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PO30YMU NPO BUKNAOAHHSA ICTOPIi MUCTELITB Y XYOOXHIX LUKONAX.
NEKUIA, TPOYUTAHA 4 CIYHSA 1966 POKY*

EpHcT X. 'oMBpix
Reflections on teaching art history in art schools paper given, 4th January, 1966
Ernst H. Gombrich

Tekcm € asmopu3sosaHumM repeknadom nekuii EpHcma Fom6bpixa, enepue ory6rikoeaHoi y
2022 poui e Journal of Art Historiography. Y nekujii aemop Qocnioxye me, sK icmopis
mMucmeymea suknadaembcsi | Mae suknadamucsi 8 akademissx mucmeums. BiH makox
po3anisadae yrnepedxXeHHs Wo0o icmopii sk ducyunniHu ma Hedosiku mpaduyitiHux criocobie
i suknadaHHs. HarnpukiHui FoM6pix y3azanbHroe enacHi noansadu Ha yro memy ma rporoHye
MOXIIu8i akmyaribHi Wsxu euknadaHHs icmopii mucmeuymea.

Knrowoei cnoea: icmopis mucmeums, EpHcm X. [om6pix, euknadaHHs, akademis
mucmeuyms.

MaHi Ta naHoBe?,

Konu npodecop lNeB3Hep® yllaHyBaB MeHe 3amnpoOLUEHHSAM BUCTYMUTU Ha LibOMY
BaXXNMBOMY 3ibpaHHi, s Bi4MNOBIB, SK BiH camM MOXe NiATBEPANTH, LLO CaMe CINOBO «BUCTYM»
naKae MeHe, 0JHaK s roTOBWUK, i HAacnNpasAdi Yekaro 3 HETEPNIHHAM MOXIMBOCTI MOrOBOPUTU
Ha TeMy, 3anponoHOBaHY Li€t0 KOHdEpPEeHLIl, agxe, Ha MOK OYMKY, BOHa NoTpebye po3MoB
Ta iHTEHCMBHOro obMmiHy norngaamu. Moeto ronoBHo Npobnemoto €, nonepeaxato Bac, He
WO ckasaTtu, ane konu 3ynuHutucsa. He te wob a 6yB ocobnmeo kBanigikoBaHuK, W06
noYMHaTK Taky Auckycito. MNpoTarom TpboxX NuLe PokiB s BUKNagae y Cnewnai’, wo, BnacHe, i
€ nigcymMkoMm Moro 6e3nocepegHbOro KOHTakTy 3 npobnemoto. OnocepenkoBaHO X,
HaCMINOCb cKkasaTtu, 1 MaB bGinblle KOHTaKTy, HiXX 36upaBcd, Yepes MOK KHUXKKY «lcTopis
MUCTeLTBa», dKka 4aCTO BMKOPUCTOBYETLCA SK NiAPYYHUK. Lie HanoBHIOE MeHe 3MillaHuMu
NnoYyTTAM OCTpaxy i ropaocTi NpmMbnnaHo B piBHMX Nponopuisx. Hacnpaeai, HewoaasHO A
NPUAHSAB (PaKT, LLO KHUTY BUKOPUCTOBYIOTL Y Takui cnoci6, Ta 403BONNB NepekoHaTn cebe
OHOBWTMU i, 4OAABLUM OO OCHOBHOMO TEKCTY HOBY rfiaBy Npo CyyYacHy CuTyauito [y MUCTeLTBi]
Ta AgonosHUBLLM Bibniorpadito. BukoHytoum ue 3aBAaHHs, 1 3HOBY YCBIJOMMB HEMMOBIPHI
CKnagHoLi, 3 KUMKW MaloTb 3iLUTOBXYBaTUCA Ti 3 Bac, XTO 3apa3 BMKNagae uen npegmet
XyOoOXHUKaM. Bo Konu 1 iCHye nepekoHaHHS, cninbHe AN TenepiwHiX XyO4oXKHUKIB, TO Le

! © Literary Estate of E.H. Gombrich. Permission has kindly been granted for publication in this journal / [Jo3Bin 6yB
nackaBso HagaHum Ha nyonikadito y LboMy XxypHani. Bnepwe onybnikoBaHo B: Gombrich, E.H. (2022) Reflections
on teaching art history in art schools paper given, 4th January, 1966. Journal of Art Historiography. No. 26, 1 —12.

2 ABTOpKa Askye Inni JleBueHKy 3a oro yBaxkHe NPOYNTaHHSA Ta BNyYHi KOMEHTapi 4o LbOro nepeknagy.

* Hikonayc MNeB3Hep (1902 — 1983) — HiMeLbKUIA | BpUTaHCbKMiA iCTOpUK apXiTeKTypu, aBTop «Byaisens AHrMii»
(1951 — 1974) y 46 TOoMmax, kaBanep OpgeHa BputaHcbkoi imnepii. MNpoTarom aecstu pokis (1960 — 1970) 6yB
yrieHoMm HauioHanbHOT paan 3 XyAoXKHbOT oCBiTU (National Advisory Council on Art Education). [eB3Hep akTUBHO
nigTPUMyBaB igel0 3anpOBaKEHHS iCTOpii MUCTEUTB sk 000B’sA3koBoro npegmety. KoHdepeHuis, npo siky
roBopuTh ['oMBpix, BoueBMab, Byna ofHieto i3 cnpo6 NepekoHaTy BYNTENIB XyA0KHIX LLKIM y AOLINBHOCTI LibOro
npeamery.

* Cnenpiecbka Likona muctelTs (Slade School of Fine Art), abo ckopodeHo «Crena» 3a iM’aM Ti 3aCHOBHMKA
®enikca Cnenpa (1788 — 1868). € 4acTUHOI YHiBEpCUTETCLKOro koneaxy JloHaoHa (UCL).
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Bipa Yy «aHTW»: aHTU-IHTEenekTyaniam, aHTu-akagemiaM, aHTU-aBTOpUTapHICTb. lcTopis
MUCTELTB € iHTEeNEeKTyasnbHO, akageMi4YHO Ta HaBiTb aBTOpPUTapHOLO, 60 BOHa BUNTD, LLUO
Mikenangxxeno 6yB BENUKUM XyO0XHUKOM, Xo4eTe BM Lboro um Hi. OgHak mMoi apys3i kazanu
MEHi, LLIO BOPOXICTb CTYAEHTIB-XYAOXHUKIB A0 icTOpii MucTeuTB Moxxe OyTn nepebinbLueHa.
Papwe Buknagadi MmcteuTBa, HK CTYOEHTW, MOXYTb CTaBUTUCA 3 NiJO3POH A0 LbOro
noYMHaHHs. 3apas s He CTaHy KasaTu, Lo iCTopis MUCTeuTB — YyaoBa i 3aBxan byae ons
BaC KOPUCHOW. Tak CTanocb, WO BOHaA AyXe UikaBUTb MeHe, ane cBiT OyB 61 noxmypum
Micuem, konm 6 Hac BCiX uUikaBuno ogHe i Te came. NpoTe, K MEHi BUOAETLCS, BUBEAEHHS
LbOro KOHGMIKTY Ha30BHI Mae OyTW OAHIEl0 3 Uinen uiei KoHdepeHUil — SKWOo BpeLuTi
BUABUTBLCH, LLO HIIKOro KOHQMIKTY HEMaE — TUM KpaLLe.

3 ornagy Ha Auckycil, SKi s BiABigaB, Ta 3 YyTOK, SKi 4O MeHe Linwnu, TyT € ABa
A0BONi Pi3Hi NUTaHHSA, SIKi HAATO YacTo NOEAHYIOTh. [lepLoro 4oCTaTHBO Nerko No3dyTucs.
BoHo nondrae y Tomy, YoMy iCTOpit0 MUCTELTB BapTO BUKIadaTu AK NpeameT, OuiHKa 3a
AKUN nae B gunnom. Bignosigb ykpan npocta: noro Tpeba Buknagatu, agxe ue HeBigainbHa
YacTuMHa QUNIIoMy, SiK NCMXONOris OCBITW CNiA BMKNagaTn Ha Kypcax NigrotToBku B4nTenis, 60
y cepTudgikaTtax, ki OTPMMYIOTb iX BUMYCKHUKKN, Byae 3a3Ha4eHo, WO BOHM 3aCBOINN LEN
npegMeT. [HWrMKn crnoBamn, BONOAIHHA AMNNOMOM nepeabavae, Wwo Noro BracHUK TPOXu
3HaeTbCA Ha icTopil MucTeyTB. [MpnMHaAMMHI OOMH pa3 Ha OAHIN i3 3yCTpiden, S 3anpornoHyBaB
KOMMPOMIC Ans TUX, XTO Xo4e o6 My Oynm rHydkMmu y Uin cnpasi. S 3anponoHyBas, LUO
3anik 3 iCTopil MUCTELTB MOXYTb He CKragaTtu Ti, XTO FrOToBi nignucaTtn 3060B’A3aHHS, L0
BOHW BigTOAI HIKONM He ByayTb NPOCTOPIKyBaTW Ha NOB’A3aHi 3 ICTOPIED MUCTELTB TEMU Ta
He BUCNOBMNIOBATUMYTb CYMXKEHb, AKi Mornn 6 BkasaTtu [xmbHo. — C.[0.] Ha 3HaHHS LUbOro
3annyTtaHoro npegmety. 3a Oyab-AKe MNOPYLIEHHS Ui€i yroguM noauHa HecTume
BiANOBIAANbHICTb Y BUINSAI NPUMYCOBOIO 3ro4oByBaHHS 11 4aT | pakTiB 3 iCTopil MUCTELTB.

AKLLO roBOpUTM CEPUO3HILLE, TO MEHI Hacnpashi BUOAIOTbLCS OApPEeMHOK BTPaTol
yacy TpuBani AUCKYCiT Ha TEMY, YN MOXELL TV BYTU BENUKNM XyOOXKHUKOM 6e3 3HaHHS icTopil
mucteuts. Hi ogHa nputomMHa nioguHa HiKONUM B TOMY He CYMHIBaTUMETbCS, ane ue He
nUTaHHA 4ng cynepeyok. Bu 3BnyanHo moxete 6yTn BENMKUM XygoXKHUKOM 6e3 Byab-sKoro
Annsomy. AK iCTOPUKY MUCTELUTB, MeHi BIGOMO AeKifibKa Takux Npuknagis.

Ta 3a uMMmm npotectamu, ragato, 1 MOXY PO3PI3HUTU YSABMEHHS TPOXu BinbLu
cepriosHe i 3Ha4yHo Ginbl nowwmpeHe. Lle — nigo3apa, Wwo MncTeyTBOo Ta icTopisa MatoTb 6yTi
B3aEMOBUKNIOYHUMMU. LLLO Ti, XTO TBOPUTB, i Ti, XTO KOMEHTYIOTb, HE MatOTb 4YOro ckasaTu ogHe
OOHOMY, i WO Hacnpasai 4ns XygoKHUKa moxe ByTtn HebeaneyHo HaaTo 3arnnbnioBaTucs B
iHTenekTyanbHy poO3MOBY, sika MOXe No3baBUTU MOro CMOHTAHHOCTI Ta MOLUKOAUTU MOro
IHCTUHKT doopM i Konbopis. NepekoHaHHA Le TiCHO NnoB’dA3aHe 3 NeBHOK AOKTPUHOK Mpo
npupoay MuUCTeuTBa, OOKTPUHOW, sika, HAa MOK AYMKY, abCOMNTHO MOMWUIIKOBA, ane siky
OfHaK BapTo CNpUMMaT CEPNO3HO SIK OAHY 3 CUA, WO i€ Y Cy4aCHOMY XMUTTI.

£ ocobucTo 3ycTpiBCS 3 L€t JOKTPUHOMW, KOoNu BUKknagas y Cnengi i mas BUKNIMKATH
A0 CBOro KabiHeTy CTyAeHTa, AKUM XaxNnMBo BNOpaBCA 3i Criang-Tectom. A cnutas Y HbOrO,
Lo Byro He Tak, i BiH ropAao BianoBiB «A — He BepbanbHuin Tun, cep». Lie He morno ByTu oro
BNacHMM BigkpuTTaAM. BoyeBnab, BiH He HAATO BCTUraB Yy LUKOMI i SKMNCb JoBpocepaHui
yynTenb MUCTELTBA YTILIMB NOro Y1 MOro BaTbKiB LM JIO3YHIOM, MOBJSISIB, XJ1OMELb MOXe
noraHo uyutaTtn i nucatn, 60 BiH NPOCTO He BepbanbHUM TWM, | HATOMICTb NOMYy BapTo
3aMHATUCA MUCTELTBOM. Y LibOMY KOHKPETHOMY BUMaAKy A HamaraBCsa Mepesiputn Moro
TBEPMKEHHA. H MONpPOCUMB CTyAeHTa HapucyBaTu TUMNOBY €rMNeTcbKy irypy, ampke mu
OVBUINCA Ha €rmneTcbke MmUcTeuTBa NPOTAroM Mamxe BCbOro cemecTtpy. Bussmnocs, o
BiH i HE 00pa3sHMi TUN TEX.
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Monpwu ue, A He 3anepedyBaTUMy UMOBIPHOCTI TOrO, WO € NN, SIKi B MEBHOMY CEHCI
«He BepbanbHi TMNW». JIIOACBKMA MO30K € HaA3BUYaAWHO CKMagHWMM iHCTPYMEHTOM i yCiM
NOro (yHKUigM Ta AucyHKuism iM’'s nerioH. PosnosigatoTs Npo nogen, aki Mornm
GnuckaBUYHO POBUTM HaMCKNaLHILWI po3paxyHKK, BUpaxyBaTu NpaBuUibHUIN A€Hb TUXHS AN
Oyab-aKoi Aatn Byab-KOro CTOMITTS 3a CEeKyHAM, ane woao iHWoro — imbeuunnbHux. bynu
HaBiTb, HACKINbKNU MeHi BiJOMO, LLAaxoBi YeMMiOHW, K B iHLLUMX acrnekTax 6ynu Hmk4e HOpMU.
Tak Wo € npuynHM BipUTU B ICHYBaHHA TakMX YHIKYMiB i B mucTeuTtsi. Most maTtn, fka €
BUMTENLKOI rpu Ha chopTeniaHo, Byna sikocb BpakeHa ByHAEPKIHAOM, LLO MaB HEMMOBIpHE
BiAYyTTa rapmoHil. BiH noynHaB nocmixaTtucs, Konu HeodikyBaHa MoOAynsuig npunagana
NoMy 0 CMaKy, O4HaK, Ha Xarnb, BiH OyB He 30aTHUIN BMKOHATK TBIP Big noyaTKy Ao KiHud, 60
He Mir Tak AOBro KOHUEHTpyBaTUCS Ha YoMyCb ogHOMY. BiH Mir panTtoBo 3ynuHUTUCSA
nocepeq coHatun betxoBeHa, Wob ckasaTn «ydopa Mosi 6abycsa nonpocunm MeHe KynuTu
AN151 HEeT ouTy».

TobTO A He cyMHiBalOCb Yy TOMY, LLO Aapwy po3nogifnieHi HePIBHOMIPHO i WO Ui gapw,
3aBOAKN SIKUM NOCTaHe CNpaBXHIN XYOO0XHUK, MOXHa 3YCTPITU cepen CTyOEHTIB, He3gaTHUX
0O iHTenekTyanbHUX BnpaB. Be3cyMHIBHO, Tak caMoO cepef TUX, XTO BMBYaAE iCTOPItO
MWCTELTB i 30aTHMUIN Nerko 3anam’ataTtu gatu i iMeHa, € Ti, XTo He BMmie amButmuca. OgHak ue
OiNbLUOK MipPOK NCMXornorivHi Nnpobnemu, a He dinocodcbki. 3BUYANHO, i4Es, WO XyOO0XHIN
Aap 9K TakMi HECYMICHUI 3 IHTENEeKTyanbHOK ANCUUNIIHOW, € (PiNoCOdPCbKOK LJOKTPUHOLO.
A 9K npucTtpacHUM iCTOPUK HaA3BMYAMHO 3auikaBneHWn y reHesi Lboro He no3baBneHoro
iHTEepecy nepekoHaHHs. XoTinocsa 6, Wwob XTock HanNMcae Noro icTopito. Ha Moo AyMKy, BOHa
Oepe novyaTtok Big AaBHbLOI, ane npaBaonoibHoOI aHanorii Mk BikaMy NMIOAUHU Ta Bikamu
nogcTea. Ak AUTUHA XMBE Yy CBOIM YSABI Ta MpIisX, SKi NposBnse y rpi i daHTtasii, TakK i
NACTBO, SIK HAC NEPEKOHYHOTHL i3 XVIII cToNITTS, nponwno dasy, ae ysasa dyna cunbsHot. Lle
AWTUHCTBO ntogcTtea Gyno 30M0TMM BiKOM MWUCTELTBA, KONMM MoBa Oyna ogHMM Linum i3
noesieto, i KOXHe 3HapsAaaa 6yno BUTBOPOM MUCTELTBA. | TOYHO Tak, SK NigniTKOBMI nepioa
po3Bitoe AMTAYI Mpil | Beae 4o BTpaTu KpeaTMBHOCTI, WO HeBig'eMHO Big 6ontodoro nepiogy
AopocnilwaHHs, Tak, BBaxanu Biko® i lepgep®, nporpec ncyBaB Ta HULWMB NapOCTKU
KpeaTuBHOCTI ntoacTea. Lie nepekoHaHHs, 3BiCHO, € abCONIOTHO peakUinHUM i peakuiiHuM Yy
NMoYaTKOBOMY CEHCi LibOro CrioBa; BOHO Habyno nonynsipHoOcCTi y XVIII CTONITTi AK peakuia Ha
[o6y MNpocBiTHULTBA | PO3KBITNO ByNHUM UBITOM y 400y POMaHTU3My sik peakuis Ha BUMOru
®paHuy3bKol pesoniouil. [po3a XuUTTa, IHOYCTPIA | KOMepLis 3pyNHYyBanu HiKHY KBITKY
Tpaguuii, i nNMwe noBepHeHHA A0 OoOu Bipyu Moxe cnactu noesitd Ta MUCTEUTBO Bif
BUCHaXXEHHS | CMepTi.

3BICHO, nNepekoHaHHs Moxe OyTu BogHoYac peakuinHuM i npaBamBuM. XyLOOXHUK
3iILUTOBXYETBbCA 3 TakumMu npobrnemamn y Hawlin LumMBinisadii, 3 SKMUMU NOMY He JOBOAUIOCH
3iLUTOBXYBATUCS 3aKpUTUX CyCMiNbCTBax BigaaneHoro MuHynoro. OgHak iges, LWo BiH MOXe
cxXoBaTUCA Bif pauioHanbHOI OYMKW Y MNPUTYMKY HE3IiNCoBaHOI CMOHTAHHOCTI, MPOCTO
irHOpyto4n CBIT, Y SKOMY BiH XuBe, €, 6e3CyMHiBHO, yToniyHow. ba Oinblue, AKWwo Bxe
NPOBOANTU CYMHIBHI aHanorii MiXX XXUTTSM FIOAWMHU Ta yCbOro ntoacTea, cnig pobutu ue
npasunbHo. MU He MOXeMO 3anuuiaTucs TakMMW, SIK ManeHbKi OiTU, MU He MOXeMOo
YHUKHYTU KpU3W NIigSiTKOBOro nepiogy, MM He MOXeMO BIiAMOBWUTUCA Bi BIOKPUTOro
CycninbCTBa, Ae nuile My BignoBigarnbHi 3a NPUNHATTS PiLLEHb.

> DxambaTtTicta Biko (1668 — 1744) — iTanilicbkuii dinocod gobw MpoceiTHMUTBA, agBokaT igel wondo
LMKNIYHOrO pO3BUTKY NMIOACTBA.

¢ Morann-ToTdpia Mepoep (1744 — 1803) — HimMeubkuit (inocod, NUCbMEHHWK | donbknopucT [obu
[NpoceiTHMUTBA
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AKLO XYOOXKHUKN XO4YTb BUXKUTU Y HALLOMY CYyCiSibCTBi, TO BOHWU MatoTb AiNTY 3roamn
3 MOro iHTenekTyanbHUMK 3anutamn, He nuwe 6e3gyMHO NOBTOPHOKYM MOrO CrioraHu, ane
yepes3 PO3YMiHHA | KPUTMKY LUUX 3anuTiB Y TOMHO Takui cnocib, sk gopocni noam MarTb
NPUAUTU OO 3roan 3 XUTTSAM. HocTanbriyHe ecTeTmsyBaHHA NPUMITUBI3MY — XantorigHe i
cnabke kpeno, xoda © CKiNbKM BOHO Hamaranocsi 3amackyBaTuUCb Nig peBontouinHe i
arpecuBHe. loea X XyaokHuKa aK 6e3MOBHOI TBapuHM abconiTHO AypHa. [Hdeski 3
XYOOXHUKIB Hag3BUYanHo gobpe Bonoginu CrnosoMm, i TyT 4 AymMato Ha nuwle npo JleoHapao,
BeNuMKoro Haykosusi, MikenaHgxeno, Benukoro noeta, 4n PybeHca, BYeHOro i gunnomara,
ane i npo [denakpya, Memyapucta, BaH ['ora, He3piBHAHHOIO Y HaMMCaHHI SIUCTIB, Y/ HaBiTb
Ces3aHHa, YMe NUCTYBaHHA 3 MOrO LWKINbHUM ApyroMm 30Ms BUKa3ye AyXe OCBIYEHOrO i
30i6HOr0 NMMcbMeHHMKa. HiXTo 3 uUux MancTpiB He BTpanuB B Xxarneny 4Yepe3 KOHTAKT 3
KHWKKaMW, 3HAaHHSMKU, PO3yMOM. 1 He 3Hato XKOOHOro, XTo BTpanue 6u. He B Hawomy CBITi,
NPUHanNMHi. AgXe MUCTEUTBO Yy HawoMmy CBIiTi, Aobpe ue 4nm noraHo, € pedrnekCUBHUM
3aHATTAM. KOXXHa HanncaHa KapTuHa, KoXKHa CKyIbnTypa nos’a3aHi 3 MUHYIUM i CPSIMOBaHi
y ManbyTHe. HixTo i3 cydacHMX XyOOXHUKIB HE Xo4eTe pobuTu Te, LWo BXxe byno 3pobneHo oo
Hboro. Bam moxe 6yt He OO Ayl KynbT OpUriHanbHOCTI, ane NnogobaeTbCa BaM BiH UM Hi,
BN HE MOXeTe noegHaTtu Le 3 BiAMOBOIO Bif icTopil MucTeyTB. Bo BiH Ma€e 3Ha4YeHHA nuwle B
ICTOPMYHOMY KOHTEKCTI. Tak camo $K i HagyXmBaHa KOHLErLUis npoTecTy, pesontouil,
MaHicpecTy. MUCTEUTBO CbOrOAHI € KYMYNATUBHUM 3aHATTSAM, WO TpuBae 6e3nepepBHO i
TUM HE [O03BOMISE XyOOXHUKY BiAMOBUTUCA Big icTOpil MucteutB. A mir 6m nitn we gani i
ckasaTu, WO HaBiTb Ti, XTO BOPHOTLCA NPOTU Cy4YaCHOI TEHAEHLIT NEPETBOPEHHST BCbOMO Ha
icTopito — i ue B6akaHHA MeHi 3po3yMifie — MatoTb CNOYaTKy Ai3HATUCS, i3 YAM MatoTb CNpaBy i
NPOTK HYOro BOHU BOKIOTb.

Omxe, 1 He aymato, WO MM MaeMO CYMHIBaTMUCb, Y4 poOMMO MpaBuibHY pid, KOnu
HaBYaEMO CTYOEHTIB-XyAO0XHUKIB iCTOPIi MMCTeUTB. 3BICHO, LLIe 3anexXnTb SKil came icTopii.
IcTOpis MUCTELITB NocTarna 3Ha4HO MIPOIo SIK I0NOMKHa AUCUMNIiHa AN KonekuioHepis. Ii
NepBMHHOK YHKUiE Oyno i 3anuwaeTbCa BU3HAYEHHS CTWMIB 3aans OaTyBaHHA |
aTpmbyuii TBOpPIB MUCTEUTBa, AS1I9 BUOKPEMIIEHHS CMPaBXHbOrO Bi4 CYMHIBHOMO Ta
aBTEHTMYHOro — BiA iMiTauil. be3cyMHiBHO, WO MK 3aBOos4vyemMo Ui nonepeHin poborTi
COpPTYBaHHA | MNPOCitOBaHHA, fKa TpuBana CToniTTa 4YM HaeiTb OGinbwe. Bigyyeaew
BMEBHEHICTb, KON Gauymw npaBurbHi €TUKETKM OO KapTuH Yy HauioHanbHin ranepei Ta
Ge3goraHHi HaykoBi CTyAil y kaTanorax ycix Hawux Hambinbwwnx myseiB. byno 6 gobpe
BCENUTW TPOXM noBaru 4o 3000yTKy, SIKUM € Ui Katanory, i 4o yciel AeTeKTUBHOI poboTun no
ayTeHTUikauil, ska Byna npopobneHa, agxe 4YacTuHa 1 BUPI3HAETbCA €MNEraHTHICTIO |
HaBiTb Kpaco. OgHak 04eBUOHO, WO MU HE MOXEMO NepeTBOPUTU CTYAEHTIB Ha 3HaBLIB.
lMepw 3a Bce, Ue BUMarae Ayxe CyBOpOIl i peTernbHOI niarotoBkn. Bu maete nobauntu
He3niYeHHY KiNbKICTb iTanincbkux pUCYHKiB XVI CTONITTH, Wo6 BUbpaTn 3 HUX OpuUriHanNbLHUI
pucyHok Mepyuui’ i3 BneBHericTio ®inina lMoHci®. CtygeHT 3 iHCTUTYTY KypTo MOxe
NPUHaNMHI po3noyvatyn AOopory, sika yYepesd OaraTo pokiB, 3a YMOBW HasiBHOCTI TanaHTy i
NOCTINHOT NPaKTUKN, MOXe NPUBECTU A0 uiei MeTn. CTyaeHTU-XYAOKHUKN HE MOXYTb CTaTu
iCTOpMKaM/ MUCTeLTBa Yy TakOMy TEXHIYHOMY PO3YMiHHI Lboro TepmiHy. Lle — nocTinHa
poboTa y NOBHOMY CeHCI Lboro crnoa. OgHak xo4a ycs iCTopisi MUCTELTBA 'PYHTYETBLCA Ha
3HaBeLTBI Ta KOPUCTAE 3 NOro pe3ynbTaTiB, iICTOPUK MUCTELTBa Mae iHLWi Lini Kpim Toro, abu
cTaTh NepLUoKacHMM 3HaBLeM. BiH Moxe XOTITU CTaBUTWU 30BCIM iHLUI NMUTaHHA. A cam €
TakuM iCTOPUKOM MUCTeuLTBa. A He 3pobuBs xofHOoI aTpmbyuii, ane 6arato 3 Tux, LWo pobunu
iHLWWI, 9 nocTaBuB nig, cymHiB. Llen tnn icTopil MmucteuTsBa, AKMM € BIGHOCHO He3anexHum Big

’ Banbpaaccape Mepyuui (1481 — 1536) — iTaniicbKMii apxiTeKTop i )KMBOMMUCELb Ni3HbLOro BigpookeHHs.
& ®inin MoHci (1910 — 1990) — aHMMINCbKMiA iCTOPMK MUCTELTBA, 3HaBELb | KypaTop.
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MY3€iB i KONEKLiOHYBaHHSA, JOBrO pPO3BMBABCS HA KOHTUHEHTI NepLl, HiK AOCArHYB BinbLu
NPakTU4YHO HanawTOBaHUX aHrNOCAKCOHCBKMX KpailH. Y uin Tpaguuil ictopia mucteuTsa
po3rnsgaeTbCa 9K rig 0o MuHynoro. Ons BiHkenbmana mucteutBo 6yno knwoyem o
rpeubKkol umMBini3auil i rpeubka UMBIni3auis — knvyem 0o mucteuTsa. Ak Bu 3Haete, XIX
CTOMITTS PO3LUMPUIIO PpaMKKN LbOro nigxoay, i roTuyHmim cobop cTaB igeanbHUM YTiNEHHAM
nobu Bipu, a PeHecaHC y MuCTeUTBI intOCTpyBaB i Haronowwysas Ha BIOKPUTTI NOAMHN, MPO
sKke nucaB bypkxapAaT. [HWMMKn cnoBamu, 3MiHU CTURIB po3rnagany gk BigobpaXKeHHs 3MiH
NOOUHM B icTopii. HiMeLbKi TMCbMEHHNKM NoYanu HaBiTb TOBOPUTW MPO «I0aUHY [OTUKU» YK
«nognHy bapokoy, Hibu Nwnocs NPo pisHi BUAW Nogen.

OueBunaHo, WO Uen niaxig Mmae cBow NpMBabnuMBICTb AN yuuTens i nonynsapusartopa.
BiH MOXe BuKknMkKatM OyxX MUHyNoro 3a gornomorot gobpe nigibpaHux crnangiB Ta He
BUMarae HaaTo 6arato Bif CBOIX CTYAEHTIB. 3Ha4YHa KiNbKiCTb OrnsaoBuxX Kypcis B AMepuLi
Ta, MOXIIMBO, i B Uil KpaiHi, BAKOPUCTOBYE Lien nNiaxia, wob 3pobuTtn Ans CTyaeHTiB BCTyN 40
rofloBHUX NepioaiB eBponencbkol umBinizauii. Te came pobnaTb i NogapyHKoBi BUAAHHS. By
OTPUMYyETE TEMHI BikM 4n JoOy NymaHiaMy B OAHIKM Nirynui, i npyHanMHi y Takmin cnocié su
MOXETEe BUMBYMTK, WO Oynu Taki BikKM Y1 NEPIOAN Y HaLLiM iCTOpIl. SK BM BXXe MO 3p03yMiTH,
S TYT He B AyXe 3pyyHin nosuuii. Moxnmeo, s mir 6u cebe oxapakTepusdyBaTn siK
pO34apoBaHOro LWaHyBanbHUKa Ui€l Tpaguuil. ADKe 1 He MOXY MPUAHATU NOSIOXKEHb, Ha
KX NobygoBaHa Taka icTopis mucteuTa. 3pobnto We OaHe XXaxnuvBe 3i3HaHHSA: MeHi 3apa3s
Oinblle OO0 Aywi YecHe 3HaBELTBO, HiXK HEYECHE YW MOMWUIIKOBE BMKOPUCTAHHSA iCTOpIl
MucTeuTBa. Moe 300poOB’st HE AyXe MilHe, | Bi Taknx Kniwe SK «peHecaHCHe MUCTELTBO
Bigobpaxkae BiOKpPUTTA NOOUHM» MEHEe NounHae HyauTu. He Te, wob s He 3axonntoBaBcs
Bypkxapatom y moro gobi Ta KOHTEKCTI, ane pPO34YMHEHHS LUMX iOEN Yy HIYOoro He BapTOMYy
XXypHanictcbkomy crnoBobnyaai npodymxyoTb y MeHi Hauriplie. A ogpasy xody cnutaTu, Wwo
pobunm Yonoeikn i 0COBNMBO XiHKM A0 BIOKPUTTS MIOANHN? Y MOXe cepeaHbOoBIYYSA 3HANO
nuwe Turpis? MeHi HaBiTb HEe COPOMHO 3a Bigpa3y A0 YCiX uux Kniwe, agpke xiba Hawwe
3aBOaHHSA SIK HAyKOBLiB nonsrae He B ToMy, Wo6 nigaasaty CyMHiBaMm i nepernagy ycraneHi
nornagun?

Ha MoO€e nepekoHaHH$, YM HaBYAEMO MW iCTOPIT MUCTEUTBA YU K SKINCb iHLWIN
AncuMnAiHi, M1 NepLl 3a BCe MaeMO BYNTU camMe LiboMy. 300POBIN HeoBipi 40 Kniwe. AK Min
konera lMoyn-leHecci® ckazaB ogHoro pasy Ha 3ycTpidi Komitety 3i CTygin 3 icTopii MucTeuTB
— MW Maemo BuKnagatM aktu i CymHiBU. XyOOXHMKaM, MOXNMBO, OyayTb BaXKo
3acBoloBaTuUCs nepli, ane gpyri im mawTb cnogobatnca. OgHak BYMTU Hi NEPLUNM, Hi
APYrMM He Tak ferko.

CnoyaTky MeHi xoTinioca 6 ckasatu napy cniB nNpo aktn. Mae 6yt He Tak BaXKo
NOACHUTU CTyAEHTaM-XyOOXHWKaM, L0 KaHBa iCTopii MucTeuTBa Mae OyTW HaTArHyTa Ha
paMy XpOHOJOril Tak caMo, SIK KaHBa iX KapTuH. Magato, Wo opMyBaHHS LIMX XPOHOMOTYHNX
paMoOK € Hambinbll Ba)XKOK YaCTUHOK HaLWOro 3aBhaHHsA. Ons CTYAEHTIB, SKi HiKonu He
BMBYANM iCTOpPIilO, AaTU MOXYTb 3BYy4YaTW HACTINIbKM XX NO36aBNEHNUMU CEHCY SIK HOMeEpP
TenedoHy. Y icTopyKa KOXHa AaTa, 3BM4arHO, BUKINMKAE Liiny HU3KY acouiauin. 1483 pik € He
TiNbKN poKOM HapomkeHHsi Padhaens, ane i Jliotepa. 1564 € He TiflbKW POKOM CMeEPTI
MikenaHgxeno, ane i HapomkeHHs Lekcnipa Towo. A He MOXy yaBuTu cobi KogHOro
iCTOPUYHOTO YM iICTOPUKO-MUCTELBKOIO AOCMiAKEHHA 6e3 3HaHHA TakuxX KI4oBMX AaT, SK
nagiHHa KoHcTtaHTMHonons Yn dpaHuy3bkoi pesontouii. Cnogisatoch, WO 3 L€l Te30k0 yCi
OiNbLlU-MeHLU 3rigHi. AKWO CTyAeHTU-XYAOXKHUKA MaloTb BMBYATM iCTOPIO MUCTELITBA, BOHM
MarTb BUBYUTU TOW MIHIMYM iCTOPIl, AKMW HaAZACTb CEHCY YCbOMY LIbOMY MOYMHAHHKO. A

® Cep [OxoH Moyn-TeHecci (1913 — 1994) — GpuUTaHCbKUIA iCTOpUK MUCTelTBa, AupekTop Myseto BikTopii Ta
AnbbepTta (1967 — 1973), anpektop bputaHcbkoro myseto (1974 — 1976).
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nam’saTato gyxe NpUEMHOro MONodoro CTyaeHTa, SKMi Hanncas Tak 3BaHy «KYpCOBY» Y MO0
nonepegHuka Ha TeMy «XKaxitb BiHU» oui. BiH He 3HaB, Npo AKy BiMHY MLIMOCS, ane, gk
BUABMNOCH, BiH BBaXaB, WO HanoneoH wuB y XVI cTonitti. A He Mat ins3iv wono
TPYAHOLLIB, 3 AKMMU BU CTUKAETECH, KON HamaraeteCb NPUBHECTU TPOXU NOPSAOKY Y Lien
xaoc. CTBOpPEHHA TakKMX paMKuM MNPOTArOM BWKIAZaHHA iCcTOpil MucTeuTBa Ta iHLWIKUX
3aranbHUX NpegMeTiB € HenpoCcTUM 3aBaaHHAM. OgHaK NPOCTe YN HEMPOCTE — HEMAE CEHCY
po3noBsigatM CcTygeHTaMm, WO MUCTEeUTBO [aBHiX pumMnaH ©GaraTto B YoMy 3aBOsiyye
AaBHbOIPELIbKOMY, SKLWIO BOHWM He 3HAKTb, KUM Oynu Ti gaBHi rpeku Ta 3Bigku B3arani
B3ANMCA Ui AaBHi puMnsHWU. [Jo3BONbTe e pa3 HarofoCuTK, WO S BBaXal LUe HanbinbL
NpobneMHNM HacnigkoMm MOsiBM HOBUX BUMOr OO OMMAOMY; i LeW Hacnigok notpebye
HanbinbLWoI poboTn Hag HUM. BBaxatlo, WO CTBOPEHHS MPOCTUX XPOHOMOriYHMX Tabnuub
OIS BUKOPUCTaHHSA MNig Yac BUKNagaHHS UMx KypciB byae Hankpawwmm naniatmsom. Konm s
npautosaB y Cnengi, s nigrotyeaB ABi CTOPiIHKM Nig Ha3Bow «[lyke KOpoTKa icTopis
MUCTeLUTBa», A€ S HaMaraBCHa 4aTU BUYEPNHY XapaKTEPUCTUKY KOXKHOMY CTORNITTHO, Xiba Lo
3abyB npo VII cToniTTa. A TakoX 3aHOBO MOSICHIOBAB, WO VI CTONITTA TpmBano y 500 — 600
pp., a XIV —y 1300 — 1400 pp., ogHak wo KBaTpodeHTo Bignosigae Haomy XV CTONITTHO, LLLO
Ma€e Tpoxu 36mBaTK 3 NAHTENMKY HOBAYKiB. A MW HE MAEMO 3ansyTyBaTh YuM 3andkyBaTu ix.
IcTopis sikowo 1T Ba4UnTb ICTOPUK € CKNagHMM NepenneTeHHsaM NoB’a3aHMX Mk coboto noain,
noAibHO 4O YMCNEHHMX BUPIB Y HECMOKINHIN pivui. Hawi iCTOpMYHi KapTn MatoTb Ha nodaTky
irHopyBatu ue. Hexan BoHM MatoTb BinbLue CRifibHOMO i3 CXeMaTUYHUMM Manammn MeTpo, Hix
HaBIiTb i3 NiWOXigHOK Manoto JloHaoHa. Mu Bci TpMMaeMo y nam’siTi Taki cxeMaTu4dHi manu
MMWHYIOrO, i KON MW HE CMPUUMAEMO X HagTO CEPMO3HO, BOHM CpaBai MOXYTb JOMOMOITH
3opieHTyBaTtucA. Magato, Wo Tam, Ae € CNpOoTMB BUKNaAaHHK iCTOpPil MucTeuTBa, MoXe ByTn
NnoABINHMI CNPOTUB 3anaM’siTOBYBAHHIO TakuUX Mar, af)Xe HaBilo XYOOXHWKY 3HaTu aaTy
nagiHHA KoHcTaHTuHoNons Towo. A Hasilo Toai NoHaoHueBi 3Hatn Okcdopa-cepkyc'®? Bo
BiH NoTpebye opieHTMpY.

Mapgato, MM MOXEMO BigHANTM YMMarno Takux OpIEHTMPIB, AKi 06’eQHYIOTb iCTOpIIO 1
iCTOpit0 MMCTeLTBa Yy NMPOCTMIA Ta OYeBMAHMIK cnoci® Ta ski 6 mornm GyTn BuAaineHi ons
3anam’atoByBaHHs. Knnum i3 bano € oyeBngHUM nNpuknagom, agpxe BiH 6yB CTBOPEHUN Y
TOW Yac, Konu nam’atb Npo 1066 pik Ta Moro nogii we 6yna xuBa, a Ti, XTO naM’aTaTuMyTb
NOro CTunb, MaTUMYTb NEBHE YABMEHHS, Ha Lo Byno cxoxe mucteyTso B XI ctoniTTi. bByge
nerko 3anam’sitatv, wo Akpononb 6yB BigbyaoBaHWi nicnsi TOro, sk MOro 3pymHyBanu
nepcu, i BcA ua apama Bigbynaca y V CT. 4o H.e.; wo Apka Tuta npuragye 3pyrHyBaHHS
E€pycanuma, wo mosaikn CaH Bitane cyvacHi npasniHHio KOcTuHiaHa, Wwo Biabyaosa cobopy
Cg. lNeTpa nig kepiBHMuTBOM BpamaHTe i Pahaensa nos’sisaHa 3 npogaxem iHaynbreHuin, i,
BianoBigHo, ntoTepiscbkol Pedopmauieto, wo MoHe i lNicappo ©ynu B AHMil nig 4vac
dopaHKo-NpPYyCcbKOT BiHM i Wo [Mikacco Hanmncae «[epHiky» nig Yac rpoOMagsHCLKOI BiHU B
Icnanii. A He gymato, Wo Byae 3aHaATO NONPOCUTU BUOPATKM Taki KMOYOBI JaTu Ta BHECTU 1X
y XpOHosnoriyHy Tabnuuto, Wwob 3anam’saTat Ta 3acBOITU. A 3aBXan paguB CBOIM CTyAEHTaM
CaMUM HaKpeCcrnmnTn XPOHOMOriYHI Tabnunykuy, Wob Ti nocnyXxunu ans ix opieHtadii. Tak BOHU
ogpasy mornm nobaumtu, wo Big PaBeHHn o MikenaHmkeno nporwwno yasivi 6inbLie yacy,
HiXX Big cmepTi Mikenanopxeno OO CbOroAHi. 3 TabnMykm BOHM MOXYTb 34MTaTh, LWIO
MepyoxmHo nepexuns Padaens, i Te, wo Marticc 6ys ctapwun 3a bepacni.

OpaHak Wwo came Ham Tpeba NocTaBuUTK y pamy, KOnnM MU i cTBOpunun? TyT HaBpsig uYn
ABa BMKNagadi 3aMOXyTb AiINTWU OO CRiNbHOI OYMKW, | 1 He Gady, HaBiwo M ue 6yno 6
noTpidbHo. Hexan obupatoTb BIANOBIGHO [O CBOIX IHTEPECIB i KOMMETEHUil, amke u4um

1 Okcpopa-cepkyc (Oxford-circus) — nepexpects Mix Okcdopa-CTpiT Ta PimkeHT-CTpiT, a TakoX ogHa 3
LeHTpanbHUX CTaHLin MeTpo B JIOHAOHI.
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Ginblwmm Byge X ocobucTui eHTysiasMm, Ynm wupiwe byae ix 6axaHHSa 3’'sicoByBaTw,
BiOKMHYTK Ganku Ta Kniwe, TUM, icHa CnpaBa, uikasiwe Ta 6inbl nam’aTHUM CTaHe iX Kypc.
Akwo 5 i go3sonto cobi BHECTW Aekinbka Npono3uLin, CnodiBaochb BM HE nogyMaeTe, Lo S
XO4y HaB’aA3aTu iHWMM CBOI BMNACHI IHTEPECH, TUM Naye He YCiM XyOO0XHIM LLKonaM y KpaiHi.
OpHak s5kbu MeHi 3apa3s gopy4nniv BUKNagaTtu CTyaeHTaM-XyaoXKHUKaM 3apas (Ta Ha gogady
napy BiNbHUX POKIB Ha MiArOTOBKY Takoro Kypcy), 1 6u He BMKIaaas iM iCTOPi0 CTUNIB, Aka
nporpecye Bid4 POMAHCbLKOro CTUMO 4Yepe3 roTudHuin o PeHecaHcy. A 6u cnpobysas
AocnignTn pasomM 3 HUMMU, LLO O3Ha4yano OyTU XYOOXHUKOM Yy MWHYNOMY, AKi 3aBOaHHS
nepea HMUM CTOSINN Ta B AKX KOHKPETHO obCcTaBMHaX 3'sIBUNUCA TBOPU MUCTELTBA, SAKUMMN
MU Tenep 3axonsitoemocs. Lle 3By4nTb NpoOCTO W HaBiTb OaHanbHO, npoTe skbu Bu
CAPUAHANKM L0 NporpaMy CepnosHo, To wBmnako 6 3’sacyBanu, WO HeobXigHi gaHi Tinbkn
noyanu npocitoBatM Ta aHanidysaTtu. lpocnigynte 3i MHOKW Nogymkm 0O HauioHanbHOI
ranepei — 3BigKM B3ANUCA YyCi Ui KapTWUHKM i koo Byna iX nodatkoBa dyHKUia? Yomy,
HaCKiNbKM 51 NnaMm’siTato, HeMae >XO4HOI, SiKy MOXHa 6yno 6 BigHecTu Ao YaciB GinbLU paHHIX
3a XIII ctonitTa. Yn xmBonuc 6yB BiaKpUTUIN NnLwe ToAai? NuTaHHA Befe Hac NPSAMICIHBKO 40
iCTOpIl CTAHKOBOIO XXMBOMUCY Ta NOro oyHKLiT y naTnHCbKin Llepksi. BinbLuicTb paHHiX pobiT
y lanepei € 3BicHO BiBTapHMMKU obpasamn. HYomy came BiBTapi? Yn He TOMy 4aCTKOBO, LLO
niTypris 3a3Hana To4i 3miH? PaHiwe cBALLEHMK Nig Yac cnyx6u CTosB CNMHOK A0 BiBTapd Ta
obnnyuam go Bipytoumx. Konm XX BiH NOBEPHYBCS OO0 HUX CMMHOW, GaxaHum cTaB
LeHTpanbHuM BiBTap. Ponb Bi3aHTIMCBKOI iIKOHW 9K Mogeni, iMiTyBaHHA 11 B ITanii nig yac
naHyBaHHA TOro, wo Basapi Ha3BaB «Bi3aHTIMCbKOKO MaHepOo», 1l TpaHcgopmauia Ha
MiBHOYI y noninTux, AKMIA 3MiHIOBaBCS [Bi4NOBIAHO A0 NiTypridHoro nepioay. — C.[.] — Bce ue,
3BM4YanHo, € Bigommm. OgHak cnpobyinTe niTM TPOXW Aani i cnutaTn, SKMM Hacnpaegi bys
cTatyc BiBTapHOro obpasy, uv crnpaBai CBATI, AKMX HA HbOMY 300paxxyBanu, Bignosiganu
KOHCeKpaUii xpamy? XTo BU3Ha4yaB CloeT Towo. Bu 6 ckopo 3’acyBanu, Wwo Bce Janeko He
NpPOCTO, HE KaxXy4n Bxe npo BaHanbHiCTb. 3 dopeckamu cnpasu Taki cami, K i 3 BiBTApHUMHA
obpasamu. Bci mn 3Haemo kaneny CkpoBeHbi, po3nucany [)XoTTo, Ta hpeckn Masauyo y
kaneni bpaHkayui. Ak Hacnpasadi PyHKUIOHYBanu Ti pOAWHHI Kanenu? Yun BCi YneHn poavHu
Oynu Tam NOXOBaHI? Yn ymTanucs Tam 3aynoKivHi Mecu 3a YneHiB CiM’i, | AKWo Tak, To
HaCKiNbKM YacTo i AoBro? 3assmyan rpoLli 3a HUX OTPUMYBanun 3 NEBHUX MAETKIB, OAHaK AK
npawtoBaB Lien MexaHi3Mm i siki npaBa 36epirana 3a coboto Liepksa? Akwo 6 My ctaBunm Taki
KOHKPETHI i NPAMONIiHINHI 3annTaHHs, NO30510Ta 3i CnoBa «naTpoHax» WBMako 6 obnetina, i
ctBopeHa Binbamom Moppicom 4m PeckiHoM aypa HaBKkofo crnosa (4M  CBITY?)
Ni3HbOCEPEAHBOBIYHOIO MUTLS, SIKUA MPUCBATMB CBOK MaWCTepHicTb Llepksi, 3racna, wwo
HeoObXigHO He ANns po3BiHYaHHS MUHYNOrO, ane wob nobaynTn, AkMM BOHO Hacnpasgi 6yno.
Axkwo 6 mu mornm 6 gogaty 4O NporpaMmm Mamxe KOXHUA NpeaMeT, SIKUKW MOXKHa
nobaunMTn y Hawmux KOMeKkUiaX — CKPUHbKW 3i CIIOHOBOI KIiCTKM 3 inocTpauiamu i3
cepefHbOBIYHUX pPOMaHIB, BUrOTOBMIEHI Y Takih HaA3BUYAWHIN KINbKOCTI B MaMCTepHi
YmMmbOpiaki y BeHeuii XIV ctoniTTa, wnanepu 3 myseto Biktopil i AnbbepTta, napagHi obnagyHku
3 Tayepy 4m Konekuii Bonneca, ckynbnTypu 3 NoxoBaHb Ta NPOMNOBIAHULLKUX Kadeap, He
KaXKy4n BXKe Mpo intoMiHOBaHI MaHYCKpUMTWY, BiTpaxi, MaHTIl Ta KPO3be, penikBapii Ta yce, LWo
Hanexano penirintHoOMy 4n CBITCbKOMY CBIiTY, MK © 3MOrnn CTBOpUTU HabaraTo geTanbHily
KapTUHY iCTOPIT MUCTELTB, HiX Li€ KONUCb Mir 3pobuTK TpaauuinHmMi HappaTus. binbLue Toro,
€ LaHC, WO SKICb 3 LUUX NpegMeTiB BCe LUe ICHYHTb Y CBOEMY OpUriHanNbHOMY KOHTEKCTI y
CiNnbCbKii LiepKBi Nobnnay 4 B 0O4HOMY 3 MaHOpIB. 3a3Buyan NPUMHATO CKapXUTUCh Ha Te,
WO Y MPOBIHUIMHUX XYOOXHIX LUKOMaxX 3MYLIeHi Nig Yac HU3KM KypciB MoknagaTtuca
BUHATKOBO Ha crianau. Y ubOMy X BUNALKy [MpW 3BEPHEHHI A0 NOKanbHOro KOHTEKCTY. —
C.0.] y Bac Byna 61 MOXNMBICTb X04a © 4acTKOBO MPOTMAIATU LbOMY Oumyy. A 6m xoTiB
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HaronocuTn, WO Takui BCTyn [go icTopii mucteyts. — C.[0.] Bumaras 6u 6inblumnx 3HaHb 3
MiCLEBOI iCTOpii Ta MiCLEBUX NPaKTUK, HXX 4, Hanpuknag, mato. A 6 Bonis, Wo6 Mu manu
KHVKKY Y1 KHWXKKW, Ki 6 ogpasy 3MOornun HagaTty Ham Lo iHhopMalito.

Mpodecop lNeB3Hep 3 NOro He3piBHAHHUM AocBigoMm, 6y 61, 3BU4aniHO, ineanbHUM
aBTOPOM YU MPUHANMHI pegakTopoM Ans Takoi kHurn. OgHak HaBiTb 6e3 Hel yce Mae cTaTtu
3pO3yMinnM, KOMW BU NpuUBOAUTE CTYOEHTIB A0 LEPKBM | Hagaete iM MOXIUBICTb
pO3OuBUTUCS BIBTAp YW Kynenb, NaTyHHi NUCTM Ha Hagrpobkax 4u xopu, akum 6yno
MUCTELTBO Y MOr0 CKPOMHOMY KOHTEKCTI. A cKasaB, L0 BCe Ma€ cTaTu 3p03yMinuMm, OgHak
4n Tak ue? NpuHarmHi He O TOro MOMEHTY, KOnn BU AogacTte 40 nobavyeHoro CBoi 3HaHHA 3
couianbHOI icTopii. 1 He Makw Ha yBasi Ty couianbHy IiCTOpitO, SKa NULWeEeHb onepye
TepMiHAMW Ha KWTanT «KnaciB», Xo4a i Big Hel € YoMy HaB4YUTUCb. A Mak Ha yBaasi
3HOBY-TaKM LWOCb OiNblU XMBE | KOHKPETHE. XTO 3 TYPUCTIB, K WMpATb Garatmmu
MaeTKaMu 4n iTanincbKMmMmn nanayuo, rotoBi AMBUTUCA Ha yce Big doTtorpadii koponesu
BikTopil 3 aBTOrpadom 4O NOPTPETY, YNT OMi 3aBXAM CTEXaTb 3a TOOBOK — XTO 3 HUX, A 6 XOTiB
3HaTW, MaKOTb PO3YMIiHHSI TOrO, YUM Hacnpaeai 6yB MaeToK Yn nanad, Ky HbOMY XXUINK, KUM
Oynn rocnogap MaHopy 4YM CeHbWop, SKMM Byno XuTTda y iepapxiyHOMY CycCninbCTBi, e
KOXXHUA MaB CBOE MiCLie i Mamke KOXHUM CripunuMaB K AaHiCTb, Wwo [ocnoab cTBOpUB
CYCMiNbCTBO TakUM YMHOM, LLIO apUCTOKpaT MaB BnakuTHy KpoB i MaB GOPOHUTU CBOO YECTb
MeYyeM, a PEMICHMK MaB LUyKaTu 3axXMCTY rinbgil. bes XogHoro ysiBneHHs Npo Len CBIiT MU He
MOXXeMO 3pOo3yMiTu idean aekopymy'!, BignoBigHoro cTunio i noBeadiHkK, a 6e3 aekopymy, B
CBOI0 Yepry, M1 He MOXXEMO BITOBUTU KOHTEKCTY, B AKOMY CTBOPHOBaNncAa TBOpU MUCTELITBA
Y LiMX cycninbcTBax.

XTOCb CKasas, Lo € ABa cnocobu 3pobuTu ictopito Likaeot. [Nepuni nondrae y Tomy,
wo6 nigkpecntoBaTh, Hackinbku Bce Oyno iHWWUM y MUHYNOMY, HiXX Tenep, a apyrmm —
HaCKiNbkM Bce 3anuuwunocs He3aMiHHUM. O6aapoBaHWin yunmTenb BMKOPUCTOBYE obuaBa
niaxoaw, O4HaK, ragato, Wo Anst iCTopMKa MUCTELTBA NePLUMA Mae By Ty BaXXITMBILLMM.

Mwu, Ha xarb, )XMBEMO Yy KOCMIYHOMY BiUji. Hawi cTygeHTw, BiporigHO, Hapoaunucs
BXe B aTOMHOMYy Bili. BoHM 3HaTb nuwe HoOBe CycninbCTBO, MacoBe CYCNifibCTBO
couianbHoi i peanbHoi MOGinbHOCTI. Lo i3 3anuwkiB dheoganbHOr0 MUHYNONO BOHU MOXYTb
3PO3YMITH, HE KaXy4um BXe Npo nontobutun. A 6 He npocus ix Npo nobo., ane 6e3 po3yMiHHS
BENMKOI NPipBK, SKa BigQiNsge Hawe couianbHe OyTTA Big TOro, sike mana HaBiTb [KenH
OcTiH, 5 BBaXato, HEMae LLIAHCIB OLHUTWN NOPTPET, HanucaHnin PenHonacom.

| akBun Bac cnutanu, Yomy Lewn CBIT, Binbl ganekun Big Hac, Hixk KoHro, mae ons Hac
3HaYeHH4, BM MaETe ckasaTu CBOIM CTygeHTaM, Lo noaobaeTbed M Le UM Hi, ane ue CBIT, 3
SIKOrO MW TifTbKU LLO BUNLLSIN.

He Te, wob A y Takui cnocib XoTiB BWUKIOYUTU MUCTEUTBO iHWKUX UMBINi3aLin;
HaBMakyM, SKWO XTOCb 3 BYMTENiB MaB Harogy KOHTAKTyBaTM 3 €K30TUYHUMU
cycninbcTBamMmn'?, aHTPOMONOriEld Ta NOPIBHANBHUM peririeaHaBcTBOM Gyno 6 HelMOBIpPHO
LlikaBO MPOSICHNTU XapaKTep BXUTKY | KOHTEKCT UMX puUTyanbHUX 06’eKTiB, Macok i obpasiB y
X cepenoBULLi Ta pO3MOBICTU CTYAEHTaM, WO MU 3HAEMO NPO BCE LLE iCHYIOYI pemecna, SKi
BWXKMN B OpiEHTOBaHIM Ha TypucTiB Toprieni. OgHak uen matepian we 6inbw BMMornnsemm
AK 00 BMKNagadie, Tak i OO CTyOEeHTIiB, TaK WO 4acTo MM MOXEeMO AOCArTU Nnuwle ayxe
NPUBAN3HOIo PO3yMiHHSA Pi3HMLI MiDK HALLIOKO LiMBINi3aLieto Ta NeMiHHOLO.

! lekopyM (naT. decorum) — TEPMiH 3 KITACUYHOT PUTOPUKM, SIKUIA NO3HaYaE BianoBiaHICTL popmu Temi. B icTopii
MMUCTELTB MEPLUMM MOro novaB BXuBaTu GputaHChbKui icTopuk muctelTea Mawnkn bBakcangonn (1933 — 2008)
Ons aHanisy BignoBigHOCTI 306paXkeHoro sk TeMi, Tak i couianbHMM ob6cTaBMHaM, B IKMX MOCTaB TBip.

12 Take BM3HAYeHHSA B YMOBAaX PO3BUTKY AEKONOHianbHUX CTY/ii 3ByYMTb AK apxaiyHe, Lo Haragye Ham npo
Aarty npomoBu — 1966 p.

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2022.2(14) | 13



SPECIAL ISSUE

MoXn1BO, BU OMiKyeTe, LLO OCb-0Cb AnpekTop IHcTuTyTy Bapbypra noyHe npocysatu
ikoHorpacpiuHi CcTyaii, agKe, Ha Xanb, Ha AyMKy 6araTbOX, BOHM € came TUM, YUM MU
3aMMaemMocb yBeCb 4Yac Ha nnowi BobypH. 3BicHO € Garato BMnagkiB, KON KynbTOBUM
00’eKT, WO NpOrosfiowye nereHay npo CBATOrO, YW BECiNbHA CKPUHS, sika MpocraBnse
iCTOpPit0 NPO MOAPYXXHIO BIPHICTb, HE MOXYTb OyTW 3po3ymini 6e3 3BEepHEHHA OO0 TEKCTY.
OpHak ue nuwe ogHa ctopoHa 6inbLloro NMTaHHA Woao yHKUIT UMxX npegMeTiB, | came us
Baromilla CTopoHa (PyHKLiOHYBaHHA LMX 0bpasiB y XWUTTi TUX, XTO iX 3aMOBWUB, LikaBuna
BapOypra npoTsrom ycb0oro noro XuTTs.

BucBiTneHHsa peanin mucteuTBa Ha MOro BiNbLU paHHiX eTanax MoXe Aatu cTygeHTam
PO3yMiHHS, YOMY PEMICHUK 3 WOro MaumcCTepHew i KHMramm natepHiB He noTtpebyBas
ICTOPMYHOIO 3HAHHSA | Yy YHOMY CUTYyaLisl CbOrOAHI HACTINbKM BiAMIHHA — Lie OOMH i3 MPUEMHUX
nobiyHMX npoaykTiB Takoro nigxogy. A 6 [pasom i3 crtygeHTtamn. — C.[1.] cnpobysas
gocniguTn, €K camMe paHiwe obroBoproBanuM pPeMICHUMMI  CTaHd4apTv, 3axOonSieHHSs
MaMCTEPHICTIO i CKNagHICTIO, HAarofloCoOM Ha LOPOroLiHHMX MaTtepianax Ta BULLYKaHOCTI. |,
oTXe, a1 6 cnpobyBaB nokasaTtu, WO Ui igei Ansa Hac 3apa3 BUMMSa4alTb HAIBHUMW nuLie
TOMY, LLLO BUTOHYEHICTb (sophistication) 'pyHTyBasiacb Ha NOPIBHAHHI | 3MaranbHOCTI.

OcTaHHIM Yacom s CTaB Mamke OLEPXKMMMM HaMUCOM Ha rpeubkin amdopi 3
MtioHxeHa, sika aaTtyeTbcsa NpubnuaHo 510 p. 4o H.e., To6To nepiogom B AdbiHax skpas nepeq,
rPeKo-NepCbKMMM BiNHAMK, KOSIM B MUCTELTBI NOYaBca pyX, Mig Yyac SKkoro gaBHi npasuna i
3ab0OpoHM cTaBunM Nig CYMHIB | KONKW NocTtaBana HoBa KoHUenuia Bnaan mmtus. Basa, siky s
Mal Ha yBagsi, nignucaHa ogHuUM 3 Takux muTuiB, EBcimigom. Ha Hin 306paxxeHOo skicb
BaKXi4Hi BecenoLli: TpK YOosoBika TaHUIOKTb Tak, WO Npu LbOMY IX Tina Nnepekpy4vyrTbCs i
ogHoro My 6aummo 3a cnuHu. EBdpimig, BoyeBuab, OyB HaACTINbKM 3a00BOMEHUN CBOIM
AOCSATHEHHSAM, LLIO HanncaB Ha NOoCyAMHI: «hos oudepote Euphronius», TOBGTO «SK Lie HIKONW HE
BMiB EcpoHin». Mu 3Haemo, wo EdpoHin 6yB e ogHMM LaBHbOrpeLbKMM Ba3onuCLEM,
NpeKpacHMM, SKUN TaKoX €eKCNepuMeHTYBaB i3 300paeHHAM CMINuBMX pyxiB i
NepCcnekTMBHUM CKOPOYEHHAM. TyT MOXHa BigyyTu OyX 3MaranbHOCTI, YCBIOOMIMEHHS, YUM
3anMMaloTbCA iHLWI MUTLi Y TOW caMui Yac, WO OAHOYACHO No3HavYae HaPOMXXEHHSI HaLIOro
PO3yMiHHA MUCTeuTBa Ta iCTOpil MUCTeUTB. XyOOXHUK CTBOPKOE MPEKpacHy NocyauHy He
BUKIIOYHO 324N 3a40BONeHHs Garatux i MoryTHiX. BiH pobuTb BHECOK, KM BUMIPIOE,
NopiBHIOKYK cebe 3 iHWKMN.

Ha moto aymKy, HeBMNagKoBO, LLUO iAes iCTopii MUCTEUTB AK KYMYNATUBHUX 3yCUIb
KOXXHOro HOBOIO MOKOMiHHSA, 3p0bneHnxX Ha LWsaxy A0 eAUMHOI MeTU, Hapoaunacsa y Mpeuii Ta
Bigpoaunaca y noby PeHecaHcy, KONMM XyOOXHUKM Tak caMoO Oynn 3axorneHi CXOXUMMU
ineamu nporpecy. A TakoX nepekoHaHWn, WO BUKIaAaHHSA icTOpil MUCTEUTB 9K BUOMMOrO
NaHUIoXKa 3ycunb Big AaBHbOrpeLbkoro o PeHecaHCHOro mucteuTBa BCe Lie HanbinbLu
nigxogawmm Ans upboro cnocib, nonpu Te, WO MpOrpec A0 HaTtypaniamy, SIKMW BOHMU
iNOCTPYOThb, MOXe ByTWN He 40 Aywi HawuMm cTygeHTam. Cnogisatocb, NpUYnHa, 3 sIKoI e He
Mae BigNAKyBaTUM Hac, BXe 3po3ymina. Lle Tomy, wo MM mMaemMo cpopmMyrnboBaHy MeETY —
3MaraHHs MK XyOOXHUKaMun pobuTn ogHy i Ty camy pid Kpawle i kpawe. AK ue HiKonu He
BMiB EdpoHin. Mu nerko moxemo 3po3ymiTu, WO came MaB Ha yBa3i EBcimig cBoim
BUXBaNSAHHSAM, WO Le 3a «Ue», 9Koro HaBiTb EQpPOHIN He Mir gocartun. YMiHHA nepeaasaTu
PyX i CKOPOYEHHS, HanpuKnag, sike byae 3pocTaTu Tak LWBWAOKO Y HACTYMNHi AeCATUNITTSA, WO
nuuwe gBa NokoniHHA Bigainae Esgimiga sig dopuay MNapdeHoHa.

Cam dhakT, Wo YaCcTuHa BallMX CTYOEHTIB HagaayTb nepesary MUCTELTBY apxaiku
nepea OOCATHEHHAMM MiMe3UCy, MOXe cTaTh JOOpOo Harogow NoaucKyTyBaTu Mpo igeto
nporpecy y wmucteutsi, 6anaHc Mix 3000yTKOM | BTpaToOl, SKAW  CYNPOBOLXKYE
nepecnigyBaHHs NeBHOI METH, WO OOCSXKHA NMLLE 3a paxXyHOK BTpaTu NEBHUX AKOCTEN. AK
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TiINbKN e NPUHLMN BNOBIEHUI, CTyAEeHTa Mae 3a4apyBaTty BUAOBKLLE TOro, SK CMiSIbHUN
MOLLYK PO3BMBAKOTLCS Yy iAeto MucTeuTBa 3 BENUKOI Nitepn «M», AKOMY XyOOXKHUKW nuLle
NPUCNYroBytOTb. lOes Toro, Wo MUCTELUTBO — BiYHE, @ XUTTS — KOPOTKE NOXOAUTb 3 HayKu,
afke MUCTELTBO, SIke Mae€ Ha yBasi Uus uutarta, ue MUCTeuTBO NiKyBaHHHA, MUCTELTBO
lnnokpata. OgHak MUCTELTBO 3 Ui€l CyMilli HayKn, aHaToMil, ONTUKK | reoMeTpil cTano uum
KYMYISTUBHUM 3YCUINAM, LLO BUAINAE XYAOXKHUKA, SKUW 3p0OUB 3HAYHUI BHECOK.

A nam’gartaio, 9K He3agoBsro Ao cBoei cmepTi XKopxx bpak ckasaB y iHTEpB’t0 OAHIN
HefinbHiN raseTi, Wo PeHecaHc B6yB BennMKO NOMUIKOK. A Tofi ckasas CBOIM CTyAeHTaMm,
LLO Hexawn ue i Tak, ane 6e3 PeHecaHcy Bpaka 61 TOYHO He 3anpocunu aatu iHTepB'lo, He
Oyna 6 MOXNMBOW, 3BMYaAWHO, | peakuis Kybi3amy 6e3 LbOro HOBOrO KOHTEKCTY OIS
XUBOMNUCY, AKMW NocTaB ToAdi. AKWO MW HaBegemo Lel nNpocTur ¢akTt, TO, BiporigHo,
3MOXEMO YCMiWHO MepeKoHaTN CTYAEHTIB, WO MWUCTEUTBO, SIKMM MW WOr0 3HAEMO,
HEepO3pPUBHO NOB’A3aHe 3 iCTopiet. A 4OCTaTHBO HanMcaB NpPo Le i He XO4y NOBTOpOBaTUCS
TyT. O4eBMOHO, LLO NULLE Yy LbOMY KOHTEKCTI NPOAYKyBaHHSA 0OpasiB MOXe PO3BUHYTUCA Y
Lto 6araty i TOHKY rpy, y K KOXHUWA Xig HabyBa€e 3HA4YeHHs i Big TOro, WO BiH 3anuvwae
HepoBepLeHuM. He cbapbyBaTt CBOKO CKynbNTypy, HE MPUXOBYBATM CBill Ma30K, ane pagLe
nokasaTn NpOCTOTY, 3 AKOK TWM CTBOPMB Lien obpas — BCi Ui xoan HabyBaloTb 3HAYEHHS i
BiATOAI BUPA3HOCTI Y KOHTEKCTI NOCTaHHA HOBOI eniTh XyAOXHUKIB i 3HaBLiB. OgHak HaBiTb
Le 3HaYeHHd, NpO WO S MOXY i He HaragyBaTu BaM, HEPO34iNbHO MepenneTteHe 3
LIHHOCTAAMM CyCninbCTBa: Mivi npuknag 6e3TypboTHOro Ha NepLUMii NOrNs4 Maska, 3peLuToto,
noxoautb 3 KHUrn bantasapa «[llpuaBopHuW», Oe BiH INKOCTPye igean sprezzatura,
eneraHTHol HegbGanocTi i manctepHocTi 6e3 3ycunb. [@agato, yci XyooxHi igeanu, sk y
MMWHYITOMY, TaK i CbOrofHi, 3ansigHTLCS colialibHUMMU HOpMaMu.

3HOBY-Taku, LUEe nerko NPOAEMOHCTPyBaTX BalUMM CTygeHTaMm, 3anpoCuBLUM X
pPO3rMNsiHYTM  AeTanbHile, $SK XydoXHi UIHHOCTI onucyBanuca i obrosoptoBanucs
cydacHukamu. TyT MM siKpa3 MOXeMO 3BEepHYTUCSH OO ideaniB CTUNIO i MOroBOpuUTU Npo 1X
KOpiHHSA B Teopil nitepatypu. Came CnoBo «CTUIMb», 3peLUToto, € JliTepaTypHUM TEPMIHOM.
CwunbHa i cnabka CTOpOHM i€l niTepaTypHOi MOAENi MOXe CTaTh 3axXONJIY0 TEMOLO AN
ANCKYCIT, SKa 30BCiM He Mae ByTn Janeko Ta epyaoBaHO, SIKLLO BM Bi3bMeTe CTUNI Pi3HUX
CyYacCHMX ra3eTt Yn pOMaHiCTiB 32 NOYaTKOBY TOYKY.

TyT € Hebe3neka, Lo A 3axo4y OCianaT O4HOrO i3 CBOIX KOHMKIB, LLie 1 TOro camoro,
pO34yMM NpO SIKOrO s e He ony6bnikysas..."

[lo3BonbTe OTXe MOBEepHYTUCA [0 MOEI TOMOBHOI TeMW, HeHanucaHol icTopii
MucTeuTBa y npeametax. BoHa mana 6 cnpofyBatyv NOACHUTU, 9K Y LbOMY HOBOMY
KOHTEKCTi [icTopii mucteuts. — C.[.] TBip MucTeutBa MOXe CTaTM TakMM BigOMUM
0e3BiAHOCHO A0 CBOEI NEPBUHHOT METU UM (PYHKLUII, WO horo ByayTh KoMitoBaTh i npogasaTtn
nobutenaMm MucTeuTBa BUKIKOYHO 3apagu WMOro crnasBw i Kpacu, siK ctanocs 3 Garatbma
AaBHbOrPELBbKMMUN LIedeBpaMM Y Yacu NaHyBaHHS PUMISH, JaTu SKMX S BUMarako
3anam’aAToByBaTMU.

Tak 3HOBY cTtanocs y 0oby BigpomXeHHs, Konu iTanincbKi KonekuioHepwn LiHyBanm
HigepnaHACbKMA >XMBONUC XV CTONITTA | konmu 'y XVI cToniTTi HoBauil Padhaena Ta
MikenaHmxeno po3noBCIOAUNIUCA 3aBOSKM MUCTELTBY paBlopW, KOMM KONeKuioHyBanu
ApibHy BpOH30BY NNACTUKY | KON HOBI XXaHPW Nen3axy i HaTIPMOPTY NepPeABICTUNN HOBUIA
cnanax iHTepecy OO CTaHKOBOrO MMUCTeLTBa, SIKMA MPU3BIB B CBOK 4Yepry OO PO3KBITY
TOpriBsi TBOpaM MUCTELTBA.

3 Antosis Ha nonepeaHio 36ipky eceib ['ombpixa «Meditations on a Hobbyhorse and other Essays on the Theory of
Art» (1963).
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Cepep bGaratbox nutaHb, siki 4 6 xoTiB gocnigutn, 6yno 6 AOCTaTHBO npocTe: K
BilLANM KapTWHW, Oe iX po3millyBanu TOwo; maTtepiany 3 uiei Temun barato, ane 4ka,
HaCKiNbKM MeHi BioOMO, e Hi pa3y He po3rngganacsa KOMMnIeKCcHO.

Y Takui cnocid s 6 3pewTord HaAGNM3MBCA OO0 MNOCTAHHS BENUKUX MUCTELIbKMX
Konekuin XVI i XVII cToniTb, rpaHa-Typy i HOBOI igel MUcTeLTBa sIK HEBIA'EMHOIO efeMeHTy
OCBITU gXeHTrNbMeHa, CanoHiB i KpUTUKK Yy XVIII CTONITTI Ta NOBINLHOMO, ane HeyXusibHOro
nepeTBOPEHHS MUCTELTBaA Ha iHTENeKTyarbHUM pyX Y Yacu, KoM CTUSb NoYaB O3HayaTu
NPUXUMBHICTE — KoMM Heoknacvumam novanu igeHTudikysatn 3 pecnybnikaHiamom i
®paHLUy3bKoK pPeBOMIOLIED, Y TON Yac K TOTUYHY peakuito NoB’a3anu 3 BigkugaHHsaMm gobu
MpocsiTHMUTBa | cymom 3a goboto Bipw.

Akbu a mir, To cnpobysae 6v NpUAINUTK AKHaNBINbLLE Yacy LbOMY MOCTaHHKO HOBOI
igel MucTeuTBa K 3HaKy [iHTenekTyanbHOI] NpuxunbHOCTI, 60 ua npobnema icHye i
cborogHi. OgHak 51 6 cnpobyBaB nokasaTu, HaCKifIbKn HegOCKoHanMm 6yno ue OTOTOXHEHHS
3 XYOOXHIMW | CTUMICTUMHUMK Npobrnemamun, HacKinbkyM 3annyTaHow cTana cuTyauis i
HaCKiNbKM ganekoto Big ictopnyHoto npasau € 6anka npo XIX ctoniTTsa, Wo i Hac BYaThb.

Buteu XIX cTtonitTs, 3BiCHO, HANeXaTb A0 HaNOINbLU LiHHKUX NIereH HaLoro NyieMeHi.
He gymato, wo crygeHTiB Tpeba JOBro yMOBMAATU Le pa3 nocnyxatu ictopito npo CanoH
BiaKMHYTUX 4M NPO BiAKMHEHHS IMNPECIOHICTIB. A 61 HE NPUTNYMIIOBAB LbOro eHTy3ia3my,
afke 3aBOSKM HbOMY MOXHa 3pO3yMiTM, YOMY MpakTUKa MUCTeUTBa Tak nepennenacs 3
MNOro icTopieto, YoMy NiAHATI TOAi MMTAHHA 3anuLwarTbCa akTyanbHUMK 4o cborogHi. OgHak
s1 cnofgisatocb, WO Len iHTepec npu3sege Ao Ginbll geTtanbHOro poarnsgy Toro, Wo i 9K
HacnpaBgai Biagbynock, Ik BUOKPEMUNUCH PPOHTK, XTO ByB y skomy Tabopi i Homy.

Lle moxe ctatn rapHOK MOXMUBICTIO MNOAUCKYTYBaTU MPO BIOHOLLUEHHS MiXK ide€ro
MUCTeuTBa Ta igesMu nporpecy i MOAEpHiaMy Ta BIOKPUTU CTygeHTaMm MOCTiNHY
aKTyanbHIiCTb Takoro aHanidy. Tak, wob BOHWM 3MoOrnn nobaymTu, SK BCe Lie NoB’sA3aHo 3
caMUM X ICHYBaHHAM Ta TenepiwHiMM nparHeHHaMU, 3 TUM, 9K AkKagemito nodanm
iDeHTUIKYBaTK 3 peakuieto, a XyQoXHi LWKOMW, WO Big Hel Bignanu, 3 NporpecomMm; 3 TUMm, sk,
y CBOK 4epry, 3MIHUIIOCA BUKMaJaHHA MUCTELTBA i SK yce Halle XWUTTA MPOCAKHYTe
ieonorield HOHKOH(OPMICTCLKOTO MUCTELTBA aX [0 CbOrogHi, Konmm KOHOpMi3m
HOHKOH(OPMICTCbKOrO MUCTELITBA CTaB OAHIEID 3 HaMHaranbHiWKX npobnem. AKWo s He
BiiCTaB Bif XWUTTS, caMe U4 igeonoriq, 3pewToto, npusena 6araTbOx CTYAEHTIB 40 XYOOXKHIX
wkin. TyT icTopis € TexX rapHOK BYMTENbKOK, pPo3buBaluM 3acTUMICTb CyPKEeHb Ta
noeepTarumn pedrekcito i gudepeHruiaLito y CBIT NigniTKiB, SKUN Tak 4acTo € YOPHO-6innm.

S HacnpaBai BBaXal ICTOPUYMHUW aHani3 HacTifbKW BaXMBUM SIK  OCHOBY
BUKNaZ4aHHA iCTOpIT MUCTEUTB CTYAEHTaM-Xy4OXHWKaM, L0 S BaraBCs, Y He Mak 4
nopekoMeHaysaTu BaM MOYMHATM CBOI KypCW came TakK: novatu Bif TenepiwHboro i
3anpoCcuTN CTYAEHTIB LOCMIAUTY, KOMW 3aCHOBYIOTHCA XYAOXHi LUKOMW, KON MUCTELTBO
cTano npegMeToM Y LWKiNbHOMY po3knagi i Konu BUKNagaHHA y XyOOXHIW LIKOsi cTano
NPUAHATHUM CNOCOBOM KUTTA Ons MOMNoJoro XydoXHuka. Bum  moxeTte 3axoTiTv
noekcrnepMmeHTyBatu 3 UMM MigX0OOM, pyXakuuCb Hasah Yy uaci, cancrizans, 9K Ue
Ha3nBalTb MY3UKaHTK, ane ocobmUCTo S BBaxato, WO PO3YMiHHS Npurae nerwe, sikwo Bu
OyaeTe cnocTtepiratv 3a 3MmiHaMuM y TOMY NOPSIAKY, B SIKOMY BOHU CTarnucs.

BinbLly YacTMHy BMAINEHOro MeHi Yacy s NpoBiB, Hamarato4MCb OKPECUTN NoaiIGHY
nporpaMmy Kypcy, ane s He xody, Wwo6 BuM gymanu, Hidbn s 6m xotiB, wob uen nigxig
MOHOMONMi3yBaB YCi Kypcu. 3BiCHO, Migxid, SIKMMA NIOAKPECIOE Pi3HUUKD MK MUHYIIUM i
CbOrOEHHAM, MOXe i Ma€ ypiBHOBaXKyBaTW Migxia, SKUMA NigKPECre TArnicTb | JO3BONdA€E
cTygeHTam igeHtudikysatn cebe i3 npobnemamm MuHynoro. [agato, Hankpalle Taky
MOXINUBICTb HaJa€e BUBYEHHS OKPEMMX MaKncTpiB, xan To 6yae MikenaHaxeno um
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PembpanaT, BaH lMor um lMikacco. A He gymato, wob Mixk NigxoqoM, Sk 1 OKpecnus, i GinbLu
AEeTanbHUMK CTYAIAMM, agpKe Lo MoXe ByTn KpaLLlow NiAroTOBKOK 40 BUBYEHHS TBOPYOCTI
PembpaHaTa, HiXK oOKpecneHHs cuTyauii 3 npoaykyBaHHAM KapTuH B HigepnaHngax,
nornnMbneHHaM cneuianisauii, 3pOCTaHHAM MNOMNWUTY Ha MOPTPETWU, apT-OUNIEPCTBOM i
KONeKUioHyBaHHAM, 3 sikuM, 3peLutoro, PembpaHat 6yB nos’d3aHuii, HOBOK MOBarow Ao
rpaBlop i PUCYHKIB, AKi 30iNbLLIMAM MOro crasy B ITanii Ta AKi BNAWHYNYM Ha 3MiHY Moau B
KONeKUiOHyBaHHi, LLLO NO3Ha4YMnacb Ha Noro Kap’epi.

Bubavainte, akwo yce, wo A ckasas, Oyno HaaTto ovyeBuaHuMm. MeHi Bigomo, WO
cnpaBXHi nNpobnemn nuwle noyYMHaKTbCs Nicns yknageHHst cunabycy. OaHieo 3 Takux
npobrnem MeHi BMOAETLCA Yac — SAK CTYAEHTU-XYOOXHWKM 3HaWAayTb Yac npouvuTtaTy,
noauBUTUCB, 3anam’sitaTu, BUBYUTU i, 0COONMBO, BigpearyBaTu. 3Hato, L0 3MaraHHs 3a Leu
Yyac y XyL4OXHiX LLUKOnax Hacnpasii CepnoaHe i 94 He Mato BiANOBIAi Ha Le NUTaHHs, Xiba Wwo
OKPiIM aHeKOoTY MpO HiMEeLbKOro BUKagaya rpeLbKoi, SKoOMy CTYLEHTU NOCKapXUUCh, Lo
Ton 3aHagTo 6araTo M 3agas. YoMy Xx? — 3AMBOBaHO BiANOBIB TON. [leHb TpUBaeE 24 roguHu, i
KONW Bam TOro Maro, B/ 3aBXAM MOXXETE BUKOPUCTATU Hiu.

€ i gpyra npobnema, skow A Mak 3aBepwunTtu. Bci mnm moxemo yaButn cobi
ineansHun cunabyc Ta igeanbHUX CTYAEHTIB, AKi npautoBaTMMyThb binbLue 24 roguH Ha goby,
OofHaK sikUM Mae ByTu 4ONYyCTMMWUIA ANS HAC MiHIMYM 3HaHb? A He 3Hato. S — noneyeHe auTs.
OpHoro pasy 4 ckasaB CBOIM cTygeHTam y Cnengi, Wo HiXTO He cKnage icnuTy, Konu He
3MOXe MnpaBuribHO Hanucatu imeHa JleoHappo, Mikenanmxeno i Padaens, npo skux s
roBopmB yBecb cemecTtp. Ha xanb, a 6yB 3myLlieHun nocnabutu u Bumory, 60 HaaTo
barato ctygeHTiB 6u npoBanunucb. A He Nuwarch Uie cnabkicTio. Ham Hacnpaegi He
BapTO NPOMMUHATW BUKNaLaHHSA iCTOPIT MUCTELTBA, He BUMaratoim 4OTPUMaHHS OUCLMNNIHN,
06e3 aKoi Hemae iCTopu4HOi ayMku. BoueBmab Oyno Hemano BENUKUX XYOOXHUKIB, SKi He
MOITM BipHO HanmMcaTu Ui Tpu iMeHi, i, cnogiBaemocs, we 6yae 6arato y ManbyTHbOMyY TUX,
XTO MaTtume npaBo i TanaHT He 3BepTaTu yBarn Ha Taki ApibHuui. OgHak He Moxe | He mae
OyTM BNacHWKIiB OMNIOMY, XTO HE BMI€ HanmMcaTu Ui Ta iHWi iMeHa i XTO He 3Hae xo4va 6
CTONITTS Ta KpaiHW, Ae Ui MancTpu npauroBanu. AKLLO X Taki noan 6yayTb, TO BBaXanTte, WO
MK 3pobunmn NOCMIXOBUCHLKO 3 aunnomy Ta 6esnag — i3 cBoei poboTu.

lNepeknana CmecgbaHis Jemuyk
Reflections on teaching art history in art schools paper given, 4th January, 1966

The text is an authorized translation of Ernst Gombrich’s lecture first published in the Journal of Art
Historiography (2022). The lecture explores the ways the history of art is and should be taught at
art academies. It, too, reveals the prejudices towards history as a discipline and the shortcomings
of traditional ways of teaching it. At the end, Gombrich summarises his own views on the subject
and suggests possible options for teaching art history.

Keywords: history of art, Ernst H. Gombrich, teaching, art schools.
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PO3MWUCIN HAQl TOMBPIXOBUMU PO3MUCIIAMM,
a6o ICTOPIA MUCTELITBA
AK 3SNMAEHHA POOUYKA MUCTELTBO3HABCTBA

AHpapin MNMyykoB

Some speculations concerning Gombrich’s reflections,
Or History of Art as a poor relative of the Science of Art

Andriy Puchkov

Our essay was inspired by the lecture by the German art historian Ernst Gombrich
(1909-2001) «Reflections on teaching art history in art schools paper given, 4th January, 1966». If
no one denies the necessity of giving such a course to artists — the provocative question of how
modern art history coincides with modern art science (allgemeine Kunstwissenschaft) or with art
theory — makes one wonder not only what kind of specialty students acquire, specializing in history
of art, but also over the relationship between different disciplines «within» the science of art.
Drawing on a number of specific examples, the article attempts to show the difference between the
material an art historian and an art researcher work with. It suggests that the history of art is
related to the science of art in the same way as paint is related to colour or as the voice is related
to singing, or the past is related to the present. It is shown that an attempt by an art historian to
turn this history into modernity harms both the history of art and the modern science of art, which
is looking for new motives, methods and techniques and the new style of writing. If when the
European science of art just began to take its shape as «the theory and history of art», it was the
history of art that was the core around which theoretical generalizations arose like iconography or
iconology, now the history of art remains the necessary basis for the professional training of an art
researcher — a person who is able to independently consider works of art not in the history of art,
but in the history of culture, more precisely, in the very whirlpool of culture, which will become
history only tomorrow. The science of art becomes an important element of the general science of
culture, where history of art occupies its proper place — knowledge about how humanity produces a
valuable, expressive surface of being. However, different means serve different goals. | consider an
art researcher a person who resorts to theorizing and increment of artistic meanings, or an art
historian, and then resorts to the reproduction of knowledge, and not its increment.

Keywords: Ernst Gombrich, Art History, Science of Art, Artist, Aesthetic Subject, Work of Art.

Beryn. Jlekuis EpHcTta ['om6pixa «Posgymm npo BUKNaaaHHs icTopii MACTELTB Y
XYOOXHIX LKonax» («Reflections on teaching art history in art schools paper given, 4th January,
1966»), npoYnTaHa Ha SKiUCb 3aragkoBi KoOHQepeHuil — HanimoBipHiwe, nepea
BUKNagayamMu iCTopii MUCTEUTB Yy LMX caMUX XYOOXHiX LUKOnax, — Mae BiK 56 pokiB, ane
Hapasi i WKonu Ti cami, i TEeKCT MpPO HWUX, i 3aBOaHHA, HaL SKUMU BUPYE PO3IMUCIIOM
HIMELIbKUI KyNbLTOBUM MUCTELITBO3HaBeLb. SAKi caMe 3aBAaHHSA?

KaXkyun KOHCNEeKTUBHO, r0M6pix po3oymMye Haf BUMKNagaHHAM aucumnniiy «lctopis
MUCTeLUTBa» (3BiCHO, 306paxkanbHOro, abo X, SIK KaxyTb Yy Hac 3a pagstHCbKOK 3BUYKOLO,
«0bpasoTBOpYOro») Ansa xyo0oxHuKie. He ons MMCTELUTBO3HABLIB, a came Onsi XY4OXHWUKIB.
Mpo gucumnniHy «Teopia MucTeuTBa» Yy HbOrO XOAHOro criosa. [leBHO, cama icTopis
BBa)XXAETbCS HUM 3a BU3HAYEHHAM TEOPETUYHOIO ANCLMMAIHOLD, ane Le He3biXHi peui.
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Mo cyTi, cnpaea ctapa. ¥ Kuesi BoHa Bigoma Le 3 1899 poky, 3 nekuii npodgecopa
Kadbegpwu icTopil n Teopil mucTeyTBa YHiBepcuTeTy cB. Bornogumupa puropis Maesnyubkoro
(1861-1924) B KuiBcbki pucyBasbHi wkoni Mukonu Mypauka. «3aBaaHHA XyOOXHUKa, —
nepekoHye lMNaBnyubknii, — ByTu icTOTOIO, sika 6aunTb i BigvyBae. He noro cnpasa mipkyBaTu,
aoBoanTn abo 3HaTU. XygoXKHUK He NOBUHEH ByTn BYeHMM; y BinbLIOCTI BUNaaKiB Le 3aBaae
nomy wkony. BiH noBMHeH mantoBaTh nNpegMeTn He Tak, 9K BiH 3Hae€ 1X, a Tak, SK BiH 1X
B6aunTtb. Yn gonomornu asTopam JlaokooHa ixHi HayKoBi CTydii?» (uuT. 3a: [NyykoB 2018,
c. 163). [oceig XX cTONITTS, 3BICHO, NOKa3ye, WO KaTeropii «3HaTu» i «6ayntu» 3asHanm
NOHATTEBMX TpaHcdopMaLiii WoJo MUCTeLTBa, ane — xai Tam wo. 3BicHo, ['omBpix npo
MaBnyubKoro i ragku He maB, Yaconuc «Mup nckyccTBa» (Came TaM HagpyKOBaHUM TEKCT
Liel nekuii: 1900, T. 4, Ne 15/16) TOMHO He ropTaB, a OTXXe BAAETbCA 40 TOro, L0 Hapasi ctano
TPHOI3MOM, aBTOXTOHHO. Ane 1 [aBnyubknin Npo Teopito MucTeuTBa, abo X «HayKy npo
MUCTELTBO», — TEX aHi CnoBa.

Basapi, aroB, TM 3 HamMu? HAKWO AN MUCTEUTBO3HaBLA ICTOpPiIA MUCTeuTBa ue
3BUYANHUIN iHCTPYMEHTanbHU npunag, Te, 6e3 4oro He MoxHa OyTn MUCTELTBO3HABLIEM
(yoro came TU TOAi «3HaBELb» i HaBILWO?), ANS XyOOXHUKA — NOOOBXEHHSA NOro iHTENeKTy
(abo x epsau, bykBanbHO kunststiick), Ta HeobxigHa mMogenb poBepa, WO NOro KOXHWM
XYOOXHUK Mae crodatky amanctpyBaTtu ans cebe, He 03nparuncb Ha AOPOXKHIN pyX, NOTIM,
abu B6yTn opwuriHanbHUM, N036aBUTUCL | XOAUTW NiWKM abo NepecyBaTUCh iICTOPIEKD SAKOCb
Nno-CBOEMY, BiAMIHHO Bi nonepeaHuKiB i, baxkaHille, — HallaaKis.

AKuLo icTopis MucTeuTBa MOXe po3rnsggatnca Ak noxigHa Bifg 3aranbHOI icTopil —
NOSIITUYHOI, FOCNOLAPCHKOI, IHTENeKTyanbHOI — MUCTELTBO3HABCTBO BXE [daBHO CTasno
po3difioM  cycninbCTBO3HaBCTBA. | Te, WO Hawi  MWUCTEUTBO3HaBUi He €
CyCniflbCTBO3HABLIAMM, KaXke NPO HeLOCTaTHICTb HaLMX MUCTELTBO3HaBLIB i JOCTATHICTb
HeHaLLoro MMCTeLTBO3HABCTBA.

Mpumipom: wkona Inonuta TeHa gpyrol nonosuHu XIX ctoniTTa. MeHpix BenbgniH gk
mopdponor («popmanict») 6yB NPOTUBHMKOM TEHOBMX NOrMAAIB, BBaXatou, LLO MUCTELTBO
Le CyBEpPEeHHUN Mpouec, He3anexHuWh BiO 30BHIWHBbOrO CBITY (couiymy), Take cobi
YepryBaHHSA «OMTMYHUX 30H», CaMOAOCTATHE YepryBaHHSA «TuMiB Ga4yeHHsa i NnacTUYHOro
BUpPaXKeHHsI». ICTopia MMUCTeuTBa BXe [Ba CTONITTS KONMBAETLCA MK BenbdniHoM i TeHowM,
Mi>K MOPpONOrieto i OHTONOrIELD, HE 3HaKYK, 40 YOro NpuUcTaTu. A NpucTaTh BXe AaBHO crig,.
Bagum CkypatiBcbkun [obpe nokasaB Mogenb TakuMx BaraHb Ha npuknagi KiHo
(CkypatiBcbkunt 2020, c. 27-37). Konn Cepriv [arines kasaB, WO iCTOpis MucteuTsa ue
BNpaBrisiHHA 8 YeCHomax, BiH, 9K Ha MeHe, HamaraBca noegHaTn BenbdoniHa 3 TeHoMm, TO6TO
— cTaTn MUCTELTBO3HABLEM, a HE JIMLLUTUCA OpraHi3atopom «PyCbKnx ce3oHiB» y MNapuxi.

Basapi we y XVI cToniTTi 36arHyB HeobXigHICTb Takoro NOEAHaHHS | HanMcaB iICTOPIto
MUCTeLTBa OTOYYHYOT J00W, SIK 3a3Ha4YaB baseH, — icTopito 306paxkanbHOro MucTeLTBa He
cnpaBxHo, a npasgonofdibHy (baseH 1995, c.29). MOXNUBO, CnpaBXHSA HelikaBa, a oOT
npasgonofibHa Ak TPOLLKKU (41 He TPOLLKM) MicbornorisoBaHa — iHWe YMTBO, B3arasni iHakwwa
[KepenbHICTb 3auikaBneHHsa yntud. Konu Basapi npucBatnB npagigosi No MaTepUHCHKIN
niHiT, TakoMmy cobi Jlaa3ypo, BUCOKOrO CTUMO PAOKKW, Ha SKi LLe CKPOMHWIA po3nucysad
CKPWHb HisIK HEe 3acrnyrosyBaB, CTasnio 3pO3yMisio, LLO Le TeX iCTopis MUCTeLUTBa, OCKIfbK/ B
CHOXXET NOoTpanuin NepcoHax i CTBOPEeHa HUM XyLOXHS hopma.

XoTiB 61 3a3UpHYTM B O4Yi MOrO CyyYacHWKa, SIKMn NpodYuTaB «3 oniBUEeM» YCi N'aTb
BontomiB [xopoko Basapi, nepeknageHnx, NpoKOMEHTOBaHUX i BUAaHnX MabpuyeBCbKUM i
BeHeguktoBum (Basapw 1956-1971). Hy, rapasg, He n’atb, a xod 6u aBa — BUAaBHMUTBA
«Academia» 1933 poKy «3a pefakuieto» JlyHayapCbKoro (iMeHeM HapkOMa OCBITU OCBAYEHE
Te BMAOAHHA 3 reHianbHOK BCTyMHOW cTtatteto Abpama Edpoca) (Basapu 1933). Jobpe,
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xoya 6 oguH ToM: 3a pepakuieto knaHnHa KOpisa AceeBa, B yKpaiHCbKOMY nepeknagi, Lo
BUNLLOB Yy cepil «[Tam’aTkn ecTeTuYHOT AyMKM» (BUaaBHULTBO «MucTeuTBo») (Basapi 1970) 3
WwicTHaguaTbma Giorpadismu. Mpisie 61 3a3npHyTH, | — N0BGaYNTM B TUX O4axX 3aXOMNSIEHHS.
He ctanocsa. To6To: 4nTUiB 6a4nB, 3axonneHHsa He 6a4mB.

Akwio pantom ue Oyde XyOoOXHMK, 3HIMY Kanerntoxa: OCArHyT!, npumipom, Basapiis
«BcTtyn OO0 TpbOX MUCTEUTB PUCYHKY, @ came: apXiTeKTypW, >XXMBOMUCY i CKynbMATypu»
(0CcOBNMBO KOPUCHMI PO3AINBYNK NP0 Te, K POBUTK IHKPYCTOBaHY Nigsiory Tuny teppauuo)
came no cobi BUCOKa LWKoMa, BOMBaHHA axoBMX LUBSLIEYKIB Yy TeHAITHY, HecTany
CBIJOMICTb MOoAMKa 3 NEH3NEM i, MOXNUBO, MyLUTabenem.

Akwio ymtuem Byae MucTeuTBO3HaBeLb, NTUMETLCS reTb NPO iHWe. Ane X r'0M6pix,
NOBTOPIOCS, HA MUCTELTBO3HABLB NEKTYPY HE PO3paxoByBaB, BiH IX HaBiITb HE 3ragye, He
Ma€ BiH MUCTeuTBO3HaBUA (TO6TO cebe, koxaHoro) Ha yBasi. BiH xe Had mMuUcCTeuTBOM,
KOKETNMBO Haragye cryxadam, Lo Ue BiH, [oMm6piX, HanucaB OTy napafoKcanbHy
(no-ceoemy) «lcTopito MucTelTBa», 3a AKy MOMY i NAYHO, | FOPAOLLI NPOCMONIOKTL, Haye Tn
cTapuit YoBeH y MNnioTax, ane aMoB4aTh He 3Mir. KamepToH ans 57-piyHoro 'om6pixa — oro
«lcTopisi». Ak oNa KOXHOro ictopuka mucteuTsa. Agpxe neplia gpasa ii Bigoma binbLue 3a
pewTy TekcTy: «He icHye Hacnpasgi TOro, LU0 Ha3MBaAETbLCA MUCTELTBOM. ICHYHOTb
XyooxHukn» (Fombpux 1998, c. 15). dani Bigkpueaemo r'yrn, crartio «Mucteutso» (kpawie
HiMeLbKOI0), | pyXaeMoCh Y3A0BX ekpaHy, BiaknasLlum [om6pixa: BiH TOBCTWIA, KONIbOPOBWUIA —
He Te L0 CBIMCbKUI I'yrn. Xo4a, NoroKytcs, 3a KOHUENLIE NMcaHnX icTopin r'0|vl6pixosa -
HanMgoCKOHaniwa B TOMY Y4acoOBOMY MPOMIXKY, AKOMYy npucBaveHa. Lle ocmucnena
XPOHOMOriYHa KOMMinsuis 3 nerkum po3yMmoBUM MNiANAUTYBAHHAM HaZ dakTamuy Ha KwiTanT:
«XPUCTUSIHCbKE MUCTELTBO CEPeHbOBIYYA € LiKaBOK CYMILLLLIO apXalYHOT CrPOLLEHOCTI i
BULLIOT HaBYeHOCTI» (lfombpux 1998, c. 136). Moxe, 1 TaKMin KPUTUYHUIA, OCKINIbKKU BRACHY
iCTOpIt0 MUCTELTBA e He Hanucas?

NayHicTb Kunstwissenschaft. Ak igeTbcst B XOpoLwin MONUTBI, 30a€TbCS, ONTUHCBKUX
ctapuis: locnogn, gam MeHi CroKi NPUUHATU Te, WO HEe MOXY 3MIHUTU, MYXHICTb ANs
4yorocb TaMm iWe i — 30amHicmb nam’smamu yumamu, iMeHa i damysaHHs. |ICTopuk mae
nam’aTatn uuMtaTu, aTtu, nogil, BCAKUA MOTNOX, SSIKUA HATOMICTb MOXXHA MUTTEBO 3aryrnntu,
ane X Todi — HaBilWo HaM ronosa? Hagilo MK, AKLLO HAC 3MOXe 3aMiHUTU I'Yr1l, — 3anuTye
MuUcTelTBO3HaBeUb Jlaga Minsiesa?

AK HaBM4ka rpamMOTHO BIAMIHIOBATM YUCMIBHUKW BUKPUBAE MOBY iHTEMIreHTHOI
NIOOVHK, TakK BOMOAIHHA dhakTaMu icTOpil MUCTELTBA BUKPMBAE MUCTELITBO3HaBUS. Ane dhax
«ICTOPUK MMUCTeuTBa» HaBpsad 4YM iCHyBaTUMe, OCKiNbKM LUe Bigkuaae paxiBus B CTaH
No3aMMHYNOro CTOMITTA: HAKOMUYEHHS, KaTtanorisauii, TnymadeHHsa. icna npaui Haworo
HaKrKpalloro mucteutBo3HaBus Pepopa Lmita «MucteuTBo: MOro nCUXonoris, WMoro
CTUnicTnKa, Noro esontouisi» (1919) ictopis MucTeuTBa AnNs MUCTELTBO3HABLUSA CTana Hibwu
HapucHa reomeTpis Ons apxitektopa; nicnsa npaudi XepmeHa baseHa «lcTtopis icTopil
MucteuTsa Big Basapi 0o cborogeHHA» (1986) dpax MUCTELTBO3HAaBLSA HapeLwTi oTpuman
OHTOMOrYHE nNpaBO Ha ICHyBaHHs, 3400yBLUIM BXe BfiaCHy IiCTOpilO, fAKa nogekyam
nnyTaeTbCs 3 iCTopielo MucTeyTBa. 3 Yacy NosiBU MEeTaMUCTELTBO3HABCTBA MalXe COPOK
POKIB CNuBMW.

Kpok Big icTopii mucteuTBa 40 Haykm Npo MUCTELTBO, allgemeine Kunstwissenschaft,
3pobneHn faBHo, Y BideHCbKIN wkoni 3namy XIX-XX ctoniTb, i baseH nuwe 3agikcysas, sk
came e Kpok ByB 3pobneHunii i 3apagm 4Yoro: 3apaam Toro, abu po3ymMiTi, YuM Hacnpaegi TU
3aMHATMIA, NPOAYKYHOUM 3BYKM B CTYAEHTCbKiM ayaumtopii um Gepyydnucb 3a nepo.
CneujanbHIiCTb HapuUCHOro reomeTtpa icHye Aana Toro, wob 1i Buknagatv MamnbyTHIM
BWKNagayaM HapuUCHOI reoMeTpii, ToOTO 3aansa yTpMMaHHSA 3aMKHEHOrO Kofna BiATBOPEHHS
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cneyianbHOCTI 3apagn caMoro akTy Noro BiATBOPeHHS. CrieuianbHiCTb iCTOpUKa MUCTELTB,
30A€TbCA, iICHYEe ANA TOro camoro, Ans 4oro iCHye KBiTka Ha ypbaHiCTu4HMX naropbkax,
BMMNECTyBaHa MYHILUMMNANbHOK TITOHBKOK B OpPaHXEBIN XMNeTui 3eneHbyay: npukpaiwiaTtu
MiCTO BUGIMCKamMM CKOPOMUHYYOT doniopu.

Lo pobutumemo Ha TpamnniHi? OTxe, KONU NOEeTbLCA NPO OKpeMy creuianbHiCTb
«icTOpia MucTeuTBa», OropTae 3OuBYBaHHA: Ae LeW 3HaBelb Oyge noTiM npauroBaTun?
Mo)xHa 3anuTaHHSA He3pydHe NepeTBOPUTU Ha 3pyYHe: YMM ICTOpUMK MucTeuTtBa Oyae
xunadyBatucsa? Lo TpaHcnoeaTtu cBiToOBI? Npo WO KasaTn Ha nekuil, SKWwo BUKNnagaTtumMme Ha
AKIMCb OOTUYHIM Kadbeapi, HaB4aouM cobi 3MiHy 4MTLIB Ha Ui camin kadeapi n He
BiApMBaOYUCb Of MEpPEXTIHHA «npe3eHTauii» KapTUH | KapTMHOK? Hesxe u4eprose
3axOnfieHHs dKowcb dpecko [DKOTTo 3 11 ikoHorpadiyHMM OMUCOM | HaTsKOM Ha
naHoCbKy ikoHosorito? Yn untyBsaHHAM KpnctodpaHenni?

BuUMKHM «nporpaBay», YBIMKHM CBITNO, pO3CyHb ©aabOpMM XXECTOM YOpPHi LITOpW,
npuéepun iHTUM pPO3noBigen NPO KOHKPETHI TBOPKU, HE pobu NiHMBY CBIAOMICTb CTyAEeHTa —
ManbyTHbOro 3HaBUs — LWe Oinbl NiHMBOK. BMKMHBL BCe Ue «neparoriyHe», 3peyYncb cymu
meorioeii nepekasis, — gyman cam, nNpssMO TyT, NpW criyxadax, i ronoBHe — npudepu oTi
KapTuHKW. B cTyaeHTa € cMapTdoHM-andoHu, BiH 3Hanae noTpidbHe. HenoTpié MmHeTbCS.

Mpo wo Tu, BnacHe mu Oyaelw KasaTtn CTygeHToBi? PobGu cTaBky Ha aHeKdoT, Ha
iCTOpito nogaii, Wo cripogokyeana TBIp. A OANa UbOro cnig, Ha anb, Ynutatn Basapi, a He
13auTn o Itanii. TyT TOBCTI KHUMM i BITiOBATUM TEKCT, TaM — TOBCTa Barsi3a, aeponopT i
He3py4HOCTI. Tpeba onaHoByBaTW KynbTypy AABHUHW, HE BUITYLLYYHOYM 1T i3 CydacHMX 3anaxis
ApHO 4K KypsiBu nopTbep BatmkaHcbkoi 6ibrioTekn, a NpounTyoun TE, LLO HE XOYETLCS:
Basapi, Hanpuknag, abo YeHHiHO YeHHiHi. ABo AHa bsnocTtoubkoro. A Gu B3arani He
[ornyckaB [0 BUKIMagaHHSA NoguHy, sika He npodunTana n'aTMToMHUK Basapi, He 3anam’sitana
BigMiHHOCTI Giorpacpii ApHonbdo ai Kambio Big [xoBaHaHTOHIO i3 Bepasenni, npo3saHoro
Cogomoto, abo KpuctadaHo Nenapgi, npo3saHoro [Jo4yeHo. Akack haktnyHa 6asa, 3BiCHO,
Ma€e TUCHYTU Ha nam’aTb 6e3rnys3gicTio, Haye Tabnuusa MHOXEHHS (i3 KO, NPUMIPOM, Y
MeHe CKnaaHi CTOCYHKM).

Ot OauTe, WOMHO AKiCb CKNagHi iMeHa, i BXXe TOCKHO. AK Ka)ke B nekKLii r'0M6pix, noro
300pOB’S HE AyXe MiuHe, i Big Knilwe «peHecaHCHe MUCTeuTBO Bigobpakae BigKpuTTS
NOANHU» NOro NOYMHAeE HyauTu (Gombrich 1966). A BM xo4eTe, Wob ue cTano cnpasoio
BALLOrO XUTTH Ta LWe 3auikaBuTu iHWKnx? Ckaxxete obypeHo: Lie He XNTTS, e HAYOTHULITBO.
Ane x ©6e3 Hboro Hemae paxy, Hemae daxiBuda. Lle Ta rekatomba napy, Akuni mae
BUNAPUTUCH 3 BYX JIOOMHM, KOTpa 3amumcrvna cratm 3HaBLEM MUCTeLTBa — He KOoro
iICTOPUKOM, NepekasyBayeM, a caMme 3HaBLEM K NOBCAKAEHHICTIO NPOSBIB MCUXOCOMM.

KoXXHWI NO-CBOEMY HarMOBHIOE CXeMaTUYHY Many MUHyroro. Konuck y wkonax oynm
TaK 3BaHi KOHTYPHI kKapTu (MOXe, | 3apas €), ki cnig Byno SKoCb onpaLboByBaTW: KPECNTH
Nno Kpamnoykax KoOpAOHW KpaiH, 3anvMBaTh CUHIM BOJSIOCUHKW PiYOK, YEPBOHMM LUTPUXYyBaTH
FOpHi XpebTn TOWO, i KOXHMMA pobuB Le sK 3HaB. Take HaB4vanbHe MaHyBaHHA Hag
reorpadieto Haragye 3HaBeLTBO B iCTOPii MMCTeuTBa: OMiBUIB i XXWUTTS HE BUCTa4YnTb, abu
3aLlTpUXyBaTh BCe, ane siKicb BEPLUMHWN i rMBmHM 3HaTK NOTPIGHO. Lli rmmnbuHm (profundum) i
BEpLUMHN (altitudo) KOXXHUI 3aManboBYye BcepeaunHi cebe no-cBoeMy, 3arasibHOro Npunomy
Hemae. Ane wjopady cnig TpuMatM B ysBi, SK paguTb [OMOpiX, WO pasom i3
YYHEM-XYLOXHUKOM Chig AOCAigXyBaTH, WO 03Havano 0yTn Xy4oXXHUKOM Y MUHYMOMY, SKi
3aBOaHHs nepen HUM CTOSINU, B SIKMX KOHKPETHO obcTaBMHax 3'siBUNUCS TBOPW, LLO HUMU
3apas 3axonnuemMocb (Gombrich 1966). Lle BXe He TinbKu iCTOpia MUCTELTBA: OCKINbKN
MUCTELTBO Lie ecTeTmnsauiqa i genparmaTunsadis ictopii, BOHO He Mae MUHYJSIOr0O — BOHO BCe
TyT-TENEp.
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Ak 3ayBaxuB JleoHigac [JoHckic (1962-2016), CaHyo aHca ue BynbrapHum peanicrT i
yocobntoe peanbHicTb, [JoH KixOT ue MpIiNHUK, YSBHUK, 3aB3ATUIN NPOXEKTEP, KNI BBaXKae
CBIiT BUragkow, a CBOK YySABY pearbHICTIO, ane — nuuwe pasoMm, 6epyqn BKyni NpuHLMN
peanbHOCTI i NPUHLMN YSIBW, BOHU MOXYTb ByTn nopsag, 4iEBO NPOCOTYHYUCh OAHE O4HUM:
«lMovyaBwK 3 ByNMbrapHOCTi Ta rMy3yBaHHA Hag BUKOPUCTaAHHAM puUapeM JaTUHCbKUX
adgopuamis, CaH40 HeBOB3I NoYMHae 3amaratucs 3 [JoH KixotoMm y Myapii MaHepi roBOpuUTU»
(JoHckic 2012, c. 118). Tak iCTOpMK MUCTeUTBa SK 3HaBeLb CTAae MUCTELTBO3HABLEM SIK
YSIBHUKOM, CYMHIBHUKOM, 3anepeyHukom. CBoro poay — ATTIfOK, Npo SKOro 3ragyBaB
akagemik €sreHin Tapne, MOBRSIB, LLO KONWU AesiKi HiMeubKi NnpuBaT-4OLEHTN 0ByproBanuncs
3ri0MMHaMN ryHcbkoro Boxas, Jleononba PaHke moBuB: «AkGM ATTina YMHUMB Tak, §K
HiMeubKi NpuBaT-AOLEHTK, BiH i OyB 6K npmaTt-goueHToM, a He ATTinoto» (Lanupo 1981,
C. 285). TyT yXe XTO Ha LLIO BYMBCH.

MwucTeyTBO3HaBeLUb Le ICTOPUK MUHYBLUWMHUW, AOCNIOHMK TENEPILHbOrO i XYOOXHUK
cnosa BogHo4ac. A e — NyCTyH, iPoHIK, rmy3yBanbHUK. [JO 4Oro TyT HeLacHUN XyOOXHUK,
uen Homo pictor, «OAMHA, AKa 300paxye»? F0M6pix y 3axBaTi, Konu nognHa Moxe
npaBunbHO Hanucatn iM’a MikenaHgxeno. [le, Ha dkMx nanepax XygoOXHWK Koro Oyae
nucatn? A MMCTeuTBO3HaBeLb MYCUTb TBEpAO 3HaTW, Ae B npissuLwi MikenaHmxeno asa
«p», a HEe OBa «T».

Mix kaukoro i konibpi. IcTopia mucteuTBa BigHOCUTLCA 4O MUCTELTBO3HABCTBA, 5K
dapba Ao Konbopy, sk rofioc Ao cniBy, SIK cnorag Ao nam’qati. 3pewToro: sk MUHyne Ao
CbOroJEeHHA.

Ane XopowwoMy MMUCTELTBO3HABLIO ICTOPIA MUCTELUTBa 6Xe He LUikaBa, BOHa
nuuwmnnacs Moro nigcraesor. ICTOpMK MUCTeuTBa LUYKae MUHYNe B TenepilwHbOMY, MOro
MUCINEHHSA — LUe «MWUCIIEHHS Y BiACTaBUi, MUCNEHHS, sike nepebyBae B Tuny. KoxeH i3 Hac
CMOKYTY€E NPOBMHY CBOET MornogocTi» (Mepno-lMoHTr 1996, c. 21). Y MonogocTi MOXHa ByTu
iICTOPMKOM MMUCTeUTBa, NOTIM Chnig CTaBaTu MUCTeEUTBO3HaBLeM. He BapTo BMiwyBaTn
MUWHYrNe B TenepilwHe, B OOUH | TOM camui CBIiT. He MoxHa gonyckatu, abu «toHi NoYvyTTS
3acTuranu B ctapeyumx TBopax», 9K Mosus LLIneHrnep.

Mu He mMOxeMo cyauTu Npo mManbyTHE MUCTELTBA, 3BaXKaloun Ha NOro MUHyne, ane
MOXeMO 30arHyTu LOCb Y CbOroAeHHi, CKOPUCTaBLUMCL TIiEK iCTOPiE0 HIBK TpamnniHOM.
Yomy? TenépiwHe mucTeuTtBa MIiCTUTb y cobi Te, WO HIOMTO 06iUsno MOro MuHyne, i
XYOOXHUK YacOM BWMKOHYE Te, L0 NOMY 3anosigany nonepeaHnkn, SKMMKU BiH HaauUXaBcs, —
TO6TO 6pOANTL MO KONy, HE NEPETMHAKYN NOTO MEX.

Takmin 0OBMIH MK MUHYNUM | TenepiwHiMm, SKWO Xo4eTe, — MaTepieto i yXOM, TXHi
B3aEMHI nepexoau O4He B OAHE € HIWO iHWe 9K nepexin 04 MUCMEHHS 3HaseubKuMu
8i04ymmsamMu 0O MUCIIEHHSI HayKOB8UM 8UPa)KeHHsIM, NPOAYKYBaHHSAM CbOFOAEHHS, LWO
3aBTpa CTa€ MUHYBLUMHOW. Are X iCTOPUK MUCTELTBA NOMNPU BCe nparHe BTifOBaTK CBOO
OVBHY Bnagy Hag MWHYNMM — rMparHe MOCTiIMHO BUHaxXoAUTU WNOro MpOOOBKEHHS Y
CbOrofeHHi. A NpoaoOBXEHHSA HEMAE, HAaTOMICTb € 3aMKHEHWUI CBIT 3HaBeLTBa, 6a3oBaHUM Ha
XOpOoLUin nam’saTi 3HaBLS, MOro HAOMBMEHOCTI y TBOpax MUCTELTBA i ManeHbKNX Mi3aHCLEeH
BCepeauHi 1M HaBKOMO IXHbOI iCTOpil, Takmin cobi ANTAYMN KPO4YOK Big ikoHorpaddii Ao
ikoHonoril. Monpwu Te, icTOpiA MMCTELTBA HE NPO 30BHILLHIO 0N TBOPIB (MPOBEHAHC TYT Hi
[0 4oro, xoda 3ammaBuTb, K «KoHi» InapioHa [MnewmHCbKoro onMHUNNCA B MeHe), a —
BHYTPIiLWHS noTpeba MncTeLTBO3HaBLS — He 06’eKT, ane cy6’ekT oaxoBo LiKaBoro.

Momy 6yno 3aiiMaBo pOKiB TPMALSTbL TOMY, KONW CBIT GyB 3aKpUTWIA, | TYTELLHi
3HaBeub OyB Ha Bary fiamaHTiB: HauMTaHWW, HAOMBIEHMIA 3a KaTanoramm XyAoXKHUKIB,
Oinbl-MeHLW sikicHO BuaaHux y Himeubkin [emokpaTtudHin Pecnybniui abo magsapcbkum
BuaasHMuTBoM «KopBiHa» i npuabaHuMx 3a NPUTOMHI rpowi B KHUrapHi «[pyx6a» Ha
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Xpewatuky, 28. MoxHa npuragatu Tux, Ha koro B Kuesi nanbuem nokasyBanu: Bagnm
Knesaes, [MnatoH bineubknn, AHHa 3aBaposa, HOpin AceeB, gexTto iwe. Y Xapkosi
nokasyesanu Ha Onekcia Tiya. Hy, adkke, HesaBepweHurn pomaH npo Kapasagxio,
nonynsapHi KHWXXKM NPO CBITOBY apXiTEKTypy (3 moraHMmun KapTuHkamu), — Tpeba x Byno
npoayKyBaTu iCToOpito MUCTeuTBa B KpaiHi, gAe ue 6yno gyxe cknagHo. NpmbnusHo Tak
leoprin FOHreanba-Xinbkesnd aboHyBaB UeHTP JIbBoBa, abv 3adinbMyBaTn B HbOMY 1978
poky Mapwx [obu kapgmMHana Puwenebe: «Halli rpatoTb (ppaHuy3bKe XUTTS».

Konucbk, nig 4ac nepecerneHHs HapoAis, BapBapu BbuBanu i CNokyTyBasv, OTXe
CMNOKyTa cTae 3acobom 34iNCHEHHA BOMBCTBA. ICTOpIA MUCTELTBA SIK icmopisi 3HageybKo20
2pixa Tex popma CrnokyTM BIACYTHOCTI CMUCNY B NOOCbKOMY TBOPYOMY BYMHKY. Ane
3acob0M OCMUCEHHS BiACYTHOCTI LIbOrO CMUCHY €, SIK HE AVBHO, CAME MUCTELITBO3HABCTBO
— Becena Hayka.

HygHo Tam, e Bce Biabynocs, — B MUHYNOMY, sike 3akapboBaHe, HaBiTb 3aKaToBaHe
B iCTOpIl, sIka, 3BiCHO, HE3MiHHA. Ane OCKifbkM ManbyTTs iHO4I Tak camMoO He3MiHHE, SK i
MUHYBLUMHA, history Le Taka story, B SIKih YMTLIO 3aBXOM Mae OyTM BeCceno, KOPUCHO i
nosyarnbHo. Ta e X TaM: CyXo0 i Ayxe npaBusibHO, 6€3NoOMUNLHO.

MoxkHa cniBaTu | BOOMa, Ha KyXHi, MOXXHa HaguxaTnuca Tsopamu —a gani? Yuratm npo
HUX NponeaeBTUYHI Nekuii? HaBpsag um ue ssulle 30opoBoro rmy3ay. Konv MeHi KaxyTb Npo
dax «iCToOpuK MUCTeuTBa», NepwmMM cnagae Ha AyMKy MiHiaTiopa CemeHa AnbroBa
«MarganuHa» y BukoHaHHI KOxuma Ludpina. NMam’ataete? Enb peko, «Po3kasHa Mapis
MarganuHa», 1577 pik. [1onoTHo, onist. 157 x 121 caHTUMETPIB.

Koptute npouutyBatM e€Tioq AnbToBa MOBHICTIO, ane obmexycs Tpboma
dparmeHTamm:

1. «Bigomo, wo Enb peko mantoBaB y XaxfMBi 4acu nNaHyBaHHS iCMAHCBKOI
iHKBI3MUil. Y ToM 4yac Ha 6GaratTsax ropino yumano 3aibHoi monogi. ToMy HIXTo He
HaBa)XXyBaBCs BiOKPUTO AymMaTu, mManioBaTtv, NinuTU. | Benuki Xy4oXHWUKU 3MyLUeHi Bynu
BOasaTtuca go aneropin. Boaecsa oo Hux i Enb peko. MargannHa He NpoCcTo BenuvKka XiHka 3
rapHoto Qirypoto, sik ue Moxe 3gatnca HegocsigyeHoMy rmsgadesi. Hil KoxxHa pycodka Ha
KapTWHIi HENOMITHO KMAA€E BUKINK ICMAHCBKIN IHKBI3ULIT».

2. «A Tenep nepeHecemocs y niBun BepxHin KyT. NepeHecnuca? Tam ogpasy B Oui
BMagawTb Tpu NTawkn. [lexto Ha 3axoai BBaxae, Lo Lie Konibpi, ane Hawi BYEHi BNidHaNn y
HUX ONKUX KQYOK».

3. «3aranom KapTuHa Bpaxkae CBOEH YUCTOTO. bini MepexuBa, nokpneano nosepx
MarganuHu, Bce e MOBUTb HaMm Mpo TSXKKY NpaLto iCNaHCbKMX MPaYoKk, WO AeHb i HiY NepyTb
BinNn3Hy icnaHCbKOI 3HaTi, WO 3arpyana B pO3KOLi, BUHI Ta XiHKaX. TakKnm YMHOM, MOXHa
po3rnagatn poskasHy Mapito MarganuHy cyBopuMM [OOKYMEHTOM Tiel ganekoi gobw.
[okymeHT, nignucaHum pykoto Enb peko, 4ygoBoOro XygoxHuKa, Sk nomep 1614 poky,
AKUN HEe O0XUB 4O NPaBUNbHOMO PO3yMiHHA CBOET KAPTUHW NOHAL TPUCTA LWICTAECAT POKiB»
(AnbToB 1975).

3isgHatocqa: kpaworo aHanisy «MarganuHm» 4uTatm He [OBOAMIOCS HaBiTb Yy
3egenbmaepa, He kaxyuun npo Wonbu-eHsens, Jlambpaki-MNnaka 4n Hikoca XagsiHikonay.
Yomy? Yepes Te, WO nepekas TBOPY 300paxkanbHOrO MUCTELITBA 3 KOHKPETHUM CHOXKETOM
nMwe M Moxe icHyBaTu, WO B IiPOHIMHOMY, FPOTECKOBOMY BMUMMsdi. Ane wo pobutu
haxoBOMY iCTOPUKY MWUCTELTBA, SKLWO BiH, MO-neplue, no3baBneHUn MoYyTTs ryMopy,
no-gpyre, He BWKNagae B LIKOMi ICTOPilO MuUCTeuTBa (YW € Taki gucumnniHn B
3aranbHOOCBITHIX 3aknagax?), MeHi BaXKO cKasaTWu iHakwe, KpiM TOro, Lo MOMYy BapTo
neperBopmTnCca abo Ha MUCTELTBO3HaBLS, abo X Ha My3eliHy 6abyceHbky. A OT Lo pobuTtun
MUCTELTBO3HABLEBI, KM 3aKiH4Yye BignoBigHy kadegpy 3BO, NOACHUTN MOXHa.
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letb op TBopy Oikn. Konucb ApceHin [ynura (1921-1996), BTOMIIEHUK
nponeaeBTUYHUM HaBKOJ10-iCTOPUKO-GiNTOCOCLKNUM baratonncaHHsam, KNHYB
CnocTepexeHHs1, Wo B XX CTONiTTi piniocodis Moxe icHyBaTu nuvwe y ¢opmi ictopil
dinocodii. Mpwuixanu. 3 ogHoro 60Ky, HaNronoBHilwe Ha4ebTo ckasaHe («Bce BXe BKpageHO
A0 Hac»), 3 gpyroro 60Ky, WO HOBOMO MOXHa cka3aTu, Konu Tak 6araTo ayxe po3yMHUX
nogen Texx BTOMUNUCA CYMHIBAaTUCS, YM CnpaBAi BOHM PO3YMHI i LOCh JOCTEMEHHO 3HAKOTb
Nnpo LUen CBIiT, H& MOBMSYN NPO «TOM». 3 MUCTELTBO3HABCTBOM, SIKE TEX MNOAEKONN CTae —
OCTaHHIM YacoM Bce Oinbll BNagHo — HaBKONOMINOCOMCbKOK ANCUMMNIHOK ANSA TUX, XTO
30aTHUKM nigHiMatuca Hag martepianom, OKpecrieHuUn npouec BiabyBaeTbCsl 3 TOYHICTIO
HaBCMakK.

Y ubomy cmucni MoraH leiianHra (1872-1945) He nuLIe HaiKpaLLWii eBPONenchbKIi
KynbTypO3HaBeLb nepLlol nonoBMHM XX CTONITTS, a W HauKpalwmMi MUCTELTBO3HaBELlb,
NPUHaANMHI WOOO0 «BESIMKUX» | «Manux» ronnadauis i dpaHuysie XIV-XV cTonite. 3raganTe,
NPUMIpoM, K BiH 1919-ro BUTNymMadye aHTBeprneHCbku Tpuntux XKaHa dPyke «MagoHHa 3
HeMoOBMsIM», ONsl SKOI nodyeBana Kyptu3aHka ArHeca Copenb, ¢dasoputka Kapna VI, i gki
came BMCHOBKW en3nHra 3 Uboro BUCHOBYE (XénsunHra 1988, c. 172—-173).

Hibun MNensnHra nepexoguTb Yy LLAPUHY ECTETUKM 3 LOMILLKOK KynbTypOo3HaBCTBa. Ane
ecTeTuKa 1 icTopis MucTelTBa Le Tpaguuii-cynepHukun. 3a lerenem, ginocodis Le mepTtea
iCTOpiq, SK BiH 1 po3yMiB, — MepTBe MUHYnNe. ICTopuk onucye Tpyn. Ane X MUHyrne i noro
iCTOpIA Le pi3Hi aBMLLa: MUHYNEe MUHAE NOBCAKYAC, iCTOPIA NOBCAKYAC HAPOOKYETLCS — BXEe
CTapeHbKOol, 3i 3MOpLUKaMK, i Yyepes Te Cy4vacHICTb paxyeTbCA 3 Hew BUMYLLEHO. Hac
npu3BMYainu NnoBaxartm cTapicTb.

Y hopwmi icTopii MUCTeLTBa MUCTELTBO3HABCTBO ICHyBaTWU HE Mae MOpasbHOro npasa
npnbnnsHo nicna Benbdnina i A6i M. Bapbypra, i Tak camo, sk BipLLe3HaBCTBO JaBHO MOXe
icHyBaTn 6e3 BipLiB (3a cnocTtepexeHHaM Muxarnna acnapoBa), Tak MUCTELTBO3HABCTBO
MOXe iCHyBaTu 6e3 TBOpPIB XXMBOMUCY, CKYNbNTypu K apxitekTypu. My3nko3HaBCTBO 3
TeaTpO3HaBCTBOM — TEX (POpMU HayKn Npo MUCTELTBO — LLie TPUMAaKoTbCH, Haye OiTOYKM, 3a
hapTyLUKM NPOrynsHKOBUX GOHH.

TobTo: noTpibHa icTopis mucteuTBa He 6e3 iMeH, a 6e3 nam’aToK, — Todi BUPUHAE
npuBMa MUCTELTBO3HABCTBA $IK allgemeine Kunstwissenschaft, OCKinbku nornsag Ha icTopito
MUCTeUTBa 3 MO3uUil iCTOpUKa KapauHanbHO BIiAPI3HAETbCA Bif Mornagy Ha icTopito
MUCTeUTBa 3 MO3uuUil MUCTeUTBO3HaBUSA. IcTopuk nparHe 6a4nTyv B MUCTEUTBI LOCb
eCcTeTu4He nocepen noniTUKO-iAeosnoriYHOro, NOA4iEBOro; MMCTELTBO3HABELb 4Yepes3 TBIip
MUCTeLUTBa NparHe 3asvpHyTU B iCTOPIlO | NOOMBUTUCS, WO CaMe BUKIMKano uen Teip 4O
XUTTS, SKi caMme no3amMucTeLlbki noail (poza wydarzeniami artystycznymi) cnpautoBanu Ha Te,
abu 3’aBMBCS TBip cCaMe TakuK, a He CYCigHIn. Y Toro, cycigHboro, 6yae Bxe CBoS story.

AKWo icTOpuK npautoe 3 eCTeTUYHMM npeamMeToMm (bopMoto, WO MNOpOoAKeHa
CBIJOMICTIO «3 MNPUBOAY» XYOOXHLOT QOPMK, ane Lie He cTana XyaoXHiM obpasom)
MUCTELBKOrO TBOPY, MUCTELTBO3HABELb — 3 €CTETUYHUM NPESMETOM XYOOXKHbLOT KYNbTypH,
LLIO nopoauna i He 3HMLWMNa (a MoXe, | 3HMLWKUNA, Ky BUnaaky «boTtivyenni — CaBoHaponay)
TBOPM MUCTELTBa Nocepes iHWNX TBOPIB, He B Be3NoBITPsSIHOMY NPOCTOPI My3eto, e nuiie
nognHa ONOLHIOE U OCMUCITIOE HAsIBHICTb XXMBOMMUCY Ha CTiHaX i3 LLOBKOBUMMU LUNanepamun mn
NnnacTMKM nocepen 3any Ha «OeKOpaTUBHO-Y>XUTKOBOMY» MapKeTi, — iHWWX NOAiN, iHWNX
BUAiB MUCTeUTBa: Teatp, KiHO, My3uKa, cueHorpadis, oekopaTtnBHe MUCTELTBO. A ronoBHe —
nocepen /1100UHOMOOIGHUX CTOCYHKIB MK XYAOXHUKOM i CyCrinNbCTBOM («reHin i HaToBMN»),
TOOTO MiX IHLLMMKM NIOABMU, HACTO reTb Banay>XMMmn 40 MUCTELTBA K (OPMU IXHBOro By TTS,
IXHbOI nNoBCcsIKAeHHOCTI. [Mam’siTaete, gk [lerenb, 3icTaBnaw4YM ICTOPUYHUA  ONKUC i3
MUCTELTBOM, AMBYBaBCH, WO nepwe 6aunTb OUCrapMOHI0 CBIiTY, Apyre rapMoOHi3ye
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AiNCHICTL? 3HanTnM GanaHc MiX UMMM SBULLAMM — OOCI HaranbHe 3aBAaHHA B Oyab-aKomy
doparMeHTi CTyAitoBaHHS.

IcTopyka mMucTeuTBa UiKaBUTb BHYTPIWHIN ob6pas, disegno interno, SKWA
YPEYEBNIOETLCS Y CTBOPEHIN YABOK KapTUHI, disegno esterno. MMCTeLTBO3HaBLSA X LiKaBUTb
BiAA3epKarneHHs1 30BHIWHLOrO obpasy B CycnifbHin CBIAOMOCTI, nocepen iHW1X NOAin, LWo,
MOXITMBO, UMM TBOPOM MUCTeLTBa Bynu cnpoBokoBaHi. TyT i BUKOHaHHA CbOMOT CUMAOHIT
WocTtakoBuya y GnokagHomy JleHiHrpagi, i cnaneHHa boTivenni BnacHux TBOPIB Ha
PNIOPEHTUHCBLKIN Piazza della Signoria, i 3ayBara roHdanoHbepa [M'epo CoaepiHi woao
nooBxunHn [aBugoBa Hoca, i 3anisHunm npote3 Mapii [NpumadeHko, i ankoronbHe
po3skpinadeHHsa «Map. KOMyHU» 1 YTPIinno, i noxogxeHHa Kynakis Cikenpoca.

Konwn [ioma kasaB, L0 iCTOopis ue LBSX, Ha KWW BiH BilLlae CBOKO KapTUHY, BiH 3HaB,
LLIO Kake. Xo4a UUTYoTb HenpaBunbHO: Hacnpasai [jroma Tpoxu No-epoTOMaHCLKOMY Kasas,
Wwo ue MeHpix VIl (Ton camnn, SIKUA 3 BiCbMOMa XXOHaMu, TOW caMWUK, CTPIN AKOro 4OBrMMHU
3MMOBMMM Bevopamu 1540 poKy BULBIPiIHbKYBaB NeH3nuMkom [aHc MonbbenH Monogliunn)
OyB reiszgkom, Ha sikui [llomMa NoBICMB CBOIO KapTUHY, a He iCcTopis Ak Taka. [lonpu Bce, nomy
OyB UiKaBUN CIOXKET, NPUYOMY, NIOOMHO3HABYMA | CUTYaTUBHWUIA, aKT-TYT-TENep, SKUN
CYNPOBOKYE i CTiHY, B Ky BOUTUIA UBSAX, | caMnin LUBAX. BoHM MOXyTb OyTn Byab-akumu, a ot
KapTUHY MoXe Hanucatu Tinbku [ioma. A6o JloreuH i3 TapaHyweHkom, abo banoctoubkuii
i3 Yyb6iHaweini, AnnaTtoB i3 lpmHoto [aHunosot. AGo Charles Bayet, 3a CUMHOMNTUYHOIO
«lcTopieto» («Précis d’histoire de I'art») skoro Buknagas y Kuesi npodecop [Nasnyubkui
(Bane 1914). NepcoHigikauis icToprka Hag yce.

MepcoHigikauis € 060B’A3KOBOD YMOBOK iCTOPUYHOrO obpasy B MOIl CBIAOMOCTI, a
Le BXe BnpaBa MuUcTeuTBOo3HaB4a. XXuBa kapTMHa [obu, KpaiHM 3MOXe BUPOCTU Ha
CTOpPiHKaX ICTOPUKO-MUCTELbKOI (9K 11 LLie Ha3BaTU?) Npo3n nosa 3B’A3KOM i3 Joneto Tiel un
Tiei noctaTti. Moxe, ue maB Ha yBa3i BenbniH, Konu nNorpoxxysas MUCTELbLKOMY NIOLACTBY
HanMcaHHAM icTopil MucTeuTBa 6e3 imeH? LlikaBo, npo wo 6 BiH Tam Hanpasagy n1cas?

BUHMKHYBLUM HA NEBHOMY PiBHi 3HAaHHSA NPO MUCTELITBO, HAYKOBU 06pa3 NpoaoBXKYyeE
XWTW HaBIiTb MO TOMY, SIK 3HAHHS, WO MOro NOpOAUNo, BXe yTodyHeHe abo X CnpoCcToBaHe,
BigpenaroBaHe — Haye kocTpybarta cocHa, 3BeAeHa [0 rMaaKocCTi TenerpadHoro crosna.
Takoto, CKaximMo, € KapTUHa aHTUYHOCTI, HaMmanboBaHa BiHkenbmaHoMm, ob6pa3 peHecaHCHOI
Kynetypu, crtBopeHun bBypkrapatom, abo obpas KATaNCbKOro peHecaHcy, NULIEHUI
KoHpagom Ha npuknagi Xanb HOs, skum BuctynuB 3a KoHdyuis ta MeH-u3m npotu
odiuinHoro koHdyuiaHcTBa, ByaaM3mMy 1 4aoCusmy.

3a 3HaKOM - Ha Bynuukw Yddidi. ««Baxka» pi4y, abo piy, WO YMHWUTL onmip
MeXaHi3aMy 3aranbHOro npouecy BMpOOHMLUTBA, NoYMHae ob’ekTUBHO BigobpaxaTtn B cobi
Lini Ta MOXIMBOCTI cCaMOro BMpOOHMLUTBA, @ TUM CaMuUM — Lifi Ta MOXIMBOCTI N0ACbKOI
XUTTEQIANbHOCTI B3arani. Taky piv i3 NOBHOK MNiACTaBOK MOXHAa Ha3BaTu W «igeasibHOH
piv4to», MPUCBOEHHA SKOT BigTenep Mae npunyckaTu iCHyBaHHSA igearnbHUX OOpM OLHOK,
TOOTO 34aTHICTb NIOAMHU BUMIPIOBATM 3HaJYyLWiCTb NpeameTa i 3a TakMM KpuTepiem, siK
cycninbHun igean» (KaHapckui 1982, c. 41). ligctaBumo crogu, Hibn B matemaTuu,i, 3amicTb
CNnoBa «piy» CIIOBOCMONYYEHHS «XYOO0XHIin TBip», i noba4yMmo: npocTynae Big4yTTa cBO60aM
K iNt03ii MOXNIMBOCTI BUBUpaTtn cobi cycninbHUIM igean, 4O SIKOro Mae (4n cnpasgi Tak?)
potdarysatucsa TBip. TyT iCTOpUKY MuUcCTeuTBa He BrniopaTtucs, NoTpibHa iHWa OCMUCHEHICTb
CaMOOCBITH.

MwucTeuTBO3HaBELL MOXE OMUHUTUCS | ICTOPUKOM MUCTELTBa, arne SKWO 4YemHa
noguHa, 3060B’a3aHnn ByTH | NOro TEOPETMKOM, y3aranbHoBadeM, TO6TO BUXOANTM 3a MEXI
TBOPY B iHWI cchepn KynbTypu. Ta iHakwe i He BUAE, OCKinbkn byab-sike 3HaBELTBO LjikaBe —
OKpiM CaMOro 3HaBLA — Y CBOEMY MPAKTUYHOMY CTaHi.
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[MpakTnka TyT, SKWO Xo4eTe, ue NpuknagHa ictopia MUCcTeuTBa, sika Beae, 3 ogHiel
CTEXKN OAMBNAYUCHL, OO CaMoOl iCTopil, ANBNASYUCH i3 OPYrol CTEXKU, — po3BMBae popmu
MUCTELTBA, YCKNaOHIoK4M iX, 30KpemMa TEeXHOSMOrYHO, 0cobNMBO (POPMU KOHTEMMOPAaPHI
abo 3aranbHo-BMaoBULHI (CTaHicnaecbka 2016; My4dkoB 2019; MNyykoB 2021), KONM BCAKUI
XYOOXHUK e Hacamnepeq nepcopmep, KU NepeTBOPKOE CBOE XUTTSA Ha TBIp MUCTELTBa, a
MUCTELTBO3HaBELL BUBYAE MOro B MOro XuTTi, i 6epe 3 HbOoro Npuknag ansi CBOro XuTTs —
CTaruM XyOgoXKHUMKOM CrioBa «CBOro poay». Ak gyxe nobpe ckasaB borgaH Citota npo
MY3U4YHOMOBHY 3HAKOBY creumndiky, — 3HakaMu B My3uL,i € He KOHKPETHI CTasi yTBOPEHHS, a
OiNbLU-MeHLU cTasni TUNM 3ByKOBUX MOELHAHb, | KOXKHE 3 HUX Ma€ He OfHE NeBHe 3HAaYEeHHs, a
MHOXWHY MOTEHUINHUX 3HA4YeHb, NOoNsA AKX He nependadatoTb HiTKO BCTAHOBMAEHUX MEX
(Crota 2010, c. 123). Lle came, sk He OUBHO, CTOCYETBLCH | MUCTELITBO3HABYOro NMcbma npo
dopmum 306paxkanibHOro MUCTELTBA.

TyT MOXHa npocniBaTh OCaHHY NTaLLMHIN MOBI, KOHKYPEHTHI KOHBEpreHLuil metadop,
LLUKINOBCbKMM  dpopMaM  y4yOHEHHs1 (pOC. «OCTpaHéHUs») | BoppiHrepoBoro o4vysaHHs
(EinfUhlung), 3ragati NpaBuNO TPUKOHiyca (piy, Wo 3ragyeTbes y Ceatomy nucbmi, Moxe
MaTW 3HaYeHHSs, sike JoaaeTbcsa Ao ii 6esnocepeqHbLOro 3Ha4eHHs), TPaHCMNOHYBaBLUW Oro
Ha BIlaCHUMM TEKCT, | BCiNAko norogutucb 3 EymkeHio MapeHoM woao gyHKUIMHOCTI
NonemMivyHoi CBi4OMOCTI, 3aCTOCYBaBLUM ii iHCTPYMEHTapIiN He nuwe Ao Jobwu iTanincbLKoro
PeHecaHcy. TobTo Bpatuca [0 MetadopuyHOl iHTepnpeTauii, wWwo 3abeanevyerbes
KOHTEKCTOM po3mucny. Todi pM3nKye BUHUKHYTU 0bpa3 naBm4va — KpaceHS 3 KpaceHiB, a oT
SIK poTa PO3KpUE, TO XOBAMCA KyamM Ta Kpaca noginacs.

ApomaTtu ApHo. HacnpaBgi NOBUHHO UTUCS HE Tak NMpo (paxoBiCTb | epyauLINHICTb
iCTOpMKa MuUCTeuTBa, WO CTaHOBUTb 3BUYaWHY npuHagy daxisusg, — $SK Mpo
MOXXITMBOCTI / NOTEHUiT NPOAYKTUBHOI, PEnpOAYKTUBHOI | HaBiTb HENPOOYKTUBHOI YABU
MUCTELTBO3HaBLSA K KynbTypO3HaBLSs, SKWA po3LIMptoe i CBOi 0bpii, i 06pil unTuiB 1oro
NMCEeMHOI NPOAYKLIT 32 pamMKn MUCTELTBA; NPO Cnabky i curnbHy oopMn MUCTELITBO3HABYOIO
nucbMa, Npo cneundiky pedrekcyBaHHS iMEPCUBHUX (3aHYPEHHEBUX) MUCTELTB i T. iH., ane
Lie TEX TPOXM iHLa story.

Ak cnoctepir KOpin JIoTMaH, iCTOpUYHMIA NPOLEC Lie CBOEPIOHUIA EKCNEPUMEHT, AKU
CTaBUTb HaykoBeLb Hag coboto, Haf BracHO 34aTHICTIO BAMBIATUCS B MUHYME 3 TUM, abn
no6aunTn HeBIOOMI LWe WMOMY 3akoHOMIpHOCTI (JloTmaH 1992, c.29) — 3aKOHOMIPHOCTI
PopMyBaHHSA XyAO0XHBOT hopMU i PYHKLIOHYBaHHS L€l popMu B KynbTypi — ABa PisHi TUNK
3aKOHOMIpPHOCTEMN: rereniBcbKi BHYTpILLHE (Innere) i 30BHilLHE  (AuRbere).
«HenepenbayyBaHiCTb 3aMIHIOETBCA Y CBIAOMOCTI cnocTepiradya 3akoHOMIpHICTO» (JloTmaH
1992, c. 30). MNpaBay kaxy4yun, npobnema PopmMyBaHHS 30BHILUHBLOT i BHYTPILLHLOI hopMU €
LeHTpanbHOK NpobnemMor po3pi3HEHHA icTopil MucTeuTBa | MUCTeLTBO3HaBCTBA.
Mucmeuymeo3Haecmeo LUe 3aBXOu LWOCb, WO [AOPIBHIOE MucmeuymeosurnpobysaHH
(MabpuyeBckumn 2002, c. 88-90), TOOTO 3aBXAW LLIOCb EKCNEPUMEHTArIbHE, HEYITKE, a icmopis
mucmeymea, 3a TuM camum OnekcaHgpoMm [abpuyeBCLKMM, LEe  «PEKOHCTPYKLis
TemMnopasnbHOro npouecy, BNPOLOBX AKOro peanisyloTbCHA KYIbTYPHI BHYTPILWHI (OpMU»
(MabpwuyeBckum 2002, c. 46). Pi3Hi Lini nepeabayvatoTb pi3Hi 3acodu, ane ronoBHUM € NOCTaTb
camoro [ocnigHuka, $Kun, Konn BBaxae cebe MUCTeuTBO3HaBLEM, BAAETbCA [0
NPOOYKTUBHOIO TEOPETU3YBaHHS, KON iCTOPUKOM MUCTELTBA, — BOAETHCA 4O PENPOAYKLIN.
YaaBaniMocs pa3oM i3 HUMK — CMinnBo, 6e3TypBboTHO, padiCHO.

Cnucok pxepen i nitepatypu

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2022.2(14) | 26



SPECIAL ISSUE

AJlbTOB, C, 1975. MarganuHa. Myseu mupa, URL:
https://museumsworld.ru/Ohumor/altov/alt11.html (15.10.2022)

BA3EH, XK., 1995. Micmopusi ucmopuu uckyccmea om Basapu 0o Hawux 0Hed. INep. ¢ dp. K.
A. Yekanosa; O6w,. peq. n nocnecn. LI. I'. ApsakaHsiHa. Mocksa: Nporpecc; Kynbtypa.
BAVE, K., 1914. WcTtopusa nckycctsa / Mep. noa pea. v ¢ npubasneHnem rnasbl O PyCCKOM
nckycctee npod. YHusepcuteta cs. Bnagumupa I, I'. MNMaenyukoro. N3a. 3-e, ucnpas. 1 gon.
C 370 pucyHkamu B TekcTe, 42 chototunuamu. Kues: N3a-so C. B. KynbxeHko.

BA3APW, [x., 1933. >KusHeonucaHusi Haubornee 3HaMeHUMbIX usornucues, easimernel u
3004ux / Mep. c ut. KO. Bepxosckoro, A. Mabpuyesckoro, b. Npuduosa n gp.; MNMpeancn. A. B.
Jlynavapckoro, pea. n Bctyn. cT. A. [bxusenerosa n Abpama 3Odpoca: B 2 T. Mocksa;
JleHnHrpag: Academia.

BA3APW, [x., 1956-1971. JKu3HeoriucaHusi Haubornee 3HaMeHUMmbIX XUBOIMUCUES,
gasimersel u 3004ux / MNep. c ut. A. . BeHeguktoBa un A. . Mabpwuyesckoro; Mog pea. A. I
abpuyesckoro: B 5 T. Mocksa: MickyccTBo.

BA3API, [k, 1970. XXummenucu HalucnasemHiwux xueorucuie, CKyrbrnmopie ma
apximekmopis / Mep. 3 itan. A. O. lNMepenagi, 1. I. Cokonoscbkoro; Betyn. cT. HO. C. AceeBa;
KomeHT. KO. C. AceeBa, J1. M. Cak. KuiB: MucteuTBo.

FABPUYEBCKWI, A. T., 2002. Mopcgonozus uckyccmea / CocT. u npum. &.O.
Crtykanosa-lNoroguna; O6w,. pea. A. M. Kantopa. Mocksa: Arpad.

MTOMBPUX, 3., 1998. Micmopus uckyccmea. lNep. ¢ anrn. Mocksa: TPUANCTHUK.

OOHCKIC, J1., 2012. Bnada ma ysaea: Cmydii 3 numaHb nonimuku ma nimepamypu. lNep. 3
aHmn. O. A. byueHka. Kuis: CnagwmHa.

KAHAPCKWI, A. C., 1982. [Juariekmuka 3cmemuyecKo20 npouecca: leHe3uc 4yecmeeHHoU
Kynbmypsbl. Knes: Bbicwas wkona.

JIOTMAH, 0. M., 1992. Kynsmypa u 83pbie. Mocksa: 'Ho3uc; NMporpecc.

MEPITIO-NMOHTW, M., 1996. B 3awumy ¢bunocogpuu. Mep. ¢ ¢p., nocrnecn. n npum. U. C.
BoosuHon. Mocksa: N30-Bo rymaHuT. n-pbl.

MYYKOB, A. A., 2019. VckyccTBoMCNbITAaTENbCKOE MPOMbILLIIEHUE O KOHTEMMNOPapu Kak O
Buae 3HaHusa (Hag actetukomn ['yctasa Lneta). @uiocoghckoe camooripederneHue ycmaesa
WLinema. Moa pen. M. HO. Casenbeson, T. . Cyxoay6, . E. Anaesa. Knes: MN3g. gom
Omutpuna byparo, 220-268.

MYUKOB, A.A. 2021. XyOoXeCTBEHHbIN A3blK KOHTEMMopapu Kak dpopma BuU3yanbHOW
3aymu: KnoctaHoBke npobrnembl. BicHuk Kuiecbko20 HayioHarnbHO20 yHigeepcumemy
Kynbmypu i Mucmeums. Knis, 2021, Bun. 45, 23-33.

MYYKOB, A, 2018. Mix HasieayitHumu  woenamu: [lpogpini  yKpaiHCbKUX
Mucmeuymeo3Hasujie (apximekmypa i gidyanbHe mucmeuymso). Kuis: [lyx i Jlitepa.
CKYPATIBCbKWW, B.J., 2020. Ckypamiecbkuti y KIHO-KOJIl (1997-2008). Kuis: IH-T
Kynetyponorii HAM YkpaiHu.

CTAHICJTABCbKA, K., 2016. MucmeupkKo-eudoguuwHi hopmu cy4acHOi Kynbmypu. Bug. 2-e,
nepepo®. i gon. Knis: HAKKKiM.

CHKOTA, B., 2010. OcHosu napamy3ukosHascmea. Kuis: Bug. gim mutpa Byparo.
XENSWHTA, ., 1988. OceHb cpedHesekosbs: MccredosaHue hopM KUSHEHHO20 yKknada u
opm mbiwneHusi 8 XVI u XV eekax 8o ®paHuuu u Hudepnardax. MNep. c Huaepn.; OTB. pea.
C. C. AsepuHueB. Mocksa: Hayka.

WAMAPO, A. J1., 1981. Mon Bctpeun ¢ E. B. Tapne. Y3 numepamypHo2o Hacnedus
akademuka E. B. Tapne / OtB. peq. M. B. HeuknHa. Mocksa: Hayka, 278-286.

GOMBRICH E. H., 1966. Reflections on teaching art history in art schools paper given, 4th January.
URL: https://gombricharchive.files.wordpress.com/2011/04/showdoc34.pdf

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2022.2(14) | 27



SPECIAL ISSUE

References

AL'TOV, S., 1975. Magdalyna. Muzey myra, URL:
https://museumsworld.ru/Ohumor/altov/alt11.html (15.10.2022)

BAZEN, Zh., 1995. Istoriya istorii iskusstva ot Vazari do nashikh dney. Per. s fr. K. A. Chekalova;
Obshch. red. i poslesl. Ts. G. Arzakanyana. Moskva: Progress; Kultura.

BAYYe, K., 1914. Istoriya iskusstva / Per. pod red. i s pribavleniyem glavy o russkom iskusstve prof.
Universiteta sv. Vladimira G. G. Pavlutskogo. lzd. 3-ye, isprav. i dop. S 370 risunkami v tekste, 42
fototipiyami. Kiyev: lzd-vo S. V. Kul’zhenko.

DONSKIS, L., 2012. Vlada ta uiava: Studii z pytan polityky ta literatury. Per. z anhl. O. A. Butsenka.
Kyiv: Spadshchyna.

GABRICHEVSKIY, A.G., 2002. Morfologiya iskusstva / Sost. i prim. F. O. Stukalova-Pogodina;
Obshch. red. A. M. Kantora. Moskva: Agraf.

GOMBRICH E. H., 1966. Reflections on teaching art history in art schools paper given, 4th January.
URL: https://gombricharchive.files.wordpress.com/2011/04/showdoc34.pdf

GOMBRIKh, E., 1998. Istoriya iskusstva. Per. s angl. Moskva: Trilistnik.

KANARSKIY, A. S., 1982. Dialektika esteticheskogo protsessa: Genezis chuvstvennoy kultury. Kiyev:
Vysshaya shkola.

KHOYZINGA, Y., 1988. Osen’ srednevekov’ya: Issledovaniye form zhiznennogo uklada i form
myshleniya v XVI i XV vekakh vo Frantsii i Niderlandakh. Per. s niderl.; Otv. red. S. S. Averintsev.
Moskva: Nauka.

LOTMAN, Yu. M., 1992. Kultura i vzryv. Moskva: Gnozis; Progress.

MERLO-PONTI, M., 1996. V zashchitu filosofii. Per. s fr., poslesl. i prim. I.S. Vdovinoy. Moskva:
Izd-vo gumanit. I-ry.

PUChKOV, A., 2018. Mizh navihatsiinymy shchohlamy: Profili ukrainskykh mystetstvoznavtsiv
(arkhitektura i vizualne mystetstvo). Kyiv: Dukh i Litera.

PUCHKOQV, A., 2019. Iskusstvoispytatel’skoye promyshleniye o kontemporari kak o vide znaniya (nad
estetikoy Gustava Shpeta). Filosofskoye samoopredeleniye Gustava Shpeta. Pod red. M. Yu.
Savel’yevoy, T. D. Sukhodub, G. Ye. Alyayeva. Kyiv: 1zd. dom Dmitriya Burago, 220-268.

PUCHKOV, A., 2021. Khudozhestvennyy yazyk kontemporari kak forma vizual’'noy zaumi: K
postanovke problemy. Visnyk Kyivskoho natsionalnoho universytetu kultury i mystetstv. Kyiv, 2021,
vyp. 45, 23-33.

SHAPIRO, A. L., 1981. Moi vstrechi s Ye. V. Tarle. Iz literaturnogo naslediya akademika Ye. V. Tarle /
Otv. red. M. V. Nechkina. Moskva: Nauka, 278-286.

SIuTA, B., 2010. Osnovy paramuzykoznavstva. Kyiv: Vyd. dim Dmytra Buraho.

SKURATIVSKYI, V. L., 2020. Skurativskyi u KINO-KOLI (1997-2008). Kyiv: In-t kulturolohii NAM
Ukrainy.

STANISLAVSKA, K., 2016. Mystetsko-vydovyshchni formy suchasnoi kultury. Vyd. 2, pererob. i dop.
Kyiv: NAKKKiM.

VAZARI, Dzh., 1933. Zhizneopisaniya naiboleye znamenitykh zhivopistsev, vayateley i zodchikh / Per.
s it. Yu. Verkhovskogo, A. Gabrichevskogo, B. Griftsova i dr.; Predisl. A. V. Lunacharskogo, red. i
vstup. st. A. Dzhivelegova i Abrama Efrosa: V 2 t. Moskva; Leningrad: Academia.

VAZARI, Dzh., 1956-1971. Zhizneopisaniya naiboleye znamenitykh zhivopistsev, vayateley i
zodchikh / Per. s it. A. |. Venediktova i A. G. Gabrichevskogo; Pod red. A. G. Gabrichevskogo: V 5 t.
Moskva: Iskusstvo.

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2022.2(14) | 28



SPECIAL ISSUE

VAZARI, Dzh., 1970. Zhyttiepysy naislavetnishykh zhyvopystsiv, skulptoriv ta arkhitektoriv / Per. z
ital. A. O. Perepadi, P. I. Sokolovskoho; Vstup. st. Yu. S. Asieieva; Koment. Yu. S. Asieieva, L. M. Sak.
Kyiv: Mystetstvo.

Po3mucnu Had om6pixoeumMu po3muciamu,
abo Icmopis Mucmeymea sk 31udeHHa poduyka Mucmeymeo3Haecmea

[MpedOmemom po3mucrig, onpuritoOHeHUX y cmammi, cmana JeKyis HiMeybKo20
mucmeumeo3Hasusi EpHcma [ombpixa (1909-2001) «Po3dymu npo euknadaHHs icmopii
mucmeuyme y XyOOXHIX WKoax», rnpoyumaHa 8 CiyHi 1966 POKy. SKuwo HeobxiOHicmb
YumaHHSI makoao Kypcy XyOOXHUKaM HiXmo He 3arnepeyqye, — npoeoKkamueHe 3arumaHHs,
HackinbKu 36ieatombcsi cydacHa icmopiss Mucmeuymaea i3 cy4acHUM MUCMeymeo3Ha8cmeom,
mobmo 3 Haykow npo mucmeuymeo (allgemeine Kunstwissenschaft) abo X i3 meopieto
mMucmeuymea, — NPUMyWwye 3aMuciumuchk He mifibku Had mum, sskul came ¢ghax 3006ysarome
cmydeHmu, crieujani3yroduck Ha icmopii mucmeumea, a U Ha0 muM, 8 SKOMY 38’s3KYy
nepebysae icmopisi Mucmeumea «8cepeduHi» MUCMeumeo3Hascmea. 3arydardu HU3KY
KOHKpemHux rnpuknadie, y cmammi 3pobneHo cripoby rnoka3amu, 3 SKUM mMamepiasiom
rpayroe icmopuk mucmeumea, a 3 SKUM fpauyre MUcmeymeo3Haseub, Ha2ornocumu Ha
momy, wo icmopis mucmeumea giOHocumbcsi 00 MucmeumeosHascmea, sk ¢hapba 0o
Kornbopy, K 20510C 00 criigy, sk crio2zad 0o nam’simi, Kk MUuHyne 00 cb0200eHHS. TokasaHo,
WO HamazaHHs icmopuka mucmeumea nepemeopumu UK ICmopito Ha CbO200€HHS
wKkoOumb i icmopii mucmeumea, i cy4acHOMYy MUCMEUMB03Ha8cmesy, SIKe WyKae Ho8i
Momugu, Memoou i MemoOUKU, a MakoX CmusicCmuky nucbma, ei0Wmosxyryuck 8i0
icmopii Mmucmeumea, a He ecomyrdu i Momueu, Memoou, MemoOUKU i CcmuicCmuky
nucbma. SKwo Ha rnoyamky ¢hopmyeaHHsI €8pornelcbKoi MoOesii Mucmeymeo3Hascmea 5K
«meopii ma icmopii Mmucmeumea» came icmopis mucmeumea byna CMpPUXHEM, HaBKOs10
SIK020 BUHUKariu meopemuyHi y3ae2alribHeHHsl, cebmo meopiss Mucmeumaa, i nocmaesarna
3@ealibHa 2yMaHimapHa Hayka rpo meopu mucmeumea U ixH rnpupody (ikoHoepadis,
IKOHOM02I51), mernep icmopis Mucmeumea nuuwaemascsi HanexHum basucom Oris ghaxoeor
nid2omosku Mucmeuymaeo3Hasysi — NIOOUHU, ika 30amHa caMocmilHoO po3arisidamu meopu
Mucmeymea He 8 icmopii Mucmeuymea, a 8 icmopii Kyribmypu, moyHiwe, — y caMoMy 8upi
Kynbmypu, wo Jsiuwe 3asmpa cmaHe icmopieto. Mucmeymeo3dHaecmeo cmae OOHUM i3
8aXX/u8UX efnileMeHmie 3a2asibHoi HayKu rpo Kyrbmypy, Kyribmypo3Hag4yor OUCUUrIiHO, 8
AKiU icmopis Mucmeuymea rocidae HarnexHe it Micue — 3HaHHS rpo me, sk 8idbysaembcsi
8U20MOBIIeHHS /TIOCMBOM UJHHICHO 3Hadyw,0l, sUupa3Hoi rnogepxHi 6ymms. Ymim, pisHi yini
nepedbayaromb po3maimmsi 3acobig, arie 205108HUM fluWwaemesCcsi nocmamse OO0CIiOHUKa,
AKUU Moxe geaxkamu cebe mucmeumeo3Hasuem, i modi edacmbcsi 00 meopemu3yeaHHs U
MPUPOWEHHSI MUCMEUbKUX cMmucrie, abo icmopukom mucmeumsa, i modi edaembcsi 00
penpoOyKy8aHHSs 3HaHHS, a He MPUPOWEHHS.

Knrowoei cnoea: EpHcm [om6pix, icmopis mucmeumsa, Hayka rpo mucmeumeo,
Mucmeymeo3Haecmeo, Mumeub, ecmemuyHul rnpedmem, meip Mucmeuymea.
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NMPO MUCTELUTBO3HABCTBO, ICTOPIFO MUCTELTB, IHOPACTPYKTYPHY
OBYMOBIJIEHICTb

Tapac bepestok

On Connoisseurship, Art History, Infrastructure Conditionality
Taras Berezyuk

The text attempts to define the concept of connoisseurship («mysteztvoznavstvo») as both
identified with and opposed to art history. Both categories are interdependent: a connoisseur
produces knowledge, and an art historian reproduces and tests it. Here we focus on
connoisseurship and art history as educational strategies that secure the reproduction of specialists
in the respective fields. If art history is a part of humanities with its clearly defined methodology
and theory, then connoisseurship is a practical branch of knowledge essential to basic education. If
the first aims to teach future scholars, the second is aimed at future managers of creative
industries: cultural makers, museum workers, curators, etc. Obviously, the use of any educational
concepts in local educational institutions is an acquired form of permissions and restrictions, which
are censored by systemic self-reproduction, i.e., demonstrates infrastructural conditionality — a set
of socio-psychological, political, and economic factors which bring the ideal type into reality. In
other words, there is a grounded gap in the integrity of the educational program and its quality in a
specific area. Internal institutional life is a kind of gestalt consisting of interests, agreements,
competencies, productivity, methodological tradition, and adoption. That is, under certain external
factors, the teaching method or subject changes to a balanced form of mutual existence and serves
as a tool for self-preservation. At the same time, it activates a problem of the professional
distinction between the planes of art history and connoisseurship. The joint opposition claims
regression and stagnation in one case and revival and status subordination in the other. The
difficulties of overcoming both are demonstrated through particular examples. Ideally art history is
the field of production of texts that refer to socio-psychological, aesthetic, artistic, political, and
economic contexts. This approach was partially emulated by connoisseurship and shaped its
thesaurus.

Keywords: connoisseurship, art history, infrastructural conditionality, educational institution,
academy.

OcTaHHIM 4YacoMm [O0BOAMIIOCA 3ilITOBXYBATUCb i3 HIAKOBIHHAM nepes TepMiHOM
«MUCTELITBO3HABCTBO» i BMMOIOKW igeHTuUdiKauil y BUMmMaai «MUCTeLTBO3HaBUSA». AKLWO
30BHILLHBLO e MOXHA YsiBUTU cdepy 3axonfieHb HOCIS LbOoro TUTYIY, 3BaXakyun Ha NOoro
HeTpuMBianbHy €MaHCUMOBAHICTb, TO pia NpodecinHnx 06OB’A3KIB | KOMNETEHTHOCTEN B
OOHOMY BUNaAKy BUKNUKAE noamBs, B iHWOMY — 00ypeHHs. LWobn Byt yecHuwm, i nepuue, i
apyre € sunpasgaHumMm, ocobnmeo Yyepes po3puB MiX igeansHUM TUMOM, WO NPONUCAHNA 'Y
AUNSIOMI BUNYCKHMKA OOTUYHUX Kadheap, Ta Noro CnpaBXHiMmM SKOCTAMMU. [HaKLe Kaxyuu, Te,
SKUM OCBITHA cucTemMa xo4dye BaunT MUCTELTBO3HaBLUS, € Aafieko He TUM, YUM BiH €
Hacnpasgi.
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30aeTbes, came nparmatuyHe irypyBaHHs TepMiHYy «MUCTELTBO3HABCTBO» 3 yCiMa
noro ponsaMu  nopomxye KoHdnikt. [lpuragyoteca pfgeski 3 Hux. [lo-nepue,
MUCTELTBO3HaBeUb $K HaiBHMK nobuTens MUCTeuTBa, WO BMNEBHEHUW Y BraCHIn
BUHATKOBOCTI. [lo-gpyre, MuUCTeUTBO3HaBeLb $K 3HaBeLb-€HUUKITONEeAUCT, SKUN He
notpebye AooaTKOBOro NiaTBEPAKEHHS CBOIX KBasnigikauin. MNo-TpeTe, MMCTeuTBO3HaBELb
K MpauiBHUK y cdepi MucTeuTBa (MOXHa cnnyTatm 3 pagsHCbKUM KaHUENApUTOM
«pabOTHUK WUCKYCCTBa»), WO MpeTeHO4ye Ha NeriTMMHICTb, HagaHy OCBITHIM 3aknagom
30Kpema.

A KOHOMIKT OCb SIKMW: [e cepeq YCiX BuLe3asHa4YeHUX (CMCcoK, iMOBIPHO, MOXHA
npoaoBXyBaTWn) TUMIB Cnig WyKatn [ocrnigHUKa MUCTEeUTBa, SKUW 30aTeH He TiNbKu
HakonuyysaTun, a U BNOPSAKOBYBATU i NpoaykyBaTu 3HaHHA? Llen mamxke posnogin npaui
dakTn4yHo He nepeabadvae BiANOBIAANbHOCTI 3a 3a3Ha4veHi 060B’A3KN. TUM He MeHLe,
OCTaHHIN Bigpa3y X nignagae nig npuuin gokopy. Ane noro anibi HacTinbkn 30ipHe, Wwo
[0BOOUTBLCA HEOAHOPAas3oBO nepenuTtaTu: quo vadis, homines? Y BignoBigb oTpumatu: y
My3en, y ranepero, B apxiB, y LIKONy, B akagemito, y pegakuito Ttowo. Cnmcok cnpas
HaCTINbKN Pi3HOMaHITHUI, SIK | CNUCOK HaBYanbHUX NpeaMeTiB Yy TUMOBIW Nporpami TUNoBoOI
akagemii, Wo Lnx Kagpis roTye.

Mo>kHa, 3BICHO, BUOKPEMUTHU iHLLY KaTeropito i MPOTUCTaBUTN « MUCTELITBO3HABCTBO»
Ginbll KUTTECTBEPAOHIN «iCcTOpii MMUCTeuTB» i UMM BIigTBOPUTU po3mucnun we Makca
dpignengepa, EpsiHa NaHodcbkoro, MaHca 3epenbmaepa. Ane BOHWM OyayTb CXOXMMMU
Oinble Ha Moaeni OCBITHIX CTpaTerin, HiXXK Ha METOAM BUKIMAA4AHHA «3HAHHA Mpo
MucTeuTBo». LlonpaBga, UMM BCTaHOBNIOBATUMETHCS MPUHAMMHI SIKaCcb SCHICTb, TOX
nefaHTUYHa cyaoMa 3MOXe HEHALOBIo BiACTYMUTN.

Toagi MMUCTEUTBO3HABCTBO — OCBITHbO-MpaKTUYHa AUCUMNSIIHAG, WO roTye pajlle
KYNbTYPHUX MEHeXepiB, HiXX HayKOBLIB-OOCNIAHWUKIB. Y TI paMkax JOpeYHO copmyBaTtu
«onepauivHy 6a3y gaHux» (rOBOPiHHA, NMMCbMO, KOMYHiKaUiiHa eTuKa, Q)Kepeno3HaBCTBO,
NPOEKTHUA MEHEIXMEHT Yy cdepi KynbsTypu TOLLO), HABYUTU PO3YMIHHIO Teopil 1 icTopil
ctvnis, icTopii mucteuytBa (6oganm pakTorpadiyHo), CTUCMNOI ICTOPil €CTETUYHMX |
inocodCbKMX BYEHb, TEOPii W MNPaKTUKM eKCnepTHOI (3aansa npodbecinHoi atpmbyuii
naMm’siTOK  MUCTELTBa), BUCTABKOBOI, KypaTOPCbKOI, My3eWHOIi, namM’STKOOXOPOHHOI
AianbHOCTEN TOLWO.

eHeanoriyHo uen GinblU-MeHLW aganToBaHUIM Mifg couianbHi N XyOOXKHBO NPaKTUYHI
peanii Bug kBanidikoBaHOCTI MOXHa CnopigHoBaTh 3i 3HaBeLTBOM. Taki iMeHa K [)KoBaHHi
Mopenni, xosed Kpoy, [xoaHHi batTicta KaBanwkasenne, bepHapa bepHcoH, PobepTto
Jlonrti, Xopx T[toneH pge Jloo, Xopx BinbgeHwTanH, Makc ®pignengep 3i cBoiMu
noptpetamu (baseH 1994, c. 178-196) — CTBOPIOKOTb YABMAEHHA NPO TUMN 3HABLUSA-KOHOCbEPaA
3 FOCTPUM 30POM, HAaTPEHOBAHOK MaM’ATTIO | PO3BMHEHOK IHTYILIE, WO MaloTb Ha METI
aTpmbyuito XygoXHiX TBOPIB Y AKOMY-Hebyab My3el, 6ing KuweHi npMBaTHOro KornekuioHepa,
4Yn 3apagu BNAcHOro iHTepecy. Y CBOEMY apceHasii BOHW Nerko BOSioAilTb CIIOBOM i
MOPOSIOriYHO-aHAaTOMIYHUM, YM TO Nak POPMasnbHO-CTUNICTUYHUM aHani3oMm, JapoBaHUM
«4YUCTOK Bi3yasibHICTIO», Ky MOB’A3YH0Tb i3 yCnaaKoOBaHICTIO Teopin eHpixa BenbdniHa,
KoHpaga ®dignepa, Anonbda ¢oH NnbaebparHaa.

Llen s3HaBeub — NPOAYKT XYAOXHBO-BUPOOHMYMX BIGHOCUH, LLO Ha AESKMIA Yac 3yMiB
yTpuUMaTy NO3ULI0 Ha PUHKY MUCTELITBA BITACHOK BUHATKOBICTHO: KOMY AK HE NOMY OBIpUTH
NUTaHHA [OOCTOBIPHOCTI aBTOpPCTBA TiEl YW TiEi KapTuHM abu nigTBepauMTM npaBo
Kynisni-npogaxy? 3Biacu BidyanbHWUA A0CBi4, (OpPMOBaHUN HALAMBIEHICTIO, BUNPOOOBYBaB
cebe B CyTO NpaKTU4HIN NMOLWMHI: Tam, e icHyBaB 3anuT. [locTaTHbLO Byfio 40 OCTaHHLOI
BMOMMOT HUTKM MOMOTHA BMBYUTU MaHeEpy MamcTpa 4M TO LWKOMK, WOOBKU iHTYITUBHO
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BiQuyBaTV NPUHANEXHICTb i Nerko 3podMTM BUCHOBOK: LSt KAPTUHA HanNeXxuTb Tuuiany, a He
IbxopoXxoHe (Leith 2013).

MoXXnnMBO, CUCTEMATM30BAHO HaBYaTN LbOMY HWHI BXE He Tak akTyasibHO, OCKifNbK/
KOnekuioHep cam mMoxe OyTu i 3HaBLIEM, | EKCNEPTOM, | KypaTopoM, i MEHEKEPOM, Y HOMY
He cnig cymHiBatuca 6ogan nicna dopymy konekuioHepie B M17, wo Bigbyscs B NUMHI
2021-ro (M17 International Art Collectors’ Forum) Ane mMancTepHicTb onosigi npo [KOTTo,
LLUKOMY Ta NOCNiAOBHMKIB ©6e3 onopu Ha XXo4HY AaTy, BiALWTOBXYYUCH NULLE Bif SKOCTI NiHIn,
KONnbopy, eheKkTy CNpPUNRHATTSA, SK Le pobutb BepHCoH, NpuHanMHi BapTa yBaru (Berenson
1909).

Monpu Te, WO 3 Yacy BUAAHHS NOro Bi4OMOI KHUMM MUHYIO NOHazA CTO pokiB (1T nepLua
nybnikauia — 1896), 3aBgaHHs 3 Kypcy Jliogmunu Minsesoi B HauioHanbHin akagemii
obpasoTBopyOoro MucteuTsa Ta apxitektypu (aani — HAOMA) MoXyTb 34aBaTUCA CXOXKUMU:
nucemHa Bignoeiab Ha Bumory «OnuwiTe AeicicHy komnosuuito i3 c¢. bepesHn» B
HauioHanbHOMY XyooxHbOMYy My3el YkpaiHu, un «Onucatm ikoHy CB. Mukonas 3 uepksmu
Mukonu HabepexHoro Ha MNogoni» — noTpebytoTb NEBHOI TEPNNAYOCTI N BipTYO3HOCTI. A e
— 06i3HaHOCTi, rPamMOTHOCTI KW uYuManoro 3anacy cnie. | cnpaBa He TaK Yy «4YUCTIN
Bi3yanbHOCTI», AK Yy HeobxigHocTi noriyHo nobyayesaTu UikaBy OMoBiAb 3 LOCTYMHMX
mMaTepianis. [JoBooMTbCs iMNpOBI3yBaTK, 3any4varyum L0 3aBrogHo, abw BigipBaTtuch Big
HyZQHOro onucy niHin i papb. 3aaeTbcs, came ue | 6yno CyTHICTIO 3aBAaHHA. Yn He 3 Tiet XK
nNpob6nemMoto 3yCcTpivaeTbCa MY3ENHUK Nepen HaTOBMNOM ranacnimBumX i HEYBaXKHUX rNagadie?
ADKe MOro 3aBoaHHA He MPOCTO PO3BaXUTU nybmiky, YM HaBMaku — 3aBaHTAXUTU
CYKYMHICTIO (pakTiB i cknagHux Teopin. BiH cTOITb nepeq BuNpobyBaHHAM BigHaANTU Takui
piBeHb couianbHOI O0BIPW, 3a AKOr0 MY3eWHUK npeaMeT MMOYHEe OXMBAaTW, CKuaarum
cakparisoBaHy aypy " NepeTBOpPIOYNCH Ha 06’ekT B3aemogii. ToMy MMCTELTBO3HaBELb He
NPOCTO MOBMHEH Xapu3MaTU4HO nidiMaTtUCb Hag akTomM i TeKCToM, a " YyMIiTu
npobymkysatu BigdyTTa emnarii. MoOXXnuBo, came Toai NPUCYTHICTb Y My3€i (YM B aBaUTOPIT,
4yn Ha nyGniyHoMy BUCTYNi B ranepei) ctaHe ocobnuemMM 3acobom KomyHikauii. | Bce ue
morno 6u ctocyBaTUCh nuLe ApamaTyprii 1 aKkTOPCbKOI ManCTEPHOCTI, AKOU He NUTaHHSA
TEKCTY, L0 NePEHOCUTb A0 iHLOro NOHATTA — iCTOPIT MUCTELTB.

OckapXyro4m posnb y3aranbHeHb, WO NocTakoTb Big noTpedu nobynoBu giaxpoHivHOT
CXEeMW 3i CTUNMIB, SIKi B TOM e 4Yac OOMOBHIOKTbL ICTOPII NOMITUYHI, EKOHOMIYHI, couianbHi,
®pigneHgep AoxoauTb OO0 NapafoKCalibHUX BMCHOBKIB: HAYMUTaAHICTb iCTOpMKa MUCTELTB
NpuxoBye camuin pakT (XyOOXHin TBip) i BigBoOmnikae Big AeTtaneu, Wo MOXYTb pynHyBaTu
nocnifioBHY KOHCTPYKUito (Ppuanengep 2013, c. 124-135). Ane ue i He AMBHO — BiH XOTIiB
A0BECTM 3HAYMMICTb 3anpOnNOHOBAHOIO HAaTOMICTb METOAY 3HaBeLTBa (9K, 40 pedi, MAsSBO
chopmMynbOBaHO) SIK €AUMHO ICTUHHOIO CNOcoBy Ni3HaHHA XyOOXHiX sBuw,. PpigneHaep
nepekoHaHuK, Wo iCTOPMK MUCTEUTB Yy Nam’dTkax MUCTELTBA LUyKae nuwle «4okKasu, Lo
NiATBEPAXYIOTb BPaXXeHHs Big AyXy enoxu, ki cCopMyBarnunchb Yy HbOro Ha OCHOBI YUTaHHA»
(PpungneHgep 2013, c. 132). 3p0o3yminio, WO UMM aBTOp KHWXKK (ii neplie BUOAHHA —
aHIMOMOBHe, 1942 POKY), KOSULLHIN AnpekTop My3eto B bepniHi, BiaMexXoByeTbCs Big NiHil
Anoisa Pirns, A6i Bapbypra, Makca [1sopxaka, EpsiHa MaHodcbkoro, EpHcta 'omBpixa
Towo. ToB6TO MPOMOHYE pyxaTuca He OeOYKTUBHO, a iHOYKTMBHO — Big dpakTy TBOPYOI
AiSNbHOCTI A0 YyMOB, WO 1i popMylOTb. ICTOpUK MucTeuTBa npu UboMy (y Byab-sikomy
BUNAgKy — 3HaBeLUb), HyObrylouKn, 3anyyae MacmB TEKCTIB i3 icTopil, dinocodii, couionorii,
ncuxonorii i gpendye MK MNONITUKOK M €CTETMKOK, BUMarawym (SONUTYI4N, SK nuwe
®pignenHgep) Big o6pasiB 3 KAPTMH 3aroBOPUTH.

Y cBoto 4Yepry, EpBiH NaHOCbKM JOTENHO PO3AiNsSe MUCTELTBO3HABLA W iCTOpUKa
MUCTeUTBa Ha Nogobi Toro, Ak y MeauuMHi ogvH BigNoOBIAA€E 3a AiarHOCTYBaHHS, a iHWWA —
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3a gocnigkeHHs xBopobu. HibnTo nepLu Hixk NOBIAOMUTM NALUIEHTY, LLO TON XBOPUN Ha pak,
noTpibHO BOMOAITM MACMBOM CUMNTOMATWUKM, MPUMPOAM W HacnigkiB 1l po3BUTKY, TOGTO
OHTOJOrIED 3aXBOPHOBAHHS, a BXXe NOTiM OpaTtu BiAnoBiganbHiCTb NAkaT BUPOKOM (Panofsky
1955, p. 19).

30aeTbcs, BCe CXxoauTbCa OO Toro, Wwo, nostoptotoun Abpama Mapaepa, dinocodis
nepenye Teopil, Teopisa nepeaye npaktuui (Myykos 2018, c. 357-384), ToAj iCTOpiS MUCTELTB
nepegye MucteuTBo3HaBcTBy. Xunb [lenes 3 umm, HaneBHo, He NOroamBcA O, po3rnggaroymn
TEopito AINCHOI NuLLIE ToAi, KONW BOHA 3HAaXOAUTLCS Y NOCTIMHOMY pycCi 3 NpakTukotro (Pyko
2002, c. 66—-80). [lo Toro X, NMaHoCbKNMn HAaBOAUTb iLLe OAWH KYMEOHUW NpuKnag: ictopis n
Teopia MUCTeUTB NOAIOHI OO OBOX cycigiB, oguvH 3 SKUX Bonodie 36poeto, a gpyrum —
amyHiuieto (Panofsky 1955, p. 22). KopucTb oTpuMytoTb 00MABa nvLle y cnisnpadi.

OTox, Teopia mMucTeuTBa BignoBiganbHa 30KpemMa 3a Po3pobneHHsi KaTeropinHol
(MOHATINHOT) cUCTEMM, MOXE i MOBMHHA OpPIEHTYBATU iCTOpUKa B XYAOXHbOMY MpOLECI
(Mapaep 2022, c. 103). Tak camO W iCTOPUK MOBMHEH MOCTINHO OHOBMNIOBATU OBONOHKY
3HaHHA NPOAYKTMBHOK AiANbHICTIO, OyTW 34aTHUM  OpieEHTYyBaTU MUCTELTBO3HAaBLS
(koHOCbEpa, 3HaBUA) Yy XYOOXHIX MeTodax, MnpakTMKax, 3aKOHOMIPHOCTSAX 3aans
NPOAOBXEHHS 300POBOI XUTTELIANBHOCTI CUCTEMU XYOO0XHIX BiGHOCUH.

Topi icTopia MuCTeuTB — TryMaHiTapHa Hayka i BOAHOYac OCBITHbO-TEOpPETMYHA
avcumnnida, noknukaHa gna CUHTe3y | po3LMPEHHA 3HaHHA 3 reHearnorii, MeTogonoril,
CTPYKTYpPOROril MAUCTELITBA K €CTETUYHOT KaTeropil B 1l 3aneXHOCTI Bif IHLUNX r'yMaHiTapHUX
HayK (cbinocodii, couionoril, NCMxonorii, CBITOBOT ICTOPII TOLO).

ABXeX, I0eTbCA 3HOBY X Takum Npo igeanbHi TMnu. HecknagHo niggatv CymHiBY
CKOHCTPYMOBaHI MOHATTS, Nepeknagaryn X y XXUTTSH, B JIOKalbHi OCBITHIi CUCTEMM 30KpeMa.
TobTO ekcnepnMeHTanbHO ANCTUIOBATM Bi3il OCBITHIX CTpaTerin i oTpumaTu Te, WO MOXHa
Has3BaTW iHPPaACTPYKTYPHOK OBYMOBIEHICTIO.

KoxxeH OCBITHIM 3aknag K iHCTUTYLUIA — TiE0 YW iHWOK MIpOK KOHCEepBaTUBHUWN.
HacTinbkn, Hackinekn BiH MoXxe 30epiraTu i penpoayKyBaTu 3HAHHS, BiOTBOPKOOYM TUN
couianbHMX BIAHOCWMH, Npo wWo MoBuUTb [1'ep Bbypabe (Bourdieu 1990). Pasom 3 uum,
negaroriyHe cepefoBuLLE BXe € yCTareHo Mogennio KOMyHikauii, ika [O3BOMSE OCBITHIN
CUCTEMI reHepyBaTh KynbTypHUIM apbiTpax, Bugaro4m QUnaomMm sk CBig4eHHS NPo BOMNOAIHHSA
CMMBOSMIYHOK Bnagolo, WO neranisyetbCca Aep)kaBoto (Bourdieu 1989). To6To agmnnom
MUCTELTBO3HABLA Y/ iCTOpUKA MUCTELTB € NepenycTkow A0 NpodecinHol AisfbHOCTI B
My3edx, ranepesix, XyOOXHiX KOnekuisx, AOCNIAHUUBKUX yCTaHOBaxX TOWO, a OTxe 4O
CyCninbHOro BM3HaHHSA 1 Adeneradii BignosiganeHocTi. Cnupatoynch Ha npuyeinen, HagaHun
AepXaBol NS perynioBaHHA KOMNETEHTHOCTI ManbyTHIX NpauiBHUKIB, OCBITHS IHCTUTYLIS
npunumMmae 3pyyHy copmy Ans iX penpoayKyBaHHS, i 3pelTo — camMopenponyKyBaHHS.
OuyeBKnAHO, 3a NEBHOIO KOHCEHCYCY OCBITHA BepTUKarb A03BONAE CHOPMYBaTN KOMYHIKaL,ito
Ha piBHI ropusoHTani: MK BUKMagayamu i CTyaeHTamu, SKi 34aTtHi JOMOBUTUCH 3aand
OTPUMaHHA CnifbHOI BUrogn. Yacto Ui B3aEMOBIAHOCMHM OBMEXYHTbCA MIHOBOI
Toprieneto, ae 6ann oOMiHIOKTLCS Ha YCNILWHICTb, a Yepes Te 3a40BOSbHATL BUBGArnueicTb
cryoeHTa. [logekyon Taka Mofernb ChiBiCHYBaHHA NEPEeTBOPKETLCA Y NPUMUPEHHSA
BMGarnnMBOCTIi HEBMMOITIMBICTIO, @ B pe3ynbTaTi — Y ChiflbHWU perpec, ae BCi (Yn, MOXe, He
30BCiM) yce po3yMitoTb, ane BciM KoM(opTHO. MNpu uboMy Byab-aKun KOHGNIKTHUA (TOBTO
BUMOITIBUI) Y CUCTEMI «E€NTEMEHT» LibKYIOTb, ab0 X BMAAnNsATb 9K HebeaneyHui. 3aranom,
Le [OEMOHCTpPYe iH(paCTpyKTypHy OOYMOBMEHICTb, WO € couianbHMM MeXaHi3MOM
B3aEMOBUKINIOYEHDb, [O3BOMIB i OOMEXeHb, SKi AiloTb Y Mexax «OMCTpub’ioTopa OCBITHIX
nocnyr» — HaBYanbHOrO 3aknagy, Lo npaue Ha camosbepexeHHs. [nsa nepcoHidikauii
Cnig HaBecTn O4MH Npuknag,.
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Y pamMkax npakTUKM MeHeXMEHTY KyINbTYPHUX MPOEKTIB MariCTpaHTu |-ro kypcy
HAOMA BnpoaoBxX NIOTOro-TpaBHA 2021-ro rotyeBanu CrifibHy BUCTaBKy Mg HagiiHUM
KepiBHMUTBOM cniB3acHoBHUUi AykuioHHoro pgomy «KopHepc» Onbru Caravpak. Y
pesynbraTi BUCTaBKa Mara Ha MeTi JeMOHCTpyBaTu Npouec CTBOPEHHA BMUCTaBKM 3 ycCiMa
HegorikaMmu 1 aHTypaxeM. BnsBmnocs, WO WecTepo CniBkypaTopis He NPOCTO AiMwnn Ao
HepOo3yMiHHS OOMH OOHOro, a N A0 HebaXkaHHS PO3yMITU Yepes HecTady iHTepecy poboTu B
chneuianbHOCTI W HegocTayy TeOPETMYHOI FOTOBHOCTI CMPaBAATUCH i3 NOCTaBMEHUMU
3aBOaHHAMK Micns N'aTn pokiB HaB4YaHHA B Akagemil. [Monpu Te, WO HaB4anbHi nporpamm
3arapToByBanin CTYAEHTIB Takumu gucuunsiHamu, sk «Konbopo3HaBCTBO», «TexHika i
TEXHOJOrisi XXMBONUCHUX MaTepianis», « OCHOBU My3eNHOI cripaBu i HaB4anbHa NpakTukay,
«MeHepkmeHT», «OB6ir mucteubkux UiHHOCTEW, «lanepenHUUTBO | ayKUiOHYBaHHS»,
«OuiHoYHa AisnbHICTb», «KonekuioHyBaHHA KynbTYpPHUX LiHHOCTeN», «EkcnepTmusa TBOpIB
obpasoTBOpYOro MmMcTelTBa» 3 Hambinbl AeTanbHUMK BapiauisiMn iCTOpin MUCTEUTB Big
Cxony po 3axopny, Bi4 AaBHWHKM 0o XX CTONITTS TOWO, — KypaTopcbka, TO6TO BMCTaBKOBa
DISANbHICTb, K CKNagoBa NPakTUYHUX IHTEPeCiB MUCTELTBO3HaBLSA, BUABUITIACA HE NMPOCTO
He nig cuny, a U HeuikaBolo. TOMY CTYLEHTU BUPILLXAN PO3MOBICTM NPO Ui Ta iHLWi HeAOoNIKM
OCBITHbOI cucteMn Akagemii, 3anyyaroum 4o gianory Mosiogux XyaoXHUKIB, a pa3oM 3 TUM
— BMKNagadiB i agMiHicTpauito HaB4anbHOro 3aknagy. [Jekomy 3 oCTaHHIX, K BUABUITOCh,
BHYTPiLLHbOAKaAeMiYHi (M He nuwe) Npobnemmn TakoxX He Bynu BaxxnMBMMK. YpeLUTi-peLuT,
BUCTaBKa 3aBepLuMnach y YepBHI, a 3a AeKifnbka MICALIB KepiBHUKA MPaKTUKN YCYHYNU Bi
BUKNagaHHs 6e3 nonepeHbLOro Bigomy.

Uepes TaKy HeBM3HAYEHICTb | HEroTOBHICTb [0 BW3HAYEHOCTI YCiX CKIagoBuX
OCBITHbOI MporpamMmu, WO MOBMHHA MiKMyBaTUCA 3@ TEOPETUYHE 0ONMUOBaHHA ManbyTHIX
npauiBHUKIB, i MEBHOI MIipOO HaBITb AIEBLIB Yy chepi MUCTeLTBa, MUCTELITBO3HABCTBO CTae
pagwe «bnygHMM MUCTELTBO3HABCTBOM» — 3HABELTBOM 6€3 po3yMiHHA TpaeKTopil pyxy,
WO Hibn yoBeH Tesesi, y AKOMY HOBi OOLIKM CKIHYMIIMCSH, MOBEPTAETbCA A0 YCTaneHux
onoBsigen npo niHii, dopmn, ctuni, a noTpibHO X, HIGU Bonbrep y Jlokka, BigHaNWTK
cyb'ektmBauito ocobuctoi TOTOXHOCTI  ([ekom6 2015, c¢. 114) — YyNEBHEHICTb
LinecnpsaMoBaHOi NPUHaNeXHocCTi. TUM He MeHLLEe, HaTSKU Ha Te, WO nporpama nokrvkaHa
roTyBaTu KynbTYPHUX MEHeKepiB 3 aganToBaHUMM OO CTPYKTYPU XYOOXKHIX BUPOOHUYMX
BiQHOCVMH (PWHKY) HaBW4YKaMW, MOXHA MPOCTEXUTM nonpu Te, WO HeobXiaHICTb
camo3bepexxeHHs NepeTBOPIOE IHCTUTYLD Ha KNy 3a iHTepecamu, e MeToam i NnpegMeTu
BUKMNadaHHSA CTalTb MPUAHATHUMM MOMPM CBOK SKICTb, TOGTO 3a 3aMOBYYBaHHAM (4
KONEeKTUBHOIO 3rofoko?).

MoXnNunBo, XyOoXHi akageMil yKpaiHCbKOro NoCTpaasiHCbKOro NpocTopy B LIbOMY He €
yHikanbHUMKU. KoxXeH OCBITHIM 3akrnag Tak 4v iHaK Hamaraetbcsl BMOyaAyBaTU «CKIISAHY
cTento», HibK KoBnak, nig skuMm 3py4HO nodyBatuch y 6esneui (Kanyrep 2021). Moxnueo,
iCTOpil MUCTEUTB B YKpaiHi, Sk ryMaHiTapHi OUCLMNAiIHI PeKOHCTPYKLUIT 1 pekpeaii (Panofsky
1955, p. 20), cnig He NpoCTO BIATBOPHOBATU YHiKanbHe MNOEAHAHHA XYOOXHIX, MONITUYHKX,
couianbHMX Ta iHAuBIAyanbHUX dhakTopiB, a 36epertn Big Hebesnekn nobygoBy LIbOro
BYEHHS «MPO XUTTH | XWBI OpraHiaMn», He BIALWTOBXYHUYUCH Bif «CMNOCTEPEXEHHA 3a
mepTBuUMM» (3eanbmanp 2000, 70). TobTto, yHukatoum, 3a cnoBamu Pema Konraca,
«CMepaiHHA KOHTEKCTY», BApTO «apXeosoriyHe JOCHigKeHHA» 3 ogHOro 60Ky niaTpumyBsaTtu
«EeCTETUYHOK pekpealieto» 3 gpyroro. TinNbKn Toai CnpoekToBaHa apka MaTMMe CTINKICTb |
BUTpMMae Hanpyry (Panofsky 1955, p. 19). Biagrtak, icTtopia MuCTeuTB SK MOBHOMNpaBHa
rymaHiTapHa Hayka po3yMiTUmMe CBOI 3aBAaHHsS | npeamMeTr npuHamMHi OOTU, LOKU He
BigHanae GanaHc iHCTUTYUINHOIO cniBicHyBaHHSA. To4i MUCTELTBO3HABCTBO, SIK KySbTYPHUI
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MEHEePKMEHT, Haye rybka, Lo BCOTYE TEKCTU, MATUME PEYOBUHY AN MOXMBU i SKICHOIO
CaMOBIATBOPEHHS. Ane 30aeTbCs, BCE X Taku, Le igearnbHi Tnn.
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lpo Mucmeymeo3Hascmeo, icmopiro Mucmeyms, iHgbpacmpyKkmypHy
obymoesieHicmb

Tekcm cmasumb 3a Memy 8U3Ha4YeHHSs MOHIMMS «MUCmMeymeo3Hascmaa» 3a 00roMO20H
OMOMOXHEHHS 3 mpaduuiero 3Haseuymea i onoauyii icmopii mMucmeums. Obudsi kamezaopii
OisiribHOCMi 8 XYOOXHIU MAOWUHI 83aeMOo3arnexHi: 00He npodyKye 3HaHHS, iHWe (o020
gidomeoproe i surpobosye. 3ocepedxeHo ysacy Ha hopmi MucmeuymeosHascmea U icmopii
mucmeuyme came SK OC8ImHIX cmpameaisix, mobmo MOXIU8UX YU HEMOXIIUBUX MOJEssiX
penpodyKysaHHs ¢haxieyie y 3asHadyeHUXx 2asly3sx, Wo eudaembcs Halbinbw OOpeYHUM 8
062080pEHHI 8U3HaYeHHS npegepeHyiti 06ox. SKwWo icmopis mucmeume — a2ymMaHimapHa
Hayka U 0C8imHbO-meopemuyHa OucuyursiiHa, mo MuUcCmeymeo3Hascmeo — rpuKiadHa
OisifibHicMb, OC8IMHbLO-MPaKMuU4YHa e2asny3b 3HaHHS. SIKWOo nepwe 8uxosye OOCIIOHUKIS,
Opyee — diesuis: KyrbmypHUX MeHeoxepia, My3elHuKie, Kypamopie moujo. O4esudHo, W0
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yxueaHHs1 b6yOb-sIKUX OC8IMHIX KOHUenuil y JIoKallbHUX HasdaslbHUX IHemumyuisix €
Habymoro ¢popmoro ricrs 0o38osie | 0bMexeHb, WO UEH3ypyrombcs CcUucCmeMHUM
camopernpolyKy8aHHsIM, mobmo OeMOHCMPYyomb iHpacmpykmypHy 06yMoesrieHicma:
CYKYrnHicmb  couiasibHO-ICUX0/02IYHUX,  MOMMIMUYHUX, €KOHOMIYHUX  YUHHUKI8,  SIKi
griposadxxytoms ideanbHUl mun y OilcHicmb. |Hakwe Kaxy4u, iCHye He 6e3rniocmasHul
po3pus uiricHocmi rnpoepamu ma ii sKkocmi y eusHaqeHil rniowuHi nid2comoeKku chaxisujie.
BHympiwHbOiHCMUmMyUyitiHe xumms — c8020 pody 2ewmarsrbm, Wo CcKrnadaembscs i3
CyKyrnHocmi  iHmepecie, 0OomoerieHocmeu, KoMrnemeHmHocmeu, podyKmueHOCM,
MemodorsoaiyHoi mpaduuji, ycrnadkoeaHocmi. Tobmo 3a neeHUX 308HIWHIX ¢hakmopie
Memood 4u rnpedmem eukrnadaHHs Moxe eudo3MiHo8amucb 00 3banaHcoeaHoi ¢hopmu
83aEMHO20 ICHy8aHHSI | criyaygamu IiHCmMpymMeHmom camo3bepexeHHs. BodHoyac, ue
cmaHosumse rpobrieMy npogeciliHo20 POo3PI3HEHHST MIOWUH Mucmeuymeo3Hascmea U
icmopii Mucmeume, siKi 8 criifibHit orno3uuji npemeHoyrome 8 0OHOMY 8urnadKy — Ha pespec
i cmaeHauito, 8 Opy2oMy — Ha ICMUHHe 8I0pOOdXeHHS U cmamycHy cybopOuHauyito.
TpydHowi nodonaHHs 060x OeMOHCMpPoBaHO y rnpuknadax. 3a ideanbHUX yMO8 icmopis
mMucmeymse, CUHME3YYU CoyianbHO-CUXOo_iYHi, ecmemuyHi, XyOOXHI, MOAiMmuYHi,
€KOHOMIYHI KOHMeKcmu, € cgbeporo npodyKy8aHHS MeKCcmie, sKi o2ruHarmeCs, 30Kpema,
MucCmeymeo3Ha8cmeoM i cmaHoes1simb OCHO8Y 1020 0b6isHaHoCcmi U me3aypycy.

Knroyoei cjsioea: mucmeuymeo3Hascmao, 3Haseumso, icmopis  mMucmeuyms,
iHgbpacmpykmypHa 06yMoerieHicmb, 0C8IMHS IHCmumyu,isi, XyOOXHS akademisi.
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4YOMY TPEBA BUBYATU ICTOPIIO YKPAITHCBLKOIO MUCTELTBA
CTYOEHTAM-XY>XXOXHUKAM
Pedonekcii Ha «Po3aymu npo BUKNagaHHA MUCTELTB Y XYAO0XHiX Wwkonax. Jlekuis,
npounTaHa 4 ciuHsa 1966 poky» E.X. l'ombpixa

MapTta KpaB4eHko

Why we should teach the History of Ukrainian art to students of Art Schools
Some thoughts on E.H. Gombrich’s «Reflections on teaching art history in art schools paper
given, 4th January, 1966»

Marta Kravchenko

This essay is a response to the «Reflections on the teaching of the arts in art schools. A lecture
delivered on January 4, 1966» by E.H. Gombrich. It reviews his own methods of teaching art history,
as well as encouraging the student to learn. | have been teaching the history of Ukrainian art at the
Lviv Academy of Arts for more than 10 years, primarily for art critics (“mysteztvoznavtzi”). This year
| taught it to students from creative industries (artists) for the first time and it made me rethink the
way | have been doing it and adjust it. In order to motivate artists to study art history, | believe it
should be taught as a process happened in very particular historical circumstances. The influence of
East and West should be also taken into account as Ukrainian art did not develop in a vacuum.
Ukrainian art has always been at the crossroads between East and West. Despite common
misconceptions, it has not been just in the margins of Western European tradition. We still have
artworks and monuments analysed through the lens of this hierarchy though. When teaching the
history of Ukrainian art, | aimed at changing the way students perceive it, comparing it with
Eastern and Western traditions, and analysing its strong and weak points without any reservations.
And of course, | recreated the historical background behind the artworks as it is crucial to me. The
context is a kind of wire that brings all artistic phenomena together. For example, when lecturing
about the art of the Kyivan Rus, | tried to avoid clichés and present pre-Christian and Christian art
as equally important traditions that shaped medieval Rusian art. Or, when exploring Renaissance in
Ukraine, | examine how Ukrainian, Italian, Polish and German traditions were interwoven at courts,
universities, cities and so forth.

Another important point in teaching and researching the history of Ukrainian art is presenting it
without excessive rhetoric and Soviet clichés.

Keywords: Ukrainian art, art history, course, lecture, context, art processes, world art.

[o HanucaHHs uiel nybnikauii s 3BepTanacs Kinbka pasiB i BXXe Ha sIKOMyCb eTani
30aBanochb, WO A BTpatuna Ty nepuy igeto, ska BUMHUKNA Mig Yyac NpovvMTaHHA HagaHoro
pepakuieto nepeknaay crarTi E. [lombpixa «Po3aymu npo BUKNaAaHHS MUCTELTB Y Xy[AOXHIX
wkonax. Jlekuis, npounTaHa 4 ciyHs 1966 poky» (['omBpix 2022). MicTU4HE MUCHEHHS
BBIMKHYNOCS 1 3anponoHyBarno iHWWin Cnocib, Wo He 3BOMikaHHS, a HawwapyBaHHSA 06CTaBUH
BiKNanu uen TeKCT Ha NoTiM. 3apa3s NOsSICHIO YOMY, ICTOPI0 MUCTELTBA s BUKNagato Bxe 14
pokiB, gocuTb 6arato, a nepeg TUM LWEe HaB4YaHHSA | acnipaHTypa, NOTiM napanenbHa
npakTuka Ha 10 pokiB B aTpuOyLjii Ta eKCnepTHin ouiHUi TBOpIB MUCTELTBA Ta AucepTauis.

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2022.2(14) | 39



SPECIAL ISSUE

BaraTo, npaBaga? [1ns nepesaBaHTaXXeHHA Ta NEepeoCMUCIIEHHS B poboTi cTana 4acTkoBO
AEKpeTHa BignycTKa, a CKopLle BXe no4vaTok pobotu nicna Hel. [ns uboro notpibHo 6yno
OHOBWUTM Mporpamu, cunabycu, npeseHTauii, TakoX HanucaTum HOBI, a came 3 icTopii
YKpalHCbKOro MmUcTeuTBa AN1s CTYAEHTIB XyOOXHUKIB. [lapanenbHO A npoBoauna HaykoBe
acucTyBaHHS ceMiHapy Yy BigeHcbkomy yHiBepcuTeTi oHnanH. | nicna npodntaHHa nekuii E.
F'om6pixa st no6aymna 4iTky aHanorito y nekuii npodecopky 3 BineHcbkoro yHiBepcuTeTy. Lie
BCTYN O Kypcy, i3 3aUiKaBNeHHAM i YiTKOI BKa3iBKOK 40 HAaBYaHHS.

ICTOpil0 yKpaiHCbKOro MWCTELTBA, OKpeMi 11 nepiogn A BuUKNagaw ONa CTyOEeHTIB
MUCTeUTBO3HaBLiB JIbBIBCbKOI HaLioHanbHOI akagemii MucTeuTB BXe Oinbwe 10 pokis. B
LbOMY HaB4YanbHOMY poui (2022-2023) oTpumMana HOBe 3aBAaHHA | OOCNIAKEHHS, Kypc
iCTOpIl YKpalHCbKOro MuUcTeuTBa AN CTYAEHTIB TBOPYMX HaNpsIMKiB, TOBTO XyOOXHUKIB. |
skpas ctatTa E. l'omBpixa cTana BY4aCHO iHCTPYKLIEIO, 6O Ayxe 4acTo crnepeyaloTbes Mix
BUKNaga4yamu icTopil MucTeutrBa i cTydeHTamu. Tema cynepeyok, Le HexTyBaHHS
npegMeToM, GaxkaHHs BiAMOBUTUCH Bif OUiHIOBAHHS, ab0 MakcMMaribHO MOro nocrnabutu.
[Oyxe Bny4yHuMu € crnoea npodecopa E. [omBpixa: «4oMy icTOpil0 MUCTELTB BapTo
BUKNaZaTh sk NpeaMeT, OLiHKa 3a sKui nge B gunrnom. Bignosigb ykpan npocTa: noro tTpeda
BUKINagaTu, agke Le HeBigginbHa YactuHa guninomy, Sk Ncuxosoris OCBiTK chnif Buknagatum
Ha Kypcax nigrotoBku BYMTENiB, 060 y cepTudikatax, ski OTpUMYHOTb IX BUNYCKHUKK, Byne
3a3HayeHo, LU0 BOHW 3acBOINM Uen npeameT. |HWuMK crioBamu, BOMOAIHHA AUMNITOMOM
nepenbdavae, Lo NOro BIaCHUK TPOXM 3HAETLCA Ha iCTOPIl MUCTELTB» (r'0|v|6pix 2022, c. 7).

Micnsa uboro A ctana ogepXXUMOL0, SiK MoKasaTu i po3kasaTty NPo YKpalHCbKe MUCTELTBO
Tak, Wob CTyQeHTM NOro 3auiHUNK | XOTinn BYMTUCL? He Bce Tak Byno igeanbHo, BENMYE3Hy
KOPEKTUBY BHecna BiHA, BIOKNIOYEHHS €neKTPOeHepril Ta TEeXHiYHi  TpyaHOoLL,.
HepockoHana, ane kapTvHa, 9K 3auikaBUTU YKPAiHCbKMM MUCTELTBOM 3 BakaHHAM [0
BMBYEHHS | aHani3y BinbLU-MeHLU cknanachb.

3BnyarHo, 6Garato YyKpaiHCbKMX MWUCTEUTBO3HaBUIB Ta nNegaroris  HamarTbCs
SIKHaMBUYepnHiwe nogatyv maTepian i B Takin cuTyauil MOXHa BTpaTUTU iHTepec OO
npegMeTy 1 nepesaBaHTaXuTU iHopmauiero. Llen kypc nekuin 3 ictopil ykpaiHCbKOro
MuUcTeLTBa ANS CTYOEHTIB TBOPYMX HanpsMKiB MaB OyTu Takum, WwWob «naHawadT»
YKpaiHCbKOro MucteuTBa 6yB ANs HUX 3pO3YMINUM i LLiKaBUM i NO Ui KapTi BOHX BNEBHEHO
pyxanuch i HaHW3yBanu HOBI 3HaHHA. YoMy Le Tak BaXnvMBO ANSA YKPAIHCbKUX CTYOEHTIB
XyOoXHUKiB? [ns Toro, wob agekBaTHO PO3yMiTM CBOE MiCLe B CBiTOBOMY MMWCTELTBI,
PO3YyMiTM OOCTaBUHW, «KYNbTYPHUA LWap» SKAA TPaHCNIOETLCS, Ta YHUKHYTU XMOHOro
YSABMEHHS BlaCcHOI yHikanbHoOCTI. [na noyaTtky Tpeba BigknHyTK nadpoc i Taky ynobneHy 3
panstHCbKMX YaciB «CiNbCbKY TEMaTUKY» YKPAIHCLKOro MUCTeLTBa, ANns Toro, wob agekBaTHO
3pO3yMIiTM MicLe YKpalHCbKOro MUCTeuTBa B CBITOBOMY KOHTEKCTI. Y Ui cuTyauii, xo4y
3ragaTtu yKpalHCbKMX KnacuKiB SOCMigHMUTBA Ta BUKIAA4aHHA icTOpil MMCcTeuTBa noyaTky
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XX cronitta — Omutpa AHToHoBMYa™, Mukonu lMNonybus®™ ta Bonognmupa 3anoseubkoro'®
(CtedpaHuwmnH 2011). KoxeH i3 HUX B CBOIX OOCIIKEHHSX BU3HaA4YaB MicLe YKpalHCbKOro
MUCTELTBA, BUOKPEMITIOKOYN YN NPUEOHYIOMM 40 MUCTEeLUbKUX npouecis 3axoay i Cxogy. Lle
OyB 0COONMBO BaXKNMBUIN MPOLIEC, OCKINbKM BCe «yKpaiHCbke» nepebyBano B CKnagHUX
MiXKOepKaBHUX Ta NONITUYHMX KaTakrlisamax i BUboproBano CBill OKpemMun ctaTyc.

Hanpuknag, metoto gocnigkeHbs [. AHTOHOBMYA Byno BU3HAYMTU Micue YKpalHCbKOro
MUCTeLTBa Y €BPOMNENCLKOMY KOHTEKCTi, 3 PO3YMIHHSAM NOro «caMoByTHOCTi» (AHTOHOBUY
1923). Y [OCnigKeHHAX YKpaiHCbKOro MMUCTeuTBa OpiEHTYBaBCA Ha €BPOMENCbKY
nepiogmsauito Ta Mucteubki npouecu. Mukona [onybeub CROKiMHILWE MNPOBOAMB Taki
napaneni, HaronoLlyBas, L0 B yKpaiHCbKOMY MUCTELTBI BaXKNMBMM € BB BisaHTil, a Bxe
notim €sponu (fonybeup 1922). MwucTteyTtBo3HaBeub Bonogumup 3anoseubkui 6yB
KpUTudHMM o Teopin [. AHToHoBM4Ya Ta M. lonybud, i K nocnigoBHWUA NpeacTaBHUK
BineHcbkoi  wkonu icTopii mMucTeuTBY KOHLEHTPYBaBCA Ha NaMsTKax, KOHTEKCTi ix
CTBOPEHHS Ta XyQOXHIX AKOCTAX (3anoseubknin 1925).

YKpaiHCbke MUCTELTBO € LikaBe came TUM, Lo 3HaxoauTbes Mixk Cxogom i 3axoaom, a
He Ha MapriHeci 3axody, SKMM BUMMsiAae 3 TOYKW 30pYy iCHYBaHHA CTUMIB Ta aHaniay
OCHOBHUX NamM'aTok. Moe MeTol Yy BMKNagaHHi icTopii ykpaiHCbkoro mmucteutsa 6yno
AKpas 3MIHWUTM NOMMS4 CTYOEHTIB Ha YKpalHCbKe MUCTELTBO, CMiBCTaBNAKYM MOro 3i
CBiTOBMM, 6€3 CTpaxy OKpPecnmBLUM CWUIbHI i cnabki CTOPOHW. | KOHTEKCT, icTopid, mMos
yniobneHa 4actuHa nekuii, BBaXkald € SKpa3 TOK KUIKOK, Ha SKY BXE OfsratTb BCi
MUCTeLbKI aBuLLa, nogil Ta nam'aTkn. Hanpuknag y npeseHTauii mucteytsa Kuiscbkol Pyci
[YXe XOTINOCb YHUKHYTU («TONMOYKIBCbKUX»'®) iCTOPUYHUX Knille, a 6a4nTu PiBHOLIHHO

1 OMUTpo AHTOHOBWMY (1877-1945) — MUCTELTBO3HaBELlb, ICTOPUK TeaTpy, MPOMaACLKO-NOMITUYHUIA Aiad,
rpacpik. Buknagas ictopito mucteytsa y MysunyHo-gpamaTudHin wkoni im. M. JluceHka (1912). Buctynas sik
KPUTUK Y  KWIBCbKMX >XypHanax«KueBckas crtapuHa», «[3BiH», «CanBo», «JlitTepaTypHO-HayKoBUNA
BiCTHUK».OguH i3 gisdiB LieHTpanbHOi Pagu (reHepanbHUIn cekpeTap MOPCLKMX Cnpas, MiHICTp MUCTELTBA).
OpavH i3 3acHoBHUKIB YkpaiHcbkoro BinbHoro YHiBepcutety y [pasi, npodecop icTopii mucteuTsa i 1oro
pektop. [onoBa YKpaiHCbKOro icTopu4yHO-hinonorivHoro ToBapuctea B [lpasi (1923-1945). ABTOp
MoHorpadincEcteTnyHe BuxoBaHHs LeB4yeHka» (1914), «YkpaiHcbke mucTeutBo» (1923), «Tpucrta pokis
yKpaiHCcbKoro Teatpy. 1619-1919» (1925), «T. LUeByeHko sik mangap» (1937), npaub, NPUCBAYEHUX TBOPYOCTI
OnekcaHapa Mypaluka, AHa CtaHicnascekoro, AmuTtpa Beanepyoro, Tumodpia bonvyka Ta iH.

> Tony6eub Mwukona (1891-1942) — iCTOPUK, MUCTELTBO3HABELb, MUCbMEHHMK ByB akTUBHUM Adisuem y
rpomagcbkomy Ta niTepaTtypHO-MUCTELILKOMY XUTTi [anunuuHn. Y 20-x pp. XX cT. — uneH komicii HTLL 3 icTopii
MUCTeuTBa, OAMH 3 opraHisatopiB Acouiauiil He3anexHuUxX yKpaiHCbKMX MUCTLIB. [0fioBa ChifikKU YKpaiHCbKMUX
XypHanicTis. BugaeaB Ta pegaryBaB nepioguky, 3okpema «CaiT» (1917-18), «LLUnaxu», «XKutrs i MucteuTBo»
(1920). ABTOp nNyGMIUNCTMYHMX CTaTel NpPO MUCTELUbKY CTapoBWHY, iCTOPii YyKp. MucTeutrBa [obwu
cepegHboBivYs, HoBOro 4Yacy, cydacHMX MUTLIB, OTMSAIB XyOOXHIX BUCTABOK.

6 3anoseubknin-Cac Bonoammup-Cepriit (1884 —1965) — iCTOPMK MUCTeLTBA, rPOMaACLKO-NOMITUYHUIA fisy.
UneH aBCTPIANCBLKOI LieHTpanbHOI KOMICIT 3 MMTaHb OXOPOHWU ICTOPUYHUX i MUCTELbKUX nam'atok y BigHi.
MpautoBae y Mysei Hapogo3HaBcTBa 1 BUKMNadaB icTopito MucTeutBa y BigeHcbkoMy yHiBepcuteTi. ABTOp
HW3KM npaLb Npo MUCTELTBO 1 eTHorpadito BykoBuHN.

7" BineHcbka LwKona icTopii MucTeuTBa — 36ipHWI TEpMIH AnA pyHOaMeHTanbHUX METOAIB icTopil MUCTeUTBa,
po3pobrieHux y BigeHcbkomy yHiBepcuTeTi. Lle HaykoBa eBontouisi 6GaraTbOx MOKoMiHb, Ae GaraTto BYEHUX
CNUPalTbCH Ha 3HaHHA CBOIX NOMEPEAHUKIB | PO3BMBaIOTL X Aani. XapakTepHO PUCO0 LLKOMW € HAMaraHHs
3banaHcyBaTM Teopito i npakTuky. Mawike BCi BM3HaYHi npencTaBHUKM BigeHCbKOI LWKoOnMM Hamaranucs
noedHyBaTM akadeMivyHy Kap'epy BMKNadadiB yHiBepcuTeTy 3 pecTaBpauiiHol poboTold B My3esx i
30epexeHHsaM nam'aTtok. TepmiH «BigeHcbka Wwkona icTopii mucTeuTBa» Bneplue Bukopuctas OT1T1o BeHew y
1920 poui Ta HabyB LUMPOKOro MOLUMPEHHST 3aBaAsku TpakTaTy HOniyca ¢oH LUnoccepa 3 icTopii Haykmn 1934
POKY.

¥ Metpo MeTtpoBuy Tonouko (1938) — ykpaiHCbKUIA HaykoBWUIA Aisd, icTopuk, npodecop. Bigomuii ceoimu
NPOPOCINCLKMMK NornagamMu, 3oKkpeMa 3anepedyeHHsM [onogomopy Sk reHoumay ykpaiHuiB Ta BBaxkae cebe
YACTUHOK «pPOCINCLKOro CBITy». ABTOp ONU3bKO YMCMIEHHUX HAyKOBUX Mpalb, MOHorpacin, cepen sIKUX
«lcTopuyHa Tonorpadis crapogasHboro Knesa» (1970), «[pesHuin Knee» (1983), «lcTopuyHi noptpetn» (1991),
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OOXPUCTUAHCBKE MUCTELTBO Ta BMIMB  XPUCTUSIHCTBA Ha  (POpPMYyBaHHS
XyOOXHBbO-MPOCTOPOBOrO  cepepoBuia ykpaiHcbkoro CepegHboBiv4Ys. PeHecaHC B
YKpaiHCbKOMY MUCTeLTBI ByB i iTaniiCbknMm, i HiMELbKUM | YKpaiHCbKMM, a NOMbCbKi KOPOni,
yKpalHCbKa LWngaxTa, nepui yHiBepcuTeTwn, Ko3auTBo bopmyBanu cepefoBulla, Yy SIKUX
pPO3BMBANOCH KHUrOAPYKYBAHHSA, >KMBOMWUC, CKynbMTypa, apxitektypa. Ha doHi
MYNBTUKYIBTYPHUX SABULL, YKpATHCbKa ikOHa BUHMKAE TPAHCITHOE CTaTyC | XapakTep yKpaiHuiB.
Mpo Benn4y  ykpaiHCbkoro 6apoko Ayxe 6arato roBopuUTb AiSNbHICTb | MeLeHaTCcTBO
reTbMaHiB Ta MUTPONoONuTIB, po3bynosa Knesa, MoHacTupiB Ta xpamiB CxigHoi YkpaiHu. Ha
Mi nornsag, yKpaiHCbKe MUCTEUTBO YaciB [eTbMaHLLMHN € Oy)Xe aBaHTIOPHUM i CMINuBKUM, a
TaKoX TpariYHMm B APYrin NOoNoBuHiI XVII — noyaTky XVIII CT. Ans yKpaiHCbKOT AepXXaBHOCTI.
HacTynHi gBa CTONITTA yKpaiHCbKe MUCTEUTBO iCHyBano B MeXax ABOX iMMepin B Pi3HUX
dopmax: Bif npuctocyBaHcTBa Ha Cxoai 00 6inbll CMINMBOro BUpaXeHHs Ha 3axogi
YkpaiHn. | Bxe cTunb ceuecis cTaB CUNol MOBU cBOOOAMW, BUSIBOM HaLiOHANbHOro
noTeHuiany i yKpaiHCbKe MMWUCTELTBO HapewTi CUHXPOHi3yBanocb 3i ceiToBuMM. [lepuly
TpeTnHy XX CToNiTTA HamararCb BCECTOPOHHLO NPe3eHTyBaTu cTyaeHTaMm, 60 ue Bubyx Ha
CBITOBIN apeHi, i M. bonyyk Ta noro wkona, I'. Hap6yT, 1. bypntok, K. Manesuuy, C. [lenoHe,
M. MNpunmayeHko Ta 6arato Garato iHWMX TanaHOBUTUX IMEH, SKi CTyAeHTaM Crig 3HaTH |
PO3YMITW TXHIO pOSib B CBITOBOMY MUCTEUTBI. A AyXe 4acTO HarofnoLwyl Ha LbOMY, LLO ue
TaKOX i IXHE 3aBaHHA Bi4BOMOBYBATW HaLUi iIMeHa, 3anMaTn PENTUHIOBI NO3KULiT B CBITOBOMY
mucteuTsi. He nuwe nodutn, 60 BOHO yKpaiHCbKe, a pyMHYBaTU pagsHCbLKi CTEpeoTUnn Ta
BiOKpuBaTKN HOBI Ta HecnoAiBaHi akTun.

Ansa yboro Tpeba Byt npodpecioHanom Ta iHTenekTyanowm, a 6e3 ictopii mucTeyTBa Le
HEMOXNKMBO, 60 ByTN XyOOXKHMKOM i HE 3HATWM iCTOPIT MUCTELTBA, LUe K BoAin 6e3 cTaxy Ta
He3HaHHS NpaBu AOPOXHBOro PyXy. | KOXKHOro pasy HaronoLwyk Npo HeOBXigHICTb 3HAHHSA
MOB, x04a 6 aHrmincbKoi, Le ABepi B CBIT, Big nepndepiiHOCTI 40 AOBrooYiKyBaHOro BUXoay
Ha MbKHapOoOHY CLEHy.
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Yomy mpeba eue4amu icmopiro ykpaiHCbKO20 Mucmeymea
cmydeHmam-xy0oxxHuUkam. Pegpnekcii Ha «Po3dymu npo euknadaHHs1 icmopii
mMucmeyme y xyOQoixHix wikonax. Jlekuisi, npoyumaHa 4 ciyHs1 1966 poky» E.X.

F'om6pixa

lMowmosxom 00 HarnucaHHsi cmammi cmanu «Po3dymu npo euknadaHHs Mucmeums y
XyOOxHiX wkonax. Jlekuis, npoyumana 4 ciyHs 1966 poky» E.X. Fombpixa, siKi CIoOHyKaoms
00 nepeensady enacHUx MemoOUK suKknadaHHsI icmopii Mmucmeumea, a maKkoX CrlIOHyKaHHS
cmydeHma 00 Hae4YaHHS. Icmopito yKpaiHCbKo20 Mucmeuymea euknadar 8 JlbeiechKill
akademii mucmeuyme exe b6inbwe 10 pokie, nepedycim Ons mucmeymeosHasujis. [ns
cmydeHmie meop4ux Harnpsmie uel suknad npedmemy riposoduscs snepwe. Came npoyec
nidzomyesaHHs1 00 niekyii, po30ymu Had mum, siK 3auyikaeumu cmyOeHmis, Hanawmysamu ix
Ha 8uUB4YEHHs1 npedmemy cmasio memoro cmammi. Beaxaro, wo icmopito mucmeuymsa,
YKpaiHCbKO20  30Kpema C/i0 rnpe3eHmysamu Pi3HOCMOPOHHLO, 3  ypaxy8aHHSIM
icmopu4Ho20 KoHmekcmy, erugy Cxody ma 3axody.

YKpaiHcbke mucmeumeo € uikage came mum, Wo 3Haxooumscs Mixx Cxodom i 3axoOom, a
He Ha MapeiHeci 3axo0dy, sKUM guarisidae 3 MOYKU 30py ICHy8aHHS cmurslie ma aHarisy
OCHOBHUX ram'ssmok. Moero memoto y suknadaHHi icmopii ykpaiHcbko20 mucmeuymea 6yro
fKpa3 3MiHUMuU rnoasnsi0 cmyOeHmig Ha yKpaiHCbKe Mucmeumeo, criiscmassisodu tUo2o 3i
ceimosuM, 6e3 cmpaxy oKpecruewu cusbHi i criabki cmopoHu. | KoHmMeKkcm, icmopis, Mosi
yrobrieHa YacmuHa eKuii, eeaxkaro € SKpa3 MoK XKUJIKOK, Ha 5Ky eXe odsearomb 6Ci
mucmeubKi feuwa, nodii ma nam'amku. Hanpuknad y npeseHmauji Mucmeymea KuigcbKkoi
Pyci Oyxe xominockb yHUKHymMuU icmopu4HUX Kriwe, a ba4umu pieHOUiHHO O0XpUCMUSIHCbKE
Mucmeumeo ma ennue xpucmusiHcmea Ha @OpMye8aHHS XyOOXHbO-MPOCMOPO8020
cepedosuwja ykpaiHcbko2o CepedHbosiyysi. PeHecaHC 8 yKpaiHcbkoMy mucmeumsi 6y i
imanitcbKum, i HiIMeUbKUM | yKpaiHCbKUM, a rosfibCbKi KOPOs, yKpaiHCbKa wisxma, nepuwi
yHieepcumemu,  Ko3auymeo  ¢opmysanu  cepedosuwia, Yy SAKUX  po3eusasiocs
KHU200pYKYy8aHHS, XXUBOIUC, CKyrbrmypa, apximekmypa.

Baxxnueum MOMEHMOM y 8UBYEHHI icmopii yKpaiHCbKo20 Mucmeumea € aHasnia ma
npeseHmauis npouecie 6e3 naghocy ma padsiHCbKO20 Hapamusy.

Knro4yoei cniosa: ykpaiHCbke Mucmeumeo, icmopisi Mucmeumea, Kypc, JIeKuisi, KoHmekcm,
MucmeubKi rnpouyecu, cgimoge Mucmeymaeo.
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'OMEBPIX, YKPAIHA TA IHLLA HAYKA NPO MUCTELTBO
CredpaHia lemuyk
Gombrich, Ukraine and Another Science of Art
Stefaniia Demchuk

The essay discusses the state and the prospects of Ukrainian art history and its relationship with
the so-called ‘Art studies’. It offers insights into the origins of the notion of art studies imposed by
the Soviet authorities to replace the ‘bourgeois’ theory and history of art which flourished at the
beginning of the 20™ century in Ukrainian universities. The introduction of art studies meant the
growth of the rift between Soviet scholarship and the rest of the world. This first shift was followed
by acts aimed at provincializing Ukrainian scholars through censorship and limited access to
publications and fellowships.

The long-awaited independence of Ukraine has changed much neither in approaches to teaching
the history of art at art schools and academies nor in the methodology of scholars. The science of
art in Ukraine remains to a large extent outdated, rooted in connoisseurship and formal analysis
and sometimes even confused with art criticism. Ernst Gombrich’s lecture of 1966 pointed to the
importance of tackling political, social and economic circumstances that impacted artistic
development while teaching art history. His conclusions despite seeming obvious are still to be
taken into account in Ukrainian realities as the attitude towards history in art academies remains
rather superficial and condescending as to a ‘science of facts’, which completely ignores the last
decades of methodological pursuits of historians and art historians.

Going back to the notion of theory and history of art as a discipline that should be taught and
researched as well as tackling linguistic obstacles and re-inventing methodology might help to
overcome the divide between Ukrainian scholarship and their foreign peers and make research
conducted in Ukraine and/or by Ukrainian art historians visible to the European and global art
community. It, too, will mean the beginning of another science of art in Ukraine.

Keywords: art history, art studies, historiography, Ernst H. Gombrich.

Ak BapTo BUKNagaTtu ictopito mucteyTs? Lle, Ha nepwunin nornag, NpocTe 3anuTaHHs,
ske EpHcT ['omBpix nMoknaB B OCHOBY CBOEi NeKLii 1966 POKY B YKPaiHCLKOMY KOHTEKCTI
3BY4MTb 30BCIM He BaHanbHO. ['oMBpix neperiMaBcst TUM, LLIO B XYAOXHIX akageMisix 3amicTb
iCTOpil MUCTeUTB CTYAEHTU CryxalwTb 3HaABEUTBO — iCTOPIil0 CTUMIB Ta MaHep OKpeMUX
XyOOXHUKIB. ba 6inbLue, XTOCb BUCTYNAaE i NPOTU LIMX KyLMX OCHOB NpeaMeTa, BBaXatouu, Lo
3aMBi 3HaAHHSA NPO AOCSAMHEHHSs X NonepeaHuKiB 3allKoaAaTb IX KpeaTMBHOCTI, No36aBnsTb
TBOPYICTb CMIOHTAHHOCTI Y/ HAIBHOCTI.

B YkpaiHi guckycis npo HeobxigHICTb iCTOpil MUCTEUTB B 3aknagax XyAoXKHbOI OCBITH
He € TaKoK akTyarnbHOKW. AHTWUIHTENEKTyasnisaM Xo4ya 4YacoMm i cnanaxye y TBOpYOMY
cepenoBuLli «HeBepbanbHUX» TUNIB, OAHAK He € MeWHCTpiMHMM. BogHodac noTtpeba B
00roBopeHHi MeToAiB BUKITaAaHHA camMol AUCLUUNIIIHW € HaranbHOH.

Hapasi MoxHa BMOKpPEMWUTW AeKinbka npobnem: TepMiHonoriyHa nnyTaHuHa, SKOI
aHIMIOMOBHE cepefoBulle Mae wacTta 6yTn no3baBneHuM; Mamxe TOTanbHa Bi4CYTHICTb
TEOPETUYHOI CKNaLoBOI 3HAHHA MPO MUCTELTBO (i4eTbCA Npo MeTodornorio i Metoaun); Ta
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NoNApU30BaHICTb BMKNagaLbKuUX cTpaTerii, ska € npssM1MM HacniakoM pagsaHCbKOT OCBITHLOT
cuctemn. [1o3Bonto cobi MPOSACHUTM YCi TPM aCNeKTM OKPEMO, XO4a BOHN € 0COBaMM OAHIET i
Ti€l camol CyTHOCTI.

Omxe, B yKpalHCbKih MOBi Ta OCBITHIN CUCTEMi CMIBICHYIOTb [Ba TEPMiHU — iCcTOpIs
MUCTEUTB |  MMUCTeUTBO3HABCTBO. Ha  CBiTaHKy  iCTOPMKO-MUCTELbLKOI  OCBITHY,
MUCTELTBO3HABCTBA Ha rOpPU3OHTI He Oyno nomiTHO. YKpaiHCbka icTopia MucTeuTs
3apogunack B XIX cT. y TpbOX KrnacuyHux yHiBepcuteTax Kuesa, Xapkosa n Ogecu. Tak,
came VYHiBepcuTeTH, a He XydoXHi akagemii (KumiBcbka 6yna 3acHoBaHa BXe B
paHHbOpaAsHCBbKY Ao06y) cTanm KonmckaMy Hayku, WO Big cepeauHu XIX cT. wupunace i
esponencbknmm 3BO. Big BigkpntTa IMNepaTtopcbkoro yHiBepcuteTy iMmeHi Ce. Bonogmumumpa
(HMHI KniBCcbKkMin HauioHanbHWMn yHiBepcuTeT iMeHi Tapaca LLesyeHka) y 1834 poui y HbOMy
AisiB KabiHeT KpacHUX MUCTELTB 3 KOMisiMK Ta OpUriHanbHUMK TBOPaMm, KOHICKOBaAHUMU Y
po3dopmoBaHoro nicnsa MNMonbcbkoro noBcTaHHs KpemeHeubkoro niueto. Y 1875 p. Ha Gasi
KabGiHeTy cTBOpMNKM NOBHOLHHY kadbeapy Teopil Ta icTopii MmucteuTs. lNpodecopamm Ha Hin
cTanu sik «iMnopToBaHi» 3 [NeTepbypry HaykoBLi (aK AgpiaH lNpaxoB.), Tak i MicLeBi, KUIBCbKi,
iICTOPMKM MuUcTeuTBa Ha Kwrtant [puropia [MaBnyubkoro. HaykoBi CTyneHi y uen 4ac
NpUCcBOIOBanu 3a Ha3Boto kadpeap, Tomy MNaenyubkun 6yB maricTpom, a NoTiM i npogecopom
Teopil Ta icTopil MMCTeLTB.

Cxoxmn  wnax nporwnm  XapkiBcbkn Ta Opecbkuii  YHIBEPCUTETW, SAKI 3MOrMnun
cthopmyBaTh cunbHi i B3aemonos’a3aHi wkonu. Hukogum KonpakoB 3poctuB y Opeci
MOKOMIHHSA ICTOPUKIB MUCTEUTBA, i3 SIKMX, YaCTUHa SAKUX $K, Hanpuknag, €rop Pegin,
nepebpanacb Ao XapkoBa. HaBiTb NnoBepxHEBE 03HANOMIEHHSA 3 AopobKoM [MaBnyLbKoro,
PegiHa un ®epopa LLmiTa go3Bonsie 3po3ymiTy, WO yKpaiHCbKa Hayka He Gyna wie BigipsaHa
Bi eBponencbkol. HaykoBLUi BiflbHO NOCUATbCA Ha CBOIX HIMELbKMX Ta aBCTPINCBHKUX
Koner, 3BepTalTbCA A0 SK OO0 MUTAHHA XYOOXHIX B3aEMOBIMIMBIB, OMUCIB KOHKPETHUX
namMm’saTok, Tak i [0 TEOPETUYHUX MUTaHb Ha KWTanT CTPYKTYPWU XYOOXHbO-iCTOPUYHOrO
npouecy. | ue Bce We He MUCTELTBO3HABCTBO — LN TEePMiH Hide He BXMBAETbCS, OKpPIM,
MabyTb, NOOANHOKMX BUNAAKIB y MPMBATHIN Nepenncu,.

[MepenomMHMM MoMeHTOM cTae PeBontouis 1917 p., Bigkonu pagsHcbka Bnaga nodyana
NNaHOMIpPHO BUHULLYBATW YHIBEPCUTETCbKY HayKy. Teopis Ta icTopis MUCTeLTB He cTana
BUHATKOM. YHacniiok HOBOI MoniTUKKM, kadpenpa Teopii Ta ictopii MucteuTs i3 KMiBCbKOro
yHiBepcutety 6Gyna nepeHeceHa y HOBO3HACHOBaHy YKpaiHCbKy akagemito mMucteuTsa
(tenep HauioHanbHa akagemiss obpas3oTBOpYOro MuCTeUTBa i apxitekTypu). Ha cawri
HAOMA, opgHak, 3acHyBaHHa YAM  HasuBawTb  «MNepedyMoOBOK  OpraHisauii
MUCTELTBO3HABYOl OCBITU B YKpailHi», TaKkTUYHO 3abyBatoun MNpo XapKiBCbKY, OOECHKY i
KMIBCbKY Kadbeapw, siKi fisinn 3a 4eCATKM pOoKiB A0 TOro.

OpgHak pagsHCbKi 3MiHWM nonsdranyM He TiNbKA Yy «BUFHaHHI» iCTOpIl MUCTeuTB 3
yHiBepcuTeTiB B akagemil. HacTynHumM KpokoM cTana yHidikauia npouecy HadaHHs
HayKOBUX CTyneHen. Y pagsaHCbKOMY Krnacudgikatopi cneuianbHOCTEN, 3aTBEPLXEHOMY Y
1937 poui, 3'aBnsieTbCA cneuianbHICTb «MUCTELTBO3HABCTBOY, LLIO 3aMiHA€E BiATOAI TEOPItO
Ta iCTOpito MUCTEUTB Ha AepxaBHOMY piBHi. Lle BigaineHHA 3HaHHA Npo MUCTEUTBO Bif
iCTOpIl (a mopeBontoLINHI Kadeapun Aisny Npu iCTOPUKO-ginonorivHomMy dakynesTreTi), CTaHe
KPUTUYHUM ONs1 PO3BUTKY HayKu B YKpaiHi.

BoueBungb, MeTa BUOKPEMITEHHHA «MUCTELTBO3HaBCTBa» Byna 6naropoaHo — Hagatu
ANCUMNNIHI CaMOCTIMHOCTI Big iHWMX, 3pobuTn 3 Hel caMoaocTaTHO Hayky. [poTe, €K
3HaOTb YCi, XTO BMBYAB iCTOPil0 HaykM B LiNoMy, cydikc «3HaABCTBO» He nepenbayae
TEOPETUYHOI aBTOHOMII ANCUUNAIHM Ha BiAMIHY Bif «Norisi», ane BKasye Ha Il npuknagHun
xapaktep. IM’s cnpaBgi ctano 3Hakom, 3a [1naBToM, i «MUCTELITBO3HABCTBO» HE 3MOIo
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NiAHECTUCA A0 TEOPETU3YBAHHSA, BNACcTUBOro A0PEeBONIOLINHUM HaykoBusM. Came CnoBo €
KanbKOK 3 POCIMCbKOro «MCKYCCTBOBEOEHUS», AKE, B CBOK Yepry, Npopocro, BOMEBUADb, 3
HiMeubKoro «Kunstwissenschaft», agpke Hayka 0o 1917 poui Hacnpaeai 6yna ayxe TiCHO
noe’sisaaHa 3 HIMELbKOMOBHWM CBITOM, aX [0 TOro, WO [AesiKi KypCcu B YKpaiHCbKUX
YHiBEpCUTETaX YNTANUCh HIMELLKOHO.

Mpote Hi B HimeyyunHi, Hi B ABCTpPil HEMae «MUCTELTBO3HaBLIB», a € TiflbKK
«ICTOPUKK/ICTOPUKMHI  MucTeuTBa»  («Kunsthistoriker*innen»).  BigeHbCbkuUM  iCTOPUK
MUCTeUTBa MakcuminiaH XapTmyT, Hamarar4ncb NPOACHMUTM  ChiBiCHYBaHHS
«Kunstgeschichte», «Kunstiwissenchaft» i «Bildwissenschaft», 4iNWOB 4O BUCHOBKIB, WO iCTOPIA
MuCTeuTB («Kunstgeschichte») )OKyCyeTbCA Ha foKauii TBOpPIB MUCTELITBA B €BOSTHOLINHMX
(icTopnyHUX) HapaTuBax, Hamarat4MCb NOEOHATU | MOSICHNTU €CTETUYHI IKOCTI Kpi3b Npu3mMy
KOHTEKCTY (Hartmuth 2017, p. 38-39). OTXe, BOHa 30cepekeHa Ha 06’ekTax.

MwucTteuTBO3HaBCTBO («Kunstwissenschaft») BumBYae cyb’ekTn kpisb 00’ekTn. BOHO
po3rnsgae MUCTEUTBO SK MO3aiCTOPUYHY KaTeropito, MiaKopeHy BracHin noriui (Hartmuth
2017, p. 38-39). o cyTi, Kunstwissenchaft Mmae NnponoHyBaTn NEBHY TEOPItO | BAKOPUCTOBYBATH
KOHKPETHI 06’ekTK K 1T NiaTBEpPAXEHHS, NoAidHO Ao Toro wo pobus we MeHpix BenbdniH 3
noro OiHApHMMKM oONO3ULiIAMK Ta icTopield mMucTeuTBa 6e3 iMeH Ha npoTtmBary ictopii
XYOOXHUKIB 3aMiCTb iCTOPIT MUCTELTBA, SIK TO 6aunB F0M6pix. Take 6a4eHHs Kunstwissenchaft
OinblUe BignoBsigae Teopii MUCTeUTBa, HiXK MUCTELTBO3HABCTBY B MOro TENepillHin opmi.
«Bildwissenschaft», y cBol 4epry, BuBY4a€e 00pasn €K KOMYHiKauUilHi geBancn, He
JPOKYCYHUNCH Ha TX eCTETUYHNX AKOCTAX (Hartmuth 2017, p. 38-39).

[MoAcHeHHA XapTMyTa A403BOSISiE CNIBBIAHECTU HIMELLKY TEPMIHOMONIED 3 TEPMiHAMM i
peanisiMyM aHrnoMoBHOI | d)paHKOMOBHOI icTopiorpadii, Ha BiAMIHY Bi YKpalHCbKOro
«MUCTELITBO3HABCTBa», sIke KOXHUW nepeknagae BiAnoOBIAHO OO CBOIX BAACHUX HaxwniB i
ynogob6aHsb.

Uomy ykpalHCbKMin TepMiH He nigaaeTbesa nepeknagy? He yepes MOBO3HaBYi acnekTu,
ane 4epes BIOCYTHICTb uiTKOro 6ayeHHs WMOro HamnoBHeHHs. B igeanbHOMY CBITI
MUCTELTBO3HABCTBO Mae OyTu napaconbkoBMM TEPMIHOM Asl TeOopil Ta iCTopii MUCTELTB.
Lle ninTBepaxye i Ha3Ba (akynsrery HAOMA 3 noro ogHorMeHHow kadpegpoto. Npote
Ayaniam Teopii Ta icTopii, Ha Xarnb, iCHye nuwe Ha nanepi. [Jo3BoN HaBeCcTU iCTOPIlO 3
BNacHOro «apxiBy»: y po3MoBi 3 nNpodecopomM, AOKTOPOM MUCTELTBO3HABCTBA Ta HaBiTb
akagemikom, s nodvyna sanutaHHa «Hagiwo Bam 3anMmaTucs MUCTELTBO3HABCTBOM, BU XK
icTopuk!» lNMokn s nigbupana cnoBa Ans BiAMOBiAi, BiH NPOAOBXMB, WO inocodia um
apxeosoris MalTb 3 MUCTELTBO3HABCTBOM BinbLUe CninbHOro, Hix ictopia. Yn He mana 6
HaTAKaTK Ha CMOPIgHEHICTb CMOBO «iCTOPIA» B «iCTOPIT MUCTELTB» 3aNMLLMIOCh HEBIAOMMUM.
3BICHO, S He BWKOPUCTOBYK MepPCOHanbHYy ICTOPIID $SIK HAyKOBUW aprymeHT, ane sk
iNntoCTpauito NEeBHOrO0 XOA4Yy MMUCIEHHS, HeBigpedekcoBaHOCTI CMiBBIAHOLWEHHS [ABOX
TEPMIHIB | AUCUMUNAIH, SIK B AOCIAHULBKIW, TaK | BUKNagaubKin NpakTuui.

TyT MeHi xoTtinoca 6 nepentv go npobnemu Teopii 4 6 nak ii BiACYTHOCTI.
MwucTeuTBO3HABCTBO Mae BKIOYATK TEOPIi, NpoTe Big ocTaHHix npaupb Pepopa LmiTa,
HanucaHMx CTO POKIB TOMY, YKpalHCbKi MUCTELTBO3HAaBLi He CNpoAyKyBanu KOLHOI iHLIOI
anbTepHaTMBu. Ha 3aBagi LbOMy OOBro cTosinia 3yMMCHa MPOBIHLIMHICTb YKPATHCLKOT HayKu
npo MUCTEUTBO, WO Oyno 4acTUHOK POCINCLKO-paAsHCLKOT NONITUKM LeHTpanisauii. [o
1950-TMX akagemii MucTeuTBa He Manu BRnacHOl acnipaHTypu, LWo 3mywysBano abo
BUDKKATU | HaBYaTUCA Ta 3axuwiatnca y Mocksi un JleHiHrpagi. Mamxke noBHa BiACYTHICTb
NnocTadaHHA B yKpaiHCbKi BibnioTekn cydacHuUx 3aKOpAOHHUX Mpaub (MPUCYTHIX, OgHaKk,
3HOBY-Taku B Gibniotekax Mocksi i [eTepbypry), MOXIMBOCTEN 3aKOPAOHHUX CTaXKyBaHb —
BCE Le npu3Beno O TOro, WO YKpalHCbKi MUCTELTBO3HaBLi OpieHTyBanucs Mamxe
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BUKMIOYHO Ha camux cebe i pocincbkux koner. binblwe TOro, AocnigkKyBanocb Mawxe
BUKIHOYHO YKpalHCbKe MUCTELTBO — LLie OOWH acnekT NpoBiHuianidauil HayKu.

Bes koHTakTiB, 6€3 nitepatypu, 6e3 nepeknagis 3 eBponencbknx Mo, 6€3 cneuianicTis
i3 3aXiAHOEBPOMNENCHKOro Y1 CXigHOro MMUCTeLTBa YKpalHCbKe MUCTELTBO3HABCTBO HE Marlo
LUAHCIB Ha BUXig Ha TEOPETUYHUN piBeHb, 60 hakTnyHO Byno 3myweHo nepebysaTn nosa
KOHTEKCTOM CBITOBOI HayKu, Maroun 3a B3ipeLb nuule pocincbKo-paasHcbky. LieH3ypyBaHHS
TakoX He WO Ha KOpPUCTb MeTtogonorii pobiT, 3Boasym Oyab-aki cnpobu HanucaHHSA
couianbHOl icTopil 4o 1i BynbrapmsoBaHol OpMW, A€ «Hapo4Hi Macu» BUCTynanm
pKepernom Xy4oXKHbOro Nporpecy, a «iHWOoBIpLi» Ha KWTaNT NOMsiKiB — NOro TOPMO30M.

Mpobnema 3 Teopicto nopomkysana i B6inbw NpakTUyHy Npobnemy 3 MeTOAONOriEr
pocnigxkeHb. OdopMmneHHs Habysae ribpug nig Ha3BoK «MUCTELTBO3HABYNMIN METOAY, WO €
noegHaHHAM 3HaBeuTBa, (OpMaribHO-CTUMIICTUYHOIO Ta iKoOHOorpadpiyHoro aHanisy.
Mponopuii UMX TPbOX WMOro CKNagoBUX 3anexaTrb BUKIIKOYHO BiA4 TOro, XTO WOro
BUKOpPUCTOBYE. [10 LUbOro «MeTofy», SKUN € No CYTi NuLle NoegHaHHAM BXe JaBHO BiJOMMUX i
onucaHmx y 3axigHin icTopil MMCTeuTB METOAIB, A4OAAETbCS nodvacTn Biorpadpictuka, ans
SAKOI TaKOX MOXYTb BUHaxOAUTU HOBIi «Nenbu» Ha KwTanT «MNepCcoHanicTUYHOro
MucTeuTBO3HaBCTBa» (My4koBs 2018, . 99).

Lle nigBoante Ao aBox rnobanbHMx Npobnem yKpaiHCbKOro MUCTELTBO3HABCTBA.
lMepwoto € 4acTte irHopyBaHHA 3axigHol icTtopiorpaduil icTopil MUCTeuTB, a OPYrol -
irHOpyBaHHSA CyyacHOI icTopmyHoi metogonorii. O6uasi npobnemu 3aBaxatoTb | PO3BUTKY, i
iHTerpauii gucumnnniHyM y CBITOBU akagemivyHuin npocTip. [NonbCbKN iCTOPUK MUCTeLTBA
Banbgemap [enyra y ctatTi 2022 poky, NPUCBAYEHIN YKpaIHCbKIN icTopiorpadil KOHcTaTye:
«[Micna 1991 poky, ykpaiHui binblle 3ocepeaxyBanncb Ha BlaCHOMY HayKOBOMY PO3BUTKY;
BOHM nyOGrikyBanun Ha CBOIN pigHI MOBI NMPOTArOM TPUOLUSATU POKIB, AUCKYTYHOUM MOMIXK
coboto, a 3a KOpOOHOM, Hamaralyncb NPeacTaBUTU pe3ynbTaTh CBOIX AOCHiAKEHb, BOHM
BOAHOYAC NparHynu 3anuwmnTucs BipHMM CBOIM igesiM. BoHu BinbLue He BCTynanu B AUCKYCIl
3i CBOIMM cycigamu; yKpalHui 3Hanu, Wwo ix igel He NepeKkoHaroTb X CYNPOTUBHUKIB. Y Takun
cnoci® BOHM 3aKpunu CBOE HayKoBe KOMo, i pewTa cBiTy OygyBana cBoe 6ayveHHS
napanensHo» (Deluga 2022, p. 3).

Lli >xopcTki, ane, Ha anb, BAy4Hi CrioBa OCOGNMBO akTyanbHO 3ByyaTb Tenep, B
yMOBax NoBHOMACLUTAOHOI BiiHM, KONW CBIT HapeLUTi 3auikaBnBCS YKpaiHOLo, i, BUSBUIOCS, i
iCTOpUKaM MWUCTEUTBa, i MUCTELTBO3HaBLUAM BaXKO LOCb MOMY 3anpornoHysatu. OKpim
nonynsipHUX BuAaHb NPO yKpalHCbKi Wwenespu, ski He pobnatb YKpalHy MeHL eK30TUYHO
Ansa cepegHbOCTaTUCTUYHOIO €BPOMENLUSs, aHrmiNnCbKOK MOBOK HaM MalXe Hema Lo 1M
3anponoHyBaTtu. TyT S Maro Ha yBasi CnpaBXHi akageMidHi BngaHHs — 30ipHUKK cTaTen un
MoHorpadii, HanucaHi aHriNCbKo, HIMELUBbKOK 4YM  (paHLy3bKO, YUKW piBEHb i
mMeTogosnoria 0ynun 6 peneBaHTHUMK ANA akageMivyHOT CMifIbHOTH.

Yac posectun, wo [enyra OyB HenpaBwun, i YKpalHCbKi iCTOPUKM MUCTEUTB Ta/yuu
MUCTELUTBO3HABLI NUWYTb He TiNbkn ana cebe. A He 3aknukak He nNMcaTu yKpalHCbKOH
30BCiM, Le He Byno 6 npaBunbHUM. OgHak HeobXxigHO AOoCArHYTK 6anaHcy, Wob 3aKopaOoHHi
Konern manu 3mory 4YMtaTu SKiCHi TEKCTW MpOo yKpaiHCbKe MUcTeuTBo, abo Npo MUCTELTBO
iHLIMX KpaTH, HanucaHi yKkpaiHCbKMMW HayKOBLIAMM.

Ha pogatok [0  iHWKMX  TPYyOHOLLIB, MWCTEUTBO3HABCTBO > 4acCTO-TyCTO €
napacoribKOBMM TEPMIHOM He TiflbkM An4 Teopil 4n icTopil MucTeyTB. BOoHO npunmae B cBOI
0BiNMKM | apTKPUTKKY, | eCeICTUKY, SKi HE € HAYKOBUMM Yy CTPOrOMY PO3YMiHHI LibOro TEPMIHY.
A MOoXy BMOATMCA BaM KOHCEPBATOPKOK, OOHAK BCE X HaykoBe 3HaHHA nepenbayae
MOXIMBICTb NPOAEMOHCTPYBATK | OBIpyHTYBaTK NPOMAEHUIN AOCAIAHMKOM LUMAX: NoKasaTu
SKi came MeToau BM 3acTOoCyBanuv, OO AKMX aXepen i pobiT nonepegHuKiB 3BEPHYNNCH, 3
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4Oro BUMMMBAKTb Balli BUCHOBKW. APTKPUTUKA Ta eceicTUKa HaJalTb aBTopaM MeBHY
iHOyNbreHuito B UbOMYy nnadi. Bawi acouiauii i pe3oHyBaHHA MOXyTb OyTn abCconoTHO
cy06’eKTUBHMMMU, AICTOPUYHMMW, OAHAK i HayKow ue BXe He byae. |, oTxe, He mae GyTu
HaZpyKOBaHO Hi B NepioanyHnx paxoBux BUOaAHHSAX, Hi y popmMi HaykoBoI MoHorpadil.

Konu ©Oyge 4dcHiCTb Yy uneHyBaHHI  npogykuii nNpo  MWUCTEUTBO, Toadi X i
MUCTELTBO3HABCTBO 3MOXe cTaTh «Kunstwissenschaft».

Min Buknag moxe BMaaTucsa HaaTo pagukanbHUM. S Hacnpaedi 3Hanoma 3 aekinbkoma
MUCTELTBO3HABLIAMMU, SIKUM HIiSIK HE 3MOXY AOPIKHYTU B HEHAYKOBOCTI BUKIAAy YN HE3HAHHI
icTopiorpadii. |, Ha wacTsa, 4yMcno Takmx nogen 3poctae. [NpoTe pagsHCbKUMA cnagok
nposiHUiani3auii Sk i paHilwe gaBuUTb Ha HayKy, i, OTXXe, Ha BUKNaLaHHS.

Mpo6nema x icTopuyHOCTI icTopii MUCTELTB noBepTae Hac Ao 'ombpixa Ta Moro nekLii,
i NigBOOUTbL 4O TPETLOro MYHKTY MOET CTaTTi NPO NONAPU30BaHICTb BUKNagaLbKUX cTpaTerii.
«OpgHak xo4va yca icTopis MucTeuTBa IpPYHTYETbCA Ha 3HaBEUTBI Ta KOpUCTae 3 MOro
pesynbraTiB, iCTOPUK MUCTeuTBa Mae iHWi uini kpim Ttoro, abwm cratm nepLlioknacHUM
3HaBueM. BiH MoOXe XOTiTM CTaBUTWM 30BCIM iHLWIi NUTaHHA. A caM € TakuM iCTOPUKOM
MucTeuTBa. S He 3pobuMB XXOAHOT aTpubyLii, ane 6arato 3 TUX, Wo podunu iHLwWi, 1 NocTaBuB
nig cymHiB» — TyT ['OMOpPIX NPOBOAMTbL PI3HWLIO MDK TUMMK, KOTO 3a3BMYail TSXilOTb
BUXOBYBATW akagemil MucTeuTBa, Ta iCTopMkamun mMucTeuTBa. [lani BiH NOSICHIOE, AKi came
3anuTaHHSA Mae CTaBUTU iCTOPUK MUCTeLTBA: «Bci My 3Haemo kaneny CKpoBeHbi, po3nucaHy
IbxoTTO, Ta bpeckn Maszaudi y kaneni bpaHkaudi. Ak Hacnpasai OYHKLIOHYBanNu Ti POANHHI
Kanenu? Yu BCi yneHn poanHu Bynn Tam NoxoBaHi? Yun untanuca tam 3aynokiiHi Mecu 3a
YneHiB CiM’l, i AKLLO TaK, TO HACKIifbKM YacTo i 4oBro? 3a3su4yan rpoLui 3a HUX OTPUMyBanm 3
NeBHMX MAaETKIB, OQHAK SK MpautoBaB LIEW MexaHi3Mm i siki npaea 36epirana 3a coboto
LlepkBa?» (Fom6pix 2022, c. 12).

BiH nponoHye y BUKNagaHHi Bce X AOTPMMYBaTUCA NpumaTty o6’ekTa i MOro KOHTEKCTY,
AoTpumMyBatmcs HopM «Kunstgeschichte». OgHak ona uboro Mae OyTM PO3yMiHHS, AKUMU
MeTogamMu Borogie icTopis. | LbOro po3yMiHHs, Ha Xarb, Aareko He 3aBXan B4aTb B paMKax
«MUCTELTBO3HABYOI OCBITU». ICTOPIS BXe OyXe AaBHO — Le He MO3UTUBICTCbKe 30MpaHHSA
dakTiB. Lle — i «Hosa icTtopia» 3 1i LUkonoto AHHaniB, yBaroto 4O aHTPOMOMOriYyHOro BUMipy
iCTOpil, 4O eMOoUiin, ysiBreHb, KOMbOpPIB HAK CoLianbHUX KOHCTPYKTIB. AXXe HEeMOXIUBO,
Hanpukrag, Konbopu cepeaHbOBIYHOI MiHIaTIOPU TPaKTyBaTK Ha OCHOBI aiCTOPUYHUX TEopin
Konbopy. lcTtopis cborogHi — ue i MDKOMCUMNAIHAPHI MPOEKTM Ha KWTanT MNONiTUYHOI
ikoHonorii, e obpa3n AOCNIAXKYTbCA B KOHTEKCTI KOMYHIKaUiMHUX CTpaTerii Brnagun 4u
Bi3yanbHOI icTOpil, e icTopis Ta 06pasHiCTb NepenniTarTbCA HACTINBKM TICHO, WO NPOBECTH
Mi>XK HAMW BOAOAIN HEMOXNMBO.

Came Takum mMoxe OyTn BUKNagaHHA iCTOPil MUCTEUTB, O4HAaK ANSA LbOro Hacnpasai
Tpeba po3bupaTncs B CydacHUX iICTOPUYHUX Nigxogax. Tak caMo SIK iCTOPUKW Aareko He
3aBXON po3yMitoTb, K came (DYHKLIOHYOTb TBOPU MUCTELUTBA, TPaKTYIUM IX SK 3BUYANHI
intocTpadii, Tak camo i MUCTELTBO3HABLi HE BUXOAATb B PO3YMiHHI iCTOPMYHOIO npoLuecy 3a
paMku gat, dakTiB i nepcoHanin. BsaaeMonpoHMKHEHHSA ANCUMNIIIH Ta IX MeToAiB € EANHUM
LLUNAXOM A0 HOBITHBOIO i aKTyanbHOro Y CBITOBOMY KOHTEKCTI BMKNagaHHs Teopil Ta icTopii
MUCTELTB.

Ha moe ocobucte nepekoHaHHA TEPMIH « MUCTELITBO3HABCTBO» HE PENPE3EHTYE CBOMO
npeameTa i He KOHBEPTYETLCA B iHLLI MOBW Ha BigMiHY Bif, Teopil Ta iCTOpil MUCTELTB, 3 SKUX i
novYMHanacbe AgucuunniHa npo mMucTeutTBo B YKpaiHi. [ToBepHEeHHS 0O UuX BUMTOKIB AacTb
HeoOXigHY SICHICTb, BiA4INAYM Big HAyKN Te, O HEK HEe € — apTKPUTUKY Ta eceiCTuky, siKi
MOXYTb i MalTb iCHyBaTM B MPUPOAHLOMY Ans HUX NyOniynucTUYHOMY i MOMNynsipHOMY
dopmari. Npun LbOMY He TiflbKKM iCTOPIA MUCTELTB, Mif AKOK S PO3yMit0 BUBYEHHA MUCTELTBA
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y couiaribHOMYy, eKOHOMIYHOMY i MOMNITUYMHOMY KOHTEKCTax, [ie BOHO i 3apOoaXKyBanocb, Mae
3aMHATM Micue B OCBITHIX nporpamax, ane i Teopis Ta MeTogonoris, sk 0O3BONATb
CTygeHTaM yCBIJOMUTU CNEKTP HAABHUX aHaniTUMHUX IHCTPYMEHTIB. Lle BXXe NpakTuUKyeTbCS
B okpemux BHMLax, wo nponoHyHTb ICTOPUKO-MUCTELBKY YW MUCTELTBO3HABYY OCBITY,
ogHak ganeko He y Beix. LLo6 nepecBigunTUCh, BU MOXeTe NMPOCTO NOAMBUTUCA OCBITHI
DOakanaBpCbKi Ta OCBITHI MporpamMu, BOHU 3HaXOAATbCA Hapasi y BiflbHOMY JOCTYMi B Mepexi
iHTEPHET.

MaHc 3eanbmaep HamaraBcs NPOrofIoCUTU «APYry HayKy NPoO MUCTELTBO», sika mana 6
AOMOBHUTU NepLly, WO BuAaBanacb MNOMY OMUCOBUM, CYO'€KTUBHMM i no3baBneHnM
HeoOXigHOI AucuunniHapHol cyBopocTi (Sedimayr 1931). Xo4ya Te, WO Yy HbOrO BUMLLMO
BUKNUKae we Binblue nuTaHb, OAHaK MOro 3aKiuK MeHi BUAAETLCS BCEe LWe akTyanbHUM. |
3apa3 HaMm MnoTpibHa Hexan He Apyra 4v TPETS, ane iHwa Hayka npo MUCTELTBO, WO Mae
HapoguTMca 3 fianory iCTopukiB MucTeuTBa Ta MuCTeuTBO3HaBuiB. Came uen Aaianor
cnoaiBaeTbCA iHiLiOBaTK Ler BUMYCK HALLIOro XypHarny.
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r'om6pix, Ykpaita ma iHwa Hayka npo Mucmeymeo
B ecei posensidaembcsi cmaH | nepcriekmusu yKpaiHCbKOIi icmopii mucmeuyme ma (020

38’A30K i3 MuUcCmMeymeo3HaecmeoM. BiH rporoHye po3yMiHHS 8UMOKI8 MOHAMMS
Mucmeymeo3Haecmea, Hag’si3aHo20 PadsHCbKOK er1ador 3amicmb «BypXKya3HOoi» meopii
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ma icmopii mucmeumea, sika rnpoueimarna Ha rnodamky XX cmonimms 8 yKpaiHCbKUX
yHieepcumemax. 3anposalXeHHs Mucmeymeo3Hascmea 03Ha4yasio 3pocmaHHs po3pusy
MiXX paOsiHCbKOKO HayKoto ma pewmoro ceimy. 3a yum rnepwum 3pyweHHsIM rnocridysanu
aKkmu, crpsmoeaHi Ha rposiHyjai3ayilo yKpaiHCbKUX HayKoeuige 4epe3 UeH3ypy ma
obmexxeHHs1 docmyiny 00 nybnikauil | 3aKopOOHHUX 8i0PSIOXKEHb.

LloszoouikysaHa He3anexHicmb YKpaiHu Maro 3miHuma sik nidxoou 00 eukrnadaHHs icmopii
Mucmeymea 8 MucmeuybKuUx WKonax ma akademisx, mak i Memodosioeiro Haykosuie. Hayka
npo mucmeymeo 8 YKpaiHi 3anuuiaembsCs 3Ha4HOKO MIPOK 3acmapirioro, YKOPIHEHOK Y
3Haseuymei ma hopmasibHOMYy aHarsisi; 4acom ii Hagimb He eidMexoeyromb 8i0 apm
kpumuky. Jlekuis EpHcma [om6pixa 1966 POKy 6Kasye Ha 6asusicmb PO3KPUMMS
Moslimu4YHoO_20, coujarlbHO20 ma €KOHOMIYHO20 KOHMeKcmy XyOOXHbO20 rpouecy rnid 4ac
guknadaHHs icmopii Mucmeuymea. Mo20 8UCHOBKU, He38axaro4u Ha me, WO 60HU 30a0mbCsl
O4YeB8UOHUMU, We MminbKu Maromb 6ymu epaxoeaHi y MoeHili Mipi 8 yKpaiHCbKUX pearisiX,
OCKiflbKU cmaerieHHss 00 icmopii 8 akademisx mucmeume 3anuuiaemscs 00CuUmb
r108epx08UM | 38EPXHIM 5IK 00 «HayKu Mpo ¢hakmu», WO i2HOpye ocmaHHi decsmunimmsi
Memodosio2iyHUX MoWyKie icmopuKie ma icmopukie Mmucmeumaea.

[MosepHeHHsi 00 MOHAMMS meopii ma icmopii Mucmeumea sk OUCUUrIHU, SKY Crid
gukrnadamu ma 0ocnidxysamu, a makox rnooosiaHHs MOBHUX NepewKoO i nepeoCMUCIIEHHS
memodonoaii moxe donomoamu nodoslamu po3pu8 MiXK YKPaiHCbKOK Haykow ma i
[HO3EMHUMU KOfleezamMu ma 3pobumu OocriOKeHHs rnposodumu 8 YkpaiHi ma/abo
YKpaiHCbKUMU — MuUCmeumeo3Hasusimu, euodumumu Ol egpornelcbkoi ma €e8imoeoi
mMucmeupbKoi criiilbHomu. L{e makox o3Hadamume rno4amok iHWoI HayKu rpo mMmucmeymeo 8
YkpaiHi.

Knrouoei cnoea: icmopis mucmeyms, mucmeumaeo3Hascmeo, icmopioepagpis, EpHem X.
rom6pix.
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HEPALICHI EMOL|II B MIHIATIOPAX | TEKCTI PAA3UBIINIBCBLKOIO JIITONMUCY

Moagmuna MNeTpyLiko

Unhappy Emotions in the Miniatures and the Text of the Radzyvill Chronicle
Liudmyla Petrushko

The article examines the miniatures of the Radzyvill Chronicle. It attempts to discriminate between
real and fictional emotions of a person from the Middle Ages and focuses on the expressions of
sorrow and crying. In historical studies of emotions, images are crucial. They record both real
manifestations of emotions and ideas about their importance, expediency, essence. The article
relies upon iconographic method, as well as upon semiotics, historical-comparative and content
analysis. We assume that sad emotions have more expressiveness in the visual manifestations.
Reading facial expressions in miniatures or painting can be challenging. Thus, we rely on
interpreting a hand near the cheek or the hem of a garment pressed to the face or sleeves that are
down as a universally recognized gesture of sadness.

This paper offers a first insight into the miniatures of the Radzivil Chronicle, which depict sadness
and crying. It examines emotions through narrative and visual strategies of the Chronicle and
reveals how it fits within the tradition of showing tears and sadness in medieval society. After
studying the Chronicle, we can conclude that it did not deal with emotions extensively. Only 25 of
the 613 miniatures of the Kénigsberg list (which is 4% of all images) convey unhappy emotions. The
miniatures from the Radzyvill chronicle confirm the three main states where sadness and weeping
corresponded with the decorum of medieval Rus: the death of loved ones, common misfortunes or
public troubles like captivity and separation-farewell. Therefore, the emotions depicted in the
Chronicle were historically conditioned. Sadness was conveyed in illuminations that dealt with the
departure from this world and burials of princes and clerics, the military conflicts, which affected
people’s lives. Sometimes the emotions were not mentioned in the accompanying text, but only
conveyed through the visual means, which reveals medieval behavioral models and ideas about
crying as a natural emotional reaction to the death and burial of the loved ones and to the
misfortunes associated with captivity. The absence of illustrations of sadness and tears in the
Pechersk cycle of miniatures is generally consistent with the tradition of illustrating texts where
attention was paid to actions and not to emotions. This fact, too, may indicate the understanding
of tears of repentance and prayer as an internal state that is not conveyed through external means.
Keywords: emotional world, sadness and crying, Radzivill Chronicle, miniatures, Middle Ages,
Pechersk cycle of miniatures.

B ykpalHcbKin icTopiorpadii Tema eMOUiNHOro CBITY NIOOMHU MUHYNUX enox, a
0CcobNMBO Takoi YHiKanbHOI Ta BigMiHHOI Big Hawoi, sk CepeaHbOBIvYSs, € Haa3BUYANHO
BaXXIMBOHO. |, pas3om i3 umMm, mano BMBYEHOW. [1pobnemy MoxHa po3rnsgatv 3 4BOX TOHOK
3opy abo, kpalle ckasaTv, BOHA Mae€ [Ba acnekTu: igeanbHa Ta pearnbHa CKMagoBi
emMouinHoro cBiTy. [na 11 po3KpUTTA BaXXNMBI HE NULLE NUCEMHI [Kepena, ane 1 BisyanbHi.
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OcTaHHi Tak caMo (iKCYtOTb SK OINCHI NPOsiBU eMOLii, TaK i ySBNEHHS Npo 1X BaXUBICTb,
AOUINBHICTb, CYTHICTb.

OaHuM i3 Takmx BaXKnmMBUX 306pakanbHuX mkepen € MiHiaTiopyu Pag3umBinniBcbkoro
nitonncy (PagsueunoBckaa rnetonucb 1994). LiHHOCTI nMoMmy Hagae i TouM pakT, Lo
300pakeHHsA CynpoOBOOXKYHOTb TEKCT. | Le ayxe 3HauuMmnin matepian gnsa OCIioKEHHS.

MUTaHHAM BUBYEHHS [OABHbOPYCbKUX IfIIOCTPOBAHUX NaM’ATOK, Y TOMY 4uCHi
KeHircbepabkoro pykonucy, npucesadeHi gocnigxkeHHa O. LWaxmartosa (Laxmatos 1902), A.
ApumxoBcbkoro (Apumxosckuin 1944), O. MNopobenosoi (Mogobenosa 1965), 5. Pubakosa
(PbibakoB 1994), O. Tonouyka (Tono4ko 2005) Ta iHLIKX.

MeTtogonoriyHa ocHOBa AOoChigXeHHs 6a3yeTbCa Ha 3araribHOHAYKOBUX NPUHLMNIAx
icTopnamy, 06’€KTMBHOCTI, KOMMIIEKCHOCTI Ta CUCTEMHOCTI, pearni3oBaHuMX 4epes3 Taki
MeTOAM [OOCHIOKEHHS, $K HapaTMBHUW, ICTOPUKO-MOPIBHANBHUN, KOHTEHT-aHaniay,
cneujaneHi ikoHorpadpiyHi mMetoam ananidy. [llpunyckaemo, WO 3-NoMiK YCiXx emouin
Haunerwe NiggaTbCa BUABMNEHHIO B MiHIaTOpax came HepagicHi.

Hocnighnya O. MNogobenoBa nuwe Npo CEMAHTUKY KECTIB OCiO, 306paxkyBaHUX
MiHiaTIopuCcTamMu, ane MeToAonorii NPaBMbHOIO NPOYUTAHHS EMOLLN 3a BUpasammn obnud B
icTopiorpacbii M1 He 3ycTpinn. A Ue € OOCUTb CKMagHUM 3aBAaHHsM | pasoM i3 TUM
HeobOXiAHMM [Onsi KOMMMEKCHOro OOCRIfXXEHHS eMOUMHOro CBIiTYy, MOro peanbHol i e
OiNbLIOKD MIpOK — igeanbHOI — CKNadoBMX, 3a MiHiaTiopamu. 3BaXkalum Ha CKNagHiCTb
NpoYnTaHHS BUpasiB obnuyysa ocib yepes «eckidHy» MaHepy iX BigobpaxeHHsa (Pbibakos
1994, c. 282), KINOYOBUM KPUTEPIEM ANA BU3HAYEHHA 300pakeHHA neyani Ta nnadvy byae
«KecCT neyani» — pyka 6inga wokn abo nputucHyta oo obnmnyya nona oadary (Mogobenosa
1965, €. 55) uM cnyuleHi pykaBn. BUKOpUCTOBYBaAaTUMEMO TaKOX OMUCU MiHIaTop, 34INCHEHI
pocnigHnkamu (KykywknHa Ta iH. 1994). 3 ornagy Ha ue, BUCHOBKM LWOOO iNMOCTPYBaHHS
€MOLINHOrO CBITY MOXYTb HOCUTU YMOBHUI XapakTtep.

Yac cTBopeHHsA Oxepena Hawol po3Bigkn — KeHircbepsbkoro pykonmcy — XV CT.
OpHak, Ha OymKy AgocnigHuKiB, Ui 306pakeHHst mManu CBOI AaBHi npotorpadu. 13 uboro
npusoay B icTopiorpadii icHytoTb pi3Hi Bepcil. ABo x PagausinniBcbkui nitonnc — Konis
3B04iB BinNblU pPaHHLOrO 4Yacy (OBOX Pi3HMX YM OAHOrO iNCTpoBaHOro 3sogdy 1206 p.)
(PbibakoB 1994, c. 280-281), abo KeHircbepabknin pykonuc — opuriHanbHa nam’sitka, ans
CTBOPEHHS sIKOi Byno TBOpYO nepepobrneHo Kinbka nuuboBux nitonucie (Mogobenosa 1965,
c. 80-86). Ha aymky b. Pnbakosa, Pags3uBinniBCbKuin ITONMC CKOMINOBAHUI Y KiHLi XV CT. 3
niTonucHoro 3soAy no4vatky Xl CT., B OCHOBI SIKOro, y CBOK 4epry, 6yno 16 ifocTpoBaHnX
pykonuciB abo ix dparmeHTiB. TOO6TO B aHani3oBaHi nam’aTui BigobpaxeHi QiNCHICTb Ta
yaBneHHs IX-XV cT. (PbibakoB 1994, c. 281, 285). BusBneHHs Ui€l peanbHOi Ta igeanbHoi
CKNnagoBUX EMOLIMHOIO CBITY Tiel 4OOW | € METOO HALLOMO AOCHIOKEHHS.

B icTtopiorpadii nopywyetbca Baxknuea npobnema woao BaXMBOCTI 3'siCYyBaHHS
CTaBNneHHs MaucTpa A0 Toro, Wo BiH incTpye. Ha ue BKasye HU3Ka pakTiB: Aki noAii
BiibpaHi Ans 306paXeHHs, a ki He NPOINOCTPOBAaHI, sIKa KiNbKICTb MantoHKiB NpMcBsaYeHa
Ti UM iHWIN nogji, Ko € MaHepa BigobpaxeHHa (PbibakoB 1994, c. 281). 3a3HayveHy Tesy
cnpaBeanuBo 3acTOCyBaTH i LLOAO BigobpakeHHs y nam’aTui HepagicHMxX emouin. Ockinbku
rofloBHUM OOG’EKTOM HaLLUMX HAyKOBUX 3alikaBfeHb € neyepcbka chifibHOTa Ta ii Bisis
€MOLINHOro CBITY, TO Hacamnepes My 3BepHEMO yBary Ha Ui acnekTtu B [ledepcbKomMy LK
PaasuBinniscbkoro nitonucy — MiHiaTiopax, aki cynpoBogxytoTb «CkaszaHHA npo no4aTok
[Me4yepcbkoro MoHacTUpsi», @ TakoX nopail npectaBneHHs npn. deogocis i Cnoso npo
nepLmMx YOPHOPMU3LIB — K TakKi, WO NOB’A3aHi 3 NeYepcbKO Tpaauuieto i ki 4OCHIAHUKN
aTpmbyTyloTb 5K iNtOCTpaLii nedepcbkoro idorpada. Lie 6yae nepwoyepeosum 3aBoaHHAM
HaLLOI pO3BigKu.
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Kpim uboro, notpebytoTb AOCHILKEHHA 300paXKeHHs HepagicHMX emouin Y
KeHircbepabkomy cnucky 3aranom. Tomy Opya2uMm KpokoM Oyae nowyk Bignosigen Ha
3anuUTaHHA Npo Te, CKiNbKMA MiHIaTioOp M NPUCBAYEHO, siKi OOCTaBMHM nnady i nedani
isorpacom 3o6paxatoTb. Tak MW OTpUMAEMO iHpopmalito a) Npo CTyniHb akTyanbHOCTI
neyani Ta cni3 B i3orpadiyHin Tpaguuii i 6) ski obCcTaBUHKM X NPOSABY NpeacTaBreHi B
MiHiaTopax i B AKil KifTbKOCTI.

| mpemim acriekmom, Sk noTpebye po3rnsaay B KOHTEKCTI MPONOHOBAHOI PO3BiAKN,
€ Te, sk 306pakeHHs1 CniBBIAHOCATLCS 3 TEKCTOM (4M € B NITONMCI iHbopmauia npo nnav,
Xarnb y TUX BUNagkax, ski intocTpyoTb MiHiaTiopu).

Cnbo3u i cmyToK B lNeyepcbkoMy LMKNi MiHiaTIOp

CTOoCOBHO BIgOGpaxXeHHA HepagicCHUX emouin y [leyepcbkoMy UMKNI MiHiaTiOp
PagauBinniscbkoro nitonucy, To HaM He BOanocs ix BUSBUTW. FAKLWO Taki 3006paxeHHsi
DINCHO BIACYTHI (i e He 3yMOBIieHe CKNaAHICTIO IX MPOYMTaHHSA), Y Hac € Kiflbka NpunyLweHb
oo npuumH uboro. OgHe 3 HMX MOB’A3aHe 3i CMOCTEePEXEHHAM, Lo 3YCTpidaeTbCa B
icTopiorpadii, Npo Te, WO MiHiaTiopn nepegaBan AiAHHA, @ TEKCTU OinbLU BiACTOPOHEHOTrO
xapaktepy 3anuwanuca 6e3 306paxeHsb (Mogobenosa 1965, C. 55).

AHani3 miniaTiop NevyepcbKkoro uukny gae nigcrtaBu NOroguTUCA 3 TaKMM BUCHOBKOM.
TyT, cnpasgi, 306paxeHi gii (o Toro X, He Bci). Cnbo3n Ta ckopboTa B TekcTax, Lo
iINMIOCTPYOTBCHA, HOCATb XapakTep CyrnpoBiOHMX [0 ONUCYBaHUX MdisiHb (K NpaBuno,
monuten). OgHe 3 MNOBIJOMMEHb MOXHa KracudikyBatu SK y3aranbHeHe. BigcyTHicTb
300pakeHHsA nnady OparTii y 3B’A3Ky 3 Biaxogom npn. Peogocia go [ocnoga, MOXNUBO,
noe’sisaaHe 3 MNEBHOK Tpaguuiet: NobiKHE O3HANOMMEHHS 3 iHWWMMK MiHiaTiopaMmn
Pagausinniscbkoro nitonucy, SKi intoCcTpyoTb NOBIAOMIEHHA MPO MOXOBaHHS (30Kpema,
KHA3IB), 4ano nigcTtaBu Ans NpynyLeHHSa Npo Te, WO B idorpadivHin Tpaauuii He NPURHATO
Oyno 306paxaTtu nnay gyXoBHUX OCI0 Yy 3B’A3KYy 3i CMepTHO BIMXKHIX (XO4a TEKCT Mir npo ue
NnoBiOOMNATN).

B iHWKMX BUNagkax cuctema 3006pakeHHs OisiHb | He BigobpaXkeHHs1 eMOLIMHNX CTaHIB
BCE > XapaKTepusye MNEeBHMM YMHOM CTaBfieHHs A0 cdepun nodvyTTiB. Moxnuso, ue
CTaBMNEHHs He Hanexarno CyTO Mne4yepcbkin ChifbHOTI, a MNOoB’A3yBanocs 3 Tpaguuieto
iNOCTPYBaHHSA, ONs SKOI, 3a OedAKMMW BUHATKaMM, NPO WO ckaxeMo pJani, He 6yno
npuTaMmaHHUM nepegaBaT EMOLIMHUIA CBIT, a nvwe incTpyBaTn nogito. Okpim Toro, He BCi
AiSIHHA, WO 3 HUMM NOB’A3yBanucs nevyanb i Nnay y UMX TEKCTax, 3Hauwnm CBOE
BigobpaxkeHHs y NevyepcbkoMy LUK MiHiaTiop (MonuTBa npn. deoaocis, npoxaHHs Gpartil
NOBEPHYTMCHA B MOHACTUP, TUX XTO BIAiNWOB 3 obuTeni). YBary XyaoXKHMUKa NpuBepTani iHLi
CIOXXETM (3anpoBakeHHs YcTaBy, enisogm 3 posnosigen npo npnn. Matdges, Icaakiq).

Ulogo cnis Ha mMonuTBi, TO Y HAc BUHUKMO MPUNYLLEHHA NPO Te, WO BIACYTHICTb
intoCTpauil 4O MOBIOOMIIEHHA MNPO CMbO3W MOXE CBIOYUTM NPO IXHIA CYTO BHYTPILLUHIN
Xapaktep. Y TakoMmy pasi MiHiaTiopy BKasylTb Ha PO3YMIHHA MNOKAAHHWUX Chi3, SKi
BocxBansawTbcs y «CkasaHHi nNpo noyaTok [le4yepcbKoro MOHaAcTUpPsi», SK BHYTPILUHBLOI
ckopboTu: Le He ByB nnadv, 9kMrM NoTpebyBaB yTUPaHHA NSATOM YK MOSIOK OAAry (Takun
XXEeCT TpaaumuinHo B MiHiaTiopax nepeaae nnad (Mogobenosa 1965, . 55)).

HepapicHi emouii B KeHirc6ep3abkomy cnucky

CnocTepexeHHs X 3a MiHiaTiopamu PagsuBinsiBcbKoro niTonucy Agano MOXIMBICTb
BUABUTWN HAcTynHe. B izorpadiyHii Tpaguuil yBara 4o emMouinHol cdepu (3okpema, nevani
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Ta cni3) He Byna 3Ha4yHo. Tak, i3 613 MiHiaTiop KeHircbep3bKoro cnmcky nuwe 6nmnabko 25
nepenaroTb HepagicHi emouii. A e Tinbku 4 BiACOTKU Bif 3aranbHOT KinbKOCTI. | CToCyoTbCs
BOHM TPbOX BUAINEHNX Hamu obcTaBuH (Tabn. 1).

HanuacTiwe HepagicHi emouii 306paxatoTbCsl y 3B’A3KYy 3i cmMepmio 6ruxHIix. Mu
BigHaMWNKM 14 Takux MiHiaTiop. Tak, 300pakeHo nnay cBATOI KHArMHI Onbru i ckopboTy
nogen i3 ApyXMHU, SKMX BOHa B3sina 3 coboto, Haa rpobom kHA34A Iropst (PagsmeunoBckas
netonuch 1994, apk. 29 H); cMepTb, OnnakyBaHHS i noxoBaHHA cB. Onbru (Pagameunosckas
netonucb 1994, apk. 36 3B.); onnakyBaHHA i noxoBaHHA Onera CeaTocnaBoBMuya
(Pag3mnBunoBckast netonucb 1994, apk. 42 B); onnakyBaHHA cB. bopucom 6artbka — cB.
Bonoanmupa (PagaveunoBckasa netonnce 1994, apk. 74 H); onnakyBaHHS cB. [Mibom 6aTbka
i 6pata (Pag3uBunoBckast netonucb 1994, apk. 76 06 H); nnad 3a Ceatononkom OKasHHUM
(!) (PagsmnBunosckas netonucb 1994, apk. 82 3B.); nnay 3a Mctucnasom Bonognmmposuyem
(PapsuBunoBckaa netonucb 1994, apk. 86); BiAcMiByBaHHA, NMOXOBAHHSA | OnnakyBaHHA
Bonogumupa Bonogapesunya Nanuubkoro (Pagsnsunosckas netonucb 1994, apk. 196 3B. B);
BiACMiByBaHHs,, MOXOBaHHA | onnakyBaHHA B’sayecnaBa Bonognmmuposuya KniBCbKoro
I3acnaBom McTtucnasosudem KuiBcbkuMm i ntogbMun (PagsmeunoBckasa netonucb 1994, apk.
198 3B. B); MNOXOBaHHA | onnakyBaHHA wmuTporonuta KocTaHTMHa B YepHirosi
(PagsnBunoBckas netonucb 1994, apk. 202 3B. B); BiACNiBYBaHHS, MOXOBaHHS, OMfakyBaHHS
BO6utoro AHapis KOpinosnya Goronto6ebkoro (Paa3nBunoBckas netonucb 1994, apk. 215 H);
nepeseseHHs Tina AHgpis HOpinosnya 3 Borontobosa ao BonogMmunpa gyxoBEHCTBOM Ta
IHLUIMMW XXUTENSMW MICTa, ONfakyBaHHA OCTaHHIMU KHA3A (Paa3nBunosckas fietonuck 1994,
apk. 216); noxoBaHHs i onnakyBaHHA Mwuxanna HOpinosnya (PagsveunoBckas netonuch
1994, apk. 221 3B. H); NOXOBaHHA | onrnakyBaHHa Bonogmmupa CeaTocnasoBuya
YepHiriscbkoro (PagsvBunoBckast netonncb 1994, apk. 243 3B. H). TOGTO NpaKTU4YHO BCi
MiHiaTIOpX, Ha SKUX 300pakeHO HepagicHi eMouil Yepe3 cMepTb OBNMXKHIX, CTOCYHTbCS
npecTaBfeHHss 3 UbOro CBITY KHA3IB. JlMwe ogHa nos’sisaHa 3 AyXOBHOK ocoboto -
MUTPONONNTOM KOCTSIHTUHOM.

Ha gpyromy micui 3a KinbKicTio 306paxeHb HepaficHi eMoLii Yepes crifibHi Hewjacmsi
(cycninbHi 6idu — romnoH). Ix Hamu BusiBneHo 10. Lle — nnay y 3B’A3KYy 3 MiKyCOBHUM
KOH(prikToM i nonoHom (PagsmBunoBckast netonucb 1994, apk. 206); nnady 4epes
3axOMnSfIEHHST NOSIOBELBLKMMK 3aroHamu MNOSIOHEHUX B okonuusx Knesa (PagsvBunoBckas
netonucb 1994, apk. 2073B. H); nnay nogen, xutenis 3-nig Kueesa, 9kmx BegyTb Y NOMOH
nonosui (PagsuBunosckasa netonucb 1994, apk. 210 3B. B); nsiay nogen, 3axonsieHnx y
nonoH y Bonsbkin bonrapii gpyxuHoto McTtucnasa AHApiioBuya, wo 6yna nocnaHa
Angpiem KOpinosnyem borontobebknm (PagameunoBckasa netonucb 1994, apk. 211 3B. B);
ckopboTa y 3B’A3Ky 3 MOSIOHOM: YONOBiK pBe Ha cobi Bonocca — MAeTbcs npo Habir
CesatocnaBa BceBonogosmya YepHiriBCbkoro nicnss nNpUMUMpPEHHs 3 ApocnaBom
I3scnaBsoBuyem Jlyubkum Ha Bonoctb Onera CeatocnasoBuya Hosropoa-Cisepcbkoro
(PapgsuBunoBckaa netonucb 1994, apk. 213 3B.); MOMOH >XuTeniB Topxka BOIHaMu
BceBonoga HOpiioBnya Bonogmmpcbkoro (kiHka 3 nnatom) (PagavBunoBckas netonucb
1994, apk. 226); nna4y NorfoBUiB, KONK y pe3ynerati outem nonky lropa CeAtocnasoBuya
Hosropoa-CiBepcbkoro 3 ixHiM nepegoBum 3aroHoM Oyno 3axonneHo MNosoBeLbKi BeXi
(Pag3mnBmnoBckas netonucb 1994, apk. 232 3B.); 3aX0MNNeHHs NonoBeLbKnx Bexx PomaHom
Mctucnasosmyem  [anuMubKo-BONMHCLKMM | NpuMBEOEHHS  MNOSIOHEHMX B Pycb
(PapsuBunoBckaa netonucb 1994, apk. 237 3B. H); MOnoBeLbKUA MOSIOH MOMNOAUX KUSAH
(PagauBunoBckaa netonucb 1994, apk. 238 3B. B); NOSIOH CiM’T Piopuka PocTtucnasoBmya
KuiBcbkoro (ubomy nepefyBanu 3axonneHHs, noctpur B iHoutBo Propuka PomaHom
Mctucnasosuyem Manuubko-BonnHebkum) (PagsmBunoBckas netonncb 1994, apk. 245 3B.).
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Ak MOxXHa nobaunTu, HepagicHi emouii 6ynv NoB’A3aHi SK i3 Hanagamu 30BHILLHIX BOPOTiB,
TaK i 3 BHYTPILHIMW KOHSTIKTaMK.

TpeTbolo 0OCTaBMHOKW Mnadvy, BigobpaxeHOw B MiHiaTiopax PaasmBinniBCbKOro
nitonucy, € poasrnyka. BoHa npeacTtasneHa nuvwe 1 306paxeHHsM. laeTbcsa npo Big'isg
BurHaHoro Mwuxanna HOpinosuya 3 Bonogumupa i NpoBOAXKAHHA MOro XUTendamu Micta.
MnavyTb i nogn, i kHA3b (PagsmBunoBckast netonucb 1994, apk. 218). OgHak HaBiTb
OOMHUNYHE 300paXeHHA Ma€ 3HAYEHHS, af)Ke HM3KA IHLIMX CUTYaLUil, 3a SKUX Yy NiTONUCHUX
TEeKCTax 3ragytoTbCa CMYTOK i CNbO3K, He NpeAcTaBreHa B isorpadivHin Tpaanuil.

ToX 34iMCHEHMIN aHani3 3acBigyye akTyasibHICTb Ha3BaHMX TPbOX CUTyaui NposBy
HepagicHux emouin ana noguHm [OasHboi Pyci. Moxnueo, ue ©6yno nos’si3aHO 3
iICTOPUYHUMM YMOBaAMK TOFO Yacy: YacTUMM HanagamMu iHOMMEMIHHUMKIB i Mixkycobuusimn, a
TakoX 0COBNMBNM CTaBNEHHAM 4O CMEPTi.

MiHiaTiopa, Mopin, BinobpaxeHa Ha MiHiaTIopi MoBipomMneHHA
apKyuw npo HepaAicHi
emMouii y TeKkcTi

Cmepmb 651uxHix (14)

29 H Mnay cB. Onbru i it oTOueHHNA Hag rpobom Iropsi +
(Y TekcTi nuwe nnay KHArmHi 3aragyeTbes, a B MiHiaTiopax
— TaKOX HepapgicHi emouil niogen i3 OPYXUHU, AKUX
B3511a 3 COOOK KHATNHS)

36 3B. CwmepTb, onnakyBaHHS i noxoBaHHA ¢B. Onbru +

42 B OnnakyBaHHS i noxoBaHHsA Onera CBATOCNaBoBMYa +
(Y TekcTi naeTbca Npo nnad Aponornka, a Ha MiHiaTiopax
— iHWKX nogen, a wono bparta — HE3PO3yMino)

74 H OnnakyBaHHs cB. bopucom 6atbka — cB. Bonogummpa +

76 3B. H OnnakyBaHHs cB. [Mi6om 6aTtbka i 6paTa +

82 3B. MNnay 3a Ceatononkom OkasiHHUM -

86 lNna4y 3a Mctncnasom Bonogumuposuyem -

196 3B. BigcniByBaHHSA, NOX0OBaHHSA i onnakyBaHHA Bonognmunpa _
Bonopgapesunya ["anuubkoro

198 3B. B BigcniByBaHHA, noxoBaHHSA i onnakyBaHHA B’avyecnasa -
Bonogumuposunya KuiBcbkoro I3acrnaBom

McTtucnasoBuyem KuiBcbkum
(Y TekcTi Hemae Npo nnady, Ha MiHiaTIopi NavyThb | KHA3b,

i noan)

202 3B.B [MoxoBaHH4A i onnakyBaHHS muTpononuta KocTaHTUHa B -
UepHirosi

215H BiacniByBaHHsl, MOXOBaHHA, OMfakyBaHHA BOWUTOro -

Angpis KOpinosnya borontobcbkoro
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216

MepeBe3eHHs Tina AHapis KOpinosuya 3 borontobosa oo
Bonoganmupa [OyxoBEeHCTBOM Ta IiHWUMU KUTENSMU
MiCTa, ornnakyBaHHSA OCTaHHIMW KHA3A

2213B.H

lMoxoBaHHSA | onnakyeaHHa Muxanna HOpiioBuya

243 3B. H

Bonogumup CeAatocnaBoBuy YepHiriBCbkuin

CycninbHi 6idu (nonoH) (10)

206

Mixxycobuus, nnaye xiHka

2073B. H

3axonneHHa nonoBeLbKMMW 3aroHamMyn MOSIOHEHUX B
okonuusax Kuesa (>kiHoun nnav)

2103B.B

3axonneHHsa nonoBUAMKU B MOSOH XuTteniB 3-nia Kneea
(ntogm nnavyTb, 60 X BeAyTb B NOSIOH MOMOBL)

2113B.B

MnavyTb XiHKK, 3aXONNeHHsA B MOSIoH noaen y Bonsbkin
Bonrapii gpyxuHoto Mctucnasa AHApiioBuMya, Wo Byna
nocnaHa AHgpiem KOpinosuiem Borontodcbknm

213 3B.

MonoH, 4onoBik pBe Ha cobi Bonocca. Habir
CesatocnaBa BceBonogosuya YepHiriBCbkoro nicns
npuMmnpeHHa 3 Apocnasom I3acnasosuyem Jlyubkum Ha
BOJIOCTb Onera CesiTocnaBoBuMYa
Hosropopg-CiBepcbKoro

226

MonoH xuteniB  Topxka BoiHamuM  BceBonoga
FOpinoBuya BonoguMmnpcbKoro (XkiHka 3 nnatom)

232 3B.

Bin Monky Irops CeaTtocnasoBuya
Hosropoa-CiBepcbkoro 3 nepegosmMm 3aroHOM NosioBLiB
i 3aX0ONneHHsI NONOBELbKMX BEX (Mnad NonosL;iB)

237 3B. H

3axornneHHs NnonoBeLbKNxX BEX PomaHom
McTtucnasosu4dem Manuubko-BonmHcbknm i npuBeneHHs
nornoHeHux B Pycb

238 3B.B

3abpaHi B NonoBeubKn NOMOH KUSIHK

245 3B.

MonoH cim’i Propuka PoctucnasoBmnya KuIBCbKOroO
(ubOMy nepenyBann 3axorreHHs, NOCTPUr B iHOLTBO
Propuka PomaHom MctucnasoBuyem
Manuubko-BonnHcbknm)

Po3nyka (1)

218

Big’isag Muxanna KOpinosuya 3 Bonogumupa (BUrHaHum)
i NPOBOLKaHHS NOro XUTENsSMU MicTa

(Y TekcTi nnadyTb nuwe ntoan, 300paxeHHs nepenae
TaKoX Mnay KHA3S)

Tabn. 1. BidobpaxxeHHs1 HepadicHUX emouiti y MiHiamropax Pad3usiniecbko2o nnimonucy

OO6pas3 i TeKCT: TOYHa intocTpauin 4M BizyanizoBaHe ysiBfieHHS MaucTpa
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LLlogo BignoBigHOCTI 300pakeHb HepaaiCHMX eMOLi NITONUCHUM NOBIAOMIEHHSAM, TO
TYT BaXX/IMBO BU3HA4YMTUCS, WO BpaTn 3a BignpaBHY TOYKY: 300paXXEHHS UM 3BICTKU TEKCTY.
Ockinbkn MiHiaTiopu BXe AOCNiQKEHi i NpoaHarni3oBaHi, BUSIBIEHO iX KOHKPETHUI apceHan,
TO NPOCTIiLLe 3icTaBUTKN came iX i3 nitonucom (Tabn. 1).

LLlogo miHiaTiop, siki 306paxkatoTb HepagicHi eMouil y 3B’s13Ky 3i CMepTHO BNnXKHIX, TO 3
14 nuwe 5 iNCTpyTh (i TO 3 AeAKMMUN 3ayBaXKeHHAMMW) Bi4MNOBIAHY iHOpMaLLito TEKCTY.
Tak, AKLWO B TEKCTI 3ragyeTbcs nuwle nnad ceatoi Onbru, To B MiHiaTiopax — TakoXX HEpagicCHi
eMoujii naen i3 ApYXMHU, SKUX B3sina 3 cOB00 KHAMMHSA. Y po3noBiai npo noxoBaHHA Onera
CesiTocnaBoBu4a MAETLCA NPO Nnay Aponornka, a Ha MiHiaTiopax 306paXeHo nnay iHWnx
nogewn, a woago bparta — He3po3ymisno.

CtocoBHO pewTn 9 300paxeHb, TO B Ha3BaHWX BUNAagkax BigMOBiAHI NiTONUCHI
NoBIAOMITEHHS NPO CKOPOOTY i Nnay BiACyTHI. Lle ctocyeTbca Takmx KHA3iB, sk CBATONOMK
OkasiHHnn, Mctucnae Bonogmumuposud, Bonogmvmmnp Bonogapesud MNanunubknin, B’suecnas
Bonoanmuposuu Kuiecbknin, AHapin HOpiioBny Bborontobebknin, Muxanno HOpinosuy,
Bonogumup CesatocnaesoBudy YepHirisCokun, Ta mutpononut KocTaHTUH. MoxHa
nNpunycTUTK, L0 aBTopamMm NITONUCY HepaaiCHi emouii y Lmx abo OesKnx okpeMux Bunagkax
He 3ragyBanucsl Yepes HeraTMBHE CTaBMEHHSI [0 TOTO YU HLIOTO KHA3S. VIMOBIpHO, Le
nutaHHa notpebye Oinblu AeTanbHOro AOChiMKEeHHA. Ane Ans Hac BaXnMBMM € Te, WO
nonpu BiACYTHICTb NOBIgOMIEHb NPO Nnady i ckopboTy, idorpacd (4m isorpacwm), intCTpyoun
NoBiJOMIEHHSI NPO NpecTaBeHHs, NOXOPOH, 300paxye (306paxytoTb) Ui HepaaiCHi emou;i.
ToBTO AN HLOro (HMX) NPOLLAHHS 3i CNOYMIIOK NIOANHOK CMIBBIAHOCKMMNOCS 3 BiANOBIAHUM
eMouinHnm cTtaHoMm. [punyckaemo, ue 6Oyna 3BMYHaA NOBEAIHKOBA MOAENb 3a TaKuUx
TpariyHMX MOAIN y TOrovacHWX cepefHbOBIMHUX pearnidax (BnacHe, BOHa He BTpayana
aKTyanbHOCTi i B HacTynHi enoxun). MoXnuMBuKM i Takun BapiaHT, WO Ti 300paXeHHs, Ha SKi
B30pyBanucs MiHiaTiopucTn, Manu BignoBigHi ctoxeTn. Ane ue He 3anepedye i nonepegHbol
AYMKW, Npo BigobpakeHHs peanbHOro emouinHoro ceiTy CepefHbOoBIiYYA Ta BigNOBIAHUX
ysaBreHb Npo AOUiNbHICTb, NPUPOAHICTL CKOPOOTU Ta niady 3a Ha3BaHo! 06CTaBUHM.

Lo cTocyeTbecs MiHiaTiop, SKi 300paxytoTb nfiad yepes cycninbHi 6iaun, To XoaHa 3
HMUX HEe Mae BiQNOBIAHOrO NOBIAOMIIEHHSI NPO HepaaicHi emouii B TekCTi. To6To nitonmceub
nuwie Npo MorioH, a isorpad He nuLle iNCTPYE Lie ABULLE, ane N nepeaae nnadv ta ckopboTty
nogen vyepes uto ripky obcrtaBmHy. [1oCUTb YacTo nfiad Mae YiTKO BUPaXXEHUN reHaepHumn
XapakTtep — 306paxatoTbCa XiHKW, SIKi NnadvyTb, XiHKa 3 naaTtoM TOLWO. | Le CTOCyeTbCs He
NLLIE PYCbKUX XKIHOK, ane n iHonneMiHHMX. BaxXnueum >XecTtom, siku nepenae ckopboty
NMOSIOHEHOrO YOMOBIKa, € 300paXeHHs, sike MU nobaunnu, sK Take, Wo BiH pBe Ha cobi
Bonoccs. BnacHe, HasBaHWM XECT MOXHa iHTEprnpeTyBaTu SK 300pakeHHs Bigyak u4u
noaibHMx emoLin.

MiHiaTiopa PagsuBinniBCbKOro pykonucy, sika 300pakae po3nyKy-npoLLaHHSA
BonogumMmpuiB i3 kHsa3em Mwuxannom HOpinoBuyeM, iNOCTPye MNOBIOOMIIEHHS NiTOMWUCY,
O HaK YacTKOBO. AKLLO B TEKCTI NnayvyTb NuLle noan, To 306paxxeHHs nepegae Takox nnad
KHS34.

LWlogo HasBHOCTI u4M  BIiOCYTHOCTI NEBHOI TeHAeHuii y Bigbopi croxeTiB
MiHiaTIopucTamm 3Boay 1206 p., TO cnocTepexeHHs b. Pnbakosa npuBenu 4o BUCHOBKY NPoO
Te, WO «EANHOT cUCTeEMU y Bigbopi cloxkeTiB HeMae» (PbibakoB 1994, ¢. 282-283). MoxnumBo,
LA Te3a cTocyBarnacs nuwe 306paxeHb, siKi INCTPYOTb NOBIJOMIEHHS NPO BiAXid 3 LbOoro
CBiTY KkHA3IB. bo B pocnigHuka 6yno TBEpAXeHHd, WO MiHiaTiopu PagsmuBinniBcbkoro
niTonucy BigobpaxatoTb NOXOBAHHS TPUHAAUATM KHA3IB, @ NOBIAOMIIEHHS MPO MOXOPOHM
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IHWMX He INCTpYTh (HaBedeHO nepenik YoTUpPHaAUATM, ane 3a3HayeHo, L0 CMUCOoK
HEMNOBHUN).

BucHoBKu

OTxe, y pesynbraTi 34iMCHEHOro OOCHIIKEHHSI OTPMMAaHO Taki BACHOBKW. 3aranom B
isorpadpivHin Tpaguuii, npeacTtasneHin y PagsmeinniscbkomMy nitonuci, ysara 4o eMouinHol
cthepn (30kpema, cMmyTKy Ta nnadvy) He ©Oyna 3HadHow. Jlvwe 25 i3 613 MiHiaTiop
KeHircbepabkoro crnucky (a ue 4 % ycix 306paxeHb) nepeaaroTb HepagicHi emouii. BuasneHi
MiHiaTiopy PafsmBinniBCbKOro nitTonmucy 3acBigyyloTb akTyanbHICTb ANna nioanHu [asHbOI
Pyci Takux TpbOX OOGCTaBMH CMYTKY Ta nniady, sik CMepTb ONMXHIX, CninbHi HewacTa
(cycninbHi 6ign — NoNoH) Ta po3nyka-npowaHHs. Lle morno noe’sidyBaTnUcs 3 iCTOPUHHUMM
yMOBaMn CTBOPEHHSI 300pakeHb. IntocTpauil noBigomMneHb nNpo BigXxig 3 UbOro CBITY i
NMOXOBAHHA KHA3IB Ta AYXOBHOI O0COOW, a TaKOX BOEHHWX KOHMMIKTIB, WO HEeraTMBHO
no3Ha4vanuncs Ha XUTTi NoAEN, LifIkoM MOXINBO, 0COONMBO B TUX BUNAAKaXx, KONW HepaaicHi
eMouii B TEeKCTi He 3rafaHi, BigbpakaloTb MOBEAiHKOBI Mogeni Ta YABMEHHS NIOOUHK
CepegHboBivYS OO0 Nrayy sK NPUPOOHOI eMOUIMHOI peakuii Ha CMepTb i NMOXOBaHHA
ONWXKHIX Ta Ha HewlacTs, NoB’A3aHi 3 NonoHoM. BigcyTHICTb intocTpadin nevani Ta cnis 'y
[Me4yepcbkoMy LMKNI MiHIATIOP B LiNOMY Y3roAXyeTbCs i3 TpaauLI€Er iNoCTPYBaHHSA TEKCTIB
(npuginsanacsa yeara AisHHAM). KpiMm Toro, uen dpakT MoXxe CBigYUTU MPO PO3YMiHHA Crli3
NMOKasiHHA Ta Ha MOSIMTBI SIK BHYTPILWHBOIO CTaHy, SKMW He nepefacTbCs 30BHILLIHIMU
3acobamu 306pakeHHs.

lMepcnekTuBamMm AOCNIOAXKEHHS € BUABMNEHHS 300paXkeHb iHLLIMX acneKTiB eMOLIHOro
CBITYy, CniBCTaBMNeHHs MiHiaTiop i MOBIAOMIIEHb TEKCTY, MOLUYK BiANOBIAI HA MUTaHHA NPO
drakT BiOCYTHOCTI 306pakeHb, BiAMNOBIOHWMX JIITOMMCHUM 3BiCTKAM MpPO eMmoLil, a TakoX
aHania 3o0paxeHb IHLWOI BaXnNUBOI iNCTPOBaHOI nam’sitkn Jobwn CepedHboBIYYS —
Kuiscbkoro Ncantups.
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HepadicHi emouyii e MiHiamropax i mekcmi Pad3ueinniecbko20 snimonucy

Cmammio nipucesyeHo aHarnisy MiHiamwop Pad3usinniecbko2o nimonucy Ha rnpeomem
8i00bpaxeHHs1 8 HUX pearibHOi ma idearibHOI cKnadoeoi eMouitiHo20 ceimy noduHU Aobu
CepedHbosiuysi, 30Kpema makoeo acriekmy, ik ckopboma i rnna4y. B icmopuko-emouyitiHux
cmydisix inocmposaHi nam’simku € 3Ha4umMumu Oxxeperniamu, ski 0arome UiHHUU mMamepiar
0151 O0CiOXKEHHS. 306pakeHHs hikcytomb SIK OQiliICHI Posisu eMouit, mak i ys1811eHHS rpo ix
gaxxriusicmsb, O0UiNbHICMb, CymHicmb. Y cmammi 8UKopucmaHo crieuiasbHi ikoHoz2pagidHi
Memodu aHarnisy, a makox HapamueHUU, iCmMOPUKO-IOPI8HSANIbHUU ma KOHMeHMm-aHarliay.
BucnosneHo npunyweHHs1 npo Haubinbwy eupasHicmb came HepadicHUX emouid y
KOHmMekcmi i3o2paghiyHoi mpaduuii. 3 oansidy Ha ckrnadHicmb NPoYUMaHHs eupasie 0bu4ys
306paxyesaHux oci6 eu3HayYeHO Kro4oei Kpumepii eusisy 8i0nogiOHUX eMouil:
gcmaHosrieHul 8 icmopiogpadii «xxecm nedarni» — pyka 6ins woku abo rpumucHyma 0o
0bnuyys rnona odsiay — 4u cryuwleHi pykasu. Haykoea Hoeu3Ha riosfisieae y eusierieHHi ma
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KOMIIeKCHOMY aHarnidi MiHiamrop Pad3usinniecbKko2o nimornucy, wo 3o0bpaxatoms rnedarsb
ma nna4y. Po3ansgHymo ma y3a2arnibHeHO 0cobriueocmi po3yMiHHS UUuX eMouil Yepes rnpusmy
i3o2pacpiyHoi mpaduuii. BusHa4yeHO akmyarnbHi obcmaguHu rnposiey CMymKy ma Crli3 8
peanisx ma yseNeHHSX CepeOHbO8IYHO20 couiymy. Y pesynbmami 30iCHEHO20
O0OCnIOXEeHHST 8USIBNIEHO, WO 3a2arnioM 6 i302paiyHiti mpaduyii, npedcmaesneHid y
PadasusinniecbkoMy nimonuci, yeaza 00 eMOUuilHOI cghepu (30Kkpema, CMymKy ma risiady) He
byna 3Ha4yHoto. Jluwe 25 i3 613 miHiamwop KeHiecbep3bko2o criucky (a ue 4 % ycix
306paxeHb) nepedaromb HepadicHi emouii. BuseneHi MmiHiamwopu Pad3usinniecbKko2o
niimonucy 3acgid4yyrome akmyarbHicmb 01 MoOuHU [JasHboi Pyci makux mpbox o6cmaguH
CMymKy ma nnaJdy, sk cMepmb OnuXHIX, CrifibHi Hewiacms (cycninbHi 6iou — nosioH) ma
po3sriyKa-ripow,aHHs. Lle Moarno noe’sa3ysamucs 3 ICmMOpuUYHUMU YyMO8aMU CMEOPEHHS
306paxeHb. Inocmpauii nosidomneHb rpo eidxid 3 yb020 C8iMy i NOX08aHHS KHSA3i8 ma
OyX08HOI 0CcObU, @ MaKOX B0EHHUX KOHGDIIIKmMIig, WO He2amueHO ro3Havyanucs Ha xummi
J1r00ed, UiNKoOM MOX/ueo, ocobriueo 8 mux eurnadkax, Konu HepadiCHi eMouii 8 mekcmi He
3ealdaHi, sidobpaxkaromb noeediHkosi Modesni ma yseneHHs1 moduHU CepedHbo8iu4s1 w000
rnnadvy siKk npupodHoOi eMouiliHOI peakuii Ha cMepmab | MoOXoB8aHHsSI BIIUXHIX ma Ha Hewacms,
rnoe’sisaHi 3 rnosoHoM. BidcymHicmb intocmpauit nedani ma cni3 y lledepcbkomy YuKni
MiHiamrop 8 Yiriomy y3200)KyembCs i3 mpaouuiero imocmpysaHHs mekcmis (npudinsinacs
yeaza 0OistHHAM). KpiMm moz2o, yel ¢hakm Moxe cg8idyumu rpo PO3YMiHHS CI1i3 OKasiHHA ma
Ha monumei sk 8HympillHb020 CcmaHy, sIKuU He rnepedaembCs 308HIWHIMU 3acobamu
306paxXeHHs.

Knroyoei cnoea: emouitiHut ceim, nedarne i rnnad, Pad3usinniecbKud f1imornuc, MiHiamropu,
CepeldHbosiuys, lNe4yepcbKul YUK MiHiamrop.
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NMPOMMCNOBICTb | TOPTIBNA KWEBA OPYIOl MONOBUHU XIX CTORNITTA Y
BUCTABKOBOMY MNPOEKTI «LLEBYEHKO MOBOIO MICTA»: HAPATUBU TA OBPA3U

Oner Marguuy

Kyivan Industry and Trade in the second half of the 19th century through the lens of the
Exhibition “Shevchenko in the language of city”: Texts and Images

Oleh Mahdych

The author explores how the development of industry and trade in Kyiv in the second half of the
19th century was visualised in the exhibition “Shevchenko in the language of the city” that took
place at Taras Shevchenko National Museum from November 4 of 2020 through March 31 of 2021.
Scholars addressed urban development in Ukraine on a number of occasions, especially in the
Soviet times. Contemporary historians also tackled the issues related to the industry and trade of
Ukrainian cities. However, there is still room for improvement as new challenges arise. Classic
narrative strategies are not enough in the museum environment. Researchers and curators have to
work together in order to develop a visual strategy for curatorial projects based on published and
unpublished data and images. “Shevchenko in the language of the city” is a curatorial project
aimed at visualising socio-economic life in Kyiv in the times of the great Ukrainian poet. Curators
focused on sugar, brick, ceramic and textile industries as key to the Kyivan economy of the second
half of the 19th century. They sought to demonstrate the spectrum of the Kyivan economy to
museum visitors through a range of visual sources. The author analyses how maps, installations,
and infographics were used for this purpose. He looks in particular at the map of sugar factories
and infographics that visualise industrial development in Kyiv from 1848 through 1908. The author
also examines the use of digital tools for recreating the economic space of Kyiv and its impact on
everyday life.

Keywords: industry, exhibition, museum, reception, visualization, museum exposition, map,
installation, trade, urbanization.

XIX ctonitta — ue 4vac 6ypxnusoi ypb6aHizauil. Lle yac, konu Bhneplie Micbke
HaceneHHa 3a KifnbKiCTIO MOYMHAE nepeBuLLlyBaTU CinbCbke. 3BIiCHO, Ue BigbyBaeTbCs
crnoyaTKy TiNbKM B OfgHiN KpaiHi — y Benukin bputanii. Ane came y XIX ctoniTTi micTa
OCTaTOYHO CTalTb NPOCTOpamu, SKi (POPMYIOTb TPEHOW, akUueHTU CyCniflbHOro CBITOBOMO
po3BuTKy. BnacHe, XIX cTtoniTTda — Lie Yac, Kofim MiCTo TpaHCOPMYETHLCS, NEPETBOPIOIOYNCH
i3 cepeAHbOBIYHOrO — 3aMKHYTOr0O y MeXax CBOIX CTiH, 3 KpMBMMW BYNUYKamu, 3 LEXOBUM
YCTPOEM, 3 pEeMICHMKaMM Ha pUHKax, 3 CcepeaHbOBIYHMM MpaBoM, NOByoOBaHMM Ha
MargebypabkomMy npasi — Ha NPOCTIP, BIAKPUTUIA A9 PO3BUTKY, pO3puMBatodn CBOI CTiHK (Big
MypiB o 6ynbBapis 2019, c. 4).

OpHielo 3  HaMBaXNuBIWIMX O3HAK pPO3BUTKY MicTa Yy XIX cToniTTi cTtana
iHaycTpianizauia. NpomucnoBa peBontoLis Heabusk NpuUckopuna €KOHOMIYHUIA PO3BUTOK
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MICT, OCKiflbKM BOHW CTaBanu npekpacHnMMuM nokauismu gns nobynosu 3aBogis Ta habpuk.
IHOYCTpIA pakTUYHO cTana eBPONeENCbKMM TPeHOOM. Tak YuM iHaKLie YCi eBPONencChbKi KpalHu
HamaralTbCsl po3BMBATM, a 4Yacto i OyayBatu 3aHOBO npomucrnoBicTb. Lle opgHieto
BaXXITMBOIO rany33i eKOHOMIYHOro noBcsaKAeHHs Byna Topriens. Baxnuea ekoHOMIYHA ponb
YKpalHCbKNX 3eMerib Ta 3pyyHe reorpadiyHe posTallyBaHHS CrPUANO 3POCTaHHIO KiSTbKOCTI
MICT, NEPETBOPEHHIO TX HA LLEHTPM 30YTY CiflbCbKOrocnoaapchbkoi Ta NPOMUCIIOBOI NPOAYKLIl.

[ocnigkeHHss eKOHOMIYHOIO PO3BUTKY YKPAIHCbKMX MICT B XIX CTORMITTI 3HAMLINO
AOCUTb BaroMe Micle B yKpaiHCbKil icTopiorpadii, 0cobnmBo B pagsHCbKi Yyacu, Konv B
ICTOPMYHIN HayLi JOMIHYBana MapKkCUCTCbKa MeTogomnoris AKLLO roBopuTy Npo Ui, TO BapTO
BiA3HA4YNTK, LLO SIK NPaBUO BOHW MPUCBSYEHi icTopil npoMmncnoBocTi ([epeB’siHkiH 1960),
abo 3aranbHOEKOHOMIYHIN npobnematudi (Mypxin 1962) B OyCi MapKCUCTCbLKOro nigxogy.
Ocobnuey yBary npuainsnacb CtaHoBULLY POGITHWUKIB Ta censH, ix NobyTy Ta 3aranbHin
XapakTepucTuui  €KOHOMIYHOro  PO3BUTKY. Mpn BCiX Heponikax AaHux pobiT
(3aipeonorizoBaHicTb, HagMipHa yBara Ao bakTiB), aBTOpW 3ibpanu Ta npoaHanisyBanu
BENnYesHy KinbKiCTb HaA3BMYaMHO LiHHOIO eMMipuyYHOro marepiarny.

Cy4acHa ykpaiHCbKa icTopiorpadisi Tex npuainge yeary ui npobnemaruui, npyuyomy
AK Yy TpaguvuivHin gocnigHuubkin opmi. BapTo 3a3HauuTh, WO NEBHUM YaCc €KOHOMIYHa
ictopia Oyna gewo BiACYHYTa iHWMMKM TemMamu, WO MOXHa MNOB’A3yBaTM 3 CBOEPIOHUM
«rMepeHacuyeHHSAM» JaHOK TEMAaTUKOK pagsHCbKOI icTopiorpadoil.

BnacHe MoxHa cTBepaKyBaTW, WO Yy CyyacHi YKpaiHCbKiM Hayui MocTynoBoO
BioOyBaeTbCa HabyTTA HOBUX TeM, MeTodiB Ta popmM. Tak Bce BinbLl MONynsipHOK CTae
icTopis 6isHecy Ta nignpuemHuyTea (BogoTtuka 2018; PanHep 2000), gocnigxeHHs 6iorpadin
BNAMBOBMX MignpuemuiB. JocnigHWKM nparHyTb NepeocMUCINTL Porb iHAYCTpianisauil Ta
ypbaHisauii onsa ykpaiHcbknx 3emenb (PeeHT 2019 Big mypis ao 6ynbBapis; YopHuin 2007),
chopmyBath HoBe HayeHHs yKpailHCbKOro XIX ctonitTa (PeeHT 2003), pO3BUTKY OKpPEMMX
perioHiB (JoBxyk 2009; MonyaHoB 2005).

lMocTynoBo 3’'aBnsieTbcs Bce Oinblle HOBUX OpM AeMOHCTpaLil pesynbraTis
AOCniAXeHb, 30KpemMa 3 3aCTOCYBaHHSAM MyIbTUMELIMHUX TexHonorin. OgHMM i3 Takux €
npoekT LleHTpy Mmicbkol icTopii «KniB ractpoHOMiYHWIA» (KKiB racTpOHOMIYHWUIA, 2018). BiH
[03BONSE BMBYATU MOBCSAKAEHHE XUTTS KMAH nNodaTky XX CTONITTS. HAa OCHOBI iIHTEPAKTUBHOT
Manu Micta Ta Bi3yanisoBaHuX Yy Hii 6a3ax gaHux. TemaTu4HUin Nogin matepianis BKAOYae
Taki pybpuKmn, SIK OCBITa, KyNbTYPHE XUTTH, >Ka, MeguumHa i TpaHcnoprT.

MyselHa cdepa OeLwlo MeHLe yBaru npuginana uiv npobnemartuui. Lis Tematumka
NPUCYTHA B ekcnoauuii HauioHanbHoro myseto ictopil YkpaiHu, Myseto ictopil micta Knesa
Towo. OgHaK AKLLO rOBOPUTK MPO MY3ENHY cdepy, TO peuenisa uiei npobnemu sk npaBuno
3BOOUTBLCA 4O eMnipMyHoro 36opy npeaMeTiB Ta oakTiB Ta NpPeaCTaBreHHS B eKCno3unuisx
Ta BUCTaBKax.

MeToto cTaTTi € aHania cnpobun NepeoCMUCIEHHS Ta BidyanbHOro npencTtaBneHHS
posi NPOMUCHOBOCTI Ta TOPriBSli B €KOHOMIYHOMY XUTTi Knesa B gpyrin NonosuHi XIX — Ha
noyatky XX cTonitts., dka Oyna 3gincHeHa B pamMKax BMCTaBKOBOro NMpoekTy «LleByeHko
MOBOI MicTa» y HauioHanbHoMy my3el Tapaca LleByeHka (4 nuctonaga 2020 - 31 CivHS
2021 poKy).

Kypatopu BUCTaBKM NparHysiM MakcumaribHO JOCTYNHO Ta 3a JONOMOIOK 3pYy4HOro
HayKOBOrO IHCTPYMEHTAapIto NpeacTaBUTU porb MICbKOT KyNbTypu Y xuTTi Tapaca LLeB4eHka,
B3aEMOBMINBU MiCTa Ta 0COOM, a TaKOX PO3KPUTU CYTHICHE 3HAYEHHSA MICbKOrO MPOCTOpY Ta
NPOAEMOHCTPYBaATK ICTOPUYHY AMHaMiKy MicTa. [ns BuctaBkm byna obpaHa HapaTuBHa
Moenb ekcrnoauuii, ska Ha BigMiHy Big TpaguuiiHoi nobyaoBaHa 3a NPUHLMMNOM «CTOPI»,
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TOOTO 3a Mofenmno OnoBigi, WO Mae No4YaTok, KynbMiHaUilO i 3aBEPLUEHHS], I eKCroHaT y
LIbOMY KOHTEKCTi € BTOPUHHUM.

OG’ekTn penpeseHTyoTb MUHYME, SKe 34a€eTbCA OanekuMm, i MaTtepianisytoTb igeto
MMWHYIOro, BignpaubOBaHy CyCniNbCTBOM (Y npoueci OUCKYCIT Ta cenekuil, KOnu Hkicb
3HaAYEHHS NiAKPECNEHO, iHLWI NOSACHEHO), Wo6 HabnManTuca 4O NeBHOI Bepcii icTopii (3ybap
2020, c. 67).

3anponoHoBaHa MOAENb E€KCNOo3uLii OO03BONSE HE NMWe MoKa3aTu eKCnoHaTw, a i
BnacHe 6ayeHHs, iHTepnpeTauilo ICTOPUYHMX NOoAiA, A€ PO3MILLEHHS EeKCroHaTiB Y
€KCNo3unLUinHOMY NPOCTOpPi Ma€e Ha MeTi JO3BONUTY KpaLle 3po3yMiTh igeto.

Y TOoMy 4ucni nokasatu couianbHO-eKOHOMIYHWA TMpOCTip MicTa - CBoOepigHe
€KOHOMIYHEe MOBCAKOEHHS, 3 AKMM 3iLUTOBXYBariMCA BYOPALLHi CEeNsHU, SKi nepepkmKann go
MicTa. PakTUYHO TOW MPOCTIP, 3 9KMM MU CTUKAEMOCHb LOAEHHO, AOXe Ui ABi CKnagoBsi
4YaCTMHM MICbKOrO MPOCTOPY € B3aEMomnoB’sidaHi: 6e3 ekoHOMiku He byade KynbTypu i 6e3
KynbTypu He Byae eKOHOMIKM Ta couianbHOro po3BuTKy. BignoBsigHoO, ekoHOMIKa Aae KowTwm
Ansa Toro, wob posBuBanacs Kynetypa, a KynbTypa gae igei gns toro, wob possuBanocs
CyCninbCTBO Ta EKOHOMIKa.

Lle Mn moxemoO BigHECTM OO TUMNy TaK 3BAHOMO «EKOHOMIYHOrO MOBCAKOEHHSI»,
OCKIiNbKM €KOHOMIiKa, XOTinn 6 MK LbOro YK Hi, BNNMBAE Ha NOACLKE XUTTSA Ta AiSANbHICTb.
3BiCHO, He BapTO MEpeoLiHBaTU POrib €KOHOMIKM (K Le pobunu iCTOPUKN-MapKCUCTK),
OCKISTbKM N0AN 4aCTO MOXYTb YMHUTU, BUXOOSAYN 3i CBOIX YABMEHb Ta LiHHOCTEN, B SKi He
000B'A3KOBO MOXYTb BXOAUTW MaTepianbHi UiHHOCTI. OgHaK He MOXHa 3anepedvyBaTy, Lo
MaTepianbHe BMXXUBaHHS, 3apobiTok GaxkaHHA 3apobuTK BNANMBaKOTb HA BYMHKN NOOEN.

BnacHe uin Temi 6yB B OCHOBHOMY MPUCBAYEHUIA NEPLUNIA 3a eKCNO3ULLil BUCTaBKN,
KM OyB CBOro pogy HapaTuBHUM BCTynom. [epw 3a Bce, KOMaHAa cTaBuna 3aBOaHHS
NPOOEMOHCTPYBaTU NPOCTIP, B AKUA NPUXOLATb ONOBHI repol BUCTaBKW: BYOPALLHi CENSAHN,
SIKi CTalOTb YAaCTUHOM MicCTa.

[ns noyaTky KypaTopu nokasanu sik 3MiHIOBaBCHA KWIBCbKUA MICbKMIA NPOCTIp Y XIX
ctoniTTi. Lle 6yno 3pobneHo y d¢opmi iHcTansuii, ymoBHa kapTta Kuesa. binbl wWinbHO
3arnoBHEHUM KOHTYpP — Le Mexi Knesa Ha noyatok XIX ctonitta. Kypatopu opieHTyBanuca Ha
OfIHY 3 HaMBIZOMILLNX KapT MicTa 1842 pOKYy.

IMpoaoBXeHHs iHCTanAuiT 4eMOHCTpyBano, Wwo BnpoaosX XIX ctonitta Kuie Heabusk
PO3LUMPIOETHCA, HOMY CMPUADTL CaMi TPEHAN PO3BUTKY — MiCTa 3MIHIOKOTb CBOKO CyTb. Tenep
Le NpocCTip, KM He 3anexuTb Bif BONi NpaBUTeNs, a 3anexuTb Big Noro xutenis. Tenep
XuTeni micta BU3Ha4aloTb, K BOHO Byae po3sumBaTucs.

3MiHM B ekoHoMiLi MicTa BnpogoBxX XIX cTonitrta BiaBigyBadi Mornv nobauntn Ha
ABox iHdorpadikax - aobipkax 3o00paxeHb, giarpam i MiHiManbHOro obcsary TEKCTy, siKi
nobyaoBi B HapaTUBHIA ekcno3uuii. [JdaHun Bug nogadi iHgopmauii BAKOPUCTOBYETLCA ANS
Bidyanisauil gaHuMX Ta 3aMiHM TekcTy. Y OaHOMy BUMagky Le A03BOSIMMO KypaTtopam
npeacTaBuUTU JaHi PO eKOHOMIYHNIA pO3BUTOK Knesa y BidyaribHii opmi.

lMepwa pgiarpama — AaHi Npo KMIBCbKe rocnogapcTBo CTaHOM Ha 1848, Apyra — Ha
1908. Nepwa parta 6yna obpaHa y npme’a3ui Ao noctati Tapaca LLeB4eHka, OCKinbku 3a pik
Ao Toro noro 6yno 3aapelutoBaHo nig Knesom. Tomy LS cTaTUCTMKa NOKa3ye HaM KapTUHY
€KOHOMIYHOro pO3BUTKY MiCTa Ha MOMeHT apelwTy LllesyeHka. [pyra giarpama - OCKinbku
came y 1907-1908 pp. NOYMHAETLCSA BiAHOBMEHHA €KOHOMIKM MiCns CBITOBOI €KOHOMIYHOI
Kpu3n Ta pesontoLil 1905-1907 (EkoHoMivHa icTopis. 2011. T 2. C 22-23).
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In 1. KapTa iHcTansaudia 3amiHn TepuTopii Knesa y XIX cronitri. 3 apxisy HMTLL.
ABTop ¢hoTto - IpuHa Bonko.

Ha 1848 pik, KuiB — Manopo3BUHEHE Y MPOMUCIIOBOMY MnaHi Micto. 3aranbHui
0o6opoT He cAraB HaBiTb MiNbhMoOHaA pybniB, a OCHOBHOI MPOMMUCIIOBOI rany3sto Byrno
BUPOBHMLTBO CBiYOK. HYomy? Tomy Lo JlaBpa, Xpamu i LePKBM, TOXK CBIYKM — Oy>KE XO40BUN
ToBap. € TiNbKM OOWH MeTanyprivini mawuHobydiBHUA 3aBog — Ue ApceHan, aKun
BUMYyCKaB rapmaTti Ans pociicbkoi apmii (PyHayknen 1852, C.373)

Ane yepes NiBCTONITTA MW 6a4MMO BXXe 30BCiM iHLLY cuTyauito. O6opoTu 3pocTatoTb B
AecATKM pasiB (4o 12 mnH. pybniB), OCHOBHOK ranyssio CTa€e LyKpoBa MPOMMUCIOBICTb,
30iNbLUYETLCA KiNbKICTb MawwMHOOYAIBHUX 3aBodiB — npomMucnosicTb Kuea crtae Ginblu
posranyxeHot (Cnmcok abpuk 1912, c. 219-221.). 3BicHO KuiB He cTae iHaycTpianbHUM
nigepomM Ha ykpaiHcbkux 3eMngx, sk [JoHb6ac um KatepuHocnas, npote My 6a4mmo, Lo BiH
po3BMBaeTbCA B TpeHaax XIX cTonitTa — mogepHisauis, ypbaHisauis, iHaycTpianisauis. daHi
iHgorpadpikm [arTb MOXIMBICTb BigBiAyBadyy nobadunTn, HaCKiNbKM CyTTEBO 3pocna
€KOHOMiKa MicTa 3a 4pyry NOnoBuHY XIX CTONITTS.

MpoBigHot ranys33io ekoHoMmikm Kuesa Oyna uykpoBa NPOMUCIIOBICTb. ToMy,
roopsuM obpasHo, sikbM rpowi Manm cmak, TO KWiBCbKi piHaHcu Oynn 6 conogkmmu.
BracHe, piBeHb LlyKpy B €KOHOMiILi BU3Ha4aB piBeHb po3BUTKY Kuesa Ha Ton Yyac. [ns Toro
Wwob NpoaeMOHCTpyBaTU piBEHb PO3BUTKY LYKPOBOI ranysi B Kuesi, KOMaHga MNpPOEKTY
BUpilUMNA 3acTocyBaT MeToq KapTorpadyBaHHA. Y gaHoMy Bunagky ©Oyno cCTBOpeHO
KapTy-iHCTansauio, sika 4eMOHCTpyBana 4YacTuHy LyKpoBux 3aBogiB KuiBcbKol rybepHil — Ti,
AKi 3amukanuca 6esnocepedHbo Ha Kuesi. BoHa nokasye, YoMy MICTO CTa€ LIEHTPOM
€KOHOMIYHOro po3BUTKY perioHy. byno obpaHo 12 3aBogis HaBkorio KMeBa, siki BUNycKaloTb
LlYKOp-NiCOK Ta Manu 6eanocepeaHi kKoHTakTn 3 KMiBCbknM pacdpiHagHMM 3aBOAOM, OAHUM i3
HaNNOTYXHILMX B Ha YKpaiHCbKMX 3emnax. bing KoXHoro 3aBody BkasaHO piBEHb MOro
BUPOOHMUTBaA — rpoLOBi 0BOpPOTH, KiNbKICTb NpauiBHUKIB, CKiNbKM BiH BUMNyCKaB nyais
LYKpy-nicky. Lle gae MOXNMBICTb MOKasaTu MOTYXHICTb BUPOOHULTB Ta SIKYy 4acTKy BOHMU
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3amanu B 3aranbHoMy 060poTi LyKpoBOI ranyasi. [laHi napameTpu (KinbKiCTb NpauiBHUKIB,
KinbKiCTb npoaykuii Ta diHaHcoBi ob6opotn) 6ynu obpaHi OcKinbku came 3a uuMu
napameTpamu ( TOYHiIEe 3a OOAHMMW 3 HUX — HanyacTiwe ue (iHaHCOBI AaHi) nepeciyHi
rnsgadi OLUiHIOKTL MNOTYXHICTbL NignpuemcTaea

In. 2. IHdorpadikm nokasHuUKiB npomucrioBoro po3BuTky Kuesa y 1848 ta 1908
pokax. 3 apxisy HMTLLU. AsTop cdoTo - IpuHa Bonko.

Jinwe oguH 3aBod, skmn 3Haxoguscs Yy Kuesi, BunyckaB Uykop-padiHag. AKWwo
nepeBecTV Le Ha TPOLUKW iHWY aHanorito, SKWO € KOMMMEKC 3aBOAiB MO BMPOOHMUTBY
aBTOMOGiniB Toyota, TO B HaBKONMULLHIX 3aBOAAX BUrOTOBMSAKOTL AeTarni, a B LLeHTpanbHOMY
36upatoTb aBTomobini. To6To B MicTi 6a4nmo BinbLu BUCOKMI piBEHb pO3BUTKY. Lle nokasye
3pocTaHHA posi Kueea B EKOHOMIYHOMY XUTTi YKpaIiHCbKMUX 3eMErb, a TaKOX HACKINbKM came
MICTO NOYMHAE 3anMaTK BULLI NO3ULI0 B rocnogapcbkin cuctemi. Came y Mictax noYnHaoTh
npautoBati 6Ginbl NiGNPUEMCTB, SIKi 3 CUMPOBMHM 4K HaniBpabpukaTiB BUrOTOBNSAIOTb
roTOBMI NPOAOYKT.

Ak BMAHO 3 KapTu, LEHTPOM «LyKpoBOI cuctemm» Kuiscbkoi rybepHii 6y KuiBcbkuii
padiHagHUN 3aBof, SIKMK, 40 pedi, 3HaxXoaMBCs Ha MicLi TenepiwHboT dhabpukn «PoweH» —
HewmiiBka 3aBxan byna «conogkum micuem» y Kuesi. 3aBog BBaXkaBCS OAHMM i3 nigepis
uykpoBoi ranysi B Pociicbkin imnepii. BiH MWoB Ha ogHOMy piBHI 3 NeTepbyp3bKuM i
MOCKOBCbLKMMU: NepeBaxas ix no o6’emax BUPOOHMLTBA, ane nocTynaBcs iM MO KiNbKOCTi
npauiBHukiB. 3aranom o6opoTu UbOro 3aBody Ha 1908 pik cTaHOBMNM NpUBNM3HO 96
MIfIbMOHIB  JonapiB, SKWO MepeBecTM Ha CyyacHi rpowi (ans nepeBedeHHs Kypcy
BUKOPUCTaHHI METO, MNOPIBHAHHA MEeTasni4yHOi BapTOCTi BantoT Ta iHpNALIMHOroO KoedilieHTa
depnepanbHoro kasHadenctea CLUA) (Cnncok habpuk 1912, €.169).
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In. 3. KapTta uykpoBux 3aBoaiB KniBcbkoi ryoepHii Ha 1908 pik. 3 apxisy HMTLL.
ABTop doto - IpuHa Bouko.

KuiBcbknin 3aBoa GyB HACTINbKM MOTY>XHWM, WO >KOAEH i3 Benukux 6isHec-knaHis
Kuesa — TepelueHkn, bpoacbki XaHeHKM — He MOTrn B3SITU MOrO NOBHICTHO Mif, CBil KOHTPOSb.
Tomy B pesynbrtati, KuiBcbknin padpiHagHum 3asop, 6yB akuioOHEPHUM TOBapUCTBOM, B IKOMY
KOXXHa i3 Lmx cimen mana cBoto YacTky (Cnmcok pabpumk 1912, c. 169).

Y KiHUi XIX cCTONITTA BIiAOYBaeTbCA pPO3KBIT KepamMidHOi ranysi, 3okpema
dapdopo-hasHcy i NpOMUCNOBOI KepaMikun. He B OCTaHHIO 4epry Le CTano MOXIMBUM
3aBasikm 6ymy 6yaiBHmuTtBa Yy KueBi, WO 36inbWmMB NONUT Ha KepamiyHi Bupobu. [Bi
HanbinbLWi MaHydakTypu Mmicta — Mexuripcbka Ta KepamivyHunin 3aBog AHOXKENOBCHLKOMO
cneuianiayBanucs nepeBaXHO Ha Kaxnsx, Bupobax i3 rnuMHAHOI Kepamikm (asaHc) Ta
YXKUTKOBUX pedax. Hacto habpukn BUKOHyBanu npuBaTHi 3aMOBMEHHA AN 3HAaTHUX OCiO,
BUNYCKaK4M Te, LLO 3apa3 MM MOXEMO Ha3BaTu NiMITOBAHOW cepieto. Hepigko npegmetn
NMOBCAKOEHHOIO BXWUTKY (SK-OT MNocyd) OKpeMi iHCTUTYUIl cheuianbHO 3amMoBnsanu Ons
BracHux notpeb. Cepen Takmx 3aMOBHMKIB, 30kpema, 6ynn YnaHCbKMM nosnk Ta [HCTuTyT
wnaxeTHux gisyat (KynexeHko 1910, c. 270).

Baxnuee wmicue nocigano BupobHUuTBO Uernu. Micta y XIX CTORITTi NOCTIMHO
poswwuptoBanuca. byagysanoca Bce 6Ginbwe HoBMX cnopyd 3 abCcontoTHO HOBUM
dyHKuioHanom. lMoTtpibeH 6yB HoBuW OydiBenbHUI MaTtepian, SKUN He ropuTb Ta AKUN
MOXHa LBMAKO BWUrOTOBUTWU. TakMMm Matepianom ctana uerna. byaiBenbHun 6ym
nepeTBOPIOE LErMyaHy rany3b Ha OAHY 3 OCHOBHMX Yy MicTi. B uen vac y TexHonorii
BUPOOHMUTBA UEernMM CTaBCs ChpaBXHiM nepeBopoT. byno BuHamgeHo KinbueBy
oGnantoBanbHy Miy i CTPIYKOBUIN Mpec, SKi AO3BONUNN HanNaroguT MacoBe BUPOBHULTBO.
Llernn BurotoBnanu HacTinbku 6arato, wo BMPOOHMKIB 3000B'A3anu CTaBUTM 3aBOACHKE
knemnmo, wob BIiAPI3HATM sIKICHUA ToBap Big HesikicHoro. [eski 3aBoau Bunyckanu o 2
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MINbMOHIB LEernMH Ha pik. 3a Temnamn 3pOoCTaHHsA crnoxuBaHHs uernn Kuis 6yB cepen
nigepis B imnepii. Kniscbka uerna gpopmysarna obnuyysi micta.

MpoTsrom XIX CTOMITTA BENUKi iMNEpPCbKi TEKCTUIbHI  BMPOBHUKM MNOCTYNOBO
BUTICHANW MicUEBI NiANPUEMCTBA, LLO Aano 3MOry POCIMCbKMM TEKCTUITbHUM ToBapam
CTBOPUTM MOHOMOSIK0 Ha PUHKY YKpalHCbKMX 3emenb. HesBaxatum Ha Uue, nerka
NPOMUCIIOBICTb NPOOOBXYBana PO3BMBATUCS HaBiTb B YMOBaX >XOPCTKOI KOHKypeHLUil. Ha
TepuTtopii YkpaiHn 6yno 12 CyKOHHMX 3aBOAIB, WO MNEepeBaxHO CcnewianiyBanucs Ha
BUPOOBNEHHI peyen i3 BOBHM, NbOHY, KOHOMENb, AXYTY. 13 HUX Tpu 3Haxogunucsa B Kuesi,
NpoTe BOHU CTaHOBUIM NuLe 1% Bia 060poTy Ta 2% BiA KiNbKOCTi NpaLuiBHUKIB MiCTa.

Lli cdbepu rocnogapctea Kuesa 6ynu npeacrtasneHi opuriHanbHMMK ekcnoHaTtamm —
3paskamy npoaykuil gaHux nignpyemctsa 3 konekuii Myseto ictopii Kuesa, ski
AOMOBHIOBaNN KapTty. Takox Ans Bidyanisauii iHpopmauii npo uerenbHi 3aBogn Gyna
CTBOpEHa iHTepaKTUBHA KapTa LereribHUX 3aBofiB, Ski po3miwyBanucs B KMEBI B cepeanHi
XIX ctonitTa (In. 4).

In. 4. IHTepakTUBHa KapTa uerenbHuUx 3aBopiB KueBa ctaHom Ha 1850 pik. 3
ocobucToro apxiBsy aBTopa.

Ha ouundpoBaHy kapty Kuesa 1842 poKy pO3pOOHWKM HaHEeCnn TOYKu-agpecu
OCHOBHUX KWIBCbKUX LerenbHUX 3aBofiB. [Mpy HaTUCKaHHI Ha UK TOYKY 3'SIBMSETHCA
Cy4acHuU aHanor agpecu, iHpopmauis npo BnacHukiB Ta 06’emn BupobHunuTea (CemunetoB
2019). Taka dopma nogadi OO3BONHAE BiABiQyBayy YsIBUTW, e PO3MilLlyBasiMCb OCHOBHI
BMPOBGHMLTBA Ta CNiBCTaBUTK 3 CydacHUM Knesom.

He mMeHLW BaxnmBow cdeporo MiCbKOro rocnogapctea y XIX ctoniTti 6yna Toprieng,
fgKa B Uen 4ac JocuTb OypxnmMBo posBuBanacb. Onsa i npefgcTaBrneHHa cniBkypaTtopu
BMPILLMAN 3acToCcyBaTU (POpMy iIHTEPAKTUBHOI MYNbTUMELINHOT KapTu LWOAO TOPriBENbHUX
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3aknagis, ki posmiwysBanucsa B Kuesi B cepeauHi XIX ctonittda. Ha oundpoBaHy KapTy
Kuesa 1842 poky po3pOBHMKM HAHECN TOYKM-aApEeCU OCHOBHUX KUTBCbKMX MarasuHis.
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pTa KMIBCbKMX Mara3uHiB XIX ctonitra. 3 ocobucroro

apxiBy aBTopa.

[Mpn HaTUCKaHHI Ha L TOYKY 3'ABMNAETLCS CyYaCHUW aHanor agpecu, iHgopmadito
npo TMN mMarasvHy (4vm Topryeanu) Ta 306paxeHHs (Becb Kues: agpecHas u cnpaBoyHas
KHura Ha 1910 rog). Lli ABi kapTu (uerenbHUX 3aBOAIB Ta MarasuHiB) KpiMm Bidyanisauii
coujianbHO-eKOHOMIYHOro nNpocTtopy Knesa XIX CTONITTH, € Lie W ifiocTpauieto eTanis XUTTs
repoiB BUctaBku: 6partis IBaHa Ta Mukonu Tkauis.

OpHieto i3 HaNGINbLL opuriHanbHUX ranysen npomucnoBocTi Knesa 6yna 6aHkiBCbka
chepa. BoHa 3a3Hana Benukoi TpaHcdopmadii Bnpogosx XIX cToniTTa — aKWwo Ha noyaTky
npo Hei mamke He Oyno BiQOMO, Yy CepeauHi CTOMITTA BOHA cnpurMmanacsa sk gyxe
yygepHaubKa («rpoLUi 3 NoBITPsi»: BU NPUHOCUTE BEKCENDb 40 GaHKy, a BaM MOro onnayyoTb),
TO HanpuKiHUi cToniTTa GaHKiBCbka cdpepa yxe cTana abContoTHO 3BMYHOK ranyssto
€KOHOMIKW MicTa.

Mepwe GaHkiBcbke BigaineHHa B Kuei Bigkpunoch y 1781 poui. Lie 6yna KoHTOpa
AcurHauinHoro 6aHKy, ane 4epes CiM pOKiB MOro 3akpunu yepes 36UTKoBICTb. HeBOOBSI
npuimaTn 3aollamkeHHs oTpumana npaso CycninbHa KOMICiH, sika TakoX BwuaaBana
Kpeantn. OgHak cnpaXHs GaHKiBCbKa AiAnNbHICTb po3noyanack y 1839 poui, Konum y MicTi
Oyno cTBOpeHO BigAinNeHHs (abo gk Toai HasuBanm “koHTopa”) [lepxaBHOro GaHKy.

Y ppyrin nonosuHi XIX ctonitta y Kuesi oamH 3a iHWKUM BigkpuBarTbCcs 6GaHKK
(ExoHoMiyHa icTopis Ykpaium 2011. T. 1, c. 641). Jlinepom ranysi 6yna Kuiscbka KoOHTOpa
HepxaBHoro 6aHKy, WO 3Haxogunacs Ha Micui TenepiwHboro HauioHanbHoro ©6aHky
Ykpainu, ansa Hei 6yno cneuianbHO nobygoBaHe NpUMILLIEHHS, sike 3apas € NOro rofioBHUM
odpicom. AKTMBWM KOHTOPWU HarnivyBanu 47 MIiNbMOHIB pybniB — uUe Mamke niBMinbspaa
Aonapis 3a CbOrOAHILLUHIM KYPCOM.
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dakTtnyHo, 6aHkM Oynm OCHOBHMMMK CrnoHcopamu ypbaHisauii Ta iHgycTpianisauil
YyKpaiHCbknux 3emenb, 60 BOHWM BugasBanu kpeautu. Cami nuvwe UyKpo3aBOL4YWKM
oTpumyBanu niB Minbapga gonapis —y TenepiwHbOMY MepepaxyHKy — KpeauTiB Ha pik
(EkoHOMIYHa icTopis YkpaiHu 2011. T. 2., c. 44). baHku Gynn TakoX 3aKOHOA4ABLUSAMM MOA.
Came B GaHKIBCbKMX BigAineHHsx 3'sBunuca nepuwi TtenedoHn Ta nepue enekTpudHe
OCBITNEHHS. | 3a 6GaHKIBCbKMMM 3aMOBIIEHHSAMW — Ha 03400NEHHS IXHIX BigaineHb Ta ogicie —
BUNYCKHUKM AKkageMil MUCTELITB Mario He B Yepry ctaBanu.

CbOrogHi >xogeH nopran HOBMH Y/ BUMYCK PaHKOBUX Tenenepenad He obxoanTbca
6e3 KypciB BantoT. Ta i Bynuui MICT yCisiHi CTOBNYMKaMn 3 KypcoBummu undpamn. Tomy ans
KpaLloro po3ymiHHsa 6aHKiBCbkOi cchepu Ta hiHAHCOBOro puHKY XIX-XX cToniTh y 3ani 6yna
npeacTaBneHa 3BedeHa Tabnuusa KypciB BamnoT: POCIACbKUMI pyOnb MO BiAHOLLEHHIO [0
iHWnx BantoT BnpogoBX XIX ctonitra (BekcenbHble Kypcbl, cBs3aHHble C Poccuen,
1814-1914 rr. 2005, c. 60-97). [Ana BupaxyBaHHs KypCy BantoT 6yno BUKOPUCTAHO METOAMKY
nepeBeneHHs BEKCENbHUX KypcCiB, siki Ay)e 4acTo 3actocoByBanucs y 19 ctonitti. To6To
CKiNbkn 6puTaHcbkMx yHTIB KOwwTyBaB 6u Bekcenb Ha 100 pybnis . Ockinbku 36epernuncs
AaHi NO pi3HMX poKax, TO OnpautloBaHHA iX Oinbll rHyykiwe Ta TOuYHile [ae 3mory
BCTAHOBUTU KYpPCW BarOT, aHibK CKaXkiMO MOPIBHAHHA NPUB’A3KM BantoT A0 cpibna un 3onota
(Poccuiicknii pybnb B cucTeme eBpONENCKNX BantoT: BEKCenbHble Kypcbl 1814-1914 rr. 2005.
c. 51-59).

Cy4acHi BMCTaBKOBi MPOEKTM TICHO MOB'A3aHi 3 HAYKOBOK AiANbLHICTIO, OCKIibKU
NOKSMKaHI CTaBUTU aKkTyarnbHi N5 CYCninbCTBa 3anuUTaHHS i HaMaraTUcs AKLWO | He JaTtu
BiAMNOBIQI Ha HMX, TO NiABECTU BiABigyBada LWyKaTu BignoBiab. TOMy TBOPSYM Taki MPOEKTH
MY3eNHUKN 0BOB'SI3KOBO BMKOPUCTOBYBATU MaTepiann HaykoBUX OOCHiAXKEeHb. 0cObrnmBo
SIKLLIO Lie CTOCYETbCA TeMU MicTa. CbOrogHi MicTO — ABUIYH CBITOBOI EKOHOMIKMN, KySTbTYPHURA,
ICTOPUYHUI, OYXOBHWUW, MONITUYHNIA Ta iIHHOBALINHUIA LIEHTP.

Jioan y MmicTi — K y cepeaunHi XIX CTOnITTH, Tak i CbOrogHi — OTpMMYOTb ©e3niy
coujianbHNX, EKOHOMIYHUX Ta OCBITHIX MOXIMBOCTEN AN poboTn, camopeanisadii Ta pocTy.
[MpoTe MiCTO BCTAHOBNIOE | NEBHI NpaBuna cnisicHyBaHHSA. KOXXeH, XTO XuBe Ta (PYHKLIOHYE
B MiCbKOMY MpPOCTOPI, NOBUHEH A0KaaaTUCAa 40 NOro PO3BUTKY PO3BUTKY, apke KOMAopTHE
iCHYBaHHSI MOXNMBE NuLIE 3a YMOBM OCOBUCTOI BigNOBIiAaNbHOCTI KOXHOrO MiCTAHWMHA.
BrnacHe eKOHOMIYHMI NPOCTip MICTa € HaL3BMYAMHO BaXXNMBUM, OCKINTbKM JAE MOXIUBICTb
MICTY Ta couiymMy po3BMBaTUCL. Lle cTocyeTbCsa AK XIX CTONITTS, Tak i Cy4aCHOro vacy.

Y pamkax BUCTaBKOBOrO MPOeKTy «LLleB4eHKO MOBOIO MiCTa» KypaTopu Hamaranucb
3arnponoHyBaT BacHy peLenuito «eKOHOMIYHOro NpOCTopy» MiCTa, BidyanisysasLun 11y
pi3HUX dpopmax. onoBHUMKU nepeBaramMu LbOro nigxony € OOCTYMHICTb Ta 3pO3YMIisiCThb,
ocobnueo Ans BigBigyBadiB, Ansa skux uda iHdopmauia abcontoTHO HoBa. Lle gossonse
OTpMMaTK UiNiCHY Ta CUCTEMHY iH(popMaLito No uin Temi y uikasin doopmi. Lle i € ogHieto 3
YHKUIN Cy4acHOro Myseto: NpuBepTaTy, 3auikaBuTu, NOCTaBUTU 3anNUTaHHS, Ta cnpobyBaTu
AaTu Ha HUX BIgNOBIAi, Npy LbOMY HaAasBLUW BigBigyBayy eMOUiNHWUIA OOCBIA CNPUMHATTA Ta
MOTUBYBaTW [0 NOAANbLUOIMO BUBYEHHS TEMMU.

Cnucok gxxepen Ta nitepatypu

BekcenbHble Kypcbl, cBA3aHHble ¢ Poccuen, 1814-1914 rr. 2005 SKOHOMUYECKasi UCMOPUS.
O6o3peHue 11, 60-97.

Becb KneB: agpecHas n cnpaBodHas kHura Ha 1910 rog EnekTpoHHuMnM poctyn:
http://irbis-nbuv.gov.ua/dlib/item/0000055.
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lMpomucnosicmb i mopeiens Kueea dpyaoi nonoeuHu XIX cmonimms y
eucmaeskoeomy ripoekmi «lllee4yeHKO MOBOIO Micmax»: Hapamueu ma obpasu

Y cmammi aemop aHanizye MmemoOuKu peuenuii ma eidyanizayii posni npomucriogocmi ma
mopeieni 8 po3sumky Kueea Opyaoi rnonosuHuU XIX cmonimms pearsi3oeaHi rnpayieHukamu
HaujoHanbHo20 my3eto Tapaca LllegyeHka e paMkax eucmagkogoao rnpoekmy «LllegyeHko
MO80K Micma». EKOHOMIYHOMY po38UMKY yKpaiHCbKUX Micm y uel rnepiod rpuces4yeHo
3Ha4Hy KinbKicme rpaub, ocobriueo e padsHchbKi Yacu. CyqyacHa icmopiogpachis makox He
OMUHae Yo rpobriemy, ocobrnueo 3 rnosi8o Ho8UX Memo0os102iYHUX 1i0X00i6 y O0CTIOKEeHHI
eKoHoMi4YHOI icmopii. OOHaK 3miHU 8 criocobi cripuliHammi iHgbopmauii, nosiea Ho8uUX ¢hopm
ma moludpikauis cmapux criocobie nowupeHHs ma ronynspusauii Oukmye HeobxiOHiCmb
opmysaHHs HO8UX MemooOie OeMoHcmpauii ma ornoeidi npo mMuHyne. OOHUMU 3 maKux €
gucmasku ma My3€eUHi eKCro3uuji, OCKilbKU Ue MemoOuKu, sKi 00380/ Mb
rpoirirocmpysamu  coujiaslbHO-€KOHOMIYHUU  rIpocmip Micma CcB0€epiOHEe EeKOHOMIYHEe
[10B8CSKOEHHS, 3 AKUM WO0OEHHO 3ilmOo8XxyrombCs MICbKi XXumerni. Y pamMmkax eucmagkogo2o
npoekmy Kypamopu (bouko 1., [JybuHa T., Sy6ap M., Mazduy O., Cedoea /., YynpuHa FO.)
npazHynu npoaHarsidysamu ma eidyaridysamu Krto4osi 2arny3i ekoHoMiku Kuesa (uykposaa,
ueeesribHa, KepaMiyHa ma mekcmusibHa), SKi ernueasiu Ha po38UMOK Micma y 4Yacu
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iHOycmpianizayii ma ypbaHizauii. ®akmu4Ho 6a4umo cripoby nokazamu ma rnosicHumu 0ss
gideidysayie «eKOHOMIYHUU npocmip micma» XIX cmonimms. Okpema yeaea npudineHa
8UBYEHHIO (YOPM, 3acmocoeaHUX Orisi 8UKOHaHHS UbO20 3ag0aHHs, Kapm-iHcmansuid,
iHgboepadghik, 30kpema Ha npuknadi Kapmu Uykposux 3aeodie ma iHgbozepaghiku
iHOycmpianbHo20 po3sumkKky Kueea 3 1848 no 1908 poku. Aemop aHanisye nomeHuiasn
Memody iCmMoOpPUYHOI PeEKOHCMPYKUii (Ha npuknadi mabnuui Kypcy earnom) y Cy4acHUXx
gucmaskosux rpoekmax. Takox y cmammi rpoaHarsizoeaHO 3acmocyeaHHs Uugposux
mexHoriozili y 8idmeopeHHi ma 0eMoHcmpauii eKoHoMiYHo20 rnpocmopy Kuesa, tio2o porni
ma 3Ha4YeHHSs y NMo8CAKOEHHOMY XUMmmi.

Knroyoei cnoesa: rnpomucriogicmb, sucmaska, My3el, peuenuisi, eidyarnizauis, My3euHa
eKcro3uuyis, kapma, iHcmansauis, mopaiens, ypbaHizauis
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OEKOJTOHI3YBATU 3HAHHA | TOBAYUTU NOCTCOUIANICTUYHOIO
«IHWLOIO»
(Tlostanova, M., 2017, Postcolonialism and Postsocialism in Fiction and Art. London:
Palgrave Macmillan Cham.)

OnekcaHpgpa Kotnsp

Decolonize Knowledge and See the Postsocialist «Other»
(Review on Tlostanova, M., 2017, Postcolonialism and Postsocialism in Fiction and Art.
London: Palgrave Macmillan Cham.)

Oleksandra Kotliar

The essay considers approaches to understanding the current situation of the former socialist
countries, proposed by the decolonial researcher Madina Tlostanova in her 2017 work
«Postcolonialism and Postsocialism in Fiction and Art». The eight chapters of Tlostanova's book
analyze specific temporal and spatial relationships that define both the postsocialist cultural and
political context. Tlostanova notes the impossibility of applying the terminology that has been
integrated into Western scientific discourse since the Cold War to the postsocialist space. Such an
approach automatically places the postsocialist countries in the post-bipolar hierarchy of the
world built by the West. The article's author compared the basis of Tlostanova's research with the
approaches of other colonialism and imperialism researchers, such as John McKenzie, Touraj
Atabaki, Saurabh Dube, and Ramon Grosfoguel. In my opinion, they can expand the theoretical
model formulated by Tlostanava. Tlostanova criticizes postcolonial optics as a paradigm leaving
the countries of the former «Socialist Camp» behind a new, but already epistemological «lron
Curtain» and continuing to reproduce colonial narratives. In the book, Tlostanova considers
postsocialism as a special state, marked by the intersection of multiple post-dependencies —
Russian, post-soviet, post-dictatorship, as well as global coloniality. A symptom of global
coloniality is, in particular, the phenomenon of self-colonization. This phenomenon manifests itself
in self-exoticization through the transformation of folk culture into a commodity, unhealthy
nostalgia for the past, historical memory distortion, and instrumentalization of images of the past.
Tlostanova explains this recursiveness of the postsocialist space through the concept of
tempo-localities, which are most clearly traced in art. Thus, decolonial artistic practices in a
post-dependent society forms a sensual basis for art and knowledge decolonization in general.
Keywords: postcolonialism, postsocialism, post-dependence, global coloniality, tempo-localities,
self-colonization, decolonial art, Madina Tlostanava.

KHmwkka MagiHm TnoctaHoBoi «[loCTKOMOHIaniaMm i nocTcouianiam y XygoXxHin
nitepaTypi 1 MUCTEUTBI» — He NuLe MNPOLOBXEHHS PO3MOBWU MPO BUTOKM, CYTHICTb i
Hacnigkn cTaHy, B SIKOMY CbOroHi ONUHUANCA MOCTCOUianiCTUYHI KpaiHu, ane 1 cnpoba
BBECTU L0 pO3MOBY B HOBi TEOPETUYHI paMKn AeKonoHianbHoT gymkun. OgHiero 3 nepeLukos,
AN OCMUCNEHHSA NoCcTcouianiCTUYHOro NPOCTOPY € BIiOCYTHICTb MOHATTEBOrO anapary,
KU O03BONMB GU BNUCaTKM KOMMSIEKC NPobBnemM Lboro NpocTopy B HayKOBUK OUCKYPC,
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MILUHO KOHTPOSIbOBAHUN 3axigHOK MOHOMOMIE Ha 3HaHHSA. 3BiNlbHEHHS OO0CNIOXEHb
COLLIOKYNbTYPHUX MNPOLECIB Yy MNOCTCOUIaniCTUYHUX KpalHax Bi4 MaHyBaHHA napagurMm i
PUTOPUKN arpecuBHOIl 3a 3MiCTOM MOLEPHOCTI Ma€e CTaTy BaXXNMBUM KPOKOM A0 MOAOMNAaHHA
KOMOHIanbHOCTi Cy4aCHUX MUCHEHHS | 3HAHHS.

3anponoHoBaHa M. TnocTaHOBOI TEPMIHOHOSOrIA Ta IHTepnpeTaLis BXe ycTaneHnx
y HayKOBIi MOBI TepPMiHiB SIKICHO Bigpi3HSE Ti Niaxia Big nonepefHix gocnigkeHns. MoTpeby y
BMHaWAEHHI HOBOI MOBW aBTOpKa MNOB’A3ye i3 HeOOXigHICTIO BM3HATW, OiarHoCcTyBaTn 1
NOCTyntoBaTh KOMNIIeKC Npobrem, y nepLuy Yyepry — eniCTeMIYHKX, i3 AKMM 3iLUTOBXHYNUCA
noctcouianicTuyHi kpaiHn. Came 3 uUiel NPUYNHN aBTOpKa chopmynioBasa Ha3By KHUMM i3
3aCTOCyBaHHSAM MpediKCiB «NOCT-», NOMPU POo3rnag i NOTNyMavyeHHs LbOro KOMMIEKCy 3a
AOMOMOroK  OeKOosIoHianbHOI ONTUKW. Takui nigxig oppasy CTaBUTb MUTaAHHSA Mpo
MOXITMBOCTiI O3HAYEeHHS CMifTbHOro 1 BiAMIHHOIO A5 Cy4acHUX YMOB iCHYBaHHS 1 PO3BUTKY
AepxaB KOMULHbOro «couianictmyHoro Tabopy» Ta iHWKUX KpaiH, wo nepebyBanu B
KOMNOHianbHin 3anexHOoCTi.

M. TnoctaHoBa BW3Ha4Yae [1OCMKOMIOHIaNisM $K OO’€EKTUBHMMA CTaH TUX, XTO
HapoaMBCS W BUPIC B €KC-KOMOHianbHUX cycninbCcTBax. TepMiHOMoris, 3acTocoByBaHa A0
KONMULLHIX KOJSIOHIN €BPOMENCBKUX Oep)KaB i BHACMIQOK LbOro acouioBaHa 3 HMMMU Ta
iHTerpoBaHa Yy 3axigHWW [OUCKYpC, He MOXe OyTuM LWTY4YHO HaknageHa Ha KOHTEKCT
rnocmcoujanicmu4yHux cycninectB. [Micna posnagy PagsHcbkoro Cow3y MOro KOMULLHI
pecnybniki no3daeunu ctaTycy «4pyroro CBiTy» 1 novanu knacudikyBatu sk «mobanbHUN
MiBoeHb». [NpoTe «NOCTpagAHCBHKMMA NPOCTIP HE MOXe YBIUTW aHi y CBIT Kanitaniamy, aHi
CBiTOBOro nponetapiaty» (Tlostanova 2017, p. 45). Y 1989 p. ®peHcic Pykysama KOHCTaTyBaB
«KiHeUb iCTOpii», BU3HAYaruYM MOMEHTOM LIbOro 3riamy nepemory nidepanbHol Aemokparil i
Kpax couianiCTUYHOro nNpPoeKTy MogepHocTi. [lata nodaTtky OKCaMWTOBUX PEBOSTHOUIN i
nepeopieHTauia 3BiflbHEHMX Bi pagdHCbLKOro BMAMBY KpaiH Ha 3axig crtana
OEeTepMiHaHTOK ANS  BMBYEHHS MOCTCOLianiCTUYHOrO NPOCTOPY, SAKUW  3a3Bu4ai
OCMUCIIOKTb Y YacoBUX KOOpAMHaTax nepemorn «gobpa» («3axigHoi umMBinisauii») Hag
«3rnom» (PapgsHcbknm Coto3om).

Mapagnrama «nocT-1989» nepetBopuna tepeHn KonuwHboro CPCP Ha «Cipy 30HY»
— «NYCTUM NPOCTip», YTBOPEHUM BHACMILOK BIACYTHOCTI agekBaTHOro nigxogy Ao
BCTaAHOBIEHHS Aianory 3 HUM. HaTomicTb nocTtcouianicTUYHNN «IHWWA» NPURHAB iepapXito
CBITY, CKOHCTpynoBaHy B nocTbinonspHy Aoby, Wo CNpUYMHUIO MOro HEBUAUMICTb OIS
3axogy. Ua HeBumammicte o6epHynaca TpariyHMM HEpPO3YMiHHAM MpoueciB, Lo
BiabyBanucs 3a yMOBHO 3pyMHOBaHOI «3ani3HO 3aBicolo» i NobyaoBaHOK HOBOW. HuHI
ua oBbMexXeHIiCTb MNpPOSIBNAETbLCA Yy HEe34aTHOCTI BM3HAYMTM [Kepena BiWH, siki Befe
Pociicbka ®epepadis, 1 edektmBHo npotuaiatn ii arpecii. M. TnoctaHoBa y npadi
HaBMUCHO nNpuUMMae HaknageHy Ha MnocTcouianiCTUYHUA npocTip 3axogoM  4acoBy
MaTPULIO AN BNACHOro aHarnisy, abn npogeMoHCTpyBaTh XMbun NOCTKONOHIanbHOT ONTUKMN.

Okpecniooum  yMOBM, Yy AKMX nepebyBaloTb  MOCTCOLianiCTUYHI  KpaiHw,
M. TnoctaHoBa 3acTocOBye TepMiH «eniobanbHa  KoroHianbHicmb». [nobanbHa
KOMOHianbHIiCTb, $K 11 XapakTtepusye, 3okpema, couionor PamoH [pocdorenb, He
nepenbadae OyHKUIOHYBaAHHSA KOMOHianNbHUX agMiHicTpauii, NONITUYHMUX | €KOHOMIYHUX
BnagHuUx CTPyKTyp (Grosfoguel 2008). [lMobygoBa HauioHanbHUX AepaB BHACMIQOK
NnoBasneHHs iMnepil He rapaHTye 3HULLEHHS CUMOBOrO KOMOHIanNbHOMO KOHTPOSMI, LWO
30INCHIOETLCA  PIBHUMKM  WNaAXxamMn 1 Metogamu.  [puUXmMnbHICTE  3acTapinum
HaLuioHanNbHO-BU3BONbHUM CcTpaTteriaMm 6opoTbbu nopogmna, Ha aAyMky P. 'pocdorens, mig
NPO «MOCTKOSTOHIaNbHUN CBIT», KU HacnpaBi NPOAOBXYE BiATBOPKOBATU KOMOHIanNbHy
enictemonorito (Grosfoguel 2008), 3MyLLYytO4M HaLUiOHANbHI AepXKaBu BUXKMBATU MiXK BinbLu
cnabknmm i BinbL CUNBbHUMK KpaTHaMW.
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YHacnigok nepexoay Big rnobanbHOro KonoHianiamy oo rnobanbHoi KoNoHianbHOCTI
nocrcouianictmyHi  cy6’ektm  3myweHi  mirpyBatu  Ha  «[nobanbHy [liBHiY» i
nepeTBOPIOBATUCA Ha CydaCHUN eKBIBaneHT KOroHianbHuxX nignernux (Tlostanova 2017, p.
vii). OgHoyacHo, ONA HMX nNUWAaKTbCA HEAOCTYNHUMM couianbHi  NipTH, AKMMU
KOPUCTYIOTbCA  BMXigUi 3 KONMWUWHIX  eBponencbknx  metpononin.  CborogHi
MOCTKOMOHIanbHUA «IHWNN» «BXOAUTb» Y METPONMOSit0, 3aBONOBYOYM COBI MicLe, y ToM Yac
AK «lHWKUW» nocTcouianiCTUYHUK, CKopille, fnepexunBae BTOPrHEHHS «HOBOrO CBITY» Y
BNaCHUW NpPOCTip (p. viii). ¥ NOCTKONOHianbHiKM Teopil Len npouec OCMUCIIIETLCA Yepes
KaTeropito Mporpecy, SIKMin CTaBUTb MNOCTCOUianiCTUYHY NIOAMHY Yy CTaTyC «OUKyHa» B
OuiKyBaHHi Ha UMBINi3oBaHicTb (Tlostanova 2017, p. 6).

Uepes pgekornoHianbHy KoHuenuito M. TrnoctaHoBa npocnigkoBye (hopMyBaHHA Yy
nocrtcouianicTUu4HnX cyb’ekTiB MHOXUHHUX rnocmaarexxHocmeu: POCINCbKOI,
NOCTPaAAHCLKOI, MOCTAMKTATYPHOI, rnobanbHol, OPYroCOPTHOI €BPOMNENCbKol Towo. Y
NnoCcT3anexHoMy CyCnifibCTBIi MEepeTUHaTbLCA pPi3Hi AO0CBIAW, MNOEOHYHYM B OLHOMY
NPOCTOPI Pi3Hi NTOKanbHi icTopil Ta HapaTuew. Lli gocsian rmmboko TpaBMyoTb CYCNiNbCTBO:
Hanpuknag, Ha NoCTpaAsiHCbKOMY MPOCTOPI CRiBICHYOTH NOCTpaXaani Big4 ToTaniTapHoOro
pexumy i Ti, XTO BpaB y4acTb y penpecisx abo NpuUHWXKEHHI iHWKuX (Tlostanova 2017, p.
15-20). Hacnigok KoMyHikauil umx rpyn — nNornnbneHHs i NoCcTinHe NepenpoXuTTs TpaBMu,
nosbaBneHHs Bif KO MOXIMBE NvLle 3a YMOBW 1T AiarHOCTYBaHHSA 1 OCMUCIEHHS.

OpgHum i3 cMmnTOMIB CTaHy nocTt3anexHocTi M. TnoctaHoBa Ha3MBae CXUMbBHICTb 0
camokorsioHizauji. [lpn 3ragyBaHHi UbOro TEPMiHY Ha AOyMKYy ofpasy crnajalTb
TeaTpani3oBaHi EKCKYPCil i3 3any4eHHsM enieMeHTIB HApOAHOT KynbTypu, SKi NPOBOAATLCS B
Pi3HMX KyTaX KOSULLHIX EBPOMENCHKNX KOMOHIN i 3ab6e3neyyoTb «EK30TUKY» AN TYPUCTIB.
BumMyLleHicTb po3BuTKY Takoi doopmu Bi3Hecy 3yMOBMEeHa Pi3HUMU 3aneXHOCTAMM — i
NMOCTKOSOHIaNbHOW, i Ccy4yacHow rnobanbHot. Ty3emui BXe CaMOCTIMHO BiOTBOPHOHOTL
KOSTOHianbHi CTepeoTunu, WO Marno BiApi3HAE OpraHi3oBaHi HUMKU AiINCTBA Bif iMNEePCbKUX
BucTaBok cep. XIX — noy. XX CT., HA SAKMX BMXIigUIB i3 METPOMOSIN «3HAUOMUNNY» 3
TepuTopianibHUMKM  BOMOAIHHAMW | X Hapogamu. Taki cTpaTeril 3actocoByBana u
ABCTpO-Yropcbka MOHapXisi y nNparHeHHi niaTpumaTtu ctaTyc Benukol gepxaswu. [1po ue
Oinbw poanoro nuwe MeTbto Pemnni y crartTi «lcTopis mucTeuTB i nonitTuka imnepii:
nepeocMmucneHHs BigeHcbkol wkonu». OAgHUM 3 iIHCTPYMEHTIB popMyBaHHA o6pasy
ABCTpifCbKOI iMNepil AK HagHauioHanbHOI OepXaBHOI CTPYKTYpU, B SKiM «MUPHO»
cniBiCHylOTb pi3Hi Hapoan, Oyna BcecsiTHA BuctaBka 1873 p. y BigHi. Ha Hin
ABCTpO-YropLlinHa npeacraBusia ekCnosuuito MiCbKOro M CinbCbKOro Xutna, Wo marna Ha
MeTi nigKkpecnutTn «4o06po3nynmMBMIA XapakTep KOSOHianbHOI BNagu» 4epes O4HOYaCHY
€OHICTb Ta PIBHOMAHITTA Pi3HMX 3eMenb MoHapxii. Y aeskux GyauHKax Ha Yyac BUCTaBKM
npoXxmeanu depmMepun Ta CensHn, 4eMOHCTPYOYM BiaBigyBavyam CBOK NOOYTOBY KynbTypy.
ETHorpagiyHmi xapaktep ekcrnosuuii BAKOHyBaB AeKinbka yHKUiN. [o-nepLue, CTBOPEHHS
into3ii  BIACYTHOCTI NPOTUPIM BCcepeauHi iMnepil, Ski HeraTMBHO MoO3Hayanuca Ha i
MiXHapogHoMmy crtatyci. [No-gpyre, BigyyTHa Ha BUCTaBLi Pi3HULUA Y CTaHi XuTna pisHuUx
perioHiB  ABCTPO-YropLimMHM HeHayebTo BigBogumna KOXHOMY Hapody CBOE Micue B
iMmnepcbkin iepapxil (Rampley 2009, p. 447-448).

BputaHcbkun  ictopuk  [koH MakkeHsi HasBaB LUe 4dBuLWEe  «NONYNspHUM
iMmnepianiamomMm» («popular imperialism»), SIKMA 3BOAMBCS A0 NPUMUPEHHS nogen i3
NONITUKOK KOSTOHIaNbHOI eKCcnaHcil Ta 11 XepTBaMu i peani3oByBaBCs, NepeBaxHoO, Yyepes
MUCTELbKI NPakTuKn (MacKenzie 1986, p. 1-14). Lntytoun cinocopuHtio [xoaHH PivapacoH,
M. TnoctaHoBa pakTU4YHO ONUCYE Biga3epKareHHA NoniTUKK «NOoNynApHOro iMmnepianiamy»
B Cy4YaCcHOMY (peHOMeHi CaMOKOSOHi3aLii, KofM Ty3eMLui NepeTBOPHTLCA Ha TYpUCTIB
BNacHol icTtopii (Tlostanova 2017, p. 100).
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Y NoCTpagsHCbKMX KpalHax sBULLE CaMOKOSOHi3auil Mae cneunmivyHi U MeHL
oyeBuAHI nposieu. Y 2014 p. y M. [IHINPO BIigKpunn TeXHIYHUA My3en «MalunHKu Yacy», oe
BiABiQyBadi MalwTb 3MOry «3aHypuTuCs» Yy pagsHcbke MuHyne. OKpiM  BUCTaBKU
papuTeTHUX aBTOMOBINIB, My3en CTUMI30BaHMI Pi3HOMaHITHUMK pedyamu 3 enoxu CPCP:
NoNiTUY4HMMK NiakaTaMmm, npegMmeTamm nobyTy, enemMeHTaMm KyXoHHOro iHTep’epy. MoaibHi
KomepuianidoBaHi Ta My3eedikoBaHi popmMu HocTanbfril, K X Ha3neae M. TrnoctaHoBa,
AOBOSIi MOWMPEHi B KONMULIHBOMY coLianicCTM4HoMy CBiTi. BoHn He nuvwe npoparoTtbes
3axigHMM TypucTam, ane n Hepigko BUKOHYHOTb KynbTypHY po6OTy BCepeduHi KpaiHu
(Tlostanova 2017, p. 100). CouianicTyyHa cnaguwumHa y TakoOMy BUMNaAKOBi BUCTYNae
IHCTPYMEHTOM NOAOMaHHA PO3PUBY MiDK MOKOMIHHAMM: «MYy3€ei HOCTarnbrii» He MaloTb HIiYOro
CMiSIbHOMO 3 iICTOPUYHOK NMaM’sTTIO, 3MYLLYIOYM BigdyBaTW Tyry 3a pagaHCbLKUM MUHYITUM
HaBiTb TUX, XTO HapoauBcs BXe nicns po3nagy CPCP.

Take (He)cBigoMe BUKPUBNEHHSA HaLUiOHanNbHOI nam’aTi Yyepes mysei abo nonynsapHy
KynbTypy € YeproBMM CBIJYEHHAM MOCT3aneXHOCTi, Ska NOPOSKYE BUHUKHEHHS Pi3HUX,
4YacTO aHaxpPOHIYHUX, YacoBMX i MNPOCTOPOBUX BIiAHOCMH. M. TrnoctaHoBa NPOMNOHYE
O3HaYUTU X HOBUM TEepMiHOM «memrionokasbHocmi». Ha 1i OymKy, akTuBisauid
rnobanisauinHnx npouecis 3 KiHUs XX CT. cnpuymnHunia metamopdosn yacy: BiaTodi BiH
akTUYHO 3acTur, NpPoTe 30BCIM He y (PYKysIMIBCbKIN iHTepnpeTauil. Yepes 3axigHy igeto
nporpecy 4ac 500 pOKiB KOJSIOHi3yBaB MPOCTIP, AKMAN CbOrodHi, 3@ YMOBHUM MNpUKNagom
My3eiB «MaLLUMH Yacy», arpecuBHO BUTICHSE 1oro (Tlostanova 2017, p. 95). MaHc I'ymBpexT
Ha3BaB Lie ABULLE «PpO3fagHaHMM YacoMy», KOSK B igeonorii BigcyTHi obpasn MmanbyTHLOro,
3aMiHeHi Ha iHCTpyMeHTani3oBaHi 06pasu MuHynoro (I'ymbpext 2019, c. 41). TakuM YnHOM,
MUHYNe 3anoBHIOE Halle TernepiwHe i, BnacHe, cTae HUM, a npouec NpoayKyBaHHS HOBOro
NepeTBOPIOETLCA Ha CUMYNAKP, AKMA  nuwe BIATBOPKE HOBI  BapiaTUBHOCTI BXe
nponaeHoro.

FymOpexTiBcbka «pO3NaHaHICTb» TaKOX MOXE MOSICHIOBATU PEKYPCUBHICTb
nocTcouianiCTUYHOro nNpocTopy. TeMnonokanbHOCTI MaTepiani3yloTe Nam’aTb y peasibHUX
di3nYHMX NPOCTOpPax, BMOMYKMIOKTb «iCTOPUYHI LUIpamMu», 3HOBY NepeBigkpuBatoTb abo
peabinitytoTb Micusa (Tlostanova 2017, p. 98). [lo npobnemun cknagHux 4aco-NnPoOCTOPOBUX
BiaHOCUH 3BepTanuca Miwenb dyko n Muxanno baxtiH. OgHak B ymMOBax NePETUHY Pi3HMUX
NOCT3arexHoCTen IXHi Migxoau He MNpPOCTO He «NpauloTby», ane M nornmbnioTb
enicTeMOororiyHy npipBy MK MNOTEHUINHMMW CTOpoHamMu gianory. dyko BMOKpPEMIOE ABa
TUMU YABHUX MPOCTOPIB M yKragae 1X y KoHuenuil ytonin Ta reteportonin. YTonii — ue
HepearbHi NPOCTOpM, WO CNiBBIAHOCATLCS i3 NPOCTOpamMu pearibHUMW. Ha BigMiHy Bifg HUX,
reTepoTonii He MOB’A3aHi 3 IHWWMK MIiCLUSIMKW, TOMY YTBOPIOKOTL ifeanbHWU NpoCTip, SKU
KOMMEeHCye HeaoCKoHanicTb peanbHoro. Ana nosacHeHHs M. ®yko HaBoauTb meTtadopy
A3epkana: nonpu Moro martepianbHy BigYYTHICTb, niognHa 6ad4ntb cebe B HeiCHyt4YoMy
NpocTopi, NnepeocMuchoymn gisnyHe micue nepebyBaHHs | cebe B HboMy. 'eTepoToniamm
dinocod BBaxkae my3sei i 6ibnioTekn Sk NparHeHHA Ngen 3BeCcTy CBi AOCBIL B OAHOMY
Micui, HeniggnagHoMmy 4acy.

Hanbinblw uikaBuM nNpuknagomMm retepoTonin, Skun Hasogutb M. ®yKo, € KOMOHil,
30KpeMa nypuTaHCbkKi 0OLMHM Ha MiBHIYHOAMEPUKAHCLKOMY KOHTUHEHTI (Foucault 1997, p.
330-336). Hosun CsiT ana M. ®yko — micue AnNs OOCArHEHHA OOCKOHAanocTi: TepeHu
KOMNOHi3auii MMCNATLCA SIK NYCTUA NPOCTIP, 3BifIlbHEHWI EBPOMNENCLKMMUN NOCENeHUs MU ANS
BnacHoro nporpecy. [eTepoTonii, TakuM 4YMHOM, BUMNPABAOBYHOTb METOAM 34INCHEHHS
KOnoHi3sauii, Ha Wwo 1 3septae yesary M. TnoctaHoBa (Tlostanova 2017, p. 96). 'eTepoTonii M.
dyko, 3 ogHoro 6oky, 4OBOAATL HEOAHOPIAHICTL MPOCTOPY, 3 IHLWOro — rOMOrEHI3yt0Tb NOro
yepe3 MoBHe irHopyBaHHsA «lHwWworo». Takum wnsaxom y CLUA Hapogunaca KoHuenuis
«BU3Ha4yeHol foni» («Manifest destiny»), cdopmynbOBaHa, iMOBIPHO, aMepUKaHCbKUM

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2022.2(14) | 77



REVIEWS

XypHanictom [)xoHom O’CanniBaHom y ctatTi «AHekcis» 1845 p. (Pratt 1927, p. 795-798),
WO BUNpaBOoByBana aHekcito Texacy HeoOXiaHICTIO po3LMploBaT XUTTEBUWA NPOCTIp
BUHATKOBOI aMepuKaHCbKOI Hauii (Anonymous 1845, p. 5-9). MNoaibHo go k. O’CanniBaHa
neritumizyBaB TeputopianbHy ekcnaHcito CLIA ®pepepik TepHep — aBTop Teopii
dpoHTMpy. Ha 3acigaHHi AmepukaHCbKOI iCTOpu4HOI acouiauii nig 4yac BcecBiTHbOI
BUCTaBKkM B Ymkaro y 1893 p. BiH BUCTYNUB i3 AONOBIAAI0 «3HAaYeHHA (OPOHTUPY B iCTOPIl
CWA», y gKin HaronocvMeB Ha BM3Ha4arnbHi poni NPOCYBAaHHA KOMMULLHIX €BPOMNENCHKMX
noceneHuiB Ha 3axig y ¢opMyBaHHI amepukaHCbKOi Hauii (Turner 1893). 3HULLEHHS
iHOiaHCBbKOro HaceneHHa 3axody MiBHIMHOAMEPUKAHCBLKONO KOHTUHEHTY @. TepHep
BUMNPaBAOBYE 3pOCTAHHSM MPOrpecuUBHOT aMepuKaHCbKOoI uuBinisadii (1. 1).

In. 1. [xoH Facm. AMepukaHcebKull rpoepec, 1872 p. Onis Ha nomnomHi. 29.2 cM x 40 cm. My3el
amepukaHcbkoz20 3axody Ompi (CLLA). The Autry's Collections Online. [Ix. [acm 306paxye ideto npozpecy, wo
pyxaembcs 3i Cxody Ha 3axi0. lo2o emineHHAM € AMepuKa, sika «Cyrnpo8ooXXye» MeXHIYHUU PO38UMOK ma
oceimy

IHaincekmn gocnigHuk Caypabx [yben Baano npocnigkoBye, K 3axigHa onTuka yacy
1 NPOCTOPY WTYYHO «BiAdINLTPOBYE» Ti, WO HE BMUCYKOTLCA Y EBPONENCHKY KapTUHY CBITY
(Dube 2016, p. 41). Axwo pocincekun ginocod M. baxTiH 4OBOANTE HEPO3PUBHICTL Yacy 1
NpoCTOpY, LLO € BUIgHOK No3uuieto Ans KonoHisatopa, M. TnoctaHosa i C. [1y6en HaBnaku
roBOpATb NPO 3annyTaHiCTb i BIOCYTHICTb CTPYKTYPU MUHYSIOMO M TEnepilHbOro, SKi
aHaxpoHIYHO nepenniTatTbCs B Cy4acHOMY npocTtopi (Tlostanova 2017, p. 97; Dube 2016, p.
4). BignosigHo, dinocodcbka gyMka notpebye OHOBEHHSI TEPMIHONOrYHOro anapary, abm
3anobirTv iHLOMY BUMipY CamMOKOMOHi3aLjii — iHTenekTyansHomy. Moro nowmpexa dopma
Ha MOCTPaAsHCbKOMY MpPOCTOpPi — 3acCTOCYyBaHHA TEPMIHIB, SKMMW MOCIYyroByBanucs
3axigHi B4eHi B pokn Xono4HOI BiliHM (3 NONITUYHMX NPUYMH CaMe Ha uen nepiog npunagae
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Hambinblia KiNbKiCTb HaykoBUX JgocnigkeHb PapgaHcbkoro Cotody). |HTenekTyanbHa
CaMOKOJIOHI3aLisl CNOHYKae A0 paavKkanbHOI Ail Ta 3yMoBMoe NoTpeby B AeKONOHIanbHOMY
OYMLLIEHHI HAyKOBOT MOBM abo0 ii nepeBMHaNOEHHI.

(He)cBigome BiATBOPEHHS KOMOHIaNbHOCTI 3HAHHA YacTo HEe 403BOSSIE BUATH 3a MOrO
mexi. Came Tomy M. TnoctaHoBa NoB’A3ye PO3BUTOK OEKOSTOHIaNbHUX MPaKTUK Yy nepLuy
yepry 3 MUCTELTBOM, SiIke MOXe iHTYITUBHO PYWMHYBaTW €CTETUYHI iepapxil 1 HagaBaTu
Matepian gna ¢opmMyBaHHSA TEOPETUYHOI MOoAeni OCMUCEHHS MNOCTCOouianiCTUYHOro
npoctopy. EcTeTuuHi iepapxii, MackoBaHi CUMBONIYHUM MNPUNHATTAM PI3HOMAHITTS,
MapKyloTb He3axigHe MUCTeuTBO SK npumituBHe. OgHak y XXI| CT. cydacHe MUCTeUTBO
KMHYIIO BUKIIMK ecTeTuui $SK 3axigqHOMy MpOAyKTY MOLEPHOCTI, 3anponoHyBaBLUK
nepuenTUBHI IHCTPYMEHTH, LLIO JO3BONAOTL YCBIAOMUTU JIOKASbHICTb 3axigHOT eCTETUKN 1
no3dyTnca TakMM YMHOM EK3UCTEHUINHMX ObMexeHb rnobanbHOI KOMOHIanbHOCTI
(Tlostanova 2017, p. 28-34).

[Monpn po3BUTOK MOCTKOSIOHIANbHUX CTyAin y 1980-x pp. i nepernsag iHCTUTYLUINHOI
CTPYKTYPU MUCTEUTBA, «Kpaca» W CbOrogHi CApUAMAETbCA LIEHTPAnbHOK KaTeropieto
MUCTELITBA, OCHOBHUN KPUTEPIN SIKOI — OTPUMAaHHS ecTeTUYHOI Haconogun. Takui niaxig
3arpoXye MnepeTBOPEHHSIM MUCTEUTBA Ha CUMYIMSKP, BiOKONMW BOHO CRYrye inos3ism
MOparnbHOI YeCHOTU | (He)NPUXOBaHOMY MPAarHEHHK MAUHU ByTU NpUYETHUM [0
«BUCOKOro» ecTeTUYHoro gocsigy. CbOrogHi My3ewnHi iHCTUTYUil Hagani nigaXuBniTb
CTaBIEeHHs 0O MUCTeuTBa K ToBapy. Y cepnHi 2022 p. MixHapogHa paga myseiB (ICOM)
ynepule 3 1974 p. nepernsHyna BUM3Ha4YeHHA My3eto. [lonpn BHECEHHSA Y AeiHiLito Takux
NOHATb, AK «iHKITO3MBHICTb», «AOCTYMHICTb», «CTIMKICTb» i «E€TUKa», y Hi 3a My3eemM
30epernn oyHKLUil0 HagaHHA «pPi3HOMaHITHOrO AocBigy Haconogu» (International Council of
Museums 2022). OgHoyacHo, Ha Wwo 3BepTae yeary Knpuno Jlinatos, 3aBigyBay HaykOBUM
Bigainom OpecbKoro HauioHanbHOro XyAoOXHbOrO My3eto, akTyanbHi Ans GinbLlioCTi
CyYacCHUX MYy3eliB MUTAHHA PEeCTUTYLUIl (NOBEPHEHHA KYNbTYPHOI CNaflUMHKM i3 KOMWULLHIX
METPONOSiN [0 KOMOHIA) 3anualTbCsa No3a pamMKaMn OCHOBHUX HanpsiMKiB pobOTU
IHCTUTYUIN (AHTMKBap 2022). Ona M. TnocTtaHOBOI Le LifIKOM o4eBMaHa 3aKOHOMIPHICTb,
agke came Mysei «4ornoMOornyM BCTAHOBUTU W MIQTPMMYBATU KOHTpoOnb 3axoay Hapg
3HaHHSAMU Ta X BUPOOHMLUTBOM i BUABUINCS NOTYXKHOK €MNiCTEMOSIONYHOK TEXHOSOTIE»
(Tlostanova 2017, p. 73).

3axigHuK (NOCT)KOMOHIanbHMI KOHTPONb BUSBISiE cebe B eceHuianiami, WO N AOHWUHI
cnyrye nigxXxo4AomM [0 BUBYEHHSI HEEBPOMENCbKOro mwucteurtsa. «Bigkputtsa» Cxogy
3axigHumun  MaHgpiBHMkamu  BigbyBanoca  4epe3  (pOpMyBaHHS  KOMEKTMBHOMO
HaUiOHaNbHOrO MOPTPETY Ha OCHOBI BMBYEHHA OCIO 4M rpyn, i3 SKUMUM MaHOPIBHUKK
BCTynanu B KOHTakT. HagaHi HMMKM KynbTypHi abo pacoBi XapaKTepUCTUKM 4YacTo
nepeTBOpOBanNCA Ha CaMOBIATBOPKOBAHI Krille, WO 3 4YacoM fuwe Yy3aKoHWUn
KOMMOHianbHYy NpakTUKy. Yxe y XVIII CT. HanncaHHsA «HauioHanbHUX icTopin» TypkiB, apabis,
nepciB i T. 4. EBPONENCLKMMU gMnnoMmaTaMu, SiKi BONOAINM «CXigHUMM MOBaMU», NPOTE He
OpPIiEHTYBanNUcsa B MiCLLEBOM KOHTEKCTI, 3aknanu B ManbyTHbOMY OCHOBY 41151 NPETEH3i Ha
«ICTUHHE» PO3YMIHHA W TNyMadeHHs CcXigHuX icTopii Ta Kynetypu. Typamxk Atabaki
CTBEPOXKYE, WO Mamke BCSA eBponencbka ictopiorpadpii bnmsbkoro Cxogy abo
LleHTpanbHoI A3ii MICTUTb TpW NPOSIBU eceHuianiamy: y3ararnbHEHHS, €BPOMOLEHTPU3M i
penykuioHiam (Atabaki 2003, p. 5-7).

[lekonoHisauist 3HaHHS, Lo perynoe ecTeTUKy, Mmae 0yTn cnpsimoBaHa Ha 3BifTbHEHHS
BiZl KOHTPOMIO Hap, BiOQYYTTAMM 3aXigHOro eceHuianiaMmy y MUCTELTBI, SKUW Orepye He nule
KaTeropissMmM «iCTUHHOCTI», ane W MNOCMAYroByETbCSA XapakTepucTukamum «aobporo» 4um
«rnoraHoro» (Tlostanova 2017, p. 74). [locTkONOHianbHa oNTUKa HEPIAKO NOTpannse B NacTky
BIATBOPEHHS N «OCYyYaCHEHHs» OaBHiX KOMOHianbHUX HapaTueiB. Ha nigTBepoXeHHs Tesn
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M. TnoctaHoBa HaBoguTb Mpuknag BuctaBkn 2012 p. «KaBkasbkuil CHOBHUK: 3eMnis i
nogn» B [lepXaBHOMY ICTOPUKO-apXiTEKTYPHOMY, XYOOXHbLOMY i naHawadTHOMY
My3ei-3anoBigHuky «LlapuunHo» (M. Mockea, Pocis). Kypatopka Onbra CocHiHa
nobyaysana il HaBKOMNO KOHLENUii CNOBHMKA: YCi NpeACTaBreHi eKCrnoHaTn po3’siCHoBanu
3Ha4YeHHS CcniB, AKi XOd | NOXOAATb i3 KaBKa3bKnMX MOB, NPOTE € JIEKCUKOI KaBKa3bKoi BiHU
1817-1864 pp., WO ocenunacs B POCINCbKIN poMaHTMYHIN niTepaTtypi y XIX cT. Cnpoba
O. CocHiHoi nokaszatn KaBka3 B €THIYHOMY pPi3HOMaHITTi Moro Kynetypyu obepHynacs
npeacTaBneHHAM perioHy B abConiTHO TpaauuinHii OpiEHTanNICTCbKIN iHTepnpeTauii.
Buctaeka pakTm4yHO nepeTBopuiaca Ha pPOCINCBKY «eHuuknonegito» KaBkasy, icHyBaHHSA
SIKOFO Ma€ CEHC nuLle ToAi, KOMnn BiH € YaCTUHOK «BESTMKOI POCINCLKOT icTopii» (Tlostanova
2017, p. 85).

HaTtomicTb, OekornoHiaribHe MUCTELTBO BUKPUBAE K EBPOMOLEHTPUYHICTb, TakK i
opieHTanizauito. Y n’atomy posgini kiurm M. TnoctaHoBa nuwe nNpo XydoXHuKa AcnaHa
lancymoBa, aku Hapoameces y 1991 p. i NPOBIB 3HAYHY YaCTUHY XUTTA Y YeuyHi (Tlostanova
2017, p. 110-115). lepoiHeto Moro Bigeo- i poTonpoekTy 2012 — 2014 pp. ctana 6abycs
A. TalicymoBa, SiKy B AUTUHCTBI AenopTysanu 3 YeuHi. Yxe nicna cmepti Mocuna Cranina
BOHa noBepHynacsa Ha KaBka3. Yepes kinbka [ecaTuniTb pocincbka apMisi 3HOBY
3pyrHyBana ii JOMIBKY.

HasBa nNpoekTy «23 ntoToro / 10 TpaBHsA» CBIgYNTL 40 nogii 2011 p., konu Brnaga YeyHi
nepeHecna BCi TpaypHi Aatu, y Tomy 4nicni — gaty genoprtauii YeyeHuis y CepeaHto Asito
23 noToro 1944 p., Ha OAWH AeHb — 10 TpaBHA. MeTa 3MiHW OaTu BiA3HAYEHHS PiYHULI
aenoprauii — uUinecnpsaMoBaHe CTMpaHHsS HauioHanbHOI nam’qati Npo Tparegito nicns
nigkopeHHa Pocieto YeuHi. MNpoekt A.lancymoBa — npo (Nepe)npoXunTTa iCTOPUYHOI
TpaBMn. Ha doTorpadisx HauioHanbHi aTtpubyTn BUCTYNalOTb HE EK30TUYHUMM
npukpacamn, a cBigYeHHAM Tparefil, 4YacoBun BUMIP $SKOI OCTaTOMHO 3HUK: 4ac
«posnagHascsa» (In. 2-3).

Yxe binble gecatTunitTa 3pyMHOBaHMI BHACMIAOK ABOX Ye4YeHCbKMX BiH (1994 —
1996, 1999 - 2009) [lposHun (In. 4) 3abygoBYyeTbCA Cy4yaCHUMM XMapodocamu, SKi
NPUXOBYKTb POCINCBbKI 3MOYMHU | HAHECEHy HUMW TpaBMy. Tak camMo 3axOonsieHUn i
dakT4HO 3HULEeHU Pocincbkoo Penepadieto y 2022 p. ykpaiHcbkun Mapiynonb (1. 5)
okynauirHa Bnaga obiusie «Biabyaysatu», a pociicbki 3MI psicHitoTb dopaszamm «BigHOBUNK
Mpo3HuiA — BigHOBMMO | Mapiynonb»®.

¥ Nesiki ny6nikauii: AKCEHOB, C., 2022, Bopbba 3a ayww niogen. RT Ha pycckom. [Online]. Available
from: https://russian.rt.com/opinion/1027558-aksyonov-donbass-ukraina-mirnaya-zhizn. [Accessed: 7th November
2022].

ApaymeHmbi u ¢hakmel, 2022, B Kpbimy 3asasunu, yto Mapuynonb GygeTr OTCTpoeH, Kak [pO3HbIn.
[Online]. Available from: https://aif.ru/politics/world/v_krymu_zayavili_chto_mariupol_budet_otstroen_kak_groznyy.
[Accessed: 7th November 2022].

Hernoesas 2zazema «B3ansid», 2022, Mapuynonb NogHUMYT U3 pyunH no obpasuy MposHoro. [Online].
Available from: https://vz.ru/politics/2022/4/1/1151433.html. [Accessed: 7th November 2022].
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In. 2. AcnaH laticymos, rnpoekm «23 siromoeo / 10 mpaeHsi», 2012 — 2014 pp. babycs
XyOOXHUKa Ha (bOHIi CyKOHb 3a2ubsiux rpu derlopmauii cecmep, Micue Mo2usl SKUX
Hegidome. Aroundart

In. 3. AcnaH laticymos, npoekm «23 firomo2o / 10 mpasHsi», 2012 — 2014 pp. babycs
XyOOXHUKa y 8i0HO8MEeHOMY nicrisi BOEHHUX Oili 6yOUHKY, 6irist 8xo0y 0o
nidsany-6ombocxosuwja. Aroundart.
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In. 5. Micmo Mapiyrione, 2022 p. ®omo — AnekcaHOp €pMOYEHKO.

CyyacHui pocincbknin NpocTip Yy KHKM3i M. TnocTtaHoBOI NpeacTaBneHnn y BiaMiHHUX
Bi IHWMX MnocTcouianicCTUYHUX KpalH KoHoTauiax. NMonpu Te, wo Pocincbka denepauis
nicna posnagy PagsHcebkoro Coto3dy onuHuMnaca y cTadi rnobanbHOi  KOMOHianbHOI
3aneXHOCTI, y Hiv ckrnaganacsa abcomntoTHO «He3aopoBa cutyauis» (Tlostanova 2017, p. 194):
BEEHHA IMMNEePCbKOi MNOMITUKA CYNPOBOMKYETLCS pernpeseHTauielo cebe K KepTeu
3axogy. Axkwo  PaggaHcbkmn  Coo3 MOCAYroByBaBCA — @HTUKOSIOHIANIbHOK i
aHTMiMNepianiCTCbKOK pUTOPUKOKD Y BopoThbi 3a cdrepu Bnnuay, To Pociicbka Peaepauis,
cama MnoYyBaluUChb Yy NPUCYTHOCTI 3axony KOmoHieto (Tlostanova 2017, p. 18), anentoe oo
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HeoOXigHOCTI BIAHOBMEHHA «CNpaBeanuBOCTi» Wwoao cebe. BivHy npoTtu  YkpaiHw,
posnoyaty y 2014 p., Pocia Bege nig racrnamuM  BCTaAHOBIIEHHSI  «iCTOPUYHOI
cnpaseanueocTi». EdpemepHa Uinb «peanidyeTbCa» y HaUUMCTCbKOMY CTUITI NONITUKU, KUK
Pocis npoekTye Ha CBOIX OMOHEHTIB, MaHIMymiolyYn Ha CTpaxy B YMOBax 3arasfibHOro
KOHCeHCyCy woao 6e33actepexHoro 3aacygXeHHst Haumamy (Tlostanova 2017, p. 149).

JTokanbHWI KOHTEKCT, L0 NOEAHYE WpamMu Big paastHCbKOrO penpecuBHOIO PeXUmMy
i3 TPaBMOK, HaHECEHOI MOopa3Kol B XOIIOAHIN BiViHI, NepenniTaeTbCs Y POCINCLKOMY
NPoCTOpi i3 CUITbHUM MOCTIMNEPCLKUM CUHAPOMOM, Y SKOMY «MOCT-» O3Ha4ae He
KPUTUYHUIA aHani3 BNacHOr0 MUHYIOro, a 36epeXeHHs iMnepcbknx npeteHsin. Llikaeo, Lwo
B ecei 1986 p. KaH boapinap HasmBae AMepuKky sCKpaBuUM NpUKIagoM rineppeansbHOCTi —
yTonieto (abo retepotonieto 3a TepmiHonorieio M. dyko), WO cnpunMaeTbCsa AK BTiNeHa
(Baudrillard 1999, p. 76-84). 3BiACM W NOXOAUTb IMAHEHTHICTb CTAHOBULLA KpaiHW, dKa
3Mycuna iHWKX TakKoX MOBIPUTM B aMepUKaHCbKYy BUHATKOBICTb. Y Bunagkosi Pocii, gk
Biag3Hayae M. TnocTtaHoBa, 6e3cmna nocTpagsHCbKa KonoHianbHa MiMiKpis fivwe Nnpuxosye
nycToTy (Tlostanova 2017, p. 143) — iAeonoriyHy, NONIiTUYHY, KySbTYPHY.

HanucaHHam kHurn «llocTkomnoHianiam i nocrtcouianiam y XygoXxHid nitepartypi Ta
mMucTeuTBi» M. TnoctaHoBa, O4YeBMAOHO, HE Nue Hamaranacs BuOyoyBaTu TEOPETUYHY
MoAernb pPO3yMiHHA abo iHTenekTyanbHUn BGa3nc [OocCnigKeHb MNocTcouianiCTUYHOro
npocTopy, ane M nepecnigyBana UiNKOM MpakTUYHY MeTy — ccopmyBaTtu rnone ans
Aianory, sike 3abe3neynTb BUANUMICTb NOCTCOLianiCTUYHOrO «lHworo». CborogHi Ha LboMy
piBHI 30aTHe npaulBaTh cyvyacHe MUCTELBO, LeKONOoHianbHa YyTTEBICTb (€CTE3UC) AKOro
PYMHY€E eCTETUYHI iepapxXil i, HApeLUTi, NnoBepTae MUCTELTBY Cy6’EKTHICTb.

BinHa, posnoyata Pocieto B 2014 p., BUHOCUTb Ha MOBEPXHK B YKPAIHCHLKOMY
CyCninbCTBI HaHeceHi N MiACUneHi Pi3HUMK MOCT3aneXHOCTAMMU TpaBMU. IX noaonaHHs
HeBigdinbHe Big 00paHHs enicTeMiYHOT No3uuii, sKa [O03BONWTb BM3HAYUTUCSH i3
BiANOBIOSAMM HA E€K3UCTEHLUINHI NUTaHHA Ta, MOXITMBO, NPOSSIE CBITNO HA MaNBYTHE, HUHI
«3acTurne» i «posnagHaHe» pasoM i3 HaWnM TenepiLLHiM.

Cnucok pxepen Ta nitepatypu

AHTUKBAP, 2022, Hoese su3Ha4yeHHsi my3eto ICOM: rpo wo i 0118 ko20? [Online]. Available
from: https://antikvar.ua/26402-2/. [Accessed: 3rd November 2022].

'YMBPEXT, I., 2019, Po3nadHaHulii Yac. XapkiB: IST Publishing.

ANONYMOUS, 1845, Annexation. United States Magazine and Democratic Review, 17, 5-9.
[Online]. Available from:
https://babel.hathitrust.org/cgi/pt?id=0su.32435051585842;view=1up;seq=17&. [Accessed: 7th
November 2022].

ATABAKI, T., 2003, Beyond Essentialism. Who Writes Whose Past in the Middle East and Central
Asia? Amsterdam: Aksant.

BAUDRILLARD, J., 1999, America. New York: Verso.

DUBE, S., 2016, Subjects of modernity. Time-space, disciplines, margins. Manchester: Manchester
University Press.

FOUCAULT, M., 1997, Of Other Spaces: Utopias and Heterotopias. In: N. Leach, ed. Rethinking
Architecture: A Reader in Cultural Theory. New York: Routledge.

GROSFOGUEL, R., 2008, Transmodernity, border thinking, and global coloniality. Decolonizing
political economy and postcolonial studies. Eurozine. [Online]. Available from:

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2022.2(14) | 83


https://antikvar.ua/26402-2/
https://babel.hathitrust.org/cgi/pt?id=osu.32435051585842;view=1up;seq=17&

REVIEWS

https://www.eurozine.com/transmodernity-border-thinking-and-global-coloniality/#.  [Accessed:
3rd November 2022].

INTERNATIONAL COUNCIL OF MUSEUMS, 2022, Museum Definition. [Online]. Available from:
https://icom.museum/en/resources/standards-guidelines/museum-definition/. [Accessed: 3rd
November 2022].

MACKENZIE, J., 1986, Imperialism and Popular Culture. Manchester: Manchester University Press.
PRATT, J., 1927, The origin of «Manifest Destiny». American Historical Review, 32, 795—-798.
RAMPLEY, M., 2009, Art History and the Politics of Empire: Rethinking the Vienna School. The Art
Bulletin, 91(4), 446-462.

TLOSTANOVA, M., 2017, Postcolonialism and Postsocialism in Fiction and Art. London: Palgrave
Macmillan Cham.

TURNER, J., 1893, The Significance of the Frontier in American History. American Historical
Association. [Online]. Available from: https://cutt.ly/ON3Rblv. [Accessed: 7th November 2022].

References

ANONYMOUS, 1845, Annexation. United States Magazine and Democratic Review, 17, 5-9.
[Online]. Available from:
https://babel.hathitrust.org/cgi/pt?id=0su.32435051585842;view=1up;seq=17&. [Accessed: 7th
November 2022].

ANTYKVAR, 2022, Nove vyznachennia muzeiu ICOM: pro shcho i dlia koho? [The new ICOM
definition of a museum: about what and for whom?]. [Online]. Available from:
https://antikvar.ua/26402-2/. [Accessed: 3rd November 2022].

ATABAKI, T., 2003, Beyond Essentialism. Who Writes Whose Past in the Middle East and Central
Asia? Amsterdam: Aksant.

BAUDRILLARD, J., 1999, America. New York: Verso.

DUBE, S., 2016, Subjects of modernity. Time-space, disciplines, margins. Manchester: Manchester
University Press.

FOUCAULT, M., 1997, Of Other Spaces: Utopias and Heterotopias. In: N. Leach, ed. Rethinking
Architecture: A Reader in Cultural Theory. New York: Routledge.

GROSFOGUEL, R., 2008, Transmodernity, border thinking, and global coloniality. Decolonizing
political economy and postcolonial studies. Eurozine. [Online]. Available from:
https://www.eurozine.com/transmodernity-border-thinking-and-global-coloniality/#.  [Accessed:
3rd November 2022].

GUMNREKHT, H., 2019, Rozladnanyi chas [The time is out of joint]. Kharkiv: IST Publishing.
INTERNATIONAL COUNCIL OF MUSEUMS, 2022, Museum Definition. [Online]. Available from:
https://icom.museum/en/resources/standards-guidelines/museum-definition/. [Accessed: 3rd
November 2022].

MACKENTZIE, J., 1986, Imperialism and Popular Culture. Manchester: Manchester University Press.
PRATT, J., 1927, The origin of «Manifest Destiny». American Historical Review, 32, 795-798.
RAMPLEY, M., 2009, Art History and the Politics of Empire: Rethinking the Vienna School. The Art
Bulletin, 91(4), 446-462.

TLOSTANOVA, M., 2017, Postcolonialism and Postsocialism in Fiction and Art. London: Palgrave
Macmillan Cham.

TURNER, J., 1893, The Significance of the Frontier in American History. American Historical
Association. [Online]. Available from: https://cutt.ly/ON3Rblv. [Accessed: 7th November 2022].

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2022.2(14) | 84


https://www.eurozine.com/transmodernity-border-thinking-and-global-coloniality/
https://icom.museum/en/resources/standards-guidelines/museum-definition/
https://cutt.ly/ON3Rblv
https://babel.hathitrust.org/cgi/pt?id=osu.32435051585842;view=1up;seq=17&
https://antikvar.ua/26402-2/
https://www.eurozine.com/transmodernity-border-thinking-and-global-coloniality/
https://icom.museum/en/resources/standards-guidelines/museum-definition/
https://cutt.ly/ON3Rblv

REVIEWS

[lekonoHi3yBaTu 3HaHHSA i no6aunTn nocrtcouianictTu4yHoro «lHworo»
(Tlostanova, M., 2017, Postcolonialism and Postsocialism in Fiction and Art. London:
Palgrave Macmillan Cham.)

Y cmammi aemopka po3aarisidae nioxoou 00 OCMUCIIEHHSI CydacHO20 cmaHosuW,a KONMUWHIX
coujanicmuyYyHuUx  KpaiH, 3arnporioHoeaHi  OeKorioHianbHo  docnidHuuero  MadiHoro
TrnnocmaHosoro y npayi 2017 p. «[locmkomnoHianiam i mocmcouianiam y XyQoxHil rimepamypi
ma mucmeumsi». Bicim po3dinie kHUXku M. TriocmaHogoi — ue aHarniz ocobrugux 4acosux i
rpocmopo8ux BIOHOCUH, SIKI 8U3Hayaromb SK rocmeouianicmuyHut KyrbmypHUU, mak i
nonimu4yHul KoHmekcm. M. TriocmaHoea 3aysaxXye Ha HeMOX/lueocmi 3acmocygaHHs 00
rocmcoujasiicmu4Ho20 npocmopy mepmMiHonozii, iHmeeposaHoi y 3axiOHuUl Haykoeul
ouckypc 3 4acie XornodHoi eiliHu, sKul asmomMamuy4yHo 8i08o00umb riocmceouianicmu4yHuUM
KpaiHam micuye y po3bydoeaHil 3axo0om rnocmbinonsapHit iepapxii ceimy. Aemopka cmammi
rnopieHsina 3acadu ii docridxeHHs1 3 nioxo0amu IHWuUX OOCIIOHUKI8 KOroHianiaMmy ma
imnepianismy (sk mo J[pkoH MakkeHsi, Caypabx [ybeul, Typadx Amabaki, PamoH
pocepoeerns), akumu mMoxe 6ymu po3wupeHa meopemu4dyHa moderb, cqhopmyribosaHa M.
TnocmaHoseorw. lNocmkonoHianbHy onmuky M. TriocmaHoga Kpumukye Kk maky, Wo 3anuuae
KpaiHU KOMUWHbO20 «couianicmu4yHo2o mabopy» 3a HOB0K, Mpome exe ericmemMidyHOH
«3alli3HOK 3aeicor» | npoooexye eidmeoproeamu KoroHianbHi Hapamueu. Y KHu3i M.
TriocmaHoea po3ansdae rocmcouyianiaM 5K ocobnueuli cmaH, O3HadeHul rnepemuHoM
MHOXUHHUX rocmasarnexHocmel — pOCiliCbKOl, nocmps0sHCbKOI, nocmoOuKkmamypHoi, a
makox enobarnbHoi  KornoHianbHocmi. CUuMnmMOMOM OCMaHHbOI €, 30Kpema, seuuie
CaMOKOJIOHI3auil, wWo nposiensemsCsi 8 caMoek3omu3auji Yepe3 rnepemeopeHHs HapOoOHOI
Kynbmypu Ha moeap, He300posili Hocmaribeii 3@ MUHYIUM, 8UKPUBEHHI iCMOpPUYHOI nam’smi
ma iHcmpymeHmanisauji obpasie MuHyrnoz20. TaKy peKypcusHicmb rocmcouianicmu4yHo20
npocmopy M. TriocmaHo8a NMosICHKE Yepe3 KOHUEMNUi0 memMrosiokanbHocmed, sSKi Haubinbw
gupasHo npossnsAtombcs Yy mucmeuymsi. [leKoroHiarnbHi  MucmeubKi - rpakmuku y
r10CM3anexHoMy CyCriflbCmei, makum YUuHOM, ¢hopMytomb Yymmege nidrpyHms Ons
OeKoJs1oHi3auii U 3HaHHS 3a2ariom.

Knroyoei cnoea: nocmkoroHianiaMm, rocmcouianiaMm, arnobasibHa KOJIOHiarlbHICMb,
meMrosioKanibHOCMI, CaMOKOJIOHI3au,isi, OeKOsOoHIarlbHe Mucmeumeo, eemepomonis, MadiHa
TrnocmaHosa.
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FTOPU3OHTAIJIbHA ICTOPIA MUCTELTBA: MPOBJIEMU | NEPCMNEKTUBU
KOHLIENUII NTbOTPA NbOTPOBCbLKOIO
(Jakubowska, A., & Radomska, M. (Eds.), 2022, Horizontal art history and beyond:
Revising peripheral critical practices. New York and London: Routledge.)

Hartanisa Biptok

Horizontal art history: problems and prospects of Piotr Piotrovsky’s concept
(Review on Jakubowska, A., & Radomska, M. (Eds.), 2022, Horizontal art history and
beyond: Revising peripheral critical practices. New York and London: Routledge.)

Nataliia Biriuk

In the article, the author examines the approach to writing art history - horizontal history,
proposed and practiced by Piotr Piotrovsky since 1998. Horizontal art history is another paradigm
for writing the art history of Central and Eastern Europe, according to which the art of this region is
not analyzed in a center-periphery hierarchy/vertical. The methods applied by Western theory to
the study of the art of this region must also be reexamined. Piotrovsky criticizes the inclusion of
the art history of Central and Eastern Europe in the universal (in fact Western) canon. The 2022
book Horizontal «Horizontal art History and Beyond: Revisiting peripheral critical practices»
consists of four chapters that address the practice of horizontality (democracy, localization),
challenges and internal contradictions of the concept, and alternatives to horizontal history. The
author of the review does not focus on the description of the chapters of the book, but analyzes
the horizontal history according to the topics raised by the authors of the collection in various
essays, without taking the place of the essay in the structure of the book as the main criterion.
Borrowing some positions from postcolonial theory, horizontal history approaches the decolonial
turn, because according to it, a different paradigm for the production of knowledge about the art
of Central-Eastern Europe should be developed. Nationalism and national history are considered as
the main obstacles to horizontality. The author grouped the alternatives of horizontal history
(material analysis as a method of horizontal art history, laterality and a digital approach to art
history) and the possibilities of using horizontal history in other disciplines proposed by the
researchers of the book. The application of the horizontal art history approach has the potential to
liberate the history of Ukrainian art from the dominance of the center (the West, Russia) and
develop a different paradigm for writing the art history of Eastern Europe.

Keywords: horizontal art history, postcolonialism, decoloniality, nationalism, Piotr Piotrowski,
material analysis.

KHmxkka «lopu3oHTanbHa icTopis MucTeuTBa Ta 3a 1I MeXamu: nepernsg
nepudEepinHNX  KPUTUYHUX MPaKTUK» MNPUCBAYEHA KOHUENUil ropu3oHTarnbHOI icTopil
MUCTEUTB, 4Ky CopmMynioBaB MNONbLCbKUA iCTOpuK Mucteuts [1boTp [1bOTPOBCHKMI
(1952-2015).

Y BCTyni OO KHUMM, HanucaHomy nocnigosHuusmun [1. MboTpoBcbkoro AraTol
AkyboBcbkoto Ta MarganeHoiw PagomMcbkow, HapaTuB ropu3OoHTanbHOI iCTOPIl NOMILLEHO
nopsg 3 IHWUMMW KPUTUYHUMM HapaTMBaMW, SK-OT: MOCTKOSIOHIaNbHI  JOCNIAKEHHS,
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doeMmiHi3M, eKororiyHi NnepcnekTMBeM Ta NOCTMapKcn3aM. MeTa KHUKKM — NO3HAaNOMUTN YuTaya
3 KoHuenuiew ropusoHTanbHOl icTtopii 1. bOTPOBCBKOrO Ta Hacnigkamu nepeTuHIB
rOPU30OHTanbHOI iCTOPIl 3 Ha3BaHUMWU KPUTUYHUMU HapaTuBamu (Jakubowska & Radomska
2022).

Mepwwin TekcT M. NMboTPOBCLKOrO Ha TeMy ropu3oHTarbHOI icTopil «Ha3ycTpiy HOBIM
reorpadii MucTeuTBa» ony6nikoBaHun y 1998 p. Moro ckopoueHi Bepcii 3'sBunuca B
nepeknagax pocincbKol («Moscow Art Magazine») i YeCbKow («Umélec») (Piotrowski 1998).
3acTocyBaBLUM KOHUENLi0 ropu3oHTanbHoI ictopil mucteutsa, . MNbOTpOBCLKMIA Hanvcas
«lcTopito aBaHrapay B CxigHivi €sponi Mixk 1945 i 1989» (NOSfIbCbKOK B 2005 p., aHMMIiMCbKOK B
2009 p.) Ta npaut «Aropadinis. MucTeuTBO | AemMoKpaTis B NOCTKOMYHICTUYHIN €Bponi»
(nonbebKolo y 2010 p., aHMINCLKOK Y 2012 p.) (Piotrowski 2009; Piotrowski 2012). Y 2008 podui
3’asunacs ctatta «lllogo npoctopoBoro noBopoTy, Yn [OpU3oHTanbHa icTopis MucTeLTBay,
a B 2009 p. onybnikoBaHa peueHsia «HasycTpiy ropusoHTanbHiA icTOpil MuUcTeuTBa
EBPOMENCLKOrO aBaHrapgy» Ta «MwucteutBo 3 1900: MOAOEpHiI3M, aHTUMOAEPHI3M,
nocTMoaepHi3m» (Piotrowski 2008; Piotrowski 2009).

Y peueHsii «Mucteutso 3 1900: MOAEPHI3M, aHTUMOAEPHI3M, MOCTMOLEPHI3M»
M. MbOTPOBCLKUIN  KPUTUKYE TpaguUIMHUMW HapaTuB icTopil MucTeuTBa, NobyqoBaHUMK Ha
iepapxii, nogini Ha LeHTp i nepudepito. Ak Npuknag NosbCbKUn A0CNIAHNK HABOAUTL iCTOPIO
MUCTEUTBA aBaHrapgy, A€ MMUCTeuTBO LeHTpy BubygoBye napagurmy. 3rigHO 3 Helo,
MUCTELTBO nepudpepii MUCNUTL | onncye cede Yepes ycTaneHi KaHoHK, iepapxito LLiIHHOCTEN
i CTUNICTUYHI HOpMU LeHTpiB (BepniH, Mapwx, BiaeHb, JIoHOoH, Hbro-l7lop|<) (Piotrowski 2009,
C. 4). IcTopykn mMucTeuTBa SK LEHTPIB, Tak i nepudepin, «OnNUCyloTb Ta AOCHIOXKYHTb
nepudpepii B pamkax 3axigHol napagurmmn» (Piotrowski 2009, c. 4). Hanpuknag, y YacTuHi
TEKCTIB CTOCOBHO MUCTELTBA YKpaiHWM pagstHCbkOi A06M MAEeTbCs NPO  AOCHIAXKEHHS
HasIBHOCTi eneMeHTIB iMnpecioHiaMy y TBopax mucteuTsa (JloxkiHa 2019, c. 34) (YepBOHUK
2018) (CknsipeHko 2010). CamoOyTHiCTb TBOpIB MUCTELTBa Yy LbOMY BUMAAKy LiNKoM
iITHOPYIOTb, @ MUCTELTBO PO3rnagalTb BUHATKOBO Yepe3 HadABHICTb (popMaribHUX O3HaK,
XapakTepHux ona mmucteuyrtsa ueHTpy. 1. MNbOoTpoOBCbKMIM Ha3MBaE Lie «KOMMEHCATOPHO
peakuieo», WO Npu3BOoAUTbL OO0 HeWTpanizauii KOHTeKCTy nepudbepin i abcontoTmnsauii
YHiBepcaniamy gocrigHmkamn ta Kypatopamu (Piotrowski 1998). HaTomMiCcTb ropusoHTanbHa
iCTOpis «nonsrae He B TOMY, W00 AaTy NOYyTKM iHWKWIA ronoc icTopii MMCTeuTBa, a B TOMY,
LWo6 BM3HAYNTK iHLIY NAapagurMy HanncaHHs ictopii mucteuTBa» (Piotrowski 2009, c. 7).

KHumxkka «[opusoHTanbHa icTtopid mucteutBa Ta nos3a 1i mexamu. [lepernsg
nepuepinHNX KPUTUYHNX NPaKTUK» € 30IpPHUKOM ece, NOoAINEeHNX pegakTopamMmmn Ha YoTmMpu
po3ginu: 1) npakTuKa ropusoHTarnbHOI iCTOpil MUCTeUTB: AemMokpaTisa (1-3); 2) npakTuka
rOpU30OHTanbHOI iCTOpil MUCTEUTB: nokanisauia (4-8); 3) BUKIIMKU rOPU3OHTarbHOI icTopil
MUCTEUTB Ta 1 BHYTPILWHI cynepeyHocTi (9-13); 4) ansTepHaTUBU rOPU3OHTANbHOI iCTOpIl
MUCTEeLTB (14-17).

Y nepwy 4acTuHy BBINWIM TEKCTWU, Y SKUX LOCIIOHUMKW BUCBITIOKTE NOrNaau
M. MbOTPOBCLKOro CTOCOBHO MOSIITUYHOIO 3a5ly4eHHs MucTeuTBa. 3o0Kkpema, aBTopu po3giny
PO3MMSHYNN KOHUENT «KPUTUYHOrO My3elo» Ta MOHATTS «pPeBOMoLii» B TekCcTax Ta
KypaTopcbkux npoektax [1. [MboTpoBCbKOro. TakoX AOCRIAHWKA OxapakTepudysanu
noTeHuUian ropuaoHTanbHOI icTopil Ansa ictopii mucteyts CxigHol €Bponu Ta [lliBAeHHOI
Adpuku.

Y Opyrih YacTUHI KHWXKKU JOCRIAHUKN 30Cepeaunncs Ha npakTukax ropusoHTanbHol
iCTOpil MuUcTeuTBa Yy pamkax «Jiokanisauii» peBi3inHUX MNpakTUK. ABTOPU PO3rMAHYNU
NoHATTA «3axig», npobrnemun BepTUKanNbHOI iCTOPii Ha Npuknagax mucteutsa Icnanii Ta
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«pociicbkoro apaHrapaoy»®. Kpim UbOro, y po3saini aBTOpM OKpPecnunu icTopito
dEeMIHICTUYHOrO MUCTeLTBa XYAOXHUUb i3 nepudepin. BoHN 3ragann TakoX MiKHapOHI
BUCTaBKW, AKi Manu nigBaxxysaTu iepapxii LeHTpy-nepudepii WrsiXoM eKCNnoHyBaHHS TBOPIB
XYOOXHUKIB i3 KONULLHIX METPOMONii Ta KOSTOHIN.

Y TpeTbOoMy po34ini aBTOpu po3rnggaloTb CynepedyHoCTi KoHuenuil. MarganeHa
Pagomcbka, aBTopka ece «HegoctaTHbO ropu3oHTanbHO. [Opu3oHTanbHa icTopiqa
MUCTELTBA 3 MAapPKCUCTCbKMMU OOBMEXEHHSIMW», HAronowye Ha HenocrnigoBHOCTI Ta
nporanuHax y gocnimkeHHsax . NboTpoBcbkoro. JocnigHNua KpUTUKYE YPIBHAHHA TEPMIHIB
«nepudpepis» Ta «nponetapiaT», He MOPIBHIOOYM BOAHOYAC «LEHTPU» 3 «KaniTanictamm»
(Jakubowska & Radomska 2022, c. 126). ABTopka noginsie kputuky MeTtbio Pemnni®' woao
KOHUenuil npueinenoBaHoro ctatycy nepudepii. . [MbOTPOBCbKUIW, BUCHOBYHOHYU LE,
BOAETLCS 00 CrpPOLUeHb™, amke nepudepii, Sk npaBuno, cnini 4O PO3MOMIB LEHTPY
(Jakubowska & Radomska 2022, c. 126). ABTopKka BBaxae, Lo 1. NboTpOBCLKUI HE NOMIYaE,
LLIO BCEpeaUHi LeHTpIB iCHYIOTb nepudepii, TO6TO «TBOPM MUCTELITBA Ta JOCNIAXKEHHS NPO
HUX, SKi BIACYTHI B HapatmBax, WO AOMiHYHOTb» (Jakubowska & Radomska 2022, c. 128).
[ocnigHnusa Hanongarae, Wo «npaBUiTbHUM rOPU3OHTOM FOPU3OHTaSbHOT ICTOPIT MUCTELTBA B
nigxogi M. NMbOTPOBCLKOro € KnacoBu aHanis i, K NoCTyoBaB LOCHIAHUK Y MOro OCTaHHIN
KHM3i, HeobxigHnn nepexig Big dopManbHOro aHanidy A0 MarepianbHOro adanisy,
pocnigpkeHHo 6asucy» (Jakubowska & Radomska 2022, c¢.131)”. BignosigHo 40 Takoro
aHaniay, «kateropii 3axig i Cxig, a Takox LeHTp i nepudepia BUABNATLCA NULLE NOXigHUMUN
BiZl KApTWN KOHLUEHTpaUii kanitany» (Jakubowska & Radomska 2022, c. 131).

Y yeTrBepTOMYy pO34ini  AOOCNIAHUKM  pO3rNagarTb  anbTepHaTuMBHI  Nigxoau
rOpPU30OHTaNbHOI ICTOPIT MUCTEUTB, SKi MaloTb NIABaXXUTU BepTUKAIbHY iCTOPil0 MUCTELTB.
[1Bo€e JocnigHMKIB OKPEeCNoKTb Niaxia «naTtepanbHOCTi» — aBTop ece «Big ropusoHTasnbHoI
iCTOpil MucTeuTBa OO natepanbHUX MUCTeubkux ctygin» [dan Kapnxonm Ta aBTOp ece
«Aneropii opieHTauii» Teppi CmiT. [1. Kapnxonm 3asHayae, WO nigxig «narepanbHOCTi»
CNpPsSIMOBYE AOCHIOXKEHHA Ha aHania «marepianbHocTi» pobotn (Jakubowska & Radomska
2022, c. 189). Lle o3Havae, wo HeobXigHO BIiANOBICTM HA NUTAHHSA, SIKi MOXXHa NOCTaBUTU 0
Oyaob-akoi pobotun: «llo ue Take, i WO 3 HUM cTanoca? I3 yoro ue 3pobneHo, Ak ue
3MmiHunoca?» (Jakubowska & Radomska 2022, c. 189). Ha pgymky [1. Kapnxonma, Taki
OOCTIOKEHHS MOXYTb NogonaTu iepapxil: «LWo rofioBHE Yu apyropagHe, LWo aBaHrapaHe yn
BigcTane, Wo LeHTpanbHe Yn MapriHanbHe» (Jakubowska & Radomska 2022, ¢. 191).

T. CMIT He TnymMaunTb AeTanbHO NOHATTA «JlaTepanbHiCTby. Y OCTaHHbOMY MNiAMYyHKTI
CBOro TEKCTY 3 Has3Bow «[lymaTtu nartepanbHO» aBTOp MiACYMOBYE, WO «OMip HAc, iHLWMKX,
OPIEHTYE CBIT Ha nartepanbHiCTb i pobWUTb LEe HaxuroMm Bropy i HasoBHi». [OCRigHuK
3aBepllye 3aknukoMm: «Mu NOBWHHI «NPOOEMOHCTPYBaTU LiHHICTb TBOPIB MUCTEUTBa,
CTBOpPEHUX Ha nepudepil, i TBOPIB MUCTELITBA, CTBOPEHUX Y ANHAMIYHUX B3aEMOLISAX MiXK
LeHTpamMu y Mipy iXHbOI MNpoOBiHUiani3auii Ta mapriHanamu y Mipy IXHbOro 3g06yTTs
He3anexHocTi» (Jakubowska & Radomska 2022, c. 179). etanbHiwe T. CMIT HE TNyMayunTb Hi
NOHATTHA «Bropy i HA30BHI», Hi TEPMIH «JlaTepanbHICTby.

Beatpic Xoue-lpyHenb B ece «HoMy ropmsoHTanbHa iCTopis MUCTELITBA HE MOXe
YHUKHYTM OB4YMCrieHb» Harosowye Ha HeobXigHoCTi «umdposisauii» icTopil MucTeuTBa,

2 1. TMbOTPOBCLKMI MOCHYrOBYHOYUCH TEPMIHOM «BEMUKMIA POCIACBLKUIA aBaHrapa», caM NpUTPUMYETLCS
BepTUKanbHOro HapaTtusy (Piotrowski 2009).

2! |neTbcs Npo peueHsito MeTblo Pemnni Ha ropusoHTanbHy icTopito MucTelTBa (Rampley 2021).

22 |peTbes Npo peLeHsito «HasycTpiy ropusoHTanbHil icTopii MUCTeLTBa EBPOMNENCLKOro aBaHrapgy», y skin .
[MbOTPOBCLKMIA BUCNOBUB AYMKY, LLLO 3 NO3ULLT nepudepii BUAHO, Lo LIeHTP po3konoTun (Piotrowski 2009, c. 54).
2 MoBa 1ige npo KaTteropii icTopuyHoro Matepianiamy «6asuc» i «Hagdygosan.
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TOOTO HasBHOCTI AOOCTyny OO0 [KEpen, sika CnpusaTUME Le30praHisauii BepTUKanbHOCTI
iCTOpIil MUCTeLTBa, iepapXxil MATLIB, CTUNIB | TEYIN.

Y ece «fk Hanucatu rnobanbHy icTopito mmucteuTtBa LieHTpanbHoi Ta CxigHoi
€sponu» Mana Ta PybeH ®OyKC 3as3HavalTb, WO TEPMIHW «rOPU3OHTanbHe» i
«BepTUKanbHE» € YacCTUHOK KapTesiaHCbKOI CUCTEMU KOOPAMHAT, OTXe, Y «3aKIuky
ropusoHTani3audii ictopii MucTeurBa BigOMBAETLCA €BPOMOLEHTPU3M FEOMETPUYHUX
meTadop» (Jakubowska & Radomska 2022, c. 112). [JocnigHuku BBaxarTb, WO HEOOXigHO
30INCHUTM  «BiaXig Big4 NIHIMHOCTI KapTe3iaHCbKOI NOrikM» i MUCANTU He «3 no3nuil
BEPTUKANbHUX YW TFOPU3OHTANbHUX 3B'A3KIB, a CKopiwe 3i 3BUMBUCTUX, CKPYYEHUX,
BUKPUBMNEHNX,  MNepepBaHnX,  PO3NAMBYaACTUX,  HedikCOBaHWX, YMOHTOBaHMX Ta
GaraToCTOPOHHIX 3B’A13KiB, 3iTKHEHb Ta 3annyTyBaHb» (Jakubowska & Radomska 2022, c. 112).

Mornagn aBTOpiB TEKCTIB 36ipHMKA Bigpi3HATLCA CTOCOBHO HANEXHOCTI KOHUenL;ii
rOpU3OHTanNbHOI iCTOPIT A0 MNOCTKOSOHIanbHOI Teopil 44 [AEKONOHIanbHOro MoBOPOTY.
KroyoBuUM MNOHATTAM  OEKOSIOHIanbHOrO MOBOPOTY €  «KOSIOHIamnbHICTbL  Briagu»  4n
«KOMOHianbHa Matpuuda Bnagu». Llen TepmiH 3anponoHyBaB MepyaHCbKUW couianbHUmn
dinocod AHiban KixaHo. «KonoHianbHiCTb Bnagun» — Ue CTPYKTypa Bnagu, ska novmHae
dopmyBaTtucsa B XVI CT. i NOEQHYE (POpMyBaHHA pacu (pacuam), KOHTPONb Hazj npauetro
(kaniTanicTu4Ha ekcnnyaTtauis), KOHTPONb AepaBu Ta Cyb'eKTHOCTI (30KpemMa B reHAepHin
cepi), Ta, HapewTi, KOHTPOMb Had BUPOOHUUTBOM 3HaHb, iHLUMMW CIIOBaMu, CTBOPEHHS
3axigHol MOHOMONII Ha 3HaHHA B CyYacHin icTtopil (Tlostanova 2009, C. 65). «[leKOmnoHianbHi
iHTenekTyanu, — 3asHadae MagiHa TnoctaHoBa, — 3anepeyvyTb camy CyTb i CTPYKTYpY
Cy4acHOI CUCTEMW 3HaHb i HAYK NPO NOAWHY, | 30KpeMa, BiAMOBASOTLCS BU3HABATM 11 NOTiKY
i METOLOMOrNYHUI anaparT, 34INCHIoYM NOHATINHY AeHaTypani3auito Ta 6epyyn nig CyMHiB
HWHILWHI TepMiHK | AgncumnniHapHi cdepu» (Tlostanova 2009, c. 71).

Takmm ymHom, T1. NMbOTPOBCLKMIN HABNMXKaBCA OO iAen AEKONOHIanbHOro NOBOPOTY.
[ocnigHnK KpUTUKyBaB $IK 3axigHy napaguvrmy BUPOOHMUTBA 3HAHHSA MNP0 MUCTELTBO
LleHTpanbHO-CxigHOi €Bponn, TakK | MOCTKOMOHIanbHy TeEOpil, 3acToCoBYyBaHy B
AocnimkeHHax wMucteutBa CxigHoi €Bponu. Ane, Ha BigMiHY Big NpeAcTaBHUKIB
AeKornoHianbHoro nosopoTy, . MNbOTPOBCEKMI HE BUCTYNAaB 3a paguKkanbHy AeKOSOoHi3aLito
CBiJOMOCTi, MMCINEHHSA N 3HAHHS.

Enit Angpaw y ece «lopusoHTanbHa ictopia mucTteutsa. Buawm nig 3arposoto
3HUKHEHHS1»  TBEpPAMTb, WO T[OpMU30OHTanbHa ICTOpiA MUCTeuTBa €  YacCTUHOW
NMOCTKOIOHianbHOI Teopil, ockinbkn [1. [NbOTPOBCbKMIA HE MOCUNaBCA Ha «pagukarbHy
Teopito AeKkonoHisauii» (Jakubowska & Radomska 2022, c. 146). Y TeKCTi «[OpU3OHTaNbHICTb
6e3 nimiTiB. [NOCTKOMNOHIANbHMIA Ta NOCTCOLaNiCTUYHUA OOCBIO K PaMKU ANsi BUBYEHHS
MucCTeuTBa Ta icTopii MucteyTBa» KapeH BoH Bex Ta Pivappa perop nuwe BkasytoTb Ha Te,
wo M. MboTpOBCbKMA yKa3aB Ha OOMEXEHHSI MOCTKOMOHianbHOI Teopil y AOCHIAXKEHHI
MucTeuTBa LleHTpanbHo-CxigHot €Bponu (Jakubowska & Radomska 2022, c. 38).

HaTtomicTb aBTOpM ece «HAk nucatu rmobanbHy icTopito MucteyTsa LleHTpanbHoi Ta
CxigHoi €sponu» Mana tTa PybeH ®oyKc yHanexHoTb koHuenuito M. MNboTpoBCcKbOro Ao
AEKOoNoHianbHOro MOBOPOTY, CTBEPOKYIOUM, O T[OPU3OHTalNbHa iCTOpis MUCTeuTBa
«3aKnasna OCHOBM ONs OEKOMOHIanbHOro BUKMNKY AOMiIHYBAHHIO 3aXigHMX enicTeMONOrin i
CTPYKTYp B icTopii mucteutrB» (Jakubowska & Radomska 2022, c. 114). [JocnigHuku
3ayBaxXylTb, WO «[EKOMOHianbHe 3anepeyeHHs $K  3axXigHOUEHTPUYHUX, TaK i
HaUIOLEHTPUYHMX MUCTELbKMX HapaTuBIB 3axuwlae Big TeHAEeHUil NpuBracCHEHHSA NpaBuUM
nonyrnisaMoOM AEeKOMNOHianbHOI KpUTKKK | 36epirae noTeHuian aAns HannucaHHs NOPIBHAMBHOI
icTopii mucteyts LleHTpanbHo-CxigHot €Bponn Ha ymoBax 1. [boTpoBCbKOro» (Jakubowska
& Radomska 2022, ¢.115). I'. INbOTpoOBCEKMI OPOPMIISE rOPU3OHTaNbHY ICTOPID MUCTELTBA
(AKka € oeKonoHiarbHOK KPUTUMKOK Ha OyMKY aBTopiB) y 1990-2000-X, y ToM Yac sk B [onbLui
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«3pOCTae HauioHaniaMm, aBTOpPUTapPHI NOMITUYHI TeHAEeHUIl | pagukanbHUMA KynbTypPHUN
KOHcepBaTuaM» (Jakubowska & Radomska 2022, c. 34). Omxe, HasiBHICTb KPUTUKK
«3axiQHOLEHTPUYHMX Ta HaUIOLEHTPUYHMX MUCTELbKMX HapaTuBiB» He ybesneyye Big
NpuBMacHeHHs NpaBvM MOMyNi3MOM LEKOSIOHIanbHOI KPUTUKKW, AK i He ybesneyye Bia
aBTOpUTapU3My, 3pPOCTaHHA HaLuioHaniaMy Ta «MNepexonsyieHHs Cy4acHOi KynbTypwu
nocrcoujianictTuiHnmm ypsagammn» (Chukhrov 2021).

Mas i Py6eH ®oykc BBaxaloTb, O cepeq NepeLlkoq HanmcaHHs rmobanbHoi icTopii
mucteutBa UeHTpanbHoi Ta CxigHoi €Bponu € «npasi HauioHaniamu, siki 30iNHIOITb
BTOPrHEHHSA B IHCTUTYUii i yHiBepcuteTn, wWo6 npocyBaTU HaLIOLEHTPUYHY iCTOPItO
MUCTeLTBa YK LWOO pekoHCTUTYoBaTH igeto LieHTpanbHOI €Bponu Ha OCHOBI PEnirinHOT YK
€THIYHOI iAEHTUYHOCTI SK CNiflbHi HOPMAaTUBHI KYNbTYPHI LiHHOCTI» (Jakubowska & Radomska
2022, c. 113).

Y ece «[opusoHTanbHa ictopis mucTeuTBa. Bua nig 3arpo3oio BUMUpPaAHHA» EQIT
AHOpall 3ayBaxye, WO «ropu3oHTarbHa iCTOpia MUCTeLTBa 3aTUCHYTa MK HauiOHanNbHUM
ANCKYPCOM Ta YHiBepcasnbHO iCTOPIE MUCTELTB Mif Ha3BOK «CBITOBI iICTOPII MUCTELTB» YN
«rnobanbHa icTopis MUCTEUTB» Ta € Mig 3arpo30t0 3HUKHEHHS Yepes3 MONiTUYHUIA KIiMaT»
(Jakubowska & Radomska 2022, c. 152). ®aKTU4HO, HaLiOHanNi3M Ta HauioOHaNbLHUN ANCKYPC, Ha
AYMKY aBTOpIB LIMX OBOX ece, YHEMOXITMBITHOE HAaNMCaHHS rOPU30OHTarnbHOI iCTOPIl MUCTELTB.
30a€eTbCA, BTOPrHEHHA «MpaBUX HauiOHani3amiB» B iHCTUTYUIl € He €AWHOK MPUYUHOD
nepeBaXkaHHs1 HaUioOHanNbHOI iCTopil, NpMHanMHI B YkpaiHi. baratbMma gocnigHMkamn KiHus
1980-x-1990-X pp. «NOBEPHEHHS» A0 HaUiOHANbHOrO AMCKYypcy Gadmnoca «CyyvyacHum Ta
NPOrpecnBHUM» Ha NPoTUBary pagsaHCbKOMY 3pas3ky iCTOPiONMCaHHS.

Y ece «KynbTypHa BigcTanicte i eEKOHOMIYHA BigcTanicTb. AK ropnsoHTanbHa ictopid
MUCTELTBA MOXe BUpilLlyBaTM couianbHO-EKOHOMIYHI npobnemn?» >Xepom baseH
posrnsgae nigxig ropnsoHTanbHOT iICTOPIT MUCTELTBA SIK MOXINUBICTb Nepernaay ycrtaneHux
HapaTUBIB Y E€KOHOMIYHIN iCTOPIl, Yy SAKUX LEHTPU € BUHATKOBO «BaraTumMm», a Kpuau, siki
iCHyBarnu y TOM Xe 4ac, 3anvatoTbCcst HenomivyeHnmun. Y TekcTi « CBoboga camoBUpPaKEHHSA
Ta cBoboga mucTeuTBa B MNEPCMNEKTMBI FOPU3OHTanbHOI icTopil mMucTeutBa» HAkyO
[1aBbpOBCbHKNI OKPECNNB CYNMEPEYHICTb MidXK FOPU3OHTasNbHOM iCTOPIE MUCTELTBA Ta iOe€Eto
abcontoTHOI cBoboaM XyOOXHLOrO BUpaeHHs. Lo x npobnemy pocnigkyeas i [.
MboTpoBcbknin. CBoboga, Ha aymky A. JabpoBCbKOro, NOCTae BTiINEHHAM YHiBEpCanbHOro
HapatuBy. [ocnigHWMK pO3MIpKOBYE HaL MOXMMBICTIO BCTAHOBMEHHA  «nigxoay
MiXKKYNBTYPHOrO dianory» Ha OCHOBiI «ropu3oHTanisauii 3axigHoro nigxogy Ao csoboau
BUPaXXEHHS NOrnsgiB».

HaluiHHILMMK € ece TPEeTbOro Ta YeTBepToro po3Ainy. IXHi aBTopum 3anponoHysanm
KPUTKKY Ta Npono3uLii BOOCKOHaNeHHs KoHuenuii. BogHovac y GinbLwocTi po3ainis 6pakye
aHanitukn. Astopu BBOAATb umntath I, [NbOTPOBCLKOrO 3 Pi3HUX MOro pobiT, MOBTOPHOKOTL
BiJOMi MOMOXEHHHA TFOPU3OHTarNbHOI ICTOPIl MUCTeUTBa, He Y3rodKytTb TEPMiHOMOTriH.
3acTocyBaHHA Migxody ropu3oHTarbHOI iCTOpii MMCTeuTBa da€e 3MOry BiAMOBUTUCS BiA
LeHTp-nepudepinHoro nornsay Ha icTopito MUCTeUTBa Ta nepernsHyT il He3anexHo Big
MUCTeLTBA LeHTPIB.
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lNopu3zoHmasnbHa icmopisi Mucmeymea: npobnemu i nepcrnekmueu KOHUenuii
lNsompa lNbompoecbKo20

Y kHuWXui 2022 p. «lopusoHTanbHa icTopia MuUCTeUTB Ta 3a I Mexamu: nepernsag
nepuepinHNX  KPUTUYHUX  MNPaKTUK»  KOMEKTMB  aBTOPIB  pPO3rnsigae  KOHUEenuito
rOpPU30OHTaNbHOI iCTOpil MuUcTeuTBa cOpPMYnboBaHy y 2005-2009 pp. I1. NbOTPOBCHKUM,
NONbCbLKNM iICTOPUKOM cy4dacHoro mucteutBa LeHTpanbHo—CxigHol €Bponun. KoHuenuis
rOpu3oHTanNbLHOI iCTOpii  MUCTeuTBa, Ha BiAMIHY B4 BepTUKanbHOI, nependadae
OOCTIQKEHHS iCTopil MUCTELTB HE3aNeXHOo Bif KaHOHIB LEHTPIB.

[opunsoHTanbHa ictopis Mmucteuts — ue, 3rigHo 3 [1. [bOTpPOBCLKMM, iHWA napagurma
HanucaHHsa icTtopii mucteurtsa LleHTpanbHO-CxigHol €Bponu. 3rigHO 3 Hew, MUCTEeUTBO
perioHy He aHani3yeTbca y iepapxii/BepTukani ueHTp-nepudepis. [opusoHTanbHa icTopis,
3ano3nyyoumn geski No3nuii 3 NOCTKONOHIanbHOT Teopii, HABNMXaeTbCS 40 AEKOSOHIaNbHOro
NOBOPOTY, OCKINbKW 3rigHO 3 Heto, mae byTu BupobneHa iHwa napagurma BupobHuUTBa
3HaHHA npo MmucteutBo LleHTpanbHO-CxigHoi €Bponn. HauioHaniam Ta HauioHanbHY
ICTOpPIt0 PO3MMAHYTO HAK TOMNOBHI MNepeLwKkoan ropusoHTanbHocTi. Metoau, 3acTocoBaHi
3axigHoOK Teopieln, 3a OO0MOMOrol SAKUX 3OINCHIOETLCA AOCNIPKEHHA MUCTeuTBa LbOro
perioHy, TakoX chnignepernaHyTn. YnucyBaHHS icTopii mucTteurtBa LleHTpanbHO-CxigHoi
€Bponu B yHiBepcanbHUI (a Hacnpaeai, 3axigHnin) KaHoH [1. MboTPOBCLKMIA KPUTUKYE. KHura
2022 p. «[Opu3oHTanbHa icTopia MUCTEUTB Ta 3a il Mexamu: nepernag nepudepinHmnx
KPUTUYHUX MPaKTUK» CKNageHa 3 4YOTUPbOX PO34iniB, siKi MalTb PO3MMAHYTM NPaKTUKY
rOPU3OHTaNbHOCTI (OeMoKpaTia, nokanisauid), BWKIWKAW Ta BHYTPIWHI CynepeyHoCTi
KOHLIENTY, Ta ansTepHaTUBN TOPU3OHTaNbHIN iCTOPIT.

ABTOpKa peueHsii okpecununa ansTepHaTUBU TFOPU3OHTanbHOI iCTOpIT (MaTepianbHUK
aHani3 sk MeTof ropn3oHTanbHOI ICTOPIT MUCTELTBA, NaTeparbHICTb Ta LnMdpoBui Nigxia 4o
iCTOpil  MWUCTEUTB) Ta MOXMIUBOCTI BUKOPUCTAHHA TOPU3OHTaNbHOI iCTOpii B iHWWUX
ancumnniHax, 3anponoHOBaHi JOCNIAHUKAMN KHUIW. 3aCTOCYBaHHSA Migxoa4y ropu3oHTanbHol
iCTOpil  MWUCTEUTB Mae nMoTeHuian 3BiINbHAUTU ICTOPI0 YKPaiHCbLKOro MuUCTeuTBa Bif
AOMiHyBaHHA uUeHTpy (3axoay, Pocii) Ta BMpoOGUTK iHWY napaguMrMy HanucaHHsa  icTtopii
mucTeuTB CxigHol €sponu.

Knroyoei  cnoea: 20puU30oHMarnbHa  icmopis  mucmeums, [1OCMKOJIIOHIanism,
OeKoroHianbHicmsb, HauioHasniaM, Neomp lNbomposcbKul, MamepianbHUl aHarsi3.
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ON EASTERN EUROPEAN PERFORMANCE ART
AND WHY IT DID NOT MAKE IT INTO ART HISTORY (SO FAR)
(Review on Bryzgel, A., 2017, Performance art in Eastern Europe since 1960. Manchester:
Manchester University Press.)

Eugenia Sydorenko

Mpo cxigpHoeBponencbkun nepcgpopmaHc
i Te, YoMy BiH (MOKM LLO) He NOoTpanuB Ao icTopii MMcTeUTBa
(Bryzgel, A., 2017, Performance art in Eastern Europe since 1960. Manchester: Manchester
University Press.)

€BreHia CunaopeHko

3a3euyvall, 4umaroHu KHUXKYy 3 icmopii mucmeuymea, wo Mana 6u aeoepaghidyHo
OXOr/1rn8amu 8ecb C8im, MU CMUKaEMOCS i3 CEPUO3HOK M0B8MOPHBaHOK Mpobriemoro: 3
fKoicb npudyuHU ‘ceim’ npedcmaesneHul minbku 3axiOHow €gporioro ma [ligHIYHOH
Amepukoro. 3euvaliHo, mucmeumeso A3ii yu Agbpuku Moxe rnepioOu4YHO 3’Ser1Amucs Ha
CmMopiHKax, fnpome (o020 3aex0u eeaxarmb 3a ‘iHwe’ U OUiHHMb (1020 iCMOPUYHY,
ecmemuyHy 4u sKy 6u mo He 6yr1o YiHHicmb, criuparoduck fuw abo Ha 3axioHi cmaHOapmu,
abo x Ha ernnus, WO Mag sumeip Mmucmeumea, Kosiu tio2o npe3eHmysarsnu 3axioHit rnybniu.
Tum 4yacom CxiOHa €eporna 30ebinbwo2o MosHICMI i2Hopyembces. [ns  3axiOHux
docniOHUKie uel pezioH 3aHadmo eeporielcbkul, abu bymu ‘IHwum’, ane HedocmamHbO
esporieticbkull, abu 6ymu 8Kkrro4eHUM OO0 KaHOHY.

Y uid cmammi g 3Hauomo 4Yumada 3 KHUXKOK rpoghecopku [ligHiyHO-3axiOHo20
yHieepcumemy Emi Bpu3srenb «Mucmeumeo nepghopmarcy e CxiOHili €8porii 3 1960 POKY »,
HarnucaHow i3 yc8iOOMINEHHSIM e8uuleornucaHoi npobrnemu, 0e asmopka HamazaembCs
docnidumu rnepghopmMaHc y pezioHi i3 He3anexHoi 8i0 3axody, ane He i30/1b08aHOI 8i0 Hb020
rnepcriekmusu, IMO8IpHO eucmyrnar4u nepuwonpoxoouyero 8 0aHomy rnpacHeHHi. OKpim
moao s aHani3yto 0esiKi, IMO8ipHO, Halieaxrusiwi i3 8UCHOBKIe bpusrenb cmocoeHO
po3sumky ma ¢popm rnnepghopmaHcy y CxiOHiti €8poni, a makox Memodoriozito asmopKu ma
desiki OyMKU rpo rpupody mucmeuymea rnepghopmaHcy.

HaHa npays, npome, He cripomoaracsi YHUKHymu HepigHOUIHHO20 cmaerieHHs1 00 KpaiH, SKi
80Ha 2eoezpaghiyHo oxorinoe. bedymosHo, bpusrens Had38u4alHO Uikagumpe OUHaMIYHICMb
H020C/I8CbKO20 MepopMaHCcy, WO 4Yacmkoeo cmasia pes3yrnbmamom IiHcmumyanidayii
yacmkoeo — 8I0HOCHO rocabneHo20 asmopumapHo20 pexumy y 1970-Xx pokax Ha
bambkiswuHi MapuHu Abpamosud. Ane ykpaiHcbKul repghopMaHc i Kynbmypa 3a2ariom
8KpUMI nesieHow Hesu3HadyeHocmi 8 OaHil KHUXUi. Came momy s Hamazarocsi 3po3ymMimu
MPUYUHU Ub020 HepieHorpas’s periepedeHmaduil, a makox eid0amu HarnexHe yKpaiHCbKoMy
nepgopmaHc-apmy, oocriouswu me, 8i0 4o20 KHUXKa Emi bpu3srenb minbku suzpana bu —
KOHmMeKcm KpaiHu, 0e 3ycmpidyatomscsi Cxio i 3axio.

Knrouoei cnoea: CxidHa €epora, 20pu3oHmarnbHa icmopis mucmeuyms, rnepgopmaHc,
IHcmumyanisauisi, Emi Bpua3rere.
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Performance art in Eastern Europe since 1960 by Amy Bryzgel, as the author rightfully
claims in the book’s introduction, represents the first attempt of in-depth examination of
performance art in Central, Eastern and South-eastern Europe. Bryzgel’s main aim is to fill the gap
in the global history of performance art, from which Eastern European artists were omitted. Her
other purposes include exploring various artistic practices and their emergence from factors such
as social and political circumstances in each country. Moreover, as the book’s chronological scope
captures the modernity, in presenting the artists working after the collapse of communist regimes,
the author aims to trace the continuities and ruptures with the past (Bryzgel 2017, p. 1-5).

The book’s division into five sections — ‘Sources and origins’, ‘The body’, ‘Gender’, ‘Politics
and identity’ and ‘Institutional critique’ — was determined by the outcomes of the research and not
pre-established by the author. In ‘Sources and origins’, the author explores some of the first
accounts of performative activity in the region, as well as the emergence of Performance art in the
region from Dadaist art and necessities of local character. Although Bryzgel begins with this, she
proceeds to establish the structure of the work based on the above categories, instead of writing a
chronological overview. In ‘The body’, the expressiveness and convenience of using artists’ own
bodies as material is explored. Successively, in ‘Gender’ the author focuses on how the norms of
masculinity and femininity are challenged and how feminist values and the notions of sexuality are
addressed by performance artists. In ‘Politics and identity’, Bryzgel examines the ways in which
artists chose to make political statements through their performances both in response to the
communist regimes and to the new life after the collapses of those establishments. And finally, in
‘Institutional critique’ the author not only investigates artists’ objection to the official art
institutions, she also evaluates the region-specific role of those institutions.

Performance art in Eastern Europe since 1960 is a significant work, since it is a rare example
of a ‘Western’ academic fully acknowledging their point of view as being such, not universalizing
the Western perspective. As Piotr Piotrowski (whose writing Bryzgel frequently references
throughout her book) points out, art historians writing in Western Europe or North America tend
to universalize their standpoint, forgetting that London or New York are specific places located on
the map, just as Bratislava or Odesa (Piotrowski 2009, p. 56). This ignorance manifests itself in
assessing the cultural and historical significance of the artists’ work based on the impact they
made in Western Europe or North America and is, in fact, an art historical problem, considering
that artists themselves would give equal importance to a happening in Bucharest and one in Berlin
(Piotrowski 2009, p. 51). This type of approach Piotrowski calls ‘vertical art history’ and Bryzgel
strives towards the ‘horizontal’ one in her book.

Speaking about the communication between the artists from the East and the West,
Bryzgel concludes that, while the Iron Curtain both complicated the exchange of ideas between the
artists, sometimes even disabling it, and helped Eastern European art avoid complete
commercialization and therefore, according to some artists, degradation, the presence of the
Curtain also did not mean that the artists described in the book worked in vacuum (Bryzgel 2017,
p. 52). In fact, they felt validated, finding out through publications or informal conversations that
their art was a part of a global trend or when they would travel abroad to participate in art
festivals, given that the regime in their country would allow it. Surprisingly, sometimes it was
through their Western colleagues that Eastern European artists found out about their
countrymen’s work, because of the lack of artistic networks within some countries (Bryzgel 2017,
p. 116).

While the existing networks of artists enabled the informal creative alliances in Eastern and
Central Europe, state-sponsored institutions, such as Student Culture Centres in former Yugoslavia
represented the official or semi-official platforms for artists’ communication and collaboration. In
the section ‘Institutional critique’, the author points out that the functioning of such artistic spaces
both evoked rebellion against them among the involved artists and enabled the youth to gather
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and direct their rebellion towards artistic experimentation (Bryzgel 2017, p. 302). Amy Bryzgel
attributes the former to the fact that these institutions were deemed to be extremely controlled
spaces and the artists were dictated to follow the standards of either apolitical abstract art or art
that would conform to the ideology. However, as suggested above, institutions had a positive
impact on the overall dynamic of the development of performance art in the countries, which
enabled productive partnerships and world-famous figures, including Marina Abramovic, to
emerge. Nevertheless, it can be gathered from the book that the case of Yugoslavia is quite unique
for the region, as the country’s establishment was relatively more relaxed and allowed some extent
of market economy and self-management (Bryzgel 2017, p. 301). Eventhough Student Culture
Centres were top-down institutions, artists possessed some autonomy and benefitted immensely
from these platforms, which was not the case for most of the countries within the scope of the
book, where performance art was merely overlooked by official institutions or even prohibited by
state. This forced the artists to work separately and exhibit their work in narrow circles, which
results in scatteredness in the history of performance art in most of Eastern Europe and
consequently in the character of Bryzgel’s book.

One of the strengths of the book is that Amy Bryzgel is careful when relying on common
knowledge and traditional definitions. Understanding that art and society developed in parallel but
with differences in the East and the West, she does not, for instance, misapply the accepted notion
of feminism as the organised political movement to Eastern and Central Europe, instead, she
employs the term as ‘a consciousness of injustices based on gender hierarchy and commitment to
change’ throughout the ‘Gender’ section, because the pursuit of gender equality and the
questioning of gender roles did not manifest themselves in the form of established movement in
the region but were apparent as persistent ideas in the works of such artists as Natalia LL and
Katalin Ladik (Bryzgel 2017, p. 167).

In her performance The Screaming Hole, Ladik uses a strategy of overidentification with the
male gaze, exposing it by engaging into the behaviours that seemingly aim to confirm it and thus
functioning as a mirror (Bryzgel 2017, p. 188). The author of the book traces the same approach in
the political critique that performance artists expressed in their work. The so called ‘subversive
affirmation’ was not only powerful and forced the audience to be critical and active when trying to
understand artist’s intentions, it also served as protection to the artists, because it could have
easily been concluded from seeing such performance that they were acts of support of the regime
(Bryzgel 2017, p. 44, 230).

Some of the performances described in the book blur the lines between art and life to a
degree that it is almost impossible to tell one from the other. At a few points of the book, Bryzgel
raises the question of distinguishing between them. Personally, having studied the history of film
and of its acceptance as an art form, | found it peculiar how some performance artists considered
that the presence of camera recording is what constitutes performance as such (Bryzgel 2017, p.
108). Moreover, recordings and photographs also enable a work to be passed on to its delayed
audience, whom, firstly, some artists deemed their real audience, meant to understand the work
better than contemporaries and secondly, to whom the works which had been created without a
certain perspective in mind, acquire this specific perspective thanks to the ‘death of the author’, as
in the case with performances now seen as feminist (Bryzgel 2017, p. 167, 300). Interestingly, the
use of recordings and photographs as evidence or even substitute of a work itself, causes
alterations to a spatio-temporal dimension of a performance. When we analyse artists’ reasons for
the presence of camera during performances, Bazin’s ‘mummy complex’ — image’s ability to
‘preserve [the subject] from a second spiritual death’ — comes to mind (Bazin 1967, p. 9-10).

The book represents a productive starting point in the research of Eastern and Central
European performance art and an attempt to represent it as having equal value in art history as
Western European and North American one. However, there is a persistent imbalance in the
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amount of the representation given to different countries in the book. It is understandable that, for
instance, Yugoslavia is of great interest to Bryzgel, as partial institutionalisation of performance art
brought some dynamism to its development, as discussed previously. Yet, one cannot help but
notice the disproportionate sparseness of the representation of Ukraine in the book, which Bryzgel
does not address at any point, apart from mentioning in the introduction, that the political
situation in the country prevented the author from visiting it in the process of research. Before |
suggest the possible reasons for the lack of pages dedicated to Ukraine in the book, | will try my
best to briefly trace the main characteristics of the development of performance art in the country.

Western performative practices can be considered a factor of influence but they did not
determine the emergence of performance art in Ukraine. Body art, for instance, has had a long
tradition in Ukrainian culture and can be traced back to the heyday of futurism (Shumska, 2013).
Some artists aimed to express their urge for social or political change, in which case their work
blurred the lines between performance and action art or actionism (Kalyta, 2019). Most
importantly, though, the medium arose from artists’ desire to add a performative dimension not
only to their work, but also to various traditions practiced in creative circles, such as New Year
celebrations, when artists would arrive dressed in carnival costumes and showcase their work.
Thus, it would be fair to say that in the 1980-s and 1990-s in such centres of performance as
Kharkiv, Kyiv and Odesa a tendency for, so to say, the performative lifestyle of artists dominates
any intention to develop performance art as an independent medium, although in Lviv, the
unofficial capital of performance art in Ukraine, where a more deliberate and systematic approach
nowadays manifests itself in a school of performance art and an annual festival (Shumska, 2013).
And it is peculiar that while performance art very much represented the unofficial culture of
Ukraine at the time, its creators always came from an official background (Levchenko, 2022). For
example, one of the first significant performances in Lviv was co-staged in 1975 by Vasyl Bazhay, a
Lviv Academy of Arts graduate and a subsequent member of the National Union of Artists of
Ukraine. The artist created and himself smashed in the end of the performance) a kind of mirror
maze which symbolised the distinction between someone’s true identity and a persona impacted
by outside opinions, changes of circumstances (Shumska, 2013). Similar official background applies
to one of the most prominent figures of Ukrainian performance — Fripulia, who, as Bryzgel
mentions, was also a member of the Artists’ Union.

Hanna Tsyba, a curator of a series of events dedicated to Ukrainian performance art, notes
that the absence of written sources has posed great difficulties for researchers who have
attempted to study the area (Kalyta 2019). And while scholars have been deriving most research
from interviews with artists, exhibition curators, festival organisers and other contributors, the lack
of more official sources, especially from before the fall of the USSR, may be attributed to the
already mentioned attitude with which artists themselves viewed performance art. Because the
performative aspect was only viewed as additional to their work, it could be the case that these
works are classified as examples of other types of media, be it painting or theatre. Consequently,
no schools or artistic networks, apart from scattered and short-lived groups were formed.

It would be completely unfair to state though, that no historical data about performance
art in Ukraine in the 60-80s and especially later on is available to us, as most of the bibliography
used for this text proves. What is striking to me however, and even more so than the frankly
glaring lack of the representation of Ukrainian performance art in Bryzgel’s book, is the fact that
the author does not even bother to provide much (or any) Ukraine-specific social and political
context in which a few works by Ukrainian artists that she mentions were created and which
undoubtedly triggered the emergence of these performances. Such context is reduced to assuming
Ukraine’s complete uniformity with other European Soviet republics. If Hungary, Poland and Serbia
are presented as unique cases, Ukraine simply helps divide these countries from Russia. In other
words, Ukraine does not exist for the author in the book, at least not as a self-standing instance. In
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this regard, Bryzgel moves away from the initial methodology, thus a kind of horizontality of its
own even within a ‘periphery’ (that is Eastern and Central Europe).

In Performance art in Eastern Europe since 1960, Amy Bryzgel succeeds in her aim to
present an account of performances and artist of the region by not creating a mare catalogue but
by conducting an analytical study where all of the prerequisites, purposes and artists’” methods
which by coming together provide answers to why performance art, as well as every individual
performance had to emerge. Hopefully, at least some of these works will stop being ignored and
will make it into the future histories of performance art in the world, especially given that some of
the Eastern European countries acquire proper representation in the Eastern European studies to
begin with.
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On Eastern European performance art and why it did not make it into art history (so far)
(Bryzgel, A., 2017, Performance art in Eastern Europe since 1960. Manchester: Manchester
University Press.)

It is rare that, when reading an art history book, whose geographical scope is claimed to cover the
whole world, one is not confronted by a major recurring issue. ‘The world’, for some reason, is only
represented by Western Europe and North America. Of course, the art of Asia or Africa may
occasionally appear but they get othered and their historical, aesthetic or any kind of value is
evaluated solely based on ether how well it aligns with the Western standards, or how much
impact the work made, when it was presented to the Western public. Eastern Europe, on the other
hand, is usually omitted completely. To Western scholars, the region appears to be too European to
be an ‘Other’ but not European enough to be included into cannon.

In this article, | familiarise the reader with professor at the Northeastern University Amy Bryzgel’s
2017 book«Performance art in Eastern Europe since 1960» in which the author, aware of the above
issue, aims to research performance art in the region through an independent, though not isolated
perspective, possibly pioneering in this intention. In succession, | consider some of Bryzgel’s
arguably most important and peculiar conclusions regarding the development and forms of
performance art, as well as the author’s methodology and some points on the nature of
performance art.

However, the book fails to avoid the unequal treatment of the countries within its scope. Resulting
partly from its institutionalisation and partly from the relatively relaxed type of regime in
Yugoslavia in the 1970s, the dynamism of performance art in Marina Abramovic¢’s homeland is of
great interest to Bryzgel, but Ukraine’s performance art and culture in general seem to be obscure
in this study. This is why | attempt to investigate the reasons for this inequality of representation, as
well as do justice to Ukrainian performance art by examining what Bryzgel’s book could benefit
from — the context of the country where East and West meet.

Keywords: Eastern Europe, horizontal art history, performance art, institutionalisation, Amy
Bryzgel.

Eugenia Sydorenko, bachelor student, Edinburgh Napier University (Edinburgh, United Kingdom)
ORCID ID: https://orcid.org/0000-0002-4884-4056

€ezeHiss CudopeHko, cmydeHmka bakanaspamy, EOuHbyp3bKuli yHisepcumem iMeHi
Hedinipa (EOuHbype, Benukobpumarisi)

Received: 22-11-2022
Advance Access Published: December, 2022

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2022.2(14) | 99



REVIEWS

DOI: 10.17721/2519-4801.2022.2.11
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(Review on Kallestrup, S. et al., 2022, Periodization in the Art Historiographies of Central and
Eastern Europe. London: Routledge)

Tetiana Osadchuk

CxigHe ana 3axigHnXx
(Kallestrup, S. et al., 2022, Periodization in the Art Historiographies of Central and Eastern
Europe. London: Routledge)

Tetsaina Ocapguyk

lNepiodusauis mucmeumea SK rpeodmem OOC/OKEHHS — BUKUK Oris HarnucCaHHs
MoHozpadgii npo pezioH LleHmparnbHoi ma CxidHoi €sponu. Yepes winbHe HawapyeaHHs
PISHUX KyrbmypHUX KOHMeKcmig i HaseHicmb 0oceidy, k020 He Marna 3axiOHa €epora
(Hanpuknad, ICHysaHHS palsiHCbKO20 pexuMy), He 00380s15€ 3acmocosysamu 00
CXiOHoesporelcbKo2o pezioHy onmuKy mpaduyitiHoi icmopii mucmeums. [Jo eupiwueHHs
uiei npobnemu Qony4qunucs U aemopu 36ipHOI MOHoepadghii Periodization in the Art
Historiographies of Central and Eastern Europe, 0e docniOHuku 3 Yexii, PymyHii, lNonbwi ma
[HWUX KpaiH pee2ioHy aHari3ytomb repiodu3sauito 8 icmopiozcpadpii Mucmeumea KOHKpemMHuUX
KpaiH, SiKka rposnueae c8imsio Ha «HesiHitHy» icmopito Mucmeums, wo rnoedHye 8 cobi mpu
207108HI  QUCKypcu — iMiepcbKul, akadeMmiyHuli ma HauioHanicmu4yHul. Aemopu
30cepedXyromb C80K yeacy Ha makux rnpobrnemax, sK eizaHmilicbka criaduwjuHa, siKka 8
icmopiogpacpii 19 cmonimms Mmana 3amiHumu 05 HU3KU CXIOHOEBPOMNEUChKUX KpaiH
imaniticbkkuli  peHecaHc, 83aeMO0il eeflukux 3axiOHOesporelcbKUX Hapamusie 3
JTIOKanbHUMU CXiOHOesporielcbKUMU, 3MiHa noansady Ha nepiodusauyio M0 ernnueom
HauioHarnbHUX pyxie ma iH. Xo4a cmammi npucesiyeHi pisHumMm ripobremam ma memam, ix
06’€0Hye 3acmocyeaHHs MOCMKOJMOHIanbHOI meopii 0o nepiodu3auii | 8U3HaHHS
UeHmparsbHO-/CXiOHOEBPONEUCbLK020 pe2ioHy SK «bru3bKoao IHWo20» no 8iOHOWeHHK 00
3axiOHoesponelicbKo2o.

Y uit cmammi s nopieHroto idei, sucsimrneHi 8 MoHozgpadii, 3 IHWUMU KOHUEMNUISMU, WO
docnioxyrome CxiOHy €eporly 3 60Ky nocmkorsioHiaribHocmi. 3pewmoro, s rnpuxooxy 00
8UCHOBKY, W0 8Ci BOHU, 8paxo8yryu po3arisiHymy HaMu KHU_2y, OpiEHMOo8aHi Ha po3Kpummsi
rnumaede, siKi yikaensame 3axiOHUX OOCriOHUKI8, a caMe — 4uM € pezioH LleHmparnbHoi ma
CxiOHOI €8poriu: KOoHI3amopoM, KOJToHiero abo 06’eOHye obudsi yi pucu. Y mol xe yac,
CruparoyuChb Ha KOHUEenuir «20pu3oHmaribHoI icmopii» [iomposcbko20, 1 cmeepOXyio, Wo
0151 cxiOHoesporelcbKoi ayoumopii € akmyarnbHUM He OeKOHCMPYKUis Hapamueie y Mexxax
cyyacHux ueHmparnbHO- ma cxiOHoesponelcbKux Oepxxas, a Haernaku — MPOCMEXEeHHS
rnepemuHy PI3HUX KyrbmypHUX KOHMeKcmie CyCIiOHIX KpaiH rno3a mexamu HauioHarbHUX
Hapamusis, OCKiflbKU cXiOHOe8POneUcChKi KpaiHu 3Harome binibwe rnpo mucmeymaeo 3axody,
HiXX rpo Mucmeumaeo 00UH 0OHO2O0.

Knro4doei cnoea: nepiodusauisi, icmopiogpaghis mucmeumsea, LleHmpanbHa ma CxiOHa
€8pona, HerniHiliHa icmopis Mucmeumaea, 20pU30HMarsibHa icmopis Mmucmeumea
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Anyone who has tried to deal with the problems of post-colonial theory and periodization of
Central and Eastern Europe should have come across the ethnic complexity of this region and the
need to take into account many nuances. The monograph of 2022 Periodization in the Art
Historiographies of Central and Eastern Europe, edited by researchers Shona Kallestrup, Magdalena
Kuninska, Mihnea Alexandru Mihail, Anna Adashinskaya and Cosmin Minea, combined both of
these aspects and tried to cover several cultural contexts at the same time.

The book is a monograph consisting of articles devoted to the review of periodization in local
historiography and the compilation of specific narratives written by scholars from the Czech
Republic, Hungary, Poland, Russia, Estonia, Romania, and Germany. In this way, the book
conditionally provides an assessment from specialists, who are not only directly related to a
particular research area, but also who work in this region.

The chronological framework of the study covers one century that lasted from 1850 to 1950.
Such a choice may seem rather strange, but it is explained by the convenient consideration of
several periods in art at once (romanticism, realism, avant-garde, socialist realism), which were
accompanied by the collapse of empires and the creation of nation-states. In addition, the authors
emphasize the importance of the issue of relationships between the three discourses - imperial,
academic and the national-building ones.

Obviously, the work with periodization is a rather ambitious and responsible research goal,
which can influence the course of subsequent research in this area. However, the authors turn to
the analysis of historiography, thus reducing the burden of responsibility. In addition, the study of
historiography is also a way to give voice to «marginalized» discourses. Although Piotr Piotrowski
and his concept of «horizontal history» (Piotrowski 2009, p. 54) are not considered in theoretical
perspective in the introduction of the book, his influence can be traced in the structure of the work
and the conclusions that the authors draw. In particular, the monograph pays great attention to
the foundation of Byzantine art, which is not a priority for Western periodization, but appears to
be a local feature of the Eastern European region, which became important for the construction of
national narratives in a number of states (Bulgaria, Serbia, Russia). However, comparisons with
Western periodization are still present, such as: «if Gothic and Romanesque had become the
architectural manifestations of Western European nations, then the roots of Bulgarian tradition
should be sought in the pre-Ottoman past» (Kallestrup, S. et al. 2022, p. 89).

The postcolonial approach requires not only attention to local (peripheral) art, but also the
possibility of a different structure of artistic art, which is the main focus of the monograph. Here
the authors refer to the category of «Other», formulated by Edward Said in his classic work
«Qrientalism» (Said 2007, p. 1-2).

The authors of the book adhere to the opinion that traditional art history cannot be applied to
non-Western art, taking into account the region of Central and Eastern Europe. However, unlike
African, Asian, or Native American cultures, the Eastern European region is «close Other»
(Kallestrup, S. et al. 2022; p. 6), where the authors of the monograph again repeat Piotrowski
(Piotrowski 2009, p. 52-53). The «close Other» simultaneously adapted to the great Western
European narrative - not only in art, but also in politics — adopting the concepts of romanticism
and nation-states, moving after that to modernism. At the same time, Eastern European
historiographers could not attribute their culture to the dominant discourse, feeling the pressure
of the Western European hegemony and the need to «protect» their discourse in a nationalist
shell. Moreover, according to the authors' conclusions, this discourse was universally combined
with external influences, the inclusion of territories in the composition of other states, the
peculiarity of religious traditions (for example, the dominance of the Orthodox Church),
competition with Western institutions, the appearance of Soviet power in the country, etc.
Literally, the authors formulate it as: «The chapters in this book attempt to draw attention to how
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this intermediate Other adapted, adopted, and created new frameworks for the periodization of
art history» (Kallestrup, S. et al. 2022, p. 6).

Thus, the authors argue that Western (in particular, Austrian, French, and German) discourses
constructed the dominant canon of European art, which begins with antiquity and gradually
changes in style through the Middle Ages, Renaissance, Enlightenment, and Modernity. Of course,
the art historians of Central and Eastern Europe were also connected with the Western narrative,
but in the Eastern European context it hybridized with local - including folklore — artistic
traditions, «delayed» for a longer time than in the West, or was superimposed on the construction
process of national states.

The first part, written by Matthew Rampley, examines the theoretical issues involved in the
critique of linear time and periodization, where the theories of such authors as Pinder, Panofsky,
Warburg and Moxie are cited as an example. From the point of view of the study of non-linear
periodization, | especially appreciated the article «Beyond the Provincial: Entanglements of
Regional Modernism in Interwar Central Europe» by Julia Secklehner, where the author applies the
concept of «longue durée» to regional Czech modernism and the art of Salzburg, which turned out
to be important in the discourse of nation-building and nationalism (Kallestrup, S. et al. 2022, p.
39).

The second part of «We have always been Byzantines» is devoted to the priority of the
Byzantine heritage, which played a role in the formation of the periodization of the 19th century.
For example, the question of equating the Byzantine «renaissances» with the Italian one was
revealed, which was the reason to include Bulgarian and Serbian art in the grand narrative: «To
quote the Serbian art historian Sreten Petkovi¢ (1930-2015), while medieval Serbian artists
'mastered all the secrets of painting’, the West «could not achieve beauty in the expression of
aesthetic ideals». Giotto had to wait for the sunset» (Kallestrup, S. et al. 2022, p. 215).

The third part, «Our art in textbooks», touches on the issue of the nationalist aspect in the
construction of an artistic narrative in Poland, Estonia and Croatia in response to the
Western-centric concepts of Karl Schnaase, Franz Kugler and Wilhelm Libke. The dichotomy
«center-periphery» is particularly detailed here, which at the same time explains the influence of
German and Italian historiography and attempts to get rid of the dominance of European schools
as much as possible by constructing a local narrative.

In the fourth part, «Tradition was invented by modernity» directs us to the end of the 19th -
beginning of the 20th century in Russian, Polish, Romanian and Czech contexts - from classicism,
which was marked by Western influences and local canons, to romanticism with the opposite
situation, namely changes in the creation of periodization as a means of constructing the past of
the region, which existed in dialogue with Western canons, but local, national influences.

At last, the last fifth part, «Turning Points», contains two articles that explain the priority of
specific historical moments in the construction of periodization - in this case, in Hungary (the
Mongol invasion) and Romania (the establishment of a communist regime that replaced the
dominance of socialist realism over Romanian modernism).

So, in the monograph, we have sections that are similar in theoretical approaches, but
separated from each other by subject matter. This gives the structure of the book some chaos and
forms the problem, which, in my opinion, is the main one for this work — uneven attention to
different Eastern European contexts. Thus, several articles are devoted to Romania, when at the
same time many countries are not included at all. For example, the Ukrainian context is not
present in the book - only the territory of Ukraine and figures who worked in cities that are now
part of Ukraine are mentioned several times. Moreover, they are not even mentioned in
connection with the Ukrainian narrative: «When Joseph Hlavka (1831-1908), a successful
architect-entrepreneur in Vienna and member of the Central Commission, was commissioned to
design the residence of the Greek-Orthodox Metropolitan in Czernowitz (Chernivtsi), the capital of
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the province of Bukovina, he made a study trip to seek inspiration in local artistic traditions»
(Kallestrup, S. et al. 2022, p. 73); or «lt is clear that, for Hlavka, Bukovina, then part of the
Habsburg Empire, was not part of «the Balkans» but belonged to the «enlightened» West».
(Kallestrup, S. et al. 2022, p. 73).

Also, the contexts of Belarus, Slovakia, Slovenia, Lithuania, most countries of the former
Yugoslavia and Albania are not considered, only the contexts of Moldova and Latvia are indirectly
outlined. Of course, it can be assumed that researchers could not cover all regions in a small
monograph. In addition, the stated goal of the study makes us understand that it is aimed only at
revealing some aspects of the study of Eastern European art: «Our aim, rather, is to signal the need
to revisit and reassess some of the accepted notions of periodization in the region with the goal of
understanding and, eventually, deterring the continued reification of national and authoritative
conceptual models in present-day art-historical writing» (Kallestrup, S. et al. 2022, p. 10).

But in my opinion, the distribution of emphasis in the book - the division of discourse into
academic, imperialist and national, as well as the focus on specific countries - is not accidental. |
can conclude that the approaches used in this study are in line with the general trends in the
«post-colonialism» of Eastern Europe in Western discourse.

As the authors of the monograph admit, the term «Central and Eastern Europe» is very vague:
«In these localities, terms such as «Eastern», «South-Eastern», «Central», «East Central», «Balkan»
or «Baltic» lose their strict geographical sense and acquire meanings weighted with the symbolic
geopolitics of national identities, political or cultural borders and the historical past. This poses a
methodological problem for the title of this volume» (Kallestrup, S. et al. 2022, p. 4). In the same
way Jacob Mikanowski pointed out in his essay «Goodbye, Eastern Europe!», the term «Eastern
Europe» is largely «not a place, but a way of thinking» (Mikanowski 2017). He even suggests that
perhaps the space called «Eastern Europe» never existed, and this division is a consequence of the
Cold War era.

What is common to the analysis of the region of Central and Eastern Europe in
English-language literature is the «complexity» of the region, which was also noted in the
introduction of the monograph we reviewed, and then revealed in more detail in the chapters,
again concurring in views with Mikanowski, who noted: «Often, these differences corresponded to
distinctions of class and profession, so that in Eastern Poland, Polish Catholic landowners ruled
over Orthodox Ukrainian and Belarusian peasants who would visit Jewish and Yiddish-speaking
villages to sell their produce and buy their wares» (Mikanowski 2017).

The authors of the book note that the «histoire croisée» approach is suitable for the study of
the Eastern European context, which can maximally highlight the intersection of local folk culture,
the heritage that was used for nation-building, with the influence of «great» narratives, modern
ideologies and the culture of national minorities. By the way, the book pays little attention to the
last aspect, focusing on the connections «Byzantium - Serbia, Bulgaria, Romania», «ltaly — Croatia»,
«Estonia — Germany», etc. Even in the chapter written by Andrey Shabanov, the collection and
exhibition of art in the Russian Empire, which is initially contrasted with the French Academy.
Unlike Western schools, Russian art until the second half of the 19th century periodized works of
art according to the era of the reign of a particular emperor, and only with the institutionalization
of education was a national vision created.

Also, what unites this monograph with other approaches to the history of Central and Eastern
Europe is a linguistic objection (or uncertainty) in terminology. «Not-quite-Other» (Kallestrup, S. et
al. 2022, p. 6), «grey area» (Mikanowski, 2017), «non-aligned modernity» (Non-Aligned Modernity,
2016), «non-colonizer» (Ginelli 2017), «coloniality without colonies» (Warsza & Sowa 2022). Zoltan
Ginneli (Ginelli 2017) argued that Eastern European countries can combine both the characteristics
of those who were colonized and the colonizers, without touching on the problem of internal
relations and conflicts between different ethnic groups. In particular, his vision of colonization
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processes refers to two directions: the first is the intention of the Eastern Bloc to spread influence
over countries of African content during post-war decolonization and exploit local national
movements; the second is the fall of Eastern European countries themselves into dependence on
Western capital and the introduction of neoliberal reforms.

At the same time, Romanian researcher Andrei Terian (Terian 2012) examines not only foreign
relations, but also the situation within Eastern Europe and draws other conclusions. In his opinion,
colonialism cannot be equated with any form of imperialism and/or dependence on states.
Therefore, he considers it’s incorrect to recognize the consequences of globalization on the part of
Western capital as «colonialism» - as well as the dependence of Eastern European countries on the
Soviet Union, which were part of the Warsaw Pact bloc, because neither Poland, nor Hungary or
Czechoslovakia were part of the USSR and did not implement Russian as the official language. But
Belarus, Ukraine and Moldova can be considered as former colonies, because they, on the
contrary, were part of the borders of the USSR and were dependent on Moscow at the official
level.

A more negative vision is presented by Polish researcher Jan Sowa and curator Joanna Warsza
in the essay for MoMA (Warsza & Sowa, 2022). From their position, the Eastern European states
have a colonialist experience, which they try to hide behind the former colonial dependence.
Despite the absence of Eastern Europe in Western discourse, the countries of this territory
participated in colonial projects - for example, the Duchy of Courland and Semigallia (present-day
Latvia) established a colony on the island of Tobago in the seventeenth century - and continue to
support neo-colonialism, such as Poland, whose state leadership implements an anti-emigrant
policy.

According to Keti Chukhrov (Chukhrov, 2013), Western epistemology unfairly reduces Soviet
aesthetics to totalitarianism, because it denies the progressive reforms of the USSR in the fields of
science and industrialization and forces post-Soviet countries to deny their past — taking into
account not only traumas, but also practices of emancipation and progress. As a result, this creates
a new neo-colonial narrative that denigrates the experience of Eastern European countries.

What unites all the studies and concepts discussed above? Despite the presence of Eastern
European researchers and curators as authors, they are united by their focus on the Western
audience, which is trying to figure out what Central and Eastern Europe is — a colonizer, a colony
or both of them, where, first of all, the role of nationalism and the Soviet experience in the region
is of interest. In addition, while recognizing the ethnic complexity of the region, the authors mainly
focus their articles on individual countries, rather than the specifics of the region as such.

While for the Eastern European audience it would be worth answering other questions. As
Piotrowski noted, the peripheries look to the West, but know very little about each other: «Poles
generally have almost no idea about the history of Romanian art — they ignore it out of a
superiority complex on behalf of their own culture, which they prefer to compare directly to the
West» (Piotrowski 2009, p. 57). Hence, for Eastern European researchers, it is not attempts to
distinguish between contexts within the modern countries of Central and Eastern Europe, but, on
the contrary, the disclosure of the intersection of different national projects in the region, the
coexistence and conflicts of representatives of different religious confessions or ethnic groups, in
order to give a more complete picture of the region, which is not limited to closed national
narratives.

Therefore, the emphasis placed in the monograph under consideration should not be
surprising. This work is another attempt to fit Central and Eastern Europe into postcolonial theory,
as opposed to the decolonial option, which aims at the process of liberation from global
marginalization within the modernist vision (Kumar 2017, p. 76-77). Namely, Periodization in the
Art Historiographies of Central and Eastern Europe seeks to form epistemological principles that
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should be taken into account by Western scientists when studying the culture of this region and
respond to the requests of this audience.
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Eastern for Westerners (Review on Kallestrup, S. et al., 2022, Periodization in the Art
Historiographies of Central and Eastern Europe. London: Routledge)

Periodization of art as a subject of research is a challenge for writing a monograph on the region of
Central and Eastern Europe. Due to the dense layering of different cultural contexts and the
presence of experience that Western Europe did not have (for example, the existence of the Soviet
regime), it does not allow applying the optics of traditional art history to the Eastern European
region. The authors of the collective monograph Periodization in the Art Historiographies of Central
and Eastern Europe joined in solving this problem, where researchers from the Czech Republic,
Romania, Poland and other countries of the region analyze periodization in the art historiography
of specific countries, which sheds light on the «non-linear» art history, which combines three main
discourses — imperial, academic and nationalist. The authors focus their attention on such problems
as the Byzantine heritage, which in the historiography of the 19th century was supposed to replace
the Italian Renaissance for a number of Eastern European countries, the interaction of large
Western European narratives with local Eastern European ones, a change in the view of
periodization under the influence of national movements, etc. Although the articles are devoted to
different problems and topics, they are united by the application of postcolonial theory to the
periodization and recognition of the Central/Eastern European region as a «near Other» in relation
to the Western European one.

In this article, | compare the ideas highlighted in the monograph with other concepts exploring
Eastern Europe from a postcolonial perspective. In the end, | come to the conclusion that all of
them, taking into account the book under review, are aimed at revealing questions that interest
Western researchers, namely, what is the region of Central and Eastern Europe: a colonizer, a
colony, or combining both of these features. At the same time, basing on Piotrowski’s concept of
«horizontal history», | argue that for the Eastern European audience, what is relevant is not the
deconstruction of narratives within the boundaries of modern Central and Eastern European states,
but on the contrary, tracing the intersection of different cultural contexts of neighboring countries
outside the borders of national narratives, since Eastern European countries know more about the
art of the West than about each other’s art.

Keywords: periodization, art historiography, Central and Eastern Europe, non-linear art history,
horizontal art history.
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HE MITYEJIJIOM €AUHUM: NMPO BI3YAIIbHY ICTOPIIO B OCHIIXEHHAX
HIMEUbKUX BYEHUX
(Saryusz-Wolska, M. (ed.), 2020, Historia wizualna. Obrazy w dyskusjach niemieckich historykow.
Warsaw: Wydawnictwo Naukowe Scholar.)

IpuHa Agamcbka

Not by Mitchell alone: on visual history in the research of German scholars
(Review on Saryusz-Wolska, M. (ed.), 2020, Historia wizualna. Obrazy w dyskusjach niemieckich
historykow. Warsaw: Wydawnictwo Naukowe Scholar.)

Iryna Adamska

The paper analyzes the anthology of texts from German historiography on visual history, collected
by Polish researcher Magdalena Saryusz-Wolska. Since this area is only developing in Ukraine,
there are still few theoretical works. Moreover, researchers of visual studies focus mainly on the
works of representatives of the Anglo-Saxon school. Therefore, it is important for Ukrainian
historiography to get acquainted with the work of the German school of visual history.

The volume includes ten texts, mostly theoretical, and an introductory article written by the book's
editor. All materials are divided into five sections. The works of German researchers provide
information about the origins of visual history and its formation as an academic field, with
considerable attention paid to the development of methodology. Some empirical studies are also
presented, often having an interdisciplinary character. An important component of the volume is
the overview made by M. Saryusz-Wolska. The researcher not only analyzed the works presented in
the book, but also outlined the broader context of their appearance in Germany.

The publication is important for historical discipline, as it includes key theoretical works of the
German school of visual history and their detailed analysis.

Keywords: visual history, German scholars, anthology, methodology, historiography.

3BEpHYBLWINCL OO0 TeMU BidyarnbHUX CTYAiW, 30Kpema [0 BidyarbHOI KynsTypu 4u
Bi3yanbHOI iCTOPIl, MK MaXe 3aBXau B NepLUy Yepry HaTpanmumMo Ha HU3KY aHroCakCbKUX
aocnimkeHb. «B ocTtaHHiX npauax y uin cgepi [BidyanbHin ictopil — [LA.] npakTU4HO 3aBXau
3HaxXoAMMO TMOCWUSIaHHA Ha MiKTopianbHUMMA  MOBOPOT, MporofnoweHnn y 1992 p.
B. k. T. MiTyennom» —  3a3Havae KynsTyponor [ couionor MarpaneHa
Capiyw-Bornbcbka (Saryusz-Wolska 2020, c. 8). He npumeHLLyto4m 1X 3Ha4YeHHs, CNif 3BepHYTH
yBary Ha Le ogHy NOTY>XHY HayKOBY LLKOMY, a caMme HiMeLbKy. MoHATTS iKOHIYHOrO NOBOPOTY
napanenbHO 3anpoBaavB HiMeLbKUii icTopuk MucTeLTBa Ta dinocod I'oTdpia Bem. Binblue
TOro, Ui ABa OOCIgHMKKU Ni3Hile KopecnoHayBann Mk coboto, ane OCHoBM IX Teopin Bynu
pi3Hi (Belting 2007). Ha »anb, Mano HiMeubKOMOBHUX npaLlb, NPUCBAYEHUX BidyaribHUM
OOCIIIKEHHAM, MepeknageHo Ha YKpaiHCbKy MoBY. BpaxoByoun, WO BidyanbHi CTyail B
YKpaiHi e TiNbKKU po3BMBAOTLCHA, METOANYHUX Mpaub, 36ipOK TBOPIB BXE KMNaCUKIB LbOro
HaNpPsIMKYy 3 PIi3HUX HayKoOBWMX LUKIM, MiOPYYHWUKIB 4 MNOCIOHMKIB OnybnikoBaHO Tex
HebaraTo ([laH4YeHKo Ta iH. 2022). A TOMy LiKaBUM € OOCBIA NOMNbCLKUX AOCIOHMKIB Y AaHIN
chepi, 3okpema ix nepeknagu Ta onpauloBaHHS POBIT HIMEUbKUX BYEHUX, MK HLIUM
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aHTONOriT TEKCTIB HiIMELbKMX AOCMNIAHMKIB 3 BidyanbHOI icTopii. OgHiei 3 oCcTaHHix nybnikauin
€ 30ipka TekcTiB, nigrotoBneHa Bxe 3ragysaHoto M. Capiyw-Bonbcbkoto.

Y Bapwasi 3 1993 p. gie HiMmeubkun iCTOPUYHUIA [HCTUTYT, KOTPUM 3AINCHIOE
AOCNIIKEHHS iCTOpIl LeHTparbHO-€BPONENCHLKOro perioHy, a B nepLuy vyepry ictopil [NosnbLyj,
3BepTaldM 0cobnMBYy yBary Ha MorbCbKO-HIMELUbKi BiQHOCUHW?. IHCTUTYT peanisye HU3Ky
AOCNIOHNUBKUX MPOEKTIB, a TaKOoX 3acHyBaB 4OTMPU BUOaBHUYI cepil. Baxnmsoro
iHiLiaTMBOKO € BuMaaHHA cepil «Knio B HiMev4dmHi», sska Mae Ha MeTi O3HaANOMIIEHHS
NONbCbKNX YUTaYiB 3 AOCATHEHHSAMU CyyYacHOI HiMeubKol icTopiorpadil, y ToMy 4ucni 3
meTogonoriyHumn npausmn. OgHieto 3 Takmx pobiT cTaB 25 Tom cepii — «BisyanbHa icTopisi.
O6pa3sun B ANCKYCIAX HIMELbKNX ICTOpUKIB», onybnikoBaHnin y 2020 p.

Y KHU3i NpeacTaBneHo AeCsTb Npaub HiMELbKMX aBTOPIB. XpOHOSOriYHO 3ibpaHi B Hil
pobOTUN CTOCYIOTbCA Pi3HMX €TaniB PO3BUTKY BidyanbHOI icTopii B HimewuuHi. [Bi 3 Hux
Brepwe Oynu ony6rnikoBaHi Ha novatky 1990-x pokiB, y nepiog CTaHOBMEHHS LbOro
Hanpsamky. Lle metogonoriyHi npaudi ictopukie PanHepa Bonbdanna «MeTtogonoriyHi
pednekcii npo ictopnyHe ob6paso3HaBcTBO» (1991) Ta [anke TanbkeHbeprep «Big
intocTpadil 4o iHTepnpeTauii: 306paXkeHHs SK iCTOpUYHI Axxepena. MeTogonoriyHi po3gymu
OO0 icTopn4HOro obpaso3HaBcTBa» (1994), OCHOBHI iQel AKOT aBTOpKa BUrofiocuna e Ha
3'i3gi ictopukiB y laHHOBepi B 1992 p. Baxnueo 3a3Hauuty, wo P.Bonbgannb, yui
HanpauoBaHHSA € KNKYOBMMUM Ha LIbOMY eTarni, METOLOMOri0 HOBOrO HanpsMy BMBOAMB 3
KoHuenuii AGi Bapbypra ta EpsiHa NaHodcbkoro, ane 1i poswwnpus (Wohlfeil 2020, c. 100). Y
HbOrO MWIOCA NpPO HeOobXiaHICTb BUKOPUCTaAHHS 3anponoHoBaHoi E. [MaHodcbkum
ikoHOrpai4YHO-IKOHOMONYHOT aHaniTUYHOI CUCTEMM AN HadaHHSA OUIHKM obpasam sk
ICTOPUYHUM KepenaMm, a He nuiie ansa onucy Ta 3'acyBaHHSA CeHCy TBOpiB MucTelTea. [ns
LUbOro OCTaHHiM, TpeTin, etan aHanizy P.Bonbanne 3anponoHyBaB AOMOBHUTH
iHTepnpeTauielo 3 NepcrnekTMBM ICTOPUYHOI Hayku, WO nependadano HagaHHS OLiHKK
AOKYMEHTanbHoMy 3MicTy obpasy 3 BMKOPUCTAHHSIM 4acoBOI AMUCTaHUil A0 npeamerty
BUBYEHHA Ta iHWKX mKepen iHdopmadii (Wohlfeil 2020, c. 112-113). Y LUbOMY KOHTEKCTI BiH
TaKOX FOBOPUTb NPO OCOOBMMBOCTI B3aemoaii TEKCTYy i obpasy, BUAINAKYM TPU BapiaHTK:
TEKCT i 06pas, obpas sik TEKCT i TEKCT K 06pa3 (Wohlfeil 2020, c. 96).

Y KOHTEKCTi umx pobiT BapTO 3a3HauUTK, WO SK Nepeknag HiMELbKUX TEPMIHIB,
«Bildkunde», «Bildforschung» Ta «Bildwissenschaft» pegakTOpkO Ta aBTOPKOK BCTYMHOI
ctatTi 6yB obpaHun TepmiH «OB6pa3o3HaBcTBO» («Obrazoznawstwo»). Po3ymitoun nesHy
Pi3HMLIIO Ta NOoAakyM iHWI MOXNMBI BapiaHTK nepeknagis — «Obpasonoris», «JocnimpKeHHS
o6pa3sy», «Hayka npo obpa3sun», BOHa 0gHaK 3a3Ha4ae, Lo BaroMmx apryMeHTiB Ha KOPUCTb
TOrO YM iHWOro TepMiHy HemMae€, BCi BOHU MOXYTb BUKOPUCTOBYBATUCS SK anbTepHaTUBHI,
X04a KOXEH i 3i CBOIM BiATIHKOM 3Ha4eHHs, ane TepmiH «OBpa3o3HaBCTBO» OAHMM CIIOBOM
nepegac OCHOBHY et MOHATTSA. Pi3Hi AOCNIAHWKM 4acTo XOM i BUKOPUCTOBYBASM pPi3Hi
TepMiHW, NPOTe HanyacTile BUXOAMNN 3 OOHIEl iIHTenekTyanbHOoI Tpagudii. ToxX y Bunagkax,
Konu He wnaetbcss came npo audepeHuiadito noHATb, M. Capiyw-Bonbcka nponoHye
30iIMCHUTM  MeBHe ChNpOWEeHHA B nepeknagi Ta  BUMKOPUCTOBYBATU  MOHATTA
«OBpa303HaBCTBO» SIK y3ararbHioBarnbHe i OCHOBHe. [10 TOro X, BOHa 3a3Ha4ae Lo nepui
ABa TepMiHn — «Bildkunde» Ta «Bildforschung» — € BXXe AeLLo aHaxpoHiYHMMMK, a 3 1980-1990-X
POKIiB 3a CMIPUSIHHS icTOpUKa MUCTeLTBa i dhinocodba ['oTdpina Bema ocHOBHUM cTano came
noHATTA «Bildwissenschaft» (Saryusz-Wolska 2020, c. 11).

Yci iHWwi BigibpaHi penakTopkol Mpaui HanucaHi y 2000-2010-x pokax, Konu
AOCNIAHWKA noYanu BCe 4acTile 3BepTtaTtucd A0 BidyanbHOI icTopii, po3suBatu i

2 NeTanbHile npo iHCTUTYT AMB. Zadania Instytutu. Pexxum goctyny:
https://www.dhi.waw.pl/pl/instytut/zadania-instytutu.html

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2022.2(14) | 109


https://www.dhi.waw.pl/pl/instytut/zadania-instytutu.html

REVIEWS

METOLONOrit0 Ta 34IMCHIOBATM NpUKNagHi gocnigpkeHHsA. Pegaktopka y BCTyni 3a3Havae, LWo
Ha nodaTtky 2000-x pokKiB Lie He Oyno AocTaTHbO PO3pobGreHO HaBiTb MOBM ANA ONUCYy
«aKTUBHOIO Ta AiANbHICHOIO Xapakrtepy» 00pasiB, a Take NOHATTA 5K «akTn obpasy» Ta iges
NiKTOPianbHOrO MOBOPOTY K TaKOro TiflbKM MOYMHaNa po3BMBaTUCH B MeXax iCTOPUYHOI
Haykm (Saryusz-Wolska 2020, c.34). M. Capiyw-Bonbcbka noginvna Bci BigibpaHi Heto poboTu
Ha Kinbka po3ainis, GiNbWICTb 3 AKMX NPEeACTaBNAlTb TEOPETUMYHI HanpauloBaHHA Ta
BigoOpaxaloTb OUCKYCIl, AKi iCHyBanun 30Kpema HaBKOMO npeameTy i 3aBOaHb BidyarnbHOI
icTopil, Tl MmeTogornorii, B3aemogil 3 iHWMMU ryMaHiTapHUMK Ta CYCniNbHUMUW gUCUUNIiIHAMMU.

3okpema [o po3giny npo obpasn SK iICTOPUYHI Jkepena pefakTopka yHanexHuna
npauto ictopuka Mab6o KHoxa, skuin 3aMaeTbCa B NepLuy Yepry HiMeLbKOK COLianbHOLO i
NOSIITUYHOKD ICTOPIED Ta BMBYEHHSIM KOMEKTUBHOI MaM’siTi NPO HACWUITbHULbKI 3M04YNHU B
HimewuumHi. HatomicTb y npaui «PeHecaHc aHanidy obpasy B HOBIl icTOpil KynbTypu» (2005)
BiH aHani3ye NpUYMHN He3auikaBreHOCTi BYEHNX BUKOPUCTOBYBATU 300paXKeHHs B TEKCTax,
He roBOpsYM BXe MPO 3BEPHEHHA 00 HUX AK 00 OKepern, Ha3nBarum Le «ikoHoobieto» (ska
B pesynbraTi i npu3Bena, Ha MOro AyMKy, OO Bi3yanbHOro noBOPOTY), Ta BBOAUTL |
OOrpyHTOBYyE HOBE MOHATTA AN OKPECMEHHA BidyanbHOI iCTOpii Ta iCTOPUYHOrO
obpaso3HaBcTBa — icTopisa penpeseHTauii. [dediHiuito obpasdy BIiH TpakTye LIMPOKO,
3any4datoum 0O Hel 4yTTeBi Ta BepbanbHi obpasn. Mabbo KHOX TakoX 3anponoHyBaB iaeto
TpakTyBaHHA 00pasiB sk «MegianbHuX Tin» (Knoch 2020, c. 56-57).

[pyroto B LbOMY po34ini cTana TeopeTuyHa npaus ictopuka, 4ocnigHuui couianbHoT
Ta KynbTYpHOI icTOpil, 30Kpema ypbaHi3auiHMX NpoueciB Ta iCTOPIT TEXHIKN | TEXHOMOTIN,
MapTiHm ecnep (Hessler 2020) «O6pa3n Mixk MUCTELTBOM Ta Haykow. HOBI BUKNMKM Ons
HaykoBMX AocnigpkeHb» (2005). MarganeHa Capiyw-Bonbcka BigHOCUTbL LEW TEKCT Ao
nepeniky nepenomMHmnx pobiT B HIMELLbKOMOBHOMY CepefoBULLli Ha TeMY 3Ha4YeHHs obpasis
Ans ictopii (Saryusz-Wolska 2020, c. 22). Ake B HbOMY Ha MpuKnagi ictopil HayKu i TEXHIKK
aBTOp NPOAEMOHCTpYBana BaXMMBICTb BUBYEHHS 0OpasiB And PO3yMiHHSA iCTOPUYHMX
npoLecis.

HactynHuin TeopeTuyHun po3gin oTpumas Has3y «Obpasn Mk gucumnniHamm».
Pepaktopka BknouMna [0 HbOro we Asi npadi. lMNepwoto ctaB posgin 3 mMoHorpadil
«300paxeHHs €K iCTOpuYHI mxepena? Bumip gebaTtiB npo AOCHIOKEHHSA iCTOPUYHUX
obpasiB» aBTOpCTBa icTOpMka €Hca Erepa (Jager 2020), crneuianicta 3 HOBOI Ta HOBITHLOT
icTopii, 30KpemMa 3 icTopil dpotorpadpii, SkMMU MK HWWM JOCNigKyBaB nponaraHgy Ta
npobnemy MaHinynsauin, 34iNCHIOBaAHMX 3a AONOMOrok dgotorpadivyHux obpasis — «Mix
06pa303HaBCTBOM Ta iCTOPUYHUM AOCHiAKEHHAM 06pasiB — iICTOPUKM Ta BidyanbHi Jkepena
1880-1930 pp.»(2009). HApyra npaus — cratTta ictopuka bepHpoa Peka (Roeck 2020),
cneuyianicta 3 couianbHOI Ta KynbTYpPHOI iCTOPIi, 30KpemMa MiCbKOI, BidyarnbHUX CTyAiN Ta iX
iHTerpauii B iCTOpu4Hi gocnigpkeHHs,, «BisyanbHun nosopoT? IcTopis KynbTypu Ta
00pa3n»(2003). Y po3aini npoaHanizoBaHO nepiog HECMPUNHATTSA 00pasiB AK MOBHOLIHHNX
xepern B Mexax akafleMiyHol iCcTopii Ta iX NoCcTynoBe 3ary4eHHs, OKpiM iCTopil MUCTeuTB,
A0 JocnimkeHb 3 couiosnoril, icTopil Ta dinocodii KynsTypu. Taknmin KOHTEKCT € BaXKNMBUM
A5151 pO3YMIHHSA BUTOKIB ijen, aKi chopMyBanucs HanpukiHLi CTONITTS B iCTOPUYHIN HayLi.

HacTtynHuin po3agin 30ipkn — «[issHHs 06pasiB», NOYNHAETLCS 3 BaXNBOI TEOPETUYHOT
npaui ictopyka MUCTELITBA, OAHOrO 3 rofIOBHMX HIMELbKMX cneuianicTiB 3 obpaso3HaBcTBa
lopcta bpenekamna (Bredekamp 2020) «AkTM obpasy sk CBiAYEeHHSs | BepauKT» (2004),
ony6nikoBaHOT NOYaTKOBO SK po3ain GaratoToMHoOro BnaaHHs «Midum Hapoais cBiTy. 1945 —
ApeHa nam’siTin. AK 3a3Havae pepaktopka, . bpegekamn € nonynspusatopoM igen Abi
BapOypra B HiMeLbKi HayLi, po3BMBa€E KOHLENLO, WO 00pa3s ue He Tinbku BidyanbHWin cnig,
are BiH TaKOX BMnvBae Ha nosasidyanbHy cepy. NMpoTe aBTOPCTBO NOHATTA «akTu obpasy»
BiH cobi He npunucye, agxe wWwe y 1970-x pokax Luen TepMiH BUKOPUCTaB OAaTCbKUN BYEHUI
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CbopeH Kbopyn. BpaxoBytoun cBoto cneuianidauito, . bpegekamn 3BMyanHO CBOKO TEOPItO
pO3BMBaB B MepLUy Yepry Ha OCHOBI aHani3y TBOpiB MUCTeuTBa. Arne B NnoganbLlUOMY BiH, SK i
P. Bonbgannb Ta b. Pek, 3BepTaB yBary Ha MOXMMBOCTI BUKOPUCTAHHA METOZOsOriT icTopil
MUCTELTB B iHLUMX ICTOPUYHUX HayKaX (Saryusz-Wolska 2020, c. 10, 12, 28).

Opyruin TekcT, Sk YBIMWIOB [0 UbOro po3finy, Hanexutb icTopuky [epxapay
Maynto (Paul 2020b), gocnigHuky XX CT., 30Kpema icTopil MeHTarbHOCTI, Mefia, perioHanbHoI
icTopii B HimeyuyunHi. Ane ofHiel0 3 ronoBHUX cdep MOro iHTepeciB € OiANbHICTb
HaujioHan-couianicTtie, 0cOGNMBO 34iNCHIOBaHa HUMK Nponaranga. BignosigHo, 3HayHy yBary
BiH Npuainsie BUBYEHHIO 06pasiB, B TOMY Ymncni siki Gynv Noe’si3aHi 3 BiHOW Ta Bnagow™. Y
2006 p. BiH BUCTYMNMB 3 BiAMNOBIAHOK AONOBIAAK Ha 3'134i icTopukiB y KoHcTaHUi, a 4o 2013 p.
po3LWMpKMB MOro Ta nigrotyBaB MoHorpadito «O6pasoBJ/TALA. [ocnigkeHHSa 3 BidyanbHOI
icTopii XX-XXI cToniTTa» (Paul 2013), 4acTuHa SKOI i yBinwna 8o 36ipku. Y uinomy, I'. MNaynb €
OOHMM 3 FOfOBHUX crieuianicTiB, SAKUN 30iMCHIOE SIK PO3pPOOKY MeToAoNoril, Tak i NPUKaaHi
AOCniMKeHHs 3 BidyarnbHOI icTopii B HimewdnHi. Mpu ubomy, sk 3a3Havae pegakTopka, ans
Noro OocCnigKeHb XapakTepHUn «METOAOSOrNYHUI NnopaniaMm» Ta WMpoKa NepcnekTuea,
afke BiH BBaXka€ 3a NoTpibHe BUKOPUCTOBYBATU METOLOMONI0 PI3HUX HAyKOBUX OMUCLUUNITIH,
30KpemMa KynbTyponorii Ta MefiasHaBcTBa, | 3anyy4atm Yy CBOI  [OCHiIKEHHS
Hanpi3HOMaHITHiLWi obpa3au (Saryusz-Wolska 2020, ¢.26-27). [Ans Hboro obpasn — ue He TiNbKn
iICTOPUYHI [Kepena, ane i YaCcTuHa MUHYNOro, sika NoTpebye KOHTEKCTYanbHOro BUBYEHHS. B
LbOMY BiH HabnuxaeTbCcs A0 iael Bxe 3ragysaHoro . bpegekamna i BAKOPUCTOBYHOYUN NOMO
TEPMIHOMOrit0 rOBOPUTb NP0 «akTu obpasiB». MMpoaoBXKyUM 30iINCHIOBATU OOCNIAXKEHHS 3
Bi3yanbHOI iCTOpIl Ta NOEQHYIOUM X 3 IHLUMMM CBOIMU 3auikaBneHHaMK, y 2020 p. . Maynb
nigrotyesaB HoBy MoHorpadito — «OBpasn aukTaTtypu: Npo BidyarnbHYy iCTOpit0 « TpeTboro
Penxy» (Paul 2020a).

lMepexoasyun 0o OCTaHHBLOro po3diny, HeObXiAHO 3BEPHYTU yBary Ha BaKnuBy Tesy
M. Capiyw-Bonbcbkoi. BoHa 3a3Havae, Wo BNpoAoBX TPUALATA POKIB HiIMELbKI 4OCIOHMKN
ny6nikyBanu rofioBHMM YMHOM TEOPETUYHI Npaui 3 BidyanbHOI iCTOpIi, a eMnipnyHi poboTun
noyanu MacoBO 3'ABMATUCA TifIbKM OCTaHHIM 4YacoMm (Saryusz-Wolska 2020, c.23). Tox,
NPUKNagn came Takux OOCNIAXEeHb i NpeacTaBreHi B 3aBepluarnbHii YacTUHI KHUMM — «3
AOCNiOHMLUBKOT ManCTEPHOCTI BidyanbHOI icTopil». [lepwmnm aBTOpOM cTana icTopuk Ta
Kynetyponor AHHeTTe ®oBiHkenb (Vowinckel 2020), gocnigHMUS HOBITHBLOT iCTOpIl, 30KpemMa
icTopii igen, kynetypu Ta Megia. Pepaktopka nigkpecnioe, wo A. dosiHkenb, byayum
3any4yeHoro 40 NPOoeKTiB 3ragyBaHoro suwle . [Nayns, po3suBae gedki Noro igel Ta roeopuTb
Npo HeobXiAHICTb OOCHIAXEHHS OiANbHOCTI OKpeMUX IHCTUTYLUIN Ta TBOPUIB Yy HanpsaMKy
BMBeOEHHA o6pasiB Ao nybnivyHoi cpepn Ta noganblly iX nonynapusadito (Saryusz-Wolska
2020, ¢.30). Us igeqa 3Havwna cCBi NpakTU4HUK NPosiB Y cTaTTi «HiMeubKo-eBpenchKi
dpoTopenopTepn y BUrHaHHi. Po3noBigb npo Mepexu cnisnpadi Ta ycnix» (2013).

OcTaHHin TekcT 36ipkn — «CBiaKM, HIMELbKI XXEpPTBM | TPAaBMOBaHiI BUKOHABLIi 3M104MHIB
— PO IHCUEHi3auilo CBigKIB NOAiN B HiMEUbKUX Tenesi3inHMX [OOKyMeHTax Mpo
HauioHan-couianiam» — HanexuTtb gocnigHuui KOpit Kanmnbbax (Keilbach 2020), ska
crneuianisyeTbCa Ha Media3HaBCTBi, MK IHWWM 3alMaETbCA iCTOPIElD Ta TeOopieto
TenebadeHHs, B3aeMogieto Mefia TeXHONOorin Ta ictopiorpadii. [laHa npauga npeacrasnse
LUMPOKe OOCNiAHULbLKE nose, sike novano opmyBaTUCS B ApPYrin NONoBUHI XX CT. y 3B’A3KY
3 po3BUTKOM TernebayeHHs. 3 ogHoro BOKy Le npuknagHe AOCHigKEHHS, ane BOHO TaKoX
nokasye pi3HOMaHITHICTb HOCIIB 0bpasiB, Aki NOTpebyloTb BMBYEHHS B MeXaxX BidyarbHOI

2 OsHalloMuUTUCS 3 NepenikoM Moro pobiT MoXHa Ha canTi Himeubkoi HauioHanbHoi Gibnioteku (Katalog der
Deutschen Nationalbibliothek), Pexum Joctyny:
https://portal.dnb.de/opac.htm?method=simpleSearch&query=122420683) abo Ha CTOpiHLi BuaaBHULTBa Wallstein
Verlag GmbH, Pexxum goctyny: https://www.wallstein-verlag.de/autoren/gerhard-paul.html.
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icTopii. 3po3yMinMm cTae, Wo ue MaloTb ByTK He TiNbKKn MansapcTBo i rpadika, apxitekTypa i
CKynbnTypa, dgotorpadis Ta ¢inbMKn, ane TakoX TeneBi3iNHIi nporpamun, a BpaxoByHO4mn
TEeHAEHUiT OCTaHHbLOro 4Yacy Ta MacoBy LiMpoBi3aLito iHopMaLiHOro NPoCTopy — Mepexa
IHTEPHET.

3BMYaNHO, NOCTae NUTaHHA YoMy came LMK TekcTammu obmexunacb MarganeHa
Capiyw-Bonbcbka, Bigbupatoum martepiann ns npeseHTauil OCHOBHUX iden Ta npouecy
pPO3BUTKY BidyanbHOI icTopii B Hime4uuHi. [1poTe y BCTYNHIiM CcTaTTi peaakTopka KHUrM aae
BiANOBIAb Ha Le nuTaHHs. [o-nepLue, B KOHTEKCTI aHani3y TBOPIB, siki BOHa 3anponoHyBana
BKMOYMTN A0 36ipku, pedakTopka 3asHadae, WO HM3Ka BaKMBUX TEOPETUYHUX POBIT
HiMeUbKMX aBToOpiB BXe Oynn nepeknageHi Ha noOfbCbKy MOBY, MNpoOaHani3oBaHi Ta
ony6nikoBaHi, 30Kkpema npadi knacukis nepoi nonosuHu XX cT. — AGi Bapbypra Tta EpsiHa
MaHodgcbKoro, siki ctanu 6aso Ans Himeubkoro 06paso3HaBCTBA, @ TaKOX Cy4aCHUX
[ocnigHuKiB, 3okpema inocoda Ta icTopuka MmucTeuTBa [oTdpiga Bema, icTopukis
mucteuTBa MaHca benbTtiHra Ta MapTtiHa BapHke. Y BCTYnHiM CTaTTi Ta NOCUNaHHAX 0 Hel
MOXEeMO 3HaWTuU nepenik uux pobiT (Saryusz-Wolska 2020, c.10). OkpiM TOoro, BOHa He
BiAKMAAE i NeBHOT Cy0’eKTUBHOCTI, afKe 3a3Hadvae, Lo B nepLly vyepry Bkrtoyana ao 36ipku
pobOoTK, SKi BUSBUIUCA KOPUCHUMK NS T BNAcHOT AoCNiAHNLBKOT AisnbHOCTI. Mpy ubomy
HeoOXxigHO 3a3HaunTy, wo M. Capiyw-Bonbcbka € ofgHielo 3 NpoBigHMX MOMbCbKUX
AoCnigHMUb, WO 3aMMaeTbCs BidyanbHUMU i peuenTUBHUMU CTYLISIMW, BUBYAE KYNbTYPHY
nam’aTtb MNonbLi Ta Himevyymun.

AHTOROris TEKCTIB LOMNOBHEHa iIHpOpMAaLLiEto NPOo aBTOPIB, CMMCKOM NepLiogxepert, 3
AKMX 3pobrneHo nepeknag BkNYeHnx go 36ipku npaupb, Ta iHAeKCoOM ocib — BCe Le 3Ha4YHo
nonerwye poboTy 3 Matepianamu.

36ipka € BaXnMBMM BMAAHHAM 3 KiflbKOX NpUYnH. MNo-nepLue, 3 ornagy Ha Te, WO B HIil
3ibpaHi TEeKCTW, BaXnMBi ANs PO3yMiHHA NPOLECIB CTAHOBMEHHS | PO3BUTKY BidyaribHOI
iICTOpIl SIK HANPSMKY B LiSIOMY, Ta Y HIMELIbKOMOBHIW HayKOBI CMiflbHOTI 30kpema. KoxkHomMy
AOCNIAHNKOBI, Ak 0bpaB ans cebe NoaibHy TeMaTnKy HayKOBMUX MOLLIYKIB, O3HANOMIIEHHS 3
LuuMn poboTamu € BKpawm noTpibHUM. No-gpyre, LiHHMM € OnpautoBaHHS, aHani3 umx pobiT Ta
y3aranbHeHHs, 3pobneHi pepgaktopkoto M. Capiyw-Bonbcbkoto. BcTtynHa crartsa i
aBTopcTBa POPMYE 3aranbHy KapTUHY NPO PO3BUTOK HIMELIbKOI LLKOSM BidyarbHOI icTopil, a
TaKOX Aa€ YSBMEHHSA NPO CTaH pO3BUTKY LIbOro HAayKOBOro HanpsiIMKy B NonbLu,i.
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He MiTyennom eaMHMUM: Npo Bi3yasribHY iCTOPI0 B AOCHiAXEHHAX HiMeLbKUX BYEHUX
(Historia wizualna. Obrazy w dyskusjach niemieckich historykéw, red. M. Saryusz-Wolska.
Warszawa, 2020)

Y cmammi aemop npoaHanidyeana aHmorsogito mekcmie HiMeybKoi icmopioepadii,
rpucesideHUX eidyarnbHil icmopii, sKi  3ibpana nonbcbka 0ocnidHuys MardaneHa
Capiyw-Bornbcbka. Bpaxosyrodu, wo 6 YKpaiHi yel HarpsM mifnbKu po3sU8acmbCs,
meopemuyHux pobim we Hebazamo. binbwe moz2o, O0CHIOHUKU 8i3yaribHuUx cmyoil
opieHMyombCsi 8 OCHOBHOMY Ha rnpaui rnpedcmasHUKI8 aHarocakCcbKoi wkonu. Tomy
O3HalOMIIEHHST 3 Harnpayr8aHHIMU HIMeUbKOI WKOuU 8idyaribHOol icmopii € eaxnueum 0Orisi
YKpaiHcbKoi icmopiozpadii.

36ipka sknovae Oecsimb mekcmis, 8 binbwWocmi meopemuyHUX, ma ecmyrHy cmammio
pedakmopKu KHueau. Bci mamepianu po3nodineHi Ha m’'smb po30inie. lpaui HiMeubKux
0oCniOHUKi8 Oaromb ysI8MEHHS PO 8UMOKU 8i3yasilbHOI icmopii ma i cmaHOo8/eHHs SK
HayKogo20 HarpsiMKy, 30Kpema 3Ha4yHy yeaay npudineHo po3pobui memodosioaii.
lNpedcmasrieHO maKox | OKpemi eMnipuyHi OOCMIOXEHHS, SKi 4acmo Maromb
MixxOucyunniHapHUl xapakmep. Baxrnueor ckradoegoi 36ipKu € y3azaribHeHHS, 30iliCHeHe
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M.Capiyw-Bonbcbkoro. [ocniOHuusi He mifnbKu rpoaHaridyeana rnpedcmassnieHi 8 KHU3I
pobomu, ane i okpecnuna 6inbw WupoKuli KOHMeKem ix nosisu 8 Himey4uHi.

BudaHHs € saxkniusum 01151 CMOpUYHOI HayKu, adxe ekrirodae 8 cebe K408 meopemuyHi
pobomu HiMeubKOI WKOsU 8i3yarnbHOI icmopii ma 0emarbHul ix aHari3.

Knrovoei cnoea: sisyanbHa icmopis, HiMeubKi OOCMiOHUKU, aHmorioeis, Memoodorioais,
icmopioepadpisi.
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«I’VE NEVER SEEN SUCH STRENGTH IN PEOPLE»: AN INTERVIEW WITH PHOTOGRAPHER
JEROME SESSINI

Jérome Sessini
Valeriia Shulha

«51 Hikonum We He 6a4mMB TaKoI CUNK B NOAAX»: iHTepB'1o 3 choTorpadom
Xepomom CecciHi

Xepom CecciHi
Banepisa lUynbra

XKepom CecciHi — hpaHyysbkul ¢pomoepah, 4YrieH Magnum Photos, y ce80ix pobomax
guceimiroe O0HI i3 Hala)nusiwux icmopudYyHux noodit ocmaHHix 30 pokie. 3anucana
iHmepe’to Banepia Llynbea cmydeHmka Kagedpu icmopii mucmeuyme Kuiecbko2o
HauioHarbHo20 yHieepcumemy imeHi Tapaca LLlegyeHka.

Y nepwiti yacmuHi iHmepeg’to XKepom poarnosidae rnpo rovyamok Ce0e€i Kap’epu 8 SKocmi
¢omoepacha-amamopa ma mwodel, SAKi U020 Haduxanu. BiH nodae 3almamucs
¢omoepadbiero y silji 23 pokie, a Hapa3si € rPosiOHUM hoMOXKypHasicmom, npuedHasWuch
00 Magnum y 2012 pouj, cmae o200 MO8HOUIHHUM 4YrieHoM y 2016. Y ob6’ekmusi Kepoma
ronimuYHi NMompsCiHHs, couianebHi 6yHmu ma modcbka 6opombba. Pobomy 6 sikocmi
gomopernopmepa 8iH po3royas y 1998 pouj, Konu rno OopyYeHHK ghomoazeHUuii «Gamma»
guceimnoeas KoHrikm y Kocoso. Biomodi bye 3aHypeHul y desiki 3 Haligaxkrusiuiux rnodit
OCMaHHiIX POKi8, 8KrtoHaro4u 8iliHy 8 Ipaky, nosaneHHs npesudeHma [aimi XKaHa-bepmpaHa
Apicmida 8 2004 poui, 3axornneHHss cmonuui Comani Moeadiwo icnamcekumu botiogsukamu,
gitiHy 8 JlisaHi 8 2006 poui ma KoHehnikm y Cupii. Mo2o pobomu mawomb 0OHy CriifibHy
grnacmueicmb — 80HU OMUHaromb 3acobie cyxoe2o0 OOKYMEHMy8aHHSs, 3a2/ubriroyucs y
OKpeMmi icmopii 3gu4aliHux ntoded, 0rsi moao wob nokazamu ceimy couiarnbHi mpazeoii y
MiKpo-macwmabi.

Y Opyait yacmuHi — gpomoepach nosicHe YoMy YKpaiHa € O Hb020 Hali8aXrugiuuum
npoekmom | Oinumbcs c80iM 00C8I00M OOKyMeHmy8aHHs1 Modili Cy4YacHOI yKpaiHCbKOI
icmopii. 3 2014 poky >Kepom CecciHi no4yas sucseimsmoeamu rooii 8 YkpaiHi 8id0 Peesornrouji
2ioHocmi. [licnss noditi MautdaHy ¢bomozpach rpomsicom OeKirlbKOX POKie rnodopoxyeas
YkpaiHot. Te, wjo 8iH nobayus, eci icmopii 3namaHuXx 8itIHOK /TI0OCLKUX Xummie 8iH 3ibpas
y €80ill KHu3i«Inner Disorder», sika 6yna ony6rikoeaHa y 2021 poui. lo2zo po6oma Final Fight
for Maidan cmana nepemoxHoto Ha World Press Photo Awards y 2015 poui. Y iHmepe’to
XKepom CecciHi dinumbcsi icmopieto CmeopeHHs Ub020 3HIMKY. Hepes Oekiribka OHig nicrisi
rnoyameky rosHomacwmabHo20 POCIliCbKo20 8MOpP2HEeHHs1 8 YkpaiHy 8 2022 poui CecciHi
rnoyae pobomy Had OOKymeHmMysaHHs Uux rodit, cmeoprorodu cepii pomoepadghiti Ons
makux eudaHb SIK aMepuKkaHCcbKul wWomuxxHesul «The New Yorker» (Pritchard 2022).

XKepom CecciHi 208o0pumeb ripo ceili nioxid, sk pomoxxypHariicma, 00 CMeoPEHHS UiflicCHO20
Hapamusy y cepisix to2o ¢pomo. XKepom 3aexou HamazaembCs KyMyHIKygamu i3 to0bMU,
AKUX 6iH homoepacpye. Ha dymky gbomoepacgha, eOuHul crioci6 doHecmu wjocb 00 C8OET
ayoumopii — 8id4ymu ma rnepexxumu KOxHy icmopii.

Knrouoei cnoea: ’Kepom CecciHi, Magnum Photos, (pOmOoXXypHarii3m.
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I. Becoming Photographer

Valeriia Shulha. When and how did your path as a photographer begin?

Jérome Sessini. | started when | was 23-24, maybe, as an amateur photographer.

I'd been taking pictures of the people around me, my family, and the landscapes of my
village, and at some point, a friend of mine gave me some books on the history of photography. |
discovered American documentary photographers from the fifties, sixties, and seventies like Diana
Arbus, and Lee Friedlander, and the one who made the biggest influence on me was Mark Cohen,
an American photographer who's still alive now. | understood that photography was not just a way
to record, but also a way to express your vision and your feelings. So that's how | started. And 3 or
4 years later | came to Paris. | was supposed to stay there only for 4 months, while studying at a
sort of photography school, but I'm still in Paris, and that was 20 years ago. | started photographing
protests and political issues here in Paris. It was way far from my initial intention, but at some
point, the war between Kosovo and Albania started. | had been working as a freelance
photographer for an agency at that moment and they sent me there. They gave me a little bit of
money and films, and | went to Albania first, because Kosovo was not possible to go inside. In total,
| spent 6 weeks there and got an assignment from an important magazine. This is how everything
started. So, | didn't really choose to go to the conflicts or war zones. But I'd found myself in the
middle, and | realized that it was something natural for me to document such situations. | felt at
ease. And | had something to tell about what was happening with those countries.

V.S. And about Robert Frank? Was he your inspiration as well?

J.S. Robert Frank is the master for me. He was one of the first photographers whose work |
studied and, of course, he influenced me even if it’s not conscious. But if you look at my works, my
photography is way the opposite of Robert Frank or Diana Arbus, | am shooting in color, mostly and
I'm covering events like armed conflicts. So it's different. But maybe there is an influence on my
work.

V.S. In your opinion, is photography a more powerful tool than video in terms of telling
stories and touching your public’s conscience? And why?

J.S. I'm a bit idealistic, but | think if the photography was done with a certain purity of soul
and will it's way more powerful than the video. Maybe not at the first sight. You may look at it and
feel nothing at first, but it will remain forever in your memory. The video is very powerful to
communicate and it seems more powerful at the first sight but it doesn't remain in your memory
as a still image does. Photography remains longer in the memory not just of a single person, but
also in the collective memory of society.

V.S. So, it allows the viewer to answer some questions. Some people may perceive it in one
way while others in another...

J.S. Exactly. Again when it's a good photograph it doesn't give you all the keys, you have to
look at it and search for your way of understanding. What do you want to see? You have to answer
this question as well.

V.S. And when did you join the Magnum cooperative?
J.S. It was 11 years ago in 2012. | entered as the nominee in 2012 and became a member in

2016.

V.S. Working as a Magnum photographer did that give you more abilities to cover the
events or to express your creative energy?
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J.S. I don't think so. | mean Magnum is great, for one thing, is that there is a great diversity of
photographers out there. Photojournalists and artistic photographers you work with. So, of course,
when you look at your colleagues it inspires you. But when | entered Magnum in my 40s, | already
knew what | wanted to do. | don’t know if Magnum helped me in a way, but I've been doing
everything on my own, without asking. And I'd always been very focused on what | wanted to do
so Magnum didn’t change my way of photographing.

Il. Covering the events in Ukraine

V.S. Talking about your projects, you've been covering events in Syria, Lebanon, Iraq, and
Ukraine. But is there any project that is the most important for you personally?

J.S. Yes. Definitely, Ukraine. During the Maidan uprising in 2014, | came to Ukraine for the
first time. And | knew nothing about Ukraine at that time. | was supposed just to cover the protest
in Maidan. But something caught me and 4 years later | was still working in Ukraine. My book
about Ukraine was published in 2021. So 2 years ago almost. | thought | was done with Ukraine.
But with the beginning of the Russian full-scale invasion of Ukraine, | said to myself: «I can't just
watch the news on TV. | definitely need to go back and continue my work there». So, Ukraine is
the most important project for me. It's also because there I've learned a lot about humanity and
the power of people fighting for something they love.

V.S. Maybe there’s something remarkable for you, what do you feel about the Ukrainians
you're picturing?

J.S. What I've witnessed is the incredible courage and strength of the people of Ukraine. |
remember mostly in Borodyanka and Kyiv, where | made a series of photos for the New Yorker
Magazine. | saw apartments completely destroyed by missiles and their owners. They’d been
working their entire lives to buy an apartment and they lost everything in one night. And a few
days later they were coming back to their apartments to collect their belongings. I've never seen
such strength in people. Everywhere missiles were shelling the cities and just a few hours later
firefighters, police, volunteers, and civilians fixed everything. Life starts again.

V.S. And how did the owners of the destroyed apartments in Kyiv for example react to the
fact that you were taking pictures of them?

J.S. They were very open. Because | didn’t just come there to take pictures. | was talking to
them, establishing a connection by asking simple questions:«When did you buy this
apartment?,«How much did you pay for it?»,«What is your average salary?». Just to understand
what people were losing. So, people really accepted me and were open to telling me their stories.

V.S. So your way of covering the events is like telling the whole story, not just one image. Is
it always a long process for you to approach people before taking pictures? Do you need to gain
their trust to tell the story?

J.S. Every situation is different. For this series of photos of destroyed apartments of course |
needed to introduce myself at first, introduce my approach, and get to know the people | was
photographing. But in Irpin, for example, where people had been evacuating under the shellings of
the Russian army, there was no time to speak. Everything was in action, quick and dangerous. |
remember | took a series of photos of a family running under the shellings, carrying a baby in their
arms. At that time | didn’t have time to talk to them, because they were running away. Because it
was extremely dangerous. Everything depends on the situation.
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V.S. How do you feel being in this kind of danger? How do you understand what needs to
be covered in a moment of danger? Is this some kind of an instinctive feeling?

J.S. For me, it’s pure instinct. | know how far | can go and when | have to stop. In Irpin there
were two other photographers with me: Ukrainian and Italian. We were working together. My
colleagues had been feeling danger at one point, they told me:«Let’s leave». But | felt like | needed
to stay because something was about to happen. And didn’t feel like it was too dangerous. So, you
have to evaluate your experience to understand when it’s time to stay or leave. This is your own
decision. Nobody can tell you to stay or not. | believe that this is about an experience, you develop
some kind of instinct. I've been lucky so far.

V.S. How did you decide to come to cover the events in Ukraine last year with the
beginning of the Russian full-scale invasion? And how was your arrival organized?

J.S. | arrived 6 days after Russia invaded Ukraine last spring. When | first heard the news it
went straight to my heart. I'd been staying in Mexico at that time, and right away, | called my
agency. | said:«l need to get the ticket and come to Ukraine right now». So, | dropped my work in
Mexico, came to Paris, and then to Poland. And then 2 days later | arrived in Ukraine. | had the
strongest feeling that | must be there.

V.S. What was the atmosphere in the country at that time?

J.S. There was extreme tension, you could feel it everywhere. | was even arrested by the
police. They'd been looking for Russian saboteurs, so | was arrested by accident. | spent a few
hours in the police office and realized how tense the atmosphere was. | saw refugees in Lviv, and
the strongest feeling of fear was everywhere. As well as in Kyiv, | knew the atmosphere of this
vibrant city before, but at that time it was completely different. It seemed to me that the feeling of
fear used to be common for the country at the very beginning of the full-scale invasion.

V. S. Maidan Uprising: Can you tell the story behind the photo from the Maidan that was
taken by you and won the World Press Photo in 2015 of an Orthodox priest, blessing protesters
on a barricade?

J. S. It was taken on Instytutska street, one day before Yanukovuch fled Ukraine. | arrived at
around 9 a.m. at Maidan square and it was completely empty. Right behind the hotel«Ukraine» I'd
joined the small group of protesters, and realized that somebody was shooting at the protesters.
They were shooting from everywhere: snipers and the police. Few hours after this priest came
literally from nowhere. He was like an angel. Standing in the middle of the barricade he’d blessed
the protestors and then left. Even a year after the events when I'd come back on the anniversary of
the Maidan’s events | questioned a few protesters that were there that day. Nobody could tell who
the priest was. None of them saw where he came from. I'd been trying to find that priest for a year
to interview him, but | couldn’t. So, | don’t know, maybe he was an angel (laughs).

V. S. Being a witness of the event in Ukraine, you undoubtedly have your own opinion as a
person, but how exactly do you manage not to emphasize your thoughts and not to bring them
as the subject of your photography?

J. S. Well, | don’t know for sure but | have always tried to spend at least one week with the
people I'm photographing, and then convey what | see. In my opinion, the photographer must be
close enough to take a good image.

V. S. What do you think is the main aim of your work as a photojournalist and
photographer in general?
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J. S. When | want to show something to the world | need to feel it myself at first. If | don’t
have any feelings or empathy for the people I’'m photographing I'll never be able to give something
to the audience. Thus, very selfishly, my opinion is that it’s only about me, the people, and the
situation I’'m conveying. If | connect with the people I'm photographing the image will touch the
audience, and the message will reach them. If it’s only 10 or 20 people | still will be happy because
in this case, I'm bringing more understanding to the world. I'm showing its people struggle. If
people in the other part of the globe understand and feel what’s going on at this moment in
Ukraine, for example, then my work has meaning.

V. S. If you’re asked to summarize the experience of capturing the beginning of the
full-scale invasion of Ukraine in what few words would you do it?

J. S. That’s a very good question, because I'm planning to go back to Ukraine in February
2023. | want to spend 2 months there to make my second book. I'd been thinking about the words
that | could choose as the name for it, but | haven’t found them for now.

V. S. What do you think about building war-times memory in history? Because looking at
Soviet propaganda, for example, we don’t see the horrors of the war, only the heroes of it. This
could be a trap for future generations if they are grown up with the delusional perception of the
war as something good and heroic from one side. This leads to what is happening now and what
creates an imperial mentality (Hutchison 2004, pp. 306—313)

J. S. If you’re being honest with yourself and your audience - the war is nothing but darkness,
sadness, and losses it’s just evil. Sometimes even the editors of different magazines ask me why my
pictures are so sad. Because this is what I've witnessed. This is reality as it is. No matter if you like
it or not. And as a photojournalist, I'm not going to make a nice picture to please the magazine.
There are too many cliches for them. It’s another way of modern world propaganda for blind
people that do not want to accept reality. What I’'m trying to create is a universal language of
feelings and emotions, so that my audience of different countries and nationalities can understand
it.

V. S. About the universal language what advice would you give to beginner photographers?
How to create it?

J. S. | like the comparison with the Japanese katana. To make the best one it takes 5 years.
And then you need 5 more years to get to know how to use it. The same with photography. You
need to find your way with discipline, honesty, and humanity.

And then you have to find out how to use your skills to bring something to the world. If you
can manage that, maybe you’ll be a good photographer.
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«I’'ve never seen such strength in people»: An Interview with Photographer Jérome Sessini

Jéréme Sessini is a French photographer, and member of Magnum Photos, in his works covers some
of the most significant historical events of the last 30 years. The interview was recorded in January
2023 by Valeriia Shulha, a student of the Art History Department of the Taras Shevchenko National
University of Kyiv.

In the first part of the interview, Jérbme talks about the beginning of his career as an amateur
photographer and American documentary photographers as his big inspiration. He started
photography at the age of 23 and now he’s a leading photojournalist, having joined Magnum in
2012 and becoming a full member in 2016. Jéréme's lens covers political upheaval, social uprisings,
and human struggle. He started working as a photojournalist in 1998 when he covered the conflict
in Kosovo on behalf of the Gamma photo agency. Since then, he has been immersed in some of the
most important events of recent years, including the war in Iraqg (from 2003 to 2008), Aristide’s fall
in Haiti (2004), the conquest of Mogadishu by the Islamic militias, and the war in Lebanon (2006).
His works have one common feature — avoiding dry documentation, they’re picturing stories of
ordinary people, to show the world’s social tragedies on a micro-scale.

In the second part of the interview the photographer explains why Ukraine is the most important
project for him and shares his experience of documenting the events of modern Ukrainian history.
In 2014, Sessini began covering events in Ukraine since the Revolution of Dignity. After the
Maidan’s events, the photographer traveled throughout Ukraine for several years and gathered in
his book «Inner Disorder» all the stories of Ukrainian’s lives ruined by the war. The photo book was
published in 2021. Jéréme's work Final Fight for Maidan won the World Press Photo Awards in
2015. Sessini shares the story behind the creation of this image. A few days after the beginning of
the Russian full-scale invasion of Ukraine in 2022, Sessini arrived in Ukraine, working on a series of
photos for magazines such as «The New Yorker». Jéréme Sessini explains that the main aim for him
is to create a coherent narrative in his works. The photographer always has been trying to
communicate with the people he photographs. According to Jérbme, the only way to convey
something to his audience is to feel and experience what you’re photographing.
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