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Jluceprailii  MpUCBAYeHA  JOCHIKEHHIO  OCOOJMMBOCTEH  PO3BUTKY
JIOHATOPCHKOI'O YMHY B CHUCTEMI PO3MHCIB OYJIUCTCHKOIO XPaMOBOTO KOMILUIEKCY
neyep JlyHbXyaHy 3a Bech 4ac HOro ICHyBaHHs. PO3KpHBarOTbCS MNHUTaHHS
1ICTOPUKO-KYJIBTYPHOTO KOHTEKCTY, THUIIOJOT1i, KOMIIO3HIlii, 1KOHOTpadidHOro
KaHOHY Ta CTHJIICTUYHHMX XapaKTEPUCTHK JOHATOPCHKUX MOPTPETIB, K OKPEMOTO
UKJTY Ta KaHpy (PPECKOBOTrO KUBOIUCY, OB’ A3aHOTO 3 KUTANCHKOIO XY0KHBOIO
TPaULIIEIO.

Ha nonatopcrkoMy mopTpeTi 300paKyr0ThCs peaibHi ICTOPUYHI ITOCTATI, SKi
HajaBa (HIHAHCOBY JOMOMOTY Ha OyAIBHHUIITBO Ta O3700JICHHS MPOCTOPY
cakpanbHuUX cropya. CBiToBa MHCTEIIbKa TMPAaKTHKAa YaciB CEPeIHBOBIYYS
CBITYUTH, 10 TMOPTPETH JIOHATOPIB OyNU BiIOOpa)KEHHSIM 1ICTOPUKO-KYIbTYPHHUX,
HalllOHAIbHO-€THIYHUX 1  OOpsIIOBO-pENIridiHUX  3acan  (PYyHKIIOHYBaHHS
CYCIIUJICTBA Ta JIEMOHCTPYBAJIM HOTO COIlaJbHY CTPYKTYPY, aKIIEHTYBalld yBary
Ha COUIaJbHIA lepapxii. Y KUTaWChKi Tpaauiii B 03100JIEHHI BHYTPILIHBOTO
IpOCTOpY OYIIUCTCHKUX XpaMmiB MOPTPETH >KEPTBOAABLIB OylIM HEBIJ €MHOIO
YaCTUHOIO 1KOHOTpadivuHOT IPOrpaMu PO3IHUCIB.

Baroma KUIBKICTh O3HAY€HMX 300paXeHb 3HAXOJUTHCA Y XPaMOBOMY
KoMIuIekci neuep JyHbXyaHy, 110 € OJHI€I0 3 HAHOUIBIINX ICTOPUYHHUX MaM’ SITOK
cepennboBiuHOTO Kutaro. JlocmimkeHHST 1CTOPUKO-KYJIBTYPHOI CHAAIIMHUA ITHOTO
KOMIUICKCY 31ACHIOETHCS Yepe3 HEOOXIAHICTh OCMHUCICHHS TPaavLii MUHYJIHUX
enoxX, M0 peajizye TMparHeHHs A0 30€peKeHHS KyJIbTYpHOro OaraTrcTBa Harlii.

[IpoOnemMy IOCHIIKEHO B KOHTEKCTI ICTOPUYHOTO PO3BUTKY (PPECKOBOTO



CepeHbOBIYHOTO >KMBOIUCY — MOYMHAIOYM 3 YaciB MpaBiiHHA AuHAcTii [liBHIUHA
JIsu (IV cT.) no kiHI™ 100U BOJIOMAapIOBaHHS MOHTOJIbChKOT nuHacTii KOans (XIV
CT.). OXOIUIEHHS O3HAYeHOr0 YacOBOIO TMPOMDKKY HAJal0 MOXJIHUBICTh
KOMIUIEKCHO MIPOaHai3yBaTy €BOJIOIIIO Ta crieln(iKy JOHATOPCHKOTO OPTPETY B
KOHTEKCTI MDKKYJIBTYPHHX 3B’ 3KiB Ta HallIOHAJIbBHUX TPATUIIIN.

JlocmipkeHHs ictropiorpadii poOOTH Jae MmiJIcTaBy CTBEPAXKYBaTH, 110 Hapasi
y Cy4acHOMY MHCTEITBO3HABCTBI ICHY€ HECTaua y3arajibHEHHMX Mpallb 3 aHali3y
UKy JOHAaTOPCHKUX TOPTPETIB y CHUCTEMI (PPECKOBOTO >KUBOIKCY IEYep
Jlyabpxyany. Yce 11e 3yMOBJIIO€ aKTyaIbHICTh JaHOI (paxoBoi poOOTH.

06 ’ekmom 0ocnioxcenHsi € JOHATOPCHKUA YMH y CTIHOINHKCI KUTAMCHKOTO
XpaMoOBOTro KOMIUIEKCY medep JlyHbXyaHy, a npeomemom — THUIIOJOTIUHI
XapaKTEepPUCTUKH, KOMIIO3UI[IHHA CTPYKTypa, 1KOHOrpadiyHli Ta CTUIICTUYHI
OCOOJIMBOCTI JIOHATOPCHKOTO TMOPTPETYy Yy cHUCTEM] (HPECKOBOTIO >KUBOIUCY
JyHpxyany.

VY nucepraiii po3riasHyTO MICIE 1 POJIb TOHATOPCHKUX MOPTPETIB y CUCTEMI
(dpeckoBoro xuponucy neuep yHbXyaHy, AOCIIHKEHO MTUTaHHS 1HAWBIAyaTi3aiii
Ta TepcoHidikaiii 300paxeHb ICTOPUYHUX TOCTAaTeH; BUSIBJICHI KOMIO3UIIINAHI
NPUIHOMH  pO3TallyBaHHS TOPTPETIB JKEPTBOJABIIIB Y 3arajibHIl CTPYKTYypi
PO3MHUCIB Ta JOCHIIKEHO 3MIHHM Y penpe3eHTallli JaHOTO CIOKETY MPOTIATOM YChOTO
nepiony icHyBaHHs JlyHbXyaHy, BU3HA4€HO €TalM PO3BUTKY, 1KOHOrpadiio Ta
(bopMalIbHO-CTHIIICTHYHI 3aCaJ MOPTPETIB )KEPTBOJAABLIB SIK OKPEMOT'O LUKIIY Ta
KaHPY; 3A1MCHEHO KOMIUIEKCHY CHUCTEMAaTH3allll0 PO3PI3HEHOTO MaTepiaily, sIKAu
CTOCY€TbCS BIIOOpaXeHHsI JIOHATOPCHKOTO 4YMHY B po3nucax JlyHbxyaHy;
PO3LIUPEHO AOCIIKEHHS COLIAIIbHOTO TUIAXy JIOHATOPIB Ta MPOJIEMOHCTPOBAHO
3aJIeKHICTh MacmTady TMOPTPETy BiJl COMIAJBHOTO TIOJOKEHHS JOHATOPA;
3MIMCHEHO aHalli3 HallOHAJbHO-€THIYHUX PHUC 1 KYJIBTYpPHHUX O3HAK Yy
pernpe3eHTallii 1aHOTo UKy CBITCHKUX MOCTaTEeH.

Poborta ckmamaeTbcst 31 BCTYIy, TPbOX pO3AUIIB, BHUCHOBKIB, MEPEIiKy

BUKOPHUCTAHUX JIKEPEI 1 JOAATKIB (TabIuLb Ta anb0OMy LIHOCTpaIliif).



Y nepwiomy po3oini BUKIAnEHO pe3yNbTaTd aHalizy (axoBoi JTEpaTypH,
HABEJICHO JDKEpeNbHYy 0a3y Ta OOTpyHTOBAaHO MeToau AociimkeHHs. [[o koma
poOJIEeMAaTUKH 3TyYEHO 3arajlbHOTEOPETUYHI HAyKOBI1 Mpalli 3 iCTOpii KyJbTYpH
Kurato, siki JO3BOJWIM PO3TISHYTH BIUTMB OyIau3My Ha (OpMyBaHHS CHEIU(piKU
KUTAMChKOT CEPEIHbOBIUHOT KYJIbTYPH, sIKa MOCHpHsiia OyAIBHUIITBY YHMCICHHHUX
XpaMiB, — ILIEHTPIB PO3BUTKY MHCTELBKUX TpaJulliid, HacaMmiepes, (ppecKoBOro
xuBonucy. Bigznadueno, mo y criHomuci nedep JyHbXyaHy, MOMIXX BOTHBHHX
300pakeHb, PO3MOBCIOJIKEHUMU OYJIM CIOXKETHU 31 CBITCHKOTO KUTTS Ta MOPTPETU
KEPTBOAABIIB, 1eHTU]IKAIlISA SIKUX 3IIMCHIOETHCS SK 3a MIAMHCAMH Y KapTylil
O1J11 MOPTPETY, TAK 1 32 XapaKTEPHUM KOCTIOMOM IEPCOHAXKaA.

Busnaueno, mo neuepu JlyHbXyaHy 3a3HalM CYTTEBUX MOILKOKEHb BIJ
pPI3HOMaHITHHX 30BHIIIHIX (akToOpiB, IO OOYMOBHJIO MAacIITA0HYy KaMIaHIo
CTOCOBHO 1XHBOI KOHCEpBAIIli Ta pecTaBpallii MucTelbkux apredaxTiB. BipryanbHe
OOCTEXXEHHS Ta PEKOHCTPYKILIISI PPECOK CTAIM MOKIMBUMHU 3aBJSKU 3aCTOCYBAHHIO
CY4YaCHHUX KOMIT IOTEPHUX TEXHOJIOT1 3D-CckaHyBaHHS Ta MOJEIIOBAHHS.

Crnenudika TeMH J1aHOT HAYKOBOT poOOTH 3yMOBHIIAa (DOPMYBAHHS MemoOUKu
odocnioxcenns, aKka 0a3yeTbCsl HA MOEHAHHI 3aralbHOHAYKOBHUX (TEOPETUYHUX Ta
EMITIPUYHKIX ) METOJIIB JOCII/HKEHHS Ta CHeI[lalbHUX METO/IB MUCTEIITBO3HABYOTO
aHam3y (icropiorpadiyHuil OrJsA; ICTOPUKO-TIOPIBHSUIBHUN aHaMI3; XYyJT0KHBO—
Ictopuunuii  Meron Ta  QopManmbHO-CTWIICTHYHUN  miaxid.  KowmmekcHe
3aCTOCYBaHHS IMX METOJIB JIO3BOJUJIO MPOAHANI3YBATH 1CTOPUKO-KYJIbTYpHUN
KOHTEKCT CTBOPEHHS JOHATOPCHKOIO YMHY y (ppeckoBomy aHcamoOi JlyHbxyaHy,
BUSIBUTH THUIIOJIOTIIO Ta COIJIaJIbHUM THUMaX 00pa3iB, BU3HAYUTU KOMIIO3UIIIITHI
MPUIOMH PO3TAITyBaHHSI MIOPTPETIB KEPTBOJIABIIIB B CHCTEMI CTIHOMUCY, BUSIBUTH
iKoHOTpa(ito, MTOCHIAUTA CTHUIICTUKY Ta IUIACTUYHI O3HAKU JIOHATOPCHKUX
MIOPTPETIB.

Y opyzomy po30ini 3aiiicHeHO TIOPIBHSHHS OYIJIMCTCHKOI Ta XPUCTUSHCHKOI
1KoHOrpa1YHO1 TpaAMIIIi Ha MICTaBl perpe3eHTallli HUKITY JOHATOPCHKUX MOPTPETIB
Ta BUSBJICHI YHIBEpCAJIbHI KOMITO3UININHI TpuiioMu 300pakeHHs: OaratodirypHi

KOMIIO3HIIIi 13 PO3MILIEHHSIM MEPCOHAXKIB 32 TOPU3OHTAIBHUMU SIPYyCaMU-PEriCTPaMU



a00 31 CKJIQAHUM HamapyBaHHIM (iryp ofHa Ha ofHy (y 300pakKeHHsX modury abo
CIIyT); TUIOHIMHHICTD (PIryp; BiACYTHICTb MOBITPSHOI MEPCHEKTUBH; PO3TAIIyBaHHS
rmocrarell JOHATOpiB 00abid MaricTpaidbHOi cakpajdbHOi mocTaTi. BusHaueHo
NPUHIMIIOB] BIAMIHHOCTI BiIOOpaXXEHHSI JAHOTO CIOXKETy, Takl $K: CTHIICTHKA,
CTYIIHb JeTalli3allii, KUIbKICTh TOPTPETIB JOHATOpPIB, TEXHIKA BHUKOHAHHSA Ta
cnerudika 300pakeHHs HIMOIB (BiIMIHHI (hopMa, KOJIIp, PaKypc, KIIbKICTh €JIEMEHTIB
1 IPU3HAYCHHS).

Bim3Haueno, 1mo cxoxi 300pakajibHI NPUHOMH Yy HACTIHHHUX pO3IHUCcaX
BI3AaHTINCHKUX Ta OYIIMCTCHKUX CakpaldbHUX CIOPYZA CBiI4aTh MpO MEBHY
VHIBEPCAJIBHICTh ~ JIIOACBKOIO  COPUMHATTA, OCMHUCIEHHS Ta  BIJOOpaKCHHA
dutocodpebknx  KoHuemniii. BaxmuBuMm  (akToM  3aNMUIIAETHCS  JOTPUMAHHS
HAI[IOHAIbHO-ETHIYHUX, KYJIbTYPHHUX Ta KOHPECIMHUX TPaIULIIil.

BusHnaueHo, 1o y 1OHaTOpchbKUX moprperax JyHbXyaHy IPOCHIIKOBYETHCS
MIParHeHHs 0 HaTYPaJTICTUYHOCTI Yy Mepeadi eJIEMEHTIB KOCTIOMIB Ta MOPTPETHOT
CXO’KOCTI 13 KOHKPETHOIO 0CO0010, 1110 HaJla€ iM HE JIMIIIEHb XYI0KHbO1, a, TIEPII 3a
BCE, ICTOPUYHOI Ta pPENpe3eHTAaTHMBHOI IIIHHOCTI. JlocmipkeHHsT 300pakeHb
YKEPTBOJABIIIB HAJAI0 MOXIJIHUBICTh TOOAYUTH 3MIHY MOJM Ha odiliiiHe BOpaHH4,
3a4iCKH 1 MPUKPACH, BUSIBUTHU COIIaIbHY MPUHATICKHICTh JOHATOPA 332 XapaKTepoM
aTpuOyTIB Ta Jnerajeil oOpa3y. BusBiaeHo, 10 HAWYHCICHHINIUMHA TOMIX
NOPTPETIB MELEHATIB € 300pa)K€HHS WIEHIB MPaBISYMX JUHACTIH 31 CBHUTOIO,
MPEICTaBHUKIB apPUCTOKPATUYHUX KIJT y CYNPOBOJI CIIYT, YEHIIIB, YAHOBHUKIB,
BEJIbMOXK Ta IXHIX POAMH.

Komno3umiithuii aHam3 ctiHonucy mneuyep JyHbXyaHy NpOJAEeMOHCTPYBaB,
0 pempe3eHTAaIlisl JIOHATOPCHKOTO YWHY MPOWIIA NUIAX BiJ 1HCKPUII Ta
HE3JIIYEHHUX 300paKeHb HEBEIUKUX YHI(PIKOBaHUX (Iiryp 10 BEIMKOMACIITAOHHX
IHIUBITyali30BaHUX TOPTPETIB Ta 0araroCOTeHHWX Tpolecii. BuspieHi
KOMITO3UITIIHI CXeMH MICIb PO3TalllyBaHHSI JOHATOPCHKUX TOPTPETIB y TMedepax
JlyHbXyaHy: y HIOKHBOMY PETiCTpl CTIHOMKCY, Y CEPEIHIM YaCTUHI PO3NHCY Ta Y
BEpXHIi YacTUHI CTiH (HaJ JBEPHUM IMOPTAIOM). 3MiHAa MacmTabiB 300paKeHb Ta

iXHE MiCUEpO3TalllyBaHHs BKa3y€e HA 3pOCTaHHS BILIUBY JIOHATOPIB.



Y mpemwvomy po30ini BUSBICHO, O y TUTACTHII OYIIUCTCHKOI XYyT0KHBOI
TpaauIlli MPOCIIIKOBYETbCA MpPAarHEHHS 10 TEepcoHami3allii, peasiCTUYHOCTI Ta
neranizamii. IHauBigyanizaiis TOPTPETIB JOHATOPIB CBIAYWATH HE JMIIE IIPO
3pOCTaHHSI PIBHS MAaNCTEPHOCTI CEPEIHBOBIYHMX KHUTAMCHKUX MHUTIIB, a
3aCTOCOBYETHCS 3317151 MIIKPECIEHHS IXHBOI BIUTMBOBOCTI, COLIAJIbHOI CTaTYCHOCTI
Ta MpardeHHs 3aJUIITUTH 110 co01 CJIijT B iCTOPIi.

Ixonorpadis ¢iryp moHaTopiB, ixHI MO3uM Ta aTpHOyTHKA 3aCBIAYYIOThH
BUKOPUCTAHHS MOTHBY MOJMTOBHOTO 3BEpPHEHHS J0 OOKecTBa. Y IMKJIl 4YacTo
GirypytoTh KIHOYI TOCTaTi, SKI JEMOHCTPYIOTb TOTrOYacHy Moay. SIKio
300pakeHHsT 100M TmpaBiiHHA AuHAcTii TaH cBiA4aTh MNpPO PO3KBIT came
KUTaUChKUX XYI0XKHIX TPaJMIIiH, TO Mi3HIIIE, Koau JlyHbXyaH mianaaae mij] BIUIUB
HE XAHCHKUX MPABUTENIB, 1€ BIAA3CPKAIIOETHCA HA BIAMOBIIHUX 300pa)KEHHSIX
JIOHATOPiB. AJle BCi BIUIMBH TOEIHYIOTHCS B OJUH MYJBTHKYJIBTYPHUH MPOCTIP
JlyHbXyaHy, SIKMH caMme 3aBISKH JOHATOPCHKUM IMOPTPETaM CTa€ YOCOOJEHHSIM
BEJIMKOI KUTAChKO1 KYJIbTYPH CEPETHbOBIYYS.

AHani3 1oHaTOpChKOro 4ynHy (pecok JlyHbXyaHy J03BOJIMB Kilacu(iKyBaTH
MOPTPETH JKEPTBOAABIIIB 32 HACTYITHUMH IMPUKMETAMHU:

— KyJIbTYpHO-COLIaJIbHI O3HAKU (3a coyianvHum cmamycom: NpelCTaBHUKU
MPaBIIIYOl TUHACTII, AapUCTOKPATIs Ta BEJIBMOXKI1, 1HO3EMHI1 ITOCTH, BOEHAYAJIbHUKH,
MyJpell, YeHI, YEepHULl Ta MPOCTONIOAUHU; 3d HAYIOHANbHO-eMHIYHUMU mda
KYIbMYPHUMU O3HAKAMU. XaHIIl, TUOETIN, YUrypHu (XOoTaHIll, TypdaHili), MOHTOJIH,
Ka3axu, CIHbOCH, COTIINII; 3a 2eHOepHOI 03HAKOM. YOJIOBIUl Ta KIHOY1);

— CTPYKTYPHO-KOMITO3MIIIITHI O3HAKU (3a Kinbkicmio picyp: OJUHWUYHI Ta
OaratodirypHi; 3a Macumabom.: HaRMEHII 300paKEHHST y KOMIO3UIIIT (TTOPIBHSHO
13 CaKpaJbHUMU CIIEHaMU), MOPTPETU CEPEIHBOTO PO3MIpPYy (IOPIBHIOIOTH (Pirypam
0oaxicaTTB) Ta BEIMKOMACIITaOHI 300paKEeHHS; 3a Micyem pO3MAULYBAHHA. Y
HUKHBOMY PETICTpPi, Y CepeHIN YacTHHI PO3MKCY Ta Y BEpXHIN YacTHHI CTiH (HaT
JIBEPHUM TIOPTAJTIOM);

— ikoHorpadiuni Ta GOPMATBHO-CTWIICTHYHI O3HAKU (3a cmyneHem

iHOugidyanizayii: Hamucu 3 1IM’AM 0€3 MOPTPETHOTO MAaJlOHKa, YHi(iKOBaHi



MOPTPETH, TUII30BaHI 300paKeHHS Ta MOPTPETU 3 JETAIBHOIO MEepPCOoHI(pIKaIlETO;
3a pienem Oemanizayii: y3arajlbHEeHI posnucu (1m0 mepioxy TaH) Ta mopTpetd 3
BUCOKHMM DIBHEM JeTajli3allli; 3a xapakmepom JHCUBONUCHOI MaHepu: TUIONTUHHI
300paKCHHS Ji¢ TepeBaKa€ JIHEApHICTh 1, MOEAHAHHS JIHIMHOTO MAaJOHKa 13
KOJIbOPDOBUM  CHJIyeTOM) Ta 00’eMHl 300paxkeHHs (crpoOu 00 ’€MHOTO
MOJIeTIOBaHHs (popMu).

JlochipkeHHsT UKy JOHATOPCHKUX TMOPTpETiB y criHomuci [lyHbxyany
HAJ1aJI0 MOKJIMBICTh BUSIBUTH OCHOBH1 IPUHITUIIN IXHBOI pErpe3eHTallli:

— npunyun inousioyanizayii ma nepcouighixayii. Peami3yeTrbcs depes
IPUIAOMH BIJIOOpaXEHHSI HAI[lIOHAIBHO-€THIYHUX 1 KYJbTYpPHUX O3HaK (pucu
o0NMYYs, XapakTep HalllOHAJIBHOTO BOpaHHS, CHUMBOJIKA), a TaKOX 3aBISKH
THCKPHUIILII 13 3a3HAYEHHSIM 1MEH1 JJOHATOPa, KOTr0 MOXOIXKEHHS Ta YECHOT;

— npuHyun penpesewmayii coyiaibHo2co cmamycy. BTIIOETECA dYepes
MaciTad 300pakeHHs (BIAMOBIIHO JI0 1€papX1YHOTO MOJIOKEHHS KEPTBOIABIIS) Ta
MOJICJIIOBaHHSI aTpuOyTIB Ta MpPHUKpac, L0 CBIAYaTh MpPO CTATyc JOHATOpa
(HampuKIal, KOPOHa);

— npuHyun emoyitHo2o 3abapenents. lIpOCTIAKOBYETbCS y TPYHNOBUX
MOPTPETaX, JIe )KEPTBOAABII BiOOPaKAOTHCS 3 JKMBOIO MIMIKOIO Ta JUHAMIYHUMU
)ecTtaMu. B ouHUYHUX mopTpeTrax oOJWYYs TOHATOPIB, IXHS MOCTATh, KECTH Ta
MIMiKa BTUTIOIOTh CIIOKiH, JyIIEBHY BPIBHOBAXXEHICTh Ta PEITIHHY BIJAAHICTb.

[IIupoka BapilaTUBHICTH JIIHEAPHOTO MAJIOHKA, P13H1 KOJOPUCTUYHI CXEMH Ta
MIIXOAW 70 pernpe3eHTalli nocratei AoHatopiB y ppeckax JlyHbxyaHy cBig4aTh
MpO 3pOCTaHHS PIBHA  XYAOKHBOI MAWCTEPHOCTI  KUTAWCHhKUX  MMUTIIIB
CepeHbOBIUYS ¥ MIACWICHHS YyBaru /A0 JOHAaTOPCHKOTO LHMKIY B LIJOMY.
Buznaueno, mo y mnepioa panHix [liBHIYHUX AWHACTIA 300pa)X€HHsI JIOHATOPIB
BiJIiIrpaBaIv APYTOPSAHY POJIb Ta OyJIM THUITI30BaHUMHU (BITypaTUBHUMHU (PpHU3aMHU,
TO Yy MI3HIIIMNA Mepio po3BUTKY cTiHOMUCY JlyHbXyaHy MOPTPETH KEPTBOAABIIIB
CTalOTh OJHUM 3 HANTOJOBHIMIMX CIOKETHUX LUKIIB cTiHOMHUCY. Lle miaTBepKye 1

30UTBIIIEHHST MacmTabiB 300pakeHb, 1 3POCTAaHHSA PIBHS I1HAMBIAyami3allii Ta



nepcoHigikamii 3 aKUEHTYBaHHSIM Ha HalllOHAIBHO-CTHIYHUX pHCAaxX Ta
COIIATIBHOMY CTaTyCl, 1 CIpoOr MoeoBaHHs 00’ €MHOT (hopMH.

CaMe aHami3 JIOHATOPCHKOTO IMKIY PO3MHUCIB Haja€ HAMIIMPIIUN CHEKTP
iHpopManii Tpo KUTAHCBKY KyJIbTYpPY CEpeIHbOBIYHOI J00M Ta pPO3KpUBAE
(eHoMeH OyAIUCTCBKOIO XpaMOBOTO MaJspcTBa M MHUCTENTBA B IUIOMY Ha
IPUKIAJl KOMIUIEKCY nieuep JyHbXyaHy.

Karouosi ciioBa: /lyHbpxyaH, XpaMmoBe MajsipcTBO, (ppecka, HOHATOPCHKUIH

MOPTPET, PErpe3eHTAIlis, TUIIOJIOT1s, KOMITO3HIIis, IKOHOTpadisl, CTHIIICTHKA.



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 Awrts,
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 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, 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,
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
donor 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 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
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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