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KUiBChbKMI «IHITUACHT >

Birtaa CTaTyCiB

The Kyiv “Incident”
A War of Statutes

AnoTanis. AOCAiAKEeHHS IPUCBSYEHO PeKoHCMPYKYii ma anarisy «Kuiscpkoro “innuaenty”> (1908), sKuit cTaB MapKepOM HOBOTO
THUITY KOHQAIKTY B TeaTPaAbHOMY XKHUTTi, a TAKOXK CGOPMyBaB HOBY AUCIIO3HUIIIIO Y CaMii TeaTpaAbHiH CIIABHOTI. 3MiCT IHIIUACHTY —
BiAMOBa aKTOpiB BUKOHYBATH BHCTaBY, [IOKH y 3aAi niepe6yBas Tearpasbuii sxypHaaict IT. SIpues (1870-1930). «InuumaenT>, xuit
CKOAMXHYB T€aTPAAbHY CIIABHOTY, IIMPOKO 0OIOBOPIOBAAM HA LINAABTAX 3araAbHOPOCiFChKOI mpecu y 1908-1910 pokax, fiomy
6YAO IIPHCBSMEHO ACCSTKH KOPOTKUX MOBIAOMAEHD i AUCKYCiil, OAHAK Y HAYKOBHX AOCAIAYKEHHSIX FIOTO XOU i 3raAyBaAH, aAe HIKOAU
He aHAAI3yBaAH 3 TOUKHU 30Py 3MiHHU CTATYCIB i AMCIIO3MULIiN: AOCAIAHHKH 3A€01ABIIOTO 3BEPTAAU YBary Ha IPOTHCTOSIHHS «<IIPOrpe-
CUBHOI>» eCTETHYHOI AYMKHU CHIOAUMHO20 peljeH3enma i 6i0cmaroi nposinyii, OTKe, MOXXAUBO, HECBIAOMO, OIIMHSIAKCS Y IIACTI}i «PyChb-
KOTO Mipa> ; IOAKOAH, HABMAKH, XXyPHAAICTa, KUt CIPOBOKyBaB KoudaikT — [Tempa Muxaiirosusa Spyesa (1870-1930) — za-
PaXOByBaAM AO IPOTHAGXKHOTO Ta6OPY, AO IPEACTABHUKIB KOHCEPBATHBHOTO CMaKy (HACTIPaBAL, eCTETHYHHI CMAK SIKOTOCH i3 5Kyp-
HAAICTIB He Ma€ XOAHOTO 3HAYeHH, IOKH He CTa€ PaKTOPOM AOBEACHOTO BIIAUBY a60 MapKepoM IPUX0BaHoi Koaisii). IIpoTe cBiaku
¥ YY9ACHUKU «IHIMAGHTY> 3AAMIIMAN AOCTATHBO CAIAIB, IfOOK IPOAHAAI3yBaTH HOTO SIK MApKep HOBUX TEHAEHIIIH y TeaTpaAbHiil
KYABTYPi — 30KpeMa y pOpMyBaHHI HOBUX CTOCYHKIB MK TeaTPOM i TeaTPaAbHOIO Xy PHAAICTUKOKO, TUM OiAbIIe, 11O TaKi «iHIH-
AGHTH> TPATIASAMCS y Tei epio He aunte y Kuesi. OTsxe, sBuije CTaA0 MOMHUpPEHUM i BUSBHAO HOBUI THIT KOHAIKTY. [cTOTHY poAb
y dopmyBanHi HOBOI AucIio3uLil Biairpas A. Kyreas, pepaktop nerep6ypsbkoro xypHaay «Tearp u uckyccro>. IlepeTBopuBIIHCh
i3 Mic1eBOI IOAIT Ha 3araAbBHOPOCINCHKY TeaTPAAbHY BillHY CTaTYCiB, «KUIBCHKHI1 “IHIJMAEHT > CTaB MapKepOM KOHQAIKTIB HOBO-
ro Tury (CTOAMIIS — MPOBiHIis, MUCTELTBO — Mpeca). PileHHs cyay Ha KOPUCTDb IPecH CTAAO npeyedeHmom, KU BUSHATUB HOBi
npasuAa 2pu i mesxi 00360AH020 Y CTOCYHKAX TeATPy i Ipeci.

Karouo6i cro8a: TearpasbHa xxypHaaicTuka (kputuka) I1. SIpuesa, TeaTpasbHa sxypHasictuxa (kpuruka) A. Kyreas, Auckypc Kpu-

THUKH, CTaTyC KPUTHKH, «KHIBCbKHI iIHIIUACHT>.

IIpo6AeMHOIO CHTYaNi€l0 ¥ «KUIBCHKOMY “IHIIH-
AeHTi”>» € FIOT0 3MICT: 140 caA0cs? AOKAABHUIT KOHAIKT,
3yMOBAEHHUI OCOONCTUMU CMAaKaMH i XapakTepaMu H0ro
y4acHUKiB? 3iTKHeHHS IIPOTPEeCUBHHUX i KOHCEPBATUB-
HUX TeHAEHIiN y MucTenTsi? BifiHa craTyciB, mpoBinii
i cToAMINi?

AmHaais pAocaipkeHb i my6Aikanii, B sikux o6r030p10—
BaBCSI «KHUIBChKUI “IHIIMAEHT >, CBIATUTS IIPO Te, 1110, He-
3BA)KAIOYU HA 3HAYHUIT 0O CAT IIPUCBSIIEHNUX OMY KOPOTKUX
MTOBIAOMAEHD i 3TapOK, AOCAIAHMKH 3Ae6iAbIIOro 3BepTa-
A yBary Ha IPOTUCTOSIHHS <IIPOTPECUBHOI> eCTeTUIHOI
AYMKH CHHOAUMHO20 peyeH3enma i 8i0cmanroi Oymku nposin-
4ii, OTXe, — MOXXAUBO, HECBIAOMO — OINMHSAAUCS y HACTL
«PYCKOTO Mipa> ; TOAEKOAH, HABIIAKH, XY PHAAICTa, KOTPHI
crpoBoKyBaB KOHPAIKT — Ilempa Muxatirosuua Apyesa
(1870-1930) — 3apaxoByBaAU AO TIPOTUAEXKHOTO Tab0-
PY, AO TIPeACTaBHHUKIB KOHCEPBATUBHOTO cMaKy (HacrpaBai
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€CTeTMYHMI CMAK SKOTOCh i3 )XYPHAAICTIB He Ma€ 5KOAHO-
rO 3HAYEHHS, TOKH He CTa€ PAKTOPOM AOBEACHOTO BIIAM-
By 260 MapKepoM IPHXOBAHOI KOAi3ii). BoaHOUAC cBiAKH
1 YYaCHMKH «IHITUACHTY> 3aAMIIMAU AOCTAaTHDBO CAIAIB,
mobu IIPOAHAAIZyBaTH HOTO K MapKep HOBUX TEHAEHIiI
y TeaTpaAbHill KyAbTYpi, 30KpeMa y pOpMyBaHHI HOBUX
CTOCYHKIB M)XK T€aTPOM i TeaTPAAbHOIO XKYPHAAICTUKOIO,
THM OiAbIIle, IO TaKi «iHIUAEHTH> TPALASIAUCS Y Ljel Iepi-
oA He anite y KueBi, oTxxe, siBHIIe CTAAO TOIIUPEHNM i BU-
SIBUAO HOBUH THUII KOHAIKTY.

Merta p0CAIpAKEHHS — TIOABIMHA: peKoHCmpy06amu
«KHUIBCbKMM iHIIUAeHT> 1908 poxy i npoanaiizysamu iroro
SIK ITOAIIO, I[O BUSBHAQ HOBUH TUII KOHPAIKTY Y T€aTPaAbHO-
MY JKHTTi, a TAKOX CPOPMyBaAa HOBY AMCIIO3HUINIIO ycepea-
VHi T€aTPaAbHOI CITIABHOTH.

MeTOoA0AOTISI AOCAIAKEHHSI 6a3yeThCs Ha npuxyu-
nax, 3aKAAAeHHUX MPalsIMHU AOCAIAHUKIB iHT@A€KTYaAbHOI
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Baapu (P. Ae6pe, XK. Aexaepk, M. dyxo Ta in.), a Takox
Ha MPUHIMTAX aHaAisy nodit [11].

HayxoBa HOBH3HA AOCAiAKEHHST BU3HAYAETHCS pe-
KOHCTPYKII€I0 «KHUIBCHKOTO “IHIIMAEHTY > Ta HOTO aHAAi-
3y SIK BIlTHM CTaTYCiB.

Buxaap 0CHOBHOTO MaTepiaAy 06a3yeThCsl Ha YMCAEH-
HIX II0BIAOMAEHHSIX KHIBCBKOI, IIeTepOYP3bKOL i MOCKOB-
CBKOI IpeCH, IPEACTAaBACHUX Y PO3BIALIL AMIIE YaCTKOBO.

1908 poxy Abpam Paairosia Kyreas, pepaxrop me-
Tep6OypP3bKOTO BUAAHHS «TeaTp 1 HCKyCCTBO>, HECIIOAL-
BAHO CTaB OUTH HA CIIOAOX, POPOKYIOUH, IO «KUIBCHKHI
IHITMAEHT 3 MiCIIeBOTO 3aIrPOXKy€ IIepeTBOPUTHCS Ha 3araAb-
Hopociitchkuit>» [ 10, c. 684-685]. ITpo nepeasik cTroAnyHO-
IO 9aCOMMCY CBIAYUTD ny6AiI<aui51 MaTepiaAy He B ITOCTiMHIN
pyopui «Cayxu u 6ecmu> , Ik HAAEXKAAO, 3 OTASIAY HA CKaH-
AAADHUH XapaKTep «iHITMAGHTY>, aA€ Ha TOYaTKy HOMe-
Pa — SIK IIEPEAOBY CTATTIO; KPIM TOTO, MEAIMHUI CYIIPOBiA,
«KHIBCBKOTO iHIJUAGHTY> Y HACTYITHHX HOMEpPax TaKOX
CBIAYUTD PO MOTO 3HAYEHHS AASL TEATPAABHOI CITIAPHOTH.

Cam «innuaeHnT> crascs 21 gepecus 1908 poxy,
PO IO KHIBChKi Te€aTPaAbHi XKy PHAAICTH OApa3y X AOIIOBi-
AM TEAETPAMOIO CAaMOMY (M A. Kyrearo: «CporoaHi, mepep,
[IOYaTKOM PaHKOBOI BucTaBu y Tearpi “CoA0BLOB’, 31 CLieHn
OyAO IIPOYUTAHO BUMOI'Y AUPEKIil TeaTpy, BUKAUKAHY 3asl-
BOIO APTHCTIB TPYIIH IIPO BUAAACHHS 3 TEaTPy pelleH3eHTa
“KueBckoit MBICAX 3 IIOTPO30I0 B IHIIOMY BUIIAAKY IIPH-
[IMHUTH BUCTAaBY, IOBEPHYBIIH IybAini rpomi. Baxxarouw,
IO MTOAIOHA 3as1Ba IOPYIIye eAeMeHTAPHI npasusd Kopek-
muocmi no 8idHoulerH0 0o npedcmasHuxis OpyKosaHozo cAo-
84, MU, 110 HIDKYE IAIIMCYEMOCS, 3BEPTAEMO Ha 1110 06CTa-
BuHy yBary Papu Tearpaabnoro Tosapucrsa. TearpasbHi
peuensenri: H. Hikoaaes, I. Axxoncos, C. IT. ITomepannes,
M. Pa6inosuy, I. Apiaix, M. Eitmuckin> [13, c. 676].

23 sepecna 1908 poky xmiBcpka razera «Paaa> mo-
BipoMuAQ po «iHIUAEHT y Tearpi “CoroBLoB”»: «B He-
AlAto, BAeHD, Tiepep nodaTkoMm criektakawo (“Tposa”) pe-
xucep TeaTpy B. Aarmapos mpouuTas 3i cuieHu 3as-
By TPYIIH IIPO Te, L0, SIK perjeH3eHT “KueBckot MbicAn”
A. Slp1ieB He miAe 3 TeaTpy, apTUCTH He IPATUMYTh i CTIeK-
Takalo He Oyae. Ha a. SIpueBa apructu He3apoBOAeH
32 HAA3BUYAMHO 20CMpuil mMoH NOTO PeleHsiH. Toal Bci
npucyTHi B Tearpi pemensenTu: ‘KueBckoi mprcan”
IT. Spues, “Kuesckux Becreit” 1. Askoncon, “Kuesasti-
nuna” H. Hikoaaes, “Tearpa u Mcx.” M. PabunoBuy,
“B mupe uckyccts” I. Apiaaix ta “TlocaepHUX HOBOCTEH >
C. ITomepaHIeB 00ypeHi TaKOIO 3asIBOI0 IIOBUXOAMAU
3 Tearpy. OOMipKyBaBIIK iHIJHAEHT, BOHH BiAAQAH HOTO
Ha CyA TPOMAASIHCTBY, BUCAOBUBIIU 22 CEHTSIOPS AMCTa-
MH AO ra3eT CBill MPOTeCT MPOTHU Takoi pOPMU pearyBaHHS
Ha penensii I1. Ipriea. Okpim Toro, srapaHUMU perieH3eH-
TaMU IIOBIAOMAEHO TeAeTpaMoIo IIPO iHIMAEHT B “Pycckoe
Tearpaasnoe O-B0”. Penjensenra Hamoi raseru A. Liter'n
TOAL B TeaTpi He 6YAO i AO KOAEKTHBHOI'O IIPOTECTY pe-
L[EH3EHTIB BiH MPUAYYMBCS APYTOTO AHS, TIPO IO OrOAO-
CHUB CBOIM AHCTOM, HAaAPYKOBAaHHM Y KMIBCbKHX POCIAChKUX
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razerax. BusBaserncs, mo A. AarMapos 6yB ynoBaxkHe-
HHM Ha TaKUH BYMHOK 30BCIM He O YCi€l TPYIH, a TIABKHU
BiA 9acTHMHHU ii. ApyTa 5K YaCTHHA apTHUCTIB, Ha YOAi 3 TOAO-
BHUM pexxucepom H. CaBiHOBUM, Yepes ra3eTH MpoTecTye
nportu BuuHKa B. Aarmaposa» [8, c. 4].

OAHaK Ha IbOMY «IHIJHAEHT>» He OYAO BUYEPIIAHO,
apxe 28 sepecrs «Papa» BHAPYKyBaAa IepeMOXKXHUI AUCT
KypHaaicTiB: «B. m. . PepaxTope. Mu, HibK4e mianmca-
Hi, 3aBASIEMO A.A. APTHCTaM, SKi MATIMCAANCS ITiA OCTaH-
HIM CBOIM AVICTOM 3 IIPOMO3il{i€l0 MOMPOCHTH BHOAIeHHS],
10 3 TIOCTAaHOBOIO Npo Iie Ham ToBapu, IT. M. fp1es, no-
KAABCS Ha HaC. MU 5K, 3aA0BOABHSIOUNCH CAMUM OasKaHHAM
A.A. APTHUCTIB IIePeNPOCHUTH A. SIpIieBa 3a MpUBCEAIOAHO
3pobAeHy FIoMy i BCiit mpeci 00pasy, BBaXKAEMO iHI[iACHT BH-
YepHaHUM. A KOAU A.A. APTUCTH BCe 5K TaKU CXOTSTD IIPO-
cuTH B A. SIpuesa BUOAaYEHHS, TO BCi AAABII BAMHKY MH L}iA-
KOM IIOKAAAQEMO Ha BOAIO i TaKT A.A, apTHCTiB. I. AykoHCOH,
I. Apiaaix, H. Hixoaaes, A. ITaxapeBcbkuit (Litera),
C. ITomepannes, M. Pa6inosuy, M. Eitmickin» [16, c. 4].

Toro x AHsA razera «KueBASHHMH>, BiaOMa 3Ae6iAbIIO-
IO CBOEIO YKPaiHOPObi€ro, Bip CKAaHAAAY BiAMEXKyBaAacs,
X0ua M BUAPYKYBaAa AMCTH ABOX I'PYI aKTOpiB. Y mepimo-
My AMCTi OyA0 ckazaHo: «He BiaMOBTe paru Micue HaCTYTI-
HuM psiakaM: Ocb TOUHA pepaKilist 3po6AeHOI HaMU 3asIBU
mepep BUCTaBolo 21 BepecH: (Fposa) BpaHIjl. “3Bakaroun
Ha HAA3BHYAMHO 00pasiusi 0rs meampy i AASL HAC ra3eTHi
HAIIAAKH Y 2py6iii Ppopmi i moi . SIprieBa, MU IIpOCHMO Bac,
Icaaxe E3poBudy, oroaocuty mmy6aini, mo moxu 1. Spues cu-
AMTD y T€aTpi, MU He MOXXEMO BUITH Ha CIIEHY i CIIOKIMHO
poburu cBoro crpasy”. 3asiBa 1 i 6yaa mpouuraHa 3i cie-
HH...>.Y HACTYITHOMY AMCTi iHIlIa TPyTIa aKTOPiB, MOAIASTIO-
4K 0OypeHHs CBOIX TOBAPHIIIB, 3asIBHAA IIPO CBOIO HE3TOAY
3 $opMOI0, B Ky BOHO BHAMAOCH [ 21], 2 paai «Kuesasuun»
Y KIABKOX YMCAAX APYKYBaB AUCTH Bip iMEHI aKTOPiB, XXyp-
HAAICTIB, IEPETBOPIOIOYH «<IHIIMACHT> Ha IPUTOAHUIbKUN
cepiaa, X04a, IIOCYTHbO, HOBI Cepil HIY0r0 HOBOTO HE AOAA-
BaAM AO ITOTIEPEAHIX.

28 sepecna Ha KUIBCBKI TTOAII BIATYKHYAOCS i BUAQHHS
Kyreas, Ta me i1 i3 Takol0 MOBHOTOIO, Ha SIKy paHille yKpa-
THCPKOMY TeaTpoBi roai 6yao cmoaiBatucs: «Mu orpu-
Maa¥ Bip 1. AyBan-TopIioBa HaCTYIHY TeAerpamy 3 IpH-
BOAY iHIIMAEHTY 3 II. SIprieBUM <...>. ApTHCTH TeaTpy
“Coa0BLI0B’, SIKi 6paAM y4aCThb y HPOTECTi, KOTPUI BUKAH-
KaB iHI[MAEHT 3 IL. SIpLeBuM, He 06CTOI0I0YH CBOEI IIpaBo-
TH I[OAO GOPMH AOIYLIEHOIO HUMU IPOTECTY IIPOTH 06-
PA3AUBUX AASL TEATPY Ta AASL IXHBOI A100CbK0i 2idHOCMi OTO
ra3eTHHX BIAI'YKiB, 3aIIpONIOHYBaAM I1. SIp1ieBy BCIO CIIpaBy
y IOBHOMY 06Cs13i, sIK 32 $OPMOIO, TAK TOAOBHUM YMHOM
IO CYTi, TepeAaTH Ha PO3IAsA mpemeiicvkozo cydy. I1. Spues
TPeTeNChKUM CyA BIAXHMAUB. < ...> He MoxHa He BU3HaTH,
mo M. fIpiieB Ma€ BiAOMi IACTaBH BIAXUAUTHU mpemeii-
cokuil po3zAsd. AKTOpH, pearytodu Ha peneHsii 1r. Spuesa,
3aBAAAM IOMY 06pasy i TUM cami IpHUBAACHHAU cObi “BU-
IOUIA CYA', 1 OToKe IIOBHHHI HECTH BCi HACAIAKH CBOTO pillleH-
HsI>»>. A AAAl — HaFBOKAUBILIE: « ... IKUJO peyensenm cmave
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“cydumucs” 3a peyensii, mo 1 200uny 6yde nucamu peyen3ito,
a 24 200unu nosusamucsa>. Naai Y BUTSTaX HAaBEACHO BIAT'Y-
KM AeSKHUX )XYPHAAICTIB i TeaTPAaAbHUX ALSYiB 3 IPUBOAY iH-
LIMAGHTY: «AyMalo, mo AyBaH-TopIjoB — XBOpa AIOAMHA>;
«HeJyBaHa pid, 1006, HATIPUKAAA, INCBMEHHUKY BHAYIUAN
31 CBOTO CepeAOBHINA KPUTHUKA, AKMI IM HENPUEMHHI. < ... >
Bech OAQrOPOAHHIT APTHCTHIHHUI CBIT MyCHTb Oy TH 0Opaske-
HHM BYUHKOM KHIBCHKOI TPYIH>; «B YCiil 1jiit icTopii 06y-
PIOE€ KOPIIOPATHBHICTh CKAHAQAY [KOPIIOPAaTHBHICTb CKaH-
Aaay Tpymu]» [9, c. 665] i . in.

Y ToMy camoMy HOMepi 6YAO BUAPYKYBAHO i CTaTTs ca-
moro (!) Kyreas, B sikiit, BAAI0UM 06 €KTHBHICTB, BiH po3A0-
'O BUKAAB <1)a6yAy 1 IPOLIUTYBaB KiAbKa AOKYMEHTIB, 30Kpe-
Ma AMCT KHIBCBKUX aKTOPIB, SIKi CKap>KHAMCS Ha 3a6c0u 00-
pasiusuii mou donucis n. }Ipueea, 1O 3a4ila€ iXHIO AFOACBKY
TiAHICTh, Ha HOT'O BUPa3y Ha KIITAAT «IPaTH TaK — Te CaMe,
11}0 3afIMaTHCSI AF0OOB IO HAOAUHIII» Ta iH. BukaaBum $pabdy-
Ay, Kyreap HertoMiTHO 3A1iICHUB nidminy npedmema KoHPrik-
my. « Mi>x HaMH Ka)XXy4H, — XaPTyBaB BiH — 5IKa X papicT
OyTH TeaTpaAbHUM KPUTHKOM, SIKIIO XabapiB He 6paTu, AO-
HXXYaHCTBOM He 3aiiMaTucs i Bip apep TpUMaTHUCS OCTO-
poHb? EAMHe, IO HAIIOBHIOE JKUTTS pelleH3eHTa, SIKHU
He 6epe xa6apiB 1 Iy>KOTO AO Pi3HOTO BHAY HIAHTAXiB —
1€ YCBIAOMAEHHS CBOEI HE3aAXKHOCTI, CBOEI, AKIIIO XOYeTe,
a6COAIOTHOT CBOOOAM: Bip 4OTO 3aBIOAHO B TeaTpi 3aropsi-
THICSI, 9MM 3aBIOAHO IIOAYM SIHITH, Ha IO 3aBTOAHO BIATY-
KyBaTHCS yCI€I0, AOCTYIIHOIO AYIIEHO, i TaK CaMO BCIO 3A00Y
3a HApyIy Hap ‘césmum mucmeymeom” BUAMBATH Ha HETiA-
Hux> [13, . 678]. A AaAi, cpopMyBaBIIH CIIIBIYTTS AO Te-
aTPaAbHOIO KypHAAiCTa, IIepeHIIoB A0 3aASIKyBaHH: «Bin
[TeanaAbHI/Iﬁ )KypHaAiCT] mipe 3 Tearpy <...>. Tearp 3a-
AMIIHTBCS 6e3 kpuTuku> [ 13, c. 679] (Mir 6u poopatn —
0e3 KPUTHKY, SIK B AHTHYIHOMY TeaTpi, y TeaTpi cepeAHbOBIY-
€ i paad, axx oo XIX CTOAiTT}I). ITepexoHANBO ITOSICHUBIIY,
JOMy TeaTpoBi 0e3 peljeHsill He KUTH, HapeIuTi MAIMIoB
AO HaliroAoBHimoro: «'Tak, maHOBe, SIKIO BU He CTBOPHTE
Y Tearpi 3py4HHUX, AaTIAHUX, TPHEMHUX YMOB AASL iICHyBaHHS
HEe3aAeXHOI pelleHsil, <...> BOHa Imiae [3 Teany] >». I dpinaa:
«51 BBaxkalo, o BOHa [KHMIBChKa icTOpisi| HaHEecAa cTpal-
HUI yAap He Amine I SIpiieBy a60 KOMych iHIIOMY, a pelieH-
3ii B3araai <...>. ITanose! 3i3Hatirecs, mo dpykosarum op-
2amam, a ne suwe n. pyesy, nanecero o6pasy> [13, c. 679].
Y Tomy camomy HOMepi, micast crarTi Kyreast 6yao mopaso
me niAGipKy MaTepiaAiB, 1[0 MyCHAU 3aCyAUTH aKTOPIB,
a TaKOXX KOAQX IJUTAT i3 TEKCTiB II. Sp1eBa, i3 Sxux yurTaq
MyCHUB 3pO3yMiTH, 0 6ipoAammHwmit 1. SApres cTas xepT-
BOIO HECIIPABEAAMBOTO IIbKYBaHHs IIPOBIHI[IHUX aKTOPIB.

ITipirpisaroun ckaHpaa, vacomuc Kyreas Ha KiAbkox
IIITAABTAX IIPOAOBXXUB OOTOBOPEHHS «KUIBCHKOTO “iH-
LHUAEHTY >, aKIeHTYIOUH 00pasy, 3as0any xcypHaiicmy
aKmopamuy i 3BUHYBaYyIO4YH iX y TOMY, IO BOHK «<no3ba-
8uAU 11020 eAeMenmapHozo npasa — nepecysanns> |10,
c. 684]. Bupanns 00YPIOBAAOCSI TAKOX THM, IO «<6UNA0-
Kku HesdosoAeHHS peyensenmamu mpanasaucs y Kuesi i pani-
we> [10, c. 684] (1), HaBeAO KiAbKa AMCTIB Ha MiATPUMKY
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aKTOPIB Bi JKHTOMHPCHKOTO T€ATPy, Bip 360piB akTOpiB
neTepOyp3bKUX TeaTpiB, aAe Ha 3aBEpIIEHHS — MaicTep-
HuM ¢piHaA: «Ieit BUNAAOK TOKA3YE, K KHUBO BiATyBAETD-
cs norpeba y Criiani TeaTpasbHux Kputukis> [ 10, c. 685].
Y HacTynHMX YHCAAX GYAO BUADYKYBAHO IIEPEAOBY CTAT-
TIO IIPO HeobXiAHICTD CTBOPEHHS IOCTIHOTO CyAY dec-
Ti IIpU CIALIL TeaTPAaAPHUX KPUTHKIB, 3B€pHEHHS TPYIIH
Tearpy «COAOBLIOB> AO APTHCTIB IeTepOyp3bKUX TeaTpi
3 IIOASIKOIO 32 I ATPUMKY, IIOBIAOMAEHHSI [IPO «4eProBy “TIo-
pui}o”» Bip 1. fIpuesa, 3HOBY 06pa3AHBi IIUTATHU 3 TEKCTiB
1. SIpueBa, HeTPAaABHUIT KOMEHTAp KUIBCKOTO I'ybepHa-
Topa rpada Iruarpesa...

Haspsip uu y epesni 1909 poky HeCIIOAIBAHKOIO CTaAa
Asst Kyreas pesoaronis 3'i3ay pexxuicepiB, B SIKif CLieHivHI
ALY 3aKAMKAAM Ky PHAAICTIB 3 [TOBarol0 CTABUTHUCS AO CIie-
HIYHOTO MMCTEIITBA Ta MOTO ALSYiB, «OAMIKYE O3HAOMAIO-
BaTHUCS 3 TEXHIYHMMHU YMOBAaMH CLI€HIYHOL p060TI/I i mobu
KPUTHYHI BiA3MBHU IMCAAKCA He TocIixoM>. Pe3oaroriiro
Kyreap 0xpecTus sik Henpasuivry i Hedopeury, apxe OLji-
HIOBATH KPUTHUKY CAiA He 32 TUM «BHU3HAIOTH 200 He BU3HA-
IOTb il KOPUCTD Ti, KOTO KPUTHKYIOT, 2 TOTPe6aMHU CYCIIiAb-
CTBa> (npo notpebu cycmiabcrBa Kyreas, 3posymiao, 3Has
0iAblire, a TOMy I 3aBepIIHB BHCHOBKOM IIPO T€, IO «BCTYII-
Ha YaCTHHA PE30AIOLIi CBIAYMTD IIPO HEAOCTATHDHO 3piAe i He-
CIIOKiMHe CTaBAeHHS 3'13Ay AO LIbOTO IUTAHHS >, 11O CaM
3i3p 6YB «IIyOAIYHNM 3MaraHHSIM CaMOI KPUTUKH Y PEXH-
CepChKUX IIUTAHHAX >, & «IParHeHHs 3 TeaTPAABHOTO KPH-
THKa 3pOOUTH TOBapHUIIa Ta IOMIYHHKA pexucepa abco-
AIOTHO He BiAITOBiAQ€E MTOHATTIO IIPO MeampabHy Kpumuxy,
K npo camocmiiine mucmeymeo> (1) [25, c. 215].

ITicast pe3oatorii 313ay i BiaioBiai Kyreas raserspi a-
METYUIMANCS: OAHI CTAaAU TIOBOAUTHUCS CTPUMAHIIIe, iHIIi,
HaBIIaKH, BUCTYIIATHU Ile arpeCUBHille, IO ¥ 3aCBiAYMAA
inpopmariis, Buppykysana Kyreaem: «I3 Kuesa mam nu-
myTh: “I. SIpjeB 3HOBY A€Ab He CTaB repoeM AHsL Bin namu-
caB pernjensito po Tearp Kpyuunina, sKy »xoaHa razeTa —
i “Kuesckaa Muicav”, ni “Kuesckue secmu” — He suaiiwu
MOHCAUBUM HAOPYKYBAMU: 00 020 80HA OYAG HENPUCIOTIHOIO
3a monom. Aysice wsuoko 3a8oil08y0HU 2epoCpanosy cAasy,
n. Apyes, koAu He Aaemubcs, nuuie mazyye i mymarnno. Tomy,
mabyme, i raemocs”> [17, c. 634].

Ilpo Te, um i1 cripaBAi MaAM HaMip MUTIIi «IIPOCHTH
B A. Spuesa BUOAYEHHS>» CBiAYAaTb AMCTH, IIIAITKCAHI BiAOMH-
MU KUIBCbKMMM aKTOpaMU i BUAPYKYBaHi razeToio «Papa>
13 aucmonada 1908 poky: «Bam 3a6axaA0cst HAIl MOKAUK
3pO3yMiTH, SIK “IIpeAAOKeHie [eYaTu IIOMCKATh COBMECT-
HO CII0COObI U3BUHUTHCS IIEPeA HEIO 32 HEYAAUHYI0 GopMy
nporecra mporus Bac HanpaBaenHy0”... Xorisocs 6 ayma-
TH, IJO Ile Hemmopo3yMiHH: ... HixTo 3 Hac He 3minryBas Bac
3 I1€YATTIO. 3MHCA HALIOTO IIOKAMKY — Oa)KaHHS PO3B sI3aTH
HalIlly CyTIepeYKy Mpemeticokum cyaom. 3muca Bamoi Biato-
BIAl — YXUAEHHS OA TaKOTO CYAy. <...> Hawe npaso 6ymu
00yperumu — OCb 11O XOTIAU MU BIAAQTH Ha yBary i mposip-
Ky TpeTeiicbkoro cypay. Ob6croroBary xx ¢popMy, y SIKifl BOHO
BHAHMAOCD, MM HE MAaAH Ha AyMIJi i CaMi IIOCTaBUAMCDH AO Hel
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HETaTUBHO, K TIABKH YASITAOCS Hallle — i Ile MU IAKPECAIO-
€MO — 3aKOHHE 00y peHHs > [20,c.4].

28 2pyodus 3'sicyBaAOCs], WO PaXyHOK AO II. SIpiieBa
MaAH He AHIIle aKTOPU TeaTpy «COAOBLIOB>, IO i 3aCBiA-
4uB Biaryk A. Crapunpkoi-JepHsxiscpkoi: «Ilepeunrasmmu
penensii “caasrossicnozo” 0. Slpyesa, sxoMy apTUCTU Tearpy
“ConoBLIOB” paAU AOOPY Haroay “6e3 BCAKOM ApPaKH IIO-
macTb B 6oapmue 3a6usakn’, MU 6a9MMO, 10 < ... > 32 OCHO-
By cBoel “scexpumuku’ . SIpLieB moxAaB Te3uc: ‘scemu He-
dososer”. HezapoBoaenuit Tpynoro CoAOBIIOBa, OpKe-
crpoMm UepHsIXiBCbKOTO, “Npemvepckoti passpamuoii uzpoti”
A-ku ITacxaA0BOI, BHCTaBOIO XYAOXKHHKIB “3BeHO”, IIKO-
AOIO A. AVMICEHKA, — OAHO CAOBO — ‘“Bcemu Hedogoren”, —
i 6iapur Hivoro! 3BUYANHO — IIPO CMAK He CIIEPEYaAIOTHCs!
AAe KOAM KPUTHK, Ha KIITAAT IIeapiHOBCHKOTO TTOMITa-
Aypa, MOXXe BUI'YKYBATHU TIABKH OAHY dpasy: ‘scemu Hedo-
804eH”, TO 3PEIITOIO MIMCAHUHA FOTO CTAE€ MPOCTO... HYA-
HOIO i AeMOHIYHe IIepO CTOAMYHOTO peljeH3eHTa BTPaYye
cBoI0 yb6urtay orpyTy! Ta mo mopo6u, — He Moxe iHaK-
ure i 6yTu. Yasimo cobi cmosuunozo $panma, mo npuixan
y npoBiHIio, — dirypa BiaooMa, — 6axxarouu mAKpecAu-
TH HDKHICTD CBOTO apHCTOKPATHYHOTO CMAKY, — $Ppanm
Pexae na 8ce me, wyo bauump 8 nposinyii <...>. I AsKarorscst
CepAEIIHi MPOBiHIliaAbHI AIOAL, IOTPANASIOYU CHOAUHHO-
My ppanmosi. Ane . SIpues He cmoiuunuil ppanm, a moch
Aaseko Giapmre. A. SIprieBy moTaAaHHAO SKOCH HAITHCa-
TH ITECY — PI¥ He MaAa, a Iie A0 TOro A. SIpues OyB, 3pa-
€TDCs, IKMMCh HEAOBIMM 9aC i OAHUM 3 PEXHCEpPIB TeaTpy
KomicapskeBcpkoi. 3aBBaXkTe — TOTO TeaTpy, A€ HOTiM 3a-
manyBaB 0yB i cam A. Meitepxoasa! Huni, — a. SIpujes rear-
paabHuit perensent “Kies. Mucan”. “Hun” Toxe He canm-
KOM OOABIIIO, HO ¥ He TO, YTOOBI COBCEM MaAu# . MaTiHKO
Boxxa, mpeba x axoce 36eprymu Ha cebe ysazy! 3po3ymiro
koxkHOMY! I 0Ch AMAEMA: IIHIIM TPOCTO, SIK HAASXKHUTD ITH-
CaTH CepMO3HOMY KPUTHKOBI, — He 3aBBaXXUTb HIXTO, —
pockamail, 5K mo Kaxcyms no pociiicokomy ‘s nyx u npax”, —
20MiH, CKAHOAA, — a CNPABy BPAMOBAHO: mebe 3A86aXtUAU
it cnocmepezau! I oco mepep Bamu, — Ilepyn apTucris, Ma-
ASIpiB, My3UKAHTIB, WPUCKOHCYAb wmyku — A. Spues,
SIKMH OAHHM MaXOM, CBOTO Ilepa — PYHHYE TeaTpH, KO-
AM, IPOCBIiTHI 3aKAaAU. “PasyMeriTe s3bILIbI K IOKOPSIATECS .
ITe Hamucas A. SIpueB, KUl CKOMIIOHYBaB I'eCy i OyB Ha-
BiTb KOAMCD 3AA€TBCSI TPOXH He OAHHM 3 pexicepis Tearpy
KomicapskeBcpkol. 30UBIIM TeTh CBOE IIEPO HA APTHCTAX
CoAOBIIOBCHKOTO TeaTpy, A. SpIieB HAKUHYBCS Ha LIKOAY
A. Ancenka. I AuBHA BUHIIAQ pid: ITKOAQ, IITO TIOIIEPEAY Ta-
Pasa Taku 3aAOBOABHSIAA Ty K caMmy pepakiiro “KieBckoit
Mucan”, He KaXy4u BXXe IIPO iHINI OPTaHH, BEABMH BipO-
MOTo KpUTHKa A. ewoTTa, sik Kaxe A. SIpies: “Heuro Ta-
KOe apXandHOe, TaKOe ye3AHO-y4eOHOe, YTO AOAXKHO
OBITb M CpEAU APAMATHYECKUX IIKOA — MAAO ITOXOXKHUX .
IIpo cmax, moBTOpsiEMO, 3BUYANHO, HE CIlepevyaroThCs,
i A. Slpues Mae paniro 6aAaKaTH 3 CBOTO IOTASIAY TUM 6iAb-
Ille, IO 3 TOT'O 3A0CYACHOTO Bedopa BiH IouyBas cebe 30-
BciM Herapasy ... Ha Hporo cripaBuAYM HapA3BUYAMHUI BIIAUB
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axropy, 1o MaAu Ge3nepeyHuil, 6e3rnocepeAHii 3B 130K
3 APAMATHYHOIO IITYKOIO: “CBIPHSI CTEHBI HAPOAHOM ayAU-
TOpin’, “KpalleHHbIe WKAIK C MEPTBUMH ‘AO3BOAEHHUMU
KHIDKKaMU, “Tpsi3HUe KOPHAOPU~ — a KpiM BCbOTO LjbOTO
i “rpaskpaHCKil’, “HApOAHO-AYAUTOPCKiit B6OP” TBOPIB,
IO YUTAAKCS Ha Bedepi mxoau Aucenka. Tyr-to MabyTs
11 3aKONAHO cObaUKy. 3BUYAIIHO, Y HAPOAHII ayAITOPIL, SIKY
36YAOBAaHO Ha HAPOAHI LIAry 3 METOIO “HAPOAHO-AYAUTOP-
CKOI0”, Ce0TO 3 METOIO IIPOCBITUTU HAPOAHI MacH, — HeMa
Hi pO3KIilIHKX [TAHO, Hi B3araai yciel “AiTypriuHo-icrepuyno-
TPaHCLIeACHTAABHO-ippeaAbHO-eCTeTHIHO-PirocoPchKOl”
ob6cTaHOBY TeaTpy MeiepxoAbAQ, a “TPAXKAAHCKIs™ TBOPH
MYASIIOTb TOHKE, QpUCTOKPAaTHIHE BYXO < ...>. B mcuxiaTpii
Ileil eHepIiYHUI HACTPIl 3BeThCsl: mania grandiosa, a B Aire-
parypi, MabyTs, ‘ceepxxpumura’, SIKOI AACTb-6ir 3po3ymMiTu
3BUYANHUM CMEPTHHUM. < ... > YH-K MOXXHA ITiCAS IIbOTO Ha-
AaBaTHU X04 OYAb SIKY BapTiCTb CAOBY A. SIprjeBal>» [29,c.3].

Y aucmonadi 1909 poxy KuiBcbKuit OKpYsKHUI CyA PO3-
TASIHYB «AyKe IIiKaBy B IIPUHIIMIIOBOMY BiAHOIIEHH] CIpa-
By: apTucT Tearpy “CoaoBroB” 1. Bapcpkuii, He3ap0BoAe-
Huit Biarykom IT. M. SIpueBa mpo itoro creHiuHe o6papy-
BAHHJ, 3BHHYBATUB OCTAaHHbHOTO B 0OPa3AUBOMY AUXOCAIB'T.
<...> Pezoaryieto cydy — I1. M. Apyesa susnaro sunpasda-
Hum> [23, c. 678]. Lo PE30AIOLIIO i3 PAAICTIO MIATPYMaB
«BUAAQTHHM KPUTHK-MapKCHCT> — Baraas BarjaaBosuy
BopoBchKuil, IKHiT 06CTOI0BAB «IIPABa PELIeH3EHTA Ta MeX(i
“saxonnoi” 06pasausocmi maHiB aKTOPiB> i 3aKAMKAB:
«Xail cmate 36poeto KpUmMuKuU Hopcmoke Auxocaiss> [3,
c. 478-479].

Opanax axTop Bapcpkuit He 3acriokoiBcs i moaas arre-
asinito. 1910 poxy BIAGYBCsL Cya, IiA Yac SIKOTO 3aXHCHUK
Bapcpxoro 3BepHYBCs A0 cyaAiB: «Bia Bac, I cypai
1. Bapcpkuit yexae pileHHs I[bOTO NUMAHHs Npo CIMocyH-
Kku axmopa i kpumuxu> [24, c. 329]. 17 woemus 1910 poxy
BUAAHHS KyTeas ToBiAOMIAO ITPO PO3TASIA CIIPABU Y CeHAaTi,
IiCASI 90T0 GYAO «AIKBIAOBaHO Ge3ITiACTABHY AYMKY, IIyIlje-
HY ITia 9ac Biaomoro ckanpaay B Kuesi<...> HibU peyensenm
He MAE npasd, 3 MoK 30py 3aKony, npubizamu 0o kearidika-
yiil, kompi 3neyintoromes axmopa> 28, c. 328-329].

¥ cBoix ponucax Kyrean 3axumas He akTopa, BiH 3a-
XHIaB CBOIO KOPIIOPAINIO i... BAACHMMI CTHAD, IPO SAKUH
CYYaCHHUKH 3aAUIIUAM YMMAAO CIIOTaAiB: «He mume, a aa-
eTbCs, HeMOB Ha MaripaHi, Kyreas. <...> OcobauBo xpuru-
KYIOTb Ta 00y proroThcst moBepinkoro Kyreas ta Beasiesa, sixi
ITiA Yac BUKAMKIB AeMOHCTPATHUBHO CTAIOTh Y MEepPIIUH psp
i IpY BUXOAL aPTHCTIB TOBEPTAIOTHCS CIIMHOIO AO CLI€HH,
POOASITD IPHMACcH Ta FOAOCHO AQIOTDh HAC HEIIPUCTOMHUMU
caosamu. Vimosipro, Kyreab BUKUHE SKyCh HETIPHCTONHY
BUTIBKY> [26, . 391]; nia yac penernuiit CranicaaBchkuit
BCe O3MPAETHCA i MPOCUTH AKTOPIB: «/AaBaiiTe He 6yAe-
Mo aparysaru Kyreas» [7, c. 214]. A paai, y Toit camuit
4ac, KOAU PO3rOPTaBCs «KHIBCHKUMI iHITUACHT >, OIHUCYE
«KapTHHKY 3 XHUTTSI»: «8 kBiTHs 1909 poxy B CaHKT-
IeTep6yps3i, mepma Bucrasa “Llapcokux Bopit”. S croro
y ABepsix maprepy. ITyOAika BiAYafAyIIHO IIYMUTD, KPUIUTD
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y KOpHAOPpi <...> I3 IIyMOM BiAUMHSIIOTBCS ABepi, Ha mo-
posi symunseTbcs Kyreanb i po3aMoBAse 3i cliBpO3MOBHH-
KOM, SIKUH CTOITh y Kopupopi. Uepes BigdnHeHi ABepi BpH-
BAETHCSA ITYM HATOBITY. XTOCh, XTO CTOITb IOPSIA 31 MHOIO,
HaMara€eTbCs 3a4MHUTH ABepi, 1. Kyreab caMoBIeBHeHO
Ha HbOTO IIOTASAAE> i, HE 3MIHIOIOYH ITO3H, IIPOAOBXKYE
PO3MOBY IO Te, KUl 3Mydenuit («Ta B 6 mocuaiam pAe-
CATH POKIB Ha PeIleH3eHTChKOMY KPiCAi!>» ), a AdAi, «T103i-
XaloyM Ha BeCh POT i 3a4iCyr04KCh, KPUTUK ITOCTOSIB IOPYY
31 MHOIO, 3iTXHYB i IMIIOB CYAUTH IIPO MUCTELITBO > (27,
c. 463].

Hesao0B3i Bce moBepHYAOCS — i A0 KyreA;{, iao Apmesa.
ITicast mpem’epu mecu Spriesa y rearpi Hesaobina «po-
3irpaBcs CKaHAQAA, IKOTO He aM ATaTh TeaTPaAbHi AiTO-
nucu» [2, c. 883-884], a na Kyreas 6yao spiiicHeHo Ha-
map (<<HI/I>K‘~Ie YuTayi 3HAMAYTh noApo61/1ui 3AIICHEHOTO
Ha MeHe akTopoM CMoaeHChkHM Hamapy>» [12, c. 106],
SIKUFL BUKAUKAB CIIBYYTTS «I'pymu ocib»: «I'pyma ocib,
SIKi IIMLIYTh IIPO TEATP, MAIOYH HA YBa3i IIPUCBATUTU 0CO0-
auBe 3acipanus Corwsy meamp[a/tbuux] Kpumukis o6pasi,
HaHeceHi akTopoM CmosencokuMm A. P. Kyrearo — “Ba-
JKa€ 3a HeOOXiAHE 1 CIIpaBeAAVBe BUCAOBUTH SIK ITOYYTTS
06ypeHHsI 3 IPUBOAY TOTO, IO TPAIUAOCS, TAK i CBOE IUPY
noBary A0 A. P. Kyreas, sikuii IpoTsiroM ABaALISITH POKiB
YECHO i HEITOXMTHO CTOSIB Ha BaXKKill II0CAAl TeaTpaAbHOIO
kputuka’> [1, c. 106].

3rapyodn «KHIBCBKHH iHIJUAEHT>, Pi3Hi aBTO-
PH 3A€0iABIIOrO aKIIEHTYBAAHU YBAr'y Ha «aKTOpax, me-
popusosanux sxpaii peyensiamu I1. Spuesa>, Ha TOMY,
IO «BiABLIICTh rAsIAQYIB 6yAa Ha 6omi aKTOPiB>, 3rapyBa-
AH, SIK PeljeH3eHT razeTu «Papa> Ha MUTaHHS «4U BBaXKa€e
BiH 00pa3auBi, xoBuHi perjensil Spiesa 3a crpaBepAnsi
11 KOPMCHI>, BIAITOBIB «pO3yMiemucs, Hi... aie npeca my-
CUMb COAIDAPHO 3AXULAMU B0AI0 DYMKU i C8ill npecmumnc>,
a Spues i paai «me 3 6iAbIIOIO HaCTUPAUBICTIO HUWUB dK-
mopis> [18,c. 128]; XapakTepu3yBaAu Spijesa gk aBTopa,
SKUM «AOITYyCKaB y PelleH3iaxX 06pa3Ausi ors aKmopis oyiHKu
i1 supasu (nanpuxaad, “nesdapa’, “e3azari ne akmop”, “wisxuil
pexcucep”)» [4, c. 85-86]; BBaxxaAH, O HOBHMIt peljeH3eHT,
SKHH «TIpHixaB i3 MOCKBI>, « 1056 HA 20A08) BuL4e 3 KU-
iscokux peyensenmis <...>. \eXTO BBaXKaB IOTO TAUOOKHM
3HaBLEM TeaTpy, XeplLeM My3H CLeHH, iHIIi CIpUIMaAX
FIOTO SIK HECIIPABEAAUBOTO KPUTHUKA, IO 2py0icmio CB0Ew
NPUKPUBAE MAAO HE HEBIZAACMB0 > (S, c.27]; inmi — B YHi-
con 3 Kyreaem — mucaau npo «uacusvcmea Had kpumu-
Kom> [6,¢c.79].

B omuci «iHIHAEHTY>» OyAa IPUKMETHA ACTAAb —
nuroBaHuil Bume AucT A. Crapunpkoi-YepHaxiBcpkoi
Bia 28 2pydus 6yao BHAPYKyBaHO y raseri «Papa»
3 IIepeAMOBOIO, B AKil aBTOpKa MmucaAa: «Bucokomosaxna
Pepaxuist! ITpowy damu micye omciii moiii 3amimuyi, Ky npu-
3HAueHO 6YA0 8AdCHE OAS HACONUCY POCITICHK020, AAE, HA HAAb,
ne doseAocs it mam nadpyxysamu> [14, c. 3]. A ue osna-
YA€, IO CTABACHHS AO «<IHIUACHTY> ICTOTHO BIAPI3HAAOCA
B YKPaIHCBKIM i pOCIMChKil Ipeci.
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BoHycoM A0 IIbOrO MyCHUTD CTaTH e i He3a6yTHS pe-
maixa I'T. fpresa, 3adixcosana IT. Mapxosum: «Kpuso mo-
cmixatouncs, [Spues] cxkaszas: “Koaucn Bu pisHaerecs, 9xa
MyKa 6YMu peyen3enmom, ATH AO TEATPY, KOAU He XOYel, AW
BHTHCSI Te, Ha IO TeOe He TATHE, i TOBOPUTH AIOASIM IIPABAY
B 06amaus”. Voro 3ayBakeHHs 3AaA0CS MeHi abCypaoM —
AMIIE 3TOAOM 1 HA BAACHOMY AOCBIAl Mi3HAB MOr0 KOPCTO-
Ky cripaBeaAuBicTb. Ska ripka xuura — “CrioBipb TeaTpaab-
HOTO KpUTHKA® — MOTrAa 6u OyTH HalMcaHa KOXXHUM, XTO
BCTYIIMB Ha Ljeil HeOe3MeyHuil, 0OTSDKAUBUI, aAe 3aXOIIAIO-
roumit masx! A Toai MeHi mopo6aAocs, IO 3HAMEHUTI aK-
TOPH IIPUBITHO, @ YaCOM 3aII00IrANBO BITAIOTHCS 3 APYTHM
3HAOMUM MeHi TeaTpaAbHUM KPUTHKOM > [19,c. 143] (so-
94eBHAD, B 0uax Mapkosa fIp1ieB XOTiB CTBOPHUTH CTATYC Ge-
AUKOMYHeHUKA? HIKOAU He AOBOAMAOCS IyTH IIPO MYKY Ai-
Kapsl, BIICPKOBOTO a60 BUMUTEAS i HEHaBUCTD AO 06paHo'1'
ALSIABHOCTI).

ToAaoBHUI BHCHOBOK I1i€i pO3BiAKH CTOCYETHCS q)a6y—
A <IHIIUAGHTY>, KOTPA BUABUAQA HOBULL MU KOHPAIKMY.

SIK1m0 3po6UTH BUTSIT i3 POSTASIHY THX AOITHCIB, pabyaa
MaTHMe TaKHI BUTASIA: CHIOAUMHUTL pPanmm, 0pucmKoHCcyAbim
wmyku y cmani mania grandiose, KoAu <8cemu HedogoreH>,
oxonAenutl ide€to ceepXKPUMUKL, HUWUS aKmopis, epybicmio
NPUKpuUBas HegizAaCmMeo, wio i BUKAUKAAO 3aKOHHE 00YpeH-
HS 1 bascants akmopis 3axucmumu céoe npago 6ymu o6y-
peHuMU; npeca, 3axunuLao1uy Ceiti NPecrmuitc, BUCYHYAA 2ACA0
«Xaii cmane 30poel MeamparbHoi HypHAAICIUKY Hopcimo-
Ke AUXOCAIB'S>>, 60 HcypHaricm — ye seruxomyHenux («sxa
myxa 6ymu peue%er—tmo/w!»).

3Ha4YeHHs «KUIBCHKOTO iHITMACHTY> AAS T€ATPAABHOI
JKYPHAAICTHKY MOXKHA TOPIiBHATH 3i «cIIpaBoio Aperipyca>,
sKa, Ha AyMKy JK. Aekaepka, CTara «KOAUCKOW iHmeAeKMyd-
aig» [15, c. 105]. 1y ®panuii, i y Pocii 06usBa croxeTun —
«cnpaBsa Apefipyca>» i «KHIBCBKHI “IHIHACHT > — 3a-
CBipYMAM ITepeMory 3aco6iB MacoBoI iHpopManil Hap CYAO-
BOIO CHCTEMOIO, OAHAK, Ha BiaMiHy Bia QP panmii, Ae mpeca
3aXMIAAQ 2iOHICMb 2pOMAOSHUHA | Npe3yMnyit 11020 HesU-
Hysamocmi, y Pocii meampaivna scypuaricmuka 3axuuyara
CB0€ NPABo Ha AuxocAie’s i beskapricmy. Came Lie i 3po3yMiB
Kyreab, siKui1, HOHU3UBIIN CTATYC MOAIL, HA3648 KUiBCoKuil
8U6YX iHYudeHMOM, OAHAK TTOMITHO 3aIIaHIKyBAaB i 3aXOAUB-
CsI FACHUTH IIOXKEXKY, IO Y MIEePCIEKTUBI MOTAA O 3HUIIU-
TH 110r0 Oi3Hec — nmpoiabHuIt KypHaa «Tearp u mcKyc-
CTBO>. PillleHHs CyAy Ha KOPHCTb IPECH CTAAO NnpeyedeH-
MoM, SIKUFL BUSHAYUB HOBI NPAsUAd 2pu i Mexci 00380A€H020
Y CTOCYHKaX TeaTpy i HpecH.

KpiM TOrO, iHIIMAEHT BUSBMB Pi3HUIIO y CTaBAeHHI
AO HBOTO 3 601<y CTOAWYHUX i «IIPOBIHIIIMHHX > (KI/ﬁBCbKI/IX)
JKYPHAAICTIB, apA’Ke OCTaHHI, XO4 i He 0APa3y, a BCe X BiAMO-
BHAMCSI APYKyBaTu Aomucu SIpieBa, 1o 03Ha4aA0 OOMKOT,
IiCASI 9OTO TOM 3MylIeHuit 6yB TikaTu A0 MockBu.

TakyM YHMHOM, ITepeTBOPUBIIKCH i3 MiCIleBOI MOAIl
Ha 3araAbHOPOCIFCbKY TeaTPaAbHY BillHy CIMArmycie, <Ku-
IBCBKMI “IHIJAEHT > CTaB MapKepOM KOHQAIKTIB HOBOTO
Ty (CTOAMITS — TIPOBIHIIiSI, MECTeIITBO — TIpeca).
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Abstract. The paper focuses on the reconstruction and analysis of the so-called Kyiv “incident” (1908) that marked a new type
of conflict in the theatre life and developed a new disposition in the theatrical community. What constituted the incident was
a collective refusal of the actors to proceed with the play until the theatre reporter and critic Petr Yartsev (1870-1930) would
not leave the premises of the Solovtsov theatre. This “incident” roused the theatrical community, becoming the subject of intense
discussions in the All-Russia press during the 1908-1910. It was covered in dozens of short notices and disputes; however, it was
never analyzed from the standpoint of the change in statuses and dispositions: the researchers mainly pointed out at the “progres-
sive” aesthetic ideas of the Moscow critic and backward province. This, probably unintentionally, again trapped the discussion with-
in the limitations of the “Russian world.” Sometimes, though, Petr Yartsev, the theatre journalist who provoked the conflict, was
even considered conservative in his artistic taste (while, in reality, someone’s aesthetic taste is not relevant until it becomes a fac-
tor of a proven impact or a marked of a covert collision). Nevertheless, the witnesses and participants of the “incident” left enough
testimonies to analyze it as a marker of new tendencies in the theatre culture, in particular, as a marker of development of new rela-
tions between theatre and theatre journalism, especially taking into account that during the period, similar incidents occurred not
only in Kyiv. Hence, this phenomenon became widespread and revealed the new type of conflict. A. Kugel, an editor of the Saint
Petersburg journal Theatre and Art (Teatr i iskusstvo), played a significant role in development of this new disposition. Having
turned from the local event into the All-Russia war of statuses, the Kyiv “incident” announced the era of the new type of conflicts
(metropolis vs province, art vs the press). The court judgement in favor of the press became a precedent that defined the new rules

and boundaries in the relations between theatre and the press.

Keywords: theatre journalism (criticism) by Petr Yartsev, theatre journalism (criticism) by A. Kugel, critical discourse, the status

of criticism, the Kyiv “incident.”
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Codisa KuiBcbka: Hapuc icTopil AOCAIAKEHD

Kyiv’s Saint Sophia Cathedral:
An Outline of the Research History

Amnoraunist. PosrasiHyTo icTopito Aocaipxers Codii KuiBebkol Bip mepiux o6Mipis ii 6yAiBai, BukoHaHux Ha moyarky XIX cToairTs,
A0 Haimx AHiB. [TepepaxoByroTbcsi Ipo6AeMH, SIKi Ha KOXKHOMY eTalli AOCAIAXKeHb 3HAXOAMAU TTO3UTUBHI BUPIlleHHS], Ta Ti, SIKi AU-
UIAAMCSI HEBUPIIIEHUMH 200 BUKAMKAAY AMCKYCii. BUKOHAHO IIOPIBHSIHHSI IPOIIOHOBAHMX B pisHuit yac pekoncTpykuii Codii, sixi
BiAOOPaXKAIOTH YSBACHHS PO IIePBUHHIF BUIASA XPaMy Ha PI3HHX eTaIax f0ro AOCAipKeHHs. ITp0aHaAI30BaHO Pe3YABTATH AOCAI-

axerb Codificbkoro cobopy oCTaHHbOTO Yacy, SIKi 3MIHHAY TPAAULIINHI ySIBAEHHSI IIPO IIOCAIAOBHICTb BUKOHAHHSI FIOr0 MO3aiqHOL
Ta QpPecKoBOI AeKOpallii, a TAKOXX BUSBUAH YaCTUHH OYAIBAL, Ipo siki paHimie He 6yA0 BiaoMoO.
Karouosi crosa: Codist KuiBcbka, co60p, miAMypKH, IIepeKPHTTSL, My PyBaHHs, MO3AIKH, $PecKi.

ITocraHoBKa mpo6aeMH. ApxXxeOAOTiuHi po3-
xonku Co¢ii Kuiscpkoi ocranHix pokis (kepiBHHK
T. Bo6poBchKHil) BUSBUAH HeBiaOMi paHilue yacTunu 6y-
AIBAL cob0pY, sIKi AQIOTH MIACTABU II0-HOBOMY IIOTASIHYTH
Ha AesKi TiOTe3H CTOCOBHO XYAOXKHBOTO OIOPSIAMKEHHS
Coil, BUCAOBA€H] IIle B MUHYAOMY CTOAITTi. AAs ImiATBep-
AYKEHHS IIMX TinoTe3 HeoOXiAHI AeTaAbHI 30HAQXKHI AOCAI-
ASKEHHS CTIiH Ta CKAEITiHb c060py. AHaAOTIYHUX AOCAIAKEHD
HOTPebYIOTH i Hed'SICOBAHI IINTAHHS, OB sI13aHi 3 IIepBUH-
Hoto apxirekrypoto Codii Kuiscpkoi.

AHaAi3 ocTaHHIX AOcCAipKeHB i my6GAikamii.
ITpobaemarrka biabmrocti mybaikanii, mpucssgernx Codil,
I[OHAMEHIIIe ABOX OCTAaHHIX A€CSITHAITh TaK UM iHAKIIE
CTOCYeThCA il AaTyBaHHA. L1 TeMa 3axonuAn He AHIIe MTPH-
XHUABHHKIB TillOTe3U «yABTPapaHHbro> pAaTyBaHHS Codii
Kuiscproi (1011 pik), sanpononosasoi H. Hikiternko [30,
c. 54, 55], a i1 THX, XTO AOTPUMYETbCS AITONMCHUX AQT 3a-
KAQAUH cObOpy (1017/1037 pOKI/I). Ha tai pocutp pA0Broi
AHCKyCil MbK 060Ma CTOPOHAMU IIPOOAEMH AOCAIAXKEHHS Ma-
TepiaABHOTO-TIPEAMETHOIL CTPYKTYPHU COOOPY BiAIlIAY Ha 3a-
AHI raaH. IToxazoBumu Moy Th 6yTH Matepiaau Kpyraoro
CTOAY, IIPUCBSIYEHOTO 0OrOBOPEHHIO POOAEM AATYBAHHS
Coii Kuiscpkoi, mpoBepeHOro HamepepoAHi odiriiiHoro
CBATKYBaHHA ii THCAYOAITHBOTO IOBiAet0. Y mpo1ieci obro-
BOpeHHs QirypyBaAu pe3yAbTaTH TEXHOAOTIIHOTIO AOCAI-
A’KEHHsI MypyBaAbHHX Ta THHbKOBUX po3unHiB Codil [28,
c. 51-56], ae ui pesyabTaTH 6yAn Maiike COpOKapiuHOT AaB-
HOCTI, 60 OCTaHHE Ha TOI Yac BUBYEHHS PO3YUHIB COOOPY
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IIPOBOAHMAMCSL B Iepimitt moaosuHi 1970-x. Ile 6yan Aokass-
Hi poocaipxerns [32, c. 196-199, Taba. 1,2; 34, c. 184-190],
THUM He MEHII, iXHi BACHOBKH Ha TOM YaC CTAaAM IIPHUHIMUIIO-
BO BaXAMBHMMH, OCKiABKH BOHHU CIIPOCTOBYBAaAH ITOIIHpe-
HY B CepeArHi MUHYAOTO CTOAITTS TOUKY 30Dy, SKa BBaXKaAa
3oBHimHi rasepei Codil i 00HABI Bexxi, 110 BEAYTh Ha XOPH,
npu6ypoBamu, siki BunnKaAn Ha py6esxi XI — XII croaits [8,
c. 152-175] a6o it nisuime [13, c. 76, 77]. Pesyabratu ap-
XITEKTYPHHX AOCAIAXKeHD cOb0Py KiHIs 1970-x A03BOAMAN
OCTATOYHO BiAMOBHTHCS Bip TaKUX MOTASIAB [4; S, c. 24-25].
Martepiaan ToroyacHux pocaipxerb Cogii KuiBcpkoi B cepe-
AuHi 1980-x pokis mpoanaaisysas O. Komeu, sxuit KoHCTa-
TyBaB XUOHICTD KOHLIEMIi] 1l AOBrOro 6yAiBHI/IIITBa, BOAHOYAC
I AKPECAMB, 110 AesIKi TUTaHHS OyAiBeAbHOI icTopil cob6opy
Ta PEKOHCTPYKII fOr0 IIePBUHHOTO BUTASIAY IIOTPEOYIOTH
HOAAABIINX AOCAiAKeHS [9, c. 200-208]. Opnax HaTypHe
BuBueHHS Co¢ii KuiBcbKol TpuBaAuMil 4ac He IPOBOAMAOCSL
Awre B 2013-2014 poxax, Iis Yac KOHCEpPBALIHUX POOIT
y mipkynoasHoMy mpocropi Cogii, 6yan oTpumaHi ¢axr,
SIKi 3MIHMAM TPAAMIIIFHI IIOTASIAM Ha ITIOCAIAOBHICTb BUKO-
HaHHA il MO3aiTHO]I AeKopariil Ta ppecok, IPUHANMHI THX, SKi
posTamoBaHi y miaAkynoasomy npocropi [10]. 2021 poxy
6irs1 cxipgHOTO TOPISI iBHIYHOI 30BHIIHbOI rasepei Codii
apX€OAOTIYHMMU PO3KOIKAMH 6yA14 BUSIBAEHI IIAMYPKH Bi-
BTapHOI aIiCHAY, OAU3BKO] 3 IIAOIIIEIO ATICUAL TOAOBHOTO Bi-
BTapsi cobopy [6].11e BIAKPHUTTS AAAO IIACTABU AAS AGSIKHX
HOBUX IPUITYI[€Hb CTOCOBHO IMIOCAIAOBHOCTI BUKOHAHHS MO-
3alaHOl Ta pPeCKOBOI AEKOPALii TOAOBHOTO BiBTapsi CO6OPY.
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Merta cTaTTi: pO3rasA OCHOBHMX €TaIliB AOCAIAYKEHD
Cooii Kuicpkoi Bia mouarky XIX CTOAITTS AO HAIIUX AHIB,
3 BU3HAYEHHSIM [PO0OAeM, SIKi AHIIAIOTHCS Ha ChbOTOAHI He-
BUpilIeHUMHU; TIPOIMO3HUIIil IIT0AO MOAAABIIOTO BUBYEHHS
IIaM SITKH Y KOHTEKCT] Pe3yABTATIB OCTAHHIX AOCAIAXKEHD
i HOBITHIX BIAKPHUTTIB.

Buxkaap ocHOBHOro marepiaay. Ilepmuit o6mip
Co¢oii KuiBcpkoi BukoHaB 1810 poky xyaoxHHK A. IBaHOB,
SIKHI CKAQB KiAbKa IIAQHIB cOOOPY i 3aMaAr0BaB i1oro daca-
Au 3 po6yaoBamu XVIII croaitTs (iA. 2). Ha ocHoBi njux
MmarepiaaiB @. Coannes y 1840 pomni 3ampononysas rpa-
¢iuHy pekoHCTpyKIio nepBuHHOrO BUrAsiay Codii. Ha it
BiH 300pa3uB LeHTPAAbHY II ITHHABOBY YaCTUHY CObOpPY
Pa3soM 3 BHYTPIlIHIMM raAepesiMu, SKi IPEACTaBUB OAHO-
nosepxosumi (ia. 3, 4). 30BHimHI rasepei i Apyri mosep-
XM BHYTPIIIHIX rasepeil Ha MOro peKOHCTPYKIIii BIACYTHI,
SK i 06MABI CXOAOBI BeXi, o BEAYTb Ha XOPH, OCKIABKH yCi
i vactunu 6yaiBai @. CoAHIleB BBa)XaB MisHIIIUME AOOYAO-
Bamu [8, c. 118-124; 13, puc. 25]. ABropH, ki onucyBasn
Codiro KuiBcoky y apyriit moaosuHi i B kiHni XIX croairrs,
ikcyBaau Micis, Ae 6YAO BUAHO [TepBUHHI MypPYBaHHSL, OA-
HaK MeX MDK AABHIMH JacTuHaMH i Ao6yaoBamu XVIII cro-
pivds BoHH He BusHadaau [ 19, c. 267, 268; 20, c. 149, 150;
21, c. 67-68; 22, c. 8]. AesKi 3 TOrOYaCHHX AOCAIAHHKIB
AO IIOYaTKOBOTO eTaIry OYyAIBHUIITBA COOOPY BIAHOCHAH
AHIIe SAPO 3 I SIThMa HaBaMH, a OOHMABA PSIAU raAepelt pa-
30M 3 ABOMA CXOAOBHUMH BeXKaMH BBAXKAAM ITI3HIIIIUMH AOIIO-
BHenHsaMu [ 1, ¢. 7; 33, c. 114]. OpHak yacy nossu rasepeit
i BeK BOHU HE BU3HAYAAH.

Ha mouatxy XX CTOAITTS AOCAIAYKEHHSAM MypPyBaHb
raaepeit Codii 3afimaBcst M. OKyHbEB, SIKHI epIIIM 3Bep-
HYB yBary Ha iCHyBaHHs B 30BHIIIHIX raAepesix apkOyTa-
HiB, IO MIAIMPAIOTh CTIHU BHYTPiIHIX rasepeit. OpHaK
BiA BHUCHOBKIB CTOCOBHO IMOCAIAOBHOCTI 6YAiBHI/IHTBa 30-
BHIIIHIX YacTHH cobopy BiH yTpumascs [31, c. 118-137].
Y 1920-x AOCAIAXKEHHS KOHCTPYKIIifl cCOBOPY IIPOAOBKHB
apxitexrop I. MopruaeBcbkuii, sIKUil 3'SICYBaB, WO MypPy-
BaHHS apK6yTaHiB 3 MypyBaHHAM BHYTPIlIHIX rasepeil Hipe
He ntepeB’sizane. Ha nift macTasi Bid BiAHIC AO IIepIIOro eTa-
11y 6YAIBHMIITBA IT ITHHABOBY YaCTHHY cOOOPY i BHY TpilHi
raaepel, siKi 6yAyBaAMCS Biapa3y ABOIIOBEPXOBUMH, SIK BBa-
KaB y Toit yac I. MopruaeBcpkuit. Ao ApyToro eTarry BiH Bi-
HiC A06YAOBY OAHOIIOBEPXOBHX 30BHIIIHIX raAepeii 3 apK6y—
TaHaMH Ta 06UABI CX0A0Bi Bexi [29, c. 101-10S, puc. 15].
3BepTalouM yBary Ha Te, IJ0 6yAiBeAbHi MarepiaAu MepIno-
ro i Apyroro eramy Maike opHakoBi, I. MopruaeBcpkuit
3pO6HB BUCHOBOK, IO TPUBAAOI IIepePBU MK OYAiBeAD-
HuMu nepiopamu He 6yao [29, c. 114]. Aae fiomy maibke
Biapasy 3 Ijboro npusoay 3amepeuus M. BpyHos, sxui
3BEPHYB yBary Ha Te, IO MyPYBaHH 30epeXXeHIX 3aAULI-
KiB CTiHHM APYTOTO IOBEPXY IiBAGHHOI BHYTPIIIHbOI ra-
Aepel BIApI3HI€TbCS Bip MypPYBaHHI CTiH IT STHHABOBOT'O
sapapa. ITainga, 3 SKo0i ckAapeHO parMeHT CTiHH APYTOro
MTOBEPXY IiIBACHHOI raAepel MOKAAAEHA 3 <« YTOTIACHUM psi-
AOM>, SIK 1 B yCiX OCTaHHIX YacTHHAX COO0PY, aAe Ha BiAMiHY

XyAOXKHS KyAbTYpa. AKTyaAbHi npoGACMH. Bum. 19.4.2.2023

o 17 e

BiA HUX, A€ PSAM NAIHQH YepIryIOThCS 3 PSIAAMH KaMeHIO
(Texnika «opus mixtum> ), Apyruii moBepx MiBAEHHO] Ta-
Aepei kameHIo He MicTuTb. Y Kuesi B TexHini «yromaeHo-
IO pAAY> 3 MiHIMAaABHHMM 3aCTOCYBaHHSAM KaMeHIO 3MypoO-
BaHO Aullle repkBy Craca Ha BepecTosi, siky TpapuLifHO
AQTYIOTb IIepiOAOM KHIBCBKOTO KHA3I0BaHHS Boaoarmupa
Momnomax (1113-1125). L1 aHaaoris cTasa mACTaBOIO
AASL AATYBaHHS APYTHX ITOBePXiB BHY TpilHix raaepeit Codii
noyvarkom XII croairrs [8, c. 156]. 3 ypaxysanmam Takoi
nomnpasku I. MopriaeBcbKuil CIIABHO 3 aMePHKAHCHKHIM ic-
tropukoM apxirekrypu K. KoHaHTOM npeacTaBUB HOBY Ie-
piopusarniro OyaisaunTBa Codil. Ao mepuroro eramy ysi-
HIIAO IT ITHHABOBE SIAPO 3 OAHUM PSIAOM OAHOIIOBEPXOBHX
raaepeii (ia. 5), a A0 ApyTOTO eTarmy HapGyAOBa OAHOTIOBEp-
XOBHUX raAepeil ApyIrHMH IIOBEPXaMU i AOGYAOBa APYTOro
PSAAY OAHOIIOBEPXOBUX 30BHIIIHIX rasepei 3 ABOMa BeXKaMu
(ia. 6) [8, puc. 30, 34-36; 13, puc. 31, 32].

Y cepepnni 1950-x mig gac pemonTHUX pobit Codil
Kuiscpkoi apxirexropu IO. Acees i M. Kpecaapnuit npo-
AOBXKHAU 30HAYBaTH 1i OyAiBeABHI KOHCTPYKI, SIKi BHSIBH-
AM HEBIAOMI paHillle AeTaAl AeKOpalil 30BHIIIHIX CTiH, 30-
KpeMa apKaAy Ha 6apabaHi IIeHTPaAbHOTO KyImoAa. Byau
BHECEHI TaKOXX KOPEKTUBHU Y IIOCAIAOBHICTh OyaiBeABHHX
erariB co6opy. 30kpeMa 3’5ICyBaAOCs, 10 MACHB MypPyBaH-
HS [IBHIYHOI BeXI IIepeKpUBAE OAUH 3 ApKOYTaHiB, TOOTO
1151 BeXa 3'IBHAACS He OAHOYACHO i3 30BHIIIHIMU rasepes-
My, a OyAa BOyAOBaHA y 3aXiAHY 30BHIIIHIO TAAEPEIO AEIIIO
misHime. OxpiM TOro, B CTiHAX, HO6YAOBaHI/IX HaA 30BHIII-
HiMH raaepesiMu ApyTHx nosepxis (3’ sBuancs y XVIII cro-
AiTTI) OyAM BUSIBACHI 3aAUIIKH HAAOYAOB AOMOHTOABCHKOTO
nepiopy. 3 ypaxyBaHHSIM HOBHX AQHHX, aBTOPHU LIUX AOCAI-
AXeHb CGOPMYAIOBAAY KOHIIEIIIIIO II0ETAHOro OyAiBHU-
urBa Codii B ocraroyHomy BapianTi. Ilepioa nmepmmit —
06ya0Ba I ITHHABOBI YaCTHHE Pa3oM 3 BHYTPILIHIME OA-
HomoBepxoBuMu rasepesimu. [lepioa Apyruit — Hap6ya0Ba
BHYTPIIIHIX raAeper APyTUMH IIOBEPXaMH, IIACHACHHS iX-
HbBOT'O [IePIIOTO IOBEPXy ApKOyTaHAMH Ta PSIAOM OAHOIIO-
BEepPXOBMX 30BHIIIHIX raAepeil 3 OAHOYACHUM 3BEACHHSAM
MiBA€HHOI CXOAOBOI BeXxi (py6i>1< XI-XII CTOAin). ITepiop
TpeTiit — BOYAOBYBAHHs y 3aXiAHY 30BHIIIHIO TaA€PEIO
MiBHIYHOT cX0A0BOI Besxi (mepura moaosuna X1I cropivus).
Iepiop ueTBepTHiT — HAAOYAOBA Hap OAHOIIOBEPXOBUMHU
30BHINIHIMU raAepesMH OKpeMHX NPUMillleHb (mesxa XII-
XIII croaits) [12, c. 28, 29; 13, c. 76, 77, 87]. Bonu x 3a-
IIPOIIOHYBAAM HOBi BapiaHTH PeKOHCTPYKIil IEPBUHHOIO
Burasiay Coii micAst 3aBepIIeHHS e pIIOro mepioay 6yais-
uunrsa (iA. 7) Ta mcas TpeTboro nepiopy (micas mo6yaosu
MiBHIYHOI Bemi) (iA. 8). Taxy mocaipoBHICTD 6yAiBHHuTBa
cobopy AeraabHO ommcas apxeosor M. Kaprep, mompas-
AR, BiH TPOXH 3BY3MB XpPOHOAOTIYHI MeXi eTariB, 30BHill-
Hi raaepei 3 mBAGHHOIO BeXelo BiH AaTyBas kinnem XI cT.,
a nosABY MiBHiYHOI Bexxi mogarkom X1 croairts [8, . 152
175]. Tlocuaaroumch Ha Taki BUCHOBKH apXiTeKTOpiB Ta ap-
XEeOAOTiB, TOrOYacHi MUCTELITBO3HABII IIOYaAM AATYBaTH
$pecKoBi po3nKCH 30BHIIIHIX rasepei Ta 000X CXOAOBUX
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Bexx Co¢il mouaTkom XII cToairTs, 3oxpema B. Aazapes
Ha0iABII BipOTiAHHMM IEPioAOM MOsABU GpPEcoK y 30BHilI-
HIX YacTHHaX cO6OPY BBa)XXaB KUIBCHKUI IIePioA KHSI3I0-
BanHs Boaopumupa Monomaxa (1113-1125) [15, c. 74;
16,c.22;17,¢c.79].

OaHak Ha moyarky 1970-x 3'IBASIIOTBCSI AQHI, SIKi CTaB-
ASITD ITiA CYMHIB MOXXAMBICTD 3HAHOI IIepePBU MiX 3aBep-
IIEeHHSIM BHYTPIIIHIX rasepeil i moyaTkoM GyaiBHHLTBA 30-
BHiIHIX. MucTeniTBO3HaBeIb [. AOIBUH, AOCAIAXKYIOUH CTH-
KU AIASTHOK $ppeCcKOBOTO THHBKY B MiCIISIX TPUMMKAHHSA CTiH
000X CXOAOBUX BEX AO KOHCTPYKLiii 30BHIIIHIX Ta BHYTpill-
HIX raAepei, 3CyBaB, IO POSIUCYBAAH I YaCTHHU OYAIB-
Al opHO4acHO. KpiM TOro, B A€SIKHX MiCIISIX MaficTpu-$pec-
KiCTM CITOYATKy IpaIjlOBAAH y 30BHINIHIM rasepel, a MOTiM
nepeMilaAucs y BHyTpinHio. Tox, SKIo MK II06YAOBOO
30BHINIHIX Ta BHYTPIlIHiX raAepen iCHyBaAa sIKach mepe-
PBa, TO BOHA He OyAQ TPHBAAOIO [25, c. 9-10; 26, c. 154—
160]. Y ueit mepiop MiHAIOTb CTapi IOTASAM i po3pO6HH-
KU KOHIIEIII[il TPHBAAOTO ImoeTanHoro 6yaiBuunTea Codil
Kuiscpkoi. 3oxpema FO. Acees, He mocuaaro4rcy Ha CIo-
crepexxeHHs [. AorsuHa, aHaAi3ye mipaMiaaAbHY KOMIIO-
aurtito Codii i AOXOAUTH BUCHOBKY, IIJO ABOIIOBEPXOBI BHY-
TpilHi Ta OAHOIIOBEPXOBi 30BHiIIHI rasepei, siki opMyrOTh
TaKy KOMIIO3UIIil0, BXOAUAH AO «IIEPBUHHOTO apXiTeKTYyp-
HOTO 3aAyMy>. BiamoBipAHO, 30BHIimHI rasepel OyayBa-
Ar 260 OAHOYACHO 3 BHYTpIlmHIMY, 60 3 He3HAYHUM 4a-
coBuM mipomixkkom [2, c. 62; 3, c. 13]. M. KpecaabHuit Ta-
KO3 BIAHIC IOOYAOBY 30BHIIIIHIX rasepeit A0 [TepioAy XKUTTSI
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Ia. 1. Codis KuiBcpka, cxipumit pacap. CyvacHuii cTaH.

3aCHOBHHKa cobopy, kusss SIpocaasa Myaporo [14, c. 68—
70] , Akui nomep y 1054 porri. BaxxanBuM miATBepAKeHHIM
TaKMX BUCHOBKIB cTaAa mybaikauis 1975 poky L Torpkoro
i}O. CrpireHKo pe3yAbrariB meTporpaivHuX aHaAi3iB r[po6
MYPYBaAbHUX PO3UHHIB Ta PO3YMHIB $PECKOBOrO THHDKY,
Biai6panux B ycix vactunax Codil. LTi AocAiAKeHHS BUSIBH-
AM OKpeMi AOTIOBHEHHS 1 BCTaBKH, aA€ CKAAA HAIIOBHIOBA-
4iB OCHOBHOTO pPECKOBOIO THHBKY Y IT ITHHABOBOMY SIAPI,
BHYTpILIHIX i 30BHIMIHIX raAepsix Ta y BeXXax 6yB OAHAKO-
BuM [32, c. 196-199, Taba. 1, 2; 34, c. 184-190]. Lle pano
MiACTaBY AAS BUCHOBKY ITPO Te, O $pecKu yCix JacTuH
cobopy Morau OyTH poOOTOI0 OAHIET APYXUHN MACTPIB
a60 KiABKOX APY>KHH, SIKi IIPAIffoBaAy 0e3 ICTOTHHX 4aco-
BHX iIHTE€pBaAiB.

Aocaipxenns koHcTpyknint Cogii Ha Apyromy mo-
Bepci niBaeHHOI BHyTpimHboi rasepei y 1978 poi mpo-
aopxuan 10. Acees, 1. Toupka i I Illtenpep. B pesyabrari
30HAYBAHHs 30epeKeHOro GpparMeHTy CXiAHOI TOpIIeBOl
CcTiHU i€l rasepel 35ICyBaAOCS, IO HIDKHS YaCTHHA I[bOTO
$parMeHTy IPUMHKAE AO 3BEACHOI paHillle AOIIATKH IIeH-
TPAABHOI IT SITHHABOBOI YaCTUHU XpaMy 6e3 I1epeB sI3yBaHHS,
aae Ha BUcoTi 3,11 M Bip mAAOTH MypyBaHHS AOTIATKH Ta CTi-
HU raAepei yTBOPIO€ CYLIIAbHUM MOHOAIT. Lle 3 oueBupHic-
TIO 3aCBIAYMAO OAHOYACHICTD IXHBOTO 3BEACHHS, TIOTIPH Te,
IJO CTiHa raAepel He MiCTUTb KaMEHIO, IPUCYTHbOTO Y CTi-
Hi IJéHTPaAbHOI YaCTUHHU [4; 5, c.20]. ITiaTBepAKEHHAM
TaKOT'O BICHOBKY CTAAO CITOCTEPEXXEHHS HaA 3aAMIIKAMHU
apPOK CKAEIIHb MePEeKPUTTS APYTOro IMOBEpXy L€l rasepel

Artistic Culture. Topical issues. Vol. 19. No. 2. 2023



10piit KOPEHIOK

Co¢ist Kuibcbka: Hapuc icTOpil AOCAIAKEHD

(Bouu 6yau 3py6aHi, OueBHAHO, B TIPOIeCi HAAGYAOBH 30-
BHIIIHIX raAeper ADYTUMHU IIOBEPXAMH i 3BEACHHS HAA HUMH
HOBuUX Kyrnoais y XVIII croairTi). CrocTepeskeHHs moka-
3aAM, IO CXIAHUH KOMIIAPTHMEHT MiBA€HHOI BHY TPilIHbOI
rasepei 6yB IABUINEHNUM, OCKIABKH TYT, O4€BUAHO, PO3-
TAIIOBYBABCS MITaTOPil, Ae KHA31 IIepeBAATAAUCS IIEpeA,
THM, SIK CAyXaTH CAY>X0y. BHaCAIAOK ITiABHIeHHS Iii€l yac-
THHHY TaAepel, Il CKACIIHHS TepeKpUBaA0 OapabaH miBaeH-
HO-CXiAHOTO MaAOTO KYIIOAQ, SIKHIT 3 60Ky rasepei He Ma€e
BikoH. Ile cBiAuMTb PO Te, 11O P 3BEACHHI I[bOT0 KyIIoAa
iCHyBaHHS APYTOTO IIOBEPXY TraAepei 3 MABUIEHUM IIepe-
KpUTTSM 6yAO 3amaaHoBaHe [4; S, c. 24-25]. Apyrwuii no-
Bepx MiBHIYHOI BHYTPIIIHbOI rasepel AOCAIAXKEHO He 6YAO,
AA€ CHMETPUYHUMI KYIIOA IiBHIYHOI CTOPOHH TaKOX HE MA€
KYIIOAIB 3 60Ky rasepel.

Y cepeanni 1980-x BUCHOBOK IO Te, 1110 6YAIBHUIITBO
Codii KuiBcbkol 6yao mporiecoM, sSIKuil He MaB iCTOTHHX Ite-
PepB Y Yaci, CTaB 3aTaAbHOBHU3HAHUM. AHAAI3YIOUH PE3yAb-
TATH TOTOYACHUX HATYPHUX AOCAIAXKEHD OYAiBAL coOODY,
O. Komeu A0A@B AO iCHYIOUHX apryMeHTIB KiAbKa BAACHHX
criocTepesxeHb. BiH 3BepHYB yBary Ha BiACyTHICTb BiKOH y CTi-
HaX 3aXiAHMX ITPUMilleHb XOPiB, IO CBIAIUTD Ha KOPHUTD OA-
HOYACHOI II0OGYAOBH LIeHTPAABHOTO SIAPA Ta APYTHX [IOBEPXiB
rasepemn. Sxbu APYTi IOBepXH BHYTPILIHIX raAepen movar-
KOBO He IAAQHYBAAHUCS, TO 3aXiAHI IPUMIII€HHS XOPiB OCBiT-
ATOBAAUCDH OH He AWIlre BiKHaMU y 6apabaHax KyTIOAiB, a i Bi-
KHAMH Yy CTiHaX, 5IKi BiACyTHi. [HmumM aprymenTom € mudep-
Hi KQpHU3H, Ki BIAMEXOBYIOTb AOIIATKH Bip PO3TAIIOBAHMUX
BHUIIE APOK Y IIPOCTOPaX APYTHUX IMMOBEPXiB BHYTPIlIHIX rase-
peil, sIKi XapaKTepHi AAsl iHTep epiB, a MK pacapAHUMHM AOTIAT-
KaMH i IMBKOAAMHU 3aKOMAp BOHHU TPATASIIOTCS Ay>Ke PiAKo.
OxpiM TOro, apKu ABEPHUX IIPOXOAIB, SIKi 3 €AHYIOTb XOpH
3 APYTHIM ITOBEPXOM raAepefi, He MatoTh IIPOPiAbOBAHOTO CTY-
IiHYATOTO OOASIMYBAHHS, IPUTAMAHHOTO apKaM yCix pacap-
HHUX ABepell Ta BIKOH [9, C. 203—204]. Boanouac pocaipHuK
HaBiB KiAbKa TaKHX $aKTiB, SIKi MOXYTb 6y TH KOHTPApryMeH-
TaMU. 30KpeMa BiH BKasye Ha BIACYTHICTb AepeB’;{HI/Ix 6pyciB,
sIKi OyAM QaHTHCeHCMIYHIMU KApKacoM OYAIBAI i pos3TamoBy-
BAAVCS ITiA IT'ITAMU QPOK HaA KAPHI3HUMHE IIAUTAMU AOIIATOK
i crin. Y HIDKHBOMY IIOBepci cObOpy Taki 6pycu 6yAu BcTaBae-
Hi B IT SITHL YCIX @POK, SIKi 3B SI3yIOTb ISITUHABOBE SIAPO i CTOBIIH
BHYTpilHix rasepe, LTi 6pycu 6yan o6py6ani 8 XIX croair-
Ti, aA€ Bip HUX 36eperA1/Ic;[ rHizpa. IIpore Ha Apyromy mosepci
BHYTPIlIIHIX rasepeii Taki rHizpa BiacyTHi. OKpiM TOro, CKAaA-
Hi Tpo¢iAi AOTIATOK, BUSBAEHI Ha MiBAGHHIM CTiHi IeHTPaAb-
HOTO sApa (moBHicTIO 30eperaacsi AMIIle OAHA TaKa AOIIATKA,
OCTaHHI AOTIATKH CTeCaHi, aAe ixHs mpodisboBaHa KOHPIry-
pallisl BUSHAYAETHCS 32 36epesKeHUMH HIDKHIMHI YaCTUHAMH)
AAS iHTep’epiB He THUIIOBi, y TOM 4ac sIK Ha ¢acapax TaKi AOIAT-
Ku Tpanasorbes [ 9, c. 204-205].

Hacrynauit koMIaekc mpo6aeM, OB sI3aHMI 31 CKae-
MiHHAMY, SKHMH [I€PEKPUBAAUCS APYTi IOBEpXU BHYTPilll-
HiX raaepeii, ski 6yAu nmoBHicTIO 3py6ani y XVIII croair-
Ti. Ha pexoncrpyxuii 3osrimapOr0 Burasay Codiicbkoro
cobopy, BuxoHaHi# B cepearti 1950-x poxis FO. Aceeum,
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M. Kpecaabaum i B. BoAkoBmM, sika AOBIHiT 9ac BBaXka-
AACsl XPEeCTOMATINHOIO, yCi KOMITAPTUMEHTH APYTHUX I10-
BepXiB BHYTPILIHIX raAepei MepeKpUTi HHAIHAPUIHUMK
CKACMIHHAMM, OPiEHTOBAHUMH ITOTIEPEK AOBXHHH rasepert
(iA. 8). Aae AOCAIAKEHHSMH, TpoBepeHUMH Y 1978 porri
0. Aceesum I. Tonpxoro i I. Illenpepom, 6yao 3'sicoBano,
IO AASL HEBUCOKHUX 3aXiAHMX KOMIAPTHMEHTIB APYIo-
ro IOBEepPXy TaKe BUPIIIEHHS He MOXEe BIATIOBIAATH AlM-
cuocri. I[lpu Takiit KoHCTpyKIii BHYTpimHi monepeysi
apKH, IO MAAU M ATPUMYBATH IT SITU [TOTIEPEYHHX L{HAIH-
ApiB, 6yau 6 HapATO HE3bKUMH. TOMY aBTOpPH AOCAIAYKEHHS
1978 poxy 3anponoHyBaAU HOBY PeKOHCTPYKIIio, B SKiH
1ji KOMIIAPTUMEHTH IepeKPUBAAUCS XPelaTUMH CKAeIIiH-
HSIMH, sIKi 301ABIIYBAaAN BUCOTY BHYTPIIIHBOIO IIPOXOAY
3a PaXyHOK pO3IaAy6OK, pO3TAlIOBAHUX II0 AOBXKHHI ra-
Aepel [S, c. 16,22 25,27]. I'padiuni pexoncTpyxii Ba-
PiaHTY IepeKpUTTS APYTOTO MOBepXy TaAepeil XpemaTH-
mu ckaeninnamu sukonani I Illenpepom (ia. 9). Ipu Ta-
KOMY BHpillleHHi IIepeKPUTTIB, $pacapl APYroro moBepxy
BHYTPIIIHIX raAepeit 36eperan saBepuIeHHs MBKOAAMH 3a-
xomap (ia. 10), sk i Ha yciX momepeAHix peKOHCTPYKIFisX.
IIpuHIMIIOBO BiAMiHHMIT BapiaHT IIePEKPHTTIB rasepei 3a-
npomnonysas I. AorsuH, sIKHil 06CTOI0BaB AYMKY IIPO Te,
IO BEPXHi IIOBEPXHU BHY TPIIIHIX rasepel 6yAn MepeKpPUTi Ta-
KHMH 5K KyTIOABHHMH CKACTIIHHAMM Ha BITPUABHUKAX, SKH-

MU IePeKPHTi i HIKHI TOBEpPXH, a TAKOX yCi MpUMillleHHs

Ia. 2. Cxipnmit gpacap i maan nepmoro nosepxy Codii Kuiscpkoi,
kpecaeHHs A. Isanosa, 1810 (sa my6aikaniero M. Kpecaasnoro [ 14,
puc.21])
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nip xopamu [27]. I. Aorsun pospo6us cBiit Bapianr rpa-
$igHOT peKOHCTPYKILii, 3 KYIIOABHUMU IOKPHUTTSIMU APYTHX
MTOBEPXIB raAepew, 10 y MOPIiBHAHHI 3 yCiMa IonepeAHiMu
BapiaHTaMHM PEKOHCTPYKILiN IIOMITHO 3MiHUAO 30BHILIHIM
Burasip cobopy (ia. 11). AHaaisyrouu o6uaBa BapianTH pe-
koHcTpykii, O. KoMeu Bip3HauMB, 1[0 TEOPETUYHO KOXEH
3 HMX MOYKAMBHI, AA€ BapiaHT 3 KYyITOABHUMHM CKAETTiIHHAMU
Biporipnimmuii, 60 xpemari ckaeminss y Kuesi XI croair-
51 He BipoMi [9, c. 207]. Mu He 6yaeMo ponoHyBaTu cBOi
AYMKH 3 ITbOTO IPUBOAY, 2 3B€PHEMO yBary Ha HU3Ky HEeBH-
PILIEHIX [TUTAHb, OB SI3AHHX 3 PEKOHCTPYKIIEIO IIePEKPHUT-
TiB HaA HalOIABITMMU KOMITAPTUMEHTAMH, APYTUX IIOBEPXiB
BHYTPIIIHIX TaAepeH, SKi MaAU IPUMHUKATH AO TOPII€BUX
CTiH paMeH TPaHCeITa Ta AO 3aXiAHOI TOPLIeBOI CTiHU IjeH-
TPaAbHOI HaBH.

e Tpu HaitbiABIII 3a MAOIIEI0 KOMITAPTHIMEHTH APY-
I'MX [IOBEPXiB BHYTPIllIHIX raAeper, ITMPUHA KUX AOPIBHIOE

Ia. 4. [lepBuHHMIT BUTASIA
3axianoro dacaay Coii
KwuiBcpkoi, pekoncTpykiiist O.
Coanriesa, 1840-8i

(3a my6aikartiero M. Kaprepa
[8, puc.28,2])
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Ia. 3. IlepBunHuii BUrAsip
cxipaoro pacapy Codil
Kuiscpkoi, pekoncTpykiyis .
Coanrnesa, 1840-8i

(3a my6aikaniero M. Kaprepa
[8, puc. 28,1])

HMIMPUHI paMeH TPaHCeNTa Ta IIMPHHI I[eHTPaAbHOI HaBU.
Ha ycix icHylounx peKOHCTPYKIifAX, y TOMY YHCAi i Ha pe-
KOHCTPyKil I. AorsuHa BOHHU IIepeKpHTi IMAIHAPIYHN-
MU CKACMiHHAMH, aHAAOTIYHMMH 10 POPMi Ta IHPUHI THM
CKACTIHHAM, IKMMH ITepeKpUTi paMeHa TPaHCeIT Ta 3aXipHa
JaCTHHA IIeHTPAABHOI HaBH, AUII TPOXH HIDKYE PO3TAIIOBa-
HHUMH. CyMHiBiB y TOMY, 10 Taka popMa MepeKpUTTIB ITIX
OMITAPTUMEHTIB BiAITIOBIiAQ€E AIFICHOCTI, AOBIHUI Yac He BH-
HHKAAO Hi y Koro. Ase pobaeMa IOASITa€ ¥ TOMY, IO AOCI
He 3'5ICOBAHO, SIKUM YMHOM Iii CKACTIIHHS CIIOAYYaAUCS i3 30-
BHIIIHIMU TOPLISIMU TPAHCEIITa Ta HABH. 3aXiAHUH KOMIIap-
THMEHT LIeHTPAABHOI HABH 3 FI0T0 TOPLIEBOIO CTIHOIO OYAO
spy#HOBaHa y XVII cTOAITTS, a TOpLi paMeH TpaHCenTa
36eperaucs po6pe. Illonpasaa IxHi BepXHi YaCTHHU AO I1O-
AOBHIHY BICOTH 3aKOMap OOIINT] GASXOI0 Cy4acHOIO I10-
KPHUTTS AAXy, aA€ HIDKHI 9aCTUHH B IIPOCTOPIi ropuina Ao-
crymHi Aast BuBdeHHs. L]i vacTiHE cBOro yacy obcrexus

Artistic Culture. Topical issues. Vol. 19. No. 2. 2023



10piit KOPEHIOK

Co¢ist Kuibcbka: Hapuc icTOpil AOCAIAKEHD

1a. 5. TepBunnmit Burasa cxigaoro dacapy Codii Kuiscpkoi micas
3aBepIIeHHs IePIIOTO eTarly GYAIBHULITBA, PeKOHCTPYKLis

L. Mopriaescskoro i K. Konanra, 1940-5i (3a my6aikaniero

M. Kaprepa [8, puc. 34, 1])

apxirexrop B. Oruenamxo, sikuit Hi 3 miBHIYHOrO HOKY,
Hi 3 IBAGHHOTO He BISIBUB KOAHUX O3HAK IIepeB I3yBaHHS
260 CAiAIB TPUMMKAHHS MypPOBAHOTO [IEPEKPHUTTS APYTHX
ITOBEPXiB BHYTPIMIHIX raaepefi. BiamosiaHO A0 11bOTO dax-
Ty, EAVHHM BapiaHTOM MOe OyTH IPHITYIIeHHs PO Te,
10 KOMIIAPTUMEHTHU BHYTPIIIHIX raAepen, SKi IPUMHKAAK
AO TOpLIB TPAHCEITa, He MaAK IepeKpuTTs. To6TO B nux
YaCTHHAX BHYTpIilllHi rasepel He 6yAH HaA6YAOBaHi ApyTuMHA
ITOBEPXaMH, IO CYTIEPEUUTD YCIiM PEKOHCTPYKITiSIM ITepBUH-
Horo Burasiay Codil, siki iCHyI0Tb CbOrOAH.

He BupimeHny ocraToyHo mpobAeMy IepeKpuT-
TsI 30BHIIIHIX raAepeil Ha [bOMY MOXHA OYAO O TIOAHIIK-
TU. AAe Ha MiBHIYHOMY TOpINi TpaHCeNTa 36epirc5{ AOCHUTH
Beauxuit (A0 2 M2) ¢pparMeHT THHbKYBaHHA. 3rapyloun
npo et pparmenrt, O. Komeu po6us npumyimeHHs, o e
Mir 6YTH 3aAMIIOK THHBKY IHTep €pHOTO $ppecKOBOro pos-
ncy. OpHak Ha pparMeHTi BIACYTHI caipn papboBoro mapy,
tomy O. Komeu He BUKAIOUAB BapiaHTY, 110 1je Mir 6yTH 3a-
AUIIOK $aCapHOTO THHBKYBAHHS [9, c. 205]. Sxmo ne Tax,
TO BUIIAMBAE OYEBUAHUI BUCHOBOK IIPO Te, IO BHYTPill-
H TaAepes y ITbOMY MicCIli He MaAa IepeKkpuTTs. bansbko

}j'

Ia. 6. [epBurnmMi Burasp cxigaoro dpacapsy Codii Kuiscpkoi
ITiCASI 3aBePIIEHHSIAPYTOIO eTaIly OYAIBHULTBA, pEKOHCTPYKIILS
K. Konanra, 1940-5i (3a my6aikanieio M. Kpecaabroro

[14, puc. 31])

ABOX AECATHUAITH TOMY IiBHIYHOMY TOPLIIO TPAaHCENTa Co(l)i'l'
Oyaa npucssiuena crarrs L. Aopodienko ra B. Oruenamxa.
Ii aBropu 3 meBHicTIO KBaAiiKyIOTD PparMeHT TUHBKY-
BaHHS HA HbOMY SIK 3AAMIIOK $aCAAHOTO THHbKYBaHHS [ 7,
c. 18]. 3a AaHMMH CTATTi, HAMOBHIOBAYEM POZIHHY IIbOTO
THHBKY € IleM SIHKA TOHKOT'O IIOMOAY, IO cKAapae 25-30
9% BiA MacH BaITHSHOIO B'SDKYYOTO,  TAKOX Ay0 sIHi BOAOK-
Ha Ta cKaAku [7, c. 17]. Api6HoauCTIepcHA HeM sTHKA € TH-
[IOBMM MiHEpaABbHHM HAIIOBHIOBAYEM AAS 0OMa3oK dacaa-
HHUX CTiH, aA€ POCAMHHI KOMIIOHEHTH B HUX He BUKOPHC-
TOBYIOTBCS, 2 AASI THHBKY BHYTPIIIHIX $pecok BOHU Make
0608’s13xk0Bi. He 3’s1coBaHNM AMIIAETHCS | AATYBAHHS LIHOTO
THHBKY, OCKIABKY AY0 SIHI BOAOKHA, PO SIKi [IMIIYTh aBTOPU
CTaTTi, XapakTepHi aas ppeckoBoro THHbKY XII cToAiTTS,
ay ¢peckax XI cTOAITTS aGCOAIOTHO IIePeBAXKAIOTD CideHi
crebaa coroMuL. Y 3B'3Ky i3 LIUM IAKPECAUMO, IO HA BiA-
MiHY BiA APyroro noBepxy MiBA€HHOI BHYTPIiIIHbOI rase-
pei Coii, Aoocaip>keHOT0 MaibKe MBCTOAITTS TOMY, APYTHI
MOBepX 1 MBHIYHOI BHYTPIiIHbOI raAepel >KOAHOTO pasy
AETAABHO He AOCAIAXXYBaAHM, i 3AAMIIKIB Ii IEPEKPUTTIB
Aoci HixTo He 6auus. Tox mepure, o Mae 6yTu 3pobaeHe

1a. 7. Tleppunnmuit Burasia Codii Kuicpkoi micast saBepureHHs
nepmoro erarmy 6yaiBHUITBA, pekoHcTpyKiis FO. AceeBa
i M. Kpecaabroro, 1950-Ti
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1a. 8. IepBunnuii Burasip Codii Kuiscpkoi micas 3aBepeHHs
Apyroro eray 6yaiBHuIITBa, pekoHCTpyKiis FO. Aceesa,
M. Kpecaapnoro i B. Boakosa, 1950-Ti
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Ia. 9. PexoHCTpyKIIisl IepeKPUTTS APYTOTO IOBEPXy BHY TPIlTHiX
raaepeit Codii KuiBcpkoi, BapianT xpemarux ckaemninb IO. Aceesa,
I. Toupkoi i I. ITrenaepa (3a my6aikarieto asropis [4, puc. 18])

IIPH IIOAQABIIOMY BUBYEHHI IIepEeKPUTTIB APYTOTro MOBEPXy
BHYTPIIIHIX rasepeM 1ie 30HAYBaHH IXHIX 3aAUIIKIB Ha ITiB-
HIYHi¥ CTOPOHI.

3BepHIMOCS AO AOCAiAKEHD HEAABHBOTO MUHYAOTO,
SKi Aaau 1TiKkaBi pesyabTaTh. ¥ 2013-2014 pokax y mporjeci
mpo¢irakTHIHOI KOHCepBallil MO3aiK, pO3TAlIOBAHUX Y IiA-
KymoabHOMY npocropi Codil, Ha HmiBHIYHO-3aXiAHOMY ITiA-
KYIIOABHOMY CTOBII 6YAO BHAQA€HO CTape pecTaBparfiiiHe
ToHyBaHHs. [1ip HuM GyAu BusiBAeHI dpparmeHTH Ppecky,
SIKa Y BePXHIiX YaCTHHAX IePEeKPUBAETHCA MO3AIYHUMU OpHa-
MeHTaAbHUMHU ppusami (ia. 12). Takum unHOM 3'CyBarOCH,
IO MO3al9Ha AeKOpaIlis MiBHIYHO-3aXiAHOTO CTOBIIA HE 6yAa
Ha HbOMY ITePBUHHOIO,  3aMiHHAA PpPecKy, SIKOIO I1eH CTOBIT
OyAO PO3INCAHO AO TOTO, SIK Ha HbOMY 3'SIBHAACS MO3aiKa.
TIpoBeaeHi 30HAQKHI AOCAIAXKEHHS B iHIINX YaCTHHAX ITiA-
KYTIOABHOTO IPOCTOPY BUSIBHAHU IIle KiAbKa AIASHOK, A€ MO-
3aiKa IIepeKPUBAE HE AO KiHIIs 3py6aHm71 NepBUHHUM $pec-
KOBMI pO3IIHC [10, c.91-103]. LIe BIAKPHTTS CIIPOCTYBa-
AO TPAAULIIHY TOUKY 30pY, 3a KO0 poboTa Has ppeckamu
y Co¢il KuiBcpkiit posmogaAacst micAs TOTO, K OyAH 3aBep-
uteHi yci ii Mosaiku [ 15, c. 26, 38, mpum. 4, 125; 16, c. 65].
Craro 04eBHAHO, IO MPUHANMHI SIKaCh YaCTHHA MO3aid-
HOI A€KOpallii IAKYITOABHOTO IPOCTOPY 3’ ABUAACS ITiCAS
TOTO, 5IK B cOO0pi Bixke icHyBaau Pppecku. Lle marBepanso
AYMKY AOCAiAHMIN coifichkux Mo3aik B. AeBunpkoi, sika
B 1960-x pokax ITrcaAa, o MO3aiKu MAKYIIOABHOTO KiABIIS
OyAM OCTaHHIM eTarroM poboTH Hap MO3AIYHUM aHCAMOAEM
Co¢ii. Taxy AyMKy BOHa apTyMeHTyBaAa KOAOPHCTHIHUMU
BiAMIHHOCTAMHM MO3aiK IIIAKYIIOABHOTO KiABIIS IOPiBHSAHO

XyAOXKHS KyAbTYpa. AKTyaAbHi mpo6aemu. Bum. 19. 9. 2. 2023
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1A. 10. Burasip Codii KuiBcbkol 3 XpeIaTuMu CKAEI HHIMU APYTOrO
HOBepXy BHYTpiHixX rasepeii, pekoHcTpykiis FO. Aceesa,
1. Touskoi i I Illrenpepa (3a my6Aikarfiero aBToOpiB (4, puc. 22])

3 OCTaHHIM MO3alYHMM aHCaMOAEM, a TAKOXK HIDKYOKO sKic-
TIO CMAABTOBOT'O MaTepiaAy, IKUM BUKOPUCTOBYBABCA Y LIk
vacruni [23, c. 78, 182-183]. Ha HunimHiit cTaaii Aoocai-
ASKEHD 11efl BUCHOBOK B. AeBHUIIbKOI AOIIOBHIOETHCS HOBUMH
AQHHMMH, SIKi CBIAYATD, I[O MO3AIKH I AKYTIOABHOTO KiABILS
OyAM He AMIIIe OCTAHHIM €TaroM BUKOHAHHS MO3al4HOTO aH-
CaMOAI0, aA€ eTAIIOM YaCTKOBOI'O OHOBAEHHSI BXKE iCHYI0YO1
Aexopatiii cogificpkoro iHTep’epa i3 3aMiHOIO AESIKUX paHi-
Ile BUKOHAHUX Pppecok Mosaikamu. KoHcepBauifiti poboru
2013-2014 poxis He oxonuau BiBTapst Codil, ase 3 puiuTo-
BaHb, BCTAHOBAEGHHUX Y IIAKYTIOABHOMY IIPOCTOPI, YAl OrAsi-
HyTi $parMeHTH MO3AiK, SIKi 30€perAvcs Ha MiBHIYHIA cTiHi
BiBTapHOI BiM. 3a sIKicTIO HA6OPY AesIKi 3 [UX GpparMeHTiB
MOAIOHI A0 AIASTHOK MO3aik 3aXipHOIL Mapy MAKYTIOABHUX
croBIiB. ToMy He BHKAIOYEHO, IO 1ji pparMeHTH € 3aAHII-
KaMH MO3aiK, SKi 3aMiHHUAM ITepBUHHI ¢ppecKoBi posmucy,
SIKUMH MOTAQ Oy TH pO3IIICaHa BiBTapHa 9aCTHHA AO IIOSIBU
B Hill MO3ai4HOI AeKopartii.

Ha cporopHi 11e aniie rirmoresa, oAHaK 30BCiM HEAABHO
3’ IBUAUCS dakTH, AKi AO MEeBHOI MipH MOXXYTb PO3TASIAATUCS

Ia. 11. Burasp Codii KuiBcbkoi 3 KyOABHUME CKACTIIHHAMUI
APYTOTO MOBepXy BHYTPIilllHiX raAepeit, pekoHcTpykiyis I. Aorsuna
(3a my6aixanieto asropa [26, puc. 33])
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SIK AOTHYHe il mATBepAKeHHS. Y 2021 porri mepea cxigHIM
TopIeM HiBHIUYHOI 30BHimMHbOI rasepei Codii apxeororn
T. Bo6poscskuit i B. Kosioba po3KomnaAu 3aAUMIKE BEAHKOT
aTICHAM, TIAOIIA AKOI CIIBMipHA IAOII allCHAU TOAOBHOT'O
codiitcproro Bibraps (ia. 13). Poamipu 36epexeHnx HIK-
HIX psIAIB AIHQH CTiHM aTnCHAM 36irafoThCst 3 pO3MipaMu
miadu XI croairTs iHmmx vactun Codiitcbkoro co6opy,
10 BKa3y€ Ha OAHOYACHY H06YAOBY L€l aliCUAHM i TaAepel [6,
c. 94-98]. Tox y cxipHiil YacTuHi niBHIYHOT 30BHIIIHbOT
raAepei icHyBaAa He HoOrpebaAbHa KAIIAHISL, SIK BBAXKAAOCS
pasine, a epksa 3 BeAukuM BiTapeM. Ilo nepumeTpy mis-
KOAAQ Lji€l aliCHAY 30eperaacsi OCHOBa AABH CIHTPOHY, SIKHIT
MaB mupuHy A0 0,97 M, IPUOAU3HO TaKy X, SIK ABOPiBHEBHIT
CIHTPOH B arcuai roaoBHOrO BiBTaps. Le cBiAuuTh 1MpO Te,
Y BiBTapi 1€l [[ePKBY MPOBOAUAUCS YPOUIMCTI apXi€PenChKi
CAy>K6H. Ane 11ikaBUM QaKTOM € Te, IO CIHTPOH Iji€i arcupn
OyAyBaBCsI He OAHOYACHO 3 HEIO, a Yepe3 [eBHHUI IIPOMDKOK
gacy. Le 3acBipdye map THHPKOBOTO PO3YMHY i3 3aAMIIKA-
MH QPeCcoK y MPOMIXKKY MiXXK MypyBaHHAM CIHTPOHY i CTi-
Hoto ancupt [6, c. 99]. To6To noyaTkoBo y 60KOBii Lepk-
Bi apxiepenchpKi CAY>XOH IIPOBOAUTH He IaaHyBasn. OpHaK
yepes ASKHI Jac, KOAU IIepKBa y rasepei i il arcupa 6yAn
posmucaHi ppeckaMu, BUHUKAA HeOOXIAHICTD IIpUCTOCYBa-
TH 1i AASL apXi€EPENCHKOTO 6orOCAy>1<iHH5L Taka HeoOXiAHICTD
MOTrAQ 6y TH BUKAMKAHA TUMYACOBUM IIPUIIMHEHHSIM CAY>KOU
y TOAOBHOMY BiBTapi cob0py, 1110 HaiOiABII BIpOTiAHO MO-
TAO ITOBSI3yBaTHCSL 3 f0r0 peMoHTOM. [Ipuiryckaemo, o e
MOTrAO GyTH AOIIOBHEHHSI BiBTapsi HOBUMH MO3aiKaMH, SIKi
HOTpebyBAAU BCTAHOBAEHHSI PHINTOBAHb. AA€ MATBEPAU-
THU YM CIIPOCTYBATH TaKe IPUITYIIeHHI MOXYTh AMIIE Ha-
TYPHIi AOCAIAYKEHHS BIBTAPHUX CTiH i3 30HAYBaHHAM MiCIib
CTHKYBaHHs Mo3aik i ppecok. OAHAK TaKUX 30HAYBaHb
HIXTO IOKH IIJO He IIPOBOAUB, OCTAHHIH pa3 CTiHU BiBTaps
Coil AocAiAKyBaAKCS TpH KOHCePBAIlil BIBTApHUX MO3aiK
y 1953 poui [11, c. 231, 232]. Tlicas 3aBepmieHHs Lji€i KOH-
cepBarlii ycs IIAOIIA HOTO CTiH i CKACIIHb, Ha SIKif He 36epe-
raucst Mo3aiku uu ppecku XI cTOAITTSL, 6yaa Marbke CYLiAb-
HO BKpUTa HeTpasbHuM ToHOM (ia. 14).

TyT BapTo mpurapary, mo y 1983 porui pecrasparop
IT1. Pepbko IpOBOAYIB 30HAYBaHHS CXHAIB BiBTApHOI apKu
3 METOIO BUSBACHHS QParMeHTiB Mo3aiku (MO3aiKu CXHAIB
L[i€] APKHM IMOBHICTIO BTPaveHi, HMHI Ha HUX OAIMHI PO3MUCH
XIX croairTs). 3aAnmKiB Mo3aiyHOTO Ha6OpY BiH He BH-
SIBUB, aAe 30epexeHi Iapy MO3aiYHOrO THHBKY 3 BIAGMTKA-
MU Haﬁopy 6yAH sHanAeHi. OAHAK AOCAIAKEHD BUSIBACHOTO
MO3aIYHOI'O THHbKY y TOM 9ac He IIPOBOAMAH, Ta 1 CaMi 30H-
A HezabapoM sammakaroBaar. OAHAK BiBTapHA apKa € BU-
HATKOBO IIIKaBUM MiCI}eM, OCKiAbKHM Ha II CXiAHIM oI icHye
A06pe 36epe>KeHm71 $peckoBuil OpHAMEHT, IKUN PO3AIASIB
MO3aiKH, [0 KOAUCh PO3TAIIOBYBAAUCS Ha CXHAAX BiBTap-
HOI apKH Ta y CKAeIiHHi BiBTapHOi BiMu. Skmmo mposectu
30HAYBAHHS CXHMAIB BiBTApPHOI apKHM i BIAKPUTHU 3a AMIIKH
36eperxxeHOro Ha Hiil MO3aiYHOTO TUHBKY, MOXYTb OyTH BU-
SIBA€HI MICIIs FIOTO CTHKYBaHHS 3 pPeCcKoo, a oTxe Oyae
35ICOBaHa [TOCAIAOBHICTD BUKOHAHHS 060X BUAIB AKOpAiL.

XyAOxKHS KyABTypa. AKTyaAbHi mpobaemu. Bum. 19. 4. 2.2023
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Ia. 12. ITiBHiYHO-3aXiAHHI IAKYIIOABHHI CTOBII 3 MO3aiKaMH, sIKi
NepepUBAIOTh 3AAUNIKY PaHillle BUKOHAHOI GpecKu

AmnaAoriuHi 30HAQKHI AOCAIAYKEHHS MalOTh 6yTn IIpoBeAe-
HiiHa CTiHAaX Ta CKAEIMIHHSAX BiMH, A€ ITiA IIAPOM HENTPaAb-
HOT'O TOHY MOXYTb OYTH PeIITKA MO3aI4HOro Ta PppecKo-
BOT'O TUHDKY.

Ha 3aBepmieHHs 3rapa€Mo Ipo TillOTe3y, BUCAOBAE-
Hy B 1990-x poxkax I. Torpkoro, sika 3BepHyAa yBary Ha He-
CTAaHAAPTHHUI XapaKTep MyPyBaHHS B HilllaX 30BHIIIHbOL
cTinm nenrTpaabHoi ancuau Co¢il Kuiscpkoi i mpuryc-
THAQ, 1[0 TTIOYATKOBO Iie 6yAH He Hillli, a BiKHA, SIKi Mi3Hi-
Ile 3aKAQAM AASL TOTO, {06 OTPHMATH B AIICUAL IIAOLLY,
HeOOXIAHY AASL pO3MileHHS MO3aiKM i3 306pakeHHIM

Ia. 13. Tlepsunnnit surasip Codii Kuipcbkoi, pekoncrpyxkis 0.
Aceepa, M. Kpecaabnoro i B. BoAkoBa, 3 AONOBHEHHSM anCUAH,
PO3KOTIaHO] MepeA 30BHINTHBOIO MiBHIYHOO rasepero y 2021 pomi
(3a my6aikanieto T. Bo6poscbroro i B. Koxtobu [6, puc. 11, A, B])
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1a. 14. Cxaenings i crinu Bimu rosoBHOTO BiBTaps Codiil Kuiscpkoi,

BKPHTi HeATpaAbHIM TOHOM. CydacHHI CTaH

«Esxapucrii» [35]. Aymky L. Torpkoi possunys O. Aipos,
SIKMM BUCAOBUB TillOTe3y, 1[0 y MEPBUHHIN IPOrpaMi Bi-
BrapHoi Aexoparii Codii KuiBcpkol «EBxapucris> Oyaa
BiACyTHs. BoHa € misHiMM AOIIOBHEHHSM, SKe 3’sIBUAACS
B yacu muTponoauta Edpema (1054/1055-1065), xoan
cIoKeT «EBXapHCTii»> HabyBa€ aKTYaAbHOCTI, ITOB sI3aHOI

3 MIOAEMIKOIO Bi3aHTIMCHKMX 6OrOCAOBIB Ta AATUHSH CTO-
COBHO €BXaPHCTUYHOIO XAi6a, 1110 0COOAMBO 3arocTpHAa-
cs1 HartepepoAHi poskoay Llepksu Ha CxipHy Ta Ha 3axipHy
(1054) [24, c. 164, mpum. 2]. Cporoani Mu He MaemMO $aKTiB
AASL TATBEPAJKEHHS LIi€l riTOTe3H, aA€ y CBIiTAl Pe3yAbTaTiB
OCTaHHIX AOCAiAKeHD HiAKyIIoABHOTO IpocTopy Codii mo-
IIYKH Y IIbOMY HaIllpsIMi BUAQIOTHCS IIep CIeKTUBHUM.

BucHosku. Y niit ctarTi He OyA0 mopymeHo 6Oa-
raThbOX BOXXAMBUX TeM, 30KpeMa He 3TapaHo Ipobaew,
[OB’sI3aHUX i3 BIBTapHMMHU Oropokamu. B AomaTkax
apK¥ FOAOBHOTO BiBTapst 36eperancs saMypoBaHi rHizpa
Bip TeMIAOHY oropoxi. B 2014 porri rHi3A0 Ha MiBHIYHIN
AoIaTLi OyAO 3BiAbHEHE Bip III3HPOIO MyPYBaHHS, aAe pe-
3YABTaTH AOCAIAYKEHHS I[bOTO THi3Aa He OIyOAiKOBaHO.
Taxi 3aMypoBaHi IHi3pa iCHYIOTh B AOIIATKAX apOK OOKO-
BUX ITPHAIAIB. 30HAYBaHHS )XOAHOTO 3 HUX He IIPOBOAUAO-
Csl, i MM He 3HAEMO, YU 1]€ IHi3Aa Bip TEMIIAOHIB BiBTApHUX
OTOPOXi, Y B HMX, MOXKAMBO, KPIIUAKCS APOTH AA 3aBic,
SIKUMH 3aKpUBaAKCs 60KoBi BiBTapi. OcobAnBoIO TEMOIO
€ mi3Himi AOIIOBHEHHS pPecKOBOro aHcaMbA0. Aesiki Ao-
IIOBHEHHS IPUBEPHYAHU yBary Ije Ha I04YaTKy MUHYAOIO
CTOAITTS, i HUHI BOHH B AiT€PaTypi A€TAAPHO OIHMCAaHi.
IHIni AOTTOBHEHHS MOGDKHO 3rapAyIOThCS i AOCI AMIIAIOTD-
Cs HEAOCAiAKEeHMMH, X04a BOHHU 1iKaBi B 6araTbox acrek-
tax. [lepepaxoByBaTu yci micus, ski 8 Codil KuiBcpkii
IOTPeOYIOTh ACTAABHOTIO AOCAIAKEHHS, y Wil cTaTi He-
Ma€ Hi MOXXAUBOCTI, Hi moTpebu. ITiaAkpecanmo Aum Te,
IO BUPIMIEHHS KOAHUX IPO6AEM, ¥ TOMY 4HCAL IIPO6-
A€MH, [TOB’SI3AHUX 3 AATYBAHHSM [1aM SITKH, He MOXe 3a-
MIiHHUTH AOCAiAXKEHD 11 MaTe€piaAbHO-IIPEAMETHOI CTPYK-
Typu. Taki AOCAIA>KeHHS MOBUHHI OYTH MPiOPUTETHIMHU
i caMe iXHi pe3yAbTaTU MalOTh 6yTH OCHOBOIO 6yAb-$IKOI‘O
TEOPETUYHOI'O BUCHOBKY.
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Kyiv’s Saint Sophia Cathedral: An Outline of the Research History

Abstract. The paper focuses on the history of the research of Sophia of Kyiv from its first measurements made at the beginning
of the 19th century to the present day. Listed are the research problems that emerged at each stage of research, whether slved, un-
resolved, or polemic. The reconstruction models of Sofia, proposed at different time periods, reflect the ideas of the the original
appearance of the temple are reviewed and compared. The results of the research of the Saint Sophia, which changed the traditional
conceptions about the order of execution of its mosaics and fresco decorations are analyzed, as well as the publications on the ex-
cavations that revealed the previously unknown parts of the catherdral.

Keywords: Saint Sophia of Kyiv, cathedral, foundation walls, overlaps, brickwork, mosaics, frescoes.
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Mucrenrso KoHTppedopMaril
HA CAY>KO1 IIPAaBOCAAB s
3MiHU XYAOXKHDBOI KOHLIETILIIT YKPAIHChKOI'O IKOHOCTACA

B Apyrin uepTi XVII croaiTTs

The Counter-Reformation Art Serving
the Orthodoxy
The Changes in the Artistic Concept of Ukrainian
[conostasis during the Second Quarter
of the 17 Century

Anotanis. [TpoanaaizoBano npuunny, sKi B ApyTii uBepTi XVII CTOAITTS 3yMOBUAM KOHCTPYKTUBHO-IAACTHYHI 3MiHH YKPAiHCHKHX
IKOHOCTACIB i 3aKAQAH TiABaAMHI GOPMYBaHHS XYAOXKHbOTO 00pasy yKpalHChKOro ikoHOcTaca repioay Bapoko. ITepea cepeannoro
XVII cTOAITTS yKpaIHChKHUIT iIKOHOCTAC HabyBa€ MOHYMEHTAABHOCTI i YCKAAAHEHO]I ITAACTUYHOCTI TPAaKTYBaHHS $pacapHOI OBepX-
Hi 3aBASIKH BBEACHHIO PO3KPIMIOBAHOTO OpAEpa, FAMOOKIX HIlll AAsI IKOH 1 IIPOXOAIB y BiBTap, a TaKoX 3A00yBae BUHATKOBO barare
peabedHe pispOreHe 03A00AEHHS, IO B IIAOMY AOAAAO IIPOCTOPOBOCTI HOT0 APXITeKTYPHiit KOMITO3HIIL. 3a3HaYeHi KOHCTPYKTHB-
HO-TIAACTHYHI XaPAKTEPUCTUKY IKOHOCTACIB 3'IBASIFOTHCS B ITePioA apXillacTUpchkoi KapeHIil murpomnoanta [Terpa Morman Ta gik-
CYIOTBCSL B TUX IKOHOCTACAX, CTBOPEHHS SIKUX BiAGYBaAOCS 32 FIOrO 6e3MocepeAHbOro abo HempsIMOro CIPHSIHHSL. Y CTaTTi BUCAOB-
A€HO TiIIoTe3y, IO KOHIIEIIIi0 HOBOTO XyAOXKHBOI'O 00pasy IKOHOCTAca SIK MOHYMEHTAABHOI Ta IIPOCTOPOBOI apXiTeKTyPHOI paMu
cdopmyatosas [Terpo Mormaa B KOHTEKCTi pO3TOPHYTOI HMM ITporpaMu 3 peHoBarii I IpaBocaaHOi TepkBu Ykpainw, sKa, 30Kpema,
OXOTIAIOBaAa Cdepy IIePKOBHOTO MUCTEITBA Ta XYAOXKHBOTO 0popMAeHHs XpamiB. 3aayM ITeTpa Moruau moao OHOBAGHHS apXiTek-
TYPHOrO 06pasy IkOHOCTaca IPYHTYBABCs Ha IPArHEHH] HAAATH GiABLIOL XyAOSKHbOI BUPA3HOCTI 10ro $opMaM Ta ekcrpecii pispOae-
HoMY Aekopy. i pricu Ha TO#t MOMEHT OyAM BAQCTHBI BIBTapsiM KaTOAUIbKIX xpamiB Peui ITocmoanToi, crBopeHnM y 6apoKoBiit cTu-
Aicruni. ITpuitomu 3Ha4HOTO eMOLIfHOTO BIIAUBY Ha BIpHUX, BUPOOA€H] ITOCTTPUAEHTCHKIIM MECTELITBOM SIK IHCTPYMeHT 60poThOH
KaTOAHMIIBKOI LiepKBH 3 iaesiMu PedopMmartii, BUSIBHAKCSI AOPEUHHUMHU AASI IIPABOCAABHOTO MUCTeNTBA KHIBChKOT MUTpPOTIOAI, siKa micAst
Bpecrchkoi yHii 3iTKHYAACS 3 Tpo6AeMaMH, CXOXKHMU Ha IIPOOAEMH KATOAHLIBKOI LIePKBH, 10 BAUHUKAM 3 ITOIMpeHHsM Pedpopmariii.
Katouosi cro8a: ikoHOCTAC, KOHCTPYKIIisl, MOHYMEHTAABHICTD, APXiTeKTYPHi $OPMHU, KOHIEIIITisL.

INocranoBka mpo6aemu. CruaicTidHi 0COOAUBOC-
Ti yKpalHCHKOTO 6apOKOBOTO iIKOHOCTACA AABHO BHM3HA-
YeHO Ta HEOAHOPA30BO OIMCAHO B AiTeparypi. BaacTusi
ikoHocTacam aApyroi mososuru XVII cToaiTTs pucw, Taki
SIK MOHYMEHTAAbHICTb, 30iAbIIEHHS TAACTUIHOCTI GOpPM
Ta MOCHAEHHS 3araAbHOI AeKOPATUBHOCTI 32 PaXyHOK IIO-
SIBEL 06’EMHOTO A€PEeB’SIHOTO pi3bOAEHHS, AABHO O3HAYEHO
SIK BIIAMB CTHAIO 6apoxo. ITporec HabyTTs ikOHOCTacOM
HOBOT'0, 0apOKOBOTO apXiTEKTYPHOIO 06pa3y TPAAULIIHO
OCMHMCAIOIOTD SIK PE3yAbTaT TBOPYOI apaNTallil yKPalHChKH-
MU pi3bOsSIpaMu XYAOXKHIX iAel, IPUIOMIB i A6KOpaTHBHUX

XyAOXKHS KyAbTYpa. AKTyaAbHi mpo6aemu. Bum. 19. 9. 2. 2023
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MOTHBIB €BpoIeiicbkoro 6apoko [9, c. 73-94; 3, c. 141~
151;2, c. 368; 35, c. 109]. OueBHAHO, 110 CYTTEB 3MiHH, SKi
BiAPIZHSIOTH ApXITEKTYPHO-TIAACTHIHY KOMITO3HIi0 6apo-
KOBHX iKOHOCTaciB Apyroi TpetuHn XVII cToAITTS Bia iko-
HOCTACIB MEPIINX ACCATHAITD XVII cTopivus, BiA6yAnc5[ BHa-
CAIAOK IIEPEOCMHUCAEHHS KOHIIEMNIlii IXHPOTO XyAOKHbOI'O
06pa3y. OpHak ipelTHi ITepeAyMOBH, YHACAIAOK SIKHX i pHCH
3SIBUAMCSI Ha IkOHOCTacax Ao6u Bapoko, 6arato B yomy 3a-
AMIIAIOTHCS HE3 ICOBAHKMMH, IO HE AAE€ 3MOTH AA€KBATHO
OILIiHIOBAaTHU Mipy BIIAMBY CTHUAICTUYHMX iHHOBALIIN cepea
iHIMMX, He MeHII B)XAUBUX YMHHUKIB. ITomryxk BigmoBiaeit

Artistic Culture. Topical issues. Vol. 19. No. 2. 2023
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IIOAO CYTi IIMX iA€/1 HeMUHYY€e CTaBUTb ABa TOAOBHI ITUTAH-
Hs: KOMY BOHHM HaA€XaAHM, i XTO CIPHUSAB IX yTBEPAKEHHIO
B I]epKOBHOMY MHCTeLITBi YKpaiHu.

SIK TOAOBHHUII ATy pTiltHII 06’exT IIPaBOCAABHOTO Xpamy
ikoHOCTac $OpMyBaBCs Ta 3MIHIOBABCA 3 ypaxXyBaHHSIM HOTO
60rocAy>K60BUX QYHKIIiF Ta €BOAIOLII TEOAOTTIHOI AMKH.
Came Bonm, 1MOBipHO, 3 XIV CTOAITTS, 3yMOBHAM PO3BHTOK
IKOHOCTAaca K CYIHABHOI CTiHH 3 iKOH, SIKa 3aMiHHAQ BIAKpH-
Ty BiBTapHy OTOpO’Ky PaHHbOBI3aHTificbKoTO mepioay [42].
VYTiM, He AMIle 3aTIOBHEHHS iKOHAMU BIiBTapHOI OTOPOXKi
Ta OpMyBaHHA IXHIX POTOPHYTHX iKOHOT'padidHUX ITPO-
rpam 6yAo TeoAoriuHO 06rpyHTOBaHO. OUeBUAHO, TaKe 06-
IPYHTYBaHHS A@KAAO B OCHOBi TpaHCPOPMAITifi KOHCTPYKITl
IKOHOCTACA, AKi IEPEeTBOPUAN MOTO HA MOHYMEHTAAbHY PaMy
AASLIKOH, a TAKO>K BU3HAYAAO pelepTyap apXiTeKTypHHX eAe-
MEHTIB i OpHAMEHTaAbHIX MOTHBIB, TPU3HAYEHHX HOTO AEKO-
pysaru. Lle mokasyroTh 3AifiCHeHi Ha TerepilIHiit Jac AOCAi-
AYKEHHSI apXITeKTyPHO-IAACTUIHOI PAMH YKPAIHCHKOTO 6apo-
KOBOTO iKoHOCTaca. BoHa akymyAroBaAa 6e3AId CHUMBOAIYHIX
CMUCAIB i 6yAa BOKAMBUM IHCTPYMEHTOM AAS TPAHCASIIT ak-
TYaAbHUX 60r0CAOBCHKMX KOHIIEMITiM, 10 BU3HAYAAH 3araAb-
Hy KOMITOBHIIiO Ta AeKOPaTUBHY Mporpamy ikonocracis [ 19].

OueBHAHO, IO BUKOPUCTAHHS iKOHOCTACIB fK iH-
CTPYMEHTY Bi3yaAbHOIO OOrOCAOB’s lepeabadace IpoBiA-
HY y4aCTb LIepKOBHHUX i€PapXiB Y CKAAAAHHI IXHIX TPOEKTIB.
OAHaK 11eM acIleKT AiSABHOCTI LIepKOBHUX iHTEAEKTYaAiB
YKpalHU 3aAHUIIAETHCSI HEAOCAIASKEHIIM, TOMY 3 SICYBaHHS
poai Llepksu y mporieci 3MiH yKpalHCBKOTO iKOHOCTaca € OA-
HUM i3 HABOXXAMBININX ACIIEKTIB Or0 BUBYEHHSL. Y 3B'SI3KY
i3 IIUM MUTaHHA OPO y4acTh MuTponoauta Ilerpa Moruay,
BHAATHOTO 1I€PKOBHOTO Aif4a Ta pedopmaropa, y mporieci
CTaHOBAEHHSI HOBOTO XYAOXKHBOTO 00pa3y YKpaiHChKOTO
ikoHOCTaca y apyriit uBepti XVII croaiTTs HabyBae oco-
OAMBOI aKTYaABHOCTI.

Merta craTTi: I0Ka3aTH, 0 3MiHY XyAOKHbOI KOH-
LenIii yKpalHChKOTO iIKOHOCTACa, sIKa BiAGYAaCﬂ AO cepea-
uan XVII cropivus, ininitopas Murponoaut Ilerpo Moruaa
B KOHTEKCTi 10ro pepOpMaTOPChKOi AISABHOCTI.

Bukaap OCHOBHOro MaTepiaAy AOCAip’KeHHS.
IIpo misHbOCEpepHDbOBIUHI ikOHOCTacH YKpaiHu Bipo-
MO HebaraTo, OCKiAbKY IXHI KOHCTPYKIIii He 30eperaucs.
OaHak, 32 HETIPSMIMH CBiAY€HHSIMH, MOXKHA 3a3HAYUTH ABi
ixHi OCHOBHI XapakTepucTuku: y XV i B mepiit IOAOBH-
Hi XVI cToAiTTS iKOHOCTacH 6yA14 HEBUCOKHUMHU i MAaAH BU-
TASIA CTiHU 3 ABOX—TPbOX SAPYCiB IKOH 6e3 o6paMAeHb, TO6TO
ApXITEKTYPHO-KOHCTPYKTUBHY CKAAAOBY IKOHOCTaca 6yAo
IIPUXOBAHO.

IIJoa0 BuCOTH ITUX IKOHOCTACIB, TO MOXXHA 3p0614-
TH TIPO Hel MPUIMYIIeHHA 32 AOBOAI TOBHUMH KOMITAEKTA-
MU ikoHOCTacHUX ikOH XV—-XVI cTOAiTH, 110 36eperAHc5{

Ha [aamanni. BiamoBiaHO A0 pexoHCcTpykmii Iaapiona
CBeHIIINbKOTO, BOHA He IIepeBUIyBaAa 4 M [26, c. 89-92].
IIpuHariaHO 3a3HaYMMO $AKT, AKUH AAAi CTaHe HaM Yy Haro-
Al: 36epe>KeHi rapcbki BpaTa XV-XVI cToAiTTS MaAu Buco-
Ty Bip 1,1 M a0 1,5 M [32, . 376].

HaiisiporipHimte, mossa 06paMAeHb AASL iKOH i mepe-
TBOpPEeHHS IKOHOCTaca Ha MOHYMEHTAAbHY pisbOAeHy pamy
BipGyBaeTbcs B APYTiit moaosusi XVI croairTs [ 19, c. 66—
78]. prmHn, YHACAIAOK SIKHX 3MiHHUAACS KOHILETILIis YKpa-
IHCHKOTO iIKOHOCTAaca 3 6e3paMHo'1' KOHCTPYKIIii Ha paMHY,
MMOKH 1[0 He BUBYEHI, aA€ OYEBUAHO, IO II€ CTAAO ITIOBO-
POTHUM MOMEHTOM IIOAAABINOI iCTOPil HOro PO3BUTKY.
Boanouac raauipki ikoHocracy, 1mo 36eperAnc51, Ta ixXHi
¢parmenTr nepmux AecsATHAITH XVII cTOAITTS CBiAUaTh,
IO AO TOTO Yacy iKOHOCTACH IIle He BiAPI3HSAAMCS 3Ha4-
HOIO BUCOTOIO, X04a CTAAU BUIJUMHM IOPIiBHAHO 3 IOTIe-
peaHiM cToaiTTam. Hampukaap, ikoHocTac IT arauIbKOL
nepksu y AbBoBi 1610-X poKiB Mae BHCOTY OAM3BKO 6 M
Ao poar’srTs, ikorocrac Craco-ITpeobpaxeHCbKOI IlepKBU
B Ato6aini 1633 poxy — 5,6 m [47]%

IIToao Kuiscokoro Ta YepHririBcpkoro perioHis, To He-
qncaeHHi 36epexxeHi TaM Bip movarky XVII croairTs iko-
HOCTACHI iKOHH Ta LJapChKi BpaTa TaKOX He MAIOTh 3HAYHOI
Bucoru. Hanpukaap, xpamoBa ikoHa cBaruteasd Muxoaas
(mou. XVII croairTs) 3 ikoHOCTaca nepkBu Muxoau
Ha6epexuoro B Kuesi mae poamipu 119 x 68 cm [30, c. 68,
508]. Lle cBiaanTs mipo criabHy At KuiBcbkoi MUTpPOMOAIT
TPAAHILIIO CIIOPYAKYBATH y nepiux AecaTHAITTIX X VII cTo-
Ppiv4s MPOMOPLIiKHI 3POCTY AFOAUHH IKOHOCTACH, mo6 Bips-
HUH I[IAKOM MiI' PO3AMBHUTHUCS iKOHU BEPXHIX APYCiB.

Ha nouarky XVII cTOAITTS Takox yIepine 3ayBaxye-
MO 0COOAMBOCTI B PO3BUTKY apXiTeKTYPHOI paMu yKpaiH-
CBKOTO IKOHOCTaca — BOHA BXKe HaOyBa€e AESIKUX OKPEMHUX
PHC IPOCTOPOBOIL CTPYKTYPHU: HOTO KOHCTPYKIIis ABHO TS-
5Ki€ AO TPUBUMIPHOCTI, IIJO CIIOCTEPIraeMO B yKe 3TapaHOMY
ixonocraci ITsiTHULBKOI IlepkBU y ABBOBI. Y HbOMY iKOHI
aTllOCTOABCHKOTO SAPYCY 3aHyPEeHI B Hillli, 2 IIPOXOAH AO Bi-
BTapsl BEAYTb Yepe3 rauboxi apxu. OpHak et ikoHOCTacC
yce Ile 3aAMIIAETHCS MAACKMM €KPAHOM, IO BiAOKPEMAIOE
BiBTap. Y HbOMY IIje HEMA€ APXiTeKTYPHOIO OpAEpPa, SKUH
3 ABUTHCS Y HaCTYIIHUX ACCATHAITTAX i CTaHe HEOAMIHHUM
B 0odpopMAeHHi yKkpaiHcbKoro ikoHocraca y XVII-XVIII cro-
AiTTsx. YTiM, cama o cobi mosiBa opaepa i TpancdopMmariis
iKOHOCTaca B TPMBUMIPHY KOHCTPYKIIIO 3 00’eMHUX AeTaAelt
He IIepeTBOpHAA YKPAIHChKUI IKOHOCTAC Ha BiBTapHY Oro-
POXYy, IO Bpa)kaAa ysBYy IAspada (BiH CTaHe Hel y APYTil
noAaoBuHi XVII CTOAiTT}I). Hanpuxaap, B ikonocraci Craco-
ITpeobpaskencoKoil rjepku B Afobaini 1633 poxy opaep
BXe €, a KOAOHH HasIBHI y ABOX sSIpycax: Ha BUCOKHX 6a3ax
y MicIieBoMYy spyci Ta Ha KOHCOASIX — B allOCTOAbCHKOMY.

! ABTop psikye npodecoposi M. Besay 3a HapaHy iHpopManito po rabapuru ikoHocraca IT ITHALBKOI LIepKBH Y ABBOBI.

Mu He PO3rAsIAQAEMO BHITAAKH, KOAH IKOHOCTAC B CEPEAMHI XVII croairTst 06Me)KyBaBCX I10 BUCOTI1 KOHq)lI‘ypaL[IEIO BIBTapHO1 YaCTUHU

Xpamy.
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IIporTe 3a 3araAbHOI «IIPOMOPIMHOCTI>»> iKOHOCTACA i, Bip-
MOBIAHO, «MIHIaTIOPHOCTi>» HOro OpA€pa TaKa apXiTek-
TypHa paMa He CTBOPIOE CUABHOTO eMOIL[ifHOTO BIIAUBY
Ha TAsiAQ4a. Yce 3MiHUTBCS BXKe B HACTYIHUX ACATHAITTAX
XVII cToaiTTs.

Bpakaroua MOHyMeHTaAbHiCTh

Ypoaosx 1630-1640 pokis BiaOyBaeTbCs epeo-
CMUCA€HHSI 3c00iB BUPa3HOCTi Ta pOPMYBaHHS HOBOI KOH-
Iemniii ykpaiHChbKoro ikoHocraca. [oAoBHUM y 3apyMmi 6on
HaAQHHSI IOMy He6aueHO] paHillle MOHYMEHTAABHOCTI y I10-
€AHAHHI 3 y>Xe 3aCBOEHOIO IIPAKTHKOIO 30aradueHHst CTPYyK-
TYPH OPAEPOM, 06’€MHOTO pi3bOAEHHS Ta MOCUACHHS TPHU-
BHMiPHOCTI BCi€l KOHCTPYKIHI. LIeHTPOM Ppeaaisanii HOBUX
TeHAeHIi# cTae KuiB. YsBAeHHS PO Te, SIKi Ha BUTASIA 6yAn
iKOHOCTacH, CTBOPEeHi 32 HOBOIO KOHIIEIIIi€l0, AAIOTH TTHCh-
MOBI CBIAYEHHS.

Ilepmi sTapky PO MOHYMEHTAABHICTh YKPAiHCHKHX
ikoHOCTaciB HaAexxaTh A0 1654-1655 poxis. Ix 3sHaxoamMO
y AoposkHix HotaTkax ITaBaa Aaemnmcskoro. Omucu mo6a-
YeHHUX HUM iKOHOCTaciB y roAoBHHX xpaMax Kuesa, a Ta-
xox KuiBmunu ta YepHIriBmuHu € eAMHUM AXepeAoM
indopmanii mpo 11i BTpaveHi mam saTkH. IkoHOCTacH, AKki
0c06AUBO BpasuAH Horo ysBy, [IaBao Aaemnmcpkuit onucy-
BaB HAA3BHYANHO AOKAAAHO. 30KpeMa, caMe TAKUM € OIIUC
ikoHOCTaca B roAoBHOMY xpaMi KuiBcbkoi MeTpomoail —
Coditicpkomy cobopi B Kuesi, sskuit HaBOAMMO OBHICTIO:
«Ikonocmac npu sopomsx yux sismapis npewydosui, seAut-
Hutl; wje HOBUIl, HA036UMATIHO BeAUKUI], BPAXCAE YS8Y 2AS0a-
ua. He do cnazu nikomy onucamu kpacy ii posmaimms pisp-
Oaenns i nozoromu. Ilapcoxi 6opoma, 3aséumxu wicmo
Aikmie, 3aswupmxu d6a ikmi', nazadyoms apxy micokoi
bpamu, sk npasuro, d6ocmyruacmi ii 3azaubreni 6 nodobusny
CKAENiHHS, npuKpauieni pizvbaennam i nososomoto. Ha oomiti
cmyAyi 306paiceno cpibHozo AeAexy; sin npodosbas cobi 03v0-
bom bik, i Kpos ckanye Ha Aesewam nid Hum; Hixmo He 8io-
pissump ye 306parcenns 8id kapbisku. Ixonu, uucrom dsa-
Hadyame, 6AA20AINHI, BeAUK], HIOU 3a2AubAeni 8 Hiwi, o ix
YMBopIIms Moscmi 60Kk08i KOAOHU, pidvbreHi i N030A04e-
Hi. Koronu, wjo o6pamarooms ixonu Tocnoda ma Bozopoduyi
3 6okis, macusni i dysce 8ucoki, 03000AeHi eAUbOKUM Pi3b-
OaenHsM, U0 8i0MBOPIOE BUHOZPAOHY A03Y 3 AUCKYHUMU 2PO-
Hamu, 3esenumu il yepsornumu. Had ixonocmacom i écima
MAOAAMU OAUUMO BeAbMU WIUPOKY PaMY, pidbbrery Ti no3o-
AOUEHY; BOHA NOYUHAEMBCS Ti 3AKIHUYEMbCS HAD dsepuma
HOMUPLOX BIBMAPIB | MAE HE NPAMY AiHiI0, A yMBOPIOE 3ana-
dunu. Posn’amms Tocnoda Hao Hero 8eAvbMu 8ULyKaHoi po6o-
mu; 008K0Aa Hb020, 320pU 00HU3Y, CB0EPiIOHA pisvOArena pama,
03000AeHa MAAEHLKUMU KPYZASCIMUMU 3ACKAEHUMU IKOHKAMU
cesmux i anocmoais> [31, c. 168-169].

ITeit TeKCcT € 0COOAUBO BaXKAMBUM AASL HAC 3 KiAb-
xox npuuuH. [To-nepmre, y HboMy onrcaHo HeljoAaBHO

CTIOPYAXEHHH TOAOBHUE iKOHOCTac (3aBepuieHmit
1644 poxy [15, c. 13]), mocTaBAeHuUil Y MUTPOTIOAMYOMY
cobopi. Craryc kapeaparbHOro co6opy IepeTBOPIOBAB
IKOHOCTAC Ha IPOTPaMHHH TBip, 3pa30K AASL HACAIAYBaH-
Hsl, CXBAAGHUI TAABOIO I[ePKBH, B ITbOMY BUIIAAKY MUTPO-
moauToM ITerpom Moruaoro, sskuii OmiKyBaBcs BIAHOBAEH-
HsM Cogiiicbroro cobopy i 3a SIKOro HOBHUI iKOHOCTAC OYB
CIIOPYAKEHHUM.

Ho-Apyre, 3a BCi€l HEBU3HAYEHOCTI TaKOI XapaKTe-
PHUCTHKY iIKOHOCTACA SIK «HAA3BUYANHO BEAUKHII> Y IIbO-
MY TEKCTi AQaHO BKa3iBKy Ha pO3MipH IJapChKUX BpaT, sIKa
nepekoHye y 3HauHi# Bucori Codilicbkoro ikoHoCTaCa.
Y nepeBeAeHHi Ha CyJacHy METPUYIHY CUCTEMy BHCOTa BpaT
aocsrasa 3 M. SIkio BpaxyBary, IO BpaTa MaAHM apXiTek-
TypHe 0QOPMAEHHS Y BUTASIAL IOPTAAY 3 TAUOOKOIO apKOIO,
TO BHCOTA [JEHTPAABHOTO IIPOXOAY Y BiBTap 6yAa e 6iab-
moro. [IpunariaHo 3ayBa>kuMo, 1110, ONUCYIOUH iIKOHOCTAC
Yenencskoro cobopy Kuepo-Iledepcbkoro MoHacTHpsi,
TTaBAO AAeIIICHKMIT 3ayBasKYE, IO BiH «IIPEUYAOBHIH, OAHAK
AaBHii> [31, c. 136] i mpu IbOMY OAHMM CAOBOM He 3a3Ha-
Jae 1oro BUCOTH. Lle A03BOAsIE BBaXKATH, IO H1OTO po3Mipu
He BPa3HAM CHPIHI.

ITo-TpeTe, apXiAMSKOH HAaroAouye Ha TPHBHUMIp-
HOCTIi KOMITO3HIIil iKOHOCTaca, 3 KOAOHAMH, 30KpeMa B Ha-
MicHOMY spyci, Ta Himamu AAs ikoH. Hapemrti ocTanziM
Ba)KAMBUM CBiAYE€HHSIM IIPO HOBAaTOPCHKMM 30BHIIIHIM
Burasp Coificpkoro ikoHOCcTaca € He 3rapasi ITaBaom
AnernnicbkuM, aAe 3HaiipAeni 1940 poky y BiBTapHii yacTu-
Hi cO60py yAaMKH AinaeHux rep6is murpomnoaura Ilerpa
Moruau, sKi IpUKpalIaAl MypoBaHHit {oKoAb [ 12, c. 113].

IITe 6Giapme 3aXOTMAEHHS BHCAOBHUB IlaBAao
Anenmcpkuit i3 mpuBopy ikoHocTaca Tpoinskoro cobopy
Tpoinpkoro I'ycrurcskoro monactupst. IloTpibHO 3ayBa-
KUTH, 10 OyaiBHUITBO Tpoinbpkoro cobopy BipbyBasocs
mip 6e3mocepeAHiM IATPOHATOM MUTPOIIOAUTA KUIBCHKO-
ro. ¥ 1639 poui ITerpo Moruaa npusHayae B I'ycTuHChK I
MOHACTUP HOBOrO irymeHa — Iaato Topcbkoro, sikuit 6yB
MoHaxoM Kueso-ITeuepcbkoro MoHacTHps, i TOro 5 poKy
MUTPOIIOAUT BCTAHOBAKOE XPECT Ha MiCIii 6yAiBHHuTBa HO-
Boro xpamy [ 10, c. 91]. HeBaoBsi, 1641 poky, posnoyaso-
st OYAIBHULITBO CO60PY, KOIITOM MOAAABCBKOTO TOCIIOAR-
ps Bacuas Aymyaa.

Cobop 3aBepureHo Ta ocBsiueHO 1644 poky, a foro
iKOHOCTaC 6yB me 6iAbmm NPUTOAOMIIAMBUM i MOHYMEH-
TaAbHUM: «<IKoHocmac i mabaa wapyome 3ip i dusyoms po-
3ym. Aoci mu He 6auuu 4o2oce nodibHo20 i PisHOYiIHHO20;
#0OHITE At0duni He do cHazu onucamu yeil iKoHocmac, tozo 06-
WiUp, BUCOMY, PACHOMY NO30A0MU, MAALOBHUYICTD | NOAUCK.
Bin 3600umucs 6id nidrozu ax 0o zopivumboi wacmunuy seAuxoi
bani; cesmi ikOHuU, BeAbMU BEAUKUX PO3MIDiB, — Ue Bepx ma-
Agpcokoi dockonarocmi. Ix yeaubreno 6 niwi, abu supasmiue
bauurucs ixHs kpaca il 03epKarbHuil NOAUCK iXHbOT NO30A0MU.

by nepekaaai I A. Mypkoca BkasaHo, mo ix mupusa 2 i 1/2 aikrst [24, . 70-71].
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Had numu 6raumosano 0usosusxcHo 6AUCKYHY pamy, Ha 63i-
peyb KapHu3a, 6eAux0zo po3mipy, 00 Hei Ha brokax niduene-
o aamnady. ITpu 6razorinnux ikonax Tocnoda ti Baaduuuyi
CMOSMb BeAbMU BEAUKT, BUCOKI, MOBCMI Pi3bOAeHi KOAOHU, NO-
poscHucmi ecepeduni, are 30ar0mucs CyyirbHUML, HIOU MUC-
meybku 3A10mosani, He max, ax koronu Copii Kuiscokoi, axi
3 muabHo20 60Ky nopoxcrucmi. Ix obsusarome 103u, 30r0mi
NAa20HU 36UBAIOMBCS 0020pU, 2pOHA — 00HI uepBoHi, OAuCKyHi,
iHwi — Hedo3piAi, 3eAeHi, 36UCAI0Mb, HEMOBOU BOHY — Henio-
pobre meopinns Bose, mao eaadenvie. Koronu susuugyromo-
cs1 610 nidAozu HA BUCOMY 3pOCIY...

Pizvbrenns Llapcokux sopim dusosusiche, nozoroma
PO3KiluHa; ix 3MATiCMpPoBano 3 0CKOHAAUM MUCTEYIMBOM,
OO BOHU HinUM He 8i0pPi3HAIOMbCS 810 30A0MOKYMUX, CS-
10Mb i BUAUCKYIOMb NPewy008010 N030A01MOK0, 4 BHOUI MU20-
msmu, sk Oauckasuyi. Aoskora ixuvoi pamu 306paxcero ous-
KoHig y cmuxapsx i cesujeruxis y peronsx. Ili ma inwi deoe
dsepeii 3assumku cim rikmis> (31, c. 202-204].

Hasepaenuit ¢parmeHT mokxasye, mo ikoHoOCTac
Tpoinpkoro cobopy I'ycTurcbKOTO MOHACTHPSI OyAO BH-
KOHAHO K PO3BUTOK TEHAEHIIiM, 3aKAAACHUX IKOHOCTaCOM
Cooii Kuiscpkoi. 3o0xkpemMa, MOXKAMBO, BiH MaB G1ABIIY BUCO-
TY, OCKIABKY BOXKAMIBHIL MapKep FOro MacIITabHOCTI — BU-
COTa LJAPCHKIX BPAT, CTAHOBHAQ 7 AIKTiB, TO6TO 6AM3bKO 3,5
M, mo me Bume, Hbx y Codificekomy cobopi Kuesa. Hapaai,
SIK BIAOMO, PO3BHTOK IKOHOCTACa ITIlIOB CaMe MIASIXOM 30iAb-
IIeHHS BUCOTU KOHCTPYKIIil, HATIPHKAAA, Y APYTill IOAOBUHI
XVII cToAITTS BUCOTa KHIBCBKHX iKOHOCTACiB MOTAQ CTAHO-
Burtu 15 M [33, . 52], a y XVIII cropiuyi Hait6iabmi ikoHO-
cracu pocsraam Bxe 20-22 m [17, ¢. 102; 27, ¢. 213].

3paskH AAS HaCAiAyBaHHS

Onucani ITaBaom AaenmicbkuM iKoHOCTacH YKpaiHu
penpe3eHTyBaAl HOBUM BapPiaHT XyAOXKHDOT'O PiIIeHHs, IKUM
3HAYHO BIAPI3HAB IX BiA IKOHOCTACIB IHIIMX KpaiH IIPaBoO-
caaBHOI ofikyMeHH. IlopiBHsaHHA 3 ikoHOCTacamu Baakan
i MoapoBH, cTBopeHuMH B nepimiit moaosuHi XVII cToaiT-
Ts1, TOKA3YE, IO IPUHITKII IXHbOI OpraHisawil OyB iHIIKM.
bBaakancpki ikonocracu y nepmiit moaosusi XVII cTopivus
OyAH AepeB’STHOO IIEPETOPOAKOIO, IO CKAAAAAACS 3 IKOH, 00-
PAMAEHHUX IIAOCKOPEAbEQHUM PisbOACHHSM, SIKe HAAABAAO
iKoHOCTACy BUIASIAY 0araToCKAaAOBOI Ta IIEAPO AEKOPOBa-
Hol pamu. BopHOYac HasiBHICTD OOpaMAeHb Y iKOH He 3aBXKAU
03HaYaAa, [0 KOHCTPYKTUBHO IKOHOCTAC OyB apxiTekTyp-
HOI0 pamoro. BepxHi psiau TorogacHux 6aAKaHCHKHX iKOHO-
CTaciB i AAAl HE3MIHHO BAQIITOBYBAAU 3 €IIICTHAIIB, 06pam-
ASHHS SIKUX CTAHOBHAO EAMHE IfiAe i3 306pake HHAMH, TOOTO

OYyAO CyTO AEKOPATUBHHM i BUKOHYBAAOCS y HEBUCOKOMY
peabedi. HasiTs sikiro o6paMaeHHs BepxHiX psiaiB OyAo Bu-
KOHAHO SIK OKpeMa paMKOBa KOHCTPYKIisl, BOHO YIIOAIOHIO-
BaAOCS AO 06paMAeHb Ha eMiCTUALSIX. Y HIDKHIN YaCTHHI iKO-
HOCTAaca iIKOHH MiCLI€BOTO PsIAY BCTaBASIAU B KOHCTPYKIIO
SIK'y paMy, aAe BOHA MECAMAACS TAK CAMO IAOIIUHHOIO, SIK 00-
paMAeHHS ikOH BepxHbOTO sApycy. Himi pAaq HamicHuX ikoH
i 3aranbaeHi apKOBi IIPOXOAM Y BiBTap 6yAM BIACYTHI, a 3a-
MiCTh KOAOH BUKOPHCTOBYBAAM HAIIBKOAOHH 260 IIPOCTO
pisbbaeHi croBmunky. Bucora Takux ikOHOCTACIB, 5K 3pe-
61ABIIOTO CKAAAAAMCS 3 HAMICHOTO SApyCy i OAHOTO—ABOX psi-
AIB iIKOH Hap HUM, OYAQ HEBEAKOIO, AA€ 3aBASIKH ITAHTCKUM
POBITSITTAM, 11O YBIHIyBaAH IX i poocsiraau 3,5—4 M, 3araas-
Ha BUCOTa BiBTapHOi Oropoxi nopsorosasacs’ [4; S; 20; 38;
39; 40; 41]. 3araaoM mam’ATKU LIbOTO PerioHy MOKA3yIOTh,
10 X04a B 0pOopMAeHHi ikoHOCTaca Ha baakanax Buxopucro-
BYBAAU apXiTeKTypPHi eAeMeHTH, BiH He MUCAUBCS SIK 06 eMHa
apXiTeKTypHa KOHCTPYKIIisL.

IxonocTacm MoAAaBCHKOI MUTPOTIOAIL HaNPUKiHIT
XVI — y nepmri#i noaosuHi XVII cToAITTS Y CBOEMY mAac-
THYHOMY BHpilIeHH] 6yAn cxoxi Ha 6aakaHchki. KoxxHa ixo-
Ha MaAa pisbbAeHe 0OpaMAEHHS, BUKOHAHE B HU3bKOMY pe-
Abed, B Hillli BOHI He 3aTANOAIOBAAUCS, TAUOOKI apKOBi IIPO-
XOAY TAKOXK OyAU BIACYTHI. IKOHOCTACH YBIHIYBaACS TAKUM
CaMUM MOHYMEHTAABHUM PO3ITATTM. X04a i 63 HbOro KOH-
CTPYKIJist ikOHOCTAaca MOTAA Oy TH BHCOKOIO: Y AESIKHX BH-
ITapKaxX iIKOHOCTAC CKAAAABCSI 3 IU'SITH SIPYCiB iKOH, IO Ie-
PEeMeXXOBYBaAUCS BUCOKUMU PisbbaeHnMy $pusamu [46].
KoaoHuy, sik i Ha Baakanax, He OyAr HEOAMIHHIM eAeMEHTOM
03A00ACHHS. Ilpo ixHe icHyBaHHA B ikoHOCTacax MoapoBU
AAeNIICHKUH 3TaAYE AUIIE OAHOTO pasy, OTUCYIOYH iKOHO-
cTac y 1epksi YcreHcbkoro MoHacTups B Sccax (MonacTup
BoeBopH BupHOBCbKOTO): «Koronu 6irs sismaprux deepeil
npukpauieni pizvoreHHIm Y 6UAS0i BUHOZPAOHUX A03: 2iAKU
3040mi, 2pona 3eAeti, a Pon Sckpago-uepsonuii> [23, c. 68].
Hasasuicts $oHy CBiAdUTD TIPO Te, 10 PiBbGAeHHﬂ 6on pe-
AbEQHMM, IPO PO3MIPH IJX KOAOH Hi4OTO He CKa3aHo.

Ae1110 B iHITOMY KAIOYi AO IIbOTO YaCy PO3BHHYBCS PO-
citicokuit ikonocrac. Horo xapakrepHoro pucoro 3 XV cTo-
AlTTs 6yAa 3HaYHa BUCOTA” yepes 36iAblueHHs pO3Mipy iKoH
y AeicycHomy sipyci, mo Aocsraan 3 M [8, ¢. 4]. V XVI —
nepmifi moaoBuHi XVII cropivus ikoHOcTacH MocKOBCHKOTO
rjapcrBa GyAM [AACKOIO CTIHOIO 3 IKOH, YCTaHOBAEHHX Ha IO-
PU3OHTAABHUX T0AAX. [KOHU He MaAM O6paMAeHb, aae MK
HVIMU MOTAM Oy TH BCTaBA€HI BEPTHKAABHI OPYCKHU 41 CTOBII-
wpkuy. Taka KOHCTPYKIIisl, IOKPHUTA PO3IMCOM YU PisbOAeH-
HAM, MOTA2 MaTH 4—6 psaiB 306paskens | 1, c. 623].

T o — _ L ) .
OueBHAHO, IIUM MOSCHIOETHCSA 3ayBaxkeHHs [ara AAenIIchKoTO, KM XapaKTepH3ye PO3MipH iKOHOCTaca IiepkBH Y BacHAbKoBi: «...iko-

HOCTAC 1i Ay’Ke BEAHKUIL, OAIGHO A0 ikoHOCTAciB rpenpkux> [24, c. 41].

2 . o . . 9
OHI/ICY}O'—IPI iKoHOCTaC YCIeHChKOro CO60py MoCKOBCHKOTO KpeMas, Aaenrcpkun IIOBIAOMASIE, 11O 1IKOHOCTAC Bpa3uB HOr'0 BUCOTOIO

i mupunoro [25, c. 104]. Ixonocrac 6yB criopyaskenuit 3a narpiapxa Huxona B 1653 poui [Kauasosa]. Bucora ixonocraca pocsrae 16

M, BOAHOYAC BiH ITAOIIMHHUM i Mae TSI6AOBy xommnosunito. ITpumitTHo, mo 3-momix ikonocTacis Moaaosy, Baaaxii ra Mockosii, aumre

3raAyIouH IIPO IKOHOCTAC YCIIEHCHKOro co60py MoCKOBCHKOTO KpeMAsl, AACTITICHKHUIA 3ayBaXKye MOHYMEHTAABHICTD OrO KOHCTPYKIII.
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Orxe, iAest TPUBUMIPHOCTI KOHCTPYKIIil ikKOHOCTACa,
sika ycraaraacs B KuiBebkiit MUTpoOmoAii, He Moraa 6yTu 3a-
ITO3UYEHOI0 3 IIPaBOCAAaBHOI Tpaauwii. Tak camo, sk i 03p0-
OAeHHS IKOHOCTaca 06’ €MHUM Pi3bOACHHSIM, KOAOHAMY Ta iH-
MMM apXiTeKTypHUMU AeTarsiMu. OAHAK, SKIIO ITOPiBHIO-
BaTH APXITEKTYPHO-NAACTUYHY OPTaHi3allil0 YKPalHChKUX
iKOHOCTACiB IIbOT0 Yacy He 3 iIKOHOCTaCaMH iHIIMX IPaBo-
CAAQBHUX I]€PKOB, a 3 BiBTapsIMU KaTOAHUIIBKIX XpaMiB Peui
ITocroanToi, MOXHa BHABUTH 3HAUHy cxoxicTs. Ha me pa-
Hillle BXXe 3BEPTAAH yBary i IOSCHIOBAAU THM, IO Ti cami
MaiCTpU BUKOHYBAAM 3aMOBAGHHS KaTOAMIIbKOI Ta IpaBo-
CAAQBHOI IIePKBH, I[O 3a0€3I1eYHAO IPHPOAHE IIePeHeCeHHs
xyAokHiX popm [ 1, c. 628]. Ha Hami Iorasa, 1je HAATO Crpo-
I[€HWIT BUCHOBOK, OCKIABKH BiH OOMEXEHHUN CTUAICTHKOIO
Ta He BPaXOBY€ KOHTPOAIO LlepkBu 3a BTiAeHHSIM AOTMaTHI-
HUX iAefl Y BisyaAbHUX 06pasax.

IIoA0 MOHYMEHTaABHOCTI, SIKOI HaOyBa€ YKPaTHCHKUIL
ikoHocTtac Ao cepeparHU XVII cTOAITTS, TO il MOXHa TOsiC-
HUTH ABOMA a0COAIOTHO pisHumu npuyuaamu. Le, 3 oanoro
00Ky, [IPaKTHUKa, IO IIOMMPHAACS B IIPABOCAABHOMY CBITI,
AOTIOBHIOBATH IKOHOCTAC AOAATKOBHMHU SIPYCaMHU IKOH —
AO 5-6 PAAiB, o 361Ab1nyBaAo BUCOTY iKOHOCTaca. 3 iH-
moro 60Ky — iHTEHCHBHUI PO3BUTOK MOHYMEHTAABHOC-
Ti KATOAMIIBKUX BiBTapiB y KocTeaax Peui ITocroanToi, xa-
pakrepHuit Aast 1620-1640-x poxis. 3ynuHiMOCs Ha LIbOMY
AOKAAAHIIIe,

Hosuit un BiBTaps BuauK y Peui ITocrmoanTiit 3aBas-
KH AISIABHOCTI MicIleBUX enucKorniB Hanpukinmni XVI cTo-
AITTS K HaAeXXHe 0POPMAEHHA AASL pepOPMOBAHOI ITOCT-
TPUAEHTCHKOI AITYpTil. OpI‘aHiBOBYIO‘II/I OHOBAEHHS
iHTep'epiB, EMUCKOIMM PEKOMEHAYBAAK BCTAHOBAIOBATU MO-
HYMEHTAAbHI apXiTeKTypHi BiBTapi, OAIOHI AO CydacHHX
iM puMchKuX 3paskis. BopHowac aexropii (aar. lectorium),
IO IIePEKPHUBAAU IIPECBITEPIl, PO3OHPAAH, BIAKPHBAIOYH
BUA Ha BiBTap i3 neHTpasbHoro Heda [43, c. 146-147].
Inoai vOBI BiBTapi Ha6y’BaAI/I CIIPABAi TiraHTCHKUX PO3Mi-
pis. Hampuxaap, roAoBHMI BiBTap y KadeApasbHik 6a3u-
aini ITeapnaina, crBopenuit y 1623-1624 poxax — Hail-
6iapmmit y IToAbmi Ta 0AMH i3 HaftbiAbmux y €Bpori, Mae
Bucory 25 M [4S, c. 146]. Inmwuii BiBTap — y KOCTeAi cB.
Karepunn y Kpaxosi 1634 poxy — mae Bucory 22 M [48],
a TOAOBHMII BiBTap KpakiBcbkol 6as3uaixku Boxxoro Tiaa
1634 poxy mae 21 M [49].

3p0o3yMiA0, Taka MOHYMEHTAABHICTb KATOAHIIKOTO Bi-
BTapHOTO 00pasy, [0 BUHMKAQ PAIITOBO, TA eeKT, IIl0 Heko
ITOPOAXKYBABCSl, HE MOTAM 3a AMIIUTHCS HEIIOMiYeHUMH ITpa-
BocaaBHuME Pedi ITocmoanToi. OpHaK X04 64 SKMM Hao-
9HUM OyB peAirifiHuit radpoc HOBOro MOCTTPUAEHTCHKOTO
MHCTELTBA, HOTO i€l CIIOHYKAAU AO OCMMCAEHHS, a XyAOXK-
Hi IPUAOMHU — AO aAAMTaLlil, MePUI HK AyX 6ap0Ko MIir I1o-
PHHYTH Y ITpaBoCcAaBHe MHUCTenTBo. Ilepedpasosyroun Bu-
CAOBAEHI BUIlle TBEPAXKEHHS: iaes IIepeTBOPEHHS iKOHO-
CTaca Ha IPaHAIO3HY GapOKOBY apXiTeKTypHY paMy MaAa
Oy TH c$OPMYAbOBAHOIO Ta YITKO YCBIAOMAIOBATHCH AAS TOTO,
mo6 OTPHMMATH peaAi3ariio.

XyAOXKHS KyAbTYpa. AKTyaAbHi npoGACMH. Bum. 19.4.2.2023

32

Oco6auBocri penenuii

DopMyBaHHIO HOBOI XYAOXKHDBOI KOHIIEIII yKpaiH-
CbKOTO iKOHOCTaca IepeayBaAa YHiKaAbHA iCTOPUKO-KYAb-
TypHa curyauis: Iepksa cxiAHOro 06psiAy, TpaBocAaBHA
Ta IPeKO-KaTOAHUITbKA, Aisiaa Y TToabchko-AUTOBCBKIM Aep-
KaBi, A€ MaHIBHOIO KOH{ecier OyB KaroAunusM. 3a Iux
YMOB, KOPUCTYIOYHCh AOCTATHBOIO CBOOOAOIO, IIJO AO3BO-
AsiAa GyayBaTH Ta IpUKpamaTy cBoi xpamy, Llepksa cxip-
HOTO 0OPSIAY IIOCTINHO 3a3HABAAA BIIAUBY «AATHHCHKOTO>»
CBIiTY, IPUCTOCOBYIOUU AO HbOTO CBOIO «<I'PEIbKY iAeHTHY-
HicTb>. Po3rasiaatoun peairiitHe >KUTTs YKpaiHU paHHbO-
mopepHoro dacy, Bopuc Iyassk 3asHavae, mo nepebysan-
HA Y «AQTHHCBKOMY KOHTeKCTi» me y XV-XVI cToairTax
BIIAVIHYAO Ha TeOAOTTuHi morasiau Pycekol Llepxsy, sixi 6a-
AaHCyBaAu MK CXOAOM Ta 3aX0AOM. Ixanoro XapakTep-
HOIO PUCOI0 OYAO 30epesKeHHs] HeBU3HAYEHOCT] CTaBAEH-
HSI AO TPEKO-AQTHHCBKHX H0OTOCAOBCHKUX PO3ODKHOCTEN [7,
c. 66, 67]. Sk 3ayBaxye Haraais SIkoBeHKO, IPOSBOM 11bO-
ro GaAQHCYBaHHS CTAAO CTUXiMHe «IIPOHHKHEHHS KaTo-
AHIIBKOTO GOTOCAOB’SI i AOTMATHIHO-0OPSIAOBUX IPAKTUK
Karoannpskoi Llepxsu oo KuiBcskoi MUTpOIIOAii, 6yA0 B Hali-
3araAbHINIOMY BUMipi 3aII09aTKOBAHO AECh YIIPOAOBXK APYTOL
noaosusu XVI cT.» [37, c. 16]. AocaigHuIS 3ropHa 3 AyM-
koo Bopuca rYASSIKa, 110 TIOIITOBXOM AO LIbOTO CAiA BBa-
>KaTH iHGOpMAIlifHy peBOAIOIiI0, Ika HACTaAA 3 IIOMIHPEeH-
HSIM KHHUTOAPYKYBaHHs i BiAkpraa mpaBocaaBHUM KuiBcbkol
MHUTPOTIOAII «XUBHH AyX IPOTeCTaHTChKOI Pedopmartii,
KonTrppedopmanii Ta Katoaurskoi Pe¢opmu npuroao-
MIILIIB PYCBKY CIABHOTY 0araTcTBOM 3aXiAHOI 60rocAoB-
CbKOI, IHCTUTYLiFHOI Ta ACTHPCHKOI TPAAULIiH> [7,c.315].
Ormxe, Ha moyaTky XVII cropiuds peairiiiHa iaAeHTHYHICTD
Kwuiscpkoi MUTPOIIOAII BXxe 6yAa HaIliBrpeLbKO-HaIliBAA-
THUHCBKOI0. BopHOUac mpaBocaasHi B Peui ITocmoanTiit, ran-
O0KO 3aHypeHi B KATOAMIIbKII KOHTEKCT, Kpallle 3a IHIINX
Y CXiAHOXPHCTHSIHCBKOMY CBIiTi OYAM 3HAOMI 3 MUCTELITBOM
KonTppepopmarii.

SIx BipnoMo, LiepkoBHa pepopma Ilerpa Moruaun, crips-
MOBaHa Ha OHOBAGHHS CXiAHOTO XpUCTUSHCTBA, CIIUPAAACS
Ha cTparerito 60poTbOHU 3 IPOTECTAHTCHKIMU BUKAUKAM,
BHPOOAEHY KaTOAMIIBKOIO [IePKBOIO IicAst TpHAeHTCHKOTO
cobopy (1545-1563) [34, c. 175-198; 36, c. 190-192].
MuTpOnOAUT [IParHyB 3MIIJHUTY IIPABOCAAB s, BAKOPHCTO-
BYIOUH BCi pecypcH: [jepKOBHE GYAIBHHIITBO, APYKapCTBO,
IPOIOBiAL, pedopMu 00psiAy. YCBIAOMAIOIOUH YCIIIXHU IIOCT-
TpUAEHTChKEX pedopM, Ilerpo Moruaa, 6e3nepedno, ycai-
AOMAIOBAB POAb ITAACTUYHHIX MHCTEIITB Y IIbOMY IIPOIjeci.
XapaxkrepHi pucu mucrenTsa KonTppedopmarii, Taxi sk rre-
pebiAblreHa eKcIIpecis i IparHeHHs AO Bi3yaAbHUX eeKTiB,
BU3HAYAAUCS HOTO IA€OAOTTYHOIO PYHKIIIEI0 — CAY>KHUTH I10-
TY>XHHM iHCTpPYyMeHTOM Ipomaraiau B pykax Karoaunmpkoi
Ilepxsu. B ymoBax 3aroctpeHol MbXKOHeCiiHOI 60pOTs-
6u neprol moaosunu XVII cTopivus mepea mpaBocAaBHUM
MHCTeNTBOM y I10ABCHKO-ANTOBCBKIH Aep>KaBi CTOSAO CXO-
ke 3aBpaHH. Te, mo Ha ii BUpimeHHs BXe y APYTill TpeTuHi
XVII cToAiTTS 6YAO KMHYTO 3HAYHI IHTEAEKTYaAbHI Ta TBOPUI
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3yCHAAS IIPAaBOCAABHUX, sIKi MemKaAu y Pedi ITocroanTii,
I ATBEPAXKYE BCsI TIOAAABIIIA iICTOPIs yKpaIHChKOTo Hapo-
KOBOT'O MHCTEIITBA, sIKe 3 He MEHITHM MadoCcoM, HiX 3aXip-
HoeBporerichke bapoxko, yTBepaxyBaso BueHHs I'perpkoi
Llepxsu. 3 ypaxyBaHHSIM CKa3aHOI'O, MOXKHA IIPHITYCTUTH,
IO iAes TepeTBOPEHHS LIePKOBHOTO MUCTELITBA IlepebyBa-
Aa'y ¢poxyci yBaru ITerpa Moruam i BiH mparffoBas Hap BH-
pilreHHSIM 6araTboX IIOB'SI3aHUX i3 [JUM IPUHIUIIOBUX ITH-
TaHb. Cr{p06yeM0 PEKOHCTPYIOBaTH HOTO IAXIA AO L€l
pobAeMH.

SIx y>Kke 3a3HAYaAOCsI BUIIIE, 3AIHCHIOIOUU CBOIO pedop-
MaTOPChKY AISABHICTH, MUTPOIIOAUT CIIMPABCs Ha AOCBiA Ka-
TOAMITBKOI IIepkBH. L] mpakTHKa cepep iHIIOro MaAa HacAip-
KoM cTBOpeHHs HuUM y 1632 poui KuiBcbkoro xoaeriymy,
SKHI BAKOPHCTOBYBAB OCBITHIO MOAEAB KOAETiH €3yiTis [ 14,
c.21-24]. Horo xuuru — «Airoc» (1644) i «Tpe6uuk>
(1646), sxi MicTuAu mosicHeHHS AITYPpTifiHOI NPaKTUKU
Ta 6orocaosebkux Tpasuniit ITpaBocaasroi Llepksu, 6yao
AOTIOBHEHO KaTOAMI[BKOI AOTMAaTHKOIO Ta YNHAMH 6OTO-
CAY>iHb, 3aT103UYEeHHX i3 KaTOAMIIbKOTO 06psay [11, c. 113].
OdeBHAHO, TaK CAMO BiH AiSIB, KOAM HIIAOCS ITPO CTBOPEHHS
HOBOI KOHIIEMNIJil IIepKOBHOTO MUCTELITBA.

IlpoTsrom yciei cBO€l KapeHIil B caHi MUTPOIIOAH-
Ta [leTpo Moruaa akTUBHO OIiKyBaBCsl BiAHOBAEHHSAM
i peMOHTOM KHIBCBKHX XpaMiB, 6arato 3 SIKHX AO IIOYATKY
1630-x pokiB, koA Biz 090AuB KuiBcbKy MUTPOIIOAiTO, 6yAO
posrpabosano Ta 3anepabano [ 6, c. 411-463]. La pisabnictb
HePO3PHBHO I10B SI3aHA 3 OPTraHi3alli€lo BHY TPIlIHbOTO IIPO-
cTopy xpamiB. OueBHAHO, pO3MipKOBYIOUH IIPO XYAOKHE
0pOpMAEHHS BiApEeMOHTOBAHUX IIePKOB i OIliHIOI0UM eeKT
03A00AEHHSI KATOAUI[PKOTO XpaMy, MUTPOIIOAUT BUpiIIye
OHOBHTH IKOHOCTAC, HAAABIIN HOMY He MEHII IIPUTOAOM-
LIAMBOTO €KCIIPECHBHOIO BUTASIAY, IKUU MaB KaTOAMUIIbKUMN
6apoxoBHil BiBTap. AAS IIbOIO AO TPHBHMIPHOI KOHCTPYK-
Lii apXiTeKTypPHOI paMU iKOHOCTAca, IO BXXe YCTaAUAACH,
HeObXiAHO OYAO AOAATH MOHYMEHTAABHICTB, SIK ¥ IIOADb-
cpkuX BiBTapsx. CipgueHHsM TOro, o ITerpo Moruaa
rAHOOKO aHAAI3yBaB SIK XYAOXKHIO, TAK 1 CEMAHTHYHY CKAQ-
AOBY KaTOAMIIBKOTO BiBTaps, € iHillilOBaHe HUM HOBOBBE-
AEHHSI: pO3MilljeHHsI repba 3aMOBHHKA Ha IIPEAEAAl IKOHO-
craca, mo 6yAO IIOLIMPEHO0 IPAKTHUKOIO Y BiBTapsx Peui
ITocroanToi. BopAHOYAC Y KOHTEKCTi ikoHOTrpadivHoi mpo-
rpaMu ikoHOCTaca eMbAeMaTiaHa PpyHKIIisI repba 3aminryBa-
Aach Ha QYHKIIiI0 KTUTOPCHKOTO MOPTPeTa 3 MEMOPiaAbHUM
sHavenHam [ 19, c. 235].

Qakr KOHIIeNITYaAbHOI aHAAOTII y XyAOXXHbOMY BTi-
AeHHI 6apOKOBOTO BiBTapsi Ta iKOHOCTACA, IO 3 SIBASIETHCS
3a Ilerpa Moruau, CBiAYUTD PO KYABTYpPHE 3aITO3UYEH-
Hsl, B OCMHCAEHHI SKOTO BU3HA4YaAbHUM € XapaKTep peljern-
1jii. Pexoncrpytosatu 3apym Ilerpa Moruau moao TpaHc-
¢$opmariii ikoHOCTaca CAip y KOHTEKCTI BCi€l OTO AiSAb-
HoOCTi K pepopmaropa Pycpkoi Llepksu i BiAHOBHHKA
XpaMiB y paMKax iAeoAoriuHoi mapapurmu «Kuis — apyruit
€pycaaum> [11, c. 75-92]. BUXOBaHHS OCBSMEHOTO CBsl-
II€HCTBA, BUITPABACHHS AITYPriiHOI IPAKTUKH, BIAHOBACHHS
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Ta OKpaca XpamiB — Bce Iie HabAmkaao Kuis a0 6axxanoro
06pasy «Apyroro €pycaauMa. 3 METOIO 3AIICHEHHS Lji€l
iael it 6on AOKAQAEHO 3YCHAD AASI CTBOPEHHS HOBOI KOHIIEI-
11ii 0pOpMAEHHS AITYPTIHHOTO IIPOCTOPY, AKUI MaB CIIpaB-
ASTH Ha ITPAaBOCAABHUX IOTYXXHUH BIIAMB Ta AOHOCHUTH Y Bi-
3yaAbHHX 00pa3ax HOBY MAPAAUTMY.

ITosepnimocst Ao ikonocTaca 1640-x y Coiitcbrkomy
cobopiy Kuesi. MoxxauBo, Bis OyB He [epIIMM, aAe HANTOAO-
BHIIMM iKoHOcTacoM Aast ITerpa Moruau, B skoMy KOHIIEH-
TPYBAAMCS iAEHHI IIOITYKH Ta 3yCHAAS MUTPOIIOAMTA IIOAO
CTBOpPEHHS HOBOI KOHIIeIlii 0pOpMAEHHS AITYpriitHOTO
IIPOCTOPY. 32 AOTIKOIO ITOCTYMAABHOTO PO3BHTKY KYABTY-
PY, 0SBl 3HAKOBOTO XYAOXKHBOTO TBOPY, IO € PE3YABTATOM
IACHHUX IIOUIYKiB, IEPEeAYIOTh MEHII IIOMITHI, eTaIlHi TBOPH.
Cepep ixoHOCTACIB, 5IKi, Ha HAII [IOTASIA, MOTAU Oy TH 3pasKa-
mu aas Ilerpa Moruau mip 4ac cTBOpeHHS IIPOEKTY iKOHO-
craca Co¢ii KuiBcbkoi Ta CTaAM CBOEPiAHOO TOUKOIO BipAiKy
AASL pO3pO0OKH FIOTO 3aAyMy, cAip Buokpemuts ABa. Lle ixo-
HOCTAC YCIeHCDKOI IIepKBU Y ABBOBI, IKUI CTBOPIOBABCS
3a ¢piHaHCOBOI MATPUMKH poAy Morna (HeTpo Moruaa,
me sk apxiMaaput Kueso-Tleuepcokoro MonacTupsi, 6ys
IIpHCYTHIl Ha OCBsTaeHH] xpamy B 1631 poui) Ta ikoHOCTaC
Cunaco-TIpeobpaxkeHCbKOI IiepKBU B AI0OAiHI, SIKY BiH OCBsI-
tus [18, c. 166]. Iepinit i3 Hux 36epircs y aysxe mepeby-
AOBaHOMY BUTASIAL, i CbOTOAHI OO apXiTeKTypHO-AE€KOpa-
THBHE 0POPMAEHHS HaraTo B YoMy Brpadere. OAHAK Ha Te,
IO ITeft ikOHOCTAC MaB ePeKTHY apXiTeKTYPHY paMmy, BKa3y-
IOTb ABi BEAHKIi KPy4eHi KOAOHH, IIOCTaBA€HI Ha TOTY>KHi, Aa-
AEKO BUHECEHI Briepep KOHCOAI, SIKi O6paMA$II-OTb LIEHTPaAb-
HY iKOHY aIIOCTOABCBKOTO SIPYCY. 3a BCi€l IOMKOAXKEHOCTi
KOHCTPYKIJil ikoHOCTaca YcIeHChbKoi 1jepkBu AbBOBa, BiH,
Ma0yTh, OYB 3aAyMaHUIT SIK AOBOAI 3HAYHUIT 3aBBHILIKH —
11oro mapchKi BpaTa caraoTb 280 cum. Lle maibke Ha MeTp
BHIIE, HDK B ikoHOCTaci IT'sITHALBKOI 11epKBH ABBOBA, A€ BU-
COTa LJapChKHX BPAT CTAaHOBUTD 187 cM. ApxiTekTypHa pama
Apyroro ikonocraca — y Craco-ITpeo6paskeHChKill IlepKBi
B A106AiHI — A06pe 36eperaacsi Ta Bpaxkae MAACTUYHICTIO
dacaay, KoMOIHAIIi€I0 TOTANOACHHUX | BUCTYIIAIOUHX eAeMeH-
TiB, 0COOAMBO KOAOHAMH B aIIOCTOABCBKOMY SIPYCi, IIOCTaB-
AEHUMU Ha BeAMKi KOHCOAL. To6TO B IMX iKOHOCTacax CIo-
CTEpIira€Mo 3aCTOCYBaHHS TUX IPHHOMIB, SKi MATUMYTb I10-
AQABIINI po3BUTOK B ikoHOCTaci Co¢ii KuiBcpkoi.

Mooxe 3paTHCS, [0 TPUNTUCYBAHHS OAHIH AFOAWHI, Xait
1 BIAUBOBOMY LIEPKOBHOMY AlST4€Bi Ta 60rocz\013y, HAPOAXKEH-
Hs HOBOI KOHIIEMNIlii iKOHOCTAca, AKa CTaHe MOIIMPEHO0
B KuiBcpkiit MuTpomnoail B Apyriit moaosusi XVII croairrs —
IPHITYIeHHs] HAATO CMiAVBe, TUM OiAbIIIe, 110 MH He MOXKe-
MO HATBEPAUTH MOTO MPSMUMHM CBIAYCHHAMM, HAITPUKAAA,
MMCbMOBUMU AJKEPEAAMH. Hp0Te icropii Taki paKTH BiAOMi.
Hacammnepen TyT caip sraparu abara Cyrepisi, aBTopa KOHIjeII-
Uil roTHYHOrO Cobopy [21]. IJoao ixoHOCTaCa ByKe BHCAOB-
AIOBAAHCS TIPUMITYIIIeHHS, [0 $OPMYBaHHS BUCOKOTO POCiHi-
CBKOT'0 IKOHOCTaca OYAO pe3yABTATOM AyXOBHOI pepOpMI, IIpO-
BepeHol MurponoanToM Kuiscekiv Ta Beiei Pyci Kinpianom
(6a. 1330-1406) [ 16, c. 347]. Mockoschkuit marpiapx Huxom
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(1605-1681), BBakar09M Ba>KAMBIM IPHBECTH POCIHCHKi rpa-
BOCAABHI 06p5w/1 1 KHUTHY Y BIATIOBIAHICTD AO I'PELIbKHX, ITPO-
BOAMB CBOIO 1]epKOBHY pedopMy, III0 OXOTIAIOBAAA i chepy
IlepKOBHOTO MHUCTel[TBa. Biaomo, 1o, copyasxyroun Hoso-
€pycaauMcpkuil MOHAcTHP Iip MoOCKBOIO, BiH 3aMOBHB
y Kuesi MipHy xormito ikoHocTaca YereHcpkoro cobopy Kueo-
ITevepcpkoro MOHACTHPA SIK 3pa30K CTBOPEHHS iIKOHOCTaca
AASI MOHACTHPCBKOTO XpaMy [ 28, c. 146 ]. ®otorpadis miei mis-
HOI Koril [22, C. 488] nokasye, mo Hukon Mas Hamip mpuHIm-
IIOBO 3MIHHTH XYAOXKHIIT 06pa3 pOCificbKOro ikoHOCTaca, Iepe-
TBOPHUBIIHY HOTO Ha apXiTeKTypHy pamy. OToKe, KOHI|eNTyaAbHi
NepeTBOPEHHs LIEPKOBHOTO MUCTEILITBA 3AIMCHIOIOThCA 3 iHilli-
aTHBU BEAVKHX IIePKOBHMX ALS4iB i 3a3BH4al € CYITy THIMU PO3-
TOPHYTiil HUIMU pedOPMATOPCBKIlt AIIABHOCTI.

[IToa0 mrCHMOBOTO CBiAdeHHS PO po3pobry ITerpom
Morunaoio HOBOI KOHIIeMNIlii ikoHOCTaca — He BapTo Ti-
MIMTHCA IAIO31IMH: TAKMM TEKCT, HAIIPUKAQAA, Y KaHpi AO-
KAQAHOTO OIIMCY — HaBpsIA YH B3araAi Mir OyTu ckaa-
aennit. fx sayBaxye [Tanodcpkuii, BeANKi MOKpoOBUTeE-
Al MHCTeI[TBa HIKOAU He 6paAI/IC5I 32 HaIIMCAHHS OTASIAIB
cBOixX 3apayMmiB [21, c. 80]. BUHATKOM € MOSICHEHHS KOH-
IeMIliil TOTUYHOI O c060py, AaHe abaToM CyrepieM. Vrim,
i BOHO AMIIle B HAaN3araAbHIIINX PHCaX ONUCY€E BPAXKEHHS,
SKe MaB BUKAMKATH HOBHIt THI xpamy [21, c. 105-108].
Opnax y Texcrax ITerpa Moruau Mo>xHa BiAHafTH Helpsi-
Me CBiAYEHHS, 1[0 BKA3ye HA OCOOAMBY yBary MUTPOIIOAH-
Ta AO apXiTeKTypHOI pamu ikoHOCTaca. [aeThcs mpo ynHM
OCBSTYEHHSI [JePKOBHOTO HAYMHHS, 11O 3 SIBUAKCS B HOTO
«Tpebuuxy» 1646 poky. Cepea uux € «Iunn 6a[arocao)
BeHisl HOBbIA L] [e]pKBe, nau Mxonocraca» i «Yuusb
6A[arocao]Benis uau oc[Bs|menis KaTameTasmpl, naAu

Aeucyca, ci[e] ecTs, Bcexy Uxonn b L [e]pxsu Ha cBoems
MecTe MOCTaBAeHbIXD» |29, c. 73, 128]. TobTo apxiTek-
TYPHY CKAQAOBY MHUTPOIIOAUT BU3HAUYUB K iKOHOCTAC,
a Moro iKOHOIUC (cyKyHHo) — SIK Aeicyc. 3a3HauMMO,
IO 3aTaABHY AASI CXIAHUX CAOB'SIH CepeAHbOBIYHY Ha3By
«Aeicyc» Ha IO3HAYeHHs iIKOHOCTaca aKTUBHO BXXUBAAM
it y XVII croairTi. Tepmin «ikoHOCTac> BUTICHHUB ii BXe
y XVIII cropiudi. [44, c. 36]. [Toaia y «Tpebuuky> qu-
HiB OCBsIYeHHSI KOHCTPYKII Ta 300 pakeHb IIOKa3ye HIOAH-
CH pO3yMiHHS MUTPOTIOAUTOM 3MICTY CAiB «iKOHOCTac>
i «Aeicyc» CTOCOBHO BiBTapHOI OTOPOXKi, @ TAKOXX 3HAYEH-
HA KOHCTPYKTHUBHOI OCHOBM iKOHOCTaca, MOHYMEHTaAbHA
apXiTeKTypHa paMa SIKOro Telep 3aCAYIOBYE Ha OKpeMe
OCBSTYEHHS.

BucroBkn. KoHIIerito HOBOTO XyAOXKHbOTO BTiACHHS
YKPaiHChKOTO iKOHOCTaca sIK MOHyMEeHTaAbHOI Ta IIPOCTO-
PoBOi apxiTekTypHOI pamu cdopmyatoBas Ilerpo Moruaa
B KOHTEKCTi PO3rOPHYTOl HMM IPOTrPaMH 3 PeHOBaLlil
IIpaBocaasnoi Llepxsu Ykpainu, siKa, 30KpeMa, CTOCYBaAacs
cdepH 11epKOBHOT'O MHCTEIITBA Ta XyAOXKHbOTO OPOPMACHHS
xpamiB. 3aaym Ilerpa Moruau moao Tpancopmarii apxi-
TEKTYPHOTO 00pa3y ikOHOCTaca IPYHTYBaBCSI HA IIParHeHH]
HaAATH 6iAbIIOL XYAOXKHbOI BUPa3HOCTI i10ro ¢popmam Ta eKc-
npecii pisbbaeHOMy Aekopy. Li pucu Ha Toit MOMeHT 6yAu
IIpUTaMaHHi BiBTapsAM KaTOAMIbKUX XpamiB Pedi ITocroanToi,
CTBOpEHHUX y 6apOKoBiit cTuaicTuLi. Bupobaeni MuctenTBoM
KonTppedopmaril mpuitoMyl 3HAYHOTO eMOLIITHOTO BIIAHBY
Ha BIPSIH SIK IHCTPyMeHT 60pOTbhOM KAaTOAUI[bKOT e PKBH 3 ipe-
simu Pepopmartii BHSBUAKCS AOP@UHIIMU AAS TIPABOCAABHOTO
mucrenTa KuiBcbKol MUTpOMIOAIl, sika micast BpecTcbkoi yHil
3ITKHYAQCS 31 CXOXKMMU POHAEMAMU.
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The Counter-Reformation Art Serving the Orthodoxy: The Changes in the Artistic Concept of Ukrainian Iconostasis

during the Second Quarter of the 17th Century

Abstract. The paper analyzes the reasons causing the structural and plastic changes of Ukrainian iconostases during the second

quarter of the 17th century and eventually resulting in the Ukrainian iconostasis of the Baroque period. During the period,

the iconostasis achieved monumentality and plasticity in the interpretation of the fagade side as a result of introduction of the broken

entablature, deep niches for icons, and passages to the altar, as well as to exceptionally rich carved decor, which, in general, added

spaciousness to its architectural composition. The specified structural and plastic iconostases characteristics appeared when

the Metropolitan Petro Mohyla was the archpastor; they are notable in the iconostases built with his direct or indirect assistance.

The hypothesis of the paper is that the concept of iconostasis’ new artistic image as a monumental and architectural space frame
was formulated by Petro Mohyla in the context of the program he developed for the Orthodox Church of Ukraine renovation,
which, in particular, included the domain of church art and artistic decoration of temples. Petro Mohyla’s idea of the iconostasis

architectural image renewal was based on the desire to provide more artistic expressiveness to its form and carved decorations.
During the era, these features were characteristic of the Catholic Church altars of the Polish-Lithuanian Commonwealth built
in the Baroque style. The methods of significant emotional influence on the congregation developed by the post-Tridentine art

as an instrument of the Catholic Church struggling against the Reformation ideas proved to be appropriate for the Kyiv Metropolis
Orthodox art, that, after the Union of Brest, faced the problems similar to those of the Catholic Church, which arose with the spread

of the Reformation.

Keywords: iconostasis, construction, monumentality, architectural forms, concept.

Cmammas nadiiiwaa do pedaxyii 03.07.2023



MucTenTBO ITiA Yac BITHU:

Konnermii. CumBoan. Crparerii.

Art in the time of war:
Concepts. Symbols. Strategies.



YAK 351.719

DOI:10.31500/1992-5514.19(2).2023.294622

Natalia Moussienko

Ph.D. in Philosophy, Leading Research Fellow, Department
of Theory and History of Art, Modern Art Research Institute
of the National Academy of Arts of Ukraine

Haraaist Mycienko

Kanpaupar ¢pirocopcpkux Hayk, HpOBiAHMI HayKOBHH
CIiBPOGITHHK BipAlAY Teopil Ta icTopii KyabTypH, IHCTHTYT
r[po6AeM cydacHoro mucTenTsa HamiomaapHol akapemil
MHUCTeITB YKpaiH1

e-mail: nataliamoussienko@gmail.com | orcid.org/0000-0002-3889-0729

KyabTypHa criaplnvHa YKpaiHu B KOHTEKCT]
POCIMCHKO-YKPAIHCHKOI BIMHH

Cultural Heritage of Ukraine in the Context
of Russo-Ukrainian War

Awnotanis. ITpoaHaAi30BaHO BUKAMKH IOAO KYABTYPHOI CIIAALMHH Y EPIIKiT Pik BEAUKOMACIITAGHOTO BTOPIHEHHS POCIHACHKO-
YKpaiHCbKOI BittHH, 3 AroToro 2022 1o arotu#t 2023 poxy. PosrasHyTo cTpareriysi i TaKTHYHI 3aBAQHHS, IO TOCTAAU Y PaKypci
30epexeHHs | BIAHOBACHHS KyABTYPHOI CIIAAIIMHY KpaiHu. ITiAKpecAeHO, 1[0 YKPAiHChKA KyABTYPHA CIIAALIMHA € BKAUBHM eAe-
MEHTOM Hal[iOHaABHOI 6e3reKH. 3ayBasKeHO, 1Ij0 MDKHAPOAHI OpraHisaryii Ta CBiTOBA Ipeca IPHAIASIIOTh BEAUKY YBary KyAbTYPHIil
crapmuHi B YKpaiHi mip yac BifiHu. TeopeTHKo-MeTOAOAOTIYHOI0 OCHOBOIO CTATTi € AOCAIAXKEHHS GOKYCY Ha KyABTYPHIH CrIaAIfHHI
Y POCiiiCbKO-yKpaiHChKill BifiHi y ALIABHOCTI MXKHAPOAHMX OpPTaHi3aliii, iXHiX AOKyMeHTaX, AOTIOMOTH YKPaiHChKUM 3aXHCHUKAM
KYABTYPHOI CITAAIIMHHY, 2 TAKOX OIPAIbOBYBAHHS My OAIKaIifl y 3aXiAHHX MeAia IOAO [IbOTO MUTAHHS, IO HHUMH OOMIHIOBAAKCS
yaenu «Eppomna Hocrpax y creriaAbHO cTBOpeHiii AAS IIbOTO IPYTI y COIiaAbHil Mepesxi. BuBueHHs BKazaHOro Kefc-cTapi Ta A0-
CBiAy uepes npu3My $paxoBoi MDKHAPOAHOT OpraHi3anil yMOXAUBAIOE BUCHOBKHU AASI O)OPMACHHS METOAUYHHX Ta METOAOAOTTUHUX
3aCaA AAS IOAAABIIOTO BUBYEHHS KYABTYPHOI CIIAALMHY y BilfHi He TiAbKH B YKpaiHi, aae i AAs IIMPOKOro y3araabHeHHs. Ha 6asi
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BKa3aHOTO aHAAi3y MOXKAMBE HAAAHHS PEKOMEHAAIIIH AASl HAIliOHAABHHX Ta Mi>KHAPOAHUX OpTaHi3allii.

Ka10408i cA08a: KyABTYPHA CITAAIMHA, POCIACHKO-YKPAIHChKA BifiHa, HAIlIOHAABHA Oe3IreKa.

INocranoBka nmpo6aemu. Pociiicbko-yKpaiHCHKOI Bi-
itHa, mo TpuBae 3 2014 poky, i moBHOMacmTabHa pasa arpe-
cii, mo posmovaaacs 24 arotoro 2022 poKy, AOBEeAH Tparid-
HHUM AOCBiAOM, IIJO KYABTYPa € BAXXAUBMM €AeMEeHTOM Hallio-
HaAbHOI 6esmeku. CaMe Take KOHIINITyaAbHe Ti GadeHHS Mae
A€XKaTU B OCHOBI HaI[ilOHAABHOI cTpaTerii BiAOYAOBH Ta poO3-
BUTKY YKpaiHH.

IlisnecpsiMoBaHe 3HUIEHHS KYABTYPHOI CIIAAITHHI
Ykpainu pocilichKuM arpecopoM, BUKPAACHHS My3eHHUX
KOAEKIIi¥ 3 OKYTIOBAaHMX TEPUTOPIH, PO3MOPOUIEHHS MY-
3eHUX QOHAIB, 2 TAKOXK 6AraTo iHIIKMX IPOOAEM CTAaBASITH
CepHO3Hi BUKAUKH, OKPECAIOIOTh TAKTUYHI Ta CTPATerivHi
3aAa4i I[OAO 36epex<eHH51 Ta BiAHOBAEHHS KyABTYPHOI CIIaA-
INUHHU YKpalHH, Mo nepeOyBaroTh y pOKyCi yBaru MiXHa-
POAHHX IPOQIAPHMX OpTaHi3ariii, akaAeMiuHOI CITIABHOTH
1 MDKHAapOAHHUX MeAja.

MerTor0 CcTaTTi € aHAAI3 CTpaTeriYHUX i TAKTUYHUX 3a-
BAAHD, [0 TOCTAAM IlepeA OXOPOHIAMH KyAbTYPHOI CIlap-
IMHH ITiA 9aC POCIAChKO-YKPalHCHKOI BiliHH, a CaMe IepUIo-
rO POKY IIOBHOMACIITAaOHOTO BTOPTHEHHS, 2 TAKOX aHAAI3
ALSIABHOCTI i AOKYMEHTiB Mi>)KHAPOAHUX OpraHisalliii Ta pe-
aKIlI MDKHapOAHHMX MeAia Ha npo6AeMaTm<y KYABTYPHOI
CIAAIMHU Y KOHTEKCTI BiiHU.

XyAOXKHS KyAbTYpa. AKTyaAbHi npoGACMH. Bum. 19.4.2.2023
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Bukaap 0OCHOBHOroO mMaTepiaAy AOcAip>KeHHS.
Bia mouarkxy IMOBHOMACIITa6HOI arpecii TAKTUYHUMU 32-
BAQHHSIMU OyAH i 3aaumaroTscsl ¢pisudune 3b6eperxeH-
Hs My3eiB, IXHIX KOA€KIiil, IHIIHX 00’€KTiB KYyABTYPHOI
CHAAIIMHY, i HANTOAOBHIIIE — >KUTTS IXHIX OXOPOHIIIB.
MixxHapoAHa CIIABHOTA HapaAa M HAAA€E BEAUKY AOTIOMO-
I'y IaKyBaAbHUM MaTepiaAaMM, BOTHETaCHUKaMHU, TeHe-
paropaMy, a TaKOX IHIIMMY HeOOXIAHMM 06AQAHAHHSIM.
ITe A2A0 3MOT'y YaCTKOBO CITAaKyBaTH KOAEKIIiI i1 eBaKyIOBa-
TH IX AO Ge3IeYHNX MiCIfb, 3AKPUTH BUOUTI BikHA AASL 30€-
PpeXeHHs NpUMillleHb YCTaHOB KYABTYPHU IPOTATOM BaXK-
koi 3umu 2022-2023 pokiB, 4acTKOBO 06irpiru BKasaHi
YCTaHOBH AASL 36epeskeHHs eKCIIOHATIB. BapTo 3a3HaunTy,
IO My3€eMHUKH, 0COOAUBO 3 IIPOBIHIIIHUX, HEBEAUKHX 3a-
KAQAIB, PIAKO KOAM OTPUMYBAAH Taki MaTepiaan. A 36epi-
raTH KOAEKIil y BIAIIOBIAHMI CIIOCi6 Ba>KAMBO He TiAbBKU
IiA 9ac BifiHY, aA€ M y MUPHHUH Jac.

MixxHapopHa criAbHOTA MOCTIMHO MOHITOPUTD CTaH
KYABTYPHOI CHAAITMHY B YKPaiHi, PO IO CBiAYaTh AOKYMeH-
TH MPOPIABHUX OpraHisalliil y BIAKPUTOMY AOCTYIIi Ta TI0-
CTilfHa yBara MbKHApOAHUX MeAia, 30KpeMa, TaKHX K Opu-
Tanchka «lapaian>, amepuxanceki «Hpro-Hopx Taitmc>,
«IToaiTnko>, CrierjiaAi3oBaHUX BUAAHD 3 MUCTEI[TBA TOIIIO.
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Tema Bitiau B YkpaiHi € y poxyci cBiTOBHX Meaia 3 IIOCTiH-
HUM aKIIeHTOM Ha KyAbTYPHY CIIAAIUHY.

«€Eppoma Hocrpa>, eBponeiicbka oprasisaris, ska
60 pOKiB 3afIMAETHCSI KYABTYPHOIO CIIAAIIMHOIO, iHilif0Ba-
Aa HaBecHi 2022 poxy pasom QoHAOM CBiTOBOI criapmuHN"
CTHIIEHAIL AASI OXOPOHIIB KyABTYPHOI CIIAAIIUHI YKPaiHHZ,
AO SIKOT AOAYIHANCS Mi>KHAPOAHUI AABSHC i3 3aXUCTY CIIaA-
muny B 3oHax kouPAikTy?, IKOMOC Kanaau, apxitekropu
IIIBsenii, a Takoxx iHAUBiAyaAbHI AooHOpH. B YkpaiHi Bkasa-
HY CTUIIEHAIIO aAMIHICTpyBaAn 1IITa6 MOPATYHKY CIIAAIH-
Hu' 1 Acomiartis BuUITycKHMKIB I Iporpamu iMeni (I)yA6paI71Ta
B Ykpaini — Ykpaincpke QyabpaitTiBchke koa0’.

Ist cTumeHAls, Ha BIAMIHY BiA aKIleHTY Ha 30epeskeH-
Hi KOAEKIIi}, CIPsMOBaHA HacaMIIepeA Ha AOTIOMOTY 6e3ro-
CepeAHbO OXOPOHIAM KyABTYPHOI CIAAIMHY, Ha IXHIi 0CO-
OrcCTi HOTpe6H IiA Yac BifHHU. Ti 6yao Hapano sk OAHOPA30BY
$iHaHCOBY MATPUMKY.

KpurepisiMur AAsI BiA3HAUEHHS CTUIIEHAIEIO CTAAH:

o 3HAYHHI BHECOK y 36epe>1<e1-m5{ KYABTYPHOI CITaA-

IMHYU Y BOEHHIN CUTYallii;

e aKTHBHA IPOMAASHCBHKA [O3UIisI y 30epexeHH]
KYABTYPHOI CHAAIITMHY;

«  BUSIB B3AEMOAOIIOMOTH Ta AiA€pCTBA 3 METOIO 36e-
PeXeHHS KyAbTYPHOI CIIAAIITMHY;

o BIACYTHICTD 41 CKOpOYEeHHS 3apOOITHOI [IAATH Ye-
pes BiliHy;

e 0COOAMBO CKPYTHE CTAHOBHIIE IIPAL{iBHUKIB KYAb-
TYPH, SKi )XUBYTb i IPALIIOIOTh Y 30Hi aKTUBHUX
6OIMOBUX Aill.

3 Becun 2022 1o aito 2023 poxy 6yA0 peaAisoBaHO ABA
TypH: CTUIIEHAIaTaMU CTaAu 238 3aXHMCHMKIB KyABTYPHOI
CIAAIIMHU: My3eHHKH, aQPX€OAOTH, APXiBiCTH, apXiTEKTOPH,
pecTaBparopy, 6ibaioTekapi, BOAOHTepHU. AKIIeHT OYB 3po-
OAeHHIT HA THX, XTO ITepebyBaB Ha 3BIABHEHMX i1 OKYIIOBA-
HUX TEPUTOPIAX, Mip 06cTpiraMy, y HaribiabIIii Hebe3meryi.

Bapro mipxpecanTy, mo Mi>kHapOoAHa AOTIOMOTA IIBHA-
KO AOXOAUTB AO PELIUILIEHTIB CaMe Yepe3 IPOMAACHKI / BO-
AOHTEPCHKi OpraHisallii, ap’xe Aep>KaBHi YCTAaHOBH BHSBH-
AVICh HETOTOBUMM AO IIBHAKHMX PeaKIliii HA BOEHHI BUKAMKH,
30KpeMa, Y chepi KyABTYpPHOI CITAAIUHU.

¥ aroromy 2023 poky Ha MixxHapopHOMy popymi
3 Oesmexu KYABTYPHOI CITAAIIUHI «Binua B VKpa'iHi: 6uT-
Ba 32 KyABTYpy>°, sikuit opranisysas Myseit Pesoatonii
Tianocri y Kuesi, 3a mupoxoi MibkHapoAHOI y4acTi Ta mip-
TPUMKH 6YyAO CPOPMYABOBAHO TAKTUYHI Ta CTpaTeriyHi

! https://globalheritagefund.org/
https://www.europanostra.org/donate-now-second-phase-
of-our-crowdfunding-campaign-in-solidarity-with-ukrainian-
heritage-defenders/
https://www.aliph-foundation.org/

4 https://www.facebook.com/HERI.Ukraine/
https://www.fulbrightcircle.org.ua/

https://www:youtube.com/watch?v=xw_DWckOTFQ

XyAOXKHS KyAbTYpa. AKTyaAbHi mpo6aemu. Bum. 19. 9. 2. 2023
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Ia. 1. ®ororpadis kaprunu E. Aera «TaHniBHUIIS B yKpalHCBKOMY
BOpauHi» y Merpomoairen mysei, 21.02.2022. ®oro H. Mycienko

Edgar Degas
French, Paris 1834-1917 Paris

Dancer in Ukrainian Dress, 1899
Pastel over charcoal on tracing paper

In 1899, Degas produced a series of compositions devoted
to dancers in Ukrainian folk dress, in which he fused
color, line, and interlocking forms to create tapestry-like
pictures. Degas called them his “orgies of color.” This
figure was excerpted from a fully developed pastel of
the same year (private collection), but the present work
was almost certainly made by Degas as an independent
drawing intended for ready sale. Another work from the
series is in the Metropolitan’s Robert Lehman collection
(1975.1.166). The subject reflects the surge of French
interest in the art and culture of Ukraine, then part of the
Russian Empire, following France’s political alliance with
that Empire in 1894.

H. O. Havemeyer Collection, Bequest of Mrs. H. O. Havemeyer, 1929
29.100.556

3 : &

1. 2. ®oTo omrcy A0 KAPTHHH — A€ BaKAUBA 3MiHeHA Ha3Ba,
21.02.2022. ®oro H. Mycienko
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1a. 3. ®oro mam’sitruka Tapacy Illesuenky y Kuesi 09.03.2022
®oto H. Mycienko

3aBAAHHS 36epe>KeHH51 KYABTYPHOI CIIAAIUHU IIiA Yac Bi-
MHH, 3pO6AEHO BHCHOBKH IiCASI POKY IIOBHOMACIITaOHOI
arpecii [2].

TakTu4Hi 3aBAAHHS 30CepeAXKYIOThCS Ha $pisuuHO-
MY BIDKMBAHHI SK AIOA€H, TaK i yCTAaHOB KYABTYPH Y TDKKi
BO€HHI Jacu. BopHOYAc KyABTypa K OCHOBA HaITiOHAAD-
HOI 6e3mexy BuMarae pOpPMYAIOBATH i BTIAIOBATH 3aBAAH-
Hs CTpaTerivHi.

Cepea HHX € Taki, IO HAA€XATb BUHATKOBO AO KOM-
MeTeHLii AepXKaBU: CTBOPEHHS CIelliaAbHUX BillCbKOBUX
MAPO3AIAIB, IO 3afIMATHMYTbCS AOCAIAXKEHHSIM i 30epe-
SKeHHSM KYABTYPHOI CITAAIIMHU ¥ $POHTOBUX 30HAX, KO-
OPAHMHAIIiS PI3HUX ACPXKAaBHUX OPTaHiB MOAO AOCAIAXKEH-
Hs KYABTYPHOI CIIAAIIMHU Y TPUPOHTOBUX 30HAX, CTBO-
PeHHA MDXKIHCTUTYLIHHOIO KOOPAUHALIIMHOTIO LEHTPY
AAS HaIpalloBaHHA AI€BOTO AaATOPUTMY Ta CTBOpPEHHS
AOPOXHDBOI KapTH ALl IIOAO BCiX eTalliB eBaKyalil pyxo-
MHX 00’€KTiB KyABTYPHOI CIIAAINIHU, My3€HHOTO $OHAY
Yxpainu.

BuszaueHO HeOOXiAHICTD QpYyHAAMEHTAABHUX 3MiH
BCi€l CHCTeMU OXOPOHHM KYABTYPHOI CIIAAITMHH, 11O 6a3y—
BaAacCh Ha papSHCHKHX 3pa3KaX, apXke BEAUUe3Hi BTpaTu
IiA 9ac BilHU CIIOHYKAIOTh AO CTBOPEHHA HOBOI Cy4acHOI,
CYTOAOCHOI €EBPOIENCHKOMY AOCBiAY MoAeai. Peaaisamis
CTpaTerivyHMX 3aBAAHD HOTpe6ye y4acTi HAyKOBOI CIIiAb-
HOTH, FPOMAAChKUX OPraHi3allifi, a TaKOX 3aAydYeHHS
MDKHapOAHMX OpPraHi3alliil Ta eKCIIEpTHOTO CepeAOBHINa.

XyAOXKHS KyAbTYpa. AKTyaAbHi mpo6aemu. Bum. 19. 9. 2. 2023
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Yxpaincpke npodeciiiHe cepeAOBHUINe KYABTYPHOI CIaA-
IIMHYU 3a3HAAO BEAUYE3HMX, iIHKOAM HEIIOTIPaBHUX BTpaT.

IaBenTapu3anis KyAPTYpPHOI CHAAIIMHU € BATOMHM
CKAAAHUKOM 11 36epiraHH51 Ta BiaHOBAeHHS. CIOAM BXO-
ASITh: onudpyBaHHS 00’€KTiB, IPeAMETIB, AOKYMEHTa-
1il, crBopeHHs, QYHKIIIOHYBAaHHS i 36epiranHs 6asu aa-
HUX; PeBi3is HAABHMX iHCTPYKIIiM, PEECTPiB, aKTyaAi3alis
Ta 3BEAEHHS B EAUHY CHUCTEMY.

BriseHHS 1 po3yMiHHS MOAEAL KYABTYPH SIK OCHOBH
HaIliOHAABHOI 06e3IeKU MO>KAHBE MO>XKAUBI 3aBASIKH OCBi-
Ti. 30KpeMa, IOTPiIOHO BIAHOBUTH Ta IIOCUAMTH OCBITHI
IpOorpaMu y raAysi apXiTeKTypHOI pecTaBpalii, iHinjiro-
BaTH IIporpaMu 0OMiHy AOCBIAOM, IpuBecTH GyHAAMEH-
TAABHI HAYKHU AO IPAKTUKU POOOTH 3 apXiTeKTypPHUMHU
I1aM’sITKaMH, PO3BUBATH OCBITHIO IPOrpaMy apMiHicTpa-
TOPiB KYABTYPHOI raAysi.

BasxAuBUM YMHHUKOM € BIIOPSAKYBaHHS 3aKOHOAAB-
CTBa, 30KpeMa BHECeHHs 3MiH A0 YMHHOTO 3aKOHOAAB-
cTBa moAo LTuBiAbHOTO 3aXUCTY Ta cdep HOro AIIABHOCTI
B YMOBAX KPU3H, a TAKOXX po3pobka 3akoHy «IIpo pecras-
PpauifiHy AISIAPHICTB> Ta BUAIA€HHS apXiTeKTypHOI pec-
TaBpallil y CAMOCTINHY raAy3b.

HaraApHUM CerMeHTOM AOCAiAKeHHS KyABTYpPHOL
CTAAIUHY € «YKpaiHi3aIiis» ykpaiHCbKUX MafCTpiB y My-
3esx cBiTy. Lle HayKOBO-AOCAIAHUITBKHIH IIPOEKT KYABTYP-
HOI AMIIAOMATII Ma€ ASITTH B OCHOBY PaKTHIHOTO MOBEpP-
HeHHA YKpAiHi Il MUTIIiB — B)Xe € IO3UTHBHI IPUKAAAT
y pisHHX My3esx cBiTy. 30KkpeMa, MeTponoaiTeH-My3eit
neperiMenyBaB «Pociiicpky TaHniBHEHILI0O> EArapa Aera
Ha «TaHuiBHULIO B yKpaiHcbkoMmy B6panHi» (ia. 1,2).
Left HampsiM mOoTpebye KOMTKOI p060TH AOCAIAHHKIB.

OcHOBHI MDKHapOAHI opraHisanii, o 3afiMarOTbCs
KYABTYPHOIO CIIAAIINHO, 3pOOHAN CBOI BUCHOBKH 3 AO-
CBiAy YPOKIB IIEpIIOTO POKY MOBHOMACIITAOHOI arpecil
POCIiNCPKO-YKPalHChKOI BiiHM, BOHM BUKAAAEHI Y AOKY-
MmeHTaX i pAomosipsax. IOHECKO aknenTyBaso Ha 3axuc-
Ti KyABTYPHOI CITAAIIMHH YKPaiHU [30]i 6opoTbbi 3 He3a-
KOHHHM 00iroM KyAbTYPHHUX LIIHHOCTEF1: 3aIIPOIIOHYBAAO
IHCTpyMEeHTapiil AASL €BPOIENCHKUX CYAOBHX Ta IPABOO-
XOPOHHHUX opraHiB [1]. ApXKe Ije IHTaHHS IIOCTAAO 0CO-
6AKMBO TOCTPO. EBpONMapAaMeHT TaKOX IPHUAIAUB 11bO-
MY BEAMKY yBary y CBOEMY AOKYMEHTi IIPO 3aXHCT KyAb-
TYpPHOI CIAAIMHY TIiA Yac BiliCPKOBUX KOHQAIKTIB [31].
AOCAipXeHHS KYABTYPH i KyABTYPHOI CITAAIMHHU YKpaiHu
mip yac BitiHu nmposeaa IToapma, ii HarionaabHM#H iHCTH-
TYT KyABTYPHOI CHAAIUHU Ta ITOABCHKHIH LIEHTP AOTIO-
MOTH KyAbTypi B Ykpaini [33], Bono 6yao i 3aaumaerpes
y poxyci 6ararbox KpaiH CBITY.

KpiM 36€PiI‘aHH5I Ta eBaKyaljil KOAeKIiN BaXKAH-
BUM aCIIeKTOM CTaAO 36epe>1<eHH51 B pi3HHN croci6
maM SITHUKIB y MicTax Ykpainu. Haii6iapme em6aemaruy-
HUM CTaAU y6e3nequi MilIKaMH 3 MiCKOM ITaM SITHUKH
Kusruni Oapsi y Kuesi Ta Afoxy Pemeae B Opeci. Y cro-
AUIIi KOLIITOM MeIjeHaTiB 6YAO 3aKPUTO TAKOX ITaM SITHUKU
Tapacy Illeuenky, Muxaiiay I'pymescbkomy, SIpocaasy
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Myapowmy, 3sacHoBHuKaM Kuesa Tomo. Taxwmii xxe mpornec
BipOyBaBCsI B iHIIMX MiCTax KpaiHU (ia. 3,4, 5).

Doxyc Ha KyAbTYPHIH CIAAINHHI YKpalHU IPOTArOM
MEepIIOTO POKY MacmTabHoL arpecil y 3aXiAHUX Meaia pu-
BEpHYB yBary CBITOBOI CIIIABHOTH AO LIi€l npo6AeMaTm<H.
Pecypcra 6a3a AOCAIAKEHHSI [[bOTO IIUTAHHS CIIUPAETHCS
Ha KOMyHIKanifo i 0OMiH MarepiaaiB 3i cBiTOBOI, 3A€0iAb-
IIOTO AHTAOMOBHOI ITPECH I[OAO KYABTYPHOI CIIAAIIMHU
YKkpaiHu y BiffHi, SIKUMH 0OMIHIOBaAQACh i SIKi BUBYaAa IPy-
ma excrneprTiB «Eppomna Hocrpa> y cneniaabHo cTBope-
HIll AASL IbOT'O TPYIIi Y COLliaAbHIN Mepexi.

HaBepeHuit HiDK4e aHAAI3 3p0OAEHHI Ha MaTepiaAax
MD>KHapOAHHX Meaia, 3 AroToro 2022 no arorunit 2023 poxky.
Cepep BHAQHD, IO MOCTiMHO aKIEHTYBAAU YBary Ha KYAb-
Typi, Tpeba Ha3BaTH GPUTAHCHKY <<fapAiaH>>1. 3acHoBaHa
y 1821 poumi sk razeTa, CbOTOAHI — Meaiapecypc, Bxe
29 6epesns 2022 poky mepepaasa Ha Bech CBIT IIOBIAO-
MAeHHs MapiynoAbcbkoi MiChKOI papH, IIPoO Te, IO po-
CiFICbKi OKYTIAaHTH «3BiABHHAM > MapiyImoas Bia ioro ic-
TOPHKO-KYABTYPHOI crlapAmuHy. BoHM BUKpaAu Ta mepe-
BE3AM IIOHAA ABl TUCAYi YHIKAAPHUX €KCIIOHATIB i3 My3eiB
Mapiymoas, 3okpema, poboru Apxuma Kyinasxi Ta IBana
A¥1Ba30BCHKOTO, a TAKOXK YHIKAaABHUHM PYKOIMCHUM CYBiH
Topu ta €Banreaie 1811 poxy, BUTOTOBAEHE Y BeHeIliil-
CBKill ApyKapHi AAs rpekiB Mapiymoas.

TazeTa mpuBepHYyAQ yBary A0 ImoIepeA KeHHI MDKHAPOA-
HOI MUCTelbKOI Opranisarii [eTTi* po Te, 110 MiAbilOHaM TBO-
PiB MECTEIITBA Ta 1AM SITHUKaM B YKpaiHi 3arpOXye Imorpa-
OyBaHH 91 6OMOAPAYBAHHS, HABOASIIH 3asIBY OpraHisaliil:
«MatepiaabHa KyABTYPHa CTAAIIMHA CBIiTY € HALIOO CITiAb-
HOIO CITAAIIIMHOO, IAGHTHYHICTIO Ta HATXHEHHSM AAS BChO-
ro AroAcTBa. KyAbTypHa criapmuHa Mae CuAy 06 €AHATH HaC
i € KPUTHYIHO BAXAMBOIO AASI AOCATHEHHS Mupy. Bona Ta-
KO HAATO 9acCTO CTA€ O0'EKTOM BillHH, 1€ OAHMM CITIOCO-
60M 3HUIIUTH Ta 3aXOIUTH CYCIIIABCTBO, CTHPAIOYH HOTO
mam aTb> [34].

¥ $okyci kopecrioHAeHTIB <<fapAiaH>>: I306eab Komis
ta Epa Pama — Xapkis. PyitnyBanus icropinasux 6yaiBeab
BU3HAHO Mi>KHApOAHUM KPHMiHAABHUM CYAOM BilICBKOBHM
3A09MHOM. XapKiB CTaB OAHUM i3 HabiAbII MIOCTPAXKAAAUX
BiA IIOYaTKy BTOPIHEHH:, KOAM POCIMCBKI BiICbKA 3aBAQA-
AY yAQpiB Horo 6arariit apxiTeKTypHil caamusi. Barato
3 XapKiB'sIH OYAM 3MyIlIeH] TOKMHYTH MICTO, a Ti, XTO AMIIN-
AMCS, IOYaAM KaTaAOTi3yBaTH pyiiHyBaHH:. Ha MoMeHT Ha-
ITHCaHHA MaTepiaAy — Mo4aToK TpaBHs 2022 poky — Bxke
HIIAOCSI IIPO CITHUCOK i3 68 OyAiBeAD, 110 MAIOTh APXIiTEKTYP-
He 3HaveHHs, 3 skux IOHECKO miarBepanaa, mo 27 6yau
MOLIKOAKeHi 260 3HHIIeHi.

Ha aymky MicrieBuX apXiTeKTOpiB, pyHHYBaHHS Mic-
Ta, OT0 apXiTeKTYPHUX [IaM SITOK € YaCTUHOK KaMITaHil

! https://www.theguardian.com/international

Ia. 4. ®oto mam’siTHuKa Tapacy IlleBuenky y Kuesi 25.04.2022.
®oto H. Mycienko

TEPOPY AASL 3aASIKyBAHHSI HACEAEHHS] — 106 BOHO BTEKAO
ab6o 3pan0cs. Kpim peprxaBHEX OpraHiB 6YAI/I YPpaKeHi apxi-
TeKTYPHI IIePAUHH, SKi He MAAU IIOAITUYHOTO M BifICHKO-
BOro 3HaueHHsL. [IpoTe mAaHM GPUTAHCHKOTO ApXiTEKTOpa
Hopwmana Qocrepa, sKuit mAroTyBaB MaHipecT mpo BipOy-
AOBY MiCTa, XapKiBChKi apXiTeKTOPH BBOXAIOTD 32 HEOOXiA-
HUM y3TOAUTH IIepII 3a BCe 3 MiclieBUMU $axiBILsIMU i yepes
AMCKYCII 3 MEIIKAHIISIMY, <106 xapKiB’ﬂHI/I LiHyBaAH Te,
1[0 MU BKe MaeMo. L]iHyBaT aBTeHTHYHICTD i BiAHOBAIOBa-
TH Hall KyABTYPHUI K0A. Lle Hama criabHa icopisa> [25].
BaxxauBum € 3BepHEeHHS BUAAHHA Y TpaBHi 2022 poxy
AO TeMH My3eiB ITiA 9ac BiffHH. 30KpeMa, pO3IOBiAb ITPO Po-
6oty Irops ITomusaiiaa, AupexTopa Mysero Maripany, sixuit
040AMB 36ip CHMBOAIB CIIPOTHBY: BiA AUTSYUX CYKOHb
AO KOKTei1AiB M0oAOTOBa, 06’€KTiB, 10 36epiraroTh Tparism
iX0p06piCTb BITHU AAST Ma1716yTHix IIOKOAiHb. 3a TBEpAIKEH-
uam [lommBaiiaa, BiliHa € mpopoBkeHHAM Matipany. Myseit
Maitpany 36upaB apTedakTH PEBOAIOIINHOIO IPOTECTY,
a Terep 36upae apredaKTy CIPOTHUBY y BifHi. «SIK AAS ic-
TOPHKA, IIi YacU Taki AuBHi, — Kake ITommusaiiao. — Ile
CyMilll Typ6OT IIPO IoAeHHY be3IIeKy Ta 3aroODKHI 3aX0AH;
3aHeNOKO€HHs, mo Ha KuiB HamapyTh, 3acTOCYIOTD sApHY

2 . .u o . . . . 5
reTTl (Getty) — KYAbTYpHa Ta 6AaI‘0AII/IHa YCTaHOBAQ, sIKa 3aMMA€THCA NP E3EHTALIIELO, SGEPG)KCHHJIM Ta IHTEPIIPETALIE0 CBITOBO1 MHUC-

TeLbKoI criapmuHu. https: //www.getty.edu/about/
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Ia. S. ®oto mam’srHuKy Kesruni OAbsi y Kuei, koAu 3 Hei sHiMaau saxucr 06.06.2023. ®oro H. Mycierko

36pOI0; A€ € TAKOXK BIAYYTTSI, IO MU IIEPEKUBAEMO OCO-
6AMBHI1 4ac, i Hama po6oTa — 36epert neit MomMeHT> [7].

CraapmuHa YKpaiHu IIip IIPSMIM YAAPOM — IIPOAO-
Bxye Temy Lllapaor Myaenc y «Iapaian», Aoocaiaxyrouny,
gomy Pocist rpabye mysel kpainy, apxxe 2000 BUKpapeHHUX
TBOPIiB MHUCTELITBA CBiAYaTh MPO 6a’kaHHS ITyrina crep-
TH iCTOPiIO Hauii, 5K i 6araTbox iHIMTUX AECIIOTIB AO HbOTO.
JKypHaaicTka po3moBisae MUpPOKOMY 3araAy Ipo CIIpOTHB
My3elHHUKiB y MeAiTOTIOAI i BUKpaAeHHS 3 MiCI[eBOTO My-
3e10 KOoAeKIIii ckidpcpkoro 3oaora. Ha pary Hammcanms Tex-
cTy — KiHenb TpaBHs 2022 poKy — pOCIHCbKi Bilicbka Bxke
3HUIMKAK 260 cepit03HO MOMKOAUAU 250 My3eiB Ta ycTa-
HOB B YKpaiHi. ABTOpKa 3BepTa€ yBary, Ij0 MbKHapOAHi op-
raHi3aril MPOBOAATb MOHITOPHHT Al 3i 3HHUIEHHS KyAb-
TYPHOI CIIAAIUHE YKpaiHu. AabopaTopisi MOHITOPHHTY
KYABTYPHOI CIIAAIIUHH, KO0 Kepye BippxunCchKuU#I My-
3eil MPUPOAHOI icTopil ciapHO 31 CMicOHIBCBKHM iHCTH-
TyTOM', yke 3apeecTpyBasa noHaa 110 memopiaais, 3pyit-
HOBAaHHX POCiHchkOI0 36poeto. Kpim kpapDKKH cKipcbKoro
30a0Ta B Meaironoai, B Mapiymoai BUKpaAy pyKOIIMCHUH
cysiit Topu i ninHe €BaHreaie, HappykoBaHe y Benenii
B 1811 poi. MyaeHc, sIka € aBTOPKOIO KHUTH «MaaeHbka
icTopis mucrenTBa» (2022), BAAETHCA AO CAYIIHUX aHAAO-
rift, nopisuroroun IlyTina 3 iHmmMu AuKTaTopaMuy, SKi 3axo-
IIAFOBAAM MECTELITBO SIK 3aCi6 IeperrcyBaHHs KYABTYPHOI
icropii Hanii Ta mpocyBaHHA cBOIX iHTepeciB: y 1937 pomni
TiTaep menm HiX 3a Micsanp koHickyBas 17 000 TBOpiB
mucrenrTsa 3 moHap 100 Himerpkux MyseiB. Aesiki 6yau mo-
Ka3aHi Ha I0TO BUCTaBIli «AereHeparuBHe MUCTELTBO>,

! Smithsonian Institution. https://www.si.edu/
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a bararo 6yao summeno. Hanoaeon Bantaxus A0 ITaproka
IeAeBpH 3 yciel EBpONN: KAACHYHI CKYABIITYpH ATIOAAOHA
BeabBeaepcproro ta AaokooHa 3 Itaail; «3HATTS 3 Xpec-
Ta>» Py6enca 3 Beapril. Kpaabxxu MucrenTsa BiAlIOBiAa-
1oTb cripobam ITyTiHa crepTH He3aAexHy icTopito Ykpainn
Ta IPOCYBaTH BAACHY eKCIAHCiOHICTChKY MOAEAb HOBOI
Pociiicpkoi immepii. « OpHAK € Hapis — 3aKiHUye CBill TeKCT
Myaenc, — 110 CTIfIKicTb, Ky YKpaiHa AeMOHCTPYE Y BiliHi,
BiAOOPaXKAETHCS Y BIALIOBIAL KpAiHU Ha ITI0 IIAPAAEABHY aTa-
Ky Ha ii KyAsTypy> [29].

«Tapaian» noBipomuaa cBoim unTayam i mpo moury-
xu Buxoay 3 rayxoro kyta JIOHECKO, unmii BiammoBipaAb-
HUI 32 BHECEHHS 00 €KTIB AO CIIMCKY BCECBITHDOI CITAAIMHI
Kowmirer He Mir $pyHKIIIOHYBaTU IPOTATOM Mics1LiB 6araTbox
IicAst MXXKHApOAHOI peakitii Ha BTopruenHs Pocii B Ykpainy.
Kowmirer maB 3i6parucs y uepBHi 2022 poKy B POCIHCbKO-
My micri Kaszanp, ase 46 xpaiH, Bkatoyaroun QpaHmiro
Ta Beanko6puraniro, 6oiikorysasn 3axip [32].

BoaHnouac «Iapaian» 3BepTaeTncst A0 60A0401 IPO-
6AeMaTUKU CTaBACHHS AO KyABTYPHOI CIIAAIIMHY B YKpaiHi
miA yac BiltHu. [a3eTa nmopyirye muTaHHA PO MOPATYHOK
1000-aitHix neuep Bip 3a6ypoBHukiB y Kuesi [26]. 4N
Ipo 3HaxiAKy medep, siki Tumyp BoOpoBchKuil, KepiBHUK
BipAiAy apxeoaorii HarfionaapHOro 3anoBipHuka «Codis
KuiBcpka>, Ha3BaB 3HAYTHUM BiAKpUTTSIM. BoHH cxoxxi Ha ce-
PeAHDOBIYHI MOHACTHPCHKi eyepHi kommaekcy. OCHOBHOIO
npobaeMoro € yOesneuuru ix Bip 3a6ypaoBHUKiB. CrarTst
Ay>Ke BAYYHO HAa3HBAETBCS <APYyruil ppoHT... »>. AificHO,
Iie € APyTHUM GPOHTOM BiffHU 33 KYABTYPHY CIIAAIITHHY.
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Tazera «Hpio HopK Tasimc>»" € HAlCTapIIOIO ITOACH-
Hoi razeroro CIITA, ae BuxopuTs 6esmepepsro 3 1851 poxy.
I op010 3 HaliMOMYASIPHINTHX, aAXKe ChOTOAHI OXOIIAIOE BeAU-
Ky ayAUTOpIiIO YUTAYiB TaKOX i B @AeKTPOHHOMY popMari.
Y Tpasni 2022 poky rasera HanmMcaAa IIpo IOHOBAECHHS BU-
craB KuiBchbKOro HaIliOHAABHOTO TeaTpy omepu Ta baseTy
ITiCASI BaXKKUX MiCAI[iB BOEHHUX Ailf Ha mmoposi mMicTa. Kuis
6yB MarbKe OTOYE€HUM POCIMCHKMMH COAAATaMH AO ITOYAT-
Ky kBiTHA 2022 pOKY, KOAU BOHM BiACTYTIMAH, 33 AMIIAIO-
49U 32 COOOI0 HACAIAKY MACIITAOHKX 3BIPCTB y OKYIIOBAHHX
HUMH MiCTax i ceaax.

AaBaau omnepy Bepai «CeBiabCbKHH IIUPYAD-
HUK>» — 0yB aHmaar. Ile HeHaue 06insHKa, 0 MU IIepe-
Moxxemo. JKurTsa TpuBaruMe, a He cMepTh — mmuie Baaepi
XOmKiHC, TOCHAAIOYHCh Ha KUSH, SIKi IPUHIIAL AO TEaTpYy.
HamnionaabHa onepa Mae monaa 1300 micnp, ase Moxe 1po-
aatu annie 300 KBUTKIB, Ile Ta KIABKICTb AIOAEH, SIKi MOXKY Tb
HOMICTUTHUCS y TapAepobi, SIKUil IpaBuUTb 32 60MOOCXOBU-
me. Bepxui sipycu onepu Ta eaitHi A0xi 6yan mopoxi [ 18].

Tl'azera mpuBepTa€ yBary A0 60A0YO0I TEMH BUKPAACHHS
YKPalHCPKOTO MHCTEITBA — PO3LIHIOE Iie K aTaKy Ha iAeH-
THUYHICTD, HaNOiAbIIE norpa6yBaHH$i MHUCTEITBA 3 YaciB Ha-
LUCTiB mmip gac Apyrol cBiTOBOI BifH, 110 Mae Ha MeTi 036a-
BUTH YKpaiHy il KyAbTypHOI criapuHu. Y XepcoHi, Ha IiB-
AHI YKpaiHM, yKpaiHCbKa MIPOKYpPaTypa Ta KePiBHUIITBO
MY3€e10 KXy Tb, IO pocisuu BKpaau moHaa 15 000 mpeame-
TiB 00Pa30TBOPYOrO MUCTELITBA TA YHIKAABHUX apTeaKTiB,
OpOH30BI CTaTyi 3 MapKiB, KHUI'Y 3 HAYKOBOI 6ibAloTeKH.
IorpabyBaHHS HaBPSIA 9K € BUIIAAKOBOIO 200 HEHAAEXKHOIO
TOBEAIHKOIO KiAbKOX BiﬁCbKOBOCAy>K60BI_IiB, CTBEPAXYIOTD
YKPalHCBKi IIOCAAOBIIi Ta MDXKHAPOAHI eKCIIepTH, abo Ha-
BiTb O2)KaHHSIM OTPUMATHU IMIBUAKHIL IIPHUOYTOK HAa SOPHOMY
puHKy. HaroMicTh BOHM BBaXKarOTh, IO Iji KPAADKKY € MIH-
POKOMACIITAOHIM HAITaAOM Ha YKPalHChKY [OPAICTD, KYAb-
TYPY Ta iA€HTHUYHICTD, IO BiATIOBiAQ€E IMITEpChHKill TO3MIil
npesuperTa Pocii B. ITyTina, sskuii oCTifHO IPUHIDKYBaB
iaero YKpaiHu SIK OKpeMoi Hallii Ta BUKOPHCTOBYBaB il K
LIeHTPAABHY AASL OOTPYHTYBAaHHS BTOPTHEHH L

ITonpu Bakky BifiHYy rpyma yKpaiHCbKHX IOPHCTIB
i MHCTeLITBO3HABIIIB A€Hb i Hi¥ IIpaIfoe Hap 360poM AOKa-
3iB AASI TOTO, 1110, SIK BOHU CITOAIBAIOTHCSI, CTaHEe Maﬁ6yT-
HIM ITIepeCAiAyBaHHAM 3AOYMHIB, IO BUKPAAAIOTh i HUIIATh
KYABTYPHI IIHHOCTi. YKpaiHI]i TAKOXX CITiBIIPAIIOIOTD 3 MiX-
HAapOAHNUMY MHCTELIbKMMU OpraHisallisiMu, TakuMu sk The
Art Loss Register2 AASL BIACTE)KEHHS HaI‘pa60BaHI/IX TBOPIB.
ApKe KOXKEH ayKIIOHHUI AIM, SIKHUIT ITI06AYUTh MaTepiaAn
3 YkpaiHu, o4He CTaBUTH 6araro sanuTassb [ 16].

Tasera «Iloaitnko»’y 6epesni 2022 poxy nuure,
10 3HMINEHHS KYABTYPHHUX 06’exTiB B YKpa'l'Hi CTaBUTD

https://www.nytimes.com/
https://www.artloss.com/

The Art Newspaper. https://www.theartnewspaper.com/
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IiA 3arpo3y iAeHTHYHiCTh Kpainu. Tak, Bip moTy>xHOTO pO-
cificbkoro o6crpiay y XapkoBi OyAa CHABHO ITOLIKOAXKEHA
OyaiBASL orlepHOTO Tearpy, 3aruHyAo 10 Atopeit. 3 movarky
noBHOMacwTabHoro Bropruents 24 arororo KOHECKO
3apeecTpyBaAa moHaiiMeHme 120 BUITAAKIB IIOMIKOAKEH-
HS 200 [TOBHOTO 3HUIIEHHS KYABTYPHUX 00 €KTIB, 30Kpe-
Ma My3el, icropuui 6yaiBAi, 6i6AioTexu Ta peairiitui ycra-
HOBH, — Qikcye I'eaeon y «Iloairuko>. Bapro 3aznaun-
TH, IO i HTUPPHU OHOBAIOIOTHCS MOCTIMHO — IMOCTINHO
PYHHYETbCS KYABTYPHA CIIAAITMHA. Te, 10 HABOAUTD BH-
AaHHS y Oepesti 2022 poky, IOMHOXHAOCS y pa3u IPOTi-
roM BiffHH. 30MTKM HAOYAM HACTIABKM MACIITAOHOTO Xapak-
TepY, IO eKCIIePTU BBAXKAIOTb, IO KYABTYPHY CHAAIUHY
aTaKyIOTh HABMUCHO, IMAAQIOUN PHU3UKY CaMy apXiTeKTy-
Py YKpaiHcbKoi iseHTHYHOCTI. BoHNn 3akankarors OOH
ta ypsia CIIA 3aXuCTUTH Ta IIOIYASIPU3YBATH KYABTYP-
Hy iaeHTHYHICTD Ykpainu. «IloaiTuko>» 1MTYye Bukaapa-
4a ykpaincpkoi MoBu y Koaymbificekomy yHiBepcureTi
IOpis IleBuyka, sikuit cTBepAXKye: «OKpiM CyTO 3BHYaM-
HOI BificbKoBoI aTak, Pocist 3Hae, mo 6iAbmr cTpaTeriqTHuM
€ HaIliAJOBAaHHS Ha YKPalHChKY KyABTYPY 3 TOAOBHOIO Me-
TOIO il 3HUIeHHs. BOHM 3HAIOTH, IO HABITH SKINO BUI'PAE
YxpaiHa, aAe mporpae ykpaiHcbka KYAbTYpa i 3HUKHE yKpa-
iHCbKa MOBA, TO YKpaiHu He 6y,3,e ». 3rigHo 3 [aaspkoro KOH-
BeHIlielo 1954 poky, HABMUCHI HalmaAW Ha KYABTYPHY CITaA-
IIMHY Ta MaMHO IIiA Yac BiiHU CyTepedaTb MKHAPOAHOMY
mpaBy. Ockiapku Pocis Ta Yipaina € cepea 133 mipnmcan-
TiB, KOAQ, 3aBAAHA YKPAIHCbKMM KyABTYPHHUM yCTaHOBaM,
MOJKe CTaTH AOKA30M y IIOTEHIIMHIA CIpaBi PO BilICbKOBI
3aoumaH [15].

Hait6iabmma xiAbKicTb Iy OAIKaIlifl IOAO KYABTYPHOI
CIAAIMHY | MUCTEIITBA IIiA Yac BifHH, 3pO3YMIAC, IIPUITAAAE
Ha crieriiaaisoBaHi BUAQHHS. 30KpeMa «MIucTelbka razeta> 4
IIOMIiCSYHE APYKOBaHe BUAQHHSA 31 IIOACHHUMM OHOBAEHHSI-
mu B Inrepreri, 3acHoBane y 1990 pori 3 6a3010 y AOHAOHI
Ta Hbto-Mopxy. Ha cBoix mmaasrax rasera y rpassi 2022 poxy
CTaBUTb MUTAHHS, SIK BTOprHeHHs Pocii B Ykpainy 3MiHUTD
KyabTypHY cieHy Cxianoi €sporu [28]. [Tonpu cmepri i pyit-
HyBaHHsI, IPMYVHEH] BiTHO0, 3MIIJHIAVCS KYABTYPHI 3B SI3KH
Ta CIIBIparisd M YKpaiHOIO Ta PEINTOIO CBIiTY. YKpaiHCBKHX
MUTLB O6TOBOPIOIOTH, Y HUX OepyTh iHTepB’10, IX ITOKa3y-
I0Th Y TAKOMy MacIITabi, Kuil ropl 6yao cobi ysBuTu A0 Bi-
JHM, BKAIOYHO 3 IOMITHUM MicrieM Ha Benemiticokiit 6icHaae.
IIpoBopsaTbCs uncAeHHI 6AaroaiitHi PO3IPOAKI Ha MATPUM-
Ky YKpaiHH, Ki MAKPeCAIOIOTh aBTeHTHUYHICTDb YKPaiHChKOI
KyABTYPH Ta Ii MECTELIbKY CAMOOYTHICTB, SIKIM 3arpOXye po-
Cificbke BTOPTHeHHS. YKPAiHChKi KypaTOpH Ta KOAGKTHUBHU AO-
CATarOTh e 6iAbIIO] BridHaBaHOCTI. BopHOYAC, HacAiAKOM
BiMHH CTaAa TAaKOX i30AAIis POCIMCHKOI MUCTEI[BKOI CLIEHM.

Politico — amepukanchbka raera, 3acHoBaHa y 2007 poryi, $OKyCyeThCsI Ha IIOAITHIN.
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IIpo mipATpuMKY BiffHH, 30KpeMa IPO pOCIACHKin
BeOCallT, SIKMI IPOAAE AAS IIbOTO TBOPH MUCTEIITBA, Ce-
PeA SIKUX € Y4MMaAo mAPo6OK, muure y razeti Kocrsurun
Axinma [5]. Lle s OAHOMY CBOEMY AOTIMCi aBTOP BUCBITAIOE
rpabyBaHHI MUCTeLITBa B YKpaiHi poCificbKUMHU BifiCbKa-
MH, IIOAIOHO AO KPaADKOK IIpeAMeTiB MUCTEL|TBA HALJHUCTA-
MU, HibU yKpalHChKe MUCTELITBO PUUKYE OYTH «36epexe-
HUMH> IIASXOM «€BaKyalil». ABTOp HABOAUTD AAS IIPH-
KAAAy MacoBe BHBe3eHHs apredakTis 3 My3eiB XepcoHa.
I'pabyHok He 06MexHBCs XepCOHCHKIM 06AACHUM XYAOXK-
HiM My3eeM imMeHi O. O. IIloBkyHeHKa 3 KOAEKIIi€I0 YKpa-
THCHKOTO Ta POCIFICBKOTO 0OPa30TBOPUOrO Ta ACKOPATUB-
HO-IIPHUKAAAHOTO MUCTELTBA Ta XePCOHCHKUM 00AACHUM
KPa€3HABYHMM MY3€€M, AKMH PO3IOBiAAE IIPO iICTOPiIO Kparo
3 HAMAABHIIIMX YaCiB 4epe3 HOro MaTepiaAbHy KYABTYPY.
ABTOp BBaXa€, MO BaXKAMBUM Mi>XKHAPOAHUM IIpeljeAeH-
TOM € Te, IO HiAePAAHACDKMH CyA BUPILIMB IIOBEPHYTH
Yxpaini BucraBky «Kpum: 3osoro i Taemunni Yoproro
MOpsI>, KA BIAKpHAACS B ApXeOAOTiTHOMY My3el Aarappa
ITipcoHa B AMcTepaaMi HE3aA0BIO A0 aHeKcil B bepesHi
2014 poky. Ha mei mpeTenAyBaAu pocisau.

o 6yae 3 yKpalHCHKMMU CKAapOAMU IICASI TAK 3BAHOL
eBakyarii Ao Pocii, 3aanmaerncs Hesposymiaum. [Tapasean
i3 BUBE3eHHAM HallUCTChKolo HiMeuynHo0 My3eiHHX KO-
AEKIIiA 3 METOI0 «3aXUCTY> BPaXka€, OCKIAbKH ocobauBa
«A€TaAiCTUYHA>» MPUCTOMHICTD €BaKyallil HACTIABKH CXO-
>Ka Ha MiAXiA YMHOBHUKIB TpeTboro Pefixy, ki mpuxoBy-
BAAH CBOE [TOrpabyBaHHs 1ip GiroBUM AMCTKOM TepMIHOBO
YXBaAeHUX «<IIPaBOBUX HOPM> [6].

BupaHHS mpupissie 0cOGAMBY yBary CKOOpPAUHOBA-
HUM aTaKaM II0 KyABTYPHIH CIaAITHHI YKpaiHu, 1o 3a-
3HA€ MACIITAOHUX PYHHYBaHb, & TAKOXK TOMY, 11O KOAAIIfist
OpraHisanii Mpamo€e Hap HAAAHHSAM AOKa3iB HABMHCHOIO
obcrpiay il pociificbkumu Bifickkamu. I'azera nurye HOairo
MycakoBCbKY, YKPalHCBKY IIOETKY Ta IepPeKAaAAdKY, sIKa
HaIIFCcaAa micast o6cTpiay myseto CkoBopopu: «OueBHAHO,
I]0 M€Ta BOPOTa — CTEPTHU YKPAIHChKY HAl[iOHAABHY iA€H-
THYHICTD i KYABTYPY IIASXOM IIOBHOTO 3HHUINEHHS HAIOL
craamua> [35].

Co¢ia KimkoBcpki Hamucasa cepiro MaTepiaais
AAST «Mucrenpkoi razeTn> MOAO KYABTYPHOI CIAAIIU-
HM Ta MHCTELTBA IIiA 9aC pOCINChKO-YKPalHChKOI BiiHH.
I e BaXxAMBO, ap’Xe aBTOpKa pO3yMi€ TeMy, il KOHTEKCT.
3okxpema KimkoBcpki mume npo 3pyiHOBaHi BifHOO
YKPalHCBKi LIepKBU Ta KYAbTOBi CIIOPYAH i Te, SIK CBsIIle-
HHUKY Ta BOAOHTEPHU POOASITD yce MOXAHUBE, I[OO 3aA0-
KyMeHTyBaTH pyitHysanns [20]. XXypnaaicTka cTaButh
HaraAbHe NMHMTAHHSA PO MeperpoAaXX KyAbTYPHMX IIiH-
HOCTeH 3 YKpaiHu. Apxe MimHapoAHa Ppaaa My3elB CIiBII-
pautoe 3 InTeproAoM, 106 CTBOPUTH CIIMCOK, & IIPUKOP-
AOHHI [IATPYAI 1epebyBaOTh y CTaHi «BHCOKOI TOTOBHOC-
Ti>», 06 KOH(ICKyBaTH IIPEAMETH MICTELITBA, BUKPaAeHi
3 ykpainchkux My3eis [21]. Aae uu He 3amisHO? ABTOpPKA

! https://en.wikipedia.org/wiki/Artnet
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iHpopMmye npo norpabyBaHHs POCIFICBKUMHU BiliCbKaMH My-
3eiB XepcoHy [22], a Takox IIPO 3HAKOBY BUCTABKY yKpa-
THCPKUX MOAEPHICTIB, IKy IpeACTaBUAN Y Maapuai, mic-
ASL TOTO, SIK IiA KyAsMH BHBe3Au 3 Kuepa [23]. OueBupHo,
1[0 BUAQHHA iHPOPMYE CBOIX YUTadiB i PO apTiHTepBeHIIii
BcecBiTHbOBiAOMOTrO Benkciy Kuesi Ta Ykpaini y aucromaai
2022 poxky [4] (ia. 6), i mpo Te, six BiitHa B YkpaiHi Biao6pa-
xaeTbes Ha pyHkuionysanni OHECKO [36].

MucrenrBo i KyAbTypHa CIIapliMHA IepebyBa-
I0Th Y QOKYCi CIeliaAi30BaHOTO MPHUCBAIEHOTO KYABTYPi
Ta MUCTELITBY CalTi — news.artnet.com.' Pecypcindopmye
IIPO BUKPAAAHHS He TIAbKHM MY3eMHUX LIHHOCTeH, a TAKOX
My3eHMHUX cniBPOGiTHHKiB. 30erMa HMAETBCS PO MEAITO-
MOAbCHKUIt Kpae3HaBuuii Myseit [3].

IInTaHHS KyABTYPHOI CHAAIIUHY TTiA Yac BilTHH MO-
XKyTb MaTH CBOI HecIoAiBaHi acrexkTy. Tak yKpaiHChKi Oiil-
1i TEpPUTOPiaAbHOL 06OPOHH KoraAu TpaHuiei Ha YopHomy
Mopi i 3Hatman 2500-AiTHI aMmpopamy, SKi BUKOPUCTOBYBA-
AU AAST 30epiraHHs Ta TPAHCIIOPTYBAHHS PIAUH i CyXUX BaH-
Taxis. AMpopu 6yau nepeaani Ao mysero [8].

BaxaMBHMMU € CBiAYEHHS, 110 TIOIIPH BaXKKi BOEHHI Yacu
My3ei, pOo3TaIloBaHi BiAAAAIK Bip AiHII PpOHTY, cXOBaBIIN
Y €BaKYIOBAaBIIU CBOI OCHOBHI KOAEKIIil, IOYNHAKTH PO-
60TH eKCIIO3UIliI MUCTEIITBa, HaPOAJKEHOO IIiA 9ac BilHH.
I BiAKpHBAIOTH CBOI ABEPi AAS IIyOAiKML Waerncs 30Kpe-
Ma 1mpo AbBiBCbKY HaITiOHAABHY TaAeper0 MUCTENTB iMeHi
Bopuca Bosuunproro [10].

Bupanns inpopmye, mo pociiicbka pakera 3pyHHyBa-
AQ HEIIJOAABHO BiAPEMOHTOBAaHHUM ITanar KYABTYPH B MiCTi
Ao3oBa XapkiBcbkoi o6aacTi i iuTye mpesuaeHTa YKpaiHu
Boaoaumupa 3eAeHCHKOTO, SIKUH TiCASI pYHHYBaHHS pocis-
HaMH IT1AAAITy KYABTYPH OTOAOCHB CBill BepAUKT: « OKymaHTH
BU3HAYHMAU BOPOTAMU KYABTYPY, OCBITY Ta AFOASHICTb>», —
ckasaB BiH. «IIJo B roaoBax Aroaei, sKi oﬁnpalorb Taki
ITiAi?>» — HammcaB 3eAeHCBKUI Y Telegram. «A6coaloTHE
3A0, a6COAIOTHA AYPICTB>. Horo moct CYIIPOBOAJYBaB Bi-
Aeo Caysx6u Oesnexu YKpaiH, Ha SIKOMY BUAHO, SIK PaKeTa
BAapHAa 110 3aKkaapy. Ha kappax BHAHO, K OYAiBAsI IepeTBO-
PIOETHCA Ha KpaTep, a MOTIM il IOTAMHAE BeAMIe3HUI CTOBII
AUMY Ta cMITTS. BuAHO, SIK mimoxoAw ODKaTh 3 MafiAQHIH-
Ka; OAHA IIOITYTHA MAIIMHA Pi3KO 3 IXaAa 3 AOPOI'H, iHIIa I110-
muaaa [11].

BupanHs BipcTexye pebaTi 1040 YYacTi pOCIAChKHX
IIPEACTABHUKIB y PI3HHX Mi>)XKHaPOAHHUX OPTaHi3allifaX 3 KYAb-
TYPHOI CIAAITMHK. YKpaiHChKi My3eTHUKU MalOTh 3BUHYBa-
Tt Pociro y kyapTypHOMYy resonupi. «ICOM sacypxye
HaBMHUCHE 3HHUINEHH: YKPalHChKOI KyABTYPHOI CITAAITMHU
Ta Harapye Pocil po 1i 3060B’sI3aHHS SIK AP>KaBU-yIaCHH-
i [aa3pkoi KOHBeHIIil Ta IITOAO 3aXHCTy KYABTYPHHUX IIiH-
HOCTell y KOHQAIKTi, —mipkpecaus npesuaent ICOM
Anpbepro Iapaanaini. — HaBMmucHe 3HHIEHHS KYABTYP-
HOI CHAAIIMHU € BiiChKOBHM 3AOYMHOM i Ma€ IepecAisyBa-
THCS MDKHApOAHMM CYAOM> [9].
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Marepiaau 3 KyABTYPHOI CITAAITMHH ITiA Yac BifHH
B YKpaiHi, SIKUMU OOMIHIOBAAKCH y CBOIH I'PYIIL IIpeA-
cTaBHUKU «EBpora HocTpa> 3 pisHHX KpaiH, BKAIOYA€E
i my6aikauil iHmIME MOBaMH, HDK aHTAINCbKa. «EBpomna
Hoctpa>» mae ABi o¢inifiHi MOBH: aHTAIMCBKY Ta PppaH-
I[y3bKY, @ TAKOX BCl y49aCHUKU IPYIH 3HAIOTh TPH i 6iAbe
MOB, i IOAEKYAH IIPEACTABASIAU MaTepiaAH 3i CBOIX KpaiH.
Opanrryspkoro y rpyri OyB IOMHMpeHnit MaTepiaA Ipo mo-
rpa0yBaHHS OKYIIAHTAMH KOAEKIIiI CKiCbKOro MUCTeLTBa
y Meaitomnoai Ha IliBpAHI Ykpainu [14]. Himenpkoro —
PO Te, 1O [IaM SITKH APXeOAOril B YkpaiHi nepebyBaroTh
mip 3arposoro [39] i mpo pyiiHyBaHHS KyABTYpHHX LiH-
HocTe#l B YkpaiHi. KyApTypy i AIOACTBO OKyIIaHTH BU3HA-
upan Boporamu. COTHI KYABTYPHHUX IIIHHOCTER BxKe OyAn
MOIIKOAKEeH] a60 3HMINEeHi IIiA 9ac BifiHU B VYxpaini [13].
BipsHavaeTbcs TakoXK AMOHTaX i Kpapixka TaM STHHKIB:
Ha ITiBAHI YKpalHU OKYIIAaHTU AEMOHTYIOTD IIaM SITHUKH
Ta 3a6UpatoTs Ix i3 co6010, BiscTymatoun. Craryi Ta ocTaH-
kiB kHa34 [ToTpomkina y Xepcowi Bxe HeMae. I e Ayxxe cum-
BoAiyHO. Bo IToThOMKIH BiAIrpaB BeAMKY pOAb, 106 Kpait
cras pociticokum [38].

AAe 09eBHAHO, IO GiABIIICTD MaTepiaAiB, AKUMHU aK-
THBHO OOMIHIOETHCSI BKa3aHa I'PyIa y COLiaAbHIN Mepe-
i, 3AAMIIAETHCS AHTAINICHKOIO MOBOIO, XOU PENpe3eHTye
pi3Hi KpaiHH, 3 IKUX IIOXOASTh YYaCHUKH rpynu. Tax, Bu-
AaHHS AfokceMbypra iHOpPMYIOTb PO Te, IO PEKOH-
CTPYKIIis YKpaiHU MOXXe KOIITYBAaTH OAMH TPHABHOH
espo [40]. AepxaBHuil caiiT ypsaay Hiaepaanais in-
$opmye mpo cBOI MAAHU PO MPOBEAEHHS KOHpepeHITil
mo YkpaiHi [37]. Yecpka JKypHaAicTa muure po GasxkaHHsI
CBOEI KpalHU B3STH YIaCTh y CIMIACIHHI KYABTYPHOI CITap-
munu Ykpainu [41].

OTsKe, TOAOBHUMY € T€MH, SIK YKpalHIli 00OpOHSIOTH
CBOIO KYABTYDHY CIIRAIIMHY Bip pociiichkoi pyitHanii [27],
SIK My3eHHHMKH QiKCYIOTh HUIEHHS KyABTYPH ITiA Yac BiTHH
B YKpaiHi, ap’ke OU4eBHAHO, 1[0 MarKe BCIOAH, KYAH POCi-
SIHYL TIAYTh, OYAy T PYFHYBaHHS [19], sx 3rOpiB BHACAI-
AOK 06cTpiay 3 60Ky Pocii Aepes’struit BeixcsiTcbkuit ckut
y Casaroripcpkiit Aaspi Ha Aonewunsi [17]. I 3Buyaiino,
IIPO TAQHM BiAHOBAEHHS KYABTYPHOI CIIAAIMHYU YKPAiHH,
3okpema Xapkosa [ 12].

BapTo MIAKPECANTH, 1[0 3BYYUTD HE TIABKH IIATPUMKA
i coAipapHICTh YKpaiHH, aAe i KpPUTHKA CTOCOBHO CTaBACH-
HS AO KyABTYPHOI CIIAAIIMHHU B YKPaiHChbKOMY THAY. Bisomo,
IO IIiA Yac BiiHM y TUAY TPUBA€E PYHHYBAaHHS KyABTYPHOL
CITAAIIMHY MIiCT He TiAbKH ITiA 9aC BOEHHUX Aill, aAe ¥ 3 BUHU
YKPaiHCBKUX 3a6YAOBHHUKIB, SIKi THCHYTDb Ha 3aKOHOAABIISI
AASL IPUMHATTS CIIPUATAMBHX AASL HUX 3aKOHIB, a TAKOXK, He-
XTYIOUH 3aKOHOAABCTBOM, PYFHYIOTb CTAPOBHHHI OyAIBAL.
L5t mpobaema mocrTiitHO y GpoKyci yKpaiHchKol mpecH i pe-
TPaHCAIOETBCS A0 3axiaHnx 3MI. Marepiaa Oaexcanapa
KoaicHeuenka Ha MiKHapoAHiH maaTdopmi «BiaxpuTa ae-
MOKpAaTisI>» PO3MOBIAA€ PO Pi3KO PO3KPUTUKOBAHI CYCITiAb-
CTBOM 3aKOHOAABUI iHiI[iaTHBH y cdepi OYAIBHUIITBA Ta He-
3aKoHHY 326yp0BY KkuiBcbkoro [Topoay [24].
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Ia. 6. oro poboru Benkci na Maripaui y Kuesi 01.12. 2022.
®oro H. Mycienko

Dikcarnist 3axiAHUMH MDKHAPOAHUMH iHCTUTYLIiSIMU
Ta MepiarmaarpopMaMu He TIABKU IIPOOAEM i BTPAT KyAb-
TYPHOI CIIAAIMHY YKPAIHH IPOTATOM BiliHH, He TIABKH IIAQ-
HiB 3 1l BIAHOBAEHHS], a TAKOX IrOCTPO1 npo6AeM14 ApyTOro
$POHTY — y THAY, 3a KyABTYPHY CIAALIMHY — HeoOXiA-
HICTb IIPUBEAEHHS 3aKOHOAABCTBA ¥ CYTOAOCHICTD 3 €BPO-
IeHCHKUMHE 3pa3KaMI, 2 TAKOX HacaMIepes 3abes3mneqnTu
HOr0 BUKOHAHHS — € HeOOXiAHUMU KPOKAMU AASL YCBIAOM-
ACHHS BOXAMBOCTI KyABTYPHOI CITAAIIMHYA AASL HAI[iOHAAD-
HOI 6e3meKu.

BucuoBxkm.

Baxkxi i TparivyHi ypoku nepmoro poky moBHOMACII-
TaOHOrO BTOPrHEHHsI POCIFCHKO-YKPAIHCHKOI BIHU IIO-
Ka3aAM, IO KYABTYPHA CITAALIMHA, 1 36epeskeHHs 1 Bia-
HOBAEHHS € BATOMUM CKAAAHMKOM HaIliOHAABHOI 6e3mexu
Yxpainu. PasoM 3 aTakoro Ha yKpalHCBKi 3eMAi fipe aTaka
Ha iAéHTMYHICTb YKpaiHU 3 MeTOI0 no36aBAeHHS 11 KYAb-
TypHOi cmapmunu. HaBMmucHe 3HMITeHHS KYABTYpPHOI
CIAAIIMHY € BiIChKOBUM 3AOYMHOM i Ma€ nmepecaipyBaTu-
€Sl MI>XKHAPOAHHM CYAOM 3TiAHO 3 [Aa3bk0I0 KOHBEHIJiEIO
1954 poxy, a mKoAa, 3aBAAHA YKPATHCHKUM KYABTYPHUM
YCTaHOBAaM, MOX€ CTaTH AOKAa30M y IMOTEHI[IMHIN CIIpaBi
PO BiICHKOBi 3AOYMHHU.

IlisnecnpsMoBaHe 3HUIEHHS KYABTYPHOI CIIAAITMHU
Ykpainu pocifiCbKUM arpecopoM, BUKPAAEHHS My3eiHHX KO-
AEKIIi 3 OKYTIOBAaHUX TEPUTOPIii, pO3IOPOIIEeHHS My3eTHUX
$OHAIB, a TAKOX Oararo iHIIHX IPOOAEM CTaBASITH CEpiO3Hi
BUKAMKH, OKPECAIOIOTh TAaKTU4HI Ta CTPATETiuHi 3aBAAHHSA
IOAO 30€pesKeHHS Ta BIAHOBAGHHS KyABTYPHOI CIIAAIIUHI
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Ykpaisu, SKMMU OTIKYIOThCS MbKHAPOAHI ITpodiAbHi opraHi-
3allii, aKapeMivHa CITIABHOTA i MDKHApOAHI Meaia.

AmnaAi3 cTpaTeriyHux i TAKTUYHUX 3aBAAHD, 1O TIO-
CTaAU TIepeA OXOPOHIAMU KYABTYPHOI CITAAIIMHHY, a TAKOXK
aHAAI3 AISABPHOCTI i AOKYMEHTIB MiXKHApOAHHMX OpraHi3artii
Ta peaxIii MbKHApOAHUX MeAia Ha IIPOOAEMATHKY KYABTYP-
HOI CHAAIUHU Y KOHTEKCTI BifIHU CTBEPAKYE HMIATPUMKY
CBITOBOI CHIABPHOTH YKpaiHH, BOAHOYAC 3BEPTAE yBAry Ha Io-
CTpi IIUTAHHS IM[OAO 30epeXXeHHsI KYABTYPHOI CITAAIIIHH
y THAYy Kpainu. OnparboByBaHHs Hy6AiKaui171 Y 3aXipAHUX

Meaia, 0 HUMU OOMIHIOBAAKCS YACHH <« €spomna Hocrpa>
Y CIIel[iaAbHO CTBOPEHIN AAS LIbOTO Y COLIiaAbHIN Mepexi
TPy 3 KyABTYPHOI CHAAIMHK YKpaiHu Y BilHi, a 0T>Xe BU-
BUEHHs BKa3aHOTO Ke¥C-CTaal Ta AOCBiAy yepes IpusMy da-
XOBOI Mi>KHapOAHOI OpraHi3allii, yMOXXAUBAIOE€ BUCHOBKHU
AAST 0POPMACHHS METOAMYHHX Ta METOAOAOTIUHMX 3acap
AASI TIOAAABIIOTO BUBYEHHS KYABTYDPHOI CIIAAIIUHHM Y Bi-
I1Hi He TIABKM B YKpaiHi, aAe AAS ITHPOKOTO y3araAbHEeHHS.
Ha 6a3i Bka3aHOTO aHaAI3y MOKAMBE HAAQHHS PEKOMEHAQ-
Lifl AASI HAL[IOHAABHMX Ta MI>XKHAPOAHHMX OpraHisarlii.
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Cultural Heritage of Ukraine in the Context of Russo-Ukrainian War

Abstract. The difficult and tragic lessons learned of the first year of the full-scale invasion of the Russo-Ukrainian war (24.02.2022—
24.02.2023) showed that cultural heritage, its preservation and restoration is an important component of Ukraine’s national securi-
ty. Along with the attack on Ukrainian lands, there is an attack on the identity of Ukraine with the aim of depriving it of its cultural
heritage. Deliberate destruction of cultural heritage is a war crime and must be prosecuted by an international court under the 1954
Hague Convention, and damage to Ukrainian cultural institutions could become an evidence in a potential war crimes case.

The paper analyses the strategic and tactical tasks that the guardians of cultural heritage face, as well as the analysis of the activ-
ities and documents of international organizations, and the reaction of the international media to the issue of cultural heritage
in the context of the war confirms that the support of the world public of Ukraine, while drawing attention to the acute problems

of preserving cultural heritage in rear country.

The paper studies the publications in the Western mass media, which were exchanged by members of Europa Nostra in a social-me-
dia community created specifically for this purpose—discussing the status of cultural heritage of Ukraine in the war. Through
the prism of a professional cultural heritage international organization, this case study allows drawing conclusions for the design
of methodical and methodological basis for further study of cultural heritage in the war not only in Ukraine but in general. Based
on the analysis, the reccommendations for national and international organizations could be provided.

Keywords: cultural heritage, Russo-Ukrainian war, national security.
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Abstract. The outbreak of the full-scale Russian-Ukrainian War, the cancelling of Russian culture, and the broad discussion
of the Ukrainian postcolonial situation have increased attention to Ukrainian culture and artistic heritage. In this context, the war ex-
perience of Ukrainian artists of past generations is of particular importance. The paper focuses on Borys Liatoshynsky, the prominent
twentieth-century Ukrainian composer, survivor of two world wars, with each leaving a deep mark on his life and creative philosophy.
Direct access to archival documents sheds light on how Liatoshynsky perceived and comprehended the reality of the war and how it in-
fluenced his evolution as a composer. Relying on previously published during his lifetime and posthumous sources, as well as on the yet
unpublished archival sources, this paper provides insights into the redacted passages of the later publications about the composer, from
which significant factual or emotionally charged fragments disappeared during the editing,

A careful analysis of archival sources from the collection of the Central State Archives and Museum of Literature and Arts of Ukraine proves
that Liatoshynsky strongly resisted the glorification of the war and avoided talking about the war past in the officially endorsed manner.
For the composer, the wars brought deeply traumatic experiences, causing suffering, forcing him to postpone life and switch to “survival mode.”
Special focus is made on the contrast between the rise of artistic life after the First World War and the repressions after the Second World War.
Liatoshynsky’s music created during the war and postwar years has provided great support for Ukrainians who are now fighting for their in-
dependence and right to exist. The paper also emphasizes that the experience of each war is unique, and the Russian-Ukrainian War requires
artists and cultural scholars to produce new meanings and concepts rather than to look for ready-made answers in the past.

Keywords: archival sources on the life and work of Borys Liatoshynsky, Ukrainian music of the 20th century, World War II, wartime

artistic life, Soviet memory politics, cultural and artistic infrastructure, cultural politics and war.

Introduction

Since the beginning of the full-scale Russian-Ukrainian
War, heated discussions have erupted in Ukraine about its
cultural politics and strategic vectors during the wartime.
The situation in which a neighboring aggressive power is de-
liberately destroying Ukrainian cultural heritage and direct-
ly threatening the preservation of Ukrainian artistic heritage,
imposing propagandistic historical narratives, has prompted
greater attention to the prominent Ukrainian artists of the past
and present. Ukrainian cultural community has realized its
own agency and responsibility for supporting and promoting
its own culture.

The performance of works by Borys Liatoshynsky
acquired a special symbolic meaning. Among the events
worth mentioning in this context were the first performance
of the Prelude for Orchestra Quarts in the Lysenko
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Column Hall of the National Philharmonic of Ukraine
on September 23, 2022 (NFU Symphony Orchestra,
conducted by Michael Menabde), the September 20,
2023 philharmonic concert of the NotaBene Chamber
Group, supported by the Liatoshynsky Foundation,
which included two prominent works by Liatoshynsky
from the Second World War time, namely Five Preludes
for Piano, Op. 44 (Roman Lopatynsky) and the Ukrainian
Quintet, Op. 42 (violinists Maksym Grinchenko and Andrii
Pavlov, violist Thor Zavgorodniy, cellist Artem Poludennyi,
and pianist Roman Lopatynsky). The latter concert
featured the premiere of Quasi Valse, a 1922 piece for string
quartet by Borys Liatoshynsky that had been waiting
to be performed for exactly one hundred years (premiered
by Maksym Grinchenko, Andrii Pavlov, Ihor Zavgorodniy,
and Artem Poludennyi).
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Liatoshynsky’s opera The Golden Crown brought
together an international team to create an exceptionally
innovative online project. Theaters and educational
institutions from seven cities around the world—Teatro
dell'Opera di Roma, Teatr Wielki — Opera Narodowa
(Warsaw), Finnish National Opera (Helsinki), Royal
College of Music (London), Lviv National Opera, San
Francisco Opera, Shenandoah University (Winchester) —
presented plot-related fragments of the opera, each time
directed and performed in a different way. It was broadcasted
on October 25, 2022, on the Opera Vision streaming
platform, where the project’s video was available for free
for six months (The Claquers, 2022).

In the 2023/24 season, other performances
of Liatoshynsky’s works are scheduled. Mykola Diadiura,
the chief conductor of the Academic Symphony Orchestra
of the National Philharmonic, will present the concert series
All Symphonies of Liatoshynsky (since 1991 Liatoshynsky’s
symphonies have been regularly performed in Ukraine
and abroad by Igor Blazhkov, who revived the postwar
first edition of Liatoshynsky’s Third Symphony, Theodore
Kuchar, Virko Baley, Volodymyr Sirenko, Kirill Karabits,
Luigi Gaggero, Volodymyr Syvokhip, and others).

Literature Review

Step by step, the composer’s archives are being
discovered, published, and interpreted. Twenty years ago,
a milestone publication of the correspondence between
Liatoshynsky and Gliére from 1914-1956 was released
(Liatoshynsky, 2002), and at present, a group of scholars
atthe Modern Art Research Institute ofthe National Academy
of Arts of Ukraine, with the support of the Liatoshynsky
Foundation, is working on the second volume of this
extremely important publication for the history of Ukrainian
culture.

There were several events dedicated to Liatoshynsky
at the Central State Archives and Museum of Literature
and Arts of Ukraine (CSAMLA of Ukraine), namely
the online documentary exhibition Borys Liatoshynsky’s
School. To the 120th Anniversary of the Birth of the Outstanding
Ukrainian Composer, Conductor and Educator (Bentia &
Sukalo, 2015) and the ceremonial transfer of autographs
and manuscripts of romances of the 1920s to the CSAMLA
of Ukraine on March 12, 2015. These autographs
and manuscripts were gifted to the state archives
by Liatoshynsky’s heirs Dmytro Gomon and Tetiana
Gomon. This transfer was combined with a presentation
of the recently published Borys Liatoshynsky. Romances
of the 1920s edited and prefaced by Igor Savchuk (see
its 2nd edition: Liatoshynsky, 2015). After the transfer,
the staff of the Archives and Museum revised the inventory
of the personal fund No. 181 and published it online just
before the full-scale Russian invasion. The new inventory was
completed on January 28,2022, and accepted for permanent
storage on February 17,2022 (Liatoshynsky, 2022).
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Aim of the paper

A general overview of these documents,
as well as documents related to Borys Liatoshynsky from other
archival collections stored at the CSAMLA of Ukraine, has
already been published in several articles (see, in particular,
Bentia, 2015; the extended version of this article with
the appendix—a list of performances of Liatoshynsky’s works
by the Kyiv Philharmonic—was published in a collective
monograph dedicated to the composer: Bentia, 2018).
The aim of this article is to elaborate on several important
stories from the time of the First and Second World Wars,
as well as the postwar years, which are considered vital
for understanding the circumstances of the life and work
of the outstanding composer. Among the archival sources
included in this analysis, the most insightful one is a typewritten
text with numerous editorial corrections and redactions
(Hrysenko & Matusevych, early 1980s), which later became
the basis for the first volume of a two-volume Russian-language
work on Liatoshynsky and inspired the appearance of other
publications on the composer in the following years (Hrysenko
& Matusevych, 198S; Hrysenko & Matusevych, 1986;
Kopytsia, 1987). These official accounts are supplemented
by private documents of the composer’s contemporaries,
colleagues, and friends, which sometimes give a completely
different picture of Liatoshynsky’s attitude to the war. All of this
creates a three-dimensional picture of the artist’s worldview,
who was extremely sensitive to global calamities, and their
impact on the interpersonal relations within his professional
community.

Results and Discussion

Reading the collection Memoirs. Letters. Materials,
dedicated to Liatoshynsky, one can understand the decisive
role of the Second World War in the evolution of the artist’s
philosophical outlook. The war became a pivotal point
in the biographies of people and the whole country during
the era. Time began to be divided into three categories: before,
during, and after the war. The Soviet ideological paradigm
of the Great Victory is evident in the memoirs, which greatly
contrast with Ukraine’s radical revision of this ideology today.
Rewriting the memory of the Second World War means that
Ukraine is moving forward, trying not to be trapped in the past.

Naturally, the 1985 edition (it was the end
of the Stagnation era) contains all the possible Soviet clichés,
including “the struggle for peace,” “deep realism,” and “reliance
on the traditions of Russian classical music,” etc. For example,
the Editor’s Note states: “The greatness of Liatoshynsky’s work
is determined primarily by his high position as a citizen who
cares about the fate of humanity. It is this civic position that
enabled him to address such complex and important topics
of our time as the struggle for peace, friendship of peoples
(in particular, the Slavic peoples), the heroic struggle
of the Soviet people against fascism during the Great Patriotic
War, etc.” (Hrysenko & Matusevych, early 1980s, sheet 2);
“For all its complexity, tension and poignancy, the musical
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language of his works is deeply realistic” (Hrysenko &
Matusevych, early 1980s, sheet 4); “One of Taneyev's favorite
students, Gliére passed on to B. Liatoshynsky the traditions
of Russian classical music” (Hrysenko & Matusevych, early
1980s, sheet 3). The editors also emphasize the composer’s
active participation in supporting resistance to the occupiers
and artistic reconstruction after the war: “During the [Great]
Patriotic War, he worked [in Saratov] at the Taras Shevchenko
Radio Station, which at that time broadcasted special programs
for partisans and the residents of temporarily occupied Ukraine.
Immediately after the liberation of Kyiv (November 10,
1943), he returned to his hometown (together with the poet
M. Rylsky, the poet M. Bazhan, and the painter M. Derehus)
and immediately joined the reconstruction of the city’s artistic
and cultural life” (Hrysenko & Matusevych, early 1980s,
sheet ). (This is not entirely accurate, as the composer first
moved from Saratov to Moscow in the fall of 1943, where
helived in Gliére’s apartment, and only returned to Kyiva year
later; this is discussed in more detail below.)

Even Igor Belza, in his extremely personal, insightful,
and to a certain extent even lyrical memoirs about his teacher,
written “for a wide readership,” deliberately adds a stylistically
alien passage about the strict cause-and-effect relationship
between war and creativity: “The experiences of these
years, the heroism of the Soviet people, the drama that rose
to tragic pathos caused by thoughts about the victims and loss
of loved ones—all this was captured in the great chamber
and instrumental works of Liatoshynsky created during the war
years. At the same time, it was not accidental that he persistently
turned to the folk-song melodies of Ukraine, whose land,
even if for a short time, was ruled by barbarians who killed old
people and children, destroyed cultural values and buildings,
and desecrated graves” (Hrysenko & Matusevych, early 1980s,
sheet 54).

Gliére also focuses on the wartime years of Liatoshynsky’s
career. In Liatoshynsky’s works, he emphasizes “his ability
to convey in music the heroism of the people fighting for their
freedom and independence,” and highlights his student’s
direct participation in the war, his influence on its course
through his work and the use of folk song melodies (the topics
are quite different in the artists’ correspondence): “During
the Great Patriotic War, when Soviet musicians, together with
the entire nation, participated in the defense of the Motherland,
B. Liatoshynsky created beautiful works based on the melodies
of Ukrainian folk songs: The Ukrainian Quintet (awarded
the State Prize), the Second Piano Trio, the Shevchenko Suite
for piano, and many solo and choral arrangements of folk songs.
In the post-war years, the composer’s appeal to the richness
of folk song creativity was equally successful and fruitful”
(Hrysenko & Matusevych, early 1980s, sheet 68).

Memoirs written after a certain time gap often unwittingly
romanticize wartime, their authors use vivid poetic epithets,
broad generalizations, and project their own emotional
reaction to what they saw and experienced. Perhaps it was these
features of the memoirs of the singer Mykhailo Romensky that
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forced the editors of the collection to actually rewrite them
all, making them more dry and specific. Nevertheless, it is
worth presenting the original version in order to understand
the different strategies of remembering traumatic events.
Romensky’s memoirs of his return to Kyiv begin as follows:
“I'walked through the broken streets of the capital of Ukraine.
The charred poplars on Shevchenko Boulevard stood like
ghosts. Artillery shots were still thundering, and we had already
returned from the evacuation from Irkutsk. Sadness gripped
my soul. It was painful to look at the ruins of Khreshchatyk.
The wounds from the loss of our relatives and friends were
still fresh” (Hrysenko & Matusevych, early 1980s, sheet 271).

Using the example of memoirs about Liatoshynsky,
as well as the material of the broader war literature intended
for publication, we notice the development of clichéd verbal
constructions that were used at that time to denote everything
related to the Second World War. Obviously, these verbal
formulas were not canonized immediately. Yet, this is another
lesson for contemporary wartime Ukraine: it is important not
to exploit the Soviet discourse but to try to find other words
and other meanings to describe our own present experience,
which will help us not only survive this war but also,
as the Ukrainian writer Oksana Forostyna aptly putsit, “survive
the peace,” i.e,, to emerge from the war with a constructive
postwar program aimed at systemic change (Forostyna, 2023).

Social Circle and Professional Contacts

Throughout his life, Borys Liatoshynsky never lost
contact with his student Igor Belza. The First World War
forced Belza (original surname Doroshuk) to leave Warsaw
and his studies at the gymnasium and move to Kyiv, where
he joined Liatoshynsky’s class of students and took his first
steps as a professor. Obviously, it was the critically difficult
years of the Second World War and mutual support that
caused and strengthened this closeness. In his memoirs about
his teacher, Belza writes: “..I am indebted to him in many
ways as a student not only in the realm of the ‘divine art,
but also in the difficult ‘art of life. [ The following is crossed
out by the editor:] I dedicated my book on Romanticism,
published in Poland in 1974, to the memory of all three
of my teachers: father, mother, and Borys Mykolaiovych.
And if formally I stopped being his student after graduating
from the conservatory, in fact, I never stopped learning from
him until the last years of his life, which was tragically cut short”
(Hrysenko & Matusevych, early 1980s, sheet 12).

While in evacuation in Saratov, Borys Liatoshynsky
and his wife Marharyta Tsarevych were in close contact with
the composer and conductor Petro Polyakov (when the latter
was a student, his entire group was transferred from Odesa
to the Lysenko Music and Drama Institute). Although full
of Soviet liberation pathos, Polyakov’s memoirs remain
an important testimony to the organization of musical life
in Saratov and the role of Liatoshynsky in it: “Saratov. 1941.
Winter. On the far outskirts, near the banks of the Volga,
in a snowy, cold room sat a gaunt man whose name was
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being announced on the radio together with his patriotic
Bohuntsi’s Song, which was being broadcast for the partisans
of Ukraine. When Borys Mykolaiovych learned that
the Taras Shevchenko Radio Station had started broadcasting
in Saratov, he was inspired and immediately accepted my offer
to cooperate with the Ukrainian radio station. Since then,
the composer’s entire creative life has been in constant contact
and communication with performers and creative teams
of Ukrainian Radio. Being at that time the head and artistic
director of music broadcasting, I was closely acquainted with
Borys Mykolaiovych’s work and got to know him even better
as a person. Borys Mykolaiovych and his wife, the singer
Marharyta Oleksandrivna Tsarevych-Liatoshynska, began
to perform regularly on artistic broadcasting programs.
Radio opened up enormous opportunities for the composer
to communicate with the people. The feeling of constant
connection with Ukraine inspires him even more and does
not leave him throughout his career. Borys Mykolaiovych’s
achievements during these harsh years of war are
exceptionally outstanding. In extremely difficult conditions,
the composer creates outstanding works that are rightfully
ranked among the pinnacles of contemporary multinational
Soviet realist music, which have won deep recognition
and love of the people” (Hrysenko & Matusevych, early
1980s, sheets 218-219).

While the date of the following document is unclear
(the stamp is smeared), it is possible to hypothesyse that
the Liatoshynskys wrote to Polyakov in Saratov (the Radio
Committee) at the end of 1943 from Moscow. The text
of their telegram literally reads as follows: “Congratulations
on the New Year we wish you happiness at the same time
we send a letter greetings to the family [ continued on the back]
the Liatoshynskys” (Liatoshynsky, ca. 1943).

In Polyakov’s personal collection at the CSAMLA
of Ukraine, there isan undated sheet with copied Liatoshynsky’s
gift inscriptions to Polyakov on wartime publications kept
atthe National Museum of the History of Ukraine in the Second
‘World War. They are bitter and ironic at the same time, worth
being reproduced in full: “Gift inscriptions on the music scores
of B. M. Liatoshynsky, which are in the museum of the Second
World War. Ukrainian Quintet. To my dear P. A. Polyakov,
sincerely grateful for the truly friendly attitude in the difficult
1942-3 years for the author. Moscow, 26/1 1944, published
in 1943 / Overture on 4 Ukrainian National Themes. To dear
P. A. Polyakov from the author as a sign of sincere friendship.
Kyiv 4/11 1944 / The Four Seasons. For choir. To my dear
P. A. Polyakov in memory of the evening of May 10, 1951.
To P. A. Poliakov as a sign of friendship and in memory
of the evening of September 21, 1951, when a score larger
than this one was on the table. 21/IX 1951 Vorzel / To
Polyakov P. A. Fifth Symphony” (Liatoshynsky, n. d.).

Two photographs, dating from the second half
of the 1940s, capture Liatoshynsky with Petro Polyakov
and other colleagues. Based on their clothing and other
signs, it may be assumes that the photographs were taken
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on the same day. In the background of the second photograph,
aradio is clearly visible, the main attribute of the two artists’
stay in evacuation (Photograph of Liatoshynsky & Polyakov,
ca 1947; Photograph of Liatoshynsky, Znosko-Borovsky,
Ponomarenko, & Polyakov, ca. 1947).

The memoirs of the pianist and composer Tatiana
Nikolaieva, who performed the premieres of Borys
Liatoshynsky’s works, begin with the war years, and for whom
it was important to emphasize the contrast between everyday
difficulties and student enthusiasm. In her memoirs about
her time in Saratov, she writes as follows: “The conditions
for students’ studies were extraordinary at that time.
The beautiful building of the Saratov State Conservatory (one
of the best in the Union) was covered by soot and smoke from
burzhuikas. (Today’s youth do not understand this.) Almost
every day the electricity went out. There was a shortage of food.
We received a month’s worth of meat rations, excellent Volga
herring, and we immediately ate a week’s worth of bread. It was
under these circumstances that I was destined to meet Borys
Mykolaiovych. I still remember his tall figure with his winter
hat pulled down and his coat collar turned up. The burzhuikas
could not warm up the building, it was wildly cold
in the conservatory, and my fingers were cold from touching
the piano keyboard. I was one of the cheerful enthusiasts. Thad
to take classes with Borys Mykolaiovych on instrumentation”
(Hrysenko & Matusevych, early 1980s, sheets 259-260).

The memoirs of Leonid Chetvertakov, an avid music
lover and a very young twenty-year-old who was serving
in the army in Saratov in 1941, also focus on the war years.
The circumstances of his personal acquaintance with
the Liatoshynsky family were quite pragmatic: he once
helped his composer idol buy bread without waiting in line
(one had to stand in line for hours). Over time, they began
to communicate more and more often on musical topics:
“Borys Mykolaiovych, when he saw in me a desire to learn
music, met me with an open mind. Despite the difficult living
conditions and his busy schedule, he found time to talk to me.
Irememberhow hard it was—incredibly hard—for them tolive
in Saratov during the war. In an unfamiliar city, with strangers,
in cramped conditions, they lived an extremely intense creative
life. And this required great courage and spiritual fortitude”
(Hrysenko & Matusevych, early 1980s, sheet 289). Further,
Chetvertakov notes: “In the years 1941-43 in Saratov, Borys
Mykolaiovych worked a lot. He composes romances, trios,
quartets, and a quintet, an inspirational work in honor of his
native Ukraine. He performs on Ukrainian Radio together
with Marharyta Oleksandrivna. <...> In the fall of 1943,
the Liatoshynskys left Saratov” (Hrysenko & Matusevych, early
1980s, sheet 291). The communication between Liatoshynsky
and Chetvertakov did not stop for quite some time, so later
the author of the memoirs made an interesting observation
that Liatoshynsky did not glorify his works of the war years
and did not romantisize the wartime: “Borys Mykolaiovych
spoke humbly about his work, and often, in response to my
enthusiastic remarks, he spoke with a great deal of criticism
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of himself. It was felt that Borys Mykolaiovych was especially
fond of his works of the 20s and his last symphonies, the 4t
and 5" (Hrysenko & Matusevych, early 1980s, sheet 293).

For many artists, the war became a watershed: in their
memoirs, they divide theirlives into pre-war and post-war years.
This is clearly evidenced in the memoirs of the film director
Tymotii Levchuk about his collaboration with Liatoshynsky:
“I personally knew Borys Mykolaiovych in the prewar years.
However, my creative destiny brought me together with him
after I returned from the fronts of the Great Patriotic War”
(Hrysenko & Matusevych, early 1980s, sheet 252).

Leonid Hrabovsky, speaking of his teacher, also singles out
the war years. He writes: “At one of the lectures on the history
of Ukrainian music, where some of Liatoshynsky’s romances
from the war years were shown, I was struck by the first
consonance I had ever heard—two simple but different chords
built on top of each other—which became the first impetus
for my own delving into this realm” (Hrysenko & Matusevych,
early 1980s, sheets 103-104). The mere mention of the war
sharpens perception and provokes a particularly careful attitude
to everything created in the wartime.

For another student of Liatoshynsky’s, Yurii Shchurovsky,
the postwar atmosphere of the Kyiv Conservatory
had a special flavor, and he was particularly struck
by the contrast between the catastrophic neglect of everyday
life and the humanity and benevolence of the professors.
All of this is also superimposed by the euphoria of the first
year of study at the coveted university: “1946. The postwar
destruction is very evident. Shops are empty, transport
rarely runs, and the classrooms are very cold. <...> Poverty
and suffering, pain and death are gradually receding into
the realm of memories. I'm also happy because my dream
has come true—TI have been a student at the conservatory
for several months now. And it does not matter that
we sit in classrooms in coats, with every word a cloud
of steam obscures your face and the objects in front of you.
The corridors of the conservatory are also an unusual sight.
In terms of color and variety, they could only compete with
Nevsky Prospekt, described by Gogol in his time. One could
not pass by the older representatives of the vocal department
elite. They drew attention to themselves with the brightness
of their clothes and the garishness of their makeup. There were
a lot of military shirts. New ones were bright green, slightly
worn ones were yellow and orange, and long-used ones were
faded to whiteness by time, rain, and sun. On the chests
of some, clusters of orders and medals proudly jingle, while
others have strictly fixed rows of award bars. And some had
holes right against their hearts, like bullet holes, after they had
removed their medals from their shirts to keep them at home.
Andin secluded corners, in nooks and crannies, in the corridors,
groups of very young, shy boys and girls gathered. These were
newcomers, whose precious years of study had not been
taken away by the war, who were now mature enough to enter
the conservatory to continue their education” (Hrysenko &
Matusevych, early 1980s, sheet 124). Turning from his general
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impression of the conservatory of those years to his memories
of the Department of Composition, Shchurovsky notes:
“In those days, the Department of Composition was based
mostly on the ‘three whales, the ‘three Mykolaiovyches’ —
the classes of professors Lev Mykolaiovych Revutsky, Borys
Mykolaiovych Liatoshynsky, and Mykola Mykolaiovych
Vilinsky. [Shchurovsky’s footnote: However, for some time
Mykhailo Ivanovych Verikivsky and Matviy Yakymovych
Hozenpud also had several students]. In addition to their
universally recognized compositional authority and wide-
ranging erudition, they all possessed an absolutely amazing
gift that is so necessary for every true teacher and pedagogue:
the gift of humanity and benevolence. It was a great happiness
to get into their classes” (Hrysenko & Matusevych, early
1980s, sheet 124).

‘War and the Publishing Industry

The topic of the functioning of publishing houses,
including music publishing houses, is one of the central ones
in archives on Liatoshynsky. The fact that his works were
published in Ukraine, as well as in the central publishing houses
ofthe USSR and abroad, was always of fundamental importance
to the composer, as it testified to the creative realization of his
potential. Some of his students worked in publishing houses
after graduating from the conservatory and maintained contact
with their professor. The discussions that emerge in records,
memoirs, and correspondence, such as the functioning
of publishing houses as institutions, the overregulation
of contacts with Western publishers, Soviet censorship,
and unbreakable hierarchies in the composer’s professional
community are also relevant to this study. The publication
of the works was directly related to the facts of their previous
performance: the live premieres made it possible to finalize
the music manuscripts and make them ready for publishing.

Particular focus on this topic is provided by Igor Belza,
one of the pionering music publishers in Soviet Ukraine,
an artist seasoned in the functioning of Soviet music
publishing houses, their principles of work, and, in fact,
revealing the history of publication of his teacher’s works.
Belza’s memoirs shed light on many facts about Ukrainian
music publishing in the context of Liatoshynsky’s life and work
during the Second World War: “Shortly before the outbreak
of the war, thanks to the efforts of Kalekina and Rudensky,
the Mystetstvo Publishing House finally got its own printing
house on Bankova Street with a sheet music engraving,
assembly, and printing shop. It was there that the clavier
of the opera Shchors was printed. And in July 1941, when
bombs were falling on Kyiv, we drowned the machines, paper,
and all the equipment of the printing house in the Dnipro
on our own and burned the publishing house’s archives. A few
months later, in early September, Mykhailo Burmistenko,
the Secretary of the Central Committee of the Communist
Party of Ukraine, who had done a lot for the publishing
house, died at the frontline with a weapon in his hand.
[Handwritten note on the margins: Coordinate with the party
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authorities and write perhaps more about his [Burmistenko’s]
role in the organization of the publishing industry, if his role
isreally great. Continuation of the note in a different handwriting:
To mention it in passing?].

In the first month of the war, Borys Mykolaiovych
and a group of cultural figures were evacuated from Kyiv.
The life of Borys Mykolaiovych and Marharyta Oleksandrivna
in evacuation was not easy. Both of them worked in Saratov
at the Taras Shevchenko Radio Station; in addition, Borys
Mykolaiovych taught students, becoming a member
of a department of the Moscow Conservatory that was
evacuated there as well. This was a continuation of old contacts
with Moscow, where in the thirties Liatoshynsky had taught
special instrumentation courses.

Borys Mykolaiovych’s health was unstable, and doctors
diagnosed him with a serious form of dystrophy but even
during this period he did not stop his intense creative work,
the results of which, despite the difficulties of the war years,
soon appeared in print. The Soviet government made
sure that the culture of all the republics that were attacked
by the Nazis continued to develop. In particular, the Ukrainske
Derzhavne Vydavnytstvo [ Ukrainian State Publishing House]
was established in Moscow to publish both classic and new
works by Ukrainian writers and composers. This short period
of existence of the Ukrainian publishing (on the printing
base of Muzgiz) was marked by the publication of numerous
works by Borys Mykolaiovych, some of which were published
with two stamps — Muzgiz and Ukrvydav. First of all,
this is the monumental Ukrainian Quintet (first edition —
Ukrvydav, 1943, second edition — Muzgiz, 1949), which
was awarded the State Prize, the Second Piano Trio, the Fourth
String Quartet, fifty arrangements of Ukrainian folk songs
for voice and piano and choir with piano, the Piano Suite,
romances to the words of Maksym Rylsky, Volodymyr Sosiura,
and Sava Holovanivsky” (Hrysenko & Matusevych, early
1980s, sheets 52-53).

Obviously, the Soviet authorities understood
the importance of publishing houses as one of the most
influential tools for spreading propagandaand creatinga positive
image of the Soviet empire. They made full use of this tool,
as Belza also mentions in connection with a fragment from
Liatoshynsky’s opera Shchors: “Only our era could produce,
for example, to the famous Song of the Bohun Regiment, which
was printed in the first days of the war in thousands of copies
and all of them were sent to the frontline upon the instructions
of the Central Committee of the Communist Party of Ukraine”
(Hrysenko & Matusevych, early 1980s, sheet 56).

Recalling the situation during the 1920s and the following
decades, including the years of World War II, he notes: “In
1924, Liatoshynsky’s first works were published in Moscow,
a series of romances called Moonlight Shadows. Soon,
the composer’s name gained popularity in the Soviet Union
and then in the West, primarily due to numerous Moscow
editions of his works, some of which were published
in conjunction with the largest European publishing house,
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Universal Edition, in Vienna, which distributed works by Soviet
composers published under an agreement with the Music
Sector of the State Publishing House in Europe and America.
And for more than half a century now, Moscow (the Music
Sector of State Publishing House was reorganized into the State
Music Publishing House, abbreviated as Muzgiz, and then
into the Muzyka Publishing House) has been continuously
publishing works by Liatoshynsky, whose glorious name
is also in the catalogs of both Ukrainian publishing houses
and the Soviet Composer Publishing House. In Ukraine,
where the printing base, which had been damaged during
the Civil War, was gradually being restored and expanded,
three of Liatoshynsky’s romances were published in 1929.
These were After the Battle to Bunin’s lyrics, Ancient Song
to Heine’s lyrics, and Ozymandias (Hrysenko & Matusevych,
early 1980s, sheets 23-24).

The circumstances of the war put many things on hold,
and the publication of music was one of them. For example,
on the fate of the publication of Liatoshynsky’s Second
Symphony, which Belza mentions: “The Second Symphony
(1940) also underwent a radical revision, and its score,
due to wartime circumstances that significantly affected
publishing throughout the country, was published in Moscow
only in 1946” (Hrysenko & Matusevych, early 1980s,
sheet 37). Belza considers the lack of publishing capacity
to be one of the signs of the postwar years in Kyiv: “Already
in the fall of 1943, Borys Mykolaiovych fled to the liberated
Kyiv. For a long time (until 1951, when Pushkin’s famous
choirs The Four Seasons were published in Kyiv), his works
were published only in Moscow, because the publishing house
Mystetstvo was slowly restoring its printing base” (Hrysenko &
Matusevych, early 1980s, sheet 54).

The war also proved the importance of circulated editions
in the sense that single handwritten copies of works often
do not survive the hard times. This was the case, for example,
with Borys Liatoshynsky’s first music written for theater,
when he composed music for a performance by the Lesia
Ukrainka Theater in Kyiv based on Vsevolod Vishnevsky’s An
Optimistic Tragedy. Liatoshynsky was invited to try his hand
at the theater by his classmate from the Zhytomyr gymnasium,
Volodymyr Nelli, then director of the Lesia Ukrainka Theater.
According to his recollections, “... when the Lesia Ukrainka
Theater returned to Kyiv at the end of the war, it was decided
to restore An Optimistic Tragedy. We searched all the corners
of the building but found only a few scattered and torn sheets
of orchestral parts. Borys Mykolaiovych also did not have
a single line left. He was upset: apparently, he loved his first
work for the drama theater” (Hrysenko & Matusevych, early
1980s, sheet 250). After the war, only fragments of individual
parts were found. The war destroyed this work by Liatoshynsky
but there is always a small chance that this manuscript may
be found in some collection. Nevertheless, it is obviously
worthwhile to include information about this work when
compiling a list of the composer’s works or collecting press
reviews of lifetime performances.
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Postwar Contrasts: The Rise of the 1920s
and the Repressions of the Late 1940s and Early 1950s

It is hard not to notice a huge difference in the way
Ukrainian artists felt after the end of the First and Second
World Wars. The 1920s witnessed creative polyphony,
experimentation, emergence of new stars and new works,
the establishment of a professional community with numerous
associations and groups, a significant presence of Ukrainian
artists in the centers of the Soviet empire, foreign publications
and performances, contacts with prominent foreign
artists. The late 1940s and early 1950s were characterized
by persecution and repression, unrest, a paranoid atmosphere
of distrust in society in general and the creative environment
in particular, and the establishment of non-artistic priorities
in artistic work. It can be argued that for Liatoshynsky
this time lasted for more than a decade—since his return
to Kyiv in 1944 up until he was awarded the First Class State
Prize in 1955 for his music to Thor Savchenko’s film Taras
Shevchenko (1950).

Belza also mentions this in his memoirs, noting that “[t]
he harsh, tendentious criticism of his work in the late forties
and early fifties caused Borys Mykolaiovych great distress”
(Hrysenko & Matusevych, early 1980, sheet 55). For Belza,
it is the war that allows him to explane the complexity
and emotional intensity of Liatoshynsky’s music, the expansion
ofhis compositional palette and his proximity to expressionist
statements: “Liatoshynsky’s symphonic scores are marked
by the most vivid originality. They embodied, developed
and generalized the images created ... by the drama of our
time, hence the intense emotionality that even prompted
critics to reproach the composer for his tendencies toward
expressionism, although such reproaches were hardly
justified in the least, since there is no need to talk about what
the thoughts and feelings of Soviet artists were like during
the war and postwar years. It was these experiences that
caused the emotional intensity, sometimes even tension, that
is felt in many scores of those years, including Liatoshynsky’s
Ukrainian Quintet and his Third Symphony” (Hrysenko &
Matusevych, early 1980s, sheets 58-59).

Conductor Mykhailo Kanerstein touches on both wars
in his memoirs. However, if the mention of the First World
‘War is rather neutral, as if it were bad weather that would soon
pass (“Kyiv. 1916. The imperialist war continues. Classes
at the Kyiv Conservatory are going quite well”) (Hrysenko
& Matusevych, early 1980, sheet 226), while he writes about
his communication with Liatoshynsky during the next war
in much more detail. The last year of his evacuation from
Kyiv, after Saratov, Liatoshynsky spent in Moscow, where
he taught at the Moscow Conservatory and lived in Gliére’s
apartment, where Kanerstein also lived. The conductor recalls:
“The daily meetings and conversations during this difficult
time will be remembered forever. We talked about so many
things... Of course, our main common desire was to return
to Kyiv as soon as possible” (Hrysenko & Matusevych, early
1980s, sheet 232).
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In Revutsky’s memoirs, however, the focus is shifted
to the events of the First World War, as the war affected
him directly. The memoirs provide stories about his
and Liatoshynsky’s student years at the Kyiv Conservatory,
as well as alot of information about Revutsky himself, who
became a student in 1913, right after the conservatory was
established, and Liatoshynsky joined Gliére’s class later
in 1914. In particular, Revutsky writes: “In the first years
of my studies, Borys Mykolaiovych and I did not have
much communication. And in 1915, our communication
stopped altogether, as I joined the army (first in the reserve,
and then at the frontline). In 1918 I was demobilized,
came to Moscow first, and then returned to Kyiv. Here
we met again with Borys Mykolaiovych” (Hrysenko
& Matusevych, early 1980s, sheet 78). Revutsky added
anote to this story (“Going to military service is explained
by the fact that I was given a deferment from the army
by the university. And it was no longer possible to transfer
to the conservatory (at that time)”), which suggests
that as a student he was not subject to mobilization
but he was still drafted into the army due to a bureaucratic
conflict and the fact that he was studying at university
and at conservatory at the same time. Graduating from
university, he lost his deferment. Writing about his first
year at the conservatory in the company of two other
students of the Department of Composition, he notes
that one of them, “a very young officer Terentyev,” who
was sent to the front at the very beginning of the war, died
(Hrysenko & Matusevych, early 1980s, sheet 77).

Revutsky and Liatoshynsky went through different stages
in their lives, marked by rapprochement and estrangement.
In his late years, Liatoshynsky decided to give Revutsky
a heartfelt gift—a document in which he combined a copy
of a handwritten concert program from December 3, 1914
(which featured early works by both composers: Revutsky,
a sophomore, and Liatoshynsky, a freshman) with his own
late portrait, leaving a dedication to Revutsky dated January 9,
1965 (Works, 1914, 1965).

Liatoshynsky
in the Life and Archival Collection of Petro Suk

Some of Borys Liatoshynsky’s wartime works,
which have become firmly established in the chamber
repertoire of contemporary performers, were performed
for the first time after the composer’s death. Behind each
of these performances is the selfless work of the pioneering
performers, and in the case of the Soviet cultural situation,
the enthusiasm and courage of the organizers of such events.

The poster for a concert of Liatoshynsky’s works dated
October 29, 1971 states: “B. M. Liatoshynsky. A chamber
concert of piano works by the composer. Performed
by senior lecturer of the Kyiv State Institute of Culture
Borys Demenko. Program: Two Preludes, Opus 38 No.
3, Opus 38 No. S (performed for the first time); Five
Preludes, Opus 44 (performed for the first time); Three
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Preludes, Opus 38 [these have apparently already been
performed before. — 1. B.]; Ballad, Opus 22 (performed
for the first time); Concert Etude Rondo; 11 section: Sonata-
Ballad, No. 2, Opus 18; Reflections, Opus 16; First Sonata,
Opus 13.” The concert was held in the House of Composers
of Ukraine in Kyiv, at 32 Pushkinska Street (now Yevhen
Chykalenko Street), and was organized by the Union
of Composers of Ukraine and the Kyiv State Philharmonic.
The bottom line of the poster reads: “An exhibition about
the composer’s life and work is on display.” A remarkable
feature of the poster is that it does not indicate the start time
of the concert, meaning that it was an event “for the initiated”
who would know when to come without the additional
information (Concert, 1971).

Moreover, the poster does not name the organizer
of the concert, whose devotion to Liatoshynsky’s
work brought him not only creative joy but also harsh
persecution by the official authorities. The poster
is preserved at the CSAMLA of Ukraine in the personal
collection of Petro Suk (1910-1994), a choirmaster,
professor, musician, and public figure, father
of the famous Ukrainian and American pianist Mykola
Suk. The inscription on the poster “4th Season” suggests
that the first season began when Petro Suk was appointed
director of the Republican House of Composers of Ukraine
(July 1968), a position he held until September 1976
(before his retirement), and that it was he who initiated
the concert series, which was important for the Kyiv music
community.

Other documents from Suk’s collection indicate that
he was dismissed in 1953 from his position as director
of the Kyiv Music College, where he had worked since
returning from evacuation in 1944, precisely because
of the organization of the concert of Liatoshynsky’s works.
Reports and collective letters in his defense are stored
in the CSAMLA of Ukraine (Reports, early 1950s), see
also the preface to the inventory of Petro Suk’s archive,
which mentions this fact (Suk, 2011). In the end, Petro
Suk managed to prove to everyone that by promoting
Liatoshynsky’s music, he was making an important
contribution to the development of Ukrainian culture.

The program of this concert performed by students
of the Kyiv State Music College on November 19, 1951,
which resulted in Suk’s dismissal from the position
of director, has also been preserved (The program,
1951). The first section of the concert included choral
works conducted by students of Petro Suk’s class (eleven
pieces), while the second section featured chamber
vocal and instrumental works. The program seems quite
balanced and “politically correct.” Obviously, for those who
organized the “witch hunt,” what mattered was the very fact
of organizing a performance of works by a composer who
had fallen out of favor.

In the 1974/75 season, Petro Suk organized a concert
at the House of Composers of Ukraine to mark the 80th
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anniversary of Liatoshynsky’s birth, and the poster for this
event has been preserved as well(Concert, 1974/75).

Cats, Squirrels and Two Clowns in Tyrolean Clothes

Since the beginning of the full-scale Russian invasion,
the daily destruction and deaths caused by Russian artillery,
missiles and drones, Ukrainians seem to have become
especially sensitive to every resqued life. The Ukrainian
news are full of stories about cats being rescued from
houses destroyed by missiles, about lions in zoos that are
nervous because of loud explosions, about dogs dragged
from the waters of the Dnipro River after the Kakhovka
hydroelectric dam had been blown up. Such news has taken
on a special meaning.

In the memoirs and correspondence about
Liatoshynsky, many pages also feature the heartbreaking
stories about cats, squirrels, and even souvenirs—inanimate
figures that came to life in the composer’s imagination.
The current war gives us a key to these stories and hints
that they can be seen as a consequence of the psychological
trauma that Liatoshynsky suffered during the wartime.

For example, in the correspondence between
the Liatoshynskys and Olena Smolych, Thor Belzas first wife,
awhole “cat epic” unfolds, connected with the Liatoshynsky’s
travels and the need to find a temporary home for their pets
(Tsarevych & Liatoshynsky, 1951-1966, n. d.).

Describing a trip to Austria in the company
of Liatoshynsky, Anatoliy Kos-Anatolsky recalls with great
tendernessastorythathappenedinInnsbruck (inthetypescript,
this fragment was redacted as unimportant for the printed
edition): “One evening he [Liatoshynsky] boasted that
he had bought a souvenir, a little clown in Tyrolean clothes.
The next day, Borys Mykolaiovych bought another clown
of the same kind. When I asked him why he needed two
identical souvenirs, he told me: ‘All night long I heard
the first clown crying for his brother, so in the morning I went
to the same store early and bought the second one. In this
way, I reunited them and thus calmed my conscience And
then Kos-Anatolsky adds a comment from himself: “That’s
how Borys Mykolaiovych felt around him a lot of things that
other, ordinary, people did not” (Hrysenko & Matusevych,
early 1980s, sheet 91).

Conclusions

Among the documents that shed light on Liatoshynsky’s
attitude to the war, his correspondence with his fellow
composer Petro Haidamaka is unique. In a letter dated
July 17, 1946, probably in response to congratulations
from Haidamaka on being awarded the Stalin Prize for The
Ukrainian Quintet and to the assumption that the war years
were quite productive and therefore “good” for Liatoshynsky,
the composer confesses with all his heart: “You are
mentioning our Volga life in Saratov, where this Quintet was
mostly written. Yes, the time was ‘good’ but life would have
been better without it” (Liatoshynsky, 1946, sheet 1).
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ABi BilfiHH B >)XUTTETBOPYOCTi Boprca AATOMMHCHKOrO: CBiAYeHHsI 3 apXiBiB

AmnoTanis. IToyaTok HoOBHOMACIITAOHOT POCIICHKO-yKPATHCHKOI BifHH, TOAITHKA KEHCEAIHI'Y POCICHKOI KYABTYPH Ta IHPOKe 06T0-

BOPEHHs YKPaiHChKOI ITOCTKOAOHIAAbHOI CUTYaIlil TOCUAMAH YBary AO yKPaiHCbKOI KyAbTYPH i yKpPaiHChKOI MECTEIIbKOI CITAAIUHH.

OC06AI/IBOI‘0 3HaY€HHA Y IbOMY KOHTEKCTi Ha6yBa€ BOEHHHI AOCBiA praIHCbKPIX MKTHiB MHUHYAHUX 1mokoAinp. CrarTio TIpUCBsYE-

HO KAACHKY YKpaiHchkoi My3uku XX cToAiTTs Bopucy AdromuHcbkoMy, SIKUF IepexXuB ABi CBITOBI BifiHY, i KOXHA 3 HUX 3HAMIIAQ

TAMGOKUI BiAOUTOK y FI0ro >KMTTEBIH Ta TBOPYiH pirocodii. [Ipsme sBepHeHHS A0 apXiBHMX AOKYMEHTIB IIPOAMBAE CBITAO Ha Te,

SIK ASTOMMHCHKUN CHPHﬂMaB Ta OCMHCAIOBaB BOEHHY peaAbHiCTb, i SIK BOHA BIIAUBaAa Ha MOTO (I)OPMyBaHHSI SIK TBOPIIA. Onopa

Ha MPYOKUTTEBI Ta TOCMEPTHI, paHilie ny6AiKOBaHi i BepIe OMpUAIOAHEHI apXiBHi AJXepeAa AA€ 3MOTY PO3KPUTHU KYTIIOPH B Ii3-

Hillle 01y 6AIKOBAHUX MaTePiaAax PO KOMIIO3UTOPA, i3 SIKHX IiA YaC PeAAryBaHHs 3HHKAH CyTTEBI paKTOAOTIUHI 260 eMOL[iiHO Ha-

CHaKeHi pparMeHTH.

AHaAi3 apxiBHUX AXepea i3 3i6panHs LleHTPaABHOTO AeP)KABHOTO apXiBy-My3el0 AiTepaTypH i MECTEITBA YKPAiHI AOBOAKTD,

[0 ASTOINHCHKUH BCIASIKO OIMpPaBCsl TAOpHiKariii BifHY i yHHKaB TOBOPUTH IIPO BOEHHE MUHYAE B OQiL[ilHII PaAsSHCHKHUH CIIO-

Ci6. BiitHu AASt KOMITO3UTOPA OYAM TAHOOKO TPABMATHIHIM AOCBIAOM, BOHH 3aBAABAAU CTPAXKAAHD, IIPHMYIIYBAAK BIAKAQAATH XKHTTSI

Ha ITOTiM i HepeMMKATHCS Ha «PEXHM BIDKUBAHHSA>». OKpeMy yBary 3BepHEHO Ha KOHTPACT MiXK i AHECEeHHSM XyAOXKHbBOT'O KHUTTS

micas Ileprof cBiToBoi i penpecisimu micast Apyroi. CrBopeHa y BO€HH i MOBOEHHI pOKM My3HKa ASTOIIMHCHKOIO CTaAd BEAUKOIO

MIATPUMKOIO AASL YKpaiHI[B, IO CBOTOAHI BUGOPIOIOTH CBOIO HE3aA€XKHICTD i paBo Ha icHyBaHHs. BopAHOYAC CTaTTSI HaroAomye,

IO AOCBiA KOXXHOI BillHM € YHIKaABHUM, TOX 1 CUTYyaIlisl pOCiliChKO-yKPaiHChKOI BilHM BUMAra€ Bip MUTIIB i AOCAIAHMKIB KyABTypHU

PaAllle IPOAYKYBaHHSI HOBUX CEHCIB i KOHI[eIIi}, aHiXK IOIIyKy TOTOBUX BIAITOBiA€H HAa CyYaCHI BUKAUKHU Y MHHYAOMY.

Katouosi crosa: apxisHi Axepeaa mpo XUTTETBOPUicTh Boprca AATOMIHCHKOTO, My3H4Ha KyAbTypa Ykpainu XX cToAiTTs, Apyra

CBIiTOBa BiflHa, MUCTELIbKE KUTTS BOEHHOTO YaCy, PAASHCbKA [IOAITHKA I1aM SITi, KyABTYPHO-MICTEIbKa IHPACTPYKTypa, KYABTYp-

Ha ITOAITHIKA i BiltHA.

Cmammas nadiiiwaa do pedaxyii 25.10.2023
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«barpkiBmuna-Marn >, «Craaesa OpanTa>,
<<praIHa—MaTI/I>>

<<Hep603Ha‘{€HHH>> MOHYMEHTA ITIA 9aC POCIMCHKO-

praIHCbKoI BIMHU

The Motherland Monument, “Steel Oranta’,

“Mother Ukraine”
The Monument during the Russo-Ukrainian War

AmnoTanis. AOCAiAKeHO ITPOIiec MOsBU HOBUX CUMBOAIYHIX 3HaYeHb KMiBCbKOT'O MOHYMEHTA «barpkiBmmHa-MaTH> 1iA 9ac pocii-

CHKO-YKpAiHCHKOT Bifthu. 3po6aeHo peTpocnekiiio B icTopito crBopents mam srxuka (1974-1981 poku), po3rAsIHYTO OCHOBHI #1010

XapaKTePHCTHKH, SIK-OT PO3TALIYBAHHS, OPi€HTaL]is], 11032, BOPaHHS. POSIASIHYTO eTaImy CHMBOAIYHOTO «IIPHCBOEHHS> YKPAiHOIO

«BarpkiBmuman-marepi> micast 2014 poky 3 axienTom Ha 2022-2023 poku. ITpoanasizoBano npoexr «Tpusy6 Barskismunm>,

IiA 9aC SIKOTO PAASIHCBHKUI repb Ha muTi 6yB 3aMiHEeHHUIT yKPAiHCHKUM TPU3yOOM, a TAKOX IIEPCIIEKTHBA [epeIMeHyBaHHI MOHY-

MeHTa Ha < YKpaiHa-MaTu>. IcTopis Ta choropeHHs «baTbkiBIIUHU-MaTepi> PO3TASHYTI Yepes MpHU3MY A€PXKAaBHOI KyABTYPHOI ITO-

AITHKHY Ta SIK COIIOKYABTYpHUE peHoMeH. HaBeaeHO peakiii Ha «Iepeo3HadeHHs>» Alf49iB yKPaiHChKOI KyABTYPH, epeCiYHUX IPo-

MAASH Ta AESIKUX POCIFICHKUX ITy OAIYHUX [IEPCOH.

Kawuogi caosa: «BarpkiBmyHa-MaTn>, AlABHICTS Bacrast Bopoaast, ykpaiHcbke papsIHCbKe MECTELTBO, 06pa3oTBOpYE MUCTE-

LTBO, IHCTUTYLIOHAABHI aCIIEKTH, KyABTYPHa MOAiTHKa, cultural studies.

ITocranoBka npo6aemn. IToBHomacmrabHa dasa
POCIHCPKO-YKPAIHChKOI BIiHHM, IO PO3IOYAAACH Y AIO-
ToMy 2022 poxy, aKTUBHO BIIAMHYAA Ha cpepH yKpaiH-
CbKO1 KYABTYPH Ta MEHTAABHOCTI, aKTyaAi3yBaAa AeKoO-
AOHI3aLIIMHI MIPOLIeCH, AGKOMYHI3allil0, AdAd CTAPT Ae-
pycudikamnii. Y poxyci iHTepeciB onuHUAKNCS 30KpeMa
PAASIHCBKI [IaM SITHHKY, MapKepPH KOAHMIIHBOI PassHi3a-
il cycmiabHOTro mpocTopy Ykpainu. Cepep iHImHUX yBary
BXe BKOTpe IpuBepHyAa «barbkiBmuHa-MaTH>» — IjeH-
TPaAbHMI CTPYKTYpHuUI eAeMeHT HarjionaabHOTO My3ero
icropii Ykpainu y Apyriit cBiroBiit Biftai. Cipobu «yxpa-
imisyBarm> ii poa3modaaucs me 2014 poky i MaAu cum-
BOAIYHUI XapakTep (6e3 BTPyYaHHA y Qi3HIHUI CTaH),
ane 2022 poxy — Ha TAl 3HeCeHHS 200 ATOTOBKHY AO 3He-
CEHHSI ACSIKHX OAIO3HMX ITaM SITHHKIB — IPpo0OAeMaTH3y-
BaAacs MOAAABIIA AOAS MOHyMeHTa. He MoxkHa cTBep-
AKYBaTH, IO B CYCIIAbCTBI BU3PiB BUPA3HMI 3aIIMT Ha Ile-
pedopmaryBanHs «DbaTbkiBmMHM-MaTepi>», apKe Ha TAl
IDOAEHHUX BOEHHUX TYpOOT Lje IUTAHH He OYAO IepIIo-
4YeprOBUM, OAHA4Ye BCe JacTilme Ha Hy6Ai‘-IHI/IX MaHMAaH-
YUKAX TPAIASAOCS IIPHSI3HE CTABAEHHS AO IIaM SITHHKA:
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SIK AO CHMBOAY HOBOI YKpaiHH, IITO pillyye 3aXHUIa€ThCA.
Y peit 9ac Taki iHCTUTYNIL, AK MiHicTepcTBO KyAbTYpHU
Ta iHpopManiitHOI MOAITUKK YKpaiHH, YKpaiHChKUI iH-
CTUTYT HaljioHaAbHOI maM siti, My3seil icTopii Ykpainu
y Apyrift cBiTOBIil BifiHi MOYaAM aKTHMBHO IIPOCYBaTU
MPOMNO3HUIii i3 «IepeO3HaYeHHI>» MOHYMEHTA, K CHM-
BOAIYHOTrO, Tak i $pi3sMIHOrO0 — 3aMiHUTH pPaASHCHKHUI
rep6 Ha Aep>KaBHUIL TPU3YO, IO i BiAGYAOCS y Iepiux
uncaax cepnsst 2023-ro. Li moail 3aB3sito 06roBoproBa-
any 3MI ra conmMepexax, ase HaM HeBiAOMi HayKOBi po3-
BIAKM IITOAO «IIepeo3HauyeHHs» MOHYMeHTY. O4eBUAHO,
IO TAaKUH IPeljeACHT He IOBUHEH IPOUTHU HeIIOMi4eHIM
AOCAIAHMKAMM YKPaIHChKOI KYABTYPH.

Merta crarTi: 3adikcyBaTHyHAyKOBOMY AUCKYPCiOCHO-
BHI eTamu poijecy HabyTTss MOHyMeHTOM «BaTpkiBimuHa-
MaTu> HOBUX KOHOTamii y 2014-2023 poxax, npoaHaai-
3yBaTH AEPXKABHY KYABTYPHY TIOAITHKY Ta CYCITiAbHI peak-
INii OAO CHMMBOAIYHUX Ta Qi3SHIHUX 3MiH, AKi paASHCHKUI
[IaM SITHUK [TepeXUBa€E BIPOAOBxK 2022-2023 poxis.

Buxkaap ocHoBHOro marepiasy. Ha nogarxy cepm-
Ha 2023 poxy 3i muTa MOHyMeHTa «baTpkiBmuHa-MaTH>
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y Kuesi 3usian rep6 CPCP. Hatomicts 6 ceprins Ha mut 6yB
BCTAaHOBAEHHI1 TPH3YO, 1te 2,5 TIDKHS BEAVICSI 3aBEPIIAAbHI
3BapIOBAAbHI p06OTI/I. ITro TexHIYHO HAA3BUYAMHO CKAAAHY
aKIIiI0 TPOBEAU 6e3 AEMOHTaXXy IIUTA, Ha BEeAMYe3Hill BUCO-
Ti, Y CIIeKy, IpU IOPUBAX BIiTPY, MiA YaC pOCIMCHKUX PaKeT-
HHX aTaK, TOK BOHA CTaAd ITePEAAMHOIO Y AOAI HalBeAUYHi-
o1 paASHCBKOI CTaTyi B YKpaiHi.

Sk BipomoO, «bBarpkiBimuHa-MaTu>» — HaAWUBUIUT
moHyMeHT y €Bpomni (102 MeTpu pasoM i3 mepectarom),
BHCOTHA AOMIHAHTA KOMIIAEKCY, SIKHi1 6YB 3aCHOBaHUI
1974 poxy sax YkpaiHCbKUH Aep>KaBHUI My3el icTopii
Beaukoi BiTunsnanoi siftau 1941-1945 poxis (i cnoyarky
poamimgysascs y KaoBcbkomy maaarii), a 2015-ro mepeiime-
HoBaHu# Ha HarionaApHMIT My3e#t icTopil Ykpaiau y Apyriit
cBiTOBII BiliHi. My3eHHNIT KOMIIAEKC YPOUUCTO, 38 YIaCTi
I'enepaapnoro cexperaps LJK KITPC A. Bpexxnesa, Bia-
kpuan 9 Tpasus 1981 poxy. Lliit moaii 6yaa npucssiueHa,
30KpeMa, ImepepoBHIs razeTn «CoBeTcKast KyAbTypa>»
Bip 12 TpaBHs. Y Hiit 06yAOBa My3€HHOIO KOMIIAEKCY
Ta BisuT A. BpexxHeBa mpeacTaBAeHi SIK IPOsiB «TypboTH
LK KITPC i PapstHCBKOTO ypSIAY IIPO YBiKOBiUeHHS BCe-
HapOAHOTO TIOABUT'Y B POKH BiliHH, IIle OAHE CBIAOLITBO IIO-
CTiiHOI yBaru AO CIPAaBH MAaTPiOTUYHOIO Ta iHTE€PHALIiO-
HAAbHOTO BUXOBAHHSA PaASHCHKUX AIOACH > [6].B SIKOMYCb
cenci A. BpexxHeB 0c06UCTO OYB IATPOHOM LIBOTO IIPOEK-
Ty, apke €. Byderwd mepir 3a Bce 1okasaB po3po6xu oMy
Ta IHIIMM IPEACTaBHUKAM BUIOTO KepiBHHMIITBA Ta OTPHMAB
cxBaAbHi BiAryku. ITicast voro A. BpesxHeB 3areaedpoHyBan
B. ITlep6uipkomy, 1106 ITepeKasarH [0 HOBHHY [2].

Cam A. BpexHeB Ha BiAKpUTTi My3el0 BUTOAOCHB
IIPOMOBY, HATIOBHEHY 3BUYHOIO PAASHCHKOIO PUTOPUKOIO
npo 6oporsby CPCP 3a Mup, Ipo «HarHiTaHHS MiXHa-
POAHOI HaIIpY>KeHHS > TUMH IMIIePiaAiCTUMHUMM CHAAMH,
SIKi XOYTh «3a AOIIOMOT'OI0 IIOI'P03, EKOHOMIYHOI OAOKaAH
a60 Bii1CbKOBOI arpecil 3aBaAUTH PO3BUTKY COLIiaAiCTHY-
HHX KpaiH a60 60poThbi HapOAIB 3a HalliOHAABHY CBO6O-
Ay 1 COIlaABHY CIIpaBeAAUBICTD>. 3ayBaXKHMO, 110 Y IIPO-
MOBI reHCeKa He OyAa BUOKPEMAEHA POAb BAACHE YKpaiHU
y BiffHi — MeMOpiaA Ha3BaHUI «I1aM SITHIKOM YCIM Ilepe-
MOXIISIM > (Ha YPOUHCTOMY 3aX0Al OyAM IIPHCYTHI IIpeA-
cTaBHUKHU pecry6aik), a [lepmmuit cexperap LIK KITY
B. [Mlep6urpkuit B yHicOH 3 /A. BpexxHeBIM Ha3BaB MeMO-
PpiaA «IIOAYM SHOIO MOBICTIO IIPO Oe3MPUKAAAHY CTIAKICTD
HAIIOTO PaASHCHKOTO HApOAY Ta HOro repoiqHoi Apmii> .
Y xHu3si Biarykis A. Bpe)xHeB 3aAMIIMB 3aIIHIC IIPO MEMO-
PpiaAbHUIT KOMIIAEKC 3i caoBamu: «Hexait 3apxxau Hara-
AY€E AIOASIM IIPO Te, IO MUP — Haibisplre 6Aaro Ha 3eM-
Al» [6], — Tak mopae noaii mepeaosurs. Hacripasai sarmc
BixKe OyB 3p0OAEHHIT, 2 HEMIYHHUI FeHCeK, IKOMY 3aAUIIAAOCS
JKUTH PiK, TIABKH ITIAITICAB [2]. KuiBchkuit maM ITHUK CTaB,
3AQETHCS], HANII3HINNM i3 MOHYMEHTAABHHX BTiA€Hb 00pasy
bBarpkiBuan-Marepi (OAHOI‘O 3 HAaliTOAOBHIIIUX KOHCTPYK-
TiB y cumBoAiuHoMy noai CPCP) Ha TepeHax AepaBH,
IO HeBAOB3i BCTymHAA y $pasy posmaay. Biapasy micas Bip-
KpUTTs «DbaTpKiBIMHA-MaTH> OTPHMaAa KiAbKa HApOAHUX
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Ipi3BHCHK, HalBipoMimne 3 SKMX — «/AaBpeHTiiBHa>»,
Ha 4ecTb CyCiAHbOI AaBpH.

IcTopia cTBOpeHHA MOHYMeHTa IIMPOKO Bipo-
Ma, TOMY AaAi 6y,A,e BHUCBITA€HO AUIIE AeSIKi 11 aCIIeKTH.
Tlepmuit MpoeKT My3eHHOr0 MEMOPiaABHOTO KOMITAEKCY
Ta «BaTbKiBIMHI-MaTepi> PO3POOHAH OAMH i3 HAMBIAOMI-
IIMX PaASHCBKEX CKyAbITOpiB €. Byuerwu (six i B. Bopopait,
ypoaxenenp micra Karepunocaasa, cygacHoro Aninpa)
iapxirexrop €. Cramo. 3ripHo i3 3aaymom, sxkuit €. Byuerny
ocobucro IIPeACTAaBUB KepiBHUKaM IapTii Ta ypsiay y Kuesi,
Bip MocTa ITarona MaB miaifiMaTHCA TiA3@MHMIT KOPHAOD
3 eKCIIO3HUIJi€I0, Ky 6 ChOTOAHI Ha3BaAM iMepcHBHOIO (Tpo-
AyMaHe OCBITA€HH, 3ByKOBi epeKTH, 301AbIIeH] CBITAMHY BO-
iHiB Ta TeXHiKM), a Ha CXUAI marop6a aAero-cepIaHTHH 0TO-
yyBaAu 6 BeAUuHi rpynu BOsIKiB, BusBoauTeais Kuesa [2].
ITo cyri, 1151 cTHAiCTHKA BiAKHAAAQ MOAHUI 3 1960-X pokiB
KOHCTPYKTHUBi3M i MOBepTaAa rAsipada y 9acH CTaAIHCHKUX
«imMnepcpkux> Meranpoekri. ITicast cmepri €. Byuernua
1974 poxy mpoexT 6yB IepeAaHHiT KOMAHAL Y CKAQAL YKpalH-
cpKuX apxiTekropis B. €aizaposa, M. Qemenxa, I. Kucaoro,
ckyapntopis B. bopoaas, B. Binafikina, @. Corosina,
B. IIIBenjoBa, A. Kyma Ta iHmmx.

Ha Toit yac B. Bopopaait 6yB opHHM i3 HalIAOCBiA-
YEHINIMX YKPalHChbKUX CKYABITOPiB, aBTOPOM BiAOMHUX
maM’SITHUKIB, II€AQTOrOM, MaB 34 IIA€YMMa PEKTOPCTBO
y KuiBcbkoMy AeprkaBHOMY XyAOXKHbBOMY iHCTHTYTI, TO-
aoByBanHsa Cniakoro xypoxuukis YPCP, aemyTarcrso
y Bepxoswiit Papi YPCP. Ilepmoio Beankowo po6oToro
B. Bopopaast, BIOPAIIHbOIO CTYACHTA CKYABIITYPHOTO ¢a-
kyasrery KAXI, sikuit Bin 3axitaus 1953-ro, cTaB mam ssTHEK
M. Ilopcy (1954) — y cniBnpaui 3i cBoiM meaarorom
M. AucenxoM Ta me opHUM #oro yuHeM M. Cyxop0AOBHM.
Y HacTymHI poKH Ije X TBOpYe TPio, KpiM iHIIOro, Mparfo-
BAaAO HaA IIPOEKTOM MOCKOBCHKOTO ITaM SITHHKA Ha YeCTbh
300-piuust Bo33’epHanHs Yipainu 3 Pociero, sikuii Tak i He 6yB
BCcTaHOBAeHHIL. 3 1964 poky y ckBepi Ha raomji €Bponu Ha-
BrporHu KuiBchbKOTro BOK3aAy CTOITh 3aKAAAHMI KaMiHb 3 Ha-
mcoM « TyT OyAe CIOpyAXKeHHI MOHYMEHT... » — IIPOMO-
BHCTHI AOKA3 He-BO33 EAHAHHS, SIKe OCTATOYHO CTAAO 3PO3Y-
Miaum Aume 2014 poky (3HOBy-Taku Ha 1oBiAeit, 360 pokis
Bip [TepesicaaBchkoi paam).

1967 poky B. Bopopait crBopus ITam’siTHIK YekicTam
Ha IAOIIi A3ep>KHHCHKOTO (amni AnbiacpKitn) y Kuesi (3me-
cennit 2016-ro), 1977 poxky, y cniBasropcrsi 3 L. 3n06010
ta B. 3H06010 — MoHyMmeHT Beaunkiit J)KosrHeBilt co-
I[iaAiCTHYHIN peBoAOIil Ha TemepimHboMy Maiipaani
Hesaaexnocri (suecenuit y 1991-my). Takum quHOM, ipe-
oAOTiYHO HaBaHTaXeHi poboru B. Bopopas abo saaumm-
AuCsty $opMi IpoeKTy, a60 6yan 3HeceHi micast 1991 poxy.
Axe «BarpkiBunaa-MaTi > BIiAiAa — IIASIXOM HaGyTTSI HO-
BHUX CEHCIB.

YKpaiHCBKUI TBOPYUI KOAEKTHB, SKUH MTOYaB IIpa-
LIIOBAaTU HaA MPOEKTOM MY3€el0 BiliHH, 3HAYHO 3MiHMB 3a-
ayMm €. ByueTnda, BiAMOBHBCS BipA BaskKoi (qn TO pPHUM-
CBKOI, Y4 TO accnpiﬁCbKo'l') BeAMdi, 030aBUBCS XTOHIYHOTO
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AQHIJIOTA TiraHTCHKMX BOSKIB, 3MEHIIMB caMy CTaTyio 3 90—
100 Ao 62 meTpiB i Bupimus i He 30A0THTH. BapianTu MoHy-
MEHTa KOMaHAQA CKYABIITOPIB Ta apXiTeKTOPIB IIiA KePiBHU-
1TBoM B. Bopopas mpononyBaa Ha po3rasip XyAOXKHIH paal,
6e3 yXBaAHU sIKOI He 3aTBEPAIKYBABCSI XKOAEH MHCTEL{bKUI TBIp.

IcHyBaAu i1 «MupHi>» BapiaHTu 6e3 Meda. B opnomy
3 HuX MaTH BiABeA€HOIO AiBOIO PYKOIO BICOKO TPUMaAa AH-
THHY, a [IPaBy PYKy MiAifiMasa AOTOpH — i Bi3yaAbHO Iie Gyaa
Boropoauis. Tak, cxoxi 03U TPanAsIIOTHCS y PaASHCHKO-
MY MOHYME@HTaAbHOMY MUCTEIITBi, B CIO)KeTaX ITPO MaTe-
PHHCTBO, aAe y Bepcii B. Bopoaas, Ta me i 3 ypaxypanHIM
MacITaby, CaKpaAbHUIL MATEKCT OYB 3aHAATO OYEBHAHKM.
IlixaBo, mo B. bopoaait 3 koaeraMu AOKAAAM 9YHMAAO 3Y-
CHAD, I[06 T036aBUTHCS MeYa, o6 «BaTpKiBIuHa-MaTH >
mepecTasa 6yTH BOMOBHHMYOIO, aA€ Iji IPOMO3HULII He OyAu
3aTBEPAJKEHI. Kowmicia MPUAHSAAA BapiaHT, HaOIABII TTOAi-
OHuit A0 3aayMy €. Byuernaa [18]. Brim, Ha muTi 3aMicTb
Hapmucy «Kro x HaM ¢ Me4OM IIpHAET, OT Meva U IOoru6-
HeT> (sK IIPOIOHYBaB €. ByquI/m) BpeIITi-peInT 3'IBUBCS
paasHChKuit rep6 [2].

IIporn muTa i Me4a BHCTymaAM MiHiCTEpCTBa KYABTY-
pu YPCP i CPCP ra ¢axisui inmux ycranos. [Ipomosuniro
an/I6paTH 36p010 1 AQTH XiHIIi B PyKH BiHOK i3 ITaAbMO-
BOTO Ta AaBpoBOro AMCTA mianucaau T. TaaBak, cexperap
Kuiscbkoro micpkoro komitery KITY 3 iaeororiuHux mu-
TaHb, i A. IHKO, 3aBCceKTOpa 06PA30TBOPIOrO MICTELITBA
Bipaiay xyasTypu LIK KITY. AisHaBmuch npo «OyHT>,
B. IllepOuiypkuii 3i0paB yCix IPUYETHUX AO IIPOEKTY Ha 3a-
Boai imeHi ITapusbkoi KoMyHHU, HATHCHYB IICHXOAOTIYHO,
3BUHYBATUB Y «Halu}izMi> i IpaKTHIHO IPUMYCHUB BiAMO-
BUTHUCA Bip mponosuil. Te, o Mey 3aHAATO AOBrHil i Ha Bi-
TPY XUTAETHCS 3 BEAHKOIO AMITAITYAOIO, 3 SICYBAAOCS IIPU BU-
IIPOOYBAaHHAX i 3MYCHAO HOT0 BKOPOTUTHU. TakuM 4uHOM,
3ayBaxyBaB A. SIHKO, HeMa€ IIACTaB TOBOPUTH IIPO 0COO-
AVIBY IIOBary paAsHCbKMX MUTIB Ta iH>KeHepiB A0 BUCOTH
AaBpcpKoi A3BiHUIT (sx i npo Te, Ao peui, mo B. bopoaait
CTBOPUB I'OAOBY KiHKH 3 KOTOCH KOHerTHoro) [2].
CporoaHi 1eit Me4 9acTo 6e3IiACTaBHO HA3UBAIOTh aKiHa-
KoM (CHMBOAIYHO OB’ A3YI04H «BaTbKiBIUHY-MaTH>» 31 CKi-
$amu), xoua aKiHaK — He TIPOCTO KOPOTKMUII Med, a 36post
iHmoi, cnenudivHOi popMH.

HeBipoMO, 4Yu BIIAMHYAQ Ha pillleHHS 3aAMIINTHU
IUT i M€Y MOHYMeHTaAbHa ikoHOTpadis, sKa BXe CKAa-
AQACsi Ha TOM Yac: 3rapa€MO IIaM SITHUKU « Tua — Ppon-
Ty>» y Marnitoropcoky (npoeKTyBchx OAHOYACHO
3 «BarpkiBmuHOI0-MaTip'10>>, BiAKpHTHIT 1979-T0, CKyAD-
mrop A. I‘OAOBHHubKnﬁ) , «barpkiBmuHa-MaTH KAUYe !>
y Boarorpaai (1967) i «Boin-BusBoauTeab> y 6epAiHCchKO-
my Tpentos-napxy (1949), o6uasa aBropcrsa €. Byuernya.
CrBopeHi B pi3Hi poku i pi3HUMH aBTOPaMU, BOHH Y HAPOA-
HUX YABACHHSX CKAAAMCS Y TPUNTUX «Med BUKyBaHMIT —
MeY IAHATHI — Med OIYIeHHI >, A€ CaMe MeY CTaB aAe-
ropiero ITepemorn. Aopamo me it Takui IMTPUX — Ha Bia-
KPUTTi MEMOpiaAbHOTO KOMIIAeKCY 9 TpaBHs 1981 poxy
A. BpexxHeB opAapyBaB My3el0 OPOH30BY CKYABIITYDY,
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KO0 [TaM ' siTHUKA poboTu €. Byyernya «Ilepexyemo meui
Ha opasa, sxuit CPCP mipnic y aoap OOH [6]. Hapemrri,
3rapaeMo, mo Ha tou yac 8 CPCP 6yA0 Ile IpUHANMHI
ABi «DbarpkiBImuHK-MaTepi»> 3 Meyamu: «Maru Kaprai>»
y T6iaici (1958) i «Maru-Bipmenis» y Epesani (1967) —
36pOI0 BOHH TPUMAIOTh TOPU3OHTAABHO, YU TO 3aXUIIAI0YH
ypecAa, AOHO, Y TO FOTYIOYHCh IIOAATH YOAOBIKY-BOIHY.
3aBepmIyIOYN TOBOPUTU IIPO II03Yy >KiHKM, —
a B. bopopait MakCHMaAbHO pO3TOPHYB-PO3KUHYB ii pyky,
y IOpiBHSHHI i3 3apyMoM €. ByueTnya, — IOAUBHUMOCS,
SK TIeperyKyloTbCs PO3KHMHYTI pyku «bBaTbkiBmuHM-
Marepi» Ta Aubeai 3 [Tam’sTHuka 3acHOBHHKaM KueBa
(1982). Iaes fioro mpmitmaa Ao B. Bopoaas me y cryaenT-
CbKi POKH, 3 HeI0, AOTIPallbOBAHO0, CKYABIITOP IepeMir
y KOHKypci Hanpukinti 1970-x; 3a ipoHi€ro AOAI, TamM ITHHK
0yB BCTAHOBAEHMI IIPAKTUYHO 6iast Hir «BarpkiBuiuHu-
Matepi», Ha 6epesi Aninpa. I ¢ppasa camoro B. Bopopast
npo Anbipp, gKa i3 «IipHeceHUMHU PyKaMu-KpUAAMH >
CIMHAETHCS HAA YOBHOM i TUM CUMBOAI3YE « He36opHMiCTb
CHAH, IO TPOKARARE MASAX Y MaitbyTHe Ykpainu> [9], cho-
TOAHI MEMOBOAI TIEpEeHOCHTBCS Ha «bBarpkiBIuHy-MaTn>,
SIKa TPYAATO 3yCTpida€ XOAOAHMI BiTEP 31 CXOAY i CTaAa cuM-
BOAOM OIIOPY, HEOOXIAHOTO AASI MANOYTHBOTO YKpAIHH.

ByaiBHHIITBO My3eHHOTO KOMIIAEKCY IIPOXOAHAO 32 Ha-
YKOBOTO i 3HAYHOT'O MaTepiaAbHOTO CITPUAHHSA YKPAiHCHKOTO
TOBAPUCTBA OXOPOHH IIaM STHHUKIB icTOpil Ta KyAbTy-
pu (YTOIIIK), 3a y4acTi IpoeKTyBaAbHHKIB Ta GYyAi-
BEABHUKIB TpecTy «['0AOBKHIBMiCHKOYA>, MIAIPUEMCTB
Ta OpraHisaliil HU3KU YKPAiHChKHMX MiHICTEPCTB i BIAOMCTB.
Hapckaapna TexHOAOTIS, 32 5IKOIO cTBOpeHa «barbkiBmuHza-
MaTu> (cyuiAbHosBapHa CIopyAa 3i cTaai: 06IIMBKa HA ABOX
KapKacaX, OCHOBHOMY Ta AOHOMi}KHOMy), OyAa BUKAUKOM
SIK AAS iFDKeHepiB, Tak i Aoad MuTLiB. B. Bopoaai nopisHioBaBn
cBii1 TBip 31 3HaKoBHMU MOHyMeHTamu: Craryero CBoGoAM
(Hpro-Mopx), Xpucrom-Criacutesem (Pio-ae-YKaneiipo),
Beauxum Byapoto (SInoHist) , — roBopus, mo «xoTirocs
3pobuTH He ripire BIAOMUX 3pa3KiB>» [9].

Craap 6yAa BipAAUTa Ha «3amopibKCcTaAi> i, 1m0 oco-
0AMBO CHMBOAIUHO, y Mapiymoai — Ha MeTaaypriiiHomy
koMbinari iMeHi Iaaiva Ta «A30BcTaAi». 3ayBaxxumo,
IIJO CAOBA «CTaAb>, «CTAAEBUIT>» ITiCASI 060poHK Mapiyroas
Ta «A30BCcTaAi>» Ha6yAn HOBHX I'epOIYHMX KOHOTAL}iH, i BiA-
6AMCK IxHiit mapgae Ha «BarpkiBimuny-Matu>: y 3MI Mox-
Ha 3yCTPITH BHpasH Ha KIITAAT «CTaAeBa MaHi». Y OBTHi
2022 poxy HemopaAik Bip «baTbkiBmuHI-MaTepi> BIpo-
AOBXX ABAALSITU AHIB CTOSIAO TacAo «Bipio 8 3CY> 3 ocTan-
HbOI IapTii MeTaAy 3 «A30BCTaAi>», moTiM OykBu GyAu pos-
pisani Ha 6pacaeTy Ta mpopaHi 3aaas pooromoru 3CY.

Hamapkam aBTOpH MeMOpPiaABHOTO KOMITAEKCY 3a-
AUIIMAW ABi 3arapKH, sKi aKTyaAi3yBaAHCS CbOTOAHI:
IIpo po3TairyBaHHs «barpkiBmuau-MarTepi> Ta ii B6paH-
Ha. MucrenrsosHasens A. SIHKo 3rapyBas, o Be IIPH Iep-
mirt AeMoHcTpanii npoekry €. Byyeruuem y Kuesi Bunu-
KAH, Cepep IHIINX, TUTaHHA PO «OPIiEHTAIiI0 CTaTy1 Ha IiB-
HIYHHUI CXiA, 2 He Ha 3aXiA, KYAH BUTAHSIAM OKYIIAHTIB>.
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Mu Bixe 3rapasu Bulie Ipo 360pu Ha 3aBopl imeni [Tapuspkoi
Komynu, — mi, Tuckom B. Ifepburipkoro Tam 6yAo 3akpu-
Te I IMTaHHA TOTO, KyA AUBUTbCS CTaTys [2], MmoxxaMBO,
wo6 He nopyysaru ipero €. Byuernya.

Imxenep O. Aairad, skuil BIAIIOBiAaB 3a TeXHiuHi pi-
IeHH ITiA Yac 3BeAeHHs «barpkiBmuHu-MarTepi», cTBep-
AKyBaB, o MOAeAb cTaryi B. bopoaaro 3 koaeramu Heo-
AHOpa3oBo aoBoauaocs Bo3utu Ao LJK KITY Ha Bya.
OpA)KOHiKiASe, 11 (Tenep BYA. BaHKOBa) i BUCAyXyBaTHU
Hernpo¢eciiiHi 3ayBaXKeHHs. Oco6AuBO BUAIAIBCS APY-
ruii cekperap LIK KITY O. Turapenxo. OaHi€ro 3 BUMOr
Oyaa Taka: crarys nosunHa Ausutucs Ha LTK KITY, To6to
OyTu po3BepHYTOI0 MarbKe CIIMHOIO A0 AHinpa. IrkeHepam
BAQAOCSI AOBECTH, IO TaK BOHA He BUTPUMAE TOPUBU Bi-
Tpy [20]. Xoua, o cyTi, yBech MeMOpiaAbHUIt KOMTIAEKC,
Opi€HTOBAaHUM €. Byuernuem Ha AHITpo, 3i BXOAOM Bia MOC-
ta [TaToHa, OyB mi3Hille «IIepeBepHYTHII>» TaK, IO [OAOB-
HHUN BXiA OIIMHUBCS Ha narop6i, i «barpkiBIrHA-MaTH >
MOTAQ O AUBUTHCS Ha THX, XTO IIPHXOAHB A0 My3elo. ITicast
ITOYaTKy [MOBHOMAcCIITa6HOI BillHU aHEKAOTUYHA opieHTalis
«DBarpkiBmuHM-MaTepi> Ha Pocifo cTasa Ao0OAaTKOBUM apry-
MEHTOM TOTO, IIJO BOHA € 3aXHCHUIIEI0 YKPATHU.

Jopo B6paHH5I «DBaTpkiBmUHN-MaTepi» TexX He-
Mae gitkux nosicieHs. O. Ilepramenmuxk, aBTop Tpusy-
6a Ha WKUTI, HA3UBAE OAST (I'IOBTOPIOIO‘II/I MaHiBHY AyM-
Ky) AAQBHBOTPEIbKUM XiTOHOM i B6adae y 1{bOMy aAr03il
Ha eAAIHICTHYHY KYABTYPY, SIKa He 9y>Ka YKpaiHChKil. Ko
«DbarpkiBmuHa-MaTu> y BoArorpaai Haraaye fiomy akTpu-
cy A. OpAOBY, KOTpa «PO3AIOYEHA 3 HOXKEM ODKHUTD KYAUCH
y cBoeMy maarTi ¢pacony 40-x pokiB>», TO KUIBCbKA CTaTys
BiuHa, TPaHCIIeHAGHTHA [8].Ha 1103ip, BOpaHHS 3 AOBIUMH
BePTUKAABHUMHU CKAAAKAMH AIMCHO BUTASIAQE AABHBOTPeIfb-
KHM, aA€ YBaKHOMY IIOTASIAY BIAKPHBA€ETDCS paAllle 1AK03id
XiTOHa, — 06’eMHUI1 IIMaT TKaHUHH (BiH 3aAMIIMBCA Bi 3a-
Aymy €. BydeTnda, Ae OAAT 6YB IpaHUYHO reOMETPU30BA-
HUI1) HiOM HAKMHYTHI1 Ha YKPaiHCbKe TPaAULiiiiHe BOPaHHSL.
CKAQAOYKY MIAKO 3i6paHi HaBKOAO IIIH1 JKiHKH, 3-ITiA HAKHUA-
KU BUTASIAQIOTD 06 €MHI pyKaBu (sxi 6yan y B. Bopopas Bxxe
Y paHHIxX BapiaHTax) , TPAAMLIIIHI AASL YKPAiHCHKOTO HAPOA-
HOTO OAATY.

B. AxyaeHko, opuct 3a paxom, sikuit y 1970-ti 6yB
CTapIIMM KOHCYABTAaHTOM PecIryOAiKaHCHKOTO IpaBAIHHS
YTOIIIK, sraaysas coro cynepeuky 3 B. bopopaem 3 npu-
BOAY TOTO, [0 Y MOHYMEHTi HeMa€ HiJ0ro Hal[iOHaAbHOTO:
06AMYYS SIK Y AeTiOHEPA, MeY TeX SIK Y QHTUYHUX PUMASIH
, Ha murti rep6 CPCP, a ue YPCP. I, a0 peui, Bix Ha3u-
Bae BOpaHHS TOTO0, X04a 1 Ha AABHBOPUMCBKY TOT'Y BOHO
MaAo cxoke. CKyABIITOp ipOHIYHO IIOCTaBHUBCS AO iAel Ha-
AITH Ha MOHYMEHTAAbHY JKiHKY HAMHUCTO i BIHOYOK 3 pi3-
HOKOAIDHUMHU CTPiYKaMHU M Harapas, IO AASL YBiYHEHHS
3BUTSATH HapoAy Y Beaukuit BiTuususanuit BiliHi CAyTye
cydacte muctenrso [1]. Opsar «BarpkiBmunu-marepi»
eKAeKTHUYHHUIT , i — X049 OH SIKY iA€0 BKAAB aBTOP HACIIPAB-
Al, — CHOTOAHI HaM XO4eThCS OAINTH Y HbOMY PPOHAY
B. Bopopas mpoTu papsHCHKOTO HiBEAIOBAHHS YKPATHCHKOI
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iaeHTHYHOCTI. X0Ya, SIK MU CKa3aAH BHUIIE, IPOEKT IPH-
fIMaAa MIPUCKIMIAMBA XYAOXKHSI PaAQ, BOHA Ile AMBHe BOpaH-
Hs Toroauaa (K Miciesi PaAu TOTOAMAU €A€MEHTH Halli-
OHAABHOI'O KOCTIOMY Y MOHyMeHTiB B €pesani Ta [pysii,
PO AKi MM 3rapaAu BHINE).

2014 poxy mo4aAocs 3MiHIOBaTHCS CTaBACHHS yKpaiH-
LB AO Apyroi CBiTOBOI BifiHH Y Tit Bepcii, Ky HaB s3yBaAa
Pocis: Beauka BiTunsHsHa BiilHa, «1106ep06€cie>, «CKpe-
Ma>», reoprilBChbKa CTPiYKa K MapKyBaHHS «CBOIX>.
2014 poky Bi,A,GyAac;{ Iepla akilisg Ha IMASXY «yKpaiHisa-
1ii» «baTpkiBmuHM-MaTepi»: Ao Ana Ilepemorn ii mia-
CBITHAM KOAbOPAMH yKpaiHChKoro npanopa. Hacrynuoro
POKY 8 TpaBHsI, KOAU BII€pIIIe CBSTKYBaBCS AeHb mam sITi
Ta IPUMHPEHHS, 11 Ha TOAOBY HAASTAW BiHOK i3 YepBOHUX
MaKiB Ta >KOBTO-0AAKUTHUMU cTpiukamMu (iHiuiaTop AKIfil —
pydep Mycranr / ITaBao Ymesenp). 9 Tpasus 2017 poky
miA 9ac « €Bp06a‘IEHH$I>> 6on OpraHizoBaHe CBiTAOBe
IOy — MOHYMEHT <IIPUMIipsB> TPaAULilHI CTPOI perio-
HiB Ykpainu. Toal 5k Biepiie Ha ITUTI 3aMiCTh PaAsSHCHKOTO
rep6a 3acsisiB TpuU3yoH.

I Bce ’ AO ITOYATKY IIOBHOMACIITAOHOTO BTOPTHEHHS
«DbaTpKiBIIHA-MaTH > 3afIMaAd Y CYCIIIABHOMY CUMBOA{Y-
HOMY IIPOCTOPi XUTKY, pO3IAMBYACTY IO3UIII0. 3aAUIIAAACS
PAASIHCBKUM MOHYMEHTOM, 3 SIKMM He3pO3yMiAo 10 pobu-
TH, OYKBaABHO 32 pOPMYAOI0 «3HECTH He MOXKHA 3aAH-
MIUTH>, aAe TIOCTYTIOBO «ApeidyBasa> A0 YKPaiHCHKO-
ro Oepera, CHMBOAIYHO «IIPHCBOKOBAAACS>»> CYCIIABCTBOM,
Y TOMY YHCAl Yepe3 BUIIeHa3BaHi aKIlii.

BubyxoBi 3MiHU CTaBA€HHSI AO MOHYMEHTA [TOYAAH-
cs micas 24 arotoro 2022 poxy. Sk BiaoMo, y 1ieit nepi-
OA AEKOMYHi3allisl, IO MOBiAbHO BiAGyBaAac;{ B YkpaiHi
3 2015-ro, inTeHcudikyBaracs i nmepeiimaa y ¢pasy aepy-
cudikanil. Pazom i3 6araTpma iHITHMME, 3arOCTPUAOCS IIH-
TAHHS IITOAO <<BaT1>1<ijan-MaTepi>> — HACAIAKY KOMe-
MoOpaTuBHOI iHiiaTHBH MOCKBH Iepioay HalCHABHIIIO],
HaMBiABepTimoi pycudikarii, Xo4 i peasizoBaHa 14 iHiria-
THBA 6yAa CTapaHHAMU YKPAIHCHKHMX apXiTEKTOPIB i CKyAb-
ITOPiB. « AHTU(AIIHCTChKA> CIPAMOBAHICTD, PO AKY TO-
BOPHAM Ha BiAKpUTTi MOHyMeHTa 1981 poxky, 3amMiHmMAacs
Ha «<aHTUPAIIUCTCHKY> .

«DbaTpKiBIMHA-MaTH> CTaAa MaTePiaAOM AAST HAPOA-
HUX MEMiB, OAUH i3 HAalBIAOMIIIUX — 3 Bi,A,pyGaHom TOAO-
Boto B. Ilyrina samicTp muta. Toal >k BoHa mmovasa cripuit-
Matucs sik boromatip Opanra, «cecrpa» Opantu 3 Codil
KuiBcbkoi — i uepes cXOXiCTb 5KecTy, i, TOAOBHe, Yepe3 Ha-
OyTy poas 3axucHuni Kuesa, me opHiel «HemopyHol crTi-
Hi>». Oco6ANBO epeKTHO MOHYMEHT BUTASIAQB ITiA Jac KHIB-
cpKoro 6aexayTy sumu 2022-2023 pokis (mo 3adikcosano
Ha 6araThoX CBITAMHAX): JOPHHUM NOTPO3AMBUM CHAYETOM
Ha TAi Cipo-cBUHIIeBOrO Heba, 6OPOHSMH 3aHypeHe pOCiii-
CbKUMHU paKkeTaMU y TeMpPSIBY MicTo.

V¥ cepmni 2022 poxy HanionaapHuit My3e# icropii
Yxpainu y ApyrTifi CBiTOBiM BiiiHi BIAKPUB MYABTHMeEAINHY
BHCTaBKy «“BarpkiBmuna-mary’”. [TlepeosHadeHHs», A€ IIPO-
CTeXXUB TpaHCcPopMallito 06pasy y CycIiAbHi cBiaAOMOCTI
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Bia ipel €. ByueTrua Ao rapsdoi ¢pasu pocificbko-yKpaiH-
CbKOI BifiHH. A BOCEHHU PO3IIOYaB HU3KY €KCIIEPTHUX 00-
rOBOPEHb, 3aBAAHHSIM SIKUX OYAO «IIepeo3HauyeHHs» My-
3€10 B IIAOMY (3MiHa KOHuenui'l') i «BarpkiBmuHM-MaTepi>
SIK IOTO CKAQAOBOI (nomyK HOBOT'O apXiTeKTyPHOT'O BUIAS-
Ay). Ha cecii 4 >xOBTHS IPUCYTHI «OAHOCTAHHO BUCAOBUAH-
Cs1 32 AGKOMYHI3aIil0> CKYABIITYPH, TPONOHYBAAH PillleHHS
B AlaIma3oHi Bip IOBHOTO AEMOHTAXY AO 36epe>1<eHHa SIK ap-
TedaKxTy, O CBIAYMTH TPO «MEeTOAM GOPMYBaHHS 3 YKpaiH-
LIS AFOAMHU “COBETCBKOTO THITy >. BTiM, apxiTekTypHa cecist
6 rpyAHsI, B SIKiil B3SIAM y4acTb iHO3eMHI crrenjiaaicTy, 6yaa
ITOMipKOBaHOI0, AEMOHTAX He IIPOMOHYBAAU, HATOMICTh
0araTo roBOPHAH IIpO 30epexKeHHsI Ta KOMIIAEKCHI IAXOAY
Ao ipobaemu [S].

8 annug 2022 poky y TUPPOBOMY 3aCTOCYHKY «Ais>
3a iHilJiaTUBOIO YKPaiHCHKOTO iHCTUTYTY HalliOHAABHOI
mam’sti Ta MiHicTepcTBa KyAbTYpH Ta iH$OpMaLifiHOi mmo-
AITHKM YKPaiHH PO3MOYAAOCS ONUTYBAHHSA IIPO MOAAABIITY
aoato repoa CPCP na myuri. ITiAkpecAnMO, IO IHTAHHS
CTOCYBAAMCS TIABKH IIUTA i HE TOPKAAKCS PAAUKAABHOTO Ae-
MOHTA)Xy ITaM SITHUKA. 3aIIpOIIOHOBAHI BapiaHTH: 33 AWIIH-
TH status quo; AeMOHTYBATH rep0 i 3pOOHUTH AT IUCTHM;
3aMiHUTH PaASIHCHKHI rep6 Tpusy6oM, Aep>KaBHUM repOooM
Ypainu [16].21 avmns OyAM OIIPUAIOAHEH] Pe3YABTATH O~
AOCYBaHHS — 3a IIepLINH BapiaHT BipAaAM roaocu 6 Bipco-
TKiB, 32 APYTHH 9 BIACOTKIB, 3a TpeTiit 85 BiacoTKiB. B onu-
TYBaHHI B35IAM y4aCTb ITIOHAA 778 THCSY TPOMaASH, 1O 3a-
CBIAYMAO AOBOAI BUCOKY CYCITIABHY 3HAYYINICTH IPOOAEMH.
Taxki pesyApTaTi roA0oBa YKpalHCBKOTO iHCTHTYTY HaIlio-
HaAbHOI mam’siTi A. ApoOOBHY Ha3BaB «YiTKUM CUTHAAOM,
1[0 TPOMAASTHU XOUYTh XKUTH B KpaiHi 6e3 IPUBUAIB MUHY-
AOTO0>, 3a3HAYMB, [0 HACTAB YaC «TIEPEOCMUCAUTH AOCBIA
Apyroi cBiToBOI BiftHY, IPUOPATH 3 ITaM AT IIPO Hel pora-
TaHAY Ta OOAYAY>>, 11O YECHUII IIOTASIA Y MIHYAE AO3BOAHTD
«TO36YTHCS IHAOTO PAAY KOAEKTHBHUX TPABM> [ 7.

13 aunna 2023 poky cTapTyBaB IPOEKT 3aMiHU rep-
6a CPCP «Tpusy6 BarpkiBiguHu>», KUl BIPOAOBX POKY
po3pobasiao MiHicTepcTBO KyABTYpH Ta iHGOpMaLiiHo] 1I0-
AITHKM YKpaiHM, — 3aMOBHHKOM BUCTYIHB My3eit icTopii
Yxpainn y Apyriit cBiTosii BiftHi. [Tonpu ontuMicTryHi pe-
3YABTaTH FOAOCYBAHHs, y CYCIIIABCTBI, 30KpeMa y conmepe-
>KaX, TOYMAMCA rapsdi AMCKYCil IIOAO AOLIIABHOCTI BUTpaya-
T 28 MAH rpuBeHb (TIi3Hille KOITOPUC 3MEHIUBCS A0 22,9
MAH) Ha CUMBOAIYHY aKIHIO IiA Yac BEAMKOI BilHM — BTiM,
3'sicyBaaocs, o «Tpusy6 BarekiBiyyuHu>» $piHAHCYIOTH Me-
LIeHaTHU 1 IPUBATHI KOMIIAHil.

19 AnnaA TOAIIIHIN MiHICTP KYABTYpH Ta iHPOpMAaTTiii-
Hol moaituku Ykpainu O. TkageHKo BXe OAHO3HAYHO Ha-
3BaB «BaTbkiBmuHy-MaTu>» «crasesoro Opantorw» (mo-
E€AHABIIIN ABI HOBI CHMBOAIYHI CKAAAOBI o6pa3y) i 3a3Ha-
4B, I[J0 OAHHM i3 Pe3yAbTaTiB BCTAHOBAEHHSI TpHU3y0Oa 6yae
«HAIOBHEHHS AAaHAIA(TY CTOAUII CyBePEHHOI He3aAeX-
HOI Aep>KaBM KOPEKTHUMU IATPIOTUYHMMU CEHCAMU > [11].

CKyABOTOPOM NPOEKTY «Tpusy6 BarpkiBmunm>
Buctynus O. IlepraMmeHIIUK — MOHYMEHTAAICT, aBTOD,
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30KpeMa, maM ssTHHKA KHA3i0 CesitocaaBy Ha Ilef3axHii
aaei y Kuesi. Bin posmoBis, o 3apAsI BUTOTOBAEHHS TPHU-
3yby OyB OIpanbOBAHUI BEAUKHUI MAACT iCTOPUYHUX
i repaAbAMYHHUX MaTepiaAiB, KOMICis AOBTO Ta PeT€AbHO
BHOMpaAa 3 ABOX AeCSTKIB ecki3iB. CKyABITOp BBaXKae,
mo «barpkiBIuHa-MaTH> 3 TOYKH 30Py MiCHKOTO Cepea-
OBHIIIA <AYKe BAAAA>, «BIIAUBAE HAa AQHAIIADT MicTa 3 ycix
MIePCIIeKTHB, 3aAA€ TOH, CTUAB>». Ha #oro Aymxy, papstH-
CBKUIL Tepb OYB «OKOM AMSIBOA@>, SIKE CSISIAO Ha BCIO Kpa-
iHy, «MiTKOIO 3Bipa>. Termep Ha MUTi YKpinAeHHI CHMBOA
Boaopumupa CBsITOrO, 110 BUHUK THCSIYY POKiB TOMY CaMe
Ha IIUX IIe4epPChKUX IIaropoax, i Ije He o iHIe, K CTBEp-
AxeHHs Pyci-Ykpainu. AeMOHTOBaHUIT PaASHCBKUI rep6
MUTeLb BOAIB OM He 3HUINYBATH, & PO3MICTUTH AOTOPH HO-
TaMU y BEAUKIN TeMHIN 3aAi ITip, <<BaTbKijI/IH010-MaTip’Io >
i MACBITUTH 4Y€PBOHO-KPHUBAaBUMU ITPOMEHSAMH 3aAASl Hara-
AyBaHHJ, IT[0 TaKe He Ma€ MoBTopuTuca. HacTymHe mokoain-
us1, BBaxkae O. [TeprameHmuk, He GyAe HaBiTh 3HATH IIPO Te,
IO KOAUCH Ha IUTI 6YB PaASIHCHKHIL CHMBOA, & <3 YHCTO-
IO apKylla>» IOYHe «<aCOI[il0BaTU BEAUYHY CTATYyIO IIPO-
cTo0 3 BaTpKiBIMHOI-MaTip'10, HANIIOTYKHIIIOK KPAiHOO
B €apormi» [8].

Ha sacipanni Buenoi paau Mysero icropii Ykpainu
y Apyriit cBiToBi# BiftHi 25 anmHs 2023 poky HOro Aupex-
top 0. CaBuyk 3amponoHyBaB Ha PO3TASIA IIPOIO3HIIiIO
IMOAO IepeiiMeHyBaHHs KoMnAekcy y Harionaapamit my-
3eit BiitHu 32 HesaaexHicTp. A roaoBHMIT 30epirad GpoHAIB
Mysero O. SJHKOBeHKO 3a3HaYMAQ, IO APAAEABHO 3i 3MiHOIO
rep6a i Ha3BU My3e10 BUHHUKAA HeOOXiAHICTb IIepefiMeHyBa-
TH MOHYMEHT, «IIPHOPABIIK AO PELITH PAASHCHKI iAe0A0-
rivHi MapKepH>, Ha «YKpaiHy-MaTu>. O6upsi MIPOMO3HUIIL
BYeHa paja MiATPUMAaAa OAHOTOAOCHO [S].

TaxuM YMHOM, iHIITiaTHBA MOAO IepefiMeHyBaHH: My-
3€I0 | MOHYMEHTY HaAIMIIAQ Bip AOBOAL BY3bKOI CIIAPHOTH,
TOAIL SIK y IIMPOKHUX CYCIIABHIX KOAAX He OYAO IIOMIY€eHO aK-
THBHOCTI 3 IJbOTO IIPUBOAY, Ha3BY « YKpaiHa-MaTh>» He 06-
rOBOPIOBAAH. Y HOIIYKaX CYCIIABHUX peaKIfill 3BepHiMocs
Ao octy y «DeiicOyrii» rpoOMaAChKOrO Alsida, IpaBO3axuc-
HUKA i KOAUIITHBOTO AemyTaTa A. AeHHCeHKa, B IKOMY BiH
IAHECEeHO paTyBaB 3a IeperiMeHyBaHHA. Ha aymxy aBTO-
Pa, Ileil MOHYMEHT Ma€ CTaTH IIeHTPOM TSDKiHHS: « YKpaiHa-
MaTH AAS BCix ykpaiHniB! 3 ycix kyToukiB barpkiBmuHm
1 3 yCiX CBiTiB I103a HEIO >, — AA€ HE TIAbKU AASL YKpaiH-
11iB, aAYKe AAAL AOTIMCYBay eKCTaTUYHO IepepaxyBaB BCi
CAOB'SIHCBKI, ipaHCBKi, GaATIFICHKI ITAeMeHa, «6aTbKiB i Ma-
TepiB HAIIOTO HAPOAY >, BCIX «XPHUCTHSH, S3UIHUKIB, OYA-
AVCTIB, I0Ae1B 1 MyCyAbMaH>, SIKi 3apa3 MOASITBCS 3 YKpaiHYy,
«PYCHHIB 1 HaCIIPaBAl PYChKHX, 2 HE MOCKOBChKUX >, «Ha-
IIAAKIB TICKOBUTSIH, TBEPUYiB, HOBITOPOALIIB 1 YCiX, XTO 60-
poscs 3 BupomenuM OppoIo AeBiadpaHOM i BUSHAE BEAHKO-
KHSDKe ITepIIOPOACTBO YKpaiHu-Pyci ta Beankoro Kuepa>,
i, HApemTi, «BCi IHAOEBPONENChKi HAPOAH, SIKi 3 YKpaiH-
CHKMX CTeIIiB pO3iMIIAKMCS LIIAOKO €Bpa3iefo >.

Orxe, A. AeHHCEHKO B CBOIll ysBi CTBOPHB METaCHM-
BOA, HABKOAO SIKOTO 06epTaeThcs yBech cBiT (OKpiM Tux,
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3BicHO, XTO TATpUMYye Pocii). Aomwc 3i6pas maiixe 2 TH-
cs14i Bioao0ariok i 400 KoMeHTapiB, ase He BCi CXBAaABHI.
Cepep HeraTHBHHX peakxiiii 6yAH, HaIPHKAAA, TaKi: «Co-
BOK, SIKMIT MU ITIAKPAITYEMO Y KOAbOPHU BUIIMBAHKU >, «IIe-
PpepoOAITH CHMBOA “HECOKPYLIIMOCTI” cccp mip Matip-Bars-
KiBITMHY — IIe SIK Ha KOPOBY cipao Hapsaratu. He aomomo-
KyTb Hi rep6, Hi BIHOK, Hi BUIIMBaHKa>», «KUM O BOHa
He OyAa po3po0OAeHa i KyAU He IIOBEPHYTa, BOHA BCTAHOB-
A€HA TYT MOCKOBHTCHKUMU OKYIIAHTaMH ... <...> Mu, 3Bu-
YaiHO, MOXKeMO Ii IlepeNpU3HAYNTH HAIIOKW 6aThKiBIIU-
HOIO, aA€ Iie Te CaMe, 110 I1aM SITHUKAM A€HIHY AOAQTH BYCiB
Ta OCEAEALIB, Ta MEePENPU3HAYUTHU IX YKPAIHCPKUMH KO3a-
KaMU>, «MaHIITYASIil i3 UM [TaM’ ITHUKOM CXOXKI Ha Te,
sIKOM Ha IaM THUKY [IymkiHa 3aMiHUTH OAOBY Ha TOAOBY
IleBuenxa> Tomo [3].

29 anmnus 1O. CaBuyk B iHTepB10 «YKpaiHCbKOMY pa-
A10> ITOBiAOMHMB, 11O PillIeHHS BY€HOI pAA IIEPEAAHO Ha PO3-
rasp Ao MiHicTepcTBa KyAbTYpH Ta iHPOpMALIiIFIHOI TOAITH-
k1 [4]. Ckaaparocs BpaxenHs, mo Ao Ans Hesaaesxnocri
24 cepmms piuteHHs OyAe IPHITHATE, CaMe TaK, OpaBypHO,
inpopmarito noparo «Ykpaincoke paaio> (a 3a num inmi
3MI)... Aae Aenp HesarexxHocTi «BarbkiBmuHa-MaT>
3yCTpiAa 3i CTapOrO Ha3BOMK, XOY i 3 TpH3y60M Ha IJUTI.
Ao pedi, Iip Yac BcTaHOBAeHHs Tpu3y Oy 3'1CyBaAOCs, 1[0 HA
PYKOSTII Meya BCe K 3aAMIMIAETHCS IITe OAMH PAASHCHKUI
CHMBOA — ITSITHKYTHA 3ipKa.

ITompu Te, mo odirifiHOro NepeiMeHyBaHHSI MOHY-
MeHTa He BiAOYAOCS, My3eil IPOBIB IlepeiiMeHyBaHHS CHMBO-
AluHe. 24 ceprHs y HboMy OyAa OTaleHa MAPKa, BHITyIleHa
«Yxpnomroro> Ao Ars HesaaexnocTi Ykpainu (XYAO)KHI/ILISI
3. Ky6ap), Ha SIKifl MOHYMEHT 300paKeHHUI BXKE 3 OHOBACHUM
IJUTOM, AO TOTO K Ha IIIHi JKiHKH TimepTpodoBaHe, He BiAIo-
BiAHe MacITaby, yKpalHChKe YepBOHE HAMUCTO (8 Cy4acHOMY
Bapianri). Y BepxHiit 4acTHHI Mapku — miAIHC «YkpaiHa-
Maru>. ITosiBa MapKu «caMe 3 TaKOIO Ha3BOIO € BRKAUBUM
MOMEHTOM Y Iepeo3HadeHHi My3eto Ta CKyAbIITypH, — To-
BOPUTDHCS B 0QilfiitHOMY KOMeHTapi My3eto, — YkpaiHa A0-
BIi POKH YeKaAa BU3HAHHS CKYABIITYpH “BaTbkiBIuHa-MaTH
SIK CYTO CBOI'O CHMBOAY, II030aBACHOTO PAASHCBKUX MapKe-
piB> [15]. AHOHCYIOUH BUXiA HOBOI MapKH, FeHEPAABHHI AU-
pexTop «Ykpromri> I. CMiASIHCBKHUIT pO3MOBIB, IO CIIOYATKY
BOHA MaAa «OiABII JKOPCTOKE 300pakeHHsI»>, aAe 1il, BpaXOBY-
04 AeP>KABHE CBSITO, «AOAAAM YeMHOCTi>. [Ipo 1m0 crioBimae
HOBHIT 06pa3 MOHyMeHTa, Ha AyMKy L. CmiasiHcbKOT0? «ITpo
IIepeOCMHCACHHS MIUHYAOT'O, IIPO HOBY €MOXY> AASI KOYKHOTO
IPOMaASHIHA YKpaiHH, «i, BpaXOBYIOUM PeaKiiio 3a mopebpu-
KOM, BIATIOBiAb Ha “kieB 3a Tpi as”> [10].

AIFiCHO, OAHI€IO 3i CKAAAOBHUX IIPOIfeCy IepeoCMHUC-
AGHHS, <IlepeO3HaYeHHs» <«DaTpkiBmuHM-MaTepi>»
CTaAa peaxiist pocisH, siki B3araai 6oaicHo mepeno-
CSITh 3a3iXaHHS HAa PAASHCBKI ITaM ITHUKU 32 KOPAOHOM.
ConmepexxaMu IPOHECAACS XBUASI PO3AIOYEHHX KOMEHTa-
piB. Tak, A. OABLUIAaHCHKHUIL, KYPHAAICT, IyOAILIICT i KpH-
THK, 3ayBaXXUB, 0 B. Bopopail cTaBuB maM’siTHUK came
Till 6ATHKIBIIMHI, KA IepeMOTAa y BikHi, i AO AKOI HIAKUI
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TPU3y0 He MA€ CTOCYHKY: « ... AOT{4HiIe 6yA0 6 ITam ITHHK
IIPOCTO 3HECTH, 3pOOUBIIY TAKUM YHHOM MAKCHMAABHO Bip-
BepTe iACOAOTIYHE MOBIAOMAEHHS PO cebe, HIK CKAAAATH
I1e XaAloTiAHe $peHTesi. <...> BaacHe, Bcs ixHS aepikaBa Mo-
OyaOBaHa Ha IIbOMY MAAIOBAHHI OAAOHYHUKOM IIOBEPX CTa-
pux mopTperTiB. < ...> IcTopii He OyA0, Bce MOYaA0OCS HABITH
He BYOpa, a choropHi» [14]. (Ao pedi, 25 ceprns y Mysei
icropii Ykpainuy Apyrifi CBITOBIH BiliHi BiAKPHAACS BHCTaB-
Ka «3HaK Ha [IKTi>», IKa PO3IOBiAAAA ITPO THCAIOAITHIO ic-
TOPIi0 TPHU3YHa K CHMBOAY AepxcaBn).

b. KopueBHiKOB, €K3aABTOBAHUI «IIPaBOCAABHUI»
TeAEBEeAYYHH, ¥ CBOIM XapaKTepHill MaHepi 3asBUB: « ... pa-
IIMCTCHKA AEPIKABA, SIK OiC Bip XPecTa, TPsICeThCS BiA CUMBO-
Ay Ilepemornu Hap, pamusmom. Bip cumBoAy pociticpkoi He-
3AAMHOCTI Ta POCIMCBKOTO AyXY. <...> ...IM HE PapSHCBKe
HeHaBrcHe, iM [Tepemora orupHa. <...> Lle 6yaa ITepemora
Pocii — He TMMYacoBOi papAHCHKOI, a BiYHOI — 3eMHOI
Ta HebecHOL I came Taxy Pocito BOHH HEHABUASITD>», — He-
BHEMyIIEHO 3a0yBIIH, IO TepeMOory 3abesneunaa He Pocig,
a crmiAbHi 3ycuaad i sxeprsH Bcix Hapopis CPCP, 3oxpema
yxpainmis. Aas B. KopueBHikoBa MOHTaX Tpu3yba Ha IfuT
CTaB aKTOM BUKPAAEHHA: «...yKpalHa KiH4a€TbCs, yKpai-
HU Oiabine He Oyae... <...> A BOHHU IIOCEpeA L{bOr0 BOTHIO,
y ¢inaai <...> 30-piuHoi HepoicTOpil, 3aAi3saKy Ha Tpocax
y He0O MmiAIfIMAIOTH, mob6 NPUKPYTHUTH ii HA BKPAAEHY HUMH
ayxy BarpkiBmumy > [12].

24 ceprns 2023 poky conmepeskamu (OYMHAI0YH 3 Te-
Aerpam-kanaay «Tpyxa Kues» ) nomupuaocs 12-cexyHa-
He Bipeo, ae «barbkiBiyHa-mMaT > 6yAa Y TiraHTCBKiN 6i-
Alil CyKHi-BUIINBAHI, KOTPY HIOUTO HAASITAM Ha 9eCTb AHS
HesaaexxHOCTi, — 5K IBUAKO 3'ICyBaAOCs, PpeFKOBe, AOMa-
AboBaHe y Biaeopeaakropi [ 17]. ITpore pociiicbki «aipepu
AYMOK> IEepPernoCTHAU BiAeO Ha CBOIX KaHAAAX 3 HAAEXKHU-
MH KOMeHTapsIMH. «PapsHCcpKa ckyapnTypa baTpkiBmuna-
Maru B KueBi cranaroxxena sumusankoro. IIpekpacHe mip-
TBEPAKEHHs TeOpil C. l'anTiarrona PO Te, IO B €I10XY IT0-
CTMOAEPHY palliOHaAbHI MaCOBi iA€OAOTiIl A€BaAbBYIOTHCS,
HATOMICTb BUAQ3HUTH YyOOra apxXaiiHa XTOHb>, — TAUOOKO-
Aymuo Harucas 3. [piaenin [ 13], AoBipAHBO KOMeHTyIOUM
niApo6Ky (MOKAMBO, BUTOTOBAEHY CAaMHMHU X POCiSHAMH).

Orxe, pocilicbka CTOPOHA CIIPUHHAAA 3aMiHY paAsH-
CBKOTO repba Ha TPU3Y6 SIK AOKa3 PyIHALi, BTpaTH maM sTi,
OCTaTOYHOI BiAMOBHU YKpaiHH Bi CITIAbHOTO MHHYAOTO, BU-
KpeCAIOBaHHS 3i cBOEI icTopii Beaukoi BiTunsnanoi siftay,
sKa Aas Pocil, K BIAOMO, € OTIOPHUM CHMBOAOM HaI[i€ETBO-
PEeHHS, ACTITUMAIIEI0 TOTAAITAPU3MY i aBTOPUTAPHU3MY, 3a-
rapOHHUIIBKOI 30BHIMMHBO]I oAiTHKY. KoHCTpyKTH «Beanka
Birunsusna sifina», «Ilepemora> y pocificbkoMy CycIIiAb-
CTBI He MAASTAIOTh IEPEOCMUCACHHIO, Ha BIAMIHY Bia yKpa-
{HCBPKOTO CyCIIiABCTBA Ta IPOQeCiiHOI CIIIAbHOTH.

et mporec mepeocMucAeHHA B YKpaiHi TPUBAE, i Choro-
AHI — XO4a Hap KHIBCHKUMH ITaropbaMu maHiccs Tpusyo, —
HEMaE EAMHOTO CTAaBAEHHS AO OHOBAEHOI «bBaThKiBITHHM-
Marepi». Sk mepeciuni poonmcysaui y conmepesxax (1mo mu
GavHAM BHTIE), TAK i iHTEAEKTYaAM — Y PO3AYMAX, i He BCi
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BIpSITB, IO II0SIBA YKPAIHCHKOTO AEPYKABHOTO repba Ha IyuTi
IIOCTaBHAQA KpaIKy y il icropii. Hampukaap, MoBo3Ha-
Belb, KypHaaict i myoainucr FO. IleBuyk BBakae, o ae-
KOAOHI3aLlisl Ay>Ke BaXKKO AAETHCS YKPAIHIIAM, IO IepermMe-
HyBAHHSI TOIIOHIMIB, 3aMiHa rep6iB, 3HeCEHHsI [TaM ITHUKIB
«06e3 OUHMIIeHHSI BiA POCIMCHKUX IIHHOCTEMH, CMHCAIB 1 po-
CifIcbKOI MOBH>» € CaMOOOMaHOM. «BarpkiBIuHy-MaTH>
BiH Ha3WBa€E <<My>l(el'IOAi6HI/IM BUTPIMIAKOIO, MeTaAeBObes-
AYLIHFM IOAGMOM>, SIKHI He Ma€ AIOACBKHX PHC. YCi «KOC-
METHYHi MaHIITyASIlii>» Ha KIITAAT BiHKA Ha TOAOBI, ITIACBITy-
BaHHSI y KOAbOPAX [IPAIIOpa, [OSIBY TPU3y0a, epeliMeHyBaH-
Hs Ha «Marip-YkpaiHy>, Ha AyMKy IO. IIleBuyka, He B 3M03i
«3MIHMTH IMIIEPCHKOI CYTi IIbOTO MOHYMEHTY, IOr0 KOAO-
HISIABHOI CHMBOAIKH>. AeMOHTYBAaTH MOHYMEHT i 3a0yTH
NP0 HHPOTO — EAMHMM BipHUI KPOK AASL YKPaiHCBKOTIO Ca-
MOOHOBAeHH: [ 19].

BucHoBku. Hamre HeBeArke AOCAIAKEHHS Ha MeXi
icTopii KyABTYpH, iCTOPil MEHTAABHOCTI, COIIIOAOTII KyAb-
TYpH Ta CeMiOTHKM MaAO Ha MeTi 3apikCcyBaTH icTopmy-
HHIl MOMEHT <IIePeO3HAYeHHI>» «DBarpKiBmuHN-MaTepi>,
OAHOTO i3 HaMBIiAOMIIIMX yKPalHCPKMX MOHYMEHTIB, Bi-
surisku Kuesa (pasom 3 Aaspoto, Codiero Kuiscororo,
mam ' sTHUKOM B. XmeabHunpkomy Tomo). Mu TOPKHYAUCS
OCHOBHHX TOYOK HOT'O CTBOP@HH i aKIIeHTYBaANCS Ha TOMY,
IO CTAAO OCOOAHMBO aKTYaABHUM CbOTOAHI, — HAIIPHKAQA,

Ha opieHTanil «barpkiBmunan-marepi>» Ha Pociro, 3Bia-
KM IpUANIAQ BifiHa. 3a3Hauman, mo Ao 2014 poxy mony-
MEHT BMITAAAB i3 IMOAS iHTEpeCiB yKPalHCHKOTO CYCITiAb-
CTBa, SIKe HAATO AOBIO IIiCASI HaOyTTsI HE3aA€XKHOCTI Ie-
pebyBaao mip BmauBamu Pocii Ta He A0 KIHIIS PO3yMiAO
HeOOXiAHICTD ITepepOpMaTyBaHHS CYCIABHOTO IIPOCTO-
py- BriM, Ao PeBoatorii I'iAHOCTI Tak caMO «HEBHUAUMHU-
Mu> OYAM iHII paAsSHCBKI KMIBCKI MOHYMEHTH, HaBiTh
nam sathuk B. Aeniny na 6yasapi T. Illepuenka (oxpim ak-
il 2009 pOKy). Apxka Apy>XOu HapOAIB TiAbKH 14 TpaBHsI
2022 poxy orpumMaia HOBY Ha3By «Apka CBOOOAM yKpaiH-
CBKOTO HAPOAY>, & ITaM SITHHK IIiA Helo OYB AeMOHTOBAHUI
26 xsitHs. ITicAs mOYaTKy TOBHOMACIITAOHOTO BTOPTHEH-
HA AO IIPOIleCy AeKOMYHi3amii Aooparacs Aepycudikariis,
iHTeHCHPiKyBaAHCS CyIlepedKH HaBKOAO «baTbkiBImuHM-
Marepi>», yHaCAiAOK 4oro y cepnHi 2023 poky papsSHCbKUI
rep6 3aMiHHAY Ha TpH3y6 i MOYaAHM IMIATOTOBKY AO Tiepe-
IMeHyBaHHS MOHYMEHTa Ha «YKpaiHy-MaTH>»>. Mu pos-
TASIHYAM ITepebir eTaliB [[bOTo IPOoLeCy, IHCTUTYLIOHAABHI
ACIeKTH (3a3HaqHan, DO HabiAbII 3HAYyWi iHiIjaTHBY
CITYCKAAHCS «3BEpPXY> ), 3MiHy KOHOTAIIift, peaKilii CyCIiAb-
CTBa I YKPalHChKUX iHTeAeKTyaAiB. 3pa€ThCs, Mo B icTopil
yKpaiHizanii «baTbkiBmmHI-MaTepi>»> mocTraBaeHa Kpamnka.
AAe, MOXAUBO, ITe TIABKM TPHUKpPAIIKa, ap’kKe AGKOAOHI3aITis
Yipainu TpuBag, K TPUBAE POCIHCHKO-YKpaiHChKa BiftHA.

Aireparypa

1. Axyaenko B. 3 HeMoBAsIM «BaTbKiBIMHU-MauyXH> B peTPOCIEK-
THBHIN AekoMyHi3anii // Yacormc KuiBcbkoro yHiBepcureTy mpasa.
2015.N2 3.-373.

2. A. Sluxo. «BarbkiBuusa-Maru>. Sk BoHO 6yao // Bive. 2013. N 9
(tpasenn). URL: https:/ /veche kiev.ua/ journal/3625/ (aara sBepHen-
st 04.08.2023).

3. Aenncenko A. Aormc Ha QeircOyx-cropinmi. 31.07.2023. URL:
https://www.facebook.com/DenysenkoAndriy/posts/pfbid01Dmu
sM4L7eTDXuv3ypKckexHSGTcvf LNSBnpZxCoDfpzou3z92v3L3r
GUvelhrPBI (aara sseprenms: 28.08.2023).

4. Monyment «DbarpkiBmuHa-MaTi>» y Kuesi nepeiimenyors
Ha «YKpaiHa-MaTH>. YKpaiHcbke paaio. 29.07.2023. URL: http://
www.nrcu.gov.ua/news.html?newsID=101959 (pata 3BEpHEHHSI:
04.09.2023).

S. Ilepeosnauenns. HarionaapHuit Myseit icropii Ykpaiau y Apyriit
CBITOBIi BiftHI (oc})iuiﬁnnﬁ caitr). URL: https:/ /warmuseum.kyivua/
ua/_other_projects/pereoznachennya/ (sara sBeprenns: 15.08.2023).
6. Ilycrs Ha 3emae TopkectByeT Mup! // CoBerckas KyabTypa. 1981.
12 Tpasrst. N2 38 (5462).-2.

7. Pe3yAbTaTH ONMTYBAaHHS B OHAAMH-3aCTOCYHKY «Aisf>» moaA0
BarbkiBmuHu-Marepi: 94% nporoaocyBau 3a poemonTax repba CPCP.
YKpaiHCHKUI IHCTUTYT HaljiOHAAbHOI mam siTi. 22.07.2022. URL: https://
uinp.gov.ua/pres-centr/novyny/rezultaty-opytuvannya-v-onlayn-
zastosunku-diya-shchodo-batkivshchyny-materi-94-progolosuvaly-za-
demontazh-gerba-srsr (aara sBeprents: 12.08.2022).

8. CamoxsasoBa A. Oaexciit IlepraMeHIUK, CKYABITOD,
KU TBOPHUTD TpH3y6 Ha muTi «BarpkiBmunu-MaTtepi>.
Ykpin¢opm. 31.07.2023. URL: https://www.ukrinform.ua/

XyAOXKHS KyAbTYpa. AKTyaAbHi npoGACMH. Bum. 19.4.2.2023

¢ 70 e

rubric-society/3742417-oleksij-pergamensik-skulptor-akij-tvorit-
trizub-na-siti-batkivsinimateri.html (aara sBeprenns: 14.08.2023).
9. Cemecrok I. Bacuab Bopoaait // MICT: mucrenrso, icropis, cy-
JacHicTb, Teopis. 2006. Bum. 3.-328.

10. Cwmiascskmit I Aomuc y Teaerpam-kanaai «Igor Smelyansky/
Irop CwmiasHcpkuii»> Bia 18.08.2023. URL: https://t.me/
igorsmelyansky/2391 (nara 3BEePHEHHSI: 29.08.2023).

11. Txauenko O. «Tpusy6 BarskiBmunn>». IlepeodHaueHHs
// Ykpaincbka mpaspaa. XKurrs. 19.07.2023. URL: https://life.
pravda.com.ua/columns/2023/07/19/255467/ (aara sseprenHs:
13.08.2023).

12. Teaerpam-xanaa «bopuc Kopuenuxos». 6.08.2023.
URL: https://t.me/boriskorchevnikov/2752 (aara 3BepreHHs:
04.09.2023).

13. Teaerpam-kaHaAa «3axap Ilpuaenun>. 25.08.2023. URL:
https://t.me/zakharprilepin/19405 (aara sBepHenHs: 04.09.2023).
14. Teaerpam-kanaa «Komuccap ucuesaer». 30.07.2023. URL:
https://t.me/komissarischezaet/43S (para sseprenns: 04.09.2023).
15. «VYkpaina-mMaTu> Ha nmomrosiit Mapui. Hanionaapauit my-
3eit ictopii Ykpainu y Apyriit ciTosiit Biftu (odiniftnuit caitr).
24.08.2023. URL: https://warmuseum.kyiv.ua/_all-news-
images/?id=41&news_year=2023 (aara sseprenns: 29.08.2023).
16. Y OHAAMH-3aCTOCYHKY AEPKITOCAYT «Aisi» CTapTyBaAO OIH-
TYBaHHS I[OAO AEKOMYyHi3aIiii MoHyMeHTy «barpkiBmura-Marn>.
YkpaiHcpkuit iHCTUTYT HanjioHaAbHOI mam sti. 08.07.2022. URL:
https://uinp.gov.ua/pres-centr/novyny/u-onlayn-zastosunku-
derzhposlug-diya-startuvalo-opytuvannya-shchodo-dekomunizaciyi-

monumentu-batkivshchyna-maty (aara sseprenns: 12.08.2023).

Artistic Culture. Topical issues. Vol. 19. No. 2. 2023



Mapuna TTOASIKOBA

«BarbkiBmmna-Maru>, «CraaeBa Opanra>, «YkpaiHa-mMari>

17. Qeiix: MonyMeHT «baTbKiBIIMHA-MATH> OASTAU Y BHIIUBAH-
Ky — Bipeo. Stopfake.org. 25.08.2023. URL: https://www.stopfake.
org/uk/fejk-monument-batkivshhina-mati-odyagli-u-vishivanku-
video/ (aara sBepuenns: 04.09.2023).

18. Yopra M. BarpkiBmuHa-maru 3 TpusyboM Ha WHTI.
Po310BiAa€MO PO aBTOPa, MPOTOTHUII Ta iHwi Mipu // YkpaiHcbka
npaspa. XKurrs. 25.08.2023. URL: https://life.pravda.com.ua/
culture/2023/08/25/256142/ (pata speprenns: 12.08.2023).

19. IIesuyxk IO. Ife He pAexoaoHi3ais, a camoo6man // [AaBKOM.

7.08.2023. URL: https://glavcom.ua/columns/yuriy_shevchuk/
tse-ne-dekolonizatsija-a-samoobman-947555.html (aara 3Bepren-
ua: 04.09.2023).

20. Mloxanp I. BarpkiBmuHa-MaTH TPUMAE Med y HANPAMKY
KpeMast — eKcriepTH IIpO 3arapAKu 3BEACHHS | MalGyTHE CKYABIITYPH
// Gazeta.ua. 22.05.2022. URL: https://gazeta.ua/articles/culture/
batkivschinamati-trimaye-mech-u-napryamku-kremlya-eksperti-pro-
zagadki-zvedennya-i-majbutnye-skulpturi/ 1090780 (aara ssepren-
ma: 05.08.2023).

References

Akulenko, V. (2015). Z nemovliam “Batkivshchyny-machukhy” v ret-
rospektyvnii dekomunizatsii [With the infant of the Motherland-
Stepmother Monument in retrospective decommunization].
Chasopys Kyyivskogo universytetu prava, 3,371-373 [in Ukrainian].

Chorna, M. (2023, August, 25). Batkivshhyna-maty z tryzubom
na shhyti. Rozpovidayemo pro avtora, prototyp ta inshi mify [ The
Motherland Monument with a trident on the shield. We tell you
about the author, the prototype, and other myths]. Ukrayinska
pravda. Zhyttya. Retrieved from https://life.pravda.com.ua/cul-
ture/2023/08/25/256142/ [in Ukrainian].

Denysenko, A. (2023, July, 31). Facebook post. Retrieved from https://
www.facebook.com/DenysenkoAndriy/posts/pfbid01DmusM-
4L7eTDXuv3ypKckexHSGTevfLNSBnpZxCoDfpzou3z92v3L-
3rGUvelhrPBlI [in Ukrainian].

Fejk: Monument «Batkivshhyna-maty> odyagly u vyshyvanku —
video (2023, August, 25). [Fake: The Motherland Monument
dressed in embroidery — video]. Stopfake.org. Retrieved from
https://www.stopfake.org/uk/fejk-monument-batkivshhina-ma-
ti-odyagli-u-vishivanku-video/ [in Ukrainian].

Pereoznachennya (n. d.). [Redefinition]. Nacionalnyj muzej istoriyi
Ukrayiny u Drugij svitovij vijny (official website). Retrieved from
https://warmuseum.kyivua/ ua/_ other projects/pereoz-
nachennya/ [in Ukrainian].

Post on the Telegram channel “Komissar ischezaet” (2023, July, 30).
[«The Commissioner disappears> ]. Retrieved from https://t.
me/komissarischezaet/435 [in Russian].

Post on the Telegram channel “Zakhar Prilepin” (2023, August, 25).
Retrieved from https://t.me/zakharprilepin/19405 [in Russian].

Post on the Telegram channel «Boris Korchevnikov>» (2023,
August, 6). [“Boris Korchevnikov”]. Retrieved from https://t.

me/boriskorchevnikov/2752 [in Russian].

XyAOXKHS KyAbTYpa. AKTyaAbHi npoGACMH. Bum. 19.4.2.2023

o 7] e

Pust na zemle torzhestvuet mir! (1981, May, 12) [Let peace triumph
on Earth!]. Sovetskaya kultura, 38(5462), 1-2 [in Russian].

Rezultaty opytuvannya v onlajn-zastosunku “Diya” shhodo
Batkivshhyny-materi: 94 % progolosuvaly za demontazh gerba
SRSR (2022, July, 22). [ The results of a poll in the “Diia” online
application regarding the Motherland Monument: 94 % voted
in favor of dismantling the USSR coat of arms]. Ukrayinskyj in-
stytut nacionalnoyi pamyati. Retrieved from https://uinp.gov.
ua/pres-centr/novyny/rezultaty-opytuvannya-v-onlayn-zas-
tosunku-diya-shchodo-batkivshchyny-materi-94-progolosu-
valy-za-demontazh-gerba-srsr [in Ukrainian].

Samohvalova, L. (2013, July, 31). Oleksij Pergamenshhyk, skulp-
tor, yakyj tvoryt Tryzub na shhyti “Batkivshhyny-Materi”
[Oleksii Pergamenshchyk, a sculptor who creates the Trident
on the shield of the Motherland Monument]. Ukrinform.
Retrieved from https://www.ukrinform.ua/rubric-so-
ciety/3742417-oleksij-pergamensik-skulptor-akij-tvor-
it-trizub-na-siti-batkivsinimateri.html [in Ukrainian].

Semesiuk, I. (2006). Vasyl Borodaj [Vasyl Borodai]. MIST: mystec-
ztvo, istoriya, suchasnist, teoriya, 3, 320~328 [in Ukrainian].

Shchokan, H. (2022, May, 22). Batkivshhyna-maty trymaye mech
u napryamku Kremlya — eksperty pro zagadky zvedennya
i majbutnye skulptury [ The Motherland Monument holds
asword in the direction of the Kremlin — experts on the mys-
teries of the construction and the future of the sculpture].
Gazeta.ua. Retrieved from https://gazeta.ua/articles/cul-
ture/_batkivschinamati-trimaye-mech-u-napryamku-krem-
lya-eksperti-pro-zagadki-zvedennya-i-majbutnye-skulptu-
ri/1090780 [in Ukrainian].

Shevchuk, Y. (2023, August, 7). Ce ne dekolonizaciya, a samoobman

[This is not decolonization but a self-deception]. Glavkom.

Artistic Culture. Topical issues. Vol. 19. No. 2. 2023



Mapuna TTOASIKOBA

«BarbkiBmmna-Maru>, «CraaeBa Opanra>, «YkpaiHa-mMari>

Retrieved from https://glavcom.ua/columns/yuriy_
shevchuk/tse-ne-dekolonizatsija-a-samoobman-947555.html
[in Ukrainian].

Smelyansky, I. (2023, August, 18). Post on the Telegram chan-
nel “Igor Smelyansky/Irop Cmiasincokuit”. Retrieved from
https://t.me/igorsmelyansky/2391 [in Ukrainian].

Tkachenko, O. (2023, July, 13) “Tryzub Batkivshhyny”
Pereoznachennya [«Trident of the Motherland”
Redefinition]. Retrieved from https://life.pravda.com.ua/
columns/2023/07/19/255467/ [in Ukrainian].

U onlajn-zastosunku derzhposlug «Diya» startuvalo opytuvan-
nya shhodo dekomunizaciyi monumentu «Batkivshhyna-
Maty» (2022, July, 8). [A poll on the decommuniza-
tion of the Motherland monument has been launched
on the «Diia>» online public service application]. Ukrayinskyj

instytut nacionalnoyi pam’yati. Retrieved from https://uinp.

Poliakova M.

gov.ua/pres-centr/novyny/u-onlayn-zastosunku-derzh-
poslug-diya-startuvalo-opytuvannya-shchodo-dekomunizaci-
yi-monumentu-batkivshchyna-maty [in Ukrainian].

“Ukrayina-maty” na poshtovij marci (2023, August, 24) [“Mother
Ukraine” on a post stamp). Nacionalnyj muzej istoriyi Ukrayiny
u Drugij svitovij vijny (official website). Retrieved from https://
warmuseum.kyiv.ua/_all-news-images/?id=41&news_
year=2023 [in Ukrainian].

Ukrayinske radio (2023, July, 29) Monument “Batkivshchyna-maty”
u Kyievi pereimenuiut na “Ukraina-maty” [“The Motherland
Monument” in Kyiv is to be renamed to “Mother Ukraine”].
Retrieved from http://www.nrcu.gov.ua/news.html?news-
ID=101959 [in Ukrainian].

Yanko, D. (2013). “Batkivshhyna-maty”. Yak vono bulo [“The
Motherland Monument”. How it was]. Viche, 9. Retrieved from

https://veche.kiev.ua/journal/3625/ [in Ukrainian].

The Motherland Monument, “Steel Oranta”, “Mother Ukraine”: “Redefining” the Monument during the Russo-Ukrainian War

Abstract. The paper explores the process of emergence of new symbolic meanings for the Motherland Monument (Kyiv) during
the Russo-Ukrainian war. A retrospective into the history of the creation of the monument (1974-1981), and its main characteris-
tics, such aslocation, orientation, pose, and attire is provided. The stages of Ukraine’s symbolic “appropriation” of the Motherland
Monument after 2014 are presented with a focus on the years 2022-2023. The “Trident of the Motherland” project that im-
plied the replacement of the shield’s Soviet coat of arms by the Ukrainian trident and the perspective of renaming the monument
to “Mother Ukraine” are analyzed. The history and current status of the monument are viewed through the lens of state cultur-
al policy and as a sociocultural phenomenon. Reactions to the “redefinition” from Ukrainian cultural figures, wider community,

as well as some Russian public figures are quoted.
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Oi u luzi chervona kalyna (“Oh, the Red
Viburnum in the Meadow”) as an Anthem-Song

Social Roles and Genre Transformations in the Time of War
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Abstract. Countering the Russian invasion is the subject of many songs dating back as far as several centuries. Oi u luzi chervona kalyna (“Oh,
the Red Viburnum in the Meadow”) is one of such songs. Intonation structure of this folk song, remarkably resembling an anthem, represents
the mighty power of generations and unites the communities in their struggle against the enemy. Investigating the genre transformations of this
piece and it communicative models that consolidate communities serving as an attribute of Ukrainian national identity as opposed to the en-
emy proves the importance of the subject of this paper. The objectives of this research were the following: to study the historical and genre
reminiscences of the Oi u luzi chervona kalyna song, to analyze its impact on developing the new trends within the popular Ukrainian mu-
sic and culture, to outline the communicative mechanisms used in the anthem-like pieces rooted in folk songs to influence and consolidate
communities. The means of replication of this song may be identified, on the one hand, as a specifically targeted strategy, namely, seemingly
random viral sharing in the Internet. On the other hand, the transformation of a genre of this song is evident. Heavy rotation of the Oi u luzi
chervona kalyna song enables concluding that it became a part of the mainstream of the present time. The very idea of the song encourages
the audience to collaboration and co-creation, be it singing along, making electronic covers, singing backing vocals, etc. The fact that its sym-
bolic and semiotic fields influenced the intensification of cross-cultural interaction between similar worldviews and became a unifying factor
in the struggle against the Ruscist evil in is an important feature of this song’s replication during the war.

Keywords: Oi u luzi chervona kalyna, “Oh, the Red Viburnum in the Meadow”, anthem, Andriy Khlyvnyuk, pop music, genre

transformations.

Introduction

Countering the Russian invasion is the subject of many
songs dating back as far as several centuries. Hence, a large
number of dramatic folk musical pieces gained a new life
under tragic circumstances. So-called remakes of the old
folk songs provide much-needed inspiration to resist the en-
emy, and Oi u luzi chervona kalyna (“Oh, the Red Viburnum
in the Meadow”) may be rightfully considered as iconic
in this regard. Intonation structure of this folk song, remark-
ably resembling an anthem, represents the mighty power
of generations and unites the communities in countering
the enemy. Observing the genre transformations of this mu-
sical piece and studying its consolidating communication
models prove the importance of the subject of this paper.

Aim of the Paper

The paper aims to describe the artistic and socio-
cultural characteristics of the Oi u luzi chervona kalyna
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song, as well as its role in consolidation of the communities
on their path to achieving a common goal. The objectives
are the following: to study the historical and genre remi-
niscences of the Oi uluzi chervona kalyna song; to outline
the extent of influence of this anthem-song on the social
and cultural life of the nation in the time of war; to analyze
its impact on developing the new trends within the popu-
lar Ukrainian musical culture; to summarize the communi-
cative mechanisms used in the anthem-like pieces rooted
in folk songs in consolidating communities.

Results and Discussion
The song was first mentioned in 1914. In its modern vari-
ant, it emerged in Galicia that was a part of Austro-Hungarian
Empire, shortly before the eruption of the First World War.
Stepan Charnetsky, a director of the Ukrainian theatre
Ruska Besida, was staging Vasyl Pachovsky’s tragedy The Sun
of the Ruin (Sonce ruiny) about the fate of Cossack hetman
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Petro Doroshenko. In the finale of the play, a song with a con-
solidating context would suit best, thus, Charnetsky opted for Oi
u luzi chervona kalyna. By adding the last, poetic and dramatic
verse to the lyrics and by changing the melodics into the march,
he radically transformed the communicative field of perception
for this piece. The song was a success at the premiere and took
off. Originally, another song was planned for performance, Chy
ya v luzi ne kalyna bula (“Was not I a viburnum in the mead-
ow”). However, the stage director preferred something more op-
timistic, so he offered Rozlylysia kruti berezhechky (“Oh, the riv-
er overflows the steep banks”) and slightly changed the lyrics
of the first verses and the melody of the last one. The song ap-
pealed to the Galician youth, especially the last verse.

When the First World War started, the legion
of the Ukrainian Sich Riflemen was organized. Over 10 000 vol-
unteered, yet only 2500 were allowed to enlist by the Austrian
authorities. Hryhori Andriy Truch, a commander of the forma-
tion of the Ukrainian Sich Riflemen, a talented scout, a poet,
and an author of several riflemen’s songs was among them.
He overheard the melody from his acquaintance Ilnytskyi, who
was a clerk at the Ukrainian mutual aid fun in Stryi and who at-
tended the mentioned stage production. Inspired by the open-
ing verse of the song, reverend Hryhori Andriy Truch comple-
mented the lyrics with the text about fighting the Russian army.

In 1916, Ivan Bobersky, a co-founder of the Ukrainian
Combat Board of the Ukrainian Sich Riflemen, noted that
in those years, the song, with its firm belief in victory, bal-
anced all the other songs circulating, which were predominant-
ly sad and conveyed grief and hopelessness. This popular per-
ception of the song contributed to its becoming an anthem
of the Ukrainian Sich Riflemen (Andreitsiv, 2022). It should
be noted that the historical sources on the Sich Riflemen
and the memoirs of the contemporaries both mention Oi u luzi
chervona kalyna as then anthem of Sich Riflemen communi-
ty. At the very list, Sich units sang this march-like song during
their drills.

Hence, this song of collective authorship became a folk one
in the true sense of the word. Similarly, now it became popular
for the very same reason and topical aim—to fight the Russian
aggression. In the lyrics, it is reflected in the words “free our
brother Ukrainians from the Moscovite shackles.”

The song was immensely popular in Galicia part
of Ukraine. Such admiration lasted till 1939, when the Second
World War started and Ukrainian lands were occupied anew,
now by the Stalin’s horde. For any mentions of performance of Oi
u luzi chervona kalyna, one would face arrest, exile to Siberia,
or physical extermination by the Soviet occupational regime.
However, before that, many cultural figures of the Western
Ukraine contributed to promoting this musical piece. During
the 1930s, a number of musical interpretations of the song were
created for the male and mixed choirs. It is a well-known fact that
Oleksandr Koshyts, Filaret Kolessa, Anatol Vakhnianyn, Yaroslav
Yaroslavenko, and many other Ukrainian composers associat-
ed with the Galician composing school, contributed to the ar-
rangements of the song’s melody. “It was one of the effective
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ways to maintain the relevance of the song, performed in Galicia
by the members of Prosvita society, participants of the concerts
commemorating Shevchenko’s life, by peasants and intelligen-
tsia” (Andreitsiv, 2022).

Only in the 1990s, during the first years of newly acquired
independence, the anthem of Ukrainian Sich Riflemen reso-
nated as one of the unofficial anthems of Ukraine. The song
of Ukrainian Sich Riflemen entered the mainstream of civil rit-
uals. One of the most typical was the ritual of setting or recreat-
ing the burial mounds for the fallen Ukrainian Sich Riflemen,
previously destroyed by the Soviet authorities, as the symbols
of freedom and resistance of Ukrainian people.

Apparently, the popularity of the song stems from
the relevant objective of its lyrics—a struggle for liberation
from the Russian aggression (“free our brother Ukrainians from
the Moscovite shackles”), as well as it anthem rhythmic formu-
la of its melody as a “call to fight.” The complex of a popular mo-
tive contributed to this song’s spreading as an anthem of fighting
against the Russian invasion in 2022.

In Ukrainian mythopoetic system of beliefs and in tradi-
tions, guelder rose (red viburnum) is a symbol of life, blood,
and fire. Many researchers emphasize its links to the imagery
of sun, heat, and burning. The poetics of the text (the first four
verses are the folk song, while the fifth was authored by Hryhori
Truch in 1916) is rather uncomplicated, nevertheless, it is
charged with powerful symbols. The image of guelder rose is jux-
taposed to a young girl; hence, “A my tuiu chervonu kalynu pidii-
memo” (And we’ll take that red viburnum and we will raise it up)
is easily associated with the image of Ukraine, as a transformed
idea of national statehood that should be raised from the ashes
and developed further (Andreitsiv, 2022). Historical and eth-
nographic sources hint that guilder rose is commonly perceived
as a symbol of Ukrainian family, loyalty, harmony oflife, nature,
and motherhood. In addition, since the Cossack times, guelder
rose signified freedom and resistance, true and cherished mem-
ories, and unity of the nation. The well-known proverb is quite
telling: “Without a willow or a guelder rose, there is no Ukraine.”

Why the symbol of red guelder rose is that popular?
Perhaps, the reasons for that are the appealing colors of bloom
and berries, the form of the shrub or its healing properties, all
of which were represented in the worldview of our ancestors.
Seeing the berries, proud and unsubdued even by the harshest
frost, must have been symbolic for them. According to com-
mon belief, guelder rose could survive even extreme frost. This
is paralleled with the belief in the resilience and the willpower
of Ukrainian nation.

The etymology of the word kalyna (viburnum) is linked
to the notion of fire and water as the first elements of earthly
existence. Its white inflorescences resembled the sun, while
the white color was considered sacred. The form of the seeds
of red viburnum reminisces the red heart. Ukrainian name
for guelder rose, kalyna, originates from kalyty (to forge), thus,
unifying two mighty elements—fire and water—in the even
harder material—metal. Because of that, guelder rose retains
itred berries—Dbe it in mists, in freezing rain showers, in merciless
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winds, and in any frost. Guelder rose was an embodiment
of the creation of the Universe, symbolizing the trinity of fire:
the Sun, the Moon, and the Stars. Hence, another possible
origin for the word kalyna may be from the ancient name
for the Sun—kolo (a circle). A circle also symbolizes eternity.
In addition, in the perception of Ukrainians, guelder rose
symbolizes motherhood, with the bush itself being a mother
and the flowers and berries being the family, parents, ancestral
heritage, and prosperity. Guelder rose by the house is not merely
a decoration but also serves as a guardian.

The guelder rose berries became a symbol of courage
of those who sacrificed their lives fighting for Ukraine. Therefore,
guelder rose is an emblem of courage of free unbreakable spirit,
a struggle for the liberation and independence of native land,
and anoble strive for freedom and human dignity. The red berries
are ametaphor of blood and everlasting continuity of a bloodline.
For Ukrainians, the red juice of the berries that resembles
the drops of blood makes guelder rose an allegory for Cossack
blood spilled for the nation.

The imagery of guelder rose is ever-present in Ukrainian
folklore. In this context, guelder rose could be regarded
as Ukraine itself: “And we'll take that red kalyna and we will raise
it up, / And, hey-hey, we shall cheer up our glorious Ukraine!”
The symbol of red guelder rose was transferred from the Cossacks
to the modern-day Ukrainian military. Another recurring
folk symbol involving guelder rose is a guelder rose bridge,
as a passage between different states, stages of life, between
life and death. The guelder rose shrub is not only a decoration
butholds a profound meaning. Itis a spiritual words, our heritage
and materialized the spiritual desire to live peacefully in one’s
own land (Kalyna — symvol ukrainskoho narodu, 2018).

Oi u luzi chervona kalyna has fit into the popular music
map of the wartime primarily because of its anthem structure
and deeply rooted senses and imagery. It symbolic revival
occurred in the heart of the capital, at the Sophia square. There,
Andriy Khlyvnyuk, a vocalist of the BoomBox band, who
volunteered to the army, performed the first verse of the song
holding his firearm. The performer emphasized the anthem
intonations of the song. In his interpretation, this composition
becomes a masculine call for fighting, while the change
ofrhythm only exacerbates these features. Khlyvnyuk’s February,
26 Instagram post had several million views and shares in a few
days, quickly becoming viral.

The manner of Khlyvnyuk’s performance as if calls all
Ukraine and the world to resist Russian invasion, to rise and fight
for our Motherland. Performed as a ballad, in an “overstrained”
intonation, and, most importantly, in powerful and dynamic
vocalsit creates an impression of hearing the voice of the ancestors.
In KhlyvnyuK’s interpretation, every word is accentuated;
he conveys the song with the understanding that one has
to stand for their native land up to the end. The singer switched
his usual microphone to an assault rifle and during the first days
of the full-scale invasion stood up to protect Ukraine, exemplifying
by his performance and his actions that this is not simply a song
but a pure ideology of the Ukrainian nation.
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Other prominent transformations of the song are linked
to its interpretation as a rock ballade, as it was performed
by the legendary Pink Floyd feat. Andriy Khlyvnyuk.
The members of the classic British rock band reunited
for the first time in almost 30 years in order to record this song
as their support for Ukraine. In only S days, the video had over
seven million views. With Pink Floyd revisioning this song,
the war in Ukraine gained even wider exposure.

David Scott, a South-African musician known by his stage
name The Kiffness, also recorded a musical collaboration with
Andriy Khluvnyuk on Oi u luzi chervona kalyna. Scott made
a contemporary remix of the anthem of Ukrainian Sich Riflemen,
as he was inspired by Khluvnyuk’s courage as a singer and soldier
who enlisted to fight the Russian invaders. “BoomBox singer
Andriy Khluvnyuk ended his US tour and returned home
to Kyiv to defend his country from Putin. He was kind enough
to let me remix this recent video of him singing a Ukrainian
folk song,” wrote The Kiffness on his social media page (Andrii
Khlyvniuk i The Kiffness, 2022).

Ellie Goulding reinterpreted Oi u luzi chervona kalyna
as jazz. Goulding performed it in duo with Dmytro Shurov,
who is a frontman of the well-known Ukrainian band
Pianoboy in the framework of the Kyiv Summit of First
Ladies and Gentlemen organized by Olena Zelenska. Another
example of creative reinterpretation is the performance of Oi
u luzi chervona kalyna by Marlaine Maas from the German city
of Aachen. She sang it in four languages stating, “I was deeply
touched by this song, therefore I decided to translate it into other
languages, so more people could listen to it and understand
its meaning” (Nimetska vokalistka zaspivala, 2022). These
interpretation has the genre features of a ballad, as if providing
reference to trouveres and Minnesangers.

Kenyan band That’s What She Said had its own astounding
version of the legendary anthem of Ukrainian Sich Riflemen.
During their Nairobi concert, the band performed the song
of Ukrainian Sich riflemen in Swahili. The lead vocalist appeared
on stage in the outfit featuring the colors of Ukrainian flag
(Khmelnytska, 2022), and their version of the well-known song
incorporated the intonations of a march and jazz improvisation.

Anotherimportant aspect of promoting Oi u luzi chervona
kalyna was the video flash-mob organized by a number
of renowned Ukrainian artists who sang the song online,
namely: Jamala, Eurovision 2016 winner; Natalia Mohilevska;
Olha Poliakova; Pavlo Zibrov; Nastia Kamenskykh; Ivan Dorn;
Nadia Dorofieieva; TV anchor Lesia Nikitiuk, comedian,
and TV host Yurii Tkach. Thousands of Ukrainians all over
the world joined it online, posting in the social media their
own videos.

Ukrainian journalist and war correspondent Andriy
Tsaplienko posted a video of the musicians from different
countries performing Oi u luzi chervona kalyna in Ukrainian.
The artists from Malaysia, Estonia, Canada, India, South Africa,
Brazil, US, Poland, Italy, South Korea, Finland, Lithuania,
Germany, Georgia, and Latvia participated in this online
challenge. In their versions, they used the folk instruments
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of their respective countries. “This video represented various
forms of the song’s performance, such as: solo, duo, choir,
and especially breathtaking was the performance of Georgian
trio. Also, people from Latvia performed it as a choir” (Vaulina,
2022).

In 2022 in Lviv, on the Constitution Day, the word
record of the collective singing of Oi u luzi chervona kalyna was
established. Though the center square of Lvivwas the main venue
of the record-winning singing, people from over 60 locations
around the world in 47 countries simultaneously participated
online. To reach the record-breaking numbers, several Lviv-
based choirs attended the event. Even Ukrainian military from
Adviivka joined them. The orchestra of the National Ground
Forces Academy accompanied the performance.

One of the unexpected performers of the song was
the Finnish minister Anders Adlercreutz who played
the melody of Oi u luzi chervona kalyna on cello in order
to commemorate the fallen heroes. This government official,
who is also a professional concert cellist, added a video
comprised of the photographs of war in Ukraine to his audio
track. He dedicated his Twitter post to the 500t day of the full-
scale invasion. “In memoriam to those who sacrificed their life
for freedom. 500 days of unprovoked aggression, countless war
crimes, the lost future of many people—and yet, also many
inspiring victories. Ukraine fights for its independence but also
for the independence of Europe. Finland is by your side, today
and tomorrow,” added Anders Adlercreutz as a caption to his
video (Finskyi ministr, 2023).

At different times, Oi u luzi chervona kalyna was performed
by the Ethnographic choir “Homin” (Kyiv, 1990s), “Ne Zhurys!”,
the vocal group of the Lviv-Stage Theater-Studio, The Heorhiy
Maiboroda National Bandura Capella of Ukraine, Lviv Municipal
Choir “Homin,” Vertep band (2010), G. Veryovka Ukrainian
National Honoured Academic Folk Choir, Haydamaky feat.
Tonya Matviyenko, “Smerichka” Folk Song and Dance Ensemble
of the Morshyn Culture Palace (led by Roman Nykyforiv), 7
Men Brass Band, etc. (Kashperskyi & Kashperska, 2022).

Conclusions

The means of replication of this song may be iden-
tified, on the one hand, as a specifically targeted strategy,
namely, seemingly random viral sharing in the Internet.
On the other hand, the transformation of a genre of this
song is evident. Heavy rotation of the Oi u luzi chervo-
na kalyna song enables concluding that it became a main-
stream song of the present time. Thus, it is important
to understand the circumstances and situation that con-
tributed to viral sharing of the song after being performed
by Andriy Khlyvnyuk. The very idea of the song encour-
ages the audience to collaboration and co-creation, be it
singing along, making electronic covers, singing backing
vocals, etc. The fact that its symbolic and semiotic fields
influenced the intensification of cross-cultural interaction
between similar worldviews and became a unifying factor
in the struggle against the Ruscist evil in is an important fea-
ture of this song’s replication during the war.
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IMicas-riMa « O y Ay3i YepBOHa KaAHMHa> B YMOBaX POCiAChKO-YKPaiHChKOI BifHU: COIiaAbHi POAi Ta >KaHPOBi

Tpancopmanii

Anoranist. ITIpoTHCTOSIHHIO POCIFIChKiil HABAaAl IPUCBSYEHO 6AraTo IiceHb, O 3 IBUAKMCS B YKPAIHCBKIN KYABTYPi YIIPOAOBIK CTO-

AiTp. TTpukaasom € micua-rimu «Oit y Ay3i ueppona Kaanna>». MysuuHo-iHTOHAIifHA CTPYKTYpa 1li€l HAPOAHOT KOMITO3HIIil, IO-

3HAaYeHa FMHIYHICTIO, BIAOOPAXKAE CHAY IIOKOAIHD, TYPTY€ CIABHOTH AASL IPOTHCTOSHHS BOPOTOBi. YBara A0 pisHOXKAHPOBHUX I1e-

PeTBOpeHb ITi€l KOMIO3HUIIil Ta AOCAIAYKEHHS KOHCOAIAYIOUHX KOMYHIKaTHBHUX MOAEAEH il OITyAspH3allii y CIAbHOTAX K IIeBHOTO

arpubyTy HaliOHAABHOT IAEHTHYHOCTI y IIPOTUCTOSIHHI 3 BOPOIOM CKAAAA€ AKTYAABHICTb TEMU AOCAIAXKEHHSI, IOPYIIEHOI y CTATTi.

Cepen 3a80anbs — AOCAIAUTH iCTOpUUHI Ta KaHPOBI peMiHicreHnil micHi « Oy Ay3i 4epBOHA KaAUHa > ; IIPOAHAAI3YBaTH BIIAUB ITiCHi

«Oiy Ay3i uepBoHa KaAMHa>» Ha GOPMYBaHHS HOBHX TPEHAIB IOIMYASPHOI YKPaiHChKOI My3HUHOI KYABTYPH; OKPECAHTH KOMyHiKa-

THBHI MeXaHi3MH BIIAMBY I'MHIYHHX KOMITO3HMIIii HA OCHOBI HAp OAHMX ITiCeHb Ha KOHCOAIAALi0 CIiABHOT. ITIAsIXY THPasKyBaHHS i€l

KOMITO3MIIil MOXKHA iAeHTH(IKYBaTH Yepes CIIeL[iaAbHO IIATOTOBACHY CTPATETio: 3 OAHOTO GOKY, HeHadye BUITAAKOBE BipycHe pO3-

IMOBCIOAYKEHHS B MEPEXi IHTepHET, 3 iHIIOro — aKTHUBHA XKaHPoBa TpaHcdopMariisa. KiavkicTs poraniit micHi «Oi y Aysi uepBoHa
ol

KaAMHa>»> AO3BOASIE TOBOPHTH, IIIO BOHA CTaAa MeﬁHCTPHMOM CbOI'OACHHS. Cam 3aAYM 3aKAMKAE KOXKHOTI'O, XTO CAyXa€ KOMI'IO3I/[LIiIO,

AO CIIBTBOPYOCTI — IACIIBYBaHHS, €AeKTPOHHOI 06pOOKH, CIIiBy pa3oM i3 BUKOHABIIEM y KiAbKa FOAOCIB Tomjo0. Baxkansoro oco-

GAMBICTIO THPQXYBAHHSI Ta IOMYAIPHOCTI y cBiTi KoMmo3uwii «O¥t y Ay3i YepBOHA KAaAUHA>» Y BOEHHHUIT 4ac € Te, L0 MiCHs, il 3Ha-

KOBO-CHMBOAIYHE ITOA€ BIIAUHYAO Ha aKTHBi3allil0 KPOC-KYABTPHHX B3aEMOAIM 31 CXOKUMH CBITOTASAHMMM NMAATPOPMAMH, CTABIIH

pakTOpoM 06’eAHAHHS y 6GOPOTHOI IPOTH PAIIMCTCHKOTO 3AQ.

Katouo06i crosa: «Oity Aysi yepBoHA KaAUHA>, IICHS-TIMH, BUSBOAbHA 60p0Th6a, AHAPIit XAUBHIOK, IIOIASPHA MY3HKa, JKaHPO-

Bi TpaHcdopmanii.
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DoabkaOpHa CKAAAOBA B Ai6peTo onep
CYYaCHMX YKPAiHChKMX KOMITIO3UTOPIB

A Folklore Component in the Modern
Ukrainian Composers’ Librettos

Amnoranist. AOCAIAXXEHO BBEAEHHSI Ta 0COOAMBOCTI BUKOPUCTAHHS pOABKAOPHO-0OPSIAOBHX eAEMEHTIB y AIGpeTo omep cyJacHHX

YKPAIHCHKHX KOMIIO3UTOPIB. Y GOKYCi AOCAIAHHKIB OMHIAKCS TeKCTH AibpeTo «Karepuua», « Crpamna nomcra», «Bumusanmii.

Kopoab Yxpainu> Ta «Hiu», Ha ocHoBi sxux xomnosuropu O. Poain, €. Crankosuy, A. 3araiikesud, M. Koaomiens cTBopuan

OpHUTiHAAbHI My3MYHO-T€aTPaAbHi TBOPH. HpoaHaAisoBaHi Aj6peT0 Ta PO3TAAHYTI ClIeHiYHi BepCil ONIepHUX BUCTAB AAAU MIACTABH

AN 3,HCyBaHHH Ta BUOKPEMAEHHS OCHOBHHMX 3aCaA BBEACHHS (l)OAbKAOPHO—O6P5IAOBI/IX eAeMEHTIB Y BHCTaBH, MOXKAUBICTh BU3HA-

YHUTH IXHiil BIIAUB Ha 3MiCTOBHY CKAQAOBY, 0OPa3HICTb i [I0ETHKY CIIeHIYHMX TBOPIB. Y MACYMKY 3a3HAYA€THCS, IO HAI[IOHAABHHMIT

(IJOA])KAOP € Ba)XABUM YMHHHUKOM Y CTBOPeHHi praIHCbKOI cyqacuo'l' omnepu, 3BEpHEHHS AO SIKOTO HOCBiA‘{yG HE AUIIe BiAAaHiCTb

TPAAMIIiAAM, a ¥ BIAKPHBA€ HOBi IIPOCTOPH AAS HOBaTOPCTBA B My3UYHO-T€aTPaAbHii TBOPYOCTi.

Karouosi carosa: cydacHa onepa, AibpeTo, pOABKAOD, peXXHcepChKe HOBATOPCTBO. .

ITocranoBka mpo6aemu. Ha TAi mponecis, os’si3aHux
i3 BIACTOIOBaHHSM YKPAIHIISIMU HE3aA€KHOCTI Ta yTBEP-
AKEHHSIM HAIliOHAABHOI iA€HTMYHOCTI, OIIepPHUI AOPO-
60K CyJacHHX YKPAIHChKUX KOMIIO3HUTOPIB aKTyaAi3y€eThCst
i Ipo6AeMaTH3Y€EThCSL K HIKOAU paHime. | HaBiTh mpu TOMY,
mo orepy B XXI cTOAITTi He MOXXHa Ha3BaTH MACOBUM BHAOM
CIIeHI9HOI TBOPYOCTI, a PaAllle eAiTapHMM, I BIIAMB Ha KYAb-
TYpHMI AaHAIIA(T KPaiHK € iCTOTHUM, a OKpeMi MUCTeIbKi
TBOPH 3A00yBaIOTh MIMPOKY MOIYASPHICTb Ta 3araAbHOHA-
IIOHAAbHE BU3HAHHS.

OueBUAHO, 110 AKTYAABHICTb TOTO UM iHIIOTO OIep-
HOTO TBOPY OOYMOBAIOETHCS HOTO TEMATHKOO, BAXKAMBOIO
Ha KOHKPETHOMY iCTOPUYHOMY eTalli, TOAl SIK IOBHOIiHHE
PO3KPHUTTS LIi€l TEMaTUKH, BIATIOBIAHO, 3aA€KHUTDH Bip SAKic-
HOI AiTepaTypHOI 0CHOBH, AibpeTo. TakuM INHOM, AASI TIe-
PeBaXkHOI 6iapmocTi KOMIIO3MTOPiB Ai6peTo CTa€ TOYKOIO
BIAAIKY AASL PO3TOPTAHHS CBOIX XYAOXKHIX iAeHl y My3HYHO-
My MaTepiaAH, a AASL peXKUCEPiB — MAIPYHTAM AAS IXHBOTO
CIIEHIYHOTO BTiA€HHS.

Hapasi moxasose mparHeHHs Cy4acHUX aBTOPiB mposi-
BHUTH B My3HYHOMY MaTepiaAi Ipo6AeMaTyKy HaljioOHaABHOI
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iAeHTHYHOCTI 0OYMOBAIOE IXHE Ga’KaHHS CIIUPATHCS
Ha GOABKAOPHO-OOPSIAOBI eAeMeHTH, 1[0 MAIOTh OyTH 3a-
¢ixcosani y Ai6peTo. Yy 3B’;{3Ky 3 IJUM METOX0 CTaTTi € AO-
CAiAYKeHH:I IPUHITUINIB BBEACHHS Ta BUKOPUCTAHHS (POAD-
KAOPHO-O0PSIAOBHX €AE€MEHTIB y AiOpeTo olep Cy4acHHUX
YKpPaiHChKMX KOMIIO3UTOPIB.

Buxaaa ocHoBHOTO Marepiaay. [Tonpu oueBraHi He-
CIIPUSITAMBI, @ IHKOAM HaBITh KaTacTPOPIUHi OOCTABHHH Ai-
SIAPHOCTI My3UYHHX TeaTpiB YKpaiHU IPOTATOM OCTaHHIX
POKiB, BITYM3HAHI MUTIL]i CIPOMOTAUCS 3AIMCHUTH KiAbKa
HOBATOPCHKUX 1 MaCIITaOHUX TBOPYMX IIPOEKTIB. IaeThCs
HacaMmIlepe Ipo Mpe3eHTallilo Ha TeaTPaAbHUX MaMAaH-
YHMKaX KpalHH OIlep Cy4YaCHUX YKPalHChKUX KOMIIO3UTOPIB
«Karepuna>» Oaexcanapa Popina, «Bumusanuit. Kopoas
Ykpaiau»> Aaau 3aratikesmd, «CrpaniHa moMcra>» €Bresa
CrankoBuya. Ixui creniuni Bepcil Bmepiue OyAu pea-
cTaBAeHi, BiATIoBiAHO, B OpecbKOMy HaIlilOHAABHOMY aKa-
AeMiuHOMy TeaTpi orepu i 6asery (Bepecens 2022 poky),
XapkiBCbKOMY HalliOHAABHOMY aKaAeMidHOMY TeaTpi ore-
pu i 6asery imeni M. B. Aucenxa / Cxia-Omnepa (o8-
Terb 2021 poKy) Ta y AbBiBCHKOMY HaIliOHAABHOMY Tearpi
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DoABKAOPHA CKAAAOBA B AIDPETO OTIEp CYYaCHMX yKPATHCHKMX KOMIIO3HTOPIB

omepu i 6asery imeni Coaomii Kpymreaprupkoi (ancro-
naa 2022 poxy). Lleit nepeaik BapTO AOIIOBHUTH OIep-
HUM OHAAMH-TIPOEKTOM «Hiu>, 3pificHeHuM 3a mATpUM-
KM YKPaiHChKOTO KyAbTypHOTO poHAY 2020 poky, My3ud-
HY APaMaTyprilo A0 SKOTO CTBOPHB KOMIIO3UTOp Makcum
Koaomiernp.

Koskna 3i 3rapaHux BUCTaB CTaAd BUHATKOBOIO IIOAIEIO
B MECTEI[bKOMY KHTTi OKpeMUX KOAGKTHBiB, MiCT Ta YKpaiHu
3araAoM, 1o 06yMOBAEHO KiAbKOMa IIOKA30BUMH $paKTOpa-
mu. ITo-mepuire, fiAeTHCSI PO CBITOBI IIpeM €pH TBOPIB HUHI
TBOPYO aKTHBHHMX KOMIIO3UTOPIB, a, 3Ba’Kal04M Ha IIPaKTH-
KY BITYM3HSHHX TEATPIB, Lle € AOBOAL PIAKICHUM SIBUILIEM.
ITo-aApyTe, B OCHOBY KOXKHOTO 3 HUX IIOKAQACHO OPHTiHAAB-
Hi TekcTu Tapaca IlleBuenka, Cepris JKapana, Mukoan
Toroas;, Muxaiiaa Crapuipkoro. I mo-Tpere, koxxHa 3 Ifux
ITOCTAHOBOK BiAPi3HAETbCSA OPUTiHAABHUM PEXHCepPChKUM
Ta ClleHOTpadidHUM pillleHHAM, BUCOKHM BUKOHABCHKUM
PpiBHEM, XYAOXKHBO-00PAZHOIO CBOEPIAHICTIO.

«Karepuna» Oaexcanppa Poaina, mo mocTasa
Ha OAECBKIl CIieHi, He € IePIIOI0 CIIpO6OI0 OIEePHOI iHTep-
nperanii noemu Tapaca Illesuenka «Karepuna» (1839).
ITTe 1899 poxy B mocTanosui Mapxa Kponusaunpkoro
BiaOyAaacst mpemepa onepu Mukoan Apkaca «Karepuma,
sIKa CTaAa MOIYASIPHUM CLIEHIYHHM TBOPOM i OTpHMaAa
BEAMKY KiABKICTb IHTepIpeTarfifi. AOCAIAHMKY 3a3Hada-
Am, mo «Y neHTpi omepu M. Apkaca — o6pa3 Karepunm.
Bin mamnikaBimiil i HaBUpa3HIMMKI y TBOpi. 3araAoM
He 3MiHIoroun cioxeT moemu T. IlleBueHka, KOMIIO3UTOP
YBIB illJe OAHOTO MEepPCOHAXA — AHApiSI, KU AIOOUTD
Katepuny i sropes it HpO6a‘II/ITI/I KOXaHHS AO IBaHa, abu
3aAaumuTHCh 3 Heto. ConiaabHO-100YTOBA APaMa 3By3UAACS
B M. Apxaca a0 cimeitHo-100yTOBOI. HeBumaakoso Isana
B omepi nmepeTBOpeHo 3 odirepa Ha POCIHCHKOTO COAAR-
Ta» [ S, c. 523-524].

Kommosurop Oaexcanap Poain, sx i koancy Muxoaa
Apxac, caM BUCTYIIUB aBTOPOM AibpeTo (4], ane IpHU I1bO-
My itoro mipxip Ao IlleBdeHKOBOI MOEMH BUSIBUBCS KapAH-
HAABHO iHIIHM. 3aMiCTh AOAABAaHHS OKPEMHUX YTOYHIOBAAD-
HUX AeTaAel, BBeACHHS AOAATKOBHX IIEPCOHAXIB, YCKAAA-
HEHHSI CIOXKeTy OCHOBOIO crieHiqHOI Al O. Poain Bupimus
3po6uTH BepTemnHe AificTBO. Bil TakoX BKAIOUHB Y AiGpe-
To ¢parmenTH iHmMUX [[leBUeHKOBUX TBOPIB, aAe 3araAOM
KOMIIO3UTOP CKOHCTPYIOBAaB CBill TBip 32 IPUHIIUIIOM Me-
TaTeaTpy (8], BUKOPHUCTOBYIOUU NPUHIIUI «TPHU B I'Pi»
a60 «Tearpy B Tearpi». TakuM 4uHOM, icTOpis HemracHOI
KarepuHu B i10ro omepi HeMOBOH IIPOPOCTAE i3 BepTemHOI
omnosipi mpo Boromarip.

BiamoBiAHO AO 3aayMy, 3adikcoBaHi B AibpeTo moAil
BEpPTEMHOro $OABKAOPHO-CAKPAABHOI'O AIFICTBA IIOBHOIO
Mipolo IpeaCTaBAeHi y BUCTaBi pesxxucepkoro OKcaHOIo
Tapanenko. BepremnHe aAificTBO i TpasumifiHa 06pHAOBiCTI),
ITOB sI3aHAa i3 HMM, CTAAH AASI TIOCTAaHOBHUIT CIIEKTAKAIO CBO-
€PiAHOIO KaHBOIO, Ha sIKill BOHAa MOHTYBAaAa BCIO CLIeHid-
Hy aifo. [Toka3oBoro € crjeHa-mpoAor, KoAn «SJHroa «3ama-
AIOE€> CBITAO i BECh AIOA 36I/Ipa€TbC5I Bip3HauaTh PizpBO>.
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Y AibpeTo 11e 3adiKCOBAHO MAPTIEIO XOPY, IO IPEACTABAE-
HHUI CTHAI30BAaHHM I'yPTOM KOASIAHMKIB, SIKi HECYTb AlAyXa,
AEKOPaTHBHI 3ipKHM Ta iHIIi anH6yTH Pi3ABSHOIO 3UMOBOTO
AIFICTBA Ta CITIBAaIOTh:

3acisaa padicmio 8cs HAULA 3eMASL:

Had sepmenom scna sipka 6 uucmim Hebi 3acisaa!

Cnisatomv Snzoru ocanna 8 Hebecax:

Bo Cnacumenv, Cun Boxcuti ujoiito napoduscs!

OuikyBaHH: Ha CBATKOBE BepTeIHe AiliCTBO, 3pelTOI0,
BUIIPABAOBYETHCSL, | Ha CLieHI 3'IBASIETbCS AepeB SIHHIT OyAU-
HOYOK-BepTeIl Ta PO3[OYMHAETHCSA BICTaBa Y BUCTABI.

AAS IOKa3y TPAAUIIITHOTO BEPTEIHOTO AIFICTBA KOM-
nosuTop—Ai6peTHCT, a 33 HUM i pexucepKa, BUBEAU Ha CIie-
HY IPYITy AOAATKOBUX POABKAOPHIX ITI€PCOHAXIB, SKi He Ma-
I0Th IIPSIMOTO CTOCYHKY AO croxeTy «Karepunm>» Tapaca
IIleBuenka, ase yIisHaBaHi Ta IOITYASIPHI 3aBASIKH BepTell-
HOMY TeaTpy Asiabok. e SIHroa, muHkapka Aap’s IBaHiBHa,
Iluran, YopT, BiabMa, a Takok CHMBOAIYHA AiffoBa 0cCoO-
6a — AipHuK, HapoAHuIt criBenp i3 [IleByeHKOBHX BipmIiB.
TiApku-HO BepTeIHi MepCOHAXI MOYMHAIOTh PO3irpyBaTu
CIIeKTaKAb, YaC NPUIIBUAIIYETHCS UM, HABIIAKH, TIOBEPTAE
Haszap, 60 BIATTIOBIAHO AO Ai6peTo, «3 1IbOTO MOMEHTY 3UMa
Ha CIjeHi ITOYMHAE MOBIABHO MepeTBOPIOBATHUCH Ha BECHY >
Ile € moxa3oBuM IOCBiAYEHHAM Marii IpH, 3a AOTTOMOTIOI0
SIKOT BEpPTEITHHUKU i IIPeACTaBASITUMYTS icTopito Karepumm,
Toai six cama Karepuna (FOais Tepemyk) 3’sBasieTbcs
Ha APYTOMY IIOBEPCi BEpTEIIHOTO OGYAMHOYKA 1 I[UPO paaAy-
€TBCS SICKPABi 3ipIi — MPOBICHUII HAPOAJKEHHS CBATOTO
AUTSITH.

Beprensi inTepmeaii onepHoi Bepcii «Karepunu»
€ HaMOIABII BUAOBUIIHUMH €I1i30AAMH BUCTABH, IO BKO-
Tpe MOCBiAUy€E BUHATKOBY T€aTPAAbHICTDb YKPAIHCHKOL POAD-
KAOpHOI Tpaauuii. BopHowac sumoBa 06psip0BicTD —
He €AMHA, AKY ImeApo BUKopucToBye OaexcaHap Poain
SIK KOMITO3UTOP i Ai6peTHCT Ta iHCIeHI3ye pesxnucepka
Oxcana TapaneHko. 30KkpeMa, B AibpeTo 3a3HaYeHO KiAbKa
BEAMKHX CIIeH «BECHSHOK>» Ta «PyCaAil>, a B OIIepy, BiAllO-
BiAHO, BBeAeHI PpparMeHTH BeCHSIHUX Ta AiTHIX irop, 3a6as,
XOpOBOAiB. TakMM 4MHOM, 32 KOMIO3UTOPCHKUM 3aAYMOM,
Iepuenkosa KareprHa Bip MOMEHTY BUITAAKOBOI 3yCTpi-
9i HaBecHi 3 odiriepoM pociricbkoi apmii IBanoM mposxuBae
CBO€ KOXAHHS, IIEPEXOASIIU Bip OAHOTO KAAEHAAPHOTO 00-
PAAOBOTO IIUKAY AO iHIIIOTO.

Tox criovaTKy 3By4aTb BeCHSIHKH:

Ofl, 8ecHo, 8ecHo, HAULA BeCHO,

IJo mu nam, secro, ma i npunecaa?

Ipunecra sam aimo,

o6 poduro scumo.

3eseni dibposu,

Ksimu koavoposi.

A 33 AeSIKMI1 Yac po3ropTaeThes crieHa Kymaabcpkoi
HOYi. Y pexucepchbKOMy pillleHHi BUCTaBH MaCOBi KyITaAb-
CBKi CLIeHH, A€ 3aAisaHi Xop i 6aAeT, CTalTh KyAbMiHALliTHH-
MH i, TOAOBHE, 3aCBIiAUYIOTb $ATAABHHUH 3AaM Y CTOCYHKaX
Katepunu Ta IBaHa, SIKuit 3pemToro BiABepTAETHCS Bip Hei.

Artistic Culture. Topical issues. Vol. 19. No. 2. 2023



Tanna BECEAOBCDBKA, Mapuna PMDKOBA

DoABKAOPHA CKAAAOBA B AIDPETO OTIEp CYYaCHMX YKPATHCHKHX KOMIIO3HTOPIB

ITopaapma >x Tpariuna icropis Karepunu ysupassio-
€THCS Yepe3 rpy BepTEIHUX epCOHAXIB, SKi CYyIIPOBOAXY-
IOTb CHOJKET, TEAaTPAAI3YIOTb AlIO, BAAIOTbCS AO Pi3HHX Te-
aTPAAbHUX TPIOKIB, iMITYIO4M LIBIpDKOTiHHS KOHMKIB, LIy-
MOBHUHHSA BOAM Ta iH. BAacHe, 3 I1boro MOMEHTY IepCOHaXXi
BEpTeIly, 0 B TPAAULIITHOMY BapiaHTi € yYaCHUKAMHU Aili-
CTBa 3 YiTKO BU3HAUYE€HMM HaIllepep CIOKeTOM, IIepeTBO-
PIOIOTHCS Ha YHiBEePCAAbHMX BUKOHABIIIB, 32 AOTIOMOT'0IO
SIKUX TASIAQUEBi MOXXAMBO IIPEACTAaBUTH BCe IO 3aBTOAHO.
Ipu npoMy, OKA30BO, 1[0 HAAAIOYH GOABKAOPHUM OOPsI-
AaM BUHSITKOBOI POAi B AIOpeTO, KOMIIO3UTOP Maibke He BH-
KOPHUCTOBYE MEAOAUKH Ay TEHTUIHOTO POABKAOPY B My3HI-
HOMY MaTepiaAi, AuIlle iIHKOAM BBOASYU OKpeMi My3U4Hi
¢pasu y maprito Katepunu, mo iMiTyIoTh HapoAHi micHi.

Taxum ynHOM, y AibpeTo onepu «Karepuna> taii mo-
CTaHOBI, 3pilicHeHi# B OpAeCchKOMY HalliOHAABHOMY aKa-
AEeMIYHOMY TeaTpi omepu i 6aAeTy, YKpaiHcbKa GOABKAOP-
Ha TPaAHUIlis MPOSABASETHCA Yepe3 HaMip IPeACTaBUTHU
IeByenxoBy «Karepuny> B KOHTeKCTi BepTeItHOI TpaAUIIil
Ta IHIINX HAPOAHUX CBSITKYBaHb, IIOB SI3aHUX i3 KaAeHAAD-
HOI0 06psipoBicTIo. ITpu iboMy peskucepka Bucrasu OxcaHa
TapaseHKO He HACAIAy€ CTHAICTHKY i CIOKETHKY BepTelry,
a BBOAUTD y AlIO IIEPCOHAXIB BepTeImy MnopibHO A0 TOTO,
SIK B €BPOIENCPKIill TeaTPAAbHIN TPaAHLIil BUKOPUCTOBY-
IOThCSI MACKM KOMEAIT A@AD apTe, 0 AOTIOMATaK0Th PO3irpy-
BaTy GyAb-sIKi CIOXKETH: Bip KOMIYHOTO AO TPAridHOro [9].

30BCiM 32 iHIIMM IIPUHIUIIOM YBOAUTHCS POABKAOD-
Ha 06PsIAOBICTb ¥ AlbpeTo onepu «Bummsanuit. Kopoas
Ykpainu>, sike CTBOPHB BiAOMUI1 yKPaiHCHKHI IIMCbMEHHIK,
noeT i rpomMapcekuit pAista Ceprift JKapan. ToroBHMI repoit
1fi€l omepu — CHMBOAIYHA AASL YKPAiHU ITOCTaTh epLreprio-
ra Biasreasma ¢poH I'a6cOypr-AoTapHHI3bKOTO, BIAOMOTO
mip niceBpA0 Bacuab Bumusanwit. et mpeacTaBHIK aBCTpO-
YTopchKOI iMirepaTopcpkoi poaran [abcoypris ycaaBuscst
SIK He3AAMHUH «3aAi3HHUIT> IIOAKOBHHK — KOMaHAUP /AeTioHy
YKPaiHCHKHX CIYOBUX CTPIABIIB, sIKi 1918 poKy AIMIIAM a3 AO
Xepcony, 6yB TAKOXX HeoPil[ilIHNM KaHAMAATOM Ha yKpaiH-
CbKUH ITPECTOA Y Pa3i BCTAHOBAEHHS MOHAPXIl.

BopHouac, BiH 6yB BiAOMHUIT SIK TOHKHIT AipUK, IIO-
eT-pOMaHTHK, IIaHyBaAbHUK 1oe3iil I'eitne Ta ITeTpapky,
SKHH CBOIO 36ip1<y «MMUHAIOTh AHiI», IO BUHNIIAA
1921 poxy it MicTHAA ABAALIATD TPU BipIlli, MPUCBATHUB II0-
Oparumam i3 YCC [3]. Yoro xwurrs TpariYHo 06ipBaAOCs
1948 poxy B KuiBCbKift AyK SIHIBCBKI B sI3HUL, Kyau Bacuap
BumuBanu# oTpanms MicAs BUKPAAEHHS PaASHCBKOIO ce-
KPeTHO0 CAyx6010 y BipHi i Aemoprarii oo CPCP.

Hamucane Cepriem JKapanom aag omepu Aaan
3araiikeBHUY AiGPETO € IOBHOLIHHUM AiTEPATypPHUM TBO-
POM, TOX, BiAIIOBIAHO, 6YAO BUAQHO OKPEMOIO KHIDKKOIO
2021 poky. «Aast Cepris XKapana ue e nepie Aibpero
i SIK OKpeMe BUAAHHS BOHO BUKAMKAE AMIIE 3aXBaT, — BiA-
3HaYaAa KPUTUKUHS. — 3 3araapHOApaMaTyprivHoro: 36a-
AQHCOBaHEe MOEAHAHHS AOKYMEHTAABHOCTI 1 XyAOXKHBO-
IO AOMHCAY, KiHeMaTorpadivHa iaest CTPYKTYpH i popMu
(came 3Bipcu y mepimy uepry iae “Aipuko-Ticuxoaoriyna”
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Ta “excripecionicrcpka” omepa). 3 AiGpeTHOTO Ta MOTeH-
L[iITHO My3U4HOI'O: BAYYHO CTBOPEHHMI PO3MAITHI KOHTEKCT
AASI TepOsi, 1[0 MOXKe Oy TH BTIA€HHIT My3HYHUMH APXeTHIIA-
MU (i MHCAUBCTBO, i KAAETCTBO, i 06p5[AOBO-LIepKOBHe) , ba-
raTo My3HU4HHUX MeTadop i cuMBOAIB, ponika» [6].

ITpuBOAOM AO BBEACHHS QOABKAOPHO-OOPSIAOBUX
MOMEHTIB y AI6peTo cTaAa pO3AIAEHHS COAAAT-YKPAIHIIB
$poHTOM ABOX BOIOIOUMX iMmepift: Pocificbkoi Ta ABcTpoO-
Yropcokoi. Y mepepsenn PispBa BOSKH B OKOIIaX, pO3TaIIo-
BaHUX Y 6e3nocepeAHiI71 6AM3bKOCTI OAMH Bip OAHOTO, TIOYH-
HAIOTb IIeperyKyBaTHC:

ITepmmuit coapar: Tuxo ax.

Apyruit coapar: Pizdso.

Iepumit coapar: Ozayxrys mu 8i0 yiei 6ilinu, oco i muxo
mobi.

Apyruit coapar: Ak 68i0 Hei He ozAyxHymu? Ase muxo
mirvku 3 Hawozo 6oky. Tam, mabyms, i He cIMKYOMb.

Ilepmmit coapat: Ak He ceamiyroms? Bei ceamkyomo.
Tlocayxaii.

ITocp moaiOHe IIOYMHAE AyHATH i 3 iHIIOTO HOKY:

IMTepmmit coapar: Ifo mam? Hinozo He wymu.

Apyruit coapar: IJo mu xouews 6i0 Hux nouwymu?

Iepmuit coapar: Cnasme sonu, Hi? Pizdso.

Apyruit coapar: Ta sxe 6 Hux Pizdso?

CBSTKOBe IEPEATYTTS A€ HAAIO HA IPUMUPEHHS, 60,
SIK 3a3HAY€HO B AiOpPeTO «3 000X GOKIB Ha CLIeHy BUXOASTDH
COAAATH ABOX apMili, TPUMAIOYH B PYKaxX AiXTapi»:

IMTepmmit ykpainens: Bu xmo?

Ilepmmit aBcTpienns: Mu 3 Ykpainu. A su?

ITepmmit yxpainenn: Mu — mexc i3 Yipainu.

Apyruit aBcrpienn: 3 axoi su Ypainu? IlJo mamy eac €?

Iepmmit ykpainens: Y nac Pisdso.

Apyruit aBcrpienn: Pisdeo? Y éac? Iujo y sac 3a Pisdeo?

LiakoM IIpUPOAHO, IO YKpaiHIyi 3 060X 60KiB GppoH-
Ty CIpuiMaioTh PizpABO OAHAKOBO, 3 HAA3BUYANHOIO IIIa-
HOIO, SIK HEIMOBIpHE CBATO, IJO BCEASIE HAAIO Ha IHjac-
AuBe MaribyTHe. Lleil MOMEHT MPIfHHUITBA, BAACTHBOTO
ykpainnsm [2], Cepriit J)Kapas BUKOPHCTOBYE AAS TOTO,
mo6 MiIAKPECAUTHU EAHICTb PO3AIA€HOI Hallil Ta HEOAMIH-
He 06’epHaHHS B ManiOyTHbOMY. TOX, six kaxe Ilepmuit
YKpaiHeIlb:

Ausro modi, wjo mu smyweni diaumu yi rpynmu,

8 AKUX HAM AeHAMU HA 00HITE 2AUOUHI,

JUBHO, WO MU He MOHEMO NPOCHIO BCMAMU il NiM,

10 0aAi MYCUMO AUAMUCL HA Yill BiliHi.

Xoua 3a HAWUMU CRUHAMU COSMb YKPATHCOKI cBamMi,

CniBamMb HAM YKPAIHCOKL NCAAMU,

i Hebeca HAaOd HaMU — Maxi 30A0mi,

i maxi 2auboxi Hebeca 3umu!

Bacuap Bumusanmii, Skuit cioyaTky AOBOAI pi3ko pea-
'Y€ Ha COAAQTCBKE II0OPATUMCTBO, 3rOAOM MIATPUMYE 1I€ €A-
HAHHSI caMe SIK ITOAITHYHII JKeCT, BUKAUBUI AASL MaribyT-
HbOI He3aAEXKHOI YKpaiHm:
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Cracimo ceoim, ujo 1ad Hamu o0Hi 3ipku,

i wjo nid Hamu 00He Kaminus 1 00Ha mpasa,

i Hawe MaiibymHe Ha sidcmani npocmsizHymoi pyxu

2080pUMb HAM NPO HAULY 3AICMb | HALWI NPABaA.

Aae B pexucepchbKilt iHTeprperTarnil 14 Maria PizaBa,
IO aKIIEHTOBaHa y Aibpero, 60 3paTHA HABiTH BUpINIM-
TH AOAIO YKPAIHCBKOI A€pPKaBH, He 3HAMIIAA ITOBHOLIH-
Hol mipTpumkn. Ha aymxy xpuTHkis, pesxucep Poctrcaas
Aep>XuniAbCbKui yBiB y BUCTaBy BIACTOpPOHEHi oKpemi
$OABKAOPHI 3HAKH, TOKA30BO MApKYIOYH YKPaiHChKY eK-
30THKY. « Okpemi anI/I6yTI/I HAaIliOHAABHOTO TeaTPy BTIiAIO-
IOTbCS TYT Y PeXKHCYPi: BepTelHa KOHCTPYKIis, HAsBHICTb
HapOAHHX 00psIAiB (3HOBy 3K Takd, 00psiA ITyCKAHHS BiHKIB
Ha BOAY), TaHIIiB (PyXH MHCAMBIIB). AAe PEXHCYpa K Ha-
IIAPYBAaHHS Ha TEKCT OIlepH He MOXKe OyTH 1i HalliOHaADb-
HoIo iaeHTHiKaIier0. Tak camMo ¥ «omepa yKpaiHChKOIO
MOBOIO>» B AiﬁpeTo JKapaHa — He TOTOXKHE «yKPaIHCBKiH
omepi» (a CTPYKTYypa UM APaMaTypris TeKCTy He € IOoKa-
30BO yKpaiHcbkoio). [Tonpu HasBHiCTb TeM6piB TpeMbi-
TH, BUKOPUCTAHHS 3aITUCY CITiBY ITOATaBCHKOTO GOABKAOPY
Ipunoro Kanmenko, i Aume BUHATKOBOTO BUKOPHCTAHHS
I'YIIYABCHKOTO AQAY, SMOTYHIX PUTMIB i1 aA03ii Ha 3MIMOBUI
(POABKAOp MY3HMYHA IAPTUTYPa 3arailkeBUY TeX He pOOUTBH
«OIIepy 3 eAeMEeHTaMH YKPaIHChKOTO MY3UYHOTIO POABKAO-
Py» «YKpaiHChKOIO OIeporo> [6].

AilcHO, TOCTAaHOBOYHA TPyIla BHCTAaBH y CKAa-
Al aupurenTa IOpis SIxoBenka, pexucepa PocTucaasa
Aepxumiabcpkoro, xyaoskauri Oaeci oaoBad, xopeorpadu-
Hi Oabru CeMbOIIKIHOI He CTaBMAA Ha METI MiAKPECAIOBATH
il «yKpalHCBKICTb>» Yepe3 KOAOPUTHI 00psIAK, GOABKAOD-
Hi eAeMeHTH. A AAS Ai6p9TI/ICTa Cepria JKapana i xommo-
3UTOPKU AAAM 3araiikeBUY HacaMIlepea illIAOCs IIPO AoAe-
HOCHUI1 BUOip, Ha sikuit 3paTHI ykpaiHui. Tomy, He o6Mex-
YIOYHCH 3acobamu MY3HUYHOTO MHCTELITBA 1 TPAAULIITHUMK
TeaTPaAbHUMU IIPUMOMaMH, a BAKOPUCTOBYIOUH Cy4YacHe
MYABTUMEAIMHE PillleHHs, BOHU IParHyAW CIIOHYKaTH IASI-
Aaya 3aMHCAUTHCS HaA MUTAHHAM IPOMAASIHCHKOI MO3HUILIL,
HOAITHYHOTO BUGOPY, AOTOPKHYTHCS AO OCOOHCTOI ApamH,
CIIOTaAiB i MOYYTTiB TOAOBHOTO Teposl.

CsiTOBa IpeMepa MOHYMeHTAABHOI onepu «Crpamsa
nomMmcra» €sresa CraHkoBHYa Ha CIieHi AbBIBCHKOTO Ha-
[[iOHaABHOTO Tearpy omepu i Oasery imeni Coaomil
KpymeapHrrpkol 6yaa mprypodena Ao 80-piudst 3 AHsI HAPO-
AXeHHs KomrosuTopa. ITocranoBoYHa rpyma y ckaaal AUpu-
rerra Boaopumupa Cipenka, pesxxucepa Auapeaca Baiipixa
(HiMeqana) ) XYAOKHHMIIi Ta AM3alHEPKH KOCTIOMIB AHHU
Ilerrab (HimMeaurnna) chopmyBasa BAACHE TPAKTYBAHHS Mic-
THYHOTO TOTOAIBCHKOTO CIOXKeTy. I [pHHITUIIOBIM AASI HUX CTaAO
MOHATTS «IIOMCTH > K PO3IAATH 32 KaXAUBi BYNHKH, 32 KPOB-
HY 3paay, BiaTBopeHe B TekcTi Muxoau [oroas He B o0cCHOBHOMY
CIO)KeTi IPO TParidHy AOAIO civM’1Ko3aka Aaxnaa Bypyabbara,
a B il 3aKAKOYHIl YACTHHI, Y CBOEPIAHOMY €IiAO3i.

AificHO, K CIpaBeAAMBO 3a3HadaAa KPHUTHKa:
«MicrruHa roroaiBcpka icTopis mpo cTpamHy pos-
IIAAQTY 3a JKaXAMBi 3AOAIAHHSA BipA3€pKaAHMAA MOAIL
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cboropenHs. Pirocodcepkuit ceHe OYTTs, Meperykyo-
4uCh i3 6i0AiNHOIO icTOpieto, OyB yIAeTeHUI reHiaAbHU-
mu Muxosoro I'oroaem i €srenom CraHKOBUYEM Y TH-
CAYOAITHIO MidpoAOTiI0 YKpaiHy, ii BipyBaHHS, TPaAUIil
Ta 06psaau> [1]. PazoM 3 TuM, Hi TpapuLiiiHOI 06psIAO-
BOCTI, Hi OAPKAOPHOI eMOAEMATHKH y CLIeHIYHOMY pi-
meHnHi AHApeaca Baiipixa memae. Ha Bipminy Bip pexxu-
cepcpkux Bepcint «Karepunn> i «Bumusanuit. Kopoas
Yxpainu>, HiMelbKHil TOCTaHOBHHUK 06ifoBCA B CIIEeK-
TakAl 6e3 pOABKAOPHOIrO KOAOPUTY Ta MIOKAABCSI HA ec-
TeTHKY «MAaridYHOrO peaAi3My>, B AIKOMy OpPraHidyHO IIO-
EAHYIOTHCS €AeMeHTH PaHTACTHIHOTO, HOOYTOBOIO, pe-
AABHOTO Ta ippeaAbHOrO.

IToxa3oBrM YHHOM Ije BUSIBUAOCS B OpraHi3arlil CIieHid-
HOTO IIPOCTOPY, Mi3aHCI]eHyBaHHi, KOCTIOMax. Tak, Ha AyM-
Ky KPUTHKA: « YCi IlepcOHaXi OyAr OpraHiqIHUMH y TOMY Ce-
PEAOBHII, B SIKe IX IIOMICTHAU M Y 1[0 OAATHYAH. B6paHH5{
KO3aI[bKOI AOOH y IOEAHAHH] 3 CY4aCHIMU eAeMeHTAMH BH-
TASIAQAO AY>Ke CBIDKO Ta MOAEPHO. 3aBASIYIOUH ClieHorpadil
i am3attHy KocTioMiB AHHH [IleTTAD cieHiYHME TIpOCTIp Bi-
AOOpaxKaB BHYTPILIHIN eMOLIMHHUII CTaH TOAOBHUX II€PCO-
HaXXiB. AUTSYUI KOHUK, XPEeCTH, AIOAbKH, TIOPEMHa CTiHa,
BEAbOH, AOBI'Mil YUepBOHUHM naaiy BiabMaxa, motup (qama
AASE npnqacm) — yCi Ili CHMBOAM CTaAM KaHBOIO AASL BH-
pasHux o6pasis. Ha cueni BIATBOpUBCS KOAQKHHIT BCECBIT
cHy-)axiTrs> [1].

Takum arHOM, POABKAOPHA 0OPA3HICTD, TPAAMIIIIHA
06PSIAOBICTD, 3aKAAAEHI KOMIIO3UTOPOM Yy AiOpeTo omepy,
Hap [KOIO BiH ITPAIFOBaB TIOHAA AECATD POKiB, AITAM B OCHO-
By My3HYHOIO BHpillleHHs OKpeMuX emi3oais. [Ipumipom,
Y CLieHi Beciaast Fopo6u51 BHPA3HO 3By4aTb GOABKAOPHI MO-
THBH, a 3aBEPIIYETHCS OIlepa HAPOAHUM HACIIBOM — ba-
AAAOI0 IPO MEPTBOTO Ko3aka y BukoHanHi Aymi Karepuan
(Mapianna Lserincpka).

I, xoua B opranisariii crjeHivHO] Aii TOKa30Ba iHCcIIeHi3a-
ist 06pﬂAOBOCTi BIACYTHSI, HATOMICTb PEXHCEP IMOBCAKYAC-
HO i BAYYHO BUKOPUCTOBYE XPUCTUSIHCHKY CUMBOAIKY: Be-
AWYe3HI XPeCTH, KyTIeAl, AUTSIY KOAUCKY, AepeB SIHY IIAAXY.
3araAoM, yHUKHEHHs BUPA3HHX eTHIYHUX O3HAK Ta SICKPaBOl
$OABKAOPHOCTI CBIAYHTD PO YHIBepCaAbHE Ta TAUOMHHO
dirocodcpke crieHIYHE IPOYUTAHHS TBOPY PEKHCEPOM-IIO-
CTaHOBHHKOM AHApeacoM BatipixoM, floro HaMaraHHs Bii-
HTH Bip AOKAABHOTO TPaKTYBaHHS MiCTHIHO-PiA0COPCHKOI
onoBipi I'oroas.

ITopyd i3 moBepHeHHAM iHTepeCy BeAUKUX ONIePHUX
TeaTpPiB AO BAACHOT'O Hal[iOHAABHOT'O IPOAYKTY, IIOIIyAS-
pH3ali€lo cyJ4acHOl yKpalHChKOI OIlepH HAaTXHEHHO 3a-
MaroTbCsA He3aAeXXHI MuUcTenbki popmarnii. Cepep Takux
IIPOEKTIB — CTBOPEHHS Ta IIOCTAaHOBKA onepu «Hiu>
koMmosuTopa Makcuma KoaoMililis Ta KyABTYypHOTO
o6’epnanns «Hronotop.ua». ITpuHIUNOBO0 TE3010
AASI aBTOPIB IIPOEKTY GYAO CTBOPEHHS caMe HAI[iOHAAb-
HoI omepu. AAXe, Ha IXHIO AYMKY: <... 6e3 BcecBiTHHO
BU3HAHOI OINlePH, IO TPAHCAIO€ HALlIOHAABHI LIIHHOCTI,
ITOBHOIIPABHOTO TIPEACTaBACHHS YKPaiHU K MY3HYHOI
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AEP>KaBM Ha KYABTYPHIil KapTi CBiTY He MOxXe BiAOyTH-
csl... YKpaiHa AOCi He Ma€ B CBOEMY Haraxy Takoro TBOpY.
“3anoposxens 3a Aynaem” i “Haraaxa IToaraBka” — uy-
AOBIi BOAEBIiAl, B AKX BEAMYE3Hi T€aTPAAbHI AlaAOTH Yep-
TYIOTBCS 3 IICHSIMH IIip OpKecTp; a onepa “Tapac Byan6a”
Ha 2/3 HanucaHa PAASHCHKMMHU KOMIIO3UTOPaMHU BXe
micas cmeprTi ii aBTopa — Mukoan Aucenka. I rososne:
OAHOI YKPaiHChKOT omiepu B 3apy6ixHuX Tearpax> [7].

HepBI/IHHa BepCis BIAOMOI ChOTOAHI MiCHi «Hiu
sIKa MiCS/MHA >, TIOKAAAEHA B OCHOBY AlGpeTo HOBOI yKpaiH-
cpKol omepH, 3'sBuaacs me y 1831 porii B 0AHIl i3 omoBiaeit
IUKAY «Bedopu Ha xyTopi mo6Au3y AMKaHbKU>»> MHIKOAK
Toroas, a came B «Maiicbkilt HOYi, 260 YTOmAEHUI».
Y npoMy TBOPpI Ile AipuuHe MPO30Be 3BePHEHHS MOAOAO-
ro Ko3aka /AeBKa A0 KoxaHoi I'aai. Bipmmosanwuit Texcr Bu-
HUK AeIo ITi3Hile, HPI/IGAI/IE}HO B 1870 pori, xoAn Kaa-
CHK YKPaiHCBKOTO TeaTpy, 10eT, MHUCbMeHHUK i ApaMaTypr
Muxaiiao Crapuibkuil Halmucas Bipm «Bukank>. Aaai,
B 1883-1884 poxax 1110 moesiro 3 HeBeAMKHMHU 3MiHAMU BH-
KOPHCTaB AASL cepeHaAr /AeBKa B KOMiKO-(paHTaCTHIHIM ore-
pi «YTOmAeHa» OCHOBOITOAOXKHHK YKPaTHCHKOI KOMITO3H-
Topcbkol mkoan Muxoaa AuceHko.

Bipomy cporoani Bepciro micHi OyAO 3amucaHo
B 1914 poui Bip ko63apis Bacuas OBunnHiKOBa Ta AHApis
BoaomeHka. 3roaoM BOHA ITOLUIMPHUAACS BCi€lo YKkpalHOIO
i cTaAa BiaOMa Ha 3aXiAHOYKPaIHCHKHX 3eMASX. TOAl X,
36epirm1/1 CBOIO MEAOAIIO, IiCHS OTpUMaAa HOBUM TEKCT
1 HOBE JKUTTS SIK [IOBCTAHCHKA IMicHs BOsIKiB YITA. A Bxxe
y 1970-Ti poxu micHs ONMMHUAACS HAa HOBiM XBUAiI BU3Ha-
HHS, 3aBASIKH TOMY, III0 TIpo3By4aAa y ¢iabmi «B 6ii1 iayTH
TIABKE “cTapuKu’ > ( pexucep AeoHip bukos, KiHOCTyALS im.
O. Aosxenka, 1973).

Y XXI croairTi momyasipHa micHs «Hiu sgxa micsay-
Ha>, [0 HEOAHOPA30BO 3BY4aAa i B €CTPAaAHOMY BHUKO-
HAHHI, ASITAQ B OCHOBY Ai6peTo HOBOI yKpaiHCHKOI OmepH,
TeKCT sikoro cTBopus Tapac Opoaos. 3a croxxeToM ABTOP,
y TIOIIYKaX «ayTeHTUYHUX> CAiB AASI CBOTO TBOPY, HOTpa-
IIASIE€ HAa PUHOK IT03aMHHYAOTO CTOAITTS. IIpucayxarounch
AO PO3MOB AIOAEH AOBKOAQ, BiH BUXOIIAIO€ IXHi BUCAOBAIO-
BaHHA, PasH i MOEAHYE iX Y IiAicHUH TeKCT. AaAi Ha pUH-
Ky 3’BASIE€THCS BAaHAYPHUCT 1 BUKOHYE MEAOAIIO, CXOXY
Ha «Hiu sixa MicstaHa>. Y HacTynHIl crieHi, KOAU ABi XiH-
KM Y€KAIOTh Ha TIOBEPHEHHS CBOIX YOAOBIKIB, ITOAIT BipOY-
BAIOThCS BXKe Iip yac Apyroi cBiToBoi BiftHu. Tuxuii Hacmis
HapOAHOI IiCHi panTOM MepepUBAETHCSA MPOHU3AUBUM

A3BPHHUKOM — Il€ ANCTOHONIA IIPUHIC TPariyHy 3BiCTKY.
Irma criera — MeTpo, cboropeHHs. Bin i BoHa 4yroTh BCe-
peauHi cebe micHIO, sIKy Oiablne HixTO He uye. Tak BoHH
Hi3HAIOTh OAMH 0AHOTO [7].

Y nponoHoBaHOMY BapiaHTi Cy4acHOi yKpaiHChKOI
orepu GOABKAOPHA CKAAAOBA AlOPeTO 0OMeXy€eThCS 3ra-
AYBaHHSIM Y TEKCTI IIPO AISABHICTb YKpalHCHKHX KOO3apiB
Ta 6aHAypI/ICTiB, Ti3HilIe 3HUIEHUX PaAJHCHKOIO BAAAOIO:

IToBoaup

Hy, wjo, dsdeuxo Aesxo? Ille epacme? To docums eoxce.
Putnox saxinuuscs, moxcua it dodomy pywamu. Aasaiime ciodu
6andypy.

banpypucr

Ta eomosuti, cepdewruii, KoHewro 2omosuii. ITiuiau
dodomy...

A npo Moposenka s 6am HACHYNHUM PA3om 3i2pai...

Cawme et mepcoHax, banAypuct, HaroBHIOE poCTip
CY4acHOI OIlepH IicHe10 3 $OABKAOPHUM IIOXOAKEHHIM
«Hiu sxa micsana>». BoHa Bia clieHH AO CIleHH, Bip erro-
XM AO €IIOXHU ITepeAaBaTUMeThCS Yepe3 repoiB Pi3HMX YaciB
OAYIH OAHOMY i IIEpeTBOPHUTHCS HA TAKUI COO1 aKyCTHIHUI
YKpalHChKMIA apXeTHIL

Bucaosxn. OcranHi KiAbKa pOKiB AISIABHICTD Bi-
TYU3HSHOTO My3UYHOTO TeaTpy IT03HAUeHa IOSBOI0 HOBUX
YKpaiHCBKUX TBOPiB y penepryapi. Bupasni HanioHaAbHI
mpukMeTH 0aduMo Ha adinrax onepHux rearpis Xapkosa
Ta OpecH, YaCTKOBHI peTIepTyapHHUil peOPeHAVHT TP ONIIAK
KuiBcpka MyHinumnaabHa onepa ta HarionaabHa onepera.
Taxo>x HOBY yKpaiHCbKy OIlepy aKTHBHO CTBOPIOIOTH i cIie-
HIYHO peaAisyIoTh He3aAeXHi MUCTelbKi GpopMariii.

CbOroaHi, KOAM yKpaiHChKe CYCIIABCTBO 6€3I10BO-
POTHO IIepeKOHAAOCH Y HEOOXIAHOCTI aKTHBHOI KYAb-
TYpHOI caMoipeHTHiKaIlil, 3BepHEHHS CYyYaCHUX MUT-
IIiB OIIEPHOTO XXAHPY A0 GOABKAOPHHUX BUTOKIB Bipirpae
BaXKAUBY POAb Y CTBOPEHHI HalliOHAABHOTO MHUCTEIIbKOI'O
npopykry. Kpim Toro, HarfioHaAbHU (OABKAOP Ta 06psI-
AOBI €A€MEHTH CTAIOTh BA)XAUBHUM CBiAUEHHSIM He AHWIIE
BIAAQHOCTI TPaAUITisaM, a ¥ $aKTOPOM BiAKPUTTS HOBUX
IIPOCTOPIB AAS HOBATOPCTBA B My3UYHO-TeaTPAAbHIM cde-
pi. I xoua omepy B Ykpaini mupokuii 3araa i Aoci crepeo-
TMIIHO CIIPUMMAE K XXaHP eAiTapHUM, He MPU3HAYeHUI
AASL IIMPOKOTO KOAA PEIUIIIEHTIB, € HAAL, IO 3aAyYEeHHS
AOCBIAYEHUX BIAOMHUX Ta MOAOAUX OOAAPOBaHUX MUTIIIB
AO CTBOpPEHHS HOBUX MY3UYHO-TeaTPAaAbHUX TBOPiB 3Mi-
HUTD L[I0 CUTYAI}o.
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Folklore Component in the Modern Ukrainian Composers’ Librettos

Abstract. The paper examines the foundations and specifics of how modern Ukrainian composers introduced and applied folklore
and ritual elements in opera librettos. In the researchers’ focus are the texts of the librettos Kateryna, Terrible Revenge, Embrodiered
King of Ukraine and Night, on the basis of which which composers O. Rodin, Ye. Stankovych, A. Zahaikevych, and M. Kolomiets
created original musical and theatrical works. The librettos and the stage versions of opera performances under review give sufficient
grounds to clarify and outline the main principles used in introducing folklore and ritual elements into performances, and provide
an opportunity to determine how these principles impacted the contents, imagery and poetics of stage works. In conclusion, it is
noted that national folklore is an important factor in the creation of modern Ukrainian opera, tapping into which not only testifies
adherence to traditions but also opens up new horizons for innovation in musical and theatrical creativity.

Keywords: modern opera, libretto, folklore, directorial innovation.
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Aspects of Theatre Directing in the Maria
Zankovetska National Academic Ukrainian
Drama Theater during the 1990s—-2010s
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1990-2010-x pokis

Abstract. The paper examines the key features of the creative work of three stage directors of the Maria Zankovetska Theater
during the 1990s-2010s: Fedir Stryhun, Alla Babenko, and Vadym Sikorskyi. The analysis of their landmark productions enables
distinguishing the method of working on the theatrical production by each of them and outlines the thematic and conceptual

range of both the artists’ works and the theater as a whole. The variety of artistic methods of stage direction during the period was

studied, including the elements of psychological, poetic, and conditional theater in the terms of aesthetics, as well as the politi-

cal, philosophical, and intellectual theater in relation to the concept, and the nature of the conservative and experimental theater

in respect to the novelty of the implementation of stage solutions. It was identified that the creative image of the theater had been

established by F. Stryhun and his artistic guidelines were dominant during the period, with his creative work oriented towards

the social and cultural educational demands of Ukraine. Modern stage design and directing, presented by his colleagues A. Babenko

and V. Sikorskyi, were less significant in the overall course of the theatre.

Keywords: Maria Zankovetska Theater, stage direction, repertoire, psychologism, theatrics, conditional theater.

Introduction

The period of the 1990s-2010s became an inte-
grated stage of development for the Maria Zankovetska
National Theater and is linked to the creative manage-
ment of the company by its manager and actor Fedir
Stryhun (1987-2019). In addition, two more active di-
rectors worked at the Zankovetska Theater on a perma-
nent basis during this period: Alla Babenko and Vadym
Sikorskyi. The fundamentals of creativity of each
of the three artists differed: while in certain aspects they
were opposing, in others they were related, influencing
the development of artistic trends in the theater, which
were implemented mainly through the directors’ activ-
ities. The dominant features of the artistic endeavors
of each of the directors are yet to be identified compre-
hensively through theatrology analysis of their landmark
theatrical productions, as well as interpretation there-
of in the scope of the historical period of development
of Ukrainian art.
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O. Klekovkin explored the origins and histo-
ry of the evolution of “director’s theater” in different
countries and emphasized the commonality of visions
of the beginning of the modern era of stage direction
“as the art of creating an artistically integrated stage art-
work” during the second half of the 19th century. The schol-
ar aptly ironizes: “The simultaneous coexistence of theaters
of various periods can be found on the map of any city:
here is the boulevard theater (certainly, bearing a differ-
ent and a rather prestigious name); here you see the salon
theater and the theater producing government concerts;
and here is an experimental theater all the time imitating
the stormy search initiated by its predecessors over a centu-
ry ago” (Klekovkin, 2015, p. 16). While pursuing this idea
further, the directors of the 1990s-2010s should be con-
sidered (F. Stryhun, A. Babenko, and V. Sikorskyi) within
the framework of the prominent history of the development
of this profession without emphasizing the very capability
of artists of the late 20th century to introduce something
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fundamentally new into the methods of production (given
the history of postdramatic, according to H.-T. Lehmann’s
definition, “post-Brechtian”, theater (Lehmann, 2013)).
This paper illustrates the relationship between the stage di-
rectors at the Maria Zankovetska Theater and the specific
historical era, with certain distinguishable and stable meth-
ods of directing acquiring aspects relevant to Ukrainian
culture during this specific historically significant period.

Aim of the paper

The subject matter of the study is the heterogeneous
production methods of the Maria Zankovetska National
Academic Ukrainian Drama Theater company. It is import-
ant to highlight the manifestations of political and current
theater when the time reference is minimized and other
directorial ideas come to the fore, as well as the aesthetic
and stylistic principles of such theater (in the present case,
the theaters).

Literature Review

The inconsistency in assessments of the performance
of the Maria Zankovetska Theater during the 1990s-2010s
results from the lack of historical distance and the impos-
sibility of looking at this period with the benefit of hind-
sight. The artists whose creative work is being considered
are still alive and working in the theater industry. Therefore,
the research papers on this period are scarce. Acting
and stage direction, as well as the public position
of Fedir Stryhun were analyzed by T. Osadchuk in her
Candidate thesis (Osadchuk, 2017), the oeuvre of Vadym
Sikorskyi was studied by S. Rosa-Lavrentii (Rosa, 2005).
A large body of studies of critical and journalistic na-
ture on the work of all the listed directors may be found
in the publications by the leading theater researchers
S. Veselka, Yu. Bohdashevskyi, V. Zabolotna, H. Lypkivska,
V. Haidabura, A. Drak, and others.

Results and Discussion

A theater company with a hundred-year-old history
(founded in 1917 in Kyiv) has been based in Lviv since
1944. During the 1990s-2010s it consisted of about 120
artists (of which approximately 65 were actors), producing
an average of 8-12 new performances per season. The per-
formances were staged daily on two different stages, with
the company also touring and participating in festivals.
The theater entered the 1990s with a well-established body
of actors of the middle-age and older generation, as well
as young artists who had already made a name for them-
selves in the 1980s.

Historically, for the Ukrainian nation this period was
the time of establishment of a new independent statehood.
The large territory united during in the Soviet period—
the newly established modern state of Ukraine—started
a complex process of, as Yaroslav Hrytsak defines it, “over-
coming the past” (Hrytsak, 2021), which still continues.
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The “fresh” legacy of public administration inherited
from the Soviet Union, the geographically diverse histor-
ical background of ethnic Ukrainians living in different
empires, Russia’s consistent intervention in the political
life of Ukraine, and its invasion of sovereign territory—
these and other factors significantly hampered the devel-
opment of the cultural field. The theater, however, being
the art of subtext and dialogue with a wide audience, was
experimenting with its own ways of “conversation” with
time and audience, which manifested itself exactly through
the work of the mentioned directors. In modern theatri-
cal art, it is the director who is considered to be the au-
thor of a piece, thus, in theatrical production, it is the di-
rector who ultimately determines what the piece should
be and what ideas should it convey to the audience.

The key figure who established the creative image
of the Maria Zankovetska Theater during the 1990s-2010s
was its manager Fedir Stryhun. By the time he began di-
recting, he was already a famous stage and film actor
in Ukraine; the main roles in his repertoire were heroic,
patriotic, and romanticized characters, which resulted from
his heroic appearance and natural endowment. This factor
alone has become the impetus for the Maria Zankovetska
Theater to be associated with the Ukrainian patriotic reper-
toire since the early 1990s. Subsequently, it was colloquially
referred to as the Hetman Fedir Stryhun Theater.

Each of F. Stryhun’s theatrical productions was an ex-
tensive canvas involving the theater’s entire creative staff, in-
cluding extras and students. Large-scale scenes with songs
and dances, skillfully and effectively constructed crowd
scenes, with intense attention to plausible detailed mise-en-
scénes often interspersed with symbolic images in the struc-
ture of the theatrical production. For example, in The Visit
of the Old Lady by F. Diirrenmatt (2006), the love story be-
tween Ill and Claire was rendered by a dancing couple that
appeared between parts of the act and plastically represent-
ed the development of their relationship.

E. Stryhun’s entire creative career was devot-
ed to the only ideological direction—development
of the Ukrainian “educating” theater, the Lviv Theater
University, where the audience would gain knowledge
from various spheres. His primary aim was to teach students
their own history, “half-forgotten” during the years of Soviet
rule, and discover globally famous stage pieces. The beauty
and originality of Ukrainian culture was revealed to the au-
dience of the 1990s in a number of programmatic theatri-
cal productions, which included the heritage of Ukrainian
folklore and ethnic motives in the costume decoration
and stage design, with the content being central and con-
veying information about the past of the nation. An import-
ant aspect of such productions by F. Stryhun was their high
aesthetic quality. They have become the pinnacle of his cre-
ative work and demonstrate his director’s style as a produc-
er. These include such theatrical productions as the Ill-Fated
One (Beztalanna) by 1. Karpenko-Karyi (1987), which
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for the first time omits the class motive in the interpreta-
tion, while the focus is switched to the complex psycho-
logical structure of the action; Haidamaki (Haidamaky)
by T. Shevchenko (1988), which served as a remind-
er of the history of theatrical productions of this work
throughout the century, including the theatrical produc-
tions by Les Kurbas; Marusia Churai (1989), an up-to-
date first interpretation of Lina Kostenko’s verse novel;
The People’s Malakhiy (Narodnyi Malakhii) by M. Kulish
(1990), staged for the first time after a half-a-century ban,
where the author “focused his attention on the non-class
solidarity of the evil, which he convincingly speaks about
via Malakhiy” (Haidabura, 1991, p. 20); Jesus the Son
of the Living God (Isus, syna Boha zhyvoho) by V. Bosovych
(1994), a work unique in theological, ontological,
and social aspects, a second-to-none theatre mystery that
was in the repertoire of the company until 2021.

This cohort of Fedir Stryhun’s theatrical productions
isjustly considered the most distant from the concept of so-
called “actor’s directing”, as in these productions the direc-
tor operates a more complex theatrical language. An actor
continues to be an essential part of a theatrical production,
however, its system of imagery is created by a harmonious
combination of metaphorical scenographic solutions, text
and sound, music scores, and not the popular construc-
tion of crowd scenes. The designer Myron Kypriian comes
to assist the director, for his scenography “over the years had
been actively crystallizing out the concept of purity of style”
(Y. Pihel, 2008, p. 56). With his stage design of the theatri-
cal production Marusia Churai, he helps the director to cre-
ate the image of the principal character as a people’s doleful
deity, its voice and conscience never ceasing even centuries
after Marusia’s physical death. The scene is positioned in an
undated space, and the story of Marusia and Hryts is played
through the conditional illustrative nature of the events.
The first act conveys the plot, attributing to the Cossacks
and Marusia positive heroic traits and contrasting them
with the “opportunists”—the local rich. The principal
character (D. Zelizna) is in the spotlight; a pair of vocal-
ists and guitarists (Iliuk, 1994) perform Brechtian songs,
thus commenting on and poeticizing the events unfold-
ing before the audience. In terms of genre, the production
balances between intellectual and heroic-historical drama;
it bears earmarks of literary theater, for it is the poetic in-
terpretation of Lina Kostenko’s novel and not its literal ren-
dition. The performance included the constant presence
of the principal character and a large part of the author’s
supporting characters on the stage at all times.

Similar techniques were used by Fedir Stryhun in oth-
er stage directions from this cycle. In Haidamaki, he adopted
the technique of the Greek chorus—the poet’s thoughts—
from the chronicle play by Les Kurbas (which Kurbas
also staged at the Maria Zankovetska Theater in 1922
(Veselovska, 2016, p. 114)). However, he complemented
itwith the presence on stage of the actor playing Shevchenko,
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a portrait of the author mounted above the stage, and his
“voiceover”, which seemed to his contemporaries to be
powerful means of expression; even the issue of redun-
dancy of directing techniques arose. “The external kinetics
(the revolving stage), the play of light, the smoke, the “slow
motion”, and the sculpturesque physique in the man-
ner of antique ‘tableaux vivants’ (Drak, 1991, p. 17).
F. Stryhun unfolded the action also in a conditional space,
trying to shift away from the realism of the relationships be-
tween the characters in his stage setting. The list of “direc-
tor’s” stage directions by Stryhun includes Natalka Poltavka
(Natalka Poltavka) by I. Kotliarevskyi, which, at the time
of its new production in 1991, could have been attributed
to an unconventional interpretation of this piece because
the characters, as if “dabbling at” the theater on the stage,
were trying on the roles of Voznyi and Vybornyi and engag-
ing an area of the auditorium into the active performance.

However, F. Stryhun’s search and (relative) experi-
menting in the domain of stylistics and aesthetics of the-
atrical productions is limited to the mentioned pieces,
which were staged during the late 1980s and early 1990s.
Thereafter, it is the conceptual component and patriotic
content that comes to the fore, which, obviously, sought-af-
ter by the mass audience of the 1990s. The list of pieces that
fit into this artistic system includes: Pavlo Polubotok (Pavlo
Polubotok) by K. Burevii (1990), the Mazeppa (Mazepa)
trilogy by B. Lepkyi (1992-1993), Andrei (Andrei)
by V. Herasymchuk (2000), The Treason (Derzhavna zra-
da) by R. Lapica (2003), The Orgy (Orgiya) by Lesya
Ukrainka (2004), The Slave (Nevolnyk) (2011), and some
others. The main reason for their production was the art-
ist’s desire to fill the cultural gaps developed as a result
of the ideological repressions by the Soviet Union, to res-
titute the key and pivotal names and events of Ukrainian
history and culture, forming new ideological connections.
What prevented the director from drifting away from re-
alism were, sometimes, visual scenography in theatrical
productions and, sometimes, the mundane mise-en-scene
solutions and sound accompaniment. In his pursuit of con-
veying the atmosphere of the era and specific historical cir-
cumstances as accurately as possible, countless charac-
ters and extras wearing historical costumes were playing
through scenes of the productions to make them as realis-
tic as possible.

However, there were also some exceptions.
The Treason by an American writer of Ukrainian descent,
Ray Lapica, about the personality of Taras Shevchenko,
became a symbolic figurative theatrical production, where
“the figure of the poet was presented multi-faceted as an
evolution of the ideas embedded in his works” (Lypova,
2015, p. 76). A panorama of life of a Ukrainian artist
in Tsarist Russia during that historical period was depict-
ed, where the people became ghosts as compared with
the wealthy and powerful elite. The poets were assigned
the role of the conscience of the nation and were forced
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to stay silent. The scene of the presence of the other world
in Shevchenko’s life is illustrative when a bright light breaks
through from under the bars of the proscenium and illumi-
nates the poet lying on it crashed from the blows of fate.
As Valerii Bortiakov’s scenography suggests, the eternity
had haunted him even during his lifetime.

Another set of theatrical productions by F. Stryhun,
which also fit into his concept of the development of the the-
ater university but which are less dramatic, were his eth-
nographic-folk productions and school educational reper-
toire based on world literature, namely Sharika (Sharika)
(1995) and Hutsulka Ksenya (Hutsulka Ksenya) (1997)
by Ya. Barnych, Early Sunday Potion Digging (U nediliu
rano zillia kopala) by O. Kobylianska (1998), The Beloved
Unloved One (Kokhanyi neliub) by Ya. Stelmakh (1999),
Before the Sun Rises, Dew Will Eat Out the Eyes (Doky sontse
ziide, rosa ochi vyist) by M. Kropyvnytskyi (2001), The Visit
of the Old Lady by F. Diirrenmatt (2005), Silva by E. Kalméan
(2007), The Lady of the Camellias by Alexandre Dumas fils,
Matchmaking at Honcharivka (Svatannia na Honcharivtsi)
by H. Kvitka-Osnovianenko (2009), Lady Windermere's
Fan by O. Wilde (2012), Christmas Eve (Rizdviana
nich) by M. Gogol (2015), Maria Zankovetska (Maria
Zankovetska) by I. Riabokliach 2017, etc. These plays gained
afoothold in the repertoire and became the favorite theatri-
cal productions of the Lviv audience.

F. Stryhun strived to reveal the author as deeply
as possible. However, a certain idealization of collisions
of the above-mentioned pieces and sometimes artistic “na-
iveté” in terms of the conceptual interpretation thereof
is perceptible. In the operettas Sharika, Hutsulka Ksenya,
and Silva the director presents the characters as the embod-
iment of all possible positive traits, such a view is justified
by the genre itself. However, such a simplified interpreta-
tion can also be seen in The Lady of the Camellias or Lady
Windermere’s Fan. The female protagonists in these produc-
tions appeared before the audience not as women “with
a past”, as they were in the plays but as innocent, chaste vir-
gins, which pleased the sentimental Lviv audience.

The theatrical productions by Alla Babenko used a fun-
damentally different method of stage direction and contrast-
ed with the theatrical productions by F. Stryhun. Babenko,
paradoxically, was a disciple of the local Zankovetska
Theater Acting Studio (unlike F. Stryhun, who graduat-
ed from the Kyiv Theater Institute'), and started her ca-
reer in Lviv as an actress. However, education in directing
at the Shchukin College” and work abroad made her rather
“non-local” in terms of state of mind, which transfused into
her performances. Even staged on the big stage, they were,
to a certain extent, chamber in nature. She was primari-
ly working with the actors, often being quite demanding

in her pushing for active creative endeavor, and yet effec-
tively helping them by conveying and communicating her
ideas. “The ensemble is the prime reason why the director
can torment the actor as much as he chooses” (Overchuk,
2007). She was modeling certain key messages of the the-
atrical production by changing the structure of the play
and quite often resorted to an architectonic retrospective,
whereby the finale of the piece would be demonstrated first,
and the theatrical production would cover the characters’
reflections on how had they got to this specific result of their
actions. The narrator(s) character(s) are present in practi-
cally every second theatrical production by Babenko, ever
and again “alienating” from the action in dialogues with
themselves, the audience, a partner, or eternity.

Although Babenko’s stage direction flourished
in the 1970s and 1980s, the 1990s and 2010s were marked
by her active theatrical production work. Two consecu-
tive theatrical productions based on V. Vynnychenko’s
A Lie (Brekhnia) (1989) and Black Panther and Polar
Bear (Chorna pantera, bilyi vedmid) (1989) became vis-
ible in the theater realm, especially the second one, re-
ferred to as a new dawn for Vynnychenko’s interpretation,
and as staging of Ukrainian culture as not “provincial” one,
but aristocratic, inspired by European salons of the late
19th century. Conditional theater techniques were also
employed in these psychological theatrical productions
by A. Babenko. Larysa Kadyrova, the actress who played
the principal characters in both productions, was reading
the author’s text and stage directions to the audience during
the production; a freeze-frame film technique was incorpo-
rated to comment on the events of the play. A Lie has a dou-
ble ending. According to the first variant, the principal char-
acter, after the “dying” scene, came to life and continued her
“magnificent” existence in the role, and the second ending
was final (Lypkivska, 1992, p. 9).

During the 1990s, A. Babenko continued to stage
at least two theatrical productions annually, elaborating
comprehensively on women’s individuality issues (Shashko,
1997). A new phase in her work was the opening
of the Chamber Stage of the Theater; in fact, the platform
came into being thanks to her efforts. The first theatrical
production was The Idiot (Idiot) in 1999, and shortly after
she staged 14 productions featuring A. Chekhov’s works
and themes. Stage design (though not without exceptions)
was of secondary importance in A. Babenko’s direction,
as was the musical and lighting score. Certain elements
and symbols were often repeated in theatrical productions
(doors, leaves, or a book) thus, creating the right mood.
This is especially true for the Chamber Stage: in most cases,
its stage design consisted of a table, a chair, and costumes
capturing the spirit of the era.

! Now the Kyiv National L. Karpenko-Karyi University of Theater, Cinema, and Television.

* The Boris Shchukin Theater Institute at the Evgeny Vakhtangov State Academical Theater.
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In the work on Chamber Stage productions,
A. Babenko’s stage direction methods of using the above-men-
tioned techniques are even more perceptible. Thus,
in the theatrical production The Cherry Orchard the charac-
ters play through all the events of the piece from the point
of recollection—events happening in their family farm-
stead and reasons why the orchard was cut down. At the be-
ginning of the play, Ranevska and Lopakhin meet in Paris
and have nothing to say to each other; A. Babenko tries
to convey with her production that the only feeling of char-
acters is longing for the past and irretrievably lost moments
of happiness. To help Ranevska (L. Borovska) and Lopakhin
(Yu. Chekov), the director adds another actress (O. Lyuta),
who helps them remember the course of actions and play
through the scenes of the play. Minimal music design, light-
ing score, and scenography—Vienna chairs, street lamps,
and snow—aid in creating the desired atmosphere.

In one of her last theatrical productions in a small-
er space, St. Nicholas Evening (Sviatomykolaivskyi vechir)
by R. Horak, dedicated to the Ukrainian writer and pub-
lic figure Olha Duchyminska (1883-1988), A. Babenko’s
method of alternating three types of stage existence is also
vividly presented. In the first one, the three actresses
in the play “verbalize” the life story of this extraordinary
Ukrainian woman, reminiscing on her past. In the other
one, some key episodes of her life are presented in the here-
and-now mode. Another important directing empha-
sis is the contrast between the destinies of Duchyminska
and Iryna Vilde: the latter was more loyal to the Soviet re-
gime and enjoyed a productive creative life and recognition.
This theatrical production of the last years of Babenko’s
creative work was included in the cycle of presentation
of the lives of outstanding Ukrainian artists described
by R. Horak. Clearly, the author wrote them, adapting
to alarge extent to Babenko’s creative method: from the ret-
rospective position on their lives, and the director endued
them with melancholy and nostalgia for the inevitabili-
ty of long-gone events. There are “almost no decorations
on stage but this minimalism is advantageous, too. A small
antique table, a telephone, and a chair” (Babenko, 2016).
The stage design and costumes functioned to enhance this
“mood” and were characteristic of the time.

In the 2000s-2010s, the Big Stage productions, icon-
ic and emblematic from the point of view of A. Babenko’s
methods of stage direction, were Valentyn and Valentyna
(Valentyn i Valentyna) by M. Roshchyn (2006), The
Marriage (Zhenitba) by M. Gogol (2009), and Romeo
and Juliet at the end of November (Romeo i Dzhulietta v kin-
tsi lystopada) by Ya. Otchenashenko and Ya. Balik (2011).
In Valentyn and Valentyna, Babenko digresses from the struc-
ture of the play set by the author, making the leading narra-
tors a group of teenagers who want to know whether love
exists or the feelings are an illusion. The events of the play
unfold from the perspective of the search for an answer
to this question, after key scenes the director time and again
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brings the young to the fore with reflections on the develop-
ment of the relationships between Valentyn and Valentyna.
Babenko completes this chain of repetitions and entrances
of the narrators with the monologue of the Passerby, which
instills in the characters and in the audience hope that love
still exists. The artistic solution of the play was a non-literal
repetition of the play of the same title produced in 1972—a
doorframe filled the stage and symbolized the universality
of the situation, as well as the intersection of human lives,
representing the literal venue of the middle class.

In her latest theatrical productions of the 2010s,
A. Babenko was increasingly liberating the set designer
from any restrictions. The play Women’s House (The Price
of Love) by Z. Nalkowska, “with an exquisite scenography
by O. Overchuk, weaving lacelikely high into the air, covers
the entire acting space with anxiety and gives hope through
its flickering of oh-so-simple headlights... A whole essay
can be written on this scenography (which is such a rari-
ty in the theater)! The actors feel cozy in it. Although they
are not given the opportunity to feel coziness in this play”
(Kanarska, 2016). The theme chosen—a women'’s fate—
is considered on several levels and in terms of ideology,
it was a continuation of the director’s many years of endeav-
ors. The female protagonists in this theatrical production,
both according to the plot of the play and the stage setting,
discuss the issue of happiness for a woman in the family cir-
cle, with her husband, and in terms of fulfilling herself, ad-
dressing the audience all the time, as if in dialogue with it.

In the framework of the Maria Zankovetska Theater
in the 1990-2010s, A. Babenko’s artistic endeavor promot-
ed the stylistic and aesthetic diversity of the creative man-
ifestation of the theater because sometimes ponderous
and patriotic, as well as popular operetta repertoire was
complemented by intellectual aspects and experiments
of changing the structure of the text. Such theatrical pro-
ductions had their audience and retained the intellectual
endeavors of the theater.

Vadim Sikorskyi, a director of the younger generation,
was a different type of experimenter. In terms of training
in both acting and directing, he was, among all the direc-
tors, trained in the Maria Zankovetska Theater. Following
his graduation from the Acting Studio, he immediately be-
gan acting on the theater stage, becoming a successful ac-
tor. He studied directing under Serhii Danchenko, whose
name is linked to the creative development of the group
in the 1960s and 1970s. Danchenko greatly influenced
Sikorskyi, they both were creating philosophical, metaphor-
ical, and intellectual theater, skillfully avoiding falsehood.
Since his first attempts as a director, Sikorskyi “has been
searching for his own theater—a modern and highly intel-
lectual one. He brings to the stage exemplars of high-quali-
ty modern dramaturgy, hitherto unknown to the Ukrainian
audience” (Rosa, 2005, p. 77).

He has a penchant for theatrics; in many theatrical
productions, he employs the “game” theater techniques.
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The “functional crowd”, a bright element of theatrics, has
become one of Sikorskyi’s major means of modeling ac-
tion; the actors involved in it simultaneously play the char-
acters in the theatrical production, the choir, the musical
accompaniment, and the ballet. The director builds clear
mise-en-scénes, often from the point of view of “describ-
ing” the actions of the characters. For every theatrical pro-
duction, music is composed, serving as an integral part of it.
The acting space is designed to be abstract, metaphorical,
and free of signs of everyday life. Many theatrical produc-
tions use the platform as the scene of action. His theatri-
cal productions are not necessarily aimed at intellectuals
but rather at a conscious and experienced audience.

In the 1990s, V. Sikorskyi made a name for himself with
anumber of productions: Vasyl Svystun... (Vasyl Svystun...)
by V. Herasymchuk (1992), Carmen by P. Merimee (1991),
A Grain of Rice by A. Nicolaj (1993), and The Threepenny
Opera by B. Brecht (1998). Even the first theatrical pro-
ductions by V. Sikorskyi differed from 1990s produc-
tions in their national-patriotic and psychological bear-
ing both in form and content. The theatrical production
of Knock by J. Romain (1996) became an example of a pure-
ly conditional theater, in which such renowned actors
as B. Mirus, T. Lytvynenko, K. Khomiak, P. Beniuk, along
with their younger colleagues O. Sikyrynskyi, O. Harda,
and L. Nykonchuk, were enacting the situations brought
up by the director. For example, V. Yakovenko (Knock)
not only played the leading role according to the storyline
suggested by the author but was also a narrator, “present-
ing” each part of the production to the audience in a point-
edly theatrical manner. To that end, a chalkboard was used
on which each act was being indicated.

As early as the 1990s, Sikorskyi’s method of work
within the framework of subjective theater was in stark con-
trast to the productions by other directors of Zankovetska
Theater, who yet gravitated towards psychologism.
The news media referred to F. G. Lorca’s Blood Wedding
as “A new piece that is worthy of the attention of theater
enthusiasts. Although the theatrical production has numer-
ous flaws, the sense of the new is overwhelming” (Rudieva,
2000). V. Sikorskyi rendered the story of fatal ardent love
as if with the dashes of a brush: certain key episodes were
highlighted and “magnified”, while the secondary ones
were left out. In such “slow motion” scenes, the actors ex-
isted truthfully, conveying the dialogues of their charac-
ters without exaggeration or overacting. Instead, point-
ed theatrics around such scenes “enveloped” the action,
which is also manifested in the functional crowd, the use
of puppet symbols, and the platform—the scene of action.
These techniques became deeply rooted in Sikorskyi’s di-
recting technique, in his subsequent theatrical productions
they took on a “purer” form and brought him the standing
of an experimenter and director of a different, non-Zank-
ovetska Theater aesthetic. However, it is the creative work
of V. Sikorskyi that can be considered a true continuation
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of the tradition of this theater group, a “link” connecting
the theater generations.

A number of Sikorskyi’s theatrical productions
in the 2000s became the pinnacle of his creative work.
He directed such tragedies as One Flew Over the Cuckoo’s
Nest by K. Kesey and D. Wasserman (2002), The Kaidash
Family (Kaidasheva simia) by I. Nechui-Levytskyi (2003),
Amadeus by P. Shaffer (2006), The Story of a Horse af-
ter L. Tolstoy (2009), Tales about Ivan... (Nebylytsi pro
Ivana...) by I. Mykolaichuk (2010), which are staged fol-
lowing a material challenging for any director. The said
theatrical productions were not homogeneous in terms
of the director’s techniques. The productions of One Flew
Over the Cuckoo’s Nest and The Kaidash Family involved
extensive work in terms of meaningfulness and the level
of combination of different theatrical languages, while also
being chamber and not populous in nature. They mani-
fested a trait of Sikorskyi’s directing, which did not always
work in favor of his theatrical productions but in these spe-
cific pieces it had a positive effect. Namely, in theatrical
productions (especially) based on prose, he would high-
light the key theme, while leaving out the secondary ones.
Such a monoact in complex multi-layered prose helped
Sikorskyi to make the action in the theatrical production
concise and free of unimportant details.

One Flew Over the Cuckoo’s Nest by K. Kesey
and D. Wasserman highlighted the confrontation between
the sick free-spirited McMurphy (Ya. Yukhnytskyi) and ty-
rannical and meaninglessly authoritarian nurse Ratched
(L. Nykonchuk). The number of principal characters was
narrowed down to a few patients, a nurse, and one orderly.
However, it was precisely the situation that filled the ideo-
logical layer to the point that any other secondary sto-
rylines would be superfluous on the stage; the metaphor
oflife as a prison in this case was self-sufficient. The Kaidash
Family was also laconic in plot compared to the novel; there
were only seven actors involved in the play. The director
presented the audience with a parable about the moral
degradation of a person due to peer pressure and life cir-
cumstances, “a play about the pettiness of people and their
self-obsession” (Rosa, 2005, p. 81). Young married cou-
ples—Lavrin and Melashka and Karpo and Motria—ex-
emplify the gradual transformation of pure and innocent
dreams into nothing filled with anger and hatred. The father
of the family, Omelko, witnesses these processes, therefore,
on his deathbed, he begs God for forgiveness for them, be-
cause they are “not to blame”™—for so goes the world.

Sikorskyi achieved the parable structure in The Kaidash
Family using film editing for the stage structure, where ev-
ery part of the stage setting and every replica were me-
ticulously calibrated. In one single episode, the meeting
of Melashka and Lavrin, the director manages to render
the couple’s entire relationship development. In the next ep-
isode, Melashka is already Lavrin’s wife and terrorized by her
mother-in-law. With her third entrance, the girl becomes
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“tough-skinned” and responds appropriately to her moth-
er-in-law and Karpo’s wife Motria, which ends in a terrible
fight. The scenes of static scenography are replaced by the re-
volving of the stage, in one part of which there is an almost
identical mise-en-scéne of Omelko at the table, drinking al-
cohol with the godfather of his child. It is repeated several
times and is a clear example of the degradation of a person’s
life plans, because at the beginning the men talk zealously
about the need to dig a way for their carts through the hill,
and at the end, the same remarks make it clear that the way
is never going to be dug. The actors’ personalities in this the-
atrical production, like in other productions by V. Sikorskyi,
look vibrant—they have enough opportunities to demon-
strate their talent; in a rather “tough” stage setting, the di-
rector gives them the freedom to express their individuality.

Sikorsky’s “game” theater” dates back to the 2010s;
the key productions including The Story of a Horse
by N. Rozovskyi (2009), The Lost Letter (Propala hramo-
ta) after M. Gogol (2013), The Naked King by E. Schwartz
(2016), The Hutsul Year (Hutsulskyirik) after H. Khotkevych
(2018), Tales about Ivan... by 1. Mykolaichuk (2010),
and The Witch of Konotop (Konotopska vidma) after
H. Kvitka-Osnovianenko later in 2021. In most of these
theatrical productions, he proceeded with his study of folk
life and spirit in his references to Ukrainian artworks.
However, their most important quality was specifical-
ly the form of directing. An active engagement of a func-
tional crowd, with which the characters in the theatrical
production were forming a single choir ballet of partici-
pants in crowd scenes and narrators of the story present-
ed. The platform as the scene of action, outside of which
the actors would sometimes “wait” for their turn to play,
and the theatrics emphasized in costumes, design, and cho-
reography solutions.

The Witch of Konotop, V. Sikorskyi’s last Big Stage pro-
duction, is the most crystallized exemplar of his “game”
theater. The popular design of the stage, through which
the audience watches a kind of nativity scene with folk-
styled ornaments, bright design colors, and motanka dolls
(actors)—emphasizes the festivity and theatrics aimed
at “creating the right mood” (Kozyrieva, 2021) at the be-
ginning of the pandemics. Throughout the entire play, there
is a choir on stage—residents of the city of Konotop, per-
forming certain dance routines and repeating them—also
aimed at creating a sublime, non-everyday mood. There
is a leading narrator in this theatrical production, giving
the floor to the characters and comments on the events
of the play. Behind Ihor Poklad’s famous songs with a tinge
of comedy, a deep meaning is embedded—the primor-
dial issues (topical at the time of theatrical production)
of the inefliciency of the government structure and the sin-
fulness of everyman, preventing people from living in peace
and harmony.

Thanks to the creative work of Sikorskyi, the Chamber
Stage of the Maria Zankovetska Theater became
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established as a separate creative platform able to com-
pete with the city’s young experimental groups, also op-
erating in a small space, and introduced another vector
of endeavors into the Zankovetska Theater. Sikorskyi
staged Enigma Variations by E. E. Schmitt (1999), The
Professional by D. Kovacevic (2002), Art by Ya. Reza
(2004), and The Emigrants by S. Mrozhek (2019), each
of these works having become the theater’s long-standing
asset. The play Enigma Variations by E. E. Schmitt (1999)
was a little-known piece at the time of its production; its
first interpretation became a theater event. In the 1990s,
the leader of the underground in Lviv was the Les Kurbas
Theater, which operated in a small space. Thus, V. Sikorskyi,
by mastering the small stage, proved the universal aptitude
of the Zankovetska Theater tradition even in vitro of an
unconventional stage. Over the next 20 years of operation,
the Chamber Stage of the Zankovetska Theater became
an integral part of the Theater’s endeavors.

Sikorskyi’s talent to build relationships on an ac-
tive human nerve and avoid both everyday life and false-
hood, not only survived on the small stage but also grew
in strength. His Art by Ya. Reza was staged in the white
space of a white room, and the audience was as if the guests
(curated by Vlodko Kaufman). At first glance, three friends
were trying to sort out their relationship. However, accord-
ing to the director’s concept, the audience was presented
with the timeless issue of misunderstanding between close
people, the inability to love and forgive, “the art of living
among people and loving them as they are” (Zabolotna,
2012). It was designed with accurate semantic accents
in the dialogues between the friends, accurate casting,
and the fulfillment of the potential of the actors, young
and inexperienced artists at the time of production.

For his theatrical productions, Sikorskyi chose
“the drama of intellectual tension” (Sikorskyi, 2003, p. 96),
the semantic projection “man-universe” was constructed
of such material; he managed to find the truth of existence
in the “society of performance” using the conditional the-
ater’s means of expression, within which the actor exist-
ed following the laws of psychologism and resorting occa-
sionally to grotesque accents. However, not every theatrical
production of his became an outstanding creative achieve-
ment due to Sikorskyi’s penchant for “monoact”, neglecting
the scale of the piece for the sake of “purity”, and aestheti-
cization of the creative expression.

Conclusions

The desire for development, diversity of their tech-
niques, and Europeanization in form and content, com-
bined with a strong desire to preserve one’s national
identity, is characteristic of Ukrainian artists and art insti-
tutions of the 1990s-2010s of different levels. In this con-
text, the creative work of the Maria Zankovetska Theater,
a national-level group and the largest theater in the West
of Ukraine, is exemplary.
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The three names of the directors and their creative
endeavors reflect the different directorial ideas, thanks
to whom, collectively, the Maria Zankovetska Theater’s
response to the demand of the time was quite diverse.
As a manager, Fedir Stryhun developed the theater uni-
versity of Ukrainian studies and made sure that not a sin-
gle element hampered his concept of the theater group.
He himselfundertook the mission: in certain manifestations
to develop poetic theater, and in others—current and po-
litical theater, to recover for his contemporaries the means
and artistic mechanisms of the Theater of Coryphaei,

the Ukrainian patriotic and education-oriented actor’s the-
ater. Alla Babenko complemented the Theater’s creative im-
age by the creation of an intellectual psychological vector,
often experimenting with the structure of theatrical produc-
tion. Vadym Sikorskyi’s theater was conditional, metaphor-
ical, sometimes pointedly theatrical, more modern in form,
which also had a positive effect on the artistic expression
of the group as a whole. As a result of such production
diversity, the Maria Zankovetska Theater’s entire period
of the 1990s-2010s was marked with evolution and artisti-
cally distinctive, self-sufficient creative manifestation.
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AcniekTH pexucepchKoi AisiabHocTi HanjioHaAbHOro akapeMivHOro yKpaiHChKOTO ApaMaTHYHOTO TeaTpy iM. Mapii

3anpkoBenpkoi 1990-2010-x pokis

Anotanis. PosrasHyTo 0cHOBHI prcu TBOpuOCTi Tphox pesxucepis Tearpy im. Mapii 3anbkoBerpkoi 1990-2010-x pokis: Pepopa
Crpuryna, Aaau Babenko Ta Bapuma Cixopcproro. Ha ocHOBI aHAAI3y 3HAKOBHX AASI KOXKHOT'O IIOCTAHOBOK BHOKPEMAEHO iXHi Me-
TOAMKHU POOOTH Hap BUCTAaBOIO, OKPECACHO TEMATHYHE T4 3MiCTOBE KOAO SIK POOIT MUTIIiB, TaK i Tearpy 3araAoM. AOCAIAKEHO pi3-

HOMAaHITTS XyAO)KHiX HPHﬂOMiB PEXUCYPH O3HAYEHOTO nepioAy, CEPEA SAKHX HPI/[CyTHi €AEMEHTH HCI/IXOAOI‘i‘-{HOI‘O, IIO€THUYHOTIO,

YMOBHOTO TeaTpiB y BUMIpi €CTETHKH, a TAKOX IOAITHIHOTO, $iA0COPCHKOrO, IHTEAEKTYaABHOTO 32 3MiCTOBOIO CKAAAOBOIO, KOH-

CEPBAaTUBHOI'O, EKCIIEPHUMEHTAADHOI'O XapaKTEPY — 3a HOBU3HOIO 3aCTOCYBaHHS CLIeHIYHUX pi]l[eHb. BI/ISHa'-IeHO, 11O XYAOXKHE 06-

AIYS q)OPMyBaB KePiBHI/IK . CTPI/II‘YH, noro XyAO)KHi OPiEHTI/IpI/I 6yAI/I TOAOBHUMH B O3HAYEHHUN Jac, noro TBOP‘IiCTb OPiEHTyBa-

AQCsI Ha CYCITIABHMIT Ta KYABTYPHO-IIPOCBITHHIIBKHIL 3aIIMT MOAOAOI YKPAIHCBKOI A€PYKaBH, MEHIIE Baru GYAO BIABEACHO Cy4acHUM

CIIeHIYHUM PillIeHHsIM, 1[I0 AAKYHy 3aII0BHIOBaAH i1oro koaern A. Ba6enxo ta B. Cikopcpkuil.

Kawuosi crosa: Tearp im. Mapii 3aHbKOBEIIbKOI, peXHCYpa, penepTyap, ICUXOAOTi3M, TeaTPAAbHICTh, YMOBHUI TeaTp.

Cmammas naditiwira do pedaxyii 17.07.2023
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KyAbTyporeHes BUKOHABCBHKOI AISIABHOCTI
B My3UL[L XX CTOAITTS

Cultural Genesis of Concert Performance
in the Twentieth-Century Music

Awnoranis. KyasryporeHes y Mysuii op’si3aHui i3 Pi3HUMY CHCTEMaMU aKTyaAi3arlil My3HYHOTO GpeHOMeHyY — CTHAbOBOIO, XKaH-
POBOTO PECypCy MY3UKH B EAHOCTI 3 IPUPOAHHMIE BUMIPAMK 3ByKOBUAOOYBAHHS, 3 PyXOM MY3HYHOIO Yacy. BHKOHaBCbKa ALSAb-
HICTb CTPYKTYPYETbCS K IO BEPTHKAAIL, Tak i 110 ropu3onTaai. [To ropusoHTaAi — I1e 3aCBOEHHS eTHOKYABTYPHHUX, aMaTOPChKHUX,
CTHABOBUX, KAHPOBHX, TIOAIKYABTY PHUX, MyABTHKYABTYPHHX, METAXYAOXKHIX, FepMEeTUYHHX XYAOXKHIX KOAIB, TeXHIK, cHCTeM iHTep-
TpeTailii, a o BepTUKAAL — Ije OTIPAIIOBAHH: B CBOEMY MAATO GOPMOTBOPEHHS, AKINO 3acTocyBaTu Tepminu JK. Aeabosa, eAHOCTI
AIOAMHH 1 CBITY, EAHOCTI 3 aGCOAIOTOM, 51K € CHCTEMOTBOPYOIO, CTYKTYPOTBOPU0I0. TaK, MeXaHi3M BePTHKAABHOIO CAMOCTOSHHS
AIOAVIHH Y CBiTi € TapaHTOM 3AQTHOCTi AIOAMHH 3HAHTH iHTEHCUBHY METPHKY My3HUYHOI MaTepii MopyY 3i BCiMa iHIIMMM MOXKAMBOC-
TSIMH — MiKCaMH, KOHQIrypaiisiMi KOMIIO3UTHOCTI B My3urii. My3rKa 3aAnIIaeThcst cama cOO0k0 IPY BCiX IHHOBALISIX IICHXOAEAI3-
My i BCix TpaHCcOpMAIisiX MeAOCy, POABKAOPY, 110 BiAGYAUCs y XX CTOAITTL.

Karouosi cr08a: KyAbTypa, My3HKa, BUKOHABChKE MHCTEILITBO, KyABTYPOTeHE3, XyAOKHIi 06pas.

ITocranoBka mpo6aemu. Kyasryporenes MoxxHa ysBu-
TH SIK OPIEHTALIIIO HA Ty YM iHIITy CUCTEMY I'PH, IO € 3aCaAHU-
YOO AASI BUKOHABCHKOI CHCTEMH. SIKIIO Ije aBTeHTHUYIHMIA Ty pT
$OABKAOPHOTO THITY, AO CKAAAY SIKOTO BXOASITh IPOeCciOHaAD-
Hi BUKOHABLH, BUITyCKHUKH KOHCEPBaTOpil, — TO Lj¢ OAMH THII
MY3UKYBaHHsI, OAUH THII MEAIaLlil i MOAAAPHOCTI My3HYHOTO
06pasy, 1o pOPMyeTHCS y MEKAX CbOTOAHILIHBOI KYABTYPH.
Sxino e GOABKAOPHHUIL IypT, 3ibpaHuit i3 BUKOHABLiB-aMa-
TOPIB, £Ki Bip MOYATKy 3aCBOIAM HAPOAHI TPAAUIII] BUKOHAHHS
i 51Ki IAyTD Ha $pecTHBaAl GOAPKAOPHOL My3HKH, — TO Iie iHma
ABTEHTIIKA BUKOHAHHSL. TaK, BUHHKA€ HOBHII CIIOCIO «TypHC-
THYHOI My3UKHU >, KOAH 3aXiAHI AOCAIAHUKH (OABKAOPY 3HAXO-
AATb Ha YepHiriBIMHi aMaTOpChKi Iy pTH, TPUBO3ATD iX Ha apT-
decruBani abo ClieHy TIpe3eHTallil OABKAOPHIUX PeaAill, AAIOTh
MOYKAUBICTb II006A4HITH BTpadeHi IHTOHAIil CIIiBY.

¥ TakoMy IpOTHCTOSIHHI IpodeciitHOl peKOHCTPYKITil
i aMaTOpChKOI TAMOMHHOI MEHTAABHOI T1aM SITi, aMHE3UCY iH-
TOHALJi, SIKi 30€perAncs], BUHUKA€E HAIIPy>KeHa MyTallisl CHC-
TeM BHKOHAHHSI SIK IIeBHA MaTPUILS KyAbTyporeHesy. ko
MPOCYHYTHUCS AAAI i nobauuTu aMaTOPCHKUH BUMIP LIbOTO
IIPOCTOPY, TO TYT PO3TOPTAOTHCS CKAAAHOIII IHTepITpeTalii,
KOAM aMaTOP CTa€ He MeHIN IpodeCilHIM, HiK TpodecioHaa,
SIKUI IPOMIIOB IIKOAY KOHCepBaTopii, i, Hapmaxu, mpodecio-
HaA Ay>Ke IIBUAKO CITYCKAEThCSI HA piBeHb aMaTopa, 60 ama-
TOPCTBO ITOEAHYETHCS 3 1IIKaBOXO ITAPAAUTMOIO CBSITA CiM AHIB
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Ha TYDKAEHB, IAPAAUTMOIO CBOOOAU 6e3 IpaBHA, BIABHUM iH-
TOHYBAHHSM TOIIO.

Ananis pocaipskens i my6aikaniii. KyasTyposoriani
IIPOOAEMI KyABTYPOTBOPEHHS AOCAIAXKYBAAU Y CBOIX po60-
tax M. Baxtin, @. Axxerimicon, O. Aerenpkusi, E. Mopes,
M. ®yxo [7; 2; 6; 8; 9] Ta in. MucrerrsozHasui BHMipH BUKO-
HAaBCBKOTO MUCTeTBA OyAr BusHadeHi B podorax O. 3iHbkeBr,
A.Kusnoscpkoi, O.Kosapenxa, tain. [3; 4; S]. Oanak mpo6ae-
Ma aHaAi3y KyAbTypOreHe3y BUKOHABChKOT'O MHCTELITBA B MY3H-
I1i IIje MaAO BUBYEHA.

Merta cTaTTi: BUSHAUNTH KYABTYPHI BUMipU €BOAIOLIiI BU-
KOHABCHKOTO MHCTEIITBA B My3HI}i XX CTOAITTS.

Buxaap ocHoBHOTO MarepiaAy. Ha BHIKOHABCBKy KyAb-
Typy B My3u1li XX CTOAITTS BIIAMHYB AOCBiA adppoaMepuKaH-
CPKMX BHKOHABIIiB, IIKOAX IiBHIYHOAMEPHKAHCHKOI KOMITO-
3UTOPCHKOI Ta BUKOHABCHKOI AISIAPHOCTI, SIKa Ha PiBHI AXKasy,
POKy, GAI03y CTPYKTYpYE a0COAIOTHO iHIIi 06pasHi KOHPIrypa-
1i1, SIKi MaIOTh HOBITHI O3HAKU BUKOHABYOI ALIABHOCTI B MY3HIIL.
SIxmro roBopuTH PO MpoeciiiHy BUKOHABCHKY ALSABHICTB, TO,
3BUYAFTHO, BOHA 4iTKO M€ CBIl apXiB — apT-Xayc, Ae 36epira-
€TbCS KAACHIHE BUKOHABCTBO. AISIAbHICTb CyJacHUX BUKOHAB-
1iB BIAKpHTA B Pi3Hi KOHTEKCTH KOMYHIKaTUBHUX IOITYASIIii
My3uKkH. L1i KoHTeKCTH GOPMYIOTHCS K CBOEPIAHI aAIO3il, TTO-
AICTHMAICTHKA, ITOAICIIEHI3M, A€ PEAAI3YIOTHCS MAPAAUTMU 3Ha-
KOBO-CHMBOAIYHOI CTPYKTYpHY My3UKYBaHHS, IO yTBOPIOE TOM
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KyAbryporenes BUKOHABCHKOT AisiAbHOCTI B My3uiii XX cTOAITTS

TAPAAMIMAABHMM CHHTE3, SIKHM IIEPEBOAUTD KYABTYpOIeHe3
BUKOHABCBKOI AISIABHOCTI B IIOCTMOAEPHHI IPOCTIP KYABTYPH.

OaHak, o6 BipifTH Bip Takoro HIXPOKOTO KOHTEKCTY
KyABTYpOTeHe3y B My3Hlli, 30KpeMa ¥ BUKOHaBCbKOMY MHCTe-
LITBi, MO>KHA 3a3HAYUTH ABI MaHipecTHi a60 poTecTHi popmy,
SIKi IAyTD 3HM3Y i 3BepXY. 3HH3y — L@ TPeIl-KyAbTypa 3 Ii aKkTy-
aaizariero 6pyTaABHOCTI HU30BOI KYABTYPH, SIKa ITAXKUBAIOE
PyxH, o $OPMYIOTHCS SIK aHTUCHUCTeMA. 3BepXy — Iie TAa-
MYP-KYABTYpa, IKa € CTHAI3aTOPCHKHM HAMPSMOM, 11O CTaE
BepXiBKOIO eAITAPHOCT, IIOB SI3aHOI 3 yTBOPEHHSIM [IeBHIX KiA
apT-CIOXKBa4yuB. Perjerntis raaMypy opieHTOBaHa Ha eraairta-
PpY3M eCTeTHIHUX BIIOAOOAHD BIpTYaAbHUX CYCIIIABCTB Ha Bip-
TYaABHUX MAaHAQHUMKAX Y COIMEPeskax Ta iHIMIX GopMax Cy-
YaHOI KOMYyHIKaIii.

e xoMyHiKaIlist He AVIIIe My3HYHa, a 1 CITIAKYBaHHA 3a iH-
TepecaMy, 3a CTHAbOBHMU BIIOAOOAHHSIMI, 32 06pa3oM CBi-
TY, IKHI YTBOPIOIOTD €AITH IIOCTMOAEPHOI KyAbTypH. [Aamyp-
KYABTYpa LIBHAKO BTPAYa€ KAACHYHUIT 06pas, Uil Hece B CO01
BHCOTY AyXOBHOCTI. Tak, rAaMyp i Tpemr-KyAbTypa CTaloTh BU-
MipaM# MacOBOI KyABTYPH, A€ MACOBICTb My3HKH IiepebyBae
y CTaail HepMaHeHTHUX TpaHC$OpMATTif, 3MiH. MapriHaaii my-
3UYHOI KyABTYPHY HAMararoThCs POCYHYTUCA B MEMHCTPUM,
ap’Ke MeMHCTPHM iCHYE y BUTASIAL TTeBHMX IMOITYAAIIiH, Ki dpop-
MYOTbCS SIK [IEBHUM HEYCTAA€HHI €TOC, KyAbTHBOBAaHUH y I10-
CTPaASHCDBKI CUCTeMi KYABTYPI, 30KpeMa, Y ALIABHOCTI My3H4-
HUX BUKOHABIIiB, XYAO>KHHKIB, AM3aHHEpiB TOIO.

Becp meft mpocTip MOXXHA 3a3HAYNTH SK CHMBOAITHII,
Mi¢OAOTIYHII, eKPaHHUH, KOMYHIKaTUBHHI, KOPITOPATUBHHU,
IIPOCTIP OCBITH, TPOCTIP BUXOBAHHsL, AA€ 3a IIUM BCiM CTOITh
crioci6 icHyBaHHA 1 OPMYBaHHSA MUTIIS, crocib oro TBOp-
4oi camopeaAi3arfii, IKui GaKTHIHO i € 3ac060M iAeHTHYIHOCTI
ATOAVHY 1 COLIyMY, 3aC000M IAHTHIHOCTI MUTLIS i KYABTYPHL
Baacwe, TuI iACHTHYHOCTI $OPMYE THIT KyABTYpOT€HEe3y TOTO
YM iHIIOTO KOPIIOPaTHBY, TOTO M IHIIOrO BUAY MUCTELITB, 30-
KpeMa My3HKU i BUKOHABCTBa.

KyapryporeHes abo cicTeMoreHe3 KyABTyPH IIOCTPAASH-
CBKOTO CyCITIAbCTBA He MOYKHA Ha3BaTH 3aKOHOMIPHHM, CHCTe-
MOTBOPUYHM, BiH € EKCIIPECHBHUM, BUOYXOBUM, aA€ Lje CUM6io3
PIi3HUX KpeaTMBHUX iHTEHIiM SK IOAITapaAMTMAABHHI CUHTES,
IO BiAOYBA€ETHCS LIASIXAMH perpecil, BIAXOAIB Ha3aa, alteAsIIii
AO TIPOTeCTHOI peaAbHOCTI HOHKOH$OopMi3my Tomo. Lle mpu-
3BOAUTD AO 3HHIIEHHSI MUCTEI[bKOI IKOAH, 2 IHKOAU M AO TTIO-
BHOI 1i BTPaTH, aA€ TAKOXX MA€ HACAIAKOM i AOKaAbHE OHOBA€EH-
Hsl, pereHepallilo TPaAMILIiH, 0 BUHUKAIOTh B pe3epBalliix,
B TUX AOKQABHHX I'PYITyBaHHSIX, SIKi CTAFOTh HOBITHIMM CaAOHa-
MH, MA€TKaMU KYAbTHBALIil HAlliIOHAABHOI KyABTYPH.

Tak, 3apopsxeHHs pok-kyabrypu B CPCP mos’si3yrots
3 AltabHicTIO pyn <« AxBapiym» B. Ipebenmmkosa, «Kino>
B. Ios1, «Bomai Bopomasicosa>» O. Cxpunku, «Mamuyau
yacy» A. MakapeBuda Ta iH. 3a miBCTOAITTS BiA6YAaC$I pa-
AUKAABHA eBOAIOLIISI XYAOXKHBOI'O 06pasy Ta BUKOHABCHKO-
IO MPOCTOPY IUX MeTadi3UYHUX 3acap MPOTECTHOI KYAb-
Typu. BuxoHaBchka AISABHICTD B My3HI $OPMYyETHCS
B PericTpi MOXKAMBOCTEH BiA 3HUILEHHS 260 caMoAikBiparil
rpymu («KiHo>» ) A0 KamepHHX peTpoiHcTansiit (ASAbHICTD
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Tpebenimukosa Ta Makapesiya) a60 cuM6i03y 3 KAACHIHIM
BUKOHABCTBOM (AeMapir HOII-TAAMYP-KiTIy Cxpuriku). Apxe,
Ha BiAMiHY 3aXiAHHX IPYTI, SIKi CTAaAH BX€ apT-XayCOM, B I10-
CTPaASHCHKOMY TIPOCTOPI Ije KeBpie€ MUCTeIbKHIT KyAbTYP-
HUH ITOTEHI[iaA.

Orxe, MPOTECTHI iMITepaTUBH i IPOTECTHI HACTaHO-
BH HOHKOQoMi3My, 1110 popMysasucs y 1960-1970-1i pokw,
He BIICYIOTHCSI B KOHTEKCT Iapapurmu pli (cxrapxm), SIKY
K. AeAp03 BU3HAYA€E SIK 6e3KOH<pAiKTHe NepeTiKaHHA OAHi€l
CTpyKTypu B innry. He BIMCYIOTbCS BOHH i B MOAGAD FeHeTHY-
HOT'O AATOPHUTMY, SIKUI CBIAYMTD IIPO aATOPUTMI3aLIit0 TBOPYO-
CTi, MOLIYKHX HOBOI PalliOHAABHOI TAPAAUTMH, HOBOT'O KYABTYP-
HOTO yHiBepCyMy, HOBOI pHpoaHocTi Toio. KomyHikarushi
TPaHHMII My3UIHOTO IIPOCTOPY BAOCKOHAAIOIOTD IPOCTIp iCHY-
BaHHS AFOAUHY Ha MeXXi KYABTYpH Ta 6e3KkyAsTypHOCTI. ITepiop,
IPOTECTHUX PYXiB 3aKiHIMBCSI, aAXKe TPobAEMA 3A4, arpecil,
JKOPCTOKOCTI IOCTIFHO IIPHCYTHSI B 0OrOBOPEHHSIX TBOPIB MO-
AOAMX MUTIIIB.

Tak, Ha 3axoai — 1ie pisHi Bapiarii perry, ae Maibie 90 %
BUKOHABIIIB € aMaTOPaMU 3 Ay>Ke 3BY>KEHHM iHCTPYMEHTaAb-
HUM AlaIla30HOM, aA’Ke HapiAeHI PP OAHNMU 3aiOHOCTSIMI
inToHyBarw. Li MuTLi 6yKBaABHO 3pHBAIOTH IrPOBHIL IIPOCTIP
L0y CBOIMM IMITPOBI3AL{isIMH, Y TBOPIOOTH 0OpasHi KoHIrypa-
1, IKi AETKO Ha3BaTH KPEaTUBOM, AA€ HifIKOF0 KPEaTHBHICTIO
BOHU He BUPI3H0ThCsL. JoMy? Bo HecyTb B cobi KaTeropii 3aa,
arpecii, JXOPCTOKOCTI, SIKi KyABTHMBYFOTbCSI, CTalOTb ITeBHIMH
€CTeTUYHMUMU MapKepaMu, sIKi MU CIIPUIMAEMO SIK CBOEPIAHY
BilHY CBITiB, KOHQAIKT OHTOAOTI, €CTETUKY HEYCTaACHOT'O BU-
koHaBcTBa. QaKTHIHO KOHPAIKT OHTOAOTII BUKOHABCTBA BCe
6iabie i Giabime 3CYBA€THCA B IIPOCTIP aMaTOPCHKOTO MHCTeLl-
TBa KAMEPHHUX TPy, IIJ0 BTPAYalOTh CBOIO TPAAUILIMHY Gopmy
MHCTELbKHX IPYITyBaHb.

3BHYaNHO, iCHYIOTh CUMQOHIUHI Ta iHIN BHCTaBH,
IO HeCyThb B OO TPAAHULIiFO (Ha 3axoai ix 6araro, y HacC MeH-
1IIe), aA€ TPEII-KYABTYPA CTA€ THM 3araAbHHM TAOM, Ha OCHO-
Bi SIKOTO POPMYIOTBCSI YIIOAOOAHHSI BUKOHABCHKIX CTPATETIIL.
Tak, onepa cTae OAHUM i3 HANIIKABIIIX TOAITOHIB Cy4acHO-
IO IIOCTMOAEPHOTO clieHi3My. CydacHy onepy MOXXYTb IpaTH
Ha BOK3aAl, sIK Ile OyAo y Bipi, Ha AaHAITadTi, y HeTpauLiii-
HIX PeKpearfisx, AeCb Ha CMITHHKY. Tako) IIOYMHAIOTb IIepe-
IIMCYBATH 3MICTOBHIIT KAPKAC ONEPHIUX AIOPETO B a6COAIOTHO
HeapekBaTHI popmi. Bee e cBipumTD IpO Te, mo AeMapxariist
MDK AOOPOM i 3A0M PO3MUBAETBCSL. AOCUTD FOCTPO [OCTAE ITH-
TAHHSI: IO TaKe 3A0 B MuCTelTBi? YoMy BOHO € IprBaOAMBIAM?

VTiM, KyABTypOreHe3 BUKOHABCHKOI ALIABHOCTI 36epi-
Ta€ThCA B paMKaxX iHepIil TpaAuLil, IO He BTpaTHAA HIKOAY
i MiITHY $OPMYy METOAVMK BUXOBAHHS BUKOHABIS, i B KOHTEK-
CTi XIDKAITPKOTO BHPKMBAHHS IIOTPAIASIE 3apa3 Ha TepPeH IICeB-
AOKOHKYPEHII i BTPaTH IMATPUMKH KYABTYPH CyCITIAbBCTBOM.
e crocyerbes 11 TeaTpy, i My3HYHIX aHCAMOAIB, XOYa CTaHO-
BHIIIE Luoy—6i3Hecy imMacoBa KyabTypu Kpamii. I Ipore kyasrypa
KAACHYHA CTAa€ apT-XayCOM, apXiBOM B TAPHOMY CMHUCAI IIbOTO
CAOBA, TOTpelye peKyAbTHBALLil, pereHeparyil i AepXXaBHOI IIpo-
IPaMHOI MATPUMKH. SIxio nporo He BiA6YBa€TbC5I, TO BHUKO-
HaBCbKa MalICTEPHICTD Pi3KO ACTPAAYE.
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IIMupoke TAO KyABTYPOLIEHTPUIHHX ITAPAAUTM, MOAE-
A€l COLIIOKYABTYPHHUX BIAHOCHH IPOEKTYETHCS B IIPOCTIp,
SAKHMI MOXXKHA 3a3HAYHTH SIK IIEPEXiA Bip TOTAAITapU3My AO I1O-
crroTasitapusmy. QaKTHYHO, IOCTTOTAAITAPHUIT IPOCTIp
SK peHOMeH KYABTYpPOTBOPYOCTi Ie He € CGOPMOBaHUM
B IIOCTPAASHCHKHX PEAALSX KYABTYPOTBOPEHHS, TOMY TpPell-
KyABTYpPa TYT iCHy€ iMIAIIIUTHO, AK 3acapa OPMOTBOPIHX
IHTeHIi}, aAKe TOCTPO CTOITH IPOOAEMA CAKPAABHOTO MHC-
TEITBA, AeBAABBAIIil CBATHHD. CBATICTb AFOACBKOTO iCHYBaH-
Hsl 1 mpobAeMa aHTHrepost, TpobAeMa KapHABAABHOTI'O YaCy,
Ae aHTUTepOM Ha IIeBHMI JaC CTa€ CHCTeMOTBOPYMM eTlilleH-
TPOM i A€KIAbKA POKIB I'Pa€ POAb Ieposi, a BCi AIOAH CTAIOTh
3aKAAQAHUKAMH MO0 IpH — Ile XapaKTepHa PHCa AAS IIO-
CTPaASHCHKMX KpalH.
M. Baxrin 3ayBaxkye 03HaKH I'POTECKHOTO peaAismy
SIK CHHOHTaHHICTb EAHAHHS Bepxy i Hu3y. He MoxHa HeckiH-
YeHHO AMBMTHCS Ha €KPaH i He CTaTH YaCTKOIO 1IbOTO eKpaHa,
SIK He MOYKHA XOAUTH AO LIePKBH i He CTaTH JaCTKOIO IIPOCTO-
PY CaKpaAbHOTO IMPOCTOPY Xpamy. Mu moTpamnasieMo B cu-
TYAL0 CY4aCHOTO PHUTYaAY, A€ arpecisy, abo «Tiao 6e3 op-
rasis», 3a A. ApTo, a00 Te, I[0 MOXKHA Ha3BaTH — TeaTp
SKOPCTOKOCTI BxKe 6e3 IHTeAIreHTCHKUX aAI031i1 BapiloI0Th-
Cs B HOBITHIX IOITYASIL[iSIX TPEII-TAAMYPHOI €CTE€THKH I10-
ncy. IcHyI0Th HOBITHI IPUKAAAM, SKi MOXKHA Ha3BaTH KaTa-
KOMOHOIO KYABTYPOIO 260 KPHIITOKYABTYPOIO. Y BCAKOMY
BUIIAAKY, 1151 CBOEPIAHA PEAABHICTD PO3YMHAETHCS B IPOCTO-
PiMy3HKyBaHHA 3i BCiMa il aTpaKTOpaMH, CI0O)KETaMH i AKICTIO-
3HIILSIMM, HAMAaraHHSAM aAANITYyBaTH BIIAMBY Mac-MeAia i mepe-
TBOPUTH IX Ha CBOEPIAHHI aTPaKITiOH. Apxe SKIIIO aTpaxili-
OH y Tearpi a60 B MacoBOMy IIPOCTOPI TOTAAITAPHMX KPaiH
OyB AOMIHAHTHVIM €AEMEHTOM, TO 3apa3 BiH IIepeTBOPHUBCS
Ha aTPaKTOp — 30HY rapMOHi3allii estesis B XaOCOTeHHOMY
IIPOCTOPI CEPEAOBHILA, A€ AFOAUHA AUIIIE HAMATAETHCSI Oy TH
TaPMOHIMHOIO i Mpi€ OTPUMAaTH peKpealiMHun MpOCTip.
ITe BAaeThCs i He BAAeThCs. B oMy i moasirae Bcst ckaaa-
HICTb THX IPOIIECiB, IKi YOPMYIOTHCS K KyABTYPOTeHe3, EA-
HICTb OHTOAOTTYHUX IIPEAUKALIIN BUKOHABChKHX i MEAIAaTHB-
HUX, KOMYHIKaTUBHUX PeaAill MUCTELTBA, 30KPeMa My3HKH.
Orxe TBOPUICTb Ad€ 3MOT'Y iHT€pIIPETaTUBHOTIO Iii-
AiCHOTO GadyeHHs peKpearifiHol MePCIIEKTHBH, A€ B TBOPIit
ALSAPHOCTI iCHYIOTh 30HH CIIOKOIO, peKpearil, o € HiOU-
TO HE3aAeXHUMH Bip BUKOHABCTBA, Bi KYABTYPH i Bip 4acy.
151 peaabHicTh HabyAa BUSHAYEHHS B KAACHIHOMY KiHEMATO-
rpa¢i Cepris EfisenmTeiHa 03HaK BEpTUKAABHOTO MOHTAXXY
SIK <aTPAKIFOH>, 3TOAOM AsK. BiAAOK BU3HAYaE il K «aTpak-
TOp>» — 30HY rapMOHil, pexpeallii, Aé AIOAUHA IIOBHICTIO
BiAdyBa€ cebe rapMOHIMHOI0, CAMOAOCTATHBOIO. Y IIPOCTOPi
aTpaKIlil AFOAMHA Ha IIeBHMI 9aC YTBOPIOE €CTeTUIHHUH IIPO-
CTip CaMO3AiMCHEHHS, TBOPYOCTI K KPEAaTUBHOTO BUMIpY,
IO ITOPOAJKYE iHIIY, €CTETUYHY, XYAOXKHIO IIiAICHICTb, Te,
1[0 MO>KHA 3a3HAYMTH AK HAAINIHHICTD QYHKIIIOHYBaHHS Xy-
AOXKHBOTO 06pasy.
BaxxauBo rosopuTu mpo 6iapm ranboxi, dpynaa-
MEHTAaAbHI MeXaHi3MH, sIKi MOKHa 3a3HAYUTHU SIK MeTaMO-
BY My3HKH 460 METaHAPATUBY — 3MiCTOBHI, OITOBIAAABHI,
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IO IIPOTHCTOSTH OYAb-SIKOMY HACHABCTBY, arpecil Ta rao6aai-
3alyil B IOCTTOTAAITApPHOMY IIPOCTOPi IOCTPAAAHCHKHMX KPaiH.
SIKio repoi perry A6MOHCTPYIOTD IPUCTPACTD AO CBOHO-
AHL, sIKa He € MOXAMBOIO, CTAIOTh YAIOOAEHOI0 Giryporo mpo-
TECTHHX iHTOHAIi, Ae «06iAnit adpoaMepHKaHerh> 3 HOTo
YTHCKaMH, MOTO MAIAPHUM iCHYBaHHAM BIAKPHBA€ MAQHIAY
YOPHOTO peITy SIK EAUHY MOXXAMBICTb aPTUKYASIIil CBOIX IO-
JyTTiB i AYMOK, TO ITe BXKe CUMyASTHBHUI TpoTecT. Le 5K crio-
Ci6 ITOBepHYTHCS B AAA€KE MHIHYAE, 110 CBIAIUTb: YTBOPIOETHCSI
PeTpOapXai3yro4Ynil TUII KyABTYPH XiIl-XOIL.

Kyabrypa xin-xon cdpopMyBaracst Ha 3aX0Ai SIK TaHIO-
BAaAbHHMI, BUAOBHUIIIHO-PO3BAXKAABHHUI AOCBIA, IKMM CTHPAE
CTePEOTHITH, CTBOPIOE HOBUH THII iACHTHIHOCTI. AToAMHa-
MeaiaTop, sIKa MOYMHAE XXUTU B MeXaX KYAbTYPH Xill-XOIIy,
aB 110 cdepy BIATYETCS CYYacHa onepa, 6aser i HaBiTh cydac-
Ha KOMIIO3UTOPChKA TBOPYICTh, 3BHKAE, 110 BCE TIePETBOPIO-
eTbcsi Ha oY, BrHunkae HOBHIT 06pa3 My3HYHOTO SKUTTSL, $op-
MYIOTbCS HOBi IIpiopuTeTH i peaaii BukoHascTBa. He MoxxHa
CKa3aTH, [0 MyABTHMEA]A € TAaHIBHUM iIHCTPYMEHTOM XiIl-XOITy,
3aBXKAH iCHy€ 3aIUT Ha apT-Xayc, Ha Te, LIO [IOB S3Y€ 3 YTPH-
MaHHSIM TPAAULIHOIL, KAACHYHOI KYABTYPH, 30epesKeHHsIM
KAACHYHOTO ITOTEHITiaAy. AAXKe KAACHKA — 3aBXXAU Ha MeXi
TOTO, I[O MU 3BEMO KYABTypOreHe3 abo CHCTeMOreHe3 —
YTBOpEHHs HOBUX CIIOHYK, HOBUX peaAiil KyAbTypOTBOPYOC-
Ti. OAHaK He MOXXKHA CKa3aTH, IO BOHH € FAPMOHIMHUMH.

SIximo B paHHBOMY XiII-XOTIi MaHIITyASITii AiAXKes 3 TIpo-
rpaBayeM iCHyBaAH IepeBXHO Y GpOpMi TEXHITHO-My3HIHIX
IHCTaASAIIiM, TO eIl IBUAKO €BOAIOLIIOHYBAB i IePeTBOPHUBCS
Ha CKAQAHI MIKCH 3ByJaHHS 3 BUKOPUCTAHHSIM CEMIIAIHI'Y, 6a-
raTOKaHAAbHOT'O HAKAAAAHHS PETiCTPiB Ha KOMH’IOTepi B131110%0:6
PPO3BHHYTHX TexHik MikCyBaHHsL. I IpocyHyTi, a60 aBaHrapAHi,
BIKXe B HETATHBHOMY CEHC, CHCTEMH MIKC, 3 OAHOTO OOKY, CTa-
IOTh TEXHOAOTIYHMMH i MACOBHMH PeaAisMH IIPOTECTHOI KyAb-
TYPH, 3 iHIIOIO — CBIAYATh MPO T, IO MOAOAD 3Mara€ThCs
31 3A0M, OIIOHYE GyAB-SIKOMY HaCHAbCTBY. Tak un iHakIie, era-
TA>KHMI CTUAD i HATYPaAi30BaHUI €KCTa3 Ha CLieHi 3arepevye
HACHABCTBO, KYABTUBYE CIieLjudiuni ecreTrani popm cBOOOAU
BIA, 6YAI)-$[KI/IX HOPM HEPEeryAbOBaHOI eKCIPECil.

BucnoBxu. Bunnkae nesHuit cruaisoBanmit popmar
MY3UKYBaHHS, A€ iCHYIOTb IT€BHi 30HH aTPaKTOPiB, sKi Opi-
€HTOBAHI Ha eAiTHY ayAuTOpito. MOXXHa AHIIIEe CTBEPAKYBa-
TH, IIJ0 KYABTYPOT€He3 Cy4acHOI BUKOHABChKOI ALSIABHOC-
Ti — Ile CCTeMOreHe3 Pi3HUX KyAbTYPHHX ITPAKTHK y CTa-
Ail TA60KOTO OHTOAOTIYHOTO KOHQAIKTY, acUMIAAITi pisHuX
kpaitHomis. Tak, 6amTy i mipzemMears MY3HYHOI KyABTYPH
MTOEAHYIOTDCS, @ IIPOMDKHE TIiAO CTA€ IIOPOXKHBOIO GOPMOIO,
SIKa 3aTIOBHIOETHCS HOBHMH aTpaKTopamMy. Bunukae Toi me-
TaKyABTYPHHM IIAQHETAPHHI MPOEKT iACHTUYHOCTI IIPOTECT-
HHX i TICEBAOIIPOTECTHHX, KOMPOPMHHUX i HOHKOMOOPMHHUX
PYXiB, 06pasiB, sIki yTBOPIOIOTHCS 3apAAU KYABTHBALLiI KYAb-
TYPHOI ITiAICHOCTI Cy4acHOI AIOAMHU. AepilluT rymaHismy,
HeE CIIPaB)XHIN I'yMaHi3M SIK IICeBAOAEMOKPATH3M, AAKOBaHA
TAAMypPHA PEaABHICTb, SIK i, HABIIAKY, 3HIDKEHA OpyTaAbHA Ali-
CHIiCTb — Ife Ti KPAHOL, SIKi POOASITS My3HUHY KYABTYPY BiA-
KPHUTOIO AO GYAb-SIKUX TPaHCPOPMALIiil.
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KyapTyporenes BUKOHaBCbKOI MaFCTEPHOCTI € OH-
TOAOTIYHUM ITPEAUKATOM MY3HYIHOI pedAeKcii, mo icaye
11 iCHyBaTHMe HaAaAl B PI3HMX KPAaNHOIIAX i pi3HUX KOH-
TEKCTaX, aAKe A€ MOXKAMBICTD BUOOPY, IPOTECTY, BUXOAY
3a MeXi IIOCTTOTAAITAPHOTO i TOCTPAASHCHKOTO POCTOPY,
MO>XAMBICTb CTBOPEHHS FapMOHINHOI PeaAbHOCTI. Ti Mmosxma

IIOB'SI3yBATH 3 ETHOKYABTYPHIMH, HalliOHAABHIMH TUIIAMH
KYABTYPOTBOPYOCTI, 3 IEBHUMHU pe3epBallisiMH, K Iie BiA-
OyAOCh, 30KpeMa, B KOHTEKCTi My3eedikallil eTHOKYABTYp-
Horo 6ymy Ha 3axoai, 200 5k 3 aBaHTAPAHUM, IIOCTMOAEP-
HUM IIPOCTOPOM TpaHcopMariii MysuyHOi MaTepii HOBO-
BiA€HCBHKOI IITKOAH.
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Cultural Genesis of Concert Performance in the Twentieth-Century Music

Abstract. Cultural genesis in music is linked to the various systems of actualization of the musical phenomenon—a stylistic, genre
resource of music in unity with the natural dimensions of sound production, with the movement of musical time. Performing ac-
tivity is structured both vertically and horizontally. Horizontally, it is assimilation of ethno-cultural, amateur, stylistic, genre, mul-
ticultural, multicultural, metaartistic, hermetic artistic codes, techniques, and systems of interpretation. Vertically, in the terms ofJ.
Deleuze, it is elaboration of form creation, the unity of individual and the world, unity with the absolute, which is system- and struc-
ture-creating. Thus, the mechanism of a person’s vertical independence in the world is a guarantor of their ability to find an inten-
sive metric of musical matter alongside all other possibilities—mixes, configurations of composition in music. Music perseveres
despite all the innovations of psychedelism and all the transformations of melos and folklore occurring during the 20th century.

Keywords: culture, music, performing arts, cultural genesis, artistic image.
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Ecrernka yncTol HeraTuBHOCTI
Crarra Tepia. MeToAOAOrIYHI 3acaAr PO3YMIHHS

(l)eHOMeHy €CTeTUKU HeraTUBHOCTI

Aesthetics of Pure Negativity
Article One. Methodological Principles
of Understanding The Phenomenon
of Aesthetics of Negativity

Amnoranis. CeMaHTHKA Cy4aCHOTO YaCOINPOCTOPY, B IKOMY OIMHUAOCS AIOACTBO, He YCBIAOMAEHA aAeKBAaTHO TPaHCOpMALIisIM,
SKI BiA6yBaIOTbC5[ B Hii i3 CyTHiCTIO ATOAMHU. [HBA3isg NOXiAHMX pedAeKCiil TEOPEeTUYHUX AOCAIAKEHD CIPUYMHEHA HeXTYBaHHAM
3MiCTy $pyHAAMEHTAABHOI OCHOBH Ta pyHAAMEHTAABHHX CyIIepedHOCTeH iCTOpil, SIKi IIepeTBOPHAKCS Ha HOMCTY 3a irHOpyBaHHS iX.
OGyMomeHa IIMMU IPUYMHAME AETPAAQLTiS i PO3I1as THOCEOAOTTIHOTO KAPKACY TEOPETUYHOIO Mi3HAHHS HiBeAIO€ epeKTUBHICTD Te-
OpEeTUYHHUX peAEKCil, apXKe YACTKOBOCTI MOXKHA BUBYATH Yepe3 IliAe, aAe ITiAe He MOXKHA PO3YMITH 32 YaCTKOBOCTSAMH. AAe i JacT-
KOBOCTI AGCTPYKTYHOBaHi, OCKiAbKH KaTeropii mi3HaHHS MepioAy IOCTMOAEPHY AGOHTOAOTI30BaHi i AGKOHCTPYHOBaHi TaK, fK Iie
onucysas JK. Aeppiaa. Ha BiamiHy Bip yHiBepcaAbHUX KaTeropiii KAQCHYHOTO Iepioay, sKi, 6yAy1m €AMHOIO CHCTEMOIO, BUCTYTIa-
AV TIAPHHMH, Ta PO3PHBY L€l MAPHOCT] y HEKAACHYHIIT AOOI, ITOCTKAACHKA CYIIPOBOAXKYETHCSI PO3IIAAOM KOXKHOI 3 HUX. 3a TaKHX
YMOB BiAGyBaeTbcs XOPCTKa TpaHcdysis HasBHUX GopM 6YTTS B HeraTHBHY ceManTHKy. [IpH cBoiit HeoueBHAHOCTI (Hepo3yMiHHi),
1151 TPaHCY3is XKOPCTOKO BiAdyBAETHCS HA YCiX PiBHAX corfiaabHuX cTpyKTYyp. [lopanene cepue i posry6AeHa CBIAOMICTB aTOMIi30-
BAHHX, CTOMAEHUX Bip cebe i Bip IHIINX IHAMBIAIB He 3HAXOASTB CO6I BTiXy y BUKPHBAEHIN CUCTeMi CYCIIIABHUX iIHTEPECiB, A 3araAb-
HO3Ha4yIlje Ta IHAMBIAyaABHO 3HayIIe IIepe0yBaloTh Y BiAHOIIEHHI aHTUHOMIM. 3a TAKKX YMOB BiAOYBAa€ThCsI AHITIASIISI pO3BUTKY
i mepeMileHHs CyTHiCHUX PUC AIOAMHH y Crielji$ivHUE IPOCTip HeraTHBHOI ecTeTuKH. Le ecTeTrKa miAMiHM >KMUTTEBUX CEHCIB CeH-
camu nosbasaerocmi, siky IleAAiHr BBaXKaB BUSHAYAABHOIO yMOBOIO (peHOMeHY IIOTBOPHOTO. Y CTATTi 3aIIpOIIOHOBAHO Bi3il0 MeTO-
AOAOTIYHHMX 3aCaA PO3yMiHHS peHOMEeHY eCTeTHKU HeTraTUBHOCTI.

Katouosi cro6a: ecTeTHKa HEraTUBHOCTI, BHY TPillHs GpOpMa, 30BHIIIHA GOpMa, OCHOBA, Mipa AIOAMHH, IIepeTBOPeHi $opMH, TpaHC-

dysis popm.

IMocranoBka mpo6aemu. He OyBae rpamorHOI
[PaKTHKK PO3B’A3aHHS THX UM {HIINX CyIepeyHOCTel
6e3 rpaMoTHOI Teopii. 3 BEAUKUM 3yXBaAbCTBOM i 3He-
Barolo CITFICABIIN 'HOCEOAOTIYHI BUCHOBKH KAACUKH, Ha-
4e6TO TUCAUOAITTSI TEOPETUIHOI XOAU AIOACTBA HE MAIOTh
HISIKOTO CEHCY i CAaMOBII€BHEHO IOYMHAIOYH «3 HYASI>»
(o AificHO AOPIBHIOETBCS HYAIO 32 TAKHX YMOB), Cydac-
Ha Teopif «3AMXaAacsa>» i PyHAAMEHTAABHOCTI, mepecTasa
BIAIIOBiAQTH BAACHOMY MOHATTIO. Lleit mportec BiAGYBaBCﬂ
i BiA6yBa€TbCH MiA FaCAOM CaMOIIIHHOCTI cy6’eKTHBHOCTi.
Ocb TiAbKE BIAPHB Cy0'€KTHBHOCTI Bip 00’ €KTHBHOCTI I10-
POAKYE CYO’eKTHBI3M, SIKHIL € IEPEKPUBACHOI GOPMOIO
Cy6’eKTHBHOCTI, BOAIOHTAPU3MOM HEBIrAACTBA, YaCTO

XyAOXKHS KyAbTYpa. AKTyaAbHi npoGACMM. Bum. 19.4.2.2023
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BOMOBHUYOTO. Takuil BOAIOHTApU3M CIIMPAETHCS Ha arpe-
CHBHE 3allepeyeHHs, Ha erOiCTUYHEe ITParHeHHs AO 33aA0-
BOAEHHSI ApiOHNMX i yacTo aHTHAIOASHYX HOTPeb. Le 0co6-
AMBa pOpMa HeaAeKBATHOCTI iHAVIBIAyaABHUX ITOTPe6 PiBHIO
Ta BUMOTaM ICTOPUYHUX IIOTPeb AIOAMHY — AIOAVHH, SIKQ
BOIOE 3 cob010. Te, Mo BoHa I1bOTO HE YCBIAOMAIOE, HE 3BiAb-
HSIE 11 BiA BIAIIOBIAQABHOCTI 32 BAACHE YKMTTS Ta XKUTTS Mari-
6yTHix nokoAinb. HaficTpammnime, mo came B mpoteci ro-
HHTBH 32 3A0BOAEHHSIM [IepeKPUBACHHX IIOTPeO, BOHA
3HUIyE€ YMOBU He AUIIE BAACHOTO PO3BUTKY, a I CAMOIO
icayBaHH:. EcTeTHKa HeraTUBHOCTI € pe3yAbTaTOM, IPO-
CTOPOM i CAMOBIAIYTTSIM CYJacHUKA. Y 3B’I13KY 3 Lj1IM BHHH-
Kae HeOOXiAHICTD pO3KOAYBaTH $pyHAAMEHTAAbHI iHBepCil,
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TPaHCTpecil Ta BUPOAIKEHI ITeTAI B AOTiIi M AMIHH €CTeTUKHU
PO3BUTKY B €CTETUKY HeTraTUBHOCTI.

AHaAi3 ocTaHHIX AOCAipKeHDb i my6GAikamii.
ITocranoBKa IpobAeMU eCTeTHKU HEeraTUBHOCTI € aBTOP-
CHKOIO i MOXKHA CTBEPAXKYBATH, IJO TEMA HE € AOCAIAXKe-
HO0. MipKyBaHHS aBTOpa 0a3yI0ThCs He AUIIIe HA HAMAraH-
Hi OCMHCAHUTH METOAOAOTIYHI 3aCaAM KPU3U CYJacHOI Pi-
Aocodii, are 11 Ha y3araAbHeHHI IIOTY>KHOTO KOAA Cy4aCcHOL
CBITOBOI AiTE€PaTypH, 30KpeMa I0e3il, AOCAIAKEHHIO SAKHUX
IPHUAIASIETBCS yBara POTSIOM 6ararbox pokiB. Ao IUX ra-
Ay3ell XyAOXKHBOTO BiAOOPaKeHHS Cy4aCHOCTI AOAAETHCS
1 cydacHe BisyaAbHe MucTenTBO. OCKiABKM Yy TAKOMY pasi
HAETHCS IIPO IOABIHHY peAeKCiIo, CKAACTH CITUCOK AXKepeA
He BUAAETHCS MOXKAUBUM.

Yepes Te, o ecTeTHKA HETATHBHOCTI He € IPUPOAHUM
CTaHOM AIOAUHH, BOHA IIOTpebye yBary, pedaekcii i cydac-
HOTI'O TAHAEMY IICHXOAOT1i Ta IICUXiaTpii, 0co0AUBO Y AOCAI-
AXeHHI ¢peHOMeHy HapIIHCU3MY, apA)kKe caMe Y HapLUCH3Mi
TOCTPO CIOCTEPIra€ThCs HaMaraHHs 3aIlIOBHUTH iIHAMBIAY-
AABHY [IOPOXKHEUY CHMYASLI€I0 eMOLliil Ta iXHiX 06pasis.
Bipomum pocaipamKOM 1bOoTO HampsiMy € mpodecop Cem
Bakuin.

HeobxiaHO PO3Pi3HATH HEraTHBHY €CTETHUKY Bip ecre-
TUKH HeTraTUBHOCTI. B KOHIleNITyaAbHOMY CeHCi HeraTuBHa
ecTeTHKa (xoqa M AOBOAI AHCKyciﬁHO) OB 513aHa 3 IMeHeM
Teopopa AaopHo [1] i BuBeaeHa 3 ioro KoHuenuii Hera-
TUBHOI AlaaexTrky. Heo6XiAHO 0Apa3y BUSHAYHTH BiAMiH-
HICTb HEraTUBHOI €CTETUKHU Bip €CTEeTHUKU HEraTUBHOCTI.
HerarusHa ecretrika ApOpHO 6a3yBasacst Ha po3ipBaHHi
CyTepeYHOCTi (;{K TOTOXXHOCTI HpOTI/IA&)KHOCTEfI) Ha ca-
MOCTINHI IPOTHAEXHOCTI (ue TaKOX y AyCi HEKAACUIHOL
¢$irocodii, mo Hamarasacs COHpPATHUCS Ha PO3PUB MAPHOC-
Ti KaTeropiﬁ). IlpeacTaBaena y 1iit CTATTi Bi3is ecTeTHUKHU
HeraTMBHOCTi BUBOAUTb OCTAaHHIO 3 TAKUX B3AEMOTPAHC-
dopMalift cyrepevHOCTeH, SIKi CYIIPOBOAXKYIOTbCS BiAdy-
JKeHOI0 MeTadi3KOIO B3AEMOBIIAMBY Ta B3aEMOPYMHAIIIEI0
BHYTPIlIHbOI Ta 30BHIIIHbOI POPM AOTIYHOIO Ta YyTTEBO-
ro. BusHayaAbHMM AQHIJIOTOM TaKOTO B3aEMOBUKPUBACHHS
BHYTPIIIHbOI Ta 30BHIMIHBbOI POPM ITOCTAE MOPYIIEHA AOTi-
Ka ixHiX B3aeMooIocepeAKyBaHb. CBOEIO 4eproio, Iisl AOTiKa
06YMOBAIOETHCSI AYyaAICTHYHOO PO3ipBaHICTIO OCHOBH CTa-
HOBAEHHA 1CTOPII KAAQCMYHOTO IIepioay.

YHacAipOK Takoro po3puBy ¢peHOMeH HeraTHuBHOI
@CTeTHKHU CYIPOBOAXYBAB yBeCh iCTOPUYHMI Ipoliec
SIK 'y peaAbHOMY JKMTTI, Tak i B $OpMax CyCIiAbHOI CBipO-
MOCTi, MHCTeIITBa 30KpeMa. BepumiHoio ocMucAeHHS He-
TaTUBHOI €CTeTUKU MOXKHA BBaXXaTH «EcreTnky morsop-
Horo» K. Posenkpanna [2], sxuil BUBiB yHAAMEHTAABHY
AOTIKY CXOAXKeHHsI / perpecii TOTBOPHOTO.

Y Me)KaX MOCTKAACHKH TaK M iHaKIIe ONUCYyBaHHA e-
HOMeHY eCTeTHKH HeTaTUBHOCTI MOXKHA ITOMITUTH B Pi3HUX
TEKCTaX, X04a AaBTOPU He IPUAIASIOTH OMY HAA€XKHOI yBaru
SIK CAaMOCTIMHOMY siBHINY. Haft6iAbII ICKpaBO OMICAAY CTAH
€CTeTHKH HeraTHBHOCTi PpaHITy3bKi eK3UCTeHIiaAicTH, 0co-
6aunBo JK.-T1. Captp y pomani «3pianii Bik>» [3], E. Yopan
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y pari «Criokyca iciysatu» [4], a Takox K. Hotixa B p0-
caipxenni «I1licTb XBopob cyuacHoro ayxy> [S].

Ocobause Miclje B Cy4acHil Teopil eCTETUIHOTO MOCi-
aazorp yci kaurn O. BoceHka, a B KOHTEKCTi peHOMeHY ec-
TeTUKU HETaTUBHOCTI MOXXHA Ha3BaTU MOTO AOCAIAKEHHS
«ITpo inme. Cumyasuis npocropis Kkyasrypu> [6].

Iaei ecTeTHKM HEraTUBHOCTI OKpeCAeHi aBTOPOM ITi€l
crarTi B po3pial «Dopmariii Ta Aoepopmanii OCHOBU >, KU
BKAIOUEHHH APYTUM PO3AIAOM AO TTepeKaapy «Ecreruku mo-
TBOpHOTrO>» Kapaa Posenkpanria [7].

MeToOr0 CTATTi € BUBEAEHHS METOAOAOTIUHMX 3aCaA
AASI pO3YMiHHA KaTeTOpilHOTO0, peHOMEHOAOTIIHOTO Ta CO-
I1i0iCTOPUYHOTO KOAY peHOMEHY eCTeTUKH HeraTUBHOCTI.

Buxaaa ocHOBHOTO MaTepiaay. ITapmenip cTBep-
A’KYBaB, III0 He MO>KHA ITi3HaBaTH HeOYTTs. Bin momMuauscsL.
Slkijo HebyTTS icHYE, i, SIK Bee iCHYIOUe, Ma€ CBiil Y0COmpoc-
Tip. BusBuaocs, MoxkHa i mepecyBaTucs B HOTO YaCOIPOCTip.
Yac yrBopuB i ociB y KpuBaBift cybcTaHIii Tpareaii icTopi,
sika HaOyBae cmilikoi Ge3nepepeHOC HEMONCAUBOCHIE AASI ATO-
AVIHH 3AIFICHIOBATHCS Y 3HEAIOAHEHOMY CBiTi. I BoHa Bupi-
IIHAQ IPUCTOCYBATHUCS AO TaKOI SKOCTi. A IIPHCTOCYBaTUCS
MO>KHA AUMIIIe OAHUM CIIOCO60M ... PacTiHbsk YKAQB CBii BU-
MYIIEHHI AOTOBIp, i arpeHeBa IMKipa CTPiMKO 3BYKy€ETbCS.
3aAMIIAETHCS OAHE 3 ABOX: IIOBHA BTPATA I10-AIOACHKH OMPi-
SIHOTO 260 PO3pUB AOrOBOPY. PacTiHbsIKY pO3pHB AOTOBOPY
He € AOCTYIHUM. AAe AIOACTBY BiH AOCTYTIHHI. K110 BOHO
HabepeTbCst My>XHOCTI.

BusHavuaABHMIT YMHHUK, SKUIl 0OYMOBUB Cy4acHY
MPipBy iCTOPIi, IIOASITAa€ B TOMY, IO iICTOPUYIHHUI PO3CYA
CITacyBaB IepeA CXOAKEHHSIM AO iCTOPUYHOTO pO3yMy —
AO PO3yMiHHS BKpall CKAAAHUX, aAe i BKpa HeobOXipAHUX
$yHAAMEHTAABHUX 3aCaA MOXXAUBOCTI iCTOPHYHOTO PO3-
BUTKY. PeTporpascTBo B 4acTKOBOCTI, OyA€HHE XUTPYBaH-
HsI, AETPAAQLILSL TOTPeD, CHMYASILIist HOPM, 3MepPTBiAa OanAy-
KiCTh, PO3MiH XXMTTEBUX CEHCIB, perapallis CHHT yAIPHOCTI,
CHUMYASIKPH PO3BUTKY, CEMaHTHYHI MiAMiHM 3araAbHO3Ha-
YYIUX CEHCiB, aTOMi3allisl aHTarOHi3MiB, ITiAMiHa IOy TTiB,
PEeAYKIIis MHCA@HHS, «BTOMA Bip PO3BUTKY >, 3aHypeHHs
y disioAorism, posmap KyAbTYpHOI MeTH, YBAHCTBO ITOCe-
PeAHOCTI, IIepeMora cipocTi, IMITALIis SKUTTS ... BCe A0 6e3-
KiHEYHOCTI, ap’Ke iCHY€E i HeraTuBHa 6e3kiHeuHicTp. « S me-
peHIIOB Ha TEeMHUMI 6ik. — Hasimo? — 11106 mopuBUTHCE,
sk TaM. [ six? — TemMHO>» — ippalioHaAbHa MOTHBALIisI AUB-
HOTO IIONTYKY Cy4acHHUKA. be3kiHeuHiCTh MEpTBOro XKUTTSL.
ITapmeHipy 1ie He MOTAO Oy TH BIAOMHUM.

IcTopuanmit po3cya BiACTYIIUB Iepep pO3yMiHHAM
¢yHAAMeHTaABHOI OcHOBH icTOpii. ITf0 ocHOBY I'epakaiT Ha-
3MBaB TEMHOIO He B PO3yMiHHI IIOTONOIYHOrO CBIiTY, a B po-
3yMiHHI CKAQAHOCTI Ti po3yMiHHA. AAe IIST CKAQAHICTD € AO-
CTYIIHOIO AASL PO3YMIHHS 32 YMOB IIParHEeHHs il pO3yMiTH,
32 yMOB YCBIAOMAEHHS, 1[0 6e3 Takoro pO3yMiHHS icTopil
HACTYIIA€ KiHellb Oe3 3aBepLIeHHS, 32 YMOB, 110 AFOACHKI
IIOYYTTS HE MAIOTh CIIOB3aTH Y HEPO3BUHEHY Yy TTEBICTD,
IO He MOXHA YKOPIiHIOBATHCA y «HIIMO>. AAXe JyTTe-
BICTb € 1 y TBAPHH, IKUM HE CTaTH AIOADMH, X04a, BIATIOBIAHO
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AO COIIIAAPHOTO AQPBiHI3MY, AIOASM AE€TKO IePeMiCTUTH-
cs1y cBir TBapuH. THUM He MeHII, AAST AIOAUHH Iie HeIIpH-
poaHa popma icHyBaHHSA. I TOAI BOHA 3HAaXOAUTH KYIIy 3a-
co06iB He xuTH 260 XUTH BAACHOK cMepTio. Crarucrrka
He TiAbKH BPa)Ka€ — BOHA IIOKYE. Ti CAIAM BipA3E€PKAAIO-
I0TBCA He AUIe ¥ $OpMax CYCITIAbHOI CBiAOMOCTI, He AHIIe
B COLIIOAOTIi, He AUIIe y Cy9aCHOMY MHCTEIITBI, a i B OyAeH-
HOMY JXUTTi IPOCTHX i «He IPOCTUX>» IpoMaasiH. Bo i ba-
TaTCTBO He OXOPOHSIE Bip Iiiei HamacTi. Moxxauso, 6iAbIIe
aHDK THX, XTO He Ma€ AAXy Hap TOAOBOIO i HACYIIHOIO xaiba.

EcreTnka 4ncTol HETaTUBHOCTI € SIBUIIEM TOTAABHUM.
BoHa He cTOoCyeTbCs Xiba 110 HEAOYMKYBATHUX THUIIAXIB
1 TIADKM Yepe3 Te, IIJ0 BOHU He YCBIAOMAIOIOTb CBOTO CTaHY.

Xoaa AO BTpaTH

Byay4u nprxoBaHicTIO 6e3110CepeAHbOrO, BHY TPILITHSI
¢$opma He paHa ¥ BiadyTTi. BoHa Tak camo He mipasrae 6es-
[IOCEPEAHBOMY CIIOTASIAQHHIO, SIK HE € CIIPaBKHbOI0 6e3-
IIOCEPEAHICTIO Te, 10 3’ ABASIETbCS Y MO3iPHOCTI HASIBHOTO
Oyrrs. HeBuAMMICTD BHYTPIIIHBOI OPMHU IIPEACTABASIE ipe-
AABHO-peaAbHY TOTOXHICTb OCHOBH, B siKiil BOHa (OCHOBA)
nepeOyBae sIk HeOOXiAHA MOXKAHBICTD. JAI030pHO 3BiAbHE-
Ha Bip BAACHOI IO3ipHOCTI, 5K i Bip XBopo6A1/IBo'1' HECIIpO-
MO>XHOCTI «30BHIIIHbOIO> MAMIHUTH iCTHHHY C€MaHTH-
KY XKHUTTS AOTH, AOKU CKENTUIIM3M MOXXAMBOCTI peaAisarii
OCHOBU IIOPOAKYETHCS 4aCOBO-TIPOCTOPOBOIO MAY30K0 MK
ii BAACHUMY BHY TPIilTHIMH ¥ 30BHIIIHIMU MOAycamu, popMa
ryburbcs y mosipHocTi BiamiHHOCTel. I He TOMY, 110 B Ha-
SIBHOMY Oy TTi BIAMIHHOCTI [TOCTal0Th YMOBHO HE3aAEKHH-
MH Bip BHYTPIilIHbOI CYIIepEYAUBOCTI IPOTUPITYS, SAKe IX 3y-
MOBAIOE, 2 TOMY, I}O BOHH IIATIAAQIOTb ITiA MeTadi3uky 00-
MEXEHHMX MOXXAMBOCTEN YyTTEBOTO CIIPUMHATTS €EAHOCTI
cBity. ITosbaBaeHa B TAKOMY CTaHi caMOpedAeKCil, 30BHINTHS
¢$opMa BIapa€ B ACCTPYKINIO CKENITUIIU3MY 1 PEASITUBI3MY,
cTae «xaxoMm Biuroro cymHisy> (O. Baok).

Po3pus BHYTpilIHbOI ¥ 30BHIIIHbOI pOPMU MOKAUBHIA
SIK HACAIAOK HEpO3BHHEHOCTi caMe BHYTPIlIHbOI popMH,
SIKa He MOJKe CTaTH IOHATTAM i IPOCTOPOM MOYYTTiB AOTH,
AOKH He ITPOMAE BeCh IIMKA OTIOCEPEAKYBAHb BHY TPIilIHIiX
B3Aa€EMO3B SI3KiB PEAABHOCTI Y peHOMEHOAOTIT IHAUBIAyaAD-
HOI CaMOCBIAOMOCTI. Y I1bOMy pO3pHBi IpUCYTHA MeTadi-
31Ka Mi3HAHH K po3ipBaHa mopBiHicTb (y dopmi Harex-
HOTO, i y $opmi HasBHOTO 6y TTA) CycriabHOI Ta 0cobucTic-
HOI) camopedaeKcii 0CHOBU. Y NO3ipHOCTi 30BHIMIHBOTO
BiAHOIIEHHS ITIOABOEHOTO EAUHOTO (TOTOXHOCTI IIPOTHAEXK-
HOCTeﬁ) OCHOBA [TOCTA€ BUAMMICTIO ABOX 30BHIIITHIX pOPM.
3a yMOB 3arocTpeHHs 30BHIIIHIX CyIIepeyHOCTe! ¥ KOH-
QAIKTI pi3HIX MeX CTa€ PeaAbHICTIO MOXKAUBICTD TPaHCOP-
Mallii OCHOBH Ha 30BHIIIHIN AOTTYHUM paKTOp GYAI)-S{KI/IX
BOAIOHTApPHU3MiB IPUHIUITY, SIKUHM He Ma€ pO3YMiHHS BAAC-
HOTO OITOCePeAKYBAHHS peaAbHUMHU GpOpMaMU-CXOAMHKAMU
i HaB's13y€ cebe y BUTASIAL AOTMATHUYHOI iA€OAOTTYHOI HEOb-
XiAHOCTI, I[O irHOPY€E AlaAKTHKY peaAbHHX GOpM.

TakuM YMHOM, CTBOPIOETHCS BPAXKEHHS, MO Ti3HAH-
HSI BHY TPIlIHBOI $OpMH SIK Ge3IIocepeAHbOI AOCTOBIpHOCTI
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OCHOBH MOKAHMBE Yepe3 CBOEPiAHY TpaHCOPMAILifo JyT-
TEBOTO CIPUMHATTA Y «BHYTPIlIHIN MOTASA> IHTYITUB-
Hol pedaekcii iHAuBiAa. I ko icTHA YyTTEBOTO 6yTT51
MOXe CTaTH «BaKXiYHHUM 3aXONAEHHSIM, YYaCHUKHU SKOTO
cr’'siiau> (Tereab), TO B MOHI3Mi OCHOBH, KOAM iCTHHa 6e3-
IIOCEePEeAHbO TOTOXKHA peHOMEeHaM BHYTPillHbOi popMH,
TaKe 3aXOTAEHHS Hamepea 3apaHe (3a BiACYTHICTIO Teope-
THYHOTO PO3YMiHHS) 30BHIIIHIM 06Pa30M iCTOPHIHOIO OTO-
AEHICTIO BCe3araAbHOI OCHOBH i CTUXiMHUM BHSIBACHHSAM
IIPUPOAU BHYTPIlIHbOI POPMHU.

Ha TAi ianeaAbHO-TEOPETHYHOI HEOTIOCePEAKOBAHOCTI
HEOIpPeAMeTHEHOTO iseany (HesaBepmeHoi TpaHcdopmanii
iAeaabHOTO Ha peabHe), 36ir HasBHOTO Gy TTS HEO6XiAHOCTI
i ayTTEBOTrO 6YTTA icTOPIi CripaBAsic BpaxkeHHs (2 BpaskeH-
HSI [IOCTA€E TYT HAsIBHUM Oy TTSIM $peHOMEHOAOTTYHOI IHTYILi]
B 3MiCTi MUTTEBOI caMOiAeHTUIKaLIil CyTHOCTI AIOAMHM 1 ic-
TOPUYHOTO npouecy) MOTYTHOCTI 6e3nocepeAHOCTi Bl AO-
OTIOCePEeAKYBaHHI PEaAbHHMHU CYCIIIABHUMH IIPOTHPIvYs-
MH. Y IIbOMY CTHXilfHO-AlaA@KTHYHOMY IIPOSIBi TOTOXKHOCTI
OCHOBH i 9yTTEBOTO, PEeHOMEHOAOTisI iHAMBiAyaABHOTO TIO-
CTa€ po3ropTaHHAM PEeHOMEHIB KyAbimypu icmopii, a dpeHo-
MeH icTopii MoCcTae HasIBHUM OYTTSIM 0KyAbNIypeHoi peHome-
HOA02ii IHAMBIAyaAbHOTO. AAe TYT IITe HeMae onocepeaxosauoi'
CMAHOBAEHHAM MOHI3MY IMAHEHMHOCMI ICMOpPil 0Kpemoi Kpai-
HU i c8imogoi icmopii sk icmopii edurozo, ske mae cnisnadamu
3 mpusaaicmio A00CbK020 HUMMAL i 8CECBIMHBO20 uacy. Y Bia-
CYTHOCTI TaKoi OIocepeAKoBaHOCTI (IIpH HANpyXeHOCTi
icTopuuHMX KOAi3iit) 36epiraeTbcs MOKAMBICTb MEPETBO-
peHHs GeHOMeHY i peHOMEHOAOTII Y TaKy Cy0 €KTUBOBaHY
TOTOXKHICTb OAMHMYHOTO H BCe3araAbHOTO, AKa Iiepepoc-
Ta€ B Cy6 €EKTUBI3M, i TAKOTO HOT0O IIOABOEHHSL, KOAU 3aTBEP-
AXYETBCSI caMe «peHOMEH Y BUTASIAL iCHYBaHHS BpaXKeHH,
a He 3MicTy BpaxeHHS» [8, . 239]. I TBepAKeHHS PO Te,
o <y npo6AeMi (l)eHOMeHa B XX cToAiTTi MU 3IMTOBXHY-
aucs (i B AiTeparypi, i y dpirocodii) is mpobaemamu 6yTTs
AYMKH, 260 ICHYBaHHS AyMKH >, IJO PEAAI3YETHCS SIK «KOTe-
PEHLis 3yCHAASL 6araTbOX TOYOK IIPOCTOPY I 4aCY — TeIep
iTyr> [8, c. 239-240], € npaBoMipHNM Ti€l0 MipOI0, KOO,
3a ¢paKTOM BTPATH BHYTPIilIHbOI GOPMH, yTBEPAUBCS iAeaADb-
HUI IICeBAOECTETH3M Yy TTEBOTO. Takmit ecTeTH3M IIpHpede-
HHUH Ha IIepeBTiACHHSA Y ITepeTBOpeHy $popMy PO3yMOBOTO
doxycyBaHHS dacy i mpocTopy cBiry. Herarus npo6aemu
IIOASITA€ B TOMY, 11O B TAKOMY QOKYCi, OKpiM Lji€i mepeTsope-
Hoi popmu, Hidoro HeMmae. I 11e epAMHA CTaAICTb BTpaueHoro
9aCy i BTpa4eHOro MpOCTOPY, i3 KO He MOXKHA 3MUPUTHUCS
xou4a 6 TOMY, IO 3 HEIO He MOXKHA CITiBBIAHOCHTHUCSL.

Badenns BHyTpimHbOI popMHU CTa€e Iepep-OadeHHIM
OCHOBH, 11 3AATHICTIO 11 MOXXAMBICTIO MECAMTH cebe KOH-
KPEeTHO 4epes3 IIepCreKTUBY MaitbyTHboro yacy. OcKiAbKu
KAQCHYHEe CTAHOBAGHHS He 3HA€ CBOEI OCHOBH, TO OCHO-
Ba OyAa AOCTYIHOIO Auille ii peTpOCIIeKTUBHUM pedaek-
cisiM. Y mpocTopi AificHOI icTOpii IOHATTS BCe3araAbHOTO
3'SIBASIETHCS Ha IIOYATKY K HEOIIOCEPEAKOBAHE BAACHOIO
CYTHICTIO, aAe sike 30ira€Tbcsl 3 OCHOBOMO Gesmocepea-
HbO. BHyTpimHa popMa 3HAXOAUTDH TYT CBOE IOHSTTS,
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aA€ Y BUTASIAL 1 3aBASAKH 6e3nocepeAHi171 TOTO>KHOCTI OCHOBU
1 IIOYATKY iCTOPil y 3HaY€HH] TOTOXKHOCT1 OCHOBH 11 IIOYaTKy
icropmasoro XXuTTs iHAMBiAQ. [TopoAaHHS peHOMEHOAOT Y-
HOI a0CTPaKTHOCTI OCHOBH KAACUYHOTO CTAHOBAEHHS PO3-
FOPTAETHCS Y IPOLieCi IOAOAAHHS AeTepPMiHi3My HeoOXiA-
HOCTI IIepeTBOPEHHSAM BUITAAKOBOCTI Ha OIIOCEPEAKOBAHY
HeobxipHiCTIO cBo60Ay (0TXe, icTopruna 0cobucTicTb me-
pectae 6yTn BUITAAKOBICTIO). CTaHOBAGHHS KOXHOI AIOAH-
HU B CYyTHICHUX BUMIPaX iCTOPIl i € IOAOAQHHAM il BUITAAKO-
BOCTI, iHAMBiAyaAbHOI icTropruHOI HeicrorHOCTI. Came TOMY
caMopeAeKCisl OCHOBH 3AIMCHIOETHCA B KOHKPETHOMY « 51>
(icTopuanoi ocobucrocti a60 ocobucToCTi, siKa BUMipIoe
BAACHY Mipy Mipoto icTopii) i 3'siBAsIETbCS IK pedaekcis 3a-
raAbHOI POPMH AISABHOCTI, il yHiBePCAABHOTO CXeMATH3MY.

AAe BUBIABHEHHSI OCHOBH 3 MEXX CAIITOrO KAACUYHOTO
CTaHOBAEHHS CYTIPOBOAXKYETHCS MaPOCOM Ail (:TBopeH-
HS) 32 AOTIKOIO IIPeAMETY iCTOpii TEOPETUYHO i KYyABTYp-
HO HEpO3BHHEHOIO Cy6'eKTa i B TaKOMy IIpOLIeci IPOAYKYE
SIK ICTHHHICTB, TaK i XOHICTh TOTOXXHOCTI BHYTPIIIHBOI i 30-
BHIIHBOI $popMH. MOTYTHICTD CyOCTaHIIIHOI ALIABHOCTI
I ATTOPSIAKOBY€E CO0i 30BHILIHIO pOPMY, 3aTATYE il y mOTiK
iCTOpUYHOI TBOPYOCTI, & CTATHKA PE3YABTATY HOAIOHOI Al-
SIABHOCTI CIIPOMO’KHA MATIOPSAKYBAaTH BHY TPIlIHIO pOpMy
30BHIIIHIM. I 1151 MOXAUBICTD € HaliHe6e3NeyHimoo y no-
AQABIIIi IIepCIIeKTUB1 60p0Tb6I/I AlaAeKTHKH Ta MeTapi3uKu
3AilICHEHHS OCHOBH Ta MipH iCTOpII Ik OCHOBH Ta MipH CycC-
IIIABHOTO Ta iHAUBIAYaABHOTO PO3BUTKY. BTiM, yac 6e3mo-
CEePeAHBOTO 30iry KPUTHYHOTIO i TBOPUYOTO IepioAy 3MiHH
OCHOBH iCTOPIl KOPOTKUH i, Yepe3 IepeBa>KaHHA KPUTUIHO-
IO 3MiCTy iCTOPUYHOI IPAaKTUKH He € 3aXUIIEHUM Bip MeTa-
¢$isyHUX HamapyBaHb CXeMaTH3MiB MUHYAOTO. BHacAipok
11bOr0 peHOMeHY, HaHAPAMATUYHIIINM IIPOIjeCOM TpaHC-
¢$opmariii OCHOBM CTa€ TaK 3BAHUI MEPEXiAHHI ITepioA,.
ApamarusM mepexoay icTopil y 6e3mocepeAHbO BCe3arab-
HY OCHOBY IIOASITA€ B TiM, IO BiH He PO3B’SI3y€ Y ITO3UTHUB-
Hilt $opMi poOAEMH 3BIABHEHHSI AlaAEKTUKU BHY TPILIHBOI
$opmu Bip MeTadisuku GOpMHU 30BHINIHHOI, A TIABKU BH-
SIBASIE CYTIEPEYAMBICTD IXHPOTO B3aEMOBIAHOIIEHHS. ¥ ITiit
CYIepeYyAMBOCTI IPUCYTHS 3arpo3a po3NUAeHHS peHOoMe-
HOAOTIYHOTO 4acy, sIKe IPOBOKY€ MpoQaHaIlilo HOro 3Mic-
ty. Ilpodananis Ha piBHI CyTHOCTI IepIIOro MOPSIAKY TYT
HAPOAXKYETHCS SIK HasiBHe OYTTsI HEraTUBHOCT] BHY TPIIIHBOI
$opMH, KOAU 3MICT y BAACHHMX Pi3HOMaHITHUX BU3HAYEHHAX
He 3aIIOBHIOE CYCIIIABHOTO IIPOCTOPY CAMOBU3HAYEHHS iH-
auBipa. OTxe, popMaAi3M CyTHOCTI BUHHUKAE K HACAIAOK
abcoAroTH3aryii 30BHINIHBOI, KAPHUKATYPHO-AOTMATH30BA-
HOI $pOpMH, Y Ky KOHCTUTYIOETLCS IITYIHUH i IIOPOXKHIHN
madoc, ByAbrapHa CIIPOINeHiCTh 3MiHH OCHOB, BOAIOHTaPHUC-
THUYHA IMITPOBi3allis 3araAbHO3HAYYLIOrO B €CTETHUIN «PeBO-
AIOI[ITHUX > BYHHKIB.

Dopmaaizanis pyHAAMEHTAABHOI CYTHOCTI icTOpii
AETKO TPaHCPOPMYETHCA ¥ 36aﬁAy)KiHHH CYCHIABHOTO ipe-
aAy, mo crpudrHsAe GopMaAizariiio i aepopMariiro HaAex-
HOTrO. Y IIbOMY BHUIASIAL BIAGYBa€eTbCs abcoAroTH3aLis 30-
BHImHbOT Gpopmu (Popmasizariis pyHAAMEHTAABHHX CEHCIB
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ICTOPUYHOIO CaMOBU3HAYEHHA iHAI/IBiAiB) , YAM YHAOYHIO-
€TbCA PaKT PeHOMEHOAOIiYHOTO HEPO3MpPeAMeTHEHH
OCHOBH SIK 3aKOHY 1 IPHHIUITYy €CTETUYHOI BIAIIOBIAHOC-
Ti «AOTiKM CITpaBH> ceMaHTHI movyTTiB. OCKiABKH came
3MICT IOYYTTiB MOXe 6yTH KPUTEpPiEM IIOBHOTHU iCTOPUYHO-
IO SKHUTTS, TO $OPMAAI3M SIK CMEPTD He3II0CEPEAHOCTI iaeany
BUCTYIIAE i IPUYMHOIO, i HACAIAKOM 3racaHHs BHYTPillHbOI
dopmu B mTOAIPOHIT 00HOUACHOCMI Pi3HOMACOBUX 34 CBOEID
CYyMHICM10 i 3MICIOM 308HIUUHIX gﬁopM. Yy PeaAisx Takoi mia-
MiHHM BEAMKe THHE, He BiA6YBH.II/ICb i HaBiTh He BCTUTAIOYH
3pO3yMITH IIPUYUHY CBOEI 3arubeai.

Mexero BHYTpinmmHbOI popMH CTa€ i MpOTHpiTUA
3 BAACHHM 3MICTOM, Ae HasiBHe OYTTS € BU3HAYEHICTIO CYT-
HOCTI AHMIIIe TAKOIO MipOIO, SIKOIO Iie TIPOTHPIdds, OyAydn
OIIOCEPEAKOBAHKM He TiAbKM BAACHOIO iA€aAbHOIO pedaek-
ciero, aae i IpupoA0I0 OpMU HOBUX CYCIIABHMX BiAHOCHH,
posB’ﬂ3yeTbc5{ B IIPOCTOPi MOHi3My MUCA€HHS 1 ITOYYTTiB.
OcKiAbKM KAQCHYHA iCTOPist He MUCAUTD BAACHUX GOPM de-
Pe3 KaTeropiro CyTHOCTI, TO B yTBOPEHOMY «HEHTPaAbHO-
My> TIPOCTOPi MiXK 30BHIIIHbOI0 GOpMOI0 HeallicHOi (depes
BIACYTHICTb €AHOCTi CYTHOCT T iCHyBaHHS) OCTKAACUKH
111 3BMICTOM PO3KPHBAETHCS AOTIYHA AAKYHA AASL PO3PUBY
CYTHOCTI 1 3MIiCTy BXe€ B iCTOPUYHO BUYEPIIAHOMY AyaAi3-
Mi ocHOBH. Taka AakyHa € He6e3IIeYHOO THM, IO CYTHICTH
IIOCTA€E YAABAHO AOCTYIIHOIO i 3p0O3yMiAOK0, a 3MiCT, OTO-
TOXKHIOIOUH cebe i3 CyTHICTIO Ha piBHI 0e3I0cepeAHbOro
CIIPUIMHSITTS, II030aBASIETHCSI KOHKPETHOCTI. BipabyBaeTncst
IiAMiHa BHYTPIilIHbOI pOPMU CTEPEOTUIIAMH i IIOAAABIIOIO
CTEPEOTHUINI3aIli€l0 CYTHOCTI, TPAHBUIIIEIO 11 y AOTMATHU30-
BaHHUH, aA€ MOTYTHIiM KapKac MOAITHYHUX OPraHi3alliHUX
crpykryp. OCKiAbKY aHTAaroHi3M icTopii 36epiraeTncs, craa
11 3HAYYIiCTh TAKUX CUCTEMHUX IIPOTUCTOSHD 3a6e3neqy—
IOThCS ICTOPUYHOIO AOIHABHICTIO CUCTEMH CYCIIABHUX BiA-
HOCHH. A 'y pa3i caM0a6COAIOTH3ALII] BOHU He TiAbKH IiAMi-
HSTh MeTy 3aco6aMu, ase IPUPIKATUMYTh ceOe Ha PO3Iaa,
Pa30M i3 CHCTEMOIO, B sKill MAAW 3MOT'Y CTaTH IaHiBHUMH.

Byayuu 3auTiM i3 mpocTopoM icTopudHOI Mexi (xoam
OCHOBA BTPava€ CBOI0 TOTOXKHICTD 3 pOPMOI0 HEPO3BHHEHOI
OesmocepeAHOCTI, @ pOpMa CYCIIAPHUX BIAHOCHH — CIIPO-
MO>KHICTh 6y TH TOTOXHICTIO iA€aABHOTO 1 eCTeTI/I‘{HOI'O) s
OyTTs TPaHCPOPMYETHCS B Xa0C IMIIPECIOHICTCHKIX MIAMIH
TEOPEeTUIHHX pePAEKCill ysIBAeHHIMHU Ipo Hux. [IpumMipowm,
MO>KAMBICTb KOB3aHHS AAEITEPIBCHKOTO 6YTTSI y Bapianii
AEKOHCTPYKIIL 6yTT5{ y K. Aeppiaa A03BoAsIE TOMITUTH
aKIIMAEHTAAbHY HECIIPOMOKHICTb BHY TPilIHbOI pOPMHU I1e-
pebopoTH CBOIO TUMYACOBY HEMOXKAUBICTb. TOMY A€KOH-
CTPYKIIisl BU3HAYAAACH SIK AOCBiA MOKAUBOCTI HEMOXKAUBO-
ro; K. Aeppiaa Bu3HauaB ii Ik cMepTh, KOTPA, B OCTaTOYHO-
MY IIACYMKY, BAAMBAETbCA y «IiII€PHEMOXKXAUBICTD> .

IToporaHHSA HEMOXAMBOCTI BHYTPilIHbOI $popMuU
He MOXe 6yTH IpUBHECEHe 330BHI — OCb y 4OMy IpaHUY-
He IMTaHHS XUTTA i CMepTi AIOAMHH H CBiTy. BHyTpimms
$opMa MICTUTD ASKEPEAO CBOTO BIAPOAYKEHHS TIABKY B 001
i UM AkepeAoM € TpaHcOpMaIList CyOCTAHIIFHOCT] OCHO-
BH CBiTy Ha IIPAaKTHUYHY 3aCaAy CYCIIIABHOTO M iCTOPUYHOTO
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posBurky ocobucrocri. OTKe, peHOMEH CITyCTONIEHHS
BHYTPIilIHbOI $OPMHU IIePETBOPIOETHCS HA €CTeTUKY Hera-
THBHOCTI THM, 1[I0 BiH OOYMOBA€HHI IITYYHUM PO3PUBOM
ii KOHKPeTHOTO 3MiCTY BiA TaKoi OCHOBH. Y TaKOMY pasi, I1o-
AOAAQHHS PO3IAAY IHAUBIAYaAi30BaHOI OCHOBH BHY TPIillIHbOI
¢$opmMu BUMarae 3HATTA HeHTPAABHOI €KAeKTHUKH 30BHIIIHIX
¢$opM 3a AOTiKOIO YHIBEPCAABHOTO CAMOPO3BHUTKY iHAUBIAQ.
3aBepIIeHHs 3HEAIOAHEHHSI CYCIIABHUX BiAHOCHH
Y KAACHYHOMY YaCOIIPOCTOPi BUPAXKAETbCS Y BCIX Mposi-
BaX CYCITIABHOTO Ta iHAMBiAyaAbHOTO JKUTTS i IOIIUPIOETh-
Csl Ha 9acompocTip noctMopepHy. HeraTusHicTb peHome-
Hy «regressum in infinitum> HapOAXKYETbCSL 3 HOPOXKHEY,
YTBOPEHUX Y IPOBaAi MiXK BHYTPIillIHbOIO i 30BHILTHHOIO
¢$opmoro. Y mpocTopi aKTyaAi3oBaHOI HETaTUBHOCTI €BO-
AOL{i TOBTOPIOBAHICTb BUYEPIIAHUX POPM IIOPOAXKYE 0CO6-
AMBY AECTPYKIIiIo, Ika HAMara€TbCs CTEPTU AlaAeKTHYHI
IMpOTUpivdsa KyAbTypH. Le cuTyanlisa BUBeAeHHA KyAbTYPH
3 IIPOCTOPY 6€3IMOCEPEAHOCT] SIK YMOBA [IOBEPHEHHS AO 6€3-
mocepeAHOCTi MidpoAOTriqHOI. Y MpOTUCTOAHH] arpecii Ta-
KOI AeCTPYKUil BHYTPIlIHS pOpMa 3'IBASETHCSI Y BUTASIAL
IIPUHIMITY MATIOPSIAKYBaHHS HaAeXXHOMY. B 1iboMy acrek-
Ti BUTASIAQE TTAPAAOKCAABHHM T€, IO CaMe eK3UCTeHITiaAi3M,
SIKUI TY)KUB 32 CIIPABXHBOIO CBOOOAOIO (a ocTanus € Bu-
Pa>K€HHSAM BHYTPIIIHbOI, a He 30BHIIIHDOI cl)opMH) , TaK 60-
SIBCSL 11 HeHABUAIB «HAAEXKHE>, SIK 1 OyAb-SIKe aIlleAIOBaHHS
AO HbOTO. AAKe HAAEKHICTIO OITOCEPEAKYETHCS AlaACKTHIY-
Ha 0e3II0CepeAHICTD, a B pO3yMiHHI eK3HCTeHIiaAi3My o110-
cepeAKOBaHA 6e3I0CepPeAHICTb BKe € HeCBOOOAOIO.
Hamnpy»eHa cynepeyauBicTb i IPOTHCTOSHHS Ala-
AEKTHKH ¥ MeTadi3uKu BHYTPIilIHbOI GOPMHU BUPaXKAETH-
cs1 6 npomupiuui opmu nepexody i nepexioroi opmu. Sxugo
dopma mepexopy obymoBAeHa 06 €KTUBHUMU $aKTOPa-
MU — €KOHOMIYHUMHM, KYABTYPHO-COLiaAbHIMH, iCTOpHUY-
HHUMH i, 1K OKa3aAH MOAiT XX cTOpivds, FpaHUYHO 3aAeXKHA
Bia HUX, TO IIepexiaHa popMa 06YMOBAIOETHCS AOTIKO-€eCTe-
TUYHUM IIPOCTOPOM cy6’€KTa ICTOPUYHOI Ail, AlAAEKTHKOIO
30iry HeobXiAHOCTI, BUITAAKOBOCTI i CBO6OAU B iHTEHCHB-
HOCTI IIepeBTiAeHHS 06 €KTUBHUX 0OCTAaBUH y KaTerOPiiHII
crIoci6 MucAeHHs i KUTTeAIIAbHOCTI. OCKIABKH Iie nepiop
BUIIEPEAKEHHS MaTePiaAbHOTIO iA€aAbHHM, CITPaBXXHili PO3-
BUTOK 3aAEXHUTH HE Bip 06 €KTMBHMX 06CTaBHH, a Bip CITO-
co6y IXHBOTO OIIOCEPEAKYBAHHS KYABTYPOIO MHCAEHHSI
Ta MOTrO YIPEAMETHEHHS B 0COOAUBHIL CIIOCIO KUTTEAI-

SIABHOCTI. OCKIABKH X Y IIbOMY nepexiauomy nepioai camoi

Qopmu (ocHosu) BiAGyBaeTbCS ONOCEPEAKYBAHHS BChOTO
3 ycim, TO 36epiraloThcs EPEAyMOBH He TIABKH AAST MOXK-
AMBOCTi BOAIOHTAPHU3MY, AA€ i AAS MaHIITyASLIil pO3yMiHHAM
ICTOpMYHMX NPOLECIB, K i BTpaTH KPUTEpIiiB iHTepIIpeTanii
TeOopil Ml IPAKTUKHU CYCILIABHOTO PO3BUTKY.

I'y6astauch mepep CyOCTaHIINHICTIO 3MICTY «TyT>
i «Temep>, y MeaxX TaKol MOXXAMBOCTI IepexipHa ¢pop-
Ma MMOABOIOETHCS B COO1 Ha Cy6’eKTHBHY HEBH3HAYEHICTD
OCHOBM MUHYAOTO i Ha AOTiYHY HEBU3HAYEHICTb KYABTYP-
HOTO MacITaby MaiOyTHHOTO. YHACAIAOK CBOEL IIPHPOAK
nepexipHa popma He TiAbKM He 3HA€E CTIMKOCTi OCHOBH,

XyAOXKHS KyAbTYpa. AKTyaAbHi npoGACMH. Bum. 19.4.2.2023

* 103«

aAe i 3AIMCHIOE CBOE NMPU3HAYEHHA Ti€I0 MipOIO, IKOX0 BOHA
3abe3mevye CBOIM 3MiCTOM ITOAOAQHHS KAACHYHOI MeXi
B CIIOCO01 JKUTTEAISIABHOCTI COLIiaAbHUX MaC Y MeXaHiYHil
cemaHTHLi ocTaHHiX. ToMy, Ha BigMiHY Bip popmu icropuy-
HIX [TePEXOAIB SIK 3MiHU CII0CO61B BUPOOHULITBA, Popma ne-
pexody cybcmanyitinocmi camoi Gopmu € GeHoMEHOA02iHHOI0
HASBHICINIO MAKOT 3MIHU Y 3HAEHHT PO3NOJIAY Medxci 8 NPUHIU-
nosiii 3mini sidHowenHs indusida do cycnirvcmea, do icmopii
ii ceimy 6 yiromy. Aae epexiaHa GpopMa He TIABKH € CTAAOIO
i1 eMIipUYHO HasABHOIO. Yepes rHOCEOAOriuHi IepeAyMOBU
1 HaNpy>KeHy 9acOBY MIAbHICTh PeaAbHHX iCTOPUYHHX IIPO-
IjeciB BOHA He BCTHUIA€ OCATHYTH cebe came B TOMY IIpoO-
CTODI, B AIKOMY € IPUHIUIOBO BAXKAMBOIO if CAMOOCAZHEHHS
8 cy0'eKMUBHOMY CMAHO0BAEHHI. 3 L€l IPHUYUHY epexiAHa
¢$opMa OAHAKOBOIO MIpOIO CTAE K GOPMOIO KHUTTEAISIAD-
HOCTI OiABIIOCTI, TaK i iMiTarli€lo KyABTYPH B Ti ITOIyASIpU-
3aTOPCHKUX CITPOIEHHSX.

Takum ynHOM, IIepexisHa popMa «He B cOOi>» He TiAb-
KH TOMY, 110 B MeXaxX 6e3II0CepeAHbOTO [IAHYBAHHSI 3aTaAb-
HO3HAYYLIOrO IMPUHIIUITY IPEACTaBASIE HEBAOBHICTb CTaHOB-
AeHHsI 0c0bAMBOTO «I>. BoHa «He B cobi» yepes Hepo3y-
MiHHSI CyOCTaHIFIHOI 3HAYYIOCT] BAACHOI TPAH3UTHBHOCTI.
ApKe npakmuka npuHyuny po3BUTKy MOXKe Oy TH rapaHTo-
BaHa BiA PerpecUBHUX BiAKATiB AMITE Y TOMY BHITAAKY, KOAU
IIPHHIIAIL SKICHOI 3MIiHHU CTa€ CIOCOOOM MICAEHHS, A He CTa-
THUCTHYHHUM Pe3YABTaTOM AESKOI AIIABHOCTI. IHImIMM caoBa-
MH, npomupiuus Gopmu nepexody i nepexionoi gopmu 6 npoye-
Ci BAACHO20 PO3BI3AHHS OKPECAIOE PYHOAMEHMALHY NPOOAEMY
nepexody camoi Qopmu 3i cmamycy abcmpakmuo KiAvKicHo-
20 BUPAICEHHS €0UHO20 Y EOHICMb PIBHOMAHIMHO20 PEAAbHO20
pyxy 6aacnozo smicmy. MoskHa ckasaTy, o Mipa Tpancdop-
Mauil IpUHILIUITY <II€PEeTBOPEHHs YChOTIO Ha yCe> Ha IIPHH-
LIMIT MECACHHS Ta )KUTTEALSABHOCTI € KpUTEPIiEM CITPaBXKHbOTO
po3uTKy. ToMy TiABKH B KOHTEKCTi PO3BUTKY CBITY B IAOMY
Moxke OyTH PO3B’sI3aHa CyIIepedHicTh 0OMEKEHOTO BiATBO-
PEHHs i BCeHIYHOTO PO3BUTKY AIOAUHH. ApdKe 0OMeXKeHa Cyc-
ITiAbHA CBiAOMICTh cpopMOBaHa Ha BiAO6pa)KeHHi i mopaAb-
IIOMY OCMHCAEHHI ¢popM, ski [erear BU3Ha4YaB pe3yAbTaTOM
6e3 cTaHOBAEHHSI. AAe 6e3M0CePeAHICTD SIK MOHICTHYHA TO-
TAABHICTD Y CBOEMY iCTOPMYHOMY ITOYATKY IIOBMHHA CTaBa-
TH Y€pe3 iACAAPHO IMPAKTHYHE CaMOOIIOCEPEAKYBaHHS Pi3HO-
MaHITTSIM EAUHOTO Iporecy possutky. Le i 6yae mporecom
CXOAJKEHHSI Bip a6CTpaKTHoro AO KOHKPETHOI EAHOCTI pi3HO-
MAHITHOTO, { BIH € KAIOYOBHM i 86COAIOTHUM AASL OTPUMAHHS
OCHOBH CTaTyCy be3IocepeAHbOl BHY TpiHbol popmu B il TO-
TOXHOCTI i3 30BHilIHBOIO popmoro. Came B iHwiti popmi, y ca-
MOOIIOCEPEAKYBaHHI CTAHOBACHHSM iHU4020, TIEPCOHipikoBa-
Ha CYTHICTb 3HAXOAUTD CBOIO YacOBY pedAeKCUBHICTD (ped-
A€KciIo y pycai Yacy, sike cTaao TpuBaaicTio-6yTTsam). I sximo
3 JUM «iHIIMM> BHHHKAE aHTaroHisM (To6To 3HOB BipGyBa-
€TBCS TIOABOEHHS CYTHOCTI Ha BiAUy>KeHi TpaHCI[eHAEHTaADb-
HIiCTb i TPAaHCIIEHAGHTHICTD ), TO apeKBaTHA camMopedaeKcis
SIK peHOMEHOAOTIYHII TPUHITAI BHY TPIITHBOI POpPMH 3racae.

Taxum yuHOM, BHYTpimHsI ¢popMa 3HAXOAUTDH cebe
He B TOTOXXHOCTI i3 c06010, 2 B AlaAEKTHYHOMY IPOTHPivYi
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3 BAACHUM IHIOGYTTSIM — i3 30BHIMHBOIO PpopMmoro. B in-
mwo6yTTi BOHA MALIOPSAKOBYE CO0i $OpMY 30BHILIHIO, I10-
HIMPIOIOYN HA Hel AlAAeKTHMYHUIN XapaKTep 6e3nocepeA-
HBOT'O PO3BUTKY. SKII0 He Iepe6oproeThCs HaliAyKiCTh
30BHINTHBOI pOpMH, BHYTPilIHA $pOpMa OCIAAE B IICEBAO-
ecreTuri i 3HOBy abcTparyerbcs (nepecratoun 6yTH co-
6010) y BiApeAyKOBaHe «4HCTe GyTTs>» BiApPeAyKOBaHe MHC-
AeHHA. Y $eHOMEHOAOTiYHOMY IIPOCTOpI ImepexipHa gpop-
Ma € BKpall TPAaBMOBAHOIO i TPaBMYIO40I0, OCKIAbKH BOHA
HE TiABKM He CIIPMMMAETHCS B 3HAYEHHI KaTeropinHol Bu-
3HAYEHOCTi IHAMBIAYaABHOTO CBITOTASIAY Ta CBITOIIEPEXXH-
BaHHS — 33 YMOB HEPO3BHHEHOI TEOPETHUYHOI CAMOCBIAO-
MOCTi AFOAUHH BOHA CIIO)KMBA€ 1 KOHCEPBYE TaKy CaMOCBiAO-
MiCTb y QYHKIIIOHAABHOCTI MOMEHTY 3B’5I3KY 30aiAy>KiANX
260 $pOpMaAi30BaHMX CYCIIABHUX BIAHOCHH. Y IIbOMY BH-
MaAKy TiepexipHa ¢popMa He BUKOHY€E CBOTO NMPH3HAYEHHS
OyTH AOTIKO-4yTTEBOIO TOTOXHICTIO IIPOLIECY CXOAMKEHHSI
0cobucToCTi A0 BAACHOTO BUMipy Mipu cBity. HaBmakw, y Ta-
KOMY BHITAAKY ITepeXipHa popMa ImepeBOAUTD iHAUBiAyaAb-
He 6yTT51 Y 3HAYYIIiCTh CAIIIOI )XePTBU iCTOPUYHHX i COLi-
aAbHUX 06CTaBUH.

IToaiTiunuit mepioa TpaHcopMariii OCHOBU y BUTASI-
Al OAHOYACHOCTI AlaAekTHKH i MeTadi3uKu B3aEMoIepexo-
AIB 30BHINIHBOI ¥ BHYTPIilIHBOI pOPM € HaIPy>KEHUM ITPO-
I1eCOM IIPOPHBIB BHY TPILIHbOI, BAIHCHIOI0YOI «abCOAIOTHE
camo Bipmrosxysanns» (Tereab) popmu B mpoctip popmu
30BHiIHBOIL. Lle mpopusy, sIKi 3 He0OXiAHICTIO OpieHTOBAHI
Ha IIOAOAQHHS AAKYHH MK HeBH3HAYEHICTIO BHYTPIIIHbOL
popmi i GariayKuX Mex pOpPMH 30BHIIIHBOL. AOCITHEHHSI
OTI0CePEAKOBAHOIO iA€aAbHOTO B TIPAKTHUIli CTAHOBAEHHS
TOTAABHOCTI 663HOC€peAHOCTi 3AIICHIOETHCS 32 MOXKAH-
BICTIO Aerpaaallil TAKUX IPOPUBIB, KOAU MeXi 30BHIIIHbOL
$opMHU AOCATAIOTHCS, aAe He AOAAFOTHCA.

Orxe, EAHICTD CBITYy MOXKe CTATH IPUHIJUIIOM EAHOC-
Ti CAMOCBIAOMOCTI Ti€I0 MipOIO, KOO BOHA CTa€ AlaAeKTH-
KOO TBOPYOCTi OKYABTYPEHOI OCHOBH icTOpil. PazoMm i3 Tum,
1je#l MpoIjec MOKe TAAbMYBATHUCS CKAAAHICTIO AOCATHEH-
Hs MipU TapMOHIMHOCTI OAIOAHEHHS IIOYYTTiB SK KpUTe-
pito oAroAHEHOCTI cycmiAbHUX BigHOCHH. Lle moB’s13anHo
3 TUM, IO B iCTOpUYHOMY 6yTTi PiBHOIO MipOIO Iepernai-
TAETHCS GE3KYABTYD 'S MUHYAOTO Yacy Ta OHTOAOTIYHO
00YMOBAEHI THM Xe YaCOM KPAMHOILIl AYyaAiCTUYHUX Cy-
nepeynocTei. CIIAaB NepUIMX i APYTHX IIOPOAKYE OCO-
OAUBOTO POAY IPHCTPACTI, KOAU OKYABTYPEHHSI OCHOBH iC-
TOpIil MOJXKe 3araAbMyBaTUCS a60 LIAKOM CIIOTBOPIOBATHCSL
3aAeXHO BiA 30BHIIIHIX MOAIN i CTyTeHs IXHbOTO 3AUTTS
i3 Cy6’eKTHBHIM IIepEeXUBAHHSIM iCTOPUYHOTO IPOLECY
MOXKAMBa MiAMiHA €AHOCTI 060x $opM sk HeicTHHHA i Ha-
BiTb QikTHBHA Cy6 ekTHBaLisA 0CHOBH. OCHOBA MIAMIHIOETD-
sl He Cy6’€KTUBHEM ipAeari3aMoM (samaaro Harpy>keHa pe-
AABHICTD AAS uhoro) , a crieniuigHoo popmoro MeTadizuy-
HOTO, CIIOAY4€HOTO 3 HEPO3BUHEHOI0 MipOX0 IHAMBIAyaAbHOL
KYABTYpPH, MaTepiaaiamy. ToMmy MeTadisuka mepeTrBopeH-
HS pO3BUTKY Y $OPMAAi3M AEMArorii CIOAYJa€eThCS 3 TIepe-
KPY4eHOIO KPUTHKOIO XapaKTepy MapHHUX MOXiAHUX GOPM.
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A xapakTep TaKol KPUTHKH 0O0YMOBAIOETHCS MAMIHOIO TO-
TaAbHOCTI OCHOBHU a6CTpaKLli$IMI/I XYAO>KHbOI TOTAABHOCTI.

MoxAnBO, AOCTOBIpHIIlle pO3KPUBATH IPUPOAY «<TO-
TaAiTapU3My> K GpeHOMEHY ITaHyBaHH: 30BHIMIHbOI Gop-
MH, SIKa HeIIPaBOMIPHO IIPUBAACHHAA COOi Bce3araAbHe.
e manyBaHHs 00yMOBA€HE 3aTYIIOBYBAHHIM 200 [IEpeKpy-
YyBaHHSIM AOTiKH PO3BUTKY OCHOBH B aTOMi30BaHO pO3ipBa-
Hill MHOXXMHHOCTI B3aEMOOIIOCEPEAKYBaHb IPOTHPIY pe-
aApHOCTI. BiapIn AOCTyITHA pO3yMiHHIO i Yy TTEBOMY CIIpHIi-
HATTIO, B CUTYallil BHHUKHEHHS KpPalHbOTO MIPOTHUCTOSAHHS
AlQAEKTHKH I AOTMH, 30BHILIHS pOpPMa AETKO HaB si3y€ cebe
CycHiAbcTBY. Hepes IpH4nHH, SKi 3yMOBAIOIOTD CITOAYYEHHS
BIACYTHOCTi KYABTYPHU MUCACHHS-TIOYYTTiB 3 IOPUBOM Be-
AWYE3HOTO ICTOPMYHOrO MacIITaldy, IpOrpecuBHA TPAEKTO-
pis TpaHcdopMarlii OCHOBU BCe3araAbHOI'O Ha BCE3aTaAbHY
OCHOBY 3aBXAH Oyae TepebyBaTH I1ip orposoro mpodana-
1ii. 3Biac ocobanBa AOBipa AO CIIpOLIeHUX n1abAoHiB i oco-
6ucrocTeil i HEAOBIPa AO TOT'0, O HEAOCTYITHO PO3YMiHHIO.
Taxum ynHOM, MeTadisyKa MaHyBaHHS 30BHINTHLOI popMU
HIOASITa€ ¥ CAAOKOCTi $eHOMEHOAOTIYHOTO OIIOCEPEAKYBAH-
H CYCIIABHOI TBOPYOCTI iA€aABPHOIO M MaT€PiaAbHOIO AOTi-
KOIO iCTOPii, SIK i Oa4eHHS CYyOCTAHLIHIX MOMEHTIB TaKOl
AOTIKH y TBOPYHMX IIParHEHHAX IIEPEXiAHOTO IIePiOAy.

ITiamina epHOCTI CBiTY ¥ 3aKpinmAeHHS QIKTHB-

HUX $OPM CYCIIABHUX BIAHOCHH BiAOYBa€eThCs HEITOMIT-
HO, aAe HemoxuTHo. IlepBuHHa camopedaexcis opmu
3'SBASIETBCS A0CTPAKTHO BiAOOPa’KEHOIO B IIPHHIIUII iae-
aAy, 110 BIAAAASIETBCS — BHYTPilIHA $OpMa BiApHUBAETHCS
BiA BAACHOTO 3MICTY i CTa€ HABMHCHOIO, 4, BUXOAUTD, IIepe-
CHYYeTHCSI COOO0K0. YHACAIAOK TAKOTO IepecHIeHH s Ii 3MicT
IIepPeTBOPIOETHCS Ha YABAEHY PEAAbHICTD ipeaay. Y 1iboMy
[IepeTBOPEHH] 3HAXOAUTD CBOI Cy0 €KTUBHI IIepeAyMOBHI
1 peBOAIOLIIIHUI TeaTp i3 1Oro HaAyMaHUMH BapiallisasMu
i cumyasikpamu peasbHOCTi. Hamprkaap, MoaepHisM sk Ba-
PpiaHT Cy6’€KTUBOBAaHOCTI OCHOBHU BiAOMBa€ He TIABKH paKT
MaHIMyAAIil «3BiAbHEHUMH > POPMaMH, aAe i HEMOXKAH-
BiCTb peaaisariii BHyTpimHbOi $OpPMU B HASIBHOMY 6yTTi.
TyT BHYTpiHA $opMa epeMilllyeThCs y IPOCTip icTopuy-
HOI Mpii, KOAM TOPUB i AMIHIOETHCS IMITYAbCOM, CAMOCBIAO-
MiCTb perpecye A0 CTaHy iHCaWTy, IO, CBOEIO Yeprox, mo-
IIMPIOE AOTIYHE IIOA€ Mpil i TBOPYOI YsIBU Ha XUTKICTh iCTO-
puuHoi camocBipomocti. [Ipumipowm, y 6iorpadii Eprecra
Ye I'eBapu HOro 3aXONAeHiCTb iMITPECiOHI3MOM MOXKe 3Aa-
THUCS BUTTAAKOBOIO i HaBiTh HEITPUPOAHOIO SIK AASl PEBOAIO-
IfioHepa. AAe, BUTIAMBAIOYHM 3 AOTiKM HaCMYeHHUX ImapocoMm
icropii 3000y TKiB, peBOAIOLI MiCTSATH Y CBOIi TBOPYOCTI
0cob6AuBi yIpeAMeTHEHHS CBIAOMOCTI B AIFICHICTD. A 1ep-
BHHHA HaC0A0A2 GOPMOIO BiAOYBA€THCSI [P Il HAPOAKEHHI
y TBOpUiil ysiBi. AifICHO, XTO He [IEPeXXUB iCTOPHYHUX CTPUD-
KiB, — He ysIBAsI€ COO1 IXHbOI BEAMYHOI, YPOYHCTOI KPACHL.
CrBopeHa B XyAOXKHii ysiBi popma MaﬁGyTHboro K ipe-
AABHO-YYTTEBE BIATBOPEHHS PO3BUTKY ITOAIN IIOPOAXKYE
He TiAbKY HeCKiHIeHHICTb POPM ¥ «TYT> i «Temep> yABH,
aAe, 3aBASIKU 1M, AO3BOASIE nepeA—<<6aann» IiAICHICTD
Maiby THBOTO.
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Ieped-3axonienns TBOpUiCTIO icTOPIl BUITEpeAXKaE
NPaKTHKY BTiA€HHS MPpIi K BTIA€HHS allPiOPHO AQHOI AO-
rikoo icropii gopmu. HepeA6aquH5{ TiCHO IlepernaeTe-
He 3 OCHOBOIO y 6e3I10CcepeAHbOMY IlepeXXUBAHHI OCHOBU
«IIepea MOYYTTSIM>. AAe, BHACAIAOK 0COOAMBOCTI CBOET
0e3IocepeAHOCTI, TAHOpaMa TaKUX pOPM He MAAAETHCS
XyAO>KHBOMY BTiAGHHIO i He Ma€ Yacy AAS HbOTO. 3 OAHO-
ro OOKY, 9yTTEBa 6e3IocepeAHiCT OCHOBU He MOXe OyTH
aAeKBaTHO MPEACTaBAEHOIO B iAeaAbHil popMmi cycriabHOI
CBiAOMOCTI (TyT — y mucrenTsi). [i (6€3HOC6peAHOCTi
OCHOBI/I) icropuyHa 06pa3HiCTb CTa€ TPAaHUYHO ipioMa-
THUYHOIO AASI MECTEIITBA i SIK HIKOAU BUMarae MeTadpopud-
HOCTI, ITyKa€ aHAAOTiM, He MAlO4YH 1X, BUMAara€ MOpiBHSAHb,
He BOAOAIIOYH MPEAMETHICTIO AASL TAKMX Y MUHYAOMY 9aci.
O6pasHicTb YyTTEBOI 6€3I0CEPEAHOCTI [IHOTO IIEPiOAY
IpupeYeHa MOTPAIUTH B AOTIYHY ITACTKy iHTepIpeTalin,
SKHUX 3 AMIIKOM MO>XHA 3HaMTH y MUCTelTBi XX cTopivds.

ITpo6aeMa maHyBaHHS 30BHIIIHBOT pOPME BUABASIAQ-
cst /1y TiM, IO BOHA IIYKAaAQ 1 3HAXOAHAA cebe K EAHICT
HAAEXHOTO 11 6e3II0CepPeAHbOTO Y COLiaAiCTHIHOMY pea-
Aizmi. PeHOMEH OCTaHHBOTO [IO3HAYAB COOOI MEXKY KAA-
CHYHUX IIapaMeTpPiB MUCTELTBA 3 06 €KTUBHOIO HEOOXiA-
HICTIO BUXOAY 06pasHOCTI pOpMH i 3MIiCTY 3a TaKy Mexy.
Paszom i3 TuM, HeobOXipAHICTD YTPUMAHHS iA€OAOTIYHOTO
$yHAAMEHTY B MUCTENTBI O6yMOBAIO€ KOHCePBallil0 TaKOL
Mexi. Sk HacAiAOK, MHCTENITBO He TiAbKHM KOHCEPBYBAAO-
Cs1 B CTAaTyCi 30BHIIIHbOIO €TAAOHA, aAe i BIIAMBAAO Ha CYC-
MIABCTBO K 30BHIITHA popma. Tomy PyHAAMEHTAABHUI
BEKTOP IEePEXiAHOTO MEePioAy K iICTOPUYHOI TEPEAYMOBH
3ropTaHHs $OPM CYCIIiABHOI CBIAOMOCTI iIMAaHEHTHUH ITPO-
11eCOBi IIOAOAQHHS MeTapi3sUKH i AaHTAaTOHI3MY 30BHIlIHIX
$opM cycmiabHUX BiAHOCHH. ApXe 32 $aKTOM ITaHYBaHHSA
CYCHIABHOTO HaA IHAMBiIAyaAbHUM «BUCYBAaHHS» CyTHOCTI
HOBHX CYCITIABHUX BiAHOCHH y BHYTpilIHi# opMi € BuIre-
PEAXaAbHOIO BAACTUBICTIO « TPAaHCLIEHACHTAABHO aIpiop-
HOI pOpMH BCe3araAbHOTO>» (KanT). Tiabku 4epes obpas
BUIIEPEAYKAABHOTO OMOCEPeAKYBaHHA eCTeTUYHOI0 $pop-
MOIO CYCIIIABHOTO OYTTsI 30BHIIIHS $OpPMa BUUEPIIYE CBOIO
AIIO, IO «IIPOBOKY€E> MACOBi 3pyIIEHHS i 3aTBEPAKYETHCS
SIK CIIpOLIeHe BiAOOpakeHHI.

Yomy ue € Hartbiabm odeBUAHUM y MucTerTBi? Tomy
110 MUCTEITBO Y HOTO 3HaYeHHi Teopil ecTeTHuHOrO (4yT-
TEBOTO) BCTYIIA€ B Oe3IOCcepeAHE MPOTUPITWs 3 $piroco-
Jiero K Teopi€ero CyTHICHOI CAMOCBIAOMOCTI AIOAUHHU.
Waerbest IIPO MPOLeC PO3B A3aHHS IIPOTUPIYTIS MUCACH-
HS 1 IIOYYTTiB, MO i € peaAbHUM IIOAOAAHHAM AyaAi3My
CYTHOCTI B iHAMBIAYaABHIN XUTTEAIIAPHOCTI. ITpuHITIII
MOHI3MY SIK TOTOXXHICTb MUCAEHHSI i OYTTSI yTBEPAXKYETD-
Cs B TOTOXKHOCTI YyTTEBOI CAMOCBIAOMOCTI 11 CAaMOCBiAO-
MOCTi ITIOYYTTiB, YUM AOAAETHCS BiAOMe Bu3HaYeHHS Aiapo
CYCIIIABHOTO PO3IOAIAY ITpalji K $YHAAMEHTAABHOTO YHH-
HHUKA «TPOMAASHCBKOI BifHH B CaMill AFOAMHI». OcTaHHS
IIOASITAAQ ¥ AyaAi3Mi MUCAEHHS Ta 6YTTs, pO3yMy Ta 4yT-
TEBOCTI, OT>)Ke — HEYYTTEBOTO PO3YMY Ta HEPO3YMHUX
MIOYYTTiB.
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Y 6esnocepepHbO OCOOUCTICHOMY MOHI3Mi OCHO-
BU KPHETbCS HE TIABKM TaEMHUIIS GpeHOMEHY BiAMUPAHHS
$opM cycmiabHOI CBiAOMOCTI, aAe i MOAOAAHHSA a6CTpaK-
THUX GOPM CTAHOBAGHHS BCE3aTaAbHOTO, AKUMU € GOPMHU
cycmiabHOI cBipoMocTi. TyT Bip 4yTTEBOrO CIIOTASIAQHHS
IIPUXOBAHA | TAEMHMI|S KPUTEPIIO iCTUHHOCTI CTAHOBASHHS
BCE3araAbHOIO B OAMHUYHOMY, OCKIABKH TaKe CTAHOBAEHHS
€ TIOBEPHEHHSM B OCHOBY GOPM CYCITIAbHOI CBiAOMOCTI Je-
pe3 IXHE CXOAXKEHHSI B OCHOBY IIPAKTHUKHY ITOYYTTIB 5K Oe3-
IOoCepeAHbOI MipHt KyABTYPHOI AIOAUHH. Y 1IbOMY KOHTEKCTi
BiporipHa IepeBara 30BHIITHbOI $OPMH Hap BHY TPIlTHbOIO
HOPOAKY€e GpeHOMEH HEIIPUMHITTS OCHOBOIO B CO0i popm
CYCITIAbHOI CBIAOMOCTI, K i peHOMeH 6e3CHAAS OCHOBH Ile-
PpebOopOTH CBOIO CXeMATHYHY IIPUHIJUIIOBICTD Y IPOCTOPi
OesnocepeAHbOTO. AAe, BHACAIAOK TOTO, 11O TAKUI IIPOLIeC
OTIOCEPEAKOBAHHM iACOAOTIEIO | 3MiHAMM B XapaKTepi Iparyi,
BiAMHpaHHS pOPM CYCITIAbHOI CBIAOMOCTI HOTpe6ye TaKOX
1 po3B’sI3aHHS MPOTHPIYYS IOAITHKH i KYABTYPHL

Meradizuxa Bia0OpaxkeHHS Mafiby THHOTO Y Terepi-
HbOMY IIepeXiAHOMy 4aci MOKe IPUXOBYBAaTUCS TAKOX Y Ta-
Kifl mepeBas3i 30BHINTHIX $OpPM, KOAU iHAMBiAyaAbHa popmMa
3HAXOAUTD iHUie OAs cebe, ane He 3HAXOAMTH MOTO 6 co0i.
IepBuHHA pedAeKcis pOpMH 3aANIIAETHCS IIOLIYKOM cele,
aAe He iHIIOTO i Ha IIbOMY MOXe 3YIHHUTHCS Ha3aBXKAU
i He pooBecTH cebe A0 BTOPUHHOI pedaekcil. 3Biacu — ero-
i3M TBOpPYOro CcroXuBaHHS. [Ipo6YAXKEHHS AO CYTHOCTI
SIK caMOpePAEKCis AIOAMHH B iCTOpPIl 3yMOBAIOETBCA TIepe-
Baroo pedaexcii cebe 8 iHuomy Hap BIAOOPAKEHHSIM iHULO-
20 6 00 i CTOXXKUBaHHSIM OPMU SIK peaAisallist B iHIIOMY,
aAe He peaaisalil iHmoro B cobii yepes cebe. 3 porO mnpo-
I1ecy BUIIAMBA€ KOHCepBalisl $yHKITIOHAABHOCTI He TiAbKU
IHIIOI ATOAVIHH, aA€ i L[IAMX IPOMAPKiB CYyCHiAbCTBA (HKH_IO
He CyCITIIAbCTBA B uiAOMy). HasiTp y BUmaaxy 3ap0BOAeH-
Hs MaTe€piaAbHHMX HOTpeG, NPEAMETHICTD CYCIIIABHHX BiA-
HOCHH 3MiHIO€ CBIil XapaKTep, IepecTaloyy OyTH CIIOXKH-
BAHHSIM pedveli, aAe He [IepeCcTalour OYTH CIIOXKXMBAHHIM
IHIITO1 AFOAUHHU.

Ockirbky OCHOBa MOKe OOIPYHTYBaTU cebe yHiBep-
CAaABHHMM YMHOM IPAaKTUYHUM BUXOAOM 3 MEX CTAaHOBAEH-
HI, IPOCTOPOM il CaMOOOIPYyHTYBaHHS € BHYTpilIHs $pop-
Ma, y SIKifl OCHOBA IIepeOyBae SIK 6e3I10CePeAHS MOXKAUBICTb.
3a CBOE€IO IPUPOAOIO BHYTPIIIHS GOpMa ITepeTBOPIOE AO-
rivHe OIOCepeAKyBaHHs 1 iaeaAbHY pOPMY BCe3araAbHOCTI
Ha YyTTEBY M@XY CBO€EI KOHKpeTHOCTi. Bona cama — cyTp
AOPO3BUTOK AOTIYHOTO AO YyTTEBOTO, IXHA iIMAHEHTHA TO-
TOXXHICTD ¥ CXOAXKEHHI Bip a6CTPaKTHOIO AO KOHKPETHOTO.
Y pOoMy IepeTBOpPEeHHI TaKOXX MOXKA¥BA OOepHeHa pop-
Ma, aAe BXe B 3HaYeHHi, Ha3BaHOMY lereaem mporpecom
3a yMOB 30iry ii cyTi 3i 3HSTTAM cTaHOBAeHHSL. Le € 3HATTSM
HAaBIiTb TOAI, KOAH BOHO BUTASIAQE 663MipHiCTIO, TOMY IJO TYT
«0e3MipHICTb € HacaMIepeA BUXOAXKEHHS MipH, B CHAY
11 KIABKiCHOI IPUPOAH, 32 MeXi CBOEI SIKiCHOI BU3HAYEHO-
CTi. AAe OCKIABKH TaKe KiAbKiCHe BIAHOIIeHHS, sIKe Y TIOPiB-
HSHHI 3 IIepImuM € 6e3MipHHM, IIPOTE € TAKOX 1 SIKICHUM,
TO 6e3MipHe € Takoxx Miporo. L1i ABa mepexoan (BiA SKOCTI
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AO BHU3HAYEHOI KiABKOCTI i Bi OCTaHHbOI 3HOBY AO HKOCTi)
MOKYTb 6yTH IPEACTABACHI SIK HeCKIHYEHHUI IIPOrpec —
SIK 3HSITTSL ff CAMOBIAHOBA€HHSI MipH B Oe3MipHOMY >» (r[epe-
Kaap Miit — M.IIL) [9, c. 261].

¥ nepeTrBopeHHx $opMax 3BOPOTHE BiAHONIEHHS KiAb-
KOCTi He IIPUXOAUTD AO PO3BHUTKY SIKOCTi IIEPEXOAOM B iHIITy
Mipy, ToMy 6e3MipHICTb TyT HaOyBa€ XapakTepy KiAbKiCHOI
amMopdHOCTI MipH, BUOKpeMAeHHH 1i Bip cyTHOCTI. OcHOBa
$parMeHTYEThCA Ha MO3aiKy CyL[iAbHOI ITepepHUBYaCTOCTi
6esmocepepnboro. ITosza onocepepKkyBaHHSIME Oe3moce-
PeAHDOTO CYCITIABHU YaC PO3TATYETHCS Y IAOLIKHI y HOBY,
abcypAHy eBoAtOLifHY AiHif0. OcKiAbkY BHYTpimHS pop-
Ma IPMHILUIIOBO iHAKIIe CIiBBIAHOCUTHCS i3 AOTTYHUM I10-
AeM cebe i CBiTY, TO IPHPOAA O€3MOCEPEAHBOTO 3BOAUTH-
cs TYT A0 disioaorii 663HOC€p6AHbOI‘O. Aae TOAl ocHOBa
$parMeHTyeThCA i Ha MO3aiKy pO3yMOBOIO CIIPUHHATTSA
CBiTY, a THOCEOAOTIYHA IPOrPECUBHICTD o6epHeHOCTi dop-
MH MO>Xe ITepeTBOPUTHCA ¥ BAACHY perpeciio 3a aaoriama-
MU, aKTyaAi30BaHUMH BipTYaAbHOCTSMHU MHHYAOTO 4acy.
3BiACH ITOXOAUTH CapTPiBChKA KOHCTATAINS: «Y BUTASIAL
MaribyTHBOTO S1 BUOPAB MHUHYAE BEAMKOTO MePIis i Cripo-
OyBaB XuTH HaBIaku. MK AeB'SITbMa 11 A€CSATbMA POKaMU
sI CTaB AOBepIIeHuM “TtocTyM. 51 epeBepHYB 4ac HABIIAKU
11 yCe CTaAO IIPO30PUM> (nepew\aA mitt — M. I1L.) [uur.
sa: 10, c. 18-19] i Bapiauii Kypra Bonneryra mopo cy-
JAaCHHX IPOSIBIB MOBOPOTHUX POPM, SKi BUHUILYIOTH Jac,
OCKIiAbKHM, HATIPUKAQAA, KaTakaism y 2001 ponti BiAkuHYB Hac
Hasap y 1991-1, BiH mepeTBOPUB AECATD yKe MPOKUTUX
HaMH POKIiB y MafibyTHE, i, 3peIITo0, MU 3MOXKEMO 3rapa-
TH [IPH yCbOMY, 1JO MU POOHAY il FOBOPUAH, KOAU HACTaHE
vJac 3p06I/ITI/I 1]e 3HOBY, 5K i HOTO KOHCTATallis 3 BipTyaAb-
HOTO Mail0yTHbOT'O, KOAH AAQPEMHO CKAPKUTHCS, IO HIY0TO0
He BiaOyBa€eThCs, TIABKU [TOBTOPIOETHCS CTape, MApHO 3a-
AYMYBATHCSI, 24U He IIOIXaB y Tebe AaX, AAPEMHO 3aAyMYy-
BaTHUCs, 2 YU He II0IXaB AAX 3a0AHO M B YCiX BiApa3y Ha CBi-
Ti. 3a Hioro TBEPAJKEHHSM, BH HiY0rO He 3MOTAH 3p06H-
TH IIiA YaC «APYTHX>» AECSITH POKIB, SIKIO BU He 3p06uAn
IIbOTO TTiA 9ac «TIepIIux>. Bu HaBiTh He 3MOTAM BPATYBaTH
BAACHE XXHTTS a60 )KUTTA KOXaHOI AFOAMHH, SIKIIO BaM I[e He
BAAAOCA B «IIePIIi>» ACSATH POKIB.

YoMy 06epHEHHS — MOHCTPH i IIepeBepTHI IOMIAKO-
BHUX OIIOCEPEAKYBaHb BHYTPIilIHbOI 1 30BHIITHbOI YOpMHU —
IIPUIAMAIOTh B €K3UCTEHITiaAi3Mi TaKMX TpaHCcPOpMaIliii Te-
nepimHboro i Munyaoro yacy? Herarusna ¢popma BusABAsIE
MOAYC BHYTpilHbOI popmu OyTu He3nocepesHboi GOpMOI0
gacy. I sxio mepeboproe He BHYTpilmHsS popMa, TOAL 30-
BHIIIHA pOpMa BUABASIETHCS CIIPOMOXKHOIO PO3KAACTH BHY-
TPILIHIO, 1 B TAKOMY pO3KAaAaHHi Bracae i gac. Crpoba cori-
AABHOTO Yacy BPSITYBaTH cebe 3AIMCHIOEThCS Yepes My Taiio
B IIPOCTOPU MUHYAOTO, aA€ BOHA BUSABASETHCS YEPrOBOIO
iA03i€10, EAMHOIO 0COOAMBICTIO SIKOI BUCTYIIAE YCBIAOMAEH-
Hs 1l MApHOCTI i MPUMAapPHOCTI.

BuBoASIH AlaAeKTHKY BHY TPIIIHBOTO i 30BHIITHHOTO,
Tereap mipKpecAioBaB, o BHYTPIIIHE € OCHOBOIO SIK TOAQ
$opMa OAHIET CTOPOHU sABUILA F BIAHOIIEHHS, SIK IIOP O3KHs
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dopma pedaekcii-B-camy-cebde, sKifl IPOTUCTOITH TAKOX
icHyBaHHS 4K $OopMa iHIIOI CTOPOHH BiAHOLIEHHS 3 IIO-
POXHIM BU3HAYeHHSAM pedAeKcii-B-iHIIe — SK 30BHIIIHE.
IXHS TOTOXHICTD € HATIOBHEHOI TOTOXHICTIO, 3MiCT, IIO-
KAAAGHHUH Y TIPOIieci pyXy CHAM €EAHOCTI pedaexcii-B-camy-
cebe i pedaekcii--inme. O60e (BHyTpimHe i 30BHimHE)
CYTb Ta 3K CaMa EANHA TOTAABHICTD, i pOOASITD Ljf0 EAHICTD
3MiCTOM, a 3MICT SIK TaKHH € THM, Y4M BiH €, 3aBASIKH TOMY,
110 BiH MiCTHTb ¥ cO6i pO3BHHEHY $OPMY.

3 KaTeropitHOCTi caMOBH3HAYeHb YOPMHU 1 3MICTY BH-
IIAMBAE Te, IO 6e3I0CepeAHE KUBE B TiM, 10 FOro omoce-
PEAKOBYE y BCe3araAbHil OCHOBI, 5K i B TiM, YM BOHO OIIO-
cepepkoBane. I 1je € HalbiAbIINM CTPaXKAQHHAM SK CaMoO-
crioxuBaHHA cebe B iHmomy. CaMe omocepeAKyBaHHS CTa€
ICTOTHOIO BU3HAYEHICTIO AlaAeKTUKY BHY TPILIHIX i 30BHilI-
Hix popm. ITpryomy BusHaueHiCTIO, y sIKii i TpeAcTaBAHUI
PYX, a He CTaTHKa Yacy.

TakuM 9UHOM, AOCSTHEHHS 6e3[0CePeAHbOI Alarek-
THYHOCTi YOpPMH B IPOIIeCi MOAOAAHHS MeTai3uku ii rimep-
TpOQOBAHOI HETATUBHOCTI BIMAra€ pO3yMiHH i 3AilicHeH-
HsI 3MiHH HarOAOCIB peHOMeHyY 6e3I10CepeAHbOTO SIK TaKO-
IO, [0 He 3BOAUTBCS AUIIe A0 MeTadi3uKKU OTOTO>KHEHHS
OIIOCEPEAKYBAHHS i3 CAMOLIIHHICTIO 3acobiB Ta YKOpiHeH-
Hst ocepepHocTi. Po3BrHeHa 6e3110CepeAHICTD € Alanek-
THYHOI Y PO3YMiHHI OIIOCEPEAKYBAaHHS K CAMOAOCTAT-
HbOTO TNIPOIjeCy YKOPiHEHHS i PO3BUTKY B3aEMOTpaHCHOp-
Manifl yce3araAbHOI KyABTYPH y 3MiCTi aTpubOyTHBHOI
cy6’exruBaril il MoayciB. 3a Takoi GyHAAMEHTAABHOI yMO-
BU OITOCEPEAKYBaHHS ePeTBOPIOETHCA 3 THOCEOAOTIYHOTO
3aco0y a60 yHKIIOHAABHOI «AQHKU>» PyXy icTOpIi Ha 3a-
capy ii 6e3mocepeAHBOrO PO3BUTKY. AAe Y IIbOMY CTAaTyCl
«HAIlIOBHEHHSI>» IIPOLIeCy OIIOCEPEAKYBAHHS be3mocepes-
HBOIO AOTIKOI0 PO3BHTKY i € OITOCEPEAKOBAHOIO Oe3moce-
PEAHICTIO KyABTYPH.

BucaoBkn. Ha BiaMiHY Bip aAOpHOBCHKOI HeraTUB-
HOCTi €CTeTHKH, SIKa BUBOAMTHCA 3 PO3iPBaHHAM MPOTHAEXK-
HOCTeH IPOTUPIvYs, PyHHaIii OCTAHHbOTI'O SIK EAHOCTI ITpO-
THAEXXHOCTEHM, METOAOAOTIYHI 3aCaAM €CTETUKH HEeraTUB-
HOCTi HeOOXiAHO BUBOAUTH 3i CITIBBIAHOIIEHHS BHY TPilIHIX
Ta 30BHILIHIX CyIIepeyHOCTe! SIK BHYTPIIIHIX Ta 30BHIIIHIX
popm. I He camux 110 064, a B He0OXiAHOMY CIiBBiAHOLIEHH]
3 pyHAAMEHTAABHOIO OCHOBOIO iCTOPHYHOIO Ta CYCIIIABHO-
ro po3BUTKY. EcTeTHKa YMCTOI HeraTUBHOCTI € CHHAPOMOM
$eHOMeHOAOTIUHOI XBOp06K COLIiyMiB Ta iHAMBIAIB SK pe-
3YABTAT 3pedYeHHs BiA LIbOr0 06’€KTUBHOIO KapKacy po3-
BHTKY CBITY. Y TaKOMy pasi yTBOPIOETHCS Oe30AHS IIPipBH
MIK KYABTYPHOIO MipOIO iCTOpIl Ta KyABTYPHOO MipOIO 0CO-
6ucrocTi. «Aeseprupcrso 3 icropii» (Oprera-i-Taccer),
HaMaraHHs 3HANTHU [IOBHOTY BAACHOTO SKUTTS B yOCOOAEHH]
NIePETBOPIOETHCS HE AUIIIE HA iAIO3i] pO3yMiHHA HABKOAHII-
HbOT'O CBITY — BOHO IIepeHOCHUTD iCHyBaHHS B HeTaTUBHUI
IIPOCTIp CEHCIB, aKTYaAi3yIOuH He AMIIe iCTOpHYHe, aAe i di-
3UYHE caM0ry6CTBo AFOAMTHH (npm{po IIIKaBOIO € AMHAMIKa
KIABKOCTi CaMOI'yOCTB Ha AyIIy HaCEeACHHS 3a OCTAaHHI TPH
AecaTnpiqqﬂ).
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Shkepu M.

Aesthetics of Pure Negativity: Article One. Methodological Principles of Understanding The Phenomenon of Aesthetics
of Negativity

Abstract. The semantics of the modern space-time of history manifests itself as a categorical inadequacy in understanding the essen-
tial transformations of the relations between the humanity and history. The invasion of derivative reflections of theoretical research
is caused by the neglect of the content of the basis and contradictions of history. The neglect of the latter has provoked a catastrophic
situation, when such laws are manifested as the revenge of history for their neglect. The degradation and disintegration of the epis-
temological framework of theoretical knowledge caused by these reasons reduces the effectiveness of theoretical reflections because
particularities can be studied through the whole but the whole cannot be understood on the basis of particularities. Still, particulari-
ties are also deconstructed, since the categories of knowledge of the postmodern period are deontologized and deconstructed as de-
scribed by J. Derrida. In contrast to the universal categories of the classical period, which, being a single system, appeared in pairs,
and the break of this parity in the non-classical era, the postclassic is accompanied by the disintegration of each of them. Under such
conditions, there is a rigid transfusion of existing forms of being into negative semantics. Despite its non-obviousness (incompre-
hensivness), this transfusion is cruelly experienced at all levels of social structures. The wounded heart and confused consciousness
of individuals, whom are atomized, tired of themselves and of other individuals, do not find solace in the distorted system of public
interests, where universally significant and individually significant are in a relationship of antinomies. Under such conditions, there
is an annihilation of development and the displacement of the essential features of a person into a specific space of negative aesthet-
ics. This is the aesthetics of replacing the meanings of life with the meanings of deprivation, which Schelling considered the defining
condition of the phenomenon of uglyness. This paper offers a vision of the methodological foundations of understanding the phe-
nomenon of aesthetics of negativity.

Keywords: aesthetics of negativity, inner form, outer form, base, man as a measure, transformed forms, transfusion of forms.
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Abstract. The importance and functions of musical architectonics in the creative process of a composer and performer are con-
sidered in the paper. The conceptual basis of the work is the definition of musical architectonics and classification of its types
by V. Moskalenko. Specific features of musical architectonics compared to musical composition are revealed. The functions of ar-
chitectonics in the musical-creative process of a composer and performer are defined. A method of studying the architectonics
of a musical work is proposed. It consists of the study of indirect data, the features of musical material, the definition of the basic
composition model and the dramatic relief of the work. It is emphasized that musical tempo-rhythm is an important means of ma-
terializing the “virtual” image of architectonics. In the sheet music, the composer fixed a certain tempo-rhythmic solution that
clarifies the architectonic project of the work. Performers embody it in different ways, so the comparative analysis of performance
versions is of particular importance. By identifying the differences in tempo-rhythmic solutions, the composer’s architectonic
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formance version.

Introduction

The scientific understanding of the phenomenon
of musical architectonics is a relevant direction of modern
musicology, which is confirmed by the active use
of architectonic imaginations in the practice of composers,
performers, and teachers. The problem of the article
is in line with modern studies of musical thinking, theory
and history of musical performance.

The Greek word “architektonike” is translated as “art
of construction” In this sense, it can be used to characterize
various creative processes.

The broadest, scientific and philosophical
understanding of architectonics is given by I. Kant in his
Critique of Pure Reason (Kant, 1998)". He clearly indicated
the intellectual nature of building, its system-forming
and methodological functions. The philosopher determined
the nature of the relationship between architectonics

and such scientific categories as a whole, system, and idea.
An important point in the chain of thoughts of I. Kant
is the presence of a scheme, which provides a generalized
image of the main constructive principle, which
clarifies the regularities of the structure and the nature
of the relationship of parts with each other and with
the whole.

The universality of the concept of architectonics lies
in the fact that it can be used both abstractly: in the field
of mental activity, and more specifically—in the intellectual
organization of subject types of activity. In artistic creativity,
architectonics exists both as a psychological phenomenon
that guides the creative process of building a structured
whole, and as a materially captured result of this process.

The concept of architectonics is closely linked
to architecture—the art of designing and constructing
buildings. The phenomenon of architectonics in other

! In this paper, architectonics signifies the art of systems. Since systematic unity is what turns cognition into science, i.e., makes a system

out of a mere aggregate of it. Architectonics is the doctrine of the scientific in our cognition in general, and therefore necessarily belongs

to the doctrine of method. Under the government of reason, our cognitions cannot at all constitute a rhapsody but must constitute

a system, in which alone they can support and advance its essential ends. I understand by a system, however, the unity of the manifold

cognitions under one idea. This is the rational concept of the form of a whole, insofar as through this the domain of the manifold as well

as the position of the parts with respect to each other is determined a priori (Kant, 1998, p. 691).
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forms of art, including music, preserves the characteristics
of architecture: subject-spatial perceptibility,
visual constructive clarity, aphoristic expression,
a sign of aesthetics. Compared to the “objective”
meaning in architecture, architectonics in procedural arts
is a phenomenon that is yet to be studied in full.

Literature Review

The prerequisites for the emergence of an architectonic
imagination in the human mind are such fundamental
factors as the objective laws of nature: gravity and earth’s
gravitation, the laws of symmetry, the physiological binary
ofa person and its certain psychophysiological prerequisites
(the ability for simultaneous imagination, synesthesia, etc.).

Architectonics in architecture provides the presence
of supporting and non-supporting parts, their relation,
location and rhythm of the form, artistic expression
of construction laws, visual identification of static
construction efforts. Architectonics is closely related
to the search for a prototype model, which is a form
of communication of sorts. Among the means of organizing
the architectural whole, the system of divisions,
proportioning, the similarity of the element to the whole,
the relations of the structure and the specifics of the material
are highlighted. It is proposed to use the architectural term
“articulation of form,” which is based on emphasizing
the nodal points of the form and contributes to its
expressiveness. In order to evaluate the whole in architecture,
the distance method (layout) is used.

The term “musical architectonics” is an example
of a combination of words with the opposite meaning,
which, at the same time, form a new semantic whole.
The contradiction lies in the fundamental difference
between the forms of existence of the arts. Music
is a temporal, procedural art, while the concept
of “architectonics” is related to architecture—a spatial,
objective and material art that does not develop in time.

Taking into account, in the most general terms,
the combination of the studied phenomenon with
the problem of time-space, we note that an important
component of musical architectonics is the effect
of the imaginary collapse of the musical process into
a conditionally spatial, simultaneous imagination.
The feeling of architectonics in music balances between
the fluidity of the intonation process and imagination about
the stability of the internal structure of a musical work.
If the procedurality of a musical work “lies on the surface,”
then its crystalline side is characterized by “hiddenness,
the internal nature of the simultaneous effect” (Moskalenko,
1994, p. 45).

According to V. Moskalenko, “the value of simultaneous
representations is associated with the possibility of mentally
grasping a musical work as a whole” (Moskalenko, 1994,
p-43). The researcher also claims that “the simultaneous
musical-architectonic imagination contains a generalized
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idea of the entire ‘musical building’ including its intonation
‘body”” (Moskalenko, 1994, p. 46).

Musical architectonics is a form of musical thinking
ofahigher order. As aresult of distancing and generalization,
a simultaneous, timeless, quasi-spatial image of the artistic
whole emerges. The collapsing process is accompanied
by selectivity—the separation of the most informative
points of intonation movement from the flow of formation.
This leads to the emergence of a kind of “vacuum”, which
in the reverse process of musical unfolding, includes
the mechanism of “add-intonation” (Moskalenko, 1994,
p- 80). This is the potential energy of architectonic
imaginations in musical interpretation, production of new
intonation ideas, and variants of interpretive solutions.

The elements of the musical-architectonic whole are
divided into supporting and non-supporting. In the process
of forming musical thought, they can be considered in any
sequence. Finding the principle of their connection helps
form a simultaneous imagination of a whole, which can
be considered the “meta-intonation” of a musical work.
It also reveals the stylistic features of a musical work.

The idea of the interrelation of supporting
constructive elements, which is extrapolated
to music from architecture, here is connected with
the function of the musical theme, with the feeling of it
as a concentrate of the intonation material of the work.
In the theme, the figuratively dominant and concentrated
main intonation-rhythmic “building material”
of the musical work is marked. The theme has the function
of a relief musical thought, which ensures its recognition
and memorability. The importance of the theme
in the formation of architectonic imaginations is defined
in the concept of musical architectonics by V. Moskalenko:
“Musical architectonics is a leading constructive principle
that ensures the connection of the supporting elements
of intonation movement — themes, that can be expressed
simultaneously and which serves as a basis for formation,
assimilation, and memorization improving and developing
the intonation concept of the work” (Moskalenko,
1994, p. 69).

It should be noted that the phenomenon of musical
architectonics is quite often mentioned in academic
publications from various branches of musicology. After all,
in the understanding of its properties, there are still “blank
spots” that have not received sufficient scientific coverage.

Aim of the paper

This study outlines the research methodology
for musical architectonics, clarifying the specifics of musical
architectonics in comparison with musical composition,
examines in more detail the function of musical
architectonics in the creative process of a composer
and performer, and suggests the introduction of the terms
“composer’s architectonic project” and “architectonics
of performance version.”
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Results and Discussion

In order to highlight what is essential to the concept
of musical architectonics, the focus should be placed
on the phenomenon most closely related to it: musical
composition. Musical composition is considered part
of the discipline “analysis of musical works,” where
a musical work is understood as a “final product.” Musical
architectonics is part of V. Moskalenko’s concept of musical
interpretation, which involves understanding a musical
work as a creative process, an artistic renewal. Musical
architectonics in interpretation models the creative process
and operates with wholes, includes the motor principle
and the creative principle.

Musical composition, as well as musical architectonics,
the form-creating and meaningful aspects of a musical
work are taken into account. Nevertheless, there are
also a number of differences that reflect the specificity
of the concept of musical architectonics itself.

The first difference between the architectonic
imagination of a musical work is the simultaneity
of the auditory imagination effect. Accordingly,
architectonics accentuates, actualizes and expresses
the simultaneous spatial image of a musical work,
and the composition is a “temporal plan of its unfolding.”

The second difference lies in the high degree
of generalization of architectonic imaginations. This quality
is defined by V. Moskalenko as a “leading constructive
principle.” The composition, on the basis of architectonic
imaginations, organizes the entire material of a musical
work that sounds or is imagined in the sound. The more
expressive the architectonics “manages” the whole, the more
expressive the construction becomes, the richer are
the inner life of the parts, the sharper are the compositional
divisions (boundaries of sections, reprise, framing).

The third difference is determined by the focus
ontheselectivity of perception. Active perception ofamusical
work is accompanied by the selection of the “most
informative points” from the information (intonational)
stream (Moskalenko, 1994, p. 44). Musical architectonics
reveals the constructive principle of their connection.
In musical and architectonic imaginations, the dominant
side is their constructive presentability, which contributes
to the organization of musical perception and is a factor
of communicativeness.

The Latin word praesento translates as “represent,
transmit, hand over.” The act of presentation is an
“information technology” of sorts that is focused on the fact
of the presentation and is aimed at causing a certain reaction
in the audience. Based on this understanding, we will define
a number of qualities of presentability: the maximum
power of expressiveness, convenient form for perception,
visual impact, increased recognition, expressive and short
formula, informativeness, and demonstration.

Thus, it is noted that a musical composition refers
to the composition of an artistic whole in the process of its
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temporal unfolding, while architectonics is a simultaneous
spatial imagination of the construction of a whole.
Architectonics implies a higher degree of generalization
of the structural imaginations of a musical work, which
arises as a result of a kind of “leap of consciousness.”
Identifying the leading constructive principle contributes
to the clarity of divisions, expressiveness and autonomy
of parts. Architectonics is characterized by the dominance
of the presentability of the structure and leading
architectonic supports (themes). Conditions are created
for a visual review of architectonics, which allows you
to evaluate it from the standpoint of artistic beauty,
proportionality and harmony, and, in general, aesthetics.

Architectonic musical and auditory imaginations
are an important component of the composer’s purpose
of a musical work. V. Moskalenko understands the musical
purpose as “..the preliminary construction plan and leading
semantic orientations of a musical work” (Moskalenko,
2012, p. 7). It contains only the main, guiding contours
of what will become the real sound body. In the same
way, we can talk about the creative process of a musician-
performer. V. Moskalenko believes that the performer
“as it were reveals, unfolds the artistic time of the work
compressed into a single moment. In a psychological
sense, the effect of a hidden spring works here, which
serves as an impetus to re-intonation” (Moskalenko, 1994,
c.55). The performer, as it were, builds a new whole,
finding new meaningful connections between events
in the space of a musical work. These processes enable
considering architectonics as one of the mechanisms of self-
development of a musical work.

From the point of view of the function in the creative
process of the composer and performer, two types
of architectonic imaginations are known. One of them
isterminologicallyidentified by V.Moskalenko as “preceding
architectonics.” The characteristic of the function
of preceding architectonics in a musical creative act
is focused in the statement of V. Moskalenko: “Convoluted
into a simultaneous representation, preceding architectonics
is nothing more than a promising constructive basis
of musical intonation, which is aimed at the feeling of an
artistic whole and directs the formation of this wholeness”
(Moskalenko, 1994, p. 69).

This is exactly the function performed by two
architectonic principles distinguished by V. Moskalenko—
basic and arched, which are a “deep grammatical structures
of musical language” of sorts (Moskalenko, 1994, p. 71).
The basic type is characterized through musical folklore
and is distinguished by the fact that “in sound there
is no division of functions into ‘theme’ and ‘non-theme”
(Moskalenko, 1994, p.71). Arched architectonics
is characteristic of professional composer's music. Here,
the division of functions into “theme” and “non-theme”
is mandatory. V. Moskalenko believes that “historically,
the architectonics of the arch type arose as a development
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of the architectonics of the basic type” (Moskalenko,
1994, p. 72). They coexist as imaginary landmarks
and complement each other in a specific artistic context.

The second type of architectonic imaginations
is terminologically defined by V. Moskalenko
as “summarizing architectonics.” Accordingly, “summarizing
architectonics” emerging from a musical work that
has already sounded. Here, according to the scientist,
architectonics “feels like the ‘lava’ of the intonation
movement has not yet completely solidified, which,
figuratively speaking, is only taking shape in a crystal”
(Moskalenko, 1994, c. 48).

An important feature of the concept of musical
architectonics is that it takes into account both the factually
“material” side of the organization of the whole, fixed
inthe text of the musical work, and its “psychological” feeling,
that is, a simultaneous image in the auditory imagination.
The psychological component of the phenomenon
of musical architectonics causes difficulties associated with
the disclosure of its properties in a specific musical work.
Feelings of the features of a constructive whole are difficult
to study. Therefore, it is necessary to highlight the reliable
facts about the objectification of musical architectonic
imaginations available to the researcher.

Musical architectonics affects the sphere of phenomena
thatarenotdirectlyobservable. Thestatementsofthecomposer
can be counted among the facts of the objectification
of the sensations of musical architectonics. Individual details
contained in correspondence, memoirs, articles, interviews,
diaries, autobiographies, reviews, and other documents
form an image of the composer’s personality, which also
defines his composing style. In the nature of speech, self-
evaluation, forms of expression of thoughts, handwriting, etc.
the psychological features of the composer’s personality are
laid down, which helps to identify and refine the parameters
of the musical style. Accordingly, these components are
also important in the study of musical architectonics.
Documentary facts may contain information about the nature
of the creative process in the work, about the architectonic
direction in the composer’s creative thinking, and about
the architectonic component of the purpose of a specific
musical work.

Statements of the composer’s contemporaries, which
contain observations on his creative process (musicians,
masters of related arts, relatives, friends, etc.) can
be of significant help in the study of musical architectonics.
And if the composer’s words are self-observation or “self-
testing,” then the messages of his contemporaries provide
a broader perspective. They contain facts that characterize
them as a person and capture the features of their
manifestations in various creative hypostases (composer,
performer, conductor, literary critic, pedagogical). Valuable
are the comments of artists, screenwriters, writers, directors,
and performers who participated in the implementation
of joint creative projects.
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The formation of a musical architectonic imagination
is closely related to the visual perception of a conventional
graphic image of a musical work, with the appearance
of a sheet music. To a greater or lesser extent, the graphic
appearance, the order of appearance of the main themes,
their location in the space of the notation of the work,
not only clarify the structure of the composer’s creative
process, the trajectory of his musical thought but also create
an idea of the ways of unfolding the architectonic musical
imagination.

The visual perception by the musician-performer
of the graphic image of the musical notation created
by the composer is an important factor in its preservation
in the musician’s memory, contributes to the formation
of a certain “spatial” image of the musical work.
In order to visualize the text of a musical work, one may,
for example, put all the pages on a large table or the floor
and look at the whole from above, like an architectural
layout. Similar operations with reduced copies of pages
are even more effective for one-time visual perception
of the text of the work. A graphic delineation of a musical
work in the form of a diagram or table can also be used as an
auxiliary visual model in the musical creative process.

In the study of the architectonics of a musical work,
attention can be directed to the relevant properties
of the musical material that clarify its architectonics: genre
parameters, themes, composition, dramaturgy, tonal plan,
tempo interrelation etc.

The role of the thematic factor in this regard has already
been discussed. As for the compositional and dramaturgical
parameters, as noted by V. Moskalenko, practically all
historically formed compositional formsdemonstrate
“..an ‘outgate’ of the deep foundations of architectonic
organization into the sphere of compositional forms
of professional composer music” (Moskalenko, 1994, p. 72).
The division into supporting and non-supporting points
creates a rhythmic combination that is implemented in one
oranother compositional model. Most of them have a reprise
and thus implement the arch principle of architectonics.

In terms of the influence of the dramatic factor
on the formation of an architectonic imagination, two
points are important: a sense of the general compositional
and dramaturgical relief of a musical work and accentuation,
and identification of the most supporting musical events
in the deployment of the musical form. The latter became
events of architectonic significance. Such “events” can
be perceived as the presentation of a theme, its reprise, a false
reprise, the inclusion of a new theme, highlighting the edges
of sections, invasion, overlay, a general pause, the emphasis
of critical nodal moments of development, the location
and nature of the main culmination, a predicate attraction
that strengthens the feeling of waiting for stability stroke, etc.

One of the leading parameters in the manifestation
of the phenomenon of architectonics in a musical work
is the musical tempo-rhythm.
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Tempo-rhythm is a materialization of sorts
of the “virtual” image of architectonics, as if it was another
existence. The opposition ofarchitectonicsasasimultaneous
imagination (a collapsed “quasi-spatial” image of the whole)
and its tempo-rhythmic unfolding in sound realities plays
arole here. That s, the tempo-rhythm realizes the dialectical
essence of musical architectonics as spatial, quasi-static,
and temporal, processual.

The composer, creating a musical piece, foresees
a certain tempo-rhythmic solution of his architectonic
project. A similar trend exists in the architectonic
imagination of a musical work by the performer.
Statements by K. Martinsen confirm this point: “This
clearly visible general overview, which reaches a really high
level of consciousness with a really creative perception,
from the very beginning determines the sound color,
the intensity of the line, the rhythm, and, above all, the pace
of performance” (Martinsen, 1930, p. 19). Preceding
architectonic imagination of a piece of music includes
a direction to a certain tempo, to the tempo relationships
within the cycle or its parts related to the dominant
intonation of the music.

One of the ways to objectify the phenomenon
of musical architectonics is through a comparative analysis
of performance versions of a musical work. In this regard,
K. Martinsen’s statement is indicative: “...when performing,
we have, on the one hand, a superpersonal will to form,
embodied in the work, on the other hand, an absolutely
personal formative will of the performer” (Martinsen,
1930, p. 230). It is especially interesting how the researcher
explains the difference between the performing versions:
“The superpersonal autocratic form of the artistic work
and the will to form embodied in it is an intermediary link
between, on the one hand, the vital forces ... of the creator
and, on the other — the vital forces of the performer ...
But since, due to the natural composition of the human
soul, the formative will of each performer will be different,
then ... each performance of an artistic work will have
a subjective character” (Martinsen, 1930, p. 233).

When considering the performance versions,
the leading stylistic attitudes of the performers are
of particular importance. In general, it can be stated
that there is a category of performers, who emphasize
the architectonic factor in a musical work, and performers,
whose musical thinking is focused on revealing
the improvisational principle, the actual flow of musical
expression. As in the study of the compositional parameters
of the organization of the musical architectonics
of the work, in the identification of architectonic features
in the performance reading of music, documentary
evidence and information about the architectonic
component of the performer’s creative method are
important. Statements that testify to the architectonic
purpose of a specific “performer’s work” are also significant.

Since the architectonics of a musical work
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is implemented by performers in different ways,
the“performer’swork” canbe consideredtheimplementation
of the architectonic project of the “composer’s work”
(Moskalenko, 2012, p. 6-7). From the same point of view,
different “works of performers” are compared with each
other. The advantage of this method is the clarification
of the architectonic project of the “composer’s work”
by identifying differences that reveal its potential.

As it was said above, one of the most important forms
of materialization of musical architectonics is musical
tempo-rhythm, therefore, the mastery of musical time
is of great importance in the performer’s “construction”
of the wholeness of a musical work. Obviously, an additional
factor in the objectification of architectonics is the ability
to record (with relative accuracy) tempo-rhythmic
indicators of performance with the help of a metronome,
including the total time of the piece and the time
of individual sections.

The result of comparing the “composer’s work”
and “performers’ works” can be an intellectually formed
generalized simultaneous imagery of the architectonics
of a musical work. It could, to some extent, be represented
graphically or imagined in the form of a three-dimensional
“layout” (architectural or landscape). It consists
of an imaginary overlay of “transparent” layers (parameters
highlighted above), which form a certain relief.

A specific sound embodiment can reveal a “violation
of the rules” (an anomaly of sorts) in matching the rhythm
of the compositional form with the nature of the musical
material, which additionally crystallizes the fragments
into a whole and clarifies the meaning of their formation
in artistic time. It can also be the point at which the features
of the form are focused, its structure is actualized,
or the non-identity of the compositional and architectonic
function of the section is revealed. Thus, the uniqueness
of a specific intonation-constructive concept of a musical
work, creatively found by the composer and later embodied
by the performer, is understood.

Conclusions.

Musical architectonics is an important part
of the concept of musical interpretation. Musical
architectonics, which is realized every time in its updated
temporal unfolding, reveals the creative potential of a musical
work. Musical architectonics is an indicator of the composer’s
and performer’s style. The importance of architectonic
imagination in musical and creative process is confirmed
by the practical activity of the composer and performer.

The method of research on musical architectonics
proposed in the article is based on forms of objectification
of musical and architectonic imagination. They are contained
in the statements of the composer or researchers about
his creative process, in the composer’s sketches, as well
as in the text of the musical work. In particular, the nature
and content of the composer’s statements reflect his
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psychological features and contain facts about the specifics
of the creative process and the architectonic component
of the purpose of a particular work.

The connection of the architectonic imagination with
the visual perception of the graphic modelling of the musical
work and with the appearance of the musical text, is also
emphasized. In the work of the performer, the graphic
image of the musical notation created by the composer is an
important factor in preserving the work in the musician’s
memory, it contributes to the formation of a certain “spatial”
image of the musical work. In particular, the graphic
appearance of sheet music manuscripts demonstrates ways
of deploying the composer’s architectonic imaginations.
Also, in order to understand musical architectonics,
the use of auxiliary visual models such as diagrams and tables
is suggested.

An important component of the methodology
is the study of the properties of the musical material,
which clarify the architectonics of the musical work:
themes, tonal plan, tempo interrelation, genre parameters,
composition, dramaturgy, etc. The most important in this
sense are the determination of the basic compositional
model, the feeling of the general dramatic relief of the work,
and the identification and accentuation of musical “events”
of architectonic significance.

One of the leading parameters of the manifestation
of the phenomenon of architectonics, a kind

of materialization of its “virtual” image, is musical tempo-
rhythm. The composer foresees and fixes in the text
of the work a certain tempo-rhythmic solution to the work,
which clarifies its architectonic project. The performer
embodies this project to life in a specific tempo-rhythmic
form and builds the form in real time. To a certain extent,
tempo-rhythmic indicators of performance can be fixed with
the help of a metronome, the time parameters of the sound
of the work, etc., provided by the computer.

In this case, the comparative analysis of consciously
chosen performance versions, which are different in terms
of stylistic settings, becomes indicative. By identifying
the differences in tempo-rhythmic solutions, the composer’s
architectonic project is clarified and, at the same time,
the artistic potential of the musical work is revealed. Different
approaches to performing readings of the work, the result
of which is the accentuation of one or another component
of the artistic whole, speak on the one hand of the flexibility
of the architectonic construction, and on the other hand,
confirm its stability and artistic validity. In general, two poles
can be defined in the performance orientation: emphasis
on the architectonic factor and emphasis on the fluidity
of musical expression, on its improvisational nature.

The results of this research can be developed further
and used in the practical activities of a composer, performer,
and pedagogue in music-theoretical and music-historical
courses at educational institutions.
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Bopoaeesa H.
MysuyHa apXiTeKTOHiKa: METOAMYHHI aCIIeKT

AmnoTanis. PosrasayTo 3HauymicTs i ¢pyHKIil My3HYHOI apXiTeKTOHIKM B TBOPYOMY IpPOILIeCi KOMIIO3UTOPA Ta BUKOHABIIS.
KoHnenifiHo 0CHOBOIO p060TH € BU3HAYCHHS ITOHATTS «My3HYHA apXiTeKTOHiKa>» i Kaacuikanis ii Tunis B. MockaseHka.
BusiBaeno cnenm¢iuni prcy My3uYHOI apXiTeKTOHIKH ITOPIBHAHO i3 My3HYHOIO KoMIIo3ulliclo. Busnaueno ¢pynxuii apxirekroniku
B My3HYHO-TBOPYOMY IPOIieci KOMIIO3UTOPA Ta BUKOHABIIS. 3aIPOIIOHOBAHO METOAMKY AOCAIAXKEHHS apXiTeKTOHIKU My3HIHOTO
TBOPY. BOHa CKAQAQ€TBCSI 3 BUBYEHHS HEIIPSIMHX AQHHX, BAACTUBOCTE! My3HYHOTO MaTepiaAy, BU3HAYEHHs 6a30BOI KOMITO3HIFii-
HOI MOA@AI, ApamMaTypriynoro peabedy TBopy. Harosomeno, mo BaxxauBuM 3acobom Marepiaaizalii «BipTyaAbHOTO> o6pa3y ap-
XiTeKTOHIKM € My3U4HMI TeMnopuT™. KoMIIO3uTop B HOTHOMY TeKCTi piKCye IeBHe TeMIIOPUTMiUHe BUPIIIEHHS, SKe IPOsCHIOE
apXiTeKTOHIYHMII IPOEKT TBOPY. BHKOHABIIi BTIAIOIOTD 10r0 BapiaHTHO, TOMy OCOOAMBOTIO 3HaYeHHsI HaOyBa€e MOPIBHSIABHMUIT AaHAAL3
BHKOHABCHKHX Bepciit. IIIAsXoM BUSBAEHHS BiAMiHHOCTE! TeMIOPUTMIYHIX BUPINIeHb POSICHIOEThCS APXiTeKTOHIYHUI MPOEKT
KOMITO3UTOPA i, BOAHOYAC, PO3KPHUBAETCS XYAOXKHIH MOTEHI[iaA My3UYHOTO TBOPY. My3uyHa apXiTeKTOHiKa € MOKa3HHKOM CTHAIO
KOMIIO3UTOPA Ta BUKOHABLIS.

Katouosi cro6a: apxiTexTOHiKa, My3HYHa apXiTeKTOHIKA, My3UYHA KOMIIO3HIIisl, apXiTeKTOHIYHMIT MPOEKT KOMIIO3UTOPA, apXiTeK-
TOHiKa BUKOHABChKOI BepCil.

Cmammas naditiwra do pedaxyii 1.09.2023
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Brecox Easapaa A. Aepebpa y possutox
CaKCOCl)OHHOFO aHC3M6A€BOFO BMKOHAaBCTBa
XIX cToaiTTs
Ha npuxaaai tBopy K. ®aopio «Allegro de Concert>

AASL KBapTETy CakKCOPOHIB

Contribution of Edward A. Lefebre
to the Development of Saxophone Ensemble
Performance in the 19t Century
Exemplified by K. Florio’s work Allegro de Concert

for saxophone quartet

Asnoranis. Po3rasHyTo oCcTaTh T2 BHECOK BiAOMOTO0 BIKOHABIIsI-cakcodponicTa XIX croairs EaBapaa A. Aepebpa B KOHTEKCTI cTa-
HOBAEHHS i POSBHTKY 3aXiAHOTO CaKCOQOHHOTO aHCAaMBAEBOTO BHKOHABCTBA, POIINPEHHS PeNlepTyapy AAs cakcodpoHa (Ha IIpUKAa-
Al BukoHanHs TBopy K. ®aopio «Allegro de Concert» aas kBapreTy cakcodomis). HaroaomeHo, mo mosisa aHcaM6AeBUX TBOPIiB
Anst cakcodona y XIX cToairTTi cipusiaa MECTeLbKif eBoatoLii iHcTpymenTa (y coAbHOMY i aHCaM6AEBOMY aCIIeKTaX), BUKOHABCbKH
inTepec A0 KX Avme 36iAbITHBCS 3 9acom. HeamiHHa akTyaAbHICTD aHCaM6ACBHX TBOPIB (Ha IPUKAAA] CIIBTBOPYOCTi BUKOHABIS
EaBapaa A. Aedebpa a kommosuropa K. ®A0pio) BUABASETbCS CHOTOAHI y CTBOPEHHI Pi3HOMAHITHIX TPAHCKPHIILIi aHCAMOACBHX
KaMepHO-iHCTPYMEHTAAbHHUX TBOPIB, A€ XYAOXKHIl, apTUCTHIHUI CBIT KOMIIO3UTOPA i BAKOHABIS € BEADMH I[IKABUMH AASI 3AHYPEH-
HsI 11 BIATBOpEHHSI OPUTiHAABHUX iA€ll, 06pa3iB Ta CMUCAIB.

AASL cydacHOI CIleHIYHOI BUKOHABCHKOI IIPAKTUKH XapaKTEPHHM € TIOLIYK i BIATBOPEHHSI BIAIOBIAHUX pOMaHTHYHI A06i 3aco6iB
My3HU4HOI BUPA3HOCTI, HACAIAYBaHHS MaHepH BipTy03HOi rpu. Prcu cruaicTuky aHcaM6AeBoro KoHLepTHOro Bukonascrsa XIX cro-
AITTSI CKAAQAQIOTD ITiKaBiCTh IIPOYMTAHHS AASI CYYACHOTO CakcopoHicTa-BuKoHaBIs. Lle, mepeaycim, TexHiuHicTh, eMOIIifiHA BUpa3-
HiCTh, KOHI]epTHA ICKPABiCTb.

Karonosi crosa: Eaapp A. Aedpe6p, Kepiro Oaopio, ancambaese cakcodporose BukoHascTso, Horo-Hopkcbkuit kBapTeT cakcodo-

uicris, Allegro de Concert, cakcodoHOBHIT perepTyap.

IMocranoBka nmpo6aemu. Koan iaeTbcst Ipo cTaHOB-
AEHHS1 | pPO3BHTOK AKaAEMIYHOTO COABHOTO Ta aHCAMOAEBOTO
BHMKOHABCTBa Ha cakco$poHi XX cToAiTTs, besmepedro cra-
AaroTb Ha AyMKy Mapceab Mioab Ta Cirypa Pamep, sxi mpa-
1oBaAn B €Bpori Ta AMepurii Biariosiaao. O6uaBa 3po6ran
3HAYHUM BHECOK Y IOITYASpU3aIlilo cCakcOPOHa AK KOHIIepT-
HOT'O COABHOTO IHCTPYMEHTA Ha aKaAeMidHIM CLIeHi, a TaKOX
AKTHUBHO 3aMIMAAMCh IIEAATOTIYHOIO AISIABHICTIO.

ITpoTe xAacH4YHA COABHA Ta AHCAMOAEBA TPAAULISI BU-
KOoHaBCTBa Ha cakcopoHi XIX cToAiTTS € MaropOCAiAXKe-
HOIO, i, SIK IPaBUAO, CaKCOPOH L]bOTO Nepioay HalyacTime
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PO3IASIAQIOTH 60 SIK OAUH 3 IHCTPYMEHTIB AyXOBOI'O Op-
KecTpy, b0 SIK IHCTPyMeHT, IO iHKOAU I'pae IeBHi ppar-
MeHTH B cuMQOHisIX 9n omepax. IcTopis 5x po3BUTKy cak-
copoHOBOro aHcaMmbAeBOro BUKOHaBCTBA XIX CTOAITTS
He € BIIOBHI AOCAIAXKEHOIO TaAy331o, SIK i mocrars EaBappa
Aedebpa, yBara A0 TBOPUYOCTI CIIOHYKA€E 3 ICYBaTH HOTO
BHECOK Y PO3BUTOK CAKCOPOHOBOrO aHCAaMOAEBOTO BUKO-
HaBCTBA Ta pelepTyapy AAS HbOTO, IO OIiHIOETHCSA K HAA-
3BUYANHO BAXKAUBUM i AASI AMEPHUKAHCBKOTO, i AASI EBPOTIEH-
CHKOT'O BUKOHABCTBA.

V cTaHOBAEHHI Ta PO3BUTKY GYAb-SIKOTO My3UYHOTO

Artistic Culture. Topical issues. Vol. 19. No. 2. 2023
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Buecox Easapaa A. Aeebpay possurok cakcoponnoro ancambaesoro sukonascrsa XIX croairs

iHCTpyMeHTa 3aBXXAU MAIOTb OyTH IPUCYTHIMHU AeKiAbKa
¢axTopiB: MosiBa HeGANAYKUX IIPUXHABHUKIB i1 HeOaAY-
>KMX BUKOHABIIIB, IO CIIPHATAUBO II03HAYAETHCS HA IIOMY-
ASIpM3aLlil iIHCTPYMEHTA Ta PO3LUIMPEHH] pelepTyapHoi a-
AITPH AASI HBOTO.

V¥ 1915 poui cygacuuxu EBaBapaa A. Aepebpa mo-
cMepTHO HasBaAu ioro «[laranini cakcodpona» [, c. 12].
Tsopuy criapmusy EaBapaa A. Aepebpa anme 3apas mouu-
HAIOTb ITOBHOI[IHHO OIiHIOBaTH Ta aHAAi3yBaTH. 3aBASIKHU
BHKOHABCBKii1 TBopyocTi EaBapaa A. Aepebpa MOKANBOIO
cTaAa eBoalorisa cakcopoHa y XIX cToAITTi, cTBOpUBIIN
OCHOBY AAs IOIyASIpM3alii iHCTpyMeHTa Ta mosiBU y XX cTo-
AITTi HOBHX MalICTPiB CAKCOPOHOBOTO BUKOHABCTBA, TAKHIX
six Mapceab Mioab Ta Cirypp Pamrep.

AmHaai3 pocaipkeHp i my6aikamii. ITepconaais
EaBappa Aepebpa pO3STASIAAETBCS B AMEPHKAHCHKUX
IepUIOAXKEepeAaX, CepeA SIKUX: AUCepTalil Ta CTaTTi AO-
caipnukis (James Russell Noyes «Edward A. Lefebre:
Preeminent Saxophonist of the Nineteenth Century>,
2000 [1]; Gee H. R. «Saxophone Soloists and their Music,
1844-1985: an Annotated Bibliography>, 1986 [2];
Cohen P. «Vintage Saxophone Revisited — The New
York Saxophone Quartette Club of 1879, 1991 [3];
«Edward A. Lefebre, 1883 [4]; Hemke F. L. «The Early
History of the Saxophone>, 1975 [S]).

MerTa cTaTTi: IPOCTEXUTH OCOOAMBOCTI PO3BUTKY
Ta CTAHOBAEHHS 3aXiAHOTO CaKCOPOHOBOIO aHCaMOAEBO-
TO BUKOHABCTBa ApPyroi moAoBuHU XIX cTOAITTS Ta po3-
kpuru nocrats EABapaa Aedebpa i itoro BHECOK y po3BuU-
TOK aHCaMOAEBOTO CaKCOPOHOBOIO BUKOHABCTBA T CTBO-
peHHs HOBOTO penepTyapy (Ha mpukaaai TBopy K. ®aopio
«Allegro de Concert» AAS KBapTeTy cakcOOHiB).

Bukaap OCHOBHOrO MaTepiaAy AOCAiAKeHHS.
EaBapp Abpaxam Aedebp Hapoauscst 16 Bepecus 1835 poky
y AeyBappaeni, Hiaepaanau. Ha neitaac 3beperaacst Aocurp
MaAa KiAbKiCTb iHPOPMAIINpO HOTO My3UYHe BUXOBAaHHS
i cranoBAeHHs. Y 1883 po1i B aMepuKaHChKOMY SKypHaAi
«American Art Journal>» Buitmaa crarrst npo Aedebpa,
3 SIKOICTAAO BIAOMO, I[O MY3HKAHT 3POCTaB Y My3HU4HINCIM 1.
3 autuHCcTBa EABapA HaBYaBCA IrpaTH Ha KAAPHETI, a 3aBAS-
KU ASIABHOCTI OarbKa mo3HanioMuscst 3 Apoabpom Caxcom
y Iaproxki. ITicas 3ycrpiui 3 BuHaxipHMKOM, EABapA TBEpAO
BUPpIIIUB ONAHYBATH HOBHUIIMY3UYHUIIHCTPYMEHT i O00i-
LISIB IIPUCBSTUTH cefe BUBYEHHIO CAKCOPOHA Ta CIIPUSITU
HOT0 IOITyASTPHU3aLlil.

HacTymHMM BaXXAUBUM JKHTTEBUM €TAIOM
E. A. Aedebpa 6yra mopopox ao Keitnrayna (3a-
pas — ITAP) y 1859 poui. Aepebpa mpusHaIMAU MY-
3UYHUM KepPiBHHKOM HIMEI[bKOIO CIiBOYOro TOBapUCTBA
«Liedertafel Germania» [7, c. 125]. ITia 4ac mepe6y-
BanHs B IliBAeHHITA$puLi Aedebp IPOAOBKUB HaBYAH-
HA Ha CaKCOQOHi i BKe MPeACTaBASIB HOTO K COAbHHUHIH-
CTpyMeHT AAs MicreBoimy6Aiku. CoabHi BucTymu Aepebpa
B ITiBpenHinAdpuri Bkarouasn «Fantasie sur un théme
suisse>» AASl cakcodoHa compaHo Ta popremiaHo JKana
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Baricra Cinreae, Ta «Fantaisie sur des motifs du Freischiitz»
JKepoma Casapi. O6upBi kommosuniiA. Cakc omyOAikyBas
A0 1859 poxy, i came 11i TBOpH Aec])e6p PeryAspHO BUKOHY-
BaB [IPOTSIIOM yCi€iCBOEIKap €puL.

IMicas moBepHeHHst A0 EBponu Aedebp mpauio-
BaB y I'oaraHAil Ta AHTAIl, a micas racTpoaeit B AMepurii
y 1871 poui BUPIiIMB 3aAMIIUTUCH TaM 3 POAUHOIO Ta PO3-
BHBATH CBOIO COABHY Kap'epy B HoBomy Csiti. CrBopusIm
KOPOTKY, ase MilHy peryTanito cakcodonicra B CIIIA,
BoceHu 1873 poky Aepebpy 6yA0 3aIIpOIIOHOBAHO HPU-
€AHATHUCS AO HEITOAABHO PEOPraHi30BaHOTO OpPKeCTpy
HartionaAbHOIrBapAIIABAAIIATD APYTOTO IIOAKY, IKHITHA TOH-
Jac 6a3yBaBcsay Hb}O—PIopKy. B ne 9ac TiM opkecTpoM Ke-
pysas Ilarpik I'iamop, sixmit opranisoByBaB B AMepHITi rpaH-
AlO3HI KOHIIepTH Ta PpeCcTUBaAI, sSKi BKatouaAsu moHaa 20000
BUKOHABIJiB 3 yCbOTO CBiTy 3 AMepuKku Ta €Bpomny, i came
3aBASAKU HOMY OPKeCTp OTpHMaB I'PYITy CaKCO(OHIB, B AKif
cam Aedebp rpas Ha aabroBOMYy cakcoponi. Came nepdex-
ioniam Iiamopa y p060Ti 3 opkecTpoM Hapuxas EaBapaa
Ta iHIIMX My3UKAHTiB OPKECTPY BAOCKOHAAIOBATH CBil pi-
BEHb BOAOAIHHS IHCTPYMEHTOM Ta AOCATATH iA€aABHOI 3Aa-
FOAXEHOCTI Y 3ByuanHi koxHoi rpymu [ 1, c. 110].

3ropoM Ha 6a3i poro opkectpy 6ys crBopenuit Hpro-
HopxcbKuit KBapTeT cakcoOHICTIB, Ae KepiBHUKOM OyB
BXe 6e3nocepeAHbo EaBapa Aedebp. Llum ckaapoM BoHI
BHUKOHYBAAM He TiAbKM B)XX€ HaIlMCAaHi OPUTiHAABHI TBOpH
AASL KBapTeTa cakcooHicTiB Tuiry «Fantasie sur un théme
Suisse» Cemkeae, a I IPEACTaBASAM aBTOPCHKi TBOPH ca-
MOTO CakcOOHICTa, SIKi OTPUMAAU HATATO CXBAABHUX BiA-
I'yKiB. Y mepmuicKAa HbIO-I;IOPCbKOI‘O KBapTeTy CaKco-
$oHIiCTiB yBIMIIAY TOAIIHI YYaCHUKHU CeKITiicakcopoHiB op-
xectpy Iiamopa: ®@panr; Baapabe (cakcodon-conpano),
EaBapa A. Aede6p (caxcopon-ansr), lenpi IllTexeanbepr
(cakcodpon-rerop) Ta ®. Biabsm Illyabrre (cakcodpon-6apu-
ToH) [6, c. 85].

IMonpu Te, ;0 BOHY He HYAHU [EPIINM Ta EAMHNAM KBap-
TeTOM CakcOoQOHiCTiB B AMepuIli, came HbIO-PIOPKCbKI/IfI
KBapTeT pa3oM 3 opkecTpoM l'iaMopa mepmii oTpumasu
MO>XAMBICTh BUCTYIIMTHU Ha TEPEHAX €Bp0HI/I IiA 4ac TypHe
1878 poxy. Bonu paBaau konreptr B Ay6aini, AiBeprryai,
T'aasro, bprocceai, PorTepaami, AmMcreppami Ta I'aasi (Micue
HapopskeHHs Aedebpa). Y mporpami KoHIepTiB KBAPTET BU-
KOHYBaB 3a3BUYAMI ITb—IIiCTh TBOPIB.

bBararopiyna icropis Hb}o-IZopcm(oro KAyOy cakco-
¢omnis nepepparacsay 1885 poui, koau momep compaHo-cak-
copomnict Opanr; Baapabe, a Takosx yepes IeBHi BHY TPiIIHi
nporupivus, mpore Aedpebp i AaAi BUKOHYBaB KaMepHY My-
3UKY i CTBOPYIB BAACHHI KOHIIepTHHIKAY0. L5t rpyma Masa
HEOPTOAOKCAABHMIMIHCTPYMeHTapilt — cakcodoH, Ppaeii-
Ta, GAIOreAbropH, $parot, KOHTpParoT, KOHTpabac Ta KBap-
TeT cakcooHiB. X04a My3UKAHTH Ta iHCTpyMeHTapiliayke
YaCTO 3MiHIOBAAMCh, i IPO penepTyap rpylu MaAoO IO Bi-
AOMO, MiCist rpyIH OyAa OCBITHbOO, KOHLIEPTH CYIIPOBO-
AKYBAAVICh ASKITiSIMH, TAKOX Ha KOHIIEPTH YaCTO 3ampo-
IIyBaAY BOKAAICTIB, COAICTiB-IHCTPYMEHTAAICTiB Ta MUTIIIB,
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SIKI AeKAAMYBAAU II0€3i10, Pi3Hi AiT€paTypHi Ta ApaMaTHYHI
YPHUBKH Ta MOHOAOTH.

biapmticTs aparxyBaHb, 30KpeMa BAACHI TBOPU AAS Ta-
KOT'O HETHIIOBOI'O CKAAAY, HaaexxaTs EABapay Aedebpy, a Ta-
KOJK IHIIVIM YY9aCHUKAM KAy 0y, cepea HUX: TeHOP-Cakcoo-
HicT Opep Tep Ainpen. et kay6 cTaB BiAOMUM y IIMPOKUX
KOAaX, BiH 6YB AOCHTb BIIAUBOBHM AASI IOAQABIIIOTO PO3-
BUTKY KaMEPHOI MY3HKH, My3UKAHTH BTiAIOBAAU AYX MY-
3MYHOTO HOBATOPCTBA Ta CIIPUSAU IIOCUAEHHIO iHTepecy
AO HOBHX Ta HEAOCTATHbO BIAOMUX MY3UYHUX iHCTPYMEHTIB.

Omxe, EaBapa Aeebp 6yB 3ariikaBAeHUIT He TIABKH
y “KaHpi KBapTeTHOTO BUKOHABCTBA, a I 3aAy4aB CAKCOPOH
Y pi3HOMaHITHI KaMepHi aHcaM6ai. TakUM YUHOM MHTEIb
XOTiB KOMIIEHCYBaTH BiACY THICTb IIbOT'O iIHCTPYMEHTa Ha I10-
CTilTHill OCHOBI Y CHMOHIYHOMY OpPKeCTpi, ITyKaroIH HOBi
IIASIXH HIOTO PO3BUTKY.

EaBapa Aedebp cras nepmum cakco$pOHICTOM, SKHIL-
3po6us 3amuc ponorpada sik coaict opkecrpy I'iamopa, xo-
Tpuil 3anucyBaB Aas EAicoHa Ta 0pHOTO 3 FOro AouipHIxX
MIAITPHEMCTB Ha novyarky 1889 poxy.

Came B mepiop i3 1880 poxy EaBapa cras 6iab-
IIe 3aMMaTHUCh IIEAATOTIYHOIO Ta OCBITHBOIO AISABHICTIO.
Y 1889 pouji BUHIIOB APYyKOM IepUInit 6pHTaHCbKI/II71 Me-
TOAMYHMI MiApy4HUK OTTO AeHri 3 cakcopoHa. Y HboMy
OyAu ABa coao, siki npuncyBaan E. A. Aepebpy: «Cavatine
(from “Bohemian Girl”)» Ta «Andante Pastorale» [4,
c.76]. Iepme 6yaro apamwxkysanns (1888) i3 Haitycrmimmi-
moi orepu ipaaHAChKOTO KoMIosuTopa Maiikaa baabda
«Boremchka piBuuna» (1843); ocranms 6yaa HanucaHa
camum Aedpebpom. Barato aAst mOmyAsIpu3arii TpaHCKPHII-
11i#f Ta aBTOPCHKUX TBOPIB CaKCOPOHICTa 3po6HB BiAOMUIT
Hbfo—I;IopKCI,KHﬁ BuaaBelb HOT Kapa @imep. Ao 1898 poky
Qimep omybaixyBas monaiimenme 40 OKpeMUX TpaH-
CKPHIIIIH KAQCHYHOI Ta Cy4aCcHOI My3UKHU AASL caKkcodo-
HAa COAO. 3BHYAMHO Cepep IIUX TPAHCKPHUIILI 6yAH i TBO-
PH AASL KBapTeTy cakco$OHiB Ta iHIIi aHcamMOAeBi TBOpPU.
Aedpebp ta Qimep criiBrparoBaAu A0 cMepTi cakcopoHicTa
y 1911 poui [10, c. 17].

Ha mowaTky 1890-x Aepebp BiAKPHUB CIIIABHY CIIpa-
BY 3 BUPOOHHMKOM MY3HYHHUX IHCTpyMeHTIB Yapap3om
Axepapaom Kornowm 3 Eaxxapra, Inpianma. Yci cakcodo-
HHU B TOH 9ac 6yau 3pobaeHi B €spori, i came Tomy Konn
MaB HaMip AKHANIIBUALIE PO3IIOYaTH aMePHUKAHChKe BH-
pO6HI/ILITBO MOBHOI AiHiMKM cakcodoHiB. Sk pesyabrar ix-
HboI criBrpani, y 189S poui 6yaa crBopena mepiua AiHifika
cakcopouis Conn Wonder Saxophone, sixa 6yaa Habararo
3PYYHINIOIO Bip TOTOYACHUX EBPOIIEHCHKHX CAKCOOHIB Ta,
IO BKpa¥ BaXKAUBO, ACIIEBINOI0 Ta AOCTYIHIIMOI. Ik Ha-
CAIAOK, ITi CAKCOPOHM MBUAKO 3HANIIAM CBOIX IPUXHAD-
HUKIB B AMepHI]i Ta BUTICHUAM AOPOTi Ha TOH 4ac €Bpo-
IeHChKi AaHAAOTH, i MalKe BCi BIAOMI My3HKAaHTH, BKAIOYHO
3 Aedpebpom, mepeiiAn Ha aMepUKAHCKI IHCTPYMEHTH.
Bapro 3aszHaunTy, mo crapi Moaeai Conn poci Ayske 1iHy-
IOTBCS CyJaCHIMH ITPOQeCiiHIMH CakCOPOHiCTaMU 3a iXHil
ocob6auBuit TeM6p. Came Ha 6a3i KOHCepBaTOpil, CTBOpeHO]
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Axepappaom Korrom, y 1896 poxy Eaapa Aedebp 6ys Ha-
MHSATHUH SIK TOAOBHUM BUKAAAQY CAKCOPOHA.

Hosuiipenepryap AAs iHCTpyMeHTa, 1ITO TiABKHU IIOYH-
HA€ HapOILIyBaTH IOIYASIPHICTD, 3aBKAH OYB aKTYaABHOIO
mpobaeMoro. SIK IpaBHAO, Ieplili OpUriHAAbHI TBOPHU HaAe-
>KaAM CAMUM BUKOHABIISIM, SIKi HAMaraAMCh CAMOTYXKKH ypi3-
HOMAHITHUTH CBilipeniepTyap. AAe 3aBXAU 3HAXOAMAKCH
BHKOHABIIi, KOTPi CHOHYKaAH KOMIIO3UTOPIB AO HAlTMCaHHS
HOBHX TBOPIB AAS CBOIX iHCTpYMeHTiB. AOCUTD 9acTO Ta-
KHHAOCBiA TOPOAXKYBAB SKiCHI PE3YAbTATH, SIKi 3AAMIIAAUCDH
AASI HACTYIIHHX IIOKOAiHb BUKOHABIIiB. Tak, HalIpHKAap, Ha-
caipxom tBopuoicmiBmpani EaBapaa A. Aepepbpa ta Kepiaa
®nopio cras kBapreT «Allegro de Concert>, ocobansocri
CTBOPEHHS SKOTO IIPOIIOHYEMO PO3LASIHYTH AAAIL

«Allegro de Concert> 6yao Harmcano y 1879 poui
CHeIl[iaAbHO AAS HbIO-I;IOPCbKOI‘O KAyOy cakcodoHiB.
LlenTsip 6araro POKiB BXOAMB Y KOHIIEPTHI TIPOrpaMH i CTaB
OAHi€I0 3 BisuTiBOK koAekTHBY. Ha 4ac movaTky cmiBmpa-
ui 3 E. Aepe6pom ta Hero-Mopkchkum kay6om cakcodo-
HiB K. ®aopio Bxxe 6YB AOCTATHBO BIAOMUM KOMITO3UTO-
powm, 3 OiABII HIX AECATUAITHIM CTa’keM BUKOHABCBHKOI-
Ta KOMIIO3UTOPChKOipoboTH. CakcodoH SIK HOBUATEMOP
i kBapTeT cakCO(OHIB, SIK HOBUMTHII AaHCAMOAIO CTaB HO-
BUM €TaIloM y KoMno3uTopcbkiraisapaocTi K. Qaopio.
TaAaHOBUTHIIKOMITO3UTOP Ta BipTYO3HHIBHKOHABELb II0-
€AHAAU CBOI3YCHUAAS Y IPAarHEHHI AO CIIIABHOIMETH — IIOITY-
ASIpU3aliiHOBOIrPYIIH iHCTPYMEHTIB, I[O CTPIMKO Ha61/1paAa
06epTH y CBOEMY CTaHOBAEHHI. A\AsI 3aKpillAeHHS cakco$o-
HY SIK COABHOTO Ta aHCAMOAEBOTO IHCTPYMEHTY BKpaliHe-
06xiAHOI0 OyAa [OSIBA HOBOT'O OPUTiHAABHOTO pelepTyapy,
HAIIHCAHOTO CYTO AASI L{bOTO IHCTPYMEHTA, SIKHII He OYB 61
MePEeKAAAAHHSAM.

Tsopuniicoros Paopio ta Aepebpa 6yB AOCHTB IAIA-
uuM. [Tounnaroyu 3 1870-x pokis ®aopio HammcaB He MeH-
Ile YOTHPHOX TBOPIB AASl cakcodoHa: Berym, Tema Ta Bapi-
anjis (1879) aast cakcodoHa Ta Maroro opkectpy, «Allegro
de Concert» (1879) i «Menuet and Scherzo> (1885)
AAst kBapreTy cakcopoHiB Ta «Concertante Quintet>
(1879/80) aas popremiano Ta 4oTHPHOX cakcooHis [ 1,
c.58].

Bepmmnoro crisnpani K. ®aopio ta E. Aedebpa cras
KOHIIePT, CKAAACHHI i3 TBOPiB KoMmosuTopa. Ha npomy
KOHIIEPTi OApasy Oyan npeacraBaeHi KoHepTHUIKBIHTET
AAs popTemiaHo i YOTUPHOX CaKCOPOHIB Ta KBapTeT
«Allegro de Concert». ITybaika Ta My3u4Ha KpUTH-
Ka AOCHUTb TEIIAO 3yCTPiAM HOBi KOMIIO3HIIi, aAe HalbiAb-
Ille CXBAABHHX BIATYKiB oTprMaB came kBapTeT «Allegro
de Concert>. Po3rassHbMO 0iABII A€TAaABHO 0COOAMBOCTI
$opmu Ta BUKAAAEHHS ITbOTO KOHIIEPTY.

IletTBip cKAQAAETHCA 3 ABOX YACTUH — «Andante>
ta «Allegro>. IToaiponiuna dpaxrypa TBOPY HmOAiOHA
AO KAQCHYHOTO IIMKAY TIpeatopiita ¢yru. Ilepmra gacru-
Ha — Andante HarcaHa y Mi-6eMOAb MIHOpI 32 XapaKTe-
PpOM IOBHICTIO BiATIOBiAa€ skaHPY npearoail. [ToBiabHe pos-
TOPTaHHS MY3UYHOTO 3MiCTY, IIepeAaBaHHSI MEAOANYHUX
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IMITaIliMBiA OAHOTO IHCTPYMEHTA AO IHIIOIO HECYTb 3a-
CIIOKIIAMBHITXapaKTep | HAAAIITOBYIOTH Ha GiABII aKTHB-
HY ApYyry YactuHy. B «Andante» 4iTko mpocrexyers-
CSl TPUYACTUHHA pelpusHa ¢opma 3 OiABII AKTUBHOIO
CepeAHbOIO Ta BIAHOCHO CIIOKIMTHMMU KPaMHIMHU YaCTHUHA-
Mu. 3aBepiryeTscsi «Andante> CKOPOYEHOIO PeNpHU30I0
3 GIABIII aKTHBHIM PYXOM y CaKCOQOHA-TeHOpa Ta GApUTOHA.
3aBepIIaAbHUIKAAAHCOBUH3BOPOT 3aKiHIYETHCS MasKOP-
HUM PO3B'SI3aHHSIM i TOTY€ HacTyIHY yacTHHy — «Allegro».

Apyra gactura — ¢yrarro. IlounnaeTbcs 3 imiTartii-
HOTO BCTYITy OCHOBHOIMEAOAMYHOI(pasy B yCiXx ToAOcax
[I0YeProBo, Mepmuil — cakco$poH-aabT. CTPyKTypa cKAa-
AAETHCS 3 HEBEAUKHUX PO3AIAIB, KOXKEH 3 SIKUX BIAKPUBA€ETD-
Cs1 TIOOAMHOKUM BCTYIIOM KOXHOTO 3 roaociB. Kommosutop
AEMOHCTPYE BiAMiHHE BOAOAIHHS MOAIQOHIYHMMY IPUITO-
MaMm¥, IKMMH HacudeHa akTypa TBOpy. TyT € i xaHOHIU-
Hi CeKBeHIlil, i iMiTaliiTeMH, i KOHTPAITyHKTHi H06YAOBI/I.
KoskeH po3aia 3aKiHUY€ThCSI HEBEAUYKHM YIOBIAbHEHHSIM.
3akiHuyeTbCsl PyrarTo SICKPaBUMU TEXHIYHMMH IACAXKAMU,
SIKi TTIOTPeOyIOTh BipTYO3HOCT] Bip BUKOHABIIIB.

Tsip «Allegro de Concert» 3a cBoero 6yA0BOIO Ha-
raAye MOAipOHIYHHUIAIIMKA TpeatoaiiTa ¢yru. Aximo mepra
YaCTHHA MOBHICTIO BIAIIOBIAQ€E XKAHPY IIPEAIOALL, TO ApyTa
€ $yrarTo, TOMy KOMIIO3UTOP AA€ Ha3BH YaCTHHAM 32 TeM-
HoBUMH O3HaKaMi — «Andante> Ta «Allegro>. Cama Ha-
3Ba «Allegro de Concert>, imoBipHo, 3anosuyena y JKana

Baricra Cimxeae, y IKOTO TaKOX € TBip AASI KBAPTETY Cak-
codoHiB 3 Takoi HazBow [9, c. 32]. MoxAuBO, iaeTbcs
npo BiasanHs nosaru K. ®aopio cBoeMy crapimomy koaesi.

TBip i1 AOHHHI € AOCUTD IOITYASIPHUM CepeA, €BpOIIei-
CbKHUX i aMepUKAHChKUX BUKOHABIIIB, K Ha CTYAGHTCHKOMY
piBHi Tak i Ha mpodecionaapHii creni. ITpo 1e sickpaBo cBip-
YUTD KiABKICTD pe3yAbTATIB IOIIYKY HA 3aIIMT y IOIYASPHO-
My Biaeoxocrinry YouTube.

Bucnosku. Eaapp A. Aepebp — BupaTHA OCTATh
y cakcoporoBomy mucrenTsi XIX croairTss. Oxpim Apsoabda
Caxkca, cam Aepebp (stxcmit 3yCTpivaBcs 3 BHHAXiAHUKOM)
3po6uB biAblire, HX GYAb-XTO IHIMHIL, OO AOHECTH AO CAY-
Xa4a CIPUIHSTTS CAKCO(OHA K AKAAEMITHOTO Ta aHCaMObAe-
BOTO IHCTPYMEHTA, CIPUAKYH HOTO IMOIMyASpU3allil B yChO-
My cBiti. TBopua aisapHicTs EABapAa A. Aedebpa oxomaroe
IIiCTh AECATHAITD i TPU KOHTHHEHTH, 30KPeMa MakbkKe BCi ac-
MeKTHU IPOAYKTHBHOCTI, IEAATOTiKM Ta BUKOHABCTBA.

Hespaxxaroun Ha MaAy KiAbKicTb iHopMartii mpo 11poro
MUTLsSI, HOTO BIIAUB OYB $yHAAMEHTAABHIM, a HOTO CIIBII-
pans 3 aMepuKaHChKHM KommosuTopoM Kepirom ®aopio
CTaAa 3HAKOBOIO AASI IIOIYASIpU3aliiicakcopoHa B aMepu-
KAHCbKOMY Ta €BPOIENChKOMY aKaAeMiYHOMY MY3HYHOMY
MHCTeNTBi. 3roa0M TpapHIii cakcopOHOBOrO BUKOHABCTBA
posBuHyTh M. Mioab Ta C. Pamep, a TpaHcKpuIiii Ta TBO-
pu E. Aepebpa past kBapTeTy CakcOPOHIB BUKOHYBATUMYTh
iTemep.
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Contribution of Edward A. Lefebre to the Development of Saxophone Ensemble Performance in the 19th Century
(exemplified by K. Florio’s work Allegro de Concert for saxophone quartet)

Abstract. The paper examines the figure of the famous 19th-century saxophonist Edward A. Lefebvre and his contribution to the de-
velopment of Western saxophone ensemble performance, the expansion of the saxophone repertoire (as exemplified by the per-
formance of K. Florio’s piece Allegro de Concert for the saxophone quartet).

In the paper, it is emphasized that the emergence of ensemble works for the saxophone during the 19th century contributed
to the artistic evolution of the instrument (in solo and ensemble aspects), the performing interest to which only increased over
time. The constant relevance of ensemble works (for instance, collaboration of performer Edward A. Lefebvre and composer K.
Florio) is manifested today in the creation of various transcriptions of ensemble chamber-instrumental works, where the artistic
and performing aspects of the collaboration between a composer and performer reverberate in the immersion and reproduction
of original ideas and images and meanings.

Modern stage performing practice is characterized by the experiments and reproduction of musical expressive means appropri-
ate to the Romanticism, as well as imitation of the manner of virtuoso playing. The stylistic features of ensemble concert perfor-
mance of the 19th century make an interesting reading for a contemporary concert saxophonists. These features are: technicality,
emotional expressiveness, and performing vividness.

Keywords: Edward A. Lefebvre, Carillo Florio, Ensemble Saxophone Performance, New York Saxophonist Quartet, Allegro
de Concert, Saxophone Repertoire.
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Brpauena maM ITKa MOHYMEHTAABHOTO
MAASPCTBA IBana bxakesuua

Posmmcu MI/ITPOHOAI/I‘II/IX HHaAAT 'y bear OpO,A,i

The Lost Monument of Ivan Yizhakevych’s Art
Murals of Metropolitan's Chamber in Belgorod

Asnoranis. [TopymeHo muTaHHs BUBYEHHS iCTOPIl ITaM SITKM MOHYMEHTAABHOTO MAASIPCTBa IT0YATKy XX CTOAITTSI — pO3IHUCIB MU-
TponoAndnx maar y Bearopoai aBropcersa Bisomoro ykpaitcskoro mutus Isana Cupoposnya brakesnua. 3po6aeHo orasia Beix
HAasIBHUX IIHCbMOBIX, Bi3yaABHHX Ta IUPPOBHUX AXKepeA, BUBYEHO iCTOpito mam siTku. IIpoBeAeHO MUCTEITBO3HABYMIT aHAAI3 iAfO-
CTPAaTHUBHOTO MaTepiaay.

3aBAAHHSIM AOCAIAXKEHHS € CIIpo6a BIAHANTH Ta CHCTEMATH3YBATH BCi AOCTYIIHI MaTepiaAM 3 03HAY€HOTO IIUTAHHS, 2 KPiM TOro —
[pOAHAAI3yBaBIIM BeCh HASIBHUI MaTepiaA i 3po6UTH FIMOBIPHY PEeKOHCTPYKIIiIO TOTO, SKHI BUTASIA MAAQ T1aM SITKA, SIKUMU GyAn
ii CKAQAOBI, i HAIrOAOBHilIe — BUCBITAMTH POAb IBaHa DKakeBHya y CTBOpEHHI IIbOrO CTiIHOMIHKCY.

ITip yac poboTu 6yao 3i6paHo YnMaAy AKepeAbHy 6a3y, OIIpalbOBaHO iCTOPHYHI BIAOMOCTI Ta BEAHKY KiABKICTb AiTeparypH.
Pe3yAbTaTOM AOCAIAYKEHHS CTAAM BUCHOBKH CTOCOBHO TOTO, SIKHIl BUTASIA MaB aHCAMOAD POIIHCIB MUTPOIIOAUYNX [TAAAT, sKa OyAa
icropis floro cTBOpeHHS, SIKy oAb Bipirpas Ian xakeBrd Ta unm BiH KepyBaBcs mip Yac po6oTH Hap 1M cTiHomucoM. [Iasxom
IOIIYKIB Ta CHCTeMATH3ALli HAsIBHIX BIAOMOCTET IIPO aHCAMOAD PO3IIHCIB MUTPOIIOAMYHNX I1AAAT B BEATOpOAL 3acBiAdeHO LiiHHICTD
Ta HeopAMHApHICTb po6oTy IBana DxakeBiya sk BUSHAYHOTO MaHCTPa MOHYMEHTAABHOTO MAASIPCTBA.

Kaw406i ca06a: sxuBomc, peairiiine MaAspcTBO, BeArOpoa, cakpaAbHHI XXUBOIIHC, CBATHTEAD loacad, posmucy, Isan Dxakesuy.

ITocranoBka mpo6aemu. IcTopis yxpaincpkoro mMo-
HYME@HTAABHOTO CAaKPaAbHOTO SKUBOIIMCY MA€ YUMAAO ITi-
KaBUX CTOPIHOK i BU3HAYHUX I1aM SITOK. Ha sxaab, unmasa
X KIABKICTb 3THHYAQ Y BUPi PeBOAIOLIIMHUX IIOAIM MOYaT-
Ky XX cToAiTTS, B yacu Apyroi cBiTOBOI BiflHU Ta MPOCTO
BHACAIAOK I1€PeOYAOB i pEKOHCTPYKIIiM IIPOTSIOM CTOAITS.
OAHi€r0 3 TaKKX IaM SITOK 6yB aHCAaMOAb PO3IIHMCIB KUTAO-
BHX MUTPOIIOAMYHX ITaAaT y BeAropoai, 03506AeHui1 Ha 110-
gaTKy XX CTOAITTS. YHIKAABHICTD Iji€l ITaM'SITKK B TOMY,
IO LVIKA )XUBOIIMCHUX 300pakeHb Ha CTIHAX BUKOHAB 3Ha-
HUH yKPaIHChKMI1 XYAOXKHHMK, BIAOMMIT MafICTep peAiriiiHoro
maaspcrsa — Isan Cupoposmy Dxaxesud. Lli posmuicu —
YU He EAMHUI IPUKAAA TAKOI POOOTH ITeH3AS DxaxeBnua.
BipoMo yrMano 11epKoB Ta XpaMiB, Ae MUTeLb CTBOPUB MO-
HYMEHTAABHI CAaKpPAaAbHI PO3IHUCH, aAe 03A00AEHHS IIpH-
BaTHHUX ITOKOIiB MUTPOIIOAUTA — CBOEPiAHA Ta HEITOBTOP-
Ha IaM’sTKa. DKakeBmya 6yao sanpomrero y 1911 pomni
Ao bearopoaa, Ae 3 Haropau KaHOHi3aril cBaTuTeas loacada
BeAropoAchkoro 6yA0 MPUAHSTO pillleHHS NPUKPACUTH
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CTiHU MUTPOTIOAMYHMX TTAAAT CIOXKeTAMHU 3 )KUTTS BUAATHO-
ro enuckomna bearopoacpkoro.

CrarTst € cripo60r0 BIAHAMTH Ta CHCTEMATU3YBATH SIK-
Haribiabre $paxTiB Ta BIAOMOCTEN PO Iiefl BTpadeHHIt aH-
CaMOAD POSIIUCIB Ta 3pOOUTH IPHUIYIIEHHS CTOCOBHO IIPO-
IrPaMU CTIHOIMCY Ta MOI'O 30BHIIIHbOIO BUTASIAY.

Posmnicy MUTPOIIOANYNX MIAAAT He 36epirAucs A0 Ha-
moro 4acy, apxxe mpotsaroM 100 pokiB BiaGyAOCs YHMAAO
mepeOyAOB Ta peKOHCTPYKIII MHTPOIIOAUYOTO OYAMHKY.
Ha sxaap, He Ammmaocs KoAHHX GpoTorpadiit Ta iHIIHX AO-
KyMEHTaAbHUX CBIAY€Hb IIPO LIFO [TaM sITKy. B Hamomy pocai-
AKEHHI MU CIIMPAAMCS Ha KiAbKA M ATOTOBYMX MaAIOHKIB, SIKi
36epiraroTscst B apxiBax. Hamu 6yau BuBueHi Bci AoocTyIHI
MaTepiaAM PO iCTOPil0 CTBOPEHHS L€l maM sITKH B iHTep-
HeT-pAXKepeAax — Ha caiiTi cydacHoi bearopoacpkoi emapxii
Ta B CYMDKHMX iHTepHeT-pecypcaX PeAiriiHoro crupsamy-
BaHHS. MU TakOXX O3HAMOMUANCS i3 Iy OAIKALIIMI HA TeMy
icTopii sxurTa enmckomna Ioacaga Bearopoacrkoro. Becnh
Llel MaTepiaA CTaB MAIPYHTSAM AASL PO3YMiHHS TOTO, YUM
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KepyBaBCs Ta YUM Hapuxascs IBan Draxesnd mip gac cBo-
€l poboru Hap posnucamu. Hemae MOXKAMBOCTI IIOBHICTIO
BIATBOPHUTH 3araAbHUI BUTASIA XXMBOIMCHOTO aHCAMOAIO,
ase 6yA0 3pobAeHO CIIpoOy BCTaHOBUTH IIepeAik 306paxe-
HUX TaM TeM i cioxeTiB. Ilip yac momyxis 6on 3HAAEHO
Ii3HiIi, HeAATOBaHi, ADYKOBaHI MAAOHKH, SIKi € iAIOCTpaLi-
AMH A0 XKuTTEnHCy emuckomna loacada. Bucynyro rinore-
3y, IO Iii 306pa>1<eHH;1 AO TEBHOI MipH HACAIAYIOTD CIOXKETH
31 CTiH ITOKOIB MUTPOIIOAUTA, 3 OTKE AAIOTh HaM iMOBipHi
BIAOMOCTI IIPO 3MICT PO3IHUCIB DxaxeBuua.

VYci 3HariaeH] paKTH Ta CBiAUCHHS AO3BOASIOTH Kpallje
BHBYUTH L]0 ITAM SITKY 1 CKAACTH IIPO Hel [TOBHilIle YsIBACHHSL.

AmHanai3 pocaiaxeHs i my6aikaniii. Icropis posnucis
MHTPOITOAMYHX ITAAAT Y BeAropoai Hampodya MaAo BUBUeHa
i BinoOpaskeHa B yKpAiHCHKill MUCTELITBO3HABYIM AiTepaTypi,
XO4Ya Ijs1 TaM SITKA € CIIAAKOM BHAATHOTO YKPAIHChKOTO Mail-
crpa Iana DxaxeBuua. BiabImicTs BiAOMOCTE 3HAXOAUMO
IIPO caMoTro CBATHUTeAS Joacada — AereHAApHY IIOCTATD, AKY
HAaA3BMYAMHO MAHYBAaAU Ha MOYaTKy XX CTOAITTA. Bes Ha-
sBHa iHpOpMaIIis, IepeBaskHO, BUKAAACHA Ha iHTepHeT-Cal-
TaX PEeAIrifHOro CIIPsAMYBaHHS, Ha CAllTi peAiriitHol o6muy-
HHU BeAropoaa Ta y mepioAMYHUX BUAQHHSIX peAiriiiHoro xa-
pakrepy, 3okpeMa B «bearopoackom Yyporsopue>. Kpim
TOro, y Haropi crasa npans O. Crpkesa ta M. Biprokosa,
SIKi CKAAAM IIOKQ)KYUK APYKOBAaHMX AJKEPEA IIPO €MMCKOIA
Bearopoacpkoro. BiasmmicTs nux Axxepea 6yA0 HaMu BUBYe-
HO B €AeKTPOHHOMY BHUTASIAL, apXKe, IepeBaykHO, 11i apXiBHi
AQHI € HEAOCTYIIHHMH Ha TepUTOPil YKpaiHu.

BipomocrTi po yuyacTs IBana TxaxeBuua B 03A00AeHHI
IIAAQT MAIOTh yPUBYACTHI XaPAKTep Ta iICHYIOTB, 3A€0iABIIO-
r0, y BUTASIAL HEIIPSIMUX 3TaAOK B KOHTEKCT] omucy biorpadii
cesrureast loacada T'opaenxa. Besnocepepnno npo pobo-
Ty IBaa CHAOpOBHYA 3TaAyETHCS B IIePEBAKHIN OiAbIIOC-
Ti CTaTe! PO MAKCTPA, y CIOrapax MOro POAUYIB, aAe Bip-
CyTHI 6YAB-SIKi KOHKpPETHi BIAOMOCTI: sIK TprBaAa po6ora
HaA POBIIHCAMH, SIKi CIOXKeTHU 300pa3uB XYAOKHUK, sIKa OyAa
KIABKICTh KOMITO3HITil TOIIIO.

IIpaxTuynuil MaTepiaa AAS AOCAIAKEHHS TIOIACTH-
Ao BipHaWTH ¥ poHAAX LleHTpasbHOrO Aep>KaBHOTO apXi-
By AiTeparypw i mucrensa B Kuesi (aaai — LJAAMAM)
ta Hanionaaraoro Kuepo-Iledyepcpkoro icropuko-kyasTyp-
HOro 3anoBipHMKA. KiAbKa ecki3iB Ta MAAIOHKIB AO3BOASIIOTH
3pO6UTH IIeBHI [IPHITYIeHHS CTOCOBHO XYAOXKHBOI CTHAIC-
TUKHU CTBOPEHOIo Draxesiraem arncambaro. HasBHicTs nux
MaTepiaAiB € BEAMKOIO yAQ9€eO.

Kiabka MaAIOHKIB Ha TeMy SKUTTsI CBSITUTEAS] MU 3Ha-
iman B XypHaai «Husa> 3a 1911 pik. Isan Cupoposud
MAIAHO CIIIBIIPAIIOBaB 3 LIUM BUAAHHSM IPOTATroM 25 pokiB
Ta 9acTo My0bAiKyBaB TaM CBOI MAAIOHKH, 30KpeMa i eCcKi3u
AO MOHYMEeHTaAbHUX po3nuciB. L1i 306paskeHHsI craAn y Ha-
rOAi B HAIIMX AOCAIAXKEHHSX Ta PO3LIMPHAH AlaTla30H Mpak-
THUYHOTO MaTepiaay.

Kpim Toro, i yac mourykis B iHTepHeTi 6yA0 3Hariae-
HO Ii3Hili iAJOCTpOBaHi 306pa>1<eHH;1 CILIEH JKUTTS EMUCKOITA
Ioacada. ABTOp IMX KOMITO3UIIiHl HEBiAOMHIA, A€ OYEBHAHO,
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10 Ije He DKakeBnu. XyAOKHS MaHepa LIX MAAIOHKIB Ha0a-
raro nmpocrinma, aHbx B Isana Cupoposuya. Ta roarosHa njin-
HICTb B TOMY, 110, IMOBIPHO, Iii IAFOCTpaIil AO IIEBHOI MipH
BIATBOPIOIOTD A€SIKY YaCTHHY CIOKETiB, SIKi 6yAn 306pa>1<e—
Hi DrakeBrueM Ha crinax maaar. Ha MiATBEPAKEHHS TaKO-
IO NPUIYIeHHs BKA3y€ CXOXICTb iAIOCTpalil 3 ecKizamMu
DxaxeBuua Ao BeATOpoAChKHX pO3THCB, sKi 36epiratoThes
B YKPalHChKHX apXiBaX.

Merta cTaTTi — 3HANTHU i AOCAIAUTH BCi BIAOMI paKTH
i BiaoOMOCTi Ipo y4acTh IBana DxaxeBuua B PO3IHCaX MUTPO-
ITOAMYHX MaAaT y Bearopoai.

Bukaaa ocHoBHOro marepiaay. Ilocrars IBaHa
Cupopouua DxaxeBmua — kaacuxa YKPaiHChKOTO XKU-
Bonucy XX CTOAITTS — A0Ope BiAOMa He AMIlle MUCTe-
LITBO3HABLAM, MYy3eHHUM cnino6iTHnKaM, AOCAIAHUKAM,
a i IMMPOKOMY 3aTaAy. Horo >kuBoIHCHi TBOPH ITPEACTaBAE-
Hi B 6araTbox My3esix i 30ipkax, a uncaeHHi rpaivni poboTu
€ OKPAacoI0 YKpaiHCchKoi rpadiky XX CTOAITTS Ta eTaAOHHU-
MU IIPUKAAAAME KHIDKKOBOI 1ATOCTpanil 6ararbox KAacHd-
HHX TBOPIB yKpaiHChKol AiTepaTypu. OAHAK IIle OAHIEIO CTO-
pinKOI0 TBOpUOCTi [XKakeBrya € MEHIT BiAOMa TaAy3b MFIC-
TeITBa — >XAaHP MOHYMEHTAAbHOT'O )KUBOIHCY. XyAOKHHUK
MPOTATOM BChOI'O XKUTTS IAIAHO MPAIIOBAB y LIl IaAysi,
CTBOPIOIOYH MOHYMEHTAAbHI PO3IIUCH CAaKPAABHOTO i CBIT-
CbKOTO XapaKTepy. SKIo roBOPUTH PO CBITCHKY TEMATHKY,
T0 IBa CHAOPOBMY CTaB aBTOPOM OaraTbox TBOpIB icTo-
PHUYHOrO XapakTepy i 3a BAACHOIO iHILliaTUBOIO, i Ha 3aMOB-
AeHHS oQiriftHOI BAaAW. Tax, HAIIPHUKAQAA, BiH HAIIMCAB LAy
cepilo MOHYMEHTaAbHHX IIOAOTEH Ha 3aMOBACHHS AKaaeMil
Hayk CPCP Ha Temy icTopii 3eMai, siki HuHI 36epiratoTbest
B HarjionaapHOMY HaykoBo-nipupoaHHdoMy My3ei HAH
Yxpainu. ITucas DxaxeBuy Ha TeMy KO3aITBa: OAM3BKO Ae-
CSTU MOHYMEHTAAbBHUX 6aTaAbHUX KOMITO3UIIiM HOrO aB-
TOPCTBA IPUKPAIIAAK OOOPOHHI CTIHU HABKOAO II€PKBH CB.
Teopris B ceai Ilastmesa Ha PiBHeHmuHI. Beanki moaroTHa
IBana CupopoBuya Ha TeMy yKpaiHchKoi icTopii i cporo-
AHI 30epiraroTbcst B 6ararbox MyseiHuUX 36ipKkax YKpaiHU.
i TBopu 3Ae0iABIIOTO € MAAOBIAOMUMU MIAPOKii r[y6Aiu;i.

IITo 5 A0 cakpaabHUX pobir Dxakesnya — posmucis
XpaMiB Ta HaIlMCAHHS iKOH — Iig YaCTHHA MO0 TBOPYO-
TO CITAAKY € MaiDKe TIOBHICTIO BTpadeHolo. LIbomy cripms-
Aa odiliiiHa papsHCbKA BAAAQ, SIKA IPOBOAMAA MTOAITUKY
3HHMII€HHS XPaMiB Ta LIePKOB, 2 Pa30M 3 HUMH i AOPOTOLIiH-
HUX iHTepepiB. UYepes e peAirifiHuit HACTIHHUI XKUBOIIKC
DxaxeBiua € MaAOBIAOMUM i HEAOCTATHHO BUBYEHHM. AeIIo
Kpallia CUTyaIis 3 ikOHaMH, 110 IX MaiCTep MUCAB iy APYTik
moAoBHHI XX CTOAITTS, aAe TAKUX ITaM SITOK 0OMaAb.

Cepea MoHyMeHTaABHUX pobiT IBaa Cupoposuua pe-
AIrifIHOTO CIIPSIMYBaHHS € OAHA ITaM SITKA, Ha JKaAb BTpade-
Ha, sIKa BUPI3HAETHCS 3-TIOMDXK iHIIMX, a TOMY BapTa 0CO-
6auBoi yBaru. Lle — aHcaMOAb pO3IKCIB MUTPOIIOAMYUX
maAaT y Bearopoai, saxuit Dxaxepuu CTBOPUB Ha IOYaTKY
XX cTOAiTTS. YHIKAABHICTS 1i B TOMY, IO Iie He IIepKOBHHI
aHCaMOAB, a IIPHKAAA PO3IHCIB )KUTAOBHX ITOKOIB Ha Ca-
KpaAbHY TEMATHKY.
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Y 1911 poui y micti Bearopoai Kypcpkoi ry6epHii Bia-
6yBaA1/Ic5I YPOYMCTOCTI 3 HATOAM CBATKYBaHHS KaHOHi3aLlil
BipoMoro Bearopoacpkoro emuckona Ioacaga I'opaenxa.

3 XVIII croairTs mocrars cBsiTureAs loacada npu-
BepTaAa A0 cebe yBary, Oro mam’siTh MAHYBAAM, & MOAUTBA
Hap I0TO HeTAIHHMMH MOILJAMU 31[IAI0BAAQ Bip HEAYT.

Ioacad Bearopoacekmit — B Mupy Sxum AHApiOBHY
Topaenko (1705-1754) — 6yB CHHOM PUAYILIbKOTO MOA-
KOBHHKA i OHykoM rerbMaHa AaHnaa Amocroaa. Bike y Bini
OAUHAALIATH POKIB BiH BUPILIUB IPUCBATUTU cebe Ayxo-
BHOMY KHTTIO. Po3moyasmu cBifl masx y crinax Kuiscbkol
AyXoBHOI ceMiHapii, mpopoBxuB cAyxinus B Kueso-
Mesxuripcokomy Ta Kuicbkomy bparcpkoMy MOHacTHPSIX,
3 YaCOM HOTro MpH3HauHAY irymenom Mrapcpkoro Craco-
ITpeobpaskeHCHKOTO MOHACTHPSL, a y 1744 pori mepeBean
B HamicHukH Tpoine-Cepriesoi aaBpu y Mocksi. Bpemri-
peurr'y 1748 poui Ioacad 6yB xipoToHi3oBaHwHI1 y €MUCKOIIA
Bearopopcskoro i O60SHCHKOIO Ta OYOAIOBAB TAMTELIHIO
KapeApy AO KiHITS XKUTTA.

JKurrsa Ioacadpa Bearopoacpkoro — mpukaap He-
BIIMHHOTO CAYXiHHA Bory i Mmuaocepas. Bin omixyBascs
CBOEIO €IapXi€lo, epefiMaBcst AoAero mapadisH, BiabyAo-
BYBaB I]epKBH, AOTIOMaraB 3HeA0AeHuM Tomo. Ilicas cmepri
y 1754 poni #ioro TiA0 mOHaA ABa MiCSIli AMIIAAOCS HEIo-
xoBaHuM y Casiro-Tpoirpkomy cobopi Bearopopa i sa cBia-
YeHHSIMHU OYEBHAIIB «He IPEeAABAAOCh TACHHUIO U He Te-
PpAst OBBIYHOTO 1BeTa U BHAR>» [ S; 6]. Boke micas moxosan-
Hs, 32 ABa POKH, MOTHAY Joacada pO3KpHAH i MATBEPAHAY,
11O TiAO Ta OAST AMIIMAMCA HeTAIHHI. ITicas niporo i posmo-
YAAOCS ITAAOMHHMIITBO AO FIOTO IIAIOIMX MOII[Ee.

V¥ 1909 poui 3a Hakasom Caariitmoro Cunoay 6yao
CTBOPEHO CIIel[iaAbHY KOMICItO AASl BUSIBACHHS o6rpyHTy—
BaHb KaHOHi3aryii emckorna bearopopcskoro i O6osHCbKOTO
Toacaga. Cepep iHIIOro 6YAO AOKYMEHTAABHO I ATBEPAYKEHO
BiAOMi BUITAAKH YYAECHOTO 3I[iA€HHS Ha MOTHMAI CBATUTEAS.
3pemrToto 6YAO BUAAHO IOCTAHOBY: « ... CoBepmuts 4 ceH-
Ts16pst cero 1911 ropa TopxkeCTBeHHOE OTKPBITHE MOIIEN
cBstuTens Moacada u 06bs1BUTH “BO BceHapOAHOe U3BecTHE
o npusHaHuU enrckorna bearopoackoro Moacada B anxe
CBATBIX < ... > 2 HETAEHHOE TEAO €r0 — MOIIAMHU CBSITHIME >

Y 3B's13Ky i3 KaHOHI3AI[i€I0 CBSTUTEAS B EMAPXII [TOCTA-
AO ITUTAHHS CTBOPEHHS

[epIIOro KaHOHIYHOIO iKOHONIUCHOTO 06pasy cB.
Toacada Bearopoacpkoro. Biaomo, o cTBOpUTH TaKy iko-
Hy nponioHyBaau M. Hecreposy Ta B. BacHerjosy, sxi Bia-
MOBHAHMCS Yepe3 Opax 4acy. ¥ 1911 poui Bearopoacrka
emapxist 3BepHyAacs A0 Ipana [xaxesmua. Ha Toit MoMenT
BiH BxXe OyB A06pe BiAOMUIT CBOIMH POOOTaMH peAirifiHo-
rO CIPSIMyBaHHS: OPaB y4acTh y PecTaBpaLiifHuX poOoTax
B 1epksi cB. Kupnaa i Adanacis 8 Kuesi, crBopus posnucu
Tparnesnol naaaru i Tpanesnoi nepxsu, Bopucorai6cpkoi
ta 'eopriiBcpkoi nepkos y Kuesi, posnucu Tpoinpkoro co-
6opy B Karepurocaasi tomo. Caasa DxaxeBnua six 3HaHO-
ro i BIPaBHOIO MafiCTPa PEAIrifiHOro XXUBOIHUCY 06yMO-
BHAQA TOH QaKT, I[O AO HbOTO HEOAHOPA30BO 3BEPTAAUCS

XyAOXKHS KyAbTYpa. AKTyaAbHi npoGACMH. Bum. 19.4.2.2023

e ]23 e

MIPEACTaBHUKU Pi3HUX EMAPXiH, EPKOBHI CAY>KHTEAI Ta CBsI-
I[eHHUKH Pi3HUX IIePKOB 3 IPOXaHHAM AOAYIUTHCS AO 03A0-
OA€HHSI TOTO YK {HIIOrO Xpamy.

Bearopoacpka emapxis 3BepHyaach A0 IBana Dxaxepmaa
IeplI 3a BCe 3 IPOXaHHsIM HAIKCAaTU 00pa3 HOBOKAHOHI30-
BaHOTro csiTUTeAs loacada. 3aBAAHHS CKAAAHE, aAXKe IKOHO-
rpadis cBaTHTeAs me He 6yaa pospobaena i [xaxeswd mo-
BHHEH 0yB, GaKTHIHO, CTBOPUTH 0 iIKOHOrpadiro HAHOBO.
IBan CI/IAOPOBI/I‘I MaB BEAMKHI AOCBiA Y HAIIMCaHHI CaKpPaAb-
HUX o6pa3iB — MOro MEH3AI0 HAAXKWTD I1iAa Tasepes CBS-
tux Kuepo-Ileuepcbkoi AaBpH, SIKUX BiH HAIIMCaB Ha CTiHAX
Tpanesnoi maaarm. ITip gac p060Tn BiH CIIMpaBCs HAa TEKCT
«Kueso-Tleuepcokoro mareprxa, yBaXKHO BUBYAIOUHU Xa-
PaKTePUCTHKY i 03HAKU KOXKHOTO AABPCHKOI'O CBSTOTO.

OrpumMaBmu 3aMoBAeHHS Bip bearopoachkoi emapxii,
IxaxeBny, BipOTiAHO, TOYaB 3HAHOMUTHCS 3 )KUTTETUCOM
caruTteas loacada Ta yciMa HassBHMMM MaTepiaAaMH i CBip-
YeHHSAMH HOTO AisHb. PeTeAbHO BUBUMBIIM BCi MaTepiau
IIPO CBSTHUTEAS Ta OYAYIH IYAOBHUM 3HaBIjeM ikoHOTpadid-
HUX KQaHOHIB, MaiiCTep CTBOPHUB [IePIIHIi KAHOHIYHNIT 06pa3
CBATUTEAS, SKMH CTaB B3ipILieM AAS BCiX ITOAAABIIMX 306pa—
>keHb cB. loacada. Ha xxaap, AOCAIAHMKH BBaXKAIOTB, IIJO OPH-
rinaa ixouu DxaxeBrya He 30epircs, i MV 3HAEMO AMIIIE CIIHC-
KU 3 HbOTO.

Oxpim ikoHy, T)KaKeBqu 3aMOBHAHM PO3IMKCATHU CTi-
HU MUTPOIIOAMYHX MOKOIB ¥ Bearopoai ciienamu 3 sxu-
Tist cB. loacada. [oroBHMM iHiNiaTOpoM KaHOHI3aIii emuc-
xoma Joacada craB TopimHi apxienuckon Kypcbkuit
ta O6ostHcbkmit — Ilitipim (B Mupy — ITaBao Bacnabosuy
OKHOB) , @ TOMY IIPUITYCKA€EMO, IIO 3a YacCiB MOTO apXi€muc-
koricTBa B bearopoai came #ioro moxoi 6on BUPIIIEHO ITPH-
KPaCHUTH CIieHaMH XHTis cB. Joacada. IBany T}KaKequy Ha-
A€XAAO CTBOPMTH LIAUM IIUKA KOMITO3UIIiM HAa TEMY JKUTTS
CBATUTEAS 1 IyAeC, SIKi HOMY IPHIIUCYBAAM.

IBar CrpopoBHY MaB IIpeKpPacHY AyXOBHY OCBITY, apiKe
CBOT'O YaCy HaBYaBCs B AyXOBHil CeMiHapil i HaBiTh MTAQHY-
BaB 00paTU AyXOBHY CTe3t0 CAyXiHHS Bory. Bin Ao06pe 3HaB
016AiHI TeKCTH, KUTIis CBATHUX, IKOHOrpadivHi KaHOHU
i TpaauLil 300paKAHHS CBATHX TA PEAIrifHUX KOMIIO3HILL
Bce 1je cTaAo oMy y Haroai mip 9ac po6oTH Hap, pO3IIHCaMu
MHTPOIOANYHX ITaAaT. CIMparoduch Ha iCTOpHYHi BIAOMOCTI
mpo emuckona loacada Ta fioro AisHHS, DraxeBuu CTBOpUB
LIIAMI ITMKA KOMITIO3HIIiM, SKi BIATIOBIAAAY TPAAMIILSIM i KAHO-
HaM 300pakeHHs MTOAIOHUX XUTIMHUX CIjeH.

¥ 1833 poui Buiimaa Apykom bpomrypa «Kparkoe
oInMcaHue Xu3HH npeocssamenHoro Moacada I'opaenko,
enuckora beaorpapckoro>, IKy HanmcaB ITAeMiHHHK CBATH-
TeAss — yKpaincbkuil mucbMeHHUK 1. KpiTka (AHAbKO BipoO-
moro nuchMennuka I. Kpitku-OcHoB sHeHKa ). Beanuesmit
MaTepiaa 6on 3i6paHo IHIIMMH HallapAKaMU POAUYIB
Ioacadpa — 6paramu, kuszsmu JXKeBaxoBumu [3], oaun
3 AKHX TPOAOBXKHB AyXOBHY CT€3I0 CBOTO ITpalfypa i TeX CTaB
ennckonoM 3 imeneM loacad. Taxi BiaomocTi mpo caTHTE-
As1 316paB i cucremaTusyBas emrckon Pruabcekuit Hikoanm
Ha 1mo4aTKy XX CTOAITTS.
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VYcima muMu AXXepeAaMHu i KepyBaBCsl, BOUEBHAD,
DxaxeBuy mip yac po6OTH Hap PO3IHCAMI MUTPOIIOAMYOTO
OYAUHKY. I;IMOBipHO, 3a yuacri Cssunennoro Cunopy, 6yao
06paHo 1 3aTBEPAKEHO IEPEAiK HalBiAOMIIINX MOMEHTIB
SKUTTS IyAOTBOPL, SIKi HAAEKAAO YBIYHUTH, i BOHU ¥ CTaAK
CIO’KeTaMU HACTiHHUX KOMITO3HUIIiH.

Ha mpeBeAnkuii >kaAb, MU He MAEMO MOKAMBOCTI Ha-
COAOAWTHCSI IIIMHU PO3IIMCAMHU CbOTOAHI, aAKe GYAMHOK MU-
TPOITOAMTA, Pa3OM 3i CBﬂTo-Tpo'l'ubKHM co6op0M i BciMa
npubyAoBaMy, 6YAO 3HHUIEHO 3a YaCiB PAASIHCBKOI BAAAU
y 1930-x poxax [14]. OpHax 3 AITepaTyPHHUX AXepeA BiAOMO,
IO Ti po3nKMcu Masu Beande3Huit ycnix [ 13; 11], ix 306pa-
SKeHHsI APYKYBaAU B IIePIOAMYHUX BUAAHHSX Ta, IMOBIPHO,
3 Hux OyAu 3pobaeHi AiTorpadii a60 ANCTIBKY i3 306pakeH-
HAM THX cioxeTis [ 8].

Bipomi Bumycku sxypHaay «Husax» 3a 1911 pik, pe 3Ha-
XOAMMO YOTHPH IAKOCTPALlii — MaAKOHKH Dxaxepmua 3 croxe-
tamu 1po loacada Bearopoacekoro: «Ilepenecenns riaa
ycommroro cB. Ioacada i3 TaitBopoHa», «SIBAeHHS 6aTbKy
cB. loacada B 10HOMY B 10HOMY Billi, IO TPOPOKYE XKUTTE-
Buit moABUT CBsATHTEeASI>, «MoanTsa cB. Ioacaga y mo-
ruau cB. AdaHacis, marpiapxa KoHcranTnHOMOABCHKOTO,
Ay6encpkoro uyporBopus>», «Cs. Ioacad, enuckomn
Bearopoacpkuii i O6o0sHCbKHIT> . BoueBUAD Ie BapiaHTH Ha-
CTiHHHX POSIHCIB MUTPOIIOAUYOr0 OYAHHKY. IBan DxaxeBua
2§ poxiB mparjoBaB y xypHaai «Husa> i, 3BicHO, Mir Hapa-
TH Lii MAAIOHKY AASL APYKY. LTi iatocTpariii € GesuiHHIMY CBiA-
YEHHSIMH, AAKe AQIOTD 3MOT'Y YIIEBHUTHCS, IJO AaHCAMOAD PO3-
IMCiB MUTPOIIOANYHX TAaAAT B BeAropoai 6yB AMBOBIDKHIM
IIPUKAAAOM MOHYMEHTaAbHOTO MaASpCTBa IBana Dxaxepnua.

Y IJAAMAM B Kuesi 36epiratorscst ecki3 i pororpa-
$ist AeSKMX KOMITO3MULIiMH, SIKi OyAM po3MiljeHi Ha CTiHAX MU-
Tponoandoro 6yausky [ 15 ]. Ha 1e BkasytoTs Hamvcy Ha ca-
MHX POOOTaX.

Ilepunit eckis — ¢parMeHT pO3MUCY ITOKOIB CB.
Ioacada, pAe 306paxkeHo cueHy «CroTpUALSTHPIYHUI
CTapelb-CBAIEHHUK CAYXKUTb AITYPTil0 B IIOXiAHIM IJepK-
Bi, a cBATUTeAb loacad mia yac AiTyprii MOAUTBCA Y BiBTa-
pi». B ocHOBY croxeTy mokaapeHO 0AHO 3 uyaec loacada
Bearopoacpkoro, siki onrcaHi 10ro OHyKOM, IICbMEHHHKOM
1. KBiTKoO¥O0, y XKMUTTEMHCI €MTUCKOTIA.

Eckis meit Ay>ke cxeMaTHYHHUI, OAHAK 9iTKO BHAHO,
110 KOMITO3HIJisI MaAa 6YTI/I PO3MIIIIeHO0 Ha HaMiBKPYTAIl
MAOLIMHI CTiHU y BEpXHill YaCTHHi, a 3HU3y BUAHO ABa ABIp-
Hi orBOpu. B rjeHTpi KOMITO3HULiT 6a4HMO OXIAHY LiepKBY,
y BUTASIAL HaMeTY, i BiBTap. BiAs Hporo, cTOsTYM Ha KOAiHAX,
CXUAUB TOAOBY CTOTPHALISTUPIYHUN CBALIEHHK y CBITAOMY
BOpaHHi. 3a HUM cTOITh pirypa csrureas loacada B gop-
HOMy BOpaHHi i 3i cBiTHMM HiM60M Hap roaosoro. [Topyu
3 HIMH — TPH CBSIIEHHKH B YJOPHOMY. TaKkoX B eckisi
Ha ApyTOMY IIAQHi 6aunMO Mer3aX — CTEXKa i XaTUHKH,
a 1o 60Kax KOMITO3MIHIL MarCTep pO3MiCTHB IHIIHI SAMHKH.
EAeMeHTH ITeH3aKy 3aBXAU € HEBIAEMHOIO YaCTHHOIO PO3-
TIHCIiB EKaKeBI/Iqa, BiH HapaBaB BEAUKOT'O 3HAYEHHS 306pa-
>KeHHIO IIPUPOAH Y CBOiX TBOpax. Eckis koabopoBuii, Tomy
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MOJKHA YSIBUTH, SIKUM OYAO KOABOPOBE pillleHHS, BUTPUMA-
He B CIIOKITHUX TeNAMX KOPUYHEBHX i 36A€HUX TOHAX — TeX
HAITPOYYA BAACTHBHX XMBOIIMCHiN MaHepi MaticTpa. Ha mis-
Himux AiTorpadisx is xuriiiHuMu crieHamu cB. Ioacada 3y-
CTPIYaEMO IIel CIOXKET, aAe B ACLIO BUAO3MIHEHOMY BUTASIAIL
ITo-irmomy posramosasi ¢irypu i mocrars loacada Bune-
CeHa Ha IepIIuH IAAH, CTapellb — Ha APYIOMY, a 3araAbHa
KOMITO3MIIisl B)Ke He BIIMCaHa Y IMiBKOAO, a € IPSAMOKYTHOIL
CTaHAAPTHOI pOpMU.

Apyruit AokyMeHT — Iie Y0pHO-0iAa pororpadis 3 ma-
aronka Dxaxesuua [9]. Ha wiit IIPEeACTaBACHA CIIeHa, A€ CB.
Ioaca¢ croirs y 11epksi, mepep HUM Ha TPOHi CHAMTD I1a-
pH1is, a 3a HEX0 — TIPyIa CBALIEHHUKIB i IPOCTUX AIOAECH.
CreHy CKOMIIOHOBaHO y popmy kBaspudoais. Ha 306pa-
KeHi € Haruc: «M3 cTeHHOM pocmucu nokoes cB. Moacada.
Moxaxesny. I. Bearopoa>. Mo>xHa IpHUITYyCTHTH, IIO TYT 30-
OpaXeHMIT MOMEHT i3 XXUTTSI CBITUTEAS], KOAU BiH Y 1742 poui
oiXaB AO CaHKT—HeTepGypra i 6yB YAOCTOEHMH ayAi€HIIl
B iMneparpurni €ausaseru IlerpiBuu. Ilepep Hero BiH BU-
MOBHB IIPOIIOBIAb ITPO AF060B A0 Bora i 6amkuboro: «Kak
darexo om Hac xugom seunviii>. €ausasera IleTpiBHa Ayxe
maHyBaaa cB. loacada, i came 3a ii HaKa30M BiH 3a ABa POKH
OyB 3BeAeHUI Y CaH apXiMaHAPHTA Ta MPU3HAYEHUH HaMic-
HukoM Casito-Tpoinpkoi Cepriesoi aaBpu. Llporo croxe-
Ty HeMa Ha ITi3HIIIHNX AiTorpadisx Ha TeMy SKUTTS CBATHUTe-
ASl, AA€ HAATIMC Ha eCKi3i AO3BOASIE 3 AGCOAIOTHOIO BIIEBHE-
HICTIO CTBEPAXKYBATH, IO ISl KOMIIO3ULIiSI 6yAa po3MilljeHa,
a60 maaHyBasacs, Ha CTIHaX MUTPOIIOANYHX ITOKOIB.

¥ ¢ponpax Hanionaarroro Kueso-Ileuepcrxoro icro-
PHKO-KYABTYPHOTO 3aIIOBIAHHKA 30epiraeThcsi Y0pHO-6ira
¢$ororpadis MaAIOHKa, KM TAKOXK TPATIASETCSA Ha CTOPIH-
Kax xypHaay «Husa» 3a 1911 pix. ITopsiitHa KoMIosuIist
ITOCTAE TTepeA HaMH i Ma€ JiTKHi miATTHC i Ha3By. AiBopyd —
criena «Moanrsa cB. Ioacada 6iast Moruau cB. Adamacisi, ma-
Tpiapxa KoHCTaHTHHOIIOABCHKOTO, AYOEHCHKOTO YyAOTBOP-
s>, CB. loacad) cXmAMBCSI Ha KOAiHA B MOAUTBI IIepeA pakolo
i3 mocrarTio cB. Adanacis. [IpaBopyd — crieHa ocraHHix
BiaBiAMH cB. Joacadpom 6aTbKIBCHKOTO AOMY, 3BiAKH BiH BH-
XOAUTD IO CXOAAX CXHAMBIIH roAOBy: «ITocaepnee moce-
menue cB. Mloacadpom popuresbckoro pooma B Ilpuayikom
yesaae, IToaraBckoit I‘Y6epHI/II/I>>. Tak caMo MOABIMHO I1i KOM-
TIO3HIIi1 6YAI/I moAaHi B KypHaai «Husa>, mo A03BoAsie BU-
CYHYTH TillOTe3Y, IO I ABi ClleHH 6yAH 1 Ha cTiHaX maAaT
Ppo3MmilieHi mopy4.

INompu o6MesxeHy KIABKICTb IATOCTPATUBHOTO MaTepi-
aAY, MO>XKHA 3pOOHTH ITeBHI BUCHOBKHU CTOCOBHO 30BHIIIHbBO-
IO BUTASIAY posnHCiB. besyMoBHO, HalIliHHIIUM € aBTOp-
cbKkuit ecki3 3 apxisis [JAAMAM. Bix Hao4HO mOKa3ye Ko-
AbBOPOBY I'aMy, A€TaAl KOMIIO3HUIIii Ta eAEMEHTH, SKi DraxeBny
MAQHYBaB 306pa3HTI/I B I[iH1 CII€Hi. LIopHo-6iAi iArocTpanil
3 KypHaAy «Husa>» — 11e Bxe He ecki3u. Bonu 3naitom-
ASITh HAC i3 3aBepIIeHNM BapiaHTOM KOMITO3UIIii 5IKi, IMO-
BipHO, i 6yAu po3MileHi Ha CTIHAX MUTPOIIOAMYHUX ITAAQT.
HasiTp y 40pHO-6iANX 300pakeHHSIX MOXKHA BIII3HATH Xa-
pakTepHi AAs [KakeBIa SKHBOTHCHI IPUIOMU: HOTO MaHepa
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HanucaHHs Giryp, M'sIki, ITAaBHI AiHIi MAAIOHKY, THIIH OOANY-
us. Haitsupasuimi y [xaxeBuya saBsxau oui — ran6oki, Tem-
Hi, ImAKpecAeHi TeMHUMH TiHSMH HaBKOAO. 3aBXAH B KOMIIO-
3UIIISIX — yBara A0 AeTaAeil iHTep epy, eAeMeHTIB B6paHHﬂ,
HaSABHICTb Mef3a’KHUX MOTHUBIB. Bci 11i 03HakM mpocTexy-
IOTBCSL Y AOCAIAXKYBAHUX 300pakeHHSIX.

Ham apocremMeHHO HEBIAOMO, CKiABKHM KOMITO3HUIIIH
Harmcas IBan DrakeBud Ha crinax MUTPOIOAMYHUX ITaAAT
B Bearopoai. 3 orasiay Ha 6araTuil XUTTEIUC CBSTUTEAS
IPHITYCKAEMO, 11O B AHCAMOAD POBIIICIB BXOAMAO He MEHII
sik 810 CroXKeTHHX 300pasKeHb.

B iHTepHeT-AXepeAax TPAIASIOTHCS 300paxkeH-
Hs, SKi iAJOCTPYIOTD CLeHHM XKHTid i yypec cB. loacada
Bearopoacpxoro. Buu3sy mip 300paskeHHSIMHU Ha AHCTIB-
KaX € APYKOBaHi TEKCTU AO KOXKHOIO CIOXKeTY, BUKOHAHI
aopepoaoonifiHuM mpudrom. Lle po03BoAse mpumycTUTH,
o BOHU OyAH HapApyKoBaHi A0 1917 poxky. B ti wacu Taki
AUCTIBKY OyAU HaA3BHYAMHO IIOIYASIPHI, HA HUX APYKyBa-
AU 300pasKeHHS BIAOMUX KMBOIIMCHUX TBOPIB, IKOH TOLIIO.
HassHi iArocTpartii Ha MepIIHIT ITOTASIA IOCTYIAIOTHCS XKH-
Borucy [xakeBuya 3a piBHEM MaiiCTepHOCTI, a KpiM TOTO,
TIpY OPIBHAHHI CXOXKHX CIOXKeTiB (Ha MPUKAAAL KOMITOZH-
mil < CTOTpHAus{THpquHﬁ CTapelb-CBAMEHHUK CAY>KHTb
AITYpTilo B ITOXiAHIH 1IepkBi, a cBaTUTeAb loacad mip gac
AITYpril MOAUTBCA y BiBTapi>>) CTa€ 3pO3YMiAO, IO KOM-
MO3MIIMHO Ii MAAIOHKH AEIIO BiAPi3HAIOTHCS Bip aBTOP-
cpkux komrosunii Isana Drakesnya. 11i ancrisku Oyau 1e-
peBupani'y 2011 poni 3 Haroaun 100-pivusa kaHOHIi3a1il CB.
Ioacada Bearopoacproro [1], oAHaK AmTITA€THCS BIAKpUTHM
[UTAHHS: SIKUM OYAO IIepPIIOAKEPEAO 300 paskeHb Ha HUX.
MaAoitMOBIPHO, 10 iCHYBAB IHIINI SKUBOIIMCHUI aHCAMOAD
Ha TeMy JKUTTs €NMUCKOTIa BEAropoAChKOTO, 3 SIKOTO APYKY-
BaAM AMCTIBKHU. TaK caMO YKUTTEMUC CBITUTEAS, CKAAQAEHUI

I. Ksirkoro y 1833 pouyi, HaBpsia 1 MiCTHB Taki 300pakeHHS],
aA’Ke CTHAICTUYHO BOHHM He BIiATIOBIAQIOTD XYAOXKHIN MaHepi
nepuroi Tperunu XIX croairrs. Yepes 1e Hartbiabim iMoBip-
HUM AMIIAETHCS BAPIiaHT, IO Li AUCTIBKH BCe XK 6yA1/1 HaApy-
KOBAHi 3 THIX KOMITO3HIIif, sIki Harrcas IBan Diaxesuy Ha cTi-
HaX MUTPOIIOAMYHUX MaAaT. MOXHA 3pOOUTH IIPHUITYIIeHHS,
IO 3aAAST PO3IIOBCIOAKEHHS IIHX 300 paXkeHb HOBOKAHOHI30-
BaHOTO cBsiToro loacaga i foro aisHb 6yau 3poOAeHi rpasio-
PH 3 TUX KOMIIO3HINIH AASL TIOAQABIIOTO THPAXKHOTO APYKY.
B TakoMy BUMapKy AOITYCKAEMO, IO SAKIiCTb ACIIO CTPAKAAE
i ApyKOBaHa BEpPCisl He BIATBOPIOE BCi€l MPMHAAHOCTI aBTOP-
cbkoro sxuomHcy. ITlo 5k A0 KOMITO3HIIIMHUX BIAMiHHOCTeH
HasIBHOI'O €CKi3y BiA AUCTIBKU — MOXAMBO, €CKi3 6yB MiATO-
TOBYMM, a Ha CTiHaX [KakeBHY Bike 306pasuB BUAO3MIHEHY
KOMIIO3MIHIO, SKY 6auMMO Ha AUCTIBIIi.

IMutasss AOCAipXKeHHS posnucis IBaHOM DraxeBuuem
MUTPOIOAMYHMX MAAAT ¥ Bearopoai He Moxke BBaskaTHCs 3a-
BepureHnM. Yepes 6pak iAIOCTPATHBHOTO MaTepiaAy, apxiB-
HUX AQHHX Ta iHIIMX BIAOMOCTEH HEMO>XAUBO BIATBOPUTH
[IOBHY KapTHHY [JbOI0 YHIKAABHOTO SKHBOIMCHOTO aHCaMO-
ato. Te, mo Ipan Dxaxeswy cras TBOpIIEM HOBOT ikoHOTpadii
cB. Ioacada Bearopoacproro — 6essarepeysuii Oro ycix.
Te, 0 BiH CTBOPUB YHIKAABHUH IIMKA KHTITHUX PO3IHCIB —
OAHO3HA4Ha ypada HOTo, sIK 3HAHOTO XKMBOIIKCIA i MalicTpa
MOHYMEHTAABHOTO MAaASPCTBa.

CpOroaHi BaXXKO AATH 00 €KTHBHY OLIHKY Liiff BTpade-
Hi¥ [TaM sITIH, aAe ONpH Opak MaTepiaAy, MOXHA CMIAUBO
CTBEpPAXKYBATH, IO CTiHOIHC maAaT cB. loacaga B bearopoai
6yB SABUINEM HEOPAUHAPHUM i BUAATHUM. AMIIIe TaKHii Maki-
cTep, K Dxakesuy, B Ti yacu Mir CTBOPHUTH BEAUKHM Ta BOA-
HOYAC [iAICHUI aHCAaMOAb MOHYMEHTAABHUX PO3IIUCIB, SIKHIT
OTPHMAB BUCOKI OLIIHKU CY4aCHHKIiB, aAe, HA TPEBEAUKUI
5KaAb, € BTPA4eHUM.
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Brei N.
The Lost Monument of Ivan Yizhakevych’s Art. Murals of Metropolitan’s Chamber in Belgorod

Abstract. The paper raises the issue of studying the history of the prominent monumental painting of the early 20th century—
the mural at the metropolitan’s chambers in Belgorod by the famous Ukrainian artist Ivan Sidorovich Yizhakevich. All available
written, visual and digital sources were reviewed ir order to study the history of the monument. An art analysis of the illustrative
material was performed.

The paper aimed to find and systematize all available materials on the issue, and in addition, after analyzing all the available material,
to make a probable reconstruction of the monument’s appearance, components, and most importantly, to highlight the role of Ivan
Yizhakevich in creating this mural.

During the work, a considerable source base, historical information and a significant body of literature were reviews. The conclusions
hypothesise the composition of the ensemble of murals at the Metropolitan’s Chambers, outline the history of its creation, the role
and guiding principles of Ivan Yizhakevych during his work on this wall painting. By searching and systematizing the available
information about the ensemble of paintings of the Metropolitan’s Chambers in Belgorod, the value and uniqueness of Ivan
Yizhakevych’s work as a prominent master of monumental painting has been proven.

Keywords: painting, religious painting, Belgorod, sacred painting, Saint Ioasaph, murals, Ivan Yizhakevych.
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IBan Birjpko — 3HaHMIT HOBATOP GOPMOTBOPEHHS
i AeKOpYyBaHHA ¢papPopy YKpaiHn

[van Vitsko: A Well-Known Ukrainian Innovator
of Porcelain Shaping and Decorating

Anoranis. XypoxHs Kepamika Ykpainu Apyroi noaoBunu XX — moyarky XXI cTOAITh IT03HaY€Ha CHHTe30M TPAAMIIiN HAPOAHOTO

MUCTeLTBA Ta IHHOBAIIIHUX TEXHOAOTTYHUX 3A00yTKiB. BusHaueHo, 110 y IIepioA CTPIMKHX IIOAITHYHHX i COLIIOKYABTYPHHX 3MiH BiA-

GyBaAuCs i1 TpaHCYOpPMALIIT ACKOPATHBHO-TIPHKAAAHOTO MUCTELITBA, 30KPeMa TOHKOI KepaMiku. BUsIBA€HO, 1110 OAHIEIO 3 KAIOYOBUX

IePCOHAAIM, sika 30ararraa BiTausHsHuit papop, 6ys Isan Muxaitaosud Birpko. Huri He06XiAHO PO3KPHUTH KYABTYPHY CIIAAIIHY

MaFCTpa, AXKepeAa IHCIipariil HOro TBOPYMX MOLIYKIB i eKCIIepUMEHTIB y BUPOOHUIITBI TOHKOCTIHHHX TBOPIB.

Karouosi crosa: Tonka kepamika, dapdop, AeKopaTHBHO-IPUKAAAHE MUCTEIITBO, YKpaiHa, ApyTa moaoBiHa XX — moyarok XXI cToAiTs.

INIocranoBka mpo6aemu. Baromy poab y pO3BUTKY
i 36araueHHi XyAOXKHBOI KepaMiku YKpaiHu Apyroi moaoBuxu XX —
noyarky XXI cToAiTTs Mara AiSABHICTD MMTIA-KepaMicTa IBana
Biupka, sxuit 6yB BiAOMHI CBOIMHU CMiAMBUMH eKCIIepUMEeHTaMHU
3 GOPMOTBOPEHHAM Ta TeXHiKaMM AeKOpyBaHHs. Bupisusascs Bin
i yHIKQaABPHUM BMiHHSAM MOEAHYBATH TPAAUIIINHI MOTUBH HapOAHOL
XYAOXKHBOI KepaMiK¥ Ta IHHOBALiFHI cr0co6u 0pOpMAEHHS BUPOOiB.
Kpim Toro, tBopu L. Birbka BTiAtoBaAU CHHTe3 rapMOHii eCTeTHIHHX
i yTHAITApHUX XapaKTepHUCTUK TOHKOCTIHHOTO MOCYAY. ToMy IiAKoM
3pO3yMIAO, 1110 f10T0 3A00YTKH i BIIAUB Ha MUCTEIITBO BITYM3HSHOTO
dapdopy € HiHHUMU AAST AGKOPATHUBHO-TPUKAAAHOTO MUCTEITBA
Ykpaiuu. 3aAUIMIAETbCSA AKTYAAbHUM BHCBITA@HHS i BHSABACHHS
OCHOBHHX BiX AIIAPHOCTI 3HAaHOT'O KePaMiCTa Ta BUABACHHS AXKEPeA
iHCHIipanif CTHMAICTMYHUX pillleHb AM3alHy CTOAOBHUX CepBi3iB,
BHKOHAHHX y mepiop 1960-1980-x poxis.

AHaAi3 AOCAipKeHbD i rlyGAiKaniil. Cporopsi icHye unMaAa
KiABKICTb PO3BiAOK 3apy6i>1<HHx i BITYM3HAHUX HAyKOBIIiB, AKi
posrasipaau TBopuicTb IBaHa Muxariaosuya Binbka. Yrim, 6iabmicTs
inpopMayii € By3bko cpOKyCOBaHOI0, 3Ae6iAbIIOro Ha ioro biorpadii
abo pemnpeseHTalil 1Oro CHAAIMHU y KOHTEKCTi AISIABHOCTI
IToaraBcproro $pappopoBoro 3aBoay. 3 Ii€i MpUYMHU BUHMKAE
HeOOXiAHICTb PO3KPHUTH TOHKOMJi MHCTEIIBKOTO CIIAAKY XYAOXKHHUKA,
BU3HAYUTH OCHOBHI aCHeKTH, fKi 3yMOBHAM HOro HOBAaTOPCTBO
y dopMoOyTBOpeHHi i AekopyBaHHi ¢papPopoBOTo MOCYAy Iepiosy
Apyroi noaosuHH XIX — moyarky XX CTOAITb.
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besymoBHO, BapTe yBaru AOCAIAXKEHHS AOKTOPA MHCTEIITBO-
3HaBcTBa O. I1IKOABHOI, B IKOMY aBTOPKa OXOIIAIOE, KPiM XPOHOAOTIT
SKMTTEBOTO IIASXY MUTIIS, HOTO TEXHOAOTIYHI iHHOBAIIil y IPOAYKyBaHHI
KepaMiKu Ta ii 3Ha4eHHS Ha TAi yKpPaiHCBKOTO Ta €BPOIIENCHKOTO
mucrerrBa. CTHCAMI XXUTTEINNC MAFICTPa MICTSTh OKpeMi Iy bAikawii
B. Xanka, sKi penpe3eHTOBaHi y MepiOAMIIi Ta AOBIAKOBUX CAOBHUKAX,
IpUCBSYeHUX MHUCTeNTBY [ToATaBmUHN. YHAOUHIOIOTh XYAOXKHIH
crmapox Isanma MuxariaoBuda i1 okpeMi KaTaaoru papdopy-dasHcy
Yxpainu, 3okpema 1983 poky BHAAHHA — IIPO TBOPUiCTh IBaHa
Birpka, Ta 1989 poKy BHAAQHHS, B SIKOMY OIIFICAHO 3A00YTKU POBIAHUX
KepaMicrTis i xyaosxHuKiB IToaTaBcrkoro pappoposoro saBoay.

ITompu 3MiCTOBHICTD OKPECACHUX AiTEPATYPHUX AXKEpeA,
Y XapaKTe€PHCTHIII TBOPYOI AISABHOCTI i CIMAAIIMHU MaKWCTpa
3AAMINAIOTH He3amoBHeHi iHpopmarTusHi Himi. Y 3B’s3Ky
3 IJIM BUHHKA€ HEOOXiAHICTD IIOTAMOACHHS HU3KH THTaHb, 30KpeMa
BUSABACHHS OCHOBHMX aCIeKTiB HOBaTOpcTBa y mipxoai 1. Binpka
AO AeKOpyBaHHS papopy.

Merta i 3aBAQHHSA CTaTTi MOASATAIOTh Y PO3KPUTTI AXKepeA
iHCmipanifi HeTPUBIAAbHMX TEXHOAOTIYHMX i XYAOXHIX puc
TOHKOCTiHHMX BUpO6iB IBana MuxaiiaoBuya Biupka, Bu3HaueHHI
crrernixu $OpMOTBOpPEHHS i AeKOpYBaHHS Ppapdopy MaicTpa.

Buxaap ocHOBHOTO MarTepiaAy pocaipsxkeHHs. Baromicts
nocrari IBana Muxaiiaosuda Birjpka y BiTunsHAHOMY AEKOPaTUBHO-
IMPUKAAAHOMY MHCTEITBI BaXKKO IePeoIliHUTH. SHaHUH MaiicTep

papdopy Apyroi norosunn XX — mouarky XXI croairs 6yB
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yaeHoM HamioHaAbHOI cIiAKM XyAOXHHUKIB (1961), HapOAHUM
xyaoxHHKOM Ykpainu (1996), Aaypearom npewmii im. K. Biaoxyp
(2004). I1Jo6 ocsrHyTH 6araTOrpaHHICTb fOTO TAAQHTY i 3pO3YMITH
3HAYYIIiCTh MOIIYKiB-BiAKPUTTIB Y MHCTEIITBI TOHKOI KepaMiKH, CAip
OKPECAUTH OKPeMi epioAr IOTO TBOPYOCTI M KUTTSL.

Tax, y>xe 3 pAHHBOTO AMTHHCTBA MailOyTHHOMY MAMCTPy
OyAM IIpUTaMaHHI 3aXOMAEHHS )XHBOIIMCOM i XUCT AO MAaAIOBAHHSL.
CripaBikHe 3allikaBA€HHS KepaMiYHUM PeMeCAOM 3apOAHAOCS
3aBASIKH CIIOTASIAQHHIO 32 AISIABHICTIO MicrieBoro ymiabis CremnaHa,
SIKMH BIPTYO3HO i MIBUAKO MiI' BUKOHATH TAMHSHMI TA€YUK YM MaKiTpYy.
Crnocrepexxenns 1oHoro I. Bipka cIOHyKaAM AO 3aXONAEHHS
AEKOPATUBHO-IPUKAAAHMM MHUCTeLTBOM. | X0ua OCBiTHIMN maAsx
1. Bingpko posmoyascs 3 iHIoi crieniaaisariii, Bye Ha OCTaHHbOMY POILi
HaBYaHHS 3aBAAKH CBOIM ITOYaTKOBUM XYAOXKHIM BMiHHS BiH BAQAO
nepeBiBcs A0 KpeMeHTyIIbKOro peMiCHUYOTO XYAOKHBOTO YIHAHIIA.

Y npomy 3akAapi MaibyTHIN HOBaTOp-KepaMik He TiAbKH
MPUMHOXYBAB CBOE 3aXOINAEHHS O3HAYeHUMU BUAOM MMCTELTBa,
a 1 OIIaHyBaB OCHOBHU TeXHOAOTII BUKOHAHHS BHPO6IB i crroco6is
ixaporo opopmaennsa. Came y IbOMY yUHMAMINI, Ha IITYKaTypPHO-
AeKOpaTHBHOMY Bipaaiai, I. Biljpko BUBYMB MeTOAM 3aCTOCYBaHHS
dap6 i moxpuTTiB. A3H peMecAa YMOXAUBUAHU IOAAABIIHI BCTYII
y Mupropoachkuit KepaMivHHI TEXHIKYM AASI TIPOAOBXKEHHS IIASIXY
PO3IIMPEHHS 3HaHD | BAOCKOHAACHHS BMiHb Y OKpecAeHiit raaysi [ 1,
c.9].

ITompu Te, mo B 1e# MpoMiXOK Yacy B Mupropoacrkomy
TEeXHIKyMi IPOBOAMBCS HAbIp TIABKM Ha APYTHIT KypC, 3Ai0HOMY
IOHAKYy IIOCMiXHyAacs yAaya — INPUMHATH Ha HaBYAHHSA
AO O3HAYEHOTO 3aKAAAY AOTOMIr Toaimui#t aupexTop, IBan
Hukanoposuy Ayx’sienko. Tax I. Binpko, ckaasmu Bci icnury, 6yB
YCHINTHO MepeBeAeHME Ha ApyTHil Kypc. Hapaai y nporjeci Hapuanus
BaroMy poAb y $OpMyBaHHI OCOOMCTOCTI MUTIIS MaB TOTOYACHUI
BUAATHHI KepaMicT i Bukaapad Mupropopa Mukosa MuxoaaiioBud
IMucauxo [8]. Ha ocrannboro L. Binpko B3opysascs y TBopuiit
AISIABHOCTI, 36araqyBaB i YAOCKOHAAIOBAB AOCSTHEHHsI HACTABHUKA
y MucTenTBi GpapPopy, a 3roa0M HACAIAYBaB i y BUKAAAAHHI.

3araaoM, mip yac HapyaHHS [BaH Binpko ocsrmys Teopiio
i MPaKTHKy OpPHAaMEeHTIB i MpPUPTiB, BUBYAB 3araAbHY icTOpiio
MHUCTEITBA i PO3IMIMPIOBAB CBOE baueHHs Au3aiHy. TaKUM YHHOM,
BiH yBiOpaB yci 3HAHHS I HABMYKH, SIKMX HABYAAH Y KePaMiTHOMY
TeXHiKyMi i siKi BXe 3a KiAbKa POKiB MPOSABUAUCA y MOTO PaHHIX
poborax.

Tparoroun TeXHOAOTOM 3 0popMAaeHHS papPopoBHX BUPOBIB
Ha BapaniBcbkoMy papdopoBoMy 3aBOAi, MHTEIb IIPOAOBXKYBAB
MHUCTEIbKY OCBITY y ABBiBCbKOMY iHCTHTYTi A€KOPaTUBHOTO
Ta IPUKAAAHOIO MHUCTeNTBa. TaM BiH MPOXOAMB HAaBYAHHS
mip KEepPiBHUIITBOM TaKMX BHAATHHMX MaWCTpPiB CBOEI cnpasu,
sik B. Manacrupcpkuii, I. Cesepa, I. Crobaso.

KpiM 0BOAOAIHHS i MOTANGAEHHS AKaAEMIYHOTO IPOgeciitHOro
MIAIPYHTS, y Iledl mpoMixok yacy IBam Binpko saxommscs
TpapuLinHuM MucrenrsoMm I'ynyasmunu. Kpaesupan 3axipnoi
Ykpainu, po3nucaHi KaxAi i kepaMidHMi HOCYA, MiCIleBa OpPHAMEHTHKA
y Mait6yTHPOMY HAaAUXHYTb MOTO Ha OPUTiHAABHI AM3allHepChKi
pimenus Bupo6is [S; 7; 9]. Tak, oAHUM i3 panHiX TBOPIB 6yB uaitHmit
CepBi3, AKMIl BUCTaBASAU Ha excriosunii B Kuesi i axuit orpuman
cpibuy mepaas BAHT (1958).
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PaHHi HOBATOPCHKi BEPOOU aBTOP CTBOPHB IIje I1iA YaC HABYAHH
y AbBIBCHKOMY iHCTUTYTi AGKOPaTHBHOTO Ta IIPUKAAAHOTO MHUCTELITBA.
YacTrHy 3 HUX BAAAO OXapaKTEPH30BY€ y CBOIi Irybaikanil «ITam’siri
CAABETHOTO MakCTpa yKpaiHcbkoro papdopy, Hapoproro xyposxamIKa
Ykpainu IBana Muxaiaosuda Binpka» O. IlIkoabHa, 30xpeMa qaitHU
cepsi3 «AHnToHiBKa» (1958), 4aiiHO-KABOBO-CTOAOBHIL FApHITYp
«Bapaniska-58> (1958), cepsis «Comsmuuxu> (1959) [8; 9].

[Tepuruit 3srapaHUM KOMIAEKT YCIIIIHO AGMOHCTPYBaAU
Ha MiKHapopHuX BucTaBkax y Hero-Mopxy, Mapceai, Bpiocceai.
HaTomicTb ocTaHHIl 3rajaHMil CepBi3 € BTIAGHHSIM AOBEpIIEHOCTI
¢$opM, rapMOHINHOI KOMOIHAI] POCAUHHIX MOTHBIB, AAKOHIYHIX
OPHAMEHTAABHMX ITACKiB i BHUIIYKAaHUX 30A0YEHHUX €AEMEHTIB.
1li xapaxTepucTuku i AOCi BUPi3HAIOTH Ieit HaGip B €KCHO3HUIIil
HanionaApHOro My3ero AeKOPaTHBHOT'O MHUCTEL|TBA YKPAIHH.

Ipore HafisscKpasilne BiAOOPA3HANCS HETPUBIAAbHI yMiHHs
BOAOAIHHS MaTepiaAoM i cyuacHi morasipu IBama MuxaiiaoBuya
nip yac nepe6bysanns Ha [loataBchkomy papdopoBomy 3aBoai [2].
Boxe 3 poocBipoM po6oTu Ha BapaHiBni MaticTpa 6yAo 3ampoueHO
Ha HOBe mipnpueMcTBo. Came y mpoayKyBaHHi Gpapdopy o3HaueHOTO
OCepeAKy BUSIBHAACS yCsi bararorpaHHicTs Murisi-kepamicra I Binpka.

Bsopysanns Ha poocsrHeHHS $OPMOTBOPEHHS €BPOTIEHCHKUX
TOHKOCTIHHUX BUPOGiB, yHiKaAbHE apAaIITyBaHHS i MOAEpHisaris
POCAMHHOI, aHTPOTIOMOJPHOI i OpHITOMOPPHOI OpHAMEHTHKH,
3aXONAEHHS YKPAIHCBKUMHU TPAAULINHUMHM MOTHBAMU OYAH
xapakrepHi Aast papdopy poboru L. Binpka [4].

HaTomicTh BUKOPHUCTaHHS yAOCKOHAAEHHUX i 46COAIOTHO HOBHX
TEeXHIK ACKOPYBAHHS IIATAQ3YPHUMH COASIMH, «KPaKAe> i3 30A0TOM,
Ciporo AICTpy 3 KpaKeAlopaMH, BIPOBaAYKEHHS CKAAAHUX AEKOAEH
i3 3aCTOCYBaHHAM 30A0Ta HmipHAAM TBOpH . Binbka Ha HOBHMIT
HOBaTOPCHKUI IabeAb y LApPHHI BITYM3HSIHOIO AEKOPaTUBHO-
MPUKAAAHOTO MHCTEIITBa.

HerpusiasbHe pimeHHs cKAaAHUX GOPM i cr1ocobiB ixHBOTO
03A00A€HHSI AEMOHCTPYIOTh Badu MaiicTpa 1967-1972 poxis.
OpuriHaAbHiCTD BHpo6iB TIOASITA€E B TOMY, IIJO PUCH IMTOCYAMH TSKIAK
A0 $apPpopoBOTO i METAACBOTO TIOCYAY EBPOTIEHCHKOTO MOXOAKEHHS
3a CHAyeTOM, IIpOTe LiAicHHMi1 06pa3 GyB CyTO HAPOAHUM BUTBOPOM
MHUCTeITBa. AOBEpIIeHICTh EMHOCTEHN AOMOBHIOE TapMOHINHO
BITMICAHE AGKOPYBAHHSI i3 300pakKeHHSIM ITIIEHHIYi, IKOMY IIPUTAMAHHA
OpHaMeHTaAbHA TeOMETPU30BAHICTD [3; 6]. ABTOpPCHKY MaHepy
I. Birjpxa penpe3eHTye it BUKOPHCTAHHS BULTYKaHOI AEKOAI 3 30A0TOM.

OpuriHaAbHHI TOTASIA MANCTPA BTIAIOE 1 3HAHUH GapPOpOBUiL
cepBi3 AAst raaymox 1972 poxy. Ieit Habip € mepAMHOIO #Oro
TBOPYOCTi, OCKIABKH IIOEAHYE Y COOi YTHAITAPHICTD KOXHOTO
IIpeAMeTa, IIPOAYMaHiCTh $OPMOTBOPEHHS i YHIKAABHICTD AM3AIHY.
OcTanHill BAAAO TPAHCAIOE i CHHTe3Y€ €BPOIEHCHKi Ta YKpPaiHChKi
TeHpeHii opopmaenHs papdopy Apyroi morosunu XX croairrs [3].

Tak, o3HayeHHUN CepBi3 AAS TraAyIIOK CKAAAAETHCS
3 18 Tpaauniitaux npeameris. Cepea HUX Taki CKAAAOBI, SIK MakiTpa
AASL TAAYIIOK 3 HAKPUBKOIO, YOTHPU EMHOCTI AAS CIIelliff, OAHA
BEAMKA Ta IIiCTh MAACHBKHX IIOCYAMH AASL CMETaHHM, MOPLiMHI MUCKH
AASL TAAYIIOK. YCi IPEAMETH OMHCAHOTO CepBi3y penpe3eHTOBaHi
BUTOHYEHHMH 30araHcoBaHMME GopMamu GisocHDKHOTO papopy,
SIKi HEMOB aIIeAIOIOTb AO AOCATHEHD IIPOBIAHMX MaHyPaKTyp ABCTpil
i1 AHrail. Oxpacoro Habopy € ACKOPYBAHHS 30AOTOM, SIKE [JeHTPUIHIM

BiHI[eM AOBepIIye YHIKaAbHHUI KOMIIAEKT.
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Haromictp aexoparusHi 6a0aa 1988 poky «3 maBuuem>
i «CuHil ITax>» € CYyYaCHOIO PEINAIKOI0 TPAAULIIHOTO YKPaIHCBKOTO
opHaMeHTy. KaacHYHUI MOTHB OPHITOMOPQHHUX i POCAMHHHUX
306paskeHb BAAAO TPAaHCPOPMOBAHHIL B 0OPHCAX HOBOI TOHKOCTIHHOL
emHocTi. 36arauye 06pa3 BChOro cepBidy OOpaHHI aBTOPOM
rapPMOHIMHUI KOOAABTOBHIT KOAOPHT.

IlixaBuM ITOEAHAHHSAM A€Ab BiAYyTHHX MiCIIeBUX OpPHAMEHTIB
i MOAEPHOTO AM3ANHY MMOCYAUH € CePBi3 AAS MOKKO (1982—1983).
AeKOpyBaHHSI LjbOrO KOMIIAEKTY AMIIE ACAD ANEAIOE AO IIOOYAOBH
KOMITO3HIIif Bi3epyHKiB I'yIIyAbIIMHI, HATOMICTD 30A0U€H] eAeMEeHTH
11 OIIATHICTh pOPM € OHOBAEHUM BiAXOAOM AO AM3AITHY BiITYU3HAHOTO
dapdopy [3; 8].

SIckpaBUM IPOAOBXKEHHSAM TEXHOAOTTYHUX eKCIIePHMEHTIB
i HeTPHUBIAABHOTO CHHTE3y KOPIIYCiB EMHOCTEN i 03A00AeHHS OyAM
TBOpH «30AoTUCTHIT> (1976); cepis Aast raaymok « Tpasutitauii>
(1967, 1972); nabip waiiauxis «Codis Kuiscpka» (1980, 1981,
1982); Basu «Iymyan» (1962), «Koaoc» (1979), «ByaisaunTeo>»
(1982); xommosuuii « Tpumisas> (1998), «Kanmaumuxu> (2000) [4].

Bipomo, mo xpim xyaoxHBOI AlsiapHOCTI, I. Binbko 3aiimMaBcs
11 BUKAQAQHHAM, 30KpeMa y MUpropoachbKoMy KepaMiyHOMY TeXHiKyMi,
IToaraBcpkomy meparoriunomy yHiBepcuTeti Ta IToaTaBchKOMY
TeXHIYHOMY yHiBepcuTeTi. 3aBASIKM IIbOMY HOBATOPCBKi ipei
CAAQBETHOI'O MUTI-KEPaMiCTa He 3AMUKAAUCS TIABKH Ha HOTO TBOPYii
CTAAIIKHI, a I OTPUMAAM TIOITHPEHHS y IPOEKTaX papdopy-pasgucy

HOTO yYHiB.

Bucnopox. Takum ynHOM, y nepiop 1950-1980-x mucrenrso
KepaMiku YKpaiHu 6yAo 36aradeHo 3A00y TKaMI IPOBIAHOTO MaiCTpa
dapdopy IBana MuxaiiaoBuya Binpka. Murterp BUKOHYBaB CBOI
TBOPH, IPYHTYIOUHCh Ha AOCSTHEHHSIX €BPOIeChKUX BUPOOHHKIB
MOPLIEASTHH Ta XYAOXKHBOT'O METAAY, B3OPYBaBCs Ha MiCI[eBi TpaAUIIil
OPHAMEHTHKH, BAAAO CUHTE3yBAB eCTeTHYH] XapaKTepUCTHKH BUPOOiB
i ixni ¢pynkiionasbHi MmoxausicTs. Henepeciuni sminns 1. Birpka
OYAH HEOAHOPA30BO BiA3HAUEHI HU3KOIO HATOPOA, 2 TBOPH HOCTINHO
eKCITOHYBAaAU Ha BCECBITHIX XyAOXHIX BUCTaBKaX, AeSKi i CbOTOAHI
36epiraloThcsl y MPUBATHHX i AEPIKABHUX KOAEKIISIX TOHKOCTIHHOT
KepaMiKH.

Baromum TexHoaoridHuMm pocsrHeHHsM L. Binpka 6yao
YAOCKOHAAGHHSI METOAIB AekopyBaHHsA ¢appopy, 30Kpema
3 BUKOPUCTAHHSM ITIATAQ3YPHUX COACH i BIIPOBAAXKEHHAM CKAAAHHX
AeKoAeit i3 3acTocyBaHHAM 30A0Ta. IIpH 11boMy yTOUHIOIOThCS pi3Hi
AXKepeAa iHCIHipaniii TBOPYOCTi BUAATHOTO aBTOPA, CepeA AKUX —
$apdop aHrAilCHKOTO, aBCTPIFCHKOTO i GPAHITY3bKOTO TOXOAKEHHS,
OpHaMeHTHKa KepaMiku [yIyAbImuay i kpaeBUAU 3aXiaHOI YKpainu,
HacTaBHUIbKUI BiAuB M. ITicanka. 3aBASIKH TakOMy GaraTcTBy
¥ pisHOTIAQHOBOCTI B3opyBaHHsi IBana Biljpka BiH crBopuB camo Oy THi
TOHKOCTIHHI TBOPH, 5IKi BTiAIOBaAM TapMOHiI0 puc ¢pappoposoro
MIOCYAY IPOBIAHUX €BPOMEHCHKHMX MaHY(DAKTYP i XapaKTepUCTUKH
HapOAHOTO AEKOPAaTHBHO-TIPUKAAAHOTO MHCTENTBA YKpaiHH,
IO pemnpe3eHTYBAAO HOBHMH piBeHb BiTUYM3HAHOro dpapdopy

B €Bpomi i cBiri.
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Rohotchenko O., Kriuk O.
Ivan Vitsko: A Well-Known Ukrainian Innovator of Porcelain Shaping and Decorating

Abstract. During the second half of the 20t» century, art ceramics in Ukraine is characterized by a synthesis of tradition and inno-
vative technological achievements. It was determined that during the period of rapid political and socio-cultural changes, the trans-
formations of decorative and applied art, in particular the art of ceramics, occurred. Ivan Mykhailovych Vitsko was one of the key
personalities enriching Ukrainian porcelain. Investigating his cultural heritage and his experiments in the production of porcelain
attests the relevance of the issue. Among the main achievements of I. Vitsko are the use of improved and completely new techniques
of decorating with underglaze salts, “crackle” with gold, gray chandelier of the “crackle” type, the introduction of complex decals
with the use of gold raised the works of this master to a new level of quality. It was established that the artist performed his works
based on the achievements of European porcelain manufacturers, looked up to local traditions of ornamentation, and successfully
synthesized the aesthetic characteristics of the products and their functional potential. It was determined that the author’s inno-
vative works include a tea set (1958), a tea and coffee set “Baranivka-58” (1958), the sets “Sunflowers” (1959), “Golden” (1976),
the set for galushky “Traditional” (1967, 1972), the set of teapots “Sofia of Kyiv” (1980, 1981, 1982), and vases (1967-1982).

The aim of the paper is to reveal the non-trivial technological and artistic features of the works of Ivan Mykhailovych Vitsko, cre-
ated in the 1950s-1980s, and to determine the influence of his work on the general level of development of Ukrainian ceramic art.

Keywords: fine ceramics, porcelain, applied arts, Ukraine, the second half of the 20th and early 215t centuries.
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Oco6AMBOCTI BUKOHABCHKUX IIPHHLIVIIIB
1 mpuKroMiB ApTypa [[THabeas y popTernianHux
coHarax /\loABira Bad berxoseHa

The Principles and Techniques of Artur
Schnabel’s Performance of the Piano Sonatas
by Ludwig van Beethoven

Anoranis. Qopremianni conatu Atopsira Ban berxosena (1770—1827) [IPEACTABASIIOTH HAMBHII 3A0 0y TKU BIAHCBHKIX KAACHKIB
y IIpocTopi cydacHoro gpopremianHOro BukoHaBcTBa. CKAAAHICTD CIIEHIYHOrO POYMTAHHS Ta iXHs IAMOMHA TOTPeOYIOTh BUBYEH-
HSI KOMIIO3UTOPCBHKOTO TEKCTY 3 OIIOPOIO Ha BUKOHABCHKY CIIeliudiky. A0CAiAKeHHS 0COOANBOCTEN $OpPTEIiaHHOI COHATHOI TBOP-
gocTi A. BaH berxoBeHa Ha MpuKAaAi BUKOHABCHKUX BepCift A. IIra6eAst, OAHOTO 3 HAMBUAATHIMMX MmiaHicTiB XX CTOAITTS, 36ara-
THUTb CyJacHi ySBAEHHS PO CTHAICTHKY ¢popTemianHoi TBOpuocTi berxosena. Cepep 3aBAAHD CTaTTi — OXapaKTepU3yBaTH XKaH-
POBO-CTHAICTHYHI 0COOAMBOCTI COHATHOI TBOpYOCTi . BaH BeTx0BeHa, AOCAIAUTH BUKOHABCHKi 0COOAUBOCTI COHATHOI TBOPYOCTI
HIMeI[PKOTO KOMIIO3UTOpPA Ha IPHUKAAAL iHTeprperarii A. ITTHabeast.

Inreprperaniam A. [ITzabeas conar A. Ban BerxoBeHa He MpUTAMAHHMUI parlioHaAiCTIMHMIL TTiAXiA. Vloro rpa Mae pomanTHIHI
O3HAKH 32 CHAOIO i TANGUHOIO BiATYTTiB, TPOTE KAACHYHA 32 CIBMIPHICTIO BUPAKAABHIIX 3aC06iB. F10T0 BHKOHAHHS Bpakae CBOEIO
$irocodChKO-eMiYHO0 CIPSAMOBAHICTIO. Y My38HYHOMY 4aCOMPOCTOP] KOMITO3HINI AASL HHOTO OCOOAMBO BAXKAMBUM € iHAMBIAyaAb-
HUM MiAXiA AO IHTOHYBaHHS PEYUTATUBIB, IPOYUTAHHSA KAACHITiM, Crienn$iku CHHKOITyBaHHS, THX CTUAICTYHIX KOMIIOHEHTIB I'PH,
sIKi QOPMYIOTb IHAMBiAyaAbHE aBTOPCbKe IPOYMTAHHS My3UKH KomrosuTopa. A. [ITHabeas 6yaye koHnenTn BerxoBena Ha 0CHOBI
L[IAICHOCTI, BIAIITOBXYIOYHCD BiA €MIYHMX XapaKTEPUCTHUK MOTO TBOPYOCTI.

Kawuo08i cA08a: cOHATHMIT IIUKA, CTHAICTHKA KAABIPHOI rpy, dopTenianHe BUkoHaBCcTBO Aprypa IlIHabeas, 32 conaru aast dopre-

miano A. BaH BeTrxoBeHa, aBTOpchKa KOHIJIITisl, My3UYHa iHTeprpeTaryis.

ITocranoBka nmpobaemu. Qoprenianni coHaTH
Atopsira Ban Berxosena (1770-1827) € opnuM 3i 3pas-
KiB HaMBUIIIX 3A06yT1<iB BiA€HCPKHX KAACHKIB y IIPOCTO-
pi cydacHoro $popremnianHoro BuKoHaBcTBa. Ha ixHro mo-
sIBY, 0Opa3HHII 3MICT i My3U4YHY MOBY BIIAMHYAH SIK XKHUTTEBI
06CTaBMHY TBOPLIS, TAK i OITYCH, CTBOPEHI KOMIIO3UTOPOM
IIAPAAEABHO 3 IIi€I0 XXaHPOBOIO Ipyoro. CKAAAHICTD crie-
HIYHOTO [IPOYMTAHHS Ta IXHs TANOKHA IOTPeOYIOTh BUBYEH-
Hs KOMIIO3BUTOPCHKOTO TEKCTY 3 OIIOPOI0 Ha BUKOHABCHKY
cenuixy.

AHaAi3 ocTaHHIX AOCAiAKeHBb i my6aikamii.
HanwucanHss cTaTTi 3yMOBA€HE HEOOXiAHICTIO BUBYEHHS
Ta AHAAI3yBaHHSI HAYKOBUX [IPAL[b, Y SIKUX BUCBITAEHO 0CODAU-
BOCTi )KUTTEBOTO Ta TBOpYOro maAsxy A. BaH berxoseHa —
I1. Bekkepa [1], P. Poasana [7]; 36ipka HaykoBux cra-
Ten <<Hpo6AeMn B3aEMOAII MUCTEIITBa, [IEAATOTIKHU Ta TeO-
pii i npakTuku ocsiTh. BerxoBen — terra incognita» [6];
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AOCAIAXEHD TIPO KaHPOBO-CTHABOBI, OPMOTBOPYI Ta CTH-
AicTraH] pucH 6eTXOBEHCHKOI GOpTeIiaHHOI My3UKH —
H. Toproxina [2], A. B. Marx [13]; npaup 3 Teopii Ta mpax-
THKH GOPTENiaHHOTrO BUKOHABCTBA 3 IPOOAEM CIIEHIYHOTO
BTiAeHHsI $OPTEINiaHHOTO AOPOOKY BUAATHOTO HIMEIL[bKOTO
xommosuropa — H. Kamkasamosa [3], B. Mockaaenxo [ 5],
C. Rosen [14]; AOCAIAXKEHD PO cIenn$iky BUKOHABCHKOL
maitcreprocri A. [lTHa6eas — K. A. Arrau [9], Glock W [12],
Saerchinger C. [15]; Ta npaup camoro A. I1Tna6eas [16-18].

Mera crarTi: pO3KPUTH OCOGAMBOCTI CLIEHIYHO-
ro IpouuTaHHs GopTremianHuX coHar A. BaH berxoBeHa
Ha IPUKAAAI BUKOHABCHKOI TBOPYOCTi A. IITHabeas.

3aBAAHHA CTaTTi: OXapaKTepU3yBaTH >KAaHPOBO-
CTHAICTHYHI 0COGAMBOCTI COHATHOI TBOpYOCTi A. BaH
BerxoBeHa i BUKOHABCHKi 0COOANBOCTI COHATHOI TBOPYO-
CTi HIMEIIbKOr0 KOMIIO3UTOPa Ha IMPHUKAAAL iHTepIIpeTanil
A. IlTza6eas.
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Buxaaa ocHOBHOTO MarepiaAy. Aas cBiToBoro ¢pop-
TEMaHHOTO BUKOHABCTBA CIapmuHa AA. BaH berxoBena —
BUHSATKOBE sBHUIIlE, ¥ MPOrpaMax KOKHOTO KOHI[epTYI04O0-
IO MiaHiCTa € iICTOPUYHI IPOrpaMu 3 TBOPiB YCAABAEHOTO
HiMe1nbkoro koMmmnosuTopa. Hessaskaroun Ha Te, o Maii-
xe yce XIX cTOAITTS 6YAO IIO3HAYeHEe BIIAUBAMU CIIAALIN-
Hu berxoBena, opremianHa My3HKa KOMIIO3UTOPA TaK
1 He OTPHMaAa PO3AOrOro BUKOHaBCHKOI'O BTIA€HHS, CBO-
IO AOBEPIIEHOIrO CTUAICTUYHOTO Ta aKyCTUYHO-3BYKO-
Boro o6pasy. Ha 3aami XIX-XX cTOAITH CKAQBCSI AOBOAL
KOHTPACTHHUH MiAXIA AO IHTE€pIpeTanil COHaTHOI CIAAIK-
Hu BeTxoBeHa: i10oro rpaau abo maTeTUKO-APAaMATHYHO,
abo axkapemiuHO Buxosomeno. ITos’s3ano e Oyao Hacam-
repea He AMIIe 3 KOHLIEPTHOIO ALIABHICTIO, CMaKaMH TOAIII-
HbOI r[y6Ai1<H, a 11 3 meAarorivHMMH HaCTaHOBAMH Ti€l €ITOXH.

XX CTOAITTSA KapAMHAABHO 3MiHIOE IIi ySIBACHH. 3 ITbO-
ro npuBopy A. Kopro emonifiHo 3a3HauaB, mo «berxosena
He MOXXHA IPaTH IPOCTO, HOro IIOTPIGHO 1I0pasy 3aHOBO
BigkpuBatu> [ 10, c. 44]. Came mip TakuM racaom Gpopmy-
BaAacst popremiaHHa GeTXOBEHIaHA YIIPOAOBXK CTOAITTS,
mopasy BIAKPHBAIOYH HOBi MOXKAMBOCTI Yy IPOYMTaHI BiAeH-
cbkoi crrapmuHy. [TokazoBuM y iboMy pivuini € 3BepHeHHS
Ao poprenianHOi Mysuku berxoBeHa BUAATHOTO aBCTpik-
cpkoro miagicra A. IIlHabeas, axuit BBaXaB 1jei Aopo601<
«0AaropAaTHUM AASL HAICMIAMBININX BTiA€HD Yy CIleHIYHIl
npaxruyi» [ 18, c. 12]. Conarni uukau A. Ban BerxoseHa
He OOMHUHYB y CBOIl TBOPYOCTI XXOAEH 3 BUAATHHX ITiaHic-
TiB HOBOI AO6M, a 6araTro XTO OXOMMB HOTO TBOPYICTH ITO-
BHO i1 'pyHTOBHO. IIpo me cBipgaTp 3ByKo3ammcu 32 co-
Har y XX croairTi, 3pificHeni A. IITnabeaem, B. Bakraysowm,
B. Kemndom, K. Appay, IT. Bapypa-IlIkoporo, M. Ipirbepr,
B. Izexinrom, E. Tiaeancom, C. Pixrepom, A. Bperaeaem
Ta iHIIMMU BUAATHUMU BUKOHABI[SIMU.

Biaomo, mo A. Ban beTxoBeH akTUBHO BAOCKOHAAIO-
BaB aKyCTUYHI MOXKAMBOCTI iHCTpyMeHTa. Y HOIIyKaxX CBO-
'O aBTOPCHKOTO TeMOPO-POHITHOTO 3By IaHHS POSIAIO KOM-
ITO3UTOP aKTHBHO 3iCTaBASIB AAACKI PericTpH, meApO BUKO-
PHCTOBYBaB MACHBHY AKOPAUKY, 0araTomaaHoBy $akTypy,
TeMOPOBO-IHCTPYMEHTAABHI IPUIIOMH, eKCIIEPHIMEHTYBaB
3 mepaaAso. berxoBeHchKa BpaskaAbHICTh KAPAUHAABHO Ad-
Ma€ TOTOYACHI YCTaBAEHi YSBACHHS ITPO QOPTEIiaHHY IPy.
Bske y mepimiit coHaTi KOMITO3UTOPA MPOCTEXXYETHCS MIPO-
TucTaBAeHHA puc KamepHocTi XVIII cToAiTTs aBTOpChKMM
YABAEHHSM IIPO OPKECTPOBIiCTh 3BYKOBOTO IPOCTOPY KAa-
Bipy. AiamasoH 3By4aHHS iHCTPYMEHTA AASl KOMIIO3UTOpa
OyB 3aHAATO TiCHMM, i caMe IIPHHIINII PO3IIHPEHHS BUpPa-
SKAABHUX MEXK POSIASL € MIPHAOM, IIJO BiATIOBIAQ€ HOTO TBOP-
YHM YSBACHHSM PO POPTEMiaHO SIK COABHHI IHCTPYMEHT.

HOTpiGHO AOAQTH, III0 MakKe BCi PUCHU aBTOPCHKOTO
BHCAOBY, 5IKi 3rOAOM OyAyTH XapakTepHi AAs CUMQOHIH, KOM-
MO3UTOP CIIOYATKY KPUCTAAI3yBaB y IpoOIleci HalKCaHHs
¢opreniannux coHar. Hampukaaa, apyra yactuna CoHaTn
Ne 12 ta Apyra yactuna Cumonii N® 3 — TpaypHuit Mapi,
y Comnari N2 23 Ta y Cum¢omnii N S BiH BUKOPUCTOBYE IIpHH-
IJUI CTUPAHHSA KOPAOHIB MK JacTHHaAMH. AesKi COHATH
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HEeMOBOU ITepeaOadaroTh IIOSIBY HOBHX KaHpiB — I wacTuna
Conaru N° 14 ciopipHeHa 3 >kaHpoM HOKTIOpHY, a Il vactu-
Ha Conaru N¢ 25 — mo6yA0BaHi Ha KaHPi «ITiCHI 0e3 CAIB>».

IHII00 3HAKOBOXO 0COOAUBICTIO 6ETXOBEHIBCHKOI CTH-
AICTHKH € AMHaMiKa, ii KoHTpacTHicTh. TunoBMMH pucamMu
IHAUBiIAYyaAbHOI CTUAICTHKY BUCAOBY CTaAU AASI KOMITO3UTO-
Pa AMHaMIiYHI IPHIOMHU BUKAAAY GAKTypH — PO3IIHPEHHS
AMHAMIYHUX MeX, pi3HOOIYHe aKI[eHTYBaHHS, IIOCTYIIAAb-
He crescendo, sike B KyAbMiHaIIil IIPUBOAUTD AO TIOSIBH pall-
TOBOTO piano Ta iH. cxoxxux MoMeHTiB. Komnosurop mupo-
KO 3aCTOCOBY€ HOBi TeXHIYHi BAOCKOHAA€HHS KOHCTPYKIHI
cydacHoro oMy hammerklavier, cnpsimoBaHi Ha 36araden-
HS AMHAMIYHOTIO AlaIla3oHy 3By4aHHs. Tak, B aBTOrpadax
¢$opTemniaHHNX COHAT KOMIIO3UTOP ATAAI30BAHO OKPECAIOE
3MIHU CHAM 3BYYaHHS iHCTPYMEHTY, AOCTaTHbO PeTEAbHO
[I03HAYAE TAKOX CIIAAU 1 IIOCUAEHHS HAIIPY>KeHHsI, 00y-
MOBA€HI MEAOAUYHUM 260 rapMOHIYHUM PO3BUTKOM MY-
3UYHOI TKAaHUHH.

BunsrtkoBoro 3nauenns HapaBas /. BaH berxoBen ak-
IleHTyBaHHIO. Ha 11eif KOMITOHEHT CTHAICTHKYU I'pH 3BepTa-
AU yBary 6araro foro Cy4acHUKIB, BiASBHAYaIOUH TPH OCO-
6AMBOCTI HeOOXiAHI AAS BAAAOTO BUKOHAHHS HOT'O TBO-
PiB — BiAbHE ITOAOXKEHHS PYK i KOPIIYCY, IPOIHTOHOBaHA
Ha legato gaxTopa Ta yBara A0 aKIjeHTyBaHHSL. SIK BUKOHa-
Bellb, «beTxoBeH BUKOPHUCTOBYBAB Iii MPUHOMH JacTilre,
aHix iHmm mamicru> [13, c. 32].

OAHHM i3 BaXXAUBUX €A€MEHTIB HOrO BUKOHABCHKOI
CTHAICTHKH € aKIIeHTYBAaHHS 3aTPHUMaHb, 0COOAMBO MaAUX
CEeKYHA Y HACITIBHUX MEAOAUYHHX eITi30AaX. 3aBASIKH ITbOMY
rpa HaOyBaAa XapaKTepHUX 6eTXOBEHIBCbKUX PHC, BIAMIH-
HUX Bip YCTAaA€HHX IIPUHUOMIB TOrO9aCHOI KAABIpHOI Ipu.
B aBTOrpadax KOMIosuTOpa AKIIEHTYIOTHCA TaKi TUIIH « He-
CTIMKOCTi>»: MEAOAMYHI (XPOM&TI/ISMI/I) , TApMOHIYHi (Amc-
0Hchn) Ta PUTMIYHI (CAa61<i AOAI, CI/IHKOI‘II/I). Aas 6eTxo-
BEHIBCbKMX COHAT aKIIeHTYBAHHS AUCOHAHCIB i XpOMaTH3-
MiB — IJe CIIOCi6 IOCHUAEHHS eMOLiHOI HAIPY>KeHOCTI,
A€ CaMe aKIeHTYBaHHS CAAOKHX AOA€HT CIIPSIMOBAHe Ha PO3-
KPHUTTS CBOEPIAHOCTI All, CrIeIuiKy TAHITIOBAABHOTO PYXY
Ta iHIIKMX XapaKTePHUX BUPAXKAABHUX KOMIIOHEHTIB.

Beauxy yBary BerxoBeH mpuaiaaB apTHKyAALii, pe-
TeABHO HOTYIOUH Ii y TeKCTi. ABTOPCBHKi BKa3iBKH apTUKYAS-
1jil AQIOTb MO>KAMBICTb BUKOHABIJIO CKAACTH SICHE YSBACHHS
IIPO KOMIIO3UTOPCHKUMI 3aAYM 3 MOT'O YiTKOIO peaAisalfiero
y mporieci iHTepnpeTantii TBOpy. ApTUKYASIL[ifiHa BUKOHAB-
CbKa TeXHOAOTis y BerxoBeHa rosHayeHa IEeBHOW CBO6O-
AOI0 BUOOPY, IIPOTe AHIIE B MEXKAX OAHIET IIKAAYM APTUKYAS-
1ii. Ao TOTO > KOMIIO3UTOP BAACHOPYY ITO3HAYAE ¥ TEKCTi
Ti BUITAAKH, KOAY XO4e YPi3HOMaHITHUTH apTHKYAIOBaHHS
¢pasu. Y KoMIIAeKCi 6eTXOBEHCHKHX BUPAKAABHUX 3aCO0iB
APTHKYASLiS K CTUAICTUYHUI IPUMOM € Pi3HOIO 3a HaIlO-
BHEHHSM Ta POAAIO Y My3MIHOMY ITOAOTHI, IIpOTe 41 He Hall-
BOXAMBIIIIOI0, 60 CaMe BOHA 00 €KTHBYE YSBACHHS IIPO 3BY-
JaHHA ¢poprenianHoro berxosena.

BiamoBipaHO AO 3MiH, MmO BiAGyAHCH B TPaKTyBaH-
Hi My3uku A. BaH berxoBeHa ympopoBx XX CTOAITTS,
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MIPOCTEXYETHCS PO3BUTOK CAaMOro GOPTEMiaHHOIO BUKO-
HaBcTBa. Ha mouarky XX cTOAITTS XapakTepHO OYAO BUKO-
HyBaTU 0eTXOBEHChKi COHATH IIPUCTPACHO, Y POMAHTHIHO-
My Katodi. Iro mo3urrito BriaroBas Ha crieHi Exxen A:AAb6ep,
yueHb i mocaipoBauk @. Aicra. Hatomicts @. BysoHi
ta C. PaxmMaHiHOB CTBOPIOBAAM SICKPaBO-00pa3Hi cerjeciitni
iHTeprperanil 6eTXOBEHCHKHX COHAT.

¥ 1930-1940-x pokax B €BpOIeHCbKOMY BHUKOHABCTBI
MepeBaXKaAM AKAAEMivHi TEHACHII 3 XapaKTePHOIO AASL HEX
CYBOPOIO TEMIIOPUTMIYHOI0 CTabiABHICTIO, SICHICTIO iHTO-
HyBaHHA $axTypu i ¢ppas. [IpuxaapoM Takoro TpakTyBaH-
Hs € TBOPYICTH aBCTpifichkoro mianicTa A. ITHabeas. B in-
TepIIpeTanisax 0eTXOBeHIBChKUX PpOpTeIaHHNX COHAT Ilia-
HICTOBI BAAAOCS BIAHANTH, IIEPEAATH Ta 3aTOCTPHUTH CaMe
Ti CTUAICTHYHI KOMIIOHEHTH My3UKHU KOMIIO3UTOPA, B SKHX
BiH CMIAMBO ITlepeAOauHB TaPAAOKCH MiaHi3My MailOy THbOTO.
Hacamriepep 1je TBepAXKEHHSI CTOCYETHCSI MAaCIITAby HOT0
OIIyCiB, KOAU «AYMKH BeTxoBeHa po3poCTaloThCs AAACKO
3a MeXi ¢popTerniaHHOI BUPAXKAABHOCTI. I3 A3BOHOM pBYTb-
CsI CTPYHH, 1 BUAQ€ETDHCSL, HiOH ITiA PyKaMy AeMOHIYHOTO Bip-
TyO3a PyLIIMTbCS IHCTPYMEHT, KU 3AATEH AATU AUIIE Bip-
AAAEHHUI HATSIK HA Te, Y0I0 AOOUBAETHCS Bis HPOIO TBOPYA
BoAs apTHCTa» [ 1, c. 46].

Y Haapax aBCTPiMChbKOi MiaHICTMYHOI IIKOAM 3aB-
AU 36epirarocst sxuse BipgyTTs Tpaauninn XVIII croair-
151, mo y XX CTOAITTi CIIOBHA BiAOOPa3HAOCS Y BUKOHAB-
CHKOMY B MUCTEIITBi TAAQHOBUTHX OCOOHMCTOCTEN, TAKUX
sax A. IlIza6ean (B mepuriit moaosusi croairTs), IT. Baaypa-
IlTkopa Ta A. Bpenpeas (y Apyriit moaosusi). I[Torpi6ro
Aopary, mwo Apryp IlTHabeas 6yB He AMIle BUAQTHUM aB-
CTpililleM iHTepIpeTaTopoOM 6eTx0BeHiBCHKOL $opremnian-
HOI CIIAALIUHY, A I IPSIMIM CIIAAKOEMIIEM 0eTXOBEeHIBChKOI
IIeAArOTiYHOI TPAAMILiL.

B inrepmperanii A. Illnabeaem rukay 3 32 coHar
BerxoBeHa IIPOCTEXYIOTHCS OCOOAUBI pUCH Y 3BepHEH]
AO CIIAALUMHU HiMEI[bKOTO KOMIIO3UTOPA — TAUOOKO iH-
AMBiAyaAbHe iHTOHYBaHHS, CXBUAbOBAHICTb Y ApaMaTH4-
HIX eI1i30AaX Ta TANOOKa aBTOPCHKA IHTHMHICTD Y AIpHYHUX
yactuHax. [IpuaomMy miaHicT TpakTyBaB GOpTeriaHHy CIIaA-
muHy A. BaH berxoBeHa 3axau pisHomaanoso — CoHara
N2 32, op. 111 Bpaxkae B HOro iHTepIperarii MUAPOTOIO 3a-
AYMY, APAMaTHU3MOM B II€PIIif YaCTHHi Ta TOHKUM BiAUyT-
TSAM IHTOHAL[INHOI IPUPOAH 3BYKOBEACHHS B APYTIl, a, CKa-
xkimo, Conara Ne 31, op. 110 inTepnpeTyerbcs miaHicToM
3 TOHKUM AIpUYHUM YYTTSM, YBaroxo AO iHTOHAIIMHOI IIi-
cernocri. Cepea 1Or0 BUKOHABChKUX 3aCO0IB i puiioMiB
IpH 0ETXOBEHCHKIX COHAT AOMIHYIOTb yBara AO KOHTPACTiB,
OpTaHi3yroya Aisl pPIBHOMIPHOTO aKIJeHTHOTO PUTMY i CHM-
¢$oniyHa moBHOTA PpopTenianHOrO 3ByyaHHs. Caip BU3Ha-
TH, 110 y CTBOPEHHI TpakTyBaHHs Takoro tuiry A. IlTnabeap
AOCST BPa)KalOUMX Pe3YAbTATIB, IO YiTKO IPOCTEXYEThCS
y peakiiii 6e TXOBEHCHKUX COHAT, 3AIMICHEHOI IIIM BUAATHUM
ManCTPOM.

3Beprenns A. [1[HaOeAst AO peAAryBaHHS SIK 0COOAUBO-
ro criocoby po3yMiHHA TBOpYOCTi BeTxoBeHa BKAAAQIOTHCSE
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Y LHAICHY CUCTEMY, aA’Ke 3HAYHA KiAbKiCTbh KOMEHTAapiB, Mip-
KYBaHb y HOTO PEAAKINI CBiAYaTh ITPO CUCTEMHE YSBACHHS
Ipo 3apayM Kommnosuropa. IliamicT yepes AoockoHaAe BUB4eH-
Hs MOBHUX Ta pUTMiuHNX ¢popmya BerxoBena Hamarascs
3HANTH KAIOY AO Mi3HAHHS IPUPOAU IOTO CTHAICTHKH Ta AO-
ITyCTUMUX MeXX Yy BUKOHABChKOMY IIPOLIECi.

BuBuenns pepaknii 32 comar A. BaH
BerxoBena A. IITHa6eAs moBepTa€e HAC AO HOCTAHOBKHU BaXK-
AMBOTO IIUTAHHS IIPO CBOOOAY iHTepIIpeTarnii Ta mpo Mexi
i€l cBo6oan. BukoHaBCbKi BKa3iBKU KOMIIO3UTOPa, He3a-
A€XHO Bip IXHbOI A€TaAi3allil, 3aBXXAH BapiaTHBHi i TOMY MO-
Ky Tb IIPOYUTYBATUCS II0-Pi3HOMY y BUKOHABCHKIiM MpakK-
turi. A. IITHabeAp BHCOKO LiiHYBaB iHAUBIAyaABHUI IHAXIA
y IPOYMTAHHI My3UKH, BBAXKAIOUH, 110 MUCTELITBO iHTepIIpe-
Taljil BUMara€ Bip BUKOHABI He AHIIE YsIBH, a 1 CMIAUBOCTI.
Buxonascbka TBOpPUICTb Ta peparyBaHHs B KOMIIAEKCI CTBO-
puau A AL IITHabeas BIAYYTTS BHY TPIlIHbOI HE3aAEKHOC-
Ti Ta cBObOAU BTireHHS 3apyMy. I1o cyTi, 3aBASIKE AOCKOHA-
AOMY BUBYEHHIO KOMIIO3HUTOPCHKOTO TeKCTy 32 COHAT BiH
CTBOPHB CBiil aBTOPCHKHF KOHIIENT IIPOYUTAHHS OeTXOBe-
HIBCBKOTO 32aAyMy.

IToxa3oBuM € BTiAeHHS 6€TXOBEHCHKUX SKAaHPOBO-
cruaicrimaHnx kommoHeHTiB A. [ITHa6eaem y Conari N 7
D-dur, op. 10 Ne 3. TTiaHicT BUKOHYE Ljel LKA HAA3BHYAlL-
HO IUPO, 3 IEeBHOIO iMITyAbCHBHICTIO Y BTIA€HHI SICKPaBO-
KOHTpacTHi 06pasiB-craHiB. Y mepuriit gactusi Presto me-
peBaxae mipHeceHuit HacTpiit. loro cTBoproe Bie mepie
YOTHUPHUTAKTOBE IPOBEACHHS TOAOBHOI IMAPTil, IO 3BYYUTD
HE AUIIE APTUKYASLIIMHO AETKO Ta IIBUAKO, a 1, BCyIeped
[O3HAYEHHSIM aBTOPA, 3 BIAZy THUM crescendo Ta accelerando,
IO CIIPSMOBAHI AO KiHIIeBOTO HaTrOAOCY-aKIieHTy. Lleit Bex-
TOPHHIL PYX BIIepeA A€ IO ceOe 3HATH I Y KOXKHOMY Ha-
CTYIIHOMY pedeHHi FOAOBHOI MapTii, a TAaKOX B YCiX TUX
PO3AiAaX JaCTHUHU, A€ AOMiHY€e MBUAKHUI PyX. Bupasno
KOHTPACTYE AO LIbOTO HACTPOIO mobiuHa nmapTis. Caitaa
3a XapaKTepoM i HacCIiBHa 3a TOAOCOBEAEHHSM, HaCcHa-
’KeHa PaHHbOKAACUYHUMU PHUCAMHU Y CBOEMY CTAaHOBAEH-
Hi, BOHA BIAPI3HSIETHCA Bip IHIIOrO MaTepiaAy ImepeAoB-
CiM GiABII CIIOKIFIHUM i BPiBHOBaXKEHUM XapaKTEPOM PYXY.
KonTpacrHa aipuxa mobiunoi mapTii y rpi A. IlTHabeast
TOHKO BIATIHSIE 3aTaAbHY CXBUADBOBAHICTD I€PIIOL YaCTH-
HH, 11 )KUTTEpaaicHy mipHeceHicTp. Temm mepmroi yacTuHU
CTIMKHH, CTAAOIO ITyAbCALIIEI0 IPOHM3YE FOAOBHY 1 1no6iu-
Hy IapTii, po3po6ky Ta penpusy. Bukonanuio A. IlTnabeas
BAACTHBA BEAMKA IPY>XKHICTb i SICHICTh IITPUXA, TOCTPi
11 AerKi MOb61AI3yI0Ul METPUYHI aKI[€HTH, JiTKi AMHAMIYH]
CIiBCTaBAGHHS — iHCTPYMEHTAaAbHA 30Pi€HTOBAHICTb Iia-
HiCTa y TpaKTyBaHHi popTemniaHHOI PpaKTypH.

ITpoTraexxHa 3a 00pa3HO-3HAYEHHEBUM HACHAKEH-
HAM AO IepIIOi ApyTa YacTHUHA coHaTu — Largo e mesto,
crioBHeHa B inTeprpeTanil A. IITHabeAs HeBIMOBHOTO BHY-
TpimHbOro cMyTKY. Lle cBoepiaHMIT TpariyHmili MOHOAOT.
PutMm ckop6OTHOI XOAM 0COOAMBO BIAYYTHHIT BXKe Bi ITO-
varky gyacTuHy. A. [I[THabeAp OIyKAO IIOKa3ye AOTIKY Me-
AOAMKH, SIKA ITAAHOMIPHO ¥ CIIPSIMOBAHO PO3rOPTAETHCS
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AO KyABMiHaIil. ¥ KOAl TTOMiTHe Aesike IPUCKOPeHHSI — yci
il BiciM QirypariifiHuX TakTiB CIIPUIMAIOTBHCS K OAHE ITiAe.
I AuIIe B 3aKAIOUHIM KOAETTI 3 IBASETHCS iHTOHALiA diso-
COPCHKOTO PO3AYMY.

Ba)xanBOI0 XapaKTepHCTHUKOIO 3aAYMY A. Txabeas
€ xapakTep pyxy. IlianicT 0o6upae HapA3BUYAHO IIOBiAb-
HHI TeMII, 4yepes 10 BUMOBAa OKPEeMHX BiCIMOK MEAOAIL
CTa€ CKAHAOBAHOIO i YaCTO IepePUBAETHCSA APaMAaTUYHH-
MM 3yIHHKaMU. L] MOBHO-peunTaTHBHA BUPa3HiCTh yHe-
MO>XAMBAIOE 6YAb-SIKy PO3MipeHiCTb pyXy, IepepuBae HOTO
eKCITPeCUBHUMH BIATSDKKAMH, HAAQ€ ACAb TIOMITHOI aKTHB-
HOCTi Yy pO3TOPTaHHI MY3U4YHOI TKAaHMHH, IiAKP€eCAIOI0YH
IIPH IIbOMY BRXKAUBI AAS 3MiCTY 3BYKHU F MOTHBH. Y TPaKTy-
BauHi A. ITTna6east Largo e mesto, 6e3 CyMHiBY, € TOAOBHUM
po3aisom conarHoro nukay. Lls aApamarypriuaa ocobau-
BIiCTb IIPOYUTAHHS TAKOOKO BKAPOOBYETHCS B YSIBY CAyXada
Ta CITPAaBASIE 3HAYHMIT BIIAMB Ha CIIPUMHATTS iHITHX YaCTUH
Ta IIUKAY 3aTaAOM.

Tpers yacruna Allegro HancaHa B XXaHpPi MeHYeTY.
Y KOHTEKCTi pO3TOpTaHHS KAACHIHOTO COHATHOTO ITHKAY
BOHA 3aKOHOMIiPHO Ma€ MPUBHECTH Y 3aTaAbHY APaMaTyprid-
HY KaHBY TBOPY 06pa3u IPOCBITAEHH, [IPOTe caM HACTPil
AMIIAETHCSI CTPUMAHNM, 6€3 BIAKDHTHX eKCTPABEPTHHUX Xa-
paxrepucruk Ail. Xapakrep 1i inTeprperanii A. [ITnabesem
MO>KHA BU3HAYMTH AK consolation — Brixa micas rops.
Pyx poamipennii, MaHepa iHTOHYBaHHS MBUAIIE HACITBHA,
aHDbK TaHIoBaAbHA. IIpore Bxe B Tpio 3arocTpeHHs BUKO-
HaBI}eM MeTPUYHUX aKI[eHTiB CIIpsSIMOBaHe Ha CTBOPEHHS
IPOHIYHOTO XapPAKTEPY 3ByYaHHS.

®inaa Rondo, Allegro BIApOAXKYE Y CBOIX emizopax 4iT-
Ky, BECeAY i ICHy MOTOPHKY BIIEBHEHOTO MIBUAKOTO PYXY.
Aprucrudse Bosopinus A. [ITHabeaeM AMHaMIYHO-BUpa-
>KaAbHMMH XapaKTepPUCTUKAMU I'PU AO3BOASIE MiaHICTOBL
HaA3BUYAMHO ITEPEKOHAUBO BTIAMTH IIEPEXOAH Bip PO3MOB-
HUX, AO 3a[IUTAABHUX Ta PO3IOBIAHUX peTAik pedppeHy, 1oro
PBYYKMX Ta FPalAMBHX €ITi30AiB.

3araaom Conama D-dur 3BYYUTb HACKPI3HO IIiAICHO,
A€ B OCHOBY €AHOCTI YaCTHH IIOKAAQAEHO aKTHUBHUI 6eT-
XOBEHIBCbKHMI TOHYC, IOTO MY>KHiH i pilly4unii XapakTep.
OCHOBHIM YMHHHIKOM 00’6 AHAHHS YaCTHH COHATH Y EAVHUI
opraHiaM iHTeprperTarii € opraxisyrouuni pur™. Posmipenuit
PYX XOAH, IO HIBEAIOE OYAB-SIKY IPHUMXAUBICTD YU eMOLIifi-
Hy HeBPIBHOB)KEHICTb, CTa€ 06’ €AHABIMM eAeMEHTOM BCiX
YaCTUH COHATH.

3a3HaYMMO, 11O CIIOPiAHEHICTb BUKOHABCHKOI'O MHC-
tenrBa A. [ITHabeAs i 6eTXOBEHIBCHKOTO KOMIIO3UTOPCHKO-
ro 3apAyMy 32 COHAT OAPa3y IpUBepPTa€E yBary. bauspkumu
3a AyXOM € IIi ABa XYAOXKHI CBITH: €HepTis, IPY>KHICTb iH-
TOHALIIMHOTO JKeCTY IliaHiCTa HeHaye CIIOBOAOBAHI HaIo-
PHCTOI0 AUHAMIKOI0 CTAHOBAEHHS 6eTXOBEHIBCHKHX TEM.
OmnpanfoBaHHs MaTepiaAy «KPYIIHUMH IITPHXaMH >, BUBA-
JKeHa [IPOCTOTA BUPAKAABHUX 32C00iB, OpaTOpChKa CIIpsi-
MOBAHICTh BUCAOBY — OPTaHiYHi BAACTMBOCTI My3MIHOTO
MHCA€HH: 1 BUAATHOTO HiMEIIbKOrO KOMIIO3UTOPA, i BUKO-
HaBCHKOTO MMCTEITBA aBCTPiMChKOTIO MiaHicTa.
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BucroBku. 3arasom intepnperanism A. ITIHabeas
coHar A. BaH beTX0oBeHa He MpUTaMaHHUI pallioHAAICTHY-
Huit mipxip. Moro rpa Ma€ POMAHTHUYHI O3HAKHU 32 CUAOIO
i TAM6HHOIO BiAYYTTIB, IPOTE KAACHYHA 3a CIIBMIPHICTIO
BHPaXXaAbHHX 3aCOO0IB. Tit BAacTHBI AerxicTh, a He AeTKO-
BAXKHICTb, a TAKOX IIPHUPOAHA, BUTOHYEHA BipTyO3HICTD,
M ATTOPSIAKOBaHA aPTHCTUYHIM CBOOOAI MaricTpa. Y ioro
6eTXOBEeHCHKUX KOHIIEIITaX peaai3oBaHa ipes TeaTpaaisaril.
ITopsia 3 aKTHBHMM HeHaye «IIPOMeTeIBCbKUM HadyaAOM>,
IO SICKPAaBO BiAYyTHO B €KCIIOHYBaHHi TeM, i CyIIPOBOAXKYE
KOJXXHe HOBe TeMaTHU4YHe IpoBeAeHHs, y Tpi A. IlInabeast
He MEHII OITyKAO IIPOCTEXYEThCS XapaKTepHe, TALO0KO
obpasHe MucAeHHs mmianicTa. Llum MaiicTep cBOEpIAHO mip-
KPECAIOE IPUPOAY BUXIAHOTO MaTepiaAy, a BeCh LIUKA Hibu
PO3IOAIAMBCS BIATIOBIAHO AO CTPYKTYpHU XOpeorpadidHo-
TO AlMCTBa.

3asHauuMo, IO o6pa3HH171 Aap iHTepmpeTamil
A. Ilnabeaem 32 conar BerxoBeHa AOCHTD pi3HOMAHIT-
Hutt. [lepepoBciM, AOMIHYIOTD 3arocTpeHi repoiko-Apama-
TUYHI BUKOHABChKi KOHIIenTu coHaT N 1, S, 8, 14, 23, 17,
32. 2. Takox IpUCYTHI MOMEHTH AipHKO-(ir0cOPCHKHIX
po3aymiB — I wacruna Conaru N 14, Il wacruna Conaru
Ne 8, ITyactuna Conatu N© 23. Ao TOro , IpocBiTAeHa 06-
PasHicTb mpocTexyeTbcs y coHarax Ne 3,21, 15.

A. IlTna6eas Brepure BukoHaB 32 coHaru BerxoBena
y 3pianoMy nepioai BUKOHABCHKOI TBOPYOCTI. 3TiAHO 3 3aAy-
MOM IIiaHiCTa, HIOCAIAOBHICTb PO3TalllyBaHHs COHAT y BU-
KOHABChKHX IIPOTPaMaX O3HAMEHOBYE eTalll AYXOBHOI'O
i TBOPYOro CTAaHOBAEHHS CaMOTO MakcTpa ¢popTeniaHHOI
I'PH, AASL AKOTO 3MICT KOYXKHOI i3 COHAT P OSICHIOETHCS AUIIE
Y CBITAi LIiAICHOTO pillleHHS YChOTO iCTOPHYHOTO LIMKAY .

InTeprperanii A. ITlHabeast BpaxkaroTs cBO€I0 piro-
COQCHKO-€eMIYHOI0 CIIpsiMOBaHicTIO. ITiaHicT BUKOHYE beT-
XOBEHIBCbKY MY3HKY BUBa)KE€HO, KOHIEIIIIIMHO OCMHUCAE-
Ho. CaMe TOMY y My3HYHOMY YaCOIPOCTOPi KOMITO3HUIIil
AASI HBOTO 0COOAMBO BaXKAUBUM € IHAMBIAYaABHHM IAXIA
AO IHTOHYBAHHS PEYUTATUBIB, IPOYUTAHHS KAAEHIIIH, CIie-
UPiKM CUHKOITYBaHHS, TUX CTUAICTHYHHUX KOMIIOHEHTIB
IpH, AKi pOPMYIOTD iIHAUBiAyaAbHE aBTOPChKE ITPOYUTAHHS
0eTX0BeHCHKOI My3HKH. My3HIHUIT PO3BUTOK MO3Ke BiaOy-
BaTHUCA IIO-Pi3HOMY, IPOTe BiH 3aBXAU iA€aABHO TOYIHO pe-
AAiI30BaHMM y IPOCTOPOBO-9aCOBOMY KOHTUHYYMi ApaMa-
Typriunoro possurky. A. IlTnabeas 6yaye GeTxoBeHiBChKi
KOHIIENTH Ha OCHOBI IiAICHOCTI, BIAIITOBXYFOYHCh Bi ermiy-
HUX XapaKT€PUCTHK TBOPYOCTi KOMIIO3UTOPA.

QoprenianHa inTepnperanis A. IlTnabeas coratrHOI
TBOpYOCTi A. BaH BerxoBena crpaBusa 3HAYHMIT BIIAMB
Ha IIOAAABIIHH PO3BUTOK CYy4aCHOTO QOPTeNiaHHOIO BU-
KOHABCTBAa. beTX0oBeH BiAKpPMB HOBIi IIASIXH PO3BHUTKY CO-
HaTHO-cUMOHIYHOro 1uKAy, npote came A. IlTHabeap
y mepiirt moAoBuHI XX CTOAITTS SIK IPEACTaBHUK BipeH-
CbKOI pOpTeniaHHO]I IMKOAH, TTAPAAOKCAABHO TTIOEAHAB AeT-
KiCTh, BATOHYEHICTb BiA€HCHKOTO TIiaHi3MYy i XapaKkTepHy
AAst beTxoBeHa MOHYMEHTAABHICTD Ta APAMATHYHICTD 3BY-
YaHHS IHCTPYMEHTA.
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Xu Dexin.
The Principles and Techniques of Artur Schnabel’s Performance of the Piano Sonatas by Ludwig van Beethoven

Abstract. The piano sonatas by Ludwig van Beethoven (1770-1827) represent the highest achievement of the First Viennese
School in modern piano performance. The complexity and depth of the stage interpretation requires the study of the composer’s
music based on its performance specifics. The study of the features of the piano sonata works by Beethoven on the example of per-
formances by Artur Schnabel, one of the most prominent pianists of the twentieth century, will enrich modern knowledge about
the style of Beethoven’s piano works. The objectives of the paper are to characterize the genre and stylistic features of Beethoven’s
sonata works and to study the performing features of the German composer’s sonatas in Schnabel’s interpretation.

Rationalistic approach is not typical for Schnabel’s interpretation of Beethoven’s sonatas. On the contrary, his performance has
romantic features in terms of strength and depth of feeling but is classical in terms of the proportionality of expressive means.
His performance impresses with its philosophical orientation and epic spirit. What is especially important to him in the musi-
cal composition is an individual approach to the intonation of recitatives, cadences, syncopation, and those stylistic components
of playing that form an original interpretation of Beethoven’s music. Schnabel embodies Beethoven’s concepts on the basis of in-
tegrity, starting from the epic characteristics of Beethoven’s work.

Keywords: sonata cycle, style of piano performance, Artur Schnabel’s piano performance, 32 piano sonatas by Beethoven, author’s
concepts, musical interpretation.
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Hositai MEPCIEKTUBU AOCAIAKEHHS
TAAAHTHOI'O CTHAIO Y MY3UYHIN KYABTYPI
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Of Galant Style in Musical Culture
The Concept of Robert O. Gjerdingen

Amnorania. PosrasgayTo HOBIiTHI BIAKpUTTA y cdepi pocaipxenHs mysudnol KyabTypu XVIII cToaiTTs, 30Kpema Ti, o BUCBITAIO-
I0Tb POAb IIPAKTUKH My3UKyBaHHS partimento y gopMyBaHHi 3aKOHOMiIpHOCTe! raAQHTHOTO CTHAIO. YCTaA€Hi ysBA€HHs podecio-
HAABHOI CIIABPHOTH IIPO ABUIe My3UYHOI FAAQHTHOCTI 3HAYHO 3MiHHAKCH BIPOAOBXK OCTaHHIX KIABKOX AeCATHPIY. 3aIpOIIOHOBaHI
€BPONENChKUMH Ta AMEPHKAHCHKMMU AOCAIAHUKAMHU MY3HYHOI KyABTYPH BiAKDUTTS AO3BOASIIOTH IIEPEOCMUCAUTH POAb Ta 3HAYEH-
HS TAAQHTHOTO CTHAIO,  BIATIOBIAHO — iHaKIIe OLIiHUTH TBOPYICTb KOMIIO3UTOPiB mepioay 1720-1780-x poxis. 3okpema cripuse
LIbOMY ITPOLIECY HOBITHS KOHIIEMIIis Po6epTa O. repAiHreHa. Crmparoduch Ha iAeto KOTHITUBHHUX CXeM, Iiefl AOCAIAHUK IIPOIIOHYE
IIyKaTH METOAOAOTIYHY OCHOBY My3UKYBAHHS ¥ CTHAL raAanT y nomuperiit y XVII-XVIII cToAiTTsIx 0co6AMBif mpakTuui iMmpo-
Bizanii — partimento. Taka mpaxrrka iMposizanii Ha ¢pikcoBaHy AiHiI0 6acy GyAa OCHOBOIO IIPOLECY HABYAHHS My3HUKAHTA TOTO
mepiopy: caMe po6oTa Hap partimento rapaHTyBaAa YAOCKOHAA€HHS KOMIIO3UTOPCBKOI Ta BUKOHABCHKOI TEXHIKM, MOXAHBICTS iH-
Terparii y BAaCHy IIPaKTHKY ITHPOKOTO apCeHaAy aKTYaAbHMX KOMITIO3UTOPCHKHX iAIOM Ta, 3pEIITOI0, PO3YMiHHS Crienudiku My-
3MYHOI TBOPYOCTI K Takoi. IIpakTuky MysukyBaHHS partimento MOXXHA pO3TASIAATH SIK KAIOYOBHI GaKkTOp y GOpMyBaHHi CIIeru-
ik My3UYHOI TaAQHTHOCTI.
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ISSN 1992-5514 (Print) | 2618-0987 (Online) | cc. (pp.) 138-143

XVIII croairTs.

INocranoBka mpo6aemu. fBume mysuunol ra-
AQHTHOCTI ChOTOAHI IIOCiAQ€ IPUHITUIIOBO Ba>KAMBE MiC-
1je B KYABTypoAoril. IToA0AaBITH MIASIX Bip MaAO3pPO3yMi-
A0, X04 i epeKTHOI MeTapOpHU AO CIIPaBXHbOTO, Bepudi-
KOBaHOTO MPOdecCiiiHO0 CIMIABHOTOIO TepMiHa, FAAAHTHUI
CTHAD CTaB OAHOYACHO ITPUYMHOIO Ta HACAIAKOM TIeperAsAy
6ararbox mepekoHaHs moA0 Mysuku XVIII croairTs, sixi
HMHI BUAAIOTHCS 3aCTAPiAMMH. Horo KOHIIeNTyaAi3amis
AdAa 3MOT'Y, 3 OAHOTO GOKY, BIAKOPUI'YBaTH A€sIKi cTepeo-
THUITHI yBA€HHS MOAO My3n4HOI KyAbTypH X VIII cToaiT-
T#, 2 3 IHIIOrO — BiAKPHAQ HOBI IIEPCIIEKTHBU AASL PeaAisa-
il TParHeHHs MePeO0CMUCAUTH MY3UIHHI CITAAOK IIEPiOAy
1720-1780-x poxiB BIATTOBIAHO AO ITiAe# Ta I[iHHOCTeH Cy-
JaCHUX MY3HKO-KYABTYPOAOTIYHHX AOCAiAXKeHb. Tox cporo-
AHi Tema Mysuku XVIII cTopiqdas — 11e meBHOO Miporo Ima-
XiBHMIS, Ha SKif ITOAOXKeHHSA Qiryp IMOCTIFHO 3MiHIOETHCSL.
IIpoTarom KiAbKOX OCTaHHIX A€CSATHAITh BUHIIAM APYKOM
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BiApa3y A€KiAbKa Ipallb, IO 3MiHHAU TPAAULIiMHI YSBAEH-
HS IIPO ITI0 eroXy. I came MOHATTS TaAaHTHOTO CTHAIO B IIift
MapTil Bipirpa€ 4u He BUPIIIAAbHY POAb.

VYr1im, misicHe po3yMiHHS My3UYHOI TaAQHTHOCTI He-
MOXAUBe 6e3 YCBiAOMAGHHS CrIelQiky Ta 3HaYeHHS HOBIT-
HiX BIAKPHTTIB Y cdpepi AOCAIAKeHHS KOMITO3HIIiHHO-TeXHiy-
HOI Ta iCTOPUKO-eCTeTUYHOI CKAAAHHKIB IIbOTO SIBHIIA, Ce-
PeA KX 94 He TOAOBHE MiClie ITOCiAA€ 3MiHA OLIIHKHU BIIAUBY
xapaxTepHHuX AAg epiopy XVII-XVIII cToAiTh KOHKpeTHHX
MIPAKTHUK My3UKYBaHHs, AK-OT IIPAKTHUKH partimento.

AHaAi3 OCTaHHIX AOCAiAXKeHD i myOAiKamiii i3 3a-
3HAYEHOI TeMH AA€ 3MOTY CTBEPAXKYBATH, IO HUHI iCHYE
6e3npeueAeHTHm71 AOCAIAHMIIPKUI iHTepec A0 Mpo6-
AeMH aHaAi3y KOHKpPeTHUX YNHHHUKIB, [0 CIIpUiAn $op-
MYBAHHIO Ta ITONIIMPEHHIO raAaHTHOTO cTHAI. Cepey Ta-
KHX pobiT BapTo 3raparu MoHorpadii Aanieas Xsopa,
Po6epra O. [epainrena ta Askopaxio CanTBiHeTTi, a Takosx
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CTaTTi, HallMCaHi IPOBIAHUMHU €BPOIENCHKUMU Ta aMEPH-
KAaHCBKUMH CIlenliaaictamu, cepea sxux: Kapa Aaabxays,
Aesia Illeapon, Aanyra Mipka, ITarpix Maxkpeac,
Pyaoand Ayrs.

Meroro CTaTTi € CrIpo6Ha O3HAYUTH MOKAUBI ITePCIIEK-
THBH, IIOB sA3aHi 3 MOIIMPEHHSM KOHIIEIIII AOCAIAHUKA MY-
3uuHoI Kyaprypu Pobepra O. repAiHreHa, 30KpeMa IIJOAO
IIMTAHHS POAl IpaKTUKU partimento y popMyBaHHi rasasT-
HOTO CTHAIO B eBporneiicbkift Mysuryi XVIII cToairTs.

OCKIABKU MOHSTTSI «TAAQHTHHI CTHUAb>» Y KYAb-
TYPOAOTIYHIA AiTepaTypi Ma€e CBOIO AOBTY, BEAbMH Ha-
Npy>XeHy Ta APAMAaTHYHY iCTOPil0, AOLIIAbPHO HarapaTu
AAS TIOYATKY HOTO BU3HAUYeHHsA. AAS I[bOTO BapTO 3Bep-
HYTHCb AO OAHOTO 3 HaibiAbII aBTOPUTETHUX CAOBHU-
KiB My3uuHOi TepmiHoAorii «The New Grove Dictionary
of Music and Musicians>» [5] Y BIAIIOBIAHIM CTATTi 3a3Ha-
YeHO, 110 FAAAHTHHUM B TOM Jac Ha3UBAAU MY3UYHUI CTHAD,
IO KOPiHHAM CSTa€ TPAAULl «iTaAilCPKOTO TeaTPaAbHO-
ro ctuA> (To6TO onepHoro), Ta 32 «METOAOM KOMIIO-
3UTOPCHKOIO IHMChMA>»> € TOAOBHOIO AABTEPHATUBOIO «Ca-
KPaABHOI I]epKOBHOI>» (TO6TO moAidponiunoi) Tpaawii [S].
BiATIOBiAHO, FAAQHTHHIT CTHAD Yy MY3HIIi XapaKTepPU3YETHCS
ITeBHUM KOMIIA@KCOM KOHKPeTHHX My3UYHO-KOMIIO3UITiN-
HUX pillleHb, 2 TAKOX 0COOANBUM (me THITOBHM, HAITPHUKAAA,
AASI CTUAIO BUCOKOT HOAi(l)OHﬁ) CMHCAOBHM PSIAOM, XPOHO-
Aoriero Ta reorpadiero po3BUTKY; @ TAKOXK 00CTaBUHAMY I10-
OyTyBaHHSA B KyABTYPI.

Hacnpasai, mounnaroun Bip XX cTOAITTS mpodirbHi
AOCAIAHUKH HaMaraAMCh BUSHAUUTH Ta OMHUCATH crenudi-
Ky FaAQHTHOTO CTHAIO. BriM, e 3aBpaHHS OyA0 BKpail He-
AETKUM: sIK 3'ICY€ThCsI MisHillle, BOHO OTPebyBaAo mepe-
OCMHUCAEHHS II€BHHUX iHCTPYMEHTIB My3UYHOTO aHAAi3y.
Tomy y cBoix cnp06ax cPOpMyAIOBATH IIiAiCHY KOHITEII-
LIif0 My3MYHOI FAAQHTHOCTI i3 TPYAHOIIAMU CTHUKAAMCS Ha-
BiTb Taki caaBeTHi BueHi, sk Kapa Aaabxays. Bin Bukaas
CBOI PO3AYMU IIJOAO AESIKUX OCOOAMBOCTET rAAQHTHOI Tpa-
AMIII B KIABKOX NpalX, 1[0 BUMIIAU APYKOM IIPOTATOM
1980-x poxis [2]. Horo Te3u mopo pobAeMH, MyCHMO BU-
3HATH, BEAUKOIO MipOIO He BUPi3HAAMCH CUCTEMHICTIO Ta Ii-
AicHicTro. Tox, Ax 3aysaxkus cBoro yacy Aesip [lleapon,
«<...>xo4a K. Aaapxays i npupissie 3HAUHY yBary paii
KOHIIEIIIil [raAaHTHoro CTHAIO — H.3.] , IOr0 BUCHOBKH
3AQIOTHCSI MEHII YiTKMMM, OPiBHAHO 3 BUCHOBKAMH IIJOAO
IHIITNX BaKAUBUX ITUTaHb, TOMY MH, 3AA€THCS, He BUNIIAN
3a paMK# A0Ope chOpPMOBAHKX KOHIEIIIifl Ta IOMHAKOBHX
CYAXKEHD > [11,c. 89]. OueBupnO, moO AYMKH BYE€HOTO 3 IIpU-
BOAY Lii€i Ipo6AeMy, sIKi MiCTHAM B cO6i [IeBHI CymepeqHOC-
Ti, BAKAMKAAH AOCUTh HEOAHO3HAYHY peaklIiito mpodecii-
HOI criabHOTH. BTiM, roAoBHe iHIIe: BOHY 36ypUAY XBU-
AXO 3aITIKABAEHOCTI AO TeMH. SHAMIIANCS AOCAIAHUKH, SIKi,
He MABa)KYIOUH aBTOPUTET IIPOCAABACHOTO MY3MKO3HaBIIS,
yce X HaBOKUAUCDH PO3B I3aTH BY30A HAKOIIMYEHUX aAOTIY-
HUX npumyieHs. Cepea HUX IIePIIOYEProBO BAPTO 3TaAATH
Pobepra O. Teppinrena, skuit, 3pelToro, 3AificHus pedpopmy
TIOTASIAIB Ha SIBHIIlE My3UYHOI FAAQHTHOCTI.
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Magnum opus P. [epainrena, npucesdeHuii came ra-
AQHTHOMY CTHAIO, BUHIOB ApykoM 2007 poky. ITosHy Bep-
Cir0 ipOHIYHOIO MiA3ArOAOBKY, IKUM PEL|€H3€HTH KHUI'H Ha-
3BaAM «<TIEPIIOKAACHOIO iMiTaIli€l0 CTHAIO> [12, c. 170],
MOKHA IIepeKAACTH TakuM yiHoM: «I]e ece mpo pisHi cxe-
MU, XapaKTePHi AAS My3UKHU BiCIMHAAIIITOIO CTOAITTS, Ha-
NMCAHOI HAMBU3HAYHIIINMH KalleAbMeHCTepaMu AAS IIPU-
ABODHHX aHCaMOAIB, KalleA Ta TeaTpiB 3apaAl HACOAOAU
BEABMOJKHUX Ta BU3HAYHUX OCi6 i3 BUTOHYEHUMH MY3H4-
HHMH YPUBKAMH, 1[0 BOHU € 3i0paHi AASI 3AAOBOAEHHS 9u-
Taya Ha TepeHax BcecBiTHHOI MaBy THHM > [3]. ITonpu pemo
>KapTiBAMBHI UM HABiTh IAPOAIMHMI XapaKTep, el po3-
AOTHMI IIiA3aTOAOBOK MiCTHTD BaXKAMBI IOHATTS — ONOPHI
TOYKH aBTOPCHKOI KOHIIEIIIII.

Ilepeaycim 3BepTae Ha cebe yBary OHSTTS «CXeMas,
SIKa AO MOSIBU 3aIpOIOHOBaHOi P. repAiHI‘EHOM inTeprpe-
Tallii HaAeXXaAa MepeBakHO A0 Te3aypycy ¢pirocodcbkoi
Hayku. P. fepAiHreH OyB 94U He MepPIINM, XTO BUKOPUCTAB
Ljell TepMiH y My3HUKO3HABYOMY AMCKYPCi, CIepIIUCh Ha BU-
3HaUeHHS CXeMH, CpOpMOBaHe B IJapHHI IICHXOAOTIYHIX
HayK. 3TiAHO 3 HUM, CXeMa — Ije «aKTUBHHH, IIeBHUM YH-
HOM c$OpMOBAHHI KOMITA€KC MUHYAUX peaKlliil Ta momepe-
AHDBOT'O AOCBiAy>, SKHUH 3TOAOM BIIAMBA€ Ha peakiil Ta IXHi
inTeprpeTaii B Mafiby THBOMY [4,c.4]. TIpocrime kaxxy4u,
cxeMa € cpOPMOBAHOIO0 MUHYAUM iHTEACKTYaAbHHM i Iy TTe-
BUM AOCBiAOM AOTIKOXO, OPIEHTYIOUKCH Ha KY, MM 3AIMCHIO-
€MO KOHCTPYKTHBHI KOTHITHBHI IIPOLIeCH.

Aas P. TepainreHa craro HeabUsAK BOXAUBHM 3ayBa-
SKEHHSI ITPO Te, 1[0 KOHTEKCT HALIOTO AOCBiAY Bipirpa€ Bu-
PilIaAbHY POAD y HAlIOMY CIIPUMHATTI Ta $OpMyBaHHi pe-
akint. Ha AyMKy pAocAipHMKA, y My3HIIi 3aAigHI Ti % cami
MeXaHi3MH, aAXKe «YU TOH € AMCOHYIOUUM, YU KOHCOHYIO-
YMM, TIOBHICTIO 3AA€KHUTD Bip KOHTEKCTY >, y IKOMY BiH 3By-
quth (4, c. 4]. To6TO came KOHTEKCT AOTIOMATrae cAyXade-
Bi Opi€HTYBaTHCH Y 3ByKOBOMY IIOTOLli, AU epeHIiIoBaTH
IIpOILleCH, BU3HAYaTH POAb OKPEMOTro 3BYKY Ta, 3pelITOIo,
OCATaTH MOYyTe K CTPYKTYpPOBaHy IIeBHUM YHHOM IfiAic-
HicTb. Leit koHTEKCT (Ham MOTIePeAHil CAyXallbKUI AOCBiA)
¢$opMmye Ti KOTHITUBHI CyTHOCTI, 1[0 ACOLIFOIOTHCS B HAIIIO-
MY PO3yMi 3 TUM 44 iHITMM MY3UYHUM SBHIEM, — CXeMU.
I Mu iHTepIIpeTyeMO Hami HOBi My3HW4Hi BpakeHHs, Opi€H-
TYIOYMCh CaMe Ha HUX.

Y misHinmiit mparyi AOCAiAHMKa HaBeAEHO TaKMil IIpH-
KA, IO 3pO3yMiAO iAToCTpye ioro Teopiro: «Toi, XTo BU-
IIpaljfoBaB cxeMy ¢piHaAbHOI KapeHIlil Yepe3 IPOCAYXOBY-
BaHHA IOITYASpHUX IiceHb 1940-x, MOXXe CIpUIIMATH IIi-
KappificeKy Tepriito Hanpukinmi TBopis M. C. Baxa sk aysxe
HEeTHIIOBY Ta HeOwiKyBaHYy. B Toi cammit gac sk TOH, XTO
cayxaB aumte [erpeast Ta baxa, Moxe CipuiIMaTH Ty X caMy
IHTOHAIIiO SIK KAHOHIYHUH IIPUKAAA KAAEHIIII SIK TaKOi>» [3 s
c. 10]. To6To Pi3HUI MOIEePeAHIN AOCBiA IIMX ABOX YSIBHMX
CAyXauiB IIOPOAMB Pi3Hi CXeMHM Ta, BIATIOBIAHO, — Pi3Hi BU-
CHOBKH IIOAO 3aTaAbHOIIOMIKMPEHOTO Ta HeTUIIOBOTO.

3 orasiAy Ha TaKy $yHAAMEHTAABHY POAb MY3UIHUX
CXeM CTAa€E OYEBUAHUM, IO MUTAHHSA IXHPOTO BUBYEHHS
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HabyBae HeabMSIKOI AKTYyaABHOCTI B AOCAIASKEHHI MY3HKH
MHHYAHX €II0X, i 30KpeMa, TAaAAaHTHOT'O CTHAIO. 3aBASIKHU pe-
KOHCTPYIOBAaHHIO «CAOBHMKA>» CXeM IaAaHTHOI MY3UKH
MOYKHA TOYHIIIle 3pO3YMITH, SIK KOMIO3UTOPH iAeHTHPIKy-
BaAu cebe Ha TOAIIIHIN «CTUAbOBII Mari>»> CBiTY Ta fIK IXHI
TBOPH iIHTEPIIPETYBAAU CYyJaCHHUKH.

T'oAoBHUM i3 PpakTOPIB, MmO GE3MOCEPEAHBO BIIAMBA-
AY Ha $OPMYBAHHS KOTHITUBHUX CXeM IAAQHTHOI AIOAU-
HU €, Ha AyMKY P. repAiHreHa, aKTyaAbHI AASL AOOH IIpaBu-
Aa KOMYyHiKanii Mi>k AropbMu: «IIpuaBopHi B yacu baxa
Ta MonjapTra MaiicTepHO MOAYAIOBAaAH BCi GOpMH COILjiaAb-
HOI IIOBEAIHKY — KOXKHMI XKeCT, CAOBO, IIOTASIA, KPOK, TOH,
o3y, mob 0Oparu BipHY CTparerilo caMOIIpe3eHTarjil
Ta 3pOOUTH CBIiT aKT COLIlaABHOI B3aEMOAIT siIKoMora GiAb
yemimuum [ 3, c. 4].

XapakTepHOIO IIiHHICTIO IPUABOPHOTO CYCIIIAbCTBA,
SIKa BU3HAYaAQa 3araAbHi IPaBHAA KOMYHIKALIil B IIbOMY CO-
Liymi, 6yAa HaSBHICTD CIIeITM(iYHOTO 3araAbHOTO YSIBACHHS
IIPO IPEeCTIDK, 10 3000B’13yBaB MOr0 YAEHIB AOTPUMYBa-
TUCb HOPM €TUKEeTY, IAaHIBHUX CMAKiB, ysSIBA€HD IIPO YCIIIIHY
Kap'epy, TOILIO, i, 3 OTASIAY Ha Iie, 0OMPaTH BUTIAHY IIO3ULIIIO
caMoIpe3eHTalil B CycmiAbcTBi. OCKIABKH «AIOAU ABODPY
PO3BHHYAM HAA3BUYANHY YyTAMBICTb AO CTaTYCY i 3HaUeH-
Hsl, [0 HAAAETHCSI AIOAMHI Ha OCHOBI 1 TOBEAIHKH, MOBH,
MaHep 260 30BHIIIHbOTO BUTASIAY> |3, c. 4], 1le cTBOpIOBa-
AO BUHATKOBY crenu¢iky camonpesenTanii. Tak, «sakmo
MH YSIBIMO €001 iA€aABHOT'O TAAQHTHOT'O YOAOBIKa, — ITHIIIe
P. fepAiHreH, — TO BiH OGyAae AOTEIIHHM, YBOKHHM AO AQM,
PeAIriiiHo CKpOMHHM, 6araTiM, MpUBAOAMBHUM, CMIAUBHUM
y 600> [3, c. 4]. BoueBuAb, TaKa AIOAMHA Ma€ MOAIOOASTH
MY3HKY Ta iHIIi BAAU MUCTELITBA, TOMY IPUABOPHUH icTe-
OAiIIMEHT OTOYyBaB cebe «My3HYHUMU> CAYTaMH, KOTpi
He Anlire GaBUAHM CAYX HOBUME TBOPAMI, aA€ I HABYAAU MOBU
BHCOKOT'O MHUCTEI|TBA.

Cxo3xi MpaBHAa AISIAM i AAS KOMITO3UTODiB: iXHs
npodecioHaAbHa peaaisariis 6e3locepeAHbO 3aAexaAd
Bip CITIPaBHOTO OIlepYBaHHS aKTyaAbHHMH AASI TOTOYaCHOTO
cycmiAbcTBa My3udyHMME cxemamu. Ha aymxy P. I'epAiHreHa,
caMe B AOOY raAQHTHOCTI My3HM4HA IraAy3b y HOBHUI CIIOCIO
BippedAaeKcyBara MeXaHi3M BUSBACHHS Ta ONIAHYBAHHS MY-
3UYHHUX CXeM, 110 AAAO 3MOTY CTBOPUTH TO3UTUBHMIL AOCBIA
KOMYHIKaljil i3 IeBHMM IIPOMIAPKOM CAyXadiB.

Came 3aBASIKU ITbOMY CKAQBCSI KOMIIAEKC MY3UYHO-
CTHUAICTHYHHUX iAlOM IPUABOPHOI My3HUKH, I[O 3HAYHO BiA-
pisHsBcs Bip inioM 6apokoBoi moAi¢oHil, icHyBaB mapa-
AEABHO 3 HEIO Ta 3aCTOCOBYBABCS Y BIATIOBIAHIN CHTYyaIiil
HABIiTh TUMHU KOMIIO3UTOPAMH, SIKHX TPAAULIIMHO BBaXKa-
AU apenTaMy 6apOKOBOTO IOAIOHIYHOTO CTHAL. SK Iu-
caB P. repAiHreH, «masits U. C. Bax, sixoro IIMPOKA ITyOAi-
Ka PO3IASIAQ€E SIK 3pa3KOBOTO HAPOKOBOTO KOMIIO3UTOPA,
CTBOPIOBAB [AAQHTHY My3HKY 3a IOTpebu cBOIX po6oTo-
AaBIiB>» [3,c. 6].

Ipunnun All cTHAiCTHYHEX iaioM, 32 P. repAiHI‘EHOM,
Yy TaAaHTHIA My3umni HaM6iApII BHUPa3HO BUSABHUBCA
Ha piBHi T06YAOBH $ppasi. Y A00y [lapIOBAaHHS rAAQHTHOCTI
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cdopMyBaBCS KOMIAEKC MEAOAMYHUX GpopMyA (SIK-OT
Romanesca, Prinner, Fonte, Do-Re-Mi, Monte, Quiescenza,
Ponte, Fenaroli ta iH.) » IKi BAKOPMCTOBYBAAHU Y TBOPI B I1€B-
Hill 3araAbHONIPUNHATIN MocAipoBHOCTI. Li popmyan Bu-
3HAYaAM ONOPHI 3BYKH, OPIEHTYIOUMCH Ha 5IKi, KOMIIO3UTOP
«A0OYAOBYBaB> MeAOAi0 TOAOCY. BoHM 6yAn BiaOMI KOX-
HOMY IpOdeCiOHaAY Ta ALSIAU caMe B POAi CXeM: OKpeCAIo-
BaAU MEAOAMKO-PUTMIYHHI MAAIOHOK, SIKMH IIPaBUB KOMIIO-
3UTOPY 3a MPOTOTHII AASL CTBOPEHHS HOBOTO My3M4YHOTO Ma-
tepiaay. Tak, Hibu ne 6yB crenapiit komeaii dellArte, pe He
OYAO AETAABHO IIPOIMCAHKX PEIAIK, HATOMICTD MiCTHAYCSI
NIeBHI OPIEHTUPH, 3aBASIKH SKUM aKTOPU MOTAU B3aEMOALITH
Ta IMITPOBI3yBaTH «B OHAAMH-PeXHMi>: «laraHTHA My3Hd-
Ha [mapruTrypa Gyaa cXoxa Ha CIjeHapiil: BOHA 4acTO MiCTH-
AQ TIABKM ITO3HAYEHHS CXEM Ta IXHbOI ITOCAIAOBHOCTI < ... >
AASI AOCBiAYEHOTO BUKOHABI>» 3, C. 9.

TaxuM YHHOM, BapiaTUBHICTb TaKOI CXeMHU CTAaHOBHAA
IIep COHAABHUI TBOPYMIL IIPOIIeC, IIT0 KOXKHOTO a3y MpoBo-
Kye iHuI 3MiHH, BTiM, 3aAHIIA€ CXeMy 32 0a30By MaTpPHULIO.
Ao pedi, CX0X0i AyMKH AOTPHMYETHCS iHIIA AOCAIAHHUIIS My-
3n4HOI KyAbTypH ertoxu A. Mipxka. Ha 1i aymxy, aAast My3wd-
HOI KyABTYPH BChOT'O BiCIMHAAIIATOTO CTOAITTS XapaKTep-
Ha TaKa CUTyauisi: «3 opAHOro 60Ky, OyAa miABHILEHa yBara
AO Ti€l POAI, Ky IPAalOTh KOHBEHII Ha BCiX PiBHAX My3UY-
HOI KOMYHIKail, a 3 iHIOro 60Ky — BeAMYe3Ha yMOBHICTb,
SKa 1 CTIOHYKaAa KOMIIO3UTOPiB PyHHYBATHU 1ii KOHBEHIil,
3MIIIYIOYH Ta “3aCTOCOBYIOYH y XUOHMII c110ci6” IxX y TBO-
pax>» [9, c.2].

OueBUAHO, 1110 BIATIOBIAHMM YMHOM OyAa chopMOBa-
Ha METOAOAOTiS B OCBiTi KOMITIO3UTOPIB: y4YHi TOTOYaCHUX
ITaAIMCbKMX KOHCEPBATOPil 32 POKU HaBYaHHS 3aCBOIOBaA-
AM [IEBHUM «CAOBHHK> CXeM, SIKHMI1 AABaB iM 3MOI'y peaai-
30BYBaTH BAACHHMM KpeaTUBHUMI IOTEHIliaA, 3aAUIIAF0YKCh
32 TaKOI YMOBH B M€XKAaX 3araAbHOIIPUMHATHUX KOMIIO3UTOP-
CbKUX KOHBEHIII.

IIpodecionasbHe HaBYAHHS TAAAHTHOI'O MY3HKAaH-
Ta 6a3yBaAOCh Ha [IPAKTUKYBAHHI MUCTeLTBa partimento
isolfeggio. Partimento — 1je BIIpaBH, METOIO SIKUX € HABYaH-
HS IMIIPOBI3yBaTH COAO HA 3aAQHY AiHIIO Oacy 3 BUKOpPHUC-
TaHHSAM Pi3HOMaHITHHX KOMIIO3HI[ITHUX pOPMYA (cTmaic-
THYHHX iAl0M, TO6TO rasanTHuX cxem). [Tarpik Makkpeac
3ayBaKy€, IO HaBiTh iMIIpoOBi3alis B iMiTaliiHiA ¢ak-
Typi Moraa BM3Ha4aTHCh 6acoM partimento [8, c. 875].
ITo cyri, partimento € mpakTHKOIO KAABipHOI iMITpOBi3a-
1ii 260 KOMIo3uIlii Ha 3apaHy AiHiro nudposanoro bacy
3 BUKOHAHHAM 000B’I3KOBOI YMOBH — BUKOPHCTAHHS Be-
AVKOTO apCeHaAy KOMIIO3UIIMHUX iaioM. Brpasasiource
Y MECTENTBi partimento, My3HKaHT HaBYaBCsA MalCTEPHO
OIepyBaTH IIUMH iAiOMaMH, a TOAOBHE, TBOPYO IIePe0CMUC-
AIOBATH 1X 32 AOTIOMOT OO iHAMBIAYaAbHOI KOMIIO3UTOP ChKOT
KpeaTUBHOCTI.

Pob6ora Hap partimento Moraa 3abe3neuuTu MYy3HUKaH-
TOBi BcebiuHe, KOMIIAEKCHE IIpO¢ecifiHe HABYAHHS, sIKe 6
rapaHTyBaAO YAOCKOHAAEHHS HOTO KOMIIO3UTOPCHKOI Ta BU-
KOHABChKOI TeXHIKH, IHTErpyBaHH: Y MOrO BAACHY IIPaKTUKY
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IIMPOKOTO apCEeHAAY IPUMHATHX KOMIIO3UTOPCHKHUX iAi-
OM Ta, 3peIITO0, PO3yMiHHA Crenu(iku My3HIHOI TBOP-
yocTi sk Takoi. CaMe TOMy BMiHHS I'paTH Ta CTBOPIOBa-
TH partimento cCTaAO TOAOBHOI METOAOAOTIYHOK 623010
KOHcepBaropiit ITaail (30erMa, Hearoas), Y SIKHX CBOTO
Yacy CKAAAMCD iA€aAbHI YMOBH AASL PO3BUTKY partimento
sk MeToAuKH. AxX. CaHIBiHeTTi AOBOAI AOKAAAHO peKOH-
CTPYIOBaB IpoLieC HaB4aHHA partimento [10, c. 47-50].
3riAHO 3 OIIMCOM AOCAIAHMKA, METOAUKA partimento 6yAa
CII0CO60M MPAKTHYHOI ITepeAadi My3HYHNUX 3HAHD Ta HABH-
YOK: y4eHb BIIPAaBASIBCS y BUKOHAHHI ITeBHOro partimento
Ha KAaBipi, a MaiicTep B ycHiit popMi HapaBaB HeOOXiAHI
pexkoMeHAanil. Koxen MaliCTep He TIAbKH BUKOPHCTOBYBaB
BiAOMIi MIOMY BIIDABH, HAaIllMCAHI IHIIMMM, aA€ i CTBOPIOBAB
BAACHI KoAeKIil partimento, BIATTOBIAHO AO iHAMBiAyaAb-
HUX 1oTpeb cBoix yuHiB. OcTaHHi, CBOEIO Yeproro, $pop-
MyBaAH Tak 3BaHi 3i6aabpoHe (zibaldone) — BaacHi 36ip-
KU OIIPaL{bOBAHKX BIIPAB, SIKi OYAM HEBIIOPSIAKOBAHO CKOM-
MiAbOBAaHI Ta AOIIOBHEHI Pi3HOMaHITHUMH KOMEHTAPAMHU
1 iHIIMME MaTepiasaMy, sIKi 6 MOTAM 3HAAOOHTHCH BAACHH-
KOBI B ITpOILje€Ci HaBYaHH:. 3i6aAbAOHE, BAACHE, € Aoporo-
L[IHHUM AXXepeAoM iHdpopMariii mpo Tpaauniro partimento,
aA’Ke BOHM 9aCTO MiCTATH TaK 3BaHi « peaAisariii» — TO6TO
3aIMCaHi HOTAMU BapiaHTU BUPIlIEHHA TOI YM iHIIOI BIIpa-
BU. Ao pedi, 3i6pani cBoro yacy xommnosuropom Tomacom
ErByaoM MaTepiaau fioro ypoxkis i3 B. A. MomapTom Takox
IIIAKOM MO>XHA BBaXKAaTH 3a CBOEpPiAHi 3i0aapaoHe. ITicas
AOBrOOYiKYBaHOTO OIIPHAIOAHEHHS LIUX MaTepiaAiB y cepe-
AMHi MUHYAOTO CTOAITTSI BOHH OAPa3y IIPUBEPHYAH yBary
crenjiaAicTiB. AHaAi3 y9HIBCbKMX 3ancoK ETTByaa AOBIB,
mo 3aHATTS B. A. Mo1japTa 3 MOAOAMM aHTAiMI[eM MOXKHA
BIIEBHEHO «PO3TASIAQTH SIK IIOBHUH Ta IHTETPOBAHUMI KYPC
HaByaHHS> [ 6, c. 175].

Baromoro ckAap0BOIO MOIIAPTiBCHKOI METOAUKHU 6yAa
caMe mpakTuka partimento. Tomy Bumapox Momnapra-
IIeAArora € KpaCHOMOBHUM AOKa30M TOT'0, HACKIiAbKU BIIAUB
partimento BUXOAUB 32 MeXXi IUTAHHSA AOKAAbHOI iTaAil-
CBKOI CITeITuikU Ta CATaB 3araAbHOEBPOIICHCHKOTO KYAD-
TypHOro mpocropy. CaMe Tak, yepes MOBCSKACHHY Y4HiB-
CbKY IIPAKTHKY, partimento BXOAUAO B 3araAbHOIIOIIUPEHY
MY3UYHY KYABTYPY Ta CTaBaAO MapKepoM Ipo¢ecioHaAis-
MY €BPOIENChKUX MY3UKAHTiB. 3BUYANHO, CTYIiHb BIIAUBY
THUX IIPAKTHK, IO TIOXOASTD i3 KOHCEPBATOPCHKOI MeAAro-
ri9HOI TPaAuLil, HA KOMIIO3UTOPCHKY TBOPYiCTh y KOXKHOMY
BHIIAAKY IIOTPeby€e OKPEMOro AeTaAI30BAaHOTO AOCAIAXKEH-
Ha. TyM He MeHII, MOXXHA 3 YIIeBHEHICTIO CTBEPAKYBaTH,
mo partimento BipirpaBaAo BeAude3Hy poab y GopMyBaHHi
THX My3UYHHUX CXeM, SIKi 30epiraAu CBOI0 aKTYaAbHICTb IIPO-
TsiroM ycboro XVIII croaiTTsL.

3araaoM, icTopist miBHIYHOITAAIICHKUX KOHCEPBATO-
Piii Ta IXHPOTO BIIAMBY Ha PO3BUTOK MHUCTELITBA HAAEKUTD
AO HaMOiABII 3aXOMAMBHUX CIOXKETIB My3U4YHOI KyABTYPH.
Tomy, HampUKAaA, «AOCAIAKEHHSI> iTAAINCPKUX My3Ud-
HUX IJeHTPiB aHTAilicpkoro kommosuropa Yapansa bepni
1771 poxy MOXXHa CMiAMBO PeKOMEHAYBaTU Cy4aCHOMY
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YUTAYeBi: BOHM HAIIPOUYA AOOPE AETAAI3YIOTD HAII YSIBACH-
HA IIPO MOBCAKACHHICTD, Y AKill HAPOAXXYBAAUCD AT€HAAPHI
AASI My3H4HOI icTOpii ocobucrocri (ams. [1]).

Ao TOro X, yHiKaAbHHI KOHCEPBATOPCHKUIT AOCBiA
Y KOHTEKCTi Cy4acHHX IpobAeM My3UYHOI KyABTYpH Ha0y-
BA€ 3aroCTpeHo HOBOro 3HaveHHs. HuHi BiH moTpakToBy-
€TbCS HaCaMIIepeA SIK AOCBiA YCIIITHOIO TOAOAQHHS HaAAK-
TYaABHHX CbOTOAHI IPOOAEM, SIK-OT IT06yA0Ba epeKTHBHOI
BHYTPIIIHbOL[€XOBOI KOMYHIKallil Y4 CTBOPEHHS Pe3yAb-
TaTMBHOI My3U4HO-TIEAArOTiYHOI cucTeMu. Ao pedi, yxe
€ IPUKAAAM AOBOAI YCIIIIHOI Peljelilii HeallOAITaHChKOI My-
3MYHOI METOAUKH, 30KpeMa i TPaKTUKHU partimento, B ymo-
Bax HUHIMHBOI My3u4dHOi ocBiTy. Haitbiapm akTiBHA TBOP-
1a AabopaTopis, SIKa 3aIMAETHCSI TUTAHHSM BIPOBAAKEHHS],
YU paAllle IOBEpHEHHAM partimento y My3UuHY IIOBCSIKAEH-
HicTb, — B KOHCepBaTopii AMcTeppamy. He menm edexrus-
HHMH CIIpO6aMy 3aAy4HTH partimento A0 apceHaAy BMiHb
CY4acHOTO Ipo¢ecifiHOro My3UKaHTa 3AIMCHIOE 3HAMEHH-
ta Schola Cantorum Basiliensis. Oco6auBicTio TaMmTemHbo1
METOAM € TIPaKTHKA IIepeTBOPIOBaTH BiaoMi TBOpu XVII-
XVIII cToaiTs Ha mapTuTypH partimento: To6To crmparo-
9HCh Ha BUOpaHi eAeMeHTH 3 MapTiil Pi3HUX FOAOCIB, AO-
6YAOBYBATH, «AOIMIIPOBi30ByBaTH> $akTypy [7, c. 126].

Taxa yBara A0 TpapuLil partimento A03BoAsIE SIKOMOTA
OiAbII peAbEPHO, AETAAI30BAHO Ta KOPEKTHO PEKOHCTPYIO-
BaTH YMHHI AASI €TIOXM My3HYHi cxeMu. Brim, mompu Biauy THI
YCITX¥ HOBITHIX AOCAIAYKEHD, OIIUC PeaAbHOI KAPTHHHU ITO0Y-
TYBaHHA partimento B iTaAiMChKHAX KOHCEPBATOPLAX AOCI BU-
KAHMKA€ TTeBHi cKAapHom. Piv y TiM, mo OiABLIICTD inpopma-
1il, TOB’13aHOI 3 partimento, epeAaBaAaCh YCHIM IIASIXOM.
Ie, 30xpema, IOSACHIOE, YOMY TpaAULIis partimento AOBruit
gac 6yaa GpakTHIHO 3a6yTa: Y CBOEMY PO3IOPSIASKEHHI AO-
CAIAHMKM MaAM HEBEAMKY KiAbKiCTb IUChbMOBHUX AXKepeA, sKi
OyAH @K HAATO CXOKi Ha KOMITO3UTOPCHKI YepHETKH, a He Ha
ITOBHOIIiHHI TBOPH. AO TOTO X, HOTH partimento € A0OBOAi
HEe3BHYHOIO BEPCI€I0 My3HYHOTO TEKCTY 3 HAOOPOM YHIKaAb-
HUX XapaKkTepUCTHK. L]e A0OBruit yac 3aBaXkaso ioro pemud-
PpyBaHHIO, KAacuikaIlil Ta iHTepIpeTariii HayKOBIIAMU: Tpa-
AMLIITHMI AASI MY3HIHOI TEKCTOAOTII IHCTpyMeHTapil 3Hay-
HOIO MipOI0 BTpavaB CBOXO e(peKTHBHiCTb.

3 oaHOrO 60Ky, crienuixa partimento K My3HIHO-
IO TEKCTY aKTyaAidye IMUTAHH:, [0 3HAYHO YCKAAAHIOIOTD
aHaAi3, apxe partimento He € My3HYHUM TBOPOM Y KAACHY-
HOMY po3ayMiHHi. ITo-iepie, BoHO He € HAA@KHUM YHHOM
¢pixcoBaHMM: TeKCT partimento, Xo4a ¥ MiCTUTD 3aKpimnaeHi
MMCHbMOBO OCHOBHI My3HYHi iael, 3a CBOEIO CYTTIO € AMIIE
OAHI€IO 31 CKAAAOBHX L[iAOI IHTEPAKTUBHOI CUCTEMHU KHBOIO
My3ukyBaHHs. [lo-ApyTe, BOHO He € aBTOPCHKUM Y 3BUYHO-
MY AASL TpOecifiHOI My3UKH PO3YMiHHI: HaSABHICTb TaKOTO
BEAMKOTI'O IIPOCTOPY AASI TBOPYOI iHil[iaTHBY BUKOHABIIA PO-
6uTbh 0OOB’SI3KOBOI0 YMOBOIO [IPAKTUKHM partimento CIiiBT-
BOPYICTb «aBTOPa> Ta BUKOHABI|, a IPOLIeC BUKOHAHHS I1e-
PETBOPIOE Ha aKT He3II0CEPEAHBOTO CTBOPEHHS My3UIHOTO
TBOpY. [IpakTnKa rpu «1mo HoTax> partimento 3Ha4HO po3-
IIMPIOBaAa IPOCTIP AAS IMITPOBI3allii ITiA 9aC BUKOHAHH,
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AEAETYIOUH YaCTUHY QYHKIIN CTBOPEHHS ITE€CH TOMY, XTO
ii BUKOHYy€. 3BUYAITHO, B 06rOBOPIOBAaHY HAMH €II0XY Iije He
6on TaKOi CHMABHOI cenapariii ¢iryp koMImosuTopa Ta Bu-
KOHABIIS, SIK, HAIIPHKAAA, Y POMAHTUYHY AODY: sIK BIAOMO,
B XVII-XVIII cTOAITTSAX I1i poAi 3a3BHYaii TOEAHYBAAA OAHA
ocoba. BriM, Take po3IoaireHHS KpeaTHBHUX 3aBAAHD MK
eTarlaMy HalyCaHHS Ta BUKOHAHHS MYy3UKU IPHHIIMIIOBO
He 30iraeTbcst 3 GIABII Mi3HIMU YSBACHHSIMU IIPO CaMy CYT-
HICTb IPOIIeCY CTBOPEHHA MY3UKH, a TAKOXK PO QyHKIIil
aBTOpa Ta MOBHOBA)KEHHS BUKOHABIIA.

3 inmoro 60Ky, OYEBHMAHO, [0 TaKa YHIKAABHICTD SBU-
ma partimento, 3 OTASIAY HA IOTO HOH.II/IpeHiCTb, HEMUHYyYe
BiAOOpasmAach Ha MySHYHOMY MHCAeHHI eroxu. Tox BH-
BUYEHHS 0COOAMBOCTEIT i€l IPAKTHUKH BiAKPUBA€E HOBI Iep-
CIIeKTHUBU B AOCAiIAYKEHHI KAIOYOBHUX IIapaMeTpiB raAaHTHO-
TO CTHAIO.

Tomy mipcyMyeMo, IO HPOBAAXKEHHS 3aMHCy
partimento MaAo CyTTEBI HACAIAKY, SIKi He 0OMeXYBaAKCH
AMIIle HOBAIIiSIMHU B TexHirl HoTHOI ¢ikcanii. CrBopeHHs
Ta BUKOHABCbKA peaAi3alfis TAKOro TEKCTY CTaBUAA IIepep,
MY3UKaHTOM LIAHM PsIA HAIIPOYYA CKAAAHUX 3aBAAHD, BUPi-
IIEHHS AKUX OYAO HEMOKAUBUM 0e3 HaA€KHOI ITIATOTOBKHL.
3okpeMa, HalMCaHHS partimento, Bo4eBHAb, OTpedyBa-
AO BMiHHS 061/IpaTI/I HaMOiABII ONTHMAADBHI 3a KpeaTHBHUM

IIOTEHIIaAOM ipel, AAKOHIYHO 0POPMAIOBATH BAACHI My3UY-
Hi AyMK¥, BHOYAOBYBATH LIiAiCHY Ta FapMOHIYHY $OPMY KOM-
nmo3uiii. Buxonanusa partimento OyAO He MEHII CKAAAHIM
Ta He MEHII TBOPYMM 3aBAAHHSM, aA)Ke BUMaraAo apAeKBaT-
HOTO PO3yMiHHS 3aAQHMX y TBOPi CTUABOBHUX i KOMIIO3H-
LiTHMX [TapaMeTpiB, aKTUBHOI TBOPYOI iHil[iaTUBH, iMITpO-
Bi3aTOPCHKOI MAMCTEPHOCTI Ta TOAOBHE, GE3IIOMHUAKOBOTO,
MarbKe IHCTUHKTHBHOTO BMiHH ONEePYBAaTH CTUAICTHIHM-
MU iAlOMaMH.

BucHOBKH. 3 OrAsiAy Ha TaKy yHiKaAbHY CKAQAHICTD
I1i€i MpaKkTHKy, TpodecioHaAbHa CITIABHOTA YCBIAOMHAAQ TIO-
TeHIliaA partimento K HaBYaAbHOI BIIPABH, 3aBASKU YOMY
BOHO CTaAO HEBIAEMHOIO YaCTHHOIO, 6a3010 OCBITHHOI METO-
AVIKH TiBHITHOITAAIFICBKIX KOHCepBaTopiil. OCKiAbKY KOH-
cepBaTopii HAAKAAU AO TOAOBHUX II€HTPiB pO3BUTKY TOTO-
JaCHOI EBPOIENCHKOI My3HIHOI iIHAYCTPil, BIIAUB partimento
IIBUAKO ITOAOAAB reorpadidi Mexi, CTaBIIM TUM PaKTOPOM,
IIJO BU3HAYHB IIPUPOAY FAAAHTHOTO CTHAI. CaMe ToMy AO-
CAIAKEHHSI IOAIOHHX IIPAKTHK AO3BOASIE B HOBHIT CIIOCi0
OCMUCAUTH CIIAAKOBI 3B’SI3KU Pi3HUX ITOKOAIHb KOMIIO3H-
TOpiB. A Ile, CBOEI0 YePTOI0, MOXKE AOTIOMOTTH YAOCKOHa-
AWTH HaIlli YSIBACHHS SIK IIPO CTUABOBI IAGHTHYHOCTI OKpe-
MHUX KOMITO3UTOPIB, TaK i IIPO €CTEeTHUYHi 3aKOHOMIPHOCTI
€IIOXU 3aTaAOM.
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Zubkova P.
New perspectives of the research of galant style in musical culture: the concept of Robert O. Gjerdingen

Abstract. The paper covers the latest discoveries in the field of the 18th-century musical culture, in particular, the role of partimen-
to in the development of the galant style. The established notions of the professional community about the phenomenon of galant
music have changed significantly over the past few decades. The discoveries proposed by European and American researchers
of musical culture enable rethinking the role and meaning of the galant style, and, accordingly, evaluating the work of composers
of the 1720s-1780s. In particular, the newest concept of Robert O. Gjerdingen is based on the idea of cognitive schemes. The re-
searcher proposes to view the methodological basis of music-making in the galant style through a special practice of improvisa-
tion—partimento. This practice was the basis of the process of musical training during the period: it was the work on partimen-
to that guaranteed the improvement of compositional and performing techniques, the possibility of integrating a broad arsenal
of current compositional idioms into one’s performing practice and, ultimately, understanding the specifics of musical creativity
as such. Hence, the practice of partimento music may be considered a key factor in the development of the specifics of galant music.

Keywords: galant style, scheme, Robert O. Gerdingen’s concept, periodisation of eighteenth-century musical culture.
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