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Theatre Directing System
The Scope of the Concept

Pemncepcma CHCTEMA

Me>xi moHsaTTS

Abstract. In Ukrainian, the online search for “theatre directing system” provides over seventy thousand results, while the search for “the-
atre system” over four thousand, which is proof of these concepts to be quite widespread. However, comparing the content of the search
query is disappointing, as it reveals the oversaturation of art history with various terms that serve as shallow labels: different scholars
use these terms differently under different circumstances and in different periods. This can be illustrated with many examples, yet,
the most elementary would be the most telling: anyone can count the number of some objects, for instance, of apples in a basket,
as we know the features that distinguish an apple from a non-apple. Nevertheless, no proper theatre researcher or practitioner would
dare to name the number of theatre directing systems, as the boundaries of this concept are too vague. At most, what could be listed
is the number of popular, “iconic” systems; and yet, any given number would be true and false at the same time. The same is accurate
for the concept of an “artwork”: according to Marcel Duchamp, it is enough only to label any object as art and place it in the “art space.”
This paper addresses a “(theatre) directing system”: the history of the concept, its essence, and its features that define the scope of its use.

Keywords: history of theatre, history of directing, directing system, theatre system, method of directing, invention in art, discov-
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Introduction

Though in the time of war determining the scope
of art terms and concepts may seem slightly too academ-
ic, it is still relevant, as the pronounced repetition of both
art terminology (highly artistic work, great Russian culture)
and political memes (brotherly nations, good Russians, art
beyond politics, great Russian culture) is of the same na-
ture—Dbeing an imitation of reflection and its approximation.
The memes, including those promoting artistic discoveries,
great cultures, and universal theatre systems, are an instru-
ment of the war of cultures.

Aim of the paper
Therefore, the aim of this paper is to outline the fea-
tures of the theatre directing system. While the subject mat-
ter of this paper—a theatre directing system—is intangi-
ble, this nevertheless does not eliminate the need to set
the boundaries for this concept, as well as for the features
of a theatre directing system that define these boundaries.

Literature Review

Reviewing past literature on the subject is,
in fact, a choice of perspective: with a wider perspective
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encompassing all the previous classifications of theaters
(public and private, school and amateur, etc.) and a narrow
perspective including only the classifications of late-nine-
teenth-century and later ones, when theatre was com-
monly acknowledged as a separate art and director’s the-
atre emerged: theatre of imitation and theatre of feeling
(Konstantin Stanislavski), deadly, holy, and rough theatre
(Peter Brook), theatre of accentuated influence and of accen-
tuated manifestation, analytical and empirical theatre (Les
Kurbas). This list may be continued with the classifications
by Vsevolod Meyerhold, Pavel Markov, Yakiv Mamontov,
and other theoreticians or with the definitions such as aca-
demic theatre, art theatre, etc. (Klekovkin, 2010). This, is es-
sence, would not change the situation but will only reinforce
the point: the concept of “system” in theatre studies is used
haphazardly and, thus, is not a concept but a label-term
for demarcation of relatively unrestricted area of personal
semantic creativity.

The practitioners of theatre used the concept of a sys-
tem mostly in the sense of a method, i. e. the technique
and consequence of conducting the professional activi-
ty, a professional algorithm that may be recorded as such.
Les Kurbas utilized the concept of system in various

Artistic Culture. Topical issues. Vol. 19. No. 1. 2023
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meanings: as a general order (of aesthetic principles, oper-
ations); as a technique of acting; as a way of actor’s train-
ing; as a method of director’s work on a play. Therefore,
for the practitioners of theatre, “system” is primarily an al-
gorithm or a set of elements of the actor’s (Stanislavski)
or director’s (Kurbas) trade; for Stanislavski it was rein-
carnating and creating the life of the human spirit on stage,
for Kurbas—theatre show as a transformation, for Brecht—
alienation effect and, as a result, defamiliarized world, etc.

In the theatre history of the Soviet era, the first to at-
tempt adding a theoretical basis to this concept was Alexey
Gvozdev: according to him, a theatre system is a “... relation
between the form of the stage, the composition of the au-
dience, the structure of acting, and the nature of the nature
of drama that serves the viewer” (Gvozdev, 1926, p. 21).
Still, Gvozdev’s conception encountered a slashing criti-
cism, including that of Yakiv Mamontov, who considered
a theatre system to be “a coordination of artistic and tech-
nical factors (rooted in playwright’s or actor’s nature)”
that serves society by organizing its mass reactions (emo-
tional and ideological) (Mamontov, 1930, p. 26), while
the analysis the theatre system should be rooted in “ide-
ology and thematic range of a certain type of theatre sys-
tems” (Mamontov, 1930, p. 28), though in his earlier works,
Mamontov proposed a typology of the systems of Ukrainian
theatre that was far from this very criterion (Mamontov,
1926). Since the mid-1930s, the lexemes system and method
have been used uniquely with regard to Stanislavski’s expe-
rience and the socialist realism in the Soviet Union, with all
the others rejected as bourgeois, pernicious, etc.

However, this lexical unit failed to become a prop-
er term in European theatre studies as well, as it received
rather excessive interpretation (as a star cast, reper-
toire theatre, dramatic dynamics of a certain playwright,
lighting, wages, repertoire’s revenue, rehearsals, etc.) or,
on the contrary, a narrow interpretation, as it was with
the series of thematic papers on the system of stepped stage
by Leopold Jessner (“Jessner treppen <...> Jessner(‘s)
steps.” A system of stage levels or platforms, sometimes used
in expressionistic staging. Named for the German director
Leopold Jessner” (Bowman & Ball, 1961, p. 187) or papers
on Stanislavski method which was equated to Stanislavski
system (Bowman & Ball, 1961, p. 356). Some European
academic editions simplify the problem and use the term
system in a single meaning only: “System according to work
by K. S. Stanislavski is a system theory and methodolo-
gy of dramatic play, which is based especially on the ac-
tor’s work on himself” (Humar et al., 2007, p. 177). Patrice
Pavis offers a superacademic definition of a system (not
theatre directing but nevertheless a system), which is yet
very far from practice: “A stage system (or signifying sys-
tem) brings together a set of signs of the same kind (light-
ing, gesture, scene design), which establish a semiologi-
cal system of oppositions, redundancies, complementarity,
and so on” (Pavis, 1998, p. 362). Moreover, dramatic theory
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in English, with two terms wrongfully used as synonyms,
Method or System, most commonly signify Stanislavski
method, or Stanislavski system. Erika Fischer-Lichte,
Christopher Balme, Liudmila Sofronova, and others most-
ly use the term in a semiotic approach (without the tran-
scription of the meaning).

By comparing the most general formulas, it be-
comes evident that Stanislavski’s approach (theatre of feel-
ing and imitation) in its canonic interpretation is, in fact,
the narrowest, as it takes into account only the acting tech-
nique. Meanwhile, the formulas of Bertolt Brecht, Vsevolod
Meyerhold, and Les Kurbas are significantly broader
in scope, as they distinguish not only the acting technique
but also the practice of staging. These formulas are overly
generalized; thus, they are not applicable for defining the-
atre directing systems. Furthermore, in the practice of many
scholars, the lexical units theatre system and director’s sys-
tem are often used as synonyms, though there existed the-
atre systems in the pre-directorial theatre, during the times
of proto-directing. Therefore, it is more expedient to delin-
eate theatre systems (produced) by a collective tradition
and directing (personalized) systems, and, in addition, their
subsystems: types of roles, genres, etc. In order to avoid fur-
ther confusion, in this paper the two concepts—theatre sys-
tem and directing system—will be used as identical.

The method underlying this paper is based on one
of the key ideas of the theory of system and system analysis:
the foundation of any system is the crossroads—the situa-
tions of choice between different possibilities. The choice
made at these intersections defines the features of direct-
ing systems.

The working hypothesis for the concept in question
would initially be the formula: new directing system is a lan-
guage narrating the new world model that uses the new
means of creation and functioning of the language, world,
and their means of creation.

1. Hence, invention is the first feature of the original
theatre directing system (though originality is not a feature
of art, at least, it was not until the 18tk century).

2. Acknowledged by the artistic circles
and audience, directing system are often eponymous, inextri-
cably linked to the names of their creators, while in practice
the names themselves are sometimes omitted (as is the case
of (Brecht’s) epic theatre) or the term coined by a certain
director receives a much wider coverage (Piscator’s polit-
ical theatre). When the name of the author of the system
is starting to be used for mockery, it is also a sign of the pop-
ularity of a directing system, as it was with the Meiningen
Company (Meiningenism, Chronegkism), Stanislavski
(stanislavshchina, “the Stanislavski sickness”), Meyerhold
(meyerholdovshchina), Kurbas (kurbalesennia, kurbalesiia,
kurbasyzm, kurbasiada, kurbasivshchyna). Usually, these
systems were self-proclaimed, and later, as a result of various
reasons, including cognitive inertia, the status of a system
was entrenched. However, what about the directors whose
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practice was not labeled as a system?.. Should they be con-
sidered non-systemic? 1. e., Hnat Yura swore by Stanislavski,
still, the video recordings of his stagings show a discrepan-
cy between idolization and theatre practice that produces
a question if his shows are truly based on the Moscow Art
Theatre system? Or was he out-of-system?

3. Implementing a new world model, new language,
new way of their organization and functioning, the artist
(director) faces the terminology problem—when it is im-
possible to describe a new phenomenon within the system
of existing terms; this gives impetus for implementing a new
system of terms. The ones who coined new terms were:
Konstantin Stanislavski (theatre of feeling, theatre of imi-
tation, superobjective, inner action, tempo-rhythm, lure,
etc.), Bertolt Brecht (epic theatre, alienation effect), Vsevolod
Meyerhold (biomechanics, pre-acting), Jerzy Grotowski
(stage equivalent, total act, objective drama, transgression,
poor theatre), Eugenio Barba (pre-expressivity, scenic bios,
third theatre, barter), Les Kurbas (transformation, staying
in a role, turning the role “on” and “oft”, plan—principle—
aspect, etc.). The same was true for the traditional theatre
systems: the terminology system of the Ancient Greek the-
atre turned out to be of little use for the Ancient Roman
theatre, which developed its own system of terms, as did
subsequently the theatres of the Middle Ages, Classicism,
etc. Still, what mattered was not only the body of estab-
lished terms but also their origin: for instance, Brecht drew
attention to the mystical, cult-like nature of the lexicon
of the Stanislavski system, where an actor was a servant
of art, where the truth was a vague fetish, and faults were
sins, etc. Were these neologisms truly necessary, was it pos-
sible to do without them? It turns out that no; it was not
possible, as they were not synonyms but new functions,
forms, genres, methods, techniques, etc.

4. The newly emerged system of (theatre) directing
significantly corrects or implements a new function of theatre
art, forming a new status of art. It broadens the system of its
devices, techniques, genres, types of roles, methods of pre-
paring the show, and touring conditions. It also expands
the idea of theatricality and what theatre is, what it could
be, and what it must be. For instance, Stanislavski’s theatre
and the system implemented by him are functionally ori-
ented at recreating “the life of human spirit” of a certain in-
dividual, while the systems of Kurbas, Piscator, and Brecht
mostly study the behavior of a certain social type in a given
political situation. Similarly, the metaphor of art as a temple,
widespread during the second half of the 19th century, as if
priests worshiped some pagan deity, is substantially differ-
ent from the metaphors that circulated in Ukrainian theatre
during the 1920s—show factory, integrated-theatre-factory
of culture (teacombinat kultury)—and signified the change
of theatre functions.

5. Accordingly, the criteria of success were reviewed:
financial success, attention of certain audience (theatre
critics, colleagues, authorities), etc. During the late 19th

XyAOXKHS KyABTYpa. AKTyaAbHi npoGACMyL Bumn. 19.4.1.2023

e ]2 e

and early 20t centuries, for some artists, the number of fe-
male viewers who fainted during the show was a marker
of success, while Italian futurists would not imagine true
success without some scandal and physical altercation.

6. In the systems of different masters, the main mate-
rial of stage art also differs. In the 18th century, when the-
atre was not still perceived as an art of its own right, there
was no question about the material of art: as a tacit con-
vention, actors performing a dramatic play were considered
a main feature of theatre; however, by the end of the cen-
tury, the cult of “stars” evolves (the age of stars), of child
prodigies, of virtuosos, of touring performers that switch-
es the attention to the performers instead of performance
or a play. When theatre directing becomes an independent
profession, a division occurs: some artists, such as Kurbas
and his disciples, considered the actor’s body to be a ma-
terial of theatrical creativity, they categorized the materi-
al as “actor” and “not actor,” or even promoted the theatre,
“where the main element, main means is depicting ... evo-
lution of the conflict between abiding energies, either per-
sonified or linked to certain phenomena ... There can also
be not only the human theatre but also the animal theatre
as well” (Les Kurbas, 1988, p. 90). Meanwhile, the adepts
of psychological theatre were convinced that the main ma-
terial of a theatre act is an actor.

7. The technique of processing the material, which
is the most specific element in various theatre systems,
also undergoes changes. It includes: a) a working meth-
od and features of the organization of the rehearsal process
(stage-setting, run-through, read-through, action analysis,
etc.); b) an expected result or principle of actors’ performance
(masking, transformation, ease into the role, alienation,
staying in a role, etc.). This is one of the key elements that
reveals the specifics of the trade in the practice of a certain
director (for the features of rehearsal work in the practice
of different masters see (Klekovkin, 2017)).

8. Protecting its interests, every community initiates
various propaganda shows aimed, on the one hand, at glo-
rifying itself, and, on the other hand, at desecration and ex-
posure of the “enemy,” thus, at reinforcing the opposition
between “We” and “Them.” The path of stage art, its sys-
tem of genres and forms are defined by this confrontation.
The latter, mobilizing society, embodies the mythology
of its community—its value system, its sacred and forms
a phenomenon that Lloyd deMause introduced as “histor-
ical group-fantasies.”

9. Artistic activity is always determined by its envi-
ronment (political system, national traditions, etc.), time
(generation), events that are formative for the generation,
and by the respective conflicts—ethnic, political, and/ or gen-
erational. All of the above draws the scope of issues that
life and theatre have to address and find comprehensive
answers.

10. It is rare for the choice of play space (performative
space) to be random or based on technical aspects. Most
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often, this choice results from the cults (religious or secu-
lar) that the theatre engages the audience in. These features
of the cults define the chronotopes of the shows during each
era. In Ancient Greece, theatron had a cult nature, while
in the 19th century, there was a cult of pubs and coffee shops,
where the small forms of theatre developed. Some directors
preferred the the chronotope of the country estate, while
others opted for factories, dumps, backstreets, or aban-
doned factories. The popularity of theatre space depends
on the current forms of public communication and spaces,
where they can occur. For that reason, the established and fa-
miliar space of the 17th-century musical theatre is grounded
more into habit rather than the topical forms of public com-
munication. Therefore, it enters an undeclared conflict with
the cultural space, and art itself—as a component of cul-
ture—a conflict with the social dimension of culture.

11. The features of game space define the relations with
the viewers. This influences the formation of new genre sys-
tems and, hence, new relations with the audience, as well
as the rules of conduct of the viewer in the theatre, and his role
expectations (the viewer’s etiquette in the theatre of Ancient
Greece and in commedia dell’arte allowed to loudly ex-
press emotions and comment the events on stage, while
in Stanislavski’s theatre, even the applause was forbidden
during the performance, and Brecht dreamed of a theatre
allowing the audience to smoke cigars; similarly, the con-
duct of the audience of the opera and ballet theatre is not
the same to the audience of drama theatre).

12. The set of the above-mentioned features dic-
tates thematic and genre features of the repertoire that is ba-
sic for a certain director: for example, most of the plays
from the Moscow Art Theatre repertoire are unimaginable
in the Kurbas’s theatre. On the contrary, sometimes it was
the repertoire that dictated the performing techniques.
The theatre of Ancient Greece at first was the theatre
of tragedy, later comedy was added; the Ancient Roman
theatre, with the ideas of the Greeks, implemented a differ-
ent system of genres, both in the style and formal features.
The theatre of the Middle Ages also formed its own system
of genres, as well as school theatre, theatre of the Classicism
era, or national theatre cultures. Similar genre differenc-
es exist in the directing systems of the twentieth century,
and not only because it was not possible for the theatre
of Coryphaei to stage the repertoire of the Moscow Art
Theatre (and vice versa) but also because the very nature
of scenic genre was perceived differently in different systems
of directing.

13. Genre systems form respective stock character sys-
tems, the classification of which are based on different cri-
teria: social status (king, servant, etc.); costume (mantle
role, corset role); function (ingenue, juvenile lead, noble
father, duenna, etc.). Despite some types of theatre (Andre
Antoine, Stanislavski) declaring repudiation of stock char-
acters, in fact, what they repudiated was the obsolete system
of stock characters.

XyAOXKHS KyABTYpa. AKTyaAbHi npoGACMyL Bumn. 19.4.1.2023

¢ 13

14. Lexis is the smallest unit of artistic language,
and applied to stage art—it is everything possible to create
with this material. For instance, the textbooks of the ear-
ly twentieth century listed declamation as the main “ele-
ment of stage performance” (including elocution, facial ex-
pression, and movements of hands, legs, and the whole
torso). The set of “lexical units” also varied. In early 19th-
century theatre, an actor did not have a right to turn his back
to the audience but by the end of the century, this became
one of the highlights of Andre Antoine’s theatre. Actionism
of the 1960s had its own characteristic lexical units, using
cardboard, plywood, paper, newspapers, plastic, straw, etc.
for stage design.

1S. Architectonics (the overall plan of the structure
of the piece and the connections between its parts, for-
mal division of the play on the acts, scenes, dialogs, mono-
logs, author’s remarks, songs, etc.; correlation of the plot
and extra plot elements, as in the Ancient Greek theatre—
prologue, parodos, epiparodos, episode, stasimon, kommos,
exodos) and composition (inner structure of the piece,
be it “Aristotle’s type”, fragmented, mounting, module
in the commedia dell’arte, etc.).

16. By the type of identification / non-identification
of the actor with the role, there are three possible conven-
tional groups: a) actors relive the thoughts and feelings
of their heroes (school of feeling), b) actors demonstrate
the thoughts and feelings of their heroes (school of imi-
tation), c) actors do not hide to be living with their own
thoughts and feelings, to be simply performers or playing
with the mask and using the elements of various techniques.
Consequently, these techniques have a common denomi-
nator or variable “corridor of the role,” thus, the actor has
a right to improvise.

17. Director’s copy or a staging plan, its absence or pres-
ence hints at the correlation of having a pre-existing de-
tailed project of the show or a tendency to improvisation
in the director’s practice; it is also a marker of the domi-
nance of the pre-existing objectives of staging or having
challenges that are possible to solve only in cooperation
with the actors. Hence, it is an indirect sign of the type
of theatre: either director’s theatre or actor’s theatre.
Director’s copy and staging plan are the most important
documents for the analysis of the director’s creative legacy
and his system that indicate the relations that an artist seeks
to have with future generations.

18. Religion, politics, power—with these and other
social practices an artist has to interact. Therefore, following
tradition and logic, this would be the first problem to start
with—the formula of art, as it is a basic issue. Nevertheless,
being basic does not necessarily make it stable and first
to solve. In fact, an individual, artists, theatre, and even so-
ciety—all experiment with their own formulas of adjusting.
Depending on the ability to engage with various social prac-
tices and adapt to them, the features of ideas and themes in-
herent to certain directing systems are formed. An infantile
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idea of art being able to exist beyond politics (beyond so-
ciety, beyond morals, beyond art, and over life) is a schizo-
phrenia of art history, and not a harmless one, because
it reinforces the myth of the uniqueness of art activity
and an addiction of sorts—both to tradition and power
(the same is true regarding the idea that “art requiring sac-
rifice”; in fact, everything requires sacrifice, and often far
greater than art).

19. Not every director has the motivation to reflect
and describe his own experience (an intuitively formed meth-
od), not every director had a chance to do so, and not ev-
ery director lived during the time when such experience was
sought-after. With no sufficient network of Ukrainian the-
aters in existence, neither the coryphaei of Ukrainian the-
atre (Marko Kropyvnytskyi, Mykhailo Starytsky, Maria
Zankovetska, etc.), nor their audience felt such a need.
It emerged only with the younger generation—Panas
Saksahansky and was captured in his printed writings
on theatre. In this regard, illustrative are the experiences
of Les Kurbas and Vsevolod Meyerhold, whose relative-
ly short educational practice forced them not only to for-
mulate the principles and methods, applicable to meet-
ing the objectives of a new—director’s—theatre but also
the problem of reflection, generalization, and codifying both
their own experience and the borrowings from other masters.
Nevertheless, this period was relatively short and their sys-
tems remained as if incomplete, because, unlike Stanislavski,
they did not have an opportunity to work on formulating
the main principles of his system (experimenting with
techniques and testing them, literary fixation, editing, edi-
tors’ suggestions, and later on—state support, publication,
and reprint of his works, as well as hundreds of disserta-
tions on them, meaning, essentially, an entire infrastruc-
ture around him that almost reached the status of a sect).
The way of sharing their experience chosen by the masters,
including willingness and desire to have disciples, indirectly
indicates the existence of a unique system. Equally telling
is the way of fixation of this experience (video or audio re-
cordings), as it points out at the elements, which directors
consider their strong side or, on the contrary, the ones not
recorded are probably assigned to become a myth.

20. Different groups of consumers have varying
needs and interests—they depend on fashion, strive
for quality or originality of a product, for demonstrat-
ing their involvement with some imaginary intellectu-
al (spiritual) center with their choice, etc. Accordingly,
the objectives of an artist undergo changes as well.
Including the objective of creating an original piece
of art, and even more so—an original trademark system.
Historically, the aim of creating an original art product
was formed rather late, as anonymity of the work of art,
plagiarism, reworking the piece, and contamination were
common occurrence in the culture of Ancient Greece
and the Middle Ages. The objective marker of the new
requirement—originality—may be was registered only
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during the 17t century, when the problem of the author’s
copyright was formulated. Nevertheless, even without
this requirement, as a side products of the craft, systems
(more or less original) existed; there was a signature
style, indistinct style, and banalities, that did not impede
being skillful within the framework of specific system
of ideas about art, which differed in time.

21. Originality is not the only way to conquer
the market. Banal, easily recognizable topics, plots,
and characters—it is also a lure involved in the process
of organizing oneself a fame—at least, if it seems news-
worthy to the mass media. In general, the artists whose
system became eponymous actively engaged mass media
in organizing their fame and monopolization of the market
that becomes especially noticeable in the mass society,
during the era of mass media, theatre criticism, and, nat-
urally, highly publicized scandals, which becomes an al-
most dominant feature of art during the late 19th and early
20tk centuries. A variety of contests, festivals, and awards
played a significant role in organizing fame; this secured
an artist his place of honor in the overall chart of fame.
The more aggressively an artist entered the informa-
tion space, the higher his chances were to change a status
from notable to renowned, and his pieces to be considered
high art or be granted some other adjectives, depending
of the terms in vogue. This poses a question: is directing
system something that objectively exists or something
that we systematize / structure in our mind?

22. One of the features of the system is its predictabil-
ity in choices and procedures (a tendency for unpredictable
choice also is a predictability). Along with the homogeneous
(with stable features), there exist heterogeneous (non-uni-
form, consisting of the parts with different features), ex-
ogenous (with external motivation), and endogenous (with
inner motivation) systems. Without dwelling into the rea-
sons of variability, it also should be noted that along with
the predictable systems, there are changeable, dynamic sys-
tems (the artists of this type, such as Max Reinhardt, were
sometimes accused of eclectics, however, this very eclecti-
cism is a signature feature of the director’s theatre of the sec-
ond half of the twentieth century, unlike the theatre, where
a director always stages the same shows, regardless of dif-
ferent plays).

Conclusions

What are the conclusions to be drawn from this anal-
ysis and sketchy outline of features?

Back to the initial question of the paper about
the number of theatre directing systems, it should be ad-
mitted that, at present, the answer to this question de-
pends on too many variables, including the statuses,
formed by traditions, which are not that deeply root-
ed for it to be impossible to track these roots in each
case. At first glance, without answering the question
about the principal feature of the system—a hierarchy
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of elements—there is no chance to “decode” what a sys-
tem is. It resembles a logical trap, as, for instance, the the-
ory of systems and system analysis are based on a hierarchy
of elements. However, directing system is an open sys-
tem, with not only an artist making his choice but oth-
er stakeholders as well: audience, mentors, sponsors,
etc. Even when by the applauses they encourage the use
of certain techniques or search for a new target for bully-
ing. For that reason, avoiding the temptation of straight-
forward application of the theory of systems to direct-
ing but nevertheless contemplating on the prospects
of systematization and prognosis for the domain of art
René Descartes’s remark about Cleopatra’s nose should
be mentioned: if it had been shorter, the face of the earth
would have changed. This means that if some other god,
not Dionysus, was a patron of the Ancient Greek theatre,
the history of world theatre and the theatre itself would
have been different; similarly, if Kurbas would not have re-
turned to Ukrainian from Vienna, the history of Ukrainian
theatre would have taken another course. All of the above
was a choice, and not isolated but a repeated one. As a re-
sult, very specific art systems were formed, as well as very
specific aesthetic habits and addictions, very specific pan-
theons of heroes, and very specific behavioral scenarios, in-
compatible with the ideal world (Klekovkin, 2020).

Every directing system secures the production
of a specific art product and is aimed at only one function,
as a pan is for pancakes, a glass is for drinking, and a spoon
is for soup. Correspondingly, directors have their own sys-
tem, even they are not patented and this fact was not adver-
tised and publicized. The real question is about if this system
is truly widespread, and if it is popular—as a result of what.
Ifits ardent proponents actually implement it in their prac-
tice, or they only worship it in their speeches. The 1950s
discussion about Stanislavski system between his disciples
and apprentices (Mikhail Kedrov, Vasiliy Toporkov, Pyotr
Yershov, and Georgy Tovstonogov) and not less authorita-
tive and influential Maria Knebel proved the existence of at
least two Stanislavski systems among his followers. With
American, Polish, Ukrainian, and other versions of this sys-
tem, there are in total a couple of dozens of systems bearing
the name of Stanislavski. So why do they, being so differ-
ent, hold Stanislavki’s name? Because of their effectiveness?
Or they turned out to be the most relevant for certain coun-
tries, periods, worldviews? Are they universal? In fashion?
Profitable? Meeting certain needs?

What is the practical conclusion in the end of this
scholarly journey?

First of all, it is the answer about a system and a method.

Director’s method is a consistent repeated choice be-
tween several possibilities offered by external circumstanc-
es or the artist himself. It is an artist’s algorithm for his pro-
fessional activity. When activity occurs in the situation
of no choice, it is also a method, as is it an acceptance of no
alternatives.
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Director’s system is the strings to pull for the internal
or external motives for a certain choice; they are advan-
tages of making such a choice. A system is a combination
of intertwined rules that define the choice between differ-
ent possibilities. When there is no choice, the emergence
of the original system is also impossible, the only prospect
is the choice between slavery and rebellion. A situational
choice between several rules is also a rule, as the lack of prin-
ciples in order to achieve some goal, for instance, a material
one, is also a principle. Answering the question, of whether
he has a methodology, Giorgio Strehler said, “My methodol-
ogy is the lack of methodology. I do not exclude the possibility
of creating a theory of method based on my work in theatre,
though, it would be very hard. Our era, as it seems, rejects
the methods” (Skornyakova, 2012, p. 244)

By the end of the 19th century, feeling their depen-
dency on politics, state, religion, money, morals, audience,
and million of other circumstances, the most avant-garde,
emancipated, free European artists proclaimed separation
of art of all the obstacles and professed creation of inde-
pendent art systems. During the second half of the twen-
tieth century, these calls were repeated in a much more
pronounced manner. However, quite predictably, it end-
ed up with nothing. Because a system is a configuration
addressing the challenges of heterogeneous social pow-
ers. In other cases it is only pleasing someone’s tastes,
be it experts, trend-setters, or others. Therefore, the fates
of the systems vary. If they managed to outlive their cre-
ator, the reason for that is not its universal nature or ef-
fectiveness but meeting the needs of certain groups, who
nourish the interest in the system. Other systems—accord-
ing to the interests of these groups—should give way, step
aside or leave the room altogether. Systems do not perish,
like their creators, they continue their struggle for their
place in Eternity.

By promoting some system, people become, sometimes
unconsciously, disseminators of ads, a part of someone else’s
business strategy and geopolitics: when authorities, their art
and research circles, as well as the communities involved,
make efforts to promote Stanislavski system, they oppose
the promotion of other systems. In the end, promotion
of the trendy system is also a lucrative business, the proof
of which is the price of the books on trendy systems
and publication fees in the Western indexed periodicals.
Promotion of a directing system is always a sect of sorts,
a club of interests, a party-building—worshiping an intel-
lectually, morally, and emotionally narrow world and ig-
noring the dependence of the art systems of the political,
economic, ethical, and other layers of reality. In addition,
it means limiting the system of stage genres, as the system
(a pan, a glass, a spoon) always serves only one type of prod-
uct; universal systems are not possible.

There is only one criterion for determining the quality
and true significance of a system, method, procedure, tech-
nique, product, etc. Unfortunately, the application of this
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criterion—effectiveness—in the art world is only condition-
al, as it is impossible to measure it. The only measurable
success could be financial, in order to determine the cor-
relation between, for example, the method and the num-
ber of rehearsals, or between the method and the popu-
larity of the show, its revenue, etc. Still, these criteria are
too vague.

Often, when the significance of a certain artist is em-
phasized, the exact wording is “discovery in art” Yet, is it
a true discovery, comparable to the discoveries of Columbus,
Copernicus, or Newton? Do they truly reveal something that
was previously unknown but turned out to be an undeni-
able fact? Or s it just another loophole for art history: to use
this lexical unit in some secret sense? In a very narrow sense,
art may be associated with discoveries, topical for a certain
period and time: if an artist discovered new subject matter,
new layers and meanings of reality that were concealed from
the audience. Though these discoveries are not art-specif-
ic, as publicists, economists, politicians, and civic activ-
ists also can discover new themes, unchartered territories
of social reality. Art innovations are always related to tech-
nology, it means creating a new language or techniques,
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involving new media, and this is an invention, not a discov-
ery. Inventions are all the devices used by a modern individ-
ual, while discoveries are the natural laws (as those of phys-
ics) based on which these devices are produced. Discoveries
are the laws independent of our desires, like our planet will
be turning around the Sun, and not otherwise. Still, this dis-
covery was made with inventions—measuring devices, cre-
ated by a man. When one of these two concepts (discovery
or invention) is used in regard to the art system, this means
that it is attributed the status of something either universal
(discovery, an unbreakable rule) or local (invention, used
optionally).

To enter or not to enter this semantic labyrinth
is a choice of precise or approximate mindset. The approx-
imate mindset is satisfied with formulas such as “brother-
ly nations,” not comprehending neither the true meaning
of these mems nor the reasons why they were introduced,
spread, and maintained. When some variables are presented
as universal constants, it is a manipulation and eventually
a fundamental feature of all totalitarian systems because
these variables are rooted in the artificial worlds created
by art and art history.
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AHOTaI.Iiﬂ. Ha 3aIUT pesxucepcvKa cucmema HOIIIYKOBi CHUCTEMH BUAAIOTH MIOHAA CIMAECSIT THCSY TIOCHAQAHb, Ha 3aIIUT 1meampaivHa

cucmema — IIOHAA YOTHPH TI/ICX‘Ii, IO CBIAYUTD TIPO AOCTATHE IOIHNPEHHS CAOBOCIIOAYIE€HD. OAHaK 3iCTaBAEHHS 3MiCTy OTpHMa-

HHX BIATIOBiAeH PO34apOBYE, apKe CBIAYMTD PO IIepeHACHIeHiCTh MUCTEIITBO3HABIO1 TEPMiHOAOTII TepMiHAMM-HAAIKAMH: y pi3-

HUI1 4aC, y pi3HUX KpaiHaX, Pi3HIMH ABTOPAMH TePMiHU BXXUBAHO Y PI3HUX 3HadeHHsIX. [IPHKAAAIB, SIKi MOXYTb OTOAUTH IPObAEMY,

6araTo, aAe 3yIMHUMOCS AMIle Ha HalleAeMeHTAPHIIIOMY: KOJKeH MOXKe IiAPaXyBaTH KIABKICTb SIKHXOCh 00 €KTiB — CKaXiMO, I6AyK

Y KOIIHKY, aAXKe HaM BiAOMi O3HAKH, KOTPi BIAPISHSIOTD SOAYKO Bip Hesi0AYKa, OAHAK KOACH IPUTOMHUI TeaTPO3HABELb 60 mpak-

THK T€aTPy HE HaBa)XUTbCS Ha3BaTH KIABKiCTD PEXKUCEPCPKUX CHCTEM, aAKE Me>XXi IIOHATTSI HAATO XI/ITKi; xiba 110 HABAXXUTHCA Ha-

3BATH KIABKICTb IOITYASIPHUX, <XPECTOMATIHHHIX>» CUCTEM; OTXKe, X04 61 CKIABKHM Ha3BaB, Bce OyAe IPABAOIO i GpexHer0 OAHOYACHO.

Ta cama cuTyaris i 3 IOHATTAM <MBip MUCHEYMBA>» — AOCTATHDO, 32 IPUKAAAOM Mapceas AjomraHa, IPUYENIUTH HAAITIKY i BU-

CTaBUTH SKUHCH 00 €KT Y MUCTEYbKOMY NPOCOPi.

ITponoHoBaHy pO3BIAKY IIPUCBSYEHO <pexcucepcoKiil ( meampanvHiil ) cucmemi>: iCTOpii MOHATTA Ta MOTO 3MiCTOBI, a TAKOXK BH-

OKPEMAEHO O3HAKH, SIKi BU3HAYAIOTh MeXi HOro 3aCTOCYBaHHS.

Katouosi crosa: icTopis TeaTpy, icTOpis pesXUCypH, peXHCepCbKa CUCTEMa, TeaTPAAbHA CUCTEMA, PEXHCEePChKUI METOA, BIHAXIA

Y MUCTELTBi, BIAKPUTTS Y MUCTELITBI.

Cmammas nadisiwaa do pedaxyii 24.01.2023
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Anonis. I loaboBi CIIOCTEPEXKEHHS

Japan: Travel notes

AwnoTanis. Y KyAbTYPOAOTIYHIl PO3BIALI HAETHCS IIPO ACSIKI HAFBUAATHIIII ITaM SITKU KYABTYPH LieHTpaAbHOi Snowii. Hapa, Kioro,
Ocaxa Ta ixHi mepeaMicTss — caMe y IIbOMY perioHi 3aKAaAaBCs QYHAAMEHT Ta BCi 3aCAAHUYI IPUHITMIIM AIOHCHKOI apXiTeKTypH,
MICTELTBA, 30KpeMa MUCTELITBa KaAirpadii, kepamiki, 4epBOHOAAKOBOTO KUBOIIKCY Ta 3HAMEHHTOIO SIIOHCHKOTO 36pOspCTBa.

Hapa craaa nepmoro nocriitsoo croanteto Smomnii y 710 poui (saxasom iMmeparpurti Femmeit), neit 72-AiTHii mepioa B AMOHChKil
icropii sadikcoBano y Hassi «A06a Hapas. 3ayBaskeHo, 1110 Ha 110 TepUTOpII0, mepur 3a Bce 3 Kurato, Ipuitinos 6yAAH3M, a 3ropA0M
A3eH-OYAAM3M. YIIPOAOBIK ABAHAALISTH CTOAITh GYAAMCTChKE MUCTELITBO BBAXKAAOCD <« SIIOHCHKOIO KAACKKOK0>. Ha Tepuropii xpa-
MoBoro koMrnaekcy Hapu MoskHa criocTepirati oprasidHe CriBiCHyBaHHS MPAAABHbOTO CHHTOI3MY Ta aAANITOBAHOTO AO CBiAOMOCTI
ATNOHIB OYAAH3MY. Y LIeHTPAABHOMY PerioHi IaHOBAHOIO APXEOAOTIYHOI [TAM ATKOIO € mip3eMHa criopyaa Ici-Byraii, siky arpubyors
AO IIPaAABHBOL A0OK Acyxa (538—645 poxn). TTompu 6araToAITHI AOCAIAXKEHHS I1i€i TaM ATKHU, TaK 3BaHa «KaM sIHa CIIeHa >, BOAO-
TiH, IO POKAAAEHO Yy IiA3eMeAAi, iHIIi AeTaAi BCe Ie ANIIA0ThHCS 3aTAAKOBUMU (ﬁAeTbCﬂ PO IXHE I'IOXOA)KeHH.SI) AASL ApXEOAOTIB.
Y crarTi TakoX MOAQHO iHpopMaLIito IIPo apXiTeKTypHuUit aHcaMbAb Xopio-asi (607623 poku). YBary socepesskeHo Ha ocobucTocTi
Ta IIPOCBITHHIIBKII poAi prHIfa ChOTOKY, SIKUiT 6yB HACTYITHHKOM iMIteparpuiyi AHaxobe-Ho-Xamubiro, Marepi mpusfa. ITopano
iHopMarlio Ipo CKyABIITYpHUIL meAeBp A06u Acyka — mpo craryio (Hanionaabuuit ckap6) Hoopin Kanon Bocarty, sxa € opni-
€10 3 HANOIABIII [IOTHYHUX CKYABIITYP B SIOHCHKIf maacTuri. OcobauBy yBary npuaiseHo TeHsiokoxky MaHAAAl — BUIIMTIM CBsI-
I[eHHi XOPyTBi, Ha AKii 306pa>1<eHo «3eMAI0 HebecHOI AOBroBiuHOCTI». TkaHMHA BBAXKA€THCS HAMAABHIIIIO0 BUIMIKUBKOIO B SMOHil.

Karwouosi crosa: Aoba Acyxa, kypran Ici-Byrait, Xikone, cunroism, MoHactup Oxa-pepa, kommaekc Xopio-p3i, mpusr; CboTOKY, OyAAU3M.

B Snonii Cepednvosivus 6yr0 8i0H0cHO OAU3bKUM, 8i0n08i0HUIL Tiomy cmaH
csidomocmi ma Gopmut 11020 6MiAeHHS Uje He 3A0YMi CAPUUM NOKOATHHIM.

Bia «enoxm xypraniB» A0 CepeAHbOBiUdSA

Buixaau Ha cBiTaHKY. Y 3HAMEHUTHI MOHACTUP CHKUH
KOMIIAeKC XOpIO-A3i, IIf0 PO3TAMIOBAHMI B OKOAHI Mic-
Ta Hapa, MPUIXaAU AO BIAKPUTTS MOTrO XpaMiB i My3eiB.
KomMraexkc 3aiimae Hea61/15u<y TEPUTOPIIO 1 AIAUTHCA Ha ABI
vacrunu: Cxipny (To-in) i 3axipny (Cait-in). Ao To-in npu-
ASTA€ 3eMAS CTapoTo maAary Ikapyra.

Ancam6Ab X0pro-A3i, KA HUHI CKAQAQETHCS 3 ABa-
ALSITH OAHI€ET 6YAiBAL, 6yB 3axaasennit 607 poxy npus-
oM CpoToky — perenroM imneparpuni Cy#ixo. Leit ne-
pioa (552-645 poxu) B AnOHCHKii icTOpii 3BeTbCs «emnoxa
Acyka». Ceao Acyka, [0 ASKHTD HeIToAaAiK Bip Xopro-a3i,
3 10T0 3HAMeHUTHM MOTHAbHHUKOM Ici-ByTaii, 3 apxeoaoriy-
HUMHU 3HaXiAKaMHU AOICTOPHYHHX YaCiB — CaMe Ta 3eMAS,
Ha SIKill IOYMHAAA PO3BHUBATHC LIUBIAI3aIIis BCHOIO PEriony
Kinki (Ocaxa, Hapa, KioTo).
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T'epman Kasizepainr

IMpurn Croroxy BBifimOB B icTopiro Amowii sx Be-
AVKUI IPOCBITUTEAD, «0aTBKO SIOHCHKOIO OYAANZMY>.
Came npu HpOMy Brepiie 6yaa 3anucana icropis SAmoHii
i cTBOpeHa mepma aHTOAOriA moesii. CrapaHHAMU IPHH-
na Ha CxipHil Tepurtopii B 623 porni 6yao mobypsoBaHo
3aa Konpo 3asBumku 18 . Lle Haiictapima OyaiBAs cBiTy,
BHKOHAHA 3 AepeBa I 30epexxeHa B IEPBUHHOMY BUTASIAL
InTep’ep XpaMy HeBEAUKMIL, MAalDKe YBECh «30AOTHIT 3aA>
3afHATHI TPbOMa OPOH30BUMHE CKyAbnTypamu: Tpiapa
Csixo, byaaa fxyci, Byasa Amipy. Tpiapa Csixa — HaiipaBHi-
IIIa T1aM SITKA SITOHCHKOT CKyAbIITYpr. O0Anywds, pirypa Ty
y3araAbHeHi, apXaiuHi, aAe AeKOP — CKAQAKHU OAATY, SIBUKU
IIOAYM 51, OpPHAMEHT — PEeTEABHO IIPOPODOAEHO.

Sxyci-Byasa (}iKyci Hbopaﬁ) , BIAAUTHIT 32 HAaKa30M
immeparpui Cyiiko, — HafOIABII TOETHYHHIT 06pa3 CKyAb-
IITYPHOTO AHCAMOATIO.

Artistic Culture. Topical issues. Vol. 19. No. 1. 2023
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Kamauis FOmep0H0, 260 «3aA CHOBHAIHD>» y XpaMOBOMY KOMITAEKCT XOpro-p3i

Ao noxexi B 3aai Korpo 670 poxy, 1o MOIIKOAH-
Aa iHTep’ep, HOTO CTeAs 1 CTiHM OYAH IIOKPHTI PO3IIUCOM
31 ClleHaMu 6yAAi171c1>Koro Paro, 06pa33MI/I TeHilB, IO AETSTH
y po3MasiHOMY BOpaHHi. AeKOpaTHBHO HACHYeHMUI iHTep'ep,
IMOBIpPHO, CIIPUIMABCSI 0COOAMBO eMOLIMHO B KOHTPACTi
31 CTPOTHIM i BEAMMHUM €KCTepP EPOM 3 HOrO MACUBHOIO ABOSI-
PYCHOIO IIOKPIBA€I0, KPUTOIO CipO-6AAKUTHOIO YepeIHLero.
Ao pedi, caMe TaKOIO YepenHuIiei0 A0 CbOTOAHI TOKPUBAIOTD
cBO1 6YAI/IHKI/I SITTOHITI.

Aepes’siHa ' sTuspycHa Ilaroaa (34 m) Tax camo,
sk i 3aa KoHAO, — mIeaeBp CBiTOBOTrO 3HaYeHHS.
Henopymso croirs BoHa 3 623 poxy. Koxxen Hacrym-
Hu#t apyc I[Taroan Tpoxu MeHIINI 3a MOTIEPEAHiH, 10 po-
OUTb MaCHUBHY CIIOPYAY Bi3yaAbHO A€TIIO. AeKOpaTHBHI
MiABICKY NMPUKPAIIAKOTh KYyTH IMOKPiBAlI Ha BCIX sSpycax.
Is ITaropa craaa mpoo6pa3oM AAs BCIX HACTYIHUX OYAL-
BeAb AnowHil.

Moi nposiaauku 1o Snownii — Miuio Ta @ye Kara-
sIMa — 3BeHYAU MOIO yBary Ha KMTaNChKMI i KOpeHChbKHI
BIIAUB B «eIloxy Acyka>. To 6yB mepiop mepBUHHOTO Ha-
rpoMapkeHHs iHpopmanii. Ao modarky VII cToaiTTs Bxe
CKAAAETHCS CAaMOCTiMiHa SATMOHChKA IIKOAA apXiTeKTypH
¥ MHCTEeIITBa.

Ha mpocropomy CxigHOMY ABOpi cepea YHCACHHHX
MOAUTOBHUX 3aAiB Hait0ibIre Bpaxkae Kamaurst FOmepoHO,

a60 «3aa cHOBUAiHB». TyT, 3a mepexasoM, IpHUHIA
CbOTOKY My4HAY BUAIHHS — HACTAHOBH AASI HOTO TBOPYOT Sxyci Hpopait i3 xpamy Xopro-asi
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Snonis. IToabosi criocrepexkeHHs

AbstapaOCTi. Moro IPOCBITHHUIITBO GYAO aKTHBHUM, AlEBHUM.
3yCHAASIMH TIPHHIA i HaMOAMKYUX HOTO IIOCAIAOBHUKIB
y VII croairri B SnoHil 6yao mo6yA0BaHO I ITAECAT 6YA-
AIMCPKHMX XpaMiB.

BocpmuxyTHa Kamanns IOMmepoHO — HeTHIOBa
AASL apXITeKTYpHu «emnoxu Acyka>. IlaBiabioH mipAHATHI
Ha MacHBHHM IJOKOAb. B iHTep’ep, 10 mepumerpy 3armo-
BHEHUI CAaKPAABHOIO CKYABIITYPOIO, BBINTH HEMOXXAMBO.

o T = T

i
et e i T T T

ITaropa y xpami Xopro-asi. VII cr.
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dye KaTasma y xpamoBomy
xoMmmaekci Xopro-aA3i

O6pasu Byaan MoxxHa IOOAYUTH Yepe3 IpaTdacTy oropo-
Ky BIKOH i ABepeli, YIIPUTYA HAGAUSHBIIH OOANTISL AO PAMIL
3 HamiBTeMpsIBU TAEMHUYOIO yCMIIIKOIO BiTae Hac byaaa-
Kanos. Iio HallAaBHIITY CKYABNITYPY «3aAU CHOBHUAIHD>
AASl MOAUTBHY BipYIOUMX i OTASIAY TYPHUCTIB BIAKPUBAIOTD
AUIIIe OAMH Pa3 Ha pik. 3po3yMiAo, O AeHb ITOI3AKH 6yB
0bpaHMIl He BUITAAKOBO.

¥ xommaekci Xopro-A3i 9ac, iCTOpUYHY TATAICTD «eII0-
X1 ACyKa>» IMOYHHAENI BIATyBaTH SK IM[OCh IIOIYTTEBO-AO-
THKaAbHE. 3AAETHCS, IOAO HEBAOBHOTO Yacy MO>KHA AOTOP-
KHYTHCS PyKaMHU, IPUTYAUTHCS YOAOM, K AO I'PaT Ha BiKHaX
IOMepOHO, yBiliTH B HBOTO, SIK Y XPaM.

Ao cxipHOI Teputopii Xopio-aA3i IpHUASTrae 3eMas,
6yAiBH14uTBo Ha [Kill BEAOCS Ie 3 AOICTOPHYHHUX YaciB.
ApXeOAOTH 3HAXOASTH TYT PelITKU OyAiBeAb pisHOrO dacy,
B TOMY YHCAi $yHAAMEHT TMaAally Marepi npuHna CboTOKYy.

IMicast cmepri iMmeparpuni Anaxo6e-no-Xacibiro
il cuH nepeo6AaAHaB maaar y xpam Tiory-a3i, Tomy mo,
BiAIIOBIAHO AO IPHABOPHOIO PHUTYaAy, 11 BUCOKICTb
3000B’s13aHa OyAQ IIPHUITHATH AyXOBHHIL CAaH OYAAUCTCHKOI
iepapxii. XpaM, AMIIAI09MCh TAAATIOM, TAKUM YMHOM CTaBaB
>KIHOYMM MOHACTUPEM.

Cratys byaan «Hbsitopin Kanon bacarry>» — mep-
AuHa XpaMy Trory-a3i i meaeBp HalliOHAABHOT'O 3HAYEHHS.
bBes yaBaenns mpo Hel 3HallOMCTBO 3 MHCTELITBOM <« €MOXH
Acyka» Oyae HeTIOBHUM. PiAKiCHOI KpacH IIAQCTHUKY BUTOH-
yeHoCTi $pirypa Meautye B 11o3i « Xanka Citoi>». ITpaBa Hora
KanHoaH AeXXHTDb Ha AIBOMY CTErHi, 04i HaIliB3aIAIOIIeHi,
cepeAHiM IaAbIleM mpaBoi pyku byaaa TopKaeTbcs A0 -
60pipast. Ha rybax mpexpacHoro o6Anadst rpae ycmima,
HOAIOHA AO TAEMHHMYHX YCMILIOK apXaldHUX IPELbKUX KOP.
CkyabITypa OyAa BUKOHAHA 3 AepeBa YCYHyKi KOPeHChKHU-
MU MaNCTPaMHu.

«Teasrokoxy Manpara>» — Iie OAHAa KOIITOBHICTH Ha-
IIIOHAABHOTO 3HaYeHHs B xpaMi Trory-a3i. Boxa 6yaa Bumnra
[IPHABOPHUMY AaMaMu nipuHiecu Tagibana-Ho-Oriparyme
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Snonis. IToaboBi ciocTepexeHHs

B 1aM’siTb 1po npuHIa ChOTOKY, o IoMep y Birli 48 pokis
B 622 pori. I]s TKaHNMHA, BUKOHAHA B TPAAUIIiSIX BUIIUBOK
«IIOCTOI KUTANChKOI AMHACTII» — HaHAPEBHillIa B AIOH-
cpkoMy mucTenTBi. Ha MaHAaAl € 306paskeHHS 40TUPBOX Ye-
penax 3 ieporaipamu Ha criHi. Yepernaxa — cUMBOA AOBrO-
ro sxuTTs. CriogaTky ix 6yA0 YOTHPHUCTa — 3 TEKCTAMH, SIKi
PO3IOBiAAAY ITPO TOP€ MPUHIIECH-BAOBH, TIPO ii MOAUTBH,
IIPO NIPOXaHHS IPUHHATH AyIry IpHHITAa ChOTOKY B «3eMAIO
HeOecHOTo be3cMepTs».
3 yacoMm MaHAaAa OyAa IIOIIKOAXKEHA, OAHAK YEPHHULISI
na im’st Koroxy Cinnio-ni (mepiop Kamaxypa, 1192-1333)
BO33'€AHAAQ BIiAIAl YACTHHU BHINMBKY i IIOMICTHAR X B OAHY
pamy. B ripomy cTaHi MaHAAQAY MOXKHA 6a4UTH I CBOTOAHI.
ITicas Buxopy 3 Trory-A3i Ha KaMeHSX B 03epi, 0 OMH-
Bae $pyHAAMEHT Xpamy, 6adnMo ciMelicTBO Yepernax. Bouu
rpirorbcs Ha coHeuky. Li cTBOpiHHA Tak AOBIO KUBYTB, 11O,
MOXXAMBO, MOTAH 6 pO3IoBicTH Ipo Yacu npunia CbOTOKY.
Mu 3 Oye Ta Miuio 3AIfICHUAM AOCUTD TPHBaAY IIPO-
I'YASIHKY 3aXiAHOIO 4acTHHOI Xopio-A3i. CAy>KHTeAD 0A-
HOTO 3 XpaMiB, AOBIAABIINCE, SIK 3AAA€KY s IIPHAeTiAa, OYB
HACTIABKM IIPUBITHUM, IO AO3BOAMB YBIiMTH y BiBTapHY Yac-
THHY, AO CAMOTO TPOHY ByAAH 71 y A€TAASX PO3AUBUTHCDH
posmuc creai. Hac yekaaa poopora i HOBi, He MeHII SCKpaBi
BPa)KEHHsI, OAHAK TaK He XOTIAOCS MTH 3-TIiA IT ITUCOTAITHIX
AepeB CaAy, B TiHI SIKHX Mir 01 CXOBAaTHCS He OAUH AeCsI-
TOK Atopet. ITpruapoByBasa, He BiaIlyckaAa TAAAb MiHi-
ATIOPHUX AXKEPEA, KPAca «KaMeHiB ITaM siTi>», yBIHIaHUX
KaM SIHUMH X AixTapsmu. Posaydarouncs i3 mpekpacHuM,
HOPHHAEI Y «Cabi».
Bce y csimi wisudxonaunme!
Aum mixae 8id csii,
Posidparo cmapy 3asicy.
Martyo Bacbo (1644-1694)

Acyxka. Ici-byTait

Ceao Acyka, Ha3Ba SIKOTO, 3AA€XKHO BiA HAaITMCAHHS i€-
porai¢is, Moxke GyTH IEpPEKAAAEHA ABOSIKO — <IITAX Ae-
THUTb>» 200 «apOMAT 3aBTPAIIHbOIO AHSI>. [o3HaYeHHs
1iAOTO TIepioAy KyAbTYpH «emoxa Acyka» (538-645)
ITIOXOAMTD Bip Ha3BH IIbOro cead. HamBuaky momoiBumm
B PeCTOpPaHYUKY IPUAOPOXKHbOTO FOTEAI0, MU BUPYIIMAM
AO Kyprauy Ici-6yTa17I. Hemnopaaik Bip HbOTO apXEOAOTH 3Ha-
MIIAM 3aAMIIKK Ha¥MipaBHimoro B fnoHii Boporony, $pyHAQ-
MEHTH KUTAOBUX OYAiBeAb, peAbed Ha KaMeHi i3 306pakeH-
HAM HalipAaBHimoI B Snowii 30an0T0i Monetu Ko6aH i 6ara-
TO iHIIOTO.

JKureai periony Kinki mumraroTscst HaOiAbIIOKO ycu-
naapHHIero Ici-ByTait. e miciie cBamenne. Kypran, ckaa-
AEHHUH i3 TPHALIATHU IIECTH IIMATKIB I'PaHITY, OAEPKaB Ha-
3By «KaM siHOI clieHn ». BoHa MeTadopuuHa, TOMy 1110 Kyp-
raH — He IO iHIIle, SIK TOXOBaAbHA KaMepa, IOKPUTA 3BepXy
ITAOCKMM KaMeHeM BeAMde3HOro po3Mipy. Bin Haraaye crie-
HIYHUN MaMAQHYHK.

APpeBHS YCHITAABHHIS, CIIOPYAYKEHHS SIKO1 apXeOAOTH
BiaHOCSTD A0 VII CTOAITTSI, a AesiKi — AO 6iABII PaHHBOTO
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Kypran Ici-byrait

nepiopy «eroxu Kyprais> III cToaiTTs, 6araro cToaiTs
OyAa cXOBaHa ITiA 3eMASIHUM IAropOoM. 3 4acoM 3eMAsI BH-
BiTpHAACA 1 pO3MHUAACS IPYHTOBUMHU BOAAMH, OTOAUBIIHN
[IAOCKe HaBeplILs KypraHy. Aaai cripasa 6yaa 3a apxeoAora-
Mu. Y4eHi AemapraMeHTy Hayku 3 npedextypu Hapa it yHi-
BepcuTeTy KioTO Y CBOIX AOCAIAKEHHSIX CITUPAAKCS Ha iCTO-
pito kypranis Snonii III-V croairs (mepioa Tamyai), soxpe-
Ma Ha iHpOpMaIIio IPO 3HAMEeHNUTY IPOOHHUIIO iMITepaTopa
HiHTOKy (V CTOAiTTﬂ) , IO 32 IAOIIEI0 AOPIBHIOE ErMITET-
cpkuM mipaMipam. OAHAK, SIKIO €TMITETCHKI YCHITAABHU-
Ii — BTiA€HHS TOPKEeCTBA AFOAUHU HaA IIPUPOAOCIO, TO B IIO-
KPHUTHX 3eMACI0 IOXOBAABHHMX KaMepaX OYeBUAHE 3AUTTS
3 IIPUPOAOIO BiATIOBIAHO AO iaeft cuHTOI3MY. BeepeanHi xa-
Mepu Ici-ByTait apxeosoru 3sHamAM gparMeHTH capKodara
3 TyQy i1 PiB AASI CTOKY BOAH, a TAKOK T€OMeTPHYHOI POpPMU
MIOPTaA — BXiA AO YCHITAAbHMIIL.

Micnesicrs Ici-Byrait — 6arara i pisHomaniTHa. Baa-
AUHI CUHIIOTb TOPH, OAMDKYE BUAHIIOTHCS IIArOpOH, BKPUTI
rasiMu. SIcKkpaBUMH pOXKEBUME CTpidedKaMu 36iratoTh CTex-
KU, BiATiHeHi 3eA€HHIO AMBOBIDKHUX YarapHukis. [Ipu popo-
3i CTOITH MUAMI A3iA30, IPUKpPAIIEHNI KBiTAMH. 30A0TOM
CsI€ PUCOBA COAOMA Ha OCIHHBOMY ITOAL. Ypodkail 3i0paHo.
Ianairo 3aBepurye BUTASIA PO3KINIHUX TIAOK XyPMH, 06Ts-
JKeHUX JKOBTOrapsuuMu naopamu. Leit paricbkuit meiisax
OTIMCAHHI y AyCi TYPUCTa B «POXKEBUX> OKYASpax, — IIO-
AAQPYHOK AAS XYAOXKHHKA. AAKe HEBHITAAKOBO 3HAMEHUTUH
rpadix Mait Mityprra — onyk Beanmupa Xae6H1KOBa, 0A-
HOTO Pa3y BiABiAABILH IO AOAUHY, 06paB AASL €TIOAIB caMe 11.
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Ob6aapyHKHu camypais

ITeit ociHHiiT AeHb 6YB TEIIANM, MaiDKe CIIEKOTHUM.
AASL IePeIOYNHKY BUPYILINAY IIUTHU Yail Y YailHUil OyAu-
HOYOK, 1o 30epircst Ha pyiHax xpamy Kaaxapa-aepa.
Ha ropi, mo BiaxpuBasacs B Mpopisi po3CyHyTHX HIUPM,
Oyao BupHO cuayer [Taropu. MeHi Ao0BeAOCs OraMyBaTu
xKapibHicTD TypHCcTa, 60 Midio kBanmBcst Ao o3epa Bisa
3a 100 xum Bip ceaa Acyka. OpHaK, TepeXONHUBIIN Mill TT0-
rasia Ha ITaropy, BiH pisko 3BepHYB 3 Tpacy, it aBTOMO6iAb
IIOYaB KPYTHUH IIAKOM Yropy.

3 He3anam SATHUX YaciB Y I'yCTiM Xallli AiCy BUHHMK MO-
Hactup Oxa-pepa. Horo nepuri 6yaiBai 3Bepeni y VII cro-
AITTi. AOIXaAM AO CTOSIHKH, AO MOHACTHPSI Tpeba OyAo mip-
HIMATHCSI KPYTOIO KaM SHOIO CTEXXKO0, Miuio 3aAnmmBcst
B aBTOMOOiA] a «3aAisHa Aepi» Dye 3po6raa 1je CXOAKEHHS,
3aAOBOABHSIIOUN MOIO HEITIOTAMOBHY AOTIUTAMBICTb.

Hesabapom Hap Hamu 6yAo Tiabky He6O — BepIIH-
HU COCOH AVIIMAMCS BHU3Y. MOHAcTHp Hi6U 3AeTiB Hap AO-
AvHOIO Ici-ByTait. ITaaHyBaHHS MOHACTHPCHKOL TEPUTOPII,
FI0TO XpaMH, I1aroAQ, iHmi 6yAiBAi 6yau TumoBumu. Tak camo,
sIK i B xoMmaexci Xopro-a3i, 6yAAMCTChKA JaCTHHA XpaMy —
Y Xalli AiCy, HA MOXOBHTHX CKEASIX, A€ ASIOPYaB A3€PKaAbHOL
YHCTOTH CTPYMOK, ITiA AAllAMU NATIOPOTei CTOSAA Qirypku
Aziazo. Husice AbailauBa pyKa, CyASIMH 3 YCbOTO, 30BCIM He-
AABHO OYMCTHAA iX Bip MOXY, IIOCTaBHAQ KBiTH. ¥ Aici 6yA0
CHPO, TIAXAO TIPIAMM AUCTAM i SKUMUCh He3HAHOMUMU Tpa-
Bamu. KaMiHb CKyABIITYp CBITAMIME Ma3KaMu IIOOAHCKYBaB
y KOpUYHEBO-3eAeHYBaTil MaAiTpi Aicy. XoTisocs ssKOMO-
ra AOBIIE BAUXATH Ije TyCTe IOBIiTPsl, HACTOsSHE Ha MOXaX,
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AWICTi ¥ Ha THXIiF My3UIli MOAMTBH, IO XKMBE B TiHi 3a49apo-
BaHOTO Aicy. TyT mouyTTs cmasaxy papocTi Hibu HakpuTe
AOAOHEI0 CMyTKY. BapBu i1 CBITAO CYyTiHKOBOTrO AiCy, BiuHi
AMKY GOXKKIB CTBOPIOIOTH i BTPUMYIOTh HAA3BUYAMHO SICHE
BIAIYTTS XMCTKOCTI, T03a9aCOBOCTI, CITiB3BYYHUX YSBACHHIO
OYAAUCTIB IIPO HECKIHUEHHO ITAWHHE JXUTTSL, IO BUCAU3AE
i MiHSIETBCSL.

Ao AIICHOCTI MeHe TIOBEPHYAO M sIKe, aAe HALIOAETAH-
Be nnpoxaHHs Pye CIyCTUTHCS MIBUALIE AO MAIIHHIL. Iaydm,
Ije pa3 KBalIAUBUM IIOTASIAOM KOB3HYAQ I10 6YAiBA}IX MiHia-
TIOPHOT'O MOHACTHPSI, TOMITHAQ GPOH30BUIT AIXTap, AO Me-
TaA€BOI OIIOPU SAKOTO 6yA1/1 MIPUKPINAEH] TiPASHAM Ianepo-
BHX CTPi4e90K, ITOAIGHUX AO THX, sIKi AiBuata y BipmeHil,
a 0COGAMBO MYCYABMaHKH, IIPUB SI3YIOTh AO TiAOK AepeBa,
3BepPTAIOYNCh 3 MpoxaHHsIMH A0 bora. Ha BopoTax xpa-
MY PO3MIiCTHAACS IiAd KOAEKITis raH‘Iip’ﬂHHx caMopo6HHx
ASIABOK — ABiA30, CYASTIH 3 YCbOTO, AUTSYHX MiAHOUIEHDb
xpamy Oxa-aepa.

CHHTOICTCHKHUIT aKIIEHT Y LIbOMY MiAHe6eCHOMY MO-
HacTupi 6yB Ay>xe cuabnuit. [ToTiM 3 moppyroro Oye mu 3a-
OAyKaAHU 1 IOTPAIMAN Ha AOPOT'Y; IO BEAE B TiPChKe CEAO.
Y npusarhii KPaMHUYIIi AiTHS ITapa — rOCIoAapi — IOKa-
3aAM, Kyad irTi. Ha mam’siTe Ipo AMBO-MOHACTHP KyIIHAQ Ma-
AeHbKHI cyBeHip. Dye, po3MOBASIIOUH 31 cTapHM, AOBisaAa-
Cs1 IIPO HOTO X061 — BiH KOAEKITIOHY€E aBTOTpadH it MAAIOH-
KM BiABiAyBadiB MOHAacTHps. X0Y K AMBHO, BiH IIJOCh IyB
npo YkpaiHy it HasiTb mpo Te, mo CPCP 6isbiue He icHye.
Crapuit npuHic paoMacTepy, i, 3aAOBOABHSIIOUN HOTO MPO-
XaHHS, 1 HAMAAIOBaAa KO3aka MaMast, TOSICHHAAQ, IO 1€ CUM-
BOA He3aAeXXHOCTI YKpainu. [aydu, Mu Kiabka pasiB obepHy-
AWCSI — CTapi CTOSIAM Ha IIOPO3i XaTHHU 1 yCe Ije CAAAH I10-
I[IAYHKY 3AaAsl, HaTleBHO, HAaBiTh He HaM — YKpaiHi.

Xikone — cBiT camypaiB

ITiBTOpH rOAMHU IIASIXY, i MU — Y CIMHAAIISITOMY CTO-
Airti, y popreni Xikone. Ile ruisais’st camypais, siki Oyan
BOIHAMH MOTYTHBOI AuHAcTIii Ai «mepiopy Epo> (1615-
1868). Doprewio 3BeAeHO, SIK I HAAEXKUTb 0OOPOHHIN CIIO-
PYAL Ha BepuInHi ckeAscTol ropu. 3 i BIKOH-61fHULD Bip-
KPUBAIOTHCSI IIMPOKA AOAHHA 1 HAllOiAbIIe B yChOMY perio-
Hi KioTo o3epo biBa. 3a ¢opmoro BOHO Haraaye AmoHCHKUI
MY3HYHHI iHCTpYMeHT i Ma€ Horo HasBy. PopTers sk cTpa-
TeriuHui 06’ekT CepeaHDOBIYYS KOHTPOAIOBAAA AOPOLY,
IO BeAa B iMIepaTopchky cToauio — Tokio. Ti noGy,A,y-
BaB KH:3b li 32 pO3MOPsIAXKEHHSIM ChbOT'yHA 3 poAy Tokyrasa
(1688-1704). Lle 6yB BoiH, BiAAQHUIT iMTIEPATOPOBI, i 11i-
AMX TPHALISITH POKiB, TOKH BiH 3aXHMIIJaB PETioH, )XOAEH BO-
por ao Toxio He HabAU3UBCSL.

Ao 3aMky-popTeni mipHiMaeMocs MHUPOKUMU
KaM'siHEMH cxopamu. O4eBHAHO, 1[0 BOHH PO3paxoOBaHi
Ha BIMICPKO Yy BaXKKUX 06AaA}7HKaX. BipminHicTb apxiTexTy-
pu XiKoHe Bip apUCTOKPATHIHIX MOHACTHPCHKUX OYAiBEAD
BiAUyTHa. 3aMOK i HaBiTb MeM3a’X AAKOHIYHI 1 MiAKPeCAEHO
MOHyMeHTaABHi. [HTep’ep 3aMKy cTporuit i $pyHKIIiOHAAD-
Huil. Ife cBiT caMypaiB, o cKAABCS B eIIOXy PpeopaAizmy,
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KOAM BaCaAM CIO3epeHa HECAU TYT BIlICBKOBY CAYKOY BipTio-
BiAHO A0 Kopekcy decti Bycipo («IHA;{X Bo'l'Ha») , 10 MaB
3HAYHUH BIIAUB Ha BECh AyX AMTOHCHKOI KYABTYPHU aXX AO HO-
BOTO yacy. Iaes a6 COAIOTHOI BiAAQHOCTI ITAaHOBI, KYABT MYX-
HOCTI, IPE3UPCTBO AO CMEPTi — OCHOBH CaMypPaKCbhKOI eTH-
KU. ACKeTH3MY XXUTTS BOiHa IMIIOHyBaAO 0araro MOMeH-
TiB yueHHA /\3€H, AAAIITOBAHUX AO MEHTAABHOCTi caMypasl.
Iaes AseH-6yAAH3My IIPO MOCTiNiHE BUXOBAHHA AYXY 32 AO-
[IOMOTOI0 TPEHYBAHHSI TiAa OyAa CIIOPIAHEHOIO 3 IIPaBH-
aamu Bycipo. Camypai IpuiHAAN KOHIIENIIiI0 A3€HCHKOTO
«IPOCBITACHHS >, KA He BMAaraAa Hi AOTiYHOTO MOSCHEH-
HS, Hi YMTaHHS CBsImeHHnX KHUT. [TIASIX A0 AOCKOHAAOCTI,
SIKUMN BiAUYBA€THCA IHTYITUBHO, 36iraBcs 3 AMCIIUIIAIHOIO
AyXy caMypaiB, IO IIPUXOBYBAB OYAb-SIKUI IIOPYX Ay,
aae 6yB 3aBXXAU TOTOBHI AO All.

EcTeTuka BificbkOBOI aMyHILIii caMypaiB Takox OyAa
CIiBBiAHECEHa 3 A3€HChKHMM PO3YMIiHHAM KPACH, apXKe IASIX
AO OCATHEHHs BUIIOI iCTHHU A€XaB Y a6COAIOTHI MaiicTep-
HOCTi BOAOAIHHS 91 TO Me4eM, YH BipTYO3HUM II€H3AEM Ka-
Airpada. Y 1iboMy po3yMiHHI «IIPeKpacHOro>» CaMypasiMu
MOXKHa ITOSICHUTH GaraTcTBO AEKOPY Ha 36poi it 00AaAyHKaX.

Epa ToxyraBa — 9ac po3BUTKY He AHIIe BifICBKOBO-
IO MHCTEITBA, aAe ¥ KyAbTypH 3arasoM. Camypai AoocuTb
JacTO MepeTBOPIOBAANCDH Ha IIPUABOPHHUX (Aaitme) IIpH iM-
[IepaTOPChKOMY ITaAalli, HAa GIOPOKpATIB Ta 3AIOHHUX aaMi-
HictpaTopis. ITicas 3aBepmens enoxu Epo 06pas camy-
past 3pobuBCst MopeAAto 6aaropopHol moBeainku. Camypai
IIPU ABOPI IMIIEpaTOpa BIPABHO BOAOAIAM HE AHIIE MEYEM.
Bonu 3HaAM MaTeMaTHKY, 6YAU AOCKOHAAUMH Y KaAirpadii,
Y BipIlyBaHHi Ta yMiAO IIPOBOAMAH YalHY LiepEMOHII0.

Koau npuxodumo
ocinb, cepye Moe
sidnouusac 6 pocax
nid wenominns simpy,
WO AUCHSM 2paE.
Imarasa Procion (1326-1420) 2, c.21]

IIpo6aeMu BUHUKAU IO 3aBepuieHH] sxurts Toky-
raBu — 3’saBHANCS PoHiHN — caMypal, SIKi 3aryOUAU CAYXK-
0y. Lle craso HeabHAKOI COIlaABHOIO IIPOHAEMOIO.

Hpumapnuii ceime!
Hacmas esxce wac npotimu fiozo
00 Kpatw, 3aAUUUBIIY IM S <B0SK> Ha CMO0BOYPI
3aMUIAUM
BUCOKOT COCHU.
Cimiasy Mynexapy (1537-1582) [2, c. 187]

YV my3ei XikoHe, 1110 6yB BIAKPUTHIT GiAsI ITi AHDKOKS 3aM-
Ky B 1987 poui Ha Big3HaueHHs S00-pivust popret, 36epira-
€TbCs Halibararia KOAeKITis MIPEAMETIB BililCbKOBOTO n06yTy
moryTHix aunactiit Ai i (1625-1676) i Ai Haooxi (1656
1717). BoitoBy 36poio MOYaAH 03A06AIOBATH HA CAMOMY
novarky enoxu Kamakypa (1192-1333), i us tpasunis
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Doprens Xikone

36epirasacs axx A0 XIX croairts. ITepexopstau Bia OAHOTO
eKCIIOHATa AO iHIIIOro, PO3yMi€l, YoMy caMypasl Ha3UBaAK
«AIM 3 AYyKOM i KOHEM>. 36py51 AASL KOHEM, Meyi 1 uy6n, IIKi-
PHI II0SCH, HArPyAHi IAHIMPI, HATIATYHUKK M pOraTi HIOAO-
MU AAS 3AASKYBaHHA BOPOTa, iHIIE BiliCPKOBE HAYUHHSI —
IeAeBPY MUCTENTBa. Came B XikOHe BilICbKOBa aMyHiis
IIOKPHTA YePBOHUM AAKOM. BificbKo XiKOHCHKHX peopanis
Jyepes YepBOHHIT AKOP BiAOMe SIK «4epBOHA OXOpoHa Ai>.
Meui camypaiB — ropaicTb My3eiHoi koAekii. Sfnoncpka
36po;1 CAAQBHAACS AAAEKO 33 MEXKAMH OCTPIBHOI KPaiHM. Ixnim
BI/IPO6HI/IHTBOM 3alIMAAVICSI AMHACTIT 30pOSIpiB, SIKi CTOAITTS-
Mu 36epiraau cekpeTu MaticTeprocri. [Iponec BuroroBaes-
HSI KAMHKA OOCTaBASIAM SIK YPOYUCTHI PUTYAA 3i CIIeljiaab-
HVMHJ MOAWTBAMU 1 3akAMHaHHIME. KoBaAb BOHpaBcs B 1je-
PEMOHIaABHUIT OAAT i ToYnHaB poboTy. Bupobu maiicrpis
HociMiuy it ABaTauiri, Macamyne # I'i I;Iocixipo 3 Carawmi,
IHINKX BBaYKAIOTHCS B SIMOHII TaKOI0 5K XYAOXKHDOIO PEeAIKBi-
€10, SIK CTAPOAABHI AAKH, K€PaMiKa, PyKOIIMCHi CyBOI.

Aymi Apys3iB, SKi IpUBeAU MeHe B OCepAsl caMypaiB,
PO3KBITaAM B OTOUYEHHI 30pOFOBOI CAABH IIPEAKIB, ¥ BIATY-
Kax AereHp, icTopiit, yciei atMocdepH, B sIKiil BOHU BUXOBa-
Hi icTopiero fnomii.

AeHb imoB Ha crap. Mivio 3po6HB SKHNUCh CKAAAHUH
3ursar 6iast 6epera osepa BiBa, i ocb Mu 3HOBY Ha Tpaci.
Aopora AoopoMy 6yaa HeOAU3BKOIO, OAHAK Midio 3HOBY 361-
BaBCs Ha MaHIBII Big Aoopory, mo Beae B Ocaky. Bin 3po6us
HeaOWSIKHIT TaK, 3aAyMaBIIH TOKa3aTy MeHi Myseft kepami-
xu B ceai Cirapaxi, 3SHaMeHUTHIT AaAeKO 3a MeXamu SmoHii.
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Mu npoxAXaAU ITOB3 MaAeHBKi YaiHI MAaHTAIlI,
CTBOpeHi repOIYHIUMHU 3YCHAASIMU CEASTH Ha KaM SIHHX [IAQTO,
10B3 6aMOYKOBi rai, 110 He 3aAMIIAIOTH GAAAYIKIM SKOAHOTO
siroHst. ITarop6w, o CIryCKaAUCst AO IIOCe, GYAH «OASITHE-
Hi>» B OETOHHY «AyCKYy> B3AOBX yciel Tpacu. Lleft Bumyme-
HUM, aAe HEOOXiAHUI 3aXUCT MaricTpaai Ha BUITAAOK 3eMAe-
TPyCiB — AOpoOra cnpasa, aAe QpyHKITIOHAABHA M KHTTEBO
HeobOxipHA B SnoHil.

ITomiTHO MOCYTEHiAO, KOAM MU OIITHHAMCS B CEAH-
li, 3HAMEHUTOMY AABHIMHU TPAAULIIAMU FOHYAPHOI Man-
crepHocri. Ille oo XVI cropivus TyT, AK i B iHITUX 1po-
BiHNifHUX neHTpax TokoHabe, Tomba, Bisen, Exizes,
CTBOpIOBAaAAcCs IPOCTA, HerAa3ypoBaHa kepamika. L1i rien-
Tpu MaAn Ha3By «Illectu megeir>». Came 1jboMy ITOCYAY,
a He BUIIYKAHIN IrAa3yPOBaHiM KepaMilli Yu AOPOTiH 1Io-
PlieAsHi, BipAaBaB IlepeBary 0CHOBOIIOAOXKHUK AMOHCHKOT
YaiHOI IlepeMOHil «TsA-HO-10>, MaiicTep CeH-Ho-Pikio.
Y nepBo3paHHiN NPOCTOTI MOCyAy pirocod yaitHoi Iepe-
MOHiI 6a4uB OAHY 3 MOXXAMBOCTEM ITOBEPHEHHS AIOAMHU
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Petrova O.
Japan: Travel Notes

AO TIIEPBICHUX LIIHHOCTEM, AO MYAPOI IPOCTOTH «cabix».
Ao XVI cropivusa B Cirapaki cTBoproBasacsi puTyaAb-
Ha KepaMika «cye» i caaBuaocs iM’ st mafictpa QypyTta
Opibe. Y My3elt Mu He BCTUTAU. AAe IIje [IPALIOBAB BEAU-
Ye3HMH CKAAA-KpaMHHUIIA. Y OTO eKCIIOHATaX 30BCiM He-
IIOraHO BiAYYBaAacs CTUAICTHUKA MAMCTPiB CirapaKi, IxHi
AEKOPaTHBHI 0COOAUBOCTI.

3akiHuuBCA 6araTuit BpPa>KeHHSMH ACHb, TaKi HEYaCTO
TPANASIIOTHCS B KHUTTi. AOAOMY IIOBEPTAAKCS HIYHOIO Tpa-
coto. ITpoixaau MaaboBHUYE ceAo Ira, posraimoBane Ha be-
pesi ripcpkoi piuku. Tyt HapoauBcs # cTaB moeroM Maityo
Bacbo (1644-1694) — noet panHboro mepioay eroxu Eao.
CrpasxHi iM'st iloro — Marfyo Mazegyca, TakoX BIAOMUIT
mia riceBpoHIMOM Toceit. Bin 6yB 3aCHOBHHKOM ITOETHYHOI
$opmu «xarKy>. B fioro noesii oominye Tema «TaeMHHIO]
IevaAi cCaMOTHOCTI>, 110 icHY€ B KyAbTypi SnoHii sk mo-
HSTTS «cabi>». Y bOMy 5K CeANI 3HAXOAMAAChH «INTA0-
KBapTHpPa>» HEeBAOBHMMUX IIMHUI'YHIB — MaNCTpPiB «TaeMHO-
'O MUCTELITBA>»> HIHA3S.
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Abstract. The article covers some of the most prominent cultural landmarks of central Japan. Nara, Kyoto, Osaka, and their sub-
urbs and nearest region were the foundation and all the fundamental principles of Japanese architecture and art, in particular the art
of calligraphy, ceramics, red lacquer painting, and the famous Japanese weaponry.

Nara became Japanss first permanent capital in 710 (by the order of Empress Gemmei), a 72-year period in Japanese history known
as the “Nara Age.” It is noted that Buddhism, and later Zen Buddhism, first came to this territory from China. For twelve centu-
ries, Buddhist art was considered a “Japanese classic” On the territory of the Nara temple complex, one can observe the organ-
ic coexistence of ancient Shintoism and Buddhism adapted to the consciousness of the Japanese. In the central region, a revered
archaeological site is the underground structure of Isi-Butai, which dates to the ancient Asuka period (538-645). Despite many
years of research of this attraction, the so-called “stone stage”, the water pipe laid in the dungeon, other details remain mysterious

(about their origin) and are of keen interest to archaeologists.

The paper also provides information about the Horyuji architectural ensemble (607-623). The focus is on the personality
and educational role of Prince Shyotoku, who succeeded Empress Hashihito no Anahobe, the prince’s mother. The Chugudi
temple (Tkaruga’s old palace) was dedicated by Shétoku to his mother’s memory. Now there are only a few stones from this tem-
ple. Information is provided about the sculptural masterpiece of the Asuka era—the statue (national treasure) Nyoirin Kannon
Bosatsu, which is one of the most poetic sculptures in Japanese plastic. Special attention is paid to the embroidered sacred banner
Tenjukoku Shiché Mandala depicting the “Land of Heavenly Longevity.” The fabric is considered the oldest embroidery in Japan.

Keywords: Asuka period, Ishi-Butai mound, Hikone, Shintoism, Oka-dera monastery, Horyu-ji complex, Prince Shyotoku,

Buddhism.
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A\ OKaAbHI (popMH Cl)GCTI/IBaAbHOFO
npocropy Aporobuua

Local Forms of Festival Space

in Drohobych

Amnoranis. Ha cyyacHOMy eTari pO3BUTKY KyABTYPH 3AIMCHIOETHCSI IIOLIYK LJIHHICHO-CMHCAOBUX OPi€HTUPIB, SIKi 6 CIIpusiau peaai-
3ar1il HOBUX GOPM KyABTYPHOTO JKUTTs, 30KpeMa My3udHoro. PecTrBaAi K OAHA 3 TAKHX pOPM 3aAYHIAIOTH AO EAMHOTO KYABTYPHOTO
MPOCTOPY HOBI KAaHPHU i BUAU MYy3UYHOTO MHCTEIITBA, BOAHOYAC MOTUBYIOTb TBOPYi KOAGKTHBH, CTAIOTh AASL HUX IMITYABCOM AASL HO-
BHX AOCATHEHb. AKTYaAbHICTDb CTaTTi TOASITa€ B AKTUBHOMY MOIIMPEHHI i 3pOCTaHHI 3HATYI[OCTi My3UYHUX PeCTHBAAIB K TBOPYHX
aKIlill Ta BAKAUBOI CKAAAOBOI HalliOHAABHOT'O XyAOXKHBOTO ITPOIIECY.

PosxpuTo pisHi acriekTH $pecTHBAAbHOTO XXHUTTS MPOBIHI[ItHOTO MicTa y mepiop HesaAexHOCTi Ykpainu. Cboropni pecrusaai —
HeBiAE€MHUIT eAeMEHT KYABTYPU, XYAOKHE SBHIIIE, IO IIOCTIMHO PO3BUBAETHCS. BOHM € 3aTpeOyBaHMMU Y PISHUX raAy3siX KyABTYPH
i MUCTeLTBa, iXHi KOHIIEPTHI IPOrPaMy CTAKOTh IPUBAGAUBIME AASL MIiCTsH i rocrert. QecTrBaai cpusitoTs GOPMyBAHHIO Ta PO-
CyBaHHIO 6peHAIB MicTa, perioHy, TpaHcdopMaril MiChKOrO CepeAOBHIIA Ta IIPUBEPHEHHIO YBArH AO Pi3HHX IIPO6AEM, OCKIABKH
IIOB s13aHi i3 3araAbHOKYABTYPHOIO CUTYAL}€I0 i AOKAABHIM KOHTEKCTOM. ITpOBeAeHHs peCTUBAAIB SIK KAIOUOBOTO €AEMEHTY Cydac-
HOTO KyABTYPHOTO KUTTSI CIIPHSE MOMHUPEHHIO KPeaTHBHHUX MTPAKTHK, OPIEHTOBAHUX HAa PO3BUTOK I'yMaHiTapHOT cdepH MiCTa, Mip-
HECeHHIO PiBHs KYAbTYPHOTO XXHUTTS Periony.

CrarTsi Ma€ Ha MeTi perpe3eHTyBaTU «IIAHOPaMy> (eCTHBAAIB, iXHi 0COOAMBOCTI, 3HAYYLIICTh AASL KYABTYPHOTO SKUTTS MiCTa.
SIK TOAOBHY T€OpeTHYHY MAPAAUTMY BUKOPHCTAHO CUCTeMHHI METOA, TAKOXK AOPEYHUMHU BUSBUAUCS TaKi METOAM: THIIOAOTIHHUH —
AASL BUSHAUEHHS OCHOBHMX Pi3HOBHAIB (eCTHBAAIB, IXHBOI POAi y KyABTYPHOMY SKHMTTi MiCTa; aHAAITUYHHMIA — AASI BUSIBAGHHS Xa-
PpaKTepHUX 0COOAMBOCTEN (peCTUBAAIB, IXHBOT KOHIIETILiM i CIIejiKu.

Karouosi crosa: GpecTrBasb, My3SHIHHMIT GpeCTHBAAD, XOPOBHIT pecTuBaAb, Aporobud, pecTUBAABHMIL IPOCTIp.

ITocranoBka mpobaemu. ITepes KOXKHOIO AP>KABOO
Ha [TeBHOMY eTalli CyCITIAbHOTO PO3BUTKY ITOCTAIOTH ITHTaH-
HS Bn60py COITIOKYABTYPHHUX ITpiopuTeTiB. B ocTanHE ABa-
ALITHPIUYA KyABTYpa SIK CUCTeMA I[IHHOCTe! i COoLliaAbHUX
KOAIB, sKi IHTEIPYIOTb CYCIIIABCTBO, SIK peCypC pO3BUTKY
YKPaIHCHKOI'O COLiyMy i MEXaHi3M MOTro KOHCOAIAAINI cTaAa
3HAYYIIUM $AKTOPOM 30epexKeHHsI i epeAadi AFOACHKOTO
AocBiay. BiaTioBipatoun BUMOraM 4acy, peaAisyloTbcs HOBI
$opMU KYyABTYPHOTO KUTTS, AK-OT GpeCTUBaAiL, IO AeMOH-
CTPYIOTh AOCSATHEHHSI MHCTEIITBA Y IJAPHHI My3UKH. BoHn
€ LIIAICHMM i 3aBepUIEHUM aKTOM AISABHOCTI 3 SICKpaBO BH-
Ppa>XeHMM iHHOBAaIlIMHMM XapaKTePOM.

B yMoBax cy4acHOI KyABTYpH aKTYaAbHUMH CTAaIOTDb
$opMH XYAOXKHDBOI IPAKTHKH, Cepep SIKUX Aiaupye dec-
THBaAb. AKTHBI3allis $eCTUBAABHOTO PyXy 3yMOBAEHa
THM, 10 $peCcTUBAAD SK iHHOBaIiHa popMa penpeseHTa-
1jii My3HMYHOTO MUCTENTBA CTBOPIOE IMUPOKI MOXKAMBOCTI
AASI KOMYHIKaTlii, Ha BiAMiHy BiA IHIIHX MUCTeIIBKUX GOPM.
IIpoBeaeHHS $pecTHBAAIB CIIPHISIE TBOPIOMY OOMIHY MiX
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BHKOHABLSIMH i KOAEKTUBAMH, AEMOHCTPYE CaMOOYTHICTD
PEerioHaAbHOTO MUCTELITBA, TOAIEBICTD MiCTa K BaXKAUBUI
ITOKAa3HMK HOTO AMHAMIYHOTO po3BUTKY. HaBiTh HeBeAmki
MiCTa HaMaralThCs 3alIPOBAAUTH I'yMaHITapHI KYyABTYPHi
IMiAJKeBI ITOAIL, OPIEHTOBaHI Ha 3aAYYEHHS AIAOBUX AIOAEH,
TYPHUCTiB, MOAOAL.

B Ykpaini dpecTrBasi IpOBOAATD He TIABKH Y CTOAMIL,
a i1 y mpoBiHLifiHUX MicTaX. BoHU cTaioTh ycTaseHuM eae-
MEHTOM KYABTYPHOTO IPOCTOPY MiCTa K OPraHi3yH0490ro
LIEHTPY, Y CEPEAOBUII SIKOTO Iji TBOPUYI aKIii HA6YBAIOTh He-
BAAQCTHBHX HOMY OCOOAMBOCTEH — CTAIOTh MAaCIITAOHUMYL,
MaCOBHMHU, BUAOBHII[HIMH.

Amnaaiz pocaipxeHp Ta my6aikanii. KonnepTsi
3aX0AM MY3UYHMX PeCTHBaAiB MiXKHaApOAHOTO piBHA
(«Kuis Myszuk Qect>», «MysudHi npem'epu ce3oHy>,
«XapkiB Mysuk ®Pect>», «DopyM My3UKU MOAOAHX>,
«KonTpacti» Ta iH.), 0cO6AMBOCT pecTUBAABHOTO TIPOILe-
Cy B YKPalHChKOMY MY3UYHOMY IIPOCTOPi PO3KPHUTO y CTAT-
TAX, BIATYKaX, peleH319X My3UKO3HaBIIiB (M 3ararikeBud,
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A. TTapxomenko, M. Yepkamunoi-I'ybaperxo, O. Pomenko,
A. IlTamoBaaosoi, B. Peai, H. KocTrok, I. Cremanuenxko,
I. Cixopcokoi, A. Ayninoi, O. Apsuxosoi, I0. YekaHa,
b. Crorn, M. llIsepa, C. 3yesa, P. Ocumnes, IO. Benri,
A. Adoninoi, O. l'aaysescpkoi, A. ToroBaHb Ta in.). OpHak
perioHaAbHi peCTHBAAL, IPUPOAHO, OOTOBOPIOIOTH 3a3BHYAI
Ha AoKaAbHOMY piBHi. PecTrBasbHI 3ax0AM y Aporobuui
He TaK 4aCTO CTaBaAHU IIPEAMETOM 3allikaBA€HHS HayKOBIIiB,
OKpeMi BIATYKH (M. Byp6ama, Y. Moauxo, O. HiMuaoBuy,
b. HI/Iua) PO3MillleHO Ha HIMAAbTaX MiCIleBOI IePiOAMKH,
3Ae6iAbIIOro sx AMCKYCIi PO HUX o6Me>1<yBaAmc51 KOAOM
MY3UKaHTiB-TIpodecioHaAiB.

Buxaap ocHOBHOTO Marepiasy. Y cyd4acHifl KyAbTyp-
HIiM TpaAuIil cpeCTnBaAb — IIe CBSITKOBA ITOAiSI, IO CKAQ-
AQETHCSL 3 HU3KU KOHIIEPTIB, 00’ €AHAHUX OAHIEI0 Ha3BOO
Ta IIPOrpaMoIo, 10 BiaOGyBaroTHCSA B YPOUHMCTii 06CTaHOBII
3 IIEBHOIO PEryASPHICTIO UM SIK OAHOPA30Ba aKIlisl.

ITpoBepeHHS MiCBKOTO PpeCcTHBAAIO OYAE YCIIIIHIM
3a YMOBH BpaxXyBaHHS HU3KU PaKTOPiB: COIIOKYABTYpPHOI
cuTyarnii B YkpaiHi 3araAoM i AOKaAbHOI, ITOTEHIIFHO] IT1iABO-
Bol ayauTopii Ta i 3armTiB. Hespaskaroun Ha iHTepec A0 dpec-
THUBAABHOI IIPOOAEMATHKH, CBATKOBA KYABTYpPa CY4acHO-
IO MiCTa 3aAMIIAETHCS MAAOAOCAiAXKeHO0. ITpuBabauBicTs
$ecTuBaAIO K MiCPKOTO CBATA 3aAEXKHTD Bip MIATPUMKH
MicrieBoi Baapu. ITpoBeaeHHs decTuBaAi0 MOXKeE CTATH Jac-
THHOIO NAAHY 3 $OPMYBaHHIO KYABTYPHOI iHYpacTpyKTypn
MICTa, [0 «XapaKTepU3yETbCS CTAHOM PO3BUTKY KYABTY-
PH B KpaiHi, MEHTAAITETOM Ta IOTASIAAMHU HACEAEHHS, KyAb-
TyPHOIO iHTerpari€ro pisHuX Ipyn HaceAeHHs» |3, . 131],
CTBOPEHHS IIepeAyMOB AASl AOKAABHUX IPOIIECiB PO3BUTKY
1 BiAHOBAGHHS MiCbKOTO CepeAOBHIa AAsI GOPMyBaHHS sKic-
HOTO My3HUYHOTO IIPOAYKTY. Ba biabire, dpecTrBasp A03BO-
AUTb CGOPMYBATH Y MEIIKAHIiB HOBUH ITOTASIA Ha 3BUYHE
AASL HUX MiCIle IPO>KMBAaHHS, IOKPAIUTH IXHIO KOMYHi-
KaIliio, 3MIIJHUTH IIOPO3YMIHHS CepeA Pi3HHX CYCIiAPHUX
IpyIL

3ycuaAsl MicrieBOi BAAAM Aporo6nqa CIpAMOBaHi
Ha popMyBaHHS IMIAXY MiCTa, TepeAyciM AAS peaaisarrii
KYABTYPHHX 1 COLIIaABHUX ITOTPel Yepe3 epeKTHBHE BHKO-
PHUCTaHHA KyABTYPHHUX PecypciB. I TyT BeAbMH aKTyaAbHIM
€ 30CepPeAKEeHHS yBary Ha icTopil MicTa, 1Or0 AyXOBHMX
aKTHBAX, IO BUPA’KAIOTbCS Y B3AEMOAII 3aKAAAIB KYABTYpHU
i 6esrocepearpo micTsiH. CaMe TaKO KpeaTHBHOH $op-
MO0 y MacIITabi MiCTa € TPAAMIILS KYABTYPHO-MACOBHUX 3a-
XOAIB — eCcTHBAAIB, 5IKi € OpeHAOM Aporo6nqa, o3asiK 3a-
CHOBaHi Ha YHIKaAPHHUX PeCypcaX KyAbTypH MicTa.

Aporobud OpuTriHAaABHHUI y KYABTYPHOMY CEH-
Ci, i 11 KOHKYpeHTHA IlepeBara mnepep iHImuMH MiCTaMHu
AbBIBIIUHU AaAa 3MOTY peaAisyBaTH TBOPYMIl IIOTEHIiaA
MY3HUKaHTiB-TIpodecioHaAiB caMe y peCTUBAABHOMY Aiil-
CTBi SIK IIOTY>KHOMY iHCTPYMEHTi KYABTYPHOTIO IliAHECeH-
Ha MicTa. Y Aporobudi 1945 poky 6yAo 3aCHOBaHO My-
suune yunaume (tenep K3 AOP «Aporo6urpkuit my-
swuHMil GpaxoBuit KOAeAX iM. Bacuas Bapsincbkoro» ),
1962 poky — My3HYHO-II€AArOTiYHHUN (aKyAbTET
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ApOro6HIIbKOro Aep>KaBHOTO IIEAATOTIMHOTO YHIBEpCHTe-
Ty im. [Bana ®parka (Terep — daxyabTeT I0YATKOBOI OCBi-
tu Ta Mucrerrea AAITY im. [Bana (DpaHKa). 11i HaBuaAb-
Hi 3aKAQAU CTAAU <Ky3HEI0>» IMATOTOBKH IpodeciiHux
MY3HYHMX KaAPiB, Ki aKTUBHO BKAIOUHAACS Y KYABTYPHO-
MUCTELbKI aKI]il MiCTa, BHECAU CBDKMI CTPYMiHb Y My3HUY-
He JKUTTS MiCTa Ta PerioHy K «KOMIIAEKCHY CUCTeMY CycC-
MABHO-MY3H4YHOI KOMYHiKaIlil KOMIIOHEHTiB, AO SIKHX BiA-
HOCATbCS aMaTOPChKe Ta MpodecifiHe My3HIHEe MUCTEIITBO,
My3HMYHa OcBiTa» [4, c. 23-24].

Aporo6ud — MicTo 3Ae6iABIIOro XOpOBHX $peCcTHBa-
AiB. ITosicHeHHSI 11bOTO, 3 OAHOTO HOKY, — B iCTOpHYHIit Ima-
PaAUTMi XOpOBOT'O MHCTEIITBA PErioHy (Ao 1939 poxy Tyt
ALSAO YMMaAAO AMAaTOPCHKHX XOPOBUX I'ypTKiB «IIpocsiTm>,
«PipHOI mKOAM>, CITiBOYE TOBAPUCTBO «AporoGnubKHﬁ
Bosi>, nepkosHi xopy; y 1960-1980 pokax — mpu Kox-
HOMY IIATIPMEMCTBI MicTa (a,A,)Ke AporoGI/Iq 6yB MIOTYX-
HHUM IIPOMHCAOBUM IIeHTPOM 3axiAHOI YKpa'l'HI/I) , 3 IHIIIO-
IO, — Y MEHTAAbHil TPaAULIL (MysyIKaAbHiCTb i criBy4icTb
yKpainmis). | He TiAbKH: XOpPOBa My3HKa € IPOBIAHOIO Cde-
POIO TBOPYMX iHTEpeCiB yKPalHCPKUX MaNCTPiB, y Hil BipO-
6pa>1<a}oTbc;{ 3aKOHOMIpHOCTI i 0COOAMBOCTI HalliOHAABHOI
KOMIO3UTOPChKOI mKoAu. L]eft XyA0xKHil maacT BipA3epKa-
AIO€ IHTOHAIIIMHO-3BYKOBE CAaMOBHPAXXEHHsI €THOCY, BIIPO-
AOB3K TPUBAAOTO YaCy 3aAMIIAETHCS HANOIABII 3HAYYLIUM
i morryAstpHUM. AO TOTO X, XOpPOBa My3HKa € THM «bapoMe-
TPOM>, IKMH BU3HAYA€ COLIAaAbHO-TICUXOAOTIYHHMM KAIMaT
CYCIABCTBA, Y Hill CQOPMYBaAHCS KOHCTAHTHI eAEMEHTH
My3UYHOI MOBH.

He AuBHO, 1m0 XOpOBe MY3UKYBaHHS SIK 0COOAMBA
CKAQAOBA YKPAIHCHKOI KYABTYPHOI CIIAAIIMHU CTAAO «<Bi3H-
TiBKOIO> MICTa y IIepioA HE3aAeXKHOCT1, KOAH Ilei BUA BUKO-
HABCTBA [T0YaB IOTYXXHO BiApoaXyBaTHcs. Ilepiroro AacTis-
KOO CTaB $peCTHBAAD Pi3ABIHOTO XOpoBOTO cIiBy «Koasaye
O®panxose ITiarip’s>. Lle cBsiTkoBe AificTBO 6yAO 3amoyar-
koBaHO 1991 poky i eriporo AporoOHIbKOro BiaAiAeHHS
Mysuunoro ToBapucTBa YKpaiHH 3a MATPUMKH MiCIIeBOTO
AYXOBEHCTBA, MiCbKpaitoHHOTo ToBapucTBa «IIpocsiTa>
ta ToBapucTBa ykpaincpkoi MoBH. Ao opraHisarii Ta mpo-
BEAEHHS CI)ECTI/IBaAIO AOAYYMBCS MOTO iAeHHUM HaTXHEHHHUK
MysukosHasenb M. Byp6an, mpomnosuniio moao Ha3Bu pec-
THBaAlo BHic npo¢ecop M. Illarara. OpranizaTopu cra-
BHAM IIepeA COO0I0 3aBAQHHS IIPOAOBXKUTH Ta PO3BUBATU
TUCSYOAITHIO YKPAiHCBKY XOPOBY TPAAUIIiIO: SK I[epKOBHY,
TaK i CBITCBKY.

Teopumit pebror pectuBaso «Koasaye Opankose
ITiprip’si>, mo BiAOyBCs y IpuMinteHHi AbBIBCHKOTO aKa-
AEMIYHOTO 00AACHOTO MY3HUYHO-APAMATHIHOIO TEATPY
im. FOpist Aporo6uua, 6yB BAQAUM i IIePCIIEKTHBHUM.
KonuepTHy nporpaMmy BUKOHYBaAH I}epKOBHI XOPOBi KO-
AEKTHUBH MiCTa (Aopoczxi Ta AI/ITﬂqi) ) HAPOAHMI1 YOAOBIYUH
xop «beckup>», xinoya xopoBa kanmeaa «OcBiTaHKa>, Ha-
BYaABHI X0pu ApPOTOOUIIBKOTO AEPXKABHOIO MY3HIHOIO
YYHAMINA Ta My3UIHO-Tleparoriunoro ¢paxyasreTy AAIII
im. Iana Ppanka, sik i MimaHuit xop HadpTOIEPEPOOHOTO
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3aBOAY Ta YOAOBIYMI — aBTOKPAHOBOTO. YJaCHUKHU $pecTH-
BAAIO IIPEACTaBHAM MIMPOKUH perepTyapHUM CIIEKTP ITiCeHb
Pi3ABSHOTO LIUKAY, 30KPeMa TPAAULIiHHI 1 aBTOPChKi KOASIAK
i meApPiBKH, L€ PKOBHI IiCHEeCIIiBU.

IIMopoxy A0 pecTUBAABHOTO AiMCTBA IPUEAHYBAAKCS
HOBI XOPOBi KOAGKTHBH, BIAPAAHO, IO CEpeA HUX OYAH 1 AU-
TA4i IJepKOBHI, XOPH AUTSYMX My3HUYHMX IIKiA MiCTa Ta peri-
OHY, HaBiTh KOAGKTHBH 3 IHIIUX MiCT: HAPOAHUH KaMePHHUHI
xop «Opiana» AbpBiBCbKOro masaryy KyabTypu im. ['Hara
XoTxeBuya, xop 1epksu cB. IOpis M. fIBoposa, HapoaHa xo-
poBa kareaa «Bost» M. Bepexxanu TepHomiabcbkoi o6aac-
i, TBOpui koAekTHBH ITasany kyasTypu M. HoBa Kaxoska
XepcoHcbKoi 06AacTi Ta iHmI.

2021 poky decTuBaAb BiAOYBCS Yy AUCTAHIIIMHOMY
pexuMi, BTiM, Ije He 3aBaAUAO AOAYUYHMTHCS AO KOHI|epT-
HOI ITporpaMu 6araTboM KOAEKTUBAM, SIKi BUKOHAAH TaKi
TBOpH: «O71 Ha piuri, Ha I;IOPAaHi» M. AeonToBunua, «Ha
PispaBo Xpucrose> I. I'aBpuaens, «Koaspa» ta «Iea-
piBxa>» M. IaitBopoHchkoro, « AuBHa Hiu>» L. Iaiiaenka,
«CasaT Bewop> i «PaayiiTecs Bci Atopie» B omparoBas-
Hi M. I'punummuna, «B 3eAeHim Aicky> B omparjoBaH-
Hi M. Aanka, «AiBa cuHa mopopHAa>» B OIpallfOBaHHI
M. KoBaapbuyka Ta iH.

lopoky y $pecTHBaABHUX IpOrpaMax OepyTsb y4acTh
npodeciiiHi KOAeKTUBU MiCTa: MYHIIIMIIAAbHI KaMepHi
xopu «Aerenpa>» i «BosiH ApOroOUIbKIT>, 3aCAYKEHHIT
Ipuxaprarcekuit aHcaMOAb IicHi i TaHI0 «BepxoBuHa>.
Ixni BUCTYTH BUPISHAIOTbCS BHCOKUM PiBHEM BHKOHAHHS,
CTalOTh KYAbMiHAI[iITHUM MOMEHTOM i OKPacolo ¢pecTHBaAb-
HOTO AIMCTBa.

2023 poxy BiabyBcst XXXII ¢pecruBars «Koasiaye
O®pankose ITiprip’s>. Y Horo KOHIEPTHIl Iporpami B3s-
AM Y4aCTh LIepKOBHI i CBITCbKi XOPOBi KOAEKTHBHU, BOKAAD-
Hi Ta IHCTpYMeHTaABHI aHcaMbAi Aporobuya ta Mmict-
careairiB — Tpyckasusy, Bopucaasa, Cre6Huxka.

Xoposuit pectusasb «Koasipye panxose ITiarip’si»
CIpHsi€ BIADOAYKEHHIO YKPAiHChKOI AyXOBHOCTI, 36epe>1<eH-
HIO, TPMMHO>XEHHIO Ta IIOITYASPU3ALIil Pi3ABSHUX TPaAULIi
i 3Bu4aiB. BiH cTaB AcKpaBUM ABHUIEM AyXOBHOTO XXUTTS
Aporo6uaH, 60 came B 0OPSIAOBIi KYABTYPi aKyMYAIOETH-
Cs MEHTAAITET HapOAY, HOTO iA€aAH, TParHeHH, IIPEeAKO-
BIYHI I[iIHHOCTI.

Tpapunis npoBeaeHHS XOpOBOro $peCTUBAAIO Y Jaci
BeankopHix cpar sanmoyatkosana 2001 poxy. Bucoxka micis
XOPOBOTO AIFICTBA Iip Ha3Bo0 «XBaaite [ocropa 3 Hebec>»
BU3HAYAETHCS CIPUSHHAM BiAPOAXKEHHIO YKPaiHCBKOIL Ay-
XOBHOI MY3HUKH, MIAHECEHHIO YKPaiHChKOI KyABTYPH, I10-
>KBaBACHHIO CYCITIIABHOTI'O IHTE€PECY AO HalliOHAABHOI iCTOpI],
KYABTYPHOI CIIAAL[MHH, KYABTYPHOI ITaM SITi.

¥V KOHIlepTHHX IporpamMax $peCcTHBAAI IOPOKY be-
PyTb y4acTb Xxopu nepksu Cpstux Amocroais Ilerpa
i ITaBaa unny CssiToro Bacuast Beankoro «Csirao Tuxe>
(pereHT 0. XoMuKk), [}epKBU OAQKEHHUX CBSIEHHOMY-
vennkis Cesepuna, Birasis Ta Sxuma (perent T. 3emko),
xop «Codis» nepksu Bipu, Haaii, Aro60si (perent
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H. Komo6a), xop «OpanTa>» Aporo6uipkoi AyXoBHOI ce-
minapii (Aupurent o. A. ByHs ), mpodeciiini koAeKTHBU Mic-
Ta Ta TOCTi: MyHIIIMITAABHUM KaMepHUH X0op «/AereHaa»
(AI/IPI/II‘eHT H. Camoximun), 3acAy>KeHHI IIPUKAPIATChKUH
aHcaM6Ab micHi Ta TaHIO Ykpainu «Bepxosuna» (Xypok-
Hill KepiBHHK Ta roAoBHUIT AupureHT C. Yp6aH) , KAMEpHHIT
xop «JKatiBip> M. AbBiB (XyAOM(HiIZ KepiBHMK Ta AUPUTEHT
H. Ymup-Kossp), kamepuuit xop «ARTOS>» m. Yoprkis
(AI/IPI/II‘EHT B. MaKCI/IMAIOK), MYHIJMIIAABHUI YOAOBI-
anit KamepHuit xop «Bosu Aporo6unpkuii>» (AUpurenT
B. Ocram), x0p ApOro6uIbKOro My3u4HOro $paxoBoro Ko-
Aepxy im. Bacuas Bapsincokoro (aupurent B. Bonssx),
MYHIIMIIAABHUI YOAOBIUMI XOp «KaMeHsip>» BiaAlAy Kyab-
Typu CTpHICBKOTO parioHy (XyAO}KHifI KepiBHHK Ta AU-
purent C. IleAr0X), HApOAHA CTYAGHTCbKA XOPOBa Kareaa
«Tayaeamyc>» ApOro6HIBKOro AeP>KaBHOIO yHIBEPCHTETY
im. Isana Qpanxa (AI/IPI/II‘EHT C. ,A,au}oK) » MyHILIMITaAbHHI
xop «Tomin» M. AbBiB (xy,A,o>1<Hi171 KePiBHUK Ta AMPUIE€HT
P. AHH.IEHKO) Ta iH. [AMOOKIM AyXOBHUM 3MiCTOM, OCOOAH-
BOIO €HepPreTHUKOI HAlTIOBHIOIOTHCS TBOPU Y BUKOHAHHI XO-
POBHX KOAEKTHBIB, BAKOHABChKA MAaNICTEPHICTD AKUX 3BOPY-
IIy€ CAyXayiB i CHOHYKA€ AO PO3AYMiB Ha 3MiCTOM AFOACBKO-
'O XKUTTsl, XPUCTUAHCHKOI BipH.

DecTHBAaABHI 3aXOAM IIPOXOAATD Y Pi3HUX XpaMax
Aporo6uuya. ITpo mOmyAsIpHIiCTS 1IbOro PeriOHaABHOIO MHC-
TEIbKOTO $OPYMY CBIAYUTD YIACTh Y HbOMY IPOBiAHUX XO-
POBHX KOAGKTUBIB YKpalHH, IK-OT aKaAeMiYHOI YOAOBIYOi
KarreAd iM. A. PeBy1ipkoro, MyHiIumaAbHUX X0opiB «laAnmibki
nepea3BoHu> (M. IBano-dpankisebk), «Tomin» (M. AbBiB)
Ta iH., IKi AeMOHCTPYIOTb BIAAAHICTD YHIKAAbHIN aKapeMiy-
Hill BUKOHABCBKiM MaHePi i TPAAMILIiAM YKPAiHChKOI AyXOB-
HOI My3HUKH.

2023 poxy Biabyscs XXII dpectuBasp «Xpaaire
Tocnioaa 3 HeGec>. 3axia 3aiHTPUIyYBaB IIHPOKUM peIep-
TYapHUM CIIMCKOM: YKPAIHChKi AyXOBHI IeAeBpH OYAH IpeA-
craBAeHi Bip poscriBiB Kuepo-ITeuepcpkoi AaBpu a0 TBOpiB
Cy4aCHMX MUTIIiB.

Po3KBiT XOpOBOTrO BUKOHABCTBA Y Aporobuui csirae
1920-x pokiB. Ao OTO CTAaHOBAEHHS, a BiATaK ITiAHECEHHS
AOAYYMBCS CBSII€HHHMK, KOMIIO3UTOP, KePiBHUK CIIiBOYOTO
TOBapHCTBa «Aporoburpkuit bosia>, 3acHOBHUK i ApeK-
Top ¢iaii Bumoro Mysuunoro iHcTUTYTY iM. M. AnceHka,
KepiBHUK I}epKOBHOTO i rimuasiiiHoro xopis o. C. Canpys.
Bpaxosyrouu Horo poab y mipHeCeHHi My3UIHOTO KUTTS
Ta OCBiTH y MicTi, 1997 poky 3 iHiIliaTuB! BiAHOBAGHOTO
ToBapucTBa «BostH Aporo6urpkuit> 6yA0 3aCHOBAaHO XO-
poBuit koHKypC iM. 0. CeBeprna Camnpyna. ¥ 2000 pomni
BiH BiAGYBCs y popmari koHKypcy, a 2005, 2008, 2011 po-
KiB — X0poBHX {ecTrBaAiB. I]e XopoBe AIfICTBO 3 KOXXHUM
POKOM HabyBaAO MOIYASIPHOCTI, 1 3TOAOM Y4acTb y HbOMY
6paA14 He TIiAbKH KOAEKTHBU 3aXiAHOTO PerioHy, a i 3apy-
6xHi xopu. Tak, 2011 poKy I'STHiT XOpOBUIl GpeCTHBAAD
im. C. Campyna 6yAo ITpoBeAeHO BXKe y CTaTyci MiXHa-
poanoro. CBoi KOHIIepTHi MPOTrpaMu MPEACTaBHAH SKiHO-
yuit Kamephuit xop «Hamucro», «XKypasai>» (IToabma),
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HaPOAHMI AUTSYO-IOHAIIBKUI XOp «CBiTaHOK>, HapOA-
HUI XiHOuMi1 X0p «‘lepBoHa KaAMHA>», HAPOAHHI KaMep-
Huit xop «I'parmis> (Bci 3 M. CaM6ip), HapoAHa XOpOBa
Kareaa «Barpa>», Hapopnuit putsunit xop «Ilfeapux>,
xop im. M. Bepburibkoro (Bci 3 M. CTprI) , HAPOAHHMH XOp
«TaamanHa> TepHOMIABCHKOTO AEPXKABHOTO MYy3UIHOTO
yunanma im. C. Kpymeasauipkoi, xop Aporoburipkoi Ay-
XoBHOI ceMiHapii «OpaHTa>» Ta iHmi. XopoBi KOAeKTHBU
YCIIIIHO penpe3eHTyBaAl KOHIJEPTHI IIPOTPaMu y KaTe-
APaAbHOMY co6opi ITpecs. Tpifini ynpoaosx Micsus, 3a-
IIPOIMOHYBABIIH CAYXa4yaM < IIeAeBPU YKPAIHCHKOTO XOPOBO-
ro mucrenrsa A. Bepeas, A. boprasancekoro, M. Aucenxka,
M. Bep6urpkoro, A. I'natumuna, SI. Bapauga, A. Amdxo,
B. ®iabyy Ta in.>» [ 5, c. 165]. UuMar0o KOAEKTHBIB BUKOHY-
Baau MoauTBy C. Canpyna «Cssituit Boxe>, 3axomnaeH-
Hs Y CAyXadiB BUKAMKAAHM TakKi TBOpH: Koaspau «IIo To 3a
npepuBo> B. Bapsincpkoro, «Koasaxa» B. Kamincpkoro,
KaHT «Yepes moae mupoxee>» A. Korka. Illupoxy pe-
MepTyapHY IMAAITPY IPEACTaBHUB y 3aKAIOYHOMY KOHIIep-
Ti pecTrBaAi0 40AOBIUMIT XOp «BosH ApOro6HIbKIT>:
AYXOBHI TBOPH 1 CBITCBKi. 30KpeMa GyAO 03BydIeHO TBOPH
A. Boptasucbkoro (xoposuit kounept «Tebe Bora xpa-
AuM> ), M. Aucenxa («Ofi, Hema, HeMa Hi BiTpY, Hi XBHAI>»,
<Y TypKkeHi 1o TiM 6ori>, o6po61<y «Oii my1my 51 KOHUYeHb-
xa» ), O. Huwxankiscokoro («3 oxpymkis> ), ®. Koaeccu
(«Byao koAmch> ) Ta iH.

XopoBuil ¢pecTHBAAD 3aCBiAIMB, 110 Y Aporo6umdi mra-
HYIOTb TpaauLil, 3anoyaTkosasi o. C. CanpyHoMm, Aba0Th
IIPO TIONYASPH3ALIIO Ta IOMHUPEHHs YKPaiHChKOTO XOPO-
BOT'O <IIPOAYKTY> Ha AOCTaTHbOMY BUKOHABCbKOMY PiBHi.

SlckpaBy CTOPIHKY B KyABTYpHE XXUTTsL Aporo6uida
BIIMCaB My3U4HUI ¢pecTrBaArb « CTpyHH Ay Hamoi>», 3a-
movarkoBaHuil 1997 poxy Aporo6uipkor0 opraxisariero
HamionaApHOI criAKy KOMITO3HTOPIB YKpaiHu 3 iHil[iaTHBH
ii roaosu B. I'paboBcepkoro. Y mporpami ¢pecTHBaAio mpo-
BEAEHO HM3KY aBTOPCHKUX KOHIIEPTiB BUAATHHX YKpaiH-
CbKHX KOMIIO3HTOPIB, a came: B. Bapsincpkoro, M. Koaeccy,
b. ®iabn, I. Asmenxa, €. Crankosuda, M. Cxopuxa,
A. Anuxo, M. Crenanenka, I. Cacpka, M. AacToBernpkoro,
B. Toassiipkoro, M. XaaAiToBOI Ta iHIIHX.

Tak, 2008 poky 3ax0AM My3HYHOTO GpopyMy GyAH mpu-
ypoueHi Ao 120-pivus Bip AHS HapopkeHH: B. bapsincbkoro,
BOHH BiAOYBaAHCS BIIPOAOBX TPbOX TIOKHIB. ByAo mpoBepe-
HO HayKOBy KOHepeHIi0 «Bacuap Bapsinchkuii Ta cy-
YJacHa yKpaiHCbKa My3H4YHA KYABTYpPa>, KOHIIEPT i3 TBOPiB
xommosuropa. Tak camo A0 pecTrBaABHOI porpamu 6yAo
BKAIOYEHO aBTOPCHKHUI KOHIepT I. Asmenka Ta Beqopu
$opTemiaHHOI, XOpOBOI, eCTPAAHOI MY3HKH.

2016 poky ¢ectuBasp «CTpyHH Ayl Hamoi» Bo-
AMHaALsATE BiAOyBCsI y ®pankxoBomy kpai. Ha neit pas
3By4aAra MysuKa kuiBcbkux maiictpis C. KpyTukosa
i I. Cacpka. Ha nipoMy ¢popymi yKpaiHCbKOI My3HKH Bip-
6yaocs ABa xonmeptu 3 TBopis C. Kpyrukosa (y Tpashi):
oAMH y Aporo6udi, Apyruit — y Crpuro Ta Tpu — 3 TBOPIB
I Cachka (y amcromapi): opun 'y Crpmio i ABa y Aporo6udi.
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ITposBywaam Taki komnosumnii C. Kpyrukosa: «MeaunTaris
mam’siti B. PaeBchkoro aast ayaiodaiiay Ta CKpHIIKH>» Y BUKO-
HauHi I Typkanuka, «IT'sTb ciorasiB AAsSL KAQBeCUHY» —
O. AmurpieBoi, «Tpu OOILSIHKU AASL TPHOX IHCTPYMeH-
TiB>» ({AeilTH, cakcopoHa, popTeniaHo) — CTYAEHTIB
Aporoburpkoro MysudHoro yauamma im. B. Bapsixcskoro,
eAeKTPOaKyCTHYHHUH TBip «3opsHa atoauna Kaum Yypio-
MOB>, A¢ pACHTOBE COAO BUKOHAB aBTOP.

Konrepru I Cacpka 6yan npuypodeHi o0 70-piadst
kommosuropa. [lepumit mposeaeHo y CTpuidchKilt AUTS-
4ift My3uuHi# mKoai im. O. HmwkankiBcpkoro. Y mporpami
6yA0 03By4YeHO popTemiaHHi Ta BOKAAbHI TBOPU MUTIIS, 30-
KpeMa AUTSYHH IUKA «Mo3saika>», «DPanTasio pasg pop-
TemiaHO>, A’Ka30Bi uKAK «I'paro Axas», «baro3>, Bo-
KaAbHi KoMITo3utiil 3 MyabTdiabmy «Kamiromka>. Apyra
iMIpesa BiA6YAaC5[ B aKTOBIH 3aAi AporoGHuhKoro Aep-
XKaBHOT'O IeparorivHoro yHiBepcurety im. I. @panka, Tpe-
TS — y APOroOUIIBKOMY AeP>KaBHOMY MY3HYHOMY ydH-
anii im. B. bapsircekoro. Aynaau ¢oprenianni TBopu
Y BUKOHAHHI CTYACHTIB 1 y4HiB IIKOAM II€AATOTiYHOI IIpaK-
THKH, XopoBwuit TBip «CyTiku>» (ca. 5. Bepemarima) Ta im.
«ITpreMHUM CIOPTIPU3OM AAS CAYXadiB CTaAa IPe3eHTaIlis
wec “Baaapa” ta “Byri-Byri” i3 36ipku “Tparo pxxas — 217
y BUCOKOTIpOJeCilfHOMY Ta TEXHIYHO AOCKOHAAOMY BHKO-
HaHHi CAMOT0 KOMIIO3UTOpa>, — Haroaocuaa Y. Moauko (1,
c. 111]. ¥V mysuunomy yunaumi I. Cacbko iHTeprpeTysas
micTb Iec i3 popreniaHHOro KAy «BecHsHi 6apBu>.
BukoHaHHS aBTOpa BUPI3HIAOCS «0OararcTBoM iMmpecio-
HICTUYHUX 0apB, NEN3aKHOI0 KOAOPHCTHUKOIO, IIPOdeciii-
HOIO <...> MaiicTepHicTio» [1, c. 112].

VY 6epesni 2019 poxy ¢ecTHBaABHUI IPOCTIp
Aporo6uda AOTIOBHHUBCS e OAHUM MHCTEI[BKUM Alif-
CTBOM — MY3UYHUM PecTHBAAEM « YKpaiHChKa My3HKa
B 9aci i MPOCTOpi>», 3aII09aTKOBAHUM IT€AATOTIYHUM KO-
AEKTHBOM A POTOOHUIIBKOIO MY3HIHOIO PaXOBOIO KOAEAXKY
im. B. Bapsincpkoro. oro ¢popmar BKAIoUae HU3KY MHC-
TeIbKMX i HAyKOBO-TIPAaKTUYHUX 3aXOAIB, K-OT HayKOBO-
IIPAaKTHYHY KOHPepeHIIilo, A0 SKOI 3aAyYaIOThCA He TiABKU
BHMKAAAQYi HABYAABHOTO 3aKAAAY, a ¥ MPOBIAHI YKpalHChKi
MY3MKO3HaBI}i; KOHKYPC IOHUX IiaHICTiB, KOHKYPC i3 My-
3UYHO-TEOPETUYHHX AMCLHIIAIH, Ha SKi YIIPOAOBX ' 9TU
POKIB 0x0Ye 3’ DKAKAIOTHCS YIHI My3HIHUX IIKIA i IIKiA MyIC-
TelTB i3 AbBIBIIMHY; KOHIIEPT i3 TBOPiB YKPaIHCHKHUX KOM-
ITO3UTOPIB, AO SIKOTO 3aAy4aIOTh K IepeMOXKIIiB KOHKYPCY,
TaK i CTYAEHTIB My3HIHOTO KOACAXY, TBOPYi KOAGKTHUBH Ha-
BYaABHOTO 3aKAaay. Lle pecTuBasbHe CBATO BiAOYBAa€THCS
TPAAUIIIHO y OepesHi i TprBae YoTHpH AHI. Boro meperso-
PIOETHCA Ha BEAUYHY AKIIIO €AITAPHOTO YKPAIHCHKOIO MY-
3MYHOTO MUCTEIITBA, BiAA3EPKAAIOE MKUPOTY TBOPYOTO IO-
HIYKY i Pi3HOCTOPOHHICTh My3UYHUX IHTEPECIB yYHIBCHKOL
Ta CTYA€HTCHKOI MOAOAL.

2023 poxy ¢ecTUBAABHUIL IPOEKT OYAO IIPHUCBI-
geHo 135-piudio Bia AHSA HapoaxeHHs B. Bapsincrkoro.
BiamoBiAHO, y KOHKYpPCHHX IIpOrpaMax yYaCHUKIB 3Bydara
MY3HKa BUAATHOTO YKPAiHChKOI'O KOMITIO3UTOPA, K i TBOPH

Artistic Culture. Topical issues. Vol. 19. No. 1. 2023



Ipuna BEPMEC

AoxaabHi $opMH pecTHBAABHOIO IpocTOpy Aporobuya

M. Aucenxka, M. Cxopuxka, b. ®iasu;, M. AacToBerpkoro
Ta iH. Bigpaaso, mo y $ecTuBaAbHO-KOHKYPCHIM aKITil B35-
Ao y4acTb moHap 100 yyacHMKIB, SICKpaBi BUCTYIIU SKUX
He 3aAUIIHAN 6a171Ay>1<1/IMI/I aHi YAEHIB Xypi, aHi CAyXallbKy
AyAUTOPIIO.

Hanpuxkinni kBiTas 2023 poky Bmepire 6yA0 mpo-
BEACHO AUTSYO-IOHAIIBKUI XOPOBHIT (eCTUBAAB-KOHKYPC
«OxpuaeHi micHer0 >, iHiIiTOBaHHI TOAOBOIO ITMKAOBOI KO-
Micii «XopoBe AUPHTyBaHHSI>» APOTOOHIBKOIO My3HIHO-
ro gaxoBoro koaepXy im. B. Bapsincokoro b. Borpssakom.
24 AUTSYi XOpOBi KOAGKTHBM AbBIBIIUHU B3SAU yYacTb
Y LIbOMY AIMCTBI, SIKe IepeTBOPHAOCS Ha BEAUYHE CBATO XO-
posoi My3uku. Hespasxaroun Ha BeABMH HEITPOCTHH Jac, T10-
Hap 700 piTel OTpUMaAU 3MOT'Y IPOAEMOHCTPYBATH CBOIO
BHKOHABCHKY MalCTEpPHICTh, TBOPYi 3A00yTKU. AUTSI4i X0-
POBi KOAEKTHUBHU MPEACTABHAN PO3AOTHH PerepTyapHUR
CIIMCOK: BiA TBOPiB KAQCHYHOI A0OH A0 CYYaCHOCTI 3 AO-
MiHYBaHHSAM KOMIIO3ULIiM YKPaiHCHKMX MAaNCTPiB, TaK CaMO
3 aKTYaAbHOIO AASI HAIIIOTO YaCy TEMATHKOI0. TaKUM YHHOM,
TAAAHOBHMTA MOAOAb OTPHUMAAA MAaMAAHYMK AAS peaAisartii
CBOIX XYAOXHIX 3aAyMiB, HOBY iH$OpPMaIllilo, AOCBiA, PO3-
IIMPHAA KOAO CITIAKYBAHHS 3 OAHOAYMIISIMU — AIOOUTEAS-
MU XOPOBOTO CIIiBY.

IMopoxy y rpyaHi npoxoauTs MixkHapopuuit ¢pec-
THBaAb CyYacHOI iMITpoBi3arifiHoi My3uku «Jazz Bez>,
11O BIIOCTE Bi,A,6yBc,q Y MicrTi KOTepMaKa. Ieit pA’xazoBuit
$ecT MpOXOAUTH OAHOYACHO Y ABOX KpaiHax — YKpaini
ta IToapmi. fIx mpaBmao, BiAkpHBae GpecTUBaABHHIL IPOEKT
y Aporo6mdi «AabopaTopist AXka3y>» — KOAEKTHB, Ae Ipa-
I0Th CTYA@HTH MY3M4IHOTO paxoBOro KoAaepXxy im. B. bap-
BiHCbKOTO Mip KepyBaHH:AM 4. IIporiiBa. Mysuyne «MeHI0»
IypTy HaCH4€HEe eKCIIePUMEHTAMU Ta BAAAMMM MY3UYHU-
Mu iMmposisanigmu. Llikasi mporpamu npeseHTyIOTD Ta-
kox «Street Trio Jazz>», kBaprer Yceina Bexiposa, «The
Miracle», « Awatair> Ta ix. [apMOHist i BipTyo3HicTb AXXa30-
BOI My3HKH, TaK CaMO 1i eMOLIIMHICTb i AHHAMIYHICTD, ACKPa-
BO BHABASAIOTbCS y BUCTYIAX YCiX KOAEKTHBIB, BUKAUKAIOTDh
3aXOTIAEHHS Y CAyXadiB.

¥ Mexax «Jazz Bez>» oTpUMYIOTh PO3BUTOK aKTyaAb-
Hi MOAEAI XYAO’KHDBOTO CBITOBIAUYTTS, BTIAIOIOTHCS COIIiaAb-
HO 3HAYYIIi IPOEKTH 1 ipel, 3AICHIOEThCA MDKKYABTYPHA
koMyHikanis. PecTuBasb Takoro popmary CrpsSIMOBAHHUH
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Ha PO3IIMPEHHS CAYXal[bKOI ayAMTOPil, BUXOBAHHS €CTeTHY-
HOTO IIOTeHIIiaAY, XyAOXKHbBOI'O CMAKY.

Otxe, pecTuBaabHUI IpocTip Aporobuya sk mpo-
CTOPOBO-YacOBa AOKallisl, KpeaTUBHA ITPAKTHKA KYABTYPHO
3barauye Micbke CepeAOBHIIlE, CIIPISIE BIXOBAHHIO HOBOTO
IIOKOAIHHS iHTeAIreHIlii, AOTIOMara€ AOAATHU MPOBIHIIAHY
3aMKHeHicTb cAyxadiB. PecTrBaAi sIK ITyOAIYHI AIFICTBA ITiA-
SKUBAIOIOTD €CTeTHYHi BiATyTTS PUIETHOCTI AO MY3HUYHO-
IO MUCTelITBa, OPMYIOTh peCTHBaAbHE TOBAPUCTBO 3 IOTO
0COOAUBUMY KOMYHIKATHBHUMH [IPABHAAMH, LIIHHOCTSIMH,
ineanamu. CaMe TOAI GpecTUBAAD CTAE ITOAIEF0, KOHCOAIAYIO-
YK TBOPIIS MY3HKH, BAKOHABIIA i CAyXaya.

Bucrosku. Y HesarexHi#t YkpaiHi HabyBaroTh 3Ha-
YYIIOCTi My3H4Hi cl)eCTHBaAi HE TIAPKH y BEAMKHUX MICTaX,
ainposiHniftHux. BoHu craroTs HEeBiAEMHOIO YaCTUHOIO cy-
YaCHOTO KYABTYPHOTO XXHUTTsl, CIIPUAIOTD iHTerpariii perio-
HAAbHOTO MHCTEIITBA Y Mi>XKHAPOAHHI KOHTEKCT.

Mysuuni pectuBaai, mo BiAGyBaIOTbc,q Ha Pi3HUX KOH-
I[epTHUX MaMAQHYHKAX MiCTa, CTaAM $OPMOIO IIPOCBITHH-
IITBA, 3aAyYEHHS CAyXadiB AO «CIIAKYBaHHS>» 3 TBOPAaMHU
YKpPaiHChKHUX KOMIIO3UTOPIB Pi3HUX CTHAIB i XaHpiB, edek-
THBHHM 32C000M 36epesKeHHsI KyABTYPHOI I1aM SITi HapOAY.

3 i"moro 60Ky, AOKAADbHI My3U4Hi peCTHBaAL CTaAH
criern$piyHOI0 POPMOIO KYABTYPHOTO AAAOTY TBOPUMX CHA
PerioHy, 3aCHOBaHOTO Ha AKTYaAbHHMX CBITOTASAHHX iA€X
erroxul. BoHu mepepocan y AIICTBa, B IKUX OepyTb y4acTh
TBOPYi CHAM IIPOQeCiFHOI i aMaTOPChKOi My3HIHHUX cdep,
CYTTEBO PO3IIUPHUAU Teorpadilo MOMUPEHH My3UYHOTO
IIPOAYKTY.

Ha nopy6iioxi XX—XXI croaits Aporo6ud cras Ao-
KaIfi€l0 YUCACHHUX PpeCTUBAABHUX AKIIiH, CepeA AKUX My-
3UYHUM, 30KpeMa XOPOBUM, BiABOAUTHCS A€BOBA YacTKa.
DecTuBaAi, IXHs peaaizanist y KyAbTYpPHHX IIPAKTUKAX, Opi-
€HTOBaHi Ha pOpMyBaHHs 00pasy Micra. Aporoburpki pec-
THBAAi € KYABTYPHHMMHU IIOALIMH, I[O KOHCOAIAYIOTD CITIABHO-
TY, 5IKa TIOAIASIE ITIHHOCTI Ta CMHCAH, TPAaHCAbOBaHi pecTHBa-
A€M, A€ Til BIATYTH IIPUYETHICTD OAHA AO OAHOI i IpOCTOPY,
B SIKOMY PO3TOPTAETbCA KYyABTYPHE AiticTBO. Mysuuni dpec-
THBaAl Aporo6uda 3aAy4aroTh MiCTSIH, CIPUSIOTh BHHUK-
HEHHIO HOBUX KYABTYPHHUX AOCBIAIB, 3aTaAOM ITO3UTHBHO
BIIAMBAIOTh Ha iMiAXK MiCTa, CTAIOTh «POA3HHKOIO>» MOTO
KYABTYPHOTI'O XKHUTTSL.
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Abstract. At the present stage of cultural development, the search for value and semantic guidelines leading to the realization
of new forms of cultural life, including music, is underway. As one of such new forms, festivals help embrace new forms, genres,
and types of musical art within a common cultural space while simultaneously motivating creative teams and becoming an impe-
tus for new achievements. The relevance of the article is in the active spread and growing importance of music festivals as creative

events and an important component of the national art process.

The paper reveals various aspects of provincial city festival life during the period of Ukrainian independence. At present, festivals
are an integral element of culture, a constantly evolving art phenomenon. They are in demand in various fields of culture and art,
and their concert programs attract townspeople and visitors. Festivals contribute to the formation and promotion of city and re-
gional brands, to the transformation of the urban environment, and place focus on various issues, as they are related to the general
cultural situation and the local context of a particular location. As a key element of contemporary cultural life, festivals contrib-
ute to the dissemination of creative practices aimed at developing the cultural sphere of the city and raising the level of cultur-
al life in the region. The paper aims to present a “panorama” of festivals, their features, and their significance for the cultural life

of Drohobych.

Keywords: festival, music festival, choral festival, Drohobych, festival space.
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Theatre Criticism in the 1920s
Ukrainian Newspapers

TeanaAbHo—KpHTHqu Hy6AiKauiI y ra3eTHUX
BUAQHHAX YKpainu 1920-x pokis

Abstract. The paper provides an outline of the 1920s Ukrainian newspapers that consistently covered theatre life, lists and char-
acterizes their leading contributors, and analyzes a number of illustrative drama reviews.

The basis for systematization and comparative analysis of the 1920s theatre journalism constituted the general scientific research
methods based on empirical, descriptive principles of source studies. The method of biographical research is an attempt to rec-
reate the biographical facts of certain critics, the formation of their aesthetic landmarks, and trace the features of their individu-

al writing style. Developments in the field of the theory of literary and critical genres were used in the analysis and classification

of reports by these theater critics.

The paper addresses a genre of brief reports in the 1920s Ukrainian newspapers, as well as more detailed reviews. A quantitative

increase in the number of articles on theater, their diversity, and cultural scope was noted. An attempt was made to follow the trans-

formation of critical thought in the 1920s newspapers exemplified by the critics of different generations and aesthetic orientations.

Keywords: theatre criticism, newspapers, 1920s, genres, Chaim Tokar’s articles, Yevhen Henis’s activity, Ivan Kocherha’s work,

Stanislavski’s unpublished letter.

Introduction

Traditionally, since their emergence in the eighteenth
century and up to the era of the Internet, newspapers were
the most popular and widely circulated periodicals globally.
Their main advantages were almost instantaneous coverage
and affordable pricing. The most sought-after were the dai-
ly, minimum four-page broadsheets.

Such a situation persisted in Ukraine during
the 1920s, when the number of newspapers published rose,
to a certain extent, in comparison to the previous periods.
Numerous wall newspapers and district-level periodicals
emerged, as well as the ones published by various organi-
zations. However, their lifespan in the province was limit-
ed. On the contrary, regional and All-Ukraine newspapers
thrived for years if not decades. Still, the previous studies
failed to address in a separate paper the coverage of cultural
and artistic life in Ukrainian newspapers during the 1920s.

Literature Review
Ukrainian art criticism of this period was extensive-
ly studied by the Ukrainian musicologists Ya. Gordiychuk,
Maya Rzhevska, and O. Rudneva, who authored a disserta-
tion and numerous publications on the subject. At the same
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time, Ukrainian theatre criticism quite rarely turned
to the obscure 1920s. Those few to do so were Anna Bilyk
(2018), Marina Grynyshyna (2003), Yuliana Polyakova
(2011), and Yulia Schukina (2018). A key problem with
much of the literature is a lack of detailed studies on the pe-
riodicals and reviewers of the period in question.

As the factual basis of the paper were the publica-
tions on theatre in the Ukrainian periodicals of the 1920s,
to identify most of them the indexes of art periodicals
by Veniamin Vyshnevskyi and Ksenia Muratova were
used. Unfortunately, the full coverage of all Ukrainian
socio-political newspapers from the 1920s was not pos-
sible within this paper. According to the assessment
of the Vernadsky National Library of Ukraine staff
(Pakhucha et al., 1985), the collection of the library in-
cludes almost 1000 titles.

Aim of the paper
This paper examines several All-Ukraine and regional
newspapers, which addressed theatre life the most. In addi-
tion, the leading Ukrainian theatre critics of the 1920s were
named and some drama reviews were analyzed as exempli-
tying this theme and genre.

Artistic Culture. Topical issues. Vol. 19. No. 1. 2023



Viktor SOBIIANSKYI

Theatre Criticism in the 1920s Ukrainian Newspapers

Results and Discussion

Several telling newspaper articles in the genre of the-
atre criticism illustrate the changes undergone during that
period, both in regard to form and senses. During the 1920s,
daily newspapers strove to inform their audience about
the most crucial social, political, and art events. Their high
publication frequency, limited publication space, and “uni-
versal” nature, as well as the most general audience, dictated
the profile of the periodicals, which formed during the early
twentieth century. A prompt reaction to the events, laconic
style, and being “readily-accessible” for most of the readers
were the reasons behind the dominance of various genres
of theatre journalism': brief and extended theatre chroni-
cles, reports, and announcements.

The prevalence of theatre journalism also affected
the basic genre of theatre criticism—a review. In general,
an article should be completed the very day of the premiere
for it to be in print the next morning. Reviews are usually
limited in size and in the use of specialized terminology,
similarly to many other genres of newspaper journalism
(an essay, a feuilleton, and an interview).

As Anna Bilyk aptly notes, “Theatre criticism of
the second half of the nineteenth century developed three
key issues: performability of the play, acting (actors’ per-
forming traits), and the audience’s ability to comprehend
the staging” (Bilyk, 2018). The issues, topical for the the-
atre during the early twentieth century, remained such
in the 1920s as well. Unfortunately, the common superficial
way to discuss these issues resembled a template: one para-
graph for the play, the next one (sometimes two or three)
about the actors, and the last one characterizing the recep-
tion by the audience. This cliché, also used by the “pro-
vincial” Russian critics, would persist in some periodicals,
notably in the Odesa-based ones. Meanwhile, the critics
in Kyiv and Kharkiv gradually distance themselves from
such writing techniques.

During the 1920s, the number of announcements
in Ukrainian newspapers drops, while their size increases.
Reviews become a fixture, meeting significant ideological
objectives. It is all the more so for the national newspapers,
as in the provincial ones the genre of a report is still domi-
nant. While the genre boundaries between a report and re-
view blur up to the mid-1920s, in time these boundaries be-
come more delineated. The extended reviews emerge that
provide the analysis of the several plays at once.

Gradually, the size of the articles also increases
and the drama reviews change in its essence. At the turn
of the twentieth century, the broadsheets published arti-
cles, often providing no author information. Instead, during
the 1920s, most drama reviews in the daily periodicals have
a listed author. Some articles go even further and are ti-
tled metaphorically: previously, the titles were eponymous

! Throughout this paper, the list of genres proposed by theatre
researcher Serhiy Vasyliev (2008) was used.
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to the theatre or a play or were simply the headings. This
is a profound difference, as the articles become full-scale
author’s text reviews that might be considered a genre
of literature.

The fact that the trade of theatre researcher gained val-
ue in society contributed to the process of professionaliza-
tion of theatre criticism. Drama critics became influential
figures and could experiment with breaking away from tra-
dition. For instance, Yakiv Mamontov and Isaac Turkeltaub,
who taught at the Kharkiv Music and Drama Institute, re-
ceived the academic rank of professor; Chaim Tokar was
amember of a City Council, and later, in 1927-1928 edited
Vechirniy Kyiv—highly popular Kyiv newspaper.

Previously rare in newspaper formats, short “cre-
ative biographies” emerge, commemorating a birth an-
niversary of a notable figure or the historical outlines
of the theatre companies. Daily newspapers also welcome
back the genre of correspondence, when the letters of jour-
nalists from other cities were printed. Social discussions
were also publicized, as well as the disputes between differ-
ent periodicals. Unquestionably, this prompts the journal-
ists to utilize the genre of the opinion pieces. However, due
to limited space, these texts often did not exceed a remark.
One of the most noteworthy instances of such “remark”
is the 1929 column by Mark Sheliubskyi in the Kievskiy
Proletariy newspaper. Titled “Notes on theatre,” this col-
umn featured small opinion pieces, detailing his reflections
on a certain staging.

Finally, the traditional overviews of theatre sea-
sons and reports about the premieres were published.
As for the interviews, they were presented in a rather unusu-
al form in the Ukrainian newspapers of the 1920s: the re-
porter retells the essence of his conversation with his inter-
locutor, without mentioning the exact form of the dialog
and his role in it. This was the most popular among the ed-
itorial staff of the Odesa-based newspapers. Newspapers
often published non-dialogic interviews with Les Kurbas;
for example, in Visti VUTsVK, it was Borys Simantsev who
worked in this genre.

The present study will focus on several national and re-
gional newspapers that reviewed theatre life, had art col-
umns and staff reviewers, and had their published articles
included in the “gold collection” of academic circulation
for the Ukrainian theatre criticism. Four of them— Visti
VUTsVK (Kharkiv), Kharkovskiy proletariy (Kharkiv),
Proletarska pravda (Kyiv), and Izvestiya (Odesa)—
were established during the first year of the Soviet rule.
Nevertheless, some periodicals that most extensively re-
viewed the theatre processes emerged during the second
half of the 1920s, namely, Komsomolets Ukrainy, Robitnycha
hazeta “Proletar” (both Kharkiv), Kievskiy proletar-
iy (Kyiv), and some evening newspapers— Vechernee ra-
dio (Kharkiv), Vecherniy Kiev (Kyiv) and evening edition
of Izvestiya (Odesa), with the latter in 1926 becoming
anewspaper of its own right— Vechernie izvestiya.
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At the time, the staff of the newspaper theatre sec-
tions was comprised mainly of the younger generation
of critics: those to start their career as theatre critics were
Leonid Boloban (Visti VUTsVK, Kharkiv), Symon Hets
(Komsomolets Ukrainy, Kharkiv), Volodymyr Ivolgin
(Vechernee radio, Visti VUTsVK, Kharkiv), Ivan Kocherga
(Robitnyk, Zhytomyr), Kost Kravchenko (Proletarska pra-
vda, Kyiv), Yuriy Mezhenko (Proletarska pravda, Kyiv),
Volodymyr Morskyi (Proletariy, Kharkiv), Mykhailo
Romanovskyi (Kharkovskiy proletariy, Kharkiv), Borys
Simantsev (Vechernee radio, Kharkiv; Proletarska pra-
vda, Kyiv), Yuriy Smolych (Visti VUTsVK, Kharkiv),
Chaim Tokar (Vecherniy Kiev, Kyiv), Vasyl Khmyryi (Visti
VUTsVK, Kharkiv), Yona Shevchenko (Visti VUTsVK,
Kharkiv), Mark Sheliubskyi (Kievskiy proletariy, Kyiv),
and others.

The previous professional experience and age of some
of active theatre reporters, unfortunately, is not identifi-
able: P. Zhatkin (Vechernee radio, Kharkiv), V. Mankivskyi,
with the predonym (?) of Glyadach, a “viewer” (Robitnycha
hazeta “Proletar”, Kharkiv), Boris Rozentsveig (Vecherniy
Kiev, Kyiv), O. Stankevych (Vechernee radio, Kharkiv), etc.

During the 1920s, some seasoned theatre journalists
also worked prolifically: Yenhen Henis (Alceste) (Izvestiya,
Vechernie izvestiya, Odesa), Grygoriy Karant (Grygoriy K.)
(Proletarska pravda, Kyiv), Isaak Turkeltaub (Visti
VUTsVK, Kharkiv), and Vsevolod Chahovets (Kharkovskiy
proletariy, Kharkiv; Vecherniy Kiev, Kyiv). Sophisticated
literary culture, refined artistic taste, and thorough under-
standing of the artistic and aesthetical parameters of theatre
were intrinsic to all of the mentioned periodicals.

Yevhen Henis and Chaim Tokar—representing two
generations, with different experience in art, who were po-
lar opposites in their aesthetic reference points—exempli-
ty the theatre reviewers whose talent blossomed precisely
during their 1920s journalistic career at the broadsheets
and who, thus, illustrate the transformations of theatre crit-
icism in the daily periodicals of the period.

The theatre life of Odesa was the most comprehen-
sively covered by daily Izvestiya (Odesa), and first and fore-
most, by its evening edition— Vechernie izvestiya. The re-
viewers of the “Theatre” heading there were Yenhev Henis
and Isaak Kruti, the latter would later become a well-known
Russian critic.

Yenhen Henis, under a pseudonym of Alceste’, starts
the 1920s with quite established likings and convictions
about theatre, i. e. being an ardent proponent of realism.
However, over time, after witnessing turbulent fundamen-
tal aesthetic changes and seeing the vivid pieces of exper-
imental theatre, Henis started to perceive the stylistics
of the conditional (symbolic) theatre differently.

For instance, he favored the staging of Princess

' For the detailed analysis of Henis’s theatre criticism see:
(Sobiianskiy, 2008).
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Turandot by Carlo Gozzi in the Vakhtangov Theatre:
“Turandot is a performance of an outstanding scenic beau-
ty, it is bright and tender, like a smile of the sun.”

As Les Kurbas was a central figure of Ukrainian the-
atre at the time, understanding a critic’s opinion about
Kurbas’s works is vital for determining his artistic world-
view. Acknowledging actors’ teamwork in Jimmie Higgins,
Yenhen Henis nevertheless notes, “The performers are
mostly immature actors from the theatre studio, who are
yet to grasp the technique of stage performance” (Alceste,
1925, February 17).

Henis’s opinion on Jimmie Higgins is especially valu-
able, as it illustrates the transition of the “old school” crit-
ic to another type of theatre, new for him, while still us-
ing the habitual “methodology.” As a result, he appraises
the company for being well-rehearsed, however ignoring
the stylistic experiments of the theatre director.

Publishing his critique in Izvestiya and Vechernie izves-
tiya, the renowned theatre journalist meticulously observes
all the local drama events. Henis regularly reviews the stag-
ing at the Odesa Drama Theatre (later renamed to the Odesa
State Drama and Russian Drama Theatre), V. Lenin Theatre,
Massodram Theatre, Grotesk Theatre, I. Franko Robsilteatr
(1. Franko Workers’ and Peasants’ Theatre), Raidramteatr,
Jewish Theatre, Summer Garden-Theatre, Mizinkevych
Raildoad Theatre, “Northern Theatre,” State Opera, etc.

Henis’s particular focus was on the Children’s Theatre.
He formulated its approach as being true to the univer-
sal formula of a children’s play: “Unsophisticated yet in-
teresting plot, clearly and vividly depicted characters,
as well as the easy sense of humor, sometimes becoming
satire.” With this definition, the critic managed to avoid
didacticism, moreover, it reveals the deep understanding
of the essence of having children as audience. Henis char-
acterizes Yefim Brill’s skill in finding a common language
with the children’s audience with a great respect: “Brill’s
ability to approach children’s audience, establish a close
bond, to discipline and win over it is his highly valuable
trait. He engages children in conversation and play in en-
tractes, doing this not with a distant, mentoring attitude
but, on the contrary, cheerily, and passionately; and young-
sters respond with affection and gratitude” (Alceste, 1925,
April 28).

However, what receives Henis’s particularly thorough
review were the touring shows. In addition, the Odesa-
based critic extensively covers the productions of the Jewish
Theatre. In the USSR, this unique national art had its
golden age during the 1920s. The State Jewish Theatres
(DERZHYET in Ukrainian abbreviation or GOSET
in Russian) open, including the Moscow GOSET that
had continuous tours abroad. Modern Jewish drama was
in full bloom, with the theaters beginning to stage plays not
only in Yiddisch but also in Hebrew. In Ukraine, besides
the Kharkiv GOSET and Kyiv GOSET, The Kultur Lige
organization and the Kunst Winkel Theatre were active.
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During the 1920s, Yevhen Henis’s views on nation-
al art undergo changes. For instance, in 1928 the theatre
journalist, quite categorically, postulated that, “A Jewish
actor, even the most talented, is the best suited for his very
own domestic, realistic play... On the contrary, he rare-
ly fits into the classical European repertoire, being out
of tune, turgid, and stilted” (Alceste, 1929). Two years
apart from this statement, characterizing the Moscow
GOSET, Alceste slightly corrects his “unpolished” opinion:
“Incorporating the elements of the national creativity in its
mastery, GOSET manages to present this national com-
ponent in art with outstanding vividness; GOSET found
a synthesis of sense and form, providing their productions
with evocative and topical meaning” (Evgenev, 1927,
July 24). Summarizing the creative results of GOSET,
Henis equivocally reasons the change of his viewpoint,
“There is something in common in the evolution under-
gone during the last decade by Ukrainian and Jewish the-
aters.” This observation was by no means unique: Samuil
Margolin, Chaim Tokar, and Isaak Turkeltaub expressed
similar sentiments.

Perhaps the greatest number of Henis’s writings cov-
er the productions of Maly Theatre and the Moscow Art
Theatre. The theatre journalist from Odesa places an equal
amount of his focus on the coryphaei of Ukrainian the-
atre—the leading actors of the turn of the twentieth cen-
tury. He describes one of their plays as follows: “When
Saksaganky and Sadovsky have a dialog [on stage], this
sounds like music, the viewer simply enjoys the excellent
ease of their tone, clear and deep phrases, richness and di-
versity of the nuances of speech, warmness and easiness
of their humor” (Alceste (1927, May S).

Appraising attitude towards the new theatre aesthetics
may be traced in the discourse of theatre criticism produced
by Chaim Tokar'. A native of Bila Tserka in Kyiv region,
he started his career as a secretary of the editorial board
of the Proletarska pravda newspaper almost since the first
days of its publication—since the August of 1921. During
the next year, Tokar published a significant number of re-
views on the Berezil shows. It is hardly possible that a crit-
ic, starting his career in theatre journalism, had no art back-
ground. The fact that Tokar instantly becomes Kurbas’s
dedicated supporter, suggests that the journalist had pos-
sibly attended his shows earlier (during KyiDramTea’s stay
in Bila Tserkva), before arriving in Kyiv, and possibly was
personally acquainted with the director. A significant part
of Tokar’s critique on Kurbas was published in the early
1920s but later on he was still a proponent of Berezil, lobby-
ing its interest in the press. After theater’s move to Kharkiv,
Tokar greeted Berezil’s tours to Kyiv with reviews; he also
defended Kurbas in the 1929 discussion on Narodnyi
Malakhii (The People’s Malakhii, a play by Mykola Kulish),

! For a detailed analysis of Chaim Tokar’s theatre criticism see:
(Sobiianskiy, 2007).
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and even published positive assessments of the theater’s re-
sults in the 1930s, when anyone else hardly dared to do so,
especially in Russian and Georgian periodicals, in addition
to Ukrainian ones.

Similarly to Henis, probably the majority of Chaim
Tokar’s publications address Jewish theaters. With all the re-
spect and acknowledgment of the significance of GOSET,
Chaim Tokar’s apparent idealization of Moscow State
Jewish Theatre was a result of ethnic solidarity. As Abram
Kagan recalled, “Provately, Mikhoels said that Tokar was
truly Jewish and advised us to follow his example and act
decisively” (Dokumenti z arhivnoyi spravy Y. Buhbindera, n.
d.). The criminal case against Chaim Tokar contains the fol-
lowing characteristic by Itzik Fefter that echoes the previ-
ous assessment: “In Jewish literary circles, Tokar was knows
as the one, ‘sailing forth’ from the Jewish nationalist ‘shore™
(Dokumenti z arhivnoyi spravy Y. Buhbindera, n. d.).

This seems likely, even more so with regard to the pre-
vious Tokar’s pompous praises in both Ukrainian and Jewish
periodicals that featured Moscow Jewish Theatre’s tours
to Kyiv. “There was not a word of scrutiny in Tokar’s arti-
cles. He ‘forgave’ Jewish theatre not only its radical exper-
iments with form but also its nationalism, by all possible
means masking acknowledgment of these faults of the the-
atre with abstract phrases. Tokar promoted Jewish the-
atre in the Sovetskoye iskusstvo newspaper as well, which
brought him closer to Mikhoels” (Dokumenti z arhivnoyi
spravy Y. Buhbindera).

The testimonies of the Jewish authors Abram Kagan
and Itzik Feffer are credible, yet have a certain limitation:
they are provided during interrogations, under pressure,
thus, may not be quite sincere. Nevertheless, this limita-
tion does not deny their relevance. Nothing can be add-
ed to this quite apt characteristic by Chaim Tokar, ex-
cept, perhaps, an excerpt from his own review: “The great
merit of the founders of GOSET and its staff is in creat-
ing a world-famous theatre almost from scratch. ... Only
by virtue of GOSET the Jewish stage, previously immersed
in literary decay, gutter press, and rattling melodrama, final-
ly witnessed the classical imagery of Jewish literature. ...
National narrow-mindedness is not among GOSET’s short-
comings. It ridicules the so-called ‘Jewish zest™ (Tokar,
1930, August, 7). Only once Chaim Tokar equals anoth-
er theatre to his usual “theatre Trinity” (Berezil, GOSET,
and Meyerhold Theatre) —that being the Rustaveli Theatre
in Thilisi.

The 1925 Kyiv tour of the Moscow Art Theatre started
on June 25 with The Lower Depths by Maxim Gorky. Tokar
provides a detailed announcement for this event in the 18th
June issue of Proletarskaya pravda. Interestingly enough,
this was his last publication in this periodical: on June 25,
1925, Proletarskaya pravda and Bilshovyk were merged.
The newly founded newspaper was published in Ukrainian
and titled Proletarska pravda, having completely different
editorial board.
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This Tokar’s article on the Moscow Art Theatre
is worth special attention, as it provides in-depth analyt-
ics of the theatre performance results. Brilliant knowl-
edge of the material, as well as vivid and weighted dis-
course and meaningfulness go side by side with outright
ardor: “All its [theater’s] undertakings were permeated with
the grand artistic idea, outstanding mastery, and the scale
of director’s design. ... Artistic culture accumulated by dra-
ma is exceedingly vast and valuable.” Tokar’s characteristic
of the Moscow Art Theatre is worthy enough to be cited
in full length: “What has reigned in theatre up to this day
and what is appreciated the most is an ensemble cast. ...
In this ‘depersonalized’ cast, the greatest talents emerged,
such as a ‘character’ actor Moskvin; Lilina, ‘psychologically’
subtle in her acting style and true to the genre; Kachalov,
with his ‘universal psychologism’; as well as Chekhoyv,
a prominent master of paradox and acute grotesque.” With
all the undoubted respect for this theatre, including per-
sonally for Stanislavski, Chaim Tokar, being a man of his
time, cannot help pointing out at momentous “ideological”
faults: “The theatre suffered from all the maladies and sen-
timents of the intelligentsia.”

It is hard to overestimate the importance of this ar-
ticle for the Moscow Art Theatre Kyiv tour, as it was
hardly covered in any other periodicals. As a rare excep-
tion, the newly-Ukrainian version of Proletarska prav-
da published the reviews of the theatre tour authored
by Grygoriy Karant (Grygoriy K.), who previously worked
for Bilshovyk. However, being heavily politically engaged,
Karant was by no means is analytical. Instead, Chaim Tokar
succeeded in capturing and explaining to the so-called “rev-
olutionary-era audience” the true nature of the Moscow Art
Theater’s art that once again emphasizes the significance
of individual traits in theatre criticism.

Moreover, it is highly probable that, in addition to his
article in Proletarska pravda, Tokar delivered a greeting
speech at the opening of the Moscow Art Theatre Kyiv tour,
and later on initiated a correspondence with Stanislavski.
At least, this is the logic behind Stanislavski’s response let-
ter to Tokar that is in the archive collection of the Museum
of Theatre, Music, and Cinema of Ukraine (Fond “R’,
No. 15913). This unique document did not previously ap-
pear in academic publications; thus, it will be provided
in full:

“Dear Mister Tokar, I felt genuinely sorry for not
knowing you in person and not thanking you for your kind
attitude towards the Theatre and towards me personally.
It was well reflected in your greeting speech and, as I was
told, in your article, which I did not have a chance to read.
Hopefully, we will meet and discuss your principal objec-
tions regarding our Theatre and art that are mentioned
in your letter”

Apparently, Tokar’s letter mentioned some issues
of the Moscow Art Theatre aesthetics and art forms. This
conclusion can be made based on the preceding Tokar’s
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publications about the Kyiv tour of the Revolution Theatre.
In one of its stage productions Tokar sees “formalism”: “The
time of the formal achievements only, of the left forms
in art is running out. Let it be others, who lack knowledge
of the subject, to defame this theatre method of revolu-
tionary directors, calling it ‘leg swings’ etc. This method
was necessary to break the cobwebs, the mold of the tradi-
tions of the old theatre. This method was a protest of sorts,
a protest of theatre criticism against the ‘age-old prejudice’
of the worshippers of the altar of a ‘sacred art”’

After the reorganization of Proletarskaya pravda,
Chaim Tokar’s publications on theatre became rare, though
during this time he reveals his organizational skills. He ed-
ited Vecherniy Kiev newspaper, the first issue of which was
published on March 1, 1927. This daily newspaper was is-
sued only three years, however even during this relatively
short period of time Tokar’s talent as an editor blossomed,
mainly in editing the section of culture.

The editorial board of Vecherniy Kiev initiated the-
matic pages, created new sections, published the reviews
on the articles in other periodicals, and covered cultur-
al events abroad, with a special accent on theatre. Chaim
Tokar offers cooperation to the journalism “pillar” Vsevolod
Chahovets and published articles by Henri Barbusse, Erwin
Piscator, Anatoly Lunacharsky, Maxim Gorky, Sergei
Eisenstein, Mikhail Chekhov, Ilya Ehrenburg, Lidiya
Seifullina, Vadym Meller, Les Kurbas, and others.

In the context of characterizing the general theatre-crit-
icism discourse of the 1920s, publication of the discussions
on art becomes fundamentally important. This is not limit-
ed to the disputes between theoreticians and practitioners
of theatre, as was the dialog between Les Kurbas and Yakiv
Mamontov, one of the longest lasting and most publicized.
Discussions between editorial boards were even more
popular. For instance, the controversy surrounding Chaim
Tokar’s article “Frontal attack,” published on June 1, 1929
in Vecherniy Kiev. Particularly notable are the critic’s fervor
and black-and-white thinking: “It is unwise to demand from
Berezil to be readily-understandable by, at present, cultur-
ally laggard strata of society ... There is no room for theat-
rical simplificators.”

Chaim Tokar comments on his vision about the idea
of The People’s Malakhii: “I am among those, who do not
consider Malakhii to be just a product of Kulish’s imagi-
nation. ‘Blue dreamers, if you may, are furious petty bour-
geois”. Kravchenko reacted to Tokar’s article with a text
“Head banging” that was published in Proletarska pravda.
Kravchenko reproaches his colleague for not being pres-
ent at the dispute for its full duration. In addition, he does
not share the opinion of the common workers and divides
the audience on “first-class” and “second-lass,” the latter be-
ing “simplificators,” not capable of understanding Kurbas.
Chaim Tokar does not yield: he claimed to read all the tran-
scripts of the discussion. Mentioning all Kravchenko’s er-
rors of judgment regarding the theatre process in general
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and Hnat Yura in particular, Tokar labels Kravchenko a “sim-
plificator” and the blow the latter attempted to inflict upon
him—*blunt.”

Probably the most discussed topic during the 1920s
was Les Kurbas’s theatre. Nevertheless, it was one of the very
few subjects that could unite the polarized critics in the end.
When Berezil moved from Kyiv to Kharkiv, Proletarska pra-
vda published four articles of theatre journalists, each hav-
ing some ties to the periodical, which was an unprecedented
occurrence (with three of them in one issue). The editori-
al board of Proletarska pravda gave voice to the journalists
of varying age and aesthetic standings: Grygoriy Karant,
Kost Kravchenko (May 6, 1926 issue), Chaim Tokar (May
1, 1926 issue), and, most probably, to Yakiv Savchenko
(May 6, 1926 issue, signed as “Ya,” thus, it may be assumed
to be Savchenko, who was an active contributor of the news-
paper). “It [Berezil theatre] was first in Ukrainian stage
to abandon the rural romanticism and to sing praises to in-
dustrialism,” states Tokar in his “A child of the Ukrainian
revolution” article. Karant’s report is equally full of sincere
kind words: “When a loved one leaves and you say good-
bye, sadness permeates your soul. All the things that were
lost in mundane routine come to surface producing inti-
macy that was not previously experienced in everyday life”

Another case when the critics showed a united front
could be a phenomenon sparking outrage. While during
the 1920s the genre of viewers’ “collective reviews” was
not yet popular in the Ukrainian periodicals, Komsomolets
Ukrainy presents another genre invention—a “collective
review” by the leading theatre critics representing differ-
ent periodicals. On February 23, 1929 there were seven
theatre journalists—Yona Shevchenko, Yuriy Smolych,
V. Mankivskyi, Volodymyr Morskyi, Leonid Boloban,
Volodymyr Ivolgin, and Symon Hets—Tlisted as the authors
to the text “Unmerited ‘merits’ of Bl[umenthal]-Tamarin.”

Quite predictably, the critics demanded from Vsevolod
Blumenthal-Tamarin to improve his acting technique. This
and other demands were substantiated with specific remarks
and sometimes overtly offensive references to the previ-
ous articles in Komunist, Visti VUTsVK, and Nove mystet-
stvo (New Art). For example, commenting on Blumenthal-
Tamarin’s performance in the role of Shvandia [from Liubov
Yarovaya by Konstantin Treniov], they ironized that “it is
as far from the struggle for revolution, as the actor, who
‘blew his nose and cleared his throat for the whole dura-
tion of his role, from portraying a true character.” In general,
the last paragraph of the article summarizes the critics’ re-
proaches formulated in its title: “A cultured actor, especially
a Soviet actor, besides having a natural talent and cultivating
it, has to add some degree of calculation and mental con-
trol to his acting, to his acting, affecting feelings, at the same
time organized the mind of the audience.”

In the cities with slightly less established theatre tra-
ditions than in Kyiv, Kharkiv or Odesa and that were rare-
ly toured by the leading companies with ground-breaking
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stagings, theatre journalism during the 1920s developed
in a different manner. Zhytomyr epitomizes such a city, with
theatre events being covered in the Robitnyk and Radianska
Volyn newspapers. Full-scale theatre reviews were rare,
and the most significant writings on theatre are linked
to the name of Ivan Kocherha.

Kocherha, a young playwright at the time, started
covering theatre events back at the beginning of the twen-
tieth century. Since 1928, he worked as a literary editor
of the Robitnyk newspaper, and since 1930—in Radianska
Volyn. In both periodicals, Ivan Kocherha published his
critical writings, with the best of them later included in his
Radist mystetstva (The joy of art) collected works.

In his articles on theatre (which were thoroughly stud-
ied by N. Kuzyakina and M. Prylutskyi), Ivan Kocherha
mostly describes the plot of the play, not dwelling on the de-
tailed analysis of the staging. He often uses generalizations
that do not convey his whole impression of the show.

It is essential to note that Kocherha’s 1900s—-1910s
ideas about art, publicized in Chernihiv periodicals,
changed significantly. To a certain extent, it was a result
of his development as a playwright. Still, what mainly af-
fected this change were the transformations in the art en-
vironment of Ukraine.

It was a typical situation for “provincial” theatre crit-
ics to lack theatre-related experience or the basic knowl-
edge of the global art context. This prevented them from
aproper understanding of the new theatre reality. Still, with
Kocherha, it was a different, regrettable case. The critic was,
on his side, quite open to the changes in art, willing to accept
and contemplate them. As is evident from his reviews, Ivan
Kocherha followed the publications on theatre in the press.
He analyzed the shows, attempted to draw some art par-
allels, and was familiar with the works of prominent con-
temporary playwrights, composers, and painters. For in-
stance, he names Anatol Petrytsky “the most renowned
theatre artist of Ukraine.” His main drawback, instead,
was an inability to see first-hand the theatre experiments
of Les Kurbas, Boris Glagolin, Marko Tereshchenko, Igor
Terentiev, and other talented artists. For Kocherha, as well
as for many others, this left a mark on his theatre-critical
publications in the “provincial” press, stalling the develop-
ment of theatre criticism significantly.

For that reason, the shows reviewed by Kocherha
the most were the ones of the music theatre that toured
Zhytomyr more often. In the 1920s, at least according
to his published accounts, Kocherha was most impressed
by the 1929 staging of The Red Poppy ballet by Reinhold
Gliére (State Ukrainian Right-Bank Touring Opera, cho-
reography by Yu. Kovaliov, V. Lytvynenko, stage design
by Anatol Petrytsky). Kocherha reacted to the Zhytomyr
performance of The Red Poppy with two publications
in Robitnyk: on July 18 and 20, 1929. In the last one,
the critic emotionally proclaims, “Zhytomyr has never
seen anything of this kind. It has never experienced such
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combination of music, spicy as a pepper, of charming plas-
tic art, flamy colors, and head-spinning moves. And, first
and foremost, the music by Gliére! Poignant, passionate,
sometimes sweet and tender——it simply speaks to the au-
dience. And then the colors. Only in a fever dream, one can
see such a feverish bloom of red, green, orange, blue, and sil-
ver splashes. All of this whirls, smolders, allures. One has
to be a great master to command all of this crazy disorder
and turn it to the perfect harmony, as Anatol Petrytsky had
done. Next are the movements. An unstoppable cascade
of male and female (fairly scantily-clad) bodies storms
and spills over the edge, synchronized in every slightest
tempo with the beat of the orchestra. What strikes the most
is that this fascinating play of colors and movements con-
veys a significant social idea; it is conveyed, not merely im-
posed, as it often happens. A true revolutionary pathos re-
verberates in this colorful show, it convinces and appeals.”

N. Kuzyakina stresses that these impressions and re-
flections by Ivan Kocherha should be placed in the con-
text of his own dramatic works, as it was during this time
that Kocherha conceived the idea of writing Marko v pek-
li (Marko in hell). It was the stylistics Kocherha “aspired
for in his own féerie Marko v pekli, where the satirical de-
piction of everyday life, phantasmagoric scenes of hell,
and romantic heroic line of Marko had to be united in rev-
olutionary pathos. It may be stated that a play this colorful
was the most interesting for Kocherha during this period,
as it enabled him to organically combine fantasy and real-
ity, to find the plot twists, which would preserve the most
cherished part for the artist—the play of a fairy-tale, of ro-
matic fiction, or musical comedy and ballet graciousness”
(Kuzyakina, 1969, p. 35).

In contrast to the daily broadsheets, the function-
ing of theatre criticism in thematic art periodicals had its
own specifics. In this case, the audience were the readers
who, in general, followed the art process, thus, the review-
ers could venture into writing long analytical articles, with-
out the fear to overuse specialized slang and terminology
or to be difficult to comprehend. However, in the second
half of the 1920s, with only Ukrainska muzychna haze-
ta (Ukrainian musical newspaper, 1926) playing the role
of specialized newspaper, the thematic supplements to dai-
ly broadsheets (both one-time and regular) took over this
function. This meant that the coverage of theatre-themed
articles increased, as the reader, after scanning the econom-
ic and political news, would proceed to the thematic sup-
plement with theatre reviews. Thus, for these supplements,
the material had to be presented differently, readily-acces-
sible to all groups in society.

The following newspapers had such supplements:
“Literatura i iskusstvo” (Proletariy, Kharkiv), “Literatura.
Iskusstvo” (Kievskiy proletariy, Kyiv), “Literatura, kultura,
mystetstvo” (Molodoi rabochyi, Stalino), “Literatura y mys-
tetstvo” (Komunist, Kharkiv), “Literatura — nauka —
iskusstvo” (Kharkovskiy proletariy, Kharkiv), etc. The most
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influential publications of this kind were the supplements
to Visti VUTsVK: “Literatura, nauka, mystetstvo” (1923
1924), “Literatura i mystetstvo” (1929-1930), but, above
all, “Kultura i pobut” that was published for the longest pe-
riod (from 1925 to late 1928).

The frequency of publication of these supplements
varied: weekly or bi-weekly. “Kultura i pobut” engaged
the leading theatre critics of the 1920s: Kost Burevii,
Yakiv Mamontov, Vasyl Khmyryi, Yona Shevchenko,
and others. “Kultura i pobut” hosted the debates that
evolved in the famous literary discussion. This supplement
published the lengthy polemic between Yakiv Mamontov
and Yona Shevchenko, the most of the Vyshnia’s Theatrical
Merriment by Ostap Vyshnia, “The ways of Berezil,”
the landmark article by Les Kurbas, and many other no-
table writings.

The theatre season reviews in “Kultura i pobut”
granted Isaak Turkeltaub' his rightful place in the history
of Ukrainian theatre research, as instead of concentrating
on standalone facts he reflected on the trends of an art pro-
cess as a whole. Turkeltaub followed not only the major
directing achievements in Moscow and Saint Petersburg
but also abroad.

Arkadii Pletnov in his published but undefended
dissertation on theatre life in Kharkiv during 1917-1927
provides a full and detailed personal account of Isaak
Turkeltaub: “A critic, whose characteristic feature was
a constant aspiration for a ‘middle ground. He was some-
what afraid of being known as a reactionary; therefore,
he emphasized his encouragement for all new, neverthe-
less preserving the passion for realistic theatre in its classical
representation. It was Tarkeltaub we already knew: a pro-
fessor, stage director, theoretician, and not the last figure
in the Kharkiv theatre life” (Pletnyov, 1975, p. 142).

It is evident that during the 1920s, new aesthetical
and social agenda was formulated and articulated by the the-
atre critics and published by the daily broadsheets. This
aesthetics was manifested in the emergence of new genres
of theatre criticism and in the transformation of the estab-
lished, iconic forms. The genre of a review becomes cen-
tral for the period: the boundaries between a short report
and a review are delineated, the number of articles increases,
their authors are mentioned increasingly often, and the ti-
tles are metaphorical. Both the “old school” and new gen-
eration critics tried their best as reviewers. For this re-
search, the full range of opinions is valuable, as the young
theatre researchers, who were open to the experiments, of-
ten lacked professional experience and knowledge, while
the critics of the established mindset (though often exces-
sively conservative) were able to provide an unbiased, gen-
eralized perspective of the contemporary theatre, as they
were equipped to compare the art legacy of different eras.

' For a detailed analysis of Isaac Turkeltaub’s theatre criticism
see: (Sobiianskiy, 2009).
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The newspapers also became a platform for popular
art discussion at the time. It was not uncommon for the edi-
torial boards of different periodicals to publish their polem-
ics. Hence, a newspaper evolves into a platform for commu-
nication of theatre critics and enables them to join forces
in support or disapproval of a certain phenomenon.

Conclusions

This paper provides a general overview of the 1920s
Ukrainian newspapers that covered local theatre life.
It was observed that the number of articles on theatre in-
creased, as well as their genre diversity and cultural scope.
The focus was on the theatre criticism published in the dai-
ly broadsheets Vechernee radio (Kharkiv), Vechernie izvesti-
ya (Odesa), Vecherniy Kiev (Kyiv), Visti VUTsVK (Kharkiv),
Kievskiy proletariy (Kyiv), Komsomolets Ukrainy (Kharkiv),
Proletarska pravda (Kyiv), Robitnyk (Zhytomyr),
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BHUKOPHCTOBYBAAMCS PO3POOKHU y cdepi Teopil AiTepaTypHO-KPUTHIHIX SKAHPIB.
3aificueno KOPOTKHUI OTASIA Ta3e THUX ePiOAMYHMX APYKOBAHUX BUAAHD, IO BUXOAUAH B YKpaiHi y 1920-Ti poxu Ta akTHBHO BHCBIT-

AIOBAAM TeaTPAAbHHIL poljec. BigsHaueHO KiAbKicHe 36iABIIEHHSI CTATEH PO TEATP, IXHIO PI3HOXKAHPOBICTH TA KYABTYPOAOTTIHHIT

MacmTab. 3pobaeHO CrIpo6y Ha MPUKAAAL KPUTHYHOI ALIABHOCTI IIPEACTABHHKIB PI3HUX IIOKOAIHD Ta 0Ci6 3 PI3HMMH eCTeTHYHUMH

OpiEHTHPAMH IPOCTEKUTH TPAHCHOPMAILIiIO KPUTHIHOI AyMKH y razerax 1920-x. PosrastHyTo crierudiky mo0yTyBaHHS TeaTpab-

HOI )KypHaAiCTI/IKI/[ Y TEMaTHYHHUX AOAATKaX AO IJOA€HHHX I'a3eT.

Katouosi crosa: TeaTpasbHa KPUTHKA, TadeTHI BUAAHHS, 1920-Ti poky, sxaHpw, mybaikauii X. Toxapsi, Aisassicts €. Tenica, crarTi

I. Kouepru, Heomy6aixosanmit auct K. Cranicaascpkoro.

Cmammas nadiiiwaa do pedaxyii 23.02.2023
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MDKHapoAHHI?I (1)€CTI/IBaAb AABHbOI MY3UKH
yAbBOBi

Eranu cranoBAeHHS

Lviv Early Music Festival
Stages of Development

Awnotanis. MbkHapOAHWIT GeCTHBaAb AABHBOI MY3UKH y ABBOBI € OAHUM 3 HAFIMACIITAOHIIINX Ta HAFBU3HAYHINIMX MUCTELBKHX O-
pym™iB B Ykpaini Ta B LlenTpasbno-Cxipnitt €spori. [Iporpamu pecTupasto $opMyOTbCS 3 ypaXyBaHHAM aKTYaAbHUX TEHAEHIIiH
B icTOpuyHO iHpOpMOBaHOMY BUKOHABCTBI Ta icTOpil paHHbOiI My3uky. JacTHHY Iporpam KoXHOro ¢opymy IpHCBIYEHO yKpaiH-
CbKiil cTapoBHHHIH My3uili. Bip mepioro ¢gecTuBasio NoMiTHe MparHeHHs OpraHi3aTopiB Ipe3eHTyBaTH SKOMOTa PisHOMAHITHiITy
IPOrpamy, 10 BKAKOYAE He AUIIe TBOPH BUCOKOTO 6apOKO, 3HAMOMI AbBIBChKIFI ITyOAiLli 33 KOHIIEpTaMH B ByAHHKY OpraHHOI My3HKH
ta Girapmonii, a # mysuky Cepeanbosiuds Ta BiapoaskeHHs. YkpaiHChKa AQBHS My3HKa IIepeBXKHO IIPEACTaBACHA XOPOBOIO Lep-
KOBHOIO TPAAHLIEI0 y BUKOHAHHI KoAeKTHBIB «KarodoHisi», «A Cappella Leopolis», «Capmaruka», «Xopea Kosaupka> Tomo.
OcsirHst mporpama $pecTUBAAI0 HeAOHSK IIOCHIPUIAA POSBUTKY IPOPECIHHOIO BUKOHABCTBA Y AbBOBI. 3HAYHMIT BIIAMB Ha IIpOde-
CilfiHe 3pOCTaHHs AbBiBChKUX BUKOHABIIIB AABHHOI MY3UKU MAAHU CITIAbHI IPOTPaMM 3 EBPONEHCHKUMH My3HKaHTaMu. 2022 poky
Ha TAl TOBHOMACIITAGHOTO POCIAICHKOrO BTOPIHEHHsI GeCTHBAAb IPUEAHABCS AO IIPOEKTY AbBIBCHKOI HAlliOHAABHOT (irapMOHii
«Ykpaina 2022. Mysu He MOBYATb>, SIKUIl MA€ Ha METI IIOIYASPH3aI}il0 YKPAiHCHKOIO MHUCTELTBA Ta 36ip KONITIB Ha MATPHMKY
YKPaiHCbKUX My3HKAHTIB.

Kawuosi crosa: yxpaincpka My3uuHa KyAbTypa, MixkHapoaHuit pecTuBasb AABHLOI My3UKH Y AbBOBI, icropuyHO iHpOpMOBaHe BH-
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KOHaBCTBO, AaBHSI MY3HKa, My3HU'1Ha iHTePHPeTaHiﬂ, MY3HIHO-ITPOMaAChKa AiﬂAbHiCTb Pomana CTeAbMaIJ_IyKa.

ITocTranoBka npoGAeMH. PexoHcTpyKIIist AMCTaHIIiHTO-
BaHOI y Yaci KyABTYPH, 11 )KaHPOBO-CTUAbOBOTO KOMIIOHEH-
Ta, 3 OAHOrO 6OKY, MoTpebye MOOIABHIX, MOAHPIKOBAHHX
$opM i MeTOAIB MpaKTHUYHOI Ipe3eHTallii, a 3 iHmoro —
rAn60KOro HAyKOBOTO OCMUCAEHHS Ta iHTepIpeTarii AaB-
HIX AJKepeA, [TOBSI3aHUX i3 9aCOIPOCTOPOM CaMOi TBOPYO-
cri. CaMe TOMy CUHTeTUYHUI Ta iHTerpaTuBHui PecTrBaAb
AABHDOI My3UKH y AbBOBi € HAHITP OAYKTHBHIIIO $OPMOIO
Ipe3eHTallil KyABTYPHHX HaAOQHb 3 IIMPOKUMH KOMYHiKa-
TUBHUMHU MOXXAMBOCTSIMHU 3 TOUKH 30PY PeKOHCTPYKITii AaB-
HbOI My3WYHOI KyABTYPH Ta iCTOpUYHO iHPOPMOBAHOTO BU-
KoHascTBa. Moro MIPOBEACHHS CIIPUSIE HE AHIIE TBOPYOMY
06MiHy Mi>K MUTIISIMH, OpraHi3aTOpaMu Ta MOLiHOByBaYaMH,
a 11 6e3mocepeAHbO Y IPAKTHYHIMN TAOIIKHI peaAisye iHTe-
I'PaTUBHUMI AIAAOT AABHIX KYABTYP B EAUHOMY XYAOXKHbDO-
BHUPa)KaAbHOMY IPOCTOPi. AMHaMiuHa peKOHCTPYKTHBHA
MHCTeIbKa IIpobAeMaTHKA (BiaHOBACHHS 3a0yTUX TBOD-
YUX iMeH, My3WYHHUX iHCTPYMEHTIB, TPaKTaTiB, MaHidecTiB
Ta My3UYHUX Komnosnuiﬁ) ) COLIIOKYABTYpPHHI paKTOP (ay—
AlaAbHa 3aTpeOyBaHICTb AABHBOI MY3UKH CEPeA IIHPOKUX
KiA peanieHTiB) , HEOOMEXXEHICTh 3aIBACHUX TEMATUIHNX
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3pi3iB 3 METOI0 HAYKOBOTO OCMUCAEHHS Ta BUKOHABCHKO-
IO BTiAGHHS Y PaMKaX $peCTHBAAIO, KPOC-KYABTYPHI pAlasoru
Ta PEKOHCTPYKIist CAMOOYTHOCTI periOHaAbHUX MHCTEL{b-
KUX HapOaHb AABHBOI KYABTYPH, 1, HAPEINTi, B3aEMOALS pi3-
HUX )KaHP OBO-BUAOBHUX IIOAIB My3UYHOI IPAKTUKU B EAMHO-
MY XYAOXKHBOMY IPOCTOpPi $pecTHBAAI0 — Iji KOMIOHEHTH
COLIIOKYABTYPHOTO i XyAOXHbBOI'O AMCKYPCiB IIOSICHIOIOTD
AeAaAi 6iAbLTy TOTPeOY y 3AINICHEHH] TAKHUX XYAOXKHIX IIpO-
exTiB. KommaekcHuit aHaAi3 ocobauBocTeit ¢yHKIIiOHYBaH-
Hs1 QecTHBaAIO AABHBOI My3HKHU Yy AbBOBi 3 METOIO OKpec-
A€HHS eTalliB 1Or0 CTAHOBAEGHHS CKAAAA€ aKTYaAbHICTb
i€l CTaTTI.

AmHaAi3 eTarmHOCTi pO3BUTKY PeCTHUBAAIO, TPOrPaMHO-
rO KOMIIOHEHTY MOTO OpraHi3aliil AO3BOAMTD CUCTEMAaTH-
3yBaTH Ta PO3IIUPUTH HAYyKOBi YABACHHS IPO Iieil mpoliec
Y Cy4aCHOMY MUCTELITBO3HABCTBI i KyABTYPOAOTii Ta CKAaAE
MeTY IJi€l CTaTTi.

Amnaais pocaiaxxens i my6aikaniit. Teoperuuno-
METOAOAOTIYHOI0 0a30I0 AOCAIAXKEHHS CTaAM Ipani
3 mpobaeM GOPMYAIOBAHHS TEPMIHOAOIII, CTPYKTypH
Ta QYHKIIiN (peCTUBAABHOTO IPOIlecy, PeCTUBAABHOTO PYXY
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SIK COLIIOKYABTYPHOIO peHOMEHY, XyAOXKHbOTO HAIlOBHE-
uust pectusaais (Ipuna Bepmec [2]), Oaena Isanosa [3],
Muxaiiao IIsea [9].

Bukaap ocHOBHOTO Martepiaay. «PecTuBaAb AQBHBOI
MY3HUKH Yy AbBOBi» po3moyas cBoio icTopiio y 2003 porj,
OApa3y IPeACTaBUBIIU AbBIBCHKIl ny6Aiui porpamy, am-
OiTHY 3 TOYKH 30py i yYaCHUKIB, i periepryapy. 3 Iepmoro x
$ecTUBAAIO MOXKXEMO 3aYBAXKUTH PSIA MOMEHTIB, SIKi BIIAH-
HYAHM SIK Ha TIOAAABIIMI PO3BUTOK CAaMOTO (peCTHUBAAIO, TaK
i Ha popmMyBaHHA MpodeciiiHOrO cepeaoBHIa BUKOHABIIB
AQBHBOI My3uKH y AbBOBi. 3 OAHOTO HOKY, Lje Y4acTb BUKO-
HaBIIiB 3 EBpoOIY, IO AAAO 3MOT'Y AbBiBCHKHM My3HKaHTaM
ITOYYTHU Ha MPAKTHIi CIeruiKy icTopudHO iHOpMOBaHO-
IO BUKOHABCTBA, O3HANOMUTHUCD 31 3ByIaHHAM iCTOPUIHUX
KO IHCTPYMEHTIB, BIAKPUTH AASL cebe HOBUIL perepTyap.
Bapro Bip3Ha4HTH, 110 BiA [epLIOro $peCcTUBAAIO OYAO 3aKAa-
AEHO TPaAUIiIo IPOBeAeHHS HAyKOBHX KOHQepeHIliii Ta Maki-
CTep-KAACIB 3a yJacTi yKpaiHCHKHX Ta €BPOIENCHKIX HAyKOB-
11iB Ta BUKOHABIIIB, IO CIIPHIAO GOPMYBAHHIO CEPEAOBH-
Ima AAS BUBYEHHS Ta BUKOHAHHSA AABHbOI My3HKH y ABBOBI,
CTBOPEHHIO Ta IPOPeCiiiHOMY PO3BUTKY HOBUX KOAEKTHBIB,
SIKi CITeIliaAi3yBaAMCh Ha BUKOHAHHI AABHbOI MY3HKH, a 3TO-
AOM — i TTOSIBi HOBHX HaBYAAbHMX AMCITMIAIH Y AbBIBCBKIl
Hal[iOHAABHIM My3H4HiN akaaemii im. M. B. Ancenka.

SIkirio 3BepHYTHCS AO IPOTPaM IEPIIHX IT SITH PpecTH-
Baais (2003-2008), TO MOYXHa 3ayBaXKUTH AOBOAI IUPOKY
reorpa¢iro yJacHukiB. Tak, Ha mepmomy ¢pecTuBaAi BUCTY-
maau koaekTusH 3 IToasmi: «Cappella allAntico», 3amocTs,
kep. Kmmmrop O6cr; «Les Amis», Ipnancek, «Bianko
Fiore>, [AQHCBK, kep. Maraaaena Bapskasa; «Dekameron>,
Bapuasa, kep. Tapeym Yexak; «Collegio di Musica Sacra>,
Bpouaas, pup. Aupxert Kocenpsik; ancam6ap «Ritornello>,
3 Iparn, Yexis, kep. Mixaea ITocnimmua. BiaOyBcs xonuepr,
¢$opMar SKOTo 3TOAOM CTaHe OAHIEI0 3 POA3HHOK (ecTrBa-
AXO: TIDOEKT 3a Y4YaCTi YKPAIHCHKUX Ta EBPOINEMCHKUX My3H-
kaHTiB. ¥ 2003 poui 1e Oyaa mporpama «BoxaabHa Ta in-
CTpyMeHTaAbHa My3uKa 6apoKo>, 10 06’ €AHaAQ Ha CLjeH]
mBefijapcbky Bokasictky Tersry [Toabt-Aynenxo (Baseas),
KHIBCbKY KAaBecHHICTKy Aapucy BoHAap Ta ABBiBCBKY co-
miakapxy Boxxery Kopunrceky. Okpim 115010 1my0aini 6yao
TIPEACTABACHO AEKiAbKA I[iIKaBUX AbBiBCHKHX KOACKTHBIB:
BOKaAbHHIT aHCaM6Ab «A cappella Leopolis» (koaexTus,
0 00’€AHAB €HTY3iaCTiB AABHBOTO CIIBY — SIK My3HKaH-
TiB-IpO¢ecioHaAiB, Tak i aMaTOPiB i Ha TOM MOMEHT yKe
OyB y4aCHUKOM KiABKOX KypCIB 3 BUKOHAHHSI 6apOKOBOI My-
3UKH; XYAOXKHIl KepiBHUK Poman CreAbMalljyk, AUpUTeHT
Aroamuaa KarrycTina), BOKaAbHUIT aHCAMOAD CTYAGHTIB pe-
TeHTCHKOTO PaKyAbTeTy ABBIBCHKOI Aep>KaBHOI MY3HYIHOI
axapeMil iM. M. Aucenxa «KaaopoHis» mip kepiBHUIITBOM
o. amsikoHa Tapaca I'pyaoBoro Ta ABa iHCTpyMeHTaAbH] KO-
AexruBu: «Ground-Folks>, xepiBuuk Cepriit TumomeHko;
Ta «Ricercare>, kepiBHUK AHADIiT AerKuit.

SIx1m0 rOBOPHUTH PO pernepTyap $eCcTHBAAIO, TO BAPTO
BIA3HAYNTH Ille OAHY OCOOAUBICTB, sIKa 30epiraeTbcs poTs-
roM yci€l fioro icTopii. 3 0AHOT0 60Ky, HaA3BHYANHO WIKPOKO
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NpeACTaBACHA EBPOIENChKA AABHA My3HMKa Pi3HHX CTHAIB
ta mepiopis. Le i cepeanboBiuna Mysuxa (mporpamu ancam6-
Ao «Cappella all’ Antico>, mporpama «ITicHi i Tani cepea-
HbOBIYHOI €Bpomnu>» ancam6bar0 «Ground-Folk», nporpa-
ma «Cantigas de Santa Maria» ancam6ato «Dekameron» ),
i peHecaHCHa (nporpaMa iHaBrypamifHOro KOHIepTY aH-
cambato «Cappella all’ Antico» ). BapoxoBsa mysuxka mpo-
3By4aaa y mporpamax ksaprery «Ritornello» (decbka 6a-
poxosa My3suka XVII cTOAITTS), CriABHIi KOHLIEPTHIl Tpo-
rpami kBaprery «Ritornello» Ta ancambaro «A capella
Leopolis>» (OKanro6ni cnipu Taitnpixa Iliotna). 3 mysu-
KO0 KOMITO3UTOPIB iTaAifickkoro 6apoxo Ax. b. Ileproaesi
Ta A. BOHOHYIHI ABBIBCBKY ITy0AiKy [TO3HAMOMUB KOAEKTUB
«Collegio di Musica Sacra>» mip opyaoro A. Kocenpsika;
arcambab «Ricercare>» IpeACTaBUB IIpOrpamMy MY3HKH PaH-
HBOTO 6apOKO (30erMa K. MonreBepaj, A. Sxem6cproro,
I Tepceaa, I. pou BibepaTa in.), TBOPH ITPEACTaBHHKIB BU-
COKOro 6apoKo (T. ®. Tempeas, . @. Teaemana, A. Ckapaari
Ta iH.) npesenTyBaAu T. I[loapT-Aymnenko, A. borpap
ta b. KopunHceka.

3 iHmoro 60Ky, Bip [epuIOro X $peCTUBAAI HAINMO
B IIPOrpaMax YKpaiHCbKY MY3UKY, B OCHOBHOMY Y XOpOBO-
My BukoHaHHI. Tak, ancam6ab «Kaaogomist> mip kepiBHu-
urBoM T. I'pyaoBoro npeacraBuB nporpamy « YKpaiHCbKa
nepkoBHa My3uka XVI-XVII cT.», mo ckaapasacs i3 mic-
HECIIiBiB YKpalHChKHUX ipMOAOTiOHIB, KaHTiB CB. AMUTpis
Pocroscpkoro Ta maprecuux moreris. OkpiMm nporo,
B Mexax $peCTHBAAIO BIAGYBCS Kypc MaiicrepHOCTI Mixaeaa
IMocnimuaa (ITpara) Aas ysacHukis ancambato «A cappella
Leopolis» 3 mporpamoro TBopis laitpixa Irorma. Takox
BiA6yAac5[ KoHepeHIlid 3 icTopii IjepkOBHOI My3UKH, Opra-
Hi30BaHa IHCTUTYTOM AITYPriku YKpaiHChKOTO KaTOAUITHKO-
ro yHiBepCHTeTY 3a y4acTi HayKOBIIiB 3 Ykpainu, boarapii,
TToapmi, Pocii, Biaopycii Ta Pymynii Ha Temy «Kuis i xuis-
CbKa CIAAIMHA B iCTOPIl LIEpKOBHOTO CIIiBY > .

Hacrynuuit gectuBasb BiAOyBcst 7-22 >KOBTHSI
2004 poxy. fkmo roBopuTH PO YYaCHUKIB, MOXKEMO 3a-
yBaxuTH sik HoBi imeHa (Feabra 3ommep (Baseas); Tlepa
Hockaitosa, Slua Cemepaposa, Irop Tepuor (Ilpara-
Bparucaasa); «Maiicrepus micui» (AbBiB), kep. Hataaka
IToaoBunka, Cepriit KoBasesuy; «Vita nova» (AbBiB—
Kuis); «AbBiBchki MenecTpeai» (AbbiB, kep. AeHa
Caormak), TaK i Be 3HAlOMUX 32 IePIIUM $ECTHBAAEM My-
sukantis: Tersana IToasr-Aynenxo (Basean), ancambanp
«Dekameron> (BapmaBa) , AbBIBCbKi BOKAAbHI KOAGKTHBU
«A cappella Leopolis» ta «Kaao¢ouist>. ITporpama dpec-
THBaAIO OyAa He MeHII pi3HOMaHITHOX0. MOXXHa BiASHAYHTH
nikaBuii MpoexT «Kurta Mapii>, B IkoMy no€aHaHi rpuro-
piaHchbki xopaan y BukoHanHi «A cappella Leopolis> mia ke-
piBaunrBoM T. IToabr-Aynienko Ta moesis Paitnepa Mapii
Piabke, siky untasu leabra 3omep (Basean) Ta Hataaka
IMoaosunxa (AbsiB). He MeHm rjikasum 6yAo 3icTaBAeHHs
B OAHiM nporpami «IToxyTHHX i 5KaAOOHUX CIIiBiB ernoxu
6apoko» Musikalische Exequien Taitrpixa Ilina (1585—
1672) Ta 90THPHOX 12-TOAOCHUX YKPAiHCHKUX MAPTECHUX
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KOHI]epTiB aHOHIMHUX aBTOpiB movarky XVIII cToairTs)
y BUKOHaHHI aHCaMbA10 «A cappella Leopolis>» Ta opra-
Hicta Bitaaia Ymxescbkoro. [HcTpyMeHTaAbHA My3HKa
XIII-XV croaiTs OyAa mpeAcTaBAEHA Y BUKOHAHHI aHCAMO-
A0 «<AbBBiBCbKi MeHecTpeAi>» mia KepiBHHLTBOM OAeHH
Caomax. KoHcopTHy aHraificbky Mysuky XV cTOAIT-
T BUKOHAB KOAEKTHB «Vita nova», mo o06’€AHaB AbBiB-
CBKHX Ta KHIBCHKHX MY3HKAaHTiB. ITaAilicbKi Mappurasm
XVI cTOAITTS TpO3ByYaAH y BUKOHAHHI My3UKaHTIB 3 Yexii
Ta CAOBaUYMHU. YKPAiHCBKY MY3HKY pPelpe3eHTyBaAH aH-
cambab «Karodomis» (mporpama «LlepkoBHa MOHOALS> )
Ta Maiicrepusa micHi Haraaxu IToroBunku (HporpaMa
IPMOC, «AaBHi AyXOBHi HamiBu> ). 3aBepmnaa $pecTH-
BaAb mporpama «ITicHi miairpumis cepeanpoBignoi Icmanii>
y BUKOHAHHI BapIIaBChKOro aHcaMbar0 «Dekamerons.
Takoxx 6yAO IIPOBEACHO KPYTAHII CTiA i3 IIUTAHb BUKOHAH-
HS1 AABHBOI MY3HKH 32 YIaCTIO HAYKOBIIiB Ta BUKOHABIIIB.

DecruBaas, mo BipbyBcst 8—23 sxosrHs 2005 poxky, Li-
KaBHUH TOSBOIO Ha CIJeHi KaMepHHUX Ta CUMPOHIYHUX Op-
xectpis (KamepHuit opkectp «Leopolis» AbBis, kep.
Spocaas Muraab; NSO Avsis, aup. [yrraps Matrec), pos-
mupeHHsM reorpadii ysacuuxis. Tak, y mporpami «IIpo
koxaHHsl — Bip Ilepceaa a0 AokeMiHiaHi>, Ky BUKOHAAH
cryaenTu Schola Cantorum Baselensis, 6paau yyacrs my-
3UKAHTH 3 PI3HUX KpaiH, SIKi He OYAM IIPEACTABA€HI Ha II0-
nepeatix pecrusanax: Kamiasa ae Qaneitpo (Bpasuais),
JUNSi(S fpyAyAe (AaTBi}I), Benbamin Aasapa ((DpaHuiﬂ).
3i 3HATOMUX ABBIBCBKIl ITyOAiL 32 IepmuMu $pecTUBAAS-
MU YYaCHHUKIB BapTO BiA3HAYUTH AbBIBCbKHMX OPTaHICTiB
H. Beanuko Ta B. YmxesBcbkoro, ancambai « Ground-Folks,
«Kanrodonis» ta «A cappella Leopolis». B. Kopuntcbka
Ipe3eHTYyBaAa mporpamy «BipTyosni conaru XVIII croaiT-
TS> CIIABHO i3 AbBIBCBKUMH My3uKaHTaMu M. Aparanom
(xaaBecun) Ta I XKy (BioroHdeap).

IIBeinapis 6yAa IIpeACTaBA€HA AEKIAPKOMAa KOAEK-
THUBaMH i mpoexTamu. Ie Byke 3rapaHMil KOHIIEPT CTYACH-
TiB Schola Cantorum Baselensis Ta oppa3y ABi KoHIepTHI
IPOrpaMu 3a YYaCTIO 6a3eAbCHKUX KOAEKTUBIB «Ars Leonis
Basel>», «Ortino Musicale> ta coaicris T. IToabr-AyrieHKo
ta Bepennu Kpayse mip opyaoio ykpaiHCbKO-IIBEHIIaPCHKOTO
aupurenra Boraana IlIBeaa. Briepie AbBiB sIHU MaAy 3MOT'Y
nouyTH ancam6ab 3 Kuepa « Mysuani Acambaei>» (kepiBHuK
Aenuc IMopasanit), «Hortus Artium» (Kpakis, I[Toabma)
a Takox «IIpupopuuit 6aser Ardente Sole>» (Kpaxis,
IToabma, xep. Pomana ArHeAb) ta «Consortium Sedinum>
(Iewin, IToabma, kep. Ypmyas Crasinka). Briepme B xon-
IepTax $peCTUBAAIO B3SIB y4acTh KaMmepHuit xop «Gloria»
mip opyaoio Boaopumupa CuBoximna.

Ao mporpamMu TpapULifiHO GyAO BKAIOYEHO MY3HKY
BIAOMUX LIMPOKOMY 3araAy KOMIIO3UTOPIB ernoxu 6apo-
xo (A. Ckapaarri, A. Biaabai, A. Kopeaai, I. ®. Ienpeas,
I’ Ilepceaa, H.C. Bax, A. Byxcrexyae Ta in.), IpPO3By4YaAa
My3HKa cepeAHboBidHOT PpaHmii (TBOpI/I AHOHIMHHX aB-
topis XII-XV CTOAITTS), a TaKOX BIepIne — iHCTPyMeH-
TaAbHa My3uka A. bopTHaHcpkoro Ta M. bepe3oscbkoro.
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Tak camo Ae6r0TyBaAM Ha dpecTHBaAi TBOPU KAACHKIB (yBep-
tiopa <ErmonT> A. Ban BerxoBena, KonnepT poas BiosoH-
YeAi 3 OPKeCTPOM AO-MasKop 1. TaitpHa Ta Cumonis 40
coab-minop B.A. Mouapra).

Brepure my6aika MaAa 3MOTy IIOOAYUTH IPOrpaMy
ICTOPMYHOTO IIPUABOPHOIO TAHI[IO B KOHIEPTi «My3auka
i TaHenb Ha ABopax E€Bpomnu. Itasis—IToapma—Ascrpis>
(«ITpupsopnuit 6aser Ardente Sole>» (Kpaxis, I[Toabma,
xep. Pomana Arneas) Ta «Consortium Sedinum>» (ILewin,
IToapma, xep. Ypuryas Crasinka). Bapro Bip3HauuTH BU-
KOHAaHHS IIeAeBPiB OpaTOPiMHO-KAaHTAaTHOTO >XaHPY
(«Gloria» Ta «Magnificat> A. Bisaabai, «Magnificat»>
K. MonTeBepai). YKpaiHChKy My3uKy 6yAO OEAHAHO 3 Iiep-
KOBHOIO My3HKOI0 ITaaii Ta AHIAIl y mporpami aHcam6Ao
CTapOBUHHOTO cHiBy «Mysuuni Acambaei>», a TAKOX y IIpo-
rpami «BeaAukormicHi HamiBu yKpaiHChKHMX ipMOAOTiOHIB>»
BOKaABHOTO aHcaMOA0 «KarodoHis.

®ecruBaap, mo BipbyBcs 3-15 BepecHs
2006 poxy, BIeplle OTPUMaB TEMATUYHY Ha3By «/\bBiB
750>. CBOEpIAHOIO IIPUCBSITOIO I0BiA€IO MiCTa CTaAO BU-
xoHaHHs «Missa Paschalis» Maprixa Aeomoaitu (1530
1589) ancambaem «A cappella Leopolis» cmiabto 3 xo-
AextuoM i3 Hlenuua «Consortium Sedinum>» (KepiBHHK
Ypmyass Crasinpka, aupureHt Ilasea OchOBCKi), aH-
cambab «Gratia luvenis» (Hosa Aey6a, [Toabma, kepis-
nuku €xu Ta duina Aro6epa). Biepme na pecrupaab 3a-
Bitaam atoraict Tonkincon Cwmit (Baseab), KMiBCbKa KAa-
BeCHHICTKa, 3aCHOBHUIIS KAACY KAaBecHHy B HarioHaAbHil
My3uuHil akapemil Ykpainu imeni Ilerpa Yaitkoscpkoro,
npo¢ecop Csiraana Ilabaarina, Aaekcanapa PaBoas
(meno-conpano, HiMewunna), Aefiaa Ilaer (ckpunka,
Basean), Maprina Bimod (aabt, Basean). Takox Brepme
Ha $peCcTHBAAD OYAO 3aIPOLIEHO BIAOMIX ABBIBCHKUIX BH-
xoHasuip Aiaito Ilytro (ckpunka) Ta Auny CraHbpKo
(kAaBecHH), BUCTYTIMB YKPAiHCHKO-IIBENI]APCHKHET TTia-
Hict ABApift AparaH, «Leo Brass Quintet> (AbBiB) Ta co-
MiAKOBUH KBIHTET «Aypasic>» (AbBiB). Sx i B momepeaHix
decTHBaASX, YIACTh OPaAH ABBIBCHKi BOKAAbHI KOAEKTH-
Bu «A cappella Leopolis>» Ta «Karodponist>», opkecrpu
INSO Avsis (Aupurent I'ynrapa Marrec, Ltopix) Ta xa-
mepHuit opkectp «Leopolis» (kepisuuk 1. Muraan, Au-
purenr B. IlIses (Basean)), opramictu B. YmkeBcokuit
ta H. Beanuxo, T. [Toabr-Aynenko Ta B. Kpayse (Basean),
aHcambAl «AbBiBCbKi MeHecTpeai» Ta «Ritornellos.

Bapro 3BepHyTH yBary Ha CIiAbHi IPOEKTH,
10 00’ €AHYBaAU YKPAIHCHKHX Ta EBPOIEHCHKIX My3HUKAHTIB.
e mporpama «Mysu4si mam’sitku AbBoBa i YeHcTOXOBa>»
(<A cappella Leopolis>» (AbBiB) criabHO i3 KOAEKTHBOM
i3 Illeryiraa «Consortium Sedinum> ), nporpama «Mysuka
MorapTa Ta fioro enoxu>» y BUKOHaHHI aHCaMOAIO coaic-
TiB 3i IIseitnapii (Aeitaa Ilaer Ta Maprina Bimod), Yuai
(Beponixka ITisonka), Hipepaanais (Cimone Cryabrienc),
Yexii (Mipocaas Posencki), Himewuannu (Aaexcanpep
Teanae), Yropmunu (®aopa [Tapap), Ypainu (Bikropis
Kypuaosa Ta Faauna JKyx).
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Ha sakaroyHOMY KOHIIepTi $peCTHBAAIO ITPO3BYyYa-
Aa mporpaMa «AiaAOru KOXaHHS>» AO AECATHPIYYA Ka-
MepHoro opkectpy «Leopolis» i3 TBopis B. A. MouapTa
ta K. B. I'\toxa 3a yyacTi éBponeicbKux Ta yKpalHCbKUX
My3uKaHTiB. Briepre Ha ¢pecTuBaai AyHasa coabHa KAaBe-
cuHHa nporpaMa «KaaBecuHosa mysuxa Ykpainu i Pocii
XVIII croairtsi» y Bukonauui C. IlTa6aarinoi. Iikasy
nporpamy «ILlepkoBHa Mysuka y ApBoBi 6au3bko 1700.
3i cxipHOI i 3axipgHOI TPaAUIIiK >, IO CKAAAAAACDH 3 HAIliBiB
3 AbBiBCbKOrO «IpMoaoriony> 1709 poky Ta iHmux ipmo-
AOTiOHIB, a TakoXX TBOpiB MapTina Aeomnoaitu Ta aftapixa
Irora, IpeACTaBUB BOKAABHUIT aHCAMOAD «Kaaopomis>.
B incTuTyTi AiTyprifinux Hayk YKY BiaGyaacs mpeseHTanis
KOMITaKT-AuCKa «ITocToBi HamiBu yxpaiHChKHX ipMoAoTio-
HiB XVI-XVII croaits>» ancam6bar0 «KarodoHis>.

Takosxx BipOYBCsI HayKOBO-IPAKTUYHUI CeMiHap
3 IIUTaHb BUKOHAHHS AIOTHEBUX TabyAaTyp, 0COOAMBOC-
Tei1 AbBIBCHKOI AFOTHEBOI TaOYAQTYPH, POAL 1 MiCIIs 4eChKOI
MY3HKH B €BPOIIEHCHKOMY 6apoKo, IpobAeM i [epCIeKTus
BHUKOHABCTBA AABHHOI MY3HKH B YKpaiHi Ta iH. 33 yJ4acTIO
Mapriau Kanaanu (ITpara), Tomaca Hait6pra (TIpara),
Mixaeaa ITocmimuaa (TTpara), Tonkincona Cmita (Baseas),
Cremnana Tuxonenka (Yxropop), Haraaii IlIsens (AbBiB).

Y AbBiBCBbKill Aep>kaBHIM My3UUHiNl akapeMii
im. M. B. Aucenxa 6yAo IpOBeAeHO KPYTAMH CTiA 3 IH-
TaHb AOCAIAXKEHHS i IOMYASpHU3alil KAABIpHOI CITAAITMHKI
YKPAIHCHKHUX KOMIIO3UTOPIB i IPOOAEM Ta ITepCIIEKTUB KAa-
BECHHOBOIO BUKOHABCTBA B YKpaiHi 3a yyacTio CBiTAaHH
[Ia6aarinoi (Kuis), Annu Iapenpkoi (Kuis), €prenii
Irnarenxo (Kuis) ta Ato60Bi Kusuoscrkoi (Absis).

IT’stuit decTuBaAb AABHBOI My3HKH y AbBBOBI
(2-15 sxoBTHA 2007 poKy) IpuitMas yyacHuKkis 3i [LIserii —
arcam0ap «Laude Novellax. Taxox BiaOyBcst 3HAKOBHIT
KOHIIEPT, B IKOMY BIIeplIe y AbBOBi PO3By4YaAU KOHI[ePTH
1. C. Baxa AASL ABOX, TPbOX Ta HYOTHPbOX KAAQBECHHIB 3 Op-
xecTpoM y BukoHaHHi Eapx6eru Credancoroi (Kpaxis),
Mapiko Karo (Kpakis), Ypmyai Crasiupkoi (Illenin),
Csitaanu la6aarinoi (Kuis), opkectpy «Leopolis»
(AbBiB) mip opyaoto ITaBaa Ocyxoschkoro (Illenin).
Briepmre y KoHIIepTaX $eCTHBAAIO OPAAH YIACT My3UKAHTH
3 Pocii. Ancambab «Laterna Magica» (Cauxr-Iletep6ypr)
IIPEACTABHB IPOrpaMy «/AaTHHA i TaHIi>», O CKAAAAAACDH
i3 aHTAIMCHKUX i QpaHITy3bkuX KOHAYKTIB XIII cToAiTTS
Ta iTaaificbkux icranmit XIV cToaiTTs.

Tpaauniitai criiBu Kuepo-ITeuepcpkoi AaBpu mposBy-
JaAM y BUKOHAHHI /AbBiBCHKOI Aep>KaBHOI YOAOBIUOi XOPOBOI
KareAn < AyAapHuK> TIiA 0pyAoro Muxoan Karaaa, et xo-
AEKTYHB TeX yIepiue 6paB y4acTs y pectusaai. Takox 6yao
IIPEACTABACHO KOHILIEPTHU 3 iHCTPYMEHTAABHOIO My3HKOIO
BHCOKOTO 6apoko (Aipis ITyrko, Ocran llyrko, Oapra
IlyTxo, Auna Cranbko (AbsiB), Csitaana Illabaarina
(Kwuis), Boxena Kopuuncpbka (Absis), F0ais Biaoycosa
(Kuis), Hapis Beawmuxo, Bitaaiit Ymxescokuit (AbBiB)).
«Hortus Artium> (Kpaxkis, [ToAbIa) 3ampomnoHyBaAH Ipo-
rpamy «My3nudHa IOAOPOK APEBHBOIO EBPOIOIO>.
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YkpaiHcbka My3uKa Ha IboMy decTuBaAi Oyaa pe-
Ipe3eHTOBaHA TPbOMa IpoekTaMu: «Papyiicsa. Hamisu
Ao Boropoaumi> ( «Maiicrepns michi>», Haraas IToso-
BUHKAQ, AbBiB) , « Tpapuuiitni ciiBu Kuepo-Iledyepcpkoi AaB-
pu> (« Ayaapux>, AbBiB), i CTOPIHKOIO YKPalHChKUX ipMO-
sorionis («Kaaoponisi», AbBiB).

Y Mexax ¢pecTUBaAIO BiAOYAACH IIPe3eHTaLlisl KOMITAKT-
ancka «Cipe Apam npsiMo pasi»> <A cappella Leopolis>
(AbBiB). Takox 6yAO IPOBEACHO KyPC MAiCTEPHOCTI yIac-
HUKiB aHcamba10 «Dekameron» (Bapmasa, [Toabma, kep.
Tapeym Yexak) AAsL AbBIBCbKUX aHCaMOAIB «A cappella
Leopolis» Ta «AbBiBCbKi MeHecTpeAi>». Y mporpami —
BUBYEHHS i BUKOHAHHA IiceHHOTro Koaekcy XIII croaiTTs
«Carmina Burana>.

B VuiBcpkiit CBsiTo-YcreHChKiN AaBpi BipOyaacst
V MixnapoaHa KoH$epeHlis 3 icTopii 11epKoBHOI MOHO-
Ail Ta riMHOrpadii, npucssauena 150-i# piununi Bip AHS
HapOAJKEHHS AbBiBCHKOTO AiTypricra i 6orocaosa Ilerpa
Opanna Kpun'skesuaa. Oprauizaropu: IHcTuTyT AiTYypriit-
uux Hayk YKY, Kadpeapa mysuunoi ykpainicruku AHMA
im. M. B. Aucenka. YuyacHHKH HayKOBOI AMCKyCil — mpo-
BiaHI 60rocaoBy, AiTypricTu Ta My3ukosHasni Hivequnny,
IToapmi, Pocii Ta Ykpaiau. Bnepure y kondepeHii B3siaa
Y4acTb IIPeACTaBHHI HayKoBUX Kia DiHAstHAIl — Mapis
Tpaxaao-Posuenko.

HacrynHi ciM $pecTuBaAiB TAKOXK OYAM TeMATUIHUMIL
QecruBaas, sikuit BiaOyBcst 3—12 xosrHst 2008 poxy, oTpu-
MaB Ha3By «3 daciB Peui ITocroanroi>». He AuBHO, mo came
Ha 1jpoMy decTrBaAi Briepie OyAU 3alpoLIeHi My3HKAHTH
3 Biaopyci (ancambab «Crapu Oabca» (MiHcbk) Ta AuTBH
(ancambap «Banchetto Musicale» (BiabHioc, kep. FOpare
BiqieHe). Sx1110 rOBOPHUTH IIPO perepTyap, TO MOXKEMO Bia-
3HAYUTHU CIPOOY IIPOAEMOHCTPYBATH MIHUPOKY IAAITPY My-
3uky, mo 3By4ara y XVI-XVII croairTsx Ha Tepenax Peui
ITocnoanToi. YkpainchKy My3uKy mpeacTaBraa MaiicrepHs
TIiCHI ITiA KePiBHUIITBOM H. IToroBuHKH y mporpami « Koao
KO3arpKol A0bu>, aHcamOAb «Karoponisi» Ta xopoBa Ka-
meAa « Ayaapux> (AbsiB) y mporpami «/ABi yKpaiHCBKi Ai-
Typrii XVIII cT.>.

Mysuky Beaukoro xH:A3iBcTBa ANTOBCPKOTO BUKOHAB
ancam6ab «Crapu OAbcas, YKpaiHCBKi Ta IIOABCBKI MEAO-
All 3 My3nuHuX 36ipok XV-XVII cToAiTh IPO3ByYaAn y BH-
KOHaHHi aHCaMOAIO «/ABBIBCbKi MeHecTpeAi». I3 mporpa-
Moro «Mysuka i raHenp y Biabarocskomy ITasani Koxanus
1625 poky» Bucrymus ancam6ab «Banchetto Musicales.

Taxosx BapTO BiA3HAUUTH IIPOTPaMH 3 CTIIABHOI yYacTi
YKPaiHChKUX Ta €BPONENChKUX MY3UKAHTIB, SKi CTaAU CBO-
€PiAHOIO Bi3UTIBKOIO CaMe AbBIBCHKMX (eCTUBAAIB AABHBOI
Mysuku. Tak, mocTuit gecTuBasb BiAKpHBaAa IpoOrpamMa
«IepxoBHa My3uka Ha Baeai nou. XVIII cr.>» y BUKOHaHHI
«A capella Leopolis» Ta arcambaro i3 lfenina «Consortium
Sedinum> mia 6aryroro ITaBaa OcyxoBcpkoro.

KuiBcpka kaaBecunicTka Cairaana IIlabasTina pasom
is Hop6epTom Posenkipxerom (paeitra Tpasepco, Keabn)
MIPEACTaBUAU IIpOTpaMy «Mysuka mpu ABOpi KoposeBu
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Mapii Kazumipu B Pumi>». Bnepmre y ApBoBi mpossydasa
«IToabcpka PisaBsiHa Meca 3 BiabHIOCBKOI OpraHHOI Ta-
OyaaTypu XVII cT.» y BUKOHAHHI ABBIBCBKHMX My3UKaH-
TiB («A capella Leopolis>», «Kaaodonis», H. Beanuxo,
I.2Kyx, I. IBaHIomeHKo) mip KepiBHMITBOM TeTsHH
IMoast-Aynenxo (Basean). Ille oAuH criabHUE yKpaiHO-
ITOABCHKHUI IPOEKT 3aBEPITyBaB peCTUBAAL. Y IpoOrpa-
Mi «My3HuKa KOpOAIBCHKUX MiCT Ha BOAI>» AO aHCaMOAIO
«Starck Companye» (Kpaxis, 6apokosa Tpy6a Ta Kepis-
uunTBo Tomam CArOCapuyK) HpUEAHAAACH ABBIBCbKa Opra-
nicrka Hapis Beanuxo. Bnepure xonnepTu gpecTrupasio Beaa
KMiBCbKa My3UKO3HaBHIA AHHa [apenbka.

Ha ¢ecrusani, mo Bipbyscst 10-20 sxoBrest 2009 poky
11 OTpHMaB Ha3By «J3 4YaciB [eTbMaHIIMHN >, BUCTYTINB KH-
iBcpkuit ancaMbab «Xopea Kozarpka>. Bin Bukopucrosye
CTapOBMHHI My3W4Hi IHCTPYMEHTH, II[O 3BYYaAH ITiA Yac Bili-
CHKOBHX BIIPaB PYCbKOTO AMIJAPCTBA — IIASIXTH i KO3aLTBA,
HoOyTyBaAM B ABOPAL|bKUX KAIleAAX YKPAIHCHKOI apHUCTO-
Kparil, a TAKOX IHCTpyMeHTapiil TPAAULIMHOTO YKPaiHChKO-
ro ernocy — Ko63apiB, 6aHAYpHUCTIB Ta AipHUKiB. Briepme
Ha pecrusaai puctymus Oaer Timopees (aroTHS, TiTapa,
urrat Aitosa, CIIIA). Takox 6yao 3ampoleHo aHcaMbAb ce-
peAHboBiuHOI Mysuku «Insula Magica» 3 HoBocubipceka.
Ha xonnepri ¢pecTuBaAio BUCTYIIMAM 3HAHHM ITOAbCHKUI
KAABECHHICT, opraHicT Ta AupureHT Mapex Tormoposcbkuii,
SIKMH CTaB aKTUBHHUM YYaCHHUKOM ITOAAABIINX PeCTHBAAIB,
Ta 6purancekuit KoHTpTeHOP IToA EccBya.

IIporpama ¢pecTrBaAIO OXONMAA MY3HKY ITOHAA ABOX
croairs. Ha BigxpurTi y BucTymi ancambato «Crapu Oabca>»
«ITicHi Aunapis Beaukoro kHsa3iBcTBa AHUTOBCHKOTO
i KopoaiBcra IToAbcbKkoro> Ipo3By4aAu TBOPH AaHOHIMIB
XVI-XVIII croaits y micTepii «CapMarchbkuil pekBieM>,
sKy BukoHaan <A capella Leopolis>, IToapcpka Opxecrpa
XVIII croaiTTst (KOHCOPT 6apOKOBUX AYXOBUX IHCTpYMeH-
TiB mip kepiBHMIITBOM ToMmamra CAIOC&p'-II/IKa) , Mapuin
Boasix (6ac, Kpaxis) Ta IToa Eccya (konTpTeHOp, AOHAOH).
ITip opyaoro Mapeka TomopoBCbKOro IMpO3BYYaAU ABA
pexsiemu noabcbkux komno3utopis XVII-XVIII cToaiTs:
«Conductis funebris» Dxeroxa [opunipkoro Ta «Missa
Requiem> o. Aamiana Craxosiya.

IIporpamy «Mysuunuii cBiT poparHu Po3ymMoBchKuX >,
sIKa CKAAAAAACh i3 TBOpIB M. K. Baxa, 4. K. Banraaa,
M. MucaiBeueka, Ax.B. CammapriHi, U. TaitpHa
Ta A.BaH berxoBeHa mpeACTaBUAM AbBiBCHKil Hy6Ai-
ui C. Ila6aarina (kaaBecun, Kuis), 3apema Bakiposa
(¢paeitra, Kuis) Ta I. XKyk (Bioronuean, AbBiB). Ye Bipo-
MMI1 ABBIiB STHaM i3 MIOTIEPEAHBOTO PECTHBAAIO IITBEACHKHI
arcam6ab «Laude Novella>» Buctymus i3 coapHO¥O IIpo-
rpamoro «Mysuxa IliBHOUi: B maaarni i B xaruHi>, a Ta-
KO Y CIIABHOMY i3 HOBOCHOIpChKIM KOAeKTHBOM «Insula
Magica>» npoexri «Biaaynnsa IloaraBu>, B skoMy mpo-
3By4asa npupBopHa Mysuka Kapaa XII ra ITerpa Ii tBopu
3 MaHYCKpUITy nosoHeHOro 1ip IToATaBoro mBeAChKOTO
ro6oicra [ycrasa Baiacrpema, Hanvcai HIM y cH6ipCchKo-
My 3aCAQHHI.
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YkpaiHCbKi KaHTH i XOpOBa My3HKa OYAH IIpeACTaB-
AeHi y porpami «3ycTpid Ha 1moAi 6apoKo> y BUKOHAH-
Hi XOpOBOi 40AOBiYOi Kanean «Ayaapux>, H. IToroBunku
Ta 6anaypucra IOpis ®epuncororo (Hoio-Hopk, CILIA).
LlixaBuM € Te, M0 KOHIIEPT 3aBEPIIUAU « YKPAIHCHKHUH
KaHT> B onparjoBaHHi Pomana Creapmamyxa ta «Opanta>
l'annaum laBpuaens va Bipmi Codii MaripaHChKOI.

Bocbmuit pectuBasb AaBHbOI My3uKH, « My3udnnit
AbBiB i clapmuna Ta6cOypris>, BiabyBcst 1-12 sxoBTHS
2010 poxky. l'a6cOyp3bkuit mepioa icropii ApBoBa okpec-
AroeTbest 1772-1918 pokamu. TBopu 1boro nepioay ckaasu
OCHOBY IIpOrpaM $peCTHBAALD, SIKi OYAO IIPHUCBSIIEHO My3HII],
cTBOpeHil y AbBOBi Ta y [aanausi.

Briepmre mupoxo 6yaa mpeacraBaeHa Mysuxa Opanra
Kcasepa Momapra. Moro aBropchka mporpama 3a y4acri
ABBIBCBKOTO X0py «EBuran>, opkectpy INSO i aupuresn-
ta [ynrapaa MarTeca BKAIOYa€ A€KiAbKa TBOPIB, IO He BU-
KOHYBAaAMCH IiBTOpHU coTHi pokiB. KepiBHuku x0poBoi xa-
nean «Aypapuk> . Muxoaa Karjaa tra Amurpo Karaa
Y CBOEMY KOHIIEPTi 3BEPHYAUCS AO MY3UKH KOMITO3UTOPIB
«ITepeMHUIIABCHKOI MKOAM> i HACTYITHHUX IIOKOAIHb yKpa-
THCHKUX KOMITO3UTOPiB ['aAMuMHY, SIKi BUKOHYIOTBCS He3a-
CAY>KEHO PiAKO.

«Mysu4Hi maM’aTKU 3 TAAUIBKUX [[€PKOBHUX apXi-
BiB» — Ile KyABTOBI TBOPH «AO0U CapMaTU3My>, HeBi-
AOMi ITUPOKOMY 3araAoBi: My3uka o. Aamiana Craxosiua
i Tomama ITleBapoBcpKOro, 3HaYHa KiABKICT TBOPIB SKOTO
yBiituiau B peectp abBiBcbkoro Cobopy cs. Opa, Bukonasn
«A capella Leopolis> i IToabceka Opkecrpa XVIII croait-
1. IIporpama «Opranna mysuku ApBoBa XVI — moyart-
Ky XX CTOAITTA> y BUKOHaHHI oprasicTku Haaii Beanako
BKAIOYaAa TBOPH IOABCHKHX, aBCTPiMChKUX Ta YKpaiH-
CHKUX KOMIIO3UTOPIB, [0 MAaAM BIIAMB Ha IIOAIKYABTYpHE
cepepoBuire rabcoypspkoro ApBoBa. TBopu, XapakTepHi
AASL TIOOYTOBOTO MY3HKYBaHHsI, OyAU ITOKa3aHi B Iporpa-
Mi «Taampxi Myswani possaru XVI — mouarky XX cro-
AITTS> 3a y4acTi BUKOHABMI]i Ha KAABeCHHI Ta popTeria-
Ho Csitaanu [labaaTinoi. Mysu4HUIT IPOCTIpP AABHBOTO
AbBOBa IepeAaAr TakKi IporpamMy, K « ABOpaMH AMHACTII
Ta6cbypris>, «Tip Taiipama. Beuip B Ecreprasi», «3 my-
3UKH “30A0TOI A06H". AK. Dpeckobaabpi Ta fOro CIIapKo-
emui B ABcrpii XVIII croairtsi>», «Opran XVIII cToaiTTs>.
I a6c6yp31>1<i MY3HYHI TPAAUILIii TPEACTABUAN TAKOX 1 3aXip-
Hi BUKOHaBIi — rambict Xoce Backec Ta fioro 3sHaMeHUTHUIT
«Orpheon Consort» (Ascrpis), Axyaian Kynep (opras,
Beauko6puranis) ta Kpicropep Crem6bpipx (kaaecus,
Beauxo6puranis). ITip 6aryToro aupurenta Cranicaasa
BeasiHMKa y BUKOHaHHI BEAUKOTO ITOABCHKO-YKPaiHCHKO-
IO aHCaMOAIO BUKOHABI{iB [IPO3By4aAa $piHaAbHA IPOrpamMa
decTrBaAIO, IKa CKAAAAAACD i3 MY3HUKHU BiA€HCHKOTO KAACH-
13My. Bapro Bia3HaunTH To¥ dakr, mo Cranicaas BeasHux
€ He AMIIIe CUMIIATHKOM, a ¥ OAHMM 3 iHIIliaTOPiB 3aCHYBaHHS
«®ecTuBalo AaBHbOI My3HUKU y AbBOBi». Y Mexax dpecTH-
BAAIO TIPOMINAA BUCTABKA MY3UYHUX CTAPOAPYKIB IIOYATKY
XX CTOAITTS 3 MPUBATHHUX KOAEKITiH.
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SIK110 TOBOPUTHU PO YYACHUKIB peCTHUBAAIO, BAPTO
BiABHAYMTH NPOBIAHUX €BPOTIEMCPKUX BUKOHABIIIB: Opra-
nicta Axxyaiana Kynepa (Beanxa Bpuranis), kaaBecunic-
ta Kpicropepa Crembpipxa (Beanxa Bpuranis, Ascrpis),
rambicra Xoce Backeca (ABcrpis). Buepme abBiBchKa Imy6ai-
Ka TovyAa KOHCOPT Bioa Aa ramba («Orpheon Consort> ).
Taxox BIIepIIe B TAKOMY 00CsI31 6YAO IIPEACTABACHO MY3H-
Ky laamaman XIX — modarky XX CTOAITTS Ta TBOPYicTh
®panmna Kcasepa Monapra.

AeB’siTuit GpecTBaAb AABHBOI My3UKHU Y ABBOBI OTpH-
MaB TeMaTH4Hy Ha3By «(Caipamu AbBiBChKOI AIOTHEBOI Ta-
Oyaarypu> iBiaOyBcst 17-29 sxosras 2011 poxky.

Husky KOHI[epTHHX IpOrpaM OYAO NMPHUCBSIYEHO
came nin 36ipmi. Tak, y Bukonanni T. IToasr-Ayrienko
(cmiB, Basean), B. Kopuuncpkoi (comiaka, Absis) Ta Oaera
Timodeenpa (arorms, Aitosa, CIIIA) IpO3ByYaAa Ipo-
rpama «KoxaHHS A0 cMeprTi 4M cMepTb Bip KOXaHHS.
3a AbBIBCHKOIO AIOTHEBOIO TaOyAQTYPOIO>, SIKA BKAIOYA-
Aa KoMI1o3uIgii 3 AbBIBCbKOI AFOTHEBOI TabyAaTypH, 36ipku
«Bororaacank>, Bupanoi 'y 1790-1791 poxax y Ilouaesi,
a TaKOX ABa AiTyprifiHi TBOpH 3 BiabHIOCHKOI OpTaHHOI
TaOyAaTypH.

bpurancekuit kaaBecunict Kpicropep CTEM6piA>K
IIPEeACTABUB ITPOrpaMy « AHTAINCbKa, iTaAilicpka Ta icraH-
cpbka My3uKa XVII CTOAITTS BKAIOWHO 3 TBOPAaMU KOMITO3H-
TOPiB, IPEACTABACHUMHU y AbBIBCbKiil AFOTHEBil Ta6yAaTy—
pi>, B sikiit mpossydaan TBopu B. Bepaa, Axx. Dpeckobaanal,
A. pe Kabecona, Ax. AoyaeHAQ Ta iH.

AHcam6ADb «/AbBIBCbKI MEHECTpeAi>» BUKOHAB IIPOrpa-
My «/\bBIBCbKA AIOTHEBA TaOyAaTypa 3 posmu$poBoK Aesi
lenrosinkoros. ITorpibHo 3a3naunTy, 10 ABBIBCHKA AIOT-
HeBa TabyaaTypa 6yAa TeMOIO AOKTOPCHKOI ACepTail IL.
Aesi llenrrosinxkoro, skuit 2003 poxy OAMCKyde 3aXUCTHUB
ii B mapusbkiit Cop6orsi. ITle opHa mporpama, mpucBsideHa
\bBBIBCBKill AIOTHEBIl TabyAaTypi, — «/ABBIBCHKA AIOTHEBA
TabyAaTypa B CAPMATCbKOMY CTHAi» — IPO3ByYaAa y BU-
KOHaHHI KUIBChbKUX I'ypTiB «Xopea Kosanpka>» ta <NOVA
PaAicTb>, a TAKOX CIIIABHOTO YKpPaiHO-aMepPHKAHCHKOTO
IIPOEKTY «Sarmatica>, IO CTaB AOTiYHUM 3aBepIIEHHSIM
nepebysanns B Kuesi sik crumenpiara @yabpaiira amepu-
KAQHCBKOTO AIOTHICTa, riTapucra Ta My3ukoaHasIis Oaera
Timodeesa.

Oxpim O. Timodeesa, Ha pecTrBaAb OYAO 3aIIPOLIEHO
noabcokuit Ayer «Lute Duo» (Bapmasa) y ckaaai Anuu
KoBaabcpkol (6ap0KOBa riTapa) Ta AHTOHa Bipyai (Teop6a).
Bonn BukoHaAu nporpamy «Baroque insight>, mo cxaa-
AQAACsL 3 TBOPIB AAS riTapu Ta TeopOu. Lleit ocobauBumit an-
caMOAb ABOX iHCTPYMEHTIB 6yB [TOLINPEHHIT B €BPOIIEHCDKIl
0apOKOBIiil iHCTPYMEHTAABHIN MY3HIIi.

OxkpiM AbBiBCcbKOI TaOyAaTypH, AbBIBChKa IybAika
IPOTSITOM AEB SITOrO $peCTHUBAAIO AABHBOI My3UKH y ABBOBi
MOTIAQ O3HAMOMUTHCH 1 3 IHIITUMU 36ipKaMH. Ile Boxe 3arapana
BiabHIOCBKA OpraHHa Tabyaarypa, «PispABsiHa Mecas 3 K01
y BukonanHi H. Beanuko, I'. IBanromenko, O. Timodeesa,
A. Haxoneunoro, 5I. Muraas, xopy «A capella Leopolis»,
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aupurentiB A. Kamycrinoi, T. I'pypoBoro Ta T. IToast-
Aynenko (MuCTelbke KepiBHUIITBO) BiAKpHBaAa pecTu-
Baab. Mysuka pAaBHbOI TpaHcHabBaHii, 30xpeMa 3 «Kopekcy
SAnoma Kajioni» npossydasa y criAbHOMY IIPOEKTi XOpy
«A capella Leopolis», ancam6aiB «Laude Novella>
(IIsenis) Ta «Castrum Hung» (Ysxropoa). Takox aH-
cam6ab «Laude Novella» npeacraBus me oaHY IikaBy Ipo-
rpamy «Piae Cantiones. ITiBrivni mkispni micai XVI cToaiT-
51 B 6€3AI4i 3By4aHDb>.

Briepure Ha ¢pecTHBaAi AyHaAa My3HKa AASL KAQBECHU-
Hy B yotupu pyku. IIporpamy «Mozart. Opus magnum
B 4 pyku> i3 TBOpiB B. A. Monapra BUKOHAB KUiBCbKUI
Ayet y ckaapi Caitaanu Hla6aarinoi ta Oasru Hlappisoi-
Awuak (Kuis). AbsiBcoki mysukanTku H. Beamako (op-
rad) Ta I Isamomenxo (KAaBecHH) IIPEeACTaBUAM ITPOTpa-
My «30A0Ta A06a iCIIAHCHKOT KAABIPHOI MY3UKH>.

Bapro BipA3Ha4YMTH Ie ABa KOHILIEPTH, IO 00’ €AHAAM
AbBIBCBKMX MY3UKAHTIB Ta rocTeil ¢pecruaato. Ile mpo-
rpama «3 pernepryapy KuiBCbKOro aHcamoOaro “I'apmoHis”
Bip AbBiBcbKoi TabyaaTypu A0 cuMOHii BOpTHIHCHKOTO>,
B sIKiit AbBiBCBKi My3ukaHTH I. IBarromenko, b. KopunHcoka,
P. MeAbHUK, cTpyHHHI KBapTeT «Leopolis» Bucrymasu
ITiA MHCTELIbKUM KEePiBHUIITBOM KHIBCHKOI KAABECHHICTKH
C. IIIa6aATiHoi.

Ha sakputTi decTuBario mposBydasa Imporpama
«Monarca della tromba. Mysuka Ha KOPOAIBCBKHX ABO-
pax €sporn XVII-XVIII croaiTTsa> y BukoHaHHI Mapeka
Tomoposcrkoro (opran, Bapmasa) Ta yKpaiHCbKO-TIOAD-
CBKOTO KOHCOPTY 6apokoBux Tpy6 «Starck Compagna>
mip kepiBHuLTBOM ToMama Carocapunka (6ap0KOBa Tpy6a,
Kpaxis).

Aep’stuit pecTrBasb OyB GaraTuM Ha pi3Hi MUCTEI[b-
ki immpesn. Tak, BiA,6yAaC$I IIpe3eHTallisl AOKyMEHTaAbHOIO
$iabMy mpo AaBHIO My3HKy B YkpaiHi «Mpii npo munyae>
(pex. O. Timodees, CIIIA), BiAKpuTTS BuCTaBKU «Bapsu
0apOKOBOI My3UKHU >, OTASIA BUCTABKH MY3HYHUX PYKOIIHCIB
Ta CTAPOAPYKIB 3 6i6AioTeyHHX $OHAIB, a TaKOX ITpe3eH-
TAIlis KOMIIAKT-AMCKA «My3HKa rabcoypapkoro AbBoBas.

Oco6AUBICTIO AECATOrO IOBiAeHHOTO ¢ecTuBa-
a0 (13-23 xosraa 2012 poxy) — «Iloxsara mysuni
a60 AbsiBcbka Llenmaiapa 2012 » — cTasa BeAMKa KiAbBKiCTb
CIIABHMX ITPOEKTIB AbBIBCbKHMX MY3UKAHTIB i3 KMIBCHKHMU,
POCiiiChKUMH Ta €BPOTIENCHKUMHU KoAeramu. Ha BiAKpHUTTI
y nporpami «Baaaa Mysuxu> 3 TBopiB I. ®. I'enaeas Ha cije-
HI 3yCTpiAnCh yxke 3HaitoMi AbBiB'ssHaM DecTHBAAbHUIT Op-
xectp «Ars Leonis» (Binninren / Avis), aupurent Boraan
IIsep (Basean), Bepena Kpayse (Basean), Haais Beamuxo,
arcaMbab <A capella Leopolis». Taxkox y AbBoBi ae610-
TyBaau «Perio-xop> (Binninren / Bazean) Ta AxoBaHHi
Kanrapini (Pimini).

Briepure AbBiBCbKa ITy6AiKa MaAa 3MOI'Y IOYYTH aH-
cambap «Audite silete Musica» (Ipecten, ABcTpis)
mip xepiBHuITBOM rambicra Ilerepa Benosiva. Lleit xo-
AEKTHB IIpeaCTaBuB porpamy «Music for a while>» criab-
HO 3 ABBIBCHKMIMIM BUKOHABIISIME AHacTacielo Ap6y3oBolo,
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Boaoanmupom AuppymaxomM, boxxenoro KopunHcpkoro
ta lannoro IBamromenxo. Opkectp Oynpamii « Axasemis
AAQBHbBOI MY3HUKH> (H_[euiﬂ) mip 6aTyT010 IlaBaa
Ocyxosckoro (Ifenin) pasom 3 ancambaem «A capella
Leopolis» BuxoHas nporpamy «LlepkoBHa MysuKa KOPOAIB-
cokux Mict Kpakosa i Bapmasu> i3 tBopis I. Topuunbkoro
Ta M. MiAbueBCBKOTO, SIKi IPOAYHAAH He AHIIe Y AbBOBI,
a 1 y pUMO-KaTOAUIIbKOMY KocTeAi CeMH CTpaxAaHb
Marepi Bosxxoi y micti Cxoae ApBiBcproi o6aacri. Leit koH-
nepr 6yB HepuIMM KOHLEPTOM (eCTUBAAID, 1[0 IPO3BYYaB
3a Mexxamu ApBoBa. Takoxx «A capella Leopolis» Bucrymnu-
AU Ha pa3oM i3 koHcopToM «Starck Compagnay> (Kpaxis,
xepisauk Tomam Carocapuuk) Ta opranicrom Mapekom
TomoposcrkuMm i3 mporpamoro «Hesiaoma My3uka yHiat-
CBKOI IJepKBH>, sIKa CKAaAaAacs 3 TBopiB M. Amaerpkoro,
T. IleBepoBChKOrO Ta iH. i 6yAa IPHUCBSYEHA ASCSITHPIUIIO
aHcamba0 «A capella Leopolis».

Crpynuuii kBapreT «Leopolis>, Anacracis Apby3osa,
Tanna Ianromenxo, Apocaas Muraab mpuroTyBaAu mpo-
rpamy CIIIABHO i3 BUKOHABIISIMHE 3 aBCTpikicbKoro micta [pan
Coaowmiero Makcumis ta Amutpom XKosriposruem (6a0k-
daeittn). Is mporpamoro «ITaskHe cepeAHbOBITUA>» BH-
crymus aHcaMbab «Gardaricas, mo 06’eAHaB BUKOHABIIIB
i3 Cankr-Iletepbypra, Kuesa Ta AbBoBa. ABa KOHIlepTH
Ha GeCTHUBAAI CKAAAAAUCS 3 IPOTPAM AASL ABOX KAABIITHHX
incrpymenTis. Tak, y nmporpami « Mysuka ¢ppaHITy3bKHX KO-
PpOAiB>» ImpO3ByYaAU TBOPH PPAHITY3PKUX KOMIIO3UTOPIB
y Buxonanni H. Beamuko (opran) Ta I Isamomenxko (kaase-
cHH), a y KoHLepTi «Cap My3UdHHX PiAKOCTeli» ABBIB SHH
MAAM 3MOTY IIOYYTH TBOPH AASI ABOX KAQBECHHIB Y BUKOHAH-
ui C. [lTa6aarinoi ra H. Cikopcbkoi (Kuis).

Kpicrodep Crembpipx (Beanxa Bpuranis) npeacra-
BUB IIPOrpaMy «/A\Ba pi3HOTeMIIepOBaHi KAaBipy>, B AKil
O3HANOMUB ny6AiKy i3 Pi3HMMU BUAAMH ICTOPUYHHUX TEMITE-
pauiit. KuiBcpki koaekTuBu «HoBa papicTs» Ta «Xopes xo-
3albKa>» BUKOHAAM IIPOrpaMy «3i CTOPiHOK “TTo4aiBchKkOro
fororaacHuka’>». 3aBepiuB $pecTuBarb «IabcOypabruit
6aa y AbBoBi» y BukoHanHi opkectpy «CORda Cracovia»
(Kpaxis) mia opyaoto C.Beasnuka (Kpakis) 3a yuacri
ABBiBCbKUX coaicTiB M. Aabu (compano) Ta M. Aparana
(popremiano).

3 HaroAM I0BiA€HTHOTO $peCTHUBAAIO IIPOMIIAA BUCTAB-
Ka ¢pororpadiit « 10 poxiB 3 AaBHbOIO MY3HKOIO Y ABBOBI>,
sIKa BUCBITAIOBaAa MOAII ¢pecTuBaAIO 3a Bech Iepiop Horo
icuyBannsa (2003-2012). Ha Bucrasui 6yao Bukopucra-
HO ¢poTorpadiuni Murti 3 imrnpes ¢pecrusaato C. bpura,
P. Aipuka, T. Crepanumuna, P. Crupanky, b. fIckeBuya,
O. IllamoBa T1a iH.

OpaunapnsiTuit GpecrtuBasb — «MaricrepHs 6apoko-
BOI My3HKH>» — BiaOyBcst 22-29 uepsrst 2013 poxy. Came
IiA Yac 1bOro GeCTHBAAIO OYAO IPOBEAECHO He3IperieAeHT-
HY AAsL ABBOBA Cepilo MalicTep-KAacCiB 3 iHTepIpeTariii AaB-
HbOI My3HUKH, A€ BUKAAAAAU IIPOBiAHI €BpOIENChKi BUKOHAB-
. Kypc 6apoxoBoro BuxonascTBa Ha Tpy6i mposis Tomanr
Carocapunk (Kpakis), i3 0cO6AMBOCTAME BUKOHAHHS
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Ha BiOAi A raM6a YKpaTHCBKUX My3HKaHTiB 3HafioMuB [letep
Benosiu (Ascrpis), a npodecop Mapex Tonoposcbkuit
(Karosire, BapmaBa) IIPOBIB KypC BUBYEHHS i 3aCTOCYBaH-
Hs1 6apOKOBUX CTPOIB.

LixaBuMm € TO# GaKT, M0 KypCHU BiAOYBAAKCDH He AUIIe
B ByauHKy opranHOI Ta KaMepHOI My3UKH, GaraTopivHo-
ro mapTHepa GecTHBAAIO, A M B aBAUTOPiAX AbBiBCHKOI Ha-
HioHaABHOI My3udHOi akapemii im. M. B. Aucenxka (kypc
T. Carocapunka) Ta AbBIBCHKOTO MY3HYHOTO KOAEAXY
im. C. Aropxesuda (kypc M. TonopoBcbkoro).

YuacHuku Kypcy 6apoKoBOro BUKOHABCTBA Ha TPYOi
pa3om 3i cBoiM HacTaBHUKOM T. CAIOCApPYHKOM Ta OpraHicT-
koo H. Beanuko npeacraBuau koHuept «Monarca della
tromba>. Pesyabraru 3ansiTs Ha Kypci ITerepa BeHosiua
MOXHa 6yAo0 modyTH 3 KoHIepry «Consort song>, B siko-
My Pa3oM i3 AbBiBChbKUMH coaicTamu A. Ap6y3oBoro (compa-
Ho), P. I'ynbko (Menuo-conpano), 0. lapszenpkum (6ac),
L. Kopymxak (coniaku), I Isantomenko (kAaBecuH) BUCTY-
B raMb OBHIA KOHCOPT, AO CKAAAY SIKOTO YBIMIIAU My3HKaH-
T 3 Kuesa ta Yxxropoaa mip xepisaunrsom I1. beHosiva.
CBoi BpaskeHH Bip Kypcy mpodecop Mapek Tormoposcpkuit
(MyanHa akapeMis im. K. Illumanoscorkoro, Karosire,
IToabma) BUKAaB y cTarTi «POpMyBaHHS HABUMOK CBiAO-
MOTO iHTOHYBaHH: Yepe3 MPAKTHKY HACTPOIOBAHHA KAA-
BIIIHMX IHCTPYMEHTIB y iCTOPMYHMX CHCTEMAX TeMIIepallii:
meparoriyHuit AocBip IToapmri»> y sxypHaAl « AKTyaAbHI IH-
TaHHS MHUCTEI[bKOI OCBIiTH Ta BUXOBaHHs>» [6].

Takoxx cBOEPIAHUM ITPOAOBXKEHHSM «HAaBYAABHOI»>
TEMH CTaB KOHIIePT IOHUX BipTyo3iB 3 Kuesa, ABaHaanaTu-
piurnx ckpunaais Iaai Bonpapenka ra Tersan XKmeHpsK,
Y CYIIpOBOAI 3HAaHUX KHiBChKUX BHKOHaBLiB Oaeru JKykoBoi
(xaaBecun) Ta Irops Iarosckoro (Bioaonuean). Mapek
TomopoBChKUiL, BIAOMUIT ABBIB SITHAM SIK AUPUT€HT Ta Opra-
HICT, Ha IbOMY $eCTUBAAI BUCTYIIUB He AHIIE SIK OAUCKYIHIT
AEKTOP-My3UKO3HABeIlb, aA€ i K IYAOBHH IiaHICT, BAKOHAB-
1 pasoM 3 lannoro IBartomenxko y nmporpami «Clave duo.
Mysuynmnii cason B Coaomii Kpymeabsuripkoi» nporpamy
3 tBOpiB A. BopTHAHCHKOTO, N.K. Baxa, T. AemeTuripKoro,
A. ITbsiioan, A. Py6iHmTeiiHa Ta AbBIBCHKOTO COAKAPS
ta Kommosuropa M. Kopuuncskoro. fx kaasecunict M. To-
[IOPOBCHKUI BUCTYIMB y mporpami «Koabopose 6apo-
KO> Y CKAAAl YKPAIHCHKO-IIOABCHKOTO TPio «Trifolium>,
AO SIKOTO TaKOXX YBIMIIAM AbBiBCbKi BAKOHABHUIN A. Ap6y3OBa
ta b. KopunHcpka.

3aBepmmuaa pecTuBasb mporpama «LlepkoBHa My3uka
Peui ITocrmoanToi XVII croairTsa. Mapriinz MeabueBChKUI
Ta MOro IIKOAa>» y BUKOHAHHI aHcaM0alo <A capella
Leopolis» Ta korcopry «Capella Leopolita, oo sixoro ysi-
MIIAM aBCTPiMChKi, KUIBCKi, AbBIBCBKi Ta Y)KIOPOACHKi My3H-
KaHTH I1ip kepiBHUIITBOM Mapexa Tonoposcpkoro. Lo npo-
rpaMy My3HKaHTH BUKOHaAH y AbBOBi Ta B KadeppasbHomy
Xpecro-BospsmwkeHcpkoMy cobopi Yxropoaa.

ApamaTnyni moaii B Ykpaini He Morau He Bipobpaxa-
THUCS B IIPOTPaMi ABAaHAAIIATOTO GeCTUBAAIO AABHbOI My3H-
ku 2014 poxky, mo cam mmo cobi, 3aaBar0Cs 6, AeKaapyBaB
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HENPUIETHICTh AO CYYaCHOCTI, II03a4aCOBICTD i allOAITHY-
HicTb. QecTuBasb BiaOyBCst 22-29 UepBHSI A TUTYAOM
«3-Hap 6eperiB AyHaio> i BIAKpUBCS KOHI]€PTOM-PeKBi-
€MOM IaM’siTi 6OpIIB 3a BOAIO YKpaiHH, B IIporpami siko-
ro Mpo3ByYaAH TBOPHU YKPAaIHCHKOI II€PKOBHOI MY3HKH
XVI-XX croaiTTs y BUKOHaHHI aHCcaMb0AI0 <A cappella
Leopolis>». Konmepr BiAOYBCs Ha MIATPUMKY CIIOPYAKEH-
HSI KaIIAUI-TTaM SITHUKA «Bopipsim 3a Yipainy >, Bya. Kessst
PomaHa 3a iHiniaTuBu AbBiBCbKOI 06AaCHOT opranisanii
«Mewmopiaa> im. B. Cryca.

IlepAvHY BUIIYKAHOI AIOTHEBOI My3HKU 6apOKOBOI
AO00OH, CTBOpeHi pelpe3eHTaHTAMI Pi3HUX HAI[IOHAABHOCTET
3 IPUAYHAMCHKUX TEPEHIB rabcOyp3bKOi KOPOHH, SIKi ITOBOAIL
0CipaAM y BiA€HCHKUX HOTO36IpHSIX, peacTaBuB BepHrapa,
To¢mrerTep (AtoTHS, ABCTpisi), MpHUi3A SKOTO BiAGYBCs
3a cnpusinas [Ipeacrasaunrsa OEAD (ABCTpiﬂCbKo'l' CAYX-
61 06MiHy) Y AbBOBI.

Mysuka KOMIIO3UTOPiB «MaHTAaMMChKOI HIKOAM >
ta B.A. Monapra mpo3Byyasa B KaMepHOMY BeuOpi KaaBe-
cunictku / mianicrku Caitaanu IlabaaTizoi i comiakapku
Boxxernn KopumHCbKO1, a TAKOXX y BUKOHAHHI OPTaHiCTKH
Haaii Beanuko.

ABi MOHYMeHTaAbHI IPOrpamMu BiAGYAHCH 32 YIaCTIO
CMHMYKOBOTO KOHCOPTY 6apokosux incrpymenris (Pocis /
Hopseria / YKpaIHa) IiA KePIBHUIITBOM KOAUIIHBOTO KH-
stuuHa Hazapa Kosxyxapst. CriapHO 3 ABBIBCBKHM acamO-
aeM <A cappella Leopolis» BOHU BUKOHAAM LIUKA 3 CEMU
kanTar A. Bykcreryae, a pasom 3 aHcambaem 6apoKoBUX
Tpy6 i anTaBp «Kopoaiscoki pandapu» (Kpaxis, [Toapma)
Ta I Iantomenko (kaasecun) mip 6aryroro H. Koxyxaps
NpO3ByYaAa 3aKAKOYHA mporpama ¢pectusasto («Mysuka
3 9acis o60ponu Biprs 1683 poxy> ). Buparhi TBOpH aB-
cTpiiicpkoi i HiMernpkoi my3uku XVII-XVIII croairTs ay-
HaAH y KOHI[EPTHUX IIPOTPaMaX HOPBE3bKO-POCIMCHKOTrO
ckpumaast Oaexcanapa Iliavgena i «Kuicbkoro 6apoxo-
Boro ancambaio> (Kiev Baroque Ensemble).

Bip6yAoch Takox CreniaAbHe 3acipaHHS Mormap-
TiBCHKOTO TOBapuCTBa y AbBOBI, IpHCBsYeHe MY3HIIi PO-
AvHI MonapTiB Ta TPaAUITisAM il BAKOHAHHA Y IIbOMY MICTi.

Sk 6aunmo 3 mporpamu GpecTUBAAI0, HE3MIHHOIO 3a-
AMIIAETHCS TPAAUIILSL IPOBEAEHHS KOHIIEPTIB, B IKUX Pa3oM
i3 AbBIBCPKMMH BUCTYIAIOTD iHIII YKPalHChKi My3HUKaHTa-
MU Ta IXHi €BpoIIericbki koAeru. Ao mpuraaay, <A cappella
Leopolis» BHCTYIIAAU Pa3oM i3 MD>KHAPOAHHUM KOHCOPTOM
6apoKOBHX IHCTPyMeHTIB 3a y4yacTi My3ukauTis 3 Hopseri,
Pocii, Kuesa ta AbBoBa mip opyaoto H. Koxxyxaps (Cankr-
ITerep6ypr, Mocksa), b. Kopuuncska Ta I'. Isaniomenko
MPUTOTYBAAH CIIABHY IIPOr'PaMYy i3 KHIBCHKOIO KAQBECHHICT-
koo C. [TTa6aarizoro. Bapro Bia3HaunTH yYacTs y pecTuBasb-
nux koHneprax ckpunaas O. [Tiavuena (Pocis—Hopseris),
SIKMI 3STOAOM TIPOAOBXKUB CBO€ HaB4aHHA y HiMewuuni i cras
pasom i3 P. Creapbmamykom Ta I IBaHIOIIEHKO OAHMM 3 iHi-
LIiaTOpiB CTBOPEHHA OPKeCTpy 6ap0KOBoI kanmean AHMA
imM. M. B. AnceHxa, siKuit AeOIOTYBaB 0APa3y y ABOX KOHIIep-
TaX Ha HACTYTIHOMY, TPHHAALISITOMY $eCTUBAAIL
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OKpeMo cAip 3BEpHYTH yBary Ha Te, IO IIPOTIroM Oa-
raTpox pokis npopecop HAMY im. I1. 1. Harixoscpkoro,
3acHOBHHLS Kaacy kaaBecuny C. [Ilabaarina Ax06’s13H0
HAaAaBaAa CBIiMl IHCTPYMEHT AAS IPOBEAEHHS KOHIep-
TiB $eCTUBAAIO, IO AO3BOASIAO, 3 OAHOTO HOKY, IIPEACTaB-
ASITA CepHO3HI KAABECHHHI MPOrpaMM 3a Y4aCTi K KHUIB-
ChKHUX, TaK i eBpomeiichkux kaaBecunicti (K. Crem6piax,
M. ToropoBchKuit Ta iH.), a 3 iHmOro 60Ky — cayxadi Mo-
TAY [TOYYTH, K 3ByIMTD SIKiCHA KOIIid iCTOPUYHOTO iHCTpPY-
MEHTA, IO CIPHYMHUAO BEAUKHH iHTepec A0 KAaBeCHHA
y npodecifHIX KOAAX i 3rOAOM YMO>KAMBHAO HOSIBY PpaKyAb-
taruBy 3 KaaBecuHy y AHMA im. M. B. Aucenxa.

TpunapnaTuii $ecTuBAAb AABHBOI MY3HKHU
(21-29 uepsns 2015 poxy) He MaB OAHi€l, CrieriaAbHO
3asgBAeHOI TeMu. HaToMmicTb 3HOBY mpocTesxyeMo KiAbka
ITO3UTHBHUX TeHAEHIIiH, 30KpeMa, IPOBEACHHS KOHIlep-
TiB He Aule y AbBOBI, a i y HeBeAMKMX MicTax [aauuunn
Ta CHiABHI ITOABCHKO-YKpaiHChKi mpoekTu: y Crpuio,
Aporo6uui Ta AbBOBi BiAGOYAHCSI KOHI[EPTH «ABBIBCHKUX
MeHeCTpeAiB» Ta aHcaMbAi0 «Ars Nova» (BapmaBa) ;
«Consortium Sedinumi Szczecin Vocal Project> i3 moas-
cokoro Ienuna criapHo 3 «A cappella Leopolis>» Bucry-
mB y ApBOBi Ta Aporobudi; y koHuepti «Beuip npu csiu-
Kax> MOXXHA OYAO IIOYyTH AbBIBCOKHX BUKOHABUIIb boxkeHy
Kopunncpky Ta I'anHy IBaHIOmIEHKO pa3oM 3 BApIIaBChKUM
ckpunaseM PasocaaBom Kamerspxem. LTi x criiabHi TpoexTH
AO3BOAMAY $peCTHBAAIO BUPYIINTH B MAHAPiBKY l'aAranHOI0,
BUIIIOBIIX 33 MeXi /AbBOBA.

Kpim TOro, o0 AbBOBa IIOBEPTAIOTHCS MY3UKAHTH, KO-
AvIIHI AbBiB aHU. CKaXiMO, <OAMH 3 BETEPaHiB Ie IoIe-
PeAHbOI XBHAI peHeCaHCHOT'O aHAeIPayHAY AOTHicT Tapac
Apax nosepHyBcs 3 Canxr-Ilerepbypra Ao AbBoBa, o6 3a-
CHYBAaTH i OYOAUTH AbBiBCbKHIT My3UYHUH ITeX, IKUH BIIep-
Ille BUCTYIIUB CaMe B MeXXaX (peCTUBAAIO 3 GApPBUCTOIO pe-
HeCaHCHOI0 mporpamoio» [7]. Boaopumup Anppymax,
coaict «Wroclaw Vocal Group> B3siB y4acTb y HpoO€K-
Ti «A cappella Leopolis>» pasom i3 apysxuroro Maproro
ABApymaK, sKa 3irpasa Ha pecTHBaAL COAbHUIT popTerniaH-
HHUI KOHLIEPT.

Brnepme 3Byuasa My3uka ¢paHITy3bKHX KAABeCH-
uicriB @. Kynepena ta K. @. Pamo came Ha popTemiano.
Kpim BusHanux metpis AaBuboi mysuxu (C. [Ilabaarina,
M. Tonoposcrkuit, B. Topmrerrep, IT. OcyxoBchkui
Ta in.), y decruBasbuux nporpamax 2013 poky 6yao 3a-
Ay4eHO MOAOAMX BUKOHABIIB — Il€ COAICTH, COIAKOBHUI
kBinTeT «Dudalis Junior> i BapoxoBa karmesa cTyAeHTiB
AHMA im. M. B. Aucenxa — aHcaMOAb, 110 BIAKPHB dec-
THBaAb yKpaiHchkoio mpem’epoto oparopii K.I. Tpayna
«CwmepTp XprcTas» mis 6aTyTOXO0 IOABCBKOIO KAABECHHIC-
Ta, oprasicra Ta AupuresTa M. Tormoposcbkoro i 3akpus
HOro Cy4acHOIO IIpeM eporo « AMasoHok>» 0. Eabcrepa —
oIlepH, HallMCAHO1 i BIIepIIe ocTaBAeHol y AbBoBi. TBopue
kepiBHULTBO TIpoekTy 3aificaus O. ITiabuen (6apokosa
CKPHIIKA, Himeuunna), HaykoBe — AHreaika Morc, Bukaa-
aad y «Schola Cantorum Basiliensis» (Basean).
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Taxox B IacTuTyTi MysukosHaBcTBa YHiBEpCHTETY
baseas ra YuiBepcureri mucrents y bpemeni, micas Bia-
HalAeHHS PYKOIIUCY KaMepHOI oIepu I;I03e<1>a Eapcrepa
«Amazonku>, y 2014 poui Anreaixa MoTc ininiroBa-
Aa MDKHAPOAHHUI IIPOEKT i3 BIAPOAXKEHHS Ta IMTOCTaHOB-
KM IJi€] ONepH, HAIIMCAHO]I Ta IOCTABACHOI IIOHAA ABa CTO-
AirTs Tomy y ApBoBi. ITpoexr BiaOyBcst crmiapHo i3 AHMA
iMm. M. B. Ancenka, onepa mpo3By4aAa y BUKOHAHHI CTYAeH-
TiB My3WU4HOI aKapeMil.

Yorupnapuaruit ¢ecTuBasb «/AaBHbOI MY3UKH
y AbBoBi>» (17-30 uepsrs 2016 poxy) BiAGyBcs 6e3 cBoro
3aCHOBHHKa Ta bararopiuHoro kepiBHuka P. CTeapmariryka
(1965-2015). SIx muume y aHOHCI pecTUBAABHOI MpOTpa-
Mu B iHTepHeT-BUAaHHI «36pyu» T. Qimep, «npupopHo,
mo “QecTuBasb AaBHBOI My3uky~ 2016 cTaB My3UYHOIO I10-
CBSITOIO FOTO OpraHi3aTopy Ta MHCTELbKOMY KepiBHHKY,
SIKOMY He CYAHAOCSI IIOOAYHTH BTIACHHSI CBOTO 3aAYMY —
MysuyHui1 6ykeT in memoriam Pomany Creapmamyky> [8].

Ha xoH11epTi-BiAKpUTTI IPO3BYYaAH iHCTPYMEHTAAD-
Hi Ta BOKAABHO-iHCTPYMEHTAAbHI KOMITO3HIlii AHTOHiO
Bisaabai Ta Moranna Cebactpsna Baxa. Ha mporusary
imM, oo mporpamu Bratournau Adagio i Fugue aast crpyH-
HUX, AO-MiHOD Boabdranra Amapes Mouapra. ¥V nep-
IIOMY BipAiAl KOHIIEPTY AbBIBCOKUIN KaMepPHUI OPKeCTp
«<AxapeMisi»> mip 6aryroro Boaopumupa Cusoximna BUKo-
Has Sinfonia a 4, ci minop «Al Santo Sepolcro> (6iast rpo-
6y TocrioAHPOTO) AAS CTPYHHHX i KOHTIHYO, Ta BXe 3TapaHy
xoMmo3uriito Monapra. Y Apyromy BiaAiai mpo3Bydasn ABa
tBopu Baxa — Croira past opkectpy ci-miHOp Ta Magnificat
Pe Ma)kop y BUKOHAHHi OpKecTpy «AKaAeMis» Ta Xopy
«A capella Leopolis>. AupureHTOM bOr0 BipAiAy 6YB AU-
purent 3i [Iseitnapii I'yarapa Marrec. IlixaBum xoHIep-
TOM Y CeHCi KOMOIHYBaHHS CTHAIB CTaB IIPOEKT BOKAABHO-
ro aHcaMbar0 «KaaopoHis» Ta ABBIBCHKOTO CakcoPpoOHicTa
Muxaiiaa Baaora, sixuit moeAHaB IIepKOBHI MOHOAII Ta iH-
CTPYMEHTAAbHI IMITPOBi3aril.

M. Aaba, M. Aparan ta O. Parmita npeacraBuAu mpo-
rpamy «AbBiBcbkuit MorapT>, 1o ckAapaAach i3 TBOpiB
®. K. Momnapra. PerpocnexTnBa aBCTpifcbKoil OpraHHOi
MY3HUKH Bip 6apOKO A0 POMAaHTH3MY IIPO3BydaAa y IIpoO-
rpami H. Beanuko. Kiapka KOHLepTHUX mporpam 6yao
npucsstaero mam’sti P. Creasmamyka. 3oxpema, «Byker
PomanoBi» y Buxonansi A. @yropcrkoi, b. Kopunncpkoi
ta I IBanromenko, «KaaBipHa icTopis opHiel Apyx-
6u. HOMMAGE Pomany> y Buxonansi C. IIlabaaTizol
Ta 3 koMeHTapsiMu A. Iapenpkoi. «KoHnepr-pexsiem
mam’sati Pomana CreapManrykas» IIPeACTaBUB KOAEKTHB,
IO 3aBASIIYE MOMY CBOIM 3acCHYBaHHSM, Xop «A capella
Leopolis>. 3aBepmus dpecrrBaas mporpamoro «OMNIA
BENEFICIA. Pamieci Przyjaciela» akapemiunuit cumdo-
HiuHM# opkecTp AbBiBCbKOI HallioHaAbHOI pirapMoHii, aH-
cam6ab <A capella Leopolis>», A. Ap6y3sosa, P. I'yrbko,
B. Tapzano, FO. lapzenskuit, O. Parrita mip 6aTyTo0 AQBHBO-
ro apyra P. Creapmantyka Ta criB3acHOBHHKA (peCTHBAAID,
aupurenta C. Beasnuka (Kpakis).
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Bapro BiasHaunTH nIporpamy «MysHKa THXOTO MO-
MEHTY> y BUKOHAHHI yKPaiHChKO-IIOAbCHKOTO aHCAMOAIO
«Trifolium>. 3araaom nmporsirom gpecTuBaAio BipOyAoCs
CIMHAALISTD KOHIIEPTIB, IO CTAAO HAMO6IABIIOI LUPPOIO
3a BCIO HIOT0 iCTOpiIo, K BUSIB BEeAMYE3HOI TOBArk My3HUKaH-
TiB AbBOBa, Kniea Ta €BpOImm A0 mocTaTi 3acHOBHMKA dec-
tuBaato Pomana Creapmamryxa.

T aTHAALATHI decTuBaAb AABHBOI MY3HUKU —
«ArocTpo AbBOBa: MyABTHKYABTYPHICTb MiCTa OYMMa My-
sukanTis> (11-18 uepsns 2017 poxy) — npeacrasus 6ara-
Ty MAAITPy IPOr'PaM Bip My3UKH A06H BiapoasxeHHs AO My-
3uku XX croairTa. Ha BiakpuTTi pecTuBario mpo3Bydasn
cim kanTaT Aitpixa Bykcrexyse «Membra Jesu Nostri»
y BUKOHAHHI OpKecTpy Ta xopy 6apokoBoi kamean AHMA
im. M. B. Ancenka mip opyaoro b. IlIsepa (BaseAb).

Y koHIepTax $pecTUBAAIO MOXKHA GYAO IOy TH 3PasKu
1epkoBHOI My3uku XVI-XVIII cToAITh TpeACTaBHUKIB pi3-
Hux KoHeciit AbBoBa. Tak, mporpama «IOpericbka cunaro-
raspHa My3uka XVI-XVII cToaiTs Ta yKpaiHCbKa AyXOBHa
My3HKa>» IIPO3ByYaAd y BUKOHAHHI aHCaMbAI0 «A cappella
Leopolis» (xepisuuk A. Kamycrina). Airypriitauit xop
Bipmencobroro kadpeppaabroro cobopy «Carmoc> (Muc-
TelbKUN KePiBHUK i AUPUTEHT, MPOTOICAAT AHApiH
H_IKpaﬁ’IOK) BHKOHAB Iporpamy «BipMmeHchki AiTypriiiai Ha-
miBu>. HesBuyni moepAHaHHS iHCTpyMeHTIB 6YAI/I IIPeACTaB-
AeHi y mporpamax «Terra barocca. Bapokosi ayeTn Aast kaa-
BecHHa i akoppeona» y sukonanui C. [lla6aatinoi (kaa-
Becun, Kuis) Ta €srenii Yepkasosoi (akkopaeon, Kuis).
ITporpamy «Auroscskuit 6ipbite i mysuka XVI-XVII cto-
AiTb Ha TepeHax AnTu i [Toapmmri> BukoHaau Aapiyc Kaicuce
(6ip61He, AwTsa), Ipmina O6oncpka-TormopoBcska (xaaBe-
cuH, [Toabmra), Mapex Tonoposcbkuit (xaaBecun, Opras,
HOAbLua) ta boxxena Kopunncpka (XpOMaTI/I‘IHa COITiAKa,
Yipaiua).

«Mysnuni 06pasu AsBoBa XVI-XIX croairTsi> Bia-
TBOpHAa opranicTka H. Beanuko. ITomyaspra Mysuka emo-
xu BiapopxenHs B inTepmperarntii AbBiBCbKOIO My3U4HO-
IO 1exy (MucTerpKuit kepiBHuK Tapac ApaK) IIpO3ByYaAa
y nporpami «ITicHi mpo xoxaHHS i AF060B>. TBOpH KOM-
nosutopiB XVIII-XIX cToaiTTsa A dopTemiano y do-
THPHU PyKH OyAM 3alIAQHOBaHI y Iporpami «/AbBiBCbKUI
MY3UYHHI CAaAOH>» y BUKOHAHHI ITOABCBKOTO AYeTY
M. Tonoposcbkuit — I IBanHIOMIEHKO.

3aBepimuB GpecTHBAAD YKPATHCHKO-TIOAbCHKUI IIPO-
exT «MmucTenTso moaidoHnii BIopa i choroaHi», skuit
CKAAQAABCS 3 TBOPIB IOABCHKUX Kommo3uTopis XVII-
XVIII croaits Ta K. I[TeHaeperpkoro. YaacHUKaMHU IIPOEK-
Ty cTaau «Szczecin Vocal Project> (IToabma), <A cappella
Leopolis» (Ykpaina), «Consortium Sedinum> (Iloabma),
aupuresT ITaBea OcyxoBcbkuit (HOAbma). ITpoaosxyroun
TPAAUIIiIO TIONepeAHiX GpecTUBAAIB, ITi0 IIPOTrpaMy BUKOHA-
Au i B ApxuxareppassHomy Cobopi Hemopounoro 3auartst
Ilpecsaroi Boropoauni B Tepromoai. Ieit dectuBasb cTan
OAHUM 3 HaMIMacIITAaOHIMMX i 32 KiAbKiCTIO KOHIIEPTIB,
i3areorpagiero yyacHHKiB.
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IMicTHaAIATHA GeCcTHBAAD AABHBOI My3UKHU BiA6yB-
cst 15-17 gepsus 2018 poxky. ITpoTsirom Tpbox AHIB Oya0
3aIIAQHOBAHO CiM KOHIIepTiB. B mepmmii oeHb $pecTuBasio
OyAO OpraHisoBaHO CBOEPIAHMIT MapadOH « AaBHS My3HKa
NON STOP>, sxuit i3 nporpamoro «Ha xosarbkux mas-
xax> Biakpus Amurpo I'y6’sik. [TpoaoBKeHHIM cTaAa mpo-
rpama «Accordeons meets baroque> y BuKoHaHHI MOAO-
AOTO ABBiBCBKOTO akopaeoHicTa borpama Koxxymka, paai
TOTO BeYOpa AyHaAa BUITYKAaHA IpOrpaMa «YKpaiHChKa
MYy3HUKa B IIaAalax imMmepii>» 3 TBopis M. Bepesoscpkoro,
A. Boprasucekoro, ®. ITpoxonosuya y BukonanHi b. Kop-
uuHcpkol Ta C. IllabaATiHoi, a Ha 3aBepIIeHHS — IIporpamMa
«Royal guitare>» y BuxonanHi AbBiB’stnok B. Kopummcpkoi,
M. Biab (Bioaondean) Ta 6apokosoro rirapucra Beprrapaa
TodmrroTTepa (ABCTpis).

Ykpaincpka nepkosHa mysuka XVI-XVIII croaits
OyAa mpeacTaBAeHa y mporpami «Aapyit Mi ymiseHie»
y BUKOHAHHI XOpy 6apOKOBOI KaIleAH ITip KePiBHUIITBOM
A. Kamycrizoi. 3aBepmuB ¢pecTUBaAb KOHIEPT IaM sITi
P. Creapmamyka «CHavasa AHeCb IOYTPY PaHO>»
3aydacrio «A cappella Leopolis> Ta coaicris O. Mirocrw,
B. Kpasuenka (comiakm, Absis), T. pyaosoro (caoBo),
A.Ty6’sixa (6anaypa).

Y pamMkax CIMHAAIISTOTO ¢peCcTHBAAIO AABHDBOI My3HKH,
mo BipbyBcst 15, 16 Ta 23 wepsrs 2019 poxky, 3a caoBamu
MUCTeIbKOI AupeKkTopku pectuBasto Aroamuan Kamycrinoi,
OyAO 3aIIAQHOBAHO IIPOBECTH MAaMCTEP-KAAC Ta YOTHUPH
KOHIIepTH BHKOHaBIiB 3 Ykpainy, IIsefinapii, biropyci
Ta (DpaHui'l'. Horo 0cobAuBicTIO cTaA0 MTOEAHAHHS B ITPO-
rpaMax KOMITO3HUIIi AQBHIX €[I0X Ta CYy9acHOCTI.

Vipoaosk 11-15 yepBHs BiAGyBaBcs MaficTep-KAAC
aupurenra Boraana [Ieaa (Vikpaina-Illsefinapis) 3 xo-
poM cTyaeHTiB BapokoBoi kamean AbBiBCHKOI HaITiOHAAD-
HOI My3M4HOI akapeMil. PesyabraToM riporo mMaricrep-Kaa-
Cy CTaB CIABHHI KOHIIEPT ABOX X0OpiB: «A cappella Chor
Zirich», kepiBaukoM sikoro € Boraau I1Isep Ta x0py cTy-
AEHTIB 6apOKOBOI KarleAn (KepiBHHK Aropmuaa KanyCTiHa).
Biakpus dectusass suctyn H. Koxymxo (paeitra, Absis)
Ta I. Isantomenko (kaapecun). Takox rocTsAMH GpecTuBaAto
CTaAHu 6iAopbeK1/n71 I'yPT CEPeAHbOBIYHOI My3UKHU <<CTap1/1
Oabca> Ta Biaomuit ppanmysbruit paerruct Xaun-Kpicrod
Dpim, sKui BUCTYIHB i3 coabHOIO porpamoro y ITasami
IToroupkux. Takox BiA6YBC$I MalicTep-KAac 3 XOpOBOI My-
31KH 6apoKo, sKkuit iposeaa Beponika Bintep (HimewunHa)
y AHMA im. M. B. Aucenxa.

BiciMHaALSITHIT (peCTUBAAD AQBHBOI MY3HKH OYAO
3armAaHOBaHO Ha XXOBTeHb 2021 poKy, ase yepes cmaax
COVID-19 opuH i3 KOHIIepPTiB OYAO CKACOBAHO, 4 IIPOrpama
«Baroque Avenue> y Buxonansi O. Macuuk, A. Kymsipa,
1. Onumixo Ta I'. IBanromeHKo mpo3By4aaa B cigni 2022 poxky.
B sxoBTHi 2021 poKy, HATOMICTb, BiAOYAOCS TpU KOH-
LIePTH 33 YYaCTi YKPaiHChKUX Ta IOAbCHKMX MY3HKAHTIB.
decruBasb 16 5xOBTHA BiAkpraa mporpaMa «bax ycmixa-
€TBCSI>» Y BUKOHAHHI ABBIBCHKMX KOACKTHBIB «Bucoxwmit
3amok>» Ta «Dudalis>.
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17 »KOBTHsI AbBiB SIH MOTAH IIOYYTH OAPa3y ABA KOH-
LIepTH IPOBIAHUX OAbCHKMX BUKOHABIIIB AABHbOI My3HUKHU.
I3 mporpamoro «Opranna mysuka Hivewunsn> BucTynus
Mapex ToropoBcbkuii, a KyAbMiHAI€I0 peCTHBAAIO CTaAd
mporpama «Mysuxa Ilepmoi Peui ITocrioauToi> y BuKO-
HauHi «Wroclaw Baroque Ensemble > mia opyaoro Auaxest
Kocenpska.

Sx mammcasa AsBeHucaaBa Cad’sH B aHOHCI
AEB’SITHAALIITOTO $eCTUBAAIO, IO BiaGyBCs 9-14 CepIrHs
2022 poxy: «Biitaa. Yu MoxxHa 6yA0 6 YSIBUTH, 1110 Ije CAOBO
MaruMe 6e3rocepeAHE BIAHONIEHHS A0 peCTHBAAIO AABHBOI
mysuxu Cepepnbosivust, Penecancy un 6apoko? Tax, apsxe
BilfHa CTaAa HAIINM IOACHHIM 6OAEM i SKOPCTOKOIO PeaAs-
HiCTI0. A MUCTeIITBO HiKOAHY He 33 AUIIAETHCS OCTOPOHD ChO-
roaeHHs. ToMy mmip Ha3Boro PecTHUBAAIO ITHOTOPIY CTAAO rac-
Ao “Ha Bictpi wacy”> [S]. Ilonpu noBHOMacmrabHe Bifi-
cbkoBe BTOprHeHHs Pocii B Ykpainy, pectusasb 2022 poxy
TaKY BiAOYBCs, IIip erip0ko mpoekTy «Ykpaina-2022. Mysu
He MOBYATh>, 3aII0YATKOBAHOTO /AbBIBCHKOIO HAI[iOHAAD-
HOI0 dirapmoHiero imeni Mupocaasa Cropuka.

VIIPOAOBK IT'SITH KOHIIEPTHHX AHIB OYAO IIpeACTaB-
A€HO IIiCTh BUHATKOBHUX IIPOTPAM i3 TBOPIB YKpPaiHChKO-
IO Ta EBPOIENCHKOTO CepeAHbOBi'-I'-m, Penecancy i 6a-
poxo. Ha ®ecTuBaai AaBHBOI My3UKH BUCTYIIHAH BipOoMi
YKpPaiHChKi BUKOHABIIi Ta I'YPTH, a TAKOX iHO3eMHi y4acHHU-
xu 3 [Toapmi (Ypuryas Crasinpka), Hivewunnu (Hop6epr
Popenxkipxen) Ta ®panuii (Benpsxamin Ber6i). [llepespu
CTapOBHMHHOI My3UKH CHMBOAI3yBaAH iA€I0 IIPO Te, IO MHU-
HYA€ He MepTBe — HOT0 BIATYK HEMHHYYe CATa€ ChOTOAEH-
Hs1. 3 BHCOTH TeIIePillHbOIO MUTIISIM BaXKAUBO pepAeKCy-
BaTU [IPOVIAeHE, i mepeOyBaroun HANOAIDKIE AO HOBHX 3MiH,
BCyIleped Hebe3IIeKaM piliryde BiAITOBICTH Ha BUKAUKH 4acy,
A€ <HaBiTb ITOIIPH BOEHHMI CTAaH B YKpAiHi, apTHCTHIHE
SKHATTS Ma€ TPMBATH 1 B HAMCKAAAHIIINX YMOBaX HarapyBa-
TH HaM IIPO MePEeMOXXHY KUTTE3AATHICTD Ta IiIHHICTb MHC-
TEIIbKOT'O BUCAOBY BiA AQA€KOTO MUHYAOTO AO IIle He3HAHOTO
MaitbyTHbOro> [1].

Aexirvka mendenyiil, sIKi MOXXHA 3ayBaXKUTH, IPOAHA-
Ai3yBaBIIM IPOTPaMy PpeCTHBAAIB.

1. Bip mepiroro < ¢pecTrBaAio 6auMMO IparHeHHs op-
TaHI3aTOPiB MPe3eHTyBaTU AKOMOTa Pi3HOMAaHITHIITY IIPO-
rpaMmy, siKa BKAIOYA€ He AHIIe TBOPHU TakK 3BAHOTO BUCOKOTO
6apoko, Oiabur 3HAFOMI ABBIBCBKIil ITy0OAiLi 3a KOHIIEpTa-
MH B OpraHHOMY 3aAi Ta $irapMoHil, ase i My3uky Cepea-
HbOBiuwsi Ta Biapopsxerns. ITpu qomy B 6iAbIIOCTi BUIaA-
KiB Ili IPOrpaMy BUKOHYBAAM HA PelAiKax BiATIOBIAHUX ic-
TOPUYHMX iIHCTPYMEHTIB (BiOAI/I Aa ram0a, AIOTHI, Teop6H,
IIMHK, KPYMXOPH, Ai3apA, GiAeAb, OpTaH-TO3UTHS Ta iH. )

2. Ha xoxHoMy ¢ectuBaai 0608’ 513KOBO 3Bydara
YKpaiHCbKa AQBHS MY3HKa, IePeBaXKHO IIPEACTaBACHA XO-
POBOIO IIepKOBHOIO ¥ BUKOHAHHi AbBIBCPKMX KOAGKTHBIB
«Kaao¢onist> ta «A cappella Leopolis>, cBiTcpki Ta Ay-
xoBHi kauTu. Hamisu 3 [lowaiBcekoro bororaacuuka me-
OAHOPA30BO AYHAAM Y BUKOHAHHI TypTiB «CapmaTika>,
«Xopea Kosarnpka» (Kwuis), apBiBcbKO1 «Maiictepni
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micHi» mip kepiBHurrBoM Haraai IToaoBuHKY, OaHAypHCTa
A.T'y6’sxa Ta ko63aps T. Komnanivenka. HeoaHopasoso
caMme TIip Yac GpecTHBaAIO BiA6YBaAI/ICb IIPe3eHTallil KOMIIAKT-
AUCKIB LIUX KOAEKTHUBIB, 30kpeMa «A cappella Leopolis>»
Ta «Kasodonis».

3. Maibxe Ha KO)KHOMY QpeCcTHBaAi, OKpiM KOHIIepTiB,
IIPOBEAEHO HAyKOBi KOH(epeHIlii 3 MUTaHb icTopil My3uKH
32 y4acTi BUAATHHUX YKPAIHChKUX Ta €BPONEHChKUX HAYKOB-
LB, KPYTAl CTOAH, A€ YIACHUKU $eCTHBAAIO 0OTOBOPIOBA-
AM OCOOAMBOCTI iHTepIpeTanil AABHbOI MY3UKH Ta npo6-
A€MH PO3BHUTKY iCTOpUYHO iHGOPMOBAHOTO BUKOHABCTBA
B YKpaiHi.

4. OcsiTHs mporpamMa $ecTHBAAIO CTaAa HOro
HEBIA€EMHOIO CKAAAOBOIO i MaAa HeaOUSKUI BIIAUB
Ha PO3BUTOK IPodeciiHOro BUKOHABCTBA AABHbOI MY-
3uku y ApBoBi. CaMe yHACcAIAOK PpecTHBAABHUX KOHIIEP-
tiB y P. Creapmanryka Ta I IBaHIomenko BUHHKAA iHiljia-
tuBa crBopenns Opkecrpy 6apoxosoi karmeau AHMA
im. M. B. Ancenka, 3 SKUM HEOAHOPA30BO IIPOBOAUAU Maki-
crep-kaacu ydacHuku dpecrusaato: O. Iliavuen (6apoxo-
Ba ckpurika, Himewunna), H. Koxxyxap (6apoxoBsa ckpur-
ka, Pocis), M. Tonoposcbkuit (KAaBecHH, OpraH, AUpH-
rent, [Toapma), A. MoTc (My3HK03HaBHu5{, H_IBeﬂuapiﬂ) ,
P. Kamensox (6apokosa ckpunka, IToabma), B. [IIes (au-
purenT, lIsefirapis). MOXAUBiCTb 6paTH y4acTb y KOH-
IlepTax ¢peCTUBAAIO CTAAA BEAUKHM CTUMYAOM AASL PO3BUTKY
nporo xoAekTusy. Kpim Toro, B AHMA im. M. B. Aucenka
Oya0 cTBopeHo Xop 6apOKOBOI KalleAH IIiA KepiBHUIITBOM
aupurenTku «A cappella Leopolis», poocBipdeHol in-
TepIIpeTaTOpKU XOpoBoi Mysuku 6apoko A. Kamycrinol.
Xop 6apoKoBOI KalleAn TAKOX OpaB y4acTb y KOHIIEp-
TaxX Ta MaricTep-Kaacax ¢pecTuBasto. CaMe 3aBASKU KOH-
IlepTaM KAABECHHHOI My3HUKH CKAAAUCH CIIPHUATAUBI ITe-
PEAYMOBH AASI TIOSIBU (paKyABTATHBY KAABECHHY Ta KypCy
«IIpakTuka basso continuo>» y AHMA, sixuit poBOAUTH
I'. Isanromenko. Apxxe 1e 3MIITHUAO IIpO¢eciiiHi KOHTaK-
TH i3 KAABECHHICTaMH, SIKi 3TOAOM IIPOBOAUAN ManCTEP-
KAACH 3 0COOAMBOCTe! iHTepIpeTanil KAABIpHOI MY3UKH
XVI-XVIII cToAiTh AASt BUKAAAAUiB Ta cTypeHTiB AHMA.
Lle Kpicrodep Crem6piax (Beauxa Bpuranis, Ascrpis,
Itaais), M. Tomoposcoekuit (IToapma), C. Illa6aarina
(Kuis), O. ITaapina-Anvak (Kuis) Ta in.
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S. 3HauHMil BIAUB Ha IpodeciliHe 3pOCTaHHA AbBiB-
CHKMX BUKOHABIIiB AQBHbOI My3UKH MAAHM CITLIABHI ITpOTpa-
MU i3 €BPOMENCHKIMU My3HKAaHTAMH, O OYAK CBOEPIAHU-
MU TBOPYMMH MalCTePHAMH 3 iCTOpUYHO iHGOpMOBaHOTO
BUKOHABCTBA. L]i iHTepHa1liOHAAbHI KOHIIEPTH BiA6yBaAI/ICb
M He Ha KOXXHOMY QeCTHBAAi i cTaBaAM yHIKaABHOIO Haro-
AOIO Ha IIPAKTHUII ONIAHOBYBATH OCOOAMBOCTI CTHAFO, apTH-
kyasnii, opHamenTHKH My3uku XVI-XVIII croaiTs, nmepe-
HMMAOYU AOCBiA EBPOIEMCHKUX KOAET.

6. 3 mepmroro >x ¢peCTUBAAIO TIOMIiTHA TeHAEHIIisI AO 3a-
Ay4eHHS SIKOMOTa ITHUPIIOTro KoAa My3UKaHTiB. [eorpadis
YYacHHKIB pecTuBaA0, KPiM YKpaiHCHKMX BHKOHABIIiB
(AbsiB, KuiB, Yxropoa ), — ayxe pisHomanitsa. Ha dpecru-
BaAi BucTymasn MysukanTu 3 [Toapmi, Yexii, CaoBavumay,
Ascrpii, Hiaepaanais, Beauxoi bpuranii, CIIIA, IIIseft-
napii, Pocii, Himewunnu, IlIsewnii, Yuai, Yropumnu, Bpa-
3uaii, Bisopyci, AaTsii, Aursu, @panuii Ta iH.

7. Hait6iapme xonuepris (17) Bipbyaocs na 14-my
¢ecTuBaai, npucssigeHomy mam’sti P. Creapmamyxa.
®ecrupaai micas 2019 poxy OyAu 3HAYHO CKPOMHIIIMME
3a KIADKICTIO Y9aCHHUKIB, IIJO i HE AMBHO, BPAaXOBYIOYH KapaH-
THHHI 0O0MexeHHs. Y 2020 poui ¢pecTuBasb 6yA0 CKaCOBAHO
yepes nmanpemito COVID-19. Aae y 2022 pouii, He3Baxxaro-
4¥ Ha BOEHHUII CTaH, pecTuBaAb BiAbyBcs. Briepire popym
OYAO IIPOBEAEHO CITIABHO 3 IIPOEKTOM ABBIBCHKOI HAIIOHAAD-
Hol pirapMoHil «Ykpaina 2022. My3u He MOBYATD>, KU
nounHa4y 3 6epesrs 2022 poky OpraHi3oBye KOHLEPTH
y BUrasial TpaHcasiniit Ha YouTube i Mae Ha MerTi morryasipu-
3al[i0 YKPAIHCPKOTO MHCTELITBA Ta 36ip KOIITIB Ha MATPUM-
Ky YKPalHChKMX MY3HKAHTIB I1iA 9ac BifHU.

Bucnosku. IliacymoByroun orasp MixxnapopHOro
¢decTrBaAIO AABHDOI MY3UKH Y ABBOBi, MOXXAHUBO OKpPeCAH-
TH TaKi OCHOBHI eTally HOro PO3BUTKY:

— 2003-2007 — mepmi pecTHBaAi, IO CTBOPUAU
CIPUATAUBE CEPeAOBHIIE AASL BUBYEHHS CTAPOBUHHOI MY-
3MKH AbBIBCbKMMH My3UKaHTaMH;

— 2008-2015 — TemaTHuHi PpecTHBaAi;

- 2016-2022 — ¢ecruBaai, mpoBeaeHi mcas cmep-
Ti 3aCHOBHHKA Ta 6araTopqu0ro aupexropa, Pomana
CreabMamyka.

2022 — ¢ecTuBaAb B yMOBAX POCIHCHKO-YKPaiHCHKOT
BiMlHHU.
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Abstract. The International Lviv Early Music Festival is one of the largest and most prominent art forums in Ukraine, as well
as in Central and Eastern Europe. The program of the festival is based on the current trends of historically informed performance
and on the history of early music. It brings together Ukrainian and foreign musicians who have extensive experience in perform-
ing on historical instruments and playing music from different eras. Part of the program of each forum represents Ukrainian ear-
ly music. Since the first festival, the organizers have been striving to present as diverse a program as possible, including not only
works of the High Baroque, familiar to Lviv audiences from concerts at the Organ Music Hall and the Philharmonic but also mu-
sic of the Middle Ages and the Renaissance. Ukrainian early music is mainly represented by the choral church tradition performed
by such ensembles as Kalofonia, A Cappella Leopolis, Sarmatica, and the Chorea Kozatska, etc. In addition to concerts, the festival
hosts academic conferences on the history of music with the participation of prominent Ukrainian and European scholars, as well
as roundtables, where festival participants discuss the interpretation of early music and the development of historically informed
performance in Ukraine. The festival’s educational program has had a significant impact on professional performance in Lviv.

Keywords: Ukrainian musical culture, Lviv Early Music Festival, historically informed performance, early music, interpretation
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OopTu Ao xumr Aasaps bapanosnua

Acriextu KOMYHIKATHBHOI OPraHi3ariil KOMITO3MIIII

Etchings in the books by Lazar Baranovych

The communicative aspects of composition

Amnoranis. [IpoanaaizoBano koMmosuljiliHe Ta KOMyHiKaTHBHE 3HA9€HHS TEKCTOBUX BCTABOK HA I'PaBipPOBAHMX PAMKAX TUTYABHHX
CTOPiHOK Ta HACTYITHUX 32 HUMH apKYIIiB 3 'PAaBIOPAMU CUMBOAIYHOTO 3MiCTy B KHUT'aX YepHiriBchkoro emuckona Aasaps bapanosuya
«Meu pyxosHuit> (1666) Ta «Tpy6u caosec nponosiaaux> (1674). TTokasano, mo TekcTyaabHi Berasku LuTar 3i Csroro ITuchuma,
SIKi TlepeBakKHO BIMCYBAAM HA POSTOPHYTHUX CTPidKaX, BAKOPUCTOBYBAAUCS K HAHBAXKAHBIII CTPYKTYDHI eAeMEeHTH KOMIIO3HITii.
Crpiuk 3 UTaTAMK BUKOHYBAAK QYHKIIIO BHYTPILIHIX PAMOK, PO3AIASIOYM KOMITO3UILiIO Ha IpycH 260 OKpeMi CeKIii B MesKax sipy-
CY, OAHOYACHO KOMEHTYI0UM HalOAMK I A0 HIX 300parkerHs. Lle 6yB 3pyuHmil i POCTHIL CIOCIO CTPYKTYPyBaTH IepeHaCHYeHi rmep-
COHKAMU Ta CMHCAAMH KOMITO3HIi. 31 CTPidoK pakTryHO popMyBaAacs MOA0GA TaGANIL, KOMIPKH SIKOT 3aII0BHIOBAAU 306 pakeHHI.
Oxkpim TOro, 6yA0 PO3POOAEHO i CKAAAHINIMI BapIaHT CTPYKTYPYBAHHS 300paXKEHHS TeKCTOBMMH BCTaBKAaMH. 3i CTPIYOK 3 LIUTATAMH,
PO3TALIOBAHMX CHMETPUYHO IOAO BEPTHKAABHOI OCi IPaBIOPH, CKAAAAAACS BAACHA XMMEPHA KOMITOSHUIJis], [IOAIGHA AO OPHAMEHTAAD-
HOT BIHPETKH, 5IKa MaAA OYEBHAHY AeKopaTuBHY QyHKILi10. OAHAK i B I[bOMY BUITAAKY KOMITO3HITiS 3i CTPiYOK BUKOHYBaAa CTPYKTYpPOT-
BOPYY POAb AASL 300PasKeHHsI, [IPOTe PO3MIILIEHHS CIOXETIB IAIOPSIAKOBYBAAOCS 3araABHOMY XHTPOMYAPOMY MAAIOHKY, HAMIiYeHOMY
crpiukamu 3 rprarami. O6HMABA IMAXOAM AO BIIOPSIAKYBAHHS KOMIIOSULIif BXIAHHX I'PABIOP TeCTOBUMH BCTABKAMHU Ta GOPMYBAHHS
iepapxii MPOYNTAHHS ITUX TEKCTOBHMX BCTABOK CIIMPAAKCS HA PUTOPHMYHI TPHHIJUITM BUKAAAY TIOBi AOMAEHb.

Kawuosi crosa: rpaBlopa, TUTYAbHHI apKYII, CTPidKa, IIUTATa, TEKCT.

ISSN 1992-5514 (Print) | 2618-0987 (Online) | cc. (pp.) 52-60

ITocranoBka mpo6aemMu. YKpaiHCBKi CTAPOAPYKH AQB-
HO epeOyBaroTh y GOKyCi yBarkm AOCAIAHHKIB MHICTELTBa,
SIKi B)K€ IIOHAA CTOAITTS IPUCKINAMBO BUBYAKOTh IXHE Xy-
AoKHE opopMmaeHHA. Uncaenni r[y6AiKaui'1', SKi 3’ IBUAMCS
3a Ileil Yac, TeMaTHYHO POPMYIOTh KiAbKa OCHOBHUX Ha-
NpAMIB AOCAIAXKEHD: K BUBYEHHS CTHAICTHYHHX OCO-
6AMBOCTEN OPOPMAEHHS BUAAHD 3aTAAOM, TaK i OKpEMUX
ADPYKapChKHX OCEPEeAKiB [4] ; AHAAI3 XYAOXKHDOI CIIAAIIH-
HU TIEBHOTO I'paBepa [7; 10; 11; 13; 16]; momyx B3ip1IiB,
SKUMU KOPUCTYBAAUCS XYAOKHUKH [17]. OcranniM vacom
3'SIBUIAMCSI AOCAIAXKEHHS, IPUCBSIYeH] rpadirli APyKapChbKUX
wpuéris [2; 3].

3a BCi€i IPyHTOBHOCTi BUBUEHHS, BEAUYE3HUI Ma-
CUB HAKONMYEHMX 3HAHDb IIPE3EHTYE AMIIEe OKPeMi aclek-
TH XYAO’KHbOTO 0POPMAEHHS YKPaiHChKMX CTAPOAPYKIB.
Y3araAbHIOBAaABHHX AOCAIAYKEHB, SIKi 6 PO3TASIAAAU KOMITO3H-
1110 BupaHb XVII-XVIII cTOAITH, BpaXOBYIO4M CTPIIKHEBUI
AASL IPOEKTYBAHHS KHUTH CHHKPETH3M CAOBA i 300paskeH-
Hs, CbOTOAHI He icHye. BpaxoByroun, mo ApykoBaHa KHH-
Ia Bip MOMEHTY CBOEI IIOSBH 3aBXAHM € KOMIIAEKCHHUM IIPO-
€KTOM, B SIKOMy TUIOrpadika Ta iAI0OCTPaTUBHHI MaTepiaA

XyAOxKHS KyAbTypa. AKTyaAbHi mpo6aemu. Bum. 19. 9. 1. 2023
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CIPUMMAIOTHCA Y HEPO3PHUBHIM EAHOCTI, BIACYTHICTD y3a-
raAbHIOBAABHMX HAayKOBUX Ipallb He AO3BOASIE TIOBHOIO Mi-
OO0 OCMUCAUTH XYAOXKHE OPOPMACHHS KHUTHU K AXKEPEAO
iHpopMarii Ta OIiIHUTH HOTO K KYABTYpHE SBUIIE.

Haa3BuuaitHO BaXKAMBOIO Y IIbOMY KOHTEKCTI € IIpo-
0AeMa 3B’513Ky CAOBa i 00pa3y B KOMITO3HIIiSIX TUTYABHIX
apKyIIiB Ta TPaBIOP Y NPOIIOBIAHMIIBKII AlTEpaTypi, BUAa-
Hill y Apyriit mosoBuHi XVII croairTs. Maerbes PO AO-
[IOBHEHHsI 306paskeHb PI3HOMAHITHUMU TEKCTYaABHUMU
BCTaBKaMH, IIPUHITMITH BBEACHHS i QYHKINiA SKUX AOTerep
I'PYHTOBHO He BuBYeHi. BoAHOYac came A5 1[bOTO Iepioay
XapaKTepHe 03A00AeHHS KHIDKOK GOpTaMU 3 HaA3BUYAM-
HO CKAAAHMMU CUMBOAIYHUMH KOMITO3UIIiSIMH, SIKi MiCTSITh
3HAYHY KiABKICTb CYIIPOBIAHUX TEKCTiB, OKpiM, BAACHE, BH-
XiAHMX BiAOMOCTe! IIpO BUAAHHSL. 3araAOM Ije CTBOPIOBAAO
CKAQAHUIT i 6araToOIapOBHil CHMBOAIYHUI TEKCT, SIKUI IO~
TpebyBaB OCAIAOBHOTO [IPOYUTAHHSL. Y IOTOYHOMY AOCAI-
ASKeHHI 6yAe POSTASIHYTO AMIIIE OAUH ACIEKT L€l BeAuKOl
TeMHU — BXiAHI I'PaBIOPU AO KHUT YEPHITiBChKOIO apXie-
muckora Aasaps bapanosuua, ski HacH4eHi TeKCTOBUMU
BCTaBKaMH.
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Gopru po kuur Aasaps bapanosnya

AmHaai3 ocTaHHIX A0cAiaKeHD i my6aikanii. Tema
XYAOXKHBOTO 0QOPMAEHHSI TUTYABHUX CTOPIiHOK Ta rpa-
BIOP CUMBOAIYHOTIO 3MiCTy Ha OYaTKy KHUTH B TIOEAHAH-
Hi 3 TEeKCTOBUMHU BCTaBKaMH B YKPaiHChKHUX CTapOAPYKax
3araAOM 3aAMIIHAACS 11032 YBArolo AOCAIAHMKIB. ¥ 3araAb-
HUX PUCAX KOMIIO3MLIHY OPTaHi3allil0 TUTYAIB PO3TASHYB
A. CrenoBuK, BiA3HAYHBIIH CTHAICTHYHY y3TOAXEHICTD
mwpudTOBOro HaOOPy Ta AEKOPATUBHOTO OGPaMAEHHSI.
AOCAIAHUK CTBEpAXKYBaB, IO Ha PO3BUTOK apXiTeKTYPHOTO
06paMAEHHSI TUTYAY BIAUHYAO Pi3bOA€HHSI i apXiTeKTOHIKa
IKOHOCTACIB, YHACAIAOK 4OTO 3 SIBUBCSI «IKOHOCTACHHUI TH-
TYA>, SIK BiH BUSHAYHB TaKi 06paMaeHH cTapoapykis XVII-
XVIII croaits [12, c. 232-247]. CTUAICTHKY TUTYABHHX
CTOPIHOK YKPAIHCHKUX CTAPOAPYKIB PO3TASIAQAO OAraTo Ao-
CAIAHUKIB, cepep HUX Tpadiky kHmkok Aaszaps bapanosuya
anaaisyBaau I. Aorsun 1a A. Aapyr [S, c. 67; 1]. He menm
HIDK CTHAICTHKA 306pa>1<eHb, AOCAIAHHKIB IIIKaBHAO CHMBO-
AlYHe 3HaYeHHS BXiAHUX rpasiop [6; 8; 14].

Mera cTarTi: BUSBUTH OCOOAMBOCTI BBEACHHS TEKCTO-
BUX BCTaBOK y KOMITO3MIIil BXiAHUX I'PaBIOP AO KHMI YepHi-
riBcpkoro apxienuckona Aasaps bapanosuya, ixHio KoMy-
HIKaTHBHY POAb IIpU $OPMYBAHHI 3araAbHOI KOMITO3MINI
300pasKeHHSL

Bukaap OCHOBHOro MarepiaAy AOCAipKeHHS.
TuTyAbHI rpaBIOpH YKPalHCOKUX BUAAHD IIEPIIO] ITOAO-
BuHU XVII CTOAITTS He HaBaHTaXKeHi TEKCTYaAbHHUM Cy-
IIPOBOAOM. Y TOI TepioA BOHH MaAM BHUTASIA APXiTeKTyp-
HOI paMKH, IjO 06paMAme 3arOAOBOK Ta BHXIAHI BIAOMOCTI
kauru. Hamnceu Ha Takmnx pamKax a60 IOBHICTIO BIACYTHI,
abo ix BKpal MaAO, Y BUTASIAL ITIAITCIB iMEH CBATHX Ha HUX.
3a TaKol KOMITO3HIIii TUTYAY 3aTOAOBOK KHHUTH Ta BUXiAHI Bi-
AOMOCTI, BMillleHi y LIleHTpaAbHE [TOA€, IPUBEPTAAN OCHOBHY
yBary, a XyAOXKHbO 0pOpMAEHE OOpPAMAEHHS AUIIIe KOHIIEH-
TPYBAAO YBary Ha CEpeAHUKY.

OaHnak y apyriit moaoBuHi XVII cToAITTS KOHITE-
st 06paMAeHHS TUTYAy BKe iHima. Pamka meperBopena
Ha CKAAQAHY CUMBOAIYHY 1AFOCTPALIiI0, IO MiCTUTDb Pi3HOMa-
HITHI CIOXXETH, SIKi CyITIPOBOAXKYIOTb PO3TOPHYTI TEKCTOBI
BcTaBKH. Terep Ije He AMIIE IATIHCH, IO iAeHTHPIKYIOTh
NIePCOHAXKIB, a 1 YUCACHHI IIUTATH 3 Pi3HUX AXKEPeA, SIKi KO-
MEHTYIOTb eAeMeHTH 300paxkeHHsI. L1 TekcTOBI BcTaBKM
po3MimeHi 200 AOBIABHO, Ha 3AAMIIEHUX AAS IIbOTO BIABHUX
AASTHKaX MIXK 306pa>KeHH$IMI/I, abo Y CIeIliaAbHUX paMKax
YK Ha CTPivKaX, fAKi MOAIOHO AO A€Bi3iB, mo CYIIPOBOAXKY-
I0Tb repbu, pO3TOpTAAUCS 6iAsl BIALIOBIAHOTO 300 paskeHH,
KOMEHTYIOUH HOTo0. 3a TaKoI KOHIIEIIIii XyAOXKHbOT0 0pOpM-
A€HHS TUTYABHOTO apKYIlIa IpaBilioBaHa paMKa IepeTBOPIO-
€TDHCS Ha CAMOCTIMHHUM TEKCT, IKMHM BUMara€ 41 He YBaKHi-
IIOTO IPOYUTAHHSA i IPYHTOBHOIO OCMUCAEHHS, HiXK BAACHE
3arOAOBOK KHHTH.

OxpiM XUTPOMYAPO 0POPMAEHO TUTYABHOTO apKy-
113, A0 IPOMOBIAHMIIBKUX BUAAHD AOAAIOTD IPABIOPHU CHM-
BOAIYHOIO 3MICTY, SIKi pO3MilllyBaAU 32 TUTYABHUM apKYy-
meM. BoHu craroTs Maibke 060B I3KOBHM eA€MEHTOM IIPH-
MIpHHKIB, SIKi TOTYIOTb SIK IOAAPYHKOBI i MiCTATh BEAHKY

XyAOXKHS KyABTYpa. AKTyaAbHi npoGACMyL Bumn. 19.4.1.2023

eS53e

KIABKICTP Pi3HOMaHITHUX TEKCTOBUX BCTaBOK, IJO KOMEHTY-
BaAM 300paxkeHHsI. YTiM, Ha AyMKY aBTODIB, IIUX IIOSICHEHS,
BOYEBHAD, He BICTA9aA0, OCKIABKH CHMBOAIKa Gyaa Gararo-
MIapOBOIO, A 3MICT — CKAAAHUM, TOMY AO TaKUX I'PaBIOp
060B’I3K0BO AOAABAAM AOKAAQAHE ITOSICHEHHS BCHOTO 306pa-
>KeHHs1, HAAPYKOBaHe Ha 3BOPOTi apKymIa.

Came 3a TaK¥M IPUHIUIIOM 0POPMAEHO BXiA AO KHUT
Aazapst BapaHoBuua, sKi 6yae pO3TASHYTO V Lift po6oTi.
BiApasy CAiA BKa3aTH, IO OCKiAbBKU aHAAI3 CUMBOAIYHO-
IO 3MICTy I'PaBIOp Ta PO3IASIA 3B'SI3KY KOMEHTapsI i3 BipTIo-
BIAHUM 300paskeHHSIM He IepeAGadeH i MeTO0 PObOTH,
TO TEKCTIiB [JUTAT Ha IPaBIOpax HaBeAeHO He Oyae. HaTomicTs
OyAe IIOAQHO AMIIIe 3aTaABbHI XapaKTePUCTUKU TEKCTOBHIX
BCTABOK 3a 3MiCTOM, i3 BU3HAYeHHM IX SK HAIKCiB, IO KO-
MEHTYIOTb YU iAeHTUPIKYIOTb.

PosrasiHeMO 0CO6AMBOCTI PO3IIOAIAY TEKCTOBHX
BCTAaBOK Ha BXiAHMX IpaBlopax KHUT Aasapsa bapanosuya.
ITouHeMoO 3 TUTYABHOI IpaBIOpH 306ipHHKA IPOIOBiAeH
«Meu ayxoBHHIT>, HaApyKoBaHOro y Tunorpadii Kueso-
ITeyepcoroi aaBpu 1666 poxy. 3a $opMasbHUMHU O3HAKAMH
KOMTIOBHIIisl paBiopH Ha TUTYAI (iA. 1) IOBTOpIO€E MpHHIHT
apXiTeKTYPHUX BXOAIB Y KHUTY, XapakTepHHUX AAs X VII cTo-
AITTSI: B LIEHTPi apKyIlla BEAUKA IIOPO3KHS AIASTHKA AASL PO3-
MillleHHs 3arOAOBKa KHUTH i 1l BUXiAHUX BipoMocTel, 06-
paMAeHa apxiTeKTypHUM noprasoM. OAHAK y IIbOMY BH-
AQHHI BAACHE Bip apXiTeKTYpPHOI CKAAAOBOI 06PaMAeHHH
3aAMIIAETHCS Ay>Ke MaAo. BoHa mpeAcTaBAeHA y BUTASIAIL ITa-
pamery, OiAblla YaCTHHA SKOTO IepeKpUTa GpirypHUM Kap-
TYILIEM, Ta IT €AECTAAIB ITiA HOramu njapsi AaBUAQ Ta amoc-
toaa ITerpa, mocraTi SIKUX YTBOPIOIOTh GOKOBI BepTHUKAAL
obpamaeHHs. BoHI TPUMAIOTh MAHATI Medi TaK, 110 3aMHU-
KAIOTDb HIMU [IOA€ AAS PO3MIIIleHHS Ha3BH KHUI'H, ITOAIGHO
AO TOTO, SIK B APXITeKTyPHUX 0OpPAMAEHHSX HOr0 3aMUKAAQ
apka. IIpukMeTHO, 10 POAb 3aMKOBOTO KaMEHIO TYT Biai-
rpae cdepa, A0 SIKOI CXOAATHCS Medi, [0 3araAOM IIOPOAXKYE
acoriarii 3 apXiTeKTYypHOKX KOHCTPYKIN€EIO aPKH B 1kl KOM-
mo3uryii. Bume mocrareit i3 MedaMu HiSIKMX apXiTeKTYpHUX
eAEeMEHTIB Bke He [IPEACTABACHO, HATOMICTb 300pakeHO He-
OecHy TBepAb 3 AHT€AbCHKIM BOTHCTBOM.

Kommo3sunis Ha TUTYAi AOTIOBHeHa nuTaTamu 3 Hosoro
ta Craporo 3anosiry. TexcT nurar posmimmeHui mepeBax-
HO 32 IIPUHIIUIIOM PeryAsipHOCTi i cumeTpuyHOCTi. Biabma
YACTHHA TEKCTOBUX BCTABOK (pOPMY€E TOPHU3OHTAABHI OAO-
KU, SIKi AIASITH KOMITO3HUITiIO0 06paMAeHH5[ Ha TPpH pericTpu.
Hipxwniit pericTp BiaAAIASIOTD IIUTATH, po3MillleHi Ha piBHI
Haparnery, CEpeAHil pericTp yBiHYyIOTb HAIIUCH, IO PO3-
MimeHi 00a6i4 cepu B IjeHTpi apKH, YTBOPEHOI MeYaMIL.
Hapernri, BepxHiil pericTp TakoX 3aBepIIyeThCs GAOKOM
IUTAT. AuIle Ha KapTyIli B HUOKHIHM 4aCcTHHI KOMITO3HILi TeK-
CTH-KOMEHTApPi po3MillleHi XaOTUYHO, B Pi3HUX HAITPAMKAX
(MaroTb yuTaTHCA 3HM3Y AOTOPH, TOPU3OHTAABHO Ta 3TO-
pu AOHI/ISY) , Ha BIABHHUX AIASTHKAX TAQ MiX 306pa>1<eHH;1—
mu. Take PpO3MillleHHs TeKCTYy 3aBaXka€ CIpUKMMaTH HOTO
SK CTPYKTYPHHI €A€MEHT KOMITO3HIIil, BiH paallle CIpUiMa-
€ThCSI SIK HEBIAAIABHA YacTHHA 306 paskeHHsL. Te came MOXKHA
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CKa3aTH i mpo iHIT TEKCTOBI BCTABKU: HAIUCH-iAeHTHiKa-
TOPH Ha HiMbax 4 B OKPEMHX PaMKAX, TEKCTU BIAKPHTHX
KOAEKCIiB y pykax 1japst AaBupa Ta armocroaa ITaBaa. Born
€ AOKAAbPHUMHM KOMEHTaPsMH, Ha BIAMiHY BiA TOPH30HTaAb-
HHX OAOKIB TE€KCTY, IO BUMAraloTh IPOYUTAHHS [TEPIINMHI
1 KOMEHTYIOTb 300pasKeHHS B PEricTpi 3araAoM.
CumBoAiuHa Tpasopa nporo supanus (ia. 2) mpe-
3eHTye iHmuit (He SIPyCHHIT) IPUIOM CTPYKTYpPyBaHHS

XyAOxKHS KyAbTypa. AKTyaAbHi mpo6aemu. Bum. 19. 9. 1. 2023 o 54 (]

1. TuryAbHmit apKyn 36ipHIKa
npornosiaeit Aasaps bapanosiaa
«Meu ayxoBHHIT>, 1666

KOMITO3UIIil TEKCTOBUMH BCTaBKaMU, SIKMW 3aCHOBAHUMN
Ha BUKOPHUCTAHHI IIUTAT HAIMCAHUX Ha cTpiukax. CTpiuku
3 TeKCTOM BUKOPHCTaHi AK ePeKTHUI AeKOPATUBHHI i BOA-
HOYAC CTPYKTYPHHI eAeMeHT. 3 HUX CKAAAAETHCS XUMep-
Ha KOMIIO3HMIisl, CHMeTPUYHA I[OAO BEPTHKAABHOI OCi rpa-
BIOPH, fKa 3araAOM CXO>Ka Ha OPHAaMEeHTAAbHY BiHBETKY.
BuxopucTaHHS CTPidOK PO3IIMPUAO MOKAUBOCTI 3aIIpo-
BaAXKeHHS He AUIe TOPM30HTAAbPHUX, a 1 BEpTUKAABHUX
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2. Tpasiopa 3i 36ipHuKa
nporosiaeit Aazaps bapanosida
«Meu pyxoBHuii>, 1666

4AeHyBaHb 306paskeHHs. CTPIUKH, PO3TOPTAIOYUCH Y Pi3-
HUX HapsAMKax, OpMyBaAU XUTPOMYAPHIL 3araAbHUM PH-
CYHOK, T AKOPSIIOUHCD SIKOMY, B OKpeCAeHI AAKYHH BITHCAHO
croxerd. OKpeMo CAip 3BepHYTH yBary Ha IIPUHOM BUKOPH-
CTaHHs CTPIYKH 3 TEKCTOM SIK ITePeAady MPsAMOI MOBH Iep-
COHAXa, IO 6AYNMO Y 300paKeHHI TepaAbAUIHOTO ABOTO-
AOBOTO OPAQ, 3 PO3KPHTHX A3bOOIB SIKOTO BHXOASITD IIPY>KHO
BUTHYTIi CTPIYKHU 3 HAITUCAMM.

XyAOKHS KyABTypa. AKTyaAbHi mpobaemu. Bum. 19. 4. 1. 2023
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YIIopsIAKyBaHHS 3araAbHOI KOMITO3HUITIT IMASIXOM YAe-
HyBaHHS 1l Ha PEriCTPH Ta CeKIlii CTPiYKaMH 3 TEKCTOM 6yA0
BUKOPHCTAHO B CUMBOAIYHIl I'PAaBIOPi KHUTH <<pr614 CcAO-
Bec mponoBiguux> 1674 poxky (ia. 3). 3araaom Tyt 6aun-
MO IPOCTY Ta AOTIYHY CXeMY IIOAIAY 3aTaAbHOI KOMITO3HUINL
Ha yactuHU. Hacammepep 9iTKO CITOCTepira€eTbCs 4AeHy-
BaHHS TOPU30HTAABHO PO3TOPHYTHMH CTPi4KaMH Ha YOTH-
pu pericrpu. BopHOUac, BepxHiit pericTp AIAUTBCSI Ha ITSITh
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3. I'pasiopa 3i 36ipHEKa

e S '{‘::':" by : e i npomnosiaeit Aazapst baparosia
m WL .
BT e : =TT «Tpy6bu croBec POIOBIAHKX >,
AATAPT Lagetpbiy G po@n 4 '-:Eflé 1674

AAKYH BePTHKAASIMU 3i CTPIiUOK, 3STOPHYTHX 3MikfiKamu. B Hix
IIPEACTaBAEHO YOTHUPH IIOCTATi, ABOX aHT€AIB IT0 KpasX, KpH-
aarux boromatip Ta Icyca Xpucra, a B enTpi — Casroro
Ayxa y Burasiai roay6a. B sipyci Hikde, Tak caMo BepTHKa-
ASIMM 31 CTPIYOK, YTBOPEHO TPH AAKYHH, KPaliHi 3aliIMalOTh
apxaHrea Muxaia ta nap KocTsiHTHH, a IleHTpaAbHY — re-
PaABAMYHUI ABOTOAOBHUE OpeA. Y HIDKHIX pericrpax mo-
AlAy Ha KOMIDKHM BEPTHUKAASMU 3i CTPIYOK BXXe HEMAE, TaM

XyAOKHS KyABTypa. AKTyaAbHi mpobaemu. Bum. 19. 4. 1. 2023

.56.

CIOXKETH 3aMMalOTh BCIO MIMPHUHY peTicTpy. Y miaoMy X
3i CTpiYOK PpOPMYETBCS UiTKA CTPYKTYPa, CXOXKA HA TAOAHU-
110, IPUYOMY IO BHIIi APYCH, TO PACHILMINMI IIOAIA HA CEKIIil.

Ha tutyabHi# rpaBIopi BUAAHHS <<pr614 CAOBEC IIPO-
MOBIAHHUX>» TaKOX CIIOCTEPiraEMO CTPYKTYpPYBaHHS 3a-
raAbHOI KOMITO3UIII 3aBASIKY IIUTaTHUM BCTaBKaM Ha CTpiy-
kax (ia. 4). 3araaoM 3a AOIOMOTOI0 HUX GOPMYIOTHCS TPH
TOPUBOHTAABHI PETICTPH, B KOKHOMY 3 SIKUX CBIifl CIOXKeET.
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4. TuryAbHMIT apKyI 36ipHIKA
nporosiaeit Aazaps bapanosida
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«Tpybu cAoBec IPOIOBIAHUX>,
1674

Y BepxHbOMY peTicTpi IIpeAcTaBACHO He0O Hebec, A€ B IjeH-
Tpi 306paxkena Boromarip, y cepeAHbOMY — KHHTa 3 CiMO-
Ma [eYaTKaMH Ta ABI IPYIIM IMOSICHUX 300paskeHb CBSTUX
062614 Hel. Y HIOKHBOMY pericTpi — 3eMHuil cBiT. B Mexxax
LJUX PEeriCTpPiB TAaKOXX € HAIMCHU HA CTPIYKaX, sKi posropra-
I0TbCSI B Pi3HHX HAIIPSIMKAX, [lepeBaskKHO LuTaTu 31 CBATOrO
ITucpma, a Takox HaHCH-iAeHTH(IKATOPH — iMeHa CBATUX
06a6iy KHUI'M 3 CIMOMA [TeYaTKAMH.

XyAOxKHS KyAbTypa. AKTyaAbHi mpo6aemu. Bum. 19. 9. 1. 2023
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PosrasiHyTi 306paskeHHsI CBiAYaTh, IO B Ljeit yac Oyan
3HaFiA€HI Pi3Hi CII0cO6U CTPYKTYpPyBaTH CUMBOAIYHI KOM-
MO3UITii BXiAHUX I'paBIOp TeKCTOM. BucaoBumo rinoTesy,
10 CIIPOOU BIIOPSIAKYBATH Bi3yaAbHI TeKCTH (croxern rpa-
BIOP) TEKCTaMH BepOaAbHUMU (mipmecamu 3 KOMeHTap,qMH)
CITHPAIOTHCSI HA MOPAABHO-PUTOPUUHY CHCTEMY, sIKa OyAa
OCHOBOIO €BPOIIEHNCHKOI KYABTYPH Bip ermoxu AHTHYHOCTI
Ao IlpocsirHunTBa. OcTaHHI AOCAiAYKEHHS CBiA4aTh,
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S. ®parment rpasropu 3 <« Tpybu caoBec mponosiguux>, 1674

mo riepkoBHi inTeAexTyasn XVII cTOAITTS mMpoKo BUKOpHC-
TOBYBAAH [IPHHIIUITE PUTOPHUKH 33 HEOOXiAHOCTI AOTTYHOTO
BHKAQAY Bi3yaABHIX IIOBIAOMAEHB, i He AuIlle BepOAaABHOTO
TeKCTy. 30KpeMa, BOHU pO3POOUAHU CIIOCOOU BIIOPSIAKOBY-
BaHHs Bi3yaAbHUX IIOBIAOMA€Hb 3 BUKOPHCTAHHSIM PUTOPUY-
HUX IPUMOMIB IIPY OpraHisaljil penepryapy OpHaMeHTaAb-
HOTO pi3bbaeHHs ikoHOCTAciB [9, ¢. 154-156]. Bpaxosyroun
11e, 3aCTOCYBaHHS PUTOPUIHHUX IIPABUA AO CKAAAAHHS KOM-
MO3HILIIA IPABIOP BUAAETHCA LIIAKOM IPUPOAHUM, THUM I1a4e,
IO Ti CaMi IIepPKOBHI iHT@AEKTYaAH, SKi MMCAAU 32 IIUMHU ITPa-
BHAAMH CBOI AiTepaTypHi TBOpH, G6yAH aBTOpPaMH I IIPOEK-
TiB XyAO’KHBOTO OPOPMAECHHS THUTYAIB Ta CUMBOAIYHHX Ipa-
BIOp A0 Hux. Hampuxaaa, Ao6pe Bipomuit pakr, mo Aasap
bBapanosuy AiaMBcs cBOIMM pO3AyMaMu PO MPOEKT TUTY-
Ay A0 KHUTH < Tpy6u cAOBeC IPOIOBIAHMX > Y CBOEMY AUC-
Ti A0 Bapaaama Scuncpkoro B 1673 poui [1S, c.107-108],
AOKAQAHO OIIUCYIOYH eA€MEHTH i CeHC MaitbyTHhOTO 306pa-
>KeHHS. TOX pO3yMifoun CKAAAHICTD 3YUTYBaHHA iHPpOpMariii
B CIMBOAIYHHUX I'PAaBIOPaX, LIePKOBHI MUCbMEHHUKH PO3PO-
OASIAM IPUIIOMHE CTPYKTYPYBaHHSI CAOBOM 260 0OpaMAEHHsI
CAOBOM 306pakeHb Ha IPABIOPAX.

OxpiM BAACHE PO3pOOKHU CXeM PO3AIACHHS i pO3IOAL-
AY CIOXETIB 332 AOTIOMOI'OX0 TEKCTOBHMX BCTaBOK, 3aCTOCYBaH-
HSl PUTOPUYHUX IIPUIOMIB MOXKHA I106AYNTH, SIKIIO 3BEP-
HYTH yBary Ha po3mip mpudTy Ta Ha KOMOIHAIII0 BEAUKHX
Ta PSIAKOBHX AiTep y MiATIMCAX. HpHMiPOM, HaNTOAOBHIIIIL
TeKCTH Ha I'PaBiOBaHIN paMIii, SIKi 32 3aAyMOM HOTpiGHo
quTaTH NIepIUMH (MOXAMBO, Ije He BCTUTHYBIIM PETEABHO
POSTASHYTH caMe 306paskeHHs), BUKOHYBAAM BEAUKHMH Ai-
TepaMy, sIK Ije 3poOAEHO Ha TUTYAL KHUTH «Med AyXOBHHIT>».
TyT y BepxHiii yacTUHI paMKU MiCTATHCA ABI Pppasw, sKi oppa-
3y npusepTaroth yBary: «MIMA EMY CAOBO bOXXHE >

XyAOxKHS KyAbTypa. AKTyaAbHi mpo6aemu. Bum. 19. 9. 1. 2023
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ta «CE MEYA 3AE ABA>. Hanucu BuKoHaHi mpudToM
BEAMKOI'O PO3Mipy, [0 Pa3OM i3 BEAUKUMU AiTEPAMH OAHO-
3HAYHO IIePEeTBOPIOE IX Ha 3aroA0BOK. To6TO Ije 3aroA0BOK
Ha paMIli A0 BCbOTO Bi3yaabHOro TekcTy. Came 3 HbOTO ITO-
Tpi6Ho 3HAIOMUTHCS 31 3MiCTOM paMKH, ITOAIGHO AO TOTO,
SIK 3aTOAOBOK AO BEpOAABHOTO TEKCTY (Baacue TeKCTY KHU-
m) , BMiIIleHHi B cepeAHUKy pamku. Caip 3ayBaskuTH, mo Iii
ABI Qppasy, po3MilleHi y3A0BX IJeHTPaAbHOI OCi, IpUBepTa-
I0Tb AO ce0e CTIABKH yBary, 10 KOHKYPYIOTb i3 BAaCHe 3a-
TOAOBKOM KHUTH. I;IMOBipHO, YCBIAOMAEHHS I1bOTO epeKTy
CIIOHYKAAO BUKOHABIIiB APYKYBaTH TKCT Y CEPEAHHUKY Y ABi
$apOu, 3 BUKOPHUCTAHHSIM YEPBOHOTO KOABOPY AASL IIPUPTY
3arOAOBKY KHUTH, IO 3MEHIIHMAO II}0 CyTIePedHiCTh

IIJoao iHmuX TEKCTIB HA paMi1i, TO iepapxisa IXHBOTO
[IPOYUTAHHS, SIK i TP HABOPIi TEKCTY, BUSHAYAAACS PO3Mi-
pom mpuéry. TekcTu, siki cAip 6YAO YUTATH OCTAHHIME, BUKO-
HyBaAU APIOHUM IIPHQTOM Ta YACTO B PI3HUX HATIPSIMKAX, [1O-
AEKYAY He3PYIHUX AASL YMTAHHS, TOXX BOHU He OPaAH y4acTh
Y CTPYKTYpYBaHHi 3araAbHOI KOMIIO3UIIil IPaBIOPU YK THUTYAY.

BukxopucTaHHS CTPidOK SK BiAOKPEMAEHOTO ITOAS
AASL pO3MIIIeHHS TeKCTY 3 GYHKITi€I0 iEpapXivHO BUIOTO TeK-
CTY, HIK TeKCT 63 00paMAeHHs, TAKOXK BUSIBUBCS AyKe edek-
THUM OPUAOMOM. 3a BCi€]l CKYITIeHOCT] 300paskeHb, BIOKpeM-
AeHI PaMKOIO AIASTHKU (CTpi‘-IKa) OApa3y IIPUBEPTAIOTD yBary
1 HAAQIOTD BMIIIIEHHM TaM TeKCTaM ITPOBiAHe 3HaueHHs. B 11po-
MY A€TKO IIepeKOHATHCS, PO3TASAQIOUH BIATIOBiAHI dparmeH-
tH rpasopu. [Ipumipom, mipnucu-iaeHTHIKATOPH, pO3MI-
IIeHi IOPYY 3i CTPiYKaMM 3 TEKCTOM, — MarbKe HeIIOMITHI
(ia. 5): saruchyTHit MK CTpiuKaMu 3 IfpTaTaMu Haruc «<Lap
KocTauTnH> cripuiMaeThCs SIK YaCTHHA IPaBiilOBAHOIO TAQ.

Orke, TEKCTOBI BCTABKYU HA TPABIOPAX, OKPIM BAACHe
yHKLIT KOMEHTYBaHHS 300PaXKeHHs, BUKOPUCTOBYBAAU
SIK KOMYHIKaTUBHHUM iIHCTPYMEHT, IJ0 KePYyBaB yBaroo 4u-
Tada. 3aBASIKY Bapiarii KerAro, BAKOPHUCTAHHIO OOpaMAEHb
Ta BEAUMKHUX AiTep AAS HAIKCIB, aBTOP MPOEKTY Mir 3alpO€EK-
TYBaTH MOCAIAOBHICTb IIPOYUTAHHS IIOBiAOMAEHD Ha IPaBIO-
Pax, iepapXi4Huii IOPSIAOK iIXHbOIO COPUMHATTS (BiA CIOXKETIB
TOAOBHHX, IIO TMAKPECACHHX TeKCTOM, — AO ApyTOpﬂAHI/IX).

BucnoBku. TekcTOBI BCTaBKU BBOAUAM B KOMITO3UIIil
BXiAHMX I'PaBIOP SIK KOMYHIKaTUBHHI iIHCTPYMEHT, CIMpa-
IOYMCh Ha TPAAHIIIO BIIOPSIAKYBAaHHA IOBIAOMAEHD IIPH-
HOMaMy PUTOPHKHU. BUKOpHCTaHHS TeKCTIB SIK 06paMAeHb
AASL 306pakeHb, 3aCTOCYBAHHSI HAIKCIB, BAKOHAHUX BEAU-
KHMMHU i pAAKOBUMH AiTepaMH, 3MiHa IXHbOTO pO3Mipy, a Ta-
KO3 BIIHCYBAaHHS TeKCTOBUX BCTABOK Y BAACHI 0OpaMAeHHs
CTBOPIOBAAO i€EpapXiuHy CUCTEMY TeKCTOBUX KOMEHTapiB
Ha TPaBipOBaHMX PaMKAaX TUTYAIB Ta CUMBOAIYHUX I'PaBIO-
Pax YKpPalHCPKHX CTapOAPYKIB.

KarouoBe 3HaueHHS AASL GOPMYBAHHS KOMIIO3H-
il BXiAHMX I'PaBIOP MaAM T€KCTOBi BCTaBKHM Ha CTPIYKaX.
TexcToBi KOMeHTapi Ha CTpiYKaX BBAXKAAH He AHIIIe HeoO0xia-
HOIO CKAQAOBOIO CHMBOAIYHOTO 300paskeHHs], IO MOSICHIOE
JOTO 3MiCT, aA€ TAKOXK €AEMEHTOM OpPTaHi3allil KOMIO3MILil,
110 BUKOHYE cpyHKui}o BHYTPIIIHIX paMOK Ta HAIIPABASIE YH-
Taya y MIPOYMTAHHI Il CHMBOAIYHOI CTPYKTYPH.
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Shalinskyi L.
Etchings in the books by Lazar Baranovych: The communicative aspects of composition

Abstract. The paper addresses the compositional and communicative senses of the textual insertions to the etched frames of the ti-
tle pages and the following pages with symbolic etchings in the books Mech dukhovny (The Spiritual Sword, 1666) and Truby
sloves propovidnykh (The Trumpets of Preaching Words, 1674) by Chernihiv archbishop Lazar Baranovych. It was revealed that
the textual insertions, which are the citations from the Bible that prevail on the stretched ribbons, were used as the key structural
elements of the composition. The ribbons with citations functioned as the inner frames, dividing the composition to tiers or sep-
arate sections within the tier, simultaneously commenting the closest images. This was a practical and simple method of structur-
ing the compositions, already oversaturated with characters and senses. The ribbons for a table of sorts, the cells of which are filled
with images. In addition, more complex variant of structuring the images with textual insertions was developed. The ribbons with
citations placed symmetrically towards the vertical axis of the etching formed a separate fancy composition that resembled an or-
namental vignette with an evident decorative function. Nevertheless, even in this case the ribbon composition structured the over-
all image, while the positioning of the depicted scenes was subordinated to the overall intricate design indicated with the ribbons
of quotes. Both approaches to structuring the compositions of the first etching of the book with the textual insertions and forming
an hierarchy for reading these insertions were based on the rhetorical principles of narration.

Keywords: etching, title page, ribbon, quotation.
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Ukrainian Architects of the Baroque Age
Algorithms of the Worldview Development

AAropMTMH YHMHHUKIB q)OpM}TBaHHH CBITOTASIAY
OyAIBHHUYMX A0OH 6ApOKO

Abstract. The article raises the problem of the artistic worldviews divergence of the artist (architect) and the commissioner
of the construction. It is argued that the problem occurred due to the insufficient influence of aesthetic culture on the educational
field in general and in particular, on primary and secondary education.

In order to draw corresponding historical parallels, the subject matter of this paper is the Baroque era and the interaction of con-
temporary architects and commissioners. It is hypothesized that the commonality of artistic worldviews in this tandem was a key
reason for its success. Therefore, identifying and investigating the formative factors of a common worldview of the educated circles
of the Baroque era may be projected to modern times as an illustrative example of socially relevant architecture.

A wide range of approaches was used as the problem was considered within the axis of “culture—education—society” and in var-
ious aspects. The scope of identified factors determined the interdisciplinary nature of the study.

Keywords: construction, Baroque era, worldview, education, upbringing, seven liberal arts, aesthetics.

Introduction

According to the Argentinian researcher and educator
Ines Aguerrondo (Aguerrondo, 1993), the field of culture
should set and formulate objectives for the sphere of ed-
ucation regarding the reproduction of the cultural matrix
in the next generation.

According to Aguerrondo, a crisis in culture is directly
related to the non-fulfillment of the given formula. On the one
hand, the field of culture does not have a decisive influence
on the set of objectives of education, and on the other hand,
education, being detached from culture, openly ignores
aesthetic education, especially in primary and secondary
schools. Ukrainian educators are rightly pointing out to this
problem as well (Andrushchenkoet al., 2015).

The divergence of the aesthetic education of the grad-
uates of the non-art specialization and those entrusted with
the task of working in the creative cultural field has caused
degenerative phenomena in culture, including an extreme
decline in the level of mass tastes. Every branch of culture,
every art, and direction, regularly faces this problem.

The mass audience does not need high-quality music,
or art films, and an urban developer (as an initiator of mass
construction), in general, does not require high-quality ar-
chitecture. Therefore, even now artists, gifted and trained
to create real art, consistently and ceaselessly enriching
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culture, feel that they are not in demand. The way out
for them is to obey the aesthetically inappropriate require-
ments of the commissioner or to stay true to their principles
and lose an income. The result is the distortion and deg-
radation of the cultural space in all its dimensions. An ex-
tremely disharmonious urban environment created by de-
velopers, low-quality, low-intelligence television and radio,
low activity of the state and city councils in the develop-
ment of cultural infrastructure, as well as complete passivi-
ty in the protection of historical monuments and sites—all
these features are signs of a deep divergence in the aesthet-
ic worldviews of the mass audience and artists, architects,
and cultural figures as executors of the urban development.

It is proposed to use the successful experience
of the Baroque era to resolve this contradiction. During
this period, the tastes of the commissioner and the archi-
tect were ideologically close, which enabled the creation
of a large number of high-quality works of all arts. It is of-
fered to study the reasons for this success on the example
of the Baroque era architects.

Literature Review
The mentioned topic was not previously discussed
in Ukrainian research publications, yet, certain aspects
of the problem were investigated in the relevant fields.
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G. Logvin, P. Yurchenko (1970), and L. Miliaieva (2003)
produced comprehensive outlines of the history of Ukrainian
architecture. The history of the Kyiv-Mohyla Academy was
covered in the 19th-century studies by V. Askochenskiy
(1856), Ye. Bolhovitinov (1825), and Tytov.

There were research publications on pedagogy such
as by V. Andrushchenko et al. (2015), M. Fitsula (2006),
A. Schleicher (2018), 1. Aguerrondo (1993). The history
ofeducation was expoled by C. Constantinades, H.-W. Kruft
(1994), R. da Costa.

Sociocultural and philosophical aspects were consid-
ered by A. de Benoit, J. Baudrillard, A. Giddens (2004),
S.Krymsky, J. Ortega y Gasset, E. Panofsky.

The study of home education and upbringing during
the Baroque era is based primarily on the memories
of I. Timkovsky. In addition, ancient textbooks on archi-
tecture, including J. Wilhelm (1668), were used.

Aim of the paper
This study aims at identifying and investigating the for-
mative factors of the cultural and artistic outlook of the cul-
tural figures during the Baroque era.

Results and Discussion

In this paper, the term “builders” is used for the for-
mer party in the tandem “architect—commissioner,” as he
was such, first, by profession and, second, by mission. It was
proved that the success of such interaction was determined
by the effectiveness of European education at that time,
which was the basis of the Mohyla Academy found-
ed by Petro Mohyla. Several examples of such tandems
of builders and commissioners (Ivan Mazepa and Ivan
Zarudny, Petro Mohyla and Octaviano Mancini, Pavel
Rimlyanin and the Lviv brothers, Lazar Baranovych and Ivan
Samoilovych with Johan-Baptist Sauer) would be descrived
further on. As a result of such cooperation, many architectur-
al masterpieces emerged. The ideological kinship of the both
parties of the tandem, in particular in the field of architecture
and art, was the main prerequisite for their successful interac-
tion and creation of many architectural landmarks of that era.

It would be hard to determine the reasons of this high
effectiveness, both quantitative and qualitative, of the build-
ers of the Baroque era without establishing the factors un-
der the influence of which their worldview was formed: its
architectural and artistic component.

The traditional folk wooden architecture was the
only identified and studied factor in Ukrainian science.
The degree of its influence on the Ukrainian architecture
of the Baroque era was deeply and comprehensively inves-
tigated by several authors, such as H. Logvyn, L. Grabar,
P. Yurchenko, V. Vechersky, and V. Samoilovych.

At the same time, in this paper four other factors would
be identified: home education and upbringing; education
under Seven Liberal Arts; academic traditions and rituals;
manuals, and practical recommendations of the time.
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This paper presents a new, interdisciplinary approach
to the study of these factors: consideration of the educa-
tion system is an educational and pedagogical objective;
the study of traditions and rituals is a cultural and sociolog-
ical sphere; consideration of the role of architectural man-
uals is the area of the history and theory of architecture,
as well as the actual analysis of the activities of tandem ar-
chitecture executors.

These factors will be presented in the chronological
order: the first would be the factors that shape the worl-
dview—home education and home upbringing, expem-
plified by the memoirs of I. Timkovsky. The fundamental
components of the worldview of the upper classes during
the Baroque era were early education, high-quality lectures
for adults, upbringing and learning in the family circle, pe-
riods of monastery stays, propedia in the form of “Primer,
Horologion, Psalms,” and live-in private tutors. At that
time, home education and upbringing since childhood
laid the foundations of a holistic worldview and Ukrainian
Orthodoxidentity and morality in a person, preparing a child
for the next educational step in a collegium or academy.

A unique figure in the history of Ukrainian edu-
cation and a representative of the family of the Hetman
nobility was Illia Tymkovsky, whose memoirs (Zapiski
Illi Fedorovicha Timkovskogo, 1874) were the typical
model of home education and upbringing for the fami-
lies of the Cossack Hetmanate aristocracy. I. Tymkovskyi
wrote his memoirs, Notes, in the early 1850s, emphasizing
the level of home education and upbringing during the time
of Cossack Hetmanate in Ukraine. This is particularly inter-
esting, as it illustrates a significant reduction in the require-
ments for home education and upbringing in the Russian
Empire in the mid-19t century in comparison with their
specifically Ukrainian model.

Illia Tymkovskiy remembered Cossack Hetmanat in its
last years. He was raised within the established, deeply con-
servative tradition of home education with unprecedent-
edly high standarts (in comparison to the present time).
He notes that upbringing and education were closely in-
tertwined. A significant part of the training was performed
by the parents. His mother taught him Old Church Slavonic
and father taught him Latin. He borrowed his first books also
from his his father (Zapiski Illi Fedorovicha Timkovskogo,
1874, p. 1390), including Kurganov’s Pismovnik (Grammar),
Economy by Franciscus Philippus Florinus, History of the Fall
of Troy, humorous sketches Laughing Heraclitus, The Ancient
History by Charles Rollen, Golden Times Marcus Aurelius,
and Enchiridion by Epictetus. Notably, children were offered
the literature for adults.

An important and traditional addition to home edu-
cation was the custom of leaving children under the care
of monks or nuns of a monastery for several months.
In the case of I. Tymkovsky and other children of this family,
it was the Zolotonosky Convent, where he spent the spring
and summer of 1778, and the teachers and educators were
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the nun Varsonofia and her niece, the nun Ippolita (Zapiski
1li Fedorovicha Timkovskogo, 1874, p. 1384).

The involvement of educated and pious relatives
in home education and upbringing was also a widespread
practice, in the case of I. Tymkovsky, his education was con-
tinued after the monastery by a distant relative of his uncle,
a comrade in arms of Kyriak Petrashevich, a nun of the Kyiv
Jordanian (Frolovsky) monastery, sister Anfisa. The pious
nun also taught the children to sing church hymns.

Primary school education at the church was not sep-
arated from the home environment. This is evident from
the fact that the father himself chose where and under
called for a dyak
(deacon), earlier described as mister Vasil, with a long braid
hair, and I was taken to his school for the Book of Hours.”

Church school included three classes: Primer,

whose care to send his son: “Father ...

Horologion, and Psalms. The last two included writing
(M. Maksymovich, recalling this, notes that the author
of this course was St. Cyril himself— a creator of Old
Church Slavonic). From the third grade, students were re-
cruited for a special irmoloy class for church singing three
times a week.

An interesting phenomenon was the so-called epiti-
tions, when the students of Mohyla Academy and seminar-
ists tutored during the summer vacations. This was their way
to earn money and a great opportunity for wealthy families
to organize high-quality live-in tutoring for their children.

“In the early spring, two blue kirei appeared in the yard.
They are called to the chambers. They were Pereyaslav sem-
inarists, and, as was the custom during the time, they asked
for some allowance, so-called epitition. Our newcomers pre-
sented our father with an oration on a decorated sheet of pa-
per. He talked to them and checked their papers and hand-
writing. He hired the first one as my mentor and the second
he endowed with something” (Zapiski Illi Fedorovicha
Timkovskogo, 1874, p. 1389). “Mister Nikita, or, as my fa-
ther called him, mister-philosopher and simply Nikiy, was 28
years old; he walked in a short blue zhupan (a loose coat)
and a red belt. His had curly trimmed hair and massive
black mustaches. He separately taught each of us the Book
of Hours [Horologion] and the Psalms, non-religious read-
ing, Latin literacy, and writing on paper. We studied at the ta-
ble, and more in the yard, somewhere in the shadow”

The second factor of influence on the individual during
the Baroque era, which chronologically corresponds to youth,
was education in collegiums or academies. Education at that
time was based on the Seven Liberal Arts system.

Its aim was education a universal person—a polymath.
Seven Liberal Arts focused not only on general knowledge
but also developed a holistic Christian worldview with
a strong moral foundation, without which education was
considered harmful.

In addition, in Italy since the 15t century, the process
of transferring the fine arts and architecture from crafts to Free
or Noble arts began. This process was substantiated by several
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significant figures of that era in their theoretical works. This
resulted in the official delineation of the artists from the craft
guilds and workshops in the 16t-century Italy. At that time,
the synthesis of Seven Liberal Arts and art education occured.

M. Fitsula, Ukrainian researcher of pedagogy, noted:
“The subject of higher school pedagogy is the process of form-
ing a spiritually rich, conscious, worthy citizen” (Fitsula, 2006,
p-8). The pedagogy of the Mohyla Academy of the Baroque
era was based on similar pillars. The formation of a universal
polymath person was the fundamental aim of the education
under Seven Liberal Arts. In the Mohyla Academy, the ob-
jective of outlining the Ruthenian (Ukrainian) Orthodox-
Christian identity was added. It was based on a clear identi-
fication with Kyivan Rus and the awareness of being direct
successors of it, with the idea of Kyiv as the second Jerusalem.
A graduate of the Academy was a comprehensively and quali-
tatively educated and spiritually rich person with a conscious
religious and ethnic identity.

The Academy ensured the implementation of the
functions, still relevant in the 215t century: educational,
developmental, and professional development. Students
received systematized scientific knowledge, as well as ac-
quired relevant abilities and skills to apply them in prac-
tice. The Academy educated the student, forming a devel-
oped personality based on Christian Orthodox morality
and European academic traditions.

A creative and comprehensively developed personality
was the general standard of education under Seven Liberal Arts.
This approach resulted in a large number of literary and artistic
masterpieces: literary and musical heritage of Dmytro Tuptal,
Ivan Mazepa, Lazar Baranovych, as well as of the graphic artist
Ivan Mygura who taught the cource of Poetics in the Mohyla
Academy. The architect Ivan Zarudny and his commission-
er, Ivan Mazepa, were both graduates of the Academy, having
a common worldview formed at the institution, in particular,
architectural and artistic orientation.

A convincing proof of the success of the professional
function of the Academy was the fact that practically the en-
tire political, military, church, intellectual, and adminis-
trative elite of Ukraine consisted of graduates of the Kyiv
Academy or other similar collegiums established later.

It is important to emphasize that a polymath or a ver-
satile person, such as the graduates of the Academy, was suf-
ficiently competent not only in their future profession. This
resulted in the affinity in the architectural and artistic worl-
dview between the graduates of the academy when they en-
tered into the relationship of a commissioner and an archi-
tect. This statement is also true in cases of communication
between the graduates of the Mohyla Academy and any oth-
er collegium or academy in Europe during the era.

The third factor was academic traditions and rituals,
which played a vivid, important, and integral role in the life
of educational institutions of the Baroque era, forming
the worldview of students. The Kyiv-Mohyla Academy
was no exception in this regard. Following the best models

Artistic Culture. Topical issues. Vol. 19. No. 1. 2023



Anton KOLOMIETS

Ukrainian Architects of the Baroque Age

of European schools, Petro Mohyla used the idea of student
fraternities-congregations that had specific rituals of admis-
sion. A certain number of modern Western universities have
preserved some of the historical traditions and important
rituals to this day.

A. Giddens noted that the very structure of the social
system consists of regularly reproduced practices in space
and time, their meaning consists in the continuation of the life
of the social group as such: “The defining features of tradition
are ritual and repetition. Rituals, ceremonies, and repetitions
play an important social role that is understandable and un-
der which most organizations, including governments, oper-
ate. What is special about tradition is that it outlines some-
thing like the truth. For one who follows traditional practice,
no questions arise about alternatives. Despite all the trans-
formations, traditions preserves the core of activity and is,
in general, indisputable” (Giddens, 2004, pp. 34-35).

Among the traditions and rituals of the Kyiv-Mohyla
Academy, the following are specifically interesting: con-
gregational or fraternal elections of Congregation Prefects
and promulgation (announcement); philosophical debates;
theatrical performances or mysteries; Kyiv vaiyas; epiti-
tions; academic or fraternal holidays; funerals of teachers;
disputes; summer recreation; book publishing.

As A. Giddens noted: “Traditions are necessary and will
always continue to exist because they give strength and form
to life. Academic life is an example. Everyone in the academ-
ic world works within traditions. Even academic disciplines
as some entities, such as economics, sociology, or philos-
ophy, have traditions. The reason is that no one can work
based on complete eclecticism. Without intellectual tradi-
tions, ideas have no core or direction” (Giddens, 2004, p. 37).

In the realm of tradition, the past structures the pres-
ent through some shared collective beliefs and feelings
(Giddens, 2004, p. 38). Thus, traditions and rituals formed
in the students a sense of social structure and at the same
time a sense of belonging to an educated communi-
ty. The future active member of this community has al-
ready been well integrated into the existing social fabric,
accepting the rules of societal existence, and participating
inimportant regularly reproduced practices, thus, nurturing
the tradition, and ensuring its endurance. A separate con-
sequence of this was a person’s attentiveness to tradition
and awareness of its practical value, the theoretical justifi-
cation of which was substantiated later.

The fourth factor was the architectural textbooks. Their
influence on construction in the Baroque period was obvi-
ous because the artistic outlook of the builder was largely
formed based on such textbooks. It is an established fact that
atleast two architectural textbooks had been known in Kyiv
during the 17t century. The first was Serlio’s famous treatise
on architecture. According to L. Miliaieva (Miliaieva, 2003,
p- 163), the representative of the Bologna school, Octaviano
Mancini brought this book with him. The latter came to Kyiv
upon the invitation of Petro Mohyla for the professional
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support of Petro Mohyla’s program of the reconstruction
of temples of the Rus era and new ventures.

The second textbook was a book by Johann Wilhelm,
Architectura civilis, arguably brought by Antoniy Tarasevich.
This assumption is based on the fact that this book was
in his library collection.

While the “Ukrainian” history of the Serlio’s text-
book was researched by L. Miliaieva in detail, the same
could hardly be stated in regard to Johann Wilhelm’s work.
In general, the library collection of Antoniy Tarasevich
was only recently studied by Ukrainian historians. In her
paper “The New Life of Art Books,” H. Shustina (2008)
gives a brief description of this book collection and certain
books. Having researched the content of Johann Wilhelm’s
book, she concluded that it launched an architectural
trend for Kyiv architects of the Baroque era. Namely, it de-
fined the form of domes in Ukrainian sacral architecture
of the 17th-18th centuries. The onion-shaped domes with
a distinctive kovnir (interception) appeared in Ukraine.

It may be hypothesized that the origins of the dome
with a distinct hood, the onion shape, are characteris-
tic of the temples of the Ukrainian Baroque era. Hanno-
Walter Kruft in his book A history of architectural the-
ory: from Vitruvius to the Present devoted a small text
to Johann Wilhelm’s Architectura civilis (Kruft, 1994),
and Hans Schindler, a researcher of the history of onion
domes in Europe, in his article “Concerning the Origin
of the Onion Dome and Onion Spires in Central European
Architecture” (Schindler, 1981) searches for the oldest ex-
amples of the use of such domes in Europe. The restorer
and artist Vadym Shevchuk is currently conducting research
on Antoniy Tarasevich’s book collection.

A dome (banya) of the so-called Mazepyn Baroque
(or Ukrainian Baroque), became widespread not only
in Ukraine but also in remote regions of the Russian
Empire. Its form became a trademark of Russian religious
architecture. However, the history of the origin of such
a dome points out at its Ukrainian origins.

Antoniy Tarasevich, having studied in Germany,
in the workshop of the brothers A. and F. Kilian in Augsburg,
naturally, chose a German textbook (handbook) on archi-
tecture. In general, Tarasevich’s books, who was the head
of the Lavra printing house at the time and an outstanding
artist, served as textbooks for the students of the Lavra paint-
ing studio, which, according to the author, was an “Art faculty”
of the Mohyla Academy. The presence of this textbook and an-
other textbook on architectural perspective in the collection
allows us to assert that architecture was studied in the Lavra.

It is obvious that the forms of the domes in the figures
16 and 17 (Wilhelm, 1668) are almost identical to the forms
of the Mazepa Baroque. The practice of directly using draw-
ings and diagrams from textbooks in architecture was gen-
erally accepted, and Ukrainian architects, apparently liking
these options, used the forms proposed in the book in sev-
eral iconic buildings of the time.
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Therefore, in the mid-17th cen-
tury, the onion domes with a distinct
hood (intersection) appear in Ukraine.
By the end of the 17th century, this
shape becomes extremely popular
and in the 1695 Ushakov’s plan of Kyiv,
there is a large number of just such
domes on Kyiv temples (Alferova &
Kharlamov, 1982).

It is possible to trace the circum-
stances and date of the appearance
of Johann Wilhelm’s book in Kyiv:
Antony Tarasevich probably brought
it from Augsburg as part of his library
in 1688. However, this does not mean
that this guidebook, which is very pop-
ular among European builders, was not
known in Ukraine before, because it was
first published in 1649 and reprinted
in 1668. A large number of Ukrainian
baroque churches have forms of domes
that exactly repeat or imitate the forms
shown in figures 16 and 17 (Wilhelm, 1668). Therefore,
it may be claimed that well-known onion domes in Ukraine
directly originated from Johann Wilhelm’s textbook.

Conclusions
The success of interaction between the commissioner
and the creator of the cultural and artistic product was stud-
ied using the example of the Baroque period. The fundamen-
tal reason for this success was the deep affinity of the aesthetic
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AATOPUTMY YMHHUKIB pOPMYBaHHS CBITOIAsIAY 6yAiBHIYMX AO6H 6apoko

Anoranis. ITopymeno npo6aemy AUBepreHIii MUCTELIbKHX CBITOTASAIB MUTLS (RpXiTeKTOpa) Ta 3AMOBHHUKA. APIyMeHTOBaHO,

mo HPO6AeMa BHHHKAQ 30KpEMa Yepes HeAOCTaTHifI BITAUB raAy3i KYAPTYPH Ha I'aAy3b OCBITH 3araAOM Ta 6PaK €CTeTUYHOI'O BUXO-

BaHHA y TIOYaTKOBill Ta CEpeAHil OCBiTax.

3 MeTo10 TIOUIyKy YCl'IiIIIHOI‘O iCTOpI/I‘{HOI'O AOCBiAy 3aAAS TIOAQAABIIOTO noro BHUKOPHCTAHHS Ta IIOAOAAHHS O3Ha4YeHO1 HP06AeMI/I

06paHo A0by 6apOKO Ta SIKiCHY B3a€MOAIIO TOrOYACHHX apXiTEKTOPIB Ta 3aMOBHHKIB.

Po3srasHyTO CIiABHICTD MECTELIPKHX CBITOTASIAIB Y ITbOMY TaHAEMi SIK KAIOUOBY IPHYUHY HOTO YCHIITHOCT], BUSBAEHO Ta AOCAIAXEHO

YUHHHUKY (pOPMYBAHHS CILIABHOTO CBiTOTASIAY. AOBEAEEHO, 11O 11i YMHHUKK B CYKYITHOCTi GOPMYBAAM CBITOTASIA OCBIiYEHOI AFOAUHU

Ao6u 6apoxo. ITTnpoxuit criekTp MAXOAIB 3yMOBAEHO THM, IO POOAEMA OKPECAEHA Y MeXKaX OCi «KYABTYPa — OCBITa — COLIiyM>,

o 06yMOBA10€ posrasp il y pisHuX acrexTax. Aiara3soH YMHHUKIB TAKOXK BU3HAYMB MDKAMCIUIIAIHAPHUI XapaKTep AOCAIAXKEHHSL.

Katouosi crosa: 6GyaiBHIYI, 6apOKO, CBITOTASIA, OCBITa, BUXOBAHHS, CIM BIABHIX MICTELTB, ECTETHKA.
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baraabHa TemaTyka B YKPaiHCBKOMY oq)opTi
TePIIOI TIOAOBHHU XX CTOAITTH

Battle Themes in Ukrainian Etching
of the First Half of the Twentieth Century

AwnoTanis. YkpaiHchkuit 0$popT mepuroi oA0BUHU XX CTOAITTS POSTASIHYTO KPisb IIPU3MY 6ATAABHOIO XXAHPY B KOHTEKCTi TOro-
YaCHHUX CTHAIB Ta HAMPSAMiB MUCTEIITBA, A TAKOXX BIIAUBY €BPOTEHChKUX MAHCTPiB. 3a3HaueHUH MTepioA XapaKTepH3yEThCs AKTUBHHU-
MU COL[{OMOAITHYHIMH Ta COLOKYABTYPHUME 3MiHaMH. TeOpeTHIHO0 623010 AAST AOCAIAYKEHHSI CTAAM MPAL}i BITYU3HSIHIX MHCTe-
LITBO3HABIB Ta KyABTYpOAOriB. [TpeaMeToM po3BiKu € 0POPT Ta OCOOAMBOCTI HOTO iCHYBaHHS Y NEPiOA COLIOKYABTYPHHEX 3py-
meHb. [TpoBeaeHO aHAAI3 OCHOBHUX TOUOK B3a€MOAT yKPATHCHKOT Ta EBpOTIeHChKOT IpaBiopy. BcTaHOBAGHO, 0 OCHOBHMMM TOYKAMU
TIePeTHUHY ABOX KYABTYP € OCBiTa Ta BUCTABKOBA AiSAbHICTD, 3aTI0O3UIeHHs Ta HacAipyBaHHA. CHOPMOBAHO ABi IPyIH XyAOXKHUKIB
3a IXHIM CTOCYHKOM AO Bi¥fHH. 3’SICOBaHO, 1110 XyAOXKHHKH, SIKi MAIOTh (e310CepeAHiil CTOCYHOK AO BIlTHH, OTPHMYIOTh GiABII SIKiCHI
Ta AOCTOBIpHIIlli MATOTOBYI MaTepiaAl AASl CTBOPEHHS XYAOXKHBOTO TBOPY. OKpecAeHO OCHOBHI PHCH €BPOTIEHCHKOTO MUCTEIITBA,
IO CTAAH IIPEATEYOI0 AAS YKPATHCHKOTO 0pOopTY. BusHaueHo, 1110 FOAOBHMM 3aBAAHHAM XYAOXKHHKA-TPaBepa, IKHI MPAITIOe B MeXKax
6aTaABHOTO XAHDY, € 30ePeKeHHs eCTEeTHIHOI CKAAAOBOI TBOPY. BOAHOUAC MUTEIIh Ma€ [IePeAATHU TASAAYEB] BCIO AFOTD Ta SKAXITTH,
PeaAiCTHYHICTD Ta AOCTOBIpHICTD BiftHH. MeTOAOAOTIUHI 3aCaAM AOCAIAKEHHS IPYHTYIOTHCS Ha IIPMHIUIN iCTOPHU3MY Ta CUCTEM-

HOCTI, sIKi 3a6e3r1eqy}oTb 06 eKTUBHUI TeOPeTHUYHUH MAXIA.

Karonogi crosa: rpadiune MucTenyTBO, 0)OPT, CTHAD, GaTasbHa TeMaTHKA, TBOPYicTh O. KyABunibKoi.

ITocranoBka npo6aemu. I'padiune MUCTEITBO aKTHB-
HO BUKOPHCTOBYIOTb y KHIDKKOBIM IAIOCTpallii Ta IAAKarTi,
i A 3aci6 IIPOTIATaHAM BOHO BiAIrPa€ BaXKAUBY POADb B €MO-
L[iHOMY Ta iHTeAeKTyaAbHOMY pOpMyBaHHI 0COOHCTOCTi.
Came TOMy rocTpi CI0KeTH, AUHAMIYHI 00pasH Ta KOMIIO3HU-
1jis 6aTaABHUX CIIeH HaOyBaOTh OCOOANBOTO 3HAYEHH 3 IICH-
XOAOTIYHOI, IeAArOTiYHOl, MATPIOTUYHOI Ta MUCTEIIbKOI TO-
9oK 30py. Sk 3a3Hauraa MupocaaBa Myapax: «YkpaiHcpka
rpa¢ika, BUAIIOBIIM 33 MeXi aKaAeMiYHOTO CTaTyCy, CTaAd
3acoboM MOMMpPeHHs iHPOopMarlii: XyAOXKHUKH I-i mosoBu-
HE XX CTOAITTSI HAMAaraAuCh 3MiHUTH “TIOBOEHHE CYCITiAB-
CTBO 4epe3 OcBiTHil noTeHyiaa 06pasHoi mosu > [ 13, c. 10].

3MiHn Y PO3BUTKY IrpadiqHOro MHUCTEIITBA BiA6yBa—
AWCh TAPAAEABHO 3 iCTOPMYHUMU Ta KyABTYPHHMHU IIpoIieca-
MH ITepIIoi MOAOBHHHU XX CTOAITTS, SIKi HAAUXaAU 6araTpox
YKpaiHChKUX XYAOXKHMKiB-rpadikiB Ha TBOpuUi pedaekcii.
Hepaocraras KiAbKiCTh TEOPETHYHUX Ta MPAKTHYHUX IIPALlb
MIAKPECAIOE FOCTPY HOTpedy y CTBOPEHHI HOBHX HAYKOBO-
MUCTEIbKMX AOCAIAXKEHD Ha IO TEMY.

SlckpaBi XyAOXKHI 06pa3u Ta eMOLifiHe Hallpy>KeHHsI
€ BOKAMBHMH Ta XapaKTePHIMH CKAAAOBHIMH 0QOPTiB i3 30-
OpaxeHHSIM GATaABHUX CIeH, a IIOEAHAHHS PI3HUX CTHAIB
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Ta HAMPSIMiB MUCTEL[TBA, aKTyaAbHUX Y BIATIOBIAHMIL IIEPIOA,
pO6UTD MUCTENTBO GIABII AOCTYIIHIM Ta CIIPHSIE AyXOBHO-
My 36aradyeHHIO TASIAQYA.

Amnaai3 ocTaHHIX AOCAIAKeHSD i myGaikaniit. [TuranmsIM
PO3BUTKY BidyaAbHOTO MUCTelTBa B Ykpaini XX-XXI croair-
st IprcBstaeHOo MoHOrpadiro B. Cupopenka [7]. opmysanns
XYAOXKHBOTO 00pasy SIK eAeMEHTY KHIDKKOBOI 1AToCTparii Ae-
TAABHO IIPOAHAAI30BAHO B 0AraTbOX IPALISIX PAASHCHKIX MIC-
TEIITBO3HABIIIB, 30KpeMa B poborax €. Kibpuxa (4, c.89]
i H. Co6oaesa [4, c. 104]. I'paBropy B KOHTEKCTi yKpaiHChKOL
KyAbTypH BuB4aB A. AntonoBmd [9, c. 346]. Cepea cydacuux
AOCAIAHMKIB rpadiku XX CTOAITTS CAiA BIASHAYUTHU AOCAI-
axenns O. Aaryrenxo [6], H. Beaiuko [ 1], M. Myapax [8].

HoBusHo10 AOCAIAKEHH € Te, O YKPaiHCHKUH 0popT
nepoi MoAOBHHHU XX CTOAITTSI pO3TASHYTO Yepe3 MPU3MY
6aTaAbHOI TEMaTHKH, B KOHTEKCTi CTHAIB Ta HaInpsMiB MHC-
TeITBa 0O3HAYEHOTO NePiOAy, BIIAUBY €BPOIEHChKUX Maii-
CTpIB, @ TAKOXK OCOOAMBOCTEN TEXHIYHUX [IPUIOMIB CTBO-
PeHHSA IrpaBIop.

Merta AOCAiAKeHHS: BUSHAYUTH XapaKTePHi CTHUABOBI
Ta TeXHI{YHI 0COOAMBOCTI 300paskeHb OATAABHUX CLIEH, CLIeH
HACHAAS Ta BiliH y TexHini opopTy.
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3aBAAHHS: TIPOAaHAAI3yBaTH PO3BUTOK YKPAiHCHKOL
rpadiky B iCTOpUYHIN peTPOCHEeKTUBi; BUBYUTH Teope-
THYHHI Ta IPAKTHIHHUNI AOPOOOK YKpaiHChKOro 0popTy
nepuroi MoAOBUHU XX CTOAITTS; AOCAIATH BIIAUB CTHAIB
1 HAapSAMiB MMCTENTBA, A TAKOXK 3aKOPAOHHUX XyAOXKHHKIB
Ha YKPAiHCbKHIT 0QOPT IepuIoi MIOAOBHHU XX CTOAITTS.

Buxaap ocHOBHOTro MartepiaAy. Y IIbOMY AOCAiAXKeH-
Hi 6yae pO3IASIHYTO ABI AiHIi pO3BHTKY IrpadiyHOrO MUCTEL-
TBA, SIKi TICHO IIOB’sI3aHi MK CO60I0 — YKpAiHCBKY Ta €B-
POIENMChKY I'PaBIOPY, IXHE iCHYBaHHS B TaPAaAMIMaX CaMO-
CTiFIHOTO PO3BUTKY i B3A€EMOAOTIOBHEHHS. ¥ TIeBHi icTopuyHi
MOMEHTH Yepe3 YKpaiHy MpOXOAsLTh Mexi Bororounx Cxoay
i 3ax0Ay, 3rOAOM BiAOYBa€ETHCSI IIOAIA Ha YACTHHH, IIPOTOAO-
meHo AT 3ayku y 1919 pouji, i 3pemroro, BiaOyBaeTbcs BTpa-
ta CobopHocTiy 1923 pori. 3araaoMm y 1eit mepioa Ykpaina
CTa€ TOYKOIO HA CBITOBIM Malli, A€ TePeXPeNyroThCA Halupi3-
HOMaHiTHimi corjionmoaiTuyHi iaei. ITapaseabHo 3 umu po-
I[ecaMH, Ha PO3BUTOK YKPAIHCHKOI KYABTYPH MAIOTb BIIAUB
SIK 3aXiAHI TpaAMITL, Tak i cXipgHI. Y MeXax IIbOro AOCAiAXKeH-
HS yKpaiHCBKHIT 0POPT mepIroi moAoBUHM XX CTOAITTS po3-
TASIAAETBCS KPi3b IIPU3MY €BPOIIEHCHKOI rpaBlopH. BopHOYAC,
YKPalHCBhKi MHTIIi 3MOTAH 36eperTH HaI[iOHAABHI TPaAUIIil
Ta Axepeaa. Ipadika, 30cepepsxeHa HABKOAO GaTaABHOCTI,
Bipirpae Taky » poAb AAf icTOPpii YKpaiHH, SK i iAlocTpariid,
1110 IpHKpamae 00KAaAnHKY KHUTH. Lle cBoepiaHa apxiBaryis
TpariyHUX CTOpiHOK Hamoi icropii. O$popTH MovaTKy MUHY-
AOTO CTOAITTSI ChOTOAHI AOIIOMAraloTh He AMIIe OXapaKTepH-
3yBaTU 260 03HaUUTHU KOHKPETHHMM ITePiOA 91 ITOAIIO, 2 1 Bip-
TBOPUTH BAACHY AYMKY Ta eMOIlifiHe OCMHCAEHHS MUTIIEM Bi-
VHH Ta MO, GAM3bKIMHE 32 XapakTepoM A0 Hei. Kpim Toro,
rpadika — Ije 3aci6 BIIAMBY Ha IASIAQYA, SIKIO PO3TASIAQTH
TBip MUCTEIITBA B KOHTEKCTi TOIO YaCOBOI'O IPOMIXKY, B SIKO-
MY BiH HAapOAXKYETDCS.

Orxe, ykpalHCBKe rpadivHe MUCTEIITBO PO3BUBAAOCDH
3aBASIKU 30aradeHHIO Yepe3 aKTHBHMUIL 3B 130K 3 €BpOIIEi-
CBKUMH XYAOXKHIMH TPAAMIISIMY Ta ITParHeHHsIM 30epertu
MHCTEIIbKY Ta BUAABHUYY KYABTYPY YKpainu: «IIpoTsarom
XX cTOAITTS yKpalHChKa ApyKOBaHa rpadika 3a3HaAa M He
HanOiABIIEX TpaHCPOPMAIiF 3a CBOIO icTOPif0. 3B’ 530K
YKpaiHCbKOI rpadiky i3 €eBpONeNChKUMHU TPAAHUIIISIMU TIPO-
CAIAKOBYETBC i€ Bip PEHECAaHCHUX Ta OAPOKOBUX IPaBIOP
CTapOAPYKiB. AKTHBHE ITAAOMHHUIITBO YKPaiHCHKUX MHTIB
3aKOPAOH y Hepumiit Tpetuni XX CTOAITTS cripusiao 36ara-
YEeHHIO XYAOXKHIX TPaAHMITii Ta pOpPMYBaHHIO BAACHOTO CTH-
AIO i3 pucaMu MOAEpHY Ta aBaHrapay> 2], — 3a3HaaroTh
KypaTopH OAHi€l 3 HAIMACIITAOHIIINX BUCTABOK THPAXKHOTO
MHCTeNTBa B YKpaiHi.

PosBuTox rpadivHoro MucrenTna nmoyarky XX cro-
AITTSI BUCBITAIOBAB y CBOIX p060Tax yKpalHChKHUIT iCTOPHK
MucTenTBa A. AHTOHOBHY. 30KpeMa, y Ipalli < YKpalHChKa
KYABTYpa: AeKIlii 3a pepakiieo AMUTpa AHTOHOBHUYA >
BiH 3a3Hauae, mo came Ha 3aami XIX i XX cToAiTh Xyp0XK-
HHKiB-IpaBepiB MOXXHA 3apaXOBYBaTH AO CHMBOAICTiB,
«aAe IX TBOPYIiCTb OyAa TIABKY IIEPEXOAOBHM €TAIIOM, SIKHIT
Ba>KAMBUI TOAOBHMM YMHOM THM, IO IepeBiB rpadiky
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BiA KOTIifOBaHHS, Ha siKe 3iitmaa rpasiopa XIX cr., o0 camo-
criitHoi TBopuOCTi> [9, c. 378]. TakuM 4MHOM, Ha IOYATKY
XX cTOoAITTS ApyKOBaHa rpadika CTa€ MOMYASPHUM BUAOM
mucrenTsa. fk 3a3Hauae O. AaryTeHko, « ... MancTpu rpadi-
KM IIOCTaBHAM BEAUKY KiABKICTDb 3aBAAHD — SIK CY'TO XYAOXK-
HiX, $iA0COPCHKUX, TaK i COIIAABHUX, CYCITIABHO-ITOAITHY-
HUx> [6, c. 17]. 3 ycix BUAIB rpaBIOp, Y4MMAAO XYAOKHHKIB-
rpaBepiB 5K Y CBiTi, TaK i Ha TepeHaX YKpaiHM 3BePTAIOTHCA
A0 0dpopTy Yepes Oro BUpaskaAbHHI MOTEHIliaA.

Odopry, Ha SIKUX 300pasKeHO GaTaAbHI CLIeHH [epLIO]
OAOBHHU XX CTOAITTS], CLIeHH BOEH i IIOB A3aHMUX 3 HEIO XKa-
XiTh, IONPH LIKaBiCTh IXHPOT'O TEXHIYHOTO, KOMIIO3UIIIHO-
IO, XyAOXXKHbOTO BUPIIIeHHs, ICUXOAOITYHOTO HAITOBHEHHS,
HA 5KaAb, 3AAMIIAIOTHCS Ile MAAOBIAOMUMHU IIHPOKOMY 3a-
raay B Ykpaini. Taki ecTaMIu OCTyIOBO CTAlOTh HapAOaH-
HAM icTopil ykpaiHcpkoro mucTenrsa. [IpoTe HesBakaroun
Ha 3HAYHY KiAbKiCTb ny6AiKauiI71, CTaTel, AOCAIAXKEHbD IpH-
csrueHHx rpadini XX-XXI cToAiITh, HAAAAL aKTYaABHUMHU
€ IMTaHHSI TAUOOKOTO MUCTELITBO3HABIOTO AHAAI3Y Ta IPYH-
TOBHOTO y3araAbHeHHs Ifi€l BAXKAMBOI TeMH B icTOpil ykpa-
fHCBKOI rpaBiopu. Po3rasiparoun yKpaiHcbKy rpadiky, He-
MO>XAMBO OMUHYTH i €EBPONENChKUX MANCTPIB, AKi B CBOIA
TBOPYOCTI BUCBITAIOBAAM TEMY BifiHH Ta CIiE€H, OB A3aHUX
3 Hel0, CTBOPIOIOYH AK OKpeMi, CTaHKOBi rpadiuHi TBOpH, Tak
i cepii pobit. Ha mouatxy XX cTOAITTS B 6araTbox KpaiHax
€BpOIH IPaLIOI0Th BUAATHI MAHICTPH, SIKi II0YaAH CBifl TBOP-
YU MASX B OCTaHHI pokH, a AexTo i pecsaTuairTs XIX cToair-
Ts1. PeBOATOLIIFIHY AiHIIO y ppaHITy3bKOMY peaAi3Mi IOYaTKy
XX croairTs mpeacTaBastiorh 1. CTeffHAeH i KiabKa iHITHX
XYAOXKHUKIB, siKi (0c06AUBO B nepiop 1904-1907 pOKiB),
JKBABO BIATYKHYBIINCH Ha IOAIL IIepLIOi pOCIChKOI peBo-
AIOLI 1 BUKAMKaHI HeI0 BUCTYIIU IIPOA€TApPiaTy B iHIIMX Kpa-
iHax. OAHOYACHO 3 $PAHITY3bKIMHU XYAOXKHUKAMH III0 TEMY
Y HiMeIbKOMY MHCTELITBI IPEACTABASIIOTh KAPUKATyPHUCT
T. Tertne Ta 6iapm npsimoainiitai K. Koassin ta O. Aikc.
Takox Ha nepIi AeCATUAITTS XX CTOAITTS IPUIIAAAE PO3KBIT
TBOPYOCTi aHTAIICPKOTO XyAO>KHMKA-peaicTa . Bpenrsina:
110T0 ITMKA OPOPTIB MPUCBIUCHMIT TeMi CTPAXKAAHD AIOACH
mip vac Iepimoi cBiTOBOI BiltHM.

VYkpaiHcpke rpadivHe MUCTEITBO ITOYATKy XX CTOAITTS
TaKoX 6arare Ha MaricTpis rpasiopu — ne i A. Ter, I. Iarens,
C. Heaemincpka-boituyk, O. Aosrans, O. CaxHOBCbBKa,
O. Kyasuunska, I Hap6yr, B. Kacista Ta immi. 38’5130k yKpa-
{HCPKOTO MUCTEIITBA 3 EBPOTIENCHKUM, HACAIAYBaHHS TeH-
AEHITIN BiA6YBaIOTbCS{ 3aBASKH CTYAISIM YKPaIHCHKHX XYAOXK-
HIUKIB 32 KOpAOHOM. Ao mpukaaay, 1. IBanens 0yB yunem
L. Kyab1ig, sxuit HaBuascs B KpakiBcpkiit akapemii Mucrenrs
pasom i3 Bisomumu Mutrsamu M. XKykom ta M. Bofraykom.
Ay IIpasi zaByascsa B. Kacisn, came 1jeit mepiop y TBOpuOCTI
MUTLS CTaB BU3HAYHUM AASL HbOTO. 30KpeMa, ITiA Jac HaBYaH-
Hs 32 KOPAOHOM MUTeIb CTBOPUB Cepilo rpadivHmx po6iT,
IIPUCBSIYEHUX HEAETKOMY JKUTTIO POOITHHKIB, YHM 3aBOIO-
BaB €BpoIIerichbke BU3HAHHA. IaeThcs mpo TBopu «bespomai
6e3pobirni», «Aenra», «Crpaiik> Ta iHmi. Bisoma
sIK B €BpOII, TaK i Ha GaTHKIBINVHI, YKPAITHChKA XYAOXKHHILS
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O. KyapumnbKka IpomAa BiA€HChKY ITKOAY. TakuM yrnHOM
BiAOYBAIOTBCSI «KYABTYPHI AlAAOTH>, PE3YABTATOM SIKHX CTA€E
30araveHHs YKPaIHCHKOI KYABTYpPH, 30KpeMa yepe3 rpadiu-
He MHUCTEILITBO €BPOTENCHKOIL IMKOAH, a TAKOXK IOMHPEHHS
YKpaiHChKOI APYKOBaHOI Ipadiku 3a KOPAOHOM. KpiM OCBIT-
HBOTO KOMITOHEHTY, BAKAMBOIO CKAAAOBOIO ¥ pOpMyBaHHI
YKPaiHCBKOI Ipadiky i MECTEITBA 3aTaAOM CTAIOTh MiXKHa-
POAHI BUCTAaBKH, SKi IOIYASPU3YIOTb AiTepaTypHi TBOPH,
IIJO AEMOHCTPYIOTb PO3BUTOK HayKH H TeXHiKH. besymMoBHO,
yKpaiHChKe MUCTELITBO TaK YH iHaKIlle 3a3HaBAAO BIIAMBY HO-
BOTO CBITOTASIAY, BBIOPAAO YMMAAO CBITOBUX TeHAEHIIM, 30e-
piraroum BOAHOYAC, TpaAMIil yKpaiHceKoi rpadiku. Ha Toit
yac B €BpoIi IaHyBaAM TaKi MUCTELIbKi Tedii, Ik MOAEPH,
CHMBOAI3M, HEOIIPUMITHBI3M, GyTypusM, Kybi3m, excripeci-
OHi3M, KOHCTPYKTHUBI3M, PeaAi3M, CIOppeaAi3M, TOMy He AUB-
HO, 1[0 B YKPAIHChKiH IPaBIOpi 6aurmo IIPOSIBY TOT'O M iHIIO-
IO CTHAIO, €KCTIEPUMEHTH 3 HMH, HOBaTOPCTBO, SKe 4acTO
6y,A,yeTbc5{ Ha IIOEAHAHHI KiAbKoX Tedill. Hampuxkaaa, y po-
6otax O. KyApanipkol HOEAHYETHCS peaAisM 3 eMOLiHHO-
aKTUBHUM €KCITPECiOHI3MOM, BEAUKOIO KiABKiCTIO CUMBOAIB.
O. AaryreHko 3a3Havae: «TeopeTHKH CHMBOAI3MY i CTHAIO
MOAEPH IUCAAH ITPO MOIIYKHU >KUTTEBUX eHePriil, Ipo IoTpe-
6y B MuCTeTBI BiA06pa>1<aTI/I MPOLIECH CTAHOBAEHHS TiAec-
HO-AYXOBHHX $OpPM, POSKPUTHU MiHAMBHI CBIT MeTaMOp$o3
Oy1rst. TTAuBYyYa AHisSI CTa€ O3HAKOIO HOBOI XYAOXKHBOI MOBH,
PpiBHOIIPaBHICTh OpPMU 1 MAOIIMHHM IIEPEAAE IIAICHICTD Kap-
TUHU cBiTY> [6, C. 17].

MaiicTpw, sKi CHOBiAyBaAM B MUCTEITBi iAel I[bOTO CTH-
AIO, CTAaBHAHUCS AO I'PadikM SK A0 XYAOXKHDOI raAysi 3 6ara-
THUM IIOTEHIIiaAOM ITAACTHYHOI MOBH, 3AATHUM aKTHBi3yBaTH
IIOCTYII AO 0iABIIOT YMOBHOCTI o6pa3HHx pimens. TyT 3HO-
BY BOKAMBUM YHHHHKOM PO3BUTKY T'padiqHOTO MUCTEIITBA
B YKpaiHi CTa€ B3a€EMOAIS 3 €EBpPONEHCHKUM MHCTEIITBOM,
YYacTh HAIIKX CHIBBITYM3HMKIB Y )KUTTi MUCTELIDKUX OCEPEeA-
kiB €ponu. O. AaryTenko BKasye, moy «1910-1930-x po-
KaX OCOOAMBO IAIAHHMU AASL PO3BUTKY YKPAIHCBKOI rpadiku
OyAu TBOpUI 3B513KM 3 MUCTELIbKUMU ocepeakamu [Tapuka,
Bapmasu, Kpakosa, Biaus, ITparu, 3arpe6a, e XyAOXKHH-
KU 3A00yBaAU OCBITY, IIPAIIFOBAAH, €KCIIOHYBAAHU CBOI TBO-
PH, BXOAMAM AO MUCTELbKHX 06'epAHaHb>» [6, c. 233]. OTixe,
Y4acTh Y BUCTABKOBUX IPOEKTAX, a TAKOXK CITIABHI €KCIIO3H-
1jil 3 €BPONENChKMMU MUTIISIMH 91 HE Haibiabme (OKpiM Ha-
BYAHHSA y TUX-TaKU €BPOMENChKUX MaﬁCTpiB) TTO3HAYHAUCSI
Ha popMyBaHHi yKpaiHChKOI rpadiki.

ToBopsum Mpo BUCTaBKOBY AISABHICTBH, CAiA AOCAI-
AXYBATH He AMIIe OCOOUCTICTD CAMOTO MUTIIS, A I TASIAQYA.
Excriosuris € cBOEPiAHUM «MiCTKOM> Y CTOCYHKAX MK Xy-
AOYKHUKOM i rAsipaueM. 3aljikaBA€HiCTh OCTAaHHbOT'O (TeMom,
TEXHIKOIO, 6iorpa<l)i€10 MHTI]SI Ta IOTO CTI/IAeM) AAE XYAOXK-
HUKY [OLITOBX AO 300paskKeHHs aKTYaAbHOI B IIeBHUIT IIepi-
oa Temu (s1Ka 3MOXKe IIPUBEPHYTH AO cebe yBary). Iupoxa
TeMa BilfHM Ta OaTaAill 3aBXAU OyAa, € 1 OyAe aKTyaABHOIO.
Hacamnepea iaeTbcs mpo sKicHI, rpaMOTHI p060T14, BH-
KOHaHi 6€3AOTaHHO SIK y TEXHIYHOMY, TaK i y TeOpeTHIHO-
My ceHcax (xoMITO3MIIiftHA, ecTeTHYHa Ta inpopmaruBHa
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AOCTOBIpHICTD ), i3 TAM60KHM 3MicToMm. [padiuni TBOpH
Ha III0 TeMy € He AUlIe 3A00yTKaMU MUCTENTBa, a i1 icTo-
PHYHMM AXKEPEAOM, a CLIEHU BOEH 3aBXAM BUKAUKAIOTh
AOCTATHbBO IOASIPHI €MOIIii: AASL KOTOCH Ile CyM Ta Ile-
YaAb, AASL KOTOCh — FOPAICTb Ta IATPiOTUYHE MiAHECEHHS.
Ta B 6yAb-SIKOMY BUITAAKY, HAHBOKAMBIIIMMI AASI MACTELITB
BUMoOTraMmH, sk 3asHavae . Kyaxka, e Taxi:

«1. CaMOBHpaXKeHHsI — MHUCTELTBO Iie 3acib Bupa-
SKEHHSI AJOACBKHX AYMOK, BIAYYTTiB, CMAKOBHIX BIIOAOOAHSB,
nepexxuBas i T. o. CaMOBUPaKeHHSIM TAKOX OYAe i BeAbMHU
HepecivyHa pid, peMiCHUYMII IPOAYKT, CAMOPOOKa, HaBiTh
SIKIO BOHHU He BHPAXAIOTh OYAb-SIKY AYMKY, @ BCbOTO AH-
IIeHb BIAOOPAXKAIOTH CMAK Ta AOCBiA CBOIO TBOPLISL.

2. 306paxkeHHSI — MUCTELTBO Ma€ CIIPUIMATHCh IyT-
TEBO, AyMKa IIPH [}bOMY PIKCYETHCSI HAOYHO Ta 0OpasHo.
Hasirp abcTpakTHE MECTELITBO HeMOXAMBe 6e3 xo4a 6 Mi-
HiMaABHOTO TIOCHAAHHSA Ha peaAbHi popmu. Byap-saxe muc-
TELTBO — B TOMY YHCAl KOHI|E[ITyaAbHe — Ma€ obpasHe
IIOXOAKEHHS, TOOTO CAYI'y€e abCTPAKTHOI MOACAAIO Aifi-
CHOCTi, peaAbHOI 4K BUTapaHoi, panTacTuyHoi. Lle BiaHO-
CHTBCS i AO AlTepaTypH, 3ac000M BHPaKEHHS SIKOTO € CAO-
Ba, i AO MY3HUKH A€ € TOHAABHE 260 3BYKOBe 300pasKeHHI.
Y BCiX BUAAX MHCTELITBA 300 pasKeHHsI CAYT'yE CaMOBUpa-
JKeHHSM aBTOpa.

3. EcTeTndHe BIOPSAKYBaHHS — BCe, IO BUpaXka-
€TbCS 1 300pakyeThCst Mae 6yTH OpraHi3oBaHe MaKCH-
MaAbHO KPacCHBO i eCTETUIHO (CIOA,I/I BIAHOCHTBCS IIOTBOP-
HicTp)> [5,¢.23].

Toxx MO>KHA 3ayBa’kKUTH: He3BXKAIOYH Ha Te, IO Bi-
1iHa — Iie TIePeBa)KHO 3aBXAM 6iAb Ta HACHAAS, YMiHHS Xy-
AO>KHHKA ITepEAATH TASIAAIeB] BCI 11l JKAXITTS 1 BOAHOUAC 30e-
PErTy eCTeTHYHY CKAAAOBY, KPIM AOCTOBIPHOCTI Ta peaaic-
THUYHOCTI TAKHX CII€H, CTAE YU HEe HAUTOAOBHIIIINM 3aBAAHHSIM
XyAOXKHHKA-TpaBepa.

Came Bip MaMiCTepHOCTI MHUTIIS, BMIHHS AOHECTHU
TPArivYHiCTh MOAII Ta 30eperTu Ipy bOMY eCTETUKY 3aAe-
JKUTD 3al[iKaBACHICTb IASIAQUIB Ta IXHS 3BOPOTHA pedaek-
cis. BaraapHa TeMaTHKa — CrienMidHUM XKAHP MUCTEITBA.
Apxe 300paxkeHHI BiliHY, 1l HACAIAKIB (iHKOAI/I HepeAYMOB)
Ta BPa)KeHb BiA Hel 3aAyda€ eMollii, He IpUTaMaHHi )KOAHO-
My 3 iHmux xxaspis. OxpeMoi yBaru nmorpe6yors poborH,
CTBOpEHi XYAOXKHUKAMH, SIKi SKUAH TIiA Jac BirtHu. Taxi rpa-
$iuHi TBOPH AEMOHCTPYIOTH FOCTPHUI IOTASIA Ha 1je 6pPIA—
Ke, )KaXAMBEe Ta aHOMaAbHE SIBHIIlE, 2 CEOKET B3SITO 3 BAAC-
HHX crocTepesxeHs. OAHOYACHO,, TONIPHU CBiit 3Ae6iabIIO-
rO eMOLHO-TPATiYHUI 3MiCT, GaTAABHUIT KAHDP BUKAUKAE
HeabsIKe 3aXONAeHHs y raspadis. Excriosunii Ha BoeH-
Hy TeMY CTalOTb IIOTY>KHOIO IIOAI€I0 B KyABTYPHOMY IIpO-
CTOpIi KpaiHH. Yumaao YKPaIHChKUX MUTIIB AOCAIAXKYIOTD
TeMy 6aTaABHOCTI y CBOIl TBOPYOCTi, 0COOAUBO Y APYTiit
moAoBuHi XX croaiTTs. OAHAK MU He MOXKEMO CTBEPAXKY-
BaTH, IO IXHi TBOPM MAAM CBiTOBe BU3HAHHS, 30KpeMa ye-
Ppe3 KyAbTYPHY TOAITHKY KpaiHu. Tak, AIFICHO, AASL YKpPaiH-
CPKOI iCTOPiI Ta KYABTYpH Lie HapOaHHSI AEP>KaBHOTO piB-
Hsl, 2 TAKOXX BEAMKHUH IAACT AASL AOCAIAKEHD iCTOpIl Hamiol
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KpaiHu. 3peImToro, eKCIIpecHBHa Ta MiAHeCeHa YKpaiHChKa
rpagixa M. Aeperyca ta O. Kyabunipkoi, MaficTepHiCTD
C. fIxyroBuya Ta B. IBanoBa-AxMeTOBa MOXYTb ITOCIEpe-
varucs 3 ecramnamu O. Toidi, K. Koabsin Ta O. Aikca 3a poab
Ta MiCLie B CBiTOBii KYABTYPi.

Ha nmepummit morasip, BUTAAQHUH TBip (HOPOA)I(CHI/Ifl
daHTa3iEr0 XYAOKHUKA) 3PEIITOI0 CTAE BIATBOPEHHAM KO-
AVICH TOOAYEHOTO B PEAABHOMY SKHTTI,  AOCTOBIpHICTb 06pa-
3iB 3aAEXKaTUME Bip AXKepeAa HOro Mi3HAHHSL. 3 orasiay Ha Ije,
XYAOYKHUKIB SIKi IPALIFOIOTH 3 6ATAABHOIO TEMATUKOKO, MU 10~
AIASIEMO Ha ABi rpymnu (3a IXHIM CITiBBIAHOIIIEHHSIM 3 BiﬁHOIO):

— becrocepeAHi y4acHUKH (XyAO)KHI/IKI/I, SKI TaK 94U
iHaKmIe AOTHYHI AO BIfHU: POKM TBOPYOCTI SIKHMX 30iraroTs-
€513 POKaMH PeaAbHOI BilfHU; sIKi Yepes BiftHy OyAH 3MyIieHi
3MiHIOBATH KPaiHy MPOKUBAHHS; YIACHUKU 6OHOBHX Ail);

— OIOCEPeAKOBaHI YYaCHUKHU (npo BiliHY 3HAIOTb 3 ITe-
pexasiB, He MalOTh IPSIMOTO CTOCYHKY AO Hei).

MoskHa IPUITYCTUTH, IO XYAOKHUKH TIEPUIOL IPYIIH
MaTHUMYTb SIKiCHI Ta AOCTOBIpHi BUXiAHI AQHI, 3 IKUX CTBO-
PATH He MeHII 3MicTOBHI TBOpu. MuTni 3 ApyTOi rpyms Ma-
IOTb IHINMIT AATOPUTM AL, IXHi TBOpU 6YAY TH 3A€6iABIIOTO pO-
MaHTH30BaHi Ta repoizoBati. He BUKAIOUEHO, 1110 Y XYAOXKHH-
KiB 3 IIepIIoi IpyIy BUHUKAIOTh CX0XKi pedaekcii, mpoTe ixHi
BAACHI CIIOCTepeKeHHs] BUKPHCTAAI30BYIOTh 06pasy Ta 3Mi-
CTH, HAAIASIFOUM CBOIX IepoiB «AyXOM> BilHHU. YKpaiHCBKi
murri XX CTOAITTSL, SIKi IIPAIFOIOTH B MeXKaxX GaTaABHOTO XKaH-
PY; 61ABIIOIO MIPOIO € OIIOCEPEAKOBAHUMY YIACHUKAMU Bi-
ftHu (30KpeMa HAETHCS PO XYAOXKHHKIB APYTOI TIOAOBHHH
XX croairTs). BopHOUAC, XYAOXKHUKH MepIIO] MOAOBUHU MH-
HYAOTO CTOAITTS, 3A€01ABLIOr0, MAIOTh TAKHI TIPKHIT AOCBIA.

Bume srapaHo Ipo BIIAUB €BPOIIEHCHKOI MKOAY HA PO3-
BHUTOK YKPaiHCBKOI rpaiku, 30KkpeMa uepes TPaAUIIFHY OCBi-
Ty. IIpoTe caip 6paTn AO YBaru i HEKAACH4YHI METOAH OCBIiTU
(camomisHanHa T CaMOPO3BUTOK, [103a MeXXaMU HaBYaAbHUX
SaKAaAiB). 3aKOHOMIPHHUM € TaKOX TOH (PaKT, IO XYAOKHHIK
mepea TUM, SK I0YaTH IPaIfloBaTH Hap BAACHHM TBOPOM,
3 Pi3HHX AXKepeA 03HAHOMAIOETHCS 3 HaAOaHHAMU CBITOBO-
ro MUCTeNTBa. BiATIOBiAHO, MUTIIi TaK 4u iHAKIIe YepIIaloTh
indopmarriro 3 TBOpYOCTi cBOix Koaer. He cexper, mo sckpa-
BUMHU ITOCTaTSIMH (eBponeﬁCI)Koro MacmTaGy) B MHCTEITBL
I'PABIOPH, IO AOCAIAXKYIOTD SBUILE BiliHU, € TBOPYiCTb IIPEA-
craBHUKIB HiMerbkoi rpasiopu: K. Koassin, O. Aixc. Li xy-
AO>KHUKH IIPUCBAIYOTb CBOIO TBOPYICTb OAHIM 3 HAMIYTAHU-
BIIMX 1 BOAHOYAC HAMKAXAMBINIMX, HAMOIABII eMOIIHUX
Ta IMOKYIOYMX TeM BiitHu. Bonu 6yA1/1 OesmocepeaHiMHU ydac-
HUKAMU >KaXAUBUX IIOAiM, KOXXEH MA€ CBil IipKUI AOCBIA,.
O. Aixc oTpuMaB TpaBMaTUYHUH AOCBiA Ha ¢pporTi Ilepmoi
ciToBoi, K. KoaAbBin BTparnaa Ha ppoHTi cuHa. BoHu cTasn
<IPOBIAHUKAMH > MDK IASIAQYEM Ta BilIHOIO, 3MOTAH aKyMY-
AFOBAaTH BAACHI eMOIIil Ta SaKap6YBaTI/I IX Ha mamnepi. Txni ec-
TaMITH KPi3b CTOAITTsI HeCyTb biAb i CTpax, HeCIpaBeAAUBICTD
Ta erOiCTUYHICTD BiffHU. 3aBASIKM IIUM MUTILSIM, eKCIIpecist
Ta CyBOPHUI PeaAi3M HiMeIbKOI I'paBIOPU IPOCTEXYIOThCS
y TBOPYOCTi YKPAIHCHKIX XYAOXKHHUKIB-TpaBepiB. 3a 36irom
06CTaBHUH Ta 3 OTASIAY Ha GYPXAUBI IOAIT ITepiioi TOAOBHHY
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XX CTOAITTS, 6aTaABHICTD CTa€ BAKAMBOIO TEMOIO B MUCTE-
LITBi Ta IIpUBepTaE A0 cebe yBary.

Kpim BIAMBY €BpOIIEHCHKUX LIKiA, YKPAIHChKe MIC-
TeITBO MepIoi MOAOBUHHU XX CTOAITTSI, Y TOMY 9HCAI i rpa-
¢iuHe, TakOXK MAAO O3HAKM BIIAUBY ITOAITHYHOTO, COLiaAb-
HOTO Ta KyABTYPHOTIO >XMTTsl, HAIAPYBAaHHs Pi3HUX Tedii
MoaepHisMy. Cepea Hux Hacaipxu Ilepmoi csiToBoi Bi-
HHI, IPOTOAOIIEHHS i BTpaTa He3aAeKHOCTI YKpPaiHChKOI
Hapoaroi Pecrry6aiku, 6yaiBHUIITBO iHIIOT YKpaiHU y CKAQ-
Al KOMYHICTHYHOI HapAA€PIKABH, SIKA CIIEpIIy 0araTboM 3pa-
BaAach ITiKaBUM eKCIIepUMeHTOM. XapaKTepU3yIouH MHC-
TeNTBO Iji€l AOOM, MOT0 MOXXHA OIKCATU TAaKUMH CAO-
BaMM: eKCIIepHMEeHTH 3 $OpPMOIO, IPOCTOPOM i pyxoM,
CHHTe3 Pi3HHUX CTHAIB i HaIpsIMiB, ITOBHA TBOPYa CBOOOAA.
Sk 3a3navae O. Aaryrenko: «Ha 1iboMy yacoBoMy BiATHH-
Ky MUCTeLITBO Tpadiku 3axianoi i CxipHoil Yxpainu possu-
BaAOCh CHHXPOHHO, TOYMHAIOYH Bij MOAEPHY i CUMBOAI3MYy.
Y 1910-1920 poxu y rpadirii BizobpaxkaAucs pi3Hi aBaHrap-
AOBi Teuil — Ky00odyTypu3M, HEOIIPUMITHBI3M, eKCIIpecio-
Hi3M, KOHCTpykTHBi3M. Ha movarky 1930-x pokiB y paasH-
CbKOMY MHUCTELTBI 3aTBEPAKYETHCS COLIPEAAi3M, BIAMEX-
OBYIOUM iCTOPUYHI eTaru XyAOKHbOTO XHUTTS>» |6, c. 10].
AAe ITOIIpHU XKOPCTKi PAMKH <AO3BOACHHX> TeM, XYAOXKHH-
KU BCE OAHO 3HAXOAUAN HE3BUYHI KOMITO3UITIMHO-CTHABOBI
Pille€HHS Ta HETPUBiAAbHI, OPUTIHAABHI XYAOXKHI CIOXKETH.
TTepeBaskHO XyAOXKHUKHU-TPABEPU 3BEPTAAKICDH AO TTEH3aXKY:
IHAyCTpiaABHOTIO, AIpHYHOTO Ta ypOaHiCTUIHOTO.

IIToao BoeHHMX TeM, TO B icTOpii rpadiky Ha TepeHax
Yxpainu nepimoi mOAOBHMHU XX cToairTs cepea XyAOKHU-
KiB, fIKi 3B€PTAAMCD AO Li€l TeMH, BUPi3HAETHCS TBOPYICTD
O. Kyapuuiipkof, sika pairoBaaa B rpadiusii Texsini odpop-
Ty. BHecox O. Kyapunipkol B ykpaiHcbke rpadiuHe MUCTeILl-
TBO He Menm Baromuii, Hixk K. Koabsin aag HiMeuunnu.
I xoua Ha oIt yac B YKpaiHi, Ta i y CBiTi 3araAom, >XiHKa-
rpasep 6yaa HespuunuM sBuimeM, O. Kyasunnpka npusep-
HyAQ YBary TAsIAQUiB, a TAKOX KOAET-XYAOXKHHKIB, CTaBIIM
BIAOMOIO i IAHOBAHOIO y TBOPYUX KoAax. Byayun 6esmo-
CepeAHbOIO YJACHUIIEIO BiMiHM, TaK CaMO, SIK il Cy9aCHUKHU
3 Himewuunu, y cBOIif TBOPYOCTI BOHA IOpyLIy€e 60A0Ui
TeMU — eMirpariii, HepecAiAyBaHHs Ta IOHEBipsSHb yKpaiH-
I1iB y pOKH BiltHH. AeITMOTHBOM TBOPiB, BUKOHAHHUX Y Tpa-
(iuHMX TEXHIKAX, CTaA? iAesi TepOTIHOI 6OPOTHOU Ta CAYXKiH-
HsI cBoeMy Hapoaosi. M. Toay6ernp y crarTi, mpucBsiaeHii
O. Kyabumppkiit, mumre: «CsiroBa BifiHa, mo 3 [aanunnan
CTBOPHAQ TepeH BiYHUX 60IB, 3p0OHAA BEAHKE CITYCTOLIEH-
HA Ha A€ABE 30PaHOMY 3apiHKy YKPaiHChKOI'O MHCTEITBa.
I aast Kyapunipkol cTasa 340 Bimoro aMoporo. Toai To mo-
CTaB ITUKA AepeBopHTiB, opopris Kyabunipkoi ae pas pea-
AICTHYHO TO 3HOB Y CUMBOAIYHUX a6CTpaKI.IiHX BiAOMAOCS
yce CTpaxiTTs 1 ycs BeAnd CBiToBoi 3aBeproxu! Pyka mucr-
KUHi, TBOPHUTD HA IaIlepi raAepero aAerOpUYHUX 06pasis
BOEHHOTO AUXOAITTA. AaKOHIYHa, YaCOM CyBOpa MOBa I'pa-
ivHMX 3ac06iB — AiHil, IASIME, IITPHXA — OyAQ, Ha AYM-
Ky XYAOKHUIIi, HafOiABII BIAIIOBIAHOIO AASI ITepeAadi Ha-
crpois eroxu> [ 3, c. 14]. Le BupasHo BuAHO y TBopax «Ha
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BapTi>», «Crpaxirrs BiftHu>», «Ilo Bifiai». Tpu pobory,
BUMKOHAHI B Pi3HHX TeXHiKaX 0pOpPTY, € BIAMIHHIMH i BOA-
HOYAC MOAIOHMMH, BOHHM €MOIIiiHi Ta HAAMXAIOTb. Y KOX-
HIH i3 HUX 9iTKO BUPA)KEHHUI CHMBOAI3M: J)KHBA, IIAACTUYHA
AiHisl, eA€MEHTH IPUPOAM Ta IIPOCTOPOBICTh: B apKymi «ITo
BiliHi» — IpUTaMaHHI MOAEPHI3MYy CHUMBOAH, TOAIL SIK HO-
BaTOPCbKe BUPIIIeHHs TOHAAbHUMU IASIMAMU Y TIOEAHAH-
Hi 3 eKCIIPECHBHOI0 KOMITO3HULi€l0 6aunmo y «Ha Bapri».

«CrpaxirTs BiitHH» — po60Ta, sIKa IEBHOIO MipOI0
BUKOHaHa mip BpaxkeHHsM TBopiB K. KoabBil: HaTOBI Ce-
ASH i TIepeCeAeHIiB Ha 3aAHbOMY IIAAHI 3o6pa>KeHm71 OAHi-
ero AiHiero. O. Kyapunipbka 3Moraa mepeaaTu HacTpii, pyx
Ta 0OpasHicTb mepcoHaxiB. Takox cepea HATOBITY € BAAC-
tuBuit Aast K. KoabBiry 06pa3 sxiHKH 31 BAIMHSITHIME AOTOPH
PpykaMmu, IpoTe BOAHOYAC BiAYYBAETHCS i 3B€PHEHHS AO Ha-
L[iOHAABHUX TPAAMLIIH.

BucHoBKH. 3-110OMIXX BEAUKOI KIABKOCTI CTHAIB Ta Tedii
Y MUCTEIITBI, TPUTAMAHHUX MepIii moAoBuHI XX CTOAITTS,
YKPAIHCBKUIL 0POPT i3 300paskeHHSIM OATAAPHUX CIjeH BH-
ABASIE O3HAKH Pi3HUX 3aTaAbPHOEBPONENChKUX TEWil Ta Ha-
NpAMiB, 30KpeMa MOAEPHY, CHMBOAI3MY, eKCIIPECiOHI3MY,
peaaismy, croppeaaismy. Takoxx y TBOPUOCTi BITUM3HIHUX
XYAOXKHHUKIB MOXKHA MIPOCTEXXUTHU BIIAUB EBPOIIEMCHKHX IIKIiA
Ta OKPEMHUX XyAOKHHKIB. CBOEPIAHICTD TeMU AaAd 3MOTyY
YKpaiHCPKMM MMTILSIM IIOEAHYBATH Pi3HI Tedii Ta HanpsMHu
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yepes B3aEMOAI0 3 HallioHaABHUMH Tpapunismu. 1o sx
AO TEXHIYHHX OCOOAMBOCTEI, TO CAiA 3a3HAUUTH, 11O XYAOXK-
HUKH-Tpadiku 6iABIIOIO MipOIO CTBOPIOBaAU p06OTH B Ta-
KUX rpadivHMX TeXHIKax, K KCHAOTPadis Ta AiHOPHT, i MaAO
XTO 3BepTaBcs A0 opopry. [IpoTe XyprosxHMKH-0YOPTHCTH
BHUKOPHCTOBYBAAH IIepeBa’KHO KAACHYHI TeXHIKH 0pOpTY,
30KpeMa TPAaBACHUM IITPUX, BKAAAAIOUU B HbOT'O eKCIIpe-
CiI0 Ta eMOILIIMHY CKAAAOBY, PIAKO BAQIOUHCD AO AKBaTHHTH.

IIpoanaaisyBaBIIN iCTOPUYHY CKAAAOBY IOYATKY
XX croairTsi, sike 6YAO CIIOBHEHe TParidHUMHU MIOALIMU
AASI YKpaiHH i CBiTY 3araAoM, MO>KHa KOHCTaTyBaTH, IO IS
TeMa OyAa aKTYaAbHOIO B iAtocTparjii, GiABIIOO UK MEHIIO0
MipOI0, IIPOTATOM ITePUIO] HOAOBHUHHM CTOAITTA. Takox caip
3a3HAYMTH, 1[0 BATOMHUH BIIAMB Ha TBOPYiCTh Ma€ ocobuc-
THH AOCBiA XYAOXKHHKA, apXKe Ti, XTO MPHUCBSAIYBaB CBOIO
TBOPUYICTb TeMaM BilfHH, 0aTaAill, CLjeH XOPCTOKOCTI, GyAn
a60 GesmnocepeaHiMU ydacHHKaMH, 260 6YAU OIOCEPEAKO-
BaHO AOTUYHHMMHU AO iCTOpUYHMX IOAiH. Humi 114 Tema € ax-
TYaABHOIO Y KOHTEKCTI He AHIIe Teopil 00pa3oTBOPUIOro
MUCTEITB, a 1 €CTeTUYHOTO Ta MAaTPiOTUYHOTO BUXOBAHHS.
Taxoxx BapTO 3a3HAYUTH, IO CHOTOAHI OaTaAbHA TeMATHKA
cepeA YKPalHChbKMX MUTIIIB € HAA3BUYANHO ITOITYyASPHOIO.
CporopHi ykpaiHCbKi XyAOXKHHUKH, SIK i B MHHYAOMY CTOAITTi,
CTaIOTh He3M0cepeAHIMIE Ta OIIOCEPEAKOBAHIMH YIACHHKA-
MU BiitHH, SIKy Pocis poss’s3asa mporu YKpaiHu.
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Hulievych S.
Battle Themes in Ukrainian Etching of the First Half of the Twentieth Century

Abstract. The article examines Ukrainian etching of the first half of the 20th century through the prism of the battle genre. The spec-
ified period is characterized by active socio-political and socio-cultural changes. Ukrainian etching is considered in the con-
text of the styles and directions of art of the specified period, as well as the influence of European masters. The theoretical basis
for the research was the works of domestic art critics and cultural experts. The subject of the research is etching and the peculiar-
ities of its existence during the period of socio-cultural changes. The main emphasis of the study of the battle theme in Ukrainian
etching is focused on its connotation with the European school. An analysis of the main points of interaction between Ukrainian
and European engraving was carried out. It is established that the main points of intersection of the two cultures are education
and exhibition activity, borrowing and imitation. Two groups of artists were formed according to their relation to the war. It was
found that artists who are directly related to the war receive high-quality and more reliable preparatory materials for creating an ar-
tistic work. The main features of European art, which became the forerunner of Ukrainian etching, have been established. An anal-
ysis of art tasks was carried out separately. It was determined that the main task of an engraver working within the battle genre is to
preserve the aesthetic component of the work. At the same time, the artist must convey to the viewer all the fury and horror, real-
ism and authenticity of war. The methodological foundations of the research are based on the principle of historicism and a sys-
temic approach, which provide an objective and theoretical approach to research.

Keywords: graphic art, etching, style, battle theme, works by O. Kulchytska.
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Theoretical Foundations of Interpretation
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Teopernyni sacaan inTeprpeTarii

B COLIOI'yMaHITaApPHUX HayKaX

Abstract. The paper analyzes the works related to the understanding of performative practices as a phenomenon of modern cul-
ture and art; it highlights the principal trends of the studies of this phenomenon. The reasons for the growing interest in the study
of performative practices were clarified, the complexity and ambiguity of this phenomenon as a special socio-cultural communica-
tive action, having the appearance of an “artistic event,” a theatrical action, a dynamic symbolic action affecting all channels of hu-
man perception, was emphasized. The work is aimed at the analytical study of the essence of specificity of performative practic-
es within the framework of various study optics from the standpoint of social and cultural anthropology and art history, in direct
connection with social and cultural life, human emotions, cultural patterns, etc.

The aim of the paper is to identify the theoretical definition of the “performative practices” concept in the contemporary human-
ities, which will allow solving the scientific problem of determining the essential specificity of performative practices as a modern
cultural phenomenon.

General scientific approaches, principles, and methods employed made it possible to consider the phenomenon of performa-
tive practices from different angles: theoretical interpretations of the basic forms of performative practices were compared us-
ing the comparative method; the use of the structural-functional method helped to determine the components creating an idea
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of the meaning of certain performance elements as the forms of manifestation of performative practices in modern culture.

Keywords: performative practices, performance, communication, art, society, performativity.

Introduction

The large-scale Russian invasion of Ukraine affect-
ed all spheres of Ukrainian society: the infrastructure
and economy are being destroyed, Ukrainian people are
dying, Ukrainian territories are occupied, such usual things
as peace and security are lost, etc. In the new wartime re-
ality, the “usual” and “natural” infrastructure of Ukrainian
culture and art has been deconstructed, and the value-based
orientations in society underwent changes. The study
of the issues raised in this article occurs in a wartime pe-
riod when performative practices are at the stage of their
development and in the midst of another transformation,
however, performative initiatives are used in various fields
for war prevention.

At the same time, despite the extraordinary spread
of performative practices in modern culture, there remains
a large number of open questions. In particular, in the hu-
manities, there is a certain terminological uncertainty about
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the “performative practices” concept. In general, the phe-
nomenon of performative practices as a form of social and ar-
tistic action appears to be a problematic field and the topic
of performative practices remains a lacuna of sorts in cul-
tural and art studies requiring the search for new theoretical
angles of analysis. This article is an attempt to understand
what performative practices represent and what makes them
special. An attempt to explain the essence of performative
practices as a sociocultural communicative phenomenon
is quite difficult, especially within the limited publication
space. The relevance of the paper is in the fact that the study
of the manifestations of performative practices, human na-
ture, and various forms of creativity contributes to the re-
search of the development of culture, with its regularities,
historical process, and specificity. At present, it is rather diffi-
cult to find a field of social and humanitarian knowledge that
would completely avoid the performative turn. Performative
optics is essential to the development of the humanities
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since it allows us to realize that the research facilities of these
sciences not only describe cultural processes and self-pro-
duction but also are directly involved in them as, for exam-
ple, historical sciences affect the development of modern
events and “doing history.”

Literature Review

Numerous concepts of performativity are represent-
ed in the modern humanities, developed by both foreign
and domestic authors working within the framework of phi-
losophy, art history, cultural studies, linguistics, social stud-
ies, political studies, religious studies, etc.

R. Schechner’s approach that justified performative
studies as a discipline close to social sciences became im-
portant in the context of the present paper. In his opin-
ion, studies of performativity begin where most disci-
plines, limited by their field, end, the behavior, interactions,
and correlation become the objects of study, and not ob-
jects or facts, and performance is interpreted as a special
type of behavior (Schechner, 2006). The scholar pro-
poses a broad-spectrum concept in which various perfor-
mative practices (both artistic and social) are represent-
ed. This concept is based on the fact that performance
is a “restored behavior pattern” in art, rituals, or in every-
day life (Schechner, 2006). Schechner sought to create
a discipline that would be open, and within this discipline,
each researcher would independently highlight the nec-
essary key points, since “the basis of performative stud-
ies lies in the fact that there is no fixed set of works, ideas,
practices or anything else that defines or limits a field. ...
Performance studies are fundamentally relational, dynamic,
and processual. ... There is nothing that inherently ‘really
belongs’ or doesn't really belong’ to performative studies”
(Schechner, 2006, p. x.). Schechner’s approach to perfor-
mative studies is quite progressive, however, not entirely
unambiguous. On the one hand, there is an opportunity
to consider performance and performative practices from
different scientific positions, perspectives, and in differ-
ent contexts, which allows forming the most accurate pic-
ture of the essence and functioning of this phenomenon.
On the other hand, this methodology is heterogeneous,
it contains borrowings from various social sciences and hu-
manities theory and history of culture, psychoanalysis, fem-
inist and gender studies, etc.

Among the foreign sociological works that allow
to consider the phenomenon of performative practices from
a different angle, it the work of E. Goffman The Presentation
of Self in Everyday Life (Goffman, 1959) should be noted.
According to the International Sociological Association,
it was recognized as one of the ten most important sociolog-
ical books of the twentieth century. The author uses a “dra-
maturgical approach” and studies social interaction from
the point of view of a theatrical performance but consid-
ers the theater itself as a metaphor. According to Goffman’s
approach, elements of human interaction depend on time,
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place, and human audience, and a person represents them-
selves to another person orienting towards cultural val-
ues, norms, and beliefs. Before interacting with another
individual, a person prepares a role and strives to impress.
Everything happens as if on stage, people in everyday life
control the environment, their attire, words, and non-verbal
actions to create the right impression.

E. Barba, R. Wilson, R. Goldberg, M. Carlson,
E. Fischer-Lichte, R. Schechner, and others stud-
ied the performance and performative practices from
the different methodological positions. In the academic
and art space of Ukraine, the above-mentioned problemat-
ics was also reflected in the works of Ukrainian researchers:
G. Vysheslavskyi, K. Stanislavska, and others.

The aim of the paper
The paper identifies the theoretical definition
of the “performative practices” concept in the modern hu-
manities, which will lead to a solution to the scientific prob-
lem of determining the essence of the specificity of perfor-
mative practices as a phenomenon of modern culture.

Results and Discussion

In modern society, culture, and art, performative
practices manifest themselves with particular obviousness.
They are present in the media, in the virtual and person-
al space. Despite the popularity of the term “performative
practices,” an attempt of its conceptualization started only
at the end of the twentieth century, which can be partially
explained by the fact that this concept was used as a key-
word in various contexts at the time. Modern performative
practices have fallen under the influence of the processes
of globalization and glocalization. Accordingly, they em-
body the glocality principles in terms of their aim, content,
and spectacularity. However, techniques, means, and forms
of performative practices are actively employed in various
socio-cultural spheres.

This paper, the scope of which is not limited to art
but encompasses a greater context of cultural research, clar-
ifies two concepts in the core of this study: performance
and performative practices. It is common knowledge that
the delineation of basic concepts is essential since in mod-
ern science one has to address terminological experiments
and liberties quite often, which significantly complicates
the understanding of already difficult problems and hinders
mutual understanding both at the level of everyday commu-
nication and in the academic environment.

Before defining the semantic spectrum of the “perfor-
mative practices” concept, itis necessary to turn to the mean-
ing of the “performance” concept and identify the main
differences between these phenomena. The theoretical her-
itage regarding the problem of performance art and the ety-
mology of the “performance” concept was considered in de-
tailin the paper “Performance conceptualization in scientific
discourse” (Bezuhla, 2020). It should be noted that during
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the end of the 20th and early 215t century, the problem
of performance was studied by scholars from various
fields, which resulted in an increase in definitions of differ-
ent aspects and significantly complicated creating a rela-
tively universal term. The lack of unanimity in the scien-
tific community, as well as among art historians, can also
be noted in the fact that, in various definitions, performance
is classified as a “kind,” “genre,” “form,” “type,” or “trend”
of art. S. Banes, E. Bryzgel, E. Mazur, E. Howell, and oth-
ers taking into account the key features and peculiarities
of the historical development of performance, plausibly
classify the latter as a genre of modern art. This allows
drawing a certain analogy with the genres of other types
of art that in the course of their historical development ac-
quired and accumulated their features, underwent chang-
es, and sometimes disappeared from the art process or re-
turned after transformations.

Understanding performance as a genre of art en-
ables the delineation of such phenomena as performance
and performative practices and clarification of the main dif-
ferences between them. Performance as a genre, formed
in the late 1960s and early 1970s, became one of the popu-
lar and sought-after genres of modern art, to which the rep-
resentatives of various schools, types, and trends of art (vi-
sual, musical, theatrical, fashion business) turned to. Five
basic elements are essential to a performance: artist, time,
space, audience, and context (or interaction between the art-
ist and the audience). Performance works can include oth-
er forms of visual art, video, sound, and objects. However,
spectacularity, staginess, and theatricality become univer-
sal features of modern performance as one of the means
of influencing the audience and society. Despite the fact
that performance is a process, a “live” action, various means
of documentation (capturing) are used today to present
performance works to a wider audience.

Performance can be assumed to be one of the genres
impacting the emotional and psychological state the great-
est, not only of the audience but also of the performer.
According to Marina Abramovi¢, arguably the best-known
contemporary performance artist, the aim of the performer
is to create such an image, such an energetic connection that
will not leave a choice and will not allow being “not here
and not now.” It is also important to be one hundred percent
involved in the performance with the body and the soul
of both the artist and the audience. “Performance is the mo-
ment when the performer enters into mental and physical
interaction with the audience at a certain time. This is not
a theater. The theater will repeat. The performance is real.
In the theater, the knife is not real, the blood is not real.
In the performance, the blood, the knife, and the body
of the performer are real. Performance is a kind of unique
art form that is temporary, comes and goes. I like when
the audience is present, because the performer’s work
is made for the audience. Without the audience, it doesn’t
matter at all” (Rudnev, 2021, February 24).
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At present, performance becomes a form of art trans-
formation and an attempt to actualize reality. Through mi-
mesis, the adaptation to the new, to social changes related
to the development of civilization occurs. Determination
of various types and genres of art by laws and ordinances
leads to the emergence of various forms of transformation
that go beyond the scope of an art form. As the Ukrainian re-
searcher G. Vysheslavskyi notes, “New forms of modern art
emerged at certain stages of the socio-cultural development
of communities in different countries, and later spread, un-
der other circumstances, to completely different societies
both in terms of traditions and worldview” (Vysheslavskyi,
2019). Presenting performance as a manifestation of ac-
tionism in art, and actionism as one of the manifestations
of spectacular forms of culture, Vysheslavskyi consid-
ers it impossible to compare (and accordingly to use
the term “performance” in regard to them) such phenom-
ena as “actionism of politicians” or “social activists” to “ac-
tionism of modern experimental theater” due to their dif-
ferent orientation. The art expert recognizes the presence
of the mutual influence of these differently “oriented actions
at the level of instruments of artistic devices with resistance
to modifications at the level of orientation” (Vysheslavskyi,
2019, p. 80).

In this context, Vysheslavskyi’s opinion seems
well-grounded, since the use of the same term to denote
different phenomena is inappropriate, as it leads to a cer-
tain terminological confusion and forces scientists to con-
stantly clarify what they meant by using this term. There
are a number of art history terms that over time were in-
troduced into the conceptual and categorical framework
of other social sciences and humanities, including cul-
tural studies, when the artistic content of the term disap-
peared, and the word remained in the general colloquial
lexicon, or vice versa, when the general colloquial lexicon
can present a certain problem absorbing the artistic mean-
ing. There are also cases when both meanings of the word—
direct and figurative—coexist and “popularize” each other,
for example, as was the case of avant-garde, glamour, surre-
alism, and others. The unusualness and “mysteriousness”
of such lexical borrowings often attract so-called mass cul-
ture, and the term is used to denote the outstanding events
of modern life. A “metaphor of mass use” emerges, meaning
engagement of a term in all possible and impossible sens-
es and contexts.

The word “performance” underwent all of the
abovementioned processes. If in the West, in particular
in the United States, performance is mainly associated with
its direct meaning of the genre of art, in Ukraine the average
spectator knows and understands only a part of the genre
but enthusiastically uses the term in a colloquial sense.
Currently, completely different phenomena may be labeled
performance, from parliamentary collisions between politi-
cians to street tricks or a flash mob. There is also a tenden-
cy to use the term in various word combinations (political
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performance, media performance, theatrical performance,
social performance, etc.) or create “derivative” words
and terms, i.e. performativity, performatives, performative
practices, artistic performative practices, theatrical perfor-
mative practices, performativity of judicial discourse, stra-
tegic performativity, textual performativity, factogenic per-
formativity, etc. Such a broad and variable use of the term
in different contexts leads to a clarity blurring regarding
the understanding and definition of performance as a genre
of art within the art community, and scientists begin to look
for other concepts to denote those phenomena that today
“hide” under the umbrella term “performance.” One of these
terms is the word combination “performative practices.”

Itis important to note that among modern researchers
and artists, there is no unanimity both in the interpretation
of the “performative practices” concept and in the defini-
tion of the essence of the phenomenon itself. Ukrainian
researcher K. Stanislavska classifies this term as one that
is included in the conceptual and categorical framework
of art history, and believes that the content of the “perfor-
mative practices” concept is close to the term “performance
art” However, in her opinion, the concept of performa-
tive practices is somewhat broader than the concept of per-
formance, since performative practices, in addition to per-
formance, also include art actions, happenings, and flash
mobs. The scholar believes that in order to avoid further
blurring of the “performance” term, the word combina-
tion “performative practices” should be replaced by the “ac-
tionist practices” concept (from actionism or action art)
(Vysheslavskyi, 2019).

The idea of replacing the concepts of “perfor-
mance” and “performative practices” with other terms,
or even rejecting their use in art history, is also support-
ed by the Ukrainian scientist G. Vysheslavskyi, since “per-
formance—actually actionism (performative practices,
hybrid forms of performance)—having lost genre speci-
ficity and having combined with theatre or video, crossed
the specific boundaries of the arts” (Vysheslavskyi, 2019,
p-94). The art expert notes that he deliberately does not
use the word combination “performative practices” as such,
“which explains almost nothing, and most importantly, con-
fuses the hierarchy of definitions... this word combination
requires additional comments and a description of a signif-
icant number of exceptions, due to which its very use is de-
valued” (Vysheslavskyi, 2019, p. 80). Vysheslavskyi propos-
es to introduce the term “actionism of spectacularity” into
scientific discourse and, using the “hierarchy of definitions,”
divides the spectacular forms of culture into three levels:
the first level is political, religious, economic, and social
spectacularity; the second is artistic spectacularity (artis-
tic, literary, theatrical, musical actionism, etc.); the third
is artistic actionism (performance, happening, flash mob,
body art, stuffing, etc.). The researcher noted that a cer-
tain conceptual and categorical breakdown occurs since
the “performative practices” concept is most often used
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for the phenomena of the first and second levels without
clarifying its exact meaning, while the term should be ap-
plied to the phenomena of the third level (Vysheslavskyi,
2019). Vysheslavskyi’s suggestion seems to be realistic, as it
would be most logical to use the term “performative prac-
tices” towards performances, happenings, flash mobs, body
art, and stuffing, however, as the scientist aptly noted, this
concept is most often used for various spectacular socio-
cultural forms.

In this regard, a branch of the general but not yet ful-
ly existing classification emerges: “art performance” (or art
performance) and “social performance” (performative prac-
tices). In order to avoid confusion, art performance is un-
derstood to be the genre of modern art (as it was mentioned
at the beginning of the article), and it may encompass all
the other “types” of performance (social, political, media
performance, etc.) into the performative practices, i.e., all
those phenomena which, according to Vysheslavskyi’s “hi-
erarchy of definitions”, are included into the spectacular
forms of culture of the first level. In addition, performa-
tive practices should also include those social phenomena
and forms of social and individual existence that have a per-
formative nature.

There is a clear boundary between performance
and performative practices: as a rule, art performance
is induced from within, while performative practices are
conditioned by the rules of the “acting” imposed from
the outside. Art performance (hereinafter referred to as
the “performance”) involves personal interaction, while
performative practices—the mediated one. According
to E. Fischer-Lichte, performances differ from performative
practices in the point that performative practices are limited
in time and space, their important characteristic is the pur-
poseful destabilization of binary oppositions existing both
in discourse and in cultural/social practices. The academ-
ic notes that deconstructing oppositions, performances
quite often model a liminal situation “and the transforma-
tion process associated with it, experienced by the partic-
ipants of the performance” (Fischer-Lichte, 2008, p.296),
and performative practices may not generate such effects.

Therefore, performative practices are a sociocul-
tural phenomenon, which we understand as an inter-
active discursive practice using performance technolo-
gy in the process of sociocultural and political discourse
based on the creation of the cultural identity of “actors”
and “spectators.” It may be proposed to consider performa-
tive practices as a set of the following components: acting it-
self, performance, manner of “role” performance and image
transformation, aim and objectives of the “performance,”
and the environment of the statements addressed to any-
one. The persuasive potential of performative practices
is not based on rational arguments but on an appeal to hu-
man feelings, cultural needs, and curiosity about everything
unusual. Since corporeality, memory, affect, mobility, and,
in general, constant interaction with others are essential
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for an individuals, who are constantly creating their social
reality, reinventing themselves every time due to corporeali-
ty and sensuality, “creating” themselves under the influence
ofinternal and external factors, performative practices play
an important role in the formation of social reality, which
is also emphasized by Richard Schechner in his study:
“Performativity means to be someone else and at the same
time to be yourself: empathize, react, grow, and change”
(Schechner, 2006, p. 9).

The presence of performative practices in various so-
ciocultural spheres became one of the features of modern
society. Guy Debord in his work The Society of the Spectacle
(“La Société du spectacle”), analyzing the state of soci-
ety, classifies the latter as the “society of the spectacle”
and the “society of the dispersed spectacle.” He notes that
in societies that have reached the modern level of develop-
ment, life manifests itself as a huge accumulation of perfor-
mances, and “everything that was previously personally ex-
perienced is now transformed into a performance” (Debord,
n.d.). Accordingly, a person has turned into a spectator able
to observe the socio-political scene and, thus, losing the abil-
ity to distinguish the reality of what is happening from the il-
lusiveness (Debord, n. d.). According to Goffman, the vast
majority of social roles are performed on the basis of adap-
tive competence, sometimes unconsciously when a person
performs their own role, adapting to the roles of other peo-
ple, or their role is dictated by the roles of other people. Such
a situation may lead to the fact that an individual can be in-
volved in the performance of roles that harm them, as a re-
sult of the implementation of strategies of manipulation, de-
ception, conspiracy, etc.

Today, performative practices fit as best as possible
into the sociocultural matrix of modern times. Performative
practices are extensively used in advertising technologies,
political PR technologies, campaigning, etc., and their main
goal is not the communicative act itself but the attraction
of the target audience’s attention and influence over its
emotional state. Performative practices are able to rad-
icalize people, provoke and intensify affect, and “push”
the audience for “necessary” decisions, under the influ-
ence of an emotional impression, and not after a weight-
ed analysis. In modern culture, performative practices are
perceived as a “show” for the public created by the public
itself, by politicians, TV heroes, and political technologists.
For example, today performative practices are abundant-
ly used by politicians in order to create a beautiful picture
for the media, bright, memorable information, popularize
aleader or a party, etc. Performative practices fill in the field
of meanings and senses and partly form both political
technologies and spontaneous actions. Thus, according
to . Alexander, performative practices act as a variety of ac-
tions, ruptures, and texts that can inspire the public, sepa-
rate the public from knowledge, and are placed in the space
between government and culture (Alexander, 2006).
They are manifested in the desire to influence the mindset
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of a person, involving instincts and unconscious manifesta-
tions based on archetypes, dreams, and myths.

It should be noted that today, especially during of war
with the Russian Federation, performative practices are
used as a form of manipulation, since they are concrete
tools of political and advertising technologies. In this re-
gard, there is an increasing need not only to understand
the principles and laws of the functioning and use of per-
formative practices but also to fix the modality of the per-
formative notification, in order to understand the extent
of the influence of performative practices and the manip-
ulative component in them to predict the consequences
of the use of these technologies. Interpretation of the public
behavior of specific individuals on the basis of the perfor-
mance approach induces to the formation of a new analyti-
cal network based on the recording of public manifestations
of performative practices followed by their interpretation.

The crucial task for modern humanitarian science
is the integration of various theoretical and methodological
approaches, in particular the use of the principle of transdis-
ciplinarity for the achievement of the common goal of an
unbiased and comprehensive study of the role of performa-
tive practices in modern sociocultural situations. In order
to fulfill the designated objectives, it is necessary to disen-
gage from the influence of specific empirical cases (regard-
less of their resonance and creative approach) and form
a powerful theoretical base.

Conclusions

The outline of scientific literature demonstrates
the importance of the “performative practices” concept
for modern humanities, and the analyzed scientific concepts
and positions have both intersection points and significant
differences. The insufficient development of this concept
and the need for further study of the phenomenon of perfor-
mative practices are obvious. It may be asserted that termi-
nological inconsistency negatively affects the subject studies
of performative practices, and the lack of an accepted inter-
pretation of the “performative practices” concept, its broad
understanding, and the use in different contexts and dis-
courses prompts researchers to sometimes even refuse to use
this concept in favor of more “neutral” terms.

It has been proven that although the “performative
practices” concept circulates in various studies, there is still
no comprehensive justification for its content, and only
anominal definition may be used. The growing role of per-
formative practices in modern culture and art causes their
thematization in various discourses.

It is emphasized that spectacularity, dynamism, mo-
bility, unpredictability, and provocativeness of perfor-
mative practices are actively used not only in the sphere
of art but also in the cultural and social fields, including
in the realm of mass culture and everyday practices. For that
reason, the subject of performative practices needs further
in-depth study.
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IleppopmaruBHi MpaKTHKH: TEOPETHYH]i 3acCaAl iHTepIIpeTanii B COllioryMaHiTapHUX HayKax

Amnoranis. ITpoanaai3oBaHO po6OTH IOAO OCMHCAEHHS ITepGOPMATUBHUX IPAKTUK SIK SBHUINA CyJIaCHOI KYABTYPH Ta MECTEI[TBA,

BHOKPEMAEHO OCHOBHI HAIIPSIMU AOCAIAXKEHHSI ITbOTO (peHOMeHy. 3'sICOBAHO IIPHYMHU 3POCTAHHS IHTEPECY AO AOCAIAXKEHHS Iep-

$OpPMATHBHIX [IPAKTUK, HATOAOIIEHO Ha IXHIll CKAAAHOCTI Ta HEOAHO3HAYHOCTI SIK 0COOAUBOI COLIIOKYABTYPHOI KOMYHIKaTHBHOI

Ali, ITO MAa€ BUTASIA < XYAOXHbOI IIOAII>», TeaTPaAi30BaHOTO AIFICTBA, AWHAMIYHOI CHMBOAIYHOI Ail i BIIAUBA€ Ha BCi KAHAAW AFOACBKOTO

crpuitHATTsE. Po60Ta Mae Ha MeTi aHaAITHYHE AOCAIAXKEHHS CYTHICHOI crienudiku ep$OpMaTHBHIX IPAKTHK Y PYCAl PI3HUX AO-

CAIAHUITBKYX OITHK 3 TO3HLIiI COLAABHOI i1 KyABTYPHOI aHTPOIIOAOTII Ta MUCTEIITBO3HABCTBA, B He3II0cepeAHbOMY 3B SI3Ky i3 CO-

HiaAbHI/IM Ta KYAPTYPHHM XXHUTTAM, AFOACPKHUMHU eMOHiﬂMPI, KYAPTYPHHUMH IIaT€PHAMH TOIIO.

Meroi0 cTaTTi € TeOpeTHYHA iAeHTHDIKALLS TOHATTS «ep)OPMATHBHI IIPAKTUKI> B CYJACHHUX I'yMAHITAPHHX HAYKAX, IO 3abe3Ite-

YT PO3B SI3AHHS HAyKOBOI IPOOAEMH BUSHAYEHHSI Cy THICHOI crieri¢iku neppOopMaTUBHUX IIPAKTHK SIK peHOMEHY Cy4acHOI KyAb-

Typu. 3aCTOCOBAHO 3araAbHOHAYKOBI I AXOAY, IPHHITUITH il METOAH, I[O AAAM 3MOTY POSTASIHY TH SBHIT|e IIep)OPMaTHBHIX MIPAKTHK

3 Pi3HOBEKTOPHHX ITO3HI}ii. 32 AOTIOMOTOIO MOPIBHAABHOTO METOAY 3iCTABAGHO TEOPETHYHI iHTeprpeTartii 6a30BKX GOPM BTiACHHS

neppOPMATUBHMX IPAKTUK; BUKOPHCTAHHS CTPYKTYPHO-QYHKIIIOHAABHOTO METOAY AOTIOMOTAO BUSHAYHTH KOMITIOHEHTH, SIKi CTBO-

PIOIOTh YSBACHHS IIPO 3HAYEHHs OKPEMUX €AeMEeHTiB epPopMaHCy K pOpM NP osBy nepGOPMATHBHUX IIPAKTHK Y CYYaACHIN KYABTYPi.

Katouosi cr08a: mepdopMaTHBHI IPAKTUKH, TepPOPMAHC, KOMYHiKaIlisl, MECTELITBO, COLIiyM, IIep$POPMATUBHICTD.
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Bandura in the Late 1990s and Early 2000s
Compositions by Maryna Denysenko

Genre and Stylistic Context of Ideas

EaHAypa Y KOMIIO3UTOPChKIN TBOPYOCTI MapI/IHI/I
Aenncenxo kinng 1990-x — nmovarxy 2000-x

>KaHpOBO-CTI/IAiCTI/I‘IHI/II71 KOHTEKCT 3aAyMIB

Abstract. The article summarizes the use of bandura in the compositional ideas of Maryna Denysenko, a famous Ukrainian com-
poser (1962-2022). The nature of the bandura use in the artist’s works suggests the process of the academicization of the instru-
ment. Engaging bandura in the Winter and Spring play and in the August the Sickle cycle, Maryna Denysenko makes this instru-
ment a mediator between the musical material of a non-folklore nature and the folklore themes declared in the programmatic titles
of the works. In general, Denysenko’s results demonstrate high mastery of compositional technique and artistic perfection, cor-
responding to contemporary musical trends. This once again confirms the urgent need to revive and explore her work. The anal-
ysis of Maryna Denysenko’s works featuring bandura revealed the following stylistic features of the composer’s creative method:
a tendency to a programmatic approach, to the realization of folklore themes without explicit references to the characteristics
of traditional genres of Ukrainian folklore in the musical language, and to a pronounced integrity of the composition. Her ideas
in the field of instrumental bandura are characterized by the use of decentralized harmonic systems and modality in the principles
of the harmonic basis of her compositions. These are the regularities of constructing colorful intonational material based on move-
ments of seconds as the main structural microelements. The components of the author’s style of the instrumental chamber works
with bandura were revealed, including the exchange of roles between bandura and piano at certain moments of the work; elaborate
composition with the dominating improvisation; a significant role of polyphonic techniques (use of equirhythmic counterpoint,
various imitations, canons with two or more voices); numerous instances of inventive sound imagery (for example, the depiction
of the sounds of drops and gurgling water in the third movement with the help of bells, a xylophone, or the layering of aleatoric
techniques of bandura performance and pizzicato strings).

Keywords: Maryna Denysenko, academic bandura, Winter and Spring, August the Sickle, genre and stylistic dimensions of creativity.

Introduction

ISSN 1992-5514 (Print) | 2618-0987 (Online) | cc. (pp.) 80-98

Maryna Denysenko represents the constellation of art-
ists who entered the scene of Ukrainian music in the 1980s
and 1990s. Her compositional work is associated with
new trends in Ukrainian art of the turn of the twen-
ty-first century, namely, postmodern art, the importance
of each element of the system, spontaneity, chamber na-
ture, and presentation at international music venues.
However, at present, M. Denysenko’s work rarely becomes
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the subject of scientific research and thus undeservedly re-
mains “in the shadows.” After the composer’s death, this
work will be the first posthumous comprehensive research
ofherrole in the chamber and symphonic music for bandu-
ra, which constitutes the relevance of this paper.

Aim of the paper

The paper aims to create conceptual ideas about
the stylistics of M. Denysenko’s works for academic
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bandura. The following objectives are set: to consid-
er the composer’s creative method on the example of her
works with the participation of the academic bandura; to an-
alyze the genre and style features of such works as Winter
and Spring for bandura and piano, August the Sickle for ban-
dura, strings, and percussion; to determine the specifics
of using bandura in the artist’s work.

Literature Review

Currently, only a few works cover the life and work
of M. Denysenko; these are short scientific papers, usu-
ally focusing on a particular aspect of her activity. Olena
Berehova (Beregova, 2022) was the first to attempt per-
forming a generalization of the aesthetic orientation
of Maryna Denysenko’s work and to describe the stylis-
tic features that the composer’s music acquired through-
out her career. Nataliia Morshchakova delves into the spe-
cifics of the composer’s timbre thinking in works with
the bassoon (Morshhakova, 2016; 2017). Morshhakova
considers M. Denysenko’s creative experiments in connec-
tion with the composer’s theoretical views on timbre ex-
pressed in her academic works. Karina Rikman, analyzing
M. Denysenko’s Panegyric 1 (Rikman, 2002) and Panegyric
2 (Rikman, 2008), focuses on the issues of musical eventu-
ality. In addition to these individual works, Karina Rikman
analyzes, among others, M. Denysenko’s work The Longest
Sutra (Rikman, 2007) from the same perspective. Iryna
Druzhga’s work (Druzhga, 2021) examines the complex
performing and expressive elements of Maryna Denysenko’s
music for bandura. The scholar highlights the role of bandu-
rain the context of the composer’s artistic design and there-
fore addresses many complex compositional issues.

Results and Discussion

It is known that Maryna Denysenko was a very ver-
satile person—as a musician, in addition to composing,
research work was also present in her life. She was a well-
known and respected musicologist, authoring numerous
academic publications. Another sphere of her activity
was teaching. However, her interests went beyond mu-
sic. She also contributed to Ukrainian culture in the liter-
ary field. She was very interested and well versed in liter-
ature, as illustrated by the fact that she even wrote book
reviews, for example, on Oleksandr Apalkov’s non-fiction
piece (Denysenko, 2021, October 4), and had publications
in literary almanacs. However, for M. Denysenko, according
to a renowned composer and friend Oleksandr Kozarenko
(O. Kozarenko, personal communication, October 27,
2022), the main thing was creativity. It was manifested
in literature as well—she wrote poems, and even published
a poetry collection, Journey (2015). Maryna Denysenko
authored a significant number works of various genres—
original, non-trivial in their musical language and ideas:
symphonic, chamber ensemble, instrumental chamber,
and choral pieces, the aesthetics of which accumulates
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such essential features of the Ukrainian national mentality
as “lyricism, sincerity, cordocentricity, and poetic world-
view” (Beregova, 2022, p. 98).

Winter and Spring for bandura and piano.
Instrumental and chamber style. The original play
Winter and Spring for bandura and piano was composed
by M. Denysenko in Kyiv in January 2000 (the data is in-
dicated in the composer’s fair copy of the full score, Igor
Savchuk’s personal archive). The composer dedicated it to
her friends, Lubomyr Shevchuk and Igor Savchuk, who lat-
er became the first performers of this work. During this
period of her creativity, Denysenko had a tendency to neo-
styles, in particular, neo-impressionism, which determines
the watercolor-like nature of this work. The play Winter
and Spring is a laconic characteristic sketch. The theme
of the change of seasons and the winter and spring meet-
ing refers to the corresponding motifs in Ukrainian folklore.
Still, the composer does not intentionally quote folklore
sources neither she introduces explicit features of calendar
and ritual songs in the work. In this case, a symbolic “hint”
to Ukrainian folk art is the bandura in the score, combined
with an academic instrument—the piano.

In the play, paano and bandura are engaged on an
equal basis. This is expressed in several ways. First, both in-
struments are used simultaneously throughout the piece.
Second, the nature of the musical material (the movement’s
general tone, playing techniques, and specific thythmic pat-
terns) does not change depending on the instrument.
Third, throughout the piece, there is an exchange of sorts
in the functions of the material: in the form at a tempo-
ral distance (for example, between bars 8-10 and 34-36),
as well as within the same structure—in the complemen-
tary movement, when the material of one instrument sets
off another (for example, bars 12-14), or in direct echoes
(bars 1-2)". This interaction reveals: a) the formation of pi-
ano and bandura as a single complex, the timbre character-
istic of which, arguably, becomes one of the essential qual-
ities in this work, b) the dialogic nature of the instruments
in their joint timbral “fusion,” ¢) interpretation of the ban-
dura that goes beyond the traditional folklore style.

Analyzing this work, the researcher Iryna Druzhga
writes about the instances when Denysenko “uses im-
provisation as the principle underlying the composition”
(Druzhga, 2021, p. 142). The importance of this cannot
be stressed enough, as improvisation is a defining feature
of this work, constantly manifesting itself at different basic
levels of its structure. Thus, there is no clear theme—one
can only observe certain features inherent in a particular sec-
tion of the work. At the level of pitch organization, Maryna
Denysenko uses a decentralized fret system, which, again, il-
lustrates more freedom in this aspect than if it was the same

' This is still about the function of the material, and in this case,

there is no intonational exchange between the instruments, only

a rhythmic echo.
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tonality. In addition, the music of Winter and Spring does
not have a rigid metrical grid'; thus, the division into
“bars” in this work is moderately arbitrary. The compos-
er marks these multi-scale constructions mostly with dot-
ted lines, which roughly divide the musical material into
certain “blocks” and facilitate coordination of the ensem-
ble members. The rhythm in the piece includes many fig-
ures with note values (from triplets, for example, in bar 26,
to nonuplet in bar 24, etc.), to which are added dotted (bars
1-2) and syncopated rhythmic patterns (bars 37-38). This
ultimately results in the appearance of elements of poly-
rhythm (bars 9-10). In addition, the work contains un-
rhythmic fragments (bars 13-16). The composer also uses
the techniques of controlled aleatoric of the internal form
(Kohoutek, 1976, p. 241-243), for example, in bars 28-30.

The form of the work is quite fluid and plastic, yet
it is structured in accordance with its programmatic title.
Thus, the piece has two main sections presenting the images
of Winter (Adagio) and Spring (Allegro). An introduction
precedes the first section. The final section is the conclud-
ing one. The introduction (bars 1-7) is preparatory. It rep-
resents the cross-cutting principle of improvisation that un-
derlies the work (this is expressed even in the author’s note
improvizato). At the level of the parameters of the organiza-
tion of the musical fabric, the introduction tests the materi-
al of the following sections. First, the rhythmic component
should be noted—it is dominated by fragmentary figures.
Reverse dashes (sixteenths and eighths with a dot) followed
by a delay of the last sound, as well as figures of “running”
with sixteenths, ending in a long sound (sometimes using
“free slur” that refers to the impressionistic interpretation
of sound colors), will frequently appear in the next sec-
tion. This rhythmic pattern does not imply a relief melody.
Hence, the intonation here is more likely to be character-
ized by “bursts,” passages with an orientation towards specif-
ic pitch points. However, it is possible to distinguish typical
movements of seconds followed by a tertiary move in one
direction. Along with the register dispersion of these mo-
tifs, there are elements of pointillism, which are also present
to some extent in the first movement. At the end of the in-
troduction, the piano part uses aleatoric techniques that
will be inherent in the second section of the work.

In addition, the introduction contains features that
do not belong to a specific section of the work but are com-
mon for the entire play. For example, the introduction sets
the soundscape and the basic foundation for all sections.
However, throughout the work, it undergoes modifications
in different sections, and this is already foreseen in the in-
troduction: in the first measure, two variants of the F sound
appear (F and F sharp), and at the end of the opening, in ad-
dition to the E sound, E flat appears. Thus, the sound series
of the introduction is the following (Example 1).

' The work contains only one bar with a certain size—bar 34

by 2\4.
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Example 1

Due to their frequent and rhythmically emphasized
use, certain sounds of this sound system acquire the mean-
ing of specific harmonic supports (in the introduction,
these are primarily F sharp and E flat). The harmony
emerges without rigid centralization, the degrees of which
“dictate,” which consonances will arise in the vertical di-
mension. In this context, it may be argued that Denysenko
uses a modal harmonic system. The introduction also sets
up another feature that applies to the entire work, which lies
in the pointillistic texture techniques and the presentation
of the material. In the work, specific intonation fades into
the background so that the timbral qualities of the whole
come to the fore. This illustrates the phenomenon of the so-
called “emancipation of timbre” that characterizes many
pieces of twentieth-century music (Tsenova, 2007, p. 54).

The register situation in the introduction can be viewed
ambiguously. Denysenko uses various active movements
in the lower, middle, and upper registers. The following two
sections of the work tend to develop certain specific regis-
ters. Therefore, the introduction simultaneously sets them
off with its register saturation and, on the other hand, again
summarizes the features of the following sections.

An exciting feature of the opening section, which re-
veals the dialogic interaction between bandura and pia-
no, is the complementarity of the movement in the parts
of the instruments. They not only rhythmically “give way”
to each other but have a complementary direction of mo-
tion. Thus, the downward movement of the piano is bal-
anced by the upward trend of the bandura and vice versa.
The same is true in regard to the registers—bandura and pi-
ano mirror each other’s registers.

Thus, it transpires that the introduction is a rather ex-
tensive section of the form, which illustrates the prominent
feature of the whole work—the principle of improvisation,.
In essence, it presents crucial features of the following sec-
tions of the work and at the same time moderately shades
the beginning of the first section. In addition, it sets the gen-
eral basic features of the entire piece—the sound system,
the modal design of the harmony, and the similar nature
of the interaction between piano and bandura.

The first section (bars 8-23) is the Adagio. The com-
poser aimed to create a frozen image of a frosty winter.
The section can be divided into three constructions, which
are certain phases of development.

The first one (bars 8—11) is characterized by a more
significant influence of the introduction material in terms
of rhythm and intonation (for example, there are alter-
nations of seconds and tertiaries in the same direction
of movement, as mentioned above). At the beginning
of the first section, there appears the harmony that served
as the backbone of a significant part of the introduction—a
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small diminished septa cord with a quartet (E - G - A -
Bflat - D). In the future, harmony will repeatedly play a uni-
fying role, as noted by 1. Druzhga (Druzhga, 2021, p. 143~
144). Denysenko makes a relatively smooth transition from
the introduction. However, the music acquires new features
consistent with the program of the piece. The music seems
to be trying to “break free” register-wise: the musical ma-
terial is mainly concentrated in the middle-upper register,
and the lower register sounds are used to create spatiali-
ty of sound. The soundscape of this section is generally
very mobile. In this particular construction, it is expressed
in the variability of the sound F (sometimes F sharp,
sometimes F natural). In this fragment, bandura comes
to the fore in the part in which rhythmically colorful ma-
terial is presented with continuous movement. The “prick-
ly” plucked timbre probably carries an almost pictorial load
in this case, conveying a touch of frost and the dazzling glit-
ter of snow. The piano plays an accompanying role. Its ma-
terial is based on the reverse-dotted figures with free slurs
mentioned above, which implies a long-smoldering fading
of sound that creates the background of “sounding silence”

The subsequent development (bars 12-18) is associ-
ated with a more significant “retreat” into the middle-upper
register. However, the technique of spatial filling does not
disappear due to the occasional use of individual low-reg-
ister sounds. The use of free rhythm also marks the con-
struction—the score contains only sketched note heads
without rests, so the performers adjust the rhythm during
the performance. Most importantly, this fragment is asso-
ciated with a change in the nature of intonation—moder-
ately fragmentary, angular motifs turn into solid melodic
phrases passed from part to part. There are even variants
of phrases (the intonation material of the bandura from
bar 13 is played with some changes by the piano in bar
16) and imitations (bandura’s proposta in bar 12—piano’s
risposta in bar 13). However, they are intertwined with
the previously used pointillistic “bursts” in the reverse-dot-
ted rhythm. For the first time in the work, peculiar chroma-
tisms appear here—the use of different variants of the same
degree in succession, which gives the effect of “fragility”
in the melodic lines (special attention is drawn to the semi-
tone movements of F sharp — F natural by the bandu-
ra in bars 12, 16, and by the piano in bar 13). This is how
the process of gradual restructuring of the sound system
and preparation of its new version, which is stabilized
in the second section, is manifested.

The third construction (bars 19-23) is transitional
between the first and second sections. The lower register
(especially in the bandura) starts to be actively involved.
The rhythmic figures described above still appear occasion-
ally but they are gradually replaced by others. Thus, dura-
tions of uneven note value are substituted with the durations
with even note value. The texture changes quite significant-
ly: if earlier it was figurative and scattered, later on, it is more
linear, with a chordal core, which is melodized. The latter
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can be seen as a feature of romantic thinking. The rhyth-
mic and chordal structure contributes to a more explic-
it and rigorous organization of the instruments’ sound,
which will be maintained at the beginning of the second
movement. In bar 23, this principle is violated. Polyrhythm
is introduced, and the vertical again becomes only a resul-
tant. Still, the composer brings the sound closer to the sec-
ond section (for example, sextets in the Adagio tempo will
sound like triplets in the following Allegro, etc.) The prepa-
ration of the second section is also completed regarding
the sound system—the F sharp finally disappears from use,
and the F sharp begins to play a special role in the order.
In addition, the flow of the first section into the second is fa-
cilitated by harmony. Its changing flow is based on a minor,
major septa cord with a quartet (C - E - F - G - B flat),
the harmonic basis for the beginning of the following form
section.

The second section (bars 24-33) contrasts the first
in tempo—Allegro. However, as in the case of the introduc-
tion and the first section, M. Denysenko again makes a rela-
tively flexible connection between the sections. Following
the program, this can be interpreted as conveying a smooth
change of seasons.

In this section, two fragments should be distin-
guished—from the initial four bars and the next six bars,
which differ in their interpretation of means and tech-
niques. However, they are ideologically united in reflecting
this movement’s main image. In contrast to the frozenness
of the winter part of the work, the idea of spring is presented
as incredibly active, lively, and uninhibited. Uniform, almost
without dashes, strictly prescribed rhythm at the beginning
of the section (bars 24-27) contributes to the impression
of a more precise flow of metrical accents. Interestingly,
the improvisational freedom of using nonuplets, septol-
es, and other figures in polyrhythmic combinations is pre-
served. Still, it is moderated by the almost everpresent trip-
lets that orient this frantic whirlwind of durations. Such
“constant” figures produce a more coherent vertical struc-
ture, which gives the polyphonic whole a sufficiently co-
hesive and organized feel compared to the introduction
or the first two constructions of the Adagio section. Given
that in the opening bars of this section, there is the only
consonance of the minor, major septa cord mentioned ear-
lier; it is the rhythmic component that comes to the fore
here and becomes an expression of almost primitive energy,
which is further emphasized by the transition to the lower
register dominating the entire section. It is symptomatic
that the piano here acquires a more percussive sound.

From bar 28 until the end of the section, the tech-
niques of controlled aleatorics dominate. The fragments
include many rhythmic figures of free note value, dotted
lines, and syncopations, are looped, both in the part of a sin-
gle instrument (piano in bars 29-30, bandura in bar 33)
and both parts simultaneously (bars 28, 32), which gives
a minimal opportunity to calculate the final sound. Still,
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this approximation of the notation produces the maximum
freedom of sound, which is figuratively appropriate because
spring is associated with revival, movement, and openness.
It is not surprising that it is in this section that non-standard
methods of playing instruments are introduced—quasi glis-
sando on the bandura body, “playing on the soundboard,
under the piano soundboard” (the composer’s remark),
playing on the piano strings. The set of atypical playing
techniques is also complemented by an instruction to play
glissando on the piano “on any black keys,” which shows
how the composer, in the conditions of aleatoric, still fol-
lows the emerging sound colors. Thus, this technique be-
comes a thoughtful means of emphasizing the author’s
intention.

The beginning of the final section (bars 34-43),
which can be interpreted as a reprise or coda of a two-
part form, is marked by the composer with the appear-
ance of metrical clarity' and a brief muting of the piano
part. Later on, the standard timbre of this instrument (after
the previous play on the strings) and the high register re-
turn. However, the section manifests itself even more as it
contains material of a synthesizing nature. In bars 34-35,
the material from the beginning of the first section returns.
However, it should be noted that this material is not re-
peated in the literal sense—its contour sketches are trans-
ferred, i.e., the characteristic texture pattern, approximate
rhythm, typical intonation “bursts,” and the phonism
of a minor, diminished septa cord. It is interesting that
in comparison to bars 8-10, the instruments seem to have
exchanged the roles and functions of the material—now
the piano plays the overtones—“bursts,” and the bandura
creates the background (tremulous sound), again, using re-
verse-dotted figures. In bars 37-38, bandura uses syncopat-
ed figures from the second section. The acquired elements
from the Allegro section also include aleatoric techniques
for the piano in the low register and an unconvention-
al method of sound production—playing the body—
for the bandura.

The piece is quite dynamic and thoughtful despite its
apparent improvisational nature. The conventionally the-
matic arches (between the introduction and the final sec-
tion with the rearrangement of the initial material between
bandura and piano) contribute to a significant “bonding”
of the form, and the variable fluidity in the sound structure
gives a remarkable development to the work.

The ways of presenting the material on the piano
and bandura and the techniques of playing them indicate
an interest in their timbre and coloristic side, their use
as instruments with vast possibilities of modern sound
production.

In terms of style, this particular piece illustrates the ten-
dency to combine different things organically and synthet-
ically. For this specific work, the composer, as seen from

! In the bar 34, the time signature appears.
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the analysis, accumulated impressionistic features and fea-
tures of other styles of twentieth-century music, particu-
larly pointillism. The fact that the timbre component took
a leading position in the work makes it similar to the so-
nority. It becomes a manifestation of current trends in rais-
ing the status of timbre at the end of the twentieth centu-
ry, which M. Denysenko notes herself (Denysenko, 2007,
p-198).

While concluding this analysis of M. Denysenko’s ex-
cellent play, the results of the symbolic logic in the work
should be pointed out. Operating the images from the pro-
grammatic title of the work, it may be stated that at the end
of the play Winter and Spring meet. However, despite many
elements of the second section included in the conclusion,
the winter imagery, with its pointillistic features and “fro-
zen” background effects (extended sonorities with free slurs
in the score), still persists. Thus, M. Denysenko has figu-
ratively built the work according to the well-known logic
of “thesis—antithesis—synthesis,” reflecting the duality
of the transitional zone of the seasons.

August the Sickle for bandura, strings, and percus-
sion instruments. Features of genre and style. Very little
is known about the circumstances of the creation of this
work. The only precise information is the year of its com-
position, 1997. Based on M. Denysenko’s oeuvre, this work
reflects the composer’s love for small forms, the transition
from the pompous, extensive symphonic genres to the or-
chestral chamber sphere.

The cycle August the Sickle consists of five small or-
chestral sketches. This interesting individual genre cor-
relates with the tradition of romantic instrumental cycles.

The summer cycle from the theme of the agricultur-
al calendar unites the works of August the Sickle. Giving
programmatic titles to the works was a stylistic feature
of M. Denysenko, therefore, she emphasized the folklore
tendency with colorful titles for each part of the cycle.
Two parts (the first and final) have a more specific pro-
grammatic nature, which is related to the religious and cer-
emonial side of the last summer month. Thus, Part I is ti-
tled “Makoviya...”, which refers to the feast of the Holy
Martyrs Maccabees (August 14) highly honored in tradi-
tional Ukrainian culture. Part V, titled “August the Sickle”
hints at the harvest theme. The fact that this title was chosen
as the title of the entire cycle suggests that this theme is uni-
tying for all parts, even though the titles of parts IT and III
have a generalized folk-poetic orientation. Thus, Part II
is titled “Popovna Kalyna...”, and Part III—“Summer
by the Water...” The title of Part VI is also formally unre-
lated to ritual imagery—it is called “Kaniv,” which refers

* In M. Denysenko’s manuscript score, the titles of the first three
movements are given with an ellipsis at the end of the title. Arguagbly,
the program titles are related to a certain literary (probably poet-
ic) source or several sources and contain the initial phrases of lines

of text. Unfortunately, these primary sources are yet to be determined.
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to a Ukrainian city of outstanding history and culture: it was
already a large town in the times of Ancient Rus, serving
as a meeting place for princes with Polovtsian ambassa-
dors; and in the nineteenth century it became the burial site
of Taras Shevchenko (Kaniv: 7 istorychnyx mist ta mistechok
(n.d.)),and also became an essential motif of Ya. Pluzhnyk’s
poem-reflection Kaniv. For M. Denysenko, Kaniv was
of particular importance, the composer visited it to rest
and work in her family estate, and eventually died there.

In general, the pieces of the cycle are very picturesque,
and this is ensured, among other things, by the colorful per-
forming cast: bandura, strings, and percussion. The com-
poser introduces a unique instrument designed to repro-
duce the sounds of birdsong, the “nightingale.”!

The use of bandura, as in the case of Winter and Spring,
is the most vivid illustration of the folklore motifs of the cy-
cle. Still, it plays functionally alongside other instruments
rather than standing out as a primary one. The stringed
instruments are presented in their typical composition
for an orchestra—first and second violins, violas, cellos,
and double basses. Two solo violins also stand out. In ad-
dition, at certain moments, the entire string group appears
as an ensemble of soloists due to the numerous divisi in all
parts. However, percussion requires special attention. Since
there is an immense number of their varieties worldwide,
examining the choice of instruments by the composer is es-
pecially interesting.

First, it is noteworthy that in the cycle August the Sickle,
Denysenko introduced many instruments of a distinctly
decorative nature—Ilarge and small bells, triangles (met-
al and wooden), as well as rhythmic and melodic per-
cussion—tempo blocks and exotic bongos®. In addition,
the score includes an instrument with powerful melodic ca-
pacity, the xylophone, and a less common but highly char-
acteristic flexaton. Among the distinctly noise-making in-
struments, tom-toms® and rattles should be mentioned.

Thus, the score contains an extensive range
of percussion instruments, both common in orches-
tral practice and atypical, which reveals the composer’s

' O. Andreeva refers to this wind instrument as an instrument
“for the occasion” (Andreeva, 1990, p. 54).

® In the composer’s manuscript, bongos are not listed in the in-
strumentation at the beginning of the score but their use is mentioned
in the middle of the musical text (at the end of the “Kaniv” number).
However, the use of these instruments is not mandatory. The com-
poser remarks: “Tempo blocks may be used instead of bongos.”
* In the score, Denysenkoonly indicated the number
of tom-toms—two—but there are no instructions for time signature.
However, the nature of the notation suggests that they should be of
different time signatures, which allows the composer to use them
both as noise-making (as happens in most cases when the tom-toms
sound simultaneously) and as rhythmic and melodic instruments
(when they sound alternately, for example, two bars before the letter

Q.n the 4t movement of the cycle).
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interest in creating unique timbre combinations. In ad-
dition, the percussion instruments presented in the cycle
are very diverse in construction and pitch quality. There
are idiophones and membranophones with precise pitch
and rhythmic and melodic percussion instruments with-
out an accurate pitch. When choosing instruments, the au-
thor preferred idiophones, mostly metal ones. This already
foreshadows a particular “brilliance” in the sound of the cy-
cle’s numbers. In addition, it may carry a specific archa-
ic semantics—the clanging of metal in ancient, in partic-
ular, pagan cultures was considered to be in contact with
the otherworld, scaring away evil spirits or attracting good
ones, so instruments like bells were even used in rituals
(Frazer, 1923). It may be assumed that this way, the com-
poser emphasized the folklore motifs usually associated
with the archaic.

In general, the unusualness of the ensemble com-
position is immediately striking. Still, it should be noted
that in the twentieth century, the individualization of per-
forming groups became a characteristic feature of mu-
sic (Tsenova, 2007, p. 53-54), so in this, M. Denysenko
joins the current trends of contemporary compositional
creativity.

In the first part—*Makoviya”—the composer does
not yet use percussion, so the basis of the polyphony are
the stringed instruments (a familiar role for them), which
are later joined by bandura. Despite this, she is looking
for opportunities to diversify the timbre palette of the work.
Thus, the parts of the stringed instruments are replete with
various playing techniques—from the typical arco and piz-
zicato to playing near the stand (sul ponticello) and play-
ing with the bow shaft (col legno). Moreover, they are al-
most always used in layers vertically and often change from
part to part, which creates a unique and changeable timbre
flavor.

In metrical terms, the number “Makoviya” is imbued
with the harmony of movement and agility, which may even
evoke associations with a simple step or walk. This is en-
sured by a significant reliance on the uniform movement
of the eighths* and the even note value, manifested in all
voices, and emphasized in the metrical grid, adding elastic-
ity to the music®.

The composer’s solution for the texture that arises
in this arrangement is more interesting than as a simple

* This in no way excludes other rhythmic figures from use but,
first, in any rhythmic pattern, the movement is mostly in eighths,
and second, in the vast majority of cases they are subjected to an
even note value.

* In general, in the cycle August the Sickle, the composer always
writes out time signatures. Despite the fact that sometimes they are
variable (for example, at the beginning of No. 4 of “Kaniv” the time
signatires 2\4, 3\4, 5\8, 4\4 appear), their presence makes the poly-
phonic whole much more organized, which contrasts with what

we observed in the play Winter and Spring.
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Example 2

chordal one. M. Denysenko managed to give the music
a remarkable liveliness by using equirhythmic counter-
point—the texture seems to be woven from polyphonic
lines of individual voices, which together almost constant-
ly produce a chordal vertical (on the same basis, even cel-
los and double basses are involved, which simultaneous-
ly serves as the basis of polyphony). Interestingly, in this
case, the intonational material of the voices does not con-
sist of extended melodic structures but of a limited set
of individual chants-motifs and phrases. In principle, this
forms the intonational basis of the overall piece. The as-
cending movement of seconds, on which the intonational

layer of the number is mainly based, should be empha-
sized. They are presented in a sequential development
(e.g., in the second part of the first violins divisi in bar
S, the second part of the second violins divisi in bar 6,
etc.) and participate in numerous imitations at different
intervals and with varying intervals of the introduction
of propostas and rispostas (e.g., imitation in prima with
a difference of one eighth between the first and third parts
of the second violins divisi in bar 3; three-voice reproduc-
tions in quart and octave by the violas divisi and partial-
ly by cellos and double basses in bars 17-18 with a vari-
able difference of a quarter or two quarters). Accordingly,
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the musical fabric is saturated with a large number of tech-
niques of orchestral presentation that reveal a flexible in-
teraction between the parts—transfers (for example,
in the first and second parts of the second violins in divisi
in bar 1, then similarly in the other two parts of the sec-
ond violins in bar 2) and echoes (for example, in the three
violas in divisi in bars 16-18).

As for the thematic side of the work, there is no formal-
ly structured thematicism. Incompleteness, an open end-
ing', is, in fact, a feature of this cycle. This incompleteness
is also manifested in the structural blurring of the themes.
However, the composer uses techniques that indicate
the germs of a thematic piece. In the beginning (bars 1-9),
in the introduction, the strings have chants: the above-de-
scribed second step up, which is included in the imitative
and sectional movement (bars 1, 3) and the motif of re-
peating the sound of D flat followed by a downward move-
ment by a second and a tertian, which is perhaps the most
striking motivic element in work. It is often emphasized
in the orchestra by duplications at different intervals (e.g.,
in bar 2, there is quintuple recurrence by the second vio-
lins, and in bar 33—both quintuple and octave duplication
by the first violins). These two elements are well illustrated
in the first four bars of the work (Example 2).

They appear scattered in different parts. In bar 10, ban-
dura that enters seems to gather these chants, “melting”
them into a coherent melodic line, though not structurally
complete (Example 3).

Thus, the described effect of various means of ex-
pression and thematic work gives impetus to the process-
es in the piece. Paradoxically, this number is characterized
by something other than the dynamism of the overall devel-
opment with an apparent step-by-step approach. It is pos-
sible to outline the initial phase more or less accurately—
approximately bars 1-16—but the motus and terminus
phases are defined rather conditionally because, in terms
of the methods of working with the material, they hard-
ly differ from the initial one. The process of unfolding
in work can be conventionally depicted as a curve, as shown
in Example 4.

g A\
Example 4

There is no pronounced culmination here—the de-
velopment is very smooth. Thus, it is interesting to see how
linear fluidity and dynamism are combined in unfolding
the whole number. The tools described above are usually
included in this process and help realize linearity and ener-
gy of the development. However, two factors most clearly

! It would be appropriate to point out that the numbers, accord-
ing to the author’s instructions, should be performed attaccus, which
to some extent determines the openness of the finals of the parts. This

should lead to the beginning of the next play of the cycle.
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embody these two seemingly opposite qualities: the pitch
structure and the density of the orchestral presentation.
At the beginning of the work, a sound system is set that
is maintained until the end of the piece. Its appearance
is shown in Example S.

Example 5

The frets are rather variable. The sounds of E flat
and B flat may be distinguished, which play a greater or lesser
role at certain moments of the work. For example, at the be-
ginning of the piece, the quintet of these sounds in the low
strings becomes the harmonic backbone (example 2),
and from bar 15 to bar 19, there is more critical position
of B flat. However, more typical in the number is “wan-
dering” of sorts along a given sound system, and this is an
essential feature that affects the resulting vertical. As it is
evident from the example, in its essence, the soundscape
of the number is diatonic, which sends a certain “non-con-
flict” to the sound of the polyphony built on its basis. This
allows the composer to freely unfold the musical materi-
al despite the uncertainty of the supports and their dis-
crepancies in different voices, often due to imitations.
Therefore, as I. Druzhga writes, “the composer remains
faithful to the modal principle in harmony” (Druzhga,
2021, p. 139).

Such a stable situation in the harmonic dimension
is maintained by isolated cases of sounds outside the given
sound system. These sounds, which can be called chromat-
icisms in relation to a given harmonic system, usually ap-
pear for a short time. For example, in bars 21-22, the sound
of G in the bandura appears as an auxiliary sound of melod-
ic figuration and does not significantly change the “modus”
of the sound.

Thus, the pitch structure is the stable component that
keeps the music of the whole number in one sound “field”
and retains the impression of a specific static despite the va-
riety of techniques of thematic development and orchestral
presentation.

On the contrary, changing the density of the orchestral
presentation is a device that acts oppositely. In this case, it is
the fact that “the timbre and texture possibilities of the or-
chestra emphasize the staging of events in time” (Stronko,
2013, p. 50). First (bars 1-4), the strings without the vio-
lins are introduced, sounding alternately (S to 8 parts sound
together), so the sound is quite transparent. Then, starting
from bar S, the first violins are added (with a fifth divisi),
and with the introduction of the bandura in bar 10, an or-
chestral tutti sound (not taking into account the nightin-
gale). Thus, there is an accumulation of instruments, which
(apart from the thematic work described earlier) enables
identifying the introduction and results in enhancing
the dynamics of the process.
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Throughout the work, composer works with the den-

sity of the orchestral presentation. The sound generally has
two significant “dips”—in bar 11 and bars 17-19. While
the first is short, the second seems more critical—it divides
the work into two sections. While an equirhythmic coun-
terpoint dominates the first, the second intensifies diago-
nal movement while maintaining the same technique. This
is due, for example, to a more explicit display of imitations.
Example 6 shows that the imitations in the strings are not
interfered with, and a slight orchestral crescendo emphasiz-
es them.

This section is generally characterized by more sig-
nificant variability in texture density and mobility in con-
necting or disconnecting the instruments. Thus, similarly
to the principles of building intonational material and poly-
phonic techniques in the first section, the dimension of or-
chestral presentation makes it possible to mark the subtle
features that distinguish the initial stage of development
in work from the following “movement.”

In addition, the enormous role of changing the density
of the orchestral presentation is revealed at the end. After
the tutti in bar 33, there is a sharp reduction in the number
of parts involved, followed by a relatively rapid orchestral
diminuendo’. At the same time, the intonational material

' Orchestral diminuendo does not exclude the introduction of new
instruments, although this is less typical. This is the unusual situation,
because with the general reduction of the string parts, a nightingale
is added, whose trills add more peace to the music, which is already
texturally more transparent. Another reason for the introduction
of this instrument will be discussed in the context of the second part

of the cycle.
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Example 6

of the string parts does not change at all and does not ac-
quire the features of cadence, so only the orchestral presen-
tation signals the end of the work.

Thus, it is the “play” with the density of the orchestral
texture that becomes the means that diversify the sound
throughout the work and constitutes internal “dynamic
waves” in it.

The second movement—*Popovna Kalyna..."—
is equally energetic and mobile but this is realized in mu-
sic in contrast with the first movement. The imagery side
of the music becomes crucial, and Denysenko subordinat-
ed all the expressive mean to this objective. The work illus-
trates a real bird choir, the voices in tune with each other.
This determines the choice of instruments, with almost all
used for sound symbolism. In addition to strings and bandu-
ra, several percussion instruments appear in the score: bells,
tempo blocks, and flexaton. The first instrument was intro-
duced to create a deep background sound, on the “spill”
of which “bird choirs” sound. This secures the music from
being too “dry” or “fluid.” In addition, the last two instru-
ments are suitable for adjusting to the presented imagery.
For example, the tapping of the tempo blocks can be asso-
ciated with the woodpecker’s chirping. The timbre of this
wooden instrument also immediately refers to images re-
lated to the forest and trees; that is, it conditionally out-
lines the location in the context in which the birds’ singing
could be heard. The flexaton, with its specific sounds, is in-
cluded in the score as an instrument suitable for imitating
asmall birds’ chirping. Although limited in divisi compared
to the first movement, the strings still carry the primary
material and are actively involved in sound imitation. This
is true even for the low strings at some point (e.g., the double
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Example 7

bass in bars 35-36"). Bandura once again stands in line with
the other instruments and joins them in weaving the sound-
scapes. The nightingale is also featured in this movement.
In this piece, it turns out to be the instrument that vividly
embodies the figurative dominance of the work—the oth-
er instruments imitate the bird, and this instrument almost
“is” it. However, in addition, in the context of the second
movement, it becomes clear that the introduction of this in-
strument at the end of the first movement serves as a means
of smoothly connecting it to the second movement.

The given sound direction of the music leads to a more
colorful and complex rhythmic structure. There are syn-
copations and various combinations of rhythmic patterns
of the paired and free note values. As a result of such chang-
es, the precise definition of the vertical is significantly weak-
ened, and the main processes are primarily concentrat-
ed in the melodic dimension. The metrical grid remains
in the work but it is leveled mainly due to the complex-
ity of the rhythm and its various combinations in differ-
ent voices. The second work of the cycle differs from
the previous one in terms of the metro-rhythmic parame-
ter. Unsurprisingly, the texture in this arrangement becomes
pronouncedly polyphonic and impresses with its polyme-
lodic combinations of voices.

The intonation side is entirely aimed at conveying
the sounds of birds’ singing. The lines of the parts are
based on intonations within the second-tertiary range,
which are realized in different rhythmic conditions
(for example, rhythmically constant movement of seconds
in the second part of the first violins in divisi in the first

! We start the numbering of the bars in each part anew.
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bars; second-tertiary intonations in combinations with six-

teenths in the first violins in divisi in bars 28-29). The rep-
etition of sounds followed by a jump to an interval of dif-
terent widths is also a characteristic “pattern” for the piece
(for example, in bars 1-7 in the first part of the first vio-
lins divisi; in bars 15-17 for the bandura). Numerous times
there is an ascending passage with anchoring on the upper
sound (for example, by the second violins in bar 12 or by
the first violins in bar 24). The resemblance to birdsong
is achieved by the total repetition of these motifs or their
frequent appearance in different parts after a certain peri-
od. In the same vein, even more, complicated polyphonic
techniques are used—imitations and even canons based
on variants of these motifs. Thus, in the first four bars from
the letter H, there is a small principle in the prima between
the first and third parts of the first violins divisi, joined by an
imitation in the second part. Later on, the material of these
three parts turns out to be a three-voice proposta, to which
by the third-fifth parts of the first violins correspond with
avisual rearrangement of the material of voices in the score”
(Example 7).

It is symptomatic that the score is replete with many
overlaps between the instruments. This explicitly illustrates
equality in their engagement: for instance, in bars 30-31,
the ascending passage is first performed by the third-fifth part
of the first violins divisi and then imitated by the bandura,

* This is done to ensure that each part of the first violins performs
in a three-voice rhapsody “in a new role” and, accordingly, to enhance
the effect of echoes. In addition, this creates a spatial effect as a result
of the seating of the orchestra, which involves placing the violin per-

formers on the opposite sides from the conductor.
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duplicated by the first part of the first violins. Thus, in both
bars, there is the violins’ timbre, which is layered with
the effect of the bandura’s plucked timbre. By such meth-
ods of orchestral presentation, bandura is included in a sin-
gle complex with the strings, enhancing the brilliant sound
of the motif that is repeated in pitch.

If combining bandura with violins is more or less com-
mon because they are the instruments with the exact nature
of the sound source—the strings—the next timbre com-
plex is much more unique. It also involves bandura; how-
ever, in combination with tubular bells. This occurs on bars
14-19, coinciding with the first appearance of the bandura
in this piece.

Moreover, it is interesting that the instruments are
used in relatively distant registers, which, in theory, should
not create a tendency to combine these timbres. Still, this
obstacle has been overcome in an inventive way. The mu-
sical material of the bells’ part is based on two sounds
with a second distance—E flat and F. The bandura part
initially also contains only two sounds—A flat and B flat
at a distance from a note in a medium-high tessitura, com-
bined into repeated motifs. Later, other sounds appear
but the sound of B flat remains an organ point. When bells
sound, the acoustic side of the sound is generally very sig-
nificant. The spillover strikes on this instrument cause au-
dible resonances. Several initial sounds of the natural scale
that arise from the sound of E flat in the small octave of bells
have a B flat, including the second octave, which is a fre-
quent sound in bandura (Example 8).

b
T = T
S
Example 8

Thus, the bandura seems to amplify the sound
of the overtone that is important for the bells, creating
a “sound crown” of sorts. Moreover, the composer spe-
cifically singled out this timbre complex because oth-
er instruments in these bars fade into the background.
However, in terms of pitch, the violins are also included
in the acoustic complex with the bells—their parts are
based on the sounds of F1 — C2 — F1, which are in the nat-
ural sound series of the corresponding sound of the bells

(Example 9).

Example 9

This piece generally becomes more dynamic as a result
of exciting timbre combinations, a large number of contrasts
in the role of instruments in the orchestral texture, its density
(e.g., the set of eight parts in bar 23 is abruptly joined by five
parts of the first violins in bar 24 with an imitative combina-
tion that evokes visual images of the flight of swarms of birds),
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and variety of its layers (the previously quoted fragment ex-
emplifies this: there is an orchestral background, or bars
20-31, where the double basses have an orchestral pedal).
The waves of development are more tangible, and there are
also timbre arches. Thus, tempo blocks and a nightingale ap-
pear at the beginning and end of the piece, marking them
as such. This illustrates the importance of contrasting the cy-
cle’s first and second numbers for the composer.

The third movement—“Summer for Water...”—
may be considered the lyrical center of the entire cycle.
If the role of rhythm was significant in the previous piec-
es, here the intonation becomes critical. The intonation
layer in this piece is based on a gradual movement, which,
in principle, makes it similar to the previous ones. The ref-
erence to the first part is particularly noticeable because,
for example, the bells in bars 2-3 almost entirely (in a mod-
erately colored manner) quote the melodic line that was
the basis of “Makoviya...” The descending sectional move-
ment of seconds upward, which appears here repeatedly
(for example, in the second violin solo in bars 31-32), also
played a significant role in the opening number of the cy-
cle. However, these intonational elements now sound soft-
er. If, in the first movement, the fast pulsation of the beats
made them relatively discrete, here it becomes possible
to emphasize greater coherence. For example, in bars 13—
14 (Example 10), most of the instruments duplicate the in-
tonationally expressive melody, and only the second violins
lead a rhythmically complementary line that only unobtru-
sively emphasizes the first and last beats of the bars. In ad-
dition, they create a harmonic filling, that counterpoints
the role of the melodic component.

Example 10 illustrates one of the conductions
of the melodic phrase to which the main thematic work
in the piece is linked. It accumulates the characteristic
of the movement of seconds, thus, both the thematically viv-
id and the background material have the same intonations,
contributing to the work’s monolithic nature. This melodic
structure is a cross-cutting theme in the piece. At first, it is
“concealed”—in the middle of the texture of the first violins
(bars 1-2) and moderately obscured by other elements that
draw attention to themselves—the solo violin’s curly line,
the bells’ silver counterpoint, etc. However, it is brought
to the fore in “all its glory” when in bar 9, this intonation-
al material (transposed) is played with a tertian compres-
sion and in a multi-octave duplication of violins and viola.
Texturally, this fragment is constructed similarly to the one
illustrated in Example 10. Throughout the work, the main
melodic structure is carried out in different rhythmic vari-
ants (for instance, in the version with triplets—for the first
violins in bars 36-37).

In addition to its chant-like beginning and lyrical im-
agery, the piece also has a powerful sound component,
which stems from its title. Therefore, the composer decid-
ed to saturate the piece with sounds representing the wa-
ter element.
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Example 10

At first, this is immediately evident from the renew-
al of the percussion instrumentation—new characteristic
instruments are introduced into the score: bells (already
mentioned), xylophone, triangle, and rattles. For these in-
struments with a sonorous sound, this is a “golden age” be-
cause they convey the sounds of water drops in a color-
ful way like no other. This also applies to the flexaton and,
of course, the bandura.

The sound elements are included in the number
and the introduction of the bells in bar 2 when it is still
superimposed on the sound of the chant material. Then
the sound line continues with the appearance of ostinato fig-
ures on the xylophone in bar 12 and becomes more exten-
sive starting from bar 16 when bandura strumming is added
to its trembling sound.

Bar 16 arguably marks the beginning of a new section,
because the composer uses techniques that bring the sound
imagery to a new level. In addition to the instruments al-
ready described’, she ingeniously involves a layer of strings
in the sound imitation. Four parts of the first violins di-
visi quietly play small melodic “patterns” of wavy graph-
ics on pizzicato. Moreover, the rhythm is not written out
in them, which gives the composer permission for a specif-
ic disordered sound. By this, Denysenko “painted” not only
water drops but also its gurgling sounds. Bandura’s aleator-
ic techniques add to the chaotic sound, which actively con-
tributes to “the closeness of the sound picture to the natural
sound environment” (Druzhga, 2021, p. 141).

Subsequently, when lyrical, musical material appears,
the glittering of the xylophone remains present, enhanced
by the “bursts” of the glissando flexaton and the noise
of the rattles.

The strings’ chanting thematic material at the end also
appears on the xylophone—in bars 29-31 and bars 39-41
with duplications in different intervals.

! The exceptions are the bells that appear only at the beginning

and end of the piece, accentuating them.
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Thus, the specificity of this number is in the very

natural interaction of seemingly opposite imaginative
spheres—the spiritual, human one associated with mel-
ody and the “neutral” images of the natural environment.
While these two spheres seem to exist separately at first,
in the end, the themes of the lyrical sphere merge with
the part of the instrument that represents nature. This “hu-
manization” of nature adds a romantic touch to the work’s
imaginative palette.

The fourth movement of the cycle—Kaniv’—echoes
the first one with its rhythmic elasticity, based on the con-
stant movement of the eighths. The set of rhythmic pat-
terns in this number even contains direct borrowings from
“Makoviya...”. The most noticeable is a “syncopation” in-
volving pauses (Example 11).

Example 11

However, in other respects, this part is in stark contrast
to all the previous ones.

First, the instrumental composition should be men-
tioned. The violins, which played a key role earlier, al-
most completely disappeared from the group of strings.
Only at the end for three bars do the second violins
join in, and from bar 34 to the end, the first violin solo
with an aleatoric glissando line sounds. This is probably
how the composer decided to introduce the imitation
of a mosquito peep because, together with the sul ponti-
cello technique, which generally gives a buzzing sound,
it sounds very characteristic. Now the primary musi-
cal material is entrusted to the low strings, which give
the music a heavier sound. The percussion also chang-
es: the delicate melodic instruments of the previous sec-
tion are replaced by banging tom-toms and a wooden
triangle, and at the end, are supplemented by bongos
(bars 35-37).

Artistic Culture. Topical issues. Vol. 19. No. 1. 2023



Igor SAVCHUK, Taisiya BILYANSKA

Bandura in the Late 1990s and Early 2000s Compositions by Maryna Denysenko

In accordance with the instrumentation, there
is a sharp “roll” to the lower register with its darkened col-
ors. While it is natural for cello and double bass, it is not
characteristic of bandura. In the opening bars, it dissolves
among the cellos, duplicating them. Throughout the piece,
the bandura often dissolves in the string sound, coloring
the timbre with a sharper plucking attack. Still, sometimes
it is audible, for example, in bars 20-21, when it sounds
against the background of rhythmic accompaniment
by only double basses and a wooden triangle.

The differences in intonation are very noticeable
in “Kaniv.” Jumps—Dby a quart or a sextuple—become
rather standard here, making the melodic lines more unre-
strained than the “polite” movement of seconds that domi-
nated earlier. The melodic material that may be convention-
ally labeled as thematic is primarily based on angular jumps.
It is played several times in its basic form (by the first cello
in bars 14-15) and in variations (by the bandura in bars
20-21).

Overall, this quick piece is shorter than the previous
ones, therefore, it seems even in the tone of development.
However, it can be divided into two sections according
to its “thematic” richness. The first (bars 1-19) focus-
es more on presenting conditionally thematic material.
The second (from bar 20 to the end), starting with a varied
initial material, “splits” it—by the end of the number, only
its motifs appear. It should be noted that starting from bar
31 (bandura) and bar 31 (all other parts) and until the end,
the music becomes increasingly diluted due to discontinu-
ities in rhythmic clarity, the appearance of moderately im-
provisational moments in the rhythm and free glissandos
in the bandura. The changes in the music of the ending are
emphasized by the sounds of “mosquito peep” and the only
appearance of bells and xylophone in the work. The latter
again parallels with “Makoviya...” because, like the night-
ingale in the first number there, the xylophone in “Kaniv”
links the attacca to the next movement.

The last part, “August the Sickle” is the shortest (only
18 bars), yet very vivid. It is characterized by imagery, not
devoid of humor, and has a rather original sound. The per-
forming cast for the final piece is unusual—it is significantly
limited. Only two solo violins remained from the pompous
group of strings and bows. The only percussion instruments
are the xylophone and tempo blocks. Traditionally, this
lineup is complemented by the bandura and the night-
ingale, an invariable attribute of imagery associated with
nature. There is a contrast with the previous piece—all
the selected instruments have a high register, which gives
the sound lightness and transparency.

Denysenko decided to diversify this short piece with
trills (for violins), tremolos (for bandura), and a significant
amount of glissandos, which appear in all parts simultane-
ously. Interesting timbre effects are associated with the lat-
ter. For example, the glissando in tempo blocks in bars 11,
14, and 16 creates associations with the whistling of a sickle
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or scythe. Despite its unusual features, as for the final move-
ment, this part creates a specific arch in the cycle.

The number has a lively movement, ensured by the al-
most constant running of the eighths. This also emphasizes
the measured passage of time. Such metrical features are in-
herent primarily in the first number of the cycle, so the arch
is triumphant in this respect.

However, the most pronounced is the thematic
arch. The musical fabric of the fifth number of the cycle
is entirely based on the central thematic formation from
“Makoviya...” Initially, this material moderately varied
in comparison to the first piece (the first sectional element
is expanded) and is played four times by the xylophone.
Then, starting from bar 7, it does not appear at all. Its sec-
ond element with a characteristic repetition of the D flat
sound is found in the bandura in bar 8, in the first violin
solo with unison-octave duplication by the bandura in bar
10, and again in the octave presentation by the bandura
in bars 14-17. It also appears in an abbreviated version
by the first solo violin in bar 10 and bar 12 by the second
solo violin. In a varied form, the melodic element appears
again in the first violin in bars 11-12. Interestingly, al-
most all of these passages follow the metrical conditions
that would dictate this melodic structure if it was to be
performed in full, which maintains the sense of ostinato
movement. The counterpoint that occurs in the second
violin solo in bars 8-12 is related to the ascending sequen-
tial movement of seconds characteristic of the first move-
ment. In bars 13-16, solo violins perform the same material
ostinato, and the second violin decorates it with glissan-
do. In this number, there is no pitch-fixed intonation that
does not come from the first number of the cycle. The con-
centration and composure of the material even exceed that
of the opening movement.

Therefore, the last musical number rounds out the cy-
cle and completes it while retaining its unique features.

The entire cycle August the Sickle “cemented,” as was
the play “Winter and Spring.” There are always some con-
nections between the parts of the cycle, which are manifest-
ed in the thematic or purely intonational field and the met-
rical relation. These parameters work both in combinations
and in substitution, as, for example, in the fourth movement,
when the second intonations seem to cease playing a unify-
ing role but the elastic rhythmicity still makes the number
related to the others. In this regard, even the contrast be-
tween the pieces, which is intended to be a factor of dynam-
ics, performs a unifying function because it reveals the pat-
tern of the cycle: the extreme numbers (No. 1, 4, S) have
a rhythm as a supporting means of expression; the middle
ones (No. 2, 3) rely more on the melodic beginning.

In addition, the plays of the cycle are united by the path
that the conventionally thematic material takes. An inter-
esting detail is that the process of “assembling” this mel-
ody, which occurs in the first movement, is then realized
at the level of the entire cycle. In the middle movements,
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almost nothing remains of the material—only in the third
movement intonations of seconds in the sequential move-
ment hint at it. The melody seemed to be reduced to its orig-
inal state in the introduction of “Makoviya...” In the con-
cluding part, it was “assembled” and even raised to a higher
level, representing an evolution.

It should also be noted that the cycle has a con-
structive idea permeating it. In the first number, there
is an accumulation of various tools. This is accompanied
by an increase in bars—37 in the first, 41 in the second,
and 45 in the third. Starting from the number “Kaniv,” there
is a tendency to radically reduce the orchestral composition
and the “dimensions” of the parts. Thus, the fourth number
consists of 38 bars, and the last one, as mentioned above,
of 18.It can be assumed that this is only a random phenom-
enon but it may be significant in the context of the harvest
theme. Such patterns may be analogous to crops that grow
and then are harvested. Then it becomes even more un-
derstandable why the composer included August the Sickle
in the cycle title.

Summarizing the whole cycle August the Sickle,
the characteristic tendency of the modern use of orches-
tra instruments, including bandura should be pointed out.
In addition, Denysenko engages timbre mixtures and vari-
ous combinations into a single complex of instruments that
seem to be very far apart in their constructive and timbre
characteristics.

Given the program of this cycle, which has a connec-
tion to folklore, Maryna Denysenko does not try to oper-
ate with convex features that would refer to the musical
language of Ukrainian folklore. This work illustrates a stage
of an inevitable evolution of the composer’s style, which
is noted by O. Berehova: “...from the direct quotation
in the early period of her work (for example, the Ukrainian
folk song Cherry Blossom <... > The Longest Sutra), au-
thor’s arrangements of Ukrainian carols and shchedrivkas
(Shchedrivka for tuba and piano, Two Christmas Canons
for flute, bassoon, and piano, arrangement of the carol
Peahen steps for piano, etc.) to more indirect forms of work-
ing with folklore material, in particular, such as styliza-
tion, the introduction of specific Ukrainian instruments
into the score...” This approach of M. Denysenko is like-
ly in line with her theoretical opinion on this issue. Thus,
for her, “ethno-code is one of the types of modality that
in the mind of the author (composer) evokes certain lin-
guistic and semantic patterns, allusions, psychological
and stylistic analogies, and finally, rhetorical figures, the or-
igin of which is deeply rooted in folklore sources, language
(poetic and musical) and the core ideas of certain ethnic
groups” (Denysenko, 2010, p. 298).

Bandura in the creative concepts of Maryna
Denysenko. In order to better understand the status
of the bandura in the context of M. Denysenko’s creative
experiments, it is necessary to review the processes that
occured in bandura performance in the twentieth century.
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Among the varieties of contemporary music perfor-
mance, bandura creativity is one of the most active and in-
tensively developing spheres. At the beginning of the twen-
tieth century, one could hardly imagine bandura adapted
to performing academic music due to its design features
and the general mode of performance on this instrument,
still closely associated with folk music. The first step to-
wards the academicization of the bandura was the emer-
gence of the practice of translating academic works for this
instrument. Iryna Druzhga, who focuses on the modern
bandura studies, states that probably the first person who
started making such translations (the works of European
classics were used for the arrangements) was the famous
Hnat Hotkevych (Druzhga, 2021, p. 58). V. Kabachok,
Y. Yutsevych, A. Bobyr, M. Helis, Y. Pukhalskyi, S. Bashtan,
V. Herasymenko, and other prominent artists continued ex-
panding the performance repertoire of bandura. Their work
encouraged the expansion of bandura performance tools
and the inclusion of “outside” tools. For example, while
in the traditional performance mode, the performer’s left
and right hands were used, playing, for example, arrange-
ments of Baroque music broke this performance cliché.
This critical stage in the development of bandura art be-
came the basis for the transition to a new level.

In the second half of the twentieth century, Ukrainian
traditionalist composers started focusing their atten-
tion on the timbre and expressive potential of bandu-
ra. Independent academic works for this instrument ap-
pear. At first, composers and performers tested new
means of playing in the classical-romantic key. In this
context, the works of M. Dremliuga may be mentioned,
in which a combination of folk and professional compos-
er’s stylistics with the latter inheriting from the traditions
of M. Lysenko (e.g., Duma, suites, sonatas for bandura solo)
could be traced. The use of the bandura in the works still
has a distinctly national flavor.

Over time, connecting the bandura to the musical
processes of contemporary experimental creativity grad—
ually intensified. For example, in the sonata in memory
of K. Myaskov for bandura solo, composed by M. Zubytskyi,
several unconventional playing techniques are used, such
as various percussion effects and elements of theatrical-
ization: foot stomping, vocalization of the bandura player
during the game, etc. Such precedents contributed to the pro-
cess of bandura’s expansion beyond the nationally defined
area of musical discourse, as exemplified by Yuriy Oliynyk’s
Concerto No. 6 for two banduras and orchestra, titled
Antiphonal, which refers to the traditions of the Venetian
multi-choral concert. In this context, the historical determi-
nation of bandura specificity in the above-analyzed works
by M. Denysenko becomes more understandable.

The national flavor in the play Winter and Spring
and the cycle August the Sickle is presented symbolically.
Based on the folklore orientation of the program content
of the works, the bandura, which, as O. Berehova puts it,
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“can be considered a Ukrainian cultural image” (Beregova,
2022, p. 97), does not seem accidental. However, the com-
poser’s musical language of these works does not give any
apparent grounds to suggest the author’s following the fea-
tures of folk-song or folk-instrumental creativity. In practice,
the musical material of the bandura is autonomous from
its national and stylistic features. The composer approach-
es it as an ordinary academic instrument equal to others.
Hence, bandura functions as a connecting link between mu-
sic filled with European musical vocabulary and Ukrainian
folklore images to which the programmatic titles refer.

The academic nature of the bandura is evidenced, first
of all, by the specificity of the texture in both works. While
in Winter and Spring, the bandura acts as an equal “inter-
locutor” of the piano, in the cycle August the Sickle, bandu-
ra becomes a part of the orchestra. Subordinated to the or-
chestral presentation, bandura changes its role according
to the composer’s musical objectives: from a bright melodic
part, sometimes as a solo, and even as a bearer of themat-
ic material (for example, in the first and fifth movements)
to the function of harmonic filling, background (for ex-
ample, in the third movement). The fact that the compos-
er puts the bandura on par with the other instruments
of the orchestra emphasizes the fact that, for the most part,
the bandura in the cycle is notated on one sheet of mu-
sic, which, of course, means a narrowing of the texture that
can be recorded. The composer hints that there should not
be too much of this instrument, that it should not compete
with the orchestra but rather be a part of it.

Denysenko is most interested in the original timbre
of the bandura. Attention to timbre coloring becomes an-
other critical feature that characterizes the use of the ban-
dura in her works. The technical specificity of the instru-
ment gives initial impetus for such experiments. Thus,
in the instrument literature, bandura has no damp-
er device and sounds free until it is entirely attenuated
(Khashhevatska, 2008, p. 76). In certain eras, for exam-
ple, in classical and romantic music, where the variability
of chords and their functions should be displayed (especial-
ly if the frequency of harmonic pulsation is high), this fea-
ture of the bandura can be considered a disadvantage. Still,
the works by M. Denysenko, on the contrary, use the op-
portunity to obtain luxurious sonorities merged from sev-
eral passages, chords in a row, etc. In the score of Winter
and Spring, this is clearly illustrated by the use of free slurs,
which are precisely intended to create a precedent for “hang-
ing” on the resulting sonority. In August the Sickle bandu-
ra often performs melodic passages and passages of vari-
ous doublets and chords that produce a colorful resonant
sound that the bandura performer can only mufile after
a rhythmic stop. The colorfully vivid moment in the sec-
ond part of the cycle, when the bandura comes into acoustic
contact with the tubular bells, which were described in de-
tail previously, exploits this specific feature of the bandu-
ra. The same is true in regards to the aleatoric techniques
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of playing with free movement in the direction indicated
by the composer, up or down. The plucking sharp attack
of the bandura’s sound more than once becomes the basis
for its use in all kinds of duplications (such as in the second
and fourth movements).

In addition, M. Denysenko goes further and “dissects”
the bandura by using non-traditional ways of playing it—
glissando, playing with a mute, striking the soundboard, etc.
The fact that such techniques are used indicates an inter-
est in the timbral range of the bandura and the composer’s
desire to release its timbre without regard to its traditional
sound of folk music.

Thus, the use of bandura in creative ideas demon-
strates the process of academicizing this instrument, which
is manifested in the use of bandura along with other in-
struments (piano, strings, percussion) , in complexes with
them, as well as in the ways of presenting musical material
and specific playing techniques that reveal the composer’s
interest in the uniqueness of the bandura’s timbre and its
variants.

Conclusions

When analyzing M. Denysenko’s works with the ban-
dura, the following stylistic features of the composer’s cre-
ative method were revealed:

1) The tendency to a programmatic nature. This is ex-
pressed in the composer’s love for giving programmatic ti-
tles to her works.

2) The tendency to realize folklore themes with-
out explicit references to the features of traditional genres
of Ukrainian folklore in the musical language.

3) Tendency to pronounced integrity of the com-
position. It is achieved in different ways—Dby building
the entire texture on a common material (rhythmic, into-
national), as well as by introducing arches, elements that
“smooth” the transition between parts (texture, timbre “pat-
terns,” etc.).

4) Organization of the musical fabric that reveals
the timbre and coloristic features of the instruments (for ex-
ample, the individuality of the instrumental compositions
in both works, drawing attention to the tone by weaken-
ing the role of rhythm, etc., standard means of expression
in Winter and Spring), as well as their ability to “come into
contact” with other instruments (for example, the dialogic
nature of the instruments in Winter and Spring or the timbre
complex “bandura and bells” in the second part of August
the Sickle).

S) The use of decentralized harmonic systems and mo-
dality in the principles of the harmonic basis of the works.

6) The regularities of constructing colorful intona-
tional material that are still based on the movement of sec-
onds and refer to the overall structure of the piece as bricks
to a building.

In the play Winter and Spring, individual features
of M. Denysenko’s works with the bandura are:
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— the exchange of roles between bandura and piano
at certain moments of the piece,

— the thoughtfulness of the overall structure with
the dominance of improvisation (manifested in the con-
sistent construction of the work according to the princi-
ple: “thesis—antithesis—synthesis,” which occurs both
at the figurative and purely technological levels).

The cycle August the Sickle is characterized by the fol-
lowing features:

— a cross-cutting constructive idea of splicing in the
first three movements (expressed in the accumulation of
instruments, an increase in the number of bars) and cut-
ting in the last movements of the cycle (expressed, respec-
tively, in the reduction of instruments and the reduction
of the volume of movements), which can be associated with
the splicing and harvesting of crops at the harvest according
to the program title of the cycle,

— extensive use of purely orchestral means (meth-
ods of presentation, construction of texture) to dynamize
the unfolding of musical material in time, its staging (for ex-
ample, in the first part of the cycle, the variability of the or-
chestral texture becomes a factor in activating movement,
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contrary to the static of the uniform pitch and intonation
structures) )

— the significant role of polyphonic techniques
(the use of equirhythmic counterpoint, various imitations,
and canons involving two or more voices),

- numerous instances of inventive sound imagery
(for example, the depiction of the sounds of drops and gur-
gling water in the third movement with the help of bells,
axylophone, or the layering of aleatoric techniques of ban-
dura playing and pizzicato strings).

The nature of the use of bandura in the works
by Maryna Denysenko testifies to the process of
the academicization of the instrument. Using the ban-
dura in the play Winter and Spring and the August
the Sickle cycle, Denysenko makes the bandura a media-
tor between the musical material of a non-folklore nature
and the folklore themes declared in the programmatic ti-
tles of the works. In general, her musical pieces demon-
strate high mastery of compositional technique and ar-
tistic perfection, corresponding to contemporary music
trends. This once again confirms the urgent need to revive
and explore her work.
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CaBuyk I., Biastacpka T.
Banaypa y kommosutopcekiii TBopuocti Mapusu Aenucenko Kinns 1990-x — novarky 2000-X: »KaHPOBO-CTHAICTHYHHIA
KOHTEKCT 3aAyMiB

Amnoranist. 3aificHeHO crIpoby y3araAbHeHHs BAKOPUCTAHHS GaHAYPH B KOMIIO3UTOPCHKHX 3aAyMax MapuHu AeHHCeHKO, BiAOMOI
YKPaiHCbKOI KOMIIO3UTOPKU ( 1962—2022). XapakTep BUKOPHCTaHHs GaHAYPH B TBOPAX MUCTKHHI CBIAYHTD IIPO IIPOLIEC aKapeMi-
3anii iHcTpyMeHTa. BukoprcroByroun 6aHAypy B meci «3uma Ta BecHa» i ijukAi «Cepirenb-cepr», MapuHa AeHnceHko po6urs
GaHAY Py CBOEPIAHMM ITOCEPEAHMKOM MK My3HYHMM MaTePiaAOM He(OABKAOPHOI IIPHPOAK Ta POABKAOPHOIO TEMATHKOIO, 3asIBAE-
HOIO B MPOrpaMHUX Ha3BaX TBOPiB. 3araaoM TBopu M. AeHHCEHKO AEMOHCTPYIOTh BUCOKHE piBeHb BOAOAIHHS KOMITO3HUTOPCHKOIO
TEeXHiKOIO i XyAOXHIO AOBEPIICHICTb, IO BiAITOBIAAE AKTYaABHUM TEHACHIIiSIM B CydacHii Mysuii. Lle me pas miaTBepaKye KpaiHio
HeobXipAHICTD BIAPOAXYBATH i1 AOCAiAXKyBaTH il TBOpYicTb. [Ipu anaaisi TBopis Mapunu AeHHCEHKO 3a y4acTIO 6aHAyp1/1 6on BU-
SIBA€HO TaKi CTHAICTHYHI PUCH TBOPYOT'O METOAY KOMIIO3UTOPKH: TSDKIHHS AO IIPOrPaMHOCTI, AO peaisaniii OAbKAOPHOI TeMaTHKU
6e3 IBHMX IIOCHAAHD Ha PHCHU TPAAMIIIFHUX XKAHPIB YKPATHCKOrO GOABKAODPY B My3HYHIll MOBi, AO BUPa)KeHOT IIiAiCHOCT] KOMITO3MIIiL.
A 1i 3aAyMiB Y TIOAL IHCTPYMEHTaABHOI 6aHAypu XapaKTepHe BUKOPUCTAHHS AELIeHTPAAI30BaHUX AAAOBHX CHCTEM, MOAAABHOCTI
B IIPUHIUIIAX AAAOBOI OCHOBH TBOPIB. Taxumu € 3aKOHOMIipHOCTi H06YAOBI/I pi3Ho6apBHor0 IHTOHAIITHOTO MaTepiaAy, AKHi, yTiM,
CIUPAETHCS HA CEKYHAOBI XOAM SIK HA OCHOBHI CTPYKTYPHi MikpoeAeMeHTH. ByAo po3KkpuTo KOMIOHEHTH aBTOPCHKOI CTHAICTHKH
KaMepHO-iHCTPYMEHTaAbHHUX TBOPIB 3a y4acTIO 6aHAypu, cepep SAKUX — obMiH poAaMH MixK 6aHAyp010 i popremiano B meBHi MO-
MEHTHU TBOPY; TIPOAYMAHICTb LIIAOTO IPU AOMiHYBaHHi iMIIPOBi3allifHOCTI, 3HAYHA POAb ITOAIQOHIYHHIX TEXHIK (BI/IKOPI/ICTaHHSI ex-
BipUTMIYHOTO KOHTPAIyHKTY, Pi3HOMAHITHHX iMiTaIlifl, KAHOHIB 32 YJaCTIO ABOX i 6iabmne r0A0ciB) ; YUCACHHI (paKTH BUHAXIAAMBOL
3ByK0306pa>1<aAbHOCTi (HaanKAaA, 3o6pa>1<emm 3BYKIB KpameAb i 6yAbKOTiHHJI BOAU B TPETill YaCTHHi 32 AOTIOMOTOIO A3BIHOUKIB,
KcHAOQOHa, 260 HAMIAPYBAHHS 3ByYaHH AA€aTOPHHUX IIPHIOMIB I'pH y 6aHAYpH i cTpyHHUX pizzicato).

Katouosi crosa: Mapuna AeHnceHko, akapeMiuHa 6aHAYpa, «3uMa Ta BecHa», «CepIieHb-cepIn», XKXaHPOBO-CTHAICTHYHI THPH
TBOPYOCTi.
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KpuTrka KyAbTYypPHOTO MOITyAi3MY

Orasip pedaeKcirt 3aXiAHOI aHAAITHYHOI AYMKH

Critique of Cultural Populism
An Overview of Reflections
on the Western Analytical Thought

Awnoranis. IToctmopepra 064, BipAik K01, Tak camo, K contemporary art, GiABIIICTD AaHAAITHKIB BeAe BiA TOBOEHHOTO (niCAﬂ
ApyToi CBITOBOI BifiHI) Yacy, MOPOAXKYE IMMAAO TAPAAUTMAABHHIX CTPATATEM T BUSHAUEHD AlATPHOH, SIKi KOHKYPYIOTb Mk CO60TO.
30KpeMa, TepPMiHOAOTIYHO XUCTKMMHU € AePiHIllil «IIOCTMOAEPHI3M>, < POSt-TIOCTMOAEPHIZM>, «MeTAMOAEPHi3M>, SIKHF IIeBHA Yac-
THHA KPUTHKIB BOAI€ BBXKATH «BHCOKHUM>, <II3HIM>», «BUKPHBACHHM>, 460 «IICEBAOMOAEPHI3MOM>» 4l «digi-MOAepHIZMOM>.
Y nporeci nji€i akTHBHOI AMCKYCIi CyCIIABCTBY 3 IepiOANYHOIO PEryASIPHICTIO TIOBIAOMASIIOTD IIPO «<CMEPTh>, <KiHellb>» MHUCTEL-
TBA  APT-KPUTHKH. B 1IbOMY KOHTEeKCTi BUPY AUCKYPCIB, SIKi BiABEPTO 3MaraloThCsi OAMH 3 OAHUM, € OAMH AOBOAI CyTTEBUI KOH-
TEKCTYaAbHHUI IIAACT, IIOB SI3aHHI i3 KPUTHKOIO KYABTYPHOTO IIOIYAI3MY, IIPEAMET SIKOTO CKAQAA€ IIPOTHCTOSHHS ABOX COLIiaAbHUX
KOHCTPYKTiB: AeMOKpaTii Ta 6i0BAaAr. [0CTpOTH AUCKYCIl AOAAE CHTYALIiS TOTAABHOI KPU3H CY4aCHOI KYABTYPOTBOPYOI AIIABHOCTI,
i, 30KpeMa, HeoAibepaAbHi BisyaAbHI MPAKTUKY, IO Bip MiA€HIyMy IIOTPAITHAM ITiA JKOPCTKHIL TATPOHAT TPAHCHAIIIOHAABHOTO apT-
6i3HecCy, KpeaTHBHI IIPOEKTH SKUX KOPEI'ye PUHOK Ta GeHIMAPKiHroBa moAituka. OCTaHHS MOBHICTIO BUTHCHYAQ / 3aMiHMAQ TIOAi-
THIKY €CTETHKH, TOX yCe Lie HeraTUBHO BIIAUBAE HA TEIEPIllHIi PO3BUTOK CBITOBOrO MUCTELITBA, CTABASYM I1iA IUTAHHS MaibyTHE
HaIiOHAABHOTO 06Pa3OTBOPEHHS YKpaiHH, sike MOXe OyTH aHiriAboBaHe B «<IIOCTeTHIYHOMY> cy6crpari global public art. Tomy
Y CKAAAHUX YMOBAX IPOTHCTOSIHHS POCIMCHKIM HaBaAl YKpaiHChKa HayKa i MECTELITBO MYCATb BUBYATH Ljel BEAMIE3HUI KAACTEep
po6aeM, 30KpeMa B TOMY KOHTEKCTI, SIK OTO TIOAQ€E 3aXiAHOEBPOIIEHChKA AHAAITHYHA AYMKA, 06 3MILIHIOBATH BAACHHI CaMOi-
AeHTH}IKALFHUI ITOTEHIiaA KYABTYPHOTO | MUCTEL[bKOTO HAPATUBY, IIPOIIOHYIOYH 3aX0OAY BAACHY IIO3HLIIIO | GaueHHs 3BIAbHEHHS
KPE€AaTUBHOI AIIAPHOCTI Bip MaHIITyAATHBHOTO ITPECUHTY KYABTYPIHAYCTpII.

Katono6i cAr06a: KyAbTYpHHI OITYAi3M, amIpoIIpiartisi, AGCKIiAIHT, CydacHe MUCTELTBO, COLIIOMOAITUYHHI IOBOPOT, MEpPe)KeBa eCTETHKA.

ITocranoBka npobaemu. B ocranui pokn MuTIi
BCe 9JacTille CTHKAIOTHCS 3 HeOaKaHIMI HaCAIAKAMHU Ae-
TiTHMOBAHOTO METOAY alpoIpiaril, He IMOTOAXYIOIHCh
i3 BIABEPTHM IIAATiaTOM Ta IMOPYIIEHHAM IXHiX aBTOP-
CHKMX ITPaB Ha TBOPH, IPUBAACHEHUMH iXHIMHM X KOA€Ta-
MH TI0 MHCTEL[bKOMY 11Xy, SIKi THPaXKyIOTb ITACTHII CBiTOM.
Toai 51K B apT-KpHUTHIL a6o iamiit HayKOBIH AISIAPHOCTI IIAQ-
riaT € HEIPUITYyCTUMMM, i HaBiTh CAaMOLUTYBAaHHS XOPCTKO
BHKOPIHIOIOTS, 6i3HeC-cTpareril TPaHCHAIIIOHAABHOTO MHC-
TELBKOTO PHHKY, 0co6AMBO B rapuHi global public art, Bia-
BEPTO TOAEPYIOTH pemAiKallilo MPUBAACHEHUX KPeaTUBHUX
iAert. BiA6YBa€TI>C5I 3HEL[iHEHHS TBOPYOI ITPaLli MUTLIB, Ky
MepeTBOPIOIOTb Ha peMiCHUYe KOMiIOBaHHS KOAMCH ¥ KH-
Mocb crBopeHoro. Tak, kaabku TBopis Icamy Horyui, Anima
Kamypa, cynpemu MaaeBuda a60 BAQAI 3HAXIAKH Bidyaas-
HUX IIPAKTHUKIB CbOTOACHHS CTAAU HAaB SI3AHBOIO MaHIi€I0
pemnaixanii MOnyAspHUX 00’€KTIB, PO3THPAKOBAHKX YU HE

XyAOxKHS KyAbTypa. AKTyaAbHi mpo6aemu. Bum. 19. 9. 1. 2023

¢ 90 e

B KOXKHOMY ITAPKY CKYABIITYP a00 AU3aiHEePChKOMY pillIeH-
Hi meBHOTO IpocTopy. Bei i macTum-reHaeHIii crsopio-
IOTb BaroMi IACTaBH AASL PO3AYMIB IPO HEIaTUBHUM BIIAUB
KYABTYPHOTO IIOIIYAi3MY, SIKMM CXBAAIO€ i IOMMPIOE 3aaH-
ra)kOBaHa apT-KPUTHKA 3 aKaAEMiYHOIO0 aHAAITHKOIO, TOAE-
PYyrouu anpormpiariro / oMax sIK Cy4YaCHMI €MaHCHIAIliN-
HUM IPUHOM Bi3yaAbHHX IPAKTUK. AAe GAKTHIHO IITYIHO
cdopMoBaHa apT-6i3HECOM TEHAEHIJIS € IIle OAHUM TPUBOX-
HHM CHTHAAOM 3arOCTPEHHS KYABTYPOTBOPYOI KPH3U AOOH
[IOCTIIPABAH, IIOB SI3AHOI 3 PEAYKIIIEI0 $YHAAMEHTAABHOI
[apaAUIMU TAO6AAI30BAHOTO ApTH3MY, IO BUMAra€ npH-
CKIIIAMBOI, He3aA€XHOI Bi Oi3Hec cTparareMu, yBaru Ha-
yKoBI1iB. ITo9aTOK KpUTHYHOTO IepeOCMUCACHHS AOCBiAY
POSt-IIOCTMOAEPHI3MY, HaBiTb i IEPEOASTHEHOIO B HEBAAAY
Ae}iHIIII0 «MeTaMOAEPHI3MY >, 6yB TOKAAACHUII Ije Ha 3Aa-
Mi MiAeHiyMiB 3axiAHUMHU (axiBIIIMH. YTiM, CbOTOAHI IXHIl
AOCBiA HEOOXIAHO POSIASIHYTH i TEOPETHYHO OIPAL[IOBATH
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Mapuna TTIPOTAC

KpurHka KyAbTYpHOTO MOTyAi3My

B HayKOBOMY IIPOCTOPi YKpaiHH, KyABTYpOTBOPYHII IIOTEH-
IiaA TA06aAi30BaHOL TIPOAYKINI SIKOI BUMara€ IepeoCcMuc-
A€HHS i KOperyBaHb.

AHaAi3 ocTaHHIX AOCAipAXKeHBb i my6aikamiit.
¥ 2017 poui kpuTHK i Kyabrypoaor KomeHrareHcbkoro
yHiBepcuTeTy Mikkeab Pacmyccen y crarTi «HortaTku
IIPO COIIiaAbHO 3aaHTaXKOBaHY apT-KPUTHUKY > HarOAOCHUB:
[IOCTMOAEPHICTChKE MUCTELITBO € 06e3KPOBACHUM i He MOX-
Ha He IIOMIYaTH, 10 3 IMaAIHHSIM BepAiHCbKOI‘O MypY Ka-
ITiTaA IepeTBOPUBCS Ha TPAaHCHAITIOHAABHUHN, GOPMYIOUN
apT-pHHOK Ta KEPYIOUH y BAACHUX iHTepecax GeHIMapKiH-
FOBUMHU CTPATETiSIMHE, IIEPETBOPIOIOYH HeOAibepaAbHy Lu-
BiAi3alliro Ha rA06aAi30BaHNM «6e3KAACOBHUM » TOAITH30Ba-
HUIL Cy6CTpaT, sKuit crioskusae contemporary art [ 1]. Uepes
1]e YTBEPAMAACS CTaAd iHQASIISA TAaKUX IOHATD, SIK <TBOP-
YiCTb>, «KpeaTuBHA y4acTh>, IO PO3MUPHAO €KOHOMIYHI
MO>KAUBOCTI HeOAi6epaAbHHx CIIEKYASIIIN BXXe Yepes BTpary
npodeciiinux HaBudoK. ToOTO Telep € aKTyaAbHOIO He ec-
TeTHYHA ABTOHOMIsl MECTEIITBa, a HOTO Oi3HECOBHUI ITOIINT,
i HEBaXXAMBO, II[O CTBEPAXKYETDHCS BiH IIiHOIO0 $paxoBoi pe-
AyKIiil, BiaABepTOTO Aeckiainry. Tox koHmenmis Pigappa
Daopiav Ipo KpeaTHBHHIT KAAC KPeaTHBHHX MiCT MiAeHiy-
MY, KOAU KOXKHA aPT-IHCTUTYLIisl CTUMYAIOE raobaaizarifiHui
public-pyx, ¢pakTUIHO «TOTAAI30BAHUIT AU3ATH >, 32 Aedi-
Hiniero Teaa Qocrepa, MPU3BOAUTD AO KYABTYPHOTO IOIY-
Ai3My, apKe B MiAeHIyM MapkeTHHroBa Kyabrypa Nowbrow
[IepPEMOTAQ, SIK Ile AeKaapyBaB KpuTHK «The New Yorker>
Axon Cibpyk, 3 sikuM xOpcTKO moAemisysas Tea Qocrep,
BHM3HAYAIOYH MOTrO TONOHIMIIO «He AUIIE TAYIIiHHAM iHTe-
AEKTYaAbHOI KyAbTYPH>, aA€ «<IIePEXOAOM A0 KOMepIIiiHOl
KYABTYPH, SIKa iAbllle He PO3TASAQETHCS SIK IIPEAMET 3HeBa-
rH, a cTa€ ‘pAxepeAoM crarycy”» |2, c. 4]. Tlopi6HO A0 Lpo-
ro, [HTepHeT 0CTaTOYHO BTPATHB «eMaHCHUIIAIINHY aypy>,
i baiiay>xa phatic-MepesxeBa eCTeTHKA LIMPUTD AECTPYK-
1iifo, EAHaOUH KiT4 i3 global-ycepeanennym macrumenm apr-
cBipoMocri. CaMe Tak 11e AexaapysaB Aecai CDiAAep 3a TpU
Aecsirupivust Ao Cibpyka B poomoBiai «Cross the Border —
Close the Gap>» Ha cuMIO3iyMi 3 Cy4acHOI AiTepaTypu
y Opaiibypaskomy yriBepcureri 1968 poky, Ae BUKOpHC-
TOBYBAaB TePMiH «IIOCTMOAEPHI3M> SIK CTPATeTil0 PO3PUBY
Mi>X BUCOKMM i MacoBuM MucTeriTBoM [ 3] (came 11 AoOTIOBiAD
HACTYIHOTO POKY BUMIIAA APYKOM Y YOAOBIYOMY XKypHaAi
<<Playboy>>). Iaei Qipaepa, 30kpeMa 3 yCyHeHHs IIpipBu
MIK TASIAQLIPKOIO QyAUTOPI€I0, KPUTUKOM i MUTIIEM, &, BIATIO-
BiAHO, MiDK (paXOBHM i aMaTOPCHKHM, CTAAH I'PYHTOM AASI ITO-
IIMPEeHHS ACCKIAIHT'Y, TIOPHO, allpoIIpiallil, AéBiaHTHHX XecC-
TiB, TIABOASTYM AaPTU3M AO COLIIOIIOAITUYHOIO aKTHBi3My
ABOTHCSIYHHX Ta 6e3AyMHOI IHKOpIIOparii MepexxeBoi ecTe-
THKHU HaIIOTo yacy. Bpemri, cam HexpoAaor Ha cMepTh «I1ep-
IIOTO TMOCTMOAepHicTa>» y 2003 pomi 6yB HETPAAMLIITHUM,
ae Cem Tanenrays, sayBaxyioun, <k Aecai Pipsep nepe-
BEPHYB aME€PHUKAHCbKY KPUTHKY 3 HiI' HA TOAOBY>, — IIiA-
cyMoByBaB: «ITocTMOAepHI3M 03HAUAB, IO MOACPHI3M IIO-
mep, i cam Dipaep KyKypikae Ha itoro moruai» [4]. Dipaep
AHYAIOBAaB KOPAOHH, BUKMHYB Ha CMITHHUK iCTOPiI €CTeTHKY,
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iaeaan, GaxoBiCTb, BPEINTi, eTHKY, IIepeTBOPIOIOYH, 32 BU-
caoBoM lereass, cB060Ay Ha «ypir0 SHUKHEHHS >, O3asIK
«nopHorpadis, <...> BeCTepH i HaykoBa paHTaCTHKa CTa-
A1 GOPMOIO TIOT-APTY < ... > IO PO3YyMIIOTHCS K Pi3HO-
BUA PO3Bary, GAMKYE AO TIOPOKY, HK AO MUCTenTBa>» [ 3].
BriM, He MOYXHa BBOXKATH, IIO TaKa TO3HUIL[ist 6yAa AOMIHAHT-
HOIO B AMEPHKAHCHKOMY CYCIIIAbCTBI, apXKe Ie Ha MOYaTKy
1990-x pokiB AMpeKTOp MOKBAPTAABHHKA « American Arts
Quarterly» Asxeitmc Kymep aorpumyBaBcst iHIIOT AyMKH
i BUMaraB TBePEe3MX OL[iHOK BiA THX KOHCEPBATOPiB, KOTPi
He 6auars, o contemporary art, «3a6bysum ipeaan Mane,
Aera, CesanHa Ta PoaeHa, mepeTBOPHUAOCS Ha MOCTAYaAb-
HHKA BCbOT'O ACCTPYKTHUBHOTO, TYIIOTO, IOTBOPHOIO, II0-
pHOrpadivHOro, MapKCHCTCHKOTO, Ha IPOBIAHUKA aHTHA-
MepPHUKaHChKOI iaAeoAOTiI»> [S, c.3]. Tum He MeHm, HIOIIpH
TTOAQABIIMM YCITiX KOHTEMIIOPApi apT-NPaKTHK, CIIPOTHUB
KyABTYPHOMY IIOIIyAi3My TPHUBAE.

IITe y 2011 poui mpodecop kyabTypoaorii 3 Yai-
Bepcurery Aap6opo (Loughborough University) Axum
MaxT'iras, sxkuit BUKAaAaB y 6ararbox KpalHax CBiTy, 30-
KpeMa y BiaeHCbKOMY Mi>KHApOAHOMY II€HTPi KYABTYPHHUX
AOCAIAXeHD, KPUTHUKYIOUH IIOTAMHAHHS / IHKOpIIOpanito
<KPYTHM>, K BiH Ha3MBa€, KaIliTaAi3MOM HeOaBaHTapA-
HHX CTpaTareM OIOpPY i B TaKHi croci6 HENTPaAi3yroun
«MEHHCTPIMOBY KYABTYPY B YCbOMY CBiTi CbOIOAHI>, B OA-
Hil 31 cTaTel 3aKAMKAB CYYaCHUKIB peaHiMyBaTH HE3aAeX-
HY KPUTHKY KyABTYPHOTO IIOIIyAi3My B iM’sI CYCITIABHUX iH-
TepeciB, CIUPAOYHCh HA 6araTOBUMIPHHUIT aHAAI3 IIMPOKOTO
KoAa mpobaeM. Bin numre: «IIporsirom 1980-x kyasTypo-
AOTIYHi AOCAiAKeHHS Yy BpuTanii — Ta B iHmMX KpaiHax —
HaOyAM HEKPUTHYHOIO MOMYAICTCHKOTO IOBOPOTY. Aoci
IIOA€ AOCAIAXKEHD OYAO 30CepeAXKeHO 3 SIBHO IHBEKTUBHIM
BEKTOPOM Ha IOMYASPHill MACOBIif KyABTYPi I MUCTELITB1
SIK cdpepax iAeOAOTIIJHOTO 3MaraHHs. THUM He MeHII, 3poc-
TaHHS XBHAIOBaHb Yepe3 ONUCOBICTb i aAeKBAaTHICTb BU3HA-
YeHHs MPOIIeCiB KyAbTYPHOTO CIIO)KMBAHHS < ... > BTPaTHAO
€KOHOMIYHY Ta IIOAITHYHY CKAAAOBY B IIUPKYASAIII KyABTypHU
B CycmiabcTBi. ToXX TeHAEHIIiSI KyABTYPHOTO ITOITYAi3My CTa-
Ad MEHIIe IepefMaTHCs CTaTyCOM-KBO i MUMOBOAI paKTH4-
HO CXBAAMAQ HEOAIGepaAbHUIT PO3BUTOK IIPOTIIOM OCTaH-
HiX TPHALIATH POKiB. BiAITOBiAHO, OCHOBHI KyABTYPOAOTi4Hi
AOCAIAKEHHS ITlepeCcTaAl KPUTHYHO aHAAi3yBaTU IOTOY-
HUI KYABTYPHHM CTaH, HAaTOMICTh YTBOPIOIOYH TEHAEHIIIIO
OTOTOXHIOBAHHS cebe 3 HUM> [6]. 1 IIPU IIbOMY KYABTYpHA
IHAyCTpist apT-PUHKOBOTO BUPOOHUIITBA IOTAUHYAQ CTpPa-
Teril aBaHrapAHOI'O OIIOPY, AO3BOASIIOYH MUTLISIM LIIAKOM
KOHTPOAbOBaHI BUIIAAU IJOAO HHX SIK «CAaHKIIIOHOBaHe iHa-
KOMHCAEHHS> Bi3yaAbHUX ITPAKTHK, SIKi Ha MEXIi THCSIIO0-
AITh 3p06m\1/1 <« COL[IOTOAITUYHUH TOBOPOT>, IPUMYCHBIIN
IIPOBIAHMX apT-KPUTHKIB KOHCTAaTyBaTH CMEPTh MUCTEIITBa
I MUCTEIIbKOI KPUTHKH.

Cxosx0i KpUTHYHOI IO3UIT I[0AO KYABTYPHOTO IIO-
myAisMy AoAepxKyeTbest AoKTOp disocodii Kim Haphai,
npodecop IaimyTchroro koaeaxy mucrents (Plymouth
College of Art (n02008 poKy MaB Ha3By Koaeax MucrenTs
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Ta AM3alHY, IKy B YMOBAaX «TOTaAbHOI AM3aMHi3aIil>» My-
CHAM CKOPDOTHUTH SIK TABTOAOTIUHY, apXKe apT CTaB AM3ail-
soM) [7]. Kim Yapnai BUBYa€ MpoIlecu MOAiTU3aIli KoAa-
OOpaTUBHUX APT-IPAKTUK IICASI COLIOMOAITHYHOTO IIOBO-
POTY, KOAM «BiADHMI €CTEeTHYHHM MPOCTIp HAKAAAAETHCS
Ha COIIiaAbHY Ta IHCTUTYLIMHY peaAbHICTh MUCTELITBA>,
A€ AOMIHYIOTb «CKAAAHI B3a€EMO3aAEXKHOCTI eTHYHHX, eC-
TeTUYHHUX 1 MOAITUYHHUX IUTAaHb Y MEXOBOMY IIPOCTOPi
MiXX MUCTELITBOM i COL[ilaAbPHUM >, a «HAIPY>KEHICTh, AKa
icHye B MHUCA€HHI HaBKOAO IoAiTH30BaHoro collaborative
art, € mpuKAasoM TeoperudHux nosunin Kaep bimon
i I'panta Kecrepa» [7, c. 37, 38]. Bpemri, B KyAbTypoOT-
BOpEHHI AOMiHY€ KOAOIAHA 3aBHUCh COLIAABHOTO Oy TTS, pe-
ASLIIAHOI €CTEeTUKH, TIOAITHKY, «IIOAETIIEHOTO apTU3MY >
(P. Bapr) Ta Au3aitHy, M0 MPUIHATO BBAXKATU HOPMOIO.
Xoua Kaep bimom BHCAOBAIOE ITIAKOM TiAHY AyMKY: MHC-
TEIITBO He MOYKHA OILIIHIOBATHU 3 ITO3HUIIiM €TUKU YU IOAITH-
KM i IpU IbOMY He PO3TASAATH HOTO SK eCTeTHIHO-aBTO-
HOMHe, 00 IISI « TEHAEHIIisl 3BBOAUTD MUCTELITBO AO MOPAAB-
HUX KPUTEPIiB i 320X09y€ CTBOPIOBATH HOBE MHCTELITBO
3a o6pasom 1ux kputepiis>» [ 8, c. 183]. . Kecrep 3punyBa-
gye K. Bimorn y 3paai aBaHrappHOI MeTH CTOCOBHO 3HATTS
Me3Xi MDK eAITapHOI0 TBOPUICTIO i HOBCAKACHHUM OYTTSIM
coniymy, i mo bimon 6yuiMTo HaMarae€TbCsa «KOHTPOAIO-
BaTH>» KOPAOHH, BIAHOBAIOIOYM €AITapHICTh MHCTELITBA.
IIpoTe yomych aBTOpH AMICKYCil He BpaXOBYIOTb iHIIe: ic-
TOPUYHMM aBaHTapA HaBiTh y HaM6iAbII TeXHIIIMCTCHKUX
abcTpakTHUX MOIIyKax OB HaljiAeHUI Ha omip 6ypxyas-
HOMY KOHCIOMEPHU3MY, Ha PO3BUTOK «KOCMIYHOI CBiAOMOC-
Ti» AIOAUHH Maﬁ6yTHboro. Temnep mpo iaeasicTiyny yTO-
IO HiXTO He 3Trapye€, BAKOPUCTOBYIOUM AUIIe $OPMaAD-
Hi TTOIIYKH, IJO HAIAPOBYIOTh Ha $OPMAAbHY KOHIIETIIiI0
¢$enomenoAorii pedi. Iu, MoKe, HaMararoTbcs CydJacHi Bi-
3yaAbHi IPAKTHKU KyABTUBYBATHU Te 3arapAKOBe «KOCMid-
He>» y CBIAOMOCTI, abu He 3apaANTH MPisM iCTOPUYHOrO
aBaHrapay? Haxaas Hi, Terep yHUKa1OTh HeOOXiAHOCTI 3a-
MMaTHCs eCTeTUKOIO TBOpPYOro mpouecy. Brim BBaxarny,
IO TI0YaTKOM aBaHTapAHOI eHTPOTIi] € po3yapyBaHHS MHUT-
1B B cucTeMi, ik 06cToroBas 1o AymMKy . Kecrep, orasaa-
1ourich Ha JK. PaHcbepa, 3HAYMTD He MOMiYaTH FOAOBHIIIO-
ro: MOTHUBAIiSI MUTIIiB 3MiHHUAACS, TI03asIK BOHA BGyAOBaHa
B OeHYMapKiHT COLIIOMOAITHYHOI CHCTEMH, a PiBeHb CBi-
AOMOCTI y CTaHi TicTepe3HCy IOCTYIIOBO Perpecye, mopo-
A’KYIOUH siBUIIe AecKiainry. Temep apT-6i3Hec CTUMYAIOE
KOH IOHKTYpHI iHTepecy, mparHeHHst OyTH BiaoMuM i 3a-
MO>KHHM, K CTBOPEHA HUM «3ipKOBa>» Cy4YacHa eAiTa.
TuM 9acoM, OCKIABKM KYABTYPHHH PiBeHb CAMUX MeIle-
HATiB TaKOXX KaTacTpOQiuHO perpecye, Ha Ij0 3BepTaB yBary,
3okpema, ITeppi AHAepCOH, TO rpoIIi BKAAAAIOTD HE B Ta-
AQHT, a B Te, L0 AA€ IPUOYTOK, HABITD SKIIO Lie He BIAIO-
Bipae KpHUTepisiM MHCTELTBA, aA€ SIKOCh ITOB SI3aHO 3 AU-
3aifHOM, SIKMIT Ha0yB TOTAABHOI BAAAU. BiamioBipAHO, BUHU-
KAIOTb AMCKYCIl, IO CTOCYIOTbCS BUABACHHS Pi3HHUIN MK
«IIOAITUKOIO €CTeTUKHU>» Ta «eCTETUKOIO MOAITUKHU>, 30-
KpeMa I[OAO KOHTEeMIIOPapi-ITPO€EKTIB Bi3yaAbHUX IIPaKTHK.
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IIpore MuTHi, MaHipeCTYIOUH «aHTHKAIIITAAICTHYHUH aBaH-
rapa>, He 6aKAOTh BTPAYaTH CBOIX MEI|eHATIB, IIPUIMalo-
YK CEPBiAbHI ITPABUAA IPH KYABTYPiHAYCTPiaAbHOI iA€0AO-
rii, AASL SIKOT BAXKAUBHM € AHUIIIe HeCKiHUeHHUI MPUOYTOK
kamitaay. Ta sixio B XXI cropivui pammsm / pammsm mac-
KY€TbCA MiA aHTH(AIHN3M, PYHHYIOUN 6e3ne1<013y apxirex-
TYPY CBIiTY, TO 10 Ka3aTH IIpoO contemporary art, sKui Ha-
4e6TO [IparHe OHOBUTH eCTETUKY I'yMaHi3My, aAe HACTIPaBAL
MUTIIi 3AA€KaTh Bip €KOHOMIKO-ITOAITHYHHUX YMOB OAirap-
XiYHMX CHCTeM, ATBepAXYI0un AyMKy M. Oyxo mnpo 6io-
BAaAy. 3aHellap eCTeTHYHOTO MUCAEHHS Ha TAl COIiomoai-
THYHOI 6e3IPHHIUITHOCTI, Ha IO 3BEPTAAH yBAry YHCACHH]
aHaaiTuky, 30kpema Kim YapHai, 06roBoprorodu comiaas-
HU Ta eTUYHUI IOBOPOT contemporary art, BiaGyBaeTs-
S SIK «po3map a60 3HUKHEHHS 3B’13Ky MK KaTeropismy,
IO AO3BOAVMIAO MHCAUTH €CTETHYHE B FIOr0 0COOAUBOMY
BiAHOIIEHHI A0 TPaHCYOPMAITIHHOI MOAITHKM > [7, C. 43].
Tomy aymxa JK. Pancbepa mpo Te, IO «CbOTOAHIIIH] 3a-
KAMKH 3BIABHUTH MUCTEI[TBO BiA €CTETHKH € TOMUAKOBHMH,
60 MIPU3BOASITH AO IIPUAYIIEHHS SIK €CTeTUKH, TaK i OAITH-
KU B €THUITi>, OCKIABKI «eCTeTHKa — Ife He Auckypc. Le ic-
TOPUYHUI PEXUM iaeHTHIKaIll MECTel|TBa>, X04a BiH AO-
THUYHUM MOAITUKH 32 CYTTIO, 035K iCHY€ HAITPY>KeHHS MK
«TIIepeTBOPEHHAM MHCTeLTBAa Ha $OPMH KOAEKTHUBHOIO
SKATTS> 1 <<36epe)KeHH$IM aBTOHOMil Bi yCix $opM BOFOB-
HUYHX YU KOMEPLiNHUX KOMIPOMICIB>», — TaKHH ITOTASIA
3aAMIIAETHCS HA Yaci, 03as8K B MUCTELTBI I KyABTYpi Cydac-
HOCTI, IO 3AIICHHAH COIIiAAbHHI Y1 « €THYHUH IIOBOPOT>,
MAaHYBaHHA MOPAAbHUX CYAJKEHD He Ma€ MO3UTHBHOTO edek-
TY, HaBIIaKH Lje¥l IOBOPOT YTBOPIOE aMOPPHY 30HY, «B AKil
PO3YMHAETbCA He TIABKH Crieli$ika IOAITHYHOI Ta XYAOXK-
HbOI IIPAaKTUKH, aAe ¥ Te, IO YTBOPHAO CaMy CE€pPLieBUHY
“crapoi Mopaai”: BIAMIHHICT MK GAKTOM 1 3aKOHOM, MDX
THM, TO € i 10 TOBHHHO 6yTH> [9, ¢. 109]. Yu BapTO 32 Ta-
KUX 00CTaBMH IHIBATHCS HAa aKTH IIAATIaTy, sIKi IIOKPUBAE
CYMHO3BiCHA amlpoIpialis, SKI[0 CaM MUTEIb MIATPUMYE
1ert noBopoT? IlpoTu nepeTBOpeHHsA MUCTENTBA Ha aKTH-
BICTCBKi $OPMU KUTTS, A€ parfioHaAi3arfis TaM sITi aHiriAloe
CaMy «MiHIMAAbHY AYIIy> 9yTTEBOI MaTepil Ta OAHOYACHO
BHKPUBAIOE CTABACHHS AO PEaABHOCTI, MUCTEIITBA, [1aM ATi,
€CTeTHYHOTrO i BAacHe XuTTsI, BucTymas JK.-O. Aiorap, Ha-
TOAONIYIOYH, IO iAel Oro FOAOBHOI Mpalji TaK i He 3p03y-
Miau. BiH, KpUTHKYI0UHM 3aITMKAEHICTb KYABTYpPHU Ha iHdOp-
MalLlifHi} MOBEPXHi, IPOINOHYBAB MOBEPHYTUCA AO TAEMHU-
Iji TAMOMH BIATYTTIB 1 YSIBUTH, L[O He iCHYe ITaM SITi 1 TOHSTH
panio, HaTOMICTb BiAdyTHU 3BYK, 3aIax, KOAip # yci adpexrn
Marepii BiATyTTiB, — AMIIE TaK AyIlIa IPOKUHETbCS Yy TTE-
BO, He 6yqu14 3HMIIEHA MUCTEIIbKMM KeCTOM aKTyaAi3aril
pobaeM conionoairianoro 6yrrs. OTxe, ageKT MOy TTiB,
3a AioTapoM, TpaHCPOPMYETHCA Y CHOHTAHHMI ePeKT Io-
BEpHEHHS — 11032 YaCOM, IIPOCTOPOM, CBIAOMHM ab0 cI10-
MHUHOM — i BiH € TOAOBHUM apryMeHTOM MiCii MUCTeLITBa,
apxe caMa $isudHa IMOsIBa APT-TBOPY MA€ IIeYaTKy 3HUKHEH-
Hs CyTHICHOTO SIBA€HHS, «OCh YOMY TaKHMM XKeCT 3aBXXAU Ha-
BilO€ HOCTAABTIIO i CIPAMOBYE A0 aHamHe3y> [ 10, c.210].
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MerTo10 cTaTTi € apryMeHTOBaHA MATPUMKA 3aKAUKY
3aXiAHOEBPOIENChKHMX aHAAITHKIB IOAO peaHiMallil Hes3a-
A€XHOI KPUTUKH KYABTYPHOTO IOIYAI3My B aHAAITHYHHMX
AOCAIAXKEHHSX IOCTMOAEPHICTCHKUX ITPAKTHUK, a OTXKe M —
HeobxipAHOCTI KPUTHKH TeIePillHbOrO ri6pnAHoro CUMYAS-
kpa global public art 3apast Toro, mo6 ybesneunTn Harrio-
HaAbHE KyABTYPOTBOPEHHSI BiA X0 HEKPUTHYHOTO CIIPHIL-
HATTS contemporary emnicreM, sKe Ma€ eHTPOIMHUI BIIAUB
Ha IIOTOYHMII IpoIiec caMmoipeHTHIKaITii.

Bukaap ocHoBHOrO Marepiaay. JK.-®. Aiorap nucas
He AWIIe ITPO BTPATy BEAMKHX HapaTHBiB, BiH TaKOX IOBO-
PHB i IPO Ba>KAUBICTb AABHbOTPELIbKOTO alCTE3UCY, <IyT-
TEBOTO BIATYBaHHSI>, 3aBASKH IKOMY AFOACBKA AyIIa i TBOP-
YiCTh CIOBHIOIOTHCS MOBHOIL[IHHOTO UTTs. Ba 6iabie,
. AoxelimicoH y mepeAMOBi A0 KHUTH AioTapa KOHCTATY-
BaB: AioTap He Ka3aB ITPO CAMOAOCTATHIO MOSABY MUCTeIlb-
KOT'O IMIOCTMOAEPHI3MY B 3aTaAbHIN CUTYallil IOCTMOAEPHY,
a MaB Ha yBa3i TpaHcdopMaIiii BUCOKOTO MOAEpPHi3My, TO4-
Hillle MOSBY B HbOMY iHIIUX MOAepHiamiB [11, c. xvi]. Taxi
AyMKH AioTapa He MalOTbh «IIOIIUTY > B AACIITiB IIOCTMO-
AepHi3My, sKi, TOTIpu $OPMAABHO BUTOAOIIEHHI MAIOPa-
Ai3M apT-BUCAOBY, HAAQIOTD IIepeBary By3bKUM eIlicTeMaM
B iHTepecax apr-6i3Hecy. TuM He MeHII, IO3HUIL}iI0 BYEHO-
IO, SIKHi1 30epiraB HAAIO0 Ha IOBEPHEHHS €CTeTUYHO-aBTO-
HOMHOMY MHUCTELITBY MafbKe BTPauyeHHUX [IOYYTTiB, He0O-
XiAHO TPHUMATH B aKTHBI, OO BIAIMTH BiA ITOITYAi3MY, Hiri-
Ai3My Ta BPEIUTi 3AOAATH TOTAABHY KPU3Y IOCTKYABTYPH.
Aymka AioTapa 3aAUIIAETHCS HA TIOPSIAKY AGHHOMY, 00 BiH
IparHe MOMePeAUTH KOAAIC: «ChOroAHIIHS “cydacHicTs”
He YEeKa€ Bip afCTe3HUCY, Hi6u BiH MOAAPYE AYII CIIOKiM Ipe-
KPacHOI 3TOAM; BOHA YeKag, IO BiH Yy OCTAHHIO MUTh BUpPBe
ii 3 HeOyTTA. <...> Hiriai3am He Aumre kaase Kpait Al€eBOCTi
BEAUKHUX €MAHCHUIIAL[IMHUX HAPAaTUBiB, HE AMIIe CIIPUYHHIE
BTpaTy LiiHHOCTe! Ta cMepTh Bora, mo poburs MeTadisuky
HeMOXXANBOIO. BiH K1pa€ MiA03py Ha OCHOBHY eCTeTHIHY
AYMKY. AJICTETOH € IIOAI€10, 60 AyIla iCHY€, TIABKH SIKIIO BiH
il CIIOHYKAE; @ KOAH FI0T0 HeMa€, BOHA PO3CII0ETHCSI B HEOYT-
Ti He>xuBOro. TBOpH Mat0Th 06OB'SI30K BIIAHOBYBATH LIFO Uy-
AOBY i HeHaaiitHy ymMoBy> [10].

VY 11bOMy KOHTEKCTi HeOOXiAHO 3BRXKHTH HA Te, IO ir-
HOPYBaHHS €CTeTHYHOI «HEHAAINHOI yMOBH> B OCTaHHI
POKH i IPU3BOAUTH AO TOTO, 110 POKYCOM OCOOAUBO TO-
CTPOro po3bpary cTae MeTOA IIOCTMOAEPHICTCHKOI aIpo-
Ipialii, IpOTH 90T0 A€AAAI YACTillle TOCTAXOTh Cy9acHi MHT-
I1i, KOAHM 6a4aThb y KOAEr BiABepTe IPHBAACHEHHS iAeil CBOIX
TBOpPYMX IMPOEKTiB. ITo3uBaTucs A0 CyAy HeMae CeHcY,
OCKIiABKH IIOCTMOAEPHI3M A€riTUMyBaB IPaBO Ha IJUTAT-
HICTB, IJeHTOKOAQX 11 «cultural jumping>, mo kyapTHBy€
KyABTYPiHAyCTpist cBiTy. Hampukaaa, KOAMIIHIN BUXOBa-
Hellb CKyABIITYPHOTO $pakyAbTeTy XapKiBChbKOTO XYAOXKHBO-
npomucaosoro incturyTy (1979-1986) FOpiit Tkauerxko,
SIKH Tenep Kepye NeH3eHChbKUM CKYABIITYPHUM IapKOM
«/erenpa>, BOAHOUAC OepydH yIaCTD y HECKIHUEHHIH KiAb-
KOCTi CUMITO3iyMiB CBITY i HE Mal041 4acCy Ha TBOPYi po3-
MipPKOBYBAHHS, IIPOCTO KAABKYE Te, IO Y KOTOCh MOOaYHUB.
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3aaBarocs 6, 3BHYAMHA IPAKTHKA, SIKA TPAIASAACS i paHi-
I1e, Terep B yMOBAX TilePiHTEPAaKTUBHOCTI COLIiyMY, IIOYH-
Hae HabyBaTH BUTASIAY 3AOBICHOTO po3aparyBanHs. Yepes
Te 2023 poky MeKCHKaHChKUit ckyabniTop Ileapo Maprinec
Ocopio (Pedro Martinez Osorio) Ha 3rami AtoToro—6epes-
HS B COILIIAABHMX MepeXXaX THiBHO IIOBIAOMASB, IO Ha
MixxHapoapHOMY CKyAbIITypHOMY cumno3iymi Icdpaxany,
mo TpuBaB y 1ji AHi, 0. TkaueHKO cKOMiOBaB HOTO CKYABII-
Typy «Victoria Alada de Nezahualcdyotl» 2020 poxy.
Ocopio poaaBas A0 poTorpadiit ioro i FOpis po6iT AOTIUC:
«ITopiBHsiiTe TBOpH, raHpba aBTOPY, SIKUI Ha3UBa€ cebe
TBOpILEM... ». Te came BiAOYBaAOCsI MaiKe B 1ii 5K AHI 3 BH-
THHAHKaMH yKpPalHChKOI MECTKUHI Aapii AApOIIKiHOI, SKa
y posmadi mo6adnaa ekcrioHoBanumMu B Bpemeri abcoaroTHI
KAAbKH 31 CBOIX TBOPiB («Bikno>», «KaszkoBa» Ta in.), saxi
OyKkBaAbHO AOCAiBHO moBropraa Haraaist Credaniok, spu-
BaIOYM OIAECKHU NPHCYTHIX Ha «IIpe3eHTallii> BUTHHAHOK
y Bpemencbkomy cobopi Casroro Ilerpa. fx a0 mporo
BCbOro craBuTucs? O4eBUAHO, IO YCIiIIHI 6i3HeC-IIPOEK-
TH, 0COOAMBO Ti, SIKi YCITIIHI Y 3aKOPAOHHOI ITyOAiKH, IPH-
BEPTAIOTh YBAr'y MEHII IIONYASPHUX Y KPeaTHBHOMY i 6i3-
HECOBOMY aCIIeKTi MUTI}iB, TOMY BOHHU He IMyTb COPOMY
i, BUKOPHCTOBYOYM PUHKOBI CTparerii 6eHIMapKiHTY, Ipo-
CTO KaAbKYIOTb, PENAIKYIOTb, CTBOPIOIOTD MACTHUII, CUMY-
ASIKP, 1110, 6e3yMOBHO, He I0A00AETHCSI CLIPABXKHBOMY aBTO-
py iael. Takux npukaaais 6yao i 6yae HakomudayBaTUCh Oa-
raTo B Pi3HMX BHAAX MHCTELTBA BIATOAL, SIK Ha 3AaMi
1980-x — 1990-x MeTop anpormnpianii OyB MOMHpPeHHUII CII0-
JaTKy He AO KOAET, a AO LIUTYBaHb AABHbOI KAQCUKHU B Cydac-
Hifl KOHLIENT-TPaHCKPHUIILIii (ﬂK e po6m\a adppoamepukan-
cbka MucTkuHs Pene Kokc, ray3yroun 3 pacHCTCbKOI KYAb-
TypH 6iaux, 306paxyioun «TaiiHy Beuepro>» aa Binui,
A€ BOHA, OrOA€Ha, BUKOHYBaAa poAb XpucTa, a IOay rpas
0iAMIT YOAOBIK, Ha IO CYCIIABCTBO 3pearyBaAo Aysxe 0oaic-
HO, a Mep Hpto-Mopka Pyai Axyaiai BusHaB BUCTaBKY aH-
TI/IKaTOAI/II_IbKOIO). AAe eMoO11il IOCHAMAHMCD 1€ 6iAbIle, KOAR
MEeTOA TOPKHYBCS TBOPIB Cy4aCHUX KOAeT. Ta ockiabku o-
CTMOAEPHI3M AETiTUMYBaB alpompiallio, TO Tenep «Mepe-
JKeBa €CTeTHKA> KOHTeMIIOpapi NUPKYAIO€ IIie i Y IJapuHi
IIOCTeTUKH THX, XTO BBAXKAE I[IAKOM MO>XXAUBUM KaAbKYBaTH
i mpuBAacHIOBaTH UyKi iael. Un € Taka cuTyaris cnpuaran-
BOIO AASL PO3BHTKY MucTenTtsa? BesymoBHO — Hi.
KyAbTypOTBOpEHHS CKOUYEThCSI AO PIBHS MAPOALT OaTpaxo-
MioMaxii, Ha SIKy IlepeTBOPHAM T'OMEPIBChKHI €I10C IiA Yac
KPHU3HU CBITOTASIAY aHTHKiB Hanpukiami VI — Ha moyaTxy
V croairTs A0 H. e. Te came BiaOyBaeTbCsl i Temep, aAe He-
TBOPYMH IIAATiaT € HACAIAKOM IIOCTKYABTYPHOI CTarHarii,
SIKa OXOIIMAQ apPT-BUPOOHUITBO i apT-KPUTHKY BIATOAL
sIK GpuTaHChKUI AaHAmAPTHHI Au3aiiHep Tom Tepuep
y 1996 porii onpuAOAHUB KHUTY «MicTo sik AaHAIIAdT:
post-TIOCTMOAEPHMUI TTOTASIA Ha AU3AMH i MAAHYBaHHS >,
Ae HaroaocuB: «OCKIABKE post-IIOCTMOAEPHIZM — abCypA-
HHM Te€pMiH, MU IIOBHHHI CIIOAIBaTHCS Ha IOCh Kpaire.
Enoxa Cunresy € moxamsictio. ITocaipnoBHe, kpacuBe
Ta QyHKIIiIOHAAbHE CepeAOBHIe — Ile YyAOBi pedi, sKi
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MOKHA CTBOPHUTH Pi3HUMHU criocobamu. MoaepHicTchKa
ernoxa “OAHOIO LIASIXY, OAHI€EI icTHHM, OAHOTO MicTa” IIO-
Mepaa. ITocTmMoaepHicTchbka ermoxa “Bce mipifipe” Bke Ha BU-
xoai. Posym Moxe 3aBeCTH Hac AAAEKO, aAe BiH Ma€ Mexi.
AasaiiTe IpuiMeMO post-TIOCTMOAEPHI3M — i TToMOAIMOCs
sa kpame iM's»> [ 12, ¢. 10]. Tom TepHep, Mix iHmmm, 3ayBa-
JKHB IIPO HeOOXiAHICTD OaraHCy, mo3asik: «LJusiaizanis
TPUMAETHCS Ha 6AAQHCI: MK PO3yMOM i Bipo1o, MaTepiaAis-
MOM i AyXOBHICTIO, TPAAULIIEIO i YBOIO, Er0I3MOM i aABTpY-
i3amMoM>, aAe AKImo «A0 1950 poky po3yM nparays €AHOCTI
3 mpaBaolo borax, To maropaaiam mocTMoaepHi3My Bippia-
HsI€ II051Ba HECKIHYEHMX IIOCT-: MIOCTIHAYCTPiaAi3M, MOCTKa-
IiTaAi3M, TIOCTKOAOHIAAI3M ..., I[O BEAE AO «TeMPSIBHU Xa0-
Cy>, a MOXKAHUBO i A0 Iiepea-Perecancy. B 6yab-sikomy pasi,
PpOSt-IIOCTMOAEPHI3M CTa€ peakiiieio po3yMy Ha edpemep-
HiCTb, pparMeHTaIlii0, pO3PUBH, TOMY IIOPSIA 3 EKAEKTHKOIO
BHHHKAE 0bMexeHicTh Bcepo3Boaerocri. [lompaspa, Tom
TepHep Aelo HAIBHO HAAA€ IepeBary «0OAaroroBiHHIO,
0 3yMOBAeHe MUHYAUM; 60 xepTBytoun (po3MaiTTsim)
MOXKHA IHINIIOBaTH Kpamje MamOyTHE>, IO3asK post-
IIOCTMOAEPHI3M, Ha IIePEKOHAHHS apXiTeKTOPa, 3MOXe OAY-
XOTBOPSITH IIPOCTIp AM3ANHOM, IAAHYIOUHM IIAPKU AASL <THUX,
XTO KAQA€ PYKY Ha ceplie i FOTOBUIT CTBEPAXKYBATH ‘S BIp0”.
Bipa 3aBxAU 6yAa HAFICHABHINIMM CYIIEPHIKOM PO3yMYy:
Bipa B bora; Bipa B Tpapu1ii; Bipa B iHCTHTY1IiIO; Bipa B AfO-
AMHY; Bipa B Hanito» [ 12, c. 8]. Aae peaabHicTbh ONMHUAACH
6iapmr mparmarugHO0. Toxx 2009 poxy aHrAifcekuit gpiso-
co¢ Aaan Kip6i B MoHOrpadil «AuriMosepHi3M: SIK HOBI
TEeXHOAOTII AEMOHTYIOTb IIOCTMOAEPH i 3MIHIOIOTb HaIly
KyAbTYpy> [13] 3 TOHKMM CapKa3MOM MailCTEpHO AOBIB,
IO Hallle TeXHOKPATHUYHe CYCIABCTBO YBIMIIAO Y CTaH AU-
riMoAepHi3My, 60 HAATO 3aA€XKHE Bip €AeKTPOHIKY, Pi3HUX
AEBaICiB, (l)aKTI/I‘IHO € 3aAyYEHUM Y BOCKPECAMM BEANKHUI
naparus (mo zHaue6To momep y 1970-x, 3a XK.-®. Aiorapom),
SIKMY TIOCTiFIHO TPAHCAIOIOTD COITiaAbHI Mepesxi, 3MI, piaai-
Ti-moy romo. ToMy, kaxe BiH, TenepimHs A0Da CTPaXKAAE
Ha ITOBepXOBe MHCAEHHS], Ha KIITAAT IHTepHeT-eCTeTHKHY,
3 MOCTiHUM BUKOPHCTAHHAIM CMapTOHY, IO BBOAUTD AIO-
AMHY Y CTaH $aHATUIHOTO He3HAHHs, TOCTINHOI TPUBOTH
i MOBYa3HOT'O ayTU3MY, A€ OCTATOYHO 3raca€ HaBiTh HapLU-
CU3M ITIOCTMOAEPHI3MY 3 IAPaHOIAAAPHUMM MYy TaIlisIMH MO-
AepHi3My. B ITMX yMOBaxX TOTaABHOI amaTii ecTeTUYHO Bap-
TiCHI TBOPH He IPOAYKYIOThCs, mipAKpecatoe A. Kip6i, Tomy
me 2006 poxy Bin y MoHOrpadii « CMepTh HOCTMOAEPHIZMY
i Te, MO MiCASI> BU3HAYMB CBiTOBY KYABTYPY IICEBAOMOAEP-
Hi3MOM, 60 BAACHe IIOCTMOAEPHI3M [TOMep Ije IIPOTSITrOM
1980-x (BipAyHHSAM 4OTO i CTa€ MmosiBa ampormpiarii, Tpo
mo 3rapaye Aptyp AaHTo B ocraHHi# MoHOrpadii «Io
€ MHCTeNTBO> ). TaK¥M YHHOM, IiA MUTAHHAM OIMHHSAETHCS
te3a FOprena laGepmaca, SIKHiT BU3HAYAB IPOEKT MOAEPHY
He3aBepIIeHNM [14]. ] BUHMKA€ iHIIe MTUTAHHS: YU CAiA BBa-
JaTH 4eproBy cMepThb (post)10CTMOAEPHi3MY BoAHOYAC
CMEPTIO MOAEPHI3MY, 3 yCiMa MOr0 ABIMHMKAMM i CUMYAS-
KpaMH, Ha KIITAAT TOTO, o npononysasu 2010 poky ABa
roAAaHACHKEX pirocoda Timoreyc BepmoriaeH i Pobin Ban
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Aep AKkep, SIKi CTIOYaTKy OTIPHAIOAHHUAH ece «HoTaTku me-
tamoaepHuismy>» (Notes of Metamodernism) [15],
22017 poxy BuAaAM 30ipKy CTaTell, 3aAyIHBIIN AO AHCKYCil
BIAOMHX aHAAITHKIB [16] ,1Ae Bip MiAeHIyMy BOHHM TaK CaMO
$iKCYIOTh «HOBY YyTAUBICTb> CY4aCHHKIB, Ka KOAUBAETD-
€1 MDXK HAlBHICTIO i IparMaTUYHUM iA€aAI3MOM, MiX eIlicTe-
MOIO MOAEPHI3My i mocTMoaepHizMy. To6TO HOBa KOHIry-
pauis cTapoi TeMu MOACHIOEThCS PEAKII€I0 CYCIiAbCTBA
Ha HeCTabiABHICTD — MOAITUYHY, eKOHOMIYHY, €KOAOTO-KAi-
MAaTHYHY, TOAL Sk Tpedikc mema- MaB BiacuaaTu A0 dpiroco-
¢ii ITaaroHa i iioro MeToay Merakcii, mo B alarosi «Cum-
nosiym>» CokpaTa i HacTaBHUII AiOTHMH TOSICHIOETBCSA aK-
TOM XHUTKOTO IepebOyBaHHS Cy0'eéKTiB MIXX CMepTHUM
i 6OXKeCTBEHHNM, MDXK JKaXOM 3eMHOTI'O XaoCy i efipopiero
BiA9yTTS TOHKMX eHepriil. 1o iaero MeTaMopepHi3My HaMa-
raAMCh MIAXOINUTH, ase 6e3 ssBHOTO ycmixy. B 2011-my an-
raificekuit pororpad i murenp Arok Tepuep ony6AiKyBaB
«MamnidpecT MeTaMOAepHIZMY >, A€ 3aKAUKAB AO TPAHCATIC-
LHMAIHAPHOCT] Y METaKCUYHOMY PYCi, HiOU CY4acHICTb 3HOBY
IParHyAa AOCSATTH KOAUCH ompistHoro Gesamtkunstwerk.
Tak BiH BUrosomye B myHKTax 6 i 7: «Temepimne —
1j€ CUMIITOM HapOAJKEHHS ABiVHi: 6€3HOC6p6AHOCTi CIpHi-
HSATTs i MOCTYIOBOrO ioro 3racaHHs. ChOroAHi MM HOCTaAb-
riCTH Ti€ro X Mipolo, B AKifl Mu Takox i ¢yTypucru. Hosi
TEXHOAOTII AQFOTh MOXKAHUBICTb OAHOYACHOIO CIPUMHATTS
i posirpyBaHHs 0AilT 3 Oe3aidi mo3uniit. L]s Bunnkaroua Me-
peXa Crpuse 30BCIiM He 3raCcaHHIO iCTODil, a Il AeMOKpaTH-
3allii, BUCBITAIOIOYH PO3TaAy>KeHI CTEXKKH, IKUMHU 11 FPaHAi-
O3Hi OIOBIAAHHS MOXXYTb MAaHAPYBATHU TYT i Temep. XyA0x-
HUKHM MOXYTb BUPYIIUTHU Ha MOIIYKH iCTUHHU TaK CaMo,
SIK HayKa IIparHe AO ITOeTHYHOI eAeraHTHOCTI. Bes indop-
Mallisl € OCHOBOIO 3HAHHS, eMITiPUYHOTO YU A OPHCTUYHOTO,
HE3aAeXHO BiA I cpaBxHboI IfiHHOCTI. M1 noBuHHI po3-
KPHUTHU 00ifIMI HAYKOBO-IIO€THIHOMY CHHTE3Y i IPOCBIT-
HUIbKiH HaiBHOCTi MariuHoro peaaismy. ITommaka mopo-
AXYy€ ceHC. Mu NpOMOHYEMO MparMaTHYHUN POMaHTH3M,
IO He CKYTHI iA€OAOTIYHUMH 3aCapaMU. TaKIM YHMHOM, Me-
TaMOAEPHI3M CAiA BU3HAYUTH SIK MiHAMBHUM CTaH MiX
i 3a MesxaMu ipoHii Ta MUPOCTI, HAIBHOCTI Ta 00i3HAHOCTI,
PeAATHUBI3MY Ta iCTUHH, ONTHMi3MY Ta CyMHIBY B IIOLIyKaxX
MHO>XHMHHOCTI HECYMIpHHUX i HEBAOBUMMX IOPU3OHTIB.
Mu MaeMo pyxaTuch Briepep i koausatucn!» [17]. Aok
Tepuep Bxe B iHTepB’Io 2014 poxy aast AQNB oniHioe 11eit
CBIM TekcT TaK: «MaHidecT, sikuii st Hamvcas, 6yB Hibu ipo-
HIYHO-0e3rAy3A010 MOBOIO B CTHAI paHHIX MaHidecTiB Mo-
AEpHi3MYy, i IpU LIbOMY CEPHO3HOK 3aABOI0> [18].
A 2015 poxy Teprep my6aixye me Husky pobit (30xpema
CTaTTIO «MeTaMOAepHi3M: KOPOTKHUIT BCTYTI> ), A€ PO3Mip-
KOBYE€ IIPO METAMOAEPHI3M Ta MAlOyTHE CyIaCHOIO MUCTeL}-
TBa. I IpoTe MpUHIMIIOBOTO aHAAI3y 3 AKiCHOIO IparMaTH-
KOIO BiH 3aIlIpOIIOHYBATH He 3MiI, TOMY iA€H0 He MiAXOIHAK.

To>x IpOrHO3H PO YeproBy CMepTh contemporary
art i paai mMaroTp miacraBu. Caip Harapary, mo meprry
KOHYHHY IIOCTMOAEPHI3MY y 1980-x OB’ s13yr0Tb i3 njud-
POBOIO PEBOAIOLIEIO i MOPA3KOIO AEMOKPATHYHMX PYyXiB
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3samy 1960-x — 1970-x, i3 XBHACIO pO3YapyBaHb, I103a-
sIK 610IOAITHKY KartiTaay i BAapH, 3a M. Dyko, aeMokparis
He 3MOTAA KOHTPOAIOBAaTH; APYTra CMePTb MOCTMOAEPHi3-
MY CTaAacs Ha 3AaMi TUCSYOAITD, KOAU HOTO IIPUBUA B 0CO-
6i post-OCTMOAEPHI3MY CYIIPOBOAXKYBAB COILIIOMOAITHY-
HHI IOBOPOT apT-aKTUBI3MY 3 Pi3HMMHM iHTepBeHLiAMU
nep$opMaHCiB, yBeCh CIIEKTpP SKUX A0cAipxyBasa Kaep
Bimon B Mmonorpaii «Artificial hells» [19]; spemrri, Tpe-
TIO CMEPTD B ACIEKTi KOHTEMIIOPAPHOTO Bi3yaAbHOTO PyXy
AQHAAITUKU (cepeA uux Occian BopA) KOHCTAaTYIOTb caMe
Temnep, KOAM AeMOKPATisl, 3 SKOI MUTL IOCTiMHO IAyTa-
AM BCi CBOI irpoBi pepopmu 3 myepuaizMmom (1. Teitaunra),
BCTYIHAA B 30HY TSDKKOI Kpu3H. ToMy cbOTOAHI cTaAm HOp-
MO0 anpomnpiarnis i gaxoBuil ACKIAIHT, apKe MaHIITyAs-
1ig 3 HApaTUBOM, IIJO 06yMOBA}0€ IEBHUN CTHAD ITOBEAIH-
KM i MECA€HHS], AUIIE IIOCHUAIO€ IIO3UIII KYABTYPHOTIO I10-
ITyAi3MY, SIKUH ITIATPUMY€E aHT)KOBAHA KPUTHUKA, OCKIAbKH
«IIOCTMOAEPHI3M MO3Ke 6YTH BCIM, YHM 3aX04e >, SIK [IMCAB
y Biaomomy TekcTi «Cran mocrmoaepHy>» JKan-Opancya
AioTap. Lli€i Te3u AOTPUMYETHCS i eKCAUPEKTOP TaAepel
Tate Biabsim Epapp Tommiepi, 60 Tam, Ae iaest TBOpPY Biai-
pBaHa Bip €CTeTHKH, apT-06’€KT AHITIAIOE B IIOCTKOHIIEII-
TyaAbHy eeMepHICTb, TOMy contemporary art Moxe 0yTu
BCiM, unM 3axoue MuTerp [20]. A SKIO eroxa BeAMKHX Ha-
PpaTHBIB BiAifilAQ, i Terep BasKAMBA KOXKHA, HABITH cAabka
91 AeBIAHTHA, AyMKA, TO II He Tpeba IATAHSITH IIiA BEAHKI
CTHAI MUHYAOTO 91 ITOAITHYHI iA€l Ha KIITAAT «KOMYHI3M>,
«KariTaAiaM>. 3MiHUBCS CTaTyC Mi3HAHHSA B TOCTiHAYCTpi-
AABHOMY CYCITIABCTBI, A€ YBara IPUKYTa AO TOAL, aKI[iOHi3-
My, iHpOpMaIiii, KOHIJeNTy, a He AO OCMHCAEHHS CyTHOC-
1i. HeBumapkoBo 6purancekuit ¢pirocod Iirep Ocbopr
KOHCTATYE€, [0 CY4aCHi Bi3yaAbHi IPAaKTHKH IIiCAS COLIiO-
KYABTYPHOTO IIOBOPOTY CKPi3b € IIOCTKOHIIENTYaAbHUMH,
i e Tpanc$opmye TBOpUicTs MUTLiB. ToMy 3’ siBUBCS e-
HoMeH Young British Artists, sikuit craB MapKepoM TOTO,
mo came Beanka Bpuranis Tenep e 3akoHOAaBIIeM MeHH-
crpuM apT-pyxy. A sipkosuit yac CIITA Biuepras cebe. Brim
AU3aiiH, 3 siKoro raysysas Pem Koaxac, ysBasitoun yromiy-
He MiCTO-T€HePHK, CbOTOAHI OTPUMYE CTpaTeriyHi IOBHO-
BakeHHs. [IpuHaiiMHI Tak nume y cBoiit crarTi 2021 poxy
AOKTOD dirocodii Ta rpadivnmit AusaitHep Mireab AHreAb
Py6io Toaeao (Miguel Angel Rubio Toledo), mpodecop
apxiTeKkTypu i AusaiiHy YHiBepcureTy Mexixo. Bin BusHa-
Ya€ CTaTyC Cy9aCHOTO AU3AMHY TPAaHCAMCITIIAIHAPHOIO CHC-
TeMHO-CTPaTeriYHO0 IaAy330 KOMYHIKAL[IMHUX BiAHOIIEHb,
mo TpaHCPOPMYE KOASKTHBHE HecBiaoMe comiymy. Tomy,
abcoaroTr3yroun QpyHKINI AM3aFiHY, BIH HATOAOIIYE: ecTe-
THYHA €BOAIOLiS B YMOBAX TPAHCAMCIIUIIAIHAPHOCTI AM3aM-
HY TepeTBOPIOEThCA Y «KOAEKTHBHIMH ysBi Ha HOBi popmMu
B3aEMHH MDK Cy6’e€KTaMu Ta 06’€KTaMU>», apXKe <06’ eKTn
YCIOAU OTOYYIOTb AIOAUHY, CIIOHYKAIOUU BHOYAYBATU CEHC
1 YyCBIAOMAIOBAaTHU CTPYKTYPY 1 IIOPSAOK Y CBOIM IOBCSK-
ACHHIN AISABHOCTI>»; yepe3 Te AM3alH, IOEAHYIOUH I10-
BCAKAEHHS 3 €CTETHKOIO IPU «KOHCTPYIOBAHHI COIiaAb-
HOT'O KOAEKTHBHOTO HECBIAOMOTIO 3 06€KTiB>», BUKOHYE
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POAb cydacHOi mpokcemii (Aat. proximus — 6AU3bKO; Te-
opis amepukaHcbkoro aHTponoaora Easapaa TeiTueasa
Toana-monopmoro (Edward Twitchell Hall Jr.), sixuit po-
CAiAMB i cpopMyBaB CTPYKTYpHI 0CcOOAMBOCTI COIiaAb-
Horo npoctopy) [21, c. 3]. TakuM YUHOM «TOTaAbHA AH-
3aiiHi3alis>», IPO HEraTHUBHI HACAIAKH AKOI ITOIEepPeAKaB
T'ea Qocrep e Ha MOYATKY HOBOT'O THUCSYOAITTS, IpUHe-
CAQa CBOI KyABTYPIHAYCTPiaAbHI IIAOAM, OCKIABKH 3aXipHA
KYAbTYpa TOBHICTIO 3allMKA€Ha Ha peidikanii pisuunoro
i KyABTYPHOI'O IPOCTOPY, Ae $eHOMEHOAOTid peui He 3a-
AMIIHAQ MicIis ¢eHOMEHOAOTII AyXYy. ( CrocoBHO npokcemii
cAip popari: Bip 1960-x, koaun 1i pospobus E. Toaa, 1110 Teo-
pifo i AOCi BHBYAIOTB, 3aXUIAI0YH AOKTOPChKi: S. Schmidt,
2013, «IIpokcemika Ta MiXKKYABTYpPHA KOMYyHiKaIlis: He-
BepbasbHa KOMYHIKAIlisl B HABYaHHI>»>, AOKTOPChKA AUC-
epTALlist AASI 3000y TTSI CTYIIeHs] AOKTOPA iCIaHChKOI $iro-
aorii, Universitat Autonoma de Barcelona). Biamosiano,
i BucHoBOk Mireast Aureast Py6io Toaepo OuikyBaHO 3aBU-
IeHU, 03asK POOUTS 3 AM3aiiHepa BEAUKOTO TPAHCAUCIIU-
IIAIHAPHOTO CTpPaTera 3 HAaBKOAMIIHHOTO i BHY TPillIHbO-He-
CBIAOMOTO OYTTs COLIiyMy, TUM I1ade, IO B FIOr0 HAayKOBiM
OINTHI]i «PEAAbHICTb ITOCTAE SIK NMPOIIEC Xa0Cy Ta MOPIAKY
AMHAMIiYHUX eCTeTHYHHMX B3aEMOAiN >, A€ eHTPOIiI0 yHHU-
KaIOTh Yepe3 «pOpMyBaHHSA MOKAMBOCTEN HeBU3HAYEHOI
P€aABHOCTI 3aBASIKU CHCTEMHO-CTPATETIYHOMY AU3ANHY > :
«3araAoM, CTpaTeriyHui CHCTEMHHUIT A3AIMH BUPOOASIE CUC-
TeMHi cTpaTerii IpoIieciB MOKpalleHHs IOBCAKAGHHIX YMOB
SKUTTS, 110 p06PITb AM3afiHepa He TIABKH AOCBiAdeHHM da-
xiBIjeM y CTBOpeHHI 00 €KTiB, aAe i CTpaTerom 3 po3pob-
KU Ta MOXXAUBOCT] BHpIllleHHS pi3HOMAHITHHX [TpobaeM,
Y TOMY YHCAi COITiaAbHUX > [21, c.4]. Y 2000 poui npo-
¢pecop Crerdopacokoro yrisepcurery Pobepr Konksect
y kHU3i «Po3AyMH Hap CIAIOHAPOBaHHM CTOPIYYSAM> , TIPH-
cBsraeHii XX CTOAITTIO, HATOAOITYBaB: iael, Ha AKi mokAa-
AAAM TPAaHAIO3HI HaAil, BUSSBUAKCS OMAHOIO, IO CITyCTOIIyE
PO3yMH, PyXH i I1iAi KpaiHH, BIAKHAQIOUH AFOACTBO Y BapBap-
CTBO, XO4a TaKi iAel BUTASIAAAM BADTUMHU AOBIPH Y CBITOBOMY
Macmrabi. 3axiAHa <IAIOPAAICTHYHA» KYABTYpA, Ha fOTO
AYMKY, >)KOAHOIO MipOIO He IPETE€HAY€E Ha AOCKOHAAICTb, ITe-
pebyBarouu y $pasi mpUTHPAHHS, AUCKYCil, a YacTime —
B HepilIry4ocTi, Hepo3yMiHHi. AASI MECTEIITBA TaKa PO3MH-
TicTb 06epHYAACS KOHIIENITYAABHIM BIAXOAOM AO <MOT'YT-
HbOI IIOPOXKHEYi», A€ BAAAA i TPOLII IPUBEPTAIOTh MUTLIIB,
AEMOHCTPYIOUH ApaMy 3pOIIeHHS IOAITHKH i KaIliTaAy
3 mucTenTBoM [22, .49, 252-257]. Lle BUKpHBAIOE apT-
emicreMy, AepOPMYIOUH CYyTHICHY CBOOOAY TBOPYOTO BU-
CAOBY MUTIIiB, KDUTHUKIB, aKaA€MIYHHX HAYKOBIIiB, II03asK
MacoBi3artist $axoBOI AyMKH B KOHTeKCTi mapapurmu global
public art HacapXXyeTbCs KyABTYPIHAYCTPIaABHOIO AOTIKOKO
TPAHCHAI[IOHAABHOTO APT-PHHKY, SIKUM Kepye rA06aAisoBa-
HUM KarliTaA, IepeTBOPIOIOYH MUCTEIITBO, MUTIIS i aHAAITH-
Ka Ha 6aHAAbBHHUII TOBap. TOMy Bip MiAeHIyMy KoMOAHdiKOBa-
He apT-BUPOOHUIITBO Y CBITi CIIPHIIMAIOTD AMIIIE SIK bi3Hec,
IHTErPOBAHMUM Y IIOAITHKY 1 €EKOHOMIKY, TOAlL SIK KaIliTaAi-
3allis cpepu MUCTeLTBA irHOPYe HalliOHAAbHI iHTepecu
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HEe3aaHTa)KOBAaHOTO KYABTYpPOTBOPEHHS, YHi(piKyroun Muc-
TEeIbKMI1 BUCAIB, TO30aBASIOUH HOTO camo-ipeHTUiKaLlil-
HOI CYTHOCTI, MOMMpIO0YH $paxoBuil Aeckiainr [23, c. 29].

BucnoBku. OTXe, ChOroaHi Ha 4aci KpUTHYHA COLli-
aAbHO-$ir0COPChKa AHAAITHKA KYABTYPHOTO IIOITyAi3MY,
30KpeMa IIepeOCMHCAEHHS elicTeMH contemporary art,
3 aKI[€HTYBaHHSAM HE[ATUBHOIO BIIAUBY PUHKOBOI iA€0A0-
il 6i01<aniTaAi3My Ha KOAGKTHBHY CBiAOMICTb Hallil, IJO BH-
SIBASIE cebe pelpecuBHIM THCKOM Y BUTASIAL €CTETHKH TAO-
6aAi3My, peidikanii TBopyOro BUCAOBY Ta $paXOBOro Aec-
KiaiHTy. Tak¥M 4YMHOM, KPUTHKA KYABTYPHOTI'O IIOITYAi3MY,
SIKy He IOAUIIAIOTh BiAOMI 3aXiAHI HAYKOBII Bip MOMEHTY
aKTHUBI3aIlil AUCKYCIill IOAO «CMEPTi IOCTMOAEPHI3MY >,
3 Hapi€ro yOesmmeunTy HUBiAi3aLifIHY KYABTYPY Bis KOAQIICY,
€ KOPHCHOIO caMe Tellep B YKPaiHChbKHUX PeaAisIX BOEHHOTO
CTaHYy, KOAM aKTUBi3yBaAMCh TPOIleCH caMoipeHTH}iKaIii
Halil, KOAM HayKOBI, KDUTHKH Ta MUTIIi HAMAaralOThCs BiA-
HAMTH ap€KBATHI CyYaCHUM BUKAMKAM OHOBAEHI ITapaAUT-
MU i apT-emicTeMu AASI IOBHOLIHHOI BiAOyAOBH YKpaiHH,
nepemora Kol B pOCIifiCbKO-yKPaIHChKO] BifiHi He BUKAMKAE
>KOAHHX CYMHIBiB. BiATIOBiAHO, 3a iHiI[iaTHBOIO rpOoMasH-
CBKOT'O CYCIiAbCTBa 6yAO cTBOpeHO «MaHidecrt crasoro
mupy: CBiT micas Hamroi mepeMoru>, A€ KOHCTaTOBAHO:
«CBir Bxxe He GyAe TakuM, SIK 6B AO BIfIHM, TOMy HalIa
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MeTa — He IIOBEPHYTHUCS AO IIEPEABOEHHOTIO CTaHy, a Bpa-
XyBaTH #oro Baau ... HacTas yac Ykpaini Ta cBiTOBI BipIo-
BiCTH Ha 3alMTAHHS, SIKUM 6yAe el KiHeIlb BillHU > [24].
Le crocyerbcst i po6AeM KYABTYPOTBOPYHX, CEpeA IHIIOro
71 06pa3soTBOpeHHS, Ae HeOOXIAHO BiKe 3apa3 IpOaHaAi3yBa-
TH SIK YUHHUKY [IOMHAKOBUX / €HTPOIINHUX BEKTOPIB p03-
BUTKY, TaK i IIepCIeKTUBHI IIASXU IIOAOAAHHS ricTepe3ucy
IUBiAi3anifiHOI TOCTKYABTYpH. Bpaxosytouu Te, mo 6ara-
TO 3aXiAHHUX aHAAITHKIB HaIIOAATAIOTh HAa TOMY, IO TIOALL
B YKpaiHi TakO>X aKTUBHO 3MiHIOIOTDb CBIiT, TPaHCPOPMY-
J0YHU CBITOTASAHO-KYABTYPOTBOPUMI AQHAIIADT IOAIAOTY
B OiKk IIOBEPHEHHS AYXOBHO-€CTEeTHYHOTO IiHHICHOIO Cy-
AKEHHSI, B TOMY YHCAl «306aAaHCOBAaHOI» KOTHIIfii KyAbTY-
PY, MECTELITBA, A€ MyCHTb IOCAAOUTH AOMIHAHTHHIL BIIAUB
Oi3Hec-cTparareMa apT-pUHKY, — TaKa CUTYaLlis IIOKAAAAE
Ha HayKOBIIiB, KPUTHUKIB i MUTILiB YKPaiHH BUCOKY BiATIO-
BiAAABHICTD. ApJKe, ToBOpsYM caoBaMu Baaepis Ilexaps,
[IPOTOAOIIEHVMH B PIYHUI[I0 IOBHOMACIITAOHOrO BTOP-
raeHHs PO B YkpaiHy: He0OXiAHO BXKe 3apa3 «[OBOPHUTH
IIPO MiCASIBOEHHY KapTHHY CBITY>, I03asK «BilHa TpUBa-
THMeE 1 He MOXXe 3aBepIIMTHUCS, IOKH HEMAE ITiCASBOEHHOI
KapTHHU CBITY, 1 KOKeH AeHb I1iel BITHU OIIAAYeHU KPOB'0
Kpamux AIoAe# Ykpainu. <...> ITosuiis Ykpainu BaKAUBa,
Ha Hei OuiKkyOTh> [25].
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Protas M.
Critique of Cultural Populism: An Overview of Reflections on the Western Analytical Thought

Abstract. The postmodern age, which, like the age of contemporary art, is considered by most analysts to have started in the period
after Second World War, can be viewed as an umbrella term that encompasses many competing paradigmatic stratagems and dia-
tribe definitions, including the terminologically instable definitions of “postmodernism,” “post-postmodernism,” “metamodernism,”
which some critics prefer to consider “high,” “late,” “distorted,” “pseudo-modernism” or “digi-modernism.” In the process of this
ongoing discussion, society is periodically informed about the “death” or “end” of art and art criticism. In this context of raging
discourses that openly compete with each other, there is one rather significant contextual layer related to the critique of cultur-
al populism, the subject of which is the confrontation between two social constructs: democracy and biopower. The acuteness
of the discussion is amplified by the situation of almost total crisis of the modern cultural activity, in particular, of the neoliberal
visual practices, which since the millennium have come under the strict patronage of the transnational art business, whose creative
projects are corrected by market and benchmarking policies. The latter has completely supplanted/replaced the politics of aesthet-
ics, so all this has a negative impact on the current development of global art, calling into question the future of the national im-
age of Ukraine, which can be annihilated in the “post-ethnic” substratum of global public art. Therefore, in the difficult conditions
of resistance to the Russian invasion, Ukrainian humanities and art must thoroughly study this huge cluster of problems, in partic-
ular in the context presented by Western European analytical thought, in order to strengthen its own self-identification potential
of the cultural and artistic narrative, offering the West its own position and vision of creative liberation activity from the manipu-
lative pressure of the culture industry.

Keywords: cultural populism, appropriation, deskilling, contemporary art, sociopolitical turn, network aesthetics.
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Abstract. The paper examines the works of the GAZ art group, a Ukrainian creative duo of Vasyl Grublyak and Oleksii Zolotar".
In the context of modern art in Ukraine, their pieces exemplify the relationship between two genres of art: performance and sculp-
ture. The main conceptual principles of the art actions RuTyna (2014), Ritual of Approval (2014, 2015), Armory Room (2014),
and their practical implementation were considered; interpretation options were suggested. It was hypothesized that despite

the obvious socially-critical orientation of the GAZ group’s art actions, the ideas of experimenting with space and analysis of its

transformations are at the essence of their creativity. The connection between the artistic activity of the GAZ group and the cur-

rent sociopolitical context was established, with a perspective for interdisciplinary study within the academic programs of spatial

art, aimed at exploring a wide range of options of three-dimensional form, including installation art, sculpture, performance art,

multimedia, and digital production.

Keywords: performative practices, visual art, sculpture, Ukrainian artists, works of the GAZ art group.

Introduction

In the practice of contemporary art, the meaning
of sculpture now includes not only static objects but also
movement, sound, video, and in some cases even perfor-
mance art. The artists, contemplating on form, on the hu-
man body, on space, and on the interplay between them,
go beyond the established limitations of one of the earliest
forms of art. Among the telling results of this process is,
for instance, that the artists turn to “three-dimensional art”
increasingly often, with the latter concept incorporating
various expressive means and being a much wider notion
than the traditional understanding of the object in space.

During the twentieth century, many variants
of the interplay between performance art and sculpture
emerged, each producing art pieces that changed the no-
tion of art and its role in society. Combinations of the ele-
ments of artistic language stimulated many artistic discus-
sions, which focused on specific points of social tension.
Oskar Schlemmer’s Bauhaus legacy, the practice of Joseph
Beuys and the concept of social sculpture coined by him,

! In 2022, Oleksii Zolotar changed his surname, abandoning
the Russified version of Zolotariov, which was formed by adding
the Russian suffix -iov to the Ukrainian suffixless surname Zolotar

(literally, a goldsmith).

XyAOxKHS KyAbTypa. AKTyaAbHi mpo6aemu. Bum. 19. 9. 1. 2023

* 108 o

the phenomenon of a “living sculpture” (e.g., the art prac-
tice of Gilbert & George, who are self-professed “living
sculptures”), and other examples of combining various me-
dia and expressive means broadened the horizon of view-
ers’ perception and transformed entrenched ideas about
the essence of art, modified the reaction on the current art
events and on the sociocultural transformation, includ-
ing overcoming the national-scale trauma (as was the case
of the German society after the Second World War).

The new period of Ukrainian history that started after
2014, also marked a radical turn to acknowledging the need
for decolonization and for reorienting the general develop-
ment of the Ukrainian state in the European direction. These
tectonic processes gave impetus to entire cultural sphere
of Ukraine. This is the wider context for the art practice
of the GAZ art group, which mostly is three-dimensional
art incorporating the elements of other expressive means.

Literature Review
RoseLee Goldberg was one of the first scholars who
studied artists’ different attitudes to space. In her publica-
tion “Space as praxis,” she analyzes the point of interaction
between performance art, sculpture, and conceptual art from
the standpoint of the various conceptions of space. In the pa-
per, the tendency for diffusion of different arts is specifically
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stressed (Goldberg, 1975). Art researcher Hannah Abdullah
focuses on Anselm Kiefer’s and Joseph Beuys’ performanc-
es in the context of addressing its traumatic national his-
tory by the post-war German society. In her study “Kiefer
and Beuys: Cathexis and Catharsis,” the common ethical
and historical background is highlighted, which is similar
in the works of both artists (Abdullah, 2016). Abdullah con-
cludes that they had a common aim, namely acknowledging
and accepting the Nazi-era past, and describes the role of per-
formance art in creating certain social, psychological, and po-
litical effects. A collection of 13 essays Articulate Objects:
Voice, Sculpture and Performance edited by Aura Satz and Jon
Wood, focuses on understanding spatial art in its intercon-
nections with the other art forms, using multidisciplinary
approaches from the domains of art history, cultural history,
comparative literature studies, and art, theatre, and curato-
rial practices (Satz & Wood, 2009). The monographic re-
search New Ukrainian Sculpture by Galyna Sklyarenko pres-
ents a unique assessment of the development of this plastic
artin Ukraine. Sklyarenko provides the analysis of the works
by eight Ukrainian sculptors: Nazar Bilyk, Dmytro Grek,
Petro Gronsky, Egor Zigura, Oleksi Zolotar, Illya Novgorodov,
Vitalii Protosenia, and Daniil Shumikhin (Sklyarenko, 2021).
Ukrainian curator and art researcher Kateryna Ray collab-
orated with the GAZ art group during the various stag-
es of the realization of their projects; also, she participated
in the management of the Radius art space by contribut-
ing significantly to its communication with the audience
and conveying the articulated messages to the profession-
al community and the viewers. In many of her accompany-
ing texts (Art city, 2014, October 30) and videos (Art city,
2014, October 30; Art city, 2014, October 29) for the GAZ
art group actions, Ray captured the standpoints of Grublyak
and Zolotar, in which their artworks were rooted in, thus
prompting further, more through studies of their art practice.
In addition, this paper cites several personally conducted in-
terviews with Vasyl Grublyak (V. Grublyak, personal com-
munication, May 15, 2016). and Oleksii Zolotar (O. Zolotar,
personal communication, May 17, 2016).

Aim of the paper
The present paper outlines and discusses the manifes-
tations of performance art and their interplay with three-di-
mensional art, as exemplified in the practice of the GAZ
art group.

Results and Discussion

This paper is the first academic study of the art prac-
tice of the GAZ art group. This Ukrainian art group was
founded in 2013 by the artists Oleksii Zolotar and Vasyl
Grublyak during their shared residency at the Biriuchyi
Island in Southern Ukraine. They aimed at fulfilling a wide
range of art ideas that emerged during their personal com-
munication. RoseLee Goldberg in her seminal monograph
Performance Art: From Futurism to the Present mentions
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the ethical motive as one of the stimuli for the develop-
ment of performance art in post-war Europe. According
to Goldberg, “Only ten years after a debilitating major
war, many artists felt that they could not accept the essen-
tially apolitical content of the then overwhelmingly pop-
ular Abstract Expressionism” (Goldberg, 1988, p. 140).
Accordingly, even before the Revolution of Dignity
(2013-2014) in Ukraine, Zolotar’s and Grublyak’s desire
for a more articulate expression of their civic convictions
resulted in the creation of the GAZ art group.

In contemporary scholarly studies, the concept of “cre-
ativity” is being replaced by the concept of “practice” in-
creasingly often. The latter notion enables incorporating
into the wider idea of artistic creativity the factors influ-
encing the artist or an art group that previously were omit-
ted and considered irrelevant by scholars. Hence, the aug-
mented context for the artwork emerges that may include
its various manifestations, interpretations, social reactions
to it, and its aftermath, the nature of which goes far beyond
the purely artistic context.

Thus, it can be suggested that the practice of the GAZ
art group in an unexpected manner combines working with
space, form creation, and different variants of organization
of space; with the most precise definition for their corpus
of their work being spatial art.

Art history provides a large number of examples of art-
works, in which the established boundaries between tradi-
tional arts, for instance, sculpture and performance, were
blurred. It can be hypothesized that the art experiments
with space and its dynamics were the key element of this in-
teraction. Oskar Schlemmer’s art practice exemplifies these
experiments, all the more so with regard to his consider-
able contribution to the development of what would later
be labeled performance art. Schlemmer complexly explored
space in its different dimensions: from the two-dimen-
sional space in fine art, three-dimensional space in sculp-
ture and objects, and up to space-time, which in physics
is a component of the general theory of relativity and de-
scribes our physical reality. These experiments were man-
ifested in theatre productions, which subsequently were
marked as setting the groundwork for the performance art
form of the future. Analyzing Schlemmer’s legacy, Goldberg

“e

mentions that, “Space: as the unifying element in archi-
tecture’ was what Schlemmer considered to be the com-
mon denominator of the mixed interests of the Bauhaus
staff. Indeed what characterized the 1920s discussion
on space was the notion of Raumempfindung, or ‘felt vol-
ume, and it was to this ‘sensation of space’ that Schlemmer
attributed the origins of each of his dance productions”
(Goldberg, 1977, p. 34).

Over the years of active work, the GAZ art group cre-
ated various art objects and realized a number of art ac-
tions. This study focuses on their artworks where the main
expressive means were turning to actionism, happening,
and to the elements of contemporary performance art forms.
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In his art practice, Oleksii Zolotar mostly uses the ar-
tistic language of clear forms. This, on the formal level, remi-
nisces with the traditions of the Ukrainian avant-garde, which
Zolotar himselflisted as his inspiration (O. Zolotar, personal
communication, May 17,2016). Such ambition to continue
this art dialog is characteristic of Zolotar, who strives, among
other objectives, to establish art communication with his pre-
decessors in the history of sculpture in Ukraine, namely with
the historical avant-garde and with the Soviet monumental
sculpture. The art forms of these dialogs vary greatly.

The complex trajectory of the development of sculpture
in Ukraine during the twentieth century, on the one hand,
was full of ideologically grounded monumental projects,
and on the other hand, had a ot of space beyond these proj-
ects. The latter includes the legacy of the Soviet Ukrainian
sculpture, both realized pieces (preserved or destroyed)
and existing only in sketches, which remains a little-known
page of Ukrainian art. Simultaneously, without sufficient pro-
cessing of the legacy of the previous era, the new Ukrainian
sculpture develops (Sklyarenko, 2021). Viewed through this
asynchronous perspective, the 2020 project of the GAZ
art group—Wind Rose. A Document—is aimed at initiat-
ing a dialog concerning the phenomenon of “Twentieth-
century Ukrainian sculpture.” It may be suggested that in his
art practice, Zolotar strives to claim the space, while he is
yet to realize the monumental form there (at least, this was
the impression from his works created before the large-
scale Russian invasion to Ukraine). The search for a focal
point, for alocus of concentration by the means of creating
a certain dominating volume is central in Zolotar’s experi-
ments. His fulfilled projects (at the time of this publication),
namely Movement of Suprematism (2011), Horizon of Events
(2021), and Geometrical Archaic (2022) prove his progress
in this direction.

Between 2018 and 2022, Vasyl Grublyak active-
ly engaged the idea of light in his works, making it a main
formative element in creating his imagery. Minimalism
and a function are the characteristic ideas of his works.
Grublyak asserts, “I am interested in light as a media, as if
a potter works with clay. Equally interesting is its ‘vocabu-
lary’ potential—as a universal non-semiotic way of com-
munication between the living beings” (V. Grublyak, per-
sonal communication, May 15, 2016). It may be assumed
that the artist creates a “text” with the lights, which in his
pieces are not the means of illumination but a subject mat-
ter and an object, similarly to the works by the members
of California’s Light and Space Movement. For instance,
in 2019, Grublyak was included in the M17 Sculpture Prize
nominees list with his Egregore project, in which he contem-
plates the problem of interaction at the level of community,
as well as the ethical issues of development of artificial in-
telligence. The solution, which Grublyak found for all these
ideas, is shaped as a voluminous structure with an open
contour that rather represents infinity than a complete
form. For creating an image that is vivid, Grublyak turns
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to a concept of “egregore,” popular in the nineteenth-cen-
tury occult belief systems (marginal from the contempo-
rary scientific standpoint). In the dimension of art, turn-
ing to such analogies allows broadening the association
chain that opens the door to understanding the art con-
cept as a hypothetical interconnection of society and na-
ture, which is close to the ideas of Volodymyr Vernadsky.

In their major works, the GAZ art group focuses
on multi-level experiments with space, cultural landscape,
social interplay, and transformation of society. Among their
milestone projects, which are to a large extent a practice
of actionism with the elements of performance, the follow-
ing ones should be noted:

— RuTyna, in the framework of the “Biriuchyi” sym-
posium (2014);

— Armory Room, in collaboration with “University,”
with participation by Andriy Zelinskyi (2014);

— Ritual of Approval, in collaboration with Oleksiy
Sai, exhibited in Kyiv and Mariupol (2014, 2015).

Yet, despite the close links of these artworks with their
socio-political context, this does not define the GAZ art
practice as merely a socially critical one. An in-depth analy-
sis of space may be a primary foundation for the idea of each
project; hence, taking this into account, the art practice
of the GAZ group may be considered a valuable contribu-
tion to the development of spatial art in Ukraine.

Their first action with the elements of performance
was RuTyna (a pun for “Russian” and “routine”). The proj-
ect was realized during the symposium of contemporary art
at the Biriuchiy Island during the fall of 2014, the first year
of the hybrid phase of the Russian invasion to Ukraine. The se-
ries of shocking aggressive acts by the Russian Federation, in-
cluding the annexation of the Crimean Peninsula on March
18, and active warfare in the Donbas region since April 12,
started a long-term process of restructuring the collective
consciousness of society and ultimate acknowledgment
of this neighboring state as a hostile one. In this context,
the art symposium was to be held, with regard to the new
reality of existing on the potential new border/frontline sta-
tus of the Kherson region, where Biriuchyi Island is situated.

In a week, Grublyak and Zolotar constructed a 6-me-
ter structure, the outline of which resembled the Lenin’s
Mausoleum in the Red Square. This structure was a direct
reference to the first temporary wooden tomb that was hast-
ily built after one of the initiators and organizers of the Red
Terror, a central figure for the personality cult in the Soviet
system of hierarchies passed away.

This multi-stage project (that included performance)
focused on the problematization of the idea of power in gen-
eral and the ideological symbols in particular, as well as on
the realization of this desire for power through the “puri-
fication by fire” ritual. The wooden structure was erect-
ed in the midst of the steppe on the Biriuchyi Island split.
Grublyak’s and Zolotar’s positioning of the letter combina-
tion “RyTyna” corresponded to the placement of the letter
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combination “Lenin” in the original wooden tomb. I inten-
tionally refer to the word “Lenin” as a letter combination,
as during the Soviet rule, this word became sacred in many
dimensions of life of several generations, signifying occu-
pation and being a central symbol for the personality cult
and ideology. RuTyna was solemnly burned on the clos-
ing day of the symposium. This act of burning was titled
“Confusion’,' with Zolotar recalling, “We had many ideas
about how to destroy the artifact. In the end, we decided
to symbolically purify it by fire” (O. Zolotar, personal com-
munication, May 17, 2016).

The artists’ ambition “to raise the level of consciousness
in society”, declared in a number of their texts, may be viewed
in the framework of opposition of the social and the private.
For example, Zolotar, whose works demonstrate a search
fora point of concentration (sculptures Wind Rose, Encounter,
Event Horizon), engages into ongoing work with a structure
and contour. In its art practice, the GAZ group experiments
with a structure and contour of social interaction. Wikipedia,
which may be viewed as a set of reflections of various national
collective consciousnesses, in its Russian version states that
“Vladimir Ilyich Lenin’s Mausoleum (during 1953-1961—
Lenin’s & Stalin’s Mausoleum) is a as mausoleum, a resting
place within the Kremlin wall on the Red Square in Moscow,
where the body of Vladimir Lenin is preserved since 1924
in a transparent sarcophagus” (Mavzolei Lenina, n. d.). This
sentence contains an abundance of symbolic meanings, with
the nouns “resting place—sarcophagus-body” fitting into
a certain semantic structure. The aim of RuTyna was to es-
tablish an interplay with this highly ideologically and emo-
tionally loaded symbol, symbolically annihilating this matry-
oshka-structured matrix as an embodiment of the hierarchy
of violence.

In the conceptual description of RuTyna, this was de-
clared as a “liberation,” which automatically implies the pre-
vious “oppression” of the Ukrainian society by the Soviet
reality (as those who are already free do not need any liber-
ation). Therefore, this project may be viewed from the per-
spective of the post-colonial discourse. This performance,
realized a year before the Law of Ukraine No. 317-VIII
“About condemning Communist and National-Socialist
(Nazi) totalitarian regimes in Ukraine and banning pro-
paganda of their symbols” was officially adopted (Law
of Ukraine No. 317-VIII, 2015), outlined in the dimension
ofart the themes which later became dominant on the pub-
lic discourse. The stages of realization of this art action were
the following: the process of creating the object with a cer-
tain symbolic load and the act of its annihilation, during
which the energy of destruction was released. The latter
is symbolically perceived as a concentrated release that pro-
vides relief and liberation.

! The title is a reference to the well-known quote of Vitaly

Churkin, Russia’s ambassador to the United Nations, who infamously

referred to the MH17 crash as to a “confusion,” not an act of terrorism.
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Andriy Zelinskyi with his piece “Fighter” partici-
pated in the Armory Room project of the GAZ art group.
The core themes of the project were defense and weap-
ons viewed from the standpoint of interplay of the indi-
vidual and the collective, from the standpoint of a search
for the “demarcation line,” which delineates the borders,
and in the artistic sense—defines the structure of the so-
cial discourse that shapes this contour. The format of this
event was a touring exhibition. In a van, the key objects
of the action were presented—the plaster casts of the auto-
matic weapon. They became the starting point for inspiring
interaction with the audience (a communicative aspect).
“Turning to the well-known forms of artistic expression, us-
ing the charm of ‘visual aids, being as laconic and readily ac-
cessible as a textbook through the absolute form of a military
artifact, the participants of the action ‘assign’ the homework
both for those ‘who acknowledges’ and for those ‘who are yet
to grasp’ the transformation that our state is going through”
(Art city, 2014, October 30). The format of “Armory Room”
is closer to happening that implies events or situations with
the participation of the artists, yet not totally under their
control. Happenings often include improvisation and, un-
like performances, do not have a scenario.

The choice of plaster from the Donetsk Basin,
and more specifically, in then-Artemivsk? as a medi-
um for the automatic rifles was coincidental. “We as art-
ists view the automatic rifles not as a weapon to kill but,
probably, as a sculptural form. Maybe, rather as a form that
has specific connotations (O. Zolotar, personal commu-
nication, May 17, 2016). The concept of a ‘negative’ form
is significant in the artists’ practice. In Ukrainian art, Nazar
Bilyk previously turned to realizing a negative form with
the means of art; however, for Grublyak and Zolotar a neg-
ative form is a concept to be explored as a metaphor of de-
nial. In the ‘Armory Room), the plaster casts, which are its
central objects, are the result of a technological process
that included molding as one of its stages. This was, in fact,
a process of creating a ‘negative’ volume, when the shape
of the automatic rifle practically ceased to exist. After this
symbolic ‘annihilation’ back as in the studio, this form
was filled, in a symbolic dimension, with the other sens-
es; in the physical dimension, it was filled with Ukrainian
plaster from what would later become Bakhmut, known
worldwide for its fierce battles and heroic defense oper-
ation. According to the latest scientific data, the depos-
its of gypsum in Ukraine are ‘practically inexhaustible’
and are comparable to the deposits in the United States
and Canada”(Lyalko & Popov, 2017, p. 197). This connec-
tion opens another possibility for the Armory Room inter-
pretation, namely the ecological discourse.

The Ritual of Approval was realized twice in 20185.
The first time was in Kyiv, at the building of former tram

> As of 2014, the city was still Artemivsk. The historical name
of Bakhmut was reinstated in 2016.
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depot; the second time—in Mariupol, under the aus-
pices of the IZOLYATSIA foundation, in the framework
of the interdisciplinary ZMINA platform. The range of prob-
lems raised in the project encompasses several aspects
of the interplay between society and an individual, including
individual choice and decision-making. “We filled the main
hall with the spot lighting, smoke, and placed a vacant presid-
ium table. As the soundtrack, the artist used the recordings
of applauses back from the 1930s and 1960s that were a must
at all the meetings of the Central Committee of the CPSU
and signaled greetings and ‘approval’ to all the speeches
of the General Secretaries during the Soviet era. In the artists’
opinion, ‘the applause was playing an important socio-po-
litical function for a long time—it is a symptomatic link be-
tween the ‘victim’ and the leader. This way, the ‘power hierar-
chy’ of sorts is produced, lacking which that state, supposedly,
would collapse. On the one hand, the aim of the applause is to
express oneself as an expert authority and to claim certain
social status. On the other hand, by joining the ‘applauding’
audience,” an individual loses the possibility to preserve per-
sonal secrets” (Art city, 2014, October 29). The accompa-
nying text for the video mentioned a “hierarchy of power”
as one of the elements. This symbol, in the artists’ opinion,
is an axis of two-way influence in a totalitarian society. In this
art project, the notion of a “vertical” is reinvented, signifying
a hierarchy in the broad sense, which is built with a certain
collective action. Dwelling on the practice, common in Soviet
society, the artists actualize the problem of personal choice
and responsibility in modern Ukraine.

The central form for most of their art actions is a rit-
ual, with the artists actively participating, taking on a posi-
tion comparable to the position of a pagan priest, respon-
sible for the course of the ritual. These art actions, despite
them being deeply rooted in a play, demonstrate the search
for a structure for the cultural space of Ukraine in the future.
In particular, the agency of the Ukrainian society in shaping
its own history and culture is underlined. For the analysis
of such artistic vision, the theory of Victor Witter Turner
is applicable, who stated that in any society a “social drama”
permanently happens; thus, a ritual is an instrument for reg-
ulation, when the social drama reaches its peak. By turn-
ing to a method of art action, at times with the elements
of performance, the artists problematize the totalitarian
past and the phase that Ukrainian society is undergoing
now—a post-totalitarian phase. In this context, their prac-
tice may be considered an art of post-totalitarian reflection
(Sydorenko, 2008, p. 134) that developed in Ukraine during
the 2000s. Still, a tendency for a “delayed” reflection has be-
come more pronounced only after 2014, with the new gen-
eration of artists, and to a certain extent retrospectively.

In her book New Ukrainian Sculpture, Galyna
Sklyarenko explores Zolotar’s works in detail, drawing in-
teresting analogies and comparisons, i. e. with the trends
of the 1960s Western plastic art and their contemporary in-
terpretation in regard to the form. In addition, she provides
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a description of several fulfilled projects by the GAZ art
group. Sklyarenko observes that, “in parallel to the purely
sculptural pieces, since 2013 another trend developed in his
[Zolotar’s] work, when the motifs of social criticism are real-
ized in the forms of installations, art actions, and assemblag-
es” (Sklyarenko, 2021, p. 168). This statement seems rather
controversial, as the collaboration within the GAZ art group
is not parallel to the artists’ solo creativity. Their pieces con-
ceived and realized collectively result from processing cer-
tain ideas. Despite the outwardly play-based nature of their
creativity and extensive use of provocations (that may
be perceived as a counterpoint to a “serious activity”), a care-
fully crafted balance of a social gesture in its many manifesta-
tions and of an art action with the elements of performance
are inherent to the works of the duo. Performative practic-
es broaden the understanding of the core idea of a piece
both in the individual and in collective work by Zolotar
and Grublyak, which is a search for a form to express the full
potential of space. Interpretation of their collective work
should not be limited to mere analogies to irony because
irony, as a satirical means counterpoising the true sense
to the one expressed, is uncharacteristic of their practice.

The art actions by the GAZ art group are rather inver-
sive in relation to their separate artistic activities. As a creative
duo, the GAZ art group undertakes a search for the perfect
structure at the level of society, achieving this with certain
artistic acts, radical in their expressive form: annihilation
(burning, as in RuTyna), disorientation (Ritual of Approval),
and coercion (Armory Room). “Working in a group differs
from solo work significantly. The concept, its realization,
the sense and form are envisioned in the dialog and discus-
sions. It is a living process. For that reason, we leave some
room for the last corrections to be made directly at the ven-
ue of the performance. The viewers are not only present
at the performance but participate in it. Their reactions
to the events is always different and hardly foreseeable. This
produces an energy boost originating from the events during
the art action. Also, in our opinion, one of the features of per-
formance art is its flux, its ‘ephemerality, when only photos
and videos prolong its existence in the future” (V. Grublyak,
personal communication, May 15, 2016).

As for the latter statement, the previous literature al-
readyraised the issue of documenting performance art; thus,
existing academic approaches to this process and the con-
cepts for further study of performance art through its pho-
tographs, videos, and other sources of information were
analyzed. In view of the consistent focus on post-colonial
issues, the art actions of the GAZ art group of this period
are worth to be “reactivated”. Philip Auslander, a renowned
researcher of performance art, suggests recreating this type
of works (Auslander, 2018). For the spatiotemporal pieces
of the GAZ art group, this approach, in the new socio-po-
litical context of the full-scale Russian invasion against
Ukraine, could be a new impetus to activate their collabo-
ration, to appeal to a larger, global audience.
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In the context of studying the crossover points be-
tween the art forms of sculpture and performance,
the Radius art space significantly contributed to merg-
ing these two arts. This art residency, founded by Oleksii
Zlotar in 2019, was aimed at intensifying internation-
al cross-cultural interaction and establishing strong links
throughout the art community. The residency was specif-
ically focused on experimenting with three-dimension-
al art and on working with volume in its many represen-
tations. In the context of interplay between performance
art and sculpture in Ukraine, the joint project by Oleksii
Zlotar and Alexander Holm should be mentioned. It was
titled Gennem et specielt Glas (“Through the special glass”).
The combination of performance art and sculpture creates
an environment for the interplay of sound, form, and per-
formance art. As a result of interaction of these elements,
arich artistic image of the contemporary art communi-
ty emerges, which can be experienced on several sensory
levels. In the project, the chronotope of the Ukrainian ear-
ly Middle Ages suddenly crashes into the contemporary
challenges produced by globalization and the rising im-
pact of the Internet. The project addressed the categories
of time and space, their transformations, metamorpho-
ses, and performed artistic reflections on the most topi-
cal contemporary understanding of the time-space con-
tinuum. According to Zolotar, at the beginning of their
collaboration, he and Grublyak have not fully appre-
hended the common ground of their separate art prac-
tices (namely, sculpture and performance art), which
is a telling sign of the potential for interplay between
these arts (O. Zolotar, personal communication, May 17,
2016). Eventually, this project reveals the very essence
of the transformational processes reflecting the current
understanding of the world.

It should be noted that the contribution of the Radius
art space in the Ukrainian art process during the years
2019-2021 suggests opportunities for future research.
The present study only captures and documents the ongo-
ing dynamics of the artists’ collaboration in the cross-cul-
tural dimension, not only resulting from a co-existence
of different art forms in the same space but also at the lev-
el of senses.

Conclusions
In sum, the GAZ art group was formed for meeting
anumber of plastic objectives and for creating the composi-
tions rich in imagery. In the studied projects, in the context
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TleppopMaTHBHA MPaKTHKA Ta CKyAbITYpa. TBOpaicTs Mucrenpkoi rpymu GAZ (Ykpaina)

Amnoranis. ITpoanaaisoBaHo AisiabHICT MucTenbKOI rpyrn GAZ, siky yTBOPHAM ABa YKPAIHCBKI XyAOXKHUKH — Bacuab Ipy6asik

Ta Oaexciit 30A0Tap. AOCAIAXKEHO 3B'I30K ABOX BUAIB MUCTeLyTBa (TlepdOpMAHCy Ta CKyABITYpPH) Ha IPUKAAAL TBOPYOCTI LIOTO KO-

AEKTHBY B KOHTEKCTi Cy4aCHOTO MUCTELITBA pralHl/[ POSI‘ASIHYTO OCHOBHi KOHL[eHTyaAbHi 3aCaAU MUCTEIIbKUX aKITii «RuTuna»

(2014), « Puryaa cxBasenHs> (2014,2015), «36poiiHa KiMHaTa>» (2014) raixne IIPaKTUYHE BTiA€HHs, 3alIPOTIOHOBAHO BapiaHTH

inTepnperanii. BucyHyTo npumnymenss, mo nompu o4eBUAHY COLIiaAbBHO-KPUTHYHY CHPSMOBaHICTD akui# rpymu GAZ, B 0CHOBI

IXHBOI TBOPYOCTI 3aKAAACHO A€l AOCAIAXKEHHSI IIPOCTOPY Ta aHAAI3y Fioro TpaHcopMmariil. BusiBAeHO 3B'30K MHUCTEILIBKOT ALSIAB-

HOCTi rpynu GAZ Ta AKTYaAbHOI'O COLIIOMOAITHYHOTO KOHTEKCTY 3 IIEPCIIEKTHBOIO AASL Mi)KAI/[CLII/IHAiHapHOI‘O BHUBYECHH B ME€XKaX

aKaAEeMiYHUX IIPOTpaM MPOCTOPOBOTrO MUCTEITBA, SKi CIIPAMOBAHI Ha AOCAIAXKE@HHS IIMPOKOTO CMeKTPY BapiaHTiB TPUMBUMIPHOI

$opMH, BKAIOYHO 3 MUCTELITBOM iHCTAASAILii, CKYABIITYPOIO, MUCTELITBOM MePPOPMAHCY, MyAbTHMeA A Ta IIUPPOBUM MUCTEL[TBOM.

Karwouosi crosa: neppopMaTHBHI PAKTHKY, BidyaAbHe MUCTELITBO, CKYABIITYPA, YKPAiHChKi XYAOXKHHKH, TBOPYICTh MUCTEIIbKOI

rpymu GAZ.
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Cy4yacHUI My3UYHUIL TeaTp
SIK iHCprMeHT TTPABO3AXUCTY
«I'TEHITA .onepa> i conjiaAbHMi1 TPOEKT

«/AOBIYHO BaXKAHBO >

Contemporary Mousic Theater as an Instrument
of Human Rights Protection
PENITA.opera and Vitally Important Social Project

Amnoranist. PO3rAsiHyTO COL[iaABHUI IIPOEKT « AOBIYHO BXAHBO >, IPHCBSMEHUIT AOBIYHO YB SI3HEHHM JKiHKaM B YKpaiHi, o cKAa-
AQETHCA 3 OTIePHOI BUCTaBH, pOTOBUCTABKY Ta Cepii KoHpepeHIii B AeKiAbKOX MicTax Ykpainu. BupueHo nepeAyMoBU BUHUKHEHHS
HPOEKTY, & CaMe IPOOAEMY CTABACHHS AO AOBIYHO yB I3HEHHX B YKpaiHi Ta 3AKOHOAABCTBO, SIKe PETyAIO€ IXHi IIPaBa Ta MOKAHBICTD
AOCTPOKOBOTO 3BiAbHEHHSI. 3AifiCHEHO LIiAICHUI aHAAI3 My3HYHOI BHCTaBU «ITEHITA.onepa> yii 3B’5131<y 3 aKTyaAbHMMH COIli-
AABHUMM IIPOOAEMaMH YKPATHCHKOTO CYCIIABCTBA. BUSIBACHO, 110 CyYacHi MUCTEIIbKi IIPOEKTH € AIEBHM IHCTPYMEHTOM y 3aII04aT-
KyBaHHI BOXAMBHX CyCITIAbHO-TIOAITHYHHX AMCKYCiit. BoAHOYAaC HeTUIIOBa TeMaTHKA CYYaCHOI OIlepH BUMArae il 5kaHpOBO-BUAOBOL
TpaHcdopMallii, BUAO3MIHM yCTaAeHHX MUCTeLIbKUX GpopM. IIprKMeTHO, 1[0 KOPOTKOCTPOKOBHI 32 CBOIM 3aAyMOM KOMITAEKCHHI
HPOEKT MiCAS HOTO GOPMAABHOTO 3aBePIIEHHS IPOAOBXKUB CBOE XXHUTTA y popMati perepTyapHoi BucTaBy KuiBchkoi HallioOHaABHOT
orneperH. Y BUCHOBKaX BUSHAYEHO POAb COIiaAbHUX MUCTEIIbKUX IPOEKTIB y CTBOPEHHI ITOASI AASL CYCIIIABHUX AMCKYCift. ITepconaski
AOKYMEHTAABHOI OIlepH Ta pOTOBHCTABKH BUKAMKAIOTD €MITATIIO Y TASIAQYA, A CAMi MHCTELbKi IIPOEKTH 00 €AHYIOTb HABKOAO cebe
OAHOAYMIIIB, SIKi Yepe3 KOMyHiKal[ikHi 3aCO 61 AOHOCATD HOBI LIIHHOCTI AO MUPOKMX KiA CYCTIIABCTBA, AOAYIAIOTHCS AO MEAIMHOT AIC-
Kycii Ta BIAMBAIOTb Ha CYCITIABHY AYMKY Ta 3aCaAHUYi 3MiHH B 3aKOHOAABCTBI. 3 II0YaTKOM [TOBHOMACIITAGHOTO POCINICHKOrO BTOP-
THEHHsI TeMa KOAOHIF, YB'SI3HEeHHsI Ta IPUTHOOAeHHs HaGyAa HOBOI AKTYaABHOCTI, @ IPOEKT «/\OBIYHO BXKAHBO> CTaB YACTUHOIO

HOTY>KHOTO IOCTKOAOHIAABHOTO PYXy B YKpaiHi.

Katouosi cro06a: coniaabHe MECTEIITBO, IIPOEKT «AOBIYHO BAXKAHBO>, IIPABO3AXKUCT, AOKyMEHTAAbHA OIIePa, IOCTKOAOHIAAIZM.

ITocranoBKa npo6aemu. ITparneHHs yKpalHCHKOTO
CYCIIIABCTBA OYTH YaCTHHOIO €BPOIIECHKOI CIIBAPYKHOCTI
BHUMAarae TAUOOKUX i HEPIAKO HEITPOCTHUX 3MiH B HalliOHAAD-
HOMY 3aKOHOAABCTBI. ¥ YaCTHHHU AOBOAI KOHCEPBaTUBHOTIO
YKPaiHChKOTO CyCITiAbCTBA HeOOXiAHICTb TaKHUX 3MiH MOXe
BHKAUKATH I{OHAFIMEHIIIe HEpPO3yMiHHs, a IOHA6iAbIIe —
aKkTHBHUI ormip. BopHOYAC 3aC000M AAS TTOYATKY BAXKAUBUX
CYCHIABHUX AMCKYCill MOXe CTaTHU MUCTEIIbKUI TBip, KU
yepes eMOL[IMHUM BIIAMB Ha FASIAQYa abo CAyXadJa 3AaTeH I10-
XUTHYTH 260 I 3MIHUTH FOTO CTapi IIepeKOHAHHS Ta BIIAU-
HYTHU Ha QOpMYBaHHS HOBUX IIiHHICHUX OPi€HTHPIB.

OaHe 3 IpOOAEMHIX [IUTAHb AASL yKPATHCHKOTO CYCIIiAb-
CTBa — Ile MOTO MeHiTeHIliapHa CHUCTeMA, 30KPeMa CTaBACH-
HS AO B'SI3HIB, MOKAHBICTB IIEPETASIAY BUPOKIB, 0COOAHMBO
MIOXXUTTEBUX, I HEAOCTATHS yBara AO BIAHOBAEHH: Ta pea6iAi-
Tarlii 3acya KeHnX. YKpaiHChke 3aKOHOAABCTBO BiAA3€PKAAIOE
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BCi I1i BUKAWKY i BUMara€ CUCTEMHHX 3MiH, AASL SIKUX I1O-
TpibeH CYCIiABHUI KOHCEHCYC I[OAO TOTO, IO «He3py4Hi
AIOAM>» TAKOX MAIOTb IIPABO GPAaTH YIaCTh y CYCHIABHOMY
JKUTTL, 2 He 6y TH BUKAIOYEHHMH 3 YChOTO HOTO IIPOCTOPY,
3aMKHEHHMMH B KOAOHISIX 32 BUCOKMMH IapKaHaMH.

Mucrenpkuil TBip Ha BIATIOBIAHY TeMy — Ile OAMH
31 CIOCOOIB IIPUBEPHYTH YBAr'y A0 3aCYAKEHUX AOA€H Ta iHi-
L[i}0BaTU MIUPOKY CYCIIABHY AMCKYCIlO, TOCTaBUTH CKAAAHL
NUTaHHA, 62 HaBiTh 3aAYIMTHU 3aCYAKEHHMX AO CIIIABHOTO
TBOpYOro npocropy. Came ToMy 06'€KTOM AOCAIAXKEHHS
CTaB COL[iaAbHHI MUCTEIIbKiH TPOEKT «/AOBIYHO BaXKAUBO>
i 3pilficHeHa B 1OTO MeXaX My3UYHO-TeaTpaAbHa OCTAHOB-
ka «[TEHITA .onepa>, siKi 3BepTatoTh yBary A0 Li€l mpob-
AEMH i AOTIOMAraloTh 3aAYYUTHU IPOMAACBKICTD AO OCMHC-
A€HHS CTpareriit peabiaiTanii yB'sI3HeHHUX Ta BIAHOBACHHS
IXHIX IIpaB Ta riAHOCTI.
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AKTYaAbHICTD AOCAIAJKEHHS IIOASITAE B TOMY, IIIO Ha
Marepiaai mpoekTy «AosiuHo BaxxanBo>» Ta «I[IEHITA.
orepa> BHCBITACHO IIPOOAEMY AOBIYHOTO yB SIBHEHHSI XKi-
HOK B YKpaiHi, OTIpHABHEHO MeXaHi3MH BIIAUBY MHCTEI[bKHX
TBOPIB Ha COLIiAAbHI 3MiHH, IO IIOKAMKAHI CIIPUATHU 3aXHC-
Ty IIpaB i CB060A KOXKHOI AFOAMHH, pO30YAOBi rapMOHIiTHO-
IO CYCIiABCTBA. TakoX IMPaBO3aXUCHUI PaKypPC AO3BOASIE
II0-HOBOMY ITOTASIHY TH Ha CYTHICHI 3MiHU B Cy9aCHOMY MY-
3MYHOMY TeaTpi Ta Ha HOTO AOKYMEHTAAbHOMY BiATaAy>KeH-
Hi. A OIIepHMI1 CIOKeT TPO XiHOYY KOAOHIIO K MUCTeIIbKe
y3araAbHEHHs 3 MAKCMAABHOO HAOUHICTIO OOIPYHTOBYE
HeoOXiAHICTb TOCTKOAOHIAABHOI OIITUKH B YKPaiHChKHX I'y-
MaHITAPHUX AOCAIAYKEHHSX.

Merta cTaTTi — AOCAIAUTH MeXaHi3MHU BIIAUBY MUCTEL]-
TBa Ha COIliaAbHi 3MiHH, a CaMe iIHCTPYMEHTH, 32 AOIIOMOT'OX0
SIKHX COL{aABHA OTIEPA IIPO AOBIYHO yB SI3HEHHX JXIHOK MOXXe
BIAMHYTH Ha CYCHIABHY AYMKY IIPO HMX, 3MiHUTH yCTaA€Hi
CyCIiAbHI KOHBEHII, IO BIATOPOAXKYIOTD YIIOCAIAXKEHUX
AXOAEH Bip aKTHUBHOI Y4acCTi y XKMTTi FPOMaAU, IPUCKOPUTH
BIAIIOBiAHI 3MiHU Yy 3aKOHOAABYO-ITPABOBOMY ITOAI.

AHaAi3 OCTaHHIX AOCAipAKeHB Ta myb6Aikamiii.
Hespaxaroun Ha Te o cy4yacHa IyMaHiTapHa HayKa IpH-
AIASIE BEAHIKY YBary COLiaAbHil npo6AeMaTHui B MUCTEITB1
Ta YKAaHPOBUM TpaHCPOPMAIliAM y CYYacHiil ormepi, AAS Ha-
IIOTO AOCAIASKEHHS TOAOBHOIO pedepeHTHO 6a300 CTa-
Aa AOBOAI aKTHUBHA MeAilHA peakllis Ha IOAil IIPOEKTY.
3araaoMm, TeKCTH, SKi iHpOpMyBaAH, peljeH3yBaAH Ta aHa-
Ai3yBaAM IPOEKT « AOBIYHO Ba>KAMBO>, MOXKHA IIOAIAMTH
Ha Tpu rpynu: 1) pedaexcii Ha mocranosky «ITEHITA.
ormepa> [6; 8; 11];2) [PaBO3aXKCHI ITyOAiKaLii Ipo AOBi-
YHO yB SI3HEHUX i HEBIAIIOBIAHICTD YKPaiHCHKOTO 3aKOHOAAB-
CTBa €BPOIEIIChKUM IIeHiTeHIiapHUM cTaHAapTaM [3; 4; S;
9]; 3) CTATTi, ABTOPH SIKUX HAMAraAVCsI 3HANUTH GaAAHC MDK
ABOMa CTOPOHAMHU — MHUCTEIIbKOIO i IPaBO3aXUCHOI —
niero mpobaemu [ 1; 2; 10].

3a pesyAbTaTaMu aHaAi3y MOXKHA 3pOOHTH BHCHOBOK,
1[0 MEAINHI ny6AiKauix71 B OCHOBHOMY IIO3UTUBHO OL[iHIOIOTh
iHiI[iaTHBY Ta peaAi3allito MpoeKTYy. ABTOPH CTaTeil BUCAOB-
AIOIOTb AYMKY, IIJO TaKi IPOEKTH € HeoOXiAHICTIO B YMOBax
He30aAQHCOBAHOI IIPAaBOBOI CUCTEMUY, SIKA He 3aBXXAM 3a0e3-
nedye peabisiTaniro Ta IIOBEPHEHHS AO CYCIIABCTBA 3aCy-
AXKeHHX. BapTo TakoXX 3a3HAYMTH, IO BKa3aHi HYGAiKauﬁ
3Ae0iABIIOrO 30CepesrKeH] Ha OAHOMY KOHKPETHOMY IpO-
€Ki, iM OpaKye OXOIIAEHHS IHPIIMX KOHTEKCTIB SIK y CUTY-
arjil 3 MPaBO3aXMCTOM Ta peabiAiTaIliel0 AOBIYHO 3aCyAKe-
HUX Y BCill KpaiHi, TaK i CTOCOBHO BU3HA4Y€HHS MiCIlf, sKe
mocipae «ITEHITA .onepa» B cyJacHOMY My3U4YHOMY Te-
arpi. ITyOAiuHii MeaifHIl peakiil TaKOK 6paKye KpUTHY-
HOTO CTaBAEHHS AO IPOEKTY, CyTTEBUX 3ayBa’KeHb AO HOTO
KOMIIOHEHTIB Ta crocobis peaaisalii, o MOXXe CBIAYMTH
IIPO IOBEPXOBICTh a60 HEAOCTATHICTh BUKAMKAHOI HUM
AMCKYCil.

Orxe, ny6AiKaui'1' BKa3yIOTh Ha Ba)KAMBICTb TaKHX
iHiIiaTHB, SIK MPOEKT «AOBIYHO BaXXAMBO>, B KOHTEKCTi
[IPaBO3aXKCTY Ta peabiaiTanil AOBIYHO 3aCyAKEHHX KIHOK
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B YKpaiHi. BoHu mipKpecAIooTs, o 3aAydeHHS MUCTeI]-
TBa MOXKe CTaTH epeKTUBHUM IHCTPYMEHTOM y PO3B sI3aHH]
miel npo6AeMH. Boano4Yac BaxAMBO i AaAi AOCAIAXKYBaTU
11 06roBoproBaTH pisHi acrexru Liei npobaemy, mob pos-
poburu epexTUBHI cTparerii AAs MaﬁGyTHix COI[iaAbHO-
MHCTeLbKUX IpoeKTiB. OCKiAbKU OCHOBHI IOAII iHiIliaTHBH
«/\OBIYHO Ba)XAMBO>» BipGyBaaucs nmpotsrom 2019 poxy,
YacOBa AMCTAHIIS YMOXXAMBAIOE IIPOCTEXEHHS 3MiH, SKi
BiAGYAHCﬂ IiA BIIAUBOM LIbOTO NMPOEKTY HA yKpalHChKe
CYCIIIABCTBO Iepioay ITOBHOMACIITAOHOTO POCIfCHKOTO
BTOpTHEHHS.

Bubip MeTOAIB AOCAIASKEHHSI 0OYMOBAECHO THM,
IO TIPOEKT «AOBIYHO BaXKAMBO> MA€ MiXKAMCIIUIIAIHAp-
HHM XapaKTep i BUMarae KOMIIAEKCHOTO IAXOAY, 30KpeMa
aHaaizy mocranoBku «[TEHITA onepas, mybaixaniit y mpe-
Ci i OIIIHKM BIAITOBIAHOCTi YKPaiHChKOT'O 3aKOHOAABCTBA BH-
KAMKaM CY4aCHOTO CYCIiAbCTBa (BI/IKOPI/ICTaHi CTaTUCTHUYHI
AQHI IIPO KiABKICTb AOBIYHO 3aCYAKEHHUX SKiHOK B YKpaiHi
Ta IXHE CTAHOBHIIE B CUCTEMI BUKOHAHHS HOKapaHb). Pizui
ACIIEKTH CTATTi AOTHUYHI TAKOX AO IIPOOAEM COLHOAOTII MHC-
TeLTBa, IEeHAEPHOI l'IpO6AeMaTI/IKI/I, IHKAIO3MBHOTO MHCTEII-
TBa, 110 MATPUMYE TOBEPHEHHS AMCKPHUMIHOBAHUX CYCIIiAb-
HUX IPYTI AO MOBHOL[IHHOTO COIiaAbHOTO YKHUTTS.

MeToau AOCAIAKEHHS CTIPSIMOBaHI Ha AOBEAEHHS Al-
€BOCTi My3HYHOI'O T€aTPY AK 3ac06y pea6iAiTaui'1' i pecro-
PaTHUBHOTO IPABOCYAAS — TAKOTO THITYy IPABOCYAAS, SKe
I'PYHTYETHCS Ha MPUHIIMII BiAHOBACHHS ITOIIKOAXXEHOTO,
a He AMIIle IIOKAPaHHs BUHHUX 0cib. PecToparuBHe mpaso-
CyAAsL Ilepepbadae y4acTb II0TEPIAOTO A60 0OBHHYBaYeHO-
IO Ta iHIIKX 3al[iKaBAEHUX CTOPiH y ImpoLeci 06r0130peHH51
HpOGAeMI/I Ta BU3HA4YeHHI IMASXiB ii BperyaoBanHs. Mera
PeCTOPATHBHOIO IIPABOCYAAS TIOASITAE B TOMY, 1106 BipAHO-
BUTHU CTOCYHKH MK CTOPOHAMHM, 3MEHIIMTH IIKOAY, 3aI10-
OirTH MOBTOPEHHIO 3A0YHHIB, Ta 3a0e3IeYnTH 3MiHY IIOBe-
AIHKM BUHHHUX OCi0.

Buxaaa ocHOBHOTO MaTepiaAy. 3a AaHUMHU OPiIfiitHOT
CTaTUCTHKH, YKpalHCbKa CHCTeMa BUKOHAHH: OKapaHb Ma€
OAMH 3 HAHBHINNX IIOKA3HUKIB AOBIYHOTO VB I3HEHHS Y CBi-
Ti. 3a AarEMu craTucTHKY, Y 2020 poni B Ykpaini HaaiuyBa-
Aocs1 6an3bKO 3,5 THCS4I AOBIYHO 3acypsxeHux. [lepeBakia
GIABIIICTD 3 HUX — YOAOBIKH, SIKi BIAOYBAIOTh IIOKapaH-
HJ 3a TSDKKi 3A0umMHU. BopHOYac mpo6aema AOBiYHOTO
YB'SI3HEHHSI JKIHOK € OCOOAMBO aKTYaABHOIO, OCKIABKH Yac-
Tille 3a BCe XKIHOK 3aCYAXKYIOTb 32 3AOYHHH, IO [TOB S3aHi
31 CTaTEBOIO 400 EKOHOMIYHOIO eKCIIAYaTaLIi€xo.

V cBiTi mpobAeMy AOBIYHOTO yB'SI3HEHHS BHpIIIy-
I0Tb y pisHuit croci6. Y xpainax €spomneiicbkoro Corwosy
AO HbOT'O 3BE€PTAIOThCS Y BUHATKOBUX BUIIAAKAX, BOAHO-
Jac € KpaiHM, Ae AOBiUHe yBsI3HEHHS 3a60POHsE 3aKOH.
Y CHIA B AesIKMX IITaTaX BUKOPUCTOBYIOTH IIeHiTeHIliap-
Hy Ipo0allito sIK AAbT€pPHATUBY AOBIYHOMY YB SI3HEHHIO.
ITpob6aris A03BOAsIE 0CO6aM, SIKi BUMHUAU 3AOUHH, IIpa-
I[IOBATH Ta )XUTH Yy CBOEMY OTOUYeHHi, € epeKTHBHHUM 3a-
cobom peconiaaizamii Ta peiHTerpamnii 3acypXeHHuX ocib
y cycniabcTso [9].
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TaxkuM YMHOM, AOBIYHE YB'SI3HEHHS € BAXKKOIO Ta Oa-
TaTOCKAAAOBOIO Hp06AEMO}O. ¥ Takit curyanii corjiaabHO-
MUCTeIIbKi TIPOEKTH, CITPSIMOBaHI Ha IIPaBO3aXUCT Ta pea-
6iaiTariro 3aCyA’KE€HHX, CTAaFOTh HAA3BUYIANHO BaXKAMBHUMHU.

Mysuynnii TeaTp — Iie BUA MUCTEITBa, y SKOMY II0-
€AHAHO MY3HKY, TaHeIlb, aKTOPCHKY I'PY, ClleHorpadiro
Ta pexucepchke pimeHHs. [IpoTAroM CTOAITh BiH BHKOHY-
BaB HaMpi3HOMaHITHiII YHKIIiI, a B OCTaHHI ACCATHAIT-
TS AEAAAL YaCTillle CTa€ iIHCTPYMEHTOM COLIIaAbHMX 3MiH,
MiCIIeM AASL PO3MOBH IIPO HapiKHI HpoGAeMI/I CY4acHOro
cycmiabcrBa. ColliaAbHa TeMaTHKA Cy4aCHUX MY3HYHHX
BHCTAaB CIIPHSE BIAKPUTOMY OOTOBOPEHHIO BAXKAUBHX ITH-
TaHb choropeHHs. OAMH i3 HaMHOBIMKX YKPalHChKUX NPHU-
KAQAIB I[bOTO — IOCTAaHOBKA €KCIIPECIOHICTCHKOI OTIepH
Bean baproxa «3amoxk reprjora Cunst bopopa>, 3pificHeHa
xomnanieo ART.RAZOM (ii sacHyBaaa pesxucepka i mpo-
Arocepka Mapuna PI/I)KOBa) y $opmarTi corjiaabHOI omepy,
KOAHM BAACHE OIlepHa BHCTaBa CKAAAAE OAHY 3 Aiff, a AOAAT-
KOBOIO, HE MEHIII BAXKAMBOIO AI€I0 CTA€ AMCKYCis-iIHTepaKTHB
Ipo MPOOAEMU AOMAIIHBOTO HACHABCTBA — 6’103y i ras-
Aafiruary (mpeM’epa BucTasu BiaGyaacs B OmepHiit cTy-
Aii HarrionaapHOI My3uyHOI akaaemii Ykpainu 2022 poxy,
a 2023 poky BucTaBy Moaoaoro pexxucepa OaexcaHppa
CriBakoBCHKOTO — BXKe Y CYIIPOBOAI OPKeCTpy IIip Opy-
aoro Haraaii Crenp, a He ¢popreniaHo — OyAO ITOKA3aHO
na Cueni 6 kuiBcbkoro Aosskerko Llentpy).

BaxanBo p0paTH, MO My3HYHUIH TeaTp € popmMoro Te-
aTPAAbHOTO MMCTELITBA, B SKill My3HKa Bipirpac MPOBIAHY
POADb y BIATBOPEHHI eMOLIii Ta HACTPOIB. Emonriiina ckaapo-
Ba My3MYHOTO TeaTpy, Ky MOYKHA BBaXKaTH YHiBepPCaAbHOIO
AIOACBKOIO MOBOIO, CTIIPHSIE 3aAYIEHHIO AO ITbOTO MUCTEI[TBA
PI3HUX CYyCHIABHUX TPYII i CTPAT.

ConiaAbHOMY IPOEKTY « AOBIYHO BAXKAMBO> BAAAOCS
MOEAHATHU « Pi3UKiB i AipHKiB>, BAACHE — IOPUCTIB i MUTIIIB.
Iaero, mMATpUMaHy 6ararsMa YKpaiHCHKIMU T MDKHAP OAHU-
MU opranizaniamy, y 2018 poui copmyaroBasa aApamaryp-
runs i cenapucrka Tersna Kunenko. Ao npoexry rpo-
MaACbKo]l opraHisanii «TearpasbHa naaTrpopma> y pisHui
crioci6 poayanaucst Culture Bridges, €spomnericbka Mepesxa
i3 saxucry npas ys'ssnenux (European Prison Litigation
Network), XapxiBchka mpaBosaxucha rpyma, Hamionaapsa
crriaka KoMmo3utopis Yipainu i HarionaapHuit aHcaM6Ab
coaicTiB «KuiBcbka kamepara>.

LTeHTpaABHOO YACTUHOO IIPOEKTY CTAAM IT SITh IIOKA-
3iB «IIEHITA.onepa» — aBiui y Kuesi, a Takoxx B Opeci,
Xapxosi i Aninpi (2019). Cnovarxy Tersna Kurenko Ha-
nMcaAa AibpeTo onepu Ha OCHOBI il iHTepBT0 3 AOBIYHO 3a-
CyAXeHUMHU Xinkamu [7], micas uporo 3oaTan Aamarmi
CTBOPHUB MY3HMKY AASl CTPYHHOIO KBAapTeTY i COAICTOK.
ITapaseapHO TpHBaB MOMYK KOMAaHAU IIOCTAHOBHMKIB,
AO SKOI 3pemTolo yBikmau pexucep Maxcum ['oaenko, pe-
JKHCep 3 IAACTUKH i BUKOHABEIb EAMHOL YOAOBIYOI pOAi
Maxcum byarakos, a Takox crjenorpad Makcum AdaHaches.
HesBaskarouu Ha Te, o omepa OyAa CTBOpeHa Ha OCHOBI pe-
AABHYIX iCTOPI AOBIYHO yB s13HeHuX y KavaHIBChKif KOAOHIT
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JKIHOK, aAMIHICTpPallisd KOAOHII He AO3BOAMAQ TaM II0OKa3 BU-
CTaBU HiOUTO Yepes Te, WO 1i [IEPErAsIA MOXKeE CIIPOBOKYBa-
TH XBUAIO CYIIHAIB.

«IIEHITA. .omepa» Ta NpO€KT «/AOBIiYHO BaXKAH-
BO> € MPUKAAAAMU TOTO, K CyYaCHUN MY3UYHMH TeaTp
MO>Ke BIIAMBATH Ha CYCIIABCTBO Ta 3aKOHOAABYi 3MiHH.
OmnepHa BUCTaBa i IPOEKT 3aTaAOM He TiAbKM PO3IOBiAa-
OTb IIPO IPOOAEMH Ta BUKAMKYL, 3 SIKUIMHU CTHKAFOTHCSI XKiH-
KU B KOAOHISIX, @ M CTAIOTh MAaUAQHUYUKOM AASI 06FOB0peHHﬂ
IJUX MU TaHb, CIIPHAIOTh HAAATOAYKEHHIO CYCITIABHOTO AlaAo-
ry. 3pelIToro, Taki IPOEKTH, 6e3yMOBHO, CTAlOTh 3HAYHIMU
KPOKAaMU AO PO3B’SI3aHHS [IUX IIPOOAEM.

3a cBoim sxarpoM «ITEHITA .omepa>» — 1je 0pAHOAK-
THa KaMepHa OIlepa 3 JiTKUMH ITOAiAOM Ha HoMepu. Sk 3asB-
AsI€ OAVH 3 11 aBTOPiB KOMIIO3uTOp 30ATaH AAMari, i ¢pop-
Ma Harapye ¢opmy sinrmmmiss. Takuil BuA KaMepHOI onepH
Ay>Ke 3pYYHMIT AASI TACTPOABHUX TIOKa3iB, BiH rapaHTye MO-
OiABHICTD BUCTaBH i He BUMAra€ BEAMKVIX BUTpAT Ha TPaH-
CIOPTYBaHHS A€KOpallill Y4 MOBTOPHY peaAi3aliiro.

ABa «KBapTeTH>» AIMOBHX 0Ci6 — KBapTeT CTPYHHUX
(y mpoextrux BucTapax 6pas yuactb Ksaprer imeni Aeska
PeBymproro y ckaaai: Mapiana Cxpuma, Eayapa Cxpura,
Anppiit Tyganenp, 3oatan AAM3.LHi) Ta BIATIOBIAHI KOXKHO-
My FOro iHCTpyMeHTy 06pa3y YOTHPbOX YB I3HEHUX XKi-
Hok (Xopoma Cxpurnka — Bikropis Pomamiko, [Torana
Cxpunka — Acsa Cepeaa, AapTr — Ai Bepainceka,
Bioaomuear — TersHa AaBcbKa), a TAKOK YOAOBiuHit TTep-
conax, mo yocobaroe Ceprre (Maxcum Byarakos), — TicHo
B3aEMOIIOB sI3aHi MK 06010, 2 4aCOM HaBITb [IEPETHHAIOTH
«KOPAOHH> iCTOPIifl BAACHUX IIEPCOHAXIB.

AAS CIIeHIYHOTO BUpIiIIeHHs OTlepU XapaKTepHHil TO-
TAAbHHI CUMBOAi3M. YBepTiopa onepu «beskineune ouixy-
BaHHA>», OCHOBHA YaCTHHA il crieHorpadii y BUTAsIAL KpyTAOL
IIOXMAO] CIIeHH-TOAUMHHHKA, HaBiTh CaMa CTPYKTypa OIepu
CTAOTh CBOEPIAHUMU MeTapOPaMU AOBIYHOTO VB SI3HEHHSI.
Kono, mo obepraerpcst s HAXMAOM y OiK TASIAQYA, CHMBO-
Ai3ye Oe3HaalitHICTD cUTYaIlil, IEeBHY 3AMKHEHICTb, BUIITOB-
XyBaHHS AFOAMHU AO COIiaAbHMX HU3iB. YepBOHI «HUTKH >,
I]O BUXOASITD i3 [bOTO KOAQ, MAKPECAIOIOTD BaXKAMBI Apa-
MaTypriyHi MOMEHTH, 30KpeMa, BKOPiHEeHICTb y 3aMKHeHHIH
npocrip 260 BTpary AuTHHH ( AOBIYHO 3aCyAXKEHHM SKiHKAM
3260pOHEHO HAPOAXKYBATH AiTeil).

biauit clieHiYHMM OAAT 3 Y4EPBOHMMHU eAeMEeHTaMU
y CIiBa40K-aKTOPOK BOUEBUAD HATSIKAE HAa AOBOAI ITAOAOH-
HO-CXeMaTH4He YABACHHS PO YUCTY KiHOUY AYIITy (6iai
cykHi i 6iAu3Ha), 3abarpsHeHy rpixom (4epBOHi AeTaAi).
BapTo Bip3HAUMTH TaKOXX BiAeOpSIA Ha eKpaHi (BaAHI/IK cre-
HI/I) , IO AO3BOASIE TASIAQYEB] Kpalle 3pO3yMITH CTaH repo-
iHb, MOSICHIOE iXHIl HACTPIfl YacOM aOCTPaKTHUMH, a iHOAL
11 IPSAMMMHM BKa3iBKaMH Ha KOHKPETHI ITOAil abo MOYyTTS
TOTO, XTO TOBOPUTD 260 CIIiBa€E B Ljell MOMEHT.

IlixaBuM TakoXX € MOBHe BHUpimeHHs onepu. Mosa
«IIEHITA.omepa> >XHBa, TyT CIIAKYIOTbCA i CITiBalOTDb
YKPalHCBKOIO, POCIMCHKOIO, CYPIKHKOM, Y>KHBAIOTh HEHOP-
MaTHUBHY A€KCHKY 3 eAeMeHTaMU TIOPEMHOTO >KapIrOHYy.
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ITe pae 3mMoTy mepeciyHOMY TASIAQUEBi ITOAYMKU BUATH 3 TASI-
AQALIBKOI 3AAU Ta TEPEHECTHUCS AO IHIIOI PEAABHOCTI, SIKa Ha-
CIpaBAi iCHYE, HaBiTb SAKIO 6iAbIIICTD i3 HAC BOAIIOT® i ir-
HOPYBaTHU YU IIPOCTO He 3BepTaTH YBaru.

IIToao MysHKH, TO TYT Bpa’ka€ Pi3HOMAHITTA KaHPiB
Ta IXHI HECIIOAIBaHI IOEAHAHHS, III0 HAOAIDKA€E XapaKTep
LIi€] OIIepU AO IPUPOAU OTIEPeTH (xoua KOMIIO3UTOP y CBO-
X KOMEHTapSIX TOBOPHUTB PO B3AEMOIIOB I3aHICTh BCIX JKaH-
PiB y LIbOMY TBOPI Ta HAAQE HAM AMIIIE TPUOAM3ZHE YSIBACHHS
IIOAO IIPUPOAU JKaHPY LIbOTO TBopy). MiniMaAiCTHYHUMHA
3aco6aMu TYT [IEPEAQHO PaAllle HACTPIil Ta 3a6apBAEHHSI
CLIeHH, a IePeOCMUCACHHS TPAAULIMHKX MTiCeHb-apill Ha-
IITOBXY€E Ha AyMKY IIPO 4e€ProBy TPaHCPOPMAIIilo OIIEPHOTO
>KaHpy Ha movaTKy XXI cTOAITTSL.

Herunosi moeAHaHHS CTePeOTHUITHUX KaHPOBUX KOH-
CTPYKLiN MIACBIAOMO IPUMYIIYIOTh TIOYYTH «HOBUMH BY-
XaMH> HaBiTb 3AaBaAOCs 6 TPaAULIiMHI MOTHBH, BIAYYyTH
IXHIO a6cypAHiCTb abo HEAOPEYHICTb B Cy9aCHOMY TBOPi.
YHacAIAOK I}bOr0 MIMOBOAI BIAOYBAIOTHCSI €CTETHUYHI ITepe-
OIIIHKM Ta OHOBAEHHS MOBHU Cy4aCHOTO My3H4YHOI'O TeaTpy.

Tsip ckaapaernes 3 24 vactun' (ix y «[TEHITA. ome-
pa» CTiAbKH, CKIAbKH TOAMH Y A06i), yBepTIopH Ta piHaAb-
HHUX ITOKAOHIB. Ba’KAMBUM € CIiBCTaBA€HHS Ta IOEAHAHHS
YaCTHH, T€ CMHCAOBE «TepTs>, Ike BUHHKAE Ha MeXi MK
OKPEMUMM HOMEPAMH, A TAKOXK Ti «apKU>»> MK OKpeMUMU
JacTHHAMY, SIKi BUOYAOBYIOTb TBOPLH BHCTaBHU. AO IIPHKAQ-
Ay, BIIAAQ€E B OKO «apKa>» MixX yacTuHOIO 1 «Canaropiit>,
A€ TASIAQUY TIPOIIOHYIOTH Ai3HATHCS PO BCi IlepeBaru TIo-
PeMHOro XHUTTS, Ta YacTHHOIO0 17 «He canaropiii>, ae yaa-
BaHi [epeBaru MOCTAIOTh Y L[IAKOM HOBOMY CBITAl, IlepeBa-
I'Ml IepeTBOPIOIOTHCA HA «IIepeBaru> y Aankax. Yactuxa
2 «ITicus Iauaii> Ta vactuna 19 «Aenp Babaka» nmouwu-
HAIOTHCSI HUTATOI0 3 «boXkecTBeHHOT KOMepii» AauTte
Anir’epi: «Ha miBIIASIXy CBOTO 3eMHOTO CBITY...>.
ITouyaTkoBi psiaku «Ilekaa>» BUOYAOBYIOTH apKy-MiCTOK,
BOHH, HeMOB Bepriaiil y AaHTe, BeAyTb TAsIAQYA Bip AYM-
KM IIPO Te, MO «BCi, XTO CHASTD B TIOPMi, 3aCAYTOBYIOTh
Ha Iie, iM TaM A0Ope i TaMm ixHe Micue», 4epe3 OIUC TaM-
TEIIHBOTO MOOYTY Ta SKUTTS XKIHOK AO AYMKH: «A 4H Tax
BOHO Hacmpasai? Yu 6yaa cripaBeAAUBICTD Y IXHPOMY BH-
poKy?>. Ayske cxoxi, 3AaBar0cs 6, 32 GOPMOIO Ta 3MICTOM,
Y Pi3HMX YaCTHHAX TBOPY BOHHU CIPUMMAIOThCS Y IIIAKOM
inmomy katoui. Ie BpaskeHHS MiACHAIOIOTD IIeTAMHH, SKi
COAICTKH CTaBASITD IIepep o000, HeMOB BiAMEXXOBYIOUUCH
BiA comiymy.

Y24 nomepu «IIEHITA.omepa>» mawoTp Taki Hassu: 1.
«Camnaropiit>»; 2. «ITicua Iauaii>; 3. «Aossiaasg>; 4. «Meaes
ta BeT»; 5. <« AUTUHCTBO>»; 6. «Ile ramna>»; 7. «3amixoxsa»; 8.
«ITicus npo 3y6ary Bariny>; 9. «ITicust Bioaonueai»; 10. «TaHok
Aoai»; 11. «Ilicast mpo mpuHIa»; 12. «3a0unn>; 13. «Icropis
Bioaonueai»; 14. «ITicus mpo Hik>»; 15. «ITicast 6aay>; 16. «Cya»;
17. «He canaropiit»; 18. «Bisni»; 19. « Aenb Babakax; 20. «Tanro
3 poaOAeHAPOHOM>; 21. «HacHuaocs>; 22. «Ilicusa npo airefi»; 23.

«Baxanna»; 24. «Ilicus npo macrsa>».
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IlixaBUM € MOEAHAHHS TEKCTY 3 IPenbKoi MipoAaorii
Ta MEAOAII IIAHCOHHOI IiCHi y YeTBePTill YacTHHI «Mepes
ta Eer>, sxy Bukonye Bioaonuean. Taki paseki KyapTyp-
Hi ABUIIA B 06CTaBUHAX >KiHOYOI KOAOHII MapaAOKCaAb-
HIM YMHOM OIABII HIXX AOPEYHO Ta TOYHO IEPEAAIOTH CBIT
yB'si3HeHuX. Y yacTuHi 12 «3A04MH>» MafCTepHO MMOEAHA-
HO 3BYKHU FOCTPiHHS HOXIiB, I[O AYHAIOTh SK TilroOnoBo-pe-
[OBUIT 6iT, Ta HAKAAAEHHI Ha HHOTO PEYUTATUBHO-PENOBUI
MOHOAOT 3aCyAKeHOI. ApaMaTHYHUM aIlOTeEM OIIePH CTaE
gacTuHa 16 «Cyp>», Ae My3HKAHT KBApTETY 3a4UTYE 3 KPH-
KAMBO-icTepHUYHOIO iHTOHANi€r0 cTaTTi 3 KprMiHaapHOTO
KOAEKCY YKpalHH, Y TOF 4ac SIK yB sI3HEHI XOASTh KOAOM.
3aBepuIyeThCSI YACTUHA I'YYHUM MAAIHHSIM KHIDKKH Ha IA-
AOT'Yy — KPHMiHAABHY CIIPaBy 3aKpHUTO.

OcranHi I'STh YacTHH — <« TaHT0 3 POAOACHAPOHOM >,
«Hacamaocsa», «Ilicas npo airefi», «baxannsa», «Ilicas
IIPO WIACTS>»> — € I[eHTPAAbHUMM 32 APaMaTUYHHUM HaIpy-
SKEHHAM Ta eMOI[iiHIM BIIAMBOM Ha FASIAQITbKE CIIPHMHSATTSL.
Bonu npsMo cTaBASTH IUTaHHA PO MOXXAUBICTD 3MiHUTH
cebe B HEBOAI, IIPO Te, UM € B IIbOMY CEHC, SIKIIO 32 OYAb-5IKOI
BIATIOBIAL AO KiHIIS JKUTTSI AOBEAETHCS CUAITH 33 I'PaTaMH.
HepapeMmHO caMe TyT po3MillleHO i CLieHy abOpTy SIK HEMOX-
AMBOCTi ITPOAOBYKEHHS SKUTTS 32 TAKMX YMOB Ta 1 3araAoM
AOPEYHOCTiI HAPOAJKEHHS HOBOTO JKUTTSL Y «<TOMY> CBITi.
OcraHHS 4acTHHA, SIK AOTT4HE i, MOXKAMBO, TPillIku pOMaH-
THU30BaHe 3aBepIICHHS OIlePH, TOKA3YE PO3AAraHHS XKIHOK
AO CITIAHBOI OIAM3HM SIK IXHE OUUILEHHA Bi MUHYAHX 3A09H-
HiB, a peaAbHHUI AOII] Ha eKPaHi Ta CHMBOAIMHHUH AOII-KOHETi
SIK 3HaK OMHMBAHH: Ta OYMII|eHHS 3aBepIIyIOTh OIepy.

Bucnosxku. Pocificbko-ykpaiHcbka BifiHa i MOTY>KHMIT
OIIip POCIMCHKIil KYABTYPHil €KCIIAHCil BKOTPe AOBEAH YKpa-
IHCPKOMY CYCITIABCTBY, IIJO HE iCHy€ MHMCTEeLTBA 11032 MOAi-
THKOI0. [0CTpa COITiaAbHO-TIOAITHYHA CUTYAIiS MIAIITOBXYE
AO IOIIYKiB HOBUX IIAPTHEPCTB — HABITh MK THMH Opra-
HIi3al[iAMU i IHCTUTYLIiSIMM, SKi paHiIIe PiAKO B3AEMOALIAM.
ComniaAbHUI IPOEKT «/AOBIYHO BaXXAUBO> i peari3oBaHa
B fioro Mexxax oniepHa BucraBa «IIEHITA.onepa> aoBeaa,
IO BiA CIIBIIpalli MUTIIB i MPaBO3aXUCHHUKIB BUTPAIOTh BCi,
a HacaMIiepeA CYCIIAbCTBO.

Ou4eBUAHO, [0 MUCTELIbKHIT BIIAUB Ha COI[iaAbHI 3py-
IIeHHSA He € NpAMOAiHifHIM. CyTTeBe 3aAyUeHHS MeAil
AO BUCBITAEHHS [TOAI IPOEKTY 6YAO IIOKAUKAHE 3BEPHYTH
yBary HacaMIIepeA Ha CYCIIIAbHY IIpobAeMy (MoxAMBiCTD
MePErAsAy BUPOKIB AOBIYHO yB’H3HeHHx )KiHOK) 1 AMIIIE TTiC-
ASL IIBOTO — HAa COLIiaABHO-AOKYMEHTAAbHY OIlepy SIK I1O-
AII0O MUCTELbKY, KA CTaAQ HECIIOAIBAHO SCKPABUM SBUILEM
B ITIOAl Cy4aCHOI YKPaiHChKOI KyABTYPH.

Hasirp 6epy4n 3a 0CHOBY AOKYMEHTAAbHHIT MaTepiaa,
aBTOPH OIIEPH AAAEKi BiA TOTO, 06 IPETEHAYBATH Ha POAb
«XPOHIKepiB>. Ixwuift BIAMB Ha TASIAQYA, XOU i BKAIOUAE paui-
OHAABHI apryMeHTH, 6a3yeThCsl HACaMIIepeA Ha eMOLIHO-
MY BIIAMBI Ha aBAUTOPIIO, IparHeHHi BUKAMKATH PO3yMiHHSA
i CIIBIyTTS AO I€POIHb. 3pemT010, TaKi MECTELbKi IPOEKTH
HATaAyIOTb IIPO AIOAEH, SIKHX GIABIIOCTI CYCIIABCTBA AerIie
He [IOMiYaTH, [Ipo ixXHi po6aeMH, He0OXiAHICTH B3a€MOIIOBArK
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1 IMOIAHOBAHHSA MAHOCTI KOXKHOI AfopAuHN. OAHOYACHO 3 Ha-
IIPAIIFOBAHHSIM CYCIIABHOIO KOHCEHCYCY HEOOXIAHO ITOYMHa-
TH CEPHO3HY PO3MOBY IPO 3MiHHM Ha 3aKOHOAABIOMY PiBHi.
Omxe, MOXXeMO 3aiKCyBaTH TPH €TaIlH BIIAUBY MHCTEIIbKOTO
TBopy/ TIOAII Ha COLiaAbHI 3MiHM: €MIIaTisl — AUCKYCid — 3a-
KOHOAABYA (iKcarfis 3MiH, a00 eMOLITHO-IyTTEBA PeAKIfist —
pauioHaAbHe OOIpYHTYBaHHSI — $OpMaAbHA PiKCALlis HOBHIX
LIiHHICHMX OPiEHTHPIB CYCITIABCTBA.

IMpuxaas «ITEHITA omepa> AOBOAUTS, IO Cy4aCHHI
MY3UYHUH TeaTp MOXKe CTaTH AIEBUM iHCTPYMEHTOM ITPaBo-
3aXHCTY, AKEPEAOM BHCOKOSKICHOI MUCTELIbKOI TBOPYOCTi
Ta colliaAbHOI cBisoMocTi. CorliaAbHa OIlepa MOXKe CIIOHY-
KaTU AO PO3B’SI3aHHS COLIAAPHUX IPOOAEM, i ABUITYyBATH
piBeHD 00i3HAHOCTI y HUX, CIIPHSATH CYCIIABHOMY AlaAory,
BUKAMKATHU eMIIaTiI0 AO AUCKPUMiIHOBAHHUX CYCIIABHUX I'PYTI
Ta HAAUXATH Ha PeaAbHi 3MiHU y KOHKPETHUX IPOMaAAX.

ITepesara MHCTElIbKOTO TBOPY IIOAATAE Y HOTO 3AAT-
HOCTi AOHOCHTH II€BHI iael yepe3 3po3yMiai BciM icTopii,
€MOL[ITHO 3aAy4aTH aBAUTOPIIO i HAAMXATH 1l Ha PO3AYMH.
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ComnjiaApHa omepa Moxe 3BepHYTH yBary Ha Ti TeMH, sIKi
3a3BHYAll He HAATO IIOIMYASIPHI B ITyOAIYHOMY AMCKYpCi
a60 Meifax. (DOPMYBaHHSI aBAUTOPII TaKMX BUCTAB CIIPHU-
si€e 00’ € AHAHHIO OAHOAYMIIIB, SIKi IIiA YaC TaKMX MOAIX 6e3-
[OCEPEeAHBO 3YCTPIYalOTHCS B OAHOMY 3aAi 260 mpocTopi.
BoaHoYac TBOPIIi Ta yIaCHUKY TaKUX MOAINl MOXYTb CTaTH
[IPOMOYTepaMH BaXXAHUBUX COLAABHUX 3MiH: 30HpaTH KO-
IITH, OPraHi30BYBATH 3aXOAU Ta GPATH YYaCTh AASL BAXKAH-
BUX AASI TPOMaAM CIIiB3ByYHUX IPOEKTAX.

IIpoexT «AOBIYHO BaXKAUBO> AOBOAUTD, IIJO HOTO BTi-
AeHHS He OyA0 O MOXXAMBe 6e3 CITiBIIpalli pi3HUX 3a1fikaBs-
ACHHUX CTOPIiH: MUTIIiB Pi3HOTO (axXy, MHCTEIbKHX CITIAOK,
KYABTYPHHUX MEHEAXKePiB, IPaBO3aXUCHUKIB, TPABHHKIB-Ha-
YKOBIIiB 3 pi3HHX KpaiH CBiTY, akTHBicTiB Ta Mepia. CoriaapHa
omepa KMAA€ BUKAUK CTEPEOTHIIaM BXKe TOMY, Ijo M cama
He € CTepeOTHIHUM siBHIeM. PyitHytouu cycriabHi 6ap’epu
i ymepeaskeHHsI, BOHa BOAHOYAC 6OpeThCs i3 3acTapiaoio
MUCTEIPKOIO eCTeTHUKOIO Ta KOHCEePBATUBHUM IIOTASAOM
Ha MO>XKAMBOCTI i 3aBAQHHS CYy49aCHOT'O My3H4HOTO Tearpy.
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Contemporary Music Theater as an Instrument of Human Rights Protection: PENITA.opera and Vitally Important Social

Project

Abstract. The paper discusses Vitally Important Social Project addressing women imprisoned for life in Ukraine, which consists
of an opera performance, a photo exhibition, and a series of conferences in several cities of Ukraine. The grounds of the project
were considered, namely the problem of attitude towards life prisoners in Ukraine and the legislation that regulates their rights
and the possibility of early release. The study offers a holistic analysis of the music theater performance PENITA.opera in its con-
nection with the current social problems of Ukrainian society. It was revealed that contemporary art projects are an effective tool

in launching important social and political discussions. At the same time, the unusual themes of contemporary opera require its
genre and type transformation, and the modification of established art forms. It is noteworthy that the short-term complex project,
after its formal completion, has continued its life in the format of a repertoire performance of the Kyiv National Operetta. In con-
clusion, the article defines the role of social art projects in creating a common field for public debate. The characters of the doc-
umentary opera and photo exhibition evoke empathy in the viewer, and the art projects themselves bring together like-minded

people who, by means of communication, convey new values to the public, join the media discussion, and influence public opinion
and prompt fundamental changes in legislation. Since the beginning of the full-scale Russian invasion of Ukraine, the topic of col-
onies, imprisonment, and oppression has gained new relevance, and Vitally Important Social Project has become a part of a pow-

erful postcolonial movement in Ukraine.

Keywords: social art, Vitally Important Social Project, human rights, documentary opera, postcolonialism.
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quaCHHPI TAHELb Y BBAEMOALL
3 COLIAAPHUMU I'PYITaMHU

IHCTHTyuiﬁHHﬁ ACIIEKT PeaAi3allil Ta KYABTYPHHUI BIIAKB

Contemp orary Dance Interacting
with Diverse Social Groups
Institutional Aspect and Cultural Impact

Anoranis. [HcTUTYNiHHO CyJacHH TaHelb B YKpaiHi TpeACTaBAeHHIT AMIIIe Y HABYAABHHX IIPOrPaMaXx AepXKaBHHUX 3aKAAAIB OCBITH
MMCTEIbKOTO CIIpAMyBaHHs. Jepes 1le cyJacHuil TaHellb Ta Xopeorpadis BU3HAYAIOTh it OCMUCAIOIOTH 3 POPMaAbHUMU O3HAKAMK —
uepes CTHAL, opmu i Hanpsimu. HaBiTh $peHOMEHH Ta IPOEKTH CYyYaCHOrO TAHIJIO, IO BiAOYBAIOTHCsI B YKpaiHi, Marbke He 3a3HAIOTH
pedaexcii y KOHTEKCTi MpoIiecy po3BUTKY TaHIIOBAABHOI KYABTYPH, KyABTYPH TiA€CHOCTI 3araAOM, MHICTEITBA TAHII0, XOpeorpa-
¢ii Ta cienigHOrO MuCTenTBA. Lle Ay>xe 3ByXye po3yMiHHS peaAbHOTO BIIAMBY Ta POAi CyJaCHOTO TAHINO B 3TAAAHHMX KOHTEKCTaX.
Yepes mpeACTaBAEHHS MECTEI[HKOTO IIPOEKTY CyJaCHOTO TAHII0 «MaAeHbKHI MPUHIT> Ta AOTHYHI AO HbOTO IPOEKTH KOMITaHil
Moving Arts Project (HiaepaaHau) y B3aeMOAii 3 pisHIME coLiaAbHMMU IpyTamMu paifoHy TpaHcBaaAb MicTa AMCTepAAM, AOCAI-
AXKYIOUH KyABTYPHUIT BIIAMB, iHCTUTYLIMHNAI aCIIeKT HOTro peaaisanii Ta iXHiit B3a€MO3B 130K, 3p06AEHO CIIpo0y MuMpIIe IpeACTa-
BUTH IPaKTHKK CYYaCHOTO TAHIIIO, IXHIO iHTErPOBAHICTD Y KyABTYPHIi IPOILIeCH, IIOKa3aTH B3AEMOAII0 Cy9aCHOTO TAHIIO 3 iHIIUMU
IHCTHTYLiSIMH, a TAKOXK 3pOOUTH ITOODKHIIL OTASIA IHCTHTYIIIIHOI IPeACTaBAEHOCTI cydacHoro TaHno y Hisepaanpax, fioro crany
11 aKTyaAbHUX BUKAMKIB.

Karouosi crosa: cydacHuit TaHelb, CydacHe MHCTEIITBO, IHCTHTYIisl, MUCTEIbKi IPAKTHKH, COLiaAbHI I'PYIIH, KYABTYPHHII BIIAUB,

COI[iaAbHUM BIIAHB.

ITocranoBKa mpo6aeMu. Y po3BHHEHHX KpaiHax,
sx-otr Himewunni, @pannii, CIIIA, Beauxit Bpuranii,
Hiaepaanaax TOI0, pO3BUTOK CY4aCHOTO MUCTELITBA, IOTO
iHHOBALI € IPiIOPUTETHUMU HATIPSIMAMU KYABTYPHOI IIOAITH-
KH. 3BHYAITHO, PO3BUTOK CY4aCHOTO MECTELITBA Ge3rocepes-
HbO BUBHAYAE PO3BUTOK KPEATHBHHX iHAyCTpiit (ansaitny, IT,
iHAycTpii po3Bar, MOAH, KiHO, pecTHBaAbHOrO bi3Hecy Ta iH-
mnx), a TAaKOXK HOBUX T€XHOAOTiH 3araaoM. OaHaK 1110 IIpi-
OPHTETHICTD Y KYABTYPHIli IIOAITHIII HU3KU AEPXKaB pajlle
MOXKHA I10B SI3aTH 13 TAKIMU TAUOIINMY 3aBAQHHSIME Cy4ac-
HOTO MHCTEIITBa, 5IK: 1) OCMUCAEHHS aKTyaAbHHX BUKAHKIB
cycriabcTBa; 2) Bi3ii MUTIIIB CTOCOBHO MOXAMBOTO Mait6yT-
HBOTO, IIJ0 € HACAIAKOM aKTYaAbHOTO KUTTSI CYCITIABCTBA; 3)
iHpOPMYBaHHS IASAQYIB M[OAO Iy TAMBUX TEM; 4) aKTHUBI3a-
11is 3aco6aMH MUCTeIITBa AlAAOTY MDXK Pi3HUMH COLIiaAbHM-
MU IPyTaMU; 5) MOAEAIOBAHHS Pi3HMX CHTYallili, eKCIIepH-
MEHT i OCMHCAEHHS MOXXAMBUX CLI€HAPiIB PO3BUTKY IOAIM;
6) BIIAUB Ha PO3BUTOK €CTeTUYHHUX KOHILEMIIIH, [0 )XUBYTh
i AOMIHYIOTD y MaCOBI KyABTYDI, Ta 6araro iHmoro.
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VYce srapaHe Ma€ HaCAIAKOM He IIPOCTO BAACHE OCMUC-
AEHHSI KYABTYPHUX IIpO6A€eM, a I CLIPHsiE PO3BUTKY Yy TTEBOL
KYABTYPH I'POMaASH, KPUTUYHOTO MUCAEHHS Ta 3AATHOCTI
AO IHTeAeKTYaAi3anlii KyApTypHOTO 1oAsL. Lle y pooBrocrpo-
KOBI¥ IIepCIIeKTHBI 3a6e3IIedye OiAbII 3BAXKEHHUIT, OCMUCAE-
HHI IPOLjeC OPraHiYHOTO GOPMYBaHHS KyABTYPHHX CTpaTe-
Tiii Aep>KaBH, 3HAYHO MIACHAKOE CTiMKiCTb, CTAAICTD Ta KUT-
TE3AATHICTD CYCIIIAbCTBA.

Ao Pesoatonii riAHOCTI i A0 TOYaTKy pOCIFChKO-YKpa-
THCPKOI BifHM CyJaCHHUH TaHEeI[b Ta IeppOpMaTUBHE MUCTET]-
TBO B YKpaiHi 3aAMIIAAMCS MApTiHAAI30BaHUMH, IX He CIIPUH-
MAAH SIK BAXKAUBY CKAAAOBY GOPMYBAHHS BITUM3HIHOI KyAb-
TypH [S]. Awme 3aBasKH eKCTPeMaAbHHM TIOAISIM IPHHIIAO
YCBIAOMAEHHS BaXKAUBOCTi AOCAIAYKE€HHS HE TIABKY iHCTHUTY-
11ioAi30BaHMX, GiAbII TPAAUIIMHIX POPM CI[eHITHOTO MHC-
TEIITBA, aA€ i HOBUX pOPM Y KOHTEKCTi pO3BUTKY KYABTYPHOTO
ITOASI, OCMUCAEHHS 3ac00aMu MUCTEITBA ChbOropeHHsL. L e He-
006XiAHO TaKOXK i 3aAAS ABUIIEHHS iIHOPMALIIHO]I Ge3meKu
Ta IIPOTHUAIL IHPOPMALIIHIM aTaKaM y riOpUAHIN BifHi.
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AmHaai3 ocTaHHIX AOCAiAKeHD Ta Imy6aikaniit. ITJoao
Iy GAiKALIifl Ha TeMY KYABTYPOAOTTIHUX AOCAIAXKEHD BIIAUBY
CYYacHOTO TaHINIO Ha KYAbTYPY, aHaAi3y CyJaCHOTO TaHIIO
y IOr0 B3a€MO3B 13Ky i3 KyABTYPHUMH IPOLjeCaMH 91 COLji-
AABHMMU I'PYIIaMy, TO IX Maibke He iCHye B YKpaiHi. €anHa
KOAEKTHBHA MOHOTpadis «Ykpaincpke Xopeorpadiune
MHCTEITBO B KOHTEKCTi CBITOBOT XyAOXKHDBOI KyAbTypH (Cy-
YaCHUII TIOAPKAHPOBHIT AMCKYPC)> [4] poarasiaae cydac-
HUH TAaHEIb CepeA IHIINX Y KOHTEKCTi XyAOXKHDbOI KyABTYPH
Ta XopeorpadiyHOro MUCTEITBa, aAe 3aebiabImoro y cdepi
$axoBHX MeAAroTivHUX Ta MUCTELbKUX ITPOIeCiB, OKpeMO
Bip B3aeMOAII 3 coriasbHUMM TpynaMu. BaskauBo 3asHaun-
T, Wo 14 npans [4, c. 10-16] nopae pospisHeni, a vacom
i CyTiepeYAuBi TPAKTYBAHHS IIOHATTS «CYy4YaCHUM TaHEeIb>»
B yKpaiHOMOBHHX Auckypcax. [Tfopo x iHcTHTy1IiFIHOTO ac-
IeKTY, TO Yepes Te, o B YKpaiHi cyyacHMIT TaHeIlb AOCi Ie-
pe6yBae Ha eTani popMyBaHHSA iHCTUTYaAi3allii, crertiaaiso-
BaHMX MOT0 iIHCTUTYTIB He iICHYE — TO6TO KOHKPETHUX, BU-
3HAHMX AEPKaBOIO MIAPO3AIAIB a60 areHjin, axi MIPaLiOI0Th
Y Ll apuHi Ta OMIKYIOThCS CaMe CyYaCHHUM TaHIIeM i po3-
BUTKOM XOpeOorpagiyHOro MUCTEIITBA 3araAOM.

Orxe, CbOTOAHI KiABKICTb AOCAIAYKEHD ITPO CYYaCHUIA
TaHeIlb B YKpaiHi, Ha )KaAb, € HU3bKOIO, BU3HAUEHHS CyJac-
HOTO TaHIJIO Y CYCITIABHOMY BXXUTKY 3BOAUTBCS AO CYYaCHUX
MOITYASPHUX pOPM Ta MACOBOI KyABTYPH, a iMeHa Xopeorpa-
$iB Cy4acHOTO TAHIIIO 3a0YBAIOTHCS OAPA3Y, IIOMHO Ti Iepe-
CTAIOTh IPe3eHTyBaTH MoCch HoBe. OKpiM 11poro, paKTHIHA
MarbKe BIACYTHICTb KyABTYPO3HABIIiB IIbOTO ITOASI CIIPHYH-
HSIE Te, IO XYAOXKHI XKeCTH, SKi MOTAX 6 IOTEHLITHO CTaTH
YACTHHOIO HAAGAQHHS HeMaTepiaAbHOI CIIAAIMHHU CY9aCHOTO
TaHIO YKpaiHH, 6e3CAIAHO 3HUKAIOTh 2060 CTAIOTh 3A00yT-
KOM HeMaTepiaAbHOI CIAALIMHU Ta pelepTyapy Cy4acHOrO
TaHIIIO iHIIUX KPaiH.

Tox AASI TOTO, INO6 [TOYATH 3AIIOBHIOBATH II0 AAKY-
Hy CaMe y KYAbTYPOAOTIYHiM IMAOIIMHI, METOXO IJi€l CTaTTi
€ Ha MPUKAAAL KOHKPETHOI P06OTI/I €BPOIENCHKOI KOMAaHAU
MHUTIIiB (CTBopeHo'l' Y TiCHil1 B3a€EMOAII 31 3BBUYalIHIMU Melll-
KaHI[AMH MiCTa) IIOKA3aTH, AKHM € IIOTEHIiaA MECTEIITBA
CY4aCHOTO TAHIJIO, AAXKe Ile He MPOCTO «BiAlpBaHa Bip Ie-
PEeCi9HOTO KUTTS> AISABHICTD 3i CTBOPEHHS KyABTYPHOTO
MIPOAYKTY, a 11 BiAA3€PKAACHH CYCIIIABPHUX IIPOIIECIB i 1Mo-
AEKYAM KaTaAi3aTOpP Ta PYLIiH CyCIIAbHUX IIEpEeTBOPEHbD.
HaaBa>kAMBOIO CKAAAOBOIO TAKOTO IPOIIECY € YCBiAOMAEH-
HS CAaMMMH MUTIIIMH CEHCY ¥ IABaAMH CBOEI Tparti, ped-
AGKCYBAaHHS «CTeHKXOAAEpaMH > (sxi MOXXYTb IIepeTBOpPH-
THCS Ha yqaCHHKiB) HOTpi6HOCTi MUCTELTBA i IOro 3paT-
HOCTI BIIAMBATH HAa XUTTs 11032 3BUMHHMH PO3BAXKAABHUMHU
paMKaMu.

Bukaap OCHOBHOro MaTepiaAy AOCAipAXKeHHS.
BaxxanBo 3a3HaunTH, MO y I1ill CTATTi HTUMETbCS He PO CY-
YacHY MacOBY KyABTYPY, 30KpeMa TeACIIOY, SKi BUKOPHUC-
TOBYIOTb BUTAAAHY PEAYKOBaHY HAa3By «KOHTEMII», KO-
IiI0I0YM AKII 32 $OPMOIO Pi3Hi eAeMEeHTH 3 AOPOOKY XO-
peorpaq)iB APYTOl IOAOBHMHHM MHHYAOT'O CTOAITTS (TaKnx
mutnis, sk Tpima Bpayn, Marc Ex, Ilina Baym, Anna
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Tepesa pe Keepcmaxep Ta iHimmx), i He Mpo akTyaAbHi mo-
ITyASIPHI CTHAI, SIKI «CY4JaCHIi>» AHIIIe HOMiHAABbHO, a $ak-
THYHO € HOBUM XXUTTSIM TaHIIO CyOKyAbTyp 1970-x —
1990-x poxis (xin-xom, Xayc, KpaMIl, TEXHO, I1OII, TEKTOHIK
qu iHLui) Ta Ile AABHIIIMX COL[iAAbHUX Ta HAPOAHHUX TaHIIB
Pi3HMX KpaiH CBiTy (caAbca, ApPTeHTHHCbKe TaHTO, 6adaTa,
para dancehall Tomo).

L5t cTaTTst — PO CYy9acHUII TaHeIDb y CeHCi AOPOOKyY
xopeorpadis i TaHIIBHUKIB, Ki IPaIIOIOTh AASL CTBOPEH-
Hs CaMe HOBOTO pelepTyapy TaHIIOBAABHOI'O MUCTEILTBa
Ta IPUCBSIIYIOTH CBOIO0 POOOTY PO3BUTKY IIPAKTHK MHICTEL-
TBa TaHIO i xopeorpadii. Bona TopkaeTbcs Takox ceHcy
mpani xopeorpadis, TaHITIBHIKIB Ta AOCAIAHHKIB, SIKi OCMHC-
AIOIOTD i IEPEOCMUCAIOIOTH IIPAKTHKHU TAHIJIO, PYXy Ta Ti-
AECHOCTI Cy4acHOI ATOAUHHL. | 1151 ITparist BUXOAUTD 3a Mexi
«MHCTELITBA 3aPAAH MECTELITBA >, BOHA HyAe KOPUCHOIO Ta-
KOXX AASl CTBOP€EHHS IIEBHOI MOBH CITIAKYBAaHHS Ta B3aEMOAIL
MiX Pi3HHMH IPYIIaMH Y CYCITIABCTBI, MOX€ CIIPUATH COLli-
AABHII 3IyPTOBAaHOCTI, 6a, HAaBITh BUKOHYBATH [IEBHI «apT-
TepareBTHYHi» (QyHKIil, AOTIOMAralo4yn ATOASIM BiAHOBAIO-
BATHCh, Kpalje MMi3HATH CaMUX cebe i THX, XTO HaBKOAO.

Caia 3a3HaYMTH, IO KAACHYHA XOpeorpadis, sk i Ha-
POAHA, pO3BUBAIOTbCS, AA€ € AOBOAI KAHOHI30BAHUMM BH-
Aamu xopeorpadidnoro mucrenrsa. IIpoTe 3arasom Tanenp
ixopeorpadis — He HAATO YCTaAeHUH BUA MUCTRIITBA, i Cy-
JaCHHUI TaHeIL[b OKPIM 3rapaHOTO AOPOOKY 3 Pi3HUX IiAXO-
AIB A0 POOOTH TiAQ, IIOLIYKY HOBOI TAHIIFOBAABHOI ACKCHKI,
CTPYKTYPYBaHHs XopeorpadidyHOro MarepiaAy, KOMIIO3H-
LIHKX pillleHb, OB SI3aHMUI1 He TIABKU 3 pOPMYBAHHSIM HO-
BOTO perepTyapy, po60TOI0 3 IMPIIMMI MUCTEL[bKIMU Te-
MaMH Ta ITONTYKOM HOBUX $OpM TaHINO, popMaTiB B3aEMO-
Alil 3 rasipauenm, Tomo. JKuse mucrenrso (§p. lart vivant)
Ta CYYaCHMI TaHEIlb 30KpeMa 3a BU3HAYEHHSIM HOTpeby-
IOTb IPYHTOBHOI ATOTOBKH XyAOKHBOTO XecTy (BUCTaBH,
TeIeHiHI'y, MUCTEIIbKOI aKIlil, TApTUCUIIATOPHOTO YH CaMT-
cnecudik neppopmMancy tomo). Cyyacuuit TaHerh — Ayske
CIIPUATAUBE XYAOXKHE MeAia AAS eKCIIepUMEHTY, ap)ke Mic-
THUTb MAKCUMAAbHY KOHI]@HTPAITi0 aKTYaAbHOCTI AyMKH, ITO-
Alff, TTOCHAQHD Ha KYABTYPHI Ta corjiaabHi peHOMeHu. YTiM,
BOAHOYAC BiH € HaiiMeHII GiKCOBAHOIO i 3aXUIIEHOI0 Y Yaci
$OpPMOI0 MUCTELITBA — IO3asIK BiAOYBaeThCs <TyT i 3a-
pas>». MacTpH TaHIo, IPAIIOI0YH 3 TASAAYEM Yepe3 BAAC-
HY TIA€CHICTb, )XeCT Ta PYX, y IPOLIeCi CTBOPEHHS XYAOXKHIX
POOIT OIePYIOTh Ay>ke 0COOUCTUMH [ePeXXUBAHHSIMIL

ITeperasiparoun 4MMaAO IPOrpaM i pOOOUKX [AAHIB BU-
KAAQAQHHA CYYaCHOTO TAHINO, Cy4acHOI Xopeorpadii, Mox-
Ha MOMITHUTH, IIJ0 3HAYHOIO MipOX0 BOHH OPi€EHTOBaHI came
Ha BUKOHABCbKY MaNCTepHICTb Ta pOpMAAbHMIT MIAXIA —
BAACHe, Ha po6OTY 3 IIeBHUME GpOpMaMH a00 SIBHIIIAMH Cy-
gacroro TaHuo. Lle MoxyTs 6yTH TexHika [pem [3,c.45-
47], rexnixa XoproHa [3, c. 77-78], rexnixa Aimona [3,
c.28-29, 36, 42-43] a60 rexnixa Kasitn (xoua Tpeba 3a-
3HAYUTH, 10 TexHika Kasitn HACITPaBAl HaBiTh He IIPEACTaB-
AeHa B HaBYAABHHX IIPOrpamMax B YKpaiHi), naprepHi Texsi-
Ku Ta 6araro iHmux. e mpusBoAuTb AO TOTO, IO poboTa
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CTYACHTIB, SIKi HABUaIOThCS XOpeorpadii, HarrpaBAeHa ITepea-
yCiM Ha MaliCTePHICTh BUKOHAHHS PYyXy Yepe3 IIOBTOPEeHHs.
BiATaK, CTYA€HTH HAaATO CAQOKO OPIEHTYIOTHCS B IIpOLieci
OCMHCAEHHS L€l TPaKTUKH.

Tomy € HeOXiAHICTD BIAXOAUTH Bip pOPMAABHOTO TIiA-
XOAY AO TAHIIO (socepeAmeHHﬂ Ha CTHASX, HaIIpsIMAaX, KO-
IiI0OBaHHI TeXHIK 32 $pOopMOI0 Tomo) i IEpeXOAUTH AO TIip-
XOAY KOHILIEIITYaAbHOI'O (A0 OCMECAGHHS TexHIK Ta IIpaK-
THK, POPMYBaHHS AUCKYPCiB i koHLenTiB). L[poro Hapasi
He BipAOyBaeTbCsl, 30KpeMa, depe3 BIACYTHICTb apT-KPUTHKIB
CY4acHOTO TaHIJIO, paXOBUX BUAAHD Ta KYABTYPOAOTIYHUX
CTYAIH (HaBin aBTOPCTBA CAMUX ALAYiB CyJaCcHOTO TaHqu).

AOCAIAXKYBATH BUKAVIKH CYYaCHOTO MHCTEITBA Ta 30-
KpeMa Cy4aCHOTO TaHIII0 — KPUTHYHO Ba>KAUBO, I1e AO3BO-
AUTD BUPBATHCD 3 «KOAQ 320y TTsI>, TOOAUUTH, «Ae MU €5,
«SIK 1 KYA HAM PYXaTHCh AAQAi>, @ TAKOX AASL BUSHAYEHHS
MOA€AEH IHCTUTYaAi3allii AAS p03p06KH Ta aABOKAIIil Ha 3a-
KOHOAABYOMY PiBHi CUCTE€MH iHCTUTYTiB, IHCTUTYLIiM, i Opra-
Hisauii 2, c. 11-23], saxi came B Ykpaini miacuatoBaTumyTh
TSATAICTb Ta PO3BUTOK i CY4aCHOTO TaHIIIO, i CY9aCHOTO MHUC-
TeLTBA, i Cy9aCHOI KyAbTYPH 3araAOM.

Creopenns incrutywniit [1, c. 13] Bkpait HeobxiaHe
AAs 3a0e3IedeHHSI CTAAOCT] 1 TATAOCTI pO3BUTKY OYAb-SIKOTO
BUAY MucTenTBa. Te, mo pisHi yyacHuxu cpepu cydacHo-
ro TaHII0 MOTAH 6 NePeTUHATHCA Ha CIIAbHIN TepUTOPiI,
MOXKe iCTOTHO 30araTUTH KyAbTYPHHUIT KOHTEKCT, PO3BUTOK
CY9YaCHOI KyABTYPH Ta CyJacHOI AyMKH. BiATIOBiAHO A0 MOX-
AMBOCTeNL, IOTPeb | BUKAUKIB, CydacHi GOpMHU CLIeHIYHOTO,
nep$OpMaTUBHOTO MUCTELTBA, eKCIIepUMEHTaAbHOTO TaH-
110, TeaTPy HOTPeOYIOTh OGiAbII PIBHOIPABHOTO AOCTYITY
AO pecypcy i iHppacTpyKTypu (cuenw, TeaTpH, pereTu-
nifiHi 6a3u) Ha [IAPUTETHOMY PiBHI i3 GIABII TPAAUIITHUME
$opmMamu, TaKUMH, SIK APAMaTHYHI TeaTpH, omepa i baseT
tomo. [IpeacTaBAeHICTD Ta TAPUTETHICTD 6araTo B YoMy 3a-
AEXATb i Bip pO3BUTKY KYABTYPO3HABUOI HAyKH, sika POPMYeE
IIOA€ KaTeropift, TepMiHiB Ta BU3HA4EHb, 1[0 BIAOOPAXYIOTH-
Cs113aCTOCOBYIOTbCA Y 3aKOHAX, MTIA3AKOHHHX aKTaX, TPYAO-
BOMY 3aKOHOAABCTBI 1 OCBITHIX IIpOorpamax.

V uiit crarri 6yAe IIPEACTABACHO MUCTEIIbKUH IIPOEKT
CydacHOro TaHuo Kommasii Moving Arts Project [9] stk opnn
i3 SICKPABMX IIPUKAAAIB B3aEMOAII 3 pi3HUMH COLIIAAPHUMU
rpymamu. byae AOCAiA’KeHO FIOTO KyABTYPHMI BIIAUB, iH-
CTUTYLMHUM aCIEKT HOTO peaAisartii Ta B3AEMO3B SI30K MiXK
IIPOEKTOM i rpymamu. Lle AO3BOAUTD Yepes MpusMy IpoaHa-
AizoBaHOTO IMpOEKTY B HiaepAaaHAAX IMpIe MPEeACTaBUTU
IIPAKTUKH Cy9aCHOTO TAHINIO Ta IXHIO iIHTErPOBAHICTD Y KYAb-
TypHi ipoljecy, HaOAMBUTHUCH AO IUTAHDb B3AEMOAIL Cy4acHO-
IO TAHIO 3 iHIMMMM IHCTUTYLIIAIMHU Ta AO MOT'O IHCTUTYIIiM-
HOI IIPEACTABAEHOCTI y KOHKPETHIN €BPOIENChKIN KpaiHi.

ImepcuBHa site-specific TaHn-rearp-BucraBa
«ManaeHbKUI1 IPUHI[>» — GeHTeXHA Ka3Ka IIPO CIIAbHE
XKUTTS, KOHTAKT, He3PyYHi 3a[IUTAHHS Ta MACTYIIHY A0OpO-
3MYAMBICTD [ 7]. «MareHbKHI MPUHIL>»> — YK€ IOCTa YaCTH-
Ha 3 cepii npoekTiB HEIM B oxoanni TparcBaaas, iiriaTu-
Ba M. A.P. Ile ranboxe MUCTEIbKO-COI[iaAbHE AOCAIAYKEHHS
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Oyao peaaizoBaHe y 6epesti-aunti 2019 poky B oxoAnIi
TpancBaaap, sIKa € YACTHHOIO CXIAHOTO AMCTepAaMy, Y Iec-
TH AOKAIifX, i HOTO OCHOBHA ayAMTOPis — MEIIKaHI Iiel
AEIIPECUBHOI YaCTUHHU HiACPAAHACHKOI CTOAHUII.

Pazom i3 MiclieBUMH XUTEASIMH Ta OpTaHisaIisamu,
mpodecioHaraMH, eKCIIePTaMHU Ta XYAOKHHMKAMH, 2 TAKOX
Maaenbkum [IpuHIIOM SIK ASIABKOIO (3 SIKOIO TIepdOpPMY-
BaB Oaexcanap Bpayep, TanniBauk kommasnii Duda Paiva
Company), Mucrenpkuit KoaekTus Moving Arts Project
(M.A.P.) 3acob6amu TeaTpy, TAHIIO, My3HKH Ta IyMODY
AOCAIAXYBaB, [0 O3HAYAE CITiAbHE KUTTSA — depes IpHu-
3My «MaAeHbKOTO IIpUHIja>, KHIKKU AHTyaHa Ae CeHT-
Exsromepi: i repoit morpamase B Cy4acHe CyCIiABCTBO
11 ONIMHAETHCA TOCEepPeA MiCPKOTO parioHy AMcTepaaMma.
BiH sycTpidae «>KOBTi XHACTH > Ta KAIMATUYHO HEHTPaAb-
HUX OAQroAIfHHUKIB, PO3MOBASIE i3 KOPOAEM, MAIOYH BiTep
Bopeit 3a cninuolo, Moxe moTaHII0OBaTU 3 AKCOM i morpa-
TH 3 AITbMH. AA€, X0Y BiH 1 MUAWII ipu6yaerb, MaseHbKOMY
ITpuHIy TaKOX AOBEAETHCS OUTHCS Ha MAaFAQHI Pa3oM 3 iH-
IMAMH MiCTSIHAMH.

ITo o3navae criapHe xuTTA? « K 11e? Bu mpocTo sxu-
BeTe Pa3oM, TaK MPOCTO?>» SIK IMpuHII, KU IIOAOPOXKYE
3 IIAQHETH Ha [AAHETY, «OyAbbalKaMu>» po3apobAeHHX
Hiaepaanais, aBTOpH i yYaCHUKYU IPOEKTY 3 BIAKPUTUM
MIOTASIAOM I€PEOCMUCAIOBAAM T€, IO HA IEPIIUI IIOTASIA
3AAETHCS OUeBUAHUM. [e AuHaMiuHe AOCAIAYKEHHS BKAIO-
JaAO0 ManCTep-KAACH, TepPOPMAHCH, ACKITil, AUCKYCil —
BHKOPHCTOBYIOUH 3aCOOH Bi3yaAbHOIO MHCTELITBA, TAHIJIO
Ta TeaTpy. PesyabraTu BCbOrO IPOIIECY CTAAU iHIpeAieH-
TaMU IIepPOPMATHBHOIO TeaTPAAI30BAaHOTO 3aBepIIeHHS
Ha aMCTepAaMCbKiit Byantyi Kproreprasits.

AKTHBHY y4acTb y po3pobui koHIemnii 6pasa AasH
EamrayT, BoHa 6yAa peXXHCEpKOI0, @ TAKOXK KYPATOPKOIO
IpOLleCy CTBOpEHHS Xopeorpadii Ta po3poOKu ApamMarypril.
Pazom i3 xoaeramu Hop, ®epxase i Asxanin Tioccen i3 op-
ranisanii M.A.P. BOHU NIPaLIOIOTD i3 MEIMKAHIIAMU OKOAM-
i TpaHcBaaAb y>ke AOBOAI TPUBAAUIL IepioA. 3a CAOBAMH
Eamayr [11], y npoueci po60Ti KOMaHAA CTaBUTD IIUTaH-
HSI AO BAACHHX IOSBHIiH, 1 mMip 9ac nux pedaexciit 6yao mo-
MiYeHO, IO Ay>Ke BEAUKOIO IIPOOAEMOIO i BOKAUBOIO TEMOIO
y Hipepaanaax y3araai ta B AMcTeppaMi 30KpeMa € IOAs-
pusauis cycmiabcrBa. Tomy O6yAo BUpPIlIEHO AOCAIAMTH
1710 r[po6AeMy Ha PiBHi OAHIET 3 MiCBKHX OKOAMIIb, A€ € 6a-
raTo pi3HUX IPYII, SIKi )KMBYTb Pa3oM, i IXHe CriBXuTTs Oa-
ratre Ha BUKAUKU.

¥ «MaaeHbKOMY IPHHITi» Iepoii IOAOPOXYE 3 IIAAHE-
TH Ha [IAQHETY, 3 «OYABOAIIKI»> AO «OYABOALIKI>>, 2 KOAH
06roBopror0Th HoAsipu3ariito, B HizepaaHpax 4acTo 3By4uTSH
caMe CAOBO «6yabbalikas. BOHO BUKOPHCTOBYETHCA y TOMY
CEHCi, 110 AIOAY 3aXMIAIOTh BAACHHI 0OMeXeHU COoIliaAb-
HUH MPOCTIp i He CIPUMMAIOTD IHIINX, HE CXOXXUX Ha HHX,
3a MEXKaMM CBOT'O HEBEAMYKOTO CBiTY.

O6roBOpIOIOYN IIPOEKT AeTAAbHille, BIIAAA B OKO
IIe OAHA BOXKAMBA ACTAAD: TTiA Jac opopoxert MaaeHbkuit
ITpunn i3 kawkku CenT-Exsonepi 3ycTpidae mepeBasxHO

Artistic Culture. Topical issues. Vol. 19. No. 1. 2023



Bikrop PYBAH

CyyacHuit TaHeIb Y B3AEMOAIT 3 COI[iaAbHMMMU IPyHaMK

OiAMX YOAOBIKIB GAMBBKO IT SITAECSTH POKIB. A Ije He TOYHO
BipoOpaskae akTyaAbHe coliasbHe cepeAoBHie. Tox mep-
COHAXiB BUPIIIHAY AeIO 3MiHUTU. XapaKTepHY «KYAb-
TYPHY PO3MHUTICTb> IPE3eHTYBAAO Te, IO TOAOBHMIA re-
poit OyB IpeACTaBACHHIT SIK ASIABKA 3 IOPOAOHY, Ha SIKY
OyAO Aerlile CIIPOEKTYBATH BAACHY YsIBY Ta II00AINTH BAAC-
Hy iHTepIIpeTaLjo.

IIpouec miaroToBku i peaaisanii TprBas 6AM3BKO ceMU
MicsILiB i 6yB 6araToapoBUM: MAACT AKTUBHOCTEN Ha BY-
AMITi, TIAACT CTBOPEHHS AEKOPaIlliil Ta 0QOPMAEHHS MiCIls,
Ae BiAOyBaTHMeTbCsI BUCTaBa, IAACT OOTOBOPEHHs OCHO-
BHUX Te€M — Ta ITAACT BAACHE AiHil TBOPEHHS CaMOl BUCTaBU.
AAS T ATOTOBKH TaKOXX ITPOBOAUAY BOPKIIOIIH, OPi€HTOBa-
Hi Ha AM3aiTH a60 KOHCTPYIOBaHHS. 3HAYHY YaCTHHY AEKO-
pauifi Ta eAeMeHTiB, 0 0POPMAIOBAAM ITPOCTIp ITiA 9ac BU-
CTaBHU, CTBOPHAY YYaCHHKH [JMX BOPKILIOIIIB 200 BUITAAKOBI
nepexoxi. Tak caMo i TekcTy, 10 IX BUKOPHCTOBYBAAH AAA,
3SIBASIAHCSI ITiA Yac BedipHIX AUCKYCIH y IIPOEKT], i BOHH Ta-
KO CTAAM YaCTHHOIO TEKCTY Y BECTaBi: BCe OyAO iHTerpo-
BaHe y po0oTy.

Ipesenranis nmpoexry BiaOyaacs 28 uepsrs 2019 poxy
y HalCIeKOTHIMUH AeHb cTOAITTA. I[Tonpu AokaayH yepes
COVID-19, npe3eHTyBaAu BUCTaBY 3araAoM BiciM pasiB
(ABa THDKHI [T0 YOTHPU ITPe3eHTallil Ha TI/DKAEHI:).

¥V Bucrasi Oyau 3apistHi He Aune mpodecioHaAbHi Iep-
$opmepu i mepPopMepu-aMaTopH, a M AIOAH, SKi AOCI Hi-
KOAH HIiJ0TO IOAIGHOTO He pOOMAM — aHi y MECTEI[bKUX
IIPOEKTAX, aHi y mepdopMaTUBHUX. 31 3HAYHOIO YACTHHOIO
YYacHHKIB IparoBaau Brepure. Po6oTa 3 TakuM 3Mimra-
HHUM CKAAAOM (npoxi)eciOHaAH pasoMm i3 HempoeciitHuMU
y‘IaCHI/IKaMI/I) — Ay>Ke HeIIpoCTa, 0COOAMBO KOAU HAETHCS
IIPO TaHeIlb.

3a SKaHPOM il MOYKHA BUSHAYUTH AK IIepPOPMAHC TaHII-
TeaTpy, aAXKe BOHA BKAKOYAE€ €AEMEHTH 1 TAHIIIO, i TeaTpy.
AsAbKa, 3api5HA Y BICTaBi, Ad€ AyKe 6araTo MOXXAUBOCTEH,
SIKi PO3KPHBAIOTHCSI CAME Yepe3 PoOOTy 3 PyXoM i Xopeo-
rpadiro. BaacHe TaHeIb y BUCTaBi — Iie AeKiAbKa CYTO TaH-
I[IOBAABHHUX HOMEPiB: TaHIIOBAaAbHUI HOMep YCix A0Opoc-
AMX, TaHeLb YCiX AiTel, a TAKOXK TAHI[IOBAABHUI €TIOA ABOX
npodeciitaux neppopmepis: «3ycTpiu Anca i Masenbkoro
Ilpunna» 3a kaHOHaMu TaHo modern. AiTu 3po6uan
BAACHY Xopeorpadiio mip IiCHIO, TeKCT KO HallMCaAH Ta-
KOXX caMi. AOPOCAI ) yJaCHUKH NMPUHIIAN AO KYPaTOPKHU
1 03BYYHAM OaXKaHHS CTBOPUTH TaHEL[b Ha BAACHY IIICHIO
3a motuBoM «I want to break free>» rypry Queen. A xo-
peorpadis 6yaa cTBOpeHa CITIABHO 3 YIaCHUKAMU: AO TaH-
ITIOBAABHUX 6yA1/1 AOAQHI IXHi ITeBHi BAACHI crienfudiuni pyxu.
ITe poaano arMocdepi ACTKOCTI, SKOI IParHyAH TBOPII,
111 He AOBEAOCS CTBOPIOBATHU IITYYHO, aAKe 6on 3aA0BO-
A€HHS BiA CIBIIpalli, y4acTi, B3aEMOAL

Kpim Toro, Ha KOXXHiit pereTurii 6yAr TaHIIIOBaAb-
Hi po3irpiBu: meBHi IpakTUKU pobOTHU 3 TIAOM i pyxoM
i3 TAaHITIOBAABHOTO AOCBiAY MOTO Ta 3aAy4eHUX nepdop-
MepiB, AO SIKMX MH iHTerpyBaAH iAel Ta HOTPeOH, SIKi 03BY-
YyBaAa IpyIa 3aAyYeHUX KUTEAIB OKOAHIIh (na cBipome
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BIACTOPOHEHHS Ta 3AarOAXKEHHS Y B3a€EMOAII, KOHTaKT
3 BAACHHUM TiAOM, ONIAaHYBaHHA PUTMIYHOCTI PYXy, BUBiAb-
HeHHS i IOIIYK Pi3HUX AKOCTeH pyXy Ta K HAAUXaTHCh OAHE
OAHHMM Yy TPYTIOBIi p060Ti, Ha KOMITO3UIIiIO Ta iMITpoBi3a-
1o, Tomo). TaxuM urHOM, YYaCHUKHU MOTAU O3HAMOMUTHCS
3 pi3HMMU CYYaCHMMHU IIPAKTUKAMU TaHIIIO ipo60TH 3 TIAOM.

ITip gac pO6OTI/I TPAIMBCA HECIIOAIBAHUI, AA€ AyKe
BOKAMBHI MOMeHT. TBOpILi IparHyAn cTBOpuTH OpexTis-
CbKUi1 TepOpMaHC: KOAU IePCOHAXI CBiAOMi TOTO, [0 BOHH
IIPEACTABASIOTD, i MOXXYTb BUXOAUTH 3 peXXUMY Iepdopmy-
BaHHA T yac BucTaBy. [IpesenTariito roTyBaAu Ha IAOII,
SIKa € AKTUBHOI YaCTUHOI MOBCAKAEHHOI PeaAbHOCTI —
1 YCBIAOMAEHHS IMOAITHYHMX HACAIAKIB AASL XKUTTS PalioHy
CTAAO YACTHHOIO APaMaTypril mep$opMaHcy. 3HaA061AOCS
YUMAAO YaCy, 06 MOSICHUTH yIaCHUKAM BCi AiHII Ta mapu
BucTrasu. [Tiaxip nepdopmepa, KUl IpalioBaB i3 AIABKOIO,
He MTOEAHYBABCS 3 OPEXTIBCKUM ITIAXOAOM, TOX AOBEAOCS
nepepobuTy Bech epGOPMAHC i BUSHAYUTHUCS 3 OKPEMU-
Mmu pernaikaMu. ITe AO3BOAKAO Ayoke 4iTKO QIKCYBaTH paMKy
AASL KOHKPETHHX CLIeH, a TAKOXK 3aAy4YaTHU TASIAQYiB, SIKi Ta-
KO MOTAM SICHO YCBiAOMAIOBATH MOMEHT IleppOpMyBaHHS.

Hemnpocroro BusiBuaacs po6oTa 3 TOYaTKOM BHCTABY,
SIKHFT MaB 33AABaTH TOH 6PeXTiBChKOTO IeppopMaHCy, Ae Ha-
rato crenudivHoi B3aEMOAII 3 raspadem. Skmo Bip camo-
rO IIOYaTKy IIy0OAili He 6yAe SCHO 3asBA€HO, 1O CaMe Ta SIK
BiAOyBaTHMeTbCS IIPOTATOM BECTABH — AYAUTOPIS CIIpHIi-
Me 1i 32 aMaTOPCTBO i 6aAaraH i HaBiTh He BKAIOYATHMEThCS
y AificTBo. ToMy AASI BCbOTO IIepPOPMAHCY GYAO Ay>Ke BaK-
AUBO, 06 MoYaTOK OYB Ay’Ke 4iTKUM i A0Ope Bialpaipo-
BaHUM, a I]e 6on HEIPOCTO Yepe3 IOCTIMHY 3MiHY aKTOpPiB
i HeOOXiIAHICTb MOSCHUTH BCIM MUTAHHA MO3ULIIOHYBaHHS,
YBarv, AUCTaHIli — 3 iHITMMHU YYaCHUKAMHM Ta 3 TASIAQUEM.
(3a caosamu Aast EamayT: «Bci ayse ckopo Maibke 3He-
HABUAIAH IIell IOYATOK, a Ije HeAOOpe AASI BHCTABH>. ) Tox
1]I0 YaCTUHY OIPAIIbOBYBAAH QXK AO II€PEAOCTAHHBOTO AHS
IHepep IIPeM €POI0, «KOAH HAPEILTi BCi 3pO3yMiAH, IO, Ae,
KOAHM i AAst goro> [11].

TBopui mparroBaAu 3 KiAbKOMa COIIiaAbHUMH T'pYyIIa-
Mu okpeMmo. Hampukaay, i3 BAaCHHKaMy OYAMHKIB OyAyBaAn
MAQHETY <IIPO KHUTTS>, i3 AITbMH — IAQHETY «IIPO BiAUyT-
TSI BAACHOTO €r0>, TOPKAIOYKCh IIPOOAEM AipepcTBa i B3a-
emopii. Takosx GyAyBaAM IMAQHETY «IIPO CHAY Ta BAAAY>
31 BpPa3AMBOIO YaCTHHOIO MEIIKAHIIB PaiOHy (AIOAbMI/I no-
XHAOTO BiKy, AFOABMH 3 MEHTAABHOIO iHBaAiAHiCTIO): 115 Jac-
THHA PoOOTH 6yAa 0COOAMBO CKAAAHOK. MOXXAMBOCTI Ta-
KHX AIOAEH YTPUMYBATHU yBary — AOBOAI HETPHBaAi, TOMy
HeabMsIKIM BUKAMKOM OYAO BCTAHOBHUTH KOHTAKT, & TAKOX
3HANTH Pa3doM IJOCh CTaAe, IO MOXKHA 3aAyYUTHU AO TIep-
popmancy. TakoxK IPaIIOBAAY i3 ODKEHI[SIMI HAA TIAQHETOIO
«IPO BIAYYTTA IPUHAAEKHOCTI>. YCi I TAaHeTH 6yA14 $i-
3UMHUMHU 00 €KTaMH, SIKi CTBOPIOBAAY i pO3MILIyBaAU Y IIPO-
CTOpi paiioHY, A€ BOHU 1 3 AMIIUAKCD.

3a 6yAb-sIKOi 3MOTH TBOPII EpPOPMAHCY IIPALIOBAAU
Ha ByAHI}i, OKPiM AHIIE PENeTHIIIHM TeaTPaAbHOI YaCTHHH,
sIKi moTpebyBaAm 3axuueHocTi cTin. Bes pemra nponecy
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3aBXXAHU BiAGyBaracs 6e3rmocepeAHbO B MiCBKOMY IIPOCTO-
pi. IucTaasinii pisHEX 00’€KTIB Ta KOHCTPYKILiH y IPOCTOPI,
a TaKOXX Pi3Hi irpu cTaAM crieHOrpadiero aas npeM’epI/I —
ime 6yB Hi6u opuH piBeHb nepdpopmancy. ITia gac camoro pe-
[eTHIIHHOTO IePiOAY MIPUOPAAU TEMHU, AOBKOAA i AASI SIKHUX
6yAyBaAy1c51 KOHCTPYKIIil, aAe paHille CTBOPEHi MPOCTOpHU
BUKOPUCTAAH AASI AUCKYCIl i3 JKUTEASMH paroHy. Y ITHX IIpO-
CTOpax 06roOBOPIOBAAM Pi3HI TeMH, 5IKi BHSIBASIAKCH aKTy-
AABHIIMH, 3aIIPOIIYBAAU Ha OOTOBOPEHHS eKCIIepTiB 3 pi3-
HUX AOTHYHUX [INTAHb — | YACTHHA IIUX OOTOBOPEHD ASITAQ
B OCHOBY TeKCTiB, IO 3By4aAH IIip yac meppopmancy. byan
TAKOX IHTepPB'I0 Ta MATEPIAAH 13 eKCIIEPTAMU.

Aast Toro, mo6 mpoeKT cripaBAi OyB iHKAIO3UBHUM,
Tpeba AOKAACTH Ay>Ke 6araTo 3yCHAb, 60 MiXK AFOABMU bara-
TO BiAMIHHOCTEM, Ay>Ke Pi3HATbCS YABACHHA IPO Te, 5K I10-
BOAUTHCSL, I1I0 BBAXKATH IIPABUABHIM / HETIPABHABHHM, Pi3Hi
OaueHHs IIOAITHYHUX [IUTaHb TOWIO. ATOAH, SIKi )KMBYTb I10-
PYY, acTO He 3yCTPIYAIOTHCS OAHE 3 OAHUM Yepe3 «OyAb-
OaIIKy > 3BUYHOTO OTOYEHHs. 3BICHO, IIPOEKT 3araAoM OyAy-
BABCSI AOBKOAQ L€l IIPOOAEMATHKY, IJO AO3BOAMAO HararboM
HapeIlTi 3yCTPITUCS Ta TO3HANOMHTHCE.

3araaoM, ITip 9ac peneTUIiiHHOTO MPOoIiecy Ha TOBEPX-
HIO BUXOAUTD Ay>Ke 6araTo HaIpy>KeHHsI, sike € pOHOBHM.
AAs THX, XTO 1LIeH ITpoljec 3aITyCKaE Ta Beae, Ile CKAAAHA Po-
60Ta — HAIIPaBASITH Iji eHepril Ta BoAHOYAC OYTH iTKHU-
MU, BIAKPUTUMH Ta IPO30PHMU y CBOIX HaMipaX, TOCTUHHO
NpUAMAlOYX Pi3Hi eHepril y EA\MHOMY CIIABHOMY IIPOCTO-
pi mpouecy. HaitBaxkue i HalickaapHime — 30eperTu e
MIPOCTIp SIK TaKUH, A€ KOXKHA 3 LUX eHEPTil MOXe 3aAMIIIa-
THCh COOO0I0, a TAKOXK iHOAI BiACTOIOBATH MiCIle Ta MO3UIiL
€Hepriil, SIKi € HaNCKAAAHIIIUMH. Txui IIPEACTaBHUKHU OTPH-
MYIOTbh KPUTHKY HaHUIEPIIUMY, i Ile AOBOAi IPUPOAHO —
aAe SIK 3pOoOUTH Tak, w06 I AfoAn He mimaun? Bee me He-
npocra poboTa.

Aas oprawnisartii M. A.P. ABoMa BU3Ha4Ya AbHUMH ITOHST-
TSMU € «6OpaTu yIacTb>» (take part of ), @ TAKOX «CTaBaTH
vacruHO0> (take part in). Ik Aroan GepyTh y4acTb y XKUTTI
MiCTa; SIK 6YTH YaCTUHOO SKUTTS MiCTa; XTO, KOAH, CTOCOB-
HO JOTO i Ha SIKMX AATGOPMAX MAE 3MOT'Yy TOBOPHUTH i XTO
€ CAyXauaMH Ha IIUX TAAT$OpMax? YCi Ii 3aIIMTaHHS AeXKATD
B OCHOBi MHCTeIIbKOI IIPaKTUYHOI AisiabHOCTI rpymm. TBopmi
AI3HAAMCA TIPO Te, IO BiA6yBaeTbCﬂ AOCAIAKeHHS « AocTyn
A0 (5KMTTS) MicTa>, SIKe TIOKA3aA0, IO BU3HAYEHHS IOAITH-
KM Ta 3aXOAIB XKXHUTTS MiCTa 3HAYHOIO MipOIO CTBOPIOETHCS
MarKe 0e3 3aAyYeHHS CaMUX AIOAEH, AASI SIKUX IT 3aXOAH
po3pobasirors. Lle IpHU3BOAUTD AO TOTO, IO TaKi 3aXOAH,
HaBIIAKH, ALIOTD IIPOTHU HOTpe6 LIUX IPYTI i 3aBAQIOTD IM iIje
6iapmrol mkopu. I mpoexT «MaAeHbKHUIT IPUHIL»> Ma€ Mps-
MUH CTOCYHOK AO L€l npoGAeMaTHKH, BHUCBITAIOKOYH, 30Kpe-
Ma, Te, SIK TOAITUKY Ta peryAIOBaHHS Pi3HUX ACTIEKTiB KUTTS
MiCTa BIIAMBAIOTD Ha IITOAGHHE KUTTS IPOMAASH.

YyacHuku nepe6yBaIOTb Y IOCTiTHOMY AiaA03i: Ile He
IIPOCTO HPOEKT, KU BIAOYBCS 1 pO3YHHUBCS, BiH OpieH-
TOBAHMI Ha NMIUTAHHS KUTTS ¥ CIiAbHOTI. I y pomy 6e3-
IepepBHOMY ITPOIIeci Yac Bip 4acy CTAEThCs MepPOPMaHC,
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a JKUTTS CIIABHOTH TPHBAE. SIKIO y parioHi BiAOyBarOThCsI
SIKICh 3aXOAH, MICILIeBi KAMMYTb MUTILIB, i Ti 6€pyTh y4acTs.
«Mu criiB-icHyeMO pa3oM i3 11i€10 CMiAbHOTOIO, ATPUMYIO-
Y1 OAHE OAHOT'O, AOTIOMATAIOYH OAHE OAHOMY, BUOYAOBYIOUH
Mepexy>», — kaxe Aasu Eamayr [11].

«IIle oaHa BaskAMBa pid BiAOYBA€THCSI, KOAU IIPAIJFOENT
Ha BYAMIIi — MH He 3aBXAU AMIIE IPAIFOEMO, — AIASTbCA
TBOpIi eppopMaHcy. — Mu TakoX BiATIOYMBaEMO, IIPO-
BOAMMO 4Yac Ha BYAMIIi i CTA€EMO y IIEBHOMY CEHCi YaCTHHOIO
“BYANYHMX MeOAIB’, AO SIKHIX TH MOKELI IIPOCTO 3arOBOPHTH.
OAMHOKI AFOAM 3HAIOTD, IO MU TYT, IIPUXOASTD i pO3MOB-
ASTIOTD i3 Hamu. TakoX y Hac 3aBXAHM € TapHa KaBa Ta 4dai,
MU IPUTOIIAEMO YCiX OXOYHX, CIIAKYEMOCSH, 3aIIUTYEMO
Ipo pisHe. Inoal BoHM MPOCTO FOAMHAMM CHASATH 6iAs Hac,
iHoAl MU Ix mpocuMo moch pomomorth. JKureai paitony
cami momitham: “rycysaruch pasom” (HepOpMaAbHO TIPO-
BOAMTH 4ac 6e3 KOHKpeTHOI 3adiKCOBAHOI MeTH) € YaCTH-
HOIO MeTOAY Hamrol po6oTu. HYepes Te, 110 Tu MpocTo 4u-
MOCD 3aMHATHIM, AA€ He CYIIepCKOHIIEHTPOBAHUI Ha YOMYCh
OAHOMY, a IIPOCTO IOCH POOHIL, AFOASIM A€TIIIE IIPHEAHATH-
cs11 Gpary y4acTs, BIATyBaTH cebe YaCTHHO YOTOoCh IiiAic-
HOTO, HaBiTb SAKIIO Ije PO BiAYYTTs IPHYETHOCTI AO CIIiAb-
HOTH >KUTEAIB paiioHy uu naomji. TakuM YMHOM MM CTaEMO
MicrieM 3ycrpidi. [ y iboMy MicIli AIOAM 3yCTpidaroThCs Ha-
BiTb (€3 CIleLjiaAbHUX 3YCHAb, CIIPSIMOBAHUX HA KOHTAKT>.

3BiCHO, IPOEKT PO3TALIOBYBABCs Y IEBHIl YacTHHI
MiCTa, aAe BiH 6yB He AMIIe IIPO 10 YACTHHY MICTa, i ioro
TEMH IT0B sA3aHi 3 OiABII 3araAbHMMHU TEMAMHM Ta TATaHHS-
MH. CnpaBAi, MpaIOBaAW HE Ha i30AbOBAHOMY OCTPOBI,
a 3 MiCTAHaMH, SIKi € YaCTUHOIO KPAlHH i, BIATIOBIAHO, )KUTe-
AsMH cBiTy. Iagpadi 6yAH MepeBa’KHO MEIIKAHISIMH PafOHY,
ase 6yAn i IpUDKAXKI 3 IHIMHX pafioHiB MiCTa Ta 3 IHIIMX MICT.
Ha aymxy Aasa EamayT, MuCTeTBO He Mae Oy Ty repMeTHy-
HUM AASL By3bKOTO KOAQ UM 3aKPUTHX CIIABHOT, a CTaBaTH
PE30HAHCHUM 33 MeXaMU CITIAbHOTH, MAaTH TASAQYA 330BHi
criabHOTH, mO6 o6aunTH CIIPABXHIO LIHHICTb IPOEKTY,
AATH 3BOPOTHUI 3B 130K 330BHI [11].

ITicAs 3aBepIIeHHS aBTOPIB 3aIPOCUAU 3POOHUTH IIPO-
exT y My3ei «New West>. Takox «MaaeHbKHI IPHUHI]>
CTaB OAHMM i3 YOTHPbOX IIPEACTABACHUX KEeHCiB y KHIX-
ui [10]. Kpim Toro, 6yro 3HATO diabM, A€ IPOEKT CTaB
IIPUKAAAOM HECTAaHAAPTHOIO METOAY POOOTH 3i CKAQAHH-
MU COIIiaAbHUMH IPYTIaMU AAS FAPMOHI3aril IXHbOI'O JKUT-
TS (qua TBOPIIi i HE PO3TASIAAAH CBill IPOEKT y TAKOMY
KAIO‘Ii). Bipbyaocst i mpoaoBKeHHS MpOoeKTy: «HouiBast
3 Manenbkum IIpunnom» («The Embedded Prince» ).
ToroBHUI repoil KHIDKKY MaB OCOOAMBHIT TAAQHT: ITOYH-
HaB PO3MOBAATH i3 AIOAbMH, i BOHH ITOBHICTIO BIAKPHBAAKChH
itomy. Tox iaest mpoekTy noAsirasa B Tomy, mo MaaeHbKuH
IIPHHI] MOXKe 3aBITaTH AO AIOAEH Ha OAHY AO0OY 3 HOUiBAEIO
i CTaTH YaCTHHOIO poAMHU Ha 24 ropunn. Ha itoro naaneri
€ Byakan, € TposiHpa i 3axopau CoHIsI — HaABaKAMBI eAe-
MeHTH, Yepes sIKi BiH 3 yciMa 00roBoproe sxutts. Lle poOurs-
51 AASL TOTO, 1006 3pOOUTH illje TAMOIIHIT KPOK Y PO3YMIHEHS,
OiAbllle 3aHYPUTHUCS I IHTETPYBATUCS Y CILIABHOTY.
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Koau moaiTuka # opranisaris moaiit iae «3Bepxy>,
a He HAaBIIAKY BiA «CEPEAOBHIIA>, 3 SIBASIETHCS Hararo KOpoT-
KOTEPMIHOBHX IPOEKTIB Bip BEAUKHX IHCTUTYIIiM, SIKi € CBiA-
YeHHSIM Ta AOKA30M TOTO, IO IHCTUTYLHI «OyAu TaM i Tam,
p061/m14 Te 1 Te, AASI THX YH iHIIMX COLAABHHUX IPYII> 1 BiA-
3BITYBAAM IIPO CBOIO po6OTY. SIKIIj0 TOBOPHTH PO iHCTHTYa-
Al3aITif0, TO TaKM IIPOLIEC € 3aPO3AMBUM AAST MAAEHDBKIX, BOY-
AOBAHHUX AO CITIABHOT YM MiCIJb MECTELbKHX I'PYII, aAXKe HOBI
PEryAIOBaHHI IIPO PO3LIMpPeHHst reorpadii po6oTH mToBXa-
I0Tb IX Ha KOPOTKOTepMiHOB IIPOEKTH B iHIIHX MiCIIIX. 3 0A-
HOTO OOKY, HOBi AFOAY — HOBi MOKAHBOCTI, T4, 3 iHIIIOTO, —
1@ CIIOHYKaHHS AO IIPOEKTHOL p060TI/I 3 1l 0OMeXKeHHAMU.

DakTOM € Te, 110 BEAUKHM {HCTUTYIIiSIM, HOKAMKaHUM
MPAIIOBATH 31 CKAAAHUMU T'PyIIaMM, HaCIIPaBAL CKAAAHO
ix 3aayunTH. Ao TOTO )X, 3a3BHYAl TaKi opraHisariii posrop-
TAIOTh ASIABHICTD AOBKOAQ ITpo6AeM. TaK, Ije TaKOXK BaXKAHU-
BO. AAe HEOAMIHHO MalOTh 6yT1/I 1 MiCIIsI, A€ MOXYTb 3i6pa-
THCSI pi3HI AFOA He AOBKOAQ IIPOOAEM, & AOBKOAQ CITIABHUX
BHKAVWKIB i 3aIlikaBA€Hb, 00 CTBOPUTH CILABHUIL IIPOEKT,
MUCTEIbKHI TBip, y SKOMY KOXKeH MOXKe AOAYYMTHUCH Yy MEXK-
aX BAACHUX MOXXAMBOCTeH Ta BMiHb. | «MaAeHbKu# mpuHIp>
CTaB IPHKAAAOM CaMe TaKoI pO6OTH y KHHU3I IIPO AOCAIAKEH-
HSI CIIOCO6IB PO3POOKHM IIOAITHK MicTa.

BaxanBuit MOMEHT IOAO IIATPUMKH i piHAHCYBaHHS
TaKuX MpO€eKTiB: M.A.P. oTpyMaAM KOIITH Ha PeaAi3alifo Bip
AOKAABHUX OpraHi3ariif, CIipsSIMOBAHUX Ha POOOTY 3i CITiAB-
HOTaMu, 30KpeMa AASL OCBIiTHIX poekTiB. YoTupupiuxa cy6-
cupis Bia « Amsterdams Fonds voor de Kunst» crpsimosa-
Ha Ha OCBITHI aKTUBHOCTI. X04a IXH MUCTELIbKA AIIAbHICTD
He € OCBITHBOIO, A€ HaiOiAblIe MATPHMYE caMme diHaHCY-
BaHHA OCBITHIX NPOEKTIB. «l]e He 3HAYUTD, IITO MU MAEMO
BECTH TAaHIIFOBAAbHI KAACH: ABA AHI Ha THDKAEHD AASL AOPOC-
AVX, ABa AAS AiTett. Hi-Hi, My Tak He mpairoemo >, — mosic-
Hioe AasH Eamayr.

IITe opHMM 3 IHCTUTYTIB MATPUMKH PO3BUTKY TaH-
1[I0 € TeaTpu. AesKi 3 TeaTpiB HaMaraloTbCsA CTBOPUTH
MOXXAMBOCTI AASl IPOAOBXKEHHS PO3BUTKY AiS4iB TaHIJIO.
Hampuxaaa, MOXHa OTpUMaTH Ha IIEBHUM TePMiH ITOCaAY
associated artist (acouiﬁOBaHHﬁ MnTeub), i Taki MUTLI MO-
JKYTb Y MEXKaX AOAATKOBOI IPOrpaMH aKTUBHOCTEH TeaTpy
IIPAIFOBaTH 3 XopeorpadaMu i TaHIIiIBHIKAMH, PO3BUBAIO-
YHCh SIK MEHTOPH, AQI0UX IIOPAAH AASL PO3BUTKY, 3BOPOTHUI
3B’130K, peAEKCYIOUH CIIIABHO.

Taxok TAaHI[IOBAAbHI KOMITaHil a00 KOA@KTUBU 3aBXKAU
3aAMIIAIOTH MPOCTIP AAS IATPUMKH Ta PO3BUTKY TAAAHTIB,
ap’Ke Ie € YACTHHOIO BUMOT 3araAbHOI KyABTYPHOI OAITHUKH
Hiaepaanais. Hisepaaau B3araai MaroTh HeiepapxizoBaHy
CTPYKTYPY iHCTUTYIIiil Ta opraHisanifi. Hampukaap, TyT He-
Ma€ HaIliOHAABHUX TeaTpiB, Ak y HiMewdnni yu B Ykpaini, s1ki
OTPHMYIOTh FApaHTOBaHe PpiHAHCYBAHHA HA HAIliOHAABHOMY
piBHiTa 0cobAuBuUit CTaTyc 3-IIOMiX iHIuUX TeaTpiB. € Mich-
Ki TeaTpH, A€ MOXYTb ITPALIIOBaTH AEKiAbKA TaHIIIOBAABHHMX
i TeaTpaAbHMX KOMIIAHiH Pa3oM, aAe 3HAYHO MEHIIe, HDK Y iH-
mux KpaiHax Espomnu. To6TO mepeBaXkHa YaCTHHA ALSTIiB
TAHIIO € He3AAKHHUMH i IIPaIllOIOTh Ha PPiraHC-OCHOBI.
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Ax posmosiparory yyacaumku M.A.P., ocranHi
12 poxiB KyAbTypa He y IIpiOpUTeTaX AepP>KaBHOI IIOAITUKU
Hiaepaanis. PosyMiHHS IIHHOCTI KyABTYPH Ta MUCTEIITBa
6on Ay>Ke TIDUHIDKEHE BIATOAIL K HeOAi6epaAbHi TIOAITCH-
A B3SIAM BepX Yy IMapAaMeHTi. Biaroal MuTIIiB mpupiBHAAU
AO HAIPHEMIIIB, SKi He IIOBUHHI 3BepTaTHCA 3a cy6CI/IAiﬂ—
MH, 2 MAIOTb 3aPOOASITH caMi.

Kpim Toro, € ITSITh aKAAEMil TAaHITH, KOXKHA 3 SKHX MA€
BAacHy crienu¢iky. Takox 3aBAsIKM BoAOHCHKIlN cucTeMi
HiaepaaHAM CTIPHSIOTH AOCAIAYKEHHSM, YHACAIAOK YOTO AO-
CAIAKEHHS CTa€ M[0pa3 BaKAUBINIO YaCTHHOIO TpoIiecy
pobotu 3 TarueM. Lle TakoXX MABUIIUAO piBeHb pO3YMiHHS
TOTO, YUM MOXKe OyTH TaHellb, IKMM BiH Moxe OyTH, Ae BiH
MOJKe ITPE3eHTYBaTHCs Ta K, SKe MiCIie TAHeIL[b MOXe IOCi-
AATH y CYCHIABCTBI TOIIO.

IcayroTp meBHi oprasisarii, gxi IpaiooTh i3 Typ-
MeHEeAXKMEHTOM MOAOAMX TaAaHTiB Tearpamu HiaepaaHais.
€ Takox «Nederlandse Dansdagen>, Bin 06’epHye Bci
HIA€PAAHACBHKI TaAQHTH, IPOBOAMTH KOHKYPCH, BU3HA-
Ja€ IMepeMOoXKITiB: HaHKpalli BUCTaBH, Xopeorpagis Tomo.
BiabyBatoTbcs TaHII$ECTHBAAIL, SK-OT BCECBITHbOBIAOMMUIL
decrusaap «July-dance», pectuBasp «Spring-dance>,
Mi>KHapOAHi TaHIAATGOpMH. BoHM Ay»ke Ba>KAMBI: Ha IIUX
$ecTuBaAAX MpOrpaMHi AUPEKTOPH, IIPOAIOCEPH Ta Me-
HeAXXePH MOXYTb 1o6aunTu Mucrenpki podoru. Ie ra-
KOX IIpocTip 0OMiHy 3HanHsME. KpiM Beankux ¢pecTusa-
AiB, AIFOTb MEHINI iHIIliaTUBH OKpeMHMX MHUTIIIB, peXucepiB
91 MHCTELIbKUX KOAEKTHUBIB, SIKi 3a[I0YaTKOBYIOTb 260 Op-
raHi30BYIOTb He3aAeXHi HeBeAUKi PpecTuBaai. [IpamroroTs
HaI[iOHAABHI [IEHTPH TAHIIIO, & TAKOX OYAMHKHU TAAQHTY pi3-
HOT'O KOHKPETHOTO CHelU(pidHOro CrpsiMyBaHHs. € 1eB-
Hi CTUIIEHAIAAbHI IPOTPaMH, SIKi AO3BOASIIOTH IIPMBO3UTH
3 IHIIKX KpalH MPOBIAHMX Aif4iB, «KOrO BapTO TaHIIOBA-
TH>. | Ije BeAnde3Ha KiAbKiCTD mATpuUMKH Ha 20 MAH Ha-
CeAeHHs KpalHM.

¥ €C, 3ripHO 3 AOCAIAKEHHAMH, € BUSHAYEHUM PEKO-
MEeHAOBAHMUII TOKA3HUK, IIT0 MUCTEIITBO Ta KYABTypa Ma-
I0Tb OTPHMYBATH I ATPUMKY B po3mipi 1 % 3araabHOTO 610-
axery kpainu [6]. Y Hisepaanaax e 0,7 %, i HasiTb i3 niei
CyMH TaHElb OTPUMYE HaNMeHIIE. To6T0 mo3uii TaHIKO
Y IPEACTaBACHOCTI Ta PO3IIOAIAL PECYPCiB € He Ay>Ke IIeB-
HuMH yu cuabEumy. € Kommanis HarfioHaabHOTO 6asery,
i BOHM 3aXMII[€Hi, aAe 3PENITOI0 TaHellb HAaMMEeHII OIAAYy-
BAHUI, OTpUMy€ HaiiMeHI cybcupil. Tanens paHime Mas
CHADHIII IIO3HMIIi], aA€ Hapa3i iX BTPaTuB.

VY HiAepAAHACBKUX YHIBEPCUTETAX € HAIIPSIM AOCAI-
AKEHDb TeaTpy, i BiH BaXAMBHH y IOIIYKY TOTO, IKUM Ta-
Helb TaKOXX MOXe OYyTH, SIK MOXKe pO3BHUBATHUCS, SIK CaMe
TIAO SIK MEAIyM BUPa3HOCTI MOXKe KOMYHIKYBaTH 3 TASIAQUEM,
i3 cycmiabcTBOM. I AKITIO 3TapaTu mpo Te, 1o AObiIOBaHHS
Ay>Ke BOXKAHBE AASI TOTO, III06 CTBOPHUTU YMOBU AASL TAHLIIO,
OCHOBY AAS PO3BUTKY — TO CHTYallisl HaBiTh y BIAHOCHO
6aaromoayunux HisepaaHpax € Aysxe HeIleBHOO. Y Kpai-
Hi € Oprasisaris, sika A06if0€ AOTPUMAHHS €BPOIIEHCHKOTO
1 % Ha KyABTYPY 1 MUCTEILITBO, a TAKOX ITOCHACHHS IIO3HUIIill
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TAHIIO Ta HAA3BUYAMHOI BaXAUBOCTI MOTO POAi y CYyCIIiAb-
cTBi. € Takox mpodeciiHi CriiAky, SIKi BUOOPIOIOTH GiAbLI
riAHI YMOBHM OTIAQTH TaHIIIBHUKIB i Xopeorpa¢is. Lle ne cro-
CyeThcst piHaHCYBaHHS Ge3I0CepeAHbO, aAe 3adilae A0bio-
BaHHs BU3HAHHA IIHHOCTI Ipani MUTIIB. Mae 6yTI/I posy-
MiHHJ, IIJO TaHELb He «3 IBASETHCS 3 IIOBITPSI>»>: HEOOXiA-
HO AOKAACTH YMMAAO 3yCHAb, 3HAHB, pOOOTH I iIHTEACKTY
TaKOX.

IHTepec CTaHOBASITh TAKOXX IHAMBiAyaAbHI OpTraHisa-
nii. Bouu 36I/IpaIOTb CTENKXOAAEPIB CEPEAOBUINA TAHIIIO,
BAANITOBYIOTb AMCKYCiHHI IAaTGopMuU AAS o6r0BopeH—
HS [IOTPed CepeAOBHINa, 3afIMAIOTHCSI TAKOXK AABOKALIIEIO,
MIATPUMYIOTH IPOCTip, A€ MOXXHA 3HANUTH iHPOpMaIriro
NPO KaCTHHIH, iHIIIOIOTh IPOrpaMu MUCTELbKUX Pe3H-
AEHIIIN, CTUMYAIOIOTb o6Mmin. Taki Oprasisalii € ABUT'YHOM,
SAKUN CTBOPIOE MOXKAUBOCTI 3CEpEAMHHU TaHIIIOBAABHOTO
cBiry. «Baaraai, 3 Toro st 6ady y po6ori y €spori, TaHens
€ HEAOCTATHBO BIIEBHEHHM Y c0bi», — pe3iomye AasH
Eamayr [11].

TaHerb He CIIMPA€ETHCS HA CAOBA: [TOOAYUBIIY BUCTABY,
He MOJKeIll BUITH i IponuTyBarH il cAoBamu. Xi0a ckasaru:
«ITe 6yao HemepeBepmeno>. Lle poeMOHCTpYe BopHOUAC
epeMepHiCTb BIAMBY TAHIJIO Ta HOro BpasauBicTb. Tomy
CYy4YaCHOMY TaHIIO HOTpi6Hi TOAOCH, IO AODOIIOIOTH HOTO
noTpe6bu. I e A06i MOBUHHO BUCTYIATH HE AMIIE 32 [IPU-
BaTHI iHTepecH, a 3a HOTpe6H TaHIIIOBAABHOT'O CEPEAOBHINA
3araaom. HarioHaAbHiI 6aAeTHI KOMIIaHil, sSIKi MAFOTh BU3HA-
HHJI Ta peCypCH, MOTAU 6 aKTHBHilIe 60POTHCS 32 TOTPebH
inmux. Ha »kaAp, y AyMKax IIOAITHKIB IpUCYTHIH Mip exo-
HOMIYHOTO epeKTy MPOCOYyBaHHS [8]: sxmo IpoIi AQTH
OIABIINM KOMIIAHISIM, TO BOHH, IIPHPOAHO, PYXaTUMY ThCSI
AAAL AO MEHIINX i HaMeHITHNX IIPeACTABHUKIB. AAe Iid Te-
opis B peaabHOCTI He mpaioe€. IIpocodyBanHs Ta moAaAb-
IIOTO IepepO3IIOAIAY PecypCiB He BiaOyBaeTbCs, 60 cepe-
OBHIIE TAHII0O — IIe He eKOHOMIYHa i B3araAi 30BCiM iHIIIa
3a IPUPOAOIO, CKAAAHIIIA cHcTeMa. | TUTaHHA He B TOMY,
mob AaTu rpolex, a B TOMY, mob6 oprasisyBaTu QiHaHCOBY
MATPUMKY AAA TTi€l cucTeMu. I HaBiTh MPOCTO BU3HATH Te,
I]O He MPALIoE.,

Amckycii, siki TogaTses y Hipepaaraax, mpo Te, mo mo-
TPiOHO XXUBUTH IPOIIAPOK TaK 3BAHOTO «I'YMYCY CYCITiAB-
CTBa» AAS TOTO, 06 BOHO TIPOLBITAAO, 1 TIOALI, TPOEKTH
TOIIO OPTaHIYHO BUPOCTAAH 3 HbOTO, — HAA3BHYANHO aK-
TYaAbHi it AAS YKpaiHu. 1106 cepeAoBHuIIe 6on Y MiljHO-
My, <IIAIAHOMY> CTaHi, KOAU 3 IBASIETBCS «3POIIYBAHHSI >
(pecypcn), Ayse BaxauBo, mob 6yan «onopu» (incu-
Tywii, opranisauii Ta oxpemi Aisdi), Ha sIKi Moxe criepTHCs
Te HOBe, 10 3's1BAsIETHCSL. 1[]06 Haimepti «IOPUBH BITPY >
(HenepeAGaquaan 06CTaBHH) He TI0AAMAAH HOBI «Iapo-
criu>. [Hakie cepepoBuie He Gyae POCTH i PO3BHBATHCD.

Ile matoTp 6YTI/I oprasisamii 1 iHCTUTYII, SKi 3abes-
[IeYYIOTD TSTAICTD I IPOAOBXKEHHS TaAaHTY. Ayxe bara-
TO 3yCHUADb HUHI CIIPAMOBAaHO Ha MOAOAI TAAQHTH, aAe Ma-
€MO TOBOPHUTH NPO 3MiHY IAPAAUTMH 1 YCTAAEHOTO 3BHY-
HOTO IOPSAAKY, AKMI Hapa3i HallpaBACHHM AMIIE Ha YCIIiX
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y peaaisariii Ta BIACyTHICTb IpaBa Ha MOMHUAKY. TOXX KOAU
MHUTII poGAﬁTb ABl 9 TpH HEBAAAL p060TI/I, 11e, Ha YKaAb,
He PO3IASIAQETHCSL Yepes IIPU3MY IXHbOro po3BHUTKY. To6TO
Ti, XTO IIPALIOE 3 TAHI|eM, 3MyLIeH] OCTINHO 6y TH «Ha Bep-
IIHHI MOXKAUBOCTEM >, MOPa3y BCe Ma€ BUXOAUTH daHTac-
TUYHO. | I]e ITeBHUM YHHOM KOPYMITY€E, CITOTBOPIOE MUCTEII-
TBO, aA’Ke MHUCTeIITBO — Ile IIPOIieC IOCTIMHOTrO MOIIYKY,
1 BiH BKAIOYA€E TaKOXK 1 HEBAAAIL cnp061/1. I sixmo 3ararysaru
«3alIMOPT> BUMOT HAATO TiCHO, TO IPOCTOPY Ha MOUIYKH
1 HeBAAAl CHp06I/I Y TaHI[IOBAABHOMY CEPEAOBHIII 6iAbmIe
He cTaHe. ToAl MUCTeLITBO CTa€ CIpOIeHUM, IIOBTOPIO-
BaHUM, popMarbHUM. MicIst AAST AOCAIAKEHD Ta TIOHIYKY
0e3 HeOOXIAHOCTI CTBOPEHHS BUCTAB AOBOAI MAaAO HaBiTh
y Hiaepaanaax — a e Toil HaIpsIMOK, SIKUI HEOOXiAHO
OiAblITe ATPUMYBATH.

BasxanBo, 106 AepiKaBa Ta IOAITHKE MAAH YiTKe pO3y-
MiHHS: MUCTENITBO — Iie He IIPO CIIOKMBAHHS, MUCTEIITBO
€ ICTOTHMM Ta CYTTEBO BAKAUBUM AAS CycHiabcTBa. I 11e Ha-
CIIpaBAlL Ay>Ke ITOMITHO BIIAMBA€ Ha pOOOTY 3 TAKUME IIPO-
€KTaMU, SIK « MaAeHbpKmit TpuHIT>. ExcriepuMeHTaAbHi, iH-
KAIO3MBHI IIPOEKTU MOXYTb He BIIMCYBATHCS y BU3HAUEHHI
CbOTOAHI TTAPAAUTMOIO CITOXKMBAHHA IPOCTip TeaTpaAbHO-
ro cBity y Hipepaanpax (€spomi, Ykpaini). Came Tomy,
II]0 MUCTEIITBO HACTIABKH BaYKAUBE, IOTO CAiA MIATPUMYBa-
TH AAs 3a0€e3IIedeHHs I0TO iCHyBaHHs. MUCTeNTBO He MOXe
BUMIpIOBaTUCS AMIIEe eKOHOMIYHUMM IIOKA3HUKAMH, i IOTO
II{HHICTD He MOXe 3BOAUTHCH AO BapTOoCTi, 60 LiHHICTH
H0r0 € HaAMipy 61ABIIO0. SIKIO ITOAUBUTHCH HA KYABTYP-
HUM KOHTEKCT IIHpIe, TO TPhOMa OCHOBHUMH CKAAAOBHMHU
€ MHUCTeI[bKa OCBiTa, AOCAIAYKEHHS Ta OAArOAINMHICTD: BOHU
€ CYTTEBUMY AASL ACPXKABH, AA€ BCi BOHU He MOXYTb 6yTH
eKOHOMIYHO BU3HAYEeHHMH 41 0OIpyHTOBaHUMU. BaacHe,
y Hipepaarpax came y mjux HampsiMax BiAGYAOCH CyTTEBe
CKOPOYEHHS, IO Ay>Ke BIIAUHYAO Ha KPUTHYHE MUCAEH-
Hl, [POMAASIHCBKY IIO3HUIIIIO Ta TYPOOTY OAHE IIPO OAHOTO,
Typ60Ty 32 AEMOKPATIilO, BIACTOIOBAHHS CITIPABEAAUBOCTI,
PO MailOyTHE AIOACTBA y IIPOKOMY 3HaYeHHI [JbOr0 CAOBA.
Tue HOTpi6H0 3MIiHIOBaTH. AABOKAIIisl MA€ aKTUBHO BiA6y’Ba-
THUCA He Tiabkn y HiaepaaHAQX, a 71 y HalTOMy KYABTYpHOMY
cepeAOBHII, 00 MUCTELTBO SIK IPOCTip TBOPEHHS CEHCIB
3aBXAH «<Ha 9aci».

IlinnicTs cyvacHoro TaHIo B HiaepaaHpax € BU3Ha-
Hoto. YuMaAo opraHisarniit ¢piHaHCYIOTb Cy4acCHUH TaHeIb
Ta MATPUMYIOTb HOrO y HAaUIIHPIIOMY PO3yMiHHI I[bOrO
CAOBQ, IJO AO3BOASIE MUTISIM PO3BHBATHCH, i AaAi Oyay-
yu ¢ppisaHcepamu. Takox cepep opraHisamiil, SKi mATpH-
MYIOTb CY9acHHUII TaHEIb, € OYAMHKH TaHINO, CpOKyCOBa-
Hi Ha PO3BUTKY TAAQHTY TaHIIO i BUKOHABCHKOI MakCTep-
Hocri. [ e aaq xopeorpadiB-movyaTKiBIIiB. Harickaapnimoro
€ cepeAMHa Kap’epn CTaHOBAEHHS MUTI]iB — i Xopeorpadis,
i TanniBHUKIB. HemouarkiBerb He MOJke OTPUMYBaTH KOIITH
Ha PO3BUTOK TAAAHTY, AA€ CaMe TOAL CTA€ HallCKAAAHILIe.

BucnoBku. TakuM YHMHOM, 3 HABEACHOTO OIHCY
1 aHAAI3y KOHKPETHOTO MUCTEIIPKOTO MPOEKTY Cy4aCHOTO
TaHII0 «MaAeHbKUI IPUHI> 6AYUMO, SIKUMU UIHPOKUMH
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(ta IIOAEKYAU HEOUEBUAHUMHU 3i 3BUYMHUX YCTAACHHX I10-
3HINH 1 HiAXOAiB) MOXYTb 6YTI/I MO>XAMBOCTI TaHIJIOBAAb-
HUX, TeppOpMaTUBHHUX i TirecHUX npakTuk. Ilo-nepure,
BOHM 3AATHI CTAaBaTH SIK CTaBATH YaCTHHOIO MUPIINX BUAIB
KYABTYPHHX i COLIIaAbHMX aKTUBHOCTEM, AAACKO BUXOAS-
M 32 paMKH QYHKINI «II0Ka3aTH MeBHE AIICTBO AAS PO3-
Baru>. ITo-Apyre, caMi MOXKYTb BKAIOYATH B ce0e eAeMeH-
TH 3 iHIIMX IAPHUH, TaAy3edl i TpocTopis (K, HampuKAaA,
y HaBeAeHii po6oTi cycmiabHi 00rOBOpEHHSI HAPOAXKYBAAU
TEeKCTH, a Ti ASITAAM B OCHOBY Xopeorpadii, sika cBO€Io uep-
TOI0 «ITPOMOBASIAA> AO YIaCHUKA ¥ TASIAQYA, AAIOYH IPYHT
AASL IOAAABLIOTO CYCIIABHOTO AiaAory). ITo-Tpere, B xu-
BOMY >KUTTi MUCTEIIbKOTO TBOPY B 33 AOAHEHOMY IIPOCTOPi
CYTTEBO MOXYTb PO3MHBATHCS PAMKH PO3YyMiHHS « daxo-
BOCTi>», «IIPaBHABHOCTI>», «e€CTeTHYHOI KpPacH>» I «KO-
PHCHOCTI>» TOTO, IO BiAOYBAETHCS HA «CLIeHi>» (koM came
MOHATTSA ClleHU HeabusaK po3mnp10eT1>c;1). ITo-yeTBepre,
3yCTpi4 IIOAEHHOI COLIIaABHOI MPAKTUKU Ta MUCTEIIbKO-
IO BUCAOBAIOBAHHS IIOPOAXKYE HOBi CEHCH K AAS ITEPINO],
TaK i AASI APyTOTO — IO CTBOPIOE CUHEPTIIO, CIIPallbOBY€E
crpareris win-win. ITo-1r’sTe, yTBOpIOOTbCS AIAHI IPYH-
TH AASI B3AEMOAIL CyYacHOTO TaHINO SIK HAYKHU Ta IIPAaKTUKH
3 HU3KOIO IHIIUX AUCIIUIIAIH, SIK-OT IICUXOAOTi1, COITiOAOTil,
moairoaorii Tomo. ITo-mocrTe, 3 iHCTUTYIiIHOrO acnexTy
AAsL 3a0€e3IIeYeHHS] CTAAOTO PO3BUTKY KYABTYPU TAHIJIO
i xopeorpadii BaXAUBUM € He TiAbku QiHaHCOBe 3abe3-
IIeYeHHs Ta HOTO CTabiABHICTH, @ PO3MAITTS IHCTUTYILIi
Ta OpraHi3aljii, IKi OMIKYIOTbCS KOHKPETHUMHU CKAAAOBH-
MM, PO3BHTKOM TAAQHTY, 0OTOBOPEHHSIM IOTpeb ceKro-
PY # Ai4iB, apABOKaIli€lo Ta pepopMaMu AAS 3a0e3meyeH-
Hs, PO3BUTKOM METOAUK i ITIAXOAIB Ta Iepeaadero 3HaHb,
PO3BUTKOM ayAUTOPii Ta popMarTiB mpe3eHTalliil, TOIO.
ITo-cpome, HecImoAiBaHOIO BHABHAACH 3HAYYIIICTD He TaK
IHCTHTYTY KPUTHUKH, K IHCTUTYTY AOCAIAXKEHD TaHIIIO
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SIKOIO Ma€ OyTu cTparerist po3BuTKy Kyabryps, 2015. URL: https://
www.youtube.com/watch?v=HGSplivyA_k (aara sBepuenHs:
17.04.2023).
6. 1% for Culture Campaign | Culture Action Europe
// Culture Action Europe. URL: https://cultureactioneurope.org/
projects/1-percent-for-culture-campaign/ (access date: 17.04.2023).
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11 TeaTpYy, i AAS PO3BUTKY MHMCTELITBA TAHIIO, i AAS IIOTAH-
OAEHHS pO3YMIHHSI 3HAIYIOCTI AOCAIAXKEHD TAHINO i PyXy
AASI CYCITIABCTBA 3araAOM, 2 TAKOXK AASL PO3BUTKY KYABTYpPHU
Ta HayKH 30KpeMa.

OpHave, cCKkaszaHe BHIE HisIK He O3HAYAE, I[[0 MUCTEI]-
TBO CYYaCHOTO TaHI[IO CTBOPIOE oAiGHI ceHcH i MOXAU-
BOCTi HIOK «caMe 110 cobix», 3a caMuM paKTOM CBOTO ic-
HYBAaHHSA Y 6YAb-SIKOMY BUIASIAL Ta KOHTEKCTi. AASI TOTO,
mo6 Taki mpouecu BipOyBaAucs epeKTUBHO, IOTPiOHI
KPOKH 3 Pi3HHMX 60kiB. Bia caMHX MUTILIiB — HaIlOAeTAH-
Ba ITpalls 3 AaHAAI3y M YCBIAOMAEHHS CEHCIB, METOAIB, 3acap,
BAACHOI pO6OTI/I. Bia cycniabcTBa — He MeHII mocTiiiHa
Ipaist 3 pO3yMiHHS, BIAITOBiA€H caMuM 001 Ha IIUTAaHHS
«IIIO TaKe MHCTELTBO>, «HaBIiIJO BOHO IIOTPibHe B XXUT-
Ti>», «sK BOHO 3AaTHE 3MIHIOBAaTHU JXUTTS>», «B YOMY HOTO
CyCIiAbHA L[iHHICTb>, «SIK MUCTELITBO pOPMY€E KyABTYpPY
i HABIAKYI>», «4OMY Lje BAXKAUBO>. 3 GOKY iHCTUTYTIB Ta iH-
CTUTYLIIl — BEAUKA ITpaLls 3 p03p061<1/1 HeoOXiAHMX Mexa-
HIi3MiB All Ta B3a€MOAII, yKpilIAGHH MO3UIIM MUCTELITBA
B COIIiyMi, He K «IPUKPACH>» 91 <iHAYCTpil>», a AK Hapix-
HOTO KaMeHIO AAS pOPMYBaHHS ACPKaBU Ta iA€HTHIHOCTI.
Bip opraniB BAagu — p03p06Ka Ta BTIA€HHS BIAITOBIAHUX
MOAITHK, 5IKi 3a6e3medyaTh CTaAicTb IPOLECY « MUCTEIIbKOTO
PO3BHUTKY> CILIABHOTH, a Y€pe3 Iie i MilJTHOCTi TPOMaASsIH-
CBKOTO CycIiabcTBa. L]i BUCHOBKY BUBOASITD Ha OiABII TAU-
OoKe pO3yMiHHS AlHil BIIAUBIB Cy4aCHOTO TAHIIIO Ha KyAb-
Typy Ta cycmiabcTBo y Hipepaanaax, ase morpebyioTs mmo-
AQABIINX YTOYHEHD Ta 6iABIIOI BUOIPKHU KeHCIB 3 pisHUX
KPaiH BKAKOYHO 3i CXOKMMU IIPOEKTAMH, PEaAi30BAHMMHU
B YKpaiHi, AASI GIABLI IPYHTOBHOTO QHAAI3y CaMe acIeKTy
IHCTHMTYaAi3allil Cy9aCHOIO TAHI[O Ta HOTO BIIAUBY Ha KyAb-
TYPHI IPOLIeCH Ta COLIiaAbHI BUKAMKH, K Y KOHTEKCTi PO3-
BUTKY KyABTYPH TaHI[IO 1 TIAECHOCTI, TaK i B KOHTEKCTi po3-
BUTKY KYABTYPH 3aTaAOM.
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Contemporary Dance Interacting with Diverse Social Groups: Institutional Aspect and Cultural Impact

Abstract. Institutionally, contemporary dance in Ukraine is represented only in the curricula of state art educational institu-
tions. As a result, contemporary dance and contemporary choreography are defined and studied according to the formal features
and is framed as styles, forms, techniques, and trends. In addition, phenomena and projects of contemporary dance in Ukraine
mostly are not considered, perceived, or studied in the context of the development of dance culture and physical culture in gen-
eral, or the art of dance, choreography, and performing arts in particular. This extremely limits the understanding of the real in-
fluence and role of contemporary dance in mentioned contexts. The paper introduces the Little Prince art project of contempo-
rary dance and the related projects of Moving Arts Project company (Netherlands), created in interaction with the social groups
of the Transvaal district of the city of Amsterdam, by exploring the cultural impact and institutional aspect of project implementa-
tion, including their interrelation. The aim of the paper is to present the practice of contemporary dance in a wider context, to fol-

low their integration into cultural processes, to reveal the interaction of contemporary dance with other institutions, as well as to

briefly review the institutional representation of contemporary dance in the Netherlands and its current challenges.

Keywords: contemporary dance, modern dance, contemporary art, institution, art practices, social groups, cultural impact, social

impact, social influences.
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Bzaemopig ayAlaABHOTO KOMITOHEHTA 3 MiTUYHUM
XPOHOTOIIOM Cl)iAbMy

HOpiBHSIHHSI CTPIYOK A. BickonTi Ta O. 3€AA€pa

Interaction of Music and the Mythical
Chronotope
Comparative Analysis of the Films by L. Visconti and E Zeller

Anoranis. Po3rasiHyTO B3a€MOAIF0 My3HKH i3 MITHYHIM XPOHOTOIIOM, SIKHI MOXKe Oy TH IIPHCYTHIM y KiHeMaTorpadidHiil TBOpIO-
CTi TOrO YM TOro pexxucepa. HapaHo XapakTepucTHKy YaCOBMM Ta IIPOCTOPOBMM BAACTMBOCTSIM ayAiaAbHOTO KOMITOHEHTA B KiHO.
3aAyueHO TepMiHOAOTIUHY 63y, SIKa AO3BOASIE ACTAABHO OKPECAIOBATH OiABIIICTD BAPIAHTIB YACOIPOCTOPOBOI B3AEMOAI MY3HKH Y Ki-
HeMaTorpadivHOMy IpoCTOpi. 3AICHEHO NPUITYLeHHs, 10 fantastical gap — MOMeHT mepexopy i3 mpoctopy diegetic oo nondiegetic
Ta HaBITAK{, MOXXe MaTH IIUpIIIe 3HAYeHHs Ta 3aCTOCyBaHHA. OKXpecAeHO BapiaHTH B3a€MOAIT My3HKH i3 MiTHYHIM XPOHOTOIIOM, 30-
KpeMa Yepes KOHPAIKTH AiHIMHOTO i IIUKAIIHOTO Yacy, peaAbHOTO i iAeaABHOTO IIPOCTOPY. 30CePeAKEHO yBary Ha TaKil B3a€MOAIT
y TBOPYOCTI KAACHKA iTaAilicbkoro KiHo AykiHo BickoHTi, ape ioro ¢piabMorpadis 3HaYHO MipOIO OB sI13aHA i3 KaTeropiero Mi-
TraHOro. [IpoBeAeHO aHaAi3 emi30AIB ABOX CTPIYOK peXXHcepa, B IKHUX BiAOYBaIOThCS YaCOIPOCTOPOBI 3PyIIEHHS CBIAOMOCTI repo-
iB. [IpoBeAeHO TIOPIBHSHHS 3aKOHOMIPHOCTE! [TOEAHAHHS My3UKHU Ta MITHYHOIO XPOHOTOILY y cTpiukax /. BickoHTi 3 Ae6r0THIM
iabmoM dpaHKO-OpHTAHCHKOTO ApamaTypra Ta pexxucepa ®aopiana 3earepa. BusiBaeHo mopibHicTD y crioco6i poboru pexuce-
PiB i3 300pakeHHAM KOHPAIKTY MITHYHOTO IPOCTOPY 3 00 €KTHBHOIO peaAbHicTIO. AoBeaeHO, mo 3asydenus ®. 3earepom nurar
aKapeMiYHOI My3HKU BUKOHYe $YHKILI, TOAIOHI A0 aHAAOTIYHOTO MPHIOMY y cTpiukax A. BickoHTi: B 060X BUITAAKAX TaKi LUTATH
aKIIeHTYIOTb IPOCTIp «iaeaabHOro>. OBIPyHTOBAHO PI3HUIIO Y IMAXOAAX PEXKUCEPIB, IO TOASTAE ¥ BHOOPI «iA€aABHOTO> BHMi-
Py repoem: aasi repoi A. BickonTi — 1je mit, Aast mepconaka O. 3earepa — 06 exTuBHa peaabHicTs. ITiacymMoBaHo, 10 Ha crioci6
B3a€MOAIT My3HKH i3 MITHYHIM XpOHOTOIIOM MOXXYTb BIIAUBATH He AHIIIE 30BHIIIH] $aKTOPU JACOIPOCTOPOBHUX 3B SI3KIB ayAio Ta Bi-

AEOAOPIKOK, a I BHY TPIlIHbOHAPATHBHI — HAIIPUKAAA, eK3HCTEHIIMHUIT BUOIp reposL.

Katouosi crosa: mysuxa B kiHo, MiT, XxpoHOTOII, disbMorpadis A. Bickonrti, TBopuicts ®. 3eanrepa, dpirbm «barpro>.

ITocTanoBKa mpo6AeMu. AyalaAPHUI KOMIIOHEHT
€ HeBIAEMHOIO CKAQAOBOIO CYYacCHOIO KiHeMmaTorpady.
OpurigasbHi KOMIO3UTOPCHKI MAPTUTYPH, 3AAyIEHHS IIU-
TaT i3 MOMYASPHOI Y1 KAACMYHOI My3UKH, BUKOPHCTaHHS
CayHA-AM3alHY — IIi Ta iHIIi IHCTPYMEHTH AO3BOASIFOTD pe-
JKHCepaM CTBOPIOBATU GararopiBHeBi CeMaHTHYHI HAIIAPy-
BAHHS Ta 30aradyBaTy KAPTUHU KOHTEKCTAMH. AOCAIAKEHHS
IJMX KOHTEKCTIB IOTAUOAIOE PO3YMIHHS TASIAQUEM 3aKAAAE-
HUX aBTOPOM / aBTOpaMu iAei.

OAHUM 3i ctocob6iB p060TH i3 kineMaTorpagiuHuM
ITIOAOTHOM € OITOpa Ha MiT, 30KpeMa, Yepe3 3aAyYeHHs pe-
JKHCePaMU MIUTOMUX AASL MITHYHOTO CIIPUIHATTS YCBIAOM-
A€Hb IIPOCTOPY Ta 4acy, BIAMIHHUX Bip yCTaA€HHX iCTO-
PYYHO-XpOHOAOTIYHHX ysABAeHD. MiT 3aiiMae uiabHe Mic-
Ile y pob0oTax KAACHKA iTaAificbKoro kino Aykizo BickonTi
(Luchino Visconti): Tak 4u inakire KaTeropis MiTHIHOTO
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IIPOSIBASIETHCSL y 6iabmocTi ¢piabMiB pexucepa. Taxe ax-
LIEHTYBaHHS B IIOEAHAHHI i3 TUTIOBUM AASL PEXHCEPaA 3aAy-
YeHHAM My3UYHHUX IJUTAT i3 TBOPIB aKaAeMidyHOl TPaAHIIL
IIPOBOKYE AO TAMOIIOTO AOCAIAKEHHST B3AEMO3B SI3KY ayAi-
AABHOTO KOMITOHEeHTa $iAbMiB pexucepa 3 iXHiM MITHIHUM
XPOHOTOIIOM.

Onopa Ha MITUYHMI XPOHOTOII He € PIAKICTIO i AASL CY-
gacHoro Kinemarorpady. OxpiM 6yKBaABHOTO LIUTYBAHHS
3araAbHOBIAOMHMX MITUYHHMX CIOXKETIB, PeXHUCEPHU BAAIOTb-
Cs1 AO IIPHIIOMIB, MOAIOHUX A0 THX, AKi 6auMMO Y TBOPYOCTIi
A. Bickonri. Taka nmoaibHicTb CTUMYAIOE AO AETAABHILIOrO
BHBYEHHsI [IUX KIHOPOOIT Ta A0 IXHbOT'O IIOPIBHSABHOTO aHa-
Aisy i3 piabMamu A. BickoHTi. Y Ae6r0THI# cTpiri PppaHKo-
OpuTaHCHKOrO Apamarypra ra pexxucepa Paopiana 3easepa
(Florian Zeller) «Barbko» («Father, 2020) moai6uicTs
3 MeToAOM /\. BicKOHTI BUAQ€TBCST 0COOAUBO peAbEPHOIO.
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Bsaemopist ayaiaAbHOrO KOMITOHEHTA 3 MITHYHMM XPOHOTOTIOM (iabMy

AHaai3 ocTaHHIX AOcAipKeHB i my6aikamiii.
OcranHiMu poKaMM 3alliKaBACHHS YKPaiHChKUX HAyKOB-
LiB AOCAIAKEHHSAMHM B3aEMOAIL ayAIlaAbHOTO Ta Bi3yaAbHOTO
KOMITOHEHTIB Y KiHO 3pocTae. BiacyTHICTD y cBiTOBI AO-
CAIAHMIBKIN MPAKTHULIi OAHOCTAMHOCTI ITOAO METOAOAOTIL
aHAAi3y ayaiOBi3yaAbHOI B3aEMOAIL y $iabMax cripuduHeHa
HacamIlepeA HETPUBAAOIO SIK AASL BUAY MUCTEIITBA icTOpi-
€10 KiHO, AO3BOASIE OOMpaTH Ta arpoOyBaTH Ha IIPAKTUL
pisHi Teopernyni miaxoan. Toxx mparni A. Kyspmenko 4],
C. AeorTbepa [7], Ta H. SIaxoBcpkoi [12] MOTIPH 30BHiMI-
HIO CITIABHICTb T€MH, PO3KPUBAIOTDH Pi3Hi aCIIEKTH MY3HKH
SIK B yKPalHCbKOMY, TaK i y CBITOBOMY KiHO.

OxpiM 15010, OYAO IIPOAHAAI30BAHO Ta 3aAyYEHO
AO AOCAiAXeHHs dpyHAamenTaabHi mpari XK. Aeavosa (Gilles
Deleuze) [16; 17], 3. Aiccu (Zofia Lissa) [8], M. Illiona
(Michel Chion) [15], L. 3y6asinoi [2], npucssyeni cre-
1ugiIti B3aEMOAII pi3HHX KiHO@AEMEeHTIB, 30KpeMa 3ByKY
Ta MY3UKH.

ITpoTsAroM oCTaHHBOIO ACCATHAITTS TEOpETHYHA Ha3a
AASI AOCAIAKEHD 3BYKY Ta My3HKH B KiHO 3HAYHO PO3IIMPHAA-
cs1 3aBpsiku poboTtam E. Aypiccino (Emilio Audissino) [13],
Ax. Broaepa (James Buhler) [14], A.Kyaesix-Biacon
(Daniela Kulezic-Wilson) [20], Ax. Axo (Jeongwon
Joe) [19]. AOCAIAHHKH AOTIOBHIOIOTH TePMiHOAOTIYHUI
arapar, 3BaXKal04YM Ha TEXHOAOTIYHI 3pyLIeHHS y KiHO, PO3-
POOASIIOT HOBI IIAXOAU AO aHAAI3Y $iABMIB IIEBHUX XKAHPIB,
Teyil, IKiA, peXHcepiB, TOO.

VTiM, MPOIIOHOBAHUI Y AOCAIAXKEHHI crierfudiyHu# mo-
TASIA Ha ayAiOBi3yaAbHY B3a€EMOAIIO y KIHO B KOHTEKCTI Mi-
THYHOT'O XPOHOTOITY BUMAra€ MIHPIIOl TeOPeTHIHOI Ha3Hy,
sIKa BUXOAUTD 32 M@Xi My3UKO3HABCTBa i KIHO3HABCTBA.
Tax, BaXKAMBUM IIAIPYHTSIM, IO CPOPMYBAAO TaKHIl CIIO-
Ci6 aHaAisy ¢iabMiB, cTaan kaacuyHi npani M. Eaiape [10;
11], A. Aesi-Bproas [6], Ax. Kemn6eana [3].

Merto10 cTaTTi € BiAHAaHAGHHS 3aKOHOMipHOCTeH B3a-
€MOAII ayAlaAPHOTO KOMIIOHEHTA 3 MiTHYHUM XPOHOTO-
ITOM IIASIXOM IOPiBHAABHOTO aHaAi3y cTpiuok A. BickonTi
ta @. 3easepa.

3aBAAHHSA: OKPECAUTH MOXKAMBI IITASIXH B3aEMOAII 3BY-
Ky Ta My3HKH i3 MiTHIHAM XPOHOTOIIOM, SIKIO HOrO O3Ha-
KM HasIBHI y CTPiulli; IPOaHaAi3yBaTH B3aEMOBIIAMBHU 3ByKY
i My3HMKH Ta MiTHYHOTO XpPOHOTOIy y KiHeMaTorpadiyHiit
TBOpyOCTi A. BickoHTi Ha mpuKAaAi KiAbKOX CTPi4OK; CIIiB-
CTaBUTH PE3yAbTATH aHAAi3y ¢piabMiB A. BickoHTi i3 aHaai-
30M Ae6r0THOI crpiuku @. 3earepa «Barpko>.

Buxaap ocHOBHOro MaTepiaAy. 3ByK Ta My3HKa
B KiHO TiCHO IIOB'sI3aHi i3 KaTeropisiMu 4acy Ta IPOCTOPY.
Besnepeuno, my3uka sk caMOCTiliHe SIBHINe, PO3TASHY-
Te 1032 KOHTEKCTOM KiHOITOAOTHA, HAAEKHUTh AO KaTero-
pii yacy, apKe 3aBXAU BU3HAYAETHCS MEBHOIO TPUBAAICTIO,
a OTXKe i TOYHUM BiAPi3KOM Yacy, HeobXiAHOTO AAS il npo-
cayxoByBaHHs. OKpiM TOTrO, 3ByKHU Ta My3UKa He MOXYTb
nepebyBaTu m03a pyxoM. 30KkpeMa, 1ie 3a3Havae 3. Aicca:
«3BYKOBHX SIBULJ B CTATHYHOMY CTaHi, TOOTO B He3MiHHOC-
Ti IOHaMMEHIIe IXHiX YaCOBUX JKOCTEH, He iCHYE. <...>
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3MIHHICTD BU3HAYAE CTPYKTYPY BCiX 3BYKOBHUX SIBUII, TOO-
TO IXHE CTAaHOBAEHH: y 4aci, IXHIf XapaKTep 4acOBOTO
nauHy > (8, c. 89].

Iepebir 3ByKOBHX SIBHLL y 9aci 3aBXXAU [TO3HAYAET-
Csl EAVHMM BEKTOPOM, SKUI MOXKHA 306pa31/ITI/I Ha AiHiN-
Hill 9aCOBIM MAOIMHI PYXOM «3 MHHYAOTO AO Maﬁ6yTHbo—
ro>. MOXAUBICTb IIOBTOPeHHS 3ByKOBHX CTPYKTYP, My3ud-
HHUX TeM, TeXHI4HI IPUMOMH 3BOPOTHOIO PyXYy ayaio3amucy
He CIIpOCTOBYIOTDH daxTopy AiHiitHOCTI. [loBTOpenHs 3aB-
JKAU 3BYYaTUMYTh § HOBOMY BiApi3Ky 00 €KTHBHOrO 4acy,
a OTxKe HIKOAM He CTaBaTUMYTb OYKBAABHUM IIOBEPHEHHIM
yuaci. A. Kyaesik-BiacoH aHaAi3ye yac 3By4aHHsI My3HKH TaK:
«My3uKa 3a 3aMOBYYBaHHAM BBaXKAETHCS TEMIIOPAALHIM
MHCTEIITBOM, apXe 1l popMa MposiBASIEThCA B daci. Sk popma
Y CTAaHOBACHHI My3HKa BKAIOYA€ Yac, OPMYE Ta CTPYKTYPYE
F10T0, POOASIIH FIOTO YyTHHUM, Y TOM XKe Jac BOHA caMa pos3-
YUHSETDCS Y 9aci. 3aBASKH TBOPYOMY aKTy KOMITO3HIII / BU-
KOHAHHS, Yac TPAHCPOPMYETHCS y My3UdHe TiA0 — “TicTO,
sike pOPMYETHCS TA OXKHMBAE 3aBASIKU 3BYKY. < ... > 3aBepIIeHa
¢$opma $piabMy UM My3HIHOTO PparMeHTa BH3HAYAE TIEBHUMH
006MexKeHNUI ITepio Yacy, TOK MOYKHA CTBEPAYKYBATH, IO TPH-
BaAicTb 1€l popmu BaacHe i € niero popmoro» [20, c. 94].

Buxopsuu i3 HassBHUX KOHIIIIi My3UKH Ta Yacy y
CTPYKTYpi GirbMy, MOXKHA Y3aTaAbHHUTH, 1[0 My3UKa — Iie
3aBXXAU 3MiHHE, AiHeapHe TeMIIOpaAbHe ABUIIe, 110 GOpMyeE
Jac i BopHOYac caMme popmyeTbes yacoM. CriBCTaBASIIOUH
TaKe YSIBA€HHS 3 aHAAI30M iMaHEHTHHMX BAACTUBOCTEH Mi-
TUYHOTIO Yacy, AKOMY IPUTaMaHHA LIMKAIYHICTh Ta HEPO3-
PHBHICTb i3 CAaKpaAbHHM IPOCTOPOM, My3HKa SIK SBHIIIE BU-
AQETBCSI TYXKOPIAHOIO MITY CaMe depe3 4iTKy IPUB I3KY AO
4aCcy Ta HEMOXKAUBICTD TOYHOTO LUKATYHOTO IOBTOPEHHS /
BIATBOpEHHSL.

Bapro posymiry, mo 300paxeHuit y ¢piabmi gac 00-
MEXKYEThCSI XpPOHOMETPAKEM CTPIUKH, a OTXKE MOXKe OyTH
aKTyaAi30BaHMM K PEaAbHICTD TIABKM CBIAOMICTIO TASIAQYA:
«Koan rasipag AMBUTBCS KiHO(IABM, BiH YaCTKOBO IIepecTae
YCBIAOMAIOBAaTH BAACHUH IICUXOAOTIYHHM Yac i MeBHOIO Mi-
PO NEPEHOCUTDHCA Y 306pa>1<yBaHm71 Jac. Y 1jeHTpi Horo
CBIAOMOCTI — Aifl, IKy BiH CIIpUIMAE, a pa3oM i3 Hero i yac
L€l Afl, aAe OAHOYACHO BiH 36epirae ycBiAOMAEHHS i CBOTO
IICHXOAOTIYHOTO Yacy, SIKUI BiH — “HOKuAa€”, mob 3posy-
MiTu 306paskeni moaii> [8, c. 103].

PossuBaroun cBoi mipkysanHs, A. Kyaesik-Biacon
Ha3MBa€ KiHO EAMHOI0O pOPMOIO, 3AaTHOIO MAHIITYAIOBATH
BAACHOIO TeMIIOPAAbHOIO PEAAbHICTIO, B YOMY 3HAYHY POAD
Bipirpae mysuka. Crmparourcs Ha npani K. Aesi-Crpoca
(Claude Lévi-Strauss), AOCAIAHHMIIS HA3UBAE MY3HKY «iH-
CTPYMEHTOM AASl 3HMIIEHHS 4acy>, apXKe caM MOMEHT
CAYXaHHS «3HEpPyXOMAIOE IAMH dacy> |20, c. 96]. 3sicHo
MA€THCS Ha yBa3i IICUXOAOTIYHUI 9aC PEAAbHOCTI IAsIAa-
4Ya, HATOMICTb XYAOJKHIil YaC CTPIYKHU CTa€ «BKa3iBHUKOM
AASL CHMBOAIYHOI IIPHPOAU PEAABHOCT], OIABIIOT, HIX Ta, SIKa
HacC OTO9y€e> [20, c. 106]. Tox MY3HKa K CKAAAOBA XYAOXK-
HDBOTO 9aCy AlSTHMe 3a FIOr0 3aKOHAMH, IIPHU L{boMY 36epira-
104H CBOI $OPMaAbHI 0COOAMBOCTI SIK SIBUIIA.
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ITompu 1[iAKOBHUTY HaAEKHICTb AO JACOBOTO BHMIpY,
IIPOCTOPOBi KaTeropii My3HUKH B KiHO 3HAYHOIO MipOIO PO3-
KPHTi Cy4aCHUMH AOCAIAHMKAMHM, BUXOASYH i3 3araAbHOL
cnenuiku Kinompocropy. Llro cnenudiky 3. Aicca onu-
Cy€ TakuM YMHOM: «'lepes moka3aHMil y ABOX BUMIpax pyx
MU CIIPUAMAEMO IPOCTIp, IPEAMETH Ta IXHill PyX y TPhOX
Bumipax> [8, c. 92]. Yrim, 3aAeXHO Bip HapaTHUBy, CTpiy-
Ka MOXXe MaTH AOAATKOBI IPOCTOPOBI <<HaA6YAOBI/I>>, TaKi
SIK 306pakeHHS BHYTPIIIHBOTO CBITY repoiB a60 X AEMOH-
crpauii ¢piabMy y PpiabMi UM TeaTPaAbHOI BUCTABU. 3BYK Y Ki-
HoIpocTopi, 3a 3. Aiccoro, pyXaro4uch, yTBOPIOE BiATyTTS
IIPOCTOPOBOCTI — Cy0'€KTUBHOI Kareropil, c¢opMoBaHOI
CIPUMHATTAM TAsIAa4a. BiaTIOBiAHO A0 1IbOTO, HacIpaBai
TASIAQY AMIIIE YSIBASIE COO1 AYKEPEAO 3BYKY, SIKHII € YJACTHHOIO
npocTopy piabMy, XOua HACIpPaBAi 3ByK 3aBKAH HAAXOAUTD
i3 AuHaMiKiB. I]e#t peHOMEH AO3BOASIE TOBOPHUTH HE AMIIE
IIPO AKEPEeAO 3BYKY «BCepeAHHi>» MpocTopy $piabMy, a ¥ Ha-
AIASITH 3BYK Ta MY3UKY IIPOCTOPOBUMH XapaKTePUCTHKAMH.

VHiBepcaAbHUI Ta HANOIABII 3araABHUI ITOAIA yciel
ayAiaABPHOI MAPTUTYPHU Y IPOCTOpPi PpiabMy BU3HAUAE 3BY-
KM Ta MY3HKY, IO 3By4aTh 3aKaApoBo (nondiegetic) Ta BHy-
Tpimubokapposo (diegetic). Taxuit moaia HuHi mpuitmMae
6iABIIICTD AOCAIAHHKIB My3uKkH B KiHo. IIpoTe HaaMip-
Ha y3araAbHeHiCTb Takoi AudepeHIriaii BUKAMKAE CIpa-
BEAAUBY KPUTHKY cepep HaykosIiB. b. Harapi (Benjamin
Nagari) [21], Ao mpukaaay, IpOTOHYE BiaiiiTu Bia Takoro
HAaAMIpHOIO CIPOI€HHs Ta 3BE€PHYTHCSI AO METOAOAOTI],
pospobaenoi M. Illionom [15].

Crenudika mipxoay M. Illiona Ao aHaAi3y 3BYKY y KiHO
0a3yeTbCsl Ha AeTAABHOMY aHAAI31 sIK Bi3yaAbHOI, TaK i ayai-
AABHOI CKAAAOBHX, SIKi, 3peIITOI0, YaCTO HEPO3PUBHO IIOEA-
HYI0TbCS. TaKy B3a€MOAIIO AOCAIAHHK Ha3HBa€E ayaioeisya/w—
HUM KOHMPAKmMom. AAst TOTO, abH YCBIAOMUTH Iie sIBHIIE,
M. [Ilion mpoIIoHye 3AiICHIOBATH aHAAI3 KOXXHOTO eAeMeH-
Ty KiHOCTPiuKH OKpeMo. TaK¥M YMHOM aBTOP YHAOUHIOE Te,
I}0 3BYK, [I030aBAEHHI 300paXKeHHs], SIK 1 300pakeHHSI, I10-
30aBAeHe 3BYKY, AISITHMYTb [IO-PI3HOMY, QHDK Y MOMEHT ix-
HbOT'O OAHOYACHOT'O BiATBOpEHH.

Poszymiroun HeBiAAIABHICTD 3BYKOBOTO Ta My3HUYHO-
ro psiAy Bia BisyaasHoro, M. IllioH poskpuBae 6ararorpas-
HICTh MOXKAMBOCTEH IIPOCTOPOBOI B3AEMOAII aypAiaAbHOTO
BUMIpy y KiHO, IPOIIOHYIOYH AE€TAAI30BaHMM MOAIA «BCe-
peAuHi» BUMipy diegetic, IIPH [IbOMY 3aAMIIAFOYH LiAICHUM
nondiegetic. Tak, y cxemi M. Illiona diegetic Ma€ ABI ITiAKaTe-
ropil: onscreen — SIKIO 3BYK T 300paKeHHs 3 IBASIOTbCS
OAHOYACHO — Ta Offscreen — KOAM 3BYK IIeBHUI 4aC BHUIIe-
PeAkae 306paxkeHHs 1 IPUXOBYE AXKEPEAO CBOTO [IOXOAKEH-
Hs (Takuit IpUOM TUTIOBHUIT AAs TOppopiB). [Ipo6aemy
«YCKAAAHEHHUX>» MPOCTOPOBUX BAACTHUBOCTEMH, MPO SKi
itmaocs uiie, M. Illion Bupinrye BBeaAeHHAM TepMiHIB 0n-
the-air past ayAlaAbHUX SBUIL, IO BIATBOPIOIOTbCA Y€pe3 TeX-
HiYHi IPUCTpOI Ta internal past 3BYKOBUX ITAACTiB BCEpeAUHi
CBIAOMOCTI repoiB.

Cxema M. Illiona mompu cBOIO AeTaAi30BHICTD
BCe K He OKPECAIO€ YCiX MOXXAMBHX 3aKOHOMipHOCTeN
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IIPOCTOPOBOCTI 3BYKY, IO HA IIPAKTHUIIi TPAIIASIOTHCA Y KiHO.
OAHHM i3 [OIIMPeHHX IPUIIOMIB POOOTH 3i 3ByKOM, AO IIPH-
KAQAY, € TIepexia 3ByKy Ta My3HKH i3 pocTopy nondiegetic
y diegetic YM HAaBMAKU. Y Cy4aCHHUX AOCAIAKEHHAX TPAIAs-
eTbCst TepMiH fantastical gap (6yKkBaAbHO — «aHTaCTHY-
HUIl PO3PUB> ), IO TIO3HAYAE TAKUil PpeHoMeH. 30KpeMma,
ne sBume nosicatoe P. Criaseaa (Robynn Stilwell):
«MesxoBa cpepa — fantastical gap — 1e mepeTBOprOBa-
HUI IIPOCTIp, HAIAPYBAHHSI, IEPeXiA MK CTabiABHUMM CTa-
Hamu. Xoua Taka reorpadist Moxxe 6yTH abCTpaKTHOIO Ta Ha-
BiTb CTEPHUABHOIO 3 TOUKH 30Py OTOHIB, aAe 3 TOUKHU 30py
PYXy Kpisb Ljeit po3puB Mix diegetic Ta nondiegetic st Tpaex-
TOpis HabyBae HapaTHBy Ta HepexuBaHus. Lle He Bumaaxo-
Bi MOMEHTH: 1€ BAKAUBI MOMEHTH OAKPOBEHD, CHMBOAI3MY,
eMOLIFIHOTO 3aAy4eHHs y ¢iabMi Ta mosa HuM. Qisbmu Ha-
BYMAM HAC OyayBaTH Haury ¢peHOMEHOAOTTUHY reorpagiro,
i KOAM MU Hel0 He KePYEMO, TO He AUIIIe TOYyBaEMOCS He-
3PY4HO, a I CTAEMO BIAKPHUTUMHU AO OYAB-SIKHX HAIIPSIMIB.
ITst MHOKHMHHICTD MOXAUBOCTE! poburs fantastical gap
BOAHOYAC BUAUMHM Ta GaHTACTHIHIM, apKe BiH 3MiHIOE
He TiABKH CTaH MOMEHTY (iAbMY, a i CTABACHHS AO HbO-
IO TAsIAQYa > [22, C. 200]. 1]t Te3a € HAA3BUYAMHO BaXKAU-
BOIO B KOHTEKCTi ITOAAABIIOTO aHaAi3y cTpivok A. BickonTi
ta @. 3eanepa, aprxe came fantastical gap cTae oAHNM i3 THX
IIPUIIOMIB, 3aBASKH SKUM PEXUCEPH ITIAKPECAIOIOTD KAIOYO-
Bi ApaMaTypriuHi MOMEHTH QiAbMiB.

Tonpu Te, 10 3araAbHOBXXMBAHUI BapiaHT fantastical
gap TOSICHIOE Iepexip Aume MiX mpocropamu diegetic
Ta nondiegetic, Bce >k MOXKHA IIPUITYCTUTH, IIIO «PO3PUBU>
MiX IHITMMH POCTOPOBUMU KaTErOPissMU CIIPUYUHATH-
MYTb CXOXKHI epeKT. 30KpeMa, AAS PeKHCcepiB, piabMuU SKUX
B3STO AO AHAAI3y, TPUTAaMaHHE 3arAMOACHHS Y ICHXOAOTIY-
Hi BUMipH CBOiX repois. XapakTepHOIO 0O3HAKOIO SK ITi3-
Hix ¢piabmis A. Bickonri («Cmeptn y Benenii» («Morte
a Venezia» ), «Atopsir»> («Ludwig» ), «Poaunnuit nop-
Tpert B inTepepi» («Gruppo di famiglia in un intero>)),
TaK i Ae60THOL crpiuku O. 3easepa € popMyBaHHS repOsIMH
BAQCHUX Cy6 €EKTUBHUX MITHYHUX YaCIIOPOCTOPIB, sIKi Iepe-
OyBaOTh B eK3UCTEHIINHIN 60POTHOI 3 06 €KTUBHOIO Aiil-
cHicTio. PeaAbHiCTh cOriyMy, 3 IKMM OOPIOTHCS repol, Kepy-
€THCS HE MITHYHOIO HE3MIHHICTIO B IIMKAIYHOCTI (npo TaKe
ysBAEHHS MiTy nuine, 3okpema, M. Eaiape [10]), a parans-
HOIO KOHEYHICTIO Ta pyHHAIi€l0, IKa PUTAaMaHHA IIOCTil-
HO 3MIHHOMY iCTOpUYHOMY 4Yacy. AO IMPHUKAAAY, MeAieBiCT
XK. Ae Todp (Jacques Le Goff) [S] rasye Ha Te, mo Bxe
B ertoxy CepeAHBOBIUUs YSIBAEHHS IIPO icTOpifo 6asyBaso-
Cs1 Ha TMIOPIBHAHHI 3 IIiCTbMA €TallaMM AFOACBKOTO >KHUTTSL.
BBa)kaAoCst, IO AIOACTBO IlepebyBae Ha OCTAHHbOMY 3 HUX.
Taxi armokaainTuyni MIPUITYIIEHHS TOTOYaCHUX MUCAUTEAIB
YTBEPAXKYIOTb AYMKY IIPO Te, III0 iCTOpUYHMI YaC — He3BO-
PpOTHUI Ta KOHEYHMI, 2 OT>Ke paTaAbHUIM.

3BakalouM Ha 3a3HadeHy crienudiky poboTu pexu-
cepiB i3 KiHeMaTorpa$iyHUM YaCOPOCTOPOM, BUAAETD-
Cs1 AOLIABHUM 3BEPTATH yBary He TiAbKHU Ha fantastical gap
Yy MOTO 3BHYHOMY PO3yMiHHI, a 11 Ha Ti ayplaAbHI €ITi30AH,
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SIKi ITO3HAYATHMYTh MEXY MDX Cy0 €KTHUBHUM MITHYHHM
XPOHOTOIIOM TNePCOHaXa Ta iCTOPUYHO CIPAMOBAHOIO
PEeaAbHICTIO.

IIutanHIO YacOMpOCTOPOBUX 3aKOHOMipHOCTeM
y ¢piapmax A. BickonTi mpupiasis yBary, sokpema, K. Aeabos
y cBoiit mpani «Kino» [16; 17]. Y Hiit gpirocod posmipko-
By€ HaA MOTHBOM «PO3IaAy>, « pyHHaIliI» CTaAuX ipea-
AiB, SIKUH AoMiHYE Y iabmorpadii A. BickonTi. ABTOp mM0-
SICHIOE, WO Lii€l pyHHALil MOXAMBO OYAO YHHUKHYTH, SIKOU
mocsk 6yao BAisiHO BuacHO. Tox XK. Aeapos oxpecatoe mpu-
poay ¢iabMiB BickOHTI CUMBOAOM «KPHCTaAY, KMl PyH-
HYETHCSI>» Ta XapaKTE€PU3YE BIATYTTA 9aCy repOsIMU CAO-
BOCIIOAYYEHHSM <«HAATO Ti3HO>. Lleit MOTHB BTpaTu Jacy
3'SIBASIETBCSI B MOHOAO31 AlTeH6axa ITpo ITiCOYHHI FOAMHHUK
B OAHOMY 3 Fioro crioraaiB: «HarmmmM ogam 3pa€Tnes, 1o mi-
COK BUCHIIAETHCS TIABKH B KiHIIi, i IIOKH IIbOTO HE TPAIUTh-
s, Ipo 1je i He BapTO AyMaTH. AO OCTaHHbOTO MOMEHTY;,
KOAU 6iAbllle He 3aAMIIHAOCS YacCy, 06 TOAYMATH IIPO Lie>.

Poszsusatouu cBoro iaero, XK. Aeapos mos’sizye karero-
Pil0 «HAATO IMi3HO> i3 IEBHUMHU OAKPOBEHHSMH, sKi po3-
KpHUBAa€ TAIAAUAM pexxHcep: <K BiAdTyTe OAKpOBEHHS, —
“HaATO MI3HO” CTOCYETHCS EAHOCTI IIPUPOAH Ta AFOAUHH,
1[0 YTBOPIOE CBIiT 260 cepepoBHILe. A SIK OAKPOBEHHSI Iy T-
TEBE, BOHO [IEPETBOPIOE 10 EAHICTD B ocobucTicHe. Came
TaKe XBUAIOI0OYE OAKPOBEHHS My3uKaHTa y $iabmi “CMmepTs
y Bererii”, KOAM XAOITYHK AOIIOMAra€e HOMY 3pO3YMITH Te,
4OTo He BUCTAYa€ HOro TBOPYOCTi: 4yTTEBY Kpacy» [17,
c.96].

Taxe ycBiAOMAGHHS repOsI MOKAUBE 3aBASKH aIleAs-
LisIM HOTO CBIAOMOCTi AO MMHYAOTIO, OLIiHIIi IIPOHMAEHOIO
masxy. HIASxX y 11boMy BUITAAKY — cy6’eKTI/IBHm71 MITHIHUI
XpoHOTOII repois BickoHTi. Ixns mpobAeMa [TOASITAE y HaMa-
raHHi IOBEPHYTHCSA y Yaci MIASIXOM BiAHOBAEHHS IIPOCTOPY,
SKHI iCHyBaB KOAUCH. Le € HeMOXAMBUM AAS iCTOPHYHO-
IO XpOHOTOILY, aA’Ke HACIIPABAL «BIATBOPEHHS>» IIPOCTOPY
3 MUHYAOTO He IIOBEPTAE B CYYACHICTb PaHille TOX IPOCTip,
o iCHyBaB paHillle, a CTBOPIOE IjiAkoBUTO HOBuUI. Came
TOMY i HAMaraHH: «IIOBepHEHHS> Yy Yaci 3a3Ha€ HeBAQAY.
Tox repoi ¢piabmi A. BickoHTi 3pemToio ycBiAOMAIOIOTDH
MAapHiCTb pyXy Ha3ap Ta BOAHOYAC HEMOXXAMBICTD IIPOCYBaH-
Hs BIIEpeA. Im 3aammmaerpest TiABKH HepeOyBaHHS B YSIBHOMY,
CTBOPEHOMY HUMY Cy0 €KTUBHOMY 4aCOIPOCTOPI.

ITizmim cTpiukam A. BickoHTi mpuTaMaHHe NOEAHAHHS
KaTeropil CBAIEHHOIO 4YaCOIPOCTOPY i3 KaTeropisiMu cIio-
rapy Ta HocTaabril. CsimenHuM LleHTpOM AAs repoiB Mose
craBatu 6yauHOK pnTuHCTBa (<Vaghe stelle dell’Orsa» ),
BAACHA AOMIBKa Ieposl, 1110 30epiraeThcsl B aBTEHTHYHIN ITep-
sunHocTi («Gruppo di famiglia in un intero») a6o  Bip-
TBOPEHHS TaKOI AOMIBKH, CBO€pisHe TepeHeceHHs LlenTpy
AO HOBOTO IIPOCTOPY («Morte a Venezia> ). Taka no0y-
AOBa reposiMu BAacHoro Mirnunoro Kocmocy 6Gesmepe-
YHO IIOB’5I3y€ IXHIO CBIAOMICTD i3 MHHYANM, a IIPeAMETH,
10 IX OTOYYIOTh, yTBOPIOIOTh PEKOHCTPYKIIIO MOAiH, CTa-
IOYM TPUTE€PAMHU CIIOTAAIB, MoAIOHO A0 IPYCTIBCHKOTIO ITe-
ynBa «MapaeH>». Baxxanso, mo roaoBHui repoit Mapcean
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CBiAOMO HaMara€ThCs BiATBOPHUTH CBIiT AUTHHCTBA: « I Bia-
CTaBASIIO PiADKAHKY # iAy A0 roaoBu 1o posym. Came fomy
mrykary icruny. Aae ae? Boaicue BaraHHs 361Bae HOTO 1010-
pasy, SIK po3yM BipdyBag, 110 3A0AAB CaMOro cebe; apxe
Iie BiH, IyKaY, 1 € TUM TeMHUM OOMINPOM, Y SKOMY MA€ pH-
THUCS, 1 A€ BCe FOT0 3HApPSAAS HE AACTh IOMY HiYOTiCiHBKO.
ITyxaru? He aumre: i1 tBoputn! Posym croiTs Biu-Ha-Bid me-
peA IMMOCh TaKUM, YOTro IIje HeMA€ 1 IO TiAbKH BiH MOXe
36aruyTH, a moTim ocssTE> |9, c. 54].

He Tiabku BipHaMAeHHS CBiTY, a ¥ HIOro CTBOpPEH-
HS — OCb BaXXKAMBA O3HAKa CIIOTraAy. AHAAi3yI049M 4aco-
MIPOCTOPOBi B3aEMOAIl B aBTOPCHKOMY KiHO Ce€peAUuHH
XX croaitts, 1. 3ybaBina 3BepTaeThCS AO KATETOpift «pyx-
0bpas>» Ta «9ac-06pas>, sanpornoHoBarux JK. Aeabozom.
AoMiHYBaHHS «4acy-06pasy> Hap «pPyXOM-00pasoM>,
3a JK. AeAbo3om, IpuIIapgae Ha nepii CTpiuku pexxucepi-
HEOPEAAICTIB, B AKMX aKLIEHTH 3MillyIOThCS i3 30BHIIIHIX
MIOCAIAOBHOCTEH IOAIN Ha BHYTPIllIHIM CTaH AIOAUHH, KA
CaMOYCBIAOMAIOETbCA Yepe3 crioraau. «IIpursaraenns> cpi-
AOMICTIO CITOTaAy Yepe3 IPOCTOPOBi TPUTePHU 3aBXAU YTBO-
proBaTHMe HOBUMI YaCOIIPOCTOPOBHUH BHMIp, aA’Ke MUHYAE
He BIATBOPIOETBCS Y IIaM sATi OYKBAABHO, @ IIPOHUKAE Y Te-
IepilHe, crae oro yacruHoro. 1. 3y6asina 3asHavae: «ac
icHye y popMax MpOCTOPY SAK NepeAiHTeHI[INHNuN pepMeHT
mam sti. [1pu pexorcTpyxuil pparmenTiB npuszabyTux cro-
MuHIB (THX, 0 “BuraAn” 3 aKTYaAbHOT TaM sITi) BUHUKAIOTh
Aedopmartii. BiATBopeHHS ITOAi#T MUHYAOTO 332 AOIIOMOTOXO
[1aM’sITi 03HAYAE KOAI3i10 MK CIIPaB)XHIM Ta yAQBaHHM, 1Af0-
30PHHM Ta PEaAbHUM > [2,c.225].

ITepconaskam misHix crpivox A. BickoHTi mpuTaman-
HA caMe TaKa AeKOHCTPyKis peaabHOCT. Paembexu ix-
HbOI CBIAOMOCTI CTAalOTh A€CTPYKTHUBHMMHU I[OAO IXHHOTO
00’eKTHBHOT'O YaCOIIPOCTOPY, PYHHYIOTh HOIO «i3cepea-
MHK>. BUXOASYM 3 AyMKH IIPO HAAEKHICTD IrepOoiB CTPidoK
A. BickoHTi A0 BUMipy MiTy, MOXHA IIPUITYCTUTH, IO TaKa
py¥Hanisa BiA6YBa€TbC$I yepes Oa’KaHHS AIOAMHHI IIPOTHAIS-
THU 3aKOHAM MiTUYHOI peaAbHOCTI. ITukaiuHicTh MiTHYHOTO
4aCy 3yMOBA€HA PEryASPHICTIO PUTYAAIB, SIKi BIATBOPIOIOTD
KOCMOroHiuHui1 yac. Ba 6iabie, MiT mepepbadae ocoOAMBHIT
CBSIMEeHHUI POoCTip — LleHTp — AAS 3AifICHeHHA ITUX pH-
TyaAiB: Ije MOxke OyTH XpaM abo AiM, cTBopeHuit i3 Xaocy
Kocmoc. Yrim, migMiHa pUTyaAbHOI Ail cITorapoM cyTTEBO
3MIHIOE AIMCHICTD: 3aMiCTh «II€PE3aBaHTAXKEHH > I[UKAY,
nepebyBaHHS y MITHYHOMY YaCOIPOCTOPI AIOAUHA 3Bep-
TAETHCSA AO KOHKPETHOTO MOMEHTY 3 MUHYAOTO, BUSHAKOYH
AIHIAHICTD Ta 663HOB0pOTHiCTb 9acy. KpiM TOTO, CITOTAaA
3MYIIy€E YCBIAOMUTHU HE3BOPOTHICTDh Ta KOHEUHICTD Yacy,
aaxe 000B’s13k0BO AepopMye peasbHicTp. Criorap He B 3MO-
31 MIOBEPHYTH 3rapaHUM MOMEHT, Ha BIAMIHY Bia pHUTYyaAy,
SKMM Yy HaMMEHIIUX AETAASX Ta 6e3 3MmiH BIATBOPIOE Al
IepIIonpeakis. «BippeyeHH:> repoiB Bip pUTyaAy Ha KO-
PHCTD CIIOTaAy aKIJeHTY€ BeKTOP He3BOPOTHOCTI y poboTax
A. BickoHri.

ITpobaema BiCKOHTIBCHKIX [TePCOHAXKIB [I3HBOTO IIepi-
OAY BUITAMBAE i3 6a’kaHHS CTBOPMTH BAACHUH «iACAABHUI >
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4acOIPOCTip, IIPU TOMY; IO Iepoil epeOyBae y HeCIPHST-
AUBHX AASL I1bOTO O6cTaBuHAX. BubypoBaHMil mporaroxic-
tamu A. BickonTi KocMoc 3aBXAM arleAl0€ A0 BTpadeHoro
MUHYAOTO: IACAUBE CiMelHe XUTTS B AleH6axa («Morte
a Venezia» ) , AUIIApCBKi poMaHH y AtoaBira (<<Ludwig>> ) B
iauaiuni cimeitni moprperu y Ilpogecopa («Gruppo
di famiglia in un intero» ). [Tpore yci repoi 6e3cuai mepea
BUKAMKAaMH PEaAbHOTO CBITY (AMI IXHBOI CBIAOMOCTI —
Xaocy) , 1[0 BDUBAETDHCS AO IXHbOT'O JKUTTS, PyUHYIOUH iAU-
Airo. TaKMM YMHOM, 3HULEHHSI MITHYHOTO CBITY, 0COOUCTHI
AIIOKAAIICHC ITepCOHAXIB BIAOYBa€ThCSI OAHOYACHO SIK 330B-
Hi (Bpr‘IaHHﬂM 06’exTHBHO] peaAbHOCTi) , TaK 1 3cepeArHH
(AepopMoBaHEMH cTIOTaAAMY).

BaacHe, fantastical gap My3ndHOrO MarepiaAy Mix
00’eKTHBHUM 9aCOM Ta 9aCOM CIIOTaAIB CTBOPIOE 0COOAMBE
aKIleHTYBaHHSA B HapaTuBaX ¢iabmiB A. BickonTi, mosHava-
F0YM MOMEHTH OAHOYACHOI PyHMHAIlii MiTUYHOTO CBIiTy repos
30BHINIHIMHU Ta BHYTpilHiMu pakTopamu. 30KpeMa, TaKUH
edexrT mpamoe y crpiukax «Morte a Venezia» Ta «Gruppo
di famiglia in un intero>.

Y «Morte a Venezia>» Takuit emi3op crocrepiraeMo
mip yac 3Byvanns Barareai a-moll (WoO 59) A. BerxoseHa,
6iAbII BiaOMOI 32 Ha3Bow «Ao Eaizm». 3By‘IaHHSI miel
mrecu Y CTPiuLli yMOBHO MOXXHa PO3AIAMTH Ha ABA €IIi30-
an: rpa Tapzio [01:13:28-01:14:55] Ta BUKOHAHHS OBi€r0
Ecmepaabporo [01:15:26-01:18:00].

Ha BasxauBicTb 1b0TO emizoay ¢piabMy BKasye KiAbka
06CTaBUH:

— eITi30p BiA6YBa€TbCSI Y MOMEHT €K3HCTEeHI[iITHOTO BU-
6opy Auren6axa — BiH OCTATOYHO PO3yMi€ HEMOXAMBICTD
CBOT'O IIOBEPHEHHS i3 OXOMAEHOTO eMiAEMI€I0 MiCTa;

— repoti cTpiuku mpubysae Ao Bererii Ha Kopabai, Ha-
3BaHOMY «EcMepaabaa>, TOX AUIIE B IIbOMY €ITi30A1 rAsAQY
AIBHAETDHCS, SKE IICUXOAOTIYHE IMOTPSACIHHA CTAAO IIPUYH-
HOIO CaMOTHbOI BEeHEL[iIChKOI IIOAOPOXKi Amenb6axa;

— IepeAy€e emi3oAy ¢parMeHT YeTBepTOi YacTH-
Hu Tperboi cumponii Maaepa i3 Bep6aAbHI/IM TEeKCTOM
3 @. Hinme «O Mensch! Gib Acht!» («O, aropuso!
Cayxait!» ); KOHTPacT MacIITabHOT cUMPOHIYHOT PpaKTy-
pu I. Maaepa i3 TixuMm HarpaBaHHAM MeAOAil «Ao Eaisu>
KOHIIEHTPYE yBary rasgpaya, yTBOpIOIOUU TUXY KYAbMiHa-
ito ¢irbMy;

— 3PEeINTOI0, HAABHICTb CaMe y IIbOMY e€Ili30Al
fantastical gap MapKye 4aconopocTopoBi Audysii y cpipo-
MocTi Amen6axa, 06’ €KTUBHA PEaABHICTD 3 IbOIO MOMEHTY
I AMIHIOETBCS CY0 €KTUBHUMU YSIBACHHSIMU T€POSL

Armen6ax gye 6araTeAb y A00i FOTEAI0, KOAM HOMY IIO-
BiAOMASIIOTb, I[O HEMA€ MPUYMH XBUAIOBATUCS Yepe3 elipe-
mizo. Tap3io Harpae MeAOAi0 OAHIEIO PYKOIO 6e3 CYIIPOBOAY,
MIOYMHAIOYH 3 TaKTy 8 (BiAXI/LAEHHSI B AO-Ma)KOP) 1 AO KiHIIS
posaiay A (rr. 1-22). TIpu 1bOMy XAOITYUK BUITYCKa€E TT. 12—
13 Ta yHHKA€E MOCTIHOTO IIOBTOPEHHS BBIAHOTO TOHY AO AO-
MinanTH. Tap3io 3aBepurye po3aia A Ta micAs may3u IIOYMHAE
itoro criouarky BApyTe. LIboro pasy BiH moBTopio€ penpusy
TT. 1-8 Ta 3aBepiye TeMy B T. 9 — BIAXHAEHHI B AO-Ma>kop.
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ITicas 3aBepeHHS po3MOBH AleH6axa 3i MIBEHAIAPOM MO-
THB IIOBEPTAETHCS 3HOBY i3 T. 8. Po3aiA A IPOBOAUTHCS XAOTI-
I1eM AO KiHIIsl 3 ITOBepHEeHHM AO T. 1. Taazio 3HOBY BUKOHYE
nepeAbadeHy HOTHUM TEKCTOM PeIIpu3y, B sIKill pO3B SI3aHHS
B TOHIKY B T. 2 3ByYHTb y)Ke B CITOrapax ArmeHoaxa.

ArmeHOAaX IPUXOAUTD AO OOPAEAIO, A€ TOCIIOAUHS CIIO-
Bimae nosito Ecmepaabay mpo npubyrrs kaienra. Aipauna
BHKOHYE IT€CY BXKe i3 cynmpoBopoM. [i rpa mounHaeTnes is T. 2
i TpuBae GesnepepBHO Ta 6e3 perpu3 A0 3aBepIIeHHS erli-
30ay B (11. 22-35). BukonanHs 06puBaeThcst Ha AOMiHAH-
TOBOMY TOHI, TaK i He pO3B’sI3aBIIKCh y TOHIKY. I Ticast Hapa-
Hoi mocayru EcMepasbpa 3HOBY 6epeThcst A0 IPH, aAe My-
3MKa OOPHBAETHCS Y T. 3 — 3HOBY Ha AOMIHAHTOBOMY TOHI.
BisyaAbHUII PsiA, HATOMICTB, IIOBEPTAETHCS AO 00 €KTHBHOI
PpeaAbHOCTI reposi.

BH6ip PpeXucepoM came L€l mecu CIIOHYKA€ AOCAIAHH-
Ka 3aMUCAUTUCH He AUIIIe HaA Il CEeMAaHTUYHUM 3HAUEHHSIM
y KOHKPETHOMY eIli30Ai $piabMy, a F Hap TUM, Y1 BpaXOBYBaB
PpeXucep MOXXAUBI CeMaHTHYHI HAaIlapyBaHHS, SKi AOAAE 06-
pasuit MysudHui parMenT. BaacHe, iHTepIipeTyBaHHA €A-
Hocri diegetic Ta internal i3 CEOXKe THIMU IIEpUIIETIIMU MOXe
OyTH apryMeHTOBAHNM SIK Yepe3 CIeldiKy My3HIHOTO TeK-
CTY, TaK i Yepe3 HAOYTUIT TBOPOM [I03AMY3UYHHUIT, 3aTAABHO-
KYABTYPHMIT KOHTEKCT.

Buxops4n i3 iMaHEHTHO My3UYHOI AOTiKH, OAPa3Yy IOMi-
yaeMo aMbiBaA€HTHICTb BUKOHaHHSA Tap3io Ta Ecmepaabpn.
Ixnst rpa 6araTeai xapakTepusyeThCs OAHOUACHO i EAHICTIO,
i KOHTpacTHiCTIO. EAHICTD MOASITA€E Y BUKOHAHHI OAHOTO
1 TOTO 5K My3HYHOT'O TBOPY, KpiM TOro, HarpaBaHHs Taasio
0Apasy mpoaoBXyeThcs rporo Ecmepaaban. KonTpacThicTs
IJUX BUKOHAHb IIOASITA€E HE AMIIE B OAHOTOAOCHOMY IIpOBe-
A€HHI XAOIIIS Ta aKOMIIAHOBAHOMY AIBYMHUY, A 1 B €I1i30AAX,
SIKi BOHU TpaioTh. Tap3i0 He BUXOAUTD 32 PAMKH eIi30Ay
A, mocriitHo nepeGyBae y cdepi TOHIKO-AOMIiHAHTHUX CITiB-
BIAHOIIEHD Ta «<3AIJUKAIO€> TeMy IOBEPHEHHSIM AO Pelpus.
XapaxTepHo, o IpoBeAeHHs TaA3i0 3aBepIIyIOThCs TOHI-
xo10. EcMepaabpa 5k He 3yTTMHAETHCA Ha peNpH3ax, CMiAMBO
IPOAOBXYE IpaTh po3pia B Ta mopasy obpusae cBoro rpy
Ha AOMIHaHTI.

Takum unnHOM, yepes mwecy A. Berxosena pexxucep
MOKa3y€ MaPaAOKCAABHO MPOTHAEXKHI BUMIPH iICHYBaHHS
AIOAVIHIL: 3 OAHOTO GOKY, TASIAQY OaYUTh, SIK Y CBIAOMOCTI
Amren6axa BiaOyBa€TbCS YCBIAOMAEHHS XAOMLS SIK CEKCY-
AABHOrO 06’ekTa Yepe3 OyKBaAbHe OPIBHSIHHI i3 IOBi€l0,
3 IHIIOTO — peXHUCep AEMOHCTPY€ IPUHIUIIOBY Pi3HHIIO
MIiX ITIME reposiMi. Tap3i0 — FOHHIT Ta HeAOCBIAYEHHI XAO-
Ienp i AUII IPUOAM3HO ysiBAsie cob6i mouyTTs. EcMepaabaa
HaBIIAKU AEMOHCTPY€E CMIAMBICTD Ta BIIEBHEHICTb, BIAPHO
PYXa€eTbcs BIiepea, He 03UPal0drCh HA MUHYAE.

Croci6 BuxoHanHs reposiMu TBOpy A. BeTxoBeHa p0-
3BOASIE CIIPUIMATH IXHI 06pasy B KOHTEKCTI MITHYHUX Ya-
COMPOCTOPOBUX OPiEHTUPIB, HASIBHUX y CTPIULi. Tapsio —
YaCTHHA LIUKAIYHOIO MiTY, SKOMY IPUTaMaHHE iCHyBaHHS
Y BIYHOMY [TOBEPHEHHI, 1[0 AOBOAMTD ITOCTiHE MOBTOPEH-
Hs HUM TeMH pedpeny. Ecmepaabaa HaTOMICTD HaAKUTD
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AIHIMHOMY Ta KOHEYHOMY 4acy, ap’Ke 1l BUKOHAHHA Xapak-
TEPHU3YETHCS BIAMOBOIO Bip IJMKAIYHOCTI Ta 6e3ynHHHHM
pyxom Briepea. CriBCTaBA€HHS LIHX ABOX 06pa3iB aKIleHTYe
IIPOHUKHEHHA iCTOPUYHOTO Yacy AO IIMKAIYHOrO MITY, 3a-
SBAGHOTO Y CTPYKTYPi CTPIYKH Bip IIOYATKY.

Y «Gruppo di famiglia in un intero> TaKo)x BUHHKAE
BUMIp crioraais Ta Mapens IIpodecopa, mompasaa, 0cob-
AVBYIM YHHOM: 3 OAHOT'O OGOKY, BiH 3 IBASIETBCS T1iA BIIAY-
BOM IIOSIBHL Y JKUTTi Tepost «CiMi>», aAe 3 iHIIOTO — Kaapu
3i CITorapaMu IIPOHUKAIOTh Y TKAaHUHY QiAbMY HECIIOAIBaHO,
1032 30BHIIIHIMU TPUTepaMH, sIK Lje OyAO B iHIINX cTpid-
Kax pexxucepa. Cxoxwuit mposs criorapis onucye K. Aeapros
y mparii «Mapceas Ipycr i sHaku>: «MuMoBiAbHA TaM STh
iAe BiA aKTYaAbHOIO TENEPilHbOTO AO TEIEPIIHbOTO,
sike — “6yA0”, TO6TO AO YOTOCh, IO 6YAO i Yoro Oiabire
HeMae, He Oiaplie TOro. BiAmIOBiAHO, MUHYAe MUMOBiAD-
HOI ITaM’sITi BIAHOCHe ABidi: BIAHOCHO AO TeNepillHbOro,
sike OYAO, aA€ TaKOXX BIAHOCHO TEIIepillTHbOTO, AASI SIKOTO
BOHO TeIlep CTA€ MUHYAUM. [HITMMU CAOBaMH, TaKa I1aM sITh
He BAOBAIOE MUHYA€ 6e3[I0CepeAHbO: BOHA FIOT0 3HOBY I10-
€AHYE i3 TenepimuiM> [ 1, c. 84].

Toxx BIAMIHHICTP MMMOBIABHHUX CITIOTAAIB Bip THX, sIKi
repoi HaBMUCHO GpOpPMyE IIiA BIAMBOM 30BHIIIHIX TpHre-
PiB, [IOASITAE Y TOMY, 1110 BOHU OYKBAABHO «IIPOHHUKAIOTH>
AO HMOTrO HUHINIHBOI PEAABHOCTI, CTaX04M il YaCTHHOIO.
Bisyaabuuit nposs TBepaxenHs JK. AeAbo3a 3HAXOAUMO
y «Gruppo di famiglia in un intero>. ITpogecopy y crora-
AAX SIBASIIOTBCS €III30AH i3 MaTip'io Ta ApysxuHo0. O6HABI
repoiHi 3B€PTAITHCA AO HbOT'O «KOAUIIHBOIO>, AA€ B Ala-
AOT i3 HUMH BCTyTae cyyacHu# [Ipodecop, Tox ABa mpocro-
PH Y Pi3HUX XpOHOAOTIYHHX paMKaX IIOEAHYIOTbCS BOEAUHO,
YTBOPIOIOYU HOBMI, HEICHYIOUUH AOCI XPOHOTOIL

Mysugnnit CynpoBip maAKpecAeHO MapKye MaHAPIB-
Ky cBipomocri IIpopecopa. B opurinaapHOMY cayHA-
Tpexy, crBopenomy ®Opanko Manino (Franco Manino),
3’siBAsIIOTBCST ABI HOBi Temm: «Dolcezza pensosa»
(«Coaopxa aymka») [01:01:37-01:02:31; 01:24:39-
01:25:17] ta «Abbandoni» («IloxunyTi, camo-
THi>») [01:08:12-01:09:40; 01:46:17-01:48:43]. ITepuia
TeMa CYIPOBOAJKYE IOSBY MaTepi, a Apyra, BIAIIOBiAHO, —
Apy>xuHu repost. Ilpore sixmo Marip 3'sIBASETBCS Y Kaapi
ABIUl, SIK i A€ITMOTHB 1i IIOSIBY, TO TeMa APY>KMHH BApyTe
IIPOBOAUTHCS 32 BIACYTHOCTI IepOIHi B €Ii30Ai.

Tema «Abbandoni» e inTepnperanieio ®panko
Mannino ppyroi wacrunu Andante i3 «Sinfonia
concertante» Es-dur (K. 364) B.A. Mouapta. Y diab-
Mi KOMIIO3UTOP 3aAMIIA€E AUIIE 30BHIIIHI O3HAKK MOLjap-
TiBCBKOTO TBOPY, 30€epiraroun TiABKY IePLINIT ITepiop 3a-
3HAYeHOI BHUIIE YaCTHHH. OpKeCTp 30iABIIEHO KiABKiCHO,
TOXX MOTO 3By4YaHHs CTA€ OIABII HACHYEHUM; rAPMOHI3a-
1ig 3MiHEHa — 3aMiCTh O4iKYBaHOI TOHIKM YU AOMiHaH-
TH 3BY4aTh 3MEHIIEHI CeITAKOPAU YM BiAXMAEHHS; COAO
BHKOHYIOTb KAapHeT Ta roboit. Kpim Toro, Tema 3By4uTs
Y 3HAYHO IOBIABHIIIOMY Te€MIIi, a Y HU3bKUX CTPYHHHUX
PiBHY IyAbCallil0 BOCbMMMU 3aMiHE€HO Ha IIyHKTUPHUM
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PHUTM — Iii 3acO6¥ BUPA3HOCTI YIIOAIOHIOIOTD My3HIHUI
MaTepiaA AO TPaypHOI XOAH.

ITosBa y cTpiuni Mmysuku quasi-MomapTa mATBepAXKYye
OCHOBHUI pOPMOTBOPUHMIL IPHIOM pexrcepa — CTBOpeH-
Hi Cy0 exTrBHOI peaabHOCTI ITpodecopa, moBHicTIO cKAape-
Hoi 3i 3paskiB Mucrenrsa kiHist XVIII croairTs. Came HasiB-
HiCTb GaKTOAOTIIHHUX 3PYIIEHb Y Bi3yaAbHOMY Ta ayAiaAbHO-
My PSIAQX AOBOAUTD BTPATY IePO€EM 3B 5I3KY 3 00 €KTUBHOIO
PEaAbHICTIO Ta il IAMIHY ¥ CBIAOMOCTi BAQCHUM MiTOM.

B 060x 3a3HaveHHX CTPIYKAX My3UKA BUKOHYE QyHK-
nito Tpurepa criorapy. B. Xexxuep (Berthold Hoeckner) 3a-
3Havae: « OCKIAbKY My3HKa IIPUKPIIAIOETHCS A0 06pasy, 06-
Pa3 CTa€ NPUKPINAEHUM AO MY3HKH, IIIO0 CTA€ MHEMOHIYHUM
iHCTpyMeHTOM.< ... > My3HKa He IPOCTO IIOB sI3aHa i3 Iepe-
HeCeHHsIM CrreljuivHIX 06pasiB, aAe Y BOAHOUAC CTHMYAIOE
yAaBy. IHaKIe KaXKyuH, My3HKa MOXKe BUKAMKATHU CITOTaAH,
aae Il MOXXe CTBOPIOBATH iX 3aHOBO> [ 18]. Takum 4uHOM,
MY3HKa CTa€ TPUTEPOM CIIOTAAIB Ta BIIAUBAE HA MITHIHUI
4aCOMpPOCTip repoiB, pyHHYI0YU MO0 330BHI Ta 3CEPEANHH.

Y diabmi «Barpko» @. 3easepa (2020) crocrepirae-
MO CXOXXY 3aKOHOMIPHICTb pOGOTH 3i 3ByKOBMM BHMIpPOM.
Crpiuka posmoBipae icTopiro 40A0Bika, XBOPOro Ha Ae-
MeHito. Floro Heayra cipudMHsE MEHTAAbHI 3pyIIEHHS,
IO MPOABASIOTHCA Y Pi3HOMaHITHUX MapeHHSX, BTpaTi
I1aM’sITi, CTBOPEHHI AABPTEPHATHBHUX CY0 €KTUBHHUX PeaAb-
HocTeill. Mainke Bci oAl ¢piabMy BiAOyBarOTHCSI B OAHO-
My IIPOCTOpPi — KBapTHpi 6aTbKa, sKa yIIOAiIGHEHa AO CBsI-
IEHHOTO IPOCTOPY MITHYHOrO cy6’exTa. Take 3HaueHHsI
AOMIBKH AASL repOsi IPOSBASIETHCS B HEOAHOPA30BUX I10-
BTOPEHHSX HUM Te3 MO Te, IO Lje caMme 020 (Kypcus
miit — O. O.) xBapTtupa. Tox NeBHUM YMHOM ILieit po-
CTip CaKpaAi3y€eThCS MEPCOHAKEM CaMe Yepe3 MPUCBOEHHS
1oro cobi. ITpo Take popMyBaHHS CAKPAABHOTO IIPOCTOPY
e, 3okpema, M. Eaiape: «IIfo6 sxuru y Csiri, Heobxia-
HO FOT0 CTBOPHUTH, aAe kopeH CBiT He MOXKe HApOAUTHUCS
y Xaoci, 0AHOpPiAHOCTI Ta BiAHOCHOCTi MUPCBKOTO IIPOCTO-
Ppy- BiaHatiaeHHS 41 IpO€EKIIis TOUKM BipAiky — LleHTpy —
piBHo3Hauni Creopennto Cairy> [ 10, c.260].

BajxamBe 3HaueHHS y CTpiuIli TaKOX Bipirpae yac.
Ax iy Bumapxy i3 pisabmamu A. Bickonri, y «Barpkosi> Bia-
OyBaeTbCs 3ITKHEHHS ICTOPUYHOTO AiHIMHOrO 9acy i3 -
KAIMHHUM 9aCOM Cy6 €KTHBHOTO MiTy repost. YTim, Ha mpo-
THBAry reposiM BickoHTi, sIKi cripuitMaAu 00 €KTHBHY pe-
AAbHICTD AK BOpOXHUH qaconpocTip, repoit EnToni ['omkinca
HAMAaraeThCs BUPBATHCS 3 BAACHUX MEHTAABHUX OAYKaHb
y 3BHYHY peaAbHicTh. Lle mosHavaeTbCs, 30Kpema, HOro
HaB'sI3AUBOIO HEOOXIAHICTIO MAaTH B IIOAl 30Py FOAUHHIK,
TaKMM YHHOM KOHTPOAIOIOYH Yac.

Tox, ropopsrun Ipo KaTeropil mpocTopy Ta dacy
y ¢iabmi ®. 3easepa, MOXKHA AITH BUCHOBKY, IIIO BOHH
QyHKUIOHYIOTH Y OAIGHUIT A0 cTpivok A. BickowTi crio-
ci6: 0buaBa pexxucepu BUOYAOBYIOTb HapaTUBH Kpi3b
IIpU3MY KOHQAIKTY Cy0'€KTHBHOTO MITHYHOIO XPOHOTO-
my 3 06’ekTHBHOIO peasbHicTo. Ta Bce x IMOMITHI i mmeB-
Hi pos6bixnocTi. O. 3eanep diTKO AuPepeHIiioe «HOPMY>
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Ta <<BiAXI/IAeHH51>>, TOX <<6AyKaHHH>> noro IIepcoHaxXa
y Cy6 €KTHBHII AIICHOCTI MApKY€ETHCS SIK IPOOAEMA, 3 SIKOKO
repoil HOCTIHO 6OPeThCsl, HAMATAIOUHCh «3aAKPIlIUTH >
CBOIO CBIAOMICTb B 00 €KTHBHIII peaabHOCTL. Y A. BickonTi 5K
Cy0’€KTHBHUIT BUMIP CTa€ MOXAHBICTIO BTedi IPOTaroHicra
BiA py#Hallii y BAACHMH «iA€aAbHUI> CBIT.

Myswuuna ckaapoBa «barpka» cdopmosana BH-
HATKOBO i3 IJUTAaT aKaAeMidHOI TPaAHIil. Y IIbOMY TaKOX
nomitsf criAbHiCTD po6oTH i3 cayHATpexoM y A. BickoHTi
ta @.3easepa. YMOBHO My3uKy y $piabMi MOXKHA IIOAi-
AMTH Ha ABi BEAMKi Ipynu: 3By4aHHs $parMeHTiB TBO-
py A. EitHayai «Seven Days Walking>> Ta IJUTATH BipO-
mux orepHux apiit («What power art thou» 3 «Kopoas
Aprypa>» I.Ilepceasa, «Casta Diva» 3 «Hopmu»
B. Beaaini, «Je crois entendre encore> i3 «IIlykauis mep-
AiB>» JK. Bize)".

Mysuka A. EiiHayai 3aAydyeHa AuIie y mpocTopi
nondiegetic. CTHUAD KOMIIO3UTOPA XapPaKTePU3YEThCS Mi-
HIMaAICTHYHIMM KOMIIO3HTOPCHKMMU 3aCO0aMH: KaMep-
HHUI CKAAA IHCTPYMEHTIB, HeBEAUKHH 3BYKOBUCOTHHUH Ai-
ama3oH, MoMipHa AMHaMiKa, KOPOTKi ¢pasy, 1o IOBTO-
PIOIOTBCSI Ta HAOyBalOTh 3HAYEHHs IaTepHy. BaacHe,
ITOBTOPIOBAHICTh MaTepHy POPMYE y CAyXada BpaskeHHs He-
CKiHYE€HHOCTi KOMITO3UIIil, IO BAYYHO IMOEAHYETDCS 3 ipe-
€10 HeCKiHYeHHO ITMKAIYHOTO BiATBOpeHH: MiTy. He Bumaa-
koBO My3uka . EffHayal 3’IBASIETBCSL Y MOMEHTHU KAIOYO-
BHIX 3pyIIeHb ¥ Cy0 eKTHBHOMY CBiTi 6aTbKa Ta MO3HAYAE
BTpaTy HUM OPi€HTHpIB AiHeapHOTO yacy. Ao MpHUKAaAY,
pparmenTu 3 «Seven Days Walking> 3Bydars y MoMeHTH
3MiHU BisyaabHOTO 06pasy AoHbkH [00:20:02-00:22:36;
00:25:29-00:26:05] a60 >k 3BUYHOTO BHIASIAY KBapTH-
pu [01:01:37-01:02:35]. TakuM YMHOM, CAYHATPEK i3 My-
3uxoro A. EftHayal cympoBoaXKye 3arAnbAeHHs repost y BAAC-
HUI Cy0 €KTUBHUI MIT Ta BOAHOYAC MapKy€e BTPATy HUM
00’eKTHBHOI peaAbHOCTI.

3aKOHOMipHo, IO 3aAyYeHi AO CTPIYKHM apii BUKOPHC-
TaHi AASL TO3HAYEHHS Yacy 06’ekTUBHOI pificHOCTi. Ha npo-
tuBary mysuni A. EitHayai, BiAoMi onepHi ¢pparmMeHTH Xa-
PAaKTepU3YIOThCSA HACKPI3HUM PO3BUTKOM, SICKPAaBOKO Me-
AOAUYHOIO AiHI€I0, HACUYEHHNM OPKECTPOBHUM CYIIPOBOAOM.
Ixus BIAOMICTD AASI CAyXaya Ta MAKOPEHHS 3aKOHaM KAQ-
CHYHOI r'apMOHII CTBOPIOIOTH MOSKAUBICTD < IIEPEAGAINTI>
TOAIL, o BiA6YBaTI/IMYTbC5I y My3utii. Mo)xHa IpUITyCTUTH,
IO I1e i € MPUYUHOIO AF06OBI 6aTbKa AO Ifi€l MY3HKH: Y 6iAb-
mocri emizopis [00:01:00-00:02:48; 00:07:58-00:13:15;
00:47:06-00:49:18] apii 3’sBasrOTBCA ciepy nondiegetic,
3a AOIIOMOTOM0 fantastical gap (a oTxe M AKPECAIOETHCS
BAKAHBICTD IIbOTO €TTi30Ay) MEPEXOAITD Y on-air, i 3pe-
IITOIO TASIAQY GAUUTH Y KaApi reposi, sSIKKit a00 B HABYIIHU-
Kax, a00 yepe3 PHIMAaY CAyXa€ Liefl TBip. YTiM, HaMaraHHs
6arbka MOBEPHYTH AiHeapHe CIIPUMHATTS AIMCHOCTI Yepe3

1 . . . .
Yci nasBani TBOPH IIOAQAKOTHCA y TUTPAX CTPIYKH. HaBOAI/IMO 1X-

Hill My3UKOAOTIYHMIT aHAAI3 AASL PO3YMiHHA cneunc}uixn 3aAyYEHHS

My3HYHUX QParMeHTiB y GiabMmi.
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CAYXaHHS apiM 3aBXXAU YBIHUY€ETDHCS MIOPA3KOI0: TBIp He Cs-
ra€ CBOIO 3aBepIIEHHS, HATOMICTb OOPUBAETHCS 30BHILIHI-
MU YMHHMKAaMH — TEeXHiYHOIO HeCIPaBHICTIO IpOorpaBaya
YM IIOSABOXO B KBAPTHPI iHIIMX AOAEH.

Taxum 4nHOM, poHOTA 3 My3HUIHOIO CKAAAOBOIO ¥ $iAb-
Mi @. 3earepa Mae Kirbka 0COOAUBOCTER, IO €AHAE 11 3i cI10-
cobom 3aaydenns mysuku A. Bickonri. [To-nepie, o6u-
ABa PEXHCEPH CXUAbHI BUKOPUCTOBYBATH BXKe ICHYIOYi My-
3UYHI TBOPH, «HAAOYAOBYIOUH> KOHTEKCTH CBOIX CTPIIOK.
ITo-apyre, MysuuHa cKAQAOBa 3a3HAE YiTKOI AudepeHIria-
11ii B KOHT@KCTi KOHPAIKTHHX XPOHOTOTIIB QpiAbMiB: AO ITPU-
KAaAy, ¥ AA. BickoHTi Takuii mopia momivaemo y «CmepTi
y Benewii», oe mysuxa I. Maaepa y nondiegetic aneatoe
AO BUMIpPY «ipeaApHOro» Miry Amen6axa, a TBOpH Ipo-
cropy diegetic MAKPECAIOIOTb PYHHALIO PEaABHOTO CBITY.

Vrim, cioci6 CIIPUAHATTS AIICHOCTI IIPOTaroHiCTaMu
BIIAMBAE i HA MOAYC CIPUMHATTS TASIAQYEM HA TIePIIUH I10-
TASIA IAGHTHYHOTO MIASIXY pOOOTH i3 My3HYHOIO TKAHHHOIO
y ¢iabmi. Ockiabku aast A. BickoHTI came MiT € HaskaHIM
IMIPOCTOPOM repoiB, «ipeaAbHa>» My3HKa aKapeMidHOI Tpa-
AuLil To3HavaTuMe IXHIO HaAexHicTb A0 Hboro. Y @. 3eanepa
OIIepHi apii, He BTpaYalody CBOTO «iA€aAPHOTO> 3HAYEeHHS
AASL TPOTAroOHiCTa, BCE X MAPKYIOTh o6’€KTHBHy AIFICHICTB.
Bapro 3aznaunTy, mo Aag A. BickoHTi Takox € XxapakTep-
HUM IIPUNOM «IIPUHIDKEHHS > BUCOKUX MY3WYHUX JKaH-
PiB 3aAAS1 AGMOHCTpALi] pyHHaIii «iA€aAPHOr0> IpPOCTO-
py miry repois (Buxonanms Ertoay op. 10, N¢3 @. IlTonena
Ha ry6Hiil rapmomni y crpiuni «La terra tremas, cmis
6aca «Liebestod» i3 «Tpicrana ta Isoappr> P. Baruepa
Tomo). . 3eArep TaKOX IIperapye KAACHYHI TeMH, 30Kpe-
Ma, 4epe3 iXHe 3By4aHH: 0n-air Ta IPUMYCOBe IlepepHuBaH-
Hsl, AA€ TAKMM YUHOM II03HAYa€ HEMOXKAUBICTb KOHCTPYKIHI
CBIiTy B 00’€KTHBHIll peaAbHOCTI reposL.

BucroBku. B3aeMopis ayAiaABHOTO KOMITOHEHTA
i3 MITHYHIM XPOHOTOIIOM CTPIYKU MOXKe OyTH aHaAi30Ba-
Ha Kpi3b MPU3My YaCOBUX Ta IIPOCTOPOBUX XapaKTePUCTHK,
SIKi 3aBXXAU IPUCYTHI y 6araTopiBHEBIi CTPYKTypi KiHeMa-
TorpadpiyHOro noAoTHa. TeMIOpaAbHICTh My3HUHHX SIBULY
€ OYEBHAHOIO, aAe KiHO HaAIASI€ MY3HKY ITEBHOIO IIPOCTO-
posicrio. ITpocTopoBi XapaKTepUCTHKU OKPECAIOIOTHCS
AXXEPEAOM ITOXOAKEHHS 3BYKY 1 MY3HUKH Ta IXHIM PyXOM.
Tax, AASI TO3HAYeHHS ayAia AbHHX SIBHII Y TPOCTOPi KiHO AO-
IIABHO [TOCAYTOBYBATHCSI TepMiHamu nondiegetic, diegetic,
fantastical gap, on-air, internal Tomo. CriiBcTaBAeHHS Ja-
COIIPOCTOPOBUX XAPAKTEPUCTHUK MY3UKHU 3 0COOAMBOCTSIMHE
MITHYHOT'O XPOHOTOILY AO3BOASIE PO3KPHBATH OaraTo3HavHi
CEMAaHTHYHI KOAHY, 3aKAAAEHI aBTOpPaMU CTPIUKH.

Amnaai3 xinemarorpadignoi TBopyocTi A. BickonTi
3 TOYKH 30Dy B3aEMOAII MY3UKH i3 MITUMHHUM XPOHOTO-
IIOM, HaABHUM Y CTPiuKax pexxricepa, AO3BOAUB CTBEPAUTH,
1[0 My3HKa BiAirpae KAIOYOBY POAb He Aullle y popMyBaHHI
3araAbHOI CTPYKTYPH CTPIYOK, a 1 IIO3HAYAE OCHOBHI MO-
MEHTH MEHTAaAbHHX 3pyLIeHb repoiB, BIAMBAE Ha IXHill eK-
SMCTEHILIIMHMM BUMIpP, BKa3y€ Ha MEXY MK MITHYHOIO I[U-
KAIYHICTIO Ta iCTOPHUYHOIO AiIHEaPHICTIO.
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AebrorHa crpiuxa ©. 3easepa po3kpuBae cXoxi npob-
Aemy, mo i gpiabmu A. BickoHTi, 0OAHaK Kpi3b IPHU3My 3BO-
POTHOTO IIOTASIAY Ha HHX. TaK, CITIABHHMH AASI peXXHCepiB
pHucaMu € moOYAOBa HAPATUBY 32 AOTIOMOTOI0 KOHPAIKTY
Cy0’€KTHBHOTO MITy reposi i3 06’ €KTHBHOIO PeaAbHICTIO, BU-
KOPUCTAHHS My3HYHUX [JUTAT Y CXOXKHI CIIOCi0, ITOAIGHICTD
B3a€MOAII My3HKH Ta MITUYHOTO XPOHOTOITY. YTiM, IPUHIH-
I10Ba Pi3HMUIISI IIOASITA€E Y BUOOPI FepOsSIMHU CTPIYOK «iAeaAs-
HOro> npocropy. Jximo aas nepcoraxis A. BickonTi Hum
CTae MiT, TO AAst Garbka y piabmi O. 3easepa — o6 ’exrrBHA
peaabnicTs. Tox Ha croci6 B3aeMOAIT My3HKH i3 MITHIHUM
XPOHOTOIIOM MOXXYTh BIIAMBATH He AUIIIe 30BHIMHI pakTOpH
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4aCOIPOCTOPOBYX 3B I3KiB ayAiO Ta BIA€OAOPIKOK, a i BHY-
TPIIMHbOHAPATUBHI — HAIIPHKAAA, EK3UCTEHIIMHNN Bu6ip
repos.

IlepcneKTHBH IOAQABIINX PO3BiAOK BUAAIOTHCS aK-
TYaAbHUMH, ap)Ke OPIiBHAHHA PiAbBMY CYJaCHOTO peXXH-
cepa i3 TBOPYICTIO KAACHUKA €EBPOIENCHKOrO KiHO AOBEAO,
IJO B3aEMOAIS MY3HKH i3 MITUYHUM XpPOHOTOIIOM y CTpiy-
Kax He € IOOAMHOKMM SIBUILIeM Y TBOPYOCTi OAHOTO MUTIIS,
a MOJKe TPOSBAATHCA Y Pi3HUM criocib. Ile po3BoAsE npu-
ITyCTUTH, 0 BiAHAUAECHHI METOAOAOTIYHMI iIHCTpyMeHTa-
Ppiit MOXXe 6YTH AIEBUM i AASL QHAAI3Y IHIIMX CTPIYOK MIOHAM-
MeHIIIe aBTOPCHKOIO KiHO.
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Interaction of Music and the Mythical Chronotope: Comparative Analysis of the Films by L. Visconti and F. Zeller

Abstract. The paper addresses the interaction of music with a mythical chronotope in the cinematographic work. The temporal
and spatial properties of the audio component in cinema were characterized. A terminological basis, which allows outlining most
of the variants of spatio-temporal interaction of music in the cinematographic space in detail, is provided. It is assumed that the fan-
tastical gap—the moment of transition from diegetic to nondiegetic space and vice versa—can have a wider meaning and applica-
tion. Variants of the interplay of music with the mythical chronotope are described due to the conflicts of linear and cyclic time,
real and ideal space. The paper focuses on such interaction in the works of the classic Italian cinema director Luchino Visconti
because his filmography is largely associated with the category of the mythical. The episodes of the director’s two films, in which
the characters’ consciousness shifts in time and space occur, are analyzed. A comparison of the regularities of the combination
of music and the mythical chronotope in L. Visconti’s films with the debut of one of the Franco-British playwright and director
Florian Zeller is performed. The similarity in the way the directors work with the depiction of the conflict between the mythical
space and objective reality is revealed. It was proven that F. Zeller’s use of academic music citations functions similarly to the cor-
responding technique in L. Visconti’s films: in both cases, such quotes emphasize the space of the “ideal.” The difference in the di-
rectors’ approaches is justified, which consists in choosing the “ideal” dimension of the hero: for the characters of L. Visconti, it is
a myth, while for the characters of F. Zeller, it is an objective reality. It is concluded that the way music interacts with the mythical
chronotope can be influenced not only by external factors of the spatio-temporal connections of audio and video tracks but also
by intra-narrative ones—for example, the existential choice of the hero.

Keywords: film music, myth, chronotope, L. Visconti’s filmography, F. Zeller’s film, the film “Father”.
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Ukrainian Vocal School of the 1950s—1970s
in the Personal Memoir Writings
The Sociocultural and Artistic Aspects

YkpaiHcbka BokaabHa 1koaa 1950-1970-x
B OCOOOBUX TEKCTAX MEeMYapHOI'O XapaKTepy

CouiOKyAbTypHHﬁ Ta MUCTELIbKUU ACIIEKTH

Abstract. The paper attempts to consider the personal writings of the figures of 1950s—1970s Ukrainian vocal art from the stand-
point of contemporary art research. Personal writings of Borys Hmyria, Bohdan Hnyd, Lilia Lobanova, Yevhenia Miroshnychenko,
Kostiantyn Ohnievoi, and Klavdia Radchenko reveal cultural and historical processes of the era. The inclusion of personal writ-
ings allows to avoid schematizing while portraying the iconic cultural figures, it facilitates the immersion into the spiritual, cultur-
al, and historical contexts of their personal life stages, comprehension of their motivation for certain acts, clarifies the individual
characteristics of the artists upon some time distance, as well as their role on the context of the development of culture. The study
of the personal texts of the artists from the same creative environment and institution—Kyiv Opera—enables one to draw a general
perspective of the creative process within the leading opera company of the time, to observe the role of their creativity in the context
of development of Ukrainian vocal art. By highlighting their life stages and creative development, the complex of their individual
traits that at the same time is characteristic of their circle becomes evident. The lead singers of the Kyiv Opera of the 1950s-1970s
in their writings pose a perplexing question to the researcher: whether the era shapes the artist or the artists change their times with
their professional performance. This existential and philosophic rhetoric of the personal writings by Borys Hmyria, Bohdan Hnyd,
Lilia Lobanova, Yevhenia Miroshnychenko, Kostiantyn Ohnievoi, and Klavdia Radchenko became the basis for getting an insight
into their creativity, studying the real fabric of the cultural era, and overall cultural history of Ukraine.

Keywords: text of culture, personal text of culture, vocal culture of Ukraine, Borys Hmyria, Bohdan Hnyd, Lilia Lobanova, Yevhenia
Myroshnychenko, Kostiantyn Ohnievoi.

Introduction

Actualization of personal writings—written sourc-
es originating from a certain person—as a reflective texts
about the art product, art process, or the context of their
emergence is based on the memoir nature of these texts
(memoirs, correspondence, diary entries, recollective in-
terviews, etc.) These sources fulfill their potential—both
historical and art—in the intertextual discourse. Being
sporadic and multidimensional (as they encompass var-
ious narratives, including artistic and socio-political),
the layers of senses these texts provide, reanimate the vision
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of the cultural and artistic processes of the era that may have
been missed by the present-day researchers. Introduction
of the personal writings by the prominent figures
of 1905s-1970s Ukrainian vocal culture— Borys Hmyria,
Bohdan Hnyd, Lilia Lobanova, Yevhenia Miroshnychenko,
Kostiantyn Ohnievoi, and Klavdia Radchenko—in the cul-
tural and historical context provides additional legitimi-
zation to the results of their professional activity as oper-
atic leads. Multidimensionality of their personal writings
adds to the objective assessment of events and gives impe-
tus for various interpretations of history and their personal
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life stories. A comprehensive study of theses texts ensures
the understanding of the multitude of aspects in the vo-
cal component of Ukrainian culture engulfed in the dis-
course of the “vulgar sociology” of the era. Thus, it enrich-
es the knowledge about the cultural and art environment
of Ukraine during the Soviet rule.

Literature Review

In art history, the problem of memoir writings
of the artists was indirectly addressed only as a compo-
nent of the theory of epistology (Marianna Kopytsya)
while the information they provide was partially used
for the conceptualization of the Ukrainian schools of vo-
cal performance (by Valentyna Antoniuk, Bohdan Hnyd,
Tetiana Mykhailova, and others). Personal writings were
incorporated into the studies on Ukrainian opera (Yurii
Stanishevskyi) and into the commentaries on the source
studies (correspondence and diaries of Borys Hmyria, cor-
respondence between Borys Lyatoshynsky and Reinhold
Gliére, diaries of Nathan Rakhlin, memoirs of Veniamin
Tolba and Bohdan Hnyd). With the insufficient level of re-
search of personal writings in musicology, certain useful
parallels may be drawn with historiography, where mem-
oirs become a basis for creating a multidimensional cultural
and historical portrait of a person (publications by Tatiana
Golovina, Philippe Lejeune, Irina Neverova, etc.). The same
approach was fruitful in literary studies as well, where genre
variants of personal writings received particular atten-
tion (Mikhail Bakhtin, Tetyana Hazha, Mariia Zubrytska,
Philippe Lacoue-Labarthe, Juri Lotman, Valeriia Pustovit,
etc.) The personal writings of the figures of 1950s-1970s
Ukrainian vocal culture often cross the edge of the per-
mitted and taboo within the cultural paradigm of “vulgar
sociology” These texts become available to a researcher
posthumously, thus, unlike the published texts of the same
author, they are devoid of formalities and are not redacted
in accordance with the official cultural doctrine. The Soviet
cultural landscape practically omitted the personal writings
of the 1950s-1970s vocal art figures. During the era, “any
singer appeared in periodicals as an individual of no gen-
der, age, or distinctive personality. Everyone, without ex-
ception, was listed preceded by their titles; any more or less
known soloist would be labeled as ‘renowned, ‘master, etc.”
(Moskalets, 2012, p. 385).

Aim of the paper
The paper aims to determine the components of ar-
tistic and socio-historical discourses in the personal writ-
ings of the prominent figures of Ukrainian vocal art within
the language and communication patterns of Ukrainian cul-
ture of the second half of the twentieth century.

Results and Discussion

A significant part of the personal texts mentioned
in this paper functions in the discourse of musicology.
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The epistological component of musicology may be di-
vided into the following subgroups: the context of the his-
tory of music (reconstruction of notable events, of the life
milestones of famous artists); interpretation of the musi-
cal text (reflection on the operatic parts, vocal chamber
pieces, etc.); the context of vocal methodology (a tech-
nical component of vocal art that indicated the character-
istic features of Ukrainian vocal school). These and oth-
er factors may be traced in both the diaries (by Borys
Hmyria, Bohdan Hnyd, Lilia Lobanova, and Klavdia
Radchenko) and in the handwritten remarks in the scores
from the Borys Hmyria’s personal archive. Yevhenia
Miroshnychenko and Kostiantyn Ohnievoi in their mem-
oirs outline Ukrainian vocal school as a phenomenon
of national culture.

The theoretical and methodological legacy of Borys
Hmyria is of particular interest. Despite being sporad-
ic and scattered throughout the pages of scores that sup-
plemented Hmyria’s explication of his vocal method that
he provided in his correspondence, it testifies to Hmyria’s
missionary role in promoting Ukrainian vocal art. Borys
Hmyria focuses on the emotional and spiritual factors
in vocal imagery and roles, he perceives vocal performance
as a spiritual process that is repeatedly mentioned in his
personal texts.

The personal memoir texts reveal a number of main
components of musical performance that will be outlined
with a generalization of the leading techniques of develop-
ing vocal performance mastery. All the mentioned artists
lived and creatively evolved within one circle and institu-
tion—the Kyiv Opera. After ending their performing ca-
reers, all of them (except Hmyria) worked at the Ukrainian
National Tchaikovsky Academy of Music.

A special relationship with the mentor and teach-
er always was a pillar in a vocal performer’s profession-
al training and development. This relationship was based
on unconditional respect and trust in the mentor, and not
only in his pf her performing skills but also the personal
traits. For instance, the students in the class of Yevhenia
Miroshnychenko felt themselves as kindred spirits,
as the successors of the tradition, adherents of the princi-
ples of a distinct vocal school. Miroshnychenko reminisc-
es that during the time of their studies with Maria Donets-
Teisseyre, “...the vocal performance students grouped
around their teacher. It was a common occurrence to see
Maria Eduardivna [Maria Donets-Teisseyre] in the center
of the circle, surrounded by respectful students. The au-
thority of the teaching vocalist was incredibly high. Any fa-
miliarities were simply not allowed” (Kabka, 2005a; 2005b;
2006a; 2006b).

Borys Hmyria gives a similar account in his letters.
Reflecting on the methodological foundations of his teach-
er Pavlo Holubiev, who was one of the founders of the twen-
tieth-century Ukrainian vocal school, he states, “...1 stud-
ied with Holubiev, a well-known teacher. However, I also
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had Bagadurov’s textbook back at home, where a number
of vocal pieces were actualized and illustrated by the cita-
tions of the prominent world singers. Therefore, I checked
my teacher’s every word, nevertheless trusting in him in-
finitely. My teacher demonstrated his teaching school
on me ... For all my life, I had one and only teacher,
and now he visits me every year. I am proud of my loyal-
ty...” (Hmyria, 2010, p. 136).

In her memoirs about Maria Donets-Teisseyre,
Yevhenia Miroshnychenko notes that even after gradua-
tion from the academy of music, when she became an in-
dependent artist of her own right, she always willingly at-
tended the classes with Donets-Teisseyre, shared her times
ofjoy and sorrow with her, asked about her health, and told
her about her plans for the future. She recollects, “... My
unforgettable, wise, attentive teacher and loyal friend—
Maria Eduardivna... an outstanding singer... Now, when
I am a teacher myself, I stick to her methods of vocal-
ists’ training, complementing it with my own experience
as a performer. I remember her 80t birth anniversary
when almost all the great singers trained by her gathered
together in Kyiv. Maria Eduardivna was paid so many re-
spects and appreciation, so many kind, sincere, grateful
words he received! Ivan Kozlovsky, her former performing
partner, was one of the guests. It was with him that I sang
the duet of Violetta and Alfredo. By the way, Kozlovsky
is an ardent dancing partner. I encountered many won-
derful pedagogues at the Academy of Music. For exam-
ple, V.S. Tolba, a brilliant conductor. With him, I prepared
avery complex part of The Queen of the Night in the opera
studio’s staging of Mozart’s The Magic Flute. It was a true
school of vocal performance and mastery of Mozart’s style”
(Shvachko, 2001).

She continues: “I owe Maria Eduardivna for hav-
ing faith in me; thanks to her vocal training and guid-
ance that she provided me with, I was able to fulfill my-
self as a singer, as a personality, and further on as a teacher.
Maria Eduardivna used to say that “‘when one opens his
mouth in the theatre, that should be for singing’ I clearly
got the idea that I should smile to everyone. I felt that there
was slandering all around me, and it was predominantly fe-
male singers who did that. I tried to avoid this. Obviously,
Maria Eduardivna warned me that there will be jealousy
in the theatre. Some have their green light, and some do not.
I used my time in the theatre only for my creative develop-
ment. I listened a lot, looked and observed who does what
and how” (Kabka, 2006b, p. 4).

Instead, renowned teachers always felt responsi-
ble for their students, considered their creative needs
and performing range, delicately pointed out at their tal-
ents and skillfully guided their development and self-re-
alization. Personal texts of a memoir nature corrobo-
rate this. According to Borys Hmyria, his teacher Pavlo
Holubiev never gave him unambiguous directives and never
claimed any absolute truth. Instead, he followed the natural
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development of his student’s talent, aptly guiding his cre-
ative personality. His teaching style was aimed at an active
and initiative individual.

Violetta Votrina, one of Maria Donets-Teisseyre’s stu-
dents, recollects in this regard, how “she greeted a student
with a kind word, welcoming glance, and tried to over-
come her constraints, relax the muscles of the throat in or-
der to achieve right sound-production and help her stu-
dents get a clear idea about what is happening to the vocal
cords during singing. He specifically focused on studying
vocalises and the pieces by ancient composers. She devel-
oped the natural timbre” (Votrina, 2001, p. 49). Yevhenia
Miroshnychenko also states that for her “Maria Eduardivna’s
school ... was for all types of voices” (Kabka, 2006b, p. S)
that seems nonsense. Yet, she explains her vision of this
process: “Why my students are different from the students
from other classes? The objective of my method is a fo-
cused, concentrated, vivid sound, broad message, breath-
ing, and clarity of the sound tone. My students also learn
to think, they must develop their fantasy, figurative thinking.
If there is no calling to be an artist, one should not be per-
forming” (Kabka, 2006b, p. S). Miroshnychenko’s former
students testify that there was always a busy, professional,
free atmosphere in her classes. She had a nourishing sense
of humor, as if “not noticing” some small faults in the sing-
ing of novices in order to strengthen their self-confidence.
Still, with the talented students, she was rather exigent.

Kostiantyn Ohnievoi in his memoirs notes that, “es-
tablishing the psychological contact ensured further com-
pliance with methodological guidance aimed at developing
an artistically perfect performance; voice-leading and sys-
tem of breathing helped in this. Everything was subordinat-
ed to the stylistic organization of musical space.”

This suggests some generalizations often outlined
in personal memoir writings. In the Ukrainian vocal per-
forming school of the second half of the twentieth cen-
tury, the new principles of teaching classical opera sing-
ing and chamber singing were formed. They were based
on “creating a character,” training a performer psycholog-
ically and physiologically, active involvement in the over-
all musical discourse of the material used; understanding
the integrity of the vocal art, first and foremost, through
the deep integral analysis of the artistry and style of the text.

For the Ukrainian performing school, with its live-
ly, emotional perception and interpretation of the musical
pieces, acknowledging the stage image as a result not only
of the quality singing was an important milestone. The per-
former is able to convey the sense of the part to the audi-
ence only as a result of synthetic combination of the sound,
gestures, facial expressions, psychological mood, and ap-
pearance. Personal writing of memoir nature often illustrate

! The memoirs of Kostiantyn Ognevoi were recorded by Hennadii

Kabka in the 1990s. Hennadii Kabka is a graduate of Ognevoi’s class
in the Ukrainian National Tchaikovsky Academy of Music.
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this acknowledgment. For instance, Lilia Lobanova com-
ments her own performances or that of her colleagues
in the following manner: “And so, I had my baptism by fire.
I sang the part of Odarka. Not bad, in general, I captured
her character but there is still a lot to work ... I sang aver-
agely. In the first duet, my voice has dropped in the first
bars, then it smoothened, yet, in the middle register, some
notes have disappeared. Undoubtedly, I was very much
worried. I performed the prose better than at the rehears-
als. The show was on a roll, it was a success” [diary entry,
19.05.1963, the part of Odarka, Zaporozhets za Dunayem
(A Zaporozhian (Cossack) Beyond the Danube)
by Semen Hulak-Artemovsky]. Alternatively, the entry
on 17.03.1963: “... I did very good, the voice sounded per-
tectly. Nadia Kudelia sang for the first time but I do not like
her, though she is visually the best page than anybody else.
The sound of her voice is uneasy, it shakes. She is not de-
void of performing talent. Dima [ Dmytro Hnatiuk] did not
sing well, he screams and raises his tone. He is not accurate
to the rhythm. The show is not well-organized, and the cast
is not fitting. Only sweet memories are left from our coop-
eration with Tolba.”

Yevhenia Miroshnychenko gave equally compre-
hensive evaluation when she prepared a romance, an aria,
or an opera part. She recollects, “...I pondered on the part
for a while. I realized ... that I need to understand what
initiated the plot for this opera. I liked to borrow some
elements of acting from the cinema or theatre actresses.
Sometimes my interpretation of the character differed sig-
nificantly from the director’s but my confidence in these
characters made the directors accept my interpretation ...
And I had a naturally good imagination; for that reason,
I often heard and read good reviews, highly acclaiming
my building a character as an actor” (Kabka, 2006b, p. 5).

The personal memoir texts by Borys Hmyria, Bohdan
Hnyd, Lilia Lobanova, Klavdia Radchenko, Yevhenia
Miroshnychenko, and Kostiantyn Ohnievoi draw atten-
tion to the problem of associating thinking in vocal per-
forming. I e., Borys Hmyria often involves imagination
for a clearer understanding of the features of the image cre-
ated. He writes, “... Any artist, painting a landscape, group
portrait or simply a portrait, always stresses the main point
in the painting for him. And the audience has to guess this
‘point. Every opera has numerous parts. There is main, lead-
ing part, and there are secondary. Still, every one of them
has its ‘core’ that has to be decoded... I see my life in a part
or a role, when I find this ‘red threat’ Then I contemplate
on what is the leading drive for my character, if my ap-
pearances correspond to his nature, and apply all of this
to my ‘dimensions. In some time, the character solidifies,
and during the rehearsals in the class it is perfected, so it
is presentable on stage. I study the next and preceding parts
during the rehearsals of the mise en scenes. I do not pur-
posely learn them. At this stage, many creative problems
are solved, for instance, if an actor will be able to capture
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the attention of the audience, to make it emphasize the hero
of the opera” (Hmyria, 2010, p. 142). It is also a well-known
fact that during the formative stage of his creativity, Feodor
Chaliapin was an ideal of bass voice for Hmyria. Recording
of Chaliapin prompted the student of technical school
to professionally study singing.

In Lilia Lobanova’s diaries, the reflection on willpow-
er, performer’s potential, and aspirations that result in active
efforts to achieve the planned result and peak performance
are often. In this regard, Yevhenia Miroshnychenko remarks
that “being a creative personality, it is sometimes better
to underestimate than overestimate yourself” Her teacher
Maria Donets-Teisseyre emphasized on numerous occa-
sions: “In order to become a singer, the good voice and mu-
sical talent are not enough. This is a required minimum
but what is the most important is ... mind ... willpower,
patience, hard work, and vocal pitch that has to be devel-
oped in oneself” (Yehorycheva, 1990, p. 87-88). Yevhenia
Miroshnychenko recounts how Maria Donets-Teisseyre
enriched the basic vocal training with a creative element.

The artists of Ukrainian vocal school always closely
followed the interpretation of the composer’s idea encod-
ed in the musical text. Lilia Lobanova stressed on the sig-
nificance of discovering and knowing the largest possible
number of musical pieces and specifics of their perform-
ing techniques and meaning. Kostiantyn Ohnievoi in his
memoirs writes that “... every sound of the piece performed
and even the exercises should have a certain musical sense.
As there is not a word that does not convey some thought,
likewise, there should not be a sound without some emo-
tion” (Yehorycheva, 1990, p. 87-88). He put particular
emphasis on the clear functioning of elocution. Almost
every student from Kostiantyn Ohnievoi’s class was pro-
fessionally trained to produce the sound of the required
timbral tone that was both emotional and right in regard
to sound-producing and sound-leading. This enabled
a consistent development of students’ creativity and acting
skills. In his work on students’ voice training, Kostiantyn
Ohnievoi considered it crucial to choose a vocal reper-
toire correctly, with the adequate use of the phonetic po-
tential of vowels and consonants. In particular, he men-
tioned that “... at the first stage of training one should opt
for the Italian repertoire, for Ukrainian and Russian folk
songs” (Yehorycheva, 1990, p. 87-88).

His teaching convictions were rooted in the concept
of Italian singing that uses Italian vowels, which aid in right
sound-producing. On the contrary, “performing Ukrainian
and Russian songs that are based on well-familiar musi-
cal intonations helps to perceive the naturalness, freedom
of the vocal cords, to reveal individuality. Besides, Italian
repertoire helps to consolidate skills of forming the singing
tone” (Yehorycheva, 1990, p. 87-88). Analyzing Ohnievoi’s
own impressive results in vocal performance and pedago-
gy, it should be noted that he was an unquestionable au-
thority for his students. Being simultaneously a wonderful
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musician, artist, actor, and refined educator, he treated his
students with remarkable kindness and interest.

One of the key elements of the Ukrainian vocal
school is an inextricable bond of artistic understanding,
interpreting the piece with impeccable singing technique.
In this respect, Borys Hmyria notes that ... unlimited use
of vocal cords, the performance of all elements of the piece
with ease, starting from the easiest and up to the most
complicated passages, the skills to effectively present
the potential of the voice-instrument are the foundation
for the original interpretation of any musical composi-
tion” (Yehorycheva, 1990). The principle of self-control
and the ability to wisely manage one’s body are the pillars
for achieving the artistically full timbre of voice. Borys
Hmyria frequently stipulated this in his personal writ-
ings. In his remark and commentaries to the musical piec-
es, the singer often turns to the problem of breathing: “It
is an issue of utmost importance. While performing, I use
over ten kinds of vocal breathing. I think that the formula
“The art of singing is the art of breathing’ should be slight-
ly adapted, namely: “The art of singing is the art of exhal-
ing” And this may be achieved only by breathing training.
The Italians write that those who experienced the deep-
est depths of the sea and the bluest skies have mastered
belcanto, using all kinds of breathing in order to convey
the role” (Hmyria, 2010, p. 134).

In his personal texts of memoir nature, Bohdan Hnyd
concentrates on teaching the breathing techniques as well.
In his eponymous book of memoirs, Bohdan, Hnyd recre-
ates the atmosphere in the vocal class at the Lviv Academy
of Music during the 1950s. He analyses the creative ap-
proaches of different teachers from whom he learned.
In Hnyd’s opinion, the main problem in developing
the right breathing technique is “... combining relaxed,
easy sound-producing and inner concentration on achiev-
ing the artistic objective... The position of the larynx that
should be low” (Hnyd, 1997, p. 309).

Yevhenia Miroshnychenko in her memoirs specifical-
ly mentions the control over sound when the intonation
is formed, as well as right phrasing and clear articulation
while singing deeply, meaningfully, emotionally, and “with-
out tension in the cords.” These principles, as it is known,
were implemented in full in her own performing school.

Kostiantyn Ohnievoi often remarked that “it is impos-
sible to teach singing only on the basis of one’s own sense.
The formation of a sound should be conscious, a singer
should know his natural disposition, the traits of his own vo-
cal cords, as all the vocal cords are different” (K. Ohnievoi,
personal communication, the 1990s).

Borys Hmyria in his personal texts often singles out
not only the operatic component of singing but also the vo-
cal chamber one. It is common knowledge that he was a true
master of chamber performance. The vocal chamber piec-
es performed by him were full of true lyricism and drama,
and his voice is an illustration of the high culture of vocals.
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The singer untiringly worked on breathing and other el-
ements of vocal technique. He always emphasized “... his
‘trust’ in scientific and musical-pedagogic knowledge about
singing, because for all his life he was a practical experi-
menter with the nature of human voice” (Prystalov, 2008,
p- 15). This meticulous and diligent work on his own voice
and constant perfection of the techniques and imagery was
incredibly fruitful. The sound of his voice attracted with
the purity of his soul and his sincerity, as the result of which
the audience unconditionally trusted every word he sang.

Summarizing the observations on the methodolog-
ical principles of the best members of the Ukrainian vo-
cal school that were scattered in their personal writings,
it should be noted that, on the one hand, they were deeply
rooted in the traditions of national singing, language, elo-
cution; on the other hand, they represent one of the fines
European schools that synthesized and creatively rethought
the achievements of global vocal art.

In his personal texts, Borys Hmyria often ad-
dressed the problem of interpretation of a musical piece.
He frequently exemplifies the solutions he found with vo-
cal chamber music. The most vivid illustration is his po-
lemics with the Sovetskaya Muzyka (Soviet Music) jour-
nal regarding Hmyria’s performance of Songs and Dances
of Death vocal chamber cycle by Modest Mussorgsky. In late
1958, this periodical published (No. 11, p. 88) the note
signed “E. D.” It claimed that in his recorded performance
of Mussorgsky’s cycle, Hmyria deviated from the compos-
er’s context in the romances Lullaby, Serenade, and Field
Marshal. The album was recorded in July 1965. Hmyria
writes about this to his teacher Pavlo Holubiev: “...The note
in Sovetskaya Muzyka is quite thorny and obliging. I im-
mediately wrote a letter to Yuriy Keldysh, who is an editor
of this periodical, asking to inform me about my specific
‘faults! However, I never received a reply. I should write
him once more. The case is that the author of the note, who
signed only with his initials, did not know any other version
except Pavel Lamm’s. However, there is a version by Nikolai
Rimsky-Korsakov, in which I have more trust. Hence, I per-
formed the entire cycle according to it. I am surprised
by the critics’ ignorance!” (Hmyria, 2010, p. $92).

On singer’s request, the editorial board of the jour-
nal sent him additional scores examples and explications.
Upon studying these materials, Hmyria completed his ar-
ticle “A polemics with the criticism.” The manuscript is dat-
ed January 1959. Unfortunately, the response article was
not published. In his response, Hmyria suggests that “...
it was rejoicing that the critic so scrupulously considered
the performed pieces. I hoped to be in the critical limelight
and receive valuable corrections. However, this was not
the case. First of all, I should explain my choice of the ver-
sion of Songs and Dances of Death to perform. The author
of the article considers Pavel Lamm’s version to be the com-
poser’s one and only version, which he quotes. Still, I chose
Rimsky-Korsakov’s version for a reason. As it is known,
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the great composer performed an outstanding work after
Mussorgsky’s death by editing almost all the musical piec-
es of his friend, because he knew their features in detail
as a result of listening and discussing them. ... My person-
al opinion, similar to that of many others, is that Nikolai
Rimsky-Korsakov provided the most authentic version
of Songs and Dances of Death. I am convinced that in his
version he aimed not for the ‘considerable and unjusti-
fied changes of the composer’s text’ as the reviewer claims
but on the contrary, to cherish and restore the harmoni-
ous flavor of Mussorgsky’s genius. Likewise, my objective
is to recreate the musical text and the composer’s ideas
with utmost precision” (Hmyria, 2010, p. 591). Further
on, Borys Hmyria consistently and scrupulously provides
arguments to his point and suggests the critic’s ignorance.
As for the true identity of E. D, H. Prynts, a museum curator
of Hmyria’s Apartment-Museum, who compiled Hmyria’s
memoirs and authored an introductory chapter to it, states
that it was L. Kirichenko, a daughter of Aleksey Kirichenko,
a Secretary of the Central Committee of the Communist
Party of the Soviet Union.

Borys Hmyria convincingly interprets Five romances
for bass [Five Romances on Verses by Dolmatovsky for bass
and piano), a vocal chamber cycle by Dmitri Shostakovich
[the original is in the collection of the B. Hmyria Fund],
of which he was the first performer. Marianna Kopytsya
analyses the manuscript and concludes: “...he worked
in several directions: on the changes in poetic texts,
on the details of the performing nuances (dynamics, agog-
ics, syntax, etc.). In the last two romances he did tessitura
and tonal nuancing” (Kopytsya, 2009, p.256). In addition
to a large number of performer’s notes in the manuscript,
many of Hmyria’s personal texts and memoirs (his corre-
spondence with Shostakovich, diaries, etc.) cover the prepa-
ration for performing this iconic piece by Shostakovich.
It is known that “...his comprehension of this musical
text was that deep and detailed that he worked on it since
November 1954 (first Shostakovich’s letter to Hmyria
is dated November 11, 1954) until May 16, 1956 (the date
of first performance)” (Kopytsya, 2009, p. 256). The reason
behind the extended period of time between first receiving
the score and until the first concert performance is the sing-
er’s extensive touring and pensive work on the cycle. Sadly,
as Marianna Kopytsya remarks, “... the detailed information
from Borys Romanovych [Hmyria] to Dmitri Dmitriyevich
[Shostakovich] he provided in his letters on the nature
of each of the romances and necessary corrections has not
survived. Those close to the Shostakovich family recollect-
ed the composer’s habit of destroying the ‘written proofs’
of any of his creative or personal relations; probably this was
not without the reason” (Kopytsya, 2009, p.257).

Unfortunately, in the 1988 publication of the facsim-
ile variant of the cycle scores (Muzychna Ukrayina pub-
lishing house), Shostakovich’s manuscript with Hmyria’s
editor’s remarks was not represented correctly. These
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deficiencies were eliminated in the 2006 monographic
work: Prynts, H., Kopytsya, M., & Tsymbalista, N. (2006).
Hmyria i Shostakovych [Hmyria and Shostakovich]. Kyiv:
Lohos. This collective monograph presents a facsimile vari-
ant of the score of the cycle for voice and piano. The scores
of the romances were provided in color print with all
the corrections and commentaries Hmyria had made.
Marianna Kopytsya elaborated detailed tables and grouped
the musical and literary corrections of the famed singer
in all five romances; they highlight the features of the poetic
text, of the notation orthography, and its dynamic and agog-
ic detalization (Prynts, 2006, p. 176-180).

In Hmyria’s memoirs, there are the following recollec-
tions about the interpretation and further recording of this
instrumental chamber cycle by Shostakovich. In fact, “...
recording was performed in Shostakovich’s presence; he al-
ways attended Hmyria’s Moscow concerts and, obviously,
he could not miss such an event as recording of his own
romances” (Prynts, 2006, p. 181). Lev Ostrin, who was
Hmyria’s longtime concertmaster, recalls, “During the re-
cording, D. Shostakovich sat by my side, by the grand piano,
and turned the score sheets; he called me on the telephone
and asked for that beforehand. During the most intense ep-
isode in the ‘Day of Tiffs’ song, when there were the words
... They are whispering, whispering: this love is not worth
a thing...,” Dmitri Dmitriyevich suddenly broke down
and cried: ‘I... do not know what happened to me™ (as cit-
ed in Prynts, 2006, p. 181-182).

Borys Hmyria mentions his recording of Five
Romances for Bass by Shostakovich in his letter to his
teacher Pavlo Holubiev on March 12, 1956: “I have record-
ed Shostakovich’s ‘Five days’ in Moscow. I first listened
to myself in these romances and I do not share your pes-
simism. Shostakovich is ecstatic” (ascitedin Prynts,
2006, p. 182). This cycle is mentioned in the letter
on March 17, 1956 as well. Namely, the singer notes: “...
after the recording was made, I often try to objectively
recreate Shostakovich’s ‘Five days’ I am getting used to it
and I think that with certain tempo changes and thoughtful
and skillful performance it, once again, could be an illustra-
tion to the saying that ‘there are no bad musical pieces—
Prynts, 2006, p. 182).
Analysis of Hmyria’s personal writings in the context of mu-

only bad performers’ (as cited in

sical interpretation of the pieces demonstrates his mind-
ful and responsible approach to the choice of the works
for his repertoire. The range of performed pieces allowed
him to accentuate all the important register of his creativi-
ty: historical and cultural situation of the era, biographical
factors, and the art processes, which affected this choice.
Creative, gifted personalities are often prone to mood
swings that affect their creativity. What constitutes a stable
psychological characteristic of a Master-Creator is a con-
stant urge for creation, a constant pressure, and more or less
distinctive unconscious anxiety. The deeply rooted urge
for sophisticated beauty, as psychologists suggest, often
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causes psycho-physiological fatigue and, eventually, poor
adaptation to social norms. The Creator often balances be-
tween the two states—relaxation that turns into tension
and catharsis that is changed by joy. This dual state becomes
a manifestation of neuroticism, pointed out as a psycho-
logical trait of a true Master by Igor Savchuk in the con-
text of the artists’ mode of existence during the modern
and postmodern times (Savchuk, 2005).

The complex understanding of performing as an in-
terpretation, interpretative variant (Moskalenko, 2013) re-
veals the dialogic nature of this phenomenon in the context
of the contradiction in the interpretations between compos-
er and performer. Within this understanding, the concert
performer hermeneutically deciphers the concealed com-
poser’sidea. The performer’s text of the musical piece is his
professional ability to recreate the musical source of infor-
mation that captures the composer’s uniqueness in the form
of an artistically integral system. V. Moskalenko proposes
to delineate three dimensions of the musical piece that in-
teract in the process of the concert performance of music:
notation, imaginary sound of the piece, and how the piece
sounds in reality. All three represent the vocal performer
from a different angle (Moskalenko, 2013).

Notation is a coded text. The process of reading
and performing this text launches an intensive co-creat-
ing between a composer and performer. Moskalenko de-
fines a musical work as a phenomenon that “... manifests
itself in the social art practice, the integrity of which lies
in the interplay of ideal imaginary sound and an endless
multitude of interpretations...” (Moskalenko, 1994, p. 22).
Eventually, the very concept of interpretation as a recre-
ation of the composer’s thought captured in symbols ap-
plies more to the qualitative, stylistically convincing pro-
cess of reading the musical piece, while the phenomenon
of the Performer-Creator addresses the transcenden-
tal and existential spirit of a person, who is able to guide
the audience to a cathartic revival, which is usually omitted
in the academic publications.

It is the Master-Creator in the latter systemic under-
standing of the transcendental nature of concert perfor-
mance that becomes a universe of musical performance
in himself, or, according to Egyptian mythology, “a God
on earth” Obviously, the “earth” would be the ideal process
of musical performance that mirrors the established norms
of a certain era, style, or composer (for instance, the ideal
performance of the classical composers during the begin-
ning of the century may significantly change by its end).
The ideal sound is a special type of the live text of the mu-
sical piece. Ideal sound is a collective concept. It is a result
of repeated perception of the symbolic meanings of the mu-
sic and generalization of different “viewpoints.”

The transcendent field of joint creativity suggests that
the audience as if immerses in the sound of music in cer-
tain point of time and space. This only substantiates our
ideas about the transcendental in concert performing.
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In this process, the audience connects to the unexplain-
able sphere of creativity. The ideal performer often strug-
gles to verbalize the ideas he nevertheless conveys on stage.
Besides, hardly any of great lead singers successfully ex-
plained in their personal texts that (conventionally) tran-
scendental tempo-rhythm that aids in creating deeply con-
vincing image on stage.

Only an experienced audience may trace the transcen-
dental in performing creativity; when this process is initi-
ated, the textual and stylistic inaccuracies are not relevant
anymore. The audience is immersed in this “whirlwind”
of performer’s and composer’s creativity and accepts the per-
former’s interpretation. Igor Savchuk notes that ... freedom
reveals itself to the Master in the new dimension as a di-
rect feeling, without any foreign conditions. Eliminated hu-
man sensations, inner world of the individual that is recre-
ated in art opts for equivalence of art, science, philosophy”
(Savchuk, 2005, pp. 4, 53). He states that the artist in the pro-
cess of creativity becomes equal “... to the universe in itself,
with his personality serving as a mediator for all other pos-
sible worlds” (Savchuk, 2005, p. 178).

These association may be corroborated by the leg-
acy of two renowned lead singers of Taras Shevchenko
Kyiv State Opera and Ballet Theatre—Lilia Lobanova
and Yevhenia Miroshnychenko—in particular, by their
personal writings. The stage performance and pedagogical
creativity of these two outstanding figures of Ukrainian vo-
cal school highlights different approaches to the art of vo-
cal performing and is highly valuable for understanding
Ukrainian musical history during the discordant twenti-
eth century.

Both Lobanova and Miroshnychenko were very gift-
ed in regard to their professional skills: they had their in-
dividual timbre, vocal pitch, perfect memory, imaginative
thinking, acting skills, and other abilities that enabled them
to perceive the circumstances of music and stage scenes pic-
tured by the composer. They created unmatched stage roles
both in the national and global classical pieces, as it is typi-
cal for highly professional talented artists.

Both singers were fortunate right from the start of
their careers. Their mentors and teachers were the found-
ers of Kyiv vocal school: Prof. Clara Broon (L. Lobanova)
and Prof. Maria Donets-Teisseyre (E. Miroshnychenko).
They expressed their sincere gratitude to them for all
their life.

Yevhenia Miroshnychenko confessed that, “... Maria
Eduardivna sensed that I had a talent. In the class of vocals,
I'was disciplined. Besides, I repeated everything like a ‘mon-
key” Everything she said was a law for me. Maria Eduardivna
set a high standard for me, which is the basis for vocal art”
(Kabka, 2005b, p. 8). Lilia Lobanova provides equal rem-
iniscences in her diary entry of October 29, 1959: “...On
October 27,1 attended the funeral of Clara Isakivna Broon.
My famed teacher has died. She was a pure soul, great con-
noisseur of opera art. Only recently she attended my show
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Demon on July 2, 1959, after that I have not yet performed
Tamara. This time I sang better that on that occasion but she
did not hear and will not hear that”.

In addition to the voice teachers, the education
of Miroshnychenko and Lobanova was greatly comple-
mented by the input of the directors, conductors, and older
generation of singers of the previous era: Veniamin Tolba,
Yakiv Karasyk, Yukhym Lishanskyi, Oleksandr Kolodub,
Mykhailo Hryshko, Zoia Gaidai, Ivan Patorzhynsky,
and many others.

Yevhenia Miroshnychenko reminisces, “... I was in-
credibly lucky that I know the theatre as a true depository
of culture ... We were the creations of great mentors, di-
rectors, and conductors. They made true artists out of us.
At present, unfortunately, this does not happen anymore”
(Kabka, 2006b, p. S). Veniamin Tolba in particular made
a great contribution to Miroshnychenko’s development.
She recollects, “I first met Veniamin Tolba when we worked
on the part of The Queen of the Night in Mozart’s The
Magic Flute staged in the Opera Studio of the Kyiv State
Tchaikovsky Academy of Music ... We were so young and in-
experienced, and the presence of such a musician prompted
us to do our part equally diligent as the famed conductor.
We always felt fear and awe but not because he was a strict
person. On the contrary, he was very kind and soft-spoken.
‘We were anxious that we will not be able to perform accord-
ing to his corrections ... Because of this process we started
working with full dedication and our subsequent life in art
helped us to fill the gap in knowledge: we learned some-
thing new during each stage and orchestra rehearsal, during
the shows conducted by demanding, caring, and affable
Veniamin Saveliyovych” (Miroshnychenko, 2009, p. 266).

Veniamin Tolba highly regarded Lilia Lobanova’s tal-
ent. In his memoirs, the conductor writes that, “... about
her, everything was in harmony: her personality, her voice,
... She had all the rich-

ness of vocal performing means. Particularly impressive was

her stage performance, her skills

her ability for legato in cantilena (a true belcanto), and she
could always draw out the tone (extremes of the high reg-
ister), that is always the evidence of great mastery” (Tolba,
1986, p. 133). For Tolba, Lilia Lobanova was a perfect per-
former of Verdi: “... Aida! What a skillful performance
of Aida ... Lobanova’s voice sustained it [ physical demands
of the part], sounding playful, at ease. Is not this a sign
of great performing mastery!” (Tolba, 1986, pp. 135-136).

However, the stage and creative talents of Lobanova
and Miroshnychenko belonged to very different types. Lilia
Lobanova represented the so-called first type of artists-per-
formers—an intellectual type. She created a stage role based
on an elaborate concept she contemplated on. She analyzed
every play or concert and focused more on the performance
techniques than on the imagery of the piece. She always
clearly envisioned the concept of the role, as it was pro-
posed by the director or conductor, and improvised only
within the permitted limits. Her diary entry on November
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4, 1959, illustrates that: “... Bolshoi Theatre. Prince Igor,
I sang Yaroslavna. Terrible anxiety. Prologue went smooth-
ly. The upper C was clear and all right but I was shak-
ing, my voice did not obey me and sounded flat ... I sang
through crying very well, and the audience applauded alot”

Yevhenia Miroshnychenko represented another type
of artist, who creates a role based on unconscious, intui-
tive feelings. The artists of this type emotionally perceive
the general idea of the musical piece that was suggested
by the composer, then they pass it through themselves
and their vocal potential, and in the end, the audience
is stormed with a whirl of sincere feelings. This emotion-
al component in Yevhenia Miroshnychenko’s creativi-
ty is evident in her personal writings and in the memoirs
of her colleagues who regularly communicated with her
during her time in the Department of Solo Vocal Singing
of the Ukrainian National Tchaikovsky Academy of Music.

Unlike Lobanova, Miroshnychenko took little interest
in the technique of singing when she performed on stage.
For her, the main point in acting was creating an image,
arole, and performing techniques were secondary, as she
already perfected them. In her interpretations of the role,
Miroshnychenko did not dwell on the whole range of its
intellectual potential; however, with her intuition, she con-
vincingly “organized” her existence on stage, which was
organic and justified. Her considerations on the vocal
chamber music seem plausible: “...What is a romance?
It is a small play, a micro play. A romance is always lived
through instantly, with a microscopic demonstration
of a storm of emotions. One has to have great confidence,
in order for the audience to believe you and be content.
One has to be an outstanding artist with bright imagination
and fantasy” (Kabka, 2006b, p. 5).

From the critical reviews in the press, the charismat-
ic stage persona of Miroshnychenko is well-known. She al-
ways projected extraordinary energy and emotional waves
on the audience that immediately aroused empathy, fasci-
nated, and made a lasting impression. She recollects her fa-
vorite role of Lucia from the eponymous opera by Gaetano
Doniczetti: “...I worked on the role of Lucia for all my life
... On each show of Lucia I conveyed slightly different im-
agery, I never acted and sang in the exactly same manner.
Some partners even were offended by this, as I constant-
ly kept them in suspense...” (Kabka, 2006b, p.4). In ad-
dition, she tended to the extremes in recreating emotion-
al states. For the artist of this type, the performing period
is usually longer than with the ‘intellectual’ type. Perhaps,
that was the reason why Yevhenia Miroshnychenko per-
formed in Kyiv Opera for over forty years. She also toured
and taught extensively, training a constellation of famous
operatic singers of the present day. She was daring in her
creative ideas and projects, being involved in the socio-po-
litical life of Ukraine as well. Her aspirations, sympathies,
and suggestions on how to solve the problems of Ukrainian
culture were often neglected by the authorities; for that
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reason, during the last years of her life, there was a lot of dis-
appointment, apathy, sorrow, and deadlock feelings for her.

Evidence of this is the dramatic story with the open-
ing of the Small Opera theatre in Kyiv that never welcomed
the audience in the format envisioned by Miroshnychenko:
“...There was even unofficial directive not to receive this
singer [Miroshnychenko] as a visitor, even by the depu-
ties, in order to never finish this long-term construction.
Her life’s work was slowly and steadily destroyed: first,
they cut down the budget, then they removed her director,
and she was left on her own to fight this monster of arbi-
trariness” (Verhelis, 2009, April 29).

Lilia Lobanova sang in the Kyiv Opera for 22 years.
She would have sung longer, however, the theatre ad-
ministration of the time forced her to leave despite be-
ing in her prime. In connection to her personal tragedy,
it should be noted that during the late 1960s, the change
in the socio-political situation of the state directly influ-
enced voice art. The performers of the “Khrushchev pe-
riod” were substituted with the protégées of the new lead-
ers: first Petro Shelest and then Volodymyr Shcherbytsky.
After her dismissal from the theatre, Lilia Lobanova lost her
voice; even her educational activity (she was a professor
at the Kyiv Music Academy for 18 years) did not bring her
joy. Her creative Self was ruined. Her parting from theatre
deeply wounded the singer.

Lilia Lobanova and Yevhenia Miroshnychenko
evolved through all the stages of professional development
and became the universes of vocal performance. Each in her
own manner, they created a transcendental field of vocal
performance that remains unsurpassed to this day. The best
proof of that are the video and audio recordings of their
performances.
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Conclusions

The paper attempts to consider the personal writings
of the figures of 1950s-1970s Ukrainian vocal art from
the standpoint of contemporary art research. Personal
writings of Borys Hmyria, Bohdan Hnyd, Lilia Lobanova,
Yevhenia Miroshnychenko, Kostiantyn Ohnievoi,
and Klavdia Radchenko reveal cultural and historical pro-
cesses of the era. The inclusion of personal writings allows
to avoid schematization in the portrayal of iconic cultur-
al figures, it facilitates the immersion into the spiritual,
cultural, and historical contexts of their personal life stag-
es, comprehension of their motivation for certain acts,
clarifies the individual characteristics of the artists upon
some time distance, as well as their role on the context
of the development of culture. The study of the person-
al texts of the artists from the same creative environment
and institution—Kyiv Opera—enables to draw a general
perspective of the creative process within the leading op-
era company of the time, to observe the role of their cre-
ativity in the context of development of Ukrainian vocal
art. By highlighting their life stages and creative develop-
ment, the complex of their individual traits that at the same
time are characteristic of their circle becomes evident.
The lead singers of the Kyiv Opera of the 1950s-1970s
in their writings pose a perplexing question to the research-
er: whether the era shapes the artist or the artists change
their times with their professional performance. This ex-
istential and philosophic rhetoric of the personal writings
by Borys Hmyria, Bohdan Hnyd, Lilia Lobanova, Yevhenia
Miroshnychenko, Kostiantyn Ohnievoi, and Klavdia
Radchenko became the basis for getting insight into their
creativity, studying the real fabric of the cultural era,
and overall cultural history of Ukraine.
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Ka6ka I, Kazannesa-Ka6ka O.
Vkpaincpka BokasbHa mKkoAa 1950-x — 1970-x B 0cO60BHX TeKCTaX MEMYaPHOTO XapaKTepy:
COL[iOKYABTYPHHH Ta MECTEbKHI aCIIeKTH

AmnoTanis. 3pifiCHeHe AOCAIAXKEHHS 0COGOBHUX TEKCTIB ALSTUiB YKpaiHCHKOIO BokaAbHOro Mucterra 1950-x — 1970-x pokiB € crpo-
6010 POSTASIHYTH KYABTYPHO-ICTOPHYHHI IPOLEC 3 IOTASIAY METH, IOTpe i 3aBAAHD CY4aCHOI KYABTYPOAOTIYHOI | MUCTEL|TBO3-
HaBYOI HAyKH, 1O PeaAi3yeTbcst yepe3 0cOGAUBOCTI camMoIMisHaHHsI Ta podeciittoi peaaisanii B. Imupi, B. Tauast, A. Ao6aHoBoi,
€. Mipomanaenxo, K. Oruesoro ta K. Pasgerxo. Lli poxxepeaa 3BiABHSIOTH Bip CXeMAaTH3MY 300pakKeHHsI 3HAKOBHUX ALTJIB KYABTY-
PH, YNM AOIIOMATAIOTh CYYACHOMY AOCAIAHHKY TAHOIIE IIPOHMKHYTH B AyXOBHHUI Ta KYABTYPHO-ICTOPUYHMI KOHTEKCT SKUTTEBUX
eTaiB, 3pO3yMiTH MOTHBALIIO THX 260 iHIIMX BYNHKIB, yTOYHUTU IHAUBIAYaAbHI XapaKTEPUCTHKH MUTIISI BIATY)KEHOTO 4acy, 1010
POAI B KOHTEKCTi PO3BUTKY KyABTYpH. BHBUEHHS 0COOOBIX TEKCTIB IPYIIM MUTLIB, SIKi TBOPHAH Y TON Xe YaC Ta Y TOMY X TBOPYO-
My KoAeKkTuBi — KHIBCbKiil orepi, yMOXXAMBAIOE CTBOPEHHS 3araAbHOI KAPTHHH TBOPYOTO IPOLeCy Y IPOBIAHOMY OIIEPHOMY KO-
AeKTHBi KpaiHM TOTO Yacy, pO3yMiHHA POAi IXHbOI TBOPYOCTi B KOHTEKCTi pO3BHTKY YKPAiHChKOrO BOKAABHOTO MUCTeNTBA. Takoxx
TPOHUKHEHHS B €TaIH iXHbOTO KUTTEBOTO IIASXY Ta TBOPYOTO CTAHOBACHHS BUSABASIE CYKYTIHICTD IHAUBIAYaAbHUX PHC SK O3HAKU
IIeBHOTO TBOPYOTO CepeAoBHIa. Bupyarouu TBopuicTh mpoBisHux ciBakis KuiBcpkoi onepu 1950-x — 1970-x pokiB, 4acTo BaXKKo
3pO3yMiTH: 4K Yac GOpPMye MHUTIIS, YU MAFICTep 3MiHIOE Yac 3aBASKH CBOEMY BUCOKOTIpodecifiHoMy MucTenrBy. Tox y 1 gpirocod-
CbKO-eK3HCTEHIIIHIf 32 IPHPOAOIO PUTOPHI 0COOOBI TEKCTH ALST4iB BOKAABHOIO MHCTEITBA (B. I'mupi, B. Tauast, A. AoGanosoi,
€. Mipomnuuuerxo, K. Oraeporo Ta K. PaAteHK0) CKAAAK OCHOBY AASI BUBYEHHS PeaAbHOI TKAHHHH KYABTYPHOI eTIOXH, 36arHeH s
TAEMHHUIII TBOPYOCTI, KyABTYPHOI iCTOPii KpaiHu.

Ka10108i cr08a: TeKCT KyABTYPH, 0COOOBHIL TEKCT KyABTYPH, BOKaAbHA KYAbTYpa Ykpainu, Bopuc Imupst, Boraan Tauap, Aiais
Aobanosa, Eprenist Mipomundenko, KocrsinTun Oruesoit.

Cmammas naditiwra do pedakyii 27.02.2023
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Oaekca HoBaxkiBcpkui
Hesipomi CTOPIHKM HABYAHHS 1 )KUTTS 3 APXIBHUX MaTEPIAAIB

KpakiBcbkol akaaemil MUCTELTB

Oleksa Novakivskyi

Unknown pages of study and life from Archival Materials
of the Krakow Academy of Arts

Anortanis. BucsitaeHo ocsirHIo AisabicTs i BuctaBku y Kpakosi Oaexcu Hosakiscpkoro (1872-1935) — BuAQTHOTO yKpaiHCbKO-
r'O XyAOKHHKA-CUMBOAICT, eKCTipecioHicTa, rpadika Ta meaarora, skuit Hapascs i moHaa 20 pokis sxus y Kpaxosi (1892-1913)
ta AbBoBi (1913-1935) i nposaaus y Absosi Mucrenpky mkoay (1923-1935) aast 6AU3bKO CTa YUHIB.

Aocaipxerno poxymentu 1890-x — 1900-x i3 apxiBy Axapemii mucrenTs y Kpakosi mpo mapuanns tam Oaexcu Hosakiscbkoro
B 1892-1904 pokax. 30xpeMa, BIlepIie BBEACHO A0 HaykoBoro obiry ceiponrsa Osexcr Hosakiscokoro 1892-1904 pokis mpo cry-
Ali B KpaxiBepkiit mxoai i Akapemii 06pa3oTBopurx MECTELTB. 3 sicoBaHo, mo B 1892-1898 poxax Oaexca HosaxiBcpkmit HaB4aBCst
Ha Biapial pucynky Illkoan o6pazorsopunx Mucrents y Kpakosi (3 mepepsoro y 18931895 poxax), oOTpuMaB Haropoay B KOHKypCi
(1896) i cpi6bmi meaani (1S anmms 1897 i 23 annus 1898) na xypci nmpod. Mosedpa Yaixumpkoro, Slua Cranicaacororo. Ha Biaiai
maaspcrsa Kpakiscokoi mkoan Oaexca Hosakisebkuit 6yB cryaentom y 1898-1901 poxax, orpumas cpibry (1899) i soaory me-
Aaab (1S anmms 1900) Ha kypci mpod. Aeona Buayakoscbkoro, SIna Cranicaascskoro. Y 1901-1904 pokax Oaexca HosaxiBebkuit
IPOAOBKHB HaBYAHHS Ha MAASPCTBI y IKOAi Tpod. BuayakoBcpkoro B Akasemii mucTenTs. BcranosAeHo, mo Bukaapsadamu Oaexcu
Hosgaxiscororo y Kpakosi 6yan mpodecopu ®aopian Lumk, Mosed Yaixumpui, Aeon Buayaxoscokuit, S CranicAaBcbKuit.
TaKoK BBEACHO AO HAYKOBOTO 06iry AOKyMeHTH Apy>kuHu MuTLs (ocBiAgeHHs ocobuctocti Mapianuu Posaaii Hosakiscbkoi (1916),
CcBiAOLITBO Tpo HapoaxeHHs: Mapiannu Posaaii [Taapmoscbkoi (1888)) 3 apxisis Absosa, Kpakosa, siky AoCi AOCAiAHMKY Ha3uBaAK
AnHOI0-Mapi€lo, TOAbChKi HayKOBi Ta mepioprdHi BUAAHHS 1890-x — 1930-X pokiB, AOCAIAKEHO BUCTAaBKOBY AisiAbHICTD OAekcH
HosaxkiBcpkoro y Kpakosi i Bapimasi. AoBeAeHO BaXKAMBICTh HABYAHHS | BUCTABKOBOI AIABHOCTI y KpaKoBi AAST CTAHOBAEHHS MUTIISL.

Katouosi crosa: apxiBHi ookyMeHTH, HaB4aHHs i BicTaBku Oaexca HosakiBcskoro y Kpakosi, 6iorpadis Oaexcu HosakiBcskoro,

KpakiBcbka akapeMist MECTELTB, yKpaiHChKO-IIOABCBKI KYABTYPHI 3B SI3KHL.

Beryn. Oaekca Hosakisebkuit (1872-1935) — Bu-
AATHUI YKPaiHChKUI XYAOXKHHUK-CUMBOAICT, €KCIIPECIOHICT,
rpa¢ik Ta meparor popoM i3 ITopias, sikuil ITOHAA ABAALIATD
pokiB >xuB i Hapyascs y Kpaxosi (1892-1913) Ta misnime
y AbBoBi (1913-1935) i TBOpUB BAACHMIT MUCTELbKUIT 06-
Pa3 CBiTY, BTiAIOIOYH B yHiBEpCAABHUX 00pa3ax Ta CHMBOAAX
CBIT i€l Ta AyXOBHI IIIHHOCTi AIOACTBQ, @ TAKOX Bi3il Ma¥i-
OYTHBOTO, IOEAHYIOUH IIPOrPECHUBHI EBPOIENCHKI Tedii Muc-
TEITBA i3 OCMHUCACHHSAM TPAAULIM YKPaIHChKUX IKOHOTIHC-
HHX 00pa3iB i cuMBOAiB. BiH 3acHyBaB i mpoBasuB y AbBOBi
Mucrenpky mxoay (1923-1935) aast 6AM3bKO CTa YuHIB,
3akaapaoun’y 1910-1930-Ti poku cBO€IO TBOPYICTIO Ta BH-
KAAAQLIPKOIO ALSIABHICTIO YMOBH AASI IPOIPECUBHOTO Ta IIPO-
¢$eciifHOro po3BUTKY YKPaiHCHKOTO MHUCTEIITBA B PiumIi
MUCTeIITBA EBPOIENCHKOTO Ta CBITOBOTO.
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Oanak Hapasi HaBuaHHS Oaexcu HosakiBcpkoro
y Kpakosi (1892-1904) i #toro BHCTaBKOBY AisIAbHIiCTb
y Kpaxosi i Bapurasi maii>ke He BUCBITAHO Y HAYKOBHX ITy-
6Aikamiax YKpalHChKHMX MUCTeIITBO3HABIIiB. AO 1IbOTO Yacy
mybAiKariii 3Ae61ABIIOrO IPYHTYBaAACh HA IIOBOEHHUX CIIO-
rapax Isana Toay6oscbkoro (1940-8i poku) Ta MOHOTpa-
¢ii Boaopumupa 3asosenproro «Oaexca HoBaxiBcpkmit>
1934 poxy, siKi He MiCTSATDb )KOAHOTO HayKOBOTO MTOCHUAAHHS
Ha A)KepeAa 4M Ha apxiBHi pookymenTs 1890-x — 1900-x po-
KiB Ta ITOABCBKi HAyKOBi Ta mepioprdHi BupanHsa 1890-x —
1930-x poxis.

Tomy MeTor0 11i€l ybAiKalil € HAYKOBe AOCAIASKEHHS
Ta BBEACHHS A0 HAyKOBOTO 00ir'y OKpeMHX apXiBHHX AO-
xymeHTiB 1890-x — 1900-x poxiB i3 KpakiBcpkoi akaaemil
06pa30TBoplmx mucrenTs iM. SJHa Mareiika — cBipOLITB
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Oaexca HosakiBcpkuit: HeBiaoOMi cTOpiHKN HABYAHHS 1 KUTTS

Osexcu HosakiBcpkoro 1892-1901 HaBYaABHUX POKiB
npo cryaii y IlIkoai o6pasorsopunx mucrenrs y Kpakosi (c.
k. Szkoly Sztuk Pieknych w Krakowie) Ta cBipouts Oaexcu
Hosakiscpkoro 1901-1904 HaBuaAbHUX POKIB IPO Ha-
BYaHHS B AKapeMil oGpasoTBoqux MUCTELTB Y KpaKOBi
(c. k. Akademig Sztuk Pigknych w Krakowie) na Biaaiai
MAASIpCTBA Y MKOAi po¢ecopa BuayakoBcbkoro, a Takox
BHOPaHNX IIOAbCHKUX HAYKOBHX Ta IIEPIOAMYHUX BHAAHD
1890-x — 1930-x pokiB IOAO ACSKHX ACIEeKTiB HaBYaHHS
Oaexcn HoBakiBcokoro y Kpaxosi (1892-1904) ra Bucras-
koBoi aisiabHOCTI y Kpakosi i Baprasi.

3aBAQHHSIMH AOCAIAKEHHS €:

— BBEAEHHSI AO HayKOBOTO 00iry apXxiBHUX AOKyMEH-
TiB 1890-x — 1900-x pokiB 3 apxiBy AkapaeMii 06pa3oT-
BOpuMX MUcCTenTB iM. fIHa Mareiika y Kpaxosi npo Ha-
BuanHsa Oaexcu HoBaxkiBepkoro, a came cBiponTs Oaexcu
HosakiBcbkoro 1892—-1901 HaBYaAbHUX POKiB PO CTY-
Al y IIxoai ob6pasorBopunx Muctents y Kpakosi (c. k.
Szkoly Sztuk Pigknych w Krakowie) Ta cBiponTs Oaexcu
Hosaxkiscokoro 1901-1904 HaBYaAbHUX POKIB IIPO CTY-
Al B Akapemii o6pazorBopunx mucrents y Kpakosi (c.k.
Akademie Sztuk Pigknych w Krakowie) ua Biaaiai Maasp-
CTBa y IIKOAI Tpo¢ecopa BuuyakoBchkoro Ta HaykoBe ompa-
LOBAaHH: HAa OCHOBI IIMX AOKYMEHTIB A€SKHX aCIIeKTiB OCBi-
TH MHUTLIS;

— BBEAEHHS A0 HAyKOBOTO 0Oiry IOCBiAYeHHS 0CO-
6ucrocri Mapianuu-Posaail Hosaxiscpkol 1916 poky
3 apxiBy poannu Oaexcu HoBaxiBcbkoro, a Takoxx cBiaO-
IITBa IIpO HapoasxeHHs Mapianuu Posaaii ITaapMoBcpKoI
3 HaniomaapHoro apxisy y Kpakosi (Archiwum
Narodowego w Krakowie), sixy paiie B icropiorpadii Ha-
3uBaau AHHa Mapis;

— BBEACHHS AO HAYKOBOTO 00ir'y BUOPAHIIX IIOAbCHKHX
HayKOBHX Ta IepiopAndHuX BUAAHD 1890-x — 1930-x pokis
Ta AOCAIAPKEHHS Ha IXHIM OCHOBI BUCTaBKOBOI AISSABHOCTI
O. Hosaxkiscpkoro y Kpaxosi i Bapasi.

Amnaai3 ocTaHHIX AOCAiAKeHD i my6Aikaniit. Ha sxaas,
HuHi mpobaemi HapuanHs Oaexcu HoBaxiBebkoro y Kpaxosi
He IPUCBAIEHO XOAHOI HAyKOBOI CTATTi HA OCHOBI apXiBHHMX
soxyMmeHTiB 1890-x — 1900-x pokis i3 KpaxiBcpkoi akape-
Mii 06pa3oTBopunx MucTenTB iM. SIHa Mareiika.

V Bupanni 1905 poky «Pamietnik Towarzystwa
Przyjaciét Sztuk Pieknych w Krakowie 1854-1904:
pieédziesiat lat dzialalnosci dla ojczystej sztuki» 3ua-
XOAMMO iHpOpMaIliio, TOAAHY AAS ny6AiKaui'1' ocobuc-
T0o HoBakiBchkuM (TOABCHKOIO MOBOI0): «HoBaKiBChKHIT
Oaekca (Nowakowski Aleksy) mapoauscs 14 6epes-
Hs1 1872 poky B O60piBii, OABrOmMOABCHKOTO HOBITY,
ITopiabcpkol rybepHii. IlTkoay sakiruus y TypkaHisiyi, mo-
timM HaBuaBcs B Opeci 40 1892 poky, 3BiAKH 3aBASIKH CTa-
pannsam Suosoi leaenn Bxoszoscpkoi (Janowej Heleny
Brzozowskiej) , BAacHULI yriab B ITomearoxax ta ®eaikca
Cobancpkoro 8 O6oaisui, Bcrynus Ao Illkoan o6pasor-
Bopumx muctents y Kpakosi (Szkoly Sztuk Pigknych
w Krakowie) 3a anpexropa Sua Mareiiku. ITo Tpupiumiit
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Iepepsi BiH NMPOAOBXXHUB HABYAHHS ITiA KePIBHHITBOM
npo¢. Aeona BuuyakoBcbkoro 3a pupexropa IOaiana
danara a0 1900 poxy, B IKOMY OTPHMAaB 30A0TY MEAAAD
sampani»' 1, c. 197-198].

Bacuap Xmypuit y 1931 poni y Bupanni «O. Hosa-
KiBCBKMIT>» 13 cepil «YKpaiHCbke MaAsIpCTBO> B biorpa-
diuniit crarti ppaHiryspkor0 MoBoIO nuie (6e3 mocuaaH-
Hs Ha pAxepenro): «Xypoxuuk O. Hosakiscbkuit Hapo-
Auscs B 1872 p. B ceal ObopiBka Ha Yxpaizi Ha mpaBoMy
Oepesi piuku AHinpo. 3aBepmuBimy HaByaHHS y Kpakosi
32 YaciB iIMIIPECIOHICTIB Ta CUMBOAICTIB (MaabueBcpKoro,
Bucnsncpkoro, Merodepa i CranicaaBcbkoro), Bid sxkuse
AOBI'MH 4ac B ceAl Moruaa Imip, KpaKOBOM, NPUCBAIYIOIH
cebe cTraicTHIHEM eTiopaM. CaMe TYT IPOXOAUTD IIePIINTT
Iepiop IOTO TBOPYOCTI, AASL SIKOTO XapaKTepHe GaskaHHS I10-
AOAAQTH AaKAAEMiYHi BIIAUBY CTUAICTUYHUMHU eTIOAAMY, a ITi3-
Hillle OPUTiHAABHOK CUMBOAIKOIO HOTO )KaHPOBUX €TIOAIB,
noprperis» [2, c. 37].

MucrenrBosHasenb Boaopumup 3aA03eLbKHI y MO-
Horpadii 1934 poxy «Onexca Hosakiscokuii» (1e mocu-
AQIOUVICh HA )KOAHE A)Keper) mumre mpo HaBdaHHA OAekcu
Hosakiscbkoro y Kpakosi (He moaaiouu Takosx Ha3By Ha-
BYAABHOTO 3a1<AaAy): «Bip bxososcpkux HoBakischkuit
AlCTaB AOCHTD IIOBaXKHY CTUIIEHAIIO Ha cTyAil i 1892 me-
peixas po Kpaxosa... ITo mepuriM miBporyi, Koau komicist
AxapeMil pobrAa OrAsIA IIpaub y4HIB, FOAOBA KOMICII, AU-
pexTop akapemii, Mucrens I Marteiiko, 3BepHYB 0C00-
AMBY yBary Ha Moaoaoro HosakiBcekoro. Ha foro 3ari-
KaBACHHS HOMY IIOKa3aAH I103aaKaAEMIivHi mpari i pixHi
KOMITO3MIIil 3 MOAOAUX AIT apTHCTa. Bip Temep modaau
3BepTaTH 3araAbHy yBary Ha HosakiBcbkoro. ITo apyrim
miBpoIli, 3 A03BOAy Marefika, HoBakiBchbkuil mepeimon
Ha ApyTuii Kypc po¢. SI6aoHcbKOrO (PirypasbHux aHTH-
xiB). B 1893 p. mo cmepTn Mareiika HosaxiBchkuit mepeii-
IIOB Ha TPeTill KypC KUBOI HATYpHU A0 Ipo. AymKeBrya,
Ae Ipo0yB Tiabky Tpu Micsiui, 60 BxosoBcbka Bipyo6pasa
HOMY CTHIIeHAiI0. 3a AMIIMBIINCD 6e3 AOIIOMOTH, MycCiB
nepepsaru cBoi cTyail y Kpakosi Ta BepTaTuch A0 pia-
HOTO ceAa... IlepebGyB TyT ABa pOKH, OIiCASI 3HOB IOI-
XaB Ha KPaKiBCbKY aKaAeMilo, IKa CTOsIAQ TOAL Iip IMpO-
BopoM FO. @anaTta» i «3i 3ABOEHOIO0 eHeprieio B3sBCA
BiH A0 mparni. MopaAbHO AOIIOMaraB HOMY B TiM OAMH
3 HANTAAAQHOBUTINIMX MaAapiB KPaKiBChKOI aKapeMil
MaabueBchkuii> |3, c. 36-37].

Bukaap ocHoBHOTO MaTepiaay. I3 1892 poxy Oaexca
HosaxkiBcpkuit HaB4aBcs y I1IkoAi 06pasoTBOPYHX MUCTELITB
y Kpakosi (Szkole Sztuk Pigknych w Krakowie) Ha Bipiai
PHUCYHKY.

VY cBiponrsi O. HoBakiBchkoro 3a I miBpiuus
1892/1893 HaByaabHOTrO pOKy 3i IllkoAn 06pasorBop-
anx mucrents y Kpakosi (c. k. Szkoly Sztuk Pigknych

! Ipumirka OS (Osobiste $wiadectwo) mia my6aixamnieto, Biamo-

BIAHO AO CIIHCKY CKOPOU€Hb, O3HAYAE, 10 biorpadiuna A0BipKa 6asy-

erbcst Ha indopMatii, moaaHii ocobucro xypoxunkoMm HoBakiBchkuM.
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Csiponrso O. HosakiBcbkoro 3a I mipiuust 1892/1893 1. p.
3i Illkoan o6pasorsopunx mucrenrs y Kpakosi (c. k. Szkoly Sztuk
Pieknych w Krakowie) 3 apxisy Axasemii mucrents y Kpakosi

w Krakowie), aaroBaromy 1 6epesns 1893 poxky, 3a miamu-
com «mpodecopa Bipaisy>» (profesora oddzialu) ®Gaopiana
Llunka (Floriana Cynka) aisHaemocs (ToAbCbKOI0O MO-
Bo10): «Ilam Hosakiscpxuit Oaexca (Nowakowski
Alexy) poaom 3 O60piBKH BipOCIIOBiAQHHS TPelbKO-
ro (wyznania greckiego) HABYaBCA Ha BIAAIAL PUCYHKY
(“oddzial rysunkéw”) I1IkoAu 06pa3oTBOPUYMX MUCTELTB
y Kpaxkosi (c. k. Szkoly Sztuk Pigknych w Krakowie)>.
Bin «posmovas Hayky 3 1 ciuns 1893 poxy> i oTpumas Ha-
CTYTHI OIiHKHU: 3 «PUCYHKY aHTHYHOI roAoBH (z rysunku
z antykéw glowy)» i 3 «pucynky aHTHYHHX CKyAbII-
Typ Beuipuboro (z rysunku z antykéw wieczorny)>,
«3 MOAEAIOBAHHS 3 aHTUYHHX CKyAbNTYP (z modelowania
zantykéw)» — «ycnimuicts (postep)» — «Ayxe po06pe
(bardzo dobrze)», a «crapannicts (pilno$é)» — «apas-
xoBa (wzorowa)>» [4].

Oaexca HoBakiBcbkuil mpoposxye B I miBpivui
1895/1896 HaBYaABHOIrO PpOKY HaBYAHHS Ha BipAlAl pu-
cyHKy IlIkoau o6paszorBopunx Mucrenrs y Kpakosi sriano
3i cipourBom O. HoBakiBebkoro 3a I mispivus 1895/1896
H. p. 31 [lIkoan o6pazorBopunx Mucrenrs y Kpaxosi, 3a mia-
nucoM «mpodecopa Biaaiay (profesora oddziatu)» Mozepa
Yuixunpkoro (Jézefa Unierzyskiego), Ha kypci B sikoro

XyAOxKHS KyAbTypa. AKTyaAbHi mpo6aemu. Bum. 19. 9. 1. 2023
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Csiponrso O. HosakiBcbkoro 3a I mipiuust 1895/1896 1. p.
3i Illkoan ob6pasoTBopunx Mucrenrs y Kpakosi

HapuaBcs HosakiBcokuit. Floro pucynox «roais i ¢piryp
3 xuBoi Harypu (rysunek gléw i figur z zywej natury)>
BiA3HAUEHO 3amHCcOM B rpadi «ycmimmicTs (postep)» —
«Aobpe (dobrze)», a «crapannicts (pilnosé)» — «ro-
criitna (wytrwala)» [S].

VY II niBpivui yporo sx 1895/1896 u. p. Ha kypci
Onexca HoBakiBChbKHiT OTPHMAaB «HAropoAy B KOHKypCi
(otrzymal nagrode konkursowa» ) Ha xypci «mpodeco-
pa Biaaiay (profesora oddziatu)» HMosega Yaixwurpkoro
(]ézefa Unierzyskiego) , SIK 3a3HAYEHO 3a ITAIKUCOM IIbOT'O
npodecopa B pos3aiai «Haropopu (zastuzone nagrody) >
B cBiponrsi O. HosakiBcskoro 3a I miBpivust 1895/1896,
a Takox «Ayxe Ao6pe (bardzo dobrze)> y rpadi «ycmim-
HicTb (postep)» 3a PUCYHOK «TOAiB i $iryp 3 5kuBoi HaTypH
(rysunek glow i figur z zywej natury)» [6].

¥V 1 cemecrpi HacTymHOTO, 1896/1897 HaByasbHOTO
poxy «mpodecop Biaaiay» (profesor oddzialu) Mosed
Yubxuupkuit (Jozef Unierzyski) mocrasus HosaxiBcokomy
«3aAO0BIABHO (celujqco) » 33 «PUCYHOK 3 aKapAeMiYHOIO
akra (rysunek z aktu akademickiego)» Ta «pucyHnox ro-
AiB i giryp 3 sxusoi Harypu (rysunek gtow i figur z zywej
natury)», — YHMTA€EMO y CBIAOLTBI, BupaHOMY 1 KBiTHA

1897 poxy [7].
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Csiponrso O. Hosakiscekoro 3a IT miBpivust 1895/1896 H. p.
Ta IIPO KOHKYPCHY Haropopy 3i IIIkoAr 06pa3oTBOPYMX MUCTELITB
y Kpaxosi

IIpodecop An CramicaaBChbKHIA Ay>Ke BHCOKO OIfi-
uuB ycrixu O. HoBakiBchkoro i Toi oTpuMaB «Haro-
poay (zasluzone nagrody)» «cpi6uy mepaap (medal
srebrnhy) » 3a TBopui mpaui Ha BiaAiAl puCYHKIB Bxe y Ha-
crynuomy, II niBpivui 1896/1897 H. p., a TakoX y pos-
Alai «ycnimuicts (postep)>» oninky «pa06pe (dobry)»
3a «MaAloBaHHs neit3axis (malowanie krajobrazéw)>;
«3ap0BiabHO (celujaco)» 3a «pucyHOK ToaiB i iryp
3 xuBoi Harypu (rysunek gléw i figur z zywej natury)»
Ta 3 «aHarowmii (anatomii)» i «ayxe ao6pe (bardzo
dobry)» 3a ycnimHicTb B «pUCyHKY Qiryp 3 aHTHIHUX
ckyapntyp (rysunku calych figur z antykéw)». Taki
AaHi 6aunmo B cBiponTsi O. HoBakiBcpkoro 3a II miBpiy-
us1 1896/1897 poxky 3i Illkoan 06pa3oTBOPIUX MUCTELTB
y Kpakosi, soatoBanomy 15 anmnus 1897 poky 3a mianu-
coM «mpodecopa Bipaiay>» Hozeda Yaixumproro (Jozefa
Unierzyskiego) i «npodecopa» SIna CranicaaBcpkoro
(Jana Stanistawskiego) [8].

Yenixu HoBakiBChbKOTo 3 « pUCYHKY IOAIB i $iryp 3 xu-
Boi Harypu (rysunek glow i figur z Zywej natury)» i «pu-
cyHKy akapeMiuHoro akty (rysunek aktu akademickiego) >
MIATBEPAXKYIOTBCS OLIHKOIO <«AyXKe A00pe (bardzo
dobry)», a 32 «puCYHOK iryp 3 aHTUIHHX CKYABITYP

XyAOxKHS KyAbTypa. AKTyaAbHi mpo6aemu. Bum. 19. 9. 1. 2023
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Csiponrso O. Hosakiscbkoro 3a IT miBpivust 1896/1897 u. p.
Ta 11po cpibHy Mepaas 3i [IIkoar 06pa3oTBOPUMX MUCTELITB
y Kpaxosi 3a mipmicom npodecopin I;Iose(pa YHiXUIBKOTO
ta Slna CranicaaBcbkoro Bip 15 aumus 1897 poxy

(rysunku calych figur z antykéw) » Bin oTpumMaB «3ap0-
BiABHO (celujco) » B HacTynHoMy 1897/1898 HaByaAbHO-
My pori [9].

Apyry «cpibuy Meaaan (medal srebrnhy)> 3a TBOp-
yi mpani Ha Bipaiai pucynkiB O. HoBakiBcbkuit 3Ao6yB
yxe B HacTynHomy, 11 miBpiuui 1897/1898 poxy, 3a-
MUC TIPO MO € y po3aiai «Haropoau» («zastuzone
nagrody>) #oro cBipoursa 3i lllkoan o6pasoTBopunx
mucrents y Kpaxosi Bip «23 aumas 1898 p. (23 lipca
1898 r.)» 3a mipmucom «mpodecopa Biaaiay» Moseda
Yuixunpkoro (Jézefa Unierzyskiego) i «npodecopa» Sxa
Cranicaascskoro (Jana Stanistawskiego). ITpote 3 «pu-
cyHKy $iryp 3 aHTHaHMX cKyabnTyp (rysunku calych figur
z antykéw) >, <PHUCYHKY TOAIB i ¢iryp 3 >xuBoi HaTypu
(rysunek gtéw i figur z Zywej natury) » i «MaatoBaHH meit-
saxis (malowanie krajobrazéw)» oninxoro Hopakicbkoro
€ «3ap0BiabHO (celujco)» [10].

I3 cepeanrn 1898 poxy O. HopakiBchbkuil HaB4aBCs
Ha BipAiai MaasipcrBa IlIkoAu 06pasoTBOPYMX MUCTELTB
y Kpakosi (c. k. Szkoly Sztuk Pigknych w Krakowie), aria-
HO 3 iHpopmMariiero 3i cBiponrsa O. HosakiBcbkoro 3a I mis-
pivust 1898/1899 . p. 3i I1Ikoar 06pa3oTBOPYHX MUCTELITB
y Kpaxkosi (c. k. Szkoty Sztuk Pieknych w Krakowie),

Artistic Culture. Topical issues. Vol. 19. No. 1. 2023
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Csiponreo O. Hosaxkiscbkoro 3a IT miBpivast 1897/1898 H. p.

Ta IIpO APYTy cpibHy Meaaas 3i IITkoAn 06pa3oTBOPYNX MHECTELTB
y Kpaxosi 3a mipmiacom Hosecba YHiXUIBKOTO

ta SIna CranicaaBcpkoro Bip 23 aunas 1898 poky

3a mianucoM «<mpodecopa Bipaiay (profesora oddziatu)»
Aeona Buayakoscpkoro (Leona Wyczétkowskiego),
Ae uuTaemMo (MOAbCHKOI0 MOBOI0): «Ilan HoBakiBcokumit
Onexca [Nowakowski Alexy] popom 3 O60piBku Bipoc-
nosipanHs rpenpkoro (wyznania greckiego) HaBuaBcs
Ha BipAiai Maaspcrsa [oddzial malarstwa] Illkoan 06-
pasorBopuux mucrents y Kpaxosi [c. k. Szkoly Sztuk
Pigknych w Krakowie] B 1 mispiuui 1898/1899 naBuasbHo-
O POKY i yCHiNIHIiCTh HABYAHHS [ postep] AEMOHCTPYIOTH
HACTYTIHI OIIiHKM: 3 MAASPCTBA 32 MaAlOBaHHA Qiryp 3 Ha-
Typu [z malarstwa za malowamie figure z natury] — aysxe
Ao6pe [bardzo dobry] i crapannicts [pilnoé¢] — spaskosa
[wzorowa]» [11].

Tpetio «cpibry Mepaas (medal srebrnhy)> 3a TBOp-
gi mpani Oaexca HopakiBcbkuii oTpuMaB Ha Bipaial Ma-
aspcrsa («oddziatl malarstwa> ), mo 6a4umo y cBipouTBi
O. Hosakiscpkoro 3a II miBpiaus 1898/1899 u. p. 3i IlTkoan
o6paszorBopunx MuctenTs y Kpakosi sa mamnmcom «mpogde-
copa Biaaiay (profesora oddziatu) » Aeona Buayakoscbkoro
(Leona Wyczétkowskiego) i «mnpopecopa» Sna
Cranicaascpkoro ( Jana Stanistawskiego) ». Tum gacom, foro
«ycrimHuicTs (postep)> «3 MAASPCTBA 32 MAAIOBAHHS Mefi3a-
xiB (z malarstwa za malowamie krajobrazéw)» — «p06pe

XyAOxKHS KyAbTypa. AKTyaAbHi mpo6aemu. Bum. 19. 9. 1. 2023
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Csiponreo O. Hosaxkiscbkoro 3a IT miBpivust 1898/1899 H. p.

Ta Ipo cpibHy MepaAb Ha BipAial MassipcerBa ITIkoan o6pasoTBopumx
mucrenrs y Kpaxosi 3a mipmicom npod. Aeona Buayakoscpkoro

Ta SIna CraHicAaBChKOTO

(dobry)» i «3apoBiabho (celujco)» — «3a MaArOBaHHS ro-
AiB 3 Harypw (za malowanie gléw z natury)», «crapansicTs
(pilno$¢)» — «apaskosa (wzorowa)>» [12].

Y nepmomy miBpivui 1899/1900 H. p. ycmimHicTs
3 «MAASPCTBA 32 MAAIOBAHHS FOAIB 3 Harypu (za malowanie
gléw z natury)» XyAOKHMKa OLiHEHO SIK «3aAOBiABHY
(celujcox) [13].

«3onota Mepasp (medal ztoty)>» 6yaa maropopoio
HosaxkiBcpkoMy 3a TBOpPYI Tparii Ha BiAAiAl MaAsIpCTBa B APY-
romy miBpiudi 1899/1900 — poBiayeMoch 3 rpadu «Haro-
poau (zasluione nagrody) » cBiponTBa O. HoBakiBchkoro
3a IT miBpivust 1899/1900 . p. 3i IlIkoan o6pazoTBOp-
anx mucrents y Kpakosi (c. k. Szkoly Sztuk Pigknych
w Krakowie), Bip «15 aumss 1900 p.» («15 lipca 1900 r.» )
3a mipmmcoM «mpodecopa Biapiay (profesora oddziatu)>»
Aeona Buuyaxoscpkoro (Leona Wyczétkowskiego), i «3a-
AoBiabHO (celujco)» «3 MaaspcTBa 3a MaAOBaHHS Qiryp
3 Haryp (z malarstwa za malowamie figur z natury) » [14].

¥ 1900/1901 poui noxazHuxku MuTys B I miBpiv-
ui — 3a ycmimmicTs «pyxe pobpe (bardzo dobry)»
3 «MaASIPCTBA — 3a MAAIOBaHHS Tei3axis (z malarstwa
za malowamie krajobrazéw)» i «3aposiabno (celujco)»
«3a MaAlOBaHHA roais 3 Hatypu (za malowanie gléw
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K SZKILE SETUT PIEKRYCH W KRARIWIE
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Csiponrso O. Hosakiscekoro 3a IT mispivust 1899/1900 w. p.
Ta IIPO 30AO0TY MEAAAD Ha BipaAiAi Maaspcrsa 3 [lIkoan
o6pasorBopurx MucrenTs y Kpakosi 3a mipmicom

Aeona Buuyakoscpkoro Bip 15 aumas 1900 poxy

z natury)>» Ta «pyxe pobpe (bardzo dobry)» «3a pucy-
HOK 3 aHTUYHHUX CKYABIITYP: BE4ipHill IpK AaMIIax a00 paH-
xoBuit (rysunok z antykéw: wieczorne pry lampach lub
ranne)> [15] Ta y Apyromy mispiaui 1900/1901 — «aysxe
Aobpe (bardzo dobry)» 3 «mMaAspcTBa — 3a MaAloBaH-
H4 neitzaxis (z malarstwaza malowamie krajobrazéw)»
i «3ap0BiabHO (celujco)» «3a MaAroBanHA iryp 3 Harypu
(za malowanie figur z natury) » [16].

ITicas peopranisanii Illkoan o6pasoTBopunx Muc-
tens y Kpakosi (c. k. Szkoty Sztuk Pieknych w Krakowie)
B AKapeMito o6pasoTBopunx mucrents y Kpaxkosi (c. k.
Akademig Sztuk Pieknych w Krakowie) HoBakiBcbkuit
IIPOAOBXKY€E HaBYaHHA Ha BipAiAl MaagpcTBa y Ilkoai mpo-
¢$ecopa BuayakoBcpkoro, mo mATBEepAKYIOTh 3aITHCH B CBi-
AorrBax: «AkapeMist 06paszoTBopunx Mucrerrs y Kpaxosi.
ITan HoBakiBcpkuit Oaexca popoM 3 O60AIBKY HaBYaB-
cs1 Ha Maaspcrsi y Ilkoai npogecopa BuuyakoBcbkoro
y 1901-1904 poxax [18; 19].

Sk BupHO 3i cBipo1TB, Bukaapavamu O. HoBakiBchkoro
3 PUCYHKY Ta MAaASIPCTBA B YaC IIeCTH POKiB HABYAHHS Ha BiA-
AIAl puUCYHKY ( 1892—1998) i IOTiM Ha BipAIAL MaAsIpCTBa
(1898-1904) I1Ixoau 06pazoTBOpunx MucTenTs y Kpakosi
(c. k. Szkoly Sztuk Pigknych w Krakowie) i Axapemii

XyAOXKHS KyABTYpa. AKTyaAbHi npoGACMyL Bumn. 19.4.1.2023
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Csiponrso O. Hosakiscbkoro 3a I miBpiwast 1901/1902 1. p.
po HaBYaHHS B AKapeMii 06paszoTBopunx mucrents y Kpakosi
Ha Bipaiai Maaspcrsa y Illkoai npodecopa Buuyaxkoscbkoro

obpaszorBopunx mucrenTs y Kpakosi (c. k. Akademii Sztuk
Pigknych w Krakowie) 6yan ®aopian Lunk (Florian
Cynk), Mose¢ Vuixumpxuit (Jozef Unierszyski), Aeon
Buuyaxoscokuit (Leon Wyczétkowski), S Cranicaascokuit
(Jan Stanislawski).

BaacHe, 3aBASIKY HABYQHHIO Y LIUX BH3HAYHUX [IOAb-
cpkux MHUTILiB-podecopiB Oaexca HoBakiBcpkuit MaB
3MOT'y OIIaHyBaTH HaNOiABII IPOrPeCUBHI TOAL Teuil cBi-
TOBOTO MHMCTELTBA — IMIPeCiOHi3M, eKCIpecioHi3M
Ta CUMBOAI3M.

ITonyasipHi mOABCHKi epiopnyHi BUAaHHs 1890-
x — 1900-x pokiB — razeru «Stowo Polskie>» i «Glos
Narodu» iHYOPMYIOTh IPOMAACHKICTH PO HAropo-
an Oaexcu HoBakiBcbkoro — ABi (3 prox) CpibHi Me-
AAAl Ta 30A0TY M€AAAb 3a TBOPUYI IIpalli B 4aC HaBYaH-
us y lIkoai o6pasorsopumx mucrents y Kpaxosi (c. k.
Szkoly Sztuk Pigknych w Krakowie). 3oxpema, 3 my6ai-
kanii «W krakowskiej szkole sztuk pieknych» w «Slowie
Polskim> 3a 1899 pix AisHaeMoch po ABI cpibHi Mepaai
(8 1897/98 1 1898/99 poui) [19, c.2]. IIpo 30a0Ty me-
Aaab 1900 poxy, siky 3006y8 Oaexca HoBaxiBcpkuii, uu-
TaeMo B crarTi «Akademia sztuk pieknych w Krakowie>
y «Glosie Narodu» 3a 1900 pix [20, c. 3].
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Y HayKOBHX HOABCHKHX BHAAHHAX 1890-x —
1900-x poKiB Tako>X 3HAXOAMMO iH$OpMAIIit0 TPO HABYAH-
Hs1 Oaexcu HoBakiBcbkoro, sIK, HAIIPUKAQA, Y BKe 3TaAy-
BaHOMY Ta IJUTOBAHOMY HayKoBOMY BHAaHHI 1904 poxy
«Pamietnik Towarzystwa Przyjaciol Sztuk Pieknych
w Krakowie 1854-1904: piecdziesiat lat dziatalnosci
dla ojczystej sztuki>», ae posmimeno kopoTKy iHpopma-
LIif0 PO HABYaHHA Ta AEKI 6iorpa<l)qui AaHi, TOAQHI ca-
muM O. HosakiBcbkum. Takox 1je BUpAaHHS iHpopMye Hac
npo ygacts Oaexc HoBaxiBecbkoro y BucTaBKax: «Y AbBOBi
BucTaBuB B 1900 porii TBip mia HasBoo “Bmuparounit gep-
xec” [Czerkies umierajacy] i noprpern, 8 1902 i 1903 poui
B Kuesi, Ha roBiAeliHiit Buctasni y Hac [Ha FOBiaeitniit Bu-
crasii TPSP 1904 p. y Kpakosi] sxanposi ciienu 3 Yxpainu
[na wystawie jubileuszowej u nas sceny rodzajowe
z Ukrainy]. OS> [1, c. 197-198].

Is naykosoro Bupanus 1904 poxy (Krakéw)
«Katalog wystawy jubileuszowej Towarzystwa Przyj.
Sztuk Pieknych» aeraapnime poBiayeMoch mpo ydacrs
O. Hosaxkiscpkoro y 1904 poni y IOBisefinift BuCTaBIi
TPSP y Kpakosi, Ae MUTeIb eKCITOHYBaB BiCiM TBOPIB, sIKi
B KaTaAO3i BUCTABKM [TI0O3HAYEHI HOMEPaMH ITiA MPi3BUIEM
aBTopa «Hosakiscbkuit Oaekca» (Nowakowski Aleksy):
154. «I'pyma aireii» oa. («Grupa dzieci», ol), 15S.

Csiponrso O. HosakiBcbkoro 3a I miBpiwast 1903/1904 1. p.
npo HaB4aHHs B AKapeMii 06pazorBopunx mucrerrs y Kpakosi

ITy6aixanis mpo Oaexcy HosaxiBchkoro y HaykoBoMy BuparHi 1904 poxy «Pamietnik Towarzystwa Przyjaciot Sztuk Pigknych w Krakowie
1854-1904: piecdziesiat lat dzialalnosci dla ojczystej sztuki>»

XyAOKHS KyABTypa. AKTyaAbHi mpobaemu. Bum. 19. 4. 1. 2023
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deatitit der Person und.
S R

TTocsipgenns ocobucrocri Mapianuu Posaaii HosakiBcskoi (Apyxa/mn Oaekcu HOBaKiBCbKOI‘O) , HapopxkeHoi B 1888 poui B c. Moruaa
mip Kpakosom 3 poTorpadiero Mapiansu, paToBase 1916 pokoM Ta CKpinAeHe MevaTKoo (s OpHTiHaAl HIMEIIbKOIO MOBOIO).

3 apxiBy poaunu Oaexcu HoBaxiscrkoro

«/iBumHKa B BikHi» («Dziewczynka w okniex, ol), 156.
«I. Ciabchka aiBumHKa>, OA. («I. Dziewczynka wiejska>,
ol), 157. «IL Ciabchbka piBunnka», oa. («IL Dziewczynka
wiejska», ol), 158-161.1, I, IIL, IV «Studyum ukrairiskie»
ol, (L, I1, ITI, IV «Ykpaincbki cTyaii>» oa.) [21].

ITicast 3akinyeHHs HaBuaHHsS B KpakiBcbkiil akapeMil
MUCTEITB (B 1904 pori, BiaoBiaHO A0 cBiponiTB O. HoBa-
KiBCBKOTO 3 AKapeMil MI/ICTeI.ITB) , BIH OCEASIETBCS B CeAl
Mormuaa mip, KPa.KOBOM. TyT BIH ITi3HiIlIe ITO3HAMOMUBCS 3 Mak-
OyTHBOIO APY>KHHOK MapiaHHoro-Posaiero ITaAbMOBCBKOIO,
SIKy aoci icTopiorpadis mopaBaaa sik Auy abo Auny-Mapito
ITaApMOBCBKY, He 6a3yF04ICh HA OPILHIHIX AOKYMEHTAX.

Boaoaumup 3aroszenpkuit numre (3HOBY 6e3 mocu-
AQHHS Ha Axepeno): «B 1900 poui Kpaesuit Buaia npu-
3naB HoBaxiBcbkoMy cTumeHaifo iM. YpOaHCBKOTO...
HosaxkiBcbkuil 3pikcs cTumeHAil i mepeixaB A0 ceaa
Moruaa nip KpakoBoM BiaAQI0UHCsI CTYALSIM 3 IPHPOAH ...
B 190S pori Bnepme nmossuaucs kapTuau HopakiBcpkoro
Ha 10BHAelHil BucTasui “ToBapucrsa MucrenTs”. BucraBus
BiH TaM 6 CTyAli i 4 6iabmmi kapTuHy. 3i CTYALR KpaeBUAU:
“Posronu Ha BecHi’, “Becrstanit neficax”, “Ilpu mMauni’,
“36ipka Oypaxis”, “Tlepmmit cuir’, “CTpyraHss maTukis’
3 xapruH “AisunHa B BikHi” (BaacHicTb rp. Ksisernpkoro
B ITo3Han10), “BHX0AATH 3 KOCTeAd”, “AiBumHa 3 A03aMu’...
B tim vaci nosunatomuBcst HoBakiBcpkuit B Moruai 3i cBo-
€10 misHimoro Apyxunoro AuHoro ITaapmoBcrkoro. Big 1906
A0 1913 p. nepebyBae apruct B Moruai, Ae 3arpusi3HUBCS
3 maneio [oryabcbkoro» [3, c. 37; 22].

XyAOxKHS KyAbTypa. AKTyaAbHi mpo6aemu. Bum. 19. 9. 1. 2023
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ITiaTBepAXkeHHSIM TOro, mMo ApyxkuHa Oaexcu
HoBsaxkiscpkoro HasuBasach Mapianna Posaais, € aAoky-
MeHT 1916 poky — mocBipgdeHHs ocobucrocTi MapiaHHH
Po3aaii HoBakiscpkoi (B OpHTiHaAl HIMELIbKOIO MOBOIO)
Ha AMILEBiil CTOpOHI 3 A0Ope BrisHaBaHOW poTorpadi-
€10 APYXKUHU Oaexcu HosakiBcpkoro i Hanmucom HaBepxy
«Maryanna Nowakowska i3 poaTor0 BHH3Y «1916> Ta 11e-
garkoro 3 HarcoM «K. k. Polizei Direktor in Lemberg>
i 3 HAIIMCOM Ha 3BOPOTi AOKYMEHTY «ITocBipueHHS 0CO-
6ucrocri 3 BAACHOPYYHHUM mianiicoM Mapianau Posaaii
HosakiBcpkoi, Hapoaxxenoi B 1888 pomi B c. Moruaa
mip KpaxoBom> (B opuriHaAi HiMerpbKko0 MoBo: «Die
Identitaet der Person und die eigenhdndige Unterschrift
Maryanna Rosalia NOWAKOWSKA, geborenin MOGILA
pk. KRAKOW 1888> ), «odiniitro miarsepaxeno>» (wird
amtlich bestitigt) «18 sxosrns (oktober) 19165 i ckpinaeno
nevarkoro 3 HarcoM «K. k. Polizei Direktor in Lemberg>
(3 apxiBy poannu Oaexcu Hosakiscbkoro) [23].

Csiponrso npo HapopxeHHs: Mapianau Po3aaii
ITaapMoBcpkoi 3 Hanionaasnoro apxiBy y Kpakosi
(Archiwum Narodowego w Krakowie) micTutb Taky in-
$opmariro (B OpHTiHaAl AaTI/IHOIO): «Kuwura HapOAKEHH
ixpemenns, ceao Moruaa, pik 1888, c. 592 (HopﬂAKOBI/IfI
HOMep) 3S. Pix 1888, aenb i Micanp HapoaskeHHs 1 yeps-
Hsl, OXpellleHa 3 4epBHS; iM's1 HAPOAXKEHOTO 1 oxpelre-
Horo Mapianna Posaais (Marianna Rozalia); nomep
AOMY HapoAXXeHOro 12; Bipa KaTOAHMIIbKA; CTaTh XKiHOYa;
3 IIPaBOTO AOXKQ; iM’s1 6aTbKa i oro 6arbkis, npizBuile,

Artistic Culture. Topical issues. Vol. 19. No. 1. 2023
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cycmiabnmit cran — Cranicaas [TaabmoBcokuit (Stanistaw
Palmowski), curt Mares i Posaaii Papor (Macieja i Rozalii
Rarég, pemicauk (Tecas) 3 Moruau, Bipa KaTOAHIIbKa; iM ST
MamH i 1i 6aTbKiB, npisBuie, CycmiAbHUI cTaH — Posaais
(Rozalia), poouxa Codii Aruak (Zofii Anczak), cayxuuni
HapoasxeHol y Kpakosi, Bipa kaToAuIpKa; iMeHa XpecHUX
0arpKiB, mpisBuie, cycmiabHuiT cTaH — Muxaitao Camern
i Mapianna Bax (Michal Samiec, Marianna Wach), ne-
3aMiXKHI; iM's1, Ipi3BHUIle TOrO XTO IPOBIB 0OPsIA Xpe-
meHHs — MicreBuit Bikapiit Aroasix ITusix (Ludwik
Pyzik) > [24].

Takox i3 ny6AiKaui171 Y MOAbCHKUX IIEPIOAMYHUX BU-
aaHHAX 1900-x pokiB AoBiayeMoch mpo Te, mo Oaekca
HoBakiBcpkuit 6paB yyacTb y KiabKox BUCTaBKax y Kpaxosi
B 1911 pori.

¥V BepecHi 1911 poky 3opranizoBaHo BeAuKy 36ip-
Hy BHCTaBKy TBOpiB Orekcu HoBakiBcbkoro B ITasami
mucrents y Kpaxosi (Palacu Sztuk Pigknych w Krakowie)
sycuasasmu TPSP y Kpaxosi, mpo sky uuTaemo B Irybaika-
il «L. Wystawa wrzesniowa w Patacu Sztuk Pigknych
w Krakowie» y «Krakowskim miesieczniku artystycznym
3a 1911 pix (OABCHKOIO MOBOIO): «Bepecnesa BucTaBKa
B [Taaani O6pasorBopurx Mucrenrs y Kpakosi mpruxecaa

psAcHmit yposait 3 315 TBopis. Mi>x HUMH HallBU3HAYHIIIe
Micrje 3aiHAAM KapTHHE npo¢. Sexa Maabyescpkoro. A Ta-
KOXX BUCTaBKa akBapopTiB Ta 36ipHux BucraBok Oaekcn
HosaxkiBcpkoro ta Boaopumupa Termeepa... — i paai, —
3HayHMM 3a1[iKaBACHHSIM I'POMAACBKOCTI BiA3HaYaAaCh 36ip-
Ha BHCTaBKa TBOpiB Koaopucta Oaexcu HopakiBcbkoro.
Ao xanmeaspii ToBapuCcTBa MPUXOAUAH YHCACHHI OCTi
3 IIMTaHHSAM IIPO ITiHy BUCTaBA€HHX TBOPiB. IpoMapchKicTh
Hallla <...> BIACTYIIaAQa Ilepea iHAMH THX IIePeBAXKHO He-
BeAMKHUX KapTHH (6AM3bKO0 3 AM), sIKi KomTyBaawu Big 300 K.
A0 600 K.» [25, c.93-94].

Is xaTasory 1911 poxy BucraBku HesaaexxHux
06’ AHAHHSI TOAbCHKHUX KUBOIHUCIIB, rpadikiB i ckyabnTopin
y Kpaxosi (Wystawa Niezaleznych Zwiazku Powszechny
Artystéw Polskich Malarzy, Grafikéw i Rzezbiarzy) pisna-
emocs, mo Oaexca HoBakiBChKUIT BUCTABASIB TaM BUCTABII
TBOpH [26].

ITpo nepemory Oaexcu HosaxkiBcpkoro B 1911 poky
B KOHKypci Ha BiBTapHuit 00pa3 Cepust Icyca Ha I Bucrasii
ITOABCBKOTO IlepKoBHOTro Mucrenrsa im. [Terpa Cxapru
y Kpaxosi inpopmye (moabcpkoro MoBoiw) mybaika-
nis «Konkurs na obraz oltarzowy Serca Jezusa na 1.
Wrystawie polskiej sztuki koscielnej im. Ks. Piotra Skargi
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Csiponrso npo HapoasxeHHs Mapiannu Posaaii ITaapmoscpkoi 3 Hanionaassoro apxiBy y Kpaxosi
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Oxexca HoBaxkiBchkuit «KAaH KHA3EBHY >

w Krakowie» B razeri «Nowa Reforma»: «§ ciunsa
1912 poxky Ha 3acipaHHi Xypi KOHKYpPCY IIip KepiBHH-
urBoM Apa Deaikca Komepu <...> Bupimeno pospiauTtu
Mix aBTOpiB IMX TBOpiB npu3 B 1000 KOpoH Ha ABi piBHI
vacTuHy. ITicAs BIAKPUTTSI KOHBEPTIB 3'SICyBaAOCH, IO aB-
TOpaMu Bip3HadeHHUX npanp € Su I'ymoscpkuit Ta Oaexca
HosaxkiBcbkuit» [27, c.2].

V razeti «Slowo Polskie» Baaaucaas Koaumpxuit
(Wtadystaw Kozicki), Haa3Buyaitsuit mpodecop, kepiBHHK
KadeapH CyJacHOI icTOpii MECTeIITBa I'yMaHiTAHOTO BiAAiAY
Yuisepcurery Sra Kasumupa y AbBoBi mucas mpo TBOpYicTh
IIbOTO YKpaiHChKOTo MUTIS: «Oaekca HoBakiBcbkwit € B mmo-
BHIi1 Mipi BU3HAYHIUM TAaAQHTOM, CBDKMM, OYITHIM, HAIIPABAY
3 Boxoi aacku [Aleksandr Nowakowski jest w calej pelni
talentem istotnym, $wiezym, bujnym, naprawde z Bozej
taski]. Sk rOBOPATD PO Te MOro Npani — CBill TAAQHT BiH
possunyB B KpakiBcbkiit akakaeMii mucTtenTs. MaTeiiko,
CranicaaBcpkuit, Buayakoscekuit, Meropdep Oyau itoro
BUHTEASIMH. OTpPIMaHi Bip HHMX IMITyAbCH MOTO BHAATHA
MHUCTELbKA iHAMBIAYaAbHICTD II€pEeTBOPHAA Ha BiAMIiHHI
I[iIHHOCTI, IIOCTYTIOBO AOXOASIYM AO peaaisarjii Baacunoro
Mucrenproro O6pasy (Bisii) CBiTYy, OCHOBHUMH eAeMeH-
TaMH AKOi € aMIAidikariis peaAbHHX POPM, CHMBOAIKA i Hap-
3MYaiiHa CHAA KOABODPY, HAIOBHEHA MY3UYHHMU L[iIHHOCTS-
mu> [28, c. 3-4].

1913 poky Ha 3ampomeHHsS MHTPOIOAHUTA
Anppes Ilentunpkoro Oaekca HosakiBchbkmii mepe-
ixaB A0 AbBoBa [3] pasom 3 aApyxunHor Mapian-
How-Posaaiero i oceauBcss HaBmporu cobopy
cB. IOpa y xoaunrniit Biaai SIna Cruku, BUKyTIAeHi Mu-
TPOIOAUTOM AHAPEEM, A€ BUXOBYBAB 3 APY>KHHOIO ABOX
cunis — dpocaasa (4.01.1920-21.05.1982) i XKaana
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(15.06.1922-12.01.1993) — nparjroBas y MaiicTepHi i mpo-
BAAMB CBOXO MHUCTEIIBKY IIKOAY ( 1923—1935).
36ipHa BucTtaBka npanps Oaexcun HoBakiBcbkoro B
raaepei ToBapucrBa Zaczety Sztuk Pieknych y Bapmasi
B 1932 poui npuHecaa HOMy BU3HAHHS MUTIIiB, TPOMaA-
CBKOCT] 1 6araTto 3aXOIAEHHUX BIATYKIB IIOABCHKOI KPUTUKH,
soxpema SHa Kaeunncororo (Jana Kleczyriskiego) y Bupan-
i «Kurjer Warszawski», B. Kosaabayxa (W. Kowalczuk)
y «Przewodniku Tow. Sztuk Pieknych w Warszawie>,
Sninm Kiaian Cranicaascpkoi (Janiny Kilian Stanistawskej)
B «Kurjerie Literacko-Naukowym», Kapoas Kypuatoxa
(Karola Kuryluka) B «Tygodniku ilustrowanym» Ta ix.
3okpema, ST Kaeunscpkuit (Jan Kleczyniski) — muc-
TeIITBO3HaBeIlb, INCbMEHHUK, MiaHicT 3 Bapmaswy, micas
orasiay BucraBku HosaxiBcbkoro B «Zachecie> nopisrioe
itoro TBopu 3 Ban T'orom i MyHKoM, TOBOpsIH, IO I1eH MH-
Tellb MAHSAB piBeHb MPOQeCiitHOro YKpaiHChKOro MHUCTell-
TBa Ha BUCOKY IIAQHKY CBITOBOT'O MaAsIPCTBA i ITHIIIE Y ITOAD-
cbkoMoBHOMY BupanHI «Kurjer Warszawski» y crarri
«Z “Zachety”. Oleksa Nowakowski. Stefan Mrozewski»:
«MHucTenTBo pychbkoro HapoAy (ykpaiHChKoro) — oKpim
HapOAHOTO MHCTeLTBA — HaM IIPaKTHYHO He BipoMe.
Iopsikyemo “Zachecie”, mo mokasaaa Ham TBopu Oaexcn
HoBakiBCbKOTO, SIKHMI1 € CHHOM PYCHHCHKOT'O HapOAy i BH-
3HayHuM MuTIeM. [lompu Te mo MUTeIb BUBYAB KYyABTYPY
3axoay, i ocobanso ITapmka i B f1Oro pucyHKy MOXKHA 3Ha-
WTH BIIAUB BUCIITHCHKOTO, 2 B KOHIIETILIISIX IIOCTATe — BiA-
AyHHS Marerika i MaAb4eBCbKOTO, OAHAK BCi BIIAUBH FIOTO
TaAQHT IIepeTBOPUB Ha HOBI IHHOCTI. AianazoH TBOpYO-
cti HoBakiBcbkoro Ayske mupokufi. Bia peaaizamy mocrareit
AO LIAASHUX ITeH3a’KiB, SIKi ONTHYHO MAAAIOTH Cepe 3BH-
BHUCTHX AiHiH, SKi MOXAHBO IOXOAATD Bip MyHKka i Ban Tora.
PucyHKu MUTIISL MOXKe HallbiAbIIIe IIOKA3YIOTh FOTO CHAY.
ITopTper ByriaAsM CHHA HAAXKHUTD AO YHIKAADHMX TBODIB...
TyT nposBASIETbCS BAACHHI PHUCYHOK MUTIISI, HAA3BHUYAM-
HO BUPA3HHI1, CAHTeTUIHUH, CIOHTAHHMI > [29,c.15-16].
«HecTtpumnuit Bipryos 6apB A€ BAACHOIO AOPO-
rozo TBopyocTi Oaexca HosaxiBcpkuii> (Nieokielznany
wirtuoz barw kroczy swoja wlasna droga twoérczosci Oleksa
Nowakowski). 3akoxanuit B koAopuami ... HosaxiBchkwuit
BBiOpaB PHCYHOK BEAUKHX MaiCTPiB, BUPi3bOHB AiHi0 CBO-
IO PUCYHKY, IO ii BIII3HATH CEPeA THUCSY. CxAapa€ KOH-
CTPYKIHI... mo6 MepeTBOPUTH IX Y CUMBOA. B xoMmo3urti-
SIX CMIAUH 1 AMKHMH IIaAi€ IOTOKAaMH KOAbOPiB, BU4APOBYE
Bi3ii IIOTOMOIYHMX CBITIiB... TBOPUTD, MPIIOYH IIPO BEAU-
Ke, MOHYMEHTaAbHe i 6e3cMepTHEe MUCTELITBO>» — IIHIIe
B. Kosaabuyx (W. Kowalczuk) B moAbCHKOMOBHit CTaT-
1i «Oleksa Nowakowski>» y Bupanni «Przewodnik Tow.
Sztuk Pigknych w Warszawie», Homep 74 3a 1932 pix [30].
Suina Kiaian Cranicaascpka (Janina Kilian
Stanistawska) misnime sayBaxuts y «Kurjerie Literacko-
Naukowym» y my6aikanii «Twoérczo$é Aleksandra
Nowakowskiego»: «Bo immpecionism Hosakiscpkoro,
TO KOHTAOMEPAT CTHAIB: GaHTACTHIHHN aAeTOPHU3M i po-
MaHTU3M, FepOIYHHMI MOHYMEHTAAI3M, BPEIITi APaMaTHU3M.
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Yucry iMmpecito 6a4uMO TIABKH B Ief3aKax MUTLS. TBOpH
HosaxkiBcpkoro myabcyroTb. XapakTepHa AAS MUTIIS IIAUH-
Ha AiHiSI BXOAHTD B CY6 €KT i 00 €KT, 3aIIAy TAHUI1, BUKPHBAE-
HUH i CHOTBOPEHUI KOHTYP BBOAMTD HAC B eMOLIMHUM CTaH
3popymenHs. Mucrenrso Oaexcu HoBakiBcpkoro, monpu
BramB Bucnancekoro, Mareiika i Merodepa, € BUsHaYUHIM
Ta cCaMOOyTHIM SIBUIIEM B icTOpil yKpaiHCHKOrO MUCTELTBA.
Koabopom i TemnepaMeHTOM He MOAIOHHUI AO HIKOTO, MO-
T'yTHii B MAASIPCHKiH IPUCTPACTi... » [31,c.1].

Kapoan Kypuatox (Karol Kuryluk) y Bapmascbkomy
supanni «Tygodnik ilustrowany» y (moabcbkomoBHii)
crarti «Aleksander Nowakowski» (1935) cTBepasxysas:
«Bipomuit yxpaincekuit Mutenp Oaexca Hopaxicpkuit —
1€ I[iKaBUM i BU3HAYHMM IIPUKAAA BIIAMBY ITIOABCHKOI KYAb-
TYPH K NPEeACTaBHUIIL 3aXiAHOEBPOIENChKOI KYABTYPHU
Ha KyABTYPY PyCbKO-YKPAlHCBKY, sIKa Ma€ B cobi 6araTo
cnenuivHUX CXiAHOBI3aHTINCHKUX pUC... MuTpomoaut
IMenTunbkui, KU CTBOPUB TPUBKI MaTepiaAbHi i MOpaAb-
Hi OCHOBH AAS YKPaTHChKOI KYABTYPH i CTaB ii OCHOBOIO, 3a-
npocus HosakiBcbkoro oo cebe oo AbBoBa. Tyt mipmapae
i BrAMB iHAMBiAyasbHOCTI IlenmTumpkoro <...> i crae
CIIOBIAHUKOM i ITPOIOBIAHMKOM HOT'0 iA€OAOT1i. TBopuicTs
MUTIISI HAOUpPa€E SICKPaBOTo HAIIOHAABHO-YKPAiHCHKOTO Xa-
PpakTepy, a HaBiTb IIePKOBHO-peAirifiHoro. Le Hafmai AHimmwit

Ta HAMI[IKaBiIKI Iepioa MO0 XKUTTS i mparti> [32, c.813-
814 (20-21)].

Bucnosku. Briepire BBeAeHO A0 HAyKOBOTO 00iry ap-
xiBHi AookyMeHnTH — cBiponTBa O. HoBakiBchkoro 1892—
1904 u. p. i3 KpakiBcpkoi mxoaun 06pa30TBOp‘lI/IX MUC-
TenTB i AKapeMii MECTeITB 3 apXiBy AKapeMil MUCTeITB
y Kpaxosi, Ha miacTaBi Skux npoaHaaisoBaHo mporec Ha-
puanns O. HoBakiBcbkoro.

3i cBiponTs 3’sicoBano, mo B 1892-1898 poxax
O. HoBakiBchkuil HaByaBcsl Ha Biaaiai pucynky lkoan 06-
pasoTBopurx MucrenTs y Kpakosi € ABOPIYHOIO ITepepBOI0
3 Apyroi moaosunu 1893 — nou. 1895 pokis) Ta oTpumas
Ha Kypci «mpodecopa Biaaiay > I;Iosecl)a VHDKUIPKOTO «Ha-
ropoay B KoHKypci>» y I miBpiugi 1895/1896 H. p. Ta ABi
«cpibHi Mepasi»: opHy — B II miBpiugi 1896/1897 u. p.
(«1S aunus 18975 ), apyry — B 11 mipivui 1897/1898 1. p.
(«23 aumnns 1898> ) 3a mipmucamu Moseda Yaixuiproro
i SIna CranicaaBcpkoro.

Ha Bipaiai maasipcra O. HoBaxiBchkuil HaByaB-
cs1 3 cepepnrn 1898 po 1901 poxy y IlIkoai o6pasorsop-
ynx mucTenTB ¥ Kpakosi y «nmpodecopa Biapiay» Aeona
BuayakoBcpkoro, a Takox mpodecopa Sxna CraHicaaBcbKOro
Ta OTPHUMAB TPeTI0 «CpibHy Mepaab» B II miBpiuui
1898/1899 1. p i «30a0Ty Mepab>» B I miBpiuai 1899/1900
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H. p. Bip «15 aumns 1900 p.» 3a mignucom «mnpodecopa
BipAiAy>» Aeona BuuyakoBcbkoro.

ITicas peopranisarjii mkoAu B AKapeMiro 06pa30T-
Bopuux mucrenTs y Kpaxosi O. HosakiBcbkuit nmpoao-
B)XY€ HaBYaHHA Ha Bipaial MaaspcTsa y IIkoai mpodecopa
Buuyaxoscpkoro 8 1901-1904 poxkax.

I3 apxiBHMX AOKYMEHTIB BCTAHOBACHO, IIT0 BUKAAAAYA-
mu Oaexcr HoBakiBcbkoro B Yac HaBYaHHS Ha BipAiAl pu-
cynky (1892-1998) i na Biaaiai Maaspcrsa (1898-1904)
IIxoau obpasorBopunx mucrenrs y Kpakosi, a morim axa-
Aemil 6yan Oropian LluHK, PIoseq) Yuixunpkuit, Aeor
Buuyaxoscokuit, SIH CraHicAaBCbKHIL.

BBepAeHO AO HAYKOBOTO 06iry AOKYMEHTH APY-
S5KUHU MUTLI — IIOCBIAUEHHSI 0COOUCTOCTI MapiaHHn
Posaaii HoakiBcpkoi 1916 poky 3 apxiBy pOAUHH MUTLS,
a TaKOXX CBiAOIITBO Ipo HapoakeHHs Mapiannu Po3saaii
ITaapmoscrkoi 1888 poky 3 HarjioHaabHOTO apXiBy
y Kpaxosi (Archiwum Narodowego w Krakowie).

Taxo BBEAGHO AO HAyKOBOTO o6iry MOABCHKI Ha-
yKOBi Ta nepioanyni BupanHsg 1890-x — 1930-x pokis
Ta 3aBASIKM HHM AOCAIAXKEHO BHCTAaBKOBY AISIABHICTH
O. Hosakiscpkoro y Kpakosi i Bapmasi. Hampukaaa,
npo y4yactb 1904 poxy B roBiaeiiniit Bucrasyi TPSP
y KpakoBi pooBisyemocs 3 HaykoBux Bupanb 1904-190S po-
kiB «Pamietnik Towarzystwa Przyjaciot Sztuk Pieknych

Aireparypa
1. Nowakowski Aleksy // Spis artystow polskich, ktérych
prace wystawiono w Towarzystwie Przyjaciol sztuk pieknych
0d 1854 do 1904 r. wlgcznie, opatrzony wzmiankami biograficznymi
i portretami, [w:] Pamietnik Towarzystwa Przyjaciét Sztuk Pieknych
w Krakowie 1854-1904: pig¢dziesiat lat dziatalnosci dla ojczystej
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Xapkis: Pyx, 1931.37,[2] c.
3. 3anosenpkmit B. Oaexca HosakiBcpxmit: Monorpadis. Apsis:
Haxaapom Ykp. Tos. [Tpuxuapnukis Mucrenrsa; Apyk. Hayxosoro
toBapucrsa im. IlleBuenxka, 1934. C. 36-37.
4. Csiponrso O. Hosaxiscpkoro 3a I mispiuust 1892/1893 . p.
PO HABYAHHS HA BIAAIAL pucyHKY y ITTKOAL 06Pa3oTBOPYHX MECTELITB
y Kpakosi (Szkole Sztuk Pigknych w Krakowie), poaToBane 1 6epesns
1893 poxy 3a mipmacom Paopiana ITunka. Kuura csiporrs 1887/88-
1895/96. Apxis Axapemii Mucrenrs im. STHa Marefika y Kpaxosi.
S. Csipourso O. Hosaxiscekoro 3a I mispiuus 1895/1896 u. p.
npo HasyanHs y IlIkoai o6pasorsopunx mucrents y Kpakosi (Szkole
Sztuk Pieknych w Krakowie). Kuura csigons 1895/96-1900/01.
ApxiB Axapewmii mucrents im. SIna Mareiika y Kpakosi.
6. Csiponrso O.Hosaxiscekoro 3a II miBpivust 1895/1896 . p.
PO HAaBYAHHS i Haropopy B KoHKypci y I1Ikoai o6pazoTBopunx Muc-
teurs y Kpakosi (Szkole Sztuk Pieknych w Krakowie) 3a miammcom
I;Io3e<1>a Yubxkunpkoro. Kaura csiponrs 1895/96-1900/01. Apxis
Axapemii MucTenTs im. SJua Mareiika y Kpaxosi.
7. Csiponrso O. Hosaxiscpkoro 3a I mispivust 1896/1897 . p.

npo Hasuanus y I1Ikoai 06pasorsopunx mucrents y Kpaxosi (Szkole
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w Krakowie 1854-1904: piec¢dziesiat lat dzialalno$ci
dla ojczystej sztuki», «Katalog wystawy jubileuszowej
Towarzystwa Przyj. Sztuk Pieknych». ITpo Beauxy 36ip-
Hy BucTaBKy TBopiB Oaexcu HoBakiscbkoro 1911 poky
B [Masrani mucrents y Kpaxosi (Palacu Sztuk Pieknych
w Krakowie), sopraunizosany TPSP, unraemo B my6ai-
Kanii 1911 poky «L. Wystawa wrzesniowa w Patacu
Sztuk Pieknych w Krakowie» y Bupanni «Krakowski
miesiecznik artystyczny». Ilepemora Oaexcu
Hosaxkiscbkoro B 1911 poui 8 Konkypci Ha BiBTapHuit 06-
pas Cepust Icyca Ha I Bucrasiji moACHKOTO [}epKOBHOTO
mucrenTsa im. ITerpa CKaer y KpaKOBi OIIMCAHA B raseri
«Nowa Reforma>. Y razeri «Stowo Polskie» Baapucaas
Kosunpkuit — Hap3BHYanHUI Ipodecop, KepiBHUK Ka-
$eapu cydacHOI icTopii MucrenTsa YHiBepcurery fHa
Kasumupa y ApBoBi omy6aikyBaB cTaTTiO PO TBOP-
gicts HoBaxkiBchkoro. 36ipHa BUcTaBKa npans Osexcu
HosaxiBcokoro B Taaepei ToBapucrsa Zaczety Sztuk
Pieknych B Bapmasi 8 1932 poxy npusecaa iomy BU3HA-
HHSI MUTIIiB, TPOMAaACBKOCTI i 3aXOIA€HI BIAIYKH IIOAb-
CbKOI KpUTHKH y cTarTaX SHa Kaeunncrkoro y «Kurjer
Warszawski»; B. KoBaasuykay «Przewodniku Tow. Sztuk
Pieknych w Warszawie>; Sninu Kiaian CranicaaBcproi
B «Kurjerie Literacko-Naukowym», Kapoast Kypuaroxa
B «Tygodniku ilustrowanym> Ta ix.
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Sztuk Pieknych w Krakowie). Kuura csipons 1895/96-1900/01.
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9. Csiponrso O. Hosakiscpkoro 3a I mispivust 1897/1898 . p.
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pasorsopunx muctents y Kpakosi (c. k. Szkoly Sztuk Pieknych
w Krakowie) 3a mipammucom AeoHa Buuyakoscbkoro Bip 15 aumms
1900 p. Kaura csipours 1895/96-1900/01. Apxis Akasemii muc-
TenTs iM. Ina Marteiika y Kpakosi.

15. Csipoyrso O.HosakiBcbkoro 3a I mispiuas 1900/1901 =. p.
PO HAaBYAHHS Ha BipAiAl MasspcTBa ITIkoAM 06PAa3OTBOPUIX MUCTELTB
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Matkovska I.
Oleksa Novakivskyi: Unknown pages of study and life from Archival Materials of the Krakow Academy of Arts

Abstract. The paper aims to study and publicize educational activities and exhibitions in Krakow by Oleksa Novakivskyi (1872~
1935), an outstanding Ukrainian artist — symbolist, expressionist, graphic artist, and educator, who over 20 years lived in Krakow
(1892-1913) and Lviv (1913-1935) and founded his own art school in Lviv (1923-1935) for 100 students.

The archival documents of the 1890s-1900s from the Archives of the Krakow Academy of Arts about Oleksa Novakivskyi’s stud-
ies in 1892-1904 were investigated.

Oleksa Novakivskyi’s report cards of 1892-1904 from the Krakow School and the Academy of Fine Arts were first introduced into
scientific circulation. It was discovered that in 18921898 Oleksa Novakivskyi studied at the Department of Drawing of the Krakow
School of Fine Arts (with a pause in 1893-1895) and received an “award in the competition” (1896), silver medals on July 15, 1897
and July 23, 1898 at the course of prof. Unierzyski, Stanislawski. In 1898-1901 Oleksa Novakivskyi studied at the Department
of Fine Art, where he received a silver medal (1899) and a gold medal on July 15, 1900, on the course of Prof. Wyczétkowski,
Stanislawski. In 1901-1904 Novakivskyi continued his studies at the Department of Fine Art at the School of Prof. Wyczoétkowski
at the Krakow Academy of Arts. It was established that Novakivski’s teachers in Krakow were the professors Florian Cynk, Jozef
Unierzyski, Leon Wyczdétkowski, Jan Stanislawski.

In addition, personal documents of the painter’s spouse (whom the researchers previously listed as Anna-Maria) from the archives
of Lviv and Krakow were introduced into scientific circulation (the identity card of Maryanna Rozalia Nowakowska, 1916; Birth
Certificate of Maryanna Rosalia Palmowska, 1888), as well as the Polish specialized and popular periodicals of the 1890s-1930s
that mentioned Oleksa Novakivskyi’s exhibitions participation in Krakow and Warsaw.

Keywords: archival documents about education and exhibitions of Oleksa Novakivskyi in Krakow, Krakow period of Oleksa
Novakivskyi, Ukrainian-Polish cultural ties.
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Penomen I'PU B XYAOXKHIM TBOPYOCTI
bopuca Muxaiaosa
1966—-1980

The Phenomenon of Play in Boris Mikhailov's
Creative Work (1966-1980)

AmnoTanis. Po3rasHyTo irpoBi nepeAyMoBU XyAOXKHbOI TBOPYOCTI Ta AOCAiIAXKEHO irpoBy AisiabHicTh Bopuca AnppiitoBuya
Muxaitrosa (Hap. 25 ceprrs 1938, Xapxis, YPCP) 3 1966 o 1980 poxu. AHaais TBOpiB Ta HapaTuBHHX iHTepB'I0 B. Muxaitaosa
YMOXXAHBAIOE ICTOPHYHY IEPIOAU3ALII0 HOTO MHUCTEL[bKOTO HaAGaHHS Ha OCHOBI IIeBHUX O3HaK Ta IpuHuumiB. Ha mepmomy, «me-
TadOpUIHOMY> eTart XyAoxkHboi TBopyocTi B. Muxaitaos y nomyky Iaeasy o6pasHo 3anepedye Ta BOAHOYAC BuxBasse (Ocrti-
By€) CyuacHy fOMy AificHiCTb. «BiaAKpuTi paan» 306paskens, axi cTBopus B. MuxafiaoB, Ha6yBaioTh XYAOXKHIX GOPM y BUTAIAL
CAQVA-TIOKA3iB «HAKAAAEHb>» ABOX KOAbOPOBHX AlaITO3UTUBHUX IIAIBOK Ta [IEPETASIAIB TEMATUIHUX Cepiit poTorpadidHux BiAGUT-
KiB. MuTeLb AeMOHCTPYE iX Iip Yac GpoTorpadpiyHux ceMiHapiB, KAyOHNX Ta IPUBATHHUX 3yCTpideit. XyAOKHI 06pasy KapHABaABHO-
IO THUITy Ta CEHCH, CTBOpPeHi b. MUXaliAOBHIM, IIOCTAIOTh y He3aBepPIIeHOMY IePeXOAi Bia JKUTTS AO MHCTelTBa Ta HaBmaku. Cuix
B. MuxaiiaoBa BKe Ha IIbOMy eTalli € KAPHABAABHUM, TOOTO aMOiBAACHTHIM, YHIBEPCAABHIM Ta BCEHAPOAHIM, MA€ HAPOAHO-CBSIT-
KOBHUH KapHaBaAbHUM XapaKTep Ta CIPsAMOBAHMI Ha BCe I AO BCiX.

ABTOPOM CTaTTi BBEACHO B TeOpEeTHYHHUI 06ir KOHIIENLi0 KapHaBaAisarii pororpadii, o mosHavae mepeHoC KapHABAABHHX 00-
PasiB Ta HAPOAHO-CBATKOBUX pOPM CMiXy KapHABAABHOIO THITY ¥ doTorpadiro. Y pocaiakerHi 6ya0 3acrocoaHo biorpadivnmii,
KOHIIENTYaAbHHI, AUCKPUIITHBHO-(EHOMEHOAOTIYHHI, KOMIIAPATUBHUI Ta FepMEHEeBTHYHUI METOAM AHAAI3Y.

Kawuosi crosa: rpa, irpoBa ALSAbHICTD, XyAOXKHS TBOPYicTh b. MMXafiAOBa, TeaTPaAbHICTD, KAPHABAABHE CBITOBiAUYTTS, TeaTpaAisa-

LisI KUTTSI, HAPOAHO-CBSITKOBI pOPMH CMiXy, KapHaBaAizariist oTorpadii, KapHaBaAbHI 06pa3u, KAPHABAABHHIT CMiX.

ITocTanoBKa npo6aeMu. XyAOXHS TBOPYiCTh Xap-
kiBcbkoro muTisa bopuca AnppifioBuya MuxaiiaoBa
€ BUAATHUM SBMIEM CBiTOBOI Bi3yaAbHOI KYAbBTYDH,
IO MpSIMY€ KPi3h HU3KY COITiaAbHUX 3MiH y PapsHCBKOMY
Comwsi (xinenp «Bipauru», mepioanm «3acrToro»
Ta «Ilepe6yroBu>») Ta AOGY He3aAEKHOCTI B YKpaiHi.
Mucrenpxe HapOaHHS K 0cOb¥cTa MipOAOTisE MUTILISI
«<BHMAarae p03p061<1/1 11 IK EAMIHOTO Ta IIiAICHOTO icTOpHY-
HOT'O [pOLleCy, BUBYEHHS IOCTiHOI 60poThbuU cTaporo
Ta HOBOTO> [ 13, C. 85].

Ha nepmmuit morasia, Teopu b. MuxaiianoBa BUAQIOTD-
Cs1 XaOTMYHUM HAKOIIMYEHHAM Pi3HOMaHITHOI BidyaAbHOL
Ta BepbaAabHOI iHPOpMaNii Ta «HECYMICHUX IIPUHIINIIB
opopmaeHHs>. BoueBuab, b. Muxaiiaos possuBae Tpapmii
TeaTpaaisailii B 06pa30TBopq0My MHCTELTBI, [0 OHTOAOTIY-
HO IIOB’SI3aHO 3 IHTEHIi€I0 AO BHAOBUIIHOCTI 300 pakeHH:
CTBOpeHHS MiQOAOTIIHUX, ICTOPUYHUX 1 IOETHIHUX 06-
Pa3iB Ta XyAOXKHIX HapaTHUBIB. )KaHPOBa HEBHU3HAYEHICTh
Aopobxy B. MuxaitaoBa moTpebye aHaAi3y XyAOXKHIX popm
Ta MOTHUBIB I cHcTeMHU 06pasis.
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Bibaiorpadist A0 omucy Ta aHaaisy TBopis B. Mu-
XailAOBa BeAMYe3Ha'. Ipore HayKOBUX AOCAIAYKEHB, Oe3I10-
CepeAHbO MPHUCBIYEHUX aHAAIZY PeHOMEHY TP B XYAOXK-
Hilt TBOpYOCTi b. MuxariaoBsa sk B YkpaiHi, Tak i 3a KOPAO-
HoM, — Hebararo. [Torsrst [pu 3 ToUKM 30py KYABTYpOAOTil
1 CyMDKHHUX I'YMaHITAPHUX HayK 3araAbHOIIPUMHATE, IPOTe
He € OCTaTOYHO 3PO3YMiAMM. ABTOP IIbOTO AOCAIAKEHHS Bip-
IITOBXYETbCS Bip KOHIIEMIil Ipu . Tefisuuru’, KOHI|emLil

! IrpoBy Ta/a60 CMIiXOBY IPHUPOAY XYAOXKHBOI TBOPYOCTL
B. MuxaitaoBa 6yA0 OIMCAaHO y HapHCcax, KHUrax Ta/abo Hayko-
BUX pOCAipKeHHsAx B. Misiano [47], O. Aaspentsesa [12], T. Caa-
sipu [25; 49], B. 3immepa [S0], B. Crurneesa [28], A. Bapra-
HoBa [S], Macrepxosoi-Tymninunoi [44; 46], B. Aramosa-Tymi-
nuna [44], O. Pannanopra [22], B. [poiica [7], FO. Pynina [23],
T. IlaBaosoi [18; 20; 38], I. Cxaspenxo [26], H. Yex [31; 32; 34]
TOMIO.

2 Y xounemyii rpu . Teit3aunry, sika € 3aCAAHMYOIO B IIbOMY
AOCAIAXKEHHI, «<...> 2pa € 006posirbHo0 nosedinkoio abo 3aunsm-

msam, siKe BiAGYBaETbCﬂ BcePeAI/IHi ACSAKHUX BCTAHOBACHHX MEX MiCLISI
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(Denomen rpu B xya0kHiit TBOpyOCTi bopuca Muxaiiaoa

HAapOAHOI cMix0Boi KyAbTypH M. baxrina Tompo. 3pificHeHO
aHaAi3 TBOPIB, TEKCTiB, HAPATUBHUX IHTEPB'I0 MUTIIS T CO-
IIiOKYABTYPHOT'O 1 iCTOPUYHOIO KOHTEKCTIB [1; 5; 15-20;
23; 24; 26; 31-36; 38; 39] {10r0 XyAOXKHBOI TBOPYOCTI.

AOcCAipKeHHS IPOBEAEHO BIATIOBIAHO AO TIAQHY AMC-
€PTaLliHOTO AOCAIAMKEHHS « denomMen I'PH B XyAOXKHDOL
TBOpuOCTi boprca MuxaiiaoBa>» y KOHTEKCTi AUCKYyPCY
«/\pyTHu# XapKiBCbKHIT aBaHTapA>. PEKOHCTPYKIito MOHAT-
TATPUY b. MuxaiiaoBa 3pificCHEHO 3a AOIIOMOTOI0 CYMIDKHHX
MIOHATD: irpOBa CUTYalisl, MPOCTIp T'PH, iIrpOBa Aifl, irpoBuii
IIPeAMET, MOBHA I'Pa, CBSITKOBICTb XyAOXKHIX 06pasiB, Ha-
POAHO-CBATKOBI pOPMHU CMiXy KapHABAABHOTO THITY TOIIO.

AHaAi3 ocTaHHIX AOcAipKeHB i my6aikamiit.
BcranoBAeHO, o KOPITyC Cy4acHUX HayKOBUX TEKCTiB
6isbine GOKYCYeThCSI HA BUBYEHHI €CTeTUYHHX, OHTO-
AOTIYHHX Ta METOAOAOIIYHHUX IIIACTAB TBOPYOCTI XapKiB-
ChKMX XYAOXHHKIB-aBaHTaPAKMCTIB B OCTaHHIN TPETHUHI
XX cToaiTTs. BopuTya A0 A0CAipKeHHS peHOMEHy Tpu
y TBOpax b. Muxaitaosa' mipaxoasTs aocaipauxu T. ITas-
aosa [18; 20; 38], O. Panmanopr [22], H. Yex [31; 32;
34], T. Cxaspenko [26], H. Bepnap-Kosaabuyk [4],
K. SIxoBenxo [ 38; 39] ra I [ae6a [ 39]. BasxauBum AAst AOCAI-
AKEHHI BUSBUBCS rOAOC camoro Bb. Muxaitaosa. ITip yac 6e-
cia B. Muxaitaosa 3 A. Aecarepuxom [8], K. Bikyainoro [6],
B. Illexoaainnm [37] koHLeNTyaAi3yeThCsS CAOBO «Ipas.

ITip gac anmaaisy tBopis b. MuxafiaoBa AOCAipHH-
KU 3BEPTAIOTHCSI AO KATEropiit HapooHoi cmixosoi kysvmy-
pu, noB’s13y10Th TBOpH B. MHXailA0Ba 3 «KapHABAABHOIO
napapurmo>» [38] a60 «KapHABaABHOIO KYABTYpPOIO>.
Busasaeno aesxi Hapoauo-cmixoei popmu KapHAsAAbHO-
20 muny, AKi MUTeI[b BUKOPUCTOBYE Y XYAOXHI TBOpYO-
cTi. IIpoTe He BCTaHOBAGHO BiAHOIIEHHS MK AUCKYPCOM
IIPO HAPOAHY CMiXOBY KYABTYPY Ta MOHATTSM I'pHU. Y IIO-
HepeAHiX PO3BiAKaX OYAO BISIBAEHO, aAe HEAOCTATHBO IIPO-
AHAAI30BaHO IrpoOBi MePeAyMOBH XyAOKHbBOI TBOPYOCTi
B. MuxaiiaoBa, He 6yAO 3AINICHEHO aHaAi3y Ta iHTepIpeTa-
11il MOHATTSA IpH, CPOPMYAbOBAHOTO MUTIIEM [8; 14].

VY crarri «“Hesakinuena aucepranis’ Bopuca
MuxaiiroBa: CTPyKTYPHO-HapaTUBHUI aHAAI3 poTOoCcepii»
(2019) Bu3HAYEHO OCHOBHI €CTETHYHI PUHIUIH TBOP-
YOCTI MUTIA 5K «ITAABHE IePeTiKaHHSI OAHOTO €AeMEHTa
300pasKeHHsI AO iHIIOrO, KOHTHHYAABHICTh>» [32,c.256],
TOOTO HAETBCSI IIPO Oe3nepepsre CAHOBAEHHS Md 000pom-
Hicmb (nepesepmuuqmso ), 1m0 € XapaKTepHOIO PUCOIO Kap-
HAaBaAbHOT'O HAPOAHOT'O CBITOBIAYYTTSI, TOIIO; Ta OAHOYACHO

T 49acy 3a npasusami, ujo 006posirbHo 635mi Ha cebe, ae, 6e3ymosHO,
000693K08i, 3 MEMO10, KA NOAS2AE 8 CAMOMY YbOMY 3AHIMMI; O Cy-
IIPOBOAXKYETHCSI IIOMYTTSMH HANIPYTU Ta PAAOCTI, @ TAKOXK BIATYTTSAM
iHO6YTTA y MOpiBHAHHI 3 HOBCAKACHHUM XUTTM> |30, c. 49].

! «Denomen — e sBume yorocs (cyTHoCTi), 60, MO came cebe
BUSABASIE, K PeAMeTa 6e3nocepeAHbO SBACHOTO CBIAOMOCTi>» [1uT.
3a: 46, c. 9]. Tlip vac 6eciau 3 A. Aecarepuxom B. Muxaitaos (2007)
3ayBaXKYE: «IToepHannsa Pi3HHX BapiaHTiB PeaAbHOTO Ta BUIAAQHO-

roierpa» [8].
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«TIePepPBHICTD, AUCKPETHICTD>, IO € 3aBePIIEHICTIO, « paK-
ToM> ByrTs, 3a O. AoceBum. Tam camo BkazaHo: «Iepost
b. MuxariroBa I1ikaBUTb CIIPaBXXHE 3HAHHS, IJO MiCTUTb-
Cs1 B CIIPaBXXHbOMY ByTTi. A 3HaUMTD, IOTO KOCMOC € PyXO-
MHM, TAACTUHEM (Y TIPOLIeCi CTAaHOBAEHHS) Ta PO3YMHHM
oAHOUYAcHO>» [32, c. 254]. Takox 3ayBaXKeHO, IO XYAOXKHIH
TBOpyocTi b. MuxafiroBa mpuTaMaHHAa MOBHA I'pa Ta iHIIi
BAAQCTHBOCTI. ¥ Te3ax «APYyruil XapKiBCbKHH aBaHTapA
Ta MAHITYAATHBHI MUCTELbKI MpakTHKu> (2022) 3a3Have-
Ho: «Kocmoc B. MuxaiiroBa XxapakTepHu3yeThCs He IIPOCTO
OHTOAOTIYHO, a it irpoBuM criocobom> [31].

3a susnavenHsaM T. [Taaosoi” [ 16-20], H. Yex [31;
32;34-36], I Cxaspenxo [26], H. Bepnap-Kopaasuyk [4]
Ta IHIIMX AOCAIAHMKIB, TI€PIi €TallK XYAOXKHbOI TBOPYO-
cri B. MuxaitaoBa Tpeba po3IASIAATH Y KOHTEKCTI XYAOXKHIX
pyxiB HeoinifinoI kyapTypu CPCP. I. Cxasipenko y aocai-
AxenHi «“Inunra gororpadis” Bopruca Muxarisosa: nop-
TpeT KpaiHH, 4acy, AFOACTBa>» CBIiAdHTD: «loro MuCTenTBO
OPTaHIYHO BXOAUTD AO IIPOOAEMATHKI HE3AAEXKHOI KYABTY-
PH PAASHCBKOTO Yacy; 3 1i BIATY TTSIM “3MiCTOBOIO KOAQIICY
TO KOMIYHOI, TO CTPaXiTAMBOI IIePENAYTaHOCTi peaAbHO-
rO i HepeaAbHOTO, AOOPOTO Ta 3A0T0, IPHPOAH i KYABTY-
pu» [26, c. 73].

Karouosoro ipeero pocaiaxenns H. Beprap-Kosaabuyx
«XapkiBcpka mkoAa ¢pororpadii: rpa IpoTH amapary> I1o-
crae iaes B. Oaroccepa [29] npo rpy ®ororpada nporu
He TiAbKM TeXHIYHUX MOKAMBOCTefl amapary (apparatus),
HacaMmepep ¢poTorpadidHOro, a i amapary iAeOAOTIYHOTO.
AoTpuMyI0unCh BUCHOBKIB A0cAipxeHb T. ITaBroBoi [18 ;
20; 38] ta O. ITerposcokoi [21], AocAipHMIIS 3a3HAYAE:
«®otorpadiuni “irpu” [npedcmasnuxie XIIP] Takox
BUSABASIIOTbCS ITAIAHUM METOAOM AASI CTBOpeHHS (iKITiii,
MaHIIyAIOBAaHHS 4acOM, IepeiHaKIIeHHs iCTOpUYHHUX
Ta KyABTYPHHX OpieHTHpiB>» [4, c. 185]. 32 BusHaueHHAM
O.Ilerposcpkoi: «OcobanBicTs MuxailAiBCbKUX KapTOK
IIOASITAE, OAHAK, Y TOMY, ILJO BOHH HaBMHUCHE 1 3yXBaAO Oe3-
TAY3AL, TaK IO MOAIsL, Iy6AiYHa 4u IIpUBaTHA, a00 30BCiM
BiacyTHs, 260 mipMiHeHa, 60 3HMKEHA HE0OOB I3KOBOIO
IyMOPHCTUYHOIO XeCTUKyAsdLier>» [21, c. 52].

Buxid 3a mexi HopmamusHocmi, mpasecmis’, Hao-
Auwkosicmy y TBopax b. MuxaiiroBa «YepsoHa cepis>,
«Aypuku», «B’sa3kictp», «Icropis xBopobu» 1a 'y $o-
torpadiuniit cepii «SIx6u 51 6yB HiMeM» «I['pymu mBup-
Koro pearysanHs>» (1994-1996) sasHaueno y mybaixanii

*> T.IlaBaoBa — iCTOPUMKUHS MUCTEIITBA, aBTOPKA TEOPETUIHOTO
AUCKypcy npo XapKiBchKy IKOAY poTorpadii, yIacHHIIS XyAOKHBOTO
npornjecy B Xapkosi 3 1976 poxky. 3a T. ITaBAoBo10: «...CAiA BBOXKATH
JaCOM BBEAEHHs XapKiBChKOI GOTOMKOAH ¥ AUCKYPC CYy4aCHOI'O MHC-
Terrsa> [20] 1990-Ti poku.

* 3a Busnauennsv K. Sxoserko ta I [ae6u, «... mpasecmis AK xy-
doncHa ¢0pMa MO3HAYa€ < ...> MepexXiAHuM MPoIlecC 3 OAHIEI CUMBO-
AIYHOI CUCTEMH B iHIIIY, O 3MiHIOE CTAaHM Ta BUAO3MIHIOE KOHTEKCT
cipuitnsitTst. To6To mpasecmis cmsopioe 06cmasuny, 3a sKux nepexio

€ izposum, 3po3yMianM i BiATIOBiAHO AeriTumunM>» [39, c. 92].

Artistic Culture. Topical issues. Vol. 19. No. 1. 2023



Haraas YEX

(Denomen rpu B xya0kHiit TBOpyOCTi bopuca Muxaiiaoa

K. SIxoBenko Ta I Taebu (2020) y KOHTEKCTi AOCAIAKeHHS
KBip-KyABTYPH B YKpaiHi. AOCAIAHHUII CITPAIOTHCS Ha Ha-
yxosi TekcTu T. 'yHAOpPOBOI, sIKa PO3raAsipd€ KOAOHIAABHHI
KiT4 SIK «0co6AMBHMil crioci6 inTepnperanii “inmoro”> [39,
c.93]. O. Parmmanopt (2002) po6uTh A€CKPUNTHBHO-peHO-
MEHOAOTIUHHI aHaAi3 doTorpadiunoi cepii b. MuxaitaoBa
«Icropis xBopobu>» (1997-1998), mo 6yaa Briepime mpea-
CTaBA€HA y AOHAOHCBKIi rasepel « Caardi» y BepecHi—AucC-
tomaai 2001 poxy. MucTenTBO3HABEIb 3BEPTAETHCS B AOCAI-
AKEHHI AO KaTeropii Hapoar-to'z' CMIX0801 KYAbIMYPU, POTAS-
AQIOYUM «MUXAFAIBCBKI IrpH> 3 AFOABMI 0€3 IIEBHOTO MiCIist
mpoxuBaHHA. BiH 3a3Havae, mo y 11t cepii MuTenn ckacosye
0NO3UYiI0 CUMBOAIMHO20 <BepXy> MA <HU3Y>, KYABTYpa
«CIIAIOIIYETbCSA> AO PiBHA MAOIMHH [22].

AsxkepeAbHy 6a3y AOCAIAKEHHS CTAHOBASITH TaKOX
OTIpalbOBaHi ABTOPOM MaTePiaAr KOAEKIIFl AOCAIAHMIIBKOT
maarpopmu PAC, HAOMA, XapxiBcbkol MyHIIIUIIAABHOT
raaepei, OXM, MCMO, MOKSOP, RAAN, npuBaTHuX Ko-
AEKITiit Ta apxiBiB y XapKoBi, Kuesi Tomo; 6eciau Ta 3anucu
HAPATHBHUX iHTEPB 10, BUKOHAHI 3aBASIKH YIaCTi B HAyKOBiit
nporpami «ApxiHe AiTo» MCM «Tapax>'. Ha aymky
aBTOpa, BUBYEHHS TBOPYOTO AOPOOKY XapKiBCHKOI IIKO-
A $poTorpadii Ta XyaoxkHbOI TBOpuOCTi b. Muxaiiaosa
norpelye MOAAABIIOrO HAYKOBOTO AOCAiAKeHHS. Takosx
€ IIePCIIeKTUBHUM BUBYEHHS Y MAOYTHPOMY B3aEMoIIepe-
THHIB Ta BIIAUBIB aBaHTAPAHUX TeUill Y XyAOXKHIiH KyABTYPi
Papsucpkoro Corosy y 1960-1i —1980-1i poku.

Mera crarTi: BUABUTH, y YoMy, 3a b. MuxafiaoBuM,
MOASITAE «irpoBa MO3Ullisi>, irpoBa Aif, irpoBa moais (Fpa) ;
3AIMCHUTH aHAAI3 iIrPOBOI AIIABHOCTI MUTIISL HA IIEPUIOMY
eTarli foTo XyAOXKHIN TBOpYOCTi. AAs 11bOTO HeoOXipAHO:
BUSABUTH Ta IIPOAHAAI3yBaTH BUTOKH XyAOXKHBOI TBOPYO-
cri B. MuxaiiaoBa, 0co0AMBOCTI peHOMEHY I'PU y TBOPax
b. MuxaiianoBa BiATIOBiAHO AO KOHIJETIIIil HAPOAHOI CMiX0OBOI
KyAbTypH M. Baxrina Ta konmenii rpu V. Teitsuury; BeTa-
HOBHTH 3B’5130K IIOMDK ITOHSITTSIM I'PU Ta HAPOAHO-CBSIT-
KOBUMH GpOpMaMH CMixy, ki BUKopucTosye b. Muxariros.

Buxaap ocHOBHOrO MatepiaAy pocaipxenHs. ITicas
Apyroi cBiTOBOI BillHH YHACAIAOK PYHHYBAaHHS MiXKKOH-
deciitHux 6ap’epiB, IIOTYXHOTO IPOTUBOEHHOIO PYXY, HO-
BUX $ir0COPCHKUX TeUill y CBiTi, «BUOYXy> I'yMaHiTapHOI
tBOpuOCTi y PapstHCcbKOMY CO103i, « YSIBHOT BCEAO3BOACHOC-
Ti» TOmO y 6ararbox cdpepax ALIABHOCTI 3 SIBUAKCS Heodi-
uiitni criabHOTH [4; 20; 23; 31-33]. ®enomen «Apyroro
XapKiBCHKOTO aBaHrapAy> y 1960-Ti poxu mop’si3aHuit Ie-
peAycim 3 imenamu MuTiiB B. baxdanana, B. Yepkamuna,
€. ITaBaosa, 0. Pynina, b. MuxariaoBa Ta iHIINX, SIKi BU-
KOPHUCTOBYBAAM Y MHCTEIIbKiM MPaKTHUIIi BAAOBHIIHI Ta CAO-
BecHi popmu HapoAHOI KyabTypH. HapopHmit cMix He Tiab-
KM «<3alAIAHMB> IXHIO TBOPYICTb, BiH OyB TaKOX «3alAip-
HeHMI1> ixHbolo TBOpuicTio. ¥ 1960-1i — 1970-Ti pokn

1 13 . .
HAeThCS[ npo 6eClAI/I ABTOpa CTATT1 3 YIaCHUKAMH MHUCTELbKO-

ro npouecy y CPCP B ocranniit rperuni XX croaitrra — B. Yep-

kammuuM, T. TTaBAOBOFO Ta iHIIUMIL.
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XapKiBCbKi MUTI 6YAY KAIOUOBMMHU irypamu y Tearpaai-
3allii BidyaAbHOIO MUCTELITBA, BIATBOPEHHI I'PH, CMiXOBOI
HApOAHOI KYABTYPH Ta CaTUPH B YKpaiHi Ta 3a il MexxaMu.
TeanaAbHiCsz, KapHaBaAbHE CBITOBIAYYTTs, HAPOA-
HO-MaMAQHHMI GOABKAOP Ta TeaTpaaAisarris KHUTTS Oyao
iIrpOBMMM IEPEAYMOBAMH AO MHUCTELIbKOI IIPAKTHKHU Xap-
KiBCBKHX XYAOKHHUKiB-aBaHTapAUCTiB. b. MuxaiiaoB Ta fioro
CYYaCHUKY OYAY 3HAMOMI 3 iICTOPI€I0 KYABTYPH CMIXy 3 aH-
THUYHOCTI AO CYYaCHOCTI 3aBASIKH KiHO Ta TeAe6aueHHIo,
TeaTpaAbHOMY MUCTEIITBY Ta PO3BUTKY BUAABHHYOI CIIpa-
Bu y Papstcbkomy Corosi micast Apyroi cBiToBoi BiftHH.
Cruxiitann HApOAHO-CBSATKOBMIT CMiX MUTIIiB TpaHCoOp-
MYETBCS Y CTaH <XYAOXKHbBOI YCBIAOMAEHOCTI> Ta IjiAero-
KAQAQHHA y ITepiop <« pO3BHHEHOTrOo conjiaaiamy>. Ha xy-
AOXKHIO TBOpUicTh b. MuxafiaoBa MaAM BIIAMB MUCTEI[bKi
IIPAKTUKU Ta TBOPH XYAOXKHMKIB IIepIIOTO (iCToquHoro)
aBanrapay y 1910-ti — 1930-Ti poku Ta muTnis «Russian
New Wave»* y 1960-1i — 1980-1i poxu [23; 44-46].
CrBopenHs «kHuz xydoxcruxa> (artist’s book) — opno-
ro 3 pi3HOBHAIB TEKCTOBOIO 00’€KTa, OYAO YAIOOAEHOIO
MUCTEIbKOIO IIPAKTHUKOIO XapKiBCHKOTO «XYAOXKHHKA CAO-
Ba» B. baxuaHsHa, BIAOMOTO CAOBECHUMH H Bi3yaAbHUMHU
KOAQXXaMHM Ta XYAOKHIMH aKIisIMH, SIKi MUTeLlb 3AIMCHIO-
BaB i3 kiHng 1950-x poxkis. B. baxyansan >xuB Ta mparjio-
BaB B eMirparii 3 1974 poxy. B. baxuanan, B. Yepxamus,
€. ITaBaoB Ta inmi MuTni y 1960-11 — 1980-Ti poku 3aiit-
CHIOBAAM TelIeHiHTH, meppOpMaHCH Ta iHIII XYAOXKHI aKIil
He3aAeXHO OAMH Bip opHOTO. B. Yepxamun 3 1962 poxy
dikcye Ha GOTOMAIBKY releHiHrH, 6araTopa3oBO BUCTYIIAE
y cepisx, 3acHOBaHUX Ha PpoTorpadii, aAKTOpOM Ta pexuce-
POM-TIOCTAaHOBHHUKOM BHAOBHIIHUX ¢pOPM KapHaBaABHOTO
tuy. I. Kabaxos y Apyriit mososuni 1960-x cTBOpro€ rpa-
¢iuni cepii, a y 1970-Ti poku — HU3KY XyAOKHIX HapaTHBiB
y $opmi rpadpidHIX aABOOMIB 3 TEKCTaMHU IIPO BUTAAAHUX

2 TeaTpaAbHiCTh — BAACTHBICTb AopAMHH (iHCTHHKT, 32 M. €Bpei-
HOBHM) IIEPETBOPIOBATH ce6e Ta HABKOAHMIIHIO AIFICHICTD Ha «iHIme>.

3 Tearpaaisanist 5KUTTS 3AIFICHIOETBCS 1 3aBASIKU AePYKAaBHUM
YM PEAIriiHUM CBATaM, IO HaraAyroTh FPOMAASHAM IPO BaXKAHUBI ic-
TOpHYHI abo PpeAiriiHi MoAii Ta HAAMIpy AeMOHCTPYIOTb CHMBOAM A€p-
aBHOI BAaAH Tommo. B. [poiic sasHavae: «...y cBoix TBopax (0co6an-
BO PaHHIX, PAASHCHKHX YaciB) MuXaifA0B MOKasye Alopeit IepeBax-
HO Ha Iapapax, CIMEHHHUX CBATAX, CIOPTUBHMX 3MAaraHHAX, MIKHIKax
9H ITiA 9aC APYKHIX 3yCTpideit. 3a TAKMX OOCTABHH AIOAH, SIK BIAOMO,
HAMAraloThCsI IIPUYEIy PUTHCS Ta IIPUKPACUTH cebe — TOOTO opraHi-
3yBaTH CBifl 30BHIIIHI BUTASIA BIATIOBIAHO A0 BAacHOTO cMaky. Came
Iie IIparHeHHs MaTH AOGpHIt BUIAdA it dpikcye Muxaiiaos» [7, c. 6].

* Iaerpcs npo B. Baxuansina, E. Byaarosa, I. Kabaxosa, B. ITuso-
Baposa, P. Ta B. Tepaosinux, E. Topoxoscbkoro, A. Py6inmreitna,
A.Ilpurosa ra inmux. «Russian New Wave» — Tepmin icropuka
MHUCTelTBa, apT-Kyparopa M. Macrepkosoi-TyninuHoi, soocaiAHumni
aBaHTAPAHHX Tedill y ApyTiit moAoBHHI XX CTOAITTS Ta PaASHCHKOTO
mucrenrsa 1920-x — 1930-x pokiB, kypaTopku npoekTy «Russian
New Wave» (04.12.1981-28.02.1982) B Norton T. Dodge’s

Contemporary Russian Art Centre of America.
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MepCOHAXIB', BAAIITOBYE 3aKpUTi MOKa3u aAbbOMiB y cebe
B MaiictepHi [4; 26; 36]. Bucais 1. Ka6akosa npo «maasa-
104y IPOMAASIHCBKY LOTpely > [46] B PaASHCDKIN ecTeTH-
1i CTa€ MOXKAUBICTIO AAsl Tpu B. MuxaiianoBa «B MUCTell-
TBO> Ta «B COIliaabHe>. b. MUXaliAOB 3BepHYBCS AO MHC-
TELbKIX IIPAKTHK, I}O MAIOTh BepHaAbHY IIPHPOAY, ITi3Hile,
y 1980-1i — 1990-Ti poxu. Ilepmim TekcTOBUM 06’ €KTOM
B. MuxarisoBa 6yaa «HesaxinueHa pAucepraris> (1984—
1985) — odopMaeHuUIl XyAOKHiil HAPATHB, 3pO6AEHHI
Y AOKYMEHTAAbHIM CTHAICTHII, SKUI BIIEPIle BUMIIOB ApPY-
xom y 1998 poui [46].

B. MuxaiiAoB cBipuuTb, O «izposa nosuyis [izposa
cumyayis] < ...> uikasa, 60 zpae [cnissidnocumucs] 3 do-
zcymeuma/tbuicmmz. ITe moxe 6yTH rpa B AOKyMEHTAABHHIT
aAbOOM, T'pa y CBiil aABOOM, I'pa B AUCEPTALIil0, IPa B KHU-
ry. I'pa B pisni Tunu [mobmo gopmu penpesenmayii meo-
py] — 11e i € poTorpadiuHumil KOHIENTyaAI3M> [6]. TobToO
MuUTelb 6e3[0CcepeAHbO OB I3y€ IIOHATTS IPH i3 CY4aCHOO
ftiomy 1) alficHicTio, 2) $opMOTBOpHicTIO Ta 3) CTBOpEHHAM
PpisHOMaHITHHX GOPM penpeseHTallii XyAOXKHbOTO TBOPY.
3a B. Muxaitaosum: «[Asmop ]| moBuHeH cam BMiTH AicTaTH
in$popmartiro, TOBUHEH caM 3HAITH IOCH, a IIOTIM 3pOOUTH
3 IJbOTO CTAaHKOBUH TBip. Takuit Mil masx> [6].

«Tema HapOAYKEHHSI HOBOTO, OHOBAEHHS, (3 apxaixu
do Cepednix 8ikis] OPraHiqHO IOEAHYBAAACS 3 TEMOIO CMepTi
CTaporo y BeCeAOMy Ta 3HIDKYI0YOMY IIAQHI, 3 00pazamu xap-
MiBCHK020 KAPHABAADHOZ0 PO3BIHUANHHI> [3,c.89]. O6pasu
«MarepiaAbHO-TiAeCHOTO HU3Y>» y Ayci O. Pabae He Moran
6yTH IpeACTaBAeHi B OillifHIN PaASHCbKiN KyABTYpi Ta ipeo-
AOTiI, TOX MAASITAAM IIEH3YPYBaHHIO. YJaCHUKU HeoPillifi-
Horo xypaoxHboro pyxy 8 CPCP y 1960-1i — 1980-Ti poxu
«OMHHAIOTb> L]eH3yPy, CTBOPIOIOYH irpoBi cuTyarii Ta/
a60 BUKOHYIOUH irpoBi ali. SIk «irposi mpeameTr> MUTIH
BUKOpHUCTOBYBaAu ready-made 06’exrH, iael, MOAIL, XyAOXKHI
cruai Tomo. Cepe ready-made 06’exTiB 6yan aBTOmopTpe-
TH 200 poTorpadil IHIINX AIOAEH, TEKCTOBI 06 €KTH TOLLO.
ITia gac izposoi nodii Murerp (aBTOp(-I/I) IOAiT) BU3HA4ae npa-
BHAQ, IO € 00OB SI3KOBUMH AO BCIX Ii yYaCHUKIB. AKT XyAOXK-
HBOI TBOPYOCTI, BOYEBUAD, XAPAKTEPHUIYETHCS CYO EKTHBHIM
IIAMHOM YaCy Ta BIATYTTSIM iHOOYTTSI ITOPIBHSIHO 3 IIOBCSIK-
ASHHHM >KUTTSIM, ITPOTE He KOXKHA XYAOXKHS MOoAis € I'poro.

Byab-sike cBATO € BaXXKAUBOIO IIEPBHHHOIO GOPMOIO
KYABTYPH, IO TIOBs13aHe 3 TANOOKHMM CYTHICHHM CEHCOM
Ta Ma€ cBiToragaHui 3micrt. ITip yac Hapoprux (Heoci)i-
uiﬁHI/ix) CBSIT 3AIMCHIOETHCSI TUMYACOBa BIAMOBA Bip CO-
L[iaAPHOI AMCTAHIIII MiXX YYaCHMKAMH, TAKMM YUHOM CTBO-
PIOIOTBCS YMOBH AASL 3AIMICHEHHS «irpoBOI CHTYyalii»,
T06TO, 32 B. MUXafiAOBUM, BUHHKAE «irpOBa IO3HUIis>.
Mertoro irpoBux Aifl € 3miHa Nn0BCAKOEHHO020 HcUMMmMS

! Viperses mpo rpaiuni nquxau I. Kabakosa «Aecsits mepcoHa-
xiB>» (1970-1975) Ta «Ha cipomy Ta 6iaoMy nanepi» (1975-1978).
2 Kypatop aemapramenty pororpadpii MOMA K. Bask mopo xy-
AOxHBOI TBOpUOCTi b. MuxaiiA0Ba BUKOPUCTOBYE TEPMiH «AOKyMEH-

TaABHHI CTHAB> [36].
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na ino6ymms (condition) Ta «o6opommuicme> — nepeTso-
PEeHHSI pedi 260 MOAOKEHHSI (position) , 3MiHa CeHCy (sense,
signiﬁcance) TOIIO Ha IIPOTHAEXKHE Ta HABIIAKH. TaKuM YH-
HOM, BUKOPHCTaHHS MUTLSIMH HapOAHO-CBATKOBUX GOpM
CMiXy 3a YMOBH iA€aAPHO-PEaABHOTO «CKaCyBaHHs iepap-
XiYHUX BIAHOCHH MiXX AIOABMH >, BIAIIOBIAHO AO KOHIIEII-
il M. baxTiHa, € irpoBumu pismu. KoAn HapopHO-CBATKO-
Bi popMHU CMiXy BiATBOPIOIOTHCS Y IIEBHUH YaC Ta IIEBHOMY
MiCIli, A€ BCTAHOBAKETHCS IIPABUAO «KapHaBaAbHOI cBObO-
An>, HeodiljifiHe CBATO MepeTBOPIOETHCA Ha irpoBy MOAiIO
(T py), I]O Y3rOAXKYETbCS 3 KOHIRIIIIIEI0 IPU M. Teitaunru.

Hapoana xyasrypa 6yayerscs, 3a M. BaxTinum, sk na-
podis na oiyiiiny Kyrvmypy. XyAOKHUKH-aBAHTAPAUCTH
32 YaCiB « pO3BMHEHOIO COIiaAi3My> IepeTBOPIOBAAM pa-
ASHCDKI Ta 3aKOPAOHHI iA€OAOTIYHI Bi3yaAbHi Ta Bep6aAb-
Hi KOAY Ta o6pa314 Ha «CMilllHe Hill0>, BAKOPUCTOBYIOUU
AASL IIbOTO MOBY KapHaBaAbHUX POpM. YCi BKa3aHi XyAOXK-
HUKH 3 XapKOBa 3aCTOCYBAAU Y MUCTELbKil IIPaKTHIIi AO-
CBiA CTBOPEHHS «HAiBHOI> Ta IIOCTAaHOBOYHOI poTorpadii,
TeXHIKy «HaKAAAQHHS>» (MOHTaXY, KOAAXY), CepiitHicTh®
Ta iHIIi XYAOXKHI IPMHOMY, IO IePeBU3HAYAAN YMHHI Ha TOX
9aC ySIBAEHHSI IIPO MeXi XyAOKHBOI TBOPYOCTi Ta/ab0 pyil-
HYBaAU 3aTaAbHOIIPUHHATI pOpMH penpeseHTallii TBOpiB
MUCTELITBA.

B. Crirnees 3ayBaxxye, 10 «HaiBHHI MiAXiA AO IIPU-
POAU Ta AIOAEH, HaBiTh TeXHIYHI HeBAAUl y MPOSBi Ta ApPY-
15, cMilIHI paMKy 9u “HeIpaBHABHA® KOMIIO3HIIiS, PH3H-
KoBaHe po3papOyBaHHi' Ta iHIIi <...> BUPaXKaAbHi 3aC0-
6u> [28, c. 258] 6yan ocobanBoro pororpadivHoo MOBOIWO,
SIKa AO3BOASIAQ ABTOPAM IIepeAaBaATH UUpicto CHputinamms
Ta <4ymmeee nepexmcusanns mamepiasy>. T. CaasipH 3a3Ha-
qae: «Po3papboByBaHHS Ta TOHYBaHH B Cepisix <...> Ha-
AaBaao poTorpadii OAyXOTBOPEHOCTI, pyKOTBOPHOCTI, pO3-
CTaBASIAO aBTOPCHKi akiieHTH> |25, c. 8]. «[lorana» sxicTb
306pakeHb — XapaKTepHA PHCa «HAIBHOT» (aMaTopcbkoi)
dororpadii — crae poas b. MuxariaoBa OAHMM i3 BUpaXkaAb-
Hux 3acobis. [Ti3Hille MUTEIb CBIAYUTD, 110 POSTASIAAE <IIO-
raHy> SIKICTb 300pasKeHHsI MeTaQ OPUYHO, SIK «IIAIBKY > IIe-
peaA 300paxkeHHsIM. BiH rOBOPHUTS PO Te, 10 « Pi3Hi “rora-
Hi” IIAIBKM — Iie 1 € Pi3HI METOAMKIL, 32 AOIIOMOT'O0 SIKUX
mpaioroTh 3 poTorpadiero. Tyt Texx Tpeba 3HaMTH HOBI
XOAH, TiKceAl [TO6TO XyAOKHI TIPUItOMH, BUPaXaAbHi 3a-
cobu], sxi CTaHyTb MK 300paXKeHHSIM Ta TASIAQIEM > [6].

Ha nepmomy — «MeTapopudHOMY > eTari TBopyo-
cri, 3 1966 mo 1980 poxu, b. MuxaiiA0OB CTBOPIOE OAMHHY-
Hi CTaTW4HI Ta AMHAMIUHI croxeTn y pororpadii Ta BiaAKpH-
Ti psiart poTOrpadiuHNX 300paskeHb, sIKi ASMOHCTPYIOTH

* €.TlaBaoB — aBTOp dpoTocepii «Ckpunka» (1972) sasHavae:
«CaoBo “cepist” TOA TIABKH BXOAHAO B HAIll ITOOYT i pobuTH SIKeCh
HpoTsr, cepito 6yao HoBanieo> [4, c. 301].

* Tlipwac Bucrasxu «Multiple Exposures: Ukrainian Photography
Today>» B CIITA y 1995 poi, kyparopowm sikoi 6ys B. Muxa#iaos,
B. 3ummep 3a3Hauae «sCKpaBe pydyHe 3a6apBACHHS MONIMPEHE MO-

BciopHO>» [ S0, c. 12] sk xapaxTepHy pucy ykpaincpkoi gpoTorpadii.
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HeoQIllifHy «IIpaBAy XXHUTTS>»> Ta, BOYEBHAb, MAIOTh PHCH
HapPOAHO-CBATKOBOI CMiXOBOI KyABTYPH, A€ SCKPABO IIPO-
SIBASIETBCS ITOYYTTS HaTypu MuTLs. Ha riboMy etami y TBO-
pax b. MuxafiroBa nepeBajkaloTh MOMUBU MAmepiaibHo-
MiAECHO020 HAMAAG HCUMMS, XIMOHIUHI MioA02iUHI MOMUBY
(AI/IB. cepii «Cro3i», «Kpaca>» Tomo). Murenp cTBOpIOE
noetwuni (cepii «Tanmi», «[0poa>», «BepAsSHChK> TOMO)
Ta KapHaBaAbHO-TpoTeckHi o6pasu (cepii «Karenpapi»,
<<ByTep6poA(-14) » / «Haxaapanus» / «Superimposition;
«YepBoHa cepisa» («KpacHas cepus») / «YeppoHe»
(«Kpacnoe») / «Red>) Tomo, sixi 6yAu Hacu4eHi HApOA-
HO-CBATKOBMM cMixoM. [ Tip wac 3niManusg b. MuxariAoB cTBO-
PIO€ 0COOAMBY MafIAQHHY aTMOChepy «BiAbHOI Ta BeceAol
I'pH, B AKill BUCOKe Ta HU3bKe, CBSAIIeHHe Ta MpodaHHe BPiB-
HOBXYIOTBCS Y CBOIX ITPABaX Ta 3aAYYAIOTHCS B OAMH APYXK-
HHUI1 < ... > XOPOBOA> [3,c.174]. BukoprcranHs no6ymosux
MOMUBIB IPOCTEXKYETHCS YIIPOAOBK YCIEI XYAOXKHIN IPAKTHILIL
MUTIS. MUTelb 3BepPTaEThCS B IIeH Yac AO AOCBIAY «HAIBHOI>»
doTorpadii «1mo6 mam’ATasm, o s po3yMis Ta BipdyBas [, ]
Ta 1K 51 %wuB [,] <...> Tomo [,] xou ue [,] MabyTs [,] Hivoro
He BaXKHTb AA BCix> [44, c. 87 ], mo Mae dopmy poTorpadiu-
HUX IOAeHHHMKOBYX 3armuciB [ 32; 38].3 1970-x POKiB MUTeIb
pobuts poTorpadiuni 306paKeHHS METOAOM «AYPHUK> .

¥ 1970-1i poxu B. MuxaiiaoB Ta iHum npo¢ecioHasn-
Hi pororpadu He anute y XapKosi nepesHimMau, 36iapury-
BaAH Ta po3$papbOBYBAAM Uy>Ki ABTEHTHIHI 300paXKeHHSL.
TexHOAOTIYHMH NPOIEC BUTOTOBACHHS «AYPHKiB>» OIIH-
cye 0. Pynin y pomani «Aypuxu» [24]. Muxaitaiscoki
«/AypuKH>» K KOHIIeNITyaAbHUH IPOEKT, 32 CBiAJEHHAM
criBoprasnisaropa ta kepiBHuka ¢porToxay6by y ITasani cry-
AenTiB y Xapkosi (1984-1988) M. Ileaana, Buepiue
Oyao mpepcTaBAeHO ITyOAini mip yac BuCTaBOK «P-87>
260 «P-88> y Xapxosi. Pororpad BKasye, o «AypHKH
po6uan Bei, ase it [ MuxaiiaoB] npuayMas 3po6uTH 3 HUX
MHCTenTBO> |4, ¢. 346]. B. MUXailAOB CTBOPIOE POEKT
«/\ypuku>, nounnatoun 3 1982 poxy [49, c. 9], romy mu 6y-
AEMO PO3TASIAATH Il TBIP B iHIIOMY AOCAIAYKEHHI.

Y 1960-1i — 1970-1i poku uyxi («aHoHiIMHI>» ) $po-
Torpadii y cBoi cepii pooaaBasu B. Yepkammn («I'pisHa po-
nomora B'ernamy. Ocb BoHa!», 1966; Tomo), B. Aynxyc
(«Mimu>, 1968-1971; «PosmoBa mpo craposunHy $poTo-
rpadiro>, 1969-1987; Tomo) Ta inmi Murwi. B. Aynxyc Ha-
BOAMTD /\. AHHUHCBKOMY — aBTOpY KHUTH « COHIje B riAKax:
HAPUCH AUTOBCHKOI poTorpadii» (1984) crmcox cBoix poto-
rpadivyHUX IIUKAIB y XpOHOAOTTYHOMY HOPSIAKY. Cepea iHummx
Y CIMCKY BKa3aHO ITMKA «MiMu>, 3209HO IpeACTaBACHHIT
BXOO®Ky 1970 poi. 3a cBiagenssiM B. Aynkyca: «Maerpest
He [IPO AHTOMIMY s TaKy. Lle — nosedinka a10dunu. Axp6om

! CrBOpeHHs «AypHKiB>» 3 poTorpadift «Ha mam sTb>, SIKi
6yAu 3pobaeHi Ha 3aMOBAeHHS y poTorpadiuniit cTyail (areane)
a60 aast cebe, y 1970-1i — 1980-Ti poxu 6yA0 PO3BUHYTHM ITAITIAB-
HuM bisnecom y Papsrcpkomy Corosi. Aus.: [24]. IIpo MuxariaiBcpki
«Aypuxu» auB.: [23; 25; 45; 47], [28, ¢.239], [26, . 90], [4, . 91~
106, 344, 346].
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pobuscst cobi, AASI CAMOKOHTPOAIO. AO HbOT'O BXOASITD LjHi-
xan “ITorasip Ha craposunHy doTorpadin’, “bra’, “Asoe”,
“TlopTpery Ta aHpoBi 3HiMKH > [1HT. 3a: 5, ¢. 201]. Cxoxy
MOTHBALIi0 BUABAEHO aBTOPOM LIbOTO AOCAIAYKEHHS i B paHHIX
tBopax B. Yepkammua [34]. «B. Ayukyc rosopus, mo dpoto-
rpad Mae BHBYaTH, “SIK 3HIMAIOTD y Hapoai”. B. Aynkyc npar-
HyB IPOCTOro Ta “decHoro” Heratusy> [ 12, c.21]. 3a cBia-
vennsaM B. Muxaitaosa [ 14], B. Aynikyc MaB 3Ha4HMi1 BIIAMB
Ha itoro ¢popmoTsopuicTs. ¥ 1970-1i — 1980-Ti pokxm
3 Iy>KUMHU GOTOrpadiuHIMH apXMBAMH IPAIIOBAAN MHUTII
E. TopoxoBcpkuit («Cimeitumuit nopTper>, 1975; «I'pa B Ai-
TauKku>, 1978; «Mertamopdosu>, 1979 Ta in.), B. Yepkammn
(«IicTs mepconaxis y mourykax asropa», 1987 tomo),
€.IlaBaoB («ApXiBHa cepisi», 1965-1988; «JKurrs 3a-
Bopy>, 1990 ra in.), O. Illyasrin («Yyxi doTorpadii»>,
1987) ta iami’. Mucrenrsossasers O. AaBpeHTbEB 3a3Ha-
4ag, Mo aHOHiIMHA poTorpadia y 1980-Ti poku cTac OAHUM
i3 OAOCiB cyyacHOi $poTorpadidHoOi KyABTYpH.

CrBOpeHHs IePIIHX XYAOXKHIX HapaTHBiB y ¢poTorpadii
xapkip sHamu B, Yepxammnum [34], €. [Tasaosum [17; 35],
1O. Pyninmm [17; 23] y 1960-1i — 1a nowarky 1970-x po-
KiB 6yAO BaXKAMBOIO IIOAI€I0 B iCTOpIl Cy4acHOTO MHCTeILl-
TBa Ykpainu. «CyTo HapucHHIL (2 He BUPa3HUIL) XecT, —
3a P. Baprom, — i okpecaloe sikech 3HaKOBe IIOA€, IO He Ma€
BUXiAHOT Touk> [2]. B neit yac HaiimeHyBanHs QoTorpadi-
HuX cepiit, T06T0 CA0BO (Concept) HabyBa€ ceHCy eKCTIpecHs-
HOT'0 0COOKCTICHOTO BUCAOBAIOBaHHS, TO6TO, 32 O. AoceBu,
crae Migom. T. I[Tasaosa (2007) 3asHavae, mo B. Muxaiiros
AwlIe qepes POKH 06 epAHaB GpoTorpadil y KOHIIENTyaAbHi cepii
«Topu3oHTaAbHI KApTHHKH > / «BepTukasbHi kareHAAPi>
(1968[2]), «Crosi» (1960[2]-1970[?]), «YepBona cepisi»>
(1968-1975[2]) Ta «Hakaapauua> (1968-1975[2]) romo.
HariMeHyBaHHS OKpeMUX TBOPIB Ta BIAKPUTHUX PSAAIB $poOTO-
rpacpi‘nmx 3o6pa>1<eHb Ha IIePUIOMY eTalli TBOPYOCTi MUTILIA
MaAo pucH MipiuHOI cBiAOMOCTI, 6yA0 a6COAIOTHO Ge3moce-
PeAHiM, HalBHMM i 3araAbHO3pO3yMiAMM. BcTaHoBAeHHS Yacy
cTBOpeHHA PpoTorpadivHuX ITMKAIB Ta cepifi b. Muxariaosa
BHXOAHTb 32 MeKi IIbOro AocaipxeHHs. I Ipore aBTOpoM 1ibo-
IO AOCAIAYKEHHS BCTAHOBAEHO, 110 HA OAHOMY i3 300paskeHb
HaO0YHoI aritanii y «lepBoHiii cepii» / cepii «Uepsone»* —
IAaKaTi Ha yecTs crBopeHHs YepBoHoi / PapsHcbKOT ApMil
BKa3aHo 1918-1979 pokwu, TakuM YMHOM, YaC CTBOPEHHS Iji€l
cepii oxonatoe 1968(2)-1979 poxu.

* Cepis O. Illyasrina «Yyxi gororpadiis Brepme Gyaa npesen-
TOBAHA HA IIEPUINIT BUCTABI{i aMaTOPCchKoro TBOpUoro 06’eAHaHHs
«Epwmirax> y 1987 pori.

* 1. Ka6axos BHKOPHCTOBYE 4y>i 306pakeHHs Ta poTorpadii
B aabboMi «Y Hac y Bepasucoiy> (1988/2004), mo BKArOuac cepiro
«®ororpadii FOan Baexnepa (1886-1966)>, B arb6oMi-iHCTAAAL
«Onpra Teopriisaa, y Bac kunuts ... » (1984), y npocroposiit incra-
Astii «Aabupint. Aab6om Moei matepi» (1990) Tomo.

4 Aus. matepiaau RAAN: Bopuc Muxaiaos «Kpacnoe»
[in Russian] 3 npusaroi xoaexuii M. Macrepxosoi-TyninuHoi

ta B. Aramosa-Tymninuna.
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Sxmo B mepumMx KOHIIENTYaAbHUX GOTOTpadidHmx
cepisx €. [TaBaoBa «Ckpunka» (1972) ta B. Yeprammuna
«Kinenp rini. Puryaspsuit nocrpurs> (1972) 3'aBasrotbes
PHMCH CTAaHOBAGHHS repos KAACMYHOI pOpMH pO3IOBi-
Al, IO «BU3HAYAE CBOIO Mipy 3araAbHOTO, IOr0 KOHTEKCT,
1 TUM CaMUM BUBOAUTD i3 TAYXOro KyTa IPHBAaTHOIO> [1,
c.41], To y dororpadiunux nuxaax B. Muxaiirosa Ha TOH
YaC IPUCYTHI PUCU «CBIAOMO IPHUBATHOIO>, A€ BiH BUKO-
PHUCTOBYE XPUCTHAHI30BaHi pOPMU POABKAOPHOTO CMixXy'.
Murerp CTBOPIOE B Liefl 4aC IPOTECKHI 06pasH, HAIIPUKAAA,
o6pa3 Boromarepi y pororpadisx mip HazBoro «Hapeuera»
(«Bias BikHa» )*, A 306pakeHO BariTHY KiHKY. Y XyAOXKHIH
tBopuocTi b. Muxariaosa, okpiM «Pizdesanozo cmixy>, icHye
i mpaduyis «cmixy Beaukodns>, TO6TO MOTUBH «3HSIT-
Ts 3 XpecCTa», «OIAAKYBaHHI>»> («l_[’eTa») y <IIOKAAQAQHHS
Ao rpoby>» Cuna Atoacskoro Tomo. B 060x Bumapkax iaers-
Cs1 IPO MIPHUCTOCOBAHY AO XPUCTHAHCHKUX ITOTASIAIB GopMy
HAPOAHOTO CMIiXy — «8eceAi pexpeayii>, TOOTO BIALIOYH-
HOK Bia IIOOOXHOI cepito3HocTi, 260, 3a M. Baxtinum, «<uep-
Heyvki seapmu> («Joca monacorums ).

3riaHO 3 apxiBHEMU AOKyMeHTamu, B. Muxaiiaos 6yB
uaeHoM XapKkiBcbkoro o6aacHoro dportokayby (XOPK)
3 1966 poky’ Ta uaeHOM HeOiLliilHOI CIIAPHOTH — T'yp-
Ty «Hac» («Bpemsa», 1971-1983) 3 moMeHTYy itoro icHy-
Banus. JKapm, pedyxosanuii cmix® i camupa, 10610 06pas-
He 3arepeveHHs CyJacHOI AIMCHOCTI, Ta BOAHOYAC «yTBep-
AKEHHS Kpaljol AIMCHOCTI (IAeaAy SIK BUILIO1 peaAbHOCTI,
3a pusnauennsm Llliaaepa)>» [uur. 3a: 31] 6yau xapakrep-
HHMMM PHUCAaMU IIEPIIOTO MEePiOAY XYAOXKHbBOI TBOPYOCTI
b. Muxarirosa ta inmux yaeHiB XOOK. 3a M. Kyspmoro,
«TpapMILifHEe 6adeHHs MICTeITBa SIK 3aco0y mepepadi moai-
THYHUX IiAell BUKAIOYAAO HOBATOPCTBO. 3 MO3HIL}il YHHOBHH-
Ka, MUCTELITBO MaAO OyTH KOHTPOABOBAHIM — aAXKe BOHO
€ HabiAbII BHOYXOBUM i BiAA3EPKAAIOE IIEBHY CHTYALII0 —
crau kpainu» [ 11]. Xapkiscoki pororpadu-aBaHrapaucTy
craBUAU Hepep, coboro ruTanus: «IIfo cboropHi MOKAUBO
Ha3MBAaTH MHUCTEITBOM?>; IIMTAHHS IIPO CYTHICTD ITOHATD
anTHYHOi ecteTnku — Kpaca® ra Karapcuc® romo, po 3mi-

! Awus. kuury 0. Pynina «Iloaennnk dororpada» [23], Biaryku
BiaBiAyBauis Bucraski XO®K (1972) ta marepiaau Apxisy Myseto
Xapkiscokoi mxoau potorpadii (MOKSOP).

* Aus. KHHTY BiAT'YKiB BipBiayBauiB 3BiTHOI BucTaBku XOPK
A0 SS-piwast CPCP (1972, aucromaa) 3 apxisy MOKSOP.

3 AUB.: TaM caMo.

+ Cwmix, 3a Bu3HaueHHsiM C. ABepiHIleBa — Ije CTaH CBOEPIAHOTO
BU3BOAEHHS, IIepeXip «Bip AeAKOL HecBOOOAM AO AESKOI CBOOOAU> [1 ,
c.345], a Takos 3aci6 «0OCOPOMUTH, 3HECAABUTH Il HABEPHYTHU B HillO
cuay crpaxy> [ 1, c. 347].

% 3a usnavennsm O. Aocesa, nousTTs Kpacu 3a uacis anTianO-
cri 6yAO IIOB’S13aHO IEPEBAXXHO 3 OYAOBOIO pedi, @ TAKOX Ta BCbOTO
KOCMOCY. «3riAHO 3 aHTHYHUM ysIBAEHHSM, B 0CHOBi Kpacu aexarsp
Mipa, TOPSAOK, 9iTKiCTh KOPAOHIB, TapMOHisl, CUMETpis (AeMOKpiT,
TTaaron, ApicroTeas, ITaoTin)» [27, c. 289].

6 . . .
KaTapcnc 32 AHTHYHHUX YacClB ITO3HA4Ya€ CYKYIHICTh BCIX
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Hy KaHOHY Y PaASHCBKIiN €CTEeTHI, AKMH BiATerep y IXHbOMY
KOAi TO3HAYA€ 3AMBYBAHHSA Ta MIOK. b. MUXafAOB CBiAYMTE:
«IpeaapHe 6YAO METOXO MUCTELITBA, aA€ Il€ He O3HAYAE,
IO PapSHCbKA AFOAUHA 6yAa TaKOI0>» [10]. «Aezepoizayis>,
TOOTO «3HUNCEHHS> 00pA3ie «padsHcbkozo>, 6yro pop-
MOIO CHPOTUBY COLIPEAAICTUYHIN «IPaBAL )KUTTSA>, OCHO-
BHHMM MOTHBOM Ta PYIIIHOIO CUAOIO IypTy «ac>. 3a cBip-
vennsam 1O. Pynina [23] Ta T. ITaaosoi [16; 17], Has-
Ba I'ypTy MaAa ambiBasenTHuit cetc. ITo-nepme, rje Oyaa
napoaiﬂ Ha Ha3By iHpopManiiHoi nporpamu «Bpemsa»
Ientpaasuoro teaebavenns CPCP, sika Brepure Buituiaa
B edip 1 ciuns 1968 poxky. ITo-apyre, 3a T. [TaBaoBo10: «...
3MicT [HasBU rypTy 6yB] 3aKAQACHUI1 y HEBPA3AHBY AAS LieH-
3ypu Bep6aaisaniro sHavenHs “contemporary”» [17,¢. 31].

Vei yuacuuku rypry «ac» y 1960-1i — 1970-Ti poxu
CTaBUAM IIUTAHHS MOAO BAACHOI KYABTYPHOI IA€HTHIHOCTI.
Bonu 3BepTasncs y MECTeIIbKIH IPAKTHIT AO TOBCAKAEHHO-
'O XXHTTSI CBOro oToyeHHs. 3 1970-x pokiB «...y XapKosi
AaKTHUBHO PO3BMBAAACS TPAAMLIiS CIIAPHUX 3HIMaHb> [16],
A€ HalOAYDKYe OTOYeHHS Ta caMi poTorpadu OyAn Mope-
ASIMH OAMH AASI OAHOTO. XapKiBChKi MUTIIi 3AIICHUAY «pe-
abiaiTaniro>» OroAeHoro Tiaa y mucTenTBi PapsHCbKOTO
Coro3y sIK peakiyito Ha acKeTH3M, 1110 6yB mpucyTHiin y ML
306pa>KeHH5{ OTOA€HOI XKiHOYOI Ta YOAOBIYOI HATYPH € 6a-
raTO3HAYHMM Yy MUCTeTBi poTorpadii. 3a M. EBpeinoBum,
Iy OAir IiKaBo, SIK caMe [OAQHA HA20Md, «< ... > sIKa 360-
Oumvcs B OAHUX BUIIAAKAX 00 20AU3HU, A B IHIINX, KA Nio-
Hocumbcs do “nokposy dyxosnozo”> [9, c. 527]. B ymosax
npuxosaHoi y Papsacpkomy Corosi cexcyaabHOI peBoAronil
XapKiBCbKi MUTIIi CTBOPIOBAAM IIO€THYHI 06pa3H i gomozpa-
$iuni epomuuni scapmu. EporidHi croxeTu, Ae aHATOMIs Af0-
AHHH «MaAIO€ETBCSI»> TOCTPO T€aTPAAI30BaHOI0, OYAM IIpUTa-
MaHHI TBOpaM 6iAbIIOCTi YA€eHIB rypTy «Yac>» (aus. TBOpHU
€.ITaBaoBa, IO. Pynina, O. MaavoBanoro, b. Muxaiiaosa
Tomo) Ta KoAakaM B. baxvansna i1 B. Yepxamuna.

C. ABepinnes y crarti «IIpo Ayx yacy Ta mouyrTs ry-
MOpY> MOPIBHIOE CEKCYyaAbHY PEBOAIOLIIIO y APYTiil IIOAOBH-
Hi XX cTOAITTS 3 peBoatolji€io npoTu npas Epocy. «YaBHa
BCepO3BOAeHICTh — “3aboponstu 3abopoHeno!”, sk mu-
caau Ha crinax y CopborHi y 1968 pori, — mepepbadae,
[IpOTe, OAHY IIPUXOBAHY i TOMY Ay>Ke BaXKAUBY 3a60pOHY:
Epocy [y ayci AaBHBOT Tpaputii reniaabHOT epoTHKH] 3a-
0OpPOHEHO IOCh O3HAYATH, MATU CeHC. AAe B a0COAIOT-
HOI 3aA@XKHOCTI Bip ceHcy Epoca nepeGyBae caMe MOXKAH-
Bictb Cmixy, sxuit crocyerscs Epocy» [1, c. 417]. To6ro
3a ux yMoB y 1960-ti — 1970-Ti poky, 3a cBiAdeHHSIM
C. ABepiHIieBa, He MOXKe 3AIMCHUTHCS «6e3yepemoHHUl cex-
CYAAbHUIL HaApM >, Ha KITTAAT < AexamepoHa» Ax. Boxayuo
un «TapranTioa i [Tanrarproeast»> @. Pabae. ITpore came
3arux yaciB b. MuxaiaoB cTBOpIO€ ¢pomozpadiuni epomuumi

atoachkux yecHOT (ITaaron). «B. Bpexr HasBas apicroTeAiBcbKuit
Karapcuc “omoHOBeHHSIM, SIKe “3AIfICHIOBAAOCS Ge3MocepeAHbO 3apa-
AM 3aA0BOAEHHS . < ... > 3riaHO 3 AecciHrom, Karapcuc ounmae npu-

CTpacTi, 3BOASMH iX AO CTyIIEHs “AOCBiAIB AOOPO6YTY > [27, . 254].
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sapmu — naxradenns caaiidie («6yTep6poan> ) 3a Aomo-
MOTOI0 METOAY «BEPTUKAABHOTO» MOHTaXy' KOABOPOBHX
AlanosuTHBHUX (CAQNAOBHX) TIAIBOK T2 OTPHMYE TAKUM YH-
HOM 0e3Aid moepHans 306paskenb. OpHe 3 epIIKX PSIAIB
MHXAFAIBCOKUX «<HAKAAJeHb> MaAo Ha3By «Kpaca>, ae Mu-
Tellb 3>€EAHYE €POTHYHI CFOXKETH i Ieli3aXi Ta CTBOPIOE IO-
eTHYHIL 06pa314. 3roaoOM BiH 3> €EAHYE €POTHYHI 1 no6yTOBi
CIOXETH Ta CTBOPIOE TAKMM YUHOM I'POTECKHI XYAOXKHI 00-
pasu pabaesiancpkoro Tuiry. KapHaBaabHe CBITOBIATYTTS
Bb. MuxariaoBa IpU3BOAUTD AO TIOSBU B HOTO TBOPaX 2pu
<Pi3HUX CMYNeHis peaibHoCmi camozo 6ymms>, B 100
TBOPAX 3AICHIOETbCA nepemsopenns cencis. Hacaiayroun
iaero M. M. baxriHa, s BIAHOIITY Iff0 €CTETUYHY IIPOTPaMy
b. MuxaiiaoBa A0 TPOTECKHOTO peaAi3My. 3a BU3HAYECHHAM
M. BaxriHa, «...cymuicmp epomecky [noaszae] came B TOMY,
106 BHCAOBHTH CYIIEPEYAHBY i1 ABOAHKY IIOBHOTY XKUTTSI,
1O BKAIOYAE 3anepetens ma snuujenns (cmepme cmapo-
20 ) SK HeoOXiAHMIT MOMEHT, 1[0 HeBiAAIABHUI Bi, ymeep-
OricenHs, Bip Hapoduenns Ho8ozo ma kpaujozo. Ilpu npomy
HAMOiABLI < ... > MaTepiaAbHO-TIAECHHUI CyOCTpaT rpoTec-
KHOTO 06pasy (1a, BHHO, POAYKTUBHA CHAQ, OPTaHH TiAd)
Mae TAM60KO MO3UTUBHMIL XapakTep> [ 3, ¢. 71]. ¥ muxai-
AlBcoKUX «<Haxiadenusx>, sk i B CepepHi Biku, HOCiEM Ma-
MepiasbHO-MiAeCHO20 NOHAMKY € «<Hi OKpeMa OioAoriyHa
0c06a, Hi <...> IHAMBIA, 2 HAPOO, 1O BIYHO POCTe Ta Bip-
HOBAIOETBCS y CBOEMY POSBUTKY> |3, C. 24 ], ae 6ce misec-
He nepebisviueno ta Haomipy. IIposopicTs cAafAOBOI HAiB-
KM AO3BOASIAQ MUTIIIO BCTAHOBUTHU HEBUAUMI OKY CMHMCAOBI
3B’13KH MDK ABOMa 300pakeHHsiMu. B. Muxa#iaoB xapToma
CBIAYHTD: «...SKIIO PO3YyMiTH TEXHOAOTTYHUI IPOLEC 6y—
TepOPOAIB, MOXKHA CKa3aTH, IO Yepe3 AyIy [To6To uym-
meeuil Hu3, 3a M. Baxrinum] MoxxHa 6yA0 mo6adnTu Bech
cBit. Yepes nposopicme mira 6yAO BUAHO BCe iHIIle, TOMY
y “Buopaunmbomy 6yTep6poai” Tino Aas MeHe 6yA0 HEOO-
xipHe. <...> I 1ie OyAO IIepeBeAeHHS BHAUMOTO CBITY B 4yT-
TEBO-KaTapcHyHy GpopMy, 06pasHicTh Toro yacy» [14].
IIpoTsarom mepmoro mepioay Xya0XHbOI TBOPYO-
cti cmix B. MuxaiiaoBa Ie 0CTaTOYHO He IepeTBOpIO-
€TBCS HA CAMUPY, TOOTO «20Ae OCMISHHSA>, «B HbOMY
e 3ByJaTh TOHU YPOUHCTOCTI HAPOASKEHHS Ta OHOBACH-
msa>» [3, c. 73]. To6To cmix B. Muxatiaosa € ambiBaseHT-
HUM, YHiBE€PCAAbHUM Ta BCEHAPOAHUM, Ma€ HAPOAHO-CBST-
KOBUM KapHAaBaAbHUHI XapaKTep Ta CIpsIMOBaHHM Ha Bce
i1 AO BCiX. «Buxsaranus> abo <YBiHUAHHA> Ta BOAHO-
HAC <OCMISIHHS> 400 <PO3BIHUAHHS> HCIHOHUX MA HOAO-
8iuUX 00pa3ié CTAE MOCTINHO MUCTELBKOO IIPAKTHKOO
B. Muxariaosa. Perpesenraryis pororpaditHux 300paxkeHp
«CAQMA Ha CAQFIA> OyAQ TONIMPEHNM SIBHIIEM 32 KOPAOHOM

! B. MuXailAOB CTBOPIOE BIAKPHTI PAAH TOABIHHUX KOABOPOBHX
pororpadidHIx 306pakeHDb, 3pOOACHUX HA CAAFAOBY AIAIIO3UTHBHY
misky ORWOCHROM, sixi 6yan 3adpikcoBaHi OAHIEIO PAMKOIO Ka-
APY, Ta AMOHCTPYE I1i 300paXkeHHsI 32 AOTIOMOTOI0 AlAIIPOEKTOPA.

> Aus. ¢$oTorpadiuni cepii B. Muxaiiaosa «Yesterday’s Sand-
wich> [42; 43].
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y 1960-1i — 1970-1i poxu, npote B CPCP BoHa 3aAu-
IIaAaCs HOBATOPCHKUM pilleHHsAM A0 cepeannu 1980-x.
Bb. MuxaiiaoB y 11e#f yac BAAIITOBY€E CAAMA-TTIOKa3H CBOIX
<HAKAAOeHb> «IIiA My3HKY>» BAOMA, Y KBAPTHPAX APY3iB,
y kay6ax [34, c. 149] ta mip qac pororpadidaux ceminapis
He AuuIe B YKpaiHi, a i 3a ii Mexxamu’.

VY apyriit nososuHi 1960-x — mepurifi moAOBUHI
1970-x pokiB cmixosa Hapodua kyrvmypa, ecmemuxa New
Wave y 3aicopaoHHomy Kinemamozpadi ii ecmemuka noemu-
HO20 (asmopcwcoeo) Ppadsmcok020 Kino' CTAIOTD izposumu ne-
pedymosamu A0 XyAOXKHbOI TBopyocTi B. Yepkammua Ta pe-
SIKMX YACHIB TYypTy «Yac>, aki Aisian y XapKoBi He3daAeHO
oauH Bip opHOTrO. Kapuasaisayito gomozpadii MuTII 3Aiii-
CHIOBAAH 32 AOTIOMOTOIO MO68U HAPOOHO-CBIMKOBUX PopM
cmixy kaprasavrozo muny (napodii, mpasecmii, <3nuncer-
Hs>, npodanayii, OAA3HIBCLK020 YBIHUAHHS MA PO3BIHYAH-
Ha mouyo) Ta kaprasasvhux 00pasis. HapopHO-CBSITKOBI
$opmu, sxi Bukopucrosye b. Muxaiiaos Ha ITbOMY eTa-
I1i TBOPYOCTi, MAIOTh AMOiBaA€HTHUI, KAPHABAABHUI Xa-
pakrep. Bonn, 3 opHOro 60Ky, He cymepedaTs ogirfiniHii
(TobTO «CcepitosHiii») kyaprypi CPCP mepioay 3akinyen-
Hs «Bipauru> Ta «3acTor0>», ¢ Apyroro 60Ky, HaAeXarb
AO HAPOAHOI KYABTYPH CMixy. MuTelp CTBOPIOE 306parkeH-
HS aHOHIMHHUX cy6’€1<TiB Pi3HUX COI[iaAbHMX IPYT Ta PiKCye
Ha QOTOTIAIBKY CeMiO3HC iA€OAOTIUHHX KOAIB Ta o6pasiB me-
PioAy <pO3BHHEHOTO COIiaAiaMy>, mo oxomnatoe VIII-X
wsirupiuke y Papstacpkomy Corosi. Oiniitai AepykaBHi cBsi-
Ta Ta iHmi 0iniitHi MoAIl Ha poTorpadivHUX 300pasKEHHAX
MMUTIIS IEPeTBOPIOIOTHCS Ha CBATa KAPHABAABHOTO THUITY, Ae-
MOHCTPYIOUH ambisasenmuicme (noxeara ma aaiixa), deo-
cgimuicmy Toro, mo BiabyBaeTbcs. oTorpadiuHmit KA
b. Muxatiaosa «Kaaernpapi» ¢popMarbHO OB’ s3aHHI 13 Ha-
POAHO-CBATKOBUMH $OPMaMH KYABTYPHU CMiXy KapHaBaAb-
HOTO THITY, 3 KOAOOGIroM KHTTS, 06pasaMu LIUKAIYHOTO
nepebiry yacy i spMapkoBoi (kapHaBaAbHOI) A0 B AycCi
M. baxrina.

«YepsoHa cepis» b. MuxaiiaoBa — ¢ororpadiuna
peecTpariisi OBCAKACHHOIO XUTTS PaAsSHCHKUX ITpOMa-
ASTH Ta OQIIiTHUX YPOUHCTOCTER: CBATKYBAHHSI I1aM SITHUX
AQT, OTASIAIB, AEMOHCTpAIIifl TPYASIIUX Ha YeCTb CBAT
Ao «IlepmoTrpaBHs> (Mi)KHaPOAHOI‘O AHSL COAIAAPHOCTI
TpyAAIHX) 260 «7 AMCTOMaAa> (AHS KOBTHEBOTO MepeBo-
poty B 1917 poui y Pociiicbkift imnepii) Tomo — 6yaa cTBo-
PpeHa pernopTaXKHUM Ta OCTAHOBYMMHU METOAAMHM 3HIMaHHS
i crieprry MaAa Xya0xHI0 popmy ¢poroHapucy. IIpore sro-
AoM b. MuxaitAoB AOAQE AO cepil 300paskeHHs], 110 MAIOTh

3 Aus. nyGAiKauiro y vaconuci «PapsHCcbKe $OTO>, A€ HAETBCA
PO IOKa3 CAafaiB b. MuxaitaoBuM 1mip yac poTorpapiyHoro cemina-
py y Taaainni y 1982 poui [15, ¢. 27].

* B. MuxaitaoB cBigduTS: ... 51 ITyKaB ayAUTOPIIO 32 MeXaMH IPy-
1 XapKiBcbkux Gpororpadis. JacTo 1e OyAn pisHi IpeACTABHUKY KYAb-
TypH, SKi MPHi3AMAM A0 XapKOBa: IIOETHU Ta, TOAOBHE, OIlepaTopu
Ta pesxucepu. 3 cepeaunn 70-x [s1] cras [mpulisputu po Ilpubasruxu
Ta Mocksu> [14].
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HAOYHI PUCH KAPHABAAbHO20 CMiXY Ta CTBOPIOE HU3KY Kap-
HABaABHUX 06pasiB. MuTenp cTBOPIOE 300paskeHHs], SIKi
OyAO IPOHM3AHO «IadOCOM 3MiH Ta OHOBAEHB, CBIAOMICTIO
BeceAOi BiAHOCHOCTI ITaHiBHUX ITPaBA Ta BAAAU> [3,c. 14].
MurTenp pO6I/ITb B cepil i aKIIeHTU Ha 300paXeHHi IIpeA-
MeTiB YepBOHOTO KOABOPY: IaCAAX, AeP>KAaBHOMY Iparopi
Papsiacpkoro Coroy, Iparopax COI3HUX PeCITyOAiK, Ipa-
nopax PA, BM®, BIIC; na 306paxeHHi MOHYMEHTIB, Ha-
OuHii ariTarii' (BI/IBiCKI/I, pexaamHi naakary, ainti TOMO),
TPaHCIOPTY, eAeMeHTiB oasry Tomo. b. Muxaiiaos nepe-
TBOPIOE Lji 300paXkKeHHs Ha eAeMEHTH HAPOAHOTO KapHaBa-
AY, TOCUAIOFOYM KOHTPACT Ta 3aCTOCOBYIOYHY TEXHIKY HaIBHOI
(amaropcpkoi) pororpadii.

O6pasu B «YepBoHiil cepii» MaoTh aMbiBaAeHTHUI
ceHc, 60, IIO-IIeplle, TEOPist Ta IPAKTHKA OGYAIBHHUIITBA KO-
MyHIi3My MaAa Hemepe6OpHi cynepedHocTi. Aep>KaBHHI
[AQH PO mo0yA0By koMyHismMy B PapsiHcbkomy Corosi
A0 1980 poxy He 6yB 3pificHenuit, mpore e y 1967 poui
0T0 3aMiHMAY Ha KOHIIETIIIO0 « PO3BUHEHOTO COLliaAi3My > .
ITo-aApyre, HaouHa aritanis (pekaama) 32 CBOEK MPHUPO-
AOIO YTOITIYHA Ta B I}eH Yac IMOCTA€ CUMYAIKPOM — «KO-
mi€ro Kommid>», 3a [1aaToHOM, i Hi AO YOro He BiACHAAE.
Murenp Qpikcye NpUKAAAM TeaTpaAisaliil >KUTTs, B AKUX
IPOCTEXYETHCS MOMuUs beszayzdocmi sicumms. Tumosi 30-
OpaxkenHs B. Aenina, 06pasu OyaiBeAbHUKIB KOMYHI3My
y CPCP ra 3axucHuKiB BiTunsuu, moprper nepmoro ce-
kpeTapst Mockoscbkoro michkkomy KITPC (1967-1985)
B. I'pummaa Tomo Ha $pororpadisx b. Muxaiiaosa cru-
KAIOTbCS 3 {HIIMMU eAeMeHTaMH, IO HAAQIOTh 300paskeH-
HIO IIPOTHAGXKHOTO CeHCy. TyT MoAoae Fiae Ha 3MiHY cTa-
pomy, abo 3acTapiae 0TOYy€E HOBE, TOOTO MUTELb CTBO-
pIO€ HU3KY KapHasaivHux 06pasis. Pedyxosanuil cmix
B. MuxaiiaoBa Ha LIUX 300psKeHHIX MEXYE 3 HOATMULHUM
swapmom ma camuporo. Iloprper «ToBapuma I'pummaa>,
BOYeBHUAD, b. MuxailA0B 3HSIB 32 MeXaMH piaAHOTO XapKoBa.
B. I'pumnn y 1985 poui 6yB ApyruM KaHAHAQTOM HA IIOCT
TenepaasHoro cexperapst KITPC nopsia 3 M. Topbagosum.
To6To MuxaiiroB Y Liii cepil 3AIICHIOE BOAHOYAC «baras-
HIBCOKI YBIHUAHHA> Ta <PO3BIHUANHHA> AIAEPIB ACPXKABH

by «Yepsowiit cepii> b. Muxaiiros 3adikcyBaB Ha IAiBKy rac-
AQ Ta 3aKAMKH, sIKi 6yAO 3pobaeHO 3acob6amMu HAOUHOI aritanii: «Mu
6yayeMo KoMyHi3M!», «3 mapTieto AeHiHa AO HOBUX IepeMor! >,
«Yecrn Ta cAaBa TpyAiBHEKaM ceaa!>, «XTo 4uTaE, TOM 3Hae HaraTo>,
«Mu npuBepeMo A0 mepeMoru KoMyHicTigHoI npani. B. 1. Aenin>,
«[Caasa Corosy Papsncprux Coniaai]cruanux Pecrry6aik!>, «[ ... ]
TBill BHeCOK y I ATUpiuKy?>, «[Yaro6AeHOMY Mic|Ty — 3pasko-
BUIA I'POMAACBKHI TOPSAOK !>, «AeIlyTaTH € IOBHOBAXHUMH IIPEA-
CTaBHMKAMM HapOAY B Papax HApOAHHUX AemyTariB> Tomo. Y HaBe-
AEHHX 3aKAHKAX CAOBA MAIOTh 3aAy4aTH IPOMaAsH Ao [liaaecenoro
(Iaeany) — iaei koMyHisMy, TPOTE BOHM HaCHYeHi HAPOAHO-CBSIT-
xoBUM cMixom. Ii 3akavku GyAO IPOHM3aHO He TIABKY HAfBHINMM
CTyIeHeM IIaHIBHOI PUTOPHKH, Ije 6yAd HAMBHINA Mipa IPOTECKHOTO
peaaismy, 60 eroxa «pPO3BUHEHOTO COL{iaAi3MYy> 3 IIPUKMETAMH Ae-

rpaaanii Bke posrmoyasacs.
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Y PAaASAHCHKHI ITEPIOA,.

Murers pikcye («BUXOTAIOE 3 SKUTTS> ) T2 CTBOPIOE
B Cepil HM3KY irpOBUX CUTYAL[ill. 306pa>1<eHH,q b. MuxarisoBa
3 «YepBoHiit cepii> npodarnyroms, «3HuIy1OMb> CUMBO-
A¥I A€P3KABHOI BAAAH, TOOTO «dezepoisyomb> TUIIOBI 00-
Ppasu papsHCBKOI KyabTypr. Hampukaap, Ha opHOMY 3 30-
OpasKeHb IAsAAY 6AYUTH MOPTPET MEePLUIOr0 KOCMOHABTA
0. TarapiHa, sIKoro MuTeIb 3HSAB HA TAi ByAUYHOI TOPTiB-
Al Ta 30BHIIIHBOI PEKAAMH CEPEAHbO-TEXHIYHMX HaBYAAb-
HUX 3aKAaapiB Xapkosa. Ha inmomy — 306pa)KEHH$I JKiH-
KH, 1[0 TIAAA€ B CHII Ha TipChKOAMDKHOMY KYPOPTI, Ha TAi
AEP>KaBHOTO IIpariopa Ta GaHepHOI PO3TSHKKHU 3 PeKAAMOIO
nepmoro B Papsuacpkomy Cor03i KOAbOPOBOTO TeAeBi30-
pa «Paiipyra». b. MuxaiiaoB moepHye B cepii «<ysiHuaH-
HA> 40A0BIKI8 Ma HiIHOK — TPYAIBHUKIB, BETEPaHIB ITpari
3i «OrasHiBCoKUM PO38iHUAHHAM >, I[O 3AIMCHIOETHCA 3a-
BASIKHM MiMilli Ta >kecTaM repois. MeTtapopudHuii moprper-
HUM PsIA YOAOBIKiB: XAOIYHK ITip YacC IPU, AUTHHA 3 )KOBTHe-
BOIO 3IPKOI0, ITIAAITOK, CTYAEHT, BifICBKOBOCAYK00BEL[b, AO-
pocauit 4oA0BiK (iHkeHep), BeTepaH mparli TOMO CTBOPIOE
06pa3 mepecitHOro PapsIHCHKOTO IPOMAASIHUHA Ta Hara-
AY€ KapHABaAbHHI CHMBOA — KOA€C0, KOA0OOEpm yumms.
KapnaBaabHi 00pa3u HaIliBOrOAEHOI SKIHKH, SIKQ AEKHUTH
Ha BYAWYHIl AaBi 3 KHMI'OIO B PYIii; HalliBOTOA€HUIN TOPC
KOPITyA€HTHOI JKiHKH Ha MASDKi, 3HSTHH 31 CIIMHU; MOAOAOL
KIHKH, SIKa CHAUTD HABIIOYIIIKH, 3HATUH Y IPO$iAb, TOMO
HaraAyIoTh 06pasu 3 KAACHYHUX TBOPiB MHCTenTBa (<«Ae-
’Ka4oi oToAeHOI>» Ta BopHOo4Yac Kaaionu; anTuaHOTO IMOCyAy
Ta Adppoaitn; Matepi 3emai Ta chirkca). 3a M. Baxrinnm,
«TiA€CHHMM HM3, 30Ha IPOAYKTHUBHUX OPraHiB, — HHS,
IO 3AIAIAHIOE 1 HAPOAXKY€E> 30epirae «CyTTEBHI 3B 130K
3 HAPOAJKEHHSIM, POAIOUiCTIO, OHOBAEHHSM, A0OPOOY-
Tom> [3, c. 160]. Ambisarenmuicmo CMIXY, CNPAMOBAHO20
do ecix, mpucyTHs i B aapbomax poTorpadiit b. Muxaiiaosa
«Another Russia: Through the Eyes of the New Soviet
Photographers» (dporos cepil «Bepasucek. TTasox. Hepiast
3 11:00 a0 13:00»7 ra in.) [48], «Die zeitgendssische
Photographie in der Sowjetunion — Reportagen sozialer
Wirklichkeit>» (poro i3 cepii «Yersipxu») [47], «Boris
Mikhailov. The Hasselblad Award 2000. Photographs
from the series “Dance”>» (cepis «Taumi», 2000)
Ta B aBTOpCbKUX kuHurax «Suzi et Cetera» (3 cepil
«Crosi») [40], «Yesterday’s Sandwich» (i3 cepii «Haxk-
AapaHHS> ) [42; 43] Tomo. Iepexio cmixy B. MuxariaoBa
do cebe y meopax 6 1980-mi poxu, de nomix 6Hympiu-
HbOi MOBU MUuMYs 6Y8 6mirenuil Ha nanepi abo omozpa-
Piunomy 306pancenni, Mmapkye modarox y 1980-ti poxu

2 Cepis poTorpadiit «BepAsHCPK>» CTBOpeHa penopTaKHUM
METOAOM 3MOMKHU. Y KaTaAOTaxX AO BUCTAaBOK « S Hi SI» (raAepeﬂ
«Postscriptum>», Canxr-Tletep6ypr, 1994) ta «bBiasg semai» (XL
raaepest, Mocksa, 1994) us cepisn mapxosana 1980 poxom [25; 49],
a B iHmmx Axxepeaax — 1981 poxom. 306pakenHs i3 1€l cepii BEKo-
pucTaHi npu 0GOPMAECHHI KATAAOTIB AO YMCACHHHUX KOAGKTUBHHX BH-

CTaBOK 3a KOpAOHOM ¥ 1986, 1990, 1996 pokax Tomo.
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HACTYIHOTO — <KOHILIENITYaAbHOTO> €TaIly HOTO XyAOXK-
HbOT TBOpPUOCTi'.

Hacawmxinenp BiA3HaYMMO, IPOTATOM IEPIUIOTO, «Me-
TadpOPUIHOTO> eTaIly XyAOXKHboI TBop4ocTi b. Muxaii-
AOB HAKOIMYy€ BAACHUI apxiB ¢pororpadiit. 3 1966
mo 1980-# poku MUTEIb MPAIIOE K i3 aBTOPCHKOIO, TaK
camo 3 ayxoio (aHOHIMHOIW) poTorpadiero. Bin Bukopuc-
TOBYE A€SIKi MOTHBH Ta CTHAI3Y€E XYAOXKHI 00pasu, cTBOpeHi
ITPEACTaBHUKAMU CBITOBOTO MUCTEIITBA Ta aBAHTapAHMX Te-
yif1 y kyabTypi CPCP. b. MuxaiiaoB cTHAi3ye Mipoaoriuni,
icropuuHi Ta $paHTACTHYHI MOTUBU 06PA30TBOPUOTO MHC-
TeryTBa’ Ta AiTepaTypH Ha BCiX eTarax TBOPYOCTi. Cruaizanii
b. MuxariaoBa — i HaTypaabHi, i Burapani. Cruaisanii
b. MuxatiaoBa MalOTh HaTyPaAbHi Ta BUTAAAHI 3Pa3KH.

b. Muxaiia0B 3AIFICHIOE Y TBOPAX «0CMiSHHS>, HPO-
panayin 4oA08iMUX MA HIHOHUX 00PA3i68, <3HUNEHHL> 00-
pasis «padsHcvko20>, «0AA3HIBCLKT YBIHUAHHS MA PO3BIH-
uanus> Aidepis deprcasu OO, TOOTO BUKOPHCTOBYE Ha-
poaHi popmMu cMixXy KapHaBaABHOTO THITY. BiakpuTi paau
poTorpadivHmx 306paxkeHp HAOYBAIOTH XYAOXKHIX POpPM
Y BHTASIAL 3aKPUTHUX CAAMA-TIOKA3iB Ta IOKA3iB TEMATHIHHMX
cepint poTorpadiii.

Amnaaizyounm mpupoay BaacHoi ¢ororpadii,
y 2020 poruii b. Muxa#iaos ckaxe: «HakaapeHHS KapTHHKU
Ha KapTUHKY — Iie MaHinyasuis’. MaArOBaHHS 0 KapTHH-
I[i — MaHImyAsis. Pap KapTHHOK — MAaHINYASIis, TOMY
IO KAPTUHKY BHIIMKOBYIOTHCS 3 [IEBHOIO OOPAHOIO IOCAI-
AoBHicTIO» [14]. CaoBo «MaHimyasnis> y b. Muxaiiaosa,
BOYEBHMAD, MAE TAKOXK aMOiBaACHTHHI CEHC — MUTELb BXHU-
Ba€ MOT0 Y TAKUX 3HAYEHHAX: BIAbHA ALl MUTLA 3 <i2p06UM
npeaMemOM» ) A€ TIPEAMETOM € «KapTHHKa>» (cl)OTorpaq)iq—
HUI BUAGUTOK, TIAIBKa TOIO), TO6TO € «izposoro dieto» Ta/
a60 BiAbHE CTBOPEHHSI CIOKETY, TOOTO KOMIIO3HIil TBOPY,
TOI}O, TOOTO CTBOPEHHSI «iHO0Y MM s>, 3STIAHO 3 KOHIJerTIi-
€10 I'pH M. Teitaunry. TAKHM YHHOM, CTBOPEHHS «HOBOT0>,
3a B. MuxailAoBUM, € akmom meop1ocmi, TO6TO izposoi
di€0, 10 BUKOHAHA 3 METOI0 «<OHOBAEHHS> YU <CMEPMi>
cmapozo (o6pa3y, BiAGHTKA, HAIBKM TOIO) Ta Ma€ HApOAHO-
CBATKOBi pOPMH CMiXy KapHABAABHOT'O THITY.

BucrHoBkH. BcTaHOBAGHO, IO BUTOKAMHU XYAOXKHBOI
tBopuocTi B. Muxaiiaosa 3 1966 mo 1980 poxu 6yao Te-
aTpaAbHICTB, 06pa3u HAPOAHOI CMIXOBOI KYABTYDH, Tea-
Tpaaizanis sxutTs. ITip 9ac mepioro mepioay Xya0KHbOI

! Aus. aBropeski kuuru: «Visciditys (cepist «B’siskicts» ) [41],
«Unfinished dissertation» (cepis «Hesaxiruena ancepranis») [46]
TOIIIO.

* Uperses PO TBOPU aHTHYHUX Ta CEPEAHbOBIUHUX MHUTIIB
(1. Bocxa, I1. Bpeiireas-crapmoro Ta XyAoHuKiB Airii M. Kapasasxo,
I1. Py6enca, A. Beaackeca Tom0) Ta papsSHCHKHX aBaHTAPAUCTIB
1920-x — 1930-x Ta 1960-x — 1980-x poxis.

% CAOBO «MaHIITyASILIist>> BKMBAETHCS y 3araAbHOMY 3HAYEHH]
SK 1) CKAAAHA Al Hap 9MMOCDH TIPU p060Ti pykamuy; 2) BUTIBKa, Ma-
XiHarlis, miATacOByBaHH: Tomlo. B aHTHYHOCTI cBipOMe MOpyIIeHHA

IIPUHIIMITB AOTiKM Ta THOCEOAOTii HA3UBAAOCS COPiCTHKOIO.
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TBOPYOCTi BUP@KAABHIAM 3aCO60M MUTIIS € 06pasHe ocMi-
SIHHSI HABKOAUIIIHBOI AIICHOCTI y pOpMi peAyKOBaHOTO CMi-
xy («Pi3085H020 cmixy>, «cmixy Beauxodnsa> mowjo), ma-
Ppoaii Ha oiriliHi CBATa, @POTHYHOTO Ta MOAITHIHOTO XKap-
Ty ToIo. OCHOBHOIO XYAOXKHBOIO popmoro b. MuxaiiroBa
CTa€ «BIAKPHUTHII Psia> GoTOrpadivHmX 3006paxKkeHs, 3TPy-
IIOBAHUX 32 OAHIE€I0 260 KiAbKOMa O3HaKaMHU. Bsxe Ha I[bO-
My eTari HaliMeHyBaHHs, TOOTO aBTOPCHKE CAOBO, ITOCTAE
eAeMEeHTOM CMUCAOBOI CTPYKTypu TBOpiB MmuTns. Kpaca
B QHTHYHOMY CeHci He 6yAa LIeHTPAABHIM MOHSTTSIM eC-
teTuku b. Muxaiiaoa. CTBOpeHHS IepIINX TeMaTHIHUX
dororpadidHux cepiif Ta «HAKAAAEHD> OYAO CpobOIO
b. MuxatiaoBa mepeoCMHUCAUTH HOHATTS «IPaBAA XKUTTS >
ta Kpaca, sixi icaysaao y CPCP y 1960-1i — 1970-ti poxu
Ta OYAO PaASIHCHKOIO PeLleNIii€r0 aHTUIHOCTI. TBOpy MUTIISI
BiATIOBIAQIOTh BAACHUM KPHUTEPIisM «XYAOXKHBOI ITPABAM >
ta Kpacwu, mo aopiBrioerscs oo Katapcucy.

I'pa aas B. MuxaiiaoBa — 1€ aKT BiAbHOI XYAOXKHBOI
TBOPYOCTI, IO 3AICHIOETHCS 32 YMOBU KaPHABAABHOI CBO-
OOAM 1 TPOTECKHOTO PeaAi3My Ta CTA€ IOCTIHUM B3AEMHIM
IIePEXOAOM BiA XUTTS y MECTEIITBO Ta HaBmaku. Murerp
AOcsrae BUAOBUIIHOCTI poTorpadii 3aBAsIKU p060Ti 3 He-
iA€aAbHOI0 HaTYpPOIO, KOAbOPOM (TOHYBaHHAM, po3dap6y-
BaHHSAM 306pakeHb ), CBITAOM; AlaAeKTUIHOMY TOEAHAHHIO
IPOTUAEKHHX CEHCIB B OAHOMY 300paskeHHi abo cepil; me-
PETBOPEHHIO «COLIiaAPHOTO PeOpPTaXKy> Ha irpOBYy Ailo.
Irposi Aii B. MuxaiiaoBa cripsaMOBaHi Ha BCTaHOBAeHHS 1)
3B’SI3KIB TIOMiXX MUTIeM Ta TépPOSMH TBOPY; 2) 3B A3KiB MK
eAeMeHTaMH 306pakeHHs; 3) 3B SI3KiB MK OKpEMUMH 30-
Opa)keHHSIMU y TBOPI 32 AOTIOMOT'O0 BCTAHOBAEHHS BHY-
TPIIIHBOCIOXKETHHX 3B I3KiB, TOHYBaHHs, po3dapOyBaHHs
4OpHO-6iANX 306pakeHb y GoTOrpaditHUX cepisx Tomo; 4)
3B'SI3KiB IOMDK IIPOCTOPOM MHUTIISI (ABTopa) Ta IPOCTOPOM
rasipaga (Yurava, 3a P. Baprom).

ITo6yroBi MoTuBu B. MuxaiiaoB epeTBopro€ Ha dpaH-
TacThHi (CIOppeaAicTUYHI) 3aBASKM FOPU3OHTAABHOMY
Ta BEPTUKAABHOMY MOHTKy 300paskeHb, [I0CTAHOBIOMY Me-
TOAY 3HiIMaHHA. «IrpoBumMu npeameramu> y b. Muxaitaosa
CTalOTh BUPAXXAABHI 3aCO0H Ta BCe, IO BUPAKAETHCSI —
XPHCTHsIHI30BaHi pOpPMHU POABKAOPHOTO CMixXy, MOOYTOBI
MOTHBH, MOTUBU <<6e3rAy3AOCTi SKUTTSI>» TA «ABITHUIITBA >,
«€eCXaTOAOTIYHNM MOTUB>» Tomo. Cmix b. Muxarnaosa
Ha IepIIOMY eTalli XyAOXKHbOI TBOPYOCTIi € KapHABAAbHUM,
TOOTO aMOiBaAEHTHHM, YHIBEPCAABHIM Ta BCEHAPOAHHM,
Ma€ HapOAHO-CBATKOBUH KapHaBaAbHHII XapaKTep Ta CIps-
MOBaHMII Ha BCe 1 A0 BCixX. MuTenp 3AilicHIOE IepeHeceH-
HsI KapHABaAbHUX 00Opa3iB Iepebiry yacy, mepeBepTHHIITBA,
MaTepiaAbHO-TiA€CHOIO HU3Y Ta HAPOAHO-CBATKOBUX popM
CMiXy KapHaBaABHOTO THIY ¥ poTorpadiro. Takum uuHOM,
Bb. MuxaiiaroB BTiAIO€ KapHaBaaAi3allito y poTorpadii Bxe
Ha IepuIoMy — «MeTadpOpHIHOMY> eTalli TBOPYOCTi.
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Chekh N.
The Phenomenon of Play in Boris Mikhailov’s Creative Works (1966-1980)

Abstract. The paper examines the playing prerequisites of creativity and investigates the playing activity of Boris Mikhailov (born
August 25, 1938, Kharkiv, Ukrainian SSR) from 1966 to 1980. Analysis of Mikhailov’s creative works and narrative interviews en-
abled a historical periodisation of his legacy based on certain markers and principles. During the first, ‘metaphorical’ stage of his
creativity, Mikhailov figuratively denies and praises current reality at the same time in search for the Ideal. The open ‘photo rows’
created by Mikhailov at this time had a form of slide shows of overlays of two colour diapositive films and views of thematic series
of photographic prints. The artist presents them during photographic seminars, club meetings, and private meetings. Carnival-
type artistic images and meanings by Mikhailov manifests itself in the unfinished transition from life to art and back. Mikhailov’s
laughter at this stage is already carnival-like, i.e. ambivalent, universal and nationwide, it has a folk-celebratory nature and is aimed
at everything and everyone. The author of the paper introduced the concept of ‘carnivalization of photography’ into the theo-
retical discourse, which means the transfer of carnival-type images and folk-holiday forms of carnival laughter into photography.
In the course of the study, biographical, conceptual, descriptive-phenomenological, hermeneutical, and comparative methods
of analysis were applied.

Keywords: play, playing activity, Boris Mikhailov’s creative works, artistic narrative, theatricality, a carnival sense of the world, the-
atricalization oflife, the carnivalization of photography, carnival images, carnival laughter.
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KAapHeTOBHI?I KBIHTET 1 TBOPYiCTh KOMIIO3UTOPIB
MaHTranMcbKOl KarleAu

Clarinet Quintet and the Legacy
of the Mannheim Chapel Composers

Awnoranis. PosrasuayTo nporecu KpucTaAizanii JKaHpy KAQPHETOBOT'O KBiHTETY B KAMEPHO-iHCTPYMEHTAAbHIM My3HL}i KOMIIO3UTO-
PiB MaHTafMCHKOI KareAr. 3a3Ha4eHO, 10 MAHIAMChKa KareAa GyAa OAHI€I0 3 mepuux y €BpOIIi, Ae Ha MOCTIiHIi OCHOBI CTaAM
TpAIfoBaTH BUKOHABIi-KAapHeTHCTH. e mocnpisiao opMyBaHHIO TAPHOTO CKAAAY OPKECTPY Ta IIOSIBi COABHO-aHCaMbAEBOrO pe-
IepTyapy AASL KAADHETA Y )KaHPi COABHOTO IHCTPYMEHTAABHOTO KOHIIEPTY Ta B KAMEPHi My3HIli. 3'COBAHO, IO B KAMEPHY MY3UKY
MaHTafMIIiB KAQPHET yBilIIOB SIK iHCTPYMEHT, IKHil MOKe 3aMiHUTH TTepITy CKPHIIKY, TOMY HAHONIUPEHIIMMH CTAAH )KaHPH TPio
i KBapTeTy AASI KAQpHETa i CTpyHHUX iHCTpyMeHTiB. B aHcaMOAsIX i3 GIABIINM YHCAOM YYaCHHKIB TPUBAB IIOLIYK ONTUMAABHUX BH-
KOHABCBKUX CKAAAIB. OAHUM i3 HHX CTaB KBIHTET AASl KAQDPHETA, ABOX CKPHITIOK, aAbTa i BioAoHYeAi. Bin Bumaras camocriitHocTi ycix
MapTiil i He AOITYCKaB B3a€MO3aMiHHOCTI KAADHeTa i CKPHUITKU. AASI ITbOTO CKAAAY HAITMCAHO MTOOAMHOKI TBOPH, OAUH 3 HUX € Y AO-
pobxy K. Cramuris. BkasaHo, 11j0 y TBOPYOCTi MAHTaiMIIiB BIIepIle IPOSBUBCS 3B 30K MK KOMIIO3HTOPAMU i BUKOHABIISIME-KAAD-
HeTHCTaMIL. 3p06ACHO BUCHOBOK IPO BIIAUB KAMEPHOI My3HKH 32 Y4acTi KAAPHETa PEACTABHHMKIB MAHIafIMCHKOI KAIleAH Ha JKaH-
poBo-cTHABOBI ipioputetn B. A. Monapra, y AOpo6Ky sKoTo € kaapHeTosHit kpinTeT (1789).

Kao408i cA08a: MaHTANIMChKa KaIleAa, nepeAKAACHYHHI ITepiop, KAMepPHO-IHCTpYMeHTaAbHA My3UKa, KAApPHET, KAADHETOBHI KBiHTET.

ITocraHOBKA MpOGAEMHU. YTBEPAXKEHHS KAapHeTa
SIK My3MYHOTO iIHCTPYMEHTA aKaAeMidYHOTO CIIPSMYBaHHS
BiaGyaocs A0BoAi mizHo, Bxxe y XVIII croairTTi. 3aBAsiKH 110-
ITyASIPHOCTI KAAQPHETA, MOro CTPIMKOMY IIOIIMPEHHIO €B-
pOmnenchKUMH KpaiHaMH i TOCTYIIOBOMY BBEAEHHIO Y Ie-
PEAKAACHYHI iIHCTPYMEHTAADHI KalleAr KAAPHET yBIiMIIOB
AO CKAAAY KAACHYHOTO OPKECTPY SIK MapHUH iHCTPyMEeHT
IPYIU AePeBSIHUX AYXOBHX. IlapareAbHO pO3BHBAAOCS
COABHO-aHCaM0OAeBe BUKOHABCTBO, B IKOMY KAQPHET 3A0-
OyB CTaTyC MEAOAMYHOTO IHCTPYMEHTA, Ha IKOMY MOYKAVBA
BipTyo3Ha rpa. KaapHeToBe BUKOHABCTBO CEPEAMHH i ApY-
roi moaoBUHHU X VIII CTOAITTS cAip AOCAIAXKYBATH Y KOHTEK-
CTi OpMyBaHHS >KAaHPOBOI CUCTEMH iIHCTPYMEHTaABHOI My-
3MKH TOTO 4acCy, OPiEHTOBAHOI Ha KAACHIIMCTUYHI IPOSBH.
B opxecTposiit rpi 3a yyacTi KAapHeTa Ije IPOSBHAOCH IIe-
peayciM y >kaHpi KAaCHIHOI cUMOHIL. Y COAPHOMY 5K BUKO-
HaBCTBI CAiA BKa3aTH Ha KAQDHETOBI KOHIIEPTHU AASL COAICTA
3 OPKeCTPOM, 10 HaAeXKATb AO XKAHPY COAbHOTO iHCTpYMeH-
TaABHOTO KOHIepTy. KaMepHO-aHCaMOAeBe My3HKyBaHHS
32 Y4acTi KAApHeTa IIpoTArom Apyroi nososunu XVIII cro-
AITTS 3a3HAAO He MEHII SCKPaBUX IIPOSBIB, a B IOTO HaA-
Pax, 3aAeXHO Bia KIABKOCTI yYacHUKIB, TpHBaAa cTabiaiza-
1ist ckAAiB i opmyBamms xanpis (Tpio, KBapTeT, KBiHTET
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Ta iH.), B AKUX KAQpHeT KOMOIHyBaBCS 3 Pi3HOMAHITHUMYU
AYXOBHMMH, CTPYHHHMU Ta KAQBIIIHUMH iHCTPYMEHTaMU.

Ilpo xaapHeT y kaacuuHil cuMoHii i mpo KaapHeTO-
Bi KoHIIepTU Apyroi noroBuHH XVIII cToAiTTS HamucaHo
OKpeMi HayKOBI IIpalli, TOAL IK TOTOYaCHi XXaHPH KaMepHO-
IHCTpYMEHTAAbHOI My3HKH 32 YYaCTi KAAPHETA € HeAOCTaT-
HbO AOCAIAKEHHMH. 30KpeMa, MAAOBIAOMUMH 33 AULIAIOTHCSI
IPOLIECH CTAHOBAECHHS OAHOTO 3 XaHPiB KaMepHO-iHCTpy-
MEHTAABHOI MY3UKHU 3 YCTAAEHUM aHCaMbOAeM BHKOHAB-
1IiB, a caMe KBIiHTEeT AASL KAApHEeTa i CTPYHHHUX iIHCTpyMeH-
TiB y CKAAQAL ABOX CKPUIIOK, aAbTa i BIOAOHYEAL. HepmHM
TBOPOM AAS IThOTO CKAAAY BBaXKAIOTh KAQPHETOBUH KBIHTET
B.A. Mouapra (1789), i e 03Ha4ae, o PO3BUTOK XKaHPY
II0YaBCS 3 BEPITHHHOTO AOCATHEHH:. BiACyTHICTD MATOTOB-
901 cTaall CymepednTd 00 €KTUBHIMN AOTII PO3BUTKY GYAB-
SIKOT'O SIBHII}A MUCTELTBA, TOX BUHUKAE [TOTPeba 3'CyBarH,
IO TIepeAyBaAO MOSABI ITbOTO JKaHPY.

BaxxauBy poAb y CTaHOBA€HHiI KOMIIO3UTOPCHKOI
MarcTepHOCTI Ta $OpMyBaHHI iHAMBIAYyaABHOTO My3HUY-
HOTO CTHAIO MoIjapTa BiairpaB MaHrafiMCbhKHM IPHUABO-
pHuI opkecTp. fx Biaomo, MonapT BiABiAyBaB cTOAH-
o kypdropcrsa [1daapiy vorupu pasu (1763 — sx ByH-
AepkiHp, sropomy 1777, 1778, 1790 pOKax) i Ha6iAbmIIi

Artistic Culture. Topical issues. Vol. 19. No. 1. 2023



Muxaitao TUTAPOB

KaapHerosuit KBiHTeT i TBOpUiCTH KOMIIO3UTOPiB MaHraimMchKoi KareAn

Bpa)X€HH, AKi I03HAYMAKCS HA TBOPYOCTI i KOMIIO3UTOP-
CbKOMY CTHAI, BiH oTpumaB y 1777 poui, mouysimu rpy
«apMil reHepaAiB>» — caMe TaK, IOAOP OXKY0UU KpalHaMHU
IJenTpasbHoi Ta 3axipHOI E€BpoIH, Ha3BaB MAHTANMCBKY
KaIleAy BiAOMUIT OpUTaHCHKMI My3HKAHT i meparor Yapabs
Bepwi [1, c. 49].

MaHraitMchKuit OpKecTp 6YB YKOMIIA€KTOBAHHUIT BUKO-
HaBIISIMU-BIPTYO3aMH, KOXKeH 3 SIKMX IIPAKTUKYBABCS Y KOM-
MOHYBAaHHI My3HKH AASL CBOTO iHCTPYMEHTA, YHACAIAOK YOTO
OTPHUMAAM PO3BUTOK XKAaHPH KOHIIEPTHOI CUMQOHIi, COAD-
HOTO iHCTPYME@HTaABHOTO KOHIIePTY Ta KAMepHOI My3HKH.
3aBASKM BUKOHABCHKMM HOBAI[isIM, OHOBACHHIO IHTOHALIiii-
HUX OCHOB TeMaTH3My Ta HOBUM I1iAXOAAM AO TPAKTyBaH-
HS My3U9HOI $OPMHU, My3HKAHTaM MAaHTAHMCBKOTO OpKe-
CTPY BAAAOCSI CTBOPUTH IIAIPYHTS AASL TIOSIBH KAQCUYHOI
cuM¢oHii. Y pO3BUTKY KaMepHO-iHCTPYMEHTAAbHOTO BH-
KOHABCTBA TPHUBAB IIOLIYK ONTUMAABHOIO 3ByKOBOTO 6a-
AQHCY IHCTPYMEHTIB, Ha SKUX I'DAAU MY3UKaHTHU-BipTyO3H,
YHACAIAOK 4OTO COpPMYBAAUCS YCTAACHI BUKOHABCHKI CKAQ-
An. Tak 6yaa mArOTOBAEHA IIOSIBa KBIHTETY AASI KAQPHETA
i cTpyHHUX, i came B TBOpuOocTi MoljapTa, SIKHil IepeiHsIB
ecradeTy Bip MaHTalMINiB, el )KaHp CATHYB IepIIoro AO-
CKOHAAOTO IPOSIBY.

AmHaAi3 ocTaHHIX AOCAiAKeHb i my6aikamiii. ITpo my-
3UYHY KyAbTYpY Manratima apyroi noaosunu X VIII croaiT-
Ts11 PO MAHTAMMCHKUIT OPKECTP OITyOAIKOBAHO 3HAYHY KiAb-
KiCTh HaYKOBHX IPallb, IKi BACBITAIOIOTD TUTAHHS PO3BUTKY
KAQPHETOBOI'O BUKOHABCTBA Ta IIepCOHAAILL BIAOMHUX KAapHe-
tHCTiB. Y MoHOrpadii B. Kaumapunka «Himenpke dpaeritose
mucrenTBo XVIII-XIX cr.» [4] i B xaHAMAQTCHKIl Amcep-
tauil B. Top6aas «Himeupkuit opkectp A06u 6apoxo i pau-
HbOTO KAACHLU3MY> [2] AISABHICTb MaHTAIMCBKOT KareAn
POSTASIHYTO 3 ITO3HI}ill OPKeCTPOBOI IIPAKTUKU PACHTHCTIB
1 B KOHTEKCTi PO3BUTKY OPKECTPOBOI TPAAUIII B HIMELIDKUAX
kHasiBcTBax i Kypdropcrsax XVIII cToairTs. Y kanAMAQT-
cbKiit auceprarntii B. I'pomyenka «KaapHeT y MysudHiit KyAb-
Typi XVIII croaiTTs» [3]Ha IIPUKAAAL AIIABHOCTI MaHTalM-
CBKOI KaleAHu PO3KPUTO MpoIlecu $OpMyBaHHS BUKOHAB-
CBKOT'O CTAaTyCy Ta XyAOXHbOI IHAMBIAyaAbHOCTI KAApHeTa
SIK OPKECTPOBOI0 My3UM4HOIO iHCTpyMeHTa.

ITy6aikaryii eBpOIEChKIX Ta aMePHKAHCHKHX aBTOPIB
I[OAO OPKeCTPOBOI KYAbTypu MaHraiimMa i po3BUTKY KAap-
HEeTOBOTO BUKOHABCTBA MAIOTh IMMPITHI PaKyPC AOCAiAKEH-
HA i IPYHTYIOTbCS Ha apXiBHUX AOKYMEHTAaAbBHHMX MaTepi-
aAax. Y HayKOBHUX CTATTAX iA€ThCS PO POAb KypdropcTa
Kapaa Teopopa B oprasisartii MaHraitMcbKOi IPUABOPHOI
xareant (P. Biopri [10]), mpo KyAbTypHO-iCTOpHYHMIT KOH-
TEKCT PO3BUTKY My3HYHOI KyAbTypu Manraiima 1750-x —
1770-x pokiB, a TaKOX PO AeMOKpaTHYHi 3acapu 1 at-
Mocdepy TBOPUOI CBOOOAU AASI MUTIIB (B. ITeapxep [7] )
3pobAaeHO BUCHOBOK, 1110 TOro4acHuit MaHraiim cTaB cIipas-
JKHIM PaEM AASL MY3UKAHTIB, 3aBASKH YOMY B IIPMABOPHUI
OPKEeCTp MAHTaMMCBKOTO KypQIOPCTa IPAarHyAH IOTpa-
NMTYU HalKpallli EBpONeNChKi BUKOHABIIL, 30KpeMa KAap-
HetuctH [6]. Orasp TBOpUOro AOPO6KY KOMMOZUTOPIB
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MaHTaMMCBKOI HIKOAH B TaAy3i KAMEPHOI My3UKH AASL KAQp-
HeTa 3p06AeHo B AHICEpTAIiIHOMY AOCAipXKeHHi Y. Pay, npu-
CBSIYEHOMY KaMEPHIl My3HIli AASL KAQDHETA i CTPYHHUX iH-
CTPYMEHTIB y TBOPYOCTi BiA€HChKHX KAACHKIB [8].3 OTASIAY
AiTeparypu cTae 3po3yMiAnM, 10 obpaHa TeMa PO3KPHUTA
He ITIOBHOIO MipOI0.

Mera crarTi: AOCAIAUTH poLiecu $OPMYBaHHA KBiH-
TETY AAS KAQPHETA i CTPYHHMX IHCTPYMEHTIB y TBOPYOCTI
KOMITO3UTOPIB MAHIAaMCHKOT KaIleAH.

HaykoBa HOBHM3Ha CTaTTi IIOASITA€ Y BUABAEHHI IIASXIB
KPHUCTAAI3alil )KaHPY KAQPHETOBOI'O KBIHTETY y TBOPYOCTi
KOMIIO3UTOPIB MAHTAaIMCHKOI KaIleA .

Buxaap ocHOBHOTO MatepiaAy. MaHraitMcbKui op-
Kectp, 3a caoBamu U. BepHi, MaB «6iabine coaicTiB i mpe-
KPAaCHHUX KOMIIO3UTOPIB, HK GYAb-SIKHI IHIIMIT OpKeCTP
€sporu> [1, c. 49]. 3araapHOEBpOIeiicbke BUSHAHHS Op-
KeCTpy OyAO 3yMOBAeHe 6e3KOPUCHUM MeI|eHaTCTBOM Kyp-
¢ropcra Kapaa Teopopa, sikuit $piHaHCYBaB TBOPUi HOAOPO-
Ki I BUCTYTIM CBOEI KaIleAH, 6araToHaIllOHAABHUM CKAAAOM
OPKeCTPY, AKUHI CKAAAABCS 3 My3UKAHTIB Pi3HUX HaIllOHAAD-
HUX IIKIA, i BACOKHM COLIIaAbHO-€KOHOMI-YHUM ITOAOXKEH-
HSM MY3UKaHTiB, KOMPOPTHHUMU YMOBAMH AASl TBOPYOTO
possutky [10, c. 37].

OpKecTp IpOMIIOB MASIX Bis MyABTHIHCTPYMEHTAAI3-
MY, KOAM BAATOPHICTH MOTAHM TPATH i HA CKPHIIKAX, AO CYT-
TEBOTO POSLIUPEHHS CKAAAY KAIIeAU, 301ABIIeHHS KIABKOCT]
CKPHIIOK, BUOKPEMAEHHS TPy iHCTPyMeHTiB (HarpuKaap,
BUAIACHHS PAEHT i3 posmmpeHoi rpymu ro60is), popmy-
BaHHJ IIAPHOTO CKAAAY OpKecTpy. BiamMoBa Bia MyAbTHIH-
CTPYMEHTAAI3MY Ta HOBAILIifHi ITiA1XOAW AO KOMIIAEKTY-
BaHHA iIHCTPYMEHTAABHOTO CKAAAY CIIPUSAM MiABHUIIIEHHIO
BUMOT AO MY3UKAHTIB i IKICHOMY 3pOCTaHHIO BUKOHABChKO-
IO piBHAL.

Kyporopcr Kapa Teopop yciagko miarpumysas i di-
HAHCYBaB 3apy0ODKHI racTPOABHI TOI3AKY IIPOBIAHUX COAiC-
TiB cBOro OpKecTpy. «Ilicas ycix cBaT i KapHaBaAiB okpe-
Mi OpKeCTPaHTH 3 AO3BOAY Kyp$IOpCTa BUPYLIAAU B TypHe
Ao ITapmxa, AoHAOHA Ta ITAAIMCHKUX MICT. Txui ycminmai
BUCTYIIU He AUIIe IPUHOCUAU CAABY MAaHTalMChKOMY OpKe-
CTPY, a ¥ 3HAYHOXO MipPOIO COPUSIAHM HNOMyASIpHU3allil iHCTpPY-
MeHTaABHOI MY3HKH, sIKa 3By4aAa Ipu ABopi Kapaa Teopopa,
OCKIABKH OCHOBY pelnepTyapy CKAAAAAM TBOPH YYaCHHUKIB
opxectpy. TBopui 3HaXiAKH, SIKi BIAKPUBAAKCS Yepe3 IIOLIYK
HOBHUX BUPA3HHX 32C00iB OPKeCTPOBOI I'PH, CTABAAH BIAOMH-
MM WIMPOKiNl My3HuHit ayauTopii»> [4, c. 112].

MysukaHTaM MaHTaMMCBKOI KaIleAd HAAXKUTD CYTTE-
Ba POAb y PO3LIMPEHHI €BPONENChKOL IOMyASIPHOCTI KAAp-
HeTa sIK OPKeCTPOBOIO i COAbHO-aHCAMOAEBOIO iHCTPY-
MeHTa. MaHraiiMcbKa KalleAa OAHIEIO 3 NepIIuX B €Bponi
BBeAA KAAPHETH Yy CBiil mocTiitamil ckaap. KepiBHuk mMan-
rarmchkol Kamean SJu CraMuirb Mir OLIIHUTH BUKOHABCHKO-
BUPaXKaAbHI MOXXAMBOCTI IIbOTO iIHCTPYyMEHTA i 9ac CBOIX
ractpoaett y ITapmxi B ce3on 1754/1755 poxis. Bin Bu-
CTyIIaB Ha AYXOBHHX KOHIIEPTaX SIK AUPUT€HT OPKeCTpy
«La Poupliniére>, y ckaaai sixoro Bip kinns 1740-x pokis
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Oyau kaapreTH. Y 1755 poui BiH BIepine BKAIOYHB KAAp-
HEeTHU y MapTUTYPH CBOIX HOBUX CUMQOHIH, AKi TeX Ipo-
3By4YaAH Ha MAPU3bKHUX KOHLIEPTAX [9]. Kaapnerosi maprii
B ITMX CUMOHISIX BUKOHYBAaAU KAQPHETUCTH OpKecTpy «La
Poupliniére>» Cumon ®aurep i lacrap IMpoxm (ocranmiit
npuixas y Opannito 3 Manraiima). OckiAbki MaHraitMcbka
KarieAa B TOM YaC He MaAa BAACHUX KAAPHETHUCTIB, SIKi MOTAU
MPaIjfOBAaTH Ha MOCTiMHIM OCHOBI, AOCAIAHMKH BBa)KaIOTb,
mo came Aag [acmapa ITpoxkina, sxoro HasuBaAM IepmuM
Bipryosom Iapmxa, 5. Cramuup Hamucas cBiit B-dur’nmit
KOHIIEPT AASI KAQPHETA 3 OPKeCTPOM.

IToseprysmmcy y BepecHi 1755 poky 3 Ilapmxa
B MasnraitM, CraMu1b BUPIIINB OIOBHUTH KAII€AY IITATHH-
MU KAQPHETHCTaMHM, OAHAK IepIli BUKOHABLi-KAAPHETUCTH
3’ sBUAMCS B 1i cKaapi B ce30H 1757/1758 pokis, 3a 9aciB Ka-
neapmerictepersa K. Kannabixa, micast mepesdacHoi cmep-
Ti 40-piunoro Cramuus (nomep 27 6epesus 1757 poky).
Humu crasn mimenps Moransec Tammeas i uvex Muxaean
Ksaaaenbepr.

YrpoaoBsK HACTYTHHX ABaALsTH pokis (1758-1778),
Y IIepioA HAaMBMIOIO PO3KBITY KalleAH, B 1i CKAAAL OAHO-
9acHO IepeOyBaAO Bia ABOX AO YOTHPHOX KAAPHETHCTIB,
IJO AO3BOASIAO GOPMyBaTH MAPHUI CKAAA. 33 BiAOMOCTSIMH
B. ITeabkep, ycboro 3a Ijeit 4ac B Kareai OyAo Ir'siTh mrrar-
HHX KAapHeTUCTiB. [lepima mapa nparrosaaa Bip 1757 poky:
Hozannec Iamners — mipotsirom 1757/1758-1762 poxis,
Muxaeav Kearrenbepe — nporsirom 1757/1758-1764
Ta 1769-1778 pokis. Y 1763 poui Ha aminy Moranny [am-
neAto B Kareay 6ys npuitrsatuit Tadeyw Iamnes (mparpo-
BaB y 1763-1777 poxax). Y 1765 poui Ha amiHy Muxaeato
KBaaaeHbepry B KaleAy IPHIALIOB KAQPHETHUCT-BIpTy03
Sxo6 Tayw (npamosas y 1765-1778 pokax). Y 1769 poui
IITaT KAQPHETHUCTIB IIOTIOBHUB MY3HUKAHTCHKUI yIeHb
Opany Birvzeavm Tayw (uap. 1762, nepebysas y Kareai
npotsarom 1769-1778 poxis) [S, c. 326-327].

A0 060B I3KiB MaHTAaHMCHKUX KAQPHETHCTIB BXOAHU-
A0, y pasi moTpe6bu, rparu Ha ro6osix, a T. Tammeas rpas
Ha KAApHeTi it aAbTi. IHcTpymMeHTH 6yA14 TEeXHIYHO HEAO-
ckoHaAuMH. [lepiri KAQPHETHCTH IpaAy Ha TPUKAATIAHHUX
KAQpHeTaX, OAHAK BxXe A0 1778 poKy B KareAi 3 IBHAUCS
IT ITUKAQIAHHI iHCTPyMeHTH.

IToaaABIIMIT PO3BUTOK MAaHTAMMCHKOI KareAn 6YA0
panToBo mpunuHeHoro. Y 1778 poui, Ha 3AeTi eBponei-
CBKOI CAaBH, il po3QOpMyBaAH y 3B513Ky 3 06 €AHAHHSM
TIpaasncrkoro i baBapcbkoro kyppropcrTs Ta nepeHe-
CeHHsIM CTOAUIN B MIoHXeH, kyau nepeixas ABip Kapaa
Teopopa. YacTuHI My3HKaHTiB BAAAOCS BAANITYBaTHU-
s y MIOHXeHChKHit (6aBapchKuit) MPUABOPHHIL OPKECTP,
30KpeMa 16-piyHOMY BUXOBAHIJIO MAHTAFMCBKOI KalleAH
. Taymnry, sIKuit CTaB BiAOMHM KAAPHETHCTOM-BipTYO30M.

Yei KAQpHETHCTH MAHTANMCBKOL KarleAr GYAU BUKOHAB-
IIIMU BUCOKOTO piBHS, TOMy B MaHraiimi, KpiM cuMQOHiTHO1
MY3HKH, aKTUBHO PO3BHBAaBCs )KaHP COABHOTO iHCTpyMeH-
TaABHOTO KOHIIEPTY AASI KAQPHETa 3 OPKeCTPOM i KaMepHa
MY3HKa 32 YYacTi KAApHeTa.
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TpaauLito CTBOPEHHS KOHYepmis 0As KAApHema 3 op-
Kecmpom y MaHTalIMCBKil Kareai 3aroyarkysas . Cmamuyp
(1756-1757 pOKH), AAAi AO IIPOTO >KaHPY 3BEPTAAMCD
K. Cmamuyv — cun S. Cramuns, aprop 11 xaapHeTOBHX
KOHIIE€PTiB, HAIIMCAHKUX AASLI BUAATHOTO KAAPHETHUCTA-Bip-
TY03a Y€CHKOTO IIOXOAKEHHSI 1. Beepa, i ABOX moaBiitHIX
KOHIIEPTiB AASI KAAPHETA i CKPHITIKH, AAS KAApHeTa i paroTa,
Q. Taym — BUXOBaHeIb MaHIaMMCHKOI IIKOAH, CUH KAAp-
HeTHCTa MaHraiMcpkoro opkecrpy . Taymra, aBTop yorH-
PbOX KAAPHETOBUX KOHIIEPTIB i ABOX IIOABIMHUX KOHIIEPTiB
AASI ABOX KAQPHeTiB, A. Aummiep — BaATOPHICT MaHTaiM-
CBKOT'O OPKECTPY, HallMCaB KAAPHETOBUI KOHLIEPT AASL CBO-
ro cuHa @. AuMMAepa, KAQPHETHCTA MIOHXEHCHKOT KaIleAH,
inmi mamraiivmi (B. TTuxap, A. @uac, A. Proccaep Ta in.),
49Ul KAQPHETOB KOHIIEPTH 6YAO BTpadeHo.

Y KAapHETOBHX KOHIIEPTaX COAICT Mil IPOAEMOHCTPY-
BaTH MaHCTEPHICTDb BipTYyO3HOI I'PU HAa CBOEMY iHCTPYMEH-
Ti, PO3KPUTHU TeXHIYHi MOXKAMBOCTi KAAQpPHETA, MAKpeCAU-
T TeM6paAbHy KOAOPHUCTHKY Ha Pi3HHMX AIASIHKAaX Alamaso-
HY, IIOKA3aTH TANOHMHY AMHAMIYHAX KOHTPACTIB, BUPa3HiCTh
KaHTHAEHHOTO CITiBy TOII0. BHKOHABCHKi MOXAMBOCTI COAic-
Ta SICKPABO BUPi3HAAUCS Y MPOTUCTABACHHI COABHOI IapTil
Ta OPKeCTpY.

ITonpu npiopuTeT TEXHIYHOI CKAAAOBOI MapTii KAap-
HETA, y KOHIIEPTaX MAHTAMMIIiB PO3KPUTO BUPa’KaAbHI MOX-
AMBOCTI IHCTpyMeHTa, HOTO 3AATHICTb BiA06pa3HTI/I 3MiCT
Ta 00pa3HO-eMOLHUIL CTaH TBOPY. Y PYXAMBHUX, BipTy03-
HUX [T0OYAOBaX KAQPHET HEHaue 3Mara€ThCs 3 OPKECTPOM,
Y AipUYHHUX — TIOCTA€ SK CIiBAOYUI iIHCTPYMEHT i BUpas-
HUI1 YYaCHUK KOHIIepTHOTO Aiasory. KomnosuTopu ycias-
KO MAKPECAIOBAAU CITeLIAPidHII TeM6p KAapHeTa, o6 BiH
He 3AMBABCH 3i 3ByYaHHSAM OPKECTDY.

Y sxkaHpax kamepHoi my3uxu BiaGyBaAmCs IpoLjecu
$OpMyBaHHS ONITHMAABHIX BUKOHABCHKIX CKAQAIB 3i 36a-
AQHCOBAHUM 3BYYaHHSIM aHCAMOAIO iHCTpyMeHTiB. OCKiABKH
KAQpPHeT OYB OAHHM 3 IHCTPYMEHTIB [IbOr0 aHCAMOAI0, FOAO-
BHMM 3aBAQHHSAM BUKOHABIIS-KAQPHETHCTa CTaBaAa B3aEMO-
Als 3 iHIIMME My3HKaHTaMU. AOBOAI YaCTO HUMHU OYAU BUKO-
HaBIli HA CTPYHHO-CMHYKOBUX IHCTPYMEHTAaX — CKPHIIAAi,
AABTHICTHU Ta BIOAOHYEAICTH.

Kom6iHanis CTPYHHHUX i AyXOBUX Y BUKOHABCHKOMY
CKAQAL KAMEPHOTO aHCAMOAIO MOSICHIOETHCSI B3aEMO3aMiH-
HICTIO IHCTPYMEHTIB: KAQPHETY MOXXHA 6YAO AOPYUHTH I1ap-
Til0 MepIIoi CKPUIKH; MAPTilo KAQpHETa MOTAM IpaTu pAeH-
Ta YU TOOOM.

Y moepHaHHI iIHCTPYyMeHTIB KaMepHOTO aHCaMO-
AJO 32 y4YacTi KAQpHeTA i CTPYHHHX CIIOCTepiraAucs ABi
TEeHAEHITII:

— PiBHONIPaBHICTh yCiX BUKOHABIIIB;

— BHBEACHHS Ha MEePUIMI [TAAH KAAQPHETOBOI MapTii,
SIKA BUAIASIETHCS TeM6paAbHo, Ta CyTTEBE Il yCKAAAHEHHSL.

ITepeBaxxny 6iAbIIiCTD TAKUX aHCAMOAIB CKAAAAAU
Mmpio AAS KAAPHETa, CKPUIIKH i BIOAOHYEAl Ta Kéapmemu
AASL KAQPHETA, CKPHTIKH, aAbTa i Bioaonueai (K. Cramuip).
Tpanasiaucs Takox cexcrmemu i cenmemu i3 AOAAHHIM ABOX
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BaatopH (®. Taymr) i, SK BapiaHT BUKOHABCHKOTO CKAAAY, BU-
HUKAHU K8iHMemMu AASL KAQPHETA, ABOX CKPHUIIOK, aAbTa i Bi-
oaonueai (K. Cramunp) [8].

IToepHaHHS KAapHeTa 3i CTPYHHUMHU y KBiHTeTi BU-
BOAMTb BUKOHABIIIB Ha iHIINI, CKAQAHIIIUHI pPiBeHb CIIiB-
BipHOMIeHHs. 3aMiHUTHU IepIUIy CKPUIIKY HA KAAPHET BKe
HEeMOXXAHBO, OCKIABKM KOK€H 3 iIHCTPYMEeHTIB Ma€ BAac-
Hy IapTilo, @ CTPYHHMI KBapTeT PaKTHYHO € IHCTPyMeH-
TaAbBHOIO KaIlleAOIO B MiHiaTIOPi, IO CITIOHYKA€E AO MOCHUAEH-
HA HOTO AOAAQTKOBUMH MY3HKaHTAaMH. Y TaKOMY BUITAAKY
MO>XHA BUAIAUTH IIAPTi0 KAQPHETA, 36araTuT il KOHIIepT-
HO-BipTYyO3HMMH PHCaMH COABHOTO BUKOHABCTBA, IO He
€ XapaKTepPHHUM AASl KAMEPHO-IHCTPYMEHTAAbHOI MY3UKH,
i IpOTHCTaBUTH CTPYHHHUM iHCTpyMeHTaM. O CMUCACHHS
yCiX BKa3aHHMX AOAATKOBHX MOXKAHBOCTEN moTpebyBa-
AO 4Yacy i 3piAOCTi MHCAGHHS, TOMY TOSBa KAQPHETOBUX
KBIHTETIB y TBOPYOMY AOPOOKY i perepryapi MaHraim-
11iB, Ha BIAMIHY Bia KBapTeTiB i Tpio, OyAa Marbie BUHSAT-
KOBUM SIBUIIIEM.

ITomryx HOBHX IIAXOAIB AO TPAaKTYBaHHS KAQPHETOBO-
IO KBIHTETY SIK OAHOTO 3 )KaHPiB KaME€PHOI My3UKH 3aBep-
muBcst y TBopyocTi B. A. Momnapra. I]poro xommosutopa
BBA)KAIOTh OAHUM 3i CIIAAKOEMIIIB TPAAULM MAHIAUMCBKOL
IIIKOAH, OCKIABKY 0€3 BIIAUBY MAHTAlMIIiB, B TOMY YHCAI y BU-
KOPHCTAaHHI KAQPHETIB B OPKeCTPOBOMY Ta COABHO-aHCaMOb-
A€BOMY ITHCHMI, HOTO TBOPYICTh MaAa 0 IHIINIT IIASX PO3-
BUTKY Ta, AIMOBiPHO, iHaKIIli CTHAbOBI ITPOSIBH.

BipoMmo, o micast 3HAaTOMCTBA 3 MAHIAMMCHKOO Ka-
MIEAOIO Ta il KAAPHETHCTaMH, BII€pIlle MOYYBIIU IOBHOLIiH-
He 3ByYaHHS OPKeCTPy 3 KAapHeTaMH, MoljapT, 3aX0IAeHO
omnucaBuy 6aTbKOBI CBOI BPasKeHHSI («Ax, K61 TiAbKH TyT
Oyau KaapHetu! Bu He ysIBAsI€Te, SKUIT IPEeKPACHUIT eeKT
Aae B cuMOHII IIOEAHAHHS PAHT, F060IB i KAapHeTiB») ,
T0YaB I[IA€CITPSAMOBAHO 3aCTOCOBYBATH I[€H IHCTPYMEHT
y BAaacHil TBOpyocTi. Y 1778 poi BiH yBiB mapy xaapHe-
TiB y maprurypy ITapusbkoi cumonii, sika 6yaa Hamuca-
Ha i BUKOHaHa y QpaHITy3bKill CTOAMI, KyAu MonjapT npu-
ixaB micas BiaBiayBaHHS Manraiima. 3roaoM MonapT nucas
MapTil KAQPHETIB 3aA€KHO BiA PiBHS HABYEHOCTI i BUKOHAB-
CHKOI MalICTEPHOCTI KAQPHETHCTIB Ti€l YU iHIIOI KaIleAH.
BpaxoByroun, mo KAapHET yTBEPAUBCS B €BPOIEHCHKIX Op-
KecTpax He paHimre 1790-x pokiB, mapTurypu 6ararbox Mo-
LJapTiBChKMX TBOPiB HE MarOTh KAQPHETOBUX ITAPTIiM.
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Y ITapwxki Morapt 6yB 3axonaeHuit rpoio KaapHe-
THCTa-BipTyo3a . Beepa, BUKOHABIISI KAQPHETOBHX KOH-
neptis K. Cramuris, a B MioHXeHi HOro Bpa3uaa rpa Kaap-
HeTHcTa-BipTyo3a ®. Tayma, sIKuil NpOMIIOB MIKOAY MaH-
raiiMcpkoro opkectpy. OpHaK cBOro BUKOHaBIs1 MorapT
3HaMmoB y BiAHI — HUM CTaB 3HAMEHHUTHI aBCTPiACHKUI
KaapHeTHCT-BipTyo3 A. IllTapsep. Y TBOpuOMY cO03i 3 BU-
AQTHUM BHKOHaBIleM MoIapT HamrcaB KAQpHETOBHUI KBiH-
ter (1789) i kaapueToBuit koHuept (1791). B 060x TBO-
Pax, MO3HAYEHUX I€YaTKOK aBTOPChKOI IHAUBIAYaAbHOCTI,
y3araAbHEHO i BUBEAEHO Ha HOBUH PiBeHb TPAAHMIII i AOCAT-
HEHHS MAaHTalIMChKOT'O OPKECTPY, AKi CBOTO YaCy OCTaTOYHO
CIIPSIMYBaAM My3u4He MUCAeHHSI Morapra y 6ik KAacuIims-
My. Ha cmapxoBicTp TPaAHLIN BiA KOMIIO3UTOPiB-MaHTanM-
11iB BKa3ye TBOpuMii iHTepec MorapTa A0 KaMepHOI My3UKHI
3a Y4acTi KAQpHeTa, a 3BePHEHH AO )KaHPY KAAPHETOBOTO
KBIiHT@TY CBiAYUMTD IIPO OCTATOYHE YTBePAKEHHS KPUCTAAI-
30BaHOTO TBOPYMMHU IIOITYKAMHU My3HKAHTiB MaHTalIMChKOI
KaIleAM BUKOHABCHKOI'O CKAAAY, ITIAHECEHOTO AO PiBHS XKaH-
PpOBUX O3HAK.

Bucaosku. ITpoBeaeHe AOCAiAKEHHS ITOKAa3aA0 BaXK-
AMBY POAb MaHTaMMChKOI KalleAH Y PO3BUTKY KAQPHETOBO-
'O BUKOHABCTBA B OPKECTPOBOMY Ta COABHO-aHCAMOAEBOMY
HarpsMax. YTBepA KeHHs KAapHeTa K OAHOTO 3 OpKeCTpo-
BUX IHCTPYMEHTIB BIIAMHYAO Ha $OPMYBAHHS KAACHIHOTO
CKAAQAY OPKECTPY, IO CTAAO OAHHUM i3 YNHHMKIB ITOSIBH KAQ-
cryHOI cuMQOHii. PO3BUTOK COAPHOTO BUKOHABCTBA CIIPHU-
YMHUB IOSBY BEAUKOI KIABKOCTi TBOPIB y )KaHPi COABHOIO
IHCTPYMEHTAABHOTO KOHLIEPTY AASl KAQPHETA 3 OPKECTPOM.
3aBASIKH BBEAEHHIO KAQPHETA § KaMepHO-aHCaMOAeBe My-
3MKYBaHHS i MONIYK ONTUMAABHHUX BUKOHABCHKUX CKAAAIB
KPHUCTAAI3yBaBCs XKAHP KBIHTETY AASL KAQPHETA i CTPYHHHX
iHCTpyMeHTiB. AiHisl pO3BUTKY XKaHPIB KAQPHETOBOI'O KOH-
LEPTY i KAAPHETOBOTO KBIHTETY AOCATAA MKy y TBOPYOCTI
B.A. Mornjapra — CIaAKOEMIIS i IPOAOBXKYBada TPAAHIIII
MaHTalMCBKOI KaTleAH.

IlepcriekTHBY TOAAABIIMX AOCAIAYKEHD ITOASTAIOTD
y posmupeHHi reorpadii BUBUEHHS IIPHABOPHOI My3UYHOI
KYABTYPH ITEPEAKAACUYIHOIO YaCy iHIIUMH €BPONENChKH-
MU KpalHaMU Ta IXHIMU CTOAMIISIMH, B SIKMX TaKOX BiA6y—
BaBCs IHTEHCHBHUI PO3BUTOK KAQPHETOBOIO BUKOHABCTBA
i KaMepHO-aHCaMOAEBOTO MY3HKyBAaHHS 3a YYACTi KAAPHETA
(TTapwx, Bisens Ta in.).
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Clarinet Quintet and the Legacy of the Mannheim Chapel Composers

Abstract. The paper considers the processes of establishment of the clarinet quintet genre in the instrumental chamber music

of the composers of the Mannheim chapel. It is noted that the Mannheim chapel was one of the first in Europe to employ clarinet-

ists on a permanent basis. This contributed to the formation of a double composition of the orchestra and the emergence of a so-

lo-ensemble repertoire for the clarinet in the genre of a solo instrumental concerto and in chamber music. It was discovered that

the clarinet entered the chamber music of the people of Mannheim as an instrument that could replace the first violin, so the genres

of trio and quartet for clarinet and string instruments became the most popular. In the ensembles with a larger number of par-

ticipants, the search for optimal performing compositions continued. One of them was a quintet for clarinet, two violins, viola,

and cello. It required independence of all parts and did not allow the interchangeability of clarinet and violin. Individual works

were written for this composition, one of them is in the pieces by C. Stamitz. It is indicated that the connection between composers

and clarinetists appeared for the first time in the legacy of Mannheim school. A conclusion is made about the influence of chamber

music with the participation of clarinet representatives of the Mannheim chapel on the genre and style priorities of W. A. Mozart,

whose works include a clarinet quintet (1789).

Keywords: Mannheim chapel, pre-classical period, instrumental chamber music, clarinet, clarinet quintet.
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BukoHaBcbhKa IHTEPIIPETALILS BOKAABHOI ITAPTII
Mupocaasu B onepi «3oa0Tuit 006py4d>
bopuca Agrommucpkoro

Performance Interpretation of Miroslava’s
Vocal Part in The Golden Hoop Opera
by Borys Lyatoshynsky

Anoranis. Po3rasHyTO BUKOHABCBbKY iHTepIIpeTario BOKaAbHOI ImapTii Mupocaasu B omepi «3oroTuit 06pyu» Bopuca
ASATOMHMHCHKOTO. 3'ICOBAHO POBIAHY POAD IIbOTO IMEPCOHAXA AAS BUOYAYBAHHS IiAicHOI KoHIerii orep. [TpoanaaisoBaHo Bo-
KaAbHY TMapTito Mupocaasu y pisHi MOMEHTH ii CTAHOBAEHHS: IiA Yac eKCIIO3UIlil y IepIIiil KapTHHi, pO3TOPTAHHS Ta PO3BUTKY
BOKAABHUX IHTOHAL[il FepOiHi y TpeTiil i I'SITiit KapTHHAX, SIKiCHe [IepeTBOPEHHS il MEAOAUKH Ha 3aKAIOYHOMY €TaIli CTAHOBAECHHS
06pa3y y mocTift i BOcbMift KapTHHAX. BIsiBAeHO iHTOHALIMHY crielndiKy MEAOAIHOTO MAAIOHKY Ta iI 3B'SI30K 3 eMOLIIfHO-TICHXO-
AOTIYHUM PO3BUTKOM 00pasy. 3ayBakeHO CKAAAHOCTI, SIKi IOBHHHA IIOAOAATH CITIBAYKA ITiA Yac pobOTH Hap mapTiero MupocAaBiL.
Cepep HUX — YMiHHS CITiBaTH Ha PAaHUYHHX AMHAMIYHUX 3HAYEHHSX, IBUAKO 3MiHIOBATH CHAY i IyqHICTD FOAOCY, BOAOAITH Tex-
HIKOIO IHTOHYBAaHHS CTPHOKIB Ha BEAVK] IHTepBaAU BrOpPY i BHU3, MATH HABUYKY CILBATU Y CHUTYALIil IIOAITOHAABHOTO Ta IIOAIAAAO-
BOTO KOHTPAITYHKTY B aHCaMOASIX i B CYIIPOBOAL OpKecTpy. BusHaueHO 3aA€XHICTh BUKOHABCHKOI IHTepIIpeTartii BOKaAbHOI mapTil
BiA eKCIIPECHBHOCTI pO3rOpTaHH Ta TpaHchopMail 06pasy MupocaaBU IIPOTIIOM OIIEpHL.

Ka10408i cA084: BOKaAbHA [TAPTisl, BAKOHABChKA IHTEPIIPETALlisl, MEAOANIHHUIT MAAIOHOK, IHTOHAIifiHa 6yAOBa BOKAABHOI IApTii, BO-

KaAbHE aMIIAya.

ITocranoBka mpo6aemu. «30Aa0THiI 06pyd» — 0c00-
AMIBUH TBIip y TBOPYOCTi BEAHMKOT'O YKPaIHChKOTO KOMIIO-
suropa bopuca MukoaafioBuda ASTONMHCHKOrO, IepIia
orepa B AOPOOKyY MaﬁCTpa‘. ITounnaeTncs cTBOpeHHsA
MacIITabHUX BOKAABHHX 00OPa3sHUX XapaKTEPUCTHUK repo-
iB, sKi ITepeAGaYalOTh TPUBAAE CTAHOBAEHHS i pO3BUTOK.
B. AgTommHCEKOMY BAAAOCS BTIAMTH Y Ljill repOiKO-eImiuHil
APaMi IIPUTOAOMIIAMBI 32 CBOEIO IHTOHALIMHO CBOEPiAHiC-
TIO Ta IICUXOAOTIYHOIO eKCIIPeCi€l0 BOKAAbHI aMIIAya: CIO-
KifIHOTO Ta MyAPOTO Aipepa TYXOAbChKOI rpoMaar 3axapa
BepkyTa, Axuil € HaMiBMiCTUYHUM ITOCEPEAHUKOM MiX
AIOABMH Ha 3eMai i Boramu Ha He6i; BiABaXKHOTO, My>XHbBO-
ro, CMIAUBOTO, i, BOAHOYAC, HIXKHOTO 1 BIAAQHOTO KOXaHHIO
xaormpst Makcnma — cuHa 3axapa BepkyTa; Baapoaro6HOTO,

! Iepura peaaxnis onepu nanwmcara y 1929 poni. ITpem’epa BiaGy-
Aacsy 1930 poni y Xapxiscekomy, Opecbkomy Ta Kuicbkomy omep-
Hux reatpax. Hap Apyroro pepakitieio KOMIO3HTOP IPaIiOBaB B OCTaH-
Hi poxu xuTTs. OHOBAEHA Orepa 6yAa mocTaBAeHA Y AbBIBCHKOMY

(1970-ti) Ta Kuiscpxomy (1980-i) OTIepPHHX TeaTpax.
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CaMOBIIEBHEHOTO I MXaTOro 6osipuHa-3pasHuka Tyrapa
Bosxka.

OAHHM 3 HaMSICKPABIlINX BOKAaABHUX 06pa3iB omepu
€ Mupocaasa — poHbka 6osipuna Tyrapa Bosxa. [i map-
Tiss — BeAmMKa® i CKAQAHA AASI BUKOHAHHS. BOHa Hacude-
Ha eKCIIpeci€ro i AUHaMiKoIo cTaHoBAeHHS. IIcumxoAoridna
XapaKTepUCTHKA AIBYMHH 3HAYHO 3MiHIOETHCS MPOTATOM
posropTaHHs CIoXeTy. B omepi BUpyIOTb AyIeBHi BaraHHs
Mupocaasu MixX AF000B’10 A0 6aTbKa-3papHUKa i BipHICTIO
piaHOMY HapopOBi. BasxauBuM AAst KOMITO3UTOpa OYAO IO-
Ka3aTH HaDOAXKEHHs, 3pOCTaHHS i PO3KBIT KOXaHHS Yy AyIIi
AiBunHM. Bukonasuiisa mapTii MupocaaBu NOBHHHA Bpaxo-
BYBAaTH AMHAMIYHICTb CTAHOBAEHHS 06pa3y, 3SMiHHICTb Ta He-
OAHO3HAYHICTh IICUXOAOTI4HOIO CTaHy repOiHi, 3HAYHI TeX-
HiuHi ckaapHOCTI. ToMy aHaAi3 BUKOHABCHKOI iHTepIIpeTanil
BOKAABHOI MapTii MupocAaBy HaA3BUYANTHO BAXKAMBMI i ITO-
Tpebye IPyHTOBHOTO AOCAiAKeHH . TpaKkTyBaHHs BTiAeHHS

2 . .o I e
Mupocaasa 3'SIBASETbCS Ha CLjeHi y epIiit, TpeTii, 11 sITi, moc-

Till, BOCbMil KapTHHAX.
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Bukonascpka inTeprperais BokaabHoi aptii Mupocaasu B onepi «3oaoruit 06pyu> Bopuca AsirommHcbkoro

BOKAABHOT'O aMIIAya FepOiHi AOIIOMO3Ke BUOYAYBATH LIiAiCHY
KOHIIETIIi0 onepH i peAbedHille MO3HAUUTH il OCHOBHI Apa-
MaTyprivfi AiHii.

Amnaai3 ocTaHHIX AOCAIAKeHb i my6Aikaniit. AAst aHa-
Ai3y iHTepIpeTartii BOkaAbHMX amIiaya b. AgaTomuncpkoro
HEOOXIAHMMH BHUSBUAUCS AOCAIAYKEHHs, OB A3aHIi
3 pO3KPHUTTAM cHenupikum HOro BOKAABHOTIO CTH-
Aro. Bora ¢opmyBanacs y TBOpUOCTi ASTONTMHCHKOTO
y 1910-1i — 1920-Ti poxu y KaMepHO-BOKaAbHUX JKaHpaX.
Y npansx O. Kosapenxka [6] ta T. Tyuuncekoi [11] pos-
TASIHYTO CTHADBOBI i CTHAICTHYHI 0COOAMBOCTI COAOCIIIBIiB
LIUX POKIB. rpyHTOBHHfI 6araToacrneKTHUI aHAAI3 pOMaHciB
B. ATOMMHCHKOTO, HAIICAHKX IIEPeA OIePOI0 «30A0THI
06pyd>, A€ BIAIPALjbOBYBaBCsI BOKAABHHIL CTHAD KOMIIO-
3UTOPa, MPEACTABACHUI Y YeTBEPTOMY PO3AIAL AHCepTa-
nii I. Casuyxa [9]. EAeMeHTH BOKAaABHOTO CTHAIO, 33CTOCO-
BaHi B onepi «30A0THi1 06pyd>, IPOaHAAI30BaHi y CTaT-
1ax M. Topaiitayka [3] Ta M. 3araiixkesuy [4]. Ocranns,
30KpeMa, BKa3ye Ha 0COOAMBI MOXXAUBOCTI CIIiBakiB, He-
06xiAHI AAST BAKOHAHHSI ITapTift B onepi: «Omepa Bopuca
MuxkoaarioBrya ASTOMMHCHKOTO HE AeI'Ka AASL 3ACBOEHHS
BUKOHABIIMH-BOKaAicTamu. KpiM ToHKOTO BipAdyTTS iHTO-
HaI[iHO-CKAAAHOI MEAOAMYHOI CdepH, YiTKOrO BEACHHS Me-
AOAEKAAMAIIIMHUX AiHiM, BOHA BUMAara€ CHAbHOI, ApaMaTH4-
Hoi “BarHepiBcbKoi” 3BY4HOCTI roaocis>» [4, c. 9]. Po6otn
I Becenoseokoi [2], B. Bonaapuyka [1], O. Issapinoi [S],
IPHUCBsIIeH] iCTOPIl CIjeHIYHIX BTiA€HDb OIIepH Ta 0COOAH-
BOCTSM PEXHCEPChKUX TPAKTYBaHb KOHIIEMIII TBOPY, AO-
[IOMAraloTh BH3HAYUTH 3HAYYIICTh 06pasy Mupocaasu
Y KOHTEKCTi 1iAicHOCTi TBOpY. Po3rasip ApaMaTypridyHux
Ta CTUABOBUX AOMIHAHT OIeEpPH, IPEACTABACHUI ¥ AOCAI-
axennsax O. Marozbomosoi [7] ta X. Oaeitayk [12], akry-
aaiszye poab 00pasy MupocaaBU y CTAHOBAEHHI ApaMaTH4-
HOTO IIPOIeCy TBOPY.

Hespakaroun Ha ITOCTiHHMI iHTepec AOCAIAHHKIB
AO orepu «30A0THi1 06pya>» B. Asrommncpkoro, 6pakye
PO3BIAOK, IIOB’SI3aHUX i3 PO3KPUTTSIM PEaABHOTO CLIeHid-
HOTO AOCBiAy BUKOHABIIiB. IHTepIpeTatisa BokaAbHOI apTii
MupocaaBu SK OAHI€T 3 TPOBIAHIX CKAQAOBHUX ApaMaTyprii
omepu HOTpebye AOAATKOBOTO BUBUEHHS I aHAAI3Y.

Merta crarrTi: mpoaHaAi3yBaTH BOKaAbHY HapTio Mu-
pocaasu 3 onepu «30A0THiT 06pyu» Bopuca Asromusn-
CBKOTO B aCIIeKTi BUKOHABChKOI iHTepIpeTaril.

Buxaap ocHoBHOro MaTtepiaay. [TapTis Mupocaasu
€ HabiABIIOIO KiHOYO0 MapTi€lo B omepi. Mupocaasa —
Aouka 6osipuHa Tyrapa Boska. Oapasy 3 mepimoi mosiBu
repoiHi MU pO3yMi€MO, [0 BOHA — He3BHYAiHA Ta 0C00-
anBa. MupocaaBa — He 3HDKeHa OaTbKaMu 60SIpCbKa AO-
YKa, a BIABO)KHA i CMiAMBA AIBUMHA, KA Pa30M 3 YOAOBIKaMH
Oepe y4acTb y AOBaxX Ha BeAMEAIB i He 00iThcs Hebe3IeKu.

L5 aiBuMHA — MY>KHS i BiAAQHA ITATPiOTKA PIAHOI 3eM-
Al. Koan Mupocaasa posymie, 1o ii 6aTbKO CTaB 3PaAHUKOM,
BOHA 3aAMIIAE GATHKIBCOKUIT AIM 1 AOAYHIAETHCSI AO GOPOTS-
Ou yKpaiHIiB 3 MOHTOABCHKOIO HABAAOIO PA30OM 3 TYXOAb-
CBHKOIO IPOMAAOIO.
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O6pas Mupocaasu B. ATommHCHKIIT 3MaAbOBYE 3 Be-
AMKOIO AI0OOB’10 1 HixkHicTIO. BOHa € BTiAeHHAM XXiHOYHOCTI,
HDKHOCTI, A]pHYHOCTI, aAe i BOAHOYAC Tl 06pa3 HAIIOBHEHHIT
CHABHHM, PIITy9UM AyXOM, BIAYYTTSM iA€HTHIHOCTI, IIIHHO-
CTi piaHOTO Hapoay i piaHOI 3eMai. [oroBHE AAS AiBUMHE —
Iie ALITH Tak, sIK IAKa3ye CyMAIHHS 1 ceplie, i 3aBxAu OyTH
BipHOIO COOi.

ITapris MupocaaBu Ma€ AlaIa3oH Bip pe mepuroi Ao ci-
6eMoAb ApyTroi okTaBu. TO6TO HAIFCAHA AASI AIPUYHOTO
Y1 AipUKO-ApaMaTHYHOro compaso. ITapTia Mae ckaaprmit
rapMOHIYHMI Ta iIHTOHAL[IHKI CKAAA, BUMAra€ Bip BUKOHA-
BUIIi BUCOKOTO PiBHA BOAOAIHHS TEXHIKOIO 3ByKOYTBOPEHHS
Ta CIiBaIIbKMM AMXAHHAM, OCKIAbKU BKAKOYA€ 6araTo TexHiy-
HUX, TECUTYPHUX, PUTMIYHUX CKAAAHOIIIIB.

3a croxeTOM 60SIpChKUIL [TOYET BUPYIIAE HA TOAIOBAH-
HsI Ha BeaMeAst i MUpocAaBa CylpoBOAXKYe OaTbKa y CKAa-
Al 6051pcm<0'1' Bunpasu. TyT ii Bnepure 6aunth Makcum
i Mi>K MOAOAMMHU AIOABMHU OAPA3y CIIAAAXy€ B3a€EMHA CHM-
maTis. MakcuM IpHeAHY€EThCS A0 60sp, 06 OyTH HOpyd
i3 Mupocaasoro. Bapair BeaAMeas mepmoro BUITAAKOBO BH-
siBasie Mupocaasa. Bona Tpy6urs y pir, i Ha pomomory
3sBaseTbcss Makcum. Bin 3amexao 6’etbest 31 3BipoM i mepe-
Marae iioro. Hap Tpymmom BeaMeast BIAOyBa€eThCsl BUBHAHHS
KOXaHHS MiDK HUM Ta BPSITOBAHOIO AIBYMHOIO.

Briepure BoHa 3'SIBASIETBCS B OIlepi B IepIIift KAPTHHI
MepUIOl Al

3ByunTtp Hepeauke Tpio (Mupocaasa, Makcum, Ty-
rap Bosk). BokaabHa maptist MupocaaBu — B cepeaHiit
Ta BUCOKIN TECUTYPI. Purmivyza i MeAoailiHa MOBa — Ai-
puuHO-criorasipaabta. Opasu muUpoKi, 3a paxyHOK cTpU6-
KiB y BOKAaAbHIi} MapTil Ha IIKPOKi iHTEepPBAAU Ta BUKOPH-
CTaHHSA TPIOABHOCTI AOCATAETHCA ePeKT MOBITPSAHOCTI,
PO3AOrOCTi, CIIOTASIAAABHOCTI 6araTol MpUPOAU TYXOAD-
CHKOTO Kpalo.

3 TexHIYHOrO GOKY IMapTisi HACHMYEHA CKAAAHUMY iH-
TOHAL[IMHMMH Ta TEXHIYHMMHU XOAAMHU: B IIEPIIOMY i ADYTO-
My TaKTi OAPa3y ABa CTPHOKM Ha KBIHTY Ta HA KBAPTY BLOPY
i3 cepeAHbOI AO MEPEXiAHOL, a TOTIM i AO BUCOKOI TECUTYPH
€ AOCUTD CKAQAHUMH 3 YPaXyBaHHsM, IO Ii XOAW TOBHHHI
6yTu sacniBani Ha legato. Cxoxi iHTepBaAbHi 3ByJaHHs BU-
KOPHMCTOBYIOTbCS AO KiHIISl yPHBKA.

Y ¢pasi «Sxuit crpyHKuii Ta rapaumit! >, ae Mupocaasa
Briepire obaunaa Makcuma, BiAdyBaeTbCsI IeBHA CTPUBO-
JKEHICTh Ta IMAHECEHICTh 3a paXyHOK LIICTHAALIATHUX Ta iH-
TOHALIITHOTO CIIPAMYBaHHSA MeAOAil Bropy. I paai y ¢pa-
3ax, Ae MupocaaBa BMOBAsi€ 6aTbKa BUOPATH Y IIOMITHUKI
Maxkcuma, Tex 36epiratoTbCst GiAbII peYUTATHBHI, KOPOTKI
$pasu i3 KOpOTKUMU TPUBAAOCTSIMH.

VY clieHi TOAIOBaHHS ABi mepimi ¢pasu MI/IPOCAaBI/I
«Psarynxy! PaTynky!>» Hamucani 6AM3bKO AO PEAABHOTO
I'yKaHHS [10 AOTIOMOTY, Y AOBOAI BUCOKIl TeCUTYPi 31 CTpH6—
KOM BHM3, [0 iAIOCTPY€ 3HECHACHICTD i CTpax.

Aaai iiae ypuBok, kxoan Makcum parye Mupocaasa
BiA CTPAITHOTO AMKOTO 3Bipa. 3By4NTh HEBEAHKHI AyeT 3a-
KOXaHHX repoiB.
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Menopis maprii MupocaaBu crae 6iabIn IIAABHOIO,
MUpPOKOI0. IHTOHAIIT Ta aKI[eHTH Y BOKAABHIH MapTii mia-
KPEeCAIOIOTh eMOIIIHUM CTaH repoini. Ilounnaerscs ypu-
BOK Yy CEPeAHill Ta IepeXiAHIf TeCHTypi i XBUACIIOAIOHO
ITOCTYIOBO MiAHIMAETHCS BrOPY AO KyAbMiHaIlifiHOI $pa-
3u: «O, BU3BoAUTEAD Mii1!>»>. Ppasa MOYMHAETHCS 3 ASL APY-
roi OKTaBHY, Ha KOPOTKHUI Yac CITyCKAEThCS BHU3, a IIOTIM
cTpiMKo ipe Bropy Ha da-pie3 Apyroi okrasu. I TyT B maprii
Mupocaasy BriepIie 3By4UTh ASHTMOTHB KOXaHHs Makcuma
i MupocaaBy, KU CTaHe OAHMM i3 HANTOAOBHIIIMX B OIIepi.

3 nosiBoro Tyrapa BoBka eMOIHHI IpaAyc My3HYHO-
IO TeKCTy — OIABII CIIOKIMHUI i ITOAIGHUIT A0 TO6YTOBOI
PO3MOBH, 110 MU i 6aynmMo y HacTymHUX dppasax Mupocaasu:
MY3WYHMM TeKCT HAaIIMCAHUM y CEPEeAHIl Ta HU3bKHI TECUTY-
pi 6e3 BeAUKMX CTPUOKIB, pUTM CIIOKIMHMIT, BUKOPUCTAHHS
TPiOAPHOCTI MAaKCHMMaAbHO 6AM3bKE A0 MeAOAEKAAMaIlii,
A€ TepOIHA PO3IIOBIAAE ITPO CBOTO pATiBHUKA. AaAi, Ha ppa-
3i: «Tak Tary, Tak! Mepmiit >ke BU3HA4Y HATOPOAY LIbOMY
BiABOYKHOMY MOAOAMKOBI !>, — y My3UYHOMY TEKCTi Iepe-
XOAWTD Ha LT CTHAALSITI TPHBAAOCTI, iAfOCTpYIOYH CTypOO-
BAHICTb Ta eMOLIIMHY IIAHECEHICTb repoiHi, IKa BMOBASIE
6aTbKa HAaropopAuTH Maxcuma 3a ioro CMiAMBICTb.

Aaairepoins 3SIBASIEBCA Y TPETil KapTHHi APYTO] All.

OxopoHenp IPUBO3UTD A0 BypyHAU ABOX BiaBiAyBauiB
i3 3aB’s13anuMu ounma: Tyrapa Boska Ta Mupocaasy. Tyrap
MOBiAOMASIE HAYAABHMKY, IIJO TOTOBUI IIITH HA TaTapChKY
cAyx0y. Mupocaasa BBaxxae Ail 6arbka 3paporo. Ilepira dpa-
3a: «O copom! Copom!>, — 1i BokaabHOI mapTil moynHa-
€THCSI AKIIEHTOBAHOIO HOTOIO COAb APYTOI OKTaBH Ha forte,
AaAl MEAOAis iae A0 da Ai€3a i CITyCKAEThCA Y CepeAHIo Te-
curypy. Lls inTOHaIs cexyHAM (COAb, cl)a—Aie3) € MMPOSIBOM
JKAAIO, TOCTPOTO AYIIEBHOTO GOAIO 3a raHeOHY 3pasy 6aThb-
Ka. Y HaCTYIHUX My3HYHHX $ppasax Mupocaapa sBepTaeTs-
¢4 A0 6aTbKa 3 OCYAKEHHSM 1 THIBOM. (Dpasa MOYMHAETHCS
3 BUCXIAHOTO CTpPI6Ka Ha CEKCTY, 3 pi3KOl MIiCTHAALIATOL
pe i3-3a TAKTY AO AKI]EHTOBAHOTO COAb-OEMOASI APYTOi OKTa-
BU. BoxaAbHa IapTist {bOr0 YpHBKa 3ByYHTh Ha HIOAHCI forte,
HAIIOBHEHA CTPUOKAMU Ha BEAUK] iHTepBaAn (cexcTu Ta cen-
TUMU Y BUCXIAHOMY Ta HU3XiAHOMY pyci) , AKI[€HTOBaHI HOTI,
ITyHKTHPHHI PUTM — yce Ile BUPa)ka€ iHTOHAIT BiAdarAyII-
HOTO KPUKY MHEPOCAABH y CIIPO6i AOCTYKATHCS AO CYMAIH-
Hs Tyrapa BoBxa Ta BiA4yTTSI OTHAM AO MOXKAMBOCTI IIiTH
Ha nocrynku Bopory. Koan Bee 5k Taku 6aTbko mpuMyInye
MupocaaBy IpUMHATH 30A0THH MepCTeHb i3 pyK HavaAb-
HUKAa TaTapChKOTO 3aroHy BypyHAH, BiATIOBiAb repoiHi:
«ASKyI0... > — 3BYy4UTD CYXO, Ha piarno, y CepeAHbOMY pe-
ricrpi. Lo iHTOHAMiO MAKPECAIOE TPiOABHHI PUTM, KU
IepeAac BiAUy>KeHiCTb Ta HAAAOMAEHICTb repoiHi. I Tiabku
xoau bypynaa ta Tyrap Bosk iayTs, Mupocaasa, 3aAnIImB-
IIKCh CaMa, PO3KPHBAE CBOE TOpe KPHKOM pO3Iady Ta Oes-
CHAAS, CTIPIMOBAHOTO AO BUIIUX cHA. Lleit ypuBox € pyxe
APaMaTHYHUM, eMOL[IMHUM: 3BYYHUTDb PIilryIHil BUCXiAHMHI
CTpUOOK Ha MaAy CEKCTY, Ha Asl-0€MOAB APYrOl OKTaBH
Ha cA0Bi: «[anbba!>». Koxna HacTymHa $ppasa ceKBeHIIHO
(cr[oanKy Ha MaAy CEKYHAY, @ IIOTIM IIje Ha BEAUKY CeKYHAY)
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MiAHIMAETHCS BIrOPY, a MOTIM 3BYYHTD Pppasa-KyAbMiHaIlid,
MOMEHT Hai0iAbIIOro HanpyxeHHs: «Ckapait MeHe!>,
A€ MEAOAisl BUXOAUTD Ha YETBEPTHY 3 KPAIIKOIO A APYTOl
OKTaBH, BUPQXKAIOYH Bipdail, Oe3Buxiab repoini. Ocranms
¢pasa: «Ckapait Ha cMepTb!>»> — 3BYYHTD y>Ke B CepeAHiH
TeCUTYPI, Ha OAHIM HOTi (as-6eMOAD nepuoi OKTaBH), nepe-
Aaroun 6e3cHAAsI Ta 6e3BUXIiAb CHTYyarlil, B SKifl OIMHHIAACH
AiBumHA. Aaai B opKecTpi AeKiAbKa pasiB 3By4UTH ACHTMO-
THB KoXaHHs Mupocaasu ta Muxcuma, mme 6iabire miacu-
AIOIOUH APAaMaTHYHUIM eeKT CIieHH.

IT’sita KapTHHA APYTOI All BIAKPHUBAETHCSI COABHUM HO-
MepoMm — apio3o Mupocaasu. Tabip Tarap. I'epoins cu-
AHUTD OiAst HAMETY i TY>KHUTb 3a KoxaHMM. BeTym A0 apioso
BHKAAAEHHI Y pakTypi apreasxio, Temn Andante, HroaHc
piano. b. AgTommHchKu 3a3HAYMB, 110 Iieil HOMep BUKOHY-
€THCA y CYMPOBOAi YKPaiHCHKOTO HAPOAHOTO iHCTPYMeHTY
TOp6aHa, 10 3 IIePIINX AKOPAIB BCTYITy 0Apa3y 3aAa€ aB-
TeHTHYHUI HapOAHO-IIiICeHHUI XapaKTep I[bOTO HOMepY.
XapaxTep BOKaAbHOI My3UKH Ha TIOYATKY AOBOAI CITOKiH-
HUH, CITOTASIAAABHO-TY)XAUBHIL. BokaAbHa mapTis y mepmrift
¢$pasi HoMepy iAe Ha MaAy CEeKCTy Bropy, HeHade HaIllOBHIO-
IOYU MEAOAIIO IHTOHAIII€I0 TYTH Ta CMYTKY, i IOTiM IIAAB-
HO iAe BHU3, HIOU 3aTpUMYIOYNCh HA TPioAi y KiHmi. Apyra
¢pasza, Aoe Mupocaasa Bxe 3rapye MakcuMa, MOYMHAETHCS
3 ASl APYTOI OKTaBH, CTBOPIOIOYHU CBOEPIAHMM eMOLIMHMI
craeck. AaAi MeAOAist BOKAABHOI MapTii 3aCITOKOIOEThC,
3HOBY IIepEXOASYH Y CIIOTASIAAABHO-TY>KAMBY IticHI0. pasa
«Moske, Aechb cepep ITOASI BOPOH HaA TPYTIOM CHAUTD> AySKe
MOAiOHa 32 MEAOAINHOIO 6YAOBOIO AO IIOYATKY apio30, TaKMM
YHHOM CTBOPIOETHCSI eeKT KyIAeTHOCTL, Hibu Mupocaasa
[IOYMHAE CIIIBATH APYTUH KYIIAET CBOEL PO3IIOBiAL, ae He-
CIIOAiBaHO HACTyIA€ KyAbMiHaIlis HoMepy. Heto cTae dppa-
3a: «O xopcrokas poae!>». KoMIIO3uTOp BUKOPUCTOBYE
MaKCHMAAbHO BUCOKY TECUTYPY, 5IKa YTPUMYETHCS AO-
BOAi A0Bro. PosnmounHaeTbhcs $ppasa Ha Ast ADYTOI OKTABU
Ha piano, IepexoAsidH AO Ci 6eMOAB, Ha CAOBI «)XOpCTO-
Kasi>» AATOIMUHCHKMIT BUKOPUCTOBYE aKI|eHTOBaHY PUTMid-
HY IPYITY TPiOAi, MIAKPECAIOIOYM FOCTPOTY i HECKiIHYEHHICTb
cTpakpanb Mupocaasu. Aaai MeAOAist pOOUTD Lie OAUH
€MOLIifIHO HACHYeHUIT CTPUOOK BIrOPY Ha MaAy CEKCTY BrO-
PY AO ci-6€MOASI APYTOI OKTaBH, TYT BXe 3ByYHUTb HIOAHC
fortissimo: repoiHs BxXe He MOXKe CTPHMATH CBOIX eMOLIil,
MaiDKe Yepe3 PUAAHHS BUPAXKAE YCIO TAUOMHY CBOEI XKy p-
6u Ta camoTHocri. [Torim yepes crpimke diminuendo $pa-
3a CITyCKA€THCS AO AO-Ai€3a IepIIOl OKTABU i 3aKiHYYETh-
Csl Ha HIOAHCI pianissifmo, BUPaXKaroul CTPUMaHe PUAAHHSL.
Ocranns ¢ppasa apio3o 3By4IUTD IPUTAYIIEHO HA piano,y ce-
PEeAHIl TECUTYPi, 3 TPIOAPHMM YIIOBIADHEHHSAM B KiHIIi, I1O-
Ka3yH4M eMOLIIMHY BUCHAXKEHICTb repoiHi.

Aaai, 3a croxxerom, Tyrap BoBk pazom i3 MOHroaamu
IIPUBOAUTH A0 HaMeTy Mupocaasu mosoneHoro Makcuma.
MupocaaBa moTalKku BMOBASIE B3SATH NEPCTEHb, 3 AKUM
BiH MOXe BUOpaTucs 3 Tabopy, are MakcuM BIAMOBASIETS-
cst. TuM 9acoM TyXOAbLIi OBIMIIAY AOAHHY i OTOYHAM Tabip
MoHToAiB. Ti, po3yMiroun, 110 MOTPAIHMAH y ITACTKY, TOTOBi
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noBepHyTH MakcuMy cBOOOAY, SIKIIO KUTEAl ceAa BIAIIyc-
TSITh 1X. Ase MaKkCUM TOTOBUIT 3aTMHYTH SIK 3aPYYHHUK, a0H
TiABKH TYXOADIIi He AAAM TaTapaM Aopory. Mupocaasa nepe-
KOHy€ 0aTbKa IIiTH AO TYXOABL{B 3a IlepeMOBHUKA i CIpoOy-
BaTH BCE XX TaKM BPATYBATH KOXaHOTO Ta CBOKO YECTb.

ITicAs moMipHOTO TeMIly TAUOOKO 3BOPYLIAHBOIO
apiozo MupocaaBu HacTymae piska 3MiHa XapaKkTepy My-
3MKH i BOKAAPHOI MOBHM I'epOIHi, 3ByYUTb AOCUTDH BEAUKHM
ayer Mupocaasu i Makcuma. Mysudni ¢pasu repoini cra-
I0Th HACUYEHVMH ITYHKTUPHUMH PUMaMy, 6iAbII APiOHU-
MU TPUBAAOCTSIMH, BOKAABHA AiHisI CTa€ 61ABII HEPIBHOIO,
XapaKTepH3yIO4H piski 3MiHM eMOIIiftHOTO cTaHy. BokaAbHi
dpasu 36epiratoTb MEAOAMYHICTD, A€ CTAIOTD OI1ABII HAU3D-
KHMI AO SKMBOI pO3MOBH, BiAOOpakaro4u Bei rpaHi xapax-
Tepy Mupocaasu. CriouaTky Iie eMOIisi HeoUiKyBaHOI pa-
AOCTI Bip maHCy 3HOBY mobauntu MakcuMa Ha [TOYaTKy
ayery: «IIlo aleTbcs 3 TO6OKO, Miit TOpAMIL GepKyTe?>, —
TyT 1i $ppasu 6iab KOpoTKi, Aekaamaniiui. [ToTiM, Koan
Makcum HaMara€TbCsl BUKPUTH 11 y 3papl IPOTH TYXOAb-
11iB, MupocaaBa nepekoHye HOro y CBOii ripAHOCTI i gec-
HOCTI, pa3oM 3 UM i My3u4Hi ¢ppasu repoiHi CTaroTh GiabI
MEAOAINHO BUBHAYEHUMH, PO3MIMPIOETCS IXHIM Alalla30H:
«O, He raHpbHM MeHe KOXaHMI»>. AaAl BOKaAbHA IapTis
MupocaaBu TPUMAETHCS Y CepeAHill, IepexiaHil, piame
y Bucokiit Tecutypi. Tak B. AdTommnHcbkui yepes BOKaAb-
Hy HapTil0 MaliCTEPHO IepeAAE IHTOHALIil )KUBOI pO3MOBH
repoiHi Ta 3MiHM i eMOLIIHUX CTaHiB.

Tpets Aisf, mocTa KapTHHA. AO TYXOABIIiB IIPUXOAUTD
Tyrap BoBk i3 Ao0uKOIO0 i BUKAQAQE IIPOITO3UIIIIO TaTap: AKIO
JKUTEAI CeAa BIAKPHMIOTD IXHIM BiiChKaM HIASIX, TATAPH 3BiAb-
HiITh Makcuma.

Mupocaasa nepina 3BepTaETbCs AO TYXOABCHKOI I'PO-
Maam i 3axapa bepkyTa, BoHa moBipoMasie, mo Makcum
KHBHIL, i AO OCTAHHBOT'O TiAHO OHMBCSI 3 BOPOTaMH i moTpa-
IIUB Y TIOAOH AMIIe Yepe3 MACTYT TaTap. BokaAbHa map-
Tis Mupocaasu y 11boMy $pparMeHTi HalMcaHa y peuuTa-
THBHO-OIOBiAHIN ¢popmi. Kommosurop 3a paxyHOK purmy
Ta TECUTYPH MIAKPECAIOE KAIOUOBI CAOBa Y $ppasax repoiHi.
HariBaskauBimuMu y 1jii yacTuHi cTaroTh Pppasu: «O, mo x
MeHi poburn? Kyau csiit copom 3axoBars?>». Meaoais Bo-
KAABHOI IMAPTil TYT MEPEXOAMTD Y BEPXHIO IEPEXiAHY TeCH-
TYPY, MAa€ aKIJeHTOBaHi HOTU Ta IIyHKTUPHUN PUTM, ITiA-
KPEeCAIOI0YH 30 eHTeKeHICTh Ta COPOM 3a HaThKa.

Hacrynnauit emizop, koan MupocaaBa HaMara€Tbcs
nepexoHaru Tyrapa BoBka Bce » He BepTaTHCS AO TaTap,
30eperTu rigHiCTb Imepep co60I0 i POMAAOI0, BUKAAACHUIT
y CTpIMKHX, pBaHUX ppasax, HACHIEHNX APIOHUME TpHBa-
AOCTAMH Ta TyHKTHPOM. Le iAfocTpye iHTOHAMII0 BeAMKO]
CXBHUABOBAHOCTI i Biggaro MupocAaBH, SIKa AO OCTAaHHBOTO
X04e BpATYBAaTH PiAHOTO 6arbKa Bip OesdecTs Ta CMepTi.
Tyxoabni Burassiors Tyrapa sIK BIACTYIIHUKA i 3papHUKA
CBO€I OaTHKIBINIHH, TOX IepOIHs, 3pO3yMiBINH, MO GiAb-
IIe He MOXe HMTHU Ha YTOAY 31 CBOEIO COBICTIO, HABAXKYETh-
Cs1 Ha pilIy9uil KPOK — BHPILIY€E 3aAMIUTHCS ¥ Tabopi
TYXOABLB i 6AaraTu 3axapa IPUAHATH II 32 CBOIO AOYUKY.
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Ileit MOMeHT € HalteMOIIIHIMNM AASL TapTil Mupocaasu
y niit kaprusi. Ppasu «Ilpomaii e, tary! Ilpomait Hasi-
ku! f1... He BepHycst Giable A0 Tebe!» HamnmcaHi y HalBU-
L[ifl TECUTYPIy Liifl KAPTHHI (cnoanKy BHXiA Ha AsI-6eMOAb
APYTOI OKTaBH, a IIOTIM i Ha yucTe AfD). Komnosurop BuKo-
PHUCTOBYE TepMiH «con desperazine> 3 BiATAEM, AASL BHKO-
HaHHA [[bOTO YPUBKA, MarkKe KOKHA HOTA IIAKPECAEHA aK-
neHtamu. HacTymHi pasu Bxxe 3BepHeHi A0 3axapa BepkyTa:
«Byap TH Tenep meni Bitem! He Moxy 6yTr 3pasHHKa AO-
4koio!>». TyT Texx 30epiraeTbcsi BEpXHsI TECUTYpa Ta eMO-
niiHmi nik coern. OcTtanHs ¢ppaza Mupocaasu: «TBiil cun
He byae crpaueHuit! S mepepam oMy Iieit mepcTeHb i byae
IIyTh HOMY OAKpUTA!>» — 3By4aTh BXKe OIABII CIIOKIFHO,
PO3CIiBHO, BOKAABHA IAPTisl IEPEXOAUTD AO CEPEAHDO] Te-
CHUTYPH, IAIOCTpYIOUHM YcBiAOMAeHHS MUpoOcAaBH, IO Temep
ii coBicTb UMCTa i Hapis Ha BpATYBaHHS Makcuma me icHye.

Tpetst aisi, BocbMa kapTuHa. TyXOABIi IIOBaAMAH
«Cropoxa» — YyAOAINHY CKeAlo, i Tabip MOHTOAIB I10-
YHHA€ 3aTOIAIOBATH BOAOIO. Y Tabopi manika. Tyxoaswi pa-
AIIOTB 3 IPUBOAY 3aTOTIA€HHS TaTapChKOTO BilichKa. BriMm,
y PO3BHTKY maprTii MupocaaBu BOAHOYAC HACTAE OAUH
3 HaliApaMaTHYHIMUX ¢pparMeHTiB B oIlepi — repoiHs po-
3yMie, 110 pa3oM i3 TaTapaMu 3arkHYB i I 6aTbKO, i AOAS KO-
xa"oro Makcuma 3aAumaeTbcs HeBipoMmoro... Ha ¢poni me-
PEMOXKHOTO XOPY TYXOAbLiB y MupocAaBu 3By4UTD COAO,
HaIlOBHEHE BEAUKHUM TPari3MOM Ta HEMMOBIPHOIO eMOLili-
HOIO HAIIPY>KEHICTIO: «YCiX IUTHUTH 3aB3SITTS IIEPEMOTH,
a B MeHe TYTa, GiAb IEKYIHIA ... ».

Ieit pparmeHT € HAFICKAAAHIIIMM Y BCii ITAPTii 3 TOUKH
30pYy TeXHiKM BUKOHAHHS i CTyTIeHs ApaMaTUYHOI HacHde-
HocTi. Tyr MupocaaBa po3KpHBaEThCs He TIABKH SIK Alpr-
HUTI, a 1 SIK TAROOKO APAMAaTHUYHHIL [IePCOHAK, SIKUI ITepexXH-
BA€ TOCTPHUIT OCOOHCTICHUI KOHPAIKT: PaAICTb Bip criocTepi-
TaHHS AOBrOOYiKyBaHOI IIEPEMOTH Hap BOPOTOM OAHOYACHO
3 YCBIAOMAEHHSIM, IIJO PAa30M 3 TATAPAMHU 3arUHYB i 1 6aTbKO.
et KoHPAIKT po3aissie Ti Aynry HaBImiA.

Coao AOBOAI Beanke 3a o6csiroM, Tpusae 21 Taxr.
Maitxe Bech yac BOKaAbHA MAPTis TPUMAETHCSA Y BUCO-
Kifl Ta IepexiAHil TecuTypi, 36epiraeTbcs piBHUIL CTPH-
MaHUI1 PUTMIYHII MAAIOHOK 1 HIOAHC forte Ta mezzo forte,
11O BUMAraroTh BiA CIIBAaYKK BUCOKOIO PiBHSA BOAOAIHHS
BHKOHABCbKOIO TEXHIKOIO Ta BEAUKOI Qi3UYHOI BUTPUM-
k. TakoX AOAATKOBOIO APaMaTUYHOTO epeKTy CLeHi AO-
AA€ KOHTPACT MiXX 3ByYaHHSM TParivHO-CTPUMAHOI MapTil
Mupocaasu Ta papicHUM TpiyM$yBaHHAM IIepEeMOXHOIO
XOpY TYXOADLIiB.

Y ApyTiit TOAOBHHI BOCBMOI KAPTHHH, CepeA OXOIIAe-
HOTO XaO0COM TaTapChbKOTro Bificbka, Mupocaasa panrom
nomivyae KoxaHoro MakcuMma, sIKMH HaMara€TbCs BPSTYBa-
THCh Bip IIOTOHI TaTap i CTUKAETHCS y HEPIBHIN 60p0Tb6i
3 BOPOTOM.

¥ oMy ypHUBKY BOKaAbHA IMapTis Mupocaasu mpea-
CTaBA€HA OKPEMHMH KOPOTKHUMH eMOL[iITHUMU ppasaMu-BH-
IyKaMH, SIKi IAFOCTPYIOTh TAMOOKIF BiAYalt i epeKMBaHHS
3a AOAIO KOXaHOTO.
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VY ¢inaai omepu, KOAM BXe CTaAO BiaOMO, mo Makcuma
BA)XKO IIOPaHEHO, repoiHs CIiBa€ rocTpo-ApaMaTuy-
Hy ¢pasy: «Hecyrs! HecyTs Mmoro Makcuma! Batpky!
Barbky!», — sika HalIOBHeHA CTPHOKAMU Ha BEAMKI iHTep-
BaAM, BUKOPUCTOBYIOTHCSI BUXOAU AO KPalHiX BUCOKUX HOT
y maprii, MAKPeCAeHHX aKI[eHTaMH, 30epiracTbcsl MBHUA-
KUM TEMIL.

Koawn >x HapemTi cMepTeAbHO OpaHeHOro Makcuma
IpUHOCATH A0 Mupocaasu Ta 3axapa bepkyTa, xommosu-
TOP BiABOAUTD repOTHi AMIIE A€KiAbKA KOPOTKHX, aA€ SCKpa-
BO-ApaMaTHYHuX $pas, sKi 32 IHTOHAIIEI0 HArAAYIOTh Oe3-
yTimHi pupanHs: «He #ian, He #iau 0op Hac!>».

Ocranns ¢ppasa Mupocaasu B onepi: «Maxcume!>, —
KOAM BXe TepOH IIOMHUPAE, 3BYUUTD SK HEIIPUMHUP eHHUI
OKAMK repOiHi, HAIIOBHEHU! BEAMKHM TParisMom, 1o 3a-
CTHUIA€ y MPOCTOPi 6e3 BiAITOBIA.
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BucnoBku. BoxaapHa mapTis Mupocaasu B omepi
«30Aa0THI1 06pYY>»> Boprca AITOMMHCHKOTO € EMOLIHOIO,
€KCITPECHUBHOIO 3aBASIKY 3HAaYHMM 3MiHaM HAaCTPOIB i CTaHiB,
Bip3HaYaeThcA 6araToro MAAITPOXO ICUXOAOTIYHUX HIOAHCIB.
Bona BuMarae Bia criBayky BUCOKOTO PiBHS BUKOHABCHKOI
MaiicTepHOCTI. ITprTamManHi MeAOAMTYHOMY PO3BUTKY 3Ha-
YHi epemnaA 3ByKOBOI AUHAMiKH, TEMITiB BUMAralOTh CKAAA-
HOI po60TH Hap I'yYHICTIO TOAOCY Ta CHAOKO BHAOOYBaHHS
3ByKa. OIpaIjfoBaHHsI IICHXOAOTIYHIX CKAAAOBHX 00pasy
Mupocaasu nepepbadae pobory Hap TeMOpoBuM Giaipy-
BAHHAM roA0Cy. TexHiuHi CKAAAHOCTI, SIKi HOASITatOTh B iHTO-
HyBaHHI BEeAUKHX IHTEPBAABHUX CTPUOKIB, IOAITOHAABHOMY
IIOEAHAHHI BOKAABHOI Ta OPKeCTPOBOI MaPTiH, IOAIAAAOBOC-
Ti mip gac aHcaMOAiB (Tpio 3 mepmol KapTHHH) , BUCYBAIOTh
Iepep CIiBaYKO0 OCOOAUBI BUMOTH AO YMCTOTH IHTOHYBaH-
HI T BIAYYTTS aHCAMOAIO.
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Performance Interpretation of Miroslava’s Vocal Part in The Golden Hoop Opera by Borys Lyatoshynsky

Abstract. The performance interpretation of Miroslava’s vocal part in The Golden Hoop opera by Borys Lyatoshinsky was con-
sidered. The leading role of this character in the development of the overall concept of the opera was clarified. Myroslava’s vocal
part was analyzed at different moments of its formation: during the exposition in the first picture, the unfolding and development
of the heroine’s vocal intonations in the third and fifth pictures, and during the qualitative transformation of her melody at the fi-

nal stage of the formation of the image in the sixth and eighth pictures. The intonation specificity of the melodic pattern and its

connection with the emotional and psychological development of the image were revealed. Difficulties that the singer must over-

come while working on Myroslava’s part were identified, namely, the ability to sing at extreme dynamic values, to quickly change
the strength and volume of the voice, to master the technique of intoning jumps for large intervals up and down, the ability to sing
in a situation of polytonal and polyladic counterpoint in ensembles and accompanied by an orchestra. The dependence of the per-
former’s interpretation of the vocal part on the expressiveness of the unfolding and transformation of Myroslava’s image during

the opera was determined.

Keywords: vocal part, performance interpretation, melodic pattern, intonation structure of the vocal part, vocal role.
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The Myth of Materialism and the Subject
of Modernity
Pygmalion in the Works of André-Frangois

Boureau-Deslandes and Jean-Jacques Rousseau

Mit IIPO MATEPISAAIZM 1 cy6’eKT MOAEPHOCTH
[lirmasion y TBopax AHppe-®@pancya bypo-Aeasnaa
ta 2Kana-Kaka Pycco

Abstract. The article argues that the Pygmalion myth in the works of André-Frangois Boureau-Deslandes and Jean-Jacques
Rousseau can be studied as a metaphor for the modern subject, highlighting the ambivalence of modernity. By closely read-
ing the texts, the authors show that the Enlightenment versions of the Pygmalion myth present both a reality and an illusion,
and the balance of knowing and not-knowing allows for their critical assessment. Drawing on academic publications on the sub-
ject of modernity, the study posits that it is split between myth and enlightenment, and the Pygmalion myth sheds light on this
dichotomy. In the framework of conceptual metaphor theory, the study demonstrates that artists use this myth to contemplate
on their works and present the mythical consciousness of the subject but they also strive to demythologize it according to their
understanding or not-understanding of the miracle. Mythical consciousness enables Pygmalion to realize the miracle of animation
either through the materialist philosophy of André-Frangois Boureau-Deslandes or the sentimentalism of Jean-Jacques Rousseau
but the sculptor risks becoming a slave to mythology or instrumental reason. The dialectic of the myth captures the moment when
Pygmalion may either give in to the illusion or doubt the credibility of the miracle.

Keywords: André-Frangois Boureau-Deslandes, Jean-Jacques Rousseau, the Pygmalion myth, materialism, sentimentalism,

Enlightenment, the subject of modernity.

Introduction

This paper argues that the versions of the Pygmalion
myth in the works of André-Frangois Boureau-Deslandes
(1689-1757) and Jean-Jacques Rousseau (1712-1778) are
attempts of demythologization, which are paradoxically des-
tined to introduce their own mythology. The balance be-
tween critical knowledge of enlightenment and mythological
belief is achieved through creative work, as well as through
the reader’s ability to suspend judgment and experience
the work in the mode of not-knowing (Assmann, 1997;
Didi-Huberman, 2005). The Pygmalion myth is reality
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for protagonists in Boureau-Deslandes’s novelette Pigmalion
ou la statue animée (1741) and Rousseau’s Pygmalion, scéne
lyrique (1771) but even for them it attains a controversial
status of both an illusion and a miracle. Given that myths
are refuted as illusions and new myths inevitably installed
in their place, only the balance of knowing and not-know-
ing provides the possibility of critically assessing the pro-
cess of enlightenment, endangered by the triumph of unre-
flective reason. Opening up the myth, Boureau-Deslandes
and Rousseau imbue it with the inherent features of moder-
nity: ambivalence and uncertainty.
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Literature Review

The Pygmalion myth can be applied as a metaphor
to explain the modern subject. The myth’s ambivalence
and transitory state between reality and illusion resonate
with the symptoms of the subject of modernity. Anthony
J. Cascardi (2000, p. 2) discusses the “splitting of the mod-
ern subject” arguing that “the modern subject is in fact
positioned within a field of conflicting discourses.” The
modern subject is split between myth and enlighten-
ment, and the Pygmalion myth sheds light on the nature
of this dichotomy. The myth itself is fraught with ambigu-
ity because it is entwined as a foreign element in the fab-
ric of the artworks, and the dynamic of the relationship
between Pygmalion and Galatea destabilizes the myth.
On the one hand, artists use the Pygmalion story to in-
form their works and to present the mythical consciousness
of the subject. On the other, the Pygmalion myth is demy-
thologized by artists, and is changed according to their un-
derstanding or not-understanding of the miracle. Every new
version of Pygmalion aims to explain the old myth as fiction
but ultimately reintroduces mythology.

Pygmalion’s mythical consciousness enables subjec-
tive perception to realize the miracle of animation. As long
as Pygmalion considers himself capable of rationally ex-
plaining the miracle and assuming the role of the dominant
subject, he risks becoming a slave to mythology and instru-
mental reason. Here we follow Adorno and Horkheimer
in arguing that the Pygmalion myth describes a subject-ob-
ject relationship where “[m]an’s domination over himself,
which grounds his selthood, is almost always the destruction
of the subject in whose service it is undertaken” (Adorno
& Horkheimer, 1972, p. 54). This amalgamation of pow-
er and reason means that Pygmalion’s attempts to pro-
duce a miracle are efforts to gain power over his creation.
To reach this goal, Pygmalion is ready to resort to mytholo-
gy; but since the age of modernity encourages reflective rea-
soning, Pygmalion realizes that his domination and omnipo-
tence are a mere illusion. The dialectic of the myth captures
the moment when Pygmalion may either give in to the illu-
sion or doubt the credibility of the miracle.

In Ovid, Pygmalion’s mastery achieves a perfect de-
lusion: “ars adeo latet arte sua” (Metamorphoses, X, 252).
He believes in the possibility of animating his statue be-
cause it is so life-like. The original story—as we know
it from Ovid’s Metamorphoses—treads the line between
a miracle and self-delusion. After Ovid, its nature has re-
mained ambivalent over the centuries. One can even posit
an assumption that it has always been controversial in its
animating the inanimate.

For Adorno and Horkheimer, mythology is not histori-
cally superseded by rationality but constitutes a human expe-
rience of reality and is common in everyday life. Hence, it is
reasonable to consider the modern versions of Pygmalion
as variants of the myth, in spite of the fact that most compar-
ative studies tend to view Pygmalion as a theme or a story
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(e.g. Dérrie, 1974; Joshua, 2001; Weiser, 1998). By treating
the Pygmalion myth as a myth, it is possible to do justice
to the modern interpretation of the Pygmalion mythology
and to contribute to its comparative study.

The dialectic of myth and enlightenment is at the core
of modern European philosophy and culture. It is inad-
vertently reintroduced with every new effort at critical
thinking. As Adorno and Horkheimer have masterfully
shown in the Dialectic of Enlightenment, “myth is already
enlightenment; and enlightenment reverts to mytholo-
gy” (Adorno & Horkheimer, 1972, p. xvi). The dialectic
of the Pygmalion myth lies in its complex relationship with
enlightenment and its ambiguous interpretation of the sub-
ject of modernity.

Methodology

We look at Pygmalion from outside mythical con-
sciousness and interpret it as an allegory within the cogni-
tive paradigm of embodied realism. The theoretical prem-
ise of our exploration of the Pygmalion myth is consonant
with George Lakoff and Mark Turner’s contention that
myth is an unconscious metaphor, which makes human rea-
soning possible (Lakoff & Turner, 1989, p.215), and that
it is therefore closely connected with, and constitutive of|
the process of enlightenment. The conceptual metaphor
theory (Lakoff & Johnson, 2003) will be applied as an im-
portant methodological tool to ascertain what kind of my-
thology is created by modern authors in their interpretation
of the Pygmalion myth.

By way of close reading of the modern versions
of the Pygmalion myth, we will be looking for moments
in the text, which complicate its reception, finding instanc-
es of subject—object relationship, and recognizing the un-
derlying metaphors of animation and Pygmalion’s subjec-
tivity. We examine Boureau-Deslandes’s novelette in order
to see how materialism inscribes its ideology into the fabric
of the Pygmalion myth. This work is one of the clearest exam-
ples of how one mythology supersedes another. Then we dis-
cuss Pygmalion’s delusion in Rousseau’s monodrama and try
to show how Pygmalion views the process of animation.
Rousseau’s Pygmalion is an idealist rather than a materialist,
and his animation of the statue is experienced as an illusion
in contrast to Boureau-Deslandes’s mechanistic philosophy.

Aim of the Paper

The aim of this article is to demonstrate that behind
each version of the myth, there is an unconscious metaphor,
which presents the metamorphosis as rationally explain-
able, gives rise to mythical consciousness, and—because
reason itself is largely metaphorical—cannot be eliminat-
ed by critical thinking. This exploration of the Pygmalion
myth is intended to show how mythology is problema-
tized in modern literary works, and how the dialectic
of the Pygmalion myth relates to more general problems
of modernity.
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Results and Discussion

How could a myth be reinterpreted to corrobo-
rate the ideals of the Age of Reason? An answer to this
question can be found if one carefully reads Boureau-
Deslandes’s novelette Pigmalion ou la statue animée
(1741). The Cartesian mechanistic philosophy equips
the author with a tool to undo the myth, and present be-
fore the reader its materialistic version. However, the ef-
fort to dispel mythical consciousness reverts to mytholo-
gy through the metaphors of enlightenment. The scientific
undoing of the myth becomes its new incarnation. Being
a work of art, the novelette internalizes the contradiction
and problematizes its own status through symptomatic al-
lusion to the illusory process of animation. The ambiguities
of the story make it irreducible to scientific demythologiza-
tion. Thus, it is impossible to consider Boureau-Deslandes’s
roman philosophique to be a pure exercise in materialism, or,
rather, his work proves that early materialism is dependent
on mythology.

The moment of not-knowing whether materialism
may refute the myth and present a coherent realistic story
is acknowledged many times in the text. The author recog-
nizes this complexity already in the foreword to the novel-
ette, describing his work as “mélange d’objets inespérés &
frappans” (Boureau-Deslandes, 1967, p. 117). In the fore-
word, Boureau-Deslandes deliberates about matter and its
essence. He asks the reader to admit that “nous n'en s¢avons
rien” (Boureau-Deslandes, 1967, p.117), and this
not-knowing allows him to suggest the possibility of think-
ing matter. “Un voile obscur couvre nos yeux” (Boureau-
Deslandes, 1967, p. 117) and will cover our eyes for a lot
longer with regard to materialism. The veil which covers
our eyes does not necessarily mean that we cannot know
anything; it serves as an encouragement for human imagi-
nation. If one does not know what matter is, why not imag-
ine that matter is capable of thought? Boureau-Deslandes
is a veritable visionary in being so close to the ideals
of enlightenment. It may sound absurd and impossible,
but then there is no knowledge of the matter that would
deny such a possibility. One simply does not know what
itis and can easily create a myth of thinking matter: a story
about “une Statue vivante & animée” (Boureau-Deslandes,
1967, p. 117). Ironically, it is not-knowing that validates
the materialistic view of the myth. Boureau-Deslandes re-
peats his justification of thinking matter, saying that “nous
n'en s¢avons rien; & le peu qui nous est connu, le peu quap-
percoivent nos foibles regardes” (Boureau-Deslandes,
1967, p. 117) does not exclude its possibility. He closes
the foreword with an appeal to forgive Pygmalion for his
“bizarre passion,” “[1]’égarement & la folie” (Boureau-
Deslandes, 1967, p. 118). Pygmalion’s illusion, which gives
rise to the wish for animation in Ovid, is played out again
in Boureau-Deslandes. Furthermore, the problem also lies
in the controversial status of the animation, as “[t]out est
illusion, [t]out est caprice dans la Vie” (Boureau-Deslandes,
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1967, p. 118). Perhaps it is not the animation that is ques-
tioned in this text, but its materialistic explanation, pro-
vided by Pygmalion. The status of the whole story as an
illusion grants the narrator freedom to creatively work
on the original myth. It can be hypothesized that Boureau-
Deslandes tried to distance himself from his own audacious
plan to explain the story and demythologize Pygmalion
from a materialistic standpoint.

Pygmalion is an artist whose power of deception is not
limited to mimesis because his marble and ivory statues
appear not only to be alive and breathe but also to pos-
sess “une ame & des passions” (Boureau-Deslandes, 1967,
p-119). One day, he has a dream in which Venus asks him
to create a statue and promises to guide his hand and “ig-
nite” (échauffer) his imagination, to which he acquiesc-
es. Imagination is conceptualized here as a flame within
the human body that can be either extinguished or ignited
(Kodvecses, 2000, p. 38). The pleasant dream seems to be re-
ality to Pygmalion, and hence it stays in his memory: “Un
Songe si flatteur resta gravé dans son esprit, comme une
réalité” (Boureau-Deslandes, 1967, p. 121). The anima-
tion seems to be impossible until the dream encourages
Pygmalion to think otherwise, and illusion starts the ir-
reversible process of animation of the statue. The trans-
formation commences after the dream. What if the dream
does not come to an end here? What if we come to wit-
ness its magical continuation? On waking up in a magnif-
icent studio, Pygmalion notices a huge contrast: “Quel
contraste! Quelle metamorphose!” (Boureau-Deslandes,
1967, p. 121). Inspiration suddenly comes to him; he sets
out to work on a piece of marble, which becomes as soft
as flesh: “le marbre devint docile, & prit quelque maniere
la mollesse des chairs” (Boureau-Deslandes, 1967, p. 121).
Softness—already present in Ovid—plays an essential
role in Pygmalion’s sensuous perception and conception
of the statue.

Pygmalion is enchanted and petrified by the statue
in the process of adoration. He admires the statue, and his
adoration produces an unknown emotion. In his soul,
mouvements inconnus arise. Pygmalion does not recog-
nize his wish for animation and keeps it secret from him-
self: “je souhaite un bien que je ne connois point, ou que
je cherche a me dissimuler” (Boureau-Deslandes, 1967,
p- 123). At last, he prays to Venus to animate the statue,
to give it “la vie & le mouvement” (Boureau-Deslandes,
1967, p. 123) but he has doubts about the possibility of an-
imation. Because his wish may be superfluous and ridicu-
lous, he does not hope that it is possible to fulfill his dream:
“je demande ce qu’il m’est impossible d’'obtenir” (Boureau-
Deslandes, 1967, p. 123). Animation is seen as grant-
ing the statue with “la pensée & sentiment” (Boureau-
Deslandes, 1967, p. 123), i.e. the subjectivity of the statue
once animated will become its essence. At this point, mate-
rialism enters the discourse of the artwork. Thinking about
the difference between him and the statue, Pygmalion
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comes to the idea that “[t]out dépend peut-étre d’'un peu
plus ou peu moins de mouvement, d’un certain arrange-
ment de parties” (Boureau-Deslandes, 1967, p. 123).

Materialism with its particles invades the Pygmalion
myth. Small changes bring about complete metamorpho-
sis. The changes do not come at once but gradually take
the matter to a higher level of organization (Boureau-
Deslandes, 1967, p. 123). Pygmalion rationally explains
the possibility of animation, and his mythical conscious-
ness eliminates the impossibility of creation. The name-
less statue of Venus can be animated without breaching
the tenets of materialism. Pygmalion sees the statue move
upon his reflection and first thinks that it is a delusion:
“Ne me trompai-je point? Mes yeux, serez-vous complic-
es des égarements de mon cceur?” (Boureau-Deslandes,
1967, p. 123). While Pygmalion is thinking about the na-
ture of reason, the statue appears to come to life and tries
to “a respirer, a vivre, & marcher, & encore plus, quelle
s’essayoit a penser” (Boureau-Deslandes, 1967, p. 124).
Thus, thought is introduced as the human essence
in Boureau-Deslandes.

The narrator unravels the metaphor of human be-
ings as machines: human beings are not different from ma-
chines in that they both gradually develop and then die;
they both consist of opposing and complementary par-
ticles (Boureau-Deslandes, 1967, p. 124). George Lakoff
and Mark Johnson’s study of this metaphor in Metaphors
We Live By explores why it seems to be viable to the person
who subscribes to it. Similarities between human beings
and machines do not objectively exist but emerge as a re-
sult of a conceptual metaphor (Lakoff & Johnson, 2003,
pp- 147-155). Some of the associations between humans
and machines are necessarily inhibited to support the re-
semblance between them. The trope is the machine here,
and its subject is the human being. Pygmalion constant-
ly deliberates on the nature of human beings, and his
not-knowing about them makes the metaphor much more
convincing. Therefore, he uses this metaphor to retrospec-
tively explain the animation of the statue.

When the statue comes to life and acquires the abil-
ity to think, she asks herself what she is. She wonders
how she was created out of nothing and, finally, recogniz-
es that she does not know her own essence: “je ne con-
nois rien a3 mon étre” (Boureau-Deslandes, 1967, p. 124).
Paradoxically, thought is recognized by the statue as her
only known trait and is simultaneously interpreted as her
essence, which is unknown to her. Descartes’s Cogito enters
the stage. Thought is the stamp of existence on the statue:
“’ignore tout le reste” (Boureau-Deslandes, 1967, p. 124);
itis her key feature: “le Sceau de mon existence” (Boureau-
Deslandes, 1967, p. 124). Conversely, thought remains not
known, and it can be interpreted with the help of a great
number of more concrete concepts, such as the machine.

Language is a tool of learning for the statue, and she
comes to enquire into the state of things with a language
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of her own. The statue acquires agency and independence
from Pygmalion through language. The rise of subjectivi-
ty in Boureau-Deslandes marks the emergent mythology
of the subject—object relationship in the age of modernity.
The statue does not know much about herself, and hence
she knows nothing about Pygmalion: “car m'ignorant moi-
méme, je dois encore plus vous ignorer, apprenez-moi
quel est mon sort” (Boureau-Deslandes, 1967, p. 124).
She enquires about her nature, and Pygmalion answers that
he has created her for his own sake and now she should live
for Pygmalion: “Si vous vivez, vous vivez par moi, & vous
devez vivre pour moi” (Boureau-Deslandes, 1967, p. 125).
Here is the symptom of Pygmalionism revealed in its
most narcissistic and unequivocal form. His deliberations
about thinking matter were necessary to animate the statue
in a materialistic fashion but the consequences of such an-
imation are not foreseen by Pygmalion, who wants to ap-
propriate thinking matter and make it subservient to his
own self, therefore revealing his narcissistic and incestuous
desire. Pygmalionism is rendered impotent, and the pas-
sionate words are pronounced in vain, as the statue fails
to understand their meaning and asks Pygmalion to teach
her: “instruisez-moi” (Boureau-Deslandes, 1967, p. 125).
Pygmalion becomes an educator who destroys his own
domination over the statue by endowing her with rea-
son. Pygmalionism is questioned, and the order of things
is undermined by the statue’s refusal to accept the social
conventions.

When Pygmalion proposes to the animated statue af-
ter several days of education, she retorts “avec cet air froid”
(Boureau-Deslandes, 1967, p. 130). by refusing to mar-
ry Pygmalion, because it is not sensible to commit one-
self to one person forever. She can stay with Pygmalion
aslong as they both love each other. Pygmalion is petrified
and dumbstruck with such a twist of fate. Having invited
guests for the dinner, he expected this gathering to become
his triumph with the marriage proposal as its culmination
but he was delusional. It appears that the statue may finally
become free from Pygmalion. If Pygmalion does not rec-
ognize the statue’s otherness, he will lose her but recogniz-
ing her otherness also means losing the domination over
the statue. Pygmalion’s dilemma cannot be resolved.

The mechanistic philosophy postulates irreducible dif-
ference between the two subjects, as they are free from
each other. The meaning of the deus ex machina at the very
end of the novelette acquires literal meaning, when Venus
reappears and persuades Pygmalion to live with the statue
as long as they both love each other. She explains to him
how he can always be loved by the statue: “tiche sans
cesse de lui plaire, & ne la force a t'aimer: c’est le moyen
qu'elle t'aime toujours” (Boureau-Deslandes, 1967, p. 130).
The possibility of realization of the ideological ramifica-
tions of materialist philosophy is endorsed and secured
by the goddess: the dialectic of myth and enlightenment
arrives at its culmination in this finale. Employing deus
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ex machina as the ultimate resolution for materialism’s an-
tinomies confirms the preservation of mythical conscious-
ness in Boureau-Deslandes’s version of Pygmalion. The di-
alectic of myth and enlightenment is even more tangible
when the effort at dispelling the myth is radically new
and based on progressive ideas. The new mythology is used
unreflectively, but its ambiguity is impossible to conceal
in a work of art, where materialism is controversial because
of its inability to provide the authentic reality of the myth.
Pygmalion is discontented with the constructed material-
ist version of the myth, and the deity must be reintroduced
to prevent Pygmalion from questioning the legitimacy
of his mythical enlightenment ideals. The incompleteness
of the materialist illusion must be veiled in old mythology.

Rousseau’s Pygmalion, scéne lyrique (1771) is a perfect
example of how the myth can be presented in its entirety
on the stage. Boureau-Deslandes’s act of animation is within
the myth of materialist philosophy, whereas in Rousseau’s
text, the miracle inhabits the subjective world of Pygmalion.
Pygmalionism as a symptom of modernity is embod-
ied in Rousseau’s play with its maddening narcissism
and self-delusion of the protagonist. Pygmalion’s reflec-
tive consciousness animates the statue but at the same time
corrupts the reality of animation: Pygmalion is aware of his
self-delusion. It can hardly be called “a successful union”
between Pygmalion and Galatea (Joshua, 2001, p. 42), be-
cause he must relinquish reflexivity for the illusion to be
perceived as authentic reality, while it is through reflexiv-
ity that the process of animation commences in the first
place. The illusory character of the act of animation can-
not be dispelled with reflective thinking as reflection it-
self is the cause of the illusion of animation. Pygmalion’s
self-deception seemingly overcomes the difference between
the subject and the object by dissolving the one in the oth-
er. Galatea bereaves Pygmalion of his essence, and he is
only too willing to sacrifice his own self for her. The inter-
nalization of sacrifice misleads the audience into believing
in the reality of the synthesis of the subject and the object
at the end of the play.

The play opens with Pygmalion being frustrated. What
is the reason? Pygmalion recognizes that his statue has nei-
ther life nor soul in it, and his imagination is glacée, because
its fire “S'est éteint” (Rousseau, 1786, p. 7). The marble stays
cold when it leaves his hands. The fire of passion and ge-
nius has left Pygmalion (Rousseau, 1786, p. 8). The jux-
taposition of hot and cold strongly evokes life and death
as one perceives them unconsciously. Pygmalion despairs
because the fire of imagination is a reality for him, not
merely a metaphor. Without this fire, Pygmalion is unable
to create. Pygmalion is “un génie éteint” (Rousseau, 1786,
p-9), and his imagination is cold because it cannot animate
the statue. Yet, as soon as Pygmalion reflects on the im-
possibility of animating the statue, his imagination springs
to life, and the character is engulfed by desire. The secret
wish for animation torments Pygmalion.
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Pygmalion faces a dilemma. He is afraid of looking
at his masterwork because admiring it may distract him,
and therefore he covers Galatea with a veil. However,
not-seeing the statue extinguishes his imagination.
Pygmalion’s genius is as cold as stone. Perhaps Galatea
could animate him? This is her intended purpose in his eyes:
“Peut-étre cet objet ranimera-t-il mon imagination lan-
guissante” (Rousseau, 1786, p.9). Pygmalion and Galatea
reverse the roles; it is Galatea who animates Pygmalion.
At this sentimental moment, Pygmalion admits that he has
never examined his work, only admired it. Notice how
the syncretism of perception is underlined by Rousseau:
“je ne l'ai point encore examinée... je nai fait jusqu’ici que
l'admirer” (Rousseau, 1786, p.9). Pygmalion does not ex-
amine his work; he perceives it with all his senses. The stat-
ue appears to him in its entirety.

When Pygmalion takes off the veil, the process
of self-delusion commences; he notices: “je suis trompé”
(Rousseau, 1786, p. 10). Reflecting on his delusion, he is
cognizant of it until the very last moment. As if in delirium,
he descends into the depths of his imagination and animates
the statue. Pygmalion constantly admires his work—"“je ne
puis me lasser d'admirer mon ouvrage” (Rousseau, 1786,
p- 10), and by doing so he admires himself in it. He feels
amour-propre towards his own self; his narcissism is ar-
dent and transgressive. Pygmalion does not dare change
anything in the statue, because to him it appears to be al-
most alive; the only thing that Galatea is bereft of is a soul.
Suddenly, “le voile de I'illusion tombe” (Rousseau, 1786,
p-11), and Pygmalion realizes the impossibility of anima-
tion. Yet, is it truly so? What is the metaphorical meaning
of the veil? Is Pygmalion trying to say that he has escaped
the illusion? Does Pygmalion begin to see reality more clear-
ly? Or is it the outcome of self-deception? It could be ar-
gued that his illusion becomes more real than the cold reali-
ty. When the veil of phantasy falls, Pygmalion’s imagination
starts the process of animation. The text demythologizes
the myth by showing that the act of animation is only an il-
lusion but the myth reasserts itself with Pygmalion’s belief
in the possibility of animation. Pygmalion sacrifices reality
for the sake of the myth; the myth becomes more real than
the self-consciousness of the cold, extinguished imagination.

Pygmalion calls the statue the “objet inanimé,” “un mar-
bre,” “une pierre,” “une masse informe” (Rousseau, 1786,
p-12) and even gives it a proper name before its anima-
tion. By giving a name to the statue, he asserts control over
it. The act of naming establishes the authority of the sub-
ject over the object, and hence it inaugurates Pygmalion’s
appropriation of Galatea. Conversely, the name alienates
the object and endows it with strangeness, as one relates
to it and confronts its otherness. Although Pygmalion
names Galatea and grants her his own essence, this pro-
cess of self-sacrifice may be an illusion. Perhaps he can ac-
tually dominate Galatea and dissolve her otherness in his
own self. Language as an emancipatory and simultaneously
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manipulative force is both Pygmalion’s enemy and disciple.
Narcissism and self-sacrifice, realized within the medium
oflanguage, split the subject and present to us the moment
of the dialectic of the myth. The subject sacrifices his own
self to gain utter control of the other.

Pygmalion is misled by his passions; his desire induc-
es an illusion: “Insensé... rentre en toi méme... gémis sur
toi... sur ton erreur... vois ta folie...” (Rousseau, 1786,
p- 12). He appears to recognize his illusion and escape its
power by accepting his madness. Yet he does not want
to abandon his desire and finds excuses for his illusion:
“Oui... maseule folie est de discerner la beauté... mon seul
crime est d’y étre sensible” (Rousseau, 1786, p. 12). He gives
in to self-deception because there is nothing perverse about
his passion in his understanding of the act of animation.
By refusing to recognize the transgressive element in this
passion, Pygmalion surrenders to his illusion. He is pet-
rified by adoration and does not feel shame when he ani-
mates the statue in his imagination. Just as the Propoetides
lose their sense of shame and are not able to blush before
they are turned into stone, Pygmalion is on the verge of in-
dulging in the act of self-adoration, and shame is likewise
banished from his soul. The cold and the hot collide in this
struggle between the still-experienced-reality and the set-
ting-in of mythical consciousness: “Quels traits de feu...
semblent sortir de cet objet, pour embraser mes sens... &
retourner avec mon ame a leur source” (Rousseau, 1786,
p- 12). Pygmalion’s cold imagination is ignited by the sight
of the statue, and as his passion is aroused, he feels warmth
and understands that the marble remains cold: “Hélas!
il reste immobile & froid... tandis que mon cceur, embrasé
par ses charnues, voudroit quitter mon corps... pour al-
ler échauffer le sien” (Rousseau, 1786, p. 12). In his deliri-
um, Pygmalion believes that he can share his warmth with
the statue and animate it. He reflects on his délire but it does
not prevent him from being overwhelmed by it.

Pygmalion cannot give the statue life without losing
his own. It is remarkable how human essence is conceived
as the content of the human body. Pygmalion confronts
the inner incongruities of the conceptual metaphor of hu-
man essence as a substance within human beings (Lakoff
& Johnson, 1999, p.282). In general, this association be-
tween the trope of substance and the meaning of life would
be inhibited, as one can give life to somebody and not lose
his own. In this particular case, the metaphor is realized
in its entirety: life becomes an object that can be given
away to others. Pygmalion does not accept this metaphor
and wants to live in order to be able to love Galatea. Galatea
is now the subject, and Pygmalion becomes the other
but the dilemma remains.

Pygmalion is ready to realize his illusion. He addresses
the gods, and for him the deity is “sublime essence,” “prin-

cipe de toute existence,” “ame de l'universe,” “feu sacré,”
and “céleste Vénus” (Rousseau, 1786, p. 13). Despite being

given a number of names, it is obvious that the deity is an
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abstract concept for Pygmalion, and feu sacré alludes to his
own imagination, rather than to the goddess. Rousseau’s
Pygmalion animates the statue by himself. Mythical con-
sciousness enters here: “deux étres manquent a la pléni-
tude des choses... Partage-leur cette ardeur dévorante
qui consume I'un sans animer l'autre” (Rousseau, 1786,
p- 14). He finds a solution by conceptualizing his essence
as a divisible entity and asks the deity to let him share his
essence—his divine fire within his body—with the statue
to animate it. The statue may become “I'image de ce qui
nest pas” (Rousseau, 1786, p. 14). The phantom image of il-
lusion is called to life with the help of a conceptual meta-
phor that allows Pygmalion to share his life with the statue.

Delirium seizes Pygmalion. He feels as if he recov-
ered his senses and were sober again. However, Pygmalion
is actually in the polar opposite condition, because he is
destined to abscond from life and find reality in the myth:
“Une fiévre mortelle embrasoit mon sang... Un baume
de confiance & d’esprit coule dans mes veines... je crois
me sentir renaitre” (Rousseau, 1786, p. 14). He is confi-
dent about the fulfillment of his wish and feels that he is
being reborn. Nevertheless, even in his delirium Pygmalion
knows that he is giving in to self-deception: “mais cette in-
juste confiance trompe ceux qui font des veeux insensés”
(Rousseau, 1786, p. 14). The climax of the struggle between
myth and reality occurs during the final moments before
the metamorphosis: “ton délire est a son dernier terme...
ta raison t'abandonne ainsi que ton génie” (Rousseau, 1786,
p- 15). Pygmalion does not regret succumbing to the il-
lusion, as his perverse passion, his hideous transgression,
is now covered by the veil of phantasy. He notices that his
love of the inanimate statue is resolved through his be-
coming “un homme a vision,” and the nature of his vision
is “prestige d'un amour forcené” (Rousseau, 1786, p. 15).
He enters the realm of “[r]avissante illusion” (Rousseau,
1786, p. 16) because of his passion. Losing his senses,
Pygmalion finally sees Galatea come to life. When Galatea
speaks and recognizes herself in Pygmalion, he projects his
own self on Galatea and sacrifices his étre: “je t’ai donné tout
mon étre... je ne vivrai plus que par toi” (Rousseau, 1786,
p- 16). Pygmalion loses his own self in the object; Galatea
becomes the true subject of the myth.

Proceeding dialectically, one can observe how
Pygmalion exposes his illusion to manipulate it even better
and animate the statue in his delirium. Galatea has no oth-
er essence but that of Pygmalion, and she is totally subju-
gated by his subjectivity. The reader cannot know whether
there is the other in the play, or rather Pygmalion unfolds
the whole process of animation in his perverse imagina-
tion. The dialectic of the Pygmalion myth is masterfully
staged in Rousseau’s monodrama. The status of animation
is controversial, and the myth is reestablished as the au-
thentic reality of animation which is made possible through
the conceptual metaphor of human essence as a substance
that can be either sacrificed or shared. The inconsistency
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of this metaphor attests to the ambiguity of the metamor-
phosis. Rousseau’s Pygmalion witnesses the birth of the sub-
jectin the world of modernity and simultaneously destroys
the subject-object opposition, undermining the legitimacy
of the subject. The tormented subject of modernity inter-
nalizes his relationship with the object and animates it by
sacrificing his own essence.

Conclusions

The discussion above gives support to our main the-
sis that every effort to unveil the myth ends in developing
a new metaphor to explain the metamorphosis of Galatea,
which leads to the reintroduction of mythical conscious-
ness into the story. Boureau-Deslandes and Rousseau de-
mythologize the Pygmalion myth and present creation
as “eine vollkommene Tiuschung” (Blithm, 1988, p.22),
a perfect deception.

This article has also outlined how the Pygmalion myth
serves the purpose of metaphorical evocation of the subject
of modernity with its inherent controversy and ambiguity,
and has argued that the dialectic of the Pygmalion myth
is characteristic of the modern age. The Pygmalion myth
can be useful as a heuristic device in cultural studies, and its
further application as a trope for interpreting the crucial
facets of enlightenment and opening the unresolved ques-
tions which the literary and cultural studies have inherited
from the age of modernity promises new insights into these
fields and can provide a better understanding of the dialec-
tic of myth and enlightenment.

The modern Pygmalion is a deceived deceiver who
considers his work animated with his powers, whereas
the texts undermine this conviction and make Pygmalion
doubt the transformation. He is an artist whose art con-
ceals artifice so well that he gives in to self-delusion only
to question it again later. Galatea comes to life but her
status is equivocal. The myth problematizes the story,
and the reader has to combine its understanding and not-un-
derstanding. Understanding the myth demands either un-
covering the underlying metaphor and exploring the com-
plexity of its conceptual design or experiencing the myth
as authentic reality and animating Galatea through em-
pathy. Conversely, not-understanding the myth involves
either withholding judgment and experiencing the myth
in its absolute reality, or its critical analysis and the disman-
tling of its fabric. Consequently, the modern interpreta-
tions of the Pygmalion myth strive to achieve a balance be-
tween mythologizing and demythologizing, understanding
and not-understanding, animation, and petrification.

Ultimately, the Pygmalion myth makes one aware
of the subject—object relationship in the age of modernity,
where Galatea’s subjectivity is acknowledged by Pygmalion
and her otherness disrupts his ability to dominate
the animated statue. The awareness of ambivalence
and contingency of the relationship between the subject
and the object does not preclude the possibility of domi-
nation but it undermines its legitimacy by acknowledging
the agency of the other. As a result, the subject of modernity
remains split between myth and enlightenment.
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Mir npo MaTepisiaizM i cy6’ekt MoaepHOcTH: IlirMasion y TBopax Auape-®pancya Bypo-Aeasnaa ta XKana-YKaka Pycco
Amoranis. Y cTarTi cTBepAXyeThCs, mo MiT po Ilirmasiona y rBopuocti Auape-®pancya bypo-Aeasnaa Ta JKana->Kaxa Pycco
MOKHA PO3IASIAATH SIK MeTadOpy MOAECPHOTO cy6’eKTa, [0 MAKPECAIOE aM0iBaA€HTHICTb AOOU MOAEPHOCTH. AOKAAAHUI aHAAI3
TEKCTIB I10Ka3aB, 110 IPOCBITHULbKI Bepcil MiTy rpo ITirmasiona e OAHOYaCHO BiAOOPAsKEHHSIM PeaAbHOCTH i iA103il, a GaraHC 3Ha-
HH3I | HEe3HAHHSI YMOYXAMBAIOE IXHIO KPUTHYHY OLiHKY. CIIMPAIOYHCh Ha KYABTYPOAOTIYHI AOCAIAYKEHHSI IIPO Cy6 €KT MOAEPHOCTH,
ABTOPU AOBOASTD, 11O BiH PO3KOAOTHUH MiXX MiTOM i Ipo3pinHaAM, i MiT mpo ITirMaAioHa mpoAuBae CBiTAO Ha II0 AUXOTOMIO. Y MexX-
aX KOHIIeNTYaAbHOI Teopii MeTadpopu PO3BiAKA AEMOHCTPYE, IO MHUTIIi BAKOPHCTOBYIOTb MiT AASI OCMHCACHHS CBOIX TBOPIB i 1mpe-
3eHTaIlil MiTUYHOI CBIAOMOCTH cy6’eKTa. BoanoOYac BoHM IIParHyTh AEMITOAOTi3yBaTU HOTO BiAIIOBiAHO AO BAACHOTO (He)posyMiH-
HS Ipupoau AuBa. MiTuyna ceipomMicTb Ao3Boasie Ilirmaaiony 3peaAisyBaTu AMBO OAYXOTBOPEHHS abo yepes MarepisaicTiuny ¢i-
arocodiro Anape-Opancya Bypo-Aeasiraa, abo yepes centumenTaism JKana-YKaxa Pycco, ase ckyabnrop pusuxye craru pabom
MITOAOTII Yi IHCTPyMEHTaABHOTO po3ymy. AisiaexTrKa MiTy pikcye MomeHT, koA ITirmaAion Moxe abo mipAaTHCs iAr03il, a60 3a-
CYMHIBaTHCs Y AOCTOBipHOCTI AUBa.

Katwouosi crosa: Auppe-®Opancya Bypo-Aeasna, JKan-Kak Pycco, mit npo Ilirmaaiona, MaTepisiaism, CeHTUMEHTAAI3M,
ITpocBiTHUITBO, CY6 €KT MOAEPHOCTH.

Cmammas nadisiwaa do pedaxyii 22.02.2023
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