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Uzpnatenbcko-nonurpaduyeckunn iHCTMTYT HaumMoHanbHOro TeXHMYeCcKoro yHuBepcureTa YKpamHbl
"KneBCcKkui nonmMTexXHU4eckMin MUHCTUTYT MMeHn U. Cukopckoro”
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KAPUH ANbBTEIEH KAK UCCNEQOBATEND "ONIUTENbHOMO CTPAQAHUA": KYNIbTYPONOMMYECKUA AHANNU3

B cmambe ocywecmensiemcsi Kysbmyposio2udeckuli aHaiu3 pomaHoe "Cmbid” u "lpedamenscmeo” uzeecmHoz2o weedckozo nucamensi Kapun
AnbemeazeH, KOmopkble s18J1s1F0MCS MPUMEPOM HO8020 UCKyccmea, npuwedwezo Ha CMeHy UcKyccmey "nocm-", 4mo ebipa. 51 8 8038PaleHUU K Kay-
3anbHocmu, omob6paxeHuro delicmeumesnibHOCMU 8 Ue/IOCMHbIX, KOHKPEeMHO-4y8CmeeHHbIX, XydoxecmeeHHO-8bipa3umesbHbIX ¢hopmax. B pomaHax
maioke ebisierieHa meHOeHUuUsi CoeOUHEeHUs1 8 HOBOM UcKyccmee (“npomouckyccmee”) npobnem ¢hyHOameHmManbHOU OHMOJI02uUu, rcuxoaHanusa u udeu
"uHmezpanbHO20 2ymaHuU3Ma" Kak criocoba ebixoda u3 "dnumesibHo20 cmpadaHus". Ommedyaemcsi, Ymo pomaHbl K. AlbemezeH s18/1s1romcsi CrI0XKHOU,
acmemuyecKku opaaHu308aHHOU cucmemoli CMbICII08, KOmopble npedrnosiazaom "MHOXecmeeHHoe KodupoeaHue", opaaHU4YHoe eryiemeHue rcuxoaHa-
Jnumuyeckux udell, 8 YacmHocmu ¢heHoMeHa mpaembl, 8 KOHUenyuro gpyHOameHmasnbHol oHmosio2uu M. Xatlidezzepa.
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KARIN ALVTEGEN AS RESEARCHER OF "ONGOING SUFFERING": CULTURAL ANALYSIS

The article deals with the cultural analysis of the novels "Shame" and "Betrayal” by the famous contemporary Swedish writer Karin Alvtegen,
which are an example of a new art that has replaced the art of "post”. "New art" is expressed in the return to the subject-object coherence, the re-
flection of reality in holistic, specifically-sensual artistic and expressive forms.

The novel "Shame" is a psychological thriller where the author tells about the fate of three women - Monica, May-Britt and Vanya Turin. All three
of them (independently) feel ashamed for their whole lives because of the events they had experienced during their childhood or youth, and this
feeling, in its turn, influenced their behavior, and determined the subsequent attitude to people and life.

In Alvtegen’s novel "Betrayal” she describes the psychological state of all the heroes, who, as it turns out, are both victims of betrayal and the traitors. Simul-
taneously, the author develops the topic of devastating revenge and the dilemma of forgiveness-non-forgiveness. In the end, the author inclines to the first variant,
which helps to overcome a psychological trauma - "a trauma of betrayal". For the heroes of Alvtegen, betrayal and vengeance are the phenomena of the same tier,
and both bring unbearable mental pain, and all characters have a constant internal dialogue with it. "Trauma of betrayal” rules over the author’s characters, who
do not realize what drives them. According to Sigmund Freud, this trauma separates a person from the surrounding reality, closes him/her on itself, and, at some
point, brings satisfaction. However, if Freud’s "trauma" is constructive even in case its consequences are abnormal, the damage it caused is compensated, even
though in a neurotic way. Yet, for the heroes of Alvtegen, the trauma takes away human ability to act, induces a negative belief in oneself or in others, and, at the
same time, it is a trial given to a person, a kind of initiation. None of the characters of the Swedish writer can pass this initiation. As a result, the lives of all charac-
ters are ruined. Hence, having appeared in the world due to the trauma of birth (according to O. Rank), experiencing various types of traumas during life (S. Freud,
C.G. Jung, A. Adler, S. Spielrein, J. Lacan), the vector of behavior depends on a person.

The novels by Alvtegen showed the tendency to combine the problems of fundamental ontology, psychoanalysis, and the idea of "integral hu-
manism" in the new art ("proto-art”) as a way to escape the "ongoing suffering." It is noted that the novels by Alvtegen are a complicated, aestheti-
cally organized system of meanings that involve "multiple coding", organic interweaving of psychoanalytic ideas, in particular, the phenomenon of
"trauma" into the concept of the M. Heidegger fundamental ontology.

Key words: Dasein, shame, fear, betrayal, trauma, suffering, caring, "integral humanism", "proto-art".
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BEING IN COUNTRYSIDE CULTURE AND ART:
THE PERSPECTIVE OF LITHUANIAN PHILOSOPHY

The article analyses Lithuanian philosophy of Being in countryside culture and art. Lithuanian philosopher A. Sliogeris following Martin Heidegger is in onto-
logical longing for grasping Being outside the city in a countryside and in visual art of painting that expresses Being in nature. French painter Paul Cézanne
serves to him as an example of such effort. The picture of a pine tree is supposed to have more intensity of Being than the original pine tree in Provence where
Cézanne painted it. If Heidegger’s example of Being in painting was Van Gogh’s pair of shoes, so Sliogeris’s example is Cézanne’s pine tree.

The critique of the article is based on the argument that Heidegger and his Lithuanian follower Sliogeris were not concerned with how impressionistic con-
cept and painting technique evolved and how it remained only one art concept out of many. Heidegger used Van Gogh’s pair of shoes and Sliogeris used Cé-
zanne’s pine tree for the purpose of illustration of their art philosophy of Being; however, such approach neglected that these painters belong to only one school
of European painting history of impressionism, therefore, it is unjust to glorify them as the only ones to be capable of expressing Being in painting.

Key words: Being, thing, Heidegger, Sliogeris, Alpha reality, Omega reality, countryside.

Formulation of the problem. The Lithuanian Philoso-
pher Arvydas Sliogeris has expressed his cultural prefer-
ences for provincial countryside nature instead of cosmo-
politan city in his art philosophy, which is inseparable from
his philosophy of Being. Since he finds Being in the nature
untouched by hominization — civilizational meanings — true
art for him is the one that reveals Being. Being or the inten-
sity of Being in a painting is the criteria of aesthetics.

Analysis of research and publications A. Sliogeris in
Lithuania is already a living classic; however, it has to be
noted that he is controversial and very often a target for
critique. Moreover, as it will be argued in this paper, hardly
he is original, because the influence of Martin Heidegger is
too obvious, permeating his thinking.

Purpose of the article. Even examples provided come from
the same period of impressionism: if Heidegger chose Being in
shoes painted by Vincent Van Gogh, so Sliogeris chose to
search for Being in a pine tree painted by Paul Cézanne. Both
paintings with a reference to countryside environment.

Exposition of the main material of the study.

Un-mediated Alpha reality world in Sliogeris philosophy

Sliogeris resistance to the mediated technological world
and his philosophical longing for pure Being uncontami-
nated by cultural meanings made his philosophy extreme
as he went a bit further than Heidegger. If Heidegger in
Being and Time tried to explain how Dasein understands
its Being in mediated world by equipment with the ascribed
meanings of “in order to” for the purpose of preservation of
existence when nothingness is active (Das Nicht nichtet)
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and, if Heidegger finds Dasein in spatiality mode navigating
through spacial organization (e.g. furniture arrangement)
as the way of our existence, thus, answering not what Be-
ing is, but how Being is in mediated space and time [2].

Sliogeris is not interested in how mediated Being is, instead
he is interested in how un-mediated Being of Alpha reality is
and where it is to be found. Unmediated Being of Alpha reality
is revealed in a countryside without uttering a word, because
words, meanings, language, culture belong to Omega reality
created by Homo sapiens, who hominized the Earth. Lan-
guage and its meanings mediate between a human and pure
Being in nature, whereas the aim of Sliogeris philosophy is to
seek Alpha reality without contamination of meanings.

Under strong influence of Martin Heidegger, Sliogeris is
in a constant search for Being both in art and in everyday
experience in a countryside where the objects of Being
would range from an oak tree to a potato in a dirty soil.

His criterion for good art is, of course, expressed Being
by an artist. As if Being could be measured, the Lithuanian
philosopher glorifies Paul Cézanne’s painting of a pine tree
in Provence region (France) as well as an oak tree that he
finds in Lithuanian countryside wishing to enter the tree’s
Being without any mediation of language, without utterance
of the word “oak®. [4, p.101].

By the same token he celebrates picking up a potato from
the arable dirty land, lifting a potato up from black dirty sail,
since in this way he avoids hominization — imposed cultural
meaning by humans on nature and its natural world. By using
such logic, Sliogeris updates the concept of humanism. For
him humanism then is to be found in a countryside without
cosmopolitan city life meanings and mediations of technolo-
gies and cultural signs, without mass media and without ad-
vertisement, without estrangement in consumerism based
relationships. Humanism is to be found in relation to un-
mediated countryside Alpha reality. Therefore, humane art is
the one that bespeaks of pure Being in Alpha reality.

Heidegger-like approach to Being in art

In the second part of the book Thing and Art, Sliogeris phi-
losophizes about Being in a Heidegger-like approach. The
Lithuanian philosopher is conceptually and visually seduced
by Paul Cézanne’s painted pine tree. He is impressed by this
painting to such a degree that believes that the picture con-
tains Being of that pine tree. The aesthetic value of such
Paul Cézanne’s pictures as Mont Sainte-Victoire with Large
Pine (1887) or Mont Sainte-Victoire and the Viaduct of the
Arc River Valley (1885-1887) is in the expressed Being of
the pine tree. The aesthetic value for Sliogeris is in the
revelation of how a pine tree exists on the hills of French
Provence region. Thus, Cézanne becomes an ontological
painter, i.e. the painter of Being. Then the painting of the
pine tree growing on Mont Sainte-Victoire is not a copy of
the real pine tree in Provence, and it is not a representation
of a real thing, but it is the thing in itself, because the pic-
ture really contains the Being of the tree. Therefore, the
picture is no longer a picture, but das Ding — the thing,
which contains Being of the tree. Hence the title of Slio-
geris book — Thing and Art.

At this point it is important to explain that the thing here is
the one that Immanuel Kant had in mind — das Ding, which is
available for comprehension of human mind only in space
and time conditions, but without space and time conditions
the thing in itself is unperceivable. Human mind cannot know
what is das Ding an sich without space and time.

When Sliogeris talks about Being of his favorite pine
tree, he also talks about how that pine tree is in itself. Thus,
he uses ontological concept pine-tree-ness in order to phi-
losophize how Being of the pine tree is revealed by Cé-
zanne. But how to grasp pine-tree-ness? How to reach un-
mediated Alpha reality of the pine tree?

Sliogeris basically continues Heidegger’s art philosophy in
The Origin of the Work of Art [1]. For Heidegger artistic crea-
tion has its created-ness. This created-ness “installs” Being
into the picture and it becomes das Ding with its Being. Fol-
lowing such Heidegger's idea, Sliogeris argues that Cé-
zanne’s picture becomes a thing not because it has frames
and canvas to be hanged for an exhibition, but because the
picture has its own existence of the pine-tree-ness.

Heidegger used a different picture to illustrate his thought. It
is a pair of shoes painted by Vincent Van Gogh. Accordingly,
the shoes are painted in such a way that they reflect the world-
view of a peasant — the shoes are heavy, which indicates a
slow walk and heavy walk through dirty soil, twisted skin of the
shoes indicate moisture and peasant’s exposure to rain, expo-
sure to harsh wind, yet also indicating the peasant’s endurance
while walking through the soil for harvest. This picture of shoes
supposedly shows the soles of the shoes which disclose lone-
liness while walking long distances in the evenings gazing at
the sunset. The shoes re-echo a howl of land. Through the
equipment of shoes we feel sighing of a peasant, who is not
sure whether he will have bread. The twisted and worn-out
shoes belong both to the dark arable land and to the peasant’'s
harsh life conditions, his environment of the land.

In such a way the picture of a pair of shoes is no longer
just a painting, but the picture of shoes in which those shoes
are animated. Those shoes bespeak of the peasant’s life
reality disclosing his Being. Through the everydayness of
countryside life we encounter Being of the shoes.

Not coincidentally Lithuanian RumsiSkés ethnography
museum in the Lithuanian language is called the “museum
of the Lithuanian folk household” [in Lithuanian “Lietuviy
liaudies buities muziejus”]. The idea of this folk household
museum is to show how people lived and what forms of Be-
ing people in the 19" century experienced via their house-
hold. The equipment of household indicates the forms of
Being. Kitchens with a furnace, dominance of wood that you
see in wooden eating utensils and wooden house architec-
ture indicate closeness to household level Being, un-
mediated by technologies, electronic devices. In this mu-
seum of household the tourist guides do to not refer to the
philosophy of Heidegger's Being, however, the whole idea is
to demonstrate Lithuanian folk modes of Being through the
lenses of their household tools. Van Gogh type shoes would
certainly find a proper context in such a museum.

Sliogeris, however, interpreting Cézanne's painting of
the famous pine tree, emphasizes that the pine tree’s Be-
ing is in the nature on the hills of Provence, not in Paris,
not in a city. At first glance it seems that the Lithuanian
philosopher stays away from household level, because the
focus is on the nature’s landscape; but once Sliogeris
starts also emphasizing biographical fact of Cézanne that
he preferred rural province instead of city life, we cannot
help but notice the promotion of countryside village culture
as superior to cosmopolitan city culture.

Sliogeris celebrates that Cézanne used to say to his
friends that he is not a Parisian. That comes as an
indication of Being against hominized Omega reality. If he
does not identify himself with a city person, then he
chooses an identity of a provincial person. The latter is
supposed to be pro Alpha reality, i.e. proun-mediated
countryside reality. Thus, Sliogeris with great enthusiasm
exclaims that Cézanne was a provincial person by birth
and by his professional calling [3, p.185]._

Following the footsteps of Cézanne, Sliogeris also does
not want to indentify himself with Vilnius (the capital of
Lithuania); he chooses to identify himself with a
countryside where he participates in potato harvest picking.
In his other book titled Potato Metaphysics, he glorifies a
potato that he finds in the countryside’s dirty soil, which to
him smells of flitch meat — natural countryside food as a
contrast to city restaurant culture.
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And that is along with the line of Being of the pine tree on
a hill in the countryside of Provence, because the pine tree is
not in Paris surrounded by buildings, restaurants, gourmet
culture, which belongs to Omega reality of hominized world.
For the clarity sake it should be said that in the book Thing
and Art Sliogeris does not talk about Alpha reality. That comes
in his later book Alpha and Omega, and the example is of an
oak tree; however, his ideas about pure Being in a countryside
as opposed to mediated city world with hominized culture con-
tinued to develop in each of his books, therefore, it is reason-
able here to make a connection between his offered terminol-
ogy and metaphorical expressions.

Sliogeris calls our attention to the fact that Cézanne’s
pine tree is:

“If we tried to express in brief its contents, we may say that
the picture only shows, as if saying there stands a tree. Or:
this is a tree. And more simply: this tree. [...] We may add that
picture is called The Great Pine. It was created by artist Paul
Cézanne. [...] If a picture is showing a tree (like Cézanne’s
Great Pine), nobody will ever doubt that this is a tree and not a
lying woman. These truths are so elementary that it might
seem ridiculous, or maybe even indecent to mention them.
[...] there is at least one man who regards those banalities
and tautologies as neither banal nor tautological, nor do they
seem so matter-of-course as to some refined aesthetician or
to any other sophisticated person. This man is the painter
himself. With the passion, almost incomprehensible to a
stranger, fill the eyes bleed’, he looks at those simplest, most
banal things, makes them his “own saint’, (Van Gogh'’s
words), with no less passion transfers them to the space of a
picture. And how laboriously, painfully, obstinately, humbly,
and faithfully one must work so as to accomplish that banal
and elementary task: to double the tautology, once more to
state the elementary Being of an elementary thing, to make
the elementary sense of the simplest thing speak out of the
picture. And who would dare to ask the painter of painting an
undistinguished chair, table, or doddery old man: why are you
painting such a banality, don’t you have nobler, more interest-
ing, and greater subjects?” [2009: 80-81]

As we see from the quotation, Sliogeris highly values artis-
tic passion for elementary everyday objects. Great painting of
Cézanne and Van Gogh animated an undistinguished object
and turned it into a distinguished das Ding an sich. ...because
for those artists these “undistinguished elementary” things had
meaning of Being. Sliogeris says: “[...] a thing should mean
something, first it simply has to be” [3, p.81].

Unfortunately, to the author of this article, the picture of
the Great Pine Tree in itself does not contain Being of this
tree. | would prefer to argue that the picture only expresses
the feeling of the artist about Being of the pine tree, but the
picture itself does not contain the pine tree’s existence.
There is the idea of pine-tree-ness or there is an artistic
expression of the aura of the pine-tree-ness of the Great
Pine Tree, but not pine-tree-ness itself. The picture of the
pine tree of Cézanne only represents the original pine tree.

At this point it is highly important to notice that the word
“representation” is the one that Sliogeris and Heidegger
would avoid, because they are talking about the revelation
of Being of the original Thing, not about “representation” of
the original Thing. In the case of Sliogeris, he is talking
even about making Being in the picture more intense that it
is in the original pine tree on a factual hill in Provence.
Making Being more intense (sic!) in the picture is what
éliogeris values in Cézanne. Moreover, he even claims that
in that picture there is more Being than in the pine tree
itself. Accordingly, painted thing is not a hint for the real
Being of a thing, not an image of a thing, but real Thing,
more real than its original [3, p.148].

This is where Sliogeris seems to go further than Heidegger.

While the author of this article rejects a possibility to
create physical Being of a thing in a picture of painting,
nevertheless, what one may agree with is this creative ef-
fort and artistic intention to reveal Being in such pictures as
of Van Gogh'’s Pair of Shoes and of Cezanne’s The Great
Pine Tree, as Sliogeris calls it. However, this effort and
intension — no matter how creatively successful — do not
transfer Being from the original thing (original pine tree) to
a picture. Perhaps we could consider if interactive techno-
logical installations in combination with such a painting
picture would help to transfer Being of the original thing,
but Sliogeris would say that such interactive installations
destroy Being, because for him any installation creates
mediated world, destroys un-mediated Alpha reality

Hence we are also dealing with Sliogeris’s anti-media phi-
losophy. We should be aiming for unmediated experience of
Being, i.e. we should be gazing at the Great Pine Tree without
any mediated help as that would direct us towards Omega real-
ity of hominization in civilization, would bring us back to city life,
whereas the aim is to reach Alpha reality in a countryside.

Counterargument and the Case of Les Fauves

By continuing Heidegger's thinking, Sliogeris declared
Cézanne’s painting as civilizational top. Evidently for Hei-
degger Van Gogh’s painting also must be civilizational top
as he envisioned Being in the Pair of Shoes. What both of
them failed to recognize is the fact that Cézanne and Van
Gogh belong to only one out of many schools of painting.
And that school or branch in art is called impressionism or
even post-impressionism. Perhaps they would reply that
this branch or movement is the only “true” because its
painters revealed Being in their pictures.

But from the perspective of art history impressionism or
post-impressionism is only one chapter out of a hundred of
chapters. Van Gogh because of color intensity in combination
with emotional expression is regarded as the one who influ-
enced the development of expressionism. Cézanne with his
development in technical approach is regarded as the one who
influenced development of other movements, e.g. cubism.

Moreover, we should not forget that after impressionism
and expressionism followed fauvism — Les Fauves — as
even greater way of making color intensity using the tech-
nique of wild brush strokes and sometimes brutally squeez-
ing paint on canvas directly from a paint tube [5].

Having in mind that Van Gogh was regarded as revolution-
ary to such an extent that nobody would buy his pictures, then
the looming question is why even more revolutionary Les
Fauves are excluded from the hierarchy of artistic value? Is it
because their extreme paint application to canvas did not ex-
press Being? Most likely this would be the correct answer by
Heideggerian thinker Sliogeris, since he has provided a criterion
for the aesthetic value of a painting — intensity of Being. Then is
it not surprising that only one movement out of so many has the
privilege to “access” Being? But then why to omit the the fa-
mous painting of Edvard Munch’s The Scream?

Famous fauvists - Henri Matisse, Maurice Vlaminck and
Andre Derain — they provided the world of art with a
movement which at the beginning of the 20" century
seemed to be hooligan. Playful and wild approach to colors
provided inspiration for these artists. A famous example is
of the picture called “The Green Stripe“ (La Raie Verte),
which is the Portrait of Madame Matisse. The green line or
the green stripe in the portrait of Amélie Noellie Matisse-
Parayre shocked the world of art when Henri Matisse ex-
hibited the painting in 1905, because that green line went
down the nose dividing the portrait into two parts avoiding
the usual technique of creating shadows on the face.
Probably it has nothing to do with the “Being“ of Madam
Matisse, although, if the judgement depends on the phi-
losophy of a particular movement, thanks to the green nose
we have a paradigmatic case of fauvist painting where one
may find a particular form of Being of Madam Matisse.
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Making a hierarchy of art movements according to the cri-
teria of where is “more Being” is a very tricky art philosophy
business. Such philosophy shows to what an extent Heideg-
ger and his Lithuanian follower Sliogeris consciously selected
only one art movement for an illustration of their concept of
Being, while ignoring art history in its larger picture.

Conclusions.

1. Being in countryside culture and in art is illustrated
by the picture of Paul Cézanne of a pine tree following
Heidegger’s example of Van Gogh's pair of shoes.

2. Lithuanian philosopher Sliogeris is fond of Cézanne’s
biography and of his love for countryside, because it promotes
the concept of Alpha reality, which is pure Being without
meanings of language produced by human civilization.

3. Alpha reality is superior to Omega reality, because
the latter imposes civilizational meanings on the natural
things and on their Being.

4. Such philosophy of art has a clear aesthetic criterion — Being.

6. Heidegger and Sliogeris used Van Gogh’s pair of shoes
and Cézanne’s pine tree for the purpose of illustration of the
philosophy of Being; however, such approach neglected that
these painters belong to only one school of European painting
history and it is unjust to glorify them as the only ones to be
capable of expressing Being.
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BbITUE B CENbCKOM KYNbTYPE U UCKYCCTBE: MNEPCMNEKTUBA JIMTOBCKOW ®UNOCO®UN

B cmambe aHanu3supyemcsi numoeckasi ¢punocogpusi 6bimusi 8 cenlbCckoll Kynbmype u uckyccmee. Jlumoeckul ¢ghunocogh Apeudac Llinézepuc,
cnedys 3a MapmuHom Xalidezzepom, npebbisaem 8 OHMOI02UYECKOM cmpeMsieHuUU cxeamums bbimue eHe 20poda, & cesibckol MecmHocmu u 8
eu3yaslbHOM UCKyccmee )ugornucu, komopoe ebipaxaem Beimue e npupode. ®paHuy3ckull xueonucey, lMonb Ce3aHH cnyxum emy npuUMepoM e
makom cmpemsieHuu. KapmuHa cocHbl, Mo e2o MHeHuto, 0o/mKHa uMemb 6onbuwyto 2ny6uHy Bbimus, yeM opuauHanbHasi cocHa e [poeaHce, 2de
CesaHH ee nucan. Ecnu y Xaiidezzepa npumepom Bsimus e xueonucu 6bina napa 6awmakoe BaH Moza, mo npumep LlUnézepuca — cocHa Ce3aHHa.

Kpumuyeckuii nagpoc cmambu ocHosaH Ha ap2ymeHme, ymo Xalidezzep u e2o 1umoeckuli nocnedoeamerns LLinézepuc He Kacanucb Mo2o, Kak
UMMPEeCcCUOHUCMCKasi KOHUeNyusi U mexHuKa ueonucu pa3eusasnucb U KaKk ocmasack mosibko o0Ha XyO0oXecmeeHHasi KOHUenuusi u3 MHO2UX.
Xatideezep ucnonb3oean napy 6awmakoe BaH Noza, a llinézepuc ucnonb3oean cocHy Ce3aHHa 05151 moz2o, Ymobbl npoustocmpuposams ¢husio-
cogpuro uckyccmea 6bimusi. OOHako makol nodxod npeHebpezaem mem ¢ghakmom, Ymo o6a amu xyOdoxKHUKa npuHadexam o0HOU U Mol Xe WKo-
Jle 8 ucmopuu espornelickoll Xueonucu — UMNPEecCUOHU3MY, M03MoMy Hecrpagedslugo 8o3eesludueamsb UX KaKk eOUHCMBEHHO CMOCOGHbIX 8bipa-
3umb Beimue e xusonucu.

Knrodeesnle cnoea: buitne, Bewp, Xangerrep, LWnérepuc, anbta-peanbHoCcTb, OMera-peanbHOCTb, CenbCkasi MECTHOCTb.
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YHiBepcuTeT Bitayraca Benukoro
K. Donelaicio g. 58, M. KayHac, 44248, IlutBa

BYTTA B CINbCbKIA KYNbTYPI TA MUCTELTBI: MEPCNEKTUBA NIMTOBCbLKOI ®INOCO®IT

Y i aHanisy cs1 lumoechkKa ¢hinnocogpis 6ymmsi e cinbcbkKili Kynbmypi i mMucmeymei. Jlumoecbkuli ¢inocogh Apelaac Linboeepic,
cnidyroqyu 3a Mapminom laliderr'epom, nepebyesae 8 oHMos02iYHOMY npa2HeHHi cxonumu Bymms no3a micmom, e cinbcbkKili Micyesocmi ma y
gizyanbHoOMy mucmeymei xueonucy, sike supaxae bymms e npupodi. ®paHyy3bkull xueonuceyb llonb Ce3aHH cayxumb oMy npuknadom y
makomy npazHeHHi. KapmuHa cocHu, Ha lio2zo dyMKy, noguHHa mamu 6inbwy 2nubuHy Bymms, Hix opuziHanbHa cocHa e [lpoeaHci, de Ce3aHH
nucas ii. Slkwo y aiiderrepa npuknadom Bymmsi e xueonuci 6yna napa Yepeeukie BaH 02a, mo npuknad LLnbozepica — cocHa Ce3aHHa.

Kpumuyruii nagpoc cmammi 3acHoeaHuli Ha apaymenmi, wo laiiderr'ep i (io2o numoeckkulii nocnidoeHuk LLnsozepic He mopkanucs Moo, siK
po3eueasnucsi imnpecioHicmcbka KOHUenyisi i mexHika xueonucy i siKk 3anuwunacsi minsku o0Ha xy9doxHsl KoHuenuis 3 6azameox. aliderrep auko-
pucmoeyeae napy 4Yepesukie BaH No2a, a LLinboz2epic sukopucmoeyeae cocHy Ce3aHHa Onsi mozo, uj06 npoinrocmpysamu ¢inocogpirto Mucmeym-
8a 6ymmsi. OOHak makuli nioxio Hexmye mum ¢hakmom, ujo obudea Ui xyGoxxHUKU Hanexxamb Ao odHiei U miei » wkonu e icmopii eaponelicbko2o
)Kueonucy — iMnpecioHiaMy, momy Hecripagednueo 38esudysamu ix sik €QUHO 30amHux eupasumu Bymms e xueonuci.

Knroyoei cnoea: bytTa, piv, Mangerrep, LWnborepic, anbda-peanbHicTb, oMera-peanbHicTb, CiflbCbka MiCLLEBICTb.
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3BUPAY OBPA3IB: AHTOH 3AHBKOBCbKUMX TA MO0 MI®OJOria

Y cmammi, sika € 0GHOYacHO Ky/IbmyposIo2iYHO Ma JlimepamypHO-KpUMUYHO, po3asisidaembcsi ceim i Mighosozisi meopie nemep6yp3bK020 ma eo-
POHE3bKO20 NMUCbMeHHUKa AHMOHa 3aHbKo8CcbK020 (Hap. 1988), HamxHeHHO20 yKpaiHCLKOIO Ky/lbmypoto, agmopa pomanie "[eekanioH" (2015) ma "Bemow-
Huys" (2016), onyb6nikosaHux & simepamypHoMy xypHani "Heea". Lji pomaHu pyliHyromb 38u4HUll Yaco-npocmip, Habnuwxaro4u tio2o crpuliHamms Ao rnoya-
MKo8oi cuHaynsipHocmi, 3o 2paHUYHOCMi MOMeHMY HapoodxeHHs1 Bcecaimy. Teopyicmb aemopa nosepmae Yumaya-maHOpieHUKa y We He repexume MuHy-
ne, onucaHe AHApiem Binum, Bornodumupom Habokoeum, AHamosiem MapieHzoghom, Ocunom MaHdenswmamom, OnekcaHdpom Briokom ma iHWuUMuU — HeHa-
3eaHumu. O6pa3Hicmb meopie AHmMoHa 3aHbKOBCbKO20 rnocmaec Oesikoro 6e3rnocepedHbOI0 OHMoOsIo2icto — 3aedsiku ocobnueili Yymmesocmi ma malixe
minecHiti eid4yymHocmi mekcmy. Aemop eucmynae KosieKyioHepoMm eidyymmie i obpa3sie, nicriss 4020, OGHaK, 3a/uwaembscsl MopoXxHeya U nuxonimmsi-
6e3yaccsi, a nam’ssamb 3MiHrOEMbLCS1 3a6ymmsm. Lle mighonoezisi eiyHo20 pyxy, "monoepadpiyHoi amHesii™, ¢pnaHipyeaHHsi, nabipuHmy, eynuyb, opHameHmis,
apabecok, niHit, anto3iti, MuHyno20, GUMUHcMea, HocmMarnb2ii, )asro, 3aHErOKOEHHS1 INa CHOBUGHUX Mpill.

Knro4oei cnoea: obpasHicTb, "xaHpoBe NepeBepTHULITBO", rPaHNYHICTb, KiIHeCTesisl, OHTomoris 06paasy.
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