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Jlinis Wnupano-3anoTo4yHa KaHOMAaT MUCTELTBO3HABCTBA
[oUeHT Kadenpn MeEHEIXKMEHTY
MKUCTeLTBa
J1bBIBCbKOI HaLLiOHaIbHOI akageMmii
MWCTEUTB

O6pa3oTBoOpUa reHesa XyAOXXHbOI
dopmu Muxaimna CenesiHku

AHoTauig. JocnigXy€eTbCs TBOPYICTb HAPOAHOTO XYLOXHMKa YKpaiHn M.
CenesiHKK, a caMe XXMBOMUC — Ha CKJIi, Y KOHTEKCTI @OPMOTBOPUMX MPOLIECIB
noyaTky XXI CT. YBary npuaineHo npo6aemi NoLWyKy XyAOXHbOI dopmu, ska 6
aKLenTyBana BHYTPILIHIO MO3MLLIO CAMOTrO XYAOXHMKA, MOro MpUYeTHICTb JO
aKTyalbHUX MUCTELbKUX MPOLIECIB. [eHe3a XyA0XHbOI GOPMM aHani3yeTbCa y
3pi3ax MUCTELTBO3HaBYOI Ta dpinocodcbkoi ayMkm XX — XXI cT. (BUChiam npak-
TUKIB | TeOpeTUMKIB MnucTelTBa B. KaHaumHcbkoro, A. lNinbae6panaa, K. Qignepa,
I. Benbdnina, 3ennsmanpa, B. fTopmana). Ha pisHux eTanax OpMOTBOPEHHS
MPOCTEXEHO OCOBANBOCTI CTPYKTYPHMX TPAaHCPOPMALLiMt «30BHILLHbOI» Ta
KBHYTPILHBO» GOPMU, IXHE CMUCNOBE HAMOBHEHHS, XYAOXHbO-06Pa3HUMN
KOHTEKCT, OpraHivYHuMM 3B'930K 3 O6'EKTUBHOIO peanbHICTIO MPUPOAHMX GOPM
i IX MNaCTUYHOTO y3aralbHeHHs. BUSBNEHO 3MiHU CTUNICTUYHOI CTPYKTYpU
MUCTELbKOro TBOPY BiAMOBIAHO O TUX TBOPYMX 3aBAAHb, sIKi CTaBMB nepes
CO6010 XYAOXKHMK Y KOXXHOMY KOHKPETHOMY BUMaAKy. 3'9COBAHO 3HAYEHHS
TBOPYMX EKCMEPUMEHTIB XYAOXHMKa B LLApPUHI OCIAXEHHS Bi3ya/lbHOI Ta
XYAOXHbOI pernpeseHTalii CBiTY.

Knio4yoBi cnoBa: akTyasnbHi BisyanbHi MPakKTUKK, XyLOXHS dopMa, dop-
MOTBOpPYI MpoLecu.

AHHOTauums. ViccnenyeTcsd TBOPYECTBO HAPOAHOIrO XYAOXHMKa YKpanHbl M.
CenesunHKM, a UMEHHO — KMBOMWChH Ha CTEKJE, B KOHTEKCTE GOpPMOTBOpPYE-
cTBa Havana XXl B. BHMMaHme yneneHo npobaeme Nnomcka XyLOXeCTBEHHOM
dopMmbl, KOTOpas 6bl COOTBETCTBOBANA BHYTPEHHEN MO3ULMM CaAMOTO XY-
LOXHWKA, €ro MPUYacTHOCTU K aKTYasIbHbIM XY[LOXECTBEHHbIM NMPOLLEeCCaM.
[eHe3nC XyLOXXeCTBEHHOM GOPMbl aHaNN3NPYETCS B Cpe3ax MCKYCCTBOBEA-
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yeckom 1 dpunocodckom Mbicamnm XX — XX BekoB (MccnenoBaHMs NPakTUKOB
1 TeopeTnKoB nckyccTsa B. KananHckoro, A. Tunbaebparaa, K. duanepa,
I. BenbdnuHa, I 3eanbmanpa, B. XodmaHa. Ha pasHbix aTanax opmMoTBOp-
YeCTBa MPOCEXEHbI XapaKTePHbIe OCOHBEHHOCTU CTPYKTYPHbIX TpaHChOp-
MaLWI «BHELIHEN» N «BHYTPEHHEN» GOPMbI, NX COLEPXKATENbHbIA CMbICT,
XYAOXECTBEHHO-06Pa3HbIN KOHTEKCT, CBSA3b C O6BEKTVMBHOWM pPeasbHOCTbLIO
MaTepuasnbHbiXx GOPM. BbisiBNEHbI UIBMEHEHWNS CTUIIMCTUYECKOM CTPYKTYPbI
XYAOXEeCTBEHHOIO NMPOU3BEAEHUS B COOTBETCTBUN C TEMU TBOPUECKMMMU
3aZla4amMu, KOTOpbIe CTaBW Nepes CO60L0 XYAOXKHMK B KAXXAOM KOHKPETHOM
cnydae. OnpeneneHo 3HaYeHne TBOPYECKUX IKCMEPUMEHTOB XYLOXHMKA
B MCCNEeA0OBaHUN BU3YaNbHOW U XYLOXECTBEHHOW penpe3eHTaumMm Mmnpa.

KnioueBble cnoBa: akTyasibHble BU3yasbHble MPAKTUKU, XYLOXECTBEHHAS
dopma, popMoobpasytoLime NPOLECCHI.

HOCTaHOBKa npobaemu. CydacHUM XyJIOKHiN Ipoliec - sBHUlle
HeoJHO3HauHe ¥ 6aratoBekTopHe. OOHI JOCTiIHUKYU BBaXKa-
I0TD, 10 HUHIIIHIN CTaH MUCTENTBA XapaKTepU3YyETHCS BTPATOIO
eCTeTUYHUX OPiEHTUPIB, JYXOBHOCTI, XyA0XHbOI 06pa3HOCTI, 10
3araJioM IpU3BOAUTDL A0 Kpaxy BUCOKOI KyJbTYpPHU Ta MUCTELTBA.
[HImI - TPAKTYIOTD MOrO SIK IepeXxif A0 HOBOTO MepioAy B PO3BUTKY
XYOOKHDBOI KyJIBTYPU ¥ 3ayBa’kyIOTh, IO OYeBUAHI CTPYKTYpHI
TpaHchopmanii B it chepi moTpebYIOTDH clieniaIbHOrO BUBUEHHS
[1, c. 24].

Y KOHTeKCTi aHaJIi3y TpaAULiNHUX i aKTyaJbHUX Bi3yaJIbHUX
CHCTeM HOBUM KOHIENITYaJbHUN IIOBOPOT OTPHMYE IIpobyemMa Xy-
JOKHDBOI popMu. AtpoboBaHa y TBOPUOCTI HAPOLHOTO XYAOKHUKA
Yxpainu Muxarnaa Cese3iHKH, BOHA CTa€ ocepeansM MOro 3MiCcTOBUX
i bOpMOTBOPYUX IOWIYKIB, iHINif0€ CTUIICTUYHI 3MiHU B MUCTELbKil
penpeseHTalii cBiTy.

AHaiz octaHHIX gocaiaxkeHb. PopMOTBOPUI MOMYKU U CBITO-
rIsapHi 3acagu TBop4yocTi M. Cesle3iHKM BUCBITIIOIOTLCS Y 3pi3ax
MUCTeNTBO3HaBy4ol Ta pisocodcebkol symku XX — XXI ct. JiHHUMU
A5 IpoBeZleHHS AOCJiA KeHHS CTaJu Ipalli IpakTUkKiBs i Teope-
TuKkiB MucTtenuTsa B. Kauguucokoro [2] i A. l'inbaebpanga [3], igel
Ta KoHUenuii K. ®ignepa [4], [. Benbduina [5], L. 3ensbMartipa [6], B.
Boppusnrepa [7], B. Topmana [8], AKi CyTTEBO [OMOBHUJIU ¥ TOTJIU-
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Merta gocifskeHHS - BUSIBATH I'eHe3y GOpMOTBOPUYUX IIOMIYKiB
M. Cene3iHKY B KOHTEKCTi CBITOIMISAHUX i XyAO’KHIX IPAaKTUK eMIOXU.

BukJiaz ocHoBHOro Martepiany. ITpobieMa popMu sIK caMoZoCTaT-
HDbOI GOPMU-3MICTy yBUpa3HUJIACA Ha TOoYaTKy XX CT. Yy TBOPYHUX [0-
caigax K. ManeBuda, B. KauguHcbkoro, M. Bortuyka, O. ApxumneHka.
[InigHe BUKOPUCTAaHHS IHHOBALiMMHOrO TeXHIYHOro MOTeHIlialy B
XynoxHi#M npakTtuni XXI cT. 3HOBY akTyaJizyBaJio 10 IpobaeMy.
CyuvacHi TeXHOJIOTii cTaIy HOBUM 3aC060M XYAOKHDOI'O BUpa>keHHs,
Bi3yaJsIbHO PO3MWMNPUBIIN MeXi TO6YTYBaHHS MUCTEI]bLKOI'O TBOPY.
ITpo BiANOBIAHICTDL XyAOKHDLOI GOpMHU i1 IPOCTOPOBO-YACOBUM
XapaKTepUCTHUKaM HIIJIOCS Ie Ha To4aTKy XX CT. y JOCIiAKeHHSIX
B. KanauHcbKoro. Y npani «Jo nutaHHg GopMu» BiH, 30KpeMa, 3a-
3HauuB: «PopMa 3aBKAu 06yMOBJIeHa YacoM, TOH6TO BiJHOCHA, i € He
YUM iHIIUM, K HeObXiTHMM CbOrOJHi CIT0OCO60M ONPUIIOTHEHHS
HUHIIIHBbOTO OJKPOBEHHS» [2, C. 265].

Y IyXOBHO-CBITOIMSAHUX i XyJOXKHIX IIpakTukax ernoxu M. Ce-
Je31HKa aKTUBHO LIYKa€ BJIACHY GOPMY XYAOKHLOI'O BUPA’KeHHS],
CYTOJIOCHY BUKJIMKAM 4Yacy Ta TeHAEHILiIM PO3BUTKY Cy4acHOIO
XYZAOKHDOIO MpoLecy. Y3arajJbHIOIOUNW Becbhb IOIepeAHiN AOCBif
XYyOOXHDOI'O JKUBOIIMCAHHS, IlepelyCciM rpadidHO-KUBONIUCHUX
TBOPiB, MUTeLb IPOBOAUTDL CBOI TBOPYi eKCIIepPUMEHTH Ha IIOBEePXHi
Iy’Ke KpUXKOTO Ta [leJIikaTHOr0 MaTepiajy - cKJja.

JKuBonuc Ha cKJIi K ofHa 3 GOpM TBOPYOI caMopeaJsiszanil Xy-
JIOKHUKA CTaB 06’€KTOM IJIMOOKUX eMOLiMHUX Ta iHTeIeKTyaIbHUX
inTenuiN MuTIg Ha nodaTtky XXI cT., Xo4a mepini cipobu onaHyBaTu
MOro BUpa’kajbHi 1 TEXHOJIOTIYHI MOKJIMBOCTI NpUNagaoTb Ha 90-
Ti poku XX cT. Onepyoun ¢ijsocoPpcbKUMU KaTeropisamMu Ta ix Midid-
HO-IIOEeTUYHUM IlepeBTizieHHAM, M. Cesle3iHKa BUSABJISE HAUTOHII
HIOQHCHU CIPUMHSATTS i Iepe’KUBaHHS XYA0KHLOI GOpMHU. YCs KOT0
JOCHiAHUIIbKA IPAKTHUKA, SIK 3a3HaYa€ XyAOKHUK, HAJIalITOBAaHA Ha
IIOIIYK «BHYTPIIMIHBbOI'O CBIiTY» i «30BHIMHLOI GOPMU».

K cBiAYUTD MUCTELTBO3HABYA INpakTHKa mo4aTky XX CT., 110
npobseMmy ropymysaB B. KaHAWHCbRUMN, IKKUHM BBa)kas GopMYy «30-
BHIIIHIM BUpa’keHHSIM BHYTPIIIHLOIO 3MicTy» [2, c. 24]. [IpeacTas-
HUK GOPMaJIbHOTO HANIPSIMY B MUCTeTBO3HABCTBIi I BenbdiiH KoH-
KpeTHu3yBaB i IpOAOBXUB: « BHYTpIlIHA i 30BHIMHA popMa 3aBXAU
IIoB’si3aHi 0Ha 3 OJIHOIO, IUTAHHS IIOJISITAE B TOMY, IKUM Ma€ 6yTu
Ley 3B'930K. ... Pid y TiM, 1o He aullle 30BHIiLIHS, aJjie ¥ BHYTPIIIHS
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dhopMa 3MiCTOBHA, OCTAHHS He TiJIbKA ONTUYHO O0GOPMJIIIOE 30B-
HIIHIY® 3MicT, ajle ¥ Mae BHYTPIIIHI® AYXOBHUM ceHe» [5, c. 10-11].

MarepianbHa 3a CBOEIO CYTTIO, 30BHIIMIHS pOpMa CTA€ CBOEPIAHUM
Bilob6pa>keHHSIM [ YXOBHOI akTUBHOCTI MuTLs. CTBOpIolouu Gopmy,
M. Cesne3iHka BoAHOYAC PETPAHCJIIOE IIeBHe JYXOBHe IIOCJAaHHS U
CBOIO TBOpPYY eHeprilo, BJIaCHUM OYXOBHUMN adeKT, OTpPUMaHUM y
pe3yJsIbTaTi akTUBHOI'O BUBYEHHS Ta OCBOEHHS IIPUPOLHOTO CBITY.
IIpo Taky ocobyuBicTb GOpMU Ille Ha IodyaTKy XX CT. IKcaB HiMelb-
KUY CKYJDIITOD i TeOpeTUK MucTtelTsa Anoabd GoH 'inbaebpany:
«JJyXOBHUM 3MiCT He IPUBHOCUTDLCS CyH’€KTOM Yy TBIp, a 3’IBISETLCS
B pe3yJIbTaTi 30p0BOro BiATBOPeHHS BHYTPIIIHIX 3aKOHOMIpHOCTEN
caMoi mpupoaHoi popMn» [3, c. 64].

[Ipouec TBopuoro akTy M. Cese3iHKa NOSICHIOE Tak: «EcKi3 — Me-
TOZ iMIIpoBi3anii, onmepTuit Ha abCcTpakTHE MUCJIEHHS Ta 3HAHHS
HaTypu». Y CBOEMY TBOPYOMY MeTO/li XyJIOXKHUK He HeXTY€ 06’ €KTUB-
HOIO peaJIbHICTIO, IKY BiH IIi3Ha€ B IpeJMeTHHUX 3B 's13Kax. JAK cTBep-
nxye A. ¢oH I'inbaebpann: «XyaoKHbO 06JjapoBaHUM iHAUBIAYM
BiZI3HAYAETLCS caMe TUM, IO BiH BifuyBae npobJyiemMu, 3aKiajieHi
B caMili peui i IpUBOAUTD A0 IX BUPIIIeHHS, a TAKOX TUM, IO X0ro
MUCTeUbKHUN TBip Ja€ iCTUHHY BiANOBiAb Ha IIOCTaBJIeHI caMoIo
IIpUpOAOI0 MUTAHHS» [3, c. 87].

JocBig XyIoKHUKA, IOr0 3HAHHS IPUPOAU pevell CTAIOTh BU3HaA-
YaJIbHUMU B IIpolieci GOpMOTBOpPeHHS. Y IIpeJMeTHUX YSIBJIeHHIX
M. Cene3iHka BiATBOPIOE i 30pOBi CIPUNHATTS, IYXOBHUN AOCBIL, i
IIOpYLIye HU3KY TBOPUHUX 3aBAaHb, CYTOJOCHUX 3 TUMY, SKi Ha IIO-
4JaTKky XX CT. BUpilIyBaJu MoAepHicTU. 3okpeMa, B. KavanHCHKUT
IIpollec IIOMYyKy MaTepiaJjizanii JyXOBHUX LiHHOCTEN TPaKTyBaB
Tak: «Koau yMoBU AJi BU3piBaHHS 4iTKOI GOpMU CTBOPEHO, TOA1
BHYTpPilIHE XBUJIIOBAHHS OTPUMYE CUJIY TBOPUTHU HOBi AYXOBHI
LiHHOCTI, 5Ki, 3roA0oM, CBiIOMO Y¥ iHTYITUBHO OTPUMYIOTD PO3IIOB-
CIOZ>KeHHS. Big 1boro MOMEeHTY CBiJJOMO UM iHTYITHUBHO JIIOAWHA
HaMaraeTbCs HaZlaTU [iHHOCTAM MaTepiaJabHOL popMu» [2, c. 264].

Y TBOopuOoMy Aopobky M. Cese3iHKu 6araTo 3aMaJIboBoK, ecKisis,
KapTUH, 3pobJieHUX 3 H6e3rocepelHIM UyTTAM IPUPOLHOI GopMy,
i BHyTpimHbOro ceHcy. XyIOKHUK Pikcye He jullle CBOE bavyeHHS],
«MOMEHT SIKUM €», ajie 1 Bpa’keHHs, BUKJIMKaHe YYTTEBOIO IIpaB-
nuBicTio 06’ekTa. « BiATBOPIOIOUM CBOE HaueHHsI, — 3ayBa’kKUB SIKOCh
y JocaifykeHHi popmu B'suecsnaB IBaHOB, - XyZOKHUK 30BCiM He
IIpeTeHJye Ha MOro peajibHY O6’€KTUBHICTDL, IPOTe, IKO6U Take
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baueHHSs He OyJIO IIeBHOIO Mipolo 3HaMeHHHUM, TOH6TO SIK6M BOHO
He OyJIO 3HAaKOM peasIbHOI'O iHOBYTTs, BOHO He Oyjo 6 TakKuUM iH-
(hopMaTUBHUM i AieBuUM>» [9, c. 277]. Taki TBOpHU K CaMOAOCTATHI
BUTBOPU MUCTEIITBA 3i CBOE€ 06pa30TBOPUOI0 I[iHHICTIO iCHYIOTD
CaMOCTIMHO abo X y IIpolieci mepeTBOpeHHS TPaHCHOPMYIOTLCS
y BUBa’keHi rpadidHi 4u >KUBONHUCHI KoMno3uuii. Came ocTaHHI
CTAIOTb OCHOBOIO JIJISI TIOJIAJIBIIOro abcTparyBaHHsa ¢opM i cTBo-
pEeHHS MpeJMeTHOCTI HOBOI gKOCTi. 3 uboro mpusoay B. Topman
CKa3aB TakKe: «... XyJOKHS IIpaKTHUKa 3Ha€ baraTo cTajiil mepexony
Mix noTpebolo HacaifyBaHHS i noTpeboio abcTpaknil. [fobu me
3pO3YMiTH, MU 3HOBY IOBUHHI IPUTaZlaTU TON PaKT, 10 HOBi TBOpYi
HaMipu BIIPOJOBXK CBOro iHKybauifiHoro nepiogy 1uiJkoM MOXYTb
33JJ0BOJIbHSATHUCS y>Ke HassBHUMU 3MiCTOBHUMU Ta GOpMaIbHUMU
JAHOCTSMMU: IIepIl Hi’XK BOHU NPUUAYTDL [0 GOPMOTBOPYOCTi, BOHU
CKepOoBYIOTD yCi CBOI CHJIU Ha Te, 06U ITepeoCMUCTIUTU KOHTEKCTU
Ta hopMy, gKi yKe iCHYIOTD» [8, ¢. 90]. Lliel ;yMKHU JOTpUMYyBaBCs i
HiMenpkun dinocodp K. dinnep, akum cTBepAXKyBaB, o Ipouec Gop-
MOTBOPUYOCT] Tepe/ibavae po3UINpeHHs AOCBiY, a TOTO CBOEPiIAHICTD
IIOJISITA€ He B HacJliAyBaHHi, a B cTBopeHHi [10, c. 41].

Ba>ksuBy poJib y Ipolieci MOMYyKy BjaacHoOI GpopMu Bigirpae
BHyTpimHe uyTTa M. Cene3iHKH, ¥0ro 34aTHICTD [0 abCTPakKTHOrO
MUCJIeHHS, y Y4OMY BiH caM i 3i3HaeTbcH. fIKI0 peTPpOCIeKTUBHO
IJISSHYTHU Ha TBOpUi ekcriepuMeHTH MuUTLS fo 2015 p., To MOXKHa
IIOMITUTH IXHiM OpraHiYHUN 3B'S30K 3 IEPBUHHOIO IPUPOJHOIO
¢dopmoro. ITomyky HOBUX BUPa’kaJIbHUX MOKJIUBOCTEN He IPU3BO-
OSTb 10 IOBHOI «JeMaTepiaiizanii» npegMeTa uu asuma. Popma
30eb6i/IbIIOTro akIeNTYEThCS Ha PiBHI abCTPaKTHUX IJSIM, 32 IIO-
Tpebu, po3pobisieThbest 1 AeTanisyeTbcst BcepeAUHi, O IMTiACUITIOE
YyTTEBY Bi3zyaJsi3alliio IepBUHHOT0 06pa3y. BapTo HaBecTu AyMKHU B.
KaHauHCBHKOTO 3 IpUBOAY anpobanii xyaoxkHboi popmu y Ppanua
Mapka: «KoH1IleHTpoBaHe abcTpakTHe 3By4aHHS TijlecHOI popmMu
BUMarae He Jidllie pyHHYBaHHS IIpegMeTHoOro. IIpo Te, 1o He icHY€E
IIpaBUJIa HA BCi BUITaIKY JKUTTS, CBIiAUUTDL TBip Mapka («Buk»). Tyt
IpenMeT MoyKe 3bepiraTu ITOBHICTIO BHYTPilIHIM i 30BHiHIM roJoc,
IIpY IIbOMY MOr0 OKpeMi YacTUHU MOXKYTDb IIepeTBOPIOBATHUCS Ha
CcaMOCTiVHi camozocTaTHI abcTpakTHI popmu i, BigmoBizHo, mopo-
OUTY UiTiCHUYM abCTPaKTHUN OCHOBHUY TOH» [2, €. 275].

BiATBOPIOIOYH CBIT IPUPOAHUX MaTepiaJbHUX GOPM, JIIOACHKUAX
CTOCYHKIB i IOUyTTiB, cakpaJbHICTb i CyTHICTD BYTTS JIOAUHU B
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HbOMY, IIepelMa€ENICs IPaBAUBICTIO i IUPICTI0O HOMUCIIIB MUTIS,
MOro mparHeHHsIM 3pO6UTHU Iel CBIiT KpaIluM, HiX BiH € HacmpaBsi.
XynoxkHs dopMa TakUX TBOPiB He CyNepeduTh IX SKiCHOMY IpOYH-
TAaHHIO Ta BHYTPIIIHLOMY HAaIIOBHEeHHIO. BoHa ameioe 10 cBijoMOCTi
rsifiava, BUKJIWKAE BiANIOBiAHY eMOLiNHY peaklililo Ha Te YU iHIe
apuie. [IpyHIUI opra”isanii njaackol njaacTu4Hol popmMu abcTpa-
CYeTLCS Bifi yChOTo 3aliBOr0o, HECYTTEBOrO, siKe 6 IepeuKkoAKaio
CTBOPEHHIO BiATIOBiAHOr0 HACTPOIO, — «IIOCh J0Aal0, IIOCh BiAHIMalo,
mobK CTBOPUTH Ilepe’kKMBaHHS», — KOHCTATYy€e XYIOKHUK. 3aMicTb
MHOXMHHOCTI feTasneir M. Cesie3iHKa IPOMOHYE LiJIbHE CIPUNHATTS
XYIOXKHDBOI'O TBOPY, Ha IIPOTUBAary 6araToBeKTOPHOCTI 3HaHb IIPO
IIPUpPOAY peuell - yHiBepcajbHe y3arajbHeHHS, 3aMicTb BUIIaJKO-
BOI'0 CIPUNHSATTS — 3aKOHOMipHe BUBa’keHe. Y pe3ysbTaTi dopma
XYZO0KHBOI'O TBOPY CIPUMMAETDHCA SIK TaKa, IO JKMBe Ta PO3BUBaA-
€ThCA 32 BJIACHUMU 3aKoHaMu 6yTTs. Ha nbomy eTarmi XyJoXKHUK
[OCATa€e CBOEI MeTH — MOr0 MUCTENbKi MPAKTUKU XapaKTepUu3yoThCs
BiAYYTTSIM 3aBepIIeHOCTi GopM i Ti€lo MeXKelo IMJIACTUYHOIO y3a-
raJbHEHHS §Ka, IONpH pi3Hi GopMOTBOpPUi IIpollecH, He BTpadae
CBOI'0 OpraHiyHOro 3B’I3KY 3 00’€KTHBHOIO peaybHiCTIo.

[Mopganpui TBOpUi ekcriepuMeHTH M. Cesle3iHKM 3yMOBJIeHi pop-
MOTBOPUYMMU NIOIIYKaMHU HOBOI peasIbHOCTI, B IKUX iHpopMalLifiHa
CcKJIaZioBa bysa 6 He Tak MOB’sI3aHa 3 IpeJMeTHUM CBiTOM, IK Hali-
JleHa Ha 3aHypeHH4 B I IMIU6MHHI cTpyKTypu. 3MiHa akeHTY b6yJia
IIPOAVKTOBaHa HeObXiAHICTIO IIPOPBATUCS Uepe3 BUAVIME Ta BUSIBUTH
CIpaBXHIO CYThb IIpeJMeTa YU SIBUINA, ITOKJIAAAYUCh Ha 3HAHHSA
Ta CBOIO IPUUETHICTD 0 BTAEMHUYEHUX O3HaueHb MaTepii, yacy Ta
6yTTs. IIpocTip cKJISTHOI JKUBOIIMCHOI II0BEpXHi II0YaB acoliloBaTUCs
3 6e3MeXXHicTIO, i 06 «<yMOBHA IpeIMeTHICTb» Y HbOMY IIOBHICTIO
He pO3YMHUJIACS, BUMaraB IIeBHOI CTUJIICTUYHOI CTPYKTYPH.

TBopunuil MeTOZ XyAOKHUKA Y CBOEMY IIOCTYIII MOKHA CUHXPO-
Hi3yBaTU 3 eTallaMU CTAaHOBJIEHHS Ky6i3My — BiJ 1oro ce3aHiBCbKol
yepes aHAJIITUYHY [0 CHHTEeTUYHOI pa3y, KOJIU BCi IpeMeTH Ta pedi
IIOCTYIIOBO TPAaHCHOPMYIOTHCS B €AUHY CYH6CTaHIIiIO, IO epeiye
nosiBi abcTpakToro MmuctenTBa. KybicTy HaMaraancs IobavyuTH CBIT
«i3cepenUHM», 3aHYPUTUCS B TIUOUHY MaTepii, BUSBUTH i1 IpuxoBa-
Hi cTpyKkTypu. He Bunaaxose 3axonyeHHs M. Cese3iHKHM TBOPUICTIO
OZHOTO 3 SICKPAaBUX MIPeJICTABHUKIB 1Iboro Hanpsamy [TabJio ITikacco,
JLJ151 SIROT'0 3MIiCTOBHICTDb TBOPiB 3aBX AU 6yJia BU3HAYAJIbHOIO PHCOIO
y GOpMOTBOPUYUX eKCIIepUMeHTaX.
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Pobotu ocTanHiX pokis M. Cese3iHKa XapakTepH3ye SIK «HaIliBab-
CTPaKTHi» Ta HAIOJISITA€ CaMe Ha TakoMy IpodyuTaHHI. OCHOBHUM
BHpakaJbHUM 3ac000M MaJgpCTBa Ha CKJIi cTae He popMa, a JiHis,
sKa 11 TBOpUTh. CaMOZOCTATHS 33 CBOEIO BHYTPIIIHbOIO IIPUPOJAOIO,
BOHA € 06’€KTOM «CYy6O'€KTUBHUX CIIPO6 i pO3pO6OK MOKIUBOCTEN
dopmu» [8, c. 130]. Anpobyouu cKIagHI KOMIO3ULiHi cxemu, M.
CeJsie3iHKa aKTHBHO IIOCJYTOBYETLCS 11 MOTYTHIMHU NJIAaCTUYHUMU
Ta BUpPa’XaJIbHUMU MOXKJUBOCTSIMHU. JJoMiHaHTHA B opraHisanil
TeKTOHIYHOI CTPYKTYpHU MaJIsIpCbKUX TBOPiB, BOHA I1036aBJse 1X cTa-
TUKY, CTBOPIOE BpaskeHHSsI CBOEPiAHOI Bibpallii KOMIIO3UILiTHOT'O TJa.
Pyx, mo HapoA KyeThCs BcepeSUH] «BIIOPSIAKOBAHOTO YHiBEpCcyMy»,
iHCIIipYy€e AYXOBHY aKTUBHICTDb PELUIIi€HTA Ta HAJIAIMITOBYE Ha IO YK
ACOLiaTUBHUX BiANOBIAHUKIB. OCATHYTHU CYTHICTD BHYTPIIIHBLOIO
IIOCJIAaHHS CTAa€ BKpal CKJIAAHO — BOHA Ha PiBHI 4yTTEBOI yXOBHOI
TaKTUJIBHOCTI. «OCKiJIbKY Ha ITOYAaTKy MU BOJIOLIEM eK3UCTeHIIiN-
HUM JI0CBiZIOM, TO Ma€eMO IIOBHe IIpaBo JJOBeCTHU Hallly iHTepIipeTa-
1ifo Ao I 3aBeplieHHS: MU MOXKeMO IIepeHeCTHU BUSABJIeHUN 3MicT
Ha piBeHDb AYXOBHOI'O JKUTTS, Ha BJIaCHEe iCHYBaHHS Ta iCHYBaHHSA
THUX, XTO Hac oTouye. «Takuu piBeHb, — 3a CJIOBAMU OLHOTO BKe
sragyBasoro I. 3eaabMaripa, - JOCATaeTbCA yepes be3nocepeHe
ecTeTU4YHe, XyJOKHE Ta eMOLlilfiHe CIPUNHATTSA-IIepe>kKUBaHHA
MUCTEIbKOTO TBOPY, K CTPYKTYPHO-LIiJIiICHOTO AUHAMIYHOIO rell-
TaJabTy» [11, c. 113].

Xyno>kHbO-0b6pa3Ha CKJIaZoBa — Ile Ta MeXXa, 3a KO0 JiHis He
[03BOJISIE XYAOKHUKOBI BUNTH 32 MeXi IpegMeTHOI'0O palioHalb-
HOrO Ii3HaHHA CBiTy. Bif rinsiada BUMaraeThcs 3a4isdTyU BCi ¢BOI
BHYTpIIIHI pecypcy, TBOPUY YsBY Ta Ha MiICBiAOMOMY eMIIipUUHOMY
PiBHI BiIHAWTHU B il CKJIAAHIN TeKTOHIYHIN CTPYKTYpi IepBUHHUN
Koz.

Excnikanig giHIMHUX PUTMIB i TOHAJIbHUX IIepeXoiB BUOAE
CBOIO OpPraHiYHY IPUYEeTHICTb A0 popMoTBOpUUux nponecis. Ko-
JIbOPOBa IaJiTpa KMBOIKCHUX TBOPiB M’sIKa, TOHAJIbLHO He 0bBa-
’KeHa KOJIbOPOBUMU KOHTPACTAMMU Ta 'PYHTYETHCS Ha 3iCTaBJIeHH]
OCBITJIEHOr'O Ta 3aTeMHEHOI0, TeIJIOr0 ¥ XOJIOAHOIO pericTpy
OCHOBHOI 6apBU. 3a3BUYAll Ile MOHOXPOMHI KOMIIO3UIlil TOHAJILHUX
IiepeXxoiB YepBOHOI'0 ab0 3eJIeHOI'0 3 OCOOJINBOIO eCTeTUKOIO Uy T-
TEBOI'O CIPUNHATTS. XyJOKHUK CBiJOMO YHUKAE 6araTobapBHUX
1 KOHTPAaCTHUX OEAHAHD, OCKiJIbKY, Ha MOT0 AYMKY, Ile «DYUHYE»
BHYTPIIIHIO CTPYKTYpPY TBOPY Ta IIOPYILIye IMUOKHH] 38’a3ku. HaBiTh
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BBeJeHHS XyJOKHUKOM J0JaTKOBUX 6apB, a lle MaKCUMYM YOTUDH,
MOXe CIIpUMMATUCS K MOHOXPOMHICTL 0COBJIMBOrO poAy — AyKe
JeJjlikaTHa Ta ackeTH4Ha. Y TBopax M. Cesyie3iHKU KOJip He MOB's-
3aHUU 3 NepBUHHUMU GopMaMU NpegMeTHOrO CBiTy: nepefycim
- Ile eMoOIlifiHe TiAI'PYHTS BHYTPIMHIX Bi3i¥t MuTIIs, 1oro criocib
peTpaHCIALil «dIyTTEBOI HAIIPYTW».

JAx BBarkae M. Cene3iHka, «CUJjia TBOPY B MOT0 TalHCTBI, 3araaui,
SIKY TJIsIZa4 IIOBMHEH BiAYYTH ... IJIsiAa4d 6auUuThb BiJKpUTY GopMmy,
a XYOOKHUK IIOBUHEH Bpa3UTU». HagaBmu popmi BHYTpilIHHOIrO
ceHcy, M. Cese3iHka 3My1ye 3By4aTu 11 BciMa akopaamu. [1iac-
TUYHA MeJIOAiNHICTb pUTMIB JiHINHUX GOpPM IIPUBABJIIOE CBOEIO
iHTeJIeKTyaJbHOIO I'POI0 Ta eCTeTUYHOIO KPacow. 3a CJI0BAMMU Hi-
MeIbKoro ¢isocoda Ta icTopuka MuUcTelTsa Binbresbma Boppus-
repa, «LliHHicTD JiHII Ta dopMU MoOJSATaE B UiHHOCTI XKUTTSH, IKY
BOHMU IlepeAaloTh. BOHU OTpUMYIOTD Kpacy JIXIIe 3aBAsIKY HAIOMY
SJKUTTEBOMY UYTTIO, IKe MU HEIIOMITHO IIpOeKTYeMO Ha HUX» [7, C.
249]. [iajeKTU4YHO ITlepeoCMUCIeHa IIpeMeTHa «,Z[I/ICprKTI/IBHICTb»
KUBOIMHUCHOTO TJIa, He CTa€ CaMOLiJIII0 MUATLS. [i cipaBXHA MeTa -
Ile KOTHITHBHA CUCTeMa pelUIIieHTa, IOT0 CIIPUNHATTS, YSIBJIeHHS],
MUCJeHHS. AKTUBI3yBaTHU KOrHITUBHI GyHKIII cBiAOMOCTI penumi-
€HTa, HaJIAITYBaTH Ha Jiajior, «<BUpa3suTu cebe» — Iie Te, YOI'0 TakK
nparge M. Cesie3iHKa i 10 MOTHUBYE MOI'0 4O TBOPYOCTI.

«ObOB’sI30K XYyZOKHUKA, - NHcaB B. IBaHOB, - He BiTBOPIOBATHU
CBIT TaKUM, SKUM HOro 6adaTb BCi: HaBIaky, MOMY JlaHa MOXKJIU-
BicTb Hac 34UBYBaTU» [9, c. 277], - 11i cJ10Ba akLeNnTYIOTb BHYTpPIill-
HIO IIO3ULII0 CAMOro XyAOKHUKA, NOro MparHeHHs 3MOJeJII0BaTU
HOBY peaJsibHICTD, sika 6 IoeAHaba B cobi dpinocodebki pedrexcii,
dbopManbHi excIlepruMeHTHU ¥ UyTTEBe 0CObUCTiCHe IepesKuBaHHS.

BucHoBKku. TBopuicTh M. Cejie3iHKY € TUM ocepeaasiM 3MiCTOB-
HUX | KOHTeKCTYyaJbHUX IPAaKTUK Cy4aCHOIO MUCTELTBA, B IKUX
romyk ¢GpopMaJbHUX 3ac06iB XyJOKHLOIO TBOpeHHs IlepebyBae B
LapUHi AOCAiIAXKeHHS aKTyaJbHUX Bi3yaJbHUX CUCTEM, aKIeNITy€E
IoJaJIbIli TBOPYi eKCIIePUMEHTH 3 XyA0KHDLOIO pOopMOIo Ta 11 cMHUC-
JIOBUMU KOHTEKCTaMU.
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ANNOTATION

Shpyralo-Zapotochna L.R. Fine genesis of the artistic form of Mychaylo
Selezinka. Objectives. Overlooking recent tendencies and contemporary
art's movements it becomes obvious that problem of artistic form gets new
conceptual outcome. The study of this problem requires a thorough analysis
of both practical material and theoretical with the involvement of art historical
and philosophical thought. Mychaylo Selezinka's art can be considered the
center of the process that involves form search at the beginning of 21st
century. He keeps synthesizing all previous experience and new experimental
approaches, initiates stylistic change in artistic mindset's representation.
The purpose of the article is to reveal the genesis of Mychaylo Selezinka's
formative searches in the context of worldview and artistic practices of the
epoch.

Background. Painting on glass as one of the forms of creative self-realization
of Mychaylo Selezinka became the object of the artist&apos;s deep emotional
and intellectual intentions at the beginning of the 21st century, although
the first attempts to capture his expressive and technological possibilities
come from the 90’s of the 20th century. The artist&apos;s search for an
artistic form, which corresponds to the tendencies and challenges of the
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modern artistic process, has its own genesis. Its origins can be traced back
to the modernist practices of the early twentieth century, in particular in
the creative experiments of Kazimir Malevich, Vasyl Kandinsky, Mychaylo
Boychuk, Oleksandr Archypenko.

The creative method of the artist in his progress can be synchronized with the
stages of formation of Cubism - from its Cézanne inspired phase, through the
analytic and to the synthetic phase, when all objects and things are gradually
transformed into a single substance that precedes the emergence of abstract
art. The Cubists tried to see the world "from the inside”, plunged into the
depths of both subject matter and material, reveal its hidden structures. It
is no coincidence that Mychaylo Selezinka captures the work of one of the
brightest representatives of this direction, Pablo Picasso, for who content
of works has always been a decisive feature in his formative experiments.
Mychaylo Selezinka's art is made in many different ways, in different media,
he makes sketches, paintings which are filled with unique sense of natural
form and capable to reveal their inner meaning. The artist captures not only
his vision, "the moment that lasts’, but also the impression caused by the
sensual truthfulness of the object. "Reproducing his vision,” Vyacheslav lvanov
once pointed out in his study, "the artist does not claim his real objectivity at
all, but if such a vision was not to some extent significant, that s, if it was not
a sign of realism, it would not have been so informative and effective” [9, p.
2771. Such artworks as self-sufficient phenomenon with ditinctive pictorial
value exist independently, or in the process of transformation, transform into
well-considered graphic or pictorial compositions. These latter ones become
the basis for further abstraction of forms and the creation of objectivity of
a new quality.

The artis research for new expressive opportunities in the early stages of
creating the form does not lead to the complete dematerialization of an
object or phenomenon. The form is mostly accepted at the level of abstract
spots, if necessary, is detailed and developed inside, which reinforces
the sensual visualization of the original image. The artistic form in this
case does not contradict the qualitative reading and internal filling. The
principle of organizing a flat plastic form is abstracted from all the extra,
insignificant, which would prevent the creation of the appropriate mood - "I
add something, take something out to create feelings,” - says the artist. The
artistic practices of Mychaylo Selezinka of this period is characterized by a
sense of completeness of forms and the boundary of plastic generalization,
which, despite various form-shaping processes, does not lose its organic
connection with the objective reality.
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Further creative experiments of the artist are conditioned by form-finding
quests of a new reality, in which the information component would not be so
related to the objective world as it is aimed atimmersing in its deep structures.
The emphasis change is conditioned by the need to break through the visible
and identify the true essence of an object or phenomenon, relying on
knowledge and its involvement in the mysterious definitions of matter, time
and being. The space of the glass painting surface began to be associated
with infinity and that "conditional objectivity” in it completely dissolved,
demanding a certain stylistic structure. The main expressive means was not
so much a form as the line that created it. Self-sufficient in its intrinsic nature,
it was the primary source of "subjective attempts and developments in the
possibilities of form" [8, p. 130].

While working on complex composite schemes, Mychaylo Selezinka actively
uses the powerful plastic and expressive capabilities of a linear structure.
Determining the organization of the tectonic plane of painting, it deprives
them of statics. The movement that is born within the "structured universe’,
inspires the spiritual activity of the recipient and adjusts the search for
associative equivalents. To comprehend the essence of the inner message
becomes extremely difficult - it is at the level of sensual spiritual tactics.
"This level - according to one of the influential historians and theorists of
art of the twentieth century, Hans Sedlmayr , - is achieved through direct
aesthetic, artistic and emotional perception-experience of an artistic work
as a structural and holistic dynamic gestalt” [11, p. 113].

The results of the study embrace the artist&apos;s inner position, his desire
to simulate a new reality, which would combine philosophical reflections,
formal experiments and sensual personal experiences.

Conclusions. Mychaylo Selezinka's art is the center of the meaningful and
contextual practices of contemporary art in which the search for formal
means of artistic creation is in the domain of research of actual visual
systems and accepts further creative experiments with the artistic form and
its semantic contexts.

Keywords: contemporary visual practices, artistic form, form-shaping
processes.
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