUYHOI MJISIIBHOCTI
apTTepanis ctaina (QopMyBaTUCA Ha CTHMKY Hayku 1 mucrenrBa B 40-Bi poku XX
cTonitrs. Mloro 1mouaB BUKOPHMCTOBYBATH OPMTAHCHKMI JiKap i XyJOXKHHK Ajpian
Ximn. Huni aprrepanis («arttherapy», B OyKBaJbHOMY 3HAU€HHI IILOTO TEpMiHA
O3HAYa€ JIKyBaHHS OOpPa30TBOPYMM MUCTELTBOM) — L€ QYK€ IJIACTUYHHUI HampsM
MCUXoTepanii, M0 aKTUBHO PO3BUBAETHCS 1 PO3LIUPIOE chepy CBOrO 3aCTOCYBaHHS.
Metoau 1 TeXHIKM apTTeparii akTUBHO BUKOPUCTOBYIOTHCS B MEIUIIMHI, MEIArorilly,
comiaiabpHii po6oTi. OCHOBHA MeTa apTTeparii — rapMoOHi3ailisi BHYTPIIIHbOTO CTaHY
0COOMCTOCTI, BIOJHOBJIICHHS HMOT0 3JAaTHOCTI 3HAXOIHWTH OITHMAJIbLHHUH CTaH, IO
CIpUsi€e aKTUBHOMY ITPOJIOBKEHHIO JKUTTSI, HAOYTTIO pIBHOBAry.

b. KapBacapcbkuit y «lIcuxoTepaneBTUUHIN  €HIUKIONEIID» BHU3HAUYa€
apTTepamniio SIK «BUKOPUCTAHHS MUCTELTBA B SIKOCTI TEPANEBTUYHOTO YWHHHKAY.
Came aptreparisi € TpOCTUM Ta €(EeKTHBHHUM CHOCOOOM TCHXOJOTIYHOI JIOTIOMOTH,
3aCHOBAHUM Ha TBOPYOCTI Ta T'pi, 1[0 MA€ MIMPOKUIA Jl1alla30H BIKOBOT'O 3aCTOCYBaHHS
(Bi1 miTei o JiroAei moxuioro Biky). OCHOBHE 3aBAaHHs apTTEpallii MoJsArae B TOMY,
00 TMOCepeHULITBOM CHUMBOJIIB, 00pa3iB, Meradop, dYepe3 Kl 1HPopmarllis
KOJIYEThCS Ha HECBIJOMOMY pIBHI IICHUXIKH, «BUTSATHYTH» IE€BHY HOpoOIeMy, IO
3aXOBaHa 32 HUMH, COIPOEKTYBATH ii Ha CBIIOMUN PIBEHB Ta MPOMPAIIOBATH OB’ A3aH1
3 HEI0 €MOIIIi 1 IePEeKUBAHHS 1 3BUIbHUTHUCA B1J] 3aCTAPUINX YU BUTICHEHUX EMOIIIH.
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3aco0aMu TBOPYOi MISTIBHOCTI JIIOJMHA Yepe3 MOCEPeIHULTBO 00pasiB, sKi
BOHA BUKOPUCTOBYE B apTTeparii, TPAHCIIOE€ CBOE CIIPUMHATTS CBITY 1 CTaBJICHHS 10
HbOTO. Byjab-sika TBOpYa NIsUIbHICTh — TEpaneBTUYHA MO CYTI Ta Joromarae ocoodi
MPUIHATHUM JJIsl COLIIyMY CIOCOOOM 3HSTH HAmpyry, 110 B Hei Harpomaauiaacs. Y
MPOJyKTaX TBOPUOCTI BUTAJIMBO MEPEILTITAEThCS 1H(POpMaLis, KEpelaMH SKOi € SK
BIJIKpUTI, TaK 1 TJIMOMHHI TUIACTH JIFOACHKOT Iyli. 3aBAsKU 3acobaMm apTreparii 1 B
nepily Yepry MajlOBaHHIO JIIOJMHA (HE JIMIIE TUTUHA, & W JOPOCIUN) YUUTHCS
0aunTu cBOi MpoOsieMH 300Ky, TUM CaMUM OTPUMYIOYHM MOKJIMBICTH iX BUPIIICHHS.
HakonnueHo BeNMKUN TEOPETUYHHUH 1 MPAKTHUHUNA JOCBIA Yy Tally31 BUKOPUCTAHHS
PI3HUX BHUJIB TBOPUYOCTI B TEpPANEBTUYHUX, KOPEKUIMHUX Ta pPO3BUBAIOYUX LIJIAX.
Huni nig aprrepami€lo B IMIMPOKOMY CEHCI pO3yMilOTh BUKOPHCTAHHS BCIX BHIIB
MUCTELTB 13 JIIKyBaJIbHOI, KOPEKIIHHOIO Ta PO3BUBAIOYOIO0 METOIO.

VYyeHi no-pizHoMy 6adaTh MOKJIMBOCTI apTTeparii B MCUXOJIOrIi Ta MCUXIaTpii.
Tak, nanpuknaa, E. Kpamep [4] BBaxama 3a MOXJIMBE [OCSITHEHHS MNO3UTHUBHUX
e(eKTIB HacaMIiepe]l 3a PaxyHOK <«3IUIIOIOYHUX» MOMJIMBOCTEH CaMOro Mporecy
XYJ0KHbOI TBOPYOCTI, LIO0 JAa€ 3MOTY BHCIOBUTH, 3aHOBO MEPEKHUTH BHYTPIIIHI
KOH(MJIIKTH 1 B MIJICYMKY BUpIMUTH iX. A. XUIT NOB’S3y€ LU MOXJIMBOCTI
00pa3oTBOPUOi AISUTBHOCTI MEPII 32 BCE 3 MOKJIMBICTIO BiJIBOJIIKAHHSI MaIllEHTa BiJ
«XBOpOOIMBUX mepexuBaHb». M. HaymOypra BBakae, 10 JIOJUHA B PE3yJbTATI
XYJIOXKHIX 3aHSTh JI0Ja€ CYMHIBH B CBOill 3/IaTHOCTI BIJILHO BHCJIOBIIIOBATH CBOI1
CTpaxu, BHUCTYNAa€ B 3ITKHEHHI 31 CBOIM HECBIJOMHM 1 «pPO3MOBII€» 3 HHM Ha
CHUMBOJIIYHIN MOB1 00pa3iB.

Ak 3a3nauae A. Komutin [2], Tepamisi MHCTEHTBOM 3a CBOEI MPHUPOJIOIO
paavkaibHa. BoHa moB’si3aHa 3 PO3KPUTTSAM BHYTPIIIHIX CHJI JIOJUHU 1 JA€ 3MOTY
pO3BUBATH B COOl CHOHTAHHICTh 1 BJOCKOHAJIIOBAaTH yBary, nam’siTb, MUCJICHHS
(KOTHITMBHI HaBWYKH); BUBUYUTU CBIM JKUTTEBUUA JOCBIJ 13 HE3BUYAMHOIO paKypcy;
HABUYUTHUCS CIUJIKYBAaTHCS Ha €K30TMYHOMY DIBHI (BUKOPHUCTOBYIOUM 00pa30TBOpUI,
PYXOBI, 3BYKOBI 3aCO0M); CAaMOBUPAXXATHUCS, IPUHOCAYHU 3a/10BOJIEHHS COO1 Ta 1HIINM;
pPO3BHUBATU 1IHHI ColliaJibHI HAaBUYKU (y TpymoBid poOOTi); OCBOITH HOBI POJIi Ta
BHUSBIISITH JIATEHTHI SIKOCTI OCOOMCTOCTI, a TaKOX CIIOCTEpIraTt, SIK 3MiHM BJIACHOI
NOBEJIHKM BIUIMBAIOTh HA OTOYYIOUMX; IMIJBUIIYBAaTH CAaMOOLIHKY, IO BEAE [0
3MIIHEHHSI OCOOMCTOi 1AEHTUYHOCTI; PO3BUBATU HABUYKU NPUUHATTS PIllICHb;
po3cinaOuThcsd, BUIUIECHYTH HEraTMBHI JYMKM 1 TIOYYTTs; peani3yBaTH CBOIO
3IaTHICTH JO TBOPUYOCTI PI3HUMU 3ac00aMU, BKJIIOUAIOYU 00pa30TBOPUE MUCTEITBO.

YacTo B HAayKOBO-NEAArOTriyHINA IHTEpHpEeTallii apTTepamnis pPO3YMIEThCS SK
TypOOTa PO eMOoIliiiHe CaMOMOYYyTTs 1 TICUXOJIOTTYHE 3/I0POB’ sl OCOOMCTOCTI, TPYIIH,
KOJICKTUBY 3aco0amMu Xyn0kHbO1 AisuibHOCTI (O. JIproxepcT-Mennok, A. KomuTis,
JI. JlIeObeneBa, A.CuzoBa Tta iumi). Ilemaroriude cmpsiMyBaHHsI apTTeparii Mae
HEKJIIHIYHY CIIPSIMOBAHICTh Ta PO3PAaXOBaHE SIK HA MOTEHIIIITHO 3I0POBY OCOOUCTICT,
TaKk 1 Ha OCOOUCTICTh 3 OCOOJMBOCTSIMU Yy PO3BUTKY. Y UHCICHHUX 3apyOiXKHUX 1
BITUM3HSAHUX JOCIII)KEHHSAX 3a3HAYAETHCS, L0 apTTeparisi He Ma€ MPOTUIIOKA3aHb.
Ha nymky JI. Jle6eneBoi, Oyab-sika JIFOJMHA HE3aJEeKHO BiJ KYJbTYpPHOTO JOCBIY 1
XYIOXHIX 3[1I0HOCTEd MOXe OyTH y4YaCHUKOM apTTepaneBTUYHOro mpouecy [1].
[lentpanbHa ¢irypa B apTTepaneBTUYHOMY MPOLIECi — OCOOUCTICTh, SIKa MparHe .10

83



CaMOPO3BUTKY Ta PO3LUIUPEHHS /1ama30Hy CBOiX MOKIIMBOCTEH.

Jnst BusiBneHHs €(EeKTUBHOCTI apTTEepaneBTUYHOTO METOJy B 30aradeHHi
COLIIOKYJIBTYPHOI'O TOCBITy MOYKHA BUIIJIUTH TaKl KpUTEPIi:

1. MoTtuBamiiHO-1{1HHICHUA (MO3UTHBHE eMOIlliiHE CTaBJICHHS 110
apTIIsIBHOCTI, MparHeHHs 1 0akKaHHS MOJIMIIUTH SKICTh XyJA0XKHIX 3HAHb Ta BMIiHb,
MPOYKTUBHICTh, PIBEHb CAMOCTIMHOCTI, aKTUBHICTh Ta BIEBHEHICTbh y CO01);

2. KorniTuBHMI (3aCBOEHHSI XYJIOKHIX ySIBJI€Hb, 3HaHb NP0 pi3HI BUIU
MHUCTEUTBA 1 CHOCOOM 3IIMCHEHHS apTALSUIBHOCTI; C(OPMOBaHICT, MHOTPEOH B
CaMOCTIMHIN Mi3HaBaJbHIA AKTUBHOCTI; 3JaTHICTH 3amaMm’sITOBYBaTH 1H(oOpMaIiio,
MOPIBHIOBATH, aHAJI3YBATH);

3. disnpHICHUN  (3aCBOEHHS  MPAKTHMYHOIO  JIOCBIY B  KOJEKTHUBHIN
apTIIsIIBHOCTI, TOCBIAY TBOPUYOi Ta KOMYHIKATHUBHOI JISJIbHOCTI; BHECOK Y CHUIbHY
JUSTBHICTh 1 TICHXOJIOTIYHY aTMoc(epy KOJIEKTUBY, CTYMiHb aJalTOBAaHOCTI B
KOJICKTHBI).

VY JOWKUIBHOMY BILll 3aCTOCOBYIOTH TPYINOBI Ta I1HAUBIAyalbHI (QopMuU
apTTepanii BIJMOBIIHO JI0 MOCTaBJIEHUX 3aBJaHb. |HIMBIAyadbHA apTTEpamis MOXe
TPUBATH KUIbKa MICSLIB 1 HaBITh POKiB. ['pynoBa aprrepamnis gornomarae: po3BUBaTH
colllaJibHI ¥ KOMYHIKaTMBHI HaBUYKM; HAJaTH B3a€EMHY MIATPUMKY 4I€HAM TIpyIu i
BUPILIUTH 3arajibHi MNpoOJIeMH; CIIOCTEPIraTH 3a pe3yJibTaTaMU CBOIX Al Ta iXHIM
BIJIMBOM Ha IHILIHKX; 3aCBOIOBATH HOBI POJI1 1 BUSIBJISTH JJATEHTH1 (MPUXOBaH1) SIKOCTI
OCOOMCTOCTI, CHOCTEpIratu, K MoAu(iKalis poJbOBOI MOBEAIHKM BIUIMBAE HA
B3a€EMHUHMU 3 IHIIMMM; HIJBULIYBAaTH CaAMOOLIHKY 1 BECTU 10 3MIIIHEHHS OCOOMCTOT
1IEHTUYHOCTI; PO3BUBATH HABUYKHU IPUUHSTTS PILLICHb.

[lepeBarm  BUKOpUCTAaHHSA  apTTepamii 3  JOLIKUIbHUKAMH:  MPOCTOTA
3aCTOCYBaHHsI TEXHIK; BHUCOKMH I1HTEpec y AITell 10 mpouecy apTrepanii; BHCOKa
e(eKTUBHICTh Tepamnii; BIACYTHICTh MPOTUIIOKA3aHb J0 3aCTOCYBAHHS (KPIM Ba)KKHX
NCUXIYHUX MOPYLIEHb, TAKUX K PO3JaAU CBIJOMOCTI, MaHi1aKaiabHe 30y1KeHHs). s
e(eKTUBHOCTI poOOTH CeaHCH apTTepanii MOBMHHI HOCUTH CUCTEMHHUN XapakTep,
OyTHU peryJsipHUMH.

Metonamu aptTepamnii 3 JITbMHU JOIIKUIBHOTO BIKY €: 130Teparis, IMICKOBa
Teparisi, MICKOBa aHiMallis, irpoBa Teparis, Ka3KoTepamis, My3U4Ha Teparmis,
KOJIbOpOTEpaIisi, TaHIlOBaJbHA Tepalis, JsbkoTepaniss. lle crpuse po3BUTKY
NpiOHOI MOTOPHUKHM; 3HATTIO ICUXOCOMATUYHOI HANpYTd; PO3BUTKY MOBJIEHHS Ta
daHTa3ii; 3HWKEHHIO PIBHS TPUBOXKHOCTI, arpeCUBHOCTI, IMITYyJIbLCUBHOCTI; CHpPHUSE
rapMOHI3aIlii 0COOMCTOCTI; MIIBUIIIEHHIO CAMOOITIHKH.

JIns ManeHbKUX JiTed OyJb-sfiKe 3aHSATTA TBOPYICTIO — II€ 3aBXKIU BECEIO,
MPUEMHO Ta KOPUCHO JIJIS PO3BUTKY K APIOHOI MOTOPUKH, TaK 1 BUIIUX MCUXIYHUX
GyHKIIM, ane apTTepamis — 1€ HE JMIIE BCe Te, 10 Ha3BaIM. MeToau aprrepamnii
JIOTIOMOXKYTh BHPIIIUTA 0araTo TMCUXOJIOTIYHMX MPOOJIeM AOIMIKUIbHUKA: 3HU3UTH
piBEHb TPUBOXKHOCTI, arpeCUBHOCTI, IMITYyJIbCUBHOCT1, JOIMOMOXYTh TapMOHI3yBaTU
NICUXIYHUW CTaH, 3HITU IMCUXOCOMATUYHY HAIpyTy, MIJAHITH PIBEHb CaMOOIIHKH,
NoAO0JIaTU JAUTSAYl CTpaxyu Ta 1HII TpyaHoul. Meroau aprrepamii  4acto
3aCTOCOBYIOTh Y KOPEKIIT MI’)KOCOOUCTICHUX CTOCYHKIB Y AUTSYOMY KOJEKTHBI, CiM’1
TOILIO.
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VY mporeci aprreparii BiI0yBaeThCsl 3LUUICHHS MCUXIKU 1 MapalielbHO JAUTHHA
3HAMOMUTHUCS 3 HABKOJIMILIHIM CBITOM, ()OPMY€ IMO3UTHBHE CTaBJIEHHS JI0 HBOTO.
Texniku aprrepamii MNpaiolOT, Ha HeBepOaJbHOMY pIiBHI, TOMYy IX J00pe
3aCTOCOBYBATH 3 JITbMH, SIKI TIOTAHO TOBOPATH. Lle akTyanbHO AJig A1arHOCTUKU Ta
niJ yac kopekiii. OKpeMo BapTO CKazaTH Mpo poOOTYy 3 €MOLIMHUM KOMIIOHEHTOM
MICUXIKU ]l Yac 3aHATh apTTeparielo. 3aHsATTSA JOMOMaraloTh MajllokaM BUpaXaTH
CBOI €MOllii, MOYYTTS BUKOPUCTOBYIOUM MAJIIOBAaHHS, JIIJICHHS, ITPU 3 PI3HUMHU
BUJAMU MICKY Ta IHIIMMHU MaTepianamu. Yepe3 MalllOHOK, Ka3Ky apTrepamis Jae
BUX1J BHYTPIIIHIM KOH(IIKTaM 1 CWJIBHUM €MOIIisIM, YCyBa€ CTpax, AOIOMAarae
3pO3yMITH BJIAacHI MOYYTTA 1 NEPEKUBAHHS, CIPUSE MIABUIICHHIO CAaMOOIIHKH,
po3cinabieHHI0, 3HATTIO HAampyr 1, 3BUYAHO 3K, JIOOMara€ B PO3BUTKY TBOPYMX
3110HOCTEN.

Takum yuHOM, apTTEpamisi COpHsie CAMOBUPAKEHHIO 1 CIIPSAMOBAHA HA 3I[IJICHHS
MICUXIKU JUTUHU, PO3IIUPIOE i1 0COOMCTUI JTOCBIJ, aKTUBI3y€E TBOpUl pecypcu. Bona
JorioMarae JUTHHI TOJ0JaTH EMOUIMHUN Oinb, TpaBMyIOYl CHTYallii, arpeciio,
TPUBOXKHICTb, CTpPaxu, BIOPATUCS 3 TPYIHOILAMH, BIJIKOPUTYBaTH HETraTUBHI
MOBEIHKOBI MPOSBU. 3LUIIOI0YUM (AKTOPOM € caM IpOLeC TBOPUOCTI, CIIOHTAHHE
CaMOBHUPaKEHHS.
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Ceimaana MIXHO

Cmapuwuii suxnaoay kageopu epaghiunoco ousaiiny
Gaxyromemy ousaviny Kuiscokoi depocasnoi akademii
0eKOpPamuBHO-NPUKIAOHO20 MUCTEYMBA

i ouzauny imeni Muxaiina bouuyka (m. Kuis, Yxpaina)

KOJIIP SIK CKJIAJJOBA APTTEPAIIEBTUYHOI IPAKTUKH
MHUCTEIBKOI OCBITH

Anomauis. Ob1pyHmogyemucsi O0oyinbHicmb KOJIOPUCTNUYHUX
apmmepaneemudHux npaxmux. Lle memoo, sakuil donomazac 3000y8ayvy MucmeybKoi
0Cceimu 2apMoHi3y8amu co 0codbucmicms i MAKCUMAIbHO DPO3KPUMU MEOPUULL
nomenyian. Cnputinamms 1100UHOI0 KOIbOopy Micmums 6azamo inmyimusnoco. Tomy
BUKOPUCMAHHA ~ NPAKMUK  KOAbOpOmMepanii  CNpus€  GHYMPIWHINU  YLIICHOCMI,
ONMUMIZYE HABYAILHULL NpOYec i CMBOPIOE YMOBU Ol NPOECIliHO20 3POCMAHHSL
MaboymHvo2o paxisys.

Knwuosi cnoea: «xonip;, mucmeymeo;, KOIbOPOMepanisi, apmmepanis,;
HAUANILHUL NPOYeC, apmmepanesmudna npakmuka, Mucmeybka oceima.
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COLOR AS A COMPONENT OF ART THERAPEUTIC PRACTICE OF
ART EDUCATION

Annotation. The work substantiates the expediency of colorist art therapy
practices. This is a method that helps the student of art education to firstly harmonize
his personality and maximize his creative potential. Human perception of color
contains a lot of intuition. Therefore, the use of color therapy practices contributes to
internal integrity, optimizes the educational process and creates conditions for
professional growth of the future specialist.

Key words: color; art; color therapy, art therapy, educational process, art
therapy practice, art education.

JIaBHO B1IOMO, IO KOJIbOpOTEpamisi Jay>Ke KOPHCHA Jisl JIIKyBaHHS MEBHUX
NCUXIYHUX 1 PI3MUYHUX MposiBiB. Takok BOHA MOJIMIIYE Mam’siTh, yBary, (haHTa3ito
TOII0. ¥ MHUCTEUTBI BUOIp KOJILOPIB HA KapTHHAX ab0 mpeaMeTrax Iu3aiHy Biairpae
BAXKJIMBY POJIb Y CTBOPEHHI O€3MPEAMETHOTO €MOIIHHOro (oHy, MEBHOTO 3B’SI3KY
MK XyIOKHUKOM 1 risigadeM. Pi3H1 BIATIHKHM, TOH Ta SICKPaBIiCTh, IK HOTH B MY3HII],
MOXYTh BUKJIMKATH PI3HI MOYYTTSA Ta acollialii, CTBOPIOIOYM YHIKaJIbHI €HEprii 1
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He3a0yTH1 BpakeHHs. Lli >kuTTenaitHi eHeprii HIJTKOM MOKHA BHUKOPHUCTOBYBATU SIK
CKJIQZIOBY MHCTELIbKOI OCBITH. BaxinBo, 1mo0 mpoiiec 3aCBOEHHSI 3HaHb MPOXOJUB
Mo3UTUBHO. TuMm Ounblne 3700yBad MHUCTEILKOI OCBITH Ma€ caM cTaTu (haxiBIeM
MPOJIyKyBaHHA MOJIOHUX apTo0’ekTiB. ApTrepamis — 1€ 3acid BUIBHOIO
CaMOBUP@XXEHHS 1 CaMONI3HAHHS. A JIOJMHA, KA HaJlalITOBaHAa MO3UTUBHO, MO-
IHIIOMY OIIIHIO€ HABKOJIMIIHIM CBIT, MO-1HIIOMY KOMYHIKY€E 1 3aCBOIO€ 1H(pOpMaILliLo,
BOHA BHYTDIlIHO TBOPYO PO3KYTa. lif JIeriue NaeThcs HECTaHAAPTHE BUPILICHHS
CKJIaAHUX a00 OJHOMAaHITHUX HayaJdbHUX 3aBlAaHb. Koip Biairpae mpu upomy Jyxe
BaXJIMBY POJIb K MOJPa3HUK 200 JOTHUKAY 10 €eMOLIMHOro QoHy.

Tema MDKIMCUMIUTMHAPHOTO B3a€MO3B’A3KY CBITJIA, KOJbOPY, 300pa)kKeHHS,
MY3UKH Ma€ AyXe JaBHIO icTopito. TpaguiiiHO TOBOPSATH TUIBKUA MPO CiM 0Oaps
Becenku. lle HaBOAWTH HA AaHANOTII0 3 MY3MYHMMHM HOTaMu. MHCTEUTBO3HaBLI X
po3riAalTh 12 KOJBOPIB XPOMATUYHOTO Kpyra. ApXIiTEeKTOp 1 My3ukaHT duopiaH
IOp’eB pocnimkyBaB aBTOPCbKY KOHIENII0 «My3UKH KOJIbOPY», 3TIHO 3 AKOKO €
OpUTiHAbHA «KOJHOPOBA rama» 3 16 KoJabOpiB Ta CMOCIO 3aMucy NapTUTYpH, 1O AA€
MOIITOBX JJI LIMPOKOTO CIIEKTpa MipKyBaHb 1 TBOpUUX Moumykis [1, c. 5-6].

VYV nedakux AUCHUIUIIHAX KOJBOPOBE pILIEHHS HE € TOJIOBHUM 1 MPSIMO HE
HaJeXUTh JO BHUKOHAHHS (PAXOBHMX HABYAJBHUX 3aBJaHb, ajleé € JOJATKOBUM
€JIEMEHTOM. | CiIyrye meBHOI €MOIIIHHOI0 CKIIaI0BOI0. 37100yBau MUCTEIBKOT OCBITH
TaKUM YMHOM IIBHUAIIE JIOJYYa€eThCS JO BIIBHOTO TBOPYOIO MOLIYKY Ta MpPOLECY.
Huni BaxiIMBO NOMOBHIOBaTH, 30arauyBaTh €MOILIMHUN, KpeaTUBHUN MOTEHIIAI,
AKUN 3a3Ha€e AepiuuTy Ha (OHI BOEHHUX MOJIIH, 1, TaK OM MOBHUTH, IpAIlOE€ Ha
«EKOHOM-0aTapeikax.

VY nepBiCHOMYy MHUCIEHHI c(opMyBanocs pO3YMIHHS OCHOBHHMX BHJIMMHX
KOJIbOPIB SIK KaTeropii, 1o BiI0OpakaloTh CBIT, TOOTO KOJIP MO3HAYaB 3B’SI30K MiXK
KOCMOCOM Ta JIIOJAMHOK [2]. SIKIIO MOpIBHATH JAABHBOETUIIETCHKUN Mi( Mpo
CTBOpPEHHsI CBITY 1 b101iiHUI, TO MOGAaYMMO CIJIBHE: Y NEPIIOMY — Xaoc, okeaH HyH,
3BiAKK BuioB Pa, 6or Ceitia, noaidHo 1o Toro, Ak y bibii cBiTiIO cTasio ApyruM
TBOPIHHSM CBITY (sikuii 6aunmo). Konbopu, siki Mu 6aunmo, (Hi3UYHO € JIMIIE MaJioko
YACTUHOIO €JIEKTPOMArHiTHOrO CIEKTpa.

VY pi3HHX KOHTEKCTaxX TIIyMAau€HHS KOJIbOPIB MOKe 3MiHIOBaTuCs. Hanpuknan,
YEpBOHUU — TO 3a3BHUYal KOJp MPUCTPACTI, POMAHTUKHU, €HEPrii, IKUU NMpUBEpTaE
yBary Ta BHKJIUKA€ CUJIbHI eMolii. Ane Ha (OHI CHIIBHOI HampyX)eHOCTI abo
XBUJIIOBAHHS BIH MOXE NEpPEeHUTH Ha MOuyTTA arpecii abo rHiBy. ToOTO MOXHa
MOPIBHSATH 3 HOTAMU B MY3HIIl, KOJIU «[PAEMOCS» 3 PI3HUMU CTaHAMM..

Tyr MOXHA CKa3aTH MPO KOPUCTb MDKAMCLMILTIHAPHUX BnpaB Hanpuknan,
HayKa IIpO KOMIIO3MIIII0 BXKE JaBHO CTala BaXKIMBOIO. Ii 3aKOHM IIPALIOIOTh HE JIHILE
B 00pa30TBOPYOMY MHCTELTBI, a ¥ y MY3WYHOMY, M€[ia, KIHO TOIIO. 3HAHHA 3
reoMepii TakoX IMIMPOKO BUKOPUCTOBYIOThCSA B 0ararbOX MHUCTEUBKUX cdepax. Aje
CTOCOBHO KOJbOPY HOr0 HAWCOKPOBEHHIIIY TAa€EMHHULIO Ba)XXKO OCSITHYTU TIIbKH
BIIMOBIAHUMHU TpaBuiaMu. TyT yKe «BMHUKAIOTHCS» MOUYYTTA 1 OaueHHsS CepleM.
Take po3yMmiHHA BaXKO 4YITKO copMynoBaTH. KO0 Ha MMOYaTKOBOMY eTaml
HaBYaHHS HEOOX1AHI 0a30B1 3HAHHA MPO KOJIp, TO MiJl Yac IPYHTOBHOI CEPHO3HOT
poOOTH «BMUKAETHCS» OE3yMOBHA 1HTYIlls 1 Mpolec BiaOyBaeThcsi cam coboro [3,
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c. 7]. Tomy OaxaHO MO0 KOJHOPOBOTO PIMIEHHS HAJaTH MOKJIUBICTb CTYIEHTY
o0paTu came Ty MOJENb, Ky BiH «BiauyBae». 1o MOXIMBOCTI AaTH BIAYYTH MOBHY
IHTYITUBHY «KOJBOPOBY CBOOOAY», a, HANpUKIAJd, YITKI METOAUYHI I1HCTPYKIIi
HaJ]aBaTH CTOCOBHO IHIIUX 3aBJIaHb.

CyTp KOJNBOPOBOi apTTepamii MOJsAra€e B TOMY, IO BHYTPIIIHE «s1»
PO3UMHSETHCS Y BI3yaJbHUX 00pa3ax, XyAOXKHIX KOHCTPYKIISX. YUeHb a00 CTYJEHT
(bOpMYyIOTH iX CIIOHTAHHO, HE 33AYMYIOUUCh Y TOM MOMEHT IPO KIHIIEBUH pe3ysbTarT,
0 3HAYHO 3MILHIOE TICUXOJIOTIYHE 3/0pOB’sl, BUBUIbHSE TMEBHY BHYTPIIIHIO
po3kyTicTh. [10/1I0HI BpaBu MOJIMIITYIOTh TAKOXK COI1aTbHO-TICUXOJIOTTYHUHN KJTIMAT,
MOTUBYIOTh JI0 OCOOMCTOTO 3pOCTaHHs, PO3B’A3yIOTh MPOOJIEMH ajanTaiii 10
CKJIQJTHOII[IB HaBYaHHS [4].

«UM iCHYIOTHh i MMTLS, SKUM juire QopMyeThes, Ta y cdepl ecTeTUKH
3arajoM MeBH1 Oe33anepeyHi 3aKOHU KOIbopy 1 HOro mpaBuiia, — Y1 MOXKE, eCTeTUYHA
OLIIHKA KOJIbOPY € JIMILIE BUPAKEHHSIM CyO €KTUBHOI OymMKku?» LluM mnuTaHHAM
3a/1aBaBCsl OJIMH 13 BHM3HAYHUX TEOPETHKIB MHUCTEUTBA 1 JOCIIJHUKIB KOJIbOPY
Norannec Itren (1888-1967). V Oynb-fKOMY BHIAAKY KONIp — OMHMH i3
Hal3araJKkoBIlIUX Ta HAWMOTYTHIIUMX CTUMYJIIB, SIKUA BIUIMBA€ Ha HaIll MOYYTTH,
€MOIIi1, TOBEIIHKY.

OTxe, poboTa 3 KOJbOPOM € MOTY>KHUM apTTEPareBTUYHUM 1HCTPYMEHTOM.
Konip € TuM eneMeHTOM MHUCTEUTBa, KWW BiAirpae MpPOBIAHY poOJib Yy Iepeaadi
€MOIIiid, CTBOPEHHI HACTpPOI Ta NPOOYKEHHI Bi3yaJdbHOIO IHTEPECY 1 CIYyTye
MEHTaJIbHUM PO3BAaHTAXKEHHSAM Ha BCIX €Tanax TBOPYOro Ta HABYAJIBHOT'O MPOLECIB.
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ART THERAPY — ART EDUCATION. FUSIONS AND DIFFERENCES OR
QUESTIONS ABOUT THE IDENTITY OF DISCIPLINES

Annotation. The author attempts to address the question of the similarities and
differences between art therapy and art education. She emphasizes their differences,
which are determined by the goals, methods of work, and places of implementation.
The author refers to classical literature on this topic since the formation of the art
therapy concept. She notes the possible areas of exchange between art therapy and
art education, relating to knowledge, skills, changes in attitude toward students, and
curriculum. The author emphasizes that the common foundation for such exchange
remains art itself and the human being.

Keywords: art therapy, art education, art.

Anomauia. Asmop Hamazaemvcsi 3HAUMU BION0BIOb HA NUMAHHA NPO
cxooicicmes 1 GIOMIHHOCMI Midc apmmepanielo ma apmocsimoio. Y cmammi
NIOKpecieHo pPOo30INCHOCMI MIJC HUMU, 3VMOGIEHI Yiiamu, memoodamu podomu i
MiCYsAMU BNPOBAONCEHHSA. 3POOIEHO NOCUNAHHA HA KIACUYHY TImepamypy 3 ybo2o
NUMAHHs 3 4acie opmyeanHs KOHyenyii apmmepanii. 3a3HayeHo Moxcaugi cgepu
OOMIHY MidC apmmepaniclo ma MUCMeYbKoK OCBIMOoN, WO CMOCYIOMbCS 3HAHb,
HABUYOK, 3MIH } CMAGIeHHI 00 cmyOdeHmie ma HaguanbHoi npoepamu. Iliokpeciaeno,
WO CRILHOIO OCHOBOIO 0I5l OOMIHY 3ANUMAEMbCA CAMe MUCTNEYMBO I cama TH00UHd.

Knrwouogi cnosa: apmmepanis, mucmeyvka oceima, Mucmeymeo.

The spread of art therapy around the globe is an impressive phenomenon,
which will no doubt continue in this era of instant and easy communication. J. Rubin
Interest in art therapy is growing, involving representatives from different countries,
cultures but also different professions [7]. This is particularly evident in areas where
art therapy is emerging as a profession, where art therapist education paths are being
formed, where associations are being established to bring together those interested in
this interdisciplinary way of working, which at the same time remains very much
culturally conditioned. In spite of this diversity, the unifying platform of art therapy
activities remains art with all its potential for expression, communication and
problem-solving assistance. As a result, art therapy is used both by therapists
fascinated by art and by artists discovering new possibilities of art; it is used by non-
professionals practising art for their own needs and by teachers looking for new ways
of working with pupils.

In different countries, interest in art therapy therefore has its own specific
conditions. This is manifested, among other things, in the growth of the literature,
reflected in the number of books cited in the literature, their increasing specialisation,
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“often edited or written by multiple authors, indicating an awareness of the
complexity of the particular knowledge and skills required to conduct art therapy
with different sorts of individuals in diverse settings”™ [8, xiii]. In Poland, in a country
where the profession of art therapist is not yet protected and training standards
generally binding, one characteristic is the interest in art therapy by art teachers.
Especially in those institutions, e.g. public schools, where contact with art is
curricularly limited. For many teachers, art therapy is becoming a remedy for the
crisis of aesthetic education and art education. It becomes a hidden way to increase
contact with art.

However, it must be strongly emphasised that the two areas in which art is

used, namely education and art therapy, are not identical. If we refer to the
basic definitions of art therapy, in spite of their differences, we notice that art therapy
is understood as a communication tool [1] [6, ix] and a form of psychotherapy [3]
[4,vii]. ,,Art therapy is a unique profession, in that it combines a deep understanding
of art and the creative process with an equally sophisticated comprehension of
psychology and psychotherapy” [8, xxvi] - writes Judith Rubin emphasising the
fundamental difference “between artists or teachers who provide “therapeutic” art
activities, psychologists or social workers who request drawings in their work, and
those who are trained as art therapists to do a kind of work that is similar, but
qualitatively different” [8, xxvi]. We use art therapy where help, support or
rehabilitation is needed. Whereas “education is related to knowledge, experience,
learning, and teaching. It is a process of acquiring knowledge, skills, values, beliefs,
and habits that enable an individual to develop and grow throughout their life, for
themselves or for the betterment of society” [9, 1]. This brief juxtaposition already
shows the divergence of the two practices using art in several areas. First of all: the
different aims of the work, but also the ways of working and the place where they are
carried out. While the most typical space for education is the school, it is not the
model workplace for art therapy. ,,Indeed an emphasis on artistic ability — as might be
the case when art is used primarily for recreational or educational purposes — is likely
to obscure that with which art therapy is most concerned. That is to say, with the
symbolic expression of feeling and human experience through the medium of art” [4,
4] emphasises David Edwards.

Art therapy is implemented in therapeutic, medical but also cultural
institutions. However, although school is not an advisable place for art therapy
activities precisely because of its mistaken association with art lessons, it seems
possible to create an art therapy space along the lines of the “transitional space”
described by Donald Winnicott [ 10] often cited by art therapists. This would, though,

require a change in infrastructure and approach in how art is treated - not as a
subject to be learned but as a tool to change oneself. Atkinson and Wells [2, 20] point
out that it is education and the use of a single arts-based medium that are the
distinguishing features of occupational therapy from art therapy. But on the othe
hand, the arts themselves provide the platform where art education and art therapy
meet. ,,Moreover, the therapeutic potential of the visual arts were largely relegated to
a supplementary role, often in the form of diversional, recreational or educational
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activities. Nevertheless, it was to be against this background, and within these
psychiatric institutions, that art therapy began to emerge in the UK as a distinct
profession from the late 1940s onwards” [4, 25] wrote D. Edwards. Thus, in looking
for possible areas of exchange (the entitled “fusions™) between art therapy and art
education, I would suggest focusing on several possibilities.

The first area concerns the benefits that art therapy art education provides.
Thus, primarily, a well-trained art therapist uses a variety of artistic means, is skilled
in the use of a variety of tools, techniques and methods. In this way he or she adapts
them competently to the possibilities and needs of the clients, becoming that ‘third
hand’ of which Edith Kramer wrote [5]. The metaphor of the &quot;third hand&quot;
is used to describe an art therapists functioning in the empathic service of others
through artistic competence and imagination. In addition, the result of a good art
education is also the knowledge of art history and the entire theoretical background of
artistic knowledge. This should in turn result in art therapy activities inspired by the
work of selected artists, trends in art or works of art from different eras as well as
contemporary art. The search for parallels between the clients experience in works of
art as well as in the biographies of the artists or the context of the creation of the
work is one of the most valuable and stimulating strategies for the creation of
therapeutic plans.

In turn, the opposite relation, i.e. the relation seeing the benefits that art therapy
can provide for art education, can translate into a change in the teacher-pupil
relationship, from vertical to horizontal, which lies at the basis of any therapeutic
relationship. Prioritising the following of the client, in this case the child-student, in
the face of the requirement to achieve the curriculum can contribute not only to
improving communication in school. There is also an opportunity in this to change
attitudes towards school, which can become a place for experiencing art, living it in
order to make life more beautiful, better and interesting. Diane Waller [11, 16] also
wrote about this, pointing out how important a role in the formation of art therapy
was played by artists and art teachers themselves, who, at the very beginning of the
formation of art therapy, developed their often very different approaches, drawing on
an eclectic mix of ideas and personal experiences. Their open attitude towards art and
teaching contributed to the development of the “child-centred” approach so much
forgotten in many schools focused on achieving success in rankings, examinations,
competitions.

In this context the question arises whether it is necessary to separate art therapy
from art education? Would it be possible to unite the two and create some kind of
universal approach? The answer is: ,rather not”. Because we do not always need
therapy although we always need knowledge and skills to better understand works of
art, especially contemporary art. Knowledge of art and artistic skills form the basis
for art therapy, which should, however, remain in the hands of professionals because
“a little knowledge, in art therapy as elsewhere, can be a dangerous thing. And a little
knowledge about art therapy is just that, only one aspect of a multifaceted discipline,
with almost as many possible permutations as there are practitioners. No single
instance represents the whole, yet each is part of a richly varied panorama” [8, xiv].
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However, what art therapy and art education have in common, apart from art
itself, is the human being, in all his diversity, beauty and complexity. The individual
and his or her well-being, determining the most basic and in this one common goals
of therapeutic and educational proceedings.
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”THE TOUCH OF NATURE. LABORATORY OF FORM - GRAPHICS IN
THE DRY EMBOSSING TECHNIQUE IN WORK WITH BLIND PEOPLE”

Annotation. “Touch of Nature. Laboratory of From” is a multi-sensory
project, in which hapticity regains its importance, and the created artistic graphics,
inspired by primary prints — plant fossils on cave walls — can also be viewed through
touch, in light and darkness.

The graphics, made in the dry embossing technique, created as part of the project,
constitute a kind of artistic ’Braille alphabet”, analyzing the issue of natural
phenomena. The project is addressed to all groups of recipients, particulary the
blind. Graphics from the relief series create a graphic installation that stimulated
viewers who will be able to experience the variability of matter and touch walls of
graphics, its concave and convex shapes. The period of the SARS-CoV-2 coronavirus
pandemic, as regards the possibility of experiencing the surrounding reality through
of touch, made us realize the importance of the sense of touch in expanding cognitive
possibilities.

Keywords: Touch of Nature, multi-sensory project, hapticity, artistic graphics,
plant fossils, cave walls, dry embossing technique, Braille alphabet, natural
phenomena, blind, graphic installation, concave and convex shapes, SARS-CoV-2
pandemic, sense of touch, cognitive possibilities.

Anomauia. «/Jomux Ilpupoou. Jlabopamopia popmuy — ye mMynomuceHcopHuti
NPOEKM, ) AKOM)Y OOMUK NOBEPMAE CBOE 3HAUEHHS, A CMBOPEHY XYOOHUCHIO 2pAPIKY,
HAMXHEHHY NepeUHHUMU 8IOOUMKAMU — CKAM SHIIUMU PeUMKAMU POCIUH HA CIIHAX
neuep, — MakoMc MOMCHA «nobadumuy yepe3 oomux y ceimiui i mempssi. CmeopeHa
PAMKax npoekmy epaika, 6UKOHAHA 8 MeXHIYI penvehy, € CBOEPIOHOIO XYOOHCHBLOIO
«abemrxoro bpaiinay, wo ananizye numanHs npupoonux asuwy. IIlpoekm adpecosanuti
YCimM Yinbosum epynam, ocooaugo nespauum. llandemis koponagipycy SARS-CoV-2 y
2020 pouyi mHaecadana HAM, HACKIIbKU BANCIUBUM € 8IOUYymMms OOMUK)Y OJis
PO3UUpeHHs KOCHIMUBHUX 3010HOCTEL.

”Touch of Nature” graphic installation in art gallery.

In the ”Touch of Nature” graphic installation, a key role is played by light. It
represents an essential condition for any kind of vision; without it, art would not exist
in the form that we know. Here, however, light has been used specially and
consciously. Thanks to it, I created potential drawings in my works, compositions
that change dependent on the type of lighting, along with other parameters such as its
color, intensity and angle. Light and shadow, thus, form drawings with the aid of
concave-convex forms. Drawings that, in certain conditions, lose focus until they
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completely disappear. Thus, the composition’s readiness to reveal itself, this optic
play with the drawing’s appearance and disappearance, exists thanks to the lighting,
and 1s addressed to the sense of sight.

However, this is not the end of the story, for in the ”Touch of Nature” graphic
installation a role equally important as that of sight is played by the sense of touch.
Indeed, these compositions do not at all disappear when the lights go out — they just
exist in a different manner. For these works are so exceptional that one can move
one’s hand over them; with one’s fingertips, one can touch their edges, one can move
over the concavities and convexities of their form, over the rough paper, over the
sharp, arched or meandering edges. In this manner, one can also feel the printed fields
with their surfaces smoother than the other planes of the graphic work. In this
manner, [ remind of the tactile aspect of art. Fundamentally, it is present in every
print — indeed, in every visual art work — but we often pass it over and treat it lightly.

The works forming the “Touch of Nature” project represent a refined
simplicity in which one perceives a decisive and confident character. Here, richness
intertwines harmoniously with subtlety. The compositions are normally of medium-
size format; some are comprised of multiple parts. They are similar to each other, but
not identical. They develop a certain non-narrative ‘story’ that one can feel more than
think out or reconstruct by means of arrangement into words. And so, the oldest
works in the series still contain echoes of my earlier activity, inspired on the one hand
by abstract art; and on the other, by botany.

My composition has been arranged according to a pattern of gently meandering
lines and bands that awaken associations with contour lines on maps of territories,
with cross-sections of layers of soil, or with traces of waves on sand. The subsequent
works are created in the aforementioned unique technique of imprinting convex and
concave figures on heavy paper. Here, thus, we shall find compositions filled with
simple divisions marked out by horizontal bands. Imprinted upon black paper,
complemented by slightly blurred bands of gold fading away in the background, they
bear obvious reminiscences of landscapes. Then there appear works filled with round
and arched forms on cream-colored paper, bearing an association with the shells of
representatives of marine fauna living today, or with fossilized examples of extinct
underwater creatures. I draw inspirations from many sources. One of them is
Japanese culture. It is this culture that embodies what I practiced while I'm working
on “Touch of Nature” graphic installation: an empatheticobservation of nature.

Drawn from the aesthetics of the Far East were such values as a close
relationship with nature, simplicity, harmony of composition, economically-used
means of expression. The effect is works full of emptiness in a positive sense, of
space and quiet. Japanese aesthetics make things drawn from life refined; they are
imbued with the spirit of Zen. Thus the feeling of mindfulness, the all-pervasive life
energy and lack of lyrical subject, the unity of the self with the work. Parentheticall
speaking, this purpose can be served by the sense of touch, which eliminates the
distance between the viewer and the objet d’art. Such graphics encourage the
recipient to relax, seek harmony with nature and have therapeutic power. All the
more so because the presentation of the works in the art gallery is also accompanied
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by audio material with music and a narrator who describes the graphics and explains
the artist's idea.

”Touch of Nature” workshop in print studio.

The project also involves a visit to a professional print studio and printing of
original graphics in the dry embossing technique on a gravure printing press. In this
way, the effect of experiencing the substance of graphics is enriched with priceless
experience. Guardians and blind people complement each other when printing
graphics, so blind people have the feeling of creating a print. They choose the paper
and matrix by touch. Printing your own prints gives them a very valuable sense of the
creation process.

Conclusions .The art therapy project "Touch of Nature”, consisting in the
creation of a graphic installation using the dry embossing technique, expanded with
audio material and active graphic workshops in the print studio, clearly showed its
potential in building a language for transmitting knowledge about contemporary art
and expanding its audience also for blind people and people with visual impairments.

Most importantly, participation in the project and workshops allowed blind
people to actively participate in the process of creating graphics both in the graphics
studio and in the art gallery. Many of them had never seen graphics in the process of
being created before. This method of disseminating contemporary art through active
activities, experiencing the matter of workshop graphics from matrix to print,
engaged all the participants'senses and led to group integration and the opportunity to
meet other workshop participants.
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THE ASSOCIATION BETWEEN COLOURS AND EMOTIONS -
ART THERAPY WORKSHOP IN POLISH-UKRAINTAN RESEARCH

Annotation. An analysis of the results obtained from the art therapy workshop
held in Poland and Ukraine in 2024 is presented. Colors are a means of expression
and symbolic representation in visual arts. Based on the color preferences of the
seminar participants, a diagnosis of specific psychological states regarding self-
acceptance was conducted.

Keywords: color; emotions, art therapy workshop,; Polish-Ukrainian research.

Anomauia. llpeocmasneno aumaniz pe3yibmamis, OmMpUMAHUX HA BOPKUIONI 3
apmmepanii, nposedernomy 8 Ilonvwyi ma Ykpaini y 2024 poyi. Konvopu € 3acobom
BUPADICEHHST MA CUMBONIIYHO20 300padicenHs 6 0Opazomeopuomy mucmeymsi. Ha
OCHO8I KOJPHUX YN000OAHb YVYACHUKIG ceMiHapy Oynra npogedeHa OiacHOCMUKA
KOHKPEMHUX NCUXOJIOLTYHUX CIAHI8 W000 CAMONPULIHAMMS Y4ACHUKIE.

Knrouosi cnosa: ronip;, emoyii; apmmepanesmuuna maicmepus; NOIbCbKO-
VKPAIHCHKI O0CTIONHCEHHSL.

Introduction

The theories of colour perception suggest that specific colours are perceived
in an individual way affected by culture. The association between colours and
emotions has been shown in studies performed using The Colour Pyramid Test
developed by K. W. Schaie and R. Heiss, the Colour Tests proposed by M. Liischer,
as well as the

Colour Mirror Test and the Colour Perception Test developed by S. Popek [4,
128]. These showed that colour stimuli may be seen as pleasant or irritating, i.e., in
an individual and subjective way.

Methodology of own research

This article presents a partial analysis of the results of an art therapy
workshop conducted in 2024 among 100 art majors — 50 students in Poland at the
University of Rzeszow (Rzeszow) and 50 students in Ukraine from the Rivne State
Humanities University (Rivne). Based on the colour preferences of workshop
participants, a diagnosis of specific psychological states with regard to the
participants’ self-acceptance was made.
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The study used the following tools: the Colour Perception Test by S. Popek
and the art therapy workshop ‘Me — my portrait. How do you see yourself?” by W.
Karolak.

The Colour Perception Test (Polish: Test Percepcji Kolorow — TPK) is
designed to assess the process of colour recognition (perception) and to determine
colour preferences. TPK is based on the theory of colour vision. The test contains 18
colours, and study participants are asked to rate them in the order of preference [2,
187-219]. In order to apply TPK, a workshop-type activity was used, drawing on the
method proposed by W. Karolak ‘Me — my portrait. How do you see yourself?’. The
starting point for the activity was provided by the sentence ‘of all the judgements you
make, none is as important as your own opinion about yourself’ [1, 126].

The introductory discussion with the students addressed issues expressed by
the following sentences. Everyone wants to create a positive image of themselves.

Many people want to gain the approval of others at all costs. Do we not
deceive ourselves while creating our image? Maybe we should sometimes reflect on
what our emotions really are. Do we suppress our emotions? What are my
emotions/feelings about my body? Each student received a schematic A4-sized
silhouette of a human body, to be filled in with colours and described. The main
instruction of the workshop was: Fill in the inside of the figure outline with your
positive or negative emotions. These can be emotions that are regularly experienced
or spontaneous (appearing now). Express in colour your emotions towards the
different body parts. Create a colour legend, explaining what each colour means,
what emotion it represents.

Analysis of research results

Research in Poland

Analysis of the silhouettes and explanations provided by the individual
authors — art students from Poland, shows that 46 out of 50 accept their bodies for the
most part, 3 participants fully accept themselves, and 1 denies the state of their body
(‘I hate 1t”).

The body parts that most respondents are dissatisfied with (they hate them,
are ashamed of them, etc.) are the abdomen (24), arms (14), thighs (13), feet (8), as
well as hands and face (6 each). The colour blue was selected by respondents most
frequently (44), predominantly (30) as evoking positive emotions, e.g. ‘joy’. This
colour represents the need for satisfaction and affection. It symbolises tranquillity and
relaxation. The second most common choice was red (33), including more than half
the times (18) in a positive sense. The meaning of this colour is not clear-cut.
According to various researchers, red symbolises: happiness (Hevner), love,
aggression and hatred (Alschuler), hostility and aggression (Bricks), while Kouwer
links it with activity [3, 512-524]. The research presented here confirms the
ambivalence of the emotions associated with this colour, ranging from acceptance to
hatred.

The third choice with a majority of positive emotions was purple (18 out of
30), which can be found in the group of colours considered in the original TPK
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studies in the 1990s to be associated with unpleasant emotions [2]. The present
findings did not explicitly confirm such association. The colours black, brown, and
orange received a similar number of positive and negative choices among future
artists. However, the reasoning behind the choice of a particular colour varied, e.g. a
respondent coloured one of his ears brown, a colour he attributed to negative
emotions, as this ear is protruding and therefore hard to accept.

The colour green was chosen 37 times, almost equally as positive (17) and
neutral (14). This is consistent with the symbolism of this colour, which represents
the need for self-confidence and assertiveness. It is also associated with human self-
preservation instincts and the need for self-defence.

One may be surprised by the rather low frequency of choosing yellow as a
positive colour (8), with the same number of negative associations (8) and a similar
number of neutral associations (7). Yellow is a symbol of optimism and predictions
for the future, and a higher appreciation of this colour means the person is able to
handle life situations more vigorously.

Research in Ukraine

Analysis of the workshop materials showed that only 8 people out of 50
selected positive colour-emotions for their body characteristics (very positive and
positive), 1person characterised their body by neutral (50/50) colour-emotions; 41
people expressed a critical attitude towards their body through colours.

The three colours that Ukrainian students most often associate with positive
emotions are yellow (13), green (9) and blue (7). In Ukrainian ethno-cultural
interpretation, yellow symbolises the Sun, warmth and joy. It is the colour of life,
wealth, prosperity and flourishing. The yellow colour of the grain field is a Ukrainian
symbol of steady work and abundance.

Green, on the other hand, is a symbol of nature, energy, development and
rebirth. It is the colour of awakening, youth and growth, as well as of harmony and
hope.

Whereas the colour blue symbolises a clear, bright, serene sky and is the
epitome of peace. It is a symbol of an azure sky, water, air, eternity and purity [5, 65].

Students at Rivne State Humanities University associate negative emotions
with the colours red (11), black (6) and navy blue (5) [7].

Conclusion

Based on the colour preferences, the participants made their own diagnoses
regarding self-acceptance, which showed how many, varied emotions reflected by a
given colour they had.

The finding about the influence of the socio-political factor on the colour
perception among students at Rivne State Humanities University is confirmed by
their choice of colours closely associated with unpleasant emotional states. This is
particularly the case with the colour red. Despite a centuries-old folk tradition where
it appears as a symbol of life, joy and love, today red is mainly associated with the
blood shed by compatriots in the modern Russo-Ukrainian war [6].
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This paper presents only a small part of the research that is still being carried
out not only in Poland and Ukraine but also in Spain, Croatia and Brazil. However,
one can see a significant difference in the number of people who accept themselves,
which is undoubtedly influenced by the political situation in both countries. There are
also differences in preferred colours. The colours chosen by students in both
countries as positive are blue and yellow, and the greatest divergence is in the
perception of red.

The timeliness and relevance of the phenomenon of colour thus lies in the fact
that, as a kind of sociological indicator, it perpetuates the mindset of Ukrainian
students in the context of contemporary global challenges.

According to W. Karolak [1], creative visualisation allows us to discover the
source of inhibitions, fears, and barriers that prevent our development. Once we
understand and accept ourselves, the effects of this process of bringing to the surface
the suppressed, hidden beliefs and replacing them with positive feelings seem
remarkable.
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Cexkuis 4
THOOPMAIUIMHO-KOMYHIKATUBHI TEXHOJIOI'Ti B MUCTEILKIN
OCBITI

Onvea COCIK

Kanouoam mucmeymeosuascmsa,

3agiodysay acnipanmypu Kuiscvkoi oeporcasnoi akademii
0eKOpPaAmMuUBHO-NPUKIAOHO20 MUCTEYMBA I OUZAUHY
imeni Muxartina botiuyxa (m. Kuis, YVxkpaina)

KYJbTYPHUM KOHTEKCT IIOIMUPEHHS IIOBKIBHUIITBA B
€BPOIII

Anomauia. Bucsimneno xynibmypruti KOHMeKCm NOWUPEHHS WOBKIGHUYMBA 6
€sponi, 1ioc0 6NIUE HA EKOHOMIKY, MUCMeYymeo ma CYCHilbHe JCUMMSL.
Pozensaoaemocsa winsax wosky 6io Bizanmii 0o 3axionoi ma Cxionoi €8ponu, a maxooic
1020 3HAYEHHSL 8 HCUBONUCT, MOOI MA OEKOPAMUBHO-YIHCUMKOBOM)Y MUCTEYMEI.

Knwuosi cnosa: wosk; €spona; mucmeymaeo, KyaibmypHUti NpOCmip.
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THE CULTURAL CONTEXT OF SERICULTURE EXPANSION IN EUROPE

Annotationt. The article highlights the cultural context of the spread of
sericulture in Europe and its impact on the economy, art, and social life. It explores
the journey of silk from Byzantium to Western and Eastern Europe, as well as its
significance in painting, fashion, and decorative-applied arts.

Keywords: silk; Europe, art; cultural space.

[IToBKIBHUIITBO BIAIrpaJI0O 3HAYHY pojb y (HOpMyBaHHI €BPONEHUCHKOT
€KOHOMIKH, MUCTELTBA Ta KyJIbTypHu. Big MOMEHTY MPOHUKHEHHS IIOBKOBOi HUTKHU
Ha 3axiAHUN KOHTUHEHT Il MPOMUCIOBICTh 3a3Hajla YUCICHHHUX TpaHcopmarlil,
MOB’SI3aHUX 13 COIlIAJIbHUMM, EKOHOMIYHMMH Ta TOJITHYHUMH YWHHUKAMH.
[TomupenHs moBKiBHUIITBA B €Bpori OyJI0 HE Jullle TEXHOJOTTYHUM MpoIiecoM, a U
SBUIIEM, 110 BIUIMBAJIO HAa KYJIbTYpPHUH PO3BUTOK PETiOHIB. «YMPOAOBXK Oararbox
THUCSIY POKIB TOPTOBEJIbHI, PEINriiHl Ta KyJbTypHi oOMiHM Ha IIIOBKOBOMY HUISXY
MPU3BEIIM 10 B3a€EMHOTO BIUIMBY Ta IHTErpallli CXiJHUX 1 3aX1THUX BUIIB MUCTEIITBA»
[2, c. 136].
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[lToBk ynepme notpanuB A0 €Bponu uyepe3 Benukwuii MOBKOBHM NUISX, IO
3’ nuyBaB Kuraii 13 CepenzemHomop’siMm. Y panuboMy CepeHbOBIYYI MOHOIOJIEI0 Ha
BUPOOHMIITBO IIOBKY Bosio11a BizaHTilicbka iMmepis, e Bxke y VI CTONITTI 3aBAsSKU
IUIUIOMAaTUYHUM 1 TOPrOBEJNbHUM 3B’si3kaM  OyJO  3alo4yaTKOBAaHO  BIJIACHE
moBKiBHUNTBO. Y XII[-XIV cromiTTsax Taki itanmiichki MicTa, sik Benenis, ['enys ta
®dopeHIlis cTaau EHTPpaMH IIIOBKOBOI MPOMHUCIOBOCTI. Bucoka sKicTh 1TamiichbKux
IIOBKOBUX TKAHUH CIPHsUIA IXHbOMY MOLIMPEHHIO 1O BCii €Bpori.

YV XV—XVI cromitrsax ¢paHiry3bki KOposi aKTUBHO MIITPUMYBAIH PO3BUTOK
IIIOBKOBOI MPOMUCIIOBOCTI, 30KpeMa B JlioHi. MicTo cTajlo OJHUM 13 HalOUIBIIUX
LIEHTPIB BUPOOHUITBA WIOBKY B €Bpomni, M0 BIUIMHYJIO HAa MOAY, TEKCTHIIbHE
MUCTELTBO Ta JIEKOPATUBHO-YXUTKOBE BUPOOHUITBO. Kopons JlronoBik XIV cnpuss
YIPOBAKEHHIO BHCOKOSIKICHOTO BUPOOHMIITBA TKAHUH, IO 3MIIHWIO €KOHOMIKY
Kpainu. BogHouac micTa-ziep>kaBu 1TIIMCBKOrO MIBOCTPOBA BUPOOJIAIN OUIBIIICTD
€BPOIEUCHKOT0 PO3KIIIHOIO IIOBKY B CEpelHl BIKM Ta enoxy BiapomkeHHs 1
MPOJIOBKYBAIM JIOMIHYBAaTH y BUPOOHHUITBI PO3KIMIHOIO TEKCTHIIO HaBiTh y XVII
cromitti [3].

Icnanist, CBO€IO Ueproro, TakKOX Maja MIlHI TpaguIlli OBKIBHUIITBA, OCOOIUBO
B AHjaiycii, ie MaBpUTAHChbKa CIAJIIMHA 3aJIUIINIA TIMOOKUM CIIiJT Y TEXHOJIOTIAX
BUTOTOBJICHHA TKaHUH. ['paHana Ta BaneHcis crtanu ocepeakamMu BHUPOOHHIITBA
IIOBKY, 1110 €KCITOPTYBABCS /10 1HIINX €BPONEHCHKUX KpAiH.

[Tepuri cipoOu BHpONTYyBaHHS IIOBKOBUIII B YKpaiHi cAralTh 4yaciB KuiBcbkoi
Pyci 1 Oynu 3yMOBIIEHI CHPUSTIMBUM KIIMATHYHUM YMOBAaM Ta HEOOXIJIHICTIO
MOUIUTTS OJATY JUIsl KHS31B Ta 0Osp 13 PO3KIMIHUX IIOBKOBHX TKaHHH, SIKMM CTaB
CBOEPIIHOIO BI3UTHOIO KapTKOIO JJIsl BUXOAY KpaiHU Ha CBITOBUHM pUHOK» [1, c. 42].

Y Himeuunni, oco6nuBo B perionax baBapii Ta CakcoHii, 1IOBKIBHUIITBO
TAaKOXK 3HAWIIO CBOE MicCIle, 6 BUPOOHUUTBO IIOBKY MIJATPUMYBAIOCA MICLIEBUMU
kHs3aMHu. 3a yaciB [Ipyccii @piapix Bennkuil akTUBHO CHIpUSB PO3BUTKY IIOBKOBOI
MPOMUCJIOBOCTI, BOayaroud B I1[bOMY NOTEHIIAd JJIsI €KOHOMIYHOI'O 3MIIIHEHHS
JepKaBH.

TakuMm 4YMHOM, IIOBK CTaB MaTepiajoM, SIKMi HE JIMIIE BUKOPUCTOBYBABCS IS
BUTOTOBJICHHSI OJSTY, a W 3HAXOJUB CBO€ 3aCTOCYBAaHHS B 1HTEP €pi, CTBOPEHHI
KOCTIOMIB [IJIl TeaTpaJibHUX IMOCTAaHOBOK Ta IEPKOBHUX oOmadeHs. Y Benukii
BputaHii mOBKIBHUIITBO po3BHUBajocsa B JIOHAOHI Ta 1HIIMX MICTaX, J€ aHTJIIHCHKI
MaiCTpH BJAOCKOHATIOBAIM TEXHIKA BUTOTOBJIEHHS IOBKOBUX BUPOOiB. KOpoiiBChKi
IBOpU €BPOIHM 3Marajifcs B PO3KOIIl Ta BUTOHYEHOCTI CBOIX IMIOBKOBUX KOCTIOMIB 1
TEKCTWJIBHUX BUPOOIB, 110 CIIPHSIIO MOJAJBIIOMY MPOTPECY B il ramys3i.

[[loBk cTaB CcUMBOJIOM OararcTBa Ta BHIIYKAHOCTI 1 3HAWIIOB CBOE
BiIOOpake€HHA B YHUCJICHHUX BUTBOpPAaX MUCTELTBA, CTBOPEHUX BHAATHUMU
Maiictpamu €Bponu. lleli Marepianm MaB He JUIIE €CTETUYHY, a W CHUMBOJIYHY
¢yHkii0. BiH yocoOnioBaB cTaTyc, BUTOHYEHICTh Ta HAaBITh MOPAJIbHI YECHOTH.
Bizyanizanis 1moBKy cTajga BUKJIUKOM IS XyJ0KHUKIB, K1 PArHyJiv nepeaaTu Horo
TEKCTYpY, TPy CBITJIA i TiHI, @ TAKOX CKJIAJIHICTh ApaIipyBaHHS.

Bigomi xynoxxHuku, Taki sik AHToHic BaH Jleiik Ta XKan-Onope ®paronap,
4acTo 300pa)kyBajid PO3KIIIHI IIOBKOBI BOpaHHSA y CBOiX poOoTax. OKpiM IbOTO,
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PO3BUTOK IIIOBKOBOI MMPOMUCIIOBOCTI CIPUSIB yAOCKOHAJICHHIO TEXHIK TKaIlTBa, 110, Y
CBOIO 4Yepry, BIUIMBAJO Ha JACKOPAaTUBHO-Y)KUTKOBE MHCTEITBO, CTBOPCHHS
ro0eseHiB, IpamipoBOK Ta IHIIMX IpeaMeTiB iHTep’epy. LIIoBK cTaB HEBiJ €MHOIO
YACTHHOIO €BPOINEUCHKOI 1JICHTUYHOCTI, CUMBOJIOM BUTOHYEHOCTI, MaWCTEPHOCTI 1
TEXHIYHOT'O MPOTPeECy.
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bozoana KY3HEI[OBA

3006ysau Opyeoeo (macicmepcbko2o) pieHsa suwoi oceimu
Gaxkyromemy 0eKOpamu8HO-NPUKIAOHO20 MUCMEYMBA
Kuiscoroi oeporcasroi akademii 0ekopamusHo-npukiaoHo2o
mucmeymaa i ousauny imeni Muxaiina boiiuyka

(m. Kuis, Yxpaina)

CYUYACHE MOHYMEHTAJILHE MUCTELITBO: ®EHOMEH LTIO3Ii
3AHENAZTY

Anomauia. Y meszax 3o0cepeoddxceHo ysazy Ha icmopii i meHOeHyiax 3MIHU
8I3YANbHOI (hOPMU MOHYMEHMANbHO20 Mucmeymea. AHANi3yemovcsa HUHIWHIN CMaH
MUCMEYbKO2O cepedosunya, a came npooIemMamura MOHYMeHmMaibHo20 MUCmeymaed &
cyuacHomy npocmopi. Taxkodic euceimieno npobaemu po3eumKky MOHYMEHMAaniCMUuKU.

Kniwowuoei cnoea: cyuacha  MOHYMeHmMANbHA — MUCmeybka  KyJIbmypa,
MOHYMEHMAnizm,  apximekmyphe  cepeooguuje;, o0bpazomeopue  MUCMeEYmeo,
cmpumapm.
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CONTEMPORARY MONUMENTAL ART: THE PHENOMENON OF
THE ILLUSION OF DECLINE

Annotation. This article traces the history and evolution of monumental art's
visual forms, while primarily focusing on the problems it faces today. It analyzes the
current art environment, highlighting the challenges of integrating monumental art
into modern spaces and the obstacles to the development of monumentalism. This
research seeks to critically evaluate the alleged decline of monumental art, analyzing
its historical evolution and contemporary challenges, as well as discuss current
trends.

Keywords: modern monumental art culture; monumentalism; architectural
environment; fine arts, street art.

Mucrenpka CHUIBHOTa HEOJHOPA30BO BHUCIOBIIOBajda HEBJOBOJICHHS 3
NPUBOJY HEXTyBaHHS B YKpaiHi 00’€KTaMHM MOHYMEHTAJbHOI Ta apXITEKTYpHOI
CHaJIIMHU, Jerpajalii MOHyMEHTAIbHOIO MUCTEITBAa Ha CydyacHOMY eTari. MeTtoro
HAIIOro JOCHDKEHHS € aHali3 Ta Bepudikaiis Te3u npo (aKTUUHUNA 3aHena
MOHYMEHTAJIbHOTO MHCTEITBA, a TAaKOX OOTrOBOPEHHSI CydaCHUX TeHAeHIN. s
BCEOIYHOTO PO3YMIHHS Cy4acHOTO CTaHy MOHYMEHTAJIbHOIO MHCTENTBa HEOOX1IHO
3MIMCHUTH 1CTOPUYHUN E€KCKYPC, JOCIIIUBIIM HOro €BONIONII0 Ta (QYHKIIOHAJIbHE
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NpU3HAYEHHSI B PI3HUX ICTOPUYHUX enoxax. Ajpke 0e3 aHalizy MHHYJIOTO
HEMO>KJIUBO MTPOTHO3YBATU i (hopMyBaTH MaiOyTHE IILOTO BUAY MUCTELITBA.
3aragpHOBIIOMO, 110 BUTOKM MOHYMEHTAJIBHOIO MHUCTELTBA CSTAlOTh €MOXHU
NajaeosiTy. ApXeoJoriuHi JOCTIIPKEHHS] NMEYEPHUX KOMIUIEKCIB MO BCbOMY CBITY,
3okpema B Jlacko (®paniis) Ta Anbramipi (Icnanis), HagawTh 0e33anepeyni 10Ka3u
ICHYBaHHSI PO3BUHYTOI XYJOXKHBOI [ISUIBHOCTI TepBiCHOI JroauHu. HackenbHi
PO3MUCH BiJIOOpaXKAIOTh YSBJICHHS MEPBICHUX JIIOJICH MPO HABKOJHWIIHIA CBIT, iXHI
BIpYBaHHS Ta MNPaKTU4YHI HABUYKU. THUIOBUMHU CIOXKETaMU € 300pa)K€HHs CIIeH
MOJIIOBAHHSA, PUTYaJIbHUX 1, TBapUH, aHTPONOMOP(MHUX (PIryp Ta reOMETPUUYHUX
CUMBOJIIB. BaxuBo 3a3Ha4uTH, 110 MEPBICHE MUCTELTBO MaJO HE JIMIIE €CTETUYHY,
a ¥ cakpanbHy QyHKIII0. JlaBHI JIOAU BIPWIM B MariyHy CWIy IUX 300pakeHb Ta
iXHIO 371aTHI BIUIMBATH HA PEANIbHICTh, 3a0€3MeUyI0UH YCIiX Y MOJIOBaHHI, 3aXUCT BiJl
HeOe3neKk Ta 3B’SI30K 13 MOTOMOIYHUM CBITOM. TakuM 4YMHOM, KYJIbTOBHH XapakTep
MOHYMEHTAJIbHOT'O MUCTELITBA Oepe CB1M MOYATOK 13 HallJaBHIIINX YaciB.

3 eBOJIIOIIEI0 JTIOACHKOIO CYCHUIBCTBA Ta (POPMYBAHHSIM DPENITiHHUX CUCTEM
MOHYMEHTAJIbHE MUCTELTBO TpaHC(HOpMyBasiocsi, HAOYBIIN BUPA3HOTO CaKpaIbHOTO,
PUTYaJIbHOTO Ta JIYXOBHOI'O XapakTepy. BogHouac BOHO MpOIOBKYBalO BiJlIrpaBaTH
poJib TOCEpeIHMKAa MIX JIIOACTBOM Ta NpUPOAHMMH siBUlamMu. CrapoaaBHi
nuBUIIZaIii, Taki sk €rumner, ['peuis ta Maiist, cTanu cBiIKAMU MOYATKY PO3KBITY
MOHYMEHTAJIbHOT'O MUCTEITBA, JIe apXITEKTypHI CIOPYAH, 30KpeMa XpaMu, He MOTJIH
icHyBaTU 0€3 1HTErpOBaHUX JEKOPATUBHUX E€JIEMEHTIB, JKMBOIMCY Ta CKYJbITYpPH.
XpaMH SIK apXiTeKTYpHi JOMIHAHTH CIpHMAanucs K 3eMHi ocesli GoKecTB. IxHiii
BHYTpIIIHIM TpocTip OyB HACHYEHUH MOHYMEHTAJbHUMH 300paKEHHSMH, IO
BIJITBOPIOBAJIM MI(DOJIOTIYHI CIOKETH, MOABUTH OOTIB Ta IXHIO POJb Y KOCMIYHOMY
nopsinky. Lli 300paxkeHHss He JuIIe UIIOCTPYBaJM pENiriiHi HapaTuBH, a W
CTBOPIOBAJIM BIIUYTTS] MPHUCYTHOCTI OOKECTBEHHOTO, a PUTYaJlbHI MPAKTUKH, IO
BiOyBaiucsi B XpamaX, OyJId HEBIJ €MHOI0 YAaCTHUHOI pPEJIriAHOTO KUTTS.
MoHyMeHTallbHE MUCTEITBO 4Yepe3 CBOi Bi3yaJbHI Ta CHUMBOJIYHI €JIEMEHTH
BIJIIrpaBajio KIKOUYOBY POJIb Y CTBOPEHHI HEOOXIAHOTO KOHTEKCTY JUIsl LIUX PUTYaTiB.
BoHo cripusiio BCTaHOBIEHHIO 3B’SI3Ky MIXK JIIOJICBKUM Ta 0OKECTBEHHUM CBITaMH,
J03BOJISIIOYM BIPYIOUUM 3/11MCHIOBATH KOMYHIKaIiIO 3 Ooramu. 3riJJHO 3 BIpyBaHHIMU
pUTyalli MaJld NIATPUMYBATH KUTTEIISIIBHICTh OOTriB, 3a0€3MeuyBaTH iXHIO y4acThb y
NPUPOJHUX TMpolecax Ta 3aA00prOBATH iX JUIsl JOCATHEHHS KOHKPETHHMX LiJIeH.
TakuM 4YMHOM, MOHYMEHTaJIbHE MMCTELUTBO HE JIMILIE BIJIOOpa)kaio peiriiHi
JI0OTMaTH, a i BilirpaBajgo akTUBHY poJib y iXHhOMY (DYHKIIIOHYBaHHI, 3a0€3Meuy0un
3B’SI30K MK 00’KECTBEHHHUM Ta JIFOJICBKUM CBITAMH.

3 mosiBOI0 XpUCTUSHCTBA Yy BizanTiichbkiit immepii (Mo3aiku PaBeHHu) Ta
Kuicekiit Pyci (ppecku Kuepa) BimOymacs TpaHcdopmalis MOHYMEHTAIbHOTO
MucreuTBa. BoHa xapakrepusyBajacsi 3MIHOIO XYZOXHIX (opMm, (QopMyBaHHAM
KaHOHIYHUX TPUHIUIIIB Ta €BOJIOLI€l0 MarepianiB. [Ipore cemaHnTu4HE SIpO
3QJIMIINIOCA HE3MIHHUM: (PPECKU, PO3IMUCU Ta MO3AiKU MPOJAOBKYBaJIM BUKOHYBATH
byHKLIIO MeaiaTopa MDK JBOMa CBITaMU. €IMHOIO ICTOTHOIO 3MIHOIO CTajo
MOIIMPEHHS Ta MOCUJIEHHS BIUIMBY peNirii Ha HIMPOKI BEpCTBH HaceJeHHs. Pemiris
nepectajia OyTH BHUKIIOYHO IHCTPYMEHTOM IHTEpIIpeTalii MPUPOJHUX SBHIL,
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MEePEeTBOPUBILNCH HA MOTYKHUI 3aci0 nmponaranau uiHHoctel. Ll Tenaeniis gocaria
anoreto B CepeTHbOBIYY1, OCOOJIMBO TI1]T YaC XPECTOBUX MOXO/IIB Ta 3aBOIOBaHb, KOJHU
nominyBana ifgeosoris «Bomi boxoi». OTxke, MOHYMEHTalIbHEe MUCTEITBO HaOyJI0 HE
JIUIIE CaKpaJIbHOTO, @ i ariTaliifHoro XapaxkTepy.

[ToyatkoBU# eTanm PO3BUTKY MOHYMEHTAJIBHOI'O MHCTELTBA CTaB MPENIOAIEI0
10 HOro MOJajbIIOr0 3HAYHOIO PO3KBITY B enoxy Bigpomxenns. Emoxa
BinpomkeHHs XxapaKTepus3yeTbes K NepioJ] IMUO0KUX TpaHchopMalifHUX MPOILIECiB,
0 OXOIUTIOBAIM Pi3HI cPepu >KUTTS. 3HAYHUMHU MOJISIMH IILOTO dYacy Oyiu
Pedopmariis uepkBu, BIAKPUTTS AMEpPUKAaHCHKOIO KOHTUHEHTY ¥ MaJiHHSA
BizanTidicekoi immnepii. [lapanenbHo crnoctepiraBcs 3Ha4YHMM Mporpec y Haymil 1
TEXHIIll, a TaKOXX BUHSITKOBHM PO3BUTOK MHUCTENTBA. YCi Ii (akTOpu 3yMOBUIU
3HAYHUN BIUIMB HA 1HTEJEKTyalbHY MapaJurMy Ta KyJbTypHI YSIBJIEHHS TOTO 4acy,
COPUYMHUBIIM (PyHIAMEHTabHY TpaHchopmaiiito cBiTornsay. Ha mnpotusary
CepeIHbOBIUHIN ecTeTHulll, enoxa BiipoKeHHs XapaKTepu3yeThCsl MOBEPHEHHSIM 10
KJIacCHYHUX (OpM y pI3HUX BUJAX MHUCTELTBA, 30KpeMa CKYJBITYpi, KUBOIHCI Ta
apXITEeKTypl, BIJI3HAYAIOYM PEHECAHC TPEKO-PUMCBHKOI KIacuKu. Y 1ed mnepioa
CIIOCTEPITa€EThCS TEHJEHIIIS 10 BIAXOAY BIJ JOIMaTUYHHUX I[EPKOBHUX KaHOHIB, IO
COPUSUIO PO3UIMPEHHIO XYJIOKHIX TOPU3OHTIB Ta JO3BOJUIO MUTISM JIOCSTTH
OUIBIIOT BUPA3HOCTI y BIATBOPEHH1 O101MHUX CIOKETIB. BakIMBO miKpecanTH, 110,
MONpU 1€, MPOBIJHI XYJOKHUKU €MOXU HE BIJIMOBIISIIMCS BIJ PENITiAHUX TeM, a
3BEPHEHHS /10 AHTUYHOI CHAJUIMHU CTal0 JUIsi HUX JHKEPEeJIOM HOBOTO TBOPYOTO
HATXHEHHS Ta IMIYJbCOM IS IHHOBAIlIM Y MUCTELITBI.

3riIHO 3 MPOTPECOM TEXHOJOTIYHOTO PO3BHUTKY CIIOCTEPIra€ThCs MOCTYIOBA
PEAYKIIiSi MaCOBOTO BIUIMBY PEJITIHHUX IHCTUTYLINA. Yike y BikropiaHChKy emnmoxy Ta
€roxXy MOJEpHY MOHYMEHTaJbHE MUCTEUTBO HaOyBae OUIbII CEMapoBaHOIO Bij
pednirii xapakrepy, Xxo4a ii BIUTUB OyB yce 11ie BUCOKUM. EjeMeHTr MOHYMEHTaIbHOTO
MUCTELTBA, TaKl SK BITPaXKi, BUTOHYEHA JIIMHWHA Ta OPUTIHAJIBbHI apXITEKTYpHI
pillIeHHS], TOYMHAIOTh 3aCTOCOBYBATHCS HE JIUIIE B KYJIbTOBHUX CIIOPYJaX 1 MPUBATHUX
pe3usieHIsX, a U y npuOyTKOBUX OyJIMHKaxX, OCHIBYIOUM IMMEPCHbKI ILIHHOCTI Ta
HapaTHBH, 1110 BKOTPE MIAKPECIIOE aritaliifHe 3HaYeHHs JaHOT'O BUJ1y MUCTEITBA.

[Ipore 3a3HayeHl NpUKIAAM € JIMIIE UIIOCTPAIEl0 3arajibHOi 1CTOPUYHOI
TeHaeHlli. Po3risaaoun cydyacHU CTaH MOHYMEHTAJIbHOTO MHCTENTBA B YKpaiHi,
0aurMo MOro MeBHUM 3aHemnaj. AHaNI3yI0ud JaHe SBUILE, HEOOX1IHO 3BEPHYTHUCS 0
ICTOPUYHOTO KOHTEKCTY paJsHChKoi a00u. VY 3a3HaueHUW TMepioj] peiriiHi
THCTUTYIIT OyJM 3HaYHO OOMEXKEH1 y BIUIMBI, a J€AKl KyJbTOBI CHOPYAM — MiAJAaHi
pyiHaiii. BHacniiok 11boro MOHyMEHTaJIbHE MUCTELTBO TOI'O Yacy HE BUKOHYBAJIO
CBOIO TPAJUIIAHY ICTOPUYHY (PYHKIIiIO, TIOB’SI3aHy 3 MIATPUMAHHSIM JTyXOBHOCTI Ta
peniriiiHoro 3B’s3Ky. HaTomicTh /J10MiHYI0UOI0 (YHKIIEI0O MOHYMEHTaJIbHOTO
mucreurBa B PansHcbkomy Co1o31 cTae aritamiifHo-nmponaranjgucTchbka AisSUIbHICTb.
Pansincbka gepxaBa, BAKOPUCTOBYIOUM THCTPYMEHTH 1/1€0JIOTTYHOTO BIUIUBY, IITYYHO
dbopmyBaga HOBY CHUCTEMY I[IHHOCTEH, Ji¢ IIEHTpajbHE MICIe BIJIBOJIUIIOCS 00pa3y
BOXK/ISl Ta 1/1€alli30BaHiil MOJIeNi CyCHUIBHOIO YCTpO. MOHyMEeHTalbHE MUCTEITBO,
Nopsii 31 CTAHKOBHUM MHCTELTBOM, IUJIAKATHUM MUCTEITBOM, KiHeMartorpagom Ta
JTEpaTyporo, BIAIIPAaBAJIO KIIOYOBY POJb y MOLIKMPEHHI Ta 3aKPIIUICHH] PaIHCHKOT
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igeonorii. Peanmizanis 1uiaHy cowianicTUYHOI TpaHcdopmalii MicT 1 MacuTabHe
OyIIBHMIITBO CHPHUSJIM IHTErpaiii MOHYMEHTaJbHOTO MHUCTEUTBA B MIChKE
cepeloBUIlle Ta HOro eQeKTUBHOMY BHMKOPUCTAHHIO I Il JepikaBHOI
nponarangyd. OTxe, MOKHa KOHCTaTyBaTH, 10 B PAJSHCHKY 100y, HE3Ba)KalOUM Ha
HIBEJIIOBAaHHS BIUIMBY PEJIirii, MOHYMEHTaJIbHE MUCTEITBO OTPUMAJIO PO3BUTOK, X04a
! HaOyJl0 MPUHIMIOBO 1HIIOI (PYHKIIOHATBHOI CHPSIMOBAHOCTi, OPIEHTOBAHOI Ha
noTpedu aritarii Ta nponaranau [4, c. 119].

Y cywacHy €moxy CHOCTEpITraeTbCsi TMOJaNbllle MOCIa0JIeHHS BIUIMBY
peNiriiHuX 1HCTUTYIIH Ha MHUCTeUbKy cdepy. B ymoBax mepexomy [0
JEMOKPATUYHOI MOJIEJ CYCIUIBCTBA 1 TEXHOJIOTTYHOIO MPOrpecy, 30KpeMa pO3BUTKY
3ac00iB MacoBoi 1H(opMallii, Tene- 1 paJloKOMyHIKallii, peKjJaMu TOLIo, Aep>KaBHI
CTPYKTYpH BTpayalOTh MOTHBAIII0 /O CTBOPEHHS MOHYMEHTAJIbHOI ariTamiiHo-
MponaraHAMuCTChKOI MPOIYKIIii, CHPsIMOBAHOI Ha (JOpMYBaHHS 1/1€al1i30BAHOT0 00pa3y
COLILYyMY. AJxe MO>KJIUBOCTI MOHYMEHTaJIICTUKH BTpaTUIIH CBOIO
KOHKYPEHTOCIPOMOXKHICTh Ha 1bOMY MOJi. TakuM YHHOM MOHYMEHTaJbHE
MHUCTEUTBO  MO30yJOCAd  SCKPaBOTO  MOJITHYHOIO Ta  MPONAraHJAuCTChKOro
3a0apBJieHHS, OCOOJMBO XapakTEpPHOrOo JUIg €MNOXH [aHyBaHHS PAJIHCHKUX
HapaTuBiB. HUHI apXiTEeKTypHI COPYIU MJIAHYTh Ta KOHCTPYIOIOTh TAKUM YMHOM, 110
B E€CTETMYHOMY IUJIaHI BOHM € IIJIKOM CAaMOJOCTaTHIMHU, a OOIIMBAHHS JIETKUMH
Marepianamu, Takumu sik [IBX-nmaneni Ta ckjo, MPOCTO YHEMOKIIUBIIIOE MOETHAHHS
JaHUX BUJIB HOBOI apXITEKTYpH 3 TPOMI3JIKUMU MOHYMEHTAJIbHUMH BUTBOpaMu |3,
c. 126]. BapTo TakoX 3a3HauUTH, MO0 I[LOMY TAKOX CHpPHUSIE 1 HOBUU <«JILJIOBUIY,
«o(iCHUI CTUIIb apXITEKTYPH.

3aBaxka€ PO3BUTKY MOHYMEHTAJIbHOIO MHCTENTBA 1 BCIOAMCYIA pekiama. Y
CydyacHOMY CBITI, J€ TNepeBakaroTh IIBUAKI Ta MiHiuBl Gopmu 1HPOpMaIlii,
MOHYMEHTAJIbHE MUCTELTBO, M0 MOTpedy€e wYacy Ta 3HAYHUX PECYpPCIB JUIs
CTBOPEHHSI, 4aCTO CIPUMMAETHCS K IIOCh 3acTapijie Ta HeakTyanbHe. [IpobieMaTuky
peKJIaMU B apXITEKTypl PO3KpUBaiu B cBOiX mpausax Takox Cemen [upouun [2] Ta
Ipuna Maromniu [3], 3a3Hauarouu, 110 cama NPUCYTHICTh PEKIaMH YCIIIIHO BUTICHSIE
MPUCYTHICTh MOHYMEHTAJIbHUX BHpILIEHb, a 3aKpilUIeHHS OaHEpiB HEraTUBHO
MO3HAYAETHCS HA MaTepiaji apXiTeKTYpHUX CHOpYyH, pyhHHytouu Horo. IIpore Oinbid
€CTeTUYHY (DYHKIIIIO B CEPEIOBHIII CydacHUX MICT 1 MEramoJiiciB rmovaja BijirpaBaTu
MOXJIUBICTh 3acTocyBaHHs LED-maneneit Ta HeOHOBUX a00 CBITJIOJIOJHUX BUBICOK.
Takox BapTO 3a3HAYUTU HETATUBHMUM BIUIMB JaHUX 3ac00IB HA MOHYMEHTAJIbHE
MUCTELTBO.

[Ipore oOlIHKa Cy4acHOrO CTaHy MOHYMEHTAJIBHOIO  MHCTENTBA €
aMOIBaJICHTHOIO Ta MoTpedye nudepeHiiioBaHoro miaxoay. KoHcTaTyrouu mneBHe
3HWJKEHHSI KUIBKICHUX TIOKAa3HUKIB TMOPIBHAHO 3 TMOMNEPEAHIMU 1CTOPUYHUMHU
nepiojlaMu, HEOOXITHO BpAaXOBYBaTH TpaHCPOpMaLIMHUM  XapakTep ramysi.
HeonHo3HauHi HacHiKU Mpolecy IEeKOMYyHI3allii, 30KpeMa JEeMOHTaX He JIuIIe
00’€KTIB BIJIBEPTO MPONAraHAUCTCHKOrO TPU3HAYEHHS, a ¥ MUCTELUbKUX TBOPIB
YKpalHCBKUX aBTOpIB, sKi, HE3BA)KAIOUM HA IEH3YpHI OOMEKEHHs, 1HTErpyBajH
€JIEMEHTH HaIllOHAJIBHOI 1IGHTUYHOCTI, (DOJIBKIIOPY Ta 1HIII 3HAYYLI{l KYJIbTYpPHI KOAU
[6]. MoHyMeHTallbHE MHUCTELUTBO € BAXKJIMBOIO YACTUHOIO KYJIBTYPHOI CHAAIIUHH,
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TOMY MOro 3HUIIEHHS NPU3BOAUTH JO BTPATH LIHHUX ICTOPUYHUX Ta MHUCTEIBKUX
naMm’siToK. TakuM YHHOM, Y CYCHUIBCTBI YacCTO CIOCTEPIra€ThCs HEIOCTaTHE
PO3YMIHHSI I[IHHOCTI MOHYMEHTAJIbHOI'O MHUCTENTBA, IO MPU3BOJAUTH A0 HOro
HEJIOOLIHKM Ta ITHOpPYBaHHs, a 0araTo MOHYMEHTAJIbHUX TBOPIB CTAalOTh >KEPTBAMHU
gyacy ab0 HaBMHUCHOTO pyWHYyBaHHsA. BHacmiiok 3a3Hauye€HUX TEHACHIN
CIIOCTEPITAEThCSl  CHPUUHATTS MOHYMEHTAJIbHOTO MHUCTEUTBAa sK cdepu, 110
nepedyBae B cTaHi penecti.

Bonnouac cydyacHe MOHYMEHTaJbHE MMCTELUTBO JIEMOHCTPYE TEHJACHIIIO /0
nuBepcudikalli Ta MomyKy HOBUX (OpM BUpaKeHHs. Taki (eHOMEHH, SIK Mypaji3m
[5] Ta rpadirti [1] HaOyBarOTh O3HAK JICTITUMHUX KOMIIOHEHTIB MOHYMEHTAJILHOTO
MUCTELTBA, PO3MIMPIOIOYN HOro TpaauIliiiHi Mexi. SIk 3a3Hayanocs BUILIE, B yMOBaXx
PO3BUTKY TEXHOJIOT1 Ha 3MIHY TBOpPAaM MOHYMEHTAJIbHOI'O MHUCTEUTBA PAASHCHKUX
4yaciB NPHUXOAWTH pEKJIIaMHAa MPOJYKIis, fKa Mae THUMYacoBUU Xxapakrtep. Ha
MPOTHUBAry IbOMY Ta BOJHOYAC OYyyud «CIAJKOEMIIEM» TBOX HANpsMIB, IU3aliHYy Ta
BUPA3HOI MOHYMEHTAJICTUKH, MPUXOAUTH CTpUTApT. Came B HbOMY MOEIHYIOTHCS
KJIFOUOBI PUCHU: IIBUJKICTh Ta MEPEOCMUCICHHS I[IHHOCTI CTIHHOI ruiomuHu. [lonmpu
Te, 110 3HaYHA YaCTHHA JII0JIel BBa)Ka€ TUMUYACOBUHN JIU3aiiH y MICBKOMY IpOCTOpI (B
pI3HMX HOTO mposiBax — BiJ OaHHEpa 10 HACTIHHOI Kamirpadii) KpoKoMm Ha3zaj
MOPIBHSHO 3 TPAJULIMHUM MOHYMEHTAJIbHMM MHUCTEUTBOM, BIH TaKOX Ma€ MEBHY
€CTeTHUYHY IIHHICTh, fKa IOJISITa€ Hacammepel y 3MiHI BPaXeHb BIJl PIZHUX
TUMYacoBUX KapTuH [1, c.75]. YTiM, aHami3yrouu SIKICHUH aCIEKT 3a3HAuYCHHX
MPOSIBIB, CJIIJI YPAaXOBYBAaTH BapIlaTUBHICTh XYA0XKHBOT LIIHHOCTI OKpeMux TBOpiB. He
KOXEH 00’€KT, 10 KIacu(ikyeTbcs K Mypaid abo rpadiri, BIANOBIAAE KPUTEPISIM
BHCOKOI'O MUCTEIITBA.

MonyMeHTallbHa CKYJIBIITYpa TakoX IEpeKUBa€e eTan TEeXHIYHOI Ta
KOHLIENITyalbHOiI ~ eBoftoiii. Bona HaOyBae OuIbIl  KOHUENTYyali30BaHUX 1
TEXHOJIOTIYHO CKJIaJAHUX (OpM, IO BiJIOOpa)ka€ 3arajibHUil BEKTOpP MPOrPECHUBHOTO
PO3BUTKY MUCTELILKOT ChepH.

3a3HayeHi TpaHcpopMalliifHi MNPOUECH B MOHYMEHTAJIbHOMY MHUCTELTBI 3
MepeoCMUCIICHHSIMU (OpPM MaTepiajiB Ta CEHCIB € 00’ €KTUBHUMH Ta HE3BOPOTHUMHU.
Sk cBIAYMTH OCBiA 1CTOPIi, MUCTEITBO BIOOpa)kae HasiBHI Ta MPUXOBaHI COIliabHI
MPOIIECH BCEPEIMHI CyCHIILCTBA 1 B 0araThb0X BUIIAJIKaX € MEPEJABICHUKOM MaiOyTHIX
3miH. Came ToMy npobsieMa Cy4yacHOr0 MOHYMEHTAJIbHOTO MHUCTEITBAa HaOyBaThMe
PO3LIMPEHOr0 3HAYEHHS, 30KpeMa B 1HTeleKkTyanbHid cdepi. Lleit mpomec yxe
MOYaBCs, X04a MOro IJI0JIM BCE L€ HAATO CKPOMHI.
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TPAJUIIVHE HAPOJHE BEPAHHS Y TBOPUOCTI AHJPIS KOIIKH

Anomauia. Y wnaykosiii pos3gioyi nopyuyemvcsi NUmMaHHs 8i000padiceHHs
Mmpaouyiiino2o Kocmoma 3axapnamms Yy mMEOpHYOCmi HAPOOHO20 X)YOOHICHUKA
Ykpainu Anopias Koyxu. 3’sicogyemobcs ponv umiusku ma 005208UX KOMNIEKCIE Y
GpopMy6aHHi Hauposoi HanoGHeHOCMi Mma XyOOHCHbO-CMUNICMUYHOI BUPASHOCHI]
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TRADITIONAL FOLK COSTUME IN THE WORKS OF ANDRII KOTSKA
Annotation. This research addresses the depiction of traditional
Transcarpathian costume in the works of People's Artist of Ukraine Andrii Kotska.
The role of embroidery and clothing ensembles in shaping the genre content and
artistic stylistic expressiveness of the artist's works is explored.
Keywords: Andrii Kotska; Transcarpathian School of Painting; embroidery.

Tpaauniiine HapoaHe BOpaHHsS 3HAWIUIO IIMPOKE BiAOOpa)K€HHS y TBOpax
MUTIIB 3aKapnaTchKOi IIKOJIM kuBomnucy. bapBuctuii, camoOyTHIl HapoaHUI CTpid
HE JIMIIMBCS OCTOPOHb TBOPYOCTI HAPOJHOTO XYJOXKHUKA YKpaiHu AHJIpis
AmngpiitoBuda Konku (1911-1987). XynoxHuk sSiK y JOBOEHHUM, TaK 1 B TOBOEHHUMN
nepioau 3aBXkJIU OyB B €MILEHTPl KyJIbTYPHO-MHUCTEUBKOTO >KUTTS Kpar MOpsia 3
A. Epneni, Y. Boxmaewm, E. Konnparopnuem, ®. MaHaiinoM Ta iHIIMME KopHbesMHu
[5, c.48]. M. Cupoxman BimHOocUTh KOIKY [0 ApYyroro MOKOJIHHS MHUTIIB —
MpEACTAaBHUKIB 3aKapmaTChbkoi MIKOAM >KUBOMUCY, 110 Oepe CBiM MOYaToK 13
ITy6i4HOi MIKOIH PUCYHKY, 3acHoBaHoi A. Epneni ta M. Bokimaewm [3].

Xyn0KHUK BIIOMHI HE JIMIIE HATIOPMOPTAMHU Ta Nen3axaMu, OUIBIIICTh HOTO
poOIT — e MOpPTpPeTH 1 PIrypaTHUBHI KOMIIO3UI, /i€ BIJOOPa)KeHO MOOYT CTaporo
3akapnarts. 30KkpemMa KiHOYl 00pa3u B HALIIOHAIBHUX CTPOSIX PI3HUX €THOrpadiuHUX
rpyn. Sk 3a3Hayae B. Muilanud, XyJ1I0’KHUK 3a XapaKTEPOM TBOPYOCTI, MIBUAIIE, HE
XKAHPUCT, a TMOPTPETUCT, MJI SKOTO HAWBAXIIMBINIE — IUJIACTUYHO-)KUBOIUCHE
BUpIIICHHA TEMH, NPUXOBAHI IIMOMHH ICHXOJIOTii TOAChKOT ocobucrocTi. Moro
HNOPTPETH XBWJIKOIOTH TOCTPOTOIO, TIMOOKOEMOIIMHUM CTaBJIICHHSIM [0 CBOIX
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Mojaeneu [5, c. 47].

Huni OunblIicTe MEepioJUYHUX BUIAHb, aab0OMiB, MOHOTpadiii Ipo MUTISA
MICTUTh HOr0 JeTalbHUI XKUTTENUC Ta aHami3 TBopyoi MaHepu. [Ipore ocTopoHb
JUIIAETbCS TUTaHHS 3BEPHEHHS MUTLSA 7O HAPOJAHOrO MHCTENTBAa Ta pOJi
TpaJMIIITHOTO  KOCTIOMa 4K eTHoileHTUdikyrouoro ¢akropa (GopMyBaHHS
HalllOHAJIBHOTO KoJopuTy. HaponHe BOpaHHS Ta BHILIMBKAa — BaXXJIMBa CKJIAJ0Ba
YKpaiHChKOi KyJbTypu. B cuity icTopuyHuX 0OCTaBMH BUIIMBKA sIK 0coOJMBa cepa
OYXOBHOTO KUTTS, SK CKJIaJ0Ba TPaauLIAHOI HAPOAHOI KyJIbTYpH cTaja Jyis
YKpaiHUIB 3akapnarTss BaXXJIMBUM UYWHHUKOM €THIYHOIO CaMOYCBIJIOMJIEHHS,
caMO30€peKeHHsT 1  CaMO3axUCTy, CHOpHUsa  PO3BUTKY  €THOHALIOHAIBHOI
caMmocBizoMocTi [7, 9].

Murenp yMiB TiepefaTd 3arajibHe B JETAISIX. Y CHOTaJax Mpo CBIM MUIAX 1
npu3HayeHHs1 XyJnokHUKa A. Kolka AUIMThCA CIOCTEPEKEHHSIM MPO 3aCTOCYBAaHHS
KOJBOPIB Yy TKAallTBl Ta BUIIMBII 3akapnarts. Y perioHi BUKOPUCTOBYIOTH JBa-TPU
KOJIbOPH, aJie 3aTe OaunmMo Jay»Ke Oarate ix apaHxyBaHHs. Koilka 313Ha€ThCs, 110 CYTO
HapOJHE PO3YMIHHS Kpacu MII[HO YBIMILIO B KWOro TBOp4y MaHepy. JlakoHi3Mm Ta
BUPA3HICTh HApOJHOTO MHUCTEUTBA BIUIMHYJIM HA IMEBHI XYJIO0KHbO-CTHUJIICTHYHI
npuiomu mutig [1, c.23]. ¥V Ouibmocti poOiT Mu 06ayuMo KiHOYl oOpa3u B
HapOJHOMY BOpaHHI, 110 3yYMOBJICHO Kpamiow 30€peKEHICTI0O B JAPYridl MOJOBUHI
XX cT. came xiHO4Yoro BOpaHHs. YosioBiue BOpaHHS LbOrO mepioay OYyJIO MEHII
03700JI€HE Ta MIBUAIIE BTpadyaso caMoOyTHI pucu. JKiHOYa BHUIIMTA COPOYKA €
BU3HAYAJBHOIO B THUIOJOTI JIOKAJBbHUX XYJOXKHIX PHUC OJATOBOI BUUIMBKH Ta
KOCTIOMaA 32 JIOKAJIbHUMH PUCAMHU.

ETHorpadu BuaLIsA0Th HAa 3aKaprnarTi YOTHUPU OCHOBHI €THOTpadiuHi Ipymu:
ryuyiiB, OOHKIB, JIEMKIB Ta JOJMHSH 3akapnarTsa. XYJI0KHUK TBOPUB, KOJIHU
TpajulliiiHe HapoaHe BOpaHHS 1€ (QYHKIIIOHYBAJIO Y BIJJAJICHUX Cellax Kparlo.
TBopua crnajauMHa 3acBiguye, 0 MUTELb J0OpEe 3HaB OCOOJIMBOCTI KOCTIOMa, HOro
037100J1eHHs 3a eTHorpadiuaumu rpynamu. Huni tBopu AHpis Kouku € cBoepiiHUM
JOKEPEJIOM BHUBYEHHSI HApOJHOrO0 BOpaHHS Ta BUIIMBKUA. MuTelb yMUIO BiIOMpaB,
y3arajJbHIOBaB, 3HAXOUB HallXapakTEpHillIe s 3aKaprnarTs.

AHali3 TBOPIB MUTISI Ha MPEIMET BIJOOPAKEHHS JIOKAIbHUX OCOOJIMBOCTEN
HAapOJHOTO BOpaHHS Ta BHUIIMBKU B JKIHOYMX MOPTPETaX BUSBISE PO3YMIHHS
KyJIbTYpPHOTO CHAJAKy Hapoay, Horo uiHHOCTI. Po3kpuBae wmeronu poboTH 3
naMm’ITKaMH HapOJAHOTO MHCTELTBA, 3aCaql CUHTE3y HapOIHOrO Ta 00pa3oTBOPYOro
MUCTEUTBA. 3’CyBaHHS IUIACTHYHOI MOBHM TBOPIB XYJIOKHUKA PO3KPHUE MPUHIIMIIH
BIJIOOpPY Ta y3arajJbHEHHS MPUTAMAHHOTO I TE€PEHY, BUSBUTH IIACTUYHUI KOA
TBOpYocTi AHapis Kouku. Takuit BigOip MIT IpyHTYBATUCS JHUIIE HAa PETEIbHOMY
CIIOCTEPEKEH1 JTOKAITBHUX PUC HAPOJAHOTO OJATY.

Y 1931 poui A.Koika 3aBepiiye HaBYaHHA B YKTOPOJCHKIM TIBYO-
VUHMTEIbChKill ceMiHapii, 1e HaBYaBcs MANOHKY B AnambOepra Epnmeni Ta Mocuma
bokmas [6, c.29]. OTpuMye OUIIIOM HApOAHOIO BUMTENS Ta HAIPABJICHHS
npamoBatd B ¢. Tuxuit Ha Yxoipkiii BepxoBuni [8, c. 52]. 3 1937 no 1940 poky
BUKJIaaB y cenax Kam’saui, CiMep (HUHI — YKTOpOACBEKOTO PaioHYy).

C. ®enaka HaBOAUTH BIIOMOCTI 3 NEPIOAMYHUX BHAAHb MPO JIOCATHEHHS
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MUTLSA, 30KpeMa Taki TBOpH, fAK «CBSATO B TyIyJbCbKOMy cemi», «Martny,
«loBxanceka agiBumHa» [9, c.228]. B.IlaBnoB y BcTymHid crari A0 anbOomy
3a3Hayae, 1110 MUTELb y TOIIYKaX MOHYMEHTAIbHOCTI y3arainbHioe ¢popmy. [locraTi B
Horo moprperax 1 KapTMHaX yKyIl 3 1HIIMMHU €JIEeMEHTaMH CTBOPIOIOTH KJIACHYHI
KOMITO3HUIIIHI CXeMH, 1110 BUPAXKAIOTh CTaH CIOKOIO, TpUTaMaHHUM TBopuocTi Korku
[2, 3]. IIpotre B ayibOOMI HE 3a3HAYEHO JIOKAIHHOI BapiaTUBHOCTI KOCTIOMAa B HOTO
poborax.

I3 Oiorpadiuux BigoMocTeH, 3a(iKCOBAaHHUX Yy PI3HOMAHITHUX BHJIAHHSX,
3’4COBY€EMO, /i€ KMB 1 IpPAILlOBaB XYJIOKHHUK. BUIbIIICTH BIiIOMUX TBOPIB MHTILIS
npucBsiueHa BepxoBuni. Haiibinblie BiH BIAOMMI 3aBIOsSKH 0Opa3aMu BEPXOBHHOK,
0 € Yy3araJlbHeHUM II03HAYEHHSAM MEIIKaHIiB 3akapnaTTs, sKi MpPOXKUBAIOTh Yy
BHUCOKOTIPHUX ceflax 3akapnarTs. Y Ha3Bax poOiT y KaTajorax iHOJ1l HE PO3PI3HAIOThH
NOpTPET MeWKaHUs YjkaHchbkoi BepxoBunu, BonoBewunHu, MIDKTIpIIMHU 4YH
3akapnarcekoi ['ymynemuau. Tak, Ha mnoptperi «BepxoBunka» 1966 poky
300paK€HO JIIBUMHY B TpaAMIINHIA ryiynabcbkid copouui. A. Komka 3o00paxkae
mojed y BOpaHHI pi3HUX eTHOrpaiuHux rpyn. PaHHi poOGOTH BHUPI3HAIOTHCS
HIMPOKUM Ma3KOM, MPOTE 3 YITKO 3a3HaYEHUMHU pPUCAMU KOCTIOMA, 110 JJa€ HaM 3MOTy
11eHTU(IKYBaTH BOpaHHS Ta OASITOBY BHUILKBKY 332 €THOrpapiYHUMU rpynaMu. Tak, y
poborax «JliBunna 3 KomouaBu» (1952), «Becusanka» (1968), «Jlospka Onots
[TonsiHchKa» (1966) GaumMo XapaKTepHI pUCH KOCTIOMa JOJMHAH 3akapnarts. Ha
OCHOB1 BHM3HAQUEHUX NPHUHIMIIB paliOHYyBaHHS BUIUISIOTH YOTHUPU €THOrpadiuHi
pailonn nonuHAH: Mapamopocbkkuil, bopxkaBcbkuil, Yxkancekuil 1 IlepeunHchKO-
bepesusncekuit [7, c.275]. ¥V poborax «Becusnka» (1968), «lOnicte» (1969)
y3arajibHeHO 00pa3 [iBUMHUM B TUnoBoMmy BOpaHi TepeGne-Pinpkoi aomuHu, o
XapaKTepHUI PO3MILIEHHSM BHILIKMBKU Ha pyKaBax Ta TOPJIOBHHI COPOUYKH, KPOEM Ta
dopmoro MamkeTiB. BummBka TyT 3aiimMana naBl TpeTix pykasa. HailOuteln panHi
(GopMH KOJIOPUTY BUILIMBKM OynM uepBOHI 4 cuHI. OJHA 13 yacTo 300pa)kyBaHUX
XYJO)KHHUKOM COpOYOK, $IK Ha pobotri «Becusnka» (1976) 13 c. bymruno,
omyOnikoBaHa B mpaii Cepris MakoBcbkoro [6, c. 125]. Ha moscHomy mnopTpeTi
«Bacununa» (1958) 300pakeHO *KIHKY B COpPOYIll BOJOCHKOTO THUMY 3 KBaJpPAaTHUM
BHUPI30M TOPJIOBUHH, XapaKTepHUM JUIsi cil goiuHu piuku TepecBa. Y poOoOTI
«ITonpyru» (1970) 3a XxapakTepHUMHU pUCaAMU MOKEMO BU3HAYUTHU OOP>KaBCHKUU THUIT
XKIHOYOTO KocTioMa. Y poboti «Po3moBay (1969) xapaktepHi roioBHi yoopu JiBuat
13 XyCTKaMU «MOJIOJULSAMMI» Ta «YEMUSAMMW», IPUTAMAHHUMU JJIs1 KOCTIOMa OOMKHHB
3akapnarTsl.

Y MemopianbHOMY OYJIMHKY-MY3€i HapoAHOro XyJaoxkHuKa Ykpainu A. Kouku
30epiraeTbcsi KOCTIOM 3aKapHnaTChKUX TYLYJIB, IO CIYTYBIM XYJOKHHUKY JUIS
CTBOpEHHS cepii PirypaTuBHUX KOMMO3ULii. Bi3epyHOK BUIIMTOTO pyKaBa >KIHOYOT
COpOYKH 3 My3€l0 omnyOiikoBaHUM y 3ragyBaHii Hamu mpaii C. MakoBcbkoro [6,
c. 122]. A. Komka no6pe 3HaBcsi HA HAPOJAHOMY MHUCTETBI Kpato. Y poooti «Crapuit
ryiyi» (1970) 4onoBik y KeNTapuKy 3 «TaUCTPUHOIO» Ta B OASTHYTOMY HAOIAIIKH
«cepaaky», KU JIeKOPOBAaHWU KUTHUISIMU 1 BUIIMBKOIO. Y MHPUCBIYEHUX KIHOUUM
obOpazam ryuynok noprperax «Hapeuena» (1960-t1), «'yuynka» (1970), «'yiynka»
(1965), «I'annycs» (1967) Bupa3Hi eleMEHTH TPAAULINHOI HOIIl J1aHOTO panoHYy.
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Cepen poOIT XyAOKHUKA 3HAXOAMMO YHIKaJIbHI MOPTPETH B KOCTIOMAaxX I1HIIUX
€THOCIB, IO KOMIAKTHO IMPOXXMBAIOTh Ha 3akapmnarTi, 30KpeMa 1€ >KUBOMHCHA
pobora «CrnoBaripka aiBuuHa» (1951).

Huni HaykoBi JOOCHIJKEHHS XYAOKHbOI BHUIIMBKM YKpAiHIIB 3akaprarts i
TpaJAMIIITHOTO HApOAHOro BOpaHHA JalOTh 3MOTY TOYHO 1JE€HTU(DIKYBaTH
eTHorpadiyHy MNPUHAIEKHICTh TOIO YU 1HIIOIO MOPTpETa B HApOJHOMY BOpaHHI y
tBOpuocTi A. Kouku, sikuit 300pakaB HalixapakTepHille.
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Banenmuna KOCTIOKOBA

Kanouoam mucmeymeosuascmea, ooyenm
Kagheopu mucmeymea meKCmualo, UUUEKU
ma kocmioma Kuiscokoi depocasnoi
akaoemii 0eKopamusHoO-NPUKIAOHO20
mucmeymaa i ouzauny imeni Muxaiina
botiuyka (m. Kuis, Vkpaina)

Onvea KOPYEHKO

3006y6au opyeoeo (macicmepcvkoco) pieHs
sUWOI oceimu Gaxyibmemy 0eKoOpamueHo
npukiaonozo mucmeymea Kuiscoroi
OdepaicasHoi akademii 0exopamueHo-
NPUKTIAOHO20 MUCMEeYym8d [ OU3AUHY IMeH]
Muxaiina boiiuyka (m. Kuis, Vkpaina)

TEOPETUKO-METOJOJIOI'TYHI 3ACAA
OILIM®PYBAHHSI MOTUBIB YKPATHCbKOI OPHAMEHTHUKH
JJISI BUKOHAHHA 1IX Y MAIIMHHIN BUHINBIII

Anomauia. Pozenanymo numauHs SUKOPUCMAHHA — OPHAMEHMIE  DPYYHOL
BUUUBKU HAPOOHUX MAUCMPI6 Ol BUKOHAHHA X Y MAWUHHIU SUWUBYI, U0
8MiNOEMbC  NPOGecitinumu  Ou3atHepamu i BUPOOHUKAMU BUWUMO20 0052).
Ilpoananizosano moocaueocmi adanmayii 3paskie mpaouyiuHoi GUWUEKU O]
BUKOPUCMAHHS 8 CYYACHOMY ou3atini 00s2y. Haeedeno npuxknaou HapooHoi
OPHAMEHMUKU, WO BUKOHAHI (3 3ACMOCYBAHHAM SUMUBANLHUX MawiuH. Ocobnusa
yeaza npuoileHa amanizy nepesac MAUWUHHOI BUUUBKU, 30KpeMa OOIPYHMOBAHO il
NOMEHYIUHY pPOlb ) 30epedceHHi asmeHmudHUux y30pis, NONYIAPU3AYIL XYOOHICHbO-
CMUNICMUYHUX 0COOIUBOCmMel VKPAIHCbKUX opHamenmis. llopisnsanenuil  ananis
PO3UWUPIOE VABTIEHHS NPO MONCIUBOCII MBOPUOI Mpanchopmayii euuumozo 002y 8
CYHUACHUX OU3AUHEPCHKUX pO3poOKax 8 YKpainui i ceimi, a maxkoc Haoae MOMCIUBICHb
anuoue yceioomumu Micye MmexHONI02IYHUX 3000YMKI8 CbO200eHHS 6 30epediCeHHI
ICMOPUYHUX O3HAK YKPAIHCbKOI A8MeHMUKU.

Knrwouoei cnosa: ykpaincoka 8UuUBAHKA;, MAWUHHA BUIMUBKA, OYUDPYBAHHS
cxeMm SUUUBKU, VKPAIHCbKA A8MEHMUYHA SUUIUBKA, OPHAMEHMUKA, BUUUBAHUN KOO
Hayii; Ou3auH GULUUBKU.
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THEORETICAL AND METHODOLOGICAL PRINCIPLES OF DIGITIZING
UKRAINTAN ORNAMENTAL MOTIFS FOR MACHINE EMBROIDERY

Annotation. The issue of using hand-embroidered ornaments of folk craftsmen
for their execution in machine embroidery, which is embodied by professional
designers and manufacturers of embroidered clothing, is considered. The possibilities
of adapting traditional embroidery patterns for use in modern clothing design have
been analyzed. Examples of folk ornamentation made using embroidery machines are
given. Particular attention is paid to the analysis of the advantages of machine
embroidery, in particular, its potential role in conserving authentic patterns and
popularizing the artistic and stylistic features of Ukrainian ornaments is
substantiated. Comparative analysis expands the understanding of the possibilities of
creative transformation of embroidered clothing in modern design developments in
Ukraine and the world, and also provides an opportunity to more deeply understand
the place of today's technological achievements in preserving the historical features
of Ukrainian authenticity.

Keywords: Ukrainian embroidery; machine embroidery; digitization of
embroidery patterns, Ukrainian authentic embroidery; ornamentation, embroidered
code of the nation, embroidery design.

HoBiTHI 4yacu JAUKTYIOTh MNpoOY/)KEHHS HAIlOHAJIBbHOI CBIIOMOCTI H
II€HTUYHOCTI. Y TBOPYOMY 3J00YyTKY 1€ BTUTIOETHCS, 30KpEMA, Y BUILIUTOMY OJs31,
SAKUN TPAHCIIIOE CBITOBIM CHUIBHOTI BUIIMBAHUN KOJ YKpaiHCbKO1 Hauii. OcoOauBoi
aKTyaJbHOCTI JaHE MNHUTAaHHS HaOyBae B 4YacH B1JIBOMOBYBAaHHS 1 3aXHUCTy CBOTO
HaIllIOHAJIBHOTO JOPOOKY, CIIOHYKAlOUW J0 3aKpIIUIEHHS aBTOPCTBA YKPAiHCHKOIO
HapoJly Ha BUTBOPM MHCTELTBA, 30KpeMa JEKOPATUBHO-Y>KMUTKOBOI'O, Ta CTAIOYH
CBOEPIJTHOIO «KYJBTYPHO-MUCTELBKOIO» 30po€r0. Sk CBOro yacy BIy4YHO 3a3HadyuiIa
P. B. 3axapuyk-Uy0ail, «y BHIIMBII HaWUrIuOIIe BITOOPAXKEHO OpHAMEHTAIbHE
0araTcTBO HApOJHOIO MHCTELTBA,... BOHA BUCTYNAE SK €CTETHYHO-EMOILIiiHE,
JyXOBHE CAMOBHPAXKEHHS HAPOAY, MOTO MOPaJbHOrO eTUKeTy» [ 1, c. 6-8].

MoTuBM BUIIMBKM 3JaBHa HeclId B €001 iH(dOpMalil0 NOpo YKPaiHCBKY
1ZICHTUYHICTb, MEpelaBaIkCs MAUCTPUHSIMHU Yepe3 MOKOJIHHSA, aje HUHI, B Ipolieci
CBITOBOI'O TE€XHOJIOTIYHOT'O PO3BUTKY YMOKJIUBIIOETHCA 30€PEKEHHS iX Yy BUIJISIL
€JIEKTPOHHUX «BUIIMBAHUX MH(PPOKOAIB» — CXEM MAIIMHHOI BUIIMBKU. TOMY 3HAYHO
MOJIETIIYETHCA BUTOTOBJIEHHS CY4YacCHOrO OJATY 3 BUKOPUCTaHHSAM TPaAULIAHUX
BUILIMBAJIBLHUX OpHAMEHTIB (puc. 1) Ta momymnsipu3allisi yKpaiHChKOi BUILIMBKH.

BHUroToBiieHHsI OJMHULI OAATY 3 TPAAULIMHOIO PYYHOIO BHUILIMBKOIO MOTpeOye
3HAYHUX BUTpAT 4acy, YMiHHS, MaliCTEpHOCTI. AJie HUHIIIHIA MOMUT Ha YKPAiHCbKY
BUIIMBKY 3HAYHO 3POCTA€ K YCEPEAMHI KpaiHHU, TaK 1 32 KOPJAOHOM, TOMY HE MOXKE
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OyTH OXOIUICHUM JIMIIE PYYHOIO POOOTOI0 HAPOJHUX MAMCTPIB BUILIKMBKHU. 3POCTAHHS
BHYTPIIIHBOIO TOMUTY B YKpaiHl CTaTUCTUYHO MIATBEPIKYETHCS 30UIbIICHHAM
MPOJIAXKIB y IIbOMY cerMeHT! (Hampukia, xkypHai «Forbes Ukrainey», mocuiarouuck
Ha OMUTYBaHHS BUPOOHMKIB, MHUILIE PO 3POCTAHHS BHYTPIIIHHOTO MONUTY BABIYI, a
30BHIIIHBOIO — B YOTHPHU pa3H BiJ MMOYATKy BIMHH, NPU IIbOMY CEpEIHS CyMa ueka
3pocia Ha 20—40% [3]; 3a nanumu cepicy OJIX, y 2023 porii KUIBKICTh 3alUTIB Ha
KYITBJIIO BUIIIMBAHOK 3pocia BYeTBEpO [6]). CBiTUEHHSAM MIABUILNEHOTO 1HTEPECY N0
YKpaiHChKOi BUIIMBKHU 32 KOPAOHOM MOXKE€ CIYTyBaTH SIK BUKOPUCTAHHS iI MOTHUBIB
cBitoBuMu fashion-nuzaiinepamu mpotsrom yxke wmaibke 20 pokiB (OK.-II. 'oTse,
Gucci, JIx. T'amesano, Valentino, ¢&Dolce & Gabbana) [5], Tak 1 miaTpuMKa
YKPAiHCHKOTO MPOAYKTY B PI3HOMAHITHHX (iemmMo0ax Ta akiifgX OCTaHHIX POKIB
(manpuknan, y 2023 poui nam’stHuk bitns y JliBepryni 3 Haronu €BpoOaueHHs
BIArHy M y BumuBaHku [9]). Taki 3arambHOBigOMi (akTH, O€3CYMHIBHO,
MIATBEPKYIOTh 3HAUYIIICTh 1 CBITOBE CIPUHHATTS TBOPYOCTI YKpAiHLIIB 3arajoMm i

3aTpe0yBaHICTh YKPATHCHKOI BUILIMBKU 30KpEMa.
\ —
\ M
\\ v
a) 6) B)

Puc. 1. I'yiynbcbki OpHAMEHTH Y BUKOHAaHHI PYYHOIO 1 MAalIMHHOIO BHILIMBKAMH: a) BUIIMBAaHKa
KiHoua «['yIynpcbka cuiia», MallMHHA BUIIUBKA, YKpaiHcbkuil Opens SVARGA [2]; 6) pparment
XKIHOYOi cOpouku, pyuHa BumuBka, 1920 p. (c. bepe3iB Huxwiii, KociBcbkuii paiion, Iano-
®pankiBcbKka 0011.), pona HanionansHoro mysero HapogHoro mucreursa ['yuynbuunu ta [okyTrs
imeni M. Ko6puncekoro, KH 16052 B-5585; B) xiHo4a BUINMBaHKa, py4YHAa BUIIMBKA, HU3WHKA
(c. Benmukuii  Poxen, IBano-®pankiBcbka 0011.), ¢ona HarmioHabHOTO My3€l0 HapOJIHOTO
mucrerrea [ynymnsuman ta [ToxyTTs imeni . Ko6puncskoro, KH 5997 B-2661.

VY upoMy 3B’SI3KYy JIOTIYHO TOCTA€ MHUTAHHS 3aCTOCYBaHHS aBTOMAaTHU30BaHUX
croco0iB BUIIMBKM, WIO0 [Ja€ 3MOTY OXOINWUTH LIUPIIE KOJO CIOXKUBAYIB 1
3aJI0BOJIbHUTH iXHI 3allUTH B YKPAiHCbKIA aBTEHTUYHIN BUIIMBII / YKPaiHCBKOMY
BUIIUTOMY BOpaHHI. BoaHoyac I[IHHICTP PY4YHOI BHUIIMBKU B OJHOMY pa3l He
MPUMEHIIYETHCS.

Bapro 3a3HaunTu, 1m0 onudpyBaHHS MOTHBIB YKPAiHChKOi BUIIMBKUA Ma€ CBOI
0co0nMBOCTI. 30KpeMa, He BCl LIBU PYYHOI POOOTH 1J€HTUYHO BIATBOPIOIOTHCS B
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MalmuHHIA BUmuBILl. [IpoTe nepeBakHa OUIBIIICTD (A 1X y HapOJHIM BUIIUBII MOHA
100 BuAiB) — [AOCTYyNHa B MANIMHHOMY BHMKOHaHHI. MalIMHHOIO BUIIMBKOIO
MPaKTUYHO JIETKO BIATBOPUTH Bi3yallbHE COPUUHSATTS MOBEPXHEBO-HAIIMBHUX IIBIB:
JiYWIbHA THans (mpsiMa, Koca, Kadyallouku), 3aHU3yBaHHS, 3aBOJIIKAHHS, HMH3b,
HaOMpPYBaHHS, IITAINiBKa, BEPXOIUIYT, PETs3b, XPECTHK, COJIOB’iHI BIYKa, 3€PHOBHIA
BUBIJ, KypsSuui Opij, riaab (XyJd0XKHs, IeKOpaTUBHA, Oia Ta 1H.), pyIIHUKOBI IIIBH,
«KypsAUl WIKIPKW», TaMOYpHUH, TIETEIbHUM, CTe0I0BHM, OKCAMUTOBHM 110B, XPECTUK
npsAMUNA Ta Kocui ToImio. Jlemo CKIagHIIIUM € BIATBOPEHHS NPO30pPUX UIBIB —
MPO30PO-JIIYMIBHUX, MPOPI3HUX BUIBHUX Ta 1H. (MEpeXKa «OAMHAPHHUU MPYTHKY,
MOJBIMHUM TPYTHK», «PO3AUIBHUNA TPYTUK» TOIO). BonHodac BuIIMBalIbHI
MalIuHU, K1 TEXHIYHO OCHAILEHI JJii BUKOHAHHS a)XXypHOI BMILIMBKHU (pIIIENBE),
CHPABJISIIOTHCA 1 3 IIUM 3aBAaHHAM Takoxk. CydyacHa BUIIMBAJIbHA TEXHIKA aJanToOBaHa
TaKOX JI0 BUKOPUCTAHHS Oicepy, JETITOK Y BUIIUBII (110 YaCTO 3yCTPIYAETHCS Cepel
OYKOBHMHCHKHMX BUIIMBAHOK), BUKOHAHHS arlTiKaIlii.

MamuHHa BHIIMBKAa — 1€ TEXHOJOTIYHUNA MPOLEC, SKUM NependadyaeTbes
aBTOMATU30BaHE CTBOPEHHS BHILKBKU 3a JIONOMOIOK CHELIaJbHUX MAIIWH, 10
BUILMBAIOTh OOpaHuil nu3aiiH Ha TkaHuHI. 1100 po3pobuTn nuszaitHu A MalIuHHOI
BUIIIMBKY, HEOOX1JHI TEBHI 3HAHHS, HABUYKH, a TAaKOX BIAMOBIJHE MPOrpamMHe
3a0e3neueHHss Ta oOnagHaHHsA. CydyacHI NOporpamMHi NPOAYKTH JalOTh 3MOTY
MEePEBOJIUTU 300paKE€HHS PI3HOI CKJIAJHOCTI B CXEMHU BHUIIMBAJIBHUX CTIOKIB, MpHU
bOMY JOAATKOBO (Y TOMY YHKCJl B PyYHOMY pPEKHMIi) KOPUTYBATH I'yCTOTY CTIOKIB,
PO3MIp Ta OpIEHTALII0 BUIIMBAILHOTO €JIEMEHTA Ha BUPOO1 Ta psi/i IHIIKUX TapaMeTpiB
UIsE  OTpUMaHHs  NOTpiOHOTO  pe3ynbrary  BUmMBKU. Cepen  HalOLIbII
BUKOPUCTOBYBAaHUX MporpaM g OUu(pyBaHHS BUIIMBAJIBHOIO JM3ailHY MOXXHa
Buaumtu Taki: Chroma (Ricoma), BERNINA artista Auto Designer i Designer Plus,
Corel DRAWings X PRO, Brother PE-Design, Embird embroidery digitizing
software, Embrilliance Essentials, Hatch Perfect Embroidery professional, Wilcom
Embroidery Studio Tomo. Sk mnpaBuio, BUPOOHMKM BHUIIMBAJIBHUX MAaIIUH
OJIHOYACHO PO3pOOJISAIOTH / OHOBIIOIOTh MpOTrpaMHe 3a0e3MeyeHHsl JJisi CTBOPEHHS
IU3aiiHIB BUIIMBKHU. BianoBigHO I1CHYIOTH pi3HI (opMaTH Ju3aiiHIB MaIlUHHOT
pumuBku: EXP, DST, PES, PEC, JEF, SEW, PCS, XXX, ART, onmHak paesxi
pO3pOOHUKH  MepeAdavaoTb MOXIMBICTH 3MIHM  QopMary, IO  CIPOIIYeE
BUKOPUCTAHHA JU3aifHy Ha PI3HUX THUIAaX BUIIMBAJIBLHOI TEXHIKU.

OxpeMoi yBaru motpedye aHai3 mepeBar 3aCTOCYBaHHS METOJY MAaIlWHHOT
BUILMBKY SIK CYyTO TEXHOJIOTTYHMX, TaK 1 {IHHICHUX:

—TOTOBa CX€Ma MAaIlMHHOI BUIIMBKU a0COJIIOTHO MiJJAETHCS BapiaTUBHOCTI,
[0 J1a€ 3MOTy BHMKOPHUCTOBYBAaTH METOAM 3OUIbLIECHHS, 3MEHIICHHS, YKPYIHEHHS
OpHAMEHTY, JIeTalli3allil0 OKPEMHUX €JIEMEHTIB a00 YaCTHUH OPHAMEHTY, MO3UIIFOBAHHS
Ha BUpoO1 6e3 BTpaTu eJIeMEHTIB BUILIMBAJILHOIO MOTHUBY;

— SIKICTb TIOBTOPIOBAHMX BHIIUTUX €JEMEHTIB € HalKpalow, M0 J0Aa€
nepeBar y 3acTOCyBaHHI METOAY MAIMHHOI BUIIMBKU JIJIi BUTOTOBJICHHS BUPOOIB
BHUCOKOI'0 (MacoBOro) MOMUTY; Y BUNAJKy aBTOMAaTHU30BaHOI BULIIMBKH BUCOKY SIKICTb
BUKOHAHHS TapaHTOBAHO;
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— MOXJIMBICTh  Bi3yamizamii MaiOyTHbOro BHpPOOy [0 TMOYaTKy MHOro
BUT'OTOBJICHHS,

— PI3HOMAaHITTS 3aCTOCOBYBAaHUX BUIIB TKaHUH / MaTepiaiiB;

— IIMPOKA KOJIIpHA raMa Ta Pi3HOBUU HUTOK JJIS BUILIUBKY;

— MIIHICTh BUPOOIB (IOBrOBIYHICTH, 3HOCOCTIHKICTD);

— MOJKJIUBICTh BIJTBOPEHHS PI3HUX TEXHIK BUIIMBKH (B1J HAHIPOCTIIIUX O
CKJIAJIHIIIINX);

—30€peXeHHs] B €JIEKTPOHHOMY BUIJISIII TPAIUIIMHUX OPHAMEHTIB BUIIMBKU
TIJIsI TIOKOJIIHb;

— BIATBOPEHHS BTPAUuEHUX 3pa3KiB BUILKBKU 3a (poTrorpadisiMu Takux BUpOOIB;

— €KOHOMIS 4Yacy Ha BUKOHAHHS BUIIUBKH;

— YHIKQJIBHICTb JU3aiiHIB;

— JIGMOKpAaTU4YHAa BapTICTh JJIs CHOXKMBaya MOPIBHSHO 3 aHAJIOTTYHOIO PYYHOIO
BUILMBKOIO.

JIoLJIbHICTh Ta BUIIPABAAHICTh 3aCTOCYBAaHHS MAIIMHHOT BULIMBKH SIK CIIOCO0Y
30epeKeHHs] aBTEHTUYHUX MOTHUBIB B YKpaiHl BXK€ MPOJAEMOHCTPOBAHO HA MPAKTHII
BIITBOPEHHS YJIIO0JIEHUX MOTUBIB BUIIIMBOK BIJJOMUX YKpaiHIIiB 3a ¢oTorpadieto adbo
Ha NpUKIaAl My3eMHMX eKCINOHaTiB. Tak, yKpaiHCbKUM OpeHaoMm Mepexka 13
3aCTOCYBaHHSM MAUIMHHOI BHIIKWBKMA BHUTOTOBJIEHO OJST 3 OpPHAMEHTOM, IO
3adikcoBanuii Ha Goto npoigHuka OYH Crenana bannepu y BummBanii 1920 poxky
(puc 2), xoua monepeIHbO OPHAMEHT OyB BIATBOPEHUN PYUYHOIO BUILIMBKOIO B paMKax
NpOEKTY «Bumutuii oasar BugaTHuX ykpainiisy» [4; 8]. JIbBIBCbKUN OpeHA BUIIUTOTO
onary SVARGA B konekuii «®paHkoBa BUIIMBaHKa» peaizyBaB MPOEKT 13
BIITBOPEHHSI OPHAMEHTIB BUILIUBAHOK, 1110 Hajexanu poauHi 1. ®dpaunka. (puc. 3) [7].
HanuxaroTecss yKpaiHCBKOIO CHAAUIMHOIO, ii Bi3epyHKaMU Ta METOJaMHU BUIIMBKH
mu3aiinepku Vita Kin, Oxcana KapaBaHcbka Ta 1HII B YKpaiHi 1 32 KOPZOHOM.

a) 0)
Puc. 2. BintBopenns «bannepiBcbkoi BummBaHku»: a) Crenman banpepa, imoctparis Mysero

CTAHOBJICHHS YKpaiHChKOI Halli; ©) dYojoBiya BHUIIMBaHKa «baHmepa», MalIMHHA BUIIHMBKA
riajs / paniy3pkuii By3nuk, opens MEREZHKA.

VYpaxoByloun BHKJIaJ€HE, 3aCTOCYBaHHS METOAIB OLU(PYBaHHS [U3aHIB
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HAapOJHOT BHIIMBKA 3 METOIO BHUKOHAHHS iX CIOCOOOM MAIIMHHOI BUIIMBKHU €
OOIpYHTOBAHO aKTyaJbHUM Ta BHUIIPABJAHUM 1 JOMOMAarae He Jwuile 30epertu
TpaJMIiiiHy YKpaiHCbKy OpHAaMEHTHKY, a W PO3MIMPUTH BUIIMBAIBHO-MHUCTELbKI
MO>KJIMBOCTI JUIsl JIEMOHCTpAIll YKpaiHChbKOI aBTEHTHYHOCTI B JIOCUTh KOPOTKHIA
TEPMiH.
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PO3BUTOK XYJOKHbO-TIPOMUCJIOBOI'O MUCTEIITBA B YKPAIHI:
THAYCTPIAJIBALIA, MOJEPHI3M TA IHHOBAIIIL

Anomauia. Ilepwa mpemuna XX cmonimms 6 Yxpaiui 6yna nepio0om 3Ha4Hux
3MIH Y KVIbMYPHOMY 1 MEXHOJIO2IYHOMY PO3BUMKY, WO 6I00VIUCA Ni0 BHIUBOM
iHoycmpianizayii  ma  coyianvHo-nonimuynux — mpaucgopmayiv.  Lleu  uac
O3HAMEHYBABCS THMe2Payiclo HAPOOHUX mMpaouyiil y HOBIMHI OU3AUHEPCHLKI Mmda
apximekmypHi cmui, 30Kpema 8 MOOEPHICMCbKULL MA KOHCMPYKMUBICMCOKULL PYXU.
Mooepn noeonysas ecmemuyHi APUHYUNU 3 MEXHOJOIYHUMU IHHOBAYIAMU,
BUKOPUCMOBYIOUU OP2AHIYHI (hopMu ma O0eKOpaAmueHi MOMueU 6 pIsHUX cgepax,
30Kkpema 6 mebnesomy ousaiini. Koncmpykmueizm, y ceoro uepzy, pobus axkyenm Ha
@dyHKyioHanbHOCMI Ma payioHAIbHOMY GUKOPUCMAHHI pecypcis. Baoswcnusy pons y
PO36UMK)Y OU3AUHy 6i0iepas emHOOU3AlH, SKUU HNOEOHYBA8 HAPOOHI pemecid i3
cyyacHumu eumozamu. Y XXI cmonimmi Ho8imHI mexHon02ii ma mamepianu cmaiu
OCHOB010 0]l PO36UMK) €KOJLO2IYHO20 OU3AUHY, A MAKONC IHMEPaAKmueHux ma
PO3VMHUX MEXHONO02IU, W0 3MIHIOIMb QYHKYIOHANbHICMb IHmMep €pie i noOYmMosux
npeomemis, 8i0n08i0ar4u nompeodam cyyacHo2o CychniibCmad.

Knwuogi cnoea: inoycmpianizayisi, MooepH, KOHCMPYKMUGIZM, emMHOOU3AUH,
NPOMUCTIOBUL OUZATIH.
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DEVELOPMENT OF ARTS AND CRAFTS IN UKRAINE:
INDUSTRIALIZATION, MODERNISM, AND INNOVATIONS

Abstract. The first third of the 20th century in Ukraine was marked by
significant cultural and technological changes driven by industrialization and socio-
political transformations. This period saw the integration of folk traditions into
modern design and architectural styles, particularly in the modernist and
constructivist movements. Art Nouveau combined aesthetic principles with
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technological innovations, incorporating organic forms and decorative motifs in
various fields, including furniture design. Constructivism focused on functionality
and the rational use of resources. Ethnodesign played an important role, blending
folk crafts with modern design requirements. In the 21st century, new technologies
and materials have become the foundation for the development of ecological design
and interactive, smart technologies that change the functionality of interiors and
household items, meeting the needs of modern society.

Keywords: industrialization; art nouveau constructivism, ethnodesign,
industrial design.

[lepma Tpernna XX cromitta (oOpMyBajocs TMiJ CHUJIBHUM BIUIMBOM
IHayCcTpiamizaiii, COIaJbHO-MOITUYHUX 3MIH Ta B3aEMOJIl 3 HApPOJIHUMHU
TpaaulisiMu. lle OyB mepion, KOJM TEXHOJOTIYHUM Mporpec, 30kpema y cdepi
BUPOOHMIITBA, CHOPUYMHMUB 3HAYHI 3MIHM B JU3aifHI, apXITEKTypl Ta MOOYTOBIH
KyJabTypl. OJHUM 13 OCHOBHHUX 3aBJaHb I[bOTO MepPIoAy OyJI0o MO€JHAHHS €CTETUKH 3
(YHKII0HATBHICTIO, IO JAaBaJIO0 3MOTY €(heKTUBHO 3aCTOCOBYBATH HOBITHI TEXHOJIOTI]
I1J1 YaC CTBOPEHHS MPEIMETIB MOOYTY, MeOJIiB, a TAKOXK apXITEKTYpHUX (opM.

OnHuM 13 HAMBIIOMIIIKUX CTHIIIB I[LOTO MEPIOAY CTaB MOJEPH, SIKUW yBIOpaB y
cebe eIeMEeHTH NPUPOAM, OpraHiyHi (GOpMH Ta AEKOPATUBHI MOTHBH. MojaepH OyB
BUpA3OM HE JIMILIE XYJI0KHbOTO, a W TEXHIYHOIO MPOrpecy, OCKIIbKH LEW CTUIIb
MOEIHYBAB TPaAULIAHI TEXHIKM BUPOOHHUIITBA 3 HOBUMHU MarepiajaMu Ta (hopmamu.
B Vkpaini MmoznepH OyB NOIIMPEHUH Y TEKCTHIIBHOMY MUCTELTBI, KEpaMilll, a TAKOX Y
po3pod6ii mMebniB. Hampuknan, me6ii 1[bOro CTWIIO YacTO Mayld BUTHYTI JIiHIL, K1
Majgu SK €CTeTHUYHY, TaK 1 NpakTU4YHY (QYHKIII0, OO0 HajgaBajau iM JIETKOCTI.
OcoOnuBICTIO MOJEPHY CTAJI0 aKTUBHE BUKOPUCTaHHS HAPOJAHMX OPHAMEHTIB, SIKI
ajanTyBaiucs 10 HOBUX yMOB. [Ipo 1€ MOKHa ai3HaTUCA 3 POOIT, MPUCBIYECHUX
TBOpuocTi Muxaiina Jleperyca, sikuidi OyB OJHHUM 13 NIPEICTaBHUKIB MOJEPHOTO
HarpsMy B YKpaiHi, aKTUBHO 1HTETPYIOUH €JIEMEHTH HapOJHOI TBOPUOCTI B CYy4aCHHI
JU3alH.

He MeHm BaxiIMBUM HampsiMOM, IO MOLIMPHUBCS B YKpaiHi B cepenuHi XX
CTOJIITTSI, CTaB KOHCTPYKTHMBI3M — CTWJIb, SIKUM BiJ3HA4YaBCS MIPOCTOTOI (HopM,
FEOMETPUYHICTIO Ta (PYHKIIOHANBHICTIO. Lle# cTuiib, 110 MaB MIMPOKE 3aCTOCYBaHHS
B apXiTEKTypl Ta MPOMHCIOBOMY AW3aifHI, 30KpeMa B MPOEKTYBaHHI Oy/iBesb, OyB
COpSIMOBAaHUN Ha pallloHaJbHE BUKOPUCTAHHS pecypciB 1 MIHIMai3alio
JIEKOPATUBHUX E€JIEMEHTIB. Y paMKaxX KOHCTPYKTUBI3MY YTBEp/KyBajacs ilies, 110
dbopma mnoBuHHA cCiaykuTu (QyHKOI. B yKkpaiHCbKOMY KOHTEKCTI II€H CTHIIb
BTUTIOBaBCS B OymiBisAx, Takux sk [octurHui ABip y KwueBi, mo € uymaoBum
MPUKIIAJIOM YIPOBAKEHHS KOHCTPYKTUBICTCHKUX MPUHIIUIIB B apXITEKTypY [2].

TakoX BaXXJIMBOIO YaCTHHOIO ITI€1 €BOJIOII Oylia 1HTerparis TpaJaulliiHUuX
HApOJHUX MHUCTEITB y HOB1 CTWJIICTHYHI KOHTEKCTH. Y MIKBOEHHHUM TIepioj]] B
VYKpaiHi akTUBHO PO3BUBANIMCS HOBI (pOpMU €THOJM3ANHY, IO MOEJHYBAIA HAPOHI
TpaauIlii 3 1HHOBAIlIIMH B JIEKOPATUBHO-NIPUKIAAHOMY MHUCTEITBI. BaxmuBum
aCIEKTOM €THOJM3alHY € HE JIMIIE BIJHOBJIEHHS CTAPOJABHIX pemecen, a W IXHs
1HTerpamis B cydacHi ymMoBU. Hampukiana, BUIIMBKA 1 TKAlTBO CTad Ba)KJIMBUMU
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€JIeMEHTaMH HE JIUIIe B JIECKOPATUBHOMY TEKCTWII, a U y MeOsaX, Je HapOJHHIM
OpPHAMEHT BHUKOPHUCTOBYBaBCS Il OGOpMIIEHHA OOOMBKM ab0 IHIIMX JeTaneu
MeOmiB. Bigomi ykpaiHChKI MaWCTpH, 30KpeMa, B TEKCTHJIBHOMY MHCTEITBI,
3arMmoyaTKyBajdd HOBI TEHJEHIIIi, MOEIHYIOUM TPAAULINHI TEXHIKH 3 €JIEeMEHTaMHU
MOJIEPHI3MY.

ETHOnM3aiiH ik HanpsM TaKo BiAIrpaB BaXKJIUBY POJb y mpoleci GopMyBaHHS
HaIllOHAJIBHOT 1IEHTUYHOCTI B MEPioJ] rio0ai3aiifHiuX MPOIIECiB, 10 PO3MOYaIUCs B
cepenuni XX ctomiTTs. Sk 3a3Hauae IOpiit AdanackeB, eTHOAN3ANH CTaB BAKIMBUM
YUHHUKOM KYJBTYPHOTO BIJHOBJIEHHS Ta BIAPODKEHHS HAPOJHUX TpaauLid B
yMmoBax riobanbHux 3MiH [1, c. 147]. Lle miaTBepaxye, 30KkpemMa, BILUTUB HAPOJIHUX
pemecen Ha CTBOPEHHS CY4YacHOTO JAM3aiHy MeOJiB 1 TEKCTUIO0 B YKpaiHi, Je
TpaAUIIHI €JIEMEHTH MTOCTYOBO BXOWIU B IU3alH MPEIMETIB MOOYTY.

Y XXI cromitri 3MIHM B TEXHOJIOTIAX 1 MaTepiajax J0MoMararTh
MIPOMKCIIOBOMY JU3aiiHy HaJA3BUYAWHO LIBUIKO alanTyBaTHUCS 0 NOTPed CydacHOro
cycniuiberBa. CydacHU 1M3aiiH akTUBHO BUKOPHUCTOBYE 1HHOBALIMHI MaTepiaiu, Taki
AK HAHOTEXHOJIOrii, eHepros0epiraroui Ta mnepepodbseHi Marepianu. Binomui
yKpaiHCcbkuil nu3aitHep Mukona Copoka akTHBHO poO3po0iise KoHUemnuii MeOmiB i
peaAMETiB MOOYyTy 3 BHKOPHUCTAHHSIM €KOJIONIYHMX MarepiajiB, 1o BigoOpaxkae
HOBUH MIAX1J IO CTAJIOrO PO3BUTKY B au3aiiHi [3, c. 43]. 3okpema, BiH Ipaltoe Haj
CTBOPEHHSIM €KOJIOTIYHO YUCTUX MPEAMETIB, 110 TAPMOHINHO MOEAHYIOTh Cy4YacHI
TEXHOJIOT1i 3 ECTETUYHUMH 1 PYHKIIOHATbHUMHU BUMOTAMH.

CyyacHuil NOpPOMHCIOBHM  JAW3ailH HE JIMIIE  BIJANOBIJIA€  BUMOTaM
TEXHOJIOTTYHOTO IIPOrpecy, a il yce OlIbllle OPIEHTYETHCA Ha KOPUCTYBALbKHUM JTOCBI/,
IHTErpyloud B JM3ailH PO3yMHI TEXHOJIOTII, [0 3a0€3MeuyroTh aBTOMATHU3ALI0 Ta
koMdopT. Takuil miAXiJ aKTUBHO PEai30BYETHCSI Y CTBOPEHHI PO3YMHUX IHTEP €PIB
Ta BUKOPUCTAHHI IHTEPAKTUBHUX TEXHOJOTIH, 10 AAl0Th MOXKJHUBICTh 3MIHIOBATU
(yHKIL10HAJIBHICTh MPOCTOPY 200 MPOAYKTIB 3aJI€KHO BiJl MOTPeO KOPUCTYBauiB [4].

[Tpuknan BUKOPUCTaHHS CYYaCHUX TEXHOJIOTIM: OJIHIEIO 3 TEHACHIIH, sKa
aKTUBHO PO3BHUBAETHCS B CYyYaCHOMY JM3aiiHI, € BUKOPUCTAHHS IHTEJIEKTyalbHUX
MarepialiB, sIKi 3MIHIOIOTh CBOi BJIACTUBOCTI 3aJIE)KHO BiJf YMOB HABKOJIMIIIHHOTO
cepenoBumia. lle BinkpuBae HOBI TOPU3OHTU B apXITEKTypl Ta MeOJIEBOMY JIU3aiiHI.
Hanpuknaza, BUKOpUCTaHHS €KpaHIB 3 AKTUBHUM TEKCTHJIEM JOIOMAara€e CTBOPIOBATH
MeO0JI1, SIKI pearyroTh Ha TEMIIEpaTypy M HaBITh Ha rojioc KopucTyBaya. lle moennye
TPAIUIIAHI MIIX0AW 3 HOBITHIMH TE€XHOJOTISIMUA Ta BIIKPUBAE HOB1 MOXJIUBOCTI JJIS
MPOEKTYBAHHS 1HTEP €PIB 1 MPEAMETIB MOOYTY.
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PRESERVING THE CULTURAL IDENTITY OF THE OPOLE REGION IN
THE CONTEXT OF POLITICAL TRANSFORMATIONS: THE CASE OF
MONUMENTAL PAINTING BY WEADYSLAW POCZATEK AND
KRYSTYNA WIEJAK

Annotation. The text focuses on the issue of preserving the cultural identity of
the Opole region in the context of the socio-political transformation after 1989,
analyzing the impact of political changes on monumental painting. The role of state
artistic institutions in the People's Republic of Poland (PRP), which controlled the
creation of monumental works, is examined, as well as the activities of Wiladystaw
Pociatek and Krystyna Wejak, authors of numerous wall paintings in Opole and the
Opole Voivodeship. The evolution of their artistic works is described, emphasizing
their significance in shaping the public space. The text also analyzes the degradation
of these works after 1989, caused by urban infrastructure modernization and the lack
of effective conservation protection. The necessity of systematic protection of cultural
heritage as an element of shaping historical consciousness and social identity of the
Opole region is emphasized.

Keywords: Monumental painting; sgraffito; cultural identity, cultural heritage;
conservation protection;, Wiadystaw Pociatek; Krystyna Wejak.

Anomauia.  Posensinymo — npobiemamuky — 30epedceHHs — KYAbmMypHOL
i0enmuynocmi  OnonbCcbKk020  pe2ioHy 8  KOHMEKCHMi  CYCRIIbHO-NOJIMUYHOL
mpancopmayii nicna 1989 poky, awnanizyemvcsi 6nAUS NONIMUYHUX 3MIH HaA
MOHYMenmanvHuii  dcugonuc. Poszensoaemvcs  ponb  0epocasHux — XyOO0dHCHIX
incmumyyiti 'y Ilonvcokiu Hapoowuiii Pecnyoniyi (IIHP), ski konmpoaiosanu
CMBOPEHHsT MOHYMEHMANbHUX MEopis, a makodc OisinbHicmsy Braoducnasa Ilouamka
ma Kpicminu Besk, asmopieé uucieHHux uacminnux posnucie 6 Onone ma
Ononvcvbkomy — 80€80o0cmei.  Onucyemvcsi  egonoyiss  iXHboi  meopyocmi 3
nioKpecieHHAM il 3HaueHHs 0N opmysanus nyoaiunoco npocmopy. Taxoowc
ananizyemuvcs oezpadayis yux meopie nicis 1989 poky, cnpuuunena mooepHizayieio
MicbKOI  IH@pacmpykmypu ma 8iOCYmHicmI0o  e@peKmusHo20 KOHCEPBaAYiliH020
saxucmy. Haeonowyemovcs Ha HeoOXIOHOCMI CUCMEMHOI OXOPOHU KYJIbMYPHOL
CNAOWuHu sK enremeHma @opmyeanHHs ICMOPUYHOL CcBI0OMOCMI U COYIANbHOL
ioenmuunocmi Onoavbcbko2o pe2iony.

Knrwouoei cnoea: momymenmanvuHuil ocugonuc;, cepagimo,  KyibmypHa
i0eHmuyHicmy, KyIbmMypHa CNAOWUHA, KOHCepsayiuHa o0xopoua, Braoucnas
Ilouamex, Kpicmina Besk.

After World War II, Poland faced the challenge of rebuilding the country,
including the integration of the Recovered Territories, which were incorporated into
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the state’s borders in 1945 at the expense of territories lost in the east. A key role in
this process was played by the Ministry of the Recovered Territories, established in
1945, whose aim was economic reconstruction, the Polonization of newly annexed
regions, and their administrative organization. These activities included the
resettlement of Poles from the Eastern Borderlands and central Poland, the
management of former German property, and the development of infrastructure [1].
Within the process of developing these newly acquired areas, artistic organizations
played a significant role in shaping public spaces in accordance with state ideology.
In 1949, the State Enterprise for
Decorative Works was founded, later transformed into the Workshops of Fine
Arts (PSP). This institution was responsible for implementing artistic commissions in
the fields of applied arts, exhibitions, and urban decoration [2]. In the Polish Republic
(PRL), artists had to be members of the Association of Polish Artists and Designers
(ZPAP) to receive commissions, which was part of the state’s control over artistic
production [3]. One of the regional branches of the Workshops of Fine Arts was
located in Opole and collaborated with the Opole branch of ZPAP, established in
1954. The first president of this branch was Wiadystaw Poczatek (1910-1988), a
visual artist and graphic designer who played a key role in the post-war artistic life of
Opole. Wiadystaw Poczatek graduated from the Academy of Fine Arts in
Krakow in 1936, and after the war, he actively participated in the development of the
Recovered Territories. Together with his family, he settled in Opole, where he co-
created the artistic community, promoted cultural life, and was actively involved in
public institutions. He was a member of the city aesthetics council and the author of
numerous monumental works in Opole and the Opole region. His artistic practice
focused mainly on wall painting, executed in the sgraffito and oil-wax techniques [4].
Some of his earliest works from the 1950s included sgraffito on the facade of
the “Odra” cinema in Opole (now lost) and sgraffito on the hall of the Mechanical
Works for the Refractory Materials Industry (ZMPMO), which has been included in
the register of monuments. These works were dominated by representations of
workers and peasants, characteristic of socialist realism, which in the 1950s imposed
strict ideological guidelines on artists. A shift occurred after the of 1956, when art in
Poland was liberated from the constraints of socialist realism. In his later works,
Poczatek experimented with his own style, which was referred to as “Picas
stanmodernity” [5], as exemplified by the sgraffito at the PKS bus station in Raciborz
and the mural in the waiting room of main railway station. In the 1970s, he
incorporated abstract forms, such as in his design for the facade of a pavilion in
Turawa. At the end of the 1960s, Poczatek’s daughter, Krystyna Wiejak (1942—
2008), a graduate of PWSSP in Wroctaw, joined him in creating monumental works.
Initially, she collaborated with her father on his projects, but over time, she
developed her own artistic style and created independent works. Her original projects
included an oil-wax painting in the Delicja café in Opole (1981) and sgraffito on the
facade of the House of Culture in Kuczbork. One of their most significant joint
projects was the mural in the Moszna Castle (1972) and sgraffito in the Voivodeship
Office in Opole (1987). The artistic partnership of Poczatek and Wiejak had a
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considerable impact on the urban landscape of Opole and the Opole region. They
created decorative facades for buildings and interiors in public spaces, such as
restaurants, offices, and railway stations [6]. After 1989, the political and economic
shift led to the disappearance of state commissions for public art, which, combined
with a wave of renovations and modernization efforts, resulted in the gradual and
widespread destruction of Poczatek and Wiejak’s works. Nearly twenty of their
works have disappeared from Opole’s urban space, including the fresco in the
“Festiwalowa” restaurant, the tempera painting in the International Press and Book
Club, the sgraffito on the facade of the Opole Tribune, and the oil-wax mural in the
Kmiecic student dormitory. The lack of systematic protection for monumental art is
part of a broader process of the disappearance of post-war cultural heritage. Despite
their high artistic and historical value, these works are often neglected and replaced
with new solutions, frequently of far lesser artistic significance. The preservation of
monumental art should become a priority in cultural policy, as it is an inseparable
element of the cultural identity of Opole and the Opole region.

In recent years, efforts have been made to protect the remaining works, as
exemplified by the renovation and inclusion in the monument register of two murals
by Krystyna Wiejak in the University Clinical Hospital in Opole. Cultural institutions
and heritage protection organizations must find a balance between contemporary
urban development and the preservation of the authentic historical landscape. A
systematic approach to preserving the artistic, historical, and social value of
monumental works is crucial to preventing their further degradation. The protection
of Opole’s heritage should not be limited to isolated actions, but should instead be
part of a long-term strategy that integrates the past with modernity and strengthens
local cultural identity.

References
1 Journal of Laws 1945 No. 51, Item 295, Decree of November 13, 1945, on the
Administration of the Recovered Territories 1945. [Online]. Available:
https://isap.sejm.gov.pl/isap.nsf/download.xsp/WDU19450510295/0/D19450295.pdf
. [Access date: 15.02.2025].
2. Ordinance of the Minister of Culture and Art of December 23, 1949, on the
Establishment of a State-
Owned Enterprise under the Name: State Enterprise for Decorative 1950. [Online].
Available:
https://isap.sejm.gov.pl/isap.nsf/download.xsp/WMP19500120124/0/M19500124.pd
f. [Access date:14.02.2025].
3.Toniak E., The State Enterprise Workshops of Fine as a Narrative about the Polish
Republic, 2019. [Online]. Available:
https://www.academia.edu/113246004/Przedsi%C4%99biorstwo_Pa%C5%84stwowe
_Pracownie Sztuk Plastycznych jako narracja o PRL. [Access date: 14.02.2025].
4. Gallery of Contemporary Art, Artist, Wiadystaw Poczatek 1910-1988, catalog.
Gallery of Contemporary Art in Opole, 1992.
5. Zapotoczny P.,Gazeta Wyborcza, 2020. [Online]. Available:

126



https://opole.wyborcza.pl/opole/7,35086,25697465,stworzyl-malowidla-na-
opolskich-dworcach-i-ozdobil-hale-ofam-y.html. [Access date: 14.02.2025].

6. Materials from the family archives of Wtadystaw Poczatek and Krystyna Wiejak,
held by Futkowska

M., Opole 2025

127



Jleonio HAI'TPHAK

Loyeum kagheopu xy002cHb0i Kepamiku, depesa, CKYIbnmypu i Memainy
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3BEPEXXEHHS TPAIUIIMHUX TA IHTETPAIISI CYUYACHUX TEXHIK
Y ITPOINEC HABYAHHS B XY/IOKHIN KEPAMILI

Anomauia. Buceimneno eadxciugicme 30epedicenHs mMpPAOUYitiHUX MexHIK
XYO0HCHLOI KepaMIKU AK KYIbMYPHOI CnAOwWuHu ma ixuvoi inmezpayii i3 cy4acHumu
MexXHON02IAMU 3a01 po36umKy mucmeymaea. Poszensoaromscs inHosayitini nioxoou,
Wo GIOKpUBAIOMb HOBL MOMCIUBOCMI V CMBOPEHHI KepamiuHux eupooie. Axyenm
3p006neH0 Ha MemoOouKax HABYAaAHHSA, SKI NOEOHYIOMb MOOYIbHY CMPYKmMypy,
NPAKMUYHI 3aHAMMSL 13 CYUYACHUMU MEXHON02IAMU MA MIHNCOUCYUNTIHAPHI NIOXOOU.
Baoicnuee  3nauenHns — HAOAEMbCA  2APMOHIUHOMY  NOEOHAHHIO — mMpaouyit i
HOBAMOPCHLKUX PilleHb, Wo CNPUsE OPMYBAHHIO Y CIYOEHMI8 MEop4020 nioxoody ma
npoghecivinux Hasuyok. Illoeonanna mpaouyitinoco i cyuyacHoz2o 3abe3neyye
30epedicenHsi KYIbmYpHOI CHAOWUHU mMa GIOKPUBAE HOBI NEPCHeKMusu O
MucmeyvbKoi 0ceimu i mgopuocmi.

Knwuogi cnosa: mpaouyitini mexHixu Kepamixu, Cy4acHi mexHiku Kepamiku,
XY00JHCHA KepaMiKa, HAGYAIbHUL NPoYec.
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PRESERVATION OF TRADITIONAL AND INTEGRATION OF MODERN
TECHNIQUES IN THE LEARNING PROCESS IN ART CERAMICS
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Annotation. The work highlights the importance of preserving traditional
techniques of artistic ceramics as a cultural heritage and their integration with
modern technologies for the development of art. Innovative approaches are
considered that open up new opportunities in the creation of ceramic products. The
emphasis is on teaching methods that combine a modular structure, practical classes
with modern technologies and interdisciplinary approaches. Important importance is
attached to the harmonious combination of traditions and innovative solutions, which
contributes to the formation of a creative approach and professional skills in
students. The combination of traditional and modern ensures the preservation of
cultural heritage and opens up new prospects for art education and creativity.

Keywords: traditional ceramic techniques;, modern ceramic techniques;
artistic ceramics, educational process.

VY cydyacHOMY CBITI TpaauliiHI TEXHIKHM XYJAO0XKHbOI KEPAMIKUA € KYJIbTYPHOIO
CHAJIIMHOI0, sIKa MOKe OyTH BTpaueHa 0e3 HajexkHoi yBaru. BojnHodac iHTerparis
CyYaCHHUX TEXHOJIOTIM A0 Mpolecy HaBYaHHS BIAKPUBAE HOBI MOMJIMBOCTI IS
30epeKeHHS Ta PO3BUTKY KEpaMiYHOTO MUCTEITBA.

Merta Hamoro AOCHIIDKEHHS — MOWYK OalaHcy MDK TpaaulisiMd Ta
IHHOBAIlISIMA i1 €(DEKTUBHOTO HaBYAHHS MOJIOJOTO TOKOJIHHS KepamicTiB. Y
XYJOKHIM ~ Kepamilli ICHye Oarato TpaguUIdHUX TEXHIK, SKI CTOJITTAMHU
BUKOPUCTOBYBAIKCS MallCTpaMH M 3aIUIIAIOTHCSA NOMYJIIPHUMU M HUHI, 30epirarouu
0araToBIKOBY ICTOPHYHY CHaauIMHy. BoHM Bi10Opa)aroTh KyJbTYpPHY 11€HTHUYHICTb
perioHy, mnepeaaroyu YyHIKaJdbHI CHOCOOM pOOOTH 3 KEepaMiYHUMU MaTepiajaMu.
BuBueHHs TpaauUIMHUX TEXHIK € KIOYOBUM €TalloM Yy PO3BUTKY CYYacHUX
KEepaMICTIB, OCKUIbKHU 1€ 3a0e3neuye (yHAAMEHT Uil TBOPUYOCTI Ta €KCIEPHUMEHTIB.
TpanuuiitHi MeToIM, Takl IK poOOTa HA TOHYAPHOMY Kpy31, py4HE JIIJIEHHS, TEXHIKA
[UIMKEPHOT'O JIUTTS,, aHTOOHUWA PO3MHUC Ta 1HLI JOMOMAararoTh OMAaHYBAaTHU OCHOBH
poOOTH 3 TIIMHOW, 3PO3YMITH Ii BJIACTUBOCTI Ta MOKJMBOCTI. BonmomiHHa numu
HAaBUYKAMM JIOIIOMarae CTYJE€HTaM pPO3BUHYTH UYTJIMBICTH JO0 MaTepialy Ta
chopMyBaT po3yMiHHS HOTO CTPYKTYPH.

JUIsT MOJOAMX MHTIIB Ba)JMBO TAaKOX BHUBYATHU ICTOPUYHUN 1 KyJIbTYpHUH
KOHTEKCT IIMX TEXHIK, OCKUIbKM BOHU € BIJIOOPAXKEHHSM PETIOHAIBHOI XYI0KHBOT
cnaguuuy. lle BiakpuBae sl Cy4yaCHUX KEpaMiCTiB JKEPENIO HATXHEHHS s
CTBOPEHHS BJIACHUX POOIT, SIKI MOEIHYIOTh aBTEHTHUYHICTh 13 Cy4YaCHUM OaueHHSIM.
BonHouac cydacHi TEXHIKM CTalOTh MOTYXHUM KaTadi3aTopoM [Jis 1HHOBAIN y
KepaMiYHOMY MUCTELTBI, BIIKPUBAIOYX HOBI TOpU30HTH Il MUTLIB. HOB1 MaTepianu
3 TMOJIMIIEHUMH BJIACTUBOCTAMM, BJOCKOHAJEHI TEXHOJOrl (OpMyBaHHS Ta
JNEKOPYBaHHS KEpaMiYHUX TBOPIB, E€KOJOTIYHO YMCTI Marepiajiv, SIKi 3HUXKYIOTb
HEraTMBHUM BIUIMB HAa JIOBKULIA, CTalOTh YC€ AaKTyalbHIIMMH B CY4YacHOMY
MUCTELTBI Xy/10KHbOI KEPaAMIKH.

3’SIBISAIOTHCA HOBI TEXHIKM (opMyBaHHS KepaMiuHuX BUpoOiB. Ha 3miHy
MEXaHIYHOMY TOHYapHOMY Kpyry HpUHIUIA TOHYApHI KPYTH 3 EJIEKTPUYHUMHU
npuBojamMu, 3’siBuiiock 3D-monentoBanHs 1 3D-dopmyBaHHS KepaMi4HUX BUPOOIB.
HudpoBuit 1pyk Ha KEpaMiYHUX MaTepiajiax TaK0X PO3UIUPUB XYHA0KHI MOKIUBOCTI
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BJIOCKOHQJICHHS TBOPIB, a HOBI KepaMmiyHi Marepiaiu 13 3aCTOCYBaHHAM
EKCIIEpUMEHTAJIbHUX J00ABOK JIal0Th 3MOTY CTBOPIOBaTHM BHUpPOOM 31 3HAYHO
MOJIMIIEHUMH XapaKTepUCTUKAMU, TAKUMU SIK MIJBUILIEHA MIIHICTh, TEPMOCTIHKICTD
ab0 ecTeTUYHA YHIKAJIbHICTh. IHHOBAIIIT y cdepi I1a3ypyBaHHs HAJlal0Th MOKIIUBICTb
CTBOPEHHSI TOKPUTTIB 13 HE3BUYHUMHU (aKTypamu, KOJbOpaMH UM HaBITh
IHTEPAKTUBHUMHU BJIIACTUBOCTSIMHU, SIK-OT 3MiHA KOJIbOPY 3aJI€KHO BiJl TEMIIEPATYpPH.

JInst  yCHIIIHOTO TO€JHAHHA TPaAMWIid Ta HOBATOPCHKUX pIIIEHb Y
HAaBYAJIbHOMY TIPOLECI BaXXJIMBO PO3POOUTH METOJUKM BUKIAJAHHA, SKi
COPUATUMYTh TapMOHIMHOMY ONAHYBaHHIO CTyJE€HTaMH SK (yHIaMEHTalIbHUX
TEXHIK, TaK 1 Cy4acHMX I1HHOBalii. MoaynpHUN MIAXIJT 10 HABYAHHS mependayvae
CTPYKTYpYBaHHSl mporpaMu Ha okpemi Oioku. CrnoyaTKy CTYAE€HTH OBOJIOAIBAIOTH
0a30BUMHU TPAaJULINHUMHM TEXHIKaMH, SK-OT poOOTa HAa TOHYAPHOMY Kpy3l, pydHE
JimieHHs 4yu (GopMyBaHHsS 3a rincoBuMu (opmamu. HactynHi Moaysi BBOASTH Y
HaBYaHHS Cy4YacHI TEXHOJOr1i, Taki Kk 3D-apyk, hopmyBaHHs BUPOOIB 13 IJIACTIB Ta
CydyacHl MeToAM riazypyBaHHs. Lle mae 3Mory moctynoBo po3BUBaTH MalCTEPHICTb,
HE [MEPEBAaHTAXYIOYM CTYJEHTIB HOBOIO iH(popmaniero. [IpakThuHi 3aHATTA 3
BUKOPUCTAaHHSAM CYyYaCHHMX TEXHOJIOTH, MaiicTep-Kiacu 13 3aJy4eHHSIM MpoQeciiHux
MUTLIB, SIKI MPALIOIOTh 3 IHHOBALIMHUMU TE€XHIKaMH, a00 MpoBeACHHS J1a00paTOPHUX
3aHATh 13 BHUKOPUCTAHHSAM CY4YaCHOTO OOJIaJIHaHHS 4YM MaTepialiB JONOMOXYTb
CTYJIEHTaM OTpUMATH Oe3nocepeAHiil JOCBIL 1 3pO3yMITH NEpeBard HOBITHIX
M1JIX0/1IB Y KOHTEKCTI BIACHOI TBOPYOCTI.

BxitoueHHs: MDKIUCIUIUTIHAPHUX MIAXO/IB 3 IHTETPAL€I0 3HAHb 13 CYMIKHHUX
rajy3ei, TakuxX SK MaTepiaJlo3HABCTBO (po3poOKa HOBHUX TIJa3ype), Iu3ailH
(iHHOBaIIMHI (OpMH) Ta KYJIBTYpPOJIOTIS (JOCHIKEHHS ICTOPUYHOTO KOHTEKCTY
TpajMIliil) pO3MWUPATH CBITOIJISA CTYJIEHTIB 1 CHPUSIOTH PO3BUTKY iXHBOT
aJanTHUBHOCTI B yMOBaxX JIWHAMIYHOTO MHUCTELBKOr0 CEpeloBUIIA. 3BOPOTHHIMA
3B’SI30K 1 KPUTUYHUM aHaNI3 y BUIJISA1 PETYJSIPHOIO OOTOBOPEHHSI CTBOPEHUX POOIT
13 BHKJaJayaMyd M OJIHOKYPCHUKAaMM JOINOMAara€ BU3HAYaTH CWJIbHI CTOPOHHM Ta
HanpsMH JUIsl TOMINIIEHHS, (GOPMYIOYU 3JaTHICTh KPUTUYHO OI[IHIOBATH SIK CBOI
poOoTH, Tak 1 poOOTH 1HIIKX. Takl miaxoau (pOpPMYIOTh Y CTYNEHTIB HABUYKH, IO
JOTIOMararoTh iM HE JIMIIE YCIIIIHO OMAaHOBYBaTH pEMeEC]O, a ¥ BIIKPUBATU HOBI
oOpii Il TBOPYOCTI, BUKOPUCTOBYIOUYM SIK ICTOPUYHY CHAIIIMHY, TaK 1 Cy4YacHi
MO>KJIUBOCTI.

BucnoBok. IloenHanHsi TpaauiiifHOTO Ta Cy4acHOTO B XYJOXKHIA Kepamilli
cripusie 30€peKeHHIO KYJIbTYPHOI CIAAIIMHUA 1 PO3BUTKY KpeaTuBHOCTI. HeoOximHo
MOCTIIHO OHOBIIIOBaTH METOANKHU HaBYaHHS ISt H1ArOTOBKH
KOHKYPEHTOCTIPOMOXKHUX (DaxiBI[IB.
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Kpicmina bObOPHKIHA

3006ysau opyeoeo (macicmepcbkoco)

PI6HA U0l 0Cc8imu

Gaxyromemy 0eKOpaAmMu8HO-NPUKIAOHO20 MUCMEYMBA
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NPUKTIAOHO20 MUCMEYM8a | OU3AUHY

imeni Muxatina bouyyxka,

(m. Kuis, Yxpaina)

XYJI0KHE OCMHUCJEHHSI CTAHY CAMOTHOCTI ITIJT YAC
POCINCBKO-YKPATHCBHKOI BIMHHU 2014-2025 POKIB Y
MOHYMEHTAJBHOMY TA CTAHKOBOMY MUCTELTBI

Anomauia. Poszensioaemvcs Xy0O0XHCHE OCMUCIEHHS CMAHY CAMOMHOCMI 8
ymoeax pociticbko-ykpaincokoi  gitinu  (2014-2025) y MmoHymenmanvbHoM)y ma
CMAaHKo8OMYy Mmucmeymei. AHAni3yIOmoucs 0CoOIUBOCMI  BI3VANLHO20 BUPANCECHHSL
eMOYItHOI i3071Yil, 6mpamu 368 S3Ki6 | 6HYMPIUHb020 BI0UYIHCeHHS uepe3 00pa3Hi
3acobu occusonucy, epagiku, ckyrbnmypu ma incmanayiu. Posxpusacmwucsa pons
mucmeymea AK 3aco0y KOMYHIKAYii ma OCMUCIEHHS B0E€HHO20 00cgidy. Okpemy
yeazy npuoileH0 aHani3zy KOHKPEMHUX XYOOXUCHIX MEOpis, IXHIX aBMOpPCbKUX
IHmepnpemayiu ma CyCnilbH020 CHPUUHAMMAL.

Knwuoei cnosa: camomuicms, 6itiHa, MUcmeymeo, MOHYMEHMANbHe
MUcCmeymeo, CMmaHKo8e MUCmeymeo, eMoyiuna i30aaYis.
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ARTISTIC CONCEPTION OF THE STATE OF LONELINESS DURING THE
RUSSIAN-UKRAINIAN WAR OF 2014-2025 IN MONUMENTAL AND
EASEL ART

Annotation. The article examines the artistic comprehension of the state of
loneliness during the Russian-Ukrainian war (2014-2025) in monumental and easel
art. The features of the visual expression of emotional isolation, loss of connections
and internal alienation through the figurative means of painting, graphics, sculpture
and installations are analyzed. The role of art as a means of communication and
comprehension of the war experience is revealed. Special attention is paid to the
analysis of specific works of art, their author's interpretations and public perception.

Keywords: loneliness; war, art; monumental art; easel art; emotional
isolation.
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Pociiicbko-ykpaincbka BiifHa, mo TpuBae 3 2014 poky, 3anumimia 3HAYHUN
BIIONTOK Ha YKPAaiHCBKOMY CYCHUIbCTBI, BIUIMHYBIIM Ha KYyJbTYpPHI MpOIECH Ta
muctenqTBo. OmHUM 13 HAWMIMOMIMX HACHIAKIB BIAHHM € CaMOTHICTh K
MICUXOJIOTIYHUNA Ta COIllabHUI (EHOMEH, 110 MPOSBISETHCA B PI3HUX acCHEKTax
KUTTSA. MUCTEITBO € BaXKJIMBUM 3aCOO0OM OCMUCIJICHHS I[bOTO CTaHy Ta KOMYHIKaIii
BOEHHOTO JIOCBITy. BHUBYEHHS TOro, ik XyJOKHHKM BiJ0oOpa)xarTh CaMOTHICTb Y
CBOIX TBOpax, JOMOMAara€ He JHIIE Kpalle 3p03yMITH CYCIUIbHI TpaHchopMmallii, a i
PO3LIMPUTH 3HAHHS MPO POJb MUCTEUTBA B NEPEKHUBAHHI TPAaBMHU Ta 30epereHHI
ICTOPUYHOI Mam’SITi.

Tema XyI0)XKHHOTO OCMHCIICHHSI BIMHM aKTUBHO JOCHIJKYETHCS B HAYKOBUX
Kojax. JlocimiHUKM 3BEepTalOTh yBary Ha CHUMBOJIKY Ta Bi3yalbHI KOAM, IO
BUKOPUCTOBYIOTbCS B MHUCTEUTBI  BOE€HHOro yacy. Hanpukman, mparti
M. IleTpyuikeBuy, MNPUCBAYEHI KYJIbTYpHIM mam’saTi Ta BI3yaJbHUM o00pa3am
POCIIChKO-YKPATHCHKOI BIMHHU, MIAKPECIIOIOTh POJb €MOLIMHOIO BIIUBY TBOPIB Ha
rganada [1]. YV gocnimpkenHsx M. buctpoi ananmizyerbcs crneuudika Mypadmis,
CTBOPEHHMX y BOEHHMH mepioy. 3okpema, ii myoOminucTuyHa mpans «Mypanu B
Cy4aCHOMY MICBKOMY IPOCTOpi», IO aHaJI3y€ MUTAaHHSA 3BUIbHEHHS YKpPaiHCHKOTO
TBOPYOT'O POCTOPY, a OTXKE, 1 CBIIOMOCTI HACEJIEHHS B1Jl KOJIOHIAIbHUX POCIHCHKHUX
CUMBOJIIB Ta 3HAKIB 1 HAIIOBHEHHS 1X BIACHUMH, ABTEHTUYHUMU. ABTOp 3a3Hayae, 110
MOTHBHU MOPOXKHEY1, pO3IpBAHUX 3B’S3KIB Ta €MOLIMHOIO0 BaKyyMy € XapaKTepHUMHU
JUIsl poOIT, CTBOPEHUX B YMOBaX BOEHHOTO KOHQIIIKTY [2, ¢.22]. YV nociimkeHH1
(dbeHoMeHy CaMOTHOCTI B MUCTELTBI BOEHHOTO IMEPIOAY BapTO MIAKPECIHUTH, IO IS
TeMa Hal0yBa€e OCOOJMBOI TJIMOMHHM Yepe3 ICHUXOJIOTIYHMM THUCK, CHPUYMHEHUU
BOEHHUM KOH(JIIKTOM, SIKH{ BIUIMBA€ HA TBOPYICTh CyYaCHUX YKPAiHCHKUX MMTIIIB.
Opnak TeMa CaMOTHOCTI SIK KJIFOYOBOI'O MOTHMBY B MHUCTELTBI IILOTO MEPIOAY JOCI
BHBYEHA HEJIOCTATHBO, [0 3yMOBJIIIO€ aKTYaJbHICTh HALIOTO JTOCHII>KEHHS.

MeTtoro cTaTTi € aHani3 XyJOKHIX TBOPIB Ta HAYKOBUX MyOIiKaiii, sKi
B1J10OpaXaroTh Ta BUBYAIOTh CAMOTHICTh Y KOHTEKCTI BIHHU, Ta BUABJICHHS OCHOBHUX
BI3YyaJIbHUX 1 KOHIENTYaJIbHUX MIAXOAIB J0 ii OCMUCIEHHS.

Hocnigauus C. Uyuyk po3risigae Mypajiu ik TBOPU BYJIMYHOTO MUCTELTBA, L0
MOKJIMKAaHI CIHPaBJISITU EMOIIMHO-TICUXOJIOTIYHUM BIUIMB HAa TPOMAJCHKICTh Ta
[OCIIal0Th BU3HAYHE MICLIE B MICBKOMY cepefoBHIll Kpainu [3]. YkpaiHcbke
MHUCTELTBO MypajiB, 10 cPOpMyBaioCs I BIUIMBOM 3aXiJHUX MHUCTEIBKUX
Tpaaulii, € BIIHOCHO MojoauM sBuiieM. Ha BigmiHy Bifg kpaiH AMepukd Ta
€Bpornu, e po3BUTOK MypanapTy TpuBas 13 1930-x 1o 2000-x pokiB, B YKkpaiHi oro
aKTUBHE CTaHOBJEHHS po3novanocs jume B 2014-2016 poxax. BupimanbHum
MOIITOBXOM CTaJ0 ariTamiiiHe MHCTENTBO, SKE& BHHHUKIO MIJ Yac HOIIN
€Bpomaiinany. Mypanu, cTBopeHi B mepioa PeBooilii riTHOCTI Ta Ha MOYATKY
pociiicbko-yKkpaiHchKoi BiiHH (3 2014 poky), BigoOpa)xain nepeBaKkHO HACHIIKHU ITUX
JApaMaTHYHUX MOJIIH, YIIIAaHOBYBAJIU HAlllOHAIIBHUX T'€POiB Ta KEPTB BIHHMU.

MoHyMeHTallbHE MUCTELTBO, 30KpEMa Mypajid, MEMOpIald Ta CKYJBITYpH,
aKTHUBHO B1JI0Opa)ka€ TEMYy CAMOTHOCTI, sIKa CTa€ OJHUM 13 KIIFOUOBUX CHMBOJIB
BOEHHOr0 Mepioay. XyJI0KHHKM 4YacTO 3BEPTAIOThCA A0 00pa3iB caMOTHIX (iryp,
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CUMBOJIIYHOI 130J1511T Ta aKIEHTYIOTh YBary Ha MOPOXKHHOMY IPOCTOpI sIK MeTadopi
BTpaTH U BIUYKEHHs. SICKpaBUM MPUKIAIOM MOXKE CIYryBaTH Mypai «BiacyTHiil»,
CTBOPEHHMI YKpaiHCBKMMU XyAO0XHUKaMH 3 TBopuoi rpynu «Innerfields» y bepmaini
(puc. 1). Ha mypami 300pakeHO >KiHKY B TpaaulliiHIA BUIIMBAaHII, sKa 001iiMae
CUJIyeT, CXOXKMW Ha YOJIOBIKA, aje 3aMicTh (Pi3MdHOro Tina ioro (GopmMy CTBOpIOE
NOpO’KHEeYa, 3aroBHEHA KOJbOPOM (OHY. Y CHOUHI CUIyeTa BHJIHO CTplly, IO
CUMBOJIIYHO MIAKpECHIIOe paHy abo TpariyHy 3aru0Oenb. Lledt XymoxHiid npuiiom
aKIIEHTY€ yBary Ha HEBUAMMOCTI, 3HUKHEHHI Ta BIIYYTTI MOKHUHYTOCTi. Mypai
MO>KHA 1HTEPIPETYBATU SIK TJIMOOKE BiJOOpaKeHHs] TEMH CaMOTHOCTI MiJ] Yyac BIHHU.
Kinka, sika oO0iliMae TOPOXKHIM CHIIYET, CHUMBOJI3Y€E TEPEKUBAHHS JIIOJEH, M0
BTPATUJIM CBOIX OJM3BKUX YHACIHIJIOK BoeHHUX Hiil. [lopoxkHeua B oOpucax ¢irypu
nepenae 1€ BIJACYTHOCTI, €MOLINMHOI TMOpOXKHEYl Ta OO0, CIHPUYUHEHOTO
BTpaTtamu. CTpila B CHHMHI HATSIKAa€ HAa PaNTOBICTh 1 HEBIABOPOTHICTH 3arudeni
YOJIOBIKa, IO MIACUIIOE JpamMaTu3M 300paxeHHs. Sk 3a3Havyae aBTOpKa CTATTi HA
iHTepHeT pecypci «Beuipuiii KuiB» Ounbra CkoTHIKOBa, «300pa)KeHHS Ha CTiHI
OaraTonoBepxiBku y ctoyuii HiMeuunHu He moTpedye KOMEHTapiB UM MepeKiany —
BOHO 3pO3yMUJIe KOXKHIH JIFOJACHKIN Ayt [4].

Puc. 1. Mypan «Biocymniiiy, m. bepnin. 2022.

[Ile ogHUM BIIOMUM TMPHUKIIAJIOM POOIT, CTBOPEHUX IT1Jl Yac TpariyHUX MO1H
2022 poky, € po3ramoBaHuil y MICTI IpriHb Mypail BiIOMOTO CTPUTAPTXYAO0KHUKA
benkci (puc. 2). Ha temHiit oOropuniii CTiHI 31 cCiiiaMu OOCTPUIIB 300pa)eHo
JIBYMHY, SIKa CTOITh y BUTOHYEHIN 1031, HIOM BUKOHYE aKpoOaTUYHUN TPIOK 31
cTpiukoro. OpHak 1€ rpaifio3He Ta Jerke 300pa’kKeHHS KOHTpPACTye 3 pyiHamu,
cepel SKUX BOHO pO3TalllOBaHE: CTiHA MPOOWTAa, HABKOJIO — CIIJU pyHHYBaHb 1
BUOyXiB. L{eit Mypas cuMBOII3y€e CTIHKICTh, TPOTUCTABIECHHS KPUXKOCTI Ta CHJIH, a
TakoX OOpoTbOYy 3a 30€peKeHHs JIOJISHOCTI M Kpacu HaBiTh Yy HAWKOPCTOKIIIUX
ymoBax. BiH mae riamOokuil 3B’430K 13 TEMOIO CaMOTHOCTI B yMOBaX BilHHU:
JIBYMHA, OTOYEHA MOPOXKHEYEIO Ta 3pyWHOBAHUM MPOCTOPOM, MOCTAE SIK CHMBOJI
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JIOJMHYU, sKa 3aJMIIAJaci caM Ha caM 13 JKOPCTOKOIO PEaNbHICTIO BIHHHU.
Hes3Baxkaroun Ha Xaoc J0BKoja, 1i pyx mepenae Haliio, 00poThOy Ta crpoly
30eperTu BHYTPIIIHIHN CBIT 1 MPii.

Puc. 2. beukci. Mypan «be3 nazsuy». m. Ipnins. 2022.

MeMopianbHi KOMIUIEKCH TaKOX TIJCHUIIIOITh 1€ BITYYTTS CaMOTHOCTI 1
HENOMpPaBHOI ~ BTpAaTH Yepe3 MIHIMAIICTUYHI  (OopMHU, BIACYTHICTh 3alBHX
JEKOpPaTUBHUX JeTalied 1 JOMIHYBaHHS MPOCTOPY, IO CUMBOII3YE MOPOXKHEUY.
TakuM YMHOM, MOHYMEHTAJbHE MHUCTEUTBO BOEHHOTO 4Yacy He Jjuiie (QIKCcye
ICTOPUYHY TIaM’ATh, @ W Tepeaae MIMOOKI MCUXOJOTIUHI MePeKUBAHHSI CaMOTHOCTI,
IpUTaMaHH1 CyCNJIbCTBY B MEP10J BiHU.

CraHKOBE MUCTELTBO MiJl 4aC pOCIHCHKO-YKPAiHChKOI BIMHU BIJITPA€ BaXIJIUBY
poJib y BiIOOpaKeHH1 CKJIaAHOI pPeajbHOCTI BOEHHOIO 4acy Ta €MOLIMHOro CTaHy
moned. BoHO cTano oAHMM 13 TOTYXHHUX 3aco0iB (ikcalii iCTOPUYHUX MOAIH,
BUPaXEHHS KOJEKTUBHOI TpPaBMH, CKOPOOTH, CHPOTHBY Ta Haail. XYJI0KHUKU
BUKOPUCTOBYIOTh CTaHKOBUWA KHUBONUC 1 rpadiky Uisi CTBOPEHHS pOOIT, SKi
nepefaroTh HACHIIKM BIMHH, 300paxyroTh ’kaxu OOWOBHX [iil, aje BOJHOYAC
aKIIEHTYIOThb YyBary Ha TeMax CTIHKOCTI, cBOOoaM 1 OOpoThOM 3a BJIacHy
1IEHTUYHICTb.

[TpuknagoM Cy4acHOrO MHUCTELUBKOrO MOIVISIAYy Ha BOEHHI MOAIT € poOOTH
mouonoi xynoxkuuii Jlizu XKnanosoi. Ha kapTuHi mig Ha3Bow0 «ABTONOPTPET» (pHC.
3) XynoxxHUIl 300pa3uiia cebe Jexkadorw B TPYHI, IO MIAKPECTIOE TEMY CMEpTI,
CaMOTHOCTI ¥ HEMHUHYYOCTI B ymoBax BiHU. Bubip Takoi aBTONOPTPETHOL
1HTepHpeTalii € HaJ3BUYaliHO MOTYKHUM CHMBOJIIYHUM >KECTOM, SIKUU BijoOpaxkae
BITUYTTS BJIACHOI BPA3JIUBOCTI Mepes] o0anuusM BiliHU. JIexauu B TPyHi, XyA0KHUIS
HIOM (QiKCye BIacHy cMepTh AK MeTadOopHuUHy pEaklil0 Ha PYHHIBHI HACHiIKU
BOEHHUX J1i: 3arubenb 1 BTpaTy 1AEHTHUYHOCTI, K1 MEPEKUBAE KOXKEH IPOMAJSIHUH
KpaiHu Mij] 9ac BOEHHOTO KOHPIIIKTY [5].
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Puc. 3. Jliza ’Koanosa. Aeémonopmpem. 2023.

[Ile oxnier0 poOOTO MOJIOA0T XYJOKHHUIIL, sIKA € PEaKIi€r0 Ha CydacH1 Mol B
VYkpaini, € kaptuHa «KBitu 10 Henmob6a» (puc. 4). Sk 3a3Havyae cama aBTOpPKa, KOXKEH
yKpaiHelb HUHI 0a)kae cMepTi BOPOTY, 1 came B IbOMY KOHTEKCTI Hapoauiacs podoTa
«KBiTH 10 Hemro0a». BIHOK 13 MIACTMKOBHUX KBITIB — YITKE CHMBOJIYHE IOCJIAHHS,
o BHpaxkae TnobaxaHHs HaWmBuamoi cmepti. KapTuna yocoOmroe iaero
HaI[IOHAJIBHOTO CIPOTUBY TUPAHIUHUM JIIM POCii.
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Puc. 4. Jliza ’Koanosa. Keimu oo nenrooa. 2023.

BucHOBKH Ta nepcHeKTHMBH NOJAJBIIMX AOCTIAAKeHb. AHali3 XyJI0XKHIX
TBOPIB, IPUCBSIUYEHUX TEMI CAMOTHOCTI Y BOEHHHMH Yac, 3aCB1IUYe€, 1110 MUCTELTBO HE
JUIIEe JIOKYMEHTY€ ICTOPUYHI MOAll, a ¥ CTae BaXXJIMBUM 3aCO00M €MOLIMHOIO
BUPOKECHHS Ta KOMYHIKaIlii TpaBMaTWyHOro pocBiny. [lomanbini mocmimkeHHs
MOXXYTh BKJIIOYATH JETAJbHIIIMN aHali3 perioHajJbHUX OCOOJMBOCTEH MHUCTELTBA
BOEHHOTI'O 4acy, a TaKOX BUBYEHHS BIUIMBY LIMX TBOPIB HAa KOJIEKTUBHY IMaM’STh Ta
MICUXOJIOTIYHY peadiIiTalilo CyCnijabCTBa.
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Kcenia BPUKUMOBA

3006ysau opyeoeo (macicmepcbkoco)

PI6HA U0l 0Cc8imu

Gaxkyromemy 0eKOpamu8HO-NPUKIAOHO20 MUCMEYMBA
Kuiscokoi oeporcasnoi akademii dekopamusHo-
NPUKTIAOHO20 MUCMEYMB8a | OU3AUHY

imeni Muxatina bouyyxka,

(m. Kuis, Yxpaina)

Bonooumup XHKUHChKHH

Kanouoam mucmeymeosunascmea, ooyenm,
NPOPEKMOop 3 HAYKOBOI Ma MIHCHAPOOHOI OisIbHOCMI
Kuiscovkoi oeporcasroi akademii 0ekopamusHo-
NPUKTIAOHO20 MUCMEYMB8A | OU3AUHY

imeni Muxatina bouuyka,

(m. Kuis, Ykpaina)

AHAJII3 PPAI'MEHTAPHUX 3HAXITOK KEPAMIYHUX BUPOBIB Y
PAVIOHI HAITIOHAJIBHOT'O ICTOPUKO-APXEOJIOTTYHOI'O
3AITIOBITHUKA «OJIbBIS

Anomauia. Jlocniodicenns @pacmenmapHux 3HAXIiOOK, 3ANPONOHOBAHUX Y
yvbomy mamepiani, € nOUamKosuM i npogooumucs énepuie. Pozensoaemocs mexniuna
CK1a008a BUCOMOGIEHHs [ XYOOXCHIU acnekm 6upobis. [locrionuyvka poboma
noOJA2AE YV BCMAHOBNCHHI XYOOICHbOI 3HAYYWOCMI KepamiuHux ¢pazmenmis ma
NPUHANIEHCHOCMI 3HAXIOOK 00 KOHKPEemHOi 000U pO36UMK) CMApOOA8Hb020 MICma
Onveisa. Busuaemvcs enaus Iligniunoeo IlpuuopHomop’s Ha XyO0OdHCHIO CKIA008)
pemicHuuux Kepamiunux meopie Onvgilicbkoeo nonicy. llicia Oocniodcenns
anpobayii yi mamepianu ma apxeono2iuni 3Haxioku 6yoe nepedano 0o Hyzyiecvko2co
Kpae3Haguo20 my3zero Xapkiscokoi obaacmi 0 NONOBHEHHs KOJleKYii hoHOY.

Knwuoei cnoea: ananiz; ppaemenmapni 3naxioxu, Ilieniune Ilpuuoprnomop ’s;
Kepamiuni eupoobu, amgopa.

Ksenia BRYKYMOV A

Of the second (master's) level of higher education
at the Faculty of Decorative and Applied Arts
Mykhailo Boychuk Kyiv State Academy

of Decorative Applied Arts and Design,

(Kyiv, Ukraine)

Volodymyr KHYZHYNSKYI

Candidate in Art History, Associate Professor,
Vice-Rector for Scientific and International Activities
Mykhailo Boychuk Kyiv State Academy

137



of Decorative Applied Arts and Design
(Kyiv, Ukraine)

ANALYSIS OF FRAGMENTAL FINDS OF CERAMIC ITEMS IN THE
AREA OF THE NATIONAL HISTORICAL AND ARCHAEOLOGICAL
RESERVE «OLVIA»

Annotation. The study of fragmentary finds proposed in this material is initial
and is being conducted for the first time. The technical component of production and
the artistic aspect of the products are considered. The research work consists in
establishing the artistic significance of the ceramic fragments and the affiliation of
the finds to a specific period of the development of the ancient city of Olbia. The
influence of the Northern Black Sea region on the artistic component of artisanal
ceramic products of the Olbia polis. After research and testing, these materials and
archaeological finds will be transferred to the Chuguiv Museum of Local Lore of the
Kharkiv region to replenish the collection of the fund.

Keywords: analiz; frahmentarni znakhidky; Pivnichne Prychornomor’ya;
keramichni vyroby, amfora.

KepamiuHi 3HaxiJIK1, NpeACTaBIEH] B L1l CTAaTTI, OyJIu BUSBIEHI BUIMAJKOBO Y
2018 poui B paiioHi HamioHaabHOro 1CTOPUKO-apXEOJOTIYHOTO 3aMOBIIHHUKA
«OmnpBis»  (c. [lapyrune OuakiBcbKOro paiioHy MukomaiBcbkoi 005.) 1 €
apXeoJIOTTYHUM HaJ0aHHAM YKPaiHChKO1 KYJIbTYPH.

BaxxnuBuM 3aBOaHHSM ChOTOJEHHS YKpaiHU € 30€peKeHHsS KyJIbTYypHOI
CHAAIIMHHA, BUBYEHHS OOpAIB, TPAAULid, 1CTOPIi, BCTAHOBIECHHS BUTOKIB ILJISXOM
JOCIIKEHHS AeTallel, (hparMeHTIB.

3a 1i€10 TEMOIO € 0arato apxeojaoriYHUX JAOCHIIKEHb. Y CBOEMY HaBYAIbHOMY
nocioHuKy «Apxeosoris Ykpainn» I. C. Bunokyp ta /l. S. Tenerin numyrooTh mpo
3aCHYBaHHS aHTU4YHUX JjepxaB IliBHiuHOrO IlpHyopHOMOP’S NaBHBOIPELLKUMHU
koJoHicTamu Yy VII-V cT. 10 H. €. y 3B’53Ky 3 HecTauero 3eMelib y METPOmoJii, ix
NEPEHACEJICHHSIM 1 BHACHIOK LIbOTO BUMYIIEHOK MITPAII€l0 HAa YKPAiHChKI 3eMIIl.
['pentbki mepeceneHii nparHyad OyTH €KOHOMIYHO 1 MOJIITHYHO HE3aJIEKHUMHU Bij
METPOIMOJIii, TOMY HaMmarajJuch OCBOITHM MPHUIATHI 3€MJ1 JUIsl BEJICHHS CLICHKOTO
rocrnojiapctBa. ABTOpU OMUCYIOTh MacoB€ KepamMiyHE BUPOOHUIITBO, SIKE BUHUKIIO Y
VI cT. 10 H. €. Ta NOJaNbIINKA HOr0 PO3BUTOK B E€JUTIHICTUYHUM TIEpioj, a 0COOJIUBO B
nepuri cTomiTTs HOBoi epu. Teopernuna mpans A. B. bylicbkux «CxiHOrpelrpka Ta
kopuH(chka kepamika 3 OunbBii» (3a MarepiajaMu PO3KOMOK Miff KEPIBHUIITBOM
JI. M. CnaBiHa)» € ONMUCOM CMYTracToi KepamikH, sika MpeJCTaBlieHa 3aKPUTUMU 1
BIAKPpUTUMU (OpMaMH BEIUKUX OJHOPYYHUX TJIEKIiB ab0 JABOPYYHHUX CTOJIOBHUX
ampop. ¥ crarti B. B. Kpanisinoi «Cipornunsna kepamika OubBii VI-IV ct. 1o
H. €.» 3a3Ha4a€ThCsl, 10 CIPOTJIMHSHA Kepamika Hajexala JO0 MICIIEBOTO
BUpPOOHHMIITBA, ITOBHUX aHAJOrIB $KOI HE 3HAaXOIWJIU Cepel pO3IUCHOI Ta
YOPHOJAKOBOI KepaMiKuM MeTpornoiii. Xouda HEBeJIMKa YacTMHA MOCYIUH Oyla
IMITAIlI€I0 TPEIBKUX 3Pa3KiB.
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IcTopist antrunoro Micta OmnbBisg (Ha3Ba SKOTO B MEPEKIagl 3 TperbKoi
o3Hauana «lllaciuBey») posmouanacss B VIcT. 10 H.e. Ha MicCIl 3’€IHAHHS JBOX
Benukux pidok — [liBnennoro byry ta Jlninpa. 3acHyBaiu HOro BUXIII 3 TPEIBKOTO
Mmicta Miner (po3ramoBaHe Ha TepuTopii cyyacHoi Typeuunnu). OnbBist iCHyBajia J10
mexi IV ct. Tlpotsrom yciei ictopii Oyjia TICHO NOB’si3aHa 3 AHTUYHHUM CBITOM,
rieMeHaMu cki(iB, K1 OTOUYBajM ii, a MOTIM 13 capMaraMu Ta YEPHSIXIBCbKUMHU
rieMeHamMu. Tpuui NpPUIMHSIIA CBOE ICHYBaHHS 1 JBIYl BiApojKyBanack. Huni
CTapOBMHHE aHTMYHE MICTO B pyiHaX. AJjie IIap 3emiii 1 BOJIM 3aXOBaB IMiJ cOOOI0
CKapOW MUCTEITBA, 5Kl € IHHUM MaTepiajoM JJisi JOCIIPKEHHS MUCTEITBO3HABYOT
Ykpainu.

3yNUHUMOCS AeTallbHIIIEe Ha pe3yjbTaTax JOCIIKEHHS, SKI BKJIIOYAOTh OMUC
(dparMeHTiB, MOYATKOBUM XYJOXKHIM aHami3 1 NOWIYK CHUIBHUX pUC JEIKUX
(bparMeHTiB 3 ICHyIOUMMHU MaTepiaiaMH apXeoJOTTUHUX JAOCTIIKEHb.

Puc. 1, 1.1. ®parMeHT ropsedka i3 30BHIIIHBOI 1 BHYTPIIHBOI CTOPIH.

Y BHyTpiIHROMY (parMeHTi Tropiedyka BHUpPOOy MOXEMO MM00AYnuTH
3aCTOCOBaHy JUKI'YTOBY TEXHIKY BHUPOOHMITBA. 3O0BHIIIHA CTOpPOHA TOpJieuKa
BIIILTI(pOBAHA, HA HIM MPOCTEXKYETHCS AEKOP TEXHIKOIO PUTYBAHHS y BUIJISIAI TOHKOI
JiHIT y BEpXHIA YaCTUHI IiJ 001JKOM Ta y HUXKHIM YaCTHUHI, /i€ JIIHIS HE € CYLUIBHOIO.
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Puc. 2, 2.1. ®parmMeHT CTIHOK MOCYJIMHU 3 BHYTPIIITHBOI 1 30BHIIITHBOT CTOPIH.

BayTpimHs yacTuHa CTIHOK KepamMidyHOTO (parMeHTa 3acBiuy€e HEBEIUKUU
00’em mocyauHu. Bropi cepenuHu ¢parMeHTa 30BHIIIHBOI CTOPOHH BHUJIHO MiCIe
MpPUETHAHHS PYYKHU 0 BUPOOY, sike cTaHOBUTH 4, 5 cM. TOBIIMHA CTIHOK Camoro
¢parmenra — 7 mMM. Bupi6 OyB BHUKOHAHMA Yy JOKIYTOBIM TexXHili, 3 Ja00pe
3anuTi(hOBaHOIO 30BHILIHBOIO CTOPOHOM0. i yac popMyBaHHs BUpOOy BUKOpHCTaHa
yepBOoHa riuHa. @parMeHT Mae OLTUM HaJIT, KU YTBOPUBCA B PE3yJIbTATi BIUIUBY
BOJIOTH.

Puc. 3, 3.1. ®parMeHT pyuKH MOCYAUHHU B CKOJI 13 30BHIIIHBOI 1 BHYTPIIIHbOI CTOPIH.

Pyuka BupoOy Oyna cTBOpeHa 3 4epBOHOI INIMHU. DparMeHT AEMOHCTPYE
pPYUYHY TEXHIKY BUTATYBaHHs. L{i€to TEXHIKOIO TOHYapi KOPUCTYIOTHCA 1 HUHI.

Puc. 4, 4.1. [enue ampopu 3 pailony HaiioHaabHOTO iCTOPHUKO-apXe0JIOTIHHOTO
3anoB1aHUKa «OJIbB1Y.

140



Amdopa — riamHsHa «ocyauHa (U1l BUHA, OJIii Ta 1H.) sinenoaionoi hopmu 3
JBOMa BEPTUKAJIBHUMU pyYKaMH, HIMPOKO BXKHMBaHa B aHTUYHOMY CBITI 1 KuiBChKiit
Pyci» [4]. BBaxkaerbcsi, mo amdopu BUKOPUCTOBYBAIMCS [JIsi 30epiraHHs Ta
MEPEeBE3CHHs OJIii, BMHA, 3€pHA IlI€ T'pEeKaMu Ta PUMJISSHAMU Ta OYyJU CBOEPIAHOIO
Mipoto 00’emy. [lns momicy OnbBii B OUIBIIOCTI BHUMAJAKIB MpPUTAMAHHE
BUKOPHUCTaHHA aM(op y PoJil MOXOBAIBHOI'O PEKBI3UTY, @ TAKOXK 1] Yac MPOBEICHHS
MOXOPOHHOI MpOLEaypH 1 MNOJANbIIOi TpU3HU. HaWnmomupeHimuMH TrpelbKUMU
LEHTpaMH, SKi Beau Toprieiio 3 OnbBi€l0 B MUIaHI MOXOPOHHOI Tapu, Oynu Xioc,
Camoc, Artrika, Knazomenu, JlecOboc. VY mi3HbOKIacHUyHy enoxy amdopu
BUKOPUCTOBYBAIMCS ISl OONAIITYBaHHS MOXOBAJIBHUX CHOPYH (KpOMJIEXH, 3aKIaau
nigoo0iB), sl 1IbOrO BUKOpUCTOBYBanuch ambopu Xioca, I'epakiiei IloHTiHchKO1,
dacoca [3, c. 20].

Ha ¢parmenTi HUXKHBOI ONBBIACHKOI 4YaCTUHU aM(pOpU BHUAHO TEXHIYHY
OCOOJIMBICTh JDKTYTOBOi TEXHIKM BHMKOHaHHS. BupiO OyB CTBOpEHHMid 13 4€pBOHOI
rivuHd. Ha ckomi mpocTexyeTbesi piBHUN BIJOMTOK TOHKOTO TOCTPOTO MpeAaMeTa
KOJIONoA10HOTO JiameTpa. ToMy MokHA 3pOOUTH BUCHOBOK, 110 am(opa MOTJia MaTu
(GYHKLIIO pUTyalIbHOro 0010 SIK MIAKIALY B 3aXOpOHEHHs. bo ckoi mpoiimos came B
MICIIi PyXY BIZIOUTKA TOHKOI'O TIpeMeTa KOJIOMOAIOHOro AiaMeTpa.

Puc. 5, 5.1. YopHonakoBHil parMeHT 13 30BHIIIHBOI 1 BHYTPIIIHBO1 CTOPIH.

YopHosakoBHil (hparMeHT KepaMiuHOTO BUPOOY Ay’ke€ TOHKUA — TOBIIHUHOIO
2 MM, 11O CBITYUTH PO BUTOHYEHICTH 1 JErKicTh popmu. BepxHs yacTuHa € 6opTom
BUpoOy, 14loT ex mokputa nakoM. Ha BHyTpimHIA 4YacTuHiI BHUpOOY € OnHCKyHi
JOMIIIKH 30JIOTUCTOTO KOJBOPY Y BHYTPIIIHBOMY CKJIaJl TJIMHH, IIO CBIAYUTH IMPO
HMOBIpPHICTh IMIOPTY MiBJIEHHOIOHINCHKOI KepamiuHOi mpoaykuii 3 ['penpkoro
MOJTICY — 13 IIEHTPOM BUPOOHUIITBA B MiJieTi, riIuHa IKoro, gk nuiie A. B. bylicbkux,
Maja y CBOEMY CKJaJl YMCIEHHI 30JI0TUCTI JoMilkH [1, c. 6].
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Puc. 6, 6.1. ®parMeHT 3 po3MUCOM 13 30BHIIIHBOI 1 BHYTPIITHBOI CTOPIH.

@parMeHT 30BHINIHbOI YACTUHU 3 PO3MUCOM OUTOTO KOIBOPY YK€ I1KaBHii, 00
HE Ma€ O3HAK KOJILOPOBOTO MOKPHUTTS HA TJIi, BIH CXOXXHM Ha OLIMN aHro® 4M Jak.
[upoxa miHisA Bropi, ABI XBWJISICTI JIiHII (Ha HUKHIA XBWISACTIN JIHIT € TpU OUTUX
KOJia, SIKi HaraJayrTh MOJOAUN MICSIb), ] HUMHU I1I€ OJJHAa TOHKa JiHisA. Bci pazom
CKJIaJaloTh Bi3zepyHOK. ToBmmHa BupoOy — Biax 1,3 mo 1,5 cm. Ha BHyTpimHiii
YacTHHI ()parMeHTa MPOCTEKYETHCS 3aJUMIIEHHS BUPOOY.

AHanizyroun TeopetuuyHy npaimto A. B. Byiicekux «CximHorpeupka Ta
kopuH(]crka kepamika 3 OnbBii» (32 MarepiajiaMd PO3KOMOK MijJ] KEPiBHUIITBOM
JIM. CnaBina), B sKii aBTOp OIKUCYE CMYTacTy Kepamiky, IO MpeacTaBieHa
3aKPUTHUMH 1 BIAKPUTHUMH (OpMaMU BEIUKHX OJHOPYYHHMX IJIEKIB 200 JIBOPYUYHHUX
CTOJIOBUX am(pop, MO Tropiay SKUX MPOXOAMJIa CTpIYKAa XBWJISCTOIO OpHAMEHTAa,
3a3HAYMMO TaKO0X, 10 THIOJOTIYHO JO L€l K IPYNH BITHOCATH 1 CTOJIOBI amopu
a0o rieku 3 pedpoM Ha ropJi, JeKOpOBaH1 Kparkamu Jaky 1 0utoi (apOu mig ropiaom
Ta cMyramud Ha nepexBaTi TyiayOa. IlocynuHu Oynu [OCUTH NONYJISAPHUMHU 1
BUKOpUCTOBYBaiKCs Bija KiHUs VI 1o moyatky V cT. 10 H. €. Y IeHTpalibHIi YacTHUHI
Tyilyba, B MICLI MEpexXBaTy MPOXOJUIM CMYTd PIi3HOI TOBLIMHHU, YacTO 3
BUKOPUCTAaHHSAM Mypnypy Ta Ouioi ¢apOu. B pesynbTaTi OJHOPIIHOCTI O3HAK
JNEKOPYBAHHS MOYKEMO 3pOOMTH BUCHOBOK, IO (ParMeHT 13 PO3MUCOM HAaJEKHUTh
came 10 CMyraCTm kepaMiku VI —nodatky V cT. 10 H. €.
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Puc. 7,7.1,7.2,7.3. ®parMmeHTH 4OPHOJIAKOBOi, YePBOHOIAKOBO1, CIpOTJIMHAHOI
KEepaMIKH.
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VYV (parmenTi Ha puc. 7 BUKOpUCTaHa YepBOHA IJIMHA, € YEPBOHUU JaK 13
YOpHOIO CMYXKOI0 BHM3y. Ha npyromy 3 mpencraBienux ¢parmentiB (puc. 7.1) €
I’SITh TOHKUX PHUCOK, CXOXHUX Ha TEXHIKY JACKOPYBAHHS PUTYBaHHS, MiJl SIKUMH
MPOCTEKYETHCS KOJIIP YEPBOHOI TJIMHUA. 3BOPOTHS CTOpOHA MLbOro (parmeHTa
(puc. 8.2) mae npiOHMIA JIMJIEHUHA BI3EPYHOK y BHUIJISIIL JBOX KOM (3BEpXY BHH3 1
3HU3Y TOPU30HTAILHO). BizepyHOK OyB MOKPUTHUM IIMPOKOIO JIIHIEI JIAKY, XOU Ha
MaJIOHKY Jlak OyB creptuil. lle CBIZUUTH TPO BUTOHYEHICTH JIEKOPYBaHHS 1
YyepryBaHHs B MOKPUTTI JJAKOBAHUX Ta HEJIAKOBAaHUX €J€MEHTIB. TOBIIMHA BUPOOY —
Bix 0,5 mo 0,7 mm. Ha Tperbomy ¢parmenTi 3Bepxy (puc. 7.2) € miHis, 3poOieHa
PUTYBaHHSM TOBIIMHOIO 2 MM SIK 03/100J1I0BajibHUM enemMeHT. Bupi6 OyB mokputuit
3BEPXY YOPHHUM JIAKOM.

VY pe3ynbpTaTi aHali3y JaKOBOTO MOKPUTTS 30BHILIHIX (ParMEHTIB MOCYJWH
Ma€eMO 3MOT'y BITHECTH iX JJO YEPBOHOJIAKOBOI Ta YOPHOJIAKOBOI KepaMiku. bo MaioTh
Ha co0l YOPHUI 1 YEPBOHI KOJIbOPH MOJIUBU UM JIAKY.

X
N pt

-

-

v
o

)

-1
-
hd
<

Puc. 8. 3BOpOTHI CTOpOHU (parMeHTiB.

YerBeptuii pparmeHt (puc. 7.3) 13 IBOX CTOPIH MOKPUTUN YOPHUM JaKkoM. Mae
mpuny 0,7 mm. CtBopenuit 13 cipoi raunu. Y crarri B. B. KpamiBinoi
«CipornunsHa kepamika OnbBii VI-IV cT. 10 H. €.» 3a3HayaeThCs, MO CIPOTIMHSAHA
KepaMiKa HaJEeXUTh JI0 MICLUEBOIO BHUPOOHUITBA, MOBHUX AaHAJIOrIB $KOi HE
3HAXOJAMJIN Cepe]l PO3MUCHOIT Ta YOPHOJIAKOBOI KEPAMIKU METPOIIOIIi, X0Ua HEBEJIUKa
YacTHMHA MOCYJIMH IMITyBala TpeubKl 3pa3ku. TpaauliiiHO OCHOBHMMH (opMamu
CIPOTJIMHAHOI KEpaMiKi BBAXKAIOTHCA TJICUUKHU, OWHOXO1, MUCKH PI3HUX THUIIIB, PI/IIE
3ycTpiuanucs KyOKd, TOPIIMKH, KpaTepH, JUHOCH, KPUIIKU, (PPYKTOBHMII, KHIIUKH,
CBITWJIbHUKH, Ty>K€ PIIKO 3HAXOAWIN pUOHI1 Ot01a, KaHpapH, JIeKipu, TYTTyCH Ta iH.
3HaliieHuid pparMeHT ayxe Maliiid 1 BCTAHOBJICHHS (POpMU MOCYTy.

& e
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Puc. 9, 9.1. ®parMeHTH 3 YEPBOHUM Ta YOPHOIAKOBUM IMOKPUTTSAM 31 CMYTacTUM
JIE€KOPYBAHHSIM.

Y nepuiomy (QparmeHTapHOMYy 3pa3Ky 3 uepBOHOI TiuHU (puc. 9)
MPOCTEKYETHCS BI3EPYHOK Yy BUIJIAAI 00 €MHOI JIHIT TEpakOoTOBOIO KOJbOPY,
HIUPUHOIO 4 MM, IOKPUTHI YepBOHUM JIakoM. ToBLIMHA BUPOOY — 4—6 MM.

Ha npyromy 3pasky (puc. 9.1) TepakoroBa IiHisl, 3po0jeHa PUTYBaHHSIM
TOBUIMHOIO 3 MM Ha 4YOpHOJaKoBoMYy Tii. dparMeHT OyB CTBOpPEHHUH 13 YEpBOHOI
rauad. MMoBipHO, 1e Morna GyTH KpHIIKA 10 IJIeYMKa, 00 € 3a0KpYIJICHICTh
BEPXHBOT'O KParo A0 HU3Y 30BHIIIHbOI YACTUHHU.

Puc. 10, 10.1. 3oBHiuIHSA CTOpOHA (PArMEHTIB.

BucnoBku. Ilin yac npocnipkeHHS (QparMEeHTapHUX KepaMIYHUX 3HaX1JOK
HaM{ BHUBYaJach ICTOPii BUHUKHEHHS cTapojaBHboro wicra OunbBisg, Oynu
IIpOaHaji30BaHi MaTepianu apXeOoJIOTTYHUX PO3KOIOK JI. M. Cnagina,
B. B. Kpanisinoi, 1. C. Bunokypa, /[I. §I. Tenerina, A. B. Byiicekux. Y pe3ynbTari
BJAJI0CA 3pOOUTH MOYATKOBUM XYJI0KHIN aHai3 TEXHIYHOI CKJIaJ0BOi BUTOTOBJICHHS,
BCTAHOBUTU MPUHOMM JEKOPYBaHHA Ta BUKOPUCTAHI PI3HOBUAM TJIMH, PI3SHOBUAM
pO3MuUCy KepaMidyHUX (parMeHTIB Ta BiAHANUTH ¢pparMeHTH BizepyHKiB. [l{ono neskux
¢dbparmMeHTiB BJAI0Cs MPOBECTHU Mapajesi 10 MepioiB CTBOPEHHS 3a CXOXKICTIO O3HAK.

VY nepcrnekTHBl MOXKYTh IPOBOJAMTHUCH apXEOJOTIYHI aHalI3M 3HaXiJoK,
CIIEKTPAJIbHUN  aHali3 XIMIYHOTO CKJIaJy YOPHOJAKOBOTO, YEPBOHOJAKOBOTO
HNOKPUTTIB, OLIOr0 Jaky, BYIVIELIEBUM aHali3, LI0 JAacTb 3MOry 00 €KTHUBHO
BCTAHOBUTH BIK KEpaMIYHUX 3HAX1IOK.
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Kamepuna 3IHYEHKO

3006ysau Opyeoeo (macicmepcvkoco) pieHs 8uujoi oceimu
Gaxyromemy 0eKOpamu8HO-NPUKIAOHO20 MUCMEYMBA
Kuiscoxoi oeporcasroi akademii dekopamusHo-
NPUKTIAOHO20 MUCMEYM8a | OU3AUHY

imeni Muxatina bouuyka

(m. Kuis, Yxpaina)

Poman IIETPYK

3acnyscenuti oissu mucmeymas Yxpainu,
npocghecop kagheopu MOHYMEHMAILHORO |
CMAHK0B020 IHCUBONUCY

Kuiscovkoi oeporcasnoi akademii 0ekopamusHo-
NPUKTIAOHO20 MUCMEYMB8a | OU3AUHY

imeni Muxatina bouuyka

(m. Kuis, Ykpaina)

IKOHA BJIAT'OBIIIEHHS B CYYACHOMY IKOHOIINCI

Anomauia. Jlocniodcenus npucesiueHo cmeoperHio ikoHu bnacosiwenns 6
CYYAcHOMY IKOHONUci AK ¢henomeny, wjo 6idobpadicac 0ianoe Midc mpaouyiHum
CAKPAIbHUM MUCMEYMEOM 1 CYUACHUMU XYOOXUCHIMU npakmuxamu. Y ceimi, Oe
MUCMeYmB0 3A3HAE 3HAYHO20 6NJAUBY UYUPDPOsUX mexHonoz2il, 2enobanizayii ma
KVIbMYPHUX MPAHCHOpMayii, CaKpaibHUll JHCUBONUC He BmMpadae CBO€L poii
8ACIUB020 3AC00Y OYXOBHOI KOMYHIKAYIL, a HABNAKU, A0ANMyEmMbCs 00 HOBUX Y MO8,
30epicarouu 38’430k i3 bacamosikosor mpaouyicto. Ikona bnacogiujenus, oOuH i3
YeHmpanbHux 00pa3ié XpUCMUAHCLKOI IKoHo2pagii, wo CUMBONIZYE MOMEHM
00J#cecmeenno20 00KPOBEHH MA NOYAMOK CHACIHHA  JIH0OCMBAd, NPOO0BIHCYE
Haouxamu MUumyié Ha NOULYK HOBUX XYOOXUCHIX piwiens. L[i piwenHs 2apMOHIUHO
NOEOHYIOMb KAACUYHI KAHOHU — CMANi KOMNO3UYIUHI CXeMU, CUMBONIK) KONbOpI8 |
Jrcecmie — 3 IHHOBAYIUHUMU NIOX0O0AMU, MAKUMU K eKCNePUMEeHMU 3 Mamepiaiamu,
Gdopmamu i mexnonociamu. AxkmyanvHicme memu 3YMOBIEHA HeOOXIOHICHIO
OCMUCTIEHHSL eBONII0YIl CAKpalbHO20 00pa3y nio0 GHAUBOM CYYACHUX MUCMEYbKUX
MeHOeHYil, A MAKONC NOULYKY OANIAHCY MIdC 30epedceHHIM OYX08HOI 2IUOUHU IKOHU
ma ii adanmayiero 00 supasuux 3acooie nowamxy XXI cmonimms.

Knwuoei cnoea: ixona bnacosiwenns, cyuacua ikoHoepagisa, caxkpaivHe
MuUcmeymeo, CyYacHi XYOOJICHI NPAKmMuKu, yugposi mexunonozlii; 2nooanizayis,
KYJIbMypHi mpanc@opmayii; Xy00dcHi pilleH s, KIACUYHI KAHOHU, eKCNepUMEeHmMU 3
mamepianamu, nouamox XXI cmonimms.

Kateryna ZINCHENKO

Master’s Degree Student

Faculty of Decorative and Applied Arts

Mykhailo Boichuk Kyiv State Academy of Decorative
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THE ANNUNCIATION ICON IN CONTEMPORARY ICONOGRAPHY

Annotation. The research is dedicated to the creation of the Annunciation icon
in contemporary iconography as a phenomenon reflecting the dialogue between
traditional sacred art and modern artistic practices. In a world where art is
significantly influenced by digital technologies, globalization, and cultural
transformations, sacred painting retains its role as an important means of spiritual
communication. On the contrary, it adapts to new conditions while preserving its
connection to a centuries-old tradition. The Annunciation icon, one of the central
images of Christian iconography, symbolizing the moment of divine revelation and
the beginning of humanity's salvation, continues to inspire artists to search for new
artistic solutions. These solutions harmoniously combine classical canons -
established compositional schemes, color symbolism, and gestures — with innovative
approaches such as experiments with materials, forms, and technologies. The
relevance of the topic is determined by the need to understand the evolution of the
sacred image under the influence of contemporary artistic trends, as well as the
search for a balance between preserving the spiritual depth of the icon and its
adaptation to the expressive means of the early 2 1st century.

Keywords: Annunciation icon, contemporary iconography, sacred art; modern
artistic practices, digital technologies; globalization; cultural transformations,
artistic solutions, classical canons; material experiments, early 21st century.

CyyacHuil 1KOHOMHUC, AKTUBHO B3a€EMOJIIOYM 3 TpaJULIHAHUMHU (QopMamMu
CaKpaJIbHOTO MUCTEITBA, MPOMOHYE HOBE MPOUYUTAHHS 1KOHM biaroBillleHHS 4depe3
MEPEOCMUCIICHHS] KOMITO3UIIMHUX TMPUHIIMIIB, KOJIPHOI MAJITPU Ta MaTeplaabHOl
6a3u. OcoOnuBYy yBary IPUBEPTAIOTh EKCIEPUMEHTH 3 HOBUMHU TEXHIKAMH: BiJ
BUKOPUCTAaHHSA aKpuwiy, eMall Ta IUu(poBHX IHCTPYMEHTIB — JI0 IHTerpari
a0CTpakTHUX 1 MIHIMAIICTUYHUX (QOpM, SIKI JOMOMAararTh MUTLAM MiAKPECIUTH
E€MOIIWHICTh 1 JYXOBHUM 3MICT 00pa3y. BoaHodac 1KOHOMMCII B3a€EMOJIIOTH 13
Cy4aCHOIO KyJbTYpOIO, BimoOpakaiouud B 1KOHI biaroBimieHHs akTyajabH1 JJIs
CHOTOJICHHSI TE€MH: HaJIl0, J1ajJor Mk JIOJAMHOK 1 OO0KECTBEHHUM, BHYTPILIHE
OHOBJICHHS. JloCHiKEHHS i€l TeMH Ja€ 3MOry MPOCTEKUTH, SIK 1KOHOIHKC
aJanTy€e€ThCs 10 HOBUX MHUCTEIBKHX 1 COLIAJIBHUX peallii, 3aJUIIal0uUCh HE JIUIIE
peniriinuMm apredakToM, a W KUBUM XYJIOXKHIM SBUIIEM. Y UEHTPl aHalizy —
MUTaHHS 30€peKeHHsT AaBTEHTHUYHOI JyXOBHOI CYTHOCTI 1KOHM B yMOBax
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IHHOBAlIMHUX TpaHcpopMalliid, MO0 BIJAKPUBAE TMEPCHEKTHUBU JJs TIUOIIOro
PO3YMIHHS POJIi CAaKpaIbHOTO MUCTEITBA B Cy4YaCHOMY CBITI.

[TocranoBka mpoOiemMu Ta ii akTyaidbHICTh. IkoHa braropimieHHs mocijgae
0COOJIMBE MICLIE B XPUCTUSHCHKOMY MUCTEUTBI, OCKUIbKM BiloOpa)kae OAMH 13
KJIFOUOBUX MOMEHTIB CBslIeHHOI icTopii — 3BICTKY Apxanrena ["aBpuina JliB1 Mapii
npo HapokeHHs1 Criacutens. Lleit croxer, onucanuii y €panremii Big Jlyku [1.JIk.
1:26-39], € He nuiIe OGOrocIOBCHKOK OCHOBOI sl iKOHOrpadii, a U mKeperom
HAaTXHEHHS JUI1 XYJIOKHHUKIB pI3HUX €M0X. YIPOIOBXK CTOJITh 300paskeHHs
bnarosimenns ¢opmyBanocs 3rifHO 3 KAHOHIYHUMH MPUHITUIIAMH, 3aKJIAJEHUMH Y
BI3aHTIMCHKIA Ta [aBHBOPYCBHKIM TpaauLisX, /1€ KOXXEH €JIeMEHT — BiJI JKECTiB
MEePCOHAXIB J0 KOJIPHOI raMu — MaB TJIMOOKE CHUMBOJIIYHE M JyXOBHE 3HAYCHHSI.
Boanouac y cydacHOMY 1KOHOMNUCI LIeH CIOKeT Ha0yBae HOBUX (OPM, SIKI MOEAHYIOTh
yCTaJIeHI KaHOHHW 3 aBTOPCHKUM MEPEOCMUCIEHHSAM, IO POOUTH MOro akTyallbHUM
00’€KTOM AOCTIHPKEHHS B KOHTEKCT1 €BOJIIOLIII CAKPaJIbHOIO MUCTELITBA.

[IpobGnema [oCHIKEHHSI MOJArae y BHU3HAYEHHI MeXl MK 30epeXeHHSIM
TPaAUIIAHOI 1IKOHOTPa(IYHOT CHAIIMHUA Ta 11 aJaNTaIli€lo 10 Cy4aCHUX XYJIOKHIX 1
TYXOBHUX peasliii. AKTYaJIbHICTh III€] TEMU 3yMOBJIEHA KUJIbKOMa YMHHHKAMU: IO-
nepiie, 1IKOHOMUC SIK (popMa cakpaJbHOTO MUCTELTBA HE BTpPayae CBOEI 3HAUYLIOCTI
Ha moyaTky XXI CTOMITTS, 3aJUIIAI0YUCh MOCTOM MIX ICTOPUYHOIO TPAJHUIIED Ta
CyYaCHHUM CBITOCHPUMHSATTAM; MO-APYre, Cy4yacHI MHTI aKTHBHO NIYKalOTh HOBI
3ac00u BUpaXEHHS, 1110 Ja€ 3MOT'Y IEPEOCMUCTUTH braroilieHHs sk 6araTorpaHHuii
CUMBOJI: Bl O0KECTBEHHOTO OJKPOBEHHS — O €K3UCTEHLIMHOIO J1ajory JIIOJUHHU 3
BUIMMU CUJIaMHU. Y [bOMY KOHTEKCTI aHaji3 Cy4YaCHMX IHTEpHpeTaliil 1KOHU
bnarosimeHHs fae 3MOry MPOCTEXKUTH, SIK TPAIULIS aJanTy€eTbcs A0 BUKIMKIB Yacy,
30epiraroym CBOIO AYXOBHY CYTHICTb.

Jocmixyrou  OCOOJIMBOCTI  KAaHOHIYHOTO  BIJOOpaXKEHHS  CIOXKETY
bnaroBimieHHs B 1KOHONMCI, MOJHAa BHSIBUTH CTaJll KOMIIO3MIIHHI CXEMH,
CUMBOJIIYHE TPAKTYBaHHS MPOCTOPY W KECTIB MEPCOHAXKIB, a TAKOX OOrOCIOBCHKE
3HAQ4YEHHS KOJIIPHOI raMu Ta CBITJA, sIKi pa30oM (POPMYIOTh IMTUOOKUM AYXOBHHI 3MICT
nporo odbpaszy. Kmacuuna xkommosuilisi ikoHM biaropimieHHs BKJIIOYAa€ ABI TOJOBHI
¢birypu — Apxanrena ['aBpuina ta J[iBy Mapito — 1 OyayeThcsi Ha iXHbOMY Jiaio3i,
SAKUWA CUMBOJII3Y€E 3yCTpiu HEOEeCcHOro 1 3eMHOro. Apxanren ['aBpuin 300paxkeHuid y
pycl, 10 MIAKPECTIOE AMHAMIKY HMOrO MOCIaHHA Ta HMOro O0XKECTBEHHY MPHUPONY;
Horo Kpwuja, Julisl B pyKax 4d MPOMEHUCTE CAMBO HABKOJO TOJOBH BKa3ylOTh Ha
HeOecHe MoXOKeHHs 3BicTKU [4, ¢. 177-180]. JliBa Mapisi, HaBmaku, 4acTo MOCTa€ y
CTaTUYHIA MO31 — CUAUTH a00 CTOiTh, 1HOJI 13 CYBOEM UM KHHUIOIO B pyKax, IIO
Bifcwiae o mpopourBa Icai [1.Ic. 7:14] 1 migkpecntoe ii 3B’sa30K 13 Ilucanusm.
[Po3kpuTuii xect pyk Mapii cUMBOJI3Y€e 1i CMUPEHHS, MOKIPHICTh 1 JOOPOBLIbHE
NPpUUHATTS Boyi boxoi, Toai sk HeOecHe CBITJIO Yu 00pa3 rojyda, 1o 3’ SIBIISIETHCS B
OKpeMHX 13BojJIaX, yocobiroe mpucyTHicTh CBsitoro Jlyxa]. IIpocTip ikoHH, 3a3BHYaid
300paKeHul y 3BOPOTHIN MEpPCNEKTUBI, CIPSIMOBYE yBary risjadya 0 JTyXOBHOTO
IIEHTPY KOMIIO3HIIii, a CUMBOJIIKa KOJIbOPIB — 30JI0TO SIK OOKECTBEHHE CSHWBO, CHHIM
K YUCTOTA, YEPBOHUI SIK JIFOOOB 1 )KUTTS — MIACHIIIOE€ OOTOCIOBCHKUN HAPATHUB.

Onuc aBnenuHs anrena ['ocnognwsoro JliBi Mapii npucyTHiil numie B €BaHrenii
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Bix JIyku [1.JIk. 1:26-39], mo poOuTh 11el TEKCT €JUHOI0 KAHOHIYHOK OCHOBOIO JIJIsI
ikoHorpagii bmarosimenus. I[Ipore GararctBo ii 300pakeHb 3yMOBIJIEHE BIUIMBOM
anokpudiyHuX Kepeln, Takux gk IIporoeBanrenie SlkoBa, Akl JoJanu JeTanl 10
ctokeTy. Ha ocHOBI 1boro chopmyBanucs Tpu OCHOBHI CrOkKeTH: «biaroilieHHs
OUIs KpUHULI» — el BapiaHT 0Oa3yeTbcsd Ha anmoKpU(pIYHUX TEKCTax, A€ Mepiia
3ycTpiu Mapii 3 ApxaHreioMm BiIOyBaeThCcsi OUIA JpKepenaa BOJHM, 11O CUMBOJI3YE
YUCTOTY W OHOBJIEHHS; «biaroBimeHHs 3 pyKkoAULIsIM» — TyT Mapis 300paxeHa 3a
OpSAIHHSIM  a00 TKaHHAM, IO TMIAKPECIoe 11 AIBOYY TMpali Ta TMOKIPHICTH;
«bnaroBimenHs 3 kHUroO» — Mapis uurae Ilucanns, 30kpema npopoutso Icai mpo
Hapo/pKeHHsT Mecii, 10 akneHTye ii JAyXOBHY IiJITOTOBJICHICTh 1O NPUUHATTS
0oxecTBeHHOro 3aaymy. Lli croxkeTu, Xo4 1 MarOTh anokpu@iyHe NOXOMKECHHS,
30epiratoTh TOJOBHUM aKIEHT Ha Jiano31 MiK Mapieto ta [aBpuinom, sikuil €
CepIlIeBUHOIO iKOHH [2, c. 177-180].

Y  cydyacHOMy 1KOHOMHCI CIOKeT briaroBileHHs  3a3Ha€  3HAYHUX
TpaHchopmariiii. Crocrtepiraerbcs BUKOPUCTaHHS HOBUX MaTepialiB — akKpuiy,
eMaji, MeTaJieBUX BCTaBOK, MIHEpaJbHUX MITCMEHTIB, CYCAJbHOTO 30JI0Ta — Ta
EKCIIEpUMEHTH 3 (PaKTypol0 NOBEPXOHb, TAKMMH SIK TpaBipyBaHHsS 4YM 3MilllaHi
TexHikd. Hampuknan, 3amicTe  TpaJuUIAHOIO  JIEBKaCy  MHUTLI  MOXYTh
BUKOPHUCTOBYBATU JIEPEBO 3 PI3bOJICHHSIM a00 CKJIO, 10 J0Ja€ 1KOHI 00 €MHOCTI U
Cy4aCHOTO 3BYYaHHs. 3pOCTa€ MOMYJISAPHICTH LU(POBOTO IKOHOMUCY, SKHM
3aCTOCOBYETHCS HE JIMILE AJI1 CTBOPEHHS €CKi31B UM HaBUaHHA, a U Ui IPYKY 1KOH Ha
CHeniadbHUX OCHOBAaX, BIJIKPUBAIOYM HOBI MOKJIMBOCTI JJs 1iX TOLIMPEHHS.
BonHouac cydacHi XyAOXHUKH 30epirailoTb INIHMOWHY 1KOH, HEPEOCMHUCITIOIYH
CTUJIICTUKY: TeoMmeTpuzaiiss ¢opMm 1 abCTparoBaHe TJO HAJAIOTh KOMITO3MIIIT
JAKOHIYHOCT1, a aKIIEHT Ha EKCIPECHBHOCTI Ta eMOLIMHOCTI 00pa3iB — Mapii, 110
3aMMCIIEHO CcilyXae€, 4yd ['aBpuina, 10 CTPIMKO HaOJIMKAEThCS, — JOJA€E JIFOJICHKOrO
BUMIPY /10 CAKPaJIbHOT'O CIOXKETY.

IIle onHIEO MOMITHOK TEHJEHIIEI € BUKOPUCTAHHA JIOKAJIBHUX KOJBOPIB 1
MIHIMAJTICTUYHUX (POpM, IO KOHIIEHTPY€E yBary Ha JIyXOBHOMY 3MICTI, a HE Ha
JIeKopaTUBHUX AeTaisx [3, c. 45-58]. CyyacHi MUTIII TaKOX IHTEPIPETYIOTh MPOCTIP
1 TMEpCHeKTUBY, BIAXOIAYM BIJ TPATULINHOI 3BOPOTHOI MEPCHEKTUBU [0
NPSMOJIIHIMHOT YW HaBiTh a0CTpakTHOI, IO BiJOOpakae BIUIMB MOJEPHIZMY Ta
MOCTMOJIEPHI3MY. Y CBOiX po0OOTax BOHM IHTETPYIOTh MNPUHIUIUA aOCTPAKTHOIO
MUCTEITBA, CHUMBOJIIYHE MOEAHAHHS KOJbOPIB (HAMPUKIAA, KOHTPACT TEIJIOrO 1
XOJIOAHOTO JIJIsl MIAKPECIEHHS Aianory HeOeCHOro i 3eMHOI0) Ta HOBITHI TEXHOJIOTI,
Takl sk ja3zepHe rpaBipyBaHHs 4yu 3D-npyk. 1[I HOBOBBeAEHHSI AOMOMArarOTh IO-
HOBOMY CIpPUMMATH CaKpalbHl CIOXKETH, POOJISIYM iX ONMXKYMMHU JO0 Cy4acHOTO
rjigjaya, ajge BOJAHOYAC BHKJIMKAIOTh MUTAHHS MPO MEXI JTOMYCTHMOrO B 1KOHOIIHCI
K CaKpaJbHOMY MHUCTELITBI.

VYce 11e CBIIYUTD MPO KUBUM PO3BUTOK 1IKOHOIHKCY, 10 HE JUIIE 30epirae CBOIO
aKTyaJIbHICTh y CYYaCHOMY CBITI, a W aJanTyeTbCcs 1O HOBUX KYJIbTYpPHUX 1
TEXHOJIOT1YHUX peanii. Ikona biarosiieHHs K OJAWH 13 HAWBUPA3HIMINUX MPUKIIAIIB
TaKol €BOJIIOLII JAEMOHCTPYE, SIK TPAIULlisl MOXE CIIBICHYBaTHU 3 HOBAaTOPCTBOM,
3aJIMIIAI0YUCh OTYKHUM 3aCO00M TyXOBHOTO 1 XyJ0XKHBOTO BUPAKEHHS.
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CakpanbHe MHCTENTBO YKpaiHM — HEBIJJUIbHA YacTHUHA KYyJbTYPHOI
CHAAIIMHU, 0 POPMYy€E AYXOBHUH MPOCTIP YKpATHIIB MPOTATOM CTONITh. OAHIEO 3
0COOJIMBOCTEHM YKPATHCHKOTO CaKpaJlbHOIO MHCTEITBA € MOro TriIuOOKUM 3B 30K 13
BI3aHTINCBKMMHU Ta OAapOKOBUMM TPATULISAMH, SIKI MOEAHYIOTbCS 3 HAPOJHUMHU
MOTHBaMU. B IKOHOMHUCI Ta MOHYMEHTAJIbHUX PO3MHUCAX MPOCTEKYETHCS MParHeHHS
710 TAPMOHIMHOTO MOE€JHAHHS KAaHOHIB 1 Cy4acHUX XYA0XHIX pilieHb. [ nobanizamiiini
MpOLIECH CIPUYMHWIM IHTETPAIil0 HOBUX TEXHOJIOTIH 1 MaTepialliB y 1KOHOMHUCI Ta
XxpamMoBoMy MucTenTBi. Lle Hamamo MOMXKIMBOCTI CTBOPIOBATU YHIKAJIbHI CAKpaJibHI
MPOCTOPHU Ta 1KOHOMMCHI TBOPHU, AKI BIJIMOBIJAIOTH JYXOBHHM 3allUTaM CY4acHOTO
CYCHJIbCTBA.

Boanoudac nocrae nuTaHHs npo 30epeKeHHs] aBTEHTUYHOCTI Ta pU3UKY BTPATH
HalllOHAJIbHUX MUCTELBKUX TPAAULINA. Y IbOMY KOHTEKCT] BaXJIUBY POJIb BIAIIPAIOThH
Cy4YacCHI YKpaiHCbKI MHTI Ta JOCHIJHUKH, SIKI HParHyTh 30€perTu 1eHTHUYHICTb
yepe3 peTesibHe BHUBYEHHS 1 BIAPOKEHHS JaBHIX Tpaauliid. 30epexkeHHs
TPaIULIMHUX I[IHHOCTEH Y MO€IHAHHI 3 HOBITHIMU XYJ0KHIMU MiIX0AaMH JIa€ 3MOTY
3pOOUTH YKpailHChKE CaKpalbHE MHCTEITBO MI3HABAHUM Yy CBITOBOMY MacuITall,
cupusie oro momyispu3alii B MIXKHAPOJHOMY KyJIbTypHOMY npoctopi. Ha nmeprmii
MOTJISL] MOXE 3/aTHUCS, 110 CaKpaJlbHE MHUCTEUTBO YHUKA€ HOBaIlli, MPOTE 1CTOPI
CBITOBOI KYJBTYpHU JEMOHCTpY€ O€3iu MPUKIAIIB, KOJIU 1KOHU, XPaMOBl PO3MHCH
B1JI00pakaiy Cy4yacHl XYJO0>KHI TEHJEHIIli, YHIKQJIbHUM CTHJIb MUTLS Ta CBITOIJISA
JIIOJAVHU CBOE] EIOXU.

[Tepuni ikoHM Ha TepUTOPIT YKpATHU 3’ ABUIIMCS 3 TPUUHATTSIM XPUCTHSIHCTBA Y
988 pomi i1 BiATOAl CTajqu HEOJMIHHOIO CKJIaJOBOIO MpaBociaBHOi Tpaauuii. [Tpouec
iXHBOTO CTBOPEHHSI MOCTYNOBO (OPMYBABCS MiJ BIUIMBOM PI3HUX KYJIbTYp 1
MOIIUPEHHSI XPUCTUSHCHKOIO CBITY, a KOXHa ICTOpUYHa J00a BHOCHJIA CBOI
0COOJIMBOCTI B CTHJIb 1 TEXHIKY 1KOHOMHUCY. Ha Tol yac maiicTpu NpHUIAUISAIN yBary
CHMBOJII, KAHOHIYHIA KOMITIO3HIlII Ta BUKOPUCTAHHIO 30JI0Ta, SIKE MIIKPECITIOBAJIO
OOKECTBEHHICTh  300pa)XEHMX MOCTaTed, CTPUMaHId  KOJbOPOBIM Trami 3
MEepPEeBAKAHHSAM 30JIOTUCTUX 1 KOPUYHEBHUX BIATIHKIB. BHUKOpHUCTOBYBalIM TEXHIKY
S€YHOI TEMIIEpU Ha JIEpeB’SIHIN MO, SK, Hampukial, y «BuUmropoickkiii iKOHI
boxoi Marepi» (XII cromitrs). Huni BoHa mnig Ha3Bow «BomnoaumMupcbka
nepedyBae B TpeThaKoBChKii rajgepei B Mockai [3, c. 31-34].

ITicns MoHrosnbebkoi HaBanu KwuWiB BTpadae pojb TOJOBHOTO LEHTPY
ikononucy. Hatomictes y lannuuni Tta Ha BonuHi ikoHOMMC HaOyBa€ aKTUBHOTO
PO3BUTKY. XapaKTEpHUMHU OCOOJIHUBOCTSIMU LILOTO MEPIOAY ISl 1IKOH €: a) MOCTYOBUI
BIIX1Jl BiJl BI3aHTU3MY W MPUXUIBHICTh 10 PEHECAHCHOI KYJbTYpH; 0) 300pakeHHs
HapOJHUX €JIEMEHTIB 1 TeIJIOi KOJIbOPOBOI raMH; B) MPOCTE JEKOPATUBHE BUPIIICHHS.
3pa3koM € crtapoBuHHa ikoHa Ooropoauunoro 1ukiay XIII cromitrs «BonuHcbka
boropoauus Oauritpis» [3, c. 35-42].

[Tepion yxpaincekoro Oapoko (XVI-XVIII cromitts) crnpusiB aKTUBHOMY
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PO3BUTKY HAI[IOHAJILHOTO CTUJIIO 1KOHOMHCY. Bi0yBaeTbCs mocnabieHHs peniridHux
oOMEeXeHb, B 1KOHAaX 3 SIBUWIMCS €JIEMEHTH HapOAHOro MOOyTY: a) 300pa’keHHs
oOpa3ziB 3 IHIUBIAYaJbHUMH pHCAMH, €MOIlisSIMH; O) IMHAMIYHI KOMIIO3HIIII,
OaratrooOpa3Hi  CIIEHH, 1KOHM 3 IUIACKUM  TJOM  (30JIOTUM, THCHEHHM,
OpHAaMEHTAJIbHUM), 3’ ABJISIIOTHCA 1KOHU 3 MEH3aKHUM TJIOM: JAJEKOI0 IJIAHOBICTIO
ab0 JIHIAHOIO NEepCNEeKTUBOIO; B) MOEJHAHHS PENIrMHUX 1 HApOAHUX MOTHBIB.
B3sipuem € ko3anpka ikoHa «IlokpoBa IlpecBaroi boropoauii» mnepiioi MojaoBHHU
XVIII cromitrs [1; 3, c. 43-84].

YV XIX cTomiTTi 1KOHOMMC Ha0yBa€ akKaJeMIYHMX pHUC: a) MPOCTEXKYETHCA
HaTypadi3M Yy TpakTyBaHHI OASATY ¥ JUKIB; O0) CIIOCTEPITa€ThCd 3MEHIICHHS
JIeKopaTuBHOCTI, AeTanel. [Ipuknagom € yynotBopHa ikoHa Ileuepcbkoi boromarepi
3 JBOMa SIHrojlaMu Ta npenogoOHuMu AHTOHIEM 1 TeomocieM — QyHIaTopamu
ITedepcrkoro Mmonactups [3, c. 85-97].

UYepe3 palgHCbKy aHTHpeniridHy mnomituky B 20-30-x pokax XX CTOMTTS
1KOHONKUC 3a3HA€ 3HAYHUX YTUCKIB, MOBHIIOIOTHCA PEeNpecii MPOTH TyXOBEHCTBA, L0
MPU3BEJIO A0 3aHenaJy 1KOHOMMCHMX IIKUI. bararo ykpaiHChKMX XyJOXHUKIB, SIKI
3MyleHl Oyiau MOKMHYTHM baThKIBUIMHY, CHOPHSUIM BIJIPOJIKEHHIO 1KOHOIHUCY 3a
KOPJOHOM, IPOTE BiH HA0yBaB Cy4aCHUX MUCTELbKUX 17eil 3axo/ay, 3a3HaBaB BIUIUBY
MOJICPHUX TE€Yill €BPONEWCHKOTO MHUCTELTBA, MPHUKIAJOM YOr0 € 30Kpema
HEOBI3aHTU3M Ta celecisd. XapakTepHUM Uil 1KOH LIbOro 4acy OyJu: a) BUPA3HICTb
KoJbopy; O) purmika muiomuH 1 jiHid. Lle mpocrexyerbecss B ikoHax MogecTa
Cocenka i1 [lerpa XonogHoro (Mononauoro). Ilicins po3nagy paasHCBKOTO COIO3Y, B
90-x pokax XX CTOJITTS BIAPOJKYEThCS IKOHOMKC HA TepuTopli YKpainu [3; 4].

CyyacHi 1KOHONUCII MOAIOHO 10 CBOIX MPEJKIB MIaHYIOTh TPAJIHULIi IKOHOMHCY,
BOJHOYAC BHOCSYM B HHOTO BJIACHE TBOpUYE OaueHHs. 3aBISKH LIbOMY Cy4YacCHI 1KOHH
Ha0yBalOTh YHIKAJbHOCTI Ta 3aJUIIAIOTHCS AaKTyalbHUMU JJISI HUHIIIHBOTO
MOKOJIIHHA. MailcTpu BiA0OpakaroTh y CBOIX poOOTax MOJIi Ta BUKIUKHU CYy4acHOIrO
CBITYy, EKCIIEPUMEHTYIOTh 13 TEXHIKAMU Ta XYyJOXKHIMU MNpUAOMaMHU, [TOJAI0YH
abcTpakTHi (HOpPMHU, T€OMETPUUHI KOMIMO3UIIIi, Cy4acH! KOJIpHI BUpIlIEHHS. [KOHU
COPUIMAlOTbCA SIK BUTBOPHM MHCTELTBA, E€KCIIOHYIOTHhCS B Trajepesx Ta CTalThb
00’€KTaMU KOJICKIIOHYBaHHs. TakuM 4YMHOM, Cy4YaCHUU 1KOHOIKUC TapMOHINHO
NOEAHY€E JaBHI TPaAWIli 3 HOBUMHU XYJOXHIMU TEHACHIISIMHU, 30€pirarodu CBOIO
JyXOBHY I[IHHICTh T BOJHOYAC BIJKPUBAIOUYM HOBI MOKJIMUBOCTI ISl CAMOBUPAXKEHHS
[4].

XpaMoBe MHUCTELTBO 3apOJMIIOCS 1€ B INIMOOKY JTaBHUHY Pa3oM 13 PO3BUTKOM
peniriinux KynbTiB. B VYikpaini Horo mxepena csraioTh yaciB Pyci, konu xpamu
o3no6moBanuca ¢peckamu BizaHTidicbkoro ctwio (XI-XIII cTomitts), BOoHO Mano
Taki OCOOJMBOCTI: a) CHMETPUYHI, MOHYMEHTaJIbHI KOMIIO3HIIii; ©O) TOMIHYBaHHS
CUHBOI0, 30JI0TOr'0, YEPBOHOTO KOJIbOPIB; B) 01011HI CIIEHH, 1110 MaJIH JOTMATUYHUN
3MicT. BuKOpHCTaHHA TEXHIKM (PECKHM — KUBOIMKUC [0 BOJOTIM IMITYyKaTypIIl.
Haiisickpasimum B3ipueM nporo nepioay € Codis Kuiscbka [3].

3rogomM yKpaiHChbKI MalCTpU PO3BUHYIM BIJIACHI TpajuIli, 10 MOEIHYBAIU
HapoJHI MOTHBH, BIUIMB cTWwio Oapoko (XVII-XVIII cromitra). VY mnepion
KO3al[bKOTO BIJPOJI)KEHHS] MHUCTEUTBO XPaMOBOTO PO3MHCY Hal0yBa€ HaI[lOHAJIbHUX
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pHUC: a) TMHAMIYHI KOMIMO3ullii, 0aratra opHaMeHTHKa; 0)3acTOCYBaHHS SCKpPaBHUX
KOJIbOPIB; B) 300paK€HHsI CBATUX 13 HApPOJHMMHU pUCAMU; T) MOEAHAHHS O1071HHOT
TEMAaTHUKH 3 KO3aI[bKOI. 3aCTOCYBaHHS TEXHIKU OJIIHOTO >KMBOIMKCY, MO30J0YEHHSI.
[Ipuknan uporo mepiogy — Tpoiubka HagOpamHa nepkBa Kueo-Iledepcbkoi naBpu
[2; 3].

Axkanemizm (XIX — mouatok XX CTONITTS), PO3BUTOK IKOHOMHCHUX IIKIJI,
BILJIUB €BPOINEHCHKOTO aKaJeMIYHOTO MUCTEITBA MaJM TaKi 0COOJMBOCTI: a) peajizm
y 300pakeHHI MocTaTell — YiTKE MOJICTIOBAaHHS 00’€MiB, yBara JO aHaToMii Ta
netaneil; 0) BUKOPUCTAHHS CBITJIOTIHI Ta NEPCHEKTUBU — €(QEKTH TIUOMHH, IO
CTBOPIOIOTh 1JI031F0 TPOCTOPY; B) KJIACMYHA KOMIIO3MIlIE — TapMOHINWHI CIICHH,
BUTPUMaHI B CHUMETpil Ta pIBHOBAa3l; T) BIUIMB ITANIMCHKOTO Ta (PpaHIly3bKOTO
aKaJgeMi3My — BUKOPUCTaHHS XyJIO0XKHIX IPUMOMIB peHecaHCy Ta 6apoko. 3pa3kamu
uporo mnepioay € Bonmomumupcebkuit cobop (KuiB); mepkBa Bceix Cesatux Kueso-
[leyepcbkoi naBpu. AKaJAeMIYHMI CTWUJIb 1 HUHI BIUIMBA€ HA XPaMOBHUH pPO3MMC,
0COOJIMBO B PEKOHCTPYKIISAX ICTOpUYHUX XpamiB [3; 4].

XpamoBuii posnuc y ctuial mojepH (XIX—XX) noenHyBaB TpaguliiH1
BI3aHTINCbKI KaHOHM 3 HOBUMM XYyAOXKHIMU mpuidomamu. BiH Bu3HauaBcs
EKCIIPECUBHICTIO, CHMBOJII3MOM 1 HOBAaTOPCBKMMH TEXHIKaAMHU: a) XyJO0XKHUKH
BUKOPUCTOBYBAJIM OUIbII XUBONUCHUM MIAX1A, pEaNTICTUYHINI Mpomnopuii ¢iryp,
HACUYEHY YITKY KOJIbOPOBY ramy; 0) KOMIO3HUIIT CTaJM OiIbII €KCIPECUBHUMHU, 3
IJIMOOKMMHU TICUXOJOTIYHUMHU 00pa3aMu; B) pO3IUCHU TAPMOHINHO 1HTErpyBajucs B
apxITEKTypy Xpamy, BHUKOPHCTOBYIOUM IUTJACTUYHICTh JIIHIM Ta PUTMIKY (QopM;
) BIUIUB Celecii, IMIPECIOHI3MY Ta €KCIpPECIOHI3MYy. BIpOBaJ)KeHHsSI TEXHIKU
«keriM» 0a3zyeTbcsi Ha BUKOpPUCTaHHI MiHepanbHux ¢ap6. Ilpuxknagamu e
Bipmencbkuii cobop (JIbBiB); mepkBa apxuctpatura Mmuxaina (ceno IlimOepizui
JIbBiBCHKOT 0OMacTi) [4].

[Touarok XXI CTONITTS XapaKTEPU3yETHCSI HOBUMU MIAXOJAMU, aj€ IPH LIbOMY
30epiraeTbcsl 1HTEpEC A0 paHHIX Tpaaulii. [lepiog BuU3HA4alOTh Taki OCOOJUBOCTI:
a) abctpakTHl (OpMHU, HOBI KOMIIO3HUIIIHHI PIlIEHHs; 0) OCMHUCIEHHS O1011HHNX
CIOJKETIB Y Cy4yaCHOMY KJIIOYi; B) SICKpaBl KOJbOpU a00 macrtenbHi ToHU. [lomupene
BUKOPHUCTaHHS akpwioBux (apO, CHHTETUYHHUX NITMEHTIB. B3ipisiMu € 1epkBa
[IpecBsitoi boropoauni (ceno JluniBka byuancekoro paiiony KuiBchkoi oGmacti) —
maiictpu Amnaronit Kpuonan, Irop Crynauenko; uepkBa Pizna IlpecBsitoi
Boroponuii (JIbBiB) — XynoxxHuK-ikoHOnMcelb CBsiTociaB Brnaauka.

Otxe, cakpajdbHE MHCTEUTBO YKpaiHM €BOJIOLIIOHY€E BIJ BI3aHTIHCHKOTO
KaHOHY /10 CYy4aCHOI'0 MHCTEIbKOIO €KCIEPUMEHTY, BOJHOUYAC 30€piratoyu rojJOBHY
GYHKIII0O MK AYXOBHICTIO, BIpOIO 1 MHUCTELUTBOM, MEPEOCMUCITIOIOYU CaKpaJlbH1
o0pa3u BIANOBIAHO JI0 €MOXH. BIIKPUTICTh O CBITOBMX MHCTEILKUX MPOLECIB
CIIpUsI€ IHTETpallll YKPAiHCHKOIO CAKPaIbHOIO MUCTEIUTBA Y II100AIbHUN KYJIbTYpHUN
npocTip. Lle BUsIBIISIETHCS Y BUKOPUCTAHHI CYYaCHUX XYA0XKHIX MPUIOMIB, a TAKOXK Y
CIIBIIpalll 3 IHIIMMH HaIlIOHAIPHUMH MHUCTEIBKUMHU CIUIbHOTaMH. B yMoBax
Cy4acHUX MOJIITUYHMX MOJINA cakpalibHE MUCTEUTBO HaOyBae HOBOI poii. BoHo crae
HE JIUIIE 3ac000M PErifHOro BUPaXKEHHsI, a 1 YaCTUHOIO HAIlIOHAJILHOTO IYXY.

[Toganpuii AOCHIIKEHHS MalOTh 30CEPEIUTHCh Ha aHali3l BIUIMBY CBITOBHUX
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Cy4YaCHHUX TEHJICHIIIN Ha KyJbTYpPHHUI PO3BUTOK Y KpaiHHU.
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CTPA®ITO Y XPAMOBIHN APXITEKTYPI

Anomayia. Hoemwvcs npo mexuixy cepagimo 6 Oexopyeanmi yepkosHoi
apximexmypu. Pozenanymo oxkpemi xpamu, 03000.1eni cepagimo, nepiody Penecancy,
XIX ma nouamxy XXI cmonimms. Haeedeno npuxnaou suxopucmaunns cepagimo 8
Imanii, Ionvwi, Amenii ma VYkpaiuni. [ocnioxceno rxomnosuyiuni, memamuydui i
MexXHON02IYHI  ocobaugocmi  cepagimo 8  MOHYMEHMANbHOM)Y  MUCMEYymsi.
AKyenmosano Ha 3acmocy8anHi yiei mexHiKu nio yac 0eKopy8aHHs CYYACHUX XPAMI
6 Ykpaini.

Knrouosi cnosa: oexopamusne 0300061enHs Xpamie; Kyabmoea apXimexkmypa,
MOHYMEHMANbHe MUCMeymeo, CaKpaibie MUCmeymeo,; mexnika cepagimo.
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SGRAFFITO IN CHURCH ARCHITECTURE

Annotation. This paper discusses the technique of sgraffito in the decoration of
church architecture. It examines individual churches adorned with sgraffito from the
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Renaissance period, the 19th century, and the early 21st century. Examples of
sgraffito use in lItaly, Poland, England, and Ukraine are provided. The
compositional, thematic, and technological features of sgraffito in monumental art
are explored. The paper also emphasizes the use of this technique in decorating
modern churches in Ukraine.

Keywords: decorative church decoration; sacred architecture; monumental
art; sacred art; sgraffito technique.

Crpadito sK TexHIKa JEKOPATUBHOTO O3700JICHHS Ma€ TJIMOOKI KOpeH1 B
icCTOpli apXITEeKTypu Ta TIOJAra€ B CTBOPEHHI JEKOPATHUBHUX 300paKeHb 3a
JOTIOMOT'0I0 P13b0JIEHHA PUCYHKA B PI3HOKOJIPHUX IIapax, HAHECEHUX Ha CTIHY, 110
HaJa€ MOHYMEHTAJIbHUM OO0’€KTaM HE JIMIIE €eCTeTUYHOi NpHuBaOJIMBOCTI, a W
MUCTEUBKOI HIHHOCTI. PO3rNIIHEMO €BOJMIONII0 BUKOPUCTAHHS CrpadiTo B XpaMOBiii
apXITEKTYpl, a TAKOK BIIUB HA Cy4YacH1 TEHACHIII1 KyJIbTOBOI apXITEKTYpH.

Texnika crpadito BijoMa 37aBHA — HEIO MPUKpAIIaIM KepaMidyHl BUPOOH IIie
70 Haioi epu. BapTo 3a3HaunTu, 10 Mija yac po3kBiTy PeHnecancy crpadito HalyIo
0COOJIMBOI MOMYJISPHOCTI B apxiTeKkTypi. CaMme TOJl TaKOX MOYaBCS HOBUU BUTOK Y
PO3BUTKY apXiTEKTypHOI IYMKH, TOMY JOCHIJPKEHHS 13 3aCTOCyBaHHs crpadito B
peniriiHux OyIiBIISIX AOLUIHHO PO3MIISAaTH, MOYMHAKOYM 3 enoXu BigpomkeHHs 1 10
Hammx JHIB. basunika Can-Jlopenuo-gyopi-ne-Mypa B Pumi € oaniero 3 nepuux,
o3n005ennx crpadito. Penbedu aBTOpCcTBa 1Tamiichbkoro ckyibntopa JloHaTenno,
BUKOHaH1 B 1428-1435pp. y ®nopeHuii, — 00’€eMHI KOMIIO3HUIIii, CTBOpEHI 3a
JOTIOMOT'OI0  HalllapyBaHb TEPAKOTH 1 NPHUKpAILEH] JIMHUHOKW 13 300pa’KeHHAM
katonuibkux cBiITux Credana ta JlaBpentis [9].

Kocren Henopounoro 3auarrs y c. lanys (3Begenuit y 1509 p.) € uynosum
npukiaagoM xapakrepHoro ans Cinesii (teputopis cyyacHoi [lonbiii) aexopyBaHHS
TrOTUYHUX LEepKOB. CTIHM KOCTENy BKPHUTI CrpadiTo 3 MOTHBOM 0OCaxy, IO IMITYy€E
KaMm’stHe OOJIMIFOBaHHS, a BC1 €J1eMEeHTH OYliBIII (CTIHH, KOHTP(OPCH, BEXKI Ta IAHKH)
037100J1eH1 opHameHTamu. KocTen nmpukpaiiieHuil miaeTiHHsIM (JIeK1IbKa BapiaHTIB) Ha
dpuzax Ta kKoHTpopcax, a MIaCTUKa OPHAMEHTIB 13 XapaKTEPHUMU JJI1 MAHbEPUZMY
BUKpuBIeHHsIMU [4, c. 17-18]. 3a3Hauumo, 10 03100JEHHS XpamiB BEIHUKOIO
KUIBKICTIO crpadiTo € XapaKTEepHOIO ClIE3bKOI0 OCOONUBICTIO. BapTo BHOKpemMuTH
Kocren cearoi Ansiru y I'pudosi, 30ynoBanuii y 1551 p. CkieniHHs roJ0BHOI HaBU
Ta CTIHU XpaMmy BKpHUTi crpadito [4, 7].

3HayHOI MOMYJISIPHOCTI Ta MOLIUPEHHS crpadiTo HAOyJ0 B JPYTiil MOJIOBHHI
XIX cr. B AHrmi micis JAEKOPYBaHHS CIOKETOM Ha TeMmy PeHecaHcy cropyau
VYpsinoBoi mkonu ripuunTBa B Jlonaoni. Y apyrii momoBuni XIX cT., mig yac
pecTtaBpailiii abo 3BeJIEHHS HOBHX LIEPKOBHUX CHOPYJ, 3aBEICHO OYJIO 3ampolryBaTu
MaiCTpiB Jig MPUKpAIIaHHS 1HTEp €PIB XpaMmiB y il TeXHill. Y BHYTPIUIIHbOMY
o3100sieHH1 1iepkBu [IpecBaroi boropoauii B Montoni micist nepedynosu 1859 p.
apXiTEeKTOpP BUKOPHUCTaB HOBHMI XYJOXKHIA METOJ MiJi Yac CTBOPEHHS 300pa)eHb y
TexHili crpadito. Ha HamiBroToBi KOMIIO3WIIlT Ha BOJIOTIA BamHSHIA IITYyKaTypIl
HAHOCHJINCH JI€Tall 1 TEKCTH CIELIaJIbHUMH NITMEHTaMH, SKI CTalld YacTHHOIO
HITYKaTypHOro Imapy micias BucuxaHHs. [liBHIYHA 1 MIBI€HHA YacTUHU Xpamy, a
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TaKoXX CTIHM BiBTaps Oynu BKpuTi crpadito [5]. Jexop iuTep’epy nepkBu CBSATOrO
Iletpa y TopuGnotoni (3Bemena y 1872—1874 pp.) cTaHOBIATH BUKOHAaHI B
nacTelbHUX BIJITIHKaX 300paxkeHHs ¢iopu, TekcTiB Ta ¢iryp. Ilocrati 0i10miHUX
npopokiB Icai Ta €pemii po3TamioBaHi HaJl BXOJOM y 3aX1JHIA YacCTUHI Xpamy, OIS
BeX1 300pakeHuil cBsiTHil Moiiceil, a HaJ BIBTapHOIO apKolo — ciieHa biarosimieHHs.
VY BiBTapHiil YaCTHHI PO3TAIIOBAHO JBOX AHTEJIIB, a TAHOK 03/100JICHUI TeKkcTamH [ 1;
3].

Komipue BupienHs intep’epy uepksu cBaroro loana Xpecrturens B Konaroni
Pomni, mobynosanoi y 1873—1875 pp., CyrojgocHe MOTUBaM CUIIAIIIACHKOT apXiTEKTYpH
3 HOPMAHJCHKHM 1 MaBpPUTAHCHKUM BIUIMBOM. OpHriHajgbHI BIBTApHI KOMITO3MIIIT
MEePEryKyIOThCSl 3 OpPHAMEHTAMU Ha CTiHAX, BUPI3LOJICHUMU B HOBATOPCHKOMY JIJIsi
11€1 MICIIEBOCTI CTWIII. Y HWXHIN YyacTHUHI Heda KOJIbOPU MEHIII HACUYEHI, a Ha CTIHAX
CUMBOJIIYHO 300pa)K€HO YOTHUPbOX €BAHIENICTIB. [HHOBAI[IHHUM € BHKOPHUCTAHHS
TEKCTYpu [UIsl 300pakeHHs (axkTypu mip’iH Ha Kpuiax Ilemikana opjHiei 3
KoMro3uiiil. Ha cTiHax MmiBHIYHOI YaCTMHM XpaMy Ta apul MIBJEHHOTO BXOAY [0
XpaMy BUKOPUCTAHO OpHAMEHTalbHI MOTHUBU BUHOTPAJHUX J103 [2].

Binokpemnena nepkBa cBsatoi JliBu Mapii y Jlandep Kinrempnin nexopoBana
LIICTHAALSITAMA aHEIsIMU crpadiTo Ha TeMy cTBOpeHHs cBiTy. Kommno3uuii crpagito
y xpami Hanexatb [[xopmky XeitByny Maynyap Camuepy (Ii BIKHOM — 1HILIaIu
mutua «HS» — Heywood Sumner; pik BukoHaHHs — «1888») 1 BKpuBaOTh Maibxe
KOXHY CTiHy uepkBu [7; 8]. Hepigko okpemi XpamMu [I€KOpPYBalIH B1JHOCHO
HEBEJIMKHUMH KOMIIO3MIISIMU B TexHill crpadito. Hanpuknan, y nepksi cBaroi Mapii
y Canbepi crpadito i3 pi3b0JIeHUM 300paKCHHSIM aHTeINiB, CTBOpEHE XeWBYJIOM
Camuepom mix 1892 1 1900 pp. [6].

B Vkpaini mucreurBo crpagito HaOyjo MOMIMPEHHS 3a 4YaciB paJsHCHKOI
OKymarlii, ajle Horo 3acTOCyBaHHsS B LIEPKOBHIN apXITEKTypl MOYajIoCs JULIE MiCIs
BIJIHOBJICHHSI  JIep>KaBHO1 He3alexxkHocti B 1991  poui. Crpadito mnouanu
BUKOPUCTOBYBATH 3/1€0LIBLIOTO B €KCTEp €pax HOBO30ydoBaHUX LepkoB. Llepksa
cearoro mnpopoka lmmi B €nuxoBuyax (3BemeHa y 1993-1995 pp.) BupizHseTbCs
EKCTep €pHUMH 1KOHAMU B TEXHIIll crpadiTo 3a MPOEKTOM JIbBIBCHKOTO XYIOXKHUKA
Ta 1KOHOMNHUCIS, BHKJIagada kadenpu cakpadbHOro MucTenTBa JIbBIBCHKOI
HalioHanbHOi akanemii muctenTB Koctss MapkoBuya. Bukonanu crpadiro y 2010
poui mutii Kocte Mapkosuu, Irop IMupir ta Bonogumup I[lerpummn [11]. Oxpim
BUKOHAHHS [IEPKOBHOTO BIBTaps Ta PO3MUCY CTiH y XpaMi BCIX CBATUX YKPaiHCHKOTO
Hapoay YI'KI, mo y JIbBoBi, mutii o0’ equanns «Codis» y 2016 poui ctBopuiu
KOMIMO3UIIII0 B TexHili crpadito. ¥ komanal mif kepiBHUUTBOM Bacuns CuBaka
npamoBanu Anapiii CuBak, Mupocnas IliBropanic, Tapac Hoak, Tapac Jlecis,
Hmutpo [Tmennynuit, Bacuns 3a3yins, Irop [upir [10].

HuHi cTyfeHTH 3akiaiiB BUIIOT OCBITH MHUCTEIBLKOTO CHPSIMYyBaHHS, 30KpemMa
KuiBchkoi neprkaBHOI akajaemii JEKOPATUBHO-IIPUKIATHOIO MHUCTEITBA 1 JU3aMHY
iMeHi Muxaiina boiiuyka, OBOJIOAIBaIOTh TEXHIKOK crpadiTo B MeKaX BUKOHAHHS
MpOrpaMHUX 3aBJlaHb Ta KBaII(PiKaIIHHUX POOIT.

OTxe, 3aCBITYMMO, 1110 TEXHIKA CrpadiTo mocijia BaroMe MiCle 3-MOMIXK THIIUX
B 037100JICHHI XpaMiB, aJaNTyIOUYUCh 0 OCOOJIMBOCTEH PI3HUX MHUCTEIBKHUX TEUiil.
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3HauynlicTe crpadito B XpaMmoBid apXITeKTypl MoJyisirae B ii JOBFOBIYHOCTI 1
MOHYMEHTaJIbHOCTI. [0 TEeXHIKYy NIpOJOBXKYIOTh BHKOPHUCTOBYBATH B KYJIBTOBIH
apxitekTypi nmoyatky XXI cT., 1o cupusie sk 30€pexeHHI0 JYXOBHOI CIAIINHU, TaK
1 PO3BUTKY MOHYMEHTAJIbHOTO Ta CaKpaJIbHOTO MUCTEITBA.

Jlitepatypa

1. Church of St. Peter, West Bradley. Historic England. 2025. URL:
https://historicengland.org.uk/listing/the-list/list-entry/1058789?section=official-list-
entry (nata 3BepHeHHs: 14.02.2025).

2. Colaton Raleigh Church of St. John the Baptist Description. Devon Church
Land. 2020. URL: https://devonchurchland.co.uk/east-devon/colaton-raleigh-church-
of-st-john-the-baptist-description/#Colaton-Raleigh-Church-of-St-John-the =~ Baptist
(mara 3BepuenHs: 14.02.2025).

3. Hornblotton Church Interior. Philmerryman. 2025. URL:
https://www.philmerryman.com/hornblotton/Hornblotton4.html (maTta 3BepHEHHS:
14.02.2025).

4. JagieHo Marzanna. 2022. Sgraffito as a Method of Wall Decoration in the
Renaissance and Mannerist Silesia. Arts 11:25 https://doi.org/10.3390/arts11010025.

5. Sgraffito — St. Mary the Virgin, Maulden. St. Mary the Virgin, Maulden.
URL: https://www.stmarysmaulden.org/sgraffito.htm (mara 3Bepuenns: 27.02.2025).

6. Sgraffito by Heywood Summer, in St. Mary’s Church, Sunbury. The
Victorian Web. 2009. URL: https://victorianweb.org/art/design/sgraffiti/1.html (mara
3BepHeHHs: 14.02.2025).

7. St. Mary the Virgin’s, Llanfair Kilgeddin, Monmouthshire. Friends of
friendless churches. 2025. URL: https://friendsoffriendlesschurches.org.uk/church/st-
mary-the-virgins-llanfair-kilgeddin-monmouthshire/ (nata 3sepHenns: 14.02.2025).

8. St. Mary’s Church, Llanfair Kilgeddin. SSH Conservation. 2025. URL:
https://www.sshconservation.co.uk/services/case-studies/st-marys-church-watford-
llanfair-kilgeddin (naTa 3BepHenns: 14.02.2025).

9. St. Stephen and St. Laurence by Donatello. WebGalleryofArt. 1996. URL:
https://www.wga.hu/html_m/d/donatell/2_mature/sacristy/I1sacri07.html (mata
3BepHeHHs: 13.02.2025).

10. O6’eqnanusa «Codiss» ming kepiBHuUITBoM Bacuns CuBaka. Instagram:

Kadenpa CakpanbHOTO MHUCTELTBA. URL:
https://www.instagram.com/ksm.Inam.ua/p/Cel.2YnetuyW/ (mara 3BEPHEHHS:
14.02.2025).

11. LlepxkBa Caaroro Ilpopoka Immi c. €nuxoBuui. CakpalibHa chajalygHa
JIeBiBmuHM. 2025. URL: https://sacredartlviv.org.ua/tserkva/yelychovychi.html (marta
3BepHeHHA: 14.02.2025).

159



Mapia HHIEKYJIA

3006ysau euwyoi oceimu OC «Mazicmpy

Kuiscoroi oeporcasnoi akademii

0eKOpamuBHO-NPUKIAOH020 Mucmeymaea i ousauny imeni Muxaiina bouuyka
(Kuis, Yxpaina)

POJIb IPUMITUBI3MY B CYYACHOMY YKPAIHCBKOMY
AKUBOIINCI

Anomauia. [lpumimusizm xapaxmepuzyemvpcs GIOCYMHICMIO AKAOeMIYHOI
MexXHIYHOI MaticmepHocmi ma yacmo 8i000padxicac ceim yepe3 Npumy Oumsadoi
npocmomu i Hesumywenocmi. lLleii cmunv cmae HamMXHeHHAM O MUMYI8, sKi
BUKOPUCMOBYIOMb XapakmepHi, npocmi, ane O0ydce ACKpasi oopasu 8 Cy4acHOMY
orcusonuci. TicHuil 36 ’A30K HAIBHO20 Mucmeymea 3 (QONbKIOPHUMU MA HAPOOHUMU
Momusamu 8idiepas enuKy poib Y mEOPYOCHI CYUACHUX YKPAIHCHbKUX XYOOIICHUKIS,
Memow  AKUX OY10 BIOHOGIEHHS HAYIOHANLHOI C8IOOMOCMI MA NOBEPHEHHs.
KyniemypHoi cnaowunu. Ocobausocmi Cmuiio O0NOMO2IU NPUBEPHYMU V8a2y 00
BANCIUBUX COYIALHUX MEM, BUKOPUCMOBYIOUU ACKPABI (hanmacmuuni oopasu.

Kniwowuogi cnosea: npumimugizm, HaigHe Mucmeymeo; Cy4acHe MUCMEYmeo,
eMHIYHI MOMUBU, CYUACHUU YKPAITHCOKUL XYOOHCHUK.
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THE ROLE OF NAIVE ART IN MODERN UKRAINTAN
PAINTING

Annotation. Primitivism is characterized by a lack of academic technical
excellence and often reflects the world through the prism of childlike simplicity and
ease. This style has become an inspiration for artists who use characteristic, simple,
but very vivid images in modern painting. The close connection of naive art with
folklore and folk motifs played a big role in the work of modern Ukrainian artists,
whose goal was to restore national consciousness and return the cultural heritage.
Features of the style helped to draw attention to important social topics, using bright
fantastic images.

Keywords: primitivism, naive art; contemporary art, ethnic motifs; modern
Ukrainian artist.

[IpuMiTUBI3M — XYJIOXHSA CTWIICTHUKA, IJIs SKOI XapaKTEepHI CHPOLIEHI,
3a3BMYail miuacki (Gopmu, JOKaJbHI, YUCTI KOJbOPH, BIACYTHICTH HOBITPSHOI
MEePCIEKTUBA Ta IHIIUX O3HAK akajaeMismy [2]. lle TeHaeHiiss B MHCTEUTBI, sKa
BUHUKIA HanpukiHil XIX — mouarky XX CTOJITTS, OCHOBHOIO O3HAKOKO SIKOI €
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CB1JIOM€, HAaBMHCHE CHpOIICHHS XYyJO0XKHIX 3ac00iB 3 METOI BIJHOBUTH TEBHY
«UUCTOTY» W 1HTYITHBHICTb, 3BEPTAIOUHCH /10 PI3HOMAHITHUX (OPM MPUMITHBHOIO
MUCTELUTBA — HApOJAHOI (CEeNSIHChKOI) Ta JUTAYOI TBOPYOCTI, apxaidyHOro Ta
CEpeIHbOBIUHOIO MUCTELTBA, TBOPUOCTI HapoaiB Adpuxu, Amepuxu, OkeaHii Ta
Cxony. Ilepmmmu XyJI0)KHUKaMU-IIPUMITUBICTAMH MOKHA BBa)KaTW TBOPLIB
HACTIHHUX MaJltoHKIB y mneudepax. CrpoieHne 300paxeHHss Qiryp jgrojed 1 TBapuH y
CLIEHAX IMOJIIOBAHHS BUKOPHUCTOBYBAJIMCS JJISI HaBUYAaHHS Ta IPOBEIECHHS MariyHUX
puTyaiiB. Aje BXKe€ TOJI CIIOCTEPIratoThCs Mepill cpoOr BUKIMKATU B CIIOCTEpiraya
3a JIOIOMOIOK Bi3yaJdbHUX 0O0pa3iB Te, 10 TI3HIIIE JIOJCTBO Ha3WBaTUME
€CTEeTUYHOI Haconojoro. CrapolaBHI XyJOXKHUKM HE NParHyiad peanismy 1
300paKyBajyi HABKOJIMIIIHIN CBIT JIUIIIE B 3aTaIbHUX pHUCaX, BIAOMUX TJIsiadaM.

[3 po3BUTKOM MOJIEpHI3MY Ha MOYATKy XX CTONITTS XYJOKHUKHU 3BEPHYIHUCS
10 TPaIULIMHUX, «IIPUMITUBHHX» (POpPM MHCTENTBa, 30KpemMa 10 adpUKaHCHKOTO,
OKEaHIYHOr0 1 CTapOJJaBHHOI'0 MUCTEITBA, 1110, HA TXHIO JYMKY, MOTJIO BIIKDUTH HOBI
MOKJIUBOCTI JJI1 TBOPYOCTI, 3BUIBHUTH BiJ aKaJEeMIYHHUX OOMEXeHb 1 TIJuoIie
BUCJIOBUTH €MOIlli Ta IHTYiTUBHI MOYYTTA. Takuil croci® ysBIECHHS pealbHOCTI
3/1aBaBCSl METOJIOM IIOBEPHEHHS JI0 CIPAaBXKHbOIO MHCTELTBA, B SKOMY JIOJUHA
TBOpUJIA 3apajid caMOi TBOPUYOCTI, HE 3aMUCIIOIOYHUCH MPO BIUIMB KAHOHIB 1 MPaBUIL.
ExcniepuMeHTH 31 COpOUIEHHSAM OAHUMHU 3 Nepux novanu npoBoautu [lons ['oren
ta [labno Ilikacco. OCHOBHMMH XYJIOKHIMH OCOOJMBOCTSMU HPHUMITHUBI3MY Ta
HAiBHOI'O MHUCTELTBA, K1 CTAJU AKTyaJIbHUMH B CYy4aCHOMY >KHMBOIIUCI, € a0COJIIOTHA
JIEKOPATUBHICTh, BIJICYTHICTh JIHIMHOT NEPCHEKTUBH, MOPYLIEHHS MPOMOPLIH,
BUKOPUCTAaHHA MPOCTUX (HOPM, CIIPOIIECHHX JIHIH 1 ICKPAaBUX, KOHTPACTHUX KOJbOPIB.

Pobotu Takux ykpaiHCbkMX MUTLIB, sk Karepuna binokyp, Mapis
[Ipuitmauenko, JImutpo MonnoBanoB, Onekcannp HaliieH CIOBHEHI CUMBOJI3MOM,
(daHTaCTUYHUMU €JIEMEHTaMU Ta €THIYHUMU MoTuBaMu [3]. Taki Bmi3HaBaHI pUCH
CTaJIM CUMBOJIAMHU YKPAiHChKOI KYJBTYpH i1 aKTUBHO BUKOPUCTOBYIOTHCSI Cy4aCHUMHU
XYJO)KHUKaMU. YKpPaiHCbKI XYyJOXKHUKHU-NPUMITUBICTH AKTUBHO BUKOPHCTOBYIOTH
HapoOJIHy CUMBOJIIKY, SIKY MOKHa 3yCTPITH B OPHAMEHTAaX, BUILIHUBKAX, J€KOPATUBHUX
enemenTax. [IpumiTuBi3M nomnomarae TpaHCPOpMYBaTH I1I €JIEMEHTH B CydacHe
MHUCTENTBO. Y Cy4yaCHOMY MHUCTEUTBlI TPHUMITUBI3M CTa€ LEHTPOM yBarw,
3aXOIUTIOI0YM TJIsA/IauiB CBO€ 3yXBajicTiO 1 OapBucTicTiO. llelt HampsiM He mnuiie
30epirae CBOI TMOMYJSIPHICTb, a MW MIJAAETHCA HOBUM IHTEpHOpETAIlisIM Ta
MEPEOCMUCIICHHIO, THTETPYIOUYHUCh Y Cy4acHI KOHTEKCTH. SIckpaBi, camMmoOyTHI 00pa3u
YyJI0BO BIHCYIOTHCSI B 1HTEP €pU Ta €KCTEp €pu OyIiBesb. XYJIOKHUKU 3BEPTAIOTH
yBary Ha aKTyallbHI TeMH, Takli SK coIllaibHa CIpaBeJIMBICTh, €KOJOTIs,
TEXHOJIOTIYHUM MpPOrpec, YNPOBAIKYIOUM IX Y CBOI TBOPU Ta HAJal04M iM BIIACHY
HaiBHY M0J100Y.

B Vkpaini MuTIlI BAKOPUCTOBYIOTh HaiBHE MUCTEITBO, 11100 MPUBEPHYTH yBary
r100aJbHOIO CYCIHUIBCTBA IO TEMU BiMiHU, HAllIOHAJIBHOI 1I€HTUYHOCTI Ta OOPOTHOU
3a cB0OOMY YKpaiHChbKOro Hapoay. Hampuknan, imeero ctiHomucy cectep Hikonp Ta
Mimens ®PenpaMan € 300pakeHHs1 moABUTY O1iiiB ['YP, siki pu3UKyIOTh 1 3aBXIU
WOyTh ymepen, a Mypajdl TpY3MHCBKOTO XyAoKHMKa ABrannuia [yprexiaze
CHUMBOJII3y€ HE3TAMHICTh, CUIY IyXY Ta MIATPUMKY Y KpaiHH.
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BaxxnuBoro mocTarTio B YKpaiHChKIM KyJIbTYypl Ta 1KOHOIO MPUMITHBICTCHKOTO
ctimo € Mapis Ilpuiimauenko. B 1i po6oTax MpoOCTEXY€EThCS CUHTE3 aBTEHTUYHUX
€THIYHMX MOTHBIB Ta (aHTACTUYHMX XUMEpHUX GopM [1]. CTuib Xyd0KHHMII CTaB
aKTyaJbHOIO TEHACHIIIEID B CydyacHOMY MHUCTeUTBi. dparMeHTamMu KOMIIO3UIIIH
[IpuitmaueHko TMpUKpalmalOTh OJIAT Ta akcecyapH, iHTeprnperauii ii poOiT
300paKyIOThCSl Ha JIMCTIBKaX Ta CTiHaX OyJiBesib. Take MOMIMPEHHSI YKpaiHChKOT
KYyJbTYpU B CBITI MO3UTUBHO BIUIMHYJIO HA CYCHUIbCTBO, SIKE€ LIHY€E MHUCTEUTBO Ta
0aunth y HbOMY (opMy OOpOTHOM MPOTH BIMHM 1 HacWiIbCTBa. [IpUMITHBIZM
ngornoMarae 30epiraTd TpajaMilii, OJHOYACHO CTBOPIOIOYM MHCTELTBO, SKE €
aKTyaJbHUM 1 eMOLIIITHO BIATYKYETHCS B CEPIIl KOXKHOTO IIIsiAaya.
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CYYACHI IIIAXOAN 10 CTBOPEHHSA XYJOKHBOI'O OBPA3Y B
TEATPAJIBHOMY MUCTELTBI

Anomauia. Poszenanymo inmepnpemayiio  iCIMOPUYHO20 KOCMIOMA 5K
XY00JHCHbO020 ~MBOpPY 8 meampaibHoMy mucmeymsi. 30ilicHeHO  aHaniz i
cucmemamu3ayito Cy4acHux nioxooié 00 OCMUCIEHHSA ma adanmayii iCmopuiHo2o
KOCmIOMa Ha cyeHi. AKyenmosano yeazy Ha GUKOPUCMAHHI IHHOBAYTUHUX Mamepianig
[ mexHono2itl y po3podyi CyeHiuH020 KOCMIOMA, 1020 IHKIO3UBHOCMI U ICHYBAHHI K
camocmiiino2o apmo6’ekma. BusnaueHo ponb Kocmioma y CMEOPeHHI CYEHIYHO20
00pa3zy ma hopmy8anHti 11020 CHPULHAMMSL 2NL0AUEM.

Kniwouoei cnosea: icmopuunuu  KOocmiom,  meampaibHe — MUCMEYMBO,
cmunizayis;, CuMoaiKa, MOOepHizayisi; cyeHoepagis, meampaivHul oopas;
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Annotation. The study examines the interpretation of historical costume as a
work of art in theatrical performance. It analyzes and systematizes contemporary
approaches to understanding and adapting historical costumes on stage. Special
attention is given to the use of innovative materials and technologies in stage costume
design, its inclusivity, and its existence as an independent art object. The role of
costume in shaping the stage image and influencing audience perception is also
defined.

Keywords: historical costume,; theatrical art;, stylization, symbolism;
modernization;, scenography, theatrical image;, performance;, avant-garde,
inclusiveness.

Huni o00pa3oTBOpeHHS B CIEHIYHOMY MHCTEUTBI BUXOAUTh 3a MEXI
TpaJMIIHUX YSABJIEHb NPO KOCTIOM. I[HTeprpeTamis I1CTOPUYHOIO KOCTIOMA SK
XYJI0)KHBOT'O TBOPY B T€aTpaJIbHOMY MUCTEIITBI BIIKPUBAE MOKIIUBOCTI JIJIs TBOPUUX
MIJIXO/I1B Ta EKCIIEPUMEHTIB (puc. 1).

Pucynok 1. Cuctemarusaiiisi mixo/liB 10 CTBOPEHHS XyJ0KHBOTO 00pa3y B
TeaTpaJlbHOMY MHUCTELTBI.

Cruinizalisi Ta IEPEOCMHUCIICHHS €MOXH € HIBEJIFOBAHHSIM 4acOBUX MeX [5; 7].
Yepes crpoieHHs a0 MepeOUIbIIEHHS XapaKTEepHUX €JIEMEHTIB KOCTIOMa, IO
HaJeXaTh J10 PI3HUX ICTOPUYHUX €MOX, MOKHAa CTBOPUTH HOBHUH, aOCTpaKTHHI
XYJ0XHI 00pa3, o sSIKHalKpalle BIANOBIAATUME 3alyMy BUCTAaBH, HAaBITh 32 YMOBH
HOro  ICTOPUYHOI  HENOCTOBIPHOCTI. TakMM YMHOM MHUTELUb MIAKPECIIOE
1103a4aCOBICTh TEMU Ta HAJIA€ il CyYaCHIIIOTO 3ByYaHHS.

KocTiom sk cuMBOMYHMIA KOJ 0a3yeTbcsi Ha BUKOPUCTAaHHI BIACTUBOCTEH
KOJIbOpY Ta (opMu IS nepenadi ruOuHHOro 3MicTy [4; 7]. CuMBOJIIKa KOJBOPY Ta
dbopMHU B KOCTIOMI JIoNoMarae mepeaaBaTu Mo 3MICTH, BijoOpaxaTtu eMOLiiHun
CTaH, COLIAJIBHUI CTaTyc 1 XapakTep MepCOoHa)a, 3MIHIOIOUU CIPUUHATTS o0Opasy.
Yacto xapakTep nepcoHaxxa ab00 TEMH IOCTAHOBKU IIJIKPECIIOIOTh 4Yepe3
JNEKOHCTpYKIio. Hampukinaa, YacTKOBO 3HHUINEHUH ab0 CIOTBOPEHHH KOCTIOM
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CUMBOJII3y€ BHYTPILIHINA KOHQIIKT KOHKPETHOTO 00pa3y abo Kpax CyCHUIbHUX HOPM
y IJI0MY.

MopnepHizallisi ICTOPUYHOTO KOCTIOMa BIJOYBA€THCS ILISAXOM BUKOPUCTaHHS
Cy4YacCHHUX MaTepialliB, cepe]] IKUX MOIUPEHUMHU € TKaHUHU, BUTOTOBJICHI 31 IITYYHUX
BOJIOKOH, TUTACTHK Towo [6]. Takui miaxia He JiMiue NoJermye podoTy akTopiB, a i
PO3IIMPIOE KOHTEKCT 00pa3y, 30arauyrouu Horo J0JaTKOBUMH CMHUCIAaMHU. [HTerpaiis
TEXHOJIOT1H J1a€ 3MOry 00’€IHyBaTH TpaJuliiiHe Ta HOBITHE MucTenTBo. KocTiomu 3
MPOEKIIHHUMU 200 IHTEPAKTUBHUMH €JIEMEHTAMU BUKOPHCTOBYIOTH JJII CTBOPEHHS
BI3yaJIbHUX €(EKTIB MYJIbTUMEAIMHOI KOMITO3HIII1.

[Icuxomoriuna iHTEpHpeTauliss 4Yepe3 KOCTIOM BIJOOpa)ka€e eKCIpecito
BHYTpIIIHBOTO CBITYy mnepcoHaxka [3]. 3okpema, MIMOOKUN TpaypHUM OAST MOXKE
CUMBOJII3yBaTU MPUTHIYEHICTh a00 CTpa)kJaHHS IMEPCOHAXKa, HABITh SAKIIO 1€ HE
BIJIIOBIJIA€ ICTOPUYHOMY KOHTEKCTy. Bapro 3ayBaxuTu, L0 CTUJI30BaHl abo
aBaHrap/iHi KOCTIOMHU BIUIMBAIOTh Ha (JOPMYBaHHS PyXy Ta IJACTUKHU aKTOPIB, TAKUM
YUHOM IT1IKPECIIIOI0YH YHIKAIbHI PUCH NEPCOHAXKA 1 HOr0 HECTaHJAPTHHUM CBITOTJIS.

[HKTI03UBHUMN MIJX1A 10 TEMU € TeHIEPHUM Ta KYJIbTYPHUM IEPEOCMUCICHHIM
cueHiyHoro muctenTna [1; 2]. ¥V cydyacHOMy TeaTpi KOCTIOM 1HO/1 BUKOPUCTOBYIOTh 3
METOI0 MOPYUIEHHS T€HIEPHUX CTEPEOTHUIIIB ad0 1HTEepIpeTalli ICTOPUYHUX MOCTaTel
3 TOYKHM 30py PI3HHUX KynbTyp. Hampuknana, xiHka MOXe T'paTd pOJib ICTOPUYHOIrO
YOJIOBIYOTO0 MepcoHa)ka Yy BIAMNOBIAHOMY KocTioMmi. IlepeocMucieHHss Moxe
B11I0yBaTHUCS 1 Yepe3 BUKOPUCTAHHS €THIYHUX 200 KYJbTYPHUX MOTHUBIB.

KocTiom sk okpemuii apTo0’€KT MOKE 1CHYBATH 11032 KOHTEKCTOM BHUCTaBH Ta
B1JI00pakaTu CKJIaJHI €CTETUYH1 KOHLEMMIi, OyAy4n 3aco000M XYyI0KHbOI pediekcii
Ha COIlaJbHI, MOJITHYHI Ta KyJbTypHi sBuma [8]. B ekcnepuMeHTaTIbHOMY
TeaTpaJIbHOMY IPOCTOPl KOCTIOM MOXE BUKOHYBaTU MephopMaTUBHY (YHKIIIIO,
HaOyBaOuM pOJi CAMOCTIHHOTO CIIEHIYHOTO eneMeHTa. Moro TpaHcdopMmanis y
npolieci BUCTaBM ab0 B3aeMOAIS 3 IHIIMMU KOMIIOHEHTaMM cueHorpadii crpuse
PO3ILIMPEHHIO BUPA3HOCTI T€ATPATLHOIO MUCTENTBA Ta (POPMYBAHHIO HOBUX IM1IXO/I1B
JI0 CTBOPEHHSI CLIEHIYHOT'0 00pa3y.
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KOHIEIT «XJIIB» B YKPAIHCBKOMY BI3YAJIBHOMY MUCTEITBI

Anomauia. 3pobieHo akyewm HA CUMBONIYHOMY 3HAYEeHHI Xaiba 68 dcummi
JIIOOUHU, SAKUU Y GI3VAILHOMY MUCMeYymei C8imy uacmo Nnocmaeas 5K 00 €Km
300paxcennus i koHyemmyanizayii. Kopomko  cxapakmepuzoeano  icmopiio
300pascents xaiba y c8imosomy ma YKpaincbkomy odicusonuci. Jughepenyitiosano
PIi3Hi nepioOu y mexHIKax 1 KoHyenyiax eizyanizayii xniba 6 YKpaiHCbKOMY
HCUBONUCHOMY MUcmeymsi. 3pobreHo BUCHOBOK, W0 [ VKpaiHCbKe, 1 c8imose
mucmeymao (0yxo6Hoi, 00ps0080i, poOUHHO-NOOYMOB0I, YMULIMAPHOI, 8UPOOHUYOT
memamuxyu) Marmms )y C80IX CKAPOHUYAX YUMALO ME0pi8, AKI YLIICHO
npeocmasisAloms Ys6leHHs Jaodell Npo 2AUOUHHYy CYMHICmMb XAiba 6 Jcummi.
3icmasnennss 0codIUBOCHEN MBOPHUUX NOUEPKIE MAUCMPIB, aAHANI3 3MIHU CMULI8 ma
iOell, 3aKnIA0eHUX y MAKUX meopax i3 KOHYenmom «Xxaiby, nompebyroms yseazu
00CNIOHUKIB.

Knrouoei cnosa: xonyenm «xnib», cumeon, 6isyanvHuil obpas, obpazomeopue
MUCmeymeo, icmopis Mmucmeymed.

Oleksandra BYBYK

Master’s Student

Department of Textile Art, Embroidery, and Costume
Kyiv State Academy of Decorative and Applied Arts
and Design named after M. Boychuk

(Kyiv, Ukraine)

THE CONCEPT OF «BREAD» IN UKRAINIAN VISUAL ART

Annotation. The article focuses on the symbolic meaning of bread in human
life, which often appeared in the visual art of the world as an object of depiction and
conceptualization. The history of the depiction of bread in world and Ukrainian
painting is briefly characterized. Different periods in the techniques and concepts of
bread visualization in Ukrainian painting are differentiated. the art of the 20s and
30s, 30s and 80s of the 20th century and the modern period of the beginning of the
21st century. It is concluded that both Ukrainian and world art (spiritual, ritual,
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family and everyday, utilitarian, industrial themes) have in their treasuries many
works that holistically represent people’s ideas about the deep essence of bread in
life. Comparison of the features of the creative handwriting of masters, analysis of
changes in styles and ideas embedded in such works with the concept of &quot,
bread &quot; require the attention of researchers.

Keywords: concept of &quot, bread &quot; symbol; visual image; fine arts;
art history.

[TonsTTss «xnmib» Ta #oro cuMBOdi3M. SK BigoMo, Xm0 — e 1 XapyoBUH
MNPOJYKT, IO BUIIKAETHCA 3 OOpOIHA, 1 3€PHOBI POCIMHU Ta 3€PHO, 3 SIKOTO II€
OOpoIIHO BUrOTOBINIAE€ThCS. Lle OCHOBHI 3HaueHHs cioBa. B yKpaiHCBbKINA KyJbTypi
xJi0  mocigae  ogHe 13 IEHTPaJbHUX  MICUb Yy  UIOJIGHHOMY  HOOYTI,
CUTLCBKOTOCIIONAPChKIN mpatli, B oOpsgomisx (Beciuuis, IOXOBaHHS, TOCTHHH,
BiHIIyBaHH4, Pi31B0, Benukaens, npuyacts Tomo). CtaBieHHs A0 Xi1i0a B yKpaiHLIB
ocoOiMBE 1 TOMY, WLIO0 HAll HApOJ TMEPEXUB TOJIOAOMOpP, KOJIM OKyMaliiHa
OUTbIIOBUIIbKA Bllaja 3a0upana B OaraTbOX JIOJE€W OCTAHHIM HIMATOK, OCTaHHIO
3epHrHy. CMHOHIMaMM ClIOBa «XJIi0» € KOpOBaii, KaluTa, Kajiad, OyxaHelb, OyJika,
NaJsHULS, MaMITyLIKa, Neperniyka, TUpir, Nuilka, HI1IKa, 0aret, KpyacaH, NpocKypa
(SIKI10 WaeThes mpo MPOAYKT), 3€pPHO, KOJIOC, 301K (SIKIO WAETHCS PO POCIUHU).
B. KaiiBopoHok  posrisgae  xiid  SK  3HAK  YKPAiHCbKOI  €THOKYJBTYpH,
byHIaMEHTAIbHUIM KOHIIENT, 0araTOBUMipHa CMUCIOYTBOPIOBAJIbHA IJIOIIKMHA SKOTO
OXOILTIOE HU3KY KOHIIEHTPIB 3HAYEHb [2, c. 546].

Tematuuni 00pii Bi3yasibHOrOo BTiIEHHsS xii06a. Konument «xiib» mocigae
0co0JIMBE MICLE€ B YKPaiHCbKOMY MHUCTELUTBO3HABCTBI, OCKIJIBKH HIOW MPUTATYE 0
cebe 4YMCIIeHH1 All, 00psAau, 3HaAHHSA MPO HapoJ. BiANOBIAHO [0 BUAUICHHUX BHILE
CUMBOJIYHMX 3HA4Y€Hb MOXXEMO pPO3PI3HUTH BI3yaJlbHE MHCTELUTBO JYXOBHOI,
00ps10BOi, POIMHHO-TIOOYTOBOT, YTHIIITAPHOT, BUPOOHUYOI TEMATHKH, B IKOMY XJI10 €
HE JIMIIE OJHUM 13 KJIIOYOBUX 30pOBUX 00pa3iB, a M LMBLII3ALIMHUM CHMBOJIOM,
€MOLIIITHUM LEeHTpOM OyTTS. Y 3B’SI3Ky 3 OCTAHHIM 3BEPTAEMO yBary Ha CyCIUIbHO-
ICTOPUYHUI KOHTEKCT TOJIOJAOMOPIB B YKpaiHi K TPaBMYIOUOI MOJii, 110 BUKIHUKAE
MOYYTTSI TPUBOXKHOCTI, HACTOPOXKEHOCT1, HE3aXUIIEHOCTI, 3arpo3u. | 11 Temaruka
HIOM CTOITh OCIOHO BiJ O3HAUEHHUX BHWIIE, 11O € BHUPA3HMKAMHU PaIOCTI, CBITIA,
HAaTXHEHHS, )KUTTECTBEP/UKEHHS. Tak caMO BapTO 10 TEMAaTUKH 3 T. 3B. HETaTUBHUM
3MICTOM BIJHECTH IMOJlI BOEHHUX 4YaciB, KOJM XJI0 LIHYEThCA CaMe€ SIK CHUMBOJ
(mxepeno) KUTTS, 3B SI3KY 3 JOMIBKOIO, CBOIM HApOJIOM, CBOEIO 3EMJICIO.

3 ictopii 300pakeHHs1 xJiba y cBiTOBOMYy MwHCTenTBi. Ha choromni cepen
HaWBlOMIIIUX poOIT, 1€ OJAHUM 13 TMPEAMETIB 300pakeHHs € XJi0, MOXKHa
BUOKPEMUTH TBOpPH Tmepiony Oapoko. Hacammepen — xaptuny «Mosounuis» SHa
Bepmepa (1658-1661), Ha skiii X110 CUMBOJII3Y€ MOBCSKICHHICTh, TaPMOHIMHICTD,
TEIUIO JOMAIIHbOI atMocepu, 3aTUIIOK. XJ10 TyT 300pa)k€HUM SK IIMATOYKHU
3BUYAHOI OyJIKH, a TaKOX IlJIa OyJIKa B KOIIMKY, III0 OyjZie po3pizaHa 3a moTpeoOwu.
Bigoma pobora «Tapinka 3 Oynoukamu» Bincenta Ban I'ora (1887). Tyt xmib —
€CTeTUYHUN O00’€KT, BIH ke BijoOpaxkae (paHIly3bKy KYJIbTYpPy BHUITIUKH, aJKeE
300pakeHO0 KpyacaH, Oyjouky, Oarer, 1m0 pi3HATbCS (Qopmoro. BoHM B IieHTpi
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OyneHHoi kommo3uilli. I'pa KOBTOTO, 3€J€HOT0, KOPUYHEBOrO BIJITIHKIB HAJAIOTh
MOJIOTHY cBikocTi. PoboTta «Ximomuuk 13 KomwukoMm xiiba» EBapicto bamenica
(1655—-1665) Takox yBiUHWJIA TOBCSKIEHHE: TYT L€ OUIbIIE PI3HOMAHITTA (HOpM
BUIIYKHM, TPU KOJBOPIB 1 KOJIPHUX KOHTpACTiB, AeTaied (Onmck xiiba, IyKpoBa
nocunka). Po3mmuproe pobota 1 Haie ysBJAEHHS MPO ITaliiCbKe MOBCSIKIEHHS, aJlKe
TYT 300paxKeH1 TpaJuLiiHI yiaMOesia Ta CaBOsIp/i.

€Bporeiickke MucTeTBO XX CT. HE MEHII YBa)XHE JI0 KOHIIENTyati3ailii xaioa
B KUTTI. 3ragaiiMo HaTIopMopT «Xii6 1 Hix» Bonra Kyna (1948). fk 3a3naumna
A. KaukoBcbka, «led TBIp BTUIIOE MPOCTY Ta BOJAHOYAC TIMOOKY MeTadopuuHy
CKJIAAHICTh: XJI0 SIK CMMBOJ 0a30BOi JIIOACHKOI MOTPEOM 1 HIXK SIK 1HCTPYMEHT
PO3AUIEHHS] CTBOPIOIOTH OAaraTopiBHEBY IHTEPIPETALII0 MPO KUTTS Ta B3AEMOJIIIO
monei» [3]. V ctuii nonapty 1 GirypaTUBHOIO MUCTEITBA BUKOHAHO POOOTY «XTi0»
Jxacnepa Ixxonca (1969). Minimani3m, cyBopicTh (OpMH 1 KOIBOPY — MOCEPENNHI
MOJIOTHA CKHMOKa xyi0a B MOHOXPOMAaTMYHOMY BHKOHAaHHI Ha 4YopHomy Til. lle
BTUIEHHS ackeTusMmy 1 OyaeHHocTi. [Ipoctora ¢popmu xiida — CKMOKM — € BTUIEHHAM
yBaru J0 CIOXHMBAaHHS 1 MacoBOTO BHpPOOHMIITBA. He3BUYHE BTIJIEHHS KOHILIENTY
«xJ16» y po6oti Epika [{itmana «Painy» (0u1b), 1967 p. Ha cBitiiomy ¢oHi 3 OyJ1040K-
OareTiB BUKJIAJIEHE 11€ CJIOBO «O17bY», III0 CUMBOJI3YE HIHHICTh CUTOCTI, CTAO1ILHOCTI.
OpHak «MOBHa IHTEpIpeTalis» A0JA€ HE3BUYHOCTI B KOHUENTyaJbHE 3HAYEHHS
xJtioa.

Konuenrt «xiibd» Ta icTopis T€HOLMY YKpaiHCBKOro Haponay. Sk Bigomo, y
nepiog ToTajmiTapu3Mmy ykpaiHcekki wmutii B CPCP He Moriaum TopkaTucs
npoOJIeMaTUKU TOJOAY, OPraHi30BaHOTO PaJIHCHKOIO Blagoo B YkpaiHi y 20-30-x
pokax XX cT. 30kpemMa MOXEMO Ha3BaTH OJIHY 3 KapTuH cepii «l'eHouua. Po3sryn
caTaHW» 4epkacbkoro xynoxnuka I'. Bomomentoka. I{e podota «Tpu kosocku» mnpo
Te, sIK 00 1AYMK 3aCiK JO CMEPTI YOJIOBIKA, IKUM, PATYIOUUCH BIJ FOJOJHOI CMEPTI,
3ipBaB TPU KOJIOCKM Ha KoJrocmHomy moii [1, c.66]. KonrpactywoTs 13
300paKEHHSIMHM JKIHOK Ha TJI JIOPIAHOIO XJIOHOrOo TMOJds KAapTUHU Ha TEMy
roJIoIOMOPY 1 BHXKMBAHHS KIHOK Ta niteil. 3okpema 1ie TBip «Martu 1933-ro» Hinu
Mapuenxko (2000 p.).

Xmi6 B ykpaiHcbKkOMYy o0Opa3orBopuoMy wmuctentBi 30-80-x pokiB XX cT.
Kaptuna T. Sl0noncekoi «Xmi6» (1949) — oauH 13 BU3HAYHUX TBOPIB MEPIOIY
colpeanizMy, 0 BO3BEIUYYE IMpaLo JIOJMHU. Bennka Kyna 3epHa Ha NMepeJHbOMY
IUIaHl CHMBOJII3ye 0araTCTBO Ta YCHIX KOJTIOCIHOIO TIOCHOJapcTBa, a #oro
30JI0TUCTUN BIATIHOK MiJi COHSAYHHUM CBITJIOM MIJAKPECIIOE ONTUMICTUYHHUI TOH
KapTuHU. Po3max pyxiB »KIHOK 1 HACMYEHUW KOJOPUT MEepeAaroTh aTMocdepy cBsiTa
mpaitli, sika IpOHU3ye Bce MOJIOTHO. lle emoxanbHa KapTHWHA, IO CTajla BI3UTIBKOIO
xynoxHumi. Y Ti cami 40-50-T1 poku XX CT. HaApOJKyBajluCs TMOJIOTHA, IO
MIJTHOCUJIM  KUTTECTBEPJHICTh cycnuibHOoro Hactporo B CPCP. Ile TBOpHM
E. KoutparoBuua «Kuung, mo signouuBae» (1940-Bipp.) ta «Kuuus» (1960-
Ti pp.), @. Manaiina «Monots6a» (1952), kuiBcbkoi mMuctkuHi T.I'onemM0OiBChKOI
«Csito Bpoxaro» (1966), siki meperHsTI YKpPaiHCBKUM JyXOM, J€ OTOTOXKHEHI
KUTTEBA CHJIa 1 Kpaca 0araToro Ha Bpoxkad XJIIOHOrO MOJs 1 MOJOJAMX KIHOK Yy
HapoaHoMy BOpanHi. s nmpobiemaTuka neperykyBanacst 3 Bupoonuuorw [A. Epneni

168



«HoBu#t xmib» (1975), 1. Jlro6oBina «Xmi6 barekiBmmHl» (1985)]. V 70-x pokax
XX cT. y "4acu pO3KBITY colpeanizMy Xxjiai0 OyB OJHUM 13 IIEHTPAJIbHUX KOHIICTITIB
MOJIOTEH, TMPUCBAYEHUX 3YCTpIyl, TOCTHMHHOCTI: TOp. KapTHHU «XJI10-CLIbY»
B. Hectepoa (1978), C. CenkeBuu «Xmib» (1986). 3okpemMa Ha OCTaHHBOMY
HATIOPMOPTI MOKHA MOOAYUTH PI3HOMAHITTS XJIIOHMX BUPOOIB: MPSHUKIB, 0yJIOYOK
pi3HOI hopmu, B’s13kM OyOIMKIB, HOPHUH XJ110 1 KOpOBail.

VY Toil camuil yac yKpaiHChKI XyJ0XKHUKH 32 KOPJAOHOM CTBOPIOBAJIM MOJIOTHA 3
KOHLIETITOM «XJII0» B 1HIIOMY Kitodi. Haramaemo kapTuHy «YKpaiHChKHHI XJ110»
SxoBa T'HizgoBcekoro (1981). PoGora BigzHauena QortorpadiuHO0 TOYHICTIO: Y
LEHTP1 NOJIOTHA po3pi3aHa XI10MHA — CUMBOJ JKUTTH, JOCTATKY, CUTOCTI.

HogiTHa BiiiHa B YkpaiHi 1 nansHuns. Y 2022-My CIOBO «HAJSTHULSD) CTaJIO
napoJjieM Ha BUSBIEHHS POCIMCHKUX JIMBEPCAHTIB 1 JHKEPEJIOM MEMIB Y COIIMEPEkKAX.
CrumyntoBasio 1ie  cneuu@iyHe CJIOBO 1 CTBOPEHHS MHCTEIBKOIO IMPOEKTY
XK. Kaguposoro [4]. V 3akapnaTcbkomy cedni, i yac oooponu Kuepa B 0epesni 2022
POKY BIJl POCIMCBHKOT OpJIM, XYJIOKHHI[S OpraHi3yBajla BUTOTOBJIEHHS CKYJIbNTYpPHUX
poOIT 13 PIYKOBOI'O KaMEHIO, IO IMITYyBaiH (GOpMY TPAIULIHHOTO YKPAiHCHKOIO
xJi0a.

OTxe, 1 yKpaiHCbKe, 1 CBITOBE MUCTELITBO MAIOTh Y CBOIX CKapOHMIISIX YMMAJIO
TBOP1B 00Pa30TBOPUOr0 MUCTELTBA, K1 IITICHO MPEACTABISAIOTh KOHLENT «XJ110», 110
noTpedye yBaru A0CTIAHUKIB.
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Tamapa KOJIECHHK
3006ysau Opyeozo (mazicmepcvko2o) pieHsa suwoi oceimu
Kuiscoroi oeporcasroi akademii oekopamusHo-
NPUKTIAOHO20 MUCMEYM8ad [ OU3AUHY
imeni Muxatina botiuyka (m. Kuis, Yxpaina),
unen Hayionanvnoi cninku ikononucyis Yxpainu,
unen «Stowarzyszenia Przyjaciol Akademii Sztuk Pigknych w Krakowiey, Ilonvwa

CTUJb IKOHU YEHCTOXOBCBHKOI BOT'OPOUIII - OJJTHOI'O 3
HAMJIABHIIIINX OBPA3IB MAPII, CTBOPEHOI'O ¥
HEPIOI CTOJITTA XPUCTUAHCTBA

Anomauia. Jlocnioxcyemovcs ikonoepagia ma cmuib HYencmoxo8cvkoi
IIpeceamoi [lisu Mapii ax cmapooaenvoeo obpasy Ooucimpii. Bioomo, wo ixkona
oyna nanucana ceamcenicmom Jlykorwo 6 €pycanumi 6e3nocepeOHbo HA CMINbHUYI
cmony, sakuti 0ye 6 yocumxy y Ceamoco Cimeiicmea. Ta nicisi 3HAYHO2O
HOWKOOJCEHHs 00pa3 HeoOHOpa3080 nepenucysany, pecmaspysaiu. € Kilbka
gidomux xoniu yiei ikonu 6 Yxpaiui. Ile yyoomeopna ixouna «llapuys Kapnamy i3
Towiscbkoeo monacmups, bByyniecoxa yyoomeopua ikona boowcoi Mamepi i3 yepxeu
Henopounoco 3auammsa Jlieu Mapii 6 ceni byyuesi Tepnoninbcokoi obaacmi,
yyoomeopHa ikona Mamepi boocoi Tuepiecvkoi 3 kocmeny ce. Apxaneena Muxaina,
wo 6 micmi Tuspis Binnuywkiii obnacmi.

Knwuosi cnosa: oobpaszomeopue mucmeymeo, Jliea Mapia, QOoucimpis;
benzvka Maoonna.
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THE STYLE OF THE ICON MOTHER OF GOD CZESTOCHOWA AS ONE
OF THE OLDEST IMAGES OF MARY CREATED IN THE FIRST
CENTURIES OF CHRISTIANITY

Annotation. The iconography and style of the Blessed Virgin Mary of
Czestochowa as an ancient image of the Hodegetria are studied. It is known that the
icon was painted by the evangelist Luke in Jerusalem and directly on the table top
of the table used by the Holy Family. But after significant damage, the image was
repeatedly rewritten and restored. There are several known copies of this icon in
Ukraine. This is the miraculous icon «Queen of the Carpathiansy from the Hoshiv
Monastery. Also, the Butsniv Miraculous Icon of the Mother of God from the
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Church of the Immaculate Conception of the Virgin Mary in the village of Butsniv,
Ternopil region; the Miraculous Icon of the Mother of God of Tyvriv from the
Church of St. Archangel Michael in Vinnytsia region.

Key words: fine art; Virgin Mary, Odigitria, Belzka Madonna.

YencroxoBchka ikoHa boxkoi Martepi — oaHa 13 HaWOUIbII 3HAHUX Ta
IIaHOBaHUX peliksiil y LlenrpanpHiii Ta Llentpansro-Cxigniit €spori. Ii manyoTs
XpUCTUSHM SIK 3axiJHOro, Tak 1 cxigHoro oOpsaiB. PenikBito 30epiranu mnepiii
XpUCTUSHM, BIJ SIKHX BOHa moTpanuia 1o €neHu, marepl BI3aHTIHCHKOIO
imnepatopa Koctsatuna. Biarak o0pa3 30epiraBcs B KonctanTuHOmoni, B
najamnoBiii kamuii. MOXIKMBO, 1KOHAa MNEeBHUM Yac nepeOyBajia Ha TepUTOPIi
cyuacHux bonrapii ta Yexii, a B XIII cTomitTi moTpanuia Ha tepeHu KuiBchkoi
Pyci. OcranHe mnepeMileHHsl BiZOYJIOCS, OYEBMJIHO, 4Yepe3 MpHUHIECY AHHY-
€dpocunito — MoHBKY Bi3aHTiMcbkoro immneparopa Icaaka II Anrena. Bona Oyia
OpyxkuHOK0 KHs3s1 Pomana McrtucnaBoBuua 1 Matip’to koposs [lanuna. Jles
JlanunoBuu mepesi3 ikoHy B MicTo bens, ne Ta 30epiranacs B MICIIEBOMY 3aMKY.
Bpemiti, HaMiCHUK yropcbkoro koposisi Bnagucnas OnonbCbKuil TpaH3UTOM 4Yepes
JIpBIB mepeMiCTUB 1KOHY 10 UEHCTOXOBHM Y 3aCHOBAHMI HUM MOHACTUp JJisi OpatiB
nayiHiB Ha ScHiit [opi [3].

O6pa3 ScHoripcekoi boropoauili HamuMcaHo 3a 1KOHOTPaiYHUM KaHOHOM
Opuritpii — ogHOrO 3 HaWIaBHIMIKUX 00pa3iB Mapii, CTBOPEHOro B MEpIIl CTOJITTA
icHyBaHHs1 XpucTtusincTBa. CBoero Ha3zBorwo Omuritpis (y mepeknanl 3 rperpkoi —
[IpoBinHuIs, 1m0 TOKa3ye HUISIX) 3000B’s3aHa MoOHAcTupro ToH XoAEeroH y
KoHcranTtuHOmosi, Je 3rigHO 3 TOrOYACHUM BIpyBaHHSM 30epirajacs 1s
HaliJJaBHIIIA 1KOHA, HanKcaHa cB. JIykoro. Llelh MoHacTup, BIZOMHUI 3UITIEHHSAM 30Dy,
OyB MICIIEM MAacOBOT0O MaJOMHHUIITBA CIIMUX, SKUX OYOJIOBAIU MPOBIIHUKHU (UuUs
pOJIb, SIKILIO PO3IJIAATHU 1i 3 TOUYKHM 30py MICii Ta CUMBOJY, MOrJja BiA0Opa3uTucs B
Ha3Bl XOJEroH, a TaKOX MOCIYXUTH MOLITOBXOM JUIsl CTBOPEHHS Ha3BU «XoO-
nererpiss» — Ilokaszye Illnax, o, 3BuyaiiHO, B JaHOMY BUIAAKY O3HAYae ILIAX 0
cnaciaus) [1].

EnemenTtoMm 00pa3y, siKMil mpuBepTae yBary risjgada, € Juk boromarepi ta
JIUTATH 3 BUPA3HO TEMHUM KOJIBOPOM OOIMYYS, HIKHUM M’ SIKUM MOJEJIIOBAHHSM 1
3BEJIEHUMH JI0 MIHIMyMYy Bigonuckamu ¢opmu. I[IpukpuTi 04l CTBOPIOIOTH
Bpa)KeHHsI, HIOU Mapisi IMBUTHCS B TPOCTIp, crpsiMOoBYrour CBI1i MOTIISA KyAUCH 32
MEK1 0c00H, sIKa TUBUTHCS HA 00pa3, Yu HABITh KPi3b 110 0co0y (11. 1).

In. 1. Yencmoxoscoka
boeopoouys, m. Yencmoxosa,
Hcna l'opa, kanauys

boecopoouyi.

171




BpaxoByroun ictopuuHi (pakTd Ipo HEOJHOPA30BE MOIIKOJKEHHS 1KOHHU Ta
HAyKOBI1 JOCJIIJIPKEHHS 11010 TEXHIKU 11 CTBOpEHHS, OyJ0 BCTaHOBIICHO, 110 00pa3,
AKUW MM 0auMMO, HE € TEPBICHUM, a BXE BIJpecTaBpOBAaHUU, Tak OM MOBUTH
«mepenucanuit». Ta Bij] IIbOr0O BiH 30BCIM HE BTPaya€e CBOET ICTOPUYHOI Ta TyXOBHOI
BapTOCTI.

3a3Buyail BUCOKHUI J1ania30H €MOIIli, 1110 CYNPOBOKYE 1] Yac CHOTJIIsAIaHHS
o0Opa3sy, MiATBEP/UKY€EThCA HE JIMILIE AyYMKaMHu BIPYIOUHX, SIKI IPUXOASATh Ha SIcHY
['opy, a i peakiiero el OalIyKux i HEraTUBHO HanamrtoBaHux. Lle 3a3Buyait
MOSICHIOETBCA BUpa3oM ouei Mapii, iIXHIM YCENpPOHUKIMBUM IMOIJISIIOM, aje He
muimie uuM. Y ScHoripcbkomy oOpasi Mapii miJicBiIOMO BIIYYBA€ThCS TapMOHIS
PI3HOMaHITHUX KyJIbTypHUX MoOTHBIB. OOpa3 ScHoripcbkoi boropomumi xod 1
CTBOpEeHMI B 1KOHOrpadiuniii Tpamuuii OauriTpii, Ta Ha NEpIIMA HOrIsLA Horo
MO>KHA BIIHECTH JI0 1TaNlIChKOro mepiofy TBopiB Tpeuento. [leski 3 HAHUITKIIINX
CTWJIICTUYHUX OCOOJIMBOCTEN, MOMIUYEHUX Y HBOMY, 3/1a€ThCS, BU3HAYAIOTh XYJI0KHE
KOJIO, B SIKOMY BOHO MOIJIO OyTH CTBOpEHE, MPUITyCKalOuH, 110 1€ OyB TBOpELb
Ciencekoi mkonu. Okpemi JOCHIIHUKA HaBITh JO3BOJISAIOTH €001 BCTAaHOBUTH
aBTOPCTBO. [CHYIOTh apryMeHTH, 10 aBTopoM Mir 0yt CiMoHne MapTiHi abo SIKIIO
HE BiH, TO XTOCh 13 HOro mociigoBHUKIB. Yepe3 oOpoOKy MEeBHUX (PparMeHTIB
300paK€HHsI 3HAXOAATh aHajoriro B MajonHi Ili3aHChKill, sika Oyna HamucaHa
Cimone Maprini [1]. Takox BHpa3zHO BUJIHO MOAIOHICTH Y MaHepi mucbma CiMoHe
Maprini B ikoHi biarosimienus (i1. 2).

In. 2. Cimone
Mapmini.
bnazosiwenns,
¢dpacmenm.
@Dnopenyis, Imanis.

XIII cm.
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[Ipore HaiiblbIIa puca — 1€ By3bKi, MPUMPYKEHI O4Yi, SIK HA CTBOPEHHUX
KapTUHAX XYJOKHHKa Ta poboTax ioro apyra i cmiBpoOiTHuKa Jlinmo Memwmi, a
takok Ha aukax [iBu Mapii ta Hutunu 3 ScHoi ['opu. Alie Taky CXOXICTb
3HAXOAMMO 1 B po0OTax 1HIIUX >KUBOIHUCIIIB, 1110 TPOJOBKYBAIM MUCATH B CIEHCHKIM
masepi (i1. 3).

In. 3. bBoroncevxka wkona.

Bamuxancwvrxa [linaxomexc

Pum. XIV cm.

baunmo Takox 1e ogHy piaKicTh y ScHoripcbkomy o0pasi. Lle ineHTununuit
KOJIp XITOHY (BHYTpIIIHBOrO ofsry) ta madopis (miama) boropoaumi. Taxy
MOAIOHICTh MOKEMO 3HaTH B poOoti Bitane ne bononsi — Manonna nei barryri.
TakoX piIKO 3yCTPIYAEThCS TOPU3OHTAIIBHE PO3TAlyBAaHHS KHUTH, SIKY TPHUMAae
Hemogns. Lle miaTBepaxkye He3aleKHICTh TBOpis SIcHOTipchbKOi MajoHHHM 110/10
MHUCTEI[LKUX MPUHIIUIIIB CBOTO Yacy [1].

Posrnsnemo nBi komii ikoHM SIcHoripchkoi boroposuini, siki 3HaXOJATHCS B
Vkpaini. lle byuniBcbka uygoTBopHa ikoHa boxoi Marepi (1. 4).
In. 4. byyniscvka
4Y00MEOPHA IKOHA
boorcoi Mamepi.
L]epksa
Henopounozo
3auammsi
IIpeuucmoi /lisu
Mapii, c. byynis

Tepuoninvcoroi
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oonacmi. 1729 p.

174



Ta YynorBopHa ikona Marepi bosxoi TuBpiBcbka (111. 5).

In. 5.9yoomeopna
ikona Mamepi
booicoi Tuspiscovroi.
Kocmern cs.
Apxaneena Muxaina,

M. Tuepie. 1739 p.

[Tincymyemo BigHaleHy HaMu 1H(OPMAIIIIO MO0 CTUJII0 HAIIMCAHHS 1KOHU.
[lepma Mansipcbka BepcTBa 00pa3zy HaJIEKUTh A0 BI3aHTIHCHKOI iKoHOTpadii, gpyra
MaJsipchbKa BEpPCTBAa 1KOHM MA€ PUCH ITANIHCHKOIO TOTUYHOTO MaJISIpCTBA, TPETS
BEpCTBa IepeMajbOBaHa 3 YaciB pecTaBpalii 3a BrnaagucmaBa Sremna, micns
MONIKO/IKEHHS T1J] Yac Hamanay rycuTiB Ha moHactup 1430 poky. Ta mopizu Ha
o6nmuyi Mapii, 3po06ieH1 B TOM 4ac, 1 A0C1 3aTUIITUINCS Ta YITKO BUpakeHi [2].

Jloci He BAasiocss BCTAHOBUTH KOHKPETHOTO XYIOKHUKA YM TPYIy MaucCTpiB,
AKl pecTaBpyBaJd 1KOHY ScHoripcekoi Opwuritpii. ToMy CTUIb NHUCbMa 1KOHU
boropoauni 3 YeHcTOXOBa € 3MillIaHUM, OCKUIBKM HEOJHOPA30BO IPOBOJUIACH
pecraBpaiiisi o0pa3y B pi3HI YacH, KOJU MaHyBaJIW Pi3HI CTUJII Ta PI13HI MUCTEIbKI
MOIJISIAM  1IOJI0 HAaNMCaHHS 1KOHW, 00pa3y. Ta Ha IyXOBHICTh I1KOHU 1€ HE
BruiMHysno. LliHHiCTE 00pa3y YencToxoBcbkoi boropoauii Bxke naBHO Oyia
BHU3HAUYECHA.
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Onena TPYIIIWHA

3006ysau Opyeoeo (macicmepcbko2o) pieHsa suwoi oceimu
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imeni Muxaiina botiuyxa (m. Kuis, Yxpaina)

Bonooumup XHKUHChKHH

Kanouoam mucmeymesosnascmea, ooyenm,
NPOPEKmMop 3 HAYKOBOI Ma MIHCHAPOOHOI OisIbHOCMI
Kuiscoroi oeporcasnoi akademii oexopamusHo-
NPUKTIAOHO20 MUCMEYMB8a [ OU3AUHY

imeni Muxaiina botiuyxa (m. Kuis, Yxpaina)

CJIOB’SIHCBKA MI®OJIOT'TS IK YHIKAJIBHUM KYJIbTYPHUI
®EHOMEH TA J’KEPEJIO UIS1 YKPAIHCBKOI'O MUCTELTBA

Anomauia. Pozenanymo cnog’sancoky Migonocito, wo €  YHIKAIbHUM
KYIbIMYPHUM (DEHOMEHOM VKPAIHCbKO20 HApoody. 3poONeHo aKyeHm Ha GNaugi
Mighono2iynux 00XpucmusiHcbkux oopaszie na mucmeymeo Ykpainu xinys XIX—XX
cmonims. bacamuti 00poOOK YKpaAiHCbKUX MUMYI8 i3 BUKOPUCTMAHHAM Cl08 SIHCbKOI
Mighonoeii npusepmac ysazy 00CNIOHUKI6 MA CEIOYUMb NPO GEIUKUL NOMEHYIAN OJis
CMBOPEHHs HOBUX CMUCTIE Ma IHmepnpemayiu y cy4acHomy MUcmeymei.

Knrwowuosi cnoea: cnog’anceka  migponozcis;,  yKpaincbke — MUcCmeymeo,
Mighonociuni obpazu,; KyiomypHutl (peHoMeH,; CKYIbnmypa, #Cugonuc, epagika.

Olena TRUSHYNA

1st year student

of the second (master's) level of higher education
at the Faculty of Decorative and Applied Arts
Mykhailo Boychuk Kyiv State Academy

of Decorative Applied Arts and Design

(Kyiv, Ukraine)

Volodymyr KHYZHYNSKYI

Candidate in Art History, Associate Professor,
Vice-Rector for Scientific and International Activities
Mykhailo Boychuk Kyiv State Academy

of Decorative Applied Arts and Design

(Kyiv, Ukraine)

SLAVIC MYTHOLOGY AS A UNIQUE CULTURAL PHENOMENON
AND SOURCE FOR UKRAINIAN ART
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Annotation. The theses examine Slavic mythology, which is a unique cultural
phenomenon of the Ukrainian people. Emphasis is placed on the influence of
mythological pre-Christian images on the art of Ukraine of the late 19th and 20th
centuries. The rich work of Ukrainian artists using Slavic mythology attracts the
attention of researchers and testifies to the great potential for creating new meanings
and interpretations in contemporary art.

Keywords: Slavic mythology, Ukrainian art; mythological images, cultural
phenomenon; sculpture; painting, graphics.

CrnoB’stHChKa Mi(osoris HamoBHEHa 0e3ni4y4dio 00pasiB, MEPCOHAXKIB Ta 1CTOT,
AKl TICHO MOB’s3aHl 3 MNPUPOJAOI0, MOOYTOM, BIPYBAHHSAMHU 1 TPALUIISMHU HAIIUX
npeakiB. Midosoriydi 06pa3u MocijialoTh BaXXJIMBE MICIE B KYJIbTYpi, BIIOOpaKarOTh
CBITOIJISI APEBHIX CJIOB’SIH, iXHI MPAarHeHHs MOSICHUTH HaBKOJIUIIHIN cBiT. Midwu, 1o
nepeaBauCh yCHO 1 OIANUIM A0 HAac y PI3HUX (opMax, € HE JIMILE KIYEM [0
KYJbTYpPHOI Ta ICTOPUYHOI CMAJLIMHU, & W JIKEPEIOM IS XYJI0)KHBOTO HAaTXHEHHS,
7€ TEepPeTUHAIOTHCS JAaBHMHA 1 CY4YacHICTb, peajbHICTh 1 (anTaszis. CioB’sHCbKa
Miosoria BkiItO4ae 0e3114 Mi(OJOTIYHUX ICTOT, SKI YOCOONIOIOTH PI3HI CHIIH
OpUpPOAM 1 AyXiB. Y TOMY 4YHCII Taki BioMi nepcoHaxi, sik IlepyH (Oor rpomy i
onmckaBok), Benec (6or mimzeMHoro cBity), JlaxxOor (Oor coHiis, CBiT/a 1 TeILa),
Mopo3ko (yocoOneHHsI 3MMOBOro X0s07y), JlIoMOBHK (3aXUCHUK J1OMIBKH), Pycanka
(myx BoaM) TOIIO. Yci 11l 00pa3u BUKOHYBAJIU MEBHI (PYHKIIIT y CBITOIJISIAL CJIOB’SH,
OyJu CUMBOJaMHU IPHUPOAM, a TAKOXK JOMOMArajid MOSICHIOBATH HE3PO3yMuIl sIBULIA,
TaKl sIK TPO3H, 3MiHa Hip poKy, XxBopoOu [5]. IlepyH, Hanpukian, OyB yocOOJIEHHIM
YOJIOBIYOi CHJIM, TPOMY Ta BIMHM, CUMBOJII3yBaB MEPEMOTY Ta 3aXUCT BiJ 3JIMX CHJL.
JIOMOBUK CHMBOJI3yBaB JOMAIHIA 3aTUIIOK, JOOPOTY 1 3aXHCT, YyOCOOJIOI0YHU
3B’SI30K MIXK JIFOJbMH Ta iXHIM OyJauHKOM. Pycasiku, BiioMi B Mipax sSIK TaEMHHUY1 Ta
HeOe3MneyHi BOJHI JyXH, 4acTo Oysin oOpa3oM HEBUIMMOI, HemepeadoadyBaHOI CUIIU
MPUPOJIU, IO BTLIIOE BOJIHI ITTMOMHU Ta 3araIkOBI MO/Ii.

Midosoriyai  o0pa3 4YacTo CTalOThb HATXHEHHUKAMHM JJIi CTBOPEHHS
PI3HOMaHITHUX MHCTEILKUX TBOpiB. OOpa3oTBOpUE Ta AEKOPAaTUBHE MUCTEITBO,
JiTepaTypa, My3uKa 1 TeaTp, 3 OJJHOro OOKy, 4yepnaroTh HaTXHEHHsS y Midororii, a 3
IHIIOTO OOKY, 3HAYHOIO MIPOIO CIPHUSIOTh 30€pEeKEHHIO, Mepeiayl Ta MOMmyaspu3alii
Mi()OJIOTIYHUX CIOKETIB. YKpaiHCbKl MUCTII 1ie Hanpukidii XIX 1 Ha moyaTtky XX
CTOJIITh MOYanu OuiblIe 3BepTaTucs A0 (ONBKIOPY, Mi(iB Ta X CHMBOJI3MY, IIO
BIIKPUBAJIO MPOCTIp /ISl pediieKcii Ha TeMy CJIOB SHCHKUX Mi(oJoriuHux oOpasis.
[Ipuknanu raMOOKOTO BHUBYEHHSI CJIOB’SIHChKO1 Mi(OJIOTii, 10 cTaBaja OCHOBOIO
TBOPEHHSI CIOKETIB, 3HAXOJIUMO B yKpaiHChKill mitepatypi. TBopu Jleci Ykpainku,
Muxonu I'oromns, Muxaiina KomroOMHCHKOTO Ta 1HITUX MUCbMEHHHMKIB 0a3yIOThCSI Ha
Ka3Kax Ta HapOJHUX IepeKasax, siCKpaBo BiI0OpakaroTh Miosoriudi oopazu. Y uei
nepiof XyJOXHUKU Ta CKYJBINTOPU TaKOX I[OYaldd aKTUBHO 3BEpTATHUCS [I0
CJIOB’SIHCbKUX Mi(iB Ta iXHbOI CHUMBOJIIKU. [IpukiiazoM 1bOro € podOOTH TaKUX
maiictpiB, sk T.IlleBuenko, I.Pemin, M. Bpy6ens, C. BacuabKiBCbKUH,
[1. XononHuii, siKi BKIIOYAJIHA IO CBOIX KapTHUH €JIEMEHTH CJIOB’SIHCHKUX HapOJHUX
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BipyBaHb Ta 300paXyBaJldi pI3HOMAaHITHI CII€HM 3a Yy4YacTi0 Mi(OJOTriyHUX
nepcoHaxiB. BizyanbHi oOpa3u, CTBOpEHI 3 ypaxXyBaHHSIM CJIOB’SHCBbKOI Mi(oJortii,
nepeaTh arMocdepy APEBHIX BIpyBaHb, CHUMBOJI3YIOUH BaXJIUBICTh 3B S3KY
JOJMHU 3 TPUPOJOI0 1 CTUXIAMH. SICKpaBUM MPHUKIAIOM € TaK0oX TBOPYICTh
BIJIOMOTO yKpaiHChbKOro XyaokHuka Muxaina Xyka (mouyarok XX CTOMTTS), LIO
MpaioBaB y >kaHpi (eHTe31 Ta Ha OCHOBI CJIOB’SIHCbKOI MihoJIOTii CTBOPHUB ITUKII
KapTUH, IPUCBSIYEHUX JJABHIM CJIOB’IHCbKUM OOram, Jyxam Ta ictotam [6].

OcTaHHIMU JIECATUIITTAMH CIIOCTEPITAETHCA BIIPOIKEHHSI 1HTEpeCy [0
CJIOB’IHCBHKOT Mi(oJiorii B cyyacHoMy MUCTeUTBI. [lo4MHAIOTh aKTUBHO BUJABATUCS
KHUTM YKpaiHCbKUX eTHorpadiB, 30upadiB (QOJBKIOpY 13 3alydeHHSIM [0
UTIOCTpYBaHHS iXHIX poOIT XyAOKHUKIB-rpadikiB 1 He Tuibku [2, 3]. ¥V neskux
BUMAJKaX, HANpUKIAJ, y raiay3l TOTHYHOI Ta (PEeHTe3i-JITepaTypu CJIOB’STHChKa
Miposorias 3ycTpiyaeTbcsi B KOHTEKCTI HOBHMX CBITIB, CTBOPEHHUX (paHTa31€l0
NUCbMEHHHUKIB [4]. 3 sBuimcs cyvyacHl My3uuHi rpynu («Kanesana», « ApkoHa), 110
BUKOPUCTOBYIOTh CJIOB’THCHKY Mi()OJIOTIIO Y CBOil TBOPYOCTI, IHTETPYIOUH Mi(u Mpo
CTapoJiaBHIX OO0XECTB 1 JyXiB Yy BJIACHI KOMIIO3UIli, CTBOPIOIOYM 3BYKOBI
naHAmadTH, HaOBHEHI JIETeH1aMH Ta Miamu.

baraTto XynoXHHUKIB Ta CKYJBINTOPIB TaKOX JA€Nalll YacTillle 3BEPTaIOThCS /10
JaBHIX 00pa3iB yKPaiHChKOI JOXPUCTUSHCHKOI M1(pOJIOT1i, HAMaralouuch aganTyBaTH
iX 70 cydacHoro cnpudHATTS. LS TeHAeHLis NpPOCTEXYETbCS Yy TBOPUYOCTI
A. AnToHioKka, B. I'apOy3a, ®@. I'ymentoka, J{. Creupka, O. ILlyropku, M. CeBepoBa Ta
IHIMX. Y ramy3i rpadikd Ta UIIOCTpalli 3yCTpIYaroThbCAd CydacHl I1HTeprpeTarii
M1()OJIOTIYHUX TEPCOHAXIB, sIKI HAOyBalOTh HOBUX ()OPM 1 CHMBOJIIKH, 30Kpe€Ma B
opoprax M. KouyOes, umoctpanisix B. E€pka. Midonoriuai obpa3u yBidnud B
MOHYMEHTAJIbHY Ta CTaHKOBY CKyJaentypy (B.3Ho00a, B. Hakoneunuii, A. Ky,
B. Kopuoswnit), Bitpax (B. 3agopoxuuii), emans (O. boponaii), ro0enen
(H. JIuroBuenko), excniobpuc (M. Ctpatinat), ButuHanky (A. Ilymkapsos,
M. Tenixenko). Tak, Anaroniii Ky, Bigomuii cBoiMu poGoTamu, 110 0a3yroThcs Ha
HapOAHUX 1 (POJBKIOPHUX MOTHUBAX, 30KpeMa Ha CJOB’SHCBHKI TeMaTHIll
[Miponoriunuii 1ukn «Komo Csapoxe» (1994-2001)]. ABtOop 3BepraBcs M0
MiosioriyHuX 00pa3iB 1 CHMBOJIIKM, HAMaralOyuchb BIJTBOPUTU yX CTapoOJaBHIX
CJIOB’STHCbKMX BIpyBaHb 4Yepe3 o00pa3u OoriB, AyXiB Ta MariyHux 1cTtoT. Kyinn
BUKOPHUCTOBYE Y CBOIX poOOTaxX TpajuiliitHI 00pa3u, Mpu bOMY MEPEOCMHUCITIOIOUH X
yepes BIacHy TBOpUy npusmy [1, 7].

TakumM 4MHOM, CJIOB’STHCbKa MI(pOJIOTISE MPOAOBXKY€E HAAMXATH XYIOKHHUKIB,
JITEpaToOpiB Ta MY3UKAHTIB, KOTPI MHIATPUMYIOTH uYepe3 CBOi TBOPU IHTEpEC MO
KyJbTYPHOI CMaAIIMHU, BUKOPUCTOBYIOUH ii B Cy4aCHOMY MHCTEITBI JjIsl CTBOPEHHS
HOBUX CMHCIIB Ta iHTeprapeTalliid. CioB’stHCbKa M1(OJIOTISl CTa€ HE JIUIIE TPEAMETOM
BUBYEHHS, a I MPUBHOCUTH Y MUCTEITBO OaraTuil CHUMBOJI3M Ta PI3HOMAHITHICTh
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Bonooumup XHKUHChKHH

Kanouoam mucmeymesosnascmea, ooyenm,
NPOPEKmMop 3 HAYKOBOI Ma MIHCHAPOOHOI OisIbHOCMI
Kuiscoroi oeporcasnoi akademii 0ekopamusHo-
NPUKTIAOHO20 MUCMEYMB8ad [ OU3AUHY

imeni Muxaiina botiuyxa (m. Kuis, Yxpaina)

PI3JIBSIHI CBSITA SIK UACTUHA YKPATHCBKOI KYJbTYPH B IEPIO]|
TOTAJIITAPU3IMY

Anomauia. Pozenanymo pizoesaHi cesaima K YacmuHy YKPAiHCbKOi Ky1bmypHOi
ma HAayioOHAIbHOI 10eHMUYHOCHI, ONUCYEMbC NOAIMUKA PAOSHCLKOI 61a0U U000
3a00poHU PI30GAHUX c8sm 8 YKpaiHi, sAika OY1a 4acmuHoO WUPUWOI AHMUPENicitiHOT
KaMnaiii ma Hacmyny Ha HayioHanvbHy i0enmuunicmse. Ilpoananizosano nepuii
0OMedHCeHH MOMANIMAPHUM DEeHCUMOM, CNPAMOBAHI HA BUMICHEHHS MPAaOUyiiuHux
C85M, a MaKoxiC Mexawizmu 60pomvbu — penpecii npomu 0yX08eHCMEd, 3aKPUMMISL
Yepkos, nponazamody ameismy ma 6npo6a0N’CEeHHs albMEPHAMUBHUX CEAMKOBUX
pumyanie. Baocnugy yeacy npudineno cnocobam, AKUMU VKpaiHyi 30epieanu ceoi
mpaouyii, nonpu 3a60poHU: 8I0 MAEMHO20 CEAMKYBAHHS 6 POOUHHOMY KO — 00
RIONIILHUX 0020CYIHCIHL I MBOPY020 onopy inmenicenyii. Taxooic ananizyemscs poib
yepkeu 6 yi uacu ma ii nepeciioysants paosHCbKol0 OKYNayiuHow0 61a0oi0. Y meszax
NIOKPEeCIEMbCA, WO HABIMb Y HAUNCOPCMOKIWI nepioou penpecii YKpaiHCbKUuul
Hapoo 3yMi8 nepeoamu pi306aHi mpaouyii HACMYNHUM HNOKOJNIHHAM, WO CMAlo
BANCIUBUM YUHHUKOM 30€epedCcen s HaYIOHANbHOT KYIbmypu ma 0YX08HOI CNAOWutU.

Knrwuoei cnosa: pizossani ceama,; 30epedcenus mpaouyii, penpecii, penicis;
PAOAHCHKA 61A0a, MOMANIMAPHULL PEHCUM.
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CHRISTMAS HOLIDAYS AS PART OF UKRAINIAN CULTURE IN
THE PERIOD OF TOTALITARISM

Annotation. The theses examine Christmas holidays as part of Ukrainian
cultural and national identity, and describe the policy of the Soviet authorities
regarding the ban on Christmas holidays in Ukraine, which was part of a broader
anti-religious campaign and attack on national identity. The first restrictions by the
totalitarian regime aimed at displacing traditional holidays are indicated, as well as
the mechanisms of struggle - repressions against the clergy, the closure of churches,
the propaganda of atheism and the introduction of alternative holiday rituals.
Important attention is paid to the ways in which Ukrainians preserved their traditions
despite the bans: from secret celebrations in the family circle to underground
services and the creative resistance of the intelligentsia. The role of the church in
these times and its persecution by the Soviet authorities is also analyzed. The theses
emphasize that even during the harshest periods of repression, the Ukrainian people
managed to pass on Christmas traditions to subsequent generations, which became
an important factor in the preservation of national culture and spiritual heritage.

Keywords: Christmas holidays; preservation of traditions, repression;
religion, soviet regime, totalitarian regime.

Pi3aBsiHI cBATA — 1€ HE 3BMYAIHI YPOUUCTOCTI, a TIMOOKO BKOPIHEHA YaCcTHHA
YKpaiHChKOi KYJIbTYPHOI Ta HalllOHAJIbHOI 1IEGHTUYHOCTI. BoHM HecyTh y co01
CakpaJbHHUM  3MICT, NOEAHYIOYM  XPUCTUSIHCBKI  Tpajauuii 3  JaBHIMHU
JOXPUCTUSHCHKUMH BIPYBAHHSMH, IO POOUTH iX OCOOJMBUMM Ta YHIKAJIbHUMHU.
Konsanku, Beprenu, meapyBaHHa — 1€ HE JUIIE HApOJHI 3BMYai, a MOTYKHUU KOJ
HaIllOHAJIBHOT MaM’ATi, KKK 13 TOKOJIHHS B MOKOJIIHHS Mepelae AyXOBHI I[IHHOCTI,
CBITOIJISIT] 1 CaMOOYTHICTh YKpAaiHIIIB. Y HAWTSKUl 4acu — MiJ] Yac BO€EH, pEmlpecii,
roJIOJIOMOPIB — came Pi3ABO 3anuianocs TAM HEBUIWMHM, ajié MIITHUM 3B’ SI3KOM
MDK MHUHYJIUM 1 MaiOyTHIM, IO JONOMaraB yKpaiHIsIM 30epiratd CBOK Bipy,
KyJIbTypy Ta Ccully AyXy. 3a00poHsitour a00 BHUKOPIHIOIOYM Il CBSITa, BOPOTHU
HaMarajgucsi He MPOCTO 3MIHUTU KaJleHJap Yd TPaJullii — BOHU NParHyjau 3HUIIUTU
caMy CYTHICTb YKpaiHChKOI Hallii, ii ICTOpUYHUNA reHeTuuHui koA [1].

I3 npuxomom OinpmioBUKIB A0 Biaaau 1917 poky mnouanacs wmacmtaOHa
aHTUpeNiriiHa KamIaHis, 10 Maja Ha METI BUKOPIHEHHSI XPUCTUSHCHKHX CBST,
30okpema Pi3gBa. Jlnsi HOBOT KOMYHICTMYHOI 1/1€0JIOTii peniria Oyna «OniyMoM
Hapoay», a CBATKOBI TPAJullli CYNEpEeUnIn paJsiHCbKOMY aT€iCTUYHOMY CBITOIJISIAY.
Vkpainceke Pi3aBo, MOOKO BKOpIHEHE B KYJIbTYpl Hapoly, CTaJIO OJHHUM 13
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roJIOBHUX 00’ €KTiB 60poThOH. Ilepmumu kpokamu pagsHCbKOI Biaau y 1920-x pokax
CTalM JUCKPEAMTAIlll Ta BUCMIIOBAHHS pENITIAHUX CBAT yepe3 odimiiiny
npomnarasfy. ¥ IIKoJIax Ta Ha BUPOOHMIITBAX MOIIMPIOBAIM aT€iCTUUHY JIITEpaTypy,
MPOBOJIMIIM JIEKIIi, 1110 MOSICHIOBAIM «IIKIJIMBICTHY PENTiHUX Tpaauuii. Y mpeci
IPYKYyBaJId CTATTi, SIKI 3aKJIMKaIM POOITHUKIB 1 CEJISTH HE JOTPUMYBATHUCS CTApUX
3BMYAIB, a 3aMICTh LIbOI'0 OpAaTH y4acTh Y KOMyHICTUUHUX 3axoaax [3].

VY ueii mepiog mouanucs W npsmi 3a6opoHu. Y 1923 poui BHIMIIOB JEKpeT,
aKui 0QIIiifHO CKAacCOBYBaB CBATKOBI BHXiJHI Ha Pi3nBo Ta Benukaenb, poOoynmu
JTHSMH OTOJIOCHJIM 7 CI4HS Ta 1HII pemiridHi cBsTa. Y MiCTaX OpraHi3oByBalu
«AHTHUKOJIATHULIBKI» MaTpyJil, SKI PO3TaHsUIA AITeH, 10 XOAWJIM 3 BEPTENOM, a B
ceJlax MICLIEB1 aKTUBICTH MOIJIM MOBIIOMJISITH MPO KOJISIIHUKIB Y BIJMIOBIIHI OpraHu.

[Ile ogHUM TOTYXHUM IHCTpYMEHTOM OOpoThOM 3 Pi3gBOM cTanu Tak 3BaHi
«4YEpBOHI BepTENMW» Ta AHTUPENITIHHI CHEKTaKl. 3aMiCTh TPATUIIMHUX PI3ABSIHUX
BHUCTaB, WLI0 MPOCJABISIM HApOHKEHHS XpHUCTa, BJIAIITOBYBAJIM TeaTpajli30BaHi
JHCTBA, B IKUX BUCMIIOBAJIM TyXOBEHCTBO, a 010J11/HI CIO)KETH MEPEOCMUCIIIOBAIIA B
OUIBIIOBULIBKOMY Jycl. Y Takux «BHUCTaBax» Icyc Mmir mocratu sik OypiKya3HH
eKCITyaTaTop, a CBALUEHHUKH — SIK BOPOru Haponay. OJHHUMH 13 HalKOPCTKIIIMX
3aXOJIB CTaJIM pempecii MpOoTU MyXoBeHCTBA Ta BipsaH. [lounnarouu 3 kinug 1920-x,
paJsHChKA BJlaJla MacoBO 3aKpHBajia Ta pyWHyBajla IEPKBU, a CBALICHHOCIYKUTEIIB
3aCyJIKYBaJI SIK «KOHTPPEBOJIIOIIOHEPiB». JIroau, K1 BIAKpUTO CBIATKYBaiu Pi3nBo,
PU3MKYBaJIM MOTPAMUTH IMiJ1 HAIJIsIA OPraHiB AepKaBHOI Oe3neku [3].

[Tonpu >KopcTOKI 3a00pOHM, yKpaiHLl He juiie He 3peknucs Pizgsa, a i
3HAXOAMJIM PI3HI COCOOM MepeaaBaTH MOro HACTyHMHUM MOKOMIHHAM. CBSITKYBaHHS
CTaJI0 (OPMOIO THXOIO OINOPY — MPUXOBAHOrO, aje€ BIIEPTOro, SKUH JOMOMAaras
30eperTy HallOHAJbHY 1J€HTUYHICTh HaBITh Y HaWTsK4l yacu. HailnmommpeHimoro
dbopmoro 30epexkeHHs TpaJuIlid CTalo TaEMHE CBATKYBaHHS B POJUHHOMY KOJI.
Hagiteb komu o¢imiiiHo 7 ciyHA BBaxaBcs poOOYMM JHEM, OaraTo yKpaiHLIB
3HaxoAwyin cnoci® Big3Hauuth Pi3aBo. Yacto mroam  Opanu  «IKapHSHD,
BIAMpPOITYBaIuCAd 3 poOOTH abo MPOCTO 3HAXOJAWIM BEUIPHIA yac 1Jigi CBATKOBOI
Beuepi [5]. Konsnku, siki pagsgHChKa Biiajia HaMarajiacsi BUKOPIHUTH, MPOJOBKYBaln
3BYYaTH, X0Y 1 HE TaK BIAKPUTO, AK KOJUCH. JIITH i MOJOJb YaCTO KOJISIAYBAJIU JIUIIIE
JUTSL «CBOiX», a0U HE BUKJIMKATH Mi03pHU. [[eXTo X0IUB CHiBaTH y BiJaleH] cena, Jie
OyJ10 MEHIIe KOHTPOJIIO 3 00Ky Biaau. IlicH1 MoriM MackyBaTu mij «HapOJIHI 3UMOBI
TMICHI», ajileé BOHU BCce 0JIHO 30epiranu ayx PiznBa.

OmuuM 13 XUTpHUX CHOCOOIB 30€pertd Tpajullli CTalo MPUCTOCYBAHHS 10
paJsiHCBhKO1 peanbHOCTi. Hanpuknana, koiau Biaaa q03Bojuia cBATKyBaTu HoBuid pik,
0arato yKpaiHCBKHUX CiMel 3poOuiao HOro cBoepigHOw 3amiHOK CBsITBEUOpa.
Snuuka, Ky paJsHCbKa Bliajla moBepHysaa B 1935 poli K «HOBOpIYHE JEPEBOY,
4acToO Maja TpaAuIliiHI pI3ABAHI MPUKpPACHU, IO CHUMBOJII3yBajlu JaBHI OOpsIU.
Hinyx, sxuil Biaga 3a00poHsUIa SIK «KYPKYJIbCHBKUH MEPEHKUTOK», 3aMIHIOBAIU
HEBEJIMKUMH CHONMKAMH YU My4YKaMU MUIEHUI, SKi CTaBUIU MOPYY 13 SUTMHKOIO 200
XOBaM B KyTKy xatu [1]. Csatuit Mukomnaii OyB 3a00pOHEHUH, TOMY B pOJAUHAX JITH
4acToO OTPUMYBaJM MOAApyHKHU He 19 rpynHs, a B Hi4 Ha HoBuii pik — HiOu Bix [ina
Mopo3a, Xxoua BCl pO3yMIJIH, 11O 1€ JIMIIIE 3aMAaCKOBaHUHN TPaauIIiHUN 3BUYaH.
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Hagith 32 yMOB penpeciii yKpaiHili IpOJOBXYBaJIM IJIEKATH TPAIUIi yepe3
mucteurBo. ¥ 1960-70-x pokax aisidi KyJbTypHU HaMarajiucs BIAPOAUTH 3a00pPOHEH1
piznBsiH1 00psanu. Hanpukian, Xynoxxuuk ta etHorpad IBan ['onuap opraHizoByBaB
BepTeNH, 30MpaB 3pa3Kd HAPOJHHMX KOCTIOMIB Ta PI3ABAHOI CHUMBOJIKUA, YUM
MpUBEPTAB yBary MoJioji 10 aBTeHTUYHMX Tpaauuii. KpiMm Toro, y cenax Ta aeskux
MicTax 30epiraBcs BEpTEMHHUM TeaTp — X0d4 1 B 3aKkpuToMy Qopmarti. IHoai pi3aBsHi
BUCTAaBU MPOBOJAMIUCS 1] BUIJIAIOM 3BUYAHHUX TeaTpajibHUX IOCTAHOBOK, 0€3
SBHUX PENITTMHUX MOTHUBIB, ajie 3 MPUXOBAHUMH HATSIKAMU Ha CBSITKOBY CUMBOJIIKY.

Y 1960-80-x pokax PizgBo cTasio 4YacTHHOI OOpPOTHOM YKpaiHCHKHUX
OUCUACHTIB 3a HAUlOHAIbHY KYyJIbTYpy. YKpaiHChbKa IHTENITEHIs, MONpHU
NepecililyBaHHs, Hamarauacs NPUBEPHYTH yBary 10 3a0yTux Tpaauiii. Bacuib
Cryc, IBan CBiTiauunuit, Amia ['opcbka Ta iHIII 141 HE JIMIIE BiA3Hadanu Pi3aBo y
CBOIX KOJIaX, a ¥ MOMyJspHU3yBalM 11€10 BIAPOIKEHHS HAPOAHMX 3BHYAiB. Y 1972
poiii y JIbBOBI rpymy CTYIEHTIB 1 MOJIOJIUX HAYKOBIIIB 3aapelITyBaJIA 3a T€, 1[0 BOHU
OpraHizyBajii KOJIsiIyBaHHs B LeHTp1 MicTa. Kb po3LiHMIO 1€ SIK «aHTHUPAASIHCHKY
TisIbHICTEY». Taki BUMAAKU CBIAYATh PO Te, 0 O0poThOa 3a 30epeKeHHs TpaauLIii
Oyjla He Julle KyJIbTypHUM, a ¥ nomTHYHUM akTtoMm [5]. HalironoBHimmm
MexaHi3MoM 30epexxeHHs Pi3nBa Oyna nepenava TpaaMiiil ycepenusi poauH. badyci
M Aiycl BUMIM OHYKIB KOJISIIOK, PO3NOBIJAIM MPO PI3/ABSHI 3BUYAi, MOKa3yBallH, K
roTyBaTu TpaauUiiHI cTpaBu. HaBiTh SKIIO B IIKOJ1 IITAM 3a00pOHSUIA 3ragyBaTH
npo Pi31B0, BAOMa BOHM OTPpUMYBAJIM 3HAHHS PO CIPABXKHIN CEHC CBSATA.

OpHuM 13 KJIIOYOBUX THCTPYMEHTIB PaJsSHCHKOI Biaaau y 00poTh0O1 3 PizgBom
OyJI0 3HUIIEHHS LEPKBU AK LEHTPY AYXOBHOTO Ta KYJbTYPHOIO >KHUTTS YKpaiHIIiB.
KOoMyHICTUYHUI pEeXUM PO3IJAJAB PENIrilo sSIK 11€0JOTIYHOTO BOpOra, SKHi
CylepeyuB  MapKCUCTCHKO-JIEHIHCBKOMY  CBITOIJIALY. BiamoBigHo — aeprkaBa
po3noyana CHCTEMAaTHYHE BUKOPIHEHHS BIpW, IO BKJIIOYANO 3aKpPUTTA LEPKOB,
NepecililyBaHHs CBSIICHHUKIB Ta penpecii npotu BipsH. Ilompu ne, uepksa
3aqumanacs BaXKJIMBUM OcepeakoM omnopy. CBSIIEHHUKH Ta BIpyroul, SKI He
M1JIKOPUITACS. PEKUMY, POBOJUIN CIY>KOU TaEMHO — y TN, HA KBapTUpax abo
HaBITh y Jicax 1 ropax. OcobnuBo 1e Oyio XapakTepHO HJisl TPEKO-KaTOJIUKIB, SKI
TsUTA HeseraabHo 10 KiHig 1980-x pokis [4].

Takum ynHOM, pagsHcbka 60poThOa 3 Pi3qBoM Oysa 4aCTUHOIO MIKPIIOT BIMHU
NpPOTH penirii Ta YKpPaiHChbKOI KyJIbTypH 3arajioM. 3a0opoHa CBSTKYyBaHHS,
MepecilyBaHHs CBSIICHHUKIB, 3HUIIEHHS IIEPKOB — Yyce Ie Oylo crnpoOoro
BUKOPIHUTHU HAI[lOHAIBHY 1ICHTUYHICTh YKpaiHiiB. OgHaK HApPOJ BUCTOSB, 1 HAaBITh Y
HaWTEMHIII Yacu TA€MHI KOJISIKHU, P13/IBSIHI Beuepl B POJAUHHOMY KOJII Ta MiANUIbHI
OOrOCIyKIHHS Jomomaraiv 30epertu Bipy, Tpaauiii 1 kynerypy. lLle me pa3
JOBOJIUTH, 110 YKPATHChKA HAIllsl Ma€ HEMMOBIPHY CHITy AYXYy — CHIIy, SIKa JOIOMOTJa
MEPEKUTU TOTATITAPU3M 1 30€pEerTH CBOIO JIyIIly HABITh Y HAMKOPCTOKIIII YACH.

Jlireparypa
1. ITopTper Hamii: sik ykpaiHii cBsTKyBaiu Pi3nBo mompu Bci 3a00poHU /
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Onexcanopa IO'BUHYYK

3006ysau opyeoeo (macicmepcbkoco)

PI8HA U0l 0Cc8imu

Gaxyromemy 0eKOpAmMu8HO-NPUKIAOHO20 MUCMEYMBA
Kuiscoxoi oeporcasnoi akademii 0ekopamusHo-npukiaoHo2o
mucmeymaa i ouzauny imeni Muxaiina boiiuyka

(m. Kuis, Ykpaina)

TPAHC®OPMALISI YKPATHCHLKUX TPAJULINA ¥V
CYUYACHOMY MPOCTOPI: CYBKYJILTYPHI ITPOSIBU

Anomauia. Poszensioaemvca mpancgopmayis yKpaiHcbkux mpaouyii nio
BNIUBOM CyHacHux emHonpakmuk. Ilpoananizoeano munu cyOKyIbMYPHUX
nposieis, 30Kpema emHOpYMYypusM, MNOECOHAHHSA HAPOOHUX  eleMEHmI8 Y
NOBCAKOEHHOMY JHCUmMmi MOA00I [ 6NJIUE BOEHHO2O YACYy HA AKMUBI3aYit
nampiomuyHux Momueie y KyivmypHomy npocmopi. Ocobnusy ysazy npuoileHo
3MIHAM Y 8I3YANbHIU KYIbMYpi, My3uyi, MOOi ma 2poMaodCuKill OislIbHOCHII.

Knwuosi cnoea: cyoxynemypa, YKpaincbKi mpaouyii;, emuo@dymypusm,
MONOOIdCHA  KYAbmypa, GiUHA, MUCMeYymeo, MOHYMEHMANbHe MUCMeYymaso,
CMAHKOB8E MUCMEUMBO, eMOYIUHA 130/IYI.

Oleksandra LOHVYNCHUK

Ist year student

of the second (master’s) level of higher education
at the Faculty of Decorative and Applied Arts
Mykhailo Boychuk Kyiv State Academy

of Decorative Applied Arts and Design

(Kyiv, Ukraine)

TRANSFORMATION OF UKRAINIAN TRADITIONS IN THE MODERN
SPACE: SUBCULTURAL MANIFESTATIONS

Annotation. The examines the transformation of Ukrainian traditions under
the influence of contemporary ethno-practices. It analyzes types of subcultural
manifestations, particularly ethnofuturism, the integration of folk elements into the
everyday life of youth, and the impact of wartime on the activation of patriotic motifs
in the cultural space. Special attention is paid to changes in visual culture, music,
fashion, and civic activity.

Keywords: subculture; Ukrainian traditions, ethnofuturism, youth culture;
war; art; monumental art, easel art; emotional isolation.

VY cydacHOMy CBITI CYOKYJIbTYpHU € BaXJIMBUM 3acO00M CaMOBHUPAKECHHS
MOJIOJII T4 MOKA3HUKOM COLIaJIbHUX 3MiH. YKPAiHCbKUW KYJbTYpPHUU MPOCTIP HHUHI
NEpEeKUBAE AKTUBHUU TMPOLEC CHHTE3Y TPAAUUIMHUX EJIIEMEHTIB 13 CYyYaCHHUMU
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CyOKynbTypHUMHU TiposiBamu. Ilicmsa PeBosmromii rigHOCTI ¥ 0COOJMBO B yMOBax
POCIICHKOro MOBHOMACIITAOHOTO BTOPrHEHHS B YKpaiHy Bi3yajbH1 KOJU, CHMBOJIM 1
€CTETUYHI pIUIEHHS CTalTh JIEBUM 1HCTPYMEHTOM TpPAHCHALINI JJIs  CBITY 1
dhopmyBaHHS 1 MIATPUMAHHS HAIllIOHATIBHOI 1IEGHTUYHOCTI B MIOBCSAKIACHHI.

Tema mnoegHaHHs Tpaguuid 1 Cy4acHOCTI B YKpPaiHCbKOMY MUCTELTBI Ta
KyJbTYypl AKTHMBHO BHMBYA€THCS CYYaCHUMH JOCHIAHMKAMU. 30KpemMa, y Mpamsix
O. lyako po3risiiaeTbcs AWMHAMiKa 3MIH Yy TPaKTyBaHHI TpajMiliii B yMoBax
comiagpHUX TpaHcopmariid. Sk ciaymHoO 3ayBaxye AOCHIIHMIIS, «TPAJMIlS B
YKpaiHChKIM KyJIbTYpl 3aBkAM Oyjla HE KOHCEPBATMBHOKO KATETOpI€l0, a >XUBUM
MPOLIECOM OHOBJICHHA Ta TepeocMucieHHs» [1; 6]. Bona momomarana He muiie
3pO3YMITH CYCIUIbHI TpaHc(opMmallii, a il po3MIMPUTH 3HAHHS PO POJIb MUCTEIITBA B
NepexXBaHHI TPaBMU Ta 30epexkeHH] icTopuuHoi nam’sti. Jocaimkenas M. buctpoi
NPUCBAYEH] aHami3y CyOKyJIbTYpHUX BHSBIB Yy MICbKOMY Tmpoctopi. Tak, y
MoHorpadii «Mypanau B CydacHOMY MICBKOMY MPOCTOpI» aBTOpPKa 3BEpPTAE yBary Ha
BUKOPUCTaHHS HapOJHUX MOTHBIB y BYJIMYHOMY MHCTELTBI SIK COCIO 30€pe’KeHHS
KyJbTypHOT nam’siTi [2]. Takox BaxknuBumH € mnpaui M. [lerpymikeBuy, sika BUBYAE
Bi3yallbHI 00pa3M CydacHOi BIMHM Ta iXHIA BIUIMB Ha (POpMyBaHHS HallOHAJIBHOI
IIEHTUYHOCTI Yepe3 MO€HAHHS CyYaCHHX 1 TpaAULIMHUX CUMBOJIB [3; 5].

TakuM ynMHOM, CyyacHa HayKoOBa JIiTepaTypa MIATBEPIKYE aKTyaJlbHICTh TEMHU
TpaHcopmMmarlii Tpaauiiii B yMoBax TjioOamizaiii Ta COIllaJbHUX BHUKIMKIB, IO
MOCTAJIA Mepe]l YKPaiHChbKUM cycnuibcTBOM Y XXI CTOJMITTI, @ MUTLI O€pyTh aKTUBHY
y4acTb y (OPMYBAaHHI CHPUUHATTS KYJbTYPHOI'O KOHTEKCTY CY4YaCHHKaMU BCHOTO
CBITY.

CyOkynbTypa pO3IISIAETHCA SK COLIOKYJbTYpHE SIBUILIE 3 ICTOPUYHUMU
nepeayMoBaMH Ta TIHOOKMMHU comianbHUMU  ¢QyHKuisiMu. Y  XXI  cromtri
CIOCTEpITAEThCS  PO3MAITTA  CYOKYJbTYp:  MAaTPIOTUYHHUX,  ypOaHICTUYHUX,
MUCTEUBKUX, My3UUHUX, HUPPOBUX, TOOYTOBUX, JOKATBHUX Ta IHIIUX [4].

Bizyanbauii ctunbe GopMmyeTbes 4yepe3 oJsr, rpadiky, My3uKy, MOJIi, KHUIH.
Henani yactime 3’SBJSIIOTBCS 1HTEpIIpETallli HapOJHOTO0 OPHAMEHTY, KO3allbKOl
CUMBOJIKH, MI(OJIOTIYHUX CIOKETIB y CYYaCHUX KOHTEKCTax: y MYy3HIl, OJs3l,
rpadgiyHOMY JAHM3alHI.

OnmuuM 13 SCKpaBUX MPUKIAIIB € €THOQYTypHU3M — HAmOpsM, IO MOEIHYE
YKpaiHChKY €THIUHY KYJIbTYpPY 13 CydYacHUMHU ecTeTHuHUMHU (popmamu. Tpaauiiiini
MOTHBH OXHUBalOTh y MOJi, rpadiuHOMy Au3aitHi, udppoBoMy mucreursi. Mosoas
AKTHUBHO 1HTErpPY€ aBTEHTUYHI €JIEMEHTHU y MOBCAKICHHE XUTTA 4yepe3 JiTepaTypHi
KJIyOu, CIIIBOY1 IPYIH, ETHOPEUBH, KIHOTIOKA3H.

BoeHHMIT KOHTEKCT 1CTOTHO BIUIMHYB Ha CYOKYJBTYpHY AMHAMIKY: 3pocia
MOMYJISIPHICTh MAaTPIOTUYHUX MOTHUBIB y MY3HIll, Bi3yalbHOMY MHCTEITBI, MO/II.
BonoHTepchkuil pyx Ta rpoMajsiHChbKa aKTHUBHICTh CTalM €JIEMEHTaMHU KyJIbTYpPHOI
1IEHTUYHOCTI MOJIOJI1. 30UpaHHs KOWITIB Ha nmotpedu 30poitnux Cun Ykpainu crano
000B’SI3KOBHUM €JICMEHTOM IOAIN, IO TaKOK 3MIHUJIO iXHE €CTETHYHE HAITOBHCHHSI.
CraHkoBe MHUCTEUTBO IiJl YaC POCIMChKO-YKPaiHChKOI BINHU BIAIrpa€ BAXKIIUBY POJIb
y B110OpakeHH1 CKJIaJHOI peaIbHOCTI BOEHHOTO 4Yacy Ta €MOLIMHOTO CTaHy JIOJEH.
Bono crano oaHuM 13 MNOTY»XHUX 3aco01B (ikcallil ICTOPUYHUX TMOJI1, BUPAKEHHS
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KOJIEKTUBHOI TPaBMH, CKOPOOTH, CIPOTUBY Ta Hajali. XyJOKHUKH BUKOPUCTOBYIOTh
CTAHKOBHUM KHUBOMHUC 1 Tpadiky Uil CTBOPEHHS TBOPIB, SIKI MEPENAOTh HACIIJIKU
BiifHH, axu OOMOBUX JiH, aje BOJHOYAC aKIICHTYIOTh Ha TeMax CTIMKOCTI, CBOOOIH 1
O00poTbOM 3a BJACHY 1JI€HTHYHICTb. 3aBISKH JAISUIBHOCTI Cy4YacHUX ILIEHTPIB
Mucreursa, Takux sk M17 Ta IliH4yK-apTUEHTp, K1 MOMYJISPU3YIOTh YKPaiHCHKUX
MUTLIB Ta PEryJIIpHO OPraHi30BYIOTh BUCTaBKH, IPUCBSUYEHI HarajJbHUM MpodiiemMam
ChOTOZICHHS, MO’KHA BMJIJIUTH TEBHI TEHIEHLII B Cy4yacHOMY OOpa3oTBOpUOMY Ta
CTaHKOBOMY MUCTEITBI.

Cepen Xyl0XHUKIB, SIKI y CBOIX TBOpaxX MOPYIIYIOTh TEMH TPAAMIIii, MOOYTY 1
CyOKyJIbTYp, MOXHa 3rajatu Lo Yiukana, Makcuma Mamunbo, FOpis Conomka,
Hiny Mypamkiny, Onekcanapa ['peGentoka, Pomana MiHiHa Ta 1HIIUX.

Jlnst mpukiiany HaBeAEMO TBOPYICTh CY4YacHOI YKpaiHChbKO-aMEepHUKaHCHKOI
xynoxuuii Tersanu OcTaneHKo, sKa MPalioe 3 aKPUWIOM SIK MEJIIyMOM 1 3aMa€eThCs
(GIrypaTUBHMM >KMBONMCOM. Y CBOili TBOPYOCTI BOHA 30CEpeKeHa Ha Temax
COLIIAJIBHUX Ta CYOKYJIbTYPHHUX, AOCTIIKYE MOXOHKEHHS KYJIbTYpPHOI 1IEHTUYHOCTI.
Kapruna nin Ha3Boro «YaroBaHHA» (puc. 1) JEMOHCTpyE KOHTPACT MK CYyYacHUM 1
TpaguiiiHuM. KoHTpacT Mk TEHAITHOI OrojieHOw Jisuibkoro bapOi Ta rpymnoro
OJSITHEHUX Yy TPAIUILINHUNA CTPIM HEMOJOJIUX KIHOK — II€¢ KOHTPACT ChOTOJEHHS 1
TpaaMilii, SKMM MU CIOCTEpIraeMo, TO€JHAHHSA HemoegHyBaHoro. Poborta €
UTIOCTpALli€r0 Mpo0JIeMH HUHIIIHBOTO MOLIYKY ce0e MOJIOAMMHU JIFOJIbMHU 1 3BEPTaHHS
JI0 HALlIOHAJIBHOT 11€HTUYHOCTI.

187



Puc. 1. Tersgna Ocranenko. YaroBaHHS.

BucHoBku. YkpaiHCbka CyOKyJIbTypHa CLEHA BIJIIPA€ BAXKIUBY pOJb Y
(dbopMyBaHHI HOBUX HalllOHAJbHUX HapaTuBiB. CHHTE3 TPAJUIIHHOTO 1 Cy4acHOIO
MOPOKY€E YHIKAIbHUN KyJIbTYpHUH (EeHOMEH, sKMi HaOyBa€ 3HAUECHHS HE JIUIIE
BCEepeAuHI KpaiHu, a ¥ 3a ii Mexamu. B ymoBax BiffHM MHCTEUTBO Ta KYyJbTypa
NEPETBOPIOIOTHCA Ha MOTYKHI 3aCO0M CIIPOTUBY Ta 30€pEKEHHS 1IEHTUYHOCTI.
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Onvea BUIIIHEBCHKA

3006ysau Opyeoeo (macicmepcbkoco) pieHsa suwoi oceimu
Gaxyrbvmemy 0eKOpamu8HO-NPUKIAOHO20 MUCTEYMBA
Kuiscokoi 0eporcasnoi akademii 0ekopamusHO-npukiaoHo2o
mucmeymaa i ousauny imeni Muxaiina boiiuyka

(m. Kuis, Yxpaina)

Poman IIETPYK

3acnyscenuti 0issu mucmeyme Ykpainu, ooyenm, npoghecop
Kageopu MOHYMEHMAIbHO20 | CMAHKOB020 HCUBONUCY
Kuiscoroi oeporcasroi akademii 0ekopamusHo-npukiaoHo2o
mucmeymasa i ouzauny imeni Muxaiina boiiuyka

(m. Kuis, Ykpaina)

OBPA3 KHSTUHI OJIBI'H SIK CAMBOJI MYJPOCTI, CUJIA TA
JYXOBHOCTI YKPATHCBKOI HAIIII B OBPA3OTBOPUOMY
MMUCTEITBI YKPATHA

Anomauia. Posenanymo obpa3z kuacuni Onbeu AK CUMBOL MyOpOCHI, CUilu ma
0YX08HOCMI YKPAIHCbKOI Hayii 6 0bpazomeopyomy mucmeymsi Yxpainu. Busnaueno
OCHOGHI emanu ¢hopmyeanHs ii obpazy 6 piZHUX XYOOINCHIX HANPAMAX, 30Kpema y
MOHYMEHMANIbHOM)Y MUCMeYmei, HCUBONuUci, ikononuci ma epagiyi. 3azHaveno, wo
oopaz Onveu € CUMBONOM He Juule NOAIMUYHOI MYOpoCcmi i 0epIAHCABHOT
oanexoznaoHocmi, a il OyX08HOI cuiu, axa cnpusna xpucmusanizayii Kuiscoroi Pyci.
Taxodc npoananizosano 6NAUE KYIbMYPHUX IKOH HA (OpMY8aHHsA HAYIOHANbHOI
i0enmuynocmi Ykpainu uepes oopa3z kuacuni Onveu.

Kniouosi cnosa: obpazomeopue mucmeymeo, cumeon; OYXOBHICMb; CUNLA,
myopicmo, Kuiecoka Pycw, xpucmusamuizayis, yKpaincbka Hayis, HAYIOHAIbHA
[0eHmuYHiCMb.
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THE IMAGE OF PRINCESS OLGA AS A SYMBOL OF WISDOM,
STRENGTH AND SPIRITUALITY OF THE UKRAINIAN NATION IN THE
FINE ARTS OF UKRAINE

Annotation. The work examines the image of Princess Olga as a symbol of
wisdom, strength and spirituality of the Ukrainian nation in the fine arts of Ukraine.
The main stages of the formation of her image in various artistic directions are
identified, in particular in monumental art, painting, icon painting and graphics. It
is noted that the image of Olga is a symbol not only of political wisdom and state
foresight, but also of spiritual power, which contributed to the Christianization of
Kyivan Rus. The influence of cultural icons on the formation of the national identity
of Ukraine through the image of Princess Olga is analyzed.

Keywords: fine arts, symbol; spirituality; power, wisdom, Kyivan Rus;
Christianization; Ukrainian nation; national identity.

OO6pa3oTBOpYEe MUCTEUTBO 3aBXKIU OyJIO J3€pKaJIOM TyXOBHOI'O CBITY Halli,
3aco00M mepegaBaHHs ii ICTOPUYHOI [aM ST, MOPAJIbHUX 1A€alliB Ta KYJbTYpPHHX
1iHHOCTEN. OCOOJIMBO 1€ CTOCY€EThCA 300pa)KEHHS BUJATHUX NOCTATEH YKPaiHCHKOI
icTopii, cepen skux kHaruHsa Onbra mocigae yinbHe Micue. Ii 06pa3 y mMucTenrsi
yocoOIIoe He JIMIIEe Nepury >XKIHKy-npaBuTenbkKy KwuiBchkoi Pyci, a i1 cumBon
rIIMOO0KOT MYyZIpPOCTi, HEMOXUTHOI CHJIM JyXy Ta AYXOBHOI Micli Hapoay. Bin
CepeHbOBIUHOI 1KOHOTpadii 10 CydacHUX XYJI0KHIX IHTepIpeTaliil o0pa3 KHATUHI
Onbru 3aJIMIIAETHCSA AKTYaJIbHUM 1 HATXHEHHUM JJI1 MUTLIB P13HUX IMOKOJIIHb.

B ymoBax cydacHMX BHUKIMKIB, SKI TIOCTalOTh TMepes YKpaiHCBKOIO
JI€p’KaBOI0, MUTAHHS yTBEP/KEHHS HAI[IOHAJIBHOI 1IEGHTUYHOCTI Ta TOBEPHEHHS 0
BUTOKIB KYJIbTYPHOI cIaAIIMHU Ha0yBae ocobnBoi Baru. [lepeocMuciieHHs mocTaTi
KHATUHI OJIbTM B KOHTEKCTI 0Opa3oTBOPUOrO0 MUCTELTBA JOMOMArae He JIMIIE
Kpallle 3p03yMITH ICTOPUYHHUI PO3BUTOK YKPAiHCHKOI JEP>KaBHOCTI, a W Haauxae
CydacHE CYCIUIbCTBO Ha 30€peKEHHS JAYXOBHUX I[IHHOCTEH. AHa3 MUCTELBKUX
00pa3ziB kHATUHI ONBI'U 1OMOMAra€e BUSBUTH, SIK 3MIHIOBAJI0CS Oau€HHs pOJIi KIHKU
B JICPKABOTBOPUMX IIpollecax Ta ITyXOBHOMY MKHUTTI CYCHIJIbCTBA, 1 K 4Yepe3
Bi3yaJlbHE MMCTEITBO IMEpeJaBAIUCS 17eadd MYAPOCTi, CHJIM BOJI Ta BIPHOCTI
HaIllOHAJIbHUM TPaJUIlIsM.

MeTor0 HaIIoOro JOCHIKEHHS € aHalli3 0COOJIUBOCTEHM XyN0KHBOTO BTIICHHS
0o0pazy kHsruH1 OJbru sIKk CAMBOJY MYAPOCTi, CUJIM Ta TyXOBHOCTI B YKPaiHCHbKOMY
00pa30TBOPUOMY MHUCTEITBI, @ TAKOK BUSBJICHHS OCHOBHMX TEHJICHIIIN 1 3aC001B, 3a
JIOTIOMOT OO0 SIKUX MHUTIII TIEpeaaBajy ii ICTOPUYHY MICIIO Ta MOPAIbHO-€TUYHI PUCH.

Kusiruns Onpra (61. 890-969 pp.) crana 3HakoBow GIrypor B 1cTOpii
CXiZHOCIIOB SIHCHKMX HApOiB. Ii MOMITHYHA AifNBHICTH, COPIMOBAHA HA 3MIllHEHHS
nepxkaBHocTi KuiBcbkoi Pyci, pedopmu cucTeMu yOpaBiIiHHS, BCTAaHOBJIEHHS
TUIJIOMAaTUYHUX 3B’SI3KiB 13 Bi3aHTi€el0 Ta 3amoyaTKyBaHHSA XPUCTUSHCHKHUX
Tpaauliid, 3po0uia ii CUMBOJIOM MYJpPOCTI i Jep:kaBHOI AanekorisiaHocti. i pucu
Oy rIMOOKO OCMUCIEHI 1 BTUICHI B PI3HUX BUAAX YKPAaiHCHKOTO 00pa30TBOPUYOTO
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mucrenTsa [1].

MoHyMeHTallbHE  MUCTEUTBO  HaifsickpaBimie  BigoOpa3ujio  Beluy 1
HEMOXUTHICTh 00pa3y KHATUHI. Bigomum npukiagoMm € mam’ STHUK KHATHHI OJib3i
Ha MuxaitmiBeskit miomi B Kwuesi (ckynsnTop IBan Kamanepimze, 1911,
BiHOBJICHUN 1996 poky). CraTys 300paxkae KHITHHIO 3 XPECTOM Y pyKax, IO
CUMBOJII3YE i1 3BE€pHEHHS 10 XPUCTUSHCTBA 1 MParHEHHs A0 AYXOBHOTO OHOBJIEHHS
cBoro Hapoxay. Bennuna nocrare Onbru B orouenHi ¢iryp Kupuna 1 Medonist ta
cearoro Amnapis IlepBo3BaHoro ¢Gopmye KOMIIO3UIIIIO JYXOBHOI TAMJIOCTI
YKPAaIHCBKOI'O HApO#y.

[Hmmii BaxknuBuid npuxnaa — nam atHUk y Ilepesdcnasi (2020), ne KHIATUHA
300pakeHa B JuHaMIll — ii 00pa3 € CUMBOJIOM pyXy YKpaiHChKOi Hallii BOepen, A0
CBO0O/IM 1 TYXOBHOI 3pUIOCTI.

VY sxkuBomnuci 06pa3 Onbru BiA3HAYAETHCS TITMOMHOIO BHYTPIIIHBOTO 3MICTY.
Ha xaptuni Mukonu Ilumonenka «Kusiruus Onbra» BoHa IMOCTa€ CyBOpOIO, alie
CIpaBeJIMBOIO MPABUTENBKOI0. [IMMOHEHKO nepeae CrokKiil 1 pillyqicTh y MOTJISAII
KHSITHHI, 00 CUMBOJII3YE ii TUIJIOMAaTUYHUNA TaJaHT 1 BMIHHS TBEPJO BIJCTOIOBATU
JiepKaBH1 1HTEpecH [2].

Bapro 3ragatu takox cydacHy XyaoxHulo Oneny Kynpunipbky, sika B CBOIX
pobotax y cepii «KuiBcbka Pycp» depe3 aexopaTuBHICTH (OPMH 1 CTpUMaHI
KOJIbOpH Nepeana AyXOBHICTh 1 MOPAJIbHY BEIUY KHATHHI.

IxoHOMMCHA Tpanuuist OCOOIMBO MIAKPECTIOE CBATICTh KHATMHI Onbru. Ha
1KOHax ii yacTo 300pakaroTh y OaratroMmy BOpaHHIi, 3 XpEeCTOM 1 CYBOEM Yy pyKax.
Taka cuMBOJIIKa BKa3dye Ha il BHECOK Yy XpUCTHUsHI3aLil0 Pyci ¥ 3aKOHOTBOpUY
nisbHICTh. TunoBuM mnpukinagoM € ikoHa XVIIcr. «Cesta piBHOANOCTOJbHA
kHsirung Onbray (KuiBcbka mikona), ne Onbpra TpuMae cyBii 13 HanucoM «lIpuitmiTe
CBITJI0O XPUCTOBOI ICTUHWY, IO MIAKPECIIIOE ii pOJIb SIK AYXOBHOT'O MPOBIIHUKA.

Binpomxenns iHTepecy a0 ikoHonucy y XXI cTOmITTI copusiio mosiBI HOBUX
ikoH KHAruH1 ONbru B YKpaiHCBKUX Xpamax, 30kpema B Ilarpiapmiomy cobopi
Bockpecinns XpucroBoro y Kuesi, ae ii o0pa3 BUKOHaHUN y MOJEPHOMY CTHIII 31
30€peKEHHSIM KaHOHIYHUX PHUC.

CyuacHa rpadika 1 KUBONHMC BIJIKPWIM HOBI  MOXKJIHMBOCTI  JJIS
nepeocMucieHHs o0pasy kusruti. Bizomoro € cepis kaptun Karepunu KocbsiHeHKO
«JIuku Ykpainu», ne Onbpra npeicraBicHa 3 €THIYHUMU €JIEMEHTAMU YKPAiHChKOTO
OJISITY, IO MIAKPECHTIOE il CUMBOIIYHUMN 3B’ 130K 3 YKPAiHCHKUM HApOJIOM.

Okpemy yBary ciifi 3BEpHYTHM Ha aBTOPCHKHI MPOEKT «BenuuHi KIHKU
VYkpainn» xyaoxuuill Onexcannpu [Ipokonenko, ae kasruusa Onbpra 300pakeHa He
Junie SK ICTOpUYHA TOCTaTh, a W AK BiYHA HOCIHKA YKpaiHChKOI JyXOBHOI
IIEHTUYHOCTI. Y TBOpax XYJOXHHUII JAOMIHYIOTH TEIUIl 30JI0TaBO-CPIOIsCTI
KOJIbOPH, 1110 CTBOPIOIOTH BIAYYTTS CBSITOCTI M BEJINYI.

Y TBOpPYOCTI AESIKHMX YKpPAaiHCbKUX MHUTLIB Ombra TpPakTyeTbCS TaKOXK SK
o0pa3 «maTepi-Halii», 1110 BiJoOpa)kae 11e10 Npo MOYaTOK HOBOTO JI€P:KaBHUIIBKOTO
MHUCJICHHS 1 caMocTiiiHOI noaiTuku KuiBcekoi Pyci. Oco6auBo 11€ BUAHO B poOOTax
XYyJI0KHUKIB TIEP10/1y HE3aNEKHOCTI YKpaiHu, Ae KHsAruHs OJbra nocrae B KOpoHi, 3
PO3TOPHYTUMHM KpujiaMu a0o0 y CBITIIA aypyMi, IO CHUMBOJII3Y€E HATXHEHHS,
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oOepiraHHs Halli 1 TOYaTOK ii BelUKoro musxy [3].

TakuMm yuMHOM, y pI3HMX XaHpaX 1 CTHIAX YKPAaiHCBKOro 0Opa3oTBOPUOIO
MucTenTBa 00pa3 KHsAruHi ONbru mocrae OararorpaHHUM 1 OaraTo3HavyHUM: 1€ 1
MyJpa TMpaBUTENbKa, 1 JYXOBHUU MPOCBITUTEIh, 1 CUMBOJ BIYHOI OOpOTHOM 3a
TAHICTh, BOJIIO ¥ CAMOCTIMHICTh Y KPaiHChKOI Iep KaBH.

AHani3 XyA0KHbOTO BTUIEHHSI 00pa3y KHsruHi OJIbrd B MUCTELTBI YKpaiHu
CBIJTYUTh, IO BOHA € HE JIMILIE ICTOPUYHOIO MOCTATTIO, a i CIPaBXKHIM CUMBOJIOM
YKpaiHCBKOI JYXOBHOCTI, CUJU Ta MyApocTi. CKyabOTypa, KUBOIHUC, 1IKOHOIHUC Ta
cydacHa rpadika NponoHyOTh pi3HI IHTEpIpeTalii i€l mocTaTi, BIIOOpaKaroyu K
il TIMOMHHY NYXOBHY MICIIO, TaK 1 3HAUYIIICTh JJII YKPaiHCHKOI HallOHAJIbHOI
1IEHTUYHOCTI. 30epekeHHs 1 momysipusaliss o0pazy KHArMHI OJbrd B MHCTELTBI
CHOPUSIOTh HE JIMIIE KYyJIbTYPHOMY CaMOBHPAXEHHIO Hapody, a ¥l (opMyBaHHIO
JYXOBHUX OpPIEHTUPIB Cy4yacHOi1 Y KpaiHu.
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CIOKETHI MOTHUBH Y TBOPAX PEMI3HOI'O TKALTBA IOPIA
KYXAPA

Anomauia. J{ocnioxcyromscs KIOY08I memu ma KOMNO3UYIUHI ocobaugocmi
asmopcvkux poobim [Opis Kyxaps, euxkomanux y mexHiyi pemizHo20 mKaymaad.
Pozensoaemvcs cumeonixa ceomempuunux ma cmunizoganux obpazis, sAKi mMumeys
BUKOPUCMOBYE O 8I000OPAdNCEHH — MPAOUYIUHUX — YKPAIHCOKUX — YIHHOCME,
0yxoeHoCmi ma KyJabmypHoi cnadwjunu. Aémop ananizye, K ClodHcemui MOmueu, maxi
AK 0bepecosi cumeonu, eminoioms idei 2apMoHii, 3axucmy [ 36 s3K) HOKONIHb.
Iliokpecntoemvcs  sadxcausicmv meopuocmi [Opis Kyxaps ons 36epesicennss ma
PO3BUMKY YKPAIHCbKO20 HAPOOHO20 MUCEYMBA 8 CYUACHOM) KOHMEKCMIL.

Kniouosi cnosea: mexcmunbHe NAHHO, pemizHe  MKAYMEO,  XYOOICHIU
MeKCmus.
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NARRATIVE MOTIFS IN SHAFT WEAVING ARTWORKS BY YURIY
KUKHAR

Annotation. This article explores the key themes and compositional features of
the artist’s original works created using shaft weaving techniques. It examines the
symbolism of geometric and stylized images employed by Yuriy Kukhar to reflect
traditional Ukrainian values, spirituality, and cultural heritage. The authors analyze
how narrative motifs, such as protective symbols, embody ideas of harmony,
safeguarding, and generational continuity. The article emphasizes the significance of
Yuriy Kukhar’s art in preserving and evolving Ukrainian folk art within a
contemporary context.

Keywords: textile panel; shaft weaving, artistic textile.

VYKpaiHCbKE HApOJAHE MHUCTELTBO, 30KpEMa PEMI3HE TKAUTBO, € BaXJIMBUM
HOCIEM JyXOBHOI Ta KYJbTYPHOI CHAJIIMHU, IO BIOOpa)kae CBITOTIISA, TPAAMIIl Ta
IIHHOCT1 Hamoro Haponay. Ilonpu Oaratuifi XyAOXXHIM NOTeHINan, el BUI
JIEKOPATUBHOTO MUCTEITBA MOCTYNOBO BTpayae CBOIO MOMYJSPHICTh Y CYYaCHOMY
CYyCHUIbCTBI, 110 3YMOBJIEHO BIUIMBOM TrjoOani3alii Ta HEJOCTAaTHbOIO YBarow Ji0
Horo 30epexxenHs 1 gochikeHHs. TBopuicte IOpis Kyxaps, skuil Biapomxye
pEMI3HE TKALTBO YEpEe3 YHIKAJIbHI CIO’KETHI MOTUBH, 3aCIYyTOBY€E Ha OCOOJIMBY yBary
AK TPUKIA] TO€JHAHHS Tpaauuii 1 HoBartopcTBa. IIpoOnema monsirae B
HEJIOCTaTHbOMY BHMBYEHHI HOro pooOIT SK JKepena TIHOOKUX ETHOKYJIBTYPHUX
3MICTIB Ta 1HHOBALIMHOTO MiAXOAY A0 HapOJHOIO0 MHUCTENUTBA. AKTYyaldbHICTh CTAaTTI
BU3HAYAETHCSI HEOOXIAHICTIO TOCTIIXKEHHS CIO)KETHUX MOTHUBIB Y PEMIZHOMY TKAaIITBI
Opis Kyxaps, 1o gae 3mory He nuiie 30epertu Tpaauiliitai popmu, a il IHTerpyBaTu
iX y cy4acHUM KyJIbTYPHHUM KOHTEKCT. AHali3 HOro TBOPUYOCTI CIpHUs€E MOMyspu3anii
YKpaiHCBKOTO MHUCTELTBa, (OPMYBAHHIO HAIlIOHAJIBHOI 1JICHTUYHOCTI Ta PO3BUTKY
HOBHX MIJIXOAIB JI0 IHTEPIPETalLli HAPOIHOI CITAIIINHHU.

[Ipo BiTUM3HSIHE peMIi3HE TKALTBO Y MUCTEUTBO3HABYIN JITEpaTypl HAKCAHO
Hebarato, SIKIIO MOPIBHIOBATH 3 IHIIMMH TEKCTWJIBHUMH TEXHIKAMH — KHUJIHMMOBHUM
(roGeneHOBHUM) TKaHHSIM, PO3MUCOM HA TKAaHWHI, KJIANTUKOBUM IIMTBOM, BaJSIHHSIM
HETPSAJIEHOI0 BOBHOIO, BUOTHKOIO.
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[ToOikHI 3rajiku TpoO aBTOpa TEKCTWIBHUX peMi3HuX komno3uuii HOpis
Kyxapss 3naxogumo B «EnHmukionenii cydacHoi VYkpainu» [l1] Ta Ha caiTi
KAAAIIM/] im. M. Boituyka.

MeToro TOCHIIKEHHS € OMUC TEKCTHJIBHUX KOMIO3UIIH, sK1 OyJIM CTBOPEHI SIK
IUIIXOM pPYy4YHOro mnepedopy, Tak 1 3a JOMOMOIOI0 CKJIaAHOro OaraTopeMi3HOro
TkanTa. JlocmimkyBani TBoOpHU — 11e podoTa Bukianada KJIAJIIM]] imeni Muxaiina
boituyka IOpis dmutpoBuua Kyxaps. /o MeTomiB JOCHIKEHHS MOXHA BIAHECTH
aHaJi3 KOMIIO3ULIMHOT Oy/10BH TBOPY Ta aHaJI3 TKAIlbKUX NEPEIIETEHb.

Pe3ynbraT JqOCHIJKEHHS JOBOJSATH, IO CYYacHI TEKCTUJIbHI TEXHOJOTii
PYYHOTO TKalTBa JAalOTh MOKJIMBICTb NPOEKTYBATH 1 BUKOHYBaTH B Marepiaii
CKJIaJlHI poOOTH SIK 3a KOMITO3MIIIWHUM PIIMIEHHSIM, TaK 1 3a CKJIAJHUM TKAIlbKUM
NEPETUIETEHHSIM.

[TepeBara peMi3HOro TKaITBa MOPIBHIHO 3 THIITUMU TEKCTUIBHUMH TEXHIKAMHU
MOJIATA€ B TOMY, 1110 Y CTBOPEHHI Y30py OepyTh y4acThb HUTKH OCHOBH 1 MiTKaHHA. Lle
HAJa€ MOJKJIMBICTh JOOMBATUCA NOAATKOBUX (DAKTYpHUX, KOJIBOPOBUX, ONTUYHUX
e(eKTiB, TO/1 K 300pakeHHsI B TOOENEH1 CTBOPIOETHCS JIMIIE 32 PaAXyHOK MITKAHHS,
K€ TMOBHICTIO NEPEeKpUBAa€ HUTKU OCHOBH. HenonikoM 1€l TeXHIKH € Te, IO
pEMI3ZHMI MiAOM HUTOK OCHOBHM OOMEXYye CTBOpEHHs (opMm OUIbLI BUIBHOI
KOH(pirypamii. AJje XyIOXHUKU-TEKCTWJIHBHUKH 3HAXOJATh BHUXIJ 13 CHUTYyaIli,
MOEHYIOUM PEMI3HE TKALTBO 3 TKALTBOM PYYHOTr0 nepedopy.

BukopuctanHs XyJ0KHIX 3aC001B, sIKI MUTLI-TEKCTHJIBHUKU 3aCTOCOBYIOTH Y
CBOIM TBOPYOCTI, 3aJI€KUTh BlJl KOHKPETHOI'O TBOPUYOI'O 3aBIJaHHS MUTLS, HasBHOCTI
BIIMOBIAHOT TEXHOJIOT1T TKalTBa. J[oChimkeHo, sIK TeXHIKa PEMI3HOTO TKallTBa Jla€
smory lO. Kyxapto cTBoproBaTH CKJIaJHI BI3€PYHKH 3 YITKUMH T'€OMETPUYHUMU
dbopmamu. BukopHCcTaHHS KOHTpPAcTy YEpPBOHOIO Ta OLIOr0 KOJbOPIB MIAKPECIIOE
CUMBOJIIYHICTb pOOIT, a PUTMIYHICTb OpPHAMEHTIB 3a0e3leuye TapMOHIWHICTb
komro3uuil. Poborn Opis Kyxaps mnpoaeMoHCTpyBaiu, SK TpaAMIiiiHI MOTHUBH
YKpPAiHCBKOTO PEMI3HOIO TKalTBa MOXYThb OYyTH IEPEOCMHCIEHI B CY4aCHOMY
KOHTEKCT1. ABTOp YMUJIO aJanTy€ HAPOAHY TEXHIKY /10 CYYaCHHMX XYJOXHIX BHUMOT,
JOJal0uM 1HAMBIAYaJIbHI AKLIEHTH W 1HHOBALIMHI pIIIEHHSA. AHAII3YIOUH TBOPH
PEMI3HOTO TKallTBa, sIKi € B Mepexi «IHTepHeT», MOXKHA BU3HAUUTHU TaKi 3arajibH1
300pakajibH1 MOTHBH:

— IHTepIpeTalis TpaJAUIIHUX OPHAMEHTIB;

— BUKOPHUCTaHHS 3HAKIB-CUMBOJIIB;

— acOIlaTUBHHH NEH3aXK;

— TBIP TEMAaTUYHOI'O XapaKTeEPY.

Posrnssnemo nmanno FOpist Kyxaps «BecinbHa Oeperuns», BAKOHaHE B TEXHIIII
peMi3HOro TKanTBa. OCHOBHI KOJHOPH, BUKOPUCTAHI B I[ii poOOTI, — YEPBOHUM 1
Ounuil. YepBOHUI MAJIIOHOK SICKPABO BHUJUISETHCS Ha OLIOMY TIIi, IO CTBOPIOE
KOHTPACT 1 MIJIKPECITIOE CUMBOJIIYHICTh 300pakeHHs. JlaHi KOJIbOpH Ta MOTHB TaKOX
MpUTAMaHH1 KpPOJEBEIbKUM pylIHUKaM. KposeBeubKki TKaHl PYIIHHUKHA, CTBOPEHI y
TEXHIll MepedipHOro TKAlTBa, — 1€ MUCTELbKI BUPOOM TPaIULIMHOTO HApOIHOIO
npomuciay ykpainmiB IliBHiuHO-CxigHoro Ilomiccs. baratuii reoMeTpu3oBaHUA
OpPHAaMEHT KpOJICBELLKUX PYIIHUKIB CKJIAJA€ThCA 13 CUMBOJIB, K1 BIJMOBIIAIOTH
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YKpaiHCbKOMY CBITOTJISIY. YMI3HATH LEH PYIIHUK MOXKHA CEpell COTEeHb 1HIIUX
3aBJSIKY MTOETHAHHIO O1JIOT0 1 YePBOHOT'O KOJBOPIB 13 TYCTUM OpHAMEHTOM [2].

KoMmmno3suiisi ckiagaerbcss 3 TEOMETPUYHMX Ta CHMBOJIIYHUX €JIEMEHTIB.
[lenTpanbHUil MOTUB — CTHIJII30BaHa kiHoua (irypa, ska Haraaye oOpa3 Oeperui,
CUMBOJIY 3axucTy M oOepiranHHs. Lleli cHMBOJ TakoX € €JIEeMEHTOM KpOJEBELbKHX
PYLIHUKIB, JiI€ ILEeHTpaJbHy 4YacTUHY pYIIHMKA 3alOBHIOE  XapaKTepHUU
aHTPONOMOP(HUI CUMBOJ, SIKUW HAraaye MocCTaTh >KIHKU 3 MIAHATUMHU pyKamu abo
dbopmy CBIUHHMKA, KU 13 4acOM 3aMIHEHUN Ha «KBITyuuil Ba3oH». lle ocHOBHUI
OpPHAMEHT KpOJEBEILKOr0 PYIIHUKA — «IEPEBO/KBITKA KUTTA» YU «OOTUHS
beperuns» [2].

O06abiy LEHTPAJbHOrO €JEeMEHTa pO3TalllOBaHI CTUJII30BaHI 300pakKeHHs
NITaxiB, Kl 4acCTO aCOLIIIOTHCSA 3 JOOPOOYTOM, TapMOHIEI0 Ta POJUHHHUM IACTSIM.
BepxHs yactuHa poOOTH IPHUKpAIIeHa OPHAMEHTOM, SIKMI Harajaye COHsYHI CUMBOJIH
a00 BIHOK, 110 MiAKPECITIOE BECITIbHY TEMATHUKY.

Po6oTa Mae 4iTKy CUMETPUYHY KOMIIO3HUIIIIO, 1110 CTBOPIOE BIAYYTTS FapMOHIi
Ta NOpsAKy. 300pakeHHsl Harajaye TpaJuLiiHI YKpaiHCbKI 00eperu, siki nepeaaBain
rJIMOOKI CUMBOJIYHI 3HAUYEHHS 4epe3 IMO€JHAHHS T'€OMETPUYHHUX BI3EPYHKIB Ta
KOJbOPOBUX KOHTPACTIB.

VY 1poMy MaHHO B TEXHILl PEMIZHOIO TKalTBA BUKOPUCTOBYIOTHCS Pi3HI THUIH
TEXHOJIOTIYHUX IepervieTeHb. PeMi3He TKaluTBO Ja€ 3MOry CTBOPIOBATH F'€OMETPUYHI
BI3EPYHKM 3a paxyHOK 4YepryBaHHS HHUTOK OCHOBM 1 HITKAHHS Yy BU3HAYEHIN
MOCJIITOBHOCTI. Y 1iif poOOTi, IMOBIPHO, 3aCTOCOBAHI TaKi MEPEIICTEHHS:

1. [lepenyieTeHHs «ilamaHa capXa» — OCHOBHE, sike 3a0e3rnedye pIBHOMIPHUN
¢doHn. bisie 110 CTBOpEHE caMe UM MEPETIICTCHHSIM.

2. CapxeBe TMeperuieTeHHs (OpHaMEHTaldbHE) — BUKOPUCTOBYETHCS IS
CTBOPEHHSI YEPBOHMX BI3EpYHKIB. BOHO Jae MOXIMBICTH BHAUIATH KOHTPACTHI
JIEKOpPATUBHI €JIEMEHTH.

3. KoMmOiHOBaHe mepemieTeHHd — Ja€ 3MOry IO€JAHYBAaTH OCHOBHMHI (POH 13
OUIbII CKJIAQJHUMHU OpPHAMEHTAJIbHUMHU (Qopmamu. 3aBAsKd I1bOMYy B poOOTI
BIITBOPEHO YiTKI JIiHIT EHTPaILHOI0 00pa3y Ta CHMETpUYHUX AeTaneil [3].

VY uuioMy B mepeBaxkHi OUIBIIOCTI TBOPIB YKPAiHCHKUX MHTIIB MPUCYTHI
JIyXOBHI 3acaiu, SKI 3arajJoM MpUTaMaHHI yKpaiHChKI HapOAHIN Tpaauili.
30epekeHHsT Tpajullii € HEeOOXIAHUM €JEMEHTOM BIAPOJKEHHS CTapOoJaBHbOT
YKPAIHCBKOI KYJIBTYPH.

Bucnosku. IOpiii Kyxap ycnimHo ajgantye €JleMeHTH HAapOJAHOTO MUCTEILTBA
0 CY4aCHHX XyJOXKHIX BHMOT, 30epirarouy iXHIO aBTEHTHYHICTh. Moro po6oTH €
OPUKIAIOM IHTErpamii TpagulIHOrO YKpPaiHCHKOro TKalTBa B Cy4YacHUH
KYJIbTYPHUI KOHTEKCT.

TBopuicte Opis Kyxapsa cnpusie 30epekeHHIO 1 MOMyJsipu3allli peMi3HOro
TKaIlTBA, HAJAUXAIOYM CYYaCHUX MHTIIIB BHUKOPHUCTOBYBATH TPAJMINNAHI TEXHIKH B
HOBUX (opMmax. Moro minxin dopmye HoBe OadyeHHS HApPOIHOIO MHCTEITBA 5K
Joxepena 1HHoBalid. Ilomanbini AOCHIIXKEHHS JOMOMOXKYTh TJHOIIE 3pO3yMITH
3HAQYEHHSI PEMI3HOIO TKAallTBa Y CYYaCHOMY CBIiTI, 30€perTH HalllOHAJIbHY CHAAIIUHY
Ta PO3BUHYTH il HOBI Xy/I0KHI MOKJIUBOCTI.
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3ACOBU BUPA3ZHOCTI B APTKOCTIOMI

Anomauia. Pozenanymo 3acobu eupaznocmi y UOOSUWHOMY MeampanibHOM)
ma Kinemamozpagiunomy kocmiomax. Illepeniuveno ma oxapaxmepu3o8ano 3acobu
XY00XCHbOI  8UpA3HOCMI, ceped AKUX 30Kpema KOuip, ¢axmypa, meKkcmypa
mamepianie, 2eomempuyHuli eueisio gopmu. Buznaueno 63aemosé’sasku ma eniug
BUOOBUWHO20  KOCMIOMA HA — ACOYIAMUBHO-0Opa3He — CNPULHAMMA  JTI0OUHOIO
nepconadica. AKyeHmogano ygacy Ha apxemunax nepcoHad)cig y KiHo i meampi ma
8i0N0GIOHOCMI ACOYIAMUBHUX 3ACO0I8 BUPAZHOCTI 8 IXHIX KOCMIOMAX.

Knrwwuosi cnosa: 3acobu supasnocmi;, 6UOOBUWHULL KOCMIOM;, MUCMEYMeo,
ouzaun 0052y, OU3alH NepcoHa;ca.
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EXPRESSIVE MEANS IN ART COSTUME

Annotation. The paper explores the expressive means used in spectacular
theatrical and cinematographic costumes. It enumerates and characterizes artistic
expressive tools, including color, material texture, surface quality, and geometric

shape. The study identifies interrelations and the impact of spectacular costumes on
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the viewer’s associative and imaginative perception of characters. Special attention
is given to character archetypes in film and theatre, and to how associative
expressive means are reflected in their costumes.

Keywords: expressive means; spectacular costume; art; fashion design;
character design.

BinoMo, 110 KOCTIOM € BaXJIMBUM I1HCTPYMEHTOM CHPUUHATTA TJIAa4eM
MUCTEUbKUX TBOpIB, TaKUX SK TeaTpajibHa BHCTaBa, KIHOMDUIBM YW HaBITh
aHiMaUiiHui QiIbM. Y CydacHOMY CYCHIIBCTBI 3aBASKH HAasgBHOCTI LIMPOKOTO
ACOPTHUMEHTY aKTYaJIbHOTO OJSTy 3a BIJIHOCHO IOMIDHUMH I[IHAMH 30BHINIHIN
BUTJISIL JIIOJIMHU BK€ HE € 00’ €KTUBHUM KPHUTEPIEM JUJIsi BUSHAUYEHHS 1i COL[1aIbHOTO
CTaTyCy 4M piBHs MaTepiajibHOro Joctarky. Kpim Toro, cipoOu BU3SHAUMTH XapakTep,
yHoJ00aHHS YW COLIAJIbHUM CTaTyC JIIOJIMHU, COUPAIOYHUCH JIMLIE Ha ii Bi3yaJbHHM
o0pa3, MOXYTb CBIJYUTH IPO CTEPEOTUITHE MUCIECHHS, yHepeKEeHe CIPUUHATTS Ta
MOBEPXOBY OILIHKY 1HAMBIIYaJbHOCTI, III0 HE BIANOBIJIa€ COIIOKYJIBTYPHUM peaisiM
crorofieHHs. «TeaTpanbHe JIMLENINCTBO NEPETBOPIOE TUIMHHE XUTTS HA BUJIOBUIIE,
peaNbHUX aKTOPiB — Ha YOCOOJIEHHSI BUTaJJaHUX IepoiB, 1 pOJIb XyJ0KHUKA B LIbOMY
nporeci» [1, c. 10].

OpnHak y TBOpax MUCTELTBA, 30KpeMa y G1IbMax, caMe CTepPEOTUITHE MUCITEHHS
J0TIOMarae risjady 3a KOPOTKHUM 4yac 3p03yMITH SKHAHOUIbIIE PO TOrO YU 1HIIOTO
nepcoHaxka. «Y Mexax 1KOHOTpadiuHOro aHajizy HacaMmIiepe] BUKOPHCTOBYIOTbH
THUII3AI[i}0, [0 BUSBJSE HAHOUIbII BXXKMBaHI MOTHUBH, SIKI MOBTOPIOIOTHCS 1 CTAIOTh
06azoBumMu» [2, c.4]. Tak, Hanpukiaja, BUIBHHM CHJIyeT MOXE HATAKHYTH Ha
JIETKOBaXXKHY BJady Teposi, a BelHMKa KUIbKICTh MPUKpPAC CBIAYUTH MPO HOro
YEeCTOIFOOCTBO. ICHY€e MMPOKUI CHEKTp 3ac00iB BUPA3HOCTI, 3a JIOMOMOTOK) SIKUX
NepCOHaX1 Ha0yBalOTh TJIMOWHU, I1HAMBIAYATbHOCTI, CTAlOTh YIMi3HABAHUMH 1
He3a0yTHIMU I TUisiAada. 30Kpema, SCKpaBUM TMPUKIAJAOM € o0pasu, 110
yOCOOJIIOIOTh €MOLIMHI CTaHM, MPEACTABICHI B aHIMalIdHOMY QuibMi «JlymMkamu
HaBUBOPIT» («cTymdis Pixary) (puc. 1).

CyTHICTP KOXKHOTO TMEpPCOHaXXa BUPAKEHO 4Yepe3 KOCTIOM  MUIIXOM
3aCTOCYBaHHS BIAMOBIIHMX KOJIPHUX Ta CHIYETHUX pilleHb, (HaKTypH, TEKCTYypH
MaTepiaiiB TOIO, SKI € BI3yalbHUMH MapKepaMu HOro XapakTepy Ta CIPHUSIOThH
(GbopMyBaHHIO acOLIaTUBHO-O00PA3HOT0 CIPUMHSTTS CIOKETHOI JIIHIi TBOPY B LIJIOMY.
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Pucynoxk 1. I[lepconaxi animaniinoro ¢puibMy «JlyMkamMu HaBUBOPIT»
(«ctynis Pixary).

Cnig TakoX 3a3Ha4YMTH, IO KOCTIOM YacTO MOKE€ BKa3yBaTW Ha YacOBUH
nepioJl po3ropTaHHs OMOBiJl, OyTH AK MOOYTOBHUM, BiJOOpakaTH IMCUXOJOXIYHHM
ctaH, cdepy iHTepeciB, mpodecito MepcoHaka TOHO, TaK 1 Yy3arajJbHEHUM,
CUMBOJIIYHUM, A0CTPAKTHUM, BUKIMKATH TI UM 1HIII CYO’€KTHUBHI CY/KEHHS B
riigaya, CloHyKaluu Horo A0 po3ayMiB. KocTioM TicCHO MOB’Si3aHMM 13 CIOXKETOM
TBOPY 1 MOKE€ pO3MOBIIATH BJAcCHY ICTOPiI0 MPO TOrO YM IHUIOTO Trepos, Horo
MUHYJIE, BIPOCTIOBIJIaHHSI, COIIAJIbHO-KYJIBTYPHY NMpUHANICKHICTh. «KocTioM HaOyBae
CEMaHTUKOCEMIOTUYHOTO XapaKTepy 1 € HaJACKJIAJHUM IHTePAUCIUIUTIHAPHUM
SBUILEM, SIKE BUMAra€ BUKOPUCTAHHS IIUPOKOTO CIEKTpa crelupIyHuX aHATITHIHUX
3aCc001B 1 MOHSATH, LIJTICHO-KOMIUIEKCHOTO, CHHTETUYHO-CUHEPT€TUYHOTIO BUBUYEHHS»
[3, c. 135].

OTxe, aKTyaJIbHICTh TEMHU 3yMOBJIEHA TUM, 110 (UIBMHU, Ceplai Ta aHIMalliiHI
GIIbMU JTaBHO CTalld YACTHUHOIO TOBCSKIEHHOTO XHUTTS, a TeaTp YK€ MpPOTAroM
TPUBAJIOTO0 Yacy 3aJMIIAE€TbCS BaXJIUBUM €JIEMEHTOM XYJO0XKHBOI KOMYHIKAIIii.
3aco0uM  BHpa3HOCTI B  KOCTIOMax IHEpCOHaxiB, 1m0 GopMmyBaiucs Ta
BJIOCKOHAJIIOBAJIUCS BIPOJOBXK 1ICTOPUYHOIO PO3BUTKY, CIPABISAIOTH O€3MOcCepeIHii
BIUIUB Ha (POPMYBaHHS acOLIaTUBHO-OOPAa3HOTO CHPUMHSATTS TepOiB Ta CIOXKETIB y
H1JIOMY.
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OCOBJUBOCTI 30bPAKEHHSA ®I3BUYHUX CTPAXKIAHD JIIOJAUHU Y
BI3YAJIBHOMY MUCTEINTBI

Anomauia. /locnioxcyemvca mema QisuyHux cmpaxcoamv y 6i3yanbHOMY
Mucmeymeai 8i0 anmuyHocmi 0o cydachocmi. Ilpoananizoeano, sk mumyi pizHux
enox BUKOPUCMOBY8ANU 300padceHHs 0010 Ond BUPANCEHHS  KYIbMYPHUX,
penicitinux ma coyianvHux ioeu. Pozenanymo cumeoniKy milecHux cmparicoaHb
ma Cy4acHi XyO0OJCHI NPAKMUKU, WO HNepemeopiooms Oilb HA [HCMpPYMeHm
BUCTOBNIOBAHHA.
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Annotation. The presentation explores the depiction of physical suffering in
visual art from antiquity to the present. It analyzes how artists of different periods
have used images of pain to express cultural, religious, and social ideas. The paper
examines the symbolism of bodily suffering and highlights contemporary artistic
practices that transform pain into a medium of critical expression.

Keywords: physical suffering, visual art; pain;, symbolism; body, artistic
periods, social critique.

YpoaoBxk CTOMITh 300pakeHHS (I3UYHOrO OOJI0 3aTUIIAIOCS MOCTIHHUM
MOTHUBOM BI3yaJIbHOTO MHCTEITBAa. HUHI, B yMOBax BO€H, COLIaJIbHOI HEPIBHOCTI Ta
MeJlia, TeMa TUIECHUX CTpaXxJaHb HaOyBa€ HOBOI akTyallbHOCTi. BoHa nomnomarae He
JWIE aHali3yBaTH ICTOPUYHUN JOCBI, a MW OCMHUCIIOBAaTH MEX1 €MIarii,
perpe3eHTalli Ta €eTuK B MUCTenTB1. JlochikenHs npobiaemMu Bizyanizaili 00dto €
BOKJIMBUM JJIS1 PO3YMIHHS TOTO, SIK MUCTEUTBO (DiKCye, TpaHCHOPMYE Ta IHTEPIIPETYE
JIIOJICBKUN TOCB1Jl KPi3b MPU3MY TIIECHUX CTPaXKIaHb.

[Ipo6nema penpesenTalii 0010 B MUCTEUTB1 po3risaanacs B npaisx Cro3aH
3onrar («IIpo Oinp iHmMx») [1], Eneiin Ckeppi («The Body in Pain») [2], a Takox

202



CYyYaCHHUX JOCTIAHUKIB Bi3yaJdbHOI KYJbTYpH. Y BITUU3HSHOMY MHCTEUTBO3HABCTBI
30CEepE/KEHO yBary NEpPeBaXHO Ha peNiridHii Ta BOeHHIM ikoHorpadii. OmHak
KOMILJIEKCHOT'O MIDKJIMCUHUILTIHAPHOTO aHalli3y 300pakeHHs (I3MYHHUX CTPaKJIaHb y
PI3HHUX XYJOKHIX €M0Xax MOKU OpaKye, 10 BU3HAYA€E MOTPEOy IIbOT0 TOCTIIKEHHS.

Hocnimxennss M. buctpoi [3] npucBsiueH1 aHaiizy CyOKyJbTypHHX BHSBIB Y
MICBKOMY IpocTopi. 30Kpema, y MoHorpadii «Mypaaun B Cy4yacHOMY MICBKOMY
MpOCTOP» aBTOpPKa 3BEpPTAa€E yBary Ha BUKOPUCTAaHHS HApOAHUX MOTHUBIB Yy
BYJIMYHOMY MUCTEITBI SIK CIIOCO0Y 30epeKeHHs KyIbTYpHOI am’sITi.

CyuacHi cTyaii 3 KyJbTypHOI aHTpOnoJIorii, Ppigocodii MUCTEIITBA 1 TUIECHOCTI
(OK. Ienbo3 [4], M. Ddyko [5]) 3BepTaloTh yBary Ha TUIO SIK MHPOCTIp By,
KOHTpOJIt0 1 mpotecTy. i miaxoan AaroTh 3MOry po3risaaTi 300paxeHHs: 000 He
JUIIEe SK €CTETHMYHY KaTeropio, a i sK 1HCTPYMEHT IJUCKYPCHUBHOTO BIUIMBY B
CYCHJIbCTBI.

VY HOBITHIX MHUCTEUBKHMX MpaKTUKaX TOCIIJIHUKH MNPUIUISIOTH yBary TaKuUM
dbopmam, gk mnepdopMaHc, BiAeoapT, AapTIHCTAIALIL, 10 Oe3mocepeaHbO
BUKOPHUCTOBYIOTh (pi3vuHE TUIO sIK 3aci0 komyHikaiii. [Ipo6nematuka 00mt0 B 1ux
BUIAJIKaX BUXOJUTh 32 MEXI KJIACHMYHOI'O >KUBOIUCY U CTa€ OO0 €KTOM ETUYHUX
ne6atiB Ipo MeX1 MUCTEUTBA, TJIA1albKe CHIBIIEPEKUBAHHS Ta IIOKOBY €CTETHUKY.

Meta nmOCHKEHHS — MpoaHali3yBaTh €BOJIOLII0 300pakeHHS (PI3MYHUX
CTpaX/JaHb Yy Bi3yaJbHOMY MHUCTEUTBI BiJl aHTUYHOCTI JO CYy4acCHOCTI, BU3HAUYUTH
KJIFOUOBI CHUMBOJM, XYJIOKHI CTpaTerii Ta COLIOKYJbTYPHHH KOHTEKCT, y SIKOMY
(dbopmyeThCs Bi3yalabHUN 00pa3 00JI10.

JIns mOCSTHEHHS 1i€i METH 3aCTOCOBAHO MUDKAMCIUIUIIHAPDHUM MiAX1M, 110
MOEIHYE MMCTELTBO3HABYMM, KYJbTYpOJOTIYHUHN, (PLI0COPCHKUI Ta COLIaJIbHUIA
aHami3. MeToJ 1ICTOPUKO-CTUIICTUYHOIO JOCIIJKEHHSI BUKOPUCTAHO JJIsi BUBUYEHHS

XYJOXHIX €Nox; I1KOHOrpapiyHUM MeTOo[ — Uil PO3MM(pPYBAHHS CHUMBOJIKH
CTpaXJaHb; KOMMApAaTHUBHUN aHami3 — Ui MOPIBHAHHA Tpaguuid 1 3MIH Y
penpeseHTalli 00Jif0; METOJl KOHTEHT-aHali3y — Ui JAOCHIPKEHHS CY4YacHUX
apTIPaKTHK.

AHaJli3 BI3yaJbHOTO MUCTELTBA PI3HUX €MOX 3acCBiAUMB, IO 300pa’KEHHS
(GI3UYHUX CTpaXJaHb 3aBXAM Majlo I[IMOOKE CHUMBOJIIYHE, €TUYHE W €CTETHYHE
HaBaHTaXeHHs. B aHTMYHOMY MHCTENTBI O11b YAacTO aCOIIIOBABCS 3 TEPOi3MOM 1
00pOTH0010, HATOMICTh y XPUCTUSAHCHKOMY CEpPEAHHLOBIUHOMY OOpa3i BiH HaOyBae
CaKpaJIbHOTO 3MICTY SIK 3HAaK >KEpPTOBHOCTI 1 crniaciHHs. PeHecaHC MpUHIC aHATOMIYHY
TOYHICTh 1 HOBY yBary [0 IHAMBIAyaJbHOTO TiJIa, YOCOOJIIOIOUU CTPAXKIAHHS SK
MPOSIB T1JTHOCTI Ta AYXOBHOI CHUJIU.

Y mepiog 06apoko MHCTEITBO AaKICHTYBaJIO Ha €MOIIWHIA 1HTEHCHUBHOCTI,
MOEAHYIOYM TUIECHUM OUIb 13 PENiriiHUM €KCTa30M 4Yu TpariyHuMm nadocom. Y
MOJIEPHOMY Ta IOCTMOJICPHOMY MHCTELTBI TE€Ma CTPaKJIaHHS BUMUIIIA 32 MEXI
peniriiinoi abo repoivyHOi PUTOPUKU — OUTb MOCTA€E SIK HACHIAOK ICTOPUYHUX TPaBM,
COI[IaJILHOTO THCKY, MCUXOJIOTIYHUX cTaHiB. COTBOpeHe Tino, Aedopmalis ¢hopmu,
paauKalibHE BUKOPUCTAHHS Tija B nepdopMaHcax 4u 1HCTANALISAX HAOYJIW 3HAUCHHS
KECTy CHPOTUBY, aKTy MpoTecTy abo peduekcii Haa Bpa3iUBICTIO JIOJCHKOTO
1CHYBaHHS.
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OcoOnuBy yBary nOpHBEpPTa€ BUKOPUCTAHHS BIJIACHOTO TUIAa XYHOKHUKaMU
Cy4acHOCTI Ik 00’ekTa M cy0’ekrta mucrenrna. Lle pyliHye MexXy MK risgadeM i
TBOPOM, BUKJIMKAIOUM HE JIMIIE €CTETUYHY pEaKiliio, a W MOopajbHy 3aJIy4YEHICTb.
TakuM 4yuHOM, TUIECHI CTpPaXJaHHS B MUCTEUTBI MEPEXOJATh BiJ LIIOCTpauii 10
KOMYHIKaTUBHOT IJIaTQOPMH, 10 MPOBOKYE TUCKYCIl MPO CEHC JIOJSHOCTI, eMmatii
Ta MEXI1 pernpe3eHTarii.

Y xoml  pmochikeHHs — Bizyamizauilo  (pi3UYHUX  CcTpaxkaaHb  Oylo
CUCTEMATU30BAHO  3a  KJIIOYOBUMHU  XYJOXKHIMH  €MOXaMHU:  AHIMUYHICMb,
cepeoHvosiyus, Penecanc, 6apoxko, mooepn, XX—-XXI cmonimmsa. Taxkuii momin
JOTIOMIT TMPOCTEKUTH, SIK 3MIHIOBAIMCS XYJOXKHI 3aco0H, (yHKIII 300paskeHHs
005110, HOr0 1HTEpIpETaLlis 3aJI€KHO B1Jl ICTOPUYHOTO Ta KYJIBTYPHOTO KOHTEKCTY.

VY MucTenTBl aHTUYHOCTI (I3MYHMA O11b 4YacTO 300pa’kyBaBCsi B KOHTEKCTI
Mi(OJIOTIYHUX YU TEPOIYHUX CIIEH. 3Pa3KOBUM MPUKIATIOM € CKYJIBITypHA Tpyna
«JlaokooHn 1 #oro cuHW», J€ TIJIECHA HAmpyra nepenae He Jmume (¢(i3UdHe
CTpa)KJaHHs, a i MOpaJIbHY BeJINY reposi. buib TyT HE TPUHIKYE JTIOUHY, & HABIAKH
— YBUPA3HIOE ii HUISIXETHICTb.

VY  cepeAHBbOBIYHOMY XPHUCTUSIHCBKOMY MUCTEUTBI Olnb mepectae OyTH
IHAMBITYyaJIbHUM JOCBIJJOM — BIH CTa€ Oodxxcecmeennoro micicro. Po3n’arta Xpucra,
CIIEHHU MYK MYy4YeHUKiB, 00pa3 boropomumi 3 Meuem CkopOOTH BTUIIOIOTH
CAKpAaNbHUll CeHe cmpaxcOants K OYUIICHHS, )KePTBU 3apajiy CIACIHHS JO/CTBA.

B enoxy Penecancy TinecHICTh 3HOBY HaOyBae aBTOHOMIii. MalicTpu, SK-OT
Mikenanmpkeno abo KapaBamkio, 300paxyroTh CTpaKIaHHS 3 aHATOMIYHOIO
TOYHICTIO, MIJKPECTIOIYM SK (QI3UYHUA peani3M, TakK 1 BHYTPIIIHIO CHITY
ocobuctocTi. e Bxxe He nuIle JyXOBHA ajleropis, a ¥ JpaMaTUYHUI MICUXOJOTTYHUN
MNOPTPET JIFOAUHHU B TPAHUYHOMY CTaHI.

Bapoko BukopuctoBye 011b SIK Bi3yaldbHUN 3aCi0 MAKCUMAaJIbHOI'O €MOIIIITHOTO
BIUIUBY. /I[MHAMi4H1 KOMMO3UIIii, KOHTPACTH CBITJIA 1 TiHI, HAMIPyTa MIMIKH — ycCe IIe
cupsiMoBaHO Ha cTBopeHHs adekry. Kaprunu PybGenca, Benackeca, PemOpannara
OyKBaJIbHO 3aHYPIOIOTH TJIsf/1aya B ApaMy CTPaKIaHHS.

Y XX cromTTi OUTh AeAaii YacTillle OCMUCIIOETHCS Uepe3 TeMy TpPaBMH —
0COOHUCTOI, KOJIEKTUBHOI, icTopuyHOi. [likacco, 30kpema B «['epHili», MOKa3ye TLIO0
AK pO3IpBaHy MOBY, J¢ (hi3UYHE CTpakJaHHS CTAa€ KPUKOM COLIAIBHOTO OOIIO.
Excnpecionicty, Taki sk Otto [ikc un Eron Illine, gpikcyroTs TUI0 B cTaHi pylHalii,
CaMOTHOCTI, IICHXIYHOI HECTAOLILHOCTI.

CyyacHi XyJOKHHUKM YacCTO BUKOPHUCTOBYIOTh BJIACHE TUIO SIK 1HCTPYMEHT
npsiMoi KoMyHikaiii. ¥ neppopmancax Mapunu AOpamoBuu a6o Pona Atres Ou1b
nepecrtae OyTH 300paKEHHSM — BIH B1JIOyBa€TbCsl B pealbHOMY 4Yaci, CTal04u
YaCTUHOIO JOCBIY Iisigadya. Take MUCTEITBO BIIKPUBAE HOBI MUTAHHS — MPO €TUYHI
ME3K1, T03BOJICHE B MUCTEITBI 1 I[IHHICTH T1J1a SIK MPOCTOPY BUCIOBJICHHS.

BucHoBkn. 3o0paxkeHHs (I3UYHUX CTPaXKJaHb Yy BI3yaJIbHOMY MUCTELTBI
3aBxkAu Oyno OararomapoBUM 1 TJIMOOKMM BHPA3OM JIIOJCHKHUX MEpexuBaHb. Bin
AHTUYHOCTI JI0 CY4aCHOCTI CTPa)KJIaHHSI B MUCTEILTB1 BUKOHYBAJIM Pi3HI (PYHKIIIT: BIJl
CHMBOJIY T€POi3My Ta KEPTOBHOCTI B aHTUYHOCTI Ta CEPEAHBOBIYYI — JIO MCUXIYHUX 1
COIIaJIbHUX TPaBM Y MOAEPHICTCHKUX 1 TOCTMOJACPHICTCHKUX MPAKTUKAX.
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MuCTEenTBO 3MIHIOBAIOCS 3aJIEKHO BiJl KyJbTYPHUX Ta ICTOPUYHUX KOHTEKCTIB
1 ToMy 300pakeHHs1 00JIF0 HaOyBaJI0O HOBUX 3Ha4eHb. B aHTUYHOCTI 1 cepeHbOBIUY1
OUIb acolilOBaBCA 3 BUCOKMMHU MOPAJIbHUMU YU PENITIHHUMU 17€anamMu, TOAl K Y
Cy4yaCHOMY MHCTEUTBI BIH YacTO CTa€ CUMBOJIOM TJIMOOKOI TCHXOJIOTIYHOI YH
COLIIAJIbHOI TPaBMHU.

MuctenrBo XX—-XXI cronith, oco0auBo uepe3 nepdopMaHCH Ta BiJleoapr,
TaKOX aKTUBHO BUKOPHUCTOBYE (DI3UUHUI O1JIb SIK CIIOCIO KOMYHiKallli 0e31mocepeIHbO0
13 THsgadeM, [0 PO3MHBAE MEXI MK TBOPOM 1 MOTro CHPUMHSTTIM. XyHAOXKHUKH
PO3IIIAIal0Th CTPaXKIaHHS HE JIMIIE K €CTETUYHUMN YM ICTOPUYHUI (DeHOMEH, a U sK
OCOOHMCTICHMH JOCBi, IIOB’SI3aHMH 13 TIICCHOIO 1JCHTUYHICTIO, COI[laJIbHUMU
MUTAHHIMH Ta MOPATHHIUMH TUIEMaMHU.

Takum 4WHOM, NOCTIKEHHS 300pakeHHs OOJII0 B MHUCTEUTBl CBIIYUTH, IO
TE€Ma CTPAKJAHHS 3aJUIIAETHCS AKTYaJIbHOIO B PI3HUX €Moxax 1 CTHWISIX, Ha0yBaro4u
HOBHUX CEHCIB 1 3HaY€Hb 3aJIEKHO BiJ 4acCy Ta COLIOKYJIbTYPHOTO KOHTEKCTY.
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PRINTMAKING IN THE EXPANDED FIELD OR PRINT CULTURE
—IN SEARCH OF A METHODOLOGICAL FRAMEWORK FOR
RESEARCH ON CONTEMPORARY GRAPHIC ARTS

Annotation. The proposed text analyzes two potential methodological
frameworks for research on contemporary graphic arts, an area in which significant
transformations have taken place over the last two decades, both in terms of the
methods and tools used by artists, and in the area of the artist-work-spectator
relationship. The first group of transformations concerns the inclusion of new tools
for image producing (screen turn within digital print, laser cutting of the matrix,
inclusion of photocopying techniques into the framework of classic metal or stone
matrices, etc.), as well as new methods of making the image public (installations,
performances, exhibitions of matrices, audiovisual narratives, including interactive
forms based on mechanics taken from the world of digital games, etc.) in the area of
interest of printmakers and graphic artists. The second group of changes concerns
the increasing role of the spectator in the process of perceiving the work, resulting in
the expansion or outright abandonment of the contemplative model in favor of
interaction between the creator and the spectator through matrices art, the recipient's
interaction with the graphic dispositive prepared by the artist, or the recipient's co-
creation or co-participation in the process of graphic image creation. These changes
led to the need to reformulate analytical categories applied to the description of new
graphic forms.

The proposal presented in this text is to discuss and present the benefits, as
well as to indicate potential weaknesses resulting from the following methodological
decisions. Adapting the concept proposed by Rosalind Krauss for the study of new
forms of sculptural art known as the expanded field to the needs of the analysis of
contemporary graphic art. Transferring the concept of print culture used in
historical, library and literary studies to the area of analysis of graphic arts and
updating it in order to adapt it to the research needs regarding activities in the field
of contemporary graphic arts.

Key words: printmaking in the expanded field; print culture; printed image;
contemporary graphic arts.

The first decades of the 21st century brought interesting changes in the field of
graphic arts. Even thou they cannot be called a revolution yet, because they still do
not occupy a dominant position in the area of graphic arts in general, but they are
becoming increasingly visible artistic practices. They were undoubtedly caused by
the digital revolution, in the sense that we find in the bipartition proposed by
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Christine Paul in 2003, and — what is worth emphasizing — they do not concern prints
made using instruments of digital image creation, but creative practices using classic
printing tools. The effects of these practices escape the previous methods of analysis
rooted in classic aesthetic qualities. They cannot be subject to skills evaluation
criteria either, because the intentions of their creators go far beyond skills proficiency
or formal experiment. This means that it is necessary to create a new methodological
framework for research on contemporary graphic arts. The presented proposal is
preliminary in nature, and its aim is to probe whether the proposed framework will
prove useful in reflecting on the constantly evolving shape of contemporary graphic
arts.

The first transformation is associated with a turn in the artist-viewer
relationship that leads from contemplation of the work towards an interactive and
participatory model. The second is a semantic turn and leads from formal and skill-
based musings to addressing important socio-cultural topics of both a local and global
nature. These tendencies are largely correlated, i.e. many artists interested in
reflecting on the current challenges of reality pursue this subject within interactive or
participatory projects.

The aforementioned turns require the creation of new analytical frameworks.
Of course, one can — and I have been doing so for several years — draw on methods
developed in art theory for the analysis of all kinds of contemporary activities
situated in the field of art, such as relational aesthetics by Nicolas Bourriaud or the
model of participatory art proposed by Claire Bishop.

However, for some time now | have been postulating the establishment of two
separate methodological frameworks for research on contemporary graphics. When
proposing such a solution, I understand the methodological framework as a superior
structure that enables the positioning within it of research tools drawn from various
disciplines and, at the same time, allows for equipping the workshop of a graphic arts
researcher with a point of reference appropriate to the subject he or she is
researching, because it is rooted in both the technical and socio-cultural history of
printmaking itself.

The framework proposed for research on contemporary graphic arts is:

1. printmaking in the expanded field — 1.e. the transformation of the concept
originally proposed by Rosalind Krauss for the purposes of research on new forms
of sculpture so that they can be used to analyze diverse printing activities that
escape the categories of classical aesthetics and skills criteria;

2. printed image culture — a term referring to the well-established concept of print
culture in science, from which it can be distinguished as an analytical
subcategory, and at the same time suggesting its affiliation to and autonomy from
the concept used primarily in historical and bibliological research, and also to a
limited extent in literary studies.

Let's start by defining what printmaking in the expanded field is. After all, it
is not about historicizing domestication, which Rosalind Krauss directly opposed. It
is about clearly communicating that what we are looking at, or rather - taking into
account the practices for which this concept will prove useful - what we participate in
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or what we co-create, is in its essence a print, only that it abandons its previous skills-
defined framework. The expanded field of printmaking is therefore an important
signal of the entry of this artistic practice, although very late in this respect, into the
artistic reality of postmodernism. The expanded field of printmaking is based on two
important gestures: the negation of the artist's exclusivity in the creative process and
his technical experiments, shrouded in an almost alchemical mystery, and the
simultaneous commonality of matrix-like activities. When Krauss states, that we
know very well what sculpture is [1, 33] and refers to the historical limitation of this
category, which places it in the logic of a monument, and then describes the changes
that have taken place within it under the influence of modernism, making sculpture a
negative category consisting in being "not-that", that is, almost not being despite
having a very solid volume, we already know that the theorist aims in this way to
create a completely new structure for describing sculpture. It becomes an expanded
field that allows us to see sculpture as only one term on the periphery of a field in
which there are other, differently structured possibilities [1, 38]. In the case of
sculpture, these possibilities take the form of "marked sites", "axiomatic structures"
or "site-construction". The modernist attitude of the defenders of media purity,
pointed out by Krauss, towards such a positioned sculpture indeed, as the theoretician
notes derives from the modernist demand for the purity and separateness of the
various mediums (and thus the necessary specialization of a practitioner within a
given medium) [1, 42]. Let us stop at this statement for now, because it can help us
justify the need to introduce the category of printmaking in the expanded field. This
i1s necessary because in the area of artistic printmaking, modernist tendencies of
purity of the artistic medium, perfection of workmanship and the primacy of formal
and technical exploration over transmitting ideas or initiating discussion are still very
strong. The expanded field is therefore necessary both for graphic activities that are
situated on the border of "not-/not-", as well as for those that do not fit into the
modernist paradigm, e.g. using a digitally programmed laser to create a woodcut
matrix or producing only an ephemeral print that will be quickly destroyed. Because
within these activities, the essence is neither the matrix itself nor the print created on
its basis. One or both of them serve to create a specific situation between the artist
and the viewer, as in Zuzanna Dyrda's graphic performance ‘Marking’, in which
prints in the form of the fingertips of the performance participants were printed on the
artist's pregnant belly. The essence of this action was neither a technical experiment
nor the creation of a perfect print, but a temporarily formed community and
discussion about the socio-cultural practices to which pregnant women are subjected.
Print here turned out to be only a transmission belt of meanings, not a separate,
independent object.

Jan Stefan Pettersson, a graphic artist and theoretician formely associated
with the University of Oslo, was one of the initiators of the first discussion on the
possibilities that introducing the concept of graphics into an expanded field might
offer. In the Preface to the publication summarizing the scientific seminar organized
in 2015, Pettersson notes, following Krauss's lead, that printmaking in the expanded
field occurs as soon as we start to question tradition and art history together with the
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problematic set criteria that Modernism founded. [2, 29]. It is worth emphasizing
that the subtitle of this publication is ‘A pocketbook to the future. Collected text and
thoughts’. Thus, the organizers and participants themselves suggested on the cover
that the purpose of the discussion they undertook was to determine potential
directions for development, and not to summarize the existing state of affairs.

The methodological framework of printmaking in the expanded field is not
only an analytical construct that can be used in research on contemporary graphics,
but it also carries a liberating potential for graphic practice itself. One of the most
important questions that artists working in the area of relational art, as well as
participatory art, or broadly speaking pro-social art, ask themselves today is the
question of the purpose that their actions are to serve, and the means used depend on
its definition. This in turn leads us to perceive art both as a field of constantly
redefined relations and to understand it as a communicative action. And this leads us
directly to print culture and the related concept of the printed image culture.

The dominant part of the history of printmaking places it in the
communication paradigm. It loses this role, or perhaps we should say renounces it,
only in the 20th century, devoting itself almost entirely to the formal experiments
already mentioned many times. In view of the challenges of today’s artistic practice,
it is worth recalling Roca's correct observation:

Printmaking is a tool, and a powerful one at that. But only by acknowledging
that its intrinsic qualities make it ideal for saying something that cannot be said
equally well in other media can print be reclaimed from technique-as-content and be
understood as content through technique. But what can be gained from territorializing
technique? Self-isolation can be traced to the medieval guilds *definition of standards
and commercial territory, craftsmanship as a commodity that had to be defended. In a
way, printmakers created islands within the sea of artistic practice, colonies of like-
minded individuals working together within indifferent or hostile realms [3, 3].

The power of printed image is evidenced by the individual practices of Diane
Victor, Angela Snieder, Ellen Karin Maehlum, and Pamela Dodds, and in Poland by
Kamil Kocurek, Michal Krawiec, Wojciech Tylbor-Kubrakiewicz, Mariusz
Filipowicz, and Stefan Kaczmarek, as well as the impact of image-symbols widely
distributed and introduced into circulation by graphic artists, such as the screen-
printed portrait of Barack Obama with the slogan Hope, or the profile of a woman's
head pierced with a red lightning bolt, which became the visual symbol of the Black
Marches in Poland at the turn of 2020 and 2021. The aforementioned images belong
to the domain of printed image culture.

If we consider the culture of printed image, i.e. the culture produced on the
basis of widely distributed images resulting from diverse matrix practices, as a
culture with catalytic potential, then the above-mentioned examples of the Barack
Obama poster or the graphic logo of the Women's Strike are characterized by an
almost literally understood agency.

It is of course difficult to speak of this type of agency in relation to the
activities undertaken by graphic artists, usually in the closed spaces of galleries or
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museums. However, recognizing the catalytic potential of printmaking is possible and

justified. It results primarily from the features that characterize it, such as:

3. a wide possibility of distributing a graphic/printed image, the creation of which
does not have to entail significant costs;

4. a natural connection of printmaking with sciences, especially mathematical and
natural sciences, resulting from historical connections, which makes it an
interesting carrier of concepts related to, for example, contemporary relationships
between technical development and human life;

5. the involvement it evokes when the matrix and the print created on its basis in real
time become a transmission belt between the creator and the recipient.

The methodological proposal outlined in this text is a preliminary response to
the changes taking place in graphic practice over the last two decades. It requires
refinement, of course, but in this form — in accordance with the author’s intentions —
it should above all open up a field of discussion both among researchers of
contemporary graphic art and creators who wish to embed it in an expanded field and
once again make it an important player in communication and social practice.
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OLFACTORY ART HISTORY, INVISIBLE AND
INVISIBILIZED: THE NEED TO RETHINK THE ART
COLLECTIONS SYSTEM IN FAVOR OF EDUCATION

Annotation. Since the beginning of the 20th century, many artists have been
incorporating the living into their work, questioning the material durability of it. This
inevitably requires institutions to rethink the classic codes of their collections and the
resulting safeguarding systems, such as archiving, conservation and restoration.
While new protocols have been devised to ensure the heritage of certain ephemeral
works, olfactory art still seems to be too timidly integrated into the collections of
contemporary institutions. How can we rethink their system to open them up to the
world of scents, and thus enhance the value of an art history that is still too little
known? What does this absence say about our relationship with smells? Who should
play the role of educator, the museum or the school?

Key words: scents; collections, ephemeral; conservation, heritage;
museology; education.

Although art and scents have existed side by side for several centuries,

notably through perfumes and incense, so-called « olfactory »1 artists only
appeared at the end of the 1980s.

At the same time, the conservation of works of modern and contemporary art
became a major concern for many museum institutions around the world. In order to
develop new theoretical models and practical tools, curators, historians and artists
formed research groups focused on collections, with the aim of responding to the

issues raised by the use of fragile or perishable materials2.

And while the sense of smell has often been relegated to the rank of last sense,
this paradigm seems to be changing. Accentuated by the covid-19 pandemic, which
revealed its importance, more and more research into art history or olfactory
museology is appearing in the 21st century. However, despite the growing number of
scented works and the willingness of institutions to collect ephemeral and fragile
contemporary works, they still seem to be timidly integrated into exhibition spaces
and still seem too be absent from collections. Whether for economic reasons or
because preservation issues are more complicated to resolve, this absence tends to
make a whole area of art history invisible, and perpetuates a learning process based
largely on vision: «As conservators we are often concerned with preserving the
appearance of a work of art. This focus on appearance is appropriate for traditional
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art in which the viewer’s experience is purely visual. »
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What does it mean when art institutions are so slow to integrate all the senses?
Doesn't the devaluation of some of them tend to wipe out a whole range that is
conducive to our education? Or even to erase part of our heritage, necessary for
understanding our world and the world to come? Why do scented works seem to
cause so much concern when it comes to integrating them into collections? What is
the origin of this absence? Is it a societal or educational result?

Fortunately, some institutions are striving to set up conservation and
archiving protocols to accommodate olfactory works. London's Tate Gallery is
surely one of the most innovative in the constant reshaping of its collections.
According to the conference « From Marble to Chocolate. The Conservation of
Modern Sculpture » in September 1995, the museum's teams set about dissecting the
components of a dozen works ranging from marble to chocolate or composite
materials. Meticulous protocols carried out by various curators detail, on the one
hand, in the report, ways of caring for and repairing the works, and on the other,
techniques for conserving them. Indeed, living materials are constantly changing,
even deteriorating very rapidly, and therefore require other forms of attention: «7he
aims of contemporary artists and the materials they use are less obvious than in the
past, and this has an impact on the conservation approach. Often the artist will
deliberately confront the public with the processor decay by using materials with

degenerate. »#

Some institutions even go so far as to « farm » living organisms to replace
parts of the work and thus ensure its perpetuity. This is the case of the Centre
Pompidou (France) and the Art Gallery of Ontario (Canada) for Adrian Villar Rojas'

Today We Reboot the Planet (2013)3, a work composed of plants, among other
things. Could we imagine a laboratory for recomposing the smells of olfactory
works?

Marie Fraser asks: « What do collections conceal and what can they reveal

about their past? »© Many art histories have been hidden for political or social

reasons’. We are of course referring of the oppression of some populations, the
oppression of women, etc., who are not the only ones to have suffered from Western
and patriarchal supremacy.

If we are to understand our world and embrace its past, both tragic and happy,
to transmit this history as it should be, it is vital to highlight each of its elements.
And while highlighting our senses may seem far removed from human
differentiation according to gender, origin, validity or sexual orientation, this

invisibilisation nonetheless demonstrates a form of sensory classification8, as well
as our position as a species. Because smelling means to be animal. Once again, by
controlling the odors of our bodies and our environments, we are distancing
ourselves from our deep animal nature, imposing ourselves as superiors over other
living species. This position is leading us towards the ecological catastrophes we are
currently observing (Philippe Descola, Pierre Madelain, Baptiste Morizot). If we
are to pass on our history as effectively as possible and understand the world, we
need to tell all the chapters on an equal footing. As Edouard Glissant put it: « To tell
the world is to enter into real, complete contact, outside history, with the trembling,
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the haunting, the warming, the gentleness, the violence, the eruption, the tranquillity
of the world ». In other words, confronting all its components.

Doesn't this absence also stem from a more general lack of olfactory training?
The lack of olfactory vocabulary and education means that mastery of the subject is
still in its infancy, and learning through the nose, except for certain professions
such as oenology or perfumery, is still rare. However, a number of initiatives

do exist: associations such as « Nez en herbe »10 aim to educate the sense of
smell from childhood, so that we can perceive our environment more clearly

than by sight or sound; more and more art schoolsll are including courses and
workshops on smells; and a number of museums are offering olfactory

displays12 in their exhibition spacesl3. This is just the beginning of a desire to
communicate and educate through all our senses. If, with our visio-centric habits,
the invisible is not so easy to convey, recent developments in museum and education
systems underline a real desire to preserve all forms of history and heritage. Art
institutions could therefore be an ideal laboratory for this learning process, while
ensuring the preservation and more accurate teaching of an art history that is still
being written.

The absence of scents from art collections once again underlines our distanced
relationship with senses perceived as uncontrollable, animal or minor.

Rethinking their system by incorporating olfactory works would enable us to
highlight this history of art that is still too little known. This calls for the creation of
specific tools and spaces to facilitate museums visits. Could art institutions become
laboratories for the conservation of sensory art heritage?

In the words of the artist Jean-Pierre Bertrand, the invisible does not exist; to « see »
it, all we have to do is change wavelengthl4. Accompanied by education in the
sense of smell and artistic teaching about a history that is still being written, it is
time to «desinvisiblized » smells.
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Celqgizl 5
CYUYACHA JIN3AUH-OCBITA

Ceimnana JIOIIYXOBA

Joyenum, 3acnysicenuii xy0oxcHuk Ykpainu,

suxnaoay kageopu epaghiunoco ouzainy

Kuiscvkozo nayionanvnozo ynieepcumemy Kyaibmypu i Mucmeymas
(m. Kuis, Ykpaina)

AKAJEMIYHI OBPA3OTBOPYI JUCHUIIJIITHA Y NPODECIMHIN
HNIATOTOBII MAWBYTHIX IN3AVMHEPIB

Anomauia. Po3ens0aromscs NpUHYUnNU OHOGNEHHS NPOSPAMU  080J00IHHS
00pazomeopuor0 MaticmepHicmio, MemoOudHi ma NPaAKmMuyHi Acnekmu HAaAG84YaHHs
PUCYHKY ma JHCUBONUCY cmyoeHmie gaxkyromemy ouzatny. Ha oymxy asmopa,
AKMyanbHa HAGUANbHA NPO2PAMAa NOBUHHA 0OA3YBAMUCS HA OCHOBHUX MEmOOUYHUX
NOJIOHCEHHAX AKAOEMIYHOI WKOIU 3 YPAXYBAHHAM NPOEKMHOI cneyuiku npogheciiinoi
oisinbrHocmi ousaiinepa. Ilpoananizoeano pesynomamu mooepHizayii npoepamu ma
Memooie  HaguawHs.  J{OCniOKHCYylomucsa  acnekmu  (pOPpMYAHHA — 2APMOHIUHOL
ocobucmocmi  WIAXOM PO3GUMKY MEOPY020 NOMEHYIANy, aHANi3YEMbC GNIUG
gipmyanbHo2o I Mmediacepedosuwya Ha GOpMYy8aHHs NPOQPeciHUX  HABUHOK
MabymHv020 ousatinepa.

Kniowuosi cnosea: memoo;, mexnonozii;, OuszauH;, PUCYHOK,  IHCUBONUC,
aKaoemiyHuli.

Svitlana LOPUKHOV A

Associate Professor, Honored Artist of Ukraine,
Department of Graphic Design

Kyiv National University of Culture and Arts
(Kyiv, Ukraine)

Annotation. The article deals with principles of developing a program for
mastering fine skills and methodological and practical aspects of teaching drawing
and painting to students of the Faculty of Design. According to the author, the
curriculum should be based on basic methodological provisions of the academic
school, taking into account project specifics of the designer’s professional activity.
The author analyzes the results of the program and teaching methods modernization.
The article also researches aspects of harmonious personality formation by means of
creative potential development and analyzes an influence of the virtual and media
environment on the formation of the future designer’s professional skills.

Keywords: method; technology; design, drawing; painting; academic.
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HuHi nu3ailH € He auIe OJHIEI0 31 CKIAJOBUX MpOLIECYy BUPOOHMIITBA, a
YVHIBEPCAIbHUM METOJOM TMPOEKTYBaHHSA, SKUMA MOXe OyTH BUKOPHCTAHHIMA
MPaKTUYHO B Oyab-aKii cepi AISUIBHOCTI JIIOJIUHU, YAOCKOHAIIOKYH ii 3 TOUKH 30PY
013HeC-(PyHKIIIOHAIBHOCTI, TOTPeO CIOKKUBava Ta €CTeTUYHOI Bizyamizalli. O0’ekTom
MIPOEKTYBAHHS € HE JIMIIEe caM BHUPIO, a i 1u3ailHepchbka KOHUEILIS MPOAYKTY, HOro
KOHKYPEHTOCIPOMOXKHICTh, YNOJ00aHHS CHOXKMBaya, CTUMYJIIOBAHHS Ta HAasBHICTb
nonuty Ha BupiO. OCHOBHE 3aBAAaHHS CY4YaCHOIO JU3aiiHy — 3aJ0BOJIbHUTU
YTWIITApHI Ta €CTETUYHI MOTPeOU JIIOAUHU, MOEAHYIOUH B OO €KTI MPOEKTYBAHHS
pe3yibTaT 1HXKEHEPHOI MNPAaKTUKU (BIAMOBIAHICT NPU3HAYEHHIO) Ta €CTETHUYHY
CKJIQJIOBY (XyIOXKHIN «00pas»).

Ha cywyacHoMy erami pO3BUTKY Tajly3l AM3aiiHEp 3MYyLIEHUI MpaloBaTH B
yMOBax, IO BUPI3HAIOTHCS BHCOKOIO AMHAMIYHICTIO W OCOOJMBOIO CTPYKTYPHOIO
ckiagHicTio. PaxiBUAM ranays3i JU3ailH-OCBITH HEOOXIIHO PO3YMITH 1 BpaxoBYBaTu
BUKJIMKM ChOTOJCHHS, CyTh HOBUX MpOOJieM 1 MOTped au3aiiHy, 110 JOMOMOXE Y
BU3HAYEHHI IIJISAXIB peani3alii CBoro TBOPYOro MOTEHLIANY Ta TOCATHEHHS OaKaHOTo
pe3yibTaTy y pO3B’si3aHHI MOCTaBIEHUX 3aBaaHb. Bigmosimno y 3BO, ne €
dakynbpTeTH au3aiiHy, OCOOJIMBOI aKTyaJdbHOCTI HaOyBae mpolOsiemMa MojJepHi3alii
3MICTY 1 LJIe mpodeciiiHOi MIATOTOBKU CTYAEHTIB. 3aB/laHHs HABYAJIbHOTO 3aKJIaITy
— natu MaOyTHIM (axiBusM (QyHIaMEHTalbHI 3HAHHS 1 COpPMyBaTH MpPaKTUYHI
HAaBUYKMA Ta BMIHHS, HEOOXIAHI s ToAanbiioi mNpodeciiHoi  AiSIBLHOCTI.
He3Baxatouu Ha MOCTYNOBE OBOJIOAIHHS €BPONEUCHKUMH MIJIXOJIaMU IO OCBITHHOTO
Ipolecy, y3aralbHEHHS BHUKJIAAAIlbKOIO JOCBIYy Ta BHUSBIEHHS TEHJCHIIIH
NOJANBIINX 3MIH y raiysi Ju3ailHy, IeAaroriuHa MeToJuKa JUCUUILUIIH XyJA0XKHBO-
TBOPYOI'O CHPSIMYBaHHS NOTpeO0ye NEBHUX OHOBJIEHb, AaJI€KBAaTHUX TIIHMOOKUM
mpoiiecaM MOJIEpHi3allii, Kl IepeKuBae BITYM3HSAHA AU3alHEPChKA IIKOJA MPOTATOM
OCTaHHBOTO MEPIOTY.

PucyHok 1 *xuBONUC [K crmoci0 00’€KTUBHOI Nepefadi Ha IUIOMIMHI 00pasiB
peaJbHOro TPUBHUMIPHOTO CBITy, O€3MepeyHO, € BaXJIMBUMH KOMIIOHEHTaMU
HaBYaHHA Ju3aiiHy. TpaauiiiiHa HaByajdbHa HIporpama, sika BYHUTH OBOJIOJIBATH
HUMH, BUPIZHSAETHCS YHIBEPCAIBHICTIO ¥ OpPIEHTOBHO BKJIIOYAE TPU TEMaTUUHI
po3ninu: «['eomerpuuni dopmu», «HatopmopT» 1 MIACYMKOBHM CTyHiHb —
«JIronnHa». MeTa HaBYaHHS 3a LIE€I0 MPOTrPamMoOI0 — PO3BUTOK XYyA0XKHBO-TBOPUHUX
3110HOCTEH CTYAEHTIB, 30pOBOI MaM’STl, €CTETUYHOTO CIPUUHATTS HABKOJMIIHHOTO
CBITY; OBOJIOJIIHHS BMIHHSIMM Ta HaBUYKAaMH XYyJAOXKHbOI  JISJIBHOCTI  —
pi3HOMaHITHUMHU ¢dopMaMu Ta crocobamu 300pakeHHS Ha IUIONIMHI (3 HATYpH,
nam’sTi, ysBH); BUXOBAHHS KyJbTYpU CIPUUHSITTS TBOPIB MUCTEITBA, apXiTEKTypH
Ta AU3alHy.

3 HOBITHIMH TEXHOJIOTISIMH CY4YacH1 JITH 3HAHOMJISATHCS 1€ JOMIKIIbHSATAMHU.
Huni HEMOXKJIMBO YSIBUTH MOJIOAY JIIOAMHY 0e3 rajkeTiB. [loeqnanHs peaibHOCTI
BIPTYQJIBHOCTI € HEBIJI €MHOIO YAaCTHHOIO TMOBCSKICHHOTO JKUTTS Cy4aCHOI MOJIOJII.
[HTEHCUBHUI 1HTENEKTyalbHUN PO3BUTOK Ta OCBIYEHICTb MOJIOJOTO IOKOJIIHHS
JAI0Th MOXJIMBICTh AKTHMBHO 1 IOBHOLIHHO BHKOPHUCTOBYBAaTU 1H(1)0pMau1HHo—
KOMYHIKAIIi{HI TEXHOJIOT1] B HAaBYAJBHUX LUIAX. BUKOpPHUCTaHHS KOMI FOTEPHOIO
YCTaTKyBaHHS, OBOJIOAIHHA SIKMM MOTpeOYy€ 3HAYHOI YaCTHMHU OOCSTY 4acy OCBITHIX

mporpaM, 3MYCHJIO HaBYalibHI 3aKjaayd 3HAYHO CKOPOTUTH KUJIbKICTh TOJIMH,
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BIJIBEJICHUX Ha BY3bKOCIICIIiaT130BaH1 00pa30TBOPpYl JUCIUILIIHH.

3 orsiy Ha HOB1 OOCTaBUHU TPAAUIINHY MpOrpaMmy JUCHUILIIHU «PUCYHOK 1
’KUBOIUCY» aBTOPOM CTaTTi OyJ0 aJanToBaHO MJiA JAW3aHEPCHKOro HaIpsMy 1
OCHOBHE MICII€ TOCUIM 3aBJaHHs, MOB’S3aHl 31 CHeliaIbHUM MpoQiieM OCBITHBOI
nporpamu. OHOBJIEHA IPOrpaMa CKIIAJIA€ThCS 3 ayAUTOPHOI MPAKTUYHOT poOOTH HaA
HAaTypHUMM TIOCTAaHOBKAMH, a TaKOX TBOpYOi poOOTHM HajA CTUIII30BAHUMHU
KOMITO3MIIISIMU 1 XyJI0XKHIM 00pa3oM 13 BUKOPUCTAHHSAM KOMIT FOTEPHUX TEXHOJIOTIH.
Yepes ckOpoUyeHHS! TEpMiHY BUKOHAHHS 3aBJlaHb OyJIO BUPILIEHO 3MEHIIUTH PO3MIp
npakTUYHUX poOIT 13 popmaty A2 no A3 i A4. 3miHuIack 1 MeTa 3aBJaHb: 3aMiCTh
TOCSTHEHHS rpad1yHOi TOCKOHAIOCTI apKylia — (GopMyBaHHS HABUYOK KOMITO3HUIIIi Ta
OCMMCIIEHE KpEaTUBHE CTPYKTYpPYBaHHS 300pakKeHHS.

VY mporpami 3amuIIMIMCS 3aBJaHHS aKaJEeMIYHOTO XapaKTepy — PUCYHOK 1
’KUBOIUC 13 HATYpH, HEOOX1AHI SISl OBOJIOJIIHHS OCHOBAMM XYJ0XKHBO1 KYJIbTYpHU Ta
NPAaKTUYHUMU HABUYKAMU CTBOPEHHS PEATICTUYHOTO 300pakeHHs. AKajaeMiuHi
3aBJAaHHS Jal0Th (YHAAMEHTAJIbHI 3HaHHSA O0Opa30TBOPUYOi T'PAMOTH, PO3YMIHHS
TaKUX MOHSTh, SIK KOMIIO3HUIIisl, IPONOPLIi, KOJIOPUT, TOH, 00’€M, SKUMU JHU3AHHED
MOCTIIHO onepyBaTuMe B IpodeciitHiil poOoTi He3anexHo Bif ii HanpsaMmy. BogHouac
10 mporpamMu Oyio aoAaHO OJIOK HOBHMX 3aBJaHb — CTBOPEHHS CTHUJII30BaHOTO
300paxkeHHs Ha 3amaHy Temy. KpeatuBHa po0OoTa Haja MNOMIOHMMHU 3aBIAHHSIMU
PO3KpHBa€ TBOPUMM TMOTEHIIAJ OCOOUCTOCTI, PO3BHUBAE 00’ €MHO-IIPOCTOPOBE,
aHAJITUYHE Ta acollaTUBHE MHCICHHS, BUYWUTHh BOJIOJITA TpadiyHOI0 MOBOKO 3
BUKOPUCTAaHHAM PI3HUX XYJO0KHIX MaTepiaiiB 1 uupoBux TexHojorid. CTyIeHT Mae
Harojay BIMINTH B1J CTEPEOTUIHOTO MHUCIEHHS B OIK «JIU3aHHEPCHKOTO» — OLIbII
YMOBHOro, 0Opa3HOro Ta abCTparoBaHOro, JOCSITTH PO3KPIMAYCHHS B TEXHII,
KOJIPHUX PIMICHHSIX, JEKOpPaTHUBHUX rpadpiuyHux TpaHchopmaiisx. Po3B’s3aHHs
HETPUBIAJbHUX 3aBJIaHb BUXOBYE BIIUYTTS CTHIIIO Ta €CTETUYHHI CMakK, pO3BHUBAE
(aHTa3ito, NiABULLYE MACTEPHICTb.

Bapro 3a3HaunMTH, 1010 BUKOPUCTaHHS HOBITHIX TEXHOJOTIA y HaBYalbHIN
poboTi Mae 1 HeraTuBHY cTopoHy. Ha naHmii yac icHye macmTaOHUM dianazoH
MepexeBUX iaThopm, A€ CTYACHT MOXKE 3HAUTU 300paKeHHS, K€ BIANOBIIA€ Oy Ib-
AKIA TEMl HaBuYaJbHOTO 3aBAaHHsA. Ha »xamp, JesKi CTYIOEHTH 3J0BXHUBAIOThH
JOCTYIHICTIO PecypciB 1 0€3COPOMHO BUKOPHUCTOBYIOTh uyxki JopoOku. [IpoGnema
no0poYecHOCTI ¥ 1iariaty akryanbHa K Hikond. CTyJeHTH CHHCYIOTh Ha
KOHTPOJIBHUX 3axX0J1aX, (paibCcu(ikyroTh /1aHi, KYMylOTh MUCbMOBI pOOOTH, KPaTyTh
300pakeHHs Tomo. Ha ’xanmb, BUKJIagad HE 3aBXAM MOXE MPOKOHTPOJIOBATH i
0€3B1ANOBIJAIFHUX 0Ci0, @ B OCBITHBOMY CEPEJOBHIII MOKHU 1110 HE BiAIpalbOBaHa
JIl€eBa METO/IMKA 3anmo0iranus ariaty [2].

HaBuanbuuii 3aknan He 37aTHUM 3reHepyBaTy TanaHT. 3BO nuiie gonomarae
PO3KPUTH TBOPUMM MOTEHIlian cTyaeHTa. O01apoBaHICTh, TPUPOJIHUN XUCT JIIOAUHU
BIIKPUBAIOTHCA y BIANOBIHOMY CEpENOBHUILI a00 CaMOCTIMHO 3a yMOB HasiBHOCTI
pAly XapaKTEepHUX SAKOCTEeW: CcaMOOYyTHOCTI, TBOpPYOi ySBH, CMUIMBOCTI W
HE3aJIC)KHOCTI1 CYJI’KE€Hb, JMCIMILIIHOBAHOCTI, HAITOJIETJIMBOCTI, MOYYTTS
BI/IMOBIAANBHOCTI, TOTOBHOCTI MOPYIIYBaTH 1 pO3B’SI3yBaTh NPOOJIEMU, BMIHHS
MJIAaHYBaTH 1 KPUTUYHO OIIHIOBATH CBOIO JIsUIBHICTH ToIno. IIpaBna, y TamaHOBUTHX

O0COOMCTOCTEN NOCUTh YAaCTO CHOCTEPIraroThCs HENMpUBAOIWBI 1HAWBIAYaJbHI PUCH,
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K1 BUKIHMKAIOTh HETATUBHY OIIIHKY OTOYYIOYHUX, — IMIIYJbCUBHUN TEMIIEPaMEHT,
€rOLEHTPU3M, HEBPIBHOBAXKEHICTb, CAMOBIIEBHEHICTh, €MAaTakKHAa MOBEJIHKA,
ITHOpYBaHHS JYMKH KOJIET YM BUKJIagayviB [1].

AHani3 MO3UTUBHOTO JOCBIAY POOOTH 32 OHOBJIEHOIO MPOTPaMOI0 TUCUUILIIHU
«PHUCYHOK 1 JKMBOIHCY» Jla€ aBTOPY CTATTI MiJICTaBU KOHCTATyBaTH, 1O MapayeiibHe
3aCTOCYBaHHS CTYJEHTOM NPHUKJIAAHUX 00pa30TBOPUYMX HABUYOK, HAOYTHUX 3aBISKH
PUCYHKY Ta »HUBONUCY 3 HaTypu, Ta BMiHb MpauioBaTd y uudpoBomy dopmari
CHPUSIIOTH OBOJIOJIIHHIO OCHOBAMH XYJI0KHBOI KYJIbTYPH 1 POPMYBAaHHIO TPAKTUUHUX
HAaBUYOK, 3aTpeOyBaHMX y JM3ailHI B MpPOLECI CTBOPEHHS €CTETHMYHOI'O MPOIYKTY
MpOEKTyBaHHsA. JlaHa METOJ0JIOTiS HaBYaHHS CIPSIMOBaHAa Ha CBIJOME OBOJIOJIIHHS
npodeciero, po3BUTOK 1HAMBIAYaTbHOIO KPEATUBHOIO MUCIEHHS U MPAaKTUYHOIO
IHTENIEKTY, 110 OPIEHTYE CTYACHTIB Ha BUXIJ 3a PAaMKH CTEPEOTUITHUX IIA0JOHHUX
pillieHb 3 METOI IMONIYKY HECTaHAAPTHUX, CTUMYJIOE /10 MEPEOCMUCICHHS BKe
ICHYIOUMX 1]1efl 1 HApOKEHHSI HOBUX.

VYV cdept u3aiiH-OCBITH ICHYIOTh Pi3HI TOYKHM 30py Ha ONTHUMAJIbHY
OpraHizalil0 HaBYAJbHOIO MPOLECY, TPHUBAIOTh AMCKYCli I[I0AO0 NPUHILMIIB Ta
e(heKTUBHUX METOJ[IB HAaBYAHHS, MEBHUX YMOBHOCTEH Ta IMOBEMIHKOBHUX KJiiie. Y
CyyaCHHX YyMOBaX BHKJIaJad O0Opa30TBOPYMX JUCUUIUIIH €  «IOJABIMHUMY
npodecioHanoM: OJHOYACHO AW3alHEpOM 1 CTYIIMHUM TNEJaroroM akaJeMi4HOTrO
HampsMy, 1 KOXKHa 13 LUX poJied Mae CBOI creuuiuHi CKIAAHOLIl. Y MIHPOKOMY
3Ha4YeHHI MoMAI0Ha METOJMKa BUKIAJAaHHS O3HA4a€ KOMIUIEKCHICTh — CHHTE3
MPOEKTYBAHHS 1 TPAAUIIMHOTO aKaJAeMIYHOTO METOAYy BHKJIAJaHHA. Y CBOIH
«lyanbHI» MIsJIBHOCTI BUKJIA/lady MyCUTh ONEpyBaTH O€3144i0 Bapialii miaxoay, He
ICHYy€ «€IMHO MPABWJIBHUX BIJIIMOBIJEH» Ha 3allUTaHHS, KO Ma€ OyTH METOIUKA
MIATOTOBKH CTYJIEHTIB JU3allHEPChKOro HampsMmy. besnepedHo, 1uisi JOCSITHEHHI
rapMoHIii B MPOIECI HABYAHHS 1 MPOAYKTHUBHOI KOMYHIKalli 31 CTyJE€HTaMU Mae
3HAQYeHHs1 OCOOUCTICTh BHUKJIaJada, MWOro IHTENIEKT, TBOpuYa 00/IapOBAHICTD,
XYJ0)KHbO-€CTETUYHUI CMakK, piIBEHb MUCTEIbKOI KBadi(iKallii, 31aTHICTb MOOLIBHO
pearyBaTl Ha BUKIMKH CY4YacCHOCTI W OpraHiyHO aJanTyBaTucCs A0 3MIHM YMOB Ta
obctaBuH [3].

Ha >xanp, iCHy€e psii YMHHUKIB, K1 HETaTUBHO BIUIMBAIOTh HAa KBAJITATUBHICTh
HaBYaJIbHOr0O mpouecy. YacoM y HaBYaJIbHHMX 3aKjIajaax, /1€ MaiOyTHI Iu3ailHEpH
OMAaHOBYIOTh JUCHUIUIIHA XYJ0XKHBO-TBOPUOTO CHPSIMyBaHHS, JUIsl TMOBHOLIHHOI
MPOAYKTUBHOI MPAKTUYHOI pOOOTH HE BUCTAYa€ CIEIIaTbHO OCHAIIEHUX ayJIUTOPii
JOCTaTHBOI IO JJis1 KOM(POPTHOTO PO3MILIEHHS TPYIU CTYJEHTIB, PEKBI3UTY IS
MOCTAHOBOK, OCBITJIIOBAJIbBHUX MPUCTPOIB, HEOOXIJHUX TEXHIYHUX 3aco0iB Ta
aKTyaJlbHOTO mporpamMHoOro 3a0esmnedeHHs. [Homi cmoctepiraerbcsi  AeilUT
KBaJT1(DiKOBAHUX MENArOriYHUX MPAaIiBHUKIB 00pPa30TBOPYOr0 OCBITHHOTO HAMPSIMY,
SIK1 MalOTh BIAMOBIIHY (paxOBY CIIEIlialii3allito 1 JOCTaTHIM BUKIaAAIlbKUM TOCBII.

[Iporpec y MojaepHi3alli CTPYKTypHU OCBITHBOI'O TIPOILIECY HEBIJ €MHO
MOB’A3aHUN 13 HOBUMHU TEHJICHIIISIMU B KYJIbTYpl Ta OCBITI, MaclITaboM Cy4acHOTO
PUHKY, MIHJIMBUMU NOTpeOaMu CHOKHBaYa, EBOJIOIIEI0 CBITY TEXHOJOTM, 3JaTHOCTI
kepiBHulTBa 3BO onepaTuBHO pearyBaTh Ha 3MIHM B Cy4aCHOMY CBITI,
YIAOCKOHATIOIOYM Ta OHOBJIIOIOYHM OCBITHI MpOrpamMu 1 TEXHOJOTIYHE yCTaTKyBaHHSI.

Ha Halmy JOYMKY, MOI[epHiSOBaHa HaB4dajJbHa MCTOAHNKA BHKIAAaHHIA KIACHMYHHX
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TUCIUIUTIH XY10KHBO-TBOPYOIO CIPSIMYBaHHS MOTpeOye OanaHCy MK TpaJuLIHHUM
aKaJeMIYHUM IIJXOJ0OM Ta CY4YaCHOK CHCTEMOI0 MHCTEUbKOi Bi3yami3alii
KOMYHIKaTUBHOTO TPOCTOPY 3 BHUKOPUCTAHHSM IHHOBALIMHOTO 1HCTPYMEHTApIIO.
Opnak, mBHAIIE 32 BCE, OCHOBHI TPaJMIiiiHI NMPUHUMIMA HABYAHHS PUCYHKY Ta
KUBONUCY, €(EKTUBHICTb SKUX 3aCBIJUYEHA CTOJITTSIMH 3aCTOCYBAaHHS Ta
BCECBITHBOIO MUCTEIBKOIO CHAIUIMHOI0, HaJaidl 3aJUIIaTbCcsl HE3aMIHHUMH B
MelaroTiYHOMY apceHalll.
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RENOVATION OF BASEMENT INTERIOR SPACES IN UNIVERSITIES
INTO SHELTERS USING GRAPHIC DESIGN TOOLS

Annotation. Addresses the issues of renovating basement interiors in higher
education institutions to serve as shelters, using the basements of KNUKiM and KUK
as case studies. The research aims to analyze the main problems and challenges
involved in equipping basement spaces, creating a safe environment for the
educational process, and arranging engineering communications through design
solutions.
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[Ticist moyaTKy MOBHOMAcCHITAOHOTO BTOPTHEHHSI POCIMCHKOI apMii B YKpaiHy
BUHMKJIAJIA TOCTPa HEOOXIIHICTh Y BEJIMKIA KUIBKOCTI OOJIAIITOBAHUX YKPHUTTIB ISt
IMBUILHOTO HACEJICHHS, 30KpeMa B MicTax. OcoOIMBO aKTyallbHO 1€ 1JI1 HaBYAJIbHUX
3aKJajiB, /1€ MiJ Yac MOBITPSHUX TPUBOT NepeOyBae BeJIMKa KUIbKICTh JIIOJEH: AITEH,
MOJIOJII Ta BUKJIaAayiB, K1 € MaOyTHIM KpaiHu, reHo(doH10M Hailii. HuH1 HaB4asibH1
3aKjIagu YKpaiHU He MaloTh CHEIiaJbHO CIPOEKTOBAHMX Ta MOOY/IOBAHUX YKPHUTTIB,

AKI MOTJIM O BHUKOPUCTOBYBATHCh SIK HaBYaJIbHI KJIAcHW; 3a3BU4aill BiOyBaeThCs
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MPUCTOCYBAaHHS MiJIBAJIbHUX NPUMIIIEHb 3 YyCiMa iXHIMHM HEIOJIIKaMHU. 3aBJaHHS
Hamoi myOmikamii — pO3TJSHYTH 3aco0M Ju3aiiHy JUIsi PEHOBAIlil MMiJBaJIbHUX
NPUMILIEHb TiJ] YKPUTTS [UBLIBHUX JIIOACH, CTBOPEHHS (PI3UYHUX Ta MCUXOJIOTIYHO
KOM(OPTHUX 30H AJIs PI3HUX (QYHKIIIH, sIKI MpUTaMaHHI HaBYajJbHOMY npolecy. Huni
CTaH YKPMTTIB JJI1 HaBYaHHS MijJ 0ocoOauBUM KOoHTposieM [Ipesuaenra Ykpainu, sskuii
HaroJIourye Ha HeoOX1THOCTI iXHbOI MoJiepHizalii [1].

3a ocTaHHI TpW POKHM BiMiHM B YKpaiHi omyOJiikoBaHO Oarato Marepiaiis,
NPUCBAYEHUX OONAIITYBAaHHIO YKPHUTTIB y HaBYAJIbHUX 3akianax. AnHa CrenaHoBa-
Kamum y cratti «Opranizaiist 3aXUCHUX YKPUTTIB y 3aKJIafax OCBITH: 110 MOTPIOHO
3HaTW» [3] omumcana KIOYOBI ACIEKTH OpraHizalii YKPUTTIB Y KOHTEKCTI Oe3MeKu
VYHIB 1 TMpaliBHUKIB OCBITHIX 3aknaniB. Irop HikonoB, 3acHoBHuUK KAN
Development, po3mnoBiB mpo OyIIBHUITBO Cy4acHUX OaraTo(yHKI[IOHATLHUX
VKPUTTIB y MEXax Mepeki HaBuaibHuX 3akiaaiB A+ [2]. 13 cepnua 2024 poky
Kabiner MinicTpiB Ykpainu 3arBepauB mnoctaHoBy «IIpo Ilopsamok peamizanii
€KCIIEPUMEHTAJILHOTO MPOEKTY IOJO0 CTBOPEHHS B OyAIBISAX 1 cropydax 3akKiaJiB
OCBITH 3aXMIIEHUX NPOCTOpIB (MpuMilleHb g (izuyHoro 3axucty)» [4]. Le
JOTIOMOTJIO TOBEPHYTH COTHI YKPaiHCBKHX 3aKJIaJliB OCBITH /10 OYHOTo (opmarty
HaBYaHHS.

VY nnanyBanbHOMY pimeHH1 Bcl migBanbHi npumimenHs KHYKIM ta KVK,
pPO3TAIIOBaHI B3J0BX YCHOIO MEPIIOrO IMOBEPXY, MAITh aH(UIAIHY CTPYKTYpY 3
OaraTbMa posrajqyXeHHsMU. Ha cboroani Jmume YacTMHa ULUX [PUMILIEHb
BUKOPUCTOBYETHCSI MiJ YKPUTTA LHMBUIBHOTO 3aXUCTy Ta II€BHOIO MIpOIO
oOnamroBana. [Hia yacTuHa npUMIlIEeHb HENPUATHA AJI1 YKPUTTS, TOMY 11O B HIA
PO3MILIEHO CAHITAPHO-TEXHIYHE 00JaJHaHH, KOMYHIKalii (TpyOu BoAomocTayaHHs,
KaHaJi3alli Ta BeJIMKAa KUIBKICTh MOBITPONPOBOAIB 1 BEHTWIALIHHUX Kamep), sKi
MalOTh BEJMKI rabapuTH 1 PO3TAIIOBYIOTHCS HAa PI3HUX PIBHAX Ta BUCOTAX, 1HOJI HA
TPAH3UTI 1 HUKYE 3POCTY JIFOAUHH.

BpaxoByroun cnienugiky tBopunx npodecii, g cryaeHtis KHYKIM ta KYK
HEOOX1JIHO CTBOPUTH BIJIMOBIJIHI MPOCTOPH [Jii HAaBYaHHSA: XopeorpadiuHi Kiacw,
KJIacu JJI1 BOKaNly, KJIACH JUIsl MAaJIIOBaHHS, NPOEKTyBaHHA. KpiM MakcuManabHO
MOXJIUBOTO (P13M4HOr0 KOM(OPTY ISl HABUAHHS, MiJ Yac mepeOyBaHHSA B YKPUTTAX
Mae OyTH 3a0e3nedeHuid 1 MCUXOJIOTTYHUN KOMDOPT.

[lin yac HaBYanbHOI Ta BUPOOHUYOI MPAKTUKU CTYJEHTU Mij] KEPIBHUIITBOM
BHKJIaJlaya BUKOHAIM 3aMipu MiIBAJIBHUX IPHUMIIIEHb, BIAMOBIAHI KPECICHHS Ta
3aMpOINOHYBAINA AU3ANHEPCHKI PILICHHS 3 00JAaIlITYBaHHS YKPUTTSA 13 3aCTOCYBAaHHSIM
3ac001B rpadiyHOTO JM3aliHy. 3 METOI JOCSATHEHHS KOHKPETHOTO CTHUJIICTHYHOTO
BIUIMBY B JM3aiHI CEpeIOBUINA YKPUTTS 3a/1siHI CTUIICTUYHI TPUHOMU OPOPMIICHHS
NpPUMIIIEHb 13 Pi3HUM (QYHKI[IOHATBHUM HABAaHTAKCHHSIM: EKCIIEPUMEHTH 3
KOJIbOPOM, CHpOILEeHHs (OpM, 3acTOCyBaHHA rpadiuHUX OpuUiloMiB, MeTamopdiuHa
CTHII3allisl, Tpa 3 MPOMOPIISIMH, EKCIEPUMEHTH 3 MarepiajiaMu. 3arpOrOHOBAHO
BUPIIICHHS MPO0OJIEeMH HAIBHOCTI HE3PYUHHUX KOHCTPYKIIIM Ta KOMYHIiKalliii, HaBelIeH1
MIPUHITUIIOB] CITIOCOOU i1 BUPIIICHHS.
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potribno-znaty/.

4. Ypsim 3aTBEpAMB OCHOBHI BHUMOTH MO0 OOJAIITyBaHHS 3aXUIICHUX
npocTopiB 'y 3akmagax ocBiTH [EmekTpoHHmMit pecypc]. — Pexum mgoctymy:
https://mvs.gov.ua/news/uriad-zatverdiv-osnovni-vimogi-shhodo-oblastuvannia-
zaxishhenix-prostoriv-u-zakladax-osviti
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A LOST HUMAN - THE IMPACT OF MODERN DIGITAL TOOLS ON THE
DEVELOPMENT OF GRAPHIC ARTS

Annotation. The dynamic development of digital technologies, especially in the
recent years, has made a significant impact on the graphic arts. Modern tools enable
instant generation of images, eliciting both admiration and concerns among artists
and designers. Many artists fear the diminishment of their role in the creation
process, as was the case with the invention of photography or digital printing.
However, history proved that introduction of new technologies in fact expands the
boundaries of art rather than eradicating it. Contemporary digital tools, including
artificial intelligence, may be of aid to the creative process, provided they are used
consciously and responsibly. The academia observes a growing awareness of both
threats and possibilities associated with the use of recent technologies, which finds
reflection in adjusted curricula. After all, it is not the tool, but the artistic vision and
creative thought which give the work its meaning and value.

Keywords: Graphics; Digital Graphics, Graphic Design, Modern Tools;
Matrix; Artificial Intelligence; Confusion.

Anomauia. Jlunamiunuii po3eumox yYu@pposux mexHoao2iu, ocobauso 8
OCMAHHI POKU, 3HAYHO BNIUHYE Ha 2paghiune mucmeymeo. CyuacHi iHcmpymeHmu
donomazaroms MUMMEBO CMBOPIOBAMU 300PANCEHHS, BUKIUKANOYUU K 3AXONIEHHS,
MakK i 3aHenoKOEHHs ceped XYO0O0ICHUKIG I ousalinepis. bacamo xy0oxcHuKie 60s1mucs
3HUJICEHHSL CBOEI poJli 8 npoyeci meopuocmi, 5K ye 010 Y 6UNAOKY 3 GUHAXOOOM
gdomoepaghii uu yugposozo opyky. IIpome icmopin Oosena, wo 6NPOBAVIHCEHHS
HOBUX MEXHOJI02I He 3HUWYE, a po3uuproe medxci mucmeymea. Cyuachi yugposi
[HCmMpYyMeHmu, 30Kpema Wimy4Hull [HmeaeKm, MONCYmb OOHNOMOSMU Y MEOPHUOM)
npoyeci 3a yMoO8U, WO BOHU BUKOPUCHOBYIOMbCSA C8IOOMO ma Bi0N0GIOANbHO.
Akademiuni xona cnocmepiearomo 3pOCMAHHA 0DI3HAHOCMI K NPO 3a2po3u, Makx i
npo  MOJNCIUBOCMI, MNOB SA3AHI 3 BUKOPUCMAHHAM HOBIMHIX MEXHONO02IU, U0
3HAX00UMb BI00OPANCEHHS. 8 CKOPUSOBAHUX HABUANbHUX npocpamax. Aoddxce He
IHCMpYyMeHm, a XyO0HCHE OAUeHHS | MBopUa OYMKA HAOAOMb MBOP) CEHC I YIHHICb.

Knrwuoei cnosa: cpagixa; yugposa epagika, epaghiunuii ousatin, Cy4acHi
IHCMpYMeHmu, Mampuys, WmyyHuu inmenexm, niymaHuHda.

Observing the development of fine arts in recent years, and especially in recent
months, a dynamic progress of digital technologies is evident. Modern tools make it
possible to generate images in just a few seconds, which seemed impossible until
recently. These images are used in various forms of graphic design and thus
indirectly also in the fine arts.

Such a rapid pace of development of technology raises concerns among both

designers and artists, who fear marginalisation of their role in the creative process.
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There is no denying that, as a relatively small group of members of the society, our

influence on the pace and direction of the development of digital tools is rather
limited. The contemporary world is constantly changing, and innovative technologies
will likely lead to a reduction in commissions for some of the traditional forms of
design art. Until a year ago, this applied especially to basic advertisement materials.
However, the capabilities of new tools are growing every day. Software can already
generate videos, sounds, and complex visualizations. The average consumer is using
publicly available digital tools with increasing frequency, thus omitting the
involvement of a professional designer. When skilfully used, modern digital tools can
be of use in the process of creative creation.

Its been fifteen years since, in the article entitled The creative role of the
“silent” tool in art, Ewa Linkiewicz deemed the computer a tool enabling anyone to
do anything, e.g. make use of free typefaces and ready-made graphic symbols. When
writing these words in 2010, the author could not have predicted the possibilities
offered by the recently introduced digital tools when it comes to generating images.
Yet, she incisively drew attention to the role of the tool in artistic creation, claiming
that “artists, having at their disposal an abundance of tools and ways of using them,
no longer focus on what to create, but how to convey their emotions and thoughts in
the most original and personal way. The means and tools used are merely the result of
the modern age we live in” (2010: 27).

Nowadays, the capabilities of digital tools are incomparably greater than those
described by the author fifteen years ago. The scale of artists’ concerns associated
with the omnipresent digital revolution is comparable to the distress brought about by
the invention of photography in the 19th century, when Joseph Nicéphore Niépce
took the first permanent photographic image. The past 199 years undeniably proved
that artists have been able to make effective use of the camera as a new way to record
life's fleeting moments. One hundred years after the first permanent photograph was
taken, the artistic community debated whether digital printing could be regarded a
fully fledged form of graphic art, since it does not utilise a traditional matrix.
Nowadays, these divisions are becoming increasingly vague. The importance of
digital printing has been acknowledged by its presence in prestigious international
graphic design competitions, as well as inclusion of digital graphics in international
biennials.

Undoubtedly, photography and digital printing have revolutionized art. In the
same way, modern digital tools should not be perceived as a threat, but an
opportunity to develop new forms of artistic expression, provided that they are
appropriately used by professional creators.

Conclusion

Fear and anxiety related to new technologies which introduce new imaging
tools have always accompanied the community of artists. However, we must realise
that reluctance or even resistance towards the changes of graphic tools available on
the market 1s not only difficult, but in fact impossible. Instead of resisting, we will
have to accept digital technologies and treat them as supporting tools, bearing in
mind that even the most advanced technologies cannot fully reflect the surrounding

reality, lacking the contribution of human sensitivity, knowledge, and creative,
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imaginative thinking. It is the artist who gives the work its meaning, regardless of the
technique used to create it. What is more, the fears raised in academia by the
introduction of digital printing have faded over time. Time has shown that it is not the
tool itself that determines the value of a work, but the way the tool is utilised and the
idea motivating the artist. It is the author's idea and the way it is depicted that are the
key elements determining the greatness of a work in the context of contemporary art.

The academic community is aware of both the risks and benefits associated
with the introduction of modern digital tools. Nowadays, most universities introduce
not only assignments, but also classes dedicated to using generative artificial
intelligence. The responsibility to convey the knowledge, skills, and awareness
related to the responsible use of modern graphic design software rests with the
lecturers.

References
[1] Linkiewicz, E. (2010). Kreacyjna rola milczacego narzedzia w sztuce. In A
Gietdon-
Paszek (Ed.), Narzedzie... (pp. 27). Akademia Sztuk Pieknych w Katowicach.
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Temana MAJIIK
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CUCTEMA IPOMUMCJIOBOTI'O IU3ANHY: CYYACHUHA NIJIPYUYHUK

Anomauia. Po3enanymo 3miHU C8IMO2IS0H020 [ MEXHOI02IUH020 XapaKkmepy 8
cyuacuomy ceimi. Li 3minu pobasimo akmyanbHuM nepeisio KOHYenyii mpaouyiinozo
RIOPYYHUKA 3 NPOMUCTIO08020 OU3AUHY ma 3YMOGNI0I0Mb HANUCAHHA HOBOZ2O.
1liopyunux cknadaemuvcs 3 mpbox YacmuH. Y nepuwtiil i3 HUX po32/IsIHYMO CEIMOR2JA0H]
U MexXHONI02IYHI 3MIHU, OOTPYHMOBAHO ABMOPCHLKY KOHYENYilo, HABeOeHO (pakmopu,
Wo 6nIUBAIOMb HA (QOPMYBAHHA CUCMEMU NPOMUCTIO8020 OU3AUHY, A MAKONC
cmpykmypa cucmemu. Y opyeiii uacmuni npoyec npoeKmy8ants po3easioacmvcsl K
PO38 SA3aHHA ONMUMIZAYIUHO20 3a80aHHA. Y mpemiti 4acmuHi HA8OOSAMbCs NPUKAAOU
NPOEKMYBAHHS OKPEMUX BUpP00i8, MOOENbHUX pAOI8 Ma eKOCUCMeM NPOMUCTOBUX
8uUpoois.

Kniouosi cnoea: npomucnosuu ouzaiin, KOHYenyis CYy4acHo20 NIOPYYHUKA,
cucmema.
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SYSTEM OF INDUSTRIAL DESIGN: THE MODERN TEXTBOOK

Annotation. The changes of worldview and technological nature in the modern
world are discussed. These changes make it relevant to reconsider the concept of the
traditional industrial design textbook and necessitate the writing of a new one. The
textbook consists of three parts. The first part addresses worldview and technological
changes, justifies the author’s concept, presents the factors influencing the formation
of the industrial design system, as well as the system’s structure. The second part
considers the design process as solving an optimization problem. The third part
provides examples of designing individual products, model ranges, and ecosystems of
industrial products.

Keywords: industrial design, concept of the modern textbook; system.

AKTyalbHICTh HANUMCAHHS MIAPYYHUKA 3 MPOMKCIOBOTO JU3aiHY 3yMOBJICHA
nepeayciM MOSIBOIO 1HTEPHETY, IITYYHOT'O IHTEJIEKTY ¥ EKOCHCTEM MPOMUCIOBUX
BUpPOOIB, IO JOKOPIHHUM YHWHOM 3MIHIOIOTH CIOCOOM B3a€EMOJIl JIFOJUHU 13
MPOMUCIOBUMH BUPOOAMU, HATAIOYU IIUM KOMYHIKAI[ISIM BIACTUBOCTEH CUCTEMHOCTI
1 1HTENeKTyanbHOCTI. /[MHAMIYHO 3MIHIOIOTHCS MPIOPUTETH BpaxyBaHHsS MOTPEO
IIJIbOBUX CIIOXKMBAYiB, HAIMPHUKIAA, 3pOCTAalOTh Bara €KOJIOTIYHUX BHUMOT Ta
HEOOXIJIHICTh 3a0e3IeUeHHsI 1HKJIFO3UBHOCTI CEPEJOBHINA; CEPEOBHIINEC CTAE BCE
OIbII aJanTOBaHUM, BIPTYaJIbHUM Ta JuHaMiuHUM. HapemnTi, 1ie mosiBa HOBUX
MartepialiB, aJUTHUBHUX Ta POOOTU30BAHUX TEXHOJIOTIH, PO3BUTOK YHUCTOI
€HEpPreTUKH, BIAMOBIIHI 3MIHM B OpraHizaiii MNPOMHUCIOBOCTI Ta HOPMATHUBHUX
NOKyMeHTIB. OTke, METOI MNPOMHCIOBOrO JU3AailHy CTa€ CTBOPEHHS CHUCTEMU
MPOMUCIIOBUX BHUPOOIB, IO OPTraHI3OBYIOTh B3a€EMOJII0 JIIOAUHU 3 HABKOJIMIIHIM
CEPEIOBHIIIEM 3 METOIO TOTIMIIICHHS SKOCTI KUTTS.

Onucanuil cTaH pedyeil BU3HAYAE CTPYKTYpPY MIAPYUYHHKA. 3MICT BKJIIOUYAE TaKi
CTPYKTYpPHI OJIUHHMIII.

VY BcTyni 00roBOPIOIOTHCSI HaBEJIEHI BUILE MPOOJIEMH, IO HE PO3TIIAIanucs B
ICHYIOUHUX MIIPYYHUKAX, 1 OOIPYHTOBYETHCS ABTOPChbKA KOHIIEMIIS CY4YaCHOIO
H1JIpyYHHKA.

YacTuHa mepiia npucBsiueHa Cy4aCHOMY PO3YMIHHIO JAU3ailHY 1 MICTUTh TaKi
PO3IILIH:

1. BusHaueHHs, MeTa, 3aBJaHHSA MPOMUCIOBOTO JH3aliHy S$K CTBOPEHHS
CUCTEMHM NIPOMMCIOBUX BHPOOIB, 110 OPraHi3OBYIOTh B3a€EMOJII0 JIIOJAUHU 3

HaBKOJIUIIIHIM CEPEJIOBHUIIEM 3 METOIO MOJIMIIEHHS SKOCT1 KUTTS.
229



2. ®akTop KOHKYpEHLIi, MOJIEJbHI psAIU, CepiiiHi, MallocepiiiHi Ta KpadToBi
BUPOOU.

3. 3B’430K 3 IHIIIUMU BUAAMU JU3ANHY.

4. Bzaemogisi JIOAWMHU 13 CEpPEAOBHILEM, YMOBU KOM(MOPTY, ICUXOTHUIIH,
[IJIOB1 CIIOKUBAY1, IHKJIFO3UBHICTh, MOJICIIbHI PSJIN.

5. EproHomiuHi mapaMeTpH JIIOJAUHM 1 CEepeJOBUIIIA.

6. CyyacHul TEXHOJOTIYHUN piBeHb (MaTepiajii, €HepreTvka, TEeXHOJIOTII,
oprasizailisi IpPOMHUCIOBOCTI 1 CTAHJAPTH, KOHCTPYKIIIT).

7. be3neka (y TOMy 4HCIIl — €KOJIOTisl, CaHITapisl, TirieHa).

8. EBoJIIOIIIS CBITOMOCTI JIFOJIMHU 1 3M1HA ICTOPUYHUX KOHILIEMIIN AU3aiHYy.

9. CyuacHi cTuil 1u3ainy.

Y  yacTuH1 Jpyrid  poO3IJIANIAEThCA  TMPOEKTYBAHHSA SIK  PO3B’sA3aHHS
ONTUMI3AIIMHOTO 3aBAaHHs. BOHA MICTUTB Taki pO3ALUIH:

10. ITonsaTTss OGaratokpuTepiaibHOI OOMEXEHOi ONTHUMI3alli — MOCTaHOBKA
3aBJaHHs, MOKAa3HUKU 1 KpuTepii, OOMEXEHHs, KJIACH4HI 1 HEKJIACH4HI METOAH
ONTUMI3aIlli, aHAJIOT1sl 3 TBOPYICTIO AU3aiiHEpa.

11. «ba3u nanux» auzaiiHepa.

12. «IncTpymeHTapiit» au3aiinepa.

13. HopmatuBHa 0a3za nau3aiiHy Ta mpoOiemMa TapMOHi3allii Hal[lOHAJIbHUX
CTaHAAPTIB 13 €BPONEHCHKUMH Ta CBITOBUMHM B YMOBax TIJio0aii3alii MpoOMHUCIOBOIO
BUPOOHMIITBA 1 NpU 3a0€3MEUYEHHI OXOPOHU Ta NPUMHOXKEHHS HallOHATbHUX
TPAIUIIIN 1 K1,

14. ABromaTu3aiisl JiSJIbHOCTI U3aiiHepa 1 MOKJIMBOCTI IITYYHOT'O 1HTENEKTY
K Yy MIPOLIEC] MPOEKTYBAHHS, TaK 1y BIACTUBOCTSIX TOTOBUX BUPOOIB.

15. Ontumizaliis nepuux eramiB AiSJIbHOCTI JU3aiiHepa — BU3HAYEHHS MOTPeo
3aMOBHMKA, IIOCTAHOBKAa Ta CKOPOYEHHS PO3MIPHOCTI 3aBAaHHS, BpaxXyBaHHS
HOPMATHBHUX Ta PECYpCHUX OOMEKEHb, MiA0Ip Ta aHall3 aHAJIOriB, reHepalis Ta
OLIIHIOBAHHS BaplaHTIB, KOpEJALId 3 MOTpeOdaMH 3aMOBHMKA, TEXHIYHE 3aBJAHHS 1

16. OnTtumizaiiis TBOpYUX €TamliB isUIBHOCTI Au3aiiHepa — OOIPYHTYBaHHS
J3aiH-KOHIIETIIT, JOIJIbHA TOCTIAOBHICTh AiM 3 ii peamizalii (Bi 3arajJbHOTO 10
OKpeMoro, a0o 1HBapiaHT — KauiOpyBaHHsS: cTUlb — (yHKuUii 1 TpaHchopmariii,
00’€MHO-TIJIaHyBaJIbHE PIIIEHHSA, KOHCTPYKTHBHE pillIeHHS, MOiAOip Marepialis,
TEXHOJIOT1H, KOJbOPIB TOIIO, BU3HAYECHHS CIIOKUBUUX SIKOCTEH Ta E€KOHOMIYHUX
MMOKa3HUKIB).

17. Ontumizanisa TOKyMEHTYBaHHS Ta MPe3eHTAallli pe3yJIbTaTiB pO3pOOKHU.

18. Teopiss po3B’s3aHHS BUHAXIJHUIIBKUX 3aBlaHb [. AnpTirynepa Tta ii
afanTaris Ijs Ju3aiHepiB.

YactuHa TpeTs MICTUTh MPUKIAAM JU3alHY [POMHUCIOBUX BHUPOOIB,
MOJIEJIBHUX PSI/IIB Ta €EKOCUCTEM:

19. Ilpuknaau nu3aiHy OKpeMHX BUPOOIB.

20. IIpuxknaau oOrpyHTYBaHHS 1 CTBOPEHHSI MOJEIBHUX PSIAIB.

21. ITpukinaay BU3HAYEHHS Ta CTBOPEHHS EKOCUCTEM.

VYci po3ainum MICTATh HEOOXIJHI NPOMNEASeBTUYHI MaTepiaiv, 3aBIaHHS IS

CaMOCTIMHOI pOOOTH 1 KOHTPOJIbHI TECTH.
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VY BHUCHOBKax OOTOBOPIOIOTHCS MEpeBard sIK aBTOPCHKOI KOHIIEMIi, Tak 1
pE3yNbTAaTIB MPOEKTYBAHHS MPOMHUCIOBUX BUPOOIB SIK CHCTEMH.

VY 1mijoMy TiAPYYHHK € PO3BUTKOM peai3oBaHoi B [1] xoHuenmuii 1 chepu
MPOMUCIIOBOTO JIU3aNHY.

Cnucok pKepen MICTUTh BITUM3HSIHI Ta 3apyOiLKHI myOuikaiii HayKOBOTO,
METOJMYHOI0 Ta HOPMATUBHOT'O XapaKTepy, HEOOX1/IHI SIK JUIsl 3araIbHOrO PO3yMIHHSA
Cy4aCHOTO IMPOMMCIOBOIO JM3aiiHy, Tak 1 JUIsl 3aCBOEHHS TEOPETHYHOIO Ta
MPUKIATHOTO MaTepiany MiApyYHHKa.

Jlireparypa
1. Mxitrapsa H. M.,  KosansoB FO. M., Manik T. B.,,  Cadponos B. K.,
Cadponona O. O. [luzaiiH cepefoBuila MicTa: OararokpuTepiajibHa ONTUMI3AIlS Ta
po3yMHI TexHouorii : miapyyHuk. — Kuis : HaykoBa nymka, 2021. — 628 c.
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E®EKTUBHICTHb PEKJIAMHUX BUBICOK Y ®OPMYBAHHI
BI3YAJBHOI IIEHTUYHOCTI MICTA IBAHO-®PAHKIBCBK

Anomauin. Ananizyemucs npooiema peKiamHux UICOK y MiCbKOMY NPOCMOpPI
leano-®pankiecoka, AKi 6niugaOmMv HA ecmMemuKy ma CHPUlHAMMs cepeoosuuyd.
Onucano OCHOBHI HeOONIKU: NnepeHacudeHicms IHpopmayicto, HegiONo8iOHICHb
apximeKmypHoMy CMUJI0, 6UKOPUCAHHS HEeOP2AHIYHUX Mamepianié ma i2HOPY6aHHS
eKON02IYHUX acneKkmis. Agmop npononye po3pobumu mMicbki cmanoapmu 0Jisl BUBICOK,
3abe3neuumu  KOHMpPOIb 34  IXHIM  YCMAHOBNEHHAM 1  BHPOBAONCYEAMU
eHepeoepekmueni  piutenusa.  [IpasunvHo  CNPOEKMOBAHI  BUBICKU — MONCYMb
NIOKPeCcao8amu YHIKAIbHICMb MICMa [ Cnpusmu 2apMOHIUHOMY PO3BUMK) MICbKO20
cepedosuya.

Knwuosi cnoea: pexnamui 6ugicku;, MICbKUU HNPOCMIP, BI3YATbHUU WYM,
apxXimeKmypHuLl Cmuib; eCmemudna npusadIuBicmy, eHepeoephexmueHicme.

Iryna MATOLICH

Candidate in Art History, Associate Professor
King Danylo University

(Ivano-Frankivsk, Ukraine)

EFFECTIVENESS OF ADVERTISING SIGNS IN FORMING THE VISUAL
IDENTITY OF THE CITY OF IVANO-FRANKIVSK

Annotation. The publication analyzes the problem of advertising signs in the
urban space of Ivano-Frankivsk, which affect the aesthetics and perception of the
environment. The main shortcomings are described: information overload,
inconsistency with the architectural style, use of inorganic materials and ignoring
environmental aspects. The author proposes to develop urban standards for signs,
ensure control over their installation and implement energy-efficient solutions.
Properly designed signs can emphasize the uniqueness of the city and contribute to
the harmonious development of the urban environment.

Keywords: advertising signs, urban space; visual noise; architectural style;
aesthetic appeal; energy efficiency.

OnHiero 3 akTyalbHUX MOpoOJeM MIChKOro mnpoctopy IBaHo-dpaHkiBChka €
nmpobseMa BUBICOK. BUBICKM K CKJaJoBa YacTWHA 30BHIIIHBOIO OOJMYYS MicCTa
BIIIrPalOTh KIIOYOBY POJIb Y (POPMYBaHHI €CTETUYHOTO BPAXKEHHS Ta CHPUNUHATTS
MICBKOTO cepenoBuina. OgHaK yKe KUTbKa POKIB MU CTUKAEMOCS 3 HU3KOIO MpoOIIeM,
MOB’sA3aHUX 13 BHUBICKAMU B HalIoMy MicTi. PekiaMHI BUBICKM B MICHBKOMY
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CEpEeIOBUILl BUKOHYIOTh KIJIFOUOBY POJIb Y IPUBEPHEHH] yBaru 0 013HECY UM MOCIHYT.
Bonu noBuHHI OyTH HE JUIle MOMITHUMH, a M IHTErpyBaTUCS B 3araJiIbHUM BUTIISA
MICBKOT0 JIaHmagTy, BpaXOBYIOUH MICHEBI MpaBUiia Ta apXITEKTYpHI OCOOIUBOCTI.
EdextuBHuil rpadiunmii 1u3ailH TakuX BUBICOK BHKOPHUCTOBYE SICKpaBl KOJIbODH,
YiTKI WPUPTH 1 3p03yMiIl CUMBOJIM, 100 3a0€3MEUYUTH JIETKICTh CHPUUHATTS Ta
3amam’sITOBYBaHHs. BaxiMBO TakoX, 100 BHUBICKM HE NOPYIUIYBaJUM €CTETUKU
MICBKOTO CepeJoBUIIa 1 MIATPUMYBAIM Bi3yaJbHY 1JIEHTUYHICTh MicTa. BuBicka
BUKOHY€ NIEBHI (PYHKIIIi: HaBirauiiHy, ToOTO CIPSIMOBYE€ CIIOXKHMBaya / KJIIEHTA JI0 11T
ONTUMAJIbHUM HUIAXOM, a TaKOX 1JAeHTU(]IKalLiiHY, [0 Ja€ 3MOTry pO3Mi3HATU
3aKJjaj], opraHizaiito abo mianpueMcTBO, po3TaiioBaHi B OyaiBii [1].

OpHak OCTaHHIM YacoOM BHBICKM YacTO MEPETBOPUIIMCS HA HOCIS HaaMIPHOI
KUIBKOCT1 0€37aJHO pOo3MillleHoi 1HpopMallii, sKa 3acMidye€ MICBKMM HpOCTIp Ta
YTPYJHIOE HaBITAIlll0 JJI1 MEIIKaHI[IB 1 rocted wmicta. be3mu pexgaMHHUX
MOB1JIOMJICHb, JIOTOTHUMIB Ta 1HIIOI 1HQOpMAIli CTBOPIOE Bpa)XKEHHS Oe3naay Ta
BI3yaJIbHOT'O MIEPEHACUYEHHS, 1110 HE CHPHUSIE 3pYYHOCTI i Kpaci Haloro micra [4].

Kpim Toro, ©Oarato BHBICOK HE BIANOBIIAIOTh €CTETMYHUM HOPMaM Ta
apXITEeKTypPHOMY CTUJIIO MicTa. BiJICyTHICTh 3arajibHUX CTaHJAPTIB Ta KOHTPOJIIO Mij
yac IXHbOI'O BCTAHOBJIEHHS MPU3BOJIUTH 1O TOTO, IO BOHU BHUXOJATH 3a MEXI
ICTOPUYHOr0 a00 KYyJBTYPHOTO KOHTEKCTY MICTa, MOPYLIYIOYM HOTO LIJTICHICTh Ta
rapMoHit0. BHBICKM 4acTo ITHOPYIOTH MpoOJieMy €HeproeeKkTUBHOCTI Ta
€KOJIOTTYHOI BINOBIAAIBHOCTI. Benuki, sckpaBl BUBICKH, SIKI MPALIOIOThH LILI0A000BO
Ta BUKOPUCTOBYIOTh OaraTo €Heprii, CHOKHUBAIOTh PECYpPCH Ta MNPU3BOAATH [0
3a0pyAHEHHS TOBKLIS [4].

IMonpu mneBHi nii JlemaprameHTy MICTOOyJQyBaHHSI Ta apXiTeKTypu IBaHO-
®dpaHKiBCbKa, ICHY€ MpoOsieMa MePEeHACUYCHOCTI OKPEMUX BYJIMIL MICTa BEIIMKUMHU
KOHCTPYKIISIMHU, 5Kl HE BIAMOBIIal0Th KOJIOPUCTHUL (pacaiB OyiBeb Ta 3arajJbHOMY
CTWIIIO MicTa B LijIoMy. [Ioka3oBUMHU B IbOMY BIJHOILIEHHI € TaKl LIEHTPaJbH1 BYJIUIII
micra, sk CidoBux CrpuibuiB, M. I'pymescekoro, Jlecs KypOaca, HoBroposceka,
HuictpoBcbka, [. Mazenu Ta iHII, $KI NEPENOBHEHI MAaCOBUMH PI3HOKOIIPHUMU
BHBICKaMH, SICKpaBUMH JIAMTOOKCaMHU, O€3/U4Ui0 TaOJIMYOK, 3aKJICEHUMHU BITPUHAMHU
TOILIO.

VY xoni anamizy cutyailii 3 BuUBICKaMH B IBaHO-DpaHKIBCbKY MH MHOMITHIN
TUTIOB1 TOMUJIKHU, IKI 4acCTO POOJISITH MIANPUEMIII. 30KpEMa, Ha OKpPEeMHX 00’ €KTax
NepeIiyeHuX BYJIHUIb MOXKHA MMOMITUTH BEIUKY KUIBKICTh HEMPOMOPLIMHUX BUBICOK,
TOOTO YacTO pO3Mip BHUBICKM HE BIJNOBiJa€e MacmTaly camoi OyJiBll Ta € HAATO
BEJIMKHM, 10 NEPEIIKOKAE OISy apXiTeKkTypu. Hailikpalum BBaXKaeTbCs po3Mip,
110 BIJMOBIJIA€ JTIOJICBKOMY 3pOCTY 1 IPOMOPIIAM OYIUHKY.

XapakTepHOI TMOMMIKOK € BUKOPUCTAHHS HEOPraHIYHUX MaTepialliB Jyist
BUTOTOBJIEHHA BHBICOK. Hallkpamumu ajii 0bOro BBaXKAIOTHCSA JAEPEBO, KepaMika,
METaJI, KaMiHb, CKJIO, CMaJIbTa, Ta a)X HIAK HE IUIacTUK. YacTo MOKeMO 0auyuTH Ha
dacani Oynaiii HaaTo Oararo 3aiiBoi iH(popmauii. Ile pekiama, mepenik ToBapiB 1
IOCJIyT, MEHIO TOIIO. BakauBoO, 110 BUBICKA IOBUHHA MICTUTH JIMILE Ha3BYy 3aKiady
a0o ¥oro jorotu [2].

Ille oaHi€rO 3 TUITOBUX MOMMJIOK, SIKA YACTO 3yCTPIYAETHCS HA JACSIKUX 3aKJIaax
Byiull HoBroponcbkoi Ta J[HICTPOBCBKOi, € 3aKJ€€HI YU 3aKpUTI BITPUHH, IO
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CTBOPIOE BPaXEHHS HENPHSI3HI Ta BIAU4YyXKEHOCTI. Bi3yanbHul LIyM CTBOPIOIOTH
CHUIbHI BUBICKM Pi3HUX (PipM Ta oprasizaimii, opicu SKUX 3HAXOASATHCS B OJHIN
Oynieni. Lle nesopieHTye risgaya, a TOMy HallKpaliuMm pilieHHSM OyJe CTBOpPEHHS
HEBEJIMKUX BUBICOK OJIHAKOBOI'O PO3MIPY, BUKOHAHUX B OJHOMY CTWJII Ta 3 OJHOTO
Marepiany. [HOMI  3yCTpidarOThCsl  BUIAJKH, KOJUM  HEpo30ipiuBa  BHUBICKA
MEepelKoKae iAeHTUdIKaIll Ta 3YUTYBaHHIO Ha3BM MarasuHy. A TOMY TEKCT Mae
JIETKO CHpHUIMaTHUCS JIOJICBKUM OKOM 3 BiicTaHi. [Hakme ineHTHdiKyBaTh 3aKiiaj
OyJzie Ha/I3BUYaifHO BaXXKO [3].

[Ilo6 po3p’s3aTu 11 NpodIeMu, HEOOXITHO 3pOOUTH KUIbKAa KpOKIB.
Hacamnepen notpiOHO po3poOUTH W AOTPUMYBATUCA MICBKUX CTAaHIAPTIB JUIs
BUBICOK, SIKi O BIJNOBIJAIM apXITEKTYPHOMY CTUJIIO Ta ICTOPUYHOMY KOHTEKCTY
micra. JpyropsaHi, ajie BaKJIUBI KPOKH OXOILTIOIOTh CTBOPEHHSI CUCTEMHU J103BOJIIB Ta
KOHTPOJIIO 32 BCTAHOBJICHHSIM BHUBICOK, @ TaKOXX CTUMYJIIOBAaHHS BHUKOPUCTaHHS
eHeproe(peKTUBHUX Ta €KOJOTTYHO YUCTUX TEXHOJIOTIH SISl OCBITIECHHS BUBICOK.

Po3p’s13aHHa mpoOsiemu BUBICOK B IBaHO-PpaHKIBCHKY MOTpeOye CHUIBHUX
3yCUJIb MICBKOI BJaau, Oi3HECY Ta TpoMajachbKocTi. Jluie nuisixoM cHiBOpaii Ta
y3rOJUKEHUX I MU 3MOXEMO CTBOPUTH MICTO 3 NPHUBAOJIMBUM Ta TapMOHIMHHUM
BUIJISIIOM, SIKE€ paJyBaTUME SIK MEILLIKAHIIB, TaK 1 TOCTEH.

BucHoBku. Takum 4YMHOM, JUIsl JOCSTHEHHS MaKCUMalbHOi €()EeKTUBHOCTI
pPEKJIaMHUX BHBICOK Y (OpPMyBaHHI BI3yallbHOI 1€HTUYHOCTI I[BaHO-DpaHKiBChbKa
HEOOXI1JTHO BpaXxOBYBATH IXHIO 1HTErpaLlil0 B MICbKE CEPEAOBHILE 1 CTHIIb. AJIEKBATHO
CIOPOEKTOBAHI BHUBICKM MOXYTb HE JHIIe IHQOPMYBaTH, a W MIJKPECIIOBATH
YVHIKQJIbHICTh MICTa, 110, B CBOIO Y€pry, MO3UTHUBHO BIUIMHE HA HOTO CHPUUHSATTS.
OTxe, 3 MeTOw 1030aBJIEHHSd MICHKOTO cepenoBulia IBaHo-PpaHKIBChKA Bij
«BI3yaJbHOIO CMITTS», Uil (OpMyBaHHS UUIICHOCTI CHPUUHATTA apXiTEKTypHu
BUBICKM MAarOTh OYTH aKypaTHUMH, YUTaOEIbHUMM, TapMOHIIOBATH 3 (acagoM
Oyniemi. Jlume TOAl MICTO MaTHMMeE BJacHe OOJWYYs,, OTPUMAE ECTETUUHY
MPUBAOJIMBICTh, CTAHE KPACUBUM 1 Cy4YaCHHUM.
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(m. Xapkie, Ykpaina)

JIN3AWH TEKCTUJBbHOI NIOBEPXHI: METOJUYHI ACIIEKTH
POBOTHU 3 PAKTYPHUMU TEXHIKAMHA

Anomauia. Pozensoaromocsi mMemoouyHi acnekmu pooomu 3 akmypHumu
mexnikamu. Ocobausa yeaza npudilia€mvCs XapaKmepucmuyi OU3auHy mexkCmunibHux
Nn08epXoHb ma 63aemMo0ii 3 ousaunom oosey. Knacugpikayis mexcmunoHux mexuix 0Jis
CMBOPEHHS WMYYHUX Pakmyp 30iMbULYE MONCTUBOCMIT MEOPYUX NOULYKIE CYUACHUX
OU3alHepis, HABOOUMbBCS NPUKIA) MemoouuyHoi nobyoosu pobomu 3 Gaxmyporo
NPU3OUPYBAHHS HA OCHOBI PI3HUX KOMNOUYIUHUX NPULLOMIE.

Knrwuoei cnosea: ouzaiin mexcmuibHUX NOBEPXOHb, MEKCMUIbHUN OU3ZAUH,
ouzaiin 00s2y; hopma ooscy,; pakxmypa, mKaHUHA.

Maryna KISIL
PhD in Art History, Associate Professor at the Department of Cultural Studies and

Fine Arts Municipal Institution "Kharkiv Humanitarian-Pedagogical Academy"
(Kharkiv, Ukraine)

TEXTILE SURFACE DESIGN: METHODOLOGICAL ASPECTS OF
WORKING WITH TEXTURE TECHNIQUES

Annotation. The study examines the methodological aspects of working with
texture techniques. Particular attention is paid to the characteristics of textile surface
design and interaction with fashion design. The classification of textile techniques for
creating artificial textures increases the possibilities of creative searches of modern
designers, and an example of methodical construction of work with the texture of the
shirring based on various compositional techniques is given.

Keywords: textile surface design, textile design, fashion design; clothing form,
texture; fabric.

JIn3aliH TEKCTWJIBHUX NMOBEPXOHb K OKPEMUN HaNpsIM TEKCTUIIBHOTO AU3aliHYy
€ BQXXJIMBUM HacaMIiepe]l JUisl IPOEKTYBAHHS OJIAATY, aJIK€ JIa€ JOJATKOBI MOKIIMBOCTI
JUIs TOLIYKY HOBUX (OPM OJSTY, BUKOPHUCTOBYIOUM (HOPMOTBOPUL MOMKIMBOCTI
TeKCTUJIBHUX MaTepianiB. OJHaK BapTO 3a3HAUUTH, L0 1€ Mependayae, B MEpIly
yepry, poOOTy 3 TEKCTUJIBbHOI TOBEPXHEK Mareplany, Woro Qaktyporw Ta
CTPYKTYpOI0. BakJIMBOIO CKJIaI0BOIO pOOOTH CydyacHOTro (haxiBIlsl HAJl TPOEKTOBAHOIO
dbopmoro onAry € BMIHHA mepeadadyaTd NOBEAIHKY TEKCTHIBHUX Marepialis,
MaKCUMaJIbHO PO3KPHUBATU BUPA3HI IKOCTI 1 MOXKIUBOCTI Y (POPMOYTBOPEHHI.

Cepen HallaKTyalbHIIIUX Mpallb, 10 BIUIMHYJIW Ha (OpPMYBaHHS PE3yJIbTATIB
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JTOCHKeHHS, MokHAa Buauutu MoHorpadiro K. ITamkesuu ta 1. JIro (2023) [2,
c. 7], npucBsiueHy JeKOpaTUBHOMY 03700JIeHHIO B qu3aitHl ojsry X X—XXI ctomTrs,
npaktuyHuil nociOuk M. Kicine (2024), skuii po3KpuUBaE METOAMKY 1 TEXHIKY
cTBOpeHHs Oy(diB Ta BUKOpPUCTaHHS iX y auzaitHi omsary [1, c. 193]. JlochimxeHHs
C. Wolff [3, c.29] i3 npakTUYHUMH PEKOMEHJALISIMH BKOTpPE CIYTyBaJO TOYKOIO
BIJUTIKY JJIS IPAKTUYHUX €KCIIEPUMEHTIB.

Ha nwuzaiiH TekcTwiibHOI moOBepxHI BruMBae Oarato (axrtopiB. Lle 1 Buxg
BOJIOKOH, 1IXHI OCOOJMBOCTI, BHJl TEKCTHUJIBHOTO MEpEIUIeTeHHs, (iHATbHE
JNEKOPYBaHHS TOINO, aje B TMpoIeci MIOCHIKeHHsS Oyyio 3’sCOBaHO, IO s
OTpUMaHHA MOTPIOHOro e(eKTy Ha MOBEPXHI MOKHA BIUIMBATH HA CTPYKTYpPY
BOJIOKOH Ta Oe3locepeHh0 Ha TEXHIKY YTBOPEHHS CTPYKTypH MOBEpXHI
TEKCTWJIBHOTO MaTepiany (MaeTbcsi Mpo BUKOPUCTAHHS TOTOBOI TKAHWHM), a TaKOX
BIJIMBATH Ha MOBEPXHIO FOTOBOI'O TEKCTUJIBHOTO Marepiajgy IUIAXOM 3aCTOCYBaHHS
PI3HUX TEXHIK, SIKI TPaHCPOPMYIOTh BUXIJIHHMI CTaH MOBEPXHI B HOBM, HAJAIOUH
iHImoro (akTypHOoro Tta peibedHOro xapakrepy. Taka B3aeMojisi B pe3yJibTari
YTBOPIOE JIBA MiAXO/H, IKI MOKHA BUKOPUCTATH B AU3ANHI OJISITY:

* aKTUBHA B3aeMojis pakTypu 3 popmoro nepenadavae 6Ge3nocepe/iHiil BILUIUB Ha
dopmy (miaxpecieHHs: opMu ad0 HIBEIIOBAHHA);

* MacuBHA B3aemojis (akTypu 3 (HOpPMOIO NOJIATa€e B MAaCMBHOMY BIUIMBI Ha
dopmy abo B3araii BIUIMB MOXe€ OyTH BIACYTHIM, OCKUJIBKH (DakTypa BUpIlIeHa Ha
HIOAHCHMX CIIBBIJHOILIEHHAX Ta Ha PIBHI parlOpTHOTO 3alIOBHEHHS.

[lonsaTTss (akTypu B AM3aliHI OASATY JOCHUTh IIHPOKE Ta XapaKTEPHU3YETbCS
PI3HUMU TIJIX0JaMH, OJTHAK Y KOHTEKCTI TEKCTUJIbHOI MOBEPXHI MU TOBOPUMO IPO
BI3yaJIbHUM 1 TAKTUJIBHUM OMKC MOBEPXHI 1 XapakrTep ii 00poOKu, TOOTO BIIUYTTS, SIKI
MO>KHA OIMCATU B Pe3yJbTaTl JOTUKY IO MOBEPXHI MaTepiany. BiqnoBigHo iaerbes
npo (GakTypy NOBEPXHI, CTBOPEHY B MpOIECI BUPOOHUUTBA, Ta (HAKTYpy, CTBOPEHY
HITYYHO B pe3yJIbTaTl 3aCTOCYBaHHS PI3HUX TEXHIK.

VY nmpouect NpakTUYHOI Ta MEAArorivyHOI AiSUIBHOCTI aBTOpa 0yJio cpopMOBaHO
Taky Kiacu@ikaliro MTy4yHUX (akTyp, L0 HAWMOBHINIE BiOOpa)kae OCHOBHI
MPUHIUIN POOOTH 3 MOBEPXHEIO TEKCTUIBHUX MaTepiajiB y KOHTEKCTI 3aCTOCYBaHHS
B JM3aiiHl OAATY: CYyLIbHOKpO€H! (Oydu, ckiaaku, 300pKu, 3aCTpOYyBaHHS TOIIIO),
HalllMBH1 (BOJIaHW, CKJIaJKH, 300pKH, CKJIaJeHi (opMH TOIIO), BUIMBHI (QakTypu
(BoJIaHM, PIOIIIl, CKJIAJIKU TOIIO), MPOPI3HI (CIHEINb, 3BOPOTHA arlikaiis, nepdoparis
TOIIO), IJIETeHI (IJIETEHHS 3 HUTOK, CaMOIUIETEHHS, MakpaMme Tolo), ¢padpurami
(opurami 3 TKaHWHH, Kipurami, nom-am), 3D-epektu (BuTOukHM, HanOymoBu, 3D-
aruIiKalis TOIo).

Metonuka po3poOku HOBOI (akTypu 0a3yeTbCs Ha BpaxXyBaHHI BUXITHOT
TEKCTUJIBHOT TOBEpXHI (30KpemMa HEOOXIIHO MpoaHaTi3yBaTH XapaKTEPUCTUKHU
IJJACTUYHOI BUPA3HOCTI MaTepiaiy), XapakTepy B3aeMo/iii 3 (OpMOI0 OJsTy (aKTUBHA
YU [MAacCUBHA), 3aayMy (HOPMOYTBOPEHHS, MiA0OPY ONTUMAIbHOIO KOMIIO3UIIMHOTO
pimieHHst (dakTypu. OcCTaHHS XapaKTepUCTHKAa € OCHOBOIO Jii (OPMOTBOPUUX
EKCIEPUMEHTIB 13 TEKCTUJIEM Ta Jomomarae BCeOIYHO MPOTECTYyBaTH MailOyTHIO
bakTypy 1 chopmyBaTH B Au3zaiiHepa HEOOXigHE BI3yaJdbHE CHPUUHATTS, IO B
MailOyTHbOMY J1lacThb HOMYy 3MOrYy SIKICHIIIE MPOTHO3yBaTU pe3ylbTaT 1

BUKOPUCTOBYBAaTH MPAKTHUYHO. BaXIMBICTh KOMIIO3UIIMHUX €KCIEPUMEHTIB 13
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(haxkTyporo € oCHOBOIO Juisi (hOpMYyBaHHS 3pa3kiB (HAKTyp 13 KOKHOI TEXHIKH, IO B
pe3yibTaTi CTAaHOBUTUME METOAMYHY 0a3y Ui mojanbiunoi pobdoru. Ha mpuxmnanmi
dakTypu npuzOUpyBaHHS MOXKHA OKPECIUTH OCHOBHI KOMIIO3UIIWHI ITPUHOMH: 32
XapakTepoM JiHIi (mpsiMa, KPUBOMIHINHA, 3Ur3ar Ta JaMmaHa), 3a PUTMIYHOIO
oprasizaii€ro (METpUYHE YM PUTMIYHE PO3TAIllyBaHHS, MPU PUTMIYHIN Oprasizanii
TaKOXX MOK€ OYyTH 3MIIIEHHS OJHUX JIHIA BIJHOCHO I1HUIMX), NPU3OUPYBaHHS
3aMKHEHUX KOHTYpIB (HampuKiIaa, KOJIO), 3MiHA MaciiTaly eJIeMEHTIB (CTOCYEThCS
3aCTOCYBaHHS PI3HOMACIITAOHUX OJTHAKOBUX MOTHBIB) TOIIIO.

CTBOpEeHHSl €KCHEePUMEHTAIbHUX 3pa3KiB 3a 3alpONOHOBAHOI0 METOJUYHOIO
CXEMOI JlacTb 3MOry He Juie HaOyTH HaBUYOK 13 po3poOku (akTypu
npu30upyBaHHs, a W MOJIMNIIUTG KPEaTUBHE MHUCIEHHS, OCKUIBKHA B IMPOILEC] 1IbOrO
€KCIIEpUMEHTY BCEOIUHUN pO3TJsd OAHIET TEXHIKM, SK MPAaBUIO, MPOBOKYE HOBI
KOMIIO3MIIIIHI pilIeHHss 1e B mpoieci poOOTH Haja 0a30BUMH IMpUHOMaMHu.
[IpoBenene AOCHIHKEHHS € MEPCIEKTUBHUM 1, 0€3yMOBHO, MOTPEOYy€e MPOAOBKEHHS
po0OOTH B 00paHOMY HaIPSIMI.
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Onez KPABYEHKO

Kanouoam apximexmypu,

doyenm Kagheopu epagiunoco ousauHy
Kuiscoroi deparcasnoi akademii
0eKopamu8HO-NPUKIAOHO20 MUCEYMBa
i ouzaiiny imeni Muxaiina bBoiiuyka

(m. Kuis, Ykpaina)

®OPMYBAHHS PEKJIAMHOI'O OBPA3Y TA KPUTEPIIB 1IOI'O
E®EKTUBHOCTI

Anomauia. Poszensnymo gaxkmopu 6naugy pexkiamuozo oopasy mosapy abo
noCny2u 8 COYIOKYIbMYPHOMY NPOCMOPI CYCRIIbCMBA, Kpumepii 1020 ehekmusrnocmi
U KOMNWJIeKCHUUl nioxio 00 U020 @opmysanus 3acobamu 2pagiuHoco Ou3aiiHy.
3pobaeno 8UCHOBOK, WO 3A80AHHS PEKIIAMHUX 00paA3is, AKI € eheKmuUsHow Gopmor
iHpopmayitinoi  KOMYHIKayii U OpIEHMOBAHI HA  MAHINYIAMUBHY  (DYHKYIIO
CNpULHAMMSA, — He NpoCcmo IHpopmysamu npo wocb, a 3aiy4amu, npueepmamu
yeazy ma euxauxamu emoyii. /locsienenna memu nepeobayac SUpPIUEHH MAaAKUx
3a80anb. AHANI3 HAYKOBUX OOCHIONCEHb meMu ma JAimepamypHux oxcepe,;
Xapakxmepucmuka pekiamHo20 00pasy i 6UMo2 00 1020 ecmemuyHoi npueadIUeoCcmi;
COYIOKYIbMYPHI hakmopu Gopmysanus pekiamHozo obpa3y ma Kpumepiig to2o
egpexmuenocmi.  Pozkpueaiomvcs  ocobaueocmi  gpopmysanus — epekmugHozo
PEKNamMHOo20 0bpasy i 1020 BUKOPUCMAHHA 8 THocpaghiyi ma cmpykmypi atloeHmuKu
3a 0onomozoro apxemunis i cmepeomunis. OKpecieno eumo2u 00 peKiamMHo20 00pasy
SAK KOMYHIKAMUBHOI 00UHUYI COYIOKYTbIMYPHO20 NPOCMOPY.

Kniowuoei cnoea: pexnammuuii obpas; kpumepii egexmuenocmi; Gaxmopu
6NIUBY, CMPYKMYPA AUOEHMUKU.

Oleh KRAVCHENKO

PhD in Architecture, Associate Professor at the Department of Graphic Design
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FORMING AN ADVERTISING IMAGE AND ITS EFFECTIVENESS
CRITERIA

Annotation. The article considers the factors of influence of the advertising
image of a product or service in the socio-cultural space of society, the criteria of its
effectiveness and an integrated approach to its formation by means of graphic design.
The object of influence of the advertising image is the consumer’s consciousness. The
image in advertising is focused on the manipulative function of perception, so its task
is not just to inform about something, but to attract, attract attention and evoke
emotions. The article concludes that advertising images are an effective form of

information communication. Achieving the goal involves solving the following tasks:
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analysis of scientific research on the topic and literary sources, characterisation of
the advertising image and requirements for its aesthetic appeal; socio-cultural
factors of formation of the advertising image and criteria for its effectiveness. The
article reveals the peculiarities of forming an effective advertising image and its use
in infographics and identity structure with the help of archetypes and stereotypes.
The article defines the requirements for an advertising image as a communicative
unit of the socio-cultural space.

Keywords: advertising image; effectiveness criteria; influence factors, identity
structure.

Ha cyuacHoMy eTami po3BUTKY CYCHUIBCTBA 3HAUCHHS PEKJIaMHU B YKpaiHi Ta B
yChOMY CBITI 3pocTae. SKicTb BUPOOJIEHOI MPOAYKLII HE 3aBXKAM € 3alopyKOIo
ycrixy. binpiricte OpeHIIB cTajia BIOMOIO 3aBASKH peKJIaMHOMY o0Opasy Ta
allIGCHTHII, a/J)Ke BOHA BIJAPI3HSAE TOBap, MOCIYTY, KOMIIAHIKO BiJl KOHKYPEHTIB 1
pOOUTH TOProBeNIbHY MapKy YHIKaJbHOIO. Y TEOPETHKIB 1 MPAKTUKIB Y 4ac CTPIMKUX
3MIH pEKJIaMHMX TEHACHI[IH HEMa€ €JIMHOI0 YHIBEpPCAJIBHOIO Ha0Opy METOMIB 1
KpUTEPIiB JUJI1 BU3HAUEHHS €()EKTUBHOCTI K KJIACUYHHMX, TaK 1 HOBUX PEKIAMHHUX
dbopmariB, NPUUHATHX ISl BCHOTO PEKIAMHOTO PUHKY. OCKUIBKM 3 KOXKHUM JTHEM
CHOXKMBa4 CTa€ BCE BUOArIWBIIIMM Ta BHUHUKAIOTh HOBI (pOopMaTu pekiaMu, SKi
(GbopMYIOTBCS TIPU BUJIO3MIHI YCTaJ€HUX, TPAAUIIMHUX BUJIB, 3 METOI 3aJy4YCHHS
cnenu(IYHUX LUIBOBUX ayJIuTOpiii abo 3 METOH BHUAUICHHS 3 KiaTTepa IHIIUX
pEKJIaMHUX TIOB1JIOMJICHb TTOBMHHI 3MIHIOBATUCS METOJMU 1 KpUTEPIi, 32 JOMOMOIOI0
SAKUX € 3MOra JJaTH OLIHKY Cy4aCHUM pEKJIaMHUM (popMaTaMm.

Pexnamuuii  o0Opa3 K MNpPOAYKT pEKIaMHOIO Ju3ailHy — CKIIAJIHE,
O0aratopyHKIIOHAJIbHE SIBUIIE, JAOCIIKEHHS SIKOTO MOXE 3/1MCHIOBATUCS B PI3HUX
HampsiMax: EKOHOMIYHOI MOJIITUKH, MApKETHHIY, IICHUXOTEXHOJOrIH 1 mnpodiem
COPUMHSATTS, METOJUKH Ta €eCTETUYHOI JOLIBHOCTI WMOro CTBOPEHHS TOLIO.
OTpumaBIIM CBOE MarepiajibHE BTUIEHHS B KOHKPETHOMY PEKJIAMHOMY MPOAYKTI,
peKJaMHUi 00pa3 cTae aBTOHOMHUM CTOCOBHO TOBapy 1 BUCTYNA€E €JIEMEHTOM
MacoBO1 KyJIbTYPH, 1110 BUCYBA€E 10 HOTO BUMOT'M €CTETUYHOTO XapaKTepy.

XapakTepHUMHU O3HaKaMHM, 110 MalOTh BIUIMB Ha CIOXHWBaya, € MPUPOJHA 1
MPOEKTHA YMOBHICTh PEKJIAaMHOr0 o0pa3dy. Mo’kHa BHUSBUTH M€Kl CHUIBHI PHUCH
XYyIO0XHBOTO 1 peKJIaMHOro 00pa3iB. OHa 3 TAaKUX PUC — YMOBHICTb Y B1JIOOpakeHHI1
peanbHOCTI. XYJIOXKHIA 1 peKIaMHUM oO0pa3u HE TOTOXHI IMCHOCTI, BOHH €
TBOPYUMU MPOAYKTAMHU, HECYTh Ha cOO1» B1IOUTOK YMOBHOCTI. SIKIIIO Ba)KJIMBa puca
XYIO0XHBOTO 00pa3y — BUKOPHUCTaHHS CHUMBOJII3MY, MeTadopu3allii, ajeropiiiHoCTi,
rinep0Oouizalii pealbHUX 03HAK, TO PEKIAMHUN 00pa3 MICTUTh y cO01 Tak 3BaHI BUIU
YMOBHOCTI — IPUPOJIHY 1 MPOEKTHY [1].

[Ipupoana yMOBHICTh HIOM MparHe MoA0JAaTU BIACHY YMOBHICTb, CIIUPAIOYHCH
Ha PEATICTUYHICTD 1 IOCTOBIPHICTh 300pa)keHHs, 3BEPTAOUUCh A0 (POTO300paKEHHS
pekiiaMmoBaHOro ToBapy. OpUriHANBHICTh Bi3yaJlbHOI'O PIIIEHHS TAKOTO 300paKeHHs
BU3HAYAETHCS 3ac00aMM KOMITO3HUIIIMHOT BHUPA3HOCTI, TaKUMH SIK pakypc, TII0,
OCBITJIICHHSI, (pakTypa, TEKCTypa Ttomo. Ha BiAMIHY BiA NOpPUPOAHOI, MPOEKTHA
YMOBHICTh ~ mepeadadae  «ycBIOOMJIEHE 1  JEMOHCTpPaTUBHE  IMOPYIICHHS

pPEaniCTUYHOCTI», 10 Ja€ 3MOTYy MPOAEMOHCTPYBATH CIIOKMBAY€Bl MPUXOBaHI BiJ
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HBOT'O BJIACTUBOCTI TOBapy. Takuil TUII YMOBHOCTI Halle(DEeKTUBHIIINN, KOJIU UIEThCS
Mpo pekiiaMy (pyHKIIOHATbHUX BJIACTUBOCTEN TOBApY.

HeoOxigHo 3a3HauMTH, 1O 300pa)K€HHS B peKIaMi MOXE MaTH pi3He
(byHKIL10HATIbHE TPU3HAYEHHS, BIOBIIHO 10 SIKOTO BUIUISIOTH J1Ba HOTO PI3HOBUIU:

—o0pa3, AKui He JuIle NparHe MPUBEPHYTH yBary MOKYyIUs, a W Hece A
MOTEHIIHHOT0 MOKYMIISl HOBY 1H(QOPMALIIIO PO TPOIAYKT;

— aiictonep (eye-stopper), Mera SKOro — MPUBEPHYTH YyBary TOro, XTO
ouBUThCA. Tak, 300paxkeHHs Oyje aiicTormepom, SIKII0O BOHO HE HeEcCe >KOIHOI
iH(popmMarllii Hi Npo (PyHKIIOHAIBHI OCOOJMBOCTI TOBapy, HI MPO HOT0 €MOLIWHUN
BIUIMB Ha CHOKHBaya [2].

VY npoaykTi pekiamMHOro Au3aiHy MiJ 4ac (OPMOYTBOPEHHS MPOBIAHUMH €
1H(pOopMaIIiHO-KOMYHIKaIIiHA, COLIOKYJbTypHa Ta (YHKIIA MCUXOEMOLIHHOIO
BiMBy. Came 1 oOCTaBMHAa BHU3HAa4ya€e OCOOJMUBICTh (DYHKIIOHAIBHOI (opMHU
pEKJIaMHOTO JAu3ailHy: BOHa Hece B CO0l1 3MICTOBHY CKJIQJOBY, 3YMOBIIEHY
3aBlaHHAMU pekiamu. LI 3aBHaHHs BU3HAYalOTh NPUHAOMH CTBOPEHHS PEKJIAMHOIO
oOpazy, sikuil Mae OyTH TEepEeKOHJIUBUM. Pekiiama 3a CBO€IO CYTTIO € KOMEPIIHHOIO
KOMYHIKalIll€l0, TOJIOBHA METa SKOI — JOIMOMOITH B 30yTi TOBapy / MOCIyru. Ycmix
PEKJIAMHOTO TOBIJOMJIEHHS 3aJIKUTh HE JIMIIE BiA SIKOCTI GOpMH MOTro MOAaHHS Ta
OpPUTIHANIBHOCTI, @ 3HAYHOI MIPOK ¥ BII MNPOCTOTH JEKOAYBAaHHS 3MICTYy U
€MOIIAHOTO BIATYKY.

Kpim TOro, ocobnmuBicTio pekjamMu sIKpa3 € HEOOXIJHICTh TOro, o0 BOHA
crpuiiManacs JIOJIMHOI0 MPAKTUYHO MUTTEBO W OJIHO3HA4YHO, Oe3 pi3HOUYMTaHb. B
yMOBaxX MICBKOI'O CEpEIOBMINA, KOJW 3a JI€Hb Ha JIIOJUHY OOpYIIYIOTbCS THCSYI
PEKJIaMHUX MOBIJOMIIEHb, KOXEH TBOPEIb pPEKJIaMU HaMaraerbcs JICTaTHCS [0
CB1JIOMOCTI CIIOKHMBayva MEPIIUM 1 BCEIUTU MOMY CBOIO BJIACHY AYMKY [6].

JIOCIIIHUKH CTBEPIXKYIOTh, 10 BUKOPUCTAaHHS AapXeTUIIB € Ha ChOTOAHI
OJIHAM 13 HalAleBIIMX I1HCTPYMEHTIB JUIsl CTBOPEHHS pEKJIaMHUX 0Opa3iB Ta
epekTuBHOI  peknamu. TIoHATTS  apxeTurny 3ampoBapKEHE  IIBEHIApCHKUM
ncuxosniorom 1 ¢iumocopom K. I'. FOnrom me B 1920-x pokax 1 TpaKTyeThCA SK
OPUPOKEHA IMICHUXIYHA CTPYKTypa, IO CTAHOBHUTH JUIsl KOJKHOI Hallli BJIAcHE
«KOJICKTUBHE HeCBiioMe». Y pekiiami HalyacTilie BHUKOPHUCTOBYIOTHCS —Taki
apxetuny, sik Juts, Matu, Anima, Tiab, Animyc, bnazens, byntap, [lepcona, I'epoii,
Myapens. 3a pe3ynbTaTaMu JOCTIIXKEHb, Ha MEPIIOMY MICII1 32 YACTOTOIO 3BEPHEHHS
B YKpaiHCBbKIA pekjaMi — apxeTun >KiHku (Ouibmie 50% mocnaHb), HA APyromy —
apXeTun MyJpelns 1 repoiyHol 0coO0u, Ha TPEThOMY — apXETUIl TBApUHM (HayacTile
1€ JIEBU, TUTPH, M1(DOJOTIUHI EPCOHAXKI).

Cepen YMHHUKIB, 110 BIUIMBAIOTh HA MPOLEC CHPUUHSATTS 3MICTY PEKJIAMHUX
MOBIJIOMJIEHb, € CTEPEOTUNH — CUMBOJIYHI Yy3araJlbHEHHS — 3aHAJTO IIMPOKI,
nepeduIbIIeH! a00 CIPOIIEHI:

— mycTedns (CaMOTHICTb, HECKIHUEHHICTh, TOI0JIaHHS TPYIHOIIIIB, EKCTPUM);

— X0J1011 (MMPO30PICTh, YUCTOTA, CBIXKICTh, IPO3OPIUBICTH, MAOYTHE);

— He0o (BepimHa JOCKOHAIOCTI, HAWBHIIA CUIa, BUCOKA SKIChH);

— COHIIE (CSAMBO, XUTTS, IIACTS, PYX, CUJIA);

— BOJIa (CUMBOJI YACTOTH, JIPKEPEIIO KUTTS, [IOYATOK HOBOTO JKUTTHA);

—31pKHM, 1HIII KOCMIYHI 00’€kTHU (mepeBara, SICKpaBiCTh, BHHSTKOBICTb,
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HaMBHILA KATETOPIsl «JIIOKC») Ta 1HIII.

BukopucTaHHs apXeTHUIIIB 1 CTEPEOTHUIIIB JIONIOMArae «BKJIIOUUTHU I1ICBIAOME»
B CHOPUUHATTI pEKIaMHHX 00pa3iB. Y KOpPOTKOMY PpEKJIaMHOMY IOCJaHHI,
BUKOPUCTOBYIOUM 1l MEXaHI3MHU, MOXHa «3MYCUTH MpAIIOBaTH» BECh IMONEPEIHIH
MICUXOJIOTTYHUNA JTOCBIJ] OJIepKyBaua, 110 caM «JOMHCIIIOE» JeTall, sIkux Opakye. 3a
IHIIMX PIBHUX YMOB Iie 0araTopazoBo NiJABUIIY€E e(eKTUBHICTb pekiiamu [3; 6].

Ax tBepauth noktop ¢inocodii, npodecop mapkerunry HEC School of
Management Mapk Banyenb, cydacHi ajdbTE€pHATHBHI peKjJIaMHI 3aCO0U MOXYTh
BIJIMBATH Ha CIIOKUBAYIB y TPhOX HANPAMAX:

— TO-TIepIIe, BOHU POOJISATH HOBY MAPKY «PEATBHICTION;

— IO-Jpyre, BOHU MOBTOPHO BHUKJIMKAIOTh B YsIBI 00pa3d TOPrOBHX MapokK
[UIIXOM YTBOPEHHS aCOI[IaTUBHOTO 3B’SI3KY;

— IO-TPETE, BOHU TMO3UTUBHO BIUIMBAIOTh HA CHPUUHATTA PEKIAMHOI
1H(popMarlii B3araji, TOMY 110 BUKIHKAIOTh OJJHO3HAYHO IMO3UTUBHI €MOIIIi.

TakyuM YMHOM, TOJIOBHMM JUJISl JAOCATHEHHS OCHOBHUX BUMOT €()EKTUBHOCTI
Cy4acHOi peKjaMHU Ha HETPATUIIMHUX HOCISX € Te, 10 MK HOCIEM 1 PEeKJIaMHUM
TEKCTOM IMOBIJOMJICHb YTBOPIOIOTHCSI CTAOUIbHI BIJIHOCHMHHU, peali30BaHl Ha
IHTYITUBHOMY piBHI. BcTaHOBIEHO, 10 BepOalibHO-BI3yallbHA €IHICTh (POPMYyBaHHS
peKJIaMHOro 00pa3y poOUTh peKJIaMHE TMOBIJIOMJICHHS 3aBEPIICHUM 30BHIIIHBO
(BizyarbHe O(OpPMIIEHHS) Ta BHYTPIIIHBO (CMHUCIOBE), a BiJ JOLIBHOTO MOEIHAHHS
BepOabHOI 1 Bi3yaJbHOI CKJIAJIOBUX 3aJIEXKUTh €(DEKTUBHICTh peKJIaMHOTO 00pazy [7].

VY Xoai HayKOBHUX JAOCHIKEHb OYyJIO BUSBJICHO, 110 HEMOXJIMUBO BUIIIUTH
BepOAJIbHUI YK BI3yaJIbHUA KOMIIOHEHT PEKJIAMHOTO TEKCTY SIK BaXKJIMBIIIMKM 3a
IHIIUMH, ajkKe BOHM OOWJBAa BIJITPAIOTh HAJA3BUYAWHO BaXJIUBY pOJb IS
dbopmyBaHHs 1UTICHOTO o00pa3y pekiamHoro mnoBigomsieHHs. Cepen  iXHIX
HalBXIUBIIUX (QYHKUIH OyJlo BHOKpEMJIEHO 1H()OPMATUBHY, KOHKPETHU3YIOUY,
N1JCUIIOBATIbHY, €EKCIIPECUBHY, CIIOHYKaJIbHY TOLIO [4].

EQeKkTuBHICTP BUKOPUCTAaHHS pPEKJIAMHOro o00pa3y IOBUHHO BIJANOBIIATH
TaKUM KPUTEPISIM:

1. Byt mnpuBabAMBUM Bi3yajdbHO, BIUIMBATH Ha 3ip, 3YNUHUTU OIS

cnoxkuBaua (70% mrogeit — BI3yadiCTH), 3MYCUTH MOr0 MPOUYUTATH PEKIIAMHE
MOB1/IOMJICHHSI.
2. PexknamHuii o0Opa3 MOBMHEH BIJANOBIJIATH CIHOXXHBA4Y€BI — 3arajlbHOMY

(30upanbHOMY) 00pa3y HUILOBOI ayauTopii. AOO OCHOBHOMY ii CETMEHTY.

3. [lounHaeTbCs 3 TOBAPHOTO 3HAKA 1 (PIPMOBOTO CTHIIIO.

4. PexsiamHuii 00pa3 BIITBOPIOE YHIKATBLHOCTI PEKJIAMOBAHOTO MTPOIAYKTY.

5. Pexitamuuii 00pa3 — JIakOHIYHE, KOPOTKE, MBHUJKE, SIK KYJS, 1 «Ty4He», SK
MOCTPLJI, TIOB1JOMJICHHS.

6. HeoOxiqHO AOTpUMYBaTUCS KOMYHIKATUBHOI CHCTEMH, B SIKIi OyIyeThCs
peKIaMHe TTOB1AOMIICHHS. SIKIIIO HOro po3MoyaTo Ha eMOIIIHHIN XBUII1 — HA HiH CIIJT 1
IPOAOBXKYBATH [J].

Otxe, il MNOHATTSM «PEKIAMHOrO 00pa3y» B HAIIOMY JOCHIIKEHHI MH
pO3yMieMO cKiagHe 3a (opMoOI0 Ta yHIKaJbHE 3a 3MICTOM SIBHIIE, IO € CIIOCOOOM
KOMYHIKallli, Ta [epeJae HOBY 1HQOpMAIIl0 MTpo HOPOAYKT  (MOCIYTY),
BUKOPUCTOBYIOUM JUIsl I[OTO 0Opa3Hy MOBY, MOOyJOBaHy Ha BUKOPUCTAHHI
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apXEeTUIIIB 1 CTEPEOTHIIB, IO JONOMArae «BKJIIOYUTH MIACBIAOME» HJsi IXHBOIO
cnpuiiHATTA. HalTouHille BCTaHOBUTH €(QEKTHBHICTh KPEATHUBHOCTI PEKIAMHHX
oOpa3iB Ta epeKT BiJ IXHbOI KOMYHIKAIlli B peKJiaMi, BIUIUBY Ha CIIOHBaya MOKHA
JUIIe B TOMY BHUIAAKY, SIKIIO 30UIbIIEHHS 0OcCsriB 30yTy TOBapy BiOYyBa€eThCs
HeraifHO micJisl BIUTUBY pekjamu 1 06e3 A1l Oynb-IKuX CHOHTaHHUX (aKkTopiB, TOOTO B
yMOBaX €KCIEPUMEHTY.
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Onena JIYK’IHOBA

Buxnaoau kxageopu pucyuxa

Kuiscokoi oeporcasnoi akademii 0ekopamugHo-
NPUKTIAOHO20 MUCMEYMB8ad [ OU3AUHY

imeni Muxatina bouuyka

(m. Kuis, Yxpaina)

KOHLUEILIS CYYACHOI TU3AMH-OCBITH

Anomauis. Poszsumox cyyacHoi OU3auH-0Cc8imu BU3HAYAEMbCA
MOOEPHI3AYIUHUMU NpOYecamu, sKi CHpPAMOBAHI HA CMBOPEHHST HOBUX OCBIMHIX
CMaHoapmis, OHOGNIeHHs HA8UANbHUX NPOSPAM [ OUOAKMUYHUX Mamepianie, nepeisio
icHylouux gopm ma memooié HasuawHsA. IXwi KOHYenmyanbHi NONOINCEHHS
Xapakxmepuzyromscsi no2iia0amu, 32I0HO0 3 AKUMU Y YEHMp OCBIMHbOI cucmemu
cmagumucsi 3a6e3neuenHs. CAMopo3BUMKY i CAMOBOOCKOHANEHHsL CY0 '€Kmi8 y npoyeci
080J100IHHsL 3HAHHAMU ma eminHAMuU. Konyenyis cyyacHnoi ouzatin-oceimu mae 6ymu
CNpAMOBAHA HA PO38 S3aHHA NpobOiemMu Nnpogecilinoi OJisinibHOCmI K  npoyecy
YCNIWHO20 CMAHOBIEHHs Ui po36UmK)y npogecionanizmy ¢haxieysa. Taxa xonyenyisn
00IPYHMOBYE YLNICHY, OUHAMIYHY ma BI0KpUmy cucmemy ni020moeKu MatiOymHix
ouzatinepié 3 a0eK8AMHUMU CMPYKMYpPOIO, Memol, 3MICIMOM, Neoda2ocidHumu
ymoeamu i 8i0N0BIOHO MemMOOUUHOK CUCMEMOI0 3a0e3neueHHs maKoi ni02omosKu.
Peanizayis xonyenyii oxonnoe 63a€MON08’s3ani KOHUEnmu: MemooOoN02IuHULL
meopemuyHull, Memoouynul i npakmuuynui. Heobxionum npoyecom maxodc cmac
00TpYHMY8aHHs 8UMO2 00 (haxos8oi niocomoexku nedazoza. /[ns niocomosku gaxisyis
HeobXiOHO peanizyeamu HO8Y KOHYENYIlO0 CYYACHOI OU3auH-0C8Imu, W0 € HAYKOBO
00IPYHMOBAHOI | KON NPUOINAEMbCA 3HAYHA Y8a2d COYIANbHUM [ NOBEOIHKOBUM
acnekmam ma Cy4acHUM mexHOoA02IAM.

Knwuoei cnosa: ousaiin-ocsima; memoooN02iuHULL KOHYENnm, meopemudHull
KOHYenm, MemooOudHull KOHYenm, npaKkmuyHuti KOHYenm, akciono2idynui nioxio.

Olena LUKIANOVA

Lecturer at the Department of Drawing

Academy of Decorative and Applied Arts and Design named after M. Boichuk
(Kyiv, Ukraine)

THE CONCEPT OF MODERN DESIGN-EDUCATION

Annotation. The development of modern design education is determined by
modernization processes aimed at creating new educational standards, updating
curricula and didactic materials, revising existing forms and methods of education.
Its conceptual positions are characterized by views according to which the center of
the educational system is the provision of self-development and self-improvement of
subjects in the process of mastering knowledge and skills. The concept of modern
design-education should be aimed at solving the problems of professional activity, as

a process of successful formation and development of a specialist’s professionalism.
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Such a concept substantiates a holistic, dynamic and open system of training future
designers with an adequate structure, purpose, content, pedagogical conditions and
an appropriate methodical system for ensuring such training. The implementation of
the concept covers interrelated concepts: methodological, theoretical, methodical
and practical. The substantiation of the requirements for the pedagogy’s professional
training also becomes a necessary process. To preparation specialists, it is necessary
to implement a new concept of modern design education, which is scientifically based
and pays significant attention to social and behavioral aspects and modern
technologies.

Keywords: design education;, methodological concept; theoretical concept;
methodological concept; practical concept, axiological approach.

Ju3zaiiH-ocBiTa K cepa KyJIbTypHOI Ta OCBITHBOI JISNIBHOCTI aKTyali3ye psij
npoOsieM, HalBaxIMBiIIa 3 SKMX — MIATOTOBKA KOHKYPEHTOCIPOMOXKHOTO
creniaigicTa, 110 Mae 00pa3He MUCIIEHHS, TBOPUYY CHPSIMOBAHICTh, BUCOKI €CTETUYHI
BJIACTUBOCTI, HABUYKM OINEPALIHHOIO MOJETIOBaHHS, KOHCTPYKTOPCHKOI Ta
rpadiyHOl JiSSIHOCTI, 3JaTHICTh /10 BUPINICHHS HECTAHJAAPTHUX 3aBJIaHb, MPOJYKYE
opuriHaiibHi iAei. OgHak 4yepe3 HEJOCTaTHIO yBary 10 MHUTaHb TEOPETUYHOI Ta
MPaKTUYHOI MIATOTOBKY MalOyTHIX AM3aliHEPIB CyyacHI HayKOBO-NEAAroriyHi peaii
CBilUaTh MpO Te, 10 MIpoOjeMa MiATOTOBKU MaiOyTHBOTO Ju3ailHepa moTpedye
perenbHOro gociipkeHHs. CydacHi TpaHcdopmauii y cdepi Iu3ailH-OCBITH
NOTPeOYyIOTh YAOCKOHAJIEHHS TPaJAULIIIHOI penpo1yKTUBHOI MPOQeCciiHOIT MIATOTOBKH
MaiOyTHIX AU3alHEPIB Ta MOLIYKY IMIJIXOJIB, 110 1aayTh 3MOT'y IPUBECTH CTaHJIAPTH
OCBITHBOT'O IIPOLIECY Y BIAMOBIIHICTH JIO CBITOBUX BUMOT [1].

IlepciexTuBu PO3BUTKY Cy4acHOI JIN3aiiH-OCBITU BU3HAYaOThCS
MOJIEpHI3Al[IMHUMHU TMPOLECaMH, $IKI CHPSMOBaHI HAa CTBOPEHHS HOBHUX OCBITHIX
CTaHJApTIB, OHOBJEHHS HAaBYAJIbHUX MPOTrpaM 1 JUAAKTUYHUX MaTepialliB, MEpPeriisi
icHytounx (opM Ta METONIB HABUAHHA. IXHI KOHLENTyalbHi MOJIOKEHHS
XapaKTepU3yIOTbCA MOMISIAAMM, 3TIJHO 3 SIKUMH y LEHTP OCBITHBOI CHCTEMH
CTaBUTBHCA 3a0€3MEYEHHSI CAMOPO3BUTKY 1 CAMOBJIOCKOHAJIEHHSI Cy0’ €KTIB y IpOLEC]
OBOJIOJIIHHS 3HAHHSMH Ta BMIHHAMM, LI0 JAa€ 3MOry MEpEeWTH Ha HOBHM THII
MUCJICHHSI 1 HOBI cmocoOu mnepeTBopeHHs niiicHocTi [2]. KoHueniiss cy4acHOi
JU3aliH-OCBITU Ma€ OyTH CHpsSMOBaHAa Ha PO3B’s3aHHA MpobiieMu mnpodeciiiHol
JUISJIBHOCT1 SIK TPOLIECY YCIIIIHOTO CTAaHOBJIEGHHS M PO3BUTKY MpodecioHanizmy
¢daxiBis. Taka KOHUeEMNISE OOTPYHTOBY€E LUIICHY, TUHAMIYHY Ta BIIKPUTY CHCTEMY
MIAITOTOBKM ManOyTHIX AW3aiiHEepIB 3 aJeKBAaTHOIO CTPYKTYPOIO, METOIO, 3MICTOM,
MeJIaroriyHUMHA YMOBaMM 1 BIAMOBIIHOKO METOIUYHOIO CHCTEMOIO 3a0e3MeueHHS
Takol MIATOTOBKH. Peaimizamisa KOHIENII OXOIUIIOE B3a€EMOIIOB’A3aHl KOHIIEITH:
METOJ0JIOTTYHU M, TEOPETUUHUIN, METOAUYHUHN 1 TPAKTUUYHUIA.

MeTomoNMoTIYHUM ~ KOHIIENT  BigoOpaka€  CyKYMHICTh  MHIAXOMAIB, IO
3a0e31euyoTh 00 €KTUBHICTh Ta €(QEKTUBHICTh MPONECY MIJATOTOBKH MalOyTHIX
J3aliHEPIB, 30KpeMa CHUCTEMHUM, OCOOMCTICHMH, KOMIETCHTHICHUH, IsJIbHICHUMH,
CEpPEIOBUIIIHNN, KOHTEKCTHUU.

TeopeTHuHUIl KOHUENT BHU3HAYA€ MIATOTOBKY MaMOYyTHIX JU3ailHEPIB K

MIOCJIIIOBHUM TMPOIIEC, 110 3A1MCHIOETHCS HA MOTUBAIIMHO-IIIHHICHOMY Ta OILIIHOYHO-
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J1arHOCTUYHOMY €Tarax peajizallii MeTOJAUYHOT CUCTEMHU.

MeTonuuHuil  KOHUENT 3a0e3MeuyeThCsl  BIPOBAIKEHHSIM  1HHOBAIIMHUX
METOAMK MIATOTOBKH, TEXHOJIOTI] KOHTEKCTHOTO HABYAHHS, TPEHIHT-TEXHOJIOTIH,
3QJIy4eHHS JI0 CAMOOCBITHBOT 1STBHOCTI.

[TpakTryHU# KOHLENT nepeAadayvae BIPOBAIKEHHS TEXHIUHUX 1 TEXHOJOTTYHUX
3ac001B MIArOTOBKY MallOyTHIX AU3ailHEPIB 1O PO3BUTKY OCBITHBOI JISJIBHOCTI.

Takox ciiJl 3a3HAYUTH, 110 B MPOILEC] MIATOTOBKM MalOYTHBHOTO AU3aiiHEpa
HEJOCTAaTHHO ITOBHO BHUCBITJIEHUN aKCIOJOTIUHUNA pecypc MiJIBUILEHHS SIKOCTI,
OCKIJIbKM OCHOBHA yBara MNpUAUISIETbCS 30BHIMIHIM OOCTaBMHAM Ta MapaMmerpam
moOyI0BH OCBITHHOTO TPOIECY, a BHYTPIIIHI, OCOOUCTICHI pe3epBH 3a0€3MECUCHHS
BHUCOKOI pe3yJbTaTUBHOCTI MPOLIECY HABYAHHSA PO3KPUTO HE IMOBHOIO Miporo [1].
Came akcioJoriyHUM MiAX1] SIK METOJI0JIOTTYHA 0a3a JOCHIIKEeHHs TpoOJIeM Tu3aiiH-
OCBITU J1a€ 3MOTYy BHU3HAYUTH IHJMKATOPHU MIABUINCHHS ii SKOCTi, 3HAUTH pecypcH
3MIHU SIKICHOTO PIBHSI Au3aiiH-ocBITU. [lin peamizaifi€ro akcioJOTIYHOTO MiAXOAY B
MIArOTOBLI MaWOYTHBOIO JU3aiiHEpa PO3YMIETbCS OpIEHTAllsl TU3aiH-OCBITH: Ha
I[IHHOCT1 KYJbTYpPH CYCIUJIbCTBA; HA BIJAMOBIIHICTh Y 3MICTOBHOMY Ta CTPYKTYPHOMY
IUIaH1 COLIAJIBHUM Ta KYJbTYPHUM LIHHOCTAM, 110 (DOPMYIOTh €CTETUUHUNA CMaK; Ha
BUJIUVICHHS €CTETUYHUX I[IHHOCTEH; Ha aKTyaji3allil0 KpEeaTUBHO-LIHHICHUX
TEXHOJIOT1H.

BignoBigHo 10 BHUKJIAJEHHS KOHIIEMIlI Cy4acHO! AM3alH-OCBITH HEOOX1THUM
MPOLIECOM TaKOX CTa€ OOIPYHTYBaHHsS BUMOI 10 (paXxOBOi MIATOTOBKM Nejarora.
Tomy mio, kpiM 3100yTHMX 3HaHb, MEAArory HEOOXIJHO BOJOMITH XYIOXKHIM
MUCJIEHHSIM, MPOSIBISITH TBOPYY AKTHUBHICTh Ta 1HILIATHBHICTH, @ TAKOX 3/IaTHICTb
KOOPJIMHYBAaTW CBOI Jii 3 YypaxyBaHHSIM ICHYIOUMX NeAaroriyHux ymos. s
MiArOTOBKU (DaxiBI[IB HEOOXIHO peaii3yBaTH HOBY KOHIICMIIIO Cy4acHOi au3aiiH-
OCBITH, II0 € HAayKOBO OOIPYHTOBAHOI, MPUAUISE 3HAUYHY yBaruk COLIAJbHUM 1
NOBEAIHKOBUM AacleKTaM Ta Cy4YacHMM TexHojoriaMm. IloTpiOHI HOB1 1HTErpoBaHi
HaBYAJIbHI AUCHUILUIIHM, sIKI O BIJNOBIAAIM CydyacHMM BuMoram au3zaiiny. Ilig dac
IIPOEKTYBAHHS KOHLEMLII HEOOX1IHO BPaXxOBYBaTH T€, 110 NEAAroriyHUi Mpouec — 1e
CHElLIAJIbHO OpraHi3oBaHa B3a€MOJIiS IMENaroriB Ta CTYJAEHTIB, COpsIMOBaHAa Ha
BUPIIICHHS PI3HOMAHITHUX OCBITHIX 3aBJIaHb.

Jlireparypa
1. BpoBuenko A. I. JIuzaifH-ocBiTa B KOHTEKCTI CydyacHUX peainiit / Monosap 1
puHOK. — 2023. — No 67 (214-215). — C. 47-51.
2. ®ypca O. O. CyyacHi NPUHLIMOU PO3BUTKY JHU3aHH-OCBITH B YKpaiHi //
Bicuuk JKutomupcekoro aep:kaBHOTO yHiBepcuTeTy iMeH1 IBana ®dpanka. — 2012. —
Bun. 63. — C. 149-153.
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Kamepuna IIHCAPEHKO

3006ysau Opyeoeo (macicmepcbkoco) piHsa suwoi oceimu
Kuiscovkoi oeporcasnoi akademii dekopamugHo-
NPUKTIAOHO20 MUCMEYM8a i OU3AUHY

imeni Muxatina bouuyka

(m. Kuis, Ykpaina)

Onvea MUXAHTIOK

Loyeum kagheopu epagiunozo ouzaiiny
Kuiscoroi oeparcasnoi akademii oexopamusHo-
NPUKTIAOHO20 MUCMEYM8a i OU3AUHY

imeni Muxatina bouuyka

(m. Kuis, Ykpaina)

T'PA®IYHUM TU3AWH SIK IHCTPYMEHT 3BEPEKEHHS
YKPATHCBKOI KYJbTYPHOI CIIAIIIIVHA

Anomauia. Pozensoaemocs epagiunutl ouszaiin sk iHCMpyMeHm 30epedtcenHs
VKpaincokoi KynbmypHoi cnadwunu. Buswaueno, wo numi epagiunuii ouzaiu €
bacamozpannolo cgeporo 8i3YanbHOI KOMYHIKAYIi ma Cnpusic nepeocMUCIeHHIO,
30epedtcennto 1 NOWUPEHHIO HAYIOHANbHOI Kyibmypu. AKYyenmoeano yeazy Ha
BUKOPUCMAHHI HAYKOBO OOIPYHMOBAHO20 Ni0X00y 00 adanmayii HAYIOHANbHUX
MOMUBIB8 Ni0 YAC CMBOPEHHS AKMYANbHUX BI3YAIbHUX DIUleHb, OPIEHMOBAHUX HA
nompeoOu K OKpeMo20 CHOHNCUBAUA, MAK I CYUACHO20 CYCNINbCMEA 8 YILNOMY.

Knrwouoei cnosa: epagiunuii ouzaiin, Ky1vmypHa cnaowjuna, 8i3yanivHi oopasu,
HAYIOHANbHI MOMUBU.
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GRAPHIC DESIGN AS A TOOL FOR PRESERVING UKRAINIAN
CULTURAL HERITAGE

Annotation. This study explores graphic design as a tool for preserving
Ukrainian cultural heritage. It is determined that today graphic design is a
multifaceted field of visual communication that contributes to the reinterpretation,
preservation, and dissemination of national culture. Emphasis is placed on the

application of a scientifically grounded approach to adapting national motifs in the
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creation of relevant visual solutions tailored to the needs of both individual
consumers and modern society as a whole.
Keywords: graphic design, cultural heritage, visual imagery, national motifs.

Ines 30epekeHHsT KyJIbTypHOI CIaIIIMHNA, HAIlIOHAIbHUX CUMBOJIIB Ta MOTUBIB
y Haml yac Ayxe akTyanbHa. Huni rpadiunuii nuzaiiH € GaratorpanHoro cgeporo
BI3yaJIbHOI KOMYHIKallii, 10 MOEIHYE €CTeTUKY, (PYHKIIOHAJIBHICTh 1 TEXHOJOTII, a
TaKOX CIpHUSE€ TMEPEOCMUCIICHHIO, 30€peXEHHI0 Ta MOMyJspu3alii HalloHaJbHOI
KyJbTYpH, aAaNTyIOuH ii CKJIaJ0B1 0 MOTpeOd Ta BIOAOOAHb CyYaCHOIO CIIOKHBaya.
Takum 4yWHOM, HAIllOHAJIBHI CUMBOJIM, OPHAMEHTH, MEPCOHaX1 (OJIBKIOPY TOUIO
Ha0yBalOTh XYJAO0KHBOI BUPA3HOCTI W €CTETUYHOI JOCKOHAJIOCTI, a B MOEJHAHHI 13
CYYaCHUMH TPEHJIaMH CTAalOTh 3pO3yMUIMMH ISl IIMPOKOi ayAUTOpii SIK B YKpaiHi,
TakK 1 3a 1 Mexamu.

3acTocyBaHHS €JE€MEHTIB HAalllOHAJBHOTO (HONBKIOPY B JAM3aMHI JOIMOMAarae
BUPI3HATH MPOAYKTH YKPAiHCHKOIO BUPOOHHUIITBA, OPEHIM Ta MPOEKTH HA CBITOBOMY
puHKYy [3, c. 113]. BukopuctanHsi OpHaMEHTIB, CTUJII30BaHUX TPAJUIIIHHUX MOTHUBIB
a00 Mi(oJIOriUHUX 00pa3iB SIK OCHOBU JU3alHY cripusie (POPMYBaHHIO KOHKYPEHTHHUX
nepeBar, MIAKPECII0€ aBTEHTHUYHICTh Ta 3abe3neuye eMOLIHHUNA 3B’SI30K 13
KyJbTYpPHUMHU LIHHOCTSMU. BosiHOYAc ajganTaiisi eJeMEeHTIB HalllOHAJbHOI KYJbTYypH
Mae OyTH OOIPYHTOBAHOIO, 1100 YHUKHYTU CHIOTBOPEHHS IXHBOTO MEPBICHOI'O CEHCY.
[1ix yac po3poOKkH BizyadbHUX 00pa3iB €JIEMEHTIB KyJIbTYPHOI CHAAIIMHU TU3aHEPH
JOOCIIUKYIOTh ICTOPUYHI Ta €THOrpadiyHl JpKepea, 3a0e3Meuyoud TaKUM YHHOM He
JUIIE €CTETUYHY JOCKOHAJICTh, a i 3MICTOBHICTh CTBOpEHHUX 00pa3iB [4, c. 4] (puc.

1.

2 E 1

Pucynok 1. MoTuBH yKpaiHCbKHUX OPHAMEHTIB Y (DipMOBOMY CTHJII JIOTJISIIOBOL
npoaykuii «Brun’kay». Asrop FO. I'ynymsk. 2016 [1].

Oco061MBOTO 3HaYeHHs1 HAOyBa€ CTBOPEHHS aKTyaJIbHUX BI3yaJIbHUX pIIIEHb,
OpIEHTOBaHUX Ha MOTPEOU K OKPEMOro CIOXKMBaya, Tak 1 Cy4acHOTO CYCHIJIbCTBA B
uiomy. Hampukian, BUKOPUCTAHHS HalllOHAIBHUX €JIEMEHTIB y IUu(poBUX Meria,
MOOUIPHUX JOAaTKax, aHiMmalii a0o 1HTepaKTUBHOMY JIM3aiiHI TOIIO JIONIOMAarae
MOIIMPIOBATH KYJBTYPHI I[IHHOCTI CEpe] CIOXKMBaudiB PI3HOI BIKOBOi KaTeropii.
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InHOBaMiiHI MiAX0au, a caMe CTUJII3aIlisg 00pa3iB HAPOAHUX Ka30K IIiJ 4ac Po3poOKu
HAaCTUIBHUX irop uu iHdorpadiku IarTh 3MOTY JOHECTH TpaAulliiHI 11ei uepes
JOCTYIHI 1 BUpa3Hi (hopMaTu, 110 CIOHYKAIOTh J0 MOJAIBIIOr0 Mi3HAHHS (puc. 2).

a 0 B
Pucynoxk 2. IntocTpaiiii 3 BUKOpUCTAHHAM YKpPaiHCbKUX Mi(osIoriyHuX 00pa3iB asis
npoekTy «YapiBHuUiA CBIT»: a — Miosoriunuii nepconax Benec; 6 — midonoriunuii
nepcoHax Yyraiicrep; B — mionoriyauii nepconaxx Moxkotil.
Agtop O. Hectepenko. 2021 [2].

BukopucroBytourn TpaaMiiiiHI CHUMBOJIM, MaWCTpu rpadiyHOTO MUCTEUTBA
CTBOPIOIOTH MPOJIYKTHU, SIKI BOJHOYAC BIJNOBIAAIOTH CYYaCHUM Bi3yaJbHUM TPEHIAM
Ta BUMOIaM, a TaKOX 30epiraloTb r’IMOOKHI 3B’S30K 13 MUHYJIUM. 3aBASKA LbOMY
JU3aiiH CTae MICTKOM MDK IMOKOJIHHSIMH, BIJOOpa)xarouu HallOHAJIbHY KYJIbTYpY 1
MOJIEpHI3YIOYH i 10 TOTpeO TUHAMIYHOTI'O ChbOTOJICHHS.

Orxe, rpadiyHud AM3allH BUKOHYE BaXJIMBY (DYHKIIO  TpaHCISILIT
YKpaiHChKUX IIHHOCTEH uepe3 Bi3yajbHlI (popMH Ta 00pas3u, CHpusie 30€pe’KEeHHIO
HalllOHAJIbHUX Tpaaulii 1 3a0e3medye iX NOWIMPEHHS B HOBUX (opmarax SK B
Vkpaini, Tak 1 3a 1i Mmexamu. BoJaHo4yac BaXJIMBO JOTPUMYBATHUCS HAyKOBO
OOTPpYHTOBAHOIO MIX0Y 0 POOOTH 3 HAllIOHAILHUMU MOTUBAMU, 11100 YHUKHYTH 1X
CIIOTBOPEHHS Ta BTPAaTH aBTEHTUYHOT'O CEHCY.
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CRITICAL DESIGN :CREATIVITY AND DESTRUCTIVE
PRACTICES IN DESIGN

The crisis as the form, an object in crisis.

As the aim of the article is to question traditional understandings of the
functional field of design, using a “form, an object in crisis” as a focus. Going
beyond the understanding, that the discipline refers only to the aesthetic and
ergonomic, complex property of a work of applied art or industry, as well as its
constructive characteristics. The author argues that among the main functions of
design are emotional categories, which in the contemporary discourse should not be
placed outside the debate about Design. In addition to the added aesthetic value
through which destruction contributes, it is suggested that the act itself can be in the
field of design, instead of revealing only the oppressive dimension embedded in the
designed forms.

Destructive practices should not be seen as an act of automatic destruction, but
in a poetic sense, through which the designer creates and layers the destructive
experience into an object for debate. In this article the author will use the subject of
“form, an object in crisis” as a point of debate.

In the department of design at New Bulgarian University ,since the 1990s,
strange ambiguous, non-functional, mysterious and complex design objects have
appeared, as artistic design practices. These objects are described in the author’s book
“Critical Design: Current

Processes in Contemporary Art and Design” (2024) . They are based on an
approach, sometimes called anti-design, radical, conceptual or critical design, wall of
the imperatives of the power structures of society, but instead criticizes
them. Through a strategy of deforming and destroying objects far from their usual
forms and functions, they provoke unusual behaviors, call into question social and
political values, as well as design itself.

Because design now accepts every problem in the world as its own, even the
problem itself instead of becoming a solution, which is usually the concern of radical
art, and art itself, is planned to reform its revolution of everyday life. Design takes on
social tasks and processes and distances itself from products, but not from
commodity, fetishism as a topic of discussion.

In my clearest sorting, the objects of destruction are not art in experimental
form, but design in its most instrumental form. They borrow or receive aesthetic and
communication approaches from art and social, and political models and strategies,
from the social sciences. The term destruction refers to a wide variety of

heterogeneous artistic practices with all media, using destructive processes in the
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service of constructive, innovative, aesthetic goals and aiming at cultural, social and
political change.

Destruction emerged as the most aggressive artistic genre for expressing social
and cultural conditions. Artistic destructions in aesthetics - approaches, materials,
results and contexts contribute to a paradigm shift from the model of the historical
avant-garde to heterogeneity in the arts. Destruction can be seen as a new category in
cultural studies, dealing with the socio-political, epistemic and medial conditions of
the constitution of images of reality and society. It is obvious that their political
potential does not stem from the presentation of open content, but using the form to
create a specific space for perception and interaction. Often these practices have the
character of an event, since, due to their relational nature, they are tied to forms of
representation and acceptance, which can only be challenged situationally.

The political in destructive design appears exactly where the sense of ordered
meaning is exposed to chaotic sensuality. This simultaneous process of legitimizing
and canceling hierarchical relations is articulated in the aesthetics of destruction, as a
break with one’s own (preliminary) concepts, whether they are technical determinants
or aesthetic ideas. As unstable, located between order and disorder, aesthetic
destruction produces are flexivity that can be grasped if it is placed in relation to
other concepts-space, presence and affect. The ultimate goal is not to realize
grandiose social utopias through violent action, rebellion or revolution, but to create
anxiety in the obviousness with which systems exist. The destructive effect lies in the
way in which they cross hierarchies between practices and discourses, that work to
establish not functional zones, but affective zones of forces and events, where new
processes of subjectivity take place.

The crisis as a form...‘crisis’ appears as form: as a particular historical
instantiation of the contradictory social form of art’s autonomy, pushed to the point
of a seemingly irresolvable antagonism or antinomy.* (Osborne, Peter 2020 p. 178)

The object of destruction is subject to this situation. The crisis, as a general
form of the social, is expressed in a crisis of form in contemporary art, and Each
individual work participates in

that expression to the extent to which it enacts, or mediates, the problem of
form as the problem of the self-limiting suspension of the (Osborne, Peter
2020. p.179)

Object in crisis

In the text Notes on by Peter Osborne, the emphasis is on &quot;the
constitutive function of time in the artistic ontology of which he perceives as time, in
a crisis that becomes permanent. He argues that for contemporary art the very
category of seems problematic.

“The main difficulties of contemporary art practice and criticism alike: namely,
how to give general social and historical significance (and hence, in the classical
terminology, ‘universality’) to increasingly ‘individual’ — highly individuated —
works?” (Osborne, Peter 2020, p. 160)

The breakdown of the boundaries between the arts reduces the form: &quot;to
the cultural technology of formats&quot;, which provokes the creation of new artistic

forms. Osborne presents the philosophical essence of the art form, examining its
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problematic development over the years. He concluded that the expansion of the
concept of art to include non-artistic materials and practices extended its form and
required him to preserve their non-artistic status in their formal integration:
&quot;For the criticality of this integration depends on the ontological double- coding
of these elements, as at once inside and outside...”

“It 1s this kind of double-coding constituting the critical status of the work,
their contradictory structure, and the developmental dynamic they impart to the
concept of art that suggests dialectical logic as a philosophical key to the
comprehension of the concept of artistic form.* (Osborne, Peter 2020 p. 166)

In its disintegration and expansion of the artistic form, art reflects
contemporary sociality as disintegration and restoration only at the level of color,
form and utilitarianism, and leaves the relations between people alienated.

Sources

Osborne, Peter (2020) Notes on form. In: Osborne, Peter, (ed.) Thinking art :
materialisms, labors, forms. Kingston upon Thames, U.K. : CRMEP Books. pp. 159-
179. (CRMEP Books, ISBN 9781999333744, Ibid., p.160, Ibid., p. 166., Ibid., p.
178.,Ibid., p. 179.

https://eprints.kingston.ac.uk/id/eprint/48669/2/Osborne-P-48669-VoR.pdf
“Learning to see. Photographic workshop in kindergarten”. Pierre Gremillet
22/03/2025

Introduction.

How can photography contribute to children’s learning and awakening in
nursery school? This question is at the heart of my approach, situated at the
intersection of a research-creation project at University of Paris 8 and my work as a
photographer at the Maison Européenne de la Photographie.

By combining these experiences, I seek to explore the role of images in
pedagogical frameworks and their capacity to develop a critical and sensitive gaze in
children.

To do so, I draw on my artistic work, where photography, painting, and video
intertwined. Through the creation of hybrid images, 1 explore representations of
contemporary transformations, particularly those of the Anthropocene. This approach
allows me to consider photography not only as an artistic medium but also as a
stimulating pedagogical tool conducive to a transdisciplinary approach to learning. It
is important to note that the experiences and reflections inherent in this text are
specific to the French educational system, where my workshops take place.

Art and pedagogy: A Necessary Encounter. This work also provides an
opportunity to question the relationship between art and pedagogy, which seem to
share a common goal: the transmission of skills, ways of thinking, and ways of being.
History offers us emblematic examples, such as the Bauhaus, where artists and
teachers merged their disciplines. Today, although artistic education is an integral
part of school curricula, it is often relegated to a secondary role.

In this context, photography plays a special role. It enables us to take a critical
look at the world and learn to perceive our surroundings differently. By actively

involving children in the creative process, it invites them to take a fresh look at their
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everyday environment, experimenting and expressing their own vision of the world.

The evolution of educational policies and their impact on learning.

With the successive reforms of school policies, the school is no longer simply a
place of instruction disconnected from economic imperatives. As Pierre-Damien
Huyghe points out, reformulating

Condorcet’s project, schools initially aimed to reduce credulity in society by
equipping individuals with sufficient knowledge. However, secondary schools, in
particular, have gradually been transformed into a vocational training ground,
subjecting learning to utilitarian imperatives. From this point of view, going to school
means learning the skills needed to exercise a future profession.

This raises the question of whether apprenticeship should only prepare students
for the job market, or whether it should also cultivate their curiosity, sensitivity and
creativity.

However, the etymology of the word “schooling” reminds us of an entirely
different reality. As Pierre-Damien Huyghe points out, “the Greek word Skolé, from
which school derives, is often translated as leisure, free time [...]. In its most archaic
form, schooling is time freed from all economic exploitation™.

Originally, school would have been a suspended time, conducive to
reflection and intellectual development. Today, however, this concept is being called
into question by educational policies that tend to standardize knowledge and favor
pragmatic approaches.

The special place of nursery schools.

Kindergarten still seems to be unaffected by these professionalization trends.
Halfway between family and school, it is the child's first immersion in a collective
environment. What we learn in kindergarten is first and foremost autonomy — to act
and to think — through a process of awakening the senses and intelligences. However,
kindergarten is also a place of tension between educational aspirations, personal
fulfillment and the standardization imposed by school policies. It’s in this context that
I’ve conducted a number of photographic workshops.

The question of transmission then arises: how to teach? By what mechanisms,
what protocols, what discours? Three and six-year olds do not have the same
understanding of language as adults. So it’s essential to adapt the way we speak to
them, to establish an accessible vocabulary, then gradually enrich it over the course
of the sessions. Repeating important terms helps children to express their ideas more
effectively. What’s more, children at this age have relatively short attention spans.
That’s another challenge: keeping their attention during a one or two hour workshop.
My adaptation as a facilitator also involves structuring the session into several
activities or incorporating breaks.

Photography as a teaching tool.

My workshops are an opportunity to experiment with a pedagogy adapted to
this young audience. This approach is based on dynamic interaction between the adult
and the children, but also between the children themselves. My interventions are like
invitations: they open up avenues, set up games and create a space for dialogue where
no question or answer is wrong. The aim is to encourage exchange and expression
through photography.
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Photography thus becomes an educational tool in its own right. It not only
introduces children to the basics of composition and framing, but also develops their
aesthetic sensitivity and their ability to observe their environment. By manipulating
themselves, children learn to make choices, to take into account light, shapes and
textures.

Raising environmental awareness through images.

The cultural policy of the Maison Européenne de la Photographie, where I
work, aims to respond to contemporary issues. Last year, my workshops focused on
the Olympic Games. This year, they’re tackling ecological themes, particularly the
relationship with living things. In this sense, these workshops become spaces for
raising awareness of empathy and perception of the world.

The current era seems to me to be marked by two major transformations: the
Anthropocene3 and the digita. By establishing a new ecological and technical
paradigm, these two parameters of contemporary experience have triggered what
Estelle Zhing Mengual and Baptiste Morizot call “a crisis of sensitivity”, a decline in
empathy towards living beings, particularly non-humans. This crisis is all the more
evident among young city-dwellers, with little exposure to nature. In this context,
photography can play a key role in re-establishing a link between children and their
environment.

Running photography workshops in kindergartens means learning to see with
photography. But it also means asking the question of what it means to see in
photography. Over the course of its history, photography has seen two opposing
trends. On the one hand, the realist trend, driven by a demand for clarity, on which
documentary aesthetics are based. On the other, the formative trend, based on a
subjectivization of forms inspired by expressionism. In my context, photography, as
an educational tool, lies at the intersection of these two trends. It allows us to observe
and document the world’s transformations, while developing a critical eye in young
people.

In my workshops, I encourage children to observe and photograph the living
elements in their immediate environment: the weeds that persist in growing in the
grooves in the asphalt, for example. These experiments show how photography
enables children to rediscover their environment by paying attention to details they
were previously unaware of. I also draw on my university research to study shapes:
What are the differences between shapes from nature and those from the city? Are
these forms clearly distinct, or are they intertwined? Isn’t there an extension of nature
in the city and of the city in nature? Where do I stand, an adult, as a child? Am I
outside nature, or am I part of it? To answer these, I use photography as a medium to
convey an understanding of the world through its forms. If we need to “learn to see”8
As Estelle Zhing Mengual suggests, in order to respond to her diagnosis, it also
means learning to think about what we see. It means making ourselves available and
attentive to what surrounds us.

What’s more, photography encourages a contemplative approach, different
from the flow of images to which children are exposed daily through their screens.
By teaching them to look carefully before triggering the camera, we offer them a tool

for slowing down, for better perception. The photographic act then becomes a means
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of awakening their ecological sensitivity, raising awareness of the fragility of living
things and the need to protect them.

Conclusion: rethinking education through art.

So, although nursery schools are relatively untouched by the logic of
professionalization, they are not immune to forms of school standardization. In this
sense, art workshops offer an opportunity to reinvest the educational space and
introduce other ways of perceiving and thinking, through photography. They invite us
to pay attention to what we, as human being, miss out on, immersed as we are in our
daily inertia.

Photography, as a medium, is a bridge between learning, artistic sensitivity and
discovery of the world. It encourages reflection on our relationship with images and
reality, while awakening in children a curiosity and openness to otherness that are
essential to understanding the challenges of our times. By emphasizing a sensitive
and poetic approach to reality, it opposes a purely instrumental vision of knowledge,
all too often dictated by the imperatives of profitability.

At the same time, these workshops reveal the importance of preserving spaces
of freedom education. Faced with increasingly standardized education systems, where
learning tends to be reduced to an accumulation of quantifiable skills, it is becoming
essential to defend times and places for experimentation, where creativity and the
imagination can express themselves without constraint. The challenge is not only to
train individuals capable of integrating into society, but also to sensitive beings,
capable of perceiving the world in all its complexity and richness.

Through photography, it’s possible to rethink education as a living experience,
based on awakening the senses, reflection and exchange. By enabling children to
explore their environment in a different way, by introducing them to an artistic
practice that appeals to both their eyes and their sensibilities, these workshops
contribute to the development of a more open, more humane pedagogy, andult
imately, one that is more in tune with the issues if our time.

References

1. BONNERY Stéphane et DESLYPER Rémi, “Enseignement de l'art, Art &
'école : tout d’horizon

des recherches en France”, in Cahiers de la recherche sur 1’éducation et les
savoirs, Hors-série n°7,

2020.

2.CRUTZEN Paul Josef & STOERMER Eugene, “The Anthropocene”, Global
Change Newsletter,

mai 2000, n°41, p.17-18.

3.HUYGHE Pierre-Damien, Contre-Temps. De la recherche et des sens
enjeux. Arts, architecture,

design, Paris, B42, 2017, p. 42

4 KRACAUER Siegfried, Théorie du film. La Rédemption de la realité
matérielle, trad. Blanchard

Daniel et Orsoni Claude, Paris, Flammarion, La Bibliothéque des savoirs,
254



2010.

5.LUGON Olivier, Le style documentaire. D’ August Sander a Walker Evans,

1920-1945, Paris,

Macula, 2011.

6. ROUILLE André, La photographie numérique, une force néolibérale, Paris,
L’échappée, 2020.

7. THOUROUDE Laurence, “L'école maternelle : une école de 1'entre-deux”,
in Carrefours de

'éducation, 30 / 2, Paris, Armand Colin, 2010.

8.ZHONG MENGUAL Estelle et MORIZOT Baptiste, “L’illisibilit¢ du
paysage. Enquéte sur la crise écologique comme crise de la sensibilité¢”, in Nouvelle
revue d’esthétique, n°22, Presses

Universitaires de France, 2018, p.87-96.

9.ZHONG MENGUAL Estelle, Apprendre a voir. Le point de vue du vivant,
Paris, Actes Sud,
Mondes Sauvages, 2021.

255



Banenmuna KOCTIOKOBA

Kanouoam mucmeymeosunascmea,

doyenm Kagheopu mucmeymea mexcmuio,

BULUUBKU A KOCMIOMA

Kuiscoroi oeporcasroi akademii oexopamusHo-

NPUKIIAOH020 Mucmeymasa i ouzauny imeni Muxaiina boiiuyka
(m. Kuis, Ykpaina)

Cogia TATYP

3006ysau OC «Mazicmpy»

Kuiscoroi oeporcasnoi akademii oekopamusHo-

NPUKIAOH020 Mucmeymasa i ouzauny imeni Muxaiina botiuyka
(m. Kuis, Ykpaina)

CYUACHA JN3AMH-OCBITA.
BITPOBAJ[)KEHHSI STEAM-IIIAXOJIB, SIKI CHHTE3YIOTh
MUCTELTBO

Anomauia. Cyuacna yKpaincbka OU3AUH-OCBIMA NEPe’CUBAE MACUIMAOHI
3MIHU, BUKIUKAHI GNIUBOM MEXHONO2IYHO20 NPO2PecCy, €BPOIHmMe2payiuHuMu
npoyecamu ma coyianbHO-noaimudHumuy suxiukamu. OCHOBHUMU npobOremamu €
3acmapini nioxoou 00 BUKIAOAHHS, HEOOCMAmHs BION08IOHICMb HABUAILHUX
npocpam 8UMO2AM PUHKY MA 0OMeNCeHiCmb NPaKmuyHoi ni020moeKu cmyoeHmia.
Ocobueo ck1adHow € cumyayis y 38 's3K)y 3 NOBHOMACUMAOHUM BMOPSHEHHIM
pocii Ha mepumopito YKpaiuu, sike 3mycuno 6azamo 3axknadie nepetumu 00 OHIAUH-
Gdopmamy Haguanus. €ponelicbkKuti 00C8I0 NPONOHYE edeKmMUeHi pilleHHs,
30kpema enpogadxcerts STEAM-nioxodis, aki no€oHyioms HAYKy, MeXHOI02Ii,
[HoiceHepito, mucmeymeo i mamemamuxy. Ykpaina mae 3ocepedumu yeacy Ha
iHmeepayii iHHO8aYill, pPO3GUMK)Y UYUPDPOBUX KOMNEMeHYill ma pPO3UUPEHH]
cnisnpayi 3 €8poneucbKuMu napmuepamu. Boowouac easciueo 36epicamu
HAYiOHANbHI  OCBIMHI  mpaouyii ma aoanmysamu iX 00 CYYACHUX YMOS.
Pegpopmysanns  ouzatin-oceimu  8iokpugae modcaueocmi O0nsi  iHmezpayii 8
2100anbHy OU3AUHEePCbKy CHIIbHOMY 1 3MIYHEHHs KpeamueHo20 NOMeHYidLy
Kpaiuu.

Knwuoei cnosa: ouszatin-oceima; e€8ponelicbka iHme2payis, OCBIMHI
mpancgopmayii; Vkpaina,  neoacociuni  iHHO8ayii,  OU3AUH-MUCIEHHS,
€8ponelcbka oceima.
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Sofiia TATUR
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Academy of Decorative Applied Arts and Design
(Kyiv, Ukraine)

MODERN DESIGN EDUCATION: IMPLEMENTING STEAM
APPROACHES THAT SYNTHESIZE ART

Annotation. Modern Ukrainian design education is undergoing significant
transformations due to technological advancements, European integration processes,
and socio-political challenges. Key issues include outdated teaching methods,
insufficient alignment of curricula with market demands, and limited hands-on
training for students. The situation has become especially complex amid full-scale
military actions, which forced many institutions to shift to online learning formats.
European experience offers effective solutions, particularly through the
implementation of STEAM approaches that integrate science, technology,
engineering, art, and mathematics. Ukraine needs to focus on the integration of
innovations, development of digital competencies, and expansion of cooperation with
European partners. At the same time, it is important to preserve national educational
traditions and adapt them to modern conditions. Reforming design education opens
opportunities for integration into the global design community and strengthening the
country’s creative potential.

Keywords:  design  education;,  European  integration,  educational
transformations; Ukraine; pedagogical innovations, design thinking; European
education.

CyuacHa Ju3ailH-OCBITa 3a3Ha€ 3HAYHUX TpaHcPopMaliid MiJ BIUIMBOM
TEXHOJIOTIYHOTO TMPOrpecy, MeJaroriyHuX I1HHOBAIIM Ta OCOOJMBO MIHJIUBUX
cycninpHUX noTped. HuHi nepes ykpaiHChKOIO CUCTEMOIO AU3aH-OCBITH MOCTAIH
KiTbKa KPUTUYHHX TIpoOJeM, a came: 3acTapili METOJOJOTIYHl IiIXOMIH,
HEBIAMOBIHICTh MI?)K BUMOT'aMHU PUHKY Ta 3MICTOM HaBYaJIbHUX MPOTPaM, a TAKOXK
HEJIOCTaTHS MpPAaKTUYHA MIATOTOBKA BUIYCKHMKIB. He3Baxkarouu Ha 111 mpoOiieMu,
cUCTeMa JIEMOHCTPYE HaJA3BUYaiiHy €e(EKTUBHICTh Yy JOCSTHEHHI OCBITHIX
pe3yJbTaTiB: HABITH 13 BIAHOCHO OOMEXKEHHMHU pecypcamu MOCIae apyre Micue
cepenl 22  €BpONMEHCHKUX KpaiH 3a piBHEM €(QEKTUBHOCTI HaBYaHHS.
Tpanchopmarnisi au3ailH-OCBITM B YKpaiHi 3yMOBJIEHA SIK  BHYTPILIIHIMHU
notpebamu, Tak 1 BUMOTaMU €BpPOIHTErpallii, He Juiie Ha Tii BidHU. OCBITHS
CHCTEMa HHUHI aKTUBHO TMEPEXOJUTHh BIJ TPAAULINHUX AUCHMUIUIIHAPHUX ITAXOI1B
JI0 IHTETPOBAHOI, OPIEHTOBAHOI HA TEXHOJIOT1I MOJENl, SKa pOOUTH AKIEHT Ha
PO3B’sI3aHHI peajJbHUX MPOoOIeM 1 MDKIUCUMIUTIHAPHIN criBmpalli. €BpoiHTerpalist
cTaja Karajli3aTOpoOM MOJIepHi3allli yKpalHChbKOi au3aiH-ocBiTH. IIpoiec
nepegdavyae  TapMOHI3alil0 3  €BPONEHCHKUMM  CTaHJApTaMH, PO3BUTOK
IHHOBAI[IMHOI KpPEaTUBHOI €KOHOMIKHM uYepe3 JM3aiiH Ta MOCHJICHHS MIXKHapOAHOI
crmiBnpani. Ilpouec iHTerpaumii mHpu3BIB O BOPOBAIKEHHS HOBUX METO/IIB
HAaBYaHHS, IU(POBUX TEXHOJIOTIA Ta TICHINIOI CHIBIpalll MK HaBYaJIbHUMHU
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3aKiaJaMM 1 TPOMMCIOBICTIO JJig MPAaKTUYHOrO HaB4yaHHSA. Ll  ocBiTHA
TpaHcdopmallisi O3HauYae He JMIIe 3MIHYy METOJIB BHUKJIQJaHHSI, a W
dbyHIaMEeHTalIbHY 3MIHY B TOMY, SIK 33JyMYE€ThCS Ta MOJAETHCS TU3aiH-OCBITA B
VYkpaiHi, TOTYIOUM CTYJIEHTIB JO BHUKJHUKIB CBITOBOI I1HAYCTpii [Au3aliHy,
30epirarouu HaIloHaJbHI OCBITHI TPaaUILi.

Jn3aiiH-0CBITa 3arajioM IMOCTIHHO CTHUKA€ThCS 31 3HAUHUMM BUKIMKAaMU B
npoiieci MojiepHi3aiii. Po3risiHemMo, siKi BUKIUKH MOCTaIU MEpe] Tu3aiiH-0CBITOO
came B YkpaiHi. Cepeql HaraJlbHUX MUTaHb — «3aCTAPLIIMK METONONOTIYHUH anapar,
HEBIAMOBITHICTh MDK 3alUTaMU PUHKY Ta 3MICTOM HaBYaJIbHUX MPOTpam,
HEJOCTAaTHA MPAaKTUYHA MIArOTOBKA BUIYCKHUKIB» [1]. CuTyalis yCKIagHIOEThCA
HE JIMIIE€ «BIJACYTHICTIO CIEIialbHOI MHUCTELBKOI MIATOTOBKUA CTYACHTIB Ta
3BUIbHEHHSIM BHKJIAJlayiB 0€3 HAyKOBUX CTYIIEHIB, ajie¢ 3 PEaJbHUM MPAKTUYHUM
nocBigom» [1], a ¥ HUHIIHIM TOJITUYHUM CTAaHOBULIEM Yy  KpaiHi.
[ToBHOMacmiTabHe BTOprHeHHs B 2022 poul poCIMChbKUX BIMCHK Ha TEPUTOPIIO
VYkpainu ICTOTHO BIUIMHYJIO Ha JAM3aliH-OCBITY B YKpaiHi, uepe3 1o Oarato
HaBYaJIbHUX 3aKJIAJ(IB MEPEHIIIO HA YACTKOBY YU MOBHY (OpPMY OHJIAH-HABYAHHS,
110 3HAYHO YCKJIAJIHUJIO BUPILICHHS MUTAHHS 3 MOJIEpHI3allll OCBITH B Y KpaiHI.

Cepennst miata 3a HaB4YaHHS y cdepl au3aiiHy B YKpaiHi CTaHOBHTH
npubnu3Ho 792 eBpo, mo poOUTh MOro BIAHOCHO JOCTYHHUM TOPIBHSIHO 3
eBponeiicbkkuMu aHanoramu [2]. OmHaK $KICTh 1 MPaKTUYHA 3HAYYLIICTh IMX
nporpaM mNOTpeOyIOTh ICTOTHOTO BJOCKOHAJEHHS, IMIO0 BIJIMOBIAATH CY4YaCHUM
BUMOraM Taiy3i. €Bponelcbka Au3aliH-OCBITA JAEMOHCTPYE KIJIbKa IMEpPEJOBUX
XapaKTEePUCTHK, 5Kl YKpaiHChKa OCBITa MorJia O y3sTH /10 yBaru. BoHu BKIIIOYaIOTh
IHTErpaLio IHHOBAIMHUX METO/1IB HAaBYaHHS, TICHY CIIBIPAII0 MK HABYaJIbHUMU
3aKJaJlaMd Ta TPOMHUCIOBICTIO JJIA MPAKTUYHOIO HaBYaHHS Ta BIPOBAKEHHS
KOMIIETEHTHUX MIAXOA1B, K1 BIANOBIAAIOTh BUMOraM pUHKY [1].

VY eBponeichbKil BHIIIM OCBITI YITKO MPOCTEKYETHCS aKIEHT Ha MIIX0Jax
STEAM — iHTerpaiiii HayKu, TE€XHOJOTIH, 1HXEHEepil, MUCTE[TBA Ta MAaTEMAaTHKH.
STEAM — Science, Technology, Engineering, Arts, and Mathematics — npupoanuui
HayKH, TEXHOJIOT1sl, IH)KUHIPUHT, MUCTELITBO, MaTeMaTuka. Lle po3mmpenHuit miaxig
no STEM, saxuii pgonmae wmucrteutrBo (Arts) K KIIOYOBUM KOMIOHEHT st
CTUMYJIIOBaHHSI TBOPYOCTI Ta 1IHHOBAIIMHOTO MuUcHeHHA. Llell mixaucuumiiHapHuit
MIIX1J <«JI0MOMarae Kpaiie KOHTEKCTyalli3yBaTh MpPEeAMETH B MOJITUYHOMY,
€KOJIOTTYHOMY, COLIaJIbHO-EKOHOMIYHOMY Ta KyJbTypHOMY IutaHi» [4]. Kpim mporo,
y BUIIMX HaBUYaJbHHUX 3aKJIalaX POOUTHCS aKIEHT Ha (UIOCO(CHKUX Temax Ta
JTOCTIDKEHHSAX SKI MpsIMO TOB’s3aH1 3 00paHOI0 cremiaidbHicTio. Lle momomarae
Kpallle 3pO3yMITH aKTyadbHl MpoOsieMu MalOyTHbOi cdepu IiIsUIbHOCTI Ta
PO3IIMPIOE KPYTO3ip, IO CIPHUSE MOSBI Kpallux Ta TIHOMMX 1€ IS JTU3aifH-
npoekTiB. TakoX  €Bpomelchbka  Ju3ailHEpChKa  OCBITa  HArojollye  Ha
JEMOKPAaTUYHOMY  MIJIXOMl, 30CEpeI)KEHOMY  Ha  CHIBOpalli, TBOPUYOCTI,
IHKJIFO3UBHOCTI Ta BUpilieHH1 npobieM [5]. ToMy ykpaiHChbKI HaBYalbHI 3aKIaau
MOBUHHI CHPUSTH CTBOPEHHIO CEPEIOBUINA, B SIKOMY CTYAEHTH O€pyTh aKTHUBHY
y4acTh y CBOEMY HABUaHHI Ta BIANOBLIAIOTh 3a pe3yibratu. lle mnepenbauae
CTBOPEHHSI MPOCTOPY Il KOMAHJHOTO HAaBYaHHS Ta CHUIBHUX MPOEKTIB, SKi

CHPUSIOTH CIJIKYBAaHHIO Ta BUPIIIEHHIO TPOOJIEM.
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3Ha4YHOO MPOOJIEMOI0 YKPAaTHCHKOI TM3aH-OCBITH TAKOX € 11 KOHIICHTpAIlis y
BEJIUKUX MicTaX. JIOCIIIPKEHHs CB1AYATh, IO «OUIBIIICTh KOMIIAaHIH, K1 MPAIIOI0Th
Ha PUHKY, Ta (I3UYHUX OCIO-MIANPUEMIIIB 3apeecTpoBaHl B KueBi», a «B perioHax
IPOCTO HEMAE MAriCTePChbKUX MPOrpaM BiAMOBIIHOI MIATOTOBKH, a Ti, IO €, MOXYTb
MaTH 3acTapiInil 3MICT a00 METOJUKY BUKIJIaJaHHD» [5].

Biiina B YkpaiHi n0o1a1a HOBI BUMIPH JU3aiiH-OCBITI, TOTPEOYIOYM afanTailii
TBOPUMX MIAXOJIIB 31 30epekeHHsIM sAKocTi ocBiTH [6]. Lleit cknagHuil KOHTEKCT
napajoKCaIbHUM YHWHOM CTBOPMB MOXJIMBOCTI JJii 1HHOBAI, HOpUYOMY
yKpaiHChbKa OCBiTa y cdepi au3alHy JIEMOHCTPYE HaJ3BUYalHy CTIAKICTH 1
3IaTHICTb JI0 aJIarTalii.

Jist  epexTuBHOI MOJEpHI3alii YKpaiHChKOI JU3ailH-OCBITU HEOOX1IHO
JEeKUIbKa cTpareriyHux 1HimiatuB. [lo-mepme, mnpioputeTtomMm Mae OyTH
BIIPOBA/XKEHHS U(POBUX KOMIETEHI1N Ta IHHOBALIIHUX METOJIB HaB4YaHHS [1].
[To-npyre, Hanmaro/pKeHHs TICHIIIOI CHIBIpall 3 €BPONEUCHKUMHU IHCTUTYLISAMHU
yepe3 MporpaMu akajeMIuHOi MOOUTBHOCTI Ta CHUIBHI JOCHIJIHUIIBKI MPOEKTH
COpUsATUME Mepeaadl 3HaHb 1 OOMIHY MepeAoBHM A0cBiIoM [7]. €Bpomneiichka
acoliaiisi apxXiTEeKTypHOi OCBITM B)X€ IHILIIOBaJa MPOrpaMU  MIATPUMKH
YKpPAiHChKUX CTYAEHTIB 1 HAyKOBIB, $IKI HaJalOTh MOXJIMBICTH THMYacOBOIO
HaBYaHHsS B €Bpomneicbkux yHiBepcuteTax [9]. Ilpouec Tpancopmauii mae 0yTu
30cepe/KeHUl Ha po3poOlIill mporpaM Oe3mepepBHOI OCBITH, SIKi 3a0€3IMEeUyIOTh
MOXJIMBOCTI HaBYaHHS MPOTATroM ychoro kutta [8]. Llel miaxin BUSBUBCA
YCHIIIHUM Y €BPONMEHUCHKOMY KOHTEKCTI Ta MOXe OyTH aJanToOBaHUM [0
YKPaTHCBKUX peaiii.

Kpim Toro, iHTerpamiss HOpakTUYHOIO JOCBIAY IMPOMHUCIOBOCTI 4Yepe3
CTa)XyBaHHS Ta CHUJIbHI MPOEKTH JOMOMOKE MOJO0JATH PO3PHUB MIXK aKaJIEMIUYHOIO
OIArOTOBKOIO Ta mpodeciiHumMu  BuMoramu [1]. HeoOximHo miaBHILyBaTu
(1HaHCOBY €(EKTUBHICTh BUTpPAT Ha OCBITY, NPUAULSIIOYM OCOOJMBY yBary
00’eIHAaHHIO HaBYAJIbHMX 3aKJIAJ1B, 100 CKOPUCTATHUCS MEepeBaraMu €KOHOMIl Ha
macmtadi [7]. Hapasi ¢inancyBaHHS yKpaiHCBKOi AM3aiiH-OCBITH € BIJHOCHO
BUCOKHUM Y BificoTkax Bix BBII, ane 3apnnaTu BUnTENiB 3aMUIIAIOTHCS HU3bKUMU,
a oOnagHaHHA 4yacTo 3acTapiium [7]. CTpaTeriune mapTHEPCTBO 3 €BPONEHCHKUMU
IHCTUTYLISIMA MOTJIO O JOMOMOITH BHUPIIIUTH MPOOJIEeMU OOMEKEHHS pPeCcypciB,
OJIHOYACHO CHPHUSIIOYM OOMIHY 3HAaHHSAMHU. Y MailOyTHBOMY pPO3BUTOK JM3ailH-
OCBITM B YKpaiHi NMOBHUHEH 30CEpPEKYBATHCS HAa TPhOX KIIOYOBHMX HAINpPSAMAX:
rapMoHizaiissi 3  €BpPONEUCHKUMHU  CTaHJApTaMH, MIIBUIINCHHS  HUPPOBUX
KOMIIETEHIIIM Ta IHTerpallis TpakTUYHOro AOCBiay ramysi [1]. Yemix y nuux cdepax
JIOTIOMO3K€ YKPAiHChKIM AU3aiiH-OCBITI Kpalle 3aJ0BOJIbBHUTH BHYTPIIIHI TOTPEOU
Ta OpaTd aKTHUBHINIY Yy4YacTh Yy CBITOBIM AW3ailHEpCHKIM CHUIbHOTI. JloCBiA
€BPOIEUCHKUX IHCTUTYLIN JIE€MOHCTPYE, IO Taka TpaHcpopMallis Xo4 1 CKIajHa,
aje JOCSDKHA LUIIXOM CHUCTEMaTWYHUX 3YCHIIb 1 MDKHApoJHOi cmiBopari [7].
MopepHizaniss Iu3ailH-OCBITH B YKpaiHi — 1€ HE MPOCTO OCBITHIM BHUKIIUK, a
MOXJIMBICTh 3MIHUTH TBOpPYE Ta EKOHOMIUYHE MaHOyTHE KpaiHW. 3aBAsKU
pETENBHOMY BIPOBA/KEHHIO IEPENOBOIO €BPOINEUCHKOr0 JOCBILY, 30€pirarouu
I[IHH1 HaIllOHAJIbHI TPaJullii, YKpaiHChbKa TWU3alH-OCBITAa MOYKE CTAaTH CHJIHHIIIOO

Ta KOHKYPEHTOCITPOMOYKHOIO Ha CBITOBOMY OCBITHHOMY ITPOCTOPI.
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BucHoBku. BuUNyCKHMKM HaBYalbHUX 3aKjiajiB YacTO CTHKAIOThCS 3
HEJOCTAaTHbOIO MPAKTUYHOIO MIJTOTOBKOIO, IO YCKIJIAJIHIOE IXHIO aJanTauiio 10
peanbHUX yMOB po0OoTu. Cepilo3HOI MNpPoOJIEMOI0 3aTUIIAETHCS 3BUIBHEHHS
BUKJIaJIa4yiB 13 MPaKTUYHUM JIOCBIJOM Yy Taiy3l yepe3 BIJCYTHICTh HAayKOBHX
CTYMNEHIB, IO M€ OLIbIIe MOCHIIE PO3PUB MIK TECOPETUYHUMHU 3HAHHSIMHU Ta
npakTHYHUMU noTpedamu. Cucrema OCBITH Bce Iie 0a3yeTbcsl Ha 3acTapulinx
niaxonax, $Kl MHAJIATalOTh 3aMiHI Ha Cy4YacHI, OPIEHTOBAaHI Ha €BPOINEHUCHKI
ctanaaptd. HeBiAMOBIAHICTh OCBITU peajisiM PUHKY YacTO CTa€ MPUYMHOIO TOTO,
mo mojonl ¢axiBli HE MOXYThb 3HAWTH CBOE MICLE Ha KOHKYPEHTHOMY PHHKY
npati. Po3BUTOK pUHKY AW3allHEPCHKUX MOCIYr B YKpaiHi BiaOyBaeThcs
NepeBakKHO 32 PaxyHOK 30UIbIIEHHS 00cary poOoTH, a He ii sikocTi. Lle cTBoproe
PUBHMK 3HI)KEHHS LIHHOCTI JW3alHEpChKUX TOCIYT, MEPEeTBOPIOIOYM IX Ha
mabJIOHH] PIIIEHHS 3aMiCTh 1HHOBalIMHUX MiAXOAIB. JlogaTKoBi TpyAHOIII
BUKJIMKAJIM TOBHOMACIITAOHI BOEHH1 ii, SKI 3MyCHUJIM OaraThbOX CTYJCHTIB
nepeT Ha JUCTaHUIWHE HABYaHHA Ta CHOPUYMHUIM TEPEMIIICHHS OCBITHIX
3aknaaiB y Oe3meuHimni perioHu. Lle ocoOauMBO BiAUYTHO JUIsl TAKMX YCTAHOB, SIK
XapkiBchbKa JIep’KaBHA akajeMis Ju3aiiHy 1 wMucteutrB. [ migBUIIEHHS
€(PEeKTUBHOCTI OCBITM HEOOXIJIHO HaJaroJuTH TICHY CIIBOPALIO HaBYaJIbHUX
3aKjIafiB 13 MIANPUEMCTBAMU, 110 3a0€3MEYUTh CTYJICHTaM MPAKTUYHUN JOCBIJ.
TakoX BaXJIMBO 30CEPEAUTHUCS HA IHAWBIIYaJIbHOMY IIJIXOJI B HABYaHHI Ta
pPO3BUTKY ULM(POBUX HABUYOK. TpaHCPopmallisi CHCTEMH OCBITH MOTpelye
0araToOBEKTOPHOTO MIKHApPOJHOI'O CHIBPOOITHHUIITBA, AKTUBHOT'O BIPOBAJKEHHS
u(pPOBUX TEXHOJIOTIH Ta yBaru A0 MOTPeO CTYIEHTIB.
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Muxaiino BEPECOB

3006ysau Opyeoeo (macicmepcvkoco) pieHs 8uujoi oceimu

3a cneyianvuicmio 022 «/[uzatiny

Kuiscbkozo nayionanvrnozo ynieepcumemy Kynemypu i Mucmeyms

Anopin BY/ITHUK

Kanouoam mucmeymeosznascmea, 3aciyairceruti Xy00ducHuk Ykpainu, ooyenm
Kagheopu epagiunozo ouzaiiny

Kuiscvkoeo nayionanvHo2o yHisepcumemy Kyivmypu i

mucmeyma

MOYHIH-KOMIKC K ®OPMAT CTOPITEJIIHI'Y B EJJEKTPOHHHUX
KHHNXKAX

Anomauia. Moywn-komikc noeonye mpaouyitni 2epagiuni Hoseau 3
aHimayicro, po3uwupoyy Modxcausocmi yugposux eudanv. Taxa ¢hopma nooaui
3MIHIOE CAPUUHAMMS HAPAmMugy, HAOIUNCAIOYU 1020 00 aHIMAayiluHo20 00CBIi0Y.
Bukopucmanusa animayii 8 eneKmpOHHUX KHUINCKAX O00ONoMazac Ccmeopumu egpexm
2NUOUHU, WO RNIOCUTIOE eMOYIUHUL BNIUE [ NIOKpecatoe Komnozuyito. Y cmammi
NPOAHANI308AHO MONCTUBOCIT PO3GUMKY AHIMOBAHUX YUPDPOBUX MAT6CMOPIU Y
KOHMEKCMI Cy4acHo20 MyTbmMuMeoitino2o npocmopy.

Knwuoei cnoea: xomikc, cpagiuna Hoseena, auimayis; MOYUIH-KOMIKC,
cmopimenine, MOyUH-OU3AuH.
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MOTION COMICS AS A STORYTELLING FORMAT IN E-BOOKS

Annotation. Motion comics combine traditional graphic novels with
animation, expanding the possibilities of digital publishing. This format transforms
narrative perception, bringing it closer to an animated experience. The use of
animation in e-books allows for the creation of depth effects that enhance emotional
impact and emphasize composition. The report analyzes the development potential of
animated digital storybooks within the context of the modern multimedia
environment.
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Keywords: comic; graphic novel; animation;, motion comic,; storytelling;
motion design.

CtpiMKHIl pO3BUTOK LHU(PPOBUX TEXHOJOTIH 3MIHMB MIiAXIJ A0 CHPUHHATT,
CTBOPEHHSI Ta B3a€MOJIT 3 Xy10KHIMU TBOpamMu. OTHUM 13 BIIHOCHO HOBUX (popMaTiB
€ MOYIIH-KOMIKC, 110 O00’€IHy€ TpaauliiiHI KOMIKC-ICTOpli a0o rpadiuHi HOBEIU 3
MYJIbTUMEIIMHUMU  €JIEMEHTaMH PI3HOI CKJIAJIHOCTI, TaKUMHU SIK aHIMaIlis,
IHTEepakTUBHI (QYHKLII Ta 1HKOJM HaBiTh enemMeHTH reimidikamii. e dopmar
MOPIBHSHO 3 KHUXKaMH, MAHIOI0 a00 KOMIKCaMHU TOIIO IMPOMOHY€E HOBHU pIBEHb
3aHypeHHSI B HapaTWB, [0 I[EPETBOPIOE TPAAULIMHUI MpOIEC YWUTAaHHS Ha
IHTEPAKTUBHUM JOCBIJ, OMMKYMN 10 Meperisay aHiMauiiHoro ¢puibMy abo 4oroch
CXO0XOro Ha meperiisig kopoTkoro Bijneo B Mepexi «TikTok» abo piinc y mepexi
«IHCTarpam» y mapi 3 TEKCTOM.

Y cydyacHOMY CBITI €JEKTPOHHI KHHXKKH, SIKI UYHUTalOTh Ha MOHITOpAX
CJIEKTPOHHUX YHUTANOK, IulaHmerax, cMmaprdonax 1 IIK ta HOyTrOykax, CTaroTh
1aTGOPMOIO ISl €KCIIEPUMEHTIB 31 CTOPITENIHIOM, IPOMOHYIOYH HOBI MOXJIMBOCTI
JUIsL 3aiydeHHsl ayaurtopii. HecranpapTHy ¢gopMy mopaHHS MOXHA PO3IJISIATH K
€BOJIIOLII0 BiI3yasi3alii KJIACMYHOrO KOMIKCY a0o rpadiuHy HOBeNny, a TaKOX
QIbTEPHATUBY YW JOMOBHEHHS IHIIMM MYJbTUMEIIMHUM NPOAYKTaM, TaKUM SK
Osok0acTepu B KiHO, ITPH YU Cepiajid, CTBOPIOKOYM M€ IIMPIII MOKIUBOCTI AJIs
TpaHCMEAIINHOCTI TBOPIB.

Bognouac neit ¢opmar po3mmMproe MeXl JAPYKOBAaHHMX BHJIAaHb Ta HaBITh
ayJIOKHUI, 00 MOX€ WTH B KOMILJIEKCl, HPOMOHYIOYM YUTadyaM HOBHHM pPIBEHb
3aHYpEHHS B ICTOPIIO 3aBASKH CHUHTE3y KUIBKOX BHAIB MHUCTELTBA. Y CTaTTl
IIPOAHAJII30BAHO MOXJIMBOCTI MOYUIH-KOMIKCIB SIK ()OpMAaTy CTOPITENIHTY Ta iXHIii
MO>XJIMBHM BIUIMB Ha JIITEPAaTYpHUU MPOIEC B €IEKTPOHHUX BUAaHHAX. OcobOiuBa
yBara npuauIa€TbCcs MOKIMBOCTAM, [IepeBaraM 1 BUKJIMKaM IbOro (opmaTty, a TaKoX
HOro NOTEHLIITHOMY PO3BUTKY B MalilOyTHHOMY.

[1ro3i1 rmMOMHM B PYyXOMHUX KapTHHKax — 1€ Te, L0 3aXOIUIIOE YBary
CIO’KMBAYIB 1€ MOYMHAIOUM 3 HAUMIEPIIUX PYXOMUX KapTUHOK JI0 Cy4acHUX (PiIbMiB
1 MyJIbTHILTIKALI. | 11e akTyanbHO 151 OyIb-sKOi aHiMallli B OyaAb-sIKoMy (opMarti, He
muie y gopmati KiHO. Y BUMAJKY X 3 aHIMOBAaHMMH UTIOCTpalisiMA ab0 IUIUMU
aHIMOBaHHMMHU PO3BOPOTAMU B €JIEKTPOHHHUX KHMKKAX aHIMallisl Ja€ 3MOTY CTBOPUTHU
0 camy TriauOuHy, HE BuUXOASuYM 3 ¢opmaTy, a 3aJIUIIAIOYUCh Yy HBOMY 1
BUKOPUCTOBYIOUM 1oro. KapTuHKH, 110 pyXaloThCs, 1 TEKCT, IKUN a00 TEX PyXaeThbCs
noBepx, ab0 BIUCAHUM y KOMIO3UIIID, MHOPYHIYIOTh IUIICHICTh «PEaTbHOCTI»
300paK€HHs, aJic¢ BOHM BHOCSITh CaM€ TOW aBTEHTHYHUU KOMIKCOBHM 200 KHUKKOBUM
BUrsA[. TuMm made, HUHI PO3BUTOK LUQPPOBUX TEXHOJIOTIA JA€ 3MOTY CTBOPUTH
aHIMaIlli HapI3HOMAHITHIIIMX BHAIB 1 CTWIIB. ['apHUM mNpuKIaIOM TMOAIOHUX
aHIMalli} €, 3BUYaifHO, TOPOT1 aHIMAaIliiHI TPOAYKTH, Takl Ak «Jlronuna naByk: Kpisb
BcecBIT» (2023) abo aHimamiiauii cepian «Apkeitn: Jlira Jlerenn» (2021), ne
MOEAHAHO BEJIUYE3HY KUTBKICTh PI3HUX CTUIIICTHK.

Komip Takoxx MOXkHa aHIMYyBaTH 1 BiH BIANOBIAaTUME HACTPOIO, IKUN 3aIaHUI
TekcToM. UynoBUM MNPUKIAAOM € CIEHA 3 aHiMaliiHoMy ¢uibMy «JIroquHa maByK:

Kpi3p BcecBiT» (2023), ne mpotsirom aianory I'BeH 3 ii 6aTbKOM majiTpa KOJIbOPIB
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CBITY HAaBKOJIO 3MIHIOBAJIACs BIJIMOBIIHO JI0 EMOIIIMHOT0 HATOBHEHHS ClieHU (puc. 1).

pill |

Puc. 1. Kaopu 3 animayiunozo ¢pinemy «Jloouna nasyk: Kpize ececgimy
(2023). Youtube Movies. URL:
https://www.youtube.com/watch?v=J9kMMZwH7MA

OxkpiM 3MiHU KOJBOPIB, MOKIMBO TAKOXK aHIMYBAaTH CaMy TEKCTYpY, 1110
CKJIQZA€ThCS 3 MA3KIB, K1 pyXalThCs, MOTOKIB (papOu, 3MIHU LIMPUHU JIIHIH
KOHTYPY, CTBOPIOIOUM €(PEKT HAKJIAJaHHS 1 O’)KUBaHHS MaJIFOHKA (puc. 2).
Po3MmilieHHs 3anexaTuMe BiJi TOPU30HTAIBHOTO YU BEPTUKAIBHOTO MEPErIIsiLy
CTOPIHOK €JIEKTPOHHOI KHUTH.
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OR-k00 nocunauus 00 puc. 2 015 nepe2isidy aHimayii.

Puc. 2. Ilpuxnao animosanux mexcmyp 6io xyooxcnuxa Ryan Lang.
URL: https.//www.instagram.com/p/C5f8JiQyeY-/
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OR-x00 nocunauns 0o puc. 3 0ns
nepeaiiaoy aHimayii.

266



Puc. 3. Ilpuxnao ogpopmnenns animosanoi cmopinku manru asmopa Misanobu
Hiraoka.
URL: https://www.instagram.com/p/C5f8JiQyeY-/

HaiinpocTimiuM MOpUKIaoM € aHiMallis KOXKHOI OKpPeMOl CLEHH, CTOpPIHKH,
PO3BOPOTY, a TakoX (OHY IiJI TEKCTOM, SIKI MalOTh MOXJIMBICTh BIATBOPIOBATHUCS
3HOBY 1 3HOBY 0€3 IIBIB y MEPIIOMY ¥ OCTaHHBOMY KaJpax, HE BiJBOJIKAIOYM BiJ
TEKCTYy, HE 3aBa)kKaloul HOro YMTaTH 1 MIAKPECIIOYM HOro 3aBASKA BIATUM
KOMIO3UIIIMHUM po3TairyBaHHsIM (puc. 3).

Tox MOYIIH-KOMIKC € HECTaHJApTHUM HalpsIMOM Y HHU(PPOBUX BHUJIABHUUUX
NpaKkTUKaX, SKUH TO€IHYE TpaauliiiHy JiTeparypy, IpadiuHi HOBENIU, KOMIKCH,
MaHIy 3 aHIMalli€l0 Ta IHTePAaKTUBHUMHU eJeMeHTaMu. Mae mpoctip s
JOCIIKEHHS, CTBOPEHHS 1 BUKOPUCTAHHA PI3HUX aHIMALIHUX TEXHIK 1 MPUHOMIB,
CTBOPIOE YHIKQJIbHUM YHUTAIlbKUA JOCBIA, L0 Ja€ 3MOTY €KCIEpUMEHTYBAaTH 3
dbopmaTom, BUNIpoOOBYBaTH Moro Mexi. TakuM 4rMHOM 1iei popMat Moxke 30araTuTu
JOCB1J YMTAYIB 1 iXHIM cOCIO CIPUHHATTS 1CTOPIH, 3AIyYUTH HOBY ayAUTOPIIO.
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BUXOBHU MOTEHIIIAJI ETHOJIU3AVHY B ITPOIIECI
IMPO®ECIMHOI NIJITOTOBKU MAUBYTHIX JTU3AHHEPIB

Anomauia. Poszensioaemvca poav emHoOusauny 6 npoyeci npogecitiHoi
ni02omo8KUu MauOymuix ouzainepie. Akyenmyemscsa yeaea Ha 3HA4eHHi emHOOU3AUHY
AK 3acoby 30epediceHHs ma pO3GUMKY KVIbMYPHOI [0eHMU4YHOCmi 6 YMO8ax
2n00anizayiuHux euKIuKie. Ananizyemocs inmespayiss emuidyHux MOmMueGi8 y Cy4acHull
Ou3auH ma ixXHil 6naue Ha opmMyearHs NPoPecitinoi KOMNEeMeHMHOCMI CIMYOeHMI8.
Hocniosicyemvcsi He0OXIOHICMb YAPOBAONCEHHS emHOOU3AUHY 8 OCBIMHIU npoyec
uepe3z BUBUEHHS HAPOOHO20 MUCMeEYmed, ICMOPUKO-KYIbMYPHOI CHaOWuHu ma
BUKOPUCAHHSL ~ MPAOUYiuHuUX  Xy0oocHix  mexuik. OKpecieHO — 8adCIU8icmb
emuocpa@iunux 00CNi0NCeHb SIK CKIA0080I Npoecitinoi niocomosKku Ou3auHepis.
Pobumuvcs eucnogox npo me, wo emHOOU3AUH € NOMYIHCHUM [HCIMPYMEHMOM
PO36UMK) HAYIOHANLHOI C8I00OMOCMI | MBOPHUO20 NOMEHYIAY MAUOYMHIX paxieyis.

Knwuoei cnosa: emnoousatin, npogeciiina nio2omosKka, HAyioHAIbHA
i0eHmuyHicmy, KyJIbMypHA CNAOWUHA, OU3ALH-0C8IMA.

Anna RASHEVSKA

Senior Lecturer at the Department of Design
Zaporizhzhia National University
(Zaporizhzhia, Ukraine)

EDUCATIONAL POTENTIAL OF ETHNODESIGN IN THE PROCESS
OF PROFESSIONAL TRAINING OF FUTURE DESIGNERS

Annotation. The article deals with the role of ethnodesign in the process of
professional training of future designers. Attention is focused on the importance of
ethnodesign as a means of preserving and developing cultural identity in the context
of globalization challenges. The integration of ethnic motifs into contemporary
design and their impact on the formation of students' professional competence is
analyzed. The necessity of introducing ethno-design into the educational process
through the study of folk art, historical and cultural heritage and the use of
traditional artistic techniques is investigated. The importance of ethnographic
research as a component of professional training of designers is outlined. It is
concluded that ethnodesign is a powerful tool for the development of national
consciousness and creative potential of future professionals.

Keywords: ethnodesign, professional training; national identity, cultural
heritage, design education.
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CyuacHa mnpodeciiiHa MAroOTOBKa MaWOyTHIX AU3aliHEPIB Ma€ KIOUYOBE
3HAUYEHHSd B KOHTEKCTI BIJCTOIOBAHHS Ta 3MIIHEHHS YKPaiHCHKOi JEpHaBHOCTI,
iHTerpauii B riiobanmizamiiHi mpouecd 1 (OopMyBaHHS HAIlOHAIBHOTO IMIJXKY Ha
MDKHApOJIHIA apeHi. Y I[bOMY MpOLECI €THOAU3alH € TOTYXHUM IHCTPYMEHTOM
30€peKEeHHS 1 PO3BUTKY KYJIbTYPHOI 1ICHTUYHOCT1, OCKIJIbKH 0a3y€ThCA HA TTTIMOOKUX
HalllOHATBHUX TPAAMIIAX, aJANTYIOUH IX 10 CyYaCHUX JIU3aiHEPCHKUX PILLIEHb.

[Ipodeciiina migroroBka MaOyTHROTO Au3aiiHepa, Opi€HTOBaHa Ha
30epeKeHHs] KYJIbTYpHOI CHaaUIMHU, Mae (OpMyBaTH HE JHIIE KOMIETEHTHOTrO
¢daxiBug, a W OCOOUCTICTh 13 PO3BUHYTOI HAIIOHAIBHOIO KYJbTYPOI, BHUCOKHUM
pIBHEM MOPaJIBbHOCTI Ta BIAUYTTSIM HaTpioTu3Mmy. OcoOIMBO aKTyalbHUM € MUTAHHS
1HTerpaili HalloHaJIbHO-MATPIOTUYHOI CKJIAJ0BOI Y BUIIY OCBITY, IO € Ba)KJIUBUM
YUHHUKOM 30€pPEeXKEHHS 1 PO3BUTKY KYJIBTYPHUX TPAIAHUIIIH.

['mobanbHa mpakTUKa JOBOAWUTH, IO I1HTEJNEKTyaJlbHUM Mporpec Haiii
HEMOXKJIUBUI 0€3 YCBIJIOMJIEHHSI BJIACHOI KYJbTYPHOI CHAIIIMHHM Ta HalllOHAJIbHOI
1IEHTUYHOCTI. ToMy eTHOJIM3alH CTa€ HEBIA €MHOIO CKJIAJO0BOI  MPOILECy
npodeciiiHoi  MIArOTOBKM  MaHOYTHIX  JU3aiflHEepiB, CHPUSIOYM  TOEIHAHHIO
TPaJAMIIITHOTO 1 Cy4acHOr0 B AM3aHHEPCHKUX PIILICHHSX.

Haykogenp A. I. BpoBueHKkO Bu3Ha4a€e €THOAM3ANH SK 0araTOKOMIOHEHTHY
MDKIUCUUIUTIHAPHY JISJBHICTh CTYAEHTIB, IO BKJIIOYAE MPOEKTYBAHHS CYYaCHUX
dbopm Ta po3poOKy JIeKOpPY 3 aKIIEHTOM Ha BUKOPUCTAHHI HAI[IOHAJIIbHUX €JIEMEHTIB 1
MOTHBIB. Y Cy4YyaCHMX YMOBax €THOJAM3aiiH HalOyBa€ 3HAYEHHS BaXXJIMBOTO
IHTErpaTUBHO-KOMYHIKATUBHOIO KOMIIOHEHTA MPOQECIHHOI MIATOTOBKH SIK Y CHUCTEMI
XY JI0’KHBO-ITPOMUCIIOBOT, TaK 1 MeAaroriyHoi ocBitu Ykpainu [1, c. 12]. Takuii miaxin
Ja€ 3MOTY HE JIMILIE BIAPOJKYBATH M MOMyJSpU3yBaTU TPAAUIIiHE MUCTEUTBO, a U
YJOCKOHATIOBATU CyYacCHUM IHU3alHEPCHKUN MPOIEC uepe3 TIIIMOOKE OCMUCICHHS
ICTOPUKO-KYJIbTYPHUX MOTHBIB.

[Ipodeciitna ocBiTa gu3aitHepiB Tmependavyae 30adaHCOBAHE IOETHAHHS
TEOPETUYHUX OCHOB 1 MPAKTUYHOTO JOCBIAY. ETHOMM3allH Mae 3HaYHUI MOTEHLIAT B
OCBITHBOMY IpoIieci 1 MOKe OyTH €(EeKTUBHO IHTEIPOBAHUI YepEe3 TakKl MiIXO0JIH:

* BKJIIOUEHHS €JIEMEHTIB €THOJAU3ANHY Ta JIEKOPATUBHOI'O MUCTEUTBA y 3MICT
(haxoBUX AUCHUILTIH;

* AKTUBHE BHUKOPUCTAHHS €JEMEHTIB 3 ICTOpli YKpaiHCBbKOI KYJIbTYpU Ta
MUCTELTBA B OCBITHBOMY IIPOLECI;

* 3JIy4YEHHS CTYJICHTIB JJ0 TBOPYUX MPOEKTIB, 0 0a3yIOThCS HAa TPaJULIIITHUX
XyJAOXKHIX TEXHIKaX.

[{i meTomau CHpUSIOTH PO3BUTKY KPEATUBHOCTI, MPOPECIMHUX HABUUOK Ta
dbopMyBaHHIO TIMOOKOTO PO3YMIHHS KYyJIbTYPHOI cHaauiuHu. Taka MiATOTOBKA €
BAXKJIMBOIO N1 MaOyTHIX NU3alHEpIB, 00 TyT MOEIHYIOTHCS Cy4YaCH1 TEXHOJIOTII 3
€THIYHUMHU MOTHBAMM, SIK1 B MOJAJIBIIOMY MOXYTh aKTHBHO BHKOPHUCTOBYBAaTUCH Y
npodeciiiHii AiSATbHOCTI.

s epeKTUBHOTO 3aCBOEHHS MPHUHIIMIIIB €THOAU3ANHY HEOO0X1HO TPOBOIUTH
I'PYHTOBHI eTHOrpadiuHi JOCI>KeHHs. BiABIlyBaHHS My3€iB HApOJIHOI'O MUCTEIITBA,
aHalli3 XYyJO0XKHIX MOTHBIB, KOMIO3UIIIMHUX PIIMICHb 1 KOJOPUCTUKU JOMOMAraroTh
CTyJIeHTaM TJHOIIE 3pO3YyMITH KYJAbTYpHI KOAM TPAIUILINHOTO MHUCTEINTBA.
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BaxxnuBUM € TakoXX BHBUEHHS MarTepiajiB 1 TEXHOJIOTIM CTBOPEHHS ETHIYHUX
BUPOOIB, AKI BPaXOBYIOTh iXHIH 3B 530K 13 MPUPOJHUM CEPEJOBMILEM, COLIIAIbHUM
KUTTAM, TPATULIIMH, ICTOPUYHMM KOHTEKCTOM, HAI[IOHAJIIBHOI CBIAOMICTIO Ta
JoTIoMarae aJlanTyBaTu TPAAUIIAHI €IEeMEHTH B Cy4acHUM qu3ait [2, c. 54].

VY MICbKOMY CEpelOBHUILI E€THIYHUWA JMU3aiH CIpUs€ TrapMOHi3alli MpocTopy,
IHTErpyIoYd MPUPOJHI MOTUBHU, ICTOPUYHY CUMBOJIKY 1 TpaAMiliiiHi opHameHTH. Lle
CTBOPIOE OajaHC Mk CYYacCHICTIO Ta KyJIbTYPHOI CHAIIIMHOIO, IO MO3UTHBHO
BIJIMBA€ HA €CTETUYHE CHOPUMHATTS JOBKULIA 1 30arauye Bi3yalbHY KyJIbTYpYy
CYCH1JIbCTBA.

TakyuM 4MHOM, €THOAM3AMH BIJIrPA€ BaXJIHUBY POJb Yy MIATOTOBII MaiOyTHIX
IU3aiiHepiB, CHOpUAIOYM IXHIM npodeciiiHii caMmopeanmizanii Ta (OpPMYBaHHIO
HaI[lOHAJIBHOI CBIIOMOCTi. BUKOpUCTaHHS €THIYHMX MOTHBIB y Cy4YaCHOMY JU3aiiHi
He Juie 30epirae KyJdbTypHI Tpajuilii, a i HaJa€ HOBI MOXJIMBOCTI JJis IXHHOTO
TBOPYOTO PO3BUTKY Ta TMpe3eHTauli Ha MDKHapogHOMY piBHI. [HTerpaimis
€THOJIM3aiiHy B OCBITHIM MpOLEC € BaXXJIMBUM KPOKOM 10 (pOpMyBaHHS HOBOTO
MOKOJIIHHS AU3aiHEPiB, 3JaTHUX MOEIHYBATH aBTEHTUYHICTD 13 Cy4aCHICTIO.
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Cekuis 6
HAYKOBI TOCJIJUKEHHS B I'AJIY3I MUCTEHTBO3HABCTBA:
CYYACHI NIPOBJIEMU TA IUTAHHS

ap’a KO3/IOBCHKA

Kanouoam ¢pinonociunux nayx,

ooyenm Kageopu Mucmeymeo3Ha8Cmea i MUCMeybKoi oceimu
Kuiscoroi deporcasnoi akademii

0eKOpaAmu8HO-NPUKIAOHO20 MUCTEYMBA I OU3AUHY

imeni Muxatina bouyyka

(m. Kuis, Yxpaina)

J10 MPOBJIEMH METOJIUKU BUKJIAJAHHS JUCHUAIIJITHA
«MHUCTEIITBO3HABCTBO B HAYKOBII CUCTEMI
T'YMAHITAPUCTUKHW» 3JOBYBAYAM TPETHOI'O (OCBITHBO-
HAYKOBOT' O) PIBHS BUIIIOI OCBITH 3 IOIIOMOI' OIO
THO®OPMAIIMHO-KOMYHIKAIIMHUX TEXHOJIOT'TA

Anomauisn. Buceimneno oesxi acnekmu mMemoouxku 6UKIAOAHHSA HABYAIbHOL
oucyuniinu  «Mucmeymeo3Hascmeo 6 HAYKOBIli cucmemi 2YyMAHIMAPUCTIUKUY
3000y8auam nepuioco Kypcy mpemvoco (0C8imHbO-HAYKOB8020) PIBHA 8UWOI 0c8imu
cneyianvnocmi 023  «Obpazomeopue mucmeymeo, 0eKoOpamueHe MUCMeYmao,
pecmaspayisiy  Kuiscokoi  Oepoicasnoi  axkademii  0eKOpamueHO-NPUKIAOHO20
mucmeymea i ouzauny imeni Muxaiina Bouuyka. Axyenmosano yeazy Ha poi
IHPOPMAYIIHO-KOMYHIKAYIUHUX MEXHON02I )Y Npoyeci ONamy8aHHs OUCYUNIIHU
acnipaumamu. Onucano cneyu@iky NpONOHOBAHUX CEMIHAPCLKUX [ CAMOCMIUHUX
3a60amb, pe3ynbmamu 3aCc80€HH Mamepiany 3000ys8avamu.

Knrwwuosi  cnosa:  cymanmimapucmuka, — MUCMEYMEO3HAGYUL  OUCKYPC,
npocgheciiini KOMNEemeHmHocmi, IHhopMayitiHO-KOMYHIKAYTUHI MexXHON02Il;
MYTbMUMEOIHA Npe3eHmayis.
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TO THE PROBLEM OF METHODOLOGY OF TEACHING THE
DISCIPLINE «ART THEORY IN THE SCIENTIFIC SYSTEM OF THE
HUMANITIES» TO STUDENTS OF THE THIRD (EDUCATIONAL AND
SCIENTIFIC) LEVEL OF HIGHER EDUCATION WITH THE HELP OF
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Annotation. Some aspects of the methodology for teaching the academic
discipline «Art Theory in the Scientific System of the Humanitiesy to first-year
students of the third (educational and scientific) level of higher education in the
specialty 023 «Fine Arts, Decorative Arts, Restoration» of the Mykhailo Boichuk
Kyiv State Academy of Decorative and Applied Arts and Design are presented. The
focus is on the role of information and communication technologies in the process of
mastering discipline by postgraduate students. The specifics of the proposed seminar
and independent tasks, and the results of the students’ assimilation of the material
are described.

Key words: humanities, art theory discourse; professional competencies,
information and communication technologies, multimedia presentation.

BaxxnuBicTh OnaHyBaHHA JUCUUIUIIHM «MMCTETBO3HABCTBO B HAyKOBIH
CUCTEMI TYMaHITapUCTUKW» 3700yBayaMy NEPIIOTO Kypcy TpPeTboro (OCBITHBO-
HAayKOBOT0) PiBHS BHINOI OCBITU cremiaibHocTi 023 «OOpa3oTBOpyYe MUCTEITBO,
JIEKOpaTUBHE MUCTEITBO, pPecTaBpallis» JeTepMiHOBaHA MOTPEOOI0 MOrIUOJICHHS U
cucTteMarusailii 3HaHb 13 MHUCTELTBO3HABCTBA JJis 3IIACHEHHS MOJAJIbIIOT
npodeciiiHoi AisbHOCTI. MO0 JIIOIU, SIKI PO3MIOYMHAIOTh HABUYAHHS B aCMIPaHTypI
1 Kl BIOPOJOBXK TOMEPEIHHOTO HAaBYaHHS Ha TmeprioMmy (0OakagaBpCbKOMY) Ta
Apyromy (MaricTepchbKOMY) piBHSIX BHUILOT OCBITH B)KE€ OBOJIOAUINA 3HAHHSAMHM 3 KypCIB
«lcTopist yKpaiHCBKOIO MUCTELTBA 1 apXITEKTYpu», «IcTopis 3apyO1KHOTO MUCTELTBA
1 apxitektypu», «lcTropisi yKpaiHCbKOI KyJIbTypu», «IcTopis aexkopaTHUBHO-
MPUKIIAJIHOTO MHUCTEITBA», MiJ 4aC BUBUCHHS MUCIHUIUIIHU «MUCTEUTBO3HABCTBO B
HAyKOBIA CUCTEMI T'yMaHITapUCTHKW» BIANOBIIHO 1O OCBITHBOI'O CTAHAAPTy MAlOTh
3MOry HaO0yTH JOAATKOBUX MPOQPECIMHUX KOMIETEHTHOCTEN, IK-OT: 03HAMOMIICHHS 3
KJIACHYHUMU U HOBITHIMM KOHUEMIIISIMUA JTOCTIKEHHSI MUCTELITBA, HOTO Mepioau3aliii
JUTSL PEJIEBAHTHOI'O OLIHIOBAHHSI TEOPETUYHUX 1 MPAKTUYHUX MPOOJIEM YKPaiHCHKOTO
Ta CBITOBOTO 00Opa30TBOPUOrO0 1 JEKOPATUBHOTO MHUCTENTBA, pecTaBpallii,
3aCTOCYBaHHS CYYaCHMX MUDKAMCIUIUIIHAPHUX MIAXOAIB Il iX PO3B’SI3aHHS;
3aCTOCYBaHHS U MEPEOCMUCIICHHS] HAYKOBUX TEOP1H, MOHSIThH, IPUHIUIIIB Ta METOIIB
JUISL  pO3B’SI3aHHSA  aKTyaJbHUX 3aBJaHb 1 KOMIUIEKCHUX TmpobieM Yy cdepi
ryMaHITapuCTUKH TOIIO [3, c. 4-6].

OnaHyBaHHSI JUCHHUIUIIHK (OpPMY€E MPOTPaMHl pe3ysibTaTH HABUYAHHS, Cepell
AKUX 30KpeMa nepeidadyeHa 3AaTHICTh CaMOCTIMHO 3/1MCHIOBAaTH HAYyKOBO-
JOCIITHUIBKY JISUIBHICTh Y MUCTELTBO3HABYIM Tally3i, OLIHIOBAaTH i 3a0e3neuyBaTu
SIKICTh HasIBHUX JOCI1KEHb. OCKUIBKH MUCTEITBO 3/]JaTHE 3HAXOIUTH 00’ €KT yBaru
B OyIb-IKOMY BHSIBI OYyTTSI, MHCTEITBO3HABCTBO MOXE IMEPETHUHATUCSA 3 I1HIIUMU
HayKaMH, yYTBOPIOIOYM PI3HOMAHITHI MDKIMCIUIUIIHAPHI raiay3l 3HaHb. B ymoBax
CHOTOJIHIIIHIX pealiiid OypXJMBoro iH(GpopMaIiiiHOTo MOTOKY BKpail BaXKJIMBO HABYUTHU
3n00yBauiB kBaji(ikaimiiinoro piBHga PhD ananmizyBaTu HOBI MHUCTELbKI SIBUILA HE
JUIIE B MHUCTEUTBO3HABUOMY, a W y TyMaHITApHOMY JUCKYpCl 3arajom. 3ajjis
PO3BUTKY CIPOMOKHOCTI T€HEPYBaHHS KPEAaTUBHUX KOHLENTYalbHUX 171€H, 30KpeMa
B MDKAUCHUIUTIHAPHUX Taly3sX, 1 BIAHAXOJKEHHS MICUSA UM 17€IM Y CYy4YaCHOMY
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I'YMaHITApUCTCHKOMY IMPOCTOPI CaMOCTIHHUN OJIOK KypCy MICTUTBH 3aBIaHHS II0JI0
ONpalOBaHHS HAYKOBUX 1 KPUTHUYHUX JDKEpeN, Kl OXOIUTIOITh LIMPOKE KOJIO
aKTyaJbHUX MPOOJIeM YKpPaiHCbKOI T'yMaHITapUCTUKHU. Y Tpolect 3M1HCHEHHS OTJISIY
BIJIMOBIAHUX JIXKEPEN CIOCTEPEKEHA 3JaTHICTh 3/100yBayiB 10 apryMeHTYyBaHHS
BJIACHOTO OayeHHS! aBTOPCHKHUX KOHIIEMI[iH, HAMCAHHA SKICHOI I€TallbHOT aHAJIITUKH
3a MaTepiajlaMd PO3BIIOK CYYaCHUX YKPAiHChKMX TyMaHITApUCTIB 1 TEOPETHUKIB
MUCTELTBA, MOJEIIOBAHHS BaplaHTIB MOJAJIBIIOIO PO3BUTKY T'YMaHITAPUCTUKH B
VYkpaiHi.

3 ormAny Ha 3MIMIAHWM peXUM HaBYaHHS B YMOBax BIMHM BHUKJIAJay
HAMara€eTbCcsl JOKJIACTH MAaKCHUMyM 3yCWJIb [UISi MIATPUMAHHS BHCOKOTO pIBHS
CEMIHAPCBKUX  3aHATh B  OHJaiiH-popMmari. HallonTumanpHimow  ¢GopMoro
MIPEJICTABIICHHS 3aBJaHHS 1] Yac poOOTH 3 TOMIOMOTOI0 OCBITHHOTO OHJIANH-pPECYpCy
Google Workspace for Education mMu BBakaeMO MyJIbTUMEIINHY MPE3ECHTALIIO.
MynbpTUMEIMHI TporpaMHi 3aco0M, CHeIlaii3oBaHe MporpaMHe 3a0e3nedyeHHs,
€JIEKTPOHHI MiIPYyYHUKU BHUKOPUCTOBYIOTHCS B OCBITHBOMY IPOLECI SK CYy4YacHi
iH(QOpMaIIfHO-KOMYHIKAIIHHI ~ TEXHOJIOT1i, 1[0  CHOPUAIOTb  (OPMYBaHHIO
1H(popMaLiiHOT KyIbTYpH 3100yBayiB Ta CTUMYJIIOIOTH IHTEPEC A0 OHJIAH-HaBYaHHS.

Jpyruii 010K NMpakTUYHUX 3aBJaHb MOB’s3aHUN 13 PoOOTOIO acHipaHTIB Haj
MpEe3eHTAlIMHUMH JOCIITHULUBKUMU MPOEKTAMU Ha TEMATHKYy BOEHHUX pealii y
CydacHOMY Bi3yaJibHOMY wMucteutBi. [HdopmamiitHo-KkOMyHIKaI[iiHI TEXHOJOT1T
Jal0Th MOJKJIMBICTH 300yBayaM O3HAHOMIIIOBATUCS 3 BEJIIMKUM IIJIJACTOM TBOPIB Y
pPO3MAITTI BUSBIB 1 BTUIEHb MOAIOHO O TOrO, SK BIPTyallbHI €KCKYpCli CBITOBUMH
My3esiMU, Tajlepesamu, Oi0iaioTekaMu  TOHIO  JONOMAaraloTh yCIM  OXOYUM
pPO3LIMPIOBATU Kpyrosip 0e3 (I3M4HOI HPHUCYTHOCTI. AcHiIpaHTaM MPONOHOBAHO
3YNUHUTUCA Ha >aHpaxX >HUBONUCY Ta rpapiku B KOHTEKCTI JE€MOHCTPYBaHHS
cnenu(piKd MUCTEUTBA, CTBOPEHOIO HAa OCHOBI COIIMEPEKEBHUX (POTOPEMOPTaXKiB.
[1ix01p pi3HOMIAHOBOIO UIIOCTPATUBHOIO Marepiany (OarajabHl KapTUHH, rpadiTi,
CBITJIMHU, 1HCTAJIALII) BKa3y€ Ha HABUYKHU 3700yBaviB €()EKTUBHO IIyKAaTH KOHTEHT Y
BCEMEPEXOK], OIIHIOIYU HOro 3a KpUTEpISIMU 1HPOPMATUBHOCTI, JOCTOBIPHOCTI,
BIATIOBITHOCTI 3asBJIeHIN mpoOaemaTulli. HuHi 3 peanisMoM commepek, 1o OMMHUBCS
B LIEHTPl yBaru MIDKHAPOAHOI apTCUCTEMH, 32 KOPAOHOM YacCTKOBO aCOLIIOETHCS
yKpaiHChKe MHCTEUTBO. fICKpaBi MeniaoOpa3u ChOTOACHHS PanTOBO YBIpBaauCsAd B
apTIpOCTIpP 1 3aBJIIKU 1HTEPHET-TEXHOJIOTISIM 3/100yBadl MAarOTh 3MOTy BHUBYATH iX Y
KOHTEKCTI 1CTOpIi YKPaiHChKOTO MUCTEIITBA.

3 ormsay Ha METOAWYHUM CKJIQJHUK HaBYAJIBHOIO IUIaHY MIATOTOBKH
acIpaHTIB y MPOIIECl BUBYCHHS MUCIUIIIIHM HAMU TTPOTIOHOBAHO ABOSKHUM MiAX1d 10
MUCTELTBO3HABCTBA K 1O HAayKH, IO Iepefdadae O3HAWOMIIEHHS 13 Cy4YaCHUMH
MUCTELUTBO3HABYMMH TEUIIMH W TEHACHILISIMHU, Ta K /10 HABYAJIBHOI JAMCLUIUIIHM 3
AKIIEHTYBaHHSIM Ha IEBHUX acCleKTaX Cy4YacHOI MMCTELbKOI OCBITH, 30KpeMa Ha
KPUTHYHOMY MiAXOA1 A0 ii iCTOpii, MOJIeNIe 1 IePCIEeKTHUB.

BucHoBku. Ham pocBix BUKIAmaHHS AUCHUINIIHM «MHUCTEITBO3HABCTBO B
HAayKOBIM CHCTEM1 TyMaHITApUCTHKW» MIATBEP/KY€E, IO BUBYCHHS JUCHUILIIHU
CIpUsi€e MOTJIMOJICHHIO 3HaHb ACHIPaHTIB y MUCTEITBO3HABCTBI, MOr0 CKJIAIHUKAX —
1IcCTOpli MHCTENTBA, TEOpIli MHUCTEUTBA, XYAOXHIM KPUTUII — B KOHTaMIHAIIl 31
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3HAHHSAMHU 3 IHIIUX TyMaHITapHUX HayK. 37100yBadl YCHIIIHO JE€MOHCTPYIOTb
YCBIJJOMJICHHSI MUCTEIITBO3HABCTBA K YACTHMHH T'YMaHITAPUCTUKH, BMIHHS HAJIEKHO
OlepyBaTH HAyKOBOIO METOJIOJIOTIEID, 3aCTOCYBAaHHS TBOPYOTO MIIXOIY 1O
reHepyBaHHsS KOHUENTyaJIbHUX 1 KOMIUIEKCHUX iae. HaBuanbHa aucruruiina
«MHCTEITBO3HABCTBO B  HAyKOBIM CHCTEMI TyMaHITapUCTHKW»  3aCBOIOETHCS
acnipaHTamMu e(eKTUBHO, L0 MIATBEPKEHO IOTPUMAaHHSAM BUMOT 1 pO3poOJIeHUX
KpUTEPIiB OLIIHIOBAHHS 33aB/IaHb HA MAKCUMAJIbHO MOXKJIMBOMY PiBHI Ta a0COJIFOTHOIO
YCHIIIHICTIO. 3acTOCOBYBaH1 1H(MOPMAILIIHO-KOMYHIKAI[IHHI TEXHOJOrli HaBYaHHS
COpUSIOTH POPMYBaHHIO 1HQOPMALIHOT KyJIbTypH 3400yBayiB, TBOPUOIO0 MUCIICHHS,
3aTHOCTI ~OLIHIOBAaTM TEHJAEHI Cy4YacHOI HAayKOBOi JISUIBHOCTI B Traiysi
MUCTELITBO3HABCTBA, TOTOBHOCTI 10 €()EKTUBHOIO 3/1MCHEHHS BJIACHOTO HAayKOBOI'O
JOCHIIKEHHS.
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Hamania bOI'/TAHOBA

Hoxmop ¢inocoghcorxux nayx, npogecop
baxmymcvkoeo naguanvrho-nayko6oco
npoghecilino-neodazociuHo20 iHcmumymy
Xapkiscvko2o HayioHabHO20 YHIGepcumemy
imeni B. H. Kapa3zina

(m. Cnog’sincwvk, Yrpaina)

®OPMYBAHHA TA PO3BUTOK ECTETUYHOI'O CMAKY B CUCTEMI
NIIrOTOBKH MAUBYTHIX ®AXIBIIB MUCTEIITBO3HABCTBA

Anomauia. Ilpoananizosano npobonemy  Gopmysanus ma  po36UMK)
ecmemuyHo20  CcMaKy 8  cucmemi  ni0comoséku  Maudbymuix  ¢haxisyis
MUCMeYyme03HABCMEa. 3a3HaueHo, Wo 6 cucmemi ni020mosku Mauoymuix ¢haxisyis
MUCMEYMBO3HABCMBA NUMAHHS OPMYBAHHA MA PO3GUMKY eCMemudHUx no4ymmis,
XYO0JCHIX YNO00baHb Ma CMAaKié Habysac 6a2omozco 3HaueHHs. Buceimaeno, wo y
Qinocogpcovkii ma ecmemuuHiu  aAimepamypi  000pull  ecmemudHull  CMaK
BU3HAYAEMbCA AK 30AMHICMb OMPUMYBAMU HACON00Y 8I0 Cnpasoi NPeKpPacHO2O0 1
gioKuoamu o02udHe, pO3YMIMuU I CMBOPIOGAMU HNpeKpacHe 6 npayi, nooymi,
mucmeymsi. lliokpecneno, wo 0CHOB0I0 i 20108HUM 3ac0OOM Yy hopmysaHHi ma
PO36UMK)Y eCmemudHol c8i00MOCmi, NOYYmmis, cMaxis, ideanis, nomped MauoymHix
gaxisyie € mucmeymeo. Bono cnpuse niosuwjennto pigHs c8imoansdy, MOpaibHOCHI
cmyoeHmie i iXHb020 OYX08HO20 C8IMYy 8 yilomy. Y niocymKy 3a3HaueHo, wo npu
nio2omosyi MauOymHix MUCMeymeosHasyie Mae 30IUCHIO8AMUCS 2APMOHIUHe
EOHAHHS eCMemu4Hoi c8I00MOCmi ma ecmemu4Hol OislibHOCMI MAUOYmMHIX (axisyis,
siKe 81000padcae piseHsb iXHbOI NpUYemHOCmi 00 ecCmemuyHo2o 00C8i0y N00Cmea i
CAMOYCBIOOMAEHHS 8 cucmemi OYXOBHUX YIHHICHUX opieHmayit, ma 8i00y8amucs
Gpopmyeants i po36UMOK eCmemudHux CMAaKis.

Kniowuoei cnosa: ecmemuunuii cmax;, ¢haxisyi mucmeymeosHa8Cmed,
cmyoOeHmu,; YKpaiHcbKa o0ceima; 6UKIaoay, HAGYANbHUL Npoyec, MUCMeymeso,
meopuicmeo.

Nataliia BOHDANOV A

Doctor of Philosophical Sciences, Professor
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(Sloviansk, Ukraine)

FORMATION AND DEVELOPMENT OF AESTHETIC TASTE IN THE
SYSTEM OF TRAINING FUTURE ART STUDIES PROFESSIONALS

Annotation. The theses are devoted to the issue of the formation and
development of aesthetic taste within the training system of future art studies
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professionals. It is noted that in the process of training future specialists in art
history, the development of aesthetic feelings, artistic preferences, and tastes
becomes particularly significant. It is emphasized that in philosophical and aesthetic
literature, good aesthetic taste is defined as the ability to take pleasure in the truly
beautiful and to reject the repulsive, as well as to understand and create beauty in
work, everyday life, and art. It is highlighted that art serves as the foundation and
main tool in the formation and development of aesthetic consciousness, feelings,
tastes, ideals, and needs of future professionals. Art contributes to the enhancement
of students’ worldview, morality, and overall spiritual development. In conclusion, it
is stated that the training of future art historians should involve a harmonious unity
of aesthetic consciousness and aesthetic activity, reflecting the level of their
involvement in humanity’s aesthetic experience and self-awareness in the system of
spiritual value orientations, along with the ongoing formation and development of
aesthetic tastes.

Keywords: aesthetic taste; art studies professionals, students; Ukrainian
education; teacher; educational process; art; creativity.

BinpomkeHHs yKpaiHChKOi KyJbTypH Ta €CTETUYHOI'O CTaBJIEHHS IO MKUTTS
noTpedye MUPOKOMACIITAOHUX AiM K 3 OOKY CyCIUIbCTBA 1 JA€pXKaBU, TakK 1 3 OOKY
ocobuctocti. OcobnuBa poap y I1bOMY MPOLECI HAJICKHUTh  (axiBLUAM
MHUCTEIITBO3HABCTBA. [XHA JiANbHICTE € caMe TUM OCHOBHUM 3aC0O00M, SIKUIi OBEpTaE
Kpacy B JKUTTA, €CTETUYHI IMOYYTTA 1 CBIIOMICTh, €CTETUYHE CTaBJIEHHS A0 POOOTH 1
JKUTTS, HABKOJMIIHLOTO CBITY 1 JIOJAUHHU. 3PO3yMiJI0, MHUCTEUTBO3HABEIb CaM
MOBUHEH MATH HIMPOKO PO3TOPHYTY MaNITPy €CTETHUYHOIO SIK CyTHICTH mpodecii Ta
OCHOBY JyXOBHOCTi. EcTeTHuHa OCBITa € OHUM 13 IIEHTPAIbHUX HAMNPSIMIB 1 3aBJaHb
y CUCTEMI MIATOTOBKHU Cy4acHOTO MaiOyTHHOTO (paxiBlisi MUCTEIITBO3HABCTRBA.

OCHOBHUM 3MICTOM HaBYaJIbHO-BUXOBHOTO TMPOILECY CTa€ 3alyYCHHS
OCOOUCTOCTI 10 CTBOPEHOI JIFOJCTBOM CHCTEMU €CTETHMUYHHMX IIHHOCTEH,
OKYJIbTYPEHHSI 11 JKUTTS, CHPUSHHS CTAHOBJEHHIO ii CYTHICHHX CHJ, TBOpPYOI
aKTUBHOCTI, BJIACHOTO KUTTETBOPEHHS HA OCHOBI MEBHUX €CTETUYHUX OpPIEHTAIIi.
JI. Kaniniuenko, H. Kaminina, C. Kntoera, M. Kopninosa, I JleBunpka, O. Manuiipka,
€. HecrepoBa, O.PorotueHko Ta IHIII — JaJieKo HE TOBHUM TMeEpeniK IMEH
YKpaiHChKMX HAYKOBIIIB, 110 MPHUCBATUIN MPOOJieMi E€CTETUYHOTO Y HaBUYAJIbHO-
BUXOBHOMY TIpolieci Ta (OPMYBaHHIO €CTETUYHOTO CMaKy BIAMOBIJHY YyBary.
Boanouac, He3BaxkarouM Ha JOCUTh IIUPOKUK 0OCAT JiTepaTrypu, MpodaeMa
dbopMyBaHHS Ta PO3BUTKY €CTETHUYHOTO CMaKy B CHCTE€MI MIATOTOBKH MaiOyTHIX
(daxiBI[IB MUCTELTBO3HABCTBA 3JIMINAETHCS MPAKTUYHO BIAKPUTOI. BpaxoByroun
aKTYaJIbHICTh I1i€i mpoOseMu, ii Oyno 0OpaHO B poJii MpeaMera TOCHIIKEHHS. Y
bimocodCchkiii Ta €CTETUYHIN JiTEpaTypl JOOPUNA €CTETUYHUM CMAaK BU3HAYAETHCS SIK
3IATHICTh OTPUMYBATH HACOJIOAY BIJ CIpaBll MPEKPACHOTO 1 BIJKUAATH OTHUJHE,
pPO3YMITH 1 CTBOPIOBATH NpEKpacHe B mpaili, moOyTi, mucreurBi. Huspkuit cmak
TPaKTY€eTbCsl SIK Oaly>KiCTh, HETaTUBHE CTAaBJIICHHS 1O MNPEKPACHOro, MOTIT 0
HACOJIOJY HaBITh BiJl OTHIHOTO 1 KOPCTOKOTO.

VY comianbHOMY IUIaHI €CTETUYHIH CMaK CTaHOBUThH 1aJICKTUYHY €JIHICTh
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OJIMHUYHOTO, OKPEMOT0, CYCHUIBHOrO Ta I1HAMBiAyainsHOTrOo. Hapomkenuih mia
BIUIUBOM COLIaJIbHOT TPAaKTUKH, CMaK € TMPOAYKTOM CYCHUIbHUX BIJIHOCHH.
301MKEHHSI 0COOMCTOCTEN HAa OCHOBI CYCIUJIBHOCTI iXHBOTO COLIIAJIBHOTO OYyTTS Beze
710 IEBHUX HOPM, 3T1JIHO 3 SIKUMU MIPUUHSTO OILIHIOBATH €CTETUYHI 00’ €KTU, TOOTO J10
CycnuIbHOTrO cMaky. OTxe, y COLladbHOMY XHUTTI CUCTEMA LIHHOCTEH, siKa
00’€KTUBHO BUHUKAE, OE3MOCEPEIHBO BIIOOPAKAETHCS 1 IEPETBOPIOETHCS 1HAUBIIOM
BIJMOBIHO JI0 MOro BIIACHMX SIKOCTEW, IO BHU3HAYAIOTHCA ICUXOJIOTTYHUMH 1
($1310JIOTTYHUMH ~ OCOOJIMBOCTAMHM Ta OOCTaBUHAMU pO3BUTKY. Tak BHUHUKAE
B32€EMO3YMOBIJICHICTh CYCHUJIBHOIO M OCOOMCTOr0 B €CTETMYHOMY cMaky. BoHu He
ICHYIOTh OJiHE 0€3 OJIHOr0 Ta MalOTh 3aTHICTh O B3aEMOBIUIMBY 1 B3a€MOPETYJISIIII.
Came TOMy B OJJTHOMY CYCIUIBCTBI 3@ €IMHOI MOJEJI COI[IaJIbHOTO CMaKy, Ha OJTHOMY
I'PYHTI (DOPMYIOTBCSA PI3HI CMakud OCOOMCTOCTEH, 10 BIUIMBAIOTh OAMH Ha OJHOTO,
CHOPUYMHSAIOTH 3MIHY CYCHUIBHOTO CMAaKYy.

AHani3 Cyd4acHOi NeJaroriyHoi JiTepaTypu MEpPeKOHIMBO JTOBOJAUTH, IO
€CTeTUYHHMI CMakK i1HTerpye B coOl CHCTeMY MOYYTTIB OCOOMCTOCTI Ta pIBEHb ii
€CTETUYHOI'O0 PO3BUTKY, CUCTEMY 3HaHb, JKUTTEBUM JOCBiJ, BUPOOJIEHY CHUCTEMY
NOTJISIZIB, OLIHOK, MepeBar, sIKi 3HaX0AiTh CBOE BIJOOpaKeHHS B aKyMyJIbOBAaHOMY,
3aCTUIJIOMY, Oe3MocepeAHbOMY MEPEKUBAHHI €CTETUYHOTO CTaBJIEHHS. Y Cy4YacCHUX
NeJaroriyHuX JOCHIKEHHSX 3 ABHIIOCS BU3HAYEHHS «XYJ0KHbO-€CTETUYHHUI CMaK».
JlocniqHUKKM BBaXaroTh, 10 (POPMYBaHHSI €CTETUYHOIO CMAKy MOBHHHO MEpEeAyBaTH
(OpMYBaHHIO XYJOKHBOIO. 3 OIVISIIy Ha TPAKTYBAHHS €CTETHMYHOIO 1 XYJI0KHBOIO
CMaKy MO’KHa BBa)KaTH, L0 €CTETUYHE MOHATTS OLIbII yHIBEpCalbHE, BCEOCSIKHE 1
MICTUTB y cO01 XyJI0’)KHE (JIiTepaTypHe, TeaTpajbHe, My3uuHe Ta iHue) [1, c. 24].

TakuM YMHOM, Y CUCTEMI MIATOTOBKY MalOyTHIX (haxiBILiB MUCTELTBO3HABCTBA
BaroMoro 3HAY€HHA HaOyBae mNHUTaHHSA (OpPMYBaHHSA Ta PO3BUTKY €CTETUUHUX
MOYYTTIB, XYJOKHIX yNoJo0aHb Ta CMakiB. AHami3yr4yu nOpouec (opMyBaHHS
€CTETUYHOIO0 CMaKy MaHOyTHIX (axiBLIB MHCTEUTBO3HABCTBA B KOHTEKCTI
camopeaJizallii, CJlii MaTd Ha yBa3l 3JI0POBUIl €CTETUYHHMI CMakK, KM yBIOpaB y
ce0e 3araJbHOII0IChKI €CTETUYHI HOPMH.

3araJpHONIIOACHKI Ta HAIIOHAJIBHI IIHHOCTI B €CTETUYHOMY HAaBUYaHHI Ta
BUXOBaHHI € YMHHUKAMH PO3YMIHHS CYCIIUJIBHOTO JKUTTSA, PO3KPHUBAIOTH YyCE
PO3MAITTS €CTETHYHOTIO JIFOJICHKUX BIIHOCUH y CYCHUIbCTBI. Jlomyckatoun icCHyBaHHS
CIIOTBOPEHOTO CMaKy, HEOOXIJTHO TIaHYyBaTHU MO0 MEPEBUXOBAHHS, NMEPEOPIEHTALIIIO
NO3ULIA HOro BJIAaCHUKIB HAa CYCHOUIBHO MIHHI LUISIXOM 3ally4€HHS [0
3arajibHOJMIIOJICHKOI KYJbTYpH, PO3TIAIaTH CIOCOOM TpaHCHALilli B OCOOMCTOCTI
CMAaKOBHX €TaJIOHIB pI3HUX BUJIB MHUCTELTB, HAKOIIMYEHHS 3HAaHb Ta YCBIJOMJICHHS
iXHbOI €CTEeTMYHOi CYTHOCTI, CTaBJEHHSA JI0 HHUX CTYACHTIB 3a MOKa3HUKaMU
c(hOpPMOBAHOCTI COIIAJILHOTO aCMeKTa IXHBOT'0 €CTETUYHOTO CMaKYy.

®opmyBaHHA 0COOM  MHMCTENUTBO3HABIS, il TBOPYMX  MOXKJIMBOCTEH
NPOSIBIIIETBCS B PO3BUTKY CAMOCTIMHOCTI, YITKO BHUPAXXEHHUX I1HAWBIIYyaJIbHUX
iHTEepecax, TBOpPYIA  ysBI, PO3BUTKY  CaMOCBIJJOMOCTI:  MparHeHHl  JI0
CaMOYTBEpKEHHs y cdepl CollaabHOlI pealbHOCTI, Y MOTpeOl CTBOPEHHS BJIACHHUX
MJIaHIB CBO€I TOBEAIHKH, caMOBHXOBaHHI. OCOOJMBICTh €CTETUYHOTO CMakKy 3
MOTJISIY MEIaroTiKy MOJIArae y BUSBICHHI IUISIXIB Ta CIIOCOOIB 1OTO CTAHOBJICHHS K
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AKOCT1, 110 BHM3HA4Ya€ OCOOUCTICTh y LUJIIOMY. 3aBISKH 3JaTHOCTI JO YsBJICHHS,
PENpPOIYKTUBHOI 1 TBOPYOI YSBH, MHUCIICHHS, TEMIIEPAMEHTY €CTeTUYHI CMakKHu 0ci0
BIIPI3HSAIOTHCS MIPOKO OCMHUCIIEHOCT! €CTETUYHUX TMO3HUINN CYCHIIbCTBA, MIHUPOTOIO,
MMOWHOK Ta I1HIUMH SKOCTSIMHU. OCOONMBICTIO €CTETUYHOI TBOPYOCTI, IO
3HAXOJMTHCS B OCHOBI €CTETUYHOIO CMaKy, € AISUIBHICTh, IO 30arayye JTyXOBHHM
CBIT JIIOJMHM, 3MIHIOE Ta BJIOCKOHAIIOE ii, 1HTErpye B €001 COLIaIbHO 3HAYYIII
ecTeTuyHi IiHHOCTI. Came TBOpYa AISUIBLHICTH JIOJMHU BUKIHUKAE W OMOCEPEAKOBYE
J1I0 €CTETUYHOTO CMaKy 1 TAKOXK OMOCEPEIKOBYETHCS HUM.

CyvacHa meparorika po3rjifjlae ecTeTUYHE BUXOBaHHSA SK IPOLEC,
CIpSIMOBaHUN Ha OIMAaHyBaHHA 3J00yBaueM O0araTCTBOM CBITOBOI 1 BITYM3HSHOI
JTYXOBHUX KYJbTYp, (OpMyBaHHS IIJIICHOI OCOOMCTOCTI, JOCSTHEHHS TapMOHIi
IHAMBIIYaJIBHOTO 1 CYCHNUIBHOIO, YCBIJOMJICHHS HOBHUX 11€H, MOIIsAIB, HOTpeOD,
i7lealiB, MparHeHHsl JO NEpPEeTBOPEHHs AIMCHOCTI 3a 3akOoHaMH Kpacu. CKJaJo0BOIO
YaCTUHOIO €CTETUYHOI KYJBbTYPH € XyA0XKHS KyJbTypa a00 MUCTEUTBO SIK AiSUIbHICTB,
[0 MOPOJKY€E €CTETUYHI HIHHOCTI. MHCTENTBO BH3HAYAETHCS SIK BHUJ JyXOBHOTO
Mi3HaHHS A1MCHOCTI CYCHUIBHOIO JIIOJIMHOI0, METa IKOr0 — OpMYyBaHHS ii TOTOBHOCTI
710 TBOPUOi NepeOyJ0BM HABKOJIMILIHBOTO CBITY i caMoi ce0e 3a 3akoHamu kpacu. Ha
BIIMIHY BiJ IHIIMX cep CyCHUIbHOI CBIAOMOCTI W AISNIBHOCTI (HAyKH, MOJITHKH,
MOpajll Ta IHIIMX), MHUCTEUTBO 3aJ0BOJIbHSAE YHIBEpPCAIbHY MOTPEOy JIIOJAUHU
€CTEeTUYHO CIpuiMaTH 00’ €KTUBHUM CBIT [2].

Ha cydacHomy etami B YkpaiHi CTBOPIOIOTBCS BCl YMOBH JJIsi €CTETUYHOTO
PO3BUTKY OCOOMCTOCTI MailOyTHHOTO MMCTEIITBO3HABILISI B CUCTEMI BHUIIOT OCBITH Ha
OCHOB1 CBITOBOi Ta YKpaiHCbKOI KyJbTypH, Ha 0a3l SKHX MOXYTb 1 MaloTh
PO3BUBATHCS €CTETHYHI CMAKU MalOyTHIX (haxiBILiB MUCTELTBO3HABCTBA.

[TincymMoByrO4YM BHILEBHUKIANCHE, HEOOXIAHO MIAKPECIUTH, IO B MPOLEC]
MiJITOTOBKX MailOyTHIX MUCTELTBO3HABIIB Ma€ 3/1IMCHIOBATUCS TapMOHITHE €THAHHS
€CTETUYHOI CBIJIOMOCTI Ta €CTETUYHOI MAisSUTbHOCTI MaiOyTHIX (axiBIiB, IO
B1I00paka€ pIBEHb iXHbOI MNPUYETHOCTI JO €CTETUYHOrO0 JOCBIAY JIIOACTBA 1
CaMOYCBIJIOMJIEHHSI B CHCTE€MI JyXOBHMX LIHHICHMX OpI€HTaliil Ta BiAOyBaTHCS
dbopMyBaHHS 1 pO3BUTOK €CTETUYHUX CMAaKIB.
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Opnier0 3 HaWakTyalbHIIMX NpoOJeM B yMOBaxX JIMHAMIYHUX Ta
HernependayyBaHUX 3MiH € mpoOiema MiAroTOBKM MaOyTHIX cremiadicTiB y cdepi
KyJnpTypu. CaMe KyJbTypa BIAICpae OAHYy 3 pyHAaMEHTaIbHHUX poJield y popMyBaHHI1
O0COOMCTOCTI ¥ CBIJIOMOCTI JIFOAWHU, BU3HAYECHHS 1i MICIS B CYCHIJIBCTBI Ta CBITI. I,
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3BICHO, KyJbTypa € OJHUM 13 UMHHHUKIB, IO JAIOTh MOXJIMBICTH HAIlll BUCTOATH Y
BiifHI. Y 1IbOMYy KOHTEKCTI AaKTyaJIbHUMH € JOCHIJKEHHS, $KI CTOCYIOThCS
BU3HAYCHHS Ta OKPECJICHHS «apTMEHEIKMEHTY» SIK MOTEHIIITHO HOBOi AMCIUILIIHU
[8, c. 4].

Sk 3a3HayalOTh AaBTOPU CYYaCHUX JOCHIKEHb 13 JaHOi TEMaTHUKH,
apTMEHEP)KMEHT K OCBITHS AUCIUIUIIHA XapaKTepU3Y€eThCs OLIbII HIXK TOPUIHUMHU
dbopmamu, KOTpl MOENHYIOTh KYJIbTYpy Ta MEHEKMEHT [5, c. 155]. daktuuno 3a
CBOEIO0 NPUPOJAOI0 JaHa JMCLMIUIIHA TMOENHYE COLIAbHI Ta TyMaHITapHI HayKH,
MHUCTENTBO 1 Oi3HEC-aJAMIHICTPYBaHHS, €KOHOMIKY Ta TyYMaHITapHy COI0JIOTi0. 3
1HIIOTO OOKY, ApTMEHEKMEHT CIIPUHUMAETHCS SIK HAOIp PI3HUX MPAKTHK, OB’ A3aHUX
Hacamrmepea 13 KyJIbTypHOIO MiSUTBHICTIO MJi JOCSTHEHHS PI3HOMAaHITHHUX IIUJIEH,
TakKMX K BHUPOOHUILTBO Ta MOIIMPEHHA KYJbTYPHOIO TMPOAYKTY, OpraHizaiis
€KCIIO3UIIIITHO-BUCTABKOBO1 pOOOTH, OCBITA y cPepi KYJIbTYpH.

Jlo mnpuknany, BITYM3HSHUN KyJIbTypHUH MeHemxkep AnboHa Kapasaii
BHU3HAYa€ KyJIbTYPHUI MEHEKMEHT SIK OpPTraHi3allil0o MUCTEILKUX MOIIN Ta MPOEKTIB
ad0 MEHEKMEHT KYJbTYpHHUX YCTaHOB, TMPOEKTHY MISUIBHICTh Ha  CTHUKY
MEHEDKMEHTY W KyJbTypoJsiorii uu muctenTBo3HaBcTtBa [9]. Came 1e mojBiiiHe
COPUMHATTS apTMEHEKMEHTY 3HA4YHO YCKJIAJHIOE BHU3HAYEHHS TOro Habopy
KOHKPETHUX XapaKTePUCTHK, sIKI HEOOXiAH1 I BUKIAIAHHS JaHOI JUCIUIUIIHU.
binpme TOro, s SKICHOI MIATOTOBKM apTMEHEIKEPIB HAJ3BUYAMHO BaXKIMBO
BU3HAYMTH, a 110 TaKe apTMEHEKMEHT? YOoro CTOCy€eThCS 1Sl JUCUUILIIHA Ta SIKUM €
il mpenMeTHe noJe?

Knacuune 11 MeHemKepiadbHOrO MPOCTOPY BHU3HAUYEHHS Ta PO3YMIHHS
HNOHATTS 1 Ae(iHILI] «apTMEHEKMEHT» Ja€ y cBoeMy miapyuHuky Onena OneHiHa,
BU3HAYAIOYM apPTMEHEKMEHT fAK «IIUIECIPSAMOBAHE YIPaBIiHHA MpodeciiiHo-
TBOPUOIO JISUIBHICTIO; CYKYIHICTh MPUHLMIIB, METOJIB, 3aco0iB peanizarii
nigopueMHUNTBAa B cepi MucreurBa» [11, c. 86]. [lemo iHmI BU3HAYEHHS A€
Tersna CrpiTheBUY, sKa, AaHAII3YOYM CYTHICTh MOHSTTS apTMEHEIKMEHTY,
chopMyJIroBasia TP MOro BU3HAYEHHS, 1€ ApTMEHEKMEHT — LiE:

a) «0OIMH 3 (PYHKIIOHAIBHO-POJILOBUX BHUJIB [ISJIBHOCTI, IOB’SI3aHUM 3
npoiiecaMu  BinOOpy, 30epiraHHsi, BUPOOHUIITBA 1 TMOLIUPEHHS KYJIbTYPHUX
IIIHHOCTEN»;

0) «mpoiiec yrpaBiiHHS BUPOOHUIITBOM MPOIYKTY PUHKY KYJIbTYPHUX MOCIYT,
10 BKJIIOYA€ BCl CTPYKTYpPHI €JIEMEHTH YyOpaBiiHHS (IUIaHyBaHHS, OpraHi3allilo,
MOTHBAIIII0, KOHTPOJIb) OPraHi3alli€lo JIOAeH, 3aHATUX UM BUPOOHUILITBOMY;

B) «CYKYIHICTh  yOPABIIHCbKUX MpUKWOMIB  (TIJITaHYBaHHS, OpraHi3ailis,
MOTHBALIS, KOHTPOJIb), XapaKTEPHUX JIJIsl KIITACHYHOTO MEHEI)KMEHTY Ta € 0COOJIUBUM
BHUJIOM VYIPaBIIHCBHKOI MJISJIBHOCTI B cdepl MHUCTENTBA, SKUH BKIOYAE IPOIIEC
CTBOPEHHS 1 MOLIMPEHHS XYA0KHBOI mpoaykiii» [12, c. 137].

VY minomy K y 3a3HAYE€HHMX BUINE AOCTIAHHUIB, TaK 1 B IHIIMX BITYM3HSHUX
JOCJIITHUKIB COPUUHATTSI apTMEHEKMEHTY B1JI0YBA€ThCSI MIEPEBAKHO Yepe3 MPUZMY
apTpuHky. binbmie Toro, neiHITUBHO MOHATTS «apPTMEHEIKMEHT» MOB’A3YIOTh 13
TaKUMU TEpPMIHAMHU, SIK «APTKPUTHUK», «APTIUIIEP», «APTAU3ANH», «APTPUHOKY,
«aptkyparop» um «aptaupekrop» [10, c.177]. Came 1i BHU3HAYEHHS MOXXHA
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CIOCTEpIraTH MiJl 4ac aHaji3y ICHYIOUMX Ha CbOTOJIHI POOOUYMX MpOrpaM HaBYAIbHOI
TUCIUIUTIHU «apTMEHEIKMEHT», SIKa BUKIIAJIA€ThCA B 0ararbOx BUILIUX HaBYAJIbHUX
3aKiazax YKpaiHu.

Bonnouac chopmynsoBana B 1960-x pokax y 3axigHid OCBITHIH cHCTeMIi
aKaJeMiuyHa TUCUUILIIHA «apTMEHEKMEHT» Ma€ Jielo 1 Bu3HaueHHs. [lo-nepue,
NOTPiOHO BKa3aTH Ha 3HA4YHY A€(IHITUBHY PI3HOMAHITHICTh L€l aucuuIuiiHU. Tak,
Hanpuknag, mua CIIA xapakrepHuM € BUKOPUCTaHHS TaKUX CHHOHIMIYHUX
nedinimii, sk «arts managementy», «arts administration» Ta «cultural management.
Haromicte 'y  €Bpomi  €KBIBaJIGHTHUM  1IbOMYy €  TepMmiH  «cultural
management / kulturmanagement» [4, c. 13—14; 5, c. 156]. I B uboMy € cBOs JIOTiKa,
aJKe apTMeHekep € (axiBLEeM B YIpaBJIiHHI HE JIUILE MUCTELITBOM, a i KYJIbTYpPOIO
3arajioM, sika BKJIOuYae He juiine oOpa3zoTBopue muctentBo (fine arts). Ilo-apyre,
nebaTu HABKOJIO PO3YMIHHS apTMEHEIKMEHTY Ta Moro JediHITUBHOTO BU3HAYCHHS
po3mnoyanucs e HanpukiHii 1980-x 1 gocsirm cBOro amorero Ha modatky XXI
cTopiuus 3 myOdikariero ctatTi [Ba [Bapa Ta ®pancya Konboepa [8, c. 4].

OTxe, AJId KJIACUYHOI 3aX1JHOI CHUCTEMHU Teopli KyJbTypH Ta MHUCTEUTB B
OCHOB1 PO3YMIHHSI apTMEHEKMEHTY 1 Moro JediHITUBHOTO BU3HAYECHHS JICKUTH
JABHA TUCKYCis IIOJI0 TOTO, SIKE€ MICII€ TIOC1Ia€ KYJbTypa Ta MUCTEL[TBO B CY4aCHOMY
cycnuibcTBl. Y € BOHA 3aMiHHMKOM penirii? Uu ue yactuHa Oe3nepepBHOI OCBITH
rpoMazisiH? A Moke, 1€ eIeMeHT cucTeMu posBar? g Tpiajga BU3HAYa€e CKIIAIHICTh
COPUMHATTS apPTMEHEKMEHTY SIK CHUCTEM YNpaBIIHHSA HEKOMEpPLIMHUM Ta
KOMEPIIIITHUM cekTopamu [8, c. 6].

Ha nymxky I. IBapa ta @. KonbOepa, apTMEHEI)KMEHT YacTO CHPUMMAETHCS SIK
OJIMH 13 HampsMIB YHOPAaBIIHCbKOT IyMKH, A€ cdepa KyJabTypu Ta MHUCTELTB
OKpPECIIIOETHCSl SIK YNPAaBIIHCbKM HEIOCTaTHHO pO3BUHYTAa cdepa («managerially
underdeveloped area») [8, c.7], a omTxe, nmorpedye crnenupiyHUX HIAXOAIB [0
po3poOku mpodeciitHoi METOAOJOTIYHOI 1 TEOPETHUYHOI OCHOBH. 30Kpema, sIK
BUPOOUTH 11 HOBI MIJXOJM B TOMY, «B OCHOBI SKOTO JEXHTb Teopia xaocy»? [,
c. 75]. Tomy Garato XTO 3 JOCHIJHUKIB CTABUTH MiJ CYMHIB CaM apTMEHE/KMEHT SK
OKpPEMY OCBITHIO AMCIMIUIIHY, & OT)KE, i MOXJIMBICTh ICHYBaHHS CII€LIaII30BaHUX
HAyKOBHUX JOCIHIDKEHb 13 Ii€l TEeMaTHKH, 3a3Hayaloud, 0 Iie paaume cdepa
MEHEIP)KMEHTY, a He cpepa MUCTEIITBA.

Y 1bOMY KOHTEKCTI JOBOJI CIYIIHUM OauuThcs TBepkeHHs KoHcraHiii
Hesepo Ta Inmex Yankai, 0 apTMEHEKMEHT MAa€ HABUYHUTHU IOEJIHAHHIO TBOPYOIO
3MICTYy 3 OOIPYHTOBAaHUMHU NPAKTUUYHUMHU MOTpedaMu, 1 TOMYy B HOro pO3yMiHHI
BUHMKA€ HHU3KA BIAMIHHOCTEM MIDXK MHCJIEHHSM MpPO MPAKTUKY 3A1MCHEHHS
MHUCTEIBKOI ISUTBHOCTI Ta MHCJICHHSAM Yy TIPaKTUIl 3AIMCHEHHS MHCTEIbKOL
nmisneHocTi [3, c.37-38; 5, c. 156]. 3okpeMa, SKIIO Yy MEPIIOMY BHUIAIKY MU
FOBOPUMO TMPO Takl MPAKTUYHI €JIEMEHTH, K TPAHTPAUTHHI Ta TPaHTOBUU
MEHEDKMEHT, KyJIbTYPHUN T4 MUCTELKUN MAPKETHHI, KaJpOBUN MEHEIKMEHT a0o
MEHE/DKMEHT CLEHM YW BUCTAaBKM TOILIO, TO y APYIOMY BHIIQJIKy CIIPABy MaeMoO
paauie 3 emicTeMOJIOTIYHUMHM Ta €TUYHUMHU TEOpISIMHU, [KI JAlOTh MOSICHEHHS Ta
pPO3yMIHHSI TOTO, SIK MPAKTHUKUA KYJbTYPHOIO MEHEKMEHTY JMdII0Th y IXHbOMY
BJIACHOMY KOHTEKCTI, & TaKOX Yy CyCHIIbCTBI [5, ¢. 157].
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Buxoasuu 3 BUIECKa3aHOT0, CTA€ 3p03YMIJIO0, YOMY B CyYaCHUX JTOCIHIIKEHHAX
apTMEHEPKMEHT pajllieé COPUMMAEThCs SIK Tally3b JOCHIIKEHHS, a HE K OKpema
OUCIUIUTIHA. AJDKE apTMEHEI)KMEHT — 11€ KOHTEKCTHA JUCLUHUILIIHA, KA CTOCY€EThCS
TUX (QYHKIIH, 5IKI apTMEHEIP)KMEHT BUKOHY€ B MEBHIM MHUCTELbKINA opraHizaiii ado B
KOHKpETHOMY Tpoueci BupoOHuuTBa MmucTenTBa [l, c¢.5]. bigeme Toro,
apTMEHEPKMEHT Nependayae BUKOPUCTAHHS MPAKTUK JJIsl MPOCYBaHHS KYJIbTYPHHUX
opraHizaiiii 1 MoB’S3aHOi 3 KYJbTYpPOIO AiSUIBHOCTI [7, c.284]. ApTMEHEIKMEHT
COPSIMOBYE CBOi 3yCWJUIA Ha HaJaro/)KeHHs MOCTIB MIDXK OpraHi3auiiHOIO
OIOpPOKpAaTi€l0 Ta MHUCTEUBKMM IIPOEKTOM 4Yepe3 3aCTOCYyBaHHS OCHOBHHUX
KOMIIOHEHTIB — cyonucuumiid. Tak, I. IBapa Ta ®. Konbbepa no cyOaucuuruiix
apTMEHEPKMEHTY 3aly4yaloTh CTPATErIYHUN MEHEIKMEHT, YIPaBIIHHS JIOACBKUMHU
pecypcamu, (¢diHaHCM Ta OyXraaTepchKuil OOJIIK, MapKETHHTI Ta TMOBEAIHKY
cnokuBaua. Haromicts Jleppuk YoHT nemo yToyHIO€, BUAUISIIOUN CIM KOMITIOHEHTIB
apTMEHEIPKMEHTY, $Kl (QOpMYyIOTh CYOJUCHUIUIIHM — IUIaHYyBaHHSA, OpraHi3auilo,
KaJpoBy poOOTy, Harjsja, KOHTpoib [2, c¢. 5-8]. JloBomi mikaBoro € aymka [loma
HiMajkio, sIKWii HaArojionye Ha OOOB’S3KOBOCTI BKJIIOYEHHS JO MiATOTOBKHU
MaifOyTHIX apTMEHEIDKEpPIB TAaKOro eJIEeMEHTa, SK YIOPaBJIiHHS 30BHINIHIM
cepeloBULIEM (MEHEKMEHT 3B’SI3KIB 3 I'POMAJICHKICTIO T4 MEHEIKMEHT 3B S3KIB 13
BIIaJI010) [6, c. 42].

[Topsin 13 BuIIe3a3HAaueHUMH i7essMu BapTo 3rajgatu Aymky C. KymikoBoi Ta
O. OneHiHOi, K1 BUAUISIIOTh TaKI KOMIOHEHTH apTMEHEPKMEHTY

— IPOEKTHO-TEXHOJIOTYHA (KOHIENTYyallbHa po3po0Ka 1€l TBOPUOTO MPOEKTY,
(OpMyBaHHS MPOEKTY SIK XYAOKHbO-TBOPYOI MPOJYKLIi, COPSIMOBAHOI HA PO3BUTOK
XYJI0O)KHBOTO CMaKy IyOJiiKM, 3a0€3MEe4YEeHHs] BHCOKOTO €CTETUYHOrO BiAMNOYUHKY,
KyJIbTYPHOTO CHIJIKYBaHHS TOIIO);

— XyJ0KHbO-TBOpYA (poOOTa HaJ CLEHApieEM, PENETULIHHO-TBOpYA Ta BUXOBHA
JISTIBHICT YCEPEANHI TBOPUOI'O KOJIEKTHBY, PO3pOOKa TBOPYOrO IMIIKY HPOEKTY,
KOHKPETHOI «31pKW», TPyIH, po3poOKa cueHorpadii, KOCTIOMIB, EMOLIITHO-00pa3HOro
Ta My3UYHOTO PIIIEHHS TPOEKTY TOIIIO);

— OopraHi3aliiHo-yIpaBiiHCbka (POpMyBaHHS KOPHIOPATUBHOTO IMIIKY (ipMu
Ta ii CHiBpOOITHUKIB, MIATOTOBKA Ta MPOBEJAEHHS KOHIEPTHO-TACTPOIBHOI POOOTH,
BEJICHHS TEpPEroBOPIB, YCTAHOBJICHHS KOHTAaKTIB 13 KOHIEPTHUMH OpraHi3allisiMHu,
MaiilaHYUKaMHi Ta IHIIUMH JIOKAIISIMH, OKPEMHUMHU IOPUJIUYHUMHU Ta (PI3UYHUMU
TBOPYMMHU  OCO0aMH, BHUPOOHMUIITBO CILEHIYHMX AaKCeCyapiB, BUTOTOBJICHHS
00JtaTHAHHS IS CIICHH, 3aKYITIBJIS Y OPEH/Ia TEXHIKH TOIIIO);

— MapKeTHUHIOBa (JIOCHIJHUIIBKA POOOTa 3 BUSBICHHS BIKOBUX, COLIAJIBHO-
TPYNOBUX IHTEPECIB ayJAUTOpii, CETMEHTIB PHUHKY Ta OCHOBHHMX CIOKHBaYiB
Xy JI0)KHbO-TBOPYOI MPOYKIIii);

—3B’A3KM 3 TPOMAJCBKICTIO Ta pekiaMma (CTUMYJIOBAaHHA NPOCYBaHHS
XYyJI0’)KHbO-TBOPYOI MPOAYKIIi HA PUHOK, opraHizamis 3B’s3kiB 31 3MI, npoBeaeHHs
Mpe3eHTalllid, BUCTABOK, MPECKOH(EPEHIIIH, a TaKOX yCiX BHJIIB HEOOX1JHO1 peKIaMu
— aiiil, TUCTIBOK, NOCTEPIB, (hialiepiB TOLIO);

— KoMepliitHa Ta  (IHAHCOBO-€KOHOMIYHA  (KOHIENTyalbHa  pO3pOOKa
KOMEPIIIITHO BUTITHOTO Oi3HEc-IUIaHy Ta (OpPMYBaHHS OIOJKETY, MOIIYK 1HBECTOPIB
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Ta CIIOHCOPIB, Y3TO/JKE€HHS IIH Ha O(QOpPMIIEHHS MPOEKTY W yMOB AJis 3A1MCHEHHS
MPOJIAXY XyJA0KHBO-TBOPYOIrO MPOAYKTY HA PUHKY: OpeHa MPUMIIIEeHb, KOHLEPTHUX
3B Ta OyAb-SKMX JIOKallii, TEXHIYHOIOo OOJIaJHAHHS, TOMIUTTS KOCTIOMIB,
BUT'OTOBJICHHS KBUTKIB TOIIIO);

— IOpPUANYHO-TIPaBOBa (MIATOTOBKA BCIET IOPUANMYHOI JOKYMEHTAIlli, OB’ A3aHO1
3 JISJBHICTIO OpraHi3alli, 3aXMCTOM aBTOPCHKUX IpaB, BIJICTOIOBAHHSIM Yy MIpy
HEOOX1THOCT1 IHTEPECIB aBTOPiB, BUKOHABIIIB, CIY>KOOBIIIB y cyai Ta apbitpaxi) [10,
c. 177; 11, c. 26].

OTxe, Wayus 3a BKa3aHUMHU BHUIIE JOCIHITHUKAMH, 3a3HAYUMO, W10 JUJIS
BU3HAYECHHS MPEIMETHOTO MOJII apTMEHEHKMEHTY BAXKIMBUM €:

— CTpaTeriyHUN MEHEIKMEHT y BUIJIAMI TaKUX EJIEMEHTIB, SIK YNpaBIIHHSI
MPOEKTAMH Ta YIPABIIHHS 1HHOBALISIMU B MUCTEIILKUX Ta KYJbTYPHHX OpraHi3alisix,
MEHE/PKMEHT 3B’S3KIB 3 TPOMAJICBKICTIO Ta MEHEHPKMEHT 3B’SI3KIB 3 OpraHamu
Jep>KaBHOTO YIPaBIIHHS;

— YNpaBJiHHA JIIOJICBKUMHU pPecypcaMu 3 TaKUMHU €JIeMEHTaMu, SIK JIJEpCTBO,
MOTUBYBaHHS KOMaHIM, YIpaBiIiHHA NpoAyKTuUBHICTIO kKomaHau (Performance
Management);

—¢iHaHcu Ta OyxranTepchbkKuid OOJIK y JepXaBHIM, TI'pOMaJChKiil Ta
KOMepUiiHIN cepax, TeHIepH1 3aKyMmiBIi Ta piHAHCOBA 3BITHICTH;

— MapKeTUHI Ta IMOBEJIIHKA CIOXHUBaya/ ayJuTopii, 30KpeMa T.3B. «street
marketing», aHayi3 pUHKIB, MApKETUHI HEMATEpIaJbHOI LIHHOCTI, LIIHOYTBOPEHHS.
JI. YoHr, aHami3yrouu 11 KOMIIOHEHTH, Ja€ JOCHTb BIy4HE BHU3HAUCHHS
apTMEHEPKMEHTY SK cepu AiSUIbHOCTI, fKa JOMOMara€ IO€JHYyBaTH JJIOBI,
MUCTEIIbKI Ta OpraHi3aliiiHi HaBUYKU 3 AISUIBHICTIO, 10 3MIHIOE KUTTS OKPEMHUX
aroaed 1 rpoMan [2, c. 5—8]. 3HauHO Aani y BU3HAa4Y€HHI apTMeHemkMeHTy e [lon
HiMamxio, sIKuid, TOBOPSIYA MPO TUXOTOMIIO apTMEHEHKMEHTY, 3a3Hauyae, 110 BOHA
3aJIeKUTh BIJ TOro, 3 SKUMU OpraHi3alisiMd TMpalioe apTMEHEIKep —
HENpUOYTKOBUMHM 4M KoMepuidHuMH. KokHa 13 1MX oprasizamiii Mae CBOMO
crietndiky 1 BUMarae BiJl apTMEHE/Kepa BIJIMIHHUX HAaBUYOK Ta YMIiHb, a OTXKE,
apTMEHE/DKMEHT — 11€ TePMiH, SIKUI omucye He oAHY npodecito, a rpymny npodecii,
KOXKHa 3 SKUX Ma€ CBIA PUHOK mpail [6, c. 8-9], oqHaK sKi MOB’sA3aHI MK COOOO
€IMHUM 3aBJIaHHSIM — YIPaBIIHHAM MnpodeciiHUMH  HEKOMepliitHuMu abo
IPOMAJICBKMMH OpraHi3alisiMd MUCTEUTBAa Ta KyJbTypd. | TyT TOCUTH CIyLIHOIO €
nymka Inex Yankasi, ska 3a3Haydala, 1o «apT-MeHEKMEHT BIIPI3HIETHCS B MOCITYT
XYJI0’)KHBOT'O MEHEIP)KMEHTY Ta MOKJIMKAaHHS XyA0KHBOTO KEPIBHUITBA B KIHO, T€ATP,
peksiami yu myOmikaiisx». Mano Toro, apTMEHEKMEHT — 1€ HEe KypaTop MUCTEITBA,
ajpke po0oTa KypaTopa — 1€ He OUTbIIe HIXK «BIpHE pO3TalllyBaHHS MUCTEILKUX pPOOIT
y BHUCTaBKOBOMY mpoctopi» [3, c.37-38]. dakTU4HO KypaToOp y MHUCTEUTBI — 1€
MOCEPEAHUK MiXK TBOPOM MHCTEITBA, MUTLEM Ta TiisaauemM / aynuropiero. He Ouabiine
1 He MeHIe. [loniOHUM YMHOM 1 apTAUIep KOHUEHTPYEThCA HAJ TUM, SIK BUTIIHIIIE
OpOJIaTH TBIP MUCTELTBA, CTBOPUBIIM HA HHOTO BIJIMOBIAHUI MOMUT Ta BIAMOBIIHY
PUHKOBY KOH FOHKTYDY.

[TincyMOBYIOUM JOCIHIJKEHHS, 3a3HAYMMO, 110 apTMEHEIKMEHT 3HaXOAUThCS
Ha MEePEeTUHI MEHEPKMEHTY 1 MUCTELITBA, 10 J1a€ 3MOT'y TOBOPUTH IIPO HHOI'O SK PO
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OCBITHIO JUCLMIUIIHY, SIKa BIJIPI3HSETHCS BiJl MEHEIKMEHTY, OJIHAK yce 1ie Oyayuu
YaCTMHOI0 MEHE/KMEHTY, Ma€ CBiii 0COOMMBUII MacuB 3HaHb, KU CTaBUTh MOTO B
okpemuii Bua [4, c. 13; 8, c¢. 9], mo 06a3yeTbcsi Ha MOCEPEAHUIITBI BHYTPIIIHHOTO
XYJI0°)KHBOTO BUPAKEHHS 13 30BHILIHBOIO ayAUTOPIELO.
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