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GENESIS AND FEATURES OF THE STILL LIFE GENRE IN FINE ART

The evolution and significance of the still life genre in the visual arts, particularly in the context of the use of mixed
media in painting, is discussed in this survey. The study presents an analysis of the development of this genre, in particular,
changes in terminology and artistic approaches to the depiction of everyday objects, labor, flowers, and fruits, as well
as the symbolic meanings given to them. In particular, it reveals how still life, initially perceived as a purely decorative
element, gradually transformed into a more conceptual genre with profound cultural and philosophical implications.
The study substantiates the importance of still life as an independent genre formed in Europe in the 16th—17th centuries.
It also emphasizes its development under the influence of changes in artistic priorities, when the realistic depiction of
objects became an essential aspect of artists' work. It is found that in the first half of the 17th century, specific terms were
introduced in Dutch painting to denote different types of still lifes, such as “ontbijtjes” for breakfasts, “bloemstukken” for
flower arrangements, and “visstukken” for fish images. These terms emphasize the diversity of approaches to composition,
which reflects the genre's evolution. Subsequently, at the end of the 17th century, the general term “stilleven” began to be
used, which made it possible to conceptualize the genre into a single category. The article also explores using color as one
of the artist’s primary expressive means. The study revealed how coloristic practices changed from illusionistic to more
abstract, where color plays a metaphorical role, rather than just reproducing the real world. The article focuses on the
meaning of color and light in painting, particularly their interaction, which determines the color of the work. It is found
that color in fine art creates visual reality and has a deep symbolic meaning, capable of conveying the artist's emotional
state and conceptual ideas. The study also examines the role of light in the context of chiaroscuro, emphasizing how light
and shadow interact to create the atmosphere of a work and enhance its expressiveness. Overall, the study presents a
comprehensive analysis of still life as a genre in fine art, particularly in its historical changes, symbolic load, and the
evolution of artistic techniques and expressive means, such as color and light.
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I'EHE3UC TA OCOBJIUBOCTI ’KAHPY HATIOPMOP
B OBPA3OTBOPHOMY MUCTELTBI

B cmammi posensanymo esonoyito ma 3HAUEHHA HCAHPY HAMIOPMOPMY 8 00PA30MEOPUOMY MUCMEYMSI, 30Kpemd 8
KOHMeKCMI BUKOPUCMAHHA MIUAHOI MeXHIKU 8 dcuonucy. B 0ocnioscenHi npedcmasieno anaiz po3eumiy yboco Heaupy,
30KpeMa, 3MIHU 8 MEePMIHOA02IT Ma XYOO0ACHIX NiOX00ax 00 300padiceHHs npeomemis nodymy, npayi, Keimis, niooie, a
MAKONC CUMBONITUHUX 3HAYEHb, WO OYIU iM HadaHi. 30KpeMa, 8UABILEHO, K HAMIOPMOPM, CROYAMKY CAPULIHAMULL K CYIMO
O0eKOPamMuBHULL eremMenm, NOCHYRO60 MPAHCHOPMYBABCsL 8 Oilbll KOHYENMYALbHUL JHCAHP 3 IUOOKUMU KYIbIYPHUMU |
@inococorumu imnaikayismu. B docnioscenni 061pyHmosano 6aiciugicms HAmMiopMopmy K camoCmitino20 JHCaupy, wo
cpopmyeascs 6 €sponi 6 XVI— XVII cmonimmsx, a makoxc akyeHmo8aHo Ha 1020 pO3GUMKY Ni0 GNIUBOM 3MIH ) XYOOIHCHIX
npiopumemax, Koy peaiicmuyre 300padxcents npeomemis cmaiio 8adciuUM dcnekmom meopiocmi mumyis. Busasneno,
wo 6 neputii nonosuni XVII cmonimmsi 8 2011aHOCOKOMY HCUBONUCY OV 66€0eHI cneyipiuHi mepmiHu st NO3ZHAYEHHS
PI3HUX MUNIE HAMIOPMOPMIE, Makux sk «ontbijtjesy ons chidamxis, «bloemstukkeny ons rkeimkosux rkomnosuyitl, i
«visstukkeny ons 306pasicens pubu. Lli mepminu niokpeciooms pisHOMAHimms nioxo0ié 00 KOMno3uyii, wo eidobpaicae
egonoyilo dcanpy. 3200om 6 kinyi XVII cmonimmsa cmag 6uKopucmosyeamucsy 3aeanvruil mepmin «stilleveny, wo das
3M02Y KOHYEeNnmyanizy8amu HCawp 68 €OUuHy Kamezopir. Y cmammi maxoxc 00CHiO#CYIOmbCs ACneKmu UKOPUCTIAHHS
KOIbOPY, AK O0OHO020 3 OCHOBHUX BUPA3HUX 3AC00I8 XYOOdHCHUKA. J{OCTiONCeHHs 003601UNO BUABUMU, K 3MIHIOBAIUCH
KOAOPUCMUYHI RPAKMUKU 810 LII03IOHICMUYHUX 00 OLIbU AOCMPAKmMHUX, 0e KOIp 8idiepac memaghopuuny poib, d He
Jue 8i0MeEOPIOE peanbHull ceim. Y cmammi akyenmosano Ha 3HA4eHHi KOIbopy ma CEIimid 6 JHCUBONUCY, 30KpeMd ix
63a€MO00ii, WO U3HAYAE KOOpUM Meopy. Busigneno, wo konip 6 06pazomeopuomy Mucmeymei He iuuie CmeopIoe GizyanibHy
peanvHicms, ane i Mae 2nuboKe CUMBONIUHE 3HAYEHH s, 30amHe Nepeodasamu eMOYiluHUll CMaHn ma KOHYenmyaivbHi ioei
Xy0oxcHuka. JlocniosnceHHs makoxic po3ensaode poib C8Imia 8 KOHMeKCmi C8imaomini, niOKpecarodu, K C8imuo ma mitb
83A€MOO0IiIOMb 0151 CMBOPEHHA ammocghepu meopy i NOCUNIEHHS 1020 BUPA3HOCMI. 3a2anom, 8 00CTIONHCeHHT NPedCmagieHo
KOMNJEeKCHUL aHANi3 HAMIOPMOPIY AK HCAHPY 8 0OPA30MEOPUOMY MUCeymei, 30KpemMa 8 KOHMeKCmi 1020 iCIMopudHux
3MIH, CUMBONIYHO20 HABAHMANCEHHSL, A MAKONC 8ONIOYLT XYOOICHIX MEXHIK I BUPAZHUX 3AC00I8, MAKUX K KOIIp I C8IMJI0.

Knrwouosi cnosa: namiopmopm, dcusonuc, Konip, KOIOpum, mom, 2eHe3uc, 06pazomsopie Mucmeymeo.

Problem statement. Still life, as a genre of fine
art, has a deep history and multifaceted content,
which has evolved along with the development of
artistic styles, techniques, and concepts. However, the
modern interpretation of still life requires a clear con-
ceptual apparatus that covers its essential characteris-
tics, aesthetic features, and methodological aspects of
creation. The lack of a single established terminology
and different interpretations of categories related to
still life complicate its study as an independent artistic
phenomenon. Systematization of theoretical aspects

of still life creation will contribute to their more pro-
found understanding, the development of methodo-
logical approaches to the training of artists, and the
expansion of scientific discourse on visual culture and
art research.

Research analysis. Many leading scientists in the
development of art have significantly contributed to
the development of theoretical foundations and prac-
tical aspects. E. Gombrich (Gombrich, 1950) reveals
aspects of mastering artistic styles, explores the work
of outstanding artists, and analyzes the changing
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conditions that influenced the development of art.
R. Arnheim (Amheim, 1974) explored the relation-
ship between perception and fine arts. In particular,
the author focuses on how we perceive form, color,
and composition in art and how artists use these ele-
ments to create effective visual images. L. Sotnyk
(Cotnuk, 2015) examines the role of color in fine arts
and its emotional and symbolic meaning. O. Baluta
(banyra, 2019) examines the development of the still
life genre in art. The author focuses on how this genre
reflected social, cultural, and historical changes, and
also reveals the role of still life in the artistic practice
of masters of different periods. P. Biletsky analyzes
the linguistic means artists use to convey their ideas
and emotions, and explores the role of color, line,
form, and composition (binenpkuii, 1973).

Purpose of the article. The purpose of the article
is to study the principles of creating a still life in mixed
media, in particular through the prism of the use of
color and light, as well as to clarify the changes in the
artistic interpretation of everyday objects and nature
that have arisen in the process of evolution of the still
life genre. The terminology and concepts related to
still life were analyzed based on prominent art his-
torians' works. Historical and theoretical approaches,
analysis, and comparison were used. The historical
and theoretical method was used to study the evolu-
tion of still life as a genre in the context of changes in
artistic priorities and terminology development. The
methods of analysis and comparison were used to
consider different periods of the development of still
life based on selected works of art to study changes
in the use of color, chiaroscuro, compositional tech-
niques, and other methods.

Presentation of the primary material. Art depict-
ing objects has long been an integral part of any work,
even before its transformation into an independent
field of artistic creativity. Depending on society's his-
torical conditions and tastes, objects participated to a
greater or lesser extent in creating an image, empha-
sized the artist's intention, and were defined by vari-
ous concepts. In the conceptual field of art history, the
depiction of objects is traditionally defined as «still
lifex.

As indicated in the terminology dictionary, «still
life» (French nature morte — dead nature; English
still life, German Stilleben) is a genre of fine art that
shows inanimate objects placed in a real everyday
environment and organized into a single group. Still
life depicts objects of everyday life, labor, creativ-
ity, flowers and fruits, game, and caught fish, which
are included in the context created by the artist. Still
life offers all sorts of possibilities — from illusionis-
tic «deceptions» that accurately reproduce the visual
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world to the free interpretation of things and endow-
ing them with complex symbolic meaning (Ilaciunamii,
2008).

In his work, E. Gombrich (Gombrich, 1950) ana-
lyzes the development of the still life genre in Euro-
pean art, paying attention to its historical changes
and the evolution of terminology. According to
E. Gombrich, still life as an independent genre was
formed due to a change in artistic priorities in the
16M—17% centuries, when artists began to pay attention
to the realistic depiction of the objective world. In the
first period of the development of still life, paintings
were classified according to their content. For exam-
ple, in Dutch painting of the 17th century, specific
terms are found to designate different types of com-
positions: for breakfasts in the style of V. K. Geda,
the term ontbijtjes was used, for flower still lifes —
bloemstukken, and for images of fish — visstukken.
However, a single general term covering the entire
genre began to be established only at the beginning of
the 18" century. The Dutch language used the expres-
sion stilleven (meaning «still life»), which was later
adapted into German as Stilleben. The French term
nature morte, meaning «dead nature», came into wide
use only in the 19" century. According to E. Gom-
brich, this change reflected the perception of still life:
from a purely decorative genre to a more conceptual
understanding of the objective world and its symbol-
ism (Gombrich, 1950).

In the context of the current study devoted to creat-
ing a still life in mixed media, which also involves the
use of painting tools, we will reveal the meaning of
this term. Unlike other types of art, painting embodies
images in colors. Painting is the art of a plane and a
single point of view, where space and volume exist
only in illusion (Gombrich, 1950). In the history of
painting, several systems of using color have devel-
oped. One of them is based on visual local color, on
the coloring of each object in accordance with its
color in nature or with the symbolic meaning of the
object; in this case, colors are compared with each
other, forming expressive combinations.

Another system is based on creating a coloristic
analogy to the real color of the object and the colors
of the environment: the application of paint to paint,
their transparency, the system of tonality, contrasts,
nuances, colored shadows and highlights, reflexes,
valors made it possible to determine the modeling of
the form and its position in space, the distance from
the viewer, the effect on the subject of light, atmos-
phere and their changes in the development of paint-
ing of the 19" — 20™ centuries.

One can observe the disappearance of local and
unchanging color, the victory of dynamic, changing
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color, fragmented into the main tones of the spectrum,
and then the transition to conventional color, to its
metaphorical meaning, to color expression, express-
ing the subjective world of the artist, and, finally,
to the color construction of the world and its forms
using contrasts, warm and cold tones and other means
developed in the course of the history of the develop-
ment of painting (bmtomina, 1973).

It is also advisable to reveal the essence of the
terms related to color graphics, coloristics, color
(English colour, French couleur, German Farbe) — the
property of any material objects to emit and reflect
light waves of a specific part of the spectrum; the
property of light passing through a colored medium
to perceive its color. In a narrow sense, color is under-
stood as a color tone (yellow, red, blue, etc.), which
determines the originality and nature of each given
color shade along with the color's lightness, satura-
tion, and brightness ([1aciunuii, 2008).

Color in art is one of the most effective artistic
means, allowing the artist to express the most com-
plex ideas and subtle shades of thought and feeling
(Cotcpka, 2016).

The inexhaustible variety of color in nature is based
on an infinite number of gradations of light and dark,
bright and faded, intense and soft within each tone,
on the mixing of color creating new tones and shades,
and on the interaction of the color of objects and the
changing environment. In a broad sense, color means
this complex and dynamic set of gradations, interac-
tion, mixing, and varying tones and shades. Color in
the plastic arts, reflecting the color richness of reality,
has exceptional capabilities and special functions aris-
ing from the nature of art (Gombrich, 1950). Over the
millennia of the development of the arts, complex asso-
ciations associated with color and symbolic semantic
meanings of color have been formed. All this makes it
the most direct, comparable to music, a means of com-
munication, and a way of transmitting emotions.

The visual function of color in art is based on the
richness of color in nature. Still, it follows its own
system, inevitably more limited in its capabilities,
since the paints used by the artist are much lower than
natural color in the range of luminosity, in the variety
of shades, in the intensity and brightness of tones.

Art compensates for this limitation by organizing
its color system, selecting tones and shades that make
up the colorful range, proportionally varying the
colors in luminosity, brightness, saturation (i.e., by
the amount of pigment in a unit of binder), using rela-
tionships, gradations, transitions of tones and shades,
color contrasts, primary colors and complementary
colors, mixing colors on the palette and optically mix-
ing them on the canvas (CotHuxk, 2015).
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The concept of light (English light, shine, French
lumiere, jour, lieht, schein) is related to color — elec-
tromagnetic optical radiation that includes the ultra-
violet and infrared regions of the spectrum, along
with visible radiation — light itself. Different bodies
and substances emit, reflect, transmit, and refract light
waves in other ways, which the eye perceives as var-
ious colors and their shades. The richness of the sur-
rounding world's colors and diversity is perceived due
to the different reflectivity (albedo) of the surface of
each body (ITaciunwmii, 2008).

The sensation of white color occurs when the rays
of all seven colors of the solar spectrum, which are in a
regular relationship (red, orange, yellow, green, blue,
and violet), are reflected and optically mixed (in the
viewer's eye). Black color is the result of the absorp-
tion of almost all rays of the spectrum. An object's
color tone is perceived because it reflects the rays of
the color of the spectrum, and others are absorbed
by it; passing through a transparent colored medium,
light rays combine their own color with the color of
the medium. As a result of reflection, absorption, and
refraction of light rays, chromatic colors arise, which
have a color tone different from achromatic ones —
white, black, gray.

In the plastic arts, light is understood as the more
illuminated parts of the work of art itself (if it is a
material object — a building, sculpture, object) or (in
painting and graphics) as the illumination of depicted
figures, objects, spaces. Light is also a depicted source
of lighting (sun, moon, candle, lamp, etc.). Light is
the most crucial element of chiaroscuro, which cre-
ates and determines all its features in combination
with shadow and penumbra. Directly, light is trans-
mitted in the work by increasing the lightness of color
and tone (Cotcrka, 2016).

The strength of light is expressed not only by the
luminosity of color and tone, but also by means of
contrasting and nuanced light effects and relations.

As arule, in painting the most excellent brightness
of light coincides with the most outstanding bright-
ness of color, but with significant exceptions: a bright
glare can be discolored, devoid of intense coloring; in
Venetian painting of the 16™ century, color reveals its
nature in penumbra (in light, the paint seems to fade,
discolor); in impressionist painting, strong sunlight
corresponds to a uniform distribution of pure colors
of the spectrum (Ilaciunuii, 2008).

The word color is the origin of the term (Italian
colorito, from Latin color — paint, color) —a system of
color tones, their combinations, and relationships in a
work of art. Color is one of the most important means
of emotional expressiveness in painting, color graph-
ics, and many works of decorative art. It is an essen-
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tial component of the artistic image, which evokes
emotions in response from the audience. The nature
of color is a kind of interpretation of the color rich-
ness of the world. It is determined by the era, style,
individuality of the artist, the features of his color
vision, and the general idea of the work. Color can
be warm (mainly red, yellow, orange), cold (primar-
ily blue, green, purple tones), calm and intense, bright
and faded. Lighting, including its color, plays a signif-
icant role in this (bmtomina, 1973).

There are systems of color based on local color, its
symbolic meaning, and systems based on the desire to
convey the fidelity of the color picture of the world —
space, light, and shadow, the materiality of the object
in its relationship with the environment: for this pur-
pose, tone, reflex, valence, unity of color, and chiaro-
scuro serve.

Fidelity of color is achieved by a particular rela-
tionship in the work of all color tones, comprehension
and generalization of the color system (correlation) in
accordance with the idea of the design, the mood of
the work, the laws of harmony, the complement and
contrast of colors, the features of the form of art, the
material and function of the works (binenpkwuii, 1973).

An essential factor in graphics is tone (fr. ton, from
the Greek tonos — emphasis, tension), which has several
meanings. It is interpreted as the initial, simple element
of chiaroscuro in nature and in a work of art: a measure
of lightness, light saturation of a separate visible area —
an aspect of form, a shadow or illuminated part of an
object. Since the range of light and shadow of color-
ing materials is incomparably smaller than natural, it
is impossible to reproduce tones in painting and graph-
ics by their exact copying from nature. In the work, a
proportional scale is created, not as in nature, but rich
in shades, in which the choice of chiaroscuro tone is
determined by the system of relationships between
tones, which creates the expressiveness of chiaroscuro
as a whole (bamyTta, 2019).

Tone can be understood as an element of color or
color in works of art: the quality of each color shade
corresponding to a separate area of nature or an image
in relation to the basic colors of the spectrum, which
expresses its specificity (e.g., lemon yellow, fiery red,
blue-blue). In painting, the expressiveness of a color
tone (as well as a chiaroscuro) is determined by its
relationship with other tones (binernpkuii, 1973).

In the system of painting that depicts the surround-
ing world, the system of color tones coincides with
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the corresponding system of chiaroscuro tones. The
general tone of a work of art generalizes and subordi-
nates all the colors of the picture, giving unity to the
colors. The paints in such a «tonal» are united by a
general tone (e.g., silver, golden, warm, cold, etc.). In
this sense, the meaning of the term "tone" approaches
the concepts of tonality and color gamut (Cotchka,
2016).

Valor (French valeur, literally value, dignity) is
an exceptional quality of a color tone in painting and
graphics, a shade of tone that contains a certain amount
of light and shadow compared to other shades. The
system of values in color creates a consistent, rich,
and complex gradation of light and shadow within the
same color, allowing you to achieve subtlety and soft-
ness of color relationships and transitions, enhancing
the feeling of the materiality of the world, the depth
of space, the interaction of objects, and the light-air
environment. The ability to use valor to depict figures
and objects connected with light and air was inher-
ent in such colorists as D. Velazquez, J. Vermeer,
J. B. Chardin, C. Corot, and V. Surikov.

Conclusions. Still life, as a genre of fine art, has
a multifaceted history, encompassing various artis-
tic stages and styles. Its evolution reflects changes
in social priorities, aesthetic views, and conceptual
approaches to the depiction of objects. Modern under-
standing of still life requires a clear theoretical justi-
fication and systematization of terms. Understanding
its essential characteristics, symbolic meanings, and
various ways of expression through color and chia-
roscuro is crucial. The study showed that still life has
developed from a decorative genre to a complex con-
ceptual form, where the depiction of objects acquires
a deep symbolic load, including through the color pal-
ette and chiaroscuro effects.

Color in still life is a means of expression and
essential to creating an emotional atmosphere: painting
techniques and color model volume, space depth, and
objects' interaction with the environment. The use of
mixed media in still life painting opens up new pos-
sibilities for the artist's creative expression, combin-
ing different materials and techniques to achieve the
maximum effect of a realistic or conceptual image.
A straightforward interpretation of terms such as color,
tone, and light allows you to create deeper artistic
images that actively interact with the viewer, increas-
ing the emotional expressiveness of the work and its
ability to convey complex concepts and symbols.
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