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AHOTAIISA

Ban Minb. /loHATOPCHKUH YMH Y PO3NHKCAX XPAMOBOI0 KOMILUIEKCY mevyep
JyHbxyany: THIIOJIOTisl, KOMIIO3UILisl, ikonorpadis, CTHJIICTHKA. —
KBamidikariitna po6oTa Ha IpaBax pyKOIHUCY.

Hucepraiist Ha 3100yTTS HayKOBOTO CTymeHs noktopa ¢inocodii (Ph.D) 3a
cuemianpHicTIo 023 — OOpa3oTBOpUE€ MHCTEITBO, JAEKOPATHBHE MHCTEUTBO,
pecraBpairisi. XapKiBcbKa Jep>KaBHa akajeMis Iu3aiHy 1 MUCTeTB. XapkiB, 2021.

Huceprailisi ~ NpUCBSIYEHAa  JOCTI/DKEHHIO  OCOOJIMBOCTEH  PO3BUTKY
JIOHATOPCHKOT'O YMHY B CHUCTEMI PO3MUCIB OYIJIUCTCHKOTO XPaMOBOTO KOMILIEKCY
neyep JlyHbXyaHy 3a BECh 4ac MOro icHyBaHHS. PO3KpHUBaIOTbCA MUTAaHHS 1CTOPHKO-
KYyJbTYPHOTO KOHTEKCTY, THUIIOJIOT1i, KOMIIO3HMIIl, 1KOHOTpaiyHOTO KaHOHY Ta
CTIUTICTHYHUX XapaKTEPUCTHK JOHATOPCHKUX MOPTPETIB, SIK OKPEMOTO ITUKIYy Ta
XKaHpPY (PpeCcKOBOroO KUBOIIKCY, OB’ 3aHOT0 3 KUTANCHKOIO XYI0KHBOIO TPAIULIEIO.

Ha nonaropchkomy mopTpeTi 300pa)KyroThCsl pealibHI 1ICTOpUYHI TOCTaTi, SKi
HaJaBad (PIHAHCOBY JIONIOMOTY Ha OYIIBHUITBO Ta O03A00JEHHS MPOCTOPY
cakpallbHHX criopya. CBiTOBa MHCTEIIbKa MPAKTHKAa YaciB CEPEIHbOBIYYS CBIAYHTH,
10 MOPTPETH TOHATOPIB OYyJIM BIAOOPAXKEHHSIM 1CTOPUKO-KYJIbTYPHHUX, HALlIOHAJIBHO-
E€THIYHUX 1 O0OpsAOBO-peNiriiHuX 3acaja  (YHKIIOHYBaHHS CYCIUIbCTBA Ta
JEMOHCTPYBAJId MOTO COIlalbHY CTPYKTYPY, aKICHTYBAJd yBary Ha COIIalbHIN
lepapxii. Y kWTalCchkili Tpamuiii B 03700JIHHI BHYTPIIIHHOTO MPOCTOPY
OyIIUCTCHPKUX XpaMiB TOPTPETH KEPTBOJABINB OyJIM HEBIJI €EMHOK YaCTUHOIO
1IKOHOTpa(i9HOT TPOrpamMu PO3MHUCIB.

Baroma KUIBKICTH O3HAQ4Y€HUX 300paK€Hb 3HAXOAUTHCA Y XPaMOBOMY
KoMIUiekcl medep JlyHbXyaHy, IO € OJHIEI0 3 HAWOUIBIIUX ICTOPUYHUX TaM’ SITOK
cepennboBiuHOro Kwutar. JlocnipkeHHs 1CTOPUKO-KYJIbTYPHOI CHAJUIMHU LIBOTO
KOMIUICKCY 3A1MCHIOETHCS Yepe3 HeOOX1THICTh OCMUCIICHHS TPAIUIIIM MUHYJIUX €I0X,
IO peaiidye mparHeHHs 10 30epekeHHs KyJnbTypHOro OararctBa Haiii. [IpoGiemy
JOCTIPKEHO B KOHTEKCTI ICTOPUYHOTO PO3BUTKY (PPECKOBOro CepeaHbOBIYHOIO

YKUBOITUCY — MTOYMHAOYH 3 YaciB mpaBiiHas auHacTii [liBaiuna JIsa (IV cr.) no ki
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n00M BOJIOJAapIOBaHHS MOHTOJbChbKOT auHAcTii HOawp (XIV ct.). OXoruieHHs
O3HAYEHOT0 YacOBOI'0 MPOMDKKY HaJall0 MOXJIUBICTh KOMIUIEKCHO MpOaHali3yBaTh
€BOJIIOLIII0 Ta crenu(iKy TOHATOPCHKOTO MOPTPETY B KOHTEKCTI MIKKYJIBTYPHHX
3B’SI3KIB Ta HAI[lIOHAJBLHUX TPAIHUIIIH.

Hocaimkenns icropiorpadii poOOTH Aae miJIcTaBy CTBEPKYBATH, L0 Hapasi y
Cy4acCHOMY MHUCTEIITBO3HABCTBI ICHY€ HECTaua y3arajJbHEHUX Ipallh 3 aHaJi3y MUKy
JIOHATOPCHKHUX MOPTPETIB y cUCcTeMl (HPECKOBOTO KUBOMUCY reuep JyHbXxyaHy. Yce
1€ 3yMOBJIIO€ aKTyalbHICTh JaHOI ()ax0BO1 poOOTH.

06 ’ekmom 0o0cniodHcenHss € JIOHATOPCHKUNM YMH Y CTIHOMHUCI KUTAHCBKOTO
XpaMoOBOro KoMIulekcy mneuep JlyHbXyaHy, a npeomemom — THUIIOJOIIYHI
XapaKTEepUCTUKU, KOMIIO3UIIIMHA CTPYKTypa, 1KOHOrpadiyHi Ta CTHUIICTHUYHI
OCOOJIMBOCTI  JIOHATOPCHKOTO TOPTPETY Y CHUCTEMI (PPECKOBOrO  KUBOIHCY
JlyHbXyaHny.

VY nauceprarii po3rJISHYTO MiCIE 1 pOJib JOHATOPCHKUX MOPTPETIB y CHUCTEMI
(dpeckoBoro xkuBonucy nedep yHbxyaHy, 10CTIIP)KEHO MUTAHHA 1HAUBIAYyali3amli Ta
nepconidikairii 300pakeHb ICTOPUYHUX TTOCTATEM; BUABJICHI KOMITO3UIIIHI TPUHAOMH
pO3TallyBaHHS MOPTPETIB >KEPTBOAABLIB Yy 3arajbHiil CTPYKTypi pO3IHUCIB Ta
JOCTIPKEHO 3MIHM y PEMpe3eHTaIlii JaHOTO CIOXKETY MPOTIrOM YChOTO TEpPioay
icHyBaHHA JlyHbXyaHy; BU3HAY€HO €TalM PO3BUTKY, 1KOHOTrpadito Ta ¢GopMaiabHO-
CTWJIICTMYHI 3acaJM TMOPTPETIB >KEPTBOAABLIB AK OKPEMOro LHMKIY Ta >KaHpy;
3MIIMCHEHO KOMIUIEKCHY CHCTEMAaTH3allil0 PO3PI3HEHOT0 MaTepialy, sIKuid CTOCY€EThCS
BiTOOpaK€HHS JOHATOPCBKOTO YMHY B posnucax JlyHbXyaHy; pO3IIHMPEHO
JTOCIIDKEHHST COIIAJIbBHOTO THMAaXy JIOHATOPIB Ta MPOJAEMOHCTPOBAHO 3aJICKHICTh
MacimTady MOPTPETY BiJl COLIAJBHOTO TIOJOKEHHS JOHATOpa; 3A1MCHEHO aHamli3
HaIllOHAIBHO-ETHIYHUX PHUC 1 KYJIBTYPHMX O3HAaK Yy pENpe3eHTallli JaHOTro LUKITY
CBITCHKHUX IOCTATEH.

Pobora ckmamaeTrbcs 31 BCTyNy, TPhOX pO3ALUIIB, BHUCHOBKIB, MEPEINiKY
BUKOPHUCTAHUX JHKEPENT 1 JOAATKIB (TabIUIlb Ta albOOMY 1ITFOCTpAIliif).

Y nepwiomy po30ini BUKIAnEHO pe3yJbTaTH aHali3y (PaxoBoi JiTepaTypH,

HaBEJCHO JDKepelbHy 0a3y Ta OOIpyHTOBAHO METOAW JocCiipkeHHs. Jlo kona
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npoOJIeMaTUKKA 3aJydeHO 3arajbHOTECOPETUYHI HAYKOBI mparll 3 iCTOpii KyJIbTypH
Kuraro, siki 103BOJIMIM PO3MVISIHYTH BIUIUB Oyaau3My Ha (opMyBaHHS cIelH(piKu
KATACHKOT CEPEIHBOBIYHOT KYJNbTYPH, SKa TOCTpHUsIa OyMiBHUIITBY UYHCICHHUX
XpaMiB, — IIEHTPIB PO3BUTKY MHUCTEUBKUX TpaJaullii, Hacammepen, (ppeckoBoro
xuBomucy. BimsHaueHo, mo y criHonuci meudep JlyHbXyaHy, MOMiX BOTHBHHX
300pakeHb, PO3MOBCIOHPKCHUMH OyJIM CIOKETH 31 CBITCBKOTO JKUTTSA Ta MOPTPETH
YKEPTBOJIABIIIB, 1IeHTU]IKAIISA AKUX 3T1HCHIOETHCS SIK 3a MiAMUCAMH Y KapTyll Oij1s
MOPTPETY, TaK 1 32 XapaKTEPHUM KOCTIOMOM MEPCOHAXKA.

Busznaueno, mo mneuyepu JlyHbXyaHy 3a3HAd CYTTEBUX IMOIIKOIKEHb BIJ
PI3HOMAHITHUX 30BHIMIHIX (akToOpiB, MmO OOYMOBHJIO MAaCIITaOHy KaMIIaHIO
CTOCOBHO IXHbOI KOHCEpBalli Ta pecTaBpalii MUCTEUbKUX apTedakTiB. BipTyanbhe
00CTeXEHHSI Ta PEKOHCTPYKIlisE (PECOK CTaM MOKJIMBHUMHU 3aBJSKUA 3aCTOCYBAaHHIO
CYyYaCHUX KOMII IOTEPHUX TEXHOJIOT1 3D-ckaHyBaHHS Ta MOJEIIOBAHHS.

Cnenudika TeMu JaHOT HAYKOBOI POOOTH 3yMOBHIIa (DOPMYBAaHHS MemoOOUKU
docnioxceHHs, sika 0a3yeTbcs Ha TMOEAHAHHI 3aralbHOHAYKOBHUX (TCOPETUYHHX Ta
EMITIPUYHUX) METOJIB JOCHIIPKEHHSI Ta CIHeIliaJbHUX METOJIB MHUCTEIITBO3HABUOIO
aHami3y (ictopiorpadiuyHuil OTJIAM; 1CTOPUKO-TIOPIBHSUIBHUM aHami3; XyJI0KHBO—
IcTopuunmii MeTon Ta GopMaNbHO-CTUIIICTUYHUM TT111X1]]. KOMILIEKCHE 3aCTOCYBaHHS
LUX METO/IIB JI03BOJIWIJIO MTPOAHAII3YBATH 1CTOPUKO-KYJIBTYPHU KOHTEKCT CTBOPEHHS
JIOHATOPCHKOTO YMHY Y (ppeckoBoMy ancamOmi [yHbXyaHy, BUSBUTH THIOJIOTIIO Ta
COLIIAJIbBHUM THUMaXX 00pa3iB, BU3HAYUTH KOMIIO3ULIMHI TPUIOMU pO3TALTyBaHHS
MOPTPETIB >KEPTBOJABIIIB B CUCTEMI CTIHOMHUCY, BUSBUTH 1KOHOTpadito, TOCTIIUTH
CTWJIICTHKY Ta IJIACTUYHI O3HAKU JOHATOPCHKUX MOPTPETIB.

Y opyzomy po3dini 3nilicHeHO TOPIBHSHHS OYyIJIMCTCHKOI Ta XPUCTUSHCHKOT
1koHOTpadIYHOIT TPaAUIIii HA MiICTaBl pENpe3eHTAIlli UKy TOHATOPCHKUX MOPTPETIB Ta
BUSIBJICHI  YHIBEPCAJIbHI KOMIIO3MIIIMHI ~NpudOMU  300paxkeHHs: OaraTodirypHi
KOMIIO3HUIIIT 13 PO3MIIIEHHSM MEPCOHAXKIB 32 TOPUZOHTAIBHUMHU SIPyCaMHU-PETICTPaMU
a00 31 CKJIaTHUM HalapyBaHHIM (Piryp ogHa Ha oHY (Y 300paXeHHSIX ToUTy ab0 CIIyT);
TUIONTMHHICT (PIryp; BIACYTHICTH MOBITPSHOI MEPCHEKTUBH; PO3TALTYBaHHS MOCTaTEH

JOHATOpiB 00a0i4 MaricTpajgbHOI cakpajibHOI TocTaTi. Bu3HAaYeHO NPUHIMIIOBI
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BIIMIHHOCTI B1JIOOpaKEHHsI IAaHOTO CHOXKETY, TaKi K: CTUJIICTHKA, CTYIIHb JeTai3allli,
KUTBKICTh TIOPTPETIB JJOHATOPIB, TEXHIKA BUKOHAHHS Ta crienrdika 300pakeHHs] HIMO1B
(BimmiHHI pOopMa, KOTIp, PaKypc, KUTBKICTh €IEMEHTIB 1 PU3HAYEHHS).

Bim3Haueno, mo cxoxi 300pakajdbHI TPUHMOMH Y HACTIHHUX PO3MHCAX
BI3aHTIMCHKUX Ta OYIJIUCTCBKUX CaKpaJIbHUX CIOpPYJ CBi4aTh MpO TEBHY
YHIBEPCAIBHICTh  JIIOJICBKOTO  COPUMHATTS, OCMHUCICHHA Ta  BiIOOpaKeHHS
bitocobcrkux  KoHuenid. BaxkiaumBum  (HakTOM — 3aIMIIAETBCS  JTOTPUMAHHS
HAI[IOHAIbHO-ETHIYHUX, KYJIbTYPHUX Ta KOHPECIMHUX TPaIULIIi.

BusznaueHo, 1o y J0OHATOPChKUX MopTperax JlyHbXyaHy MpOCITIAKOBYETHCS
IIParHeHHs /10 HATYPaJIICTUYHOCTI y Tepeaadl eJIeMEHTIB KOCTIOMIB Ta MOPTPETHOI
CXO’KOCTI 13 KOHKPETHOIO 0C00010, 1110 HAJa€ iM HE JUIIEHb XYyJ0XKHbOI, a, TIepII 3a
BCE, ICTOPMYHOI Ta penpe3eHTaTuBHOI IiHHOCTI. JlochmimxkeHHs 300pakeHb
YKEPTBOJABIIIB HANAJI0 MOJIMUBICTh MOOAYUTH 3MIHY MOJM Ha OQiuiiiHEe BOpaHHS,
3a4ICKM 1 MPUKPACH, BUSBUTH COLANbHY MPHHAIEKHICTh JOHATOpA 32 XapaKTepoM
aTpuOyTIB Ta JeTaneil oOpa3y. BusBieHo, 1110 HAMYKMCIECHHIIITMMHU TTOMIXK TOPTPETIB
MEIICHATIB € 300paKEHHS WICHIB MPABISYUX AUHACTIA 31 CBUTOIO, MPEACTABHUKIB
apUCTOKPATUYHUX KUT y CYIpPOBOJI CIyT, YEHIIIB, YAHOBHHKIB, BEJIBMOX Ta IXHIX
POJIUH.

Komno3umiithuii anani3 crinonucy nedep JlyHbXyaHy MpOJEeMOHCTPYBaB, 110
penpe3eHTallis JOHATOPCHKOTO YMHY MPOMIILIA MUISIX BIJ IHCKPUIMINT Ta HE3MYEHHUX
300paK€Hb ~ HEBEJNMKMX  yHipiKoBaHMX  (iryp A0  BEIMKOMAacCIITaOHUX
IHIUBITyaTi30BaHUX  TIOPTPETIB Ta  0ararocoTeHHWX  Tmpoiieciii.  Busprieni
KOMITO3UINIHI CXEMHU MICI[b PO3TaIlyBaHHS TOHATOPCHKUX TMOPTPETIB y Meuepax
JlyHbXyaHy: y HUXXKHBOMY PETICTpl CTIHONHUCY, Y CEPENIHIM YaCTUHI PO3MNHCY Ta Y
BEpPXHIN YacTWHI CTiH (Haa JBEpPHUM MOPTAIOM). 3MiHa MacmTabiB 300pakeHb Ta
iXHe Micliepo3TallyBaHHs BKa3ye Ha 3pOCTaHHS BIUIMBY JOHATOPIB.

Y mpemvomy po30ini BUABICHO, IO y TUIACTHUIN OYITUCTCHKOT XYI0XKHBOT
Tpaauiii MPOCIIIKOBYETbCA TPAarHeHHs A0 TMepCOoHami3alli, peamiCTUYHOCTI Ta
neranizamii. [HAuBiTyanizamis TOPTPETIB JOHATOPIB CBIAYUTH HE JIMIIE IPO

3pOCTaHHsI pIBHA MAalCTEpHOCTI CEpEAHBOBIUHMUX  KHUTAHCHKUX MHUTIIB, a
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3aCTOCOBYETHCS 337151 MIAKPECICHHS IXHBOI BIUTMBOBOCTI, COLIAJIbHOT CTATYCHOCTI Ta
MIparHeHHs 3aJIMIIUTH 10 co01 CIIiJ] B 1CTOPIi.

Ixonorpadis ¢iryp goHaropiB, iXHI MO3M Ta aTpUOYTHUKA 3aCBIAUYIOTh
BUKOPUCTAHHA MOTHUBY MOJMTOBHOTO 3BEpHEHHsS J0 OokecTBa. Y IMKIl YacTo
GbirypyroTh KIHOY1 MOCTATI, K1 JEMOHCTPYIOTh TOTOYacHy MOAY. SIKIIO 300pa>KeHHs
no0u mpaBiiHHA auHAcTii TaH cBimYaTh MPO PO3KBIT camMe KUTANCHKUX XyH0XKHIX
TpaauIlii, TO Mi3HIIIE, KOau JIyHbXyaH MiAMaaae mij BIUIMB HE XaHChKHUX MPaBUTEIIB,
1[€ BIIJI3EPKATIOETHCS HA BIJMOBIAHUX 300pa)KEHHSIX JOHATOPIB. AJie BCl BILUIMBU
MOEIHYIOTHCSI B OJIMH MYJIbTUKYJIBTYpHUI NpocTip JyHbXyaHy, sSIKHil came 3aBAsSKU
JIOHAaTOPCBKUM TIOPTPETaM CTa€ YOCOOJEHHSIM BEJIMKOI KHUTANChbKOI KyJIbTypHU
CepeaHbOBIYYSI.

AHani3 JoHATOpPChKOrO 4MHY ¢pecok [lyHbXyaHy M03BOJMB Kiacu(piKyBaTH
MOPTPETH )KEPTBOAABIIIB 32 HACTYTHUMH MPUKMETAMHU:

— KyJbTYPHO-COIIaJbHI O3HAKU (3@ coyianbHum cmamycom: TPeICTaBHUKH
MPaBIIAYOi JUHACTII, apUCTOKPATis Ta BEIbMOXKI, 1HO3EMHI IOCIH, BOEHAYAIBHUKH,
MyJpell, YEeHIl, YEepHHUIl Ta MPOCTONIOJIUHU; 3d HAYIOHAIbHO-eMHIYHUMU Mda
KVIbMYPHUMU O3HAKAMu. XaHIl, TUOETI, YHUTypu (XoTaHil, TypdaHili), MOHTOJH,
Ka3axu, CIHbOCH, COTHINIII; 3a 2eHOepHO 03HAKOM. YOJIOBIUl Ta KIHOY1);

— CTPYKTYpHO-KOMITO3ULIMHI O3HAaKU (3a Kinzbkicmio ¢hicyp: OJWHWUYHI Ta
OaratodirypHi; 3a Macuimabom: HaWMEHII 300paKeHHs Y KOMIO3UIIiT (TOPIBHSIHO 13
CakpaJbHUMHU CLIEHAMH), TOPTPETH CEPEeIHbOr0 po3Mipy (AOPIBHIOIOTH (irypam
0oaxicaTTB) Ta BEJIMKOMACIITAOHI 300paKEHHS; 3a Micyem pOo3MAuly8aHHA. Y
HUKHBOMY PETICTPl, Y CepeIHId YacTUHI PO3MUCY Ta Y BEPXHIM YaCTHHI CTiH (HAI
JIBEPHUM TIOPTAJIIOM);

— ikoHorpadiuHi Ta (POpPMaTBLHO-CTUIIICTUYHI O3HAKH (3@ cmynenem
iHOugiOdyanizayii: HaMucH 3 iIM’ M 0€3 IOPTPETHOTO MAIOHKA, YHI(DIKOBaHI MOPTPETH,
TUII30BaH1 300pa)KEHHS Ta MOPTPETU 3 JIETAILHOIO MEpPCOHI(IKAIIEID; 3a pieHem
Odemanizayii: y3araibHeH1 po3nucH (10 nepiony TaH) Ta HOPTPETH 3 BUCOKUM PiBHEM

neTanizaili; 3a Xapakmepom HCUBONUCHOI MaHepu: TUIOIIMHHI 300pakKeHHS e
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nepeBakae JIIHEAPHICTH 1, MOETHAHHS JIIHIMHOTO MaJIFOHKA 13 KOJIbOPOBHUM CHUITYETOM)
Ta 00’ eMH1 300paxkeHHs (CIIpoOu 00’ €MHOT0 MOJIETTFOBAaHHS (POPMH).

JlochipkeHHsT UKy JOHAaTOPCHKUX TMOPTPETiB y criHomuci JlyHbXyaHy
HAJ1aJI0 MOKJIMBICTh BUSIBUTH OCHOBH1 IPUHIIUIY IXHBOI perpe3eHTAaIli:

— npunyun inousioyanizayii ma nepcorigixayii. PeanizyeTscs yepe3 mpuiioMu
BiTOOpaK€HHS HAILlIOHAIBHO-ETHIYHUX 1 KYyJbTYpPHHX O3HaK (pucH OO0IAYYs,
XapakTep HaIllOHAJLHOTO BOpaHHS, CHMBOJIIKA), a TaKOX 3aBJSKU IHCKPHUIII 13
3a3HAYCHHSIM IMEHI JIOHATOPa, HOT0 MOXOKEHHS Ta YECHOT;

— npuHyun penpezenmayii coyianbHo2o cmamycy. BTimoerbes yepe3 macirad
300pakeHHs  (BIJMOBITHO IO 1€pApXIYHOTO TIOJIOKEHHSI  JKEPTBOMABII)  Ta
MOJICJIIOBaHHSI aTpUOYTIB Ta MpHUKpac, M0 CBiIYaTh NPO CTAaTyCc JOHATOpa
(HampuKIal, KOPOHa);

— npunyun emoyitino2o 3abapeénenns. 1IpoCHiIKOBYETbCS y T'PYNOBUX
MOpTpeTax, A€ KEPTBOJABII B1IOOPaXKAIOThCS 3 KUBOKO MIMIKOIO Ta AUHAMIYHUMH
xectaMd. B oMHMYHUX mopTperax oOJWY4Ysl JOHATOPIB, iXHS MOCTaTh, KECTU Ta
MIMiKa BTUTIOIOTh CIIOKIH, IyIIEBHY BPIBHOBAXEHICTh Ta PEIITiiHY BIAIaHICTb.

[IIupoka BapiaTUBHICTh JIHEAPHOTO MATIOHKA, Pi3HI KOJOPUCTHUYHI CXEMHU Ta
MIJIXOAM J0 Penpe3eHTallii mocrareit JoHaTopiB y gppeckax JlyHbxyaHy cBig4aTh Mpo
3pOCTaHHs PIBHS XYJIOKHbOI MaWCTEPHOCTI KUTAUCHKUX MUTIIB CEPEIHBOBIYYS U
MIJICUJICHHS yBarv /0 JOHATOPCHKOTO LMKIY B IUIOMYy. Bu3HadeHo, 110 y mepion
panHix [liBHIYHMX JWHACTIA 300pa’K€HHS JOHATOPIB BIIrpaBad APYTOPSAHY pPOJIb
Ta OyJM TUMI30BaHUMU (PITYpaTUBHUMH (pU3aMH, TO Y MI3HIIINN MEpioJl PO3BUTKY
cTinonucy JlyHbXyaHy MOPTPETHU >KEPTBOAABIIIB CTAIOTh OJTHAM 3 HAWTOJIOBHIIIMX
CIOKETHHUX LUKJIIB cTiHOnuUCy. Lle miarBeppkye 1 3011b1IeHHST MacITabiB 300pakeHb,
1 3pOCTaHHS PIBHSA IHAMBIAyami3amii Ta nepcoHidikaimii 3 aKIEHTYBaHHSIM Ha
HaIllOHAJIBHO-ETHIYHUX pHUCaX Ta COLIAJIBHOMY CTaTycCl, 1 CpoOM MOJIEIIOBaHHS
00’eMHOI popMmH.

CaMe aHami3 JOHATOPCHKOTO ILMKIY PO3IMKCIB HAJa€ HAWIIMPIINN CIEKTP

iH(opMallii Tpo KUTAaHChKY KyJIbTYPY CEpeIHbOBIYHOI 100U Ta po3KkpuBae eHOMEH
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OyAIHUCTCBKOIO XpaMOBOI'O MAaJsIpCTBa M MMCTEUTBA B LIJIOMY Ha MPUKIAIL
KOMILIEKCy nedep /lyHbpXyaHy.

Kuarouosi caoBa: [lynbxyaH, XpamoBe MaispcTBO, ¢pecka, AOHATOPCHKUI

MOPTPET, PEIpe3CHTAIlis, TUIIOJIOT1sI, KOMITO3HUIIis, IKOHOTpadis, CTHIICTHKA.



ABSTRACT

Wang Min. Donators’ Cicle in the Murals of the Temple Complex of the
Dunhuang Caves: Typology, Composition, Iconography, Stylistics. — Qualifying
scientific work as a manuscript.

Thesis for a Doctor of Philosophy (Ph.D) in the specialty 023 — Fine Arts,
Decorative Arts, Restoration. Kharkiv State Academy of Design and Arts. Kharkiv,
2021.

This research work focuses on the features of the system of donator’s rank in
the murals of Buddhist temple complex of caves in Dunhuang during the whole time
of its existence. The issues of historical and cultural context, typology, composition,
iconographic canon and stylistic characteristics of donator’s portraits as a separate
cycle and genre of fresco painting associated with the Chinese artistic tradition are
brought to light.

The donator’s portrait is a depiction of real historical figures, which provided
financial assistance for the construction and decoration of sacred buildings. The
world artistic practice of the Middle Ages showed that the portraits of patrons were a
reflection of historical, cultural, national-ethnic and ceremonial-religious principles
of society and demonstrated its social structure, revealed the status stratification. In
the Chinese tradition, portraits of sacrificers were an integral part of the iconographic
program of the paintings in the interior decoration of Buddhist temples.

A significant number of these images are located in the temple complex of
Dunhuang Caves, which is one of the largest historical monuments of the medieval
China. The study of the historical and cultural heritage of this complex is carried out
in connection with the need to understand the traditions of past ages, which realizes
striving for preserving the cultural wealth of the nation. The problem is perceived in
the context of the historical development of medieval fresco painting — from the reign
of the Northern Liang dynasty (IV century) to the end of the Mongol Yuan dynasty

(XIV century). The coverage of this period gave an opportunity of comprehensively
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analyze of the evolution and specifics of the donator’s portrait in the context of
intercultural ties and national traditions.

The study of the historiography of the work gives causes to assert that
presently in history of modern art there is a lack of generalizing broad works
dedicated to the analysis of the cycle of donator’s portraits in the system of fresco
painting of Dunhuang Grottoes. All this determines the relevance of this study.

The object of research is donator’s rank in the frescoes of the Chinese temple
complex of Dunhuang Caves, and the subject is typological characteristics,
compositional structure, iconographic and stylistic features of the sacrifiser’s portrait
in the system of fresco paintings in Dunhuang.

The thesis considers the place and role of donator’s portraits in the system of
fresco paintings of Dunhuang Caves, the issues of individualization and
personification of images of historical figures were investigated; the compositional
methods of arranging portraits of donors in the general structure of paintings of
Dunhuang Grottoes were caught out and the changes in the representation of this plot
during the whole period of Dunhuang's existence were found out; the stages of
development, iconography, formal and stylistic principles of donator’s portraits as a
separate cycle and genre were determined; a comprehensive systematization of
disparate material on the reflection of the donator’s rank in the paintings of
Dunhuang was made; the research of the social type of protectors was expanded and
the dependence of the scale of the portrait on the social position of the patron was
demonstrated; the consideration of national, ethnic and cultural features in the
representation of this cycle of secular figures was carried out.

The work consists of an introduction, three chapters, conclusions, a list of
references and applications (tables and album of the images).

The first chapter presents the results of the analysis of specialized literature,
provides the source base and substantiates the research methods. The problem
includes general theoretical scientific works on the history of Chinese culture. It
allowed considering the influence of Buddhism on the formation of the specifics of

Chinese medieval culture, that contributed to the construction of numerous temples,
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which became the pivots of artistic traditions, especially frescoes. It is noted that in
the frescoes of the Dunhuang Caves, among the votive images, there were scenes
from secular life and portraits of donators. Such personages were identified by the
signatures in the cartouche near the image and/or by the costume of the person.

It is noted that the Dunhuang Grottoes were severely damaged by various
external factors, which led to a large-scale campaign for their conservation and
restoration of artistic artifacts. Virtual inspection and reconstruction of frescoes has
become possible due to the usage of modern computer technology of 3D-scanning
and modeling.

The specificity of the topic of this research work defined the formation of
research methods, which are based on a combination of general scientific research
methods (theoretical and empirical) and special methods of art analysis
(historiographical review; historical-comparative analysis; artistic-historical method
and formal-stylistic analysis). Comprehensive application of these methods allowed
to analyze the historical and cultural context of the donator’s rank in the fresco
ensemble of Dunhuang, to identify the typology and social type of images, to
determine the compositional arrangements of portraits of benefactors in the mural
system, to designate iconography, to study their stylistics and plastic character.

The second chapter compares the Buddhist and Christian iconographic
traditions in the representation of a series of donator’s portraits and clarifies universal
compositional techniques of such image: the multi-figure compositions with
characters in horizontal rows or with complex layering of figures on each other (in
images of retinue or servants); the flatness of figures; the lack of aerial perspective;
the location of donator’s figures on both sides of the main sacred image. There were
defined the main differences in the display of this plot, such as: style, level of detail,
number of portraits of benefactors, technique and image of halos (different shape,
color, angle, number of elements and purpose).

It is noted that similar pictorial techniques in the murals of Byzantine and

Buddhist sacred buildings indicated a certain universality of human perception,
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understanding and reflection of philosophical concepts. The important fact is
following the ethnic, cultural and religious traditions.

It has been determined that in Dunhuang's donor portraits was shown an
intention to the naturalistic representation of costume elements and image
resemblance to a specific person. That gives them not only artistic, but, above all,
historical and representative value. The study of donator’s portraits provided an
opportunity to see the change in fashion for formal attire, hairstyles and jewellery, to
identify the social affiliation of the patron by the nature of the attributes and details of
the image. It was found that the most numerous among the portraits of donators are
images of members of the royal dynasties with a retinue, representatives of
aristocratic circles accompanied by servants, monks, officials, nobles and their
families.

The compositional analysis of the murals in Dunhuang Grottoes has shown that
the representation of the donator’s rank has gone from the inscription and numerical
images of small unified figures to large-scale individualized portraits and huge
processions of hundreds of people. The compositional schemes of the dener
donator’s portraits locations in frescoes of Dunhuang Caves were revealed: in the
lower register of the mural, in the middle part of the painting and in the upper part of
the walls (above the door portal). Changing the scale of images and their location
indicates an increasing influence of donors.

In the third chapter it is ostended that in the plasticity of the Buddhist artistic
tradition there was an aspiring for personalization, realism and detailing. The
individualization of donator’s portraits shows not only the growth of the skill of
medieval Chinese artists, but also aims to emphasize their significance, social status
and striving to be remembered by descendants, leave a trace in history.

The iconography of the donator’s figures, their poses and attributes testify the
usage of the motive for praying to the deity. The female images are often emerged in
the cycle. They demonstrated the fashion of the time. If the images of the Tang
Dynasty had showed the flourishing of Chinese artistic traditions, then later, when

Dunhuang came under the influence of non-Khan rulers, this was reflected in the
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relevant images of protectors. But all the influences are combined into one
multicultural space of Dunhuang, which, owing to the benefactor’s portraits, became
the embodiment of the great Chinese culture of the Middle Ages.

The analysis of the donor rank of Dunhuang's frescoes allowed to classify the
portraits of donators by:

— cultural and social characteristics (by social status: representatives of the
ruling dynasty, aristocracy and nobles, foreign ambassadors, military leaders, sages,
monks, nuns and commoners; by national, ethnic and cultural characteristics: Khans,
Tibetans, Uighurs (Khotans, Turfans) Mongols, Kazakhs, Xianbei, Sogdians; by
gender: male and female);

— structural and compositional features (by number of figures: single and
multi-figure; by scale: the smallest images in the composition (compared to sacred
scenes), medium-sized portraits (equal to bodhisattva figures) and large-scale images;
by location: lower register, middle part painting and at the top of the walls (above the
door portal);

— iconographic and formal-stylistic features (according to the degree of
individualization: inscriptions with the name without a portrait drawing, unified
portraits, typed images and portraits with detailed personification; by level of
detailing: generalized paintings (up to the Tang period) and portraits with a high level
of detailing; by the nature of the pictorial manner: planar images (dominant linearity,
combination of linear pattern with colour silhouette) and three-dimensional images
(attempts at three-dimensional modelling of the shape).

A study of the cycle of donor portraits in Dunhuang's murals provided an
opportunity to identify the basic principles of their representation:

— the principle of individualization and personification. It is implemented
through the methods of reflecting of the national-ethnic and cultural features (facial
features, the nature of the national dress, symbols), as well as through inscription
indicating the name of the patron, his origin and virtues;

— the principle of representation of social status. It is incarnated through the

scale of the image (according to the hierarchical position of the donor) and the
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modelling of attributes and ornaments that indicate the status of the donator (for
example, crown);

— the principle of emotional colouring. It is traced in group portraits, where
contributors are depicted with lively facial expressions and dynamic gestures. In
single portraits of donators their faces, figure, gestures and facial expressions express
calm, mental balance and religious devotion.

The wide variability of the linear pattern, different colour schemes and
approaches to the representation of donator’s figures in Dunhuang's frescoes indicate
the growing level of artistic skill of medieval Chinese artists and increased attention
to the donator’s cycle as a whole. It is determined that in the period of the early
Northern dynasties the images of donators played a secondary role and were
presented in the form of typified figurative friezes, then in the later period of
development of Dunhuang murals, the portraits of protectors became one of the most
important plot cycles of frescoes. This is confirmed be the increase in the scale
images, and the growth of the level of individualization and personification with an
emphasis on national and ethnic features and social status, and attempts to model the
three-dimensional shape.

We conclude that the analysis of the donator’s cycle of paintings that provides
the widest range of information about Chinese culture of the Middle Ages and
discovers the phenomenon of Buddhist temple painting and art in general on the
example of the Dunhuang cave complex.

Keywords: Dunhuang, temple painting, fresco, donor portrait, representation,

typology, composition, iconography, stylistics.
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