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Amnoranisa. Hamap Pocii Ha YkpaiHy BUBiB Ha TOBEPXHIO KyAbBTYPHO-MUCTEL[bKOTO OYTTsI Ha-
il SBMIIA, Ki AO aKTMBHOI a3y MOBHOMACIITAOHOIO BTOPTHEHHS OKYIAaHTIB 24 Alotoro 2022 po-
Ky He MaAM YiTKOI BU3HAYEHOCTI; Ta BOHU IPOABUANCH 3aBASIKU CBIAOMINM aKTUBi3aLil eHAEeMIYHMUX
KYABTYPOTBOPYMX MOTEHLIi}, 1[0 CTAAO MOTY)KHUM iHCTPYMEHTOM OINOpPY YKPalHCbKMX MUTLIB, fAKi
pa3oM 3 HaApOAOM OO’€AHAAVICh Y EAVHMII OpraHi3aM OOpOTbOM 3a CyBepeHiTeT i AeMOKpaTU4HMIA
AaA AepkaBu. IToTykHa TBopua po60Ta Ha IepeMory y BU3BOABHIN BifiHi KOXXHOI 0COOMCTOCTI 1o-
Ka3aAa, 11]0, OTIpU Pi3Hy MapaAUTMaAbHY OPIEHTOBAHICTb UM Ha TAODAAI30BaHY €CTETUKY KOHTEM-
MOpPapHUX Bi3yaAbHUX NPAKTUK, UM HA TPAAULII CTMABOBMX HAapaTUBiB aBTOHOMHOI'O MMCTELITBA,
XYAOXXHUKM CBIAOMO YTBOPMAU apT-OIlip BMOTMBOBAaHMX KOHLIENITYaAbHO 1 €eMOLIIHO IIPOEKTIB, 1110
BUSIBUAM iCTOPUYHY caMO-iAeHTU]IKaLliiIHy TPUBKICTh €THO-HAalLliOHAABHOTO CBIiTOTASIAY, 1O HaAi-
Yy€ TUCSAYOAITHIN TepMiH iCHYBaHHS A€P>KaBHOCTI YKpPaiHCTBA B AOHI €BPOIEVCHKOI LiMBiAisaLil.
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['0AOBHUM pyILIiEM ONOPY OKYIAHTY 3 OOKY TBOPYOI CIIABHOTM CTa€ aKTMBallisi caMe AYXOBHO-
€CTeTUYHOI KOTHillil, BIAOMOI IK KOpAOLIeHTpU3M i cepadism. Lleit 0cOOAVBUIT T€OKYABTYPHMIA T'e-
IITAAbT HALIIOHAABHOTO CBITOBIAUYTTS, IO NMPOSIBUB BU3BOABHUI PYX NPOTU «PYCCKO20 MUPA»,
MOXKe OyTU TaKOX MPUKAAAOM ePeKTUBHOCTI AEKOAOHIAABHOI KOpPeKLiil maH-iAeoAOoriyHOro Hapa-
TUBY €BPOIIOLIEHTPU3MY Ha LIASIXY AO MOBHOLI{HHOTO 0araTOKyAbTYPHOTO LiMBiAi3aliiiHoro OyTTsi
CBITOBOI CUCTEMM Y CUHEPIil AYXOBHUX TPAAULiN PI3HUX HAPOAIB I MOAEPHMX €KCIIEPMMEHTAAbHUX
emicTeM IX eBOAILIHUX TpaHChOpMaLii.

Kaw4osi croBa: MUCTEUbKUI OMip YKpaiHU, EBPOIOLEHTPU3M, MOAEPHAa/KOAOHIaABHA CBIiTO-
Ba CUCTEMa, HallilOHAAbHA CAMOIA€HTUYHICTb, POCIICbKO-YKPaiHCbKa BillHA, YKpalHCbKe MUCTELTBO.

ITocranoBka mpoGAemMu. AOCAiIpAXYIOUM TPOOAEMY B3a€EMMH BilfHM i AeMOKpaTil, Maiika
I'apaT (Michael Hardt) i AnTonio Herpi (Antonio Negri) HaroaomyBaay, 110 aHaAiTUYHI pO3BiAKU
IiA 4ac BiffHM NOTPeOYI0OTh KOMIIAEKCHOTO OCMVCA€EHHS], aA’Ke MiAiTapHi IMOAii BIAMBAIOTh Ha COLIi-
OKYABTYPHIi, TOAITMKO-eKOHOMIYHi aclieKTu OyTTs, a BAaCHe contemporaneity BCTAHOBAIOE «rere-
MOHiI0 HeMaTepiaAbHOI mpali», 00 rymaHiTapHi iael TpaHCPOPMYIOTH CYCIIABCTBO 3aBASIKM iHO-
pMaliii, emouiiiHuM obpasaM, emnarii, pedAekcii, i «Mup MiAHECEHO AAS 3araAy SIK HaBUILY LiiH-
HiCTb, HEOOXIAHY YMOBY OYAb-SIKOTO 3BiABHEHHsI», i BOAHOYAC «“Hapop” — 1e popma cyBepeHHOI
BAaAW» [10, pp. 65, 67, 79]. Tomy po3MipKoByBaTu IpO apT-emicTeMy B YyMOBax BiilHHU, LIO
po3B’si3ara B YKpaiHi iMmnepcbka KpaiHa-TepopucT Pocis, BAMHAIOUM TeHOLUMA i BOEHHI 3A0YMHY, i
MPU LIbOMY He TOPKATUCS MOAi BAaCHe BiliHU OYAO O HEAOLIIABHOIO ClipaBo0. TuM maye B cuTyauil
«war against war», KOAU YKpaiHLli AeMOHCTPYIOTb «TBOPYi CMAM, B SIKUX NMPOABASETbCA MOTEHLIAA
i3 cTBopeHHs HoBoro cBiTy» [10, p. 68]. HeBrapKoBO HaBiTh pyiHM OCEAb MUTILI CIPUIIMAIOTh He
AMILIEHD K (HAKT 3AOYMHY MPOTU AIOASIHOCTI, @ M CBITAaHOK BiAOYAOBM BiABHOTO CIIPaBEAAUBOTO
XUTTS, 60 AI000B i AOOPO mepemaraTh TeMpsBy. (Ia. 1).

YyTAUBICTb AMXOTOMII «BiAbHA TBOPYICTb Versus iMIepcbKo-3arapOHMIbKa BilHa» MOCMAEHA
TUM, IO MUCTELTBO YKpaiHM iCTOPUYHO 3HAXOAMAOCH y 30HI BIIAMBY OAPa3y ABOX AOMIHAaHTHMX
ericTeM, MPUYOMY BIIAMBY PaASHCbKOTO aBTOPUTAPHO-TOTAAITAPHOTO HAPAaTUBY BAAAOCH MO30Y-
TUCSI 3 BUTOAOLIEHHSIM A€pP>KaBHOI He3aAeXXHOCTi 1991 poky, a oT 00yMOBA€HMIT eHAEMIUHUM CKi-
¢dbo-capmaTcbkuM KOpiHHAM KyAbTypu Cepea3eMHOMOp sl HApaTUB €BPOIOLEHTPU3MY TOTPeOyBaB
KOpeKLil B KOHTEKCTi KPUTUKU MOAEPHOI/KOAOHIaABHOI CBiTOBOI cucteMu. Y A00y ITpocBiTHMLITBa
AQBHE OaraToMipHe TAYMaueHHs Yacy PEAYKYBaAO AO PO3YMiHHS AiHIIHOCTI mporpecy 3HaHHS Bi
AQHTUYHOCTI i cepeAHBOBIUYS AO TOTOYHOI epy, 1O Terep HapaA0 GOPMaAbHUX NPaB Cy4aCHUM Bi-
3YaABHMM IPAKTMKaM 3aXiAHUX «IIOCT-€THIYHMX» TEXHOKYABTYp MO3ULIIOHYBaTH cebe AOKOMOTHU-
BOM LIMBiAi3allilIHOIO AOCBIAY, 3aBASIKM YOMY 3aTBepAMBCS MoAyC «advanced art», BTiM «yci cTo-
POHM B AVICKYCil AOTPMMYIOTbCS BY3bKOI KOHILemnii Mucreyrsa. <...> @irocopu mucreyrna, icTo-
PUKM MUCTELITBA, TEOPETUKM MMUCTELTBA TAa CaMi MMUTL 30CE€PEAXYIOTbCSI HA HEBEAMKIill YaCTUHI
TOTO, 1J0 IyOAiKa HasuBae “mucrenyTBoM » [17, p. 171]. OpHax BiitHa B LeHTpi €Bporm XXI cro-
piudsi AOBeAQ, L]0 TEXHiYHEe OCHAIleHHs i HasBHICTb sIAepHOI 30poi He rapaHTye HalisiM 3araAbHO-
KYABTYPHOTO pO3BOI0, TUM IIaye AYXOBHO-BUTOHYEHOI OcBideHOCTi. ba OiAblie, 3’scyBaroch, 110
penaikauis nmacrui-ecteTuku global public art y)xuBaerbcs 3 6ionoAiTMYHUM 30MOYBaHHSM I'po-
MaAsIH TOTaAiTapHUM Qamms3MoM, 1o Terep BipomMuil K «paummsm» (aaypeart Ilpewmii 'anum
Apenat 2014 poky IOpiit AHpapyxoBuy, posmipkoByioun npo «KatuHcbky pisanuHy» B OaeHiBLij,
A€ POCISIHM KaTyBaAlU i CTPaTUAM BilICBKOBOIIOAOHEHMX ITOAKY «A30B», BUSHAUUB ipet0-(ikc OKy-
MAHTIB PO «HALMCTIB», IKUMMU HiOUTO € BCi yKpaiHLi, PpeiiAMCTCHKMM BUTICHEHHSIM T'€HOLIMAHUX
CXMABHOCTEN; 60 HacmpaBai came TabipHa KceHodo06ist i biororiunmit pacusm PO moTpebye aeHa-
yudikauii). YkpaiHa A0BeAa CBIiTY, 1[0 CUAQ AYXY AEMOKPATii SIK cMAQ AYXy Halii, HaBiTh momnpu
€KOHOMIiYHY BPa3AUBICTb, MOXXe e(eKTUBHO YMHUTU OIip arpecii ToTaAiTapusMmy i 3BiABHATHU Ae-
MOKPaTUYHYy KyABTYPY BiA XMOHMX CcTpaTareM eCTeTMKM FA00aAi3My, B MUCTELbKill TBOPYOCTi 30K-
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pema. ['eokyAbTypHa 0COOAMBICTD MUCTeLTBa YKpaiHM sIK Cy0O'€KTa €BPOIMENChKOI L[MBiAi3aLiitHOT
OJIKYMeHY, 1110 30epir 3B’s130K 3 AABHIM LIiAICHMM CBIiTOBIAYYTTSIM, CTUMYAIOE IEPEOCMMCAEHHS Ta-
pPaAUIMaAbHOTO ricTepesucy pobu mocrmpaBau. MuctkuHsa Kats IToATaBcbka NepeocMUCAIOE B
eBaKyallii BAQCHY eTHIYHY IIPMHAAEXHICTb, aKLEHTYIOUM B TBOPaxX 00pa3 yKpalHOK B HAl[iOHAaABHO-
MY OAsI3i SIK AQBHIX OepernHb BOA€AWOHOI Hallil Ta OCMiBaHOI B HAPOAHIN TBOPYOCTI pOMAHTUYHOI
npupoAr YKpaiHu, i TMUM omnmpaerbcs TBepAKeHHI0 mpodecopa Boarepa Minnoao (Walter
Mignolo), o OyLiMTO CyyacHmMit CBIiT Ta yCi «MM CTaAU LMBiAi3alli€l0 CMEPTi» yepes AYXOBHUI KO-
AQIIC, TI03asIK «AIOAM ITOUMHAIOTh BipUTHU B Te, 1O YCIiX O3Ha4ya€e OYTM YaCTMHOIO iHCTUTYLI 11 Ha-
KOIMYYBaTU 0araTcTpo. SKIIo AAsT HAKONMYEHHs 0araTcTBa BaM IOTPiOHO 3HMIUTU AOBKIiAAS, BU
e 3podbute» [18]. ITommpeHe B YKpaiHi aBTOHOMHe MUCTELTBO 3arobira€ KOAEKTUBHOMY OOXKe-
BiAAIO, CTUMYAIOIOYM €K3UCTEHLIiliHe iHAUBIAYaAbHE OaueHHs, aAXKe MIATPYHTSIM CYTHICHOMY pO3-
BUTKY € AYXOBHMII €KCTa31C, BilfHa 3arocTpraa came Taki BiAuyTTss MutLiB. HaTomicTb raobaaiso-
BaHA €CTETUKA COL{aAbHO-aKTUBHUX apT-IPAaKTUK Ha MEBHUI Yac MOCTYNMAACS MiclieM, 60 deHo-
MEHOAOTisI pevi B CTPecCOBMX yMOBaX 0OaHAABHOTO BIDKMBAHHS BTpavya€ CeHC. AEeKOAOHiaAbHMI
AVICKYPC Ma€ paljilo, KOAM BOayae B aKTUBaLlil €HAEMIUYHMX AYXOBHMX TPaAULIill BiATIOBiAb Ha mu-
TaHHS «IK MU MO>XEMO BPATYBATU XXUTTs HALIOI TAAHETH i, OTKe, JKUTTS AIOAVMHU?», TUM Ia4de 1110
«iMItepchKa coliaAicTMYHA paAsHChKA iMmIepiss abo iMrmepchKuil AibepaAbHMIT KaIiTaAiCTUYHMIA
3axip» — «00MABa BTiAIOIOTH 3aXipHi KoHuemnwii cycriaberBa X VIII croairTsi» [18]. CywacHnit Ha-
paTUB TeXHO-HOBALill MiA Yac BilHM B YKpaiHi OTpMMaB AEKOAOHiaAbHe KOPeryBaHHS 3aAAsl 30a-
AQHCOBAHOCTi AYXOBHO-YYTTEBOIO i PallioHAABHOTO (POPMOBUCAOBY, LII0 YHEMOXKAUBAIOE TEXHO-
KpaTU4Hy OalAYXKICTb AO CYTHOCTI AIOAMHU. BillHa mocaabuaa AMKTaT apT-pUMHKOBMX CTOCYHKIB.
MuTusaM, SIKi IIYKaAU PEA€BAHTHY IOTY)KHOMY €MOLIiIIIHOMY LITOPMY A€KCUKY, OyAo 3amaao ¢op-
MaAbHO-CY4acHOI Bidyaaizauii past ¢ikcallii BAQCHMX BpaXkeHb BiA MacuITabiB TenepiliHbOro reHo-
LMAY YKPaIHCBKOI Hallil, 1110 1100 3amoAisaB Bopor. CucTeMa KOHTPOAIO KyABTYPiHAYCTPpIil 3a MuUC-
TELbKMM MPOAYKTOM, SIKa CTaBMAA 3HaK PiBHSIHHS MDK rA0o0OaAiszalliiHMMU apT-NIpaKTUKaMu i Ae-
MOKPAaTMYHUM YCTPOEM 3aXiAHUX CYCITIABCTB, PAllTOM AaAa 30iil, AOBOASTYM MPABOTY il OTIOHEHTIB:
«flkimo paille MUCTELTBO MATPUMYBaAa AEP’KaBa, OCKIABKM KYABTYPY BBa)KaAul HapOaHHSIM Ha-
1jil, TO CbOTOAHI LIJ0 QYHKIiI0 B3sIAM Ha cebe Kopriopaliii, siKi CIIOHCOPYIOTH 11 OLIIHIOIOTh XYAOXHi
BMICTaBK!, BPYYalOThb HAarOPOAU /1 HAAQIOTh I'PAHTH, KOAEKLIIOHYIOTb TBOPM MUCTELITBa», A€ «iCHY€E
rAODAaAbHA TEHAEHLS I[OAO MIAIOPSAKOBYBaHHSI Cy4aCHOTO MUCTELTBA MOAITHLi YIpaBAiHHS
KyABTYPOIO, 1IJ0 TTepepbavae “AeMoKpaTu3al|ilo KyAbTypU , CIpUSIE 1i AOCTYITHOCTi MacaM, BUKOPHU-
CTOBYIOUM II B SIK IHCTPYMEHT AAsI 3a0e31eueHHsI AOOPOOYTY CYCIiABCTBA, @ TAKOX 3aAASI PEKOHCT-
PYKLii a00 3L[iAeHHsI CIIABHOTU YU CYCITIABCTBA, sSIK€ 3a3HAAO HacHMAbCTBa» (8, pp. 80, 81]. fAxio
ABTOPUTAPHUI arpecop BUeproBe 3 IIeUYEepHOIO AIOTTIO 3HMIIYE YKpaiHy, CTUPAaIOuM pakeTaMy Camy
MO>XAUBICTb (Pi3NYHOrO iCHYBaHHA Halii 3 Il MOBOIO, KYABTYPOIO, MUCTELITBOM, TO M sIKa LiMBiAi3a-
LiflHa CMAa 3aXiAHOEBPOIIEIICHKOTO HEOAIOEpaAi3My Aisiaa A€AIKATHO HA MEHTAABHOMY IAQHi, TAO-
OaAizylouM Hallilo B MOCT-eTHIYHMII CYOCTpaT, A€ MUCTELTBO SIK PUHKOBMII TOBap O€HUMapKiHIy
PEAYKYE B TOTAABHY AM3aliHi3allil0, AETITUMYIOUM AECKIiAiHI, anponpiariito, adasito TUCAIOAITHBOTO
KYABTYPHO-MMUCTELIbKOTO AOCBiAY, IO B YMOBAaX BilIHM TOA€PyE€ HAaMaraHHs BOpPOTra HiBEAIOBaTHU
KyABTYPHY IaM SITh Hallil. ApT-pMHOK He rpe0ye B iHTepecax Oi3Hecy HaBiTh yBaror CBiTy AO po-
CilICBKO-yKpPaTHCBKOI BillHY, CTBOPIOIOYYM HaBKOAO peipiKOBaHUX TBOPIB IITYYHUI aXKiOTaX, 3aMa-
HIOIOYM iHBECTOPIB, sIK B MasiMi, Ae Y IPeCTM’)KHOMY paioHi HanpuKiHLi AunHs 2022 poKy BipOyBCs
npoekT «Independent. Rescue Art» y raaepei Black Tower Gallery, mjo npesentyBaB Biaomux apt-
OisHecy MMTLIB, cepea HUX — ApceH CaBapoB, OkcaHa Mack Ta iHlIi, po60TH KMX M030aBA€Hi
CIIPaB)KHIX OTOA€HMX eMOLili, 1II0 TPOHU3yBaAM, HAIIPUKAAA, TPOCTip byAuHKy xyposkHMKa B Kuesi
nip yac excrionyBaHHs BucTaBku «Soul of Ukraine», npucssiueniin Mapiynoarto (Ia. 13, 14). Aocai-
AHMK peHoMeHa OiomoaiTuky Mimeap @yko MaB pallilo, KOAU TAYMAauMB €IiCTeMiuyHy TpaHCchop-
Malilo iAeHTudiKaliiHOI CyTHOCTi €BpomeLiB Kpi3b IPU3MY iX iCTOPUYHOIO MEPEXOAY Bip XpuUC-
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TUSIHCBKOI iAel CaMOIIOKEPTBU B iM'sl AIOOOBI i CIIPaBEAAMBOCTI AO MOA€AI pallioHaAi30BaHOI aKTy-
aAizauii camocrti B npoueci popMyBaHHsI i pO3IIOBCIOAJKEHHSI €BPOIIENICHKOI iAEHTUYHOCT] 5K «IIe-
PMaHEHTHUII aHTPOIIOAOTI3M 3axiAHOI AyMKU» [9, p. 222]. ITpoTupiuys Lji€i «repMeHeBTUKY CaMo-
CTi», sIKi «CKAQAQIOTb OCHOBY CY0’€KTHOCTi SIK KOpE€HsI MO3UTUBHOIO fI», BiH BBa)KaB 3a «OAHY 3
HAOIABIIMX TpoOAeM 3aXxiAHOI KyAbTYpm» [9, p.222], mpobaem, 5Ky CydYacCHi aHAAITUKY,
pPO3B’SI3yIOTb B AYCi PYXy iHAUTEHi3My SIK A€KOAOHi3allii €BPONOLEHTPUYHOTO HAPATUBY MOAEP-
HOI/KOAOHIaABHOI CBITOBOI cuctemy, yepes sikuit B XX, a Tenep i B XXI croairTi BipOyaach 6esxa-
ABHA AO AIOAe€N i pupoay BiitHa [19]. B ypomy KoHTeKCTi YKpaiHa, 3aBASIKM T€OKYABTYPHiil 0CO0-
AVIBOCTi po3TalyBaHHsI — Ha 110 3BepTaB yBary Cemyea I'anTunrrox (Samuel Huntington), — Bxxe
SIK YOTUPHU CTOAITTSI Ma€ MOABIVIHY CKAQAHICTb IPOTUCTOSIHHA iIMIIEPCbKUM IaH-1A€OAOTISIM: HIOBi-
HicTUYHOMY «pycckomy mupy» CXOAY Ta, 3a BUCAOBOM BoaTepa MiHIT0AO, BUKPUBAEHOMY «T€M-
HOMY 00Ky BippoaskeHHs1» 3axoay. B 000x Bummaakax «(IIoCT)KOAOHIaABHOMY elicTeMiYHOMY anap-
TeiAy» YKpaiHLli IPOTUCTABASIOTD €IiCTeMY yCBiAOMAEHOI caMo-ipeHTudikaii, o 3apas maHidec-
Tye cebe yepe3 BilICbKOBE MPOTUCTOSIHHS POCIICBKOMY OKYIIaHTY Ta aKTyaAi3allilo KyAbTYpOTBOP-
YUX TPAAMLiN B MUCTELTBi, Ae TIepEOCMUCAEHA i B3sATa Ha apT-030pOEHHS TUCSIYOAITHSA icTOpist
$bopMyBaHHSI POMAHTM30BAHO-TIOETUYHOIO CBITOTASIAY Haljil. YKpaiHCbKi MMTL{, IepeXuBaryuu
BeChb TsATap BilfHM pa3oM i3 HapOAOM, BiAA3EPKAAIOIOTb TAMOMHHY €K3MCTEHLII0 CBITOCIPUITHSITTS
(Ia. 2, 3, 8), Ae icTopyyHO 3aKapOoBaHa TUIIOBA YKpaiHChKa SKICTb «cepadizMy», a caMe: HIaHOOAM-
Be CTaBAEHHS AO CaKpaAbHOI TAEMHMILI )KUTTS i3 MOKIpAUBICTIO iepep borom noeaHaHi 3 BoAeAto-
OHOI0 BOMOBHMYICTIO KO3aKiB, sIKi XOpPOOPO OOPOHSTH CYBEPEHHICTb KOPAOHIB CBOEI 3eMAi, Ta Ha
)KaAb, 0araTo MUTLIB I'MHYTb Ha (PpOHTI, cepep HMX — MaiicTep 6AaTAABHOIO >KMBOIUCY ApTem
Aszapos (Ia. 11). Ha AymMKy ykpaiHCcbKOro nucbMeHHMKa i AiTeparyposHaBus Ocrana ['puias, ayxo-
BUII apUCTOKPATU3M YKPaiHCBKOro cepadisamMy AOTMYHUI «CBITOTASIAY XPECTOHOCLB, IO MAYTH
caipamu Xpucra ta xpuctusHcrBa» [20, p. 1719]. Taki cami cAoBa BUIOAOLIYE NapaMeAVKUHS
IOaia «Tanpa» ITaeBcbka, sIKa BpATYBaAa Ha BiliHI COTHI XXUTTiB: «Mos CIMHA THETbCS AMILIE HaA
nopaHeHuMu i nepea I'ocopoMm. <...> AreicTiB Ha “Hyai” 51 He 3ycTpivaaa, >xopHOTrO» [15]. B emi-
CTEMOAOTIYHOMY KYABTYpHO-MucTelbkomy po3pusi (de-linking of epistemology) pazom 3 pyxom
oropy arpecii, pa3oM 3 IPOTUCTOSIHHAM 0alIAY>KOCTi eCTeTUKM raobaaisalyii, 3pocTaHHAM Milli py-
Xy iHAureHi3aMy, HiOM y pO3pMBi IOCTYIOBOCTi, HAPOAXKYETHCSI HOBE MUCAEHHS, AOTUYHE CaMo-
inenTudikaninHoi Korxiuii cyBepeHHoi Haujil. Harii, cBo60AY sIKOI MAiu-0-mAiY 3 YOAOBiKamMu B Aa-
Bax 3CY saxmmanoTb XiHk1. Hamaaku amazoHok IIpuuopHomop’s i bopucdena HuHI BUKOHYIOTD
¢byHKUiI0 XpaHuUTeAbKM yKpaiHcTBa OpaHTH, Mo3aiunmit 06pa3 sxoi 3 XI CTOAITTS mpuxpauiae
xpam Codii Kuicbkoi, nmpo o mipkye AaHa BirkoBcbka (IA. 4).

Merta pocAipKeHHsI. MeToo CTaTTi € PO3raAsip KiAbKOX KPUTUYHMX aCIIeKTiB, a came: a) AO-
CAiAMTY (aKT IPOTUCTOSIHHSA HalliOHAABHOI apT-emnicTeMy YKpaiHy iMIIepCbKOMY HapaTUBY «pycc-
K020 Mupa», W0 MPOTATOM CTOAITh 3HMIIYE iA€HTUYHICTb YKPaiHCTBA; 0) PO3TASIHYTU CIIOHTQHHY
aKTMBi3al|il0 B yMOBaX BillHM I'eHETMYHOI IaM SATi YKpaiHCTBa sIK IPOSIB iHAUT€Hi3My, KOT€pEeHTHMIA
«KpPUTUYHOMY KOCMOIIOAITM3MY», L0 30arayye apT-ysBY apXeTUIIAABHMMMU Bi3isIMM CyTHiCHOTO
KOPAOLIEHTPU3MY SIK eMIIaTillHO-POMaHTUYHOI eK3MCTEHLi€I0 Hallil; B) AOBECTU BaXXAMBICTb KpU-
TUYHOI KOPeKLil perpeCcBHYX MTATEPHIB €CTETUKY IAOOAAIZMY B €BOAIOLIIITHOMY pYCi apT-emicreMu
YKpaiHy, 110 B CTAaTyCi KAHAMAQTA ITparHe YAe€HCTBa Y €BpOCOI03i.

Bukaap ocHOBHOro Marepiaay.

HanioHaAbHa apT-emicTema versus iMIepCbKUl «pPYCCKUIl Mup». 3 pO3B’sI3aHHSIM POCili-
CbKO-YKpalHCbKOI BillHM B YKpaiHi BUMHUKA€ IHTEpeC AO iCTOPUYHMX apryMEHTIB T€OKYAbBTYPHOIL
OKPEMILIHOCTI ABOX CYCIAHIX HapOAIB, ap>Xe pOCISsHM 3a 4aC CBOIO iMIIEpCHKOIO iCHYBaHHs IIpU-
BAAQCHMAM He AMIIe Ha3BY KpaiHU, a 11 iCTOPIIO Ta KYAbTYPY YKPAIHLiB, AKMX MOBCAKYAC HAMATAIOTh-
cs1 3HMIIUTU. TOMY AOCAIA’KEHHS Ha KIITAAT TOTO, 110 3poouB OaexkcaHAp [1aAiit, € HUHI cycriAbBHO
3aTpeOyBaHuMu. [TpocTexyoun pisHe AIHIBO-eTHiYHe IIOXOAYKEHHSI ABOX HapOAIB, aBTOpP HaroAo-
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LIy€ BUCOKY KyAbTYPHY OCBIYEHICTb BiA AABHIX 4YaciB YKpalHCbKOI BAAAM i IepeciuHuX yKpaiHLiB,
110 BPa)KaAO €BPONEVICbKMX MaHAPIBHUKIB pu nopiBHAHI KuiBcbkoi Pyci Ta MockoBii, TuM naye
[0 «BIIEpIle yKpaiHcbKa MoBa Oyaa ApykoBaHa B 1490 poui, He3abapoM ImicAst TOTo, SIK OyAO BU-
HalIA€HO KHUTOAPYKYBaHH:. ¥ nepuiint noAoBuHI XVII cTOAITTA B YKpaiHi APYKyBaAU COTHI KHU-
XOK, TOAl sIK y MockBi aniite pexiabka» [21, p. 303]. B Toi1 yac, 3ayBakyBaB MuUTeLb i KpUTHK IBaH
KeiBan (Ivan Keywan), ykpaiHCbke MUCTELTBO OyAO HAalOAVDKYE AO 3aXiAHOEBPOIENCHKOIO:
«YKpaiHCbKe POKOKO HailbiAbILI CrTOpiAHEHE 3 3aXiAHbOEBPOTIEIICbKIM, 2 1€ CBIAYUTH PO AYXOBHE
30AVDKeHHs 3 3aXipHuMMM KpaiHamu EBpomnu it mpo 0AM3bKi KOHTAaKTM HALIMX MUCTLIB 3 HUMU. Bo-
HO TaKOX IIAKPECAIOE Pi3HMII0O MDK AYXOBHICTIO YKpaiHM 1 AyXoBHicTio MockoBuuHu» [14,
p. 22], opHak Bxe HanpukiHui XVIII croaitTs «3 YKpaiHM OKyIaHTU CTSATHYAM BCi TBOPYi CUAU B
MockoBiuHy, a YKpaiHy 00epHYAU B TAYXY MpoBiHLi0» [14, p. 23]. BriMm, icTOpist CTOCYHKIB ABOX
KpaiH AOBEAQ, LII0 «He Ma€ 3HaU€HHsI, HACKiAbKYM 0araTolo, MOTYTHBOIO UM MACTYITHOIO € SIKach CU-
AQ, 1I51 CMAQ He 3AaTHA 3pO0UTH MpaBAY HempaBaoio» [17, p. 173].

Etben Baaibap (Etienne Balibar), Buctynaroun 2022 poxy Ha AOHAOHCHKiil AiTHIi mKOAL 3
kputuyHoi Teopii (London Summer School of Critical Theory 2022), npurasas Biaomy Te3y Kapaa
¢don Kaaysesitua (Carl von Clausewitz) mpo BiitHy sK iHiy GpopMy MPOAOBXKEHHS MOAITUKY, TIA-
KpecAuBIIM 1i GaraToMipHiCTh, 30KpeMa, B Cy0'€KTMBHUX KOTHILifIX, i HAarOAOCHBIIN, 1[0 YMHHY
BillHYy 32 HE3aAEXKHICTb YKPAaIHCBKOI Hallil, — AKY pOCiliCbKa iMIIepis BIAMOBASIETbCA CIIPUIMATH K
TaKy, — MAa€MO IOPiBHIOBATM i3 aHTU-iMIIepiaAiCTUYHMMM BU3BOAbBHMMU BillHaMu XX CTOAITTSL.
CporopHi YkpaiHa (pakTUUHO 3aBePILYE CTOAITHIO BilfHY, SIKY PO3MIOYaAM OiABLIOBUKY MPOTU YKpa-
iHcpkoi HapopHoi PecniyOaiky y 1917-1921 pokax. I xo4a xapaxTep BillHU 3aA€XUTDb «Bip yiserl ii
YYaCHMKIB, BiH BU3HAYAETbCA He TaK IXHIMU HAMipamu, K MOAITUYHOK CTPYKTYPOIO IXHIX KOAEK-
TUBHUX IHCTUTYLiN (3a3BMyall Hauill) Ta iCTOPUYHUMY yMOBaMY, y SIKUX Ui iHCTUTYLl ONVHUAY-
csi»; oTKe: «BiitHa B YKpaiHi mipiliMae nuTaHHA CBiTOBOTro MacuITaly 11 BIAMBAaTMMe Ha HAC Lie AO-
BIO: Ha Hallle TellepilllHE, KOAEKTVBHe MailOyTHE, Miclle y CBiTi. Y 111 BiliHi MM He BiACTOpPOHEHI un
HEeNTPaAbHI CIIoCTepirayi, MM — Il yJaCHUKMY, i pe3yAbTaT 3aAe€KaTuMe BiA HAlIMX AYMOK Ta BUMH-
KiB» [6]. Ao peui, ETben baribap MOMMAKOBO HacCAipye pOCIICBKMII HapaTUB NMpO YKpaiHy sIK
«OKpaiHy», NOMMASAIOUMCb B TAYMauyeHHi camoHa3Bu. HacmpaBai Ykpaina Ak «Kpaina-Pycsk-
CyBepeHHe KHs3iBCTBO» OyAa 3rapaHa B ImariiBcbkomy aitommci 1187 poxy 1e A0 nosiBu Mocko-
Bii, KOAU TIOHSTTS «OKpaiHa» B LIEPKOBHOCAOB SIHChKill MOBi B3araAi He iCHyBaAo, X04 01 sIK pocisi-
HU He IparHyAu 6aumty YKpaiHy BaacHow mnepudepieto. baribap BBarkae PeBoaronito IipHOCTI
2014 poKy «A€MOKpPAaTMYHMM BMHAXOAOM» MallpaHy, YIIYCKAlOul AABHi AiTomucHi ¢axTy, mo Ao-
BOASITB: YKpPalHCbKe HapOAOBAAAASL i AEP)KaBHICTb Mae TUCSYOAITHE KopiHHs. Ckipo-capmaTchki
Mpalypy, MOBY SIKMX YCIIAAKYBaAM yKpaiHLli, sIK BPellTi i 3alopi3bKi KO3aKu, AOTPUMYBAAUCH Ae-
MoKpaTuuHux npuHiumniB. Heaapma y XIV cToAITTi rpoMaasiHy 6araTbox YKpalHCbKMX MICT mpu-
€AHAAUCS AO XapTil caMOBpsIAYBaHHsI 3a MaraeOyp3bpkuM mpaBoM, 30Kpema AbBiB, Kam'siHelb-
[Toaiabcbkuit, Aypbk, KuiB. OpHi€ro 3 nepiuix eBponencbKux KOHCTUTYLi OyAa yKpaiHcbKa KoH-
crutyuis Iluanna Opauka 1710 poky, yKAapeHa AaTMHOWO (CKopoueHa Ii Bepcis 30epiraerbcs B
HauionaapHomy apxiBi 1lIBewii) i crapoykpaiHCbKOI0 MOBOIO (BUKpPaAEHUI AOKYMEHT 3HAXOAUTHCS
B Pocilicbkomy pAep>kaBHOMY apxiBi AaBHix akTiB). 4 aunHs 2022 poky npem’ep-miHicTp Kopoaisc-
tBa llIBenis Marpasena Anpepcon (Magdalena Andersson) mip 4ac odiniitHoro Bisuty nopapysa-
Aa Kuesy komito aucrta 1711 poky Kapaa XII miBepcbkomy nocay B KOHCTaHTMHONOAIL, A€ HaKa3aHO
BM3HATY «CTATTIO PO BOAI YKpaiHM Ta BCiX KO3akiB, 1100 Bciit YkpaiHi i Bilicbky 3anoposbkomy
NP HUHIIIHBOMY NMOAKOBOALI0 [Tnaumy OpAMKy MOBEpHYTU AQBHIO CBOOOAY», HACTIABKY KOPOAB
OyB Bpa)keHMiT KO3aL[bKOI0 KOHCTUTYLIITHOIO AeMOKpaTi€io 3anopo3bkoi Ciui, 110 BOAiB, abu «1ieit
HapOA CTaB HE3aAEKHOIO AEP>KaBOIO i OiAbllle HIKOAY He MIAASITaB IIOKOPi Yy 3aXMCTy Laps» [23].

IllaHa A0 icTopii KpaiHM Ta BIIEBHEHICTb B IlepeMO3i 3aAMIIAIOTbCS NMPIOPUTETHOIO TEMOIO
YKpaiHCbKMX MMTLiB. Hampukaaa, HalaAoOK Ko3akiB 3 AoHeuunHu B’syecaas I'ytups, axomy mo-
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I[aCTMAO HAIMPUKIHI[i YepBHS BUIXaTH 3 OKYIIOBAaHUX TEPUTOPIil, aOU TPOAOBXKUTY HAOAMKATY Tie-
peMory CTBOPEHHSIM >XMBOMUCHOI cepii «Year Z0ZZ» Ta LIMKAAMU CKYABIITYp, Yepe3 fAKi 3 MiACBi-
AOMOCTi MUTLISI AO CYYaCHUKIB ITPOMOBAsIE CKipcbKe MUHYAe YKpaiHu. ['yTupsi roBoputb: yac He
Ma€ PO3IOAIAY Ha MOCAIAOBHI a3y, e yMOBHICTh, 60 yac € LiAicHUM, i 3apa3 B KO)KHOMY >KMBeE Ta
YMHUTH OMip AaBHill cKi, BiH >Xe Ko3ak-XpucTusiHMH. Koau mip yac Oepe3HeBUX 0OCTpiAiB Mu 3
['yTupeio po3MOBASIAM y CKaliIi, 10ro 00AMYYS Kpi3b Hi4 MIACBiYyBaB BOrOHb BOPOXKOI apTuaAepii,
Ljell BOTHSIHUI KOAIp AIOTi i 60Al 32 3eMAIO TIPeAKIB 3apa3 AEMOHCTPYE 10T0 eMOL[iTHUI KUBOTINC
cepii, Ae K03aLbKO-CKipchKkuit Ayx nepemarae Bopora (Ia. 7); Ta BoAHOYAC MUTeLb, CKyYUBILN 3
OHYKOM, CTBOPIOE B Tpaauilisix cepadismy aipmanuit peabed «Mocum» (Ia. 15), mpoaoBxyoun 6i6-
AilIHY TeMy, Ty4HO 3asiBAeHy 2018 poKy «aloCTOABCHKOIO» BUCTaBKOWO «ABaHapLATb» B Mapiy-
MOAbCbKOMY XyAO>KHbOMY My3el imeHi A. 1. KyiHAXi, AAKuit 3pyiiHyBaAM pOCilICbKi OKYMaHTH.

Etben baaibap BMCAOBAIOE AOBOAI IOLIMIPEHY AYMKY, SIKY TaKOX MoAiasie EHH Ena6om (Anne
Applebaum), mmpo Te, 10 yKpaiHCbKa Haljisl CIIAQUy€ BUCOKY LiiHy CBiAOMe 3A00YTTs B TOPHUAI Biit-
Hi BAaCHOro cyBepeHiTeTy. HayKkoBelb poOUTDb MpaBUABHI BUCHOBKM IIOIIPY Te, ILJO HE BOAOAIE TO-
BHOIO iCTOPUYHOIO iH($OpMalli€o Ipo NpUYMHY BiliHU. BiH HEAOOLiHIOE TeHeTMYHUI KOA YKPAIHCT-
Ba, 0OMEXYI0UM iA€HTUYHICTD MOBOIO, 32 AMILIAIOYM 32 AY>KKAMU TAMOOKO iA€aAiCTUYHUI CBITOTASIA
KaHTiBCbKO-TEI'€AIBCBKOTO CKAAAY, Ha TAl AKOI aHTU-LMBiAi3alliliHe AUKYHCTBO POCIMCBKUX «QHA-
podariB», sIK Ha3UBaAU MPeAKiB MOCKOBUTIB ['epoAoT i AmiaH MaplieAiH, BUTASIAQ€ a0COAIOTHOO
MPOTUMAEXHICTIO YKpaiHChKMX HalaAKiB KHspKoi KuiBcbkoi Pyci. Cepadism crioHykae yKpaiHCbKUX
MUTLIiB HVHI IOBEPTATUCA AO IeI'eAbsIHCbKOI €CTeTUYHOI OLIiHKY apT-BUCAOBY.

HoBiTH# icTOpis yKpaiHChKOI KYABTYPH i MUCTELITBA 3a3HaAa TSKKMX HACAIAKIB BUKOPiHEHHA
Hal[iOHaABHOI ipeHTHiKalil, 1110 3amOoAisSB OiABLIOBU3M, a TIepeA TUM POCIIChKMIT LIapaT, sIKi HU-
VAV TIPABO YKPAiHLIiB Ha CyBepeHiTeT, MOBY i KyAbTYpYy, HATOMICTb HAaCaAXyl0uM pycrdikaliiio.
Toal ckpi3b BCTAaHOBAIOBaAM IaM SITHUKU POCIICBKUM KYABTYPHUM Aisi4aM Ta MOAiTMKaM, ix ime-
HaMl Ha3MBaAM YKPaiHCbKi MiCTa i ByAulli, BCyneped iCTOPMYHIN TONOHIMIL; pOCiliCbKa Iporara-
HAQ IepenucyBaAa iCTOpilo YKpaiHy, IPUXOBYIOUM IIPABAY PO TepoiB BU3BOABHUX PYXiB MUHYAO-
ro, Ae cnpabxHi natpiotu YHP, ax-otr Cumon Iletaropa, Crenan banaepa, €sren Konosaaenp,
SIKMX OiABLIOBMKM 3AOYMHHO BOVIAM Ta HapeKAU Oyp)KyasHUMMM HaljiOHaAicTamu-3papHMKamu. 3a
PAASIHCHKHMX 4acCiB BCi MUCTELIbKi TBOpM MaAM AICTAaTU AO3BiA XYAOXKHBOI PaAl Ha MPaBO OYTU eKC-
MOHOBAHMMY, i 6araTbOX MUTLIB BBOKAAU AVICUAEHTAMHU, SIKIIIO Ti HE BIAIOBiAaAM HOpMaM collia-
AICTMYHOIO peaai3My Ta ipeoaoril nmaprii. KopoTki yacu XpyIioBCbKOI BIAAUTY AO3BOAMAM IOBEP-
HYTU B MUCTELTBO AiPMKO-POMAaHTUYHE CBITOCIPUIHATTS, IPUTAMAaHHE YKPAIHCbKOMY CBITOTASAY,
Ta AMlle 3 MaAiHHAM BepaiHcbKoro Mypy HacTas Iepiop CHpPaB)KHbOIO BiAPOAXKEHHSI KYABTYPH i
MUCTELTBA, KOAU peabiAiTyBaAu UMCAEHHI iMeHa perpecoBaHMX Ais4iB i HacTaaa Aoba He3aAe€KHO-
IO KYAbTYPOTBOPEHH:, Ha SIKY Y€KaAa Alacriopa, 3aleBHAKYM CBIT «IIPO HEBMMPYILICTb YKPaiHCh-
KOro 00pasoTBOPYOTo MUCTELTBA, 110 BKiHLII Taku 3aTpiyMdye — TOAL, KoAM YKpaiHa cKuHe 3 cebe
MOCKOBCbKi KallAQHU», apKe «TBOpYA MOTEHLsl HaLIMX MUCTLIB BMHATKOBO CHAbHA M >KMBYuA.
YKpalHCbKi MUCTLIi AQAY KOAOCAABHUM BKAAA He TIABKU B PiAHE MUCTELTBO, aA€ TAKOX y MUCTEL]-
TBO CBiTOBe» [14, p. 113].

YKpaiHlli HaMaraloTbCs BU3HAYUTUCA Y IUTAHHI «AIK BUMTHU 3 Lii€l iMIepCcbKOl KOAOHIaAbHOI
CUCTeMU OpraHisallii >KUTTsI, eKOHOMIKM, CYCIIAbCTBa», 0COOAMBO TiA 4ac BintHu. HeBumapkoBo
iMIepcbKa MpomnaraHAQ POCIICbKOI BAAAV AO3BOAMAA MUTLIAM QAQNTYBAaTU 3aXiAHY ITOCTMOAEPHI-
CTCBKY «ITapapAuUrMy 0e3 rmapapurmm», 60 Bbayasa CopiAHeHiCTb iMIepChKOi MaH-ipel EBPOIOLIEH-
TPU3MYy 3 KOHLEMNLIi€I0 «MyAbTUKYABTYPHOCTI», 1[0 AekaapyBaB CPCP 1970-x pokiB Ha mpaBax
(beifKoBOI CIIABHOTY «PAASTHCHKUI HAPOA», HiOUM TUIIOBOI AASI TTEpeXiAHOTO eTamy Bip das3u po3Bu-
HEHOTO COL[IaAi3My AO KOMYHIi3My, 4epe3 L0 Cy4acCHi IIPOEKTY MAAM YCIIX CepeA aAelTiB BidyaAb-
Hux npakTuk PO (mipTpumyBaHi B YKpaiHM aX A0 IOYaTKy rapsyoi ¢asu BiitHu 24 arotoro 2022
POKY). AOCAIAXKYI0UM PMXOBaHi MeXaHi3MU M>KHAPOAHOTO €KOHOMIYHOTO, a 32 HUM i iHTeAeKTya-
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ABHOTO iMITlepiaAi3my, 10 BUSIBAsIE ceDe SIK 3BMYAHUII KOAOHiaAisM Bip yaciB TIpocBiTHMLTBA,
Xaitda Aabdansaa (Haifa Alfaisal) Bia3Hauae: moummpeHa cBiTOM AOMiHaHTHA 3aXiAHa €iCTEMOAO-
ris 3aBASIYY€E 3aXiAHOEBPOIENMCHKIN TPaAULil, 1[0 BIAOKPEMAIOE €IiCTEMOAOril0 KOPIHHOTO Hace-
A€HHA BiA NMOCTKOAOHIAABHOI €IiCTEMOAOTiI, a TaKOXX MO3MLIOHY€E SK HAMKpallli 3HAaHHA 1 AOCBIA
KYABTYPHO-MMUCTELbKMX IMPAKTUK 32 AATOPUTMOM IMPOCBITHULIBKOTO HAayKOBOTO IIPOIpecy, AO PiB-
HsI SIKOTO MAIOTh IIATSATYBaTHCS perioHaAbHI 3HaHHA i TpapuLil. AOCAIAHMIIS 3ayBaKye: abu mobo-
pPOTU MapriHaAisailifo MiCI[eBUX emMiCTEMOAOTIi1, HeoOXiAHa KpUTUYHA camopedAeKCist IOAO iHTe-
AEKTYaABHOTO AOCBiAY, ap’ke TAoDaAi3aliiliHi Mpoljecu MacKYIOThb TEHAEHLIO ITiA YHiBEpCaAbHUN
T€OKYABTYPHUII AOCBIiA, TOX KpalHM HACAIAYIOTb KOAOHIAABHO-IMIIEPCBKMI HAapaTUB, BBAXKAKOYU
J10TO CUMBOAOM iCTMHHOI MOAepHOCTH [2]. Lleit HapaTuB A03BOAsIE CbOTOAHI OKymantam PO 3 mo-
3MLII CMAM BUIIPAaBAOBYBATU XXOPCTOKICTb, MapPOAEPCTBO, i TaK CaMoO, AK 3€pPHO 4! iHIIY IIPOAOBO-
AbYY Ta NMPOMUCAOBY NPOAYKLiI0, BUKPaAaTu 3 My3eiB YKpaiHM MUCTeLbKi LiepeBpU, HUIIUTU B
YKpalHChKMX CTernax cKipCbKi KypraHu, HalIBUAKYPYY BapBapChKM PO3KOIYIOUM 30A0Ti apTedaxTu.
KuanmoBum 60MOYBaHHSIM POCIfICbKMIT arpecop LMHIYHO 3BiABHSIE TEPUTOPIIO BiA YChOTO >KMBOTO:
BiA AIOA€V], AOMIBOK, KYABTYpHOTO OyTTs. 30KpeMa, y Mapiymnoai Bia o06CTpiAiB 3aruHyau Oe3uiHHi
MO3aiK BUAATHOI MUCTKUHi-AMcHpAeHTKH AAaau Topcebkoi, siky 1970 poxy B6uAau opranu KAD 3a
cBipomy yKpaiHceKy nosutito [3]. (Ia. 17). Tak camo npoTsirom 1930-X pocisiHM 3HULLMAK HalTaAa-
HOBUTILly MUCTELIbKY €AiTy YKpaiHu. HuHIlIHA BiliHa MAIITOBXHYAAQ periOHaAbHY BAaAy YKpaiHu
3MIHMTU yCi pPaAsIHCBKi Ha3BM BYAULb MicT. AGM 1HO30YyTHUCS BIAMBY «MSIKOI CUAM» KpaiHM-
TEPOPUCTA, AEMOHTYBAAU AOCi He 3PYMHOBaHi NMaM SITHUKM AeHiHy, mapTiiHuM QyHKLioHepaMm,
IPOIaraHAMCTCbKi MOHYMEHTU Ha 4eCTb M03ipHOI «APY>KOM HapOAiB», LIJ0 AMILIEe HECAQ TIPUHIKEH-
Hs, TOAOAOMOD, BOMBCTBA, AeropTaLiii.

CbOropHi YKpaiHChbKi MUTIIi MOTY>KHO IpPALIOI0Th Ha I€PEeMOTry, YCBIAOMAIOIOUYM Ba)KAUBICTD
30epe>keHHsT HalliOHAABHOI KyAbBTYPU MUCA€HHS, EMIIATITHOTO CBiTOOau€eHHs, BOHM CYMAIHHO ¢iK-
CyI0Tb 00pasy BillHU, AOKYMEHTYIOTb 3AOUMHU MPOTU YKPAIHCBKOTO HApOAY, CXMASIIOUKCDH IIEpeA
nmopBuramu BosikiB 3CY, BOAOHTEPIB i AiKapiB, 10 BIAAQIOTb KUTTS 3aAAsl 30epeskeHHsT YKpaiHu
BiABHOIO CYBEPEHHOIO AepyKaBor. MUTIIi CBIAOMO CIMpalOThCsl Ha AaBHI 00pa3oTBOpYi TpaAMLiii,
Ha MilLIHMI aKaAeMiuyHMI BUIIKIA M IIVPOKUI AOCBiA 0araTbox Cyd4aCHUX CTMAIB, TOCUAIOIOYHM T1O-
3uLil aBBTOHOMHOT'O MUCTEeLITBa. 30KpeMa, GaxiBUMHS 3 TPAAULIIIHMX BUTMHAHOK Aap’st AAbOIIKi-
Ha, IPE3EHTYI0YM TIePCOHAABHI BUCTABKM B KYABTYPHUX LieHTpax Bapurasu, Kpakosa i ['paHchbKa,
HaroAOIIIYE, 1II0 MUCTELTBO BUTMHAHKM € YHIKAABHMM HalliOHAABHUM (OPMOBMCAOBOM, AOTMYHUM
AO CUMBOAIKM CaKpaAbHUX 3HaHb i BipyBaHb BiA AOICTOpMYHMX YaciB, sIKi OyAM TOEAHAHI 3 AOCHT-
HEHHSM HAyKOBOI i IPOMUCAOBOL PEBOAIOLIiN, KOAY MaIip BUTOTOBASIAU BXKe Y IPOMUCAOBUX Mac-
mrabax i mmasepy BUKOPMCTOBYBAANCD SIK OCHOBA AASI BUPi3yBaHHS BUTMHAHKMU. BuTuHaHKa mpa-
BMAQ 3a OKpacy i obepir, a oOpa3 >KiHKM SIK OepervHi poAy pasoMm i3 CaKpaAbHMMU IITaxa-
MM/TBapyHaMM BBa)KaBCA MOTY>KHUM 3aXMCTOM Bip 3Aa. MuctkuHs npurapye: «Ha Iloaiaai, ae g
3pOCTaAa, KOXXYTh TaK: “sIK y XaTi BUTMHAHKA, TO i1 AOOpPO CTOITh Ha raHKy ». lllonpaBaa, Lie He 3a-
XMICTUAO POAMHY Aap’i Bip BilfHM, BOHA MycCHAa PSITYBaTHu Aitelr, nepeixasumm 3i AbBoBa y IToabmy,
A€ TIPOAOBXMAA aKTUBHY TBOpYY AisiabHIiCTB (IA. 9). Toxx moku #Ae BiitHa, A. AabouikiHa Ta iHI
MUTL]i TPALIOI0Th, IEPEAAIOYY TBOPU Ha OAAroAilHi ayKijioHM Ta BUCTaBKU-TIpOA@Xi. Aap’st Hapa-
AQ, HaIIpUKAaA, AAs raaepel Wadstrom Tonnheim Gallery B icnancpkomy micti Map0eabst yotupu
BEAMKUX BUTUMHAHKMY, IPOMLIi Bip MPOAQKY SIKMX IMIIIAYM HAa AIKyBaHHA IOPAaHEHMX YKpAlHLiB, AKUM
noTpiOHi cucTeMu ocTeodikcariii.

Etben baaibap cipaBepAMBO 3BepTa€ yBary Ha mapapOKC: Hallil, sIKi parHyThb 30eperTu cyBe-
PEHITeT y IPOTUCTOSIHHI iMIIepii-arpecopy, *XapalTh YBIITU AO COI03Y 3 MOTYTHIMM AeprKaBaMy,
SIKi T€X IIeBHOIO MipOX0 OOMEXXYIOTb IX CAMOCTIlHICTb. YKpaiHa 3MOXe 3aXMCTUTHCS caMe y COI03i 3
€C i HATO, nonpu Bci Bapu CUCTeM, AOTUYHUX AO NPOIMIIEPCbKUX HapaTuBiB. B aprT-emicTemi

15



ARTISTIC RECEPTION OF WAR

yKpalHCTBa TpUBa€ TpaHCPopMallisi, KOAU MPEBAAIOE HE AM3AMHI30BaHMI KOHLENT, a eMIaTisl BU-
CAOBY.

B curyauii crpecy MuTLi 3BepTalOTBCS AO TUX CTMABOBMX MUCTELIbKMX 3aCO0iB, 1[0 3AATHI
AQAEKBATHO IepeAaTy BCI0 CHUAY €MOLIIHOTO HAINPY)KeHHs AIOAVIHM, B >KUTTS KOl BTOPICS OKY-
MAHT-TEPOPUCT, IPUHOCIYM CMePTh, OiAb i HecKiHUeHHI BTpaTtu AAsl Beiel kpainn. Tsokkumit meuxiv-
HUM TATap BiA HAAMIPHOIO NePEXMBAHHA 3A04YMHIB IIPOTU AIOASAHOCTI CIIOHYKaB YYTAUBUX MUTLIB
BUIIAECKYBATy LIOKYIOUi BPQXXEHHs Y TBOPY, aby 3HANTU 3LiA€HHS IOpaHEHiN Ay, KaTapcuc i
OUMIIIEHHS BiA TOTO HECKIHYEHOTO IMOTOKY 3AQ, 1[0 € BUIPOOOBYBaHHAM AAS Bciei Hanjii. Yumaao
MUTLiB 3aTMHYAM B OKYyTallil, He AooueKaBcs 3BiAbHeHHs XepcoHa IOpik CrenaHsaH, ocTaHHi TBOpU
SIKOTO BPa)KalOTb KOHLleHTpoBaHUM OoAeM (Ia. 16). Mapiynoaenp OAekcaHAP AYK'STHOB, SIKOMY
MOILACTUAO BUOPATUCS 3 OKYyMalii i HamucaTu LUKA KapTuH rnpo micto-repoit (Ia. 13), araaye, mo
MiA Yac HEAIOACBKMX OOCTpPiAiB 3HEAOAEHI AIOAY, MepeOyBalouM y MiABaAaX, PUSUKYIOUU XUTTSAM
3aAAS TIOLIYKY BOAM 1 SIKOICh DKi, He BTpadaAu AIOACBHKOI TIAHOCTI, AOIIOMaral4dyu OAHe OAHOMY i
PaAllouM MPOCTUM pedyaM: AOLLY 3 BECEAKOIO, MAPTUHAM...

Pocilicbka BAapa TaKOXX MOSCHIOBAaAa PeTEAbHO CIIAQHOBAHMII HalaA Ha YKpaiHy IPOTUCTO-
SIHHSIM KOAOHiaAbHIN noaituli 3axopy i HATO. AAe cipaB)XHiM YMHHMKOM IIPOTUCTOSIHHS € BiA-
MiHHICTb y CyCIIABHOMY YCTPOI i OAITUYHIN CUCTeMi — A€MOKpATU4Hil i aBTopuTapHin. JKeprt-
BaMU BilfHU 3PEILUTOI0 CTAIOTh HE AMIIE YMCAEHHI Hallil, a 11 ekoAoris Bciei maaHeTu. ETbeH baaibap
CAYIIHO 3rapye Te3y bpyHo AatTypa, sIKMI1 BBaXKa€ pOCiliCbKO-YKPalHCbKY BillHY 3a HE3aA€XHICTb
YKpalHCbKOI Hallii Ta BiflHYy IPOTU NAaHETU 3eMAS SIK >)XMBOI CUCTEMM IOB’SI3aHUMMU MK C00010
eTanamMy riOpyMAHOTO HUIIEHHSI )XUTTS 5IK YHiKaAbHOTrO (peHoMeHa. PimenHs baaibap 6auntp y cBi-
TOBOMY IOPSIAKY, TOA€PAHTHOMY AO HE3aA€XHMX Hallill i HapoAiB, 00’€AHaHNX KOAEKTUBHOMO 0e3-
nekoio [6]. B ymoBax 3ampoBaasxeHoro micasi 1945 poky CBiTOBOro mopsipAKy, sikuit suuiiye PO, 1ie
BMMara€ po30yAOBY HOBOI 6€311eKOBOI apXiTeKTypu. MMCTeLTBO TaKOXX Ma€ IPOBECTY KOpPETryBaH-
HsI TAPAAUTM PO3BUTKY, HEBUIIAAKOBO A€AAAl yacTilile MUTLI TOBOPSATD: «fI 0a4MB, KYAU PyXa€TbCs
(i MpOAOBXY€E pyXaTHCsI) CBIT MUCTELTBY, i PO3yMilo, 110 L[/l HAMPSIMOK LIKOAUTb MUCTELTBY, a
OT>Xe 11 CyCIiABCTBY. <...> [IpoOaeMa, 5IK 3aBXXAM, 3AQETHCS Y BIAIIOBIAL Ha IUTaHHS: AASI YOTO MUC-
TELTBO?», i AKIIO TOAOBHE 3aBAQHHS MUCTELITBA IIOASITA€ Y PO3BOI BHYTPILIHbOI CYTHOCTI AIOAVHU
Ta 1l BUTOHYEHMX IOYYTTiB AASI yTBOPEHHSI LIMBiAI3aLIiIHOI BUCOKOAYXOBHOI KYABTYPU, TO CIPABAI:
«PapVKaAbHMII TOTEHLIIaA MUCTELTBA <...> IIOASITA€ B IOTO 3AATHOCTI apTUKYAIOBATU Ta BTIAIOBaTU
IIPOCTE 11 CKAAAHE; 1ie aHTUTe3a OYAb-5IKill GOPMi TOTAABHOTO AMCKYPCY, UM TO KalliTaAisMy, Heo-
Aibepaaismy, daimsmy, KOMyHi3My 4K peairiitHomy ¢daHatusmy» [12, pp. 160, 162]. Aae cTBep-
AKYBaTH, 1[0 «Lie He TOV BUITAAOK, KOAU HeoAibepaAbHi aMOiljil 3aTbMapOIOTh XYAOXKHI <...>, 0061-
ABi CTOPOHM He MOXXYTb OAHOYACHO MaTH patiito» [17, p. 173].

«KpuTU4HMI KOCMOMOAITH3M» TeHeTUYHOI mamM’ATi yKpaiHCTBa sIK omip iMmepchbKii
naH-ipei. Boatep MiHit0AO HasuBaB 3BiAbHEHMIT BijA iMIIepCbKUX NATepHIB MaH-ipeoAoril eBpo-
MEeNCbKNII HapaTUB «KPUTUYHMM KOCMOIIOAITM3MOM». Ilip 4ac pocCifiCbKO-YKpalHChKOI BillHM BiH
HaOyBa€ MOTY>XHOCTi cepeA B iHTEAEKTYaAbHOI eAiTy YKpaiHu. B neBHil1 Mipi Lie TakoXX peakuiist Ha
TPUBAAY HiBeALIi}0 KPUTUUYHOTO MUCAEHHS, Ky CIIOYaTKY HAaCaAKyBaAa PaAsIHCbKA BAAAQ, A MOTIM
eKcropryBaaAa nyTiHcbka P, 110 3pobuao i Ykpainy KOpoTK030pOI0. YKpaiHCTBO AOBIO He BBaXka-
AO, 1IJ0 «Hallla TOAOBHA NpobAeMa — 1ie Pocis. <...> | sKi1i0 Heto He L[iKaBUTUCB, SIKIIO HE PO3YMITU
Ha HaL[iOHAABHOMY piBHi MacuITab Liei mpobAemy, SKIO He HaMaraTucs 3amnobirTu Hacaipkam 3i-
TKHEHHS 3 Helo, BOHA 000B’13K0BO mpuiipe Ao Tebe. Ha Tankax. [ BO'e — sIKII[O TU He 3MOJXKell K-
HUTY OIip». AOM NMOKIHYMTM 3 TEPMETMYHICTIO CYCITiABHOI YSIBU i MUCA€HHS, Hallisl 3apa3 obupae
«abo 3eMAs1, Ha fAKil MM XXUBeMoO, Oyae npocto Tepurtopiero Pocinicbkoi Qepepauii, abo HaMm BAa-
CTBCS BIACTOSATM IPaBO YKpaiHCbKOTO HapOAY Ha CYBepeHITeT» Ta MOOYAYBATU iHILIY He3aAeXHY
KpaiHy, sIKa L[iKaBUTbCS YCiM CBiTOM, He 3a0yBalouM PO CXIAHOTO CyCipa «3 arpeCMBHUM HaCeA€H-
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HSIM, IMITIEPCBKUM CUHAPOMOM, IIAA€HOK aHAXPOHIYHOIO BAAAOI0, SIAEPHOK 30poe€io» [22]. Brim
TBOPYMI1 KOCMOIIOAITM3M YKpaiHLiB Mae crnielndiky cepadizmy.

BucraBku YKpaiHu BOEHHOTO 4Yacy IepeAyCiM NMpe3eHTYITh XUTTEAAHUI iAeaAi3sM MUCTe-
UbKMX 00pasiB, IPOHM3AHUI YiTKOI TPOMAASHCHKOIO MMO3ULI€I0 i3 TOTOBHICTIO BiACTOIOBaTH He3a-
A€XHICTb KpaiHu. MUTLi TOEAHYIOTD apXaiuHi cMMBOAYM TPUMiAAL i3 CTHMAICTMKOIO KO3alIbKUX TTa-
PCYH, SIK-OT oOpa3 Ko3aka Mamasi, cakpaAbHY XPUCTUSHCBKY ikoHorpaodito «IToxposa Boropoau-
ui», «Po3m’sarts», «IlokAapaHHS y TPYHY» TOILO i3 3ac006aMM MOAEPHICTCHKOTO CaMOBMpasy, Ae
0COOAVBOIO yBary KOPUCTYETbCSI €KCIIPECUBHO-YYyTTEBE (HPOPMOTBOPEHHS. 3aXiAHY €CTETMKY I'AO-
Oaaizalii, IKy MUTLIi B3sIAM Ha 030poeHH: Bip 1990-x pokiB sIK MaHidecTallilo BAACHOI €BPOIIEIICh-
KOi TIPUHAAEKHOCTI, CUMBOA BiAMEXYBaHHS BiA (GaABIIMBUX IIEAPOT «PYCCKO20 MUpa», Mip dac
aKTMBHOTO OOMOapAYBaHHsI YKpPaiHCBKMX MICT OyAo HiOMTO 3a0yTo: y 60MOOCXOBMINAX, Iip 4ac
eBaKyallii, y HOBUX AOKallisIX 32 KOPAOHOM YKpaiHlli 3BepHYAUCS AO TPAAULIITHMX 3aCO0iB €eMOLIili-
HOTO BMCAOBY 32 AOTIOMOTOI0 rpadiuHMX 3aMaAbOBOK PEaAbHUX MOAiN 4 OiOAiIHMX aAeropiit Ta
MICTMYHMX Bi3yaAisaliil HApOAHMX ASIABOK-MOTAHOK. (IA. 5, 20). AAe HM3Ka YKpalHCbKUX Bi3yaAb-
HVX MUTLIB IIPOAOBXXY€E BBa)XaTU Cy4acCHMII apT HeBiA'€MHOIO CKAQAOBOIO 3aXiAHOEBPOIENCHKUX
AEMOKpaTUYHUX LiiHHOCTel. Temnep, Koau YkpaiHa oTpumaAa oilliliHMil CTaTyC KaHAMAATA B YAe-
Hu €C, BOHM HATXHEHHO AAANTYIOTh €CTETUKY rAo0aAizallii, MpOAYKyoOUM (OpMaAbHi MPOEKTU
«TOTAaAbHOI AM3alHi3allii», iIHOAI AOBOAI YCHIllIHi, HANpMKAAA, MUCTeLbKUI MPOeKT OaeKcaHApa
HikiTeHka, mopanun Ha KoHKypc Bip BAYKAR, saxuit npoBoauB HallioHaAbHUIT TeXHOAOTIYHM
eHTp O3paemipa baipaxrapa. 3a3Buyai KOHTEeMIIOpPapHi MUTLi He YCBIAOMAIOIOTD, 1110, K Haro-
Aomrye Boatep MiHITOAO, «A@MOKPAaTUYHMI KalliTaAi3M — Lje OKCIOMOPOH — BiH A€MOKPAaTU4YHUM
AMILE AASI €AITH, SIKA KOHTPOAIOE CBiTOBY eKOHOMIKy» [18], penaikyroun (Ha TAi aKTMBHOTO 3aCTO-
CYBaHHsI B MUCTELTBI O€HUMapKiHIY) IMOCTPaASHCHKUII CMHAPOM CaMO-KOAOHi3alil iMIepchKoo
naH-ipeero eBpomoleHTpu3My. Lle HiBeAloe ycBipoMAeHY iAeHTHDiKalli0 GOPMOBUCAOBY, OCKIABKYU
BBa)KAETHCS, 110 TA0DAAI30BaHUN CBIiT (YHKLIIOHYE Y IOCT-€THIUHY epy, aAe apT-BUCAIB, SIK OYAb-
sIKa «MOBa <..> yepe3 emiCTEMOAOTiI0 KOHTPOAIOE Cy0 €KTHICTb», BIATTOBIAHO, raobaAi3aliist apT-
BJICAOBIB CTBOPIOE BHYTPIIIHIO IOPOXKHEYY, PYJHYIOUM CYTHICTb AtoAMHM i Hauil [18]. Lle cripusiao
Tomy, o PO posp’si3asa iMIepchbKy BillHy 3a TepUTOPil0, 3auuIleHy BiA OyAb-SKOTO HATSKy Ha
YKpalHCbKe, IIOBiHICTUYHO CIIOTBOPIOIOYM AEKOAOHIAABHY Te3y IIpO Te, IO 3eMASl He IAAATAE
npuBaTu3allii. Aae yKpaiHCTBO Bip apXaidyHMX yaciB TpPUMMAAOCSA CBOEI 3eMAi 3 LileHTpoM y Kuesi, 110
HaAa€e CUA omnopy 3arapOHmMkam. XX CTOAITTS — «lje TpariuHa icTopis, CllOBHEeHa 3MiH peXuMiB,
3HMILEHHS Ta BIAHOBAEHHS Halill, TEHOLMAIB i MacOBMX BOMBCTB, TOTAAITAPHUX MaHYBaHb», OT i
Ternep peLAMB KOAOHIaAbHMX aM0iuiit Pocii mepeTBOpMB poCiitcbKO-yKpaiHChKY BilfHY Ha FA0OaAi-
30BaHy riOpUAHY BillHY, AO SIKOI AOTUYHI Pi3Hi A€p>KaBU CBiTYy, 30KpeMa, Yepe3 «ApaMaTU4Hy Mepc-
MEKTUBY MPOAOBOABYOTO AediliUTy, SIKUIl 3arpoXKye HaceAeHHIO I'AobaabHOro ITiBAHS TOAOAOM»
[6]. YkpaiHa He pas TSDKKO MEPesKMBaAa HEAIOACBKY KOPCTOKICTb L[bOTO PENPECUBHOTO MeXaHi3My,
1110 MIOTO POCiSIHM A€TAaAbHO OIpaL[0BAAM IiA YacC MITYYHO BAQLITOBAHOTO TOAOAY B YKpaini 1921-
1923, 1932-1933, 1946—1947 pokiB. YKpaiHCTBO TPUMAETHCA « HaLiOHAABHOI EAHOCTI Ta aBTO-
HOMII, i LIefl AyX Ha3MBA€ETbCS “HAlLliOHAAI3MOM~ — {HIIOTO TepMiHy HEMae», BiH TOAEpYE iaero My-
ABTUIKYABTYPHOCTI, @ CBIiT Ma€ «IiATPUMATU OIip YKPaiHCbKOTO HaPOAY, SIKUI BEAETBCS B iM'sI He-
3aA€XHOCTI YKpalHChKOI Hallil, i He TOMY, 1110 HalliOHAAbHA HE3aAEXHICTb caMa € abCOAIOTHOIO LjiH-
HICTI0, @ TOMY, 10 BiAiOpaAM 110ro mpaBo Ha CAMOBM3HAYEHHS, TOMY, 1[0 BiH CTaB XEPTBOK 3A0-
YMHHOI BillHM y MacoBoMy MaciuTabi» [6]. Onip 3arap6HMUKY 3BiABHMB 3 MiACBIAOMOCTI MUTLB IO-
TY>)XHUII TEHETUYHMI KOA Hallii, KMl TOBOPUTb MOBOIO TPaAMLiiil, aKTUBYIOUM caMoipeHTHika-
LilHy cBipoMmicTb. LIto MOBY irHOpyBaB CyyacHMil apT, aAe Temnep i CBiAOMO NMOBEPHYAU, 60 LIbOTO
BMMArae€ 3araAbHa CIIpaBa IepeMOru Halil Hap BoporoM. TyT HeMae MicLs MiKAMCLMIIAIHAPHIN
«IIOCT-MeAIYMHOCTi» Bi3yaAbHUX MPaKTHK, IIPO 5Ki po3BakAuBo mnucaa Poszaaina Kpayc (Rosalind
Krauss). MuTLji iepe)XuAn >kax BiltHU i TeTlep MepeTBOPIOIOTH IOTO Ha KUTTECTBEPAHUIL [€IITAABT,
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00e330pOI0I0UM 3A0 3 AOITOMOTOI0 CBITAOTO CMYTKY i KOHTPOABOBAHOI AIOTi, HE AO3BOASIIOUM IOMY
pyViHyBaTu Aymly. Lle 3MiHIOE peaAbHICTb, i aBTOHOMHMI apT AIMICHO «CTaB Hilllel0 BCePeAVHI pea-
ABHOCTI»: «Te, 0 3apa3 MeAAAIOETbCA B aBBTOHOMHOMY MMCTELITBI, TaK Lie MOCTYASLis 10TO 5K AO-
CBiAY peaABHOCTI, KU1 € GYHAAMEHTAABHO YY>KOPiAHMM IIOAO TMaHiBHOI peaAbHOCTI. <..> OKpim
BUKOPMCTAHHS SIK IHCTpYMEHTAa, aBTOHOMHE MMCTELTBO BIAMOBASETBCS CTaBaTU IHCTPYMEHTOM
IPOTY BAACHMX iAIO3iM1, @ TAKOXX BIAMOBASIETBCS CTABATU MOAITUYHOIO CUAOIO, ITIATIOPSAKOBYBATH-
Cs1 YY)KOpiAHMM iHTepecaM Ta OyTU MpUEMHUM TOBapoM. [lopaoAaBIIM CaMOLIEH3YpY, apT MaB Ou
3MOT'Y MPUIIMHUTHU YYaCTh B €KOHOMIL|i TAOOaAi30BaHOTO CBITY MUCTELITBA, 0COOAUBO B iM'sl KpU-
TUYHUX MPAKTUK, MOAITUYHOI poO6OTH, a00 COLIiaAbHOI CIIpaBeAAUBOCTI, BiAMOBUBIINCH Bip CBOIX
MpeTeH3iil CTaTU NPOrPEeCUBHOIO COLIAAbHOIO CMAOK. [lepur 3a Bce 1ie AiATMe NPOTU BAAAU KYAD-
TYpU Ta KyAbTYpU BAaAW» [8, p. 86, 87]. BoueBuAb, HacTaB YaC MUCTELTBY He KOMMPCATUCS B Yaci
0e3 BAACTMBOCTEN! 3aAASI BTIA€HHS «CYTi THOTHHA cydacHOCTi» [7, c. 180], a 3rapaTy CIpaBXXHIO Me-
Ty TPAHCLIEHA€HTHOTO NPU3HAYEHHH, 1[0 AO3BOASIE PO3LUIMPUTU CBIAOMICTD 32 MeXi NPaKTUYHO-
KopucHOI GyHKLI, CArHyTU 3a 00pii paLioHaAi30BaHOI AYMKM B a0COAIOTHY ITIOBHOTY 4acy, abu paaAi
PO3BMBATU «IIOYYTTSI CAMUX MOYYTTiB», poOAsTuM HeMOXAuBe [7, c. 179]. B Haykpaumux TBOpax
YKpaiHL|iB 3apa3 AOMiHY€ He TeXHOKPAaTUYHMII HApAaTUB, «TOAIBHUILIS IPUKAAAHOIL COLIIOAOTII i IICcu-
xoaorii» [7, c. 180], a meTadisuuna apT-emicrema HaTOHLIMX 00pa3iB i 3MiCTiB, MO3asIK «MOTPiOHA
cB0OOAA B popMi BiabHOTO yacy» [7, c. 178], 106 ek3auCTeHLis MepeBUIMAQ YaC AO HECKIHUEHOCTI,
«TOAOBHE, I1]0 BTpayalouu (pallioHaAbHY) BM3HAYEHICTh, MUCTELTBO, HayKa i ¢irocodist nepesrTi-
AIOIOTBCSI OAHE B OAHOTO, B 1[OCh He3HaHe» [7, c. 178], Te, 1110 Ma€ MPOCTip AASL MAaHEBPYBaHHS y
BMMipax BiABHOTO 4acy, A€ BUHMKAIOTh 00pa3y, He IpuB’si3aHi Ao peidikanii. Toxx «BeAnke Maitoy-
THE MUCTELTBA i 100 HEBUYEPIAHOCTI 3aA€XKUTh BiA TOT0, HACKIABKUM AIOACTBO CBIAOMO Iepenpe
A0 iHIIOI1 popmu cycriabHOrO 6araTCcTBa, iHakie nmepeTBopeHa Gopma BapTOCTi 3aAYLIUTH 1Or0O»
[7, c. 181]. BiabHe MUCTELITBO 11032 YaCOM i IIPOCTOPOM, TOAL SIK contemporary art He € BiAbHUM, i
aneAsiLis Ao peHOMEHOAOTII pedi € MEpTBOHAPOAYKEHOIO KYABTYPIiHAYCTPI€l0.

Teopop ApopHo i Maxc ['opkraiiMep epeKOHAMBO AOBEAM, 1[0 KYAbTYPIHAYCTPisl MpuBAac-
HJAQ iA€aAM €KOHOMIYHOTO PO3BUTKY Ta CHOpMyBaAa AMCKYPC MOAEPHOCTI SIK CUMBOA CYCITiABHO-
ro PO3BUTKY 3 NPEBAAIOBaHHSAM pOAi Kamitaay. Ha saami Tucsuoaite Aprypo Eckobap (Arturo
Escobar) i BoaTep MiHI1OAO TeX MOSICHIOBAaAU, K Mapapurma raobaaizauii pyiHiBHUM 4YMHOM
BIIAMBA€ Ha KYABTYPY i PO3BUTOK KOPIHHMX HAapOAIB Ta Hallill, KOAUM PO3YMiHHs ipel PO3BUTKY B
IPOCBITHULIBKOMY 3Ha4yeHHi Iporpecy Hap'si3yeTbcsi ['aobaapHOMy IliBAHIO 3 60Ky ['AoGaabHOI
[TiBHOUi — 3 iMIIepChKMM NepeKOHAHHAM, HiOU caMe 3aXiAHi KYABTYPHI LIiHHOCTi po3B'sDKyTb yci ix
npobAeMH, AiKBIAYIOTb eKOHOMIUHY BiACTaAiCTb i OipHicTb. OCOOAMBICTD cuTyalii YKpaiHu MOAsI-
ra€ B TOMY, 1110 iCTOPMYHO NPEAKM YKPAIHLIB BiA aHTUYHUX YaCiB HAA€XAAU AO €BPOIEVICbKUX I'pe-
KO-PUMCBKUX AXKepeA LMBiAi3alil, )KUTTEAISIABHICTD SIKMX AOKAapAHO omucas ['epoport y IV Tomi
«IcTopii» sk meuikanuiB Ckidii, siki maHyBaAu MicL[eBUX i rpeLbKux 60riB, a cKipcbkux Lapis i my-
ApeLjiB eAAiHM NToBaXkaAl, PO3MOBiAQI0YM IIPO HUX B AiTonucax. Ictopis KuiBcbkoi Pyci me TicHimre
MOB’si3aHa 3 €BPOIOIO0 He AMIIIe Yepe3 YKAAAAHHS AMHACTMYHUX LIapChKUX COI03iB, a ITepeAyCiM 3a-
BASIKM KYABTYPHUM B3aeMMHaM i3 3axipHoio €Bpomolo, BisaHTielo, Takox Apabcbkum CxopoM,
MpMYOMY OCBiUeHICTb yKpaiHLiB Bpa)kaAa 4y>KMHLiB. TMM He MeHllle, IpUTaMaHHa YKPAaIHLAM rap-
MOHi3aList AOKTpUH ceplis i posymy ([puropiit CkoBopoaa), 1o Bip ITpocBiTHMIITBA CHHTE3Y€E KaH-
TiBCbKO-TeI'eAiBCbKMIT MeTadi3NIHNI CBITOTASIA 11 YYyTTEBO-EMITATilHy eK3MCTEHIIIIO SIK pUCY Halli-
OHAAbHOI CBIAOMOCTI, BiA MOYAaTKy TPETbOIO TUCAYOAITTA IOTEPIAE BiA MaHIYAATUBHOIO ITiapy
TPaHCHAL[iOHAABHOIO KaIliTaAy, 1[0 BUKPMBAIOE €MiCTeMy HalliOHAAbHUX apT-IIPaKTUK, IePEKOHY-
104 CYCITIABHY AYMKY Ha KOPUCTb 3aXiAHOLIEHTPUYHOIO apT-0i3Hecy. YHiBepcaaisalis pauioHaai-
30BaHOI TEXHOKYABTYPMU, SIKY CYCIIIABCTBY CIIO’KMBaHHs HaB's3aB MIKHapOAHMII OeHUYMapKiHI' B
€KOHOMIYHill i KyABTYPHO-MUCTELbKIl LjapyHaX, IePETBOPIOE HAlliOHAaAbHI OCOOAMBOCTi YKpaiHCh-
KOl iAEHTUYHOCTi Ha 0e3AMKMIT GOPMOBUCAIB TOTAABHOI AM3alHi3allil, 1110 PenAiKye CBiT rA00aAb-
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HOTO MybOAiYHOTO MucTelTBa. Lle BUSBUAOCS CIPaBKHbOIO MPOOAEMOIO, SIKY Tpeba BUpIIIyBaTH, He
AVIBASTYMCb Ha TOBHOMACIUTAOHI BO€EHHI Ail Y IPOTUCTOSIHHI KpaiHi-Tepopucty i B3ssTuii Kypc B €C
i HATO, 60 AyxoBHiCTb CyTHiCHOI emmarii 0Opa3HOrO BMCAOBY € HalliOHAABHMM HaAOaHHSIM, He
ripimum 3a ykpaincekuit 6opiu, Bxe BusHaHui JOHECKO HaijioHaApHOIO HeMaTepiaAbHOIO CIIaA-
IVHOIO, 1IJO TAKOX MOTpebye 3axucTy. AAKe CydyacHe MUCTELITBO MAacCKye IparHeHHsI NocTdhopau-
CTCHKOTO KOTHITMBHOIO KalliTaAi3My IEpeTBOPUTM IAOOaAi30BaHe CYCIIABCTBO CIIOKMBaHHS Ta
KpeaTUBHY TBOPYICTh MUTLiB Ha, YMOBHO K&)Ky4l, ITAaHeTapHy $abpuKy TOBapHUX BIAHOCHH, 3Ti-
AHO 3araAbHOEBPOIIENCHKOI TapaaurmMu pAXXeHtpudikauii [2]. HackiAbku MOBa BidyaAbHMX MPAKTUK
He 3AaTHa IepeAaTy TAMOMHY Tpareaii, sIKy 3apa3 InepeXXuBa€e YKpaiHCbKUIT HAPOA, AOBOAUTD LjiA-
KOBUTO AecKiAiHroBuil npoext Amoamuanm Mucbko-MaasipeHko i IOpist Mucbka, fAKi B eBakyauil
BTiAMAM BiAOMi (POTOAOKYMEHTU 3AOUYMHIB POCISIH IPOTU AIOASIHOCTI B Bydi y BUTASIAM ITAQCKUX
Ma3AiB, IO YTBOPIOIOTb AQHLIIOT CMEPTi 3 TiA MUpPHUX MelIKaHLiB. O0’€KT eKCIIAyaTye TeMy BillHU
[24]: 3 oAHOTO 60Ky, MeTaAeBa KOMIO3uLisi «by4a», KepaMidyHUI ecKi3 sIKO1 AOMOMIr MaciiTabyBa-
™ A0 4,75 MeTpiB posxunu len Hpiobepi (Ian Newbery) B micti Opmio (Orsjd), llIseris, 306paxye
)KEpPTB TaK, K BOHU OyAu 3adikcoBaHu B Meaia micast 3BiapHeHHs KuiBmuHi (Ia. 18). 3 Apyroro 6o-
Ky, MUTLi HQATO 3aXOMMAKCh KOHLIETITOM i BUKAQAM TiAa BOMTUX 3a abpucoMm Aitep micta Bucha (y
ABOX BapiaHTaX: aHTAIMCBKOIO i MBeACbKOW). CyTO AM3aliHEpChKMIT MiAXiA AO OOAiCHOI TeMmi, Ae
abcTparoBaHi Qirypu 3arnbAMX 1je «OTpUMaAM» OTBOPU BiA YMOBHMX KyAb KaTiB, BUKAMKA€E peak-
Lif0 BIATOPTHEHHS: CMHTe3 aOCTpakLil 3 palliOHAaABHOIO aKyMYASLI€0 AOKYMEHTAaAbHUX IIOAPO-
OULIb BUTASIAQE HENMPUITYCTUMMOIO peidikallielo Tpareaii, mepeTBOpeHOi Ha «KOMOAMGIKOBaHMI
0iAb» cyyacHOro O€HUMapKiHIY, A€ «AM3aiH i 3A04MH», 3a ['eaom D@ocrepom (Hal Foster), miaTBep-
AXye mipaBoTy AenBipa Axoysaita (David Joselit), sikuit Haroaocus, 10 B raobaAizoBaHOMY CBiTi
Maike 3HUKAO aBTOHOMHE YHiKaAbHE MUCTEL[TBO, 00 MUTLI IEPETBOPUAKCS HA CUCTEMMU «eIliCTe-
MOAOTiI MOIIYKY», Tepe)OpMaTOBYIOUN «BipyCHi» iHpopMauiiHi GpoTO-MeMu i Mo30aBAeHi TOYYT-
TiB CEHCM y Bi3yaAbHe MUCTELITBO Ta CTBOPIOIOYM 00’€KTH, 5IKi LIPKYAIOIOTh, MOB I'POLIOBA BAAIOTa
«eCTeTUKU Mepex» apT-puHKy [13, pp. 56—58]. Tema BiltHM B TaKMX BUIIAAKAX CTA€ XOAOBUM TO-
BapoOM CIEKYASLill, 00 «caMe rA0OaAbHa iHTepIpeTaliiiHa CIIAbHOTA BM3HAYa€ IAOOAABHI sIBUIIA
Ta BIIPOBAAXYE iX Y XXuTTs» [16, p. 1].

Koau O. Mucbko Bupimmp BTiAuTK 0iAb Haljil, 3aCTOCYBaBIIM aKAaAEMIiYHMIT BUIIKIA, BiH B
TOAAQHACBKOMY MicTi TuAGYpr 3poOUB MOPTpPET APY)KMHU B TrpaHiTi mia HasBowo «bBiAb», i o6pas
BAABCS; fK 1 IIAMOTHI €K3epCUCy Ha TeMY BiViHU, AOTUYHI CXIAHOEBPONENCHKOI TPAAULII TPUAOPO-
XHix xpectiB-diryp «Pensive Christ», mo cxoxi Ha «Xpucra» Vorana ITinzeast Ha Kymoai Kanmanii
BoimiB y ApBOBI, A€ € AaTMHCBKMIT HanKC: «[AsIHbTe 11 T06ayTe, BCi, XTO AOPOTOI0 MAE: UM € TaKUil
0iAb, 5K Miit 6iAb?» (TTaau Epewmii 1.12). (Ia. 21, 19).

[nuii BidyaAbHi MuUTLH, IK OT AHTOH AOroB, BXe y O6epe3sHi mip yac 60iB 3a KuiB Bipuyau 00-
MEXXeHiCTb Cy4aCHOTO apT-BUCAOBY i 3BEPHYAUCS AO TPAAULITHOTO 0Opa30TBOpEHHs, abu peAeBa-
HTHO BTIAUTU IIOTY>KHY €MOLIi}0 Hallil, sIKa MAHSIAACh HAa 3aXUCT JKUTTHA CBOIX AiTell, 3eMAi, cyBepe-
HITETY, EBPOTENChKIX AEMOKPaTUYHMX L{IHHOCTEIT Ta BiIABHOTO ManOyTHbOro. Taki TBopu AOMiHY-
BaAM Ha BUCTaBKaX, KOHCOAIAYIOUM HIMPOKY aBAUTOPiI0 BMOTMBOBAHUX I'POMAASH, fAKi IpaLl0OBaAU
Ha TIEPEMOTY SIK OAMH opraHi3m. [IpoTe B yMOBaX KOAEKTMBHOIO CTPECY COLIOMOAITUYHI GYHKIIiT
Bi3yaAbHMX MpPAKTMK HiOM YBIiMIIAM B PE30HAHC 3 ABTOHOMHUM TPAAULIIHUM (HOPMOBUCAOBOM,
Bi3yaAisyroum AyMKy, 1[0 «y HEOAIOepaAbBHOMY peXMMi MUCTELITBO 30KpeMa Ta KyAbTypa B LIiAOMY
AKTMBHO BMKOPMCTOBYIOTbCS SIK KOMIIEHCallisl Ta BAOCKOHAA€HHsI iHCTpPyMeHTiB, HOpMaAi3yoouu Ta
MOILIVIPIOIOYY MPY LIbOMY aHTUTE3y aBTOHOMHOTO MMCTELTBA, TOOTO “KOpMCHOro Mucrenrsa’» [1,
p. 79]. Hampukaaa, Anpapiit Haboka B ukai «Military Art» cuHTe3ye TexXHiKy MAETiHHS pi3HOKO-
ABOPOBMMU TKaHMHAMU IO MaCKyBaAbHill CiTLi, HiOM meH3AeM Ha moAOTHI (Ia. 6). [HoAL 3a ciTkoMO
po3MillleHa KapTVHa 3 IPOMaAbOBaHMMY 00pa3aMy AIOA€I, 1[0 OYKBAaABHO Bi3yaAi3yloTb, sIK BillHa
PO3AIAMAQ AOAIO POAMH i AITENM Ha «AO» i «ITiCASI».
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Aymka CaaBost JKipkeka, 110 A6MOKpPaTMYHI iHIl[iaTVBU CIPOMOXXHI €(eKTMBHO KOHTPOAIO-
BaTU PMHKOBMII KalliTaA, B YKPalHCbKOMY BUIIAAKY T€pPOIYHOTO OINOPY CIIPAaBAMAACS, HAa NMPAKTUL
AEMOHCTPYIOUM MOXXAMBICTb TaKOTO ClieHapilo, KOAU He PMHKOBMII OE€HUMapKiHI, a BEAMKA >Kara
repeMory BCi€l Hallil Kepye TBOPYMM MOTEHL[iaAOM MMUCTELbKOTO OINOpPY, i TOAL MOYKHA CTBEPAXKY-
BaTH, [0 «HEOAIOepaAi3M sIK UyTAMBICTb, siKa GOPMYE CYO €KTUBHICTh, TPOHM3YE MUCTELTBO Ta
KYABTYPY, AdepeHLiifoe Ta TOMOTeHi3ye AloAeil, popMye >XUTTS Ta OaxkaHH:» [8, p. 78]. BriM, KoAn
HEMA€E eMITaTii i KpUTUYHOI OLIiHKM HeoAibepaAi3M MOBepTaEThCsI HETATUBHUM OOKOM, i TOAi peaai-
3YETBCS NMOTaHUN iMIIEPCHKUI CLIEHapiil, Ae BiH «ITOMMAKOBO IpuiiMa€e iHpopMmaliiro 3a 3HaHH:I, Ha-
Ad€e mpocTopy popmy i1, BiATaK, COLiaAbHUM BiAHOCMHaM, HOPMaAi3y€ HACMABCTBO, CTBOPIOE CIIO-
cobu 6aueHHs CBITY, 1[0 BUTIPAaBAOBYIOTb PYITHYBaHHS 1 T030aBA€HHSI BAACHOCTI MOHSATTSIMU IIPO-
rpecy 1 po3BUTKY, ab0 HaMararoThbCsl BUPIMINTY €KOHOMIYHY HeCTabiABHICTh 32 AOIIOMOIOI0 CaMO-
MMOMOUi Ta caMoocBiTu» [8, p. 78].

EcreTruka rao6aaismy i apr-enmicremMa Hanii B ymoBax BiitHu. fIpocaas I'puiiak, poomosipa-
10Uy Ha KoHdepeHUil «Ypoky BiliHM Ta MailOyTHs BiAOyAOBa KpalHM Ta CyCHiABCTBa» B YKpaiHCh-
KoMy KaToaunibkomy YHiBepcuteTi y AbBOBI, Hanoasrae, mo Bip 1914 poky Te, «uyo cmasaarocs 3
YKkpaiHot — BU3HA4AA0 3HAYHOK Mipot 000 €Bponu i 0ot caimy. Lle BaKKo ycBiyomuty, 60 1ie
3BYYMTDb TPOILIKMU SIK METAaAOMaHisl. AAe lie CTBepA’KeHHA (axTy, 10 YKpaiHa € He IPOCTO TeOTOAi-
TUYHOIO TEPUTOPI€I0 — a FEONOAITUYHOIO TEPUTOPI€I0, Ae BUPILIYETbCA AOASL €BPOIM i AOAS CBi-
Ty» [11]. HeBunapkoBo «yKpaiHCbKe MUTAHHS» 3MiLHMAO Bichb BammurroH—Bprocceap, i micTka
TeONOAITUYHA MIATPUMMKA B CMHTE3i 3 MOTMBOBAaHUM OIIOPOM OKYIIAHTY BiA A€MOKPAaTMYHUX CYyC-
MiABCTB NPUCKOPUAA BUPIIIEHHS L[bOTO MUTaHHs, 00 «BillHA POOUTb HEMOXXAMBE MOXXAMBUM Ii
3HAYHO INPUCKOPIOE Yac. 3a TpU MicALl MU OTpPUMaAM CTaTyCc KaHpuAata B €C, KUl He MOTAU
OTPUMATHU TPUALSATH POKiB. Lle Ayxe BaxkanBo. Tax, BiitHa — 11e KaTacTpoda, TyT HeMa Ipo L0 ro-
BOpPUTU. AAe BOAHOYAC BillHA € BEAUKUM MPUCKOPIOBaYe€M MOXAMBOCTEN. <...> CBiT moTpebye mo-
AiTuHol Metadisuku. Tpeba 3posymitTi: Aasl yoro Bce Lie? <..> YKpaiHa AOmoMara€ KO>KHOMY
3HAITU CEHC I CTABUTD Lje mUTaHHs» [11]. OTXe, yKpalHChKi MUTLi FapMOHI3YIOTh apT-emicTeMy 3a
AOTIOMOTOI0 HaL[iOHAABHOI iA€HTUYHOCTI, 11j0, BIpOTIAHO, BUTIPaBUTb X1OU €BPOIIOLIEHTPU3MY B ac-
NeKTi HapAMipHOI KoMoAMikalii cBOOOAM BUCAOBY i BUITYCTUTh MUCTEL[bKY KOTHIIIif0 3a MeXi Tex-
HOKYABTYPU Y TPQHCLIEHAEHTHY ITOBHOTY ITPOCTOPO-Yacy sIK aDCOAIOTHY Kpacy aserei B iM’st po3Bu-
TKY TOHKUX Ia0AiB CBITOBIAYYTTS AropuHU ManOyTHboro. Cepriit 3axapoB, MuUTeLlb 3 AOHELbKa,
sIKuit epedpaBcs Ao KueBa, Ae BKOTpe nepekuB aTaKky BOpora, IoBiAOMASIB y colmepeskax: «ITic-
ASL 24 AIOTOTO A€KiAbKa AHIB Y MeHe OYB TBOPUMIT KOAQIIC: 3aMIIOB Y MalICTEPHIO, IOAMBUBCS Ha Te,
1110 poOUB paHillle, i BUHUKAO BIAUYTTS, 1110 Lie BCe HecmpapkHe. CIpaBXXHE — 1je MUCTELITBO BOU-
BaTy BOPOTiB. AAe MPOJIIIOB Yac i MPUILIIAO PO3YMiHHS, 1[0 HABiTh Ta CIPaBa, Ky POOASITH XyAO-
JKHMKM, BOHA TeX IpalLiloe Ha YKpaiHy. Bee, 10 g1 MaAwoi0 3 24 AI0TOrO, Lje po BiltHy». Bin nuiue
«[TopTpet cuHa», siKuit 3Mir eBakywoBaTucs 3 Mapiymnoasi, — HOTY)KHuUIT 06pa3 3 HIDAHCOBAHOIO TIa-
AITPOIO CKAAAHOTO ICHXOAOTiYHOTO cTaHy. Cepep 6aTaAbHUX TBOPIB € KOMITO3MULIis, A€ BilfICBKOBMIA
3alIMa€ AUTSYMIT MAalIAQHYMK IiA BOTHEBY IHo3ulito: ¢adyaa, sika TsIrHe 3a COOOI0 PO3AYMU IIPO
YMHHUKY i ceHC BirtHU. KOo>XKeH CbOTOAHI Mae 3pOOUTY BUCHOBKM 3 MOAiN BilfHM Ta YCBIAOMUTU Ba-
JKAUBICTb «IIOAITMYHOI MeTadi3nKu», 30KpeMa, B KOHTEKCTi apT-eMicTeMM HalliOHAAbHOTO 00pa3o-
TBOPEHHSI, Ta 3’SICYyBaTy, YOMY OKYIIAHT TOAE€PYBaB KOHTEMIIOPAPHi NMPaKTUKMU MOCTKYABTYpHU, Ma-
HINYAIOIOUM €CTETUKOI0 raobaAiszauii. IMmmepchki maH-ipel cxoxi Mk coboro, mipkye Maika beii-
Kep, KPUTUKYIOUM iX 3aXipAHY Bepciio: «EBpONOLEHTPUYHA MOAEPHICTb TPAKTYETHCS AK LiMBiAi3a-
LIMHUI NPOEKT iHKOpHopalil 1 MapriHaAisauii, 3aCHOBaHMI1 Ha MAapaAUrMi LMBiAi3aLiIHOIO AU-
KYHCTBA. LI KpuTHKa noaiasie TBepA>KeHHs 3 MpaLsMU B raAy3i IOCTKOAOHIAABHOI KPUTUKMY, iCTO-
pU4HOI cowioAorii Ta ictopuyHoi reorpadii, o 3axiaHa €Bpoma KOHCTUTYIOBAaAaCs 5K “LiuBiAiza-
1is1” 4yepe3 MOAITMYHY eKOHOMII0 3MiHM cBOiX [HumXx» [5, p. 12]. Ykpaincbki muti Bip 1990-x, 3Bi-
ABHSIOUMCH Bip pycudikanii TBOpYOi ysIBM pas3oM i3 aKTMBHMM IIOLIYKOM HalliOHAABHOI i€l sIK
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KYABTYPOTBOPYOTO KOAY, He 3aBepLIMAM IpoLec iAeHTUdiKallii yepe3 HEKPUTUYHY aAaNTALi0 €B-
POINOLIEHTPUYHOI MOAEAL contemporary art, 1[0 IPYCKOPUAO CaMO-KOAOHI3allil0 Yepe3 3aXiAHy iM-
NEPChbKY MaH-iper0, 60 MOYYTTs MEHIIOBApPTOCTi Hallisl 1je He 3A0AaAQ, i BOHA CAIllO AOBipsiAa €B-
pPOIOLIEHTPU3MY: «EBpOIIeNICbKa MicCisl IMBiAi3yBaTy IAQHETY B OCHOBHOMY XapaKTepU3YETbCs He-
OOXIAHICTIO 3aXMCTUTU LMBiAi3allifo Bip AMKYHCTBA Ta pO3pOOMTM IHCTUTYLI, SIKi 3aAy4aTUMYTb
AVIKYHIiB A0 1uBiaizanii. BiAMiHHOCTI MiX €BpomeiicbkuM 00pa3oM LMBiAi30BaHOrO “s1” Ta HELMBI-
Ai30BaHOro “iHIIOr0” TPaKTYIOThCS 5K X1OM, a TOMY BUMAarawThb Cy0 eKTuBalii “iHIIOro” AAs LiMBi-
Ai3aninHuX npotieciB eBpomneisaiii» [5, pp. 12—13].

Hacaipku cuieHapito pos’sicHioBaB B. MiHiT0A0, TpoCcTeXylouM reHe3y Bip Ao0u TTpocBiTHuMI-
TBAa, KOAU PO3YMIHHS «Cy4aCHOI OCBiu€HOI AIOAMHI» 6a3yBaAOCh Ha 3HAHHI AOCSITHEHb €BPOTIENIChH-
KMX HayK, i KOKHUIT MIATAQHSBCS IMiA AeKaAa iCTOpMYHMX ernoX Bip «christianize Ta civilize» uepes
«modernize and marketize» A0 TemepiliHbOI rA0OaAi3auil 3HaHHS, €KOHOMIKU, €CTETUKU, MUC-
TEUTB, KYABTYP. Y BUIMTAAKY, «SIKIIO “iHIINIT” He MOXe OYTU aCMiAbOBaHUM, BiH CTA€ HEMOXXAUBUM
B paMKax yHiBepCaAi30BaHOTrO OGiHapHOTO LMBiAi3aLifIHOTO MPOEKTY, TOOTO BapBapChKUM, AUKUM
a00 NMPUMITMBHUM, HEPO3BMHEHVM, HEKOHKYPEHTHO3AAaTHUM» [5, p. 54]. @opmaabHa Aorika 3axo-
AY He TIOMITMAAQ, SIK aCMMiAIOBaAa i IMA€KaAa 3pOCTAHHS POCIICBKUX «LMBiAi30BaHMX AMKYHIiB». Ta
yKpaiHyi TeX Bip 1990-x mparHyTb NOTPanuTU AO YMCAQ €BPOINENCHKMX KOHKYPEHTOCIIPOMOKHUX
Ais14iB, a 1I[0O MOCTPAASHCBKMX MUTLIB He CIIPUIIMAaAK Ha 3aXOAi «iHIIMMW», BOHU HaCAIAYIOTb Cy-
YyacHi nMpakTuky. KpUTHYHOrO CTaBAEHHS AO MIOMMAOK TaKOTO €BPOIIOLIEHTPU3MY MarbKe He OyAO.
Aae 110K i cTpec BilfHM BHECAM KOPEKTUBMY, MUTLI Bi3yaAbHUX IMPAKTUK PAIITOM 3BEPHYAUCS AO Pi-
TYPaTMBHOTO apT-BUCAOBY, 3TaAyIOUM AOCBiA TPAHCLIEHAEHTAABHOI eCTeTMKY, IPUTAMaHHUN YKpa-
THCBKIiN apT-emicTeMi.

Maiika Beiikep i Maiika IliTepc, ocMuCAIOI0UM TAHYBaHHSA 3aXiAHOTO 3HAHHS K «KOHLIEITY-
AABHO-KYABTYPHO-L[MBiAi3aL[illHXX KOHCTPYKTiB» Mi3HAHHS Ta OYTTs, MepeA0avyaloTh «AELeHTPY-
BaHHsI €BPOIOLIEHTPMYHMX MPUIYIIEHDb IPO 3HAHHS Ta IepeBary 3axiAHOro posymy» [4, p. 42],
aA’Ke KOHLEILisI «Cy4YaCHOCTi/KOAOHiIaABHOCTI», Ky e B XVI-XVII croairTsax chopmyBaaa paH-
HbOMOAEPHA €BPOIeNcbKa iAeHTUYHICTb, POTATOM OCTAaHHIX CTOAITb 3BY)KY€E€TbCA AO €BPOIIOLIEH-
TPUYHOTO CaMO33aA0BOAEHOI'O MO3MLIIOHYBAaHHS, «AO SIKOTO MAlOTb IParHyTu BCi iHIIi LMBiAi3awii
Ta KYAbTYpU»; a lie € KOAOHIAABHOIO AOTIKOIO, 3TiAHO SIKOI IIPOCBITHMLITBO 3aXO0AY, «TaK CaMoO SIK
€BPOIENCbKUI KOAOHIAAI3M, € HATXHEHHMM, PalliOHAAI30BaHMM Ta Y3aKOHEHMM y MeXXaX XpUCTU-
SIHCPKOI Micil HaBepHeHHsI CBiTy» [4, p. 46], Tak «MBiAi3allisi caKpaAi3yeThCs Mip MacCKOIO CBIiTCh-
KOro IPOCBITHMLITBA Ta MOAEpHi3alii», 1 «HU3Ka IMOCTMOAEPHICTCbKMX (PEHOMEHIB HacCIpaBAi
MPaBUTh 32 iHTEAEKTyaAbHE MALPYHTS AASI HOBOTO iMIlepiaAidaMy HeoAibepaAbHOI raobaaisauii» [4,
p- 32]. OT)Xe MOCTKOAOHIaAbHI Bi3yaAbHi MPAaKTUKMY, 3 TO3ULIN 1[bOTO BUEHOTO, HAAEXKATh eIicTeMi
€BPOTIOLEHTPU3MY, i KOHTEMITOPapHi MOCTKOAOHIaABHI apT-Teopii 30epiraloTb 03HAKM iMIIEPCHKO-
ro KOAOHIAAI3MY.

YKpaiHCbKe Cy4acHe MUCTELTBO, 3 OAHOTO OOKY, ONMPAETHCSI KOTHITMBHOMY KAACTepY 3aXiA-
HOI paLlioLeHTPUYHOI eiCTeMOAOTI], SIKy BUKPUBMAQ ITOCTKOAOHIAABHA aCUMIASLisE 3 TAOOAABHUM
MyOAIYHMM MMCTELITBOM, BiAAQIOUM B YMOBaX BilfHM IPiOpPUTET YCBiAOMAEHIN iAeHTUYHOCTI dop-
MOBVCAOBY; 3 APYToro 60Ky, IpUCTa€ Ha Cy4yacCHy pe-BeCTepHi3allilo, OTOTOXKHIOIUY TOCTMOAEPHI-
CTUYHY CTpaTaremMy 3 IOBEpHEHHSAM B AOHO €BPOIIENCHKOI AeMOKPaTU4HOI CiAbHOTU. TUM He Me-
HIlle, KPUTUYHICTh TBOPYOTO MUCAEHHs HEOOXiAHa B 000X BapiaHTaX, a0M YHUKHYTU ITOCTKOAOHIa-
ABHOI ITaCTKM TEMHOTO OOKY €BPOIOLIEHTPU3MY, aAXKe CaMOYCBIAOMAEHHS HalliOHAABHOI iA€HTU-
¢ikauii € TaKO>)XK 00CTOIOBAHHSIM «BiAHOCHOTO PO3YMiHHSI MOAEPHOCTI 1032 MeXKaMy 3aXiAHOI LiK-
BiAisaiiniHol mpoexkiiii» [5, p. 79], OCKiAbKM MOIIMPEHa TOCTMOAEPHICTCbKO-KOHTEMITOpapHa mapa-
AUIMa TAO0AAI30BAHOTO MMCTELTBA AOBOAUTD: «III0 3aXiAHa CBIAOMICTD i 3axipHa OCBiTa 3HAYHOIO
MipOI0 MICTATbCA B YHIBEPCAAICTCbKOMY, i€papXiuYHOMY, paCOBOMY HapaTMBI LiMBiAisauii, 1 mo wi
YHIBEPCaAiCTCbKI MPUIYIIEHHS € MEePELIKOAOI AAS BU3HAHHS OHTOAOTIYHOI Ta eMiCTeMiYHOl piB-
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HOCTI iHIIMX crtoco6iB OyTTs AlopuHM. <...> KoHIlenTyaai3awist Ta mpakTuKa 3axiAHOI oCBiTU OyAa i
IIPOAOBXKYE 3aAMIIATHCS OAHIEIO 3 OCHOBHUX iHCTUTYLN Y “po30yAOBi 3axigHOI LmBiAizauii”» [5, p.
78]; «CTBOpEHHSI aAbTEpPHATUB E€BPOIOLEHTPUYHINI MOAEPHOCTI mepeAbavae BUXiA i3 rereMoHii €B-
POTIOLIEHTPUYHOTO BUPOOHMIITBA 3HAHD i HABYAHHS Ta BIAHOBAEHHs TereMOHil uepe3 BU3HAHHS Ta
MepPeoL[iHKy emiCTeMOAOriYHOI pi3HOMaHITHOCTI cBiTy» [5, p. 81]. AAsl yKpaiHCBKOI cydacHoOI apT-
eIicTeMM B yMOBaXx BillHY TOAOBHUM 3aBAQHHSIM € YCBiAOMAEHHS 0araTOBMMipHOCTi KyABTYpPOTBO-
pUMX IpOILieciB Kpi3b Mpu3aMy caMo-ipeHTudikalii Hallii, 1110 YHEMOXXAMBUTD peNpeCcVBHi BIIAVBU
OyAB-sKMX iMIIEPCbKMX HAPATUBIB i AACTh 3pOOUTH CBill OpUTiHAABHUI, 3aCHOBAHMUIT HA KOPAOLIEH-
TPU3Mi TPAHCLIEHAEHTHOTO (OPMOBUCAOBY BHECOK B 3aXiAHOEBPOIIEVMCBKUII KYABTYPHO-
MUCTELbKUI AiaAOT.

BucnoBku. BillHa cripocTyBaAa NpOrHO3M NMPO HEAKTYAaAbHICTb aBTOHOMHOI'O MMCTELITBA B
€IoXy IMOCTKYAbTYPM i MOCTIpaBAM. B yMoBax 1IOKY i cTpecy caMe aBTOHOMHE MMCTELTBO CTaAO
HallaAeKBaTHIIIMM 3aCO00M BTiA€HHs €K3MCTeHLiTHOI eMoLiliHO-iHpopMaLiiiHOl CyTi rymaHicTu-
YHOTO MOCUAY, A€ MUTeLb PiKCye i peTPaHCAIOE B CBIiT IOTY)KHY 3araAbHOHAI[iOHAABHY HOTY, 3pO-
3yMiAy B OyAb-sIKOMY KyTOUKY NAaHeTu. PeidikoBaHi 3aco6y KOHTEMIIOpapHUX BidyaAbHUX IpaK-
TUK BUSIBUAVICSI HECIIPOMO>KHI BUKOHYBaTU QYHKLiI0 00’ €AHaHHS Hallil i CBiTY B TSDKKMX CTPECOBUX
YMOBaX, OCKIAbKM B LIEHTPi YBaru pMHKOBOTO apT-0i3HeCy — He CYTHICTh AIOACBKOTO OYTTS, a Ma-
HIMYAATVBHA AOTiKa HAaKONMYEHH:A KamiTaAy. Mucreubkuil onip YKpaiHu AOBiB, 1110 MOAEPHi30Ba-
Ha aKTUBALis TPaAULIITHOTO AOCBiAY apT-elicTeM, IOMHOXeEHa Ha KOPeKLiilo raobaAisauiiHoi ec-
TETUKU Yepe3 AOCBiA TPAaHCLIEHAEHTAABHOI €CTeTUKM 3 aKLIEHTOM Ha AYXOBHIill BapTOCTi LiMBiAi3a-
L[iIHOTO PO3BOI0, 110 30iraeThCs 3 iAE€I0 AEKOAOHI3ALil MaH-IMIIEPCHKOI MAPAAUTMU EBPOIIOLIEHT-
pU3My, € Ai€BUMM 3aCOO0OM BTiA€HHS IEPEMOXXHOIO MalOYTHBOIO AEMOKPAaTUMYHOTO AAAYy CBITOBOI
CIIABHOTH i3 ONTUMAABHMM BEKTOPOM CY4aCHOT'O €BOAIOLIIIHOTO IIASIXY CBITOBOI CUCTEMU.
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PROTAS M., BULAVINA N., ISICHENKO I.
UKRAINIAN ART IN THE CONTEXT OF THE LIBERATION WAR

Abstract. The article examines the relationship between the ongoing Ukrainian nation-
building process and the national art practices. In the former, it is suggested that imagination plays
a major role as something that allows one to go beyond liberalism’s utilitarian or deterministic un-
derstanding of a nation. Accordingly, an artist is someone who can, at least hypothetically, over-
come a double limitation — that of processes of globalization and standardization of art market
products and, on the other hand, total conditioning by the past of the nation. The Ukrainian na-
tion is considered as an ongoing project, in which the artist’s imagination could play an important
role as it is relatively less determined by tangible parameters and factors. Thus, the article explores
numerous examples of how artists of modern Ukraine interpret, in the languages of different styles
and genres of art, the ongoing war and the changes caused by it in the collective imagination of the
Ukrainian nation, whose formation continues to be a relevant topic for the art world.

Keywords: artistic resistance of Ukraine, eurocentrism, modern/colonial world system, na-
tional self-identity, Russo-Ukrainian War, Ukrainian art.
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AHoranis. [TpoaHaaizoBaHo 3MiHM 00pa3HOI CUCTEMY Y TBOPAaX BOEHHOI TEMATUKMU Bi KiHIIS
A0TOTrO 2022 poKy A0 cepeprHM 2023 poKy Ha NpuUKAaAi MpoekTiB «HaxxuBo» Ta «IloHiBeueHe He-
60». Ha nmepuint BucTtaBLi npoekry «HaknBo» eKCIIOHYBAaAKUCS TBOPHU, SIKUMU aBTOPKM 3aA€KAAPY-
BaAM YKOPIiHEHICTb B KYABTYPHI IIapy piAHOI 3eMAi; B APYTill BUCTaBKOBIii €KCIIO3MLii aKL[eHT OyAO
3pOOA€HO Ha PO3KPUTTI TEMU B3aEMOAIT AIOAMHM i BCECBITY B Yacu BiliHU; HA TPeTiil BUCTABLi Hall-
OiAbllle MPOSIBUAACH 3aL[iKaBAEHICTh aBTOPOK MioAOri€o, 1[0 3aCBiAUye TAUOLINIT piBEHb MUCTE-
LIbKOTO OCMMCAEHHSI MoAepHOi icTopii Ykpaiuu. BipsHaueHo, 1o mpu 3MiHi oOpasHOi cucTemy,
MOB’I3aHOI 3 PO3IUMPEHHSIM TeMaTUKU Ta TAMOMHOI OCMMCAEHb APAMATUYHUX TOAIM, y4aCHULH
npoekty «HaxxuBo» 30epiraloTh y TBOpax CTaAi MOTUBHU, SIK-OT 00Opasu-apXeTUIn. YYaCHUKHU MPO-
exty «[ToHiBeueHe HEOO» B CBOIX XyAOXKHIX IMPAKTMKAX PeaAidyloTh pe3yAbTaTV OCMUCAEHHSI BAAC-
HOT iAEHTMYHOCTI IK MillHOI OCHOBM B Yacy BUIIPOOYBaHb Yepe3 BUPa)KEHHsI YKOPiHEHHS B POAMHY,
piA, mmpie — piAHY 3eMAIO. YKOPiHEHICTh, BUCAOBA€HA MOAOAMMMU MUTLSIMU Y BAACHUI CIIOCIO,
3aCBiAUY€ TEHAEHILIiI0, TPOSABAEHY B TBOPaX YKPAiHCbKUX XYAOKHMKIB BOEHHOIO 4acy. Takum 4um-
HOM, AAS y4acHMKIB npoekTiB «HaxnBo» Ta «[loHiBeueHe HEOO» B XYAOKHIX IPaKTUKaX BaXKAU-
BMM € MapKyBaHHsI iAéHTUYHOCTI Yepe3 rmepeAavy 3B’s3KY 3 POAOM SIK CiM €0, 11 POAOM Yy CeHCi piA-
HOI 3€MAl, 2 TAKOX YBEAECHHH IOAIN POCIICBKO-YKPAIHCHKOI BiVIHM B IIMPIUNUI ICTOPUYHUM 1 KYAb-
TypHUI KOHTeKCT. EpekTuBHIN peaaisalii TBOpuMx yCcTpeMAiHb crpusie po3pobka oOpa3Hoi cuc-
TEMHU, 1110 XapaKTepU3YEThCS PO3IIMPEHHIM IIPU BUPOOAEHHI CTAAMX MOTHMBIB.

Kawuosi croBa: oOpa3Ha cucCTeMa, BOEHHA TeMaTHKa, CTaAi MOTMBM, Cy4acHi XYAOXKHI Ipak-
TUKU.

ITocranoBka nmpooAemu. Pi3Hi MOKOAIHHS YKpaiHChKMX MUTLB i3 mepumx AHiB ITOBHOMac-
TabHOI POCINICPKO-YKPAIHCHKOI BillHM OCMMCAIOIOTD BOEHHMII AOCBiA Y XYAOXKHIX MpaKTMKax. 3a
MOHAA CIMHAALIAATh MICALIB ONOPY, 30KpeMa KyAbTYPHOIO, TIOCTYIIOBO PO3IIMPUAOCS KOAO TeM,
MOB’sI3aHMUX i3 APaMaTUYHUMMU BOEHHUMMU MOAisiMu. Lle, CBOEIO 4epro, NpuBeAO AO PO3LIVPEHHS
00pa3HOI CUCTEMM i AO YBMpPa3HEHHS MOTUBIB, SIKi 3aAMIIAIOTbCS CTAAVMY, BAQCTUBMMM TBOPYOCTI
TOTO Y TOTO MUTLIS B Liel nepiop. MeToro cTaTTi € aHaAi3 3MiH 06pa3HoOil crcTeMu Ta BU3HAYEHHS
CTaAMX MOTMBIB Y TBOPaX BOEHHOI TeMAaTUKU BiA KiHL AIOTOTO 2022 poKy A0 cepeprHu 2023 poky
Ha npukAaai npoekTiB «HaxxuBo» (Haraais Koxaab, Oaena ToakauoBa, ['anHa LlapukoBcbka) Ta
«IToHiBeueHe He60» (AMuTpo Aouenko, Kocrsutun Aamyuien, Mapis 1llanpaHoBa, KypaTopka —
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IpuHa XoMeHKO). 3aBAQHHST AOCAIAKEHHSI — BU3HAYUTU XapaKTepHi 0COOAMBOCTI 0O6pa3HOI cuc-
TeMM B TBOpPaX BOEHHOI TeMAaTMKM Ta BIACTEXXUTU IX PO3IUMPEHHS; OKPECAUTU CTAaAi MOTUBHU, AO
SIKMX 3BEPTAIOTbCS MUTLI B XYAOXKHIM IpakTuLi, IO IOB’S3aHO 3 TAMOMHOIO iHAMBiAYaABHMX
OCMMCAEHb TIOBHOMAaCLITAOHOI POCiiICbKO-YKpaiHChKOI BilfHM, Ha IPUKAaAi IPoeKTiB « HaxknBo» Ta
«[ToHiBeyeHe HeOON.

Bukaap ocHOBHOro marepiaay. flckpaBuM NPUKAAAOM YBMPAa3HEHHS HOBUX CMMUCAOBUX aK-
LIEHTIB, pO3LIMPEeHHs 00pa3HOi CUCTEMY B TBOPaX BOEHHOI TEMATHKY, I]0 YMOKAMBMAA IAMOVMHA TX
MUCTELIbKOTO OCMUCAEHH:, cTaB npoekT «HaxkuBo» (Hataaist Koxaap, Oaena ToakauoBa, ['anHa
LlapukoBcpka). [lepia BucTaBKa B 10ro paMKax BipOyaacs B )KOBTHi 2022 poKy B XYAOXHilI raae-
pel «Murenp» KuiBcbkoi opranisanii HaljioHaAbHOI CITIAKM XYAOXKHUKIB YKpaiHU, Apyra — Yy Ipy-
AHi 2022 poky B HanjionaabHomy mysei Tapaca llleBueHka, TpeTst — B KBiTHi 2023 poky B Hatiio-
HaAbHOMY My3el «KuiBcbka KapTyHHa raaepesi». [IpoekT nepebyBaB y MOCTifIHOMY PO3BUTKY, J10TO
AOTIOBHIOBaAM HOBi TBOpM, PO3IUMPIOBAAach JOr0 TeMaTHKa i 3MiHIOBaAacs oOpasHa cucrema.
BoaHoYac MOXxeMO BU3HAQUUTU MOTUBY, IO AUIIAIOTHCS B TBOPAX MUCTKMHD HE3MIHHMMMU.

ABTOPKM — KOPiHHI KMSHKU, AMHACTIVHI XYAOXKHML, SIKi IPEACTaBASIOTb pi3Hi MOKOAIHHSL.
AAsI BCiX TPbOX NPUHLIMIIOBUM OYAO 3aAMIIMTHCS 3 TOYATKOM ITOBHOMACIITaOHOTO BTOPIHEHHS B
Kuesi, o0 TOro x, — y caMomy 1OTO LIeHTpi, He NepecTanuu TBOpUTU. MeceAX NMPOEKTy BOHU
chOpMYAIOBaAY TaK: «3BEPHEHHS AO CAKPAABHUX CUMBOAIB, (OpM i 3HaKiB (TaKMX, SIK 300 paskeHHs
POCAMH i IITaxXiB, YKPalHCbKOI'O BiHKA, PYIIHMKIB, ODHAMEHTAAbHUX i AEKOPAaTUBHUX MOTUBIB TpU-
MiABCHKOI KYABTYpH TOI1[0), GiAOCOPChKE TEPEOCMUCAEHHS TIOAiN, CBIAKAMM SIKUX MU OyAU, 3yMO-
BAEHO 3arOCTPEHUM Oa’KaHHsIM 30eperTy CBO€ yHiKaAbHe 00AMYYSL, KYABTYPY i CAMOOYTHICTb, OyTU
He KOCMOIIOAITUYHMM MeluKaHUeM CBiTy, a ykpaiHcbKum MUTLIEM, 1O TYT i 3apa3 pa3oM 3i CBO€EI0
KPalHOIO i CBOIM HApOAOM TBOPUTD CBOIO iCTOPiO».

ITepma BucTraBKa npoekty «HaxmBo» 3acBipumaa, 1o 3a Meplli Marpke BiCIM MiCsLIB, sIKi
MVHYAM TICASI TTOYATKy ITOBHOMACIITAOHOI arpecii, AAsI BCIX TPbOX XyAOKHUI[b BaXKAUMBUM OYyAO
YKOpIHEHHsI B PIAHY 3€MAIO, B ii KyABTYpPHI mapu. lle yKOpiHeHHs AONOMAaraAo MepeXUTy 1OK Ie-
PLIMX AHIB HallapAy, BOXKKUM 4ac, KOAM BOPOT HaMarascsA 3aTu A0 Kuesa. I, roanoBHe, — He BTpaua-
TU Hall 11 Bipu B IlepeMory YKpaiHu.

@panyysbka ¢pisocopuns Cumon Beitr (Simone Weil) 3asHaumaa: « AropuHa Ma€e KOpiHHS ye-
pe3 peaAbHy, aKTMBHY Ta MPUPOAHY YYacTb B iCHYBaHHI CIIABHOTH, sIKa 30epirae XUBUMU Ae€sIKi
CKapOy MMHYAOTO 1 A€sIKi ePeAdyTTsI MaitOyTHboro. LIt yyacTp mpupopHa — TOOTO BOHA BUKAMU-
KaHa aBTOMAaTMYHO MiClieM, HapOA>KeHHsIM, Ipodecielo, oToueHHsM. Ko)kHa AlopvHa moTpedye Oa-
raTo KopeHiB. BoHa noTpebye CpuilHATTS BCi€l CYKYITHOCTi MOPaAbHOIO, iHTEAEKTYaABHOTO, AY-
XOBHOTI'O XUTTSI Yyepe3 MOCEePEeAHMLITBO TUX KiA, Y AKi BOHA IPUPOAHO BXOAUTD. B3aeMoBNAMB pi3-
HOMAaHITHMX KiA He MeHIII HeOOXiAHMI, Hi’)K YKOPiHEHHS Y IPUPOAHOMY cepeAoBuILi» [1, c. 36].

OTOX, TpU pi3Hi MUCTeLbKi 0COOMCTOCTI, KO’KHA B CBOIIl MaHepi, 3BEPHYAUCS AO iHTepIpeTa-
il HaOyTKiB HApOAHOI KYABTYpY; B TBOpaxX KOXXHOI 3 HUX IOTY)XHO 3a3BYy4YaAl apXeTUIIY, HaCHa-
JKYI0Ul BITAaABHOIO CUAOIO K CAMMX aBTOPOK, TaK i TASIAQUIB.

Y ¢iairpaHHux BUTOHYeHMX aKBapeAbHMX HaTiopMopTax H. Koxaab — BiHkM Ta OykeTu Bec-
HSIHMX KBiTiB, 1110, IIONIPU BCE, TPOPBAAKCS AO XKUTTSI, Ha TAl OiAMX PYLIHMKIB i3 Mepexxkolo. JKut-
TECTBEPAHVM CEHCOM HAIMOBHEHO ONTVMIiCTUYHUIT OAQKUTHUI KOAIp HE3a0YAOK Ta COHSIUHMI KO-
BTUI KYABOab y BECHSIHMX OyKeTax.

Y O. ToakauoBoi — AeAeKa, CTMAI30BaHUII OpHAMEHT, 30KpeMa IMCaHKY, 3BepHEHHS AO 30-
OpakeHHsI MMCAHKM SIK CUMBOAY >XUTTSI, 10T0 6€3CMepTsi, BECHSHOTO BiApOAKeHH: i1 AoOpa. TBo-
PaM XYAO>KHMIII BAACTMBA M€BHA MIK’)KaHPOBICTb, AO IPUKAAAY — CIO’KETHO-TE€MaTU4YHAa KOMIIO3M-
1jis1/KpaeBuA, a TaKOK MeTapopuyHiCTh 00pasiB. B oaHil i3 KoMmO3uLilt 300pa’keHO 6AaKUTHOTO
ITaxa-AeA€eKy, KpMAa sIKOTO BiACBiUYIOTh )KOBTUMM KOABOPOM COHLISI; I0TO 300pa’keHHs AiarOHaAb-
HO AIAUTD apKYII, K YBECb CBIT AASI aBTOPKY, HA ABi YaCTMHU: YOPHY, BOEHHY, 1 CBITAY, B SIKill Ce-
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pea micta croitTb Codist KuiBcbka 3 6AakuTHUM HeOOM Hap Hero. Biuna Codist — cuMBOA CTiiiKoCTi
KUSAH Y BCi AMXOAITTS, SIKUX AOBEAOCA 3a3HaTU. MOTMB AeAeKM — OAMH i3 TOAOBHUX y TBOpax
O. ToakauoBoi Ljporo nepiopy. CuMBoAiKka 10ro — BipoMa: pOAMHHUI AOOPOOYT i 1mMpie — Aro-
00B AO BEAMKOI POAMHH, SIKOIO € piAHa 3eMAsi, YKpaiHa. B iHIoMy TBOpi criocTepiraemo, sIK Ha TAi
YOPHOTO HiYHOTO BiKHAa IMEPIIOTO BOEHHOTO Oepe3Hs, BiKHA, 3aKAEEHOTO XPeCT-Ha-XpecT, Hibu B
CepeAVHi ANLSA-NMCAaHKM 3aX0BaAach Bip CHApsAIB MaAeHbKa )KiHOYa MOCTaTh. BeAauke aeaeunHe
KPUAO 31 CMY)XKOKIO CTMAI30BaHOTO OPHaMEHTY 3’SIBUAOCH, OCSBAIOYM Hi4, 3aXMIAYM >KUTTS.
(Ia. 1.) Oco6amBoi nponusanBocti TBopam O. ToaKkayoBOI Hapa€e CBOEpPiAHE HAKAAAAHHS iHTeEp-
IIPETOBAHOTO 00Opa3y-apXeTuIly, siK OT AeAeKa 4y siie (abo mucaHka), — 5K BUPaXKeHHs YKOpiHe-
HOCTi B YKpaiHy — Ha 6e3rmocepeAHi TOroYacHi CroCcTepe)XeHHsI aBTOPKU: Ha OOIaA€eHy BillHOIO 3e-
MAIO TOBEPTAAUCH A€AEKY, 1[00 BUTHU THi3AQ 11 AQBATU HOBE XKUTTSL.

Harnmoaoala cepep ydyacHuupb npoekry «Haxuso», I'aHHa LlapukoBcbKa, BAACHY YKOpiHe-
HICTb Y PIAHY 3€MAIO SIK HACHa)XXYIOUy OCHOBY BMpa3lAa yepe3 MOTUB ASIAbKM-MOTaHKU. bapBucri
CTpPOi, TYCTO BKPUTi OPHAMEHTOM, y sIKi BOPaHO 1jell IepCOHaK aKBapeAell XyAOXKHMULII, TeX Ipa-
LIOI0OTb Ha PO3Cil0BaHHA MOPOKY, IIPMHECEHOI0 BillHOIO, AK 3araAOM ASIAbKa-MOTaHKa 3 AaBHiX-
AQBEH — Ha BiABeAeHHs XBOpOO i, mmpiine, — 3aa. B TBopax I'. LlapuKoBChKOI BIAUYTHMIT OTST AO
OpHaMeHTIB i Bi3epyHKIiB, sIKi BOHa 300pa’kae sIK AOMiHyI0Ui B il XyAO>)KHbOMY CBiTi pparmeHTU aB-
TEHTUKY, 11]0 OPTraHiYHO BIMCYIOTbCA TAKOX i B KOMIIO3MLII 3 y3araAbHEHO TPaKTOBaHMMM I1OCTa-
TsAMU. TaK y ii TBOpUICTb YXOAUTD T€Ma AIOAVIHY HA BillHi.

3a Mip3aroAOBOK IeplIoi BUCTaBKM NMPOeKTy «HakuBo» MO’KHA B3STM CAOBA: «CMAQ i HiXK-
HiCTb», 60 B KO)KHOMY apKyllli 6YAO Npe3eHTOBaHO TpaHChopMallilo 6e3Me>KHOI HDKHOCTI, BUTOH-
YeHOCTi B HeaOMSAKy BHYTPILIHIO CAY — CUAY OIOPY BiliHi, BOpory, Xaocy 11 3Ay. BaacHe, 1o cuay
1 AaBaAa piAHA 3€MAS, IO il TaK HXKHO AIOOASITh aBTOPKMU.

Apyra BuctaBka nmpoekry «HaxuBo», 1o Bia0yaacs B HaljionaabHomy mysei Tapaca llleBue-
HKa, He AMlle MO3HAlOMMAQ TASAQUiB i3 HOBMMM TBOPAaMM XYAOXXHULIb, A 11 3aCBIAUMAQ 1€ OAVH
pPiBE€Hb OCMMCAEHDb BOEHHOTO AOCBIAY: B3AEMOAIA AIOAVIHY 1 BCECBITY B 4YacH BillHU.

YkpaiHnceka ¢isocopunsa T. Llumbaa, posrasiparoun OyTTEBiICHE YKOPiHEHHSI AIOAVHU SIK CO-
LiaAbHO-(iA0CODCBKY TPOOAEMY, 3ayBa)KMAQ, 1[0 IIpaBMAbHE CTaBAEHHS A0 OyTTs, Ao Bcecity
OPIiEHTYE AIOAVHY «Ha MIPAaBUAbHE CTAaBAEHHSI AO iHIINX AIOA€M Ta caMoi ceOe Ha 3acapax 3araAbHO-
AIOACBKMX Ta €THOHAL[IOHAABHUX L[IHHOCTE i CMUCAIB KYABTYpU» [2, . 14].

Y I'. LlapukoBCbKOI 300pakeHHsI CTOAA 3 Ba30I0, A€ TIAaBa€ puba i1 poCTyTh AepeBa, a HABKO-
AO KPY>KASIIOTb KAQIITUKU (iOAETOBO-3€A€HOI CyOCTaHLIil, AMmMBIIM IO cO0i CAiAM Takol coOi nep-
dopauii, €e BoAHOUYaC oOpazoMm YKpaiHu, maaHeTu i BcecBity, rapMoHii0 SIKOTO MOpYILIEHO BiltHO0. B
iHImomy apkyuii 1Ljeit BeAMKU# BcecBiT, 1110 MUCAUTBCS Tepil 3a Bce yepe3 obpas YKpaiHu, — Lio
MOBCSKYAC aKL[EHTOBAHO 4epe3 300pakeHHsI eAeMEHTIB OPHAMEHTY 4M Bi3€PYHKY SIK He3MiHHOTO
MOTUBY TBOPIiB aBTOPKU, — IHTEPIPETYEThCS K 00pa3 AroAMHU. Lle mocrartp, sika CTOITh Ha KOAi-
HaX, AMBASIYMCb Ha MMHYBILVHY, 11O IIiA He0, ¥ MPOCTATHYBIIM AiBY PyKy B XOAOAHE KOCMiuHe
0e3MexcKsI-ManoyTTss. MoAoAa aBTOpKa peaAisye CBiil TBOPUMIT OTEHL{iaA B KOHTEKCTI TpaAMLiii,
1110 Ma€ TATAICTb 111e Bip yaciB I'. CKOBOpPOAM, 110TO YSIBAEHHS IIPO «OpPraHiuHYy CPOAHICTD AIOAVIHY 3
MPUPOAOIO Ta ii HAAALIITOBAHICTh HA CIIOPIAHEHICTD 3 3eMA€I0 Ta PiAHUM Kpaem» [2, c. 41].

B ueit yac obpasHa cucTemMa TBOPIB XYAOKHUL XapaKTePUSYETbCS AEAAAL YaCTIlIMM 3Bep-
TaHHSM AO aHTPOMOMOPHMX 00pasiB — MOCTATeN 3 BUAOBXKEHOIO «IIUEID» TA HEBEAUKUM KOAOM
Ha Micui roaoBu. B xomnosuii «Comfort Zone» Taka mocratb 3AiTa€ HaA CBiTOM, SIKUIL ITEPETBO-
pro€eTbCs micast BUOYXy Ha pyiHy. He Auiiie KpaeBup Mmo3HayeHO BOTHSIHOIO PAaHOIO, 1€ BMOyXa€ BeCh
CBiT, 3MiHIOIOUM CBOIO CTPYKTYPY: 30HUM KOMQOPTY 3HMKAIOTb 3BiAYCiAb, IX HEMA€ HaBiThb TaM, Ae
KOMYCb BMAQ€ETbCS, 1IJ0 BiifHa Aaaeko. (Ia. 2.)

O. ToakauoBa NpeACTaBMAA HA APYTill BUCTaBLi poekTy «HaxuBo» HOBi TBOpH cepii «I3 ce-
pus KueBa», Ae BOHa yBMpPa3HIOE CBOIO peLeNliilo YKpaiHuM sSIK LIiIAOTO CBITY, BCECBITY AAS Hel fAK
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ocobuctocTi. XyAOKHHULS, SIK i B IPEACTAaBAEHUX Ha MepLIill BUCTaBLi IMPOEKTY TBOPAX, YAAETHCS
AO CTHAI30BAaHOTO OpHaMeHTy. TaK0oX cTaAuMMU B 1i XyAOXHil MpaKTULi LIbOTO Yacy € MOTUBHU Ae-
A€KM Ta MUCAHKU. B 0AHOMY 3 TBOpiB MalbKe BCe XyAO)XKHE MOA€ apKyIla BOHA BiAAQ€ OPHAMEHTY,
3MaAbOBAaHOMY B TeMAill KOAbOPOBil rami. Ha 0AHOMY 3 HUX Bippa3sy BIapa€ B OUi COASIDHUM CUM-
BoA — cBapra, Hebo CoHust. Ha TAi 1boro CBiTy-KMAMMa — OAaKUTHA MMCAHKA, HEMOB pparMeHT
BiKHA, 110 TOKA€EHE HAaBXPECT 3aXMCHUMMU CMyraMu. | Aeaeka B MOABOTI. Y TBOpax HOBOI cepil nu-
CaHKa IHTepIIPEeTYETDCS i AK BiKHO BO€HHOTro KuneBa, i K OKO YKpalHCbKOT'O CBiTYy, TOPAaHEHOTIO Bill-
HOIO.

H. Koxaab mpoAOBX1Aa MpaLl0 HaA HAaTIOPMOPTaMU, AASL SIKUX XapaKTePHUM € MOTUB PYIL-
HykKa. TiAbKM Terep KBiTM pO3TalllOBAaHO HA PYIIHMKAX i3 BUILMBKOIO YePBOHO-YOPHUMM KOAbOPA-
MM, a 3a Ba3y IPaBUTb riab3a. lle NpoTUCTaBAEHHS MPUPOAHOL Kpacu M KaXy BiVIHU XYAOXKHULIA
npoAOBXYye B Tpuntuxy «Micto Himdu i MiHoTaBpa», A€ BBOAUTD CHAM i SIBUILA IPUPOAY, LIO 1X
yocobABaAu HiMbu, B IeBHE CIiBiCHYBaHHS B MeXaX XyAOXKHBOTO MPOCTOPY 3 YYAOBUCHKOM Mi-
HOTaBpOM. MyApiCTb caMoOi MPUPOAH, BCECBITY Mae TpaHCHOPMYBATU Xa0C, MPOOYAXKEHE YYAOBHU-
CBKO BiJlHY, 11]0 BMMarae >KepTB, Ha IepeMory Ao0pa, KOAM KBiTU IIOBEpHYTb cobi 6ianit KoAip 4uc-
TOTU, HA BIAMiHY Bip KPMBaBO-4epPBOHOTIO IIAAAXKOTIiHHA B pykax MiHoTaBpa.

Tpers BucraBka npoexty «Haxupo» Bipbyaacs B kBiTHi 2023 poky B HajioHaabHOMY Mysel
«KuiBcbka kapTuHHa raaepesi». Tsopu I'. LlapukoBcbkoi «AoTuin», «ABi CTiHM» 3aCBIAUYIOTDH PO3-
BUTOK TEMY, 3 UMM IOB’sI3aHE PO3LIMPEHHS X 00pa3HOi CUCTeMU NPy 30epe>XeHHi OCHOBHUX MO-
TuBiB. [Ipy LILOMY eAeMeHTU OpHAMEHTY, ITOCTINHO MPUCYTHBOTO B MEPEBAXHIil OiABIIOCTi KOMIIO-
3M1LIil1, HaOyBaloTh Iie OiAbLIOro piBHA CTMAi3alii, TpaHCHOPMYIOUNMCh Y OCOOAMBE AEKOPYBaHHS
IIKipY Ta OASITY IEPCOHAXIB, HIOMTO TaK, Kpi3b MOpY, MPOCTYIAIOTh €MOLIil MiAB/IOHIB AIOA€, SIKMX
TOPKHYAQcCs BilfHa. AO TOTO K, BOHM XapaKTepU3YIOTbCsI KOAOPUCTUYHOIO CTPUMAHICTIO, 11J0 Y3Io-
AKYETBCS 3 3aTAaAbHOI0 KOAOPUCTUYHOIO KOHIIEML[i€l0 HOBUX cepiil TBOpiB. AHTpornoMopdHi obpa-
31 3’ABASIIOTBCS B TBOpax cepil «HiuHi o6cTpian» Aepaai yacrime. Tenep BoHu 300paskeHi 3 omy-
I[EHMMI TOAOBaMH, B CIpOMY, CBITAOMY KOPUYHEBOMY, OAQKUTHOMY, OIAOMY KOABOPaX, MIOAEKYAU
BMKOPMCTAHO 3€AeHMUI1 i CuHi. Ha YopHOMY TAi CTiH i cXOBMIL, 32 MeXaMM SIKUX — BOPOHKMU Bip
B1OYXiB. ITpoTe po3rybAeHiCTh i CTpax LIAKOM He IOTAMHAIOTH iX. Y TBOpi «MOHOAITI» XYAOXHMU-
L1 TIOKA3Ye€, sIK BOHU 3TPYNOBYIOTbCS, KOHLIEHTPYIOUMCh HA TOAOBHIN MeTi: BUCTOATY, BVDKUTH, Ha-
BiTh 3aKaM SIHIiBIIM Ha 4ac. ABTOPKa TPAaHCAIOE YCBIAOMAEHHS TOTO, LIO ii MEPCOHaXi — YacTUHA
i€l 3eMAi, LUX BOA, Lporo Heba, ix AoAi moB’s3ani HasaBxau. Y TBopax cepii «Cdepu»
I. LlapukoBCchKa MPOAOBXKYE PO3POOKY TeMU B3AEMOAII AIOAVHU i BCeCBITY B yacu BiltHU, 3MiH y
MaKpPOKOCMi i MiKpOKOCMI, 1110 € HACAIAKOM TIOA.

Oco0AuBicTIO TPeThOI BUCTaBKM NMPOEKTY «Ha’knBO» € Toi1 PaxT, 1j0 B MPEACTAaBAEHUX TBO-
pax 1e OiAbllie TPOSIBMAACDH 3alliKaBAEHICTh aBTOPOK MiOAOTi€l0, a 1ie 3aCBiAYy€e TAUOLINIT piBEHD
MMUCTEL[bKOTO OCMUCAEHHSI MOAepHOI icTopil Ykpainu. CTaAi MOTUBH, AXKEPEAOM SIKMX € HapOAHA
KYAbBTYPQ, BUCTYNAIOTh B TBOPaX XYAOXKHMLb CBOEPIAHMM MapKepoM ipAeHTH4YHOCTI. lle, 30KkpeMa,
MVCAHKa, sille, ITaX. 3BePHEHHS XX A0 MipOAOTiuHMX 00pasiB NMpe3eHTYe OCMUCAEHHS MOAiN po-
CilicbKO-YKpalHChKOI BilfHM B KOHTeKCTi cBiToBOI icTopii. Cepisa O. ToakauoBoi «Aoas» ckaapa-
€Tbcs 3 TBOPiB «MiHAUBiCTb», «KpuxkicTb», «HeBiABOPOTHICTb». ¥ MaAIOHKYy «MiHAMBICTb» aB-
TOpKa iHTeprperye obpa3 60oruti AdiHu, Ky BBaXXaIOTh MOKPOBUTEABKOI 00OPOHHOI BiltHM, 3 1i
HE3MiHHUM aTpUOyTOM — BepeTeHOM. L[s1 6oruHs pomomarae CBOIM OOpaHILSIM Y 4aC HaMOiAbIIOL
3arposu 1 Hebe3mneky, Bepe ix oo nepemoru. Ha apkyuri «KpuxkicTb» 306pa’keHO MMUCaHKY, PO3IIC
SIKOI CKAAQAQ€ETHCS 3 YOTUPbOX Pi3HMX OPHAMEHTiB-CEIMEHTIB, K YOTMPbOX YaCTUH YKpaiHu B ix
HETIOBTOPHI KyAbTYpHilt ocobauBocri: [TiBaeHb, Cxip, 3axia, ITiBuiu. [To AiHisIx MK UMM cerme-
HTaMM NJMCaHKA IlepeMOTaHa YePBOHOI0 HUTKOIO, III0 CUMBOAI3y€ 3aXUCT Bip arpecii i1 HeraTusy. Y
MaAIOHKY «HeBiABOPOTHICTb» AOMiHYIOUOIO B IIPOCTOPi XYAOXKHBOTO MOAS apKylla € YepBOHA KyAs
— MOTOK HUTOK AOAI, 1[0 TOTpanuB Cloau Bip Beperena Adinu. [IpukmeTHo, 1110 1[€i1 TBip 03A00-
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A€HO A€pEeB’sSTHOI0 paMOI0 3 OpHAMEHTOM po0OoTM KapmaTcbkux maiictpiB. O. ToakayoBa Bpaaacs
AO €AeMEHTIB iHCTaAsLil, OCKIABKM LI paMKa BMKOPUCTaHa He AMlIe K opopMAeHHs, 034004, a,
BAACHe, CMMCAOBUI aKL|EHT Ha MIAKPECAEHHS /1 MaKCMMaAbHe YBUPa3HEeHH: NPUHAAEXHOCTi aBTO-
pK1u A0 YKpaiHy, I KyAbTypy, ii AOAi B HalcKAaapHimIi yacu ii MopepHOI icTopii — B yacu BillHU.
KpiM TOro, XxyAO>KHULIST BAQAACsI AO 3aCTOCYBAHHSI 11ie /1 peaAbHOI YePBOHOI HUTKY, IO 3’€AHYE BCi
TPU MaAIOHKM, HiOM IepeTikaiouy Bip BepeTeHa >KiHKM-00ruHi A¢iHu yepes3 MUCaHKY-YKpaiHy A0
KAYOKa B TPETbOMY MaAIOHKY cepil. BurmpoOyBaHHs, 1[0 BUITaAM Halliil 3eMAi — HEBIABOPOTHI,
KUTTSI — KpuXxKe, aae AdiHa — Ha 6011i TuX, XT0 000poHsIeThCA. Lle A0AS IepeMOXKIIiB.

H. Koxaab TakoX IpeACTaBMAQ HOBI MaAIOHKM, Ccepep sIKUX 1 Ti, Ae IPOAOB)KEHO 3B€pHEHHA
A0 Midoaorii. B ubomy ceHci BupisHs0TbCs akBapeAi «Po3MoBa 3 YOpHMM mTaxoM» Ta «BpsTyit
THi3A0». B mepiit 300pa)keHO MOAOAY YKPAIHKY B KOLITOBHO 03A00A€HOMY HAPOAHOMY CTPOI Ha-
pedeHoi. Ha py1ii y Hel cuAUTDb YOpPHMIT BOPOH, 1O Billly€ AIBUMHI AOAI0. AKBapeAb BIiACMAQE TASIAQ-
ya AO CUMBOAiKM Mi¢idHOro mraxa 6araTbox HapoAiB — BopoHa. Lle — Biuuit nTax, CMMBOA BiTpy,
AOBTOAITTs i mepep6auanBocTi. (Ia. 3.) Ha MaatoHKy «BpsiTyit rHi3A0» 300paXkeHO >KiHKY B HAPOA-
HOMY CTpOi, BKPUTOMY CTMAI30BaHMM OPHaMEHTOM Ta KBiTKOBMM Bi3epyHKOM. MoAOAMLA CTOITh
CIIMHOIO AO TASIAQYA, IPOCTSITHYBILIYM PYKM AOTOPY, OOXOTMBILY HUMMU THi3A0, 3 SIKOTO BXK€ BUITAAO
OAHeE siillie, TOX MOTPIOHO BPSATYBaTU ABA iHIIMX. MaAIOHKM CBIiAYATh PO HOBUM, TAMOLINI piBeHb
OCMMCAEHHA TeMU. B Liyx KoMno3uLisx HasiBHi cTaai moTuBM TBOpiB H. Koxaab BoeHHOro nepiopy
Ha ITO3HAYeHHH ii YKOPIHEHOCTi B piAHY 3€MAIO: HAPOAHUI CTPiil IePCOHAXIB, 10I0 CTUAI30BaHUM
opHaMeHT; MeTadOpUYHEe TPAKTYBaHHS MTaXa, SIK MepPeABICHMKA AOOPOI AOAi PiAHOI 3eMAi, mompu
HaBJCAY HaA Helo Tellep HeDOe3IeKy, Ta rHizpa — K camoi YKpainu, Aomy, Poaunu. fAiiie € cBiToT-
BOPYMM IOYAaTKOM Yy Micax 6araTbox HapoaiB CBiTy. XyAOXKHULISI MUCAUTD YKpaiHy sIK LiiAnit Bce-
CBiT. BiATak cMMCAOBUI | eMOLIITHUI MeCeAXX aBTOPKU IIPOUYUTYETCS: «BpsATyit rHizpA0» / «Bpsatyn
YKPAIHCBKUII CBIT».

Y TBopax i3 cepii «baekayr» H.Koxaab pocArae Toro piBHA MUCTELbKOIO y3araAbHEHHH,
SIKU HAAA€ IM CMMBOAIYHOTO 3BY4aHH:. Y akBapeAi «CBiuka» BOTOHb € CUMBOAOM CaMOTO XXUTTS
M CBIiTAQ, 1O NMPOTUCTOITh MOPOKY. B MaAtoHKy «MoOiAbHUI 3B’5130K» OAQKUTHMII €KpaH CMapT-
¢boHa BUIIPOMIHIOE CBIiTAO, 1JO MIPOUUTYETHCS 5K MOTY>)XKHUI CTPYMiHb Haajil, 30KpeMa Ha Hemepe-
PBHICTb HallBOXKAMBIIINX AASI HAC 3B’SI3KiB y 4acu BUIIPOOYBaHb.

Tpu BUCTaBKOBI eKcrosuiii nmpoekry «HakuBo» 3acBiAUMAM HAsIBHICTb CTAaAMX MOTUBIB y
tBopax H. Koxaap, O. ToakauoBoi, I'. LlapuKoBCbKOI BOEHHOTO 4acy, AeTbCA HacaMIlepeA Ipo iH-
TepIpeTaLiio mapiB HAPOAHOI KYABTYPH, TaK i €BOAIOLII0 0Opa3HOI CUCTEMU, 1O MTOB'SI3aHO 3 TAU-
OVHOI0 OCMMCAEHB Tpareail Ta ii HacaiaKiB. ITpocTexyeTbcs moeTanHicTb y po3po0OLii TOAOBHOI Te-
MU: YKOPiHEHICTb Y piAHY 3eMAI0, OCOOAMBOCTI B3a€MOAII AIOAVHM i BCECBIiTY B 4acu BiilHU, 3Bep-
TaHHS A0 Midoaorii i1 MipiB AAS BBEAEHHSI MTOAIN y WIMPLUIMI KOHTEKCT. Y TaKUil CIocib aBTOPKH,
YBUPA3HIOIOUM CBOKO IA€HTUYHICTD, MIAHOCATb T€MY POCIICbKO-YKPAlHChKOI BillHM Ha BUIIMN pi-
BEeHb MMCTELbKOIO y3araAbHEHHsI, BBOASIUM APaMaTU4Hi MOAIT 11 omip, 30KpeMa KyAbTYpHUI, 00-
CTaBMHAM y KOHTEKCT CBITOBOI icTOpil. Bip3Haunmo, 1110 BCi Tpu eTany po3rOpTaHHA T€MU BiAIOBI-
AQIOTh KOHLieNLii OyTTeBiCHOro yKopiHeHHs AlopuHU. T.llumbaA 3a3Havae: «3a AOMOMOTIOIO IO-
HATTA “yKopiHeHHs C. Beiiab [CuMoH Beit. — Peo.] aHaaizye popmu 3HeKopiHeHH: OYTTs cydac-
HOI AIOAVIHM Ta OOIPYHTOBYE LIASIXM J1OTO MOAOAaHHA. [lo-niepiue, sik BBakae C. Beiiab, rao6aabHe
3HEKOpiHEHHS BiAOYBA€THCA IiA Yac 3arapOHMLIBKMX BilfH. Y LIbOMY pasi «11030aBA€HHs KOPiHHS
CTa€ Malbke CMEPTEABHOI0 XBOPOOOIO AASI TIOHEBOAEHMX HAPOAiB» [2, . 75]. AocAipHuLs Haroao-
mye: «C. Beilap BrieBHeHa, 1110 KyAbTYPa, sIKa HE CIIMPAETHCS HA 3B’A30K 3 HAL[iOHAABHMMU OYTTEBI-
CHUMU TPAAMLISIMU, BTPA4ya€ MALPYHTS, )KUBAEHHs, PYIMHYIOUM TMM CAMUM MUHYA€ i MalOyTHE,
3YMHAIOYY “HANTSDKYUM 3A0UMH » [2, ¢. 76].

IIpukMeTHO, 10 NepeA TPeTbOIO BUCTABKOI MpoeKTy «HaxxuBo» y w1l ke 3aai HauyioHaab-
Horo Mmy3ew «KuiBcbka KapTMHHA raaepesi» OYAO MpeACTaBA€HO MPOeKT «IloHiBeueHe HEOO» (Ky-
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patopka Ipuna XomeHko). Tpoe MOAOAUX aBTOPIB, HeLOAABHIX BUIYCKHUKIB KMIBCBKUX BMUIIIB,
3aCBIAYMAM peaAisanilo iIHAMBIAYaABHMX IOLIYKIiB Y PO3KPUTTI BOEHHOI TEMAaTUKU B LIbOMY K KAIO-
4i, J0 AQ€ MIACTaBU TOBOPUTHM IIPO IEBHY TEHAEHIIiI0, a00 K CTpaTerilo, YKpaiHCbKOI KYAbTYPHOI
MOAITUKM B YacCH BillHY, 30KpeMa y Bi3yaAbHOMY MUCTELITBI.

Bunyckuuk HAOMA K. Aamyiien — aBTop iHcTaaswii «Bukpapene autmHcTBO». (IA.4.)
I. XomeHKO 3a3HauMAa, 110 pobOTa «TOBOPUTDH MPO XXUTTS AUTUHU BilHY, Y SIKOI CHAOI0 3a0paAu
CBSITO, SICKPaBiCTh, HABiTb OYAEHHICTb». AASI MOAOAOTO MUTLSI AUTUHCTBO — MillHa )KUTTEBA OC-
HOBA, TPEeKPacHi AHi, KOAM CBiT HABKOAO — BEAUKUIL, A0Opuit i 6apBucTuit. Tum roctpiuie mepe-
)KMBA€ BiH IMOAii, ap’Xe 1je cBiKa ocobucTa naM’siTb PO MPEKPaCHUI CBIT, SIKMI1 AASI HACTYITHOTO
MOKOAIHHSI BUOYXHYB 60A€M i CTpaXKAQHHSMMU.

OcmucArol0uM MOAIT pocCiiicCbKO-yKpaiHCbKOI BiltHY, BUITycKHUK HAOMA A. AolieHKo B 1o-
AOTHI «YKpalHChKUII pEHECAaHC» HAAA€ IM XYAOXKHBOTO Y3araAbHEHHs, o3Havawuu ¢pirocodiuHic-
TI0 TBOpYOi AYMKH. (IA. 5.) CBiXI paHu HawIoi 3eMAi, HaCAIAKM 3BipCTB pociiicbKux arpecopiB y by-
ui, Mapiynoai, iHIIMX MiCTax BiH IparHe BIMCATU B iCTOPMYHUI KOHTEKCT. YKpaiHy, 1O BTpPAvae
CBOE MalOyTHE B 0C00aX MPEACTaBHUKIB MOAOAOTO 11 HAIMOAOAIIOTO MTOKOAIHb, aBTOP ITOTPAKTO-
BYe€ SIK CBITAY CTOPOHY Ha apeHi oABiuYHOI 60poThOu Aobpa i 3aa. Y TBOpi itAeTbCs 1 po Bippo-
AXeHHA YKpaiHu. Ha piBHI AyXOBHOMY BOHA B)Ke OTPMMAaAa IIEPEMOTy, apKe BEAUY AyXy HalIMOAO-
ALLVX TI AiTell, iX )KepTOBHICTb Y LIbOMY KOHTEKCTi BCeAsi€ Bipy B IlepeMOry Ha piBHi disnyHOMY.
MacrabHa ipest moTpebyBasa apeKBaTHUX 3aCO0iB BTiA€HHS, TOK XYAOKHUK 30CEPEAVB yBary Ha
CTUAICTUYHUX 0COOAMBOCTSX Oapoko. Lle 3abesmeunro HeOOXIAHY AAST peaaisaliii 3aAyMy MOHYMe-
HTAAbHICTb KOMINO3MULl. 3aBASKM AMHaMilli, CIPAMOBaHIll Ha Iepepadyy CTaHY CXBMAbOBAHOCTI,
MO>KHa BiAUYTY HAIpYTy Cy4acCHMX Tpareaiil y ix 3B’s13Ky 3 yciMa AMXaMM Ha iCTOPMYHOMY LIASIXY,
SIKMX YKpaiHi AOBEAOCS 3a3HATH Bip iMIlepii, 1110, 3MiHIOIOUM Ha3BY, AUIIAAACH 32 CYTTIO 3arapOHU-
LIbKOI0. ABTOP AVBUTBCS Ha MPOOAeMy IMpUTaMaHHUM 0apOKOBill CBIAOMOCTI TOTASIAOM, «AYXOB-
HVMU OYMMa». ¥ TaKuM CIIOCi0O AYyXOBHOTO OaueHH:, ab0 K OAVDKYOTO AASI HAallilOHAABHMX BEPCiil
€BPOIIENCHKOrO0 0APOKO eKCTaTUYHOTO iHCANTY, BiH BOAHOYAC BBOAUTH MIUCTEL[bKE OCMUCAEHHS
YKPaIHCBKOI iCTOpIi B KOHTEKCT €BPOIENCbKOIO MUCTELTBA.

M. lllanpaHoBa, BUITYCKHULISI GaKyAbTET apXiTeKTypu, OyaiBHULTBA Ta Au3aiiHy HaljioHaAb-
HOTO aBiallilIHOTO YHIBEpCUTETY IPEACTaBMAA CePilo KoAXKHMX TBOPIB «1llasix» Ta ckeTubyk «Ko-
piHHA». B KoAaxax cepii «lIaAx», BUKOPUCTOBYIOUM apXiBHI POAVHHI CBITAMHM, AUCTIBKU, Kpec-
A€HHs, a caMe — BMKPOVIKM 31 CTapMX >KypHaAiB, 1110 aCOLIiI0I0TbCSI B aBTOPKM 3 MallaMy, BOHA pO3-
MOBIAQ€E MPO HIASIX CBOEL POAMHM 3 MiBAEHHOrO MicTa MUKoOAa€Ba, KOMY NPUCBSYEHO M TBIip
«HaitpoBia mopopox». B cBoix poborax M. lllanpaHoBa BUKOpUCTOBYE Oarato 4epBOHOTO KOABO-
PY, BAQIOUMCbh TaKMM YMHOM AO CBOEPIAHOTO MAapKYBaHHS: IIASAX IONEPEeAHIX TOKOAIHb ii pOAVHM
OyB MO3HAYEHUIT APDAMATUYHMMMU 3iTKHEHHSIMU 3 aKTUBHO-arPEeCUMBHOIO paAsHIHOW. [Toail po-
CiJICbKO-YKPalHCBhKOI BiIHM € TMMU QMIOKAAINTUYHYMHY IIPOABAMU, IO OCTAaTOYHO 3MUBAIOTD PELLT-
KU PaAsSHIIVHY 3 Many YKpaiHu MailOyTHbOro. 3 LMY TBOpaMM 3HaYHOIO MipOI0 MOB’sI3aHi i1 KO-
AaXi ckeTu0yKy «KopiHHsi». ABTOpKa MO3MLIIOHYE cebe SIK AAHKY POAY, MAKPECAIOE BAACHY BKOPi-
HEHICTh, 3B’130K MMOKOAiHb. OAHAK, SIKIIO y cepil «IIIAsix» YepBOHMIT KOAiIp 3aCTOCOBAHO SIK MapKep
PaASIHILMHY, B KOOPAMHATAX SIKOI AOBEAOCS XUTU IIPeAKaM, TO B apKyllaX CKeT4OyKy BiH yBMpas-
HIOE 1lle OAMH CEHC — MaM’sITb poAy. ITaM’siTh mpo 1je raubiire KopiHHs. | Ha MO3HaYeHHS LIbOTO
MigHoro rpyHTy M. lllanpaHoBa BUKOPUCTOBYE peaAabHy uepBOHY HUTKY. (IA. 6.) Temep uepBoHuMit
3aCTOCOBAHO SIK XapaKTepHUI AAs YKPAIHCbKOTO HAPOAHOTO CTPOIO, 30KpeMa HapOAHOI KYAbTYpH,
Ae BiH CUMBOAi3ye came XUTTS. JKUTTS poAy, LIASX POAY i IIMplIe — AOAS POAY, B KOHTEKCTI AKOI
posrasipae cBow Aoar aBTopka. [IpUKMeTHO, 11j0 B OAHIN i3 poOiT CKeTUOYKY BOHA TAKOXX YAQETh-
cs1 A0 GoTO300pakeHHs MTaxa B THi3Al; i1 e, K i B O. ToakauoBoi (mpoekt «HaxxnBo») — Aeaexa,
CUMBOA AIOOOBi AO OaTBKiB, AO POAVHHU, AO PiAHOT 3eMAi. OCKIABKYM BBa)KaAOCSH, 1110 THi3A0 A€AEKU
MPUHOCUTD 1ACTS, BUPA3HO MPOYUTYETHCS 3aKAAACHUN Y TBIp CEHC: MPOMILIOBIIY Yepe3 alOoKaAil-
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TUYHUI BOEHHMII Xa0C, HOBi IIOKOAIHHSI POAMHU ¥ PiAHOI 3eMAi TepeOyBaTUMYTb Y LIIAKOM iHIIMX
KOOpPAVMHATaXx yKpaiHCcbKol icTopil, mam’sitatoun ictopito Poay i ioro Aoaro.

OTOX, TPOE MOAOAVIX aBTOPIB, sIKi MOXOASTH i3 pisHux mict Ykpaiuu, — K. Aanymen (Kuis),
A. Aouenko (3anopixoks), M. lllanpanoBa (MukoaaiB), — TBOpU SIKUX 00’€AHAHI B KypaTOPCbKO-
My mpoekTi I. XomeHko «IloHiBeueHe HeOO», y CBOIX XyAO’KHIX IPaKTMKaX 3aCBIAUYIOTb OCMUC-
A€HHSI BAQCHOI iA€HTMYHOCTI sIK MilJHOI OCHOBM B Yacy BUIIPOOYBaHb Yepe3 BUPaKEHHS YKOPiHEeH-
HS B POAVHI, POAIL, IMpllle — B PiAHIN 3eMAi. 3Ba)kalouy Ha MOAOAMI BiK aBTOPIB, LIIAKOM 3p0O3Y-
MiAO, 10 BAXKAUBUM AASI HUX € HEAABHIT 0COOMCTICHUN AOCBiA, BIAOOpaskeHMiT B TeEMi AUTUHCTBA.
Vaetbest Ipo TOHiBeueHi AOAi aiten BitHM y K. AamymieHa; Tema 3arubeai AiTei sSIK 3HUIEHHS
MaitOyTHbOro YKpaiHu, mo i A. AOLIEHKO MUCAUTbH SIK KEPTOBHICTh 3apaAu MailOYyTHHOTO HAIIOI
3eMAI, sIKa BJKe TlepeMOoraAa Ha AYXOBHOMY piBHi; ycBiaomaeHHs: M. lllarpaHoBoi cebe sIK HalIMOAO-
ALLIOT AQHKV POAY. YKOPiHEHICTh, BUpa)KeHa MOAOAVMY MUTLISIMU Y CBill CITOCi0, AO3BOASIE TOBOPHU-
TU NPO MEBHY 3aKOHOMIiPHICTb, IPOSIBAEHY B TBOPAaX YKPAaIHCbKMX XYAOKHMKIB BOEHHOTO 4acy. He
MEHUI 3aKOHOMIpHMM € IXHE NpParHeHHs BBECTU MOAIl POCiIChKO-YKPalHChKOI BilIHM B IIMPIIUNI
KOHTEKCT CBITOBOI iCTOpIi. 3 LIi€l0 METOI0 OAVH 3 MUTLIiB 3BepTAIOThCA AO TEMU AUTUHCTBA ITiA Yac
BilfHM. PO3KPUTTSI roCTpUX TeM 4Yepe3 3MAAIOBAaHHS AUTSYOI 6€33aXMCHOCTI € OAHMM i3 HaiBipO-
MillYX NPUMOMIB y iCTOpil CBITOBOTO MMCTeLTBa. IHIINIT MUTELb TPAHCAIOE lie Yepe3 3BepHEHH:
AO €KCTaTUYHOTIO iHCATy €BpOIeNCbKOro 6apoko. Tpets yyacHuis npoekry «IloHiBeueHe HEOO»
OCMICAIOE iCTOPiI0 POAY BOAHOYAC Yepe3 MaM sITh PO J0ro HalrAuoOlIe KOpPiHHA i IIASIX Yepes3 Ko-
OPAVHATU TOTAAITApPHOI CUCTEMHU AO Il OCTAaTOYHOTO BiAXOAY MiA 4YacC pOCiICbKO-YKPalHChKOI Bil-
HU. B Takmit crocib BoHa Npe3eHTye XyAO>KHE OCMVCAEHHS AiTONNCY CBOTO POAY B iCTOpMUYHIN ITe-
PCIeKTUBI.

MoskeMO KOHCTaTyBaTH, 1[0 YYaCHUKHU MPOEKTY «IToHiBeueHe HEOO» B TOM UM TOM COCIO iH-
TEPIPETYIOTb TeMY AOAL: 3AaMaHi AOAL AITeN BiIHU; AOAI, >KEPTOBHO ITOKAAAEHI 3aAAS IIepeMOoru
AO0Opa i1 BIAPOASKEHHS PiAHOI 3€MAi; AOAI IPEACTaBHUKIB OAHOTO POAY B KOHTEKCTi AOAL YKpaiHu.

MoaAoail MUTLI peaAi3yloTb IHAMBiIAYaAbHI TBOpYi iHTEHLil, TPAHCAIOIOUM NPU LbOMY CBOIO
TPOMAASIHCBKY TMO3MILIII0 3 ONMEPTSIM Ha HaOYTKM MOPAaAbHMX aBTOPUTETIB CBOTO HapoAy. 3a cro-
crepexxeHHs M T. Lnumbaa, «rpomMapChKuit 00OB’SI30K, MATPIOTM3M Ta BIATIOBIAQABHICTD AKOAVHU
nepeA piAHMM HapoAOM, BiATTOBIAQABHICTD 32 AOAI0 BaThKiBIIMHY, SIK OCHOBA i CIIOCIO YKOpiHEHHs
AIOAVIHU, CKAQAQIOTh OCHOBHMUIT TAMOMHHUI 3MiCT MOPaAbHO-€TUYHOI KOHIIEMIIil “I'POMaAsSHCHKOTO
rymaniamy’ T. llleBuenka, M. Koctomaposa, I1. Kyaima ta 3anoyarkoBanoi Humu ¢irocodii “Bia-
MOBIAQABHOTO Ceplisi’, 1[0 BUXOAMAR Ha 3B’S130K 3 3aXiAHOEBPOIEICbKUMU YSBAEHHSIMU PO Aibe-
paAbHi Ta AéeMOKpaTuyHi popMu coLiiaAbHOI OpraHisartiii AFOACPKOTO XUTTsI» [2, c. 43].

BucnoBku. TBopy ywacHukiB npoekriB «HaxuBo» (Hartaaiss Koxaab, Oaena Toakayosa,
I'anHa llapukoBcpka) Ta «IloHiBeueHe He60O» (Amutpo Aouenko, KocrsintuH AamyiieH, Mapis
[llanpaHoBa, KypaTop — IpmHa XOoMeHKO) 3aCBiAUYIOTb, 1[0 0Opa3Ha CUCTeMa MUTLB aA€KBAaTHO
nepeAa€e YKOPiHEHICTb aBTOPIB — Y pia, Y PiAHY 3eMAI0; Aooromara€e epeKTMBHO PO3KPUTHU B3aEMO-
AII0 AIOAVIHU i BCECBIiTYy B 4acy BillHU; BBOAUTb — Yepe3 3BEPTaHHS A0 Mi(OAOTIYHMX CIOKETIB Ta
00pa3siB — MoAil pocificbKO-YKpalHChKOI BiffHM y IIMPILMIT KOHTEKCT CBiTOBOI icTopil. ITpu npomy
y4acHMLi NpoekTy «HaxuBo», Maoouy OiABLIMIT AOCBiA XYAOXHBOI MPaKTUKM, 30epiraloTb craai
MOTMBY IIPU PO3LIMPEHHI 00pa3HOI CUCTEMU Ta AeAaAl FAMOIIOMY iHAVBIAYaABHOMY OCMUCAEHHI
APaMaTUYHUX MOAiM BiltHU. YyacHUKU NPOeKTY «[ToHiBeueHe HEOO», TIABKM-HO PO3IOYaBILIM CBOO
MIPOEKTHY AISIABHICTD, YCIIIIHO MIATBEPAVAM aKTYaAbHICTb TeM Ta 00pasiB, sIKi iHTepIpeTyBaAU
BiAOMi XYAO’KHUIL]i, 3apa30M IPEACTAaBMBILIM BAAQCHUI TBOPYMII MOTEHLiaA OCOOVCTOCTEI, CIIpO-
MOXXHUX Ha PirocodiuHy rAnbOUHY i1 MacIITaOd MUCTEL[bKOTO y3araAbHEHHSI.
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CHUYKO T.

THE FIGURATIVE SYSTEM IN THE WORKS DURING
THE RUSSIAN-UKRAINIAN WAR:
NAZHYVO (LIVE) AND MUTILATED SKY PROJECTS

Abstract. The article analyzes changes of the figurative system in works on military subjects,
created in the period from the end of February 2022 to the middle of 2023, focusing on Nazhyvo
(Live) and Mutilated Sky projects. The first exhibition of the Nazhyvo project featured works
which declared their authors’ rootedness in the cultural layers of their homeland; the second exhi-
bition focused on the theme of human interaction with the universe in times of war; the third ex-
hibition showed the authors’ interest in mythology, which demonstrates a deeper level of artistic
comprehension of Ukraine’s modern history. The author highlights that when changing the figura-
tive system due to the expansion of topics and the depth of comprehension of dramatic events, the
participants of the Nazhyvo project retain constant motifs in their works, such as archetypal im-
ages. In their artistic practices, the participants of the Mutilated Sky project realize the results of
comprehending their own identity as a solid foundation in times of great suffering through the ex-
pression of rootedness in their family, community, and, more broadly, their native land. The root-
edness expressed by the young artists in their own way confirms the tendency manifested in the
works of Ukrainian artists during wartime. Thus, for the participants of the Nazhyvo and Muti-
lated Sky projects, it is important to mark identity in their artistic practices by conveying a connec-
tion with their ancestry as a family and their ancestry in the sense of their native land, as well as by
placing the events of the Russian-Ukrainian war in a broader historical and cultural context. The
effective realization of creative aspirations is facilitated by the development of a figurative system
characterized by expansion in the development of sustainable motifs.

Keywords: figurative system, war subjects, permanent motifs, contemporary art practices.
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AHoranis. Y cTarTi po3rasipQloTbCsl OCHOBHI LiAi Ta 3aBpaHHs Prague Quadrennial of Per-
formance Design and Space 2023 (PQ-2023), poocAipXytoTbcs ii crieHorpadiyHi Ta meppopmaTuBHi
MPaKTUKM B KOHTEKCTi HOBITHIX KYAbBTYpHMX IporpaM. ABTOPKa aHaAi3ye NparHeHHs Cy4acCHUX Te-
aTPAAbHUX XYAOKHMKIB, apXiTE€KTOPIB, MyAbTUMEAIVIHMX MUTLIB Ta AU3alHEpiB IPOCTOPOBOTO
KOHTEHTY peaAi3yBaTU CBOI iAel B KypaTOPCbKUX MPO€EKTaX. BM3HaYeHO XyAOXKHI XapaKTepUCTUKU
Hanikasimmx npoekTis 3 ITopryraaii, Kataaonii, Kinpy, CaoBauunuuy, Pymynii, Hopserii Tomo —
MIPOEKTIB, aBTOPU AKUX BUCTYMAIOTb He AMILe BMpPA3HMKaMM TeaTPAAbHMX iAell, a I TOPKAIOTbCA
LIMPOKOIO KOAQ MUTaHb, aKTYaAbHUX AASI CbOTOACHHA. BM3HaueHO 1IiAbOBi Ta KOHLIENTYaAbHi Xa-
PaKTEPUCTUKM MAACTUYHOI GOPMYAM YKpaiHCHKOTO MaBiAbitoHy «Cap XUBKX peuen» (KypaTop i
cuenorpad borpan IToaimyk). I[TpoaHaaizoBaHO maTepHM Ta OOIPYHTOBAHO 3aKOHOMipHOCTI ycCi-
IIHMX iHCTaASALiIN YKPAIHCbKMX XYAOKHMKIB y npocTtopi «Capy»: «Hamitka» AropmMuan Haropsoi,
«Yosen» Cepris PupBaneupkoro ta Hartaaii PuaBaneupkoi, «dutanusa aaHamadry» Ineccu Kyan-
ynypkoi, «Tepesu BitHu» Oaera TatapmHoBa, «Mpiss Mapii» Mapii [Torpe6nsk, «Kopinus. Me-
pexa 3B’s3KkiB» FOAii 3ayanuHoi, «ITuit. ABTOp He Hece BipnoBipaapHOCTI. fIK i pocisi» Oaeci ['oao-
Bay, «TeaTp cnorapiB» Oaenu IToaimyk. ¥ cTaTTi po3rAsHyTO IPOSABM aBTOPCbKUX MO3ULiN Y KpU-
TUYHO BaXXAUBI AAA YKpaiHu MOMeHTH icTopil. [liAkpecaeHO HenepeciyHy poAb MUTLIB K IIPOAO-
B)KYBayiB HayKpallyX KOHLEMLi/l HalliOHAABHOI clieHorpadii, B €eBOAIOLITHIX IPOEKTAX SKUX Ha-
LiIOHAAbHE 33aBXAV TOEAHYBAAOCS 3 €BPOIENICHKUM.

Kawuosi crosa: PQ-2023, cyyacHa ykpaiHcbKa cueHorpadis, MucTelTBo YKpaiHu Ta BiilHa,
cueHorpad borpan IToaimyx.

ITocraHoBKa nmpo6AemMu. ABTOpPKa CTaBUTb CODi 32 MeTy: PO3TASIHYTU 0COOAMBOCTI popma-
TiB IPOBEAEHHSI MDKHapOAHMX cLieHorpadiuHux GopyMiB K MPaKTUK 1epopMaTUBHOTO AM3all-
HY, (peHOMeHIB KOHCOAipaLii 11 mpe3eHTauil cleHOrpadiuHO-IIPOCTOPOBUX iAell; OLIHUTK OOpasHi
XapaKTepUCTUKU aBTOPCbKUX MDKHapOAHMX IPOEKTIB SIK aKT BIATIOBiAL HA €KOAOTiUHi, I'eHAEepHi,
BilICbKOBi IIpOOAEMM CY4YyacCHOCTi; poaHaAidyBaTy (akTy y4yacTi IpeACTaBHMKIB Bip YKpaiHu Ha
nonepeaHix popymax Ilpaspkoi KBappi€eHaAe; BUBHAUUTY aKTYaAbHICTb i 00pa3Hi XapaKTepuCTUKU
KypaTOPChKOTo NpOoeKTY 3 Ykpainu «Cap uBux peuein» boraana IToaimyka Ha PQ-2023; npoasna-
Ai3yBaT 0COOAMBOCTI TBOPYOrO PO3BUTKY I'OAOBHMX YYaCHMKIB IPOEKTY, IXHIO POAB Y €BOAIOLI
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cueHorpadiyHux mpotiieciB B YKpaiHi; 03HauUTH 00pasHi XapaKTEPUCTUKU iHCTAASILIN YYaCHUKIB
IIPOEKTY SIK TPOSIBY aBTOPCBKOTO CTMAIO i (peHOMeHa MMCTeLbKOi BIiATIOBiAI Ha pociiicbKo-
YKPalHCbKY BillHYy, N€PEOCMMCAECHH: HallilOHAABHOI'O KYAbTYPHO-ICTOPUYHOIO AOCBIAY, NOYYTTH
MaTpioTU3MYy Ta HaljiOHAABHOI iA@HTUYHOCTI.

AHaAai3 ocraHHiX AocAip>KeHb i myOaikanin. [Tpy HanucaHHi cTaTTi aBTOpKA CrMpaAach Ha
AOCAiAKeHHS 3 icTopii yKpaiHCbKOro TeatTpy i cueHorpadii, aHaAiTiyHi mydaikanii mpo ykpaiHchbki
11 3apyOi>KHi BUCTaBKOBI MPOEKTU. ABTOpPKa CTaBMAa co0i 32 METY OCMUCAUTY i BBECTU Y HAaYKOBMUIA
00ir MaTepiaAu mpecpeaisi, mpeseHTallil1, iHTEepB’10 y4acCHMKIB, 3adikcyBaTy BAACHI CIIOCTEpeXXeH-
Hs SIK YYaCHMLi BUCTABKMU.

Bukaap ocHoBHOro marepiaay. Bip 1967 poky pas Ha yoTupu poku croauuda Yexii Ilpara
TPAAULINTHO CTa€ CBITOBUM LIEHTPOM cLieHorpadii, ocepeAKOM KpeaTMBHOIO reHePYBaHHS IAACTU-
YHUX iAell, Tpe3eHTaLliil KOHLIENITYaAbHUX MTPOEKTIB, IPOCTOPOM >KBAaBUX AMCKYCiil Ta 0OrOBOpeHb
CTaHy LIMPOKOI0 KOAa IPOOAEM, ITOB’sI3aHMX i3 Cy4acHOIO clieHorpadiero. 8—18 yepBHsI — yacoBuit
MpOMIKOK LiboropiuHoro Prague Quadrennial of Performance Design and Space. 3axia Tpapuwii-
HO 00’eAHYBaB cleHorpadis, Au3aitHepiB CLIEHIYHOTO KOCTIOMY, riepdopmepiB, AOCAIAHUKIB CLieHO-
rpacii, KypaTopiB Ta MeHeAXepiB 3 ycboro cBiTy. Ha MucTeubkin mani KkBappieHaae — ABcTpaais,
bpasuais, Bipmenis, Kanapa, Kutaitr, Makao, Mekcuka, HoBa 3eaaHais, Ykpaina, HYuai Toio.

Y nmpocTopax nmpasbpKoro Gopymy mpaiuoBaAo ABi BUCTaBKOBi maaTdopmu. [Tepma — Brcras-
Ka KpaiH/perioHiB, sika po3TallyBaAach y IPOCTOPi OyAiBeAb CTaporo mpaspKoro puHKy. Apyra —
IIPOEKTY TeaTPaAbHOI MOAOAIL, II0 PO3MilllyBaAMCh NPOCTO Heba. AKTMBHO IPallOBAaAU YMCAEHHI
MalAQHUYMKY, fAKI MIBUAKO NEPETBOPIOBAANCDH HA IIPOCTOPU BIADHOTO €KCIIePMMEHTYBAaHHs, ocepe-
AKV IMIIpOBi3aljiil i TeaTPaAi30BaHOTO AICTBA.

Y HIMPOKMX MPOCTOpax apXiTeKTypHUX GpopMaTiB MPEACTaBHUKY MIOHAA CTa KpaiH Ipe3eHTy-
BaAl BiABiAyBauaM aBTOpCBHKi nmepdopMaHCH i mporpamHi iHcTaasLii. Y mpocTopi nmaHyBaAa KOH-
LeNITyaAbHa PI3HOBEKTOPHICTb, HEOPAVHAPHICTb MAACTUYHUX pillleHb, MEAIATeXHOAOTII Ta Au3ai-
HEPCbKi MPaKTUKU. ABTOpU TOCTPO, HEPIAKO KOHPAIKTHO MiAHIMaAM eKOAOTiYHi mpobaeMu, TeMy
TOKCUYHMX BiAXOAIB, MUTAHHS KPUTUYHOI 3MiHU AOBKIAASI, BIIAUBY AIOAEM Ha MAaHeTy. Bkpai ak-
TyaAbHO 3By4yaAa IpobAeMaTyKa BTOPVMHHUX PeCypCiB, 1[0 BXXe Telep 3arpOXKYI0Tb MailOyTHbOMY
AIOACTBA.

Maprta Pada i ITay Macaaro Abopa, Kypatopu npoekry «Pemrtkn» (Marta Rafa & Pau Masalé
Llora, «Crop», Karaaonist), BiaA3HauaAy, 1[0 «Mu >KMBEMO Y CBITi, sSIKill TSDKi€ AO BipTyaAbHOCTI, aAe
PEeaABHICTb CBIAUMTb, 1IJO Hallli BIAXOAM MOipal0Th Hac» [5]. [Tepep BiaBiAyBauamu OyAaa po3ropHy-
Ta QYTYpUCTUYHA, MPAKTUYHO IOCTANOKAAINTUYHA MicTu(iKalis: aBTOpU BiATBOPUAU apXEOAOTi-
yHi pyiHu HauionaapHoro Teatpy KaTtaaoHii y 2053 poui. [Tpu BxoAl y mpocTip 6akarumx ocHaly-
BaAM PyKaBMYKaMM Ta HaBYIIHMKaMU. BiABiayBaui OAykaAM cepep HaKONMYEHb OASTY, BUTATYBAAU
¢dbparmMeHTH CTAapUX KOCTIOMIB — PEIITKY TBOPYMX 3aAYMIB, 1110 KOAUCh OyAU peaAizoBaHi y Teatpi.
Ao okpemyx MaHypaKTypHUX KYI OpraHi3aTOpY MPOIIOHYBAAU MPUAUBASITUCS i3 30iAbIIYBaHUM
CKAOM. Y BUITAAKY 3HAXOAKEHHS TAICHSABU MOXXHa OyAo oTpumarty iHpopmalilo moao Ii moxo-
AKeHHs. YpakeHUil TpUOKaMy CEKOHA-TEHA TepeMarae AIACHKY LMBiAi3alio. 3a yMOB 3MiHU KAi-
MaTy Ta HEAABHbBOI MAaHAEMil, HalIOAATAAM aBTOPU, MM MAEMO OCSATHYTM CAMOPYMHIBHI acneKkTu
HAIIIOTO CII0CO0Y >KUTTSI Ta YCBIAOMUTHM 3arpo3y AASI BDKVIBAHHSI AIOACTBA. TBOpua ipesl KaTaAoH-
CBKOTO MaBiAbITOHY OyAa OlLliHEeHa BiA3HAKOIO XXYpi KBappieHaAe.

LIporopiu 0CO6AMBOIO MOMYASIPHICTIO KYPaTOPiB BUCTaBOK KOPUCTYBABCS MiCOK — HAMOiAbII
exoAoriyHui matepiaa. Y npoexri «Gut City Punch» (OykBaabHUI nepekaap: «YAap Y KUIIKiBHUK
MicTa») aBTopcbkuil TaHAeM Teo Mepcbe i Ceain Ilere (Théo Mercier & Céline Peychet, ®pan-
1]isI) pO3TOPHYAU TIepeA TASIAQYaMU CKYABIITYPHY iHCTAASILIiIO caMe 3 [[bOTO MaTepiaAy, BUKOPUCTA-
BIIM AASI TBOPYMX NOTPeO IMOHAA TPUALISITh TOH MicKy 3 BaTaBu. ITickoBuit 3cyB IPyHTY BiAKpUBae
nepeA rasiAQ4aMy YepeBO 3eMAi, B IKOMY KaHaAi3alliliHi MeTaAeBi TpyOu, HEPUPOAHI Y LIbOMY ce-
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PeAOBHII, CXOXi Ha MOCTIHAYCTpiaAbHUM KUIIKiBHUK. MicTo, BunorpoiueHe ypbanisauieo. Tema
ANOKAAINITMYHO-YPOaHICTUYHOTO MEN3aKy HE AMIIEe YHAOUHIOE POOAEMY, aAe i1 IPOIIOHYE MiAKa3-
KU AASI MaiiOYTHIX NMO3UTUBHUX TpaHCcdopMaliil. ABTOpY BBaXKalOTh, 1[I0 CaMe IMiCOK CTaHE OCHO-
BOIO HOBITHIX OYAIBEABHUX TEXHOAOTIN, MPUITHITHUX AASl €KOAOTil MAaHeTU. ABTOPU IMPOEKTY
OTPUMaAM CIIeL{iaAbHY HarOPOAY BiA BAaAM cBo€l KpaiHu. (1a. 1)

AKIIeHT Ha BOAHO-€KOAOTiUHi NNUTaHHS, MYABTUTEXHOAOIIYHICTh i 30poBa Ipe3eHTabeAb-
HiCTh XapakTepusyBaAu mpoekt Aparoma Bbyxapxiapa «Mict» (Dragos Buhagiar, «The Bridge»,
PymyHis). [HTepakTUBHA apT-iHCTaASLisE HATaAyBaAa BiABiAyBauaM, 1[0 OCHOBA AFOACBKOTO TiAa —
MOAEKYAM BOAM. 3a iX AOTIOMOIOI0 MU IIOCMAA€EMO Bibpallii y CBiT, pe30Hy€eMO y IpocTOopi, BCTyma-
€MO Y KOHTaKTU 3 iHIMMM. 3aMKHEHMII TTaBiAbJIOH 3 MiCTKOM, eKpaHaM! i 3ByKOBUMM crieLiedex-
TaMU IPaBUB 32 peareHT BHYTPIlIHbOI NMPUPOAU AIOAVMHU. ['Asfpadi reHepyBaAu BOAHI «peakiiii».
ITpocTip «BiATyKyBaBCsI» CBOEPIAHICTIO PUTMIB, CBiTAOBUMU edeKTaMu. BTim, BiaBiayBaui 3 Ykpai-
HY CIIPUIIMAAU aBTOPCHKY IPOIO3MLII0 Y KOHTEKCTAX, sIKi KypaTop HaBpsip uu nepepbayas. Ykpai-
HCbKa MUCTKUHS AtopoMrAa HaropHa Tak ommcasa cBoi BpakeHHsI Y (eicOyKy: «IIPOCTO MPUTOAO-
MIIAMBI BiAuyTTs Ha ¢oHi Tpareaii KaxoBcbkoi [EC. be3ayMOBHO XYAOXHMK, SIKMI1 CTBOPIOBaB J10-
ro, BKAAB 30BCiM iHIIi CMUCAM, aA€ KOAU 5 3alllIAQ Y Liey IPOCTip, MeHe HaKPMAA XBUASL Pi3HUX Ile-
PEXKMBaHD, 1ie HeVIMOBIPHO TpariyHi Nepe>XKuBaHH».

['ocTpo-akTyaAbHa Ha CbOTOAHI TeMa BillHM 3HaXOAMAQ CBOI BTIA€HHA B IPOEKTAX HABITb TUX
KpaiH, B SIKMX BiJICbKOBi Ail He BepAyTbcsi. Mapuna Maaeni (Marina Maleni), KypaTopka nmpoexTy
«['Asipaui B MicTi-ipuBupi» (Spectators in a Ghost City), mokaasa y OCHOBY NAQCTUYHOIO 3aAYMY
AoAr0 MicTa @amarycra, CIyCTOLIEHOTO BHACAIAOK TYPeLbKOTO BilfICbKOBOTO BTOpPrHeHHs Ha Kimp
1974 poxy i 3aKpuUTOro Ha COpOK IIicTh pokKiB. Lle MicTo, cBoepipHa Karcyaa 4acy, OyAo BipKkpuTe
AAS BipBipyBaHb 2020 poKy. AAsl MUCTKMHI ITOHIBEUeHUI Iel13a)K HaAaBaB MOKAMBICTb PO3TOpPHY-
TV TAVIOMHHO-aBTOPCbKY APaMaTyprilo, TI04aTH BiAAiK Yacy Y 3BOPOTHOMY HaNpsIMKy. 30poBi ¢op-
MaTy MPOEKTY — 3pasKy PeaAbHOI apXiTeKTypy MicTa Ta IXHi MiHIaTIOpHi BIAOMTKM — CKYABITYPHI
MaKeTU-HAMAIYHUKY y4acHUKiB. [lepeTHaHHS 3MiCTiB peaAbHOT'O IIPOCTOPY BilICBKOBOTO KOHAI-
KTY i HOBITHIX MUCTELbKMX MPAKTUK. APT-00’ €KT SIK 0OAUYYSI iCTOPUYHOL TPABMU, IO BUXOAUTD
3a Mexi PaMarycTy Ta nepeTMHa€E NPOCTOPU MO BCbOMY CBiTy, OTpMMaB «30A0Ty Tpury» — Haii-
BUIIly Haropoay ¢opymy. (Ia. 2)

BipBiayBauaM ecToHcbKOro maBiabitoHy IBapa ITumaay «Biunicte» (Ivar Pollu, «Eternity»)
IIPOIIOHYBAAU 3a AOMIOMOro0 VR-0OKyAsIpiB a0 LIASIXOM MIATASIAQHHS Kpi3b LINIAPUHU B CTiHi AO-
AyunTucs Ao neperasipy Buctasu «Cepadima+boraan» («Serafima+Bogdan») Taprycskoro Hoso-
ro TeaTpy, MOKa3u sIKOI BipOyBaAucs mpocto Heba. Tpariunnit cro)keT, HEMpoCTi A0Ai repoiB. Po3-
BUTOK ApaMaTypTiYHMX MEePUIIETiN, AKi TAsAadl peaAbHOl BUCTaBU AVBUMAMCD, 3MIHIOIOYM AVICAOKA-
1if0. AIOAU IPUXOASITB i IAYTh, OYAMHKU MIOCTAIOTH i PYMHYIOThCSI, CTPOKAQHHS IrepoiB BTPAvYalOTh
cBo10 roctpory. Yac ypiBHIOE Bce, 3i0paHi 3i CMITTS AeKopallil HEBIMHHO IEePeTBOPIOIOTHCS Ha
cMiTTsA. CrpaB)XHIM Iepo€eM IPOCTOPY CTAE BiUHMI KYILI, SIKUII pOCTE OAHAKOBO SIK Ha KAYMOI, TaK i
Ha KpMBaBOMY IOAi 6010. Ky11i, cepea, sIKOTo po3ropTaerbcsi ApaMaTyprist CIOKeTY, IPOAOBXXYE CBOE
iCHyBaHHs B 4aci 11 IpOCTOPi.

Tema AIOACHKOTO BIIAMBY Ha ITAQHETY — OCHOBA iHcTaAsuii «AiMm — 1e Tenao» («Home is
Warmth», CaoBauunna). YopHuit Kyb 3 TOBCTOro miHOIAAacTy, 3a 3apAymoM Tomama Bopoira
(Tomas Boros), I[TaBeaa bakaiicu (Pavel Bakajsa), Ouppest IOpun (Ondrej Jur¢o) Ta Mapoma Mir-
pu (Maro$ Mitro), maB KoAUCH LjiAicHI popmaTu y mosayacoBocTi cBoix ranbuH. Tuia He OyAa Bi-
YHOIO, 1 XXUTTS IPOHMUKAO Y JIOTO BHYTPIillIHI TpOCTOpU. AKTOpHU, YYaCHUKM MiHIaTIOPHOI TeaTpaaAi-
30BaHOI BUCTaBHU, NepebyBaun B 00pasi AUBHUX MEYEPHUX CTBOPiHb, BUAOBOYBAaAM HYTPO KyOy
AOKKaMM, BUTSITYBaAM Ha IIOBEPXHIO IIMATOYKM IIOPOAM, B3AEMOAISIAK i3 mybAiKoI0 i 3HOBY XOBa-
AVICb Yy BHYTpilHiX ¢popmax. ITpoliecu BuKoAymyBaHHs HaAp KyOy BiABiAyBaui ciocTepiraau 3a po-
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IIOMOT'0I0 BEAVKOTO TEMAOBi30py. ABTOPM MPOEKTY AUIIAAY BIAKPUTUM NMUTAHHS, U/ 3MOJKE AIOAC-
TBO 30€perTu TEMAO CBOTO AOMY, CTBOPMBIIM MOTO 3 MaTepil, SIKy cucteMaTuyHo 3Huye. (Ia. 3)

Ha ¢opymi 3’sicyBasocs, o €Bpona 11 AOCi He OTOBTAAaCh BiA LIOKY MAHAEMIYHMX MPaKTUK.
Temu HaCAIAKIB TOTaABHOI i30As111il, TpOOAEM iCHYBaHHS TeaTpaAbHUX IMPOEKTIB, 0OMEXEHNX YMO-
BaMM KapaHTMHY, AOBOAi aKTUBHO 3as1BAsiAM Tpo cebe. [1aBiabitoH «[ToaoBuHa xBuann» («Half the
minutes») Amwkeau Poma (Angela Rocha) — KoHCTpyKIIisi-AabipuHT, mpocTip i3 pisHoio daxTyporo
MOBEPXOHb, MPOAYMaHUM AM3AMHOM, KOHLemnLie i HeouikyBaHuMu edexramu (ITopryraais). ITo-
PSIA 3 HUM TMIOCTITHO CTOSIAM Yepru — i He AapMa, 00 BipBiAyBaui — Oe3mnocepeAHi y4aCHUKM 3aXO0-
IIAMBOTO iHTEPAaKTUBHOTO AIVICTBa, IiA Yac SIKOTO CUA2 00Pa3HO-TaKTUMABHOTIO BIAMBY OyAa CIipsi-
MOBaHa caMe Ha HUX. BKpuTHit onTOBOAOKOHHUMU (HaKTypaMu, AQOIpUHT «KUB» PUTMaMU M SIKOI
TEeKCTYpU, OTOPTaB BiABiAyBadyiB, pearyBaB Ha IX pyX, 3MiHIOBaB BiATiHKU, TyAbCyBaB MY3UM4YHUMU
putMamu. ['AsiAauiB 3aXOMAIOBAAO CepEAOBMUILE i3 CY0'€EKTUBHO-TIOETUYHOI aTMOC(HEPOI0, CBOEPI-
AHUM Alaaorom marepii i Tiaa AropAuHM. BUXOAIB 3 AabipuHTY — AeKiAbKa, BUOiIp KOXKeH poOuB ca-
MOCTIHO.

AvizartHepcbKuit 00’eKT repep AabipuHTOM — poboye Miclie cuieHorpada — odicHe cepepo-
BuIle 3 eAeMeHTaMM MayiOyTHboro. CTiA, cTiAelb, Aamma, KOTpi, 3AaBaAocs, OyAM OOTATHYTI
MSIKUM XYTpoM. TakTuabHe BUIIPOOYBaHHS AOBOAMAO: 1ie HE XyTPO, & TUCAYI TiAOK, 1110 BKPUBAAU
noBepxHio MebAiB. CTiA pearyBaB Ha AOTMK, ITyAbCYBaB, BiATBOpIOI0uM ¢izioAoriuni npouecu, «Au-
xaB». TeKcTypa KOAIYOI LIKipy MpuBabAIOBaAa Ta BIiALITOBXYBaAa OAHOYACHO.

ABTOpKa He HaB's3yBaAa BAACHY iHTepIpeTaliio, MATEKCTU «TBOPYOI AabopaTopii» MOXXHA
OyAO 34MTaTV B aATOPUTMaX Oe3aAbTEpHATMBHOCTI MMaHAEMIUHOI i30AsLil: poboue Micle, 10 BU-
TASIAQAO 3PYYHUM i KOMPOPTHMM, BMUTD [TEPETBOPIOBAAOCH Ha IiA4acTO-00ABOBY XuMepy. boraan
[ToAilyK MpOKOMEHTYBAB L€l TBip y COLiaAbHUX Mepeskax Tak: «Lleit 06’exT i AabipuHT, sikuit OYB,
IO CYTi, CIIPaBXXHIM HEeBEAMUYKVM aTPaKLIiOHOM, MAaAU AIMICHO 1JOCh Ka3KOBe 11 4apiBHe. Ao LIbOTO
MaBiABMIOHY XOTiAOCh ITOBEPTATUCH, 3aBECTU TYAU APY3iB, SIKi IPMXOAVMAM Ha KBappieHase». Tomy,
MabyTh, He BUITAAKOBO MaBiAbITOH aBTOpPKU 3 [TopTyraaii oTprMaB BiA3HAKY Bip AUTSIHOI aBAUTOPIL
— PQ Kids Award, € i Taka Haropoaa Ha MpasbKiil KBappieHaAe.

ABTopu mpoekty «AomauHin teatp y myxaspi» («kHome Box Theatre») FOais @opkramep i
Merte Ainp6epr (Julie Forchhammer & Mette Lindberg, Aauist) 3po6uan cTaBKy Ha TexHiuHi HOBa-
Liii, AKi pO3LIMPIOIOTh MO>XAMBOCTI TeaTPAaAbHMX NIPOEKTIB PY OBEPHEHHI MAHAEMIYHUX i30AALIN.
Touka BipAIKy aBTOPCHKOI MO3MULIiI — pi3Ke 3HVPKEHHS BiABiAyBaHHs BUCTaB ITiA yac emipeMii. Mu-
TLiB L[iKaBMAO MalOyTHE, Y IKOMY BUKOHaBCbKe MUCTELITBO (TeaTp) Y pasi HEMOXKAUBOCTI peaAisy-
BaTu cebe y TeaTpaAbHUX MPUMIIIEHHSIX Ma€ MPUIATHU Y TPOCTIP KOXXHOTO AOMY, 1[0 YMOXKAUBAIO-
IOTb HOBIiTHI TeXHOAOTII, Mo ix npeacTaBasie npoekT «Home Box Theatre». BiaxpuBuim uryxasiay
(3a ocHOBY 00paHO TpeAMeT MOBCSIKAEHHOTO BXXIUTKY), MO>KHA 3aHYPUTHUCH Y BcecBiT mec llekcmi-
pa, CaMOCTiiTHO 0OMpPaTU MMOCAIAOBHICTD i TEMII IIEPETASIAIB, YTOUHIOBATU 3BYK, KOAIpP, HIOQHCU BiA-
€o i BiauyBaTy cebe BaXXAVMBMM YYaCHMKOM IIPOLiECYy TBOPEHHs. XYAOKHMLSI AHHa AyXOBMYHa 3a-
AUIIVAQ Y COLIIAABPHMX MepeXkaX TaKi BPaKeHHs PO MPOEKT: «MariuHa AaHCbKa €KCHO3ULlisad —
OpaBo! ...doTO i BiAeo He epeAaIoTh BCbOTO CIEKTPY BIiAUYTTIB, IIYMY, BiTPY, TPEMTIiHHSL... i BCe Lie
Yy MaA€HbKUI aHTMKBaPHii cCKpuHbLi». (IA. 4)

KomaHnaa KypaTopiB maBiAbitoHy «IHKpy3uabsipac: Mu Bipumo y nepexpectsi» («Encruzilha-
das: We Believe in Crossroads») 3 Bpasiail: Apisinna Bitaae (Arianne Vitale), Eaeitni Hacumenty
(Elaine Nascimento), I'peropi CaiBap (Gregory Slivar) Ta iHui, BUKOPUCTOBYIOUY iHTEPAKTUBHY IPY
3 IpeAMeTaMy, 3BYKOM, MiAHIMaAM MpoOAeMHi COLIIOKYABTYPHi MUTaHHs CBO€I KpaiHu. BiaBiayBaui
3aHYPIOBAAUCh Y CBIT aKYCTUYHUX TEXHOAOTIN: B3AEMOAISAUM 3 KOAOPUTHMMU OO €KTaMMu-
iHCTaAALIsIMY, MTIAKAIOYAANMCD AO AQTUMKIB, CTYKaAM y OapabaHy; 3Ba)KyBaAM TOBapy Ha iMIIpoBi-
30BaHiil SATLi TOBapiB, BAOBAIOIOUM Y HaBYIIHMKAX 3BYKM OPasuMAbCbKOTO MiCTa, TPMMAANMCH 32 4y-
A€pHaLlbKe KepMO, YSIBASIIOUM cebe MOCKITaMM, KMAQAM KaMiHL{i AASI BOPOXKIHHS i OTpUMYyBaAu
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MPOPOLTBO Mpo cebe. Y MaBiAbiOHI BUpPa3HO BipuyBaBCs 3amax Cyxoi TpaBu, 00 AepeB’siHi AOLIKU
nipAory Oyau BKpuTi ciHom. Ilonpu irpoBy mpupoay IMpOEKTY, BiH MipHIMaB CKAaAHI MUTaHHSA 3i-
TKaHOTI'O 3 IIPOTMPIY CYy4aCHOTO XUTTA bpasuaii. ABTOpM MPOEKTY BipAThb y epexpecTs — MPOCTO-
pPY, A€ 3ByYUTb PiBHOMAHITTs FOAOCIB Ta aKLIEHTIB, A€ )KUTeAl KpaiHM MOXXYTb IOYyTH cebe Ta iH-
IIMX, He3BA)KAI04M Ha PO3MEXXYBaHHs 1 IPOTUPIvYs, IO 3AAI0TbCA HEBAOAAHHUMU. 3YCUAAS I Kpe-
aTVBHICTb aBTOPIiB IPOEKTY OyAu oujiHeHi xypi PQ-23: 6pasnAabCbKi MUTL 3A00yAM HAaropoAy 3a
HalKpaly po60Ty B KOMaHA.

HopBesbkuit maBiAbiton «Mu HaBiTh He AizHaemocs...» («We Shall Not Even Know...») —
Be)Ka 3 pULITYBaHb, OOBilllaHa pi3HOOapBHUM MOTAOXOM. Ha AYMKy itoro aBTopok AHer BepeHioa
(Anette Werenskiold), Aunu ['panbepr (Anna Granberg), Kpuctune Avope (Christine Lohre) 11
Inredopr Yaepioa (Ingeborg Olerud), miaTexcTu KOHCTPYKLil ciopipHeHi i3 cumBoaAikorw kapt Ta-
po. «Bexxa» — MOTPSACIHHA, pylIHYBaHH:, 3arpo3a HeOuiKyBaHOTro ypapy. Ha Tai yHaouHeHoro mna-
AIHHS M1 KpaXy aBTOPM BAAQLITOBYBAaAU A€MOHCTpaliifo KocTioMiB. Obpanuit popmaT KapHaBaAy
PO3KpMB IXHIO irpOBY MPUPOAY, 3AATHICTD AO MEperopTaHHs ycTaAeHux 3mictiB. Koctiomu 6yan
BMKOHaHI 3a mIpMHUMIaMM Teopii Mapiraaa MakaloeHa: KOAeCO — TIPOAOBXKEHHsI CTOIM, KHIKKa
— MPOAOBXKEHHA 0Ka, OAST — IPOAOBXXEHHSI IKipY. BHYTpIIIIHI PUTMU OASTY, IOTO BIIAUB Ha AIOAVI-
HY i Te, SIKUM Mae OyTy TiAO, BUSHAYAAU PYX YYaCHMKIB IIPOEKTY, IEPECYBaHHS TEPUTOPIEI0 BEXi Ta
ix Al B HaBKOAMIIHBOMY HpocTopi. Ilepea rasipadem posropraBcs anogdeo3 KOCTIOMIB, Ais, ska 0a-
AQHCYBaAa Ha MeXi CTabiAbHOTO i1 HeCTabiABHOTO, Ha TAI MMAAIHHS i KpaXy AIOACBKOI KyAabTypu. (IA. 5)

B ocHoBi npoekty «Hamr masx. AopoxHin manidpect» («On Our Way. A Road Manifesto»)
kypaTopku ['yHaern AaitBins (Gundega Laivina) 3 Aatsii — nephopMaTMBHMI IPOCTip, Ipe3eHTa-
uis cuenorpadii y popmari K1BOI NMPaKTUKY, 1[0 IOCAIAOBHO PO3TOPTAETHCS IepeA aBAUTOPIEIO.
AecsATb HeBEAMKIX eKpaHiB, KOXKeH 3 AKUX LIOAHS TI0Ka3yBaB HOBUII €Ii30A BiA€O-pyXy KOAEKTUBY
XYAOKHUKIB Bip Puru po Ilparu. PosropHyTuit y yaci BiA€OLOAEHHUK IOAOPOXKi, Ipe3eHTallisa
neppopMaTUBHUX Ta MPOCTOPOBMX iHTEPBEHLil B pi3HUX AaHALIadTaX, ikcauis cuTyauin, ski
TPAMASIAUCS TiA Yac MaHApPiBKu. [Ipuitom iHTepaKTMBHOTO po3ropraHHs iHdopMalii, sKuil 3anpo-
MTIOHyBaAa KypaTOpKa, CIIOHYKaB IASIAQYiB AO TIOBEPHEHHSI.

ITopsa 3 mokasoM BuUCTaBOK opraHizatopu PQ-2023 3anpomnoHyBaAM HacHuYeHy NpOrpamy
TeaTpaAi30BaHMX IHCTaAALi, AOTIOBiAEeN Ta Mpe3eHTalill, AeKLill i MaiicTep-KAaciB. IliaHiMaAucs
MUTAHHS HOBITHIX T€aTPaAbHUX TEXHOAOTIN, TPOBOAMAMCS MPAKTUKYMU, OOTOBOPIOBAAKCS TIOLIY-
KU Ta eKcrepuMeHTU. B pamkax kBappieHaae BiaOyBcs popym MixHapoAHOI opraHisauii cieHo-
rpadiB, TeaTpaapHux apxitTekTopiB i TexHikiB Tearpy (The International Organisation of
Scenographers, Theatre Architects and Technicians, OISTAT), yuacHuKu SIKOro 06roBOpIOBaAU
AOCAIAKEHHS 11 TonyAsipM3alilo clieHorpagiyHoro Mucreyrsa. B pamkax 1poro popymy BUCTYIHU-
AQ YKpalHChKa XyAOKHULST AHHa AyXOBUYHA i3 AOIIOBIAAKO IIPO icTOPit0 YKpaiHChKOI cLieHorpadii.

O6roBopeHHs1 MpobaeMaTUKN «MUCTELTBO B Yacy BilfHM» 3@ y4acTi yKpaiHChKUX i TPYy3UH-
CBKVX XYAOXXHMKIB BiaOyBaaocs y naBiabiioHi Beankoi bpurasii, KypaTopku sikoro — Kerpun Ce-
Hpuc (Katherine Sandys) i Atoci Topaer (Lucy Thornett) BiAkpuAM mpocTip cBoro maiipaH4mKa
AASI AVCKYCil1 Ha BKpail ApaMaTtuyHi Temu. PoamoBy noyaau 3 BintHu B I'py3sii 2008 poky, mpoAoOB-
)XUAM Y BIAbBHOMY popMaTi po3MOB PO TeaTpy YKpaiHy y CyYaCHUX YMOBaXx.

Ha dectuBaai mpoxoAuB KOHKYPC Ha HalKpaillje BUAAHHS 3 MPOOAEMATUKM CLEHIYHOTO AU-
3aliHy/KOCTIOMY CepeA KHIDKOK, 110 BUMIIAM APYKOM IIPOTSATOM IOIepeAHiX YoTUpboX pokiB. Ha
KOHKYPC OYAO TOAQHO CIMAECSAT BMAQHB 3 ITSITHAALSATH KpaiH. AO OCHOBHOTO CIVICKY IOTPalyvAK
A€B’STb BUAQHb KOHKYPCHOI ITpOrpamMyu Ta OAMHaALSATb — I03a KOHKypcoM. IIpus orpumaso Bu-
aaHHs 3 Hopserii: Laurel Jay Carpenter & Terese Longva, eds., 10 Together: Performances by
Longva+Carpenter, 2010-2020, Bergen: PABlish, 2022. Y pamkax ¢popymy Oyaa opraHizoBaHa Kpa-
MHUYKa-KHUTApHS, Ha TIOAMLSX SIKOI MOXKHA OYAO IMOOQuMTV BUAQHHS 3 YCbOTO CBiTy. BapTo popa-
TH, 1110 BUAQHHSI «YKpalHCcbKuil TeaTpaabHuil KocTioMm X X—XXI. Eckizn» (2021, ymopsiauuk boraan
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[ToAilyk) Ha KOHKYpCi He OYAO TpeACTaBAEHe, I0TO MPe3eHTallilo, Y SIKiil B3SIAU Y4aCTh XYAOXHU-
KM i MUCTeLITBO3HaBLli, BAALITYBaB NaBiAblOH ['pysil.

YyacTb mpeACTaBHMKIB YKpaiHM Ha Ipa3bKUX KBaApi€eHaAe Ma€ AOBIY iCTOpilo i moB’si3aHa 3
HM3KOI0 CAQBETHMX IMEH 3 MMHYAOTO YKPalHCBKOro TeaTrpy. 1971 poKy y CKAaAl BEAMKOI AeAeraniil
Bip YPCP TyT OyA0 Bip3HaueHO MailcTpiB yKpaiHcbkoi cueHu AaHuaa Aipepa (BucraBa KuiBcbkoro
TeaTpy imMeHi IBaHa @panka 1969 poky «fpocaaB Myapuit» 3a mecoto IBana Kouepru), @epopa
Hipoaa (BucraBa KuiBcbkoro Teatpy omnepu ta 6asety imeni Tapaca llleBuenka 1971 poky «Pomeo
i Axxyaberta» 3a 6asetom Cepris [Ipokod’eBa) Ta €Brena Aucrka (BUCTaBu AbBiBCHKOTO TeaTpy
onepu Ta baaery imeHi IBana @panka 1968 poxy «Pomeo i A)xyaberTa» 3a baserom C. [Ipokod’eBa
i «Biapma» 3a 6asetom Bitaais Kuperika). Y 1983 poui A0 ckaaay AeAerauii TeaTpaAbHOI MOAOAL
yBilAa rpymna 3 Aecsity YuHiB A. Aiaepa — MilHe MAIPYHTS Hal[iOHaABHOI CLieHOrpadivHOiI KO-
AV. MOAOAL XyAOXKHUKM TIpe3eHTyBaAM TeaTPaAbHI NIPOEKTY, peaAi30BaHi Ha ClieHaX YKPaiHCbKUX
tearpiB. Cepep Hux: Boaopumup Aped’ €B (BucraBa AHIPOMETPOBCHKOTO TeaTpy orepu i barery
1980 poky «AoH Kixor» 3a 6aserom AropBira MiHkyca), Aapuca YepHoBa (BuctaBu KuiBcbkoro
MoaoaixHOTO TeaTpy «3a ABoMa 3anusMu» 1980 poky 3a m'ecoro Muxaniaa Crapuupkoro ta «Ci-
paHo Ae Bepxepaxk» 1981 poky 3a Apamoro Eamona Pocrana), CBsarocaas KourreassHuyk (BucraBa
KuiBcbkoro teatpy imeni IBana @panka «AiM, y sikomy nepeHouyBaB 6or» 1983 poky 3a m'ecoro
[iabepmi Direiipeay), Mapist AeButcbka (BucraBa KpuMChbKOro ApaMaTuyHOro rearpy imeHi Max-
cuma ['opbkoro B Cumdeponoai 1979 poky «Tpu cectpu» 3a m'ecoro AHToHa YexoBa i BucraBa Ku-
iBcbkoro MoaoaixHoro teatpy 1981 poky «Criiikuit mpuHip» 3a m'ecow Ileapo Kaapaepona), Irop
HecwmisiHoB (BucraBa KuiBcbkuil Teatp opamu i Komeaii Ha AiBomy Oepesi AHinpa 1982 poky «Ha-
cracesi GuaaunoBHa» 3a pomaHoM Dbopopa AocroeBcbkoro «laior»), Hartaais Pyalok (Bucrasa
KuiBcpkoro Teatpy imeHi IBana @panka 1982 poky «YkpaaeHe macTsi» 3a m'ecoio Opanka), AHaTO-
Aint Yeunk (BucraBa Teatpy im. I. @panka 1982 poky «KoHoTorncbka BiabMa» 3a moBicTio ['puropist
Kgitku-OcHoB’ siHeHka). TearpaabHi poektu Mapii AeBurchkoi Ta Boaopumupa Aped’eBa 6yan
BiA3HAUeHi AMTIAOMaMMU Xypi decTrBaAlo 3a cueHorpadiro.

Tpaaullis npeseHTyBaTU HaMKpallli AOCATHEHHA BIAOMUX MUTLIB 3 YKpaiHy, TpMBaAa NPOTH-
rom 1970-1980-x pokiB. Ha BuctaBui 1975 poky Mo>xHa OyAO Mo6aunTy TBOpYi NMPOEKTU AaHuAa
Aipepa: «Kap’epa Aptypo Yi» (BucraBa XmeabHuubkoro teatpy im. I'. [TerpoBcpkoro 1975 poky 3a
Beproabpom Bpextom), «Take pAoBre, ooBre Aito» (BucraBa Teatpy im. I. @panka 1974 poky 3a
mecoro Mukoan 3apyaHoro) Ta eckisu A0 «Tias YaeHmmireass» €Brena Aucuka (BucrtaBa AbBiB-
CBKOTro TeaTpy onepu Ta barety 1975 poky 3a 6aaeTom OiaopycpKoro kommnosutopa €preHa I'aebo-
Ba). 1987 poky A. Aiaep mpeACTaBUB MaKeTU Ta eCKi3u AO CIleKTakAiB «Asips Baus» (BucraBa Ku-
iBcpkoro Teatpy im. I. @panka 1980 poky 3a m'ecoro AHTOHa YexoBa) i «Buiurnesuit cap» (BucraBa
KuiBcpkoro Teatpy im. Aeci Yxpaiuku 1980 poky 3a A. UexoBum), cueHorpadiuHi po3poOku sIKux 3
BEAVKVM YCIiXOM MIIAY KUIBCBKMX CLIEHaX.

Y 2003 poui TBOpYi 3A00yTKM MUTLIiB He3aAe>KHOI YKpaiHu npeAcTaBasiau Mapist AeBuTcpKa
(BucraBa «Kaminnuit rociopap» KuiBcbkuit Teatp im. Aeci Ykpainku 2002 poKy 3a ApaMaTUIHOIO
moemoio Aeci Ykpainku) Ta AHApPit AaekcaHpapoBud-AoveBcbkui (BucraBa «Mama, abo Hecmau-
HUI BUTBIp Ha ABI Ail 3 emiaorom» KuiBcpkoro Teatpy im. 1. @panka 2002 poky 3a m'ecoro CraHic-
AaBa Irnaum BitkeBiua). ¥ 2015-My Ha KBappi€HaAe Briepiie OYAO MpPe3eHTOBAHO YKPaiHCHKUI
nepdbopMaHc: nmpoekiii TBopiB €. Aucuka, 3ibpani mip racaom «TeaTp — 1ie Miclje, A€ PEaAbHICTb €
iaro3iero i Ae Bci iAr03il cTaoTh peaabHicTio» (Kypatop — ITaBao Bocumir). ¥ 2019 poui Ha PQ 0Oyao
MpeACTaBA€HO MeplIill YKpalHChKMI MaBiAbliOH npo €Brena Aucuka — «CoTBopeHHs BceciTy»
(xypatopu — ITaBao Bocwuit, Bikrop ITpockypsikoB). OKpemMy 4acTHMHY €KCITO3MLii CKAAAQAU PODO-
TU NpeACTaBHUL TeaTpy Asiabok: Oaeci Imyk, Ineccu Kyapunipkoi, Ceitaanu ITpokod’eBoi, Ok-
canu llapiit, Oabru BoittkeBuu-1lleBueHxo.
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Awusaith HaiioHaApHOTO MaBiAbitoHy PQ-2023 po3pobaeHo ciieHorpadom i kocrromorpadom
borpanom IToaimykoM. ABTOp HasBaB CBiil MaBiAblOH «(Cap >XMBMX peueil» i 3a3Ha4MB, L0 BiH
«30epirae mamM’siTb, MIOEAHYE MiA3EMHMIL, 3eMHMIT Ta HebecHMI1 cBiTU. L]e cuMBOA 3pocTaHHs. B 3e-
MHOMY YKPaiHCbKOMY CaAy HEOAMIHHO UYTHO LIEAeCT i BIATOMIH caAy HeOeCHOro, pariCbKoro —
3a0yTo1 OaThKiBIMHYU AIOACTBA. Pazom 3 Tum Cap 30epirae B cobi apTedaxty — 1ie CBiAKU i1 y4yac-
HUKM icTopii ykpaiHcbKkoro Hapoay. KoxxeHn apredakr 1ie BXXe He POCTO 1MOOYTOBA piy, 1ie BXe pid
B CepeAMHI SIKOI LIiAUI KOCMOC, HapiAeHa BAACHOIO Ayiieo» [2]. (Ia. 6)

b. TMoaimyk 3anpocuB A0 y4acTti y nmepdopMaHci 3HaKOBUX IPEACTaBHUKIB Hal[iOHAABHOTO
cueHorpadiuHoro npocropy: Aropmuay Haropny, Haraato Ta Ceprist PuaBaHenpkux, Ineccy Kyan-
unibKy, Oaera TatapunoBa, Mapito IlorpebHsik, FOairo 3ayanuny, Oaecio ['oaoBay, Oaenky Ilo-
Aimyk — xypoxHuKkiB 3 Kuesa, Yepkac, AbBoBa, MukoaaeBa, Opecn, YepHiBliiB, IpeACTaBHUKIB
OTIEpHVX, APaMaTU4YHUII T€ATPiB, TEATPY ASIABOK, aBTOPIiB TeaTpaAbHUX NeppopmaHciB. [lepea Bia-
BiAyBauaMy — aBTOPCBKI ipel, HApOAJKEHi MiA 3BYKM NOBITPSAHUX TPUBOI, peaAi3OBaHi Ha ClieHaX
TeaTpiB, IIJ0 HABYMAMCD MPALIOBATY B YKPUTTI.

Y npocropi «Capy xuBux pevein» — aptob’ ekt Alopmuan Haropuoi «Hamitka». Y BepTuka-
AbHOMY PUTMi TKaHUHU TPE3€HTOBAHO TPAAMLIIHUIT TOAOBHMIT Y6ip 3aMi>XKHiX yKpaiHOK. [i pyko-
TBOpHA BaAsiHA (paKkTypa, MPUPOAHIiN O6iAMIT KOAIp YepBOHIE Y TOYLi AOTUKY i3 3eMA€I0, HEMOB Ha-
CUYYIOYMCh KPOB'I0 TUX, XTO 3arMHYB Ha IOAi 0010, He BLjiAiB mip 6omOamu. OOpa3Ha cuaa, 1o ii
3aKAaAa XYAOXKHMULISI, 3AaTHA Ha TIOBHY Miljb BMMKATM BUCOKi 3MiCTH TpariuHoro 3By4aHHs. (1. 7)

3a naeunma AopMuau HaropHoi, 3acay>keHOI XyAOXKHULI YKpaiHU, AaBpeaTKy MUCTeLbKOl
npeMii iMmeHi AaHuaa Aipepa, — bGararopiuna mpaus Ha cueHi KuiBcbkoi onepu (KuiBcbkoro aka-
AEMIYHOTO TeaTpy orepy i 6aAeTy AASL AiTeit Ta IOHALTBA). [i MPOCTOPOBO-KOCTIOMOBAHI TIPOEKTH i3
BEAMKUM YCITIXOM MIIAK Ha TpoBipHUX cieHax Opecn, AbBoBa... A0 OYAB-SIKOTO IIPOEKTY XYAOX-
HULS MIAXOAUTD i3 BCEOCSPKHOIO CYMOIO 3HaHb, 3aAy4alOuy TOHKY iHTYilifo Ta ¢aHTasiio TBOpPLSL.
Bcrynatoun y npocTip HOBUX 00pa3HMX NEPEBTiA€Hb, IPALIO0YM HaA cleHorpadiero Ta KOoCTioMa-
MU AO BUCTaB, aBTOPKa IPOIOHYE OOpasHy Ipy, L0 3AaTHA 3aXOIMAIOBATU CBIAOMICTB rasipava.
ITpoctip Atopmuam HaropHoi — opraHiuHu CKAQAHUK PUTMiYHO-KOAbOPOBOI HaCHaru BUCTaBY,
JIOT0 irpoBi MOTEHLil OPTaHIYHO BIMCAHI Yy MY3U4HY ITAPTUTYPY i CIO)KETHY KaHBY All.

AOCAIAHMLIST TPaAMLIiNT KYABTYPM ¥ MUCTELITBA YKpaiHLiB, HaropHa opraHiuHa y ¢poAabKAop-
HO-eTHOrpadiuHOMy MaTepiaai. Ii KOCTIOMM AO CTIeKTaKAIB — FAMOMHHMIT IPOSAB €THOKOHKPETUKH,
YHAOUHEHHsI 00pa3HO-TICUXOAOTIYHMX MOTMBalill repoiB. CiieHorpaduHs 3AaTHa PO3rOPHYTM Ha
CLIEHIYHOMY MaliAQHYMKY KOCTIOMOBAaHO-KOABOPOBY CMMQOHIiI0, HACUYYIOUM IPOCTOPOBE PillleHHS
KOAOPUCTUYHOIO Pi3HOOAPBHICTIO 11 iHAMBIAYaAi30BaHOIO XapaKTEePHICTIO.

«YoBen» — inTepakTuBHmit apt-06’ exT Ceprist Ta Haraaii PuaBanenpkux. Y npocropi «Ca-
AY >KMBMX peyeil» BiH HallOBHEHUI YKPaiHCbKMMM apXalyHMMU CYMBOAAMMU i apTedakTamy BillHU.
PoboTy Tpeba AOKAAAHO aHAAI3yBaTM, BAMBASITUCS B OOpa3Hi XapakTepUCTUKU KOXKHOI AeTaai,
BUMTYBATUCS Y 3alIPOrPaMOBaHi MUTLSIMY FAMOMHHI MIATEKCTU. TyAy0 Bip MOpoxoBoro cHapsiAy —
oropa KOHCTPYKLil — apredakT CMEPTOHOCHOI CMAU LibOro cBiTy. [OpM30OHTaAb NAaHLIETy —
CBOEPIAHUI KOPAOH MDK TEMPSIBOIO Ta CBITAOM. Y BEPTUKAASIX APaOMH-0IIOp — MIATEKCTU BepXy i
HU3Y, aKTiB CXOAXKEHHS Vi AAIHHS, BUXiA HA KaTeropii >KUTTs Ta cMepTi. Moro noBepxHio BKpUBae
CIIpaB>XXHA yKpaiHCbKa 3eMAdA. 3a 3aAYMOM XYAO)KHUKIB, BOHA He AUlIe KMBUTb KOPEHi i Aapye
XUTTS. B peaaisix cyyacHoI BiiiHM BOHa — 1jiHa CBOOOAM. Y LIeHTPi KOMIIO3ULII — AepeB’stHUI Y0-
BEH i3 MPUB’SI3aHUMU AO HBOTO TiAb3aMU, CUMBOA HAIIOTO CbOTOA€eHHs. «“HoBeH” PuaBaHeLbKUX
CUIMBOAIi3ye€ )XUTTSI, CIIACIHHSI, IPUXUCTOK. AAKe B YKPaIHChKill Mioaorii YoBeH — TO i AOHO Ma-
Tepi, i YOBEH-KOAMCKA, i HABITh YOBEH-AOMOBUHA, SIK TIEPEXiA BiA 36MHOTO KUTTS AO BiYHOCTI» [4].
Voro Mo>xHa KPYTUTH, IO i3 3aA0BOAEHHSIM pOOMAM BiABiAyBadi maBiAbIOHY. 3a AOTIOMOTOIO He-
CKAAQAHUX TIPUAAAIB BiH 00epTaBCst AOBKOAA CBOEI OCi, 3aAMIIIaI0uM 1O Co0i TriAb30Bi 60PO3HU, TBO-
psuM KoAa Oe3KiHeuHOCTi. YOBEeH HATIOBHEHO 3€PHOM, 3AQTHMM IMPOPOCTATH, i YBIHUAHO THI3AOM
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A€AEKM — CHMBOAOM MaOyTHbOTO, 03HAKOIO MIPOAOBXKEHHs poAy. ITpocTopu XyAOXKHUKIB 3iTKaHi
3 IpeAMETIB i $aKTyp, 10 MPUCYTHI Yy MOOYTi YKpaiHIIiB BiaAaBHA: AepeBO, IOAOTHO, KepaMika, 3e-
MAs. (IA. 8)

Ha TBOpYOMY paxyHKy XyAOKHMKiB HepKacbKOTro My3MYHO-ApaMaTU4yHoOro Teatpy imeHi T. T
[lleBueHka OAM3BKO COTHi BUCTaB, a TAKOXK MAiAHA CIiBIIpals i3 6araTbMa TeaTPAaAbHUMM KOAEK-
TBaMM YKpaiHi. L]eil TaHAEM XyAOXKHMKIB — YHiKaAbHMIL: BiH — cljeHorpad, BOHa — KOCTIOMOT-
pad. Bin — oOpa3Hmit KapKac 3aAyMy, BOHa — KBiHTeCEeHLisl irpOBMX MOMEHTIB CIIEKTAKAIO, 11 KOC-
TIOMOBaHa AeTaAisaiiss. Pa3om BOHM — MepeTMHAHHS TBOPYMUX MO3ULil, B3a€EMO30arauyeHHsl, B3ae-
MOBIIAUB.

CueHorpadiuHmii KOHTEHT PuABaHELbKMX — 3aBXAM CKAAAHA MAPTUTYpa BUCTABY, LIO Ipa-
L[I0€ MiATeKCTaMy, BiaTiHKamy, HioaHcamyu. CyTHICTb CL@HIYHOI MAACTUKU XYAOXHMUKIB — TOYHO
obOpaHa QaxTypHiCTb. 3 J1OTO NMOAAQHHS Ha CLiEHi MO)Xe 3alpalloBaTy irpoBa YMOBHICTb 4OPHO-
6iAMx Ky6iB 260 pUTMiKa AepeB’sTHO-TIOAOTHAHMX QakTyp i3 obpasamm aepes, 3eMai. Ii KocTromu
BAMXAIOTh y Lii IPOCTOPU >XUTTS, HAIIOBHIOIOTb JIOTO MEPCOHAXaMM i3 03HAKaMU SICKpPaBO BIATBO-
peHol xapakTepHocTi. A nosa Tearpom Cepriil PuaBaHenbkuil MaAlo€ i yepes >KMBONMUC TBOPUTD
TOJ BapiaHT CBITY, SIKUJ MO>Ke BUITU 3-IIiA IEH3AI0 AUILIE XYAOXKHUKA TeaTpy.

«YutanHs AaHALIadTY» — 00’€KT YKpaiHChKOI cueHorpaduHi it Asabkapku [Heccu Kyabuu-
upKoi. «O0’€KT, — SIK 3a3Ha4Ya€ MUCTKVHS, — CKAQAQ€ETHCS 3 ABOX YaCTUH: KYAbTYPHOrO 1wapy (y
BUTASIAL AIOACBKOI PYKI) Ta IPUPOAHOTO (Y BUTASIAL 3pi3y )XKMBOrO IpyHTY). LIst KoMmo3uiist BKasye
Ha E€AHICTb NPUPOAHOIO Ta KYABTYPHOIO IIApPy, OTOTOXXHEHHs MaTepPiaAbHOIO Ta KYAbTYPHOTO
AaHAadTy. KyapTypHMIT AaHAIIAdT Mae CBOro KOAEKTMBHOIO “KopucTyBaya” y pOAi SIKOTO BU-
CTYIA€ €THOC, SIKUI CTBOPIOE, OCBOIOE, OCMUCAIOE KYABTYpHMIT AaHAIIAGT i “dikcye” indopmalio
PO HBOT'O B Pi3BHOMaHITHMX apTe-, COL[iO- i MeHTU(]aKTaX — MpeAMeTax MaTepiaAbHOI KYABTYpH,
Alaaextax». B iHcTaasuii Ineccu Kyapuniubkoi rasipaui 6aumam pyky, 1[0 HaKpUBA€E >XUBUI IPYHT.
ITo Hiit OGKUTD XUTTS: BUAHO IIAPOCTKM TOTO, 110 BOHA 3axuilae. [lepeTikaHHS CUA TIPUPOAY, 3€M-
Al B KYABTYPHY Ta MUCTELIbKY TPaAULiio YKpaiHCbKOTO HapoAY, sika obepirae 1o 3eMalo. (1. 9)

Aast Tneccu Kyapunubkoi sik crieHorpadKu-AsiAbKapKu 6arato pokiB MiclieM TBOpYOi AoKalii
O0yB ABBIBCbKMIT OOAAQCHUI TeaTp ASIAbOK. AVMBOBVDKHI CKYABIITYPHO-irpoBi CBiTM 0hOpMAeHuX
HEI0 BUCTaB AASL AiTel i AOPOCAMX MPUKpALIAlOTh cleHu [BaHo-DpaHKiBCchKa, PiBHOro, Y>Xropoaa,
XMeABHULBKOTO, TeATPiB 3apyOiKHMX KpaiH.

TBopua npupoaa teatpy IHeccu Kyabuniipbkoi — pexxucepcbka, BOHa OPTaHiuHO >XUBe Y BU-
CTaBax, MePEBTIAIOETHCA B iIrpOBOMY NMPOCTOPi PyKaMi aKTOPiB, irpOBOI0 B3AEMOAIEIO 3 AAbKAMM,
CLIEHIYHMM TIPEAMETOM. Ii ASABKOBMII CBiT — 6esKkiHeuHo BapiaTupHuit. Voro o6’emHO-
CKYABNITYPHIi popMaTy, 00pasHO-TepebdiAbIIeHi a00 NAOIMHHO-YMOBHI, — Ai€Bi yYaCHMKU BUCTAB.
XYAOXKHML MOXKe PO3UMHATUCSA Y MIOETUYHOMY TeaTpi, TOCUAIOBATH I'POTECK Ta KOMIYHICTD, 3BY-
4aTy MiBTOHAMU apXaiYHUX FAMOMH. Y CUHTETUYHOMY MPOCTOPi CIIEKTAKAIO BOHA 3aKAAAAE TOHKI
ACOLiaTVBHI PSIAM, )XUTTEBICTD 3 N03aII00YTOBMMU KOHTEKCTAMU, B SIKUX i AiTH, i AoOpocai BiaAKpu-
BalOTh 3pO3yMiAi AASI HUX 3MICTU.

HactynHui yuacHuk npoexkty Oaer TaTapMHOB — XyAOXXHUK-ITOCTaHOBHUK KuiBcbKoro Tea-
TPY IOHOTO TAsipa4a Ha AMIIKax, >KMBOIMCelb, KocTiomorpad, rpadik, opraHizaTop TpieHaae clie-
Horpadii im. AaHmaa Aipepa. Y 110ro mOCAY>XHOMY CITUCKY — TBOpYA CITiBIIpals 3 TeaTpamu IBaHo-
OpaHKiBcbKa, MukoaaeBa, Yepkac.

TBopua pospobka mutus y npoctopi Capy — iHTepakTuBHA iHCTaAsList «Tepesu BiltHU».
CueHorpad NnpomnoHye BipBiaAyBauaM TBOpUMIT aKT. Y MpPO30pOMY TyOyci — BIACTpiAsiHiI riab3m.
Ko’kHa 3 HUX MpOHYMepoBaHa i 32 KO)KHMM HOMepOM — (aKT CMepTi YKpaiHChbKOro BoiHa. ['asipay,
AicTaouu 3 TYOyCy KMEHIO TiAb3, KAAAe IX Ha OAHY IIAABKY TepesiB, YPiBHOBaXXYIOUYM BaroBy mMacy
OyAb-sIKVM IIPEAMETOM — OYAb-4YMM, 110 Ma€ Ha noxBaTi. CTe’kauy 3a pUTMOM KOAVBAaHHS Ta PiB-
HOBArH, TASIAQY YCBIAOMAIOE, CKIABKY AIOAEM 3aITAQTUAM BAACHUM XXUTTSIM 32 MUPHE HEOO Y HbOTO
Hap roAoBoio. (Ia. 10)
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Y cueHorpadivHoMy npocTopi YKpainu Oaer TaTapMHOB — MUTeLb 3 LIMPOKOIO IPaAaLli€lo
TBOPUYMX MPOsIBiB. TsDKiHHA A0 pirocodchbKuX pO3AYMIB Yy HBOTO — Bip BUMTEAs], maTpiapxa Haljio-
HaAbHOI clieHu A. Aipepa. Kputrku 3asHavaay, 1o AAs clieHorpada «XxapaKTepPHUI eKCIepPUMeH-
TaAbHMII MAXiA AO CTBODeHHsS o6pasiB. VloMy mpuTaMaHHUIT iHAMBiAYaAbHMIT TIOMIYK, CIIOHTAH-
HIiCTh, HaBiTh HemepeADaYyBaHICTh i BOAHOYAC MMOBara A0 TeaTpaAbHUX TpaAMLiit <...>. Slckpasi,
3aB>XXAVM HEOUiKyBaHi pillleHHS 3 IPUCKIAMBOIO YBarolo A0 MEPCOHaXIB, creludiky ixHiX xapakre-
piB, TOHKMM BiAYYTTSIM iCTOPUYHOTO MOMEHTY IIepEeTBOPIOIOTHCS Ha LiiAiCHMIT sICKpaBuUit 006pas» [3,
c. 298].

Murtelb HeBUYEPITHOTO HaTXHeHHs i ¢aHTasii, Oaer TaTapnMHOB BMi€ mpaioBaTu 3i CleHiu-
HUMU TIpeAMeTaMi, A0Ope 3Hae iXHIo irpoBy mpupoAy. BiH cMiAMBO ekcriepuMeHTYe, MOEAHYI0UM
TPAAULIO 11 HOBAaTOPCTBO, 3aAY4alOUM AO CBOIX BUCTaB KOAaX, Biseodopmary, TexHOAOrII cydac-
HOro AusainHy. IlapTuTrypa 7ioro BUCTaB 3aBXXAM YiTKO NpornpanboBaHa. CaMe BiH BMiAO Kepye
PO3BUTKOM IMAACTUYHO-IrpoBoi GpOpMyAH, MmipAKadye aKTOpaM TOHKOIIi Yy AeTaAsIX KOCTIOMIB, IIJO €
BKpait HeOOXiAHMM y IOCTAaHOBKaX AUTSYMX i AOPOCAMX BUCTAB.

Y mpocropi «Capy XuBux peueit» apT-o6’ekt Mapii [TorpeoHsk — «Mpis Mapii». Xypox-
HULI0 TAMOMHHO 3a4elyAa iCTOPisl Mpo yKpaiHChKOTO AiTaKa-BeAeTHs «Mpilo», 3HUIIIEHOTO Ha Ae-
Toui ['ocTomens. [i po6oTa — mpo Mpito AIBUMHKM, HOBUIT KpaceHb-AiTaK, BiapoakeHy YKpaiHy
3 MUPHUM HeOOM. «AiTaKk 3pyllHOBaHMI1, — 3a3HAa4a€ MUCTKVHS, — aAe B AUTAYIN mam sTi BiH 3a-
AVIIAETHCS SICKPABOIO 3TAAKOI0, HE3AAMHMM KpaceHeM, 1[0 BUOAVCKY€E CPiOAOM KpyAa, BiTalouuch
i3 Hewo».

['oaoBHa xypoxxHuus KuiBcbkoro teatpy Ha ITopoai Mapist TTorpeGHsK BAQAO MOEAHYE pO-
60Ty B Cy4aCHOMY ADaMaTU4YHOMY TeaTpi i MPaKTUKY ASAbKOBOTO TeaTpy MUHYAOTO. [i mpoekTy —
BUPAa3Hi, MUCTKUHS BMi€ CTBOPUTU BAQCHY iCTOpIl0, CBill CBIT, LIiIKaBUI1 TeaTPaAbHMII HApaTUB, 1110
He MO>Xe He 3axonuTyu raspava. CieHorpadyHs BiAbHO BOAOAI€ 0OpasHOIO Mari€r TeaTpaAbHUX
BuMipiB. B ii «lllsxynTaai» (BucraBa KuiBcbkoro Teatpy im. I. @panka 2005 poky 3a MOTMBaMu
Marab6rapatu Tta TBopiB Kaaipacu) — iHAIMCBKiN MicTepil, rasipauiB Babuan paHTaCTUIHO-00’€MHI
KOCTIOMY, PYX¥ aKTOpiB, apoMaTH, 11j0 HATOBHIOIOTb MPOCTip. 3aBOPOXXYBaAM AMBHI iCTOTU 3 marr’e-
Mallle, PO3MAaAbOBaHi HalliOHAAbHMMM OpHaMeHTaMMU. IHAIMICBKi 3a CBO€IO CYyTTIO, BOHM HarapAyBaAu
300pakeHHs danTacTMuHux icror Mapii Ilpumavenko. «Hamra “lllsskyntasa” — i3 cHiB, HaiBHUX
KapTMHOK, MEAOCY iHAICBKOrO, SIKUI € TIOAIOHUM A0 MeAocy KapmaT», — 3ayBaKuB pexxucep BU-
craBu AHppin [Tpuxoabko» [3, c. 281].

BMiHHS rAMOOKO Ta HEOpAVHApHE 3aHYPIOBATUCH B iCTOPUYHI TeMU BiAUYBAETHCS Y KOCTIOMi-
iHncraasuii «@ypis. EHeprisi BiAHOBAeHHS», BHepile npe3eHTOBaHOMY Ha bieHaae cueHorpadii y
I'pysii 2022 poxy. [TniHicTb, pakTypHICTb, TEATPaABHICTb. Y KOCTIOMi-iHCTaASLil TAMOOKO BipuyTa
CUAQ YKPATHCBKOTO AYXY, 3aMilllaHa HAa TAMOMHHUX TPAAULISX, SI3UYHULIbKIN MidoAoril i 0O6pasHiit
BMPA3HOCTI TeaTpy. Bce 1ie € BTiA€HHSAM rAMOMHHMX TPAAULIiN Ta CAKPAABHOCTI.

«Kopinns. Mepexa 3B’s13KiB» — 00’exT IOAii 3ayanunoi y Caay apredaxris. ITepep rasaa-
yeM — CKYABIITYpHA iHCTaASILisl: TAMOOKO YKOPiHEHMUIT BiICbKOBUIT Oeplib, KPi3h KU MPOPOCTAE
HOBUII MariH. AaKoHiuHe pillieHHs, 00pa3Hi MATEKCTU SKOTO OAHO3HAYHO 3YMUTYIOTHCS BiABiAyBa-
yamu. JKuBa cuAa yKpaiHLIiB — pPOAMHHE KOPiHHA Ta 3eMAs. BOHM TpuMaloTh piBHOBAary HauioHa-
ABHOTO OYTTS Y peaAisix ictropuyHOro yacornpocropy. BoHu — 3anopyka 30epexxeHHs Halii, ii cTiit-
Kocrti i cuan. (Ia. 11)

IOAia 3ayanuna — roaoBHa xyp0>KHULSE OAECHKOTO YKPaiHChbKOTO MY3UM4HO-APaMaTUYHOTO
TeaTpy iMeHi Bacuas Bacuabka, cueHorpaduns, koctiomorpaduns. BoHa crniBnparjoBasa 3 Kuis-
CbKMM MOAOAMM TeaTpoM, He3aAeXKHUM «AUK/M TeaTpoM», peaAidyBara MMPOEKTU Ha clieHax IBa-
Ho-®paHKiBCcbKa, MuKoAaeBa, PiBHOrO, y TeaTpax Yropuyuu it MoAAOBH.

BiAbHO BOAOAiIOUM PEXNCYPOI0 NMPOCTOPY, 3ayAMYHA BMi€ MMCAUTM MacCIUITAOHO, BIIpPOBa-
AXYIOUM Y A0 AOTIKYy BM3HAUE€HUX Yy IPOCTOpPi aATOpUTMiB. [[AacTM4HI BUMipM MUCTKMHI BU3HA-
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4alTb MacIITabHICTh 30poBoro KOHGAIKTY. Ii 06pasHi MOAYAi CTalOTh 3MiCTOM TeaTpaAbHOI IpH.
ITpoextu IOAii 3ayAn4yHOi Npe3eHTYIOTb IAMOMHHI MOXAMBOCTI (iA0COPCHKO-TBOPUYOTO METOAY
MMCTKVHI, HEBUUEPIHICTb Ta BapiaTMBHICTb II MUCTELIbKUX MAXOAIB. BoHa AeTaAbHO Bipllpalbo-
BYE AI€BO-PUTMIYHMI CKAQAHMK CLIEHIYHOI Aii, aKTMBHO 3aAy4ya€ KOAip, cMiAMBO mpaioe i3 ¢op-
MOIO, 3aHYPIOI0UM I'ePOIB Y CBITAOAVMHAMIYHI Ta KOMIIO3MLiVHI TPOCTOPMU.

IO. 3ayanuHa — AroAVHA KOMaHAM OAHOAYMLIB i3 OAHOCTAVHICTIO Y pO3yMiHHI 0Opa3HO-
irpoBMX MOXXAMBOCTEI BUCTaBU, A€ KOXXKEH Ma€ BUKOHYBATU CBOIO YaCTUHY POOOTH SICKPaBO, MaK-
CUMaAbHO TOYHO i BUpasHo. «Aye BOOAIBaIO 3a YKpalHChKMIT TeaTp, — 3a3HA4a€ XYAOKHULS, — i
IJaCAMBA, 1[0 MAl0 HAroAy CIIiBIpalOBaTy 3 MOTY)XHMMU peXUcepaMy i BUCOKONpodeciitHuMu
YKpalHCbKMMM aKTOpaMy, sIKi He MalTh MeX CBOIX yMiHb. llJacauBa OyTu 3 HUMU B KOMaHA, i Oyt
KOPUCHOIO AAsT HUX» [1].

OO6’exT iHcTaasuii Oaeci ['oroBau «I1uit. ABTOp He Hece BipmoBipaapHOCTI. fIK i pocis» —
ip>kaBa OaTapesi-koA0As3b. Boaa, BUAOOYTa 3 Hel, — OCTaHHIN [IaHC HA BYDKMBAHHS AASI MEIIKaH-
UiB po3boMbAeHOro Mapiymoasi. ¥ HeNmpuAAQTHOCTI 1i AO MUTTSI — FOCTPi MUTAHHS €BPOMENCHKOL
€KOAOTiI, ITAaTa 3a HACTYII IHAYCTPiaAbHOI LIMBiAi3aLiil HA IPUPOAY.

HesBakaroun Ha moaoauit Bik, Oaecst ['oaoBau — cluieHorpadxa, AM3aiiHepKa TeaTpaAbHOTO
KOCTIOMY, XYAOXKHMIISI-MOHYMEHTAAICTKa — AOBOAI CTPIMKO VBiliAa y cueHorpadiyHuil CBiT
Ykpainu. BoHa mae 3HauHMi1 npodeciitHmil AOCBiA, TOAOBHMMU BiXaMy SIKOTO € ITOCaAa TOAOBHOI
XYAOXKHULi IBaHO-DPaHKIBCbKOTO APaMAaTUYHOIO TeaTpy, XYAOKHMLi-mocTaHOBHMLI KuiBcbKoro
TeaTpy «30A0Ti BOpOTa», XapKiBCbKOTO TeaTpy «AMITyAKa», CHiBnpaid i3 pexxucepamu Himewyun-
Hu, AutBy, IToabmi. CbOToAHi ii TOCTaHOBKM MOYKHA 1M06aunTy Ha cueHax ['aHoBepa, Maraebypra,
lITyTrapra.

Teatp Oaeci ['oaoBay — KOHGAIKTHUI, CIIOBHEHUII TIPOTUPIY, 3 eAeMeHTaMu Tpelry. BoHa
AIOOVTb MeTaA i BMi€ BUKOPUCTOBYBATH JIOTO CLieHiUHi MO>KAMBOCTi. CTBOpIOIOUM TeaTpaAbHi Ipo-
€KTY, IO IPYHTYIOTbCA Ha KOH(AIKTI, clLeHorpapuHs IPOAOBXKY€E IAACTUYHY ¢irocodiro
A. Aipepa. MUCTKMHS TIpallloe 3 ApaMaMy, MIO3UKAaMU, oniepaMy, OpOpPMAIOE TPAAULIVIHI 11 He-
3BUYHI NpocTopy. BoHa — y4yacHUISL MyABTHMEAIHOTO neppopMaHCy, MaCIITAOHOTO MPOAOCED-
cpKoro npoekTy «BummBanmit. Kopoap Ykpainu». Aibpero Ceprist JKapaHa, HaACydacHa eAeKTpo-
aKyCTMYHA MY3MKa, CKAAAHUI BOKaA i xopeorpadiuHe BupimeHHs cioxety. IToaiponiunmit TBip,
1110 3AQT€H Pe30HYBATU 3 HANIMIOTAEMHIIIVMY CTPYHAMM AIOACBKMX AYIIL

Y noptdoaio KHIDKKOBOI AM3aiiHEPKY, YYaCHULI 1 OpraHi3aTOpKy ClLieHOrpadiyHMX i KHIDK-
KoBux BuUcTaBokK Oaennu IToaimyk — cniBnpays 3 KuiBcbkum Teatpom Ha ITopoai, KuiBcbkum tea-
TpoM im. . @panka. Ipes i «TeaTpy cnioraais» y nmpocropi «Caay >XKuBux peuei» — crpoba 3adik-
CyBaTM 4ac, NepeAaTy HACTYIHUM IMOKOAIHHAM CIIOTaAul CBOTO AUTMHCTBA. ['Asipadi mporopraamu
CTapi cAaliAU i3 peaAisiMy IPUBATHOTO XXUTTS POAMHM i KpaeBupamu Micta Kuesa. XyposxHULA XO-
TiAQ, 11100 BOHU BiAYYAU, SIK HIBUAKO CbOTOAEHHS BIAAITA€ B MMHYAE, IPOAOBXKYIOUMCH Y HaLiil
mam sITi.

YKpaiHCbKMIT TMaBiAbJIOH IpE3€HTYBaB BiABiAyBauaM CHABHI poOOTH, SIKi HAPOAXKYBAaAU He-
npocti mouyTTs. Pi3HOBIKOBI KaTeropii rasiAauiB aKkTMBHO B3aEMOAISIAU 3 apT-00’ekTamu. Kpytuan
YOBEH y MUCTELIbKOMY IIPOCTOPi PraBaHebKIX, i3 3allikaBA€HHSIM 3Ba)KyBaAu Iriab3y Ha «Tepesax
BiitHM» Oaera TarapuHoBa, mpobyBaau BoAy 3 6aTapei Oaeci ['oroBay, yepes rpy ycBipoMA004M
MPOCTI M BiYHI iCTMHM, 1O IX 3aIIPONIOHYBAAM iM YKPalHChKI MUTLI.

Prague Quadrennial of Performance Design and Space 2023 maAa mupoOKuil po3roAoc, ii Bia-
BipaAM OAM3bKA OAMHAALISITY TUCSY YOAOBIK. «CIIpaB>KHICTh, iHTEPaKTUBHICTD, 3amax i AyX yKpaiH-
CbKOI 3eMAi — 1le y ABOX CAOBAX Te, 110 BiAUYBalOThb BiABiAyBaui yKpaiHCbKOro naBiAbiioHy Ha PQ.
Biaryku BipBipyBauiB mupi, He yHidikoBaHi, HeBuMyeHi. KokeH emaTye, Mpo>xuBae, AMBUTHCS, a
4acoM i ’KaXa€eTbCs NM0-CBOeEMY. Mu paaieMo Liill B3aEMOAIL, ap’ke Ha IIepeTHI Mepe>XXMBaHb IASIAQ-
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4iB Ta KOHLEMNTIB aBTOPIB i )KMBe MUCTELITBO», — IIMPO MiACYMYye KypaTop npoekTy borpan IToai-
IYK.

BucHoBku. O6pasHo-iAeiiHi Ta KOMIO3ULiHI 0co0AMBOCTiI LiboropiuHoro ¢popmary PQ cBia-
YUAK TPO Oa’KaHHS MUTLIB MaKCMMAaAbHO BUITU 32 MeXi IMOMEpPeAHbO YHOPMOBaHUX (OpMaTiB
cueHorpadiyHux mpeseHTalil. 3a KOHLENTYAAbHICTIO MPOEKTIB MMOCTaBaAa TAMOMHA COLIIaABHO-
KyABTYPHUX IPOTHUPiY, TO3HAYAANCS 3aTOCTPEHO-O0APOBI MUTAHHS TeNepPilIHbOTO CBIiTY. YKpaiH-
cpKmit poekT «Cap >KUBUX pedein» i apT-00’€KTU 110ro YYaCHUKIB MIATBEPAMAU BUCOKUI piBEHb
00pa3HOro MUCAEHHS MTPEACTABHUKIB YKPalHChKOI CLieHOrpadivHOl IKOAH.
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KovALCHUK 0.

PRAGUE QUADRENNIAL OF PERFORMANCE DESIGN AND SPACE 2023:
THE RELEVANCE OF IDEAS, GOALS, AND OBJECTIVES

Abstract. The article examines the main goals and objectives of the Prague Quadrennial of
Performance Design and Space 2023 (PQ-2023), exploring its scenographic and performative
practices in the context of the latest cultural programs. The author analyses the aspirations of
modern theater artists, architects, multimedia masters and designers of spatial content to imple-
ment their ideas in curator projects. The article defines the artistic characteristics of the most in-
teresting projects from Portugal, Catalonia, Cyprus, Slovakia, Romania, Norway etc.; these are the
projects, the authors of which act not only as exponents of theatrical ideas but also touch on a wide
range of issues relevant today. The author defines the target and conceptual characteristics of the
plastic formula of the Ukrainian pavilion Garden of Living Things, the project of curator and
scenographer Bohdan Polishchuk. The author analyses the patterns and well-founded regularities
of effective installations by Ukrainian artists in the space of the Garden: Wimple by Lyudmyla Na-
gorna, Boat by Serhiy Rydvanetsky and Natalia Rydvanetska, Reading the Landscape by Inessa Kul-
chytska, Scales of War by Oleh Tatarinov, Mary’s Dream by Maria Pogrebnyak, Roots. Network of
Connections by Yulia Zaulichna, Enjoy it. The Author Bears no Responsibility. Like Russia by Olesia
Holovach, Theater of Memories by Olena Polishchuk. The article discusses the manifestations of
the authors’ positions at moments of history critically important for Ukraine. The author empha-
sizes the profound role of artists as successors and developers of the best concepts of the national
scenography, in the evolutionary projects of which the national concept has always been combined
with the European one.

Key words: PQ-2023, contemporary Ukrainian scenography, art of Ukraine and war, sceno-
grapher Bohdan Polishchuk.
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AHoranisa. Y craTTi mpoaHaAi30BaHO HOBi CMMCAOBI aKLIEHTH, SIKi 3'SIBMAMCS Y BUCTaBax
yKpaiHcbKux TeaTpiB 2021-2022 pokiB 3a XpeCTOMAaTiIHMMU TeKCTaMu. ABi 3 PO3TASHYTUX IOCTa-
HOBOK CTBOPEHO Ha OCHOBI YKpaiHCbKOI Kaacuku — MicTepii Tapaca IlleBuenka «BeAnkuit Abox» i
ApamaTtuyHoi moemu Aeci Ykpainku «Kaccanppa». ABi iHmi BuctaBu — 3a Tparepiero Codoxaa
«Lap Eann» Ta m’ecoro Aapbepa Kamio «Kaairyaa» — 1jiaecnpsiMmoBaHo HIYKalOTh BiAITOBiAl HA BU-
KAVIKM HOBOI YKpaiHChKOI p€aAbHOCTI y KAaculli cBiToBOI pApamatyprii. CuTyallisi moBHOMacIuTao-
HOTO POCIiIICbKOTO BTOPTHEHHs YiTKillle OMPUSBHMAA B LIMX TBOPax AOOpe BiAOMi CeHCU, a TaKOX
AoAaAa HOBi. Ha TAi MeAilHMX AMCKYCiT IPO NCHXiYyHE 3A0POB’SI POCINICbKOTO npe3upeHTa «Kaai-
ryaa» Tearpy im. IBana @panka (KuiB) ocMMCAIOE IICMXOAOTi0 aBTOPUTApHOTO NpaBuTeAs. «Llap
Eaun» Teatpy Ha ITopoai (KuiB) moxasye, 4oMy y CyCHiAbCTBi BOEHHOTO 4acCy 3pOCTA€ 3alUT Ha
CIPaBeAAUBICTD i Aepaal OiAbLIOro 3HaueHHs HaOyBae MOpaAbHUI OiK BUMHKIB. «BeAnkuit Abox»
IToATaBCBKOTO TeaTpy ASIAbOK PO3IOBiAA€ IIPO APaMy POCiICbKO-YKPalHCbKOI BillHM Kpi3b NpU3My
lIleBueHkoBuX icTopnyHMX aHaAorii. «Kaccanapa» kuiBcbkoro Teatpy iMm. @paHKa TBOPUTH aTMO-
cdepy HesaxuieHol, BIAKpUTOI HaBCiOiU TepUTOpii, A€ KOXKeH MellKaHelb, 32 BUHATKOM IPOTaro-
HICTKU, BOAI€ 3aXUCTUTK ceOe BUTapAAMBYMY KOHCTPYKLISIMU 3 IPUMApPHYUX iAI03iM1.

TpariuHa peaAbHICTb POCIICbKO-YKPaiHCbKOI BillHM CHPUYMHMAQ TOSIBY BEAMKOTO MAaCUBY
AKTyaAbHOI ApaMarTyprii, sika OCMUCAIOE HOBUM AOCBiA YKPalHCBKOIO CyCHiAbCTBa. BopHOuUac Bo-
€HHA PEeaAbHICTb CTaAd IEPEAYMOBOIO AASL CYTTEBOTO NIePeOCMMICACHHSA TeaTPAaAbHMX TEKCTIiB 3 Ha-
L[IOHAABHOTO i 3aXiAHOEBPONENICbKOIO KaHOHY. Lle AOBOAUTD, 1110 YKpaiHCbKUI TeaTp aKTMBHO pea-
rye Ha HOBY PEaAbHICTb, B Pi3HUI CIIOCIO Oepe y4yacTb B aKTYaAbBHUX CYCIHIABHMX AMCKYCIsIX, IO
HaMaralTbCs OCMUCAUTYU APaMy Cy4acHOI BiliHM, TBOPUTb Oe3IEeYHMUIT NMPOCTip AASL CIIiIABHOTO
€MOL|IIHOTO ITepe>KMBAHH: HOBOTO TPariYyHOIo AOCBIAY.
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Kawuosi crosa: cydyacHU YKpPaiHCbKUI TeaTp, POCICBKO-yYKpalHCbKa BiMHA, AiTepaTypHa
XpecToMaris B TeaTpi, aKkTyaAbHe MIUCTELITBO, COLliaAbHAa POAb MUCTELTBA, IIepe>XXMBAaHHA Tpariy-
HOT'O AOCBiAY, TepalleBTM4YHAa POAb MUCTELbKMX NPAKTHUK.

ITocranoBKka nmpo6Aemu. PociiicbKo-yKpaiHCbKa BillHa BIIAMHYAQ Ha BCi cdepu XXUTTS yKpai-
HCBKOTO CycriAbcTBa. TeaTp He cTaB BUHATKOM. [ToBHOMAacCIITAOHe BTOPrHEHHS CIIPUYMMHUAO TIO-
SIBY BEAMKOI KiABKOCTi BUCTaB B Pi3HMX YKpaiHCBbKUX MicTax, sIKi QpikCyBaAu i OCMUCAIOBaAY HOBUIA
TpaBMaTUYHUI AOCBiA. Bxke Ao KiHLs 2022 poKy TakuX BUCTaB OyAO LIIOHaMMEHIIe AeKiAbKa AecCs-
TKiB. BiAbILIICTD i3 HUX MalOTb AOKYyMEHTaAbHY OCHOBY. TeaTp cTaB MiclieM IIBUAKOTO pearyBaHHs,
CIIABHOTO TepeXXMBaHHs OOAICHUX eMolliil, 0e3IIeYHNM IPOCTOPOM, A€ TASIAQUi IIYKaAu i 3HaXo-
AVIAV BiAA3€PKAA€HHS BAACHUX PO3AYMIB Ta IIOYYTTiB.

BipTenep 3aAydeHiICTb TeaTpy B aKTyaAbHI AAS YKPAalHCBKOIO CyCIIABCTBA AMCKYCIl cTaAa He
NPUEMHUM BMHSITKOM, a KUTTEBO HeoOXipHOI HopMolw. Came Lieil (HaKT CIIOHYKaB AMpeKLilo V
Bceykpaincbkoro ¢ectuBaato-nipemii «I'PAx», mo itoro 3acHyBaaa i BiaATak mpoBopuTh HaljioHaab-
Ha CIiAKA TeaTPAaAbHUX AisiUiB YKpaiHU, AOAATU AO TPAAULIVHMX LIECTX OCHOBHMX HOMiHalill 1je
OAHY, TEMATUUHY: «3a HalKpally BUCTaBYy-pedAeKCilo Ha MOAIl pocCiiicbKO-YKpaiHChKOI BilTHU».
«[PA» mpoxoautp mopoky, npote 2022 poky ¢ectuBasb He BipOyBcs. Tox 2023-ro excriepTHa
rpyIia posrasipaAa mpem epu ABox pokiB — 2021-ro i 2022-ro.

CraTucTyKa 'sATOro $HeCcTuBaAo BapTa 0COOAMBOI yBaru. Ko B MUHYAi pOKM Ha MepLINA
Typ 3MaraHHs HapAXOAMAO Bip 70 Ao 89 3asBOK, TO LIbOTO POKY iX Haainmao 135, a micas TexHiYHO-
ro BiAOOpY A0 KOHKYpCy 6yAo pomyiieHo 134 BuctaBu. KiabKicHO BucTaBM «BO€HHOI» HOMIHALI (ix
0yA0 mopaHO 18) OMMHUAKCS PiBHO IMOCEPEAVHI: MiXK TPAaAULIITHUMU AlAepaMy — KaMepHUMU BHU-
craBamu (36), BUcTaBaMu AAsS AiTeit (24) i ApaMaTUYHUMMM BUCTaBaMU AASI BEAUKOI cueHu (23), 3
OAHOTO OOKY, i 3HaUHO CKpOMHillle TIpeACTaBAeHUMM My3u4HOIO (14), ekcriepumeHTaAbHOIO (12) i
naacTuuHow (7) HomiHawisimu. BiAloBiAHO, AOBrUMIT CliucOK decTuBaAIO-TIpeMil CKAaAu 35 BUCTaB
(B cepeAHBOMY 110 IT'SITh HA HOMiHAIIi10), @ KOPOTKMII CIIMCOK — 14 BUCTaB (B CEpeAHbOMY I1O ABi Ha
HOMIHALII0).

KosxHa 3 BucTaB-pedAeKciit Ha oAl pocificbKo-yKpalHChKOI BilffHM MiCTMAA ITpsIMe TIOBIiAOM-
A€HHA TIPO Te, 10 BipOyBaeTbcs 3 YKpaiHOMW i yKpaiHLAMMU TyT-i-3apa3. MicLeM y AOHIAiCTi OyAn
BipsHaueHi «Imperium Delendum Est» (AbBiBCbKMIT aKaAEMIYHUIT ADaMaTUYHUI TeaTp imeHi Aeci
Ykpainku), «Kpruu / MoBum» (KuiBcbkuit HaljioHaAbHMIT YHIBEPCUTET KYABTYPU i MUCTELTB, Ka-
deapa pexxucypu Ta MalICTepHOCTI aKkTopa), «AumaTucs (He) MOXHa...» (XepCOHCbKUIT 00AaCHUIA
aKaAeMiuHMIT My3UYHO-ApaMaTuyHuil TeaTp iMeHi Mukoau Kyaima). KoxkHa 3 1jx BucTas, Bip iael
Ta APaMaTypriuHOI OCHOBU 11 AO A€TaAell CLIeHIYHOI peaAisaliil, TBOpuAacs 3 HAA3BMYANHOIO IHTEH-
CUIBHICTIO, EMOLIi/HOI0O OTOA€EHICTIO i OyAa IMO3HaYeHa OYEBMAHOI GOPMAABHOIO HECTAHAAPTHICTIO.

Y 1bOMy NAaHI BMCTaBM HOMiHallil, IO YBIMIIAM AO LIOPTAICTA, BUSBMAMCA 3HAaYHO TPaAU-
LiMHIMMU. AOKYMEHTAaABHUI CKAAQAHMK Y HUX TaKOXX IIPEACTaBAEHO, aAe BXKe B XYAOXKHBO Ilepe-
OCMMCAEHIN, «3HATIN» dpopmi («f, BiltHa i maacTMKoBa rpaHata» KuiBcbKoro akapeMidyHOro TeaTpy
Ha [leuepchbky). B iHIIMX ABOX BUITapKax TeaTpu B3siAU B poOOTY TeKCTH, HanmucaHi Ao 2022 poky, i1
aAanTyBaAu ix A0 HOBOI yKpaiHCbKOi peaabHOCTi («Hexait mactutb» XapKiBChKOTO Aep>KaBHOTO
aKaAeMigyHOTO YKpalHChbKOro pApaMatuyHoro Teatpy iMmeHi T. I'. llleByeHka, «Callia, BUHeCH CMITTSI»
OA€eCbKOro aKapeMidHOro YKpalHCbKOTO MY3UMYHO-APaMaTMYHOIO TeaTpy iM. Bacuas Bacuabka;
AOKAQAHMI aHAaAi3 LIMX BUCTaB MIiCTUTh CcTaTTs eKcnepTku V BceykpaiHcbkoro dectuBasro-npemii
«I'PA» H0aii Ulykinoi [9]).

[Tpore BiifHa MpocouyMAa He AMIlIe BUCTaBU, IOCTAHOBHUKM SIKMX CBIAOMO 0epyTh B poOOTy
BIiATIOBiAHI TeKkcTM i pedpAeKcylOTh PO MOTOYHY peaabHicTh. Tema BiliHM 3MiHMAA CIIOCIO B3aEMO-
All pexucepiB 3 yKpalHCbKOIO KAQCHKOIO i ApaMOIO 3aXiAHOTO KaHOHY, IPOSCHMAQ B LIMX TeKCTaxX
BKAMBI ITIOCAQHHS, A€LLIO0 3aMYyA€Hi Y PyTMHHUX ITOCTAHOBKAX, a TAKOXX PO3CTaBMAA HOBi CMUCAOBI
akueHTU. ToXX MeTol0 Lii€l CTATTi € MOKa3aTy, sIK MiA BIAMBOM POCiICbKO-YKpPaiHChKOI BilfHM i 1o-
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TOYHMX CYCIIIABHUMX AVICKYCill BUCTaBM 32 KAHOHIYHMMM TeaTPaAbHUMM TeKCTaMy I1epeTBOPIOIOTh-
Cs Ha COLIIaAbHO Ba>KAMBe fABMIIIE i TOYMHAIOTh 3By4aTy HOBYMM CEHCAMMU.

Marepiaaom crarTi cTaau yotypu Buctasu 2021-2022 poxiB, 110 L[bOI0 pOKy OpaAy yyacTb
y V Bceykpaincpekomy ¢ectuBaai-npemii «I'PAx», a came: «Kaairyaa» HauionaapbHOro akapemiuHo-
ro ApaMaTM4HOro Teatpy imeHi IBana dpaHka 3a mecoto Aabbepa Kamio (pexxucep IBaH Ypusch-
kuit, cueHorpad Ilerpo boromasos, xyaoxHuiis koctiomiB Terssna OBcintuyk); «Kaccanapa» 11p0-
IO XX TeaTpy 3a ApamaTuyHomw noemorw Aeci Ykpainku (pexxucep AaBup IlerpocsiH, cueHorpadxa i
XyAOKHULA KocTioMiB AaHuira Koaot, xopmerictepka CycanHa KaprneHko, pexucepka MAaCTUKU
Oapra Cewmborikina); CopokaiB «Llap EAunm» KuiBcbKoro akapeMivHOro ApaMaTUYHOTO TeaTpy Ha
[Topoai (pexucep AaBup IleTpocsiH, cueHorpadis Ta koctiomu Auuu llIkporaas, mysuka Iaai Pa-
3ymelika, Pomana I'puropiBa i Apso Ilsapra); «Beauknii Abox» IToATaBCbKOro 00AaCHOTO aKape-
MIYHOTO TeaTpy ASIAbOK 3a IoeMolo-MicTepieto Tapaca llleBuenka (pe>xxucep Hiko AamyHoB, xyao-
He pimeHHss Aapucu MapkeaoBoi i Muxaitaa Ckoma, mysuuHe opopmaeHHs: aHcaMbAaw «boxu-
4i», Aipauns KOaist Baciok, AiTepaTypHa KoHcyAbTaHTKa IprHa CaB4eHKo).

AHaai3 ocraHHiIX AocAipKeHb i myOAikaniit. [ToBHomacuiTabHe poOCiiicbke BTOPTHEHHsI
MPUBEPHYAO Oe3IpeLieAeHTHY YBary AOCAIAHMKIB AO YKPAiHCbKOTO TeaTpy i BAOMA, i 38 KOPAOHOM.
ITpoTe i A0 2022 poKy MO>KHA TOBOPUTYU PO NMOCUAEHHS YBaru AO COLIlAAbHMX aCIeKTiB TeaTpPaAb-
HOTO MMCTELTBA, sIKe AONOMAara€ OCMMCAIOBaTM 1 AOAaTM HOBMI TpaBMaTUYHUI AOCBIA,
NOB’A3aHN 3 BiltHOI0. Bip 2019 poKy BeAMKY POAD y BUCBITAEHHI TeaTpaAbHOIO IIPOLeCy Bipirpa-
I0Tb aAbMaHaxu BceykpaiHcpkoro ¢ectuBaasw-nipemii «[PA», y sKux rpyma 3 AecsTU eKCHepTiB
LIOPOKY aHaAi3ye HalKpallli BUCTaBM 3 TeaTpiB MO BCiil YKpaiHi, 3a0X04Uyloun HalnepCcrneKTYBHIilIi
TEHAEHLl i Hamaraounuch GpopMyBaTH MOPSIAOK A€HHMIT Ha MaiOyTHe. [lepimmit aapbMaHax, sIKUI
0yA0 cHOpPMOBAHO 3 QaHAAITMYHMX BUCHOBKIB 110TO YIIOPSIAHUL[i, TOAOBU €KCIIEPTHOI paau decTu-
BaAalo AHHu Aunkicbkoi (1967-2021), a Takox excrieptiB Cepris BacuabeBa, ['anHu BeceaoBchb-
koi, Oaera Bepreaica (1967-2022), Maiti I'ap0y3siok (1965-2023), Aro60Bi Mopo3oBoi, AlopMuAu
OarapsxeBcbkoi, Anu ITapToan, Aaau Ilipayxnoi i Aunu CraBuyeHko, HallioHaabpHa criAka Teart-
PaAbHUX AisIUiB YKpaiHM BMADYKYBaAa i ONPUAIOAHMAQ HA CBOEMY CaliTi Y BIAKPUTOMY AOCTYI y
aucromnaai 2019-ro [1]. Y HacTynHi iTepauii ¢pecTrBaslo A0 KOMaHAM €KCIEPTIB i, BIATIOBiAHO, aB-
TOpiB aAbMaHaxiB Aoaydaaucs Oabra ['oanncbka, CBiTaana MakcumeHko (2], FOaist Bents, Eabsi-
pa 3arypcbka, Oaena Aub6o, Bikrop Py6an, Oabsra Creabmamencopka, FOais Cymenko [3], AHacra-
cis lanenenb, Poman AaBpenriit, IOAiit Bens [4].

BaxAuBi myOAikauii mpo yKpalHChKUIT TeaTp MepioAy pocCiiicbKo-yKpalHChKOI BiffHU OmepaTu-
BHO TPAaHCAIOIOTb IPSIMYy MOBY YKPalHCbKUX PEXMCEpiB, aKTOPiB, AOCAIAHMKIB T€aTPAaAbHOI KyAb-
TYPU, HEPIAKO 3'SIBASIIOUMCDH Y HECTAHAAPTHMUX popMaTax HaBiTh B aBTOPUTETHUX 3aXiAHMX HAyKO-
BMX yacomucax. Hampukaap, pexxucepka i akropka AHacracis Topoc mipgroryBaaa cepito iHTepB'ro
PO 3MiHU, 5Ki BiAGYAMCS B YyKpaiHCbKOMY TeaTpi micas AloToro 2022 poky [11]. [pyHTOBHMII aHa-
AITUMHUI OTASIA 3 €A€eMEHTaMM OIIePaTVBHOI KYPHAAICTUKM (3HOBY K, O3HaKa yacy) Mpo BUOpaHi
npem epHi BuctaBu 2022 poky B xypHaai «Critical Stages / Scénes critiques» omybaikyBasa ['aHHa
BeceaoBcbka [12]. Pi3Hi acnekTu Cy4acHOTO TeaTpaAbHOrO mpolecy mpoaHaaisyBas Cepriit Bacu-
ABEB, 3yNMHSIOYMCh HAa POOOTi TeaTPaAbHUX KOAEKTVBIB B Iepli MicCsLi BeAUKo] BiliHY, OOMKOTY-
BaHHI pOCIIChKOI ApaMatyprii Ta 3apyOiKHMX MpeM’epax yKpaiHCbKUX ApaMaTypris [5].

BrniauB MirpauilHux npoueciB Ta iHIIMX HACAIAKIB BiliHM Ha YKpalHCbKuil Teatp Bip 2014 po-
Ky BUBYAIOTb MOABCBHKi A0CAipAHUKY Pobept bopox i AnHa KoskeHpoBcbka-biryH [10]. AkTyaapHU-
MU € myOAiKkaliii, 1[0 pO3rAsIAQI0Th TeaTp Kpisb Mpu3My coljiaAisauii Aiteit mip 4yac BiltHM, 5SIK Ha-
MPUKAQA, CTATTs, MPUCBsIYEHa MDKHapOAHIi iHiljiaTuBi «TeaTp AsIABOK IepeA OOAMYYSAM BiflHU:
pocaipxenHs Opecbkoro Teatpy AsiAbok» [7]. FToaoBa HCTAY Boraan CTpyTHHCBKUI IACYMYBaB
ASIABHICTD TeaTpaAbHMX KOAEKTMBIB 3a Iepllli AeB’SITb MICALIB pOCiICbKO-yKpaiHChKOI BillHM Ta
BMOKPEMUB Ti TEHAEHLil Ta mpobAeMH, SIKi TeaTpy AOBeAeThCs mopoaaTu [8]. Briputya ao 2022 po-
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Ky AOBEAEHO aHAAITMYHMIT MaTepiaA y PyHAAMEHTAaABHOMY BMAAHHI «TeaTpasbHa KyAbTypa YKpa-
IHM: MaTepiaAu AO ICTOPMYHOIO CAOBHMKa», Y AKOMY BIAIIOBIAHO AO KOHLIEILI 110ro iaeoAora i
ininiatopa OaexkcaHppa KaekoBKiHa yHAaOUHEHO NPSIMY 3aA€XKHICTb TeaTpy i TeaTpaAbHOI A€KCUKU
BiA CyCIiABHO-TIOAITMYHOrO KAimarty [6]. Bce Lie popmye mmpoxmit MOrAsip Ha YKpalHCbKUIT TeaTp
SIK Ha SABMILE HALIOHAABHOI Ta CBITOBOI KYABTYPH, SIK€ HANPSIMY 3aAy4Y€He AO AKTYaAbHMX CyCIIiAb-
HUX AVICKYCIIL.

B>xe BiAOMO, 11J0 B HACTYITHi POKM MalOTh 3’ SIBUTUCS CIIEelliaAbHiI BUITyCKM HallaBTOPUTETHi-
IIMX 3aXiAHUX )KYPHAAiB, MPUCBAYEHUX TPOOAEMaM YKPaiHCBKOTO TEATPY IiA 4ac BilHU. 3allAaHO-
BaHO PeOPEHAMHI i TOHOBAEHHS BUXOAY )XYPHaAy «YKpaiHCbKMi1 TeaTp». Hamra crarTsi cnipaers-
Cs1 Ha TIOTIePEAHI HAIpALlOBaHHS YKPAIHChKUX i 3apyOKHMX KOAEr i BOAHOYAC AOCAIAXY€E BIIAUB
POCiiiCbKO-YKpaiHChKOI BilfHM Ha YKPAIHChKUIL TeaTp B 0COOAUBOMY PaKypci — 4depe3 BU3HAUEHHS
AKTYaAbHUX CMUCAOBHUX AKLIEHTIB I OHOBAE€HHSA CEHCIB y CLIEHIYHMX BepCiAX YKPalHChKOI i CBITOBOI
KAACHKU.

Buxaaa ocHoBHOro marepiaay. ITicast moyaTKy moBHOMacCIITaOHOTO BTOPTHEHHSI OiABILICTD
TeaTpiB ONMHMAACA Y HeBU3HaveHil cuTyauii. TeaTp imeHi IBana dpaHka nepexuBas 1ije ApaMaTu-
yHilIi yacy, apXe 110ro OYAIBASI po3TallloBaHa B SIKMXOCh AecsTKax MeTpiB Bip Odicy npesuaeHTa,
3aIlpoLIyBaTH TASIAQUIB Ha BUCTaBU OyAO HeOe3NevHo 3 pisHux orasiais. [Iporte Bci uekaan Ha nep-
mry npeM’epy ¢paHKiBLiB YaciB BeAUKOI BifiHY, i Heto y AunHi 2022 poKy cTasa KaMepHa BUCTaBa
«Kaairyaa» 3a m'ecoro Aabbepa Kamrio yaciB iH1oi BiitHu — Apyroi cBiToBoi. 3apas B)ke 04eBUAHO,
HACKiABKY IIBUAKO 3MiHIOIOTBCS TEMU AASL OOTOBOPEHHS B YKPaiHCbKOMY CYCITIABCTBI, SIK BOHU BU-
OyxaTh i 3racaiTb. «Kaairyaa» HapoAUBCS Ha XBMAI AMCKYCIil PO «paliiOHAABHICTb» i ICuXiuHe
3pa0poB’s ITyTiHa — AVMICKYCIili, 5IKi Ay>Ke HMIBUAKO BTPaTMAM CBOKO aKTYaAbHICTb (Xxoua XMMepHi ix
PELIMAVBY CIOCTEPIraeMo i AOCi — B TeopiAx nmpo «ABiMHUKIB» IlyTiHa 4M 110ro NmpuXoBaHy Bip
rpomMaACbKocTi cMepTh). [IpoTe HaBecHi i BAITKY 2022 poKy CBiTOBa rpOMaACHKICTD i MeAil 1ie ma-
AM 1A103i10, IO pOCiICbKO-YKpaiHCbKa BillHa — 0O0>KeBiAbHA IpMMXa OAHOTO XBOPOTO AMKTATOpA.
YKpaiHCBKi 1 YMCAEHHI 3axiAHi BUAQHHS OOTOBOPIOBAaAM 11OTO MMOBIpHi AiarHO3u, 0OCOOAMBOCTI
IIOBEAIHKM MiA 4ac MyOAIYHMX BUCTYIIIB, HAMArar4lChb CIIPOrHO3yBaTy TaKMM YMHOM MallOyTHE.

Came ToMy, rpaluy poAb puMCbKoOro immeparopa Kaairyam, Bitaaiin AxHoB (B Apyromy
ckaapi — OaexcaHpap PyAmHCbKUI) HacmpaBai po3mnoBipaB myOaini mpo Toro Baaaimipa IlyriHa,
SIKOTO BOHA i1 O4YiKyBaAa MOOAYUTU: YIIEPTOr0 XBOPOOAMBOrO MpiifHMKA, MapaHOIKa, PO3IMYCHMUKA,
10 MaB CEKCyaAbHi CTOCYHKM 3 PIAHOIO CECTPOIO, AIOAVIHY, 11J0 IIPUCBOiAa co0i BCi pAeprKaBHi Oarat-
CTBa i UMHIYHO 3papuiaa OYAb-SIKi IPUHLMIIM AEP’KaBHOI MOAITUKM. AIOAVHY, SIKAQ 3HMIIMAQA CBOIO
KpaiHy i Bcix, XTo il AI06UB, 11100 3peLITOI0 i CAMOMY 3arMHYTMU.

Aapbep Kamio mpauoBaB Hap mecoro HampukiHui 1930-x, koan Apoabd TiTaep posmoyan
Apyry cBitoBy BinHy. ITapusbka npem’epa «Kaairyan» Bipbyaacst 1945 poky, B>Xe IO 3aBepLIeHHi
BiltHY, micast yoro Kamio 1958 poky miAroTyBaB lije OAHY, TPETIO peAaKklio mecu. IBaH YpuBCbKuit
IIOKAaB B OCHOBY BMCTaBMu nepekaap «Kaairyan» Ilerpa Tapaiyka, AoOpe 3HalloMuii yKpaiHCbKUM
YyyTayaM, MPMHAVMHI, CTapIIOro MOKOAIHHS: BIeplle 10ro OYAO ONPUAIOAHEHO Yy >KypHaai «Bce-
cBiT» 1988 poKYy, Ha MiKy mepeOyAOBH, a 3TOAOM BiH yBiilIoB A0 «Bubpanux TBopiB» Aabbepa Ka-
MIO BUAABHMUTBA «AHInmpo» (1991) i aHToAorii «@paHiyspka meca XX CTOAITTSI» BUMAAQBHMULITBA
«OcHoBu» (1993).

Texcr uiei mecu B 4yomychb Harapye piaocopcbkuil TpaKTat, 10ro OKpeMi CeHTeHLii abo Mo-
HOAOTY MOXYTb XUTH (i )XUBYTb!) cBOIM >XUTTsAM. HeaBaxkaroun Ha Te, 110 BCiX IX CKPIllAIOE CIOXKe-
THa AiHisI, )KOPCTKa i AaKOHiYHa cljeHorpadis (cyLiabHa MeTaAeBa CTiHa, Y sIKiil TOYEPrOBO BiAKpHU-
BaIOThCSI KOMiIPpUYMHM 3 AIOABMU) Ta TlepeKOHAUBI akTopchKi poboTu (Kesonist — Kcenist Bama i Te-
TsiHa MixiHa, ['eaikon — Aropmuaa Cmopoaina 1 Oaena XoxaatkiHa, Cuyunion — Axkmaa I'ypesos,
Xepea — Poman fciHoBcbkuit i Penar CerTapoB), BucTaBa mobypaoBaHa Ha YepryBaHHi OKpeMMX
¢dbparmMeHTiB i3 BAACHMMY CMUCAOBUMM LieHTpaMu TsDKiHHs. DparMeHTapHICTD, po3ipBaHicTb 4acy
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AY’XKe BAYYHO PE30HYIOTb i3 CTAaHOM CTpecCy, 110 10r0 NMepe’KMBA€E AIOAVHA HA BilHI, 3MYILIEHA )XUTU
OAHVM AHEM, KOAY 3AQTHICTb AO CKAQAHOTO aHAAITUYHOTO MMCAEHHSI PEAYKOBAHO AO IMOTPeD eae-
MEHTAPHOTO BYDKMBAHHSI i €EKOHOMII eMOLiHUX pecypciB. [0AOBHOIO TPOOAEMOIO TYT 3aAMIIAETD-
Cs1 TICMXOAOTi3aLlisl AMKTaTOPChKOTO MPaBAIHHs, aKL[EHT Ha AIOACBKOMY OOL{i CBITOTASIAY TUPaHa,
MOILIYK NPUYMH TOTAAITAPHUX PEeXXMMIB Ha piBHI ICUXIaTpil, a He B 3AaMaHill AepP>KaBHIN MOAITUL,
A€ TepeCcTalTh BYACHO CIIPAljbOBYBATY HEOOXIAHI 3aITOOIKHUKML.

MuMoBiAbHe CIiBCTaBA€HHA CUTYallil ABOX BOEH — ApPYroi CBIiTOBOI i TemnepilllHboi, sIKe Mpo-
nonye «Kaairyaa» Teatpy im. IBana @paHka, Hapakae Ha HeOe3meKy X1OHMX aHAAOTiI i HeBipped-
AEKCOBAHOTO BUKOPMCTAHHS MMCAEHHEBMX IIAOAOHIB MaiKe CTOAITHBOI AQBHUHU. Y LIbOMY € Be-
AMKA CIIOKYCa i BOAHOYAC BeAMKa HeOe3IeKa, sSIKY YKPalHChbKUIl TeaTp SIK CBOTO POAY «iMyHHa CUC-
TeMa» YKpalHCbKOI'O CYCIiABCTBA Ma€ YCBiAOMAIOBATHU i nmpornpauboByBaTy. Came TOMY KOHLIeMList
IIOCTAHOBKMU, X0OY i I'PYHTY€ETbCS Ha KAACMYHOMY TEKCTi BUAATHOro ¢paHuy3bkoro ¢irocoda XX
CTOAITTS 4yaciB Apyroi CBITOBOI Ta B 1IiAOMY aA€KBaTHill i TOBYaAbHI MapaseAi MK Baapimipom
[Tyrinom i Apoabdom [iTAepom, BUBOAUTD AUCKYCII AOBKOAQ IIPUYMH POCINICBKO-YKPATHCHKOI Bill-
HJ Ha XMOHMII HIASIX, IPOIIOHY€E YKPaiHCbKOMY CYCITIABCTBY lile OAMH Mi( 3aMicTh yecHOI po3MOBH,
sIKa MaAa Ou cTaTy 00OB’I3KOBOIO ITEPEAYMOBOIO AASI TTEPEMOTY YKPaiHChKOTO CYCITIABCTBA i A€ep-
JKaBU y POCIICbKO-YKPalHChKIill BillHi.

TupaHist — 1je He 0COOMCTUN BUTBip XBOPOOAMBOIO PO3YMY, @ CICTEMHO BUKpUBAeHa popma
A€P>KaBHOTO YCTPOIO, Y BUITAAKY cydacHOI Pocii — >KopcToka BAapa MPeACTAaBHUKIB CMAOBUX CTPY-
KTYyp, 30KpeMa DCD, i HaB's13yBaHHS BCiil KpaiHi HACMABHULIBKMX METOAIB KEPYBaHHSI Ta CBIAOMOIL
MOAITMKM Ha T03ip MapaHOIAAQABHOTIO MOIIYKY BHYTPIIIHIX i 30BHilIHiX BoporiB. Tak camo i [itaep
He y3ypITyBaB BAAAY uepe3 NCUXIYHUI PO3AaA, @ OUOAMB MaCOBUI HALMICTCbKUI PYX, 1110 BIIeBHEHO
MPUMIIOB AO BAaAM B HiMeuuMHi Ha XBMAL peCEHTUMEHTY MicAs mopasku Kpainu y Ilepuint cBiTo-
Biil. 3pelTo0, CyCIiAbHO-TTOAITUYHI TPOOAEMY HEMOXXAVBO MOSICHUTY, i TUM OiAblile BUPILIMTY Ha
piBHi ocobucTicHoi ncuxoaorii. [TpoTe mpupoaa TeaTpy MOASTa€ y TOMY, IIO TYyT HaBiTh HailabCT-
pakTHii GirocodChbKi MUTAHHS MOTPIOHO CTABUTU CaMe Ha PiBHI KOHKPETHMX MEPCOHAXKIB Ta iX
B3aeMoAil. ToMy B TeaTpi NcuxiuHe LIIAKOM MO’Ke IPOAUTHU CBiTAO Ha COLiiaAbHe, a iCTOpis iMInepa-
Topa Kaairyau cratu metadoporo pociiicbKoi CMAOBOT HOMEHKAATYPH.

AxryaabHicth «Kaccanppu» Teatpy imeHi IBana @panka mip yac i mpem’ epHUX MOKa3iB OyAa
3YMOBA€HA LIVMPOKUM BipA3Ha4YeHHsM B YKpaiHi 150-piudsa Bip AHA HapOAXE€HHSA aBTOPKU OAHO-
iimeHHOI ApamatuyHoi moemu Aapucu Kocau, 6iabuie Biaomoi mip AiTepaTypHum nceBpo Aecs
Ykpainka. LIg BucTaBa cTaAa 4aCTMHOIO BEAMKOI IIPOTPaMU 3aXOAIB, MATPMMAHMUX Ha AE€P>XaBHOMY
piBHi, cepea sIKMX OYAM i AOBOAI TpaAMLiiiHI peui Ha 3pa30K AOKYMEHTAABHMX BUCTABOK i TOBHOTO
BMAQHHS TBOPIB, 1 BKpall BaXKAMBI AMCKYCII 32 y4acTi AOCAIAHUKIB TBopuocTi Kocay 3i Bcboro cBiTty.

«Kaccanppa» Teatpy imeHi @paHKa — TaKOK CBOTO POAY AOCAIA’KEHHS, sIKe, MOXAMUBO, Ae-
IO HEAOOLliHeHe i rasiaayaMy, i paxoBOW TeaTPAAbHOK CHiABHOTOIO. lle mpukaap BUCTaBU, sIKa
MPOTSTOM IEPIIMX POKiB IMiCASI TpeM €pU AMle HaOyBaAa «AOAAQTKOBOI BapTOCTi», apXXe BEAMKa
BillHa ONpPUSIBHYMAA i OyKBaAbHY aKTyaAbHIiCTb LJbOTO TEKCTY, i IOTO BXXAUBICTb AASI CAMOYCBIAOM-
A€HHs YKPaTHCBKOTO CYCITIABCTBA, TUX AMCKYCill i TpolieciB, sIKi BiAOyBarOTbCsI IPOCTO 3apas.

BuicraBa € 3pa3koBOIO B CEHCi 3Aarop)keHocTi poboTu pexxucepa AaBuaa IleTpocsiHa, cueHo-
rpadxu i xypoxxuuui koctiomiB Aanniau Koaor, xopmericrepku Cycanuu KaprieHko i pexxucepku 3
naacTuky Oapry CeMbOIIKIHOI, i caMe TOMY Ba)KKO «PO3IOAIAUTU» 3aCAYTU LIJOAO TOTO, XTO cCaMe
3a0e3neuynB 0COOAMBY LiiAiCHICTB peaaisauii TBopuoro 3aaymy. ITia yac i€l Bucrasu KamepHa cuie-
Ha imeHi Ceprist AaH4YeHKa, sIKa HaclIpaBAi 30BCiM HeBeAMYKa, IePeTBOPIOETbCA Ha BIAKPUTUN, 3Y-
cibiu He3zaxuueHuit npoctip. HamiBMOpOK, TymaH, NTaLIMHi TOAOCK MEIIKAaHOK AaBHBOTPELbKOI
Tpoi cTBOpIOIOTH edeKT MOCTiTHOrO BipAAyHHS. OAHOTUITHI ApaOVHM, sIKi caMi K aKTOpU YTpUMY-
I0Tb Y BEPTUKAABHOMY ITOAOXKEHHi, — (aKTUYHO, €AVHUII €AeMEHT pPYXAMBOI cueHorpadii-
KOHCTPYKTOpa — CTalOTh 3aCO00M MOPSITYHKY Bip MOPCBHKOI CTMXIl i CTOCOOOM MIAHSATUCS TPOXU
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BHIIle 3eMAI, 1II00 PO3TA€AITU TMepeCyBaHHS BOPOTa i BAACHi MepCreKTMBM Ha MOPSITYHOK (MaibkKe
aKpoOaTuUyHi Mi3aHClleHM 3 ApabvHamy i pisHUMM KOHirypauisimu TiA akTOpiB i aKTOPOK yacom
HaraAyITb CXOXi Mi3aHCLIEHM Ha TeaTpaAbHUX ororpadisx noyatky XX CTOAITTs). 3 LuX caMux
ApabuH OyAe CIIOPYAKEHO i TPOSIHCBKOTO KOHS, sIKUM Y Bepcii AaBupa IleTpocsiHa HiOU mepeTBo-
PIOETHCS i3 30BHILIHBOI 3arp0O3M HA BHYTPIILHIO.

Y wiit BUCTaBi — LjiAMiT psSIA CMABPHMX aKTOPCBKMX POOIT, aAe HaBiTh Ha IX TAi MAaAIOHOK pOAi
Kaccanapu (y ABox ckaapax rpaotb Kcenist Bama i Mapuna Koikina) mpotucroits BciM iHmmM
yepe3 0COOAMBY HEBPOTUYHICTh, XBOPOOAMBICTh MOPYXiB, AEIPECUBHMUIT TIOTASIA T4 4YaCOM He 30-
BCiM O4iKyBaHy a00 i1 IpsIMO HEHOPMATMBHY MOBEAIHKY B COLIiyMi. 3aBASIKM LIbOMY MAaEMO, IO CYTi,
HOBe TpakTyBaHHs Apamu Kaccanapu: y IleTpocsiHa BoHa He TakK MPOPOK, IepeAbayeHHs SIKOi He
XO4yTh YyTH, @ PaAllle HEBPOTUYHA AMBAYKa, SIKa Yepe3 0COOAMBOCTI BAACHOI IICUXi4YHOI OpraHisa-
il He MO>Xe HaAarOAUTU AOBIpAMBE CIIAKYBaHHS 3 OTOUYEHHAM, 110 KOXKHE Il CAOBO CIpMIIMAE SIK
ocobucty obpasy.

«Kaccanppa» Teatpy IBaHa @panka — AakoHiuHa BucraBa (1 roapmna i 10xB.), A0 sKoOi
YBIMILIAU AMIIE Ti YaCTMHU XPECTOMATIHOI ApaMaTU4HOI II0eMH, SIKi HallpsAMY pO3KPMBAaKOTb Apa-
My TOAOBHOI repoiHi. L|iHHOI0 pycolo 1ii€l BUCTaBU € 1 Te, 1[0 TOCTAaHOBHMKAM BAAAOCS MOEAHATU
TYT IIAaHOOAVBE CTAaBAEHHS AO CAOBA i3 3aTaAbHVM BIAUYTTSIM CLIEHIUHOI Ail SIK HACTPOEBOI imMmpe-
Cil, «<KQpTMHKU 3 MUHYAOIO», Y $IKil1 i3 Oe3meyHol AMCTaHLii MM MOXXeMO YiTKO pO3TAeAiTH Haumri
TemnepilHi TpobAeMM.

EX31CTeHLIHO 3arOoCTpeHa CUTYallisl BillHU NMOBEpPHYAA YKPAalHCBKUI TeaTp AO BUTOKIB AAB-
HborpeulbKoi Tpareaii — CodoxkaoBoro «Llapss Eauma». ko y oApamatuysin noemi «Kaccanppa»
TAEMHUM 3HAHHSIM MailOyTHbOTO BOAOAIE€ CaMe TOAOBHA repoOiHs, a Il OTOYEeHHsI HeXTY€E IoIepe-
AxeHHssMu nipoBicHutli, To CodoxkaiB Llap EAumn, HaBmaku, nmparHe LIbOTO 3HAHHS, sIKE 1IOTO OTO-
4YeHHs1 HamaraeTbcs npuxosatu. «Llap Eaumn» craB nepiioio ryyHoro npem’epoio KuiBcbkoro Teat-
py Ha Ilopo0Ai micAs mpu3Ha4YeHHs I0OTO HOBUM AMPEKTOPOM i XyAO)XKHIM KepiBHMKOM BUMAQTHOTO
yKpaiHcpkoro akTopa borpana benioka. Aas pobotu Hap «Llapem Eaumnmom» HOBMIT OYiABHUK KO-
AekTuBY 3anpocus 3 Tearpy imeHi IBana DpaHka pexucepa-nocraHoBHMKa AaBupa IleTpocsHa i
aKTOPKY Ha poAb VokacTu (epnHa xiHOYa poAb y BucTasi) — HaTaaito CyMchbKy.

I'oA0OBHe MTaHHS, 3BiCHO, IOAATAE Y TOMY, 110 HOBOTO BIAKPUB TeaTp i MOCTAaHOBHUKHU y Te€K-
CTi, AKOMY BUIIOBHMAOCS 2,5 TUCAYL POKIB, 1 1[0 CbOTOAHI BiH MOXX€ 03HAa4aTU AASl YKPalHCBKOIO
cycmiAbcTBa. Bip caMOro mouyaTky AIICTBa TASIAQY MOTPAINASIE B CUTYAlLlil0 TOBHOI TEMPSBU, O3BY-
YeHOI TMXO0I0 MOTOPOLIHOI My31KoI0 Iaai Pasymerika i Pomana I'puropiBa — My3ukolo, sika 4acom
CXO’Ka Ha 3BYK €AeKTPUMYHOTO 3aMMKaHHs. AeAb BUCBITAEHI AMille OOAMYYSI XOPY, KOXKEH 3 IIeCTU
YYACHMKIB SIKOTO 3arOPHYTUI B TEMHUII MAQLLL i TPMMA€E B PyKaxX AMBHI «MarHeTU4Hi» MAAUYKMY, SKI,
BOYEBMAD, MAIOTb AOIMOMAraTy iX BOAOAQPSIM AICTaBaTU sIK€Cb MICTMYHE 3HAaHHS NP0 NPUYMHU
HEL[aCTb B KpaiHi. YCA ClieHa 3arpOMaAkXeHa METAAE€BMMM KOHCTPYKLIsIMM aX MiA CTeAlo, fAKi
BKpail HaraAylOTh CYYacCHi €AeKTPOCTaHLil, 1[0 B HUX POCISIHU 3 OO)KEBiABHOKIO HAIOAErAMBICTIO
B)Ke ABA POKMU IOCITIAb CKMAQIOTb CBOI PaKeTH.

AA03is1 Ha pakeTHi 00CTpiAM eHepreTM4YHOI CTPYKTypy YKpaiHM — Lj€ Te, 10 MOMEHTAaAbHO
3UUTYETHCA B cleHorpadii BucTaBy, Ky crBopuaa AnHa llIkporaab. AAe, HampaBAy, y Lill Meci i
BJICTaBi 3HAYHO Ba)KAMBILIM € TAMOOKe 3aHypEHHS B IIPUPOAY CYCITIABCTBA, sIKe ITepedyBa€ B CTaHi
BillHU, B Te, sIK BiliHa 3MiHIOE AIOA€lT — i HaBiTh mpaBuTeAiB. Tekct Codokaa, 3 0OAHOTO HOKY, AOHO-
CUTb AO HaC IA€I0 AeTEePMiHi3My, 11O ii CITIOBiAYBaAM AABHI I'PEKH, TOTO, 1JO AIOAVHA He 3AaTHA 3MiHU-
TV O0>KECTBEHHY BOAIO. 3 APYroro 60Ky, MaEMO 3aXOIAMBY AETEKTVBHY iCTOpII0, Y SIKiil OAHI Iepco-
HaXi 3HAIOTh BCe HAIlepeA, a iHIII IYKAITh LIbOTO 3HAHHS OYAb-SIKMM AOCTYITHUM IM CITOCOOOM.
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[To-Tpere, 3 pAucranuii Tucsay pokiB CodoKa 3BepTae yBary Ha Te, 10, KOAUM Ha 3éMAi, AKMMU
npaBuUTh EAMII, BIAAO AMXO, TOPSITYHOK AIOA€NI CTa€ 110ro, EAuma, MopaAbHMM 000B’sI3KOM SIK IIpa-
BUTEAS, TOOTO AO AETEPMIiHI3MY i AETEKTUBY AOAAETHCS 1lje MOPAABHMIT CKAAAHUK — 30Ha BiAIIO-
BiAQABHOCTI AIOAMHH i ii coBicTi. UM BUKOAOBaB 61 cobi oui EAn, ssKOU Ai3HABCS panToM iCcTopiio
CBOTO IOXOAXKEHHS Ha TAlI MMPHOTO LJapIOBAaHHA B 1IACAUMBIN i 3aMOJKHIiN KpaiHi? Y1 3aBXAU pexu-
cepy MUPHOIO 4YaCy BPAaXOBYIOTb OT Lie «TAO», CYCIIIABHMUMI KAaTaKAI3M SIK II€PEAYMOBY Tpareail
Eaumna? Ha obupBa 3amuTaHHs BIEBHEHA BIiAMIOBiAb — Hi. AAXe Te, 1[0 B MUPHUII YaC MOTAO
CIIpUIIMATUCA AK BapiaHT HOPMMU, IIEPeTBOPIOETbCSI HA MOPaAbHY AMAeMy B 4ac BiliHU. ToX KoAun
YKpalHCbKe CYCIIIABCTBO Y CTaHi BIIHM CTUKAETHCSA 3 MPUKAAAAMU HEUYTAMBOCTI OKPEMMUX AIOAEN
AO MOPAaABHMX NUTaHb i OOAICHO, YacOM NepebiABbLIEHO Ha 1ie BiATIYKYETbCS, TaKa peakliisi AMiIe
MiAKPECAIO€ TOM (aKT, L0 BilfHa Ay)Ke CMABHO 3MiHMAA OiABLIICTb TpOMaAsiH YKpaiHu i yKpaiHCbKe
CYCITIABCTBO B LIiIAOMY.

ITpotsarom nepioro poky «ljap Eaumn» Ha Beaukin cueni Teatpy Ha ITopoAl nepexxus noxa-
30By eBoAmLi0. Oapasy micas npem’epu (15 rpyaHs 2022 poky) 1isl AOBOAL AQKOHIYHA MiBTOparo-
AVIHHa BUCTaBa PO3rOPTAAACs, SIK TOAMHHUKOBUI MeXaHi3M, B IKOMY aKTOPHU i cripaBai OyAu cxoxi
Ha 3HapsIAAS B pyKax Buiux cua. OAHavye MprOAKM3HO 32 MiB POKY Lisl TOCTAHOBKA A€LIO BTPATHAA
CBil1 3aAi3HMI PUTM, «PO3XMUTaAacCsA», aA€ BOAHOYAC B Hill sICKPABIllIe 3a3By4aB EAVHUM TYT >KiHO-
anit roaoc — Vokactu Haraaii CyMcbKoOi, siKa 3 OIABLIMM TEMAOM MIAKAIOUMAACS AO PO3KIIIHOTO
4yoAoBiuoro ancambaio B’siuecaaBa Aomxenka (Eamm), Pomana XaaaimoBa (Kpeonr), Makcuma
Maxkcumioka (Tupeciit), Oaekcanppa Aanuabuerka (ITactyx) i Ceprist CunaunBoro (I'oHels). Bupa-
3HA 1 apTUCTUYHA aKTOPCbKa AeKAaMallis Ay>Ke YiTKO i 3 TOUHMMM aKLeHTaMU 03BYy4y€ KAACUYHUI
TEKCT 3 KAHOHY €BPOIIEIICbKOI KyAbTypHu. Taki 3paskoBi BUCTaBM NMOTPiOHi y penepryapi ykpaiHCh-
KMX TeaTpiB TaKOX i AAsl OCBIiTHIiX 1iaen. «Llap EaAun» BapTuit yparu HaBiTb IPOCTO 3apaay TOTO,
11106 HacoaopuTrcst CodhokaoM y uypoBomy mepekaapi bopuca Tena.

AK1110 TOAVMBUTHCS HAa BUCTAaBU AOBIOIO CIIMCKY B HOMiHalii «3a HalKpallly BUCTaBY Ha Iepe-
TVIHI TeaTpPaAbHUX >KaHPIB, MUCTELBKOrO CUHTe3y i nepdopmaTuBHUX Gopm» mpemii «I'PA», To
A€TKO TOMITUTU AOMiHYBaHHs BepremiB. ABa 3 HuXx — odiuinHi, e «Bepren» XapkiBcbkoro aep-
YKQaBHOTO aKaAEeMiYHOTrO TeaTpy AsIAbOK imeHi B. A. AdanacreBa i «Bepren. HeobapokoBa micre-
pisi» TBopuoi rpynu «Iruea Kopaa». Ao «HeodiuiniHux» BepTemniB MOXKHa 3apaxyBaTy BUCTaBy «Be-
AVIKUI ABOX» [TOATaBCPKOTO aKapeMiuHOTO 00AQCHOTO TeaTpy ASIAbOK. Lleit TeaTp 1[0opoKy moTpa-
IIASIE B AOBI'MI 200 KopoTkui crncok «['PV», i mopasy — B iHwIil1 HoMiHaliii, o came 1o cobi cBi-
AYUTDb IIPO MANCTEPHICTb 1 TBOPYMII Alalla30H AaKTOPCHKOI TPYIU Ta IPYNM MOCTAHOBHMKIB HA YOAI
3 He3MiHHMM peXXucepoM-AsAbKapeM Hiko AamyHoBuM Ta pAMpeKTOpKolo TeaTpy TeTsaHomw BiTpsk.

2021 poKy IOATABCbKi ASIAbKapi IHCLIeHI3yBaAl OAVH i3 Hapi)KHMX TBOPIB YKPalHCbKOI AiTe-
paTypu nepiopoy pomaHTu3My — mnoeMy-MicTtepito Tapaca llleByeHka «BeAaukuit Abox», HaCU4eHy
YYICAEHHVMU iCTOPUYHVMMU i MOAITUYHMMY aAto3isiMu. | 1106 AOCArTY 1ie GiABIIOrO CyreCTMBHOTO
BIIAVIBY Ha I'AsIAQ4a, T€aTp 3aIlIPOCUB AO CIIBIIpaLi BiAoMuUil GOAbBKAOPHMIL IYpPT «Bokudi», 1o Mae
AY’Ke TIOB)KHUII Te€aTPaAbHUI AOCBiA (OAV3BKO ABOX AECSITHAITH TOMY KOAEKTUB AOBOAi AOBIMii
yac criBnpaloBas 3 TeaTpoM Baaaa Tpoinpbkoro «Aax»). «boskuyi» y BUCTaBi BUKOHYIOTb BITi3Ha-
BaHi HapOAHI TicHi i ncaabmu. CriiBaku He 3aBXAM MOXXYTb B34TU Y4acCTb y )KMBOMY IIOKa3i BUCTa-
BU, 10 NTOTpeOye 1joHalMeHIIe nopopoxi 3 Kuesa oo IToaTaBu i Hazap, TOX iHOAl micHI y iXHPOMY
BMKOHAHHI 3By4yaTb B 3allMICy — LIAKOM PO3yMHe i ONTMMaAbHe pilleHHA. [IoCTaHOBHMKM TaKOX
AEMOHCTPYIOTb BEAMKY IIOBary AO MMCAaHOTO CAOBA: ApyKoBaHi llleBueHKOBI pAAKM TYT MOJKHA IIO-
0ayMTy Ha MAALIAX apTUCTIB ab0 Ha eAeMeHTax cleHorpadii.
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AepeB’siHa KOHCTPYKLis cLeHy Y «Bearkomy Apoci» Harapye 6aiipak. Bona He nmpocto moxu-
AQ, a HiOM TTOAiAeHa Ha ABa CEKTOpY, IJO 3YCTPIiYaIOThCS Y AbOXY IOCEPEeA CLEeHU (XYAOXKHUK Mu-
xaiao Ckom). Tpu Tpiiiku mepcoHaXkiB BeAbMU 1jiKaBi B ITAQHi BidyaAbHMX XapaKTEPUCTUK. AKTOP-
KM, SIKi TPaloTh TPU 3aHAMallleHi AIBOYi AL, CXOXXi Ha rapHEHbKUX KypyaT 3 eAeKTpU(iKoBaHUMU
BiHOUKaMU-TPEOIHLSIMY, 1JO CUASITH BYCOKO Ha XEPAVHi: BOHM MAIOTh AIOACBKi TOAOBU Ta BEpPXHi
YaCTMHU TiAQ, @ BHU3Y, HABIPOTHU TaAil — Kypsdi Aanku. [ITaliHUIT MOTUB IPOAOBXKYIOTb AIOAM-
ASIABKY Y TIOBHMI 3PiCT — TPU BOPOHY, 1[0 YOCOOAIOIOTh 3AMIX AEMOHIB YKPaIHCHKOTO, POCilICbKOTO
i moAabcbKOTrO HapoaiB (BopoHsui Macku crBopuB pexxucep Hiko Aamynos). Hatomicte mocrari
TPbOX AIpHUKIB (aKTOPM-YOAOBIKM B ASIABKOBOMY OAsI3i B TOBHMI 3PiCT) MAIOTh IIAP>KOBAaHUI BU-
TASIA 1 TTOCIAQIOTDh HAMHMKUYMII piBeHb BepTeNHOl clieHM. B emiao3i BUCTaBu, Ae cepep BCUITAHOTO
XpecTamy 0arpaKky AyHa€ LIiAKOM ONTMMiCTMYHe IIPOPOLITBO PO ManlOyTHE YKpaiHu, BCi Tpu rpy-
I CUMBOAIYHO CXOASITBHCSI.

Mictepist Tapaca llleBueHKa Ayke AOOpe TMAAQETBCS TeaTpaAbHill iHTepIpeTalii, apXe 6iAb-
icTh pparMeHTiB TYT — MpsiMa MOBa MEPCOHAXIB. MOKAMBO, TeaTpaAbHO 1is1 BUCTaBa OyAa Ou e
LiKaBilIoo i LiAicHimow0, sIKOU BCi Tpu mapu rpaau Ti cami akTopu. Lle Morao 6u cratu CBO€pia-
HUM TPOAOBXeHHsIM llleBu4eHKOBOro OaueHHs L[bOTO TEKCTY SIK 4YOrOChb ITOHAAYaCOBOTO, a icTOpil
YKpaiHu — 5K MipOAOTiYHOTO HApaTUBY, L0 TPUMAETHCS Ha 0i0AiTHKX aA3isx. [loBHOMacITA0-
He pOCiliCbKe BTOPTHEHHsI, Ha )KaAb, 3pOOMAO 1ii iCTOpUYHI MmapaAeai iie MpOMOBUCTIIIMMMU: pi3a-
HuHa B barypuHi, 3paaa inTepeciB Ykpainu 3 60Ky borpana XmMeAbHUL[BKOTO, pO31eAeHIT 00pa3
0AM3HIOKIB [BaHiB 5K mpoBipAHMKa YKpaiHu i 1i Kata. fKice icTopuyHi 00pasu y BUCTaBi y BUTASIAL
HaMaAbOBaHMX Ha Mamepi mocrareil BUPUHAIOTb 3 TAMOOKOTO AbOXY i OApa3y 3HUMKAIOTh TaM, HiOU
MapeBo.

IcTopis Ykpainu y 1t BUCTaBi OCTa€ SIK TpariuyHO-HEMUHYYA, aAe He Oe3HaailtHa. Moruau
MONEePEAHUKIB — i CBATUX i IPIIIHUX — CTAIOTh TUM «MiCLIeM CUAU», 3 SIKUX Ma€ BIAPOAUTUCS
Ykpaina. MuHyAe He 3HUKA€, aAe BOHO TYT OCMMCAEHE i BIOPAAKOBAHEe M0 BEePTEIHUX MOAMYKaX. |
BUXOAUTD TaK, 11O Bi3yaAbHICTb TeaTPaAbHOI MOBU AOIIOMArae lije 4iTKillle pO3CTaBUTU BCe i BCiX
Ha CBOI MiclLisi, BUOYAYBaTU 3B’SI3KM MUHYAOTO Yepe3 TeepillHE 3 MAOYTHIM.

BucHoBku. TpariuHa peaAbHICTb POCINICbKO-YKPaiHCHKOI BifIHM CIIPUYMHMAQ MTOSIBY BEAMKO-
IO MacCMBY aKTyaAbHOI ApaMaTyprii, AKa OCMMCAIOE HOBUI AOCBiA YKPaiHCBKOTO CyCITIAbCTBA. BoA-
HOYaC BOEHHA PEAAbHICTb CTaAd TEPEAYMOBOIO AASI CYTTEBOTO NTEPEOCMMCAEHHSA TeaTPAAbHMX TeK-
CTiB 3 HalliIOHAABHOTO i 3aXiAHOEBPONENCbKOro KAaHOHY. Ha MaTepiaAi 4OTMPbOX BUCTAaB YKpPaiHCh-
Kux TeatpiB 2021-2022 pokiB 6YAO IIpOaHaAi30BaHO HOBi CMMCAOBI aKLI€HTH, 110 iX OTIPUSIBHMAQ Y
BJMICTaBaX 3a XpeCTOMATiIHMMIU TeKCTAaMU CUTYalisd pOCiICbKO-YKpaiHChKOI BiltHM. Ha TAl Meain-
HVUIX AVICKYCill TIpO ICUXi4He 3A0pOB’sl pociiicbKkoro npe3upeHTta «Kaairyaa» Tearpy imeni IBana
DpaHKa OCMICAIOE TICUXOAOTiI0 aBTOpUTApPHOTO npaBuTeAs. IloctaBaena Ha Tin xe cueHi «Kacca-
HApa» TBOPUTb aTMOC(depy He3axMIIeHOl, BIAKpUTOI HaBCibiY TepuTOpii, Ae KO’KEH MellKaHellb, 3a
BMHSTKOM IPOTAaroHiCTKY, BOAi€ 3aXUCTUTU ceOe BUTAAAVMBMMM KOHCTPYKLUiSIMM 3 IPMMapHUX
iarosin. «lJap Eaun» Teatpy Ha Ilop0Ai moKasye, YoMy y CyCHiAbCTBi BOEHHOIO 4acCy 3pOCTA€ 3aMUT
Ha CIIPaBEAAMBICTb i AepaAi OiAbIIOro 3HaueHHsT HaOyBae MOpaAbHMIT OiK BUMHKIB. «Beaukwmi
AbOox» ITOATaBCBKOTO TeaTpy AsIAbOK PO3IIOBiAa€ PO APaMy POCIICbKO-YKpalHCbKOI BillHU Kpi3b
npusmy llleBueHkoBoi Midoaorizaii Ta icTOpUYHMX aHAAOTIN. YKPAIHCbKMII TeaTp aKTMBHO pearye
Ha HOBY PEaAbHICTbh, B Pi3HUI CHOCIO Oepe y4yacTb B aKTYaAbHUX CYCITIABHUX AUCKYCisIX, 1[0 HaMa-
raloThCsl OCMUCAUTYU APaMy CY4acHOI BiliHM, TBOPUTb Oe3MEeYHMUIT IPOCTIp AASL CIIABHOTO €MOLIiii-
HOT'O MePeXMBAHHA HOBOT'O TPAariuHOT0O AOCBIAY.
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BENTIA |., SHOPIN P.

UKRAINIAN THEATER AFTER THE FULL-SCALE RUSSIAN INVASION:
A NEW READING OF CANONICAL PLAYS

Abstract. The article analyzes the new senses that appeared in the 2021-2022 Ukrainian
theater performances of canonical works. Two of the productions in question are based on Ukrain-
ian classical texts, namely Taras Shevchenko’s “mystery poem” “Velykyi Lyokh” (The Great Dun-
geon) and Lesya Ukrainka’s dramatic poem Cassandra. The other two productions, based on
Sophocles’ tragedy Oedipus Rex and Albert Camus’ play Caligula, consciously seek answers to the
challenges of the new Ukrainian reality in the canon of world drama. The full-scale Russian inva-
sion has made the well-known meanings in these works more clearly visible and added new ones.
Against the backdrop of media discussions about the mental health of the Russian president, Ca-
ligula by the Ivan Franko Theater (Kyiv) reflects on the psychology of an authoritarian ruler. Oedi-
pus Rex by the Theater on Podil (Kyiv) shows why the demand for justice is growing in wartime
society and the moral side of actions is becoming increasingly important. The Great Dungeon by
the Poltava Puppet Theater tells the dramatic story of the Russo-Ukrainian War through the prism
of Shevchenko’s historical analogies. Cassandra by the Ivan Franko Theater creates the atmos-
phere of an vulnerable, open-air space where every inhabitant, except for the protagonist, prefers
to protect themselves with fanciful constructions of ephemeral illusions.

While the tragic reality of the Russo-Ukrainian War has led to the emergence of a large body
of contemporary drama that interprets the new experience of Ukrainian society, the war reality has
become a prerequisite for a significant rethinking of theatrical texts from the Ukrainian and West-
ern European canon. Thus, Ukrainian theater is actively engaging with the new reality, intervening
in various ways in current public discussions that aim to comprehend the drama of the war, and
creating a safe space for a common emotional response to the latest tragic experience.

Key words: contemporary Ukrainian theater, Russo-Ukrainian War, canonical texts in thea-
ter, contemporary art, social role of art, living through tragic experience, therapeutic role of artistic
practices.
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Abstract. This article explores the prominent motif of war in tabletop role-playing games
(TTRPGs) through the analysis of popular games such as Dungeons & Dragons, Warhammer fan-
tasy role playing game. The author argues that the motif of war is a prevalent theme in RPGs due
to its ability to prompt players to engage in epic battles and quests and to develop complex story-
lines. The article draws upon theoretical frameworks such as narratology and ludology to analyze
how the motif of war shapes player experiences in these games and how it contributes to the evolu-
tion of TTRPGs as a genre. Through the analysis of game mechanics and thematic elements, the
author demonstrates that the motif of war serves both as a source of conflict and a means of creat-
ing immersive gameplay experiences. The article concludes with a reflection on the implications
and potential future directions of studying war in RPGs.

Keywords: the motif of war, tabletop role-playing games, tabletop role-playing game Dunge-
ons & Dragons, Warhammer fantasy role playing game, ludology.

Introduction. Tabletop role-playing games (TTRPGs) have gained considerable popularity
over the past few decades, attracting players with fantastic worlds, immersive storylines, and inter-
active experiences. Many TTRPGs are set in fictional worlds of historical periods where war is a
central element of the setting. These games often fall into genres like high fantasy, science fiction,
or military. The motif of war in them serves as a backdrop or a driving force for the Game Master
to create a story for a short scenario or long campaign. The games in those world settings provide
players with an interactive and complex narrative, allowing them to create their characters,
through which they can co-create and experience great stories and complete challenging tasks.

The Aim of the Paper. Among the many themes explored in TTRPGs, the theme of war is
the most common. It stands out as a recurring and fascinating aspect that has attracted players for
generations (Lewin, 2012; Tresca, 2017). This article aims to explore the importance and impact
of the theme of war in role-playing games.

Understanding the theme of war in TTRPGs has significance beyond its entertainment value.
Observing how war is depicted can shed light on the human fascination with conflict and the
broader cultural narratives embedded in these games. In addition, this exploration can yield in-
sights into potential ethical considerations, cognitive processes, and social dynamics that emerge
as players navigate war-related scenarios within the safe confines of a fictional game environment.
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The Role of War in TTRPGs. The theme of war is a central element of TTRPGs, shaping
the dynamics of the game, and providing a framework for epic quests, character development, ex-
ploration, and player experience. As players immerse themselves in these unique game worlds,
they will be allowed to take on the role of noble warriors, cunning strategists, or fearless heroes
who must often navigate the complexities of war-torn landscapes. The war is always going on
somewhere, existing in the background of the world or simply appearing in the player character’s
story. The theme of war also introduces conflict, which allows players to make difficult moral deci-
sions, allowing for continuous character building and their story, while enabling them to experi-
ence personal growth in the game world. The backdrop of war creates a sense of urgency and high
stakes, captivating players, keeping the pace of the game moving, and drawing them deeper into
the game’s story.

The theme of war is a motif with rich narrative potential, very often exploited by game
creators and game players. Game masters often create sophisticated stories revolving around the
intricacies of war, political struggles, and the socioeconomic effects of conflict (Mearls &
Crawford, 2019; Pramas, 2005). Such stories, depending on preferences, allow players to shape the
outcome of battles, form alliances, and influence the course of history and geopolitics in the game
world.

The motif of war in TTRPGs emphasizes the importance of collaboration and teamwork. In
times of conflict, players must rely on each other, pooling their skills and resources to overcome
challenges and achieve their objectives. Successfully navigating the rigors of war requires trust,
communication, and strategic cooperation among players. The cooperative nature of TTRPGs
shines brightest when players work together to achieve victory against formidable adversaries.

Character Growth and Moral Dilemmas. War often blurs the lines between good and evil,
and TTRPGs use this ambiguity to present players with moral dilemmas. Player characters, and
thus players themselves, may be faced with difficult choices that will test their personal beliefs,
forcing them to weigh the value of their individual lives against the greater good or question their
cause’s righteousness. These decisions have lasting consequences and very often shape the charac-
ter’s development and moral compass. War is often the crucible of personal growth and heroism in
TTRPGs. As players navigate the chaos and danger of war, they can demonstrate courage, leader-
ship, and sacrifice. The challenges and obstacles that war presents allow characters to develop
skills, form deep bonds with other characters, and find their place in the narrative. By facing the
hardships of war, characters can evolve, develop, and become legendary figures.

Exploring moral dilemmas allows players to reflect on their value system, on their feelings,
and face ethical issues. Through their characters, players can explore different perspectives, ques-
tion their preconceptions, and explore the complexities of morality in the context of war. This ex-
ploration adds layers of depth and complexity to the gameplay, allowing characters to evolve and
develop based on the decisions they make. Thus, the player can see the consequences of bad
choices. TTRPGs provide players with a platform to explore the psychological effects of war and
showcase their characters’ struggles and growth in the face of adversity. The horrors of war can
have a profound impact on characters, both mentally and emotionally. Characters may face expe-
riences of loss, trauma, and violence, each of which leaves a lasting mark. By roleplaying, players
can delve into the emotional depths of their characters, revealing their coping mechanisms, resil-
ience, and efforts to heal from difficult experiences. These experiences allow characters to evo-
lve, developing empathy, compassion, and strength as they find ways to overcome their internal
struggles.

The theme of war can also challenge characters’ existing affiliations and beliefs, potentially
leading to significant changes in their moral compass. When the characters encounter the harsh
realities of war, their beliefs may be questioned or even destroyed.
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It is worth noting here that TTRPGs can also serve as a tool for dealing with various traumas
for the players themselves. Importantly, however, the game must be conducted by an expert who
has special education and permission to help deal with problems. Under no circumstances can it
be a random person who does not know how to provide specialist help — there is a very high risk
that the problem may deepen.

During their adventures, player characters may encounter NPCs from opposing factions who
may challenge their perception of good and evil. Through interactions and exposure to different
perspectives, characters can undergo ideological changes, questioning their loyalties and re-
evaluating the principles they hold dear. Such changes in alignment can have a profound impact
on character development, opening new stories and opportunities for personal growth.

TTRPG games, as mentioned earlier, allow players to take on the role of army commanders,
offering them the opportunity to test their leadership skills and cope with the challenges of com-
mand and the burden of responsibility. When leading an army, as a commander, it is very impor-
tant to find a balance between your needs and those of your allies. The character and the player are
faced with difficult decisions about tactically complex choices (Makeld & Schmidt, 2020). Addi-
tionally, the player and the player’s character who puts themselves in the role of a leader, regard-
less of the situation, should inspire their subordinates and motivate them to follow him. Leader-
ship skills also help develop the player’s communication skills and allow them to feel the burden of
responsible leadership.

War is often associated with acts of violence and cruelty, but thanks to the narrative of
TTRPG games, heroes can face the consequences of their actions and seek redemption. War ex-
periences can force characters to reflect on the morality of their actions, leading to feelings of guilt,
remorse, and a desire to make amends. Characters may undertake quests or engage in acts of sacri-
fice to make amends for their past actions and seek forgiveness from those they have wronged.
These journeys of redemption allow players to delve into themes of forgiveness, atonement, and
personal growth as their characters strive to find inner peace and positively impact the world
around them.

In summary, exploring character development and moral dilemmas in the context of war in
TTRPGs provides players with a unique platform to make complex ethical choices, overcome ad-
versity, and develop their characters’ identities. The challenges presented in war narratives allow
characters to evolve, learn from their experiences, and emerge as heroes forged in the crucible of
war.

Historical and Societal Exploration. War often has profound historical and societal impli-
cations, and TTRPGs provide a platform for exploring these themes in depth. TTRPGs can be set
in a wide range of historical eras, from ancient civilizations, the medieval world, the Industrial
Revolution, modern war, or even futuristic and alternate history settings. By experiencing these
unique settings and their cultural, technological, and social aspects, the Game Master and his play-
ers can explore the portrayal of diversity.

Players can create characters from, for example, a rich pool of different ethnicities, social
classes, and backstories. For more realistic gameplay the Game Master and players often engage in
research to accurately portray the historical or social context of the world setting and the charac-
ters. That research can involve studying clothing, technology, language, political structures, class
struggles, racism, colonialism, and more.

The motif of war prompts players to engage with the social and cultural aspects of the game
world, as they encounter diverse factions, explore the consequences of war on different communi-
ties, and delve into the motivations behind the conflict. This motif adds a layer of complexity to
the gaming experience.

77



ARTISTIC RECEPTION OF WAR

Through interactive storytelling, players gain insights into the broader context of the war: the
political motivations, the power struggles, and the socioeconomic impacts. These explorations can
spark discussions and reflections on real-world history, politics, and societal dynamics, fostering a
deeper understanding of the complexities of war and its impact on individuals and societies. Addi-
tionally, players can gain a deeper appreciation for the intricacies of different periods and societies.

Conclusions. The motif of war holds a significant place in the world of tabletop role-playing
games. Through its immersive storytelling, character growth opportunities, and strategic game-
play, war creates a captivating experience for players. TTRPGs continue to explore and refine the
motif of war, offering endless possibilities for engaging and thought-provoking gameplay. As the
genre evolves, further studies and analyses are warranted to better understand the impact and po-
tential of war in TTRPGs.
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baptoc P.

MOTMB BiNHM B HACTIABHUX POAbOBUX irPAX:
MOLWYKOBE AOCAIAXEHHS

AHoTanis. Y i1 cTaTTi AOCAIAXKYETHCS NMPOBIAHUI MOTHMB BillHM B HAaCTIABHMX POABOBUX
irpax yepes aHaAi3 Takux MOMyASIpHUX irop, sk «Dungeons & Dragons» Ta ¢eHTe3i-poAbOBOI Ipu
«Warhammer». ABTOp CTBEPAXYE, 1IJ0 MOTUB BillHU € LIEHTPAAbHOIO TEMOIO B POABOBUX irpax, siki
CIIOHYKAIOTh TPaBLiB OpaTu y4yacTh B eMiYHMX OMTBaX i KBeCcTax, a TaKOXX PO3BMBATU CKAAAHI
CIOKeTHI AiHil. Cipaooyuch Ha TaKi TeOpeTUYHi 3acapy, sIK HAPATOAOTisSI Ta AYAOAOTis, CTaTTA MO-
Kasye, sIK MOTUB BillHM POPMY€E AOCBIA IPaBLiB i K BiH BIIAMBA€E Ha €BOAIOLIIO >KaHPY HACTiABHOI
poABbOBOI Ipu. Hepes aHaai3 irpoBoi MeXaHiKM i TEMaTUYHUX €AE€MEHTIB aBTOP AEMOHCTPYE, 1110
MOTUB BillHM NPaBUTb 3a AKepeAO KOH(AIKTY i 3acib AASI CTBOpPEHHSI 3aXOMAMBOIO irpoBOTO
AocBiay. CTaTTs 3aBEpIUYETHCS BUCHOBKAMM IIPO HACAIAKM Ta MOTEHLiMHI MallOyTHI HaNpsMKu
BUBYEHHs BillHM B POABOBUX irpax.

Kaw4osi cAroBa: MOTUB BiVIHUM, HAaCTiAbHI POABOBI irpy, HacTiAbHa poAboBa rpa «Dungeons &
Dragons», peHTe3i-poaboBa rpa « Warhammer», AyaoAoTisL.

Cmamms Haditiwaa 0o pedaxyii 16.08.2023
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Abstract. The article traces the history of the glamour style, reveals its characteristic fea-
tures, and explores its connection with visual conspicuousness. The aim is to determine the role of
cinematography in developing and promoting the glamour style. By the beginning of the 20th cen-
tury, there were all the prerequisites for the rise of the glamour style. In the 1930s and 1940s, the
glamour style finally took its distinct shape and manifested itself in various areas of art. Appear-
ance and visuality became more important than in previous periods. The author emphasizes that
cinema, and Hollywood in particular, played a crucial role in the spread and promotion of the
glamour style. This research is based on a historical approach that the author applies to identify
the special features of the glamour style and its emergence, formation, and evolution in the space-
time of culture and art. The study uses the structural and functional research methods to analyze
the stylistic patterns and principles of the formation of glamour style and its ideals.

Keywords: glamour style, contemporary art, visual conspicuousness, cinema, Hollywood, film
artists.

Introduction. Under the influence of transformational processes, contemporary visual art is
sensitive to changes in media and digital technology. When it takes on new forms, new art prac-
tices emerge. One of the most widespread visual (media) images is the glamorous one, created and
advertised through the media and communication, the fashion world, and the entertainment and
experience industry. Stylish, glamorous images and photographs have become the hallmarks of
glossy magazines and the entire modern fashion, entertainment, and political sectors, even though
the country is at war.

The danger of glamour is that it helps to hide the inner content, and the external aesthetic
visual component is dominant. The duality of visuality lies in the fact that, on the one hand, it al-
lows us to obtain new information about the world and expand our understanding of the environ-
ment. On the other hand, it creates the illusion of objectivity and documentation, often used for
rational manipulation. The aesthetics of the glamour style is quite simulative. It is based on the cir-
culation of “empty” signs that endow the “glamorous object” with symbolic values of prestige, suc-
cess, luxury, etc., because any signs are subject to desubstantiation in glamor. There is an impera-
tive of external attractiveness, brightness, and seduction. Visual representation and visual illusion
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contain numerous opportunities for manipulating human consciousness. In this context, the rele-
vance of the study lies in the understanding of the origins of glamour and glamour style, the forma-
tion of glamour as a socio-cultural phenomenon, and glamor ideology.

Literature Review. In the humanities, the problem of the emergence of the phenomenon of
glamour and glamour style began to arouse the interest of scholars only at the beginning of the
twenty-first century. This problem is elaborated in the works of Roland Barthes, Jean Baudrillard,
Stephen Gundle, Joseph Rosa, and others. Having carefully studied Ukrainian and international
publications, I can conclude that the issue of the formation of the glamour style and understanding
of its manifestations in the context of the development of contemporary art, trends, and factors of
the latter remains open and requires additional art historical research.

In the context of this study, I adopt the hypothesis that glamour as an ambivalent artistic
phenomenon existed in European culture, including artistic culture, in an implicit (endogenous) or
explicit (exogenous) form, and in the process of cultural and historical development it was modi-
fied, the range of its functions and artistic practices expanded, and the number of its attributive
properties and characteristic features increased. The essential feature of glamour is visual conspic-
uousness, which reflects the desire of a person or certain social strata to flaunt (visually demon-
strate) the body, clothes, works of art, luxury, wealth, success, social status, etc. The article contin-
ues the author’s study of glamour as a social and cultural phenomenon and the stylistic evolution
of glamour from the first decades of the twentieth century to the present (Bezuhla, 2019a, 2019b).

The Aim of the Paper. The aim of the article is to determine the role of the cinema in devel-
oping and promoting glamour style and identify its characteristic features, forms, and typical images.

Results and Discussion. The twentieth century was a new critical stage in forming glamour
style and popularizing glamour as a socio-cultural phenomenon. By the beginning of the twentieth
century, there were all the prerequisites for further development of the trends laid down in the
nineteenth century (Bezuhla, 2019b). Glamour gradually transformed from a latent, marginal phe-
nomenon into a universal means of social communication, achieving success, increasing social sig-
nificance, and gaining popularity. The formation and development of glamour and glamour style
are directly linked to film production and Hollywood, and the name “Hollywood” has become a
symbol of luxury, beautiful life, illusory magic, and cinema.

The first public movie screening consisted of small humorous and dance performances in
1892 in New York City at the Koster and Bial’'s Music Hall. This year is generally considered the
year of the emergence of the American film industry. Soon movie screenings gained great popular-
ity with the audience, expanding the cinema network. One of the first to appear was cheap cinemas
(“Nickelodeons”), which cost five cents to enter, there were more than three thousand in operation
by the beginning of 1908. In the first decades of the twentieth century, when the first significant
film studios began to emerge, about sixty percent of all American film production was concen-
trated in Hollywood. In the 1920s, thanks to the rapid growth of large film studios, about eight
hundred films were produced annually in Hollywood, and gradually, Hollywood began to play a
leading role in the global film industry. It should be noted that among the Hollywood film industry
creators (especially in the first twenty years of its existence), immigrants played a prominent role:
people from Germany (Carl Laemmle founded Universal Studio), Hungary (Adolph Zukor became
the founder of Paramount Studio), Ukraine (Louis Burt Mayer founded Metro-Goldwyn-Mayer"),
Poland (“Warner Brothers” — the Warner brothers), France and Britain, those who fled to Amer-
ica from war, tyranny, racial discrimination, and economic crisis.

! Lazar Meir was born in Dymer, a small town in the Kyiv region. His parents emigrated to the United States when
he was two vears old. Lazar Meir will go down in the history of world cinema as the founder of one of the most famous
film companies, Metro-Goldwyn-Meyer, which he created at the age of 23, and he was the founder of the annual Oscar
Awards (Bezuhla, 2019b).
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Hollywood film studios managed to synthesize the art of different cultures, countries, and
historical eras in their work and combine the desire for aristocracy, fame, wealth, popularity, os-
tentatious luxury, fashion, sexuality, and consumption into a single unique combination. Holly-
wood films were designed not to satisfy the masses’ practical needs, but to awaken the needs of the
imagination, interact with the audience’s dreams, and promote the idea of escapism. They pre-
sented images that captured the imagination, showed a part of another reality that intersected with
everyday life, and was perceived through cinema and the press. Thomas Kiernan noted that Holly-
wood stars are American culture’s “real heroes and heroines”; they are “surrogates” for aspirations
and dreams that not everyone can realize. Watching those who live a bright and full life allows you
to compensate for the lack of romance in life, to escape from everyday life and routine, and to let
go of fantasies about a sweet life (Kiernan, 1990, pp. 13—-14). Viewers were offered several options
for escaping reality: 1) American aristocracy, theatrical luxury, the brilliance of the pop scene, and
the beauty of youth; 2) “European decadence”; 3) common sense and down-to-earthiness of ordi-
nary Americans, etc. (Bezuhla, 2019a).

In the first decades of its existence, Hollywood was guided by the European tradition of a
theatrical approach to luxury, lifestyle, fashion in general, and costume in particular. The films
were full of references to French Art Deco' and Parisian haute couture, which became especially
noticeable after the Exposition Internationale des Arts Décoratifs et Industriels Modernes (1925),
where the supremacy of the Art Nouveau style was proclaimed. Art Deco was a synthesis of Art
Nouveau and Neoclassicism. Unlike Art Nouveau, Art Deco was characterized by symmetry,
straightforwardness, clarity of form, and geometric ornamentation. The style impressed with its
exquisite splendor, the use of precious exotic materials, virtuosity in decoration, monumental
forms with simultaneous simplicity, and lightness of construction. The primary trend of the time
was the emphasis on luxury. The material itself, the richness of its texture, was of paramount im-
portance. Shiny, polished surfaces were considered incredibly fashionable (Bezuhla, 2019a).

Art Deco was also perfectly combined with the glamour style, ostentatious luxury, and gloss,
and according to Emily Wilson (2003), black-and-white films of the period contributed to the for-
mation of the characteristic features of Art Deco aesthetics and the glamour style. “Colorless ele-
gance, ... draped brocade (lamé) and sequined satin mesmerized the eye with light streams that
floated and spread across the moving backs and hips of Garbo, Dietrich, and Lombard. These
visuals were built on the foundation of a hitherto unknown powerful sensuality of colorless but
moving textures... sequins, marabou, white veil, and black lace made sexual connotations resonate
with new power in a world devoid of imaginative colors” (Gundle, 2008, p. 158).

However, if Hollywood filmmakers were guided by the styles that prevailed in Europe at the
beginning of their careers, the situation changed over time. Artists began to treat the styles that
had already been established quite freely: various “eclectic combinations” emerged, parodies, ex-
clusivity, and eccentricity of high fashion became objects of ridicule, etc. This trend was character-
istic of the transitional stage during which Hollywood accumulated resources and skills that al-

! Art Deco (from the French art deco, literally “decorative art”) is a trend in the decorative arts of the first half of
the twentieth century, manifested in architecture, fashion, and painting. The term “art deco” became established only
in the late 1960s of the twentieth century. In 1966, a large retrospective exhibition was held at the Paris Museum of
Decorative Arts (Musée des Arts Décoratifs), with the subtitle for the catalog reading “Art Deco.” Its characteristic
features are a clear pattern, ethnic geometric patterns, luxury, chic, and modern materials (ivory, crocodile skin, alu-
minum, rare wood, silver).

Various artistic phenomena of the era influenced Art Deco. One of its names — “jazz modern” (where jazz is un-
derstood not only as a musical trend but also as something colorful, bright, something that can serve as decoration) —
emphasizes this style’s uneven, unstable, and disintegrating nature. The influence of Expressionism, the fascination
with everything exotic, reflected in the use of simplified forms and colors, is noticeable, as is the case with “barbarian
cultures” (both ancient and modern). The fascination with Egyptian and Indian cultures brought to Art Deco the fash-
ion for pyramidal stepped silhouettes and semiprecious stones: Brazilian onyx, jade, lapis lazuli, rock crystal, and ob-
sidian became favorite materials in jewelry and decorative plastics (Bezuhla, 2019b).
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lowed it to become the primary source of glamour. As a result, a “glamorous mixture” emerged,
combining somewhat contradictory properties: luxury, aristocratic “grandeur,” street style, mass
spectacle, and haute couture fashion. This “mixture,” on the one hand, was demonstratively theat-
rical and, on the other hand, reproducible (“man-made,” it could be imitated or recreated if de-
sired) (Bezuhla, 2019b). It can be argued that during this period, favorable circumstances were cre-
ated for the emergence of a new style, which would be called “glamour,” and whose main charac-
teristic features were visual conspicuousness, sexual attractiveness, luxury, sophistication, and
glossiness.

Metro-Goldwyn-Mayer (MGM), one of the largest and most successful Hollywood studios of
the sound era, significantly contributed to the popularization of glamour style. Cedric Gibbons, the
studio’s art director’, was the only one who connected the glamour style with the aesthetic trends
of the time (abandoning bulky luxury for Art Deco, which was perceived as a symbol of glamour).

In the 1930s, glamour finally became American and democratic, and its original foreign ver-
sion gradually lost popularity. It was in Hollywood that glamour not only gained new meaning but
also began to develop actively as a global social and cultural phenomenon: on the one hand, con-
tinuing the European tradition, and on the other, acquiring a complete set of attributes: theatrical-
ity, conspicuousness, ostentatiousness, sexuality, showiness, brightness, external attractiveness,
etc. Visual conspicuousness dominates in all spheres and fields of glamour, and the “inner,” true
essence of the object is hidden behind the glamorous mask. Later, Merylin Monroe’s words would
gain popularity: “Hollywood: they’ll pay you a thousand dollars for a kiss, and fifty cents for your
soul.” Most of the changes in the perception of glamour in America also occurred in Europe, where
each country or ethnic group experienced changes. Still, they all occurred at their own pace, inter-
preting general trends and adapting them to local traditions.

The glamour style developed in Hollywood is gradually gaining ground in the global fashion
and beauty industry. The distinct nature of this style lies in its hypertrophied brightness and
straightforward associations with luxurious and bohemian life, sex, and exoticism (Bezuhla,
2019a). Over time, the glamour style became so popular that Europe and Paris, particularly, paid
attention to it. Europeans began to focus on it and sometimes even to imitate it. Thus, in the
1930s, European fashion designers “drew inspiration” from American “costume dramas.” For ex-
ample, one of the most famous collections by Elsa Schiaparelli, Circus, was based on costumes
from the renowned American circus Barnum. This designer also dedicated an entire collection to
the figure of Mae West. Later, since 1940, Elsa Schiaparelli worked extensively with film and theatre
stars, as she lived in the United States during the occupation of France. She influenced the image of
Gary Cooper, Marlene Dietrich, Michele Morgan, and others. Katharine Hepburn stated that her
career began to thrive only when she started dressing in Schiaparelli’s clothes (Bezuhla, 2019b).

During this period, the term “Hollywood glamour” became established, and the essential
content of glamour took its shape: the priority of the demonstratively superficial: chic social life
(partying), competitions in expensive outfits, jewelry, and other attributes of glamour. Glamour is
emphatically decorative, sensual, feminine, and conspicuously (theatrically) luxurious — more arti-
ficial, ostentatious, unlike “the real life.”

Hollywood movie stars have become the most perfect embodiment of glamour. Greta Garbo,
Louise Brooks, and Marlene Dietrich are considered the first representatives of the glamour style.
Incredible perfection was an essential aspect of Hollywood glamor. Actors and actresses always
looked like they had just left a beauty salon; they were the standard of impeccable form, beautiful
presentation, and external gloss.

! As art director, Cedric Gibbons was responsible for the design of every film released by MGM from 1924 to 1956.
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As I have already noted, Metro-Goldwyn-Mayer is considered to be one of the most success-
ful studios in this period. Fortune magazine pointed out that the list of stars who worked with it
was much longer than any other film studio. Although MGM’s competitors were such film com-
panies as Paramount, 20th Century Fox, Warner Brothers, RKO, and small film companies Co-
lumbia, Universal, and United Artists, the list of stars the former worked with was significantly
smaller than MGM'’s. For example, from the mid-1930s to the late 1940s, 20th Century Fox signed
contracts with only four top stars: Shirley Temple, Betty Grable, Tyrone Power, and Gregory Peck.
Warner Brothers worked with James Cagney, Bette Davis, and Humphrey Bogart. This situation
can be explained by the fact that although some performers had natural talent, charisma, and ap-
propriate appearance and succeeded without much “glamorous” training, creating the image of an
excellent movie star required investing significant funds, and only large film studios had them. It is
clear that at that time, it was too early to say that the presence of a star cast ensured the success of
a movie, but the difference in box office between a film with a celebrity and one without could be
significant.

It is well-known that the institution of stars in Hollywood cinema originated in the 1920s,
took shape in the 1930s, and peaked in the 1940s and 1950s. In the 1930s and 1940s, film produc-
tion in the United States was called a dream or glamour factory. Hollywood became a genuine fac-
tory, constantly “producing” glamorous stars and illusions. The systematic approach to creating
and promoting stars distinguished Hollywood from other film industries. Not only vast sums of
money were invested in movie stars, but also incredible labour. Movie stars became a standardized
commodity supplied with limited modifications and regularly updated.

The star was represented as a glamorous person — a confident, seductive, unusual, refined,
arrogant, or funny person, depending on the role they had to play. When creating a glamorous im-
age, Hollywood masters sought to balance the old and the new, the high and the low. They man-
aged to organically combine the trends of the time with borrowed elements of high society and the
general unique qualities of each star.

Cinema required expressiveness and clear lines in makeup, hairstyle, and clothing. In Holly-
wood, there were precise requirements for the appearance of a star: youth, slim figure, “correct”
facial features, expressive eyes, and photogeneity. In addition to acting skills, charisma and person-
ality were essential conditions for becoming a star. Each of the Hollywood stars had some feature
that had a magnetic effect on the audience and allowed them to turn an “awkward person” into a
charming and attractive personality. The star’s figure was a real luxury. Actors who did not meet
the required standards were “corrected.” For example, being overweight was unacceptable because
a star with such a flaw looked relatively unprofitable on screen. The actors were put on a strict diet
to correct this flaw, and masseurs were assigned. As a result, the body looked slimmer, the cheek-
bones stood out, and the facial features became sharper. Teeth and hair were straightened; if nec-
essary, plastic surgery was used. Makeup artists plucked eyebrows and shaped them, lengthened
eyelashes, enlarged eyes, reduced noses, retouched moles, and painted over freckles with makeup.
Such actions led to the depersonalization of the face, making it artificial and attractive. The cos-
tume designer created the illusion of physical perfection: with the help of special underwear, he hid
flaws and emphasized the stars’ advantages. According to Gundle, stars such as Greta Garbo,
Marlene Dietrich, or Joan Crawford could have 20 costumes in one film, and each costume re-
quired up to six fittings. The most precious materials were used for the costumes, often with exag-
gerated cuts, unique colors, and external effects (Gundle, 2008, p. 160).

In this context, it is necessary to point out such a characteristic feature of Hollywood stars as
sexual attractiveness. It was believed that women primarily possessed sexual attractiveness, and it
was their prerogative to care about their appearance, beauty, fashion, luxury, and artificiality. Pro-
ducers and directors found new ways to embody the ideals of femininity and create new female
ideals and fantasy images. To present the star to the public as an object of sexual desire, film com-
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panies used the culture of seductive spectacles that had already been formed in European and
American theaters. Hollywood beauties became the carriers of erotic femininity, which had previ-
ously been the privilege of Parisian women (Gundle, 2008, p. 156). Magnetic attraction as a critical
component of sexual attractiveness was achieved through the symmetry and harmony of the face
and body, which were of great importance in Hollywood (Cendrars, 1989, pp. 83—84).

Every aspect of a Hollywood star’s life was subject to careful control and elaboration. Not
only the appearance of the actors was “corrected,” but also their biographies and surnames. Very
often, the real names of actors and actresses were not mentioned. Pseudonyms were used instead:
Greta Garbo’s real name was Greta Gustafsson, Joan Crawford’s original name was Lucille Fay
LeSueur, Mary Pickford was Gladys Marie Smith, Douglas Fairbanks was Douglas Elton Ullman,
Carole Lombard was Jane Peters, and Cary Grant was Archibald Alec Leach. Celebrity biographies
were invented or faked.

The lifestyle and behavior of famous actors and actresses off-screen were an integral part of
the “star path” and were closely linked to the advertising of films. In most cases, viewers were un-
aware of the strict discipline and sacrifices that stars had to make. As Dietrich noted in her mem-
oirs, stars were often subjected to severe pressure from studio promotion departments. The ac-
tresses were required not to drink, smoke, or even have children, and each of their many romances
was “blessed in heaven.” According to Dietrich, an actress is “a woman who must look perfect”
(Dietrich, 1989, p. 116).

The stars looked magnificent and theatrical, and their images and costumes were designed to
attract attention, which fully corresponded to Dietrich’s definition of glamour as “something in-
definite, something inaccessible to ordinary women — a fairy-tale paradise, desirable but essen-
tially unattainable” (Fox, 1995, pp. 56—57).

Hollywood stars’ lifestyles and public image were focused on the visual demonstration of
luxury (real or imagined) and borrowed from the wealthiest communities. “For the mass audience,
the Hollywood version of high society was more accessible to understand than the closed world of
recognized elites, based on imitation and tradition rather than money and success” (Gundle, 2008,
p. 159). Quite often, Hollywood stars were deluded into believing that Hollywood society was the
pinnacle of perfection until they met the European aristocracy. Gloria Swanson (one of the most
photographed women in America in the 1920s) pointed out that “the glamour of Hollywood’s illu-
sions pales in comparison to the real glamour of rich Europeans” (Swanson, 1981, p. 177). The the-
atrical and showy luxury of Hollywood glamour looked quite different. For example, Celeste Holm,
the actress who worked with Warner Brothers, noted that everything was exaggerated in Holly-
wood. “If you had a farm, it became an estate. If you had a field, there would be a herd of horses
running around” (Swanson, 1981, p. 139-144). MGM employees were forbidden to talk about the
stars’ earnings because “mentioning money put profit above glamor” (Bezuhla, 2019b).

A new type of aristocracy, the aristocracy of beauty and talent, was created. This type of aris-
tocracy became more accessible and attractive. It dictated new canons of high status (unrelated to
origin) and new rituals, which partially involved representatives of the traditional elite. A new,
more understandable, open hierarchy emerged, where glamour style came first.

The style imposed by cinematic images was a source of signs and symbols. The stars were the
“gods and goddesses of modern Olympus” because they stood on the border of everyday life and
the miraculous, the real, and the ideal. However, it is essential to note that while in the early twen-
tieth century, some of the first stars had a reputation as celestials and unusual people, in the 1930s,
a more common viewpoint was that the star was distinguished from the average person only by
unique chic and that anyone could become a star if the right conditions were created.

Although the upper strata of society were genuinely interested in the people they saw on the
screen and admired the glamour style and the ability to “arouse enthusiasm and inspire adoration
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among the masses,” from the point of view of the traditional social elite, this style was vulgar and
pretentious, and it flourished in extremes and eccentricity. In the “traditional” social categories,
movie stars did not have high social status (because they often came from modest and sometimes
even disadvantaged backgrounds). Still, the doors to fashionable salons and private palaces were
“open” for them. The corresponding taboo was lifted because now, to be invited to dinner parties,
one did not need to be connected to the upper strata by close family ties; money or popularity be-
came a pass to the houses of the upper strata.

While the stars’ elaborate glamour was out of reach for the majority, appearance and visuals
became much more important during this period than in previous years. “The ‘Hollywood glamour
style’ was gradually becoming available to the public. Cinema promoted the idea that appearance
was an important part of everyday life and that how a person presented themselves “as a whole”
was of great importance in their lives. Thus, women were encouraged to draw parallels between
the studios’ desire to maximize the popularity of stars and the audience’s attempts to make the
best use of their opportunities. Films helped people dream, and the consumption machine allowed
them to partially translate these dreams into real experiences” (Gundle, 2008, p. 168).

The popularity and general accessibility of cinema led to films beginning to impact the aver-
age person’s life significantly. Many people watched Hollywood movies and gradually began to fo-
cus on the lifestyle dictated by cinematic glamour. They also sought to add elements of this life-
style to their everyday lives. Glamour fans wanted to be like their idols and enjoyed the illusion of
resemblance to them, feeling envy and admiring their image and lifestyle.

Films were both a commodity and a call for consumption, as the “hype” associated with films
directed the public’s consumer needs toward specific products. Stores advertised movies and
posted photos of stars in their windows. Movie stars gained the status of “style icons.” Retail chains
sold copies of models of the outfits worn by actresses in movies. Magazines published recommen-
dations from stars on how to choose and wear such clothes. To create a personal glamour style,
moviegoers were encouraged to imitate the image of a star who resembled them in face, posture,
or temperament. American publications for women that gave advice on the right choice of ward-
robe listed six main personality types, and each of them corresponded to the image of a particular
film star: an exotic woman — Ilona Massey; an active lifestyle supporter — Katharine Hepburn; an
experienced woman — Merle Oberon; feminine — Greer Garson; an aristocrat — Joan Fontaine; a
tomboy — Betty Hutton (Turim, 1983). Women’s magazines regularly published tests and ques-
tionnaires that allowed readers to determine their type.

The independence of Hollywood was growing, as evidenced by the clothing collections in-
tended for retail. For example, in the late 1930s, Orry-Kelly and Head clothing collections were re-
leased for retail. Although these collections reflected European fashion trends, the models looked
“quite American.” Celebrities were associated with fashion and demonstrated their lifestyle with
clothes, cosmetics, and other products just as much as fashion models. In 1914, the sales of
women’s clothing in Los Angeles County reached 1.205 million dollars; in 1935, this figure in-
creased to 28.104 million dollars. The Los Angeles Times wrote that “the rest of the world wants
Hollywood glamour and is willing to pay for it.” (Gundle, 2008, p. 169).

The most artificial creations of the “glamour industry” were called “glamorous girls” who,
fascinated by imitating their idols, completely lost their individuality. They were not much differ-
ent from mannequins in store windows, from “dolls that came to life and moved sleepwalking from
one movie to another” (Hill, 1938). Sociologist C. Wright Mills noted that the standards of appear-
ance and behavior set by Hollywood cinema were gradually “spreading down the national hierar-
chy of glamour — to all the girls who were carefully selected and trained to portray the promise of
pleasure for commercial purposes, as well as to all young housewives” (Mills, 1956, p. 81).
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Men also partially fell under the influence of the glamour style even though the prominent
admirers of Hollywood glamour were women, especially young women. In the United States, there
emerged the phenomenon of the so-called “glamorous boys.” They included movie actors and at-
tractive service workers who sold soda, worked in car service, etc. (Hill, 1938).

As early as the 1930s, the glut of glamour styles in various spheres of life began to cause re-
jection, adverse reactions, and critical statements. In the mid-1930s, independent producer Samuel
Goldwyn stated that the public was tired of glamour, fancy costumes, and sets and wanted simplic-
ity. In his opinion, glamour should remain only in musicals, where exaggeration and spectacle are
mandatory elements, and moviemakers should be guided by reality. Producers should stop ma-
nipulating scenery, flashy dress styles, and makeup and “shove the cost of the movie in the viewer’s
face” (Hill, 1938).

Hollywood stars were also subjected to criticism. For example, Cecil Beaton emphasized that
the artificiality of glamorous stars ceases to be attractive to the public. “When an assistant is con-
stantly on hand to wipe away the drops of sweat that have appeared on her forehead, and a cos-
tume designer is watching over her outfit (cut in a special way to minimize anatomical defects) to
keep it from creasing, she is as far from the weakness of mere mortals and, accordingly, as boring
from a psychological point of view as a statue in a museum” (Bezuhla, 2019b). Critical remarks are
made that “a glamorous girl shows no signs of life.” To change the situation, it is necessary to re-
turn to naturalness, “a girl must show that she is a real person who has a sense of humor and a
spirit of sociability” (Davis, 1993, p. 27).

In this context, it is necessary to draw attention to another trend of great importance that
helped make glamour a holistic phenomenon and became the basis of glossy (glamorous) images in
the late twentieth century. Since the 1940s, idealized images of healthy, cheerful, sexually attractive
women have become quite popular, especially among men (although the practice of such photo-
graphs can be traced back to the 1890s). This style was called “pin-up” (to pin up, literally a poster
that is pinned on the wall), a term that also refers to drawings, paintings, and other illustrations
based on photographs.

The term “pin-up” was first used in 1941. The distinctive features of this style were simplic-
ity, directness, accessibility, and cheerfulness. In Hollywood, the production of nude photographs
was similar to cinema. Photographers skillfully managed to turn pretty women into unbelievable
beauties. The glamour photographer was an expert on presenting the naked female body in a fa-
vorable light. Stars whose careers were just beginning and those whose popularity was fading
worked in this genre. Quite often, one of the most commonly used titles for nude photographs
(sometimes erotic or slightly pornographic) was the word “glamour” (used either as a synonym or
as a euphemism).

Photographers who worked in this genre had different perceptions of their work. For exam-
ple, Russ Meyer did not consider himself engaged in art and noted that he took glamorous maga-
zine photos for money (Davis, 1993, p. 56). In his opinion, all the “curvy actresses” (Marilyn Mon-
roe, Anita Ekberg, Jayne Mansfield, Sophia Loren, etc.) owe their massive box office success to
their bodies alone: “If we draw a parallel, the success of my glamorous photographs was largely in-
fluenced by the magnificence of my models’ figures,” he stated (Davis, 1993, pp. 137-138). Inter-
estingly, not only men but also women acted as glamour photographers. An example is Bunny
Yeager, whose career began with a victory in a beauty contest. Later, she starred in pin-ups, then
worked on developing women’s bathing suits, and only after gaining experience began to work as a
photographer.

Every year the emphasis on the eroticism and sexuality of stars increased. For example,
Marilyn Monroe, who was a symbol of the 1950s and the last and most perfect product of the film
studios, showed the public a nude image that had never been seen before. Monroe began her ca-
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reer with pin-up photos. Her platinum hair, perfectly fair complexion, shining red lips, sensual
curves, and childlike demeanor made her the perfect movie star and the complete embodiment of
Hollywood’s glamour style. Created by the 20th Century Fox studio, the physical embodiment of
the idealized “pin-up” character, she became the perfect American woman.

According to Edgar Morin, Monroe’s death in August 1962 ended the era. It became clear
that behind the glossy image of the star’s excellent, rich, and happy life was a tragedy. “This is a
natural demythologization, a breach in the dam, through which the truth seeps out like water:
there are no more perfect stars, no more happy Olympus” (Seidner, 1996, p. 20).

Gradually, in a capitalist society, women’s images became one of the objects used for ma-
nipulation of public consciousness. Companies deliberately directed the hopes and desires of soci-
ety towards consumerism. The glamour style gave household items and everyday life a magical
shine and appeal. Commercial and commodity prerequisites determined the fantasies of the era of
mass consumerism. Innovative changes in society (the development of technology, tourism, mass
media, communication, a certain reformatting of social strata, etc.) significantly influenced the
formation of visual stereotypes of attractiveness. As a result, glamour, the language of symbols of
everything attractive and desirable, has also changed in the conditions of capitalist society.

Conclusions. The film industry and film art, which developed a unique sign system, contrib-
uted to the emergence, development, and spread of the glamour style. This trend was characteris-
tic of the transitional stage, during which cinema accumulated resources and skills that allowed it
to become the primary source of glamour. The “glamorous mixture” emerged during this period,
laying the groundwork for the glamour style and its features. This “mixture” was, on the one hand,
demonstratively theatrical and, on the other hand, reproducible (“man-made” so that it could be
imitated or reproduced if desired). The article has explored several factors that contributed to the
emergence of the glamour style and the formation of the relevant canon of glamorous corporeality.

It can be stated that the glamour style emerged in the 1930s and 1940s, which manifested it-
self in various areas of art. At the time, there was established an axiological polarity in the percep-
tion of the phenomenon of glamour; appearance and visuality became more important than in
previous periods; glamour began to dictate the canons of beauty, determine lifestyles and behav-
ioral patterns of various social strata. Thanks to the film industry and the practical activities of its
actors (filmmakers, actors, producers, managers, advertisers, etc:) glamour style has become a
global phenomenon and begun to influence the lifestyles and dreams of people around the world,; it
has finally lost its ascriptive features and become more democratic and popular; there has been an
active promotion of glamour ideas among the masses, which has directly stimulated the growth of
consumption of goods and services.

The glamour style is not just a list of tools and rules; it is, first of all, a corresponding visual
image and mood created in various art forms with the help of certain “material” elements, such as
human corporeality, precious metals (gold, silver, platinum), stones, rhinestones, crystal — used
not only in jewelry but also in elements of clothing decor, in furniture decoration and even in
decorative dishes; fashionable, branded items, makeup, high-heeled shoes, glamorous jewelry and
luxury attributes; fabrics and leather — in clothing, in the interior, which should look precious, in
architecture and interior space, high ceilings, a large number of mirrors and a lot of light (derived
from visual conspicuousness), which allow to expand the space and create the corresponding vis-
ual illusion.
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bEsyrna P.

Bi3YAAbHA AEMOHCTPATUBHICTb B KIHOMUCTELTBI
MEPWOT MOAOBUHU XX CTOAITTS: 3BAPOAXEHHS FAAMYPHOTO CTUAIO

AHoTanis. Y cTaTTi IpeACTaBA€Ha iCTOPis 3apoAYKeHHSI TAAMYPHOTO CTUAIO, BUSIBA€HO JIOTO
XapaKTepHi 0COOAMBOCTI Ta MPOCTEXKEHO 3B’S130K i3 Bi3yaAbHOIO AeMOHCTpPaTUBHICTIO. MeTa cTaTTi
— BU3HAUUTHU POAb KIHOMMCTEL[TBA Y PO3BUTKY Ta MOLIVIPEHHI IAAMYPHOTO CTUAIO. 3’SICOBaHO, 10
Ha moyaTKy XX CcToAiTTS 6yAM chopMoBaHi BCi mepeAyMOBU AAST 3aPOAYKEHHSI TAQMYPHOTO CTUAIO
Ta 3’sicoBaHo, Wo B 1930-1940-x pokax r'AaMypHUI CTMAb OyB OCTaTOYHO copMoBaHUMII Ta
IpOSIBUBCSI B Pi3HOMAHITHMX HampsiMax MUCTELTBA, a 30BHILIHICTb i Bi3yaAbHiCTb HabyAu
OiABIIOTO 3HAYEHHs, HDK y momepeaHi mepioau. ITiAkpecaeHo, 1m0 KiHOMMCTELTBO, 30KpeMa
l'oaiBya, BipirpaAM BU3HAYaAbHY POAb AAS PO3MNOBCIOAKEHHS Ta IMONYASPU3alil I'AaMypPHOTO
cTuA. TeopeTuKo-MeTOAOAOTIYHOI0 0a3010 AOCAIAXKEHHS CTaB iCTOPMKO-XPOHOAOTIYHUIT METOA,
SIKU/ CIIPUSIB BUSIBAEHHIO OCOOAMBOCTEN BMHMKHEHHs, (POPMYBaHHsI Ta €BOAIOLII I'AaMypHOTO
CTUAIO B YacONpOCTOpi KyAbTypyu i mucrteyrBa. CTpyKTypHO-QYHKIIIOHAABHUII METOA AO3BOAUB
IIpOaHaAi3yBaT CTUAICTMYHI 3aKOHOMIpHOCTi ¥ MpUHUMIM (OPMYBAHHS CTAAI0 Ta I'AAMYPHOTO
ipneaay.

Kaw4osi croBa: TAaMypHUII CTUAB, Cy4aCHe MUCTELTBO, Bi3yaAbHa AEMOHCTPATUBHICTb,
KiHOMUCTeLTBO, ['0AiByA, KIHOMUTLI.

Cmamms Haditiwaa 0o pedaxyii 17.07.2023
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AHoranis. Y cTarTi po3rassHyTO heHOMEH 3aXiAHMX Bi3yaAbHUX MPAKTUK, BiaAoMMi1 K «nude
vita». Ha mpukaaai 3HaKOBMX HIO-TIPOEKTIB MPOBEAEHO aHaAi3 COLiaAbHO-(}iA0COPCHKOI KPUTUKI
KYABTYPiHAYCTPiaAbHOI IIOCTKAAQCUYHOI perpecii 3 60Ky He3aAeXKHUX YKPATHChKMX Ta 3aKOPAOHHUX
HAYKOBIIiB, 5IKi AOCAIAXXYIOTh €HTPOTIiI0 XYAOKHBOTO AOCBIAY CYYaCHOCTI i HATOAOLIYIOTh HEOOXIA-
HICTb HETallHOTO MeperAsiAy CAaMOPYMHIBHOI apT-eMicTeMy MOCTMOAEPHI3MY Ta IOBEPHEHHS B CYC-
MiAPHY Ta iHAMBIAYaABbHY TBOPYY CBIAOMICTB CYTHICHOI pedaeKcii SIK cTpaTareMy TpaHCLIEHAEHTa-
ABHOI €CTeTUKU. SIK AOAQTKOBMII apryMEHT Ha KOPUCTb BAaAIAHOCTI TaKMX HAaYKOBMX IPOMO3MLIiN
BUMKOPUCTAHO ipel Cy4aCHOI KBAaHTOBO-MEXaHIUYHOI Teopil peTpOKay3aAbHOCTI, IO MIATBEPAXXYE
BKAMBICTb iCTOPMKO-TEMIIOPAABHOI LIAICHOCTI KYABTYpHOI Mam’sTi, OCKiABKM IIPUYMHHO-
HACAIAKOBIIT epeKT 4acoBOI 3BOPOTHOCTiI HA TOHKOMY AYXOBHO-IHTE€AEKTYaAbHOMY PiBHi 3AaTHMIA
3MIHIOBaTM MUHYAL CTaHU CUCTeM 4Yepe3 TpaHcdopMalilo MOAill MaiOyTHBOTO, 1[0 B KyABTYPHO-
XyAOXHbOMY KOHTEKCTi HallieTBOPEHHsI TyT-i-3apa3 Bipirpae 0COOAMBO Ba>KAMBY POAb.

Kawuosi crosa: nude vita, peTpokay3aAbHICTb, perpecisi mocTKAaCUYHOL A00H, contemporary
art, MOCTMOAEPHi3M.

ITocranoBka mpooaemu. Y aunsi 2023 poky B ¢incbkomy micti Kyomio (Kuopio) 6An3bpko
TUCSYi OTOAEHMX AIOA€IT 32 BAACHOIO BOA€IO 3i0paAucs Ha yeproBy doTocecito B cTuAi «nude vitay,
SIKYy IPOBOAMB aMepuKaHCcbkuil poTomuTtenb CrneHcep Tynik (Spencer Tunick). Biaeo nocrynoso-
ro 3alIOBHEHHS TiAaMU KiAbKOX 0OpaHmx Aokauiint Toai poous Toui ITitksiHen (Toni Pitkdnen), a
MiCASI 3aBepIlIeHHs iHCTAASAL{l BiH OMUTYBaB A€SKUX YYaCHMKIB mpo ixHi BpaskeHHs [1]. XTOCh ro-
BOPVMB IIPO 3aLliKaBAEHICTb OYAB-SIKMMM aBaHTIOPAMM, XTOCh 3 ONMUTYBAaHMX MOBIAOMUB, IO CTe-
XUTb 3a TBopuicTio CrieHcepa TyHika Bip 1990-Xx pokiB, KoAM BiH 3A00yYB CAaBY aBTOpPa eMaTaKHUX
KOAEKTUBHUX (POTO3HIMKIB, sIKi BiH OpraHi3oByBaB II0 BCbOMY CBiTy. BTiM, HiXTO He 3raaas, 11j0 J10-
ro iHCTaAsALii 3 MaCOBMM eKCriDilliOHI3MOM AIOAEV ampoOIpilITh MACTUII iICTOPUYHOTO AQAQ, IIO
1oro Ha nmoyaTky XX CTOAITTA NpOCyBaAa, HaNpMKAAA, Mopapyra Mapceas AromiaHa, CKaHAAAbHA
MopeAb MaHa Pes (Man Ray) 6aponeca Eap3za ¢on Opaitrar-Aopunroden (Elsa von Freytag-
Loringhoven). BoHa TBOp4O BAOCKOHAAIOBaAQ KOHLIETLIIO peAi-MeliA, IPOrOAOCUBIIN BAACHE TiAO
XYAO>KHIM 00’€KTOM He 3Tipll 3a IIPOMMCAOBY piy, 30KpeMa AmouraHiB «DOHTaH», SKUI BiATaK aK-
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TyaAidyBaB EHAl Boproa B mpoekri 1964 poky «Brillo boxes» B Stable Gallery Warhol, anpormpito-
BaBlM 1961 poxy rpadiunmit pousaitH Axerimca ['apsi (James Harvey), sikoro ust Kpapikka BeAbMU
po3rHiBaAra. IpoHisyloun 3 4OAOBIKiB, BOHa HaroAoIyBaAa, 1o ii TiAO He € OaHAABHOIO CaMo-
penpeseHTalli€lo, a MiCTUTh TAMOOKY iHBEKTUBHY CEMaHTUKY. SIK 3a3HaYa€ KaHAACbKA AOCAIAHULS
TBOpUOCTi 6aponecu Eab3u Aiipun I'emea (Irene Gammel), B CBOiX emaTakHUX eKCTibillioHiCTCh-
KIX aKTax OapoHeca, BIiAKMAAI0YM OaHAABHUN >KiIHOUMI €POTU3M, IIPEACTABASIAQ KIHETUUHY eHep-
rito Ta BiyHMi1 pyx AMepuky, ceKcyaabHicTb HoBOI >XXiHKM, @ TaKOXX KPUTUKY AMepUKN», TOX «il
TiAO BMAQ€E €KCTAaTUYHMI HAAAUILIOK i KUTTEBY €Hepriio <...> 3i CMIAMBICTIO BOVIOBHMYOI aMa30HKHU
OyKBaAbHO II030aBASIIOUM 3araABHOIIPUIHATUI CUHTAKCUC TPAAMULIIIHOI HIO», i «TaKuil arpeCUBHUI
MPOSIB KIHOYOI CEKCYaAbHOCTI OYB i 3aAMIIAETHCS IIOKYIOUMM», 1110 3adikcyBaB e 1921 poky ¢o-
tTo3HiMKamu Man Peit, 30kpema, B aucti oo Tpucrana Tuapu (Tristan Tzara), mjo 36epiraerbcs B
apxisi JKaka Ayce (Jacques Doucet) B ITapuxi [2, pp. 290-292]. To6to nude vita 6apoHecu TpaHc-
AIOBAAO MOTY)KHE ITOBIAOMAEHHS, A€ YYAEPHALbKi MT03M TA JKECTYAaAbHICTb BTIAIOBaAM IIPOMOBNC-
TUI HApaTMB, 3a3BUYail 3 IHBEKTMBHUM KOHLIEIITOM, SIKOTO OyAU 1M030aBA€Hi OaHAABHI peai-Mena
AAAQICTiB.

Mix Tum ¢iHCPKa perpeseHTallis aMepUKAHCbKOTO BidyaAicTa 3aAmiIa€e TiAO TOAIOHUM AO
peAi-Meiia MOBYa3HMM 00’€KTOM, HiOM cTadarkeM Ha BUCTaBLi AQAQ, A€ B TaKMII CIIOCIO YYaCHUKU
iHCTaASALIT )XaAQIOTh OTPUMATH, 32 TIEPEKOHAHHSAM MUTLS, CaMe BAACHUI «XYOOWHill AOCBIA, a He
IIPOCTO AOCBiA». Aaaebi OIABLIICTD YYaCHUKIB CIPUITHSIAQ TIPOIMO3ULII0 AETiTMMOBAHOI IIPOTYASTH-
KU MiCTOM B KocTioMax Apama i €BU 3a BeceAy IPUTOAY, IIPUCBSAYEHY peTpOoCNeKTUBi TBopiB TyHi-
Ka, 110 IXx npe3eHTyBaB MicueBui1 ¢portoueHTp. lllonpaBaa, iHoai MoTMBaLis y4yacTi Oyaa He TuIO-
BOIO, 5IK Y BUIIAAKY 3 OAHIEIO 3 )KiHOK, 5IKa MOBiAOMMAA: «f XOUy IIOM SIHYTY CBOIO IIOMEPAY AOHBKY
<..>, sIKa LIOIHO MilIAQ 3 )XUTTS. L]e cTaA0 TaKuM MOIITOBXOM, IO Telep MYIIY 3pOOUTH IIOCh YHi-
KaAbHE y CBOEMY XUTTi» [1].

Axuist BiAOyAacst o TperTiil paHKY, KOAU TTiA FaAAQCAVBi 30MIKU IepeAsIKaHVUX IIEPEXOXKUX «OAU-
3bKO TUCSIYI TOAUX AIOA€V OAMH 32 OAHMM MIIAM AO LIEHTPAABHOTO MApKy», A€ Ha BeXi MiCbKOTO
cobopy po3micTuB cBoi Kamepu TyHik. [TaHi AnHe Poxke (Anne Rohkee), opHa 3 yyacHuup iHcra-
ASILI, TaK OIMcaAa CBill HE3BMYHMII eMOLIiHMII cTaH: «L]e AoBoAi elidopiitHe BiauyTTs. KoAn mu
MOBEPHYAUCS AO KaMepHU CIIMHOI0 i T00aUYMAY MacCy AIOAEN, 1ie BUTASIAAAO (PaHTACTUYHO»; iHIII AO-
AQBaAH, IO «OyTU OTOAEHUM IOPYY 3 OaraTbMa AIOABMU OYAO MPUPOAHO, CEpPeA YYACHUKIB TMaHY-
BaAa HeBMMylIeHa aTMocdepar», «ByAullsl Oyaa MOBHA IOoAuX Alopen. Harorta Hi Ha mo He Oyaa
CX0’Ka, BOHA IIPOCTO AQpyBaAa BIAUYTTS MPUPOAHOCTI 11 papocTi» [1]. ®opmaapHo TyHIK mpucss-
TUB LI0 aKL[il0 IPOMMCAOBOMY MMHYAOMY MiCTa, XO4a B CBOEMY NOPT(HOAIO MaB MPOEKTY 3 OiAbII
MOBO)XHMMM KOHLENTaMyU — IIPO PiBHICTh, 3MiHYy KAiMary, icTopito mucrenrBa. Haitmacimra6Hi-
it mpoekt TyHika BiaAOyBcst 2007 poky B Mexiko, ae B351A0 y4acTb aX 18 Tucsy nouiHOByBayiB
nude vita. I xoua aBTOp MOBTOpIOE adipmaliito Mpo Kpacy AIACBKOTO TiAa, IIPOTe HACIpaBAi y Ta-
KMX aKLisIX AIOAVHA MTO3ULIIOHYETHCS AMIIE K 00 €KT ranTuKy, 0e3 IIaHCYy Ha TPAHCLIEHAEHTHE AY-
XOBHe iCHyBaHHs. BiaOyBaeTbcs clieHapil, KOAM B 4eproBuil pa3 MpOCTip LUMBiAi3aLiIHOI KYABTYpU
PBETbCA i HA MOBEPXHIO BUXOAUTb BapBapCbKa MepBiCHA AUKICTb. I cripaBAi, MIATBEpAKYIOUM LIMK-
AIYHICTD 3aHeNaAy «eCTETMYHOIO 4acy», peHOMeH MacOBOTro eKCribillioHi3My BXXe CTOAITTS 5K ma-
MOpOYMTb FOAOBY MicTAHaM pisHux KpaiH. AocBip Kyormio, Hanpukaaa, MOBTOPIOE AaBHIil NTaTepH
MEePLIMX POKIiB PAASHCHKOI IPOIMAraHAM, KOAM I0HI pOOITHUL MiA BIIAMBOM Opollyp mpo mnpuBisei
PaAAHCBKOTO CeKCy, BAALITOBYBAaAM HYAMCTCbKI Maplli ByAULISIMUM i MalipAaHaMM MicT. AAe CbOro-
AHILIIHST KYABTYpHa iHAYCTpisl TpaHCHallilOHAaABHOTO apT-0i3Hecy Tak camMoO rAo0aAizye BUKpUBAe-
HUI eCTeTUYHUI AOCBiA nude vita, MOrAMOAIOI0OYYM KPU3Y LMBIAI3aALIiTHOTO KYABTYPOTBOPEHHS.

AHaai3 ocTtaHHIX A0cCAipKeHB i myOaikaniin. KoHlenTyaAbHi 3arpaBaHHs 3 OTOAEHUM AM-
KYHCTBOM CTaAM MapKepoOM Cy4YaCHOTO Bi3yaAbHOTO apTy, NpO 1O BMCAOBAIOE CBOIO IO3MUIIiIO
Axopaxxo ArambeH, 3iTkHyBIIMCh 2005 POKY 3 eKCribillioHICTCPKOIO aKIli€ y4acHULb OepAiHCh-
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KOTO MPOEKTY iTaAillcbKO-aMepuKaHCbKoI MucTKuHi Banecu BikpodT (Vanessa Beecroft) B Hauio-
HaAbHil raaepei «Neue» [3]. Uepe3 yotupu poxu BiH onybaikye eceit «Harora», Ae 3rapae teatpa-
AI30BaHy Mi3aHCLIEHY, IiA 4ac AKOI OrOA€HI )XIHKU BOPOXKe AUBUANCH HA OASITHYTUX 3HiAKOBIAMX
rasipauiB. Ha Arambena «iHCTaAsILis» TiA clipaBMAa 3BOPOTHE BPa)KEHHS, BOHA OTOAMAA T€HETUIHY
naM SITb IIEPBOPOAHOTO Tpixa, KoAan ApaMm i €Ba yCBiAOMMAM BAACHY HAroTy sIK kapy boxy, K Bia-
CYTHICTb OAAropari, i uepe3 Te MyCHAM y BUTHAHHI OASATATUCS B IIKypU TBapuH. HeBumapkoBo Ha
CIIOMMH MPUXOAUTHh HapaTUB MPO TPIXOBHY BTPATY OASTY-0AaroAaTi, 1[0 A€KAapyBaAM TiTAepiBLi
OTOAEHMM OpaHLSIM KOHUTA0O0PiB, 3'IBASIIOUKCD TepeA )XepTBaMy B 3pa3KoBoMy BOpaHHi Bip ['yro
Boca. BiproBiaHO, 3acTocoBytoun «piar0copcbKy apxeoAorio», AraMOeH KOHCTaTye: HaroTa Xpuc-
TUSTHCBKOI KYABTYPU HeBip'€MHaA Bip Te0AOriuHOI cMMBOAiKM. CaMe TaK CIPUIIMaBCS KAACUYHUIA
YKMBOIIVC i CKYABIITYPA, 1110 BUTAYMauyBaAl OTOAEHICTb MiAHECEHVMM IIaTaMy OAara, Mo3asiK «A0»,
a Hi «IiCASI» ITPiXOMaAIHHS; @ AKIO MUTELb TePEXOAMB LI0 MEXXY, TO BUHMKAAM CyAOBi IO30BY, K Y
BUITAAKY 3 TAAQHOBUTUM rpaBepoM Pacdaeasi, 6oaoHcbkum mutieM XVI cToaitTss MapkaHTOHieEM
Patmonai (Marcantonio Raimondi), yB'si3HeHuM, BiporiAHO, 3a MMepIINM CYAOBUM pillleHHSIM B €B-
poIi yepes3 INOIIMPEHHS IpaBlop NopHorpadivHoro xapakrepy. 3Hawooui 1eit ¢axt, Eayapa Mane
cBipOMO Harapye B «CHiAQHKY Ha TpaBi» 1863 poky komMnosuliito rpaBiopu PaiiMoHAL 3 BTpaueHOro
opuriHaay Padaeas «Cya ITapucar.

TeoArorema rpixomapiHHs sIK BTpaTa BOpaHHS OAAropaTti CMMBOAi3ye BTpaTy AYXOBHOI aypu
HaroTu. Toal TiAO cipuiIMa€eTbCsi B KOHTEKCTi 6i0AOTiYHOI PYHKIIIOHAaABHOCTI «3 yciMa 03HaKaMu
CEKCYaAbHOCTi», 30KpeMa, B TUX LIOY, [0 BUPOOASIIOTh BUKAIOYHO nude vita. [To3uuito ArambeHa
poarasipae B crarrti 2019 poky ykpaiHcbkuit pocaipHMK OaexcaHAp Tumodees, noB’si3yrouu mno-
rasip diaocoda 3 KpUTHKOIO CY4aCHOTO KYABTYPHOTO BUPOOHMIITBA, A€ «“TOA€ XXUTTS MOCTAE Me-
Taoporo HOBUX COCO6IB ipeHTUdIKALIT 0COOUCTOCTI, 1110 MaIOTh TPUBOXHI HacAiAku. HuHi iHAK-
BiA MPUKYTUI A0 uMCTO OGioAoriuHOI i acouiaapHOI ipeHTHMYHOCTL. HOoBa iA€HTMYHICTDb, 3aCHOBaHA
Ha BiAOMTKaxX MaAbLiB i FeHETUYHOMY KOAi, € “iAeHTMYHiCTIO 6e3 0cOOUCTOCTi”, TOXIAHOIO FOAOTO
KUTTA. ToMy TeoAOriyHMiT anapar, 10 B CyYaCHMX YMOBaxX IIepeTBOPUBCS Ha anapaTr BAAaAMU, Ipa-
LIIOE B ABi CTOPOHM: 3 OAHOTO OOKY, BUPOOASIIOUM “TOAE KUTTS, 1100 O€3KapHO J10ro 3HUILIUTY, A 3
APYToro — BUPOOASIIOUM CA@BY, I[0O LIMM “CAQBHUM OAisSIHHAM cebe mokpusaTu» [4, c. 117]. fck-
paBe MIATBEPAXKEHHS TUM CAOBAaM HAyKOBLSI HAaAQBaAa M aBCTPAAiNICbKa BMCTaBKOBa akuisa 2018
poky B HauioHaAbHil1 rasepei, Ae npeseHTyBaAu cKyAbnTypy ITatpuuii ITiunnini (Patricia Piccin-
ini) Ta Pona M’oeka (Ron Mueck), maHidecToBaHy sIK cOLliaAbHMII IIPOEKT 3 MOMyAsIpU3allii cyyac-
HOTO MUCTELITBA, A€ PELMIIIEHT MYCUB OTASAQTU €KCIIO3ULIO TilleppeaAiCTUYHMX HIO-TBOPIB BU-
KAIOYHO B OTOA€HOMY BUTASIAL, HaBiTh IPECCAY>KOOBLII MyCHAM AOTPUMYBATUCh «aHiriAbOBaHOTO»
APec-KOAY, HiOU Bip 3BOPOTHOTO AOBOASIYM TY iCTUMHY, 110 MOPAABHICTb He OyBa€ CIIOTASIAQABHOIO,
TOXX, SIKI[O BOHA He 3aKAAA€HA y BHYTPILIHIX MPUHLMIIAX 0COOMCTOCTI, TO B TAKOMY pasi MOpaAb-
HICTh cTae «Qypi€lo 3HMKHEHHs», aMOpPaAbHICcTIO, i homo sacer BTpayae cakpaAbHe, OASrarOuu
npoKAsITi cMepTHi mwatu nude vita [5, c¢. 171-172]. BiacyTHiCTb opATy Auile MAKpecAMAa CTATYC
AIOAVIHU «ITiICASI» TPiXOTAAIHHSI, OAISTHHSI 6AaroAaTi BTpavyeHo, Harora CBIAYUTH MPO BIAKPUTICTD
MoXkAuBocTen rpixa. llfopasy GionmoaiTuuHi opxpoBeHHs nude vita HarapaywoTb Bipomy Tesy Kapaa
PosenkpaHija: «3a CBOIM NMOXOAKEHHSM IEKAO BOAOAI€E He TiAbKU PEAIriliHOIo, a 11 eCTeTUYHOIO
NpUpPoAOK. Mu mmepebyBaeMo mocepes 3Aa i CTpaXKAQHHS, aAe TaKOX i cepep MOTBOPHOro» [6, C.
37]. TirecHe mpOBOKAaTUBHE 3aA0BOAEHHS SIK JKara BiAUyTU «KyAiHapHMIT KOMPOPT», 32 BUCAOBOM
Teopopa AAOPHO, € HAMNPUMITUBHILINM BiAYYTTSM ILIACTS, aA’Ke AUIIe MIAHeCEHICTb AO TPaHCLie-
HAEHTHOI/TEOAOTiYHOI iCTMHM I103a4aCOBOTO a0COAIOTY AQpy€ AIOAVHI CIPaBXXHE 3aAOBOAEHHSI.
To>X KoAu iHTepec A0 CyMHiBHUX nude vita IPOEKTIB BUSBASIE BeAYE€3HA KiABKICTb AIOAEL, TO Lie
CBIAUUTD IIPO CYTTEBY NPOOAEMY 3 YCBIiAOMAEHHSIM AYXOBHOTO CEHCY >XUTTsI. TOX € IpuBiA momip-
KYBaTU IIPO LIAAXU IIOAOAAHHS TiCTepe3sucy KyAbTYPHOI CaMOpPeaAi3allil Ta AECKIAIHIY, KOAM, 3TiA-
HO 3 TBEPAXXEHHSIM YKPAiHChKOI AOCAIAHMIi apT-emiCTeMHUX AMCOHAHCIB MOCTKAACUYHOI A0OU
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Mapii lIxemny, «iHTeHcudikauisa Biauy>keHOCTi ycix BUMipiB iCHyBaHHSI B Cy4acHii icTopii He TiAbKK
BUIIEPEAKAE PO3BUTOK CYCIIIABHOI Ta IHAMBIAYaAbBHOI CBIAOMOCTI, aA€ 1 CYIIPOBOAKYETHCA IX IO-
AQABLIVIM KaTeTOPiTHUM PO3IAaAOM.

CyuacHe MUCTELTBO AUIle BiAOOpaXkae el posnaa, i ToMy, Ha BiAMiHYy Bip KAQCMYHOTO, He
BUIIEPEAYKAE PEAAbHICTb, He “BUMaAbOBYe” BEKTOPU IOAOAAHHS 3acap 3aBepiueHol Aedopmariii
MOCTMOAEpHY. EMIipMYHO BipA3€PKAAIOIOUM O3HAYEHUII PO3I1aA, HEKPUTUYHO CTABASYMCh AO HbO-
ro, Cy4aCHe MMCTELITBO IE€PEeTBOPIETHCS HA JOT0 AIIOAOriI0. Y LIbOMY KOHTEKCTi CTa€ IITY4YHOIO i
XYAO>KHSI KYABTYpa IIOCTMOAEPHY, aAKe, SIK eCTETUYHO MepeKpyueHa popma Bia0OpaskeHHsI, BOHA €
KYABTYPOIO BUKAIOUHO Y IEPBICHOMY 3Hau€HHi — sIK popMa AIOACBKOI AISIABHOCTI B3araai» [7, c.
122]. Tomy TirecHe XUTTsSI B peAYKOBAaHOMY KYABTYPHOMY BMPOOHMUTBI iAIOCTPYE «pO3IeNAEHH
3AI0HOCTEN caMOl AIDAMHM», sIKa QYHKIIIOHYE 3A€01ABIIOTO SIK «IIPUPOAHO-OI0AOTIUHE, 1110 HE TIiA-
HOCUTBCSI AO CAMOCBIAOMOCTI, “BUpOoOHMYE TiA0” cycmiabcTBa» [7, ¢. 123]. AASI KOHTEMIIOpPApHOTO
mutis TyHika nude vita € iaeaabHOIO POpMOIO OGEeHUMAPKIHI'OBOI CTpATeril MOCTKAACUYHOTO «XY-
AOXKHBOTO AOCBiAY», LIIAKOM M030aBA€HOTO0 KPUTMYHOTO aHaAi3y ab0 MpMHANMHI TE€OAOTiuyHOI pe-
daexcii — Bce 1ie 3aMiHEHO KBOAVMMM aAl03isIMM Ha TPOMMCAOBE MUHYA€ diHcbKoro Micta Kyomio.

PastH Kpoydopa (Ryan Crawford) 3 BiaeHcbkoro yHiBepcurery BebcTepa, cyroAOCHO AyMKam
Mapii llIkery, HaroAoILye, 1J0 B TAKUX CUTYaLisIX AIOACbKA «CAQOKICTh MaCKYETbCSI TMiA CUAY, i KO-
XeH AedilVT nmepeTBOPIOETBCS Ha MPUOYTOK, BUKOHYIOUM He TpaHCOopMalliiHy, a IMPUHLUIIOBO
KOHCEPBATUBHY (PYHKIiI0: KOAU CTPOKAEHHE TIiAO CIIOHYKAIOTb AO Ail, 1110 3abe3meyuye camosbepe-
JKEHHSI; i pO3yM, 3aBXXAM HEBIIEBHEHUI Y COOi, 3aCIIOKOIOETHCS TUM, L0 CXONMB T€, 1J0 BUCAV3HYAO
Kpi3b MaAblLli pO3yMiHHS», BIATaK po3yMy He IOTPiOHO MipKyBaTH, 1JO 1i€ € «IIaXpalrCTBO, OpexHs,
sIKa CTBOPIOE iAI03ii PO3BUTKY AASI BIYHO HUBBKOPOCAUX» [8, pp. 148—-149]. Tox, mipkye dirocod,
npurapyoun Emiast Hopana Ta Tomaca bepHrapaa, yci cxo>xi MapHi akTy ICEBAO-3MiH AMIIE 3a01-
paioTh eHepriio, Mo CyTi, BUOYAOBYIOUM TIABMOTUHY AASI CAMUX YYaCHMUKIB, «00€330pO0I0un KOXXHY
AYMKY Ta Aif0, K€pOBaHy KOHKPETHUM Oa)KaHHSIM 40roch Aimmoro» (8, pp. 149, 151] (Be3skaabHO
JKOPCTOKMII ClLieHapiil AASl Y4aCHMKIB KoAekTMBHMX ¢otorpadiin Tynika!) Tomy aBcTpiiicbkuin
Apamartypr Tomac BepHrapp cripaBai MaB paliito Ha moyatky 1960-x. KoAau MopepHicTChbKY ecTeTn-
YHY aBTOHOMIIO BUTUCKaB IIOCTMOAEPHMIA aKTMBi3M, BiH 3ayBakuB, 110 €Bpoma BTpaTHAd Ka3Ko-
BUIT OPEOA, TErep BOHA MIPOAYKYE MEPTBUI CBIiT i MePTBY KyAbTYpY. BepHrapa OyB mpaBuit: A0 ca-
AVICTUYHOI MEPTBOI TOAOBM KOPOBMU 3 MyXaMu HPOeKTy «Gambler» Ta iHmmx dopmaabperipHux
npoekTiB AeiimieHa 'epcra i ¢peHomena Young British Artists 3aauimasoch SKMXOCh HENOBHUX
TPUALSTD POKiB. A couionoAiTnunuit moBopoT muctenrBa 2000-X 0CTaTOYHO AOBIB, IO CbOTOAHI
MUTELb | PELUIIIEHT He BIAYYBAIOTh €CTeTUYHOI'O TPEMTIiHH:, TOX IXHA CBIAOMICTD, SK 1 Momnepe-
paxaB T. ApopHoO, epeOyBae y MOAOHI ypeueBA€HOI MEPKaHTUABHOCTI, TOMY 1IJ0 PO3CYAOK, IT030a-
BA€HUI BHYTPIIIHBOTO MIAHECEHOTO XBUAIOBAHHS AYILi, 0€3AYMHO IMiAKOPIOETHCS XKOPCTKIN AUXO-
TOMIiI, BiATYKYIOUMCh Xi0a 110 Ha CIIO>XKMBYMIL KiOTaX, 0a30Bi iIHCTMHKTY ¥ Te, 11O TilIUTb BAACHE
ero [8, pp. 163-164]. Came Tomy AxopaXxo AramOeH, 0OroBOpIOIOYM PO3PUB MDK emicremMamu
«AO» 1 «IIiCAsI» B KOHTeKCTi aklii BaHecyu BikpodT, HaroaouyBas, 11j0 Harota B Cy4aCHOMY MUCTe-
UTBI iAeHTUYHA 0iOAITHOMY CUMBOAI3MY I'DiXOIaAiHHS, Ae BTpaTa BOpaHHsS CTa€ MapKepoM 3HUK-
HEHHS MIAHECEHOT YMCTOTU AYILI AIOAVHU SIK 003KO1 6AaroAaTi, Mo3asik KOAM 3HUKAE TPAHCLIEHAEH-
THUI BUMip CBiAOMOCTI, HATOMICTb BiAKpMBaIOTbCS 04i CyTO (i3nyHi, 11j0 0aYaTh AMIIIE TiAECHICTDb
nude vita 51K 6ioAoriuHO-ceKcyaabHy QyHKIIIOHaABHICTb. Taka AM3IOHKIIisI anpiopi aKTuBi3ye iaero
rpixa, Ha 10 OyAa CIpsIMOBaHa 11 HAL[MCTChKa 3004eHa iHBepcist 6i0AiTHOTroO ceHcy. AaHCbKUIT KpU-
tuk Aapc Ecrman (Lars Ostman) BBaxas, mo «dpopma CC crae 0AaroM 6AAropaTi, HAATIPUPOAHO]
CIIPaBEAAMBOCTI i 6e3cMepTsi», BIATIHAYM MPUHU3AMBY HOPMY KOHLIEHTpaLiitHKX TabOpiB, A€ XKe-
pTBU, HiOM iAtocTpyroun moctyaatu «Teoaorii opsiry» (1934) nimerpkoro Teoaora Epuka ITerep-
coHa (Erik Peterson), BumyIeHi OyAr A€MOHCTPYBaTH HAroTy HMPOKASITTSM «OASITY CMEPTi», PO
mo Harapye O. Tumodees [9, c. 43-44]. OTxe HamiB3abyTUI1 TEIITAABT €CTETUKM aOCOAIOTHOTO
4yacy B YMOBaX IIOCTKAACUYHOI CBIAOMOCTi IIOBEPTAETHCA B Cy4aCHEe MUCTELITBO Ha AOOIIPALIIOBaHHA.
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MerTor0 CTaTTi € AOBECTM HEOOXIAHICTh NMEPEOCMUCAUTH EIMCTEMU XYAOXXHBOTO AOCBIAY B
aCIeKTi TOCTMOAEPHOTO KOHLenTy nude vita 3 aKIJeHTOM Ha pereHepallii IIOCTYAATiB TpaHCLIEHAE-
HTAAbBHOI €CTETUKM I[OAO aOCOAIOTHOTO 4acy, HOBi MOXKAMBOCTI AASI YOTO HAAa€ CydyacHa Teopis
PeTpPOKay3aAbHOCTI.

Buxaaa ocHoBHoro marepiaay. Ilerep Broprep (Peter Biirger) y Bipomiit mpaui «Teopis
aBaHrapAy» pO3’SICHIOBaB YHIKaABHICTb iCTOPMYHOIO AOCBIiAY PEBOAIOLIITHO HAAQIUITOBAHUX MMUT-
B, SIKMI1 He MaB OyTM ITOBTOPeHMII MicAsl Apyroi cBiTOBOI BiliHM, apXe omip Oyp>KyasHUM ipearam
i OyHT mpoTu KamiTaaisauil MucTenTBa 3 GOKYy aBaHrapAHUX MUTLIB 3 YaCOM aAAMTYBAAU aKaAeMi-
4yHi iHCTMUTYLil i KOMOAM]IKYBaB MiKHapoAHuit apT-6isHec. Lle aaro mpuBip Biaemy Darocepy
(Vilém Flusser), po3kpuBaouy IiACTYITHO-3MOBHMLIbKUI aCIEKT CEMAHTUKU TEPMiHY «AU3aMH»,
KOHCTaTyBaTU: PEBOAIOLIisl BUKOPUCTOBYE MUCTELITBO AASI 3BIADHEHHSI AIOAVHU BiA YPEUEBAEHHS 3
00Ky 00’€KTiB, aAe SIKI[O He 3BepTaTU yBary Ha iA€OAOTiI0 Ta MOPaAbHi MPUHLIUIIN, «TOAI HAL[U3M,
BiltHa B Ilepchkilt 3aToLji Ta CXOXI MOAIT YBIIAYTDb B iCTOPIiIO K ITOYATOK IepioAy PyIHYBaHHA i ca-
MosHuteHHs» [10, pp. 17, 69]. CTpaxu BUSBUAKCS IPOPOYUMU: 030PO€EH] pakeTaMy AMKYHU BTOP-
TAKCS B YKpaiHy, IOTPOXKYIOUM CBITYy SIAEPHUM YAQPOM. A MUCTELTBO i caM MUTeLb [IepeTBOPUAH-
Cs1 Ha TOBap Y MbKHapoAHOMY OOMiHi, Ae HeoaBaHIrapA MPOAOBXKYE CydacHe OYTTs, AeAaAi yacrile
MPUMYIIYIOUM KPUTUKIB 3TaAyBaTU TEPMIH «AECKIAIHI», AO SKOTO BeAe TOTAAbHA AM3aliHi3allis
TPaHCHAL[iOHAABHOTO apTU3MYy Pa3oM i3 CYMHIBHOIO KpeaTUBHICTIO AKeHTpudikawii. Lle aure mo-
LIMPIOE TIOITYAi3M KYABTYPIHAYCTPIaABHOI AOTIKHU, A€ 3MiHA MAPAAUTM 3 €CTEeTUYHOI MOAEPHOI LjiH-
HocTti medium specific Ha TOCTMOAEPHICTCBKMIT XYAOXKHIT aKTUBI3M site-specific B MOMeHT 3aamy
TUCSYOAITD YMMAAO QHAAITUKIB CIIPUIHSAY SIK BAAAY O€HUMapPKiHIOBY MPUBAOAMBICTD COLIIOTIOAI-
TUYHOTO MOBOPOTY apTU3MY B 0iK MOCT-00’€KTHUX MpaKkTUK. [lepeposnoaiA yBaru contemporary
art Ha (EHOMEHOAOTiI0 peui, KOA (PEHOMEHOAOTII0 AYXY OTOAOLIEHO 3aCTapiAOI0, €HTPOIMINTHO
BIIAMBA€E Ha TBOPYY CBiAOMICTb, A€ HaBiTb AeKCMYHO-(irypaTuBHa BIIPaBHiICTb 3aCTOCOBYETHCSI BU-
KAIOYHO B pepyKoBaHOMY KoHTekcTi medium specific, ToOTO 6e3 CyTHiICHOrO MpoHUKHEHH B cde-
PY TPAaHCLIEHAEHTHOI aAeTel, MPKYAIIOUM BMKAIOYHO B LIApVHI PO3CYAAMBOTIO i emaTa)kHoOro. Ao
LJbOTO CIIOHYKA€E i MOMMPEHiCTh NepPOPMATMBHUX KOHLIENTYaAbHUX MPAKTUK, A€, 32 IIPUKAAAOM
MUCTKMHI Aapa 6apoHecu EAb3U, MUCTELIbKMM iHCTPYMEHTOM MOBAEHHSI CTA€ BAACHE TiAO AIOAU-
HY, sIKe He MOTpeOye HaBiTh MailCTEPHOCTI 6OAiapTy — AOCTaTHBO BIATBOPUTM MacOBY akliilo B
CTUAI HIO.

[HTeHwil, 1110 3a0AYKaAM TIOMIDXK aOCTPAaKTHUM KOHLIENITOM i HATYPaAiCTUYHOIO KOHCTATAaLli€l0
TIA€CHOCTi SIK 4eproBOTO peAi-Melip, MOTPeOYIOTh aHAAITMYHOTO PO3TASIAY B aCIIeKTi AMHaMiuHOI
piBHOBaru CaMOOpraHisalil apT-pyXy, 3 aKTUBAalli€l0 He contemporary CIOPUMHATTS AlHIHOCTI
IIpOrpecy, a AOTiKM AlaAeKTMYHMX 3MiH YacoBuX 1iMKAiB. CyyacHa icTopisi MuCTelTBa Ha emicTeMi-
YHOMY piBHi Bepudikye Teopilo peTpoKay3aAbHOCTi B KOHTEKCTi BUPY €Hepriil yacy, Ae MUHYAe i
MailOyTHE TIOB’si3aHi, HiOM KBaHTOBa 3allAYTaHICTb, 3 TyT-i-Temep. lle cyroaocHo mo3uwii
A. ArambeHa, KOAU BiH TOBOPUTD, 110 MpobAeMa KYABTYPHOI CIAALIMHM «30BCIM He 3acTapiAa it
CTOCY€ETBCSI HAC HACIpaBAi BIPUTYA — TaK O0AM3bKO, LIO iHOAL 3AQ€ThCH, 1110 MM IIPO Hel 3a0yBae-
MO», aA€ CbOTOAHI MI, SIK KOAUCH BiaoMi diaocodu, siki Mycran BuixaTy 3 HauucTcbkoi Himeuun-
HI, «BiAYyBaeMO IOPOXKHEYY 11 pO3PUB MK MUHYAMM i MayiOyTHIM, MU T€X B KYABTYPi, 11JO aroHi-
3y€, MyCHMO IIYKaTy <...> [IOCh Ha KUITAAT YaCTUHKU A0OPa, 1110 BLiAiAa Bip po3maay» [11].

HanepepoaHi A06u poMaHTH3My HiMelbkuit pirocod-rymanict Voran T'otdbpua Tepaep, 3a-
HOTOBYIOUYM BAACHI Bpa)KeHHS Bip MaHApPiBKM €Bpomnoo v «1lJopeHHUKy» («Journal meiner Reise im
Jahre 1769», Ae 30Kpema mepepbaunB TBOPUY AOAI0 YKpaiHM SIK «HOBOI ['pewii», — Te3a, sIKy mo-
AIOOASIIOTD HABOAMTM YKPalHChKi HayKOBIi), 0OMipKOBYBaB BAACHy AiaaeKTuuHy medium-Teopiio.
HaykoBe1b He IOrOAKYBaBCsl 3 TAYMAUY€HHSIM AIHIMHOCTI IpOrpecy, YABASIIOUM KOXKEH iCTOpUYHUN
TEMITOPAABHUI LKA Ta AOCBiA KOXKHOTO HapOAY CaMOOYTHbO-B&KAUBUMU B €BOAIOLI 1I1BiAi3alil
Ha 3aCapax 3HaHHs, TYMaHHOCTI, CBO60AM, cripaBeAAMBOCTI. Beynepeu morasipam [otroabaa Aecu-
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HI'a IIPO BiAMIHHICTb 3aKOHIB B Pi3HMX BMAAX MUCTeLTBa, ['epaep vy npaui «Kputuyni xaugi» (1769)
AOBOAMB (3aA0BrO AO IOSIBM CHMHECTe3il Ta TPaHCAMCLMIIAIHAPHOCTI), 10 roesis Ta 00pa3oTBo-
PEHHSI AlIOTh OAHAKOBO e€(EeKTMBHO Yy Yaci 11 Y IPOCTOPi, MalouM «IIOYYTTEBUI XapaKTep», 00 cuaa
CAOBa BIIAMBA€E Ha AYIIY TaK CaMO 3aBASAKM yABI i1 cnoMuHy. Toxx y misHimin npaui «CKyAbnTypa»
(1778) BiH 3HOBY 0OCTOIOBAB MPIOPUTET A’KEPEAQ iICTMHU i KpaCu B «IIPUPOAHIN MOBi Ayiti» (mia-
TPUMYIOUM LIbOTO pa3y AecUMHIOBe 3aXONA€HHs MaHTeicTMYHUMM morasipamu bapyxa Cminosn);
M03asIK, KOAU MUTELb TAPMOHITHO TIOEAHYE 00pa3 MPUPOAU 3 KYABTYPHO-MUCTELBKMMU OCOOAK-
BOCTSAMMU TPAAMLIHOIO CBITOBIAUYTTS CBOTO HApOAY, TAKUM TBIp, SIK 3TOAOM IIPOKOMEHTYBaB Liel
MoMeHT IBaH DpaHKO, «PEIPOAYKYE B AYLIY» caMe >XUTTS, ap)Ke He TIAbKYM Kpaca € MeTOI0 TBOPYO-
cti [12, pp. 40, 79; 13, c. 50-51]. Brim, 'epaep He Mir 3HaTH, 1110 MPUMAELIHSI A0DA MOAEPHI3MY i3
MOLIMPEHHSIM CMaKiB MacKyAbTypy, 1o ix Teopop ApopHo i Makc ['opkraiimep BuU3HaAM KYABTY-
piHpycrpiero daapmmBoi cnapmyuy ITpocBiTHULTBA, PopMaaisye, peidikye, cermapye TexHiKy Bip
MOYYTTIiB Ta BpeIlTi BiaAKMHe itoro medium-Teopito, pa3oM 3 Te3010 PO Mipy BiuHOCTi popM Bu-
CAOBY CKYABIITYPH 1 XMBOIMCY B iCTOPII Ta MPOCTOPO-4aCi SIK YMCTOI IPOCTOTU AIOACBKOI IPUPOAU
[12, p. 60]. TuM He MeH1L, i€l HAYKOBLS 3aAMILIMAKCS aKTYaAbBHMMU 3aBASIKM JIOTO OayeHHIO iCTo-
pil AK AlaA€KTMYHOI MOCAIAOBHOCTI LIMKAIYHUX 3MiH, A€ HEMA€E «BIACTAAMX» MEPIOAIB UM KYABTYD,
00 € caMOOYTHICTb eCTeTUYHOTO AOCBiAY. CydacHi AeKOAOHIaAbHI Teopil peakTyaAi3yloTb AeMOK-
patuuHi ipel 'epaepa, sikuit pasoMm 3 AeCMHIOM KOAMCH aKTMBHO NPOTUAISIB 3MEPTBIAUM ypeueB-
A€HVMM KaHOHaM KAaCULM3MY Ha KOPUCTD €IiCTeMM eCTeTMKM poMaHTu3My. [Tlepepbauenns ['epae-
pa moA0 YKpaiHu HeKBanHoO Bepudikye ii TernepimHin TpaHchopMaLiiHMil AOCBIA, 1IJ0 HAMAra€eThb-
Cs1 BUIIPABUTU XUOM KYABTYpHOI noaitTuku 1990-x. Toai YKpaiHa mopuHyAa y BUMip TOCTMOAEPHi-
CTCBKOTO palliOHaAi3My €KOHOMIUYHO PO3BMHYTUX 3aXiAHMX Aep)KaB, 3A00yAa cTaTtyc QpOHTHPY.
[TocTpapsIHCbKUIT CUHAPOM MEHIIOBAapTOCTI CIIPOBOKYBAaB IPOLiEC «CaMO-KOAOHi3alii» (Teopis
00ATapChKOTO AOCAIAHMKA KYABTYpU, AupekTopa KyabTypHoro neHTpy Codiiicbkoro yHiBepcurery
Aaekcanppa KpoceBa omucye KyAbTMBYBaHHA contemporary emicTeM, 1[0 3MiHMAO €CTeTMKy me-
dium specific Ha site specific art, a 1je Ta cama KoH1LjenTyaAi3allisi, IpoTy sIKOI BUCTyNaB Ha iI cBiTa-
HKY A€eCVHI, KOAY «II0€3iI0 CMAKYBAAMCS OOEPHYTU B KAPTUHY, sIKa IPOMOBASIE CAOBOM, He 3HAI0UU
rapasa, 110 >K BOHa MOXKe Vi IIOBVHHA 300pakaTy, a KApTUHY — B HiMi BipIlli, He MOAYMaBLIM PO
Te, SIKOI0 MipOIO BOHA 3AaTHA BIAAAQTU 3araAbHi pO3yMiHHS, He BipOirarouu Bip CBOro nmpusHaveHHs
i He cTalOuM AOBIABHUM Pi3HOBMAOM mucbMa» [13, c. 57]). Ha ubomy mpuroau aiaaekTnyHoi ipoHii,
SIKy BeAbMM LIiHyBaB AAaekcaHAp Kalore, He BuuepnyloTbcs, 60 HEYCBIAOMAEHI aTEPHY MUHYAOTO
nmoBepTaThCsi. CKaXKiMO, apXeTuit MicsiuHOi 6oruHi (Ha KiTaAT «Biaenpoopdcbkoi Benepu» Bikom
24 Tucsdi pokiB ab0 BiAOMOI B aHaTOAINCHKiN KyAbTypi HaTaa-I'boOK «BOAOAAPKM 3BipiB» BikOoM
10 Tucs4 poKiB) IOBEPTAETHCS BXKe TeTh 030aBAEHMIT TEOAOTIYHOTO HaBaHTa)KeHHs. Temnep AaBHSA
OOrunHs BTpavyae CBiit 300MOPGHUIT TPOH, 3aAUILIAIOYN TiIABKU HaAMIpHY ¢izioAoriio BTiAeHHs ipel
«Kpacu». Takoro 1l TpaHCKpHOYe Cy0’ €KTMBHA TalTMKA Y BUKOHAHHI KUIBCHKOTO CKYAbIITOpa Bacu-
As1 Kop4oBoro, siKuil HaCTUPAMBO IPUBYA€E YKPAiHLIB AO CIIPUIHATTS TrinepTpodoBaHO MUIIHOI
TIA€CHOCTI 5IK CUMBOAY HOBOI eCTeTUKU (TOAEPaHTHOI AO TIOTBOPHOTO, 1110, HACIIPaBAi, € BUPa30M
KYABTYPiHAYCTPiaABHOI iA€0AOTiI, KOAM iHBepCid Kpacu MipAHeCeHa Ha PiBeHb BMCOKOIO MUCTELT-
Ba). Voro rpanitHa «BreBHeHa» y AbBiBcbkomy CTpUIICbKOMY TIApKy y cepriHi-BepecHi 2023 poky
OyAa MpeACTaBA€HA sIK BipTyO3He AOCSTHEHHsI MaiiCTpa, sIKUiT HAaCIIpaBAi OCHiBYE OAMH i3 ceMu
CMEPTHUX TPiXiB, CTABASIYM MOTO HA KOTYPHU i emaTyioun couiym. Came B Takuil Cocio, nomepe-
AKaB YKpaiHCcbKuil ecteTK OAekciit boceHKo, mpaijjoe TeXHOAOTis MacoBoi Ae3iHopmaliii, KoAn
«MIABJIOHAM NPHUILEMNAIETbCA 3aMiHHUK MMCA€HHS Ta IMOYYTTiB», KOAU «BXXUBAIOIOTH NPOTE3U
BIAUYTTSI Ta eMOLiil» i «AIOAMHA TMOYMHAE XXUTU Uy>KUM >KUTTSIM, sIKe il BUAQIOTh SIK CIIOCIO cro-
JKMBAHHSI»; CaMe TaK TBOPYMI Te€Hill KYAbTYPOTBOPEHHS, CTal0Uy a0COAIOTHOIO 30POEI0 «3HUIIIEHHS
AIOACTBA Yepe3 NEPETBOPEHHS AIOA€I B IIAA€HMII HATOBII, MOXKe 3HMIIMTYM PO3YMOBi 3AiOHOCTI
AIOAVIHY, BUKOIIYIOUM i HE AO3BOASIIOUM HAPOAUTHUCS XUMBUM AIOACBKUM MOYYTTAM» [14, c. 221—
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222]. ToMy HaBKOAO aKliii mepecyBHUX BUCTABOK KOAeKLii KaHiBCbKOro CKYABIITYPHOTO CUMIIO3iy-
MY, A€ ABa POKM TOMY BiAOYBCsI IpelieAeHT CTBOpeHH:s «BrieBHeHOI» sIK MaHidecTalii 6pyTaAbHOI
TiaecHOCTi public art, Terep po3sropiBcst cripaBKHil ckaHpaA. BeArka KiAbKiCTh KOPUCTYBayiB Co-
LMEpEeX MATPUMaAA TO3ULII0 MUTLs, HIOUTO OYHTIBHMKA, SIKUIT BOIOE 3 «COBETCHKUMMU MEPEXKUT-
KaMu». A KOAU Ha TAi POCIilICbKO-YKPaiHCbKOI BillHM YKpaiHLi IOTY>)KHO IIParHyTb OCTaTOYHO BU-
KOPEHWUTMU TaTepHY MUCAEHHS AOOY PaASIHILVIHY, TO COLIiyM €HEpTiifHO BiTa€ yce, 1J0 MPOTUCTOITh
ecTeTuli colpeaAizMy, He IIOMiYauy, sIK pa3oM 3 OPYAOM BUITAECKYE TPAHCLIEHAEHTAAbHY BUMOTY
cyTHicHOI Kpacu. [Tepeciunnit rasipayu cripaBai OyB 00ypeHUi HETUITOBOIO MAPKOBOIO CKYABIITYPOIO,
00 IMIIAILITHO AYIIA AIOAVIHY ONMPAETHCSI IOTBOPHOMY, 110 M030aBASI€E ii IIAHCY BUITYU B €KCTaTU-
YHUI AYXOBHUI BUMIip (aprymeHTu [TAOTMHA, KU BBAXXaB, 1[0 KOXKHA AYILA € TUM, 1[I0 CIIOTASIAQE,
AOCi MalOThb CHAY). 3PeLITO0, AMCKYCisl HABKOAO CKYABIITYPU B IMTyOAIYHOMY IPOCTOPi MicTa CcTaAa
AAQKMYCOM eCTeTMYHOI Aerpaaallii KyAbTYPHMX €AiT, M03asiK BTpauyeHO KpUTePpii CIIpaB>KHbOI Kpacy,
SIKY KOAVICb BIAKMIHYAM ITIOCTMOAEPHICTY, a Temnep Il He pU3UKYIOTh IOBEPTAaTU Yepe3 CUHAPOM ca-
MOKOAOHi3allii, mpo 110 HarapyBaB AaekcaHAP KboceB. AocaipXyloun BisyaAbHY KYAbTYPY CXiAHO-
€BPOIENICbKMX KpalH B KOHTEKCTIi iCTOpil TOTaAiTapu3My Ta IEepPeXiAHOTO IepioAYy, BiH 3ayBaXxYe,
IO «KOHILIEILIisl CAMOKOAOHi3allii MO)Ke OyTU BUKOPUCTAHA AASL KYABTYP, SIKi MAAQAUCA KYABTYP-
Hill BAapi €Bporum Ta 3aX0AY, He 3a3HABILIM BTOPTHEHHA Ta (GAKTUYHOTO IEePETBOPEHHS Ha KOAO-
Hiil» [15].

IIITy4HOI CaMOKOAOHi3aLlil He OMUHYAM i HALMCTY, KOAU I'PELbKY KAACUKY BUKOPUCTAAU AAS
3004€eHOI MpomaraHAM pacoBOi AOMiHaHTU. TOX apT-AeKCMKa Ha KIITAAT «AMcCKob6oAaa» MUpoHa,
sikoro [iTAep Bu3HAB iAeaAoM apiitiiB, BiakpuBaaa 1938 poky BUCTaBKy B MIOHXEHCbKil1 [ AimToTe-
i i OyAaa 30cepep’keHa Ha ¢izioaoriyHux napamerpax, Ae ¢peiikouit Mid 3amilryBaB aserero. Bapto
NpUrapaTu, mo mcast Apyroi cBiTOBOI BillHM peaAi3yeTbCs HAUTipLIMil ClieHapiil, IPOTU SIKOTO
CIIPSIMOBYBAB MPOCBITHUL[BKY KPUTUKY [ OTTOABA A€CHHT; ClieHapiil, HEOUiKyBaHUI i AASI CMIAUBOI
cuHecresii ['eppaepa: pomaHTUyHMI PopMaAiaM aOCTPaKTHOTO eKCIpeCciOHi3My 3MiHIOETbCS paLjio-
HAaABHMM MiHiMaAisMoM, KoHuenrtyaAaismoM land art, Fluxus, «institutional critique»... Coa Aesir
(Sol LeWitt), Aoypenc Baitnep (Lawrence Weiner), Askosed Koyt (Joseph Kosuth) ta inmmi mutwi
3a5BMAM, 1O HEMa€ IOTpeOM IIOCh CTBOPIOBATY, KOAU L[iIAKOM AOCTaTHBO iAei, TOX aprt-
MPOAYKTOM € BAQCHe HaMip, i MUTeLlb He KOHUYe Ma€ MaTepiaAizyBatu ytoro (A. Baithep, manidect
«Aexaapauist mpo Hamipu», 1968). Ba OiAblie, Ha 3AaMi TUCSIYOAITH €AiTM TpaHCHAL[iOHAABHOTO
KalliTaAy 3asBMAM IIPO HACTaHHS €PU MOCT-E€THIYHOTO TA00aAi30BaHOTO MUCTELITBA, A€ HALliOHAADb-
Ha creuudika apT-BUCAOBY BTPAaTUTh CeHC, 00 yHidikoBaHOW emicTemoi0 odiliiiHO Kepye apT-
0i3Hec, BU3HAYA4M IPUOYTKOBUIT MEMHCTPUM B IAaHETapHOMY MaciuTabi. Toxx «kpeaTuBHa» Oe-
HYMapKiHIoBa cTpareris 3Ae0iABILIOro 3AiMICHIOBAAACh 32 PaXyYHOK A€CKiAiHI'Y TBOpYOi CBiAOMOCTI i
3HEOCODAEHOTO OMACOBAEHHS A€KCUKU. BiATTOBIAHO, KPUTUKM, BBa)KAIOUM €CTETUYHY aBTOHOMIIO
MMCTELITBA 32 QaHAXPOHI3M, IOPUHYAU Y CIPaBXHI «KPUTHUYHI Xallji», KOHLIEHTPYIOYMCh Ha COLiO-
MOAITUYHOMY BIIAMBI IIOCT-00’€KTHUX IIPOEKTIB NepdhopMaTUBHOTO aKTUBi3My i Ha 11ii1 OCHOBI KBa-
Aidixyroun ix 0cOOAMBY XyAOXHIO BapTiCTh — PO BiAMIHHOCTi eCTEeTUYHOI Ta XyAOXHbOI LiIHHOCTI
nucaay, 30kpema, Bip CaiimoniTi (Vid Simoniti) 3 AiBepniyabcbkoro yHiBepcurety [16] i Tom Ien-
AiH (Tom Palin) 3 KopoaiBcbkoro koaepxy mucteuts y AoHAOHI [17]. Mapis lllkeny, nosicHioroun
CaMO-aHITiAALI0 TOCTMOAEPHOTO MOCTKAACUYHOIO KYABTYPOTBOPEHHS 4Yepe3 «perpeciio y perpe-
cii», 3ayBaXKye: «CydyacHe MUCTELITBO i € KpM30I0 MUCTELTBA, siKe NoTpedye rineprpodoBaHoOro Ha-
IIPY>KEHHS YSIBU AASI TOTO, a0y BUSIBUTHUCSI CIIPOMOYKHMM CTBOPUTM LJOCh HOBE, KOAY YCi CUMYASIK-
PY HOBOTO BuYepnaHi. BiACyTHiCTb HOBU3HM 3MiCTiB MiAMIHIOETbCSI CUMYASIKPaMyU HOBM3HU 3aCO-
0iB, 5IKi TAKOXX 0OMe>KeHi AaBHilIHIM BuueprnaHHsaM. Lleit peHOMeH HemmepCcreKTMBHOI peTpOoCeKLii
CY4aCHOTO MUCTELITBA, KOAM BOHO HiOM moipae camoro cebe, OB’I3aHMUI 3 PO3KOAOTICTIO TIOCTMO-
A€PHY, SIKUJ BUYepIIaB HaBiTh CBOIO LUTYYHICTb, aA€ 32 YMOBYAHHSAM IIPOAOBXKYE iCHYBaT! Yy BUTAS-
Al KOCTIOMY TOAOTO KOPOASI 3 6e3KiHeUHMMM Ommcamu 4u To “KocTiomy” (iaei-pumapu, XBopoOAu-
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BOI miACBiAOMOCTi, paHTacMaropii HapaTUBIB “XyAOXKHIX MPAKTUK”) YU TO KOPOAIBCHKOI “roaocri”,
AOBeAeHOT A0 Oe3Aidi MOoTBOpHMX Bapialiit mpobaemHo ¢daHTasielo O. Pontdyppaar» [7, c. 123].

[TpoTte «aiarekTnyHa ipoHisi» pOOUTH HACTYIHMII iICTOPMYHUI NTOBOPOT, i Telep 4epropa —
pOCiiicbKO-yKpaiHChbKa — BiifHA (SIKy YMMAaAO aHAAITHKIB, K A. AramOeH, Ha3MBalOTh MTOYATKOM,
a6o riopupoMm, TpeTboi CBiTOBOI) He AMIlle IPULIBUALIMAA 3MiHY CTaTyCy YKpaiHu K GPOHTUDY, &
71 pO3KpMAa I CYTHICHUI MOTEHLiaA SIK KYABTYPOTBOPYOIO LIEHTPY 3 p030YAOBM HOBITHBOI €BpO-
MEeNChbKOI emicTeMu, Ae TBOPYi iHTeH1il mpuBabAoe emmaTis pebaekcii medium specific. 3aBasiku
LIbOMY B MUCTELbKY IIPAKTMKY IMOBIAbBHO NTOBEPTAITHCA iA€aAM TPAHCLIECHAEHTAABHOI €CTEeTUKHU, A€
«OyTV aBTOHOMHMM O3Ha4ya€ OyTM HEe3aA€XHUM Bip I03a-e€CTETUYHUX MPOOAEM, TOOTO CEHC TBOPY
MMCTELTBA BUIIAMBA€ BUKAIOYHO 3 BHYTPIIIHbOIO BIAHOIIEHHS MIX JIOr0 4aCTMHAMM. <..> Yciu-
HUI TBip MUCTELTBA AeKAapy€e OCOOAMBUI TUI 3aA0BOAEHHS, SIKUI1 HE MA€ >KOAHOTO MOKAMKAHHS,
okpim camoro cebe» [18, p. 53]. [HakIe Ka>kyuu, TSDKKUI AOCBiA BillHM CTUMMYAIOBaB B YKpaiHi
KPUTHUYHE TIePEOCMUCAEHHS i apanTalilo paHilie 0OroBOpOBaHMX B 3aXiAHOMY AUCKYPCi peTpo-
Kay3aAbHMX TIPOLIECIB TepexoAy aKTUBICTChbKUX —site-specific mpakTuk Ta cybaimMaTuBHO-
dopmaabuux medium-specific, mwo ix o6croroBas Kaemenr [punbepr (Clement Greenberg) B TBO-
puocTi AxxexkcoHa IToaoka (six uucrtoi abcrpaxuii «the medium of the specific art», Ae ypeueBaeHHs
apT-BUCAOBY, 32 BUPAa3OM MUTLSL, — «€ CaMa AMKa eHeprisi mpepiit»), y 1[0Ch 30BCiM iHIIle, 1[0 pe-
aKTyaAisye nmpusabyTuil HaAUYTTEBUIT iAeaAisM AYXYy TpapULiHOI apT-enicTeMU «KOPAOLIEHTPU3-
MY» B Cy4acCHi IPaKTUKY, TUM BUIIPABASIIOUM XVMOU MUHYAOTO LIIKAY, Q01 3A0AQTY IACTKY TicTepe-
31CYy B TeNepillHbOMY, aAXe 3MiHIOIYM MalOyTHE CUCTEMU TUM 3MIiHIOEMO ii CTAaH B MUHYAOMY
(«edexT MeTeAMKa» Y 3BBOPOTHOMY BEKTOPI).

Ax poBopuTh mpodecop disuxu YHiBepcurery mrary Kaaipopuis B Can-Xoce, AocaipAHUK
KBaHTOBO-MeXaHiYHOro edekTy perpokaysasbHocTi, KeHer Bopton (Kenneth Wharton), B pisnux
TaAy3siX HVHI «AIOAYM CTIOTb A€AdAi OiABII “peTpO-AONUTAMBUMU », CBIAOMO MpParHy4y BIAMHYTU
Ha MMHYA€, 3MiHIOIOUM MaiOyTHE; pa3oM 3 TUM «Halll iHCTUHKTY [CHPUIHATTS] Yacy Ta NMpUYMH-
HO-HaCAIAKOBOTO 3B’SI3KY € HAITAUOIIMMY, HAICUABHIIIMMY iIHCTUHKTaMMU, Bip SKuX ¢isuxu ta §i-
Aocody — i mepeciuHi AIOAM — He XOUYTb BIAMOBASTUCS». TUM He MeH1, BcecBiT A03BOAsIE Bia-
OyBaTuCsl 3BOPOTHIl cuMeTpii, xoua 1i 3amepeuye, ckaximo, cTpiaa yacy cepa Aprypa Eaunrrona
(Arthur Eddington) [19]. ITpo ue roBoputs i mpodecop aBcTpaaiiicbkoro Yuisepcurery I'pudira
A>xoaH Bakapo (Joan Vaccaro), sika mpOmoHy€e «HOBY TEOPil0 CTOCOBHO AIOACBKOTO AOCBIAY iCHY-
BaHHS B TeNepillHbOMY MOMEHTI SIK 3AQTHOCTi PO3MipPKOBYBaTU NP0 MMHYA€ Ta CIIOTASIAQTY Mail-
OYyTHE, sIKe 1lje Ma€ CTaTUCS», IPUTOMY «HEILlOAABHO IIPEACTaBAeHa KBAHTOBA TEOPisl Yacy IPUITYC-
Kae, LU0 AMHaMiKa MOXXe OyTu (peHOMEHOAOTiYHMM HACAIAKOM (YHAQMEHTAABHOTO MOPYILEHHS
cumeTpii obepHeHHs yacy» [20]. Uu He TOMYy YKpalHCBbKi KYABTYPHi Aisidi 11 MUTL MiA TMCKOM 00-
CTaBVH [TOBHOMACLITAOHOTO BTOPTHEHHS OKYIIAHTIB CIIOBHA BIAUYAM Y TpariuHi AAsl YKpaiHu yacu
edeKT peTpoKay3aAbHOCTi, KOAU MIACBIAOMO UM CBIAOMO YSIBASIAMI KYABTYPHO-MUCTELIbKMIL TabiTyC
Hauil AK creuu@iuHy «KBaHTOBY 3aIAYTaHICTb», 3BEPTAIOYMCh AO IATPUMKM POAY i IMOBepTaro-
YUChb AO TPAAULIIHO-eMIIATiIHOTO apT-BUCAOBY, MO3asIK LIIAKOM CTA€ BipOTiAHOK MOXXAUBICTb
«00CTaBMHAM y MailOyTHbOMY CITiBBIAHOCUTUCS 3 MMHYAMMM CTaHaMM», HABIiTh TaK, 1110 MallOyTHE
MO>XXe BIIAMBaTU Ha MUHYAe€, sIK nepekoHaHa Emiai Eaaem (Emily Adlam) 3 InctutyTy dirocodii
Pormana 3axipnoro yuiBepcutety (Kanapa) [19]. OTxe, ipei [epaepa, 110 B pe30oHaHCI 3 AOKTpHU-
Hoto cepus ['puropis CxoBopoau um ITamdira FOpkeBnua paplie 3a Bce € HalIOK AKTYaAbHOIO
MaiiOyTHBOIO MTApPaAUTMOI0 0Opa30TBOPEHHS, L0 CKMHE Mapy iAl03ill Ta BUIIPaBUTb XMOM, MO3asIK
«HACAIAOK MOJKe IepeAyBaTU CBOINM IPUYMHI, 3MIHIOIOYM HAIIPSIMOK 4Yacy», BIAIIOBIAHO, CBIAOMICTb
cydacHOI Hallii MO)KHA CIpUITMATH SIK TI03a4aCOBY «MepeXy MPOCTOPOBOI MaM AATi», 10 «IepeAda-
Ya€ TPaHCTEMIIOPAAbHUII 3B’5130K, SIKUI € LIEHTPAABHUM Y PETPOKay3aAbHiil CTPYKTYpi, Ae MaitoyT-
Hi cTaHM Oe3rocepeAHbO BIIAMBAIOTh HA MUHYAIL. KpiM Toro, Mepeska mpocTopoBoi maM’sITi B TIOEA-
HaHHI 3 peTPOKay3aAbHOIO CTPYKTYPOIO UyAOBO MOACHIOE MAPAAOKC CTPiAM 4acy. Y MIACYMKY, 4Yac
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OiAbllle He MOXKHA BBa)KaTV OAHOCIPSIMOBAHMM, IIPUHAIMHI B TAOOAABHIN MmepcrnekTuBi. Xo4a Ao-
KaAbHO MOJKE 3AQTUCH, 1O Yac VA€ AIHIIHMM LIASIXOM, KOAV MU MA€MO CIIpaBy i3 3aKpUTOI0 ¢i3n-
YHOIO CHCTEMOIO 3 IEBHVMU I'PAaHNYHUMY yMOBaMu» [21].

XyaAO0XHIN AocBip Bacuas KopuoBoro cBipAuMTb MpO Te, IO MUTELb BiAUYB 3MiHY €Hepriil B
0iK MeAIyMHOCTi BIUCAOBY, aA€ CBIAOMO 11je He AO3PiB AO KOPAOLIEHTPU3MY SIK BUILIOTO TPAHCTEM-
MIOPAAbBHOTO €CTeTUYHOTO aKTy. MiXK TVM, AMllie B TPAHCLIEHA€HTHOMY 4YacC € 3BOPOTHIM i Aullle TaM
Ha HacC YeKa€ aAeTes], a 30BCIM He B ypeueBAEHiN ranTulii sk 3akpuTint ¢isuuHin cucremi. Lo ictu-
HY YCBIAOMMAU MiA Yac BiliHM, CKa)KiMO, Taki BiaoMi yKpaiHCbKM MUTLI, IK OAaekcaHAp JKuBOTKOB
— npoekT «BiBTap», AHApit BAyAOB — mpoekT «I'oaocu» [22].

He BapTO AuBYBaTucs TOMYy, IO TeNep 3aXiAHI aHAAITUKY EPEOCMUCAIOIOTh TEOPil0 MeAia B
METaMOAEPHICTCbKOMY KOHTEKCTi MeTAaKCil AK OCLMAALIl MOYYTTiB Ta CEHCiB, MAlOYM HAa MeTi BU-
pilieHHs LiHHICHOTO KOH(AIKTY Mi>)K MOA€EPHICTCbKOIO KyABTYpHOM napapurmoro medium specific,
Ky OOIPYHTOBYBaB B ecei «Ao HoBOoro Aaokoona» Kaement [ punbepr, srapayroun nosuilito AecrH-
Ia, Ta MIOCTMOAEPHICTCHKOIO TTAPaAUTMOIO site specific, KOAM papuKaabHe TIOCT-MeAiyMHe MUCTeLl-
TBO BUIILIAO Y TAODaAi30BaHMI IeppopMaTHBHMIT BUMIpP, HEXTYI0UM 3aco00aMy apT-BUpasy i BHYT-
piIIHBO BapTICHMMU CeHCaMy aBTOHOMHOI'O MUCTeLiTBa. TOMy «BiApMB KOHLeMLlii aBTOHOMII Bip, if
BY3bKOI'O OTOTO>XKHEHH: 3 MOAEPHI3MOM AO3BOASIE€ HAM BU3HATH, 1O ii HEMOXXAMBO MPOCTO yCYHY-
T 6e3 BTpar» [23, p. 84].

2013 poky BiaOMUIT GPUTAHCHKMII MUCTEUTBO3HaBelb i ecreTuk AsxeiicoH [eitrep (Jason
Gaiger), AIKui1 6paB y4acTb y epeBUAAHHI 3rapyBaHux mpaib Vorana I'ordpuaa Fepaepa y Bupas-
HUUTBI YMKa3bKOTro yHIBEpCUTETY, ONPUAIOAHUB CTATTIO B 30ipLi «EcTeTnyHa i XyAOXKHSI aBTOHO-
Mis» («Aesthetic and Artistic Autonomy»), Ae pO3rAsiHyB IUTaHHSI ITOIIYKY KOMIIPOMiCHOTO BMXO-
Ay 3 cuTyauil cydacHOTo KOH(DAIKTY LiHHOCTEN, 1[0 Bip 1960-X POKiB MOrAMOAIOE AUXOTOMIIO IO-
MDK eCTeTUYHOI0 aBTOHOMi€ medium specific Ta XyAOKHBO-TIAIOPAABHOIO LIiHHICTIO site specific
art [23]. ObmipkoByoun KoHuemnuio Aprypa AaHTto (Arthur Danto) mpo abcoATHO BiAbHe Bip
OYAb-KUX OOMEKEHb MOCTMOAEPHICTChKE MUCTEL[TBO Ta HiBeAsliio nosutlii KaemenTa [ punbepra
IIPO MOAEPHY CBOOOAY aBTOHOMHOIO apT-BUCAOBY, 30KpeMa aMepMKaHCbKMX aOCTpaKLioHICTiB,
Axeitcon Teitrep HaroAOIIIy€, alleAI0I04M A0 KOHLemnLii ABox cBoOop Icai BepaiHa (ToOTO BiABHOI
BiA BHYTPIIIHIX Ta 30BHilIHIX 0OMe>keHb AtoAMHN): «OOUABI MO3ULiT HAAQAIOTD LIEHTPAABHOTO 3Ha-
YeHHsI IOHSTTIO CBOOOAM, aAe BOHO BU3HAYAETHCS I10-Pi3BHOMY», TOMY €CTETUYHY «KOHLETILIiI0 aB-
TOHOMIii MO>KHa 3aCTOCYBaTU AO MUCTELITBA ABOMA Pi3HMMMU, aAe MOB sI3aHMMM CIIOCOOaMM»: Collia-
AbHA aBTOHOMIisI CBIAYUTD NPO «3BiAbHEHHS MUCTELITBA BiA IOTO iCTOPUYHOIL 3aA€XXHOCTI Bip LjepK-
BU, A€P>KaBU i apUCTOKpaTii», @ TAKOXX IPO OTO CTAHOBAEHHS SIK «OKpeMoi chepy AIOACHKOI Aisi-
ABHOCTI 3 BAQCHUMM LIIHHOCTSIMM TQ IHCTUTYLISIMM», KOAU «LIiHHICTb MMCTELTBA IOBHICTIO He3a-
A€XHA BiA MM03a-eCTETMYHUX MPOOAEM», aAe «IepeopieHTalil0 HEAABHbOI MUCTEL[bKOI MPAKTUKU
Ha site-specific art Hajikpallje po3yMiTH sIK IIOCTYIIOBY BiAMOBY BiA IPVHIIUITY €CTETUYHOI aBTOHO-
Mil. <..> AAsI paKTUKIB i 3aXMCHUKIB site-specific art BiAMOBa Bip cydyacHOI KOHL[eM1il MUCTeL|bKO-
r0 TBOPY SIK aBTOHOMHOTI'O, CAMOCTITHOTO, BHYTPIllIHbO 3HAYYLIOr0 00’€KTa € Oe33armepeuHnM 3A0-
OyTKOM, 3BiAbHEHHSIM BiA MOMMAKOBMX MPUITYL[eHb MOAepHi3My. OAHaK 30BCiM He 3pO3yMiA0, un
€ HalKpall[M 3aCO00M AASI MIATPMMKM KpUTUMYHOI QYHKLUII MucTelTBa mepexip Ao site-specific»
(23, pp. 46, 77, 78, 79]. Brim, [eiirep HAATO MEPEOLIIHIOE «CBOOOAY» | «HE3AAEKHUN PO3BUTOK» apT-
PUHKY, X04a i HaTsKa€e Ha XMOU contemporary Ormo3uLlii MOAEpPHICTChKil KOHLIeNLlii eCTeTUYHO]I aB-
TOHOMii, KOAM «BaXKO He B3APUTHYTMCS Iepep Takumu TepmiHamy, sk “deskilling” ta “pe-
ecTeTM3alis’, sKi, 3A2€TbCSI, AOTUYHI paAllle AO CaHITapPHOI AEKCUKM OIOpOKPAaTUYHOIO KOHTPOAIO,
aHDK eMaHCHMITALIHUX LjiAeit aBaHrapAy» [18, p. 57]. HaykoBelb Mae paijito, KOAU BUCYBa€ KOHTp-
apryMeHT NpuXuAbHUKaM site specific art, cepea Hux MiBoH Ko (Miwon Kwon), ockiabku i pa-
Hillle KOKHUM TBip CKYABIITYPU YU, CKQXXIMO, MO3aiKil BUKOHYBAaBCs AASL KOHKPETHOTO MICILis, a He
AAsT @OCTPAKTHOTO «0iAOro KyOy» rasepei — Tak HasuBaB BCi MOAIOHI 3aKAAAM aMePUKAHCHKMUI
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mutelp bpasu O’Aorepti (Brian O’Doherty) B ecei «BcepeaunHi 6iaoro xyba», Ae 3adikcyBaB de-
HOMeEH TilTHOTMYHOTO BIIAVIBY Ha TAsipaua came 6iAoro mpuMillleHHs, a He TBOpiB B ekcrio3utiii. To-
My Pobept CmitcoH (Robert Smithson) Bu3HauaB anopito site—non-site sk CripaB>XHiil YMCTHIT CEHC
MaTepiaAbHUX eAeMEHTIB B IX IPUPOAHOMY CEpPEAOBHILI, BCynepey GOpMaAbHill MeAiyMHOCTI abc-
TPaKTHMX TBOPIB, 1m0 o6crowsas I punbepr. CrpaBai, maeHepHa ckyabnTypa 1980—-1990-x pokis B
YkpaiHi Te>XX BpaxoByBaAa OCOOAMBOCTi MicCL[eBOCTi Ta ii aypy, B KOHTEKCTIi SIKOi TBip MOBHOLIIHHO
PO3KpMBAaBCs, TUM Iaye SIKIO apXiTeKTOpU POOMAM HIOAHCOBAHY IPUB’SIBKY AO MiCLisl €KCIIOHY-
BaHH:A CKYAbNTYpP. ToAl MOUMHAANUCH i KOHLIENTYyaAbHi ekcriepuMeHTH. Y 1991 poui 3 OuakiBCcbKOro
CUMIIO3iyMy CKYABNITYpY MaAuX popM AbBiB stHuH Cepriit IKyHiH NpMBi3 KaMiHHS IPaHITY i MCOK y
TenepiurHiin Mysen «KuiBcbka KapTHMHHA rasepesi», BUCTAaBASIIOUM Ha MAPKETHIN MiAA03i, MOAIGHO
non-site CmitcoHa, 06’extu «Bekrop I Ta II» Ta mATBepAXXYIOUM ABTOHOMHY BaKAUBICTb €A€MeH-
TiB TBOPY B IPMPOAHOMY CaiiTi 32 MeXXaMy My3elo, sKi Tenep 5K medium specific akijeHTyI0Tb yBa-
Iy Ha TeOAOTIYHOMY 4aci 11 eHTporii. I[poTe y BUnapAKy 3 MOHyMEHTAaAbHMMM CKYABNITYpaMM mMme-
dium specific art 3aBxau MaB BcepeauHi cebe eaeMeHT site specific, ToMmy npoTucTaBasiTH iX, 5K Lie
po6utb MiBoH KBOH, HekopekTHO. [efirep Mae paljito, FOBOPsUM, 1O i Y BUTIAAKY MOAEPHUX TPaK-
TUK «BU3HAHHs TOTO, IO TBip MUCTELITBA CTBOPEHUI AASI IEBHOTO CEPEAOBUILQA, He MiAPUBAE 10TO
€CTEeTUYHOI aBTOHOMII, 60 110r0 BCe OAHO MO>KHA OL[iIHUTU 3aPaAU HbOTO CAMOTO», & OTKE, KOPAOH,
o BidyaAbHi noct-medium aktuBictu OyayroTh MK medium specific i1 site specific art, € AoBoai
CYMHiBHMM, HaBiTh wWTy4HuM [18, p. 55]. ba Oiable, «€ 10Ch IEPEKOHAMBE B AYMLIi, 1[0 CBOOOAA
MUTLSI YIIOPSIAKOBYBAaTU MaTepiaAl, 3 SIKMX 3pOOA€HO TBip, MPOTUCTOITh BIACYTHOCTI CBOOOAM B
HAIIOMY ITOBCSIKA€HHOMY >XUTTI. SIKI[0O MMUCTeLibKa AiSIABHICTD CTa€ HEBIAAIABHOIO Bip iHIIMX popMm
KYABTYPHOI Ta MOAITUYHOI AISIABHOCTI, BOHa PU3MKY€E BTPATUTU CBOIO IIPUBiA€/IOBaHY POAB 3aC00y
KpUTHUYHOI pedaekcii. BiAMoBa Bip ecTeT4HOI aBTOHOMII Hece B cO0i HeOe3IeKy TOro, 10 MUCTe-
UTBO OyAe acuMiAbOBaHe B TA00aAi30BaHy iHCTUTYLiO, a 1Or0 KpUTUYHA (QYHKLisI BUCTaBASTU-
MeTbCs HalloKa3 AMILE fK 1Lje OAVH €AeMEHT BUAOBUIIHOCTI». CaMe TOMy «AAOPHOBE TAYMa4yeHHs
“IoABINTHOTO XapaKkTepy MUICTELTBA, sIKe BM3HA4Ya€ ce0e yepe3 CBOK y4acThb Y COLiaAbHOMY CBITi i
BOAHOYAC Yepe3 AVICTAHLII0OBaHHS BiA HbOTO, 30€epirae CBOI0 aKTyaAbHICTh, HaBiTh SIKIL[O KOHLIEML]is
aBTOHOMiI OyAa rocTaBAeHa mip cymHiB» [18, pp. 57, 58].

Or i ykpaiHcekuit pirocod Oaekciit BoceHKO cTOCOBHO Hebe3meKn «CBOOOAU» MTOCTMOAEP-
HICTCHKOTO MUCTELTBA 3 BTPAY€HOI KPUTUYHOIO pedAeKcielo, 1o BOuBae mouyTTs i papbu ToTa-
ABHVIM YpeYeBAEHHSM, HaroAOlIyBaB: contemporary KpeaTMBHMII IIOPUB «IIOTAMHA€E cebe, caMo-
BAOCKOHAAIOIOYMCD, AA€ MPUHUNYIOHU AIOACBKY OCOOMCTICTh HA HEAOCSDKHY Bucomy. Y TOpAUHI
AIOAVHA YCBIAOMAIOE CBOIO TBOPYY 3AAQTHICTDb AMILIEe TIOTEHLIHO, aA€ CIIPUAE TIABKU PO3BUTKY TO-
TAaAbHOI BAAAV MEPTBOTIO CBiTy MeXaHi3MiB (3 SIKMM BIIOPATUCS He MOXe, IIPU LIbOMY AO MeXaHiu-
HOT GOpMU pyXy HaA€XaTh i KOMITIOTEPH, SIK PEMPOAYKLis, penaika GOpMaAbHOTO CIIOCOOY MUC-
A€HHsI) Ta HabyBa€e TUTAHIYHOI Milli Y MeXXaX BiABEA€HOTO 1OMYy BiABHOTO 4acy, IparHy4u Ao cebe-
iHIIOTO. 3AIMICHIOETHCS 3amIepeYeHHsT HATYPAaAbHOT'O BiABHOTO Yacy sIK 0e3I0cepeAHbOro HaCcAiAKY
IIepeX0AY AO YHiBepCaAbHOI, THYUKOI Ta X1>Koi popMmu cycriapHoOro bararcrsa» [14, c. 287].

Ax poBoauTh I'enpiera Cepban (Henrieta Serban), aHaaitukuus Incturyry diaocodii i meu-
xoaorii Koncrantuna Peayaecky-Motpy PymyHcbKOI akapeMil, TOKAMKAOYMCh HA AYMKY AydiaHa
Baaru (Lucian Blaga) y xHmxui «TpaHciuepeHTasbHa 1ieHsypa» («Transcendental Censorship»,
1934), Ae icHYBaHHSI AIOAMHU PO3TASIAQETHCS K MeTadi3sMyHUIT BUKAUK «TOTAABHOCTI €K3MCTEeH-
1ii», I1]0 MOTpeOye TpPaHCLEHAEHTAAbHUX TAMOVH BiAUYTTs: Hallle O0ayeHHs (vision) popmye i «3a-
A€ “TopusoHT”, crieludiKy HaLIOTO CBITOTASIAY, IO € AMVHAMIYHMM, IT03asIK MM BM3HAYAEMO iCHY-
BaHHS “IIOKM L]0 HEAOCATHYTUX TOUOK 30Py AASI Haworo oka”. Hama icropis, icTopist AloacTBa 1o-
CTaBA€HAa Ha KapTy B LMX IParHEHHsIX A0 HOBMX “TOYOK 30py’, “Bi3iit”, “00piiB”. Jk parexo mu Oa-
YMMO i HAaCKiAbKM 4iTKO? BiATIOBiAB, 3pelITo0, 3aA€XKUTD BiA HALIIOTO CTaBAEHHS A0 “MeTadisny-
HOTO CHY, A€ LIMpsIE Hallle ECTBO , 1[0 € ITOKa30BOI0 MeTadopoio iHAMBIAYAaABHOTO CTaBAEHHS AO
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ocobucToi icTopii Ta (A0 BeAUKOI icTopii) crTaHOBAeHHS» [24, p. 3]. Ha )kaAb, mocTKAacuuHe OavyeH-
Hs CTpaXAae Ha adasito, KOPOTKO30PiCTb Ta MOBEPXOBICTh. TOMY He BIIYyXalOTh CylEpPeYKy HaBKO-
AO Pi3HMX Bi3iil, AOTUMHMX He AMIIE AO MOCT-eTHiYHOI ranTuky nude vita, mopo ¢popmyBaHHs Ha-
i1 Ta IXHIX KyABTYpHUX 0CO0AMBOCTEN. UyTAMBUM € NUTaHHS PO GOPMYBaHHS TaK 3BAHOTO KOAY
I0€ BiAOMUII OPUTAHCBKUI AOCAIAHUK BeHeAMKT AHAepcoH, 3 sAKUM mnoaemisye Boaopmmup
B’sarpoBuu. Topkatounce 1jporo HioaHcy, B. B'saTpoBuy 3asHauae: «YsBAeHHs PO cebe SIK YaCTUHY
IMIMPLIOL CIIABHOTU Ba)KAUBE AAST GOPMYBaHHs Hallii. AAe BOHO He PYHAQMEHT AASI LIbOTO IIpOLie-
Cy, a AMIlIe OAMH i3 110r0 iHCTpyMeHTiB. Hallil — 1je paalie pocAarHa, sika IPOPOCTAE i3 3epHA, HDK
OyAIBASL, IKY CIIOPYAKYIOTB 10 apXiTEKTYPHOMY MAAHY. 3epHO BXXe MA€ 3aKAaAeHy B coOi Ha piBHi
AHK nporpamy, 3MiHUTU SIKy CKAQAHO, @ TO 71 HEMOYKAMBO, 2 TOAOBHE — HaBPsA UM BapTo lie po-
ouTH, 60 MoKHa HaKOAUTU. OCOOAMBOCTI XX MaltOyTHBOI OYAiBAI 0OMeEXYIOThCS Anlile (paHTasi€w
apxiTekTopa Ta BMiHHAM OyAiBeAbHMKIB. ToMy Hallii He O6YAYIOTh, a BUPOILIYIOTh. ByAyIOTh Aepika-
BU — AAsI BUPOLIYBaHHs Hallili»; «[pymna crepiny He YCBiAOMAIOE IIpUTAaMaHHKX AMIIE il 0COOAU-
BOCTEl, AOTIOKM He 3iTKHETbCS 3 iHIIOK0, HAAIAEHOIO iHIIMMY 0COOAMBOCTSAMU. Pe3yAbTaTOM 3iTK-
HEHHs € BUPi3HEHHA 4Y)KOrO, iHIIOTO, He CBOTO», 3 YaCOM «IPYIly KOHCOAIAYE BXXe He AUILEe PO3Y-
MiHHSI TOTO, Y/M BOHA He €, a I YCBIAOMAEHHSI, Y/M BOHA €, SIKUMU OCOOAMBOCTSIMU HaAiAeHa. 3ro-
AOM 1ii oco6AMBOCTI (MOBa, Tpaaulil, KyAbTypa, COCiO CHiBiCHYBaHHS 3 NMPUPOAOIO Ta iHIIMMMU
TpylaMy, TOTASIAM Ha MMUHYAe€, Bipa y MailOyTHE) CTAlOTb NPEAMETOM TOPAOILiB. <..> 3peLITolo,
AAsL 30epeKeHHsI HalliOHaAbHUX OCOOAMBOCTeEN Ipymy, siKa € ix Hocismu (Halii), BUOYAOBYIOTbH
AepkaBy. Po3ymMiHHS MOTpebOy CTBOPIOBATYU Ta PO30YAOBYBATU AEPKaBYy € 03HAKOI0 3PiAOCTi Hauii.
I HaBiTh sKIIO icTOPIsI ii CTBOpEHHSI He OyAa YCIHILIHOIO, A€p>KaBa MPUIMHSIAA iCHyBaHHs (SIK Lje Oy-
AO B YKpaiHLiB), maM’sTh NMPO Hel CTAa€ BAKAUBUM €A€MEHTOM HAllilOHAABHOI CBIAOMOCTI, SIKUIA
IITOBXA€E AO MOBTOPEHHS crpo0. I Tak TpuBae ab0 A0 MOMEHTY iX ycmiliHoI peaaisalii, abo A0 LjiA-
KOBUTOTO Kpaxy i 3HMKHEHHS Hallil IK oKpeMoi 0cobAMBOi criiaAbHOTU» [25]. B ceHci BupoOHuMIITBa
apT-TIPOAYKTY 1ie BOXXKAMBO PO3YMIiTH, 00 BiA XYAOXKHBOI Bi3il 3aA€KUTb Cy4aCHMUIT i1 MOAQABILINI
PO3BUTOK HalliOHAABHOTO OOpa30TBOPEHHS, SIKE CKAAAAE YACTKY LMBiAi3allilIHOrO AOCBIAY, SIK
«KpalAsl B OKeaHi», 30epiraroun BaacHy crelndiky, He yHipiKyl0uuch raobaAizauiiiHuMu npotiie-
caMI KYABTYPHOI iHAYCTpil. B IbOMYy acnexTi cTae 3po3ymMiA00 ONTMMIiCTUYHA MO3ULIisl mpodecopa
Aiacekoro yHiBepcutety AeitBiaa ['eamonpaara (David Hesmondhalgh), sikuit Ha camomy miky He-
BUIIPABAQHMX OYiKyBaHb Bip raobaaisaiiii KyaprypHoi iHAycTpil moyaTtky 2000-X BUCAOBUB OOIPYH-
TOBAaHUI CyMHIB, i MaB pauiio, Tomy 2018 poky B nepepMOBi A0 4-T0 BUAQHHA «KyAbTypHUX iHAYC-
Tpir» (2002) HArOAOCHB, 1[0 «BiA TUX YaciB, CIIOBHEHMX HAAill, MOMEHTU O4iKyBaHb IIEPETBOPUAL-
Cs1 Ha XaoC i po3YapyBaHHs», Ta 1 KPeaTBHI TEXHOAOTI AOBEAH, LII0 «MOXYTb OyTU He TaKUMU KO-
PUCHUMU, SIK CTBEPAXKYBaAU iXHi BOOAIBaABPHUKI»; pa3oM 3 TuM: «CBiT 3aBXAM AA€ HaM OaraTo
NpPUYMH AyMaTH, 1O BCe MOTaHo. ['AyIICTBO, HEBIrAaCTBO, KOPYMLIis, >)KOPCTOKICTDb i €roi3M 4acTo
npousitalotb. KyAbTypHi iHAYCTpil BiAOOpaXkaroTh 1ieit $akT, i yepe3 CBOIO OCOOAVBY CHAY BOHU
iHoAl 3Ai0HI moripmmTy cutyaiiio. AAe CBIT TaKoK AEMOHCTPYE YMCAEHHI AOKa3U iHTEAEKTY,
3HaHb, Y€CHOCTi, AOOPOTU Ta aAbTPYi3My. SIKIIO MU BiAMOBASIEMOCDH BiA HaAil, TO, Ha Miil IOTASIA,
MU TaKOXX CTaBMMO IIiA 3arpO3y MOXXAUBICTb 3p0OUTM CBiT Kpamum» [26, p. xxiv]. Tomy, KpuTuKy-
1041 TAODAAIBM i KYABTYpHMIT iMITEpiaAi3M, Ae PMHOK MPOTUCTOITh KYABTYPHO-MUCTELbKINl aBTO-
HOMii, HayKOBellb 3HaXOAUTD CIIPaBAi KpeaTVBHI MOXXAMBOCTI Mall0yTHbOT'O IPOLBITaHHS KYABTYD,
X04Ya 1 BUCAOBAIOE CKEIICUC BIAHOCHO «BAQAU MeAia», KOAU «TBOPLIL CUMBOAIB» 1 CEHCIB BTpaTUAU
rapaHTOBaHy yBary aBAUTOPIil, TaK caMoO sIK Oe3Me)KHe 3POCTaHHS KiAbKOCTi TEKCTiB Bip 3Aamy
1980—1990-x He CBiAUMTD IPO iX 3MiCTOBHY TAMOMHY, aHAAITM3M Ta IIMPOTY OTASIAY IPOOAEM, aAe
i He TOBOPUTb NP0 KPUTUYHY HAAMIPHICTh KOHTPOAIO 3 OOKy BAaAM i KamiTaaisanii. [e3aMoHpaAT
TaK caMo, AK Ha no4yarky 2000-X poOKiB, HarOAOLIYE, IO Cy4YACHUN TE€XHOAOTIYHUI PEAYKLIIOHI3M
3aAuMIIaeTbCs Hebe3neuHnM (HaBiTh nude vita Temep € 6aHaAbHOIO (isioaoriew), ToMy HEOOXIAHO
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MaTy CMiAMBICTb IIPOBOAMTU SIKICHUII iCTOPMYHMIL aHaAi3, abu yOe3neunTy cebe Bip HeraTMBHMX
HACAIAKIB, /1 BKa3yBaTy Ha HeSKICHI TeKCTU, apTedaKTy, HACTUIL MOM-KYAbTYpY, BUSHAIOYY CbOTO-
AHILIIHIO KYABTYPY CKAQAHOI0, aMOiBaA€HTHOIO 11 CyIepeyArBO0. ANIlle TaK CydyacHa KYAbTYpHaA CU-
Tyauisi OyAe MaTU ONTUMICTUYHY AOBTOTPUBAAY MEPCIEKTUBY, a iCTOPMYHA aHAAITMYHA MMaM SITh
3MO’Ke YTPUMYBATU AIOACTBO BiA MaAiHHS B TAUOLIE AMKYHCTBO, 1[0 i paHilile TPANASIAOChH B IIEPIOA
3MiH LuBiAi3anin i raobaapHux KatacTpod. CporopHi Mu € cBipkamu curyaliii, siky AabOepT AJH-
LITaliH Ha3BaB «MOTOPOILIHMMMU AiSIMM Ha BiACTaHi», KOAU MUHYA€ TIOBEPTAETHCSI HEOIIPALbOBAaHMM
TellITaAbTOM Y TemepiliHi yacu. ITpu ToMy cy0’eKTBHe CIIpUIHATTS 4acy, 3a AkoaH Bakapo, Mae
00’€KTUBHUII I'PYHT, 1[0 KOPEAIOE 3 «IIaM STTIO PO MUHYAE i3 YCBIAOMAEHHSIM NAUHY 4acy» [20,
p. 10]. TTpoTe AAST aHAAITUKIB KYABTYPHOI €BOAOLII B)KUTh iHIIE: 3 SIKOIO MMO3ULIEI0 3 MUHYAOTO
cuMmeTpudHO obepHeHe cyyacHe «T-mopymentsi» (T violation) — 3 KaTacTpodiyHUM 3aHEMAAOM i
KOAQIICOM 4! 3 MOKAUBICTIO SICKPAaBOI'O AYXOBHOT'O PO3KBITY LIMBiAi3aLiii.

Y ceprniHi—BepecHi 2023 poky B AMcTepaaMi TpuBaAa BucTaBKa «llJopoeHHMKYM BiliHU: Hemouy-
Ti TOAOCU YKPAIHCBKUX AiTei», sIKy CIIpUIIMaAU B CBIiTAl XaxauBoi icTopii I'oaokocTy Ta, 30KpeMa,
mopeHHnka AHHM DpaHK yacis HauucTchbkol okymauil HiaepAanais. Tenep ue 14 icropiit mpo Te,
sk BiitHa B XXI CTOAITTi MOHiBeYMAa AUTAYI XUTTS. X PO3MOBiAM i 3aHOTYBaAM B 30IIMTAX AITU
3 pisHux KyToukiB Ykpainu. Cepep TuX icTopiil — ILOAeHHUMK AecsTupiuHoro €ropa Kpasuosa
3 Mapiynoas. BiH, Maloun TsDKKe IMOpaHeHHs], 3aHOTOBYBAB CBOI BiAUYTTs Bij mobaueHOro, 30Kpe-
Ma, Te, SIK IOMMPAAU JIOTO PiAHI Ta «yAl0OAeHe MicTo». AGO ABaHapLsTUPiYHOT Apinu TlepByHiHOI
3 MuKoAa€Ba, sika po3oyvaAa CBOI iCTOPIo 3i cAiB: «fl He X014y KUTH, HaBil[O Take KUTTS Oe3 Ta-
Ta» — ii OaTbKa POCISIHM 3aCTpeAVAM B Hel Ha oyax Iip yac crpobu eBakyauiii... HeBMMOBHO TsDKKi
CBIAYEHHS CKAaAIYE€HOTIO JKUTTS AiTel, SKi MOAOPOCAIIIAAM B OAHY MUTb, PAllTOM IOTpPalyBIIN
B EMILEHTP XXHUB Irops 1 cMepTi. BOHM MyCHAM OCMMCAIOBAaTY T€HOLIMA I AIIOKAAINTHUYHI KaTacTpo-
¢y, 1[0 CIPUYMHMAY BapBapy 3 KpaiHU-TEPOPUCTKY MPOTU YKPAIHLIiB. AUTSUI CBiAUEHHS IepeBe-
PTaOTh CBIAOMICTb, IPUMYLIYIOUM CKMHYTU 3 O4Yeil LIOpM Ta iHPAHTUABHY Kary KOAMBaTHUCh Ha
XBUASIX «TIOCTKAQCMYHOTO BiAUY>KEHHSI» 1 BOAHOYAC MPUIMHUTYU 0€3rAY3AY PYMHALI0 CYTHICHOTO
CBiTY, 3yIMHUTY 0aMAYKy Ta 0e3yMHY «BipipBaHiCTb Bip PyHAAMEHTaABHOI METOAOAOTII piaocodil
Ta YHUKaHHS pedAeKciil 3acap KyAbTYPHOIO PO3BUTKY AIOAVHM Y KOHTEKCTi pO3B’sI3aHHS MPOTUPIY
CYCIABHOTO pO3BUTKY» [7, c. 121], a oT>Ke cTaTu CBiAOMO BiAITOBipaABHUM 3a cebe, 3a AiTelr, 3a
LUBiAi3alifiHy KyABTYPY, 32 MUP i ClTpaBeAAMBiCTb Ha nmAaHeTi. HeBunapkoBo Metamopdo3su TBOP-
4yoro 6ayeHHsI TOPKHYAMCh, HanIpUKAap, Mapii KyAikoBcbKoi, sika IiCASI CKAHAQABHOTO IIBEACHKOTO
npoexty «Pyra-PyHa» 3MiHIO€ apT-AeKcuKy nude vita, po3noBipaouy po TSPKKi BUTPOOOBYBaHHS,
KOAY BOHQ, TIAbKY HapPOAMBILYU AUTHUHY, MYCHAQ TiKaTU Bip 00CTpiAiB B €Bpormy, Ae BpeluTi i1 BAa-
AOCD IIPE3eHTYBAaTU MEAUTATUBHI IPO30Pi CKYABNITYPU — 3AINKYM CBOTO TOPCY 3 OaAICTMYHOTO MU-
AQ, HAUMHEHi a00 riAp3aMU OKYIAaHTiB, a00 KBiTaMu piAHOI AOHEYYMHM, BPEILITi Mpe3eHTYBaBLIN
MpoeKT «Moe TiAo — moae 6UTBM» Ha movaTKy 2023 poky B ['OHKOHSI.

IToka30BOI0 B LIbOMY CEHCi CTaAa BAYYHO-CTMCAQ KPUTUYHA KOHCTATALlisl MIOCTKAACUYHOI pe-
rpecii TBOpuOi ONTHUKU BipoMOI amepuKaHcbKoi mpodecopku Kamiau [Taabs (Camille Paglia): «Ki-
HLIEBYM PE€3YAbTaTOM YOTUPBOX AECATUAITHD IOCTMOAEPHI3MY, 1110 IPOHU3YE CBIT MUCTELTBA, € Te,
1j0 3apa3 B 00pa30TBOPUOMY MUCTELTBI BUKOHYETBCS AY)KE MAAO LIiKaBOI 4y Ba’KAMBOI poOOTH.
IpoHist Oyaa cMiAMBOIO Ta KpeaTHBHOIO MO3MLIIEI0, KOAY 1ie poOUB AoIlaH, aAe Terep 1ie abCOAIOT-
HO OaHaAbHA, BUCHA)KEHA Ta HYAHA CTpaTeris. MOAOAMX XYAOKHUKIB HaBUMAY OyTy “KpyTrmu” Ta
“cydacHumu”, a oTKe, 60AICHO caMOCBIAOMMMIL IX He 320X0UYIOTb AO eHTY3ia3My, eMOL[iiTHOCTi Ta
AQAEKOTASIAHOCTi. BoHu OyAM Bippi3aHi Bip XyAOXXHBOI TpaAMLii CKaAiu€HUM CKENTULIM3MOM IIOAO
icTopii, SIKOTO 1X HAaBYMB HEBIrAaC — COAINCUCTCbKUM MOCTMOAEPHi3M. KopoTiie Kaxyuu, CBIT MuU-
CTeLITBA HiKOAU He BIAPOAUTBCS, AOKM He 3HUKHe NMOCTMOAepHi3M. IloctmMopepHisM — Lie yyma
AASL po3yMy i ceprisi» [27].
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BucnoBku. Nude vita SIK KyAbBTYPiHAYCTpiaAbHUM iA€OAOTIYHUI IATEPH CYYaCHUX Bi3yaAb-
HUX TPaKTUK OTPUMYE AlaMeTpPaAbHO MPOTUAEXHI OLiHKK Bip (axiBLiB mocTMopepHOI AlaTpubu.
Anoaoretu contemporary art, 3HaXOASYMCh ITiA BIIAMBOM 0i3Hec-iHTepeciB TpaHCHAL[iOHAaABHOTO
KaIliTaAy, BOAIIOTb He TIOMiYaTU TOTO, 1[0 MOCTKAACUYHI MPAKTUKU FA00aAI3aL[ifIHOTO KYABTYPOT-
BOPEHHSI TIEPETBOPUAKCH Ha MaHidecTallito HeOe3meYHOl TOTaAbHOI KpU3M LIMBiAi3aL[ilTHOTO AOCBI-
AY, 11O 3arPOXKY€ AIOACTBY €HTPOIIE0 KPUTUYHO-AHAAITMYHOI CBIAOMOCTI Ta iHBEepPCi€l eCTeTUKU
MPEeKPaCHOIO B riCTepe3VCHMI CTaH MOTBOPHOIO, 10 BXe Telep CIPUYMHAE AeCKIAIHIOBY peAyK-
1[if0 TBOPYOTO BUCAOBY MUTLIB, M03asK IX IMPOEKTU M030aBA€HI TPAHCLIEHAEHTHOTO BUMipY aAeTei.
[TpoTe Ha TemnepilHii Yyac B ryMaHiTapuUCTULi IIOCMAIOETHCS MO3MLIisI HAYKOBLIB pi3HUX (axoBUX
npodiAiB, sIKi 0OCTOIITh KPUTUYHO-IHBEKTUBHY TOUKY 30py Ha PErpecyBHi NMPOSIBU MOCTMOAEP-
Hi3My. BieBHeHiCTb y MpaBOTi KpUTMYHO HAAAIITOBAHMX AHAAITUKIB HaAQ€ CIIOPIAHEHICTh BMCHOB-
KiB B AOCAIA>KEHHSIX, 30KpeMa, B IaAy3i KyAbTYpOAOrii, MUCTeLTBO3HABCTBA, Ppirocodii, ocobanBO
TPAHCLIEHAEHTAABHOI €CTETVKM, & TAKOX B LJaPVHI KBAHTOBO-MEXaHiYHOI TeopeTuyHOl di3uKy, Ae
HEIMOBIPHO aKTyaAbHMMU OIMHUAMCS PO3BIAKM 3 MPOOAEM peTpoKaysaabHOCTi. BHacAipok 3a-
CTOCYBaHHsI KOMIIAapaTUBHO-EMiCTeMOAOTIYHOIO MiAXOAY BMHMKA€E BIIEBHEHICTb y BMYEPIIAHOCTI
IapaAuUrMu IIOCTMOAEPHI3MY Ta HEOOXiAHOCTI il 3aMiHV MOA€pHi30BaHMM i OiABII MEPCIIEKTVBHUM
HapaTUBOM KOPAOLIEHTPU3MY, 110 IPUMAELIHA FeHepallid HAayKOBLiB MyCUTb OCMUCAUTU B aCHEKTi
€CTeTUKM aDCOAIOTHOTO Yacy.
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PROTAS M.

“NUDE VITA” OF THE POST-CLASSICAL REGRESSION
OF THE CULTURE INDUSTRY AND RETROCAUSAL REVERSIBILITY

Abstract. The article examines the phenomenon of Western visual practices known as “nude
vita.” Using the example of landmark nu-projects, the author analyzes socio-philosophical criti-
cism of cultural-industrial post-classical regression by independent Ukrainian and international
scholars who study the entropy of contemporary artistic experience. The researchers discussed
emphasize the need for an immediate revision of the self-destructive art episteme of postmodern-
ism and the return to social and individual creative consciousness of the essential reflection as a
stratagem of transcendental aesthetics. As an additional argument in favor of the validity of such
academic criticism, the article draws on the ideas of the modern quantum-mechanical theory of
retrocausality, which highlights the importance of the historical-temporal integrity of cultural
memory, since the causal effect of temporal reversibility on a subtle spiritual and intellectual level
can change the past states of systems through the transformation of future events, which plays an
important role in the cultural and artistic context of the here-and-now nation-building.

Keywords: nude vita, retrocausality, regression of the postclassical era, contemporary art,
postmodernism.
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AHoTanis. B ecei iipeTbcs Mpo 0coOAMBMIT iHTepeC NMPEACTaBHUKIB SITOHCHKOI iHTeAireHu;il
AO 0COOMCTOCTi Ta MpPOQECiTHOI AiIIABHOCTI BMAQTHOTO YKPAalHCbKOTO MMCTELTBO3HABLISI Ta MY-
3eitHuKa bopuca ['puroposuya BosHuibkoro. 3a 4aciB papsIHCbKOI BAAAM B YMOBAaX iA€OAOTIYHMX
YVTUCKIB Ta HUIEHHS AYXOBHOI CIAALIMHM B YKpaiHi (peAiriflHOro MucrenTBa 30KpeMa)
B. BosHuipkuit 36epir xypo>kHi paputetu YKpainu ('aauumHu), 3oKkpema TBOpu Morana I'eopra
ITinsead. B cTaTTi MpoCTe)XeHO TBOPUMI KOHTAKT KyAbTypoAoruHi @dye KaTtasgma 3 AbBiBCbKUM Ma-
ecTpo Ta ii iHil[iaTUBY 1I[OAO BUAAHHS B fIOHII iAFOCTpOBaHOrO aAbOOMY TBOPIB V. T. Iinzeas. Bu-
AQHHS BIAOyAOCsT B TpariuHmit AAst >XUTTs AnoHil pik, 3a yMoB siAepHoi Katactpodu Ha AEC Oy-
Kyurima-1. TTokazaHo 3HaueHHs OOiLsTHKY 3 60Ky Dye BYUaCHO BUAATM aABOOM SIK IPOSIBY HOHSITTS
«OH» — AYXOBHOT'O 00OB’sI3KY.

Karouosi crosa: Oye Karaama, bopuc BosHuupbkuii, koaekuiss OAecbKOro 3aMKy, Morau [eo-
pr Ilinseas, ITiaAropenpkuit 3aMoK, Teatp Ho, Tpareaia Oykymimy, KepaMika «Ilirapaxi-sKi», AyXo-
BHMIT 000B’SI30K «OH».

Indopmalis mpo icTopito Ta KyAbTypy YKpaiHU 3HaUHO yacrTilie i 6iAbLI CHCTEMATUYHO I10-
Tpamnasiaa 6 Ao fnoHii Ta cTaBasa 0 TaM iHTEAEKTYaAbBHUM HPOAYKTOM, sIKOM iCHyBaAo OiAblue Ta-
KUX APY3iB YKpaiHuy, sk KyAbTypoAoruHs Ta raaepuctka @ye Karassma. 3apa3 BoHa roToBa A€MOH-
CTpyBaTM BUCTABKY TBOPIB YKPaiHCbKMX XYAOXKHMKIB, fAKi IpaLllOI0OTb B YMOBaX pOCiMICbKO-
YKpaiHChKOI BilfHU, AEMOHCTPYIOUM AYXOBHMI1 OMp pociiichkoMy arpecopy. li iHAMBiAyaAbHa Aisi-
ABHICTD € NMEePEeKOHAVBUM IIPMKAAAOM MUCTELIbKOI AMIIAOMATII, IO CTAa€ OYEBMAHMM 3 YCITIIXY KHU-
k1 Qye Katasgma npo KyAbTypy YKpaiHM B yHiBepcuTeTChKuX Koaax Tokio Ta Ocaku. B cyyacHux
yMoBax mATpuMKU YKpainu 3 60Ky SnoHii KHIKKa HabyAa HOBOTO AMXaHHSI Ta 3HAYEHHSI.

HeBpoB3i micas npesenTalii KHIDKKM «Oabra ta mancrpu» Qye Karasma 3 rpymnoro sinoHChb-
Kol iHTeAireHiii mpuaeriaa Ao ApBoBa. [ToyaTok 6epesHs... MicTo 3i cHirom, poiem, 3i CAU3bKOI0O
OpYKiBKOIO Ta BITpOM He OyAO 3aTUIIHMM. AAe SIMTOHCBKI IOCTi, 3apsip’keHi eHTy3iazamom Dye Ta He
MEHII MAaAKMM O2)XKaHHSIM Ha BAacHi oui mobaunty ckapou OAecbKOro 3aMKy i IMO3HAlOMUTUCH i3
ceHceeM Bo3HMLIbKMM, He ToMivaAu MXKUUKM. Yurtaui KHIOKKM Dye MpisgAM yBIITU AO cepepOXpec-
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Ts CBiTY, CTBOPEHOIO MTOABIVDKHULIbKOIO Npaliero bopuca ['puroposnya, a Tako)X NO3HallOMUTUCD i3
APYTMIM IlepCOHaKeM KHIDKKM — OABIoro.

Cepea AecsaTH BiAYaMAYX, sIKi BUPIIIMAM BUKOPUCTATU PiuHY CAY>KOOBY BIAITYCTKY (B SmoHil
— 1ie CiM AHIB) AASI MAHAPIBKHU B AaA€Ky YKpaiHy, OyB OAUH AMBHMIT YOAOBIK, SIKUIT, HEXTYIOUM HU-
3bKOI0 T€MIIEPATYyPOI0, CHITOM i3 AOIleM, BIIEPTO He HAASTaB HAAEKHOTO 3IMOBOTO OASTY Ta B3YT-
Ts1. Tomi KapxiMo-caH OyB OASSTHEHUI Yy caMypayiCbKUil CTPiif — KiMOHO 3 LIMPOKMMM CKAQAYaC-
TUMH IUTAHSAMU. 3aMiCTb 3MUMOBOTO B3YTTsI BiH I€PeCyBaBCsl AbBIBCBKOIO OPYKiBKOIO Y TpaAULIiii-
HOMY «A30p» (TUI B'€THAMOK Ha mAackiit mipouBi). Lle 6yB aktop Tearpy Ho. BiH, oueBrpHO, He
ropeH OyB po3AydaTucs 3 00pa3oM caMypanCcbKOro reposi HaBiTh y Aopo3i. Tomi Kaapsximo-caH, no
CyTi, yocOOAIOBaB CBilt TeaTp — HaiicTapimuit B fnowii, sskui nparoe Bip XIV cToAiTTS 10O choro-
AHI. PenepTyap NpOTATOM CTOAITb 3aAMIIAETHCS HE3MIHHUM — L€ YCAABACHHS HeNepPeMOKHUX
camypaiB Ta wmporyHis. llfe icHyoTbh Iecu-onoBipAKu npo 3arnbAux repois. Llent Teatp Bip XIV a0
XIX CTOAITTS MiATpUMYBaAM BilicbKOBi mpaBuTeai: Amikara Vomimily, ToitoTomi Xiaeitomri, To-
KyraBa lescy. 3a apucrokpatuuHoi A0Ou XeilaH IMec MMUCAAM HA 3aMOBAEHHS LIbOIYHIB. A
ToitoTomi Xiperoli HaBiTh 0COOMCTO IpaB Ha CLEHi.

Ha mouaTtky po6u Meiia3i, B yac AikBipaLjil LIbOI'YHATY, TeaTp 3HAXOAMBCS Ha MeXXi 3HUKHEH-
Hi. Y XX-XXI cToairTax Ho npopOBXye MAIAHO NpaLloBaTy B MeXaxX TPAAULIIIHOTO penepryapy.
CueniuyHe BUKOHAHHSI (XYAOKHsI GopMa) OEHTEXUTDb iIHO3eMHOTO TAsIAQYA.

AyXoM AMKOI CMAM, IO3aAOTiYHMX 3BYKiB: KPUKiB, CTOTOHIB, 6apabaHHOro 000, HaliBIiCEHb-
HaIiBIAQYiB — aKTOPM-BMKOHABLI BBOAATD IASAQUYIB y HAMiBUIOKOBUI CTaH. YKpalHCbKa NMpPUXU-
AbHULA Ho, moeteca Aropmnaa Ckupaa, nucaaa:

Teamp Ho 3aBopoxye meHe.

I]e BiobyBaembcs KowHO20 pasy
ITi0 yac cnekmaxkais meampy Ho.
Axacv HesuOuma cura

Miyno mpumae merne

I Bupywae pazom 3i MHOW0

Y ousHy nooopon

Ilo3a yacom i noza npocmopom,
Y nodopoxm, ska He mae

Hi Kinys, Hi nouamky,

Y nodopox, aky 36azHymp
Mabymb HemomAuso... [2, c. 68]

Ocb Takui1 rictb 3 Tearpy Ho, nepeHsATU1 AyXoM i ayporo BAACHOI cLeHH, mpuaeTiB i3 Dye
A0 AbBoBa. Bona Bupaaa 1moro cexkpet. KapxiMo-caH AK 4MTa4 KHVDKKM MpisiB IO3HAIOMUTUCA 3
Oabromw. OTxe, B Liil MaHApPiBLi BiH OyB 3 iHAMBiAyaAbHOIO IporpaMor. My MoToBapuIlyBaAl.
Kaa’xiMo-caH 3aMOBMB HammcaTu AASl HbOTO KOMIIO3ulifo « Tpu rpauii» Ta 1me pa3 mpuaitaB A0
AbBoBa B 2014 polji Ha MO0 IIEPCOHAABHY BUCTaBKY, Ae OyAU KapTUHMU, IPUCBsIUeHi SMoHil.

Jopo ®ye, To mpuuMHa il pillleHHs AeTiTU B YKpaiHy B HeKOMPOPTHMUIT AASI TYPU3MY Yac Oy-
Aa TIparMaTUyHa. B 1i KMIleHi Ae’kaaa OMpisiHA YyTOAQ Bip BUAAQBHULTBA «MilliTaHi» II0OAO BUAAHHSA
aabbomy Vorana I'eopra ITiHseas i3 posaoromo craTreio Bopuca Bosuuiipkoro. Hapasi 6yB moTpi-
OeH auie iioro aBrorpad. Aas MOye 6yA0 KOHYE BaXKAMBO BUKOHATH 3aAYMaHe i3 MPUPOAHOTO ca-
MYpPaiiCbKOTO IOYYTTSI «A3iTHo» (BAacHOI TiAHOCTI) Ta MOPAABHOTO OOOB’SI3KY «OH»
(000B’s13KOBICTIO Y BUKOHaHHi 00iljsiHOr0). CamMe AASI 1IbOTO BOHA PO3TOPHYAQ MOTY)KHY PEKAAMHY
akuiro B Tokio i Ocali Ta nepekoHaAa BAAaCHMKA «MillliTaHi» BKAACTU Ipollli y KOIUTOBHE BUAAHHAL.
Ii maanu pomomoru (3Haro 1ie 1mie Bia yacy YopHOOUAS) 3aBXKAM IPYHTOBHI i BUKOHYIOTbCS CUCTe-
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MaTuuHO. Oye Ta Il iHTEAEKTYaABHUM KOA€rawm, sIKi LMpOoCcepAHO 3aXOMUAKCh ocobucTicTio Bopuca
Bo3HMLIBKOTO, CITaAa Ha AYMKY iAesl TAKOXX CTBOPUTY (BiAbM IPO BEAMKOTO ITOABVDKHMKA YKPaiHCh-
KOI KyABTYpPHU, IIPO 3aMKU 11 apTedaKTy, sIKi BiH BpsITyBaB. Pe3yAbTaTOM KOAEKTUBHUX 3YCUADb CTa-
AO pilreHHs po ¢iHaHCYBaHHs GiAbMY BEAMKOIO TeAeBi3iliHOW KommaHiero fAnoHii. 3110MKU BiA-
OyAucs, Ha 1acTs, e Ao Tpareaii Ha AEC Oykymima-1, sika ctasacs 11 6epesns 2011 poky.

Bci 1li BeAbMM KOLUTOBHI NPOEKTY YMOXKAUBMAO YCBiAOMAeHHsI Dye peaAbHOI JKUTTEBOI CU-
Tyallii, B siKiit 3HaxoauBcs Bopuc I'puroposuy. Momy 6yao Bxke 6araTo pokis, BiH po3yMiB Hemepe-
OOpHiCTh YacoBMX 0OMeXeHb. AO TOTO 3K, 10ro GaxoBOMy eHTy3ia3My IMPOTUCTOSIAQ YIIOBiAbHEHa
KyAbTYpHa OIOpOKpaTis, siKa He IOCIilIaAa yXBaAIOBaTU MOTPiOHi pilieHHs Ta ¢iHaHCYBaTH HaAe-
JKHMM YMHOM pecCTaBpalliliHi Ta My3elHi NPOEKTU BEAMKOTO ipeaAicTa Ta marpiora. BosHuubKuii
MOCTIITHO IIIYKaB CIIOHCOPIB AAs BiaAOyAOBU Ta pectaBpatii, Kpim OAecbKoro, 1je ABOX LieA€BpiB
naaauoBoi apxitrektypu — Iliaropenpkoro Ta 30Ao4iBcbkoro 3amkiB. 2007 poky b. Bosnuubkui
3acHyBaB OAaropinHui ¢poHp «IliaroperpbKuit 3aMOK» i 3ampolryBaB A0 criBrpali 6isHec i ¢paxis-
1L[iB My3elfHO-pecTaBpalliliHMX creljiaabHocTel 3 Beaukoi bpuranii, IToabmi, kpain baaTii Tomo.
[Tonipy nmoBa>kHMIT BiK, B Aylli BO3HMIIBKOTO, B KO)KHOMY 110r0 po60YOoMy AHi Oysiaa sIKacb AMBO-
BIDKHA MOAOAQ HEBTOMHICTD Ta IOCTYII YIIEPEA,

Takum 1oro mobaumaa rpyma sIMOHCHKOI iHTeAireHLii, KoOAM paHO-BpaHLi Bo3HuipKMit 3a-
JIIIOB AO TOTEAIO Ta 3allpOCUB IOCTEN Ha 3HAMOMCTBO 3 TpboMa 3aMKaMU. OTASIHYTU TpU 00’ €KTHU
32 OAMH AeHb?! lle 3AaBaAOCS HEMOKAMBUM AASI MAaHAPIBHUKIB, aae He AAsl BosHuibkoro. Po6o-
YU 4aC AASI HbOTO OYB @)K 3aHAATO AOPOTUIA, BiH Mir IOAQPYBaTH AUILE OAMH A€Hb.

OAecbK1it 3aMOK BPasyB TOCTel YIIOPSIAKOBAHICTIO, @ TOAOBHE — KOAeKllieo TBopiB Vorana
Teopra ITiH3eAs, icTOpi€l0 po3uIyKiB, 30epiraHHs Ta pecTaBpallil MOIIMATOBAHUX 3a PAASHCHKOI
BAaau mepeBpiB. [octunHicTh BO3HMIIBKOTO He 3HaAa MeX, 00, KpiM €KCIo3uliii, BiH 3ampocuB
rpyny y ¢doHAM (mip3eMeAAsl 3aMKy) Ta MOKas3aB HaitbiApiry B €Bpomi Koaekuio mapcyHu XVII-
XVIII cToAiTh.

[Tpuroaomiueni kpacow 6GapokoBoro IliH3eAs, ije He OTSAMUBIIMCDH Bip MOOAYEHOro, rocTi
ONMHMANCS Ha MOABIp’T [Tiaropenibkoro 3aMKy. 3axiAHOEBpPOMENChbKi MUCTELTBO3HABL]i BBRXXAIOTh
ey 3aMoK «['aanipkuM Bepcaaem» Ta apXiTeKTypHOIO CIAALIMHOIO CBITOBOro piBHA. Iliaropelb-
K11 3aMOK € YHIKAABHMM HaBiTh B MaciiTabax €Bpomny, 60 MOEAHYE B apXiTeKTypHOMY 00pasi pec-
neKTabeAbHMIT MaAaL0 3 0ACTIOHHMM YKpimAeHHSIM (aBTOpM — iTaAilicbKuit apxiTekTop AHApea
AeAb AxBa Ta inxeHep [iiom pAe bonaan). Yac 6yaiBHuLTBa 3aMKy — 1635-1640 pokn. 3aMOBHMU-
KoM OyaiBHUILITBa OYB KopoHHUI otaMaH Peui [TocoanToi CranicaaB KoHerprioabcokuit. «ITaaa-
LOBUI aHCaMOAb CKAapaeTbes 3 KocteAy cepeamHu XVIII croaittsa (apxitekrop K. PumasiHuh),
noctosiaoro Apopy XVIII croairTs Ta nmapky... B XVIII cTOAITTI yHIKaAbBHUIT KOMIIAEKC MaB BEeAU-
Yye3He 3i0paHHS XYAOXHIX TBOPiB, 30poi, MOOYTOBUX peyeit TOwO... [TiA 4ac MOABCHKO-PaASIHCHKOL
BirtHu Ilepira KOHHA apMisl 3HMIIMAQ 3aMOK, 32 CAOBAaMM XPOHICTa, «3 BUHATKOBUM BaHAQAI3ZMOM»
(3, c. 13].

3aMmok, akui1 y XX CTOAITTI 3aHelaB yepe3 BapBapCTBO PaASHCBKOI BAAAM, @, B pasi MOBHOI
pecraBpallii, MOXe CTaTu OKpacow YKpaiHu, i eBpomenchbKocTi, 6e3yMOBHO, MOTpeOye BEAUKOTO
¢diHaHCYyBaHHS, 10 OYAO DOAEM Ta NOCTIMHMM 3aBAQHHSM AAs bopuca I'puroposnua. InosemHi da-
XiBLi, 30KpeMa eKcrepT 3 MUTaHb KyAbTypu Beaukoi bpuranii Axxon EacoMm, BBakaoTh: «[laaal y
[TiATipLIsIX — OAMH i3... MariuHmx o0’ekTiB MuHYAOTO» (3, C. 13].

QDye cTapaHHO NepeKAaAAAd AASL TPYIIM AOPOTOLIiHHI KOMEHTapi, MOSCHEHHs Ta iCTOPUYHUI
€KCKypC — AOCAIBHO BCe, UMM ILIIEAPO AIAMBCA ceHcell BO3SHULbKUIL

Koau HeBAOB3i HOBOHaBepHeHi nmpuxnAbHUKY bopuca I'puropoBuya onmMHUAKCS Ha MOABIpP'l
30A0UiBCBKOIO 3aMKY, 3A2BaAOCS, BOHM I'OTOBi OYAM BiAAQTU ALY AASI peaAisallii MPOEKTiB 11bOro
BeAMKOTro MpiitHuka. Came MOBITPsI AMXAAO AIOOOB'IO.
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Bopuc I'puropoBud mpoBiB €KCKYpCito HUBKOI0 BiApecTaBpOBaHUX 3aAiB i 3 HEaOUAKOI rop-
AICTIO TOKa3aB €KCIO3MLIiI0, sIKa CKAAAaAacs 3 MOOYTOBUX peyeil, TOAAPYHKIB BosHUIIbKOMY TiA
4ac 110ro 3aKOpAOHHUX BippsiakeHb. Cepep eKcroHaTiB OyAa mmada 3 SIMOHCbKUM CYy4aCHUM IOCY-
AOM, Ha SIKOMY BUOAMCKYBaAU 30AO0Ti Bi3epyHKU. Briepiie 3a BeCb A€Hb s BiAuyAa B IPYITi HECTTOKII.
Bo3HMLIbKMIL, TEX NOMITUBILN XBMAIOBAaHHS CepeA rocTel, cnuTaB: «B uiM cipaBa?».

3uarouu Tpapuuii «lllectu nevyeit» — KepaMi4HOTO MOCYAY AASI YalTHOI LiepeMOHii, — s 36ar-
HYAAQ, 1I]O SITTOHLIIB LIIOKYBaAa IMO30A0Ta Ha cyyacHoMy dapdopi. Dye, sIK 3aBKAU, AUTTAOMATUYHO
po3psiauaa HanpykeHHs:: «bopuc I'puroposuu! Cepep Hac € XyAOXKHHULSI — MaiiCTep KepaMiKu.
BoHa xo4e A0 BaIoi My3eHOI KOA€KLIii 3poOUTY TPaAMLIIIHUIT TTOCYA AASL YaiiHOI LiepeMoHii. Yn
OyAe Lie IPUEMHO AASI Bac?» — «Be3yMOBHO... OYAY BASIUHMM», — BIATIOBIB MaecTpo i 3ampocuB Ha
00iA AO MaAEHBKOTO PECTOPAHYMKY Ha TEPEHAX 3aMKY.

I och, KOAM TpyIla ONMHMAACA NIPU CTOAIL, HACTaAa Ta BEAMKA MUTh, Ha Ky TaK o4iKyBaaa Dye
i 3apapu Kol AOKAaAa Tak 6araTo 3ycuab B fnoHil. Bona mokaaaa nmepep Bo3HMLIBKMM yroAy mpo
BUAQHHs aAbOOMY [TiH3€eAsI 3 AOCUTH MOBRXHUM FOHOPAPOM 32 CTaTTIO-IIEPEAMOBY.

[TpucyTHi 6yAu B 3axBaTi. A Halll AVBHYBaTUI aKTOp-CaMypail CIMTaB AO3BOAY Y Bo3Hu1bKO-
IO Ta y BCi€l rpynu Npo MOXKAMBICTb BUKOHATM CTAPOBMHHMUI BiliCbKOBUM TaHellb Ha yecTb bopuca
['puropoBuya. Bin TaHIT0BaB OOCOHIX Ha XOAOAHIN Kam siHiit mipA03i. KiMoHO B piskux pyxax ak-
TOpa CTBOPIOBAAO €KCIIPeCUBHMUII MAaAIOHOK KPMA CTPMBO>XEHOTO ITaXa, 10 TOPTAHHUM KAEKOTOM
Ta KPMKaMl BUKAMKAB 3 TIOTOMOIYYSI AYIIi BOIHIB. A IMOTIM BiH HiOUTO 3aKaM sIHiB i, CHASYM Ha TIA-
AO3i, BUT'YKYBaB 1JOCh apUTMiuHe, AiVICHO He30arHeHe.

AnaopuicmeHTH OyAu OYpXAMBUMY, @ 5 3po3yMiAa, YoMy Dye He «IIPUTOCTUAA» MEHE BUCTa-
Boo Ho, koau s1 6yaa B Ocatii.

3a Tpu AHI miCAsI MOBepHEHHS Ipynu eKCKypcaHTiB A0 fAmoHil, 11 6epesns 2011 poky, crasa-
Cs1 )KaxXAMBa aBapisi Ha aTOMHiN craHLil «Dykymima-Aaiui». Lle 6yaa Haitbiablna karacTpoda micas
YopHobuAbCbKOI Tpareail 1986 poky. ABapist Ha DykyuriMi BUHMKAA BHACAIAOK HalIAY>KUOTO, Ha-
BiTb y BuUMipax fnoHii, 3emaeTpycy. BiH BUKAMKAaB MOTY)KHe LIyHaMi, i XBMAI 3aBBMIIKK 14 MeTpiB
3MiTaAM Bce Ha cBoeMy LIAsiXy. Oppasy 6yAo 3mMuTo 10 KiAOMeTpiB )XKUTAA 3 MELIKAHLISIMU. 3arvHYy-
A0 6AM3bKO 18,5 TuCAY Alopell. Ao TOTO XX B peakTopi BiAOyAUCS Tpu BOAHEBi BuOyxu, 60 posmnaa-
BUAOCH SIA€PHE TTAAUBO, sIKe IPOMAAMAO 3aXMCHI KOPITyCH.

Bcst maaHera crocTtepirasa 1ie >KaxiTTs Ha eKpaHax TeAeBi3opiB. A ypsip Anoii (mpem’ep-
MiHicTp Kimipa @ymio) MUTTEBO pO3NOYMHAE EKCTPEHI 3aXOAM MOPSTYHKY 154 TuCSY rpoMaasiH,
SIKMX HETaHO eBaKyIBaAlU i3 30HU KaTacTpodu. 3a o006y 6yao chopMoBaHO TaOOPU AASI TOCTPAXK-
pAaarx. B xockHoMy 3 Hux Oyao posmimieHo Bip 300 oo 1000 oci6. TyT, sk ue mae Oytu B fmoHii,
MeIIKaHLli Tabopy po306uBaoThbcs Ha MaAi rpymu (mo 10 oci6). SmoHIro BasKAMBO BipuyBaTu cebe
yactuHoto rpynu. KoxkHa rpyma obupae aipepa. Aiaepu MaAux rpyn CTBOpIOIOTh Papy AAst Bupi-
IIeHHs BCiX HaraAbHUX mpobaeMm. Bci 3ycraasi 3ocepeaskeHo Ha B3aeMHil Aooromo3i. Lleit mpunimmn
CKAAAABCA CTOAITTAMM. AO peui, Bip AiTeil Tpareairo MpuMxoByBaAu, abu He TPaBMyBaTU MCUXIKY. [m
Ka3aAM NPO TaKy HE3BUYHY €KCKYPCilO i He AO3BOASIAM )KyPHAAICTaM CTaBUTU AITAM HEAOPeYHI 3a-
nuTaHHs. KokeH Ha cBoeMy Miclii po6yuB OTPiOHE AAS CITIABHOTH.

Ha noxuHyTux Tepuropisix He 6yAo 3adikcoBaHO >KOAHOTO BUITAAKY MapoAepcTBa. Bes moBe-
AlHKa ODKEHIIiB, TaK caMo, 5K i BAQAU, YHAOUHIOBAAA CTIiMKiCTh XapaKTepiB Ta MY)KHICTb SIK POAOBI
PUCH ANOHLIB.

MacurrabHa Tpareaist — criAbHa 6ipa Bciel kpaiHu. JANOHLI AO CTUXIIHUX pyVIHYBaHb CTaB-
ASITBCSI SIK AO HEBIABOPOTHOCTI, sIKy Tpeba mopoaatu. «OAHa 3 MepLINMX 03HAK SIMOHCHKOI AilICHOC-
Ti.. — KOMIIAEKC Ti-COTO. fIJK HaCAIAOK BMCOKOTO piBHs CoOlliaAisallil, MaA€HbKi I'pyly SINOHIIB
3AVBaIOTbCS B OiAblii, Ti — B iuje GiAbLii... TaK BIAITOBiAHO AO BCi€l Hallil sIK EAMHOI 3IrypTOBaHOI
L[iAICHOCTI, 11J0 TOPOAJKY€ SICKpaBe BIiAUYTTS yTi, TOYYTTs “lie MU, SAMOHL]i, BCi pa3oM sIK OAHE Lii-
Ae!”» [1, c. 263].
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Maitke pik fAmoHis XuAa B cTaHi Kpu3u Ta OOMEXEHb Y MOCTaYaHHI eAeKTPUKU B OCeAi, B
odicu Ta Ha TpaHcnopT. Hapoa AMCLMIIAIHOBaHO BMMMKaB €AEKTPONPUOOPH IO MEpIIOMY CUTHA-
Ay, TIOTepHaB Bip 0aratbox oOMexeHb. AAe HIXTO He PeMCTBYBaB, BCi 30epiraAu CIIOKiil, BUCTOIO-
BaAM IO A€KiAbKA TOAVH B Ueprax Ha TPAHCIOPT, SIKUI YaCTO He KypCyBasB.

Hagitb iHO3eM1li, 5IKi TpMBaAMil 4ac MelIKaTh B SAMOHii, B 11i Auxi AHI OyAU BpaskeHi OPSIA-
HIiCTIO, CAMOBIAAQHICTIO Ta CAMOBAQAQHHSM ANOHCHKUX IPOMAaASH.

MoskHa cKasaTi, 10 BCi 6araToBiKOBi MOAEAI MEHTAABHOCTI SITTOHIIIB AOCTOMHO BUTPUMAAU
1€ CTpalllHe Ta BUCHAXXAVBE BUITPOOYBaHHSI.

A 1m0 x pobuaa Oye 3 ii KOHTPAKTOM Ha BUAAHHS KHIDKKM A0 BepecHs 2011 poxky? fIk B yac
0oOMeXeHb €eAeKTPOINOCTaYaHHS (BOHO BMUKAAOCh Ha OAHY TOAUHY) IMOYYBaAaCs XYAOXKHULS-
KepaMiCTKa, sika MaAa BuOip: ab0 BUKOPUCTATH LII0 TOAUHY AASI BAACHOTO ITOOYTY, 200 Y MydeAbHiit
neyi obnaaoBaty Kepamiky Aast b. BosHuipkoro?

B Ykpaini mip yac 4opHOOMABCHKOI KaTacTpodu BCe XXUTTS A€TIAO 3 peitoK. Y HaiKpauoMy
BUITAAKY HAlll KHVDKKOBUI BUAABeLlb Ta XYAOXKHULISI-KepaMiCTKa MepernpocuAn O Ta BIAKAAAU BU-
KOHaHHS 00ILSIHOTO AO AIMIIMX YaciB.

AAe He B fnoHil, Ae KYABT «OH» — SIK OAQrOAiSIHHSI, AYXOBHOTO 60pry, 060B’I3KOBOCTI y CTO-
CYHKaX Ta IMyHKTYAaAbBHOCTi — 3aMMCaHMUM Y KOXKHOTO B MIACBIAOMOCTI, CIIpaBAl Ha T€HHOMY PiBHi.
KyAbT «oH» BUSIBUBCS CHABHiIMM HaBiTh 3a Oykyurimy. [ToTpeba 3apekoMeHAYBaTH cebe CBITY SIK
«HIXOHA3IHPOH» (AOBepILIeHNIT) TAMOOKO YKOPiHEHO B MEHTAABHOCTI KO>KHOTI'O SITIOHLISI.

Aab6om «Voran I'eopr TliHzeab» 6ya0 BupaaHo BuacHo. Y BepecHi 2011 poxy Bopucy I'puro-
poBuydy Bo3HuIIBKOMY 0COOMCTO OYAO IepepaHo ABa NMPUMIiPHUKY aAbOOMY Ta ITOBHUIL CEPBi3 AAS
YaMHOI LiepeMOHII B CTUAI 1Iirapaxi-sKi.
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Abstract. The article describes the special interest that representatives of Japanese intelli-
gentsia took in the personality and professional work of the outstanding Ukrainian art critic and
museum curator Borys Voznytskyi. During the times of the Soviet regime, in the conditions of
ideological oppression and the destruction of spiritual heritage in Ukraine (religious art, in particu-
lar), Borys Voznytskyi preserved artistic rarities of Ukraine (Halychyna), particularly the works of
Johann Georg Pinsel. The article traces the creative contact of the cultural scholar Fue Katayama
with the Lviv maestro and her initiative to publish in Japan an illustrated album of Pinsel’s works.
The publication took place in a tragic year for Japan, in the aftermath of the disaster at the Fuku-
shima-1 nuclear power plant. The publication of the album is shown as a manifestation of the con-
cept of “on” — a spiritual obligation, taken on by Fue Katayama.

Key words: Fue Katayama, Borys Voznytskyi, Olesko Castle collection, Johann Georg Pinsel,
Pidhirtsi Castle, Noh Theater, Fukushima Daiichi Accident, Shigaraki ware (Shigaraki yaki ceram-
ics), spiritual duty of “on.”
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Anoranis. [ly6aikauiss TeoperuuHoro Tekcty OaekcaHppa boromasosa «IIpo moprper»
(1915-1916) € 4yaCTMHOI BEAMKOIO PYKOIUCY «AYMKM PO MUCTELITBO», SIKUI XYAOXKHVUK HAIlCaB
SIK TIPOAOBJKEHHsI TeopeTu4Hoi mpari «Kuomnuc ta eaementu» (1914). TeopeTnuHi AOCAIAKEHHs
OyAM HeBiA'€MHOIO YaCTMHOIO MIOTO MMUCTeLIbKOI MpakTMKU. B kapTuHax Ta rpadiui boromasos pos-
poOAsie HU3KY BAAQCHUX IMPUIOMIB, 1[0 AQIOTb 3MOTY He AMIle MepeAaBaT AMHAMIYHI CTaHU 30-
OpaXyBaHUX 00’€KTiB, a i CTBOPIOBATY BPa’KEeHHs iIHTEHCMBHOI AMHAMIYHOI HAMIPYTU Ta BiATBOPIO-
BaTU BIiAUYTTS pyXy. [OAOBHMIT aK1|eHT B TBOpax 3pOOAEHO Ha NMCUXOAOTIYHOMY CIPUMHATTI BiA-
YyTTs LIbOTO PYXY 3 OOKy rasipaya. ToMy IOAQABILIL TeOpeTUYHi pO3BiAKM MOTAMOAIOBAAMCS Y OiK
Bidyaaisauii npupoaHoi eHeprii 00’eKTiB, 110 i BTIAMAOCS y HOBOMY TEKCTi «AYMKM PO MMUCTELT-
BOo» (1915-1916). 3a AOIOMOI0I0 METOAY aHAAITUYHOTO po36opy kuBomucHoro TBopy O. boroma-
30B BMOYAOBYE CBOIO MUCTELIbKY TEOPil0 SIK €BOAIOLIIO XMBOIVCHUX €AEMEHTIB. 3HAUYIly POAb y
TBOPYill MPaKTULI XyAOKHMKA 3aliMaB MIOPTPETHMUII )XaHP, TOMY BaXXAUBO AOCAIAUTU 4aCTUHY T€O-
PeTUYHMX TEKCTiB, IPUCBSYEHNX PO3YMIHHIO LjiAe€ll Ta )KMBOIMCHUX 3aBAAHb, SKi IIOCTAIOTh IIepeA
XYAO>KHMKOM IIiA 4aC CTBOPEHHsI IOPTpeTa.

Kawuosi crosa: Teopis moprpeta, TBopuicTb OAekcaHppa boromasoBa, mcuxoAoriss Mmucre-
LITBA, MOAEPHIi3M B YKpaiHi.

ITocraHoBKa nmpo0Aemu i MeTa AocAipkeHHs. Mucrenbki TBopu Oaekcanppa boromasosa
AQBHO TNPUBEPTAIOTb YBary AOCAIAHMKIB i OTpMMaAM HAA€XHY OLIHKY B HayKOBMX Ta HAyKOBO-
MOMyAsIpHMX po3BipKax. [IpoTe npu BUBYEHHI TBOPYOro CapKy boromasoBa AOCAIAHMKM HEMVHY-
Yye CTUKAIOTHCA 3 TAaKMMM IpobAeMaMy, SIK BU3HAUEHHS 3araAbHOTO aBTOPCHKOTO 3aMMCAY Ta po-
3YMiHHS AOTiKM (POPMOYTBOPEHHSI.

BupinieHHs LMX NUTaHb CTAa€ MOKAVBUM IPU AOCAIAKE€HHI TEOpPETUYHMX Mpallb XYAO>KHMKA,
SIKi B CBOII OiABLIOCTI Ille He OTPUMAAM HAAEXKHOTO PO3TASIAY B MUCTELTBO3HABCTBi. Ha cboropHi B
AKTMBHOMY AOCTYIIi AASL AOCAIAHMKIB € TeopeTuuHu TeKcT O. boromasosa «Kusonuc ta eaeMeH-
T», SIKUiT BiH cTBopuB 1914 poky [3; 4; 5] Ta Aeski okpemi npai [1]. 3HallOMCTBO 3 TEOPETUUHUMMU
TEeKCTaMM CBIAYMTD, 1IO AO OCMMCAEHHS AESIKUX TeM XyAOXXHMK IOBepPTaBCA HEOAHOPA30BO, i HO-
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TATKV 3 OAHOTO Ji TOTO )X IUTAHHS MOXYTb IlepeOyBaTy Y pi3HUX apXiBHUX AOKyMeHTax. Tomy my-
OAikaljist TeKCTiB 3 pi3HMX apXiBHMX AOKYMEHTIB 3a BUOPaHOIO0 TEMOIO MAa€ HAayYKOBY LIiHHICTb.

MeToau AOCAiIAKeHHS. BUKOPUCTaHO METOAM iCTOPMYHOTIO i MMCTELITBO3HABUOTO AHAAI3Y.

Hayxosa HoBusHa. HaykoBlii B oocTaTHil Mipi BucBiTA0BaAu TeopetuyuHuit Tekct O. boro-
MmasoBa «Kuonuc ta enemeHTH» (1914) Ta HEOAHOPA30BO MyOAIKYBaAM 110T0, X04a i AOCI 1isI TIpa-
sl He OTPMMaAa rAMOOKOTO aHAAITUYHOTO AOCAiAXKeHHs. [Hni Tekctu 1915-1916 pokiB it AoCi B
LIiAOMy MaAOBIiAOMi Y HayKOBUX KOAAX, KOMIIAEKCHO He AOCAiAXKeHi Ta He omybaikoBaHi. ¥ crarrTi
BIIepIlle A0 HAYKOBOTO 00iry BBEAEHO LiHHMIT apXiBHuUIT MaTepiaa «[Ipobaema moprpera» (1915-
1916) 3 Teopernunoi cmapmuuu O. boromasosa.

Bukaap ocHoBHOrO Matepiaay. OaekcaHpAp boromMasoB — XyAO’KHMK, SIKMI Y CBOil TBOPYO-
CTi MOEAHAB BCIO 0araTOMipHICTb Ta po3MaiTTs TEHAEHLi YKPaiHCbKOTO MOAEpPHi3My. B cBoiit Mu-
CTeLbKill MpaKTuli BiH IOCAIAOBHO BUIIPOOOBYBAB CTMAb MOAEPH, Ky0i3M, ¢yTypusm. [ToepHaHHS
3A00YTKiB Ky0i3My i GyTypusMy AO3BOAMAY CTBOPUTHU CMIAMBI 11 OpUriHaAbHI KybodyTypucTuyHi
TBOPMU, B SIKX XYAOXXHUK BUPOOMB BAACHUI CIloci0 mo6yAoBM ¢popM Ha KapTuHHIN naouyHi. Ca-
MOOYTHI Ky0ODYTYPUCTUYHI TBOPH, 1O CIPABASIIOTh BPOKEHHSI AMHAMIYHOI HAMPYTH i MepeA’loTh
BIAUYTTS PYXY, CTaAU BTIA€HHAM HaLIiOHAAbHOI BEpCil LiIbOIO HAIIPAMY.

BaacHa, Bi3HaBaHa TBopuya MaHepa boromasoBa cdopmyBasacs y 1913-1914 pokax mip yac
poboTU Hap TeopeTuuHOIO Mmpatieo «KuBonuc ta eaemenT» (1914), B skiit Bin Brepiue chopmy-
AIOBaB ipelo nepuioeAeMeHTiB muctelTBa. KoHijemniiro «eAemeHTiB MucTenrBa» boromasos po3spo-
OASIB T2 YAOCKOHAAIOBaB Y TEOPETUYHUX AOCAIAYKEHHSIX MPOTSIIOM BCbOTO CBOTO TBOPYOT'O >KUTTSL.

HasecHi Ta BAITKy 1914 poKy XyAOXXHUK IMAIAHO IpaliloBaB Hap pykomnucoMm «Kusomuc Ta
eAeMeHTI». boromasoBe pocAipkeHHs «KMBOMKC Ta eA€MEHT», a caMe BMBYEHHS 00’ €KTUBHUX
YMHHMKIB BIIAVMIBY MUCTELIbKOTO TBOPY Ha IAsIAQ4a, MO>KHA OKPeCAUTH Ppa3oro «Mu 6a4MMO Te, 1[0
BiaAuyBaeMoO». B pe3yabTaTi TeOpeTUYHMX Ta MUCTELIbKMX MPaKTUK boromMmasoB AOXOAUTH BMCHOB-
KiB, 1[I0 XYAOXKHE YSIBAEHHSI He TIIOBMHHO BIiAITIOBIAQTY pEAABHOMY O0’€KTY, a ITOCTaBaTy i3 MEBHUX
€MOLIHMX BiAYYTTIB i pizioAoriuHMX 0COOAMBOCTEN XYAO>KHMKA Ta TAsipaya. BiH yTBepAKyeThCS B
AYMLi, IO «TBOPYICTb Ma€ cTaTy Nncuxo¢izioAoriyHow, BOHa IMOBUHHA 300pakyBaTH, sIK 0COOMC-
TiCTh BiAOOPa’Ka€eTbCs B iHAMBIAYaABHOCTI i HACKPi3b IPOCSIKA€ OCTAHHIO — 300pa’KyBaTu ocobuc-
Te BP@KEHHS SIK OpraHiuHe BIAAYHHS, OYAb-SIKY piy sIK HACTpiil, SKMI BOHA BUKAMKAE; 30BHILIHIN
Ipoliec IIOBMHHA BOHA [TEPETBOPIOBATH HA MO3KOBUI aKT» [7, apk. 2].

CruaicTuyHa MaHepa XypAoKHUKa Yy 1914—1916 pokax cTpiMKO 3MiHIOETbCS Y Oik popmaaisa-
1il CKAQAOBMX KapTUHU, KOAY BiH pO3pO0OAsIE HM3KY BAACHMX IPUIIOMIB, 11JO AQIOTh 3MOTY HE AMIIIE
nepeAaBaTyi AMHaMiyHi CTaHU 300pa’kyBaHMX OO’€KTiB, a ¥ CTBOPIOBAaTM BPa’XeHHs iHTEHCUBHOI
AVIHAMIYHOI HaIlpyTM Ta BiATBOPIOBATU BIAUYTTSI PYXy HE3aAE€KHO BiA TOTO, IIOB’sI3aHe BOHO 3 KOH-
KpeTHUM 00’€KTOM 4M icHYe caMme 1o cobi. [0AOBHUII aKLleHT B TBOpaxX POOUTHCS Ha MCUXOAOTIU-
HOMY CIPUITHATTI BIAUYTTS LIbOTO PYXy 3 00Ky rasipauya. ToMy MOAQABIL TeOpeTUYHI PO3BIAKM TTO-
raubArmoBaAucs y 6ik Bisyaaisauii mpupoaHoi eHeprii 00’eKTiB, 110 i BTIAMAOCS Y HOBOMY TEKCTi
«Aymku ipo mucrentBo» (1915-1916). 3a AOIIOMOTOI0 METOAY QHAAITUYHOTO PO30OPY XKUBOIMC-
Horo TBopy O. boroma3oB BUOYAOBYE CBOI0 MUCTELIBKY TEOPIiI0 SIK €BOAIOLIiI0 KVBOIMCHUX eAeMe-
HTiB. [lepiia yacTMHa 301UUTIB IiA 3araAbHOIO Ha3BOIO «AYMKM NP0 MUCTeLTBO» HanucaHa B Kuesi
1915 poxky, mparst Hap HaCTYITHMMM YacTMHamu TpuBaaa Ha KaBkasiy 1915-1916 pokax'.

PoboTa Hap TEOpeTUYHUMU TEKCTaMU MOTpeOyBaAa YUMCAEHHUX eKCIIEPUMEHTIB i3 KOAbOPOM
Ta GopMOI0. XYAOKHUK IIPOBOAMB MPAKTUYHI AOCAIAM i3 ICMXOAOTIYHUM BIIAVIBOM €AE€MEHTIB >XU-

'IHAAMAM VYxpaiun, ¢. 360, om. 1, crip. 157 ta crp. 158. XyAOKHUK IIPOAOBXYBAB POOOTY Haa L€l mpaneo i y
1920-x poxax, 3a3Ha4yauM B yCix aBTOOiorpadisx, aHKeTax i IMOCAYKHMX CrMCKax, mo B 1914 poui Oyaa HammcaHa
TiABKM IleplIa YacTHHA.
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BOIMICY Ha TASIAQYA 3aA€XKHO Bip ixHboi popmy, KoAbOpy Ta Miclus Ha maomuHi'. B maacTuuHmx
ipnesix boromasoBa BiAAYHIOIOTH KOHLIeMNLlii eK3uCTeHLiaAbHOI cy0’ekTMBHOCTI Oprapuxa Hiire?
[9, p. 86] Ta inTyiTMBi3aMYy AHpi Beprcona® [2, apk. 96—97]. Y ko>xHii1 i3 Hux boromasos 1rykaB Bia-
MOBiAl Ha cBoI 3anuTaHHA. MoxHa ckasaty, o B boromasoBomy «KuBomnuci Ta eaeMeHTax» i B
HacTynHUX Tekcrax 1915-1916 pokiB nmpeBaAlo€ MO3UTUBICTCHKUN TOTASA Y BUKAAAEHHI BAACHOI
MMCTELIbKOI Teopil, sIKa I0CTa€ Y BUTASIAL IOEAHAHHS AOTIYHOI'O OCMMCAEHHA Ta eMITIpUYHOTO ITi-
3HAHHA XMBOMCHOI IPUPOAM TBOPUYOCTi B EAVHOMY MeTOAl. beprcoHiBcbKuil iHTYiTUBI3M BUSBU-
BCs CIiB3BYYHUM ipessM boromasoBa 110A0 MOXXAMBOCTEN MEepPEeBTiIA€HHSI €CTeTUYHOTO XBMAIOBAH-
HSI XYAOXKHMKA «B 3HaKM MUCTeLTBa» [4, c. 17] i MIAIITOBXHYB /10r0 AO CTBOPEHHSI BAACHUX Teope-
TUYHUX TIOHSTD, SIK-OT «TBOpYE MEPEAUYTTSI» 1 «eCTeTUYHEe XBUAIOBAHHS XYAOXKHMKA», SIKi, TTOEA-
HYIOUMCh Y MUCTELbKil TPaKTHLli, TOPOAXKYIOTb TBOPUMIL AOCBiA XypAOKHUKA. HIAsIX AO iCTMHHOTO
MUCTeLTBa AAsl boromasoBa IepeApyciM NMOYMHAETBCA 3 BUYBAHHS Ta €CTETMYHOTO XBUAIOBAaHHS,
1110 BUHMKAIOTh Y MUTLA 32 MEPILIOro 3HaMOMCTBA 3 HAaTYypoIo.

Teopernunnit AOpoOOK XyAO>KHMKA B 1ieiT 4aC AOMTOBHIOETHCS cTaTTsAMU «I1po moprpert. LliH-
HocTi popMm AroacpKoro obanyuds. Tpu crapil y po3BUTKy nmoprpera», «IIpo cuMBoAU mpeameTa.
ITpo >xuBomnucHy MoBY. ITpo maacTuuHy AyMKy Ta ii po3BUTOK» [2], «3aKOH 3aMilljeHHsI» Ta «3MiHa
BUAMMOTO 3a0apBAeHHS» [7] TOIII0.

Ba)KAMBUM >KaHPOM AASI TBOPYOI MPAKTUKU XYAOXKHUKA OyB mopTtpeT. Tomy po3aiAu, npu-
CBSTY€HI PI3HMM acCIIeKTaM M10TO AOCAIAIB LIbOTO JKaHPY, € B&XAMBYMMH Yy PO3yMiHHI 3araAbHOI MUC-
TelibKoi mpakTuku O. boromasosa.

[TiaroToBAeHi A0 myOAikarii TekcTu O. BoromaszoBa 6yAn HamucaHi MPUOAM3HO B OAVH TIepi-
oA — v 1915-1916 poxax. Pykonucu 36epirarotbcst B IAAMAM Ykpainu B ocoboBomy HoHAL Xy-
poxHuka (Ne 360). AoxymeHT «IIpobaema moprtpera» (cmp. 158, apk. 2—12), AoaToBaHUI B OMUCI
¢doHAy 1915-1916 pokamu, € YACTMHOI BEAUKOIO TEKCTY «AYMKU PO MUCTELTBO», IO JIOTO aB-
TOP BUKAAB y AE€B’SITU 30IIMTax. [HII AOKyMeHTM — Lje ¢pparmMeHTU TeKcTiB i3 pykomucy «Okpemi
HOTaTKM 3 MucTeyTBa» (cmp. 165, apk. 8, 10), AoaroBaHoro B onuci 1916 pokom. AOKyMeHTU ITyOAi-
KYIOTbCsI y TIepeKAaAi 3 pociiicbKoi MOBH, siKuit 3pobuaa Bikropis Hazapenko. [Tpu nepekaaai 36e-
PeXXeHO OpUTiHaAbHI CKOPOYEHHS CAiB, IX BIAHOBA€HO Y KBAAPAaTHUX AYKKaX y TOMY 3Ha4€HHi, sIKe
BUITAMBAE 3 KOHTEKCTY PEYEHHsI Ta BUBYEHHS iHIINX AOKYMEHTIB (POHAY.

BucHoBku. TeopeTHuHMII CIIAAOK XyAOXKHMKa-TeopeTuka OaexkcaHpapa boromasosa Ha cy-
YaCHOMY eTalli pO3BUTKY BiTYM3HAHOTO MMCTELITBO3HABCTBA BBOAUTHCA AO LUIMPOKOTO HAaYKOBOTO
00iry i AO3BOASIE TIEPEOCMUCAUTY 3HAUEHHSI TBOPYOCTi MUTLS, sIKMIT Ha MOYaTKy XX CTOAITTS 3a-
IOYaTKyBaB HOBe MMCTELbKe OaueHHs Ta IepeAOauuB BiAKPUTTS, 5IKi TpaHCHOPMYIOTb €BpOIEN-
CBKMI1 Ta YKPalHCBKMII )XUBOMUC. boromasoB 0auMB CBIiT Kpi3b MpM3My MMUCTELITBA i HAAE€XKaB AO
HalKpalluX PEACTABHUKIB YKPAIHCbKOI'O Ta CBITOBOT'O aBAHIAPAY.

! TIpuKAQAOM TaKOTO AOCAIAKEHHS € «30IUNT i3 MUCTELbKO-TIPAKTUYHIX AOCAIAXKEHD B3aEMOAIL pOpMU Ta KOABO-
py». Pykonuc € oAHUM 3 AOKYMEHTIB, i3 AKMX cpOpMOBaHO CIpaBy, 1o 36epiraerbcs y UAAMAM Ykpaiuu (¢. 360,
om. 1, ciip. 189 [6]; A0KAaAHiLIe TIPO Ljelt AOKYMeHT AuB. [8]).

2 TlepiuuM AOCAIAHMKOM, SIKUIT 3BepHYB yBary Ha Leit ¢axT, 6yB Anapeit HakoB. Y aucrax A0 ApyxuHu Boromasos
HeoAHOPa30Bo 3rapyBaB KHIDKKM @. Hine «Tax roBopus 3aparycTpa» i « AIOACBKe, 3aHAATO AIOACBKE.

3 TlocaaHHsI HA 3HAIOMCTBO i3 KHIDKKOI0 A. Beprcona «TBopua eBOAIOLis» 3aHOTOBAHO Y PYKOIMUCI «AYMKM IIPO
MUCTELTBO», a TAKOX y Aucti O. BoromaszoBa Ao ApyxuHu B. BoromasoBoi-MoHacTupchKoi Bip 5 6epesust 1916 poky
(UAAMAM VYkpaiuu, ¢. 360, on. 1, ciip. 201).
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Aoaatoxk Ne 1

Cnpasa 158 « Aymku nnpo mucreniTBo». Posaiau 5-9

[ITpo npobaemu i cTapii po3BUTKY IOpPTpETa, CUMBOAM IIPEAMETIB Ta PO3BUTOK MAACTUYHOI
AYMKH, TTAOLIVHY KapTUHU Ta GOPMY SIK BiAOOPasKEHHS CYMU BPasKeHb. ]

Astorpad. 3omntn. 1915-1916. 5 pooxymeHTB. 97 apk.

3MmicT V 3ommTa.

ITpo noprper. LlinHicTh popMm Alopcbkoro ooamuus. Tpu craaii y po3Butky noprpera. Ilpo
CcMMBOAM TIpepaMeTa. [1po >xuBomucHy MOBY. ITpo maacTMyHy AYMKY Ta ii pO3BUTOK.

Biaryk: Caabo, MOBTOPIOETHCS

ITpoaymaTu: mpo noprper

TIpobaema nopmpema

B moptperti My y Hanbiab pi3Kilt popMi HAIITOBXYEMOCS Ha CYyIEPEYHICTh MK ITEPETBOPIO-
BaAbHMM Ha4aAOM MUCTELITBA i TPaAMLIHOW LiHHiCTI0 GpopMM Y HalIill cBiAoMocTi. Mu 3pemTor
A€TKO MMPUMOCS 3i 3MiHOI0 BCiX iHIIMX 00’€KTIB MAACTUYHOTO CBITY, aAe HisIK He MOXKeMO Ipoba-
YUTU XYAO>KHMKY 3MiHM HalIol BAACHOI GOpMM, HALIOTO OOAMYYS SIK TaKOro. My HaATO AIOOMMO
cebe, CBOE BAACHe i BpeLITi-pelT 0COOMCTICTb AIOAMHY Y TOMY BUTASIAL, SIK BOHa CKAQAACh Y CBOE-
MY MaTepiaAbHOMY BUTASIAL 3aBXKAYM AUIIAETHCS AASI HAC HAMBUIIOKO LiHHICTIO, X04a OM MU 1 mpar-
HYAM criekatucs ii Bcima AoriyuHumy MipKyBaHHsiMu. Haie Sl He moropuTbcs Ha Te, 106 3 110TO Ti-
AecHOI ¢izioHOMIi cTBOpMAM sKiCh BipipBaHi popmy, sIKi y CBOiiT CyMi AQA€KO BipAerAi Bip AilicHO-
ro 00’exTy. XyAOXKHUK i MUCTELITBO He MOXXYTh TOMY He BPaXOBYBaTU IT€BHOI CXOXKOCTi, TOOTO TO-
ro, 11J0, BAACHe, i CKAAAA€ CYTHICTb MOHATTS: «[lopTpeTr». 3BiACK BMHMKae HIOUTO TeBHA Cynepey-
HICTb 3 Ti€lo 3MiHOI0 00’€KTa, sIKa YePBOHOI0 HUTKOK MPOXOAUTD Yepes3 BCIO 1[I0 Mpalfio. 3Aa€ThCS,
1[0 B MOPTPETi MOTPiOeH HIOUTO SIKUIICh KOMIIPOMIC, 1[0 HEOOXiAHO 3pOOUTM MOCTYIIKY TPaAMLIi,
1[0 3a3BMYall MOPYLIYE BXKe LiAiCHICTD i B ycsikoMy pasi craButh IlopTper sikoch 0KpeMo, 300Ky.
Lle HeoOXiAHO i Ay’ke BaXXKAMBO 3’sicyBaTul. TyT 51 mpoOyI0 HACKIABKM MO>KAMBO IMOBHillle 3HANTH i
AOBECTH, 110 AQHi, sIKi BurpaBaaAu 0 i [TopTpeT B ceHci CXOKOCTi i He CTBOpIOBaAU 6 CyrepevHOCTi
i3 3araApHMM HamnpsiMoM Bciel npaui. llJo ckaapae mopTper i uum BiH cebe cTBepAXye? Bip mopTpe-
Ta MU BMMAraeMo MpOsIBiB XXUTTs Y HABUILLOMY JIOTO HaIPYy)KeHHi, 00 MUCTELTBO, sIKe /10r0 Bi-
A0OpasnA0, 6YAO HACTIABKU TAMOOKUM i CIIMPAAOCST Ha AOCBIA, 1[0 3MOTAO O YMICTUTU B 00AMYYi
AIOAVIHY BCi CBOI OAKPOBEHHSI, BCIO CBOIO ITOTYXKHICTD i TAMOMHY, aAe 3 TaKOI YMOBOIO, 11106 dop-
Ma, sIKa IpUIIMaE 1iell 3MiCT, He 3MiHIOBaAach, He po3nopoluryBasacs 6 Ha GOpMM MEHII AOBepLIEHi.
BiaMOBUTHCS Bip TOTO, 110 OOAMYYSI AIOAMHM € He AOBeplleHa AAs Hac ¢opma, 1o MOXxe OyTu
I0Ch OiAblile, AASI HAC HEMOKAMBO 3 Ti€l MPOCTOI MPUYMHY, 1[0 MU 110T0 He 3Haemo. Haitbiabiie,
IIJO AOITYCKA€ Hallla CBIAOMICTb, 1le YaCTKOBa AOBEPLIEHICTb JIOTO YaCTHH, aA€ 3aTaAbHUI 3B’30K X
i ixHi B3aemuHu MawTh OyTu HemopywHuMuU. llJonpaBaa, 1je CpUYMHSIE BeAuve3He YTPYAHEHHs
TBOPUYOI AYMKH, aAe€ lie 1Ije He AOKa3 HEMOXXAMBOCTI. AoBepiieHa Gpopma, KO0 € 00ANYYS AIOAVIHY,
He MO’Ke He BUMaraTu AAsl ceOe i HaliBUILIOTO HAINIPY>KEHHS i YyITHOCTi y TOBOAJKEHH] 3 MaTepiaAOM
mucrenrsa. (Ia. 1)

[Tepep Hamu ABa Oe33arepeyHUX TBepAXKEHHs: 1) HEOAMIHHA L[iHHICTh AIMICHOTO 00’eKTa SIK
HOCisI BCiX MpUIHATYUX LIiHHOCTEV, i ApyTe) JIoro He3alepeyHe )XUTTEBE MPaBO Y Halllill CBiAOMOCTI.
Mu He MO>XXEMO MUCAUTY AIOAMHY I03a ii TiAeCHMMM O3HaKaMy, 103a I 00AMYYSIM SIK HaVITOAOB-
HIIlIOI0 PMCOI0 BChOTO i 1liA0T0. MU MUPUMOCS 3 BIACYTHICTIO PYK, Hir, YaCTMHM BCbOTO TYAY0Q,
aAe OOAMYYSL... Hi... IO L[iHHICTh MU He MOXXEMO BiAKMHYTU, TOMY L0 3 HEl0 HaWTiCHillle OB sA3aHi
BCi Haui HafKpali 6a>kaHHs, YCTPEMAIHHSI TOLIO i B HbOMY Bce (iKCyeTbcsl Halile XXUTTSL. | sIK Bipo-
OpakeHHsI LIbOTO KUTTsL, SIK ITeBHA 10oro maTepiaaizoBaHa popma OOAMYYS € HEMOPYIIHE HAYAAO.
CrpakpaHHSA, PaAiCTb, AOMUTAMBUI TOTASIA, HaAlsl, IOXMYpPUI CTpaxX, KApTaHHA — BCe B HbOMY.
Ao My 3miHIOBaAU GOpMU iHIIKX, APYTOPSIAHMX 00’€KTIB MAACTUY[HOTO] CBiTY, TO Lle MU pOOU-
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AV AVILIE AASI TOTO, 100 SIKOMOTA SICKpaBillle IPeACTaBUTH HauioMy S AIOAMHI Ti LiHHOCTI, AKUMU
BOHA MOXXe i Ma€ BOAOAITH. fIKIL[0 MM BHOCMAM B HUX CBOIO iHAMBiAYaAbHY OpraHi3alliio, SIKIO MU
32 pEYOBUM IIIYKAAU BiAOOpa)KeHHsI BUIIOTO CMUCAY, TO 3HOBY X TaKM 3 IIOBaru A0 CaMoro cede, A0
TOTO L{IHHOTO, 1[0 3aKAaA€He B Hac camuX. Mu 3HuIyeMo popmy APYTOPSIAHY AMIIIE AASI TOTO, 1[00
Hallla TOAOBHA Qopma, Hama AIAMHA, MOTAQ 3HANTU B Hill CBOE BIAOOPa’KEHHS i 3aA0BOAEHHS
CBO€ET TBOPUOI opraHisaliii. B 11boMy CMUCA 3HUILIEHHS APYTOPSIAHMX QOPM i TiIABKU 1€ BUIIPaBAO-
Bye ixHe 3HMIeHHs Y MucTelTBi. 1llo 5k My xouemo, 110 6YAeMO MaTH SIKIL[O 3HUIIVIMO CBOIO BAAC-
HY GopMy, B iM’sl SIKOI, TAMOIIO] AOCKOHAAOCTi, My OyA€MO IOEAHYBATH 3HMIIEHI YaCTUHY YU BBO-
auTu B HuX HOBI. llJo Buine uiei popmu y Hauiit CBiAOMOCTI, Ae TOM 3pa3oK KU1 MY MOTAM O Ha-
caipyBatu? Haile BTiAeHHsT 00)KeCTBa He /A€ AaAil BTIAEHHSI IOTO y AIOACBKUX Xe GpopMax, 3 AIOA-
CbKUM K€ O0AMYYSIM, i €AVHE, [0 MU 3MiHIOEMO, 1ie JIOrO BHYTPIlLIIHIO CHAY, SIKOIO i HaAiAsiEMO,
IpPUHAVIMHI YsBOIO, 060)KeCTBEHHMMM YapaMu. My 60roTBoprMoO AIOACBKe 00AMYYs], 00 He 3HAEMO
iHo1 popmu Giabi AoBepieHOI. Auiie AIOAVMHY € HOCIEM YCiX ii ICMXOAOTiYHMX LIIHHOCTE, BChO-
ro 1l MUHYAOTO, TEMEPILIHbOrO i MalOYTHHOrO. 3PYIMHYBABILIM I0TO, MU PYITHYEMO B HBOMY i €A-
HICTB yCixX LiMX 4aciB. Yce 1je 3aKAMKA€E A0 30epe>XXeHHs 110r0 iHAMBiAyaAbHOI popMI, aAe 1je 5K BKa-
3ye i Ti CKAaAHI, aAe TAMOOKI IASIXH, SIKi TOBUHHI MIPOASITATU AO HbOTO, 100 MUCTEL[TBO MOTAO IIO-
BHICTIO BUP&)KaTy B AaHil1 popmi BCio TAMOMHY CBOTO MPOHUKHEHHS.

3i 3pyiiHOBaHUX APYTOpPSIAHMX (POpPM, BM3HAUYaAIOuM CHAY, 1O B HUX Ail0Tb Ha Haue fI, mu
3HAXOAMMO AeAaAl TOHIII 11 rAuOLIi crtoco6u ix opraHisaiiii Ta HAOAMKAEMOCS AO HalICKAQAHILIOTO
3aBAQHHSI MUCTEL[TBA, AO OPTaHi3allil CMA OOAMYYSI AFOACBKOTO, AO i10r0 TlopTpera, AO BUSIBA€HHS
TOI BeAMYe3HOI i 6AM3bKOI HaM LIiHHOCTI, sIka 3aXOBaHa B HboMY. | TyT, 5K i paHillle IASIX HALIOTO
BM3HAYEHHS LIIHHOCTI POAsITa€ yepe3 3BUYHE, CYTO 30POBe BiAUYTTs 00’ €KTA, BiA SIKOTO Yy HacC yxe
i CTBOPIOETHCSI Te UM iHIlle BPa)KEHHSI, sIKE BXKE € HE CaMUM 00 €KTOM, 2 YMMOCh, 110 HiOM TOBOPUTD
Yyepe3 HbOTO. | BIATIOBiAHO AO LIbOTO OyAe ABa MOPTPETU: MOPTPET, 1O MA€E 30BHIIIHIO CXOXICTb 3
00’eKTOM i )XMBe TiABKM LM 30BHIlIHIM i HOPTPET, 1J0 Ma€ BHYTPIIIHIO CXOXICTb, BIATTOBIAHO AO
TUX AQHMX AKi MM MaEMO Bip BTOPMHHOIO BpakK€HHs. 3BiACH TAaKOX SICHO, IO i IIASIX PO3BUTKY
[TopTpera Mae CrOYaTKy NMPOMTU IEPIIY CTAAII0 30BHILIHBOTO 30iry, CTaAil0 MOXKAMBO OAM3BKOTO
HaOAVDKEHHsI AO O0’€KTY, Te, 1[0 Y HAC NPUIHSITO BUPAKATU MOHATTSIM «SK XUBUI» MAIOuy IiA
UM Ha yBasi LiAKOBUTI 30iru i3 30BHilIHIMKM O3HaKaMu 00’ekrta. lle TakoX HEOOXiAHO MpoiiTH,
11106 Ai3HaTMCS HapeuITi, {00 3pO3YMITH, 1110 30BHIIlIHI 03HAKM MaIOTh AUILE CBOIO IIEBHY, BIAHOCHY
71 0OMe>KeHy LiiHHiCTb. L]e HeoOXiAHO AASI TOTO, 100, AIVIIIOBLIM TaKMM LIASIXOM AO MeXi 30BHilI-
HbOI 03HAKV, MUCTEL[TBO YCBIAOMMAO O HapewITi, IO TyT FAYXMIL KYT, i 1[0 iCTUHHUI IASIX A€KUTD
Aeto 300Ky. Apyra craais IToprpera BUBOAUTh MUCTELTBO 3i CTBOPEHOTO FAYXOTrO KyTa Ha HOBY
IIVMPOKY i CBITAY AOPOTY i BKa3ylOTh HalpsIMOK, B SIKOMY KiHI[eBa MeTa 30pi€ AaA€KUM BaOAVBUM
inearoM. MUCTeLTBO HECKiHEUHE 1 BeCb CMUCA VIOTO JXUTTSI MTOASATA€ Y HeBIMHHOMY BiAKPUTTI HaM
HOBMX TBOPUMX LIIHHOCTEMN i3 BKa3aHHSM 30pPiHHS iAeaAy, LIASAXIB AO HbOTO, A€ B )KOAHOMY pasi He
OCTaHHBOTO AOBEPILEHOTO CAOBA, caMoro ipeaay. Toai, KoAM 1le HacTaHe — MMUCTELTBO OyAe BXe
MePTBUM. AAe B LIIAOMY, MUCTELITBO, 5IK iA€s1, HIKOAU He MOYKe TIOMEPTH, 3aBXKAU OyA€ KUTHU, apKe
IIASIXM 1I0TO AOCKOHAAOCTi Oe3KiHeuHi i BCi CXOASITBCS Y CBOEMY KiHLleBoMy ipeaai — B Boxkect-
BeHHi1 MyApoOCTi. 3 orasiAy Ha OOMEXeHICTb i HEAOCKOHAAICTb AIOACBKOTO A LIASIX MUCTELITBA Ai-
AUTBCS B AIOACBKill CBIAOMOCTI Ha OKpeMi eTany, sIKi AASL CBIAOMOCTI, 1J0 He TSMUTb iael Mucrel-
TBa, HEPIAKO 3AQI0ThCSI OKPEMUMM, TAMOOKO pi3HMMU i HaBiTh cymepedyauBuMuU. Bee 1ie BUXOAUTD 3
HEOAHAKOBOI OL[iHKM (aKTOPiB, sIKi XapaKTepU3YIOTb AaHMI1 eTan MUCTeLTBa, Bip mepebiAbleHOro
Yy IPUMEHIIEHOIO IX 3HaUeHHs, HeBMiHHA BIiALIYKAaTU iCTMHHOTO HANPSIMy CUAM, 1[0 iX OpTaHisye.
AASL TUX BIIEPTHUX, XTO HE XOUe BU3HATU AIVICHOTO 3HAYEHHS OPraHi3yludoi cMAu Y paKTopax oKpe-
MMUX eTalliB MUCTELITBA, AASl TUX IMOAAADBILNI IHASIX MUCTELITBA BIAXUASIETHCS i IPUXOAUTD Y TAY-
XM KYT, I]OO y CTPaXXAQHHSIX i )KaXxoBi Bip YTBOPEHOI TYT IOPO>KHEYi 3A00yTU iCTMHHMIT LIASIX Ha-
CTYIIHOTO €TaImy i 3HOBY MOOAYMTH papicHe CBITAO BaOAUBOTO ipeaAy. I Tak Bip eramy Ao eTamy — B
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HeckiHueHicTb boxxectBeHHOI MyapocrTil.. I Kaxy: cyyacHuil MOpTpeT y CBOIil MepIliil CTaAil 3a-
VILIOB Y>XK€ B TAYXMM KYT, 1 1032 3MIHOIO CBOT'O LIASIXY, [1032 Y€CHUM, L[MPUM BU3HAHHSAM OpraHi3y-
IOUVX J10T0 (PAaKTOPU CHAM LIbOTO BUXOAY HeMa€e. TyT MUCTELITBO IIOMePAO, 00 3BiACYU He BUAHO Ba-
OAMBOTO CBiTAQ JIOTO iA€aAy, TYT BeAbMU CAabHe opraHisyroua cuAa i 3BiACM HeMae IASXiB, IO
SIKVIX AIOAVIHA MOTAa 01 3HOBY ITOAMHYTU Y HecKiHU€eHHICTb.

A1 BUBOAXY 1ior0. Sl BKa3yro 11oMy HOBUII IIASIX, A€ OpPraHi3yloua cuaa 3A00yBa€ CBOIO ITOBHY
HaTIpY)KeHICTb i B YCAKOMY pasi M03Haya€ HOBMII eTamn. /oro mpaBAMBICTb Yy TOMY, 1110 He TbMSHie
Ha LbOMY LIAsIXY BoxecTBeHHMIT iAeaa MucTenTBa, a PO3MAAIOETHCS SICKPABIlIMM, BaOAUBILIMM
noAyM’siM. Lle, Heomaauma KynuHa, 1110 SIBASIETBCST HAIIOMY AYXY, OAM3BKICTb 1l MOXKHA BiAuyBaTH,
aAe MAINTY BIPUTYA HEMOXXAMBO.

A xaxy, mwo IlopTper, y cBoeMy HalKpalllOMy CMMCAI, Ma€ MepPerTU i MePeXOAUTDb y APYTY
CTaAII0 CBOTO PO3BUTKY. Y pyiHax mepioro Mu 3A00yAeMo 3a0yTi LIiHHOCTi i BAMUXHEMO B HUX XXUT-
Ts1 CMAOIO OPIaHi3yI04oi BOAL

O6AMYYSI AIOAY, SIKO TIPEKpacHa i HalAOBeplileHilia ¢popma, HalLiHHilIa AAST HAIIoTo A, Hece
B cO0i 0€3Aiu NMPMXOBAaHMX CHA, CyMa SIKMX AQ€ HaM iHAMBIAYaABHICTb. XYAOXKHUKM HaMaraAucs
BAOCKOHAAUWTY 30BHILIHIO (pOPMY i IPUIIIAK AO MEPTBOIO KQaHOHY Kpacy, MEPTBOTO TOMY, IO IO-
AQABILIMI PYX 3anepedyBaBCs. XyAOKHUKU BIAKMHYAUM KaHOH i IIParHyAu AuIIe AO MO>XAMBO TOY-
HOI Iepepayi 30BHIIIHbOI GOpMM IHAMBIAYYMA i 3aMIIAYM B TAYXUIT KyT 0OMe>xeHOCTi popmu. A vy-
TAMBIIL IPUIILIIAK AO YCBIAOMAEHHSI TOTO, 1110 3a popMoI0 € 1[oCh iHlle, Buile. CKAaaacs cynepey-
HicTh MK ¢popmoro i 3micToMm, are BAapa popmu, MmiAKpinAeHa BiACYTHICTIO SICHOTO YCBiAOMAEHHS
IIpO OPraHi3ylouy CHAyY, IepeMOrAa 4u BipHillle Ha Yac 3aTpyMaAa BUPIilleHHs cynepedyHocTi. Muc-
TEUTBY MOTPibeH OyB yac, 100 y CBIAOMOCTI XYAOXKHMKA SICHO OKPECAMBCS i IIEBHO PO3BUHYBCS
MapOCTOK OPraHi3yiouol crAl, 1[00 BipOyAacs meBHa mepeoLjiHKa BCiX YMHHUX OKpeMuX GaKTopiB i
TiABKM MICASI 1IbOTO CYIIEPEYHICTb, 1[0 CKAAAACS Y MUCTELTBi, MK ¢popMoIo i 3MicToM Moraa 6yTu
IIEBHOIO MipOIO BUCBITA€HA i B IbOMY CBITAl ITIO3HAYMBCA 1 IIAAX 1i BUPIlLIEHHS.

Opranisyoua cuAa BKa3ara HaM Ha Ba)XAMBICTb BTOPMHHOIO BPa)KE€HHs, Ha 3HAY€HHA i
3B’SI30K MiX AIIOYMMM CMAAMU, Ha 3HAUEHHS MOPTpeTa i cuMeTpil, Ha OpraHiYHUM 3B’I30K MiXK eAe-
MeHTaMu MucTelTBa, Ha ix TpaHchopMylode 3HaYeHHs pu dikcalii Haroi TBOpYOCTi, Ha Bce OyT-
Ts1 KapTyHY, sIK Ha OKpeMMil )KUBUI OPIaHi3M... BCe Lie PO3KpUTE OPraHi3yl04o0l0 CUAOIO i Terep Mu
CTOIMO IepeA BUPIlIeHHSM NMUTaHb 3 OpraHisalii CMA Yy HaMBUILiN, HAMLiHHIIIIN AAST HaC popmi —
B [loptperi.

[*]

BupiiieHHs Bcix nutaHb 6yae moxoiTucs Ha GopMmi 11 KOAbOPi, HA HAMBUILOMY i HaMOiAbII
HAIIPY’)KEHOMY 11 TOUHOMY OOAIKY Aifourx y HuX cuA. OOAMYYS AIOACBKE € IIEBHA TUIIOBa popMa B
SIKiVi, BKAIOUEHi ApiOHI popMM, yTBOPIOIOUM Pi3HOMAaHITHI MIOEAHAHHSI, BCTYIAIOYM 3 HUMU B Ti UK
iHIIi KOHTPACTU, MOEAHYIOUNICh 3 YCI€I0 3araAbHOIO (POPMO YTBOPIOIOTD 3araAbHY CyMy CBOEI Ail —
iHAMBiAyaAbHiCTD 00AMYYsL. (IA. 2—1, ia. 2-2)

[Tepie BpaskeHHsT — BUAMMA 30BHilIHA GopMa 0OAMYYSI, APYTEe — AEII0 MPUXOBaHe 32 UM
dbopmamuy, Ipu YOMY KO>KHa OKpeMa ¢popMa Hece i1 OKpeMIIT CKAAAHVK 3 YCi€l CyMU COKPOBEHHOTO.
Mu 3HaeMO AIOA€lT AOOPUIX i 3AMX, BECEAMX i 3 IIEYATTIO CTPAXKAAHHSI, CYMHMUX, 3aAYMAVBHX TOLIO,
TOOTO KOXKHA 3 HUX Hece Ha CO0i OIABII UM MEHII MeBHUIT TICUXOAOTIYHMIT BIAOUTOK, SIKUi1 i € pe-
3YABTaTOM BTOPMHHOI'O BpaXeHHs. 3BiAKM 11 cyMa? BoHa ckaaaacs 3 Ail KO’KHOI okpeMoi popmu
00AMYYS, 3 iX IOEAHAHD, IPU YOMY ITOEAHAHHS BCiX OKPEMMX CKAAAHUKIB OOAMYYSI B 3aTAABHY CY-
MY 32AE€XUTD Bip TAMOMHY HALIOTO MPOHMKHEHHSI 32 MEXi 30BHILIIHBOI GOPMM, BiA CTYIEHS Ail0UMx
B HUX CUA. 3BIiACK pi3He pO3YMiHHS TOTO CaMOro 00AMYYst, HaKT HIOUTO MAAOTIOMITHU, aAe BaX-
AVIBUJ AAS HAC TUM, 1O BiH SICHO MTO3HAYa€ LWIASIXM AO MMOAAABLIOTO BUPillleHHA IOCTaBA€HOIO IU-
TaHH:A. [lepea HaMU SICHO IOCTAIOTh OKPEMi CMAM B AIOACBKOMY OOAMYYi, MOKAMBICTD IX BU3HA-
4yeHHsI i cBipoMoi opranisaiiii. KoskHa okpema ¢opma, uu TO 0KO, Hic, OpoBU, sIKa-HEOYAD 3MOPILKA,
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pi3Ka puca Tollo, BCe, TOCTAl04YM IIepeA HAMU Y CBOIX 30BHIIIHIX Pi3HOMAaHITHMX O3HAKaX, CTBOPIOE
B HAIIOMY BTOPMHHOMY BpPaXK€HHi Bip LIMX O3HaK MCUMXOAOTIYHY CHAY pi3HOI sikocTi. MaTtepist 00-
AVYYSI TOBOPUTD IIPO AYX LIbOTO OOAMYYS 11 TAKMM YMHOM Yepe3 BUAMMY 30BHIIIHIO GpopMy CTpy-
MEHUTD B HAIIly CBIAOMICTb BiAUYTTsI CBO€EI IIPUXOBAHOI CUAU. SIKIIIO MU OAUBBKO MIAIIAEMO AO LIMX
CHA 4epes3 sICHe YSIBAEHH: iX c0o0i, uepe3 MO>KAMBO SIKHANITOBHIIY sIKICHY OLIIHKY KOXXHOI OKpeMO1
CuAM, TO MU OypaeMo OAMBBKUMU AO ix opranisauil. CKkaapHICTD L€l opraHizauii B Tomy, 1o6u
SIKOMOTA YMCTillle BUSHAYUTY TICUXOAOTIUHUI BIATIHOK KO>XKHOI GopMU i IKOMOTA SICHIIIIe BipAQAU-
TU B CBOI1 CBIAOMOCTI 30BHiIIHIO pOpMY i Te BTOpMHHE BPa’KeHHs], sIKe /1 CTBOPIOE Y HAC TICMXOAO-
rivHUM BiATIHOK cuau. Tpeba 3ymiTu moOOpOTH BAAAY 30BHILIHIX O03HaK GOPMU MAHECTUCS HaA
Helo, 00U BIALIIYKaBIIM B Hill IASIXU Yepe3 sIKi 0COOAMBO CHABHO CTPYMEHUTb Lieil IICUXOAOTI-
HUI BIATIHOK CMAM 3HAlITV B CBOEMY >KMBOIIMCHOMY MaTepiaAi HeoOXiAHI 3aco0M AASL TIOTO BMpa-
Ti, aA€ MU He 3HMILVMO I IIIAKOM, TOMY IIIO TOAI MU 3BeAeMO 1i B po3piA HDKUMX ¢dopM. Mu He
MO>XXEMO LIbOTO 3po6uTH, 60 BCe 00AMYYS € HADIABII AOCKOHaAA AASI HAC GopMa B yCbOMY IAAC-
TUYHOMY CBiTi. AAe KOAM MM TOPKaEMOCS 3MicTy (opMU, CXOBAHOI B Hill CMAM, TO Hallle IIPaBoO Op-
raHi30BYBaTU il AMIIAETHCA 32 HAMMU i TYT MM MOXX€MO AKHAMIIOBHillle IPOSABUTY CBOIO TBOPYY BO-
AIO, CBO€E iHTYiTVMBHEe IPOHMKHEHHS: M/ MOKeMO KepyBaTu 3MmicToM ¢opmu. Y Hac € Koaip. Bin
HaVOiABIII SICKPaBO BUPa’Ka€e 3MicT GpOpMU i AO HPOTO MU MA€EMO 3BepHYTUCS. BpaxoBytoun ncuxo-
AOTiUHi BIATIHKM KOABODY, JI0r0 KOHTPACTU i IOEAHAHHS 3 iHIIMMM MU OyA€MO IIYKaTH HaibiAbLI
MOTpiOHe BMpakeHHs B KOXKHi popmi. A 1[iAKOM BIAKMAQIO 3BUYATHUIT KOAIP OOAMYYSI, Te 1[0 MU
Ha3/BAEMO KOABOPOM TiAQ, BIAKMAQIO TOMY, 1O LisI CYTO 30BHILIIHS O3HaKa HiYOro He FOBOPUTH Oi-
ABIIIE TIPO CcaM 00 €KT, ONMPAETHCSI BTOPMHHOMY BPaXKeHHIO i 3BoAUTD [TopTpeT Ha 3BMYaiHuII 1ja-
OeAb Kormii. Har ske mopTpeT B )KOAHOMY pasi He € KOIIi€l0, TOMY 11O IiA MOHATTSIM «KOIIis» Ma€eThb-
Cs1 Ha yBa3i TOP>KeCTBO 30BHIIIIHIX 03HaK 00’€KTa, aAe )XOAHVM YVMHOM He BHYTPiILHiX.

Koaip Tira roBoputh 6iAblire po 1oro ¢pismyHe KUTTs, aAe Ay>Ke MAAO IPO >KUTTS AYXY, BiH
3BOAUTH XUTTsI GOPMU A0 3BMYAITHOI MaTepii, A0 MepLIOoro BpaXkeHHs Bip 00’eKTa i AASI XyAOXKHU-
Ka-TBOPLIS i AASI TASIAQUA € TTOYATKOM, L0 3aTbMaplO€ BTOPMHHe BpakeHHs. Koabopu Bcix okpe-
Mux GpopM OYAYTb IIOEAHYBATUCS TeIEP Ha MACTaBi CMAM IICUXOAOTIYHOCTI CBOIX BiATIHKIB i TOMY
3BMYAIHI B3AEMUHU MDK TOHaMU OOAMYYS TYT He TOASThCs. Lle Buimit mabeAb oprauisauii i Ha
HBOMY i BiH Ma€ TpMBATU 32 TOAOBHOI AOTIOMOTHM HaMOiAbLI 3MiCTOBHOTO i baratoro eaemeHTy Ko-
AbOpY... TyT moTpiOHe Bullle HANPY>KEHHS IHTYIL XyAOXKHMKA, OCKIABKM XOY TPOXM HEBrapaHUMI
TOH 3HMIIUTD BCIO OpraHisaiio. BoHa Hap3BUYaHO HIXKHA, aAe B HI)KHOCTI CBOIM Hece Hap3BUYall-
HY BUpasHicTh. (IA. 3, iA. 4)

AAst mprkAapy BisbMeMo ¢opMy A0ba B AIOACBKOMY OOAMYYI 1 IIOCTAPAaEMOCS 3TapaTU sIKe
6araTCcTBO BUpPa)KeHHsI Hece B co0i 11 popma. € A06u BriepTi, AOOPi, BIAKpUTI, 0OMeEXeHi i T. A.
CAOBOM MM MA€EMO AyKe OaraTuit BUOip ixHix BupasiB. YsBiTb 00, 1[0 B AQHOMY AIOACBKOMY 00-
AVIYYi BUBHAYMAY TICUXOAOTIUHMIT BIATIHOK A00a, K popmu. Sk oOpa3om 1ie Bupasutu? Bu baunre
1o popmy i 1151 popma MeBHO rOBOPUTH BaM. Bu 11yKaeTe Ti 03HaKu B SIKMX LisI HAOiAbIlIe BUCAOB-
A0€ ceOe. Bu 3HaxoauTe iX B yciil maacTu4Hii Mo6yA0Bi popmy, B i OiAbLII YU MEHIIiN CKYABII-
TYPHill BMPa3HOCTi, CIlpaBa B TOMY, 110 B O0OAMYYi AIOACBKOMY OCOOAVBE 3HAaUEeHHsI MAa€ caMe 1is
CKYABITYPHICTb: HA XBUAMHY VSBIiTh 110r0 CO0i MAACKMM i Bu OypeTe BpakeHi OipHicTIO. L[s1 cKyAb-
NTypHa BMPa3HICTh HaA2€ OCOOAMBOI LIIHHOCTI AaHi popMi Aoba i B IbOMY MU MA€EMO 3aMBUIT AO-
Ka3 HeoOXiAHOCTI 1i 30epe)xeHHs1. BusHauuBIM y cebe CTymiHb HEOOXIAHOCTiI CKYABNITYpHOI popmu
MM BAMBA€EMO B Hel IeBHUM 3MiCT KoAbopy. DopMa + KOAip MalOTb AQBaTU CUAY TOTOXHY 3 OTpU-
MaHOIO HAMU Y APYTOMY Bpa>K€HHI.
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skl

Tperts, HaiiBa)Kya aAe i HaliramO1Ia cTapist po3BUTKy ITopTpera A€XUTb B TOBHOMY 3HUIIIEHH]
03HaK 30BHIIIHBOI NMOAIGHOCTI 3 00’€KTOM. Apyra CTapis AuIle TOTYE AO LIbOTO MEPEXOAY i B Hiil
HaTpyXeHHsI GOpPMU AOCATAE BUILOI MeXi, TOI MeXi PO SIKy TOBOPUAOCS BUIIle B PO3BUTKY ¢op-
mu. Oxpema popma B mopTperi, po3BUBaIOUYM CBOI SKOCTi B HALLIOMY BpPa)kKeHHi AOCSTae Toi Mexi B
SIKiVl TOAQABIINIA 1i PO3BUTOK BiAITOBIAHO AO 30BHIIIIHIX O3HaK Y>Ke He MO)Xe IIPOAOBKYBaThCs 0e3
BHYTPIIIHbOI, AOCUTb CUABHOI CYIIEpeYHOCTI 3 OTPUMYBAaHUM BpaKeHHAM. KopoTuie: Apyra craais
BUSBASIETbCS AQAl HAATO CTAaTUYHOIO.

[TpaBaa, 3amicTh 00’eKkTa, AFOACBKOTO 00AMYYsl, HAa KapT[uuHii] ITa[omuHi] 3’siBAsieTBCS 30-
BCiM IIJOCh He CXOXe i HaBiTb AMBHE: IOEAHAHHS SIKMXOCh GOPM, AiHiN i mAsiM. Best AMBMHA IPYHTY-
€TBCS TYT HA TOMY, LII0 MU HAATO 3BUKAU AO iHIIOTO «[TOPTpPeTa», KU FOBOPUTH OiAblile oyaMm, a
He MOYYTTIO. MU 3BUKAU 0QUUTU B TAKOMY IIOPTPETi» OOAMYYST AIOAVIHY, TOOTO TIOEAHAHHS IIE€B-
HUX $GOPM i B IEBHOMY X MOPSIAKY. Temep s 3HUILYIO 1ie i y MeHe BCi MACTaBU AASL LIbOTO B HasiB-
Hocri. [To-nepiue, 36epeskeHHsT GOPM 0OAMYYS, L]0 BUPAXKAETHCS Y 30BHILIHIX 03HAKAX CYIEePEYnTh
caMill CyTHOCTi BTOPMHHOI'O Bpa)KeHHA. AAKe HaM caMe AOpoOre Lje BPa)KeHHsI, OCKIAbK/ TiAbKU B
HBOMY LIiHHICTb 00’€KTA, a 1je Bpa)KeHHS He Ma€ MeBHOro 00pa3y, B HbOMY BiH BipoCyTHit. Mu 6Oa-
Y1MO 00AMYYsI, OYMMA, aAe Xiba ouMMa MU Ai3HAEMOCH, 1[0 LisT AIDAMHA AOOpPA, YU 3Aa, PO3YMHA UM
AypHa towo? Hi — 1je Hallle BTOpMHHE BpakKeHHsI i TIAbKM Ha MACTaBi HbOTO MU 11 MOYKEMO BUOY-
AOBYBATU CBOI0 po6oTy. [IppOAHO BMHMKA€E MUTAHHS: YOMY )X HE MOKHA BUPa3UTU AOOPUIL i TIpu-
€MHUI BUPa3 O4ell AQHOTO iHAMBiAYYMa 30epe)XeHHSIM 30BHIIIHIX O3HAK LIMX O4eil, 30iroM IXHbOI
¢dbopmu 3 06’ekTOM? 3BMYATHO MOJKHA, aA€e SIK MM 0QuMAU TiABKM AO MEBHOI Mipy, A0 Tol Mexi B
HaIpY>KeHHi popMy, sIKe lile He BUKAMKAE TIOMITHOI CyriepeqHOCTi. AaAi My MOBMHHI BIAMOBUTHUCS
BiA 30BHILIHBOI POpMU, BIAKMHYTH 1i 5IK y>Ke HEeMmOTpiOHY i mrykaTu HOBUX GOPM i IXHIX MOEAHAHD,
sIKi AaBaAu O TOTO>XXKHe BpakeHHs. Lle He o3Hauae 10 Hallli MOEAHaHHS OYAYTb caMe CTBOPIOBATY
«Bpa)KEHHsI AOOPUX Ouell», 10 TAsIAQY MOOAYUTh TaM TaKi Oui, aAe BiH MOXXe BiAUyTM iX OAU3Db-
KiCTb, SIKIIIO BiH AOCUTH TOHKO MOXXe IIACYMOBYBaTU OKpeMi CKAAAHMKYM KapTMHU. AAXKe HaM BaK-
AVIBO TIEpeAQTY BPa)KEHHS Ti€l MPUXMABHOCTI, Ti€l M'SKOCTI sIKe yMillleHO B AAHOMY IIPUKMETHUIKY,
TaK OV MOBUTMU JIOTO MY3VYHMIT aKOPA. BCs CKAaAHICTD PO3YMiHHS TaKOro TBOPY MOASITA€ B TOMY,
[0 MU HAATO 3BUMKAU AO MPEAMETHOTO i 4KCTe BPaXKeHHsI 103a MEeBHUM 00pa3oM AASl HAC AYKe
CKAapHe. M1 He MO>XeMO 11je HACOAOAKYBATUCS TBOPOM JKMBOIIMCY, HE I'BAATYIOUM CBOIO YABY II€B-
HUM NPEAMETOM, MU 3aBXKAM 3HaXOAMMO B COOi IIparHeHHs IOB’s13aTY HaNMCAHUI TBip 3 SIKUM-
HeOyAb peaabHUM npeameToM. TyT JKuBomnuc BrisHae cBo pipgHy cecTpy — Mysuky. (Ia. 6, ia. 7)

[To-Apyre, Takuit TBip CTBOPIOETHCS TiAbKM Ha TOHKOMY OOAIKY CHA, 1O AiIOTH B AQHOMY
00’eKTi, Ha MMposBax IXHbOTO BIIAMBY Ha IIOYYTTSI aBTOPa, KOTPOMY HEOOXiAHO MIiAIIYKaTU Y CBOEMY
MaTepiaAi TOTOKHI aKOPAM CUA Y TOeAHaHHI GopM, AiHilt i papO. Came TYT >KMBOIMCHI eAeMeHTU
OTPUMYIOTh HapellTi TIOBHY CBOOOAY AASI CBOTO PO3BUTKY, CBOOOAY, sIKa He 0OMeXKeHa BUITAAKO-
BOIO 30BHILIIHPOIO O3HAKOI0 00’€KTa, KOTPUIL € AMIIIEe TIPUYMHOIO IXHBOTO >XUTTSI, 3aTe CyBOPO ITiA-
KOPIOITbHCS OPraHi3yl04OMY IIOYYTTIO XYAOXKHMKA, IOTO IHTYITUMBHIN BOAI.

TaemHuiss A06pux oueit 6yae TpaHchopmMoBaHa B TAEMHULIO >KUBOIMUCHUX POPM, B MOBY
LIbOTO AVBBHOTO MMCTELITBA, B JI0T0 SICKpaBy 0apBMUCTy MOBY. TYT >XMBOIVIC TOBOPUTDb CBOEIO Ailic-
HOIO, BIABHOIO MOBOIO 1 SIK Tenlep BUAQETHCSI AUBHMM, 11O BiH paHillle AASL CBOEI MOBU 3BEPTABCS AO
BCiASIKMX TIO3MK 31 CTOPOHM.

Yci popmu 06AMYYS LiiHHI 11 )KOAHA 3HayHa popMma He MOXe OyTu LiAKoM 3HMIeHa. [1ip 3Ha-
YyHUMM GOpMaMy MM MAEMO Ha YBasi HallBOXKAMBIIII «4aCTMHU OOAMYYSI»: HiC, AOD, LIJOKA TOLIO, a
IiA HE3HAYHMMU OKPEMi MAOIIVHMY, SIKi BXOASTh AO TOAOBHMX 4YacTuH. (IA. 5)

AuHamism ¢GopMU He IOBMHEH AOAATH ii CyTHICHOTO XapaKTepy.

@opwma, 36epiraroun CBOI CTPYKTYpPY, MOXKe PO3Mill[yBaT! 11 KOHLEHTPYBATy CBiil 3MiCT B
OyAB-sIKMX MiCLISIX CBOTO MPOCTOPY. Lle Aae MOXXAMBOCTI 3HAYHO MOCUAUTHU II MAACTUYHE OaraTct-
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BO, He MOpYIIyIoun i Xxapakrepy. AMHaMi3M NIPOSIBASIETbCS HE TiABKM Y 3MiHi XapakTepy ¢opmuy,
aAe 11 mepemiuienHi ii 3micrty. Lle HeoOXiAHO MaTu Ha yBasi, TPy BUPillIeHH]I MUTAHHS PO >XUBOIIU-
cHUM nopTpert. TiAbKM CMABHO BUPa)KEHUI AMHAMi3M 3HMIYE OCHOBHY popMmy. Uu € MOXXAMBICTD
MPUIYCKATU Takui y popmax 06AnYYs AIOACBKOro? BiporiaHo Hi, OCKiABKYM KOXKHE 00AMYYS Hece B
co0i AAsT HalIoOl CBIAOMOCTIi MEeBHY AOBEPLIEHICTb B LIAOMY i TiCHUN [Hepo306ipAuBo] 3B’I30K MK
OKpeMUMM CBOiMM 4acTMHaMMU. [TopyleHHs 11boro 3B’s3Ky a00 BiACYTHICTb, HAaITOAOBHILINX Yac-
TVH BUKAMKAIOTb ITOYYTTsI OOAICHOI AMCrapMoHii, >kaAro Towjo. ToMy 3aBAQHHS BUPIlLIIEHHS >KUBO-
MJ)CHOIO MOPTPeTa MAa€ paxyBaTUCA 3 LMMU HEOAMIHHVMMM YMOBaMM HAlIOI CBIAOMOCTI, fIKa TiCHO
3pocAacs i3 3araAbHOIO0 CTPYKTYpOI 00AMYYs. BOHO ckopille MUPUTBCS 3i 3MiHOIO 3MiCTy SIKOi-
HeOyAb dopmu, HixX 3 1i BiacyTHicTI0. UM 1je He mpsiMa BKasiBKa AASI XYAOXKHMKA CKOPUCTATUCS Lii-
AKOBUTUM AMHaMi3MoOM 3MicTy popmu i cTpuMaHuM pAmHamisamMoM camoi popmu? Yu He TyT BuUpi-
meHHs1 muTaHHA? CBiAOMICTD Aeriie MUPUTBCS 3i 3MiHOIO TOAOXKEHHSI 3MicTy ¢popmy, 3 I KOABO-
POBOIO 3MiHOM0, HIXK 3 MOPYILIEHHSM YM 3HUIEHHSIM aHATOMIYHOI KOHCTPYKLii B AIOACBKOMY 00-
Anyyi. Bona mpo6aunTh 3Aerka BUKPMBAEHUI HiC, KOCE OKO TOIL[O, aA€ He MOXe 3aA0BOABHUTUCS
BIiACYTHICTIO 200 HE3BMYHOIO MOOYAOBOIO SIKOi-HEOYAD CcyTTEBOI hopmu. Kpim Toro, o6Anyus € 1ii-
AKOM TI€EBHUIT OKPEMUIT IPEAMET, 1[0 Ma€ CaMOCTillHe 3HaY€eHH: i LjiHHicTh. HeoOXipHO mam’sTaTH,
11]0 )KMBOIIVC 11032 IIOPTPETOM MA€ CIPaBY i3 IOEAHAHHM LIiAO1 CyMM OKpeMuX 00’€KTiB, 5K, Hamp.,
y meyizaxi: OYyAMHOK, AepeBo, TpaBa, Aopora Toio. KoxXeH i3 111X IpeAMeTiB Mae caMOCTillHe iCHY-
BaHHSI, LiHHICTD i CUAY, 5IKi /1 BCTYAIOTh Y CYIEPHULITBO OAVH 3 OAHUM i1 Y B3a€EMHIiI1 60pOTBOi Yy
CTIIPUITHATTI XYAO>KHMKA TaK 4 iHaKIe BUSBASIOTh CBOIO LIiHHICTb. Toi1 )Xe 00’€KT B3ATUIT OKPEMO
He Ma€ co0i CyNepHMKIB y CBOEMY LIAOMY, AIKe TaKUMM YMHOM i He MO>Xe OyTu mopyuieHe. Ko i
BiAOYBa€TbCs1 y HbOMY 00pOTb0Oa, TO 1is1 60pOThOA BHYTPILIHS, CUAY SIKOI MOXXe OYTY KOHCTaTOBaHO
IIOCHAEHHsI a00 3MaAiHHS sKOi-HEOYAb 1oro ckaapoBoi. Tyr O0oporpba BiAOYBa€eTbCs TOAOBHUM
YMHOM Yy TaAysi po3MillleHHsI a00 AMHaMi3My 3MiCTy KO>KHOI OKpeMoi popMu, sIKa AAST XYAOXKHMKA
BMPA3UThCsSl B HAIlpaBAEHHI ITOCUMAEHHS UM MOCAAOAEHHS XapakTepy AaHoi ¢opmu. Tiapku BCTy-
a4y B 60poTb0y 3 iHIIMM CaMOCTiITHUM 00’€KTOM MOYKe B P€3YAbTATi BUNTK 3MiHA KOHCTPYKLII
OAHOTO 3 00’eKTiB i BTpaTa 4u 3MiHa CKAaAOBUX YacTUH. ToMy LiAiCHICTb KOHCTPYKLii 06AMYYs B
JKMBOIIMICHOMY MOPTPETi MOKe OyTM MOpYyLIeHa TiAbKU IPU CyMillleHHi JIOTO 3 iHIIMM AOCTaTHBO
CUABHUM OO’€KTOM, aAe i1 Te e NMUTAHHS HACKIABKM CUABHO MO’KE BUPA3UTUCS L 3MiHa:
3B’SI3HICTh OKPEMHUX YaCTUH B OOAMYYL AOCATAE AASI HAC OiABIIOL MilTHOCTI. MOXXAMBICTD 3MiHIOBa-
TV AMHaMIiKy 3MiHy BCcepeAVHi oKpeMoi GpopMy, OCUAEHHS Ii XapaKTepy 3MiHa KOAbOPY SIK MaTepi-
aAy — OCb Ti MOKAMBOCTI B MeXaX AKX MOXXe pO3BMBATUCA TBOPYICTh )XKMBOMVCHOTO IOpTpeTa.

[TpaBa popm 06AMYYSI Y CBOIN 3aTaAbHIl KOHCTPYKLiI AO TIeBHOI Mipu camoAep>kaBHi. BoHu
AOITyCKalOThb PO3BUTOK AMlle B OiK BUSBAE€HHS CBO€EI iHAMBiAYaABHOCTI. B moepAHaHHI 1jux 3Haiipe-
HUX iHAMBiAyaAbHUX GOPM Mae GyTM HaMmideHa BCS TICUXOAOTiUHA TAMGMHA 06’exTa. li mOBHMIT
PO3BUTOK BUPA3UTHCS Y MOAAABLIOMY HAamOBHEHHI GOPM 3MiCTOM, TOOTO B KOABOPi, KOTpUH y
3B’I3KY 3 IPOCTOPOBOIO GOPMOIO AACTD KiHlleBe BUpaKeHHsI GopMU. XYAOKHUK CUAOIO CBOET iHTY-
i1ii MpOHMKa€E B 3HAYEHHsI MaTepiaAy OKpeMoi GOpMU PeaAbHOTO 00’€KTY, B 1l MOSKAUBY MCUXOAO-
TiYHy rAMOMHY i BUIIYKYIOUM B CBOEMY 0apBUCTOMY MaTepiaAy BiAIIOBIAHMII TOH, BPaXOBYIOUM AM-
HaMi3M 3MiCTy B peaAbHill ¢popMi TUM caMMM 3HaliA€ MOTPiOHI LIASIXM AAST 3aTIOBHEHHSI OOpaHUM
TOHOM HaMiueHol popmu cBoro TBopy. Came 1o cobi SICHO, 1110 XYAOXKHUK Ma€ BCTAHOBUTH sIKi ¢o-
PMU TOAOBHI 32 CBOEIO A€I0, 5IKi ADYTOPSIAHI TOII0, TOOTO CBiAOMe BM3HAUYEHHSI BCiX B3aEMOBIAHO-
cuH GpopmMu, MOBHMIT 00AIK cuA ToO0. TiAbKY TOAI MOXKAVBE BUHMKHEHHS )XMBOIIMCHOIO TIOPTpeTa
/1 3aAOBiAbHe BUPpIillleHHs IOCTaBA€HOTO NMUTAHHA. B HbOMY NOBMHHA PO3BMHYTUCA BCSA PAAICTDb i
TparisM KOAIpHOTO MaTepiaAy, K BiAOOpasKeHHs MCUXiYHOro baraTtcTBa 00’eKTa i TBOPUYOCTI XyAO-
>KHUKa. [IUTaHHS PO TiA€CHICTb TAaKOTrO MOPTPETa, 3BUYANHO, BIiATIAAAE, aAe 3aTe, 30epirim TiAb-
KJ BUAVMY, 30BHIIIIHIO CTPYKTYPY CBOIX YaCTUH, OyA€e BUSBASITY >KMBOIIMCHO IICUXIKY PeaAbHOTO
00’eKTy, IepeAOMA€EHY Yepe3 iHAMBiAYaAbHICTb XYAOXKHUKA.
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Aoaatox Ne 2

CrnpaBa 165 «Okpemi HOoTaTKu 3 MucreuTBa . [Ipo po3ymiHHA CyTHOCTI MuUCTelTBa; GopMmy,
KOAIip, TOPTpeT; BTIA€HHS B MUCTELTBI IOHATb TPAriyHoro i papiCHOro»

Astorpad. 1 pooxymenr. 1916. Apk. 8.

IToptper

AVIBOBIDKHE KMBOIIMICHE CKa3aHHs, YapiBHa Ka3ka. YopHa OKPYTAICTb JOKYM M'SIKO BXOAUTD Y
CUHIO KYAIO BOAOCCA. Apyra ’karyya IaAka IoKa 3aKpyrAMAacs LIBMAKO 11 HEPBOBO, KYIA€TbCs B
YOPHill NAAMI 11 BUAQ€E COHAYHI naxouii. Kopaai BycT po3LBiTaloTh Bia II papOCTi...

BiAunit XxoAOAHMIT AOO LIMAIHAPMYHOI pOpMM MILIHO 1 BAAAHO TPUMAE IXHE KUTTS, CSIOYUU
3HM3Y OAAKUTHUM i 3eaeHuM. PioAeTOBa BeceAKa PO3AMAACS AIBOPYY, pO3IaAacs 3BepXy POXKEBUM
BiSIAOM, ITepETBOPUAACS Y BY3bKe KOAO 11 yI1aAa OAQKMUTHOIO NPipBOIO 3a CMHBOIO KyAelo. Bce TpeMm-
TUTb, CIIOBHEHE XUTT:, BCe )XVMBe, PO3KPUTE y CBOIN TaiHi.

3BUBMCTi KOPUYHEBI 3allAAVHYU 3aKPYTUAKCS Y OiAMX i 3€A€HMX 3aBUTKAX, CIAYTAAUCH, TIepe-
MIAEAVICS VI 3aKASIKAYM Y CMePTeABHIN cypaoMi. HopHa KBappaTHa MasiMa A0Oa IOXMYpPO HaBUCAA HaA
cipo-dioaeToBOIO 1I0KOI0, BiAKMAQIOYM BHI3Y TAMOOKY TY>KAUBY TiHb. ['ocTpi KyTu dpopm 3imrTosx-
HYAUCSI, YBITHAAMCS 1 3aBMEPAY Y HENMOPYIIHOMY 0e3cuAAi... TeMHi AiHil posnauBAuCs B 60KK 11
3aMKHYAMCSI YePBOHO-KOPVMYHEBUM KOABOPOM. bire MOKpUBaAO OOrOpHYAOCS AOBKOAQ T'OAOBY,
3alAyTaBIINCh Y YOPHUX KpanAsX. TucHyTb. My4aloTb... YepBoHOrapsya cmyra pospisasa TiHb.

AopaTok Ne 3

CmpaBa 165 «OkpeMi HOTaTku 3 MucTelTBa . [Ipo po3yMiHHS CyTHOCTI MUCTeLTBa; GopMmy,
KOAIp, MOPTPET; BTIA€HHA B MUCTELITBI IOHATD TPArivHOIO i paAICHOTO»

Agrorpad. 1 poxymenrt. 1916. Apk. 10.

ITopTper y TOMy BUTAfIAL, K BiH ICHY€ HMHIi, He MOXX€ BB2)KaTUCSI BUTBOPOM MUCTELTBA —
TaK I'PYHTOBHO BMKPVBAEHi i1 3a0yTi B HbOMY >KVMBOIMCHi 3aKOHU. BpaxoByloun notpeby mybaiku
MaTy 300pa)KeHHsI OAM3BKMX iM 00AMYD, 3aAUILMMO JOTO iM, aAe He OYA€MO BUCYBaTU AO HbOTO
XYAOKHIX BUMOT. Y AQHOMY BUIIAAKY BiH He MOXKe MIAHSATUCS Bulle, 00 mybAika O6akae 6aunTu
TIABKM MaTepiaA, TIABKM MAaCKY, IPUIPABAEHY OiABIIOI0 UM MEHIIOI AO30I0 AiTepaTypHOI ICUXO-
aorii. Ha it AiHil TpyBae Ha/DKOpCTOKilIa 60POTHOA HOBOTO XYAOXKHMKA 3 MybAiKo0, 60 TYyT Xy-
AOKHUK 3aXMIIIa€ CBOI TBOPYY OCOOMCTICTD, a mybAika — BikamMy HaKOMM4YeHY iHEPTHICTD i Hepo-
3yMiHHs caMoi cyTHOCTi MucrenrBa. HeAMBHO TOMY, KOAUM MK HOBMMU XYAOKHMKAMM TPAIASI-
IOTbCSI TIEPCOHY, 1[0 MAYTb Ha KOMIIpoMic i3 myOaAikoro. TyT >kopcToka 60poTbba, i He KO>KHOMY
AQHO AOCTaTHBO CHA i pO3yMiHHsI, 1106 CMiAMBO AOAQTM BCi NEPELIKOAN: He 3a0yABMO, ILJO XYAOXK-
HVKU He 3BAAIOIOTBCS AO HAC i3 MiCsALs, a BUPOCTAIOTh i pO3BMBAIOThCA HA Till CaMill TPillIHIN 3eMAi,
1[0 11 MyOAiKa...

ToMy MaloTh paljilo Ti, XTO BiAUYBIIM HOBi 30pi MUCTELITBA, 3aXOMA€HO KpU4YaTh, 1110 Mucre-
urBa JKuBonucy Ije HeMae i 10To KBiTU AMIIIE TIAbKY PO3ITYyCKAIOTbCSL.
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KASHUBA-VOLVACH O.

THEORETICAL LEGACY OF OLEKSANDR BOHOMAZOV:
THE ARTIST’S NOTES IN THE PORTRAIT PROBLEM

Abstract. The publication of Oleksandr Bohomazov’s theoretical text “On Portrait” (1915—
1916) is part of the large manuscript Thoughts About Art which was written by the artist as a
continuation of the theoretical work Painting and Elements (1914). Theoretical studies were an
important part of his artistic work. In his paintings and graphics, Bohomazov develops a number of
his own techniques that make it possible not only to convey the dynamic states of the depicted
objects, but also to create the impression of intense dynamic tension and reproduce the feeling of
movement. The main emphasis in the works is on the viewer’s psychological perception of the
feeling of this movement. Thus, his later theoretical explorations moved towards the visualization
of the natural energy of objects, which was embodied in the new text, Thoughts About Art (1915—
1916). Using the analytical approach to painting, Oleksandr Bohomazov formulates his artistic
theory as an evolution of painting elements. Since the portrait genre played a vital role in the
artist’s creative practice, it is important to study the part of his theoretical texts aimed at
understanding the goals and pictorial tasks that the artist is faced with during the creation of a
portrait.

Key words: portrait theory, the work of Oleksandr Bohomazov, psychology of art, modernism
in Ukraine/
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AHoranis. BiapuicTh Tpo€eKTiB, MOB’A3aHNUX i3 Cy4aCHMM MUICTELTBOM, BiAOYBa€eTbcs y CTO-
AV, IHIIi yKpalHChKi MicTa MalOThb HebaraTo IMOTY)XHUX OCEPeAKiB MOMyAsipu3allii cydacHOro mMu-
CTelLITBA Ta aKTMBHUX IIPEACTaBHUKIB apT-MeHeAXXKMeHTy. OAHaK caMme Taki iHiljiaTuBy nosa mMexa-
My KueBa MOXXyTb MaTy CyTTEBMII BIIAMB Ha CYCHiAbHI TpaHchopMmauii. MeTolo cTaTTi € aHaAi3 Ai-
SIALHOCTi apT-M€eHEeAXXMEHTY rpoMaACcbkoi maarpopmu IBaHo-DpankiBebka «Ternae micTo» y cdepi
CY4aCHOTO MUCTeLTBa. BIIpOAOBX A€B’SITM POKIB Lis1 mAaTgopma BTIAIOE UMCAEHHI NMPOEKTH, SIKi
iHinirol0Th cycmiapHi TpaHchopMmalii B Micekiit rpomapi. OAHMM 3 HaIpsIMKIB AiSIABHOCTI € 3aAy-
YeHHsI ITPOMAACBKOCTI MiCTa AO CyYaCHOTO MMCTeLTBAa Yepe3 BUCTaBKM, MypaAlu, meppopMaHCH,
MPOCBITHULIBKI MTPOEKTU TOLIO, sSIKi PEAAI3YIOTbCS 3aBASIKM IPAHTOBII MATPUMLI 3 60Ky mAaTdop-
MU. ApT-MeHepXepy AATHOPMU NPALIOIOTh Haa nporpamoro « Ternauit ApT», sika micast 2018 poky
TpaHcpopMyBaAacs B iHuI npoekTn. POKYCOM AisIABHOCTI MMUCTELIbKUX iHilliaTMB 0OpaHO cyyacHe
Bi3yaAbHe MMUCTELTBO B KOHTEKCTI IMATPUMKHU XYAOXKHBOI KYAbTYpH B MicTi. Bip 2015 poxy npoek-
Th «Pe3supeHLia AAsl XyAOXKHUKIB», «BIAKPUTUIT MUCTELIbKUI AKTOpii», IPAaHTU Ha BUCTaBKHU TO-
IO MepecAipyIoTh L0 MeTy. KpiM TOro, mpoekT nomyAsipusye BiaoMi MucTenbki nocrati XX cro-
AITTH, AKi KMAM Y MICTI Ta Kpal, 4yepe3 MATPUMKY BUCTABOK, 30KpeMa TBopuicTb [lapacku ITantku-
I'opuusit, Ocuna Copoxres, Ctenana HaszapeHnka Ta iHIImX.

Kato408i croBa: cydacHe MUCTELTBO YKpaiHU, BidyaaAbHe MUCTELITBO, apT-MEHEAKMEHT, IAa-
thopma «Tenae micTo», Mucrerpke XuTTs [BaHo-OpaHKiBCbKa

ITocranoBka mpo6aemu. OCTaHHE AECATHAITTS B YKpaiHCBKOMY MMCTELbKOMY IIPOCTOpi
BUPI3HAETbCSI YMCACHHYMM NPOEKTAMM, TPOMAACBKMMMU iHilliaTMBaMy, aKTMBI3aLi€l0 1IXHbOI Aep-
>KaBHOI MIATPUMKM Tol0. Taki 3aX0AM MalOTh BEAMKMIT BIIAVIB Ha Cy4acHe CYCIIiAbHe XXUTTS B €KO-
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HOMIKO-IIPAaBOBOMY, MUCTELIbKO-KYABTYPHOMY, COLIIOAOTIYHOMY Ta ICUXOAOTO-II€AArOTiYHOMY ac-
neKTax. biAbIIICTh TaKMX MPOEKTIB BiAOYBa€TbCS y CTOANLII AepyKaBY, aKTUBHY YYacTb Y LIbOMY Oe-
PYTb NIPeACTAaBHUKM apT-MEeHEAXXMEHTY, fAKi € YaCTO IX aBTOpaMM Ta CIiBBMKOHAaBLISIMMU.

OAHaK TpPaAMLiMHO TOKa30BMM AASl €BPOIIENICBKOIO CYCIIIABCTBA € PiBe€Hb CYCIiABHO-
KYABTYPHOTI'O XXUTTSI A€P’KaBU 3a MeXXaMy CTOAMLi. TOMy Ba)KAMBMM € aHAAi3 MO3UTUBHUX TEHAE-
HIIiJi, TOB’SI3aHMX i3 MOMYASIpM3aL[i€l0 CYYaCHOTO MMCTELTBA B YKPAIHCHKMX perioHax, Ta I0Ka3o-
BUX TPUKAAAIB BIPOBAAXKEHHSI CyYaCHUX TE€XHOAOTI Oi3HeCy, MapKeTMHIY 1 YIpaBAiHHS B apT-
iHAyCTpil y KOHTEKCTi AOKQaABHMX CYCHiABHMX TPaHCHOpPMALIiL.

AHaai3 ocTaHHiX AocAipKeHD i myOaikaniit. [TpoOaema, SIKy BUCBITAIOE CTATTS, 11je He OyAa
IIpEAMETOM HayKOBOTI'O AOCAipKeHHs. ToMy OCHOBHMMU AXKepeAaamM iHbopMmallii, 3aAy4eHMM AO
po3BipKHM, cTaAu odiuiitHa iHTepHeT-cTOpiHKa mAaTdopmu «Ternae micto» [7]; wopiuni 3BiTH po
AlsIABHICTB AaTdopMu [3; 4; 5; 6]; mybaikauii mpo Hux y npeci [8].

Kpim TOro, AAs1 0O3HaYeHHsI OCHOBHMX HAIPSIMKIB apT-MeHEAXMEHTY B KOHTEKCTi Cy4aCHOTO
mucteyrsa y 2013-2015 pokax, KOAM BMHMKAAA iHiljiaTuBa «TemnAe MicTO», BaXXAMBOIO BUAAETbCA
nyoOAikanis IBaHa bypHaioBa [2], y OyAo oKpecAeHO MOl Ta TeHAEHLIii cyyacHOTo 06pa3oTBOpPYO-
IO MUCTELITBA, apT-PUHKY 11 apT-MeHeAXXMeHTY. AAs pO3yMiHHS pi3HUX aCHeKTiB YKpalHChKMX CyC-
nmiAbHUX TpaHchOpMaLliil aKTyaAbHOIO CTaAa npaus Biktopa Bypaauyka [1].

Mera crarTi — aHaAi3 AisIAbHOCTI y cdepi cyyacHOro MucTenTBa IPOMAACHKOI iHil[iaTNBU
IBaHO-DpankiBcbka «Ternae MicTO», BUCBITA€HHSI OCOOAMBOCTEN apT-MEHEAXMEHTY Lii€l naaTdo-
PMU, KA € IPUKAAAOM AAS iHIIMX MICT YKpaiHu.

Bukxaap ocHoBHOro marepiaay. CyyacHe MUCTELITBO B IaTpiapXaAbHOMY Ta ITOCTKOAOHIa-
ABHOMY YKpPaiHCBKOMY CYCITIABCTBi MTPOAOBXKYE OYTU MPUBOAOM AASL CYIIEPEYOK, OCOOAMBO Cepe
AIOAEV CTApLIOTO MOKOAIHHA. BOHO AOCI He CTaAO BaXKAMBOIO YaCTMHOIO COLIAABHO-KYABTYPHOTO
MPOCTOPY KpaiHM i HEPIAKO CIIPUMIIMAETHCS SIK IIOCh HEMOTPiOHe, He3po3yMiAe, «He Halie». Taki
OLIIHKM CTOCYIOTbCs He Amiie MuctenurBa XXI CTOAITTSA, a 1 MOAEKYAU MUCTELITBA MUHYAOTO CTO-
AiTTA. lle € HacAIAKOM KOAOHIaABHMX Ta TOTAAiTapHUX NOTpsACiHb. Tomy peaaisMm y BidyaAbHUX
MUCTELTBAX i1 AO CUX TP € «€TAAOHOM BUCOKOTO CTUAIO» AASL OIABIIIOCTI HALIIMX CITIBIPOMAASIH.

YTiM, 11 cUTyallid B OCTAaHHE AECATUAITTS BCe )X IIOMAAY 3MIiHIOETbCS Ha Kpallle, apXXe Ipo-
CYBaHHIO iAeil Cy4acHOTro MUCTeLTBa B YKpaiHi CIIpUSIOTDh i KOMepLiiiHi MUCTeLbKi iHCTUTYLII (ra-
Aepei, AvAepH, sIpMapKy, ayKLiOHHI OYAMHKM Ta iHII rpaBLi apT-pUHKY), i HeKoMepLinHi (My3ei,
apT-LieHTpu, MUCTeLbKi PpyHAaLil, pe3auaeHLiil, OieHaAe Ta it iHcTUTYLiT). Ko)XXHa 3 HUX Mae CBOO
CTpaTeril0 pO3BUTKY, XYAOKHIO TMIOAITUKY, KOAO MATPUMKU. Miclle TaKMX YCTaHOB B KyAbTYPHO-
MMCTeL[bKOMY NPOLieCi MiCT YKpaiHM BU3HAYA€THCS AKICTIO MUCTELTBA, 1[0 TPEACTaBAEHO B iX CTi-
HaX, KiABKICTIO MOAiN, B IKMX BOHUM OepyThb y4acTb, @ TAKOXX BMiHHSIM MaiiCTEPHO IOEAHATHU IIPO-
CBITHULBKY i KOMepLiJiHy AisiABHICTB. ICHY€ TakoXX HEOOXiAHICTP pO3BMBATU CyyacHe BidyaAbHe
MMUCTELTBA, aAXKe i3 AOCATHEHHSM IIeBHOTO CTaTyCy YMMAaAO YKPalHCbKMX MUTLB TOYMHAIOTh €KC-
IIAyaTyBaTU CBOI NONIEPEAH] AOCATHEHHs, He TypOyIOunch Npo Te, 100 3poOUTH 1J0Ch HOBE, HiTH
Ha CMiAMBUIT €KCIIEPYMEHT, BUIITU Ha HOBUIA piBeHb [2, c. 5].

Temaruka Lii€i po3BipAKM epepOavae aHaAi3 AISIABPHOCTI HEKOMEPLITHMX MUCTELbKUX iHCTU-
TYLi/1 B KOHTEKCTi AOKaABHMX CyCHiAbHUX TpaHcdopmarin. Cepep HalBiAOMILIMX HEKOMEPLIITHMX
CTPYKTYP, SIKi aKyMYAIOIOTb Pi3HOMAHITHI iHIL[IaTMBM IIOAO NPEACTABAEHHS, IMIATPUMKHU Ta IIOITy-
Asipu3alii Cy4YacHOro MMCTELTBA, BapTO BiA3HAUMTU ABBiBCbKe MMUCTeL|bKe 00 €AHaHHS «A3ura»,
sike Bip 1993 poky peaaisye NMpOeKTM Ta MMUCTELbKi aKliii, IPOCyBa€ Cy4acHi apT-ipel B Mexax
AbBOBa (BUCTaBKH, MOKa3u KiHO, POTO, AU3AITH, TEKCTU, KOHLIEPTU TOIIIO).

Aemo mnisHime, 2006 poky, y Kuesi nounHae AidTy npuBaTHUI MDKHApOAHMI LIEHTP Cy4ac-
Horo mucteutBa PinchukArtCentre, sikuit mosuiiionye cebe sik BiAkputa naatdopma AAsL MUCTeLl-
TBa, CYCIIIAbCTBA Ta XYAOKHMKIB. Cepep, 110ro iHilliaTVB, B KOHTEKCTi HAIlIOro aHaAi3y, BiA3HauMMo
HaBYaABHO-TIPUKAaAHY nporpamy «KypaTopcbka maatdopmar, sika MaAa Ha METi BUXOBAaTU HOBe
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MOKOAIHHS YKpaiHChKIX KYpaTOpiB Ta MUCTeLTBO3HaBLiB. KpiM TOro, AOBOAi 6araTo MpoeKTiB AAs
nonyAsipusaiii cydacHoro mucrenrsa ta mucreurBa XX croaitrs y Kuesi Bip 2007 poky Oyao
MPEeACTAaBAEHO B HAlliIOHAABHOMY KYABTYPHO-MMUCTELIbKOMY Ta MY3€MIHOMYy KOMIIA€KCI «Mucrelb-
KU apCEeHaA».

ITonyAasipM3allisi Cy4acHOro MUCTELITBA, 30KpeMa 1 Bi3yaAbHOTIO, aKTHBi3yBaAacs micas Peso-
Atonii ['iAHOCTI, KOAM IIpoliecu €BpOiHTerpallii Ta AeleHTpaAi3alii CTaAM IPIOPUTETHUMHU AASL CYC-
NiAPHUX TpaHCdopMaLiil. B KOHTEKCTi LIbOr0O MOXXeMO CTBEPAXKYBATH, IO MOIITOBX OTPUMAAU SIK
IPOMAACHKi, TaK i Aep>KaBHi HeKOMepLiiiHi MUCTeLbKi iHCTUTYLI. [Tpuyomy GiAbIIICTh 3 HUX CTaB-
ASITb CO0i 32 METY MIATPUMYBATM HalliOHAABHMII MMUCTELIbKUI IPOAYKT Ta CIIPUSATU HalliOHAABHIN
inenTudikanii, mo HabyAo 0coOAMBOI akTyaAbHOCTI y 2014 poui, KOAM MOYaAacsi POCIIChKO-
yKpalHCbKa BilfHa.

BapTo B 1IbOMYy KOHTEKCTi MiAKpeCAUTU POAb cTBOpeHOl 2017 poKy Aep>KaBHOI yCTaHOBHU
«YKpaiHcpkuit KyabTypHuit pora» (YK®), a Takosk Mysew cy4acHOro yKpaiHChKOTO MKCTELTBA
KopcakiB y Ayupky. YKO 35€0iAbIIOT0 Hapa€ IPAHTOBY MATPUMKY XYAOXKHMKAM AASL BAQCHUX
IIPOEKTIB (BMCTABOK, A€KLIiil, Oi€HaAe), BUAQHHSM IPO CydyacHe YKpaiHChbKe MMUCTELTBO TOIIo. My-
3eit KopcakiB € npusarHoo iHiliatBoio poanHu Kopcakis. 3acHoBanuit 2018 poxy, BiH MOMyAs-
pu3ye cy4acHe yKpalHCbKe MUCTeLTBO Ha BoauHi i 3a 1 Mesxamu. Ha cbOTOAHI 151 yCcTaHOBa € Hall-
OiapIMM B YKpaiHi My3eeM Cy4aCHOTO YKpPaiHCbKOTO MUCTELTBA 3 BAACHOIO KOAEKL]i€I0 KUBOIIUCY,
rpadiky, CKyAbIITYPY, iHCTaASLIiM, BiaeoMaTepiaAiB moynHawuu Bip cepepArHM XX CTOAITTS AO CY-
yacHOCTI. [IpryoMy B KOXHI 3 IepeAiueHMX YCTaHOB € NOBHOLIIHHI KOMAaHAY apT-MeHeAXepiB, AKi
IIPOIIOHYIOTh 3p03yMiAy (GOPMY CITIAKYBaHHS 3 BisuTepaMyu, GOpPMYIOTb BAACHY IIVPOKY aBAUTO-
piio, 1110 € HEBiA’EMHOI0 YaCTMHOO apT-Tpoliecy. AAXKe apT-MeHEAKMEHT, IIONPY BCe, IIePEBAXKHO
MOB’SI3aHUM 3 SIKICTIO HAAQHHS IIOCAYT Y raAysi MucrteyrBa. LIbomMy cripusie peryAsipHe OHOBAEHHS
€KCITO3ULIiI, TPOBEAEHHS A€KLiM 1 TBOPYMX BEYOPIB 3 XYAOXKHUKAMM, MUCTELIbKMX aKLIil, BUAQHHS
MMCTeLTBO3HaBYOI AiTepaTypu TOLO.

IcHye uMaAO HEKOMEPLIITHUX YCTaHOB, fAKi MOMYASIpU3YIOTh Cy4aCHe MUCTELITBO B YKpaiHi,
nporTe iXHs KOHLIEHTpalisl € 3aA0BiABHOIO AMIIIE Y CTOAUL]i, HATOMICTb B perioHax Opakye sIKiCHUX
BAACHUX iHilliaTuB. fIK NpueMHMI BUHATOK MO>XeMoO HasBaTu IBaHo-DpaHKiBCbK. BapTo Bpaxysa-
TH, 1[0 CaMe Y LIbOMY MiCTi 1je Y paAsSHCBKIi Yacu 3all0YaTKyBaAu MKHapOAHe OieHaAe Cy4yacHOTo
MucTeyTBa «IMIpesa», sike BiaAOyBaAocs Bip 1989-ro oo 1997 poky i1 CTaAO CYTTEBUM KaTaAi3aTo-
POM MUCTeLbKMX IPOLIECiB SIK y CAMOMY MICTi, TaK i B YKpaiHi 3araaoM.

AmnaaisoBaHa Hamu iHiliaTuBa «Ternae MicTo» mo3uLioHye cebe sIK iHHOBaLiiTHa mAaTdopma
AASI CTBOPEHHS CYCITIABHMX TpaHC(hOpMalLliil yepe3 MOXKAUBICTb caMOpeaAisaliii MenkaHLiB IBaHo-
DpaHKiBCbKa, AOCATHEHHs BUCOKOTO PiBHS SIKOCTi >)KUTTSI B MICTi uepe3 AOBipy Ta amMOiTHICTB [7].
€srex ['AiOOBULIbKMIT, €KCIIEPT 3 AOBrOTEPMIHOBMX CTPATErill Ta YAEH HATASIAOBOI paAy MIPOEKTY,
3a3Hauae: «I[oBTOpIOBaHICTh yCHiXiB — AOKa3 IXHbOI HEBUIIAAKOBOCTI, 1 MOBTOPIOBAHICTb MPU-
MHO)XXY€ TIparHeHHs i MOCUAIOE Mpii. AAsSL HAac, ABaHAALSITU AIOAel, KoMy maatdopma “Temae
MicTto” AoBipMaAa BiATIOBIAQABHICTH OYTU HarAsiAOBOIO PaAOIo, 1ie BIATIOBIAQABHICTH 3a CTaAiCTb
HaMaraHb, 32 CTaAiCTb 3MiH, 3a cTaAicTp TpaHcopmaliint. 3i 3pOCTaHHSIM YCIILITHOCTI POCTYTh Ta-
KOJX OUiKYBaHHS, LliHa TIOMMAKM UM HEYCIIiXy pOCTe, HA KOHY HaTXHEHHs AECATKIB, COTeHb i TUCIY
AlpepiB, siki MOXYTb B3siTu AOCBip “Temnaoro Micta” i 3pobutu moch cBoe. “Tenae Micto” BUUTH
LiHyBaTH TBOpYiCTb. Lle mpukaap TOro, sIK 6araTo MO>KHa AOCSTTH, SIKIIO He PO3YYUTUCS MPIisTH.
Aae “Tenae MicTo” Tako>X BUMTB LiiHYyBaTH BUIIPOOYBaHHs» [5, c. 5].

[Taardopma Mae Ha MeTi 00’€eAHYBaTH 3yCUMAAS aAMiHicTpalil MicTa, AOKaAbBHOTO Oi3Hecy Ta
IPOMaAM 3aAASL CTAAOTO PO3BUTKY IBaHo-DpaHKiBChKa. i yyacHUKM CHOBIAYIOTB TakKi L[iHHOCTi Ta
NPUHLUIIN: TOBHA IPO30PiCTh MOTUBIB i Ailf; FOTOBHICTb OpaTy BiATIOBiAQABHICTD Ta iHiljiaTUBY Ha
ceOe, He OYiKyIOUM, TOKM L€ 3pOOASTD iHIIi; 6€3yMOBHa IOBara AO AYMKM iHIIIOTO, HaBiThb SIKII[O BO-
Ha He 30iraeTbcst 3 BAQCHUM 0ayeHHsIM; MOLIYK 0e3KOHPAIKTHUX pillleHb Yepe3 AiaAOr; MOCUAEHHS
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CIIPOMOYXHOCTi AOKAaABHMX iHIiLIiaTVB Ta aKTMUBi3allisl MewKaH1iB IBaHO-DpaHKiBCbKa; aKceAepallis
HOBMX COLIIAABHMX IMAIIPUEMCTB T HOBMX iHCTUTYLIiM; CTBOPEHHS Mi>KCEKTOPAAbBHMX MOAEAEU CY-
cniabHux TpaHcdopmanin. IOpiit Oualok, oAMH 3 iHiliaTOpiB cTBOpeHHs maaTdopmy, y 3BiTi 3a
nepumi pik poboTu 3a3Havae: «3 TOAOBHMX IMPUHLIMITIB AASI HAC € IPUHLMIT 00’€AHAHHS Ta B3aeE-
MOAIIL. B HbOMy KpMETbCA KOAOCAABHUI], 1€ He AO KiHILSl YCBIAOMAEHUY y Halliil KpaiHi MOTeHLiaA.
Caip 3a3HaunTH, IO BCi TOAOBHI ycIixy nAaTGOpMU 3aBASYYIOTh caMe LbOMy NpuHLUuIy. “Temnae
MicTo” CbOTOAHI 1ie He AMIIIe YIIpaBAiHCbKa KOMaHAQ UM HarAsiAOBa papa, a Takox nmoHap 500 me-
yeHatiB, 100 BoAoHTepiB, 40 Oi3Hec-mapTHepiB, 10 mapTHePCHKMX OpraHisaliil Ta KiAbKa TUCSY
MPUXMABHUKIB K B IBaHO-DpaHKIBCbKY, TaK i 3a 10ro Me)KaMu. I3 BASTYHICTIO BCIM BaM MU AiAMMO-
Cs1 B LIbOMY 3BiTi OCHOBHMMM AOCSITHEHHSIMU nAaTdopmu 3a repuii 20 micsuiB ii icHyBanHs» [3, c. 3].

IniniaTBa 6yAa 3amoyaTkoBaHa 2015 poky, a Bke y 2018 poiii BoHa 3rypTyBasa AOBKOAa cebe
56 6izHeciB, 10 MeaiamapTHepiB AASI BAQCHOTO PO3BUTKY Ta TpaHcdopmauin. Ao mpukaapy, rpo-
MaAchKuit pecropad «Urban Space 100» 80 % mpuOyTKy CIIpSIMOBYE Ha MIATPUMKY iHIIVX TPOMAA-
cbKkux iHiniatTuB IBaHo-®OpankiBcbka. Takox «Terae micTo» mpuvyeTHe AO CTBOpPeHHsI B IBaHO-
@DpaHKiBCbKY iHHOBaLiitHOI nAaTdopMu HOBoro ¢gopmary Ha 6asi 3aBopy «IIpommpuaap». Lleit
MpOCTip Ma€ Ha MeTi 00’€AHATH BOXKAUBI AASI MiCTa Ta 110r0 AOKaAbHUX TpaHchopMaLii QyHKLi:
HOBa €KOHOMIKa, CyyacHe MUCTeLTBO, HepopMaAbHa OCBiTa i1 ypbaHicTuka. «[Ipommpuaap» € ta-
KOX IIPMKAQAOM KPeaTMBHOTO KAAacTepa 3 METOI0 BUBEAEHHSI PerioHy Ha IIASIX AMHAMIYHOTO po3-
BUTKY. B xaB’sipHi «Urban Space 100» Ta y crinax «IIpoMnpuaaay» BiAOyBaroTbcs 6iAbLIiCTD MUC-
TeLbKUX MOAiN maaTdopmu «Terae micTo» Ta Aie rasepest «AcopTuMmeHTHa KiMHaTa». Y 2021 poui
Ha TepuTopil «IIpoMnpuAaapy» B KOAMLIHbOMY LiexXy OYAO BiAKPUTO iHHOBAL|iTHMIT Xa0 AASI KYABTYP-
HIUX Ta KpeaTUBHMX iHAYCTpill «Ilapacoabka», a 10r0 OCHOBHOIO METOIO € HapQHHS apXiTeKTopaw,
AV3aliHepaM, CTOAsIpaM, TOHYapaM IIPOCTOPY AASI peaAisaliii BAaCHMX po3po0OK, iAell, TPOEKTIB.

OaHiero 3 mpoBipAHuX Miciit mAaaTpopmu «Ternae MicTo» € aKTHBi3allisi HEBEAUKMX IPOMAACH-
KUX iHiLiaTuB AAsl TpaHchopMalil po3BUTKY MicTa yepe3 IporpaMmy MicbKuX I'paHTiB. IIpiopure-
TaMM TaKMX IPAHTIB € MOKpaleHHs MiCbKOTO MPOCTOPY Yepe3 ByAUUHi MeOAi, 3eAeHi 30HU, APYK-
HICTb MiCTa AAS BCIX IPYIl MEIIKAHLiB; 3aAYy4€HHs I'POMaACBKOCTI MiCTa AO MomyAspu3aLil cy4yac-
HOTO MUCTELITBA Yepe3 BMCTaBKU, MypaAy, rnepdopMaHCH, IPOCBITHULIbKI IPOEKTH; 3aAyYEHHS
MEIIKAHLiB AO BYAUYHOTO CIOPTY, MaCOBUI CIIOPT, peKpeaLiliHi 3aX0AM, OpraHi3allisd BEeAOCUIIEA -
HOTO PYXy B MICTi; MATpUMKa eHeproedeKTUBHOCTI MiCTa, 1OT0 OYAMHKIB Ta eKOAOTisT; pi3Hi mpak-
TUKU Y MATPUML IPOrpeCUBHOI OCBITU Ta MIATIPMEMHMLTBA [3, C. 7].

Bip caMoro moyaTky OAHMM 3 BOKAMBUX HANPSMKIB poOOTU CTaAO CydacHe MUCTELTBO Ta
MmucTenpka ocBita (mporpama «Temamit Apt», sika micass 2018 poky TpaHcopmyBaaacs y iHii
npoekty). ToMmy KoMaHAQ NMAATGOPMU OAPa3y BKAIOYAAA A€KiAbKa apT-MeHEAKepiB, 110 BiATOBi-
AQAM 32 KYAbTYPHO-MUCTeLbKMi1 HanpsM: Poman MaAMHOBCbKUI KepyBaB Iporpamolo «Tenaunii
Apt», Aiais Toroap KooparHYyBaAa nmpoekTu mporpamu «Temnauit Apt», Bacuap T'omoBcekuit 6yB
AV3allHEpOM NPOEKTY «BuUBicKu», BiA€OKOHTEHT CTBOpPIOBaB Au3aiiHep Bitaaiit ['pex, Oyao 3apisiHO
MTOHAA CTO BOAOHTEpIB [3, ¢. 6].

DOKYyCOM AISABHOCTI apT-MEeHEeAXMEHTY CTaAO CydyaCHe BidyaAbHe MUCTELTBO B KOHTEKCTi
aKTMBaLil XyAOXHix npoueciB y MicTi. [Ipoextu «Pe3naeHLia oA XyAOXKHUKIB», «BiAKpuTUIl Muc-
TeLIbKUI1 AeKTOPil» Bip 2015 poky OyAu mokauKaHi peaaisyBaTu Ljfo MeTy. «BiAKkpuTuHit Mucrep-
KU1 AEKTOPIiil» CTaB TBOPYOI AA0OpaATOpist AAsT OOMIHY iA€sMM, IPOMOHYBAB AIAAOT MiK XYAOX-
HUKaMM Ta MyOAiKoIo (Aexuil Ta nmpe3eHTalii), a «Pe3naeHLisl» apanTyBasa TEHAEHLIT aKTyaAbHOTO
MUCTELTBA Yepe3 KOHKPETHI apT-00’€KTH, 10 IX CTBOPUAM XYAOXKHMKU 3 pi3HUX KpaiH y mpocTopi
IBano-®pankiBchka [3, c. 10].

HaBepeMoO AASL IPUKAAAY CTaTUCTUYHI AQHI AMIIIe MEpPLIOTO PiKy AISIABHOCTI: ABI MUCTeLIbKi
pe3rAeHLil 32 y4acTi IHO3€eMHUX XYAOXKHUKIB; IHICTh BIAKPUTUX A€KLi/ HAa MUCTELbKY TeMaTUKY;
CiM iHIIMX MTOAiT KYABTYPHOI TEMATUKK: pe3eHTallil, 00roBopeHHsI, TBOpPYi 3yCTpiui. 3araApHa Cy-
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Ma BUAQTKIB LIMX MPOEKTIB cKaapaaa 391 888 rpH, 3 Hu3 rpantoBi Kowtu ctaHoBuAu 24 000 rph,
BHeCKU MapTHepiB (MicieBuit 6isHec) — 67 888 rpH; iHIna MiATpUMMKa (HapAQHHS HETPOIIOBOI ITiA-
TPUMKHU YU MOCAYT 3 OOKY MiclieBOro 0i3Hecy, MATpMMKaA MeEIIKaHL|iB, Oe30IIAaTHE HAAQHHSI MaTe-
piaaiB Tomo) — 300 000 rpH [3, c. 10]. Auapiit PomaHuyk, ropucT 11 6i3Hec mapTHep nmaatdopmu,
BB)XA€ TaKi BUTPATU AOLIABHMMY, A iHil[iaTuBM cyciabHOI TpaHChopMallil KOPUCHUMM Ta BaXKAU-
BuMM: «Tenaomy MicTy BAQAOCS 3aKAACTM OCHOBYM a0COAIOTHO HOBOTO PYXY AYMKMU Ta iAe€l, SIKUi
OyAe AaBaTU pe3yAbTaTH i )KUTH B 30BCiM pisHux popmax, opraHisarisx, 06’eAHaHHSIX, METOIO SKUX
Oyae po3BUTOK i moctym» [4, c. 3].

Cepea TOAIN, AKi BAAAOCS peaAi3yBaTu apT-MeHeAKepaM IPOEKTY, HacaMIlepeA BapToO BiA-
3HQUUTU Ti, IO HE AMILe MPEACTABASIOTb MUTLiB, iHIilL[iIOIOTb CTBOPEHHS MUCTELIbKUX TBOPIB, a 1
Ti, I[J0 MAIOTh MPOCBITHMULIbKUI XapaKTep, 320X0UYIOTb AO AlaAOTY 1 MOAQABLIMX TpaHCcopMmaLlin y
cdepi BizyaAbHOTO MUCTELITBA B MeXKax IpoMapu. BIpopAOBX A€KiABKOX pOKiB AisiB «Bipkpurui
MUCTELbKUIT A€KTOPil» Yy dopMaTi BIAKPUTUX A€KLIili, Tpe3eHTaL|iil AAsI 6araTOBeKTOPHOI KOMYHi-
kauil. Taka iHiljiaTuBa AOMOBHIOBaAa Cy4aCHY MUCTeLIbKY OCBiTY B IBaHO-DpaHKiBCbKYy yepes pi3-
HOIIAQHOBi MOAii, TMOB’s3aHi 3 CyYyaCHMM MUCTELTBOM Ta iCTOpPi€l0 Bi3yaAbHOIO MMCTELITBA
XX croairTs. HasBemMo auie kiabka. IHTepakTuBHMII BeAoTyp Mypasamu IBaHo-DpaHKiBCbka
MIPOBiB KOOPAMHATOP Ta apT-MeHepXep PoMaH MaAMHOBCHKMIL. A cepep AeKLiTHMX IPOEKTIB Bap-
TO Bip3HauuTy Aekuii OaekcaHppa CymmHcbKoro «MeaaHxoais Mikpoyromii», Aapii Koabnosoi
«O Brave New Contemporary World: AAst 4oro i KoMy CbOroAHi MOTpiOHE MUCTELTBO?»; AHATOAIS
3BibkuHcbkoro «Bia Aapa Ao Cambopcebkoro», Ockapa llltepuepa «DpaHLy3bKuil CloppeaAizm».
Bip0OyBcs Takox okpemuit Kypc 3 14 aexuinn «Mucteurso XX — novyatky XXI croaitTsa» Oaekcan-
Apa CyLIMHCBKOTO, KypaTopa Ta opraHizaTopa «AabopaTopii eCTeTUYHUX AOCAIAXKEHBb» Ta KypaTo-
pa 6araTboXx KyAbTYpHUX MOAiN Y Kuesi, AbBoBi, AoHelbKy, UepHiBLIsX.

Ba)KAMBOIO AASI TEPCIIEKTUBU AOKAaABHUMX TpaHCPopMaliiil cTara OCBiTHS KOH(epeHLis i ce-
pis BopkiomniB y chepi pnzarny «Design Village», 3 Aiaaoramu, o6MiHOM AOCBIAOM MK TBOpUMMMU
0COOMCTOCTSIMU, HAallpaBA€HA Ha PO3BUTOK AOKAABHOI CIIABHOTHU AM3aitHepiB. AomoBipadi Ta yya-
CHUIKV TIPEACTaBUAM NPOEKTH, 5IKi OTPUMaAM MPECTIKHI Mi>)KHapOAHI Haropopu y cdepi AusaiHy
[4, c. 14]. ITaatpopma «Temae MiCTO» AOAYYAETBCS 1 AO IMOAIN MApTHEPIB, AO MPUKAAAY, apT-
xakaToH B IBaHo-@®paHKiBCbKy «KyAbTypHUIT KOA MicTa» Bip maardopmu «Beauka ipes» (9-11
»)oBTH: 2015 poky) 3a yuacTti 70 0cib, a YOTMPU MPOEKTU NepeMOXLiB oTpumaau o 10 000 rpH Ha
ix peaaisanito [3, c. 19]. He mMeHII Ba)XAMBOIO B LIbOMY KOHTEKCTi € 11 poboTa 3 Airbmu. IIpoexT
«Tepamnis MucreyTBOM» OYB HampaBA€HUI HA GOPMYBaHHSI TO3UTUBHOTO CTABAEHHS AO HaBKOAM-
IIHBOTO CBiTy. Pe3yAbTaTOM CITiIABHOI POOOTY AOPOCAMX Ta AiTell CTaAM MAAIOHKM Ha CTiHax y Au-
TSYVX HaBYAABHUX i AIKyBaABHMX 3aKAaAax [4, c. 14]. 2015 poky TakoX OyAo miATpMMaHO iHiljia-
TUBY «DpaHKIBCbKMIT BYAUYHUI MaAOHOK» [3, c. 8]. Bia3HauumMo mpoeKT i3 po3poOKu BizyaAbHOI
inenTnuHOCTI IBaHO-®paHKiBChKa (AOTOTUII, apXiTEKTYPHO-XYAOHS KOHLIEILIisl BUTASIAY BYAULb,
II]0 CTaAd OCHOBOIO AASI IIPO€EKTY «BuBicku» — nprBabAMBi BUBiCKM 3i 30epeXXeHHSIM eCTETUKU Ce-
peAOBHMIIIA Ta BpaXyBaHHSAM apXiTeKTYpHUX 0cOOAMBOCTeN OyaiBeanp) [3, c. 15]. Lli iHiniaTuBu pea-
AisyBaau kommaHisi «Aimbulance» (m. Kuis) i ausaitnep Mosan Pouanos (Jovan Rocanov), oauH i3
HaMKpalX creLiaAicTiB 3 aiioeHTUKM B €Bpori [3, ¢. 14].

BKAIOUEHHIO Y TPOMAACHKUI MPOCTip MiCTa TBOPiB CYy4aCHOTO MOHYMEHTAaAbHOIO MUCTELITBA
Ta JIOTO IOINyAsIpM3allii cepeA MeIIKaHIiB MicTa cnpuss rpadiri-pectuBasb «Aasipm» y IBaHo-
@pankiBcbKy (2016, 2021 poxu), a iHiljiloBaB 3alpoIIeHHs LbOro (GecTUBAAID AO MiCTa aprT-
MeHeAXep naaTdopmu Bitaaiit I'pex. Lie 6yB MaiipaHUMK AAS CIIBIIpaLli XyAOKHMKIB 3 pi3HUX MiCT
Ykpaiuy, siKi monyAsipusyoTb rpadiri i Byanune mucrenro: 20 XyAOXKHUKIB 3 pisHMX MicT YKpai-
HJ CTBOPUAM pOOOTH y pi3HMX cTuASX i TexHikax [3, c. 31]. IToai6Hi iHilliaTuBY, aae B MeHIIOMY
MaciuTabi, BiaOyBaaucs B pamkax nmporpamu «Mucrenpka pesuaeHLis» naatpopmu «Temnae mic-
TO». DyB 3ampoleHnit apreHTUHCbKUI XYAOXKHUK-MypaaicT Xopxe ITomap (AMOR), sikuit cTBO-
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pUB ABi poOOTU B Pi3HMX AOKALIiSIX MiCTa, 110 BiAA3EPKAAIOIOTh YSIBAEHHS XYAOXKHMKA MPO YKpaiH-
cpKi peaaii [3, c. 10]. Takoxx BiaOyaacst BIiAKpUTa 3yCTpiu 3 XyAO’KHMKOM Ta Ipe3eHTallisl 10r0 AO-
KyMeHTaAbHOro ¢iapmy [3, c. 10].

2016 poky CaaBomip YaiikoBcekuit (ZBIOK) 3 IToapwi crBopuB mypaa «Csixka dapba»,
SIKMI1 CTaB NPUKAAAOM KOHLIENITYaAbHOIO MucTelTBa B IBaHO-DpaHKiBCbKYy. MuTelb aleAloe A0
TEMU IOUIYKY iA€HTUYHOCTI Yepe3 aAeropuyHi 00pasu mepexoAy Bip CTaporo A0 HOBOTO Y ABOX ITO-
CTaTsX i A3epKaAi-mopTaAi. ApT-MeHeAKepy 3a3HAYAlOTh Y 3BiTi 3a pik maardpopmu «Tenae micTo»
CTOCOBHO LIbOTO MypaAy Take: «OAHA 3 OCTaTeN Ma€ MOPYIIEHY CTPYKTYPY, 300PaKyI0UM AIOAVHY,
AepopMOBaHy BaXKKMM CIIAAKOM TOTaAiTapHOI cucremu. Apyruit oOpas3 BUKOHYe (YHKILiI0 MOp-
TaAy, MPOIIOBILY KPi3b SIKUI, AIOAVHA 3MiHIOETbCS. 3 MPOTUAEKHOTO OOKY MOPTAAy pO3TalIOBa-
Huit Moayaop, o6pas, ctBopeHuit ¢ppaHiysbkum apxitektopom Ae Kop6io3be. Moayrop — cum-
BOA IIpOTpecy i MoaAepHi3allii, CMMBOA BiAMOBU BiA CTaporo 3apAsl HOBOro. HamepepoaHi cTBopeH-
HA eCKi3y XYAOXKHMK TIOAOPOKYBaB YKpaiHOI0, CIIOCTepiraroun 3a mpoljecaMmu AeKoMmyHisarii. Moro
poboTa cTaAa pe3yAbTaTOM PO3AYMiB Hap TpaHchopMalli€lo yKpaiHCbKOTO CYCIiABCTBa» (4, . 32].

He MeHII Ba)XKAMBUM IIASIXOM AASI 00'€AHaHHS Yepe3 MMUCTELTBO 0araTboX AIOAEN 3 pi3HUX
COLIIAABHUX TPyN cTaB NpoeKT «KoHrpec pucyBaabHuKiB» y TpaBHi 2015 poky. KarouoBoro nepco-
HOI0 OYB IMOABCBKUI XYAOXXHUK Ta cKyAbnTOp [TaBea Aaptramep (Pawel Althamer), sikuit ctBopus
AlaAOr Ta KOMYHIKaL|iI0 Yepe3 Pi3Hi TeXHIKM MAAIOBAHH:, I KOXXHUM BiABIAYBa4 MII' 3aAMIIUTU HA
CTiHaX NpPUMIilLleHH: CBill MAaAIOHOK 41 Hamuc. TakoX y paMKax pe3uAEHLIiI IPOMIIAY BIAKpUTa 3Y-
CTpiy 3 MUTLISIMM i TOKa3 AOKYMEHTAABHMX POOIT 3 MUCTeLbKKX MpakTuk [1. AapTramepa [3, c. 11].

BaxAMBMM cerMeHTOM poOOTU KOMaHAM apT-MeHeAXepiB crara opradisauis ¢iHaHcoBoi
HMIATPUMKY Pi3HOMaHITHUX BUCTaBKOBMX IPOEKTIB. Aasi rasepei «AetekTop» O6yao HapaHo 37 500
TPH 11 peaAizoBaHO ABi BuctaBkm: «I'pa B imitanito» Ceprist MimieHka i «TaemHi npotiecii peueit»
Poctucaasa Kortepaina [6]. [Toai6HI mpoexkTu 6yAan cripsiMOBaHi Ha MATPUMKY MUTLIB, siKi y 1990-
X TBOPMAM OOAMYYSI CY4aCHOTO MMUCTELITBA MICTa, Ta AASI 3A0XOYEHHSI MOAOAL AOAYYATUCS AO iael
MIOCTMOAEPHi3My, 1110 MaAo Bupi3HATU IBaHO-DpaHKiBChK cepep, iHIMX MicT. Aiais ['oroas, koan-
IIHA KypaTOpKa MUCTEeLbKMX IpOorpaM, 3ayBaXkye€ 3 LibOro NpuBoAYy: «CHOYaTKy MU XOTiAUM PiBHA-
TUCSI HA €BPOMNEVIChbKI MiCTa, aAe 3pO3yMiAl, L0 HENIPAaBMABHO LypaTUCA CBO€EI MPOBIHLIIMHOCTI. €
PsA AQHUX, sIKi GOPMYIOTh MICTO, i sIKi MM BXKe He 3MiHMMO. MU XOTiAM 6aunUTH MiCTO, sIK€ HATIOB-
HeHe KAaCHMMM TNopisimu. HapaBaty 00AMYYsI came LIbOMY MICTy, 3alpOIIYBaTy AIOAEN 3 iHIIMX
MmicT» [8].

Barato iniliaTB 6yAO HampaBAEHO Ha Te, I[00 MOMyASPU3YBATU Cy4aCHE MUCTELTBO POTO-
rpadii. BiasHauumo miaTpuMky Oienase «DotomopTper» imeHi Cremana HasapeHka, BUAQTHOTO
¢dboToxypoxHMKa IBaHO-DpaHKiBcbKa APyroi moAoBuHM XX CTOAITTA. Y 2019 polii y OieHaae B3siAu
y4yactb 243 muti 3 yciel Ykpainu, BkarouHo 3 AP Kpum (paonyiieno 683 goromoprpern, BipibpaHo
A0 excriosulii 74 pobornu). @inancoBy miaTpumMKy (8700 rpH) orpumaaa iHinjatuba «Cy4yacHuim
noptpert 2019. Ekoaorisi», sika Mara Ha MeTi y popmi kBecTy MicToM [BaHO-DpaHKiBCbKOM IpUBe-
PHYTH yBary >KUTEAIB Ta rocreil Micra Ao nmoptpertHoi ¢poTorpadii sIK MUCTeLITBA Ta HATOAOCUTU Ha
BaKAMBOCTI ADATAMBOTO CTAaBAEHHSI AO IPUPOAU [6)].

Oco0AuBY yBary apT-MeHeAXepU NMAATGOPMU MPUAIASIOTH 1 HONMyAsipu3alii BiAoMux Muc-
TeUbKUX nocraten XX CTOAITTH, SIKi )KMAM B MicCTi Ta Kpai. Lle € TaKO)X Ba)KAMBUM aCI€KTOM AOKa-
ABHOI TpaAULil, ap)ke KOAM CYCITIABCTBO IIEPEXMBAE PiZHOrO poAy TpaHchopMaliliHi poLecy, Ba-
JKAMBO 3BaXKaT! HAa MeXaHi3MU, fAKi AO3BOASIOTb YTPUMATU CYCIIABCTBO B €AHOCTI, @ TPaAULis €
OAHVM i3 Halle(eKTMBHILIMX EAHAABPHUX MeXaHi3MiB [1, c. 49]. 2016 poKy, 3 MeTOI IPUBEPHYTU
yBary A0 pororpadiunoro cnapky muctkuti [Tapacku ITantku-Topuusit (1927-1998) Ta crioHyka-
TV IPOMAACBKICTh BIIOPSIAKOBYBaTHU ciMeliHi poToapxiBu, BiaAOyAacs BUCTaBKa CBiTAMH. ['yI[yAbCh-
Ky XYAOKHMLIO, IMUCbMEHHULI0, (POABKAOPUCTKY, HapopHy irocopuuio ITapacky ITIamTky-
T'opuLBiT MpeACTaBUB MPOEKT Iip Ha3Bowo «[TopTper micus i wacy» [4, c. 14], apxe siK eTHOorpadka
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BOHa 3aiiMaAacs gotodikcalliero ryLyAbCbKoro mo6yry Ta 3BuyaiB. [I[pOEKT OTpMMaB BEAUKY IO-
MyASIPHICTD, a MIepCOHA CIIPaBMAA «KYABTYPHUI IIOK» Ha TPOMAACBKICTb MicTa Ta YKpainu. Tomy
U iHiniaTuea y 2019 poui nmepepocaa y MaciiTabHy BUCTaBKy TBOPYOrO AOPOOKY MUCTKUHI «ITo-
AOAQHHA I'paBiTaliii», sIKy opraHidyBaB Mucreubkuit Apcenaa y Kuesi.

['panroBe ¢inancyBanus (10 000 rpH) OTpUMaAa TaKOXK BUCTaBKa XYAOXKHIX TBOpiB «Ocum
Copoxreil. 3 MMHYAOTO — Y CbOTOA€HHs» A0 130 piuHMLIi Bip AHSA HapOA>KEHHS BMAQTHOIO TaAU-
upbkoro mutisa Ocuna-Pomana Copoxrest. Voro TBopuicTb TpuBaAmit yac nepebyBasa mosa Mexa-
MU MUCTELIbKUX AOCAiAXKeHb. ToMy Aniile By3bKOMY KOAY ¢axiBLiB OyAM BiAOMi 110T0O KapUKaTypH,
MOPTPETH, KaHPOBi cLieHy, 6i0AiTHUI 1MKA «XpecHa pAopora» Toilo. Ha BucTaBui OyAao npeacras-
A€HO OAM3BKO ABOXCOT TBOPIiB XyAOKHMKA 3 TPbOX MY3eiB Ta MPUBATHUX KOAEKLil [6]. 3ayBaxu-
MO, 1IJ0 TTOAIOHMX iHiLiaTHB 6yAO 6araTo, a y po3BiALli MU BUCBITAMAY AMILIE OKPEMI.

BHUCHOBKI AOCAiIA’KEHHA i NepCneKTUBY MOAAABIINX PO3BiAOK. lIIAsX po3BUTKY Ta momy-
Asipy3alii CyyacHOrO MMCTELTBA, SIKMV 3amporioHyBaAa naardopma «Temae mMicTo» y KOHTEKCTi
CIPUSIHHSI AOKAABHUM CYCIIABHUM TpaHcPopMaLlisiM 3 OOKY HeAep>XaBHUX CTPYKTYP, CIIUPAETHCS
Ha COAIAQPHICTD apT-MeHeAXMEHTY, TPOMAACBKMX aKTUBICTiB, BOAOHTEPIB Ta 3aAyuyeHHs QiHaHCIB
AOKAABHOTO 0Oi3Hecy ¥ 3 Pi3HOMaHITHUX I'PaHTOBUX IIPOrpaM. 3a AeB’SITb POKiB aKTMBHOI AiSIABHOC-
Ti TPyIIM apT-MeHeAXXepiB BTiAeHO 0araTto mpoeKTiB nmporpam naarpopmu: «Pe3uAeHList AAS XyAO-
JKHUKIB», « BIAKpUTUIT MUCTELIbKUIT A€KTOPill», IPAaHTU Ha BUCTABKU TOIIO. AOBEAEHO, 1[0 1S iHili-
aTMBa € MO3UTMBHOIO MIPAKTUKOIO 3aAYYEHHs Cy4YaCHOTO MMCTELITBA AO KOMIIAGKCHMUX iHilL[iaTuB 3
po3BUTKY IBaHO-@paHKiBcbKa. AeKllii, BUCTaBKM, MUCTELIbKi pe3UAEHLil TOLO0 OXOMUAU IIMPOKe
KOAO IIPEACTAaBHUKIB TPOMaAY MiCTa Ta CIIPUSAYM 3HAIOMCTBY 3 iAesAMU IOCTMOAEPHI3MY, KOHLIeI-
TyaAbHUMM MMCTELITBOM Ta BIAOMMMM MUCTELbKMMM IEePCOHAAIsIMM MicTa Ta Kpaw. IHiliaTuBu
naatpopmu «Temae MiCTO» € NMOKa30BUM IPUKAAAOM AOKAABHMX MUCTELbKMX TpaHcdopmaliiin
perioHaAbHUX LIeHTPiB YKpaiHM K MOKa3HMKAa KYABTYPHOTO pPO3BUTKY. Taki nmpukaaau B YKpaiHi
MaIOTh OyTU A€TaABHO ITPOAHAAI30BaHi Ta MOMYyAsIPM30BaHi.
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CONTEMPORARY ART AND ART MANAGEMENT INITIATIVES
IN THE CONTEXT OF LOCAL SOCIAL TRANSFORMATIONS IN UKRAINE:
THE CASE OF THE TEPLE MISTO PLATFORM

Abstract. Most of the art projects related to modern art take place in the capital. Other
Ukrainian cities mostly have few powerful centers for the promotion of modern art and few active
representatives of art management. However, such initiatives outside the capital can have a signifi-
cant impact on social transformations. The purpose of this article is to analyze the activity of art
management of the public platform of Ivano-Frankivsk Teple Misto in the field of contemporary
art. In the last nine years, this platform has implemented numerous projects that are aimed at so-
cial transformations in the urban community. One of the areas of its activity is the engagement of
the city’s public with modern art through exhibitions, murals, performances, educational projects,
etc. These projects were implemented through a number of grants from Teple Misto. Art managers
of the platform work on the Warm Art program. After 2018, this program was transformed into
other projects. Contemporary visual art has been chosen as the focus of artistic initiatives for the
purpose of promoting artistic processes in the city. Since 2015, the projects Residence for Artists,
Open Art Lecture Hall, grants for exhibitions, etc. have served this goal. In addition, the project
promotes famous art figures of the 20th century from Ivano-Frankivsk and the region through the
support of exhibitions of the art by Paraska Plytka-Horytsvit, Osyp Sorokhtei, Stepan Nazarenko
and others.

Keywords: contemporary art of Ukraine, visual art, art management, Teple Misto platform,
art of Ivano-Frankivsk
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AHoTanis. AocaipkeHO KOHLeNLil0 TeaTpaAbHOI KypHaAicTuku, AKy Hanpukinui XIX cro-
AiTTs chopmyBaB AaekcaHAp Kyreab Ta 1oro BupaHHs, a TakoX BIAuB Kyreasi, 110ro BuaaH»b i aB-
TOPIB, SIKMX BiH pEKPYTYBaB, Ha €KCIIAHCIiI0 IIPeCU Ta pO3MaAIBaHHS KOHGAIKTY MiXX Ipecoro i Tea-
TpoM. Sk pepakTop Kyreap chopmyBaB HaBKOAO CBOrO BMAQHHS KiABKICHO 3Ha4Hy TPYILy TeaTpa-
ABHVIX JKYPHAAICTIB, AISIABHICTD SIKOI PO3TASIHYTO He SIK OKpeMUM BUIMAAOK, a SIK CUCTEMY, KyreAb-
AHCMBO, AKA NMOLIVMPUAACH Yepe3 BIIAUBOBICTb Kyreas y TeaTpaAbHil )XypHaAicTuni. Metoaoaoris
PEeKOHCTPYKLUIi 11iel MOAeAl 6a3yeTbcst Ha BUOKPEMAEHHI y BuaaBHMYiN npakTuli Kyreas ¢pokaab-
HUX TOYOK — KOH(AIKTIB MiXX Ipecoio i TeaTpoM, HACAIAKOM SIKMX CTaAl TeaTPaAbHi CKaHAAAU
a60, sIK 3a3Buyail ix HasuBaB Kyreap, «iHIIMAEHTM», Y PO3TOPTaHHI SIKUX BiH OpaB aKTUBHY y4acTh.
3acapHUYMM CKAQAHUKOM KYTreAbsSHCMBA OYB AICKYPC CKaHAQAY Y MTOEAHAHH] 31 CTPYKTYPYBaHHSAM
KYABTYPHOTO IIPOCTOPY 3a iMIIEPCHKMMM A€KaAaMU Ta MOCAIAOBHUM BUOYAOBYBaHHSIM TaKMX CTO-
CYHKIB MiX IIPecolo i TeaTpoM, B AKUX TeaTPaAbHA )XYPHAAICTMKA MYCMAQ MOCICTU MaHIBHE Miclie.
Cepea KOHLIENITYaABHUX 3aCaA KYreAbSIHCHBA BUOKPEMAEHO: CY0 €EKMUBI3M, Npe3yMNUisa BAACHO20
CMAKy i 0nopa BUKAOYHO HA ABMOPUMEM WYPHANICMA; HAOAHHS KPUMUYL CIMAmycy Camocmiii-
HO020 BUOY MUCHEUMBA; IMNPECIOHICMUYHICMDb SK CHUAbOBULL i0edal; HeOCYOHICHb TYyOAIYHO BU-
CAOBAEHMX CYAXKEHDB J)KypHaAicTa, He3aA€XXHO Bip GopMu, B sIKiil BOHYU ONIPUAIOAHEHI; «nampiomu-
YHA anoAimuyHicmp» (3aXUCT MABAAUH «pPYCCKO20 MUPA»), @ TAKOXK MapapOKCaAbHA HETIOCAIAOB-
HICTh — HECHPUIHSATTS aHTUCEMITU3MY MOPsIA i3 mocaipoBHOIO yKpaiHodobien. OkpecaeHO pOAb
KyreabsHcmsa 'y GOpMyBaHHI B yKpaiHCBKill TeaTpaAbHiil KYAbTYpi MpOBiHLilIHOT caMoipeHTHDiKa-
1jil, 03HaYeHO BHYTPILIHiI1 3B’I30K MiXX AMCKYCisIMU, KOTPi OAHOYaCHO PO3TOPTAAVICS Y CEPEAOBUIII
POCiiIChKOI iHTeAireHii: mpo Kpu3y iHTeAireHyil (mpo iHTeAireHLio Ta iHTEAIT€HTIMHY, ICEBAOIH-
TEAIreHLIi0) i TIPO CTOCYHKM TpecH i TeaTpy.

Kato408i caoBa: TeaTpaabHa KPUTUKA, TeaTpaAbHa XXYPHAAICTUKA, BUAABHMYA i TBOpYA Aif-
ABHICTb AAekcaHppa Kyreasi, KyreAbsHCTBO, TeaTPAaAbHUII CKAaHAAA, IHTEAIreHLisl VS iHTeAireHT-
mHa (ICeBAOIHTeAIreH1is).

«Y Ti yacu, — NMUCaB CBIAOK KYABTYPHOTO >XXUTTs Pocincbkoi iMnepii mogatky XX CTOAITTH,
— KOpoAeM 2d3emHUux peueH3eHmis BBAKABCSA AyKe AocBipueHuit i HeaypHuit Homo Novus (Ky-

reab)» [18, c. 217]. Lle Toit camuit AaexcaHap Padairouu Kyreap (1864—1928), sikuit, BUCYHYBLIN
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cebe Ha poab Hosoi Awounu (Homo Novus), TpOCAABUBCSI HE AUIIIE MIBUAKUM [T€POM, KMITAUBUM
PO3YMOM Ta IOPUAMYHOIO THYUKICTIO, @ I BIAMBOM BUMAQBHMYOI iMIIepii, Ky BiH CTBOPUB, Ha pO3-
BUTOK TeaTPaAbHOI )XYPHAAICTUKMY, a IIMpIIe — HA PO3BUTOK i CTPYKTYPYBaHHA TeaTPAAbHOIL KYAb-
Typu Pociiicpkoi imnepii, 30kpeMa i1 YKpaiHu.

IIpo6AeMHOIO CHUTYAIIi€I0 € TIABAaAMHY, Ha SIKUX TPUMAAOCS «KOpoAiBcmBo» Kyreas: cman-
oapmu meamparbHOi WYPHAAICMUKY, SIKi BiH 3alIpOBaAMB Ha LIIMAABTaX OAHOTO i3 HaIBIAMBOBI-
VX TeaTPaAbHUX BUAAHb — NeTepOyp3bKOro TV>KHeBMKaA «TeaTp u VIckyccTBo», ma ixHili 8nius
HA (POPpMYBAHHA CKAHOAAbHO20 OUCKYPCY Y TeATPAAbHIN KYAbTYPi YKpaiHU 03HAUEHOTO MepioAy.

AHaai3 pAocAip)KeHDb, TIPUCBSUEHMX TeATPAAbHIN JKypHAAiCTULi, MATBEPAXKYE BUHITKOBUI
KOPOAIBCBKUII CTATYC, Ha sIKMi1 i cripaBAi mpereHAyBaB Kyreab. ¥V mepux cripo6ax aHaaisy yoro
TBOPYOCTI, 3AI/ICHEHMX HEBAOB3I IiCAS IOTO CMEPTI, yBara aKLIeHTYBaAaCs Ha IOTO CTHAI I TaAaHTI,
a cepep xub Bip3HAUYABCsS HEMapKCUCTCHKUI XapaKTep 10ro MUCaHb, 10 He 3aBaAAO BBaKATU 1O-
IO AIOAVIHOIO 71epedoBoi0, XOU i 3 IHAMBiIAYaAiCTMYHO-aHAPXICTCBKUM YXVMAOM, SIKMI HE AO3BOAVB
JIOMY AOPOCTU AO AlaAeKTUMYHOrO MaTepiaaisamy (AHaTOAINl AyHayapcbKuit); iHII aBTOPU MUCAAU
npo pormaTtusm Kyreas (Baaaimip BoabkeHiTeiiH), mpo rpy0i MOMUAKY, TIAYTaHUHY, HEIIPaBUAbHE
TAYMau€HHs, BIACYTHICTb aHaAi3y, HeIIepEKOHAMBICTb, HEOOIPYHTOBAHICTb, HAiBHICTD i HE3PO3yMi-
Aictb 11oro mucasb (Icaak Typkeaptay0). OAHaK 1je 32 1OT0 XUTTSI PaAsTHChbKa BAAAQ BUAPYKYBaAa
KiAbKa 110ro KHIKOK [12; 13], a mo cmepri Kyreas: (1928) — HeBeAnuKuit 3a 00CSroM 30ipHUK CITO-
rapiB npo Hporo (A. Aynayapcekuii, I1. Koran, A. Cipepcpkumit Ta iH.), 30ipKy 1oro mpaup (3 rme-
peaMoBoio A. AyHauapcbkoro i komeHTapsimu l. Typkeabray6a) [14], B sikux BiH cebe mopTpery-
BaB, «boabmas CoBeTckast DHIMKAOTIEAVST» 1937 POKY MoAaAa PO HBOTO CTATTIO TOILO.

HabaraTo TouHily xapakTepucTuKy TBopyocTi Kyreas, Kepyiouuch iHIIMMM HMpUHLMIAMU
aHaAi3y, 3aAMIIMB Mi3HiMI pocAaipHuK: «Ilepuui TeaTpaabHi peuensii Kyreab Hamucas 3a 3aBAaH-
HsM pepakTopa “CaHKT-IleTepOyprckux BeAOMOCTeN, He BIAUYBalOUM AO LIbOTO )KOAHOTO MOKAU-
KaHHA. IOpucT 3a 0CBiTOM0O, BiH He AOCAT YCIiXy B aABOKATCbKill NMpakTuli. AMIIAya perniopTepa i
deriaeToHiCcTa TIOMY MacyBaAo OiAbliie», OCKIABKM X «KyreAp 3aB>XAM 3aAMIIABCS AMAETAaHTOM Y
npoOAeMax eCTeTUKH, @ B COL[iaAbHO-TIOAITUYHUX MOTASIAQX YaCTillle 3AA0BOABHSIBCS PO3IAMBYAC-
TUM AiOepaAi3sMOM, CTBOpPEHHS NeBHOI MO3MLii Ta CUCTEMU OLIIHOK JIIAO Y HbOTO MOBiABHO» [7, C.
71]. I «xoua B )XypHaAi Ta HaBKOAO HbOTO OYAO 6araTo rasacy i Cynmepevox, Ayuiero sIKux OyB cam
Kyreab, AlSIABHICTB 110TO SIK KPUTMKA CXOXa paalile Ha MOHOAOD» [7, c. 77], «Kyreass He Mo)xHa
BB)KaTU 00’ €KTUBHUM AiTonucieM teatpy» [7, ¢. 90] (a BiH LbOro i He IparHyB) i «T€aTpPO3HABCT-
Bo Kyreas [y XX croairri] 36epiraao pucu ysaBaenb 1880—1890x poxis» [7, c. 90].

Bip 1i€l «cynepeyAanBOI» MOAEAL CIPUMHATTA TBOPYOCTi Kyreas mpuHUMUIIOBO He BiApi3HA-
I0TbCS AOCAIAKEHHS, IO IX 3AIMCHMAM iHIII cHiBBiTUYM3HMKM Kyreas, o MiATBEpAKYETbCS 3aCHY-
BaHH:AM y cyvacHii Pocii npemii Kyreas y raaysi TearpaabHOi KpuTUKM. OKpPEMMM CIOKETOM Y AO-
caipxenHi TBopuocTi Kyreast € mamdaer CeBepuHa [TaHbKiBCHKOTO, SIKMIT 30CEPEAKYBaB yBary Ha
iMmepchKux KyAbTypHMX 3a3ixanHsx Kyreas [15; 16].

Y niromy, opHaK, y mybaikauisx, npucssiueHux Kyrearo, 6iablie yBarv mpuaiAsiAOCA MOTO iH-
AVIBIAYaAbHiVI TBOPYOCTI, i CIIpaBAlL Ay’Ke BUPa3Hill, aHDK CTpaTerivHuM 3aBAAQHHSM, fAKi BiH HaMa-
raBCs peaAi3yBaTU sIK peAAKTOP BMAAHHSA i TpOMaAChKuM Aigd. 1o )X A0 110ro BIIAMBY Ha TeaTpa-
ABHE XUTTsI YKpaiHy, BiH AOCi He OyB IIpPEAMETOM AOCAIA>KEHHS.

AAsl 3aBAQHB 1Ii€l po3BiAKM 0COOAMBe 3HaYEHHS Ma€ TEOPETUYHO OOIPYHTOBAHA MOAEAD
TeaTPAAbHOI JKYPHAAICTUKY, Ky BiH BUCYHYB i IPOCYBaB BIIPOAOBX ABAALIATM POKiB, i BUMaras
AOTpUMYBATUC 1I IPMHLUIIB BiA aBTOPIB, AKi ADYKYBAAMCs Ha CTOPiHKaXx 110ro XypHaAy. Ha nux
NpUHLUIAX OYAO BMXOBAaHO YMCAEHHMX IOCAIAOBHUKIB, 30KpeMa i B YKpaiHi, chopMOBaHO BIAK-
BOBMI HAaIIPsIM Y T€AaTPAAbHIl )KypPHAAICTULI 3 BIATTOBIAHOIO )XaHPOBOIO CHCTEMOIO.

MeToAOAOrisI PEKOHCTPYKIII L[i€l MoAeAl 6a3yeTbCsi HA BUOKPEMAEHHI Y BUAABHUYII ITPaK-
tuli Kyreas poxaabHMX TOUOK — KOH(AIKTIB MDX Ipecolo i TeaTpoM, sIKi peaAiyBaAucs y Teat-
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PaAbHMX CKaHAaAax abo, sIK 3a3Buyait ix Ha3uBaB Kyreab, B «iHIMAEHTaX», PO3TOPTAHHIO SIKMX BiH
CIPUSIB, MIAKVBAIOIOUY MyOAiKallisIMM i HAMararo4uch CTPYKTYPYBaTy TaKUM YMHOM TeaTPaAbHMUIA
MPOCTIip.

PeKOHCTPYKIIis 1ji€l MOAEAi 3AIICHIOETBCS 3A€01ABIIOr0 Ha OCHOBI MyOAiKaLiil Ha IIMAaAbTaX
BMAQHHS, sike pepaaryBaB Kyreab. OpHaK 00uHuyer0 Bumipy BUCTYIIa€ He CTABAEHHSI IIPECU AO TOTO
OOTIPYHTYBaHHs, & TAKOXX MPUHLIUIY OpraHisarii HacTymy it 000pOHM 3 GOKY IIpecH.

HaykoBa HOBU3HA AOCAiA’KEHHsI BM3HAYAETHCA ITOCTAHOBKOIO MUTAHHS IIPO MOAEAD Teart-
PaABbHOI >XXypHaAiCTUKY, 10 ii BipoBaAMB Kyreap, 3acapAHMYMM CKAQAHVMKOM SIKOI OYB AMICKYPC CKa-
HAQAY Y IOEAHAHHI 31 CTPYKTYPYBaHHAM KyAbTYPHOTO IIPOCTOPY 3a iMIIEPCbKMMM A€KaAaMMU Ta IO-
CAIAOBHMM BMOYAOBYBaHHSIM TaKMX CTOCYHKIB MDX IIPeCOI0 i TeaTpOM, B SIKMX TeaTpaAbHa )KypHa-
AICTMKA MyCMAQ TIOCICTU MTaHIBHEe MicLe.

MiX YMHHUMMM AAS PO3TASHYTOIO IEpiOAY TepMiHaAMU MeamparbHull HYPHAAICH, mean-
PAarbHULL penopmep, MeamparbHUll peyeH3eHm, mMeamparbHUull Kpumuk IepeBara HaAA€TbCA
NEPLIOMY — MeamparbHULL HYPHAAICH, IO 3yMOBAEHO He NMPUMXaMM i AEKCUYHMMU YIIOAOOaH-
HSIMU aBTOPQ, A COLIiaAbHOI0 HEBM3HAYEHICTIO TeaTpPaAbHOI KPUTUKU SIK MPOdeciitHOl AiSABHOCTI,
Ha BiAMIHY BiA T€aTPaAbHOI )XYPHAAICTMKY, Ky MOXXHA ONNCATH, K€PYHUYMCh YiTKMMU O3HaKaMU:
xmo (KypHaAicT), Je (Ha IIMAaAbTaX MEPIOAMYHUX BUAAHB), K (CIIMPAIOYUCh HA )KAHPOBY CUCTEMY
XKYPHAAICTUKM), 1po uio nuuie (IIpo Teatp).

Y KOHTEKCTI Lji€l po3BiAKM MOTpeOy€e YTOUHEHHSI TAKOXK iHIlIe TIOHSTTS: MeamparbHUll CKaH-
Oaa. Xoua Bip KiH1s XIX CTOAITTSI CKAaHAQA CTaB A€Ab He aTPUOYTOM MUCTELbKOTO XXUTTSI, OAHAK
MYCUIMO PO3pi3HSTU CKaHAQA, CIIPOBOKOBAHUI XYOOWHIM wecmom mMumuys (TBip CyliepedynuThb Tpa-
AULIIHMM eCTeTUYHMM HOpPMaM), i CKaHAQA, iHiLiioBaHu1 Tipecoio (0Opasa TeaTposi abo, y mupo-
KOMY 3Ha4eHHi, MUTLIEBI, SIKy HaHeCAa Ipeca).

IIpeamMeToM W€l PO3BIAKM € caMe APYTMIT TUIT CKAHAAAY — BUHECEHMUIT Y MTyOAIYHY ITAOLM-
HY KOHQAIKT MK IIpecolo i TeaTpoM, a TaKoX poAb A. Kyreast ta i1oro BUAaHHSA Yy Ljiit 00pOTHOI.
YTOuHeHHsA BMMaraTuMe TAaKOXX IHIIMII TepMiH, SIKUM BU3pi€ HANpPUKIHLI Ljiel po3BiAKM i CTaHe
KAIOUOBMIM.

Bukaapy OCHOBHOro MaTepiaAy MyCUTb IlepeAyBaTU KOPOTKa €KCIIO3ULlisl — HarapyBaHHA
po Aesiki KarouoBi daxTtu biorpadii Kyreas.

Hapoaucs Aaekcanpp (ABpaam) Kyreab 1864 poky y micti Mosup y cim’i pabuHa, oTpuman
I0pUAMYHY OCBiTy y IleTepOyp3bkomy yHiBepcuteTi (1886). llIAsx y )XypHaaicTuui po3noyas 3 nu-
CaHb «IIpO BCe IOTPOXY», OAHAK, 30Pi€HTYBaBIINCb, 1886 poKy mepeKAlOUYMBCA Ha TeaTp, i BXe
1892 poxy xypHaa «TeaTpaAbHbINI MUPOK» MICAB PO HbOTO SIK PO OAHOTO 3 HATAAQHOBUTIIINX
«MOAOAVIX ITyOAILMCTiB». 1897 POKY CTaB FOAOBHMM PEAAQKTOPOM IOTIDKHeBMKaA «Teatp u Mckyc-
CTBO», SIKUI1 BUXOAMB A0 1918 poky BKAIOUHO. Tia IIaNKOIO 11bOTO BMAAQHHS APYKYBaB 0i0AioTeuKy
MOAHUX IT €C, TTpaLli, IPUCBSYEHI MPaKTULli TeaTpy, AOBIAKOBi BUAQHHSI TOIIO i CTBOPUB TaKUM Y-
HOM IOTY>KHUI BUAQBHUYUI TOAAVHI, SIKUM, TIPOIAryl04y KOHCePBATUBHI €CTeTUYHI 1 «IIporpecu-
BHi» eTMYHi HOPMU Y CcyMillli 3 iAe0AOTi€0 «pyccko2o Mupa», 3 EBHOIO NepiopnyHicTIO mucas (i
yuTaB Aekuii y Kuesi) mpo «kpusy teatpy», 3aKAMKaB AO YCaMOCTillHEHHsI 200 HaBiTh BiAOKpeM-
A€HHsI TeaTpPaAbHOI XXYPHAAICTUKM Bip MUCTELTBA, ii iHCTUTYyLiaAi3alii Tomo. CKpOMHY POAb Y pe-
aaisawii 1ux GyHkuiit B YKpaiHi Bipirpasas i itoro 6paT — Vona Kyreab, sxuit Hapopuscs 1873
POKY TakoXX y Mo3upi, riMmHasu4Hy ocCBiTy 3A00yB y UepHirosi, yHiBepcuteTcbky — B IleTepOypsi,
a 'y yacy, Ha sKi IpUMapae BUAABHMYA aKTUBHICTb AAekcaHApa Kyreas, npaijjoBaB cioyaTky y 4a-
conuci «Tearp u VickyccTBo», 3ropoM y raseti «KnueBckasi MbICAB» i «IIpoCcAaBUBCS» 3A€0iABLIOrO
4yepe3 MO30BU MPOTU HBOTO Y «AiTepaTypHux crpaBax». O0uABa OpaTu, HEMOB 3a3MpalOYM Y A€Hb
3aBTpAlIHi, CHiBPOOITHUYAAY 3 TIPEACTABHMKAMM Maii0yTHbOI MAPTHOMEHKAATYPH, 30KpeMa 3 Ha-
pKoMoM ocBiTu A. B. AyHayapcbKuM, 110 32 papsIHCbKOI BAAAU BIAITPAaAO iCTOTHY POAb AASI CTATy-
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cy A. Kyreas sik HepoTopkaHoro. Kpim ycboro iHmoro, AaekcaHap Kyreab 3acHyBaB TeaTp napoain
«KpuBoe 3epkaao», IKMM KepyBaB AO KiHLsI XXUTT (1928).

bisHec-MopeAb TeaTpaAbHOTO BUAABHUYOIO AOMY, Ky 3anpoBapuB Kyreab, pasom i3 meam-
pom napodiii i KOHLIETLiEI0 TeaTPaAbHOI )KYPHaAICTUKY YTBOPIOBAAU EAVHE CUICTEMHE 1liAe, OpieH-
TOBaHEe Ha CTPYKTYPYBaHH: T€aTPAaAbHOTO CBITY i AOMiHYBaHHS B HboMY. T'e, Ha 1110 He MiI BIIAMHY-
TU J)KyPHaA, BUCMiIOBaB TeaTp MapoAil, AO TOTO X, 3AIVICHIOBAB 1Lie 3aBXXAM Y Me)KaX YMHHOIO 3aKO-
HOAQBCTBA, fIKe MMAbHYBAB i Ha CTOPIiHKaX LIOTIPKHEBMKA OX04e P03’ SICHIOBAaB — OCOOAMBO IOAIO-
OASIB KOMEHTYBAaTH IOPUAMYHUI ACTIeKT 3alUTiB aKTOPiB, SIKi MOAQBaAM MO30BM HA XKYPHAAICTiB.
Posrasiparoun «npuHyunose», SIK BiH M1caB, IUTAHHA IIPO 000B’A30K pelaKliiiii APYKyBaTy JIUCTY Tea-
TPiB 3i cnpocmysanHAMU nucaHv meampanvHux peyensenmis, Kyreab mocuaaBcs Ha 3aKOH («BBayKa-
€MO He 3aliBUM IOSICHUTU IOPUAUYHUI OiK CIIpaBu») i AaBaB, SIK HEBA)KKO 3A0TAAATHUCH, Iepepda-
YyBaHy BiAIIOBiAb: He 3000B’s13aHi. AAe HallTOAOBHillle — MOTMBALisl Y TPAAULIIIHO KYI'€AIBCBKOMY
Ayci: «HaBpsip um Imip CIIPOCTYBaHHSIM MOYKHA PO3YMITHU TaK 3BaHY “@HTUKPUTUKY », AAXKe «MexXa
MK 00’€KTMBHUM BUKAAAOM (aKTiB i Cy0'€KTMBHOIO OLIIHKOI0 HACTiABKM HEBAOBUMA, 110 Y OiAb-
LIOCTi BUMAAKIB CIIPOCTYBaHHs peLleH3ii1 HaBpsA 4 MOXXYTb PO3paXxOByBaT! Ha 3aKOHHE 3aA0BO-
AeHHs <...>. Taka mupoka cBoO60AQ CIPOCTYBaHHSA [pelieHsiit] mosbaBuaa Ou mpecy ii aBTOpUTETY
<...>. barato XTo cXuMABHMII AYMATH, 1[0 peLieH3eHT € HiOM ymoBHOBa)KeHM Bip myOAiku. Lle ¢a-
ABIIVBA AYMKa. PelleH3eHT € nepeayciM “yrioBHOBakeHUIT” Bip cebe. AyMKu, BIATYKM Ta CMaKu Iy-
OAiKM aHICKIABKM AASI HBOTO He 00OB’SI3KOBi, 00 iHaKIIe 3aMiCTb pelieH3€eHTIB cAip OyAo O BCcTaHO-
BUTM MEXaHi4YHi armapaTu AAS MIAPaXyHKY OmaeckiB» [4]. Y ubomy KoMmeHTapi — Liiaa KOHLIEMLis
TeaTPAAbHOI >KYPHAAICTUKM, 5IKa, 3 OTASAY Ha OXOIIA€HY BUAAQHHAM ayAUTOPIilO, MaAa iCTOTHMI
BIIAVIB Ha TOTOYaCHUII AMCKYPC IIPO TeaTp. 30BHI 1is1 KOHLIEMLIisl HaraAyBaAa AeaBe He dpiaocodcbke
OOIPYHTYBaHHsI arHOCTMLM3MY Ta JOro TpaHcOpMallilo y >KypHaAicTull, OAHaK HacmpaBAi OyAa
He 4YUM iHIIMM, SIK CIPOOOI0 TeaTPaAbHOI )XYPHAAICTMKM 3aBOIOBATM IPaBO Ha HEOCYAHICTD i...
0e3BiATIOBiAaABHICTD. DAaKTUYHO MILAOCS NIPO HYPHAAICHICLKY HeOOMOPKAHHICHIb, TIPO iMnepito
HeOCyOHUX, OCMAHHbOT IHCMAHUiT, 8ePXOBH020 MUCMEHbKO20 CY0Y, TIPEACTABHUKM SIKOTO HE MOXYTb
OyTM IPUTSTHYTI AO BiATIOBIAQABHOCTI HaBiTh 3a OPYTaAbHICTb, HAKAEII, LIbKYBAaHHS Ta iHIIi popmu
CaMOCTBepPAYKeHHsI a0 peaAisaljifo BAQCHMX KOMIIAEKCIB i mpodeciitHux pedpopmauin. Kepyrouncs
LVIMM YSIBAEHHSIMM, OAVH i3 irypaHTiB TeaTpaAbHMX CKaHAQAIB IIiA Yac CyAy BUIIPaBAOBYBaBCS
TUM, 110 JIOTO 00pA3AUBi BUCAOBAIOBAHHSA 0YAU Auue Memagopamu (K 3py4HO IepebyBaTh y Ta-
KoMy iH(daHTUABHO-0e3BipTIOBiAaAbHOMY cTaTyCi! ©).

Inmmm BHeckoMm Kyreast y TearpaabHy KyAbTypy Pociiicpkol immepii Oyanu itoro umcaeHHi
CIIpoOM He AuIlle BU3HAUMTU 3aBAQHHS TeaTPAAbHOI )KYPHAAICTMKM, a 1 iHCTUTYyLiaAisyBaTu ii,
CTBOPMBIIM CITIAKY, 5IKa, 32 CAOBAaMU JIOTO OAHOAYMIIiB, MyCHAQ «He OOMEXKYBaTUCS MET-PO-TPaA-
CBKUMM KPUTHUKaMMU, & I OXOIIUTU KPUTUKY B3araai, ToOTO i MOCKOBCBKMX, i MPOBIHLIITHMX TPeEA-
CTaBHMKIB TeaTpaAbHOro mnepa» [1]. ITocyTHbO, MIIAOCSA HE PO MAaCOHCBKY AOXY AASL «IpU B 0Oi-
cep», a Ipo Oi3Hec-iMIepito, Ha YOAi sikoi MycuB ctatu caM Kyreap. PeaaisyBatu 1jeit 3apym A0 Xo-
BTHeBOI peBoAmwlii Kyrealo Bparocs anire GikTuBHO, Ha manepi, a micas 1917 poky cripaBy iHCTH-
TyaAisalil MOCAIAOBHO i HAAOBIO 3AIMICHIOBAAa PaAsIHCbKA BAAAQ, BM3HAYAIOUYM 3aBAQHHS TeaTpa-
ABHOI )XYPHAAICTUKM Y YMCACHHMX IIOCTAaHOBAX i, X04 1 KOMIIPOMICHO, a BC€ X ACTITUMIi3y04u ii K
COLIiaAPHO KOPUCHY Tpalifo, TOOTO sIK IHCTPYMEHT IpPOIAraHAu, 10 i BUSHAYMAO MeXi i BiATIOBi-
AQABHOCTI, >KaHPOBi 0COOAMBOCTI TOLIO.

Ha mepumit morasia, sIKIO He OpaTu AO yBaru Xo4 i HEOTOAOILLIEHOTO, a BCE 5K BUPA3HOIO iM-
nepcbKoro narpiorusmy Kyreas,, 1oro KoHILemNLisi TeaTpaAbHOI )KYpHAAICTMKM MaAa HiOUTO MMp-
HuUi1 xapakTrep. OAHaK, 3iTKHYBIINCD i3 IPAaKTUKOIO, BOHA AeAb IOMITHO IepeTBOPIOBAAACS HA ar-
PECUBHY, 1O VI YBMPAa3HUAOCS Y TeaTPaAbHUX CKaHAaAaX AOOM, 0COOAMBO y KMIBCBKMX TeaTpPaAb-
HVIX CKQHAAAAX, KOPOMKA XPOHIKA SIKUX AO3BOASIE OKPECAUTY AVHAMIKY KOHQAIKTY.
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B yxpaiHcpkint npeci i KyreaeBoMy BUAQHHI HAaITyYHIIIMMY CKQHAQAQMU MEPIINX AECATUAITDH
CTOAITTS cTaAM Taki NIpoTUCTOsIHHA: CTapuubKuil vs AaekcaHApoBcbKuiL; CapoBcbkuil vs IleTaro-
pa; AHApeeB vs Hikoaaes i Haroselp; TeaTp «CoA0BLIOB» Vs fplieB.

CKaHAQAM CTAaAM HAaCAIAKOM IIPOTECTIB a00 CYAOBUX TO30BiB MUTLIB NMPOTU TeaTPaAbHUX
XKYPHaAICTiB, a TIpeAMETOM 3BMHYBau€Hb HAa AAPeCy >KYPHAAICTIB OyAa He «XYAOXHSI OLIiHKa», a
XaMCTBO, TOOTO GOpPMa, B SIKill «XYAOXKHIO OLIIHKY» OYAO OIIPMAIOAHEHO.

BupanHs Kyreas He MOTAO OMMHYTM LIMX CKQHAQAIB 3 KiAbKOX NMpUYMH. ByAb-AKuMi1 ckaHAQA
— 1]€ 3aBXXAU TIOKMBA AASI )KOBTOI T€aTPAAbHOI ITpecH, a TUM OiAbllle, KOAU AETHCS PO CKAHAAA,
SIKUI 3adinae iHTepecyu caMoi npecy, ii i 0e3 TOro HU3bKMI COLIAABHUIL CTATYC, Ta 1ie 1 Y SKilCh
IIPOBIHLiI».

dopmMaAbHO BUCAOBAEHI OOBMHYBau€HHS )XYPHAAICTIB CTOCYBaAUCsS HaueOTO mAariaty 3 OOKy
Apamarypra (AaekcaHApOBCbKMiT vs CTapULIbKUIT), «MaAOXYAOXKHOCTI» (fpueB vs Teatp «CoAoB-
LJOB»), BIACYTHOCTI «XyAO>KHBbOI npaBau» (Hikoaaes i YaroBeup vs AHApe€EB), 3aCTapiAoro perep-
Tyapy Ta yMoB npaui aktopis (ITetaropa vs Cap0BCbKUI).

Y craBAeHHI KyreaeBoro BAaHHA AO LIMX CKAaHAQAIB MIPOCTEXY€ETbCA AMHaMika. 1897 poky, y
pik 3acHyBaHHs XypHaAy «TeaTp u VIckyccTBO», MOKAMKAIOUMCh Ha iHIN BUAAHHS, Kyreap auie
IeperoBipaB 3MiCT CKaHAAAY, CIIPOBOKOBAHOTO KMIBCbKMM >KypHaAicTom Iamainom AaekcaHApOB-
CBKVM I AOTPUMYBABCS Mdliye HeMTPAAbHOI MO3UILII, aHIKOBAHICTh AKOI BIACTEXYETbCA AULLIE Y
AeAb IOMITHMX HaIliBHATSIKaX, y TOCAIAOBHOCTI i AOOOpi «BUITapAKOBMX» CAiB Tow0. Ti€l > TaKTUKK
BUAQHHSI AOTPUMYBAAOCS BIIPOAOBXK KiAbKOX POKiB, KOAM TPUBaB CYAOBUIT po3rasp crpasu Cra-
PULIBKOTO MPOTU AAEKCAaHAPOBCHKOTO, i HaBiTh MaliCTEPHO YAAQBaB, L0 HIYOTO He 3HA€E MPO «CeK-
pet IToaimnHeAs», TOOTO PO 3B’s130K peAaKTOPa MOCKOBCHKOTO BUAAHHS, Ha LINMAaAbTaX SIKOTO Ha
CrapuipKoro 0yAo 3BeA€HO HaKAeI, 3 TpeTiM BiAAiAeHHSM (OAITMYHOIO MOAIiLi€I0).

MoskHa OyAo 6U 1il0 NO3ULiI0 BBOXXATU Maliye HENTPAABHOIO, IKOM mapaseAabHO Kyreab He
PO3TOpTaB iHLINI CIOXKET, CIIPSIMOBAHMI HA IIOCUAEHHSA CTaTyCy TeaTPaAbHOTrO XypHaaicTta. Hi, He
KOHKPEeTHOTO >XypHaAicTa AAeKCaHAPOBCBHKOTO, SIKMI1 CIIPOBOKYBaB CKaHAAA, & TeaTPaAbHOI XYp-
HAAICTUKU SIK BUAY AisIABHOCTI. Lle mOMITHO y nepepOBULIAX, 10 IX M1caB i ApyKyBaB Kyreabp, y ai-
TEPaTYpHUX MOPTPETaX TeaTPpaAbHUX >KYPHAAICTIB i criorapax mpo HMX, y IpoOAeMHMX CTATTSX, a
TAKOX B IHIIMX CXOXXUX MaTepiasaXx. AOHeAaBHA TAKOTO He OYAO, aAKe KYPHAAICT, a HAATO KypHa-
AICT TeaTpaAbHMM, i He Auine B PoOcCilicpKill iMnepil, a 11 y €BpONeNChbKill KYAbTYPi, y ApaMaTyprii
['ycraBa @parirara, [Terpa Kaparurina, ®popopa Koni, Hikoaass €Bpeinosa, Boaopumupa Buxuu-
YEHKA Ta IHIINX aBTOPIB CIIPUIIMABCA AUILE SIK KOMIUHUI, @ TO 11 BOAEBIABHUI IIEPCOHAX.

Tak camMo NpUXOBaHi aKLEHTY MMOMIYaEMO i Y KOMEHTapsAX AO HACTYITHOTO I'YYHOTO CKaHAAAY,
siKuit 0epe moyaTok 1907 poky i TpyBa€ NMpuHaMHi BIPOAOBXX HACTYITHOTO pOKy. Po3noyaBcs cka-
HA2A TUXO — 3 MyOAikallil Ha IITaAbTaX BUAAHHSA, SIKUM KepyBaB Kyreab, «AMCTIB PO yKpaiHCbKY
cueHy» CumoHa Ileraropu. Hanucasi y cTpuMaHOMy TOHi, Lii AMCTY, TUM He MEHII, MOPYIIYBaAU
PO3YyMHMIT DaAaHC, apKe He BPaXOBYBAaAM KOHTEKCT, 3MiCTOM SIKOTO OYAO KYABTYpHE i MOAITMYHE
MPOTUCTOSIHHS MDK CTOAMLIEI0 iMITepil i «<KUIBCBKMM MilllaHMHOM», 2 TAKOXX XMOYBaAK Ha 3Ae0iAb-
moro 0Oe3miACTaBHi y3araAbHeHHs i 3BMHYBayeHHsI Ha aApecy YKpaiHChKUX TeaTPaAbHUX AisdiB.
OpHaxk mipbapbOpeHMIT MATPUMKOIO CTOAMYHOI npecy IleTAlopa MPOAOBKMB aTaky Ha YKpaiHCh-
KU1 TeaTp Ha cTopiHkax razetu «CAOBO», IKY CaM OYOAIOBaB, ILll€ PAAMKAABHIIIMMU 3acobamy i
AeAaAil OiabII MPULIIABHO 30CcepeAKyioun yBary Ha CapOBChKOMY i MIOTO 1[OIHO CTBOPEHOMY Teat-
pi, 1IJ0 CIIOYaTKy BUKAMKAAO MPOTeCT 3 00Ky akTopiB Tearpy CapOBCbKOro, pAaAi — BipmoBiap Ca-
AoBcbKoro, BTpyuaHHs Cepris €dpemoBa Ta i10ro crpo0y po30OpPOHMUTM YYaCHUKIB KOHQAIKTY,
KoMmeHTapi AHApist HikoBcpkoro Tomo. A npepMeToM KOHOAIKTY, sIK i B «iHIMaAeHTi» Mk Crapu-
LbKUM i AAEKCAaHAPOBCbKIMM, CTaB TOM CAaMUI CTATYC, KU AO3BOASIB )KYPHAAICTOBI 3AIICHIOBAaTU
nyoAiuHy 0bpasy.

SAxum 60KoM NpUTYAUBCS A0 L€l cripaBu A. Kyrean?
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Hisikux 0ocobuctx MOTUBIB AASI TOTO, 11100 y3s1TH OiK [TeTaropy, y Kyreas He 6yao, opoHak 6yB
B2KAMBIILIMII MOTUB: CTaTyC TeaTPAAbHOI >KYPHAAICTVKMY, 3a sIKMI1 BiH BiB O0OpOTBOY Bip MmouYaTKy
icHyBaHHS CBOTO TOAAVMHLIY, Ta J10T0 iMIepchKi 3a3ixaHHs. ToMy y KOMeHTapsx AO LJbOro KOHQAIK-
Ty BiH Oe3nepeyHo cTaB Ha 0ik [TeTaropu.

Hait6iAb1Ioro po3roaocy AictaB «iHIIMAEHT», sIK 1oro HasuBaB Kyreab, Mk Tearpom «CoAo-
BLIOB» i MOCKOBCBKMM KPUTMKOM, IOCTiIHUM i yArob6AeHrM aBTOpoM KyreaeBoro >xypHaay Ilet-
poM fpueBuMm, siKuit KiabKa pOKiB XuB y KueBi, AOKM 110T0 He NepecTaAu APYKyBaTU KUIBCbKi BU-
paHHs. KoHAIKT mocuaroBaBcs came yepes3 ocTaHHIO 00cTaBUHYy — Kyreab BipAUalAyIIHO KMHYBCS
Ha 3aXuCT fplieBa, i BIPOAOBX KiAbKOX 4MCeA BUAQHHS 3AIMICHIOBAAO NTOCUAEHUI HACTYN Ha OYH-
TiBHY «IPOBiHLi0», ap’)Xe Kyreab yCBiAOMAIOBaB, 1110 MPOTUCTOSIHHS 3arPOXKy€ NepepoCTH Yy 3ara-
ABHOAEp)KaBHe i MOJKe BILIEHT 3PYyJHYBaTH BCe, 1J0 BIIPOAOBX 0araTboX poKiB BiH BMOYAOBYBaB —
He0OMOpKAHICMb MeamparbHOl HYPHAAICMUKY, a HA0mo cmoiu4Hoi [10].

Hapemrti ocTaHHi y yepeai KMIBCbKMX «iHLMAEHTIB» — KOHQAIKT, SIKMI1, MAAQBLIMCH 3ara-
ABHOMY TPEHAY, CIIPOBOKYBaB 1912 poKy KUIBCbKMUII JKYPHAAICT, aBTOP HAapMCy HPO POCIICbKUIA
teaTp Y Kuesi Hixoaann Hikoaaes, axoro Kyreap y crnorapax HDKHO HasuBaB «UyA€CHOIO AIOAM-
HOIO», & CaMa «YyAE€CHa AIOAMHAa» 3TaAyBaAa MPO OOMKOT, SIKUIL 111 OTOAOCUAM KUIBCbKi aKTOpU, —
3BiCHO, 3a Te came, 3a MyOAiuYHYy 00pasy i 1bKyBaHHs. KyreAp komeHTyBaB 1ii 60MKOTH, SIK i HaAe-
JKUTb CTOAUYHOMY TeaTPaAbHOMY >KYPHaAiCTOBi: «fI BBa)karo 3a Hilljo peBOAIOLiHY ppaseoAoriio
Ta aKTOPCHKi “O0MKOTM” — OCTaHHi 0COOAMBO, a KUIBCHKI 1€ i1 mepeBaskHO» [11].

Bia mouatky 1900-x HikoAaeB ApyKyBaB Ha mmaAbTax Kyreaesoro Bupanusa «auctu 3 Kue-
Ba», A€, PO3BOASTYNCD ITPO «IIOCEPEAHE» A00 «IIOraHe» BUKOHAHHS aKTOPCbKMX POAE€N, He BUOVBa-
BCsA 13 3araAbHOIO TOHY TE€ATPAAbHOI JKYPHAAICTUKM, AOKM 1912 pPOKy He CIIpOBOKYBaB, pasoM 3
BceBoaopom Yarosuem, ckaHpaa 3 AeoHipom AHppeeBuM. IIpeaMeT ckaHAaAy, SIK 3aBXAU, TOM
camuii, a TOH TaKuyi, 10 pociiicbKa KpUTKUKA XapKOBa, 0OrOBOPIOIOYM CKAaHAAA, AOPIKHYAQ «UyAec-
Hill AIOAVHI»: «TeaTpaAbHMIT peLleH3eHT MyCUTDb OYTHU... BBIYAMBUM» [2].

Ha npomy mMo)xHa 6yAo O 3aBepLIMTY KOPOTKY XPOHIKY KUIBCBKMX T€aTPaAbHMX CKaHAQAIB,
KO He Te3a Kyreas, HeXTyBaTu SIKOI0 HEMOXAMBO. KOMeHTYI0UM OAVH i3 «KMIBCBKMX iHLIVMAEH-
TiB» i nepecniByroun eceit Ockapa Barapa «Kputuk sx mutenp» (1890), Kyreab oroaocus: «Ilpar-
HEHHS 3 TeaTPAAbBHOTO KPUTHKA 3pOOMTY TOBapHIlIa Ta MOMIYHMKA peXKcepa 30BCiM He BIiATIOBipa€
HOHSTTIO TIPO TeaTPAAbHY KPUTUKY SIK IIPO camocmiliHe mucmeymso» [17]. KoHTeKcT, B sikomy Oy-
AO BUT'OAOILIEHO IO Te3Yy, a TAKOXX YMCAEHHi pe30AIoLil 3'13Ay peXXucepiB 3 IPUBOAY TeaTPaAbHOI
KYPHAAICTUKM i BiAMOBa aKpeAMTYBaTM >XYPHAAICTiB Ha 3'i3Al, He 3aAMIIAIOTBL MiCLA CYyMHIBOBI
CTOCOBHO XapaKTepy CTOCYHKiIB MK BUAQHHAM Kyreas i Teatpamu. I Bce 1je — He OAMHMYHI «iHLIU-
AEHTU», a TIOCAIAOBHA, KOHLIENITyaAbHO BUBaKeHa 00poThOa 3a iHCTUTYaAi3aLilo no3amucmeybko-
20 (HAOMUCMEYbK020) NAHIBHO20 CAMYCY T€ATPAABHOI )XYPHAAICTUKML.

Taxi «iHLMAEHTU» AASI TOTOYaCHOI TeaTpaAbHOI KyABTYpU OYyAU CIipaBolo OyAeHHoM: «Mu, —
MOBiAOMASIAO BMAQHHS Kyreass — oTpuMyeMoO 1OAHA BUKPUTTS, CIIPSIMOBaHi IIPOTY PeLieH3eHTiB, i
SKILO He APYKYEMO iX, TO AMILIE TOMY, LII0 AOBEAOCS O BCe YMCAO IPUCBITUTU 3pa3KaM TeaTpaAb-
HOTO KPUTMKAHCTBAa. B OAHOMY AMCTi NPOIIOHYETHCA 3aCHYBAaHHSA TOBAPMCTBA CLICHIYHMX AiA4iB
AAsL 0OPOTBOY 3 HECTIPAaBEAAMBMMMU pelieH3isiMu. B iHIIOMYy — peKOMEeHAY€ETbCsI OpraHi3yBaTy CIIi-
AKY, YA€HU SIKOI 3000B’s13aAKCsL 6 He unTaTh peleHsin Tomo» [8]. OAHaK 0cOOAVMBE 3HAUYEHHST MaAU
came «IMPOBIHLiNMHI» CKaHAAAH, 5IKi KyreAp 3a3Buyail mATpUMYyBaB HaBiTh TOAL, KOAU Oe3mocepea-
HbO B HUX He BTPYYaBCs, a AuIle IyOAiIKyBaB MaTepiaAu CBOIX aBTOPIB «3 MPOBiHII» (apXe Oe3
PO3roAOCY CIIPaB)KHbOTO CKaHAQAY He OyBae).

IToBiAOMAEHHS PO CKAHAQAM Y «IIPOBiHLiI» 3a3BMYail TOAQBAAUCSA B OAHOMY 3 HAMIOIYASI-
pHiux (mopsip i3 pyopukoro «HyTku» i mosakaTeropinHum ¢ereToHOM) Ha CTOPiHKaX KyI'€AiBCh-
KOTO BMAQHHS JKaHPiB, y «AKCTax 3 MpoBiHIii». HeBubarAmsi, iHKoAu AOTeIHi, HaMMCaHi y BiAbHil
¢dbopmi, HEMOB MTOTAHO CTPYKTYPOBAHUI MTOTIK CBIAOMOCTI 3 0iAbIIIOI 200 MEHIIOK MPEeTeH3IEI Ha
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XYAO>KHICTD, 1ji AMCTU 3a3BMYail MMCAAM CaMe MicClleBi TeaTpaAbHi )KypHaaictu. Auctu 3 Kuesa 3a-
3Buyant nmucaau H. Hikoaaes i M. PabunoBuy, 3 XapkoBa — I. TaBpuaoB Ta iH. OcobAuBe 3HaUYeH-
HSI «AVICTY 3 MiCL[b» AICTAIOTb IIiA Yac BifiHU i peBoAIOLil, KOAM HYyHAAMEHT iMIlepii CTaB XUTATUCH.
InTepec )XypHaAy A0 YKPalHCBKOIO TeaTpPy Pi3KO MIACKOYMB, KOAO aBTOPIB CTPIMKO PO3IIMPUAOCS,
a AOMIHYBaTU CTAaAU ABA AEITMOTUBUM — «BCe IPOIAAO» 1 SIKiCb HAIBHI CKapIru Ha «HOBIi MicClieBi
MpaBMAa» 3 MOLIYKOM 3axucTy y Kyreas.

Hartrocrpillte 3011K1 Ipo «BCe MPOMAAO» MTOYAAM AYHATU Y AUCTAX Bip 1918 poky, Kkoau pos-
Ay4eHHs1 YKpainu 3 Pociiicpkor iMnepiero ctaao AookoHaHUM akToM. OAHAK KyreAiBCbKe BUAAH-
Hs BCe 1lje IPOAOBXXYBAaAO APYKYBaTU ITOBIAOMAEHHS PO KUIBCHKi TeaTpu y po3aiai «Ilo nmpoBuH-
UUK» Ta 1ie 1 3 YIAAMBUMMM NOAITUYHMMM AQIIKaMM: «Y HACTYITHOMY C€30Hi POCIIICBKOMY TeaTpy B
“camocriitHiit” YKpaiHi 6yae BiaBepeHO, MaOyTh, Miclie Ha mepudepii. 3amMicTh pociiicbKux TeaTpiB
OyAyTh “AeprkaBHi yKpaiHCcbKi TeaTpu » [6]. Ab6o Take: «“Ha yectp rerbmana Cxopomapcbkoro” 10
TpaBHs Y Micbkomy Teatpi Oyao BucTaBAeHO omepy “UepeBUuky” MaAOPOCIICbKOI — Iepernpo-
IIYEMO, YKPaiHCbKOI MOBOIO» [9]. Yci i moBisOMAeHHs, came y Takill popMi, camMe 3 TaKMMU Aall-
KaMM i «BrOaueHHSIMM» TTOAABAAKCS aBTOpaMu 3 YKpaiHu, siIKkux Bukoxas Kyreab.

Takoi caaBy, 5K itoro koaera Aaexcert CyBopiH (skoro Ha cropiHkax rasetu «Papa» 3a3Bu-
Yyayl Ha3MBaAU «(PAIOTEPOM», «KTUIINYHIM XaMEAEOHOM», «3Mi€M-CIIOKYCHMKOM» Ta iHIIMMU AQTiA-
HuMmu imeHamu) Kyreas, 3BicHO, He 3axuB. Xoua 1MO3ulLiiio i10oro B YKpaiHi BOYeBUAb YCBiAOMAIOBa-
AM, OAH2K IiAHY BIAIIOBiAb 1lOMY BIiepiiie OyAo pAaHO auie 1917 poky y poonuci CeBepuna [TaHbKiB-
CBKOTO, B SIKOMY OyAO IMPOaHaAi30BaHO aHTUYKPATHCBKY AiSIABHICTD «AXKeHTAbMeHa 3 [TeTepOypry»
[15], «AYXOBHOTO BOKASI POCiJICBKOTO TeaTpaAabHOro apeonary 1. Kyreas» [16, c. 2]. IIpore Bnaus
Kyreast Ha TeaTpaAbHy KyAbTYpy YKpaiHM OyB He MEHIIVM, @ MOXKAMBO, i1 OiABIIVM 32 CYBOPiHCb-
KMI1, ap)Ke MTPOBiAHMKaMM M1OTO BIIAUBY OYAM TeaTpaAbHi XypHaAicTu 3 YKpaiHu.

SIKi K BucHOBKU, 0OrOBOPIOIOYY TeaTPaAbHI CKaHAAAU i MOAITUKY KyreaeBoro BupaHHS CTO-
COBHO YKpaiHy, MO>XXeMO 3pOOUTH, i HOMY TOBOPUTU MYCHMO IIPO SIBUIIE, & HE TIPO OAVHUYHUIL BU-
MAAOK, TIPO KYreAbAHCMBO, A He TIPO (heHomeH Kyreas abo kasyc iio2o imeHi?

[Tepeaycim uepes Te, 110 Mi’K TAAQHOBUTUM CIIOCTEPEXAMBUM aBTOPOM, 3 OAHOTO OOKY, i pe-
AQKTOPOM, a TaKO>XX TPOMAACBKUM AisideM, sIKMI HOCMB Te came Ipi3Buille, — icToTHa pisHuus. Ile-
pUIMIT — PO3KYTUM, CHOHTAaHHUM, CXUABHUN AO AHApXi3My, iIHKOAM ITAYTAHM, HA 1110 3BE€PTAAU yBa-
Ty TIOTIEpeAH] AOCAIAHMKK. APYTUil — MOCAIAOBHMII CTpaTer, OyAiBHUYMII T€aTPAABHOI KYABTYPH.
O6uABi poai ycBipzomaroBas i cam Kyreab: «Ckiabku s1 cebe mam’sitato, MeHi BOauyaAucs ABi Kap'epu:
BO€EHAYaAbHMKA i cTpartera <...> i, mo-Apyre, mucbMeHHMKa» [13, c. 8]. Ilepumit 6yBaB AerkoBaxk-
HUM («AETKOB)KHICTb Aooromarae Xutu» [12, c. 7]) i HaBiTh TpaliAMBUM, APYTUI — TOCAIAOBHUM.

Ak pepaxkTop Kyreab chopmyBaB HaBKOAO CBOIO BMAQHHS KiABKICHO 3HA4Hy IpyIly TeaTpa-
ABHMIX )XYPHAAICTIB He AMllIe B MeXXaX MicCTa, a 11 B yciit Pociiicbkiil iMnepii, HapaBaB MIATPUMKY aB-
TOpaM, sIKUX BepOyBaB i AOailAMBO CeAEKLiOHYBaB, OT)Ke, BUXOBYBaB. JiAbHe Miclle cepea HUX Ha-
A€XAAO TeaTPaAbHMM )XYPHaAicTaM 3 YKpaiHu, 5IKi 3A€0iAbIIOro BUCTYIIaAM Ha CTOPiHKaX KyI'eAiB-
CbKOT'O BMAQHHSI 3 03Ul CBiAOMO 0OpaHOro MpOBiHILiaAi3My i MEHIIOBAPTOCTi.

HeMOXAMBO He MOTOAUTUCS i3 AOCAIAHMKAMU, SIKi MMCAAM PO MAYTaHI €CTeTUYHI NOTASIAU
Kyreas.

HaTtoMmicTb Hap3BUYaHO YiTKO CPOPMYABOBAaHMMM i IOCAIAOBHO peaAi3oBaHMMU BUAQIOTbCS
norasiav Kyreast Ha 6Gi3Hec y raaysi TeaTpaAbHOI )XypHAAICTUKIUL.

HaiiBaskAuBilIMMY TpOrpaMHMMM NpUHLUIAMU 1ii€l 6i3Hec-MOAeAl, SKUX AOTPUMYBAAUCS
TAKOXX JI0TO OAHOAYMLIi i TOCAIAOBHUKY, OyAM:

— cy6’ekmuBiam i npe3yMnyis BAACH020 cMAKy («KPUTUKA € CYD €KTUBHOIO OLIHKOIO SIBUIIA»
(5, c. 593]);
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— HAOAHHA KPUMuYi cmamycy camocmiiiHozo sudy mucmeymsa (izes Ha TOM 4ac paalue
CKOMIIPOMETOBaHa, Hi>XK HOBA; cepep nepuiux il npuxuabHukiB — Ockap Bainaa, «Kputuk sk mu-
Telby», 1890);

— Onopa BUKAWOYHO Ha asmopumem wypHaricma («AOCTOBIPHICTb MIAKPIMAIOETBCS HaAi-
HUMU TI0Ka3aMu CBipKa» [5, 594] i mpesyMIiLii€io i10ro HeaHra>)KOBaHOCT1);

— HACMPOEBA IMNPECIOHICMUYHICMD K CMUAboBuUlL idear («Y MUCTeLTBI HeMae axTiB, a ic-
HYIOTb HaCTpOI; y IepeAayi HACTPOIB He MOXKe OyTU MeBHUX MPUIIOMIB AOKA3iB, a AMIIE XYAOXKHS
iHTYILis Ta WKpicTh cTaBA€HH» [3]);

— «<NAMPIOMUYHA ANOAIMUHHICMDb» (3aXUCT MABAAUH «PYCCKO20 MUPA»), & TAKOX MapPaAOK-
CaAbHA HEMOCAIAOBHICTb — KaTe€rOpMYHe HECIPUMHATTSA aHTUCEMITU3MY NOPsA i3 MOCAIAOBHOIO
yKpaiHo¢obiero;

— HeocyOHicmb MYOAIYHO BUCAOBAEHMX CYAKEHD )KYPHAAICTa, HE3aA€XKHO Bip GopMH, B sAKiN
BOHM ONPUAIOAHEHI.

He BapTro cnpunmatu npertensii Kyreas Ha BMOKpeMA€HHs TeaTpaAbHOI XXYPHAAICTUKU Y ca-
MOCTIIHMI1 BUA MUCTELITBA AMIIE SIK HEBAAAY MeTadopy; HacIpaBAi caMe Tak, XO4 i He AO KiHLA
cHOpPMYAIOBaBIIM AYMKY, BiH CIIPUIIMaB TeaTpPaAbHe >KUTTSL: SIK BipTYaAbHUIT TeaTp ASIAbOK, B SIKO-
MY TeaTPAaAbHUM )XYPHAAICT BUKOHYE POAb ASIABKAPSL.

YaBaeHHsa Kyreas mpo BAaCHUI i TeaTpaAbHOI )KyPHAAICTUKM CTATyC MATBEPAJKYE MIOTO Ice-
BAOHIM — Homo Novus (HoBa AoaunHa).

Ha nepumit morasip, IceBAOHIM LiAKOM Oe3redyHuil, AKIIO He IOMI4aTy B HbOMY BHYTpIl-
HBOTO NPOTUCTABAEHHSI — CTapill AIOAVHI, AFOAVHI 3 MuHYyAOrO [13, . 59] i, MO’KAMBO, HaBiTb «KU-
iBCHKOMY MillJaHMHOBI»; MaAOMIMOBIPHO, 100U 1]e11 TICEBAOHIM BiH ITOB’s13yBaB 3 AABHbOPMMCBHKOIO
HA3BOIO HYBOPUULA | BUCKOYHA.

BipBoaikarouuch Bip noctaTi Kyreas Ta 110oro KoHuemniii TeaTpaAbHOI )XYPHAAICTUKM, OAHAK
e O6AVDKYEe HAOAVDKAIOUVICh AO KYTreAbAHCMBA i BUKOHYIOUM OOILISIHKY, SIKY aBTOP AQB y BCTYII AO
i€l po3BipAKM (YTOUHEHHSI TepMiHa, sIKMiT BU3pi€ HAMPUKIHL i€l PO3BIAKM i CTaHe KAIOYOBUM),
MYCYMO BUVTM Ha IIMpIIe KOAO IPOIIOHOBAHMX OOCTaBUH AOOM i mpurapaTyu mpaii, IpUCBsYeHi
Kpu3i iHmeaieeHyii. A IepexoAsiun AO LIUX Ipalib, 3TaAQTY, 1[0 He BCi aBTOPY 3 THUX, L0 yOAiKyBa-
AVICS HA IIMAAbTAaX KyI€AIBCbKOTO BUAQHHS, NOTPANMAM MiA JIOTO BIIAMB i He BCi CTaAU IIPOBIAHU-
KaMM KOHIenllii, sIKy BiH npomnaryBas. Cepep HUX, 30KpeMa, KusiHuH Cepriit bepases.

Tumyacom itoro 6pat Mukoaa bepasieB BUAPYKYBaB HU3KY CTaTeil, IPEAMETOM SIKMX OyAa
kpusa iHmeniceHyii. Cepep CUMITOMIB Kpusu bepaAsieB BUOKpeMAIOBAaB BHYTPIILIHIO Ka3eHIVHY,
IHepTHICTb, AOMOPOCAE CEKTAaHTCTBO, KOHCEPBAaTU3M, CXUAbBHICTb AO MOAHMX €BPONEVICbKUX HO-
BMHOK, a iIHCTPYMEHTOM IOLIMPEHHS XBOpOOU BBakaB came npecy. OpHOYacHO 3 mpausiMu bepas-
eBa OyAO BMADPYKYBaHO 30ipHuKM «Bexu» (1909), «Kyaa mbl mpem» (1910), «VIHTeaaureHius B
Poccum» (1910) Toio. Y nepiomy 3 Hux 6paau yuacte M. Bepasies, C. Byarakos Ta iHuii aBTOpHU,
3aebiabmioro dirocodu, a y Apyromy — nepeBakHO NpeACTaBHUMKM MuctenurBa — H. €BpeiHOB,
IT. KoraH, Bc. Mertepxoaba, O. Cymbaros-Oxus i T1. Bobopukin Ta inui. 1lle panimie 3’saBuAacs
npaus Amitpiss MepexkoBcbkoro «I'psayimumit xam» (1906). TematuuHo Bci ui mpari Tak 4 TaKk
OyAu IOB’s13aHi 3 MPOOAEMOIO He AMILE POCINICBKOI (SIKy CAip BiApi3HATH Bip yKpaiHCBKOI), a 11 €B-
poreiicbKoi iHTeAireHuii. BUCHOBKM 3rapaHux myOAikaliit 3a4imaAy HairOAOBHille TUTAHHS — U40
make iHmeAi2eHyisg, HaMaral4yyCb 3HANTU O3HAUEHHS AASI HEllOAABHO HApOA>KEHOTO i HEOAHOpa-
30BO ITIOBTOPEHOTO Ha CTOPiHKax npaub bepasesa, byarakosa Ta iHIINMX aBTOpPiB CAOBaA iHMeAi2eH-
mujuHa (ncesooiHmeAizeHyisg), IPO SIKY HEBAOB3I 3 orupomo 3rapyBatume i Kypbac.

3a popmMaAbHUMY O3HaKaMy, BCi 6e3 BUHATKY GirypaHTy pO3rASIHYTOTO Yy Liil pO3Bialli AuC-
KypCy IIPO TeaTp HaAeXaAU AO iHTeaireHuii (xoya caM TepMiH iHmeAleeHYis Y 1acu, KOAU PO3rop-
HYAMCS i AMCKYCii, BU3HauaB He Mpo¢eciiiHuil CTaTyc 0cody, a CTUAD il moBeAiHkM). OAHaK y pe-
KOHCTPY/OBaHMX CKaHAAAAX CIIOCTEPIraeMo came BiOMIHHICMb M iHmMeAi2eHMAaMuy ma iHmeAize-
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HmuuHow. s BIAMIHHICTD MyCUTb OyTU TOAOBHMM IMUTAHHSM, BiATTOBIiAb Ha sIKe, 0OTOBOPIOIOYN
pe3yAbTaTU AOCAIAXKEHHS, 1isI PO3BiAKa HE AQ€ i AQTU He MOJXKe, aA)Ke B CAMOMY 00 €KTi AOCAiAXKeEH-
HsI — Cepep 3TaAaHMX Y Ipalli TeaTpaAbHMX XKYPHaAICTiB, 0ci0, sKux MO>XXHa OyAo OM BiAHeCTU A0
iHTeAireHuii He AniIe 3a GOpMaABPHMMM O3HAaKaMMU, a M IMOCYTHBO, He icHYe. [TopiBHSIABHUI aHaAi3
000X IOHATD i SIBUIL, SIKi CTOATh 3a HUMM, — 3aBAAHHS IHIIIOIO AOCAiAKeHHs. Tak caMo, SIK i Bi-
MOBIAb HA iHIIIe 3aIIMTaHHA —BIAKOAM MUCTELTBO i AVCKYPC IIPO HbOTO Y IIPeCi CTaAM aCOLiI0BATH-
Cs1 3 IOHATTSM IHMeAleeHUiA?

OAHOYACHICTD BiffHM MK Ipecolo i TeaTpoM, 3 OAHOTO OOKY, i AUCKYCii IO «Kpu3y iHTeAire-
HIIii», 3 APYTOro, HEBUITAAKOBO 30irancs y yaci. 3 oAHOro 60Ky, rpeca cTaAa iHCTPyMEHTOM iHTeAi-
reH1ii, OAHaK, 3 ADYTOro OOKy, caMe «yemsepma BAAOA» Ma ii Memoou Cmaiu iHCMpPYMeHMOM He-
PemBOpeHHS iHmeAl2eHYil Ha iHmeAizeHmMuuHy (nceBOoiHmeAizeHYi0). B3aeMOPOHUKHEHHS CTO-
PiH, CIIASIUi areHTM i AaTEHTHUI XapaKTep 00pPOTBOY Mi>K HUMM He O3HaYa€ BiACYTHOCTi KOH(DAIKTY,
paAlile MepeMOry OAHi€l 31 CTOpiH — TMMYacoBYy ab0 OCTAaTOYHY, IO TaKOX € MUTAHHAM. SK i
3B’5I30K MDX MTOAISIMU CTOPIYHOI AQBHMHU Ta iHCTPYMEHTapi€M IPeCy Y CbOTOAHIIIHI BiliHi.

YSIBA€HHSI IIPO Te, 11J0 OKPECAEHUII CTUADB BeAeHHSI 00poThOM Y cdepi TeaTpaabHOI XKXypHaaic-
TUKK OYB SIKUMOCH ITapaAOKCAAbHO-BIAUAMAYIIHUM MTPOSIBOM CMIAMBOCTI AiOepaAbHOTO iHTeAireH-
Ta, € HeOE3MEeYHOIO iAI03i€10 a00 CBIAOMOIO MTAMIHOIO ITOHATD.

Hapoa)keHa sIK OAVH i3 iIHCTpyMeHTiB KOMepLiliHOI IIpecy, TeaTpaAbHa XYPHaAiCTMKA BIIPO-
AOB>XX ABOX CTOAITb IEPEXOAVAA 3 PYK B PYKM — BiA CAAOHIB AO IOAITUKIB, Bip Oi3HECMeHIB A0 ca-
Mux MUTLIB. HacaipAkoM 1jux mepexoaiB cTasa 3miHa QYHKIIiN i 3aBAQHD, CTpATeTiil i TAKTUK, IPU-
jiomiB Hamaay i 3axucry. [oAoBHUIT ceHC 60poTEOU Kyreast moasiraB y 3A00yTTi cy6’ekmuocmi, 1wjo-
Ou 3i craTycy crocrepiraya i CTpuMaHOro KomeHTaTopa (sIk 6yao y yacu ByarapiHa, Koau 3a «He3a-
AOBIABHY» peLieH3il0 MO>KHA OYAO MOTPANUTY Ha TAYNITBAXTY) EPENTU Y CHIAMYC 2pasuys, d 0ari i
KepiBHUKA 2pU.

3rapyroun penaiky Kyreas npo HenpaBOMipHICTb NepeTBOPEHHSI TeaTPaAbHOIO JKypHaAicTa
Ha «TOBAapuilla Ta MOMiYHMKA pexxucepar» [17] il yCBiAOMAIOIOUM, 110 Y pi3Hi mepioau TeaTpaAbHi
XYpHaAicTu ipeHTHdiKyBaAau cebe 3 pi3HMMU CHIABHOTaMU 11 Opi€HTYBaAMCS Ha pi3Hi pedepeHTHi
IPyny, MyCUMO NMOCTAaBUTY NMUTAHHS NPO CIIABHOTY, 3 SIKOIO, BIAMEXKOBYIOUMCh Bip TeaTpaAbHUX
Alst4iB, izneHTHiKYBaB cebe Kyreab, i pedepeHTHY rpymy, Ha SIKYy pO3paxoByBaB.

3 OTrASIAY Ha CTAHOBAEHHSI TEaTPO3HABCTBA, sIKe BiAOYyBaAOCs caMe B L€l Yac, He 3AUBYBaB O
aM6iTHMIT Hamip Kyreas yBiiiTu y MaitOyTHE 3i CBOIMM TEKCTaMU SIK HAaITOAOBHIIIMM 200 5K HaBiTb
EAVIHUIM AKEpPeAOM 3 iCTOpil TeaTpy, 3 SIKUM iCTOPUKM HOCUAUCS 0, HEMOB i3 SIKOIOCh AABHBOETH-
METCHKOIO MICAHOI0 TOPOOIO.

[TosicCHEHHS KYIeAbSIHCTBA — He AMILE Y CTPIMKOMY 3A€Ti «4eTBEPTOI BAAAM», 1IJO OCOOAVBO
IOMITHMM CTa€ Ha NMOYaTKy XX CTOAITTs, a i Y peBOAIOLINTHUX HACTPOSIX AOOY, IIIO MOIIVPUAKCS Ha
BCi chepu COLIaABHOTO XXUTTSI, Y MICTUYHHUX, A IOYACTHU i HIL[IIEAHCHKMX HACTPOSIX «CPiOHOI AOOM».

3 eTUYHOI i ICUXOAOTIYHOI TOUYKM 30PY, MOAEAD, Ky npomnaryBaB Kyreap, MoxxHa 6yao 6 Tpa-
KTYBaTU SIK 1apecilo, a >XYPHAAICTIB 10r0 KoAa — SIK napeciacmis, ocio, sKi, He 03UpaYNCh Hi Ha
OTOYEHHsI, Hi Ha KOHCEpBAaTMBHi CYCIiAbHI HOpMY, BUKOHYIOTb CBiil BUILIUII 00OB’sI30K i, HEMOB
OAEP>XXMMi, BIABHO BUCAOBAIOIOTb «iCTVMHW», IJ0 HUMMU, )XYPHaAicTaMu, 0BOAOAIAM. MoyKHa Oyao 6,
SIKOV TaKe caMe IPaBO HAAABAAOCS YCiM YYaCHMKaM AVICKYPCY, @ CaMi napeciacmiy He IOBOAVAVICS
AY>Ke 00€epeXKHO, CTPMMAHO i HaBiTh HIX)KHO, KOAY MMICAAY MIPO iMITIEPATOPCHKi T€ATPU.

Hespa)karoun Ha 3apa3AMBICTb AiTepaTypHOTO 11 OpraHi3aTOpChbKOro TaAaaHTy Kyreas, MoHo-
MOAI3yBaTyU AMCKYPC IIPO TeaTp Y 3araAbHOAEP)KaBHOMY MacIUTabi BiH He 3Mir — nepeaycim uepes
AOCTaTHbO PO3BMHEHY KOHKYPEHLiI0 HA PUHKY TeaTPaAbHOI IIPeCH, AKY MiCAsI pEeBOAIOLII 3HULMAA
PaAsHCbKa BAAAQ.
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KLEKOVKIN O.

KUGELIANISM IN THE DISCOURSE OF THEATRE SCANDAL
(UKRAINE, THE FIRST QUARTER OF THE TWENTIETH CENTURY)

Abstract. The article explores the concept of theatre journalism, promoted from the end of
the 19th century by Aleksandr Kugel and his publication, as well as the influence of Kugel, his
media and the authors recruited by him on the expansion of the press and the instigation of the
conflict between the press and the theatre. As an editor, Kugel gathered a quantitatively significant
group of theatre journalists around his publication, the practice of which is considered not as an
isolated case, but as a trend in theatre journalism that spread due to Kugel’s influence —
Kugelianism. The methodology of the reconstruction of this model is based on the identification of
focal points in Kugel’s publishing practice — conflicts between the press and the theatre, which
took shape of theatre scandals or, as Kugel usually called them, “incidents,” in the unfolding of
which he took an active part. The basic component of Kugelianism was the discourse of scandal,
together with the structuring of the cultural space according to imperial models and the consistent
construction of such relations between the press and the theatre, in which theatre journalism had
to occupy a dominant position. Kugelianism stands out among the conceptual foundations of
theatre journalism as it is marked by subjectivity, the presumption of one’s own taste and reliance
solely on the journalist’s authority; granting criticism the status of an independent art form;
impressionism as a stylistic ideal; imprudence of the journalist’s publicly expressed judgments,
regardless of the form in which they are made public; “patriotic apoliticism” (protection of the
foundations of the “Russian World”), as well as paradoxical inconsistency — the rejection of anti-
Semitism alongside consistent Ukrainophobia. The article outlines the role of Kugelianism in the
formation of provincial self-identification in the Ukrainian theatre culture and defines the internal
connection between the discussions that took place at the time among the Russian intelligentsia:
about the crisis of the intelligentsia (about the intelligentsia and inteligentshchyna, i.e. pseudo-
intelligentsia) and about the relationship between the press and the theatre.

Keywords: theatre criticism, theatre journalism, publishing and creative activity of Aleksandr
Kugel, Kugelianism, theatre scandal, intelligentsia vs. inteligentshchyna (pseudo-intelligentsia).
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AHoranis. Y cTaTTi AOCAIAXYIOTbCS NTapaAOKCH BUKOPUCTAHHS B OIlepi nepepobok Aitepa-
TYPHUX AXKEPEA: aBTOPCbKUX TBOPiB, MidiB Ta Ka30K, AereHy i nepekasiB. Cepea LMX CIOXKETIB BUO-
KpeMAI€ETbCs TeMa «daTtaapHOI XiHKM» (femme fatale), mop’s3aHa 3 MoTMBOM criokycu i piHaAbpHOT
KaTtacTpodu, KO 3aBepIIyeThCs I mAsAX. Tema «paTaAbHOI KiHKM» PO3TASIAQETBCS Y KOHTEKCTI
I'eHAEpPHOI MPOOAEMATUKH, CITIBBIAHOIIEHHS YOAOBIUOrO i )KiHOYOTO CBiTiB. AOCAiIAKEHHST 0a3YETh-
Cs Ha IPMHLMIAX icTOpMYHOI noeTuku. IlpoaHaAisoBaHO BUTOKM CIO)KETHMX MOTUBIB, IXHIN PyX Yy
yaci, KoMOiHallif0 MOTUBIB y 3B’sI3Ky 3 CUCTEMOIO NIEPCOHAXIB, 30BHILIIHIMM i BHYTPillIHIMY MOTU-
BaMU IXHbOI IOBEAIHKM i, B LIiIAOMY, 3 XYAO>KHbOIO CTPYKTYPOIO TBOPY. AHAAI3 CIOKeTiB 3 TOUU 30py
icHyBaHHS B HUX CIIIABHMX MOTMBIB Ta IXHbOTO MiCLs Y LIiAiCHIN CIO>KeTHi1 OyAOBi 3AiicCHEHO Ha
marepiaai onep kommnosuropis pisaux enox. Teopu XK. B. Awaai, [. @. T'enpeas, A. ABopxkaka, XK.
bise, P. Barnepa, A. bepra Bnepiiie po3rasipaloTbCsl 3 TOUM 30pPYy iCHYBaHHA B HUX CIIABHUX MOTH-
BiB Ta X Miclis y LiAicHi CloXKeTHiil OYAOBi. Lle A03BOAsIE PO3KPUTH HEAiHIIHI 3B'SI3KM MDX ormep-
HUMU TBOPaMM, AKi HAA€KaTb AO Pi3HMX ICTOPMYHMX €TalliB, pi3HMX >KaHPIB 1 HalJilOHAABHMX OIlep-
HUX TPaAULiL.

Karo4osi croBa: onepHUit CIOXKeT, CIO)KeTHUI MOTuUB, femme fatale Ha onepHiit cijeHi, reHAep-
Hi aClIeKTU ONIepHUX CIOXKeTiB, icTopis onepu XVIII-XX CTOAITb.

Merta Ta MeTOAOAOTriA AocAip)KeHHA. Crielndika onepu MoAsira€ y TOMy, 10 BOHa OAHOYA-
CHO € Pi3HOBMAOM TE€aTPAaAbHOIO MMCTELTBA i CyTO MY3MYHMM >KaHPOM CUHTETUYHOI NPUPOAU.
Hapoa)keHHsI OKpeMOro OIIepHOTO TBOPY ITOB’sI3aHO 3 ITOETAITHUM IIPOXOAKEHHSM KiABKOX CTaAil.
Koan A0CAIAXKY€ETBCS HIASIX Bip MapPTUTYPU AO ONIEPHOI BUCTaBH, TO IePIl 32 BCe NpMUBEPTAE yBara
TpaHcpopMmallis MiA BIAMBOM CYTO MY3MYHMX 3aKOHOMIDHOCTEN 3araAbHMX 3aKOHIiB IOOYAOBU
CAOBeCHOI ApamI i criennpiky MpoCcTopoBo-4yacoBoi opraHisauii ciieHiuHoi Ail. CyTTeBUX 3MiH Ha-
OyBalOTb IpY OIepHill epepobLii obpaHi AimepamypHi Oxepera. BOHV HMIAASITalOTh CKOPOUYEHHSM,
YKPYITHEHHIO OCHOBHUX AiHill, HEPIAKO BBOASITbCA HOBI IEPCOHAXI, BIACYTHI B IEPBMHHOMY TE€KCTi.
CrpykTypHa IepeOyaoBa i 3MiHa >KQaHPOBOTO CIIPSIMYBaHHSI BUSIBASIETBCSI OCOOAMBO KapAVHAAb-
HOI0, KOAU SIK OCHOBa O0OMPAaIOTbCs He IT€CH, a NMPo30Bi TBopu. B AibpeTo cTBOproBasacs MilHa
ApaMaTypriyHa OCHOBA, BUKAAAQBCSI APAaMaTUYHUIT CIOXKET 3 yciMa HEOOXIAHMMU eTamamu i CTaai-
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stMu po3BUTKY [5]. TyT TakoX BU3HAYAAKCS IEPEAYMOBU AASI PO3ILMPEHOTO BKAIOUEHHS] MY3UKU. 3
HEI0 Pa3oM OAEP>KyBaAl 3HaUHE MicCLie AIpUYHMIT i emiYHUI KOMITIOHEHTU. T0oOTO Apama uepes My-
3Ky HaOyBaAa BAQCHMX HEITOBTOPHMX PYIC BXXe Ha PiBHi AiTepaTypHOro TEKCTy AibpeTo.

AiOpeTucT BpaxoByBaB IpU MAAHYBaHHI CIO)KETHOI OCHOBU TBOPY OCOOAMBICTb MY3MYHOTO
4yacy fAK 4acy BHYTPILIHbOTO JKUTTS, i IpU LIbOMY Y3TOAXKYBaB JIOTO 3 YaCOM CIOKETHOTO pyXy, 30B-
HIIIHIM XOAOM cLieHiYHMX MOAiN. CLieHiuHa Aisl TAaHYBaAacs SIK CUCTeMM 300paskyBaHMX MOAIN y Ix
B3a€EMO3B 3Ky i po3BUTKY. X04a iCHYIOTb pi3He pO3yMiHHA TePMiHOAOTIYHMX BiAMiHHOCTEN CIOXe-
Ty i ¢abyanu, MO>KHa 3alpONOHYBAaTM TakKe iX cliBBipHOLIeHHS. DPaOyia — TPUYMHHA MOCAIAOB-
HICTb i mepeka3 04eBMAHMX 30BHIlIHIX ¢akTiB. Croxem — BHYTPIIIHSI MOTUBALis, AXKEPeAO, Ipo-
1jeC MMOPOA’KEeHHsI LMX (aKTiB Ta 3’sICYBaHHS NMPUYMH, SIKi BUKAMKAAY iX AO KUTTs. CIO>KeT MOXKHA
MOPIBHATH 3 OyAiBA€I0, A MOAII, BUMTAAKH, €Mi30AU i IPUTOAY 31 CKAAAOBUMH, 3 SIKUX TaKa OYAIBAs
dbopmyeTbCs. AHaAI3 CIOKETY BeAe AO 3'SICYBaHHSI CMUCAY TBOPY, I0r0 KAIOYOBOI i€l

Tunm onepHUX CIOXKETIB — IMACTOPaAbHi, CBSIIEHHI, AeT€HAAPHI, Ka3KoBi, MidoaoriuHi, mo-
OyTOBi, icTopuuHi. Momus € HalAPiOHIIIO OAMHMLIEIO CIOKeTY. B TBOpi iCHYI0Th TOAOBHI, BiABHI,
BTOPMHHI MOTUBHU. BIiABLIICTD 3 HUX MIrpyloTb i MalOTb 3AQTHICTb BXOAUTM Y HOBI CMMCAOBI
3B’A3K. MOTUB MO>XHa BBa)XXaTV KOHCTPYKTVMBHOIO OAVMHMUIIEIO CIOKeTOTBOpeHHs. KoxxeH cioxer
CKAQAQ€TbCs 3 KOMOiHaLil pi3HMX MOTUBIB Ta 3 ix B3aeMokopuryBaHHs. [10AiOHO A0 TOTO, SIK y
cM(bOHIYHOMY TBOPi POAD PYLIITHOIO EAEMEHTY MY3MYHOTO PO3BUTKY Bipirpae posraay>keHa cucC-
TeMa MOTVBHMX i TeMaTM4YHMX 3B’5I3KiB, iX TpaHchoOpMallill i B3aeMoIepenAeTeHb, TaK CaMO B3ae-
MOAIIOTb B OAHOMY TBOPI i Ha BIACTaHi OINepHi CIO)KeTHI MOTUBU. Y BIAIIOBIAHOCTI 3 HUMU i 3 HO-
BMMM KOMOiHallisIMU, B IKMX BOHM ONIMHSIOTHCS, POPMYETHCS CUCTEMA OIIEPHMX MTEPCOHAXIB.

Pi3Hi TNy cro>keTiB OyAM NMpUTaMaHHi «BUCOKMM» i «HU3bKMM» OIEPHUM >KaHpaM. Ha xapa-
KTep 00pOOKM BUKOPUCTAHOTO CIO’KETHOTO MaTepiaAy, KOAO IIEPCOHAXIB i CTUABOBI 3acO0M AOBIUI
yac BIIAMBAaAQ 3aCTOCOBAHA >XaHPOBA MOAeAb. Y TparikoMeaii XVII cTOAITTA nopsa 3 reposiMu ic-
Topii a00 Midy OyAM npucyTHi MOOYTOBI MEPCOHAXI MOBCAKAEHHOI XUTTEBOI Chepu: HIHBKU, CAYTU
i CAYXXHMLI], y9aCTb SIKMX 3HVDKYBaAa BUCOKMIT MadoC i mpHeCeHy MaHepy BUCAOBAEHHS MIPEACTaB-
HVIKiB OCHOBHOI CIO)KETHOI KoAi3ii. Aibpetuct Ta icropuk noyatky XVIII cToaiTTss Anocroao Age-
HO (1668—-1750) craB iHilliaTOpOM OYMILEeHHSI BMCOKUX OIIEPHMX CIOXKETiB Bip 0araToOAMAHOCTI,
3MEHIIIeHHST KiIABKOCTI AiIOBUX 0Cib A0 mecTu ab6o cemu. Lle cTaA0 OCHOBOIO CTPOTOTr0 KAACMYHOTO
KaHOHY iTaAilicbkoi onepu seria. OAHOYACHO 3 LM 0araToLIAPOBICTh CIOXKETHOI OYAOBU 3aAMIIIA-
Aacsl IpUTaMaHHOIO (PpaHIy3bKiil AipuuHii Tpareaii. B Hill KAacHM4YHUII KaHOH BUTPUMYBABCS B
PO3BUTKY OCHOBHOI iHTpUry, mobyAoBaHoOI Ha clokeTax Midy abo autiapcbkoi moemu. B Toit xe vac
CTPOKaTUII HATOBI IEPCOHAXKIB «HIDKYOI» MipOAOTil, a TAKO>XXK aA€TOPUYHI IOCTATi 3aNIOBHIOBAAU
MpOCTip OAAETHUX AUBEPTUCMEHTIB, 5IKi KPiM TaHI[IOBAABHUX BKAIOYAaAM BOKAaABbHI i XOpOBi HOMepH.

Y XVIII cToaitTi BipOyBaBCs pO3KBIT AEMOKPATUYHMX KOMIYHUX >KQHPIB, CIOKeTHMIT POHA i
XapakTep repoiB B SIKUX BiAPi3HSIAMCS B iTaAiiichbKiit onepi-6yda, ppaHLysbKilt ornepa-KoMiK Ta Hi-
MeLbKOMY 3uHIMiAL [Tepina 3 HUX MaAa MOXoAXKeHHs 3i chepyu «BUCOKOI» KOMeAii, 3 0AHOrO 60-
Ky, i 30epiraaa 3B’s130K 3 iTaAilicbKOI0 HApOAHOIO KOMeaieto dell arte 3 Ti yMOBHMMM ITepCOHAKAMU-
MacKaMM, — 3 APYTOTo. [it 6yAa IpUTaMaHHa AETAAbHO BiAlIpallbOBaHA TeXHiKa MUChbMa, PO3BUHE-
Ha CMCTeMa MY3MYHO-MOBHMX 3aCO0iB i TaHiBHa pOAb MY3MKH 5IK IIPOBIAHOTO (paKTOpa eCTeTUYHO-
ro BriAuBy. OpaHIily3pKa onepa-KOMiK BUHMKAAA Ha sIpMapKy i 6a3yBaAacs Ha AEMOKPATUYHUX 3a-
Capax sIpMapKOBOro TeaTpy. Mysuka He 0ppasy CTaAa IrpaTy B Hill BUPIIIAAbHY CAMOCTIVIHY POAb,
Ha MepLIOMY IIAQHi AOBIMI YaC 3HAXOAMBCSA CAOBECHMI TEKCT i )KBaBa TeaTpaAbHa BUCTABA, YaCTO 3
MapOAITHUM CHpsIMyBaHHSIM. My3UuHi HOMepU CIIMpaAMCs Ha OOYTOBI >)KaHPU i MiCbKy AeMOKpa-
TUYHY TPaAULiio. 3B’ 130K 3 HAPOAHUM TeaTPAAbBHVM MMUCTELITBOM A€MOKPATUYHOTO CIIPSIMyBaHHS
OyB MpUTAaMaHHMM i HIMELIbKOMY 3MHILIITIiAIO.

B A00y pomMaHTM3My cTaAa pyMHYBaTMCs >KaHpoBa iepapxis momepeaHbpoi aAobu. KoppoHu
MiX «BMCOKOIO» U «HU3bKOIO» )KaHPOBUMMU cepamu nopyuryBaaucs. Ha mpoiiec )kaHpOyTBOpeHHS
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A€AaAi OiAbllle BIIAMBAB CaM CIOYKETHMUIT MaTepiaA i CrociO 1oro BUCBITAEHHs. 3 IBUAUCS TaKi >KaH-
pOBi pi3HOBMAM, SIK iCTOpMYHa omepa, AipuuHa omepa, MipoTBOpuYa Apama, AipUKO-KOMiyHa i
HapOAHO-TIOOyTOBa onepu. Y Apyriit moaoBuHi XIX CTOAITTS 3aMicTb O3HaYeHHs «omepa» AeAaAi
yacTille CTaAM BUKOPUCTOBYBATU TEPMiH «My3M4IHA ApaMa. [i 0COBAMBOCTi MOAATAAY Y TEHAEHIIil
AO LIiAICHOTO MY3MYHOTO OXOIAEHHSI 3aAYMY i BUKOPUCTAHHS CUM(pOHIYHMX METOAIB MYy3MYHOTO
PO3BUTKY.

[TuTaHHS PO OIEPHY CIO’KETOAOTIIO SIK PO3AIA OiABIII 3araAbHOI AUCLIUIIAIHM — OTIepO3HABC-
TBa OYAO MOCTAaBAEHO i MO-CBOEMY po3pobOAeHO y auceprauii Bana Aynuyans (Wang Longchuan)
«OrnepHa CI0’KETOAOTiS SIK TpeAMeT Cy4aCHOIO My3MKO3HaBCTBa» [1]. B it poboTi 3a OCHOBY B34-
TO y3araAbHeHi CIOKeTHi Tumu, cHOpMOBaHI Ha OCHOBi MeBHMX TeMaTuuHuit rpyn. OpHAK, 1100
3pO3YMiTM HaCKpi3HUI PYX OIIEpPHUX CIOXKETIB, IX IMepeTHHM Ta BHYTPIlIHi 3B’A3KM, BAPTO 30Cepe-
AVTVICSI HA OKPEMUX CIOMEMHUX MOMUBAX, & CIOXKET PO3TASIAATH 5K iX KOMOiHallilo.

Mertop BUBYEHHS CIO)KETHMX MOTMBIB, ix TpaHchopMallii i TOEAHaHHS B pi3HMX TBOpax BiA-
HOCUTBCSI AO cdepu icmopuuroi noemuxu. Crerudika ii B OTepHiit raAysi MoAsirae B Tomy, 1o 60i-
ABIIICTb OIIEPHUX CIOKETIB € BTOPMHHOIO Iepepo0AEHOI0 IPOAYKIIIEI0, MAa€E AXKEPEAO B AiTepaTyp-
HUX TBOpPaX, B MioAorii pi3HMX HapoAiB, B Ka3Kax i AereHpax. [Tapapokcom omepHOi CIo)KeTOAOril
MO>KHa BBQ)XaTU TaKOXX TPAAULII0 BUKOPUCTAHHS SIK AXKepeA TOTOBUX OTIEPHUX AiOpeTo, AO LibOTO
BKe 03ByYeHMX KOMIIO3UTOPAMMU. IX TPUCTOCYBaHHS i mepepo6Ka MOXYThb 6YTH SK CyTTEBUMM, TaK
i 30BCciM He3HaUHMMMU. APYIMM MapapOKCOM € NPaKTHUKA 0araTopasoBOro My3UYHOTO BTiA€HHS TO-
ro camoro Aibpero. Oco6AMBO Lje cTocyeTbest Aibpeto ITeTpo MeracTrasio, My3MYHMX BEPCiil SIKMX
icHye pAexiAbKa AeCSATKIB, a iX IOMyASIPHICTD IlepepocAa MOMYASIPHICTb CaMoro AibpeTucra.

MerTto10 IpONOHOBAHOI PO3BiAKK € aHaAi3 TpaHcOpMaLiii MOTUBY CIIOKYCH i caMoro obpasy
CIOKYCHMULIi, paTaABHOI KiHKM B OIIEPHMX TBOPAX Pi3HMX iCTOPUYHUX MEPIOAIB, IX BUKOPUCTAHHS B
KoMOiHauii 3 iHIIMMY CIO)KeTHUMM MOTUBaMM, GOPMYBaHHS Ha Lill OCHOBI OpUriHAABHUX >KaHPO-
BMX pillIeHb 1 aBTOPChKMX KOHLEILil, 3aA€XHO BiA CTAaBAEHHS AO YOAOBIYOI'O Ta KIHOYOIO Y CYCIIi-
ABHIiT CBIAOMOCTI iCTOpUYHOI AOOU.

ITocranoBka nmpo6aemu. ITpu pocaipkeHHi TosiBM Ha omnepHint cueHi femme fatale mepiun 3a
BCe CAiA 3rapaTyl AiTepaTypHe AJKepeAo, AO SIKOTO NMPOTATOM AOCUTb TPUMBAAOIO 4acCy 3BepPTaAUCA
onepHi KomMnosuTopu. ViaeTbcs npo mMacurabHy eniuny noemy TopksaTo Taco «3BiabHeHuit Epy-
CaAMM», HATIMCaHy Ie y pAoomepHy Ao0y (1581). Came Ha cTopiHKax L€l moemu Oyaa BiATBOpeHa
icropis npuHuecu Aamacbkoi, yapiBHMLi ApMiau. B moemi iiaocs npo noaii nepioro xpecroso-
rO IIOXOAY Ta IIPO JOT0 repoiB, cepea SKUX HaxopoOpimm HasuBaAu Auuaps PuHaabpo. Enmiyna
OIOBiAb CIIOAYYAAACsS 3 MOTMBAaMU, TUIIOBUMMU AASI TOTOYACHUX AMLIAPCBKMX pOMaHiB. Ao umcaa
OCTaHHIX HaAeXaAa i po3noBiab mpo Apmiay [2]. Lleit emizop sSIK OKpeMmit CIOXXeT AMBOBVDKHUM
YMHOM HAAOBTO IPVDKUBCS Ha OIEpHiN clieHi. BiH OyB BUKAaA€HMM B ABOX OIIEpHMX TBOpaX, sIKi
3’sBuAMcs e y nepuriit moaoBuni XVII croaittsa, — «Ilokunyra Apmipa» Mapko Ckaki (Marco
Scacchi, 1630) i «Apmipi» berneperro ®@eppapi (Benedetto Ferrari, 1638—1639). Y Ti yacu omnepa
Oyaa caMOOYTHIM HapOaHHSM iTaAifICbKOI KYABTYPH i IIOKU 11J0 He IIEpeTHyAQ KOPAOHM iHIIMX Kpa-
iH. OAHaK BXXe IeplLIMil 3aCHOBHMK CaMOCTINTHOI ¢ppaHI1y3bKoi onepHoi mKoAu JKaH-batuct Aroaai
3BEPHYBCS AO LIbOTO CIOKETY i HamucaB CBO0 «ApMipy» y 1686 poui [4].

Ao icTopii Apmiay, nepiioaxepeaoM sikoi byaa moema TopksaTto Tacco, 3BepTrasocs YuMaA0
KoMmo3uTopis. [Tepeaiuy Haibiabi BiaoMi TBOpU i poku ix nosiBu. Kpim JK.-B. AtoAai, opHOIMEH-
Hy omepy Ha Te came Aibpero Diaima Kino (Philippe Quinault) crBopus Kpuctod Biribaabp ['arox
(1777). BaacHy «Apmipay» Hanmcaau TakoX AHToHio Caabepi (1771), Aomeniko Yumaposa (1777),
Mosed Taitan (1784), Axoakino Poccini (1817), AnTonin Asopxax (1904). TTo mipi popmyBanHs B
orepi CTaAOl CUCTeMY BOKAaAbHMX aMIIAYya Liell )KiHOYMi1 06pa3 cTaB 03By4yBaTUCsI HU3BKUM >KiHO-
4YMM FOAOCOM MeL|0-COIIPaHO.
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BapianToMm icTopii ApMiaM, B SIKOMY TOAOBHMM II€PCOHA)KEM CTa€ AULAp-XpecToHocelb Pu-
HaabaO (PeHo y dpaHuysbkomy BapiauTi), 6yAu onepu «PuHaabpao» [eopra @puppuxa [eHpeas
(1711) i AnTonio Touui (1775). B 060x Bepcisix Clo>keT OYAYETbCS Ha MOEAHAHHI ABOX OCHOBHMX
MOTMBiB. [Tepumit 3 HUX MOB’sI3aHUI 3 OYHTOM BAAAHOI >KiHKM IIPOTY YCTAA€HOI CXeMU TUIIOBOI
XKIHOYOI AOAI i 3 1i cymepHMLITBOM-ABOOOEM i3 BIIEBHEHMM Y COOi AULlapeM-4YOAOBIiKOM. Apyrum,
¢dbiHaABHMM MOTMBOM LIbOTO CIOXKETY CTA€ 300paKeHHsI CTaHy KiHKU, sIKy IOKMHYB Il ITaAKMIT KoXa-
Helb. Lleit MOTUB iHKOAM MAKPECAIOETbCs i B Ha3Bi. [Ipukaapom € «Armida abbandonata» («3a-
Anmena Apmipa») Hikoao Vomeai (1770). B 060X MOTMBaX pyLIifiHOI CHAOIO CIOKETHOTO PO3BUT-
Ky CTa€ NpoTHOOPCTBO KOHTPACTHMX MOYYTTIB HEHABUCTI i KOXaHHSI.

OCHOBHOIO IIEpEAYMOBOIO, a B PsIAL BapiaHTiB i MOYATKOBOIO CUTYalli€l0, CTAa€ B AQHOMY CIO-
XKeTi 3araAbHa cCxeMa MaTpiapXaAbHOTO CBiTy. B HbOMY YOAOBIKYM € TOAOBHMMM 0COOaMM BCiX >KNUT-
TEBUX cLeHapiiB. JKiHLli HAaA€XUTb MOCTITHO 3aAMILIATICS HA APYTOMY IA@HI i Ha MACOOHMX pOAsIX.
3 YOAOBIUOI TOYKU 30Dy, il IPaBUAbHA AiHisl )XUTTS MOAATA€ Yy BAAAOMY i BYUACHOMY OAPY>KEHHI i
MiCASI LbOTO MepeAbavae BUKOHAHHS QYHKLIiT AOCKOHAAOL APY>KMHU IIpU YOAOBiKOBi. Came po Lie
roBOpUTH y nepiuiit Ail onepu XK.-b. Aroaai cBoilt naemiHHMLi ApMiai 1T AsIA€4YKO, KOPOAb AamMacka
Iapao (Hidraot), 3a cymicHMLITBOM 4YapiBHUK, 1110 BUSBUTHCS IX CIIABHUM CiMEMTHUM TaAaHTOM. BiH
3BEPTAETHCS AO Hel 3 IPOXaHHSM IIBMALLIE 00PATY YOAOBIKa i MPOAOBXUTU LIApChbKUiL pia. I Ta 06-
CTaBMHA, 0 ApMiAa Ha MMPOTMBAry LibOMY BUPillIMAA BTPYTUTUCS Y TAOOQABHUI BilICBKOBUIA i pe-
AirivtHuit KoHAIKT, € y it Bepcil LjiAKoBUTO 1i BAacHOM0 iHiuiaTMBolo. Sk nuie B. ITayTok, «Exc-
MO3ML{isi TOAOBHOTO >KiHOYOTO 00pasy orepyu MpeACTABAEHUN [sic] BXXe y MepILill ClieHi mepioi Afl.
Tyr ApMipa mocTae nepea rasipadaMiu K TOpAQ, He3aAe)XkHa KpacyHsl IIpaBUTEAbKAa BCbOTO CXOAY.
TakoMy HacTpoIo CIIpUsIE Te, 10 MOAOAUIL, He CKOpeHuit AnLap PiHaabA KMHYB i1 BUKAMK, 00 He
nmipAKopuBcs 1l yapam. BoHa rotroBa A0 mOMCTH, OAHAK PO3IMOBIAQ€E MOAPYTaM COH, B IKOMY ITO0a4M-
Aa cebe IepeMOYKEHOI0, B HOTaX y BiAB&XXHOTO AnLaps» [2].

Bukaap ocHoBHOro martepiaay. I'epoins JK.-b. Atoaai o6paaa Aast BUTpOOYBaHHS CMAM CBO-
IX )KIHOYMX 4ap HAMOYECHIIIOro i HAaIMOTYTHILIOTO BOPOra, KPaljoro 3 BOIHIB XpeCTOHOCLIB PeHo
(dpaHuy3bKa Bepcist imeHi PuHaaba0). CrioyaTKy Bupilimaa itoro npucmaty i BOuTH yBi cHi. OpHaK
panToM NoTepIiAa HeOUiKyBaHy eMOLifHY i ICUXOAOTiYHYy MOpa3Ky, 60 caMa OIMHUAACS Y IOAOHI
HOBOTO IMOYYTTS i TIOKOXaAa BOpora. AHaAOTiYHO TOMY, 1[0 BiAOYAOCsS 3 ApMipOI0, 3TOAOM Iepe-
€emni30A, KOAM BOHA Ai3HaAacs, L0 Mepeap Hew Heo30poeHUIT BOpor, BOMBLIS I HApeyeHOro, BOPOT,
SIKOMY BOHA NpUCATAACA MOMCTUTHUCS 1 B)Ke 3aHeCAa Hap HUM Med. AAe 1l 3yIIMHUB JIOTO MOTASIA i
YCBIAOMAEHHS TOTO, IIJ0 KOXaHHSI B)Ke OCEAMAOCA Y 1 Cepli.

B Tux BapiaHTax, B AKX ApMiAa € EAMHOIO repoiHelo BCi€l onoBii, a B onepi Asx. Poccini Bo-
Ha B3araAi 0AHa XiHKa, 3ipKa i IPMMAaAOHHA B OTOYEHHI 1IeCT YOAOBiKiB-T€HOPIB, BOHAa BUKOPUC-
TOBYE IPOTHU MapTHepa AI0OOBHMII rinmHO3. TOOTO 32 AOTIOMOrOI0 Yap BOHa BBOAUTH T€POSI Y CBOTO
POAY TIMHOTUYHMII CTaH FAapMOHIl i CIIOKO0, Y BCbOMY IIPOTHUAEXHUI aKTUBHOCTI I BOMOBHUYOMY
30YAKEHHIO, SIKMX BUMAraloThb BiA AMLaps BilicbKoBi Aii. B omepi Poccini BoHa 3auapoBye Anuaps
32 AOTIOMOTOI0 LIiAOl 6aAeTHOI ciieHu. L[s1 OaaeTHa iHTEpMeAis 3a yyacTi HasiA i HiM 3aiimMae moAo-
BJMHY APYTOIO aKTy, i B Hill A3epKaAbHO BIATBOpEHi KapTUHU IepeOyBaHHsI AULIapsl Ha OAQKEHHOMY
OCTPOBi KOXaHHsI B OTOUYEHHI MPeKpacHUX XiHouMXx icToT. 3rapyrouu Aprypa llloneHrayepa, Mo>kHa
CKas3aTH, [0 3aKOXaHICTb PeHO € MpuOOPKaHHIM OTO BOAL AO KUTTS i AO TIEPEMOT Ha IMOAi 6010,
SIKVIX BiH IparHyB i sKi 3abe3neunan oMy cAaBy HarxopoOpiuioro BoiHa. [Topaabie 3BiAbHEHH:
BiA 3ayapyBaHHs, BTeYa 3 KpaiHU OA2)KEHHUX MPiil CTal0Th MOXXAMBMMMU 3aBASIKU APYKHIN AOIO-
MO3i ABOX AMLIapiB, BiATIpaBAEHMX Ha J1OTO0 NOIIYK. K aMyAeT, siKuil MPOOYAXKYE Bia CHY, BOHU BU-
KOPMCTOBYIOTb BiliCbKOBI aTpubyTu. B onepi Awaai Tak camo, sxi i y [Atoka, y TpeTiit cueni ¢ina-
ABHOI IT'sITOT Ail PeHo 3HaxoaATh B maaaui Apmiau Y6aabp Ta AATCbKMIT AMLAP, SKi YMOBASIIOTb
JIOTO 3aAMILMTY 3a4apoBaHe Micle. BiH 3BiABHSETbCS Bip 4Yap, KoAU 0a4uTh cebe y A3€epKaAbHil
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MMOBEPXHI IIUTA, [0 10T0 MPUHECAU AULIAPI, i )KAXaEThCSI CBOTO PO3CAAOAEHOTO, TT030aBAEHOTO Al-
LJApCbKMX O3HaK BUTAsAY. B omepi ABopkaka TakMM aMyA€TOM BUABASAETbCA AaAMasHUM LIUT —
AQPYHOK Bip ApxaHreaa MuxaiAa, sSIKMil IpUHOCATb PUHaAbBAO Jioro nobpatumu. BiH 3BiAbHsIETBCA
BiA AIOOOBHOTO 3aIIaMOPOYEHHS, TPOCUTh Y HUX IIPOOayYeHHsI i MOBepTAEThCs y Tabip XpeCTOHOCLIB.

Y ¢iHaabHIN cBoiit mopasLi ApMiaa, SIKY 3aAUIIUB 3BaOAE€HUIT AULIAP, OTIMHSIETHCS B OAHIII
KOMIIaHil 3 TaKMMM ONePHMMU repoiHsaMY, K ArAoHa i ApiapHa. Bcix Tppox 3aAmiiaAy MaAko 3a-
KOXaHi YOAOBIKM, SIKi IOBEPTAAUCS AO CBOIX MPSIMUX YOAOBIUMX OOOB’SI3KIB i AO MOKAQAEHOI Ha
KO>XXHOT'O TOAOBHOI >XXUTTEBOI 3aAaui. SIKIIO YOAOBIKIB YeKae MomepeAy MOAAABLIMI IIASIX I HOBI
IPUTOAM, TO TIOKUHYTI >KiHKM BEAYTb cebe Mo-pisHOMY. ApMiAY MY4YMUTb 0OpaskeHa TOPAICTb, 1i Ko-
XaHHsI 00epTaeThbCsI Ha PO3MaY i Ha 3aKAMK AO TIOMCTHU Ta 3aKAMHAHHS A€MOHIB po3pyxu. Hampuxi-
HIIi BOHA BUKOPUCTOBYE CBill Aap 4apiBHMUL, 11100 3pYyiHYBaTK BeCh MPUMAPHUI CBiT, SIKUIT CTBO-
pPUAa, Ta TPMMATH Y MIOAOHI IIpeKpacHoro Anaps. [opaicTe i 30epe>xeHHsI BAACHOI riAHOCTi xapak-
Tepu3yloTb NMoBeAiHKy AupoHu B onepi 'enpi Ilepceaa «AupoHa Ta Eneit». Koan Eneit nouas Ba-
raTucs i panToM 3alpOIIOHYBaB il CKacyBaTH CBiil Bip'I3A, BOHA 3aCYAMAQ HEMTOCAIAOBHICTb 110TO
MOBEAIHKM 1 y TOM e 4Yac 3AIICHMAAQ CBO€E BAACHe pillleHHS IMOMepPTM MiCAsS BTpaTu KoxaHoro. B
«Apiapni Ha Hakcoci» Puxapaa lltpayca BiAIOBiAHO A0 TIOABiVIHOI crieldiku >KaHpY sIK OAHOYA-
cHO OydonHHOI KOMeAil i Tpareail y ¢iHaai mepea ApiapHoOI0, 5Ky 3aAmuiuB Teseil, 3'IBASIETbCS
10HUI 60T BakXx, SIKOro BOHa CIIOYaTKy npuiiMae 3a Te3es. AAe KOAM pPO3yMi€ IIOMUAKY, BOHM 3aKO-
XyIOTbCSI OAHE B OAHOTO i TakuM poOOM AiKYIOTb AIOOOBHI IMPUKPOCTi, SIKi AO TOrO TPAIUAUCS Y
JKUTTI KO>)KHOTO 3 HUX.

[Toka3oBuMiT AOTIOMI>KHMIT CIO)KETHUI MOTUB, SIKUI AOAAB AiOpeTucT onepu ABopxkaka fApo-
cAaB Bpxanupkuii y 3aBeplieHHs AI0OOBHOI icTopii Apmiau i PuHaappo. Bxxe micast Toro, six Puna-
ABAO TIOBEPHYBCSI AO CBOTO BilICbKOBOTO 3arOHY, BiH HECIIOAIBAaHO 3YCTPi4a€ TAEMHMYOIO TEMHOTO
AVLIApS, 3 SIKMM y HUX BiAOyBa€TbCs CyTUYKa. B pe3yAbTaTti HEBipAOMMIT OTPUMYE NMOPAHEHHS], MICASI
YOro BiAKPMBA€ETbCS 1OT0 iHKOI'HITO. BusiBAsieTbcs, 1o Lje Oyaa mepeopsirHeHa Apwmipa. Ilepea
TUM, SIK BOHAa [IOMMPA€ Ha JIOTO pyKaX, PMHAaAbAO BCTUTra€ OXPEeCTUTU KOXAHY i TUM CAMUM BUKOHYE
rao0aAbHe 3aBAQHHS XPECTOBOIO TOX0AY. Take 3akiHueHHs, 6€3yMOBHO, Biacuaae A0 BarHeposoro
«[Tapcudaas». ['oaoBHUN repoit onepy BarHepa Takox y ¢iHaAi 3AIMICHIOE CUMBOAIYHMIT 0OPSIA
xpeuieHHs Hap KyHApi 1 3HIMae 3 1ji€l CIOKYCHULI TSDKKY IPOBMHY, BiA SIKOI BOHA HE MOTAQ 3BiAb-
HUTUCA TPOTATOM KiABKOX ii JKUTTEBUX LIMKAIB. AAe Ie AO MOSBM OCTaHHbOT'O OIIEPHOTO TBOPY
BarHepa Taka cama cuTyallisi BUHMKaAa B onepi Axysernre Bepai «Aombapalii y nepiiomy xpecTo-
BOMY NOX0Ai». TyT AOUYKa O4iAbHMKA 3aTOHY XPeCTOHOCLIB ApPBiHO AXK13eAbAQ 3aKOXY€ETbCS Y MYy-
CYAbMAHCBKOIO NPMHIA, 3 SIKUM MO3HAIOMMAQACH, KOAU MOTPANMAA Y IOAOH B MYCYAbMaHCbKUM
Tabip. KoA BOHU pa3oM BTiKaAu Bip IepecAipyBaHb, ii KoXaHMIT AicTaB Bakke nopaHeHHs. O60€
OTNIVHUAMKCS B TeYepi XPUCTUSHCBKOTO BIAAIOAHMKA. SIK BUSIBUAOCH, 1ie OYB ASIABKO AJKM3EAbAMU,
SAKUN 1 OXpPeCTUB MyCyAbMaHMHA IIepeA 110TO CMEePTIO.

[HIIMIT BapiaHT CTOCYHKiB pOKOBOI JKiHKM 3 00’€KTOM ii AI0OOBHMX 3a3iXaHb BUMHMKA€E B TUX
BUITAAKAX, KOAV TOAOBHUM T'epO€EM OIepu cTae Y0AOBiK. CiosKeT 30arauyeTbcsi Ipy LbOMY HOBUM
MOTUMBOM CYIIEpPHULITBA ABOX JKiHOK, YMOBHO «4OpHOI» i «0ir0i». Tak, B «Punaappo» I'eHpeas ita-
Airicbke AiOpeTo Askakomo Pocci Oyao nmepepobaeHe AAsI IepILIOI Ollepy KOMIIO3UTOPA, SIKY Hal-
caB AAst Anraii AapoH T'ia (Aaron Hill). Tyt 6e3cTpainuii Auiap Bip caMoro noyaTky 3aKOXaHWil y
AAbMipeHy, AOYKY OUiAbHMKA XpecTOHOCLiB [odpeao (peaabHmit icropuunmit mporotun [oTdppua
ByitoHchbKuit). LIst AiBUMHKA TaKO>XX BUXOAUTD 32 MeXi CBOEI )KiHOYOI poAi, 60 onyuHsA€ETbCS Ha BiiiHi
NOPsIA 3 YOAOBIKaMU i HOBOAUTB cebe AOCUTb XOpOOPO Ta 3aB35ITO, IPUKAAAOM 4Oro cTae ii edek-
THa BUXiAHA apis. ApMipa 3'SIBASIETbCS Y TaOOPi XpeCTOHOCLIB pa3oM i3 3aKOXaHMM B Hel LjapeMm
€pycaauMy ApraHtoM, sKiil IPOIIOHY€E BAQIITYBaTU TpUAEHHe nepeMup’s. lle crae mpuxkpurTsam
AASI BUMHKY ApMiAY, KA OPTraHi30Bye BUKPAaA€HHSA AAbMipeHM 3 AONIOMOTOI0 YOPHUX YYAOBMCHK.
3BiCHO, 1J0 Ha MOIIYKM 3HUKAOL AIBUMHU TYT )K€ BUPYLIAIOTH TPOE YOAOBIKiB, [0dpeao i itoro 6par
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EBcrasio, i, 3BicHO, PuHaAbAO. 3ycTpiTiCs 3 LIUM HebOe3[eYHUM BOPOTOM CIIOAIBaAacs MiACTYIIHA
YyapiBHUL, KA TpUMaAa AAbMipeHY Y IIOAOHI.

CueHa cnokycu PuHaAbAO, B IKOro ApMipa HeCIOAIBaHO AASI cebe 3aKOXYETbCS, i AEMOH-
CTpallisi XUTPOCIAETiHb, IKi BOHa BAAILITOBY€E, MAIOTh CBOI KOMiuHi BiATiHKM. [TaAKMM >KeHOAI0OOM
BUSIBASIETBCSL APIaHT, KU MPOOYE OCBIAUMTUCS Y CBOIX MOYYTTSAX A0 AAbMipeHM Yy TOI 4ac, SIK
Apwmipa 3akyBaaa ii y kaMiHHY ran0y i mosbaBuaa MO>XXAMBOCTI pyxaTtucs. Bci repoi TBopy npoxo-
ASITBb Yepe3 HMU3KY BUIIPOOyBaHb. € TyT i 00pa3 Mara. A0 HbOTO B OCTaHHII1 Ail 3B€PTAIOTHCS 1O AO-
nomory I'obpeao i EBcrasio, siKi OA€PXKYIOTb Y BIATIOBiAb KOPUCHI ITOpaay i yapiBHi maAndku. Apa-
MaTUYHi MOAIi po3irpyrorbcs 0iasi 3amka Apmiau. B HbOMy 3HaxXoASITbCS Y MOAOHI PuHaAbAO i
AAbMipeHa, a OXOPOHSIIOTh 3aMOK 4yAOBUCHhKa. KiAbka cripo6 yapiBHuLi BOUTU AABMipeHy He Ma-
I0Th YCIIiXY, OAHAK 4apiBHi MAAMYKM AO3BOASIIOTH 10dpeAo i 1Oro CIiABHMKY MEpeTBOPUTH CaA
Apwmiau Ha mycTearo. PYHaAbAO BTPYYA€THCS Y YEProBy CIpoOy ApMiAM PO3MpPaBUTUCS HaA MOTO
KOXaHOI0, 3aMaxyeTbCsl HA ApMiAy 11abaelo, i BOHa 3HUKAE MiA 3eMAelo. 3BiAbHeHa AAbMipeHa pa-
AICHO BiTaeTbCs 3i CBOIMU BU3BOAUTEASIMHU, Ha SIKMX YeKa€ NTepeMOXKHUI IITypM Epycarumy.

ITicas 3HaoMcTBa 3 Bepcielo I'eHAeAsI MOXKHA 0Apa3y MepeCKOUUTH Yepes MiBTOpa CTOAITTA i
MMOAMBUTHCS, SIKUI PE30HAHC OAEPYKaB TAaKUII CIOXKETHUI po3KAaa B onepi Puxapaa Barnepa «TaH-
roisep». Tak caMo 4iTKo, SIK i y J10TO IonepeAHMKa, y Barnepa npoTucraBaeHi ABi KOHTpacTHi Xi-
HOUi TIOCTAaTi: MpeKpacHa CIIOKYCHULsI, OOTMHS AIDOOBHMX HacOAOA BeHepa i uncra ceplieMm, 3paTHa
Ha >)KepTOBHe KOoXaHHs €AM3aBeTa. PisHu1s y 3MaAlOBaHHI 1IUX ABOX 00pa3iB i B ix clokeTHUx QyH-
KLisIX TIOAAITA€ Y TOMY, 110 B TBOpi BarHepa BOHM He CTiAbBKU BiABE€pPTO IMPOTUCTABAEHI, CKIADKM AO
IEBHOI Mipy AOTIOBHIOIOTb OAHA OAHY. | 11e € mpo6AeMOI0, SIKY AOBOAUTBCS PO3B’sI3yBaTV TOAOBHO-
My repoio. BiH € cmiBakoM-MiHe3VMHI€pOM, SIKMII BUMHMB OYHT IPOTU €CTETUYHOI OOMEXEHOCTi
TPAAULIITHOTO AASI HIMELIbKMX KHS31BCbKMX ABOPiB MuUCTelTBa. BapTo mipkpecAnTy, 1o He 3a AO-
IIOMOTOI0 4ap, a 32 BAACHMM BMOOPOM BiH ONVHMBCS Y HeOe3IIeYHOMY 3 TOUYKM 30py odiLiiitHOI Mo-
paaAi i peAiriiHuX ysIBA€Hb MiClli, I'pPOTi IiA Ha3Bol0 BeHepyHa ropa, Ae NpUCYTHI BiAAaBaAUCA YyT-
TEBMM HACOAOAAM i HEOOMEKEeHUM OYSIHHSM MAOTi. Y AOOPOBIABHOMY MOAOHI OOTMHI KOXaHHS BiH
npoOyB CiM pOKiB, aAe IOTiM, TaK CaMO 3a BAACHOIO iHilliaTuBolo, ii 3aAumuB. I Toai Benepi, monpu
Bech 1l O0)KECTBEHHUI CTATYC, AOBEAOCS IIEPEXXUTY eMOLTHII CTaH IMOKUHYTOI XXiHKY, SIK i ApMiai
V1 BUIlle HA3BaHUM OII€pPHUM I€pPOIHAM.

Y poai nokuHyTOI ONMHAETHCS B onepi BarHepa i Apyra repoina — €ausasera. CiM pokiB Bo-
Ha YyeKaAa Ha CBOTO KOXAHOTO, KM II paliTOBO 3aAMILMB, @ KOAU IX CTOCYHKM BIAHOBMAMCSI HaIle-
pPeAOAHI cmiBaubKoro 3amaraHHs, TaHronsep mpocniBaB [imu BeHepi i Tum camum nybaiuHo o6pa-
3uB €Au3aBeTry. Tak BoHa ONMHMAACS Y TPYIIi ONlepHUX IepoiHb Mopyyd 3 AupoHo, ApiapHo10, Ap-
Mipot0. OpHaK, MOIpK BAacHy o0Opasy, BOHa 3axMCTuAa TaHroisepa i BKazaAa IOMy IIASIX CITOKY-
TyBaHHsA NIpoBUHU. B pesyabpTaTi EAM3aBeTa cTaAa B L1il1 onepi BTiA€HHSM ipeaAy XiHKU, 3AaTHOI Ha
0e3KOpYCAVIBE )KEPTOBHE KOXaHHSI.

IIJo cTOCYETHCSI TOAOBHOTO Ieposi, AO CBOTO 3yXBaAOT'O BUMHKY 3 BUKOHaHHSIM Ha odiliiiHOMy
CMiBalIbKOMY CBSITi KPAMOABHOIO I'iMHY BiH ITOYYBaBCsI BIIEBHEHO Yy COOi i CTBEPAKYBaB BAACHUI
BUOip XUTTEBOI MO3uLiii B moBeAiHLi i y TBopuocTi. CBilt BUCTYII BiH PO3L[iHIOBAB 5K eCTETUYHE OY-
HTapCTBO, BUKAMK, aAbTE€PHAaTUBY AO MUCTELbKMX 3aCajp, IPOAEMOHCTPOBAHMX Yy BUCTYIAX iHIIMX
MiHe3MHIepiB. OpAHaK HeO4iKyBaHa BOPO>Ka peakliisl MPMCYTHIX i 3axucT €Au3aBeTy 3MiHUAU MIOTO
CTaBAEHHSI AO TIOTIEPEAHBOTO AOCBiAY. BiH mouaB cipuiimaTu nepebyBaHH: y IpoTi BeHepu B KaTe-
ropisix rpixa i cnokytu. OAHaK po3yapyBaHHA 4Y€KaAO JOTO i HapaAl, B TOBapUCTBi MiAIIpUMIB, 3
SIKMMU BiH BIleplie 3iTKHYBCH lie MicAsl moBepHeHHs 3 BeHepuHoro rpory. lasax Ao Pumy, Ha saxuin
HAILITOBXHYAa €AM3aBeTa, pe3yAbTaT 3yCTPiui 3 LIepKOBHMM OYiAbBHMKOM PMMCbKUM MAaIolo, Mpu-
HeCAM lile OiAbllle pO34apyBaHb i HaBiTh Oa)KaHHS BAPYTe KMHYTUCS B 00iiIMM KPaMOABHOI OOTMHI.
Aae 3BicTKa PO cMepTb €AM3aBeTH 3yIIMHNAQ JIOTO.
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AyXe 1oKasoBo, 1110 IepCOHAAbHI pO3YapyBaHHs Teposi He 3MiHMAM B onepi Baruepa 3HaueH-
Hs iA€aAbHMX YSIBA€Hb IIPO KOXaHHs i crokyTy. Taki iaeaAu HeAOCsDKHI, aAe AMile iX iCHYBaHHA
HaAa€ 36MHOMY >KUTTIO AIOAVIHY CIIPaBXKHBOTO ceHCy. CMMBOAiIUHE 00’ €AHaHHSI MTOASIPHYIX >KiHOUMX
o0pasiB i ocmiByBaHHs iA€aAbHOI XiHKM BiAOYBA€THCS He B MapTil TOAOBHOIO Teposi, @ B pOMaHCi
iloro mobparuma, NpuxuAbHrKa €AnsaBetu Boabdpama. e mepep moBepHenHsim Tauroiisepa 3
npouii i micast 3ycTpiui 3 €ansaBeroro Boabdpam ckaapae cBint rivH BeHepi sk npekpacHiin 3ipui,
HEAOCSDKHIN i BOAHOYAC peaAbHill, IKY MOXKHA CIIOTASIAQTY Y BedipHboMy HebOi. Y pomanci Boabd-
pama BarHep HiOM mepea6auuB CUMBOAIYHUI cMKCAOBUI MOTUB Liebestod, sikuit Bu3pie y Hboro
ni3Hile, mia yac crBopeHHs « Tpucrana ta [30AbAM». Y o€AHaHI AI0OOBI i cMepTi MAETBCS TIPO Te,
1[0 iAeaAbHe KOXaHHs iCHY€E, OAHAK CTBEPA’KYE BOHO cebe OCTATOYHO Y BIYHOCTI i Y BUILIOMY KOCMi-
YHOMY BMMIipi. A 3HaueHHsI CIIOKYTU SIK OAHOTO i3 JKUTTEBUX iAeaAiB MiAKPeCAIOeTbCs Y « TaHrom-
3epi» yepe3 HaCKpi3HUI 00pa3 miAirpumiBs, a TakoX yepes ¢iHaabHY cuTyalito. [Ticast cmepTi repos
Ha OCTAHHIX TaKTaxX TBOPY MiAIIPMMMU IPUHOCATD 3BiCTKY, IO CyXUI MIOCOX B PyKax Many PO3KBiT-
HyB. ITonpu cyBopuil BUPOK BUILOTO LIePKOBHOTO aBTOpPUTETY, TaHroisep 3aBASIKM LIbOMY AUBO-
BIDKHOMY ABUIIY OAEP’KY€ NIPOIeHHA Bip camoro bora.

3AaBaAocs 0, Te caMe MOEAHAHHSI KOHTPACTHUX XXiHOYMX rmocTtaTen, TeMHOl OpTpyAu i CBiT-
Ao01 EAp3y, 3HaxX0AMMO i B « AboeHIpUHi» Barnepa. Aae TyT 3MiHIOETbCSI TOAOBHUI T€pOIA, @ 3 HUM i
CIiBCTaBAEHHs YOAOBIYOro Ta JKiHovyoro cBitiB. [Tonpy 30BHi pi3Hi clo>keTHi GyHKLiT 00MABI >KiHKM
i TyT, Ak i B «TaHroitsepi», € ABOMa rpaHsAMM OAHOTO Y3araAbHEHOTO XiHo4oro obpasy. [x MoxHa
Ha3BaTy 3aXMCHULSIMU i OEPErMHSMM CYCIIABHOTO YCTPOIO, B OCHOBI SIKOTO A€XaTb OI0POKpPATUYHI
3aKOHM i1 IOPUMAMYHI NpaBa. Y CBOIX BUTOKAaX TaKMil TUII CYCIIAbCTBA, SIKUM i AOCI IpUTaMaHHUII €B-
pONeNiCbKOMY COLIiyMy, IOXOAUTD Bip CTapoAaBHbOI PuMcbKoi iMmepii. B TakoMy CycmiAbCTBi LiiH-
HICTb AIOAVIHM i il CTaTyC BU3HAYAIOTh 3aTBEPAYKEHI AOKYMEHTM i aHKeTHi AaHi. Auuap, sikuit npu-
OyB Ha 3axuct EAb3y, cipoOyBaB MOpyLUIMTU Liell MOPSIAOK i 3anpornoHyBaB EAb3i mpuitHaTu cebe
TaKUM, SIK BiH €, 0€3 3anuTaHb PO iM'sl, MOXOAKEHHs Ta iHii b6iorpadiuni moppoobui. Lle BusiBu-
AOCSI AASL HEl HEVIMOBIpHUM BUIIPOOYBaHHSIM, 0O CylepeunAo BCbOMY, Ha YOMY TPUMABCS il CBIT i
npo 1o i1 HarapyBaAa HibM TO y BCbOMY NpoTuAekHa miactynHa Oprpyaa. Bkpait mokasoBo, 110
Ipo I0pUANYHE opopMAeHHs MaiiOyTHIX cToCcyHKiB EAb3a mopymMaaa 1je Ao TOro, sIK repoii 3 ii CHy
peaAbHO 3'SBUBCS Ha BUKAMK TAalaTas. BoHa MPUAIOAHO MOODILSIAA BIAAATY BipTYaABHOMY 3aXM1-
CHUKY BCi IIpaBa, sIKi MaAa K OpabaHTChKa MPUHILIECA i CITAAKOEMULIS BAAAY Ta TUTYAY IIOMEPAOTO
repLora.

CrioyaTKy BUrpaiu AuLaps y ABo6oi 3 Teabpamynaom EAb3a cripuiiHsiaa sik IpOMOBUCTE CBi-
AUYEHHsI Ha KOpUCTb Oe3iMeHHOro Amapsi. Aae TyT e 1i Bipa moxutHyaacs, Koau OpTpyaa BceAu-
AQ B CBOTO YOAOBiKa ITepEKOHAHHS, 1[0 MTepeMora 10ro CynpoTHBHMKa IiA yac bokoro cyay ¢aab-
IIMBA i € pe3yAbTaTOM YaKAYHCTBA. TeAbpaMyHA BUTOAOCUB lie 3BMHYBAaY€HHs NPUAIOAHO B pO3-
MAA YPOUMCTOI BeCiABHOI LiepeMOHil i TuM cepito3Ho 3auenuB EAb3y. A 1je oo Toro OpTpyaa y clie-
Hi 3iTKHEHHSI ABOX JKiHOK Ha CXOAAX Xpamy (Cyrnepeuky IpO BUIIICTb CYCIiABHOTO CTaHY i MOXO-
AKEHHsI) TIPSIMO 03BYuYMAa pi3HMUIIO B Ix mo3uuisx. Cebe BoHa oXapaKTepyuayBaAa sIK 3aKOHHY APY-
JKMHY BCiM A0Ope BiAOMOTo Y0AOBiKa i FpOMaAsIHMHA, B TOI Yac 5K EAb3a, 3a ii cAoBaMu, He 3MOXe
CKa3aTy LibOro Npo cebde i Mpo cBOro o6paHLisl.

[Tepira mA6Ha Hiv i nepiua podmoBa EAb3U 3 AbOEHIPMHOM HAOAMHLI BUSIBMAACS KPaxoM
CIIOAIBaHb reposi Ha 6e33acTepexHy Bipy 0e3 IOPUAUYHUX MATBEpPAKeHb. AprymeHTy EAp3u B 1i
AVICKYCIiI 3 YOAOBIKOM y BCbOMY HaraAyBaAM AOTiKy apryMeHTauii OpTpyay, AKa AO LibOIO O3BY4Y-
BaAa EAb3i 1i x mipcBiaoMi AymMKu i moGoroBaHHA. Takum unHOM 30ipHMIT 00pa3 >KiHKM MOCTA€E B
LI/l onepi K KOHCepBaTUBHE raAbMiBHEe HAa4aAO, 2 €KCIIEPUMMEHT, 110 OTO 3AIICHIOE NPOrPeCcyB-
HUJ IIOCAQHELb OiABII AOCKOHAAOTO CYTO YOAOBIUOTO CBITY, BUSBASIETbCSI HEBAAAVIM.

Tpancdopmalyii CEo)KETHUX MOTUBIB 3BaOA€HHS i MOKAasIHHS BiAOYBAIOTBCS TaKOX B OCTAHHIN
onepi Baruepa «ITapcudaab». TyT MOKHaA 3HAWTU MEPEryKU SIK 3 YUCAEHHUMU «ApMipaMu», Tax i
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3 IoINepeAHIMH B)Ke 3TapaHMMM TBOpaMM caMoro kommnosurtopa. Ak i B «Apmipi» Poccini, KyHapi
TYT EAVIHMII KIHOUMII IEPCOHAX Y YOAOBIYOMY CBiTi. B ii 0c00i HapelTi MoeAHaAUCS ABi KOHTpac-
THi XiHOYi mocTari. B ToBapucTBi AuuapiB [paaast BoHa BUIASIAAE SIK AMKYHKQ, SIKQ PaITOBO
3’SIBASIETHCS 1 3HMKAE, a MPU TePLIIill CBOIi MOsIBi IPUHOCUTD Lol 6aabdam AmbopTacy, siKuit
CTpaXXAa€ Bip HeBMAIKOBHOI paHu. Tyt >xe npu nossi [Tapcudaast, sskuit He MOKe Hi4Oro po3noBic-
TU TIpO cebe, BOHA AEMOHCTPYE BOAOAIHHS HEBIAOMOIO iHIIMM iHpopMalli€lo i TOBOPUTH PO
cmeptb Matepi [Tapcudaas [epueasiiipi (Herzeleide) micast suukHeHHst cuHa.

3oBciMm iHmIo10 cTae KyHapi y poskiniHux capax yapoais KaiHrsopa, aHaaora 3arapkoBoi Be-
HEPMHOI TOPU, OAHAK TYT 3aBAsIKM 00pa3y KaiHrsopa ije HaOyBae BiABEPTO HeraTMBHMX KOHOTALIil.
Ak 3aaexxHa Bip Kainrsopa, Kynapi crae Hebesmneunoro crokycuuuem, Ipoaiaporo, TposiHpaomo Tlek-
AQa. 3’ICOBYETBCS, 1110 CaMe Ha Hiil AeXKUTh IPOBMHA 3BabAeHHsT AMdopTaca, CHA OYiAbHMKA OpaT-
crBa Anuapis ['paaas Turypeast. 3rapaemo cuexu Apmiau i PUHaABAO B pisHUX OTEPHUX BepCisix.
B Hux yapiBHMIA PanTOBO BiAYYBAa€ HEMOXXAMBICTb 3AIICHUTU IAQH IIOMCTM 3alleKAOMY BOPOTY,
00 HeO4iKyBaHO il OXOIAIOE TOYYTTsI KOXaHHS. AHAAOTIUHMIT 3AaM BiAOYBa€eTbCsl y po3maAi posro-
pHyToi cuenu Kynapi i [Tapcudaas, sixa 3aitmae 0iabiry yacTuHy 2-1 Aii onepu. AAe TyT IPUYMHOIO
3AaMy CTA€ peakliisl CaMOro repos Ha MacTKy, AKy CIIAAQHyBaAa pOKOBa KpacyHs:A. LIHOTAMBuMI nowi-
AYHOK BiA IOHaKa 3aMicTh nepioro Kpoky KyHapi Ao mepemoru Bukaukae y ITapcudaanst Hecroai-
BaHy 3raAKy nmpo Amdopraca Ta 10ro CTpa’kAQHHS, L0 PYIHYE BeCb 3aAyM 3BabAeHHs. [Ticast 1po-
TO POAi repoiB KapAMHAABHO 3MiHIO0OThCS. [lapcudaab uMHNTD BrieBHeHMI omip, a KyHApi Bce e
CIIOAIBAETDHCST MIOTO 3AOBUTU i NMparHe BUKAMKATU JOTO CIIiBYYTTSA 3rapAKOI IPO CBOI MOPAADbHI
CTPpaXAQHHs. BoHa po3mnoBipae, 1[0 CTPaXAQHHS He TMOKUAAAU 1 MPOTArOM KiABKOX MPOXUTUX
KUTTIB i OyAM 1oB’si3aHi 3 enizopoMm 3ycTpiui 3 XpucTom mip yac 11oro pyxy Ha ['oarody. Toai BoHa
MOCMisIAQCsl Hap HUM, @ Y BIATIOBiAB 3yCTpiAa MOTASIA, CIIOBHEHMUIT AOOPOTH i AT000Bi. T06TO TYT MM
3yCTpi4aeMOCsI 3 MOTMBOM AIOOOBHOIO TIOTASIAY Y BiATIOBiAb Ha IPe3MpPCTBO, HEHABUCTD, IAY3Y-
BaHHs1. CMMCAOBUI MOTUB AIOOOBHOT'O MOTASIAY, SIKUIL € B «ApMipi», y «Tpucrani Ta I3oabai» Bar-
Hepa AiCTae KOHKpeTHe My3/M4YHe BTIA€HH: SIK HaCKpi3Ha TeMa, sIKa BIeplle 3BYy4YMTb Ille Y OPKeCT-
POBOMY BCTYIIi.

Ak i crioxer «Apmian», 2-ta Ais «ITapcudaansi» 3aBeplIyeTbcss pyiHYBaHHSIM IPVMapHOTO
1apcrBa yapiBHuka. OAHaK B onepi BarHepa lie 1je He OCTaHHSA Kpallka, a AMILIe CTaAisl TOAAABIIO-
rO CIO)XKeTHOTO posropraHHs. Po3B’si3aHHs oAl KyHApI i oB’s13aHOI 3 Hero CIO)KeTHOI AiHil 3aBep-
LIyeTbCs Y Mepuit KapTuHi 3-1 All. [Ipo aHaAoriuHe 3aBepllleHHA BXXe 3HAEMO 3 BHUILe 3TaAAHOTO
OCTaHHBOTO €ITi30AY B orepi ABoprKaka, a pakTuyHoO i 3 piHaay «Tanroisepar. I'pinrHuns i rpim-
HUK B 000X BapiaHTaX OAEpXKYIOThb BiANyIEeHHsI IPiXiB MiCAS AOBTOTO CTPAAHULIBKOTO MIASIXY BU-
npoOyBaHb, IOMUAOK, po3yapyBaHb. O0MABI poKoBi repoiHi, Apmiaa i KyHapi, ouniarorscs yepes
00psip xpeujeHHs. Y Apyriit kaptuHi «[Tapcudaas» KyHapi 3aauiieHo 6yTy MOBYa3HUM CBiAKOM
HOAYL, sIKi BiAOYBaIOTBCS Y CYTO YOAOBIUOMY CBITi.

Y uiif omepi po3ABOEHHS Ha ABa KOHTPAaCTHMX II€PCOHa)Ka TOPKAETbCA He JKIHOYMX, a
LEHTPaAbHUX 40AOBiuMx obpasis. Lle ITapcudaap i Ampoprac. O6mpBa IPOXOAATH Yepe3 HUBKY
BUITPOOYBaHb, sIKi 3MiHIOIOTH iX A0A10. [0AOBHe BunpoOyBaHHs, ssKOro AMQopTac He BUTPUMYE,
BiAOYBa€THCS 11je AO TOYATKY Ail onepy, B ii nepeaicropii. B camiit onepi iloMy HaA€XUTb iCHyBaTU
B YMOBaX TpariyHMX HACAIAKIB BAACHOTO MaAiHHA. HeBMAIKOBHA paHa YTPYAHIOE€ BUKOHAHHS M10TO
060B’s13Ky KepiBHUKA 06OPsIAY BIAKPUTTSI CBAIEHHOTO [ paaAsi, IKMI HACUYYE KUTTEAAITHOIO €Hep-
rielo BCiX AMLIApiB i Bip SIKOTO TaKOXX 3aA€XKUTb KUTTS XxBoporo 6arbka AMdopraca Tutypeas. lllo
po ITapcudaas, BiH y epepBi Mi>K APYTUM i TpeTiM akTaMy IPOXOAUTDH BAACHUI LIASIX MTOKasTHHA i
3MY>)KHIHHSI, TTiCASI YOTO TIOBEPTAETbCA ¥ [ paaAb yke IIPOCBITAEHWIT | TOTOBUIT AO BUKOHAHHS HOBOI
Micii. Came 10My NIpM3HAY€HO B OCTAHHIN KapTUHi 3aMiHUTY TOMepAOTro TUTypeas i cTaTu Ha Y0Ai
AMLIAPCBKOTO OpaTepCTBa, @ TAKOXK 3BIABHUTY BiA MYK i Bip Tsraps jtoro rpixa Amdopraca.
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AIKy 5K pOAB y LiiJl CyTO YOAOBIUiil Onepi BiABeAEHO €EAMHIN TYT XiHLi? PoAb 1jl0 MO)KHa Ha3Ba-
TU BUPIIAABHOIO 5IK AAsT AMdopTaca, Taxk i poast [Tapcudaans. Copasa y Tomy, o 3ycrpiu 3 KyHapi
BiAKpMAA B 060X YOAOBiKaX MPOTUPIUYS 3araAbHOAIOACHKOTO MacuiTaby. Ii iHOYHICTh BUCTYTIa€E
TYT SIK IPUPOAHA CTHXis], SIKa Hece B COOi CMABHMIT eHepreTUYHMI 3apsia. 3ropoMm OpaHk BepekiHp,
aBTOp Imec «Ayx 3emai» (1896) Ta «Ckpunbka ITanpopu» (1907), BucyHe tesy mpo «das Weibliche»,
TOOTO >XKiHOYe SIK MacVBHe NMpPUPOAHE HAayaAO, HaCMYeHe OCOOAMBO CHABHOIO eHepreTukoro. Ha
MPOTUBAry AO aOCTPAKTHOTO PO3YMY, «AYX NMAOTi» @. BepeKkiHA BBa)XaB MMOB’sI3aHUM 3 Oe3M0oCepeA-
HiMV IIPOSIBAMM >XUTTS Y BCill KOHKPETHOCTI «TYT-OyTTsI». Y AYILi JI0TO BIIEBHEHVX Y CBOIV XXUTTE-
Bii1 Micii repoiB-40AOBiKiB Oyae BipOyBaTucst 60poTbba iHCTMHKTY i LjuBiaizanii. Maibke B TOM Xe
yac CTAHeTbCs NepPeBOPOT Y MICUXOAOTIUHIN Haylli, 3urmyHp Opoiia MouHe AOCAIAXKYBATH Ljeil KOH-
¢aikT i Biakpue cdepy mosacsipomoro. Opoiip Ailiae BUCHOBKY mpo cybaimaliiro sik 3aci6 mopo-
AQHHS KOHQAIKTY yepe3 3AIMICHEHHS BUILMX 3aBAQHb i parHeHb.

3oBHi nmpoBuHa AmdopTaca MOASIra€ B TOMY, L]0 BiH BTpaya€ CBSIEHHUI MPEAMET, CINC,
SIKMM B OCTaHHi TOAVIHM XUTTA XpUCTa PUMCBKUI BOIH BAQPMB JIOTO, i B pe3yAbTaTi 10TO yAapy
BUTiKAA KPOB, AKy Vocud Apumareiicbkuii 3mir 3i6paty B yamy. L[ cBslleHHa peAikBis SKMMOCH
LIASIXOM NOTpanuAa y MoHcaAbBaT i cTasa pa3oM 3i CIIMCOM OXOPOHATUCA 3aCHOBAaHUM TYT AU-
apcbkuM 6patepctBoM. Crivic 3 BuHM AMddopraca onuHseTbcs B pykax KaiHrsopa, mpu npomy
caMe LM CIIMICOM OAEP)KY€ HEBUAIKOBHY paHy caM Amdoprac. Aae y mAIPYHTI icTopii ocTaHHbO-
IO AEXUTDb BXXe 3raAaHUI FA00aAbHMI KOHPAIKT. DaKTUYHO BiH TEPIUTD MOPA3KY Bip «AYXY IAO-
Ti», SIK 3T0AOM repoi auaorii Beaekinpa «Ckpunbka [Tanpopu». Bci BuBeaeHi B 1t AuAorii 4yoAo-
BiKM He B 3MO3i MPOTUCTOATU yapaM crokycauBoi femme fatale Ayay, sika ix pyiHye i 3HuIye.
Be3cuaum nporucrosity XiHounM yapam KyHapi BusiBuBcs i Amdoprac. Tomy 110ro cTpaskpaHHs
3aCAYTOBYIOTb Ha CIIIBYYTTS, a He 0e3aAbTepHATUBHUI MOpaAbHUI OCYA. Ilpuxaap Amdopraca
ctae Aas [lapcudaast nmepimmM ypoKoM, sIKMI HaBYA€ CIIBYYTTIO i AONIOMarae mpoyTy mpoliec Ccyo-
AiMaljil: MATOTOBKY AO 3AiJICHEHHS BMCOKOI MiCil O4iAbHMKA CIIIBTOBApUCTBa AULIAPIB CBiTAQ i AO-
6pa Ta CAYXXUTEAs CBSAIEHHOTO [paaAsi. AOCATHYBIIM L[bOTO MICTEPIaABHOTO NMEepPETBOPEHHs, BiH
Oepe mip cBiit 3axuct i Kynapi. Tox pokoBiit xxiH1li moBepTaeTbcs B OCTaHHii onepi Baruepa ii 3a-
KOHHE MiClie Y CTPYKTYpi maTpiapXaAbHOTO CBiTy: OyTU MpU Aipepi-40AOBIKOBI i MiA 10ro omikoio.

AAe BapTO NOBEPHYTUCS AO ONIEP POMAaHTUYHOI AOOM, B SIKMX TOAOBHVMMM CTAIOThb HE YOAOBi-
K, & )XiHOYi mepcoHaxi 3 pucamu «pOKOBOI >KiHK». HaitbiAbll MOKa30BuMil TaKMil 3pa3oK — Lie,
0e3 cymHiBy, KapmeH, OyHTiBHa i He3aAexxHa repoins onepu JKopika bise. 3 Apmiporo ii criopipaHioe
aKTMBHA TO3ULis, Oa)KaHHSA OYTU TOCIHOAMHEI0 BAACHOI AOAI, MAKOPSATK CBOIMl BOAi i Oa’kaHHAM
4OAOBIKiB. € i cyTTeBa pisHuus. Aii KapmeH 3HauHO OiAbLI paijioHaAbHI Bip MOYaTKy i AO KiHIIS.
BoHa npekpacHO BoAOAi€e cob010 Y pi3HUX, 30KpeMa 11 Hebe3neyHux cutyatisix. KoxaHHs He 3actae
ii 3BHeHa1pKa, SIK BOHO HaKpuBae i 301Bae 3 TBepAOi >xutTeBOI mo3uuii Apmipy. Tomy Kapmen He-
MO>KAMBO YSABUTY B POAi TOKMHYTOI I pO34aBA€HOI MOPA3KOI0. Y 11ill ONlepi MTOABOIOIOTbCS HE AUILE
XiHoui, a 71 4oaoBiui o6pasu. [Topsip 3 KapmeH 3’sBasieTbecst Mikaeaa, a Xo3e Aybaroe Topeapop.
Mikaeaa neperyKkyerbcs i3 €EAM3aBeTOI0 K BTiA€HHS LIHOTAMBOTO >XePTOBHOrO KoxaHHs. OAHaK ii
3B’s130K 3 X03e AuIlle OTI0OCepeAKOBaHUM, 60 BOHA MiAMiHsE cOO0I0 0Opa3 11oro MaTepi.

Xose i Topeapop € aHaaroramu Amdopraca i [Tapcudaas, ase 3i 3MiHOIO CIOKETHOTO CTaTyCy.
Xo03e, He3Ba)Kal0uM Ha CBOE MACYBaHHA NepeA XiHounMmuy yapamu KapMeH, 3aAMIIA€TbCSI TOAOBHUM
YOAOBIYMM MEPCOHAXKEM i PYLIITHOIO CMAOIO CIO)KETHOTO PO3BUTKY. B KOXKHIN 3 YOTUPbOX Aill came
JIOMY HAaA€XUTD 3AIICHUTY IEPEAOMHMI BUMHOK, sIKUI 3MIiHIOE ITIEPBMHHY CIO’KETHY CUTYALIIIO i AQ€
MOYAaTOK HOBOMY LIMKAY Ail. Y mepIlIoMy aKTi BiH HalPMKIiHLII BipAIlycKae B3ATYy mip BapTy Kapmen i
Oepe Ha cebe BiAMTOBIAQABHICTD 3a 1€ TOPYIIEHHS BilICbKOBOro 00OB’s13Ky. B Apyromy axTi micas
BiAOYTTS MOKapaHHsS Y BUTASIAL TUMYaCOBOIO YB'sI3HEHHsI BiH 3’BAsI€TbCA y Kabauky Aiabsic ITac-
ThsI Ha MobaueHHs 3 KapmeH. 3ycTpiu oApasy nepepuBa€eTbCsi CUTHAAOM, SIKMII CIIOHYKA€ J0ro Io-
BEPHYTUCS A0 KazapMmu. Tak 61 i craaocs, BiH O Ha Lieif pa3 YHUKHYB CIIOKYCH, OAHAK HeCITOAiBa-
Ha IosiBa KamitaHa LlyHiru i cBapka 3 HuM, siKy 3aTiBae Xo3e, mo36aBAsi€ 110r0 LIAHCY 30eperTu cra-
TyC AOCKOHAAOTO BOIHA i HAAIIHOTO TPOMaAsIHMHA. BMCTYII IPOTU BUILIOTO 32 3BaHHAM, Te, K CKO-
pucraAucs gieto cutyauieio Kapmen i kontpabaHaucTy, Bumyirye Xo3e MPUEAHATUCS AO 1X 3aTOHY.
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HarlBa)kAMBIilIMM BYMHKOM B PO3KPUTTI pUC XapakTepy Xo3e i y JI0ro caMOyCBiAOMAEHHI
CTa€ CUTYallis, sIka BUHUKAE B TpeTiil Ail. Cepea KOHTPAOAHAUCTIB 3'IBASIETHCSI XOPOOpa CaMOBIA-
pAaHa aAiBumHka Mikaeaa. BoHa npuHocuTh X03e 3BiCTKY PO CMEPTEABHY XBOpPOOy 11Oro MaTepi,
sIKa X04Ye Iepep cMepTio nmobauntu cuHa. Xo3e BXe 3Hae, o KapmeH Ao Hboro 6aiipyxa i roroBa
ioro KuHyTU. BiH posymie, mo 3aaummty ii 3apa3 mMaTuMe (aTaAbHI HACAIAKM AAST IX KOXaHHSL.
OpHak Ha 1|eyl pa3 Bepx Oepe 110ro0 TiAHICTD 5K 4OAOBiKa i cuHIBCBKi movyTTs. baraTo 3 Toro, 1o
BXOAUTD y CTEPEOTUII HAAIMTHOI YOAOBIUOI AOAIL, BiH B)Xe 3pyIIHYBaB. XpeCT IOCTAaBA€HUI Ha BilIChb-
KOBIii1 Kap'epi, 00OpaHnil Hebe3NeuyHMI MIASIX TIOPYIIHMKIB 3aKOHY, SIKi 3alIMAlOThCsI KOHTPAbaHAOIo.
AAe BypilIMTV Ha KOPUCTb MaTepi IOMy AONOMaralTb MillHi poAuHHI 3B’s3ku. Came 3aBASIKU
LbOMY BiH 30epexe cebe A0 KiHLIsI i He CKOPUTBCS nepep BceBAapHOIO «das Weibliche», a BO’e 11 y
co0i Ta pO3MPaBUTHCS 3 TAKOIO K HECKOPEHOI0 pOKOBOI0 KpacyHero KapmeH. ToOTO 3iTKHEHHs 4o-
AOBIYOTrO i )KiHOYOTO CBiTiB 3aKiHuMAOCs B onepi bize Hiumero.

Bapro me BusHaunTty ¢yHKIl i TUIT ApYyroro yoaoBiuoro repost Topeapopa. Ko nopiBHATU
i3 «ITapcudasem», came oMy Nnpu3HaueHa POAb MEPEMOXKLS, IOTO MOPTPET 3MaAbOBAaHUI TYT
cTaTU4HO. BiH BTiAIOE OpAHOUYACHO ABI cxeMaTuuHi MoAeAi: Macky Kamitana y komeaii dell’arte i 06-
pa3 peKAaMHOTO reposi MeAiiHOro npocropy. Taknit camuil po3nopia GyHKUIN i caMme Taki TUmaxi
YOAOBIKiB-CyIIEPHUKIB OAEP>KaTh MIPOAOBXKEHHSI i TOAAABILINI pO3BUTOK y «Boleky» AabbaHa bep-
ra. AAe KapAMHAAbHA 3MiHA TYT CTOCYETHCS XKiHO4Oro oOpasy. Mapi B onepi bepra He € criokycHu-
1]€10, HAaBIIaKy, BOHA CTa€ 00’€EKTOM CIIOKYCH i 3a3ixaHb Tynoro coapadona Tambypmarkopa. KiHo-
Y1 BapiaHT CIOKeTYy, MpeACTaBAeHUN Y «KapMeH», 3MIHIOETbCS TYT YOAOBiUOI0 Bepciew. Y Mapi
HEMa€ >KiHOYOTO ABiMTHMKA y BUTAsIAL AabMipenu 3 «PuHaabp0» I'eHpeast abo Mikaeau 3 onepu bi-
3e. Hatomictp cimeltHi LjiHHOCTI, 3a3ixaHHs Ha HUX 3 60Ky MyunTeaiB Boueka Kanitana i AoxTopa,
MPUAIOAHE TIPUHVDKEHHS], siKe BiH AicTae BiH TamMOypMmakopa, CTaloTh BaXXAMBUMY MOTMBAMMU IIO-
BEeAIHKV TOAOBHOTO Tepos.

AHaai3 pyxy i 3ac00iB 00’€eAHaHHS CIO)KETHUX MOTUBIB AO3BOASIE AOCAIAXKYBaTH iCTOPIIO OIte-
pU SIK HeAiHiliHy cucteMy. MoaeAAro Takoi icTopil € Terpaaoris Barnepa «IlepcreHp HibeayHra»,
LVIKA 3 YOTMPBOX CAaMOCTIIHMX TBOPIB, 3B’S3aHMX HACKPi3HOIO CIOXKETHOIO AiHi€lo. B MysuyHin
CTPYKTYPi TeTPaAOTii 30BHIllIHII i BHYTPILlIHI/1 PO3BUTOK IOAi1, CMUCAOBI 3B’sI3KM, B3aEMOAisI IIEp-
COHaXXiB Ta IXHi QYHKIil y pO3KPUTTi KAIOUOBOI iA€el 3a0e3IeuyloTh pi3Hi Ipyny AeTMOTHBIB, AOTi-
Ka i mpuHUMnu ix 00’epHaHHs. [A00aABHMIT KOHLIETLIITHNIT PiBEHDb TETPAAOTII TOB’sI3aHUII 3 KOAi3i-
€10 «AI000B i BAapa». CBOro vacy 1i )X 0yAO IOKAAQAEHO B OCHOBY ocTaHHbolI onepu Kaaypio Mou-
TeBepAi «KopoHauis ITonei», a 3ropooM po3BUHYTO Lije B 6aratbox omnepax. ITopsip 3 4uM po3po6-
ASIETBCSI HM3KA IHIIMX BaXKAMBMX MOTMBIB: «AIOAVHA i IPUPOAA», «IIPUPOAA i LMBiAi3aLisa», 3iTK-
HEHHS CBOOOAV i HEOOXIAHOCTI, MOTMB 30A0Ta 5IK CUMBOAY BAAAM i AXKepeaa CBITOBOTO 3Aa, epU-
neTii, MoB’s13aHi 3 MepeMoroxo, a MOTiM IOPa3KOI0 CBITAOTO Ireposi, IKUI He 3a3HaB CTpaxy.

MoTuB crokycu i cama CIIOKyCHULS 3'sIBASIIOTbCS Y BarHepa Aniie y giHaAbHiN 4YacTuHI TeT-
paaorii, y «Cyrinkax 6orip». Y 6araToBumipHOMy cioxkeri Terpaaorii micue [yTpyH, B sKy mip
BIIAMBOM HAroO0 3a0yTTs 3aKoxaBcs 3urdpup, maike nepudepiitie. Bona crae crokycoio AAsi CBi-
TAOTO I'eposi He YCBIAOMA€EHO, 00 32 /10ro 3BaOAEHHSIM CTOITb TOAOBHUI IIPUXOBAHMII CIIOKYCHUK i
HeOe3neuHuit Hocilt 3aa ['areH. Y yoAoBidyoMy cBiTi repoeneHTpryHoOi BarnepoBoi koHuenii 3ur-
AlHAQ YOCOOAIO€E iA€aA TIEPEMOXKHOTO, 3AQTHOTO AO CAaMO3pevYeHHsI KOXaHHSI AO TIAHOTO LIbOTO IO-
qyTTs1 oOpaHLsi. AAe AASI LIbOTO 111 HAAEKUTD 3BIABHUTUCS Bip BAaAM AecrioTa-4yoAoBika ['yHAMHIA i
MOPYLIMTHU 3araAbHONIPUIMHATI MOPaAbHi HOPMMU, Ha 10 BKasdye BoTaHy 110ro po3AloueHa Apy’KMHa
Dpuika, OOTMHS-3aXUCHULS AOMAIIHBOTO BOTHUIIA.

Y noBeaiH1i BaAbKipii BpyHriAbAYM, KOAM BOHA PalTOBO Ha BAACHMII BUOIp 3MiHIO€E pillleHHs
AOAi 3UI'MYHAQ, sIKe TIPOAMKTYBaB BoTaH, BTiAeHO >XiHOUMIT OYHT IPOTU BCEBAAAAS 0Opa3y 0aThKa,
TOOTO MPOTU CYTO YOAOBIUMX 3aKOHIB coliymy. AaAi BOHa AOOMBA€EThCsI MOM SIKLIIEHHSI )KOPCTOKO-
CTi 6aThKiBCPKOTO BUPOKY, a IPUKAAA KOXaHHS 3UTMYHAQ i SUTAIHAM CTae AASI HEI MOAEAAIO ipea-
ABHVIX AIOOOBHMX CTOCYHKIB >KiHKM i YOAOBIiKa, sIKi HaAaAi BOHa Mpie peaaidyBatu yepes coo3 i3
3urdpuaoM i 3apapyt IIbOTO TOTOBA MOCTYIIUTHUCS POAAIO BOVIOBHMYOI AIBU-BaABKipii. 3aBASKU ITiA-
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CTynHil iHTpu3i ['areHa ii iAeaAa Ha AKUIICH YacC PYMHYETHCS, i TOAL BOHA OTPAINASIE B OAHY KOMIIa-
Hilo 3 ApMipo0I0 i AMAOHOIO SIK 3papkeHa i oopaxkeHa xiHka. OpHak Barnep apae i1 maHc 3po3ymitu
IIPUXOBAHY CYTb IOAil, a Y diHaAl TPOAEMOHCTPYBATU BCIO CUAY CAMOBIAAQHOTO YKiIHOYOTO KOXaH-
Hsl, sIKe CIIOKYTYE I'piXM 11 IOMMAKM YOAOBiKa Ta BiAHOBAIOE He3aIASIMOBaHe iM’'si BOUTOrO reposi.
Cama BOHA KUAQ€ETBHCS Yy po3maAeHuit Ha Oepesi PailHy BOroHs, B sIKOMYy 3ropae Tiao 3urdpuaa.
BpyHriabAa 3aBepILyE TETPAAOriI0 BEAMKMM MOHOAOIOM, SIKUIA, TOAIOHO A0 emizoay CMepTi I30AB-
Ay B «TpucraHi», MO>XKHa Ha3BaTu ii BAacHow Liebestod.

BucHoBKu. Ycymnepeu nommpeHin Aymui mpo Te, o femme fatale, «paTaabHa >KiHKa», XKiH-
Ka-CIOKYCHMLS € KAIOUOBOIO IIOCTATTIO AMIIE Yy MUCTELTBI A€KaAQHCY, aHAAI3 CIO)KEeTHUX MOTMBIB
OTIEpHMX AiOpeTo pi3HMX 4aciB BUSBASIE 1110 QYHKIIiIO B ONEPHill ApaMaTypril Ha COTHi pOKiB paHi-
nre. MOTUB CIIOKYCU BIIAMBA€E Ha AOAIO TOAOBHOTO reposi TBOPY i Ha A0AI0 cioKycHuui. Tak pos-
KPVIBAa€TbCSI B3aEMOAiSI YOAOBIUOTO i >)KiHOUOTO CBIiTiB — mpobAeMa, SIKy MO’KHA BBa)KaTy IA00aAb-
HOIO AASL BCiX eTalliB AIOACBKOI iCTOPIl i AASL Pi3HUX BUAIB MUCTelTBA. He3BaXkalouyu Ha MOBTOPIO-
BaHICTh CIO)KETHOTO MOTUBY, 110T0 BUKOPUCTAHHS Y KOMOiHALIil 3 iHIIMMM AO3BOASIE PO3KPUBATU Y
MY3U4Hil ApaMaTyprii Haipi3HOMaHITHilI TUIM ApaMaTMYHMX KOH(AIKTIB: AIOAMHA i MpUpoAa,
MpUpOAA i LUBiAi3allisi, cB0O0AA i HEOOXIAHICTD, BAAAQ TEMPSIBU i CBiTAQ.
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ASPECTS OF CONTEMPORARY OPERA STUDIES:
ADVENTURES OF OPERA STORIES

Abstract. The article explores the paradoxes of using literary sources in opera: literary
works, myths and fairy tales, legends and traditions. Among these stories, the author focuses on
the theme of the fermme fatale, associated with the motif of seduction and the final catastrophe that
ends her life story. The theme of the femme fatale is considered in the context of gender issues, the
relationship between the male and female worlds. The research is based on the principles of his-
torical poetics. The author analyses the origins of plot motifs, their development in time, the com-
bination of motifs in connection with the system of characters, external and internal motives of
their behavior, and, in general, the artistic structure of the work. The analysis of the plots in terms
of the existence of common motifs in them and their place in the integral plot structure is based on
the operas by composers of different ages. The article first examines the works of Jean-Baptiste
Lully, Georg Friedrich Handel, Antonin Dvorak, Georges Bizet, Richard Wagner, and Alban Berg
in terms of the common motifs and their place in the integral plot structure. This makes it possible
to reveal non-linear connections between opera works belonging to different historical epochs, dif-
ferent genres, and national traditions.

Keywords: opera plot, plot motif, femme fatale in opera, gender aspects of opera plots, history
of opera from 18" to 20" centuries.

Cmamms Haditiwra 0o pedakuyii 20.09.2023

161



THEATRE AND MUSIC: CONCEPTUALIZATION OF ARTISTIC PRACTICES

0PI YEKAH
TEATP SAN CASSIANO B iCTOPIi ONEPMU:
MOYATOK KPEATUBHOIT iIHAYCTPII
TEATRO SAN CASSIANO IN OPERA HISTORY:
THE RISE OF CREATIVE INDUSTRY
YAK 78.074

DOI: 10.31500/2309-8155.23.2023.297536

I0pinn Yexkan Yurii Chekan
AOKTOp MUCTELITBO3HABCTBA, AOLIEHT, Doctor of Art Studies, Associate Professor,
npocdecop kadeapy KyAbTYPOAOTii, Professor in the Department of Cultural
YKpaiHCbKMIT KATOAULIbKUI YHiBepCUTET Studies, Ukrainian Catholic University
e-mail: chekan@ucu.edu.ua orcid.org/0000-0002-1501-1592

AHoTtanis. AOCAIA’)K€HHS NIPUCBAYEHO IEPLIOMY 3araAbHOAOCTYIIHOMY OIIEpHOMY TeaTpy
San Cassiano (Beneriis;, 1637), mosiBa sSIKOTo CTaAa KapAMHAABHUM YMHHUKOM TpaHcopMmaliii ore-
pM 3 IIPUMABOPHOI apUCTOKPAaTUMYHOI pO3BarX Ha KpeaTUBHY iHAYCTpilo. PosrasHyTo mnuTaHHS,
NOB’sI3aHi 3 iCTOpi€l0 OOYAOBM TeaTpy Ta AiSIMU JIOTO BAACHMKIB, BEHELICbKMX HOOeAiB OparTiB
TpoH, cipssMOBaHMMU Ha NIEPeTBOPEHHs oTlepu Ha Oi3Hec. BusiBAeHO MOXXAMBI Mpoobpasu Ta npu-
YMHY KOHCTPYKTMBHMX pillleHb, 3aCTOCOBAHMX Y TeaTpi, 30KpeMa CTOPUOBUX AOX Ta U-mopAiOHOI
dbopmu rasipaueBoi 3aau. HaBepeHO mapaMeTpuyHi XapaKTepUCTUKM KOMIIOHEHTIB TeaTPaAbHOI
OyaiBai San Cassiano — cijeHu, rasipaqeBoi 3aAM, AOX. 3a3HavyeHo, 1o spycHuit Teatp San Cas-
siano cTaB MPOTOTUIIOM AAS HACAIAYBAaHH He TiAbKM Y BeHellii, aae i B iHImx Mictax Itaaii Ta €B-
ponu. Tak, cepea BeHeuilicbkux TeatpiB XVII cToaiTTs Ha San Cassiano opieHTyBaAUCh 3araAbHO-
poctymHi Teatpu SS Giovanni e Paolo (1638), Novissimo (1640), San Moise (1640), San Giovanni
Crisostomo (1678); mosa mexxamu Benewii — Teatro Falcone (['enys, 1652) ta Teatro Tordinona
(Pum, 1671). HaroAolieHo, 110 OAHUM 3 KAIOUYOBUX (HaKTOPiB AMHAMIYHOTO MOLIMPEHHS OTepU Ta
dbopmyBaHHs onepHoOi iHGpacTpyKTypu B €BpOIIi cTaaa prHKOBa KOHKypeHuis. [Ticast mosiBu San
Cassiano po3BUTOK orepyu HaOyB YiTKO BM3HAYEHOTO BEKTOPA: Bip eAiTapHOI po3BarM — A0 IiA-
IIPUEMCTBA KpeaTUBHOI IHAYCTPil.

Kawuosi crosa: onepa, mybAiuHum onepuuit teatp, Teatro San Cassiano, AisiAbHiCTH OpaTiB
TpoH, KpeaTUBHA iHAYCTpisl.

ITocraHoBKa mpo0AeMU y 3araAbHOMY BUTASIAL. AOCAiAKeHHS icTopii omepy, sIK MPaBUAO,
($OKYCYIOTBCSI Ha MUTAHHSX TBOPYOCTi. BiAlTIOBiAHO, Y LIeHTpi yBaru HayKoOBL|iB Hal4acTille Onu-
HSIIOTbCSI KOHKpeTHI TBopu. PakypciB aHaAi3y TyT Moske OyTu AyXe 6arato: iCTOpisi CTBOpPEHHSI Tie-
BHOI OIlepy, CIiBBIAHOIIEHHS AIOpeTo Ta AiTepaTypHOro MepIIOAXKEPEAR, CAOBA Ta MY3UKU, MY3U-
YHa ApaMaTypris, XapaKTepucTrUKa oOpasiB-XxapakTepiB TOL[0. BeArkui Kopmyc mpaip mpucBsye-
HO NMUTAHHAM €BOAIOLIII )KaHPy B KOHTEKCTi HalliOHAaAbHMX KOMIIO3MTOPCbKUX 1LIKiA. Hepipko 3y-
CTPIYAIOThCA IUTYAILL, Y AKMX IIPOAHAAI30BaHI KOHKPETHI IIOCTAHOBKM, PEXMCEPChKi pillleHH:, aK-
TOpChbKi poboTu. [Ipu 1ipoMy nuTaHHS OnepHOI iHPPACTPYKTYpH, SIK MPABUAO, 3HAXOAUTHCS HA Ma-
priHecax My3MKO3HaBYMX iHTepeciB. Y KpallloMy BUITAAKY 3a3HAYAETHCS, B IKOMY TeaTpi BipOyAacs
Ta YM Ta IIPeM €pa UM PO3TAsIAyBaHa ITIOCTAHOBKA. Bce 1ie oKpecAloe MpoOAEMHY AOCAIAHMIIBKY 30-
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HY, aAKe yBara A0 paHillle irHOpoBaHKX MOMEHTIB 200 MOTASIA Ha BiAOMIi peui y HecItoAiBaHii1 mep-
CIIEKTMBI MOKE CKOPUT'YBaTU ycTaAeHi crepeoTuny. Came TaKyM IIOCTa€ MUTaHHS TpaHcdopMalii
orepy 3 KaMEPHOTO SIBUIIA, €AiTapHOI po3Baru apuCTOKpaTiB Ha NMyOAiuHMIT (PeHOMEH, CKAAAHUK
KpeaTUBHOI iHAYCTpii. 3acapAHMYYy POAB y LIbOMY IIPOLIECi Bipirpaa 3’siBa mepIIOro 3araAbHOAOCTY-
IHOTO OIlepHOro TeaTpy — TeaTpy San Cassiano y Beneuil.

AHaai3 ocTaHHIX AOCAipAXKeHD i myOAikanii. B MysuuHo-icTopuyHin AiTepartypi 3 onepHoi
npobaematuky Teatp San Cassiano, sIK MPaBMAO, 3TAaAYETHCS MOOIKHO; OYKBAABHO OAHMM-ABOMA
peyeHHSAMM — SK INeplLInil 3aTaAbBHOAOCTYIIHUI onepHui TeaTp. OAHAK B OCTaHHI A€CATUAITTA iH-
Tepec AO LIbOro iHGpPaCTPyKTypHOro peHOMeHa MOXKBaBillaB; OyAO ONyOAiKOBaHO mpalli, TPUCBSI-
yeHi BeHelilicpbKiit onepi XVII cToairTs [9], nuTaHHAM QyHKIIOHYBaHHS )KaHPY HA paHHbOMY eTari
pPO3BUTKY Ta mpobaemam opraxisauii onepHoi cipaBu [4; 11]. Okpemy rpymy AOCAIA’KEHDb CKAaAQ-
I0Th PO3BIAKM ITPO TeaTpaAbHY apXiTEKTYpy TOro nepioAy B niaomy [3; 5; 7] Ta Tearpy San Cassiano
30kpeMa [8]. B yKpalHCbKOMY MY3MKO3HAaBCTBi AOCAIA)KEHDB, NPUCBSIYEHUX LIbOMY TeaTpy, HEMAE.
Lle BM3HaUMAO MeTY CTAaTTi — y3araAbHUBIIYM PO3IOPOLIEHi Y Pi3HUX AXKepeAaxX CBiAUeHHs, oxapa-
KTepuayBaTu TeaTp San Cassiano Ta OKpeCAUTHU JOTO POAb Yy NepeTBOPEHHI onepy Ha KpeaTUBHY
IHAYCTpIIO.

Buxkaaa ocHOBHOro mMarepiaAy. Apyroro tpaBHs 1636 poky Beneuiicbkuit CeHat AaB Opa-
tam @panuecko (1576-1655) ta Etope (mom. 1646) Tpon A03BiA Ha BiAOYAOBY TeaTpy B mapadii
San Cassiano. Bpatu TpoH HaAeXaAu AO BY3bKOT0 KOAQ OOpaHMX BEHEL[iICbKMX MATPULiIB; AOCUTD
CKasaTy, 10 OAMH 3 ixHix npeakiB, Hikoao TpoH, OyB miicTpecar BoceMuM pAoxeM BeHelii, a po-
AVIH BXOAMAQ AO YMCAQ HOOEAIB APYTOro pospsiay, ToOTO Oyaa 3amucana Ao 30A0TOi KHuru y 1297
poui. Ha yac orpumants pA03BoAy TpoHu Bxe He OyAr HOBaukKamu y cdepi TeaTrpasbHOro 6i3Hecy.
IlfonpaBaa, CyTO KOMepPLiIHUI AOCBiA poAMHM TPOH y Wil raaysi BaXKKO Ha3BaTU LIIAKOM YCIHillI-
HUM — pa3 y pas iHillilol0uM TeaTpaAbHi MPOEKTY, iHBECTYI0UM Y OYAIBHMIITBO, BOHA 3a3HaBaAa Io-
TY>XHUX eKOHOMiuHuX yaapis. llle 1581 poky Ha LiboMy caMOMY MicLi IpeACTaBHUKY poAuHU TpoH
CIIOPYAVIAM T€aTp AASI KOMEAIVHUX BUCTaB — i He3a0apoM 3MylileHi OyAM 3aKpUTY JIOTO 32 PO3IO-
papxeHHAM Papu pecsatu. 14 ciuna 1585 poky Papa yxBaamAaa CTOCOBHO LibOTO TeaTpy ABa NPUMN-
cu. Hannepiie BiaAMoBMAa poaVHi TPOH y A0O3BOAI BIAKpUTU 3auMHeHMi1 paHilie TeaTp. [IpoxaHHs
OyAO0 moAQHO Bip iMeHi aiTeln AHppea TpoHa, 3arMOAOrO Iip 4ac BOEHHMX Aiif; CMpOTU HOOeAs He
MaAu 3aco0iB AASI iCHYBaHHS, OKpPiM SIK 3AaBaTu IpUMillleHHs TeaTpy B opeHAY. OAMHaALSITEMA
rOAOCaMIU TMPOTU TPHOX IM OyAO BipAMOBAeHO. Apyrum piiieHHsM Papa 3000B’s3aAa BAAQCHUKIB
«YIPOAOBX 15 AHIB NMOBHIiCTIO po3ibpaTu AOXi, AeKopalii Ta iHII pyXOoMi eAeMeHT! B MiCLIsIX, Ae
BOHU OYAM CIIOPYAXKEHI AASI BUKOHAHHSI KOMeAii» [5, p. 954]. Ak poBoauts IOpaXmuH A>KOHCOH
(Eugene Johnson) Ha 0cHOBI aHaAi3y KOpITyCy HOBO3HaIA€HMX AOKYMEHTIB 3 BEeHEeL[iICbKMX apXiBiB,
caMe B 1IbOMY TeaTpi BIeplile 3’ IBMAMCH 3aKPUTi AOXIi, 11J0 3AaBaAMCh B OpeHAY: «TeaTpaAbHi A0Xi
CTBOPMAM HOBUI COLIiaAbHMII IIPOCTip, BOAHOYAC NPUBATHUI Ta MyOAIYHMIT — 41, MOYKHA CKa3aTHy,
MPUBATHUI Y 3aTaAPHOAOCTYIHUX Micusax» [5, p. 946]. OaHak Papa aecsiTu, KOTpa OMiKyBaAach,
OKpiM iHIIOro, CYCIiABHOIO MOpAaAAIO, BOayaAa y 3aKpUTUX AOXaX IEBHY HEOE3NeKy AASL YECHOT
TASIAQYIB — 3BiACY HEOAHOPA30Bi IPUNMCY TPUMATU ABEPi AOK BIAMMHEHMMM YIIPOAOBXX BUCTABH,
3a0e3reyyBaTi OCBITAE€HHS B KOPUAOPAX, sIKi BEAU AO AOX, TOLO. AOAQTKOBUM TUCK Ha TPOMAACH-
Ky AYMKY Y LIbOMY X PYCAi 3AiliCHIOBaAa YopHa rBapais Barukany — esyitu [11, pp. 114-118]. Cu-
Tyauis 3MiHuAacs auire Ha nmo4atky XVII CTOAITTS micAs mopOAaHHS pecnyOAiKol0 iHTEpAMKTY,
o 11oro HakAaaB Ha Beneuito mama ITaBao V (1608), Ta BurHaHHs OpAeHY €3yiTiB 3 Benerii [2,
. 672—-682]. Tox HacTynHy cipoby 6patu TpoH 3piicHuAn, BiporipaHo, y 1612 poui (i AocTemeHHO
y 1626 poui) — i 3HOBy HeBaaAO: 1629 poky Teatp 3ropis. HamoAerausi HobeAi He mOAMIIAIOTD Ha-
All Ha ycmix. 3a yoTupu poku, 1633-ro, BOHM BKOTpe BiAKPUBAIOTb TeaTp AAS BUCTaB MOIMYASIPHUX
Toal y BeHeljii koMeaiit. Aae 11 1jei1 TeaTp IpoicHYBaB MeHIle HiX pik: 20 rpyaHsa 1633 poky 1oro
OyAO AOTA2 3HMILEHO YeproBOIO MOXeXelo [4, p. 68; 9, p. 69]. Tax i ysinmanu 6u 6patu TpoH a0
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OTIepHO-TeaTPaAbHOI iCTOpii HeBAaXxaMu, sIKOM He iXHsI yeproBa Crpoba CIIOPYAUTU TeaTp, Terep
yXXe He AASI KOMEAiN, a AAST My3MYHMX BUCTaB. Lls iHiljiaTuBa BUsIBMAACH YCIILIHOIO (MOXXAMBO, HE
CTiABKM Y KOMepLiifHO-piHAHCOBII, CKIABKM B iCTOpMYHIiN NepcreKkTuBi) Ta 3poduaa imeHa OpaH-
yecko Ta ETope TpoH 3HakoBuMM B icTOpii My3uKu B LIiAOMY i B iCTOpii OIlepHOTO MUCTeLTBA 30K-
pema. Bpatu TpoH, «3po0OuMBILIM CTaBKY Ha Te, 110 MepLIMMU TPe3eHTyBaBILu onepy y BeHelii, 3mo-
T'AM HaOyTU COLIiaAbHMII KaIliTaA Ta BIIi3HABAHICTb, SIKMX He MOXKHa OYAO AOCSIITU MPOCTUM OaraTc-
TBOM», — 3a3Ha4yae€ CydacHMi1 AOCAiAHUK [11, p. 89]. 3a poku cBoro icHyBaHHs AiTuie TpoHiB Ma-
AO Aimmii Ta Tipili Yacu — Ha >KOPCTOKOMY KOHKYpeHTHoMYy pMHKY BeHeuii San Cassiano yac Bip
Jacy Mir MOCTYIaTUCh SIKOMYCh i3 TearpiB [ pumani a6o nporpecusHomy Tearpy Novissimo, ympo-
AOBXX OAHUX CE30HIB Mir OyTu 3a4MHEeHMM, ITiA Yac iHIIMX — BiAAQBATU CBOIO CLIEHY KOMeA|l, a He
onepi. OAHaK cAaBa MePIIOTro 3araAbHOAOCTYITHOI'O KOMEPLIiIITHOTO OIIEPHOIO TeaTPy 3aAUIIAETHCS
3 HUM Ha3aBXAU.

SAxum >xe BiH OYB, Lieil MepILMil 3araAbHOAOCTYITHUIA OnlepHMit TeaTp? AaTu 4iTKy, OAHO3HAY-
Hy Ta AOKYMEHTAaAbHO apIryMEHTOBAHY BIAIIOBIAb Ha lie MUTAHHSA Hapa3i HEMOXAMBO: AO HAIIMX
AHIB He AiVIIAO 300pa>keHb aHi eKcTep’epy, aHi iHTep’epy TeaTpy San Cassiano. ba 6iablie, apxite-
KTYpHi KpecAeHHs Ta 06Mipu OYAiIBAi, 1110 36eperaucst pooremnep, OyAu 3poOAeHi 3HAUHO Mi3Hille, ax
y cepeanti XVIII croaiTTs, koau apxitektop @panuecko bonpoaro (Francesco Bognolo) samporo-
HYBaB IlepeOyAyBaTy TeaTp i, CTBOPIOIOYM HOBi KpecAeHHs, 3adikcyBaB IapaMeTpy iCHYUMX Ha
TOJI MOMEHT KOHCTPYKLiit. ITpore, ockiabku Teatp San Cassiano, sik 6yAo 3ayBa’keHO, CTaB €KOHO-
MiYHMM Ta apXiTeKTypHUM IIPOTOTUIIOM OINepHMX TeaTpiB ITaaii Ta 11 yciel €Bpomny, 3AiMICHIOIOTbCS
Crpo6u 110ro peKOHCTpyIoBaTu. [Ipy 1IbOMY AOCTaTHBO HAaAITHMMM OTIOPaMy AASL YSIBU PEKOHCTPY-
KTOPiB NOCTAIOTh MMapaMeTPUYHi XapaKTepUCTUKY, HasABHI B apXiBHUX AOKYMEHTAX i peTeAbHO AO-
CAiAJKeHi HayKOBLSIMM, & TAKOXX IOPiBHSHHS 3 aHAAOTaMU, 3'SICYBaHHS 3aCBOEHMX Ta AAAIITOBAHUX
BIIAUBIB'.

OTxXe, AlASIHKa, Ha 5Kl 30yAyBaAu TeaTp, Maaa naouty 472,5 M> — 27 M 3aBAOBXKU Ta 17,5 M
3aBIUMPILKY, @ CaMa TeaTpaAbHa OYAIBAs, BIiATIOBiAHO, OyAa aeio MeHuow. Lle AoBoai ckpomHi
pO3Mipy y MOPiBHSHHI 3 ONEPHMMM TeaTpaMy HaCTYITHUX eIoX, 0co0AMBO Ao6u PomanTtusmy. Taxk,
snamenuta Onepa [aphbe y [Tapuki (1875) 6iablia, HiX AlAsIHKa, Ha siKii1 36ypoBaHo San Cassiano,
maibke y 46 pasiB’. TiAbKu Ha TiraHTCBKIill cueHi mapusbkoi onepu maomen 1309,5 > morao 6
PO3MICTUTHUCH MalbKe TpU BeHellicbki TeaTpy. CydyacHUKM CBIAYATD, 1[0 TeaTPAAbHUI 3aA MepLIO-
rO 3araAbHOAOCTYIIHOTO OIIEPHOro TeaTpy MaB 153 Aoxi — mo 31 Ha Ko)XHOMY 3 1’ sTu sipyciB. Lli
AOXKi OyAU Ay)Ke KOMIIAKTHMMMY, HaBiTh TiCHMMM: IX LIMPMHA CTAaHOBUAA Bip 95 cM (6OKOBi) A0
120 cm (ueHTpaabHaA AOXa), TAMOMHA OyAa ABa METPU, a BMCOTa Bapil0BaAacCs B 3aA€XKHOCTI Bip
SIpyCy: Ha MPECTVDKHUX APYTOMY Ta TPETbOMY BOHaA csiraAa 2,1 M, Ha BepXHiXx — OyAa TpoXu MeH-
oo, 1,8 M. Aocutb CKpOMHUX pO3MipiB OyAa i clieHa: aBaHCLieHa MaAa LIMPUHY OAM3BKO 8 M, a
3araAbHa TAMOMHA CLIEHU CTaHOBUAA 6,5 M®. Y MOpPIiBHIHHI, HAPUKAAA, 31 CLIEHOI0 HEArOAITaHCh-
Koro Tearpy San Carlo (BiaOypoBaHOro micast moxkexi 1816 poxy) 3 110ro rpaHAiO3HOIO aBaHCLe-
HOIO 3aBIIMPIIKY 33,5 M Ta 3araAbHOI0 TAMOMHOIO Y 34,5 M 1l MO’KHA Ha3BaTU MiHIaTIOPHOIO.

3’scyBaBuiyu 00’eKTUBHI isnyHi mapamerpu Tearpy San Cassiano, 3po0MMO HACTYIHMIT KPOK
i cnpobyemo ysBUTH, SIKOIO K OyAa KoHbirypauis itoro 3aau. TyT HaM cTaHe B Haroai iHdopmariis,

1Y mopaAblIOMY BMKAQAI MU YaCTKOBO CIIMPAEMOCH HA AaHi, 110 HABOAUTb AMPEKTOD 3 AOCAIAKEHb TeaTpy San
Cassiano itaaiicbkuit MmysukosHaBeub Ctedano [Tatynui (Stefano Patuzzi) [8].

21 saraapHa maoma — 21625 Mm% 173 M 3aBAOBXKKM Ta 125 M 3aBLIMPULIKU.

3V cepepuni XVIII CTOAITTS nmpuMileHHs KiAbKa pasiB mepebyAOBYBAAOCH, a 3aAa [IEPEIIAAHOBYBAAACh. 30KPEMa,
OyAO 3HECEHO ABa HEBEAUKI OYAMHOYKY, 1J0 IIPUMUKAAU AO TOPLIEBOL CTiHU TeaTpy, i mpocTip 6yAiBAL A€o 36iAbIINB-
cs1. O6mipu 1763 poKy AQIOTh Taki OpieHTMpPU: TAsIAQueBa 3aaa (0e3 cuenn) — 14,5 M 3aBAOBXKM Ta 11 M 3aBIIMPLIKY;
cueHa — 17,9 m 3aBupuiku ta Bip 8,2 Ao 10,7 M 3aBrauOKy; mypuHa aBaHcleHu 9,25 M; MMpUHA AOK Ha aBaHCLIEeHi
1,05 M, 60k0BUX — 72 cM, ueHTpasbuyx — 1,2 M. Lleit 3aa Mir BmicTuTy npubausHo 950 rasipauis: 790 y Aokax ta 160
y maprepi [11, pp. 126, 301].
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o mobypoBaHuit 6paramu TpoH TeaTp OYB IPOTOTUIIOM AASI HACAIAYBAHHS: «YIIPOAOBXK KiABKOX
pokiB y BeHerii 6yAo ciopya’keHO KiAbKa CXOXMX TeaTpiB, 4aCTO iMEHOBaHMX 3a HallOAMIKYOIO 1ie-
pkBoto: SS Giovanni e Paolo (1638), Novissimo (1640), San Moise (1640), San Giovanni
Crisostomo (1678)» [3].

PosrasiHeMO, HaTIPUKAaA, ecKisHumit maaH Teatpy SS Giovanni e Paolo, sikuit 36epircst Ao Ha-
mux AHiB. Voro HaKpeCAUB BUAATHUI iTaAiicekuit apxitektop Tomaso beui (Tommaso Bezzi,
1650-1729)" (maa. 1):
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Maa. 1. Iaan Tearpy SS Giovanni e Paolo [3]

Ha HbOMY 4iTKO BUAHO, 11J0 T€aTp MOAIASIETbCS Ha ABi MPUOAM3HO PiBHI CMMeTPUYHI YaCTUHU
— cueHy Ta 3aA. [Ipu jpoMy rasipauyeBa 3ara He Ma€e popMM MiBKOAQ, XapaKTEPHOI AAS aHTUYHUX
aMoiTeaTpiB Ta BiATBOpeHOI B TeaTpax A00u PeHecaHCy — sIK, Hanpukaaa, TeaTp Oaimmiko y Bin-
veHli, 36yaoBaHuit 1580 poky 3a mpoextom AHapea [Tarapio (Andrea Palladio). @opma 3aau y 6a-
pokoBoMy omepHoMy TeaTpi U-mopibHa, 3 mopoBxkeHuMMu OokoBuMMM cropoHamu. Oxkpim U-
NoAiGHOI, icHyBaAM 11 iHIIi — MiAKOBOMOAIOHA, A3BBOHOIIOAIOHA, AiporioaiOHa Ta oBaAbHa. AesKi —
SIK, HAIPUKAQA, MMAKOBOIIOAIOHA, OYAM XapaKTepHi AAST BCIX BIAOMUX BEHELMChKMX TeaTpiB AO
1637 poky, mpusHaueHunx Aasi BucrtaB commedia dell’arte. 3amina mipkoBomopi6bHOiI popmu U-
NoAiOHOI0, IK BBXKalOTh (axiBLi, OyAu 3yMOBA€Ha IMIABUILIEHVMMM BUMOTaMM ONEPU AO aKYCTUKMU.
[TpsiMi OOKOBi CTOPOHM 3MEHIIYBAAK IMOBIPHICTb BIAAYHHS, 110 MOTAO 3'SIBASITUCS Y 3aAax i3 3a-
OKPYTAEHOK POpPMOI0 AOBrux cTopid. OpHak 3HamMeHuTa poauHa [aai—bi6’ena (Galli da Bibbiena),
IO AaAa CBITy KiAbKa ITOKOAIHb TeaTpaAbHMX apXiTeKTOpiB Ta cueHorpadis, BippaBasa mepesary

! 3agnaunmo, wo Tomaso Beuui A0 BeHELiICbKOrO KapHABaAbHOIO Ce30Hy 1678 poKy MOOYAYBAB Ha 3aMOAEHHSI
poaunu ['pumani Teatp San Giovanni Crisostomo.
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A3BOHOIIOAIOHOMY MAQHY 3aAM — i B)Ke B HACTYITHOMY CTOAITTi BTiAuMAa ii B 6yAiBAsix IIpuaBopHO-
ro teatpy Biaus (1708), Beaukoro teatpy y Hanci (1709), Teatpo ®Diaapmoniko y Beponi (1719,
3ropis 1749 poky), Manraitmcbkoi oniepu (1719, sropiaa 1795 poky), KopoaiBcbkoro teatpy B Ma-
HTyi (1731, 3ropiB 1781 poky), Mapkrpadcekoi onepu y Baitpoiiri (1748), Ape3AeHCbKOI onepu
(1750, sropiaa 1849 poxy), Micbkoro Teatpy y boaonsi (1763) Ta 6araTpox iHmux [3]. Taka BUAO-
B)XeHa popMa IAsIAQYeBOi 3aAY He TiABKM AO3BOASIE IPUMMHOXXUTU KiABKICTb AOX IO OOKax i TMM
caMuM 30iABIINTY TASIAQLIBKY aBAUTOPIIO (a OTXXe, 3yMOBA€HA HacaMIlepes KOMEpPLiTHUMU pe3o-
HaMU, a0COAIOTHO TIPUPOAHUMU AASI KPEaTUBHUX IHAYCTPill, OPiEHTOBAaHMX Ha PUHOK), 2 1 HAAQ€E
IIASIXETHIi MyOAiLi KiAbKa AOAQTKOBMX BapiaHTiB MO>XXAVBMX MOAEA€I MOBEAIHKY (B TaKuil Criocio
MiABUILYIOUM aTPAKTUBHICTD IepeOyBaHHs rasipauiB y Teartpi). [To-mepiue, 1s mybaika Mmasa 3amory
CIIOTASIAQTY BUCTABY Y KOMPOPTHUX YMOBaX — BiACTaHb AO CLI€HM Bip HAMAQABLIOI AOXIi TYT He
nepeBuilyBasa 17 MeTpiB, 10 3a0e3neuyBar0 rapHy OTAsIAOBiCTb. ITo-Apyre, Hilljo He 3aBa’kaAo
ABODSIHAM AEMOHCTpyBaTu cebe iHIIMM HOOeAsIM — apke OOKOBI AOKI 3HAaXOAMAMCH OAHA Ha-
BIIPOTU iHIIOI He AaAi, HDX 3a 12 MeTpiB, Ta BOAHOYAC CIIOCTepiraTé 3a HUMM, 30epirarou npu
LIbOMY MO>XAMBOCTi IIPMBAaTHOTO CITIAKYBaHHsI 3i cBOiMu roctsimu [4, p. 18]".

He mo>xHa cTBepaXXyBaTH, 1[0 A0XIi, sspycu Ta U-nopiOHa KoHbirypauis 3aau OyAn BUHamae-
Hi came y TeaTpi San Cassiano. Tak, nepia srapka Impo MoAiA TASAQLIbKOI aBAUTOPIl Ha CEKTOpU
aaroBaHa 1549 poxoMm Ta crocyerbest pumcbkoro Palazzo Colonna. Basapi 3a3Havyae HasiBHICTb TaM
«gradi (piBHIB) AAsl pi3HMX KaTeropill aBAMTOpii Ta stanze (HoMmepiB) AAsl KapAuHaAiB» [11,
pp. 119-120]. Y BoaoHbi 1628 poky AAsL TypHipYy OYAO TOOYAOBAaHO TUMYACOBUIL T€ATP MIPOCTO He-
0a 3 TpboMa psipamu AOK. Hanbiabimit iTaaiiiceknit Teatp XVII croairtst — tearp @apHese y la-
pmi, criopyaxennit y 1618—1619 pokax — maB U-niopAiOHY OYAOBY 3aAM Ta psIA AOK. € IPUIYILIEH-
Hs1, 1o came TeaTp DapHese cTaB MOAEAAIO AAs TeaTpy Yy [Taayi, ae 6patu TpoH 1636 poky AuBK-
AVICb Ta cAyxaau onepy «Epmiona»?. Aibperto «Epmionn», Buapykosane y ITapyi 1638 poky, 3ma-
ABOBYIOUM NIPUMIlIIEHHs, Ae BiAOyBaAach BUCTaBa, KOHCTATY€ HAsIBHICTD ITSITU SIPYyCiB, PO3TAlllOBa-
HUX OAVMH HaA OAHMM; HarOAOIIYE€ Ha TOMY, 1J0 AOCTaTHbO BEAMKI AOXIi, BiAAlA€HI OAHA BiA OAHOI,
MOXYTb BMICTUTU AO LIICTHAALISITU TASAQUIB KOXKHA; 3BE€PTA€ yBary Ha KOAOHM Ta MIACTaBKM, Ha
SIKVIX OYAM 3aKpillA€Hi CBiUKY, 1[0 OCBITAIOBAaAM TeaTp, Ta 3a3HAayae€: «/\Ba HaMBUII Ta HaBipAaAe-
Hili sipycu OyAM 3alOBHEHI MPOCTUMU TPOMaAsSIHAMM; Y TPETbOMY CHUAIAM CTYAEHTM 11 iHO3eMHa
3HaThb; APYTMi, K OiABII NMPECTIPKHE Miclie, IPU3HAYaBCs AASL PEKTOPIiB Ta BEHELICBKMX BEAb-
MOXK; Y IT€PIIOMY 3HaXOAMAMCH AaMU Ta mauu» [9, p. 70]. Ycnix «Epmionn», y cBolo uepry, iHcmipy-
BaB OakaHHs TpoHiB cTBopuTH KOMepLitHuit onepunit Teatp [11, p. 124]. Takum yuHOM, TUCHMO-
BUX CBiAUE€Hb IPO iCHYBaHHS AOX, SIPYCiB Ta IOAOBXKEHOI 3a0KPYrA€HOI GOpMMU 3aAU AO CIIOPY-
AXeHHs TeaTpy San Cassiano icHye AoocTaTHbO (BOHM OYAYBaAMCh AASI BUCTYIIIB MaHAPIBHUX TPYII,
siki rpaau commedia dell’arte), mpoTe came 10ro mosiBa yHOpMyBaAa TaKuil TUI OTIEPHOI 3aAH, A€
KOYXEeH I'ASIAQY MaB MOXKAUBICTb, 3HAXOASIYUCD Y MTyOAIYHOMY MicLi, 30epirati HeAOTOPKaHICTh KO-
PAOHIB CBOrO 0COOMCTOrO NMPUBATHOIO MPOCTOPY — TAKOIO, L0 BiAITOBiAQB MOTO IOXOAYKEHHIO,
CTAaTYCy Ta 3aMOXXHOCTI. Llei1 TuM 3aAM mi3Hillle OTpUMae Ha3By «iTaAilicbKoro TeaTpy» — «il teatro
all'italiana».

! HaBepeMO mapaMeTpuyHi XapaKTEpPUCTUKU LbOTO TEATPY. 3araAbHa 10ro AOBKMHA CTaHOBUAA 41,65 M, mmpuHa
— 19 m. Cuena Oyaa pocTaTHbO TAMO0KOIO (22,2 M) npy mmpuHi 19 M. 3aA MaB AOBXMHY 16,65 M, a mmpuny 13,2 M, i
mir BmicTuTH Bip 850 A0 1000 raspauis (Bia 616 Ao 770 y Aoxkax Ta 6auspko 230 y napTepi). LleHTpaabHi A0XKi Maan
mupuHy 1,7 M, a 6oxoBi — 1,37 M. TeaTp MaB I'ATh sIpyciB A0XK, 10 29 y KOXXHOMY sipyci [11, p. 132].

2 ABTOop Mysuku AxoBani @enive Canvec (Giovanni Felice Sances, 1600-1679), aBrop aibpero ITio Enea II peabi
O6iui (Pio Enea II degli Obizzi, 1592-1674); mapTutypa A0 Hac He Alifiaa.
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Teatp San Cassiano 6yAo Bipkputo mpem’eporo omepu «AHppomepa» DpaHuecko Maneai
(Francesco Manelli, 1594—1667) na Aibpeto beHepeto @epapi (Benedetto Ferrari, 1603—1681)" ye-
pe3 AecsATb MiCALB MiCASI OTPMMAaHHS AO3BOAY Ha OyaiBHMITBO. DaHTaCTMYHA HMIBUAKICTD, UM He
Tak? OCOOAMBO SIKILO MOPIBHATHU 3 MPAKTUKOIO HACTYITHUX CTOAITH: I ATUPIYKOIO0 3BEAEHHSI MePILO]
onepu B Opeci (1804—1809), BicbMomMa pokamu criopyaxeHHs BipeHcbkoi omepu (1861-1869),
IIITHAALSITbMa poKkaMu OyaiBHuLTBa Onepu Tapube B [Tapuxi (1860—1875), BiciMHAAUSATUPIYHOO
enorneeio ctBopeHHs onepu B CipHel (1955-1973) un ABaALISITD OAHMM POKOM, II0 MUHYB BiA IO-
4aTKy AO 3aBepllieHHs OYAiBAL omepHoro teatpy B XapkoBi (1970-1991). 3BicHO, WBUALL TeMIU
OyAIBHMLITBa MOYKHA TMOSICHUTY MeHLIMMU po3Mipamu San Cassiano nopiBHSIHO, HallpMKAaA, i3 Ta-
Kumu rirantamu, sk [apHbe, BiaeHcbka, CipgHelicbka un XapkiBcbKa orepu. MOXKHA 3ayBaKUTU
raAbMIiBHI CYCIiABHO-TIOAITMYHI YMHHUKMY (SIK, HAIPUKAAA, PppaHKo-TIpychbKa BiitHa 1870—1871 po-
KiB uu [Tapusbka komyHa aast Grand Opera) Ta 3aTpuMku 3 ¢piHaHcyBaHHsIM OyaiBHMUTBA (OAeca,
Bipaens, Cipneir, XapkiB). [cCTOTHOIO IPUYMHOIO IIBUAKOTO CIIOPYAXKEHHS OYAO i1 Te, 110 Teatp Oy-
AYBaBCsI He 3 L[eTAH, a 3 AepeBa. OAHAK KAIOUOBUM (PaKTOPOM, Ha HAIy AYMKY, TYT BCe X Taku OyB
YMHHUK €KOHOMIYHUIL: PMHOK He BMOayae XOAHUX 3BOAIKaHb, i caMe AMHaMi3M HOBOBBEAEHD, SIK
MPaBUAO, TAPAHTYE NMPUIIAUB KalliTaAy, 3a0e3reuye KOHKYPEHTHI epeBaru Ta KOMepUiiHUiT yCITiX.
A KOHKYpeHTM Ha OIIepHOMY PUHKY 3'SIBUAUCH AY>Ke IIBUAKO, i He TiAbKM Y BeHelii, e micas Bia-
kputTs San Cassiano KapHaBaAbHi Ce30HM 3aBXXAU BiA3HA4YaAMCh KOHKYpeHIi€ mybAiYHMX omep-
HMX TeaTpiB. 3rapa€Mo, HAIPUKAAA, 3araabHopocTynHui1 Teatro Falcone B Tenyi. [Tepua onepna
BUCTaBa BipOyAach TyT 1652 poky. 3aA TeaTpy, OKpiM mapTepa, MaB TpU sIpycu AOXK (1o 24 A0Ki Ha
KOXXHOMY sIpyci) Ta raaepew [7, p.24]. Ilepmuit 3araAbHOAOCTYIIHMIT onepHuil Teatp y Pumi —
Teatro Tordinona — BipkpuB 8 ciunst 1671 poky rpad A>kakomo A’AAibept 3 p03BoAy mamu Kan-
MmeHnTa [X. [HaBrypauinHowo BucraBow Teatpy crasa onepa @Opanuecko Kapaai «Cuumion Adpu-
KaHCBKUIT», TIpeM epa sIKoi BipOyaach y BeHeljiiicbkoMy Teatpi SS Giovanni e Paolo xiabkoma po-
KaMM padilte [6, p. 42]. Ha BiaMiHy Bia BeHelii, onepHa cutyauist B Pumi KpUTHYHO 3aaekasa Bip
LIepPKOBHUX i€epapxiB — i HacTynHuu namna, [HokeHTin XI, mo cTaBuBCs A0 Onepu BOpO’Ke, HaKa3aB
3aumHUTY TeaTp. Tox «Bip 1674-ro Ao 1690 poxy Tordinona 36epiraB MOBYaHHSI», a MOTIM, ITiCAS
TpupiyHOro (PyHKIIiOHYBaHHs, OyB IepeOyAOBaHUI Ta 30iAblIEHUI], IEPETBOPEHMII HA TUIIOBUIA
SIpYCHMI iTaAilicbkuit TeaTp (WwicTh ApyciB Mo 35 A0XK y KO>KHOMY). | 3HOBY BTpyTHAACh 1jepKOBHA
BAapa — mana IHokeHTin XII, Akuil HIOMHO AaB AO3BiA Ha PEKOHCTPYKIIIO TeaTpy, BUAAB PO3IMOPSI-
AKEHHS 3pYIHYBaTU OYAIBAIO, 1110 i OyAO BUMHeHO 1697 poky» [7, p. 241].

3 ITaail 3araAbHOAOCTYIIHA Ollepa noluypuAach kpaiHamu €sponu. Crioyarky ii nepeHocuAn
MaHAPIBHI iTaAifiCbKi TeaTpaAbHi Tpynu, misHille iX 3aMiHMAY CTalliOHApHI MyOAiuHi omepHi Teat-
pu, 5IKi, O-Teplile, MAAQIITOBYBAaAMCh AO CMaKiB Ta 3alUTiB MicueBoi aBAUTOPii (30KpeMa, cTaBu-
AV OTIepU He iTaAilIChKOIO, 2 MiCLIEBOI0 MOBOIO), TIO-APYre, MOTPeOyBaAM MOCTIIHUX CIEeLiaAbHO
00AAAHAHMX TpUMilLlleHb AAST CBOIX BUCTaB. [IpubansHo Bip 1680-x pokiB mpoijec HabyBae CTpiM-
Kol AMHaMiku: 1678 poky 3 omnepoio Nno3HamoMuAuch MemkaHli bepna ta 'anoBepa, 1680 poky —
Amcteppaama, 1682-ro — KpakoBa, 1693-ro — l'ambypra ta Astimniura. YIpoAOBXK MepIINX Aecs-
TUAITE XVIII cTOAITTS TpiyMdaAbHe MOLUIMPEHHS HOBOT'O JKaHPY, OPiEHTOBAHOIO Ha IIMPOKY aBAU-
Topilo, TpuBaAo: 1700 poky BiH 3’ssBuThbcs y bepaini, 1703-ro — y Konenrareni, 1705-ro — y Aon-
AoHi, 1720-ro — y Aicabosi, a 1729-ro — y Cesiabi [10, p. 209].

BucHoBku. OT3Ke, 3 po3Baru apuCTOKPATiB OIepa MmepeTBoprAach Ha Oi3HeC, CTaBIIM Kpea-
TUBHOIO iHAYCTpi€eto. CaMe B MeXaX KpeaTMBHOI iHAYCTpii, BUKOPUCTOBYIOUM MOTYKHI pecypcu Ta

! Tlaprutypa He 36epiraacs. A0 TUMYACOBOro 3aKpUTTsL Y ce30Hi 1646—1647 pokiB y Tearpi San Cassiano 6yau mo-
ctaBAeHi «La maga fulminata» ®panuecko MaHeai (1638, mapTutypa He 30epiraacs); Bicim onep @panyecko Kaaai
(«Beciaass @etupu ta Ileaes», 1639; «Koxanusa Amoaona Ta Aaduu», 1640; «AupoHa», 1641; «Cuaa ctpia Amypa»,
1642; «Ericd», 1643; «Opminpo», 1644; «Aopukaes», 1645; «Tuton», 1645, maprurypa BrpadeHna) ta opna Kaasaio
Mownreepai («IToBepHeHHs Yaica Ha 6aTbKiBIIKMHY», 1640).
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PMHKOBI BakeAi — opraHisauiiiHi, GpiHaHCOBI, MaTepiaAbHi — oIepa cTaaa MacOBMM >KaHpoM. Ty,
y cdepi KpeaTBHOI iHAYCTpil, BUIOKPEMUBCS CETMEHT, OPiEHTOBAHUI Ha CTBOPEHHSI IIPOTOTUITY, —
TOTO, 11J0 B MAPKETUHTY KYABTYPU Ta MUCTELITB Ha3MBAETHCS «IIATIPUEMCTBOM MUCTELBKOI chepy»
(1, c. 12-13].

BipTak omnepa 3aTBepAMAacs AK NeplIMil KOHLENLUiHui >kaHp HoBoeBponencbKol My3uKu.
BoHa HaOyaa IIMpPOKOro MolMpeHHs B yciit €Bporri, noTiM B AMepulyi, a Bia Apyroi moaoBunu XX
CTOAITTA — i B a3ilICbKUX KpaiHaX, CTaBIIM CBOEPIAHMM 3HAKOM BMCOKOI €BPOMNENCHKOI KYAbTYPMU.
Tpu npoBipHI €BpoOIeNCbKi KOMIO3UTOPChKI KoAU Apyroi moaoBuHu XVII ta niaoro XVIII cro-
AITTS — iTaAilicbKa, aBCTpO-HiMelbKa Ta (paHlly3pKa — IEpIIVMM OCBOIAM >KaHpP, CTBOPMBLIN
€TaAOHHI J10TO iHBapiaHTH, 1110 BiAPi3HSAUCH OAVH BiA OAHOTO Opi€HTalli€l0 Ha BOKAABHICTD UM iH-
CTPYMEHTAAi3M, MMTOMOIO Barolo KaHTMAEHM abo X TaHLIOBaAbHOCTI. IlosiBa omepu B AOPOOKY
KOMIIO3UTOPIB «MOAOAMX» HaliOHaAbHUX WIKIA XIX CTOAITTA cTaAa TpaKTyBaTUCh SIK CBiAYEHHA
3PiAOCTi Ta CAMOAOCTATHOCTI Ti€l UM Ti€l MIKOAM: YEChKOI, YTOPCBKOI, TOABCBKOI, YKPaiHChKOI TO-
0. Beabmu OypxauBo 1eit mpoliec BipOyBaeTbcst y o006y PomanTuamy came B LleHTpaabHill €Bpo-
i, Ae «HeicTopuyHi Halii» npoxoAsTs a3y TpaHchopmalii 3 paHHBOMOAEPHMX Y MOA€ePHI. Taka
JKaHpPOBA €KCITaHCisl KPOKyBaAa ITAI4-O-TIAIY i3 PO3BUTKOM BiANIOBiAHOI iHGpPaCTPyKTYpH, A€TaAb-
HUI QHAAI3 AKOI 3aCAYTOBY€E Ha OKpeMe AOCAIA>KEHHSI.
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CHEKAN Y.

TEATRO SAN CASSIANO IN OPERA HISTORY:
THE RISE OF CREATIVE INDUSTRY

Abstract. The study is devoted to the first publicly accessible opera house Teatro San Cas-
siano (Venice, 1637), the establishment of which became a cardinal factor in the transformation of
opera from aristocratic court entertainment to creative industry. The author considers the issues
related to the history of the theater’s construction and the actions of its owners, the Venetian no-
bles, the Tron brothers, aimed at turning opera into a profitable business. The article reveals pos-
sible prototypes and reasons for the constructive solutions in the theater, in particular the boxes
and the U-shaped audience hall. The author gives the parametric characteristics of the compo-
nents of the Teatro San Cassiano building — the stage, the audience hall, and the boxes. It is noted
that the tiered Theatro San Cassiano became a prototype for other theatres not only in Venice, but
also in other cities of Italy and Europe. Thus, among the Venetian theaters of the 17th century, the
public theaters, such as SS Giovanni e Paolo (1638), Novissimo (1640), San Moise (1640), and San
Giovanni Crisostomo (1678), were inspired by San Cassiano; outside Venice there were Teatro
Falcone (Genoa, 1652) and Teatro Tordinona (Rome, 1671). The article emphasizes market com-
petition that was one of the key factors in the dynamic spread of opera and the formation of opera
infrastructure in Europe. After the establishment of San Cassiano, the development of opera ac-
quired a clearly defined vector: from elitist entertainment to creative industry.

Keywords: opera, public opera house, Teatro San Cassiano, the work of the Tron brothers,
creative industry.
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Anotanis. OKpecA€HO OTOYHY KYAbTYPOAOTiUHY CUTYaLil0 HABKOAO MUTAHH:A YKPaiHCbKOTO
MY3M4YHOTO MOAEpHi3My. HaBeaeHO MpuKAaaM aKkTyaAisauil LIbOrO NUMTAHHA B YKPAlHCBKIN My3u4-
Hill MPaKTULi OCTaHHIX pPOKiB. PO3TASIHYTO iHiLIiaTMBM AOCAIAHMKIB 3a3HayeHOro nuTaHHs OAexcid
IlImypaka Ta Aii beTcToyH. 3aAayueHO A0 pO3TAsIAY IpeAMeTHi moAoKeHHsA Mupocaasu HoBakosuy
IIJOAO HAayKOBOTO TAYMA4Y€HH:I IMOHATTS YKPAiHChKOIO MY3MYHOI'O MOAEPHiI3MY, BUSHAYaABHUX PUC
JI0TO eCTeTMKM Ta KOAA MOTO NpPeACTAaBHMKIB. BUOKpeMA€HO HU3KY IepeAyMOB KOHLeNTyaAisawil
MOHATTA YKPAIHCBKOIO MY3MYHOIO MOAEPHI3MY Y KOHLIEpTHO-BUMKOHABCbKill, AEKLIiHO-
MONYASIPM3aTOPCHKIill, OCBITHIiN Ta HAYKOBO-AOCAIAHMLIBKIN cdepax. Ha ocHOBI BAacHOI KoHLemIIii
MY3MYHOTO MOAEPHiI3MYy 3aIIpOIIOHOBAHO OPUTiHAABHUII TOTASIA Ha PEeHOMEH YKpaiHCbKOTO MY3MU-
YHOI'O MOAEPHI3MY $IK Ha I€BHUI €MOXaAbHUII IepioA, BM3HAYEHO MO0 XPOHOAOTIIYHI MeXi Ta
cnermdiuni ynHHMKY. OXapaKTepn30BaHO CIiBBIAHOLIEHHSI MOAEPHI3MY Ta COLipeaAi3aMy B yKpaiH-
CBKill My3U4Hii KyAbTypi XX CTOAITTA.

Karo408i croBa: yKpaiHCbKa My3M4Ha KyAbTypa XX CTOAITTSA, YKPAaiHCbKUI MY3MYHUI MOAe-
PHIi3M, €CTeTUKA MOAEPHI3MY, CTUAD, COLIpeaAi3M, KOHL[ENITyaAi3allis.

MeHi 30aembcs, w0 po3yMiHHS YKPAIHCbKO20 MOOEPHIZMY
bazamo y Homy BUSHAHAE HAUL YUBIAIBAUIUHULL BEKIMOD.

Oaexciit IlImypax [9]

YkpaiHa nepeOyBae HMHIi Y HaA-APaMaTMYHMX OOCTaBMHAX 4acy BeAMKO]i BiiiHuM. Y Liil BilHi
BUPIIIYEThCsI 3HAYHO OiAblite, HX 1i BAAaCHE MailOyTHE, TOK KYABTYpHE CbOTOAEHHS KpaiHM MiATIO-
PAAKOBAHe iAeAM HalliOHAaABHOTIO 11 LMBIAI3aL[IIHOTO 3aXVCTY, K 1 Il KYAbTypHE MUHYAE, 1110 KOHYe
MipAATa€ LiHHICHOMY meperasipy. Yac BiliHM IOPOAJKY€ rOCTPi BUKAMKMY, 3MYLIYE AO MOLIYKY BiA-
TOBiA€l1 Ha Ti HALIIETBOPYI MUTAHHS, SIKi, HA )KaAb, He CTaBUAUCH AECATUAITTAMU. BiAbIIICTD i3 HUX
TaK Y TaK KOHLIEHTPYIOTbCS HAaBKOAO NpobOAeM ipeHTMikaliii, i To He mpocTo ipeHTUdIKaLT K
TaKol (10 Take «yKpaiHChbKa My3MKa», «YKpaiHCbKe MUCTELITBO», «YKPAIHCbKa KYABTYpa» TOLIO), a
inenTudikanii B moCTKOAOHIaABHIN onTulii (110 Take «yKpaiHCbKa My3UKa» y CIIBCTaBA€HHI, MTPO-
TUCTOSIHHI YUY CIIPOCTYBaHHI iMIIepCbKOI «pOCilICbKOi/paAsTHCBKOI» MY3UYHOI TapaAUrMu).
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OcTaHHIM 4YacoOM TaKi NMUTaHHS BUMIIAYM Ha IMEpUIMI TAAQH y CYCIIABHOMY AMCKypci. BoHu
A€Ab He IIOAHS LIVIPKYAIOIOTh Y HAIIOMY KYABTYPHOMY IIPOCTOPi, HA0YBaIOTh FAMOIIX KOHTEKCTIB,
CIIOHYKAIOTh AO HEBIAKAAAHUX AVICKYCill i, TOAOBHe, MOTPeOYIOTh KOHIIeNTYyaAi3alii. 3rapaHe mo-
HATTA y CTATTi 3aCTOCOBYETHCS 3TIAHO CY4aCHUX HAayKOBMX TAYMaueHb: «IlepeBakHO AOCAIAHUKHU
PO3TASIAAIOTD KOHUENMYyaAi3ayito sIK OAVIH i3 TOAOBHMX MPOLIECiB KOTHITUBHOI AISIABHOCTI AIOAVIHY,
CYTb SIKOTO — y CTPYKTYPYBaHHi 3HaHb Ta YCBiAOMAEHHI KOHKpeTHOI iHpopMallii, MIAIPYHTSM Yoro
€ BUAIAEHHST CMUCAOBMX KOMITOHEHTIB Y AIOACBKil cBiaoMocCTi» [8, c. 30].

ITocTaHoBKa mpo6AeMu. Y My3sM4HOMY COLiyMi 0COOAMBOI Bary HabyBa€e IMUTaHHS YKpPaTHCh-
KOT'O MY3MYHOTO MOAEPHiI3MYy — BOHO 3BOAUTBCA AO IOLIYKY 3MICTy BIATIOBIAHOTO MOHATTA, 11O
A€AaAl YacrTillle 3aCTOCOBYETbCSI Y 3HAY€HHI TepMiHa, SIKMII MYCUTb y HAMOAVDKYIl IepCreKTuBi
CTaTU AI€BOIO KAaTeropier yKpaiHChKOrO iCTOPMYHOrO MY3UKO3HAaBCTBa. AAXKe B Hallli AHI Oe3 3a-
CTOCYBaHHsI 00AQll TIOBEPXHEBOI MOAEPHICTCHKOI PUTOPUKY CTAAO MPAKTUYHO HEMO>KAMBO I'OBOPU-
TV TIPO HAOAVPKYE piAHe MUHYA€, PO YKpaiHCbKe My3nyHe XX CTOAITTS, 110ro gakToAoriyHe Ha-
MTOBHEHHSI, BHYTPIIIHIO IIPOLIECYaAbHICTb, CTUABOBE, IEPCOHAAbHE, OITyCHE MTPEACTABHULITBO TOLIO.

MerTo10 cTaTTi € ipesd BiapearyBaTy Ha CUTYaL|ilo, 1[0 CKAQAACh Y IOTOYHOMY KYAbTYPHOMY
JKUTTI KpaiHM HAaBKOAO NUTAHHA YKPAIHCbKOI'O MY3MYHOI'O MOAEPHI3MY, MAHATU IOTO HAa BUILLUNA
11jabeAb TEOPETUIHOTO OCMUCAEHHS T2 OKPECAUTH IIEPEAYMOBHM HAYKOBOI KOHLIENTYyaAi3allii Biamo-
BIAHOTO ITOHSITTSI.

AHaai3 ocTaHHiX AOCAiIA’KeHD i myOAikamiil. 3Bakarouy Ha BIACYTHICTb TpaAULii cCTeMHO-
rO HaYKOBOTO 3aCTOCYBaHHSI OOPaHOTO AASI PO3TASIAY IOHSTTS, BOHO BUCBITAIOETBCS B CTATTi Ha
OCHOBIi HasIBHMX NpodeciiHNX HampauoBaHb. 30KpeMa, IPOKOMEHTOBaHi iAel aMepUKaHChKOI AO-
cAipHULi yKpaiHcpKoro moxoakeHHs1 Ail Bercroyn (Leah Batstone) [4; 7]; 3aAyueHi morasiau ta
dbopMyAlOBaHHS NONyAsipu3aTopa (eHOMeHa YKpPaiHCbKOTO MY3MYHOIO MOAepHi3My Oaexcis
IlImypaxa [9; 11]; mpoaHaai3oBaHi HayKoBi moAaoxeHHst MupocaaBu HoBakoBuY, aBTOPKU Crieljia-
ABHOI i Ha ChOTOAHI eAMHOI MOHOTpadii «KaHOH yKpaiHCPKOrO MY3MYHOTO MOAEpHi3My (Ha mpu-
KAapl TBopuocTi boprca AsToumHcbKkoro)» [5]; onpaipoBaHi MiAXOAM aBTOPIB My3MKO3HaBUMX
AOCAIAXKEHD, AOTUYHUX A0 oOpaHoi mpobAaematuku, Aiaii KopHiit [2], Iropss CaBuyka [6] Ta FOpis
Yekana [12]; 3pelToio, 3aCTOCOBaHA aBTOPChKA KOHLIETILisI 3aXiAHOTO MY3MYHOTO MOA€EpHi3My [3].

Bukaap ocHOBHOro marepiaay. MokHa NpUIIYCTUTY, 110 BUXIAHOIO YMOBOIO KOHLIENTYyaAi-
3auii 6YAb-sIKOTO MMUCTELIbKOTO/MY3MYHOTO IOHATTS € aKTMBHMII 3aIIMT Ha JIOTO 3aCTOCYBaHHS 3
OOKy aBAMTOPpIl peLUIIENTIB, AepaAl OiAbLIMI TBOpUMIT iHTepec AO BIATIOBiAHOI mpobOAeMaTHuKy,
CTPYKTYpHE 3aKPillA€HHSI LIbOTO MOHATTS Y MIEBHUX XYAOXXHbO-eMITIpUYHMX MpaKTUKax. HanbAmx-
YUy Yaci Ta OAMH i3 HaMSICKPaBillMX MPUKAAAIB TOTO, 11O 1ie AiFICHO BipOyBa€eTbCsl, — pe30HaHCHA
M1 yCHillHa MYy3M4Ha MOAIs, AeKLis-KOHLepT «HeBiaomui1 yKpalHCbKMII MOAEpHi3M: fHOBCbKuUIL,
Axumenko, CeHnlisi», o BipAOyBcsl HanpukiHLi cepriHsa 2023 poky B Mexax ¢dectuBasr Bouquet
Kyiv Stage. ¥ Meaia 3axip BUCBITAIOBaBCs, 30KpeMa, Ha CTOPiHKaX eAeKTPOHHOro BMAAHHA Kyiv
Daily, B posaoromy intepp’to opraHizaTopiB Ta BukoHaBuiB [9]. Came 3 Te€KCTy L[bOro iHTEPB'IO 3a-
MO3MYEHO IPOMOBUCTUI BUCAIB, SIKUI1 CTaB emirpadoM A0 CTaTTi.

[TpupoAHBO i 0O0HAAIAMBO, 11O iHilliaTOpaMK MPOTOBOPIOBAHHS Ta MPAKTUYHOIO OIPALII0-
BaHHs NMUTAHHA YKPAIHCBKOIO MY3MYHOTO MOAEPHiI3My CTAlOTh IEepPeAyCiM MOAOAL YKPAIHCbKi My-
3MKAHTU: BMKOHABL, SIKi HAIIOBHIOIOTb CBOI IIPOTpaMy YKPAalHCbKMM MOAEPHICTCbKMM KOHTE€HTOM
(cepea Hux mianicT Ta eceict Tumimt MeAbHMK, KOTpUI O3ULIIOHYE cebe came SIK AOCAIAHUK yKpa-
THCBKOTO MY3MYHOTO MOAEPHI3MY), eKCIIePTH, SIKi Lje/l KOHTEHT KOMEHTYIOTh Ta aHaAi3ylTbh (30K-
pema, my3uuHui xypHaaict Crac HeBmepyxuipkuii, aBTop iaei Ta Mopeparop dopremiaHHOTro
KoHLepTy «Carti, SJkumeHko, PaBeAb», 1110 BiAOYBCsI Y BepecHi LJbOTO )X POKY Y My3MYHOMY CaAOHi
A3epkaabHoi 3aAM AbBIBCbKOI Onepu), KOMIIO3UTOPY, SIKi Ha 1ieil KOHTEHT OPiEHTYIOTbCS UM HaBiThb
criparTbes. He Maroum Ha MeTi BIACTEXXUTH yCi CYTOAOCHI iHILlIaTMBY, a TOYHiIIe, He MAI0YM MOX-
AVIBOCTI Lie 3pO0OUTH, 3YIIMHIOCh Ha AiSIABHOCTI ABOX IIEepCOHAAIN: yKpaiHCBKOrO KOMITO3UTOpA i Ae-
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kTopa Oaecis llImypaxka, koTpuit npoxusae B KueBi, Ta aMepukaHCcbKoi My3MKO3HaBU1li YKpaiHCh-
KOTro noxopxeHHs Aii Bercroyn, mo menikae B Hbio-Vopky. BUAQeTbCS CMMITOMAaTUYHOIO Maibke
OAHOYACHA IOsIBa CYyTOAOCHUX IHILIIaTUB ABOX 3TaAaHMX €HTY3IacTiB YKPAIHCbKOI'O MY3M4YHOI'O MO-
AEPHI3MY, SIKi AOCAIAXYIOTH Lje MUTaHHS, TaK O MOBUTH, «3CEPEAUHU» i «330BHi», aA)Ke HEMOX-
AVIBO CTBOPUTH CTaAUil iAeHTH]iKaL[iTHUIT KOHTYP Cy4acHOI MUCTeLbKOI YKpaiHu 6e3 cBiAOMOTo
3IIMBAHHA 11 BHYTPILIHIX i 30BHIIIHIX KYABTYPHUX 30H. HaBiTh emni3oAMuHe 03HallOMAEHHS 3 TI03U-
LisiMM Ha3BaHUX paxiBLiB BUSIBASIE OOMABI «CTOPOHU MeAaAi»: i BeAUUYE3HUI eHTYy3ia3M CIiABHOTH,
CKepOBaHMI Ha SIKHAMIIBMALIE ONTAHYBaHHS CaMOT0 (eHOMeHa YKPaiHChKOTO MY3MYHOTO MOAEPHi3-
MY, 1 KOAOCAABHUI OIIiP HAILIOTO CITIABHOTO CBITOTASIAY, BUXOBAHOI'O HA KOAOHIAABHMX IIOCTYAQTaX.

A. BercToyH 3HaHa B YKpaiHi Ta CBITi sIK OpraHisaTopka HelepeciuHUX KOHLIepTHUX i HayKo-
BIX 3aXO0AiB, Takux siK PecTuBaAb cydyacHol ykpaiHcbKoi My3uku (2020-2023, Hbio-V0opK), IpoeKT
«Horatku 3 Yxpaiuu: 100 pokis Koasiaku A3BoHiB» (2022, Hbro-VMopk) Ta MixkHapo)kHa HayKoBa
KoH(epeHL1is «YKkpaiHa B icropil mysuku» (BiaeHcpkuit yHiBepcuTeT, 2023). Liporopiu micast omny6-
AIKYBaHHs CBO€I mepiuoi MoHorpadii, MpUCBAYEHOI HillllleaHChbKil TeMi B TBop4ocTi ['ycTraBa Ma-
aepa, «Mahler’s Nietzsche: Politics and Phllosophy in the Wunderhorn Symphonies» (2023),
A. BeTcTOyH aHOHCyBaAa 3aAyM HACTYITHOI KHUDKKU. 1i TeMOI0 MOBMHEH CTaTU caMe YKpaiHChKUit
MY3UYHUIT MOAEPHI3M: «fl 3Hal0 6araTo mpo MOAepHi3M B ABCTpIl, i AASI MEHE AY’Ke LIiKaBO Ai3Ha-
TUCb, 10 OyAO B Lieil yac B YKpaiHi, Xouy MpoCcAiAKyBaTy 3B’sI3KM I ITapaAeAi Mi>K 3aXiAHUM 11 yKpa-
THCBKUM MOA€EpPHi3MOM. MeHi 3A2€ThCs, 1[0 AIOAY, 5IKi AOCAIAXKYIOTb TBOpUicTh ApHOAbAQ LlleHOe-
pra i 3araaAoMm MUTLIB “Apyroi BiA€HCBKOI IIKOAM”, TIOBUHHI 3HATU MPO BiAA3EPKAAEHHS LIMX IPO-
1eciB TakoX i B YKpaiHi» [4]. KoHcTaTyouu KpUTUYHO MaAy KiAbBKiCTb aHTAOMOBHMX MY3MKO3HaB-
YUX Ipallb, IPUCBAYEHNX YKPAIHChKIM MYy3MLji, AOCAIAHUILISI AEMOHCTPYE TOTOBHICTb aKTUMBHO AO-
AYIUTHUCS AO 3MiHM TAaKOT'O CTAHY peveil.

O. llImypak y cBOIX NPOCBITHULIbKUX 3aX0AAX METOAUMYHO aKTyaAi3ye TeMy YKpPaiHCbKOTO My-
3MYHOTO MOAEPHi3MY, Ta 11 My3M4HOTO MOAEPHi3My B Liiaomy. IIpo Lie, 30KpeMa, CBIAUMTD LIUKA 10-
ro Aekuin «Icropist yKpalHCbKOro KOMIO3UTOPCBKOIO MUCAEHHS», IPU3HAYEHUI AAS IIMPOKOI aB-
AuTOpii, opraHizoBaHmit Ha naatdopmax «Cowo Guru» i «3eitrapHik EdexT» i nmpountanmit y ciu-
Hi—AtoToMy 2023 poky. Tpers yacTuHa LMKAY, TOOYAOBAHOTO 3a IPUHLUIIOM I'AOOAABHOI XpPOHO-
AOTi4HOI TOCAIiAOBHOCTI, OyAa mpucBsiueHa XX cToAiTTio. [TokasdoBo, 1110 y MOYaTKOBOMY IMaparpa-
¢bi KoHCIeKTy 1i€ei Aexlii, AeKAApaTMBHO Has3BaHOMY «MysWYHUII MOAEpHI3M» i HAallOBHEHOMY
KOMITO3UTOPCHKOIO KOHKPETYUKOIO, BIACYTHSI, BAQcHe, AeiHillisi MOHATTS, PO sIKe MAEThCS, OYADb-
SIKOTO piBHsI y3araabHeHHs: « KOMIO3UTOPp y KiHILli AEB’ITHAALISITOTO i HA ITOYATKY ABAALISITOTO CTO-
piuus — Lie moAiTMYHO 3arocTpeHa ¢irypa. O4eBMAHOIO CTaAa Kpy3a IOMepeAHbOI My3UYHOI CUC-
TeMu. BipOyBaBCs mouIyK HOBMX eMOLiili, HOBOI CTPYKTYpU, HOBUX 0apB, HOBUX TeM (y 3HauyeHHi
“npo mwo nmucatn”). baraTo KOMIO3UTOPiB HaMaraAKucsi MOOYAyBaTy HOBY MY3U4YHY MOBY, L0 BU-
3HayaAa O HOBMII TUI CAYXaHHS i MucAeHHs. [loaiTuuHi 3MiHu (peBoAloLil, 3arubeai immepiit, To-
TaAiTapHi pe>XXVMM, BeAMKi BiliHM) i TeXHOAOTiYHI HOBallil (3ByKO3amuc, 3ByKOBiATBOPEHHSI, 3BYKO-
MIACUAEHHS) BU3HAYMAU IIASIX PO3BUTKY MY3MKU, 3 I€piopaMU Pi3KOTO YCKAAAHEHHs, Pi3Koro
CIIPOLIEHHs, BIAOKPEMACHHS aKaA€MIYHOI TIAKM BiA iHIINX, 3pOCTAaHHA BIIAMBY MaCOBOI MYy3VK/»
[11]. Tox, 3 0AHOTO OOKY, AY>Ke BTIlIIHO, 110 3a3Ha4Y€He MOHSTTS 3BYYUTh, TIONYASIPUSYETHCS i TAY-
MAYUThCSI Ha eKCIIEPTHOMY PiBHi. 3 APyroro 00Ky, YHMKaHHS MOCYTHbOI PO3MOBU PO MOAEPHi3M
yce 1ie TsDKi€ Hap HaMU.

Y nopaabiomy Bukaaai srapanoi aexuii O. llImypak 6e3rnocepeaHbO TOPKAETHCS MPEAMETY
HAIIIOTO PO3rAsipy. Y TpeTboMy mnaparpadi «YKpaiHCbKUII MY3UYHUI MOAEPHiI3M» aBTOP LIiAKOM
CAYLIHO 3ayBa)Ky€ HAsIBHICTb BMMYIIEHOI, 3yMOBA€HOI MOAITUYHMMM INPUYMHAMU AMXOTOMIl: «E
ABI Bepcil icTopii YKpaiHCbKOI My3MKM €lIOXV MOAEPHi3My — PaAsIHCbKA 1 aAbTepHaTuBHA. PapsH-
CbKa Bepcisi CTBOPIOBaAacCs 3a AOIOMOIOI0 3a00pOH, TUCKY, CIleljiaAbHMX “TabopiB” BMXOBaHHA i
KOHTPOAIO (s1K-To CriAKa KOMITO3UTOPiB). AAbTEpPHATUBHA Bepcist icHyBaAa A0 1930-x pokiB, micas
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4Oro BiABHO MPOAOBXMAA icHYBaHHsI Auiie 3a KopaoHamu CPCP» [11]. ITpu 1jpomMy A€KTOp BUOK-
pemaloe imena @epopa fAxumenka, [TaBaa Cenui ta CredaHnii Typkesuu.

KoHTpoBepciitHOoI0, SKI0 He TPOBOKAaTUBHOIO, BUTASIAQE Ha3Ba HACTYIIHOIO, YeTBEPTOTO Ia-
parpada: «CTaAiHCBKMIT KQHOH MY3MYHOTO MOAEPHi3MY», aAXKe HaCIIpaBAi B HbOMY MAETBCS MPO
KaHOH COLIpeaAi3My — IA€OAOTiYHO aHT'A)KOBAHOTIO 1 HABiTh MPOMAraHAMCTCHKOIO, AO TOTO X iMIIe-
PaTMBHO BIIPOBAA>KEHOTO MUCTELIbKOTO CTMAIO, HACAAKEHHS M1 KYAbTMBYBAHHS SKOTO Ha TepeHax
CPCP npusBeAo A0 MiHiMi3allii, 3rOpPTaHHS i 3PEIITOI0 AUCKPEAUTAL]il TUTOMO MOAEPHiICTChKUX
KOMIIO3UTOPCHKVMX TEHAEHLIi1 He TiAbKU B YKpaiHi, a 11 B yciXx 0e3 BUHATKY pPaAsSHCbKUX PeCITyOAi-
KaxX. YHUKaHHS 3 00Ky AeKTOpa HeOOXiAHOCTi Ha3MBaTH lie He3MipHe eCTETUYHE 3A0 JI0r0 CIIpaBX-
HIM iMeHeM 3pO3yMiAe: pU3MK TePMiHOAOTIYHOTO NepeBAHTA)KEHHs ay AUTOPII, 3UCK Bip My3U4YHOTO
OpeHAYBaHHS CTaAiHI3MY, IepeCTOPOrH, 1[0 HUHILIHIN CAyXay B)Ke He mam sTae 0a30BUX PaASHCh-
KIX €CTETUYHUX MaKcuM. [IpoTe lLie cipyuyuHsie e OiAbIIMIT TOHATTEBUI TYMaH, B SIKOMY YacCOM
CKAAAHO opieHTyBaTuCs HaBiTh ekcriepTam: «CTaAiHi3allilo YKpaiHCbKOI MY3MKM A€TKO IPOCAIAKY-
BaTy B AOAi TBOpiB Bopuca AATommHCcbKOro. Vloro MoAepHiCTChbKi MysU4Hi TBOPU MiCTATb “eM6-
pioH” papsIHCPKOTO KaHOHY — APaMaTWM4HICTb, T€POIYHICTb, WiTKy 3pO3yMiAy CTpyKTypy» [11]. ¥
CBiTAi pOPMAABHOI AOTIKM 3MiCT LIUTOBAHOIO IMACAXKY IOASTAE B TOMY, 1[I0 CAM€ MOAEPHiI3M 3yMO-
BMB 3aPOA’KEHHS COL|PeAAi3MY, 110, BOYEBYAD, € HOHCEHCOM.

HacTynHolo nepepyMOBOIO KOHLIENITyaAi3allil CAip BU3HATM HasABHICTb HAYKOBOI iHiljiaTuBu
II0OAO AOCAIA’KEHHSA MUCTELbKMX MOHATb. TyT, M03a CyMHIBOM, OCHOBY T€OPETMYHOIO MIAIPYHTA
ckAaapaoTh myOaikauii M. HoBakoBuy, Hacammepep, ii moHorpadist «KaHoH yKpalHCbKOro Mysud-
HOTO MOAepHi3My (Ha mpukaapi TBopyocti bopuca AsrommHcbkoro)» [5]. Hackiabky Bpasocs
3'ICyBaTH, YIPOAOBX AECSITUAITTS BiA MOMEHTY IOSIBU Lisl KHIPKKA 3aAMIIAETBCS UM HE EAVHOIO
CreLliaAbHOIO ITpaLelo 3 00paHol NPOOAEMAaTUKY B YKPAaIHCBKOMY MY3MKO3HaBCTBi, TOXK € CEHC Ha-
rapaTy Ti Il MOAOXKEHHS, SIKi CTOCYIOTbCSI O3HAYEeHHSI i XapaKTePUCTUKY 00 €KTY Lii€i cTaTTi.

Y aApyromy posaiai moHorpadii mip HasBow «MoAEpHi3M SIK AeTepMiHaHTa HalliOHAaABHOTO
MucTelbkoro kaHony XX cr.» M. HoBakoB1Y nosHavyae OCHOBHI MO3M1Iil BAACHOI KOHLEMLil MOAe-
pHiaMy: caipoMm 3a FOprenom 'abepmacoM AOCAIAHMIISI TOB’SI3y€ €TMMOAOTIIO BiATIOBIAHOTO TepMi-
Ha 3 TEPMiHOM «MOAEPHUI», TUM CaMMM BKAIOUYAIOUM MOAEPHI3M AO 3HAYHO HIMPILIOI, KiAbKAaCOT-
BiKOBOI KYABTYPHO-iCTOPMYHOI MapapAUIrMy, 2 TaKOXX AOEAHYETbCA A0 AyMKM Coaowmii ITaBanuko
PO Te, 1[0 MOAEPHI3M € «IeBHOI MUCTeL[bKOI ¢irocodicion: «TomMy ocTaHHi [MOaAepHi3M. —
O. K.] notpibHO TpakTyBaT sIK “eBHY MuCTelbKy dpirocodir” (C. [TaBAMYKO), MOAEAD PO3BUTKY
€Bponencbkol KyabTypu XX CT., a TaKOX SIK NPOLIEC, i€ AAAEKUI AO CTaAIl CBOrO 3aBepILIEHHA Ta
BUYEPIIAHOCTI» [5, ¢. 36]. Aerko moMiTuTH, 1[0 MOTPU Te, 1[0 3rapaHuil AediHITUBHUIT MACAK MiC-
TUTb BaroMi KOHCTPYKTU IOHATTSI MOAEPHi3MY, SK-OT «pirocodisi», «<MOAEAD PO3BUTKY» i «IIpO-
11eC», Pa3oM IX AOBOAI CKAQAHO YB's13aTU B IIEBHY AOTIUHY LIiAiCHICTD.

Hapaai pAooCcAipAHMIST HABOAUTD HU3KY PUC €CTETUKU MOAEPHiI3MY, UiTKO BUOKPEMAIOIYN «iH-
AVBiAyaAi3M, iHTeAeKTyaAi3M, TpariaMm, MioAorism — ToMy 110 6€3 HUX MOAEPHI3M, SIK sIBUIIE Ta
“XyAOKHs ipest”, HikoAM O He 3yMiB MOBHOLIIHHO cebe peaaisdyBatm» [5, ¢. 45—-46]. BapTo 3ayBaxu-
TH, 1[0 3TAAQHI PUCU HAAEXKATh AO €CTETUYHUX KaTeropiit KiAbKOX Pi3HUX i€papxiyHMX PiBHIB (00-
PasHOro, CBiTOTASIAHOTO TOIII0), AO TOTO X, BUAQETHCS, 11J0 He BCi BOHU € MUNOBUMU AASL CYKYITHOI
MOAEPHICTCbKOI XYAOKHbOI MPaKTUKNU. 3aKOHOMIpHO aKlieHTylouM Ha nocrtari bopuca Agromms-
CBKOTO («4y HE EAVMHUM, XTO B YKPAlHCBKiil My3UYHil KyAbTypi nepuoi moAroBuHu XX CT. 3Mir
chOKyCcyBaTV TAMOMHHI 03HaKU MOAEPHi3MY, sIK Cr1oco0y PpirocodpcbKOro 0CMUCAEHHS AiMICHOCTI, i
II]0 IPOSIBUAOCS Ha PiBHI My3MYHOrO MUCA€HHs, cTaB b. AsrommHcbkuit» [5, c. 40]), aBTOopka Mo-
Horpadii OKpecAIoe TeBHE KOMITO3UTOPChKE KOAO, 3TAaAYIOI0UY, CepeA iHIINX, TPEACTABHMKIB yKpa-
iHcbKOro MopepHismy bopuca fAHoBcbkoro, @epopa fAxumenka, Muxaiiaa Bepukiscbkoro, [Inauna
Kosuupbxkoro, CranicaaBa AropkeBuda, Bacuas bapsincbkoro, Mukoay Koaeccy, Hecropa Hikan-
KiBcpKoro, CredaHnito TypkeBuu. Psip iMeH, siKi BOHa HABOAUTD, € IPEACTABHULBKUM, aA€ B HbOMY
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OApa3sy MOMiTHa BIACYTHICTb KiABKOX BMAAQTHUX MUTLiB, a came Mukoanu AeoHTtoBuya, AeBka Pe-
BYLIbKOTO Ta BikTOopa KoceHka, 1110 )KOAHMM Y/HOM He KOMEHTY€ETbCs. HaToMicTh 4acTKOBO Lie po-
outb A. BeTCTOYH, CTBEpAXXYIOUM B OAHOMY 3 iHTepB'10, 10 «Mukoaa AeonroBuy i Kupuao Cre-
1IEHKO € YaCTUHOIO YKPAiHChKOTO MY3M4YHOTO MOAEPHi3My. IX MOXKHa Ha3BaTy B MysuLi “6aTbkamu’”
Bopurca ASTOMIMHCHKOrO Ta iHIIMX KOMITIO3UTOPiB» [7].

OTXe, HEOOXIAHICTD NMOAAABIINX KPOKiB LIIOAO KOHIIENTYaAi3allii MOHATTS YKPaiHCHbKOTO MY-
3UYHOTO MOAEPHI3MY 3YMOBA€HA, Cepep iHIIOro, TMM, 1o y KHwKUi M. HoBakoBmy, KoTpa, Oe3y-
MOBHO, 3aKAaAa€ GYHAAMEHT HayKOBOI TPAAULIl IOTO AOCAIAXKEHHST, IPIOPUTET HAAAETHCS HE LIbO-
My O0’€KTY, a TIOHSITTIO KYABTYPHOTO KaHOHY. BHacAipOK Takol 1mo3uiiii MOHSTTS MOAEPHi3My 1O-
CTA€ AEI0 PO3MUTUM i OIABIIO MipOI MPOKOMEHTOBAHUM iHIIMMU aBTOPUTETHUMMU AOCAIAHMKA-
MU, 2 TEpMiH «MOAEPHUIT» 030aBASIETHCS MEBHUX CIeLUPiuHO MOAEPHICTCHKUX XapaKTePUCTUK.

B ocBiTHBOMY IpOlieci epeAyMOBOIO KOHLIENTYyaAi3allii 00paHOro AASL PO3TASIAY TIOHSITTS €
MOsIBA CIeliaAi30BaHMX HaBYAABHUX KypciB. CyAsuM 3 AOCTYNMHMX iHPOpPMALiTHIX AXKepeA, CTa-
HOM Ha IOTOYHMI1 HABYAABHUI PIK KypC «YKPalHCbKUI MY3MYHUI MOAEPHi3M» IPOMNOHYETbCA SAK
AVICLMIIAIHA 32 BUOOPOM MaricTpaM (paKyAbTeTy KyAbTYpM i MUCTeUTB AbBiBCbKOTO HalliOHAABHO-
ro yHiBepcutery imeHi IBana ®paHka. SIk BUAHO 3 BipmoBipHOTO cuAaabycy [1], Bukaapay Tapac
AyOpoBHUIT pO3pOOUB aBTOPCHKMIT KYpC A€KLiil, 3aCHOBaHMII Ha OrO BAQCHMX MyOAiKallisix Ta
npaysx Credanii [TaBanmz, Awbosi Kusnoscbkoi, Orekcanppa Kosapenka, Mupocaasu Hosa-
KOBUY. /AerKO MIOMITUTH, IO OCHOBY MaTepiaAy LIbOro KYpPCy CKAAQAQIOTh MY3M4Hi ITpoliecy, MOAil Ta
apTedakTy, sIKi IEPEBAXXHO MPEACTABASIIOTh 3aXiAHOYKPaiHCbKMI1, BAACHE FAAULIbKUIT KYABTYPHO-
reorpadiunnit apeaa. @axkTaxx Mys3uuHol icropii HapaHInpsiHCbKOI YKpaiHu 3BY)KEHO AO €AMHOI
temu («Tema 8. PanHs TBopuictp . fIkumeHka, b. AsromnHcbkoro Ta A. PeByLIbKOro B KOHTEKCTi
MOAEPHi3My»). IHIIOI0 0c00AMBICTIO KypCy, 1[0 BiaoOpakeHa B cuAabyci, € MexaHiuHa B3aeMo3a-
MiHHICTb IIOHATb «MOAEPHI3M» 1 «MOAEPH», ITO3ULIis, KOTPA AOBOAI 4YaCTO TPAINASIETbCA B YKpalH-
CbKOMY KYABTYPHO-iHTEAEKTYaAbHOMY BXKUTKY, aA€ IPYU LIbOMY He € 0e33aCTepPEKHOI0, IT03asIK AO-
AQTKOBO YCKAAAHIOE CYKYITHUIT TEPMiHOAOTIUHMIT AUCKYPC: «Kypc po3po0bAeHO TaKuM YMHOM, 11100
CTYAEHT 3aCBOIB II€BHi 3HaYeHHs Ta QYHKLiMHICTb B My3M4YHO-iCTOPUYHOMY IIpOLieCi, JIOTO TT-
AiCTB, CITAAKOEMHICTD Ha BCiX 1Ia0AsIX PO3BUTKY; IPAMOTHO BOAOAIB IIEBHUM MacHBOM apTedaxTis,
MOAII, iMeH, AAT; 03HAIOMUBCS 3 TBOPUICTIO KOMIIO3UTOPIB, SIKi TBOPMAY MTAPAAUTMY YKPAaiHCBKOTO
MY3M4YHOTO MOAEPHY, MIABUILMB CBill 3araAbHUI KYABTYPOAOTiuHMI piBeHb. ToMy y Kypci mpea-
CTaBAEHO SIK OTASIA OCHOBHMX KOHLIEMLi/l OCMVCAEHHSI SIBULIIA MOAEPHI3MY B Pi3HUX TraAyssx (aite-
patypi, dpirocodii, XxyA0’KHPOMY Ta 00Pa30TBOPUOMY MUCTELITBAX), TAK i TEHAEHLIiN, sIKi OyAu apa-
NITOBaHi 1 MPEACTAaBA€HI B KOMIIO3UTOPCHKilt TBOpuoCTi nepiuoi TpeTuHu XX cToAitTts» [1]. ITpo-
Te, He 3BA)KAI0OUy Ha AMCKYCIilHi MOMEHTU Y TIOOYAOBI 11 3MICTi KypCy, CAiA YCIiASIKO BiTaTu 11 IiA-
TPUMYBATHU caM PaKT J1OT0 iCHYBaHHS.

3rapaHuil MPUKAaA iHTepecy A0 MpoOAeMaTHKM YKPaiHCbKOTO My3MYHOTO MOAEPHi3MY 3 OOKY
IIPEACTAaBHUKIB KYABTYPOAOTiYHOTO OCBiTHBOTO Mpo(dirlo — He OAMHOKMIL. MO>KHa BKasaTy IpU-
HariAHO Ha okpeMi my0aikallil aBTOPiB-KyAbTYPOAOTIB, SIK-OT Ha CTAaTTIO KOAMIIHBOI acCIHipaHTKyU
XapkiBCbKOI AepkaBHOI akapeMil KyabTypu Tamapu @iaboBoi « MoaepHi3M B YKpaiHCbKill KyAbTY-
pi kiHug XIX cr. — mouatky XX cT.», onybaikoBaHny e 2014 poky. [Tonpu sIBHYy mOBepXHEBICTh Ta
CXEeMATU3M BUKAAAY, Lisl MyOAiKallisi MiCTUTh AOBOAI pilllydyy KOHCTATaL{iO0 I[OAO iMEHHOTO PSIAY
YKPAIHCBbKMX KOMIIO3UTOPiB-MOAEPHICTIB: «B My3U4Hiil KyAbTYpi MOAEPHI3M IPOSABASIETbCA Y IO-
caipoBHUKIB M. Aucenka — O. Komnup, K. Creuenko, . Crenosuir, M. Aeonrosuy, C. AopKe-
Buu. Ilpucrynaiotb A0 TBopuoi mpaui MoAoplli — b. Agrommucbkuit, b. IHoBcbkui, A. PeBylib-
kuit, M. BepukiBcpkuit» [10]. 3BicHO, pOAb MPOBIAHOTO YKPalHCHKOTO KOMITO3UTOPA-POMAHTHKA
Muxkoau ArceHka y po30yAOBi HallioHAABHOI BepcCil MOAEPHiI3My He OOMEXXYETbCS AMILE BUUTEAD-
ChKOI0/TTOTIEPEAHULIBKOIO MICi€I0: Yy AeSIKMX CBOIX Mi3HiX TBOpax, Takux sik onepu «Cando» (1896—
1904) ta «HokTtiopH» (1912), BiH i cam AOAYIMBCS AO SICKPaBUX MOAEPHICTChKMX TEHAEHLN Y pO3-
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BUTKY XaHpy. Y «Cando» 6aurMo BKAIOUEHHs Y paKTypHe TiAO Oolepu MeAOAeKAaMalLlii SIK «CTapo-
rO-HOBOTO», Y OYAb-IKOMY pasi akTyaAbHOT'O IIPMHLIUITY BOKaAi3allii, 1110 TiepeAyBaB OiAbLI papu-
KaAbHVMM HOBallisIM, XK AO lieHOepriBcbkoro Sprechgesang, a B «HokTiopHi» criocrepiraemo AoAy-
YeHHsI AO 3araAbHOEBPOIIENICBKUX TPEHAIB KaMepHisauil Ta MiHiatropusauii onepHoi ¢popmu. Ha
AOAQUY AO CKa3aHOTO CAiA MIAKPECAUTH, 1110 Y CBOII «OIepi-XBUAMHLI» M. AMCeHKO 1ije 11 AOAYUU-
BCA AO Ipe-MOAEPHICTCBKOI NMPAKTUKU CTUAI3alLLil, 3AIICHMBIIN iICTOPUYHO-TIAVHHY PETPOCIIEKTH-
BHY MOAYAALIO Bip mo4atky XX ao novaTtky XIX crtoairTs. Ta HaiBaroMilmm apryMeHTOM Ha KO-
PUCTD ipel IpuYeTHOCTI AMCEeHKa-KOMIIO3UTOPa AO CTAaHOBAEHHSI 3aTaAbHOEBPOIIEICBKOIO MOAEP-
HICTCBKOI'O YHIBEpCYMY CAiA BM3HATM 3HAYHO PaHIIINM JMOTO IHCTPYMEHTAAbHUM TBip, 11O IIpeA-
CTaBASIE 1Le ASMMUM3bKUI Oiorpadiunuit mepiop, — «YKpaiHCbKy CIOITY Y GOpMi CTapOBUHHUX
TaHLIB AAs PopremiaHo» op. 2 (1869), KoTpa mepeaye BCiM BiAOMUM 3pa3kaM HEOOAPOKOBOI CTU-
ABOBOI TEHAEHLIil, TPUHAIMHI y PpopTemniaHHil LlapuHi €BpPONENCbKOI My3UKM.

Ha A0AaTOK A0 HAasSIBHUMX MEPEAYMOB, PO3TASIHYTUX BUIle, HEOOXIAHO BpaxoBYBaTH Ti, KOTpi
e He L[IAKOM CHOPMYBAAUCH. YCBIAOMAIOIOYM MaCLITA0OHICTh i CKAQAHICTb ONPUSIBAEHOTO IpPO-
OAEMHOTO KOMIIAEKCY, TTOAQABILI MipKyBaHHS LOAO KOHILIENTyaAisauil yKpaiHCbKOrO MY3MYHOIO
MOAEPHI3MY MOAQIOTBCS SIK aBTOPCHKUIL TIOTASIA Ha TEOPETUYHMIL aCIIeKT LiuX rmpobdaem. BiH rpyH-
TYETbCSI HA OCOOMCTOMY AOCBiAi AOCAIAYKEHHSI MY3MYHOTO MOAEpHi3My B 3axipHin KyabTypi XX
CTOAITTSI, IpeACTaBA€HOMY Y MOHOrpadii « My3uuHuil MOA€epHi3M sIK terra cognita» [3].

IlepeayciM cAip 3Ba>kKaTu Ha MOTOYHMI KOAEKTVMBHUII MPOLIEC 3MiHM HAayKOBOI ONITUKU 3 KO-
AVIIHbOI KOAOHIAABHOI Ha HMHIIIHIO IOCTKOAOHIAABHY. Y KOAOHIAAbHIN ONTUL YKPAalHCbKA MY3U-
Ka XX CTOAITTS MOCTa€ 5K OAHA 3 6araTbOX YaCTUH 3araAbHOIMIIEPCHKOI, @ BiATaK 3araAbHOPAASH-
CbKOI KYABTYPHOI CITAALVHY, TOOTO SIK MUCTELIbKMII MacuB, T030aBA€HUI Cy0’ €KTHOCTI, IepuI 3a
BCe HallilOHAABHOI, OAHaK 4aCTO 1je 03HA4Ya€ TaKOX i BIACYTHICTb UM MPUHANMHI OpaK XyAOXXHbO-
ecTeTM4HOI cy6’eKTHOCTi. OAMH i3 HalOiABLI PYIHIBHMX HACAIAKIB KOAOHIaABHOTO OaueHHsA — 30-
CepepXeHHsI Ha  POCINCBbKill/papSHCBKIMT  peaAbHOCTI 1 BIACIKaHHS  iHINOI, €BpOIEVCh-
Koi/3axipHoi/cBiToBOi. ToMy ysiBHe mepeHeceHHs B iHIIY KYAbTYPHO-CTOPUYHY PeaAbHICTh, CIiB-
BiAHeCeHHs YKPaIHCbKOI 4aCTKM My3M4HOI icTopil XX CTOAITTA 3 eNOXaAbHUMMMU MUCTELbKUMU
npolecamMu, BAQCTUBMMM 3aXiAHil LMBiAi3allil, € He TIAbKM nepedyMoBor, a 11 3aCAAHUYO0 YMOBOKH
KOHLIENTYyaAi3allil yKpalHCbKOIO MY3MYHOTO MOAEPHI3MY.

Y nmpaKkTM4YHO-HAayKOBOMY CEHCi Lje¢ MOXXe O3Ha4yaTU AKHANIIBUALILY AAANTALII0 YKPaiHChKOI
($aKTOAOTiI AO KAIOUOBMX i CTAAMX YSIBAEHD IIOAO Iepediry 3axiAHOro My3M4HO-iCTOPUYHOTO MPO-
yecy KiHysg XIX — nepiuoi moroBrHM XX CTOAITTS, 3MiHM €IOXaAbHUX «BiX» i AaT (Hampukaaa, 3
1917 Ha 1914 Ta 3 1941 Ha 1939); AOAYYEHHS AO 3araAbHOHAYKOBUX i creliudivHO-TryMaHiTapHUX
KaTeropiyl MOCTKAACUYHOIO i HEKAACMYHOIO; ONepyBaHHS MOAIAOM Ha KAACMKO-pPOMaHTMYHUII Ta
CY4aCHUI CEIMEHTU TAOOAABHOI MUCTELbKOI iCTOpil TOIIO.

HacTynHuM BUKAMKOM MYCUTb CTaTU KOMIIA€KCHA HAayKOBE€ OINPALIOBAHHSA IOHATTS MOAEp-
Hi3My, AOCAIAXKEHHS i OOIPYHTYBaHHS IeBHOI (P€HOMEHOAOTIUHOI MAaTHOPMMU B HANPSIMKY BUPi-
IIIEHHsI IMTaHHS, YMM JKe, BAACHE, € MOAEPHI3M Y AYXOBHOMY IIPOCTOpi Cy4acHOCTi: ¢pirocodiero,
HAIIPSIMOM, MOAEAAIO PO3BUTKY YU €moxow? SIK 6a4rMo, TYT MOCTa€ AOBOAIL IIMPOKUI BUOIp Teo-
piil 1 HAYKOBUX AXKEpeA, aAe 3a OAHIEI IPOCTOI YMOBU — CUCTE€MHOI [HCHIPYMEHMAAL3ayii CaMOIo
MOHATTS B MeXXaX Cy4aCHOIO YKPaiHCbKOTO MY3MKO3HABCTBA, BU3HAHHS 32 HUM HAaABarOMMUX OHTO-
AOTiYHMX QYHKL y misHaHHI HalOAVDKYOTrO BiTUM3HSIHOIO MUHYAOTO, 3PEIITOI0, CTBOPEHHS Ha-
CKpPi3HOI TepPMiIHOAOITYHOI METOAOAOTII.

Hapasi Mos1 cy0’eKTVBHA 11 BEABMM €CKi3Ha MPOIO3ULIisl 3BOAUTBCS AO TAYMadyeHHsI yKpaiH-
CBKOTO MY3MYHOTO MOAEPHI3MY SIK enoxdaibHO020 nepiody B iCTOpil YKpaiHCBbKOI KYABTYpM KiHIIS
XIX — nepoi TpetvHy XX CTOAITTS, B M€Xax sIKOTO BipOyBa€eTbCs IIOCTYIIOBUI TIepexia Bip Kaa-
CUIKO-DOMaHTUYHUX AO TIOCTKAACMYHMX KYABTYPHUX 3aKoHoMipHocTell. Crneuudika i pesyabrar
nepeOiry 11boro mnepexiAHOro mepioAy 3yYMOBA€Hi KiAbKOMa B3a€MOIIOB’SI3aHMMM YMHHUKaMU: 1)
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KOAOHIaABHUMM YMOBaMy GYHKIIOHYBaHHSI YKPaiHChKOI HalliOHAABHOI KYABTYPY TaKOX i 3a Morie-
peaHboi eroxu (KiHenp XVIII — XIX cToaiTTsI), 1[0 pU3BeAU AO ii iHCTUTYLIiOHAABHOTO ITOCAQ0-
A€HHS I IeBHOTO «BiACTaBaHHA» BiA 3araAbHOEBPOIENICHKMX MPOLIECiB, HA IO OAHI€I0 3 MepIINX
BKasyBaAa Aipis KopHill y cBoill B>XXe XpecTOMaTIiliHill TPUTOMHI npaii «IcTopist yKpaiHCbKOI My-
3uKm» [2, c. 18]; 2) MpuMHAAEXHICTIO AO TOMIPKOBAHOTO, @ HE PAAMKAABHOTO TUITY MOAEPHICTCHKOL
KYABTYPY; 3) YKOPCTKMM OOMEXEHHSIM TBOPUYOI CBOOOAM, 1LJO JOTO HaCaA’KyBaB KOMYHICTUYHMIA
pexxuM BiKe Bip cepeparHu 1920-X pokiB, a TO 1 paHilile; 4) HU3KOI0 aHTUYKPATHChKUX PeNpeCUBHUX
KaMIIaHiil, MeTOIO SIKUX O0yAO (isuyHe 3HUI[EHHS AlAepiB MOAEPHICTCHKOTO pyXy B YKpaiHi Bip mo-
yatky 1920-x (moAiTuyHO BMOTMBOBaHe BOMBCTBO M. AeoHToBMua) Ao KiHus 1930-x pokiB (ABa
emnizoau yB'si3HeHHsI B Tabopi BceBoAopa 3aaepaiipKoro CTapiioro).

Ha nmouatkax npoljecy po3aropTaHHsa YKPaiHCbKOTO MYy3M4YHOTO MOAEPHiI3My BUCOYi€ NOCTATh
AviceHKa SIK MUTLISI, TBOPYICTb SIKOTO Y AOBOAL CTMCAMII B iCTOPMYHOMY BUMIpi Oiorpadiunmit yac
IHTerpyBaaAa ipel Ta IpUHLUMIN OAPa3y KiAbKOX €[IOXaAbHO-CTMABOBMX TPAAULIiN: 3aTAaAbHOPOMAaH-
TUYHOI, M3HPOPOMAHTUYHOI Ta MPe-MOAEPHICTChKOI. A B emilleHTpi 3a3HaY€HOrO Mpoliec Oe33are-
peuHo i A0 neBHOI Mipu ¢aTaabHO onuHsAETbCs dirypa bopuca ASTOMMHCBKOrO, apXe 10ro My3u-
Ka aKyMYAIOBaAa BCi 0€3 BUHSTKY XYAOXXHI aAbSIHCU 11 eCTeTU4YHI KOHGAIKTH, PpirocodchKi BUKAK-
KM 1 COLIIaABbHI KOAIi3il, «0e3i10 i Mpo3y» TUX CTPALIHMUX YaCiB, KOAU MalbKe OAHOYACHO BU3piAa 1
Oyaa BOMTA yKpaiHCbKa HaljiOHaAbHA iAesl, OTOpHyTa y Haybarartui MuUcTelbKi GpopMu mpepcTaB-
HUKiB Po3cTpiasgHoro BippoaxeHHs. ToMy Ba)XKO He OTOAUTUCDH i3 Te3010 Iropsa CaBuyka, KOT-
pUI1, MTOCMAQIOYNCh HA apXiBHe 3i0paHHs paHHIX HauyepKiB KOMIIO3UTOPA, CTBOPEHUX Y CepeAUHi
1910-x pokiB, cTBepaXye: «B “ABTOpCchKOMY 301MTi”! cCepes KOMIIOHEHTIB aBTOPCHKOI BMpPa’kaAb-
HOI KapTVHY, sIKi TPaHCHOPMYIOTHCS i EPeaKLieHTOBYIOTbCS, 3yCTPiYaeMO LiiAui OYKeT eKcrepu-
MEHTAaAbHUX HAapaTUBiB, IO 3TOAOM CTaHYTbh 3HAKOBMMM y TBOPYMX MOLIYKAX MUTLA HACTYITHOTO
AECSITUAITTS, a 3araAOM OYAYTb iAeHTU]IKYBaTUCS K OAHA i3 OCHOBHMX A€TePMiHAHT YKPaiHChKO-
ro My3MYHOTO MOAEpHi3My» [6, c. 241].

[Ifopa0 AMXOTOMIi «MOAEpPHiI3M — colipeaAi3m», Hapasi IPOIOHYI0 PO3TASIAATU Ii SIK KOH()-
AIKmM enoxu ma pexumy, KOTpUI MPpU3BiB A0 TpyOOTo i AOBIrOTPUBAAOIO, AOBXKMHOIO B KiAbKa Ae-
CATUAITD, TIepepMBaHHS IPUPOAHOTO XYAO>KHBOIO MOPAAKY, AO HACMABHMLIBKOTO 3TOPTAaHHS 4YMC-
AEHHUX MOAEPHICTCHKUX CTMABOBUX IPOLIECIB HA KOPUCTb YTBEPAXKEHHSI 11 KYABTUBYBAHHSI pAOsH-
CbK020 MOHOCMUAL, SIKUM OYB corjpeaAizm. OcTtaHHil, 5K cripaBepArBo BKadye O. llImypak, AificHO
€KCIIAYaTyBaB €BPOIENCbKI KAACMKO-POMAHTMYHI KOMIIO3MLilHi, )XAHPOBI Ta CTUAICTUYHI MAaTpu-
Lji, TUM CaMMM IIOPOA>KYIOUM CUTYaLlil0 €CTeTUKO-CTMABOBOI KOHCEPBALIil My3YHMX iA€aAIB MUHY-
Aoro. IIpoTe MOBHICTIO 130A10BaTU MIAKOHTPOABHUII MUCTELIbKUM CBIT Bip BIIAMBY CY4aCHOIO 3a-
XiAHOTO KYABTYPHOIO MaTepiaAy paAsHCBbKUII peXuM OyB He B 3MO3i, BIATaK KOMIIO3UTOPCbKa
TBOPYiCTb NMPOBIAHUX YKPAlHCbKMX KOMIIO3UTOPIB, 110 OXOMAIOE XPOHOAOTIUHMII BiAPi30K Bip MoO-
MeHTY yTBopeHHs PapsiHcbkoro Coro3sy ax A0 yaciB Apyroi cBiToOBOI BiltHU, OyAa IMO3HauU€eHa Hexay
i MiHiMi30BaHOI0, aAe SICKPaBOIO IIPUCYTHICTIO MOAEPHICTCHKOI 00pa3HOCTI 1 AEKCUKI.

BucHoBku. Y tpaBHi 2023 poky y micti AyHa (IlIBewist) y micLieBoMy yHiBepcuTerTi BipOyAacs
HayKoBa KoH(epeHLIis, mpucBsiyeHa mpobAeMaM AeKOAOHi3aLil Ta 11 My3uyHuM npoexuism. Cepea
y4acHMKIB Oyau ykpaiHcbki HaykoBLi IOpinn Yekan i 1oro acnipant, komnosutop Muxaitao Hea-
puK. 3a pedyabTaTaMu KOHQepPeHLii B)Xe 0IyOAiKoBaHa MiACYMKOBa KOAEKTVBHA CTATTs, B GiHAAD-
Hill 4aCTUHI SIKOI aBTOpY CTBEPAXYIOTh: «KOAOHIaAi3M ciupa€eTbcst Ha YMCAeHHI pOpMU HACUABCT-
Ba: Qi3uUHe, CTPYKTYpHE, CUMBOAIYHE Ta iHCTUTYLiliHe. BiH TakoX ciMpa€eThbCs Ha enicTeMiuHe Ha-
CUABCTBO: BUKOPiHEHHSI PO3YMiHHSI PEaAbHOCTi; MOAAAbBIIIe 30iAHEHHS HAIIOTO KOAEKTMBHOTIO AO-
CBiAY, AFOACPKOTO Ta OiABII Hi3K AFOACPKOTO; i Ha TpariuHe 0OMeXKeHHsI HalIOl 3AQTHOCTI A0 Maitoy-

! 11s HasBa Haaexutb TetsiHi [OMOH, BUKOHABUL-TiaHICTL, AOCAIAHUIII PAHHBOTO TIEPIOAY TBOPYOCTI KOMIIOSUTO-
pa, 10ro IpaBOHACTYIHULI Ta CHiB3aCHOBHMIII Cy4acHOI rpoMaAChbKoi oprawisauii Liatoshynsky Foundation.
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THbOTO, ysIBU, MyAPOCTi Ta HaAil. BOHO IPOAOBXKY€E AiSITU, KOAM MU 3aAUIIAEMOCDH CIIBY4YaCHUKAMU
MIATPMMAaHHSI eIiCTEMOAOTII CyIpeMaTu3My — CBOIO POAY “0€30AHI MUCAEHHS , B fIKill Ma€ 3Ha-
YeHHs AMILE OAHA PEAABHICTb, TOAI fK iHIIi IAAalOTh y 0€30AHI0 HEPEAABHOIO, 3A0TO, HVKYOTO
Ta/abo HepiitcHoro» [12]. Lli MipKyBaHHS BUAQIOTBCS HAA3BUYAMHO CYTOAOCHMMM HALIUM pedAek-
CisIM IIOAO YKPalHCBKOTO MY3MYHOI'O MOAEPHi3MY, HalliOHAABHOTO MUCTELbKOro (eHOMEHa, SIKUIA
icHyBaB, po3BUBaBCs 11 3aAMLIMB IO COOi SICKpaBUII CAiA Y CBITOBiNl KyAbTYpi, aAe AOHEAABHA He
MaB MpaBa 4y, MPUHANMHI, MOXXAMBOCTI HA3MBATUCS HAa BAAcHe iM’s1. SIK i ioro 6a3oBuit aHaAor —
BAACHe MOAEPHiI3M — Lell peHOMeH nepeOyBaB Y CAimill MOHATTEBII 30Hi, y 30Hi «0€30AHI MYy31KO-
3HaBYOT'O MVMCAEHHS», 10 i cPOpMYBaAM i MPOAOHTYBAAU PAASHCBKI €CTETUYHI HApAaTUBU.

OAHakK y ApaMaTU4YHOMY 11 BOAHOYAC AMHAMiYHOMY KOHTEKCTi BOEHHOI'O 4acy MUTAHHS YKpa-
THCPKOTO MY3MYHOTO MOAEPHI3MYy, HapellTi, «0>KuBae», Ha0yBarouy Oe33arnepeyHol i rapsiuol akTy-
aAbHOCTi. KOHIIepTHO-BMKOHABCbKa Ta MPOCBITHULIBKO-TIONMYASIpU3aTOpCchka chepu GOpMYIOIOThH
HaBKOAO LJbOTO IUTAHHA 30HY I'OCTPOI CYCIIABHOI 3aLIiIKaBA€HOCTI, 11J0 CIIPMsI€ 3POCTAHHIO i OCBIT-
HbO-IIEAArOTIYHOTO, i CYTO HAYKOBOT'O iHTepecy. 3-MOMDK OUEeBUAHO 0a30BUX, aA€ AOCi He OXoIAe-
HIUX CYy4aCHOI0 T€OPeTMYHOIO iHilliaTMBOIO NMUTaHb, KOTPi NPeACTaBHUKAM YKPAaiHCbKOTO MY3MKO-
3HaBCTBa HAAEXUTb PO3B’sI3aTV HAMOAVDKYMM YacCOM, BapTO 3BEPHYTM yBary Ha TaKi: TAYMaueHHs
POAOBOTO NOHATTA MOAEPHI3MY Ta I0OTO My3M4YHOI Bepcii, BapiaHTX XPOHOAOTIYHOTO MapKyBaHHs
Ta BHYTPIIIHbOI ITepioAM3alLlil, a TAKOXK Y3TOAKEHHs iIMEHHOIO PAY NPEACTABHUKIB YKPaiHCHKOTO
MY3MYHOTO MOAepHi3aMy. OKpiM LiMX BM3Ha4aAbHMX MOMEHTIB, TEOpeTMYHEe OOrOBOPEHHS SIKUX,
BipOTiAHO, MOTpeOyBaTMMe 3HaXOAKEHHsI IIEBHOTO «M SIKOTO» KOHCEHCYCY, 3araAbHa AMCKYCis B
NEePCIEeKTVBI HEBIABOPOTHO 3aTOPKHE i IUTaHHS COL[peaAi3My, a BiATaK OTpedyBaTuMe i BapiaHTiB
J1I0TO O3HAYE€HHS], BMCBITA€HHS YMOBHO HEMTPAaAbHMX T, HABIaKY, 3yMMUCHO IIOAITM30BaHUX O3HAK,
3HOBY XX TaK/, XPOHOAOTIYHMX MEX Ta iIMEHHOIO NMPEACTABHULITBA, a IOHAA TUM YCIM — AKOMOTra
OiaplI 4iTKOI AMdepeHLiialil, po3MeXXyBaHHsI (pEeHOMEHIB MOAEPHI3MY i1 colipeaAi3aMy B YKpaiHChb-
Kil1 My3nuHii KyAbTypi XX CTOAITTS, pO3BeA€HHs IXHIX NPOsBIB Ta, HABIIaKU, AOCAIA’KEHHA MeXxa-
Hi3MiB KOMIIPOMICHOI iHTerpatii.
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KoRCHOVA O.

UKRAINIAN MUSICAL MODERNISM:
PREREQUISITES FOR CONCEPTUALIZATION

Abstract. The article outlines the current cultural situation surrounding the issue of Ukrain-
ian musical modernism, presenting examples of actualization of this issue in the national musical
practice of recent years. The author considers the initiatives of Oleksiy Shmurak and Leah Bat-
stone, the researchers who explore this issue. The article engages with Myroslava Novakovych’s
substantive provisions on the scholarly interpretation of the concept of Ukrainian musical mod-
ernism, the defining features of its aesthetics and the circle of its representatives. The author iden-
tifies a number of prerequisites for the conceptualization of Ukrainian musical modernism in con-
certs, performances, public lectures, educational activities, and research projects. Building on her
own concept of musical modernism, the author offers an original view of the phenomenon of
Ukrainian musical modernism as an epoch, defines its chronological boundaries and specific fac-
tors. The article characterizes the correlation between modernism and social realism in the
Ukrainian musical culture of the twentieth century.

Keywords: Ukrainian musical culture of the twentieth century, Ukrainian musical modern-
ism, aesthetics of modernism, style, social realism, conceptualization.
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Abstract. Among the most outstanding achievements of the Viennese classics are the 32 pi-
ano sonatas by Ludwig van Beethoven (1770-1827). The complexity of the stage reading of the au-
thor’s concept of these cycles requires a thorough study of the author’s text. In this context, it is
essential to turn to the editions of these works with their reliance on performance specifics. The
study of the peculiarities of the edition of Beethoven’s 32 sonatas made in the first half of the twen-
tieth century by Artur Schnabel, an outstanding Austrian pianist and researcher of Beethoven’s
works, will enrich modern knowledge about the style of Beethoven'’s piano works. In his editions of
Beethoven’s sonatas, Schnabel managed to capture the ideas that encourage creative reflection
and, therefore, are not intended to be taken literally in the process of stage performance.

Schnabel’s approach to editing as a unique musical interpretation combined research, text,
and pedagogy. His musical thinking and scientific intuition in his editorial approach to Beetho-
ven’s sonatas are based on the close connection between the audial and graphic components of the
author’s idea. Schnabel’s editorial notes are systematically verified, and their extensive nature testi-
fies to his rich experience in mastering the German composer’s piano works. In general, Schnabel’s
edition contains many additions in terms of both text and performance: the researcher offers ver-
sions of melismas, adds interpretations of tempo marks and extensive comments on the grouping
of measures, etc.; a large number of remarks relate to dynamics, hidden polyphony, articulation,
and the nature of performance. Schnabel’s edition is an artistically and practically comprehensive
and valuable work in terms of performance, methodology, and history of music.

Keywords: sonata cycle, textual criticism of music, editorial work of Artur Schnabel, 32 sona-
tas for piano by Ludwig van Beethoven, author’s text, urtext, musical interpretation.

Introduction. The piano sonatas by Ludwig van Beethoven (1770-1827) represent the high-
est achievements of the Viennese classics in the piano performance of the first half of the twentieth
century. All respectable concert pianists include the sonata cycles of the German composer in their
performance programs. Each musical text is open to cooperation with the interpreter; 32 sonatas
by Ludwig van Beethoven are no exception. This feature led to the formation of a great cohort of
performers and editors of Beethoven’s piano works. Among them, in the twentieth century, one
can single out the excellent work of Artur Schnabel, an outstanding Austrian pianist, composer,
and researcher. His research on interpreting Beethoven’s heritage enriched modern ideas about its
performance and stylistic components and outlined entire areas of the stage realization of his mu-
sic. The contribution of this article is the study of Schnabel’s editorial work on and textual criti-
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cism of Beethoven’s 32 sonatas, namely his efforts aimed at preserving the integrity of the intended
performance.

Literature Review. The writing of the article necessitated the study and analysis of academic
works that highlight Ludwig van Beethoven’s life and work — a collection of academic articles
Problems of Interaction Between Art, Pedagogy and Theory and Practice of Education. Beethoven —
Terra Incognita (2015); studies on genre, style, and form of Beethoven’s piano music — Adolf
Bernhard Marx (Marx, 1997); works on the theory and practice of piano performance of Beetho-
ven’s heritage by Natalia Kashkadamova (Kashkadamova, 2017), Charles Rosen (Rosen, 2020);
studies on the specifics of Artur Schnabel’s playing, editing and cultural skills by Claudio Arrau
(Arrau, 1957), César Saerchinger (Saerchinger, 1957), Marina Smirnova (Smirnova, 2006); and
works by Artur Schnabel himself (Schnabel, 1933; 1942; 1988).

The paper aims to reveal the specific features of Schnabel’s approach to the editing of
Ludwig van Beethoven’s piano sonatas.

The objective of the paper is to characterize the genre and style of Schnabel’s textual criti-
cism of music, and their origins in the context of the twentieth—century piano performance.

Results and Discussion. It is important in the context of the stated problem to outline the
historical retrospective of editing Beethoven’s piano sonatas during the second half of the nine-
teenth century. The engagement of researchers and famous performers of that era with Beetho-
ven’s legacy makes it possible to trace the problem of the performance style discourse of Beethove-
niana in the Romantic era. In these editions, “along with deep insights into the essence of Beetho-
ven’s genius, one finds the essential transient signs of the performance of the era” (Kashkadamova,
p- 380), which were summarized to some extent in the textual criticism of Artur Schnabel (1927).

Almost all of Beethoven’s 32 sonatas were published in various editions during the com-
poser’s lifetime. It is known that performers and connoisseurs of Beethoven’s piano style were ea-
gerly awaiting the printed presentation of each new sonata by the famous master. However, the
first complete edition of 32 sonatas was published only in the 1860s. At the same time, the textual
criticism of the sonatas remained almost unchanged compared to the lifetime editions of these
works (Beethovens, 1862-1865).

In this regard, it is important to note the involvement of Beethoven’s pupil Carl Czerny, the
famous Austrian composer and piano teacher, in the editing of Beethoven’s works. A performer
and popularizer of Beethoven’s piano works, Czerny in his Vollstindige theoretisch-practische Pi-
anoforte-Schule op. 500, he was one of the first to turn to the textual interpretation of the teacher’s
sonatas. First of all, he raises the issue of the figurative and semantic inspiration of individual sona-
tas, while highlighting, in his opinion, the problematic aspects of Beethoven’s fingering, dynamics
and pedaling, and other performing and expressive components of Beethoven’s style. A separate
important aspect, according to the researcher, was the issue of the tempo and rhythmic compo-
nent of the sonatas. Thus, Czerny was perhaps the first to put tempo marks on the metronome for
almost every piano sonata by Beethoven, emphasizing categorically that this is exactly the tempo
chosen by the teacher in the interpretation of his own piano heritage.

Ignaz Moscheles, who frequently communicated with the composer in Vienna during 1808—
1820, makes similar arguments in the preface to his edition of Beethoven’s piano sonatas (1858). It
is significant that Czerny’s and Moscheles’s metronomic instructions do not always coincide, al-
though both musicians emphasized that this is Beethoven’s original tempo. The Andante tempo of
Sonata No. 10 is an example of such a discrepancy.

1860 saw the publication of the 10-volume collection of Beethoven’s works edited by Franz
Liszt. A composer and admirer of Beethoven’s work, Liszt edited the piano sonatas, emphasizing
broad phrasing leagues, specific dynamic marks. Further, Liszt introduced special phrasing marks.

A new stage in the editing of Beethoven’s sonatas begins with the “instructive Ausgabe mit
erlduternden Anmerkungen fiir Lehrende und Lernende” (“instructive edition with explanatory
notes for teachers and students”) by Sigmund Lebert and Hans Biillow (1870s). Lebert edited the
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early works of Beethoven, and Billow edited the later works, starting with Op. 53. By this time,
Beethoven’s sonatas had become part of the repertoire and there was an urgent need for special
instructional publications for students and teachers. In his comments, Billow explains the struc-
ture of the work, highlights polyphonic parts, draws attention to typical student mistakes, and pro-
vides “formulas” for technical training.

At the beginning of the twentieth century, interest in the author’s text grew, and accordingly,
publications appeared that combined textual and educational features, and the designations of au-
thor and editor were significantly distinguished (for example, there are a number of editions by
Frederick Lamond, Leo Weiner, Heinrich Schenker, and other famous performers and researchers
of Beethoven’s heritage of the late nineteenth and early twentieth centuries). It is on these princi-
ples that the textual criticism of Beethoven’s piano concepts by Artur Schnabel, a representative of
the Austrian piano school, is based. His approach combines aspects of performing interpretation
of Beethoven’s heritage, deep involvement in Beethoven’s style, and an internal dialog with the edi-
tions of Beethoven’s sonatas published during the second half of the nineteenth century, and also
his own compositional skills.

Artur Schnabel, a representative of the Austrian piano school, deeply understood Beetho-
ven’s piano concepts based on his performing work, his prolific editorial activity, and partly due to
his compositional skills. In the first half of the twentieth century, Schnabel was considered an in-
tellectual pianist who avoided superficial effects in his performance. According to critics of the
time, “his performance revealed a depth and spirituality in the interpretation of the Austrian and
German music heritage, especially the works of Beethoven and Schubert” (Cortot, 1986, p. 33). His
most famous audio recording is Beethoven’s Complete Piano Sonatas, created in 1932—-1935. At
that time, Artur Schnabel was the first to record the complete collection of 32 sonatas by the Ger-
man composer’. As a researcher of Beethoven’s work, Schnabel was interested in the components
of his musical and performing language. The expected outcome of these scholarly and performing
interests was the publication in 1927 of the 32 sonatas by Ludwig van Beethoven, edited and com-
mented on by Schnabel. First published in Germany, Schnabel’s edition quickly gained popularity
among pianists and Beethoven scholars, and for Artur Schnabel himself, it was one of the first
steps he made to systematize and generalize his vision as a performer of the German composer’s
legacy. The impetus for Artur Schnabel to edit Beethoven’s 32 sonatas was his realization of the
need to fundamentally update the established approaches to reading the piano heritage of the
nineteenth century that dominated in the early twentieth century. In general, in his editorial work
and textual research on the 32 sonatas, we can observe the greatest possible intensification of the
expressive range of the performance, available at that time: “the expansion of the dynamic scale
and the impulsive volume change, the unprecedented intensification of tempo contrast in the
movements” (Fletcher, 1972, p. 13).

In his approach to understanding the integrity of the idea of 32 sonatas as a certain metatext,
a kind of Genesis, Artur Schnabel starts from the idea of Beethoven’s absorption and transforma-
tion of the artistic and historical experience of the time, the orientation of his ideas towards the
future. Therefore, for Schnabel, it is important to understand the genre and style of Beethoven’s
piano sonatas in their stage modifications. The editor emphasizes the significant influence of the
canon of Viennese classicism on Beethoven’s ideas during the first period in Sonatas Nos. 1-15.
Composed under the obvious influence of certain stylistic patterns of Joseph Haydn and Wolfgang
Amadeus Mozart, the degree of complexity of these sonatas, according to Schnabel, surpasses al-
most everything written for the keyboard of that time. The sonatas of the next period, Nos. 1627,
reflect further transformations of Beethoven’s genre and style. The composer, according to Schna-
bel, seems to break the established boundaries of the sonata genre. Sonata No. 18 lacks a slow
movement, but the composer introduced a Scherzo and a Minuet. Only the three-movement So-
nata No. 26 has the author’s program titles: Das Lebewohl, Abwesenheit, Das Wiedersehen.

! Due to its historical significance, in 2018, Artur Schnabel’s recording of 32 Beethoven sonatas was included in the
National Recording Registry at the Library of Congress.
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In the late period of his life, in anticipation of the expanded virtuosic and expressive possi-
bilities of the new six-octave concert grand piano of the English company Broadwood, Beethoven
composed his last five sonatas, Nos. 28—32, which were experimental in form and complex in mu-
sical language for the time. This peculiar Beethoven’s look into the future defines Schnabel’s edito-
rial paradigm about the integrity of the artistic idea of Beethoven’s sonata, which is based on the
reading of the sonatas from the perspective of Beethoven’s achievements during the late period of
his career. This conception of Beethoven’s heritage influenced the formation of a great cohort of
young European pianists, reviving Beethoven’s authentic style, based on a deep study of all graphic
components of the author’s text.

From the point of view of the tasks set, it is natural that Artur Schnabel turned to editing as a
particular type of musical interpretation, which combined research, textual criticism of music and
pedagogy. Musical thinking and scholarly intuition in his editorial work and textual research on
Beethoven’s sonatas are based on the close connection between the audial and graphic compo-
nents of the author’s idea. We also trace the significant influence of Schnabel’s own performing
style on the process of editing Beethoven’s sonatas. While realizing Beethoven’s ideas, Schnabel’s
attention was directed to the development of the authorial integrity, spatial and temporal coher-
ence of interpretation, which was achieved through the distinct elaboration of a wide range of sty-
listic elements of the performance.

Schnabel’s editorial notes are systematically verified, and their extensive nature testifies to
his rich experience in mastering the German composer’s piano works. In general, Schnabel’s edi-
tion contains many additions in terms of text and performance — the researcher offers versions of
melismas, adds interpretation of tempo marks and extensive comments on the grouping of meas-
ures, etc.; a large number of remarks relate to dynamics, hidden polyphony, articulation, and the
nature of performance. It is worth mentioning Artur Schnabel’s comments on meter and rhythm,
hence certain patterns of tempo changes that occur at the level of minor deviations from the main
tempo. As Marina Smirnova notes, “tempo deviations are caused by psychological changes that
influence the course of musical processes <...> tempo indications clearly follow the development of
the composer’s thought” (Smirnova, p. 130).

The fingering solutions in Schnabel’s edition embody the distinct features of intonation, ar-
ticulation, agogic, rhythmic and sound in Beethoven’s style. The fingering is weighed according to
the logic of the intonational unfolding of motifs, phrases and more significant constructions that
require flexibility and elasticity from the pianist’s hand, where the very “fingering principles in the
edition of Artur Schnabel are of a triple nature: they reflect the composer’s attitude, the principles
of the harpsichordist era, and romantic attitudes, which creates a unique system of editorial textual
criticism of music” (Smirnova, p. 148).

Schnabel’s edition of Ludwig van Beethoven’s 32 sonatas is exceptionally detailed, full of
scholarly commentary and subtle psychological observations, which generally reflects the editor’s
desire to comment on minor details of Beethoven’s text. In writing the commentary, he followed
the principles of Franz Liszt, the pedagogue, who, during his lessons with his students, sought to
indicate everything in musical scores.

Artur Schnabel’s comments summarize the regularities of Schnabel’s scholarly and performer’s
thinking and attempt to reconstruct the artistic and aesthetic visions of Beethoven’s time. However,
from the standpoint of contemporary piano composition, his edition is also not perfect in terms of
textual criticism of music. In the twentieth century, especially in its second half, many highly authen-
tic editions of Beethoven’s sonatas appeared, based on more accurate textual solutions’.

! Among the most famous textual editions of the twentieth century, we should single out the Beethoven editions by
Karl Adolf Martinsen, Donald Francis Tovey, Bertha Antonia Wallner, Joseph Fischer, Claudio Arrau, Massimiliano
Damerini, Istvan Mdridssy, Tamas Zaszkaliczky, and others.
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The post-Schnabel editions of the twentieth and twenty-first centuries develop the main
trends initiated by the outstanding Austrian performer and scholar of Beethoven’s heritage. The
contemporary approach to editing Beethoven’s sonatas is intended to objectively reflect the stylis-
tics of Beethoven’s idea alongside the interpretation of the original author’s text.

By studying the textual history of the 32 sonatas, Artur Schnabel sought to thoroughly re-
search the rhythmic formulas of Ludwig van Beethoven’s pianism, to find the key to understanding
the nature of the piano style, and thus to outline the stylistic boundaries of the performance of
Beethoven’s work. The immersion in Schnabel’s edition brings us back to one of the most chal-
lenging creative issues — the freedom of stage performance and its limits.

Schnabel’s performance commentaries, no matter how detailed, are always variable and can,
therefore, be read in different ways in practice. Based on a combination of the desire to revive the
authentic Beethoven text and pedagogical and performing understanding, it reflects a deep indi-
vidual involvement in the core of Beethoven’s music.

For Schnabel, it was essential to build a coherent dramaturgy of the historical collection both
in the performance version and in the edition of the 32 sonatas. It is known that Schnabel per-
formed Beethoven’s sonatas in a cycle of seven concerts. Each of the concerts included four to five
sonatas organized into microcycles. The first concert comprised Sonatas 15, 31, 1, 16. The second
concert comprised Sonatas 18, 28, 22, 8, 3. The third concert comprised Sonatas 2, 23, 19, 27, 11.
The fourth concert comprised Sonatas 12, 17, 5, 6, 26. The fifth concert comprised Sonatas 4, 14,
10, 29. The sixth concert comprised Sonatas 13, 21, 20, 30. The seventh concert comprised Sonatas
9,7, 25, 24, 32. Essentially, he created a new original reading of all the sonatas as a single cycle that
is dramatically unified, originally planned from an interpretive standpoint, and inspired by symbol-
ism and figurative and semantic visions.

Despite some imperfections in textual criticism, Artur Schnabel’s edition contains many es-
sential components for creating a convincing stage interpretation. As a scholar and an accom-
plished pianist, he relied heavily on artistic intuition, an essential component of interpreting Bee-
thoven’s legacy. The editor’s assumptions behind certain decisions were based on a deep study of
the intonational nature of Beethoven’s music. First of all, this is reflected in the author’s interpreta-
tion of pitch, alteration marks, clarification of rhythm, dynamic and articulation scales, and the
graphic component of the text itself in terms of voice distribution. As for the latter, the editor’s
clarifications regarding errors in notation were usually concise but open to scholarly interpretation.

For Artur Schnabel, an important component of a successful performing interpretation is the
creation by the performer of an idea of the work as an integral system, considered in the interrela-
tionships and interaction of all the main expressive means, in the unity of content and form, real-
ized in the spacetime continuum of the author’s intention. In other words, understanding the in-
tegrity of the sonata cycle includes determining the relationship between the artistic level of the
work and the means of its realization. Reflecting on the integrity of Schnabel’s editorial textual
criticism, we mean its realization on a certain multiple basis, when a type of connection between
the components is formed in which the combined elements acquire a new quality that is not
unique to them. The final performance version of a musical work, in contrast to the composer’s
text and editor’s text, can also be called the performer’s text.

At the same time, Artur Schnabel, as a scholar, actively interprets Beethoven’s text in the
field of articulation and accentuation. “The leagues, as well as the accents and the designation of
the method of sound production in the original, are sometimes solved with obvious imperfec-
tion — especially in early works, which is why the editor considered it his right to change them ac-
cording to the logic, meaning and taste: to shorten, lengthen, add, decipher. He did not specifically
stipulate these changes. All other additions of the editor are engraved in small print or placed in
brackets” (Fletcher, 1972, p. 42). A performer who is guided by Schnabel’s edition of the 32 sonatas
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should take into account that the methodology of the editorial work primarily reflects the histori-
cal conventions of the development of piano performance in the first half of the twentieth century,
but it is not sufficient from the standpoint of contemporary textual criticism of the German com-
poser’s music. However, it sheds light on the specifics of the drama of the stage realization of the
uniqueness of this monumental work.

As for the dynamic unity of the idea, one of the important components of the editorial inter-
pretations of Beethoven’s piano sonatas was Schnabel’s desire to unite the music, which is full of
recitatives, complexly organized musical time, improvisation, by finding a certain internal pulsa-
tion. For example, one of the principles of constructing a culminating build-up is to start the cres-
cendo quieter than the previous motif, then maximize the sound power, bringing the polarity of
the sound to the limit with gradual acceleration.

In Artur Schnabel’s performance concepts, deciphering Beethoven’s melismatics is essential'.
While editing Beethoven’s 32 sonatas, he worked out this melodic and intonational component in
great detail with regard to the traditions and conventions of the eighteenth century. Schnabel em-
phasized that “the performance of melisma requires deep knowledge and rich imagination from
the pianist. The traditions of performing melisma were gradually lost over time, and superficial
knowledge in this area led to the impoverishment of performance and sometimes to significant
distortions of the composer’s idea” (Schnabel, 1933, p. 12). Interpretations of melismatics are
found in Schnabel’s edition in almost all sonatas, accompanied by detailed comments. Often, the
editor offers several options of performing melisma, thus demonstrating his desire for freedom of
choice, inviting the performer to a kind of co-creation in interpreting the essence of Beethoven’s
intention.

The editor’s recommendations on trill performance are detailed (especially in Sonata No. 32,
Arietta; Sonata No. 29, Allegro risoluto). Based on Beethoven’s manuscripts, Schnabel carefully
analyzes the author’s recommendations regarding this vital component of the performance, which
also highlights the issue of the performer’s right to freedom of choice in performing trills accord-
ing to his taste and capabilities. The performance of trills in Schnabel’s creative vision is closely
connected with the performance dynamics, accentuation, intonation, and rhythmic expressiveness.

Artur Schnabel’s editorial comments on tempo marks are original and analytically profound,
aimed at revealing the regularities of the performance tempo and architectonics of the work and its
dramatic balance in the temporal and spatial unfolding of the musical fabric. It is known that
Ludwig van Beethoven, in comparison to his predecessors, significantly expanded and enriched
tempo notation. In his desire to reveal the dramatic nature of the work’s development as fully as
possible, the composer uses Italian (nowadays a generally accepted universal version of the nota-
tion) and German terminology (for example, tempo notation in Sonatas No. 27 and No. 28). In this
regard, the opinions of researchers of Beethoven’s work and editors of his sonata oeuvre were di-
vided. Many were rather pessimistic about this bilingual principle of tempo marks. However,
Schnabel did not share this opinion; moreover, he continued and developed this principle, sup-
plementing many editions of the German composer’s works with his tempo marks.

His editorship clearly shows the evolution of Beethoven’s interpretation of tempo. We en-
counter editorial interpretations of Beethoven’s tempi in the commentaries of many sonatas. In
this context, Schnabel follows the tradition of Liszt, who, in his tempo rhythmic visions of Beetho-
ven’s sonatas, took into account the author’s tempo marks but, during the performance, could im-

! Deciphering melismatics is also found in the editions of Schnabel’s predecessors, particularly Hans von Biilow. In
several cases, Biilow even offers performers various exercises to improve their skills. However, compared to Schnabel’s
visions, Billow’s recommendations are usually unambiguous and do not allow different interpretations. Bertha Antonia
Wallner and Conrad Hansen, in their urtext editions of Beethoven’s 32 sonatas, have not entirely resolved the issue of
performing melismatics, in particular trills, either.

185



THEATRE AND MUSIC: CONCEPTUALIZATION OF ARTISTIC PRACTICES

plement these marks quite freely. As an essential component of his editorial approach, Artur
Schnabel’s comments on the nature of music are also directly related to metronomic notes'. The
editor makes metronomic notes in almost all sonatas at the beginning of each movement® Artur
Schnabel’s tempo decisions in interpreting Ludwig van Beethoven’s legacy were realized through a
sharply conflicting juxtaposition of sonata parts, which allowed the performer to rethink the dra-
matic features of the cycle’s development.

In addition to the metronomic tempo marks at the beginning of each movement, Schnabel’s
edition contains detailed metronomic notes within the movement, which allowed the editor to
comment flexibly on the development of musical thought. In the slow movements of Beethoven’s
sonatas, as a performer, Artur Schnabel takes considerable freedom when it comes to tempo,
which is also often reflected in the scale of his metronome values. However, in his editorial com-
mentary on the sonatas of Beethoven’s early and partly of his middle period, Schnabel treats met-
ronomic freedom quite cautiously. In most sonatas of the middle and late periods, Schnabel’s met-
ronomic notes are detailed, aimed at preserving Beethoven’s idea, following Beethoven’s com-
ments in the first editions of his sonatas. As an editor, Artur Schnabel only suggests an artistic and
expressive solution, leaving it to the performer to find the acceptable limits of its realization. In
other cases, the metronome serves as a warning against undesirable exaggerations.

For Artur Schnabel, articulatory expressiveness is essential in any melodic construction. Ac-
cording to his principles of intonation, Schnabel avoids emphasizing strong beats in fast tempi. In
the stage performance of fast passages, he started with unstressed beats, which gave his perform-
ance flexibility, tension, and explosiveness in reading the compositional intent of the sonatas.
Thus, the specifics of Schnabel’s sound and other components of his unique performing style were
reflected in a rather detailed manner in his editorial notes.

In the field of dynamics, Schnabel continues the tradition of Biilow, who, unlike Liszt, re-
corded not only dynamic contrasts but also enriched the entire range of dynamic grades. In Bee-
thoven’s 32 sonatas edited by Schnabel, several editorial remarks and comments are aimed at the
expressive performance of melody. Schnabel adds the upper and lower notes to reveal the hidden
polyphony.

As a performer and editor of Beethoven’s texts, Schnabel unconditionally accepted the Ger-
man composer’s principles of pedaling. In his edition of the sonatas, he always preserved the com-
poser’s pedaling notes. In the notes, he indicates Beethoven authorship of these pedaling notes and
does not offer any parallel solutions. Schnabel’s pedaling notes in his edition are somewhat un-
evenly distributed. In several sonatas, they are absent; in others, they are minimal; elsewhere, they
are highly detailed (mainly in slow movements).

The fingering principles in the textual criticism of Schnabel’s Beethoven sonatas are aimed
not only at performance convenience, but also largely develop the authenticity of the style, which,
according to the editor, corresponds to the essence of Beethoven’s expression, and also solve a
number of musical and performance issues: phrasing, articulation, dynamic, rhythmic, and agogic
components.

The pianist’s fingering recommendations require mastery of the perfect finger legato with the
utmost flexibility of the hand and the calmest possible hand position. Therefore, Schnabel’s finger-
ing is not accessible to every pianist, artistically and technically. However, one can fully implement
Schnabel’s remarks and comments only by following his fingering recommendations. This applies
to tempi, rhythmic music performance, sound, and pedaling. In general, the extraordinary ap-

! The system of metronomic notation is one of the main editorial innovations in Schnabel’s edition of the 32 sona-
tas by Ludwig van Beethoven, aimed at providing a more correct reproduction of Beethoven’s style.

2 The only exception is Sonata No. 29, where the metronomic notes were made by Beethoven himself.
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proach of the editor and the pianist in interpreting the fingering principles of performing Beetho-
ven’s music establishes Artur Schnabel as an innovator in the field of piano technique.

Conclusions. Schnabel’s edition of Ludwig van Beethoven’s 32 sonatas is one of the most
significant editions of the German composer’s works. From the point of view of performance, it is
helpful when the interpreter has experience and, therefore, can formulate ideas about the personal
style of the German composer. In this work, Schnabel managed to capture the ideas that encourage
creative comprehension and are not intended to be taken literally in stage realization. It is no coin-
cidence that Artur Schnabel advised pianists to turn to his edition only after they had formulated
their concept of interpreting Beethoven’s music.

One hundred years have passed since Schnabel created his edition of the Beethoven sonatas.
During this time, we can observe periods of enthusiasm for this edition by performers, but there
were also periods of lukewarm attitude toward it. Nevertheless, Schnabel’s edition is an artistically
and practically comprehensive and valuable work in terms of performance, methodology, and his-
tory of music.
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JIECIHb C.

PEAAKTOPCbKIi CTPATETiT APTYPA WUWHABEAG Y NYBAIKALIAX
®OPTENIAHHUX COHAT AIOABITA BAH BETXOBEHA

Anoranis. Cepep HaBuIMX 3A00yTKiB BiA€HCBKMX KAQCUKIB — 32 COHATU AASL GopTerniaHo
Aroapira Ban berxosena (1770—1827). BukoHaBCbKe MPOYMUTAHHSI aBTOPCHKOI KOHLIEIL[{T LUX LIMK-
AiB MOTpebye peTeAbHOTO BUBYEHHS aBTOPCHKOTO TEKCTY. Y LIbOMY KOHTEKCTi B&XKAUBUM € 3Bep-
HEHHS AO PeAAKLill L[X TBOPIB 3 IXHbOIO OMOPOIO Ha BUKOHABCHKY crielindiky. AoCAip’keHHs oco-
oAauBocTel pepakuii 32 coHar A. BaH beTxoBeHa, 5Ky 3AIICHMB y nepuiilt moAoBMHI XX CTOAITTS
Aptyp lllHabeAb, BUAQTHUI aBCTPIICbKUI MiaHICT i AOCAIAHMK TBOpYOCTi BerxoBeHa, 36araTuthb
CY4YacHi ysIBA€HHS PO CTUAICTUKY OeTXOBEeHCbKOI popTemniaHHOI TBOPUOCTi. Y pepakuii 6eTxoBeH-
cpkux coHat A. lllHabealo Bpaaocs 3adikcyBaTy iAei, 110 CIOHYKAIOTh AO TBOPYOTO IAXOAY Y iX
KOHLI€PTHOMY BMKOHAHHI.

3BepHeHHs A. lllHabeAst AO peparyBaHHS sIK 0COOAMBOTO BMAY MY3M4HOI iHTeprperTalil mo-
€AHAAO y cO0Oi HAYKOBO-IIOIIYKOBY, TEKCTOAOTIUHY Ta ITEAQTOTiYHY AisIABHICTb. My31uyHe MUCAEHHS
Ta HAYKOBA iHTYILis Yy 1OTO peAaKTOPCHKill TEKCTOAOTIi coHaT BeTxoBeHa 6a3yeThcsi Ha TiCHOMY
3B’SI13KYy MDK CAYXOBMMM i rpadidyHMMM KOMIIOHEHTaMM aBTOPCBKOTo 3aaymy. PeaakTopchbki 3ayBa-
ru A. lllHabeAst € cCTEMHO BUBipeHMMHU, a iXHsI PO3TaAYKEHICTh CBIiAUMTD Ipo Oaratmii mpode-
CilIHMIT AOCBiA B OInaHyBaHHi ¢popTeniaHHOI TBOPUOCTi HIMELIbKOTO KOMITO3UTOPA. 3araAOM peAaK-
uis 1lIHabeAss MICTUTD YMMaAO AOMOBHEHb SIK Y TEKCTOAOTiYHOMY, TaK i BUKOHAaBCbKOMY acCIIeK-
TaX — AOCAIAHMK IIPOIIOHYE BapiaHTVM BMKOHAHHS MeEAi3MiB, A0AQ€ PO3IM(PYBaHHS TEMIIOBUX
BKa3iBOK Ta PO3AOTi KOMEHTapi II0AO TPYIyBaHHs TPMBAAOCTEN TOLLO; BEAMKA KiABKICTb peMapoK
BIAHOCUTBCSI AO AMHAMIKM, TIPUXOBAHOTO 0AaraTOrOAOCCs, apTUKYASILIi, XapakTepy BUKOHaHHS. Pe-
paxuis A. lllHabeAst B XyAO’KHBOMY Ta NMIPAaKTUYHOMY IAQHI € HAA3BMUYAIHO LiAiCHOIO Ta IIiHHOIO SIK
BMKOHABCbKa Ta METOAMYHO-ICTOPMYHA MpaLs.

Kaw408i cr0Ba: COHATHUN LKA, My3MYHa TEKCTOAOTIS, pepakTopchka pobota Aptypa lllHa-
Oeas1, 32 coHaTu AAsl popremniaHO AroaBira BaH beTxoBeHa, aBTOPCbKUI TEKCT, YPTEKCT, My3M4Ha
iHTepmperawis.

Cmamms Haditiwra 0o pedakuyii 08.09.2023
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Anoranisa. CTaTTio IPUCBSYEHO AOCAIAKEHHI0O BMKOHaBCbKOTO BUAMXY TpyOaua, 30KpeMa
POAi THCKY CTpyMeHs HOBITps sIK Ba)XAMBOIO KPUTEpPil0 AOCSATHEHHS YHiBepcaabHOCTi daxy. Ha
OCHOBI axoBoi AiTepaTypu OYAO MOKA3aHO B&XKAUBICTh AOCSTHEHHS iMIIEAQHCY BUAUXY BUKOHAB-
s miA yac rpu. AOCAip’)KeHO aHaTOMO-(i3i0AOTiYHMIT aCTIeKT BUKOHABChKOTO AMXaHHs. [TpoaHaai-
30BaHO aKTyaAbHi Ipalji yKpaiHCbKMX Ta 3apyODKHMX AOCAIAHMKIB B raAy3i BOKAABHOTO Ta AYXOBO-
ro BUKOHABChKOTO MMUCTELITBA, 1[0 BUCBITAIOIOTh Pi3Hi CIIOCOOM Ta METOAU AOCSTHEHHS SIKICHUX
pPe3yAbTaTiB B ONIaHYBaHHI TeXHiKM BUKOHABCbKOIO AMXaHHs. Ha mpukaaai pisHux 3a cTuaeM TBO-
pPiB OKpecAeHO BiAMiHHOCTi BUKOHAaBCbKOTO BUAMXY IPU aKaAeMidYHOMY Ta eCTPAaAHO-A’Ka30BOMY
BMKOHAaHHI. BUCBITA€HO HIASIXM ePeKTUBHIIIOro 3aCTOCYBaHHS TEXHiKM BUKOHAaBCbKOTO BUAVXY B
ACIeKTaX AOCSTHEHHs BUCOKOTO PericTpy, M's130BOi BUTPUBAAOCTI T'y0, apTUKYASLIIMHOI TEXHIKH,
OBOAOAIHHS SIKMMU 3aKAapaTuMe GyHAQMEHT BMiHb AAS LIMPOKOI crelliaAizauii Tpybaya akapemi-
YHOT'O Ta eCTPAAHO-A’Ka30BOr'0 HANPsAMiB. ABTOp IPOIIOHYE Psip TPEHYBAaAbHMX BUHAXOAIB Ta NMpU-
CTpOiB (30KpeMa, 3alaTeHTOBAHMI TPEHAKEP), BIIPOBAAKEHHS Y BUKOHABCHKY NMPAKTUKY SIKUX AO-
3BOAUTDH IIBUALLE Ta epeKTUBHIlE AOCATATU HEOOXIAHUX SIKICHMX aepOAMHAMIYHMX XapaKTepucC-
TUK BUAMXY 0€3 YMHEeHHsI LIKIAAMBOTO BIIAMBY Ha 3A0pOB’s Tpybaua.

Kawuosi croBa: TpyOHe MUCTELTBO, BUKOHABCbKE AMXaHHSI, BUKOHABCHKUIT YHiBepCaAi3M,
TPEHaKePU AAS TpyOauiB, BAACTMBOCTI TUCKY BUAVIXY.

ITocranoBka nmpo6aemu. Cepep YHiBepCaAbBHMX BAACTMBOCTEN Ta MOKAMBOCTEl BUKOHAaB-
CBKOTO amapara Tpybauya, 1[0 BUAMBAIOTBCS Y MaICTEPHOCTI IIOEAHAHHS YCiX HABUYOK Ta AOCKOHA-
AOMY BOAOAIHHI aKap€MiUYHOIO Ta eCTPAaAHO-AXA30BOI0 TeXHiIKaMM, MU 30CepeAMAM yBary Ha Ipo-
BiAHOMY YMHHUKY — BMKOHaBCBbKOMY AMXaHHi. Bip HbOro Hacammepep 3aA€XWUTb 3a0e3IeyeHHs
SIKOCTi (pYHKI[iOHYBaHHSI YCi€l TEXHOAOTIi BUKOHABCHKOTO MpOLecy Ha TPydi. BUkoHaBChKUIT BUAMX
€ 30yAHVKOM 3BYKOBUX KOAMBaHb [4, c. 37]. [IpoTe cTyniHb pO3BUTKY BMKOHAaBCHKOTO BUAMXY Bi-
AOOpaxkae caMe Ta XapaKTepUCTMKA 3BYKa, 1[0 € IOT0 KaPKAaCHOIO OCHOBOIO Ta IPUIIOMOM 3BYKO-
BEACHH. 3aBASAKU BUMAO3MiHAM aepOAMHAMIUHMX XapaKTE€PUCTUK BUAMXY, AAQHUII MPUIIOM MOXKe
OyTu pisHMM 3a iHTOHalli€lo, TeMOpoOM, Bibpalielo abo pAuHamikoro. B A)ka30Biit mpaxkTuli, B Ipu-
110oMi 3ByKOBEAEHHSI, iIHTOHAL[ilTHA CKAAAOBa OiABIIOI0 MipOI0 3aA€XKUTD BiA IMPOrPiBaHHS CTPYMEHS
NOBITPs1 a00 CTBOPEHHSI 3HMPKEHHS LIIIABHOCTI LIASIXOM KOPEKLIil 10ro 06’eMy Kpi3b KyTOBi OTBOPU
HaniBpo3iMKHyTUX ry0. TemOp, BiOpallisi Ta AMHaMiKa, B KOHTEKCTi 3ByKOBEAEHHS], TEXX MAIOTh CBOI
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BiAMIHHOCTi Y 3aCTOCYBaHHi B aKaAeMiuHill ab0 eCcTpaAHO-AYKa30Bill My3Mili, a 3ByKOBa €CTETUKa
MOXXe IepeAbavaTy pisHe BUKOHAHHS TMX CAMMX BMKOHaBChbKUX mpuitomiB [15, c. 138]. BukoHaHHs
3BYKiB BEPXHBOTO PETICTPy B aKaAe€MiUHMX 200 eCTPaAHO-AKa30BMX KOMITO3MLISIX TAKOXK MOAEKY-
AVl BUMAarae 30BCiM pi3HOTO TUCKY CTPYMEHsA BUAMXY, 3 OIIAHYBAaHHAM IpaAalil IKOro, AOCUTDb pO3-
MOBCIOAKEHO, He MOXKYTb BITOPATUCS SIK TPYOaUi-movaTKiBLji, TaK i CTYyA€HTU BUILUX 3aKAAAIB OCBi-
TU. YKpaiHChKi HaBYaAbHI MY3M4Hi 3aKAaAM 30epiraloTh mo3ulil By3bkoi TpyOHOI creljiaAizauii, B
TOW 4ac 5K B €BpoIi 11[opa3 BUXOBYIOTbh YHiBepCaAbHMX BMKOHaBLiB [17, c. 178]. AaHuit morasia
BiAA3€PKAAIOE He TIABKM CbOTOAEHHY CTaTUCTMKY OCBITHBOTO IPOLIECY 3aKAAAIB KpaiHu, a M CIO-
HYKa€ HaC AOCAIAMTY BUKOHaBCbKE AVIXaHHS 3 YpaXyBaHHSM Cy4acCHOTO OaueHHs MpoOAeMu Ta 3a-
AYYEHHSIM AOCTYITHUX HOBITHIX TEXHOAOTiN, apXe ¢asa BUAMXY CIIPSIMOBaHa Ha 0e3lOCepeAHI0
B3a€EMOAII0 3 BUKOPUCTAHHAM YCiX IPUIOMIB aKaA€MIYHOIO Ta €CTPAAHO-AXKAa30BOT'O BUKOHABCh-
KOTO MMCTEeLTBAa. 3araAbHO BiAOMO I Te, 1[0 BUKOHABCbKMIT BUAMX Tpybaua Mae HEBUAVMY IPO30-
py cyOcTaHLjifo cyMmilli rasis, i B AdHMX 00CTaBUHAX Bi3yaAisallisl 10ro aepoAMHAMIYHUX [TOKa3HU-
KiB LIBMAKOCTI, TUCKY Ta iHIIMX XapaKTePUCTUK AASI BUKOHABLSI MOTAQ O CIOPUSATU LIAKOBUTOMY
NepeoCMMUCAEHHIO caMoi TexHoAoril. OTXe, y CTaTTi MM KOHLIEHTPY€EMO yBary Ha XapaKTepUCTUKaX
BUAVXY, KOPEKLil Ta BAOCKOHAA€HHS SIKOTO HAaAAAYTh CIIPOMOXXHOCTI y BUPIillleHHI KOHTPAaCTHUX
TEXHOAOTIYHUX 3aBAQHB, 1110 TIAHYIOTh T4 CTBOPIOIOTH PO30IXKHOCTI MiXK aKaAeMiYHOIO Ta eCTPaAHO-
AXKa30BOI0 METOAMKAMM Ha LIASIXY AO YHiBepcaaAi3my.

AHaai3 ocTraHHIX AOCAipKeHB i myOaAikamii. AAst OOIpYHTYBaHHSI PO3BUTKY HEOOXiAHMX
XapaKTepUCTUK BUKOHABCBKOTO AMXaHHs MOTPIOHO BpaxoBYBaTU BCi aKTyaAbHi MUTAHHS, 5K poO3-
TASIAQAVM HAYKOBLi, BUKAAAQ4l Ta BUKOHaBLi. BMAMX Yy BOKAABHINM i AYXOBiil BUKOHABCbKUX MY3M4Y-
HVIX TaAy35IX, Ha BIAMIHY Bip iHIIVX, € HE TiABKYM IIPOLIECOM Ira3000MiHY MiXX AIOAVHOIO i HABKOAM-
IIHIM CepeAOBUILIEM Ta 3a0€3M1eYeHHSIM YMOB >KUTTS, @ 11 TApAA€AbPHO BUKOHAHHIM QYHKLii 3BYKO-
BUAOOYTTSI Ta 3BYKOBEAEHHS, € TAOM TEXHOAOTIYHOIO IMPOLieCy, HEOOXiAHUM poOOYMM MaTepia-
AOM, 3aBASIKM BUKOPMCTaHHIO SIKOTO AaHi mpodecii 3paTHi MOBHOLiHHO ¢yHKUioHYBaTU. Aocai-
AXXYIOUM BUKOHABCbKUI1 npouec, MeTopaucTu 1e y XVI-XVII cToAITTAX 3a3HavaAy, 110 IpeACTaB-
HVKU AYXOBOI Ta BOKAaABHOI CIIelliaAbHOCTEl 3MylIeHi crielrpivHO KOHTPOAIOBATHU sIK (asy BAU-
XaHHS, TaK i BUAMXAHHS, TIPUCTOCOBYIOUM iX AO OCOOAMBOCTEN IPOLieCy MY3MKYBaHHA [3, c. 62].
Cepep aBTOPUTETHUX TIpallb MPO BUKOHABCbKE AMXAHHSI BOKAAICTiB BUPI3HSAUCS AOCAIA>KEHHS
TaKUX aBTOPIB, sik: MapeH Mepcen (Marin Mersenne, 1588—1648), Beptpan «beniub» ae baciit
(Bertrand “Bénigne” de Bacilly, 1625-1692), J)Kau-AnrtyaH Bepap (Jean-Antoine Bérard, 1710-
1772), Aaexcanap-Etben Kopon (Alexandre-Etienne Choron, 1771-1834) Ta in. B raaysi Bokaab-
HOT'O BMKOHABCbKOI'O MUCTELTBA HAYKOBIIi Ta neparoru Bke y XX CTOAITTI y CBOIX NMpaLsX BUCBIT-
AIOBAaAM He TiAbKM (yHAQMEHTaAbHi TPaKTaTH IOTEPEAHIX eroX, a 11 BaXXAVBI pe3yAbTaTU HOBUX
AOCAiIA’)KEeHb BUKOHABCbKOTO AMXaHHS, AKi BIAMHYAM Ha METOAOAOTII0 BUKOHABILIiB Ha AYXOBMX iH-
ctpymenTtax. Cepea HuX Tpeba BiA3HAUMTM MpaLli TaKUX AOCAIAHUKIB: 3051 AHikeeBa i ®boAOp AHi-
Kees [1, c. 29-53], Biabsim Benapa (William Vennard) [43, pp. 18—-35], AskoBaHi barucra Asimmep-
Ti (Giovanni Battista Lamperti) [29, pp. 42—44, 64—67], Baaaimip Moposos [19, c. 178, 186, 194—
198], AapbeptT Myseroanp (Albert Musehold) [1, c. 34], Payap FOcou (Raoul Husson) [24, c. 181],
Biktrop IOmmanoB [25, c. 72—-81] Ta iH. Yci 3rapani mpaui po3kpuBaAu CyTHICTb BHYTPIlIHiX MpoO-
1jeCiB BUKOHAaBCbKOTO AMXaHHS 3aBASIKU YMCAEHHUM eKCIIepMMeHTaM Ta BUKOPMCTaHHIO ITHEBMO-
rpacdis, peHTreHorpadis Ta iHIIMX TEXHOAOTTYHUX 32CODIB.

Cepea Oiabil paHHIX 3apyODKHMX aBTOPIiB AYXOBOI raAysi MUCTELTB, 1[0 AOCAIAXKYBaAM BU-
KOHaBCbKe AMXaHHs, Ha3BeMO BXe 3rapaHoro padiie M. MepceHa, a Takox: AaHieab llnep
(Daniel Speer, 1636—-1707), VMoran Voaxim Ksanij (Johann Joachim Quantz, 1697—1773), ®pancya
Aosepue (Francois Dauverné, 1799-1874). Ilpore B icTopil HAyKOBOro AOCAiA>KeHHSI mUTaHHS ]i-
310A0TiYHOTO Ta BMKOHABCBKOTO AVXaHHS OYAO 3AIICHEHO CIIPaBXHill TEXHOAOTIUHMII MpOrpec
Autre y XX CTOAITTi, OCKiABKM caMe Y Lieif Yac 3'sIBASIIOTBCS Ieplii peHTreHorpadu, mHeBMorpadu,
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3aBASIKM SIKVIM B PE3YABTATi AOCAIAIB HayKOBLi My3M4HOI cpepy 3MOrAM UiTKO BU3HAYUTU BHYTPi-
1Hi ¢$i3ioAOriuHi Mpoljecu AereHb Ta MIATBEPAUTY MPIOPUTETHI BUAU AUXAHHS AASI BUKOHABCTBA,
30KpeMa AiadparMaAbHMIT BUA AVIXQHHSL.

OpHie€lo 3 mepmux papsHCbKUX Mpalb XX CTOAITTS, 1[0 BUCBITAIOBaAM crieljdiKy BUKOHaB-
CBKOTO AuxaHHs, 6yaa meTopuka Ceprest Po3anoBa «OCHOBM METOAVIKM BUKAQAQHHS i IpU Ha AY-
XoBUX iHCTpyMeHTax» [20]. HaykoBewb bopic AikoB y cBoix mpaisix «MeToAMKa HaBYaHHS IPU Ha
AYXOBUX IHCTpyMeHTax» Ta «MeTOoAMKAa HaBYaHHSA IPM Ha KAApHETi» PO3rAsiAAB aHATOMO-
¢isioAoriuHi OCHOBM MpOLIECY BUKOHABCHKOTO AMXaHHSI, 10T0 OCOOAMBOCTI Ta TUIIHU, IPUAIASIB yBa-
Ty TeXHil|i BUKOHaBCbKOTO BUAMXY Ta ioro po3Butky [10, c. 26—42], [11, c. 4-5, 90-97]. Buenui
IOpiit YcoB AOCAiIAKYBaB BMKOHaBCbKe AMXaHHA Ta ¢i3ioAoriyHi mpouecu, posrasipaB 1oro crie-
uudiKy Ha IpUKAapaXx 3 pPEKOMEHAOBAaHUX METOAMYHUX IPUIOMIiB BM3HAYHMX HAyKOBL|iB-
NeAaroriB MMHyAoro, takux sk Muxaitao Tabakos, ['eopriit Opsia, Cepreit €ppomin, Hikoaain
[TaatoHoB [22, c. 51-58]. IBan SIKycTipi y cBOIit AucepTauii «3HaYeHHsI TeMOPY BAATOPHHU Y Ipolie-
Ci HaBYaHHS» TaKOXX HAarOAOIIYBaB Ha Ba)XAMBOCTI acreKTiB crelydiku GpoKyCcyBaHHsI BUKOHABCh-
KOT'O BUAVIXY IIpU BUAO3MiHax TeMOpy [26, c. 7]. Y pAucepTatiii «IlepMaHeHTHMIT BUAUX Y BUKOHABC-
TBi Ha AYXOBUX iHCTpyMeHTax (mpobaemu ictopii Ta disioaorii)» mpodecop Boropumup Kaumap-
YMK IPUAIAsIE YBary NepMaHEHTHOMY BMAMXY, BiH TAMOOKO AOCAiAXYe i10To mpouecu Ta biomexa-
HiKy. [Tpodecop B. Kaumapuuk 3azHauae, 110 pyu AaHiil TEXHilli eKCIIEPMMEHTAABHO PO3TASIAAAUCS
3MiHI Ta30BOTO CKAAAY MOBITPsI IepPMaHEHTHOTO BUAMXY, PiBHA O, CO; [12, c. 226]. OpHielo 3 cy-
yacHUX MOHOTpadiit, B sIKiil AOCAIA’)KEHO IIEPEOCMUCAEHHST KOHLEML[ii BUKOHABCbKOTO AVIXaHHSI, €
npaus npodecopa Anppis Kaprnska «KoHuemnuiniHi 3acapy XyAO’KHBOTO MMCAEHHSI CY4aCHOTO
daenTucta» [13]. B Hill BUCBiTAEHO MOPIBHAABHY XapaKTePUCTUKY 0araTboX METOAMYHMX Ipalb
aBTOPIB pi3HUX KpalH Ta emoX, 1[0 AOCAIA>KYBaAM MUTAHHA MOCTAHOBKY BMKOHAaBCbKOTO AMXaHHS.
Y nepeaiky paHillle 3rap@HUX AOCAIAHUKIB BMpi3HAETbCs AyMKa Opig AoaxukoBa. ABTOp — OAMH
3 He0araTboOX, XTO TOPKAETHCS BaXKAMBOIO MUTAHHS KOe(illieHTy KOPUCHOI Ail MOBITPSHOTO CTPY-
MEHSI BUAMXY Ta HaroAOIlIy€ Ha HEOOXIiAHOCTi KOHTPOAIO 3a BM3HAUEHHSIM 00’e€My MOBITps, 110T0
4iTKOro posnoaiay [9, c. 6—18]. Cy4yacHuil morasipA Ha BUKOHAaBCbKe AMXAHHS IPOCTEXYETHCS B
npaui npodecopa Boropumupa Anarcbkoro «OCHOBM Teopii i METOAMKM AYXOBOTO MY3MYHOTO
BMKOHABCbKOTO MUCTELITBa», A€ aBTOP BUCBITAIOE aHaTOMO-di3ioAoriuni ocHOBM Ta creuudiky
BUKOHABCbKOI'O AMXAHHs, 3BE€PTA€ yBary Ha BMKOHABCbKi BAMX Ta BUAMX, IX PEryAsALil0 Ta IOCTa-
HOBKY [2, c. 84—107].

ITepeaiyeHi MeTOAMYHI Ipalli AOTIOMOTIAM PO3KPUTU CYTHICTb BUKOHaBCbKOTO AVXAHHS, MPO-
Te He BCi aBTOpU OyAM crieljiaAicTaMu-Tpybayamuy, i OCKIAbKYM Ha iHIIMX iIHCTPYMEHTaxX XapaKTepu-
CTUIKM BMAVXY MalOTh 3HauHi BiAMiHHOCTi, MaEMO KOHCTATyBaTu Ae]illUT AOCAIA>KEHD IJOAO BHU-
CBiTA€HHSI BOXAMBUX aepPOAMHaMIYHUX MOKA3HUKIB BUAUXY Tpybaua, AOCSITHEHHs SIKMX, Ha Hally
AYMKY, € KAIOUOBMM (PaKTOPOM Ha IIASIXY AO BUKOHABCbKOI'O YHiBepcaAi3my.

Merta cTaTTi — AOCAIAUTY BUKOHaBCbKUIT BUAMX Tpybaua, MIASIXY e(peKTMBHOTO PO3BUTKY Ba-
JKAMBMIX a€pPOAMHAMIYHMX XapaKTepUCTUK B KOHTEKCTi AOCATHEHHS BUKOHABCbKOT'O YHiBepCaAi3My.

Buxaaa ocHoBHOro marepiaay. QisioAoriuHe AMXaHHS — 1ie MPOLeC ra3000MiHy MiXK AlO-
AVIHOIO Ta OTOuylo4uM ii aTMocdepHuM nositpsim. Ha Aymky Irops I'puryca, aBTopa npaui «®isu-
YyHa peabiAiTallis B MyAbBMOHOAOTIi», AUXaAbHa CUCTEMA CKAAAAETHCS 3 AMXAABHMX IIASIXiB, TOpPTa-
Hi, HOCOBOI ITOPOYXHUHY, HOCOTAOTKH, Tpaxei, OpOHXiB. A B AereHsIX BiAOyBaeTbCsI MpoLecC razooo-
MiHY LIASIXOM HaCM4YeHHsI KPOBi KMCHEM i BUBEAEHHsI 3 Hel ByTAeKMCAOTo rasy [6, c. 8].

Crenycdika BUKOHAaBCbKOTO AVXaHHS HaOyBaAa IEBHOTO CEHCY 3 YaciB IepLIOro BOKAABHOTO
criBy abo rpy Ha AYXOBOMY iHCTPYMEHTAaABHOMY 3HapsIAAI, OCKIABKYM AVIXaHHSI Y AQHOMY BUITAAKY
MMOYMHAAO KepyBaTUCS CBIAOMICTIO My3MKaHTa i BUKOHYBaTH (PYHKLi0, OKpiM ¢isioAoriyHux mo-
TpeO, 3a0e3MeueHHs Npoliecy reHepallii 3ByKa Ta BUKOHAHHS MY3MYHOTO TeKCTy. BukoHaBelpb Ke-
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pye das3o BAMXaHHS Ta BUAMXAHHS, CBIAOMO 3aCTOCOBYE HEOOXiAHI AVIXaAbHI M'sI31, 32 AOIIOMO-
TOI0 SIKMX 3AIMICHIOETHCS BUKOHABCHKUM MTPOLeC.

BrKOHaBCbKe AVIXaHHSI AYXOBMKa 3yMOBAEHO B3aEMOAi€I0 M's3iB ropTaHi, sKi, 3riAHO 3 aHa-
TOMIYHVMM AQHVMMMU AIOAVIHY, PO3TAIllOBaHi MOPYyY 3 TakuMu M si3amu: «Criepeay Ta 300Ky ropTaHb
OTOYYIOTh LIUTOIMOAIOHA 3aA03a, MATIA S3UMKOBI M 5131 LK, TOBEpXHEBA Ta MEpPEATPaxeiiHa MmAac-
TUHKa IMiHOI dacuii, 33aAy A0 rOpTaHi MpUASITa€ rAOTKa <...> M’s31 TOpTaHi MOXKHa po3AiAuTH
Ha TpU TPyNu: M SI3U-3BY)KyBaui, M sI3M-PO3LIMPIOBAYi Ta M 53Y, 110 3MiHIOIOTb HAIIPY)KEHHS TOAO-
COBUX 3B’s130K» [18, c. 251, 256]. 3aBASKM 1LIUM M’si3aM MPOXIAHICTb MOBITPSIHOTO BMKOHABCHKOTO
BUAVXY MOJKE PETYAIOBATUCS, 3YMMHSITUCS, 03A00AI0BATUCSI CYOTOHOBOIO OCHOBOIO 200 MYABTHU-
¢dboHikamu. 3a AOIIOMOTOI0 AQHMX M S13iB MO>KHa BUKOHYBATU 11 aTaKy 3ByKa. KoAaoBi M's13u Tpaxeii-
HOI TpyOKM 3B’sI3yI0OTh Xpslii Tpaxel Ta, 3a pe3yAbTaTaMU HAIMX CIIOCTEPEXXeHb, CKOPOUYIOThCS
HaNpPUKiHLi ¢pa3y BUKOHABCbKOTO BUAMXY a00 ITip Yac eKcripallii 3aAMIIKOBOTO MOBITPSI B MOMEHT
MPUMYCOBOI AeKoMIpecii. Y po6oTi AuxaAbHOI cucTemMu 6epyTh y4acTb Oponxu. «['0AOBHI 6poHXM
IIpU BXOAlL KiHLIEBUM BIAAIAOM NOBITPOHOCHMX IIASIXiB, IO TAAY3ATbCS Bip Tpaxel AO A€TeHeBUX
OpoHXioA, yTBOpIOl0UM OpoHXOBe AepeBox» [18, c. 259]. BpoHXxioAM 3’€AHYIOTBCS 3 AAbBEOASIPHUMMU
X0AQMU Ta MillleyKaMU, AilaMeTp po3Mipy aAbBeOA AOpiBHIOE 0AU3bKO 0,3 MM. AereHeBi yacTku mi-
cTATh 12—-18 ayuHyciB (dcinus), 10 B mepeKAaAi 3 AaT. 03HAYA€ «IPOHO» — «1j€ YACTUHA AereHeBOl
napeHximy, B sIKill BipAOyBa€eTbCs ra3000MiH i siKa BiAITOBiAQ€ pO3raAy)KeHHIO KiHL|eBOI OpOHXiOAN.
Ao ckaapy alHyca BXOASTb NpUOAU3HO 14—16 auxaabHux Oponxioa, 1200—1500 aAbBeOASIpHUX
x0AiB, 2500—4500 aabBeoasapHux MimeukisB Ta 14 000—20 000 aapBeoA. KiAbKiCTh aLIMHYCIB y Aere-
Hsax pocsrae 30 000» [18, c. 263-264].

EAacTuyHy TAry AereHp 3yMOBAIO€E Takuil pakTop. BoHM BKpPUTi MAEBPOI0 — TOHKOIO CEpO3-
HOI0 00OAOHKOIO, SIKa IOKPUBAE TAKOXX TPYAHY MTOPOXHUHY, YTBOPIOIOYM IIA€BPAAbHY MIOPO>KHIHY,
1[0 MiCTUTb CEpO3HY PiAMHY, B PE3yABTATi YOTO YTBOPIOETHCS TUCK, HYDKUMI 32 aTMOochepHuit [23,
c. 577]. 3BUyailHUil BUAMX 3AIVICHIOETBCS TAKOX 32 PaXyHOK €AaCTUYHOI TSTM, 3MiHU ITOAOKEHHS
pebepHUX XPsIILiB, TSHKIHHS IPYAHOI KAITMHU Ta TUCKY OPTraHiB YepeBHOI MOPO)KHIHML.

['oAOBHe Miclje y BUKOHaBCbKOMY Ta 3BMYATHOMY AMXaHHI IIOCiAQ€ M'5130Be TKaHMHHE CIIOAY-
YeHHs], sIKe BipAiAsIe UepeBHY Ta TPYAHY IOPOXXHMHU — 1Lie Aladparma, 3 rpeku — diappaypa, «ie-
peropoaka»: «BOHa € OCHOBHMM AMXAaAbPHUMM M’SI30M, 2 TaKOXK M'SI30M 4YepeBHOro mpeca» [18,
c. 133-134]. Aiadpparma npu BAMXaHHI OBITPSI CKOPOUYETHCS T, PyXalOUMCh, ONYCKAETHCS AOHU-
3y, 110 CIIOHYKA€ Yy TPYAHill IOPO>KHVHI CTBOPEHHSI BiA'€MHOIO TUCKY, a Y UepPEBHill MOPOXKHUHI —
AopaTkoBuit THCK. TTip yac rpu Ha AyXOBOMY iHCTpYMeHTi aiadparma Moske omyckatucs A0 8—11
cM [2, c. 88]. BiAMiHHICTb IPUPOAHOTrO Ta BUKOHABCHKOTO BUAMXY MTOASITAE Y CTBOPEHHI IiA Yac rpu
3BOPOTHOTO OIOPY Ailadparmu, 3a paxXyHOK CKOPOUYEHHsI M s13iB epeAHbOI CTiHKYM >KMBOTA — IIpsi-
MOTO, MipaMiAHOTO, Ta CKOPOYEeHHsI M’s132 OOKOBOI CTiHKM )XMBOTa — 30BHILIIHBOT'O KOCOTO, 1[0 Ha-
AEXUTDb AO M s13iB uepeBHOrO mipeca [18, c. 134—135]. AkicTb xapakTepucTuku dasm BAUXaHHS 3a-
Oe3reyye BUKOHABLI0 HEOOXiAHMI 3a11ac 00’eMy MOBITPs AASL Ha3u BUAMXY Ta SIKICHOTO 3BYKa.

PaHHi eroxu, Ha ’KaAb, He 3aAUIIMAK O6araTo iHpopMaliii MOAO0 AOCAIAYKEHD BUKOHABCHKOTO
AVIXaHHS TPy0OauiB, AMille BiAOMO, 1[0 BUKOHABLIi Ha iHIINX MY3UYHUX iHCTPYMEHTaX HaAQBAAU Iie-
peBary KAIOUMYHOMY AuxaHHI0. Ha mpotuBary npomy ¢akty norpioHo 3asHaumMTy, 1o TpydOayi Ha-
BPsIA UM MOTAM 3aAOBOABHSATUCS LIUM BUAOM AMXaHHSI, OCKiAbBKM BUCOKUII PericTp Ha Tpydi BUMa-
rae€ MOTY)KHOTO AlapparMaAbHOTO BUAMXY i 32 AOITIOMOTOIO KAIOUMYHOTO AUXAHHS AOCATHYTY 3BYKa
B TpeTill oKTaBi HepeaabHO. AKOH Boaec i Aaekcanpep MakrpeteH (John Wallace & Alexander
McGrattan) cTBepAXYOTb, 110 BXe A. lllmep AaBaB cTypAeHTaM NMPaKTUYHI MOPaAU HOCUTHU ILVPO-
KUV IIKipSTHUI peMiHb Ha TYAY0i, 1100 miATpUMyBaTu AMXaHH: [44, p. 59]. Ha Hamy AymMKy, peMiHb
MII' 3aCTOCOBYBAaTUCSI B ABOX ITOB’SI3aHMX MDK CO0OI0 BUIIAAKAaX: AASL AOCSATHEHHsI e(peKTMBHOCTI
npu AiapparMaAbHOMY AMXaHHI, @ TAKOX SIK METOA 3aMo0iraHHs IPYIKi, 1[0 MOKE BUHMKHYTU IIpU
nepeHanpysi M's13iB UepeBHOI TOPOXKHVHM B IIPOLIeCi AladpparMaAbHOrO BUAMXY.
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3Bakarouy Ha mapTil, mo ix kommnosdutopu X VIII cToAiTTs HammcaAu AAsL TPyOU, i HeopAHOpa-
30Bi IPUKAAAM BIIPOBAAXKEHHS B HMX BEPXHBOTO PETICTPY, CTAE OUEBUAHO, 11]0 B €I10Xy 6apoKo OyB
BMICOKMII PiBeHb BMMOTI AO BOAOAIHHS Te€XHIKOI0 BMKOHAHHS BUCOKMX 3BYKiB. Hanpukaap, y bpan-
AeHbypabkomy koiepti Ne 2 V1. C. Baxa paasa Tpy6u in «F», B Tperiit yactuni Allegro assai € 3ByK
«g"»!, 3 ypaxyBaHHSIM TPaHCIIO3MULIii, 1je CBIAYMTD IPO Te, 110 BUKOHABLISIM TOTO YaCy OAHO3HAYHO
AOBOAVIAOCH 3aCTOCOBYBaTH BEAMKUI 00’'€M BUAVXY AASI BUKOHAHHS 1IbOTO 3BYKA, HE BUKAIOYEHO,
o 3 onopoM Aiapparmu (Ia. 1). [ToTpiOHO BpaxoByBaTH, 10 AQHUIT TBip OYAO HAIIMCAHO AAS Ha-
TYPaAbHOTO BUAY TPYOM 3 BUKOPMCTAHHSAM ITOAETIIeHOI BUKOHABCHKOI TeXHIKM «KAQPiHO», IO Ie-
BHJM YMHOM AQ€ MiAKa3Ky, K Tpybayi omaHOBYBaAM BUCOKIi 3BYKU. 3 iCTOPMYHMX AJKEPEA 3HAEMO,
o tpybau T'ordpup Paitxe (Gottfried Reiche) rpas 3 V1. C. BaxoM MpoTAroM OAMHAALSATY POKiB
(28, pp. 45-47].

BipoMmo 11 Te, 1110 BiH BUKOHYBaB CKAaAHiI baxoBi maprii y BUCOKOMY pericTpi, a CyAsIuM 3 110T0
KOMITAEKIIil TiAa, 300pakeHOl Ha opTpeTi, Paiixe MaB AOCUTh BeAuKuit (izioAOTiuHMIT TOTEHLIAA,
1[0 Mir 3abe3neuyBaTy AOCSITHEHHSI HEOOXIAHOT CHAM TIOBITPSIHOTO CTPYMeHsI BUAUXY. Lle mosicHIoe
J10TO 3MOTY I'PaTy Y BUCOKOMY PETiCTpi, OCKiABKM, BIATIOBIAHO AO 3aKOHIB (i3MKM, 0OCST BUAUXY Ta
TUCK BUKOHAaBCbKOTO AVIXaHHsSI Ma€ BIiAIIOBiAQTM BMCOTi 3ByKa Ta IIOAOXKEHHIO anepTypu ry6b
(3, c. 22].

Came Bip SIKiCHUX XapaKTepPUCTUK e(heKTUBHOI poOOTV BUMKOHABCHKOIO AMIXaHHS 3aA€XUThb
CTYIiHb OBOAOAIHHS yciMa acreKTamy, sIKi CKAQAQI0Th 0a3y YHiBepCaABHUX 3AaTHOCTEN CYy4aCHOTO
TpybOava. BiamoBipHicTh (asu BUAUXY SIKICHUM XapaKTEPUCTMKAM TUCKY CTPYMeHs MOBITps Ha-
AQCTb MO>XAUBICTb TIOAOAATY MPOOAEMY, IO CTBOPIOIOTH IEPETIOHY Ha IIASIXY AO OCSTHEHHS YHi-
BEpCaAi3My, cepeA HUX — BOAOAIHHS AKICHOIO I'POI0 Y BUCOKOMY PericTpi.

Hanpukaap, posrasHemo gparmeHT KoHLepTy pe Makop AAsl TpyOU, CTPYHHUX i KOHTiHYO
[eopra @iaina Teaemana (IA. 2) kauTMAEHHOTO XapakTepy. CKAQAHICTh HABEAEHOTO YPUBKA TOAS-
ra€ B AOTPMMAaHHI aKapeMiuYHOTO CTHAIO Ta TIAABHOCTI 3ByKOBEAEHHS, 2 TAKOX Y A€AIKaTHOMY BU-
KOHaHHI BMCOKOIO 3ByKa «e''» 3 BpaXOBaHOIO TPAHCIIO3MLIiEI0 B YETBEPTOMY Ta ITSITOMY TaKTax.
AAsl BUKOHaHHSI AQHOTO eITi30AYy Bia Tpybaua BMMara€Tbcsi 0e3yMOBHO CMABHUM OIIip Aiadpparmu
NP BUKOHABCbKOMY AuXxaHHi. CxoxXi TexHiuHi BuMoru € y pparmenti KoHuepty poast Tpyou pe ma-
xop Vorana ®puapuxa ®ama (IA. 3) mpy BUKOHAHHI TOTO X BICOKOTO 3ByKa «e''», 3 BpaXyBaHHAM
3a3HaY€HOro CTPOI0 TPyou «in D». [IpoTe THCK CTpyMeHs BUAMXY 32 MeXKaMM I'yOHOI anepTypu Tia
Yyac LMX ABOX BUKOHYBaHMX IIKOBMX 3BYKiB «e''» KOHLIepTiB . ®. Gama Ta I. ©. Teaemana BiApi3-
HAETBCA, SIK | BUKOHABChKI IIPUMIIOMH, AKX BOHM BMMAararoTb.

BiaToBiAHO, TOTPiOHO BpaXoBYBAaTU 1 iHII XapaKTePUCTUKU TUCKY CTPYMEHS IOBITPs NPy
BMKOHAaHHI eCTpapHO-AXKa30BUX TBOPIB, SIKi YaCOM BUMAralThb Bip TpyOaya yABidi 6iAbLIOro THCKY,
HDK B aKapeMIiYHOMY penepTyapi IpM BUAYYEHHI 3ByKa B OAHAKOBiN TecuTypi. Hanpukaap, Buko-
HaHHA TBopiB Ayica Aemetpio (Luis Demetrio) i [Tabaa beaprpana Pyica (Pablo Beltran Ruiz)
«Sway» (IA. 4) ab6o TI'ori Kapmaiikaa (Hoagy Carmichael) «Georgia on My Mind» (IA. 5) Bumaratu-
MYTb Bip Tpybaua yABiui OiABIIOrO THCKY CTPYMEHsI BUAMXY, HDK y BUKOHAHHI BUIIl€ PO3TASHYTUX
aKaAeMiyHMX TBOPIB.

BiaAMiHHOCTI BAQCTMBOCTEN THUCKY MOBITPSIHOTO CTpyMeHsI OYAO BM3HAUYE€HO Ta AOBEAEHO Il
€KCIIEPVIMEHTAABHO, ITiA YaC BUKOHAHHSI ABOX IIKOBMX 3BYKiB «e''», 3 AOTpMMaHHSAM BUMKOHaBCbhKOI
MaHepu pisHux 3a cruaeM TBopiB: Konueprty pe maxkop . @. TeaemaHa, 3irpaHoro Ha 3acapax aKka-
aemiuHoi crienudiky, Ta «Georgia on My Mind» I'. Kapmaiikaa, BUKOHAQHOTO 3TIAHO €CTPaAHO-
AXKa30BOI CTUAICTUKU. BiAoTak, y Mourykax BUABA€HHS aATOPUTMY 3aKOHOMIPHOCTI TUCKY BUAMXY
Ha MPaKTUL OYAO 3AIJICHEHO eKCIIepMMEHTAaAbHI AOCAIAYKEHHS 3aBASIKM 3aCTOCYBaHHIO L[ POBOro
MaHoMeTpa «Walcom EM-300B», B pe3yAbTaTti 4oro 6yA0 BCTAHOBAEHO Aialla30H CTaTUYHOTO TU-
CKy B POTOBIiIl MIOPOXXKHMHI y TpyOauya ITiA Yac Ipy LIASIXOM BBEAEHHS KaTeTepa Y pOTOBY IIOPOXKHMHY.

! Mu BUKOpUCTOBYEMO cucTemy HoTtauii [epmana ¢pou [eapmMroasLa.
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BiaTIOBiAHO, TTiA Yac BUKOHAHHS MKOBOro 3BYKa «e» y TBopi . @. TeaemaHa OYAO BCTaHOB-
Y. y Yy

A€HO CTaTUYHUI TUCK, SIKMI1 AOpiBHIOBaB 3,5 kKPa, KaAbKyAsLlisl SIKOTO BiaOyBaAacs mpu TemIiiepa-
Typi +26,8 °C. Toal AK NIpu BUKOHAaHHI B eCTPaAHO-AKa30Bill MaHepi TBopy I'. Kapmaiikaa noxasu
CTaTUYHOTO TUCKY (eHOMeHaAbHO 3pocaum y 3,2 pas3u i csaruyam 11,3 kPa mpu temmnepatypi
+28,2 °C. HaykoBui Hesia @aetuep (Neville H. Fletcher) Ta Aaekc TapHonoabcbkuit (Alex Z. Tar-
nopolsky), AOCAiAXyIouM BMMipIOBaHHSI 3aA€XKHOCTI 3ByKa BiA TMCKY BUAMXY, Y CBOIM CTaTTi
«Blowing Pressure, Power, and Spectrum in Trumpet Playing» [34, pp. 874—881] cTBepAXyBaAu,
[0 MaKCUMMAaAbHI ITOKa3M TUCKY BAaAocs 3adikcyBatu Ha mexi 25 kPa [34, p. 875]. lllonpaBaa, ui
€KCIIEPVIMEHTAABHI AOCAIAXKEHHS OYAY TIPOBEAEHI LIiIAKOM B iHAaKIIVX YMOBaX — IIOBHOI TepMeTNY-
HOCTi pOTOBOI MOPOXHUHM, Oe3 TeHepallii 3ByKa Ta He IiA 4ac BUKOHaBChKOTO MpoLiecy. [AeHTHnyHi
MakcuMaAbHi okasu tucky 0,25 kgf/cm? (o ~ 25 kPa) y poTOBil MOPOKHMHI MU TaKOX eKCIepu-
MEHTAaAbHO BM3HAUMAM 32 QHAAOTIYHMX YMOB 3aBASAKM BUMKOPMCTAHHIO MEXaHIYHOTO MaHOMeTpa
«MTTII 1M».

ButAymaueHHsIM BCTaHOBAEHOTO (peHOMEHY BiAMIHHOCTEN TUCKY BUAMXY € TOM (axT, 1jo
aKapeMiyHa Ta eCTPapHO-AYKAa30Ba CIleljiaAisalil, K B)Ke 3a3Ha4aAOCsI, OXOIAIKTh Pi3HI BUKOHAB-
CbKi IpMITOMMY, @ TAaKOXX IPMHLIMIIY 3aCTOCYBaHHS Pi3HOI anepTypu i HaBiTh MOAOXKeHHA si3MKa. Ta-
KX BMKOHaBCHKMX TPUHLMIIB MPUTPUMYETHCS 11 BUAQTHUI HiMeubkui Tpydbau OtTo 3ayrep
(Otto Sauter) CTOCOBHO NOAOKEHHSI sI3MKa Ta OMOPU AMXaHHS, 1LJO, HAa JI0T0 AYMKY, € iCTOTHUMU
Ba)KEASIMY Y BUKOHaHHI 3BYKiB pi3Hoi Tecutypu [5, c. 100]. BiaroBiaHO, Bia dakTopy pisHOro TMCKY
BUAVXY 3aA€XaTUMe SIKICTb Ta Pe3yAbTaT BMKOPMCTAHHS LIMX BMKOHABCBKUX NPUMOMIB Ta NMPUH-
yuniB. [To3ask BIiAMiHHOCTi OKa3iB THMCKy BUAMXY 3aAeXaTh i Bip iHAMBiAyaabHUX isiororiunmx
0COOAMBOCTEN BMKOHABLiB-TPyOauiB.

CpOroaHi BUpIllleHHsI MUTaHHS iMIIEAQHCY BUKOHABCbKOTO BUMAMXY € Y OiABIIOCTi BUIAAKIB
3aII0PYKOI0 BAQAOTO BUKOHAHHS 3BYKiB BUCOKOTO perictpy [5, c. 101]. [TocTae 3anuTaHHs: SIK AOCS-
I'TU iIMIIEAQHCY BMKOHABCbKOTO BMAVMXY? BUKOHaBCbKMIT BUAMX Tpybaua IEBHOIO MipOIO € 3BYKO-
BoI0 MaTepiero. [Ipu rpi Ha TpyOi MOBITPs Y AereHsix Tpybaya, Tpaxel, pOTOBiil TOPOXKHUHI, B LIMAi-
HAPVUYHOMY KaHaAl MYHAILITYKA Ta iHCTpYMeHTi IPaBUTb 3a MPOBIAHMK 3BYKa, KNI T€HEePYyIOTb Iy-
01, po3MilljeHi B MYHALITYILIi. 3aBAsIKM CKOPOUYEHHIO M sI3iB Ta AOCATHEHHIO ITEBHOI ONOpU B poOOTi
4epeBHOTO Ipecy, AladparMy BUKOHABCbKUI BUAMX — ra3oBa CyMill — HaOyBa€ BHYTPILIHbOTO
immepancy. B. Amatcbkuit Ha3UBa€ BUA AMXAHHS, 1[0 3yMOBAEHMIT po00TOM0 Aladparmu, abaomiHa-
ABHUM, YepeBHUM abo0 piadpparmasbhum [2, c. 90]. Hartomictp 1. Kobeup y cBoiit npaui «OcHOBU
HaBYaHHS I'pU Ha TPYOi» ommcye crenndiKy BUKOHAaBCbKOTO AVMXaHHSI, HAAQI0UM ITepeBary «rpyAo-
AladparmasbHO-uepeBHOMY» [14, . 32], MillIaHOMY BUAY AUXAHHS SIK OCHOBHOMY, IO CIIPUSIE, HA
JIOTO AYMKY, CTBOPEHHIO 0iAbIIOro o6’eMy Ta epeKTMBHOCTI BUAUXY [14, c. 31-36]. Biaommuit pa-
ASTHCBKMIT TPyOayu popaoMm 3 ykpaincbkoro Hixkuna Tumodin Aoximiep y cBoiit npaui «Cucrema
KOMITAEKCHUX BIIPaB TPyOaya» OTOTOKHIOE MAaAUM BAUX 3 TPYAHUM, TIOAOBUHHUI — 3 YePEBHUM,
TAMOOKUIT — 3 IpyAO-uepeBHUM [8, c. 8]. ToAl K da3y BUAVXY OIIMCYE AOCUTb HEBM3HAYEHO, HaAi-
Asttou ii pucamu 6araTorpaHHOCTI, 110 He miAAa€eTbcs Kaacudikariii. Posrasis y Takomy ¢opmari
aCIEeKTiB, TIOB’SI3aHNX 3 BUKOHABCbKMM BUAVXOM, TiABKM BiABOAiKa€e BUKOHABLIiB-TPyOauiB Bip BU-
CBiTA€HHSI HEOOXIAHMX Ba)KAMBYIX HOPMAaTVMBHMX [T0OKa3iB aepOAMHAMIYHMX XapaKTepPUCTHK.

B cyyacHomy GaueHHi mpu ¢popMyBaHHi iMIeAaHCY BUAVXY Ba’KAMBY POAb BiAirpaioTh M’si3u
ropTaHi, KopeHs s3uKa, Wik [5, ¢. 100]. Ha Hairy AyMKY, TOAOBHUM 3aBAQHHSIM € OTPUMAaHHS imIe-
AQHCY CTPYMEHsI BUAMXY, LIIO AOCSTAETHCS 3aBASIKM IMITIEAQHCY AMXaAbHMX M si3iB. ITpore, mip vac
BMKOHaBCBKOTO IPOLieCy HEOOXiAHO YTPUMYBATUCS i Bip HAAMIPHOTO 3aTUCKY AMXAaAbHMX M SI3iB.
Takoi X AYMKU AOTpUMYyHOTbCST ApHoap Askeitkooc (Arnold Jacobs) Ta Bpiooc Heacon (Bruce
Nelson) y npaui «Also Sprach Arnold Jacobs: A Developmental Guide for Brass Wind Musicians».
ABTOpPU PEKOMEHAYIOTb BUKOHABLI0 30CEPEAUTH YBary Ha sIKOCTi CAMOI0 MOBITPSIHOTO CTPYMEHS, a
He Ha Mpolieci KePYBaHHS AMXaAbBHMMMU M sI3aMU YePEeBHOI TOPO>KHUHU. 3ayBaXKYETHCS, 1[0 M s130Ba
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OyAOBa TiAa HAA3BMYATHO CKAAQAHA AASI TOTO, II0O KOHTPOAIOBATU pOOOTY OKpeMux M's3iB. Takum
YMHOM, IX NTOPaAOI0 BUKOHABLISIM € YHMKAHHS Y NEepPCHEKTUBI «IapaAidy», TOOTO 3aiiBOro 3aTuUC-
KaHHS LIASIXOM (OpPMYBaHHSI BUAUXY Y HAMIPUPOAHIIINIA CIIOCIO, aHaAi3yl0UM XapaKTepUCTUKU
noBiTpsiHOTO cTpyMeHs: [37, p. 33].

[Tpotsirom XIX cToAiTTs B icTOpii TPyOHOTO BUKOHABCTBA 3’ IBASIIOTHCS IIpalli, B SIKUX A€AAi
yacTille creljiaAbHe MicClle BIABOAUTBbCA BMBUYEHHIO BMKOHABCbKOTO AMXaHHsA. Taka TeHAEHLis
MOB’sI3aHa 3 3alliKaBAEHICTIO aBTOPiB AO BUCBITA€HHS MEBHUX MUTAHb TEXHIKM BUKOHABCHKOTO AU-
XaHHS, a TAKOX 3 MOSIBOIO TA AKTUBi3alli€l0 HOBUX BUAAHb TPYOHMX METOAMYHMX LIKiA, TPEHYBaAb-
HVIX CHCTEM Ta KOMIIAEKCIB BIIpaB. TakuM 4nMHOM, y CBiTi BiAOyBalOTbCs EBHI 3pYILIEHHS Y AOCAI-
AYKE€HHI BUKOHaBCbKOTO AMXaHHs. [I[eBHMM MOIITOBXOM AASL CTPIMKOTO PO3BUTKY IHCTPYMEHTAAD-
HOT'O HAaBYaHHsI, 30KpeMa B ACIHEeKTi BUKOHABCbKOTO AMXAHH:A, CTAaAO BIAKPUTTA 1795 poky ITapusp-
Kol KoHcepBaTtopil. Cepea nepuix ¢ppaHiy3bKIX aBTOPiB METOAMYHUX PEKOMEHAALLi OyAu: AHTY-
an ®Opancya ['obep (Antoine Frangois Gobert, 1822), Exxen Poit (Eugéne Roy, 1824), XKosed I'e6-
rapp Kpecep (Joseph Gebhard Kresser, 1836), Ayiaxi Mapuckori (Luigi Mariscotti, 1837), JKau-
Barucr Iuaby (Jean-Baptiste Schiltz, 1843), J)Kosed Dopectbe (Joseph Forestier, 1844), BikTop
Kocunioc (Victor Caussinus, 1846), Apoabd Bpyabon (Adolphe Brulon, 1851), @. AoBepue (1855—
1856). Y 6iABLIOCTI LMX LIKiA-METOAMK aBTOPCBHKi MOPAAM IIOAO AVXaHHS 6a3yBaAMCs Ha TPYAHO-
MY BUAI AMXaHHs, OyAM CTUCAVIMM, aAe TaKi 3aCaAll BUKAMKaAU NMOTPeOy OiAbLI I'PYHTOBHOTO
CY0’€KTUBHO-TICUXOAOTIYHOTO po3rasipy. Toxx Tpybau JK.-B. Apban (Jean-Baptiste Arban) y cBoiit
npati 1887 poky «IlIkoaa rpu Ha Tpy0i, KOpHeTi, GAIOreAbropHi Ta TEHOPi» Ta B ii HiMelbKOMY IIe-
peBraAaHHI 1987 poky B onuci peKOMeHAALiN I[OAO BUKOHABCbKOI'O AVXAaHHSA IIPOIIOHYBAB I'PYAHU
BUAVX A€T€Hb, OMUHAI0UM Alapparmaabuuit BUpaux [27, p. 8]. BoaoHouac ApbaH BXe y CBOIll MeTO-
AULIL OAHMM 3 MepIINX TPYOadiB BUCYBAE rinoTe3y akyCTUYHUX 3MiH Ipu (HaKTi yTBOPEHHS OiAbILO-
rO TUCKY MOBITPSIHOTO CTPYMEHs, apTyMEHTYIOUM Lie 5IK «30iAbIIEHHS Baru IOBITPSIHOIO CTOBIA,
1110 TVICHE Ha AereHi» [27, p. 8].

Lli aprymeHTU TaKo>X MOKHa BIAHECTU i AO BHYTPIIIIHbOTO iMIIEAQHCY MOBITPsI, 110 MepedyBae
B A€reHsX TpybOaya y mepluri CeKyHAU iHcCIipaliii, OAHaK ycTaAeHi 3aKOHOMipHOCTi Cy4aCcHOI BUKO-
HaBCBKOI MPaKTUKU CBiAYATh, 110 epeKTy YTPMMaHHs SIKICHOTO iMIIEAQHCY IIPOTSITOM BUAMXY Oe3
poboTu pAladpparmu, Ha >KaAb, AOCSITTU HEMOXXAMBO. ToX OiabIIicTh TpyOauiB-meToAMCTIB XX CTO-
AITTSI AMIIIE 3 4YaCOM ITOCTYIIOBO IPYHTYBaAU CBOI poOOTM Ha TexHilli AladpparMaAbHOTO AVMIXaHHS,
IPUAIASIIOUM JIOMY A€TAaAbHY yBary. B mpausix MMHYAOro METOAMYHI MO3MLiii, 1[0 IPYHTYBaAUCs O
Ha AlapparMaAbHOMY AMXaHHI, HEPIAKO OIMMCaHi TOBEPXHEBO, 1110 AO3BOASIE AMIle pOOUTU TilOTe-
TUYHI BUCHOBKH, CIIMPAIOYMCh Ha PE3YABTATU AOCAiAKEHb MEePCOHAABHOI, biorpadiyHoi, BUKAaAA-
LIbKOI Ta BUKOHABCbKOI TBOPYOCTi aBTOPIB.

Bip moyatky XX cTOAITTSI aBTOpU-TPYDadi pO3NOBCIOAYKEHNX aMEPUKAHChKIX TPEHYBAABHUX
CUCTEM PO3TASIAQAY NMUTAHHSA BUMKOHABCbKOTO AMXAHH:, 30CEPEAXKYIOUMCh HA 3AMOBHEHHI yCbOIO
0o0’eMy AereHb, aAe He 3aBXAU lle IepepbayaA0 TeXHIKy TIPYyAO-AiadparMaAbHOrO AMXaHHS.
I'. A. Kaapk (Herbert Lincoln Clarke) y cBoiit mpaui 1912 poky «IloyaTkoBe HaBYaHHS» MPU pO3-
TASIAL IMTAHHS BUAMXY HaroAOILIYBaB Ha BaXAMBOCTI PO3BUTKY I'DYAHOI KAITMHMU, BiH MIAKPECAIO-
BaB BaroMiCTb piBHOMIpPHOCTiI BMAMXY Ta itoro cBoboay [31, p. 5]. I'api @peinrapat (Harry Freis-
tadt), omyoaikyBaBuu y 1959 poui metoauky Makca 1lIaoc6epra (Max Schlossberg), onucye 3acapu
AladparMaAbHOTO AMXaHHS, MO3asK AQHUX METOAMYHUX 3acap AOTpuMyBaBcs ii aBTop [39, p. 3].
Kaoa T'opaos (Claude Gordon) y cBoemy kommaexci BripaB «CUCTEMAaTUYHUI THAXIA AO LIOAEHHOI
MpaKTUKM I'pu Ha TpyOi» (1977) pae mopaay 3a0yTu npo piadparmy Ta rpyaHe abo rpyao-uyepeBHe
AVIXaHHS i AaAi 6asye cBilt «mmipaxip» Ha disiororiuHmx BIAYYTTSAX, 5Ki 32 03HAKaMM CXOXi BCe X Ta-
KU Ha AiadparMaAbHUI BUA AUXaHHS: «3pO0iTh BEAKUI BAVX — HAIIOBHIOWTECS 3HU3Y AO BEPXY,
o6 BipuyBaTu cebe CUTMM... He TipHiManTe naedi» [35, p. 7] Tomo. Kapmin Kapyso (Carmine
Caruso) y cBoii1 mpati «My3uuHa riMHacTuKa AASL AYXoBux» (1979) npoHukae B TOHKOLI pakTopy
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¢isioaoriuHoro 300poB’st Tpybaya Ta peKOMEHAYE POOUTU BAMXAHHS AMLle HOCOM, apTYMEHTYI04M
1€ Kpallol0 BEHTUASILIEI0 HOCOBMX I1a3yX Ta MiHIMaAbHMMM 3MiHaMu No3uLii M’s13iB amoOyuypy [30,
p. 8]. Uapas Koain (Charles Colin) y cBoil1 KoMIAeKcHii1 MeTOANL, Y KHU3i 4eTBepTiit «KOHTpOAD
AVIXaHHsI», orybaikoBaHiin 1980 poKy, Hapa€e PO3rOpHYTi MOSICHEHHs Ipoliecy AiadpparmMasbHOro
BUAUXY [32, pp.2-9]. TTocAipOBHUKAMM METOAVMYHMX TPAAMLiil BuIllle IepeAiueHuX aBTOPiB-
TpybauiB y cdepi piapparmaspHoro pAnxanus € Axxepom Kaaer (Jerome Callet, 1987; 1992), Aaen
Bisyti (Allen Vizzutti, 1990-1991), Biabsim Beit (William Bey, 1996), Kim Aanik (Kim Dunnik,
2001; 2010), Kpuc I'exep (Chris Gekker, 2002), AuToHni ITaor (Anthony Plog, 2003), AeiiBip Tikmen
(David Hickman, 2007), Epux Boagin (Eric Bolvin, 2009), Maiika ®@iain Mocmen (Michael Philip
Mossman, 2010), Bincent Cuvoruu (Vincent Cichowicz, 2011), Irop I'mika (2021) Ta iH.

Y XXI CTOAITTi acmeKkT TexHiKu BUKOHABChKOTO AMXAHHS MOXe IrepepabavaTtut il MamcrTep-
HICTb PIBHOMIPHOI'O PO3INOAIA€HHSI BUKOHAaBCbKOI'O BUAMXY, 1[0 € PATIBHMM MEXaHiI3MOM B iHTO-
HaL[IHUX TpOoraAuMHax. KOHTpOAb 3a piBHOMIPHICTIO PO3IIOAIAY BUAVXY HAaA3BUYAHO BOXKAUBUM y
BiAMiHHMX NPUHLIUIIAX aKaAE€MiUYHOI Ta eCTPaAHO-AXKa30BOI BUKOHABCHKOI crielindikyl, 3BaXXKauu
Ha Te, 1IJ0 TIOAEKYAU IX IITPUXOBA Ta iHTOHALlilIHa 3BYKOBa KYAbTypa MoKe pisHutucsa. Tobto, B
OiABIIOCTI BUITAAKIB AXKa30BMM TpybauaM Ba)KKO BiATBOPIOBATM BUTOHYEHI apTUKYASILIiMHI Mpu-
JMIOMU aKaAEMiUHOTO CTUAI0 BUKOHAHHS, TOAl SIK «aKaAeMidHi» apTUCTU HECIIPOMOXXHI BUKOHATU
TEXHI4YHi apTUKYASLIiHI TOCAIAOBHOCTi 3 BUKOPUCTaHHSIM «AiroBaHoro» [21, c. 8] abo «1moAoBuH-
Horo» [21, c. 82] sA3MKa AOMOMDKHOI A>Ka30BOI apTUKYASILil, HalpuKAap 0i-0y-0a abo ma-0a-oa.
Tak, Oaer CTemypKo HaroAOLIye, 1[0 BUAUX € HAIBR)KAMBIIIOI YMOBOIO «AIFOBAaHOTO» SI3MKa, 110
BJMMAara€e IMOCTiTHOTO Hamopy MOBIiTpsiHOTo cTpyMeHs [21, c. 8]. B AaHMx obcTraBuHax BpaxXyBaHHS
AOAQTKOBOTO OIIOPY $I3MKa, L0 IMOCAA0AIOE NOBITPSIHMII CTPYMiHb B POOOTI apTUKYASLIMHUX
IITPUXOBMX KOMOIHAL[il, Ta 30iAbIIEHHS 00CITY BUAMXY HAAQIOTh TlepeBaru Tpybauy y BUKOHaBCh-
Kill apTUKYASLIITHO-3BYKOBIi/1 MaiiCTEPHOCTI.

BiAMTOBiAHO AO 3araAbHOI METOAOAOTIUHOI KOHLeMLii 0iAbIIOCTI BIAOMMX HaM Tmpallb, MPU-
CBAYEHMX PO3TASIAY BUKOHAaBCbKOTO AMXAaHHS, MY BUMOKPEMAIOEMO TaKi 3aKOHOMIPHOCTI: Bip CTy-
neHs1 epeKTUBHOCTI poOOTU ycCix M's13iB-aHTAaroHiCTiB, 5IKi 6epyTb y4acTb y BUKOHABCbKOMY AMXaH-
Hi, 3aA€XUTb POPMYBaHHS BaXXAVBMX BUKOHABCbKMX ACHEKTIB THYYKOCTi BOAOAIHHS TEXHIKOIO Iy-
OHOI amepTypu, MaHIMyAsLii TeMOpOM 3BYKa, CTAHOBAEHHSI ITEPCOHAABHOI MaHepU 3BYKa, BUKO-
HAHHS 3BYKiB BMCOKOTO PericTpy, 30iAbIlIeHHsI BUTPUMKM I'YOHUX M'sI3iB, CIIPOMO>KHOCTI 3aCTOCY-
BaHHs OiABLII KOHTPACTHOI AVHaMiKU 3BYKa.

Ha Hamy AyMKy, BUKOHAaBCbKUI BUAMX € CHIABHMM LIEHTPOM Y BUPIllIEHHI CIipHUX NMUTaHb Y
crietndilli Ta BUIlle3a3HAUEHMX aCIEKTaX aKaAeMidHOI Ta eCTPaAHO-AKa30BOI BUKOHaBChKOI ITpakK-
TUKU. ByspKocrenjiaaizoBani Tpybaui MOXXYTb HaroAOLIyBaTH, L0 NMPUCTOCYBaHHS I'y0 MOAEKYAU
CYTTEBO PI3HUTBHCS, 2 BUMOTIAa HAAMIPHOI CMAM 3BYKAa B €CTPAaAHO-A’Ka30BOMY BMKOHABCTBi LIKO-
AUTHh TEMOPOBMM XapaKTepUCTMKAM 3ByYaHHS TPyOaya akapeMiuHOTO BuXOBaHHs. TOX AaHi apry-
MEHTY He BPaXOBYIOTb (GaKTOP CMAYM BUAMXY Ta IIPONOPLINHICTD iMIieAaHCy anepTypu ry6. [ToaAioHi
BMiHHSI IIPOITIOHYETHCSI HAOYBATU B MMPOLieCi TpeHYBaHb — $SIK 0e3 iHCTpyMeHTa, Tak i 3 HuM. Haize-
(beKTUBHIIIMMY MOXXYTb OYTU B TaKMX TPEHYBaHHSIX CIELliaAbHO pO3pOOA€EHi TpeHa)Kepy BUKOHAB-
cpKoro AnxaHHs. AckactuH Croy (Justin Stowe) y cBOiil AOKTOPCBKiil AMcepTalil MPOIOHYE pU-
CTPOI AAST €PEKTMBHOTO MIBUAKOTO PO3BUTKY IOBITPSIHOTO BUAMXY: AUXaABHUI MILIIOK, TPEHAXep
AVIXaHHSI, BUKOPUCTAHHSI AMXAAbHOI TPYOKM, AeunbeA-MeTp, iHCIipaTop, CTUMYAIOOYMIL CITipo-
MeTp, KOMOiHOBaHUI MaHOMeTp 3i 3MiHHMM omopoM [41, pp. 50-55]. Lli npuAaau AQl0Tb MOXAMK-
BiCTb IIBUAKO Ta e(peKTUBHO PO3BUBATU HANTOAOBHILII aepOAMHAMIYHI XapaKTepUCTUKM BUKOHAB-
CBKOTO BUAUXY, CEpeA SIKMX: 30iAblIeHHST 00’€eMy BUKOHABCbKOTO BUAMXY TPyDaya, AOCATHEHHSI Ma-
KCVMaABHVX MTOKa3HMKIB IIBUAKOCTI Alalla3oHy BUAMXY, BUKOHAHHS sIKiICHOTO (pOKYCyBaHHsI IOBiT-
PAHOTO CTPYMEHS BUAMXY, KOHTPOAD TUCKY Ta OIIOPYy BUKOHAaBCbKOTO BUAMXY.
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OTxe, AAST AOCATHEHHS BCiX Ba)KAMBUX aepPOAVMHAMIYHUX XapaKTepPUCTUK CTPYMEHsI BUAUXY
cyyacHOMYy Tpybauy NOoTpiOHO TpeHYBaTy! AMXaHHS 32 AOTIOMOTOI0 BU3HAHMX daxiBLsIMy epeKTHB-
HUIX, CIleljiaAbHMX, 3aIlaTEHTOBAaHUX TPeHaKepiB abo aHaAi3aTopiB BUMAMXY, 5Ki LITYYHO iMIiTYIOTBb
omip. HabyBiu Takux HaBMYOK, TpyDayi MepecTaHyTh IPAaTH «HAOCAIM», MiHIMi3yIOTh HEBAAAIL CITpo-
OV 3BYKOBUAOOYBaHHS Ta He OYAYTh MOBHICTIO 3aA€XKHI Y MalOyTHbOMY BiA IJOAEHHUX 3aHSTh.

KoHTpoAo0uM onip CTpyMeHs BUAMXY 3aBASIKM CTBOPEHMM CIIeLliaAbHMM yMOBaM i3 Bidyaai-
3allielo0 iHAMKATOPIB, HATIPUKAAA, TPEHAXKEPIB BUAKXY, TPYDad 3MOXKe TpeHyBaTu M 513U Aiadpparmu
Ta, OKPIM AOCSITHEHHs BHYTPILIHbOIO iMIIEAQHCY MOBITPA, 10 YTBOPIOETbCA Y AIASIHIIL MIXK AereHe-
BJMM 00’€MOM Ta POTOBOIO MOPOKHMHOI, KOPEr'yBaTy MOBITPSIHMI CTPYMiHb, 110 BUXOAUTDH HA30B-
Hi. AAS LIbOTO MOXXAMBO BMKOPUCTOBYBAaTM TaKe TEeXHiYHE YCTaTKYBaHHs: 00’ €MHO-MeTPUYHMUI
cuipometp «Voldyne» BuHaxipHukiB Aaraaca Crencaokena (Douglas Stenslokken) ta Asxona Ky-
csaka (John Kusiak), CIIA [40], pecnipatopuuit TpeHakep Puuappa Epukcona (Richard Ericson)
«Respiratory Exerciser» (CILIA) [33]; cnipomeTp BM3HauY€HHS B3a€MO3B 13Ky MK MOBITPSIHUM IIO-
ToKOM i TuckoM moBiTps «Electronic Incentive Spirometer», Bunaxipnukis FO-®@y By (Yu-Fu Wu),
Yi-llen Ai (Chih-Shen Li), Yyns-ITen Xcy (Chun-Peng Hsu), IOanp-€EHp Ban (Yuan-en Wang),
[ITa6ip Caip A6ayA (Shabbir Syed Abdul), Ason Aarau (Alon Dagan) (CIIA) [45]; TecTep BUAKO-
cTi cTpymeHs moBiTpsi «Spirometer» BuHaxipHUKIB €re3skeass KpacuabumkoBa (Yehezkel
Krasilchikov), Aunu AitrBak (Anna Litvak), ®eaikca Illecraupkoro (Felix Shestatski) (CIIIA) [38] Ta
iHi epexTMBHI pecnipaTOpHi MPUCTPOI, 1IJ0 BUKOPUCTOBYE Cy4acCHa MEAMLIMHA AAS TIOKpAI[€HHs
SIKOCTi XapaKTepUCTUK AuxaHHs. HeoOXipAHO 3a3HauMTH, IO 3aCTOCYBaHHS TpeHaxepiB, sKi y XX
CTOAITTi PO3pOOMAM MY3MKaHTU-AYXOBUKM, CIIPUYMHSIE AeAaAi OiAbIIMITI BIIAVB Ha PO3BUTOK BMU-
KOHABCbKOT'O AMXaHHA, aA’Ke BOHM HAaAQLITOBAHI AASI AYXOBMKA B KOPMCHOMY Alala3oHi MOKa3HMU-
KiB BUKOHAaBCbKOIO AMXaHHs. OAHaK TiAbKM A€sIKi 3 HMX AO3BOASIIOTb TPEHYBaTV BMKOHABCbKUI
BMAMX ITiA YacC 3BYKOBMAOOYBaHHS, 1[0 €, HA HAILly AYMKY, HaA3BMYallHO B&XKAMBUM acnekToMm. Ha-
NPUKAQA, 3aCTOCYBaHHS IPUCTPOIO AASI TPEHYBaHHS KOHTpoAl AuxaHHs «Device for Practicing
Breath Control» [36], Biaomoro mip HasBoio «Breath Builder», mo oro Bunaitios ¢arorucr l'a-
poaa I'ancon (Harold Hanson) 3i CIIIA, HesBaxkaloun Ha CBOI0 epeKTUBHICTD, He epepbavae Tpe-
HYBaHHS BUAVXY i3 reHepallielo 3ByKa — 0a3MHIOM, X04a A€sIKi My3VKaHTU IIPUEAHYIOTb MYHALITYK
y BXIiAHUJ OTBip TpeHaXXepa i HAMararTbCA rpaTy HA MYHALITYLIi.

Kopucrtb pAsl TpeHyBaHHSI BUAMXY MOXKYTb IIPUMHECTV TPEHa)KepH, IO NMPU3HAYAIOTbCS AAS
PO3BUTKY ¥1 iHIIVIX HaBUYOK, aA€ Ti, Ki BIAMBAIOTh Ha (GAaKTOP BUAMXY — HAIIPUKAAA, TPEHaXep
«BiabHI pykn» «Handsfree Wind Instrument Trainer» BunaxigHuka Cyxo Kima (Sooho Kim) 3 ITi-
BaeHHOI Kopei [42]. He3Bakaouu Ha Te, 110 TpeHakep MPU3HAYEHUIT AASL PO3BUTKY M si3iB aMOy-
1Iypa, BiH Ma€ B KOHCTPYKLil BEHTUAb-OOAT, SIKMI1 MO>KE PETYAIOBATU KiABKICTh BUXiAHOTO AMXaH-
Hs, IO 32 AQHMX YMOB MO>XHA BMKOPUCTOBYBAaTU B LIASIX PO3BUTKY BUAUXY. IIpucTpiit pAast TpeHy-
BaHHS TUCKY Y Yalllli MyHAIITYKa «TpeHakep AAS HaBYaHHS I'PM Ha AYXOBOMY MY3UYHOMY iH-
CTpyMeHTi» [7], AKUI CIIABHO pO3pO6MAA TPyIa PaASHCbKUX BuHaXiAHMKiB: FOpiit [pomoB, AHA-
peint Pumcokuit-Kopcakos, Cepreit Aoaros, €preninn AiTBiHoB, Auapeit CeMbOHOB, AAekceir AAi-
moB, Opiit [ puiieHKo, Mae TepeBary y ToMy, Lo TIiA Yac Py MOYKHA TPeHyBaTu BUAMX. Vloro rau-
AXKeM € KOHCTPYKLisf, sIKa CKAQAQETBCS 3 KOPITYCY CAaMOT'0 iHCTPYMeHTa Ta MYHALITYKA, OCHAILleHO-
ro TpybkamMu Ta MaHOMETpaMU, 10 He nepepbavyae 3MiHM MYHALITYKIB Pi3HOTO po3Mipy: uepes
PO30DKHICTD PO3MipiB iHAMBIAYaABHMX MYHAIITYKIB Y TPyOa4yiB HEMOXKAMBO rapaHTyBaTy BUKOPU-
CTaHHA AQHOTO TPeHaXepa Pi3HMMM BUKOHABLAMM. TakoXX y NpUCTPOI MOPYIIeHi aKyCTUYHi BAac-
TUBOCTI YallIKM MYHAIITYKa, OCKiABKM CITel[idaAbHO 3pOOA€EHI OTBOPU B MYHALITY1Ii, AO SIKUX IIPUEA-
HaHi TpyOKM MaHOMeETPIB, He CIIPUSIOTb a€POAMHAMIL]i TIOBITPSIHOTO CTpyMeHs BUAMXY. Maaa 4yT-
AVBICTD Ta TOUHICTb (iKCYyBaHHS MOBITPSIHOTO CTPYMEHS € TOAOBHMM I'aHAXKEM TPEHaKepa.
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Hap3B1M4aliHO BaXXAMBUM Y NpOLieCi TPEHYBAaHHA BUAMXY € OTPMMAaHHA BUKOHABCbKVX HaBU-
YOK Ha OCHOBi Cy0’€KTMBHMX BiAUYTTiB BUKOHABLSI Ha MPAKTULI, 1[0 CHOPMYIOTb AOCKOHAAY B3ae-
MOAiI0 piBHOBaru TUCKy I'y0 Ta CTpyMeHsI BUAMIXY.

ABTOp AQHOI CTATTi BMHAILIOB Ta 3allaTeHTYBaB « I peHa)kep-aHaAi3aTOp BUKOHABCHKOTO BU-
AVXy Tpybaua» [16] (Ia. 6; Ia. 7), sikuil A03BOAsIE TpyOayaM TpeHYBaTU BMAMX 3 Bisyaaisauiero xa-
PaKTepUCTUK TUCKY Ta LUIBUAKOCTI IpY I'Pi HA MyHAIUTYLI.

BucHoBKku. 3aBASIKM aHaAi3y npaip 3 aHaTOMO-(i3i0A0TriYHOT OYAOBU AereHb OYAO BUCBITAe-
HO BO)XXAMBI 3aKOHOMIPHOCTI MpOL[eCy BUKOHABCbKOTO AMXaHHS. TakoX OYAO AOCAIAKEHO IPYHTO-
BHi YKpalHCbKi Ta 3apyOiXKHi Mmpalji B raAysi BOKaAbHOT'O Ta AYXOBOTO BMKOHaBCbKOT'O MMUCTELTBA,
SIKi IPOTATOM iCTOPil BMKOHABCTBA CIPUSIAU PO3BUTKY TEXHiIKM BMKOHABCbKOIO AMXaHHA. byau
€KCIIepMMEHTAAbPHO BM3HAY€Hi Ta OOIPYHTOBaHi BiAMIHHOCTi TMCKY BMKOHAaBCHKOTO BUAMXY IIpU
aKapAeMiYHOMY Ta eCTPAAHO-AKa30BOMY BMKOHaHHI. AOBeAEHO, 11J0 OBOAOAIHHS I'PaAALIi€l0 BUAUXY
€ BOXAVBOIO YMOBOIO AASI AOCSITHEHHsI TpyOHOI yHiBepcaabHOCTi. Ha ocHOBi daxoBoi aAitepatypu
OyAa OoXapaKTepu30BaHa BOKAUBICTb AOCSTHEHHSI IMIIEAQHCY BUMAMXY BUMKOHABL mip yac rpu. Lli
HaBUYKY CIIPUATUMYTb PO3BUTKY T€XHiKM BUMKOHAHHSA BMCOKOTO PericTpy, AOIOMaraTUMyThb TPY-
0ayaM AOCSTTYM BUTPUBAAOCTI M'SI3iB Iy0, pO3IIMPUTY BUKOHABCbKi MOXXAMBOCTI apTUKYASILiTHO]
TEXHIiKM, OTTAaHYBaHHS SIKUX 3aKAapaTuMe QyHAAMEHT BMiHb AAS LIMPOKOI crieliaaisarii Tpybayva.

B pesyabTati po3BiAOK OYAO 3amIpPOIIOHOBAHO PsiA TPEHYBAABHMX BUHAXOAIB Ta MPUCTPOIB,
SIKi IPUILBMAIIYBaTUMYTb HaOyTTsI Ta pOpMyBaHHS HEOOXIAHMX HAaBMYOK B KOHTEKCTI SKICHUX ae-
POAMHaMIYHMX XapaKTEPUCTUK BUAMXY. 30KpeMa, OyAO 3aIIPOIIOHOBAHO BIPOBAAXKEHHS Y BUKO-
HaBCbKYy IIPAaKTUKY TPeHa)kKepa BUKOHABCbKOTO BUAMXY, SIKMI1 3allaTEHTYBaB aBTOP. Llel TpeHaxep
AO3BOAsIE 0e3 IKOAM AASL PizioAoriyHOTO 3A0pOB’sl TpyOaua IIBMALIE Ta ePEKTUBHIlE TPEHYBaTU
BMKOHaBChKe AMXAHHS Ta AOCSATaTU HEOOXiAHMX pe3YAbTaTiB BUAUXY — 110r0 00’€My, HIBUAKOCTI,
TUCKY.

Anpoballisi HalMX «PeLeNTiB» AOCSTHEHHSI HEOOXiAHOTO TUCKY BUMAMXY OyAa BBeAeHa y Ha-
BUYAAbHUI NPOLIEC AASI BpaXyBaHHA MOKA3HMKIB IIPY HABUYAHHI HA iHCTPYMEHTi BUKOHABLIB Pi3HUX
POKiB. Y pe3yAbTaTi TpeHyBaHHs BUKOHAaBCbKOI'O BUAMXY Ha « T peHakepi-aHaAi3aTopi BUKOHABCh-
Koro BUAMXY Tpybaua» O. KoHueBuya [16] OyAO BUSBAEHO JIOTO MO3UTVBHMI BIAMB Ha PO3BUTOK
aepOAVHAMIYHMX MMOKa3HUKIB, a caMe AOCSATHEHHSI HEeOOXiAHOI HMIBUAKOCTI CTPYMEHSI AMXaHHsS Ta
TUCKy. OCKiABKM TPEHYBaHHS Ha AQHOMY TPeHa)kepi 3aBASIKM 1100 YHIKaAbHil KOHCTPYKUii BiAOY-
BaAOCsI 0e3 CTBOPEHHS IITYYHOTO OIOPY, AQHUI NPUCTPiil AO3BOASIB HE CTBOPIOBATY HAaAMipHe Ha-
BAaHTA)KEHHS HA AeTeHi BMKOHAaBIIiB, @ OT>)Ke AOIOMAraB YHUKHYTU y IIOAAQABILIOMY 3aXBOPIOBaHHA
Ha eMdiszeMy AereHb, TOOTO aHOMaAbHOTO 30iABILIEHHS 00’€MY aAbBEOA, & TAKOXX PYIHYBaHHS MK
HVMMU TTEPEeTUHOK [6, c. 175].

BHacAipOK poOOTH Hap AOCATHEHHSM SIKiCHIIIMX MOKA3HMKIB THCKY, IPOTSIIOM OAHOTO POKY
Y ABaALSITY BMKOHABLiB-TPyOauiB BikoM Bip 9 A0 16 pokiB croctepirasocst 30iAbllieHHSI BUTPUBA-
AOCTi I'yOHUX M513iB, pO3LIMPEHHS] BUKOHABCbKMX MEX BMCOKOTO pericTpy, 36arayeHHs1 TeMOpaAb-
HOI MAAITpY 3ByKa. Y CTaplUMX BUKOHABLIiB BUILIOTO OCBITHbOTO PiBHA CIIOCTePiraAncs, okpim pos-
BUTKY BUKOHABCbKOTO AVIXaHHS, BAOCKOHAA€HHS TE€XHIKM BUKOHABCbKMX MPUMOMIB aKapA€Mi4HOTO
Ta AXKa30BOTO 3Pa3KiB, a TAKOXX NMO3UTUBHA AVHaMiKa BIIAMBY TPEHYBaHb Y BUITAAKAX BUIIPABACHHA
ncuxo¢izioAOriYHMX TOMMAOK, OB SI3aHMX i3 BUKOHABCbKUM AVIXQHHSIM.

B mexax ampobauii paHoro mporortumny «TpeHakepa-aHaAizaTopa BUKOHABCBKOTO BUAVXY
Tpybaua» O. KoHLjeBMYa ycTaTKyBaHHs OyAO IIPEACTaBAEHO Ha 3aCipaHHi AbBIBCBKOTrO 30HaABHOTIO
METOAMYHOTO 00’€AHaHHS BUKAAAQYiB AYXOBMX BiAAIAIB MIAHUX iHCTPYMEHTIB My3MYHUX HaB4Ya-
ABHUX 3aKA2AIB (3TipHO 3 BUTSATOM 3 MPOTOKOAY Ne 4 Bip 29.09.2022 poky). B pesyabrarti npeseHra-
il OyAO OTPMMaHO CXBAaAbHi BIATYKM Bip MPUCYTHIX meparoriB Buioi KBaAigikauiitHol KaTeropii,
CTapLIMX BUKAAAQYiB Ta MeTOAMCTiB-¢axiBLiB AyXoBoi raaysi. Bia3HaueHa edexTuBHIiCTD Ta pe-
3YABTAaTUBHICTb IIPMAAAY Y TPEHYBaHHI BUKOHAaBCbKOTO BUAMXY. ByAo cxBaAeHO pilleHHs Ipo He-
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00OXiAHICTD BIIPOBAaAUTY MPMAAA Y HABYAABHUI MIPOLIEC, JIOTO CUCTEMATUYHEe BUKOPUCTAHHS 3 Me-
TOI0 TPEHYBaHHS BUKOHABCbKOI'O AMXaHHA TPyOauyaMy, a TaKOX JI0rO BBEAEHHS Y IepeAik Heob-
XiAHOTO 00AaAHAHHS AASI BUBHAYEHHS TUCKY BUAMXY KaHAMAQTIB HA HABYaHHS B 3aKAAAAX My3UU-
HOI OCBITH.

BukopucTaHHs TpeHyBaAbHUX NPUMAAAIB BIIAMBAaTMMe Ha IE€PEOCMMCAEHHS INPOLIECY BUKO-
HaBCHKOTO BUANXY, LIJO AOTIOMOXKe eeKTMBHO BMUPIIINTY BUKOHABCHKi IIpoOAeMM, OB’ A3aHi 3 KO-
HTpoAeM (PaKTOpy piBHOBAru THUCKy I'yd Ta CTpyMeHsA BUAMXY. TOAl SIK AOCATHEHHs BIiATIOBiAHOI
SKOCTI aepOAMHAMIYHMX XapaKTePUCTUK BUKOHABCHKOTO AMXAHHS NPUBEAE AO allpOKCUMALi Ha
LIASIXY AO YHIBEpCaAi3My.
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KONTSEVYCH O.

THE TRUMPETER’S PERFORMANCE EXHALATION
AS ONE OF THE MAIN FACTORS IN PERFORMANCE UNIVERSALISM

Abstract. The article is devoted to the study of the trumpeter’s performance exhalation, in
particular the role of air jet pressure as an important criterion for achieving the universality of per-
formance. Drawing on previous research, the study shows the importance of achieving the exhala-
tion impedance during the performance. The article explores the anatomical and physiological as-
pects of performance breathing. The author analyzes the latest studies of Ukrainian and foreign
researchers in the field of vocal and wind performing arts, highlighting various ways and methods
of achieving significant results in mastering the technique of performance breathing. Considering
works of different styles, the article outlines the differences in performance exhalation in classical,
jazz, and popular music performance. The author highlights the ways of more effective application
of the technique of performance exhalation in terms of achieving a high register, muscular endur-
ance of the lips, articulation technique, the mastery of which will lay the foundation of skills for a
wide specialization of the trumpeter of classical, jazz and popular music. The author suggests a
number of training inventions and devices (in particular, his patented exerciser), the implementa-
tion of which in performance practice will allow faster and more efficient achievement of the nec-
essary qualitative aerodynamic characteristics of exhalation without harmful effects on the health
of the trumpeter.

Keywords: trumpet performance art, performance breathing, performance universalism,
trumpet exercisers, exhalation impedance.
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Abstract. A number of discoveries in the field of musical imagery and genre compositional
and linguistically expressive planes of the modern discourse of the twentieth century mark the
work of Borys Liatoshynsky (1895-1968). In this context, a special place in Liatoshynsky’s legacy is
occupied by the genre of piano prelude, which reflects the peculiarities of the composer’s style, the
process of its expressive modernization and, at the same time, demonstrates its apparent
continuity with the traditions of the past and the anticipation of the future. Outlining the author’s
expressive palette in the piano preludes, this article explores the artistic tasks and the employment
of the relevant expressive components during different periods of Liatoshynsky’s life, and examines
aspects of interpretation of these piano works. The aim is to study the role of the genre of the
piano prelude in Borys Liatoshynsky’s creative search and the issues of musical interpretation of
these achievements.

Borys Liatoshynsky sporadically turned to the piano prelude at his career’s early and mature
stages. The Prelude gis-moll (1914), the Mourning Prelude (1920), and the piano cycle Reflections
(1925) reflect the artist’s active search for avant-garde expressive means. In the cycles of piano
preludes created during the war (Op. 38, Op. 38 bis, Op. 44), the composer further enriches late
Romantic stylistic attributes, polyphonizes the musical fabric along with the generous use and
transformation of folklore intonation elements. In these exlorations, the composer comes to the
programmatic nature of the cycle through the use of epigraphs (Three Shevchenko Preludes,
Op. 38). In addition, at the level of the piano cycle, the composer builds a clear and coherent
structure that is in tune with the development of the sonata cycle.

The performance of Borys Liatoshynsky’s preludes is characterized by epic expression,
psychologism, and immersion in the emotional and the sensual. It is essential to show in detail the
intonational, agogic, dynamic, and textural modifications of the musical fabric, which should be
aimed at the architectonic integrity of the work’s construction, where development is achieved in
stages.

The preludes by Borys Liatoshynsky’s (especially those of wartime) have enjoyed a fortunate
fate in terms of performance. This is probably due to this music’s extraordinary emotional and
spiritual intensity. The cycles attract performers with their diverse intonational specificity and
exciting solutions in the field of piano technique. The performing style refers the listener to the
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late Romantic expressiveness, which resonates with the piano opuses of the outstanding
composers of the nineteenth and twentieth centuries. The conceptual complexity of the idea opens
up wide performing opportunities for the embodiment of an individual performane, which is
associated with hypothetical, conditional, and source aspects of the composer’s idea. In
interpreting Liatoshynsky’s prelude cycles, performers are guided by the author’s idea of
symphonizing the piano genre, expanding the boundaries of the instrument’s sound, where large-
scale transformations of the primary core occur through symphonic means. Thus, the main
performing difficulty lies in the embodiment of the idea’s symphonic nature through piano
expressiveness.

Keywords: prelude, piano cycle, the work by Borys Liatoshynsky, symphonism, performance,
interpretation.

Introduction. Borys Liatoshynsky (1895-1968) was a composer whose creative biography is
marked by several discoveries in musical imagery and the genre compositional and linguistically
expressive planes. Almost every work by the composer, regardless of genre and style palette, is
saturated with deeply individual innovations of the artistic expressiveness of the 20* century dis-
course.

In this context, the genre of the piano prelude occupies a special place in Borys Liatoshyn-
sky’s legacy. This genre reflects the peculiarities of the composer’s style and the process of its ex-
pressive modernization while simultaneously demonstrating its apparent continuity with the tradi-
tions of the past and anticipation of the future.

The relevance of this article lies in outlining the author’s expressive palette in the piano prel-
udes, the artistic tasks, and expressive components during the periods of Liatoshynsky’s life, and
the aspects of interpretation of these piano works.

The Aim of the Paper. The aim of the paper is to study the role of the piano prelude genre
in Borys Liatoshynsky’s creative explorations and explore the issues of musical interpretation of
these achievements.

The objectives are to outline the composer’s achievements in the piano prelude genre ac-
cording to the stages of his life, to trace the development of the genre in the artist’s creative search,
and consider the musical and interpretive aspects of Liatoshynsky’s preludes in the space of
contemporary performance.

Literature Review. The theoretical base of the article and its sources comprise works that
highlight the stages of the artist’s creative formation, aspects of his piano style, actualize the artist’s
explorations of the genre of the piano prelude and the issue of interpreting this genre.

Results and Discussion. Throughout his life, Borys Liatoshynsky’s use of piano genres
allows us to identify three successive stages in forming the composer’s artistic method. First, the
artist actively turned to the piano palette in the 1910s and 1920s; the piano works of the 1940s are
mature; and compositions of the 1950s and 1960s are artistically perfect. Regarding this
periodization of the Ukrainian composer’s creative explorations, Viktor Samokhvalov notes that
the composer’s musical universe as a reflection of the lyrical, psychological, and philosophical
modes of being was built “on the epic and romantic imagery of the first period and the bright
expressiveness of the figurative embodiment of the second period and the generous inspiration of
the Ukrainian melos of the ‘Slavic’ final period of his work” (Samokhvalov, 1977, p. 89).

Borys Liatoshynsky turned to piano composing throughout his life. As his student, friend,
and associate Belza noted, “from an early age, Borys was attracted to piano music. He devoted a lot
of time to studying it. As a student, he was already fluent in reading pieces of varying complexity

208



TEATP | MY3UKA: KOHLUENTYAJIIBAUIA MUCTELBKNX MPAKTUK

from a sheet. While studying at the Zhytomyr Gymnasium, he wrote many pieces for piano, which,
unfortunately, have not survived. However, it is known that the author performed them in public.
One of the open concerts featured the Quartet for piano, violin, viola, and cello written by the young
man, in which the piano part stood out for its emotional content and rich texture” (Belza, 1972, p. 5).

The works of the 1910s, the early period of the artist’s work, were created in late Romanti-
cism'. All of them, except for the Mourning Prelude, were composed before the artist entered the
composition class of Reinhold Gliére at the Kyiv Conservatory. Later, in the 1920s, the composer
participated in innovative composing processes. In his defining late romantic compositional style,
we can trace the features of expressionism and atonalism, which are distinctly embodied in the
piano cycle Reflections and his chamber and vocal works of this creative period.

The innovativeness of these ideas primarily testifies to Liatoshynsky’s development as a
modernist composer and his artistic style as a sub-romantic one with features of neoclassicism,
expressionism, and symbolism. Among the means that he employs are broken, flighty melodic
lines with expressive instrumental features inspired by recitation, speech expressiveness, and a
predominantly triple and dotted rhythm saturated with dissonant sounds.

Beginning in the late 1920s (the The Golden Crown opera), during the 1930s and 1940s, Lia-
toshynsky actively tested folklore material in various genres of work, from arrangements of folk
songs to piano preludes and large symphonic cycles. In the 1950s, Liatoshynsky’s folklore
experiments with Ukrainian melos transformed into a Slavic theme of creativity using Ukrainian
folklore and sources from Western and Southern Slavs. These explorations crystallized a vital
component of Borys Liatoshynsky’s artistic method, his epic ideas rooted in the nature of the
Slavic epic. Combining the features of romantic and expressionistic principles, the epic component
of the composer’s work becomes the dominant feature of his work’s national and stylistic
discourse.

The outlined components of the author’s vision of creativity, based on the symbiosis of late
romantic, modern, and folklore strands, shaped the appropriate type of expression and technique
of realization of the idea and influenced the symbolic concept of the ideas. Borys Liatoshynsky’s
artistic method is characterized by a unique chordal saturation, which helps the composer achieve
acerbic and dramatic sound, tension, and ecstasy in imagery. The composer’s style “is
characterized by a desire for the saturation of the emotional sphere, dramatization of expression,
sharpness of images, departure from the generally accepted traditional norms in Ukrainian music
of that time, completely new thinking, as well as typification of the principles of the structure of
themes, form, development techniques and the composer’s original sense of the laws of the drama
of the whole” (Hordiychuk, 1969, p. 421).

The composer’s ideas are genuinely philosophical and conceptual, even in minor genres. The
symbolic and semantic epicenter of his early piano works often highlights the hero’s inner world,
his introverted sphere of experience, where attention is focused on the symbolic perception of the
outside world. However, in his mature period, this theme is transformed into a symbolic and tragic
paradox of the hero’s existence and the world, which traumatically affected the fate of his Second
and Third Symphonies with their powerful intellectual musical sound.

! Mazurka No. 1 (January 20, 1910), Waltz No. 1 (February 1910), Mazurka No. 2 (June 1912), Scherzo (July 20,
1912), Mazurka No. 3 (July 1913), Prelude gis-moll (January 24, 1914), Waltz No. 2 (March 1914), Autumn Fantasy for
Piano (October 5, 1914), Mourning Prelude (December 19, 1920).
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Prelude gis-moll (1914). In general, the pieces of the 1910s, particularly the Prelude gis-
moll', concentrate on the features of the composer’s expressiveness that would later become
significant for the composer’s search for large symphonic forms. The thematic characterization is
distinguished by genre specificity, laconicism of expression, and potential for development. The
composer’s innate sense of musical form defines the logic of the dramatic growth of the entire
musical fabric.

The Prelude gis-moll is one of the composer’s first piano works. Composed in two versions —
a draft and its final version — the prelude impresses with its expressive notation (there are many
corrections, detailed notation of tempo and sound, etc.) The final version lacks these components.
Both scores are kept in the Borys Liatoshynsky Memorial Cabinet Museum in Kyiv. “In the work,
the composer uses rhythmic variability, rehearsal chords, and wide-ranging textural virtuoso pas-
sage ornaments, which are characteristic features of the language of the “early” Liatoshynsky,
laying the foundations of the author’s signature style” (Klyn, 1980, p. 175). The use of broken
passages, melodic constructions with pointed rhythmic figures (favorite quintal figures in the
middle voice create a unique characteristic of rhythmic pulsation), and dotted rhythmic formulas
create allusions to the early works of Alexander Scriabin.

It should be added that the use of components of contrasting polyphony (a characteristic
feature of the author’s expressiveness) in this early work can be traced through the use of
polyphonic texture with independently organized, rather expressive sub-voices. This “rhythmic
variability, rehearsal chord (in the construction of the culminating segments of the form), the
expressive value of small pauses, the use of wide-ranging texture virtuoso passage ornaments”
(Klyn, 1975, p. 8) is a characteristic manifestation of the artist’s early stylistic modernization, his
attempt to expand the canons of salon expressiveness and openness to innovative forms of
compositional creativity.

Mourning Prelude. Mourning Prelude was created in December 1920. The key of es-moll
chosen by the composer in the prelude and the programmatic nature of the piece immediately
indicate its tragic context, which refers to mournful compositions, primarily by Frédéric Chopin
(March from Sonata No. 2, Prelude No. 24, and other mournful opuses). This milestone idea,
which emerged between the Conservatory period of the 1910s and the independent period of the
1920s, fully demonstrates the direction of the composer’s search for immersion in the sphere of
modernist expressiveness of the first half of the twentieth century. The importance of this piano
idea for the artist can be traced in the citation of the miniature’s themes in the composer’s later
works and the rhythmic convergence of the themes of some of the composer’s works with this
prelude.

The dramatic development of the Prelude aims to recreate the mood of despair through the
realization of inevitability and death (a type of musical material in a quasi-chorale, where the chor-
dal presentation unfolds according to the principle of la mente) >. The diverse palette of the large
seventh chord in the Prelude creates dissonance aimed at creating tragic imagery. The work ends
on a major septacord in the IV low degree, which further exacerbates the work’s tragic figurative
and semantic content.

The tragic motif of the finitude of existence introduced by the composer would later be thor-
oughly tested in the second and third movements of the Ukrainian Quintet. Liatoshynsky’s use of

! It was created on January 24, 1914. The Memorial Cabinet Museum of Borys Liatoshynsky has a black and white
autograph of this work.

2 This technique was always used by Borys Liatoshynsky to realize the most tragic images.
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the themes of the Mourning Prelude more than 20 years later in other significant works testifies to
the importance of this work for his artistic pursuits.

Reflections (1925). One essential constituent of the piano prelude genre in Liatoshynsky’s
work is his piano cycle Reflections. Seven small programmatic pieces were created in 1925 when
the composer often turned to the poetry of the Symbolists. The composer was so fascinated by the
ideas of the Symbolists that almost all of his piano works of the 1920s are based on the principle of
unfolding musical material from a single symbolic theme, which is endowed with special,
laconically expressed features and a particular intonational structure capable of self-organization
and with significant potential for dramatic development. As in his previous works, Reflections also
shows the influence of Scriabin’s philosophy, depicting an ideal dream image.

They are united by a generalized programmatic content of a specific nature: Maestoso e con
fermezza, Velutato assai, Tempestoso, Disperato e lugubre, Come di lontananza, Ironicamente
misurato assai, Con agitazione. These works reflected Borys Liatoshynsky’s creative ideas, the
world of his thoughts and emotions, his modern worldview.

The cycle is innovative in terms of the composer’s musical and expressive toolkit. According
to Natalia Zaporozhets, the piano cycle Reflections is atonal music, where “there is almost no
melody, and the abstractness of thinking and the complexity of musical language reaches its
apotheosis” (Zaporozhets, 1960, p. 14). As already noted, the use of the thematic material of the
Reflections in the Fourth Symphony, Op. 63, and later in the Pieces for Viola, Op. 65 indicates that
in the parts of this cycle, the composer concentrated on philosophical issues that he would
repeatedly address in the mature and late stages of his life in large-scale symphonic ideas.

The dramatic concept of Reflections is based on the intersection of the artist’s ideas and their
reflections — rethinking, reassessing, and reinterpreting. These reflections convey “as if a sideways
look at the same events, but not directly, but as if from a distance. This leaves an impression of
painful longing for what was desirable but never happened” (Kovalska-Frait, 2009).

The overall structure of the cycle is innovative. As Kharchenko notes, “in terms of
composition, the cycle is based on the sonata form <...> with elements of varied development <...>
pieces No. 1 and No. 2 are the exposition and rising action, No. 3 — No. 6 are the development of
the conflict, the developmental sections, which have two semantic climaxes: Play No. 4, one of the
most tragic moments of the cycle, and No. 5, the most lyrical and psychological moment of the
cycle, the moment of Man’s departure and immersion in super-reality. Finally, piece No. 7 is a
reprise of the entire cycle. The composer builds the development very characteristically for his
style: a wave-like unfolding of themes, movement forward with abrupt stops and new build-ups,
after turning points — a retreat into distant tonal spheres (which are conditional because the tone
itself is conditional)” (Kharchenko, 2006, p. 136). The composer would later use similar approaches
at the macroform level in his Ukrainian Quintet (1942), a monumental chamber music work. Due
to dramatic features and intonational connections, the entire four-movement cycle is structured at
the level of macroform as follows: the first two movements are exposition (the first movement is
the central part, the second movement is the side part), the third movement is development, and
the finale is a reprise. Thus, in both Reflections and the Ukrainian Quintet, the composer operates
with robust processes that testify to the formation of Liatoshynsky as a symphonic composer.

In general, the cycle of Reflections is “a special type of author’s thinking, inherent in the re-
flections of philosophical thought on the unity and contradictions of the World, endowed with
pronounced symphonic features of development, so to speak, a mini-model of Borys Liatoshyn-
sky’s symphonic” (Kharchenko, 2006, p. 142). From the point of view of the dramatic integrity of
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the work, it is worth noting that the cycle crystallizes the basic principles of deploying the semantic
idea, which will become significant for the composer’s symphonic work.

Three Shevchenko Preludes (Op. 38, 1942), Two Preludes (Op. 38 bis, 1942). The piano
cycle Three Shevchenko Preludes (Op. 38, 1942)! is the first piano cycle and the first piano work by
Liatoshynsky to be composed during the war. The Second World War is associated with changes
in the composer’s ideological and creative orientations, which resulted in the artist’s powerful
appeal to the Ukrainian theme and the use of folklore®.

The first Prelude is inspired by contemplative and pantheistic imagery. One can guess the
melody of the Ukrainian folk song “Through the ravine, boys, through the ravine” (“larom, hloptsi,
iarom”) in its melodic contours. An essential principle of the work’s development is the rhythmic
variation of the primary intonational core (quartal intonation). The second Prelude, the tragic
culmination of the cycle, is based on the folk song “Oh, I'll go through the meadow” (“Oi pidu ia
luhom”). For the composer, the harmonic character of the primary theme is essential, which is
realized in this prelude through the use of two fragments of different harmonic characters in the
melodic development. In the final, third Prelude, there are also tangible manifestations of folk
songs, as the composer engages with the folk song “Oh, there is a deep well in the field” (“Oi u poli
krynytsia bezodnia”). For the thematic individuality of the presentation of the musical fabric of the
prelude, the composer introduces a characteristic ostinato figure in the lower register. This
polyphonic unfolding of music unites each of the following themes.

As in the Reflections and the Ukrainian Quintet, the symphonicism of the idea of the
Preludes, Op. 38 can be traced through analogies of its formation at the level of macroform with
sonata development. In general, parallels with the principal and secondary parts can be traced in
the first Prelude due to the elaboration and two exposition constructions. The self-absorbed,
restrained, symbolic, and semantic narrative of the second Prelude compares with the slow parts of
the sonata cycle, so the heroic imagery of the third Prelude is related to the finale.

Two Preludes, Op. 38 bis (1942), also based on Ukrainian melodies, unlike the Three
Shevchenko Preludes, has no authorial program, although these two cycles were created simultane-
ously. According to Klyn, the very bipolarity of the symbolic and thematic formation “is a
comparison between the dramatic and tragic beginning of the first Prelude and the epic and lyrical
one of the second. The dialectical direction of the development of these images leads to their
mutual influence and disclosure of the scale of the aesthetic program” (Klyn, 1980, p. 253). In the
first Prelude, all the components of the author’s expressiveness (themes, harmonic means, texture,
etc.) are actively developing. However, the tonal structure of the prelude is clear and unifying. In
contrast, Liatoshynsky presents the central theme as tonally open in the second Prelude, actively
developing the second Prelude and forming a coherent composition of two pieces.

Five Preludes, Op. 44. The last cycle of preludes in Liatoshynsky’s creative explorations, Five
Preludes, Op. 44, belongs to the war period. Composed in 1942—-1943, almost simultaneously with
the two previous cycles during the crucial period of the Second World War, the cycle is united by a
common conceptual humanistic idea of development, the general embodiment of which will later
occur in the Third Symphony. Rhythmic, melodic, intonational, dynamic, tonal, harmonic, and

! They are found in editions with different titles: Shevchenko Suite, Three Preludes, and Suite.

2 The cycle marked the beginning of a new period of evolution in the composer’s piano and chamber music works,
based on his active use of Ukrainian themes and sources (Second Trio, Op. 41, Ukrainian Quintet, Op. 42, Fourth
String Quartet Op. 43, etc.)
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textural means of the composer’s musical language and their variation are all aimed at thoroughly
developing the five-part composition as an integral organism.

The first two Preludes (No. 1, Lugubre ma non troppo lento, and No. 2, Lento e tranquillo)
echo the imaginative palette of the symphony’s opening movement. The third movement (Allegro
agitato), fleeting and constantly changing, has similarities with the developmental sections of the
Third Symphony. The Fourth Prelude (Andante sostenuto), the tragic center of the cycle, echoes
similar themes of the symphony’s second movement in its imagery. Accordingly, the Fifth Prelude
(Impetuoso), the life-affirming cycle finale (major key, rich phonism, sharpened dotted rhythm,
wide intervals and density of piano texture) echoes the symphony’s finale.

Thus, Borys Liatoshynsky’s Five Preludes for Piano is a musical chronicle of the tragic events
of the mid-twentieth century. At the same time, the symbolic and semantic narratives realized in
the cycle raise the themes of national identification, the diversity of folklore elements, intergenre
interactions, philosophical themes, and the artist’s worldview, which formed the basis of his dra-
matic conflict in the construction of both a separate prelude and the whole cycle of preludes.

Performance of Preludes. The newly discovered layer of piano works by Borys Liatoshynsky
from the 1910s is only just being included in concert programs. These works were first performed
in the fall of 2020 as part of the presentation of the publication Borys Liatoshynsky. Piano Works of
the 1910s performed by pianists Antonii Baryshevsky, Tetiana Homon, and Valeriia Shulha. The
Prelude gis-moll was first conducted before the Ukrainian audience by A. Baryshevsky. His
interpretation of the work is characterized by intonational clarity and textural diversity in the
presentation of the idea, spatial distinctness in the sensations of musical form and its development,
and the exposition of the prelude with intentions to the genre of baroque prelude, where the
change of images and timbre color takes place quickly, ecstatically, and kaleidoscopically.

Regarding the performance of the Mourning Prelude (1920), it should be noted that the
pianist will, first of all, face a unique figurative sense of tragedy and sadness, which is conveyed
through the monotonous rhythm of the funeral march (mars funebru) and the muted timbre
comparisons of piano registers in combination with various types of technique. The performer’s
attention should be focused on the particular symbolic components of Liatoshynsky’s musical
harmonic thinking (intonation in the volume of a diminished quart as a generalized expression of
grief, mournful intonations in the octave compression of the chordal vertical in the melodic line of
the leading voice, descending intonational lexemes in the steps of the minor mode). The
performer’s intonational attention to these components will contribute to their deep inclusion in
the contextual field of the author’s intention. It is also necessary to carefully study the author’s
text, remarks, tempo, and agogic marks, which will contribute to reproducing significant stylistic
features of Liatoshynsky’s musical language.

In the contemporary performance of the Reflections cycle, there are two directions of
interpretation. The first is the realization of the cycle in the current performance trends. Often,
this approach does not make it possible to feel the authentic features of the author’s piano style,
which should be brought into performance practice. However, another direction combines current
performance practices and in-depth research on the music being performed. In this context,
Yevhen Rzhanov is an outstanding Ukrainian pianist and teacher who not only brilliantly
performed the Reflections on stage (recordings of his performance are archived) but also tried to
answer the question about the principles of style, intonation, and form of the Reflections (Rzhanov
& Tkach, 1982). As a brilliant performer of Liatoshynsky’s piano music, he often performed and
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recorded this work. At the same time, he enriched the views of musicologists with interesting
reflections on the performance of the cycle'.

In the Preludes, Op. 38, Op. 38 bis, and Op. 44, one can trace direct connections with the
traditions of late Romantic pianism. However, for the interpretation of these opuses it is essential
to adopt an analytical approach to the realization of the author’s intention, to understake a
polyphonic interpretation of the components of the multifaceted texture of the works, and to
achieve a clear manifestation of formative junctions with the help of dynamics, texture techniques,
and pedaling. The performer should pay special attention to the timbre and dynamic palette in the
stage reconstruction of the composer’s style with a well-thought-out multifaceted drama and im-
maculate expressive elements in depicting the artistic image.

Conclusion. Borys Liatoshynsky sporadically turned to the piano prelude at early and ma-
ture stages of his career. The Prelude gis-moll (1914), the Mourning Prelude (1920), and the piano
cycle Reflections (1925) reflect the artist’s active search for avant-garde expressive means. In the
cycles of piano preludes created during the war (Op. 38, Op. 38 bis, Op. 44), the composer further
enriches late Romantic stylistic attributes, polyphonizes the musical fabric along with the generous
use and transformation of folklore intonation elements. In these explorations, the composer comes
to the programmatic nature of the cycle through the use of epigraphs (Three Shevchenko Preludes,
Op. 38). Further, at the level of the piano cycle, the composer builds a clear and coherent structure
that is in tune with the development of the sonata cycle.

The performance of Liatoshynsky’s preludes is characterized by epic expression,
psychologism, and immersion in the emotional and the sensual. It is essential to show in detail the
intonational, agogic, dynamic, and textural modifications of the musical fabric, which should be
aimed at the architectonic integrity of the work’s construction, where development is achieved in
distinct stages.

The preludes by Borys Liatoshynsky (especially those of wartime) have had a fortunate fate in
terms of performance. This is probably due to this music’s extraordinary emotional and spiritual
intensity. The cycles attract performers with their diverse intonational specificity and exciting
solutions in the field of piano technique. The performing style refers the listener to the late
Romantic expressiveness, which resonates with the piano opuses of the outstanding composers of
the nineteenth and twentieth centuries. The conceptual complexity of the idea opens up wide
performing opportunities for the realization of individual performance, which is associated with
hypothetical, conditional, and source study aspects of the composer’s idea. In interpreting
Liatoshynsky’s prelude cycles, the performers are guided by the author’s idea of symphonizing the
piano genre, expanding the boundaries of the instrument’s sound, where large-scale
transformations of the primary core are achieved by symphonic means.

This factor is crucial for the performance of the preludes. In some performances, attention is
focused on the integrity of the form, the idea of symphonicity, when the cycle is thought of as a
single organism. In others, the focus is on detail, creating a changing image that represents the
emotional component of this music. However, when the performers realize the scale of the idea,
the idea appears holistic and is easily perceived by the audience.

! Born in 1938, Rzhanov was a student of Daniil Yudelevych at the Lysenko Kyiv State Music School since 1949 and
later a student of Yakov Flier at the Moscow Conservatory, where he also completed his postgraduate studies. For
many years he worked at the Kyiv Conservatory (1964—1985). Yevhen Rzhanov repeatedly turned to the works of
Borys Liatoshynsky, as evidenced by numerous recordings of the composer’s works.
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JIYH4YXI B.

XAHP ®OPTENMIAHHOT NPEAIOAIT
Y TBOPYUX MOLWYKAX BOPUCA AATOLWLMNHCBKOTO:
OCOBAUBOCTI BAKOHABCbHKOTO BTIAEHH9 ABTOPCbKOIO 3AAYMY

Amnoranis. TBopua 6iorpadis Bopuca Astoumucbkoro (1895—-1968) nmosHaueHa 11iA0I0 HU3-
KOI0 BIAKpUTTIB 5K Y cdepi My3muHOI OOpasHOCTi, TaK i >KaHPOBO-KOMITO3ULIiIHIiT Ta MOBHO-
BMPaXXaABHIl MMAOIVHAX MOAEPHOTO AVCKYPCY XX CTOAITTA. Y LIbOMY KOHTEKCTi 0COOAVBe Miclie
B CraAmHU B. AsTommHcbKoro nocipae >xaHp QopremiaHHOI MpeAroAii, sIKuit Biaobpaxae 0cob-
AVIBOCTi CTMAI0 KOMIIO3UTOPA, MPOLeC I0T0 BUPA>KAABHOI MOAEPHi3allil i OAHOYACHO A€MOHCTPY€E
JIOTO OYEBUMAHY CITAAKOEMHICTD 3 TPAAULISIMY MMHYAOTO Ta MEPEAUYYTTsM ManoOyTHboro. Okpec-
A€HHSI aBTOPCHKOI BUPa)KaAbHOI MaAiTpy y GopreniaHHUX MPEAIOAisIX, CPOKYCOBaHMX B HUX XYAO-
JKHIX 3aBAQHb T BUPa)KaAbHUX KOMITOHEHTIB BIATIOBIAHO AO MepioAiB JKUTTETBOPUOCTI ASTONIMH-
CbKOTO Ta aCMeKTiB iHTeprperTalii 11X popTeniaHHUX TBOPIB CKAAAA€ AKTYaAbHICTb 1iiei crarTi. [i
METOIO € AOCAIAXKEHHSI POAi >KaHpPY popTeniaHHOI IpeAtoAil y TBopuux nouykax b. AsgTommHcbKo-
ro Ta MUTaHb MY3UYHOI iHTepIpeTaLii 11X 3A00yTKiB.

Ao dopreniaHHOI npearoAii b. ASTOMMHCBEKIUI 3BepTaBCs CIIOPAaAMYHO HA paHHbOMY Ta 3pi-
AoMmy etamnax TBopuocTi. ITpu ubomy ITpeatopist coap-pie3 minop (1914), TpaypHa npeatoaist (1920)
nopsip 3 opremniaHHUM LUKAOM «Bipo6paskeHHs» (1925) cBiAYaTh MPO aKTUBHI MOIMIYKY MUTLS Y
30Hi aBaHTapAHOTO BMPa)KAABHOTO TOAS. Y LMKAAX GOpPTENmiaHHMX MPEAIOAiN, CTBOPEHUX Y 4Yac
BiitHM (op. 38, op. 38 bis, op. 44) aBTOp 11 HapaAi 36arayye Mi3HLOPOMAHTUYHY CTUAICTUKY, MOAi-
($OHI3ye My3MYHY TKaHMHY IOPsIA i3 LIEAPUM 3aCTOCYBaHHSM i TpaHchopmaniero GpOABKAOPHUX
IHTOHALIIMTHMX €A€MEeHTIB. Y LjMX MOLIYKaX BiH IPUXOAUTD NMPOTrPAMHOCTI Yepe3 BUKOPUCTAHHS elli-
rpadiB («Tpu llleBueHKiBchKi mpeAtoaii», op. 38). Kpim Toro, Ha piBHi Makpodopmu popremnianHo-
rO LMKAY KOMIIO3UTOpP CTBOPIOE YiTKYy i LIiAiCHY IOOYAOBY, CYTOAOCHY 3 PO3BUTKOM COHATHO-
CMQOHIYHOTO IIVKAY.

BukoHaHHIO npeAlopill b. AATOmMHCPKOTO NpuUTaMaHHA eMiYHICTb BMCAOBY, IICMXOAOTi3M,
3arAM0A€HiCTb B eMOLiTHO-4yTTEBY cdepy. BaxkAMBOIO € AeTaAi30BaHICTh MMOKa3y iHTOHAL|IHUX,
arorivHuX, AMHaAMIYHMX Ta GAKTYPHUX BUAO3MIH MY3UYHOI TKAaHMHY, 110 Ma€ OyTHU CIpsIMOBaHA Ha
apXiTEeKTOHIUHY LIiAiCHICTD TOOYAOBU TBOPY, A€ PO3BUTOK GOPMYETHCS 3i CBOEPIAHUX PO3POOKO-
BMX XBMAD fK €TalliB CTAHOBAEHHSI.

[Tpeatoail B. AATOMMHCHPKOTO, 0COOAMBO TBOPM BOEHHOTO YaCy, MAIOTh LIACAUBY KOHLIEPTHY
AoAm0. LIboMy cripusie Hap3BMYAlHA €MOLiIHA i AYXOBHA HACHA)KEHICTb i€l Mysuku. Livkau npu-
BaOAIOIOTb BMKOHABLIiB CBO€I0 PO3MaiTOK iHTOHAL[IMHOI Creln(iKow, LiKaBUMU pillleHHSIMU B
napuHi ¢popTeniaHHOI TexHiKM rpu. BUKOHaBCbKa CTMAICTMKA BiACMAA€E cAyXaya AO Mi3HPOPOMaH-
TUYHOI BUPa’KaAbHOCTI, SIKa IePeryKyeTbCs 3 GOpTeNiaHHMMH OIyCaMy BMAQTHUX KOMIIO3UTOPIB
XIX-XX croaith. KoHlLlennTyaAbHa CKAQAHICTD 3aAYMY BiAKpPMBA€ 1IMPOKi BUKOHABCbKi MOYKAMBOC-
Ti AASL peaaisauii iHAMBiAYaABHOTO BMKOHABCBKOTO BTiA€HHs, 1O TOB’sSi3aHe 3 TilOTETUYHUMU,
YMOBHMMU Ta AXKE€PEAO3HAaBUMMM aCHEKTaMU CTOCOBHO 3aAyMy KOMIO3uTopa. B iHTepmpeTtauii
LVIKAIB TIpeAtoAinn b. ASTOLIMHCHKOTO BMKOHABLi BiALITOBXYIOTBCS Bip aBTOPCBHKOI ipei cuMdoHi-
3auil ¢popreniaHHOro >XaHpy. Came B LIbOMY KPUETbCSI OCHOBHA BUKOHABChKa CKAAQAHICTbh — BTi-
A€HHSI CUMQOHIYHOCTI 3aAyMY 3acobamu popTeniaHHOT BUPa)KaAbHOCTI.

Karwuosi crosa: peAopis, dopremniaHHMII LIMKA, TBOPUiCTb bopuca ASTOMMHCHKOTO, CUM-
¢$oHi3M, BUKOHABCTBO, iHTEpIpeTallis.

Cmamms Haditiwra 0o pedakuyii 21.09.2023
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Amnoranis. PosrasHyTo iHTepnpeTauio o6pasy Mupocaasu B omnepi bopuca AATommHcbKoro
«30A0TUIT OOpPYY» Y CEMaHTUYHOMY acIleKTi. 3’COBaHO, L0 B 00pa3i AIBUMHM TUITI30BaHO Hail-
Kpallli pyCH >KIHOYMX TePCOHAXIB: MOETUYHICTh 1 AAriAHICTb HATypU, 3AATHICTb BIpHO 1 BIAAQHO
KOXaTH, BipHICTb piAHOMY HapOAY i Kpalo Ta TOTOBHICTb 3aXMIIATH JOTO Bip BOPOTiB. AOCAip>XKeHO
IPOBiAHY poAb 00pasy MupocaaBu y Apamatyprii ornepy sIKk OCHOBHOTO (aKTOpy AMHaMiyHOTO
PO3BUTKY CIOKETY, KM BIIAMBA€ HA BUMHKY IHIIMX repoiB Ta IPUCKOPIO€E 3MiHy noAiln. KoHcTaTo-
BAaHO CKAAQAHMII TICMXOAOTIYHMII PO3BUTOK XapaKTepy AiBUMHU, BiAOOpasKeHUI depe3 MOCTYIIOBe
sIKiICHe IepeTBOPEeHHs II TeMaTu3My. BMOKpeMAE€HO OCHOBHI eTany ICUXOAOTIYHOTO IepepOAKeH-
Hs IepoiHi, AKi po3KpuBa€e KOMNo3uTop. IlpoaHaAi3oBaHO ceMaHTMYHY 3HAYMMICTb iHTOHALlill, Ira-
PMOHII, AQAOTOHAaABHOCTi, TEMaTUYHUX ITOOYAOB, iHIIMX MY3UYHUX CTPYKTYP, 3aBASIKM SIKUM BiA-
OyBa€eTbCsl CTAHOBAEHHsI 00pa3y MupocaaBu. 3’s1COBaHO NMPOBiAHY POAB LIbOTO IIEPCOHAXY B KOH-
Lenuyii TBOpYy.

Kawuosi crosa: onepa bopuca AATOMMHCBKOTO «30A0THIT 0OPYY», CEMaHTUYHA iHTepIIpeTa-
1jis1, My3MYHa CEMaHTMKA, iAeiTHa KOHLIeMLlisl orepu, KiHouuit 06pa3 B omepi, TeMaTusMm.

ITocranoBka mpo6aemu. Onepa «30A0THIT 00pPYY» CTaAa MepIIMM CLEHIYHMM TBOpoM bo-
puca AsrommHcbkoro'. Komrnosurop orpumaB Aep>kKaBHe 3aMOBAEHHSI Ha HAIVICAHHS BEAVIKOI KOH-
LenLitHol onepu. 3aHYpeHHs y MPOOAeMaTHKY HalliOHAABHOI YKPalHChKOI KYABTYpH, icTOpil, AiTe-
paTypu, TAMOVHHE BMBYEHHSI MY3M4YHUX (OABKAOPHUX 3Pa3KiB AASl BTIA€HHS I'epOIKO-eIiyHOro
3aAYMY BEAMKOIO MipOIO BU3HAYMAU [IOYATOK HOBOI CTOPiHKM Y TBOPUYOCTIi MaiCTpa.

My314YHO-CTMABOBA CHCTEMa KOMIIO3UTOPA, sIKa CBIAOMO CTBOPIOBAAACS NIPOTATOM MalDKe
ABAALISITU TNONEPEeAHIX POKiB, HeHade «IIPUCTOCOBYETHCS» AO HOBOTO >KaHPY, CLIeHiYHO-BOKaAbHOI
inTepmperaliii, onepHoi TeMOpoBoi crienudiku. Hespakaroun Ha YMCAEHHI AOCAIAXKEHHS LIbOTO He-
nepeciuHoro apredakTy, CEeMaHTUYHMI> aCHeKT OIMHMBCS I103a YBarol HAayKOBLiB. BuBueHH:
CMMCAOBOI HalIOBHEHOCTi BOKAABHMX Ta iHCTPYMEHTAABHUX MAPTiil My3UYHUX 00pasiB y AMHaMiLji

! Omepa B. AsiTommHCbKOro «30A0THIT 0OPYY» CTBOpEHa Ha CIOKET icropmyHoi noBicti I. @panka «3axap Bepkyr».
Aibpero Hanucas fI. Mamountos. [Ipem’epa TBopy BipOyaacs B 1930 poui B ormepHux Tearpax Kuesa, Xapkosa, Opecu.
B ocraHHI poKM XUTTS KOMIIO3UTOP CTBOPUB APYTY PEAAKLIiI0 OIlepy: TBIp OYAO CKOPOYEHO — 3 A€B’sITU KapTuH (40-
TUPHU Ail) A0 BOCbMU (TpU All), @ TAKOX IEPETASIHYTO NapTUTYPY B OiK (PaKTypHOTO IOAErLIeHHs OpPKeCTPOBOI HapTil.
ITocTraHoBKa Apyroi pepakiiii onepu Bipbyaacs B 1970-1980-x pokax y AbBiBcbkoMy i KuiBcbkomy omepHux Tearpax.

2 CeMaHTUYHMIT ACMIEKT MOB’A3aHUI i3 PO3TASIAOM CMUCAOBUX 3HAYEHb MY3UYHUX CTPYKTYP Pi3HOTO PiBHs Ta ix
BIIAMBOM Ha (OPMYBaHH: iA€0AOTiYHOI KOHLIeMLil OTlepy B LiAOMY.
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ix cTaHOBA€HHs (30KpeMa, 00pa3y MupocaaBu, IKOMy IPUCBSTYEHA CTATTSI) AOIIOMOXKe Kpaliie 3p0-
3YMITU 3aAYM KOMIIO3UTOPA, CIOHYKAaTMMe AO HaPOAKE€HHSI HOBMX A€l TiA 4ac YyTiAe€HHS TBOPUMX
aMIIAya Ha CLieHi, HAAVIXHEe Ha HEOPAVHAPHI PeXMCePChbKi pillleHHs AK OKpeMMX CLieHIYHMX CUTYya-
1Iil1, TaK i onepu B LiiAOMYy.

AHaAi3 ocTaHHIX AOCAiAKeHD i myOAikanin. MysnyHa KOHLeMNList orepu «30A0TUIl 00pyy»
ASATOMVHCBKOrO BEAMKOIO Mipolo popMyBaAacs B PyCAi aKTMBHMX IMOIIYKiB BAACHOTO CTUAIO, 5IKi
BipOyBaancs y 1920-x pokax'. Y pocaipxennsix Oxcanu KoBaabcbkoi-@paitr [8], Oaekcanppa Ko-
3apeHka [9; 11], Haraaii Psa6yxu [17], Iropst CaBuyka [18; 19], Terssnu TyunHcbkoi [22] po3kputo
MpolieC CTUACYTBOPEHHS B Pi3HMX JIOT0 acmeKTax i Ha MPUKAAAL )XaHPOBMX MOAEAEN, AO SIKUX 3Be-
pTaBca KoMNosuTop y eyt nepioa. Came TBopuicTb 1920-X pOKiB pAaAa MPUBiA PO3TASAATU CTUAD
MaJiCTpa sIK OpUTiHaAbHY, OCOOMCTiICHY 3HAaKOBY cucteMy. Y mpausx Mupocaasu Hosaxkosuy [16],
O. Kozapenka [10; 12], I. CaBuyka [18], €Brenii XapueHko [24] mpocaiAKOBY€ETbCsI cemio3uc —
IpolieC TBOPEHHS CMUCAIB, SIKM i IPUBIB AO PeTEABHOTO BipOOpY 3ac06iB My3MYHOI MOBY, CTHAI-
CTMKY, MOLIYKiB HOBUX €KCIIPECYBHMX 3BY4YaHb.

Ormepa «30A0TUI 0OpYY» 3aBXXAM NPUBEPTaAa yBary My3MKO3HaBIIiB, sIKi AOCAIAXKYIOTH icTO-
piro cTBOpeHHs Ta 0c00AMBOCTI KoHLemnLil TBOpy (Aipist ApximoBuy [1], OaekcaHpapa Maaospomo-
Ba [14], Biktop CamoxBaaoB [21], Xpuctuna Daeituyk [23]), icTopito mocTaHoBok omepu ([aHHa
BeceaoBcbka [3], Mapis 3araikeBuu [6]), pexxucepcoki Bepcii TBopy (Biktop BoHpapuyk [2], Mu-
KoAa ['opaiituyk [4], Oaena I3BapiHa [7]). AAe ceMaHTMYHUI aCIIEKT PO3rOPTaHHs KOHLIEMNLil ore-
pu «30A0TUI OOPYY» BUMArae OiAbII AETAABHOTO i IPUCKIMAMBOTO PO3rAsIAY. AOCAIAKEHHSI aBTO-
pcbKoi iHTepriperanii 06pasy MupocaaBu?, po3rAsiHyTOI Y KOHTEKCTI AMHAMIKM ApaMaTypriuHuX
IIpOLIECiB, AOTIOMOX€ BUABUTY CEMAHTUYHI AOMIHAHTU TBOPY, 3PO3YMITM OCHOBHI YMHHMKMU i CMU-
CAOBI MIATEKCTU KOHLIEMLiI onepu.

Mera crarTi — mpoaHaAi3yBaTM CeMaHTMYHUMI acCIeKT iHTepmpeTtauii odOpasy MwupocaaBu
B omnepi b. AsiTommHCcbKOro «30A0THIT 00PYY».

Bukaap ocHoBHOro marepiaay. Ilia yac HanvcaHHs oniepu «30A0TUi1 06pyu» b. AsTommH-
CHKUII ONMHUBCS Y CKAAAHIN cuTyaliil. 3 0AHOTro OOKY, HOTPiOHO OYAO BUKOHYBaTU 3aMOBAEHHS Ha
CTBOPEHHsI HOBOI YKPalHChKOI paaAsHChKOI conjiaaicTuunol oniepu. Cepea 1i 03HaK MaAu 6yTu 060-
B’SI3KOBUII NIE€PETYK i3 CyYaCHMMM COLiaAbHMMM 3MiHaMM, MOTUBU KACOBOI OOpOTbOM 3i cXBaAeH-
HsIM 30pOMHKMX KOH(GAIKTHMX CUTYalliil, mepeBara KOAEKTMBHOI CBIAOMOCTiI HaA OCOOMCTICHUM Ha-
4aAOM. 3 APYTOTO OOKY, AASI TOAI 11je MOAOAOTO, aA€ B’Ke BUBHAHOTO MANCTPa 3 YCTAaAEHUM CBIiTO-
TASIAOM i cPOPMOBAHOI MY3MYHO-CTUABOBOIO CHCTEMOIO IIeplile 3BEPHEHHSI AO OIIEPHOTO >KaHPY
BIAKpMBAAO LIMPOKUII MPOCTIPp AASL 3aCTOCYBAaHHS BAACHOTO IIIAXOAY AO CLIEHIYHOI ApaMaryprii,
peaaisallil MepeKOHAMBUX CTUABOBMX i CTMAICTUYHMX 3HAXiAOK, HallpallbOBAaHMX B iHIIMX, MEHII
MacCIITaOHMX )KAaHPOBMX MOAEASIX.

O6panuit cloxer ictopuyHoi moBicTi «3axap bepkyTr» 1. @paHka pAaBaB KOMIIO3UTOPOBI i Ai0-
PETUCTOBI MOXAUBICTb XYAOXKHBOI'O MaHEBPY, KOMIIPOMICY MiXXK BUMOTaMM AO COLiaAiCTMYHOIO
TBOPY 11 iHAUBiAyaAisMOM y po30yao0Bi KoHLemn1il. TemaTiika 60poTbOM YKpaiHCBKOTO HAPOAY IpO-
TU MOHTOAO-TaTap, KOAOPUTHi 06pasu 6osipuna Tyrapa BoBka Ta TyXOAbCHKOI rpoMaA, KOHPAIK-
THeE TIPOTUCTOSIHHS 3 IIEPEMOTOI0 HapOAY (TPOMaay) HaA MPEACTaBHUKOM 3HATi 11 KHA3iBCbKOI BAa-
AVL 3aAOBOABHSIAM 3aIIUTU PAASIHCBKOTO COLIAAiCTUYHOTO MMUCTELITBA. YSIBHUM MAQH YaCOIPOCTO-

! Tepioausauis TBOpYOCTi B. ASITOLIMHCHKOrO 38 AECATUAITTAMYU HAOYBA€ AKTYaABHOCTI B OCTAHHIX AOCAIAXKEHHSIX
PO KOMIIO3UTOpa: «AKTMBHa KpeaTBHICTb 1910-x («ABTOPCBKMIT 30IIMT»), CUMBOAI3M Ha MeXi eKcIpecioHizmy
1920-x, HeopoAabKAOpHi excrieprMeHTH 1930—1940-X, moeTuyHa yKpaiHCbKa MOAAAbHICTh 1940-X, MaHCAABi3M Mi3HbO-
ro nepiopy (1950-1960-1i.— I Y.-P.) — yce 11e HACHQ)KEHO KYABTYPHULIbKMMMU AISIMU Ta TBOPUYMMU €KCIIEPUMEHTAMU Y
AOHI YKpalHChKO-TTIOABCHKUX KPOC-KYABTYPHUX IEPeTUHiB)» [19, c. 5].

2 PosymiHHs «iHTepHpeTaLjii» y CTaTTi y3ropXkeHe 3 Teopieto iHteprperauii Bikropa Mockaaenka [15]. Y paHomy
BUITAAKY 1ie TBOPYO-TIOIIYKOBA AISIABHICTb KOMIO3UTOpa b. AATOLUMHCHKOrO, CIIpsIMOBaHA Ha CTBOPEHHS MY3UYHOTO
06pasy Mupocaasu B orepi «30A0THiT 06pyw».
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POBOTO BUMipy, yCaMiTHEHOTO B ropax i 3akapboBaHOIO y BiKax, CTApOBMHHUIA, IOB sI3aHUII 3 A€ere-
HAAMU i IlepeKa3aMy CI0XKeT, HAIIOBHEHMI IIPAAQBHIMM CIMBOAAMU — CMMUCAOBMMMY MapKepamu —
3arapKoBOI KyAbTYPM HapOAIB YKpaiHCbKMX KapmaT A03BOASIAM HallOBHUTU APaMaTyprilo onepu
AOAQTKOBMMM eTHOTpadiuHMMM, MipOAOTIYHMMM, 3HAKOBMMY KOHOTAL[iSIMM, 3aMKHYTU HaIlpyXe-
HUI ApaMaTU3M PO3TOPTaHHs KOHMAIKTY B «30A0TUIT OOPYY» CTAAOI, CITIOTASIAQABHO-YyTTEBOI, Bid-
HOI 1 HeBMMPYIIIOI Hal[iOHAABHOI CBITOTASIAHOI TPaAMLIiL.

CIrOAYYeHHsI CUMBOAIYHUX KOHOTALi) 3 TPAAULIITHOIO AAST OTIEPU IIPUTOAHULIBKO-KOHPAIKT-
HOIO KOHLIEMLIi€I0 BUKAMKAAO NMUTAHHS Y KPUTHUKIB i BAaAu. OCHOBHMI €TUYHUI CMUCA TBOPY —
MiAHEeCEeHHsI 3HAUMMOCTI /1 BITAABHOI CMAM NPaAaBHIX CBITOTASIAHUX LIiHHOCTeEJ, sIKi cpopMyBas i
30epir y mioaoriuHux CTPyKTypax (PpOABKAODPY YKpPAIHChKMIT HAPOA' — 3amepevyyBaAo MPOBIAHI
MIOCTYAQTV PaASHCBKOTO MUCTELITBA, SIK€ aKTMBHO (POPMYBAAO CBITOTASIA MailOyTHBOTO, BiAKMAQ-
I0UM yce «CTape» 11 «He cydacHe»” Tomy Aibpetucty SJkoBy MaMOHTOBY Iip yac IpeM’epu onepu
«30A0TUIT 00pPYY» Y XapKOBi AOBEAOCS TIOSICHIOBATY 11 00OPOHSATY KOHLIEILi0, sIka OyAa HabaraTo
rAMOIIa i IPYHTOBHIIIIA 32 PAASTHCbKY MUCTELIbKY ITapapurmy. ABTOp AiOpeTo IepeKoHyBas, 1Io:

— «30A0THIT OOPYyY» — Lje «3HaMeHO Yy OOPOTHOI MPOTH COLIAABHOTO Ta HAL[IOHAABHOTO IIO-
HEBOAEHHA»;

— BiH «HamaraBCs YPiBHOB&)XMUTM POMAaHTMYHi Ta COLIiaAbHi MOTMBM <...> SIK lie POOUTHb
I. ®paHKo B CBOI MOBICTi»;

— «XpOHOAOTIYHO AQAEKMIT CIOXKET MOJKE 3BYYaTH SIK HAMOAVDKYA CYyYaCHICTh, KOAU NTOAAETh-
Cs 32 HAIIMM HaCTAaHOBAEHHSIM Ta HAIIOK METOAOI0» [5, c. 18].

AibpeTucT mipKpecaloBaB ApamMaTusM KoHLemnuii: «3 ¢opmaabHOro 6oxy “3oaotuit oopyy”
<...> IOOYAOBaHO SIK TBip ApamatuyHuii». Hatomicte b. AsiTOLIMHCHKMIT 3BepTaB yBary Ha repoi-
KO-€eMiYHMIT TIAQH PO3TOPTAHHS TBOPY Ta IHAUBIAYaAi3M OKpeMux o0OpasiB, Ha3MBaW4U OIEPY
«ITicH[eto] mpo caaBHuit Tyxoabcbkuit pip, 3axapa bepkyra, iioro cuHa Makcuma i ropem outy
Mupocaasy» [1, c. 61].

[ToAidoHis ApamMaTypriyHux NMPUHLMIIB, sIKa IPOSIBUAACS Y CIIOAYYEHHI AMHaMiKy cMOHi-
YHMX TIepeTBOPEHb, CTPIMKOCTI po3ropraHHs (pabyAu i cTaTMuHOI 3HAKOBOCTI, MipiuHOI eMOLifTHOT
YyTTEBOCTi MEPCOHAXIB, CUMBOAIB i MOAiJI, IO3HAYMAACS Y TPAKTyBaHHI 00pas3iB OCHOBHUX Aill0-
BUX 0Cib omepu.

OaMH 3 KAIOUOBMX 00pasiB «30A0TOro obpyya» — AiBunHa Mupocaasa. Lleir mepcoHax Bu-
SIBUBCSI TIEPCIIEKTVMBHMM Y IIAaHI TOKa3y APaMaTUYHOIO i CUMBOAIKO-MioAOriyHOro Havaaa.
Y ApaMaTMYHOMY pakypci CTaHOBA€HHsI oOpa3y MupocAaaBu BipAOYBA€ThCS CTPIMKO i AMHaMIi4HO.
Aonbka 6osipuHa Tyrapa BoBka, BoHa OKMAQ€E 3papHMKa-0aTbKa, CTA€ YAEHOM TYXOABCBKOI Ipo-
MaAU i Oepe aKTMBHY y4acTb Y 00pOTbOi 3 MOHTOAO-TaTapChKUMU 3aBOMOBHUKaMU. AipuyHa AiHis
A1000Bi MupocaaBu 11 Makcuma, 3aBASIKM SIKill OTlepa HAIMOBHIOETHCS CBITAOI0 MY3MKOIO MEPILOTO
I[MPOTO TOYYTTsI, OTPUMYE TpariyHy po3B’s3Ky’. I3 3armbeasro Makcuma KOXaHHS I'MHe, aA€e AiB-
YHA 3aAUIIAETHCS ITiA 3aXMCTOM CMAM EAHAHHS HAPOAY B OOpOTHOi 32 BUSKMBaHHSL.

Amniaya MupocaaBu sIK AiBUMHU-BOTHA (yIeplie B yKpaiHChKill My3U4Hill ApaMaTyprii) Hapae
o0pa3sy mipoaoriyHux KoHoTalin. bopoTpba 3 BeaMeAeM, pillydicTb i CMiAMBICTD B yXBaAeHHi pi-
IIEHb, AO SIKMX IIPUCAYXA€ThCA i ii 6aTbko — 60sipuH Tyrap BoBk, i MakcumM, i TyxoAbCbKa rpoMaja
Ha 40Ai 3 3axapoM bepkyToM, po3KpyMBaIOTh PiAKiCHI AASI )KIHOUMX OTIEPHMX aMIIAya MY>KHICTb, Io-
TOBHICTb A0 OOPOTBHOM 32 IepeMory, po3yM, IepeBary rpoMaAsIHCbKOTO 00OB’I3Ky HaA IMOYYTTSIM.

! Cepep HUX — CMA@ EAHAHHS HADOAY HABKOAO IPOMaAM Y 60pOTbOi 3 BOPOTOM, SKUTTSI B TapMOHII 3 IpUpoAoro i i
6oramMy — AYXOBHMMU CUMBOAaMMU, 30epeXXeHHsI HalliOHAAbHOI iA€HTUYHOCTI, TPaAMLIIITHOTO YKAaAy, 3BMYaiB i Bipy-
BaHb SIK OCHOBA iCHyBaHHsI, BIPHICTb i YeCHICTb y CTOCYHKaX MDX AIOAbMM, AIOOOB AO CBITY, AIOA€IT 1 XKUTTSL.

2 Cepep HUX — BIAKUAQHHS TPAAMLI, BipyBaHb, HaLIlOHAABHOI IAEHTUYHOCTI 11 po36yA0Ba HOBOTO CBITY i CBiTOIO-
PAAKY 3 PO3IOAIAOM CYCIIIABCTBA 3a COLliaAbHMMM O3HaKaMM Ha KAacCH, IIBUAKA 3MiHa LIiIHHOCTel, IPUCKOPEHHS XUT-
TEBUX TPOLIECIB, AIOAMHA SIK «IBMHTUK» Y BEAUYHMX IT€PETBOPEHHIX CYYaCHOCTI, IPUTHiYeHHsI 0OCOOUCTICHOTO, MATIO-
PSIAKYBaHHs 6€30C000BOMY KOAEKTUBHOMY.

3 Ha BiaMiHy Bia noBicTi IBana @patka, aoe Maxkcum i MupocaaBa 06’€AHYIOTbCS MICASI TIEPEMOTU Y LIMPOMY KOXaHHI.
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MupocaaBa CTa€ OAHUM i3 CMMBOAIB AOXPUCTUSIHCBKOTO, SI3MYHULIBKOTO CBITOTASIAY TYXOADLIB,
Y Me>Xax sSIKOT0 >XKiHKM-BOVIOBHULI OYAV IPUPOAHMM sIBUILEM'.

AAst Kommiosutopa MupocaaBa — yAIOOAeHMIT 00pa3. 3 HUM B orepi MoB’si3aHi HAMCBITAILI,
HalAipMuHilli My3u4Hi cTOpiHKM. HDKHICTD i Kpaca, cuaa i BiaBara, po3yM i 1jype KOXaHHA Xapak-
TEPUBYIOTH L€V, Y TMeBHil Mipi, iAeaapHMit )XiHOYiN mepcoHak. OKpiMm MaBpy, siKa € YOCOOAEHHSIM
HapOAHOI MYAPOCTi 1 coBicTi, MupocAaBa — eAUHUI KiHOuMil oOpa3 cepep 4YOAOBIKiB. I opHe
3 OCHOBHMX INUTaHb: YOMY YHiKaAbHa 11 yAlOOA€Ha IpeKpacHa AiBUMHAa-BOiTEAbKAa He MAa€ CBOTO
aeitrmotusy? Bospun Tyrap Boek — Mmae. Voro TeMaTuyHa «Bi3uTiBKa» — BeAMKUil 36iAbIIeHMIT
cenTakopy i3 ¢pakTypHUM HMiAKpECAEHHSIM 30iABIIEHOTO TPU3BYKa, B)KKUI CMHKOIIOBAHUI PUTM,
pisHOCHpsIMOBaHi «aMOililiHi» TPiOAi y BEpPXHIX i HU)KHIX rOAOCax y BaXKKiil 3 OKTaBHUMU AYOAIO-
BaHHSMM (QakKTypi. BHYTpillIHBO KOHTPACTHUI 3aBASIKU Pi3HOCIIPSIMOBAHOCTI BEPXHiX i HVDKHIX ro-
AOCiB, pi3HVM TUIITAM MEAOAMYHOTO PYXYy (CTpMOKYM BHU3Y IPOTH MEPEBA’KHO IOCTYIIEHEBOTO PYXY Y
BEpXHiX), BiH yTiAloe oOpa3 HempuOOpKaHOI, CMABHOI HATYpH, sIKa 3BMKAA BOoAoAapioBaTu [13,
c. 28].

Mae cBil1 Ae'TMOTUB i MakcyM. Y Halpy>XeHOMY «CTpUOal04OMy» ITyHKTUPHOMY PUTMI 3 3a-
KAVMYHOIO BUCXIAHOIO KBapTOIO Ta KBIHTOIO B MEAOAil, BUPa3HOI0 3MEHIIEHOI0 KBAPTOIO, SIKa AOAQ-
€TBHCSI HEBIIMHHVIM PYXOM YTOpY, BiH HaraAye npo obpas ripCbKoro XAOMusi-BoiHa, 3BUKAOTO LIOAHS
OOpPOHUTM I'POMaAY i BAACHE >KUTTS i3 CyBOPMMU CTUXisSIMM MEPBICHOTO Kpalo Ta JIOr0 BOPOTaMM.
I'apmomnii Temy MakcuMma siCHi. Y CTPIMKOMY PYCi PO3IIMPIOETbCS Alalla30H MOTUBY 3aBASKHU Pi3-
HOCIIPSIMOBAHOCTi TOAOCIB pakTypu Ta 30iAblLIEHHIO IX KiABKOCTi. A€ITMOTUB CIIMPAETHCS HA Be-
AVIKVII MiHOpHMIT (Ha TOYaTKy Te€MM) Ta BEAMKUII Ma)KOpHUM (y KiHLi A€ITMOTMBY) CENTAaKOPAU
[13, c. 30].

ITpoBiAHVMM A€ITMOTMBOM OIIEpU CTaAd TeEMa «30AOTOTO OOpy4a» — CUMBOAY €EAHOCTI Ipo-
MaA. BUKopucTaHHS TiAbKM MapaAeAbHUX BHYTPILTHBO CUMETPUYHMX Ma)KOPHUX TPU3BYKiB?, SIKK-
MM BIATBOPEHO CYBOpY, Y PIBHOMY PUTMi BHYTPIIIHbO BPIBHOBA)XEHY MEAOAIIO, CUMBOAI3Y€E €A-
HICTb i HEMIOXUTHICTD TiPCHKUX HAPOAIB Y 60pOTHOi 3 BOporamu.

€ 11 Tema KoxaHHs MakcuMa i MupocaaBu — CIOYaTKy HEBEAUKUII, aA€ BUPA3HUI HU3XIA-
HUJ MOTUB Y TYLYyAbBCbKOMY AaAi (MiHOp 3 Bucokumu IV Ta VI cTyneHsimu) i3 3aKAIOUHMM 3A€TOM
Ha 4YMCTY KBiHTY Bropy [13, c. 26].

Yomy X MupocaaBa He Ma€ CBOro BM3HAYAaAbHOTO XapaKTe€pPUCTUYHOTO TeMAaTUYHOTO KOM-
nAekcy’? HameBHe ToMy, 1[0 KOMIIO3UTOP PO3rAsIAA€ ii 00pas sSIK OAMH 3 HalOiAbII Al€BUX, @ TOMY
MiHAUBUX B omepi. BiH AuHaMi3ye pO3BUTOK, pyXa€ 1Oro BIIEpeA, AO ITePeMOru A0Opa HaA 3A0M,
X0ua 1 HAA3BMYAlTHO XXOPCTOKOIO i BaXKKOI0 LjiHOI0. Came MupocAaaBa ONMHAETHCS NIepeA eK3UCTe-
HUiTHUM BUOOPOM — MDK AI0OOB’10 A0 OaTbKa-3papHMKA i BIAAQHICTIO CBOEMY HapOAOBI. AiBunHa
He Bara€TbCsA Hi MUTI B yYXBaA€HHI pillleHb, 3AATHUX BPATYBAaTU IPOMAAY i Il KOXaHOT'O Bip MOHIOAO-
TAaTApPCbKOI HaBaAu. Y CKAQAHMX INepUIETisX ciokeTy MupocaaBa 3'sIBASIETbCS MOB «4apiBHa Ima-
AMYKa», CIpsAMOBYIoun $habyAy B PyXAUBUIl MOTIK MOAiil. [i BUMHKM, MysU4HMIT PO3BUTOK, Mepe-
TBOPEHHA TeMaTHU3My CTal0Tb OCHOBOIO APaMaTypridyHMX IlepeTBOPeHb KOHLeMLii B L[iAOMYy.

Y nmepuriii KApTUHI PO3MOYMHAETHCS €KCIIO3ULisI IbOro 00pa3y pasoM 3 eKCIo3ulii€ obpa-
3iB Makcuma i Tyrapa Boska y Tpio [13, c. 26]. Lleit aHcaMOAB € 3aB’s13K010 Aipn4HOI AiHii orepu Ta
il OCHOBHOTO TPUKYTHMKA: KOXaHHS MapyOKa (YUAeHa TYXOAbCHKOI IPOMaAM) i AIBUMHMU, SIKA MA€ HO-
poBUCTOrO i BAapAHOTO OaTbKa-60sipuHa. [lepioro (5K i y 6iabiocti cueH 3a 1i yyacri) Bcrynae Mu-
pocaaBa. BupasHuii poMaHCOBUM MEAOAUYHUM 3A€T Yy II MapTil AO TPETbOIO CTYINEHsA Mi MaXOpy
(Coab#?) Ha TAi AOMIHAaHTOBOTO HOHAKOPAY, PEAbEPHUIT MEAOAMYHMI MAAIOHOK 3 OMOPOIO Ha Tep-
LI 1 KBIHTY, CTpiMKa 3MiHa TOHAaAbBHUMX BIATIHKIB — Mi Ma)XOp, Mi MiHOp, Al MiHOp — HaAQIOTh 1I
naprTii HACTPOIO 3aYapOBAHOCTI, TOETUYHOTO 3aXOIAE€HHS HaBKOAMIIHBOIO NMPUPOAOIO («Kkumit uy-

! 3rapaiMo aMa3OHOK 3 aHTMYHOI MiOAOTil, BOMIOBHMYMX IepOiHb-BAABKIpiil HiIMELIbKO-CKaHAMHABCHKOIO €II0CY,
«ITicHi mpo HibeAyHIiB», a TakoX omnepy P. Barnepa «Baabkipis».

2 3rapaiimo, o Y ePeKAaAi 3 AATUHI dur 3HAYUTb «TBEPAUIL».
3 B omepi € i1 inwi AeritmoTuBu. TyT BKasaHi Ti, sIKi BEAUKOIO MipOI0 BOIAMBAIOTh Ha PO3BUTOK 00pasy Mupocaasu.
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AOBUI Kpaii!»). ONOpHICTD 3ByKa Mi Ta BEAVKi CEIITAKOPAM Bip Mi a00 iX 00epHEHHS 3yCTpidaroTh-
Cs1 'y MepILiit KapTUHI AASI XapaKTepUCTUKU 00pa3y MupocAaBu i MoB’si3aHi 3 OYATKOM ii iMeHi Ha
«Mi» («Mm»).

Y maprii Makcuma, sKui1 BCTYIA€ BCAiA 3a MUPOCAaBOIO, 3ByUMTb KOPOTKUIL, aAe BUPA3HUNI
MOTUB. BiH 3roAOM cTaHe OCHOBOIO PO3AOTOI i BCEOXOIAIIYOi TeMU KOXaHHA. AAe TyT Us ¢pa-
3a — HU3XIAHUI MTOCTYIIEHEBUM XiA Bip CBOMOIO AO IEPIIOro CTYIIEHA B I'YLYAbCbKOMY AaAl 3 Ha-
CTYIIHUM 3aMUTAABHUM 3A€TOM Ha KBiHTY Bropy (II'sITUI1 CTYIiHb) — € MOTUBOM 3AUBYBaHHS «AK-
BHa AiBumHa!» BoHa cniBae «1o-iHIIOMY», He TO-HAaPOAHOMY. 32 AOTIOMOTOI0 Pi3HMX iHTOHALII/HO-
YKQaHPOBMX €A€MEHTIB (POMaHCOBOTO /1 HAPOAHOT'0) KOMIIO3UTOP MOKa3y€ Pi3HULII0 MiXK 00SPCHKOIO
AOHDBKOI0, BUXOBAHOIO IIPU ABOPI KH:A34, 1 IPOCTOIO IripChbKOTO XAOTLIAL.

[Tapris Tyrapa BoBka KOHTpacTHa nomnepeAHiM ABOM. bosIpMH He 04iKye Hi40ro A06pOro Bip
Kpalo, SIKUI1 HIKOAM He 3HaB KHS3iBCbKOI BAAAU i KMBe POAMHHO-OOIMHHUM YKAaAOM: «CBaBiAb-
Huit, Avkuit kpan! Hi kHs13s1, Hi 60sipuHa He 3HAIOTh». Y MEAOAMYHOMY MAAIOHKY CIIOCTEPIraloThCs
iHTOHauiNHI meperyku 3 maprielo MupocaaBu (mo4atox ¢pasu 3 BUCXIAHOI YMCTOI KBAPTH, ycepe-
AVIHI TOOYAOBM — XOAM Ha TepLilo, 3aKiHUE€HHs HMU3XIAHOI0 KBiHTOI0). [Tloxmypuit i 3A00AMBMIT TOH
MeAOAil 00YMOBAEHMIT IyHKTUPHUM PUTMOM, YBEAEHHSIM 3HVDKEHMX 0€MOABHUX 3BYKiB, PallTOBU-
MU SIMOIYHMMM iHTOHALISIM-CTpUOKaM Ha IMOYaTKy TakTy abo ¢ppasu. bemoabHa cdepa Oyse mpea-
CTaBAeHa 11 y AeitiTMOTHBI Tyrapa, sIKuil CyIipOBOAXKYBaTMME 11OTO MOSIBY Y Aii orepu (mpuxaaa 1).

Y nopaAblIoMy pO3BUTKY pernaAika Mupocaasy, 3axonaeHoi MakcMMoOM, MOKY 1O CIMPAETh-
cs Ha iHTOHauii O0aTpka — Tyrapa BoBka (306iAblieHunit TpusByK). AAe panToBO B Hel MPOHUKAE
3MeHIIeHa KBapTa 3 AeITMOTUBY MakcuMa, 1110 CBIAUMTD MO Meplly 3alliKaBA€HICTb AIBUMHM XAO-
nuem: «Jxuit cTpyHkuit Ta rapHuit!» [13, c¢. 30] i moyaToK repeTBOpeHHs TeMaTU3My MupocaaBu.

Po3nounHaeTbcs clieHa cBapku Tyrapa, 0oTO4eHOro cTpakHuKamy, i Makcuma 3a Baapy. Ais-
YYHA CMiAMBO BTPYYa€TbCs B €MOLIiTHUI AYET YOAOBIKiB i M'IKO, aA€ HallOAETAMBO IIOBEPTAE AiI0 ¥
MO3UTHUBHE PYCAO, Y PO3BUTOK i moaieBicTp (Andante semplice Ha caoBax «Taty! Tu 3a rocreit 3a-
oyB. He 6yaemo uacy ryoutu! Hexait Beae Hac uent roHak!» [13, c. 32]). B opkectpi y ueit yac uytu
«HEBAOBOAEHI», aAe BXXe He arpecuBHi 30iAblieHi TpuaByku 3 maprii Tyrapa BoBka, 3myueHoro
MMMOXITbh IOTOAUTHCS 3 AOHBKOIO Ha O4aX Y OXOpOHMU i MakcuMma.

Curnaa MupocaaBy, siKa MOTIepeA’Xa€e Mpo HebOe3IeKy Iip Yac MOAIOBaHHS (TeMa 3 ONOpPOIo
Ha «Mi») CrlOHyKae MakcuMa MOCHIiLIUTY Ha MOPSITYHOK A0 AiBuMHU. AyeTroM Makcuma i Mupoc-
AQBU PO3IOYMHAETHCS piHaAbHA ClieHa Mepluoi KapTUHM, Yy sIKiil BiAOyBaeTbCsl aKTMBHE NE€PETBO-
PEeHHs TeMaTUYHOIO MaTepiaAy, 3aKAAQAEHOIO y MepIIoMy TPio B 3apOAKOBOMY BUTAsIAL. Mupocaa-
Ba, BASYHA 32 MOPSITYHOK BiA CTPAIIHOTO BEAMEAS], CIIOYATKY BIAIIOBIiAQ€ XAOMLEBi K OOspcbKa
AOHBKa: IepeBa’kKaHHsI 0€MOABHMX 3HMPKEHVX 3BYKiB, BEAUKUI CENITAKOPA Bip «Mi» («dpa 6eMoab»)
3 IOAQABIIVM IAKPECAEHHSIM 30iAblileHOro Tpu3ByKa B rapMoHii («IToBik TeOe s1 He 3a0yaAy» [13,
c. 37]). Aae «TenAi» Aie3Hi iHTOHaLil MakcuMa, 10ro MpUCTPACTb, KA PO3POCTAETHCS 3 KOKHOIO
XBUAMHOIO, IOCTYTIOBO 3aXOMAKI0Th MupocaaBy. My3uuHa ¢akTypa po3LIapOBY€EThCs, HACUYYETh-
CS MATOAOCKAaMM 3 M'SIKMMM iHTOHAL[iIMM-KOAVIBAaHHSIMU Y CYIIPOBOAKYIOUMX CEPeAHiX roAocax.
Ha ix TAi po3ropTa€erbcsi HU3XiAHUII MOTMB KOXaHHA Y TYLIyAbCbKOMY AaAl. BiH 3ByunTb y pi3HMX
I'PYII OPKeCTPY, MOCTYNOBO MiljHI€ i IAHIMA€ETbCA Bropy Xk AO IIPOBEAEHH: Y BCiX CTPYHHUX Yy BU-
COKOMY PeriCTpi Ha TAl CBITAMX BEAMKUX Ma)KOPHUMX CenTakopaiB. IHToHauii MupocaaBu 3MiHIo-
1oTbes. [i Takox oxomnaioe mouyTTs. [Tepexip y chepy AiesHux 3ByYaHb, Ki MaHyOTb y mapTii Mak-
CUMa, IPUBOAUTD HAa KyAbMiHallil AO HAPOAJKEHHs iHTOHallil CeKCTU CMOYaTKy y napTii Makcuma, a
noTiM —i y MupocaaBu' Ta eKCTaTUYHOTO 3AUTTS iHTOHALITHUX CTPYKTYP 3aKOXaHUX Y EAIHOMY
nopusi (Makcum: «TBo€ XXUTTsI — HalBUILA HAaropoAa», Mupocaasa: «O BU3BOAUTEAD Miitl» i paai
[13, c. 39]) Ha TAiI HEBIIMHHOTO IiMHY-MOTMBY KOXaHHS B OPKeCTPOBil mapTil (mpuxaaa 2).

ITogasa Tyrapa BoBka i3 0XOpoHOI0, 3MyllI€eHOTO AAKYBaTV MaKCMMOBI 32 MOPATYHOK AiBUM-
HU, IOBEPTAE CUTYaLil0 Y KOHPAIKTHe pycao. ArpecBHa BiAMOBa MaKCHMOBI y MIAIOOi 3 110T0 AO-
HbKOIO CIIOHYKaAa 3aKOXaHMX Iije OiAblle 3rypTyBaTUCs. MaKC/M yIeBHEHUI Y KOXaHHi A0 0osip-

! Tlepia cexcra, sika 3’siBAsieTbCs y maptii Makcuma (A0# — As1), CTae CBOEPIAHUM CHMBOAOM AOAI, sKa 00’€aHyE
KOXaHMX («A0» — «AsI» — AOAST). BOHa OTiM HEOAHOPA30BO 3YCTPIYAETHCSI B OIEPI ITiA YaC PO3TOPTAHHS AIPUYHOI AiHii.
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CbKOI AOUKU. B opkecTpi popmyeTbcst HOBa TeMa, Y sIKiil 00’ €EAHYIOTBCSI Y EAMHE 1liAe A€ITMOTVB
Maxkcuma i Tema KoxaHHs (micast caiB Tyrapa: «mpuiimu wupy AsKy Big otus» [13, ¢. 43]). Y Mu-
pocAaBM 3'SIBASIETBCS «CeKCTa AOAI» Ao# — ast ( «O Boske miit!» [13, c. 45]), KOAM XAomeLp 3i3Ha-
€TBCS Y TAAKOMY KOXaHHi. ¥ ¢iHaABHMX TaKTax ClieHM MapTisi MakcuMa CIIOBHEHA AIOOOBI (AeiT-
MOTUB KOXaHHs Ha cAroBax «[Ipowmait i Tu» [13, c. 49]). Bin rotoBuit mipxoputucs 3a6opoHi 60sipu-
Ha. Aae MupocaaBa Bupilrye 60poTucs 3a cBoe macTs. BoHa 3axuijae MakcruMa nepea TaToM —
B opKkecTpi AenTMoTuB Makcuma y 36iapieHHi (Allegro agitato, Tema xoxanHs [13, c. 51]). Y Hait-
HANPY)XeHIlniI MOMEHT Y mapTii AiBUMHU 3’sIBASIETHCS iHTOHALs cexcTu («KastHycst coHnem» [13,
c. 53]) i «cexcra poai» («Tebe BoBiK st He 3a0yAy» [13, c. 54]) mip LIaAeHMM HATUCKOM TiMHIYHO
MIPOBEAEHOTO KiAbKA pa3iB MOTUBY KOXaHHSI.

3aBepuLIYETbCST pPO3BUTOK Y IeplIill KapTuHi apio3o MakcuMma, sike € MOOiYHOI0 XapaKTepuc-
TKOI0 MupocaaBu. CymHiBu i1 06pasa («f cmepa... BoHa 60sipcbka AOHBKA...» — Ha OCHOBI Iepe-
TBOPEHUX iHTOHALi/l AeAITMOTUBY MakcyuMa) MOEAHYIOTBCS B AYLIL XAOILSI 3 HE300PMIMOIO CHAOKO
KOXaHHs (TeMaTV4Hi eAeMEeHTM AEMTMOTVBIB KOXaHHS i XAOILSI OTPUMYIOTh MOAAABIINIT PO3BU-
TOK). MOTUB TOMAiIHHSI, BUCXIAHI CEKCTOBi XOAM B MEAOAIL Ha TAI MAaCMBHOTO 3BYYaHHS AETMOTHU-
BY AI0OOBi IPMBOASITD AO CTPIMKOTIO 3aBepIIEHHS TOP>)KeCTBOM Mi MaXOpy' — TOHaAbHOCTI Mupo-
CAAQBU, TOHAABHOCTI AI0O0OOBI, HaAil 1 )KUTTA.

Y TpeTili KapTUHi Y MOHTOABCBKOMY Tabopi y cueni Tyrapa BoBka 3 BypyHao10 3By4yaTb 30i1-
K11 MupocaaBy, Ha)kaxaHoi 3paA0i0 PIAHOTO 0aThKa, @ TAKOXK MEePCIIEKTUBOI0 3aAUIIUTHCS Y TabOPi
Bopora («O copom! Copowm <...> O Taty, Tary, mwo 1 pobum?» [13, c. 126—127]). Y Tematusmi AiB-
YMHY TOMITHI SIKiCHI TlepeTBOpeHH:, sIKi BiAOyAUCS B mpoLieci po3BUTKY il 00pa3y B mepiiiit KapTu-
Hi. Y ToHaAbHiCTh MupocaaBu (Mi MiHOp) MpoHMKa€E BUCXiAHA ceKcTa (B mapTii opkecTpy) — iHTO-
Halisl KoxaHHs 3 nepiuoi KapTuHu («O copom! Copom»). 3BepTaHHs AO TaTa 3BYYUTD Y IIOHVDKEHIN
Tecutypi (beMmoabpHa cdepa). Aae cekcTa i TYT 3ByUUTh Ha ITOYATKY TIOOYAOBM Y BOKAABHI MapTil.

HanpukiHii KapTUHU «CEKCTa AOAi» IIpeACTaBAEHA y ABOX BapiaHTax: A0 — Asl 6eMoab («I'a-
HbbOa...» [13, c. 131]) Ta A0 Aie3 — as («Ckapait mene!» [13, c. 131]). OcranHs moB’si3aHa 3i 3Bep-
HeHHSIM A0 bora, 5K i B mepiiit kKapTuHi. AAe cEeMaHTUYHE 3HAYEHHS LJX iIHTOHALIN KapAMHAABHO
IIPOTUAEXKHE: 3aXOIIAEHHS Bip YCBIAOMAEHHS, 10 MakcuM Koxae, i Biauai Bip 0e3BUXiAHOrO cTa-
HoBuIa. TpariuHuM eKkcripecUBHMM Ha [f Ci-0€MOAb-MiHOPHUM 3BYYaHHSIM MOTHBY KOXaHHSI 3aBe-
PLIYETbCA Al

Y m’sTill KApTUHI MOYMHAETHCS CBOEPiAHA penpu3a Aipu4HOI AiHii oniepu. TyT BipOyBaeTbcs
HOBa 3ycTpiu MupocaaBu i1 MakcuMma, aae BXXe B YMOBax BOpOXXoro tabopy. UyaoBui pomaHc,
siKuit MupocAaBa BUKOHYE y CYIIPOBOAI TOpOaHa?, — €AMHUIT COAbHUII HOMEpP repOiHi, KOAU Ais
3ynuHseTbcs. Voro moairoHaabHMit TemaTusm (ci-6eMOAb Maskop — pe MiHOp), KOHTPAmyHKT
ABOX MEAOAVYHUX AiHIll y ADYTOMY KYIIA€Ti, BEAMKi Ma)KOPHi CENTaKOpAM Y OEMOABHI TOHAABHO-
CTi — yce Lje MAKPECAIOE CyIlepedAMUBi MOYYTTs, AKi NMepeXnBa€ AiBYMHA. IHTOHALii-3HAaKM — IIO-
YaTOK 3 AIpMYHOI CEKCTH, 3MeHIeHa KBapTa IiA 4Yac 3rapku npo Makcuma (iHToHalist 3 itoro
AEITMOTUBY «4¥ XXUBUI TU») — AONOMAralTb 3pO3yMiTu MmouyTTsi MupocaaBu. Haitbiapim Ha-
IPY>KEHVM MOMEHTOM BHYTPIlIHbOI AylLIIEBHOI 60pOThOM cTaaa KyAbMiHaLis («O >KopcTokas Ao-
Ael» [13, c. 159]). Tyt 3ByK A0-Ai€3 i3 «ceKCTU AOAi» CIiBBIAHOCUTBCA i3 ci-OemMoaeM 3aMicTb oui-
KyBaQHOTO i MOB’SI3aHOTO 3i CAOBOM «AOASD» Asi-Ai€3a’. YTBOopeHa 3MeHIleHa CenTuMa pe MiHOpy,
BIIJICaHA B TapMOHIl BEAMKOTO Ma>KOPHOT'O KBiHTCEKCTAKOPAY BiA 3ByKa Mi-0€MOAB Ta aAbTepOBa-
HOTO (31 3HMKEHOI0 KBiHTOI0) MAaAOTO Ma)XOPHOTO CENTAKOPAY BiA 3BYKa Asl, 3BYYUTD IIEMAVBUM
HaIPY)KEHVM 3aMUTaHHAM 0e3 BiAITOBiai (mpukaap 3).

BrcHOBOK poMaHCy TpariuHmil: 3aKiH4eHHsI Y 0EMOABHUX Ci-0eMOAb MaXkopi — pe MiHOpi 3i
caoBamM «Haijo A myiry mie Xutb?».

! ToHiKO0 Mi Ma>KOPY BUCTYIIA€ BEAUKIIT Ma)KOPHUI CENTTAKOPA BiA 3BYKa «Mi».
2 TopbaH, ab0 maHcpKa 6aHAYPa, i cam >KaHp POMAHCY TYT € 3HAKOM IIPUHAAEKHOCTI A0 6OSIpCHKOI 3HATI.
3 BemoAbHa cdepa — 3HaK 60sIpUHA i 6OSAPCHKOTO MOXOAXKEHHS MUpOCAaBy, a Ai€3Ha — IACAMBOI AOAI 3 MakcuMom.
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HeouikyBaHa 3ycTpid 3 MakcuMOM, B3SITUM Y IOAOH, IPU3BOAUTb AO HOBOTO €TaIly My3Mu-
HOTO PO3BUTKY. Y A€MTMOTUBI reposi 3’sIBASIIOTbCSI TPUTOHM — IHTOHALlii po3ayvy i HeBIIEBHEHOCTI
(«IIlo apierbes 3 ToOOMO...» [13, c. 161]), Tema KOXaHHSI HaOyBa€ XMMEPHOTO XPOMAaTU30BAaHOTO BU-
raspy (mepep caoBamyu Maxkcuma «IlisHo, misHo, Mupocaaso!» [13, c. 164]). XaormeLp He X0ue XX1-
T, aAe MupocaaBa BMOBASIE i HAAMXa€ 10T0 OOPOTUCS 32 CBOOOAY i IJaCAMBe KOXaHHSI.

BoHa X mpuAyMye IIASIX MOPSATYHKY Makcuma 3a AOIIOMOrolo nepctHs bypyHau («AuBuch
CIOAM: 1Iell MepCTeHb <...> 3HAK 0e3MevyHOro MpoxoAy. Bisbmu >k itoro i1 Tikait Ha BoAw!» [13,
c. 165]). Y nopuBi caMOINO>XXepTBU AiBUMHA AYMa€ AMIIE IPO YKUTTSI KOXAaHOTO i He MepeXuBaEe 3a
cBOI0 Oe3mneKy. Po3yMmiloun, 1110 MOHIOAM ii BUKPUIOTH i BO'I0Tb, BOHA MY)KHbBO BipTlloBipae Makcu-
Mmy: «f paay Aam cobi» [13, c. 166]. Makcum BiAMOBASIETBCSI PSITYBATU XKUTTS LIIHOIO YXUTTS KOXa-
HoI. B opkecTpi 3 HOBOIO CMAOIO «pO3KBiTae» TeMa KoxaHHsA (Allegro non troppo) [13, c. 166]. Y
KOPOTKOMY AYeTi B3a€MHe ITOYYTTs CTBEPAJKYETHCS 3 HOBOIO CUAOIO.

Y HactynHin cueni MupocaaBa 3HOBY NPOSABASIE MYAPICTb i BUBOAUTD CLIEHY 31 CTaTM4HOI
cynepeuku MiXX Tyrapom BoBkom i MakcuMOM (IIPOTUCTOSIHHS A€ITMOTUBIB OOsIpMHA i 30A0TOTO
o0pyu4a) y AMHamiuHe pycAo posroprtaHHs moaiit (Andante «Taryl<...> Bisbmu meHe 3 co60w0 A0
TYXOABLB. fl MOMOXY TOOi B nmeperoBopax. Bouu mocayxaiorb MeHe» [13, c. 172])'. Y TemaTusmi
AIBUMHM MEAOAV30BaHAa MMOCAIAOBHICTb CEKCTAKOPAiB, MOXIAHMX BiA A€ITMOTHBY 30A0TOr0 0Opy4Ya
(3HaK TYXOABCHKOI IPOMaAM) 3aKiHYYETHCSI PAIITOBUM 30iAbLIIEHUM TPU3BYKOM i MOB3YyYMMU BHU3
0eMOABHMMY XpOMaTy3MaMy 0osipyHa y bacy.

Y KopoTkiit cueHi npomaHHsa (Apassionato [13, ct.173]) «cekcTta A0Ai» y maprii MupocaaBu
MOBTOPIOETbCSI MaKCMMOM i3 3aKiHYeHHAM MOTMBY Ha «Mi» — 3BYKOBOMY CUMBOAi KoxaHol. ['iM-
HiYHa TeMa KOXaHHs, sIKa 3HOBY 3'SIBASIETbCSI B OPKeCTpi, Ha KyAbMiHallil palTOM 3aBepIIy€EThCS
CIIOTBOPEHMM XPOMATM30BaHMM BapiaHTOM MOTMBY — 3HAKOM BIL[OTO NMepPeAdyTTs: MakcuMm Bia-
YyBaE€, 1J0 BOCTAaHHE 0aUMTh KOXaHY i Ha3aBXKAM MIPOLIAETHCS 3 AIOOOB'I0 i KUTTSM.

Kopotkum npopounm apiozo Makcuma 3akiHYyeTbCs KapTyHA. [IparHeHHs A0 XXUTTA i Alo-
00Bi (TeMa KOXaHHS B OPKeCTpi) HEMOXXAMBe 4Yepe3 CTpAlllHi KailAaHU, SIKUMU OMYTaAM IOHaKa y
HeBOAl. OcTaHHI cAOBa I0HaKa («rmoMmep Ou s 3a BiAbHY MUTb!») mepepOayaroTh TpariuHmit ¢iHaa
orepu — 3arudeAab MakcuMa IIip Yac BTedi 3 TOAOHY — i CTBEPAXKYIOTBCS BiAUAMAYILIHO Pi3KMMUY,
arpecuBHMMM XPOMAaTUYHMMU CIIA€CKAaMM TapMOHill y apTil opKecTpy.

Y 1eHTpaAbHIl ClieHi IIOCTOI KapTMHU®> 3HAXOAUTH PO3B’SI3KYy OCHOBHUI ICUXOAOTIYHMI
KOHQAIKT AiBuMHM. BaraHHs MiXk 6aTbKOM Ta OOSIPCHKUM MOXOAYKEHHSIM TepeMO)KeHi parHeHHsIM
AiBUMHM OYTU 31 CBOIM HapoAOM (TYXOABCBKOIO TPOMaAOI0) i KoxaHuM Makcumom. ITpoBipHe 3Ha-
YeHHsI BIAB&)KHOTO i cMiAMBOro o6pasy MupocaaBu SIK OAHOTO 3 OCHOBHUX PYILIiiB ApamMaTyprii
omnepyu NposABASAETbCH, 30KpeMa, 11 Y TOMY, IO TYyT BOHA Iepllia MOYMHAE clieHy. Mupocaasa 3Bep-
TAETBCSI AO TYXOABLIB 3i CAOBaMMU IpPUBITY Ta AOOpPOIO 3BiCTKOIO Npo Te, 10 Makcum >KUBUIT
(«3a0poBi Oyan, yecHa rpomMapo! AO3BOABTe Iepll 3a BCe CKas3aTu BaM, 10 Baul MakcuM >KUBUIL,
3popoBuit» [13, c. 187]). EAeMeHTU cuHTe3y B TeMaTu3Mi, OB’ SI3aHOMY 3 00pa3oM AIBUMHMU, CBIA-
4aTh MPO MPOAOBXKEHHSI 3aBEPIIAABHOTO eTary B PO3BUTKY il 00pasy’. [TosiBa AiBuMHU CympoBo-
AKYETBCSI KOPOTKOIO TapMOHI€I0 B OpKecTpi. Y 1IbOoMy akopAi (MaAMit MiHOpHUMII CENTaKOpPA BiA
3ByKa (a#) moeAHaHi BCi 3HAUMMI 3BYKO-CUMBOAM 00pasy: 3BYKI Ast — AO# (i3 «CeKCTU AOAI»), 3ByK
Mi — cuMBOA Mupocaasu («3pA0poBi 6yau...» [13, c. 187]). Aae 3akiHueHHs dpasu 30iAblIeHUM
TPU3BYKOM (3HaK OosipuHa Tyrapa i iioro cBuTH) Ha 3BYLi Mi («4ecHa rpoMaao0!») MOKasye, 1110 BHY-
TpilHs 60poThOa 1je He 3aKiHueHa. AiBUMHAa HaMaraeTbCs MOM SIKIIUTU AOAelt i 3axapa Bepkyra
AAst ieperoBopiB 3 Tyrapom BoBKoM, po3ymiioun, 10 Bip iX pe3yAbTaTy OyAe 3aA€XKaTH >KUTTS i
BOASI KOXaHOTo xAomnus. Koan mip 4ac posnosiai 3 it BycT nmpo MakcuMa B OpKeCTpi 3By4UTb A€IT-

'Y wiit cueHi BiA4yBa€TbCs peNpUSHICTD 3 MEPILOI0 KAPTUHOI, KOAU Mupocaasa npunutse cBapky Maxcuma i Ty-
rapa HarapAyBaHHSM IIPO BeAMeXi AOBMU.

2 KapruHa Mae TpUYACTMHHY OYAOBY: ClLieHa 3 3axapoM BbepkyToM i itoro emiuHa onoBiab mpo «CToposka» — mpuxia y
Tabip Tyx0AbLiB Mupocaasu pasom 3 Tyrapom BoBkom — cuena 3 3axapom bepkyrom i Tyxoabismu (moanTBa Aaxoory).

3 [leBHi eAeMEHTU PenpUsHOCTi i, GaKTUYHO, 3aBEPIIECHHS AiHii KOXaHHS CIIOCTEPIraAoCs y IATI KapTUHI OIepU.
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MOTUB «30A0TOTO OOpy4a», 3HAUMMICTb II CAiB 3pOCTa€ i CIpUIIMA€ETbCS SIK 3BEPHEHHSI AO BCi€l
rpomaau. AiBuMHa BxKe MaiKe BiAuyBae cebe i 4aCTUHOIO.

[TepeAaMHMii i 3aBeplIaAPHUIT MOMEHT B pO3BUTKY 00pasy MupocAaBu € KyAbMiHaLi€0 Kap-
TUHU. AOHBbKa OAarae 0aTbKa He OBEPTATUCS AO MOHIOAIB i IicAs 10TO BiAMOBM pilllyye npuimae
CTOPOHY TYXOABLIiB, pO3pMBal04M 3B’30K 3i 3papAHMKOM Hapoay («IIpomait xe, Taty! ITpouiait Ha-
Biku! ... He BepHycs 6iabir A0 Tebe <...> He MOXy 51 6yTb 3papHuKa Aoukomo!» [13, c. 199-200]).
AKTUBHE CIiBCTaBA€HHSI BEAMKOIO Ma)KOPHOTO (3aCHOBaHOTO Ha OCHOBHMX 3BYKO-CMMBOAAX Mu-
pocaaBu — A0 (A0#), Mi (Mib), AsT — Ta BeAMKOro 30iAbIIEHOTO CENTAKOPAIB (3 TPU3BYKOM — CUM-
BOAOM 30A0TOrO 0Opy4a Ta 3 TPM3BYKOM — CMMBOAOM OosipyHa Tyrapa BoBka ycepeauHi) 3aroct-
prooTh KOH(DAIKTHICTD cutyalil. ¥ HanHanpyxeHiumi MomeHT («He xouy s1 OyTh 3papHuKa AOY-
koio!» [13, c. 200]) y TemMaTu3Mi CIIAITAIOTBCSI 3BYYaHHS 30iABIIEHOIO TPU3BYKA, MOTHBY «3paAu» (y
BOKaABHill MapTii), BEAMKOT0 MiHOPHOTO CENTaKOPAY Bip 3ByKa «A0» Ha TAi 6acoBoro «¢a». Koan
3axap BiamoBipae Mupocaasi: «byap 3amicTp cuHa MeHi» [13, c. 200], — y itoro mapTioo «mpokpa-
AQ€ETBCSI» 30iABIIEHUIT TPUBYK — UYY>KUIT AASI TOAOBU TYXOAbBLIiB eAeMeHT. Aae MupocaaBa He pAQ€
PO3TOPHYTUCA CYMHiBaM CTapOTO TYXOAbLS i NPOIOHYE CMIiAMBUI TIAQH 3BiAbHeHHA Maxkcuma
(«TBiit cun He Oyae cTpaveHuit» [13, c. 201]). 3oaoTe KoA0 Aaskbora — 3HaK booi BoAi — moBep-
Ta€ KapTUHY AO €IMiYHO-PO3MOBIAHOI peNnpu3y — MOAUTBU 32 IIEPEMOTy HaA BOPOTOM.

ITip yac TparidyHOi po3B’sI3KM Y BOCBMill KQPTUHI YYIOTbCS CTPALIHi TOAOCIHHS MMpoCAaBu.
CMmepTh MakcyMa y CHMBOAIKO-Mi(OAOTIYHOMY pakKypcCi CIpMiIMa€eTbCs SIK aKT >KePTBOIPUHO-
IIEHHS 3apaau mepemoru Hap Boporom. OctaHHi cAroBa pAiBunnu («He itau, He iiau op Hac! Mak-
cumel» [13, c. 241-242]) Haue CIIOHYKAIOTb CAyXaya YsIBUTY, KyAY, Y KMl iHIIWI CBIT IIepeXoAUTh
AYIIa XAOMLA-TepOs, IO «IAE OA HAC», CTUPAI0OUYM KOPAOHU MK XXUTTSIM i CMEpTIO i CIIpSIMOBYIOUM
ii y BiuHy mam’siTh i caaBy. CrpairHe rope MupocAaBy BiACTOPOHIOETHCSI IPOTOAOLIEHHSIM ipel me-
peMoru Hap BOPOTOM 3aBASIKM EAHOCTI TpoMag i il He3MiHHOMY CUMBOAY — 30A0TOMY O0py4Yy.

BucHoBku. Intepnperauis bopuca AsrommHcbkoro obpasy Mupocaasu B onepi «30A0TuUM
00py4» Ma€ IoAiceMaHTUYHe 3Ha4yeHHs. B iaellHill KoHuenIil TBOpPy AiBUMHa yoCOOAIO€ ipeaabHe
CBiTA€ XUTTETBOpYE HAYAAO, CUMBOA BiPHOTO KOXaHH:, BIAAQHOCTiI CBOEMY HApOAY i BiTuM3Hi. ¥
ApaMartyprii oniepu Lieil IepCOHaX BUKOHYE (PYHKIII0 AMHAMi3yI04Oro HayaAa AASI IOAOAQHHS CTa-
TUYHOCTI CLIEHIYHMX CUTYaLill Ta aKTUBi3aLii po3BUTKy. CeMaHTMKa ICUXOAOTIYHOTO CTAaHOBAEHHA
o0Opa3sy MoB’si3aHa 3 MOCTYIIOBUM I€PETBOPEHHSIM HEMPUCTYITHOI KpacyHi — 00sSpChKOi AOHBKU —
y MAAKO 3aKOXaHy AIBUMHY, CIPaB)XHIO NMAaTPiOTKy PiAHOTrO Kpawo. BHYTpilllHA HeOAHO3HAYHICTh,
NOCTilTHa 3MiHHICTb XapaKTepy AiBUMHM BipOOpakeHa yepe3 CUMBOAIKY MY3MYHMX CTPYKTYp, SIKi
HAAQI0Th CEMaHTUYHOI BU3HAYEHOCTi TeMaTu3My 06pasy Mupocaasu.
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USHANOVA-RUDKO |.

THE SEMANTIC INTERPRETATION OF THE FIGURE OF MYROSLAVA
IN THE GOLDEN CROWN OPERA BY BORYS LIATOSHYNSKY

Abstract. The article provides a semantic interpretation of the figure of Myroslava in The
Golden Crown opera by Borys Lyatoshynsky. It establishes that the woman’s image embodies the
best features of female characters in the work, such as poetic and gentle nature, the ability to love
faithfully and devotedly, loyalty to the native people and the land and readiness to protect it from
enemies. The author explores Myroslava’s leading role in the formation of the opera’s dramaturgy
as the main factor of the dynamic development of the plot that accelerates the change of events
and expedites the actions of other characters. The article studies the complex psychological devel-
opment of the woman’s character, reflected in the gradual qualitative transformation of her musi-
cal depiction. The author outlines the main stages of the woman’s psychological transformation
presented by the composer in the opera. Further, this study analyzes the semantic significance of
intonation, harmony, mode and tonality, thematic constructions, and other musical structures,
thanks to which the image of Myroslava is formed. The article establishes the leading role of this
character in the concept of the work and points out the composer’s interpretation of this female
character as a kind of ideal of beauty, youth and hope for the future.

Keywords: The Golden Crown opera by Borys Liatoshynsky, semantic interpretation, musical
semantics, ideological concept of the opera, female figure in the opera, thematic constructions.
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PERFORMATIVE AND SEMANTIC SPACE OF BORYS LIATOSHYNSKY’S
INSTRUMENTAL EXPRESSIVENESS IN THE 1920S:
SONATA FOR VIOLIN AND PIANO (1926)

BUKOHABCbKO-CEMAHTUYHUN NPOCTIP IHCTPYMEHTAABHOI
BUPAXAABHOCTI BOPUCA AGTOLLMHCBKOIO 1920-X
(HA MPUKAAAI COHATU AAS CKPUNKWU | DOPTEMIAHO (1926))
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Abstract. The article examines the performance and semantic features of Borys Liatoshyn-
sky’s chamber music style, focusing on the Sonata for Violin and Piano (1926), a landmark work of
the composer’s modern period. Actively inspired by new expressive components consonant with
the expressive search of European artists of that time, chamber music became a field for the forma-
tion of Liatoshynsky’s stylistic discourse aimed at the symphonic expression, exploring the poten-
tial of those chamber music expressive means and formative experiments that are later tested in
the composition of symphonic works. The principle of symphonicity shapes the corresponding
performance and semantic space of instrumental expressiveness. It should be noted that in the So-
nata for Violin and Piano, the composer expanded the timbre possibilities of both violin and piano
as solo instruments of the chamber ensemble. Several features determine the specificity of the per-
formance drama in this work. Among them, the most crucial role is played by the principles of
symphonization, hence the interpretation of the violin and piano parts as original orchestral
groups with their timbre and dramatic lines of development, rhythmically complementary layers in
the joint image. In the context of the generalized programmatic approach and the specific one-part
structure of the sonata, considering these dramatic components is essential, as they largely ensure
the perception of the musical content and its compositional logic.

Keywords: the work of Borys Liatoshynsky, symphonism, timbre phonism, sonata for violin
and piano, interpretation.

Introduction. The work of Borys Liatoshynsky, the founder of Ukrainian musical
modernism, attracts attention for many reasons. Studying his modern period, inspired by his ap-
peal to chamber music, is vital in this context. In these works, the new components of the author’s
style, which crystallized in the previous period of musical explorations, finally take their shape.
Actively inspired by new expressive components consonant with the expressive search of
European artists of that time, chamber music became a field for the formation of Liatoshynsky’s
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style discourse aimed at the symphonic expression, exploring the chamber and instrumental po-
tential of those expressive means and formative experiments that are later tested in the
composition of symphonic works. The principle of symphonicity shapes the corresponding
performance and semantic space of instrumental expressiveness. An analysis of its manifestations
and influences on the interpretive space of the Sonata for Violin and Piano (1926) will be the focus
of this article.

The Aim of the Paper. The paper aims to explore the performing and semantic field of the
Sonata for Violin and Piano (1926), formed under the influence of the principles of symphonicism
in the chamber and instrumental works of Borys Liatoshynsky.

The paper’s objectives include identifying traditional and innovative manifestations in Borys
Liatoshynsky’s creative search in the field of chamber music of the 1920s, characterization of the
principle of symphonizing a chamber work as a sign of Liatoshynsky’s compositional expression,
and study of the special features of the performing interpretation of chamber music, focusing on
the Sonata for Violin and Piano (1926).

Research Methods. In the article, the art historical method revealed the special features of
Liatoshynsky’s stylistic discourse and manifestations of symphonization in the chamber music
style of his ideas of the 1920s. The interpretive approach was used to outline the time-space of the
performance versions and their semantic field, inspired by the influences of symphonism.

Among the studies on Borys Liatoshynsky’s chamber music, I will draw on the works of
Tetiana Homon (2017), Liudmyla Hrysenko (1963), Marianna Kopytsia (2002), Oleksandr Koza-
renko (2000), Igor Savchuk (2021), Viktor Samokhvalov (1970), and Iya Tsarevych (1972; 1987).

Results and Discussion. Borys Liatoshynsky’s chamber music can be considered both from
the musicological scientific standpoint, when the connection of the musical text with various
contexts of creative and existential nature is modeled, and from the performing and interpretive
perspective, with the singling out of the features of emotional inspiration of the idea, reflected in
the phonism and time-spatial deployment of the concept of performance as a special manifestation
of the author’s principles of symphonizing the genre.

Major changes in the direction of symphonization can be observed in the formation of the
components of Liatoshynsky’s musical language. Already in the first (mainly piano) samples, we
can see “experiments with polyphonization of texture, harmonic constructions, polyrhythm, there
is significant musical expressiveness with detailed melody composition of texture lines, appeal to
ostinato patterns, and emphasis on the metro-rhythmic principle. Liatoshynsky often complicates
the texture using imitative and contrasting polyphony in these miniatures. The formation of modal
thinking, characteristic of the master’s symphonic achievements, originates in the works of this
stage” (Savchuk & Homon, 2019, p. 164). In the melody, there are II and IV low and IV high
degrees, as well as halftone melodic and harmonic combinations.

In his chamber music and piano compositions of the 1910s and 1920s, several textural layers
are often traced, the bass line is melodized, and subvocal layers are used. Along with this,
Liatoshynsky actively develops the traditions of classical harmony of the Romantic period. He
actively chromatizes harmony to the point of splitting individual tones in chords, thus achieving
dissonance in harmonic constructions, using leit-harmonies, elliptical harmonic comparisons, and
modulations to distant keys. As Homon notes, “polylinearity and polyplasticity, horizontal and
linear development testify to the growing importance for the composer of the symphonic principle
of unfolding the musical fabric towards the complication of the chordal and harmonic language”
(Homon, 2017, p. 3).

A gradual complication of the musical language characterizes Borys Liatoshynsky’s creative
search. As a transition to the work of the 1920s with its innovative experiments, the Mourning
Prelude (1920) concentrated on the main semantic features of the next decade’s symphonization of
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chamber music style. Among them, one should note the use of twelve-tone tonality, the composer’s
conscious departure from tonal completeness, etc. Igor Savchuk notes that the artist’s “outstanding
disruption of traditional expressiveness occurred in parallel with changes in the artist’s worldview.
The ideological origins of the inner exaltation of the composer’s ideas are evidenced by the layer of
his chamber and vocal works of the 1920s; the dynamic exalted expressive limits of the author’s
expression in his symphonism are striking as a specific attempt to “survive” a laconic idea, where a
subtle inner world with its refined contexts makes it possible for a person to survive in a whirlpool
of meaningless ideas” (Savchuk, 2021, p. 229).

To trace the beginnings of symphonization in Borys Liatoshynsky’s chamber music, I shall
turn to an early work, the Romance for Cello and Piano (1913). The Memorial Cabinet Museum
has an autograph of this work. The work was published in 2020, with the cello part edited by
Viktor Rekalo and the piano part by Tetiana Homon. The romance is written in a romantic salon
manner. The composer generously uses triplets and octave doubling of the melody, filling them
with simple unchromaticized harmonies. However, the composer sets quite complex interpretive
tasks for the performers in the work. Even in his youth, the composer already gravitated toward a
rich polyphonic texture, in which one must be able to distinguish the layers of the unfolding musi-
cal fabric and subordinate them to a single development. A constant imitative “conversation” with
the cello requires the inclusion of subtle articulation and stroke solutions. Artistic taste and a sense
of proportion and time are essential, which both performers must agree upon in advance.

Allow me to summarize some of the features of Borys Liatoshynsky’s chamber style that are
important for the performance of chamber music. His principle of clear structuredness of the
work’s idea correlates both with the logic of the composer’s musical thinking, especially the
crystallized graphic form at both the macro and micro levels, and with the very process of
formation of musical drama (development, climaxes, recessions, coda). In this context, the task of
the performers is to study the author’s music in depth, paying attention to the accuracy and logic
of the construction of the entire work, the intonational clarity of thematic formations, harmonic
content, and its transformation, and the clarity of the author’s remarks. At this stage, the
performers draw up a conditional scheme for the initial interpretation of the work based on the
characteristics derived, which combines the logical processing of the text with their own
performance and technical capabilities. This approach should underlie the realization of a
convincing chamber stage interpretation of the work.

The question of phonism (sound in a broader context) of the chamber music also reflects the
symphonic nature of the composer’s thinking. In the Sonata for Violin and Piano (1926), we can
trace the so-called intellectual type of forming the idea — conscious experimentation with form
(the sonata appears as a one-part composition in the performance, although the score of the work
has certain boundaries of three parts), melodic intonation, harmonic means, etc. At the same time,
the so-called intuitive concept of the sonata’s performance is essential — it is a kind of “natural
way” that seems to complement the intellectual, experimental content of the master’s search,
helping to capture its essence. Having studied these parameters of creativity and having realized in
detail the external components, there occurs the moment of “merging” the performer’s personal
feelings with the composer’s sound worldview. The stylistic attribution of a work’s stage realization
is determined by objective and subjective factors: style and time, development of elements of the
author’s performance style, search for an appropriate background manner with its inherent
expressive and technical methods of implementing the work.

It should be added that the composer’s work is an indirect reaction to the external conditions
of the world in which the artist lives. In a stage interpretation, it is essential to realize these
components. Performers need to consider and coordinate with the sonata’s intentions the
concepts of other works composed by the composer during this period. This gives the interpreter
ample opportunity to embody the composer’s performing style, rethinking it from the perspective
of modern artistic and aesthetic principles of performance.
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It is worth analyzing the interpretation of the Sonata for Violin and Piano (1926) by Armen
Marjanyan (violin) and Iya Tsarevych (piano). Several essential factors are combined in this
version. First, Iya Tsarevych was brought up in the family of Borys and Marharyta Tsarevych and
actively observed the process of writing and performing of Borys Liatoshynsky’s works. That is why
this interpretation carries the best possible approximation to the author’s idea and, as a result, is
quite close to realizing the author’s intent. In addition, the pianist performed virtually the entire
chamber music oeuvre of the composer. In her interpretation of Liatoshynsky’s works, the pianist
“accurately reproduced all the author’s remarks and notes. And although she never practiced the
piano in the presence of Borys Mykolaiovych and he, according to her recollections, did not
comment on her playing, and he never made any comments after the pianist performed his work”
(Homon & Savchuk, 2013, p. 165). This allowed her to experience the chamber music ideas of the
Ukrainian modernist composer at the ideological and semantic levels.

The interpreters of Liatoshynsky’s sonata set a complex task of recreating the composer’s
idea: the conflict of drama, the scale of the concept, emotional intensity, richness of musical
images, the introduction of the sound idea of symphonizing the genre with attention to the logic of
the formation of the main structural components of the sonata’s idea.

The first movement, which sounds courageous, alternately reproduces the thematic work’s
graphic curve, laconically outlining the central part’s undulating and improvisational development.
All technical means are aimed at creating a tense, dramatic image. Hence, the rhythm is change-
able and subordinate to melodic intonation. The performers realize the author’s idea of an
innovative interpretation of the ensemble’s instruments, re-emphasizing their functions. In their
interpretation, the piano part has a significant background. Here, several layers of symphonic
musical development are formed, interdeveloped, and contrasted. Starting from the late romantic
piano school of the twentieth century, the pianist creates her background sound of the instrument,
aimed at a deep reading of the composer’s chamber music style, large-scale in its embodiment, and
emotionally dramatic in its symbolic and semantic saturation.

In the interpretation of Armen Marjanian and Iya Tsarevych, rhythm has an active internal
potency. From the opening bars, there is a strong and salient impulse towards active dramatic
development (the violin part and syncopated shifts in the piano part). The performers focus on the
energy-intensive structure of a gradual rhythmic variation of thematic formations — thickening
the texture, revealing and showing heterogeneous main intonation structures. Interpreters use the
intonations of the central theme, which appear from time to time in the overall dramatic
development of the work, to weave the musical canvas closely. These intonational thematic
formations are interpreted throughout the work with considerable similarity in the choice of
performance means — the constancy and immutability of the stroke scale, touches, a similar
manner of intonation, and the power of sound. Thanks to this, in their interpretation, the work
sounds like a single structure, reinforcing the author’s idea of the one-part and cross-cutting
development of the concept.

The side part sounds quite concentrated and complete. The performers start from the
author’s idea of the wave-like development of the musical fabric. The dynamic scale of this
development is built in the performance: pp-mp-p-pp. In this interpretation, the development,
which begins with the prominent core of the central theme in the piano part, acquires dramatic
and exalted features. Armen Marjanian and Iya Tsarevych’s interpretation of the sonata is a
symphonized development, where the violin and piano carry the load of several symphonic layers.
The performers emphasize the author’s general pauses, fragmenting the formative structures.
Further rhythmic fragmentation of thematic nodes using sequential development leads to a change
of tempo (Pocco meno mosso) and at the level of the performer’s intention — to the expansion of
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the boundaries of sound, revealing the episode’s tragic features. The canon (Piu mosso. Smanioso)
is interpreted in a compressed and poignant way.

The idea of timbre phonism as sound symbolization becomes the dramatic core of the sonata
and an essential component of the performers’ artistic method. For the musicians, it is a basic
principle of dramatic performance of which they are well aware and which allows them to unfold a
variety of differentiated moods in their opposition and interpenetration in the musical form’s de-
velopment through time.

The performers endow the central theme of the development with dramatic character. The
intonational core is developed: the violinist actively engages with the theme, while the piano part
focuses on the chordal syncopated thickening, accentuated by pauses. The side part is interpreted
as a pre-culminating digression: the pianist’s coloristic saturation of the musical fabric (we observe
a new presentation of the theme: the graphic lines are constant, but a new figurative color is
achieved).

There is one more crucial regularity of the author’s intention, which is vividly embodied in
the proposed performance of the sonata. In the score of the sonata, the dynamics is built up
through harmonic means; the climax is interrupted by unexpected dynamic contrasts; in the
performance by Armen Marjanian and Iya Tsarevych, the structural patterns are shaded by
harmonic shifts with a constant dynamic unfolding of the texture, which leads to the interruption
of the climax. There is “stage exaggeration” on the one hand, the author’s idea of a large-scale
interpretation of the work is reproduced; on the other, the traditions of the late romantic piano
school, where all elements of the texture must be expressed and intoned, play a meaningful role.

In the performance of the second movement, special attention is granted to ostinato
patterns. This phenomenon is interpreted in terms of complex polyphonic layering. The violin’s
ostinato as an intonational and graphic model (a manifestation of the idea of timbre phonism) is
also found in other works by Borys Liatoshynsky. This is the embodiment of the image of death
(Mavra’s cry from The Golden Crown opera, the chorus to Taras Shevchenko’s poetry “The Sun
Rises from Behind the Mountain,” the theme from the second part of the Ukrainian Quintet). The
main symbolic characteristic of the performance of the second part is contemplation and
detachment. Listening, one gets the impression of improvisation: the piano and the violin seem
immersed in a timbre game, alternately playing the central theme with overall tranquility.

The cross-cutting development of the exposition of the finale (the author’s sign of
symphonization of the chamber genre) is vividly reproduced by the performers with the help of the
sharpening of the syncopated rhythm, intonation compression, and the interpretation of the per-
formance in large thematic formations. The interpreters’ dynamic approach to the musical fabric,
emphasizing its elaboration, leads to the climax. This is achieved by rhythmic thickening, texture
compaction in the piano performance, and the violin’s provocative sound. The finale in Armen
Marjanian and Iya Tsarevych’s interpretation embodies “romantic sublimity and even a certain
patheticism characteristic of the music of the main part” (Tsarevych, 1972, p. 116). Integrally
reproducing the author’s idea of uniting the parts into a single synthetic form, the performers
inject a dramatic resolution into the coda, built on a monothematic core, thus attempting to create
a dramatic and thematic arc of the entire sonata.

Conclusions. It should be noted that in the Sonata for Violin and Piano, Borys Liatoshynsky
managed to create a full-fledged, dramatically rich canvas with the help of various orchestral
means. The composer expanded the timbre possibilities of both the violin and the piano as solo
instruments of the chamber ensemble. Several features determine the nature of the performance
drama in this work. Among them, the most crucial role is played by the principles of
symphonization, hence the interpretation of the violin and piano parts as original orchestral
groups with their timbre and dramatic lines of development, rhythmically complementary layers in
the joint image. In the context of the generalized programmatic approach and the specific one-part
structure of the sonata, considering these dramatic components is essential, as they largely ensure
the perception of the music and its compositional logic.
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XAHb Y.

BUKOHABCbKO-CEMAHTUYHUN NPOCTIP IHCTPYMEHTAABHOI
BUPAXAABHOCTI BOPUCA AGTOLLMHCBKOIO 1920-X
(HA MPUKAAAI COHATU AAS CKPUNKU | ®DOPTEMIAHO (1926))

AHoTanis. Y CTaTTi pO3rAsIHyTO BUKOHABCbKO-CEMaHTUYHI 0COOAMBOCTI KaMepHO-iHCTpyMeH-
TaAbHOI CTUAiCTMKU Bopuca AstommHcbkoro Ha npukaapai CoHaTu AAsL CKpunku Ta QoprermniaHo
(1926), 3HaKOBOTO TBOPY MOAEPHOTO IEPiOAY TBOPYOCTi KOMITIO3UTOPA. AKTVBHO HaCHa>kKeHa HOBU-
MM BUPKAaAbHMMM KOMIIOHEHTaMM, CyTOAOCHMMH 3 TOTOYACHMMH IOLIYKaMU €BPONENICbKIX MUT-
1[iB, KAaM€pHAa TBOPYICTb CTA€ NIOAEM CTAaHOBAEHHS CTUMABOBOIO AUCKYPCY ASATOLIMHCBHKOIO, CIps-
MOBAHOTO Ha CMM(OHIUHICTb BUCAOBY, anpobaliio y cdepi KaMepHO-iHCTPYMEHTAABHUX 3A00YTKiB
TUX BMPA30BUX 3ac00iB Ta GOPMOTBOPYMX IOIIYKIB, 1J0 3TOAOM alpOOYIOTbCS Y HAIMCAHHI CUM-
¢dboHiuyHux noaoreH. IIpuHuun cumdoHiuHOCTI POpMye BiAITOBIAHMIT BUKOHAaBCbKO-CEMaHTUYHMUI
MPOCTip iHCTpyMeHTaAbHOI BUpaXaAbHOCTI. Y KamepHoMY 1oAi CoHaTy AAST CKpUIKM Ta Qoprerti-
aQHO KOMIIO3UTOPY BAQAOCS PO3IIVMPUTY TEMOPOBI MOXKAMBOCTI CKPUIIKM i GOpTemNiaHO 5K COAIOI0-
41X iHCTPYMeHTIB KamepHOro aHcam6OAm. Crenudika BUKOHABCbKOI ApaMaTtyprii y 1pomMy TBOpi
BM3HAYAETHCSI HU3KOKW 0cobAuBocTeir. Cepep HUX HAMBKAUBIIIY POAb BiAIrpalOTh MPUHLIUITK
cuMboHi3zallii, a BIATaK TPaKTyBaHHS NMapTiil CKPUIKY Ta GOPTEINiaHO SIK CBOEPIAHMX OPKECTPOBUX
TPym 3 IX TeMOPOAPaMATYPriuYHMMU AiHISIMU PO3BUTKY, PUTMIYHO KOMIIAEMEHTAPHUX MAACTIB y
criAbHOMY 00pa3oTBopeHi. B ymMoBax ysaraAbHEHO TPaKTOBaHOI MPOrPaMHOCTI Ta creuudivHOl
OAHOYACTMHHOI cTpyKTypu CoOHaTM BpaxXyBaHHA LIMX APaMaTypriYHMX KOMIIOHEHTIB € BaKAVBUM,
OCKiABKM BOHM 0arato B YoMy 3a0e3Ie4yl0Tb CIPUMHATTS MY3UYHOTO 3MICTYy Ta 1IOrO KOMIIO3MU-
LIITHOT AOTIKM.

Kawuosi caosa: TBopuicTb bopuca AsTommHcpKoro, cuM$oHi3M, TeMOpOQOHi3M, COHaTa AAS
ckpunki i popremniaHo, iHTeprpeTaris.

Cmamms Haditiwra 0o pedakuyii 18.09.2023
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Abstract. The article examines the characteristic features of the ensemble performance of
Jean-Denis Michat’s Saxophone Concerto Shams by the American saxophonist Thomas Kurtz
with an orchestra of saxophones. The article emphasizes the interpretative features of the per-
formance and indicates that the special nature of the ensemble interpretation lies in the composi-
tion of the orchestra: 11 saxophones (from bass saxophone to soprano) instead of 11 string and
wind instruments, which leads to a special artistic reading and performance of the work. The arti-
cle argues that combining a solo saxophone part with the accompaniment of an ensemble of saxo-
phones is carried out due to the related timbral sound and specific saxophone touches, which cre-
ates a new sound of the Concerto and emphasizes its unique flavor.

The search and reproduction of modern means of musical expressiveness and imitation of
the manner of virtuoso playing characterizes the modern stage performance practice of a saxo-
phonist. From the perspective of forming a modern instrumental performance style, this concert
significantly contributes to enriching and embodying instrumental music’s artistic and symbolic
world, strengthening its dramatic nature and enhancing the thematic content. The features of the
style of ensemble concert performance of the 21st century are exciting reading for a modern saxopho-
nist. These are, first of all, technical complexity, emotional expressiveness, and concert brightness.

Keywords: saxophone, concerto, ensemble saxophone performance, interpretation, instru-
mental performance style.

Introduction. The concerto Shams was written by the French composer Jean-Denis Michat
in 2010 and premiered by the composer himself in 2012. During the period 2010-2022, this work
became a must-see in the programs of many prestigious competitions and festivals, including the
final round of the International Adolphe Sax Competition (Belgium 2014), the CNSMDP Master’s
Program (Paris 2015), the final round of the Andorra Saxfest International Competition (Andorra
2016), the final round of the International Classic Winds Competition (Germany 2018), the final
round of the Saxgo International Saxophone Congress (Slovenia 2018), and the opening concert of
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the Asia Pacific Academy (Thailand 2019). This list indicates that professional musicians highly
appreciate this work and believe that it can reveal the performer’s creative and technical potential.

There are two versions of the concerto: the first is a performance of the concerto by the
composer himself with the original orchestra; the second version is a performance of the concerto
by the American saxophonist Thomas Kurtz with an orchestra of saxophones (transcription by
Jean-Denis Michat). This interpretation’s peculiarity lies in the orchestra’s composition — 11
saxophones (from bass saxophone to soprano) instead of 11 string and wind instruments, and in
the saxophonist’s performance and artistic vision. Combining a solo part with orchestral accom-
paniment due to the timbre of the sound and specific saxophone touches creates a unique flavor
and a new sound.

Thus, addressing the problem of performing an interpretation of Jean-Denis Michat’s con-
certo Shams (ensemble version) is motivated by the interest in reproducing the artistic style of
French composer’s thought in the musical culture of the XXI century, full of remarkable contrasts
and bright artistic means of expression. The originality of the composer’s creative thinking and his
use of many modern performance techniques for the saxophone in writing the concerto resulted in
the appearance of a virtuoso work for saxophone, which exquisitely combines the modern French
school of composition with oriental flavor, felt starting from the first notes of the work.

Literature Review. The French school of composing, the figure of Jean-Denis Mish, and the
Shams Concerto have been studied by Eric Wallrup (2018) and Tom Smialek (2013). The Ameri-
can school of saxophone is analyzed in the works of Jacob Adam Kappey (2003) and Joseph M.
Murphy (1996). The problem of developing a national brass school is highlighted in the works of
Volodymyr Apatskyi and Roman Vovk (2014). The problem of ensemble instrumentalism is pre-
sented in the study by Liudmyla Povzun (2013). The problem of interpretation is highlighted in the
work of Viktor Moskalenko (2002).

The aim of the paper is to explore the special features of the ensemble version of Jean-Denis
Michat’s Concerto Shams performed by the American saxophonist Thomas Kurtz and a saxo-
phone orchestra.

Results and Discussion. Jean-Denis Michat (1971) is a saxophonist, composer, and profes-
sor at the Lyon Conservatory, one of the best contemporary representatives of the French saxo-
phone school, who actively develops the saxophone as an instrument of classical culture. He stud-
ied at the National Conservatory of Higher Music in Paris in specialized classes of saxophone,
analysis, music history, composition, and new technologies. Jean-Denis Michat’s professional
saxophone class at the Lyon Conservatory attracts students worldwide today. Jean-Denis Michat
has written several compositions and transcriptions for saxophone; in particular, his latest solo al-
bum, Dark Side, is dedicated to his music, where improvisation and traditions of French and world
music are mixed (Jean-Denis Michat, n.d.).

The three-movement concerto Shams for saxophone and 11 instruments was composed by
Jean-Denis Michat in 2010. Translated from Arabic, Shams means “sun,” and this title is a funda-
mental component of the musical idea of the work. Thus, in the first part, the music is more mo-
bile and dynamic, with constant development, reminiscent of bright sunshine; in the second part
of the concerto, the development of the solo saxophone part and the orchestral accompaniment
resembles the sunrise, the music seems to be filled with light and power, this effect is created by
the conducting of one theme from p for the soloist and pizzicato accompaniment in the orchestra
to fff and tutti of the entire orchestra; in the third part, the music is more calm and meaningful,
reminiscent of the evening before sunset. As a result, thanks to the versatility of the soloist and or-
chestra’s palette, the magic of sunlight is felt throughout the day, from sunrise to sunset. Given the
oriental flavor and melody of this concerto, the image of the “sun” in this work is generalized and
syncretic.
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The first page of the score and the keyboard of the concerto contains author’s note with a
dedication to the famous French composer of the twentieth century, Jacques Ibert (1890-1962),
and philosophical reflections by Jean-Denis Michat: “His music brilliantly illustrates the qualities
of French music, namely clarity, and elegance... Delving into Jacques Ibert’s story means learning
how he was suspended from his duties by the Vichy government and remembering the fate of
French composers during the occupation. We artists are very aware of this common breath that we
call heritage. We also know that this heritage is changing and growing richer every day and in the
hearts of those who have undertaken to ‘build’ it. More than anyone else, we measure the complex-
ity of this important existential quest; we also know intimately how much integration, discovery,
assimilation, and love of foreign cultures have and have already magnified this heritage” (Smialek,
2013, p. 213). In this author’s note, one can feel the artist’s affiliation with the French school of
composition, his role and contribution, and the importance of its development. Disclosing the
concert’s content and performing professionally also require deep creative reflection.

Having studied the works of Jacques Ibert, one of his most famous works is the chamber con-
certo for saxophone and 11 instruments (1935). Comparing these two works, we can see a lot of
similarities between them, from the orchestra’s composition to the musical drama. In both works,
the composers used 11 instruments in the orchestra parts: first and second violins, viola, cello,
double bass, flute, oboe, clarinet, bassoon, French horn, and trumpet; both concertos are three-
movement pieces with similar dynamics (fast first and third movements, slow second).

The reference to Jacques Ibert in the author’s note, we can conclude that the appeal to this
genre and concept is not an accident but, to some extent, a revival of the genre of the three-
movement concerto in a modern way and is a manifestation of respect for the cultural heritage of
France.

The concerto’s first movement is written in sonata form with some exceptions, which is a
modern vision of the form of a classical concerto. There is the first subject group (in the reprise in
the dominant key), transition before the second subject group, which differs in the exposition and
reprise. The second subject group and the closing zone are almost identical, with a small develop-
ment.

At the beginning of the first movement, the composer indicated the tempo (quarter note
108) and the character — Mordant. This term accurately and precisely interprets the idea and con-
cept of the first movement because the composer emphasizes the importance of clear articulation
and rhythm in this part.

The central theme contains a very energetic and clear rhythmic pattern, using various types
of articulations and accents, many quarter tones, alternative fingering (+ sign), and a special saxo-
phone touch called slap tone (imitation of a click with pitch preservation). This stroke is found
quite often in all three parts of the concert; except for this variety, you will find a slap tone without
preserving pitch, which sounds like a drumbeat. These specific saxophone techniques will be pre-
sent throughout the work but vary depending on the nature of the second and third movements.

The composer skillfully develops the first subject group around the notes E, F, and some-
times G# (G, Ab, and H); the part is written in the mode of Eb. The melody develops on the notes
of the harmonic a-moll; almost the entire theme is based on the dominant and sometimes sub-
dominant harmony, which creates a certain tension, and the interval of the extended second F-G#
creates an oriental flavor. It is this second movement that will be used throughout the work. The
orchestra part supports the central part with accented chords. The main idea of the work, and es-
pecially of this movement, is constant movement, creating a sense of harmonic and rhythmic ten-
sion. The composer masterfully manages the texture, filling or weakening it when necessary. Dur-
ing the first movement, the composer skillfully modifies the rhythmic component, complicating it
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with many polyrhythms in the accompaniment part, which, when superimposed on the solo part,
create precisely the effect that can be compared to swing or percussion.

The second movement is written in a simple three-part form, where we can conditionally
distinguish three runs of the theme A, Al, A2, and the soloist’s cadenza. Theme A is a 36-bar
theme that grows in dynamics and texture with each passage. It begins in the first bar in the small
and first octave, with the soloist playing pianissimo and the orchestra’s string group playing pizzi-
cato. It ends in the third bar on fff in the third and fourth octaves with the solo saxophone and the
orchestra’s tutti. The central theme hardly transforms, only growing in tessitura and dynamics. At
the same time, all the characteristic touches and intonations of the soloist from the first movement
remain in this part. This part dynimally resembles a sunrise or can be compared to a caravan
marching through the desert.

The third movement is atypical for a classical three-movement concerto, where the last final
movement is usually lively and active. The composer chose the idea of a moderate finale (the quar-
ter note is 60). Still, due to the acceleration at the end of the movement and the soloist’s very ener-
getic recitative, one can feel the grandeur and enchantment of the finale. Composed in a relatively
free form, it resembles a fantasy using the melody and rhythm of the first and second movements.
There are recitatives in this movement, new themes often appear, and these particular dramatic
elements emphasize the uniqueness and unusual nature of the finale of the three-movement con-
cert cycle.

The compositional and dramaturgical idea of the concerto (Moskalenko, 2002, p. 10) is to
embody the principle of thorough thematic development in the artist’s modern vision of the form
of a classical three-movement concerto, using modern compositional techniques and performance
techniques, oriental melody and a virtuoso solo part to achieve a high semantic concentration of
sound. The peculiarities of the Shams concerto style indicate that the composer strives for a cross-
cutting development in each movement. Each movement is a special “event” within the entire cy-
cle. At the same time, the composer uses the themes of the first movement, its intonations, and
motifs throughout the concerto, changing mainly the tempo and dynamics.

The semantic idea of the work is represented by the virtuoso plasticity of the music, mani-
fested in the development of musical thought in contrasting emotional and dramatic manifesta-
tions — constant movement and calm, enthusiasm, dance and stasis, etc.

In this concert, the performer has the opportunity for different interpretations. The main
goal of the performer, regardless of the interpretation, is to preserve the work’s semantic idea and
maintain a constant precise rhythm, articulation, and sense of movement.

The author of this article had the unique opportunity to take a master class with Jean-Denis
Michat in 2019, where the artistic and performance challenges of the Shams concerto were dis-
cussed. While working on the first movement, Jean-Denis Michat emphasized the importance of
maintaining a precise rhythm and articulation at the beginning of the first movement and the en-
tire concert. Due to its complex rhythmic pattern and diverse and specific strokes, Jean-Denis
Michat emphasized that the saxophone part is a particular state that can be compared to jazz
swing or percussion. The immersion in this state throughout all three movements creates a spe-
cific concert mood and is the composer’s intention.

In this article, to highlight the specific features of the ensemble interpretation of the con-
certo, we will turn to its performance (Shams Concerto, 2020) by the American saxophonist Tho-
mas Kurtz with the Texas Saxophone Orchestra (transcription by Jean-Denis Michat).

Thomas Kurtz is a renowned American saxophonist, educator, and researcher. As a perform-
ing artist, Thomas Kurtz has won awards at various competitions, including the Delta Symphony
Orchestra Concerto Competition, Golden Classical Music International Competition and the
MTNA Young Artist Competition. His teachers include Stephen Page, Geoffrey Deibel, Zachary
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Shemon, and Stacy Wilson. He is currently pursuing his DMA in Saxophone Performance at the
University of Texas at Austin while also serving as Adjunct Saxophone Professor at The University
of Mary Hardin-Baylor.

Describing the performance of the concerto Shams by Thomas Kurtz with the saxophone or-
chestra, it is necessary to explore the special features of the ensemble performance as such.

Chamber and ensemble music, which was developed before the Baroque period, was influ-
enced by the ideas of the era: “geringe Invention” (“modest capacity for invention”), which has an
etymological synonym for “play.” The word “game” is multifaceted and etymologically related to
music (Povzun, 2013, p. 56). Then the concept went far beyond the narrow semantics and ab-
sorbed a plurality of meanings (a rich spectrum of which covers a variety of areas of life), but the
musical basis of the concept has not disappeared: “play” is the action of a musician.

An ensemble is a creative interaction of performers in quantitatively and timbre condition-
ally limited instrumental compositions, taking into account many performance components (tech-
nological, psychological, artistic, and interpretive) in a coordinated joint sounding in the unity and
inseparability of the means of creative and figurative expression, which forms a “performance con-
tinuum common to all members of the ensemble” (Povzun, 2013, p. 55), formed by the identity of
awareness of the semantic and stylistic tasks of the work.

Ensemble performance is a correlation between the processes of free playing, stage perform-
ance as professional playing, and performance as the highest form of mastery in playing, which,
from the standpoint of the historical development of musical art in general and chamber ensemble
performance in particular, is defined by numerous artistic, aesthetic and cultural factors. Perform-
ance as a professional ensemble skill goes beyond the narrow framework of playing music, making
it possible to embody the spirit of ensemble harmony (artistic and dynamic, tempo and rhythmic,
timbre and articulation) among the participants of a musical gathering based on collectively agreed
artistic, aesthetic and semantic parameters. The criterion for the degree of ensemble coherence is a
meaningful understanding of the role of each musician at each specific moment of joint music-
making.

Playing in an ensemble is a significant problem for a saxophonist’s performance skills. In an
ensemble, as in a creative team similar to a mini-orchestra, the instruments are vividly combined,
each of which is a self-sufficient artistic unit. At the same time, there are characteristic differences
between the instruments in dynamics, attack, articulation, timbre, register capabilities, etc. En-
semble musical integrity is achieved by high-quality sound content of the artistic and musical im-
age when each ensemble member is a full-fledged actor.

In contemporary music, chamber music is an instrumental theater of personalized instru-
mental voices. Each instrument in the ensemble is a carrier of a certain image-role, the artistic
properties of which are manifested through timbre (Apatskyi & Vovk, 2014, p. 225).

The synthesis of understanding the ensemble function of the saxophone and the new possi-
bilities provided by its timbre and intonation in the ensemble have become a wide field for compo-
sitional discoveries in ensemble performance. Thus, the aesthetics of the ensemble performance of
Jean-Denis Michat’s Shams concerto involves an emotional reproduction of the artistic image of
the work based on the developed creative imagination of the participants of the ensemble game,
their analytical and logical thinking and technical mobility of the playing apparatus.

Each of the saxophone orchestra instruments of the Shams Concerto reproduces its sound
properties in relief. The richness of the voices reproduces a unique ensemble flavor of the concert.
The saxophone ensemble has a so-called “area of expressive playing” where the instrument per-
forms gradual and sudden nuanced shades (forte, piano, crescendo, diminuendo, sforzando, etc.)
most accurately and best. This allows the saxophonist to play the material most accurately and ex-
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pressively. The merging and “playful” combination of the timbres-characters of the saxophone en-
semble in the concert Shams organically reproduces the composer’s intention.

In Thomas Kurtz’s interpretation, it is noticeable that the performer has chosen a slightly
faster tempo, but this is justified because the concert’s music allows for such changes. This creates
even more tension because, at this tempo, the already complex rhythmic structure becomes even
more expressive. The accompaniment of the saxophone orchestra sounds brighter in timbre than
the original composition, and the slapton stroke on the saxophone conveys some string touches
that the soloist has. Using this stroke in the accompaniment creates a special effect from the first
notes because it resembles percussion, which is not in the original chamber music. The original
version with the chamber orchestra is calmer in tone and character, with the strings smoothing out
accents and dissonances, creating a softer sound cushion for the soloist. Instead, the version with
the saxophone orchestra is more expressive regarding sound presentation and sound. All the ac-
cents and dissonances sound louder and more expressive due to the instruments’ peculiarities and
merge more with the soloist, creating one big sound wave. This is especially noticeable in the con-
certo’s second movement, where in the original version, the strings play with a pizzicato stroke and
strike the body of the stringed instruments. In the version with the saxophone orchestra, this
stroke is replaced by a slapton: closed (with pitch preservation) and open (a bright click without
pitch preservation). With these effects, the second movement of the concerto in the version with
the saxophone orchestra acquires new colors with the solo saxophone part with oriental motifs,
which is especially emphasized in the culmination of the movement, where the saxophone orches-
tra actively supports the soloist in the high altissimo register.

Thomas Kurtz achieves constant development and movement through dynamic and rhyth-
mic shifts, which is extremely important in this concerto, emphasizing the climaxes and the emer-
gence of new thematic leads. Thus, due to the stretto, the performer emphasizes the quarter-tone
development in the connecting part of the first movement (bars 43—47, 58—63). The saxophonist
consistently demonstrates clear articulation and filigree technique. The soloist’s cadenza in the
second movement sounds accessible and thoughtful due to expressive articulation and phrasing.
The third movement performed by Thomas Kurtz sounds in a declamatory key calmly, sensibly,
and freely, which allows one to fully feel the texture of the musical fabric and its semantic shades.

The notion of texture implies a specific differentiation in explaining the playing dispositions
of the ensemble players. This is manifested in the inter-instrumental dynamics of the saxophone
parts (sound-dynamic balancing within the aesthetic limits of the theme-support, primary-
secondary), in the correction of the dynamic sound by the acoustic-auditory conditions of per-
formance. The artistic differentiation of the concert texture is because the musical fabric is a
multi-coordinate structure of instrumental and textural combinations — an ensemble texture that
can stratify and separate different textural layers (melody — background, thematic conductions —
thematic contrasts) and combine different tempo-rhythmic, timbre-register, dynamic, articulation
and intonation components of ensemble expression (Povzun, 2013, p. 61).

Enriching the sound of the concerto’s texture, Thomas Kurtz performs the finale more
calmly and freely than it sounds in the original version, making many slowdowns and pauses. Still,
due to the loud dynamics (fff) and bright sound, timbre colors, the final part gets its own sound
and semantic content. At this time, the orchestra sounds the ostinato note B, which grows in dy-
namics and is picked up by other orchestral groups. Given this, we can conclude that Thomas
Kurtz eloquently interprets the finale as calm but large-scale in sound.

It is also necessary to emphasize such an essential characteristic of the performance of a con-
certo with a saxophone orchestra as timbre, which should be understood in the context of reveal-
ing the maximum instrumental capabilities of the saxophone: sound-expressive, interpretive, in
the context of expanding the content of musical meanings and images of the concert. The per-
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formance of Jean-Denis Michat’s concerto Shams by saxophonist Thomas Kurtz with the saxo-
phone orchestra can be characterized from the standpoint of the phenomenon of timbral personi-
fication, which is inherent in the ensemble specificity of the concert in the context of emphasizing
the single-tone specificity of instrumental sound production, and if the main task of the ensemble
is to “smooth out” the differences in sound, then, creating a polyplanar polyphonic ensemble tex-
ture of the interpretive version of the saxophone concerto, Thomas Kurtz achieves the desired en-
semble effect by emphasizing the sound of the saxophone as the main active character of the musical
action, the leading actor by presenting the personalized sound “close-up,” contrastingly, emotionally,
and primarily due to the articulation and timbre features of its performance sound presentation.

The combination of saxophones has a unique, colorful flavor in the ensemble texture of the
concerto, which ceases to be a combination of horizontal (melodic) and vertical (harmonic) layers
but is reproduced in sound and semantic combinations diagonally (in the interaction of vertical
and horizontal components, dynamic instrumental upsurges arise at the intersection at all levels of
instrumental-articulatory saxophone ensemble interaction). The timbral personification in the
version of the concerto Shams with the saxophone orchestra consists of the quality of dynamic,
articulatory, timbral, and acoustic indicators of musical sound, which made it possible to outline
the artistic and expressive criteria of the ensemble performance of the concerto.

Conclusions. Jean-Denis Michat’s Shams Concerto for saxophone and 11 instruments
(2010) was written in the mature period of the contemporary French composer’s life, and this vir-
tuoso work has become a permanent feature at many competitions, exams, etc. The performance
of this concerto can show the performer’s level, technical arsenal, and artistic vision. The concerto
is characterized by high technical requirements due to its complexity and by various strokes, ar-
ticulation techniques, modern performance techniques, etc.

The interpretive version of Jean-Denis Michat’'s Concerto Shams by saxophonist Thomas
Kurtz and a saxophone orchestra is interesting because it contains dynamic, rhythmic, textural,
and timbre transformations of the original version of the concerto. From the point of view of the
development of a modern instrumental performance style, this interpretive version of the concerto
with a saxophone orchestra is a significant contribution to the enrichment and embodiment of the
artistic and symbolic world of saxophone music, strengthening its dramatic beginning, enriching
its thematic content.
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[TABNO BAPABALLYK

AHCAMBAEBA CNELUN®IKA BUKOHAHHS
KOHUEPTY AA9 CAKCO®DOHA «SHAMS» XXAHA-AEHI MiLLA
(HA NPUKAAAI BUKOHABCBHKOT iIHTEPNPETALII TOMACA KYPLA
3 OPKECTPOM CAKCO®OHIB)

AHoranisa. Y cratTi po3rasHyTo ocobAuBOCTi iHTepmpetanii KoHuepty aAasi cakcodona
JKana-Aeni Mima «Shams», sIKy 3AilicCHMB amepuKaHCbKui cakcodonict Tomac Kypu y cynpoBoai
opkectpy cakcodoHiB. BkaszaHo, mo crenudpika aHcamMOAeBOI iHTeprpeTalil MOASITa€ B CKAaAi
opkectpy — 11 cakcodoHiB, Bip 06ac-cakcodpoHy A0 compaHo, 3aMicTb 11 CTPYHHUX Ta AYXOBUX
iHcTpyMmeHTiB. lle 00yMOBAIOE CBO€EpiAHE XYAO’KHBO-BMKOHABCbKE IPOYMTAHHS TBOpY. Y CTATTi
OOCTOIOETBCST AYMKa, IO TIOEAHAHHS COABHOI Maprii cakcodoHa Ta aHCaMOAIO Cakco(dOHiB
3AIVICHIOETBCSI 32 pPaXyHOK CIIOPIAHEHOTO TEMOPAABHOTO 3BYYaHH: Ta crelivHUX cakcoPOHOBUX
IITPUXiB, 1IJO CTBOPIOE HOBe 3BY4YaHHs KOoHIIepTy, MAKPECAIOE 110r0 0COOAUBUIT KOAOPUT.

AAsl cydacHOI ClieHiYHOI BMKOHaBCHKOI MPAKTUKM CAKCO(MOHICTa XapaKTepPHUM € IOLIYK 1
BIATBOpEHHsI BIATIOBIAHMX Cy4acHiil A00i 3aco0iB My3M4YHOI BMPA3HOCTi, HaCAiAyBaHHS MaHepu
BipTy03HOI Irpu. 3 TOUKM 30py POPMYBaHHS Cy4aCHOIO iHCTPYMEHTAABHOT'O BUKOHABCBKOTO CTHAIO,
paunit KoHuepT € 3HaYHMM BHECKOM Y 30arayeHHs i KOHKpeTH3aLilo XyA0XKHbO-00pa3HOro CBIiTy
iHCTpyMeHTaAbHOI MY3UKM, TOCUMAEHHs 1i ApaMaTM4YHOrO HayaAa, 30arayeHHs TeMaTUYHOTO
HanoBHeHHs. CTMAiCcTMKa aHCamM0AeBOro KOHLEPTHOro BMKOHaBCTBa XXI CTOAITTSI CTaHOBUTB
iHTepec AASL CyyacHOro cakCOQOHICTa-BMKOHaBLs 3 TOYKM 30pPY, IEPEAYCiM, TeXHiYHOCTI,
€MOLiIIHOI BUPAa3HOCTI, KOHLIEPTHOI sICKPABOCTI.

Kawuosi croBa: cakcodoH, KOHLEPT, aHcaMOAeBe CakCOPOHOBe BMKOHABCTBO, iHTepIpeTa-
11isl, BUKOHaBCbKUI CTHAD.

Cmamms Haditiuwra 0o pedakuyii 18.09.2023
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MUICTELBKA PELIENLIS BIMHU

Mapuna I'lpoTac, HaTtaaisa byaasina, Irop Icuuenko
YKPATHCBKE MUCTELTBO B KOHTEKCTI BU3BOABHOI BIMTHU ...

TersiHa Yyiiko
OBPA3HA CHMICTEMA TBOPIB ITEPIOAY POCIVMCbKO-YKPATHCBKOT BIVIHU:
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OneHa KoBaabuyk
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HOAis Benrs, ITaBao lllonin

YKPAIHCBKUI TEATP
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Pacdaa baproc
MOTUB BIMIHM B HACTIABHMX POABOBUX ITPAX:
TTOIIYKOBE AOCAIAJKEHHS ......cooiiiiiiiiiiiiiicieiiciiicieiicicieicicisaicsesisisisisssisssssssssssssssssssssssons

CYCITIIABHUN BUMIP KYABTYPU

Pycaana besyraa

BI3SYAABHA AEMOHCTPATVIBHICTD
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