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KOHKYPCHO-GeCTMBaABHMM PYX B YKPaIHI
B 4aCK POCIMCHKO-YKPAIHCBKOI BiHM
Competition and festival movement in Ukraine during the
Russian-Ukrainian war

PYCNAHABE3YITIA  RUSLANA BEZUHLA
[l0KTOp MUCTELTBO3HABCTBA, AOLEHT, Doctor of Arts Studies,
IHcTuTyT Npo6nem cy4vackoro mucteutsa HAM Ykpainu, — Modern Art Reserch Institute of the National Academy of Arts of Ukraine,
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AHoranis. Y cTaTTi npoaHaAisoBaHO 0COOAMBOCTI MPOBeAeHHs KOHKYPCIB i pecTuBaaiB B YkpaiHi B yMOBax IOBHOMACIITAOHO-
IO BTOPTHEHHs POCIfiCbKNUX BiliCbK. 3HauHi 0e3MeKOBi pU3MKHY, 10 € HASIBHMMU B 6araTboX perioHax KpaiHu il AOCi, 3yMOBMAY IIOLIYKY
HOBMX (POPMATIB IIPOBEAEHHST MICTELbKMX 3aX0AIB. 3'ICOBAHO, Ij0 KAIOUOBMMY 3aBAAHHIMM CTAAM: MATPUMKA MOPAABHOTO AYXY CY-
cmiAbCTBa, aKyMyAloBaHHs pAoromory Aast 3CY, mpomolis yKpaiHChKOT KYABTYpPH 5K B KpaiHi, Tax i 3a ii Mexxamu. 3mina popmary ca-
MIX TIOAIV 3yMOBA€HA O3HAYEHMMM 3aBAAHHAMM: TeMa BilfHM CTaAa BXKAMBOIO YaCTMHOK TeMaTuKM GpeCcTuBaAiB, KAIOYOBOIO 3HAUEH-
Hs1 HaOyAa 6AQroaliifHa CpsiMOBaHiCTb 3ax0AiB. TepuTopiaAbHi 3MiHM ITOB’sI3aHi SIK i3 3arpPO3AMBOIO CUTYALI€I0 B AESIKUX PErioHax, Tak
i 3 criBmpariero Ta MATPUMKOIO 3 OOKY OpraHi3aTOPIB IHIIMX MOAIIL, 1[0 BHAXOAATHCS Y GiAbII Ge3MMeYHNX MiCLIsX.

Mera crarTi — CTBOpEHHS KOMIAEKCHOTO apXiBy MarepiaAiB, KMl AO3BOAUTD NMpOaHaAidyBaTu QYHKIIOHYBaHHA KOHKYPCHO-
dbecTuBaspHOro pyxy B YKpaiHi B yacu pociiiCbKoi BOEHHOI arpecii, pO3yMiHHsI KYABTYPHIX CTpPATeriil, 00yMOBAEHMX 3aBAAHHSIMHU BO-
€HHOTO CbOTOAEHHS.

Y cTaTTi 3aCTOCOBYIOTbCS TaKi 3araAbHOHAYKOBI MAXOAM, TIPMHLIMIIN 11 METOAM, LJO AAAY BMOT'Y POSTASIHYTU 0COOAMBOCTI QyHKIIi-
OHYBaHHsI KOHKYPCHO-(eCTUBAABHOTO PyXy B YKpaiHi y BOEHHMIT YaC 3 Pi3HOBEKTOPHUX MO3u1iit. Tak, 3a AOIIOMOTOI0 OPiBHAABHOTO
MeTOAY 3iCTaBASIOTHCS GOPMATH Ta 3aBAAHHS 3aXO0AIB, PEeHOMEHOAOTIUHMIT METOA 3aCTOCOBAHO Ha €Talli PO3KPUTTS CYTHOCTI (eHo-
MeHY KOHKYPCHO-(beCTHBaAbHOTO pyXy B YKpaiHi Ta iforo TpaHcdopMmallii y 4acu BOEHHOTro BTOprHeHHs PO.

Karouosi crosa: decTuBaAb, KOHKYPC, BiifHa, KYABTYPa, MUCTELITBO, LIHHOCTi.

ITocraHoBKa npo6aemu. CKAaAHICTD i cymepe-  1epioa, Ta 3MiHM LiHHICHMX Opi€HTaLill y CyCiAb-
YAUBICTD IPOLIECIB, 1110 BiAOyBaroThCs B ycix chepax  cTBi. Biakpura dasa pociitcbko-ykpaiHCbKoI BiltHY,
KUTTEAISIABHOCTI TAOOAAI30BAHOTO CYCIIABCTBA, 110 po3novaracs 24 ArToro 2022 poKy, CTaAa 1ije 0A-
00YMOBAIOIOTb 3MiHY CYTHOCTI KyABTYPHMX IIpak-  HMUM BunpobOyBaHH:M, micast COVID-19, past Bcboro
THK Ta iX HOBe PO3YMiHHS 3 OTASIAY HA 3DOCTaHHS ~ YKPAlHCBKOI'O CYCIIIABCTBA i1, 30KpeMa, AAsl becTr-
BIIAMBY Ha MOAEAI COLIiaAbHOI ITOBEAIHKM Ta Iepe-  BaAbHO-KOHKYPCHOI iHAyCTpil. [IpeacTaBHMKY Lii€l
TBOPEHH: Ha OAMH i3 IPOBIAHMX UMHHUMKIB CyCIliAb-  TaAy3i BiApearyBaAl Ha BUKAMKM BilIHU AOCUTD He-
Horo noctyny. OAHi€l0 3 HaitbiAbII NPUBAOAMBMX  OAHO3HAUHO — BiA IIOBHOI BIAMOBH IIIOAO IIPOBEAEH-
cy4acHUX GOpM B KYABTYDHOMY >KUTTi AOBOEHHOI  HS 3aXOAIB AO KapAMHAABHMX 3MiH B popmari Ta 1ii-
Ykpaiuu 6yan pectuBaai i KOHKypcy, a pecTrBasb-  AbOBIi ayAUTODIl, LIiHHICHUX yCTaHOBKax Ta B1OO-
HO-KYABTYPHA IHAYCTDisl pelpe3eHTyBaAa YMCEAb- Py MailAaHYMKiB. OOIPYHTYBaHHS TaKUX BUAO3MIH
Hi 3aX0AM, Opi€HTOBaHI Ha pi3HYy LiAbOBY ayAuTO- i TpaHchOpMaL|iil € TAKOX Pi3HUM: Bip HEMOXAM-
pito. Boenna arpeciss PO npusseaa A0 3AaMy ycTa-  BOCTi Ta HECBOE€YACHOCTI IPOBEAEHHS PO3Ba’KaAb-
AeHOI iHGPaCTPYKTYpU KYABTYPHOTO /1 MUCTELIPKO-  HUX 3aXOAIB A0 HeoOXipAHOCTI mipTpumaTu 36poii-
IO >KUTTS, 1J0 CKAQAACSA B TIONIepeAHiit ictropmunmit  Hi CuAn YKpaiHy, BUPIINTY I'yMaHiTapHi MUTaHHS,
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CYYACHE MMCTELITBO

BiABOAIKTM HalbiAbLI BpasAMBi BEPCTBU CYCITiAb-
CTBa Bip TpariaMy BO€HHMX OYAHIB TolIj0. 3a3Haye-
HUM BuIlje 00YMOBA€HA aKTYaABHICTb TEMM CTATTI,
OCKiABKM BMAQETHCSI BAXKAMBUM — i B TeOpeTUd-
HOMY, i B IPaKTUYHOMY CE€HCaX — IPOaHaAi3yBaTu
YHKLiOHYBaHHS KOHKYPCHO-(€eCTUBAABHOI iHAY-
cTpii YKpaiHu B yacu pociiicbkoi arpecii, posymiH-
HsI KyABTYPHUX CTpaTeriif, 00yMOBAEHMX 3aBAQH-
HSIMM BOEHHOTO CbOTOAEHHS.

AHaai3 pocaipkeHb Ta myOAikanii. B cyyacHin
I'yMaHiTapHiil HayLi pelpe3eHTOBaHi pisHi miaAxoau
AO AOCAIA’KEHHS KYABTYPHUX iHAYCTPIiil Ta KOHKYpC-
HO-(peCTMBaABHOTO PYXY, PO3PO0AEHi SIK 3apyOiXKHM-
MM, TaK i BITYM3HAHMMI aBTOpPAMH, fAKi NPaLIOI0Th
B pycai dirocodii, MUCTELITBO3HABCTBA, KYABTYPO-
Aorii, AIHTBiCTUKM, COLIIOAOTII, MoAiTOAOT], peairie-
3HaBCTBA TOLIO. Ba’)KAMBOIO B KOHTEKCTI HAIIIOTO AO-
CAipKeHHs MorAa 6 craTu poboTta A. Xe3MoHAQALLA
(Hesmondhalgh) «KyaprypHi iHAyCTpii», B sIKiit aB-
TOp aHaAi3ye KyABTYPHY MOAITHKY Ta TpaHchopMa-
1ii B KYABTYPHMX iHAYCTPisIX B TIOAITMUYHOMY, €KO-
HOMIYHOMY Ta COLIIOKYABTYpHOMY ceHcax. IIpore
B 3a3HaueHill po6OTi MOBHICTIO BIACYTHIi aHaAI3 ic-
HYBaHHs Ta QYHKLIOHYBaHHS KYABTYPHOI iHAYCTpil
B Yacy BifiHM. 3Ba)Kar04M HA Te, 110 CTATTS PaKTUy-
HO BiAOOparkae, Onmcye MoAil ocTaHHIX KiAbKOX MiCsi-
1IiB, IPYHTOBHMX TEOPETUYHNX IIpallb, Ha sIKi MOXKHa
6yAO CIMpaTHCh, TIOKU He iCHYE, TpoTe PaKTOAOT Y-
Hi AQHi 11J0AO HOBMX YMOB Ta (POpMATiB TPOBEAEHHS
KOHKYPCIiB Ta (peCTUBAAIB CIIPUATUMYTb CTBOPEHHIO
MAIPYHTSI AASI TIOAQABIIOTO TEOPETU3YBAHHS AOCAI-
AXKYBaHOI TeMMU.

AOCAiAKEeHHS TUTaHB, 1[0 MOPYILIeHi B 1iii1 cTaT-
Ti, BiAOyBa€TbCs B BOEHHMII TIEPIOA, SIKMIT CTaB AyXKe
HEMPOCTUM AASL KOHKYPCHO-(heCTUBAABHOL iHAYCTPil
VkpaiHy, I1j0 TPU3BEAO A0 3HAUHUX TpaHchopMaLiin
Lji€l KYABTYPHOI CKA2AOBOI, ap)Xe KOHKYpcH i dec-
TUBaAi IPOBOAATHCA B BOEHHMX yMOBax. Marepi-
aA, peNpe3eHTOBaHUIT y CTATTi, 3i0paHo B pe3yAbTa-
Ti MOHITOPUHTIY BeO-pecypcCiB Pi3HMX MUCTELIBKUX
3aXO0AIB Ta MOAII.

Merta cTaTTi — CTBOpEHHS KOMIIAEKCHOTO ap-
XiBy MarTepiaAiB, KU1 AO3BOAUTD IIPOAHAAI3yBaTH
(YHKIIIOHYBaHHS KOHKYPCHO-(peCTUBAABHOTO PYyXy
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YKpaiHu B 4yacu pociiicbKoi arpecii, po3yMiHHS KYAb-
TYPHMX CTpareriit, 00yMOBA€EHMX 3aBAQHHSIMMU BOEH-
HOTO CbOTOAEHHSL.

BuxaapeHHsa ocHoBHoro martepiaay. CTpyKTyp-
Hi, GYHKLiOHaABHI, AMHAMIYHI 11 3MiCTOBI mpoLecy,
1110 BiAOYBAIOTBCS B COLIIOKYABTYPHOMY CepPeAOBMILL,
MOCTAIOTh SIK CKAQAHO OpPTaHi30BaHa B3aEMOA, AKa
moTpebye aHaAi3y 3 aKCIOAOTIYHMX MTO3MLIiI, @ BUSIB-
A€HHS TAMOVMHHYX 3aKOHIB OYAOBY, PO3BUTKY i1 PyHK-
LI{OHYBaHHS KYABTYPM 3aBXXAM OYAO aKTYaAbHUM 3a-
BAQHHAM AASl COLIIOTYMaHITapHOIO 3HaHHA. B 1jbo-
My 3B’s13Ky Ha 0COOAMBY YBary 3aCAyrOBY€E 3aBAQHHS
aHaAi3y peHOMeHY KOHKYPCHO-(peCTUBAABHOI iHAY-
cTpii YkpaiHu K akTyaabHOro GopMaTty po3ropTaHHs
KYABTYPHUX CTpaTerill i MpakTUK B 4acu pOCiiiCbKOI
BOoeHHOI arpecii. CyJacHui1 eTarn COLiOKYABTYPHOTO
PO3BUTKY OLIiHIOETBCS 3 IOTASIAY CUHEPTii BOEHHMUX,
€KOHOMIYHMX, COLliaAbHMX, TEXHOAOTIYHUX Ta MeH-
TaAbHMX (AKTODIB, 1[0 BIAMHYAU Ha YHKLIOHYBaH-
Hs1 KOHKYPCIB i pecTuBaaiB B YKpaiHi y BOeHHMI yac.
V Takuit mepioa BaXXAMBO IPOSICHUTH, 11I0 BiAOYBa€Th-
Cs1 CbOTOAHI, 3adikcyBaTy MOAIL i BIACTOIOBaTH MpaB-
Ay TIepeA AaBHIMM HallapKaMM POCifICBKOTIO peXUMY
Ha caMe IOHATTS IPaBAY, SIKi IPU3BEAU AO L€l Bi-
yiHu. CTBOpEHHS KOMIIAEKCHOTO apXiBy MaTepiaais,
MACbMOBOTO, Bi3yaAbHOTO KOHTEHTY BillHM € OAHUM
i3 BOXAMBIX 3aBAQHb CbOTOAEHHSI.

LlinkoM 3p0o3yMmiAo, 1110 BillHa HEraTMBHO BipO-
Opasuaach Ha GpecTUBaABHO-KOHKYPCHIl1 raaysi. Tax,
y TpaAMLitHOMY GpopMaTi BAAAOCS IIPOBECTY AMILIE
4yacTMHY 3aX0AiB. Cepep HUX — odaaiH-KiHOpecTu-
BaAb «Mukoaaitayk OPEN», mjo npoitmos y Muko-
Aa€Bi 3 opraHisallielo KiHomokxasiB y XapKoBi, TPOEKT
«Focus on Ukraine» y mexxax ¢pectnBaato «BRIDGES.
East of West Film Days», mo Bia6yBcst B Bprocceai
BXe 26—27 AIOTOTO i B paMKax sIKOro Oyau rmokxasa-
Hi TOAOBHI yKpaiHCBKi GiAbMU POKY, @ TAKOX KiHO-
dectuBaab «Untold Ukraine» y Ay6aiHi, 10 mpoxo-
AVIB YIIPOAOBXX AMITHA B IpAQHACBKOMY KiHOIHCTUTY-
Ti i Ha sIKoMYy 3i6paan moHap 25 000 €Bpo AAs opra-
Hizauii «Nova Ukraine», sika 3ailicHi0€ B YKpaiHi ry-
MaHiTapHi npoektu [22].

Maixe He3MiHEHOIO B 4ac BillHM 3aAMIIMAACS Me-
pe’ka KOMEePLIiMHNX AUTAYO-IOHALbKMX KOHKYPCiB
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i pecTuBaAiB, 1110 3yMOBAEHO, 3 OAHOTO OOKY, BAACHe
KOMEPLIiJTHOIO IIPUPOAOIO LIMIX IIPOEKTIB, 3 iHIIOT0 —
HEeOOXiAHICTIO BIACTOPOHUTM AiTell Bip >KaxiTh BiltHY,
HaAATM, B IIepIIly Yepry, caMme iM MOXKAMBOCTI peAak-
callii, B TOMY YJCAi 32 AOIIOMOT'OI0 TBOPYOT'O CAMOBM-
siBAeHHsI. CepeA TaKyX IPOEKTIB — HaraTo)kaHpoBMIit
MIDKHapOAHUIT KOHKYPC «3ipku €Bponu» [5], MixHa-
poAHMIT pecTuBaAb HapoaHOro TaHLo «Bukovina Folk
Dance», pectuBaap «Lviv Show Time», pectuBaab-
KOHKYpc «Sea of stars» (Oaeca), pectuBaab «AoBY MO-
meHT» (Kam'sinerib-TTopiabcbkuit), MbkHapoaHuit gpec-
THBaAb-KOHKYpC «New Wave Prague» (AbBiB, Bypa-
newt, Biaens, [Tpara, Apesaen, Kpaxis, AbBiB), «Stars
of Georgia», «Stars of Greece», «Stars of Albena», «Ku-
1BChKa BeceaKar, «BykoBeAbchbKuit 3ipkadect», «Ma-
MuHe wacts» (Binuuis), «ITiakopu cueny» (Kuis),
«Beauka popnHa Most YkpaiHa» Ta bararo-6araTo iH-
myx. BapTo 3a3HaunTH, 110 YACTMHA TAaKUX KOHKYP-
CiB epepbauae 0UHO-AMCTAHLIIHY y4acTb 200 X B3a-
raAi CyTo AMCTaHIIiHY, K, HAIPUKAAA, KAHAACbKO-
YKpaTHCBKUIT peCTUBAAD AUTSYO-IOHALIBKOI TBOPYOCTi
«Best Fest» [7] a6o CepepsemHoMOpchbKuii pecTrBaAb
AUTSYOI Ta oHaLbKoI TBopyocTi « TOTAFEST» [19]
41 BceykpalHChKUIT peCTUBAAB-KOHKYPC MUCTELITB
«/AbBiBcbKa parcopis» [3].

JKanpoBuit Aiana3oH 3a3HayeHux GpecTuBaAiB Mak-
CMMAaAbHO IMpPOoKuiL. KpiM My3nuHMX, BKAIOUHO 3 KOH-
KypcaMy KAQCUYHOI MY3MKU, TAHL[IOBAaAbHMX, Tea-
TPaABHUX, XYAOXHIX, B I[I0 I'PYITy BXOASTb TaKOX Ai-
TepaTypHi KOHKYPCH, 30KpeMa KOHKYPC PYKOINCiB
BiA BupaBHMLTBA «YuTail yKpaiHcbkoo» [10], KoH-
Kypc AeTekTuBiB «l]e cTanoch Ha PispBo» Bip byxkban-
aa [9], koHKypc onoBipanb «Open World»-2022 [18],
KOHKYPC IT0eTiB-TovyaTkiBLiB «Bipuometpis» [16].

BiAbLIICTD YKPATHCHKUX KOHKYPCIB i pecTrBaAiB,
sKi nmpoBopuAncsa 2022 poky, Tak UM iHak1le BiAI'y-
KyBaAucs Ha noafi BiitHu. Cepea Takux — Bceykpa-
THCBKMIT €KOAOTIYHMIT KOHKYPC «BiaoBipaAbHICTD
3a CTBOPiHHSI», OPTaHi30BaHMI YKPaiHChKOIO IPEKO-
KaTOAUIIBKOIO LJepKBOIO, 1[0 IOCTABMB MepeA yYacHU-
KaMM 3aBAQHH: «CIPUATHU AiIKYBaHHIO paH, AKi Boxe
CTBOPIHHSI 3a3HAAO0 BHACAIAOK BiitHM» [21]. Y Hu3wi
AlTepaTypHUX MPOEKTIB KOHKYPCAHTaM OYAO 3aIpo-
MTOHOBAHO PO3KPUTU TEMY POCilICbKO-YKPalHChKOL
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BilfHU, 5K, HATIPMKAAA, Y KOHKYPCi oroBipaHb «Open
World»-2022, 1110 11b0r0 poKy OYB MpMCBsIYEHMIT TEMi
«Ykpaina 4.5.0» (4.5.0 — 1je YMOBHMIT CUTHAA, I1]O 3a-
CTOCOBYETBCS YKPATHCHKMMY BilICbKOBYMU Y 3HAU€H-
Hi: «BCe CIOKiIHO, CUTYallis ITip KOHTpoAeM») [18].
3a cAoBaMM OpraHizaTopiB, BOHM OYiKYBaAM OTPU-
MaTH OTOBIAQHHS, A€ «3HAAYTb BiAOOpPa>KeHHS 10-
Ali1, 1110 BiaOyBarThCs B YKpaiHi Ta cBiTi: 60poThba,
repoism, BIKMBAHHSI, lIepeCceAeHHsI, 00HAAIAMBI ic-
Topii Ta icTopil, AKi MOKa3yI0Th yBeCh TParismM CUTY-
allii... Mpil IPO MMpPHE >XUTTS IiCAS BiIHY, IAQHU
Ta Bisyaaisauii, skuM craHe cBiT» [18].

CxoKi 3aBAQHHS CTOSIAY TIepeA YYaCHUKAMU KOH-
KypCy AOKyMeHTaAbHOI po3u «YkpaiHui B [Toab-
1li: icTOpisA MOPATYHKY», IKMII MUCAUBCS SIK TaKUiA,
1110 TTOKAVKaHWIT 3aA0OKYMEHTYBATH «AOCBiA YKpaiH-
LB, 5IKi CTaAU Oi’KEHLISIMM BHACAIAOK BiiiHU B YKpa-
iHi i 3HaMAKM IpUTYAOK Y TToAbii» [6]. Takox Me-
TOX0 MDKHapOAHOTO KOHKYPCY-(heCTUBAAIO AUTSIYO-
I0HaLIbKOI )XypHaaicTuku «IIpec-BecHa Ha AHITpOBUX
CXMAAX» CTAaAO AOHECEHHs CBiTOBi paBAM IIPO Bi-
JiHy B YKpaiHi, AAsI 4OTO B JIOr0 paMKax OyAo 3arlo-
4aTKOBaHO MiHinpoekT — «I[fopeHHuky BirtHm» [4].

Oprauizaropu 6iabiocTi KOHKypCiB i pectuBa-
AiB HamarawoTbcs maTpumary 36poiiHi Cruan Ykpai-
HY, 320€31e4N Ty I'yMaHiTapHi TOTpedy OCTpaxAa-
Aux Bip BiitHu. Tpanastiotbcst cepea dectuBaais Bo-
€HHOTO 4acy ¥ TaKi, 110 3aAyMaHi epeAycim sk 6Aa-
ropiiHi. Hanpukaaa, mpoBeaeHHst GpecTrBaAIO MOBi-
TPSIHUX KYAb « MOHIOAB(} €pisi» 3aIIAQHOBAHO Ha Yac
nepemoru. Brim, oprkomirer ysxe 3apas mpopae 6aa-
TOAIVHI KBUTKY, 5IKi OYAYTb AIICHUMM Ha OYAb-SIKUIT
3 pecTuBaaiB «MoHroabd episi» IPOTAroM poKy Imic-
As1 3aKiHUeHHs BiitHU. Bci 3i0paHi Koty npusHave-
Hi AASI TYMaHITapHOI AOIIOMOIM YKPATHLISIM, 1O TTO-
CTPaXKAAAU Bip pociiicbkoi arpecii [23].

BiitHa 3ymMoBMAQ 3MiHy TpaAuLiiiHOro Gpopmary Lji-
AOTO PSIAY KOHKYPCHUX Ta (PeCTUBAABHUX IIPOEKTIB:
ab0 mepeHeceHHs IX Ha iHIWMI 1epiop, abo mepemi-
II{eHH B {HIINIT perioH, 30KpeMa 3a KOPAOH, abo CyT-
TeBY TpaHcopMmaliio, abo X i B3araai Biaminy. Ce-
peA mpuunH — 6e3MeKoBa CUTYaLlis, 3aAYYEeHICTD Op-
raHi3aTopiB Ta y4YaCHMKIB y BOEHHI Aii Ta BOAOHTep-
CBKUII pyx [22], BTpara akTyaAbHOCTI TPaAULIIHUX



CYYACHE MMCTELITBO

nporpam Touo. Tak, Ha HeBM3HaYeHUI Yac BiAKAa-
AV IPOBeAeHHsI M>KHapOAHOTO eCTMBAA-KOHKYP-
cy IoHMX OasiHICTiB Ta aKOpA€eoHicTiB iMeHi Muko-
An Pizoass, Mi>KHapDOAHOTO KOHKYPCY IiaHicTiB ime-
Hi Aesupepist 3apopa [12; 14]; MibKHApOAHOTO KOH-
Kypcy loHMX miaHicTiB Boaoaumupa Kpaitresa [13],
MixknapopHoro pectuBaaio «KHKKoBuUi ApceHaa».

IlepeHecAM AO MOMEHTY CKaCyBaHHS BOEHHOTO
cTaHy poBeAeHHst Mi>kHapoAHOro decTuBaaio Ao-
KYMEHTAABHOI'O KiHO PO IpaBa AroauHu «Docudays
UA» (opHaK Bxxe B OepesHi opraHisaropu moyaAu
30ip KowTiB AAsl YKpalHChKUX KiHemarorpadicris,
SKi AOKYMEHTYIOTb IOAI BiliHM B YKpaiHi, CTBOPUB-
it poHp mipgrpumku «DOCU/HELP») [20]. ITepe-
HECAU IIPOBEAEHHS CTOAMYHOTO decTrBaao «Atlas»,
SIKUIT MaB BiaOyTucs B anmHi. OAHaK 1je 3 6epesHst
«Atlas Festival» samoyarkyBaB Mi>kHapoAHMI 6Aaro-
AlitHuit Teaemapadon-koHuept «Save Ukraine», sikuit
perpaHcAoBaAu moHaa 20 KpaiH Ta 3i6paAu moHaA
40 MAH I'DH AASI AOTIOMOTY IIOPQHEHVIM Ta IMTOCTPaXK-
AAAVM BHACAIAOK BiiiHu [20].

ITpo nepeHeceHHs AO IiepeMory 3asiB1Au dectuba-
Al «Zaxidfest», «Leopolis Jazz Fest», «UPark Festival»
Ta 6araTo iHmMX. 3 TAKOW CaMOIO 3a5BOK0 BUCTYIIN-
Au opraHisaropu pectuBaaio «Banaepurrar». He Bia-
6yBcs 1poropiu Hpto-Vopkcbkuit AiteparypHuit dec-
TUBaAb, 3aTI0YaTKOBAHMI MMHYAOT'O POKY Ha AOHeu-
YJHi, HETIOAAAIK Bia TOAILIHBOI AiHIT po3MeXyBaHHA.
Hapasi 1ioro komaHpa IPOBaAUTb BOAOHTEPCBKY Ai-
sIAbHICTD — 36upae rpomi Ha 3CY, abu BrpumaTu
i1 3BiAbHUTY yKpaiHchkuit Hbio-Vopk Ta iHmi ykpa-
1HCBKi MicTa. BipAkAaB CBOI 3aX0AM Ha HEBM3Haue-
Huit Tepmin KuiBcbkuit MbKHapoaHUit KiHodecTn-
BaAb «MoaopicTb» [20].

He naanye BiAHOBAIOBaT} Hapa3i MUCTELIbKY AifAb-
HicTb MKHapOAHMIT peCcTUBAAb CY4aCHOTO MUCTELITBA
«['OTOADBFEST», ocKiAbKU IiCASI BTOPTHEHHS JI0TO
KOMAaHAQ B3siaacs 3a0e3redyBaryt apMilo Ta BUpilryBa-
Ty ryMaHiTapHi nmutaHHs. Kpim Toro, «TOTOABFEST»
3aIlyCTMB Ha CBOIX CTOpPiHKax Ta cropiHkax LICM
«AAX» npoekT «llJopeHHUK BilTHIM», A€ Y Bipeo-
¢dopmari 3adikcoBaHi pO3AYMHU YIaCHMKIB KOMaHAM
po oAl BiitHM. «IIleB4eHKO OyA€ YMHUTH OITip», —
Take racao aas «lle.Fest'22» — BceykpaiHcbKoro
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dectuBaato Tapaca llleBueHKa, SIKMI IIOPOKY BiA-
OyBaeTbcst B ceal MopuHLi Yepkacpkoi obaacTi, —
3aTBEPAMAA J10r0 KOMaHAA I1ie B ciuHi. BiilHa Biacy-
HYAQ POBEAEHHSI PeCTUBAAID, IPOTE 3p0OIAA 10TO
racAo aKTyaabHuMm [20].

MixxHapoaHuit aireparypuuii pectuBasb « OpoH-
Tepa» B AyLibKy He BiAOYBCsI BUaCHO, OAHAK, 32 CAO-
BaMM i10T0 AupeKTopku Eaan fAryTy, komaHaa He no-
AMIIIae HaMipiB opraHisyBaty GpecTuBaAb, KMl BOHU
TOKM IO «ITOCTABMAM HA Iay3y». TepHOMiAbCbKMIT
mucTenpkuit pectuBaab «I» BiaGyAeTbCs uepes pix
BiA 3aIA@QHOBaHMX AaT, 3—7 TpaBHs 2023 poky [20].

OpecbKuiT MKHapOAHMIT KiHOECTUBAAD LIbOTO-
piu BiAOyBcs B eK31Al — Ha MaripaH4MKax KiHodec-
tuBaaiB Hopsgerii, ITopTyraaii, Yexii, Kocoso, [ToAb-
wi. ®ectuBaab «Hiappen KinodecT» maB nmpoittu
B ribpuaHOMY hopMaTi — He AMille OHAQIH, a 1 Y Ki-
HOTeaTpax, 30Kkpema y Mapiymnoai, Xepconi ta Cese-
poaoHelibKy. OAHAK 3 MOYaTKOM BTOPTHEHHS CTa-
AO 3PO3YMiAO, 110 HEAKTYAaABHUMM € 5IK popMar mo-
All, Tak i KoAO apTHepiB. 3pelToro, pecTuBaAb OyB
TIPOBEAEHMIT OHAAIH, OAHAK JI0TO AUBVAVICSI HE AUIIIE
B YKpaiHi, a 11 B [Toabuwii.

He amir BipOyTuCs y TpaauuinHomy dopmati « Trox-
A€Hb IIBeNapcbKoro Kino — 2022», mpoTe BAAAO-
cs1 30epertu ¢popmart 1oro creniaabHoI moAil. Hum
cTaB 1okas GiAbMy pexucepa, iK1l y)xe 6arato po-
kiB mewkae B Kuesi, Mapka Biakinca, — «CBsTa nmo-
KPOBUTEABKA HEMOXKAMBOTO» [22].

3 mipkyBaHb Oe3snekn kiHodectuaap «Kharkiv
MeetDocs» maB npoitu He B Xapkosi, a B Kuesi,
AO TOro X y ribpupHoMy dopmari 3a yyacri crikepis
OA€eChKOro MbKHApOAHOTO KiHO(heCTUBaAL, pecTUBaAIB
«FILM.UA Group» ta «Ukrainian Film School» [15].

3amnAaHoOBaHoO, 1[0 MiXXKHapOAHMIT AiTepaTypHuMit
dbectuBasb «BookForum» mae BipOyTuCs y 3mimma-
HoMY dopMmari, a 3aBASKM MATpUML (pecTrBaAIO
«Hay Festival» (Beanka Bpuranis) itoro rpancasiio
Mae 11o6aunTy yBech cBiT. Y dpopmari odaaitH 3axo-
AV GecTBaAI0 3MOXYTb BIABIAAQTH CTO CIIEL[iaAbHO
3anpouteHux rocrei [1].

Ha MixunapopHoMmy aitdectrBaai «Meridian
Czernowitz» «3 OrAsiay Ha 3aX0AM Oe3IeKu LbOoro-
piu He BiAOyBaTMMYTbCSI HAATO MACOBi KYABTYpHI
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3aXOAM Ha KIITAAT TeaTPaAbHUX TOCTAHOBOK YU Be-
AVIKMX KOHLIepTiB» [20].

B ocobanBomy dpopmari BiaOyBcst 1iporo poxy dec-
TuBaAb «Meabrnomena Taspii». 3amicTe XepcoHy roc-
teit pectuBaaio 3 10 mo 19 yepBHs npuitmaB AbBiB,
a AVCTAHLJTHO J10T0 BUCTaBY TPAaHCAIOBAANCS Ha Ae-
CSITKaxX ClieH YKpaiHu Ta ity [20].

MixunapopHuit pectrBaab «BipTyosn-2022» npoit-
OB Y AbBOBi HaNIPMKiHLIi TPABHA BUHATKOBO OHAAIH,
a KOLITY Bip IPOAQXY KBUTKIB Ta OAArOAiNHI oXxepT-
B1 OyAo nepepano Ha noTpe6u 3CY Ta My3UKaHTIB,
SIKi 3aAMIIAIOTBCS B YkpaiHi [17].

Mi>XHapOAHMIT BOKAaABHO-XOPOBMII KOHKYpC-dec-
TUBaAb «Xail MiCHS CKAMKA€E APY3iB», 3aCHOBaHMI
Ha AyraHiyHi, IbOoropiy, 5K i pasille, Mo4MHaOYM
3 2018 poky, npoBoAMBCs Ha bykoBuHi, y YepHiB1isx,
B paMKax poekty «Cxia+3axia=Mup» [11]. MixHa-
POAHMII pecTUBAAB-KOHKYPC «YKpaiHa eAHA€ CBiT»,
1110 3a3BMYall IpoBoAUBCs y KueBi, Iboro poKy Bia-
6yBcs B M. TopyHb y TToabuii [2].

IIpeacTaBHULITBO YKpaiHCHKMX apTUCTIB Ha 3apy-
ODKHMX (ecTUBAASIX IPMBEPTAE yBary CBITY A0 BiilHU
P® npoTu Yxpainu. Tak, BOXXAUBY POAb AAST YKpaiH-
CBKOTO KOHKYPCHO-(eCTVBaAbHOIO PYXy BOEHHO-
ro nepiopy Biairpaaa miAroToBKa, y4yacThb i mepeMo-
ra ykpaiHcbkoro rypry «Kalush Orchestra» B «€B-
pobaueHHi-2022». L[5t MOAis CIpysiA@ 3TYPTYBaHHIO
YKPaiHChKOTO CYCIIIABCTBA, 3pOCTAHHIO JIOTO Bipu
y BAQCHi MOXXAMBOCTI, IIOIIMPEHHIO B CBiTi iHpOp-
Maljii Ipo pocCificbKO-YKpPaiHCbKY BillHY.

ITiATPUMKY YKpaiHLIIM BYCAOBAIOIOTb 3HAMEHM-
TOCTi cBiTOBOrO piBHA. Tak, Ha BiAKpUTTI 79-TO Be-
HeLiMICbKOTo KiHO(heCTNBAAIO COAIAQPHICTD 3 YKpa-
THOI0 ITPOAEMOHCTPYBaAa AereHAapHa ¢paHIysbKa
akTopka Karpin AeHbos, a IlpesuaenTt Ykpainu Bo-
AOAVIMMP 3€AeHCbKMIT Y CBOill IPOMOBI Ha ypouuc-
TOCTSIX 3 HATOAM BIAKPUTTS (HDECTUBAAIO HATOAOCHB,
mo BiifHa B YKpaiHi — Ile Apama, Ipo sIKy €Bpora
He Mae npasa MoBuaru [8].

BucnoBku. BoenHe Broprauenns PO B Ykpainy,
pyJHaLis 00'€KTiB KYABTYPM Ta MUCTEL[TBA, IIpar-
HeHHs 3HUIIUTHU BCe, 110 iaeHTUdiKye YKpaiHy 5K He-
3aA€XKHY CyBepEeHHY Aep>KaBy, IPU3BEAO AO KOH-
coAipalii ykpaiHcbKoro couiymy. BifiHa symoBuaa
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PanToBi Ta KADAMHAAbHI 3MiHM Y )KUTTi Kpainu. Bax-
AVIBYIM aCIIEKTOM Yy IPOAOBXKEHHI KYAbTYPHO-MMC-
TELbKOI AISIABHOCTI cTaAa iHpopMayiHa mATpUM-
Ka YKpaiHM Ha M>KHapDOAHOMY PiBHi, IpUBEPHEHHA
yBaru A0 yKpaiHChKOI KYABTYPM Ta IOAIJ, 11O BiA-
OyBaIOThCS BXXE MPOTATOM OCTaHHIX BOCBMU MiCs-
1iB. Peakiiist Ha BoeHHY arpecio 3 6oky PO akrya-
Ai3yBaAa i HOBUII TpeHA — BiAMOBY Bip BCbOTO pO-
CilICbKOTO: IPUIIBUALIMBCS MPOLeC KaTerOPUYHO-
IO HEeCHPUMHATTA CUMBOAIB POCINICBKOI KYABTYPU
Ta MUCTELITBA, IPEACTaBHUKM YKPaiHM BiAMOBAS-
I0TbCsI OpaTy y4acTh y IPOEKTAX, B IKMUX 3aAisHI po-
CisiHU, BIAMIHAIOTbCS Mi’)KHapOAHI KYABTYPHI 3ax0-
AM (apdKe ITPaKTUKa, KOAM Y OAHOMY 3aX0Ai 6epyThb
y4acTb ABi KpaiHu, 11J0 3HAXOASATbCSA B CTaHi BillHHU,
€ HenpunycTumo) touo. CboropHi, Koan Ykpai-
Ha 3aXMILAETHCS Bip POCIICHKOI arpecii, Hap3BMYai-
HO B&XAMBUM € HE TIAbKM 30€pe>KeHHsI Hal[iOHAADb-
HOI KYABTYPU, MUCTELITBA Ta CIAAIIMHY, aA€ 11 AO-
HECeHHS BCbOMY CBiTy NpaBAM PO YKpaiHy Ta Bi-
JIHY Ha Halllill 3eMAi.

CaMe OAHUM i3 TaKuX Ai€BUX KYABTYPHUX iH-
CTPYMEHTIB, SIKMI1 AO3BOASIE BUKOHATY IOCTaBAe-
Hi 3aBAQHHSI, CTaB KOHKYPCHO-(ECTUBAABHUI PyX
B YKpaiHi, IKMI1 3a3HaB CyTTEBUX 3MiH, IepeopieH-
TYBaBIUMCh Ha MIATPMMKY MOPAAbHOIO AYXYy AIO-
aeit, miaTpuMky 3CY. B crarTi 3i6paHo Ta cucrema-
TU30BAHO AJKEPEAO3HABUMII i GAKTOAOTIYHMIT Ma-
TepiaA 3a 00paHOI0 TEMOIO, IPOaHAAI30BaHO yMO-
BM QYHKLIOHYBaHHS KOHKYPCHO-(GECTUBAABHOTO
PyXy B YKpaiHi y BOEHHMIT 4acC, BUSBAEHO OCHOBHI
HAINpPsIMU AISIABHOCTI Ha IMACTaBi MOAITMYHUX, €KO-
HOMIYHMX Ta COLIOKYABTYPHMX YMHHMKIB. 3i0paHui
IIAQCT MaTepiaAy IIOAO KOHKYPCIB i hecTuBaAiB B 1€l
repioA CIpUsE PO3YMiHHIO KYABTYPHUX CTpaTeriit,
00yMOBAEHMX 3aBAQHHSIMYU BOEHHOTO CbOTOAEHHSI.
Amnaais KOHKypciB Ta ¢ecTuBaAiB, SKi IPOAOBXKU-
AM cBO€ GYHKLIOHYBaHHS Y BOEHHMII 4acC, AO3BO-
AVIB BUOKPDEMUTH HACTYIIHI CHiABHI O3HaKM pyXY,
SK-OT: aAQNITUBHICTb, KpEAaTUBHMUI MiAXiIA Y TIOAO-
AAHHI IOTOYHMX BUKAVKIB, 3TyPTOBaHICTb HaBKO-
AO i€l 36epeXXeHHsT KYABTYPHOI CIaALiMHM YKpa-
1HM, IPOMOLIisl YKPaiHCbKOI KYABTYPM SIK B MeXax
KpaiHy, Tak i B CBiTi.
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Bezuhla R. I. Competition and festival movement in Ukraine during the Russian-Ukrainian war

Abstract. The article analyzes the peculiarities of conducting contests and festivals in Ukraine in the conditions of a full-scale inva-
sion of Russian troops into Ukraine. Significant security risks, which are still present in many regions of the country, led to the search for
new formats of events. It was found that the key tasks of artistic events were: support of the moral spirit of society, accumulation of aid
for the Armed Forces, promotion of Ukrainian culture both in Ukraine and abroad. The change in the format of the event itself is due to
the specified tasks: the theme of war has become an important part of the theme of the festivals, and the charitable focus of the events has
acquired key importance. Territorial changes are associated both with a threatening situation in some regions and with cooperation and
support from other events located in safer places.

The purpose of the article is to create a comprehensive archive of materials that will allow analyzing the functioning of the compe-
tition-festival movement of Ukraine during the time of Russian military aggression, understanding the cultural strategies determined by
the tasks of the military today.

Methodology of work. The article uses the following general scientific approaches, principles and methods that made it possible to
consider the peculiarities of the functioning of the competition and festival movement of Ukraine during the war from different vector
positions, thus, with the help of the comparative method, the formats for the task of events are compared, the phenomenological meth-
od is applied at the stage of revealing the essence of the phenomenon of competition festival movement of Ukraine and its transformation
during the military invasion of Russia.

Keywords: festival, competition, war, culture, art, values.
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AxoTanis. B cTaTTi 30cepepxeHO yBary Ha eKpaHHMX BTiA€HHSX )XIHOYMX ITePCOHaXiB, 00pasu SKUX, OYAyuM PiBHOYACHMMM BU-
KAMKAaM CbOTOAEHH:I, aCOL{I0I0UMCh 3 apXeTUNIOM Boimeabku, pyiHYIOTb XapaKTepHi AAsl TpaAuLiitHOI (To6To dbaAoLeHTpUYHOI/maTpi-
apXaTHOI) KyABTYPU CTEPEOTUIIHI YSBAEHHSI IIPO JKiHOYe HAYaAO0 sIK cAabKe Vi macuBHe. HyHI TaKkuil eCeHLiaAICTCHKII TTOTASIA BUAQETHCS
He IIPOCTO AMCKYCIIIHIM, @ 3HAXOAUTD AABTEPHATMBHE OCMUCAEHHSI SIK B Oy TTEBMX PEAAIsX, TaK i B MUCTELbKMX PAKTHUKAX. 30KpeMa, Ki-
Hemarorpad Ykpainu nouatky XXI CTOAITTS IepeKOHAMBO CBIAUMTD IIPO PO3IIMPEHHS KOPITYCY perpeseHTaLiit gheminnozo. DiabmivaHmit
MarepiaA moyarky 2020-X IepeKOHAMBO CBIAYMTD MPO AKTYaAi3alil0 eKPaHHMX BTiA€Hb 00pasy-KOHLIENTY BOMOBHMILI, [0 € CUMIITOMA-
TUYHKUM AASL BOEHHO-TIOAITMMHIX KOHTEKCTiB choropeHHs. HoBe ykpaiHChKe KiHO TparHe OCSITHYTH MaAOBMBYEHMIT AOCBiA YYaCTi KiHOK
y 60110BUX AisIX Ta 0COOAMBOCTI iXHBOTO MepebyBaHHA B BifiCbKOBOMY ITOAOHI, peaAidyroun cydacHi GpemiHicTIYHI TAXOAM AO BUBYEHHS
TeMU «KiHKa i BiliHa». Y IparHeHHi BUITY 32 PAMKU CT@PEOTUITHOrO OaueHHs SKIHKM B MeXXaX AUIIOAS «2epOiHg — WepmBa», eKPaH Ae-
MOHCTpY€ TpaHCHOPMAL[iI0 TeHAEPHIX AOAOHIB i BOAHOYAC € TPOAOBXKEHHSIM TPAAULi 3 TAMOOKIM iCTOPUYHIM KOPiHHSIM.

Katwouosi croBa: TeHAep, )KiHOUe HAyaAo, apXeTuIl BoIiTeAbKM, KOHLIENT AiBM-BOJOBHMILi, eKpaHHA perpe3eHTallis, MmaTpiapxaTHa

KYABTYpa.

KoHTeKcT i Ao0cAipKeHicTb Tpo6aemu. [TOBHO-  QYHKIIIOHAAY «I€POITYHOTO» Yepe3 aBTEHTUKY YOAO-
LIiHHMIT aHAAi3 Cy4acHOI KyABTYPU, 30KpeMa KYAbTY-  BiYOro HauaAa HaAalOTh, 30kpeMa, Kapa I'ycras IOHT,
P eKpaHHOI, HMHI IPAaKTUYHO HEMOXAMBMIL 6e3 ypa-  Muxoaa BepasieB, Orro Beitninrep. HaromicTp xi-
XyBaHHsI F€HAEPHIX acCleKTiB. Y TBopax Aireparypu, Hodve HauaAo y Toro X O. BeiHiHrepa oOMeXyeTbCs
00pasoTBOPYOro MUCTELTBA 11 KiHeMaTorpada AooBo-  Tpiapoto apxeruniB Mamu, ITosis, Hesaiivanka, 6a-
Al 4aCTO CIIOCTepiraeMo TpaAMLIiHNI PO3IOAIA CO-  30BMMM XapaKTepUCTUKAMU AKMX € UyTTEBE, HECBIAO-
LliaAbHMX POAel, CTEpEOTUITHUX MOAEAEIL IIOBEAIH-  Me, iHTYiTMBHe, HepalliOHaAbHe, TaC/BHe, BHYTPill-
KU, A€ 11 AOCi 3HAXOAATD IIPOSB BIAAYHHSA AOMiHalliil, He. Ha npoTusary Takiil AeTepmiHalii MisoriHiuHoro
BAACTUBUX «IIaTpiapXTHUM» popmaraM. A came —  mTHOY LiBeiiiapchKa ncuxoaHaituxkmHs Toxi Boabd,
3aKPpIiIIA€HHS BUKAIOYHO 32 MaCKyAIHHMM HadyaAOM  OAusbka Koaera it opoHoayMHuLst K. I JOHra, mosep-
(YHKLiT BOMIOBHMYOI0/CMAOBOrO/aKTUBHOTO IIPO-  HYAQ iCTOPMYHO BUIAEKAHY «BOMIOBHUYY» CKAQAOBY
THUCTOSIHHA 3arpo3aM. OIIC «repoivHOro» apXeTu- >KiHOYOMY HadaAy, 3alIpOIIOHYBABIIN MOAEAb YOTHU-
1Ty, 3 BIATIOBIAHMMM peaAisalliiMu yepes Ail Ha BiliHi  pbOX OCHOBHMX XKiHOuMX apxeTunis: Mamip, Ieme-
Ta [OAIOBaHHI, 3HAXOAMMO B PO3BiAKax pisHUX ya-  pa, Mediym it Amasonka. Apxetun AMasoHKu — al-
CiB Ta AOCAIAHMIIBKMX LIKiA/HANpsAMiB. BU3HaUeHHA  BU-BOITEABKMU, MOXXAVBO IIOPaHEHOI TPaBMaTUYHUM
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AOCBIAOM, — Tepepbavae 60i10BY MO3MULli0, BOYe-
BUAD TSDKIIOUM AO TaKUX «aTeCTalill» MACKYAiHHO-
20, K aKTMBHICTb, PalliOHAAbHICTb, CBIAOMICTb, AY-
XOBHICTb, eKCITaHCis Ha30BHI.

biAb1I cydacHe OCMUCAEHHS F€HAEPHUX pOAel
3 IIOTASIAY HOBiTHbOI ME€TaaHTPOIIOAOTII HAAQIOTD Bi-
TunsHsiHi pirocodini Fanna Umiap Ta Hapis Kopab-
ABOBA; PO3KPUTTS I€HAEPHNX aCIIeKTiB KyABTYPHUX
CUMBOAIB, MiOAOTiYHMX Ta TEOAOTIYHUX 0OpasiB
3HaxoAMMo B npausix Oaenn Aynenxo, Bikropii Cy-
KOBATo{; Ha COLIOKYABTYPHMX aCIIeKTaX IPOsIBiB ¢he-
MiHHO020 GOKYCYIOTb AOCAIAHULIBKY yBary IpeACTaB-
HUL BiTYM3HSIHOI T€HAEPUCTUKM Ta PeMiHICTUYHO-
ro auckypcy Oxcana Kicb, Oabra ITaaxoTHik Ta iH.

AKTyaABHICTD 3as1BA€HOI TeMM 00YMOBA€HA Ha3pi-
A0 HEOOXIAHICTIO BUBECTY PO3YMiHHS «KIHOYHOC-
Ti» 32 paMKU CTEPEOTUITHOTO CIIPUITHATTS B MeXax
TUIIOAOTIYHOTO TPUKYTHUKA «MAMU — NOBIsS — He3d-
timaHka». He norpebye AOAATKOBMX OOIPYHTYBaHb,
1110 aKTyaAisalisl apXeTuIty AiBU-BOITEABKM B yKPaiH-
cbKOMY KiHeMaTorpadi moyarxky 2020-x 3Ha4YHOIO Mi-
PO 06yMOBA€EHA PAAMKAABHUM IIEPEBOPOTOM COLIi0-
KYABTYPHOTO, TOAITMYHOTIO TAA OYTTs KpaiHu. ¥ 3Mmi-
HEHMX KOHTEKCTaxX HaA3BMYAMHMX iCTOPUYHUX 0OCTa-
BVH BiTYM3HIHMI KiHeMaTorpad apTUKYAIOE MOA€EAI
JKIHOYHOCTI 1032 YCTaA€HMMM HOpMaMy KOHBEHLil
«Te€HAePHOro MeitHCTpuMy» (Tepmin Oabru ITaaxor-
HiK). KoH1lenT-00pas AiB1M-BOSUKY LIAKOM Y3TOAXY-
€TbCs 3 HalliOHAABHO-ETHIYHMMU OCOOAUBOCTSIMMU
YKpaiHCbKOi MEHTAABHOCTI Ta BOAHOYAC BiAITOBiAae
TPaHCKYABTYPHMM/3araAbHOCBITOBMM TEHAEHLisIM
AO 3AOAQHHSI HasIBHOI reHAEepHOI acuMeTpil.

MerTor0 CcTaTTi € OOIPYHTYBaHHS PIBHOYACHOCTI
BMKAMKaM AOOM MPOIleCiB pO3BiHYAHHS T€HAEPHUX
yIIepeAKeHb I[OAO MACUBHOCTI TaK 3BaHOI CAaOKOI
crari Ta BUSIBAEHHS KOHTEKCTYaAbHOI 00yMOBA€EHO-
CTi 3BepHEHb AO apXeTuly BoimeibKu B Cy4aCHUX
BiTUM3HSHMX eKPaHHUX MPaKTHKaX.

Buxaap ocHoBHOTO MaTepiaAy. [ToTy>xHui1 ap-
xeTur AiBu-soimeavbKu BiaOMUil 3 AaBHiX yaciB. Bo-
JOBHMLISL, KiHKA 31 30po€r0 B pykax — obpas 3Ba-
OGAMBUII T4 CMEPTOHOCHMUIA, 1[0 YIIPOAOB3K CTOAITDH
BiaOMBaBCs1/30epiraBcs y midax, aereHaax, ycHii
HapOAHIl TBOPYOCTi, OTPMMYI04M KOHTpaBepCiliHe
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CTIPUITHATTS. 3a CBIAUEHHAMY HIMeLIbKOTO AOCAIAHMKA
AQBHIX KYABTYP i CTAHOBMIIIA >KiHKM B CTAPOAABHbO-
My cBiti EpHcTa BapArMaHa, cepea Takux «aAbTep-
HaTMBHUX» OCMMCAEHb — XTOHIYHa OOTMHSI IpeLib-
kol Midoaorii Texara, sika Maaa 3a aTpuOyTH BAaAK
KUHAXaA, 614 i paxen [1].

Cy4acHi AOCAIAHVMKM HABOASITb YMCA€HHI GaKTu
iCHyBaHHS aKTMBHOTO )KIHOUOTO HayaAa B apXalyHMX
MOTASIAAX Ha IPM3HAYEHHs XIHKY, He AeTepMiHOBaHe
AlTopoaHyMu dyHKListMK. YkpaiHcbKa dirocodins,
daxiBewp 3 Teopii mackyainHocti B. CykoBara BBa-
XKaE, 1110 PUKAaAaMy GeMiHOLIEHTPOBAHOTO CYCITiAb-
CTBa MOXXe CAYTYBaT! HEOSI3MYHMI[bKA PeAiris Bikka,
«MidoaoriuHi 06pasu MiBHIYHUX AIB-BOSTYOK, BAABKi-
Pil, AABHBOCAOB STHCHKUX AIB-0araTupok, aMa3oHOK
crapopaBHboi Ckidii» [2]. YiipopoBx icTopii 06pasu
0e3CTpallHMX BOVMOBHULb [IOB SI3yBAAUCDH 3 TAKUMMI
MTOCTATSIMM, SIK @Ma30HKU 3 AABHbOIPELIbKMX MidiB,
PUMCBKI XXiHKU-TAaAiaTOpKY Ta MiOAOTIvHI BecTaa-
KM, HA OAHOYaCHMII 3B’5130K SIKMX 3 ABOMa CTaTyca-
MM — JKiHOYO-He3alIMaH/M Ta YOAOBiYMM — BKa-
3yI0Tb YMCA€HHI AocAaiaHKM (A>xon Llara, OpaHiy
AAbTXaiIM Ta iH.), )XiHKM-camypal B SnoHii, aMma3oH-
KI Ha TepeHax YKpaiHu, srapaysadi B «IloBicTi Mmu-
HYAMX AiT». Y TOMY X AITOIMCI 3HAXOAVMMO OIOBIAb
npo KHsiruHio OApry. O6pas 1€l CMABHOI, CYBOPOI,
pimryyoi Ta HelllAAHOI TPAaBUTEAbKM — A€T€HAAPHOI
)KIHKM-MECHULi — HAAEXXUTD AO TOIMYASIpPHUX Mio-
KOHLENTIB BITYM3HAHOI icTOPIi.

AAs yKpaiHCBKOTO CMBOAIYHOTO YHIBEPCYMY pe-
npeseHTaLjil AiB-BOITEABOK I'AOOKO/MIilIHO YKOpiHe-
Hi B HaL[iOHAABHIN MipOAOTIUHIT TpaAMLii, A€ XKiHO-
4i 60)KeCcTBa MaAU CTaTyC PiBHOCTI B MariyHo-mic-
TUYHOMY ITAHTEICTUYHOMY CBiTi AOXPUCTUSIHCHKOL
A0bu. Biarak, pernpeseHTalii AiB-BOSIMOK BUIASIAQ-
I0Th CTUXiIHMM/HECBiAOMMM IIPOPUBOM «MaTpiap-
XaTHUX» YSIBAEHbD 3-TIiA IIapy MaTpiapXaTHUX HOPM,
CTBEpAKEeHUX IpaBocaas’siM. Ha AyMKY A0cAipHMLI
dirocodii Ta KyabTypu ctari OaeHu AyleHKo, «0co6-
AVIBUJ HalliOHAaABHMI XKIHOUMI TUII AeTepMiHOBa-
HUI CBOEPIAHMM XapaKTePOM YKPaiHCbKOI KYABTY-
Py KUTTEBICTIO POABKAOPHOI Ta €THIYHOI Tpaau-
1ii1, 30epeXKeHHsAM SA3UIHULBKUX (MipOAOTiaHMX)
€AEMEHTIB, a TAKO)XX 0COOAMBOCTSIMU CTAHOBAEHHS
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YKpaiHChKOTI'O Hal[iOHaABHOTO XapaKkTepy, icTopuy-
HUMM YMOBaMM 110ro GOpMyBaHHs, TOOTO 0COOAM-
BOCTSIMM €THOT€He3y» [3].

Ipo sickpaBi mocrari KiHOK-BoiHiB 3anopizbkoi Ciui
3HAXOAMMO BiAOMOCTI B icTopuka, erHorpada, poab-
KAOPJVICTa, AOCAIAHVIKA Ko3auunHY AMKTpa SBOpHMIIB-
Koro. Y mpatui «BoApHOCTI 3anopisbkux Ko3axiB» [4]
icTopuk 3rapye nmpo oramaHky HacTio, sika y 40AOBi-
YUX CTPisIX KiAbKa POKiB IpaBuAa 3a Ko3aka. Ao ca-
MOI CMepTi BOITEABKM HiXTO He 3A0raAyBaBCs, 10 BOHA
AiBuMHa, 60, K BiAOMO, KiHOK He pomyckaan Ha Cid.
Ta KOAM KO3aKM-3aTI0PO3KLIi BIAIPABASIAUCH «I1apy6-
KyBaTu» Ha Ci4, He3aAeXXHi 11 CMABHI )XiHKM HecAn
Ha co0i MoABIVIHY BIiAIIOBIAQABHICTB 3a AIM Ta 110TO
6e3IeKy, MaliCTEPHO BIIPABASIIOUMCH i3 PYILIHUILIEIO.

Y HosirtHii1 icTopii, y poku Apyroi cBiToBOI Bi-
VIHM, XXIHKM OpaAM aKTMBHY Y4acTb Y OOMOBUX AlsiX:
BapTO 3rapaTy PO KiHOK-3B'I3KOBUX, AOOPOBOANIIb
VIIA, 36eperaucst AOKyMeHTaAbHi eKpaHHi CBiAY€eH-
HS1 PO MTAPTHU3aHOK, AbOTUNIIb, CHAJIIIEPOK, BOEHHMX
(HOTOKOPECIIOHAEHTOK TOLIO.

Caip Bu3Haty, 10 KiHeMaTorpad mepiopAnyHo 3a-
CBiAUY€E aKTyaAi3allilo apXeTUITHOTO SIAPA «BOVIOBHU-
4oi AiBu». Hacamnepea Take 3BepHEHHs A0 0Opasy
JKIHKUI-BOITEABKM € MapKepOM HEMpOCTUX YaciB —
BiA ariTgiabMiB papsHCBKOro nepioay, Tuny «BoHa
saxuijae batpkiBumHy» (1943) Opiapixa Epmaepa,
AO €KPaHHMX OCMMCAEHb CbOTOAEHHOTO BOEHHOTO
nporucTtostHHs. O6pasy XiHOK, 10 AAMaKTh CTe-
PEeOTHUI eKPaHHNX YSIBAEHb IIPO «IUTOMO >KiHOYe»,
OHOBAIOIOYY I'€HAEPHO-POABOBHIT GOPMAT, HIHI BU-
XOASITh Ha aBaHCLIEHY.

IMonpu Te, 1[0 TOAOBHMMMU IepPOSIMU CYy4aCHMX YKpa-
THCHKUX eKIIeH-00MOBUKIB | BOEHHUX APaM AOCI € Tie-
PeBaXKHO YOAOBIKM, BCe YacCTillle >KiHOYi ITepCoHaX-
KI [IPOSIBASIIOTD Cce0e SICKPaBO, PYMHYIOUM YCTAAEHY
APYTOPSIAHICTb «COPAaTHULb-TIOMIUHULIb».

AAsl yCBIAOMAEHHS PAaAMKAABHOCTI T€HAEPHOIO
HOBOPOTY, 110 3 HEOOXiAHICTIO TO3HAYMBCS HA €KpaH-
HOMY IPOAYKTi, HABQXXMMOCS Ha HEBEAMYKMUII iCTO-
PUYHMIT GEKIPayHA.

Y HaibiAbII «aBTEHTUYHOMY» [OETUYHOMY HaIPsIMi
YKPaiHCBKOT'O KiHO 3 J10T0 CXMABHICTIO AO OTIPMSIBAEH-
HsI IEBHMX Mi(O-CUMBOAIYHMX CTPYKTYP YCTaAMAQCS
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CBOEPIAHA TpaAULisl TOeTU4HOI MeTadopusauil A0Ai
VkpaiHu yepes >xiHOUil1 00pas, 1110 KOpEAIBaAa 3 Xa-
PaKTEepHOIO AAS YKPAiHIIiB MEHTAaAbHOIO HAaCTaHO-
BOIO Ha IPUMAT >KiHoyoro Havaaa. Lli cuMBoOAiyHi
pemnpeseHTallii — Bia AOBXXEHKiBCbKOI « 3BEHUTOPU»
AO TIOETUYHMX KapTVH IIiCTA@CATHUKIB, 5IK-0OT: «Be-
yip Ha IBaHa Kymaaa» FOpis Iaaenka (1968), «BaBu-
AoH XX» (1979) IBaHa Mukoaaituyka, «Judenkreis,
a6o Biune xoaeco» (1996) Bacuast AoMOpOBCHKO-
ro TOIO — MAaAU IEPEBaXHO TpariuyHe 3abapBAEH-
HS1, COLIiI0I0UNCh 200 3 Oe3HaAIEI0 3rOPbOBAHOIL BAO-
BI, 00 X 3 6€3M0PaAHICTIO 3HEYelleHOT Yy)KMHLEM
mokpuTKy. Taxuit Mid «AiBU-y-6iai», opieHTOBaHMI
HacaMIlepeA Ha «BHYTPIIIHE CITO)KMBAHHS», Ha PiB-
Hi TeHAEPHOT0 aHaAi3Y LIIAKOM BKAQAQIOUMCh Y TTapa-
MeTpY YOAOBIYOLIEHTPUYHOI CBITOMOAEAI, MiCTUB Aa-
TEHTHI PMCU MEHILOBAPTOCTI, OB sI3aHi 3 «BTOPUH-
HICTIO» POAIi KiHKM y HOPiBHAHHI 3 AOMiHQHTOIO YOAO-
BiYOTO pM3HaueHHs/TOKAMKAHHS BOTHA-3aXMCHUKA.

Um He meploio irpoBOI0 KAPTUHOI A0OM Hesa-
A€XHOCTI, [0 PAaAMKAABHO ITOCTaAQ IMPOTY KOMII-
AeKCy 0e3MopaAHOI «BTOPMHHOCTI» XXIHKM Ta AOMi-
Halii1 Aorocy narpiapxaAbHOI KyABTYPH, CTaAa MicC-
Tepist mpo OyHTapst Maseny, ae BiaOyAacs oueBuAHa
nepeakleHTallisl yCTAACHUX IOTASIAIB Ha icTopuy-
Hi MOAi, mepcoHaiB Ta ixHi reHaepHi poai. VaeTnb-
cs1 ipo ¢iabm FOpist [aaeHka «MoAuTBa 3a reTbmMa-
Ha Masemy» (2001). ITorpu cBipY€HHSI iCTOpMYHUX
AKepeA, OAHMM 3 TOAOBHUX ITEPCOHAXIB Lii€l PpaHTac-
Mmaropii mocrae xinka — Aw6a Kouybeit. Bona crae
HAOYHMM BTiA€HHSM 00pasy «opriaamiuHoi Marepi»,
«MaTepi HaCOAOAM» (TaK BU3HAYA€E BiAOMUII TEOpe-
TUK mocTMOoAepHi3My IOais Kpucrea xxinounit tum,
1110 IOEAHYE O3HAKM MaTepi 1 caMulii 3 TpaAULIiIHOI
TUIIOAOTII )KiHOUOro HavaAa). JKiHKa, IKa He TiIAbKU
CTBEPAXKYE BAACHY CEKCYAABHICTb Ta BUPi3HAETHCS
PO3KyTiCTIO Ga’kaHb Ta TOBEAIHKM, A ¥ SIBASIE Hallpa-
AVIKaABHIlY Bepcito Midy BoroBHUHO! «HiHOUHOCHI»
B YKPAiHCbKOMY KiHO BCyIleped iCTOPUYHMM, PeAirii-
HIUM TPaAMLiAM Ta COLIiaAbHMUM, ICMXOAHAAITUIHUM,
iHIIMM yIIepeA>KeHHSIM.

Ha BiAMiHY Bip Ha04YHOI HaliOHaABHOI KOAUI-
Kauii 06pasy repoiHi-BoiTe€AbKHY, 11J0 3a[IPOIIOHYBaB
Ha ITOYaTKy «HyAbOBMX» POKIB y CBOII1 KapTuHi FOpii
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IarenKo, HaCcTyIHa penpeseHTallis PaAMKaAbHOI XKi-
HOYOI BoitoBHMYOCTI y cTpiuni Ceprist MoKpuibKoro
«HesaamHa» (2015) BeAukoro Mipoo mo6yaoBaHa 1ie
Ha yAaMKax papsHcbKoro midy Beaukoi BirunsHs-
Hol. BirtcbxoBa Apama «HesaamHa» (Apyra Ha3Ba —
«ButBa 3a CeBacTomnoAb»), creopexa 2015 poky, oxo-
nato4y noAii 1937-1957 pp., orpumasa tremMmaruy-
HUI pe30HAHC i3 MOAISIMM BiIHM HMHILIHbBOI, 1IeH-
Tpytoun GpOKyC yBaru Ha TeMi «KiHKa B mpodeciitHiin
apMii». bajtomnik yKpaiHCbKO-pOCifICbKOI KOIIPOAYK-
1iii, A€ MAETBCS PO GOPOTHOY PAASHCBKMX COAAQT
3a Opecy Ta CeBaCTONOAD MPOTHU CIHIABHOTO BOPO-
ra, BUT'ASIAQE AOBOAL AMBHO Ticast 24 AloToro 2022 p.

@iAbM NPO >KaXiTTs BillHM NPE3EeHTYE He TiAbKU
pyiiHaLjio ¢isnyHy Ta ICUXOAOTIUHY, I AECTPYKLIiIO
YCTAA€HOTO apXeTUITHOTO PSIAY, BUBOASTYM Ha aBaHC-
1leHy KiHKy-BoiHa. [IpoToTunom expaHHoi repoini
craAa yKpaiHcbKa AiBumHa 3 Biaoi Llepkeu Aropmu-
Aa [TaBAiueHKo, HallycIilIHiIIA CHaliNepKa B icTopii,
Ha PaxyHKY siKoi — 1moHaa 300 (ammcTChKyX OKyIaH-
TiB, BilICbKOBOCAY>K00BLiB, 3arapbHukis. Lli cTpa-
T HOCIIB MaCKyAIHHOCTi OIIOCEpEeAKOBAHO CBiAYaTh
PO BCTAHOBAEHHSI CUMBOAIYHOI AOMiHallii repoiHi
HaA YOAOBIUMM HavaAoM. BopAHOUAC, 3 KOXKHOIO CMep-
TIO CHajlIepka BTpaya€ PUCY )XKiHOYHOCTI: 3AMBIIVCH
31 30po€t0, BOHA MTOCTYNOBO HiOY ME€PEeTBOPIOETHCS
Ha «MAlllVHY 3HUIIEHH». MOXXAWBO, Iie CTAAO OAHI€I0
3 MIACTaB AASL 3aTIEKAMX AMICKYCill HABKOAO CTPIUKM.

VYcTaseHa reHaepHa iepapxist AoomiHanii-cybopAu-
Hallil HA0YHO IOXMTHYAACh TicAad yepBHs 2016-ro,
KoAM MiHicTepcTBO 0060poHM YKpaiuy Ha 63 1o3u-
il pO3IIMPUAO CIMCOK OOMIOBUX MOCAA, AOCTYITHUX
AASL KIHOK, Y TaKuil CIoci6 3aroyaTKyBaBILIM PaAy-
KaAbHi 3MiHU B TeHAepHii cuTyauii 30poitHux CuA.
HuHi He HOBMHA MO0AYUTH AiBYAT y MOBHIN eKirmi-
POBLi Ha OAOKIIOCTAX, XIHK! BOIOIOTb ITOPSIA 3 YOAO-
Bikamu — 3araAoM 6Au3bKo 30% 0CO60BOTO CKAAAY.
MUuCTelTBO eKpaHy aHisIKk He MOTAO OMVHYTH YBaroxo
TaKe BUPIIIeHHS «KIHOYOT0 MUTaHH». 3 OAHOTO OOKY,
1le aKT CIIPOCTOBYBAHHS AMCKPMMIiHallii 3a reHAep-
HUM NPYHLVIIOM/LJeH30M, 3 iHIIOTO — MiATBEPAYKEH-
Hs, 1110 BiJiHA He BMPIi3HSIE AIOA€EII 32 TEHAEPOM, PaA-
11e AaMae OyAb-siKi IAOAOHM i1 CTEPEOTUIIN, B TOMY
YJICAI 11 yIIlepeA’KeHHS B CTAaBACHHI AO JKiHKM-BOSUKIU.
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Lo ipero, 30Kkpema, ocMucaroe Makcum HakoHeu-
HUI1 Y BilICbKOBI1 Apami «baueHHs MeTeankay» (2022),
A€ CITYCTOILeHH:1, IPMHeCeHe BillHOI0 B MiCTa, oce-
Al, AY1L, IDOABAEHE Yepes TPareAilo aepopos3BiAHNU-
1ji AOOPOBOABYOTO GATAABIIOHY 3 [TO3VBHMM/HIKOM
«Meteauk». Ha BiifHi BOHa IpO’KMAa HalIpeKpac-
Hillli MOMEHTHM CBOTO XUTTS (BeCiAAst y GpOHTOBUX
YMOBaX) Ta HaiICTPAIIHIIIi MUTI — 3HYIAHHS 11 'BaA-
TYBaHHSI B IIOAOHI. [T0BepHYBIINCH AO MUPHOTO >KUT-
Ts1 4epe3 MPOoLeAyPY OOMiHY TIOAOHEHVMHU, AIBUMHA
posyMie, 1o BaritTHa. [TaHiuHa BTeva 3 Kpicaa abop-
Tapiio He BUpilllMAA KOAi3iI0 «BOiTeAbKa Yy MaTU»
Ha KOpUCTb MaTepuHCTBa. HapoauBLIM ANTHUHY i 3a-
AVILIIVBUIN 11 CBOIN MaTepi, ADOH-PO3BiAHMLISA ITOBEp-
TaeTbcs Ha GpoHT. CaMe 1€l BYMHOK «MeTeAnkar,
a He 30BHIillIHEe MapKipyBaHHs cebe Maike YOAOBi-
YOI0 3a4iCKOI0 CTBEPAXKYE AOMiHallil0 B Hei eHeprin
BOITEABKM-3aXMCHNLI HAA TUIIOAOTIYHOO aTprOyTH-
KO0 «MaTepi» Ui «KepTBU».

Ha nep1umit morasip, AOBOAI HECITOAIBaHMM BUAQ-
€ThCsI BBEAEHHSI A0 KOPITyCy KiHeMaTorpadiqHux BTi-
AeHb 00pasy AiBU-BOiTeABKY repoiHi Gpiabmy Muxaii-
Aa Iaaenka «Toaoka» (2019). ApsKe, 3a TBEpAKEHHSIM
aBTOpa, KApTMHA CTBOPEHA 32 MOTMBAMM LI€BYEHKIB-
cpKoro Bipa «Y Tiei KaTepuHu xaTa Ha TOMOCTI...».
IIJo > Lie: HACTyIHA penpe3eHTaLis TUIy «besmno-
paAHOI AiBU-y-0iai», XaTy sIKol pas-y-pas pyiiHyBa-
AV HaBaAM 3arapOHMKIB yCix MacTeil, 110 YIIPOAOBX
6araToBikoBOI icTOpIl 3a3iXxaAu Ha yKpaiHChKi 3eMAl
3a «BOAEIO CUABHOTO»? AJK HisIK. AoCTaTHbO npura-
ATV EHLIVIKAOIIEAVYHE TAYMaueHHs apXeTUIIYHO-
ro 00pasy AiBU-BOITEAbKM, )XIHKU-BOIHA. 3a AediHi-
Liero, «BoltoBHMIISL — BUTrapaHa MePCOHAXKA, 1110...
BOAOAI€ CUABHUM XapaKTepOM; 3alIMa€ThCs TUIIOBO
"4OAOBIYOI0" CITPABOIO, 3a3BUYAlL BilTHOWO (X04a Io-
AEKYAM 11 pemecaoM)» [5].

CBOIM HEBTOMHUM ITOBTOPEHHSIM MOPAaAbHOI Ail —
HaIIOAETAVBYM BiAHOBA€HHSM BAQCHOI XaTU — Iepo-
Hs piabmy «ToAaoKa», 1O CYTi, IPOTUCTOITh arpecuB-
HUM HALIECTSIM YCSKMX 3arapOHukiB. ITonpu mosi-
PHY TPAAMLIMTHICTD MOAEAL TOBEAIHKM (TTAEKAE AlTel
i XaTUHY SIK «HAPOAXKYIOUMI1, MAaT€PUHCbKUII» TIPO-
crip), cumBoaiyHa KarepyHa HUIIUTH cTepeoTuri-
Hi ysSIBAEHHS TIPO CAAOKICTb i MACUBHICTD SIK HOPMU
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MPOSIBY )KiHOYOI CYyTHOCTi, IOCTa€ MPOTHU XapaKTep-
HOT'O AASL YKPAIHCHKOTO KiHO BTiA€HHs 06pasa Ykpai-
HI Yepes TUIT 3rOPbOBAHOI «BIiYHOI BAOBM» 200 3rBaA-
TOBAHOI Yy>KMHLIEM 0€3[0paAHOI TOKPUTKU. 3aMiCTh
Tparismy i1 6€3CUAASL, 110 OYAM XapaKTEPHIMM O3Ha-
KaMM LJbOT'0 CTEPEOTUITHOTO Midy AASI «BHYTPIilIHbO-
IO CIIO>KMBAHHSI», FePOIHs (IOeTHYHA CUMBOAI3aLlis
VKpaiHu) sIBAsI€ XUTTECTBEPAHI YECHOTYU HE3AAM-
HOCTI, TepIIiHHA Ta BHYTPilIHbOI CUAN.

I'A160KO IaTPiOTMYHUM HapaTUBOM IIPOYUTYETh-
Cs1 3HAKOBUIT aKT TOAOKM — CIIiBAIl I'ypTOM, KOAEK-
TUBHOI MATPUMKY TA EAHAHHS Yy BIAHOBAGHHI Oceai.
Ap>Ke XaTa € He IPOCTO TPAAULIITHUM MiclieM Ipu-
XUCTKY, /I CBOEPIAHMM TOTEMOM, 3 SIKUM I10B s13aHa
00OPSIAOBICTB BCiX B&KAMBUX €TAIIiB AIOACHKOI'O KIUT-
TsI: HApOAYKeHH], iHilianil, cMepTi. OTXe, poAb He-
3AaMHOI OeperyHi 1Iboro CMBOAY MUPOAOOHOTO ic-
HYBaHHS BUXOAUTD 32 MeXi T0OYTOBOI cTepeoTui-
3aLil reHAepPHOI pOAi XKiHKU.

OpHMM i3 axTOpiB, 1110 CHPUSIOTH 3HUILLEHHIO
CTiIKMX T€HAEPHUX CTePEeOTUIIiB B YKPaiHCbKOMY
KiHO, cAip Bu3HATH akTUBHY deMiHizaliio, 110 cTa-
Aa 03HAKOIO KiHOTIPOLleCy OCTaHHIX AeCATUAITD. 3a-
raAoOM, lle — CBiTOBa TEHAEHIid. Y Cy4acHOMY Ki-
Hemarorpadi Ykpaiuy XiHKM, YMMAaAl aKTUBHilIe
OIAHOBYIOUYM TPAAMULIIIHO «40AOBidi» mpodecii, 3a-
IIPOBAAXXYIOTb HOBi MOAEA] TBOPYOI IIOBEAIHKY, PYIi-
HYIOTb Ma4MCTCbKi, Mi3OTiHiUHI YABA€HHS IPO «XKi-
HOYMII TIOTASIA», OTPUMYIOUM OYeBUAHMI TIPodeciit-
HU peBaHIl, KOAU IAETbCS PO aABTEePHATUBHICTh
CYAXX€HD, OiABII YHIBEpCAABHY «OIITUKY» Ta BIAMO-
BY BiA YCTaA€HOTO >KaHPOBOTO «KaHOHY».

Came TaKuil MOTASIA — He3BUYHUIL, IPUHLUIIOBUIA
i 6e3cTpauHuil — sSIBA€HO Y BO€HHIiT Apami Hartaai
Bopox6ir «ITorani pooporu» (2020) — peskucepcbKo-
MY A€0IOTI CLIEHapMUCTKY 3 BATOMUM CTaXKeM. 3 ITSITU
HOBEA IIPO NMOBCSIKAEHHE KUTTS AIOA€l B YMOBax Bi-
iiHY Ha AoHOAacCi, apxeTurl AiBu-BOITeAbKM HAOIABLI
MepeKOHAVBO ITPOSIBAEHO Y ABOX CIOJKEeTax.

Aist opHie€l icTopii BiAOyBaeTbCsi MiX yKpaiH-
CbKOIO JKYPHAAICTKOIO Ta POCIICBKMM cerapa-
THCTOM, 1[0 3aXOIMB AIBUMHY J1 Xoue ii 3rBaATy-
BaTu. BKpail 3aAsikaHa 3apyyHuList 0OCTaBMH CIIO-
YaTKy Al€ TaK, SIK IICUXOAOTY PAASITh IIOBOAUTHCH
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3 I'BaATIBHMKaMU — He IIPY4YaTHCh, He YMHUTY MPO-
TUAII0, OCKIABKM Lie AuiiIe 30YAXKY€ 3A0uMHLIs. XKyp-
HaAicTKa, mepebyBaryy y MOAOHI CTpaxy, 30BHi Haue
MPUMUPSIETHCS 3 HEMUHYYMM, BTiM, 3p€lLITOI0, YNHUTD
HeCTAaHAAPTHO. 3 MeTOI0 CaMO3aXUCTy BUTAAAMBO
pO3I0BiAa€ YOAOBIKOBI PO CBO€E KOXAHHS AO HbO-
ro. Koan 5x 06pasHUK BTpayae MMABHICTb, pO3CAa-
OMBLINCD Y TIEPEAUYTTi 3aA0BOAEHD, AiBUMHA BOM-
Ba€ CBOTO KPMBAHMKA. Takuil BAMHOK — He MPOCTO
CHMBOAIYHa BiATIAQTa )KEPTBU I'BAATYBaHH:. Aoaa-
104l CKYTICTb OCTpaxy, AiBUMHa BUBIAbHSE eHep-
rifo BOSYKY, MeCHML, repoini. Lle He TiAbku OYHT
MaTPiOTKY MPOTY THOOUTEAS, 11 IOBCTAHHS CAA0-
KO XKIHOYHOCTi MPOTH 3yXBAaAOI YOAOBiUOI arpecii.

OcrtaHHs, IT'siTa HOBeAa OyAa BM3HAHA HAATO JKOP-
CTOKOIO AASI «30BHIIIHBOTO» CIPUITHATTS, a TOMY
OyAa 1okasaHa Auile B 00Me)XeHOMY BiTUM3HSIHOMY
npoxkari. [epoiHsi, BilicbkoBa MeacecTpa, Bese 0bes-
TOAOBAEHE TiAO CBOTO KOXaHOTO, YKPaiHChKOTIO Bill-
CbKOBOro BikTOpa, a0y mepeaaTyt Oro 3aKOHHIN ApPY-
XMHI AAsE TOXOBaHHs. ITepeBo3Ka 3 TiAOM 3arubao-
IO B&XKKO IePECYBAETHCS 110 CTPALIHMX, OPYAHUX,
KPUBABMX AOpOrax Ta 6€3A0pIICOKI0, HiOK A0Aa0YM
oTpyiiHi Bopu midoaoriynoro Crikca. 3amicTp Mi-
doaoriuHoro crapusi-mapoMHmKa XapoHa — OHUIT
COAAAT, IIJ0 CUAUTD 32 KEPMOM, Ta >KiHKa-BOIH — KO-
XaHKa, [TapTHepKa B 0010, sIKa He MOKMHYAa CBOIO
BikTopa-nepemMox1s micasi 10ro rubeai, puryaapHO
CYIPOBOAKYIOUM 3arMOAOTO0 B «iHIIii CBIiT» — TON,
11]0 32 MEXXaMMU eMiLieHTPY 00MOBUX Alil.

Hataast BOoposx6it mponoHye cyTo »KiHOouMii Ta 30B-
CiM HecroAiBaHMIT paKypC — IOTASIA Ha CMePTb Te-
post yepes TpariuHe BiAAYHHS L€l paTaabHOI MOAIL
Y XXUTTI 11010 60OBOI ITOAPYTM-KOXaHKU B peaAisix
BilIHU, Ae BCi MOpaAbHI HOpMU PO3KPUBAIOTh CBOIO
BiAHOCHICTb.

ITeperasia 3HAYHOTO MaCUBY BITUM3HAHMX QiABMIB,
1110 OyAM CTBOPEHI YIIPOAOBXX OCTaHHIX ABOX POKIB,
AMILIE TIIATBEPAVB: BillHa € MPOBIAHMM HapaTUBOM
CbOI'OAEHHS, 3 BIAITOBIAHVMMM IIPOEKLIISIMM HA €KPaH.
HasiTb 51110 GiabMM HE TOBOPSATB IIPO BillHY MPSIMO,
pUTOpMKA, He NPUCBsIYEHA BillHi, CTA€ IIEBHUM CIIO-
c000M pO3MOB ITPO il HACAIAKM, EMOLLii, ICUXOAOTTY-
Hi TpaBMU Ta MMOCTTPAaBMAaTUYHi CTaHN.
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Ha npomy TAi X0uy BUAIAMTY KiAbKa CTPIYOK, LieH-
TpaAbHi 00pasy SKMX PENPE3EHTYIOTh apXETUIT BOI-
TeAabku. [Tonpu Te, 1110 repoiHi pi3Hi 3a BAQUelo, «BO-
JIOBHMYICTb» KOKHOI 3 HUX BEAVKOIO MipOIO CIIpO-
BOKOBaHA TPAaBMaTUYHMM AOCBIAOM pi3HOrO WTKOY,
1110 YPi3HOMaHITHIOE yABA€HHS IIPO BOMIOBHUYY AiBY.
B xoporkomeTpaxkHOMY irpoBomy diabmi Kupnaa Xa-
poBcbkoro «Ciopi» («3aamana riaka», 2021) moao-
Aa puBabAVBa XiHKa ycrilHo 6opeThbcs 3 Madiero,
HapKOAMAepPaM!, 3AOYMHLSIMM BCiX PaHTIB 3a AOIO-
MOTOI0 Cy4acHOI 30poi Ta MpuUitoOMiB CXiAHOTO ABO-
6010. 3'5ICOBY€ETHCS, 115 «aMa30HKa» He IPOCTO BUKO-
piHioe 3a0, BoHa — mpodeciitnnit Kiaep. Cynepey-
AMBiCTb 00pa3y 00yMOBA€Ha He TiAbKM KOHDAIKTOM
MOPAAbHO-€TUYHUX Ta IOPUAUYHMX HOPM, a 11 BiA-
CYTHICTIO apeKBaTHOI KOMyHiKalil 3i cBiToM: ii po6o-
TOA@BeLb KOAMCD 3a0paB MaA€HbKY AIBUMHKY 3 iH-
TepHATY, BiA4yBLIM 1i XBOPOOAUBY AMCKOMYHIKaL|ifo
SIK HACAIAOK BTpaTy Marepi.

Tepoinst KopoTKOoMeTpakHOI irpoBoi cTpiuku Coao-
mii Tumomryk «IToaamai» (2022) — BiiicbkoBa SIHKa.
Y noniBeyeHOMY BilfHOXO )XUTTi BOHA He MOXKEe 3HANTI
cebe — aHi 3aBeCT CepItO3Hi CTOCYHKM i1 CTBOPU-
TU POAVHY, aHi AOIIOMOI'TH CTapOMY OaTbKOBI, apXKe
He 6aunTh cebe aHi APY)XMHOI0, aHi MaTip'10, aHi AOHb-
Ko1o. ITicast mopaHeHHs fIHKa NparHe sIKHAMIIBUALLE
MIOBEPHYTHCS Ha MiClie GOMIOBUX ALl — TYAU, A€ ITO-
yyBae cebe morpibHow. Take OAKaHHS OBEPHEHHS
Ha BillHy sIK Ha Miclle HaibiAbII TOBHOI peaaisaril
XapaKTePHO AASI BOIHA.

HaBith MOODKHMIT OTASIA €KPAHHUX BUCAOBAIO-
BaHb CbOTOAEHHS IIePEKOHAMBO CBIAYUTH MPO aK-
Tyaaisaljilo apxeTuiry AiBu-BoiHa. Y Takuii croci6
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Y BITYM3HAHOMY KiHOIIPOCTOPi IOCAIAOBHO pYITHY-
I0TBCS 3aAMIIKY MAUMCTCBKUX YSIBAE€HD IIPO >KiHKY
SIK TACMBHY Ta MOBYa3HY «(DyHKIIOHAABHICTb».
Bucnosku. ITomiuena B ykpaiHCbKOMY KiHeMa-
torpadi moyarky XXI cTOAITTS akTyaaisawis apxe-
Tuny BoimeavKu, B yCbOMY PO3MAITTi yI'PYHTOBaHUX
Yy HbOMY KOHLIENT-00pasiB, MOsICHIOETbCST HacaMIIe-
peA COLIIOKYABTYPHMM KOHTEKCTOM (PiAbBMOTBOPEH-
HS Ha TAi 3arOCTPEHHS BOEHHO-TIOAITUYHUX BUKAM-
KiB AOOU. SIK i TOAMTDBCS Y CKAAAHI Yac, eKpaHHi TBO-
PV AEMOHCTPYIOTb CBOEPIAHE IIPUMTAAQHHS AO «KYAb-
TYPHOI'O KOPiHH:», BIAPOAKYI04M CMBOAi3yBaHH,
NpUTaMaHHE CTapOAaBHIM MioAOTisIM, Ae iepapxist
AoMiHauii e He epep6avaaa dikcauii cybopanHa-
L{iITHOI «ITIAAETAOCTi» JKiHKU 5IK 6€3aAbTePHATUBHO-
TO «IIPUPOAHOIO Npu3HaYeHHs». HoBuit Kinemaro-
rpad Ykpainu nmouatky 2020-X 3anpoIoHyBaB KiHe-
MaTorpadiuHi MoaeAl )KIHOYHOCTI 11032 0OMEKEeHHsI-
MM TaKOTO €CEeHLiaAiCTChKOrO MAXOAY, BiAPOAMBIIN
AYXOIIIAJIOMHMII TIOTEHLiaA eKPaHHMX pelpe3eHTa-
uiit apxetunis Boimeavku, CuibHOi Mamepi TOLIO.
PyitHyI0uM y3BUYA€EH] CTOAITTSMY reHAEPHI 111a0-
AOHU, HOBITHIi1 BITYM3HIHMII KiHeMaTorpad Bce yac-
Tillle IPOIIOHY€E eKPaHHi penpeseHTallii apxeTuny Bo-
tiosHuyi-3axucHuyi. OTXe, HIAKOM MOXHA BU3HATU
CHMMIITOMOM 4Yacy ITIOMiueHYy TEHAEHLIiI0 A0 BapiaHT-
HO-00pa3HMX eKPAHHUX BTIA€Hb «QHAPOTIHHUX» Te-
POiHB, SIKi peaAi3yIoTbCs Yepe3 NMPOsIB XapaKTepuc-
THUK, IO3HAK Ta aTPUOYTIB, [0 B KOAAX CTATEBOTO
CUMBOAiI3My 3a3BMYail CHiBBIAHOCUAMCSA 3 YOAOBIUMM
Ha4yaAOM: aKTMBHICTIO, MiHAMBICTIO Ta CIIpIMYBaH-
HSIM Ha30BHi — B 061mpu cBity. Taknit-co6i «3amax»
Ha OCHOBM ITaTPiapXaTHOTO F€HAEPHOTO MOPSIAKY.
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Iryna Zubavina. Actualization of the warrior maiden archetype
in Ukrainian cinema of the beginning of the 21* century

Abstract. The article focuses on the screen incarnations of female characters, whose images, being contemporary with the challenges
of today, associated with the archetype of the Warrior, destroy the stereotypical notions of the feminine as weak and passive characteristic
of traditional (that is, phallocentric/patriarchal) culture. Nowadays, such an essentialist view seems not just debatable, but finds an alter-
native interpretation, both in material realities and in artistic practices. In particular, the cinematography of Ukraine at the beginning of
the 21 century convincingly testifies to the expansion of the body of representations of the feminine. The film material of the early 2020s
convincingly testifies to the actualization of the screen incarnations of the image-concept of the warrior woman, which is symptomatic of
the military and political contexts of today. New Ukrainian cinema seeks to understand the little-studied experience of women’s partici-
pation in hostilities and the peculiarities of their stay in military captivity, implementing modern feminist approaches to the study of the
topic “woman and war”. In an effort to go beyond the stereotypical vision of women within the dipole “heroine-victim’, the screen demon-
strates the transformation of gender patterns and at the same time is a continuation of a tradition with deep historical roots.

Keywords: gender, femininity, warrior archetype, warrior virgin concept, screen representation, patriarchal culture.
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Amnoranis. Pociiicbko-yKpaiHCbKa BiifHa 3aCBiAUMAQ TTOBHY BMYEPIAHICTh 3amacy MilHOCTi «apXiTeKTypy MiCASIBOEHHOTO CBiTy».
ITpobAeMy AIOACTBA, IJ0 POKaMJ HAKOIMYYBAAMCS i He BUPILIYBaAMCs, AOCATAM KyAbMiHanil. BiliHa B ycix mposBax ii ribpuanux popm
CIIPMYMHIOE PYVIHYBaHHS YKPaiHCBLKMX MICT i CiA, TPaBMaTH3allilo i 3arnbeAb AIOA€l, MaCOBY MIrpallilo HaCeA€HHs, BTPATy KyAbTYPHUX
uinHocTelt. IToAOAaHHST HACAIAKIB BiitHy B YKpaiHi 110 ii 3aBeplieHH] moTpebyBaTime 6araTo AIOACKMX 3YCHAD i yacy. Y mybAiyHOMY mpo-
CTOPi PO3TOPHYTO AMCKYPC, CTIPAMOBAHMI1 Ha IEPEOCMUCAEHHS AOBOEHHOI YKPaiHM i HATIOBHEHHS apXiTeKTYPH i AM3aliHy HOBUMM CEH-
camit. Y cTaTTi 3pobAeHO cripoby cucTemMaTusaii 3MiCTiB L1X 06rOBOPEHb.

Ha cBiT ouikye moBHe nepedopMaTyBaHHs MDKHapOAHMX BiAHOCKH. Y CBITOBOMY mpocTopi YKpaiHa [MocTae aKTMBHUM Cy0'€KTOM
Po36yAOBM apXiTeKTypy MOBOEHHOTO CBiTy. BasKAMBUM € po3po0Ka KOHLIEILLiif if CTpaTeriit po3BUTKy YKpaiHu. Aep)kaBa MOBMHHA MaTu
3araAbHe y3ropxeHe 6aueHHsl MaiibyTHbOTO i 3pO3YMiAl eTany peaAisaliii KOHKPETHUX IIPOEKTIB Ta MAAHIB. Y paMKaXx Aep>KaBHOI CTpaTe-
rii MOXKAMBE BUPILIIEHHS aKTYaAbHIX 3aBAQHD, OB’ SI3aHNX i3 3a6e3I1e4eHHsIM XUTAOM COTEHb TUCSY AIOAENL, SIKi BTPATUAY CBOI AOMIBKUY,
TTOAOAQHHSI IHIIMX HACAIAKIB BiltHI. OCOBAMBOI aKTYaABHOCTI HaOyBa€ yHiBepCaAbHMIT AM3aliH. BillHa akTyaAisye iHTerpauito B KUTTs Cy-
CIIABCTBA AIOAEY 3 iHBAAIAHICTIO, PO3KPUTTS i PO3BUTOK IXHBOTO MOTeH1iaAy. PO3yMiHHS iHBaAIAHOCTI SIK aCIeKTy AIOACBKOTO pi3HOMa-
HITTSl Ma€ CTaT¥ OCHOBOIO HOBOI COLIiaAbHOI MMOAITHKY AepKaBH.

Katouo0Bi c10Ba: poCiiicbKO-yKpaiHCbKa BillHA, BUKAMKM, TPaBMa, MyOAIYHMIT AMCKYPC, aKTYaAbHi 3aBAQHHSI, apXiTeKTypa, yHiBep-

CaABHMIT AM3AVIH.

ITocranoBka npo6aemu. Haii0iabia Bip, 1945 poky V cBiTi BiAOyBaIOTbCS TeKTOHIYHI 3MiHMY, i Y LibOMy
KOHTVHEHTAaAbHA POCIiJICbKO-YKpaiHCbKa BiliHa 3 Be-  KOHTEKCTi 0COOAMBOro 3HaueHHsI HabyBa€ BasAuUBe,
AVIKMMU CTaBKaMU i 3aAISIHMMIU B Hill CMAQMM 3aCBiA- 1110 PO3YMI€TbCS HA TPAaHUYHOMY PiBHI PO3BUTKY AIOA-
YMAQ IIPO NTOBHY BUYEPIIAHICTD 3aMacy MIlJHOCTi «ap-  CTBa K OCMMCAEHHS CYTi IIOAAABILIOTO CYCHiABHOTO
XiTeKTypM MICASIBOEHHOTO CBiTy». AIOACTBO CIIOBHa  OyTTs. SIKO10 Mae 6yTu Oyay4HicTb AtoacTBa? SIk Oyae
BiAUyAO edeKT «ABa B OAHOMY», KOAM BAWAUBE V1 dk- — BAALITOBAHMII MailOyTHIN CBIiT, apXKe MiCAS Lii€l Bill-
myaivbHe iICTOPUYHO IEPETHYAUCS B OAHIN TouLii. [To-  Hu OyayTh iHu pecypcu? Ha TAi emoxaAbHMX 3MiH
TY>KHa KOHCTPYKLis CBiTY, CTBOpeHa mmicast Apyroi cBi- ~ YkpaiHa cTara CBITOBMM TpeHAOM. IcTopuuHi mpo-
ToBOI BiitHM 3 Takux iHcTuTyLin sk OOH, MB®, MEPP  11ecu Ha cBiTOBIIT apeHi BUBeAM HaIIly Aep’KaBY y Cy-
Ta IHIIVX, ODIEHTOBAHMX Ha CITIABHE ICHYBaHHS [IOIIPY  [IePCY0 €KTHICTD, i epea YKpaiHO TOCTAAM BUKAY-
KOH(MPOHTAL{I0 Pi3HMX COLI{aAbHO-TIOAITMYHUX CUC- KU CBiTOBOro Macuirady.

TeM, B)Ke He IPaLIo€e i PyITHYeThCA HA HAIMX OYaX. [epe>xxnBaroun aKkmyaibHe — CIOYATKY 3araAb-
ITpobAeMu AIOACTBA, 1J0 POKaMM HAKOIMYYBAAMCS — HY eK3MCTEHIiNHY KpU3Y, CIPOBOKOBaHY IIaHAEMi€el0
i He BupilryBaAucs, Aoocarau KyabMinaninHoro pisHsa.  COVID-19, cBiToBe CyCIiABCTBO BIeplIle OMMHUAOCS
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10 OAVIH OiK 110 BiAHOLIEHHIO AO 30BHILIIHBOI 3arpo-
31, SIKa CTOCY€ETBCS BCiX KpaiH, KOXKHOI AAMHUL. [ TyT
Y AIOACTBA He BUSIBMAOCS Hi Uy)XXUX, Hi CBOIX, apKe
BipyC OAHOYACHO PYJHIBHO BIIAMHYB Ha yIpaBAiH-
ChKi Ta 0aHKIBCHKI cucTemu, bisHec, CoLliaAbHI Bia-
HOCUMHMU Tolo. HeBAOB3i akmyasvHe Ha eBpomen-
CbKOMY KOHTMHEHTI BUOYXHYAO NPOSIBOM NPOTHU-
piY OHTOAOIIYHMX OCHOB, BIAMIHHMX KapTUH CBi-
Ty — IMOBHOMACIITaOHMM BiliCbKOBMM BTOPIHEH-
HaM PD B Ykpainy.

Pociiicbko-yKpaiHcbKa BillHa B yCiX IposBax ii Ti-
OpuaHUX GOPM 3aroCTprAa He TIAbKYM 3aAaBHEHI IPO6-
AeMI YKpaiHy, aAe J1 3araAbHOCBITOBI. BiltHa cripu-
YMHIOE PYJHYBaHH: YKPAIHChKMX MICT i ciA, TpaBMa-
TH3aLiio i 3arnbeAb AIOAEN, MaCOBY Mirpaljito Hace-
A€HH#, BTpaTy KyAbTYPHMX LiiHHOCTel. [TopoAaaHH:A
HAaCAIAKIB BiliHM B YKpaiHi i, 110 i 3aBepllieHHi, TBO-
PeHHsI Mail0yTHbOTO IIASIXOM BUXOAY apXiTeKTypu
Ta AM3alHY Ha HOBI MUCTeELIbKI IIPAaKTUKY HOTPeby-
BaTUMe 6araTo yacy Ta AIOACBKIMX 3YCHAb.

AHaAi3 OCHOBHIX AOCAIAXKEHD i myOAikayiii.
VY ny6aiuHomy npocTopi B akTuBHii dasi (craHom
Ha ceprieHb — >KOBTeHb 2022 POKY) TPUBAE AUCKYPC,
CIPSIMOBAHMI HA OCMUCAEHHS / aHAAI3 ITOAN, 1110 BiA-
6yBaroThCs B YKpaiHi i1 CBiTi, IEPEOCMMCAEHHS AOBO-
€HHOI YKpaiH! i HaTIOBHEHH apXiTeKTypy Ta AU3ai-
Hy HOBMMM ceHcaMy. Ha yncAeHHuX AoKauisix y pis-
HUX Gpopmarax y pexxumax oHAaitH i odaaitH posrop-
TAIOTHCS AVICKYCil CTOCOBHO IIAXOAIB AO TIPOAYKTMB-
HOI PEeKOHCTPYKLiI Ta BiAOYAOBU 3pyITHOBAHMX MICT,
eTariB OyAIBHMX NIPOLIECIB, 3aAyYEHHS AOCBIAY iHIIMX
KkpaiH. OcoOAMBOroO 3HaueHHs HAOYBAOTh MUTAHHS
KOMYHIKaLill Mi>X BAaAOI0, TpoMaAamMy, 6isHecoM, da-
XiBLIAIMM, @ TAKOXK — MiK IHTEA€KTyaAbHMMMU IpyIIa-
MUy, SIKi Ha Pi3HMX AOKaL|isSIX 0OrOBOPIOIOTH MalOyT-
He CBiTy i MaitOyTTsa Ykpainu. 3MiHu BipOyBaroTbCA
HabaraTo IIBMALLE, HDK MU BCTUTAEMO X YCBIAOM-
AOBaTy. AuHaMiKa IOAiT HEIMOBipHa, 32 MaA€Hb-
KII IPOMDKOK 4acy BiAOYyBalOTbCsI HACTIABKY 3HAY-
Hi TpaHcdopMmaLil, 1[0 YHEMOXXAUBAIOKOTHCS OYAb-
SIKi TPOTHO3M CTOCOBHO COLIiaABHOTO, IIOAITUYHOTO,
€KOHOMIYHOT0 acIeKTiB MaitOyTHbOIO CYCIiABCTBA,
SIKi BU3HAYAIOTh PO3BUTOK apXiTeKTypu Ta AU3ali-
Hy. [DYHTOBHI AOCAIAXKEHHSI Ta HAyKOBI my6Aikauii,
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NpUCBsYeHi it mpobAemaruty, 1ie momepepy. Oc-
HOBHMII 00’€M AONIUCIB Ta MyOAiKaLill TOKY 1110 IpU-
Tapae€ Ha couMepesxi. Ha AoaHuiI MOMEHT MOJKHa 3a-
3HaunTH Bumyck yaconucy A+C mip HasBolo «Bii1-
Ha 11 apxiTekTop» (#1-2'2022), B sIKOMY 3AilICHEHO
repiy crnpoby ycBiAOMAeHHs MaciuTabiB npobaem
Ta MpodeciiiHNX 3aBAAHD CTOCOBHO 00AAIITYBaHHS
VYKpaiHnu micas pyitHaLili, 3aBAQHUX BillHOIO.

MeTor0 CTATTIi € cucTemMarusalist 3MiCTiB CTO-
COBHO BiAHOBAEHHS/OHOBAEHHSI TOBOEHHOI YKpai-
HU, 5IKi 00rOBOPIOIOTHCS Y pi3sHMX opMaTax Ha 4nc-
AEHHUX AOKALIisIX IMiA Yac akTUBHOI a3y pocCiitcbKo-
YKpalHCbKOI BillHM.

BuxaaaeHHs1 ocHOBHOTo MaTepiaay. [ToBHOMacmI-
TabHe BTopraenHs PO B Ykpainy 24 arotoro 2022 poxy
CTaAO HallbOiABIIMM BUKAMKOM IJOAO OCHOB HAIIOT0
OyTTsI Ta TOAAABIIIOTO iCHYBaHHS SIK HE3aAEXKHOI Aep-
KaBU. BoitoBi All, sIKi TpuBaroTh Ha cxoai 3 2014 poky,
3 yciMa >XaXAMBMMM HaCAIAKaMM 5K AASL BiICBKO-
BMUX, TaK i AASI MUPHOTO HAaCEAEHHsI, PO3TOPHYAUCS
3a 3HAUHVIX TEPUTOPISIX YKPATHCHKOI 3eMAi. «3a AaHU-
Mu KniBCbKOI IKOAY €KOHOMIKY (CTaHOM Ha 22 cepIi-
Hs1 2022 p. — H. K.-I1.) 6au3bKo 860 TuC. pOAMH BTpa-
TUAV )KUTAO BiA TI0YaTKY TOBHOMACLITaOHOTO BTOP-
THEHHSI. SHUILIEHO a00 TOIIKOAKEHO ITOHaA 40 MAH KB.
M XKUTAOBOTO (POHAY, TAKOX IIOCTPAKAAAY AECITKI
MEeAYCTaHOB i HaBYaAbHO-BUXOBHIX 3aKAQAiB, TOp-
rOBEAbHUX LIeHTPIB i HapTOOa3, THCAYI METPIB aBTO-
MOOiIABHMX AOPIT i 3aAI3HUYHOTO MMOAOTHA. <...> 3a-
raAabHi BTpaTy YKpaiHy, NOB's3aHi 3 pyiHYBaHHIM
iHpPaCTPyKTypu Ta BTPaTOI0 eKOHOMIYHOT'O TOTEH-
11iaAy, CTAaHOBAATD AO 4 MAPA AOAApiB Ha A€Hb. <...>
OKpim MpsIMOI LIIKOAM € CYNYTHi BTpaTy, MOB s3aHi
3 pyliHyBaHHAMM: 3MeH1IeHHA BBIT, BiaTik iHBecTu-
il Ta pO60YOL CHAM, 3HVDKEHHSI TYPUCTUYHOI IIPU-
BabAMBOCTI KpaiHu Tomo» [1].

BiitHa BuAO3MiHMAa 00AMYYST YKPATHCHKMX MICT.
MicbKi npocTOpH HADKAUMAKCA TPOTUTAHKOBUMU Me-
TaA€BVMU 3arOPOAAMI, IIJ0 YHEMOXXAUBAIOIOTb ITPO-
CyBaHH: BilICbKOBOI TEXHiKM BOpOTa i 3 IeBHOTO pa-
KYPCY BUTASIAQIOTD SIK XPECTH; CTPATETiYHO Ba’KAMBI
Aokallii paaHKyoTh 6eTOHHI 6AOKIOCTH. TTaM ATHUKY
«BASITHYAMCSI» Y 3aXMCHY «OPOHIO», CKAQAEHY 3 PSIAIB
MIIIIKiB, HAIIOBHEHMX ITiCKOM Ta 3eMA€I0. Y AOBKiAAi
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AOMIHYIOYMM CTaB HE3BUYHMUII AM3aH BilICbKOBO-
ro cTaHy. Y MiCbKOMY CepeAOBMILi 3 IBUBCS HOBUIA
BUA NIepOpMaHCy — AEMOHCTpaLlist 3aAUIIKIB BOPO-
oI TexHiKy, sHuieHoi 36ponHumu Craamu Ykpai-
Hu. LIi opii — criepiuy Ha MaitpaHi 6iast Muxaitais-
CbKOro cobopy, a misHiure, Ha AeHp HeszaaexHocTi,
Ha XpemaTuKy Ta B iHIMX MicTax YKpainu i €Bpo-
MM — 3AIMICHIOIOTb NMOTY>KHUI BIIAUB Ha CYCIIABHY
cBipomicTb. HaiibiAbiu Bpaxkarounmu i raAnb0oKo TpaB-
MaTMYHVMMU € AIOACBKI BTPATH, BEAMYE3Hi MaciITabu
HUIIIEHHA MICT i MiCTe4O0K, IepeTBOPEHHs 3aTUIIHO-
IO Ta BIIOPSIAKOBAHOT'O CEPEeAOBMINA Ha )KaXAUBI 3ra-
puina. Ha Tial yKpaiHChKUX MICT IJOAHS 3'IBASIFOTbCS
KPOBOTOYMBI paHM BiA palMcTCbKuX 60MOapAyBaHb:
BIIOPSIAKOBaHI OYAMHKM [1€pPEeTBOPIOIOTHCS HA PYIHY,
BMPBaMU YCIiIOIOTbCSI AOPOTM Ta CTEXKU. Ta monpu
BCi )Kaxu BiliHU XXUTTsI iepeboproe cmepTb. Meta-
($hOpUYHMM BUCAOBOM HeTepeOOPHOI XXUTTEBOI CUAK
€ CKAQA€HI 3 MillIKiB 3aCAOHU, SIKi 3CepeAVHM PO3pu-
BaIOTbCSI MOTYTHBOIO €HEPTi€l0 XKUTTA.

Hogi peanii Bumazaromp HOBux pinieHp. Apxi-
TEKTYpa 3a CBOEIO CYTTIO € AiSIABHICTIO 3 IIOAOAQH-
Hs Xa0Cy, AeCTPYKILIii, FapMOHi3aLjil JKUTTEBOIO cepe-
AOBHIIIA AIOAVHU. 3BePHEHHS AO 3acaA MpodeciitHol
po6OTH 3aBXKAM BiAOYBa€THCS B TEPEAOMHI MOMEH-
THU, KOAU PYJHYETBCS YCTaA€He i BUHMKAe moTpeba
Yy CTBOPEHHi HOBOTO. YKpaiHa 3AilICHMAA CBill LIUBi-
Al3auiitHuit BUOIp: 3 pAASTHCHKOTO MUHYAOTO — Y €B-
porelicbKe i CBiTOBe TOBapMCTBO. 3a 1ie, 5K MiAKpec-
atoe Cepriit Aaitok, PO HeBOAaraHHO 3HUIIYE CHIABHO
Ha)KMTe MallHO y BUTASIAL iHAyCTpiaAbHOI CTPYKTYDH,
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pO3BMHEHMX MicT Ha cxoai Ykpainu. Ilytincbka Po-
cig posywmie, o YkpaiHa noamiuae ii LuBiaisaliito,
iHTerpyerbcs y 3axiaHy, i FOBOPUTD: MAITH 0€3 Hivo-
ro, 6e3 MpomMucA0BoOi iHPPaCTPYKTYpH, 6€3 KUTAO-
BIX i rPOMaACBKIMX OYAiBeAb, 3BeAE€HMX 32 YaciB pa-
ASIHIIMHY [2]. PyltHYBaHHS Ta 3a0pYAHEHHS XUTTE-
BOTO CepeAOBMINa BHACAIAOK BOEHHUX Al — Haa-
3BUYAITHO CKAAAHUIT BUKAMK, SIKUIL TOTpeOye HOBOI
apXiTeKTypu Ta HOBOT'O AM3AIHY CYCIIABHOTO OYT-
Ts. BusHaueHHs AiICHMX MaciuTabiB 3aBAAHOI COLi-
aABHOI, EKOHOMIYHOI Ta eKOAOTIYHOI IIIKOAMU I1ie IT0-
TepeAy, aAe 3p03yMiAa aKTyaAbHICTb IIEPEOCMUCAEH-
HS 3pY/IHOBAHMX PerioHiB, BU3HAYEeHHs MePCIIEKTNB
IX pO3BUTKY.

Icnyroui mipAXoAM AO PO3YMiHHSA PO3BUTKY YKpai-
HU Y BUTASIAL HASIBHUX IIPOCTOPOBUX (TepUTOpiaAb-
HUX) CXeM BUXOASTD Bip PAASHCBKOI TpaAuiiii mAa-
HYBaHHS, 1J0 iCTOPUYHO CKAQAACS B PAMKaX EAVHO-
IO HAPOAHOTOCIIOAAPCBKOTO MAaHY Y GopMari «I1'si-
TUPiYOK». BeAnkomacurrabHuit mpoeKT IiA Ha3BOIO
«CPCP» posropTascst y Me>kax iHAYCTpiaAbHOI Ma-
PaAUTMH, SIKA IPYHTYETHCSI HA PECYPCHUX 3acaAax,
TOOTO BiAHOILIEHHIO i AO IPUPOAH, i AO AIOAVHY B~
KAIOUHO 5IK AO PeCypCy, IIJ0 BXXMBAETbCS.

V 11bOMY KOHTEKCTi CXeMU, I1j0 HAAEKaThb AO ce-
Py YIpaBAiHHs, OYAM IPOCTOPOBO PO3IOAIAEHUM
MIAQHOM, SIKMII CYIPOBOA’KYBABCSI IOSCHIOBAABHM-
MU 3alMCKaMy 3 0a30BMMM ITAQHOBMMMU IIOKA3HM-
KaMJ 32 FaAy3sIMM Ta TEPUTOPIsIMU (CKIABKY ITOTPi6-
HO pecypciB, TepMiHM BUKOHaHHSI TO1110). Cxemy, 3a-
TBEPAJKEHI Ta IlepeTBOPEeHi Ha Aep>KaBHi KT, MOTAU
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MPAL{IOBATy B YMOBaX TAQHYBaHHsI (B MeXXaX KOHKDET-
HOTO TIPOEKTY), IKE 3aBXKAM TOTpeOYe YiTKOI BU3HAYe-
HOCTI (110, A€, KOAY T CKIABKM Lje KOLITYE, KOAM Oyae
3po0A€eHO To1110). AAe, SIK IT0Ka3aB AOCBIA, IPUITHS-
Ti pillleHHs YacTo He peaaizoByBaaucs. CrieniaaicTu
BMMYILEHi OyAM KOHCTATYBaTH: «...pO3BUTOK 00'€K-
TiB CYTTEBO BiAXMASETBCS Bip HaMideHMX IIPOTrpaM,
TeMIu iX He BiAIIOBIAQIOTD mepepbadeHuM, GyHKLi-
OHaAbHA Ta IMAAHYBAaAbHA CTPYKTYpa PO3BUBAETHCS
B HerepeAbaYeHuX HampsiMkax» [3, c. 3].

Hanpuxkingi XX croairTs daxiBusimu BXe 4iT-
KO YCBIAOMAEHO «CYIEepPeYHIiCTb MK AMHAMIYHICTIO
00’eKTa MPOEKTYBAHHS Ta CTATUYHMUMU HOpMaMU
J10TO TIOAQHHS Y NMTPOEKTAX Y BUTASIAL JKOPCTKO Ae-
TepMiHOBAaHMX Y Yaci CTaHiB, HE3AATHICTb iCHYIO-
YJX METOAIB IIPOEKTYBAHHS THYYKO Ta OIEepaTUB-
HO pearyBaTy Ha 3MiHy 30BHilIHIX yMOB Ta dakTo-
piB» [3, c. 4]. Y renmnaanHax 3AIlICHIOETbCSI OAHOCTO-
POHHE BipAHECEHHS 00’€KTIB AO Pi3HMX IIPEAMETHUX
obaacrent (ekoHOMiKM, Aemorpadii, iHkeHepHOI iH-
PacTPyKTYpH TOLIO) T iX IPOEKTYBAHHS HA TEPUTO-
pii. 3BopoTHa IIpoljeAypa CIiBBiAHECEHHS IIPeAMeT-
HUX IPOCTOPOBMX YSIBAEHD HIKOAM He Iepeabayasa-
cs i He IPOBOAMAACA. Y CUTYallisIX HeBU3HAY€HOCTi
He TiAbKU 3 MalOyTHIM, ase BXe 11 3 CbOTOAEHHSM
(y ssIKOMy NPOSIBASIIOTBCS 3PYIIEHHS B apXiTeKTypi
YCTPOIO CBITY) Taki cxeMy 00'€KTMBHO NE€PECTAIOTH
MpaLloBaTy, OCKiABKY BCi 1ii TpoCTOpU Tpeba yTpu-
MYBaTM Y TapMOHIIHil LiaicHOCTi, 6aunTy B3aemo-
3B’s13KM MDK HUMM. ToMy OTpiOeH mepexip Bip Muc-
AE€HHS Y KaTeropisiX TepUTOPiaAbHOIO MTPOEKTYBaH-
HS Ta IIAQHYBaHHS AO TIOAIIPOCTOPOBOTO MUCAEHHSI.

HoBi peaaii 3My1LIyl0Tb BUXOAUTH Ha CTpaTeriy-
HUII piBeHb, Ha SIKOMY MOXXAMBA pOOOTa 3 YSIBAEH-
HSIMU TTPO MaVOYTHE, 1[0 IPUHLIUIIOBO BiAPi3HSAETH-
sl Bip icHY04OrO — 3 6€3AiU4I0 10r0 HEBU3HAYEHO-
CTeil Ta lie i1 32 YMOB, KOAM Ti UM iHII BM3HAYEeHO-
cTi nocTitHO MopyiIyThCs. I HEOOXIAHO yTpUMY-
BaT! IeBHY LIiAiCHICTb 3 ypaXyBaHHSAM IPUITYLIeHHs
HEBM3HAYEHOCTEN Ta HAAQHHS MaiOyTHIM ITOKOAIH-
HSAM MOKAMBOCTI AASI IPOEKTYBAHHS, CTBOPIOIOYM
Ta 30epiraroun iM MicLs AAS i€l poOOTHL.

Ha norpe6i HaA€KHOIO OCMUCAEHHS HOBUX pe-
aAill, B SIKMX ONMHMAACSH YKpaiHa, HarOAOLIYE OAMH
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3 rmaTpiapxiB BITYM3HSIHOIO MiCTOOYAYBaHHS, HAPOA-
HII1 apXiTeKTop YKpaiHu, AOKTOP apXiTeKTypH, Ipo-
dbecop Mukoaa AbOMiH, MIAKPECAIOIOYUM, LIIO Tpe-
6a OXOIAIOBATH 11 OCMUCAIOBATY BCIO CUCTEMY PO3-
CeAeHHs B KpaiHi, pyXaTucs BiA 3araAbHOTO AO AO-
KaAbHOTO. «EKOHOMIKAa — 1ie Auile 3aci0, AKuit Mu
BUTPAYAEMO AAS IIATPUMKY XXUTTSL, 3apOOASIOUN
rpouti. A couiaabHa iHGpPacTpyKTypa — Te, IO 3a-
Oe3reuyye HOPMAABHY >KUTTEAISIABHICTD. <...> Ilep-
111e — 1je OCMUCAEHHs perioHaAbHoi cuTyauii. Ha xpa-
THy Tpeba MOAMBUTHUCS 3araAoM. Apyre: BUSHAUUTH,
A€ Ta sIK AoLiiAbHO popMyBaTH coLjiaabHy iHdpacTpyk-
Typy. lllo Take couiaabHa iHGpacTpykTypa? Aroan
i Ha XyTOpi, i B CTOAMLI MalOTh OyTHM Y piBHMX YMOBax
CTOCOBHO COLIIaABHOTO 3a0€3IeyeHHs, AASL HUX Ma-
10Tb OYTM AOCTYIIHI BCi OAara uuBiaisauil. <...> ITep-
1lle IUTaHHS — BiA 3aTaABHOTO AO AOKAaABHOTO, PO3i-
Oparucs B3araai y curyauii, B ekoHoMilli. IToTim 1mo-
AVIBUTHCSI, HAKAQCTH Ha 1[I0 CUTYALIil0 KaAbKY, IO 3a-
pas, 110 CTaAOCH, SIKi pyMHYBaHHS, 10 AaAi? ITpocto
ropaxyBary BTparu. I AaAi 3po3ymity, uu oTpibHO
BiAHOBAIOBATH Te, 11J0 3pYIIHOBAHO, HAIIPMKAAA, Ma-
piymoab? Yu 3po6uUTH MEMOpiaAbHY 30HY, IIOCAAU-
TH MapK, a MicTo 30yAyBaty nopsia? Lle Bxxe nuraH-
HsI AOKaABHOTO BUpIllIeHHs. <...> AOKaAbHi peyi Bu-
pilllyl0TbCA 3 ypaxyBaHHSAM MicCLieBUX YMOB, CMaKiB,
TpaaMLin. <...> HoBui1 yac CTaBUTb HOBi 3aBAQHHS
Ta notpebye HOBUX pilieHb» [4, . 14—15]. I HeoAMiH-
HO Tpeba HaAaroAXXyBaTy KOMYHIKaliio 3 MicLieBU-
MU I'POMaAAMM, 3BXKATH Ha CIielpiKy XXUTTS KOXK-
HOro0 yKpaiHCbKOTO MiCTa i MicTeyxa.

Cepep BXXe HasIBHUX CTPATETiYHUX PO3POOOK —
cTparerisi po36byaoBu Kpumy micas poeoxymatiii B Me-
ax eBporeiicbkoro Kypcy Green Deal. B ii ocHo-
Bi — xoHenuis «Kpum BIAKpUTHIT AAST CBITY», Bi3id
MiBOCTPOBA SIK CyYaCHOT'O €BPOIENICHKOrO KypoOpTy
3 sIKICHO HOBOIO iHpPaCTPYKTYPOIO LI AOPIYHOTIO BiA-
mo4unHKY. [TpoexTom HOBoro 6peHay Crimea365 me-
peabavaeTbest mepiu 3a Bce AiKBipaList HACAIAKIB Mi-
AiTapusauii niBoctposa Pociero Ta BIAHOBAEHHS eKo-
cucremu Kpumy. A takox (y criBnpaui 3i cBiToBuMm
AlpepaMy TYPUCTUYHOIO PUHKY) — OYAIBHUIITBO ro-
TeAIB, CTBOpEHHsI iHPPACTPYKTY P AAS TIPOBEAEHHS
6isHec-hopyMmiB, BIADOAKEHHS KYABTOBMX (peCcTIBAAIB,
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MATPUMKA iICTOPUYHUX OCEPEAKIB Kpad)TOBOrO BU-
POOHMUTBA BMH Ta {HIIOI arpapHOI MPOAYKLi [5].

BeAUKUM BUKAVKOM AASI YKpaiHVM HAAOBTO 3aAK-
IIAaTYMEThCs reorpadiyHe CyciaCTBO 3 Hemepepba-
yyBaHumu kpainamu (Pocis, Biaopycs). ®axiBLsm
AOBEAETHCSI ONTAHOBYBATH 11 YAOCKOHAAIOBATY apXi-
TEKTYPY 000POHMU i LIMBIABHOTO 3aXMCTY, IIOBEpPTA-
IOUYMCh AO TAMOMHHMX 3acap npodecioHaaismy, Bu-
KAQAEHMX PUMCBKUM apxiTekTopoM Mapkom Bit-
pyBieM IToanrioHoM mie y I cT. A0 H. €. y KAaCMUHUX
«/AecATy KHMTaX ITPo apXiTeKTypy». BepxoBHoto Pa-
AoI0 YKpaiHu npuitHATo 3akoH «IIpo BHeCeHHs 3MiH
AO AESIKMX 3aKOHOAQBUMX aKTiB YKpaiHu I1[0A0 3a6e3-
TMeYeHHsI BUMOT LIMBiABHOTO 3aXJICTY ITiA Yac ITAQHY-
BaHHsI Ta 3a0yAOBM TEPUTODINi», B SIKOMY BUKAQAEHO
BMMOTY TEXHOTE€HHOI Ta TIOXKEXKHOI Oe3IeKy Iip yac
MPOEKTYBaHHsI, OyAIBHMLITBA Ta eKCIIAyaTaLil 3axmc-
HUX Criopy [6].

VYpsiau [Toabwi, Yexii, ITaaii, fAnoHii, Aanii, kpa-
i1 BaATii Ta iHIIMX BUCAOBAIOIOTH HaMipy AOAyYM-
TUCSL AO BIADOAYKEHHS KOHKPeTHUX MiCT YKpaiHu,
HaAawuM GiHAHCOBY AOTIOMOTY i MATPUMKY ¢axis-
1iB. ¥ uepBHi 2022 poky mianucaHo Ykas [IpesupeH-
Ta IIpo cCTBOpeHHs HallioHaAbHOI paAM 3 BIAHOBAEH-
Hs YKpaiHu Bip HacaipkiB BintHu. CepeA OCHOBHUX
3aBAaHb Paput — MiArOTOBKA cTpaTeriyHux iHinia-
TUB, HAIIPALIOBAHHS IPONO3ULiN 1[OAO NPiOPUTET-
HUX pedopM Ta 30epeXKeHHs KYABTYPHOI CIaALM-
HU, IPOEKTIB HOPMATMBHO-IIPAaBOBYX aKTiB, IIAQHIB
3aXO0AIB, IPUITHSITTS 1 peaaisauisi sIkux HeOOXiAHI
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AAsT ebeKTUBHOTO BiAHOBAEHHSI YKpaiHM Y BOEHHUIA
i micAsiBoeHHMI1 yac [7, cT. 3].

V aumnni 2022 poky Ha KoHbepeHLii B AyraHo
(IIBeityapist) mpepacraBaeHo ITaaH BipAHOBAEHHsI
VYKpaiHu, po3AiAeHNIT Ha TPU eTanu: BIAHOBAGHHS
TyT i 3apas; fast recovery — BiAHOBAEHHS ITOILIKOA-
)KeHOI iHPacTPyKTypy; AOBIOCTPOKOBA TPAHCPHOP-
Mmauis. [Tonepeay cTpyKTypHa MoAepHisalis Bcix ac-
MeKTiB CyCMiAbHOIO JKUTTA B YKpaiHi: >KUTAOBOI, CO-
1liaAbHOI, KOMYHaAbHOI, TPAaHCIIOPTHOI, BUPOOHNYOI,
MeAMYHOI iHQPaCTPYKTYpH, BilICbKOBO-IIPOMICAOBO-
r'o KOMIIAEKCY, EHePTeTHUKM, 3B’s13KY TOLLO.

ITepuroueproBuit BUKAUK — XXUTAO. BeAnue3Hmit
MOTIiK BHYTPILIHBO MepeMilljeHIX 0cCi0 3i CXOAY Ha 3a-
Xia KpaiHy 3yMOBUB roCcTpuit AeiliuT KUTAR Ta T10-
TpeOy y IIBUAKMX PillleHHSIX CTOCOBHO TMMYaCOBOI'O
npuxucTKy. Ha AaHuit yac 06roBopo0ThCs 11 BU3HA-
4al0ThCs KiAbKa MOKAMBMX €TalliB HaAQHHA >KUTAQ
TUM, XTO BUMYIIEHUT OYB 3aAMIIUTH CBOI AOMiBKM
4y BTPaTUB iX, a caMe: KOPOTKOCTPOKOBI (TMMYaCOBi
MIPUXUCTKU B 00AAAHAHUX IPUMIlLeHHsIX) — 1-3 Micst-
11i, CepeAHbOCTPOKOBI (MOAYABHI MicTeuka) — 3—6 Mi-
CsLiB, AOBIOCTPOKOBI — 1—4 poku.

Cepep Inepimx pilleHb I[OAO TEPMiHOBOIO IPU-
CTOCYBaHHs CHOPTMBHMX 3aAiB MiA JKUTAO — KOH-
yemnyis Drozdov&Partners CTOCOBHO 30HyBaHHSI Be-
AVIKMIX TIDOCTOPIB Ha OKpeMi YapyHKM 32 AOIIOMOTOI0
MOAYABHMX KapKaciB 3 KApTOHHUX TPYO 3a MpOeK-
TOM SITOHCBbKOTO0 apxiTekTopa Cirepy bana, HapaHMx
Y 3HauHill KiABKOCTi TOABCBKMMM KOAeTraMu. Takum
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YMHOM 3ac00aMy 0OMEXEHOTro OI0AXKETY BAAAOCS
CTPYKTYPYBAaTH NEPBiCHUI Xa0C PO3MIillleHHS AO-
Aeit 32 GOpC-MaXXOPHUX 0OCTaBUH Y MPUMIIEHHSX
iHIIOro GYHKIIIOHAABHOTO NMpU3HaYeHHs. ApXiTek-
TOPU Ta AM3alTHEPY IPOAOBKYIOTb BAOCKOHAAIOBATH
HAIIBUAKYPYY CTBOPEHi IIPMXUCTKY, ONIPALIbOBYIOUM
MIPOEKTY MOAYABHUX KYXOHb, SIKi, ITiCASI 3a0e311eueH-
Hs AIOA€1 TIOBHOLIIHHMM >KUTAOM, MOXKYTb HapaAi 3a-
CTOCOBYBaTUCA NP IOTPebi Ha iHIMX AoKawisx [8].

APYTUM HanpsIMOM LIBMAKOTO BYPillIeHHS JKUTAO-
BOi poOA€EMM € PO3pOOKa Ta BIPOBAAKEHHS MOAYAD-
HUX CUCTEM, 5IKi aAQNTYIOTBCS i LIBUAKO 30MPalOTh-
s Ha Miclii 3 MeTO0 3a0e3IeyeHHs MOTped y SKUTAI
Ta poOOYMX MPUMIlleHHSX. Y 1IbOMY HanpsiMi rpa-
LIIOI0Th 6araTo apXiTeKTopiB, MPOMOHYI0YM CBOI ap-
XiTeKTypHi IPO€EKTU. SIK MpuKAap MOXKHA 3a3HAYUTHU
aAaNTUBHY MOAYABHY cucTteMy «Unit E» apxiTexTo-
pa AmuTtpa Apandis, sika siBAsie c00010 YHiBepcaab-
HUI KOHCTPYKTOP, CUCTEMY MOAYAIB KyOi4HOI KOH-
dirypauil, 10 3’€AHYIOTHCSI MDX CO0010 Yy KAacTepH,
CTBOPIOIOYY PO3MAITTS IPOCTOPOBO-ITAAHYBAABHUX
pimeHb. MOAYAI LIIAKOM NPUAATHI AO eKCIIAyaTallii,
OCKIABKM ITOBHICTIO 03A00A€HI, MeOAbOBaHI Ta 3a0e3-
neyeHi HEOOXIAHMM 00AaAHAHHSAM. ABTOp 3a3Havae
HaCTYIIHi IlepeBaru AQHOTO IPOEKTY: MOAYABHICTb
(yHiBepcaAbHiCTh/B3a€MO3aMiHHICTD), €BOAIOLLiS, pe-
KOH(}IrypoByBaHICTb (THYUYKiCTb, aAQIITUBHICTB, Ba-
piaTMBHICTB), MOOIABHICTD, ABTOHOMHICTBD, CTaAICTD
(exoAoriuHicTh, eHeproedeKTUBHICTb), TOTOBHICTD
AO BUKODMCTAHHS Ta IITYYHUI iHTEAEKT» [9, . 44].

BripoBap)keHHS MOAYABHIMX CUCTEM IIOTPeOYe Bi-
MOBIAHOT iH)XeHEePHOI MATOTOBKM TePUTOPIi, BUTOTOB-
AeHHS pyHAQMEHTIB Ta MOHTa)XXy KOHCTPYKLiit. Bce
1le MOXXAVBO 32 HasIBHOCTi CXeM reHepaAbHMX IAQd-
HiB 3a0yAOBM HOBMX KBapTaAiB, AO PO3POOKM SKMX
AKTMBHO 3aAy4YMAMCS apXiTeKTopu. HoBi MoayAbHi
MiCTeuKa, B SIKMX HAAAETHCS SKUTAO HaAMOIABII I10-
CTPaXXAAAMM, IIOCTAIOTh B YKpAiHi Ha Pi3HMX AOKa-
Lisix. Cepea MIAOTHUX IPOEKTIB — KBapTaA AAS ITe-
peceaeHiB y Tsuesi Ha 3akapnarti. ABTOpu (ap-
xitextopu IOpiit Cepporin, OaexcaHpap AHpiaomi,
Crac AeM’sTHUK) ONpaLOBaAM LIiAICHMIT KUTAOBMIT
KBapTaA 3 KOMIIAEKCHO 3a0YAOBOI0 IPOMaACBKUMMU
CIIOPYAQMM i3 3aCTOCYBAHHSIM TEXHOAOTII IIBMAKOTO
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MOHTaXy aBCTpiiicbkoi pipmu Wolf, sika crieniaaisy-
€TbCs1 HA BUTOTOBAEHHI OYAMHKIB AAST HAA3BUYAHKX
cuTyauiit. Y IOAQABIIOMY IIPOEKTOM ITepeAOadaETb-
Cs1 pEKOHCTPYKLIist LIMX OYAMHOYKIB 3 METOO TIOKpa-
ILIIeHHS YMOB IIPO>KMBAHHSI, @ TAKOX YIliAbHEHH: 3a-
OyAOBM OyAMHKaMM cepeAHbOI moBepxoBocTi [10].

Beauki pyiiHyBaHHs — 1lie BOAHOYAC MOXKAMBICTD
YCBIAOMAEHHS CITAAKY 3a0YAOBM PAASIHCBKOTO i II0-
CTPAASIHCBKOTO IePioAy 11 BUPillIeHHS 3aAaBHEHUX
npobaeM. BiAHOBAEHHSI MOCTPAXKAAAUX MICT He 03-
Hayae CyL[iAbHY BiAOYAOBY TOTO, I1J0 iCHYBaAO, @ HaB-
IaKy, — MPOEKTYBAHHS i1 OYAIBHMLITBO Ha 3acapax
Cy4acHUX, BXXe ycBiaAoMAeHMX LiHHOCTel. CAip Bia-
MOBASITUCS Bip po3pekaaMoBaHux 25—30-110BepXOBMX
JKUTAOBMX «MYPAIIHMKIB» 3 IIepellOBHEHVIMM aBTiB-
KaMU ABOPaMM i IIOKAAQCTH Kpail TOTAAbHOMY O0AY-
PIOBAHHIO MELIKaHIIiB, Ha IO CIIPSMOBYBAAKCS CITO-
KYCAMBi MapKeTMHIOBi «A€T€HAV» LIIOAO IIPOKUBAH-
Hs y XMapodocax. BumyliieHa pucraHiiHa pobora,
3YMOBA€HA KAPAaHTVMHHVM PeXXMMOM uepe3 eripeMiio
COVID-19, cTasa MOITOBXOM AO IIEPEOCMCAEHHS
AOLIIABHOCTI iCHYBaHHS BMCOKOILIIABHOI Oararorno-
BepXOBOI 3a0YAOBU 3 HEBEAMKOIO KiABKICTIO 3eAe-
HUX HaCaAXeHb i BIACYTHICTIO He0OXiAHOI coLiaab-
Hoi iHdpacTpykTypu. PakerHi 06cTpian, moBiTpsiHi
TPUBOIM Ta OYAEHHI TPYAHOLLI BOEHHOTO 4acy 3My-
LIYIOTD TIEPETASIAQTH YSIBAEHHS PO Oe3IeKy i masi-
X1 BUpIllI€HHS CYCIiABHMX IpoOaeM 3acobamu ap-
XiTeKTypu Ta AM3alHy.

Y KOHTEKCTi LiMX yCBIAOMAEHDb BU3HAYAIOTHCS HEAO-
AiKM HasBHOI A€P>KaBHOI KUTAOBOI MOAITUKM B YKpaiHi,
sIKa € eKOHOMIYHO HeeeKTUBHOIO (TOMY 11j0 Ha XXUT-
AO HEBYCOKOI SIKOCTi MAYTb 3HauHi BUTpaTH) i coui-
AABHO HECIIPaBEAAMBOIO, OCKIABKY He TapaHTYeE 3a-
Oe3neyeHHs )XUTAOM YCiX TpPOMaAsiH. TaKoX MAETbCS
TIPO PO3YMiHHS CKAQAHOMIIB, SIKi HOASITAIOTD Y TOTPe-
01 LLIBMAKOTO 3BEAEHHS XKITAQ, BpaXyBaHHsI iHTepe-
CiB pi3HMX COLIiaABHMX IPYII i MiCLieBMX MeLIKaHIiB,
a TAaKOXK — AOBIOTPMBAAMX HACAIAKIB TaKuX pillleHb.

IIInpoxka mybAiuHa AMCKYCisl IPO HOBY XKUTAOBY
MOAITHKY B YKpaiHi Ta SIK caMe 3a0€e311e4yBaTyMeThCs
KOHCTUTYLIi1He IIPaBO KOYKHOI AIOAVIHYM Ha XXUTAO, AKi
AASL IIbOTO iCHYIOTB pecypcH, Iiie orepeay. Aae Bxe
BCe YiTKillle OKPECAIOETHCS BUMOTA IIJOAO Pi3HOMAHITTSA
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BapiaHTiB BOAOAIHHS Ta OPEHAM XUTAQ (MyHILIUITAAD-
Ha, KOOIlepaTMBHa, NpuBarHa). | KpimM Toro — Bumora
IIOAO COLIiaAbHOI CTAAOCTI, CIPSIMOBAHOI Yepe3 eKo-
HOMiYHO AOCTYITHE JKUTAO AO CITIABHOTO XKUTTS Mell-
KaHLIiB 3 Pi3HUMMU PiBHSMU AOXOAIB LIASIXOM CTBOPEH-
HsA BHYTPIIIHIX i 30BHIIIHIX IPOCTOPIB AAS CITIAKY-
BaHHs Ta MOOYAOBM MiChKMX CIIABHOT. Tak, 30KpeMa,
y 3BiTi aHaaiTnunoro uentpy CEDOS, niproroBaeHo-
My 2019 poky 3a pesyabraTaMu IpoekTy «Kommaek-
CHUII aHaAi3 AeP>KaBHOI NOAITUKM B YKpaiHi», 3a3Ha-
YA€ETBCS: «3aMiCTh YMICAEHHMX AeP>KaBHMX XXUTAOBUX
Iporpam, Hisik He Y3roAXXeHUX MK co6oto, YkpaiHa
norpebye LiiAiCHOI Ta BCEOXOIIAKOYOI AeP>KaBHOI I10-
AITHKY, 5IKA YiTKO MOSICHIOBATMME, K CaMe Aep>KaBa
CTBOPIOBAaTMMe YMOBU AAS peaAisalii mpaBa Ha XKUT-
AO. <...> Mi>KHapOAHMIT AOCBiA ITOKA3YE, 1110 TapaHTY-
BaHHS AOCTYITY AO KMUTAQ MOXAMBE 32 OaaaHCYBaH-
Hs1 GOPM BOAOAIHHSL. AASI LIbOTO Aep>KaBHA MOAITHKA
Ma€ MIATPUMYBATH i ODEHAHMII CEKTOP, i BAACHICTb.
1IJoAO OpPEHAHOTO CEKTOpY, TO HaibiAbLI edeKTUB-
HIUIMU € YHITapHi pUHK/ OPEHAHOTIO JKUTAQ, Ae He ic-
HY€E aAMiHICTpaTUBHUX Oap’ePiB AASI ODEHAM HETIPU-
6yTKOBOrO XMTAa» [11, c. 9].

VkpaiHa CTiifko BOOpIO€e CBOIO CBOOOAY i Hesa-
A€XHICTb, IPUKOBYIOUM AO cebe ITOTASIAM BCHOTO CBi-
Ty. CyyacHUi1 CBIiT HACTIABKY CTPIMKO TpaHchOpMy-
€TbCs, 1110 BUIIEPEeA)KA€E Hallli MO>XKAMBOCTI MUTTEBO
ycBipoMAroBaTH Lii 3MiHM. Ha Hammx oyax B YKpaiHi
HapOAXKY€ETbCS HOBe TA0OaAbHe cycriabcTBo. Y CIIIA,
Kanaa, I3paiato, kpaiHax €Bpomny CBiTOBMIT TPEHA Be-
AMIKOI YKpaiHM YHaOUHIOIOTb YKPaiHCbKi IPOMaAsHH,
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sKi BUMYyILIeHO TaM ItepeOyBaoTh. [TocTpaskpaai ykpa-
THCBKi MiCcTa MalOTh BIAHOBAIOBATUCS AOCTOJHO i, ITO-
PIBHSIHO 3 AOBOEHHUM CTaHOM, CTaBaTU KpaluMmuy,
PO30YAOBYBaTHUCS B aHTPOIIOLIEHTPUYHOMY ITIAXOAL.
ITpoekTyBaHHs Ma€ OyTU BUKAIOYHO iHAMBIAYaAb-
HIM, aA’Ke IPUPOAHI Ta KYABTYPHO-iCTOPUYHI YMOBU
KOXXHOI'O MicTa BiAMiHHI OAVMH Bia opHOTro. HeoOxia-
HO [TOBEPTATHCS AO 6a30BMX IPUHLIMITIB 30HyBaHHS,
AO TapMOHINHOIO IIPOMOPLIITHOTO CITiBBIAHOILIEHHS
AOAMHM i1 320yA0BM. CaMe Ha TaKMX 3acapax MOX-
AVIBE CTBOPEHHSI )XUTTEBOTO CEPEAOBMUIIA, B AKOMY
AIOAM TIOYYBAaTUMYThCsI KOMGOPTHO. Y 11bOMY KOH-
TEeKCTi MAaEMO BEAMKY HaAil0 Ha MiAbMOHM yKpaiH-
ChKUX ODKeHL|iB B KpalHax €Bpomy Ta AMepUKY, sIKi
OTPMMYIOTb BAACHUI TPUBAAUI AOCBIA IPOKMBAHHA
3a IpaBKAaMyU HOBOTO ypOaHiaMy i pu roBepHeHHi
Ha 6aTbKIBILMHY BUMAaraTUMyTb IX AOTPMMAHHS Y BiA-
OyAOBi BaacHOI Kpainu. Lle MoXke cTaTy HOTY)XHUM
iMITYABCOM AO TBOPEHH: HOBOI apXiTeKTypu YKpaiHu.

Bio apxemuny yepmsu 00 apxemuny nepemoyc-
ys. Y 11iil BiiiHI BKOTpe MOCUAIOETHCS bararoBikoBa
KOAEKTVBHA TPaBMa YKpaiHCbKOT'O HapOAY i KOXKHOI
POAMHM, AIOAVHY 30KpeMa. AAXKe KOH(DAIKT TATHETb-
cs1 Bip XVII cTOAITTS, 3MiHIOETHCS BChOI'O-Ha-BChO-
ro HasBa Pocii — MockoBcbKe 1japcTBo, Pociiicbka
imnepis, PapsHcbkuil coos. Sk cBiAuMTh icTOpUK
Spocaas I'punak, KOHQAIKT «II04YaBCs 3 KO3aLbKOI
A00M, TOMY 1110 BXiA KO3aL[bKOI A€p)XaBU Y MOCKOB-
CbKe 1]JapCTBO, POCIIICbKY iMIIepil0 CTBOPUB BEAU-
4ye3Hi MpoOAeMM AAST YKPATHLIB i AASI CAMMX POCISH.
I TOMY Lii CTOCYHKM He MOTAY OYTY HOPMAaAbHMMMU.
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Lle HemomyAsIpHO 3BYYMTD, aAe YKpaiHLi caMi AOKAAAU-
51 A0 OYAIBHMIITBA POCiiiChbKOI iMITepii, TOMY 1110 BOHM
PO3yMiAW, 1110 € OiAbLI OCBiYeHMMY, HIX pocisHu. Lleit
NPOEKT IepeTBOpeHH: Pocii y BeAuKy yKpaiHCbKy
iMIIepilo HiKOAM He BAQBAaBCsl — BiH 3aXOAMB Y TAyXi
KyTu. KOHPAIKT OYB 3aKAQAEHMI Y TOMY, 1110 YKpaiH-
1Ii criopiBaaucs, 110 iM BAACcTbcs nposect B Pocito
iaeto cBOOOAM, SIKY BOHU 3A00YAM i MaAM MicAst KO-
3a1bKOI PEBOAIOLII i sika OyAa €BPOMENICHKOI0 TPAKTH-
KOI0, Ta CTBOPUTY HOPMaAbHY €BPOIIEIICbKY iMIIepiro.
LIporo HiKoAM He BA@BaAOCsL. Y KOH(DAIKTI MiX poci-
SIHAMI Ta YKpaiHLSIMU MAEThCA He AMLIe IIPO MOBY,
iA€HTUYHICTH, a HabaraTo rauoéIIe: MPo MPOTUCTO-
stHHSI LiHHOCTeI!. | 1iero LiHHiCTIO € cBoOOAa. YKpai-
Ha 3aBXXAM IIparHyaa Ao cBoboau. Pocist Takoxx Maaa
IeBHi CIIpoOM A0 CBOOOAY, aAe Lie 3aBXXAM 3aKiHYY-
BaAOCs 11je OiABIIOI0 peaxliiero, B SKiil B epliy yep-
Iy cTpaXkAaau ykpainui» [12]. Oane tiapku XX cTo-
AITTS1 3 TPbOMa F'OAOAOMOPAMU, pernpecisimy, BiltHa-
MM, HACMABHMIbKMM BUTHAaHHAM YKPAiHLIiB i3 pia-
HUX AOMIBOK 3aKapOyBaAO B KOAEKTUBHIN mmam’ sTi
HAapOAY CTiABKU CTPaxiTh, OOAIOYMX paH, BTPAT, SIKi
ANIIIe TMAKUBAIOIOTb apXeTUII )KePTBU, KUl YKpai-
Ha MPEeACTaBAsIAQ CBITOBI.

ITip 4ac BifiHM cTaracs AOKOpiHHaA 3MiHa: yKpa-
1HL[i, BUSBASIIOUM CBil KO3aLbKUII APaliB, AOAQIOTh
«APYTY apMilo CBiTy» i TOCTAIOTh IlepeA yCiM CBiTOM
reposMu-nepeMoXXusaMu. g moais Mae orpumaru
MilHMI GYHAQMEHT, CUMBOAIYHY NTPUB’sI3KY Ta CTa-
TU A€P>KaBHOIO 1 HAalJiOHAABHOIO TIOAITUKOIO B KO-
AeKTUBHOMY 11 iHAMBIAYaAbHOMY IIOAOAQHHI TPaBMMU.
[ 11e — 1€ OAMH 3HaYHMIT BUKAMK TIepeA apXiTeKTYPOIo
Ta AM3alHOM, apXKe NPONPaLlbOBYBaHHA TPAaBMU —
AyXXe CKAaAHA J1 BaXKKa TpuBaaa pobora. Ilepexu-
BaHH: 11 ONIPAL[IOBAaHHA AIOAbBMM IPYIIOBOTO TPaBMa-
TUYHOTO AOCBIAY SIK YaCTMHM CIIABHOTO XXUTTS CIIO-
HYKa€ AO CAMOYCBIAOMAEHH: B HOBMX PeaAisix, cripu-
sie GOPMYBaHHIO HOBMX CEHCIB, 3aITyCKa€ MeXaHi3M
HAapOA>KEHHS HOBOT'O PO3yMiHHS criabHOTH [13; 14].

BiitHa He TiAbKM 3MiHMAQ CbOTOAEHHS YKpaiHy, BOHA
3MiHMAQ /I MUHYAE, OTOAUBLIM Oiab TpaBMu. «Koaek-
TUBHA TPaBMa — lie 3aBXXKAU BiAKAaaeHe Yy Jaci sIBU-
1le, apAXKe TPAaBMYIOUMI1 AOCBiA Ma€ He BAaCHe caMa
MOAif, a Halll CIIOTaA, HAlll CITIOMMH 1po Hei. MoxXHa
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CKa3ary, 10 KOAEKTMBHA TpaBMa IIPOKAapae cobi
AOPOTY HOBiABHO: SAKILO AAS AFOAVIHU 1je MUTTEBUI
AOCBiA, III0 3aAMIIAETHCS 3 HEIO, TO AASI CIIIABHOTHU
TpaBMa 3aBXAuU 6yae dopmoro moky» [13]. DaxTax
TPaBMYIOUMX MOAIM SIK YaCTMHU CIIiABHOI icTOPpii rpo-
Map IOTpeOye IeperasiAy iCHyI0UMX MeTaHApaTUBIB,
X IepeoCMICAEHHS i1 OTIPALIIOBAHHS HOBMX MTPAKTUK
CIIABHOTO 3rapyBaHHs Ta maM sitaHHs. LIs npobaema
rOCTPO NMPOSIBMAACS ITiA YacC BiTHY i KPACHOMOBHUM
MPUKAAOM € TPOMAACHKI TPOTUCTOSIHHA Y M. TToA-
TaBa. AeTOHATOPOM I'POMAACBHKOro BUOYXY y Bepec-
Hi 2022 poky cTaau pekoMeHpalii ExciepTHol paau
MiHicTepcTBa KyAbTypU Ta iHbOpMaLitHOI MoAiTH-
KM 3 MMTaHb IOAOAQHHS HaCAIAKIB pycudikaiiii cTo-
COBHO [IOAQABIIIOTO iCHYBaHHS Y TyOAIiYHOMY IIpOCTO-
pi IToATaBuM mam’sITHMKIB, BCTAHOBAEHUX Y Yacu po-
ciricpkoi immepii Ta npucBsiyennx [ToATaBebKii 6ut-
Bi (1709), BcecBiTHBO BiaAOMOI IT0AIT Beankoi ITiBHiu-
Hoi BiitHu (1700-1721) y €Bpori [15].

VY rpomaai cmasaxHyAa Ay>Ke rocTpa AMUCKYCis
MIX ITpeACTaBHMKAMM ITPOTUAEXKHMX ITO3MILIiN, aAKe
AO «CTPaTu», AO 3HECEHHS 3 iICTOPUYHO YCTaAEHUX
AOKalill, pEKOMEHAOBaHO MOHYMeHT CAaBH, ITam siT-
HUKI Ha Miclji BiaiounHKy IleTpa Ta cAaBHUM 3axuc-
Hukam IToataBu i KomeHpaHTY dopreni Oaexciro Ke-
AlHYy — YHIKaAbHI aBT€HTMYHI ITaM SITKM MOHYMeEH-
TaabHOro mucreyrsa XIX — nmovyarky XX cr., 3pas-
KJ TAAQHOBUTOTO i TapMOHIITHOTO IOEAHAHHS Pi3HNX
BUAIB MUCTELTB: MiCTOOYAYBaHHsI, apXiTEeKTYpH, MO-
HYMEHTaAbHO-AEKOPAaTUBHOTO MUCTELITBA, CKYADII-
Typu. Ix aBTOpU — BipOMi 30A4i, CKyAbTITOPHM, XY-
AOXKHUKY; IIPY BUTOTOBAEHHI ITaM sITOK 3aCTOCOBY-
BaAlCA HOBITHI Ha TOJI YaC TEXHOAOTII, 3aAy4aAucs
BMCOKOKBaAipiKoBaHi MailCTpu.

MonymeHT CAaBM € OAHIEIO 3 TTEPIINX TPiyMbaab-
HJX KOAOH B €BPOIi Ta AOMiHaHTOIO KAAQCULIMCTUIHO-
ro aHcam6ato Kpyraoi naoui — mam’siTku MicToOyay-
BaHHsI HAlllOHAABHOTO 3HaYeHHsL. ITaM ITHUK 3aXc-
HukaM IToataBcbkoi poprewi i komeHpaHTy O. O. Ke-
AlHY Ta maM’sITHUK Ha Miclii BiatounHky ITeTpa —p0-
MiHaHTU ABOX AOKQABHMX MiCTOOYAIBHUX aHCAMOAIB.
VYci BOHM KOMITO3UILIITHO 3’ €AHaHi MiXX CO6010 0CsIMu
BYAMLIb iICTOPMYHOTO LIEHTPY Ta € HEBIA EMHOI0 YaCTH-
HOIO CUCTeMU MiCTOOYAIBHMX IIEPCIIEKTUB MiCHKOTO



Bukauku itiHu: mpancgopmayii 8 apximexmypi ma ousaiini Ykpainu

HATAAIS KOHAEAbB-MEPMIHOBA

Marioan 6irs Muxaiiriscvkozo cobopy, Kuis, TpaBerb 2022

cepepoBuina. AepkaBa YkpaiHa B3siaa Lii aM STHUKU
TMiA 3aXVCT, BOHU BHeECEHi A0 Aep>KaBHOTO peecTpy
HALliOHAABPHOT'O KYABTYPHOT'O HaAOQHHS i € mam'siT-
KaMU 3 BIATIOBIAHMM OXOPOHHMM CTaTyCOM. ByAb-
SIKi All HAA HMMM 11032 MeXKaMy pecTaBpaLlifiHUX 3a-
XOAIB amnpiopi € pM3MKOBaHUMM, apXKe MPU3BEAYTh
AO pYJHallii aBTEHTUYHMX 00 €KTIB Ta BTpaTH LijiAic-
HOCTi iCTOpMYHOTO MiCbKOTO cepepoBMIIA. IcTopuy-
Hu ueHTp IToATaBM po3MAaHOBAHO i 3a6yA0BaHO
Ha noyvatky XIX cToAiTTA 3a NpMHLUMIIAMM KAACU-
u3My (MpUTaMaHHMMU BCiM iMIlepisiM, oYMHaw0-
Y1 3 AQBHbOPMMCBKOI) SIK LiiAiCHMIT MiCTOOYAIBHMI
aHCcaMOAb, FAPMOHINHO iIHTErPOBAHMUI Y MAABOBHU-
Ye MPUPOAHE AOBKiAAsL. Y OypemHOMY XX CTOAITTI
MOATaBCBKi apXiTeKTOPU I pecTaBpaTOpyu AOKAAAU
BCiX 3yCHAb, 11100 30eperTu KyABTYPHY CIAAIIMHY
SIK HaLIIHHIIINI MiCbKUI «HEepyXOMMI1 aHTUKBapi-
aT», SIKUI1 HAA€XUTD [IEPEAABATHU Y CIIAAOK MailOyT-
HiM TIOKOAIHHSIM Y LIiAiICHOMY BUTASIAL

VYKpaiHa BIIEBHEHO MOBEPTAETHCS AO CITIBAPYXK-
HOCTI €BPOIENChKYUX KPaiH 3i CiAbHMMU I'PEKO-PUM-
CHKVIMM BUTOKaM! B apXiTeKTypi Ta MOHYMEHTAAbHO-
My MUCTeLTBi. Brpara KAaCULIMCTUYHOTO KYABTYP-
Horo HapbaHHs TToATaBu OyAa 6 HEAQABHOBUAHUM,
HEeAOLIIAbHMM J1 HEIIPUITHATHUM AASI KYABTYPHOTO CY-
criabcTBa pilleHHsAM. KyAbTypHi LIiHHOCTI )KOAHUM
YIHOM He MOBVHHI BUKOPUCTOBYBATUCSA Y BOEHHUX
L[iAsIX — Lje 3a3HadeHo B «IHCTpyKUii Mpo nopsAo0K
BUKOHAHHS HOPM MDKHapOAHOT'O I'YMaHITapHOT'O ITpa-
Ba 'y 30poitHux Cuaax Ykpainu» (Crarts L. 2, 1. 30).
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CBipOMa rpOMaAChKiCTh MiCTa BUCTYIMAA Ha 3a-
XMCT BAACHOI KYABTYPHOI CHAAIIVHY 3 IIPOTIO3ULIisI-
MM, BUCAOBAEHUMMU y BiAKpUTOMY AUCTI AO MiCbKOL
BAaau M. [Toarasu (ciBaBrop H. Konaeab-TITepmino-
Ba) [16]. 30kpema, mepii 3a BCe, IMiA YaC BilTHM B JKOA-
HOMY pasi He BAQBaTNCS AO AEMOHT)XY 3a3Ha4EeHNX
aM’siTOK MOHYMEHTAaAbHOTO MUCTEL[TBA, & PO3IIO-
4aTy npoujec myoaidHoi KomyHikauil. ITopsip i3 Kox-
HUM i3 3a3HaYeHUX 00 €KTIiB BUCTAaBUTU CTEHAM 3 iH-
dbopmaLiero-OsICHEHHSIM, SIKiVl IOAIT BiH IpucBsiue-
HMUII i K 15 TOAIA 3apa3 IepeoCMUCAIOETHCS, YJOMY
Ljelt maM sITHUK BBa)KA€ThCsI BUAATHMM TBOPOM MUC-
TelTBa. 3 METOI PO3BiHYAHHS POCIICHKUX immep-
cpKux MidiB npo moail ITiBHiYHOI BiliHY i, 30KpeMa,
IToATaBCHKOI OMTBM, PO3MIOYATH IIMPOKY IPOCBIT-
HULIbKY KaMIIaHil0 3 BUCBITA€HHs QaKTiB icTopmy-
HOI OMTBY, 110 MaAa BIIAMB Ha F€OMOAITUYHMIT PO3-
BUTOK €Bporn. Cepea MOYKAMBMX ITepPIIOYEPrOBUX
3aX0AIB — TepMiHOBe OHOBA€HH:I iHdopMallii Ha Bcix
AOCTYIHMX iHT€pHeT-pecypcax i po3MilljeHHs HayKo-
BO-TIONYASPHUX AOIMCIB Ha CTOPiHKaX COLIiaAbHUX
MepeX IPO MaM ITKH SIK BUAATHI MUCTEL[bKi TBOPH,
CBIAUEHHS HeBiA €MHOI CKAaAOBOI icTopil TToATaBu,
BpaxoBYy04M iXHE BaXKAMBE MiCTOOYAiBHe 3HaYeH-
H# Ta LiHHICTb SIK TYPUCTUYHMX PeCypCiB i1 aKTUBIB.

ITpepMeTOM ITyOAIYHUX AVICKYCiiT HEOAMIHHO Ma€e
cTaTy 3MiHa HapaTuBy 1po IloaTaBy sAK MicTa «nepe-
moru pociricbkoi apMii Ilerpa I» na IToataBy — aKy?
ITepeayciM 1ie 00roBOpEHHS MOXXAMBOCTEN BTIA€HHS
HOBoOro 6aueHHst [TOATaBM 3 ypaxyBaHHIM Ba>KAUBOTO
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3Ha4yeHHs NoAii [ToaraBcpkoi 61TBY 1709 POKY B KOH-
TEKCTi 3araAbHOEBponeNchKoi icTopii. Ilepeocmuc-
AeHHs dakry, 1o KoHPAIKT XVIII cToAITTS 32 KOH-
TpoAb Hap baartukoro 6yB Bupiutennit mip IToarasoto,
Ha yKpaiHCbKiil 3eMAi (Ae Baatuka, a ae IToaTaBa?),
KoAu OyAa mipipBaHa reremonist IlIBerii Ta 3amovar-
KoBaHo 3pocTaHHs Pociiicpkoi imnepii. I — ycBipom-
AEHHS HalTOOAIOYIIIIOT0: CIIPaB)KHSI TPUYMHA KOAEK-
TUBHOI TPaBMM — Y IIOCTiIIHOMY po30parti BcepeAuHi
ykpaiHuis. CaMe 1is1 MpUYMHA 11 TACUAIOBAAA BIIPO-
AOBJK CTOAITDH apXeTHUIT YKPaiHIIB AK XepTBU.

Tomy myOaiuHa KOMYHIKaLlisl II0AO POAL KYABTYP-
HOI CITaAIMHY Y MiCbKOMY CepeAOBUIIli Ma€ CTaTH iH-
CTPYMEHTOM OIPAL[IOBAHHS 3aAQBHEHOI KOAEKTVBHOI
TPaBMU I CIIPUSTY BUPOOAEHHIO iHIIIOTO MeTaHapa-
TUBY MMHYAOTO, iHIIOMY CMMCAOBOMY HallOBHEHHIO
ABTEHTUYHMX MUCTELLKMX GOPM BUCOKOTO IATYHKY.
I, TaKM YMHOM, HaAQrOAKEHHIO B3a€EMOPO3yMiHHS
cepea pi3HMX IPyI MicTsH i pOpMyBaHHIO HOBUX CY-
CIIABHMX ITPAKTHK 3TaAyBaHHs | mam siTaHHsI.

Bce, npo 110 711aocs Bulile, € 0COOAMBOIO IPaK-
TUKOIO AM3AMTHEPCBKOI AISIABHOCTI, sIKa 11le He OTpU-
MaAa HaAe)XHOTO PO3BOIO B YKpaiHi. AM3alH CTpiM-
KO IT0YaB PO3BUBATUCS ITiCASI IPOTOAOLIEHHS He3a-
AEXHOCTI pAep>kaBu (paHillle, 3a paaAsSHCbKOL A06H,
MU MaAM «TEXHIUHY €CTETUKY»). AU3atHEePChKi po3-
POOKM CITPSIMOBYBAAMCS IEPEBAXKHO HA 3aA0BOAEH-
HS TOTPeb 3pOCTAIYMX 3AMOXKHMX COLIIAABHUX IPYIL.
Y CBIAOMOCTI IOCTPAASHCHKUX AIOAEN IIOAO ITOHST-
TS «AVI3QJH» IIOCTYIIOBO GOPMYBaBCs i 3aKpilAlOBaB-
C51 APXETUIT «TASHIIEBOT0», TAAMYPHOTO XXUTTS CY-
CIiABCTBA CIIOXXMBaHHA. Ha iHIIoMy noaroci mainke
6e3 3MiH 3aAMIIABCS MaCIITaOHMIT PAASTHCBKUIA CIIa-
AOK — CepeAOBMIIle, IIPU CTBOPEHH] SIKOTO He Bpa-
XOBYBAAMCSI TOTPEOU AT0A€I 3 IHBaAIAHICTIO, ATOA€T
OXMAOro BiKy Toio. IlepeBakHa OiAbLIICTD OyAi-
BeAb Ta Pi3HOMAHITHUX 00 €KTiB IPOMaAChKOIO IPO-
CTOPY He aAANTYBAAUCS AASI MOXKAMBOCTI KOPUCTY-
BaHHs HUMJ MaAOMOOIABHMMM I'PyIIaMy HACEAEHHS.
ITpobAeMa yCKAQAHIOETBCS TUM, 110 00 €KTH, 3BEAE-
Hi 32 paASHCBKMMM HOpMaMU, He 3aBXXAM MOXKHA pe-
KOHCTPYIOBAaTH BiATIOBIAHO AO HOBMX BUMOT i TOTpeb
MaAOMOOIABHUX AtOA€lt. HempucTocoBaHuM, HepO-
CTYIIHUM AAS LVIX TPYTI € /1 PyXOMMIA CKAAA BCiX BUAIB
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tpaHcnopty. PisnyHi Ta iHwi 6ap’epu cyTTEBO 06-
MEXYIOTb MO>XAVBOCTI AIOA€IT AO aKTUBHOTO BKAIO-
YeHH: B CyCIliAbHe )XUTTSI, AO peaaisallii cBoix Ipas
i TBOpPYOTO MOTEHIIiaAY.

Oanak, mounsaoun 3 2000-x pokiB, 06’epAHaHU-
MM 3yCUAASIMU TPOMAACBKMX OpraHi3alill MoyaAo-
Cs1 IPOCYBaHHA NPMHLNIIIB yHiBEpCAaAbHOTO AM3ail-
HY, BIAOMOTO SIK AU3aliH AASI BCiX, BXKe Ha II049aTKO-
BIX CTAAISIX TPOEKTYBAHHS Ta BUTOTOBAEHHS Pi3HO-
MaHITHUX peuell, HAAQHHS ITOCAYT, & TAKOXK — IMPO-
BeAEHHsI iHpOpMAaLiTHO-TIPOCBITHULIBKOI KaMITaHil
I[OAO MTOAOAQHHS yTIepeA)KeHb CTOCOBHO AIOAEN 3 iH-
BaAipHICTIO. «“VHIBEpCaAbHMIT AVB3AITH~ O3HAYAE AU-
3allH NMPeAMETIB, CePEeAOBHINA, IIPOTPaM Ta ITOCAYT,
[MOKAMKAHUI 3pOOUTH IX MAKCUMAABHO MOXXAUBOIO
MipOI0 IPUAQTHUMU AASI BUKOPMICTaHHS AASL BCiX
AlOAEV 0e3 HeOOXIAHOCTI apanTaLii 4u crieliaAbHO-
ro AM3aitHy. “YHiBepcaAbHUIT AM3aiiH  He BUKAIO-
Yae AOMOMI>KHMX IPUCTPOIB AASL KOHKPETHUX I'PYII
0cib 3 iHBaAipHICTIO, A€ Lje HeoOxiaHo» [17, cT. 2].
IToHATTA «yHiBEpCAaABHOTO AM3AIIHY», CIPSIMOBAHO-
IO Ha CTBOPEHHS MPOCTOPIB, 0€3MeYHNX i 3PYyUHMX
AASL BCIX, Y CYCIIABHUI BXXUTOK OYAO BBEAEHO B Ce-
peauHi XX CTOAITTS aMepUKaHCbKMM apXiTeKTOpOM
Ponom Meiicom. 3araAbHOBIAOMUMU € CiM J10TO 3a-
CaAHMYMIX IPVHLUIIIB: PiBHICTD Ta AOCTYIHICTD, THYY-
KiCTb, IPOCTOTA 11 iHTYITMBHICTb BUKOPUCTAHHS; AO-
CTYIHO BUKAaA€Ha iHpopMaLjisi; TEpIUMICTb AO II0-
MUAOK; Maai isnyHi 3yCUAAs; HasIBHICTh HEOOXIA-
HOTO pO3Mipy, MiClisI, IPOCTOPY.

3a cBOIM HassBHMM piBHEM AOCTYITHOCTi TPOMaA-
CBKMX IPOCTOPiB YKpaiHa 3HaUYHO MOCTYNAETHCA iH-
MM Aep>KaBaM, 3aiiMaoun «...101 micue i3 132 y cBi-
toBomy pentunry 2019 Inclusiveness Index, sikuit
OL|iHIOE PiBeHb iHKAIO3MBHOCTI Ta MapriHaAbHOCTI,
Ta 63 Mmicue i3 163 y peittunry 2020 Social Progress
Index, Ae BU3Ha4alOTh, SIK KpaiHa 3a0e3neuye colii-
aAbHI Ta eKOAOTIuHI ToTpebu rpomaasin» [18].

BTiM, po3yMiHHA AOCTYIHOCTI MiChKOTO cepe-
AOBUILA, MiABUIIEHHS PiBHS COLiaAbHOI iHKAIO3il
3 KOXXHMM POKOM 3pocTae. L]i muTaHHs akTyaaisy-
Baaucs 2014 poky, micas nmoainn PeBoarowii riaHo-
CTi Ta 3 TOYaTKOM BOEHHUX Aill Ha CcXopi YKpaiHu.
VY kBitHi 2021 poxy posnopspxeHHAM KM Ykpainu
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cxBaaeHo HallioHaAbHY cTpaTerio 3i CTBOpeHH: Oes-
6ap’epHOro MPOCTOPY B YKpPaiHi, SIKOX0 OXOIAKETD-
Cs1 IMPOKe KOAO mpocTopiB (Ppismunnmit, inpopma-
LirtHMit, 1QpPOBUIL, CYCIIABHMIL T TPOMAaACHKMUIL,
OCBITHII1, EKOHOMIUHMIT) AAST KOXKHOI AIOAVIHU, He3a-
AEXHO Bip 11 MoKAMBOCTeN. Takuit miAxia crpsimo-
BaHMI HA AOKOPiHHI 3MiHM YXUTTEBOTO CEpeAOBUIIIA
Ta CyCHiAbCTBA B 1iiaomy [19].

3 MeTOI0 IPOCYBaHHS iAel apXiTeKTypHOI AOCTYTI-
HOCTi Ta MOTUBALIil AIOAET 3 iIHBAAIAHICTIO AO aKTUB-
HOTO KUTTSI MPALIOIOTh YMCAEHHI TPOMaACHKi opra-
Hi3salii, AKi HAAATOAXKYIOTb KOMYHiKallil TpOMaAsH,
6i3HecCy, ypSIAY 1LI0AO TPAaHCHOPMYBAHHS CTaBAEHHS
AO iHBaAIAHOCTI, CTBOPEHHS 3pYYHOIO AAS BCiX ITPO-
CTOPY, BUOKPEMAEHHS iHiliaTuB, MpoeKTiB (iHKAO-
3MBHMX, KYABTYPHUX TOII[0), CIPSIMOBAHUX Ha ITOKpa-
IIeHHS SIKOCTi )KUTTS. 3 IMOYaTKOM BillHU L{iAy HU3-
KY BUKAMKIB BillHM IpUITHSAK Ha cebe rpoMaAChKi
opranisauii («Kapirac Ykpaina», TO «ITobparummn»,
6AaaropiitHi GpoHaM «IToBEpHUCH XXUBUM», «MiX-
HapOAHa acouialis mATpuMKY YkpaiHu» Ta iHmi),
[0 HAAQIOTh IICUXOAOTIUHY, COL[iaAbHY, IOPUANY-
HY AOTIOMOTY Bi/ICbKOBUM Ta IXHIM cim’siM, 3aiiMa-
I0THCSI BUPIIIEHHSIM Pi3HMX HaraAbHMUX MPOOAEM.
Y BOeHHMX YMOBax GpOpMyeTbCst HOBa apXiTeKTypa
CYCMiABHUX BIAHOCHH, I1J0 0a3y€TbhCsI HA MIPUHLM-
Max B3a€MHOI AOIIOMOTY, MATPUMKWY, TIOPYKH, 3Aa-
TOAKEHOI B3aEMOAT.
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Codist KuiBcbka, Ceprienb 2022

BiitHa akTyaAisyBaaa HeoOXipHICTD PO3pOOKMU
i BIpOBaA>KeHHsI porpam peabdiitarii BilicbKOBUX
i UMBIABHMX, LIIO TOBEPTAIOTHCS 3 PAIIOHIB HOITOBUX
alin. Hapaai ayxe 6arato AroAel, siki 3a3HaAu Tpas-
MYBaHb, BUMYILEHI OYAYTb aAQITYBAaTUCS AO iHIIO-
IO SKUTTSL, KUTTS 3 IEBHUMY 0COOAMBOCTSIMU. YpbOa-
HICTUYHE CepeAOBHUlIle He Ma€ OyTH CYLiABHOIO Tle-
PELIKOAOIO AASI IXHBOI (Pi3UYHOI AKTUBHOCTI, 4, HaB-
MaKy, 3a0X0UyBaTU AO BXOAXKEHHs Y HOBe XXUTTS,
AO PO3KPUTTA TBOPYOIO MOTeHIIiaAy KoxkHoro. ITo-
Bara A0 AIOAEL, SIKi OOPOHMAY CBOIO KpaiHy 4 CTaAM
)KepTBaMu BOEHHOI arpecii i BTpaTnam 350poB’s, po-
3yMiHH: iHBaAIAHOCTI SIK IPMPOAHOTO CTaHy AIOAMHH,
SIK aCHEeKTY AIOACBKOTO Pi3HOMAHITTs MalOThb CTaTU
OCHOBOIO HOBOI COL[iaAbHOI ITOAITHMKY AepKaBu. | —
3aCaAHMYMM MIAIPYHTAM PO3BOIO HOBMX HaIlpsAMKiB
AU3aliHy B YKpaiHi, CTBOPEHHS AIOASTHOTO, ADY>KHBO-
TO CepeAOBUILA KUTTS.

ApXeTun «rAstHLIeBOTO» >KUTTSI, IPUTAMAHHUI
CYCIIABCTBY CIIOXMBaHHS, Ma€ OyTU AEKOHCTPYIt0oBa-
HO, ap)Ke CYCIIAbCTBO, B AKOMY XOBAIOTh 04i Bip He-
rapasAiB i TPYAHOLIIB CIIIBIPOMaAsiH, He MOXe Oyt
3AOPOBUM Ta )XUTTE3AATHUM. SIK HiIKOAY KUTTA BU-
Marae Bip AM3aiiHepiB BMCOKOI COL[iaAbHOI Ta MOPAAb-
HOI BIATIOBiAQABHOCTI 11JOAO 3aAOBOAEHHSI CIIpaB-
)KHIX TOTpeO AIOA€I, @ HE MUTTEBUX NMPUMX i IITYY-
HO CTBOPIOBAHMX peKAaMOI0 ba)kaHb. BiitHa icToTHO
3MiHIOE XUTTs YKpaiHIL|iB, AKi IPOXOAATD Yepes CTaHU
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€K3MCTEHLITHNX KpU3, KOAU IIePe0CMICAIOIOTbCS
KOAMIIHI LIIHHOCTI 71 BUOYAOBYIOTBCSI HOBI >KUTTEBI
opienTupu. Ha yaci — AM3ailH AASL peaAbHOIO CBi-
Ty (3a B. [TanmaHekoM) 3 110r0 HE3MiHHOI AIOAMHO-
LIEHTPUYHICTIO, YBaroi AO COLiAaAbHOTO KOHTEKCTY
Ta IPOOAEM 30€peXKeHHS AOBKIAASL. AIOAV MAIOTD KUTU
Y APY>)KHbOMY AO HMX CEPEAOBMUILi Ta KOPUCTYBATH-
CsI eKOAOTIYHO BIAITOBIiAAABHUMU, AOOpE BUTOTOB-
A€HVIMU i €CTETUYHO IPUEMHUMU pedyaMU. «An3anH
Mae OyTy iHHOBAL{IHUM, KpeaTUBHUM i IPUAATHUM
AO BUKOPMCTAHHS BCIOAU iHCTPYMeHTOM. BiH Mycutb
BIATIOBIAQTH CIIPaBXXHIM ITOTpebaM AIOACTBA i cTaTtn
OiABII OpiEHTOBAHUM Ha AOCAIAKEHHS CBOIX 00’€K-
TiB — roAil 3acMiuyBaTy HaBKOAMILHII CBiT 00’eKTa-
MM Ta CTPYKTYpaMM 3 TOTraHUM AM3aitHom» [20, c. 8].
IToBoeHHUIT AM3aitH B YKpaiHi Mae OyTu cripsimoBa-
HUM Ha TBOPEHHs CYCIiABHOTO OAara. AusaitHepam
HAA€XUTb IIOBEPHYTUCS AO CIIPABXHbBOI CYTi AISIAB-
HOCTi — AOCAIAXKEHHSI ICTUHHUX ITPObAeM i ToTped
CYCMiABCTBA, SIKi BUMararTb IpodeciitHOro Bupi-
LIIEHHs, Ha 3aCaAaX COL[iAABHOI i MOPAAbHOI BiAllO-
BiAQABHOCTI 32 pe3yAbTaTU CBOIX Al

ITonepeay B apXiTeKTOpiB Ta AM3ailHepiB BeAU-
Ka poboTa 3 yBiYHEHHS MMaM sITi TepoiB, OAETAUX
3a cBoOoAY Ykpaiuu. Y ceprni 2022 poxky KM Ykpa-
THM 3aTBepAKeHO «ITOPSIAOK IPOBEAEHHS MyOAid-
HOTO 0OrOBOPEHHS MiCLisl pO3TallyBaHHS Ta HaMipiB
6yaiBHMIITBa HallioHaABHOTO BilICbKOBOI'O MEMODI-
AABHOTO KAQAOBMILA HA TEPUTOPIi TepUTOpiaabHOI
rpomaau». ITy6AiuHi 06roBOpeHHsI MalOTh IIPOBO-
AWUTHCS 3 METOI0 3'ICYBaHHsI Ta BPaxyBaHHS AYMKU
IPOMaA 11JOAO BM3HAU€HH: MiCllb «II0YECHOI'O [T0XO0-
BaHH;sI 3aru0AMX (IIOMEPAMX) AIOAEI, SIKi 3aXUIaAK
HEe3aAeXHICTb, CyBEPEHITeT Ta TePUTOPiaAbHY LiiAic-
HicTb YKpaiHu, 3a0e3medyBaAy BUKOHAHHS CAY>X00-
BIX 000B’sI3KiB Ta MPUCATHM Ha BipHICTh YKpaiHCHKO-
My Hapoay» [21].

3ripHo 3 TTocTaHOBOO, pe3yAbTaT! OOrOBOPEHD
€ MACTaBOIO AASI IPUITHSITTS OpraHizaropom (opra-
HOM MiCL|€BOTO CAMOBPSIAYBaHHsI) pPillleHHS TPO BU-
3Ha4YeHHsA Micl posTaimryBaHHsA HalioHaabHOTO Bill-
CbKOBOTO MEMOPiaAbHOTO KAAAOBMIIIA Ta PO3PO-
OGAEHHSI BIATIOBIAHOI MiCTOOYAIBHOI AOKyMeHTaLil
MicLieBoro piBHs ab0 IIpo BiAMOBY y pO3TallyBaHHI
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TaKoro o0’exry. ITy6aiuHi 00roBOpeHHs, BpaxyBaHHs
I'POMAACBKMX IHTepecCiB, opraHisallisi Ta IpoBeAeH-
Hs KOHKYPCiB Ha Kpallje pillleHH KAIOYOBMX MiChb-
KMX AOKalLlill Ta 00'€KTiB HEOAMIHHO MAaIOTh CTaTU
3BMYAIHOIO TPAKTMKOI0 HOBOI apXiTeKTypu Ta AU-
3alHy YKpaiHu.

VYkpaiHa Ma€ BHOPATNCS 3 BUKAMKAMMU BilfHM, Hallla
KpaiHa 3aCAYTOBY€ Ha TIOCTTPaBMAaTU4He 3POCTAHHS,
Ha SIKICHO BMIIV PiB€Hb KUTTS, TIOPIBHSIHO 3 AOBO-
€HHUM. Y LIbOMY CEHCi B HaroaAl MOKe CTaTy AOCBIA
BiAOYAOBU MICT pi3HMX KpaiH €BPOIN ITICASI BOEHHMX
KOH(]AIKTIB, BpaxyBaHHs iXHIX pM3UKIB Ta HEBAAY.
BijtHa BipAKpyMAa BIKHO MOKAMBOCTE 1JOAO AOBTO-
ouiKyBaHOI iHTerparlii Haloi Aep>kaBu A0 EBpoTIeit-
cpkoro Corosy i CBiTOBOI CITIABHOTM 3araAOM.

BucHoBku. [A06aabHa CBiTOBA Kpu3a, IOCUAEHA
POCiiICbKO-YKPaIHChKOIO BillHOI0, CIIOHYKA€E AO 3Bep-
HEeHHA A0 OCHOB i IPMHLIMIIB YCTPOIO CBITY, 110 € Ipe-
poraTuBolo apxiTekTypu. CaMe apXiTeKTypa TBOPUTD
iH1e, Te, YOro 11e He OYAO, i LM BKa3y€ Ha MO>KAMBE
MalbOyTHE, sike HOTPiIOHO He mepepbavyary, a TBOpU-
Ti. TBOpEHH: Maii0yTHbOTO TOYMHAETHCS Y MUCAEH-
Hi B opieHTaLii Ha pO30YAOBY CIIPUSITAMBOTO CEPEAO-
BMIIA AASI PO3BUTKY AIOACBKUX CITIABHOT Ha IIPMH-
LIMIIaX 3araAbHOro OAara, A0AiAMBOIO Ta paljioHaAAb-
HOT'0 BUKOPUCTaHHS pecypciB, 3abesrieueHHs 0coou-
CTOI Ta CYCMiABHOI CBOOOAN.

V Haur yac apxiTekTypa mopoaasa 6araTopikoBe
OTOTOXXHEHHS 3 OYAIBHULITBOM J1 YCBIAOMAIOETHCS
SIK BTiA€Ha IIPYHLIMIIOBA OCHOBA, OHTOAOTTYHMII KapKac
COLliaAbHOI OpraHi3aliii, MporpaMHMX Ta TEXHOAOT'Y-
HMX pillleHb («apXiTeKTypa MDKHapOAHMX BIAHOCUHY,
«apXiTeKTypa IIOBOEHHOT'O CBiTy», apXiTeKTypa «XMap-
HMX 004MCAeHb» TOIO). ApXiTeKTypa — Lje 0cobAMBe
npodeciiiHe MICAEHHS LIiAOTO Y KOHKPETHOMY BTi-
A€HHI, i BOHa He 3BOAMTBCS AUILE AO IPOEKTYBAHHSI.
BipokpeMAeHH: apXiTeKTYypHOTO MUCAEHHS Bi 1o-
Tpeb TiAbKM OYAIBHMIITBA AO3BOAsIE OpaT y4acTh
y dopmyBaHHi rA06aABHOTO i AOKAABHOTO KUTTE-
BOT'O CEPEAOBMUIIIA, B OOTOBOPEHHI Ta CTBOPEHH] HO-
BJX TEXHOAOTi i COLIJaABHUX CTPYKTYP.

Y bOMY KOHTEKCTi IlepeA apXiTeKTypolo IOCTAITh
BAWAUBI 1 AKMYAAbHI 3aBAAHHS1, 00YMOBA€EH] HACAIA-
KaMM POCifICbKO-YKpaiHChKOI BiitHu. SIK 3’sicyBaaocs,



Bukauku itiHu: mpancgopmayii 8 apximexmypi ma ousaiini Ykpainu

BilfHa B YKpaiHi KOAOCAAbHO BIIAMBA€E Ha CBITOBi pUH-
K IPOAOBOABCTBA, Ha ITOCTAYaHHS IPOAYKTIB, TeX-
HOAOT1J1, TPAaHCIIOPTHI MapLIPYTH, peaAisallilo TiraHt-
CBKVX iHBECTULITHMX NTPO€EKTiB To1o. CTaAo 3po3y-
MiAO, 1J0 YKpaiHa € Ba)KAMBOIO YaCTUHOIO CBITOBOTO
ycrpot. Ha cBiT ovikye noBHe nepedopmaryBaHHs
Mi>)KHapOAHMX BIAHOCHH Yy HOBMX YMOBAX i B IbOMY
npoiieci YKpaiHa IocTae akKTUBHUM CY0 €KTOM pO3-
OYAOBU apXiTEKTypy MOBOEHHOTO CBITY.
Bawausum € TakoX po3pobKa apXiTeKTypHUMMU
3aco0amy KOHLeILIil i1 cTparerii po3BUTKY YKpaiHu,
MPUIHATTS SIKMX Ha A€P)KaBHOMY PiBHi AO3BOAUTD OT-
pMMaTy 3araAbHe y3rop)keHe OadeHHs MailOyTHbOro
i 3po3yMmiAi eTanu peaaisalii KOHKpeTHMX IIPOEKTIB
Ta MAaHIB. | came B IIMX CTpaTeriyHux pamKax MOX-
AVIBE Al€Be BUPIIIEHHS dKMYdAbHUX 3aBAAHB, ITOB 51~
3aHIX i3 3a0e3IeUeHHsIM )XUTAOM COTEHb TUCSY AlO-
A€M, SIKi BTpaTUAM CBOI AOMIBKY, TIOAOAQHHS iHIIMX
HACAIAKIB POCIiIChKOI BilicbKOBOI arpecil. OcobAauBoi
AKTYaAbHOCTI HaOyBa€ AM3aiH AASI PEAABHOTO CBiTY
(3a B. ITananexoMm), CIIpsIMOBaHUIT HA OTIPALIFOBAHHSI
KOAEKTVBHOI TPaBMM Ta iHAMBiAyaABHMX TPaBM YKpa-
THLIiB, 0OTSDKeHMX BilTHOI0. BiilHa icTOTHO 3MiHIOE CTaB-
AEHHS AO TMTaHb iHBAAIAHOCTI, aKTyaAi3ye iHTerpariito
Ta BKAIOUEHHS Y HOPMaAbHe KUTTS CYCITIABCTBA AIO-
A€l 3 IHBaAIAHICTIO, PO3KPUTTS i pO3BUTOK iX IIOTEH-
LiaAy. PosyMiHHS iHBaAIAHOCTI SIK IPMPOAHOIO CTa-
HY AIOAVIHY, SIK aCIIEKTY AIOACBKOTO Pi3HOMAHITTS Ma€e
CTaTU OCHOBOIO HOBOI COLIiaAbHOI IIOAITUKY AepPYKaBUL.
OyHpaMeHTaAbHI TpaHcdopmalinHi npouecu,
10 3apa3 BipOyBaloTbcs B YKpaiHi, 00yMOBAIOIOTD
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HaraAbHY NOTpPeOY B IX OCHalljeHi HOBUMU 3HaAHHS-
MU, Y TIepPerAsial CToco6iB MUCAEHHS 1I0AO 00€K-
TiB KYABTYPHOTO HaA0aHHS, SIKUMU BOAOAiE Halla
AeprkaBa. Lli 3HaHHS Ha MeAIHUX ITAOLMHAX BillH
KOHLEILIiN i CTpaTeriil € HaA3BUYATHO BAXKAVBOIO
«30p0€» 0COOAMBOTO IaTYHKY. TpuBaaa icTopist
nepebyBaHHs YKpaiHM y CKAaAl iHImMX iMnepiit (AB-
cTpo-Yropcokoi, Pociitcbkoi, PapsHCBKOTO €003Y)
3aAMIIMAQ 110 CO0i 3HAUHMI KOAOHIAABHUII CIIAAOK,
4yceAbHi apTedakTy apXiTeKTYpy Ta AM3aNHY, IO 110-
TPeOYIOTh IEPEOCMICAEHHS /1 YCBIAOMAEHHS MOX-
AMBOCTEJI | IIEPCIIEKTUB IIOAAABIIOI POOOTY 3 HUMMU.
Y LIbOMY KOHTEKCTi 0COOAMBOI Ba’KAMBOCTi Haby-
Ba€ AEKOHCTPYKLIisi KYABTYPHMX 3MICTiB sIK HAbopy
KYABTYPHUX KOAIB TBOPiB apXiTeKTypHu Ta AU3alIHY,
IO 3aKAAAEHIi B HUX IIPU IX CTBOPEHHI.

Bukauku, mo nocraanu nepea Ykpainorwo, — 1je BU-
KAMKY IOOYAOBM HOBOI apXiTeKTypH CyCITiABHOTO
YCTPOIO i Mi>KHapOAHMX BiAHOCHH, 5IKi BUMaraloThb
TepeoCMMCAEHHS OCHOB Ta iHCTPYMEeHTIB apXiTek-
TYpU Ta AM3alHY, YCBIAOMAEHHS IX CEHCiB i TBO-
PEeHHS HOBUX ITPAKTUK 32 MeXXaM! yCTaA€HOTO PO-
3YMiHHS apXiTeKTypu AK€ sIK OyAIBHULITBA, & AU-
3alIHy — SIK BUDOOAEHHS peydeil AASI CIIOXKMBAHHS.
AucKypcy, o po3ropTalTbCs Yy HALIOMY CbOTO-
AEHHI Ha Pi3HUX MeAIHMX MallAQHYMKAX, € BaXK-
AVIBUM HIAIPYHTAM AAS MIAJIOMY apXiTeKTYpHO-
AV3a/HEPCHKOTO MUCAEHHS A0 pOOOTH Ha 15abAsIX
LIiHHOCTe 1 BIATIOBIAHOTO BiAA3€PKAAEHHS CKAAA-
HUX COLIiaABHMX IPOILIeCiB y IPeAMETHO-IIPOCTO-
POBOMY CepeAOBMUIIi.
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Natalia Kondel-Perminova. Challenges war: transformations in architecture and design

Abstract. The Russian-Ukrainian war proved that sustainability of the “architecture of the post-war world” is non-existent. The problems of
humanity, which were accumulating and not solved for years, reached a top point. War in all of its hybrid forms causes destruction to Ukrainian
cities and villages, traumatization and death of people, mass migration of the population, and the loss of cultural values. Overcoming the conse-
quences of the war in Ukraine after its end will require a lot of human effort and time. A discourse aimed at rethinking pre-war Ukraine and fill-
ing architecture and design with new meanings was opened in public space. The article attempts to systematize the contents of this discourse.

A complete reformation of international relations awaits the world. In the world space Ukraine becomes an active subject of the develop-
ment of post-war world architecture. It is important to develop a concept and strategy for the recovery of Ukraine. The state must have a general
joint vision of the future and clear stages of implementation of specific projects and plans. State strategy makes possible to solve urgent tasks re-
lated to providing housing for hundreds of thousands of people who lost their homes and overcome other consequences of the war. Universal de-
sign is gaining special relevance. The war actualizes the social cohesion and integration of people with disabilities, opens and develops their po-
tential. Understanding disability as an aspect of human diversity should become the basis of the new social policy of the state

Keywords: Russian-Ukrainian war, challenges, injury, public discourse, actual objectives, architecture, universal design
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Amnoranisi. AOBOAUTBCS aKTYaAbHICTb II€PEOCMUCAEHHS B CyYaCHOMY MMCTeUTBi YKpaiHM iaei AeKOAOHiaAbHOI iA@HTUYHOCTI AK
arnopii MomMpeHiit B MOCTKOAOHIAABHOMY CBiTi HEOAIGePAABHOI MAHIACOAOTii IIAIOPiBEPCAABHO-EBPOLIEHTPUCTCHKOTO MPOrPeECy, BIAUB
SIKOT KOT€PEHTHUIT MOAEAI IMITepChKOI PAASIHCHKOI ITAPAAUI MY, L0 30KpeMa HaB sI3yBaAach (GeiIKOBOMY YTBOPEHHIO KEAVHUIT COBELIbKUIT
Hapoa». AAeNTH 3aXiAHIX TeOpill AeKOAOHIaAIBMY i pyXy iHAUTeHi3My BUKPUBAIOTh TeMHMI1 Oik yHidikoBaHoro global public art, o pe-
rpecye, irHOpyI0uM apXeTUNaAbHI OCOOAMBOCTI TPAAMILIi/i MEHTaABHO-AYXOBHOTO AOCBIAy €THOCIB. BueHi AOCAIAXKYIOTh HebesmeuHicTh
AMXOTOMII Cy0’eKTMBHOI KOTHLii cydyacHuKa, 60 yCBiAOMAEHA iAEHTUYHICTh MUCTELbKOro OaueHHs, OB’ A3aHa 3 eMITATifHO-TPAHCLIeH-
AEHTaAbHMM CBiTOCIIPUITHATTAM Hallil, €EBOAIOLIOHYE 3aBASJKM €CTETYHOMY CYA’KEHHIO; HATOMICTb PMHKOBA apTelicTeMa raobaAisosa-
HOTO contemporary-AOCBiAY, SIK 3aII03M4YeHNIT 3 EKOHOMIKM GeHYMApPKIHI, IKOAUTD HALIOHAABHMM KYABTYPaM Ta LMBiAi3aL[ilIHOMY pO3-
BUTKY, IPOBOKYIOUM CYTHICHY Aerpasawiio i GpaxoBuit AECKIAIHI. AASI IOAOAQHHS CY4aCHOI KPU3M KYABTYPOTBOPEHHS XYAOXKHS CBIAO-
MICTh MYCUTb PO3DI3HSITHU perpecuBHi MapaAurMu i YMHUTH OIP KYABTYPIHAYCTpiaAbHUM cTparerisim global-mapkeToaorii eBporjeHTpu3-
MY, TApaHTYIOUM Pi3HOMAHITHUIT PO3KBIT HaLliOHAABHMX / PeriOHAABHUX KYABTYP B €EAMHIN POAVHI LMBiAi3alliitHOTO moaiaory.

Katouosi crosa: contemporary art, global public art, AeBecTepHisauisi, AeKOAOHi3aL|isl, EBPOLIEHTPU3M, IHAUTEHI3M.

Towuperuii Bupa3s «2A00aAbHA CYHACHICHbY 03HAHAE «2A00AAbHI KOAOHIAALHOCHI».
Baaprep MITHOAO

ITocTraHOBKa npoGAeMu. B ocTaHHI ABa AeCsi-  BUMAaraiouy «eliCTEMHOI HEMOKOPY», TOOTO YCBiAOM-
TUAITTA CIIOCTEPIraeMo yBary Hu3KM 3aXiAHIX aHa-  A€HOTO PO3pi3HeHH: I BIAOKPEMAEHHA Bia ycix im-
AITHKIB AO MTaHHS e(pEeKTUBHOCTI AEKOAOHIaABHOI  IEPCHKUX OiOTEXHOAOTIN, KOTPi KOAOHI3yBaAU reo-
i AeBecTepHi3aLiliHOI IOAITMKM B IIOCTMOAEPHOMY  ITOAITMYHMII IPOCTIpP 11 iHAMBiAyaAbHE CIIPUIHATTSA
rA00aAi30BaHOMY CBITi, 1110 3a3HaB (PiHAHCOBOI KpU-  IPUCKOPEHHS Yacy abCTPaKTOM O€HYMAPKIHT-TOHUT-
31, siKa BUKAMKaAa 2011 poky pyxu «Occupy Wall — Bu 3a ycnixom i popmaabHo yHipikoBaHMM OHOBAEH-
Street» B CIIIA Ta «IHAirHapoc» B IcnaHil, akTuBi3y-  HsAM. | SKIO 3 IO3MLIiN TOCTMOAEPHICTCHKOI Iapa-
104Y Mi>)KHAaDOAHUII CIIPOTMB pe-BeCTepHisallii i me-  AUTMM KyAbTYpHa TPAaAULisl He Ma€ OHTOAOTIYHO] eK-
PEOLIiHKY perioHaAbHMX KYABTYPOTBOPYMX TPAaAM-  3UCTEHIIil, MApKyI0uu CKOpillle BiACTaAe MUHYAeE YsIB-
Lifl. AeKOAOHiaAbHa ITapaAUrMa IIOCTKOAOHIAABHO-  HUX CHIABHOT, TO Lie He O3HAYaE, 1110 BOHA He € iCTUH-
TO CBITY, y IKOMY MU >KUBEMO, CTABUTD >KUTTS AIO-  HOIO TPAHCLIEHAEHTHOIO KaTeropieo. AeKoAOHiaAbHMIT
AVIHU Ta 11 LiiHHICHY 1IKaAy camoipeHTHiKanil (BiAb-  AMCKYpC BUMarae yCBiAOMAEHHsI IeHe3! IOLIPEH-
HY Bip CMHADOMY MEHIIIOBAPTOCTi) Ha MepILIe MiClle, ~ HsSI aBTOPUTETY 3aXiAHOTO YHIBEPCAABHOT'O 3HAHHS
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CYYACHE MMCTELITBO

Ha npaBax «global linear thinking» («rao6aapHoro
AIHITHOTO MMCAEHHS»), 110 PYHKIIIOHYE B AOMIHAHT-
HUX IIpaBax «epistemic sovereign» («emicremiyHoro
CyBepeHa»), TOAEPAHTHOTO AO MaHIITyAIOBaHHS i 3He-
Bary AO TUX, XTO He IIOTOAKYETHCS 3 «00 EKTUBHIM»
TAYMa4€HHSM (QaKTiB, 32 BUCAOBOM 4iAifICHKOTO Bye-
Horo Ymbepro Marypano (Humberto Maturana) [1];
a TaKOXK BMMarae po3yMiHHsI KOHTEKCTY AeBecTep-
Hizauii (abo iHAMreHi3aii) enicTeM KyABTYPOTBOP-
YJX IPAKTUK KOPIHHMX HAPOAIB Ta TUTYABHUX Hallill,
0COOAVIBO B aCIIEKTi AYXOBOTO 3B’513KY 3 IXHBOIO apxe-
TUITAABHOIO CYTHICTIO, IJ0 YMOXKAUBAIOE MYABTUKYAD-
TYPHY MHO>XXMHHICTb (pluriverse) aBTOXTOHHUX A€KO-
AOHiaAbHMX pyXiB. ITapapurmMaAbHuUit 3CyB BipOyBCst
y 1980-x pokax: TOAI TepMiH «raobaaisanis» 3aMiHUB
TePMiH «PO3BUTOK», Yepes3 1[0 B IIOAITULIi, EKOHOMILLi,
KYABTYPi «rA00aAi3aljist cTara pUTOPUYHMM TEPMIHOM,
11]0 BUKOPUCTOBYBaBCs AAsl pikcallii iMmepchKux 3a-
AYMiB», SIKi 11 yTBOPMAM TEMHMI OiK «rA0GaABHOI KO-
AOHIaABHOCTI», 60 ICTOPMYHO «KOCMOIIOAITH3M OYB
MIPOEKTOM 3aXiAHOTO €KCIIAHCIOHI3MY (SIKMIT CbOTOAHI
OHOBAIOETHCH SIK TAObaAisM)» [2, c. 258—259]. LIpo-
MY ONMPAETHCS iHAUTeHi3aLilTHe OaueHHs SIBULL CY-
YaCHOCTI, 1J0 CIIPUSIE T030aBAEHHIO BiA «ericTemiu-
HOI 3aA€XHOCTi KpaiH TPeTbOro CBiTy, 30KpeMa iX-
HiX HayKOBLIiB Ta iHTeAeKTYaAiB», aKTUBI3yIOul ca-
MOAOCTATHil1 KYABTYPHO-MUCTELIbKII PO3BUTOK Ha-
BiTb B YMOBaX €KOHOMIYHOI 3aA€XHOCTI BiA YCIIIIHMX
KpaiH-AOHOPIB, OCKiABKY Orip KOMOAMbIKOBaHI CBi-
AOMOCTI HeTpaAi3ye Ail0 MEpKaHTMABHOIO KAacC-
Tepy «modernity/coloniality» [2, c. 119, 143—144].
BiAIIOBiAHO, KpUTUYHUIT AUCKYPC, HA AYMKY aBTOpa
monorpadil «Cultural Studies in the Future Tense»
Aoypenca I'poccbepra, € epekTUBHUM 3aCOO0M Ite-
peoCcMUCAEHHS PYHAAMEHTAABHUX [TAPAAUTM Ta Le-
Hesu contemporary-eBpOoLeHTPUYHOI KOH IOHKTYPU
(s1x ckAaAOBOI TEMHOTO 60Ky KAacTepy «modernity/
coloniality») i3 BusHa4eHHsAM cAabKMX MicLb, Mail-
6yTHIX rA00aAbHMX BUKAMKIB i HUHIIIHBOI perpecil
B iHTeAeKTyaAbHY 6e3NAipHiCTh «euro-modernity»,
110 MUCTELTBO Moumpioe B craryci global public
art, CKOYyIOUMCh AO «HECTEePIIHOI CyMillli MOAITHY-
HOT'O, TEOPETUYHOTO PaKTaXKy Ta EMITIPUIHOTO He-
BiraacTBa»; 4epes Te BYEHUI IIPONIOHYE MalOyTHIO

2022, Bunyck BiciMHaOysmMuLL

KYABTYPOAOTiIO /1 OHTOAOTI0 CyYaCHOTO PO3TASIAQTU
TPaHCAUCLIMIIAIHAPHOIO TIOTEHLiTHOI0 MHOKVMHHIC-
TIO YACOBMX J1 IPOCTOPOBMX KOHDIrypariiit 3 aKiieH-
TYBaHHSM TPAHCLIEHAEHTHOI crieliuiky KyAbTYpU
B KOAEKTHMBHIII i Cy0'eKTUBHIN eK3ucTeHLil [3, . 66,
181]. Aymky A. Ipocchepra iAlOCTPYIOTh IPOEKTU
global public art: cipoTuB BisyaAbHMX IPaKTUK AUK-
taTy 6ioBAapu (3a Mimeaem @yko) i poociay ITpo-
CBITHMLTBA, 110 3aKPiNyUB CIPUMHATTS TPaAuLil Ha-
TBHMM IT€PiOAOM «HAaYKOBO HEAOPO3BMHYTOIO 3HaH-
HsI» Ta 3aAMIIVBCS B 30Hi MEPKaHTMABHOTO iHCTPY-
MEHTaABHOI'O MUCAEHHSI, 00 BiAKuaaHHs1/adasis/pe-
AYKLisl BCi€] TOBHOTY 3HAHHS SIK HiOM areHTa BAaAu
MPU3BEAO B TeOpil Ta mpakTuLi A0 GpaxoBOro Aecki-
AiHry. IcTOpiA IpMBaTM3yBaAa 4aC XPOHOAOTIEI PO3-
BUTKY BiA BapBapCTBa AABHIX LjMBiAi3alliil A0 cydac-
HUX TEXHOKPAaTUYHUX KYABTYP, A€ CTpiAa «IIporpe-
cy» npsimyBaaa 3i Cxoay Ha 3axip i AO cbOropeHHs
HalpO3BMHYTIIIOrO 3axipAHoro ceiry. Taka cTpaTare-
Ma KOAOHi3yBaAa pO3yMiHHS 4acy, IO CTA€ He AMIIe
«KOAOHI3aTOPCHKVM TIPUCTPOEM» TAYMaueHb pO3-
BUTKY i BIACTAAOCTI, aae i1 «QyHAAMEHTAABPHVM I10-
HSTTAM KOAOHIaABHOCTI B LIIAOMY», TUM O0YMOBAIO-
104 CYTIEPEYAMBI CIOCOOM CIIPUIHATTS T YSIBAEHHS
PO KYABTYPY, 60 Bip X VI cTopiyus €Bporna posymie
«4ac» CHHTE30M €HLIVIKAONEANYHOIO 3HAHHS, Mep-
KaHTMAI3MY i KoMepuiitHOro 3ucKy [2, ¢. 152, 166].
Toxx, cBiTOBa KyABTYpa, YKpaiHa MOCTKOAOHIAaABHOT
A0OY 30KpeMa, PO3YMI€E Cy4acHiCHIb BUKAIOYHO B MEX-
aX EBPOLIEHTPMYHOTO HApaTUBY YHiBepCAaABHOIO MO-
AeAAlo maHipeoAorismy « Western idea of modernity»,
B TOJVI 4YacC SIK OMOHYIOUi KPUTUKH NOIIVPIOIOTh PyX
iHAUT€Hi3MY K CMHOHIM BU3BOAEHHS BiA KOHLIENTY
KOAOHIaAbHOTO AOMiHYBaHHs Ta aKTyaaisallii perio-
HAABHUX TPAAMLIIN TPAHCLIEHAEHTHOTO CBiTOOaYeH-
Hs, 110 He 3arlepeyye ONTULI KOCMOIOAITUYHMX Bi-
311, 60 «A€KOAOHIaABHMIT KOCMOIIOAITI3M IIPOIIOHYE
PaAMKAABHMIL 3CYB y I€OMOAITHLI TTi3HAHHS Ta OYT-
Ts1», BPAXOBYIOUM «BMMOTH i TOTPeOH, 1110 BUCYBA-
I0Th B YCbOMY CBiTi» [2, c. 283, 285].

AHaAi3 OCTaHHIX AOCAIAKeHbD i myOaikaiii.
Sk 3asHauaAu 3axipHi daxisui 3 AexoroHisanii CxipHOI
€Bponi, «IOCTCOLIaAICTUYHA AHTPOIIOAOTS Ta coLjio-
Aorisi Ayxe epeKTUBHO BiACTEXYBaAU Ta KPUTUKYBAAK



AexoroniarvHutl ouckypce ma global public art 8 ykpaincokux peanrisx

MTOAITMKO-€KOHOMIYHI 3MiHH, SIKi CYTIDOBOAKYBaAU
iHTerpallilo KOAMIIHIX COLIaAiCTUYHMX KPaiH Yy crC-
TEeMY TAODAABHOTO KalliTaAi3My»; «OCHOBHUM apry-
MEHTOM AEKOAOHIaAbHOI Teopii € Te, 10, X04a KO-
AOHiaAi3aM GOpMAABHO IPUIIVHMB CBOE iCHYBAHHS,
KOAOHIaABHICTb MilJHO BOYAOBaHA B KOHCTUTYLiIO
CY4YaCHOCTi: KOAOHIaAbHI (GOPMM KUTTS i 3HAHHS
MPOAOBXYIOTb CTPYKTYPYBaTU Cy4acHi ¢opMyBaH-
HA KaIliTaAy, pacu i reHAepy»; AeKOAOHIaAbHA Te-
opisl «BpaxoBye LiuBiAi3aliiiHy nepesary Western
modernism, siK i “BiacTaBaHHs” PO3BUTKY KOAMII-
HiX coljjaAiCTMYHMX KpaiH», BUKPUBAIOYM NPOTU-
piuust HeoAibepaabHMX TpaHCcOpMaLLil Y KOHTEK-
CTi BIADOAYKEHHS HalliOHAABHOI iA€l, 110 Bia0Opasu-
AOCSI He AMIIIe B HADOAHMX PyXax, aAe I B 3pOCTaHHi
aprakTuBismy oo [4, c. 8,9, 13]. Y ubomy 3B’s13Ky
BBA)KA€TbCS BAKANUBOIO BIATIOBIAHICTD COLIIOKYABTYP-
HYX TeOPiil HeBUKPUBAEHil KOHKYPEHTOCIIPOMOXKHIN
y LMKAOBIJI AMHaMILIl iCTOPUYHOTO PO3BUTKY DYH-
AAMEHTAABHI MapaAUrMi MOCTKOAOHIAABHOI A0O0,
sIKa AOTUYHA TPAHCLIEHAEHTHIN iCTUHI, A€, CKaKi-
Mo, baAkaHM pO3rAsIAQIOTBCS MIPOCTOPOM i3 BAac-
HOIO iCTOpi€l0, MPaKTUKaMM, COLIIaAbHICTIO, TPaHC-
HallilOHAABPHMMMU 3B’S13KaMy, LII0 AOIIOMAaraAo yHMU-
KaTY TereMOHil 3aXiAHOTO TIOTASIAY B HADOAHI ysBi,
a Terep i B HaykoBoMy AncKypci. (IJorpaBaa, Heo6-
XiAHO pO3YMITH TiOpPUAHICTD CUTYALIiil, KOAY IIPEA-
CTABHUMKY HalllOHaABHOTO Oi3Hecy, apThizHecy TOL0
TOAEPYIOTh iHTepecy TpaHCHaIliOHAAbBHMX KOPIIOpa-
Liil, «3aiiMalo4y MO3ULil, 3 AKMX MOXYTb OTpUMa-
TU 3UCK BiA 3B’5I3KiB i3 TAOGAABHMMU PUHKAMM Ka-
mitaAy Ta iHBecTuliin» [4, c. 12], moai6bHo A0 TOTO,
sIK B YKpaiHi KoperyoTb 6i3Hec-cTparerii Bipomi mpu-
BaTHIi raaepei i apTLieHTPU EBPOLIEHTPUCTCHKOI OpieH-
Tallii BCynepeyd AeKOAOHIaAbHMM BMMOTaM COLiyMYy,
a Heralisl KAACTepy «CYYacCHiCTb — TpaAMLis» IO-
30aBAsi€ KYABTYPY AYXOBOT'O iMITEPaTUBY SIK OCHOBMU
uuBiAizaninHoro posButky [2, c. 180].) AmepukaH-
CbKMIt KyAbTYpOAOT AoypeHc [pocchepr mipkpecatoe
B2)KAMBICTb TPAaHCLIEHAEHTHOTO CYAYKEHHS, a SIKIIO0
«EeK3MCTEeHLIHI iICTUHU He € OYeBUAHUMM ab0 Ha-
BiTb AOCTYITHMMM B eMIIIpMYHUX CHepax 3BUYAITHO-
0 KUTTSI, BCE K BOHY MOXXYTb OyTM OTpMMaHi Ta Ie-
peBipeHi Auille B IIMX LJapMHax». Tak cyyacHa HaykKa
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onoHye KaHTy i AOBOAUTD, 1110 «BcecBiT He € HbIOTO-
HiBCBKMM, TO I1]0 )X CTAHETbCSI, KOAV HUHIIIIHI ITepe-
AOBUIT Kpayl HAyKOBOT'O 3HaHHS CaM o cobi AMCKpe-
AUTYETDCS, aA>Ke HOBUI I'PAHAIO3HUI CUHTE3 3MYCUTD
peaAbHICTb BUTASIAQTY CYTTEBO iHaK1ow?» [5, . 67].
Byxe 3apa3 KOHTeMIIOpapHa apTelicTeMa 3 KOHIell-
toM eHOMeHOAOTiT peui pyitHyeTbcs. Tak, Maika
Berikep, OropXxyw4uuch 3 I'poccbeprom, KOHCTATYE:
«YMHHUKOM, YOMY HMHIIIHIO KOH'IOHKTYPY Kpaliie
po3yMiTy 60pOoTHOOI0 3a CY4aCHICTB, € T€, 11]0 EBPO-
MOAEPHICTb PO3MAAAETHCS», i 1je HEAMBHO 3 ypaxy-
BaHHSIM TOTO, 11]0 «EBPOIIENICbKA LMBiAi3allisl € Hal-
MOAOAILOIO 3 yCiX IIMBiAi3alili CBiTy», aAe CAaMOYCBi-
AOMAEHHS 1l KOHLIeMNLiI IK KBasicyyacHoi LuBiAisanii
32AMIIUTBCST 0OMEXXEHMM 3HAaHHSAM KOHTPICTOPUYHOL
iCTUHU €BPOLIEHTPU3MY, SIKIIO HE 3'5CYyBaTU IeHe3y
x16 Li€] KOHIIEMLIii, Ae Cy4acHa EBPOIIENChbKa CUCTe-
Ma 3HaHHS, BraliTOBaHa y Mi>KHapOAHUI PUHOK Ipaui
/1 KYABTYpPiHAYCTpiaAbHMIT apTOi3HEC, yCITaAKyBaAa
«eIiCTeMOAOTIYHUI pacu3M, KUl BiaAa€ TepeBary
OAHIIT KYABTYPHIll CICTeMi 3HaHb IlepeA yciMa iHIm-
M», 11j0 OYAO ITpUTaMaHHe il rereAiBCbKOMY CBIiTOrAS-
AY, BiAA3€pKaA€HOMY B «Cy4YacHill €eBPOIIeNChKiil pa-
COBIlI cUCTeMi 3HAHHSI», TOTPEOYIOUM TeIep «AELleH-
TPYBaHHSI €EBPOLEHTPUYHOTO YCBiAOMAEHHS 3HaHHS
Ta AOMIHAHTHOCTI 3aXiAHOTO po3ymy» [6, c. 42—44].
SIK CTOAITTS TOMY, IpU OCMUCAEHHI peHOMEHY I10-
CTMOAEpHi3MY, 3 yHidikarjiero raob6aaizoBaHoro 3Ha-
HHS He TIOTOAKYETBCS AATMHOAMePMKAaHChKa TPyTa
HAyKOBL|iB, IPOIIOHYIOYM 3MIHUTY HapaTUB FA00AAD-
Hol cucrtemu «modern/colonial», iaenTndikoBanol
NePeXXUTKOM KOAOHIaABHOTO iMIIEpCHKOTO MYICAEH-
Hsl, CTPaTareMolo «eIiCTeMHOI HeITOKOPU i BiApMBOM
BiA Maril 3axipHol iA€l cydacHOCTi», 1i iaeaaiB Ta 06i-
LISTHOK PO3BUTKY, 110 GaKTUYHO € KOCMOIIOAITMYHOIO/
raobaAizoBaHoI0 pe-BecTepHisauiero [2, c. 120]. Ha-
YKOBLIi TePeKOHaHi, 1110 Mi>KKYABTYPHMIA eIiCTeMHNI
AlaAor Ha 3acapax KepoBaHO-YHiiKoBaHOI pUHKOBOI
iaeoAorii, «0OAArOAATHOI AASL EKOHOMIKM, A€ 30iAb-
IIIEHHs] BUPOOHMIITBA Ta 3aMOXKHOCTI Ma€ mpiopu-
TEeT IepeA AIOACBKUM >XUTTSM», BEA€ AO TOTaAiTa-
puU3MYy, Yepe3 Te KOHTPOAD 3a 3HAaHHSAM 3 iAe0AOTid-
HO TIEPAIOCTPOBAHOIO apryMeHTalli€l0 MeAialliiiHux
AXepeA cTae TOAOBHUM 1oAeM 6utB XXI croairTs,
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MIPOBOKYIOUYM OiAHICTD, BilIHM i TAQHETapHY pyilHa-
uito [2, ¢. 70, 120]. CipaBai, HuHi YkpaiHa mepekoHa-
Aacs B TOMY, 1[0 iMIIepChKe 3a3iXaHHA CYCiAHOI Kpai-
HU-TepOPMCTA HA Hallli TepUTOPIl i KyABTYpYy IpU3BO-
AVTD AO TTIOCTIHMX BapBAaPChKMX HAIAAIB i 3A0UMHIB.
Tomy ykpaiHl|i MalOTb IPUCKIIIAMBO aHAaAi3yBaTH iM-
[IEPCHKY AOTIKY, 3 IKOro 6 60Ky BOHA He IOXOAMAQ,
31 CXOAY UM 32aXO0AY, aAKe BIACTOI0I0UM CyBepeHiTeT
HALIOI KpaiHK B TeIepilHii HaiTparivHiumii yac 6o-
pOTBOM, MM IIParHeMo BiAHOBAEHHS ICTOPUYHOI CIIpa-
BEAAUBOCTI, CTBEPAYKEHHS MUPY i1 CBITOBOI FapMOHii,
aKTyaaisanlii 300y TKiB HaljioHaAbHOI KYABTYDH, ITe-
peoCMMCAEHHS HalIOl CIIAALLMHM Ta icTOPil SIK Hal-
LI{HHIIIOrO MATPYHTS MaitOyTHbOMY PO3KBITY. Taky
MeTy 00yMOoBAto€ Oiablr HDK 300-piuHmit AOCBip 60-
porb6u Ykpainu 3 MOCKOBI€0, TPOTIaraHAMCTH SIKOT
BUKPUBUAU AOTIKY 3aXiAHOLIEHTPUCTCHKOI enicTeMu
AO abCypAy i Aerpaaaliii, AeriTMy0UYM BOEHHI 3A0-
yuHU 11 TeHOUUA. Takuit cxnbAeHnit iMnepCcpKuit Ha-
paTuB KPUTUKYBAB CiHIanypCbKUI MOAITUK i BUeHUIL
Kiurop Max6y6ani (Kishore Mahbubani), srapyroun
siIKoro B. MirHoAo0 yTOUHIOE, 1110 «OTLIii A€KOAOHI3a-
1jii i AeBecTepHi3allii pO3XOAATHCSA B OAHOMY BasKAU-
BOMY i He3alepeYHOMY ITyHKTi»: OCTaHHS PATY€E BU-
MMPaHH:A LMBiAi3allii Yepes TeXHi4YHe yAOCKOHAAEH-
Hs IHCTUTYTIB AlbepaAbHOI AeMOKpATIi it eKOHOMIKM
3 METOI0 HapOlyBaHHs MaTepiaAbHOro A06pobyTy
«3a PaXyYHOK BUKOPMCTAaHH Ipalli BCiX iHIIMX Ta pe-
CyPCiB IAQHETH, aHDK 3aBAAKM IHAMBIAYaABHUM AO-
CATHEHHSIM», TOAI SIK AeKOAOHIaAbHa ITpOrpama Iaa-
HY€E PO3BUTOK Yepe3 BAOCKOHAAEHHS AYXOBHOI CKAa-
AOBOI IepeAyCciM iIHAMBIAYaABHOI CBIAOMOCTI, apxe
«BiADOA’KEHHSI KUTTS Ma€ MepeBaskaTy Hap pecail-
KAVMHIOM BMPOOHMIITBA Ta TOBapoobirom». A Ta-
KO>X uepe3 KpUTVYHMI aHAAI3 | «BUKPUTTS PUTOPUKU
Ta 00ILISTHOK CY4aCHOCTI 5IK TPOsIBY 1i TEMHOT0 HOKY
B 00CTOIOBaHHI i1 TOOYAOBI IOBHOTY >XUTTS B TAO-
6aaisoBaHOMy MaitOyTHBOMY» [2, c. 121-122, 144].
I MuTLi MarOTh 3Ba’KaTU Ha 1€l HI0AHC.

IHImMIT aMepyKaHChKMIT AOCAIAHMK ITOCTKOAOHIA-
AismMy Maiika beiikep, 0CMICAIOI0YM T'eHe3y ITaHyBaH-
HS 3aXiAHOTO 3HaHHS K «KOHLIENITYaAbHO-KYABTYP-
HO-1IMBiAi3aLi/IHNX KOHCTPYKTiB» Mi3HaHH: Ta OyT-
Ts1, Iepepbavae «AeLeHTPyBaHHs €BPOLIEHTPUYHNX
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MIPUITYLIeHb ITPO 3HAHHSI Ta MepeBary 3axiAHOTo po-
3yMY», aA>Ke KOHLIEIL sl «Cy4aCHOCTi/KOAOHIaABHOC-
Ti», chopmonana e B XVI-XVII cropivusx pan-
HbOMOAEPHOIO €EBPOIIENICbKOIO iAEHTUYHICTIO, peAy-
KY€ MPOTSIrOM OCTQHHIX CTOAITb AO EBPOLIEHTPUYHO-
IO CaMO33aA0BOAEHOTO MO3UL[iOHYBaHHS, «AO SIKOTO
MalOTb IIPAarHy Ty BCi iHILi MBiAi3allii Ta KYABTYpI»;
a lle € KOAOHIAABHOIO AOT'iKOI0, 3TiIAHO SIKOI IIPOCBIT-
HULTBO 3aXOAY, «TaK CaMoO SIK €EBPOIEICbKIIT KOAO-
HiaAi3M, € HATXHEHHUM, PalliOHaAi30BaHMM Ta y3a-
KOHEHMM y Me>KaX XpUCTUIHCHKOI Micil HaBepHeHHs
CBITY», TaK «LjUBiAi3allid cakpaAi3yeTbCs MMiA MacKo0
CBiTCHKOT'O IPOCBITHMITBA T2 MOAEPHi3aL|il», 1 «HU3-
Ka IOCTMOAEPHICTCBKMX (peHOMEHIB HaCIIPaBAL CAY-
I'ye iHTEeAeKTYaAbHUM IAIPYHTAM AASL HOBOTO iM-
nepiaAaismy HeoaibepaapHOI raobaaisauii» [6, c. 32,
42, 46]. OTXe, IOCTKOAOHIaAbHI BidyaAbHi IpaKTu-
KU, 3 TO3ULIil1 I[bOTO BYEHOT O, HAAEKATD eIiCTeMi €B-
POLEHTPU3MY, SIK i KOHTEeMIIOPapHi IOCTKOAOHIaAb-
Hi apTTeopii 36epiraloTh 03HaKM iMITEPCHKOTrO KOAO-
HiaAi3My «y AMCLIMIIAIHADHUX CTPYKTYpPaX MUCA€H-
Hs Ta eNliCTeMOAOTIYHMX IPUITYLLIeHHX, AKi CKAaAa-
J0TBb CY4aCHMII CBITOTASIA» [6, ¢. 41]. BTiM, TOHKOLLiB
€eITiCTeMHMX TAYMau€eHb YKPaiHCbKi MUTLI YHUKAIOTh,
AAANTYIOUM XMOHE PO3YMiHHS YHIBEpCAABHOI 1IiH-
HOCTIi 3HaHHS TEXHOLMBIiAI3aLil K MPOCBITHULBKOL
Cy4yacHoOCTi, Ae, 3a M. BelikepoM, anopis «LuBiai-
30BaHMIT — BapBapChKMil» abo «CydacHUiT — Tpa-
AVILIIIHMIT» € MaHIMYATMBHUM apTyMEHTOM Ha KO-
PUCTDb HAJICYYACHIIIOTO AOCBiAY, TBOPYOCTI, OCBiTH,
11]0 BUMArae Heyrepea)keHoi GpiaocopcbKoi aHaAiTH-
xu. Ha >xaab, moaibHa Aorika moumpeHa TepeHamu
ITOCTKOAOHIAABHOTO CBiTY (PEHOMEHOM «CaMOKOAO-
Hizauii», AOCAIAYBaHMM MHOIO B HM3Li cTarei [7].
Mix TuM BiliHa B YKpaiHi IpUMyIIly€ MUTLiB 3 HOBUX
TIO3MLIi}1 TOAVBUTMCS Ha CIIPABXKHIO CYYaCHY LIMBiAi-
3allilHy iA€HTMYHICTb: He By3bKO BeCTepHi3allillHo,
aAe TPAHCKYABTYPHO, 3 IIPiOPUTETOM ITepe0CMUC-
AEHMX Y HOBUMX PeaAisiX perioHaAbHUX TPaAMLIiiL Ay-
XOBHOT'O HapOaHH: Haliil, 110 11 6yAe CTaHOBUTM TO
(b OHOBMIT TOPUBOHT, IO CIIPUSIE iICTUHHOMY PO3KBi-
Ty BiTYM3HSIHOTO KYABTYPOTBOPEHHS B POAVHI €BPO-
MeVICbKUX KPaiH, A€ YXOAHMI LIMBIiAi3aLlifIHNIL TaTepH
He HaB's3Y€TbCs HIIMM, a KOXKHA Hallisi Ma€ IpaBo
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3 arvbomy Borooumupa Koumapa.
Axkpyw 105 «3a mump oo...»

BiApisHsaTHCS i 30arauyBaTyl iHIIMX, | BUUTHCS caMilt
Ha MHOXXVHHUX [TPUKAAAAX ITi3HaHH: Ta OyTTs. [ came
TaKi 3aKAMKM AO €NiCTeMHOI HeTIOKOPY CBITOBOI CITiAb-
HOTY MOXXHA 6yA0 ouyTy 2019 poky B CIIIA Ha MiX-
HapoAHOMY dopymi BrukaapauiB National Council
of Teachers of English, Ae HaroaouryBaAu: cbOropHi
MaHiBHi iA€0AOril TepeTBOPIOIOTD iA€I0 AEKOAOHI3a-
uii Ha abcTpakTHY MeTadopy «BepidikoBaHOi akape-
MIYHOI TIOAITUKM», sIKa ITpodaHye I aHIriAlEe camy
MOYKAUBICTb A€KOAOHIi3allil, BUKPUBASIIOUU I METO-
AU, CYTHICTb, KOAOHi3YI04M AIOACDBKI TiAa, CrIorapn,
MOBY; HATOMiCTb BU€Hi MalOThb «KepyBaTu TepMiHa-
MU, KOHTPOAIOIOYM IX», @ MUTLI 11 KyABTYPHI Aisidi —
«CTaBUTMU IIiA CYMHIB Te, SIK 3aTBEPAXKYETbCSA BAAAQ
B IIOTASIA@X Ha MOBY, icTopiorpadito, kaprorpadito,
BiAHOBAIOIOUM i NTEPEOCMUCAIOIOUN MTPAKTUKM CEH-
cotBopenHsi» [8, c. 33-36].

BpaxoByoun GaraTopiBHEBICTb aMePUKaHO-€B-
pOmeNchbKoi AeKOAOHIAABHOI MapaAUTrMy, AOped-
HO aKLIeHTYBaT! He3aA€XHi KpUTUYHI ACKYPCH,
110 AOBOASATB: IpOTAroM 500 pokiB NpOCBITHULIb-
KUJ1 IIaTepH 3aXiAHOI emicTeMy pa3oM 3i 3HaHHAM
HaCaA’XyBaB KOAOHIaAbHI TaTepHM B3aEMOBIAHOCHUH.
Yepes Te ykpaiHLji, IparHy4u yBiiiTu B pOAUHY EB-
POIIeNCbKOI CITIABHOTY, MYCSTb KPUTUYHO Hepeo-
CMIMCAUTH Ha XBMAI HalJiOHAABHMX PYXiB CaMOiA€H-
tudikauii Ta AeBecTepHizauii Toit GpaxT, 1o «Habip
Meaiauiil (pUTOpKKaA CY4aCHOCTI Ta AOTiKa KOAOHI-
AABHOCTI), Ha sIKMX 3axip OyAyBaB cebe i 3a pomomo-
OO SIKMX BiH pO3LIMPIOBABCs, 3A00YB 3anepeyeHHs,
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3 arvbomy Borooumupa Koumapa.
Apkyuw 110 «Aasud i Toriap»

aAe He OCKap)KeHHsI»; Yepe3 Te 3aXiAHMIT TEXHOKYAb-
TYPHUII IPOrpec 3aryOuB Ba’KAMBY I'YMaHiCTUYHY
CKAAAOBY — TPAHCLIEHAEHTHY iCTMHY, 110 BCyIlepey
JI0T0 PENpeCcUBHOMY BIIAMBY 30€pira€ akTyaAbHiCTb,
30KpeMa B He3aXiAHMX HapOAiB, KOTPi TepeKOHYIOTh
CBIT y HAraAbHOCTi AEKOAOHIaABHOT'O AYXOBOTO KYAb-
TypoTBOpeHHs [2, c. 67]. BapTo 3raparu: BUTOHYE-
HIIL AYXOBMII AOCBiA, TAEKAHUI TPAAULIIHOIO KyAb-
TYPOIO YKpaiHCTBa, € AOTUYHMM, CKa’KiMO, AOCBIAY
KOPiHHMX aMepUKaHIIiB, Ha 1[0 3BePTaB CBOTO Yacy
yBary OAekcaHAP APXUIIEHKO, PO3AMBASIOUMCE Ke-
pamiky iHAiaHIIiB, AVBOBIDKHO TOAIOHY AO BUTBO-
piB xyabTypu Tpumiaas. Ictopiorpadiyna it meradi-
3MYHA CXOXICTb IX elicTeM, AOTUYHMX BHYTPIllIHbO-
0 3B’s13Ky CBIAOMOCTI HAPOAY 3 CYTHICHUM OYTTSAM
TIPUPOAM, 11J0 TOCTMOAEPHICTChKI HApaTUBU BiAKM-
AQAM, AOTIOMAra€ CbOrOAHI LM HapoaAaM 00CTo0-
BaTU He «a-iCTOpuMYHOro cy6’ekra» i3 3arybaeHoo
IAEHTUYHICTIO, aAe CBIAOMOTr0 00PLIsi 32 BOAIO HaLil.
Tomy apenTy AeKOAOHIaAi3My BM3HAYAIOTh TPAHC-
LIeHAEHTHI KOTrHillil He CTiIABKM peAiriiHuM, CKiAbKM
POS3IIMPEHNM CBITOTASIAOM i3 IOTY)XHUM 3B 513KOM
3 IIPUPOAOI0, 3eMAel0. [Ipo BiApOA>KeHHSI MOTUBYIO-
YOro Hal[iOHAABHY KYABTYPY iCTOPUMKO-KYABTYPHOTO
HapOaHHsI TOBOPMAOCH bararo, mpore ust iHpopmaris
3aAMIIAAACh OCTOPOHDb COntemporary-apTIpaKkTHK.
ToMy, AMUCTAHLiIOI0UUCD Bip iMIepcpKoi pycudika-
1ii MMHYAOTO, HMHI MYCUMO KPUTUYHO TIeperAsipa-
TU NACTKU pe-BeCTepHisaljii, 110 Bia 3AaMy MiAeHi-
YMiB aAaNTYIOTBCS, 3a BU3HaueHHAM OAeKcaHApa
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KiocceBa, Ha mpaBax CaMOKOAOHi3aL[il M'SIKOI0 CH-
AOI0 IMIIEPCbKMX IIepeKOHaHb. BiaTIOBiAHO, B yMOBax
HaraAy KpaiHu-TepopucTa Ha YKpaiHy € IpuBiA mpu-
AVIBUTHCSI AO QpT'YMEHTIB TakuXx paxiBLiB, gK-0T: AH-
Apea Cuirt (Andrea Smith), Tabpieas Taitsar (Gabrielle
Tayat), Ayic Biaaopo (Luis Villoro), Heabcon Maab-
aonapo-Toppec (Nelson Maldonado-Torres), Cri-
BeH Yapabcrou (Steven Charleston), Baabrep Mir-
Hoao (Walter Mignolo) — BoHM rOBOpSATB PO He-
00XiAHICTb BUBYEHHS MicueBoi (iHAiaHChKOT) ermic-
TEMOAOTII Kpi3b PO3yMiHHS TOro (aKTy, «Ij0 Hallle
peAiriiiHe rHOOAEHHS IPYHTYETbCS He Ha HeBiraa-
CTBi, a Ha 3aXOMNAEHHI iHAIaHChKUX 3€eM€eAb, Ha IKUX
I'PYHTYETbCA iHAIAHCbKA AYXOBHICTb»; 1 TAKMIT aCTIEKT
pobAeMM, A€ «AEKOAOHIaAbHI apI'yMeHTY KOPIHHUX
HapoAiB / iHAIaHIiB, IKi IOB’A3YIOTb 3€MAIO 3 AyXO-
BHICTIO, 2 HE 3 TOBApOM», HE 3PO3YMiANIL AASL HEO-
AibepaAbHMUX, TOCTMOAEPHICTCHKMX 200 MapKCUCT-
CbKIMX aHaAITHKIB (3rapaemo Aiarpuby P. Arokcembypr
i A. Aykaua mpo cyBepeHireTt «Pociitcbkoi YkpaiHu»
i «AypHMLi yKpaiHChKOT O HaljioHaAismMy». — M. I1.);
yepes Te, X04a «KOPiHHI aMepUuKaHIIi 1 paAiloTh,
KOAM aHTAOMOBHI 0iAi mocaiaoBHMKM New Age 3Bep-
TAIOTHCS AO IHAIAHCBKOI AYXOBHOCTI, abu ocaabutu
MPOBUHY CYCITIABCTBA AOCTATKY; IIPOTE, KOAM CTAE
3pPO3yMiAUM, IO TaKa AYXOBHICTb AOTMYHA TepU-
TOpii, IKa He BM3HAYAETHCS aHi TOBAPOM, aHi Ipu-
BaTHOIO BAACHICTIO, aHi A’KepeAOM MPUPOAHUX pe-
CYPCiB, TO LisI AYXOBHICTb 3MiHIOE 0OANYYSI», THMSI-
Hi€, I03a5IK CIIPAB>XXHS «AEKOAOHIaAbHA AYXOBHICTb
He TIABKM IPOTUCTOITh modernity, aAe IIPOIIOHYE M0~
30yTHCS 1i». KOPOTKO KXKyu, «Cy4acHICTb/KOAOHI-
AABHICTb BMBYAE He AUXOTOMII0 MiXK 3aX0A0M Ta pe-
IITOIO CBiTY, 8 KOMITAEKC 3aIIAyTaHUX I'eTePOreHHIX
iCTOPUKO-CTPYKTYPHUX IIepeXpecThb, Ae AeBecTep-
Hi3alis pa3oM 3 AeKOAOHI3alli€l0 3aBASUYIOTb TOMY,
110 3axipAHa LuBiAizanis, a oTxe modernity, HaBiTh
SIKILO | He IIPETEHAYIOTh Ha BCEOCSHKHICTD, 00yMO-
BUAU crieLiudiKy AMCKYpPCY Ta IpakTuK 060x “A” (ae-
BecTepHi3alil Ta AeKOAOHI3allii), a pa3oM 11 iepeopi-
€eHTalli0 AlBUX» [2, c. 63, 67]. Uu He mpo i TOHKOLi
po3mipkoByBaB BoaoarMup BHHMYEHKO, KOHCTa-
TYI04H, 1[0 AibepaAisM 3aBeplIyeThCS PIBHO HA TOMY
MOMEHTI, KOAY IOYMHAETHCS BUPIlIEeHHs IPoOAeMu
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yKpaiHcbKol Hawii? BUkpurTs pociitcbkoro aibepa-
Ai3MYy, 1IJ0 BUPOAMBCA B TBAPMHHUIL PaLlM3M 1 Yep-
roBe HEAIOACHKe pPillleHHS «yKPaiHChbKOIrO IUTaH-
Hs», 3p00MAQ BillHa, A€ OKYIIaHT KMAMMOBUM OOM-
6apAyBaHHIM HUIUTD iCTOPIIO i KYABTYDY, LIepKBH,
mam’siTh Hallil. AAe KYAbTYPHUIT €BPOLIEHTPU3M BU-
TOHYEHUI], 3 HUM CKAAAHillle B YKPaiHCbKOMY KOH-
TEKCTi, A€ TYMaHiTapHi Aid4i /1 BisyaAbHi apTIpak-
TUKJ OTOTOKHIOIOTb TA00aAi3allif0 MYCAEHHS 3 Ad-
pamu pemokparii. Brim, Tpariuni moaii repoiunoro
CIPOTUBY YKPalHCBKOTO HAPOAY AOBEAY PEAABHICTD
3B’5I3Ky AYXOBOT'O apXeTUITy YKPaIHChKOI Hallii 3 3eM-
Ae10 IpeAKiB (3rapaemo penomer HopHobaiBky, Ae-
T€HAAPHOIO aepPOIOPTY, 1[0 MicAS 24 AIOTOTO CTaB
CUMBOAOM Bci€i YKpaiHM, KOXKeH CAaHTUMETP 3eMAi
SIKOT yKpaiHLIi 3aXMI[aAK 3 HECAMOBUTOIO 3BUTSIOIO).
I MUTLI TaKOX BUSBMAM Y IIACBIAOMOCTI rAMOMH-
Hi apXeTUIaAbHI IIAACTH, 1[0 3’ €AHAAO HALiI0 B I10-
TY>XHUI KYAaK BiACidi i 3aXMCTYy CBOET MOBU, KYAb-
TYPH, BipM — AYXOBHMX LIiIHHOCTe1 BAACHOI 3eM-
Ai. Tomy BapTO aHaAi3yBaTy TEHAEHILIiI0 IIOBEPHEH-
HSI AO TPAHCLIEHAEHTHOI'O eKCTasyucy o0pa3oTBop-
YOTO BMCAOBY, IIJO B CTPECOBUX YMOBaX XYAOXKHS
CBiAOMICTDb BTiAI0OBaAa CIIPaBXXHbOIO A€KOAOHiaAb-
HO-HaL[iOHAABHOIO iAeHTM(IKALIIITHOIO emiCcTeMOIO.
A TuM, IO TEXHOKYABTYpPa 3aXiAHOTO MaTepHy IO-
cAabuaa AYXOBHY CKAQAOBY LiMBiAisaliii, Kopucry-
I0TbCSI AAENTHU BilH i HALIU3MY, B 00AMYYI palnamy
3okpema. LInHism cutyauii deja vu miAKpecA€Th-
Csl TUM, 1[0 paHillle «AASI €BPOIIENL|iB )KaxX Halu3-
My — 1le )XKax He CTiAbKM BOMBCTBa, CKiAbKY BOMB-
cTBa 0iAMX AIOAET! Ha 3aCapax apryMeHTiB i cTpare-
rii1, siki €Bpora 3acTocoByBaaa npotsrom 450 po-
KiB CTOCOBHO HEEBPOIENCHKOTrO CBIiTY» [2, €. 67];
i Terep 3AMYiAMIT INOBIHICT-pamnCcT BOMBAE AIOAU-
Hy, IKa Ma€ CIIiAbHY pacy 11 Bipy, are KyAbTypHO-
MEHTAABHO HAAEXUTDb AO iHILIOI, iCTOPMYHO AABHi-
mroi Ta ocBivenimoi Hanjii. Tosk TBopya cBipOMiCTb
YKpaiHCBbKMX MUTLB, ONMPaO4MCh Hebe3IeLi ABOX
IMIIEpCBKMX eIlicTeM — XPOHOIIOAITMKM 3aXiAHO-
ro yHiBepcaaiamy, 1110 noTpebye KpUTUIHOI AeBec-
TepHi3alil, Ta BUKOPIHEHHIO 3aAMIIKIB pycudikanii
MMHYAOTO, — M€ 3HalTU ONITMMAAbHUI A€KOAOHi-
AABHUI BEKTOP BAACHOT'O Maii0yTHbOI'O PO3BUTKY,
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A€ AYXOBHI Tpaauliil € ClipaBXHiM IpyHTOM 0bpa-
30TBOPYMX €KCIIEPVIMEHTYBAHb.

Merta cTaTTi — AOBECTU aKTYaABHICTb AEKOAOHI-
AABHOTO AMCKYPCY B IIOTOYHIl CMTYallii HallioHaAb-
HOTo OYyTTS /1 BUCBITAMTY TeMHMI 6iK HeoAibepaAb-
HO-€BPOLIEHTPUCTCHKOI AOTiKM IPOrpecy B KyAbTY-
POTBOPUMX MPAKTMKAX TUX MUTLIB, SKi HEKPUTUY-
HO KaAbKYIOTb X1OHI TPOKOAOHIaAbHI MOA€AIL iHCTpY-
MeHTaAi30BaHOI CBIiAOMOCTI, 1110 Ha TAi Ail B YkpaiHi
3aKOHY AecoBeTi3allil € mapapOKCAaABHUM AO3BOAOM
HapaTUBY iMIIEPCbKOTO MUCAEHHSI.

Buxkaap ocHoBHOro Marepiaay. Baabrep Mirso-
A0, 3aKAMKaI04UM GaxiBLiB AO eITiCTEMIYHOTO CIIPOTUBY
«TOTaAi3yI04ilt iepapxii rA06aAiz0BaHOI CydyacHOCTi»,
BBa)KaB CYTTEBOIO POAb AEKOAOHIAABHOTO AUCKYPCY
B [lepe3aBaHTa)KeHHi TOCTKOAOHIAABHYUX TEOPIl, B Lia-
PMHI MMCTeLTBa TOLLO, a0y 061ty yHi(pikoBaHiCTh
MVCAEHHS Ta IO-iHIIOMY IMOTASTHYTY Ha IOCTMOAEP-
HICTCBKUI AOCBiA 3 METOIO 3aTBEPAJKEHHSI CIIPABXK-
HBOT0 MTAIOPAAi3MY KYABTYPHO-MUCTEL[bKIX TO3ULIINL.
AVICKYypC AOCAIAKYBaAM BiAOMI MUTLIi Ta aHAAITUKY,
cepep sikux Gloria Anzaldiia, Aimé Césaire, Enrique
Dussel, Waman Puma de Ayala, Anibal Quijano, Frantz
Fanon. 3okpema, Karsten Schulz soBopauTs Baxkan-
BiCTb AEKOAOHIAABHMX COLIIOKYABTYPHUX MOA€EAE, 60
BOHU (POPMYIOTb MaiibyTHE aHTPOIIOLIEHOBOI OAITH-
Ky, i pestomye: «Hemae 3axiaHOI cydacHOCTI 6e3 Ko-
AOHIaABHOCTI Ta 1I eKCIIAyaTaTOPChKMX BiAHOCHH.
Cy4acHICTb i KOAOHIaABHICTB, 10 CYTi, € ABOMa 60-
KaMM OAHiel Mepaai. Y 1IbOMy CceHCi AeKOAOHIaAbHA
HayKa 3HaYHO BiADi3HAETbCA Bip iCTOPUYHUX AOCAI-
AKeHb A€KOAOHi3allii, 0CKiAbKJ BOHA HE CTBEPAXKYE,
1110 KOAOHIaAi3M 3aKiHYMBCA i, TAKUM YMHOM, BiH MOYKe
OyTy icTOpM30BaHuiL. AeKOAOHIAAbHI TEOPETHKY BO-
AIIOTP HaroAOILIyBaTH, 10 Cy4acHi Gpopmu KOAOHI-
AABHOCT] MOLIMPIOIOTHCS B TAOOAABHOMY MacIuTadi
yepes AMCKYPCHBHI i1 MaTepiaAbHi ITpoliecy iMnepia-
Ai3MYy, IpMBAACHEHHH 11 HepiBHOIIPAaBHUI €KOHOMiY-
HUI1 OOMiH 30KpeMa. <...> IIpoTe, Xoua MapTUKYAS-
PUCTCBKi Ta Opi€HTOBaHI Ha 3aXiA HapaTUBMU CyYac-
HOCTI BCe YacTilile CTaBASTH ITiA CYMHIB, A0Ci Hebara-
TO BYEHUX AOCAiIAKYBaAM KOHILIEMI]if0 aHTPOIIOLIeHy
3 TOYKM 30py A€KOAOHIaAbHOCTI» [9, c. 50-51, 58]).
UMHHUKOM TOTO € 1 TACUBHO-aAANTYBHE MACAEHHSI.
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Ipuna Kaarwmna. O6itimu MeHe, OAis Ha TIOAOTHi

21 TpaBHs 2022 poky B coumepesxi Facebook A. Ba-
yMeNCTep CTUCAO 3aHOTYBAaB CIIOCTEPEKEHHS 32 pe-
aAbHicTIO: «Te, 110 CTAAOCS i CTaHETbCS, BUMAra€ IAM-
60KOro0 i paAMKaABHOTO ITepeocMucAeHHs. Ta uu 3a-
TpebyBaHe caMe MUCAEHHsI? Bip MUCAEHHSI XOBAIOThCS.
Ha 3axoai Ta Ha Cx0Al, y LleHTpax Ta Ha nepudepisx,
Haropi Ta BHM3y. Bia excriepriB Ta 6A0repis, Bia mo-
AITHKIB Ta MyOAiLMCTIB, Bia iHTeAeKkTyaaiB Ta “Aisi-
4iB KYABTYpYM~ BMMAraeTbCs HaiiyacTilie MpOTUAEX-
He: BiAoOpa)kaTyt HaCcTpoi, CTpaxu Ta Haali. 3acroko-
10BaTy Yy 30yAXKyBaTy, BTIlIATK Y MOOiAizyBaTu.
<...> MOXXAMBO, MUCAEHHS BHYTPILHbO i 3aTpedy-
BaHe, aAe “3apas He Ha vyaci’..». Ha >kaAp, B Mucrelb-
Kill raAysi — Ta cama icTopisi, Ae KpUTUYHE MUCAEH-
Hs «He Ha 4Yaci», X04a BillHa IPOCUTb MOKBAIUTUCS.
I Hawi GirLi-iHTeAeKTyaAM TIOMIXX BOEHHUMMU AiIMU
He LyparoTbCsl iHTeAiribeApHUX MipKyBaHb (3 OKO-
Ty HaBiTbh A€KILIiI0 YMTAAM CTYAeHTaM). Tak camo Ti
TacioHapHi YKpaiHChKi MUTL, SKi B MePILi 3K TVKHI
roctpoi $asu pociiicbKo-yKpaiHCbKOI BiliHM, TOO-
TO Bip 24 AIOTOTO i IPOTArOM OepesHs, miACBIAOMO
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Hama Aenvo. Mypan, Tpancpbk, 02.04.2022

3BIABHVMAM 3 TAMOMH AYILIi CITOKOHBIYHi apxeTunu,
miACHAeHi eMnariero 3 peAeKCiero Ha KaxiTTs BOEH-
HUX 3AOYMHIB i TeHOLIMA, Ta BTIAMAM Y GirypaTuBHMit
Y1 CMMBOAIYHMIA CITOCIO TBOPYOTO BUCAOBY, A€ BiA-
YYBAAKCH YCi KYABTYPHO-iCTOPMYHI TAACTU i HApaTu-
B MMHYAOT'0, 30KpeMa 6apOKOBMIT IKOHOIINUC 4y TTap-
cyHHi 00pasu Ko3aka-Mamasi, a00 eKCIIpeCBHO-Ma-
ABOBHMYI 4K mAaKaTHO-rpadiuni o6pasorBopui Bi-
3ii, Tax 110 PO KOHLIENTYaAbHi a0CTPaKTHi IPOEKTH
MUTL Ha SIKMIICh Yac 3a0yAau. BijtHa Briepiie 3a icTo-
pito LuBiAisalii AOKyMeHTaABHO QIiKCYETBCS OHAQIH
Y PeaAbHOMY 4aci, [0 BIIAMBA€E HA MUCTELIbKY YsBY,
sIKa 3aAeXKHa Bip MeaiariitHoro xoHTeHTY 3MI, Tak
1[0 AEXTO 3 MUTLiB peTPaHCAIOBaAU BiaoMi iHdopma-
LiltHi MeMy, 150 OyAM «BipyCHMMM» B Mepexkax. Tak
BUHUKAU «HenepemoyxHuit morasip, HosiTHboi icTo-
pii» Pomana bonuyka 3 cepii «Meracraab», «KniBcbka
MaponHa» Mapunu CoaoMeHHiKoBOI, «lOxmumiBHa
i Bonsa» Anacracii YceHKo, HaBiTb ByAU4Hi MypaAu
3a KopaoHOM ¢ikcyBaau noumpeni 3MI GpoTopoky-
MeHTH, K poboTa Haty AeHbo B [paHCBKY, Ae Ma-
Tip 3 aBTOMATOM 3a CIIMHOIO BeAE IIip aBiabombamu
AUTHHY AO Ge3neyHol 30HM... Bararo 3’siBuAOCS TBO-
piB i3 CyTO Cy0 €KTMBHMMMY, BHYTPIIIHbO [1EPEOCMUC-
A€HVMI i NepeXUTUMMY eKCIIPeCBHO-eMNaTiTHUMMI
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Edzap Aeza. Ukrainian dancer, nacreap, London National
Gallery

BPa)KE€HHSAMM aBTOPA, CUMBOAIKO-eK3MCTEHLiIHOIO
MeAMTAlli€lo, cepea KX KA KapTuH Oaera llymas-
Ka «Beauka 6urBa Ykpaiuu 3 MopAOpOM», BIUCTaB-
ka Oai lanpamaxn «Ayura Ykpainu», pobotu Ipuxu
Kaaroxunoi «Conue» 11 «O6iitMu MmeHe», Arobu Mi-
HeHKO «ButTs cupen», BAapucaasa lllepeieBcbko-
ro «ITaastHuus», Bikropa Babaka «Ykpaina-Martn»,
emouiitHa maactuka Arobu Sknmenko «2022»... TTpo-
Te Ha BiAMiHy BiA LJMIX AOTMYHMX IIMPOKOIO CIIeK-
TPY TAMOMHHUX ITOYYTTiB 00pa3iB HEBAOB3i mova-
AV IIPOAYKYBATUCA KOHTEMIIOpapHi Bi3yaAbHi Ipo-
€KTH, XOU 3 AESKVUM 3alli3HEHHSM Y 4Yaci uyepes Ie-
peisp aBTOpIB y OiAbl Oe3neyHi perioHy, ase B HUX
TeMa CTPa’KAAHb i BillHM CTaBaAa AMllle KOHLIENTY-
AABHUM TAOM a0CTPaKTHO-TEXHIYHUX aA03ii. SIK,
CKaXiMo, B cakpaAbHuX rpademax AHapis Haboxu,
SIKVI1, OTIAaHYBABLIM HOBY AASI Ce0€e TeXHOAOTIo, Te-
penaAiTaB Ha MaCKYBaAbHill CiTLi KAQNITUKM KOAbO-
POBOI TKaHMHY, IPUCBAYYI0UM IX, HATIPMKAAA, 000-
poHi Mapiynoas 11 A3oBcTaai, un IpneHio, a B nep-
CIeKTUBi TPMMAIOUM 3aAYM MOHYMEHTAABHO TaITO-
BAaHOTI'O IIPOEKTY, IIPUCBSIYEHOTO 3araAbHOBIAOMO-
My MeMy «Pycckilt BoeHHUI KOpabab...». Ha xaab,
Bi3yaAbHi MUTL]i irHOPYIOTb TO (HaAKT, IO IIParHeH-
HsI TEXHIYHOTO eKCKAIO3MBY Ta «OPUTiHAABHOCTi»
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€ OAHI€I0 3 0CHOBHMX YMOB CY4aCHOTO KOHTPOAIO bi-
OBAAAM Hap Cy0'€KTUBHICTIO, SIKA 3aAMIIAETHCS Ke-
POBAHOIO, a He BiABHOIO, TI03a51K OiOMOAITHUKA SIK He-
KPOIIOAITYKA CUCTEMM BAAAU PA30M 3 XPOHOIOAITH-
KOI0, 11]0 BiAOKpeMAIO€, Ha B3ipelb PeHecaHcy, cy-
YaCHICTb Bip «IIPUMITMBHUX» TPAAMLIiTL, i «B emoxy
HeoAlbepaAabHOI rA00aAi3alii € OAHUM i3 TOAOBHUX
3HapsAb PO3BUTKY KOHKYPEHILlii, 320X04YyIOU TUM
caMMM MUTTEBY WBUAKICTD i ycmix» [2, c. 122, 178].
Ao peui, sikoch BUKOHaBuMit AupekTop I'A06aabHOI
beaepauii pap 3 KOHKYPEHTOCIPOMOXXHOCTI PobepTo
AAbBapec, He IOTOAXKYIOUNCh 3 Te3010 Tomaca Dpia-
MaHa, o cBiT y XXI CTOAITTi € mAacKuM, HaroAouIy-
BaB: «ICHye rA0baAbHA KOHBEPTEHLIisl, SIKY He CAip
CIIpUIIMATU 3a HAA€XKHe... [103asK iCHYIOTb BEAMKi
BiAMiIHHOCTI MK KpaiHamMy Ta IXHIMM iHHOBaLIiTHM-
MU ekocuctemaMu» [10]. AAe, cKaKiMO, TTAAKATHO-
rpadivHa inBekTuBa AMutpa IBa 3i 3BapHOrO 3aAi3a
«ZacTpeAlChb», BCTaHOBA€eHA B LieHTpi KueBa, iato-
CTPYIOUM MAAKi Ga’kaHHS YKpaIHLiB IIOAO KOHYMHYI
arpecopa-TepopyCTa, € MPOAOBXKEHHSIM €BPOLIEH-
TPUCTCHKOI HeOAIbepaAbHOI raobaaisarii apTBuC-
AOBY i 110 BaKTy € IOMYAICTCBKOI PEAYKIIi0 Bi3y-
AABHOTO BMCAOBY 3aco0aMim AECKiAiHroBoI naacTu-
KM, ecxaToAoriyHa ¢abyaa siKoi AMCOHYBaAa 3 CeH-
COM AEKOAOHi3allil, 5K i 3 aypol0 TPaBHEBOI CTOAU-
11i, 1110 TTOBepPTaAacsi AO MOBHOLIIHHOTO XXUTTs. To6TO
KOHTEeMITOpapHa 3aXiAHa apTemicTeMa IIPOAOBIKYE pe-
MAIKYBaTHUCS B 3MiHEHUX YKPaiHChKUX peaAidx, Ha-
BiTh B YMOBaX HeOOXiAHOCTI OunMiLleHHS Bip iMmep-
CBKUX €IicTeM, KOAM Hallisi 0OPOHUTb CYyBEpEHITET,
MOTMBYIOUNCH iCTOPUKO-KYABTYPHUM IOTEHLIIAAOM.
TuMm He MeHI1L, BMILA Kpaca PATYE CBIT, TpaHchopMye
JKax BillHU, MATPUMYE BOAIO AO KUTTs, B OKOIIaX Ile-
peayciM. Ocb 3HAKOBMIT TOMY IIPUKAQA,.

VY nepexaaai Bitaais KopoTrnua Biaomuit Bipiu Bi-
Absima Baraepa Eirrca «Easter, 1916», oe pedpeHom no-
BTOPIOIOTHCS 1ii TOTY>XHI pAKY « Transformed utterly:
A terrible beauty is born» [11, c. 179-181], ayHae pelro
iHakue: «3 TpaHchopMOBaHUX Ayl Ta CAiB / Hapo-
AMAQCh Kpaca crpaurHa» [12, c. 120]. Brim, ykpain-
CBKMUI ITIepeKAaA BiATIOBiAa€ HAPIKHOMY BU3BOABHO-
My IOCHAY 3 eK3MCTEeHLiTHOI0 MPi€lo ipAaHACBKOTO
HoeTa PO HAPOAKEHHS HOBOT'O OYTTs KPi3b >KaxXiTTs
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60pOTHOM 10T0 HAPOAY 32 HE3aAEXKHICTD, 1110 BOAEIO
icTopii BIATYKHYAOCS B YKPAIHCBKMX peaAisix OuTBu
3a cyBepeHiTeT. SIK OM He 3AaBaAOCS AVBHUM, 3TaA-
Ka 1oesii €11Tca He BUMAAKOBA, 00 YKpaiHChKi 6iiLi
Y HAACKAQAHMX YMOBAX 3aMeKAUX OOIB MPUraAyoTh
came Lji psAKy, sK-oT 60eup Cra TpO 3CY HOpko
['yAMMeHKO, Bpa)kalouy MOL[iHOBYBauiB i10ro 0AOTiB
B Facebook He3aaMHOIO CTIlIKICTIO, CMAOIO 1 BUCO-
KIM I11a0A€M AYXOBOTO CIIPOTMBY CaTaHMHCBKIN Ha-
BaAl pammcTiB, HOCIIB «iMIlepcbKOi XBOPOi KpUMi-
HAABHO-aBTOPUTAPHOI iA€HTMYHOCTI i3 3arybAeHO10/
BTPAYEHOIO AIOASHICTIO», 32 BAYYHOIO XapaKTepPUCTH-
koo Mocuma 3iceabca. OTske, MyCHMO KDUTUYHO BiA-
pisHATK iMniepcbKi AOKTpUHM CXOAY 71 3aX0AY, arpe-
CUBHO-)XOPCTKi BApBapChKi 11 HEOAIDEpPaABHO-M SIKi.
Ta B 060X BUITAAKaX BaXKKO yOeperTuch Bip BTpa-
TU AIOASIHOCTI, 60 KOAM IaHY€E IAQHETapHA TEXHO-
KYABTYPA, 1IJ0 CYIPOBOAXKYETHCS A€TPAHCLIEHAOBA-
HMM pallioOHaAi3MOM, KOAM KOHLIeNITyaAbHi BidyaAb-
Hi apTBMCAOBM KepoBaHi peidikariro, 60 ix «mera
GiAblile He MoAsirae B Xkasi iHbopmyBary Ta HaBya-
T I'POMaASTHCBKE CYCITiAbCTBO, @ ALIIe — OyTHM Kpa-
M (LIBMALIMM) 32 KOHKYPEHTIB», — FAMOMHA T10-
YYTTIiB i CEHCy He Ma€ 3Hau€HH:, AMlle MUTTEBICTb
peaxuii Ha Mepiamemu Ta dakTu [2, c. 179]. Cyyac-
HVM HalliOHaABHMM KYABTYPaM TsKKO, 035K HYHI
meradisuka, Ha mepekoHaHHs1 M. Berikepa, 3actpsi-
rAa B KOHLIENTYaAI3Mi 11 «CTaHAApPTax €AVHOI 3po-
3yMIAOCTi», A€ CyTHiCHEe CBiTOBiAUYTTS CTa€ KaAb-
KYAsLi€l0: BUKPMBAEHA AeBeCTepHi3alis M KariTa-
AICTUYHUI PO3BUTOK «KOCMOTIOAITMYHOIO AOKAAB-
HOTO perioHaAi3aMy» He Aa€ O4iKyBaHMX Pe3yAbTaTiB
Yepes KPU3Y Cy4yacHOro MeTadisuHOro CBIiTOrAsIAY,
TOX BMHMKA€E NOTpeba «CTAaBUTH IiA CYMHIB icTOpHU-
KO-OHTOAOTIYHI BIAHOCMHM MiK TEXHIKOI0, MaTeMa-
THKOIO Ta KYABTYPaMM B KOHTEKCTi MOHOKYABTYP-
HOI KpM3u 3axipHoOI cydacHocTi» [13, c. 3—4]. Men-
1Ie 3 TUM, KPUTMKA ITOCTKOAOHIAaABHMX BiAXVMA€HBb
He CTPaKAa€ Ha KceHO(}0biro, 60 «AEKOAOHIAABHICTB,
6e3yMOBHO, He O3Ha4ae BIAKMHYTU HalKpallle 3a-
XipHOI HayKu Ta cydacHocTi» [9, ¢. 52]. Y 2016 poui
Ha BankyBepcbokiit koHepeHLii M. Beitkep cripaBea-
AVIBO 32yBaXXYE, 110 MM «...NTEPEXXMNBAEMO HE3BUYHMII
TepexipAHuI CBITOIIOPSIAOK, KOAM OCHOBHI KOTrHiliii,
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1110 BUOYAYBAAM CYYaCHUIT CBITOTASIA i TPOEKT, OiAb-
1ile He CIIPUIIMAIOThCS 32 HAAEXKHE, [T03asIK BOHU BCe
Yacrille € BIATIOBIAAABHMMI 32 B3a€EMOIIOB sI3aHi TAO-
6aAbHI KpU3M»; ase «LMBiAi3aL[ilIHMII CTaTyC Ccy4yac-
HOCTi» 3aAMIIAETHCS KAIOYOBYM HEBUPILIEHUM K-
TaHHSM, apXKe «KPUTHKA ITOCTKOAOHIaABHOI CoLjio-
AOTil MHO>XKMHHMX CY4aCHOCTeN Ta LMBiAi3auitHmin
aHaAi3 3araAOM 30CEPEAXKYIOTbCS Ha MOAAABIIOMY
TAYMa4yeHHi Cy4aCHOCTi B Me>XaX €BPOLIEHTPUYHOIO
iCTOPMYHOTO TOPM3OHTY Ta KOHLIENITYaABHOTO ITaTep-
Hy», BTIM IIOCTKOAOHiaAbHA Teopis MOCTYIOBO IIe-
PeoCMICAIO€ iMITEPChKi Kaillle, 60 «bararouumsiaiza-
1jifiHa CBiTOBA CBiAOMiCTb IIPOTUCTOITh YHiBE€pCaAb-
HIiT LUBIAI3aLifiHIT MOA€eAl TA0DaAi3allil, HaB A3aHOT
TPaHCHAL[IOHAABHUMU eAiTamu» [14].

Ha Heo6XiAHOCTI IepeoCMICAEHHSI €BPOLIEHTPUCT-
CBKMX ITO3MLiJ1 HATOAOLIYE J1 BXXe 3TaAyBaHUI1 aMepu-
KaHCBbKUI aHaAiTMK Baabrep MirHoao, BieBHeHMI1,
110 iAesT KMOAEPHOCTI» BUHMKAA BOAHOYAC i3 KOAOHI-
3alli€lo MPOCTOPY 11 Yacy, sAKi CTaAM B KYABTYPi «ABO-
Ma CTOBIIAMU 3aXiAHOI LIMBiAi3allii», yepes 1110 iCTUH-
He AEKOAOHi3yIo4ye 3HaHHS MaeMo OyayBaTu Ha pyi-
HaX iMITepCHKUX MTApPAAUTM, YCBIAOMAIOIOUM MOAEP-
HICTB/Cy4acHICTb «AK y 1i cAaBi, Tak i B ii 3A0UMHaX»,
a OTKE MAEMO «TAYMA4YMUTH LI TAODAABHUIT AOMEH
“AEKOAOHIAABHVIM KOCMOIIOAITBMOM " », TT03asIK «”Cy-
YaCHICTH — 1ie CKAAAHUIT HAPATUB, AJKEPEAOM SIKO-
ro Oyaa €Bporia; HapaTuB, KMl OyAYe 3aXiAHY LIMBi-
Ai3allilo, Bipo3HaJawouy Ii AOCATHEHHs], IPMXOBYI0YM
B TOI1 Xe 4ac ii TeMHIlly CTOPOHY, “KOAOHIaABHICTD.
[HmMMM cAoBamMM, KOAOHIAABHICTb € CKAQAOBOIO CY-
YaCHOCTi — Cy4acHOCTi He OyBae 0e3 KOAOHIaAPHOCTI.
OTXe, CbOTOAHI TIOIIMPEHNIT BUpa3 “TA0baAbHa Cy-
YacHICTH  03HayYa€ “TA00AAbHI KOAOHIaABHOCTI <...>
SIKILIO HE MOXKe OyTM Cy4acHOCTi 6e3 KOAOHiaAbHOC-
Ti, He MOXXe OyTH i1 TA0OaABHOI Cy4acHOCTi 6e3 rao-
6aAbHOI KOAOHIAABHOCTI» [2, . 2—6]. BueHui1 A0BO-
AWTD, SIK 32 OCTaHHI ITSITb CTOAITb CBIT aAanTyBaB
TaKy IO3M1il0, 3TIAHO AKOI iCTOPMYHO 3aTBepAMAA-
Cs AYMKa, 1[0 «3aXiAHe 3HaHHS € TOBAapOM €KCIIOp-
TY AASI MOAEPHi3allii He3aXiAHOTO CBiTY», aAe pa3oM
3 TYM 3HaHHSIM i IPOMMCAOBOIO PEBOAIOLII€0 KPOKY-
BaAa KOCMOAOTiSl KOAOHIaAi3My, sIKa B aCIeKTi «AOri-
K KOAOHIQABHOCTI (TOOTO AOTiKY, sIKa TOEAHYBaAQ
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pisHi cdhepyu MaTpuLii) IpoJIIIAQ TOCAIAOBHI Ta KyMy-
ASITUBHI eTamny, IpeACTaBA€Hi PUTOPUKOIO Cy4acHO-
CTi, 30KpeMa B TepMiHaX MOPSITYHKY, IPOTPecy, po3-
BUTKY, MOA€pHi3allii Ta oeMokpaTii» [2, c. 13]. Taka
icTopisA MaTpulli OSACHIOE BUAKY aAAIITALiI0 3aXiA-
HOI MOAEAI KyABTYPOTBOPEHHS MUTLISIMU IIOCTKOAO-
HiaABHMX €KOHOMIYHO CAOKMX KpaiH, 30KpeMa Ko-
TPi LIOHO M030aBUANCS IMITEPCHKOTO sIpMa «PYCh-
KOT'O MUPY» i 3p001AY XMOHMIT BUOIpP «A€KOAOHIAAD-
HOT'0 KOCMOIIOAITM3MY» contemporary art. Ha »aab,
B YKpaiHi HepAOCTaTHBO axiBLiB, XT0, mam’ siTawyu dy-
KiaHCBKY AYMKY ITPO OiOMOAITHKY SIK €AeMeHT imItep-
CbKOI KOAOHIaABHOCTI, 3AI0HI BiApi3HMTH 3a Bi3yaAb-
HYIMM KOHLIENT-ITPOEKTAMMU KOAOHIAABHY IICUXOAOTiI0
MOLIiHOBYBaUiB IIBUAKMX I'POLIE i CAABM Ta He HiA-
AQTUCS 3aAEKHOCTI Bip iA€OAOTIYHMX MaHINyASLiI.

CHUMIITOMaTHYHO, IO IepIli IOKYI0Ui MOAIl ra-
psi4oi pasu noBHOMacIITaOHOI BifiHYM B YKpaiHi Bu-
BIABHMAM CIIPAB)XHIO MIOTY)XHY eMITaTiio 3 TAUOMH-
HUM €KCTa31CcoM 00pasoTBOPYOro BUCAOBY, IO BTi-
AMAOCSI B KpalllUX TBOpax YKpaiHLiB, Ae Giryparu-
Bi3M 300pa’keHHs KOPEryBaB 3 CUMBOAIKO-CaKpaAb-
HOIO €K3VCTEHIIi€I0 CEHCY, SIK KOAUCH Y poKu Apyroi
cBiTOBOI BilTHU. fIK i TOAI, Terlep BMHMKAE )KaHP AO-
KYMEHTAaAbHMX 3aMaAboBOK. CKaXXiMo, IIMKA Ma-
AIOHKIB 3p061B AHTOH AOT0OB, peAEKTYI0UM Ha BO-
€HHI 3A04MHM pauncTiB («PocisiHKa mpuiliAa B Cy-
HepMapKeT 3a CBDKMM M sICOM»; TAIIip, aKPUA) U (ik-
Cyrouy Xxaoc 0iAst MaiiCTepHi MUTLISI, KOAM pO3ipBa-
Aacsi Bopoxka pakera. AGO MUTLi IepeXMBaAu
iHpOpMaLiHMIT KOHTEHT )XaxiB FeHOLMAY YKpaiH-
LiB paumcraMu Kpisb 0i0ainHy ¢pabyay 60pornbu
AaBupa i Toaiada, 5K B cepil ecKi3HMX MaAIOHKIB
OAIBLIEM HaMaraBCs OCMMCAUTU Tparepiro Hauii
ckyabnTop Boaopumup Koumap. Takux npukaaais
6araTo. MuTLi CTBOPIOBaAM MiCTKi UMKAY (aAbOOM
«BIMTHA-WAR 24.02.2022» Cepris ITosHsxa, cepis
iaroctpauin «ITiaBaabHi xpoHiku» Ipunu Iloranen-
KO) 260 pobuAM uepHeTKM B OAOKHOTI ITip Yac eBa-
Kyalii MellKaHIliB B 3aAi3HMYHMX IIOTAraX, Ha By-
AVLSX MICT, BOAOHTEPCbKUX LieHTPaxX, po3Milaro-
41 MOTIM B coliMepeskax... AOo e npukaaa: [HHa
Pyaa 3a cTuAicTMYHMM B3iplLieM CcepeAHbOBIUHOIO
robeAeHy i1 KHIDKKOBOI MiHiaTiopy BMKOHaAa
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IIPMHTH 3 icTOPii pociitcbKo-yKpaiHCchKoi BifiHuM. Bech
L[ell TpariyHui Yac aKTUBHO IpaljioBasa Kadeapa
CaKpaAbHOTO MUCTeLTBA AbBiBCbKOI HallilOHAABHOI
aKapeMil MUCTELTB, Ae He AMIe TBOPYi 3aBAAHHS
BrKoHyBaAucs («Cs. Ioan Borocao» Mapii Aeri-
HOBI4), aAe 11 obeperu AAst BoiHiB 3CY, TOX peai-
TiVIHUI CUMBOAI3M 3A00yB Y CbOTOAEHHI HaA3BU-
4aitHOI aKTyaAbHOCTI. I Tak caMo 3 rAMOMH cyTHic-
HOI eK3MCTeHLi] CIpMUIIMAaAMCh MY3UYHi TBOPY, 1110 BU-
KOHYBAAMCB B)Ke He B KOHLIePTHUX 3aAaX, aAe B Xpa-
Max. Tax, B Y>KTopoai B puMillleHHi IpeKo-KaTOAUIIbKOT
ITpeobpaxeHcpKoi nepkBu 24 6epesnst Baaepiin Co-
KOAOB BUKOHAB YaKOHY 3 MAPTUTU AASL CKPIIIKM COAO
Ne 2 pe minop V. C. Baxa, BWV 1004. Y koxHiii ro-
AIOHIIT aKLil HecTepIHMUM 00AEM pEe30HYBaAY CMep-
Ti HAIIMX FPOMaASH, B TOMY YMCAI MUTLIB, SIKi B34-
AM 30pOI0 3aMICTDb IEH3AS UM pisLis, SKi 3arMHYAM
Ha ¢poHTax, sik-or OArexcaHap Tapacenko, CBsitoc-
AaB [Tammucbxmit, Tapac AaBpis, Pycaan MosuaH.
Tpanasiaocs, 10 MUTLI TMHYAM B OKYHaLii i HaBiTH
iCAs 3BiABHEHHS MICT, 60 TOAOAYBAHHS i TSDKKI
YMOBM BIDKVMBAHHS He 3aAMIIAAM IIAHCIB AITHIM AlO-
ASM, SK Lie TpanmuAocs B Byui, oe moMmepaa aaype-
atka npemii Bacuasa Cryca MUCTKMHS BiAAUTOBOI
XBUAI mIicTAecATHUKIB A1060B ITaHueHnko. Taka Be-
AVIKa KOHLEHTpalisl CMepTi B yKpaiHCbKiil 3eMAi
3BiAbHsIAQ 3 TAMOMH KOAEKTMBHOIO HECBIAOMOIO
Hallii HOTY)XHMI apXeTUII KO3aL[TBA, 1[0 MaKCYMaAb-
HO po3KpuBcs B xxuBonuci («Marnpanunk» C. 3axa-
poBa, «Hatopmopr» B. lllepemescpkoro). CBiroBa
reoIOAITMYHA CYCTeMA 3MiHIOETbCS Ha HAIIMX OYaXx,
i MM TBOpMMO icTOpiI0 TYT i 3apas, aAe lie BUMarae
BiA Cy4acHUKIB po3ymiHHs TpaHcdopmaliil B 06-
Pa30TBOPUYiil KOTHITMBHIN MOAITHLIi, A€ MYCUMO Mi-
HSITU CTaBAEHHS AO KOAOHIAABHMX OIOTOAITMYHUX
MaTepHiB CTapOTo CBITY, 11l0 €eHePTeTUYHO BiAIIIAK
B MUHYA€. BuaaBaru Ha-ropa (sx HiOu HiYoro it He cTa-
AOCST) TePEeABOEHHI KOHTEMIIOPapHi IIPOEKTH, He 3Mi-
HIOIOYMCh CYTHICHO 11 paxoBo, He KOperyoun Baac-
He BIAHOIIEHHS A0 iAeHTHiKaLiTHOrO 06pasHOro
BICAOBY, AO pyHAQMEHTAABHOI CBITOTASIAHOI ITapa-
AUTMM Hallii, He € CIIpaBeAAVBMM Ha TAl repoiyHOil
61TBM 3 pamnaMoM. Sk 3ayBaxyBaB M. PacmycceH,
CYYaCHMKU, SIK i CTOAITTS HasaA, 3HAXOASITHCS Y
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TOYLi MepepO3NOAiAy CBITy Ta PMHKIB HOBOI Karli-
TaAiCTMYHOI eKCITaHCil, aAe IpU IIbOMY MUCTEL|TBO
He CTBOPIOE YOTOCh PEBOAIOLIITHOTO Ha KIITAAT aBaH-
rapay nmodarky XX CTOAITTA, TUM He MEHII «MU Ma-
€MO PEBOAIOLIIHUI BUKAMK HUHILIHIA MOCTKOAO-
HiaABHIN CBITOBIN cucTeMi 3 ii Hap3BUYAHOIO He-
piBHICTIO, TOAIAOM CBITY Ha 30HU rpaHUYHOI OiA-
HOCTI Ta HEMIMOBIpHMX 6araTcTB», BIAIOBIAHO «ic-
Hye noTpeba B paAMKAABHIN KPUTULIL aBaHTapAY...
Xoua KpailHi npeTeH3il aBaHrapAy Ta J10ro BOOB-
HMYa KPUTMKA iICHYIOYOTO CBITy BKpail HeoOXiaHi,
MOXXAUBO, OiAbIIIe He TIOTPIOHO CTBOPIOBATHU CBIT €X
nihilo. ToraaicTuyHa nosuiis aBaHrapAy, 10ro Ha-
PLIMCK3M, J10T0 aOCTPAKTHI Ta IyCTi BUKPUTTS MiA-
AATAIOTb KPUTULi», i MyCMMO TIepeyCcBiAOMUTH J10TO
HENPUITHATTS KPUTUKAMY, aAe TaKOXK KPUTUYHO
CTaBUTNCSI AO MAHYBAaHHS KalliTaAy B MMUCTELbKOI
raaysi [15, c¢. 129]. Taka mosuLjiss AOTUYHA AYMKHU
C. XXimkeka Ipo peBOAWOLIIHE MUCTELTBO i MOAi-
THKY, AKi T€X YTBOPIOIOTb OAHY MOHETY, 3HaXOAS-
41Ch 1O pisHM i1 6OKH, i TAK CAMO BOHU HIKOAM He 3y-
CTpPiHYTbCs, 60 MalOTh Pi3Hi COLIOKYABTYpHI TeM-
nopaabHocTi. To, MabyTs, ITeTep Broprep npasuii,
KOHCTATYIOUYM NPOBAaA HEOABAHTAPAHOTIO IMACTilly.
O4eBMAHO, YKPAIHIISIM € CEHC IPUCAYXATUCS AO KPU-
TUYHMUX AYMOK 3aXiAHMX aHAAITHKIB, 30KpeMa A0 I10-
3uuiil Baabrepa MirHoao, sriAHO sIKOI TAOOGaABHUIT
KYABTYPHO-LIMBiAi3aLiIHIII TOPSIAOK Ma€ OYTH «I1AIO-
PaAbHUM, He YHIBepCAaAbHUM», A€ «HalL[iOHAAI3M €



CYYACHE MMCTELITBO

oAHier 3 popm ipeHTudikalii, ika IPOTUCTOITH IO-
MOTeHi3yIounM cuaaMm raobaaisauii. [aobaaisariis
Ma€ ABa OOKM: HAPATUB CY4aCHOCTI 1 AOTiKy KOAO-
HiaabHOCTI. LIi HapaTuBM BUKAMKAIOTh Pi3Hi peak-
1jif; AesIKi OIMCYIOTBCA K AeBecTepHisallid, a iHmi —
SIK AEKOAOHIaAbHICTb. ITocTHaL[ioHaAI3M Ha 3axoai
O3Hayae€ KiHelb HalliOHAAI3MY, TOAL SIK Y HEEBpO-
MeICbKOMY CBiTi (Ha IMOCTPAASIHCBKUX IPOCTOpax
takoxX. — M. I1.) e 03Ha4Ya€ OYaTOK HOBOI €pu,
B SIKill KOHLIeILis HalliOHAAI3MY CAYKUTb AAA BiA-
HOBAEHHS IAEHTUYHOCTEN SIK OCHOBU AEP>KaBHOTO
cyBepeHiTeTy»: «baraTo 4yoro noTpi6bHo 3poburu,
aAe 3pocTaroye rA00aAbHE MOAITUYHE CYCIIIABCTBO
BKas3ye Ha Te, 1110 AeKOAOHIaAbH] omiiii 6yAyTh 3poc-
TaTU B T€OMETPUYHIN Nporpecii i TaKuM 4YMHOM
L€ CIPUSTUME [TepEeNAaHYBaHHIO GiHAABHOTO LIAS-
XY, AO SIKOTO IIPM3BEAM HAC 3aXiAHa LMBiAi3aLis Ta Ko-
AOHiaAbHA MaTpPUILISI BAAAU. SHOBY X TaKl, META Ae-
KOAOHIaABHMX BapiaHTiB IIOASITA€ He B TOMY, 11100 3a-
BOAOAITH, @ B TOMY, 11100 AQT¥ 3pO3yMiTH, 0OMipKy-
BaTM 11 3p0OUTH TaKe rA0DaAbHE MallOyTHE, sike 6iAb-
e He MO)XHA PO3TASIAQTU SIK OAHe rAobasbHe
MaltOyTHE, Y IKOMY € AVIIIE OAVH BapiaHT; 3peLITOl0,
KOAM AOCTYITHUII AMILIE OAVMH BapiaHT, Taka “omuis”
MTOBHICTIO BTpayae ceHe» 2, ¢. 2, 5, 6]. He aniue He-
daxiBui
AEKOAOHIAABHICTD CYyTTEBUM Ba)KeAeM Y MIAPUBi Ko-

€BPOIIENChKi BBaKaTh pluriversal-
AOHIAABHOCTI — MacioHapHa eAiTa MOCTPaAASHCBKUX
KpaiH moaiasie 1o AyMKy. Hanpuxaaa, B Ykpaini ipei
camoipeHTHdiKaLT MOUPUAUCD HA 3AaMi MiA€Hi-
YMIB B KOHTEKCTi 3A00YTTS A€P>KaBHOI HE3AAEXKHO-
cTi, KOAM BIAOYAOCH YCBiAOMAEHHS HalliOHAABHUX
TPaAULi KYABTYPOTBOPYUM MIAIPYHTAM PO3BUTKY
Teopil i npakTuUK. HaToMicTh HEKpUTUYHA YaCTU-
Ha TBOPYOI €AiTU CIpuiiMaAa i cipuiiMae emicre-
MoAoriuHy TpaHchopmalio (B Hayli, MUCTELTBI,
apTkpuTuii) Kpisp KoHuenT global democracy xa-
MiTAaAICTUYHOI CMCTEeMMU SIK HAaCMBHOI'O HACAIAYBaH-
HS1 €EBPOIIOLIEHTPU3MY, apKe YKpaiHa MPsIMY€ Y APYX-
Hi aABAHCH i COI03M 3aXiAHMX IApTHePiB, TOMY 3a-
3BMYall i KOHTEMITOPAPHUIL AOCBiA aAANITYEThCA i ITO-
LIMPIOETHCS rapaHTi€el0 HenpoBiHLinHoCTi. [Tpnyo-
My IIpO 1ieil TeMHMIT OiK €BPOIOLIEHTPU3MY
He NPUITHATO 3TaAyBaTy, i Le € HeOe3[neyHOI
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MaHINyAILi€lo, [0 3arPOKy€e KOAAQIICOM Ha KIITAAT
TOT0, KOAU YKpaiH1li BTpa4aAu iAeHTUYHICTb Yepes Ko-
AOHiIaAbHY ITOAITHKY iMIepchbKoi pycudikaii. Tomy
Tenep MaeMO OYTU BABiYi AOIIMTAMBUMMU, IO3ASIK
6i3Hec-cTpaTarema KariTaAy TeX He BiADi3HAETbCS
IMPOIO0 TYPOOTOIO IIPO AFOACBKE XUTTS Ta MaoyT-
Hiil PO3KBIT iIHAMBIAyaAbHOCTEI Y BUCOKOKYABTYP-
Hill KOAEKTUBHIIT ClIiAbHOTI. BeHuMapKiHr B apT6i3-
Heci poOMTh 3 MUTLSI TOBAp, TOMY IIPMXOBaHa TOP-
TriBASI AIDAMHOIO IIpeKapiaTy Ta il TBopuuMu 3p416H0C-
TAMM (IKMMM TOprye apT6i3Hec i cam MUTELb Ha MiX-
HapOAHMX pOpyMax, CUMIIO3iyMaX, 3aA0BOABHSIOUN
iHTepecu b6araTiiB) MaAoO BiAPi3HSIETBCS Bip cepea-
HBOBIYHOI pabOTOPriBAi, Ha 1O 3BepTaB yBary
i B. MirHoao. TTpo cripaBXHIO CBOOOAY apTBUCAO-
BY KOHTEMIIOPapHMX MUTLiB IIOK/ 3apaHO IOBOPU-
T, OCKIABKM Y TOHUTBI 38 TUM, abu yBiiiTU B TOIIO-
BY KOTOPTY i Matu A06puit 3apo6iTOK Bia MPOAAXKY
rA06aAi30BaHOro apTU3My, HEKPUTUYHUIT MUTELD
3AQTHMIT Ha OYAb-sIKi KOHIOHKTYPHI All, 1[0 BipTiO-
BiAQI0Th MOTpebaM PUHKY, HaBiTh 32 paXyHOK Aec-
KiAlHT'Y, HeXTyBaHHs paxoBUMU KpUTEPIsSIMU ecTe-
TUYHOTO CypXeHHsI. [aobaaizoBaHa apremictema
KOAOHI30BaHa 3aXiAHOI0 KYABTYPiHAYCTPiaAbHOIO
mapapurmMoro. 3a BUCAoBoM B. Arobya, «emicremiy-
HUI arapTeip» MiAKOPUB MPOCTip, 4ac Ta CBIAOMICTb
AAEITIB Bi3yaAbHUX IIPAKTUK FA0OaAI30BaHOTO CBi-
Ty, X04 pabCbKa MICUXOAOTisI HE AO3BOASIE MUTLISIM
cupuitMaTy cebe 30MOOBaHMM HEBIABHMKOM apT-
6i3Hecy, TOMy contemporary-MuUTLi A€KAAPYIOTh
«CcBOOOAY», 5IKa, 110 CYTi, € pertkom. BiamosiaHo,
B yMOBax 60poTbOM 3a Hal[iOHAABHUII CYBEPEHITET
Ta KYABTYPHY iA€HTUYHICTD YKpaiHLIsIM HEOOXiAHO
MIPOBOAVTY HE3aAEXKHY eIliCTEMOAOT{UHY KOPeKIIiio
MUCAEHHsI 11 cBiToOauyeHHs1, 60, 3a Baabrepom Mir-
HOAO, A€KOAOHIaAbHI MUCAEHHS Ta MPAaKTUKU MY-
CATb AOTPUMYBATCS €ITiCTEMOAOTIYHOI HETIOKOPY,
BiAOKpeMAIOI0uM cebe «Bip KOAOHIAABHOI MaTpuLi
3aAAS 3aTBEPA’KEHHS AeKOAOHIaABHMX OILIiN — Bi-
311 )KUTTSI Ta CYCIIIABCTBA, sIKe TOTpebye AEKOAOHI-
AABHUX Cy0’€KTiB, AEKOAOHIAABHOTO 3HAHHS Ta A€-
KOAOHIaABHMX IHCTUTYLI» [2, €. 9]. A Lje 03Havae
AI€BUI CIIPOTMB €BPOLIEHTPUYHYUM KOHLIEILisIM Li1-
BiAizanjii Ta pO3BUMTOK KPUTUYHOTO QHAAITUYHOTO
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MMCAEHHS, CYTHICHOT'O eCTETUYHOTO T04yTTs, be3 mo-
nyaismy i macrinry, T06T0 3Ai0HICTB pO3pi3HATH KO-
AOHIaABHY AOTIKY y IpuBabOAMBii puTOpULI KBa3i-
CYYaCHOCTI, [0 MacKye, 3a M. OyKo, «KOTHITUBHMII
KarmitaAism» i1 «biomoAiTuuHMIT» KOHTpOoAb. Came
ToMYy, HaroAouye Meaica BaitHep, «BpemTi BueHi
MYCSATb 3B€PHYTU yBary Ha MHOXXVHHMII A€KOAOHi-
aabpnumit omip (pluriversal decolonial resistance), 30-
KpeMa B KOHTEKCTi AOKTPUH IA00aABHOTO HeoAibe-
PaAbHOI'O €EKOHOMIYHOTO IIOKY, HECKiHYeHHOI BillHU
Ta oKymauil...» [16, c. 12].

Ta Hapasi, He AMBASTYNCD Ha Te, 10 NTepIla peax-
1iis Ha BiJiHY B YKpaiHi 3 00Ky 0iABIIOCTi MUTLIIB, Ha-
BiTb CepeA aAeNTiB Bi3yaAbHMX IMPAKTUK, BUAMAACS
y CIIOHTaHHe 3BepPHEHHS AO IPU3abyTHX Bip MiAeHi-
yMy 00pa3oTBOpYMX TpapuLiit (maakaTHO-rpadiu-
HOI iHBEKTVBY, MAaAbOBHUYOI eKCIIpecil, CAKpaAbHO-
IO CMMBOAI3MY BMCAOBY), TIOCTYIIOBO 3 IIEPEMOXK-
HuM KoHTpHactynoMm 3CY Ha ¢ppoHTax i mocnaeH-
HSIM AOTIOMOTH 3aXiAHMX apTHePiB y 60poTh6i 3 Bo-
pOroM IIOYMHA€E IIOBEPTATUCSI B MMUCTELTBO
AOMIHYBaHHS FA00aAi30BaHOIO TIOCTHAL[iIOHAABHO-
IO CBITOTASIAY, 11O Hece y co0i ynMaAo Xub HeKpu-
TUYHOTO CIIPUMHATTSA iA€O0AOrii apTPUHKY, AKYy He-
3aAeXHi aHaAiTMKM cBiTY ocTanHi 20 a6o 30 pokis
TAyMauaTh SIK KOAOHi3yIOUy iA€O0AOTiI0 KYABTYPiH-
AycTpil KamiTaAicTMYHOI HeOAIOepaAbHOI cucTeMM
LiiHHOCTeN. BUKpVBAEHUIT €BPOLIEHTPU3M CBIiTO-
CIPUITHATTS Cy4aCHOI0 XYAO>KHBOIO YSIBOIO MUTLIB
MOCTPAASHCHKOTO IIPOCTOPY, Ha AYMKY HM3KM (a-
XiBL|iB, € IPOEKTOM (GYHKLIIOHYBaHHS {HIIOTO MpH-
XOBaHOT'O KOAOHIQaABHOTO IHCTUTYTY;, 1IJ0 PO3IIOBCIO-
AKYE€ ITACUBHY aAaMTallilo 3aXiAHOI MOAeAl, sIKa Ha-
CIIPaBAi € «IPabDKHULIBKUM KOAOHI3YIOYMM LiMBiAi-
3aL[i/IHUM ITIPOEKTOM» YU «AVICUUITAIHAPHOIO IHCTU-
TYLI{THOIO dopmariiero, BIiATIOBiAQABHOIO
3a BIATBOpEHHSI €BPOLIEHTPUYHOI KOCMOAOTi» B CBi-
TOBOMY MacIuTabi, 110 iHTepIpeTye Cy4acHiCThb CIpo-
I[€HVM i 0OMEXXeHUM YHiIBepCaAbHUM KOMIIAEKCOM
cucremu 3HaHb. CKaximo, Bacuap TaTapcbkuit B Mex-
ax nporpamu «Emergency Residencies for artists
from Ukraine» B IToAb11j, 3a mipATpuMky [HCTUTYTY
Apama Minkesnya, LleHTpy cyyacHOro Mucrenrsa
«Ysa3p0BcbkMi 3aMoK», HarlioHaapHOi raaepei
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MMCTeLTBa 3axeHTa Ta LIeHTpy MOABCBHKOI CKYABII-
Typu B OpOHCBKY, BUKOHY€E METAAEBY a0CTPaKTHY
BePTUKaAbHY KOMII0311iif0 «KoAM rapMaTyt MOBYaTb»
(xBiTensn, 2022). 1le TUIIOBUI IPUKAAA TEXHOKpa-
TUYHOTO BUCAOBY OQiIAY’)KOTO AO AIOACBKOI 00AI i1 TOpst
global public art, MoBa sIKOro AMCOHYe 3i cripaBXXHi-
MM KYABTYPHUMU IOTpebaMu A00uM KatacTpodiyu-
HUX 3MiH, 1[J0 TOLIMATyBaAM AOA, OyTTs 11 MOYYTTS
He AMIle YKpaiHIIiB, a i1 BCbOI0 iMBiAi3allillHOTO CBi-
Ty. Ao peui, mip yac raps4oi ¢asu BiitHYM, KOAU BO-
por HamaraBcsi oKyIyBaTu KuiB, 6yAo AMBHO cro-
crepiraty, K KMIBCbKi MUTL]i 32 KOHTEMIIOPApPHOIO
3BMUKOIO NTiapMAMCH Ha BiiiHi, He yCBiAOMAIOIOUN
aMOPAABHOCTI TIOAIOHMX XKeCTiB, KOAM Ha IOYATKY
MMOCTUAM B MePEXXaX HEAOAYTI GOTO 3 TACAOM «a MU
He 60iMOCh» ab0 Ha XBHUAI eridopii Bip 3arposu cmep-
Ti mosyBaau 3i 30poer, pobuau acambAsKi 30poi
i TBOpIB Y MaiicTepHi, 800 KOAU BUKOPUCTOBYBAAMU
TeMaTUKY BillHM AMILIE AASL PEITMHIY HOBOCTBOPe-
HUX Bi3yaAbHMX 00’€KTiB 3 BUKOPMCTAHHIM KaCOK
41 OPOHIKIB, AASI TOITyAsIpU3aLii BAQCHOI TBOPYOCTI
B COLIMepe’KaX, aA’Ke MUTLIi 3BMKAY HECBIAOMO MpH-
CTOCOBYBAT! TBOPYICTb AO PUHKOBOI KOH IOHKTYPU
nmoAiTrekoHOMiYHOTO OGeHuMapKiHry. Lle Te, 110 mpo-
decop Texas State University Po6ept Taaai (Robert
Tally) Bu3HauaB 3BMYKOIO Bip «HaCAiIAKIB raobaaisa-
1jil, 11j0 CTA0Th OiABII BHYTPIIIHHO HEMTOMITHO BXM-
BaHMMU», 00 TaKUI1 BIIAUB HE KOHTPOAIOE «KEPT-
Ba», aA€ «IAMOOKe IOYYTTsI TPUBOTM Ta CTPaxy,
110 IPOHM3Y€ Mi3HbOKAMITAAICTUYHI CyCIiAbCTBa»



CYYACHE MMCTELITBO

€ YMHHUKOM KYABTYPHOI PeAYKLii Ta moupeHHs
y IIONKYABTYPi )KaHpPY >kaxiB, 60 «y CBiTi, Ae peaab-
HiCTh caMa 1o cobi HepeaAbHa, peaAbHa (daHTa3isa
MO>Ke 3aIIPOIIOHYBaTy 3aCO0M YCBiAOMAEHHS LIMX
MIPUXOBAHMX iCTMH», X0U OU SIK YyAepHAL|bKM BOHU
He BriatoBaAuch [17]. TexHOCBIAOMICTD HacIpaBAi
6A0KYe 3MOr'y TAMOO0KOI eMnaTii 1 po3yMiHHS TOAE-
PaHTHOI IOBEAIHKM B TOJ 4ac, KOAM Hallisl, AeMO-
KpaTU4yHa Aep>kaBa IPOXOASTD TSDKKUM iCIIUT, Bip-
CTOIOIOYM IPaBO Ha CyBepeHHe BiAbHe iCHYBaHHS.
HeBumnapKoBo KaHaACbKMIT aHaAiTUK To6i PoAaAo 1me
2017 poKy KOHCTaTyBaB: IPOIpecC y HANPAMKY Cy-
4aCHOTO pallioHaAbHOTO CYCIIIABCTBa € Hebesmey-
HUM, i € Cepiio3Hi MMiACTaBM HE3aAEXKHUM KPUTUKAM
6yTy CTYpOOBAHUMIU Yepe3 MOKAMBICTb IIOBTOPEH-
HS CUTYyalil 3 BUIPaBAYBaHHSAM HayKOBLISIMU 4ep-
roBOi iHBOAIOLIil KYABTYPU «y Cy4aCHUX YMOBAX 3pOC-
TaHHs damusMy Ta aBTopuTapusmy» [18]. Ykpaiu-
1li MalOThb MO>XXAMBICTb OLiHUTY IIPABOTY CKa3aHO-
I0, 5IK i TOUHICTb IIPOTHO3iB iHIIMX aMepUKAHCbKMX
aHaAITUKIB, cepep sikux Benpsxamin bapbep, Asxopax
Pituep uu aBcTpaaincbkuit aHaAiTuk Maugpep Cre-
rep, eKCAUPEKTOp AOCAIAHUIIBKOTO LIeHTPY rA0ba-
Aismy B yHiBepcuteti RMIT, saxuii, nocmaarounuch
Ha Ha3BaHMX BUEHMX, MOIIEpEA’KaB PO HETaTUBHI
HACAIAKM KYABTYPHOT'O TAODAAI3MY IIje Ha IOYATKY
MiAeHiyMy: «Y AOBIOCTPOKOBIil IIepCIeKTMBi Mak-
AOHaAbAM3ALIiS CBITY O3HAYa€ HaB sI3YBaHHS EAVIHUX
CTaHAAPTIB, 5IKi 3aTbMapIOIOTb AIOACBKY TBOPUICTb
i ACTYMaHi3yIOTb CyCIiAbHI BIAHOCMHM», TaK LjMBi-
AizanitHa KyAbTypa TpaHCHOPMYETHCS B TOMOTEH-
Huit McWorld B. Bap6epa, ae «pisHomaHiTHe Hace-
AEHHS CBITY CIIOXXMBA€ M'IKO OAHOPIAHMIT PUHOK. ..
MTOBEPXHEBOI aMePUKaHChKOI MONKYABTYPHU, CTBO-
peHoi B 1950-1960-x pokax, KepoBaHOI €eKCIIaHCio-
HICTCHKMMU KOMepLitHuMy iHTepecamm» [19, c. 71,
73]. Be3yMOBHO, TaKa CUTYyallis BIAMBA€E HAa MUCTEL|-
TBO, 32 BUCAOBOM npodecopa Teppi Cmurta, ribpua-
HUM YTBOPEHHSM «I1pO(pe)rpecuBHOI» CTpaTereMu
contemporary art 3 MIKCYBaHHs eCTETUKY TA0DaAi-
3allii, MOCTKOAOHIaAPHOTO HapaTUBY apTaKTUBi3MY
MOAOAOI reHepaliii Ta peaykuii apremnicremu «deHo-
MEHOAOTI4HOi iHTepmperalii contemporaneity»,
KOAM KAIIIYIOTb AOCBiA MOAEPHi3MY, cloppeaaismy,
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aBaHIapAU3MY Kpi3b €eKOHOMiYHe MMCAEHHS «iKo-
HoMil» (3anporionoBanuit T. CMiTOM TepMiH), 1110 00y-
MOBAIO€ YyAepHaLIbKy cBOO0AY B Mepianisx (freedom
within mediation) [20, c. 34, 235, 264—268]. Brim,
Yap Aoxkinz, Maiika Berikep, Cemroea Maxkinaa, Emma
BatTeaa AoymaH, Atoci MenbAiH Ta iHII He3aAex-
Hi KpUTMKY BOAYAIOTh AABTEPHATIBY €BPOLIEHTPUCT-
CBKill Cy4acHOCT], 1110 KBiTHe B yMOBax GopMyBaH-
HsI TAODaABHOI pUHKOBOI LIMBiAi3aLlii Ta TOCUAEHHS
«HEOAibepaAbHMX | HEOKOHCEPBATUBHUX MPOEKTIB
BIAHOBAEHHS KOAOHIAABHUX BIAHOCUH BAaAM/3Ha-
HHS», B YCBIAOMAEHHI HEOOXIAHOCTI «IIepeoLjiHKM
€eTliCTEeMOAOTIYHOTO PI3HOMAHITTS CBiTY», aA€, Ha XKaAb,
CIIPaB>KHS AEKOAOHIaAbHA MAapaAUTrMa B iHTEAEeKTY-
AABHOMY KYABTYPOTBOPYOMY PYCi Cy4aCHOCTI He Ipe-
BaAIOE€, apKe 11 HiBeawoe «” IMmepcbka mapapurma” —
PEXUM iCTUHM, 11J0 CKOHCTPYIOBAB CII0CO0M, SKUMU
CBIT i CycniAbCTBa Mi3HAIOTHCA i pO3YMiIOThCSA 32 AO-
MIOMOTOI0 KaTeropiii 3HaHb, 3aKAAAEHUX Y Cy4acHMX/
iMIIepCbKMX €BPONENMCbKMX MOBaX, YKOPiHEHMX
y TPelbKill Ta AaTMHCBKIi. [TepcriekTrBa cydyacHoi/
KOAOHIaAbHOI CBITOBOI CICTEMM iHTepIIpeTye 3aXiA-
HY CYYaCHICTb AK LMBiAi3alilflHNI1 KOMIIAEKC, CTBO-
PEHMIT YaCTKOBO Uepe3 EBPOLIEHTPUYHY MOAEAD B3a-
€MOBIAHOCUH BAAAM/3HaHHS, 1[0 BUHUKAA B X VI cTo-
AiTTi. EBPOLIEHTPUYHA CYYaCHICTb TPAKTYETHCA 5K YHi-
BepCaAi30BaHMI LUMBIAI3aL[iIHUI IPOEKT, 1110 LieH-
TPaAi30BaHO 3aAyda€ 3aXiAHi HaBYaAbHI 3aKAaaU
3 HaB'sI3yBaHHIM €BPOLIEHTPUYHUX (OPM Mi3HAHHS
Ta OYyTTSI», HATOMICTb A€KOAOHIQABHUIT AMCKYPC
po3i6’e «MOBYa3Hi [TepeAyMOBY EBPOLIEHTPUYHOI CY-
vyacHocTi» [21, ¢. 78, 79]. [To3uwis ¢axiBust 3 mocTko-
AoHiaApHOI pobaemaTuky M. Beiikepa mocTyaroe
TOAEPaHTHICTb MOAIAOTOBOI EAHOCTi KYABTYPOTBOP-
Y01 MHOXXMHHOCTI HalliOHAABHUX iA€HTUYHOCTE,
3 BUOKPEMAEHHSIM X1O «iMIepChKOl IapaAurMm»,
3axiaHOI 11 cxipHOI Bepciit 3okpeMa. Hapasi ykpaiH-
CbKa KYABTYpa 110306aBuAacs BIAMBY pycudikaril
(ByAnui ckpisp neperiMeHoOBaHi, 0B si3aHi 3 iae0A0-
ri€lo i KYAbTYpOIO OKYIIaHTa MaM SITHUKU — AEMOH-
TOBaHI), aA€ TAKOXX He MYCMMO BTpayaTu KpUTUY-
HOTO MVCAEHHS CTOCOBHO 3aXiAHOI CCTeMM 3HaHb
Ta OCBITH, 11J0 «IIPOAOBXYIOTb 0OCAYTOBYBATH IIPO-
Ljecy KYABTYPHOI KOAOHi3allii K y MeTPOIOAIl, Tak
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i B IOCTKOAOHIAaABHMX HalliOHAABHUMX AeprKaBax»;
60 ToAepaHTHa KOTHillist KYABTYp HaLill i HapoAiB
BJ/IMArae «IAQHeTapHOIO Ta PeAsLifIHOIO PO3YMiH-
Hs CyYaCHOCTI, 1150 BUXOAUTD 32 MeXi 3aXiAHOI Lju-
BiAisauinHol npoexkuii» [15, c. 77-78]. M. Beiikep
3aKAMKa€ 030aBUTHUCS PaLliOHAAI30BAHOTO TEXHO-
KYABTYPHOI'O AOMiHYBaHHS B CBITOTASIAHO-LIMBiAi-
3aliiiHill AyMLi 11 AOCBiAl, TOCTAaBUTH Tip CYMHIB
iICTOPMKO-OHTOAOTIYHI BIAHOCMHM MiXX TeXHiKOIO,
MaTeMaTMKOIO Ta KyAbTypaMu: «...3axip — abo Te,
IO BiA HPOTO 3aAMIINAOCS, — IIPOAHaAi3yBaB CBOE
BAQCHE CTAHOBAEHHSI, TOBEPHYBCS Ha3aa, 1100 Bu-
BUMTU J10TO TIOXOAKEHH Ta TPAEKTOPilo, i mocra-
BUB IliA CYMHiB IpoLieC PO3KAAQAQHHSA CEHCY, KU
BiH mOpoAMB. TIuTaHHs, Ha sIKe e MOTPIOHO BiA-
MOBICTH, TIOASITAE B TOMY, SIKOI0 OyA€ AOAS LIUX Mic-
yesux (indigenous) OHTOAOriN i MPaKTUK Y IPOTU-
CTOSIHHI Cy4aCHMM TEXHOAOTiAIM, sKi € peaaisali-
€10 HaTypaAiamy? A6o ui “npakTuxu”’ 3paTHI TaK
TpaHcOpMyBaTH CyyacCHy TEXHIKY, 1[00 BOHa Ha-
6yAa HOBOTO HaNpsIMy PO3BUTKY, HOBOTO CIIOCOOY
icHyBaHH:?», a BIATIOBiAl MyCUMO LIYKaTH 3a MeX-
aMy KOAOHiaAi3My 11 By3bKOI0 eTHOLIEHTpU3MY [13,
c. 1-3]. OTXe, MOAOAAHHS KOAOHIAABHOI KOAEK-
TUBHOI CBiAOMOCTi He Ma€ 3aLMKAIOBATHCS BUKAIOY-
HO Ha KYAbTMBYBaHHI MUHYAUX TPaAULlill, aAe, 1O-
Ba)Kal04M liell AOCBiA, IPOAOBXKYBATU €BOAIOLi-
HUI PyX 3a LIMKAAMM 4acOBOI cCIlipaaAi, Biapaoun
HaAe)XHe eKCTaTUYHOMY YyTT€EBO-eMIaTiIHOMY CBi-
TOCHPUIHATTIO LjiAiCHOI CBIAOMOCTi HaljiOHaAbHOI
iAeHTMYHOCTI, 60 «CaMOYCBiAOMAEHHS Cy4aCHOIO
BiKy Ta rereMoHist 3axoAy (KyAbTypHa/Marepiaab-
Ha/OHTOAOTiYHa/KOCMOAOT{UHA) IPYHTYBAaAUCS
Ha CTPYKTYypi MeTadisMYHOIO AyaAiamy, 1O BiA-
OKPEMAIOBaAa MPUPOAY Bip KYABTYPU Ta TEXHIKY
BiA mpupoAM», TOAL SIK «TeXHiuHe pi3HOMaHITTSA
B3A€EMOIIOB sI3aHe 3 PI3HOMAHITTAM KYABTYDH, sIKE
PO3yMIETbCSI MHOKMHHICTIO CITOCOOIB Mi3HaHHS
1 OYTTS AIDAVHY»; TOX BIAIIOBIAL ycix Hawijt Ha KAaac-
Tep «OHTOAOTIYHMX T4 KOCMOAOTIYHUX MUTAaHb...
3AATHI YSICHUTU 1 pO3KPUTUKYBATU OMaHAVBO-pe-
AYKTUBHI Ta HEXXUTTE3AATHI TEXHOMaTeMaTUYHO
CTBOPEHI CBiTH, B AKMX MM KUBEMO Y ABAALISITD Iep-
IIOMY CTOAiTTI» [13, c. 1-3].
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Tomy ykpaiHlli, sIKi AO BilIHM He 3aMMUCAIOBAAMCh
HAA KPUTUYHUM CIIPUIHSITTSM FA00OaAi30BaHOrO Bi-
3yaAbHOTI'O KOHTEHTY apTPUHKY, L0 TIPOAYKYE CUCTe-
Ma MDKHapOAHMX Oi€HaAe, TpMEHaA€, BIAOMMX ayKLii-
OHHUX OYAMHKIB Ta {HIIMX KYABTYPIiHAYCTpiaAbHUX
dbopyMmiB Ta aK1ii1, Ha KIITAAT AKeHTpudikaiii, came
Telep MalOTh 3aAYMATUCS Hap KOMIIA€KCOM ITUTaHb
CIIPaB>XHbOI AEKOAOHIAABHOI TIpOrpamu, abu yHUK-
HYTU KyABTYPHOT'O KOAQIICY Pa3OM 3i 3racarouolo 3a-
XiAHOIO TPAEKTOPI€I0 KYABTYPOTBOPEHHSI, HATOMiCThb
3aIpONOHYBATY BAACHUII BapiaHT MMCTELbKOTO PO3-
BUTKY Y CIIABHOMY 3araAbHOEBPOIIEICBKOMY Mait0yT-
HbOMY, A€ iael AiHIIHOrO mporpecy TeXHOKYAbTYpHU
3MiHUTD TPAHCLIEHAEHTHA EAHICTD Pi3HMX KYABTYP-
HO-LMBiAi3aL[ifIHUX TpaauLiil. 3axiAHi aHAAITMKY Ha-
raAyIoTh, i cepea HUX OpUTaHChKA MUCTELITBO3HABK-
1 AraHa €AiHeK, 110 apT-iCTUHY AMCKPEAUTYBAAU
Bi3yaAbHi AM3alIH-TIPAKTUKM, KOAM MUCTELITBO IO-
€eAHaAocs 3 Au3ariHoM Bayxaysa, ToMy Terep TBOp-
4icTb 0OMeXKeHa CTBOPEHHSIM peyveil CIIPOIIEHOro
MIOIYAICTCHKOTO CEHCY, sIK BUMAarae HeoAibepaaism,
Ta [MOCTA€E MUTAHHS «AASI 4YOTO IOTPiOHE MuCTeL|-
TBO?», aA’Ke «PAaAMKAABHUI MOTEHIIiaA MUCTELTBA
TIOASITA€ B IOTO 3AQTHOCTi apTUKYAIOBATY Ta BTiAlO-
BaTy TOHKE I CKAQAHE, 110 € QHTUTE3010 OYAb-SIKUM
bopmam TOTaAI3YI0HOTO AMCKYPCY, UM TO KaIiTaAi3M,
HeoAibepaai3Mm, darnam, KOMyHi3M Yy BOMOBHUYMIA
peairinaumit panarusm» [22, c. 162—-163]. Tomy iH-
BekTMBHMIT TpOoeKT Oaera Kyaika «Beanxa matu»
€ anire pannHomw global public art Hekpobiomnoai-
TUYHII iMnepii KyAbTYpiHAYCTpiaabHOTO GeHYMap-
KiHry. fIk sayBakyBaBs po3scTpiasHuit 1938 poxy bo-
puc ITMABHSIK, «OperyTs yci: i KomyHicTy, i 6yp>xya»,
aAe y 4ac, KOAY TpuBa€ OesnpelieAeHTHa repoiyHa 60-
poTbba yKpaiHLIiB, IKi TBOPSTb HOBUIT CYYaCHUI €110C
Ta icTopito MatbyTHBOrO CBIiTY (60 B «YKpaiHu € Te,
Ha L0 POCIsIHM He 3AaTHI — BippaBatu cebe 3apaau
CBOTO HapoAy», — mipkpecatoBas IOpiit ByTycos),
MIAHATY YKpaIHCTBOM Te3Y IIPO BaKAMBICTb 30epe-
JKEHH: KYABTYPHOI iA€HTMYHOCTI Hallil, KOTpY HaIle-
pebilt BUTOAOIIYIOTD Y MAaTPIOTUYHOMY 3amaAi MUTL
YCiX HaIPSIMKIB, KOJKHUIA 3 IKUX PO3yMie ii ceHc 1o-
CBOEMY, MYCMMO PO3YMIiTM BCi HIOAHCU aAAOAOKCIL
SIK mAMiHM GyHAQMEHTaAbHMX NMOHATb. OCo6AMBO
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Ternep, KOAM 3axip HaMaraeTbCsl AOTIOMOTTHU yKpa-
THLSAM BiACTOATU A€P>KaBHUIL CYBEpEHITeT i éBpo-
IeJICbKi AeMOKPATMUYHI LIiIHHOCTI.

To>X, 3 0AHOT0 OOKY, MMTAaHHs HALliOHAABHOI iAeH-
TUYHOCTi B YMOBAaX BiifHM CTa€ TOAOBHMM 3aBAQHHAM
YKpalHChKOTro 00pa30TBOPEHHS, IPUHAMHI Lje TiA-
kpecauB Ocran [latuka mip yac BiAKpUTTS mepco-
HaAbHOI BUcTaBKM «Ha 3axucTi ipeHTnyHoCTI. BeAuk-
AeHb!» y KBiTHI 2022 poKy. 3 iHIIIOro 60Ky, AOBOEHHA
AOTiKa pO3BUTKY KOHTEMIIOpapHOI Bepcil raobaaiso-
BaHOT'0 apPTM3MY TAaKOX He 3AA€TbCS i IPOAOBIKYE Hi-
BEAIOBATY HalliOHAAbHY iA€HTUYHICTb, IO3a5K «AO-
MiHyI04a iaeoAoris Haoro yacy, raobaaism, sakap-
6yBaB y CBiAOMOCTi 6araTboX AIOA€il y BCbOMY CBiTi
HeoAibepaAbHe po3yMiHHS rAobaaisaliii, sike, y CBOO
Yepry, MATPUMYETBCS i CTBEPAXKYETBCSA MOTYKHUMMU
MOAITUYHMMMY iIHCTUTYTaMU Ta €KOHOMIYHMMU KOP-
nopauismu» [19, c. 113]. AuxoTomito mATBEPAXYE
npoekT I1. MakoBa, 1110 OYB pe3eHTOBaHNIT HABECHI
2022 poky Ha 59-i1 BeHewiiicpkin OieHase, Ae KyAb-
TYPiHAYCTPisl YKpIIIAIO€ BAACHI iHTepecu 3aBAAKU
«3CYBY B KYABTYPHOMY BMPOOHMI|TBI, 1[0 TPUBAE
Bia public art, community art Ta relational aesthetics
1980-1990-x pokiB Ao mi3Himoro art activism, social
practice art ta socially engaged art (couiaabHo 3aay-
yenoro mucrerrsa) 2000-x pokiB», 1[0 BiATIOBiAa€
«COLIiAABHUM, HOAITMYHMM J1 €KOHOMIYHMM YMOBaM
npekapusaii» nocrdopaismy [23, c. 8]. Popmaasp-
Ha AOTiKa KypaTopiB ITPOCTa: Y Yac, KOAM KpaiHa-Te-
POPUCT HAMAra€eThCs 3iTePTU 3 AULS 3eMAi caM cIo-
MUH PO YKpaiHy Ta ii FpOMaAsiH, KOAY 3a1iepedy€eTh-
cs1 GaKT iCHYBaHHSI KYABTYPU YKPAIHCbKOTI'O HAPOAY,
AIVICHO Ba)KAMBO IIPE3eHTYBAT! BiTUM3HIHY KYABTY-
PY 11 MUCTeL|TBO Ha Mi>KHapOAHii1 apeHi. [IpoTe KoH-
pent ITaBAa MakoBa, BpaXoBYIO4M PAMKOBY iA€to Oi-
eHaAe Kyparopku Yeuiaii AaemaHi «MOAOKO CHiB»,
Bi3yaAisye akBampoekT (3apymanuii e 1995 poky)
«ODoHTaH BUCHa)KeHHs. Brcoka Bopa», aKyMyAIOIO-
4y B KIHETUUHY CTPYKTYPY AECATKI METAA€BUX AilTOK
(Ha KIITAAT TOTO, SIK HA TYYHUX BedipKaX HAAMBAIOTb
IIAMITaHCbKe B OOKAAH, 11J0 YTBOPIOIOTh TPUKYTHMI
6araTopiBHeBMII 3iKKypaT), A€ 3a1ac BOAM, AOCSITa0-
41 MAIPYHTA MipaMiAHM, 3aKiHUYy€eTbCs AMIIe KiAbKOMA
KpanasaMu. PosyM TAyMaunTb Bisyaaisallito pisHuMu
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iHTeAexTyaabHUMM [A0AsIMU. TTpOTE LisT CIIEKYASILIS
HAaBKOAO OCOOMCTICHOTO /1 KOAEKTMBHOTO, COLIiaAb-
HO-TIOAITMYHOTO 11 KYABTYPHOTO KOHTEKCTiB € Iac-
TUIIEM, AAAEKUM BiA KYABTYpHOI ipeHTUdiKaLii Ha-
wii Takox. Miit koaera Oaekciit boceHko cBoro yacy
YKOPCTKO pearyBaB Ha MoAiOHI 6eHUMapKiHT-IPO€eK-
T, 1[I0 HE MAIOTh BiAHOIIIEHHS AO MUCTEL[TBA, IOsIC-
HIOI0YY 1T03uLiito Ha KoHdepeHyii ITICM HAMY ao-
MOBiAAIO «BUICHa)KeHH», TOAOBHI ipel AKoI yBilAn
B MoHorpadio «OcTaHHiit yac»'.

Tum yacom Ha XBUAI AeKOAOHi3aLlii Teopiit i mpak-
TUK Ta IIEPEOCMMICAEHHS 3arapOHMIIbKOI CyTi paumc-
TiB-OKYIaHTiB €BPOMEChbKi My3el 3MiHIOIOTb aTpuby-
11i}0 TBOPiB BCECBITHbO BIAOMMX MUTLB. JK ITOBiAO-
masiaa «The Guardian», HauionaabHa raaepest AoH-
AOHa 3MiHMAQ aTpuby1ito cepil 3aMaAbOBOK ITACTEA-
A0 YKPaiHCHKVX TaHLiBHUI[b Y €THIYHMX KOCTIOMAX,
BruKOHaHMX Earapom Aera, 3 «PociiicbKi TaHIiBHMLII»
Ha «Ukrainian Dancers» (1899) [24]. TTpeccekpeTap
rasepei HarOAOCHB, II0 HalIMEHYBAaHHS YTOYHIOBa-
AV 0araTo pOKiB i AMile 3apas IiA BIIAUBOM BOEHHUX
MOAiV1 3MiHMAM Ha3BY )KaHPOBOTO CIOXKETY, Ae Aera,
HATXHEHUI BUCTYIIOM YKPalHCHKOTro GOABKAOPHOTO
KoAeKTUBY B ITapuki, 300pasuB HanpukiHii TBOp-
YOTO JKUTTS XapaKTePHO-AVHAMIYHUII AyX TOTIaKa.

Toxx Bip MiAeHiyMy 60pOTb0a 32 KOHTPOAD HaA 3Ha-
HHSIM TOYMTBCS HE AMILE B IyMaHiTapHuX cdepax,
B MMCTELTBI I KpUTULi nepeayciMm. biapiie Toro,
y replib BKAIOUMANCD ITOAITTEXHOAOTI, paxoBa oCBi-
Ta, 1[0 TPMMAIOTBCS CTAHAAPTY Iije A0Ou PeHecaHcy,
KOAV 3HaHHS HAAQBaAO IpaBo Aipupysaru. Tomy Te-
Tep, y 4ac repoiyHOro CIpOTUBY HaBaAi pallNCTiB,
BB@)KAETHCS MPECTVDKHYMM eKCIIOHYBAaTUCS YKpaiH-
LisSIM Ha BUCTaBKax B raaepesix €C, 3okpema B bepaini
(BucraBka «The Captured House» B ApT-LieHTpi Alte
Miinze), y Benewii (Bucraska «1e YkpaiHa: 3axuiiazo-
41 cBo60AY» B Ckyoaa I'panae aeana Misepikopais),

' «Koaucp paBHO Xya0KHUK [TaBAo MakoB cTBOpUB HOHTaH

“BucHaxxenHs”...» (TTocaeanee Bpemst. K.: @enixe, 2021. 4. 1, C. 322);
«”fxio B Tebe € GOHTAH — 3aTKHM 110T0...", | MO>KHa CyTO ecTe-
TUYHO “HACOAOAXYBATUCA LI€I0 MOE3i€10, aAe TOAOBHE — piliryye
BCe OAHO, SIK Lie HasuBaeTbcs» (ITocaepnee Bpems. K.: Denixc, 2021.

4. 2. C. 214).
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a Takox [Tapmxi, AmcTteppami, [Tpasi, Kpakosi... Mix
TUM, 3ayBa)KYIOTb He3aA€KHI aHAAITUKI, «CbOTOAHI
TOAOBHOIO METOIO AeBeCTepHisaliil € He TPOCTO Ha-
3AOTHATH, 2 HA3AOTHATU TA PYXaTUCS B {HIIOMY Ha-
MpPsIMKY», TUM T1aye, IO TaAy3b COLIOKYABTYPHOTO
3HAHHS HAATO PeIPeCOBaHA «ABUTYHOM IPOMAACHKOI
AYMKH, SIKUM € 3MI», KOoTpi podaHy0Th KEPOBAHY
«KOTHITMBHMM KaIliTaAi3MOM» AeBeCTepHi3alliio, Io-
AI6HO AO TOTO 5IK «B He-3aXiAHOMY CBiTi Mi mpo Ha-
YKOBe 3HaHH: AOCi 30€piraeTbcst KOBAPOIO Oe3rexy,
SIKY BUKOPUCTOBYIOTb AASI BHYTPILIHbOI KOAOHIi3a-
uii» [2, c. 49]. A6o 3a Bupasom A. KiocceBa, «camo-
KOAOHI3allii», SIKOI HeOOXiAHO HaiicKopille 1030y-
THCH, SIKIIO Hallisl )KaAa€e CIIPAaBKHbOTO «CaMO-iAeH-
TrdiKaLiTHOT0» PO3BOI0, PO3yMilouy, 1[0 MUCTELl-
TBO, I'YMaHiTapHi HayKy He MOBMHHI 00CAyroByBaTH
npobaemu 6iomoAiTHKY, Oi3Hecy it BAaAK, 60 MalOTh
BAACHi BHYTPIillIHi YMHHMUKM pO3BUTKY. HeBumnapko-
BO [TOKa30BMM CTaB (HaKT CIIOHTAHHOI aKTUBALlii ITpo-
Liecy A€KOAOHi3allii Cy0 eKTUBHOI ysIBM YKPAIHCBKMX
MUTLIB B TPAridyHy MUTb 24 AIOTOTO: KOAY AIOAVHA 3a-
AMIIAETHCS cCaM-Ha-caM 3 borom i Baauero 6yt xu-
BUM, TO AQAl IpaLoe i poOUTb Te, 110 BMi€ HalKpa-
1ie, abu BunpaBAaTu 30epexxeHe XXUTTsL GaxoBUMU
AlsiMM, i 1110 AO PMHKOBOI KOH'IOHKTYPM He Ma€ Hisi-
KOTo cTOCYHKY. Toal, HiOu B MuTb CrparuHoro Cyay,
3’SIBUAUCS 11Pi 00pa3oTBOPYi CIIOBIAI y MaAsIpCTBI
¥ rpadilyi, yKUTKOBOMY MUCTELITBI, BIAHOBMAACS AO-
MiHaHTa Hal[iOHAABHOI iA€HTU]IKALI] SIK Yy TTEBO-AY-
XOBOTO CBiTOCIIPUITHSATTS, @ KOHTEMIIOPAPHUIT AUKTAT
¢dbeHomeHOAOTI peyi MOTbMHIB, 60 B CTPECOBY MUTh
MPeBAAIOE BIAUYTTS CAaKpPaAbHOI CYTHOCTI AFOACBKO-
ro OyTTs Ta CMA EAHAHHS 3 HaLli€l0 Y CIPOTUBI Kpai-
Hi-Tepopucry, o BunHse y XXI cToAiTTi >kax reHo-
uuAy. I Axio icTopis 3MiHI0€ Ha HalIMX OYaX MaIry
reOIOAITMYHOrO CBITOMOPSIAKY, Yac TpaHchopmariil
HACTAE i AASI MUTLIB, AASI IX TIPUCKINAMBOI poboTHr
Ta OHOBAEHHSI KDUTUYHOI CBIAOMOCTIi 3 IOBEepHeH-
HSM iMITepaTVBiB €CTETUYHOTO CYA’KEHHSI. 3aAMIIIa-
TUCA YKPAIHCbKMM MUTLSIM B IIOAi TOTaAITapHOI YHi-
BepcaabHocTi global public art 3HaunTH HOBEPHYTHCS
AO 3acTapinoi (II0CT)KOAOHIAABPHOI KOTHILi cucTeM
dopmanbroro mucaents «Global Decolonization»,
THM IIa4e €EAHICTb PO3KPMBAETbCS B MHOKMHHOCTI
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CBITOTASIAHO-KYABTYPOTBOPYMX BUCAOBIB, a He B iX yHi-
¢ikauii Ha KIITAAT «CEpPEAHBOI TEMIIEPATYPU MO Ai-
KapHi». A «KOAM ITOCTKOAOHIaABHi Teopii cipaBai
MIPETEHAYIOTDb Ha TAODAABHICTh, 200 YHIBEPCAABHICTD,
TO Lje MOXXE CTaTy NPOOAEMATUYHIM» Yepe3 «iMIep-
CBKUIT AM3aiTH» TA00aAi3My; BaabTep MirHoAo BUKpu-
Ba€ MAMiHY TOHATD, MIAKPECAIOI0YH, 1110 3 PO3IIAAOM
CPCP ue Mir 6yTy CripaBAi OKpeMMIt IASIX AEKOAO-
Hi3auii HeoAibepaAbHOI AeMOKparii i 3HaHb, a He Oa-
HaAbHe «BUTI'HAHHS KOAOHi3aTopa 3 TepUTOpii Ta Bia-
OKDPEMAEHHSI Bip KOAOHIaABHOI MAaTPULI BAAAU» [2, C.
53-58]; «modernity i postmodernity Tako)X MOXyTb
OyTy HeOe3MeYHNMIL. <...> A Te, 1110 IIPOIIOHYE AYXO-
BHUII BapiaHT, — Lje BHECOK y BIAKPUTTS OOPIiB KUT-
T4, 1110 OYAM B 3apy4YHMKaX (TOOTO KOAOHI30BaHMMMU)
Y CY4acHOCTI, y KamiTaai3mi Ta Bipi B nepeBary 3a-
xipHoI 1MBiAi3anii» [2, c. 62]. Y HOBOMY X CBiTOBO-
MY IOPAAKY MUPHI CBiTM MalOTh CIiBiCHYBaTH y pi3-
HOMaHITTI emicrem, Ae He OyAe WTY4YHOI yHidikawil
TiA MeBHi naTepHu. IHakie KaXXyun, «AeKOAOHIaAb-
HICTb O3HAa4a€ aHAAITMYHE PO3KPUTTS AOTiKM KOAOHi-
AABHOCTI Ta IIEPCIIEKTYBHE 3aBAQHHS 3p00OMTH BAAC-
HUI1 BHECOK Y IOOYAOBY CBITY, B SIKOMY CIIiBiCHyBaTH-
MyTb 6araro cBiTiB» (2, . 53, 54], e 6yAe BHECKOM
B CIIpaBy «AeiMmepiaaizanii», 3a Bupaszom Kuan-Hsing
Chen, aBropa MmoHorpadii «Asia as Method: Toward
Deimperialization» (Durham: Duke University Press,
2010). o cTocyeTbcs YKpaiHu SIK YaCTMHY €BPOIIEt-
CbKOI KYABTYPHU, TO aKLIeHT MyCHMO POOUTH He Ha re-
OKYABTYPHIill «IIpOCTOPOBil1» BiAMIiHHOCTi, a Ha 1O-
BHOTI @0COAIOTHOIO Yacy KyABTYPOTBOPEHHS 11 00-
Pa30TBOPEHHS, Ae yBary CKOHLIEeHTPOBAHO Ha 3aMiHi
AECKIAIHT'Y iHCTpyMeHTaAi3allii TBOPYOIro MUCAEHHA
iMIepaT#BaMy TPAHCLIEHAEHTAAbHOI eCTETUKMY, Uy T-
TEBO-€KCTATMYHUM ITi3HaHHSIM a0COAIOTHOI Kpaci.
Bo anure 3a Takux ymoB, BBakas lanc Teopr Tapa-
Mep, TAEMHUIISI eCTETUIHOTO AOCBIAY AO3BOASIE Kpi3b
3araAbHe BiAUYTM iHAMBiAyaAbHe, IO3asK iCTOpUY-
Ha CBiAOMICTb MUTLIS TTIEpETIAETEHA 3 AYXOBHUM AO-
cBipAOM, 60 caMe AyX yTpUMYe Hac B LjiaicHOCTI icHy-
BaHHS MMHYAOTO i1 MailOyTHbOTO, AO3BOASIIOUM PO-
3yMiTi peHOMEH Cy4acHOTO MUCTELTBA CKAAAOBOIO
cyTHOCTI MHeMocCiHM, My3u Tam’sITi i AyXOBHOI CBO-
OOAM €KCIIEPVIMEHTYBAHb.
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BucnoBku. Biltna B YkpaiHi 3aroctpuaa akTyaAb-
HICTh MUTAHHS HAL[iOHAABHOI iAEHTUYHOCTI SIK eK-
3MCTEHLIINTHOTO 30epesKeHHsI KOAY YKPaiHCTBA, sIK re-
HETUYHOTO AJKePeAa BMCOKOAYXOBHOI CMCTeMH 1iH-
HOCTeM, IA€KAHOI TPaAULIIIHOO KYABTYPOIO IIPOT:-
roM TUCSIYOAITE. HOBITHA icTOpisl AOBeaa: BTpara
KYABTYPOIO Hallil AYXOBHOTO AOCBiAy IIepeTBOPIOE ii
Ha MaHKYPTa, 103a4K AeTPaHCLIeHAeHTaAi3aLis cBi-
AOMOCTi IPU3BOAUTD AO 3HUKHEHHS BHYTPillIHbOTO
BiAUYTTS KOPiHHSA POAY, 1110 3aTPOXKY€E BTPATOIO AO-
AAHOCTi. MICTeLTBO BiAA3€PKAAIOE MAHITYyASTUB-
Hi Ail iAeoAOTiiT iMIIepcbKOro HapaTuBy, IO 3axia,
CUCTEMHO HaB's13yBaB LiuBiAizauii Bia XVI cropivus.
CyyacHa 60poTb0a 3 3aXiAHMM iMIIEPCBKMM HapaTu-
BOM, [IOCUAEHA TA0DaAi3aLlier0 M>KHapOAHOTO Oi3He-
Cy B LJApMHi KYABTYPU Pa30M 3 PMHKOBOIO €KOHOMi-
KOI0, IIPOTIOHYE A€KOAOHIaAbHMII AMCKYPC, €A€MEeH-
TOM 5IKOTO € aHaaiTmyHa Kputuka global public art
B [TIOCTPAASHCBKMX IPOCTOPAX, KOTPa BUKPUBAE NPU-
XOBaHy CIIOPIAHEHICTb MeXaHi3MiB Ail KOAOHIaAbHMX
raTepHiB KOHTeMIIOpapHOI BecTepHi3allii Ta mpomna-
raHAMCTCHKOI MalIHu «pycudikanii», i KoXHa 3 Tux
BePCill € pYIHIBHOIO AASL iaeHTUdIKaLiTHOrO camMo-
BM3HAYeHHs Hallil, iIHAMBiAyaAbHOI MUCTELbKOI CBi-
aAomocTi 3okpema. Tox B XXI cToairTi y cBiTi akTy-
aAisyBaAuCs pyXu AeBeCTepHisalil Ta AeKOAOHi3aLii
Ha IIpaBax eMiCTeMiYHOIo OMOPYy MaHiNyAATMBHUM
CTpATerisiM IeONOAITMYHMX TEXHOAOTIN TpaHCHALi-
OHAABHOTO KariTaAy. PO3yMiHHA MOHATTA «4acy»,
1110 HOpPMYE XPOHOIOAITHKY CYCIIABCTBA CIIOXKMBAH-
Hsl, BUKPMBAE NPOTrPeCUCTCbKUI HApPATUB, A€ TPAAU-
LIIIHUI AOCBIA icTOpii HapOAiB i HaLjill BBaXKaBCsl Ie-
PEXUTKOM MMHYAOTO, He BApTMM yBaru Cy4JacHMKa.
Xoua 1je HanpuKiHLi XX CTOAITTS AeBecTepHisallist
Ta AEKOAOHI3aLlisl 3 MO3ULIiN AiBMX i IpaBUX BipllO-
Bipae 3anuUTy Aep>KaBHUX AEMOKDPAaTUYHUX CUCTEM
B YMOBaX eKOHOMIYHOI ra06aai3aliii, 1110 yKpilA0Tb-
Cs 32 paXyHOK KOAOHIaAbHOTO BIIAMBY BAAAM Ha CBi-
AOMICTb M'SIKOIO CYIAOKO KYABTYPH, BTiM, p036iXKHICTh
Pi3HMX TAyMaueHb Mi3HbOKAIiTaAiCTUYHOI cTpaTare-
MM pi3HMMM KpaiHaMy, HallisIMU, COLjiaAbHUMMU CTpa-
TaMM IIOCUAIOE TiCTepesnc CUCTeM BAAAM 11 3HAHHSL.
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IIpuyomy, KOAM MOAEPHi3alLlil0 OTOTOXXHIOIOTD i3 3a-
XiaAHMM cr10co60M KOMbOPTHOTO OYTTsI, TEXHOKpa-
TUYHMI KOMOPT iCHYBaHHS aBTOMATHYHO He CIIpU-
s1€ PO3BUTKY iA€HTMYHOCTI Haljil AK LjiAicHOro opra-
HizMy. 3axiaHa KoMoAMdiKoBaHa mapasurma Koaar-
Cy€e B MUTb BiAMOBMU BiA TPAHCLIEHAEHTHOTI'O CEHCY
LMBIiAI3aLiIHOTO PO3BUTKY, aAXKe Mal0yTHE KYAb-
Typ 0OMeXeHe ycepeAHEHUMI paMKaMy 1 IITYYHO
HaB's3aHMMM YMOBaMM, Y/MM 3AOBXIBA€E PMHKOBA
ipeoAorist 6eHYMapKiHTy, MPUIIENAIYM KYABTYPI
/1 MUCTELITBY €KOHOMIUHMI crioci6b GyHKLioOHYBaH-
HA. CripaBKHS A€KOAOHIi3allisl He Ipormarye BiaXia
BiA MOAepHi3alil sSIK BAOCKOHAAEHHS 3aXiAHOTO OyT-
T51, @ CKOpille pOOUTDb CTABKY Ha PiBeHb PO3BUTKY,
A€ KamiTaAiCTYHMIT PUHOK He Oyae HaB sI3AMBO TO-
TAaABHUM, ase OYAe KOHTPOAIOBATICS 3 OOKY AeMO-
KPaTUYHOTO CYCIiAbCTBA, A€ 00Pa30TBOPEHHS CTa-
He BiAbHMM BiA PMHKOBOI'O €KOHOMIYHOIO AMKTa-
TY, BiAAQIOUM [lepeBary TpaHCLeHAEHTaAbHill ecTe-
TULI 1 CYA’KEHHIO, 1110 aKTyaAi3ye B AIOAVHI BUCOKi
Mo4yTTA i mparHeHHs. To>X KOpeKTHa AeBeCTepHi-
3allis akTUBYe camoipeHTUdiKaLiiHI/iHAUTeHi3a-
LIilfHi IpoLjecy HalliOHAaABHOTO PYXY, A€ AYXOBHa
CKAAAOBA € BM3HAYAaABHOIO, TAKOI0, IIJ0 IIPEBAAIOE
Hap iHCTPYMEHTAAbHOIO CBiAOMICTIO TEXHOKPaTUU-
HOI MaTpuli KyABTYpOoTBOpeHHs. ToAl «pAeBecTep-
Hi3allis cTae KiHLleM AOBTOI icTOpil 3axipAHOI rere-
MOHII Ta pacoBoi rA00aABHOI AUCKpUMIiHALD» [2, C.
48]; a AeKOAOHI3aLlisI POSIBASIE CIIPABAI HE3aA€XK-
HII PO3BUTOK KYABTYP i MUCTELITB Hallill, 3BiAbHA-
1041 Bip PeAYKOBaHMX PMHKOBMX KAillle BHYTPillIHIO
CBITOTASIAHY YHIKaABHICTb. 3a TaKMX yMOB 3aIpa-
LIIOI0Th «CaMOOYTHI icTOPil, KYABTYPHI AOCATHEHHS
Ta YHiKaAbHA 4yJMHICTb; BOAHOYAC 3HUKHYTb KOHO-
Tallii HeMOBHOLIIHHOCTI, 3aAMIIKOBI BIAUYTTS MiAITIO-
PSAAKOBAHOCTI» [2, €. 49], TOAIL sIK TOBara A0 Tpapu-
i/l TPOSIBUTHCS «He CIIPOOaMM MOBEPHYTU MUHY-
Ae, aAe IIParHeHHSM BIIMCATU MUHYA€ B CbOTOAEHHS
i1 MaitOyTHE», apAXKe CYD €KTVMBHE MMUCAEHHS 3BiAb-
HUTBCS Bip 0IOMOAITMYHOrO KOHTPOAIO 11 YIIpaB-
AlHHSI KOAOHIaABHOIO MaTpuLelo, y chepi aprermic-
TeMU 30KpeMa.
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Maryna Protas. Decolonial discourse and global public art under Ukrainian conditions

Abstract. In the paper, the author attempts to prove the urgency of rethinking the idea of decolonial identity in contemporary Ukrainian art.
Adherents of Western theories of decolonialism and the indigenous movement expose the dark side of unified global public art, which regresses,
ignoring the archetypal features of the traditions of mental and spiritual experience of ethnic groups. The conscious identity of the artistic vision as-
sociated with the empathic-transcendental worldview of the nation is evolving through aesthetic judgment, whereas, instead, the market art epis-
teme of globalized contemporary experience, as a form of benchmarking borrowed from economics, harms national cultures and civilizational de-
velopment, provoking substantial degradation and professional deskilling. To overcome the current crisis of cultural creation, artistic conscious-
ness must distinguish regressive paradigms and resist the cultural-industrial strategies of global marketing of Eurocentrism, guaranteeing the di-
verse flourishing of national / regional cultures in a single family of civilizational polylogue.

Keywords: contemporary art; global public art; dewesternizaton; decolonization; eurocentrism; indigenism.
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Amoranis. Y cTarTi HOpyuIeHi muTaHHs Cy6'€KTHOCTI YKPaiHCHKOTO MMCTELTBA i KYABTYPM, 30KpeMa B il TEOPeTUIHOMY il TIpaK-
TUYHOMY aCreKTax, 1[0 OyAa HampalboBaHa MUCTELbKIUMI IIPOEKTAMM YKPAiHChKMX aBTOPIB, PeaAi30BaHMMM 32 KOPAOHOM IiA vac Bi-
JIHU B paMKax MPeACTaBHULbKMX apTdopyMis Ta BuctaBok Manifesta 14, Ars Electronica, EDAF. Metoto cTarTi € bopmyBaHHs 3apAst
CYYaCHOTO KYABTYPOTBOPEHH: TpodeciitHoi 06i3HaHOCTi 1[OAO MPAKTUK CY4aCHOTO YKPaiHChKOTO MUCTELTBA y 3BSI3KY 3 MPOOAEMOI0
cy6'exTHOCTI YKpaiHy Ha MDXKHAPOAHIN apeHi Kpi3b IPU3My KPUTUYHOIO MUCAEHHS Ta YyTTEBOCTI B KYABTYPHO-MIOAITUYHOMY KOHTEK-
CTi BiifHY, @ TAKOX abM MOAETIINTY MOAAADBILE AOCAIAHMIIBKI CTYAIl Ta peaAisaliilo MUCTELIbKMX IPOEKTIB YKPAIHCHKMX aBTOPIB B PaMKax
NPEACTABHULbKMX apT(GOPYMIB Ta BUCTABOK AAS IX IIOBHOLIIHHOTO 3aAyY€HHS AO HAlliOHAABHOT'O MUCTELITBO3HABYOIO AUCKYPCY. PO3IAsI-
HYTO IpoLec 60poThbM 3a Cy0'eKTHICTD YKpaiHU SIK BCepeAMHi KpaiH, Tak i Ha MDKHApOAHIi apeHi.

MeTopoAOriss pOGOTH MOASIraAa B TEOPETUYHMX MOUIYKAX Ta MOABOBMX AOCAIAYKEHHSIX 32 TeMOI0 Cy6'eKTHOCTi yKpaiHChKOTO MMuC-
TelTBa Ta Po3pOo0L}i aBTOPCHKMX eKCIIePUMEHTIB. Ik OCHOBHMII METOA BUKOPUCTAHO KOMIIAEKCHUII Ta CUCTEeMHMI IiAXIA AO BUCBITACHHS
NUTaHb Cy0'€KTHOCTI B KYABTYPi Ta MUCTELTBI, Bi3yaAbHi 11 pOTOMETPUYHI METOAM, A TAKOXK aHAAI3 KOHLEMILIiil Ta MUCTELIbKMX peaAisa-
LiiJ1 IOAO CITIBBIAHOIIEHHST 3MICTY 11 pOpPMY, KOHTEKCTIB i AMCKYPCIB.

AKTyaAi30BaHO 3aAy4Y€HHsI IOHATTS YYTTEBOCTI, 1[0 BKAIOYAE BiAUYTTs eMIIaTii Ta coAipapHOCTi. POSIAsIHYTO 0COOAMBOCTI A€MOH-
cTpauii yKpalHCbKMX TPOEKTIB B paMKax Ton-(opyMiB Cy4acHOro MUCTELTBA, cepe sikux bieHaae «Manifesta 14» 3 Temoro «It matters
what worlds world worlds: how to tell stories otherwise» («fIk iHakie po3noBipaTu icTopii»), siKa MPUCBsYEHA KOAEKTUBHII PO3IOBIAl,
decTBaAb MUCTeLTBA, TEXHOAOTIN i cycriabcTBa Ars Electronica 3 TeMoio «AackaBo IpOCHMO Ha IAaHeTy B: iHie xuTTsa MoxxauBe. Aae
SIKUM uHOM?» Ta EDAF, 1110 CAYT'YIOTb TOAIrOHOM AASI CTAHOBAEHHSI Cy6'€KTHOCTI YKPaiHChKOTO Cy4aCHOTO MUCTELTBA.

TMpoaHaAizoBaHO MPOAEMOHCTPOBaHi y pamMKax apTdopyMiB npoekTy yKpaincbkux aBropis: Cranicaasu ITinuyk, AaeBruny Kaxi-
A3e, Oxcann Yemneank, Aap’i ITyrauosoi, Aanuiaa PeBkoBcbkoro, AHApist PaunHcbkoro, aptrpynu Sviter ta IBana CBiTAMYHOrO, TBOPYOTO
06’epnanHs Fantastic Little Splash, Oaexcanapa Bypaaku Ta mucrenpkoi ininiaruu AE HE AE. ITpoaHaaizoBaHO poAb KypaTopa Ta MUT-
LISl SIK areHTa Cy0 €KTHOCT] YKpPalHChKOTO CYy4aCHOTO MUCTELTBA B KYABTYPHO-NOAITUHOMY KOHTEKCTi BilIHM.

3 OrAsIAY Ha Te, 1110 OCHOBA B3aE€MOAIi Cy4aCHOro MUCTELITBA I1 ayAUTOPII € AUCKYPCUBHOIO, BUSIBAEHO O3HAKYM PO3MUTOI Cy0'€KTHOCTI
VKpaiHy Ta OKPECAEHO MEePCIEKTYBY YTBEPAXKEHHs YKPAiHy sIK CAMOCTIIIHOTO Cy6’eKTa KYABTYPH B CHCTeMi TAOGAABHIX CHA.

Kawwosi crosa: cydacHe yKpalHChbKe MUCTELTBO, CY0'eKTHICTD YKpaiHM, KpUTUYHE MUCAEHHS, eMAaHCUIIOBAHA YyTTEBICTD, ypbaHic-

TU4Hi TpaHchopMallil, AMHaMiKa Cy4acHOTo KyAbTYpOTBOpeHHs1, Manifesta 14, Ars Electronica.

ITocTraHoBKa mpo0AemMu. MeTpOIoOAis «l1aHye  Ta CBOIX MaHINMYyASITUBHMX IIPAKTUKaX, OB’ SI3aHUX
Hap CAQ00PO3BMHEHVMY PEriOHAMY He TIABKM 3aBASIKM 3 M. MeTpOIIOAist — «KpaiHa, 1110 BOAOAIE KOAOHI-
€KOHOMIYHiJ rereMoHii, BOHA [TaHy€e HaA HUMM SIK B POAL  SIMM», «LJeHTP KOAOHIaAbHOI iMIiepii» [2], o Buma-
CYCIIABCTBA CIleKTaKA» [1, ¢. 131], Tak i AOMiHy-  rae mAKopeHHs 3a BCiMa nmapameTpamu, 0COOAUBO —
BaHHSIM HapaTUBIB y CUMBOAIYHOMY IOAI IamM’sATI  AYXOBHMMM Ta TBOPYMMMU. I[HCTPYMEHTOM TaKoi
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€THIYHOI KOHCOAipaLlil MIAKOPEHMX eTHOCIB HaBKO-
AO iIMIIEPCHKOTO LIEHTPY 3aBXAU OYAM MOBa 11 KYAb-
Typa. | BullleBKa3aHi Te3u B yMOBaX BillHU TiAbKU
MATBEPAXKYIOTbCSL. MapriHaabHa AOCi IPUCYTHICTb
VYKpaiHu Ha KyAbTYPHill Mami CBiTy, ITOCTKOAOHi-
AABHMI | HUHIIIHIN TpaBMaTUYHUI AOCBIA, MIHAM-
BiCTbh A€p)XaBHUX MOAITHKIB B rymaHitapHiin coepi,
BIACYTHICTDb iHGPaCcTPYKTYpu (AEP>KaBHOTO MY3€0
CY4YaCHOTO MUCTELITBA, LIEHTPY Cy4aCHOTO MUCTeLl-
TBQ, LIEHTPY MYABTMMeAla, BIACYTHICTD 3B’s13KY CY-
4aCHOTO MMCTELTBA 3 OCBITOI0, 110T0 1epebyBaHHs
Y 30Hi «I103a AMICKYPCOM») — «Lje AMILIE KiAbKa YMH-
HUIKIB, sIKi BU3HAYaIOTh NE€PEBAXKHO OO’ EKTHY POAD
VKpaiHu y rA06aABHMX KYABTYPHUX IPOLiECAX, & OTKE
ITOCAQOAIOIOTH il MOAITUYHUI | KYABTYPHUIL CyBe-
peHiter» [3]. Apaxe cyO’ekTHICTD 3abe3nedyroThb
KpaiHi He TiIAbKM ITOAITHKa, €eKOHOMIKa, aAe 1 KyAb-
Typa /1 MUCTELTBO. SIKMM >Xe YMHOM pearye cy4ac-
He MMCTELITBO Ha BUKAMKM BillHM Ta sIKi aKTyaAb-
Hi nponosuii Hece B c06i?

3B’A30K i3 BOXKAMBMMM HayKOBUMU YU NpaK-
TUYHIMH 3aBAQHHAMU. TeMa IIPOITOHOBAHOI CTaT-
Ti TOB’s13aHa 3 3araAbHOAEP>KaBHOIO TpOrpamoro [x-
CTUTYTY TIpobAeM cydacHoro mucreyrsa Harjio-
HAaABHOI akapeMii MucTeUTB YKpaiHu i, 30KpeMa,
3 temamu «IlepdopmaTuBHI MpakTUKU: icTopis,
Teopis, cydacHicTb» i «HoBiTHE MucTenTBO YKpai-
HU: ipeHTUdIKALiS TBOPYOCTi yKpaIHCBKMX MUTLIIB
Ha IepeTVHi €EBPOINENCbKUX KYABTYP i TpaAULIi».

Amaai3 ocrannix Aocaipxens i my6aikamniit. TTpo-
6AaeMa Cy0’eKTHOCTI OyAa OKpecaeHa B MPOeEKTi Bi-
kTopa CrpopeHka «HabyTTs cy0’ eKTHOCTI», IIpeA-
craBaeHoMy Y Voloshyn Gallery B Kuesi 2018 poky
Ta B XepCOHCbKOMY XYAO>KHbOMY My3ei iM. Oaekcis
IToBkyHeHKa 2019 poKy: «AAsI HALIOTO CYCITIAbCTBA
BCe IIje 3aAMIIAETHCS AKTYaAbHUM IIUTAHHA BUOO-
Py, MM Bce I1je TlepeOyBaEMO B TPAH3UTHOMY CTaHi
nepexoay... Tomy camoipenTudikanis, “nepesipka
AOCTEMEHHOCTI, HECKiHYeHHa 3BipKa 3 CaMUM CO-
6010 aKTyaAbHi B yci yacu» [4].

HaykoBe AOCAiAYKeHHsI I0AO Cy0'eKTHOCTI YKpai-
HI B Cy4aCHOMY CBiTi IpoBoAMAOcA 3ripHO 3 KoHKyp-
coM coniaabHO-TyMaHiTapHux mpoektiB HAH Ykpai-
Hu: JO. OK. IIaitropoaCbKui po3rasipaB LIMBiAisaLiitHy
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cy0’ekTHICTD YKpaiHy Ta pO3BUTOK 1i OAITUYHOI CU-
cremy; O. JO. KoHApaTeHKO AOCAIAKYBaB cTpaTe-
rii MOrAMOAEHHS TeOIOAITMYHOI Ta I€0EKOHOMIY-
HOl cy0’'eKTHOCTI YKpaiHM Ta BUSBASIB NPUYMHU
VI YMHHMKY, SKUMY TaAbMYETbCA 1i yTBEpPAKEHHS;
O. B. Cxpunsiok i K. O. CaBuyk aHaaidyBaAu Mi>kHa-
POAHO-TIPaBOBY CY0'€KTHICTh YKpaiH!U 3 METO0 PO3-
MiHb AAANITOBAHOCTI BiTUM3HSIHOTO 3aKOHOAABCTBA
Ta [IPaBOOXOPOHHOI CYICTEMU AO €BPOIIENICHKOT MOAEAI;
IO. I. IllartoBaA aHaAi3yBaB HOBITHI TEHAEHLII B Ay-
XOBHOMY XMTTi i KYABTYpi YKpaiHM Ta OKpeCAIOBaB
IIASIXY PO3BUTKY Il AYXOBHO-KYABTYPHOI Cy0 €KTHOCTI;
O. M. MaitbopoAa po3rAsiAaB IepCIeKTUBY LMBiAi3aLjiit-
Hoi cy6’extHOCTI Ykpainu y XXI cToairTi [5, . 54—68].

AupexTop Ykpaincpkoro iHctutyTy B. lleriko Ha-
TOAOIIIYE, 110 B YMOBaX NPsAMO] BilICbKOBOI arpecii, Ii-
OpMAHOI BilfHY, OpaKy CUCTEMHUX KPOKIiB AASL pOpMY-
BaHHA PEA€BAaHTHOIO Mi’)KHApOAHOTO iMiAXKY YKpaiHu
IHCTUTYLiJHA CTpATeris € iIHCTPYMEHTOM, KU1 3aC0-
6aMu KyAbTYPHOI Aunaomarii ¢popmyaroe Haui Bia-
MOBiAl HAa IUTAHHA: XTO MU €, IKY YKpaiHy MU TIPeA-
CTaBASIEMO Y CBITi, IPO 11]0 YKpaiHa MOJKe BeCTH Aia-
AOT 3 iHIIMMM CITIABHOTaMMU, 3aCTOCOBYIOUM I'yMaHi-
TApPHUIT i KYABTYPHMI IIOTEHLIAA SIK «M SIKY CUAY» —
soft power [6, c. 9].

MeTtopoAoriyHa OCHOBA IIPOIIOHOBAHOI CTATTi —
€AHICTb CUCTEMHOTIO i1 COLLIOKYABTYPHOTO IIAXOAIB
y npoleci aHaAi3y GyHAAMEHTaABHMX HaYKOBUX AJXKe-
PeA B raAysi KyAbTYPOAOTil Ta MUCTELITBO3HABCTBA,
1110 CIMPAEThCS HA BUKOPVCTAHHS AOTiKO-aHaAITIY-
HOTO Ta MOPiBHSABHO-iCTOPUYHOTO AOCAIAHMLIBKMX
MeToAiB. Ha 11il1 0cHOBi BUKOHaHi TeOpeTHUYHi No1y-
KI1 Ta IOABOBI AOCAIA>KEHHS 32 TEMOIO CY0 €EKTHOCTI
YKPaIHChKOI'O MMUCTELTBA Ta PO3POOKA aBTOPCHKUX
MPOEKTIB Ta MOMIYKiB. Ik OCHOBHIIT METOA BUKOPUC-
TaHO KOMITA€KCHUI Ta CUCTEMHUM ITAXiA AO BUCBIT-
A€HHSI IUTaHb Cy0 €KTHOCTI B KYABTYpi Ta MUCTELTBI,
Bi3yaAbHi i1 QOTOMETPUYHI METOAY, @ TAKOX aHAAI3
KOHLIEL]i} Ta MUCTEL[bKMX PeaAi3alliil j0AO CIiBBIA-
HOLIEHHSI 3MICTY 71 GOpMM, KOHTEKCTIB i AUCKYPCIB.

Merta cTtarTi — QOpMyBaHHS 3aAAsI Cy4aCHO-
IO KYABTYPOTBOpe€HHs npodeciitHol o6i3HaHOCTi
LIOAO IIPAKTUK CYYaCHOTO YKPaiHChKOT'O MUCTELITBA
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y 3B’A3KY 3 IpO0AeMOI0 Cy6'eKTHOCTi YKpaiHyu Ha MiX-
HapOAHil apeHi Kpi3b MpU3My KPUTUYHOTO MUCAEHHS
Ta YyTTEBOCTI B KYABTYPHO-IIOAITMYHOMY KOHTEKCTi
BilHI, @ TAKOX A0M IIOAETIIUTY IIOAAABIL AOCAIAHUIIb-
Ki cTyall Ta peaAizaliito MUCTELIbKMX IPOEKTIB yKpa-
THCBKMX aBTOPIB B paMKaX [IPeACTaBHULIbKUX apTdo-
PYMiB Ta BUCTaBOK AASI IX TOBHOLIIHHOTO 3aAy4YeHH:
AO HalliOHAABHOTO MUCTELITBO3HABYOI'O AUICKYPCY.
BuxkaAapeHHsI OCHOBHOIO MaTepiaAy AOCAiA-
KeHHs. Ak 3asHauus CaaBoit Kuxkek, «...ITOAITU-
Ka, sIKa alleAI0€ AO OCHOB AQAEKOT'0 MUHYAOT0, 6a3y-
€ThCsI HA BAACHUX CKOHCTPYIIOBaHMX Midax, bepyun
AASI HUX AUIIe YaCTUHY CKAQAHOI icTopii Ta 3aMoBuYy-
o4y peiTy» [7]. AopaMo: TOMY Tak BaXkKo BipOyBa-
eTbCst 60pOoTHOA 32 CYO EKTHICTD YKpaiHM 5IK BCepe-
AVIHI KpaiHy, TaK i Ha MDKHapOAHI apeHi.
Po3rasipaTy TEMY «Cy0 €KTHOCTI YKPaIHCBKOTO MIC-
TeUTBa» MOXKHA Ha NMPUKAAALI MDKHAPOAHOI OieHaAe
«Mamidecra 14», o Bipbyaacs B croaunui KocoBo
M. ITpyituni 22 annus — 30 xoBTHA 2022 poKy Ha TAL
BTOprueHHs Pocii B YkpaiHy Ta 3pocTaHHsI TA00aAb-
HOI ITOAITUYHOI Ta coLliaAbHOI HecTabiAbHOCTI. Tema
GieHaAe BUAAETHCS K HIKOAYM aKTYaABHOIO, aAXKE AO-
CAiAKY€E CTBOPEHHS HapaTUBiB i Te, AK MU AIAMMOCH
HVMM 3 iHIIMMY KYABTYpaMM Ta CIliAbHOTaMu. EBpo-
nericbKa bieHaAe cygacHoro mucrenTBa Manifesta 1ijo-
pasy npoxoAuThb y HoBoMmy MicTi. I Kui, i XapkiB no-
AQBaAM CBOI 3a5IBKM Ha KOHKYPC, abu mpuitHsTH Oie-
HaAe 2022 poKy, BTiM OpraHisaTopy BiaAaAM IlepeBa-
ry IMpuurtuni B KocoBo (uni MicTa 71 AOCi marpyato-
foTbes Bificbkamu OOH micAst BOeHHOro KOHQAIKTY
1998-1999 pokiB), abu BTIAUTY KOHLELi0, 110 (o-
KYCY€ETbCs Ha ypOaHicTMYHMX TpaHcpopmarisx. Tak,
BIUCTaBKM BipOYBaAMCS TEPEBAKHO B iIKOHIYHMX MO-
AEPHICTCHKUX apXiTeKTypHMX 00’ekTax ITpuurrrHu
enoxu coliaaicTuyHoi Orocaagii, a Tenep moauie-
HMX B PE3YABTATi IPUBATU3AL{IIHUX BOEH (TYT AOpeYHa
acowianis mopo Aoai HarlioHaapHoro nentpy Oaek-
caHppa Aosxenka). Kyparopxka Kerpin Hikoac, mpu-
3HaYeHa KpeaTUBHUM Mepiaropom Manifesta 14, nmpa-
L[I0BaAa HaA TEMOIO 1IbOT0 BUITYCKY Oi€HaAe Iia AeBi-
3om «It matters what worlds world worlds: how to tell
stories otherwise» («fIx iHak1ue po3noBipaTu icTopii»),
110 BiACMAa€e AO TpobAeMaTH3allil TPOLIeCy TBOPEHHS
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«CUTYaTMBHOIO 3HaHHs» [8] Ta MeBHMX MOCTYAATIB
kHKKY AonHu [apaseit «3aanmarucs 3 6ipot0: CTBo-
PEHHSI POAVIHU Y XTYAYLIEHI» [9], 0OAHAK KOHLIENTY-
aAbHO QOKYCyeThCs Ha TpaHCchopMaLisix — ypoOaHic-
TUYHUX, GEMiHICTUYHUX, EKOAOTTIHUX, TOAITUYHUX.
Manifesta 14 mocTaBuaa cobi 3aBAQHHS AOCAIAKYBa-
TU, & TAKOX I'€HEPYBATH HOBI MPAKTHUKM Ta CIIOCOOU
KOAEKTUBHOI OIIOBiAl, 110 11 BiAOyBaAOCs y HOBOMY
LleHTpi HApaTMBHMX NPAKTUK, y 6ibaioTewi Xi3i Cy-
AeVIMaHi, YCAEHHUX MiCLIAX MyABTUAMCLUIIAIHAPHO-
IO HABYAaHH: Ta XYAOXKHIiX IHTepBeHLIiil 3 MEeTOI0 II0Ka-
3aTy, 110 HApaTUB — Ile He IPOCTO IIUTaHHSI icTopio-
rpadii. Y criBrpani 3 MbKHapOAHO Ta MiCLIEBOIO KO-
MaHAO010 Manifesta 14 Ao0cAip)XyBaAa BaKAMBY TeMY:
HAaCKiAbKY BUPILIAABHOIO € PO3IOBIAb iICTOPIN AASI HA-
LIIOT0 KOAEKTVBHOTO BYDKMBAHHS. MUCTeLbKi TBOpU
SIK COLIiaAbHI MPAKTUKY, 1[0 BTOPralOTbCS B peaAbHi
JKUTTEBI 11 coLliaAbHi cuTyalil, GOKYCyTbCS Ha IH-
TAHHAX He CTIAbKM €CTeTUKMU, CKIAbKM €TUKMU, CHiB-
npatii, 0COOMCTOCTI, MeAiacTparerisx Ta aKTUBI3Mi
sIK 1leHTpaAbHuX. 1li pisHoMaHiTHI popmu cycmiab-
HOT'O 3aAyY€eHHsI TOB’I3aHi 3 KpUTUYHUM MUCAEHHSIM,
1110 pOPMYETBCSI 3aBASIKM TEOPIl B3aEMOA, coLiaAbHil
OCBITi, IAIOpaAi3My Ta AeMOKpaTii. XyAO>KHi TpaKTu-
KM HaIlpalloBaHHS KPUTUYHOTO MUCAEHHS Ta €MaH-
CUITOBAHOI Yy TTEBOCTi BAUBAIOTBHCS B TEUil0 €CTETUKU
B3a€EMOAIT 3aAA5 IEPEOCMUCAEHHS CYCITIABHOI cepu.
TeopeTuayBaHH: CYCIIIABHMX NPAKTHK, 1110 BiAOyBa-
I0TbCSI B PPOMaACbKoMy 1pocropi [10, . 63] Ta cro-
cyroTbCs coliaabHol cepu [11], mpornoHye neBHMI
KPUTUYHMIA TIOTASIA, BUXOASTYM 3 MDKAVCLIMIAIHADHUX
Ta iaeosoriunHux nepcrextus. bienaae Manifesta 14
30CepeAMAa YBary Ha CTBOPEHHI CITIABHO 3 MiCLieBUMM
Ta PerioHaAbHVMY I'POMAaAAMU AABTEPHATYBHUX MO-
A€Aell CoLliaAbHO-KYABTYPHOI, MiCbKOI Ta MUCTEL|bKOI
B3a€EMOA|i, TOOTO 1i€ BEKTOP, CIIPSIMOBAHMIT Y MaitOyT-
HE. Y4aCHUKY IIPEACTaBUAM CBOI poOOTH Ha 25 Maii-
AaHuyMKax [IpUIITHHY BKAIOYHO 3 apTiHTEpBEHLIisi-
MU Ta site-specific iHCTaAsILIISIMM B apXiTEeKTypPHUX
criopyaax: Bip ITaaaiy MoAOAi Ta criopty, o6cepBa-
TOpii, KOAUILITHBOTO BUAABHMLITBA AO Beanxoro xa-
MaMmy i rpoMmapcbkoMy npoctopi Ilpumtunmy, ski Bei
MaAM 3MOTY BipABiayBaTy npoTsiroM 100-aAeHHOI Ipo-
rpamu bGienase. OpHak, Manifesta 14 He BuCTaunA0
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1. Cmanicaasa Ilinuyk. «QepsoHuii Kusum»

(CiaHent, ABcrpaais, 2021)

HaCHary BIAKPUTH PO3AIA, 1110 CTOCYBaBCs O HailbiAb-
IIMX HA CbOTOAHI BUKAVIKIB, ITOB SI3aHMX 3 POCIIICHKOIO
arpecieto mpotu YkpaiHu, abu mpoaHaaAisyBartu crie-
LM}iYHy «HOBY HOPMAABHICTb» XXUTTS Cepea PYiH,
KUTTA MTip 0OcTpiaamy, y mipBasax Ta 60M60CX0BU-
1I1aX, BUKAMKaHY BillHOIO.

YKpaiHCbKY IPUCYTHICTb Ha OieHaAe 3a0e3meyyBa-
Aa xypoxxHnus CranicaaBa ITiHUyK K ydacHMIA Tpio,
Kyau yBiruau [Terpit A6asi (Kocoso) ta ITipc Ipesiab
(ABcTpaais) 3 mpoexToMm «EBporna 6e3 mam sSITHUKIB».
Cranicaasa [TiH4yk — yKpalHCbKa XyAOXKHULIS, 11O Ha-
poauaacs 1988 poxy B Xapkosi, y 1998-my nepeixasa
3 pOAMHOIO A0 ABCTpaaii, oTprmaaa 6akaaaspa 3 ic-
Topii MucTerTBa Ta dpirocodii B yHiBepcuTeTi Meab-
6ypHa, BTiM Temnep BXe pik npoxxusae y Capaeso.
CraHicAaBa nparjioe Hap KapTorpadyBaHHsIM TOIO-
rpadiyHMX 3MiH 30H BiltHM Ta KOH]AIKTIB. Ii TBOPH,
110 BKAIOYAIOTh MAaAIOHKY, iHCTaASL], TaTylOBaHHS,
iABMU Ta CKYABIITYPY, AOCAIAXXYIOTD Te, SIK AQHA-
mwadT 30epirae mam’sTh, OYAYUM CBiAYEHHSIM HOAITHY-
Hux noaint. Cepea i TpoeKTiB ocTaHHIX pokiB — «YHep-
BOHUM KUAUM», CUMBOAIYHMI MEIIIIHT, SKU MOX-
Ha 6yAo mobaunty 3 6epesHsi A0 yepBHs 2021 poky
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Mo
4, MOH

2. Bozoan B Ha 4ecmb
WAXMAapis arbaHCbKux ma cepocoKux
napmu3sanis i3 Kocosa ma Memoxii

(Mutposuygs, Kocoso, 1973)

Ha cxopax onepHoro tearpy B CipHel i3 300paxeH-
HSIM YKpaiHCbKoro 6eccapabcpkoro kuamma (ia. 1).
Jloro opHaMeHT, 3a CBiAYEHHSAM aBTOPKM, MiCTUTD
tonorpadiuHi paHi KuiBcbkoro MaiipaHy — micus
TIPOAEMOKPAaTMYHMX IPOTeCTiB B YKpaiHi, 1[0 CTaA
MIPUYMHOIO TOYATKY HE3aKOHHOT'O POCIiICBKOI0 BTOP-
THeHH: B YKpaiHy, OKyMalii Ta TpMBaKYOro HUHi re-
HOLIMIAY. 3 OTASIAY Ha Ay>Ke ITyOAiuHi, CKAQAHI CTOCYH-
KU AQHCBHKOTO apXiTekTopa MopHa Y130Ha 3 CiaHeit-
CbKVM OIIEPHUM T€aTPOM i aBCTPaAiIICHKOIO BAAAOIO,
«YepBOHUIT KNAMM» OYB CTBOPEHMIT Y BIATIOBIAHOCTI
AO J10TO 3aAyMY, a0y OYAIBAIO i ITAOLY BUKOPUCTOBY-
BaAU MUTLi SIK BAQCHUI MiCbKMI1 IpocTip — Maii-
AQH — i, 30KpeMa, SIK Miclie IpoTecTy i 60poTHOU
3a ryMaHi3M i cripaBeAAMBiCTb. TaKuM 4MHOM, BiA Cia-
HeJCbKOI MiChKOI IAOIIi AO KMIBCbKOTO MaiipaHy po-
6oTa BipirpaBasa CUMBOAIYHY POAB MOCTY COAiAQD-
HOCTi Mi>k ABOMa AOMiBKaM MUCTKVHi.

Ha Manifesta 14 site-specific iHcTaasiuist aptrpy-
nu «EBpormna 6e3 nam’ATHUKIB» (xoua BebO-cait 6i-
€HaAe ToAae iHury HasBy — «CBiTu 6e3 KOpAOHIB:
HOBi HapatuBu Aas IliBaiunoro KocoBa») crBope-
Ha y mMicTi MutpoBuLs Ha pidLji I6ap, 110 oomiaiaa.
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3. Cmanicaasa Iinuyx; Ilempim A6asi; Ilipc
Ipesirv. «Espona 6e3 nam’smMHUKIB»

(Manidecra 14, Murposuugs, Kocoso, 2022)

ITicAast KOCIBCBKOI BilIHM MiCTO Ha3MBalOTh «HAPO3-
AiAeHiM MicTOM €Bponu», aA>Xe BOHO PO3AIAMIAO-
Cs1 Ha MIBAEHHY YaCTUHY 3 Mail)Ke BUKAIOYHO aAbaH-
CbKUM HaceAeHHAM (0Ar3bKo 60 000 >KuTeAiB) Ta miB-
HIYHY YaCTMHY 3 IEPEBAKHO CepOCHKIM HaCeAEHHIM
(6Am3bKo 13 000 MeLIKaHLIiB), A€ PAIIMCTChKA AiTe-
pa «z» KpacyeTbCsl Ha KOXXKHOMY CTOBIII i 1ie CTBO-
pIO€ HeaOusIKe HANPY)XEHHsI, Ha IIPOTUBAry 3araAb-
HVIM HAaCTPOSM B KpaiHi, (POMaASHY SIKOi AEMOHCTPY-
I0Th MIATPUMKY i coaipapHicTb 3 YkpaiHowo. O6u-
ABa palloHM TOB’s13aHi ABOMa BYAMYHUMY MOCTaMU
yepes piuky [6ap — came Tam Ha BoAi OyAaa BCTaHOB-
A€Ha iHCTaASLIsA 3 MeTaAeBUX CTPYKTYP, IO BUKO-
HYIOTb (QYHKLII0 AUTSYOTO MalIAQHYMKA i OAHOYACHO
CBOIMM €A€MEeHTaMM BiACUAQIOTb AO AEKOHCTPYKIIil
CUIAYeTy MOAEPHICTCbKOTO MOHYMEHTY, 3BEAEHOTO
y 1973 pouii Ha marop6i Hap MiCTOM Ha YeCTb aAbaH-
CBKIMX Ta cepOchKux maxrapis-naprusas i3 Kocosa
Ta MeToxii, siKi pa3oM 60pPOANCS Ta 3arMHYAM 32 CBO-
60ay FOrocaasii y 1941-1945 poxkax (ia. 2). ABTopom
am’ sSITHUKA € BIAOMUIL CepOCHKMI Ta I0T0CAABChKUIT
apxirextop BoraaH Boraanosny (1922-2010). Y nepi-
oA Apyroi cBiToBoI BijiH1 BorpaHoBuy cam 6yB map-
TM3aHOM, 3TOAOM BUKAAAAB Ha apXiTeKTypHOMY (a-
KyAbTeTi BeArpapcpkoro yHiBepcuTeTy, 3aliMaB mo-
capy AekaHa, a 3 1982 no 1986 poxu — mepa bea-
rpaaa. Sk eceict HanycaB 0e3Aid pobit 3 ypbanismy
II[OAO JIOTO MiCTUYHMX Ta CMMBOAIYHUX aCIIEeKTiB.
3a yaciB CaobopaHa MirouieBuya, sikuit OyB KAIO-
4OBOIO iryporo BOEHHMX KOHPAIKTIB micAst po3mapy
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4. Aresmuna Kaxiose. Ilpoekm «Bmopenenns», VR.
Bucraska «Good as Hell: Voicing Resistance»

(HawuionaapHa raaepes Kocoso, MaHicbeCTa 14, TIpuurruna, Kocoso, 2022)

IOrocaagii, borpoaHOBMY CTaB AUCHAEHTOM, IPUIVHNB
AKTUBHY AISIABHICTD Ta IepeixaB A0 Biaus. [Tam’ iTHUK
BorpaHoBMYa — 1ie CBO€piAHA YTOIIis, TaM SITHUK
aHTH(AIICTaM, ITaM SITHUK EAHOCTI, aAe BOAHOYAC
i3paai, Ay’Ke CKAAAHUI CMBOA MiCTa, BiH HAA€XUTb
ycim i Hikomy. Toai €Bpora ckaszaaa «HIKOAM 3HOBY»,
aAe 151 3a51Ba He CTaAA AIVICHICTIO (1 CbOTOAHIIIHS pe-
AABHICTDB € TOMY AOKa3oM). IcTopisi BUuBepHyAa Mo-
HYMEHT HaBMBOPIT, CITyCTOLIMAA JIOT0 CeHCU. AOKY-
MEHTALIisI IPOEKTY SIK AOCAIAKEHHS OyAa IIPEACTAB-
AeHa B [paHA-TOTeAl, OAHIII i3 OCHOBHUX AOKaLlii1 Oi-
eHase. HasBa «EBporma 6e3 mam siTHUKIB» BioCuAa€e
Ao caiB Borpana BorpanoBsnya: «f mpito mpo €spo-
y 6e3 mam’siTHUKIB. I Mato Ha yBasi 6e3 mam sITHUKIB
cmeprti Ta Katactpodi. ITpo MOXXAUBICTB iH1IOL piro-
cocpKOi KOHCTPYKLIii: TaM ITHUKY AI0OOBi, paaoc-
i, )KapTam i cmixy». [ToBHuMI1 TeKcT iHTEpB'10 Boraa-
HOBMYA 3 LIi€I0 LINTATO0 OYB HAAPYKOBaHUIT Ha 3aBici
y BaHHii1 KiMHaTi roreAbHOro HoMepy, Ae CraHicaa-
Ba [TiHuyK mpeacTaByAa MpoekT. OCbh TAKMMM € KOH-
TEKCTH, 3 AKVMM IPALIIOE CTBOPEHA Ha 3aMOBAEHHS
«MaHidectn» ypbaHicTruHa iHTepBeHLis «EBporna
0e3 maM’sITHMKIB», 1110 CKAQAQ€ETHCS 3 TIOBAAEHIX €Ae-
MEHTIB, IP030pa CTPYKTYPa SIKUX € TOUHOIO KOIIi€I0
eAeMeHTiB MOHYMeHTY BorpaHoBuua (ia. 3). Kapkac
iHCTaAALil BUTOTOBAEHO 3i CTaAl Ta UHKY, SIKUI i AoCi
BMAOOYBatTh y maxti Tperya y Mutposuiii. Le rap-
HUI MICTOK AO MaTepiaAbHOCTI MiCTa, 110 CBIAUMTH
IIPO Te€, SIKUMU CKAAAHUMM 11 3paAAMBMMU OyBalOTh
IaM’sSITHMKY, SIK i BCS KOMYHICTMYHA icTOpis. ABTOpKa
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5. Aresmuna Kaxiose. IIpoekm «Bmopenenns», VR.
Bucraska «Good as Hell: Voicing Resistance»
(HawuionaabHa raaepes Kocoso, MaHid)eCTa 14,
TMpuirruna, Kocoso, 2022)

XOTiAa 3pOOUTH CBill TPOEKT CUMBOAOM MOYATKY YO-
roCb HOBOTO, X04a 0 MicLieM, Ae 3yCTPiYaoThCs AITU
3 000X O0KiB piK1. 3A2€THCsI, BOHA AOCKOHAABHO AO-
caipuaa TBopuicTbh borpaHoBuya i Briamaa 1oro 3a-
MOBIT. BTiM, MaM’ITHUKM € BAXKAMBUMUY, IPOMAASTHI
1oB’si3aHi 3 HUMU, BOHU GOPMYIOTh iAEHTUYHOCTI.
B yciit YkpaiHi, 3 pisnum mictom CranicaaBu Xap-
KOBOM BKAIOYHO, 1[0 3a3Ha€ BEANYE3HMX PYIIHYBaHb
B)XKe AECSTDb MICsLIiB, TaM SITHUKY 3aKPUBAIOTh Milll-
KaMM 3 IiCKOM Bip pakeTHUX 00CTpiAiB.

B ocHoBHilT ekcriosunii «MaHidecTu» Takox
MIPEACTaBAEHO ABa MPOEKTU 3 3aAYUYEHHSIM YKpaiH-
CHKMX XYAOXKHULB Y BucTaBLi «Good as Hell: Voicing
Resistance» («Ao 6ica: Hapawouu roaoc CripoTuBy»),
SIKi AeMOHCTpyBaaAucA B HallioHaabHil rasepei Ko-
coBo: «BropruenHsa» AaeptuHu Kaxipse i «Apy-
ruit ApxiB» @ynpauii Karaxxuxu Kosupu (IToabia),
110 CBOEIO HA3BOIO BIiACMAQE AO TPOIPAMHOIO TBOPY
Cimonu pe BoByap «Apyra craTb».

AneBtyHa Kaxia3e — ykpaiHcbka MUCTKMHS, IO BU-
pocaay XaaniBui AoHerpkoi o6Aacri. ITicast Heoro-
Ao1eHoi BirtHu 2014 poky Mk Pociero Ta YkpaiHoro
y 2016-My XyAO>XHMLIA ITepe>KMAa TPABMAaTUUHMI AO-
CBiA cMepTi cBO€l MaTepi Ha GAOK-TIOCTY IpH 1l Iepe-
XOAI 3 OKYIIOBaHOI YaCTMHM Ha MMIAKOHTPOAbHY YKpaiHi
TEPUTOPIIO, 11J0 TAKOXK BIAHAIILIOB CBOE BTiA€HHA Y Bi-
AeopoboTi; 3a3HaAa, mepebyBaryn B KpaiHi, )XOPCTOKY
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8. Okcana Yeneauk. Iepdhopmanc «Kusuii myseit
D piii». Tlpoekm «Secondary Archive».
Bucraska «Good as Hell: Voicing Resistance» (HaijionaabHa

azanux ic

raaepest Kocoso, Mauidecra 14, Tlpuwtuna, Kocoso, 2022)

arpecito, 10 novaaacs 24 arororo 2022 poxy. I ocb Axy
iHdopmauio Tpancaoe «MaHidecra» Ipo MUCTELTBO
AaeBTuHM: «3apa3 Kaxip3se LIiKaBUTbCS pOCAMHAMMU.
AAsi Hel BOHU Bce 1Ile € TPUKAAAOM AASI HACAIAyBaH-
Hs — BOHA BB@)KA€ POCAVHY OAHMM i3 HaKpalmx
npuKAaais narmdisMy Ha Hauriit aanerti. Ii nepexo-
HaHHS 10AO BUPOOHMLITBA 30poi i pyHAAMEHTaADb-
HUI BIIAUB Ha CYCITiABCTBO TaKOTO CBIiTOTASIAY € LieH-
TPaABHUMMU AAS IT TPAKTUKM. 3apas BOHA AOCAIAXKYE
MO>XAUBOCTI PO3ipBaTy L€ AQHLIIOKOK BUPOOHUIITBA
30poi B uiaomy...» [12]. Brim, 1i po60TH — MaAloH-
KJ KPaADKOK pocissHaMM YKpaiHCbKOI'O 3epHa, iMep-
CUBHe Bipeo 3i 3pyrtHoBaHoro micra Ipminp y VR (ia.
4,5) — roBOpsITh 30BCIM PO iHIlIe: BOHA AOCAIAXKYE
IIpoLiecy KOAOHI3aLil i MPUKAaAM CIPOTUBY Ta 30epe-
JKEHHSI AOKaABHMX eKOCHCTeM Ha IPUKAAAI POCAVH-
Horo cBity (ia. 6). To6To, BupaeTncs, mo «MaHidec-
Ta 14» Xo4ye TPaHCAIOBATU YYy>KMMM ByCTaMM BAACHI
MecCeAXi, IO €, IEBHMM YMHOM, ITOSICHEHHSM, YOMY
HallApaMaTUYHillla HaraAbHICTb pOCIICbKOTO BTOpP-
THeHHs B YKpaiHy He € y ¢okyci «Manidectn», sika
MPOTATOM BChOTO CBOTO iCHYBaHHS A€KAQpyBaAa 3a-
AYYEHICTb Y AOCAIAXKEHHSI COL[iaAbHMX Ta I'€OIOAi-
TUYHUX TPOOAEM. MaHINyASITUBHUMM Y AAHOMY BU-
TMAAKY € iIHCTUTYLiIHI IPaKTUKY, B TOM Yac K MUCT-
KMHS AKPa3 Ae3aBYI0€ CKAAAHI COLIiaAbHO-IIOAITUYHI
npouecy yepe3 metadopu.
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6. Aresmuna Kaxiose. IIpoekm
«Bmopenenns». Bucraska «Good as
Hell: Voicing Resistance» (HarionaabHa
raaepes Kocoso, Mauidecra 14,
IMputuza, Kocoso, 2022)
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7. Oxcana Yeneaux. Ileppopmarc
«Kusuit myseil Hepo3kasanux
icmopiit». IIpoekm «Secondary
Archive». BucraBka «Good as Hell:
Voicing Resistance» (HarjioHaabHa

OKCAHA YEMEAMK

9. Okcana Yeneruk. «Ykpaincvka
Toazogpa». PerpocnexTnBa OKcaHu

Yeneank (Torrance Art Museum,
Aoc-Anpxenec, CIIIA, 2022)

raaepes Kocoso, Mauidecra 14,

IMpuwtuza, Kocoso, 2022)

«Apyruit apxi» / Secondaryarchive.org — 1je maar-
dopma Aast xyaoxHULD i3 IlenTpaabHol Ta Cxia-
Hoi €Bpony, iHilliaTBa CTBOPEHHS 5KOI OyAa miA-
TpuMaHa MbkHapopHUM Buierpaacbkum GpOHAOM.
OHAaTHOBUI apXiB PO3MOBiAa€ icTopito MucTelTBa
LIbOT'O PerioHy Kpisb IpM3My T€eHAEpPY — Bia Iepioay
nicast Apyroi cBiToBOI BillHM A0 HamuXx AHiB. MeTa
naaTpopmm — AocaianT AebaTy, 1o i1 Aoci Tpu-
BaIOTh, LIOAO CTaTi, cB060AY, (He)piBHOCTI, rpoMa-
ASIHCTBa Ta (PEeMIiHICTMYHOrO aKTUBi3My B IIOCT-
COLIiaAICTMYHMX AepiKaBax.

Ilepioa, onpalboBaHMiT apXiBOM, OXOIIAIOE TPU IO~
KOAIHHSI: TaK 3BaHe TIOKOAIHHSI HE0aBaHTapAUCTOK,
sIKe AISIAO B HAVKOPCTOKILINIL TTepios KOMYHICTUY-
HOTO PEXUMY; APYTe TOKOAIHHS, SIKE 3'IBUAOCS Y Bi-
CiMAECSITHX | AEB'STHOCTUX POKaX i CTaAO CBIAKOM T1a-
AIHHSI KOMYHI3My Ha IIOYaTKY CBOE€I Kap'epy, i TpeTe
ITOKOAIHHS, IKE BUPOCAO ITiA Yac IMOAITMYHUX TPAHC-
dbopmauii, 1110 3MiHMAM 00AMYYSE Cy4acHOI EBPOIIN.

«Apyruit apxiB» 3i6paB moHap 300 BUCAOBAIO-
BaHb MUCTKIHb 3 Biropyci, Yexii, Yropuny, [Toab-
mi, CAoBawunHM Ta Ykpainu. B opranizauii 3 ykpain-
cbKoi cToponu 3a miarpumku House of Europe 6yaa
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3aAisiHa KypaTopcbKa Ipyna, A0 sIKoi yBirman Ka-
TepuHa fIkoBaenko, OxcaHa BproxoBeupbka, Kare-
puHa Pycenpka Ta Ipuna Iloaikapuyk. Ipuna IToai-
Kapuyk 3 raaepei AptCsir, mo y AHinpi, onikyBaaa-
cs1 Oe3rnocepeAHbO apXiByBaHHSAM ayAio3asiB MUCT-
KMHb AAst «Masidectn 14». Bei XyAOXKHULI, ydacHK-
i apxiBy, OyAM 3anpolieHi B3siT y4aCTb B OCHOBHIN
nporpami Manifesta 14. Bia Ykpainu y npoexri B3si-
anyyactb SHa Baunncbka, Tepesa Bapa6aur, Oxcana
Yeneank, Oast @epoposa, FOAi Toay6, Keenist THu-
AnnbKa, AaeBTuHa Kaxipse, Tetssna KopHeeBa, 0ais
Koctupesa, Oais Kpusny, Mapist KyaikoBcbka, AHHa
ManankiHa, Baaepis Tpy6iHa i AnHa 3BsriHuesa.
Ao Hux npuepaHanTbCst MUCTKUHI 3 AAbaHil, Koco-
Ba Ta Cep0ii, uni 3as1B1 OYAyTb Mi3Hillle BKAIOYEH]
AO AUTUTAABHOTO apXiBy.

MMUCTKIHI CTBOPUAM CIIELIiaAbHO AAST «MawidecT
14» TaKox cBOI ayaiomaHidecTn-cTenTMEHTH, 110 YTBO-
puAM TO0AIDOHI0 B TEMHOMY IIPOCTOPI BUCTaBKY, a Bi-
A€OTIPOEKLIii, 0OAHA HABIIPOTMU iHIIIOL, BUCBITAIOIOTD IT€-
PeKAaA aHTAIICHKOIO Ta aAOaHChKOI0 MoBamu. 1le —
CBOEpPiAHE HAAQHHS TOAOCY He TiABKY )XiHKaM-MUCTKM-
HSIM, aAe 1 KpaiHaM, 10 He 3aAydeHi Ao €C. B ymoBax
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10. Okcana Yeneaux. Ipoekm «VR Koaaiidep» (2020),
«State of the ART(ist)» (Ars Electronica Award, Ainy,
Ascrpis, 2022).

POCIIICHKOro HarmaAy Ha YKpaiHy BaKAUBO, 1[0 YKPaiH-
CHKMIL FOAOC 3By4nTh Ha «MaHidecTi 14».

ITepdopmanc Oxcanu Yeneauk «Kusnit mysei
HepOo3Ka3aHMX iCTOPiil» K TPOAOBXKEHHS aBTOPCHKO-
0 ayAlOCTENTMEHTY, 3pOOAEHOTO AASI IIPOEKTY «ApY-
ruit apxiB» (ia. 7):

— «MucrteurBo? “TTucatu Bipui micast OcBeH-
MMy — Lie BapBapcTBO’, — s ppasza AAOPHO aK-
TyaAisyBasacsa B 2022 poui. YkpaiHncbka byya —
11e OCBEHLIIM CbOTOAHI»;

«Kurta B VYKpaiHi AOpiBHIOE CMepTi:
y XXI croairTi npo I'enouua pocisiHamu ykpaiHiiB
roBopuTh Maremaruka. Lludppu macoBux youBcTB:
Byya — noHap 420 BOuTux, locromeap — 400; Ip-
ninp — 350, BOUTI ity y BiLi A0 10 pokiB 3i caipa-
MM 3IBAATYBaHHS Ta KaTyBaHb, TAKOX AiByaTKa
ixiHku; bopoasiHka, Bopseab, Maxkapis, TpocTsiHellb,
Cymu, YepHiris, Xepcon, Mukoaais, Xapkis, Kpama-
Topchbk, Opeca, Kuis, Kpemenuyk, Binunis, Mapiy-
MOAB... Mapiymnoas... Mapiymoap — 3arn6anx 22 000
LIMBIABHUX, BCi 3BIpCTBa PO3rOpPTAIOTHCS B peaAb-
HOMY Yaci Ha 049ax BCbOTO CBITY»;

— «IToaituxa? “Biitcs 6arayxux! Lle 3 iXHbOI MOB-
4ya3HoOI 3roaM BiAOyBaeTbcs Bce 3A0 Ha 3eMai!” (FO.
Oyuux)» [13].

Pociricbke BTOprueHHs B YKpaiHy TpuBae 6iAb-
1ie 6 Mics1iB, YKpalHChKi icTopil MaTb 6yTH pos-
kaszaui. [TeppopmaHc — 11e MUCTELbKA iIHTEpBeHLis
B Tia0 «MaHicdecTn 14», abu BisyaaisyBaru yKpaiH-
CbKUI1 roAoC. Y eppopMaHci BiaOyBaeTbCs oBep-
HEHHSI AO aBTOPCbKOI MpakTUKM 90-X 3 aneAsiieio
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11. Oxkcana Yeneaux. Ilpoekm «VR Koaaiidep». Ilpocmip
Hpun’smi «Ienesuc» (2020), «State of the ART (ist)»
(Ars Electronica Award, Aixw, ABctpis, 2022).

A0 MoAM. AAe MOAQ Mae ceKpeTHUI KAtou. Lle iHCTpy-
MeHT — I1j00 IIPUMBEPHYTHM YBary Ta MOBEPHYTH 00-
AVYYSI AO «YKPaiHCBKOTO MapTUPOAOTa» SIK AO XKM-
BOTO MUCTEL[TBA.

Yomych, 3a MDKHApOAHOI0 MOBYA3HOIO CYCITiAb-
HOIO 3TOAOI0, 3 OYATKY BilfHM )KePTBU 3aXMCHUKIB
VkpaiHu OyAu HeBa)KAMBI, HATOMICTb HE MOXXHA
6yA0 BOMBATM MMPHE HAaCEAEHHS. 3TOAOM BUSIBUAO-
Csl, 1[0 XKUTTS LIMBIABHUX T€X He MAalOTh 3HAYeH-
HsI — He MO)XHAa BOMBATHU Aireil. 3 AHSI HEIIPUXOBa-
HOTO BTOprHeHHsA Pocii B YKpaiHy 3arMHyAM IMoHaA
379 aireit (craHoM Ha 31 ceprHs 2022 poky) [14].

«YKpaiHChKMIT MapTUPOAOD» AiTeil, yOUTUX po-
CisiHaMU, 3pOCTAa€ 3 KOXKHUM AHeM. Y IIPOEKTI 3a-
alstHi poTorpadii aiteit 3 apxiy, 1o ¢ikcye BoeH-
Hi 3A0YMHY POCIisIH IIPOTU AIOASIHOCTI. XTO po3Io-
BicTb icToOpii Lux Aiten? I KoAu cMmepTi Aiten Bxe
He MaTMMyTb 3HadeHH:A? fkiujo reHouua Ha baaka-
Hax KiHusg XX CTOAITTS OYB 3ynmuMHeHMiT MiKHa-
POAHOIO CIiABHOTOIO0, TO y XXI CTOAITTI reHoLMA
BUSBASETHCS BXXe A03BoAeHuM? KocoBo Ta « MaHi-
decra 14» — mpaBuAbHe Micue, 11100 OCTaBUTHU
TaKi 3alIUTaHHS.

Tax «KuBnit Mmysei1 Hepo3Ka3aHUX icTOpii» pe-
30HYe 3 TeMolo «MaHidecT» II0AO0 BaXXAUBOCTI
TOrO, 5IK iHaKlIlle po3IoBipaTy iCTOpIi: TPUAEHHUN
HOH-CTOII IIepOPMAaHC Y CYKHi, sIKa IJOAHS 3MiHIOE
KOAIp: OAVMH A€Hb YOPHO-0iAMil Harapye MeTaAesi
AQTH, PULAPCHKI 00AAAYHKM, 200 Cy4aCHOI MOBOIO
OPOHEXMAET, AA€ CYKHSI He 3aXMIIAE, TOMY IO € Ay)Ke
BPa3AMBOIO, HATOMICTb 1je TiAecHa IPOEKLIis TUX
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12. Aap’s Ilyeaqosa. «f 3axkpuro HeGo, 00 B MOTAK
Auxaru», «State of the ART(ist)» (Ars Electronica Award,
Ainu, Acrpis, 2022).

IIPUXOBAHMX €MOLIill, SIKi BUHMKAIOTb BiA KOXKHOI 1110~
AEHHOI HOBMHU IIPO CMEPTb AiTell; AeHb B KOAbOPI
cerii 3a0apBAIO€E TIOAII, 5IKi CTalOTh icTOpi€I0; AEHDb
B YePBOHOMY KOABODi, BOYEBMAD, CBIAUMTD PO KPH-
BaBy ictopito (ia. 8). O1xe, 3a umu TpaHcopma-
LisiMu GOpPMYy€eThCs IEBHMI HAPATHB.

ABTOPCBHKMIT CTEITMEHT, 3alI1CAHNUII CITEL[iaAbHO
st «MaHidectn», cTaB 0CHOBOIO BipeomaHidecrTy,
CTBOPEHOTO Ha 3aMOBAEHHS Kyparopis, 110 cop-
myBaau PerpocnektuBy Oxcann Yeneauk y «3aai
caaBu» B Torrance Art Museum B Aoc-Anpxeaeci. Ky-
paropu PeTpocnekTuBy, 110 BiaOyaacs B pamKax
nporpamu «Peace Letters to Ukraine», mpucssiyenoi
yKpaiHCbKOMY BipeomucTeuTBy, — Biadpia Arpi-
KoAa (KeabH, Himeyunna, HoBuit my3seit MepeskeBo-
ro MHUCTELTBA) Ta cliBKyparop fpuna ByTkos-
cbKa (AbBiB, YkpaiHa). (PaHiure 1ji Kyparopu mpea-
CTaBASIAU COABHI IToKa3u Bipeopobit Oaera HopHo-
ro ta Oaera Xapua.)

Sk 3a3Haueno Ha caitti The New Museum of Net-
worked, «...HoBuit Myseit Mepe>KeBOro MUCTELTBA
B Yac pocCiiichbKoi arpecii IpoTy YKpaiHu opraHisyBaB
PerpocnexTuBy pobit Okcanu Yerneaunk, abu BiiaHy-
BaTU 1l MUCTELbKUI AOPODOOK 3 peIpe3eHTaT!BHOI
AODIPKOIO BUKAIOYHO KOPOTKOMETPXKHUX PiAbMIB,
MeaiaapTy, 1o oxonae nepiop 1998-2022 pocxis,
A0 siKol yBiran 20 aBTOpCcbKuX (piabMiB Ta Bip€oiH-
craasuin. CrerjiaAbHO AAst PeTpocrieKTnBM 6YAO CTBO-
PEHO aHTMBOEHHMI BipeocTenTMeHT “YkpaiHcbka [oA-
roda” (ia. 9). Tomy Oxcana Yeneauk 6yaa 3ampoureHa
craty aMbacapOpKO0 MUCTELTBA YKpaiHU B paMKax
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13. Aanuir Peskoscokuii; Anopin Payuncokuii. «Bpsaskanus,
CTYKIT, cynepeuka Ta 6yabkanHs» (2021), «State of the
ART(ist)» (Ars Electronica Award, Ainu, ABcrpis, 2022).

npoexTy “Peace Letters to Ukraine”» [15]. ITepioa exc-
NoHyBaHHA MpoekTy B Torrance Art Museum B Aoc-
Anpxeaeci TpuBas 3 4 1o 27 YepBHs, a B paMKax Bcec-
BiTHBOrO MapadoHy — Ao 30 BepecHs 2022 poky.
Posymiroun, 10 pociiicbka 3arapOHMIbKa BilfHa
MpOTH YKpaiHy BYMAarae KMBOi COAIAQPHOCTI 3 MUT-
LIsIMM Ta IpalliBHMKaMU KYABTYPU, IIOAITUYHI uu co-
LjiaAbHI 00CTaBMHY SIKMX YCKAQAHIOIOTD 200 YHEMOX-
AVIBAIOIOTb BUAVMMICTDb pe3yAbTATIB IXHbOI ALIABHOCTI,
MiHicTepcTBO 3aKOpAOHHMX cripaB ABcTpii Ta My3eit
cyuacHoro mucrentsa Ars Electronica Center (AiHu,
ABCTpist) 0TrOAOCHAY Mi>)KHAPOAHMIT KOHKYPC «State
of the ART (ist)» / «Cyuacuuit cran MVICTELITBA
(mucTis)». Byao moaano 357 mpoekris i3 40 kpa-
1H. Ars Electronica Center B pesyAbTaTi Mi>KHapOA-
HOro Bipbopy mpemitoBaB 11 MpOEKTIB, cepea SKMX
Bicim ykpaincekux: «VR Koaaitaep» Oxcann Yerne-
AVK, «Bpsi3KaHHs, CTYKIT, cyniepeyka Ta OyAbKaH-
Hsi» AaHuira PeBKoBcbKoOro Ta AHApis PaunHcbko-
T, excriosulinHe cepeposule «lllyxagaa» aprrpynmu
Sviter Ta IBana CBITAMYHOTrO (2 TAKOXK J10T0 XK IPOEKT
«Donate»), «fI 3akpuio He60, 11100 BU MOTAM AMXa-
ti» Aap’i ITyradosoi, «IToai6He 300pakeHHsI» TBOP-
yoro o6’epnanns Fantastic Little Splash, «)Kosra ai-
Hisi» mucTenpkoi ininiatusu AE HE AE ta «Oxpec-
AEHHSI BEAVKOTO AVKOTO MoAs» OAaekcanppa Bypaa-
xu. Bci 11 mpemiitoBaHMX TPOEKTIB KOHKYpCY «State
of the ART (ist)» OyAu mpeacTaBAeHi B pamMkax dec-
tuBaao Ars Electronica 2022 B Ainui 7—11 BepecHst
2022 poKy 3 PO3AOTOI0 TEMOIO-3aIIUTAHHAM «Aacka-
BO IPOCKMO Ha IAaHeTy B: iHllle >XUTTS MOXXAUBe.



CYYACHE MMUCTELITBO

2022, Bunyck BiciMHaOysmMuLL

14. Apm-epyna Sviter ma Isan Csimauunuil. Ekcnosuyitine
cepedosume «Illyxaszda» (2017), «State of the ART (ist)» (Ars
Electronica Award, Aixy, ABctpis, 2022).

Ane saxuM unHOM?». OTXKe, BOHM CTAAU BUAVIMMU-
MU AA CBiTOBOI ayauTopii. Kpim Toro, mi>kHapoase
XKYpi BiaiOparo po6OTH AASI CTBOPEHHS TPHOX BipTY-
AABHMX BJCTABOK, [IOB’SI3aHMX 3 A€Bi30M LibOropiy-
HOTo (ecTUBaAI0. 32 BUCAOBOM KEPYIOUOTO AUPEK-
Topa pectuBaaio Ars Electronica Maprina ToH3ika,
«Y 2022 poui Ars Electronica Bitae Bac Ha “ITaaneri
B”. AocuTb BeAUKMI KOHTUHEHT Lii€i mAaHeTH, cdhop-
MOBaHUII MUTLISIMY, TIPUCBSYEHNI MMTAHHIO, SIK MU
MOYXEMO KUTHM Pa3oM MUPHO Ta IIAaHOOAMBO, IIOIPYU
KOPAOHM A€P’KaB, KYABTYP, MOB, P€AIriil Ta reHAepiB.
BipryaabHa BucraBka “State of the ART (ist)” craaa
CTPVDKHEM L€l AMcKycii» [16].

ITpoekT «VR Koaaitpep» Oxcanu Yeneauk, mpea-
craBaennit Ha Ars Electronica 2022 B AiHui, mpariioe
34acoM, IyOAIYHMM IIPOCTOPOM Ta icTopieto. Bix pos-
I'AsIAQ€ 3HAKOBI MicLs moAiTnyHoi ictTopii XX—XXI cTo-
AITb uepes ipero 3iTKHeHb. IIpOeKT CTOCYeThCs oA,
110 BiAOYBarOTBCs Y TyOAIYHMX IPOCTOpAX i BIIAMBa-
I0Tb Ha MTOAAABIINI iCTOPUYHMIT PO3BUTOK. BipTy-
AABHE CepeAOBHILe TOOYAOBAHE SIK CUCTEMA TOEAHA-
Hux naatdopm 3 HazBamu Ilipamipa, Koaaitaep, ITo-
ABiitHMII Mpob6iyc Ta ITpocrip IMpur’sri. «VR Koaait-
Aep» Ha Mozilla Hubs — 11e apxiTekTypHa CTpyKTYypa,
I[O CKAAAAETBCS 3 4 maaTdopm, sIKi BUCATD 5K KOC-
MiYHa CTaHLis Ha OpOiTi MAaHeTU 3eMASI, BAOBAIOIO-
Y11 Ta AEKOAYI0UM BiOpallil HaIIOro 4aco-mpocTopy (iA.
10). IToafi mpeAcTaBA€Hi BipeoriaHOpaMamu, siki 06ep-
TAIOTHCS 3 NPUICKOPEHHSIM B apTKOAAlAepi, aKTUBY-
1041 MEXaHi3M ayAioBi3yaAbHMX CTPUOKIB, A€ OKpeMi
¢dbparMeHTN MOXYTb 3aMillaTUCS apXiBHUMM Biaeo
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15. Isan Csimauunuii. «Donate», «State of the ART (ist)»
(Ars Electronica Award, Aixy, ABctpis;, 2022).

3 MIOAQABLIOIO Bi3yaAbHOIO TpaHCcMyTallieto. Lle Bisy-
AAbHA PO3IIOBiAb PO MICLISI ITOAITUYHMX CITAAAXiB.

Cropiuus po3pirsie TOAil, SKUM NPUCBSIYEHUI
«KuiBcpkuit Koaarpep 2014» i «CapaeBcbkuit Ko-
Aaiipaep 1914», koan 6yB youruit epurepuor epan-
HaHp i moyaaacs [lepia cBiToBa BijlHA 3 TOAQABLIVM
MOAIAOM Mamu CBiTy — 3 po3mapoM ABCTpoO-Yrop-
CbKol iMIIepii i He3aBepIIeHNM po31apoM Pociicbkoi.
«Capaencpkuii Koaaripep» moepHye ABi moaii. Apyra
nopist, BocHiricbka BiitHa, Biabyaacst 1992 poky: 06-
crpia HauionaabHoi 6i6aioTexu BocHii i [eprerosu-
Hu B CapaeBo, ae 30epiraracst KyAbTYpHa mam'siTh
BocHii i leprieroButm — ii nepiiry HaBMUCHO 00CTpi-
ASIAY, TOX iCTOPMYHI pyKONMCHY NEePIIVMU i 3TOPiANL.

Bepaincbka naardpopma — animaris BepAiHcbkoi
CTiHY, 11O PYMHYETBCS, — TPaHCAKOE endopiro Mo-
MeHTy HacTaHHS CBOOOAM, aAe 3a BCciMa eaeMeHTa-
MU IIPOEKTY IOCTAE MUTAHHA: YOMY YKpaiHa ONMHMU-
Aacs 3a criHowo €Bpornelicbkoro Coiosy, BUSIBMAA-
cs i30AbOBAHOI0, CaM-Ha-CaM 3 HUHIIIHbOIO arpeci-
€10 i okymnauiero? Lleil IpOEKT K CBOEPIAHUIL A3BiH,
1110 CTIOBilIla€: He MOXKHA 3aKpMBaTY O4i Ha TpareA(ilo,
10 BiaOyBaeTbcs B ceplii €Bponu. I Bcst cTpykTypa
B TIIPOEKTI — 1] He TiAbKM IIPOCTOPU AASI AEMOH-
cTpauii iHcTaAsLin. BoHa rOoBOpUTH PO Yaco-Mpo-
cTip, 10 He € AiHiTHUM. ApXiTeKTypHa po3a Ha ¢da-
CaAl Ipalioe sIK BIACMAKA AO CEPEAHBOBIYHIX COOO-
piB, ap’Ke AeThbCA PO IIOBEPHEHH: Y CePeAHbOBIU-
4sl, KOAU LIMBiAi3aliliHi HOpMM BXe He NpPaLlol0Th,
KOAM CHAQ BUSIBASIETBCSI ITPEBAAIOIOYOIO Y BUPilIIeH-
Hi MOAITUYHMX TTPOOAEM.
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16. Fantastic Little Splash. «ITo0ioHe 3006payceHHs»,
«State of the ART (ist)» (Ars Electronica Award, Ainw,
Ascrpisi, 2022).

Cepep iHmMX MicT 3apisHi naarpopmu Mapiy-
1oAs1 i CAOB’IHCBKA, Ha KOYKHIN 3 IKMX A€XKUTH Mama
3 [I03HAYKAMU MicLb icTOpuaHMX 01 CAOB’STHCHK
MPEeACTaBAEHUII ABOMA TEPUKOHAMY, 00EPHYTUMU
aHIMOBaHMM 300paskeHHSIM MiCLib ITOAIN, 1110 TYT BiA-
6yBaancs 2014 poxy, KoAM MiCTO OYAO OKYIIOBaHe.
Ha nepiuiomy TepukoHi — 300pakeHHsI MiCbKpaAu
CAOB’SIHCBKAQ, siKa Oyaa 3axorAeHa 3aroHoM IPY PO,
Ha iHIoMy — 3pyitHoBaHe ceanirie CeMeHiBKa Ha OKO-
Anui micra. e cMMBOAM He TiABKM THIX TE€PUKOHIB,
SIKI yTBOpUAMCS Bip iHAYCTpiaaizanii B CAOB'STHCBKY,
aAe i1 HUHIIHI CMMBOAM, 1110 BUHUKAM B Pe3YAbTaTi
arpecii P® B YkpaiHi.

ITpocrip Tlpur’siti 3 mpoexktom «VR Tenesnc»
Npalo€ K MOHITOPMHI HaDOAXKYBAHOCTI B YKpaiHi
B PEaAbHOMY Yaci: KOXXHi 1,5 XBUAUHM 3'SIBASIETHCS
Ha cBiT AnTuHa (iA. 11), a HaBOpoTU — AiTH, BOUTI
P®. «VR Koaaiipep», paLiooyu 3 MoAisMu, o chop-
MYBAaAMU CBIT, CTAaBUTb NMATAHHSI: UM AIOAU € eAeMEeH-
TapHMMM YaCTKaMU B CHCTeMi IIPUCKOPIOBAYiB TAO-
6aABHIX CHA, Y/ €HEPTis B3aEMOAIT MOKe TOPOAUTHI
HOBI L{iHHOCTI, HOBi () OpPMIM MUCAEHHSI Ta HOBI CIIO-
cobu icHyBaHHs Ha 3eMAi, HAITOASTAIOYM HA TOMY,
1[0 iHIINUIT CBIiT MOXXAUBUIT?

Iepdopmanc «I 3akpuro He6O, 1100 BU MOTAU AU~
XaTu», IPUCBAYEHM BiltHiI B YkpaiHi, MucTkuHs 3 Ku-
eBa Aap’s IlyrayoBa peaaisyBaaa y peauaeHuii Radar
Sofia B Boarapii, Kyau BoHa BT€KAQ Bip POCiICbKMX
BIIICBK, 10 0TOYMAM cToAMLI0. [Tepdopmanc B €B-
pomi npo Hamap Pocii Ha Ykpainy peaaisyeTbcs 30B-
CiM He AerKo: ITOCTY MUCTKVHI PO aKLjifo 6aHMANCS
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17. Orexcandp Bypraka. «OkpecreHHs BeAUKO20 OUKO20
noasa» (2020-2022), «State of the ART(ist)» (Ars Electronica
Award, Aixy, Asctpis, 2022).

B Incrarpami. Aae 1je He 3ynuHsiao Aap’io ITyrauosy.
ITepdopmaHc BipOyBcs y uepBHi 2022 poky Ha Bpar-
CBKill MOTMAI, 1[0 € TaM SITHUKOM PaASIHChKIiT apMil
B Codil. MUCTKMHS KOHLIeNTyaAisyBaaa 1ieil TBip
SIK aKT €EAHaHH: B KpaiHi, Ae YKpaiHa 3HaXOAUTD 3a-
XUCT i MATPUMKY. XyAOKHULA A€KUTb Ha 3€MAI;
ciTKa HaTsArHyTa MOBepX ii oroaeHoro Tiaa (ia. 12).
Sk 3adikcoBaHO B pecpeAisi, XyAOXKHULISI IPOCUTD
TAsIAQUIB «...3aKpUTU HEOO” SIK MPOCATDH YKpaiHLi,
11100 MaTH 3aXMCT Bip POCiIChKMX pakeT. Pasom yyac-
HUKI IA€TYTb MacKYBaAbHY CiTKY HaA TiAOM XYAOX-
HMLI, 00 CUMBOAIYHO 3axucTuTy ii. L[i KoAeKTUB-
Hi All cBiAuaTh IIpoO Te, 110 MUPY MOXKHA AOCSITH,
AKILO TIABKU AIOACTBO 00’epAHaeThcsa» [17]. OpHax
Te, 1[0 3aAYMYBAAOCS SIK aK1iist coAiaapHOCTi, BiAOY-
A0Cs1 6€3 CTOPOHHBOI MATPUMKI — AUIIE SIK BOAE-
BUsIBA€HHsI MUCTKMHI. ITepdopmaHc nposiBUB 5K pe-
AAbHY TIOAITMYHY CUTYallilo Y CBiTi, Tak i He3AaM-
HY BOAIO YKpaiHL[iB. MO>XXAMBO, TaK i MaAO CTaTUCH,
aA’Ke Lje BiaoOpaskae cTaBAeHHs A0 YKpainu B Boa-
rapii. He3aAexXHo Bip TOro, CKiAbKM 3YCUAD BU AO-
KAQAQ€Te, 11100 CKAACTM [IAQH, MUCTELTBO 3HAXOAUTD
CBIl HIASIX AO TBOPDEHH: i BIAKPMBAE O4i Ha IIPaBAY
Ta icrunHumit cran peyveit [18, c. 330]. ITepdopmanc
«f1 3axpuro He6o, 06 B Morau puxatu» Aap’i ITy-
rayoBOi 3aAOKyMeHTYBaAu KaMmepolo IBan Hikoaos
Ta onepaTop ApoHa CBiTAiH MapiHoB.
MoaepaTtopoMm ykpaiHcbkoro AHs Ha Ars Electronica
BucTynuB apTaupekTop ITinuykAptLlentpy Bitopx
Teappxod. Oxpim npoekty «VR Koaaitpep» Okcanu
YemneAuk, B npeseHTallii 6yau 3aaisHi OaexcaHpp
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18. AE HE AE. Ilpoexm «>Kosma ainiza» (2018), «State of the ART (ist)»

(Ars Electronica Award, Aixy, ABctpis, 2022).

Bypaaka i Aepa IToastHCcKkoBa 3 apTrpymm Sviter,
AO SKOI BXOASTHh TakoXX Makc Poboros Ta IBan
CaiTAMYHNMIL.

Konkypc ouiHoBaA0 Xypi y ckaaai: biioph Iean-
axod (aprampexrtop ITinuykAprtllentpy y Kuesi,
Vkpaina), bopuc Marpini (kyparop HEK — Haus der
Elektronischen Kiinste y Baseai, IlIBeitiiapist) Ta Ma-
pita MyykKoHeH (CITiB3aCHOBHMLSA i CIIIBAMPEKTOP-
Ka Artists at Risk, ®inasnpist). Tox 6iApwicTs mpo-
€KTiB, ekcrioHoBaHuX B ITiHuyKApTLleHTpi, mepe-
KouyBaaa Ha Ars Electronica.

Biaeo «BpsiskaHHsI, CTYKIT, Cyliepeyka Ta OyAbKaH-
Hs1» AaHnira PeBkoBcbKoro Ta AHAPis PaunHcbKo-
IO, XapKiBCbKOT'O TBOPYOTO AYETY, SIKUI1, TOEAHYIOUM
pisHi popmMaTy MUCTELBKMX MPAKTUK (IHCTAASILII,
PEKOHCTPYKLIi, Biaeo, apxiBu), AOCAIAXKYE KOHTEK-
CTU Ta AQHALIA(TY IPOMICAOBUX PerioHiB YKpaiHu.
Pob6ora € oAHUM i3 PpparMeHTiB IIOCTAMOKAAINITUYHOL
BUCTaBKU «XBocTocxoBuie» B ITinuykAprllenTpi
(2021), excriosuiiist sIKOI KOHIIENTYaAbHO OyAa BUOY-
AoBaHa sIK Mysell AI0AChKOI IMBiAi3allii, CTBOpeHMit
B Maii0yTHbOMY, BXXe ITiCAsI 3arnbeAi AoAcTBa. K TyT
He 3TapaTy BUAOBUILHMIT TPOeKT AemieHa XepcTta
«Cxap6u 3arubaoro “HeitmoBipHoro™» [19, c. 31—
45] Ha Bewnewniricnkiit 6ieHaae 2017 poky abo mepco-
HaAbHY BucTaBKy Emiaii llkapHyaiTe «ITokoi caiiBa»
B Tomy X Taku [TinuykAptLlenTpi 2020 poky. OpHaK,
et Mysel1 — 1je 30BCiM He 3aXOIIAMBA icTOPis, BiH
MPUCBsIYEHNIT MaltOyTHil apXeoAorii XBOCTOCXOBMIL]
y Kpusomy Posi. XBocToCxoBuIIle — 1ie KOMIIAEKC
creljiaAbHUX CIIOPYA, TIPM3HAYEHUX AAsI 30epiraH-
Hs1 paAiOaKTUMBHMX, TOKCMYHMX Ta IHIIMX BiAXOAIB
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30arauyeHHst KOPMCHUX KOMTAAMH, | MUTLI AOCAIAXKY-
I0Tb He TiAbKU AeTrpaAalilo AOBKIAAS, CIIPUYMHEHY
AQHTPOIOreHHUM (HAKTODjM, aA€ 1 AerpapaLiio Alo-
AVHU. BTiM, 4yepes ecTeTUKy Kpacu 11 >Kaxy L TeMa
BXe BriaeHa y diabMi BaaeHTnHa BacsiHoBMYa «AT-
AaHTHAa» (2019) mpo AoHbac 2025 poKy sIK Hempu-
AQTHY AO KUTTS TEPUTOPIIO Uepe3 eKOAOTIUHY KaTa-
cTpody, KOAM IIAXTY OTPYiAM MiA3E€MHI BOAM BHa-
cAipOK BirtHM i okymanii PD. ¥V Biaeo X XyAOXKHUKN
nmipAHIMaTbCs Ha AaMOY XBOCTOCXOBMIIA 3 TOAAAD-
MU 0€3TAY3AUMM AisiMU, OYKBaAbHO 3asIBA€HU-
MM B Ha3Bi, HAMaral4lChb CIIapOAiIOBaTU CBapKY
SIK BIAOOpa>keHHsI BCIX CYIIepevoK i Hemopo3yMiHb
HAIIIOTO Yacy MK KpaiHamu i AoAbMy. CyMHMIT Ki-
Hellb AIODACTBA Y Biaeo «Bpsi3KaHHsA, CTYKIT, cynep-
eyka Ta OyAabpKaHHs» (ia. 13) TpaHCAIO€ anarito, 6es-
HaAl Ta 0e3MOMIYHICTD.

Iaes peaaisarlii npoexTy «ExcriosujiiiHe cepepoBu-

“IlTyxAsipa”» BUHMKAA B apTrpymu Sviter ta IBa-
Ha CBiTAnuHoro e 2013 poky, ase BTiAMAacs Aulile
2017-ro. XapkiBcbki xypookHuKM Aepa [ToasiHCKOBa,
Makc PobotoB Ta IBaH CBiTAMYHMIT 3aCHYBaAU
MMCTELbKUI MPOCTip FOPM3OHTAABHOI CTPYKTY-
P11, KEpOBAHUIT XYAOKHMKaMU, aAe OyaiBAsi Oyaa He-
3aKOHHO 3axomAeHa. ToX 1is1 TpaBMa CTaAa ABUTY-
HOM 33AASI CTBOPEHH: NPOEKTY «EKcrosulliiiHe ce-
peaosuie “Illyxasiaa”» — iHTepHeT-1AaTdOpMu /
Be0-CallTy, TOAOBHA MiCisl SIKOTO — CAYTyBaTy Ipo-
CTOPOM AAS BTIAGHHA iAeil He3aAeXHUX KypaTopiB
i XyAOXKHMKIB (iA. 14). 3apas excIo3uiiiiiHe cepeAoBH-
me «Ilyxasgpa» nmpairoe iHCTUTYLIIHO 32 IPUHLIU-
IIOM iHKAIO3MBHOCTI SIK iHCTPYMEHT AAS BUpillleHHA
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19. Oxcana Yeneauk. «Oxeamn».

«Hybrid-Art-2022»
(Llentp ®epuana Aexe ITopr-ae-Byk, @panuis, 2022)

Pi3HOMaHITHMX MUCTELbKYX i COLIiaAbHMX 3aBAAHD.

Innmit mpoext IBana CaitamyHoro «Donate»
B irpoBiit popmi MPOBOKYE i 3a0X04y€ A0 ONTUMI-
3aLjil KOPUCTYBaHHsI eAeKTPOeHeprieo (110 LiAKOM
BiATIOBiAQ€ €BPONENICHKMM TPEHAAM IOLIYKY IIASIXiB
He3aAeXHOCTI Bip eHeproHociiB P®). Kopucrysay,
HaACKAaI0uY iHpOpMaL|ito Yepes CIieliaAbHO CTBOpe-
HIIT MUATLIEM CaIT PO 3eKOHOMAEHY €HepTilo 3 KOH-
KPETHUMU AQHVMHU, ITOTYXXHICTIO €AEKTPOODAAA-
HaHHS Ta YacoOM, KOAM BOHO He BMKOPJMCTOBYBAAO-
cs1, pOOUTH MOXKEPTBY, sIKa )XUBUTb CBITAOBY Beb-
iHcTaAsAwio (iA. 15). MuTelb, TaKMM YMHOM, HaMara-
€TBCS SIK CIIOHYKATH IAsIAQUa SIK AO aKTMBHOI y4acTi
y KUTTEBOMY LIMKAI apTOO’€KTY, TaK i A0 yCBIAOM-
AEHHS eKOAOTIYHMX HaCAIAKIB HAIIIMX Ailf, 1[0 Ma€ CTa-
T QyHAAMEHTAaABPHUM MPUHLMIIOM Y MUCTELTBI
Ta B MIOAEHHIN AisiabHOCTI. Taka 3aAyueHicTb CBiA-
YUTH PO B3aEMO3AAEXKHICTh, TOOTO HEMAE 130ABO-
BAaHOI'O CepEAOBMUIIA Bi elipeMill, BOEH, Y HAC OAHA
[AQHETAa — CIIABHUI AIM, A€ AOOpPOOYT 3pocTae
BiA 3ycuAb KOXXHOTO. Po6OTa BiAA3EPKAAIOE TAKOXK
i yKpalHCbKy HaraAbHiCTb, KOAU IIOXKEPTBU CTAAU
0CepASsIM iCHYBaHHs KpaiHu i 60poThOM 3 BOpOrom.

«ITopibHe 306paxkenns» (ia. 16) — 11e Bipeoece
2020 poky, B ikoMy aBTOpCbKui1 AyeT Fantastic Little
Splash (Aepa Maabuenko 11 Oaexcasap Tani) Hama-
raloTbCsl ONPUSBUTHU CTaH HENEBHOCTI Cy4acHOI
AIOAVHH, 1[0 OIIMHUAACS B LIeHTPi 6araTbox Kpus.
«BoHa Ile onmpaeTbCs AQHOMY CTaHY pedei, OAHaK
€ HaA3BMYAITHO PO3ryOAEHO0, HAMArar4mch BiAHail-
TH CIIOCIO >XUTU Y CBITI, 1[0 He MIAAQETHCS BIIOPSIA-
KyBaHH0...» [20].

OKCAHA YEMEAMK
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21. Izop Cokoaros. Ilpoekm «KoAu 3aKiHuumbocs BitiHa?»
(Carbon, 2022)

BiaeopoboTta «OKpecAeHHsSI BEAUKOIO AMKO-
ro moasi» (2020—-2022) OaexcaHppa Bypaaku pA0-
3BOASIE IIOTASIHYTM Ha Cy4acHi Tepuropii Aukoro
IToass — miBA€HHOTO CXOAY YKpaiHM — 3 IepcreK-
TUBU AIOAVHY, fIKa LIMPSIE HaA CTemaMu. YKpaiH-
CbKUI XYAOXXHMK, €KCITO3ULIIIHUI AM3aiiHep, apXi-
texTop i pororpad OaexcaHAp Bypaaka 3pificHuB
nopopox Auxum IToaem — tepeHamu IliBHiuHOTO
ITpuyopHoMmop’si Ta [IprasoB’s, Ae TPOXOAMAY BaK-
AVIBi TOPTiBeABHI Ta BiJICbKOBI IIASIXM AO JIOTO ITepe-
TBOPEHH: Ha BeAVKMI1 mpomucaoBuil perion y XIX ct.,
KoAM y 1870-X pokax BaaAiicbKuii 6isHecMeH A>KOH
FO3 3acHyBaB MeTaAypriiiHUIT 3aBOA 3 BUPOOHULITBA
yaByHYy. Ili3Hillle 11e/1 eKOHOMIUHMI1 paiiOH CTaB cep-
nesuHoto ekoHomiku CPCP, ae icropuyna crparudi-
Kallisi IASIXiB, PiYOK i cia BusiBMAACD siApoM ypbaHisa-
1jii perioHy Ta OCHOBOIO AASI PO3BUTKY BYTiAbHOI IIPO-
MucaoBocTi. Pociiicbke Bropraenss y 2014—2022 po-
KaX MOBEPHYAO IIASIXM Ha3aA AO IXHBOTO BilICBKO-
Boro npusHaueHHs. OaekcaHAp Bypaaka pyxascst
B3AOBX MypaBCbKOro Ta I310MCbKOro MmaAsixiB, dik-
CyI04M Ha Bipeo AaHAwmAdT, 1[0 110ro oTouyBas (iA.
17). B cBoeMy BMKAQAi apXiTeKTOp He B 3MO3i BUITI
3a MeXi KOAOHIaABHOTO AVCKYPCY LIOAO OCBOEHHS
ITprasoB’st MOCKOBCbKIM LIapCTBOM. BiH TBOpUTB C1i-
Tyallilo CIiBiCHyBaHH: HapaTMBiB MMHYAOTO i CbOTO-
AEHHSI, BiA SIKOTO 3aA€XKUTH Hallle MatbyTHe (MoAyC
criBicHyBaHHs QOPMaAbHMIL, AOMIHYBaHHS HapaTu-
BY METPOIIOAII 0ueBMAHe). B itoro exckypci € arapka
PO TaTap, aAe HEMA€ HaBiTb HATSAKY Ha YKPaiHY, )KOA-
HOI 3rapAKu npo HasBHicTh Xoptuubkoi Ciui, Toma-
xiBcpkoi Ciui, bazaBayupkoi Ciui, Muxurcobkoi Ciui,
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22, Apocras Kocmenko. Ilpoexkm «Koau 3akinuumbcs
sitina?» (Carbon, 2022)

Yopromanypkoi Ciui, Kam'stnepkoi Ciui, OAewkis-
cpkoi Ciui, Hosoi Ciui B3A0BX MypaBCbKOTO LIASI-
xy, un Kaapmiycbkoi maaanku Biiicbka 3armoposbkoro
HusoBoro, 10 3aiiMaAa TEPUTOPIiIO0 y MeXax CyqaCHIX
AonenpKoi, AyraHcbKol Ta AHIIPONeTpoBChKOI 00-
AQCTell 3 LEHTPOM Y ceAuti 6ias rupaa piuku Kaab-
Miyc, Ae KOAUCH OyAO ropoauiie Aomaxa, a 3ST0AOM
30yAOBaHe HMHI CAQBHO BipOMe MicTO MapiyIoAb.

SIKicHui1 BisyaAbHMI1 MaTepiaA, 3HATUI ADOHOM,
i3 3aCTOCYBaHHAM CayHATPEKY, LII0 BiACHAAE LIBUA-
I1Ie AO OCBO€EHHS AMKOro 3axoay AMepyKM, CTBOPIOE
iAro3i10 BiauyXeHHs1. B KoHTeKCTi muTaHHs izeHTUdI-
Kauii 0coOMCTOCTI B Cy4acHOMY CBiTi Ta mpobaeMu
CHAAIVHY IIOCTTOTAAITAPHNX PYAMMEHTIB, IPOEKT
€ HarAsIAHOIO iAIOCTpalli€lo TOTO, HaCKiAbKM BUPi-
LIAABHUM € iCTOPUYHUII HApaTUB AASI HAILIOTO KO-
AEKTVBHOTO BYDKVBaHHSI.

IMTpoext «KoBTa AiHisi» (2018) camoopranizoBa-
Hoi mucTenbkoi iHigiatuBu «AE HE AE» — 1ie p0-
KYMEHTALlisl, 1110 CTOCY€EThCsI 00 €KTIiB apXiTeKTypHOI
Ta MOHYMEHTAABHO-MUCTeLbKOI criapmmHy XX cTo-
AiTTs Ha AoHbaci. CboropHi 6iabIIiCTb MicT periony
3HMILEHI Ta 3aiiHATI pocilicbKkoro apmiero. Tomy ao-
KyMeHTalisl NpoeKTy «KoBTa AiHifg» 3aAMIIAETHCA
41 HE EAVIHUM 30€peXeHNM CBIAYEHHSIM LiMX apxi-
TEKTYPHUX 00'€KTiB. BUsIBAsIETBCS, 3TIAHO 3 3a51BOIO

78

20. Aap’sa Koavyosa. «Teopisa saxucmy», KoneHrareHCbKuin
Dopym Aemokparii (Kopoaiscekuit Tearp Aawii, 2022)

TPYIN, «paAsTHCbKe MUCTELITBO Ta apXiTeKTypa B YKpa-
1Hi 3aB>XAM CTUTMATU3YBAAUCA Ta HE BU3HABAAUCA
SIK B&KAMBI ICTOPUKO-KYABTYPHI apTedakT MUHY-
A0 AOOM». SIKMM YMHOM Y YA€HiB rpynu chpopmysa-
AVICS TIOAIOHI 3HaHHS i ysIBA€HHSI? AAXKe paAsSHCbKe
MUCTELTBO Ta apXiTeKTypa 5K nepebyBaau y Gpoxy-
ci apxitektypHoi ocBitu 3 yaciB CPCP, Tak i AoHMHI
BXOASTb AO IIPOTPAMM BUBYEHHS y BUIIAX, HE AUB-
ASYMICh HAa OKAMKAHI 3aCYAUTY TOTAAITapHY iA€0AO-
Tilo «3aKOHM IIPO A€KOMYHi3allilo», 1[0 AII0Tb B YKpa-
i 3 2015 poxy. HaTomicTb crapliyHa yKpaiHCbKO-
IO apXiTeKTYpHOTO MOAEPHY K SIBMIIe He iCHyBaAa
Bce XX CTOAITTS B apXiTeKTYpHill icTopil Ykpainu
Ta'y CBIAOMOCTI apXiTeKTOPiB i HelllaAHO HUILMAACS,
nepeOyAOByBaAacs Ta KapaAacs, abu BUKpeCAUTH ii
3 ICTOPUYHOI KYABTYPHOI ITaM sITi, B 4OMY i1 OYAO AO-
CATHYTO I'PYHTOBHOTO YCIIiXY.

Yomychb yKpaiHCbKa XYAOKHMLA, IO BYMAQ-
cs1 B ABcTpaaii, posymie, 1110 apxiTeKTypHi 00’eKTHI
Ta IaM ATHUKY I1€PETBOPIOIOTh aTOMi30BaHe MiCTO
Ha CIIIABHOTY, CTalOTh MapKepaMy Ta CMBOAAMM,
a MUTLH 3 YKpaiHu, Ae KOAOHIAABHI AUCKYDPCH € TIpe-
BAAIOIOUMMI, 1IbOTO He PO3yMilOTb. SIKI1]0 TOAOBHUM
JKUTTEBMM IPIOPUTETOM i LIiHHICTIO AASL XYAOXHU-
KiB € ycIiX, a AASL LIbOTO TIOTPiOHO OyTH y papBare-
pi HapaTuBIB, sIKi BUTiAHI KypaTopaMm, To XTO X Oyae
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3a/IMaTUCS TAMOOKMM Fe0IOAITMYHMM aHaAizom? SIKy
CIIPaB)KHIO METY BOHU IEePECAiAyIOTh?

ITaardopma V-ART y cniBnpaui 3 EDAF — €Bpo-
MeJICbKUM SIpMapKOM AUTUTAABHOTO MUCTELITBA —
OpraHi3oBye YKpaiHCbKUI BipTyaAbHUI NTaBiAbJIOH
(itoro mpesenTauis BipOyaacs 5 TpaBHs 2022 poky,
KypaTropka — €BreHisi [aBpMAeHKO), AEMOHCTPY-
104M AUTUTaABHI TBOpU Pokcoaanu Ayaxn, Oabru
®epoposoi, Oxcann Yeneaux, IOaii lllyTkesuy, Bi-
TaAig IHKOBOro B pAlanasoHi Bip MeaiaapTy oo NFT.
Ha xondepenuii NFT & Digital Art Conference B Ai-
caboi (ITopryraais) 3 poonoBipsmu Buctynuan FOais
ITytkeBuy («KpeaTnBHMIT KOMIT FOTMHT, HATXHEHHUI
MMOBCSIKAEHHUMU peaMeTammu»), Okcana Yerneank
(«Pobora 3 “PiAKOI0 CY4aCHICTIO", KOAM HEBM3HA-
YEHICThb CTa€ KOHCTAHTOI0, a TAMHHICTh — HOBOIO
aKTyaAbHicTIO») [21] i BiTaain Aukosui («O6’exTu
mam’siti»). YKpalHCbKUil BipTYaAbHMII MTaBiABIIOH
B Metaverse OyB mpeACTaBA€HMUI B paMKax TVDKHs
Art Basel B ITapui Digital & Crypto/NFT Art (ky-
paropctBo — BREEZY).

Ti6pua-apT — TeMa, 110 AOCAIAXKY€E HOBITHI TeH-
A€HLI, AKi TPOBOKYIOTb AUTiITaAbHI TEXHOAOTII, ITiA-
HOCSYM OAHI KYABTYPM Ha iHIIMMM Ta 3MiHIOOUM
KOPAOHM: HalliOHaAbHI, TEXHOAOTYHI, ICYXOAOTiY-
Hi. LlenTp nmaactuunnx mucreyrB PepHana Aexe
«HYBRID’ART 2022» B ITopT-pAe-Byk (PpaHiis) npea-
craBuB BipeoiHcTaasiro Okcann Yeneauk «Okean»
SIK pparmMeHT NpO€eKTY, PO3pOOAEHOr0 B paMKax apT-
pesupenuii IMeRA y criBnpari 3 IMBE (Cepeasem-
HOMOPCHKUM iHCTUTYTOM 0iOpiBHOMAHITTS Ta eKo-
aorii) Ta Cepea3eMHOMOPCHKMM iHCTUTYTOM OKEeaHO-
rpadii B Mapceai. AOCAiAKEHHSI I[OAO CIiBiCHYBaHHS
3 IPUPOAOI0 — OCb A€ PeePEHTHO CIPalIbOBYE Bia-
cuAKa A0 AucKypcy AoxHu TapaBeii, onpualopHeHO-
ro B KHIKLi «3aantuatucs 3 6ipor: CTBOpeHHsI po-
AVIHI Y XTYAylleHi». B IPO€KTi MpOCTEeXYIOTbCA pi3-
HOMaHITHI Bi3yaAbHi BUKPMBAEHHS, BUKAMKAHI aH-
TponoreHHMMM GaKTOpamuy, 10 CTOCYETHCS ribpUA-
HOCTI He Aniiie GpOPMU SIK CIIOTBOPEHHSI JKUBUX BUAIB
i IpOCTOPOBOTO CepeAOBNIIIa Yepe3 3MiHM KAiMaTy,
aAe 11 mpoliecy ribpupmnsauii cBiaomocti ta i sedop-
Mawii1, MoB’sI3aHMX i3 riOPUAHOIO BITHOI OCTaHHIX
AecaTUAITH (iA. 18).
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B npoexri «Teopis saxucty» Aap’st KoapLioBa 06-
KAEIO€ 3aXMCHMMI CMYyTIaMy BiKHa BiAOMMX MiXHa-
POAHMX IHCTUTYLil, K Lie OyA0 3pobaeHo Ha Cami-
Ti Aemokpartii B Korenrareni, meragopuano 3anpo-
IIYI0YM BUITPOOYBATH YKPaIHCBKMI IPOCTIp mip 06-
crpiaamu (ia. 19).

@ectuBaab mepiaapty Carbon po3pobasie mpoexr
«Koau 3akinunThes BitHa?» (Kyparopka — OAekcaH-
Apa Xaaena); B pamkax aprpesupenuii Villa Arson
y Hiuui (OpaHuis) AoemoHcTpyBaaucs poboru an-
Hu Bamenko, Karepunu PorayeBcokoi, €srenii Koc-
TaHuLi, BaapucaaBa KoHonka, Irops AypHesa, I1as-
aa TI'ynbka, EapHypa TarieBa, Muxaitaa Bu6opos-
CbKOro0; B paMKax KpakiBCbKOro TVDKHS MUCTELITBA
(TToAb1a) 3 Mpe3eHTALisIMU BAACHOI TBOPYOCTi BU-
crymuan Bitaain Sukosuit, Aap’st Maiiep, Asczea,
€sren Opaos, Oaexciit YToukiH, [TaBao bBectyxes,
Tast Kabaesa, Irop Cokoaos (ia. 20), SIpocaas Koc-
TeHko (ia. 21).

B Bepaini i Kacceai (HimeuunHa) 3 18 yepBHst
A0 25 BepecHda 2022 TpuBaAa BUCTaBKa «AOKyMeH-
Ta-15», 1110 BBa)KA€ThCs HAVBIAUBOBIIIIOIO ITOAIEIO
Cy4aCHOI'O MUCTeLITBA y CBITi, aae 11lopa3y BUPi3H:-
€TbCs BIACYTHICTIO YKPaIHCbKIMX aBTOPIB.

BucnoBku. Cy0’exT, nepebyBaro4n y CMBOAIY-
HOMY ITOAI mam’siTi, Mo>Ke He romituTu (i mpo 11e cur-
HaAizye «Manidecta 14» B ITpuintuxi) Hebesmeku
IOBEepHEeHHs HalTeMHimmx cuA XX CTOAITTS, sKi
npuUYaiAuCs B cipoMy 6€TOHI TOTaAITapHOTO CITAAKY.
AAe, AK CBIAUMTD YKPAIHCBbKUI AOCBiA, 32 CIPUSAH-
HsI MOAITMYHMX MaHINyASILIi}l 3 HbOTO BUOMPAIOTHCS
CKopillle 32 HECIIPOMO>KHICTIO KOPUCTYBATUCS CipOI0
PEeYOBMHOIO, 32 BIACYTHOCTi IPAaKTUK KPUTUIHOTO
MMCAEHHsI. BUTBY, 110 pO3rOpTAIOTHCS Y CUMBOAIY-
HOMY ITOAI TaM’sTi, 11le reTh AQA€Ki AO 3aBepIIeHHS,
Ha Ljiil HMBi IOCTiNTHO BeAyTbCs aTakyu. MaHimyas-
TUBHUMMU € Ail HEAOAYTUX IOAITHKIB Ta IX mpuobiu-
HUKIB. BiitHa cdhopmyBasa TpeHA BiAllOBiAaABHOC-
Ti MUTLIA | KypaTopa 3 HM3KOI0 KpUTepiiB, SKi mo-
AATAIOTb B YMiHHi:

— BU3HAYaTyU MPOOAEMATHKY;

— BCTAQHOBAIOBaTM 3B'SI3KM 1 0auuTy ILASIXU
AO B3aEMOAIT;

— nepeabayaTy HacAiAKY;
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— AOCAIAXKYBaTU iael, AOTPUMYIOYMCh BiAbHO-
ro Bubopy;

— KPUTUYHO OLiHIOBATM iael, Ail Ta pe3yAbTaTi.

YKpaiHCbKi TpeHACeTTepU B PisHMX AMCLIMIIAIHAX
AKTVBHO BUOOPIOIOTH KYABTYPHY CY0 €KTHICTD Kpai-
HM Ha MDDKHapOAHIl1 apTCLieHi.

Ha nporusary HuijeHHio HaljioHaAbHOTO 1IeHTpY
OaexcaHapa AoBXeHKa Ta HalliloHaAbHOI KiHeMaTo-
rpacdivHoi ciapmHy YKpaiHy, sike HarAUM Y/HOM
BiAOyBa€ThCS B yMOBaX BillHM, IONIPY BiACYTHICTh
a00 cAQOKiCTb KYABTYPHO-MUCTELBKUX IHCTUTYLIiI,
a00 iHCTUTYLiI, 1[0 06CAYTOBYIOTH BAACHMIT O0pO-
KPaTMYHMUIL allapaT, a HYHI 1ie 71 BIJeHT 3pYIHOBaHOL
€KOHOMIKM Ta iHppacTpyKTypu Kpainu (10 HaBpPsiA
4M CIIPUSIE TIOBHOLIHHIN CY0 €KTHOCTI YKpaiHChKOI
KYABTYPH), CaMe HelIMOBipHa TBopyYa MobiAizaitis
MUTLIB, IX camMoopraHi3alis i 3aaHra)xoBaHiCTb
TBOPATb CY0O'€KTHICTh YKpaiHU B KYABTYPHO-IIO-
AITMYHOMY KOHTEKCTI BillHU 3aBASAKM MUCTELITBY.
Le cipusie Hanpall0BaHHIO KPUTUYHOTO MUCAEHHS
Ta eMaHCUIIOBAHOI YYTTEBOCT] SIK 30HU CIIPOTUBY
B CBiTi MaHINYASITUBHUX TEXHOAOTIJ1, TepeKAIOYEHHs
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yBary, nepeKpy4yBaHHs 3MiCTy Ta 3aMOBYYBaHHS
YKpalHChKOIO MUCTELITBA.

IMosuuitoBanHsA YKpaiHM B CBITi Bechb IOINepeA-
Hill Yac He MaAO Aep>KaBHOI cTpaTerii, po3paxoBa-
HOI Ha KOMIIAEKC ITOCTITHUX AAHLIFOKKIiB ITOAiN, KO-
Aa0OpaLiIHIX TPOEKTIB sSIK TAATHOPM AASI Mi>KHA-
L[iIOHAABHOTO AMICKYPCY MY3€/THOTO PiBHA. 3yCUAAS-
MU KYABTYPHOI AUTIAOMATiI MO’KAMBO:

— CTBOPIOBATM BAACHI AEKOAOHI3aLiliHI AMC-
Kypcy;

— MIABMIIYBaTH IIPECTIDK KPaiHu, yPSAY, MOAi-
THUKMU SIK Y MDKHapOAHOMY TOAITMMHOMY CepeAOBM-
11, TaK i cepep CBITOBOI IPOMAACBHKOCTi, HACAIA-
KOM YOr0 CTaHYTb eMIIaTisl, COAipAapHiCTb, edek-
TUBHICTb 30BHIIIHbOI MOAITUKH;

— 3MEHIUUTY BIIAUB HETaTUBHUX TE€HAEHILIi/ [0~
AITUKO-iA€OAOTIYHOTO ITOXOAKEHHS;

— IOAOAQTH yIIePeAXKEHICTD L0AO KpaiHu, 3Milj-
HUTY Mi>)KHapOAHMUII aBTOPUTET AepP>KaBU;

— IPOAEMOHCTPYBATU BiAKPUTICTb CYCIHiAb-
CTBa Ta JIOTO AeMOKPAaTMYHi LIiHHOCTI;

— CIIPUSATU BVDXKMBAHHIO YKpaiHU SIK Aep>KaBU.
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Oksana Chepelyk. The Ukrainian projects at the Manifesta 14 and Ars Electronica: the problem of
subjectivity in the cultural and political context of the war

Abstract. The article raises issues of the subjectivity of Ukrainian art and culture, in particular in its theoretical
and practical aspects, which was developed by the artistic projects of Ukrainian authors, implemented abroad during
the war within the framework of representative art forums and exhibitions of Manifesta 14, Ars Electronica, EDAF and
others.

The purpose of the article is the formation of professional awareness of the practices of Ukrainian contemporary art
regarding the problem of the subjectivity of Ukraine on the international arena, through the prism of critical thinking
and sensitivity in the cultural and political context of the war, for the sake of modern cultural creation, as well as
to facilitate further research studies, of the Ukrainian art projects, implemented abroad during the war within the
framework of representative art forums and exhibitions, for their full involvement in the national art discourse.

The process of struggle for the subjectivity of Ukraine both within the country and on the international arena is
explored.

The methodology of the study consists in theoretical and field research on the topic of the subjectivity of Ukrainian
art and in the author’s experiments development. The main method is a comprehensive and systematic approach to
highlighting issues of subjectivity in culture and art, visual and photometric methods, analysis of concepts, of the
artistic realizations, of the relationship between content and form, contexts and discourses.

The concept of sensitivity was involved, which includes feelings of empathy and solidarity. The peculiarities of the
Ukrainian projects’ presentations within the framework of the top forums of contemporary art were explored, including
Manifesta Biennale 14 with the theme «It matters what worlds world worlds: how to tell stories otherwise», Festival for
Art, Technology and Society Ars Electronica with the theme «Welcome to Planet B: A different life is possible. But how?»
and EDAF, which served as a training ground for the formation of the subjectivity of Ukrainian contemporary art.

The case studies were researched of projects by such Ukrainian artists: Stanislava Pinchuk, Alevtina Kakhidze,
Oksana Chepelyk, Daria Pugacheva, Danyil Revkovskyi, Andriy Rachinskyi, the art group Sviter and Ivan Svitlychnyi,
fantastic little splash, Oleksandr Burlaka and DE NE DE, shown within the framework of representative art exhibitions.
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The role of the curator and the artist as an agent of the subjectivity of Ukrainian contemporary art in the cultural
and political context of the war have been analyzed.

Given the fact that the basis of the interaction between contemporary art and the audience is discursive, the signs of
the blurred subjectivity of Ukraine are revealed and the prospects for the establishment of Ukraine as an independent
subject of culture in the system of global forces are outlined.

Keywords: Ukrainian contemporary art, Ukrainian subjectivity, critical thinking, emancipated sensitivity, urban

transformations, dynamics of cultural creation, Manifesta 14, Ars Electronica.
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Amnoranis. B crarTi KoMnaekcHO posrasHyTo NFT-rexHoAoriio K HOBe sBUIIe B BisyaAbHOMY MUCTeLTBi Ykpainu. Lleit HOBiTHil KoM-

MOHEHT LMPPOBOI XYAOKHBOI PAKTUKM, ONPY HeabisSKy YCHILIHICTb, € HEBUBYEHMM 1 TOTpeOye dikcaryii OCHOBHMX XapaKTEPUCTK Ta BU-

3HaYeHHsI MOAAABLINX IIEPCIEKTUB PO3BUTKY. BIATAaK, B CTATTi MPOCAIAXKYETHCS reHesa 1ii€l TeXHOAOT], BUSHAYAIOTbCS MOHATTS, GYHKIII,

nepepary Ta HepAOAiku. ITpoaHaaizoBaHo HoBi NFT-TBopy Ta 3'1COBaHO OCOOAMBOCTI IXHBOTO BIIAMBY Ha CIIPUITHATTSA Cy4aCHOTO MMCTeL]-

TBa CyCNiALCTBOM. ABTOP BM3Hauae Miclie NFT-apry K B cucTeMi BisyaAbHOro MyucTelTBa YKpaiHu, TaK i1 B 3araAbHOCBITOBIN TBOpPYIil ra-

papurmi. OKpiM TOro akTyaAisoBaHO AMCKYCii, II0 TOYATbCS B NPOECiTHOMY XYAO)KHbOMY CePEAOBMILI III0AO AAEKBATHOI TPaBOBOI OCHOBY

Aas koaoBopory NET B Ykpaini. 30kpema 3aTOPKYIOTCSA IIMTAHHS IPOSCHEHHS CTYIIEHIB 3aXMCTY Ta NepeAadi paB iHTeAeKTyaAbHOI BAAC-

HOCTi HOBMX Li1PPOBMX aKTUBIB SIK Y BITYMBHSIHII CUTYALl, TaK i B paMKaxX MDKHAPOAHMX IIPaBHMYMX CHCTeM. Tako>X 03Ha4eHO HOBI hopmu

opraHisaliii BUCTaBOK Cy4aCHOTO MUCTELITBa B KPUITTOCBITI Ta 3MiHM 3araAbHOTO pOpPMATy KOAEKLOHYBaHHSL.

Katouosi crosa: 6aokyeitH, iy pose mucreltBo, NFT-mucrenTso.

ITocTraHoBKa mpo6aemu. AuHamika pPO3BUTKY
Ta PO3IMOBCIOAXKEHHS LI POBUX TEXHOAOTII Y CEpPeAO-
BUIIli Bi3yaAbHOI TBOPYOCTI 3aCBipUYe IXHil TOMITHMI
BIIAMB Ha 3aTraAbHMI XYAOXKHIJI Tpo1iec Ta 0popMA€eH-
HSI HOBOTO KYABTYPHOTO i1 COLIiaAbHOT'O IIOAST HAIOL
Aep>kaBu. TTonpu Te, 1110 iHCTPYMeHTapiit OAOKYeNHY
AKTMBHO BUKOPMCTOBYETbHCA B CBiTi 3 2015 poKy, i3 1o-
siBoto NFT-TOKeHIB criocTepiraerbcst BUOYX Iporpa-
MOBaHOI TBOPYOI aKTUBHOCTI, Yepe3 Te 1[0 HOBi Tex-
HOAOTT4YHI pO3pOOKIM HAAAAM ABTOPAM, SIKi IIOCTITHO
TSDKIIOTb AO €KCIIEPUMEHTIB, AOAATKOBI 3acO0U BU-
CAOBAIOBAHHS Ta MOXXAUBICTDb AIAUTHCS HaIpalbo-
BaHUM i3 Iy0AiKOIO A€lleHTpaAi30BaHo.

CboroaHi nocriirHa ToKeHisallist Cy4aCHOT0 MUC-
TelTBa iHCIipye YMMaAO MUTAHb i cepeA HUX Halro-
AOBHillli — IIJOAO PO3YMiHHS LIIHHOCTI TaKOI XyAOX-
HbOI NPAaKTMKM Ta BU3HAUYEHH: II MiCLs B 3araAbHil
icTopii MmucrenrBa. ApXe, 3 oaHoro 60ky, NFT-apr
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AOTIUHO, B KOHTEKCTi TeIepilllHbOr0 Yacy, IPOAOBXKYE
PO3BUTOK TUCSYOAITHBOI AIOACBKOI AYMKU, TIPOSIB-
AEHUII 32 AOTIOMOTOI0 XYAOXKHIX 3ac00iB, a 3 Apyro-
Io — BiH pi3KO YXOAUTD B iHIIly peaAbHICTb, IKa Ma€
HOBi YCTaHOBKM Ta HOBIi LIiHHOCTi, BiAMiHHi Bia Ha-
1101 AIICHOCTI.

MerTa pocaipKeHHs. MeToo L€l po3BiAKY € KOMII-
AEKCHe pO3KpuTTs 11 osicHeHHs1 ipupoau NFT i1 6A0k-
YejiHy Ta POsICHEHHS LiPOBOro MatbyTHBOTO CY-
JaCHOTO MUCTeLTBA. TaKoXX Hallle [TOLIYKOBe 3aBAAH-
HS1 BKAIOYA€ BYU3HAUEHHS YyTAMBOCTi Cy4aCHOTO yKpa-
THCHKOIO MMCTELTBA AO TelepilllHiX 3anuTiB yacy,
O3HAaYEeHHS 10T0 KOOpPAMHAT B MeTaBcecBiTi. 3rip-
HO 3i cpOPMYAPOBAHOI METOI aBTOP HaMaraBCs
IpoaHaAisyBaTy HOBi Lj1dpOBi KOMIIOHEHTH B cde-
pi cydacHoro MmcTelTBa, 30KpeMa 3OKyCyBaTUCS
Ha MeTao0’eKTax i3 BipTyaAbHOI peaAbHOCTI SIK THX,
110 BiA [TOYATKY iCHYIOTh Y LiMdpoBiit popmi, Tax i THX,



CYYACHE MMCTELITBO

11,0 HabyAM OLMpPYBaHHS IPOTATOM OCTAHHBOTO Yacy
3 @aHAAOTOBOTO CBiTy. He 3aAMIIMTBCS 1M03a HaIIOO
yBaroio i1 reHe3a NFT-texHoaorii Ta mpobaemaruka
1i HeabMsKOI MOMYASIPHOCTI ocTaHHIM Yacom. OKpim
TOrO, 3’s1cyeMo, sikuM 4HoM NFT 3MiHI000Tb cripuii-
HATTS CYYaCHOTO MUCTELITBA CYCIIiAbCTBOM, aKTya-
Al3yeMO AMCKYCIi Ta CIIoAIBaHHSI, OB’ s13aHi 3 LiMM iH-
CTPYMEHTOM, B TpodeciitHOMy cepeAOBMILLi.

3B’A30K 3 HAYyKOBUMH Ta IPaAKTMYHNMM 3aBAAH-
HsIMU. AOCAiAYKEHHS BUKOHaHe 3riAHO 3 IIAQHOM Ha-
YKOBMX AOCAiAKeHb IHCTUTYTY ITpOOAEM Cy4acHOro
muctenTBa HallioHaabHOI akapeMii MucTelTB Ykpai-
HU B paMKax pyHAAMeHTaAbHOI HayKoBoi Temu «Ha-
YKOBO-TEOPETUYHUII i NPAaKTUYHUI1 KOHTEKCT Cydac-
HOT'O MUCTEL[TBA, eCTETUKM i KyABTYPOAOTii».

AHaAi3 ocTaHHIX AOCAIAKEHD i my0AiKanii. Aocai-
AKeHHs HOBMX HOpM TBOpYOCTi, mobyaoBanux Ha NFT-
TEXHOAOT1I, AuIlle pO3NIOYMHAEThCA. BiTun3sHAHa Hay-
KOBa AyMKa OCTaHHIM YacOM IIPUAIAsIE 3HAUHY yBary
BUBYEHHIO epeKTiB LdpoBisalil Ta il BIAUBY Ha pO3-
BUTOK CYYaCHOT'O Bi3yaAbHOI'O MUCTELITBA. AHaAITIIHe
6auyeHHs crieLiky BIAMBY LMPOBUX KOMIT IOTEPHUX
texHoaorin parotb pobotu O. OaeHesa [8], O. Xpamo-
Boi-BapanoBoi, A. Taaenxo [11], T. CoBrupu [7]. Cxon-
LIeHTPOBaHi 3HaHHS I[OAO HOBOTO SIBUIIA BipTyaAbHO-
IO MYy3€l0 Ta MO>XKAMBOCTel! pPO3lIMpeHHs e-Learning
i ocBiTu BipobOpakeHo B my6aikartiisx T. Mapycei [4],
K. Bepec [8]. Certcmorpadist po3BUTKY pi3HOMaHIT-
HUX aCleKTiB LMPPOBOro MUCTELTBA, B TOMY YMCAI
it NFT-apTy, Briepiiie mopaeTbcs B po3BiaLi A. Mauy-
AiHa [5]. Pa3oM i3 TiM, IpOBeAEHMIT aHAAI3 AiTepaTypu
iKcye BIACYTHICTD CepII03HOI QHAAITHKMY 1II0OAO IIPO-
6aemaruky NFT-TBopyocTi Ta il BIAMBY Ha 3araAb-
HUIT CBIiT MMUCTelTBa. Takuil CTaH peyeil aKTyaAisy-
BaB Hallle 3BePHEHHSI AO Lii€l TeMI.

BukaapeHHsI OCHOBHUX MaTepiaAiB AOCAipAKeH-
Hs. Criaeck iHTepecy cepep MutLiB A0 NFT-TexHoAoril
criBBipAHOCUTBCA 3 2021 pOKOM, KOAM Ha ayKIliio-
Hi Christie’s 6yao mpopaHo 3a peKopAHi 69,3 MiAbI0-
Ha poaapiB CIIA umdpoBy pobory «Digital collage
Everydays: The First 5000 Days» Marixka Binkeabma-
Ha (Mike Winkelmann), o Bmirye 5000 306pakeHs,
CTBOPEHVUX HUM IPOTAroM 13 pokiB i1 00'eAHaHMX
y daita 10 MB. ITicas ui€i TpaH3akuii mpoliec TBOPYOro
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OCSITHEHH:I OYTTS B YCiX J10T0 MPOsiBax CTPIMKO IOIIO0-
BHMBCS pOOOTaMy HOBOI Lj1i(ppOBOI KpeaTMBHOCTI Ha TAI
PO3BOI0 iHTepeCiB BEAVIKIX I'PaBLIiB peaAbHOT'O apTPUHKY.

K BiAOMO, B3a€EMOAiSI MUCTELITBA 11 TEXHOAOTIN
MaAa Miclje IpoTAroM yciei icropii aropctsa. Ll B3a-
€MOAIsT 3aBXXAM OyAa AMHAMIYHOIO, TO3asIK i TexHiKa
i MUCTELITBO MOCTIVHO nepebyBaloTh y Oe3repepBHO-
My PO3BUTKY i B icTOpil MUCTeL|TBa BUAIAAIOTBCA T1e-
pioaM, 00YMOBAEHI CHAOI0 BIIAVBY TEXHOAOTIYHUX AO-
CSITHEHb. A AOKODIHHI 3MiHM, 11J0 BIAOYAMCH B MUCTe-
u1Bi B XXI CTOAITTI 3 PUX0AOM LipOBMX TEXHOAOTIT,
BU3HAa4MAK AOTiKy nosiu NFT-apry B Tenepimnbomy
yaci. BiH 3'sIBUBCs1 He panToBo i1 He 6e3ITiACTaBHO, aAKe
OYB 3aKAQAEHMIT PO3BUTKOM ITOIIEPEAHIX €AEKTPOHHMX
i1 eAekTpuyHKX HOpPM 300pakeHHst e B 60-X pokax
XX CTOAITTA: iHCTaAAL, BiAeOMIUCTELTBA, KIHETU3MY.
ITocTynoBa KOMITI0TepH3aliisi B IePCIIEKTUBI 3aIIPOIIO-
HyBaAa HabaraTo OiAblile MO>KAMBOCTEN AASL peaaisaliil
XYAOXKHBOTO TIOTEHLIiaAy, IIPOTe 11 03HAYMAA TEXHOAO-
TriYHy OCBITHIO ITAHKY, AO SIKOI Ma€ AOTATTUCS XyAOXK-
HIUK B CBOEMY TBOPYOMY pyci. B KoHTeKcTi ocTaHHBOTO
TBEPAKEHHS BAPTO 3a3HAYMTY, 10 B Cepi BisyaabHO-
ro MUCTeLTBa YKpaiHy Mpaiioe y1umMaso npogeciona-
AiB, AKi OKpiM KpeaTMBHOT'O AOCBiAy MAIOTb 32 ITA€UM-
Ma AOOPOTHY OCBITHIO TEXHIYHY CKAAOBY 200 Imepe-
OyBalOTb B CTaHi IiABMILIEHOI yBaru AO TEXHOAOTTYHMX
Ta KOMIT IOTEPHIX HOBOBBEAEHb. BiATIOBIAHO, BOHY BU-
PI3HSIOTBCS 3AQTHICTIO IIPALIOBATY B HOBIV ITApaAUTrMi
TBOpYOCTi (iHCmipoBaHiil (POBUM CepeAOBULLEM),
AVICTaHLIIITHO, TI03a reorpagivH1Mu KOPAOHAMY, i3 Bia-
MOBiAHMM HEOOMEXXEHVM IPEACTABAEHHSIM CBOIX Ha-
MpaLFOBaHb AAST HAAIIMPOKOI aBAUTOPIIL.

Posrasipaoun AUCKYpC MUCTELITBA HOBYMX TEXHOAO-
Tii1, AOLIIABHO 3ayB)KUTH, 1110 Ha IIASIXY CIPUIHATTS
TaKOI XYAOXKHBOI AISIABHOCTI BUHMKAE YMMAAO TPYA-
HOIIIiB, Yepes Te III0 TaKa CaMa TEXHOAOTIYHa «IIPOCY-
HYTICTb», 3AQTHICTb PO3YMITM TOHKOILIi MOBU OYiKYy-
€THCSI MUTLIEM BiA MOTEHILIITHOI TASIAQLIBKOT aBAUTO-
pii, B TO Yac SIK OCTaHHs, DAAQHCYIOUM MK QHAAOTO-
BOIO Ta LM POBOIO PEAABHICTIO, HisSIKOBi€ B 1 pOBO-
My crpuHTepcbKoMy 3a6iry. ITicas indopmariiiHoro
BrOyxy NFT-apty Kpisb npusmy ToTasbHoi endopil
Bce OiAbllie IPO3MpaoTh MpobAeMU 3i caipamu He-
MIPOSICHEHNX KOHAIKTIB MUHYAOTO.



Cumbios yupp i cynacnozo mucmeymaa. Hosuii caim NFT

1106 posibpatucs 3 peHOMEHOM IOIYASIPHOCT] L€l
TEXHOAOTIi, MyCHMO BiA IIOYaTKY 3MiCTUTUCA 3 KyABTY-
POAOTiYHOI TOUKM 30py A0 TexHiuHOIL. NFT (Bia aHrA.
non-fungible token) — 11e yHiKaAbHMIT TOKEH (OAMHULIS
indopmaliii), sika MPOAYKYETHCS 32 AOIIOMOT 0K OAOK-
yeitHy. TokeHM OYBalOTb SIK B3a€EMO3aMiHHI, Tax i1 yHi-
KaAbHi, Taki, 1110 MIPOAYKYIOTbCSI B OAVHUMHOMY ITPY-
MipHUMKY, BAACHE € He3aMiHHMMM TOKeHaMM. BAok-
YelTH JKe € TUM PEECTPOM, Ae 30epiraloTbcsi BCi AaH-
Hi IIJOAO BAQCHMKIB TOKEHIB i SIKUII HEMOKAVBO BU-
aaanTiy. BiH 3abe3medye 3a AOIIOMOro0 KOMIT I0TepiB,
PO3MOAIAEHMX [I0 BCbOMY CBiTOBI, Bepudikallito Tako-
T'0 3aITUCY, L0 B OYAb-SIKMX YMOBAX AO3BOASIE iA€HTI-
dikyBaTy BOoAOAApSI TOKeHA. ] X0ua TEXHOAOTis1 OAOK-
YelfHy aKTVBHO BUKOPVMICTOBYETBCS B Pi3HMX TaAy35X
Bip 2015 poxky (a cepea nepiunx TBopunx NFT — po-
6oTa «Quantum» 2014 poxy Kesina Makkost / Kevin
MakCoy), macoBe 3acTocyBanHs ii B cepi MucrerTBa
CTaAO MOXXAMBYM MiCASI KOMepLilTHOro ycmixy Marik-
Aa Binkeapmana. B HaniBimdpoBomy cBiti, Ae yBara
yinHima 3a rpour, pobora Beeple (riceBponim Maii-
KA2 BiHKkeAbMaHa) BUSIBUAACS CBOEPIAHMM CTAPTAIIOM,
SIKUI AOTeIlep HalICMADHIllle yTPUMYE YBary rasaadis
Ta MOTEHL{THUX IHBECTOPIB (AOASI OCTAHHIX B KPUII-
TOCBITI TOCTIITHO 3pocTae). TakuM YMHOM, Te, 1[0 pa-
Hile 6yAO 3p03yMiAMM AASI By3bKOTO KOAQ TEXHIYHMX
€KCIIEPTiB, HAOYAO {HIINUX XapaKTePUCTUK B TBOPYO-
My IIPOCTOPI.

PosrasiHyBum TexHiuHmit 6ik NFT, Mmycumo 3ymu-
HUTUCA 11 Ha 110TO KoMepLitHoMy acrekTi. DinaHco-
Bi ouikyBaHHA Bip nokynku NFT — 11e B)xe po3mo-
Ba npo MaitoyTHe Ta MeTaBcecsiT. [TaHaemist Ta iHui
IIOKOBI TTOAIl OCTaHHBOTO Yacy BCe OiAbllle 3aTAIYIOTh
AIOAVIHY B CBIT BIpTyaAbHOT'O, A€ BOHA HaIIOBHIOE CBill
udpoBuit mpodaria — Bip iHdopmaLii npo 3arasb-
Hi JKUTTEBI BiX11 AO TOTO, 11]0 BOHA BiAUyBa€, TBOPUTh
TOLI0. 3BUYAITHO, TaKa L(POBa iCTOPIs MOXKE 3aBXKAU
6y iaeHTHdiKOBaHO, 0T)Ke NFT € 3pyyHum cumbio-
30M TBOPYOCTI /1 BOAOAIHHS. AASI aBTOpa TOKEHa JI0r0o
iMst Ha3aBXXAM BITVICYETHCS AO OAOKUEITHY,  TOKYIIELb
apTOO'€KTY OTPUMYE IPO30PICTh OIEPALIiil 11 BKAIO-
YeHICTb JI0T0 iMeHi B 03HaYeHYy MUCTELIbKY OAVHULIIO.
HeBa)xko 3p0raparics, 1o Taka GyHKIS OAOKYETHY
YaCTKOBO HiBeAIO€ BYHKIIit0 TPodeciitHOl MUCTELbKOT
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€KCIIepTI3Y, M03asIK TOAOBHMM MeAIaTOpPOM L[iHHOCTi
POOOTH € ATYMABHYIK IIEPETASIAIB (piBEHD MTOMYASIPHOC-
Ti). MMCTeLTBO 3 6araToMiAbIIOHHOIO YBaroko IpuBep-
Ta€ yBary iHBecTopa yepes posroaireHo 3adikcoBaHmit
axT 3ammcy 10oro 0cobMCTOro BOAOAIHHS TOIOBUM
00’€KTOM. AO TOTO X B CBIiTi HOBUX TEXHIYHIUX MO3K-
AMBOCTEN IIpoOA€EMa KOIIii 1 OpUriHaAY 3aTOCTPIOETD-
sl SIK HIKOAY, @ TOKEH BUPILIye 11l i1 3aBAQHH: aBTE€H-
TUYHOCTI aKTUBY, 110T0 iCTOPIt0, GaKTV IIEPENPOAKY
Ta 6yAb-sIKi Ali. OKpiM TOro, MOTEHLITHNI TOKYIIELb
PO3paxoBye Ha YMCTO iMiAXKeBi pedi — GaXkaHHs OyTH
B TPEHAL MaTy iHHOPMALIiTHMI I1IyM, IPECTVKHUI CTa-
TYCY COLIiaAbHMX MepeXKaxX SIK y BipTyaAbHOMY CBiTi, TaK
11 aHAAOTOBIll peaABHOCTI. AKIIEHTYIOUV CAOBO «BOAO-
AIHHS1» 00'€KTOM, MM He 3a0yBa€eMO, 110 IAEThCS, Ha-
camnepep, rpo sanuc B 6aokueitdi (URL-crpouka). ITo-
KYIIKa TOKeHa € CBOEpiAHUM ceprudikaToM Ha aila,
B sIKiif 3aKaTaHO (ariA MMUCTELLKOTO TBOPY B MEPLINI
pas. I came Lje mpaBoO BBa)XaTy ceOe BAACHUKOM O3Ha-
4yeHoro ariay i1 3ammc mpo Lie y 6AOKYeiHi OTpuMye
MayOyTHil iHBeCTOP. AO TOTO )X, IMiA BIIAMBOM 30BHillI-
HiX 00CTaBMH MMCTELITBO II0YAA0 aKTVBHO 3MiHIOBATH-
cs1. Harpukaap, MaeMo 3Mory srapatit po6oty beHkci
(Banksy) 2006 poky «/A\iBYMHKa 3 IIOBITPSIHOI KYABKOIO»,
sIKa MiCAsI IPOAXKY Ha ayKuioHi Sotheby’s y AoHpoHI
3a 1 MAH ¢yHTiB y 2018 polii ipoHIYHO CaMO3HUIIMAA-
s LIpeAepeM, BMOHTOBaHMM Y pamy. Taka HediHaab-
HICTb TBOPY, LIBUAKOIIAMHHICTb BUBOAUTD HA iHIIMIA
piBeHb pOpMAT BIAHOCHH MDK aBTOPOM i KOAEKLIiOHe-
pom. Toir-Taku Berkci 2019 poKy HAOUHO ITPOAEMOH-
CTPyBaB HasIBHYy MOBYAsHY 3TOAY I'PM 3a IpaBMAAMMU
MDK yJaCHMKaMy apTPUHKY, CTBOPYBILM IPABIOPY 3 Ad-
KOHIYHMM HammcoM: «f He MOy TOBipUTH, 1110 BY, Ae-
6iAn, cipaBAi KyTyeTe 1ie AaitHO. [i 6yAo BiackaHOBa-
HO ToKymLeM 11 3akataHo B NFT, a marreposuit opuri-
HaA mybAiuHO craaeHo. U1 BapTO AOAABATH, IO Bap-
TiCTb TOKeHi30BaHOI IpaBIOpY B pasy MePEBUIIAA LiiHy
3HIILIEHOTO aHAAOTOBOTO TBOPY. MOXXAMBO, B KOHTEK-
CTi LIbOrO BUITAAKY, 3TOAOM MM CTAaHEMO CBiAKaMU BU-
xoay NFT-miATIvcKyt Ha BOAOAIHHS 11 TIpaBa Ha ITPOAOB-
JKEHHS )KUTTS 00 €KTY.

OsHaueni KomepLirHi AediHiLlil, SIKi CyTIPOBOAXKY-
10Tb NFT-apT, iHCHipyIoTh 4IMaAO BUKAMKIB y TpaBo-
Bill MAOIMHI. SIK BIAOMO, 3TiAHO 3aKOHY IIPO aBTOPCbKe
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IPaBO, B Pi3HMX KpaiHaX TBOPLIEM OPUriHAABHOTIO 00-
pa3y B MUCTEL|bKOMY BUTBODI € 10r0 aBTOP J1 came BiH
PO3IOPSIAKAETHCS CBOIM ITpaBoM BAacHocTi. [Tompu Te,
1110 3aTaAbHi KOHLIEMLIii 3aKOHY PO aBTOPCHKE IIPaBo
MOXYTb OyT1 3acTocoBati it A0 NFT-mucrelTBa, uu-
MAaAO aCIeKTiB iHTeAeKTyaAbHOI BAACHOCTI Ha HeB3a-
€MO3aMiHHi TOKEHV BMMaraTb OpaTyt AO yBaru Haba-
rato 6iablire paxTopis. Ik 6yAb-sike HoBe siBuiie, NFT
noTpebye yacy Ha OCMUCAEHHS B KOHTEKCT TOT0, SIK 3a-
XMCTUTY BCiX yyacHMKiB NFT-ekoHOoMiky, BuIpaiiio-
BaBIIM Pi3Hi CTyIeHi 3aX1CTy B paMKaX Mi>KHApOAHMX
MpaBHUYMX cUCTeM. TTOKM 1IbOTO He 3pOOAEHO, SIK XY-
AOXHMKY, TaK i nokymnui NFT-apTy mocrirHo cTuxa-
I0TbCSI 3 PI3HUMU BUKAMKAMUY, a iXHi HOBI 1i1poBi aK-
TUBM € ITiA 3aTPO30I0 CYAOBOTO PO3TASIAY IOAO aBTOP-
cbKoro rmpasa. O4eBMAHO, BAXKAMBICTb aAeKBaTHOI Ipa-
BOBOI 0OCHOBM AAs1 KoAoBOpoTy NFT B YkpaiHi TypOye
YMMaAY KiAbKICTb AIOA€M, SIKi IPAarHyTh BKAIOYUTUCS
B MibKHapopHuit puHoK NFT — XyAo’KHMKiB, My3e€iB,
raAepe, AiTepaTopis, My3MKaHTiB, MATIPMEMILIIB TOLIO.
Hamnpukaap, HAAMXAIOUUCh AOCBIAOM (PAOPEHTINICHKOL
Taaepei Yobiui, sika Bunyctuaa i mpopasa NFT tBo-
py Mikeaanpxeao «MapoHHa AoHix» 3a 170 THca4 AO-
AapiB CIIA, HanjioHaAbHMIT XyAOXKHI My3eil YKpai-
HI A0 1 atororo 2022 poKy y criBnpali 3 KOMIIaHi€o
STAMPSDAQ Bumnyctus aHimoBany NFT-koaekuiro
YKpaiHCBKOro MMCTeLTBA 3 BAacHUX (oHAIB. Cepea
3aKaTaHMX y TOKEHM — >KMBOMNC BceBoaopa Mak-
cuMoBMYa «ABTONOPTpeT» i «Mackapap», «KiHka
3 KBiTamm» OaekcaHppa Mypaika, «Kosax Mamait»
IMerpa Pubku ta «Mict. CeBp» Oaexcanppu Excrep.
Posiati y 10% Bip xoxxkHOTrO npopanoro NET y cepea-
HbOCTPOKOBII ITePCIEKTHUBI 3MOXKYTb MACUAUTY bi-
HaHCYBaHH My3€l0, IPOTe CTBOPEHHS PO3BMHEHOTO
PUHKY TOKEHi30BaHOTO apTy CIpaBa He IIBUAKA, IT0-
3a51K TOTpebye MPOSICHEHHSI B CUCTEMI 3aXUCTY 11 ITe-
peAaui NpaB iHTeAEKTYaAbHOI BAACHOCTI.

Sx My Bxxe o3Haunay, npopak NFT-TBopy He € rpo-
AKeM OPUTiHAABHOTO (EAEKTPOHHOTO 200 aHAAOTOBO-
I'0) TBOPY, & AJILIE IIPOAQYKEM YHIKAABHOTO Li(ppOBOro
KOAY, B SIKUI1 1 poOOTI OYAO ITOIIEpEAHbO KOHBEPTOBA-
HO (3aKaraHo) i BHeCEHO A0 OaoKuyerHy. Hapasi oo pos-
MOAIA€HOTO peecTpy (OAOKYENHY) MUCTELITBO MTOTPa-
TAsIE Y TaKi TPM CIIOCOOM: TTepIIINiT — Yepes TOKeHi3allio
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AHAAOTOBOTO O0'EKTY; APYIMil — TOKeH 3 1dpoBoi
po6OTY; TPETilt — CTBOPEHHS TOKeHa 6e3I10CePEAHBO
Ha naargopmi. My He BUTTAaAKOBO 3yIIMHSEMOCS Ha CITO-
cobax TokeHi3allil, apKe, HarpukAaa, mpoaax NFT ana-
AOTOBOT'O TBOPY 3 OOKY IOPMAMYHOIO CYIIPOBOAY HEO-
AMIHHO BMMarae 3'siICyBaHHsI CUTYaLiii 3 AOA€0 OpuTi-
HaAy 1 AOTPMMAaHHSM YCiX BUMOT IIJOAO QBTOPCHKOT'O
posmnopsipxeHHs. Ha AyMKy opucTta €preHis Mosuy-
Ha, «32 BIACYTHOCTi AOMOBAEHOCTe1 MiXK IPOAABLIEM,
sxuit Burryckae NFT Ha cBiit TBip, Ta mokymiem NFT,
MUTAHHS NIepeXOAy MalfHOBMX TPaB >KOAHMM YMHOM
He BUpilIyeTbCs. BIACYTHICTD AOCTAaTHbOI IPAKTUKM
PEryAIOBaHHS MUTAHb, TIOB SI3aHMX 3 aBTOPCHKIMM ITpa-
BoM B KoHTeKCTi NFT, cTaBUTD y HeBUTiAHE CTaHOBU-
11je sIK CIIPABXKHIX TBOPLIB 1i1(pPOBOro KOHTEHTY, TaK
i mokymuiB NFT. €Epuni, XT0 y Burpami, — 1je maxpai,
siki Burtyckarotb NFT Ha TBOpH 1M¢ppoBOro MucTen-
TBA, IIPaBa Ha fIKi IM Ae-Iope He HaAeXKaTb. AASI TOTO
11100 TBOpELIb KOHTEHTY, CIPaBXHbOI'0 TBOPY, Ha SIKMIA
Bkasye NFT-TokeH, OTpMMYBaB 3aXICT, CAiA BIAXOANTI
BiA @QHOHIMHOCTI, TPOBOANTY BepudikaLio ocodu, sika
BuctaBasie NFT Ha npopax, i, B iAeaai, mepeTBopiosa-
T NFT Ha aHaaor Takoro co6i digital soorosopy» [1].
Hapoa)keHHst HOBOTO BMAY MUCTeLITBa B Lnpo-
BOMY IPOCTOPI, sIKe ITeAAAIOE HE3AAEXKHICTh, AEMO-
KPaTUYHICTb 11 BIAKPUTICTb, IIePEAOBCIM, BUSBUAO-
cs13aTpeOyBaHMM y CEPEAOBUILI AIAKUTAA-XYAOXKHM-
KiB. IIpoTsirom 6araTbOX POKIB SIK BITUM3HSIHUI, TaK
i cBiTOoBMII LMPOBMIT apT epebyBaB Y 3aTUCHYTUX
obcTaByHaX (IIONPY IHTEHCUBHMUI PO3BUTOK 1Ii€ Y Ce-
peauti 2000-X pOKiB) Yepes Te, 1[0 110r0 HEMOXXAUBO
OYAO TPOAEMOHCTPYBATH, BUBECTY HA PMHOK Ta 30e-
perTu Ipi ibOMy J10T0 YHiKaAbHiCTb Ta aBTOPCTBO, I10-
3asK ¢popmar 1upoBoi Komii poOOTH K TaKUI AO-
3BOAsI€ ii KOmitoBaTy HeOOMEXKeHY KiAbKICTb pasiB.
Came AAst TBOpLiB Takoro wtuby texuoaoris NFT,
B IepIIy Yepry, I0Kas3aAa CBOIO KYABTYPHY aKTyaAb-
HICTb, AO3BOAMBILIV CTBOPUTH LiiAy 1IMPOBY €KOCKC-
Temy. ITepeBeAeHHs POOIT y TOKEHM CIIPUSIAO BUXOAY
Ha HAALIMPOKY aBAUTODIIO, a cam popmar AiAKMTaA-
apTy HaOyB 11je 6iabil rA06aAiz0BaHOro Xapakrepy. Ta-
KO3 He 3aliBUM OyA€e Harapary, o B yMOBax MaHAe-
Mil Ta BOEHHOT'0 Hanpy)XeHHs 30epiraHHst pobir, 3a-
KaTaHMX Yy TOKeH, 3HAYHO CIIPOIIYETHCS 1 MAXOAUTD
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AASL BIAOOpakeHHSI B OYAb-SIKOMY 3pYYHOMY MicCLii
Ha BiATIOBiAHOMY HoCii. A0 TOro X, 3aBASIKM HOBUM,
MPUHLMIOBO {HIIMM MOXXAMBOCTSIM, B Cy4aCHOMY MMC-
TEeLTBi AOAQAOCS €KCIIEPYIMEHTAABHYX ITOIIYKiB, CBO-
OOAM 1 MOAOAMX HE3aaHT')KOBAHMX aBTOPIB, sIKi Ha-
MallyI0Th HOB€ B IIOAi TBOPYOTO BUCAOBAIOBaHHS. Lle,
IIPUPOAHO, IOCYTHBO BIIAMBA€E Ha MOBY iAeil i1 pO3BU-
Ba€ MUCTELTBO B L[iAOMY.

AxTrBHa po60Ta TBOPLIIB i3 HOBUMM TEXHOAOTISIMU
CbOTOAHI He TIAbKM BiAKpVBa€ iM HOBi BUMipy i1 He-
00OMeXXeHi MOXKAMBOCTI, @ TAKOK 3MiHIOE YSIBA€HHS
npo MucTenTBo. CyyacHa AIOAMHA BCe Oiabliie Biaaa-
ASIETBCS BiA 3BUYHOTO KOHTAKTY 3 BUTBOPAMY MVICTEL]-
TBa B CreljiaAi30BaHMX yMOBax yepe3 00 eKTUBHi 00Me-
JKEHHSI, SIK-OT MaHAEeMisl, BilICbKOBI Ail Tomo. B Takux
00CTaBMHAX MUTL, TAAEPUCTH, KOAEKL[IOHEepHM Ta iHIII
CMiBIOPUYETHI AO KOHTaKTy 3 popMamy aHaAOTOBO-
IO MMUCTELITBAa MAIOTh BUPILTyBaT! CKAAAHI MUTaHHSA
biznyHOrO NMpeACTaBAE€HHs Ta 30epiraHHs KpeaTus-
HUX HaOyTKiB, AOTPMMaHHS aBTOPCHKMX IIPaB TOLLO.
B o1 xe yac popmat NFT 3Ha4HO CIPOIye KOHTAKT
IOTEHLITHOTO TAsIAQYA 3 TBOPOM, aAKe BIAKMAQE BCi
MPOMDKHI Afl, 11j0 Ma€ MPONTY KapTVHA B aHAAOT'OBO-
MY NPOCTOPi. 300pa)keHHsI MOYKHA TPUMATH Y CBOE-
My L pOBOMY raMaHlii i1 IIEPETASAATH IOTO Ha YAIO-
6aeHOMY cMapTQOHi. PO3BUTOK TEXHOAOT AOKOPiH-
HO 3MiHI0€ cuTyauiio B digital-mucTenTBi yepes npu-
[IAVB BEAVKOI KiAbKOCTi aBTOpIB, umil podeciitHmit
AOCBIA He Mae 6e3110cepeAHbOro BiAHOIIEHHSI AO MIC-
TELTBA, HENPOQeCiTHIX XYAOXKHUKIB Ta iHBECTOPIB.
Iepiti MacoBO «TBOPATb», @ APYTi — CKYIOBYIOTb 30-
OpaykeHHs, 1[0 € iM 3HaOMi Ta GAM3bKi B KPUIITOCBI-
Ti. AO pedi, TaKa CUTYaLisl He € BUHATKOBOIO AASL Ce-
pu mucreurBa. IToAiOHe TOAOXKEHHST peyeil CrocTe-
piraemo 3 peHOMeHaAbHUM 3POCTAHHSIM aKLIiI TAKMX
KomIaHi, sik Apple ta Tesla. L]innicte pobotu y Bip-
TyaAbHOMY MPOCTOPi YaCTO BU3HAYAETHCS He XYAOXK-
HiMM SIKOCTSIMU (TIATBEPAYKEHUMM aBTOPUTETHUMMU
MUCTELTBO3HABLISIMM), 4, HACAMIIEPEA, ONTMMi3MOM
XYAO’KHMKIB Ta HACTPO€EM IOTEHLiIHMX iHBeCTOPiB
Ha Ty UM iHIIly Bi3yaAbHICTb.

OKpiM TOT0, OAHI€I0 3 MOCYTHIX TpaHCOpMALLiit,
SIKMX 3a3HaAa cdepa MUCTELITBA ITiA BIIAMBOM TEXHO-
AOTiJ, € Te, 11J0 TBOPY TOYAAY MTOCTIHO 3MiHIOBATUCS.
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Ha BiaMiHY Bia TpapuuiiiHoi poboty, sika y cBoiit ¢i-
HAaABHOCTI € 3aCTUTAOIO B yaci, BAacHUKY NFT-06’exTiB
YacTO aKLIEHTYIOTh Ha BIAKPUTOCTi CBOrO KpeaTuBy
AO aIAENTY, KOAY MO>KHA IPOAOBXKUTH CITIABHY «PO3-
MOBY» 3 IIOTEHLIITHUMM KOAEKLIiOHEpaMy Ta HeoOMe-
YKEHVM KOAOM ITOLIiHOBYBa4iB aBTOPCHKOT'O BUCAOBY
(HampuKAap, KiHETHYHA BiA€O-CKYABIITYpa QHTAIN-
CbKOro XypAokHuKa Beeple «Human One», 5Ky BiH
MTAQHY€E OHOBAIOBAT!U BiAAQA€HO AO KiHIISI CBOTO JKUT-
Ts1) [2]. SIKuio paHile rasizaya Bpa)kasa eCTeTHKa He-
3aBepuieHocTi pobit Bau Tora, Tuijiana, PemOpanara,
CesaHHa ab0 cyyacHoi nep$hopMaTUBHOI IPAKTUKHY,
TO BipTyaAbHa poOOTa B OCHOBI CBOII1 He 3aAAETHCS
MMUTAHHSIM 3aBeplueHocCTi (AokoHeuHocTi). HaBmakuy,
XYAO>KHMKI HAMAaralTbCsI eKCIIepUMEHTYBATH 3 TeX-
HIYHOIO peaisalli€lo AyMKY, 3aCTOCOBYIOYM MOXKAM-
BOCTi BU3HaU€HHA TePMiHY KUTTs TBOPY, I0r0 CTa-
piHHs 00 camo3HMIEeHHS. BIATIOBIAHO, KOAHI pe-
MPOAYKLIT Ta TeKCTU He 3AaTHi BipyoOpasutu NFT-
po6OTY MOBHICTIO.

3HayHO 3MiHMAACA cuTyallis it y cdepi disnuHoro
mucrenTBa. Hapasi cnocrepiraeMo MOMEHT, KOAM UM~
MaAO TPodeCiiHIX XYAOXKHMKIB II0Y9aAM AKTUBHO OCBO-
J0BaTU MO>KAMBOCTI ToKeHi3auil. Hamararouncs OyTu
B TPEHAI, BOHU IIEPEHOCSTb AO BipTyaabHOI chepu
CBOI TBOPYi aKTMBHOCTI. X04Ya B LIbOMY KOHTEKCTi M1
BepudiKyeEMO AMCOHAHC, IT03asiK cama npupoaa NFT-
apTy HaMara€TbCsl BUTICHUTY OYAb-sIKe ITOCHMAAHHS
Ha QHAAOTOBMII CBIT. AO TOro X LinppoBe MUCTELl-
TBO BapTO BUPI3HATU Bip MUCTELTBA «OL(pPOBaHO-
rO», CTBOPEHOTO HE3aAEXKHO BiA KOMITIOTEPHMX TEX-
HOAOTII1, aA€ TaKOT0, 1II0 BUKOPUCTOBYE IX AAST ITPEA-
CTaBAEHHSI, PO3IIOBCIOAXKEHHSI, TMPa’KyBaHHSI TOLIO.

XYAOKHUKU 3 PEaAbHOTO CBITY MATATHYAM 3a CO-
6010 «TPaAMLIHMX KOAEKLIiOHepiB». LIbomMy mocrpusiaa
MIONYASIPHICTb OHAQIH-ayKIL[{OHIB 3 IPOAQXY 00 €KTiB
111bpOBOTO MUCTELITBA, B TOMY YMCAI IyOAiYHiCTD CTa-
BOK. 3 OAHOT0 60Ky TaKe OAOXKEHHS peyeil IPUBHO-
CUTDb B 3aTaAbHe apT-KUTTS eAeMeHTU a3apTHOI I'py,
3 iHIIOTO — 3aKOHOMIPHO IIABMIIIY€E yBary A0 cyJac-
HOTO MIUCTEL[TBA BLIIAOMY y HaAIIMPOKOI aBAUTODII.

MOXXAMBO, MU € CBiAKaMy OHOBA€HHsI hopMaTy B3a-
€MOBIAHOCHH XYAOXKHMKA 11 KoAeKioHepa. CaMa crie-
1udika HeBMiHHMX TOKEHIB Bip OYaTKy OpieHTOBaHa
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Ha AIOA€V 3 KpunTocBity. ToMy HeAMBHO, IO AesIKi
NFT A03BOASIIOTBH MOKYIILEBi OpaTyl y4acTb B CTBO-
peHHi a60 3MiHi MPUCYTHLOTO B HBOMY LippOBOrO
o6’exra. Tak, HAPUKAAA, HaitbiAbLII OOroBOpIOBaHa
NFT-koaekuist Hashmasks Bkarouae «xuBi» 1pudpo-
Bi IOPTpeTH, CTBOPEHI TOHAA CiIMAECSITbMA XYAOXKHU-
KaMJ 3 3asBA€HMMU QYHKIisIMU 3MiHUM iMs 3a BIIO-
AOOAHHSIMU BAACHMKA. AOAATKOBI IpaBa AAsI IIOKYII-
1151 TOKeHa 6e3I10CepeAHbO 3aAyHAIOTh J10T0 AO CITiBT-
BOPEHHS B IIOIIEPEAHBO OOYMOBAEHMX aBTOPOM Me-
Kax. XyAO>KHMK >Ke 30epirae CBO€ IepIIOYMHHE IIPaBo
Ha PeryAIOBaHHS TaKMX BIAHOCUH, 3 MO>KAMBMM MeH-
TOPCTBOM 200 irHOpOM.

OKpiM TOro, HOBMIT APTPUHOK IIPOIIOHYE 11 HOBI
(hopMI BOAOAIHHSI MUCTELITBOM, i CEpeA HIX AOBOAI
PO3MOBCIOAXKEHA KOAEKTMBHA. Tak/M eKCIiepuMeH-
TOM Y cpepi BAACHOCT] i1 KOAEKTMBHOI B3AEMOAII € Bi-
aeopobora €su Caccman (Eve Sasman) «89 cekyHA
B AAbKacapey, SIKy po30uTo Ha 2304 yHiKaAbHMX 0AO-
KM 3aAASI CTBOPEHHSI HOBOTO MMCTEL[bKOrO 00’eKTy
Ha 0AOKuYeltHi. BiATTOBIAHO A0 3aAyMy, TBip MOdKe OyTI
3i0paHMM Ha PO3CyA KOAEKL|iOHepiB i 3a Takoi ycra-
HOBKM p000OTa MO>XE TIOTEHLIINTHO «3PYIIHYBaTUCS»,
60 € 3aAeXHOI0 Bip peakuii KO>XHOTo 3 rpymu. Takuit
MOMEHT MOYXHA OXapaKTepu3yBaTU SIK NMPMUCYTHICTb
TPAAULIITHOCTI, ITOB’sI3aHOI 3 IPOLIeCOM OpraHisail
BJCTABKM CyYaCHOT'O MUCTELITBA B QaHAAOTOBOMY CBi-
Ti, sIKa TIPOHMKAE J1 B KPUITO-MMUCTELITBO.

OrasipnQiouyMCh Ha 3araAbHY iCTOPiI0 KOAEKIIOHYBaH-
HS1 MUCTELITBA, PO3YMIEMO, 1110 BOHO 3aBXXAY 3MiHIOBa-
A0 CBOi popmu. BOAOAIHHSI CIMBOAOM MaiiCTEPHOCTL
XYAO>KHMKA — CTAHKOBVMM TBOPOM — B YacCl aBaHIapAY
3MIHMAOCS Ha KOAEKL[IOHYBaHHsI 00'€KTa SIK KOHIIETI-
TYaAbHOT'O CMMBOAY J10T0 OpUriHaAbHOI iaei. Hapasi
MU, CXO>Ke, € CBIAKaMU NTPUIIAEIIHBOTO eTaIly, B SIKO-
MY iA€sl OCTYNA€eThCsi caMoMy (aKTy Cy0 eKTUBHOTO
BOAOAIHHS Li(ppOBUM aKTMBOM, YaCTO-TYCTO 3HEBA-
JKaIouy Ha J10T0 SIKOCTi.

YKpaiHChKi XyAO’KHUKY B KOHTEKCTI TOITyASIPHOTO
TPEHAY TaKOX 3asIBUAM CBOIO TpUCYTHiCTb B NFT-cBiTi
Ha YMCAEHHMX AATPOPMaX 3 4YaCTO APTUKYABOBAHIMMU
edexramu 111040 KoMepLiiitHoro ycrixy. Crparudika-
Liis1 BITYM3HSHOIO TBOPYOr'O TOKEHI30BAHOTO AOPOO-
KY Ha LIbOMY eTalli Lle He € AOLIIAbHOIO, OAHAK iCHYIOTb
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ikasi mperjeaeHTH, 110B’s13aHi 3 NFT B ykpaiHCbKOMY
MeAIanpoCTopi, 1 cepea HIX He MOXKHA OMUHYTH «My-
3ert MeraicTopii», AKuil NpUCBsIYeHO XPOHOAOTII 1o-
Ail1 pocilicbKoro BTOprHeHHs B YKpaiHy. Bumyck nep-
woi yactuHu KoAekuii NFT-TBopiB BKAIOUMB pobo-
T 6araTboX yKpalHChbKMX XyAOXKHMKIB. AO HacTyII-
HIX BUITYCKiB YBilIAYTb TBOPU XYAO’KHMKIB 3 YCbOTO
CBiTY, BiaiOpaHi cBiTOBMMU AM3aliHEpaMy Ta MUTLISI-
My, cepep sikux — Credan 3armaiicrep, Aeia Kap-
coH, Aanieap Ampam. Binommit NFT-aBrop Beeple,
SIKMII TOHKO BiAUYBa€ YMOTASIAHI HACTPOI CBOE€I Oara-
TOMIABIIOHHOI IyOAIKM Ta TIOCTINIHO 3aTOPKYE COLji-
aAbHY IIPOOAEMATHKY T pearye B peXUMi peaAbHO-
TO Yacy Ha CBITOBI 1oAil, cTBopuB 2022 poKy cepiio
pobit Ha mATPUMKY Ykpainm: «War», «Fuck Putin»,
«Drowning, «Still Standing», «Child».

CpOropHi, KOAM aXioTaX Bi Mepumx ycrixis umd-
POBOTO MICTELITBA TPOXY BIIYX, 3aKOHOMiPHO ITOCTA€E
MUTaHHS TIPO Te, 10 OyAe AaAi. SIKMM 4MHOM CKAa-
AETBCSI AOASI TBOPYOTo AOPOOKY B cBiTi NFT. Baxkau-
BO ycBipomatoBaty, o NFT sk KBiHTeceHL1ist Kpuil-
TOEKOHOMIKV Ma€ AyaAbHi XapaKTepPUCTUKHU. 3 OAHOTO
OOKY, 1le CBOEPIAHWIT CIIEKYASITUBHUI ITyXUP, 10 Ie-
PiOAMYHO HAAYyBa€EThCH, 3 iHIIOTO — Lje Cepilo3HMIA
BipTyaAbHMIT MOTUBATOP AASI CTBOPEHHSI KpeaTyB-
HOTO CYCIiAbCTBa. BAacHe, 1iaeTbCA PO Te, 1110 B HO-
Bill MPOBMIL CITIABHOTI CITPaBXXHIM IIPEAMETOM XY-
AOXHBOI ITPAKTHKM TeIlep BUCTYMAIOTh BiAHOIIEHHS
MDK Cy0'eKTaMu, IPOCTOPOM Ta YaCOM.

SIK1j0 B3STM 32 KOHCTAHTY Te, 1[0 Mail0yTHE BKe
HaCTaAO, TO B CUCTeMi BipTyaAbHOrO MUCTELTBa,
3a AOTiKOI0, TAKOX Mae OyTu 3aTpeOyBaHO0 sIKic-
Ha npodeciiiHa ekcriepTy3a Ta BipTyaAbHUIT KBaAi-
(bikoBaHMIT KypaTOPChKMIT HATASIA, SIKUI BUSHAYMUTD
NIPUHLUIN NTPEACTAaBAEHHS «iHIIOrO» MMCTELTBA.
B nepcrnexTuBi sIKICTh TOKEHi30BaHOI KpeaTUBHOC-
Ti Oyae MiABMIYBaTICS BCeOIYHO — 5K Ha piBHi 30-
BHIIIHBOI edeKTHOCTI, TaK i1 ¢pirocodcbKoro Harmo-
BHEHH:I Ta BAOCKOHaAEHHS TeXHOAOTii1. 3aKOHOMIp-
HO, 0 NFT-A0p06OK 3ropAOM IOIOBHUTHCS 1 BU-
AQTHUMM IPOECITHUMU XYAOXKHUKAMY, IIPOTE BiA-
KPUTUM AMIIAETHCS IMUTAHHS, Y1 OYAYTh IIPUCYTHI
BeAUKi iMeHa 3i chepu aHaAOroBOro (TpapuLinHO-
ro) MUCTEL{TBa, Y1, HAaBIIAKY, IEPEMOXKe TIPUPOAA
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TOKEHi30BaHOT0 apPTY 11 TYT BIAOCOOASITBCS i BUKPUC-
TaAi3yI0TbCsI HOBI He3aA€XHI repoi. A MOAOA|, 3aii-
KaBA€HI AOBIOTPUBAAOIO IEPCIIEKTMBOIO Kap' €PHOrO
3POCTaHH B BipTyaAbHOMY CBiTi aBTOPH YCBiAOMAATD
B&KXAMBICTb siKicHOro BupoOHuirea NFT Bip movar-
KY, TI03a5IK 3aI1C B OAOKYETHI 3aAUIIIAETHCS HE3MIH-
HUM AOBIMI 4ac M TBOPYO-SKICHI XapaKTepUCTUKUI
HIXTO He BiaMiHs€. fIK TOKasye AMHaMiKa PO3BUTKY
raaysi uudposoro mucrenrsa, NFT 3ropom 36ara-
TUTBHCSI HOBYUMM MUCTELIbKMMU CTUASIMU 1 )KaHpaMu
Ta IXHIMU pi3HOMaHITHUMM KOMOIHALISIMU. A TaKOX
LIiAKOM MOXXAMBa nosiea HoBoi NFT-TBopuocCTi, sika
B CBIJl BIATTOBIAHMIZ CITIOCIO 3aAQCTh MUTAHHSA CaMilt
TeXHOAOriI (mpenapye 1i, AeMOHCTPYI0UM TaKuit Cooi
cM0i03 MUCTELTBA VI TEXHOAOTII 11 arorei MUCTeL-
TBa Ta HayKM), sIKa B IIOAAABILIOMY 30epesKe 3a Helo
Miclie B Mail0yTHbOMY MUCTELITBA.

B xoHTeKcTi po36opy HOBOI HamiBLMPOBOI pe-
AABHOCTI TeIepilIHbOro Yacy He BapTo 3abyBaTu
V1 IPO TpaauLiiliHe (aHAAOTOBe) MUCTELTBO. Y1 cripaB-
Al MOXXAMBO 3aCyMHIBaTuCs B 10r0 MaOyTHIX rep-
criekTuBax? AeMOKpPaTHYHICTh Cy4aCHOTO apTcepe-
AOBIHIIIA AO3BOASIE KOXKHIN TBOPYiil OAMHMLII MaTH iH-
AVBiAyaAbHe OaueHHsI BAQCHMX TBOPIB. I, mpupoaHo,
1110 He BCIM ITAXOAUTD peaAisallisi uepes iHTepaKTUB
a00 reHeparuBHicTb. HacTo, BIATIOBIAHO AO BAACHOI
BUOYAOBAHOI CHCTEMM LIIHHOCTE, aBTOP YCBIAOMAEHO
He IparHe MacIITabHOI BIi3HABAHOCTI, @ OYiKyBaHO
BiAAQ€ IepeBary CriAKyBaHHIO 3 OiABII 3aMKHEHOIO
(mpoTe CBiAOMOIO Ha TOHKOILJAX MUCTELITBA) aBAU-
TOpi€lo OAHOAYMIIIB. Tak caMo icHYe i1 YMMaAMii ITyA
KOAEKL[iOHepiB «CTapol IIKOAN», 5IKi BOAIIOTb Haco-
AOAKYBAaTHCSI PYYHOIO MalICTEPHICTIO Ta 6e3A0raH-
HOIO TeXHiKOI0. AO TOTO X CyyacHa AIOAMHA BCe Iiie
3aAMIIAETHCS 3aHAATO 3aMiHOBAHOIO apXeTUIamu
norepeAHix ernox i mae ¢isnyHi morpedu icHyBaH-
Hf B PEaAbHOMY CBiTi 3 AOMIHYIOUMMM KAQCMYHUMU
dbopmamMu MUCTELTBA.
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Bucnosxku. ITiacymMoByloun Haille AOCAiA>KEHH,
3asHauMMo, o NFT-apT — 1ie MoAOAe sIBMUIIIE, SIKe
B AYCi CbOTOAHIIIHBOTO Yacy Ma€ KApKOAOMHMIL PO3-
BUTOK Ta AelieHTpaAisalifo. Bin Bpaxkae macirrabamu
CBOT'O PO3ITOBCIOAKEHHS, ITPOTE BCIO TAMOVHY L{iHHO-
CTi 11bOr0 GEeHOMEHY AASI MUCTELITBA MATMMEMO 3MO-
I'y BIAYYTHM He 3apas3 i HaBiTb He 3aBTpa. MOXAHBO,
KOAY 0pOPMUTBCS iCTOPist HOBOTO 1MbPOBOroO MPo-
cropy (Web 3.0) Ta MeTaBcecBiTy, TOKOAIHHS, 110 Ha-
POAMAOCS B Yac iCHYBaHHs CTaAoro IHTepHeTy, 0be-
pe B II0AQABIIIOMY caMe Takuii popmaT TBOPYOI camo-
peaaisauii B koHuemnyii NFT. [Tepiui aAacTiBku 1jboro
Ba)XAMBOTO IPOLECY HOBMX (GOPM iCHYBaHHS MUCTELI-
TBa MAaEMO 3MOT'y CIIOCTepiraTu TyT i 3apas. [Ipu 1jpo-
My He 3a0yBaro4i IIpo Te, IO aHAAITMYHA TPOPOOKa
NFT-apry Mae 3AilICHIOBaTHCS BiATIOBIAHO AO Yaco-
BOT'O KOHTEKCTY.

CbOroAHi, HaKPEeCAIOI0UM MEePCIEKTBY PO3BUTKY
NFT-apry B raAysi cyyacHOro MUCTELITBa, CIleLiiaAic-
TU MAKPECAIOIOTB MIOTO PO3ITOBCIOAXKEHICTD, Heabu-
SIKY KalliTaAi3allilo Ta AOCTYIIHICTb AASL IepeciuHo-
ro rasaayva. Ilpenapyroun Ta cucteMaTusyoun TBOP-
yi HeB3aeMO3aMiHHi TOKEHM, MAaEMO 3MOTY PO3TA€Ai-
TU Ta 3pO3YMITU He TiAbKI HOBi ITOHATTS Ta KOMIIO-
HEHTHi CKAAAOBI Cy4acHOro apTy, a TaKoX 3adikcyBaTn
AMIIAITYAY B32€EMO3B'SI3KiB Y XyAO)KHPOMY CEDEAOBU-
111i, CTaH YKPaiHCBKOTO CYCMIABCTBA Ta 0COOAMBOCTI
CIPUITHATTS HUM LIbOTO AYXOBHOI'O pecypcy.

ITepcnexTMBM BUKOPUCTAHHA PE3YABTATIB AO-
CAIAKEHHS IIOAATAIOTh Y HACTYIHOMY BMBYEHHI
NFT-koMmnoHeHTM B KOHirypauii HOBOi AOKaAb-
HOI Ta TA0DOAaABHOI TBOPYOCTi, OCMUCAEHHI ii 3HAYEeH-
Hs AASL PO3BUTKY HOBITHBOTO MUCTELITBA B yMOBaX
cTpimkoi udposizanii KUTTS, a TaKOXK AAs popmy-
BaHHA HaBYAaAbHUX KYPCiB, IKi KOPEAIOIOTbC 3 3a-
MUTaMU 4acy, Ta pO3POOAEHHS aKTyaAbHUX OCBiT-
HiX Iporpam 3 Teopii Ta icTopii Bi3yaAbHOTO MMUC-
TelTBa YKpaiHu.
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Natalia Bulavina. Symbiosis of digits and contemporary art. The New World of NFTs

Abstract. The article comprehensively examines NFT technology as a new phenomenon in the visual art of Ukraine. This newest
component of digital art practice, despite its considerable success, has not been studied and needs to fix the main characteristics and
determine the future prospects of development. Thus, the article traces the genesis of this technology, defines concepts, functions, ad-
vantages and disadvantages. The new NFT works were analyzed and the peculiarities of their influence on the perception of contem-
porary art by society were clarified. The author defines the place of NFT art both in the system of visual art of Ukraine and in the glob-
al creative paradigm. In addition, the discussions that are taking place in the professional artistic environment regarding the appropri-
ate legal basis for the circulation of NFT in Ukrainian have been updated. In particular, the issues of clarifying the levels of protection
and transfer of intellectual property rights of new digital assets are discussed both in the domestic situation and within the framework
of international legal systems. New forms of organizing contemporary art exhibitions in the crypto world and changes in the general
format of art collecting are also defined.

Keywords: blockchain, digital art, NFT art.
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Amnoranis. [IpeAMeTOM CTaTTi € €pOTUYHMII )KaHP B TBOPUOCTi aMepUKaHChKMX XyAOKHMIDb EAic Hia, Xanun Biake, Axyai Uukaro.
3AINCHIOETHCS aHAAI3 IXHBOI Bi3yaAbHOI 0OPasHOCTI B acmeKTi (peMiHiCTUYHOTO AMCKYPCY. Y3araAbHIOETbCS TIPUHLMIT TOCTMOAEPHICT-
CbKOTO Bi3yaAbHOTO AiDepTiHaXy K METOAOAOTIYHOrO MPUITOMY AASL POPMYAIOBAHHS «OKIHOYOTr0» MOTASIAY Ha TiAeCHICTb B iXHiX TBOpax.
Po3rasIAQ€TbCA BIIAMB iXHBOI XyAOXKHBOI 00pa3HOCTi Ha GOPMyBaHHS 3acap TPbOX XBMAb aMePUKaHChKOTO GeMiHiCTYHOTO pyXy: Biamo-
BiaHO, E. HiA BAMBae Ha nmpuHLMIM Bisyaaisanii )iHodoro Tiaa mepmoi xBuai, XaHHa Biake — apyroi, Axyai Unkaro — Tperboi. Pos-
KPUBAIOTbCA XapaKTePHi AAs IXHbOI TBOPYOCTi MPUHLMITM CAaMOTIpe3eHTallii TiAa yepes ak1[ioHi3M Ta CaMOBMPa’KeHHs Yepe3 OTOAEHICTb.
AOBOAUTDBCS, 1[0 AQHUMMU METOAAMYU POOOTH 3 TIAECHICTIO XYAOXKHULII OPYIIYBaAM KOHBEHLIO CYCITIABHOI HOPMM Ta IyPUTAHCHKOI MO-
paai 1I10A0 OTOAEHOTO TiAa, GOPMYIOUM €CTETHUKY Bi3yaAbHOTO BTiA€HH: XiHOYOro Tiaa. Tako 3asiBA€HA IIPOOAeMa MOPIBHAHHS epOTUY-
HOTO JKaHPY B CyYaCHOMY aMepPMKaHCbKOMY MUCTELTBI 3 BiATIOBIAHMMM TBOPaMM YKPaiHChKIX XYAOXKHUKIB, SIKi peaAisyloTh yKpaiHChbKMii
BisyaAbHUIT AiGepTiHaX.

Katouosi crosa: eporraHmit xxaHp, TBopuicts E. Hia, TBopuicTs X. Biake, TBopuicTb AX. Unkaro, Tiao, MOCTMOAEpPH, deMiHizM.

ITocTanoBKa npo6aemu. [TpyHIMIT Bi3yaabHO- Amaais ocranHix pAocaipKeHs i my6aikaniit. Epo-

ro AibepTiHaXy TiA€CHOCTi CTa€ NPOBIAHMM METO-  TM3M B TBOPYOCTi (peMiHICTUYHO OpPi€EHTOBAHMX XY-
AOM pO0OTH 3 TIAOM Y €POTUYHOMY >KaHpi. BiATo-  AOXXHUIIb AOCAIAKYBABCSI B pO3BiAKax 3apyOiKHMX
BIAHO, i1 Bi3yaAbHICTb epoTH4HOro BUCTYIa€E iHCTPY-  aBTopiB (L. Kuby, K. Toepfer, G. Raaberg, C. Snyder).
MEHTOM AeKOHCTpPYKUil ceHciB. Tak, M. @yko npo-  BiTum3HsHe MMCTELITBO3HABCTBO IIPEACTABASIE OKpe-
MOBMCTO, €A€TAaHTHO IIPOAEMOHCTPYBAB Lje TAPAAUT-  Mi aCIIeKTU «KiHOYO0I» Bi3yaAbHOCTi B TEOPETUYHUX
MaAbHe 3pYIIeHHs Ha IPUKAaAi aHaaidy sHameHnTol  mpausx O. Yeneank. KonuenTyaaisanist moctmopep-
kapTuHu PeHe Marpirta «BipoaoMcTBO 00pasiB»  Horo aibepriHaxy 6asyerbcs Ha iAel «BUBIABHEHHS
(«Lle He AroAbKa», 1929): mapapOKCaAbHICTb 300pa-  TiaecHOCTi», 1j0 penpe3eHToBaHa M. Enadom. Bia-
JKEHHS [TOASITAAQ, Ha JIOTO AYMKY, B PO3PUBI MiX 30-  TaK KOHLeNT «AibepTiHak» EHada crae MeTop0A0-
OpakKeHHSIM Ta AMUCKYPCOM IIPO HBOT0, 800 MDK IIpeA-  TiYHUM PecypcoM AAsl GOPMYAIOBAHHS MO3MULII Ai-
METHOIO CXOXKICTIO Ta BepOaAbHMM TBepAXKeHH:M [11].  GepTiHaXy B 06pasaoTBOPYOMY MUCTELTBI SIK Bi3y-
AaHWil IPUHLIVII CTaB KAIOYOBMM AAS Bi3yaAbHOI pe-  QABHOTO AiOepTiHaXYy.
KOHCTPYKUii TiAa B peMiHICTUYHO OpiEHTOBAHOMY CY- Merta cTaTTi — BUKOPMCTOBYIOUN METOAOAOTIIO
YaCHOMY aMepPMKaHChKOMY Bi3yaAbHOMY MUCTELITBI.  [TOCTMOAEPHICTCHKOTO AibepTiHaxy, mpoaHaaisyBa-
EpoTuam ocTMoAepHOTro AibepTiHaxKy Oyae Aocai-  Tu BisyaabHy 0OpasHICTb BiAOMMX aMePUKAHCBKMX
AKEHO Ha IPUKAAAI TBOPYOCTi aMepUKaHChKUX Xy-  XyAoKHMLD E. Hia, X. Biake, Ax. Yukaro B KOHTeK-
AoxHuupb E. Hia, X. Biake, Ax. Yukaro. cti hemiHiCTUYHOTO AMCKYPCY.
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Bukaap ocHOBHOro marepiaay. @emiHicTUyHO
Opi€EHTOBaHEe MICTELTBO — lie 3aB’KAU COLIiaAbHO
aKLeHTOBAaHe BMCAOBAIOBAHHS )XXiHOK IIIOAO CTepe-
OTUIIB IIOTASIAY Ha IXHE TiAO, CEKCYaABHICTD, BariT-
HiCTb, MATEPUHCTBO, AOPOCAiIIaHHs, cTapiHHA. Came
1LIi TeMM IOCIiAM LJeHTpaAbHe Miclie B TBOPYOCTi Xi-
HOK-XYAOKHMLb. Hampukaag, y 1970-x amepuxaH-
CbKi eMiHICTKY BBaXKaAl, [0 300paskeHHSsT >KiHO-
YOro TiAa CIIpsIMOBaHe Ha 3aAOBOAEHHS TaK 3BaHO-
IO «4OAOBIYOTO ITOTASIAY».

ITpobAeMa «aMepUKaHCHKOIO TiAa» — Lie iCTO-
pist opMyBaHHs Bi3yaAbHUX CTEPEOTHIIIB, sIKi Oara-
TO B YOMY ITO3M1IiOHYBAAVCD ITONIKYABTYPOIO Ta Me-
AlHrMEU 06pasamu. [TOKa3oBUM IPUKAAAOM TaKOL
CcTepeoTuIli3alLil € ecTeTUKa Ta MOAITHUKA XYPHAAY
«Playboy». Ha ¢poT0 repoiHp 11boro BUAQHHS AASI YO-
AOBIKiB )XIHKM-MOA€AI NpeACTaBA€Hi sIK B3iplii Tak
3BaHOI MsiKoi mopHorpadii: BOHY MOKiPHO T03YI0Thb
y «IPaBUABHUX» 00pasax, siki 3a0e3meuyrThCs Ha-
AeXHUMU HOTOGIAPTPaMM Ta OCBITAEHHSIM, 1[0 T10-
€AHYE eAeMeHTY (POTOIOPTPETY 3 EPOTUUHUMMU CUT-
Hasamu. KiHKa 3 00KAQAMHKY MaAa 00’ €AHYBATH 1K -
POKMII CIIEKTP YOAOBIUMX CMaKiB, 320X0OYYIOUM CTBO-
PEHHSI CTEePEOTUITY )KiIHOUMX IIPUHAA;: LITYYHO CTBO-
peHi 06pasu «baxkaHoi» bararbMa Y0AOBIKaMU SKIHKM
HACMpaBAi MaAY KOHTPOAIOBATY OOMEXKEHHS CYCIiAb-
CTBa II0OAO >KiHOYOI TiAeCHOCTI. | Ha TakMX KOHTpO-
ABOBAHMX 300pa’keHHsIX pOpMYBaAKCH Ta BIATBOPIO-
BAANCH Bi3yaAbHi CT€PEOTUIHN, SIKi 1030aBASIAM XKiHO-
4y Kpacy iHAMBiAyaABHMX XapaKTePUCTUK, @ Pa3oM
i3 HUMM J1 aypy epOTUYHOCTI. BisyaAbHiCTb rasiHLe-
BIX )XYDHAAiB (30KpeMa, )XypHaAiB AAsl YOAOBIKiB)
BiATBOpIOBaAa WITY4YHY iA€HTUYHICTb: CKOHCTPYi10-
BaHMI XXiHOUMIT 00pa3 MaB AEMOHCTPYBAaTU ipeaa
aMepUKaHCbKOI AIBYMHM, fAKill XOTIAOCH HacAipyBa-
TU XXIHKaM, SIKy 6a)KaAl YOAOBIKU.

HaromicTb BisyaabHMit AibepTiHaX y pisHMX 110ro
nposiBax cpopMyBaB IPOrpamy «BUBIAbHEHHSI» XKiHO-
4OTO TiAQ, BiATaK J10ro 306pakeHHs B TBOPYOCTI Xy-
AOXKHULb-(DEMIHICTOK IIEpPEeTBOPIOETHCS HA KOHCTPYK-
TOP CEHCIiB, Ha iAeaAbHY PiY, 32 AOIIOMOTOIO SIKO MOJK-
Ha AOHeCTH OYAb-sIKi ipel — BiA MOAITUYHMX, KYAB-
TYPHMX, HalJlOHAABHUX AO iHTMMHO-0COOMCTICHMX.
UYepes Te aMepUKaHChKi HeMiHICTKM Bip MUCTeL[TBa
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CIpoOyBaAM AQTM iHIINUIT AABTEPHATUBHMIL MIOTASIA
Ha XIHKY, 1110, BIATIOBIAHO, BIIAMHYAO 11 Ha popmu
pemnpeseHTauil )KiHOUOI TiA€CHOCTI Ta MOOYTyBaHHS
€POTUYHOTO >KaHPYy B MUCTELTBI.

BaxAnBOI0 AQHKOI0, 11j0 00’€AHY€E TBOPYICTD Ta iAeit-
Hi IPMHLUIIM TaKMX Pi3HMX 32 CTMAEM, TEMAaTUKOIO
Ta 0bpasamu XyAoKHuL, 5K E. Hia, X. Biake, Ax. Un-
Karo, CTa€ MPUHIMII «I'PU TOTASIAIB» — «4OAOBIUO-
ro» Ta «KiHouoro». B Taxiin onTuii nocTtmMopepHa
KOAQXHICTB Ta pparMeHTapHICTb [1epPEeTBOPIOIOTHCS
Ha ITOTY>KHMI1 iHCTPYMEHT pYJiHallil 3BBUYHOIO IIOTASIAY
Ha peui, OCKiABKM KOAQX ITO3MLIIOHY€ETHCS SIK «CIIOCiO
36upaHHs GpparmeHTiB, abu OyTV aKTMBHUMMU B TO0Y-
AOBI LIiAOT0, 30€epiraiyu pisSHOMaHITHICTb Yepes pi3-
Hi cepepoBuLar [6, c. 153]. @parmeHTH TiAa, 10 He-
CYTb epOTMYHI Ta CEKCYaAbHi OBiAOMAEHHSI, XYAOX-
HUL-PeMiHICTKY TO3ULIIOHYIOTH SIK CUMBOAY, 3aBASIKY
SIKVIM KiHKM 30€piraroTb BAaCHY iA€HTUYHICTb. Epo-
THKa i CeKCYaAbHICTb NIepeTUHAITHCA 3 iHIIMMU 3a-
MOBITHMMU COLIiAaABHMMU MOHATTAMM, 30KpeMa Ta-
KIM, SIK TeHAep. TaKo>K 4aCTMHM TiAa HAAQIOTb YiT-
Ky 0coOucTy iHdopMallifo: HalPUKAaA, 32 L€ AO-
TiKOI0 «KiHOUi IPYAU BBKAIOTbCSI O1ABLI €POTUYHU-
MU, HDX 40AO0Biui rpyam» [9, c. 76].

AmepukaHcbka xypoxxHnus Eaic Hia (Alice Neel,
1900-1984), sika IPOTSIrOM BChOTO XXUTTSI IPALIIOBAAA
B )KaHpi IOPTPETHOTI0 XMBOIINUCY i YBiJlllIAQ B iCTOPiI0
aMepMKaHCbKOTO MUCTELTBA SIK TOHKMI Ta AOTEITHUIA
MaiicTep TAMOMHHOTO AOCAIAYKEHHSI TICUXOAOTI reTh
Pi3HMX AIOA€IA: 33 BIKOM, CTAaTTIO, COLIiAABHUM CTaTy-
COM, KOAbOPOM LuKipu Too. CrpaBai HallioHaAbHE
BusHaHHA E. HiA oTpumye Ha cXMAiQ XXUTTA: KO
B Itepluit moAoBuHI XX CTOAITTS, KOAM 3araAbHUM
TPEHAOM y 300pa)kaAbHOMY MUCTELITBI BBa)KaBCs He-
dbiryparuBHmit XXnBomuc i 6iAbi TpaAMLiiiHi 306pa-
JKEHHSI AIOACBKOTO TiAa, XYAOXKHMLS He IIpUBepTaAa
TiB, TO 3 TOTY)XHUM CIIA€CKOM (peMiHiCTIIHOrO pyxXy
BiaBepTi moptperty E. Hia HabyBawoTh HOBUX iA€0AO-
riYHMX Ta eCTeTUYHMX CEHCIB i caMa MUCTKUHS TTepe-
JKVIBa€ HOBMII MOIUTOBX AASI 3piA0i TBOpYOI peaaisa-
uii. Tak, mixx 1964 i 1978 poxkamu E. Hia HamaaroBa-
Aa cepito «CiM BariTHOCTeIT» i3 300paXKeHHSIMI OTO-
A€HVX BariTHUX XiHOK. L]i 300pakeHHs HOpyIIyBaAK
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KAQCUYHY TPaAMLIiIo, 1110 TepeAbadasa epoTHUKY AMIIe
AASL YOAOBIKIB: 1My pobOTaMM XYAOXKHULSE popmy-
AIOBaAa A€o LIHHOCTI KiHOYOTo TiAa y pisHUX CTa-
Hax i Ha pisHuX cTaisx icHyBaHHA. [lopTpeTu BariT-
Hux XiHoK E. HiA penpeseHTy1oTb iHAMBiAyaAizoBaHi
00pasy, 150 Cynepeyarh CoLjiaAbHil cTaHAApTH3aLil
Ta TMnizauii. Takuil IpUHLINI BUpaXKeHHsI )KIHOYOl Ha-
TOTU, HA AYMKY aMepUKaHCbKOI pocaipHmi IT. Aaaa-
pu (Pamela Allara), «itae Bpo3pi3 i 3 peminicTraHumm
Bi3yaAbHMMM KQHOHAMU 300pa’keHHs1, OCKIABKM Ba-
TITHICTD € TUM IIPEAMETOM, SIKOTO GpeMiHICTKI CBiAO-
MO Ta HeCBiAOMO yHUKaAu» [2, ¢. 10]. Ocob6AuBo mo-
Ka30BOIO B IIbOMY aCIIeKTi € aBTOIOPTPET CaMOi Xy-
AOXKHULI, IKMJ1 BOHA BUKOHAAQ B OCTaHHIll pik CBO-
ro XUTTS: Ha MOAOTHI Hia 300paskye cebe oroaeHoro.
He Tak 6araro B icropii mucterrBa XX—XXI cropiub
MO>XHA BiAHAMTM XyAOKHULb, SIKi MaAM CMiAMBICTD
BMICTABUTH CBill aBTONOPTPET Yy CTUAI HIO y Billi «Bi-
cimaecsT nawc». EKCipecBHa KapTUHA, 1[0 BUTASI-
A€ AOKYMEHTAaABHO CXO’KOI0, He IPUXOBYIOUM BiKO-
Bi 0COOAMBOCTI, HE MaCKYI04M «HEKPACUBi» YaCTUHU
TiAa, BIABEPTO AEMOHCTPYE YHIKaAbHICTb CTapOCTi,
crapiroyoi maoti. CTBOpeHMM 00pa3soM XyAOKHMLIS
TAKOX YOCOOAIOE HECTAaHAAPTHMIT MiAXiA AO 300pa-
JKEHHSI OTOAEHMX Piryp, 1o 71 AOCi 3aBEAE€HO YHU-
Katu. JKMBONMCHA TBOPYiCTb XYAOKHML|i He BUYep-
MY€ETbCsT 300pa)KEeHHSIMU BUKAIOYHO XKIHOYOI HaTy-
pu. ITokasoBrMu B 11boMy ceHci € KapTunu E. Hia
i3 TaK 3BaHOI YOAOBIYOi cepil, 11j0 MAKPECAIOE IHAM-
(bepeHTHICTb XYAOXKHMLI 1[0AO iaeoAoril PpemiHis-
My i, HaBIIaKy, Ipe3eHTYe Yepes BidyaAisallilo oroae-
HOTO TiAd IHAMBIAYaABHMII CTIOCIO BUCAOBAIOBaHHS,
IIJO CKAQAQBCSI IIPOTATOM TBOPYOTO XKUTTS XYAOKHM-
1ii, 1032 iA€0AOTIUHMMM MapKepaMy Ta IPOrpaMaMMu.

! CepeA QHAAOTIB TaKOro TUITY BiSYaAbHMX BUICAOBAKOBAaHb

B icTOPIi €BpOMeChbKOro MUCTELTBA MOXKHA IIPUTAAATY 3HAMEHM-
TUI CKYABIITYpHUII opTpeT «OroAeHnit Boabrep», BUKOHAHMI
JK.-B. ITiraaem 1770 poky. OroaeHe TiA0 HeMOAOAOTO 3HAMEHUTO-
ro ¢pirocoda Ta MPOCBITHMKA IPEACTABAECHO CKYABIITOPOM peaAic-
TUYHO Ta MOYACTU HATYPAAICTMYHO. A «ITOBaXKHMIT Bik» MaB IiA-
KPECAUTHU Liefl peaAiCTMYHMII MPUHLUIL: CaMe Ha 3AeTi KUTTS
BoAbTep HaOyB THX CAMMUX XapaKTEPUCTUK MUCAUTEAS], 3aBASKM

SIKMIM JI0TO 3HAAM Ta NoLiHOByBaAM y DpaHuii Ta 3a ii MexxaMu.
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Ba 6iabure, E. Hia kputukyBaaa deminism, Kaxyuu,
10 «CeCTPUHCTBO» — i€ TaKe K KOHKYPEeHTOCIIPO-
MOXKHE «ITIAIIPMEMCTBOY, SIK i 6araTo 110 B Cy4yacHiit
KYABTYPHII1 iHAYCTpii. BoHa cripmitHsiAa 1110 KOHKYpeH-
TOCITIPOMOXKHICTb SIK YaCTVUHY aMePUKaHChKOI KyAb-
TYPH, 1LJO AO3BOAMAO 111 3BIABHUTH AIOA€I BiA I'HiTIO-
YJX COLIiaABHVUX CTEPEOTHIIB, SIKi 30CepPeAXKYIOThCS
Ha QyHKIIOHyBaHHI c1CcTeMM, a HE Ha 0COOMUCTOCTI,
yHikaabHOCTi. CaMe TOMY B TBOpaX XyAO>KHULIS AO-
CAIAXKYE TiAO (10AOBiUe, )XiHOYE, AUTSIHUE, AaHAPOTEH-
He — HeMae pisHuLji) Yepes yHiBepcaAabHi BCEAIOA-
CbKi XapaKTepuCTUKY, TaKi sIK GakaHHsI, eMIIaTisi,
eMOllifiHa B3aEMHICTb.

¥V xanpinoprpety E. Hia poocaipxye eHepriio Aro-
AVIHY, aA€ BUPaKeHHS Lii€l «HeMaTepiaAbHOI» BEANYN-
HJ [IapaAOKCAABHYM YMHOM BiAOyBa€ThCs Yepes3 KOH-
LIEHTPALlil0 Ha [TAOTi, HA OTOA€HMX TiAaX IrepOoiHb i re-
poiB. Taka emoTuBHicTb pobit E. HiA cTBOpIo€ neB-
Hi HeBepOaAbHi IiAKa3KM-HATSAKY, SIKi CIIOHYKAIOTb
AO PO3YMiHHS YHIKAaABHOCTi OAMHIYHOT'O 0COOMCTIC-
HOT'0, 1110 OiABII IPOMOBMCTO CBIAYMTD Y€pe3 ONTU-
Ky «6i0A0Ti30BaHOro» TiAeCHOTrO.

Taxuit XyAOXHiN npuitom Ao3Boasie E. Hia 6ytu
€MOL]iJTHOI0, eAeTaHTHO Ta HEBYMYLIEHO IPAIOYM 3 TEM-
HUMM, TPUXOBAHMMM, TaOYHOBAaHUMU CYCITIABCTBOM
AIOACBKMMMU «HEIPaBUAbHOCTSAMMI», T2 BOAHOYAC ITPO-
TOAOLIYBAaT AOCKOHAAY 3aBepIIeHICTb 0COOMCTOro
71 YHIKQABHOTO B AIOAMHI. fIK «IIOMCTY» 1J0AO CyC-
MiABHOI 1LIeH3YPU XYAOXKHMLISI 4YaCTO BUKOPUCTOBYE
ipoHilo Ta KOMi3M, 3aBASIYYIOUM SKUM OiABILI IIPOMO-
BICTO «IIPOCTYIIa€» aOCYPAHICTb COLIIOKYABTYPHUX
00MeXeHb i CTepeoTHuIIiB.

MosxHa CTBepAXYBaTH, o kaptyxy E. Hia «odopm-
AIOIOTb» €pOTHUYHY HelpMXOBaHy TiA€CHICTb fAK pyi-
HIBHY CHAY AASI TIAPUBY OYAB-5IKOI COLIiaAbHOI MOAE-
Al, crcTeMu, iepapxii Towio (a He TIABKM Te€HAEpHOI).
VY Takuit croci6 i Takumu BupasHumu 3acobamu E. Hia
1970 poky Hamucaaa 11 Bipomuit noprpet EHai Bop-
TOAQ, Ha SIKOMY XYAOXKHVK ITPEACTaBAEHUII HaIiBO-
TOAEHMM: TiAO 300pakeHe y BIAITOBIAHIN KaMepHO-
IHTMMHIN MaHepi, YMM OYAO HAPOUMTO MiAKpEcAeHa
BPa3AMBICTb aHAPOT€HHUX TiAeCHUX Gpopm muTLs. Ta-
AaHT HiA 3Mir y Takuit crocié «po3aAsrHyTu» BeAnd-
HOT0, eMaTa’KHOI'0 KOPOAS ITONIAPTY, 80U IIPEACTABUTH
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J10T0 TASIAQUY B TPABAMBOCTI BAACHOI TiA€CHOI XBOPO-
6AMBOCTI Ta aHeMiYHOCTI. TakyM MAXOAOM XYAOX-
HULIST BTIAMAQ CUMIITOMaTUYHY PeaKliilo aMepyKaH-
CBKVIX XYAOXKHMKIB Ha CTAaHAQPTHE «CIIOTBOPEHHSI»
AIOACBKOI TiAeCHOCTi. MoAoAe 3A0pOBe TiAO MaCKyAb-
Ty HOCTifHO BYMMAaraAo peBisil, CIIOHyKaAO AO BiAIIO-
BIAHMX peakLili MUTL{iB-HOHKOH(POPMICTIiB, dhemiHic-
TOK, TIOCTMOA€pHicTiB. LIumMu pob6oTamu BOHM 1Opy-
IIyBaAM KOHBEHII0 CYCITIABHOI HOPMM Ta ITypUTaH-
CBKOI MOPAAI II[OAO OTOAEHOTI'O TiAa Ta CIIOCODIB 1i Bi-
3YaABHOTO BTiA€HHSL.

YacTtuHoto enaTaxkHoro npotecty camoi E. Hia
i3 HacTynHoo Midoaorizalito € npukaaau ii OyHTiB-
HOTO aKL[i0Hi3MY: HaiOIABIL IIPOBOKALIHIM, HaIleB-
HO, CTaB IPUKAAA TOTO, IK XYAOXKHUIISI AeMOHCTpa-
TUBHO MounmAacs B kopuaopi Corcoran Gallery of Art
yepe3 AOBTi uepru A0 TyaAeTiB. Taka «HEIPUCTOIHA»
Al MaAa BiAA3€pKaAUTY CTEPEOTUITHY MOBEAIHKY XY-
AO>XKHUKIB-4OAOBIKIB, 1110 OYHTYIOTb, KOAY MOYATbCS
B HENIPUCTOCOBAHMX AAS 11bOTO Miciisx. [i ceva Gyaa
€1oco6oM MapKyBaHHs TEPUTOPII, peakiii€to Ha XiHo-
4i 0OMe)XeHHsI Ta YOCOOAIOBaAA AISABHICTD, 1110 Oyaa
IOB’sI3aHa 3 XyAOKHMKaMU-YOAOBIKaMH.

TiaecHi o6pasu E. Hia BiaTIOBiAQI0Th 3araabHOMY
CIPSIMYBaHHIO IIOCTMOAEPHOI Yy TTEBOCTI 1 eMOTHB-
HoCTi B OiK peBisii MeTaHapaTuBiB. Ko mpeacra-
BUTYU MaCKYAIHHICTb i PeMiHHICTD sIK TeBHi «Beau-
Ki» CCTeMM 3 BAACHMMU KyABTYPHMMI HapaTUBaMU
Ta AMCKYPCYBHMMMU NPaKTUKaMU (SIK BiAOMO, TaKi cu-
CTeMH, Ha AYMKY IIOCTMOAEPHICTiB, 3aBAQIOTh IIKOAM
BCIM Al0ASIM €3 BUHSTKY), TO peMiHi3M B ibOMY CeH-
ci HaMaraeTbCs IPUBEPHYTH yBary A0 iHAUBIAyaAb-
HOTO, YHIKaABHOTO, OAHIYHOTO, I03aCYICTEMHOTO.

Cnapmumza TBopuocTi E. Hia € mocTmopepHoro,
aAXe oroAeHi Girypu nepcoHaxis ii KapTuH yoco6alo-
BaAM 0COOMCTICHI XapaKTePUCTUKM, SIKi HE BUXOASTD
3a Me>Xi CBOEI IePCOHAAI30BaHOI OAMHMYHOI icTOPiI.
CaMe uepes eMIIaTio, eMOTVBHE 3aAyYEHHS OAVHIY-
Horo E. Hia AoeMoHCTpYE 1KOAY 6YAB-5IKOI cCTeMH,
PYVHYI0UM Ti «M'SIKOI0» CHAOIO ITIOYYTTiB AO OTOAEHOT
AIOAVHU: i OYKBaABHO OrOA€HOI, i irypaabHoO TEX.

Y3araAi TemMa eMOTMBHOCTI TiA€CHOCTi € AOCUTD
L[iKaBOIO Ta ITapaAOKCAABHOIO. [CHY€E IeBHMIT CTepeo-
TMUII, 1[0 HATOTA — 1I€ TiAO 0€3 OASTY, PO3ASTHYTICTD,

2022, Bunyck BiciMHaOysmMuLL

TMiCASL SIKOI CAipye 1[OCh iHTMMHe, mpuxoBaHe. Ham
BUAQETHCA L[iKaBOIO AYMKa HiMeLbKOTO AOCAIAHM-
xa K. Tendepa, 1110 «Harora — 1ie Macka, sika ocu-
ATO€ OaKaHHSI BUSIBUTH IIpUXOBaHe» [8, c. 144]. To6-
TO Bisyaaisallis OTOA€HOCTi IIepeBOAUTD TiAO B pe-
JKUM MaKCHMaAbHOI a0CTpaKiiii, 1110 BUBIAbHSIE I10TO
sk popmy Ta nepecopmartye B uncti ceHcn. Came Leit
MIPVHLIMI IIOKAAA€HO B OCHOBY MOAEPHICTCBKOTO Ai-
OepTiHaxYy, sIKMi BUBIB TIAO B PaHT CBITOTASIAHMX KOH-
CTaHT, IJ0 HUMJ MO>KHa KOHCTPYIOBATM CEHCH, HaBiTb
dbirocodenki (i Bxe HIKOro He AUBYE ITapapOKCaAb-
HU BUCAIB «dirocodist Tiaar»). Tiro 06’epAHYETbCS
3 CYTHICTIO Ta Cy4YacCHICTIO BOAHOYAC, «i BXKe He TaK
Ba>KAVMBMIMM € 30BHIllIHi 3HaKM, TaKi K MacKy, KOC-
TIOMU 41 A€KOp» [9, . 76].

EMoTuBHICTb epEeKTUBHO BUKPMBAE LIKOAY OYAD-
SIKMX CUICTEM i CTAHAAPTIB, a Yepe3 eMOTHBHe TiAO Ha-
AATOAXXYETHCS 3B'5130K i3 SKUTTEBO-BITAABHUM i CIIpaB-
xHiMm. Tak, E. Hia, 300paxytoun BpasAuBi BIAKpUTI
TiAQ, HapQ€ IM «TAEMHUYICTD, KMITAUBICTD, ipOHilo,
MOYYTTs TYMOPY, BiAAQASIIOUM IX Bip iXHBOTO HOpP-
MaABHOT'O >KUTTS Ta COLIiaAbHOTO CTATyCy, MepeHo-
Cs14M IX Y CBOEPIAHMI TIOPOXKHIit mpocTip» [1, . 53].
E. Hia GiAble He mparHe «Kpacu» 300paskeHHs], a, Ha-
TOMICTb, ITparHe BUPa’KeHH:L.

I'Tip yac XOAOAHOI BilIHM €pOTUKY KYTTyBaAU SIK 3BU-
YailHi TPOAYKTH; «Ha TaKy OYAEHHICTb 1i CIIOXKMBaH-
HA BiApearyBaAM XyAOKHMKY, ITOKa3aBLIM, HACKiAbKM
CTaHAAPTHOIO € FeTePOCEKCYaAbHICTb, 1IJ0 BBA)KAAACh
«HOPMaABHOIO», OTXe OyAa HEBUAMMOIO [3, c. 37].
Orxe, TiA0 y heMiHICTUMHOMY MUCTELTBI i1 BUpaska-
AO TaKy aAbTEPHATHUBY, BIALIYKYIOUM «CITPABXKHICTb»
a00 KOHCTPYIOI0YM HE3BUYHE SIK IIOKYIOYE.

ITocTMOA€EpHICTCHKUI €POTH3M ITPOSIBUBCS B ipo-
HIYHOMY NTO3MLIiIOHYBaHHI CTePeOTUIIB, MaHIITyAIOBaH-
Hi ITIOYYTTSIMU 32 AOIIOMOTOI0 TEXHOAOTiI1. AAe Hail-
OiABIL TPOrPECUBHUM CIIOCOOOM Ipe3eHTallii oroae-
HOTO TiAa cTaaa 60poTbh0a 3 CYCIiABHOIO «OTVIAOK»,
«HETIPUITHATTSIM» HENPaBUABHOTO, HEAOCKOHAAO-
ro TiAa: HEBIAMIOBIAHICTD 300pa’kaAbHOIO CTEPEO-
TUITy TASIHLY, KiHO, peKAaMM, MOAHOI iHAYCTPii Xy-
AO>KHVKM MPOTUCTABASIAY PEAaAbHMM TiAaM, iXHii
HeAOCKOHAAIN Kpaci Ta HelpaBUABHIN Ipe3eHTaLlii
32 AOTIOMOT 010 «HEIIPAaBUABHOT0» €pOTUYHOIO XKAHDY.
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3 11bOr0 TIOXOAUTD TaK 3BaHMIl peMiHi3M APYTOi XBU-
Al, KOAM TIOCTMOAEPHI3M OXOIMB IIMPOKe KOAO XiHOK
Pi3HOTO COLIiaABHOTO CTATYCY, Pi3HMX KPaiH, 1[0 CIIPU-
YMHUAO MYABTUKYABTYPHICTb 1980-x Ta 1990-x. Came
Ha L1iJl XBUAI y QeMIHICTUYHMIT AUCKYPC «3aXOAATD»
11 YKpaiHCbKi XYAOXHMIH, SIKi B TeMaTULi, XyAOXHiL
00pasHOCTI CIMPaAKCh Ha AMEPUKAHCHKY ITOTIKYAb-
TOBY Bi3yaAbHICTb. B IbOMy KOHTEKCTi MOXKHa ITpU-
rapaty akuioHism 1990-x Oxkcauu Yeneauk (H. 1961).
OueBUAHICTb pi3HMX TOYOK 30pY Ta IIEPCIIEKTHB AO-
3BOAMAQ BUIIPABAATY €KOHOMIUHY Ta ITOAITUYHY He-
PiBHICTb, 11]0 MOTiM IPU3BEAO AO aKTMBi3My Ta aK-
yionismy 2000-x Ta 2010-x.

IIpukAapoM TaKoi TpaHcopmallii € TBOPUICTh
aMepPUKAHCHKOI XYAOXKHMLI, CKyAbIITOpa Ta poTorpa-
da Xannu Birke (Hannah Wilke, 1940-1993). Bci 1i
poboTtu — 11e 6opoTbba 3i crepeoTUaMu IOAO 30-
OpakeHHs Ta MO3MLIOHYBaHHS >XIHKM B Cy4acHO-
My CycCIiAbCTBi. [OAOBHMM IIpeAMEeTOM CTepeoTu-
nisanii € XiHoue TiAo, sIKe XYAOKHULISL AOCAIAXKY-
BaAa, MOYMHAIOYM 3 PAHHIX CKYABNITYp-a0CTpaKiiii
BariHM 3 T€PAKOTH i 3aKiHUyIOUM UKAOM ii Iepea-
cMepTHUX doTorpadiit, SKMMM BOHA pENPE3EHTY-
BaAa MpobAeMy CTaBAEHHSI CYCIiABCTBA AO XBOPO-
r'0 3racarwyoro KiHo4oro tiaa. To6To Ii cBiTOrAsIAHA
ABTOPCHKA MO3MLis MPUBEAA XYAOXHUIII0 AO aKLIi-
OHi3MY, KOAM B LIeHTPi TBOPYOCTi OCTA€E i BAACHe
TiAO, IIJO CTAa€ iIHCTPYMEHTOM BUPa>KeHHS CKAAAHMX
AHTMHOMIYHMX COLiOKYABTYPHUX IPOOAEM, 5IKi BU-
XOAMAM 32 MeXi cyTo demiHicTHYHOI TpoOAeMaTH-
K1. 30CepeAbMOCs Ha aHaAisi ¢pororpadiit X. Bia-
Ke Ta 3’CyIIMO, B SIKMIT CITOCIO BOHA AOCAIAXKYBaAa
JKiHOYY TiA€CHICTb.

BakAMBO, 1110 TiAO TPEACTAaBAEHO HAaBMVCHO CTa-
TUYHUM, 00 €EKTHUM — TAKUM TIPUITOMOM XYAOXKHU-
LI AEMOHCTPYBaAa CTEPEOTUIT CTABAEHHS AO >KiHKI
SIK AO 00’eKTy yBaru. AGM KpaCHOMOBHillle BUpasu-
TH 110 00’€KTHICTD, BiAKe BUKOPUCTOBYE AOCUTB Lii-
KaBUJ IPUIIOM: Ha LIKipy HAKAAAAIOTbCA IPEAMETH,
CXO>Xi Ha HAPOCTH, 3aKaM sTHIAOCTI, TapasUTUYHi myX-
AuHN. 1le pobuTbCst AAs TOr0, a00 HABMUCHO OpY-
TAABHO «€KCTEP €pU3YyBATU» Ty 3araAKOBICTb KiHO-
YOro TiAQ, {0 CTaAQ IEBHUM I€HAEPHMM IIAOAOHOM,
SIKUI XYAO>KHULST HAMarae€TbCsl pO3BiHYATHL.

MAWKA A. MEPOI

Y doronoprperax X. Biake BUKOPUCTOBY€ETHCS
MIPYHIIMIT KOHTPACTHOCTi: MMAYBaTVUCh KPaCUBUM Xi-
HOYMM TiAOM «3aBakalOTb» AVBHI, HaBITb BiApa3Au-
Bi HapocTu Ha HboMY. [ToAiOHMIT TpUitoM OYAO BU-
xopucTtaHo I. HiukanoM B nmpoekTi «Cnasyi npuH-
1M1 YKpaiHy»: KOLITOBHE KaMiHHS, 1[0 IIPUKPAIIaA0
eMOpiOoHIB, CTBOPIOBAAY TaKUiT CAaMUIT €PEKT «AUBU-
HU», HeAOpeyHOoCTi. Ha TakoMy KOHTpacTi «crpaibo-
Bye» 11 XyAOXKHs IIPOBOKallisl y BUPa)KeHHi OTOA€HOT 0
TiAa: TOOTO He caMe TiAO IIPOBOKYE, PYVHYIOUM CyC-
MiABHY L|€H3yPY Ta CTEPEOTUIIN, & KIIPUIHATHE» Ae-
TiTMMHe TiAeCHe AeAeriTUMi3yeTbCs HECIIOAIBAaHUM
AOA@BaHHSIM AO HbOTO HeOuiKyBaHUX peuyeir (y 6a-
raTbox BapianTax X. BiAke lie )KyBaAbHa I'yMKa, Ha-
IIPOYYA «aMepPUKAHChKUIT» MaTepiaa/cumBoA). Take
«3a0pyAHEHHsI» KIHOYOTO TiAa — XYAOKHIN IPUIIOM,
SIKVIM XYAO’KHUIISI, HEMOB Yepe3 A3epKaAo, Bidyaai-
3y€ YOAOBIUMIT TTOTASIA Ha XKIHKY 5IK Ha 00’eKT Oa-
aHb. Takox X. Biake «3a0pyAHIO€» OTOAEHE TiAO,
abM «IOrPaTUCh» i3 KYABTYPHUM IIA0AOHOM Kpa-
CUBMX AOCKOHAAMX, A€ «HECIIPABXKHIX» KIHOUMX
MpMHAA, SIKi HACAAXKYIOThCA XIiHIIi yepes CTaBA€H-
HSI AO Hel K A0 00’eKTYy.

Camomnpe3seHTal]ist — 1€ OAHA IPUHLUIIOBA I10-
suuist X. Biake: BoHa He TuIi3ye BAacHi 300paskeH-
Hs1, 20U BIACTOSITM «OKiHOYMII IIOTASIA» SIK TaKUil. Xy-
AO>KHULIO L[iKaBUTbh 0COOMCTiICHE BUPa)KeHHs cebe
yepe3 OrOAEHICTb Ha MeXi 3 TperapyBaHHAM BAACHO-
ro Tira. 3rapaiMo B AAHOMY KOHTEKCTi OAVH i3 KAIO-
YOBUX IIPUIOMIB Bi3yaAbHOTO AibepTiHaXy — Tiro-
PO3THUH, TiAO, sIKE BUBEPTAETbCSI Ta HO30ABASIETHCS
npuxoBaHoro. Hanpukaaa, TiA0-pO3THH CTa€ reHe-
PaAbHMM 00pa3oM y TBOPYOCTi YKPATHCHKOI XYAOX-
Huni Baapu Paako (1. 1969). Takuit miaxip A0 BAac-
HOTO TiAa € BAACTUBUM i Aad X. Biake: mpenapyBaH-
Hs TiAa cTae MeTadoporo MpernapyBaHHsI ocobuc-
TUX IOYYTTiB Ta emouLin. Lleit oocuThb cepitosHuin
MTOTASIA Ha OTOAEHICTD € 3aTaABHOIO PUCOI0 XYAOX-
HU1Ib-aKL[iOHICTOK, SIKi BUKOPUCTOBYIOTb BAACHE TiAO.
Lle TiAO He AAsI TeAOHI3MY, He AAsI BTixu a60 oTpu-
MaHHS eCTETUYHOTO0 3aA0BoAeHHs. [TaaiTpa emouin,
SIKI Ma€ MePEeXXNUTHU TASIAQY, — Lje HeraTuBHi abo He-
BM3HAaYeHi BIAUYTTS (Biapasa, 30eHTeXeHHs], T10-
AVB, 3aMillIaHHs).
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Biab1 «AeKxopaTHMBHOIO» Bepci€elo Bisyaaisarii xi-
HOYO{ TiIA€CHOCTi MO>XHA BBa’KaTy BapiaHT XYAOXKHU-
ui Auyoi Yuxaeo (Judy Chicago, 1. 1939).

MyAabTUMeAIIHUI apTIPO€EKT «Beudipka» (1994)
CTaB KAQCHKOIO He TiAbKM (PeMiHICTUYHO HAAAIITO-
BaHMX BUCAOBAIOBAHb >XIHOK-MUTILiB, & 1 TTOAI€EI0
B icTOpil cyyacHOro aMepuKaHCbKOTO MIUCTELTBa;
BiH ITOCTITHO €KCIIOHYEThCA B BpyKkaiHCcbKOMY My3el
Ta Ma€ Ha CbOTOAHI OiAblile HDX MiABIIOH BiABiAyBa-
yiB. Lle rpaHAio3Ha iHCTaAsL s, 1110 TPM3BaHA 3BEAU-
YUTU HAaMBUAQTHIILMX B iCTOPII AIOACTBA XKIHOK, I1O-
yuHarouy 3 Cando i 3axkinuyouu Bipaxusiero Byad.
Iaest Ax. Yukaro — npeacTaBuTU BEAUYHMI OEHKeT-
BeYipKy, Ha sIKy HiOMTO 3ampolueHi i BUAATHI 0CO-
6ucrocri. LleHTpaApHUi1 00’€KT iHCTAASLIT — BeAU-
KU CepBipOBaHUI AASI MMIIHOI 3BAHOI Beuepi Tpu-
KYTHUII CTiA, HA AKOMY PO3CTaBA€HI, HeHaue y 04iKy-
BaHHI rocTeil, KepaMiyHi TapiAKy 3 iIMEHHUMU KapT-
Kamu, OOKaAu, pisHe CTOAOBe npuaaaAst. Taka popma
BMKOPMCTaHa HaBMMCHO: MayKe BCi pedi, 1110 IO-
CTaBA€HI Ha CTiA, BKAIOYAI0UM CKaTePTUHY, CepBeT-
KM i3 30AOTVMU BUIIVBKaMM, PO3MMCAHMII IIOCYA, Ma-
I0Tb CUMBOAI3YBaTu A€KOD, SIKMI Y BCi yacu pobu-
Ay kiHKK. To6TO BCi 00’€KTH iHCTAASILIT — Lje TIpeA-
METH i3 TPAAMLIIIHO «KIHOYOTO CBiTY» (PYKOAiAAS,
TKaHH To1110). O6pa3 pyKOAIAASL, 10 CTaB KYABTYP-
HIM LITaMIIOM LIOAO MiCLis JKiHKM Y CYCHIABCTBI, Xy-
AO>KHMLISL BUKOPUCTOBYE, abu rimep6oAisyBaru itoro,
MIPEACTABUTH Y BUTASIAL TadOCHOTrO AilicTBa-iHCTA-
Asuii. (Harpukaap, BUIIMBKM-KOAQXKI, TEKCTUABHI
KOMITO3MLIii CTaAM MaTepiaAOM IIPEACTaBAEHHS aHa-
ToMii B ipoekTi Anacracii [Topeps’stHcbKOI (H. 1978)
«AHATOMIYHMIT aTAAC.)

Yu notpibHO HarapyBaTy, 1o y mpodeciiiHe obpa-
30TBOpYE MUCTEL[TBO KiHKa «BXOAMAA» YU He HAMAO-
BlIle 3a BCI iHIIi cdhepu «KPaCHUX» MUCTELTB — I10€e-
3i10, My31KY, Xopeorpadiro, Tearp (My3U4HMIT TA APa-
maTuaHuin) Towo? Ha AymMKy pocaipuuui A. Hoxais,
MIPUYMHOIO LIbOTO € KOPIIOPATHBHA 3aKPUTICTh ITOCAi-
AOBHOTO IIOETAITHOT'O OBOAOAIHHS PEMECAOM XYAOX-
HUKa B CTiHaX XyAOKHix akapeMii. O6pasorBopye
MUCTELTBO «TPAAMLIIHO BUMaraAo HaBYaHHS IIeBHUM
BMiHHSIM Ta TeXHiKaM y IIeBHiil TOCAIAOBHOCTI, B I1€B-
Hill iHCTUTYLII, T03a AOMOM, a TAKOXX O3HAIOMAEHHS

2022, Bunyck BiciMHaOysmMuLL

3i cietmdivHMM BoKabyAsipoM ikoHorpadii Ta croxe-
TiB; aAe HIYOro TaKoro He MOTPiOHO, abu cTaru mo-
eToM abo pomaHicToM. ByAb-XT0, HaBiTh XiHKa, BU-
BYA€ CBOIO MOBY, MO>Ke HABYMTMCh UMTATY Ta IMCa-
i» [10]. ToMy XyAO>KHULISI IPOTUCTABASIE AOBIUIA
4ac 3aKpUTE AAS )KIHOK XYAOXKHE BUPaXXeHHsI Gpop-
Mi TPaAMLIHOL AASI CYCHIABCTBA XKiHOYOI AlIABHOC-
Ti — pYKOAiAAIO.

AAe roAoBHa 300pa)kaAbHa TEMA 03A00A€HHS CTO-
Ay — Lie >)KiHOYi BariHy, AKi BUKOHAHO B CTUAi30BaHil
MaHepi. B bomy i noasrae nposokallis iHCTaAALiI.
Lle To1 caMuil IPUHLUII «€POTUYHOTO TEPOPUZMY»:
«Y cBiTi MUCTELTBa OiABIIICTD ABTOPUTETIB — YOAO-
BiKM, i BOHUM HE CIPUIIMAIOTh PAAMKAABHY demiHic-
TUYHY aKTUBHICTB, SIKA BUPA)KAETHCSI B CMBOAi3a-
Lii >xiHovol mixBu» [4, c. 127].

AK. YMkaro nparse NpeACTaBUTH JKiHOYY CEKCYyaAb-
HICTb Y MO3UTVBHOMY BUPa)KEHHI, IPOTUCTABASIIOUN
«BUKPVBAEHHSIM», 1110 Ha0yAa AaHa TEMa B KYABTYPHO-
iCTOpMYHOMY PaKypCi, B MaCOBiil KYABTYPI, A€ TAKOTO
TUITY 300paXeHHs IPEACTaBASIAY HebesIieKy abo Ko-
MepLilTHy BapTiCTb. XyAOXHMLIA BIAKMAQE TPAAULIiN-
HUI KaHOH, HATOMICTb OyAye CBIiit BAacHMI1, 0bOupa-
I04YM TepOoiHsIMU Ipe3eHTalil )KiHouoi TiAecHOCTi Ta-
KMX [TepCOHaxiB, sk [urrap, Aemerpa, Cando ta ini.

Tako>X XyAO>KHUIISI HABMMCHO ipOHi3y€e Hap BAAC-
HOIO pelpe3eHTalli€l0, 3asABASIOUM, 1[0 «T'YMOP € He-
3aMiHHUM AAst pemiHiamy» [5, ¢. 71]. Tymop, Tak camo
SIK i €POTHMKA, BUCTYIAE KYABTYPHMM iHCTPYMEHTOM
AOAQHH3I Ta0y, BUKPVBAIO4YM aMOiBaAE€HTHICTD CBITY.
AAe, sIK BIAOMO, IIOCTIiITHUIL TOBTOP YKapPTiB pOoOUTD
1X HeCMIIIHUMM. 3a QaHAAOTI€I0 — TOCTiiHe 300pa-
JKEHHsI OTOAEHOTO TiAa POOUTD JOT0 MEHII TPOBO-
KaTMBHUM Ta OaxaHuM. Lo 3akoHOMipHiCTB A0Ope
3acBoiaa Ax. Unkaro — BOHa He Ad€ mpsiMe 300pa-
YKeHHsI >)KIHOuMX opraHiB (Taxi mpoBoxauii 6yan pos-
MTOBCIOAXKEHI] B ITEPIIY XBUAI GeMiHICTMYHOrO pyXy,
B 1970-X); HaBIIaKu — BOHA «IPAETHCSI» 3 00PA3HICTIO,
CTUAi3Ye Ti, TIepeTBOPIOE HAa CIMBOAM, CX€MU, CTBO-
PIO0YM BAACHUIT 300paykaAbHMIT KaHOH. Y1 OTpio-
HO 3a3Hayary, Lo Liel KAHOH CTaB 3aTpebyBaHUM
71 y TBOPYOCTi YKPaiHChKUX XYAOXKHMULIb, SKi TaKOX
MparHyAu BiAIIyKaTy He MpPsIMY, He aHATOMIYHY 30-
OpaXkKaAbHICTb AASI >KIHOYOI TiAeCHOCTI?
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AAst ctBopeHHs KaHOHY AxX. Umkaro obpasa oAvH
i3 0a30BMX IPUMHLMIIB Bi3yaAPHOTO AibepTiHaXYy —
¢dparmeHTaLio Tiaa: POKyCy0UM MOTASIA Ha XKIHOYMX
CTaTeBUX OPraHaXx, IePEBOASYN iX i3 AUCKypCy 6ioAo-
riYHOTO, HOPHOrpadigHOrO Y XyAOXKHIiT, BOHA B TaKMI
crocib AoAae TpaauLiiHi 300pakaAbHi Ta0y. XyA0K-
HULS IPOTHCTABASIE CBOI aPTOO €KTY TPAAULIITHOMY
barolLeHTPUYHOMY MOTASIAY Ha TiaecHicTb: «[i Mski
oprasiuHi popmMu B M'SICHCTO-POXKEBUX TOHAX KUHY-
AV BUKAVIK )KOPCTKOMY MiHiMaAi3My BiAOMMX cy4ac-
HUX XYAOXXHUKIB-40AO0BIiKiB» [7, c. 30].

IAeto MpOTHCTAaBAEHHS CTEPEOTUIIAM, aA€e BTiAe-
HY B iHLIMII CITOCIO, MOXKHA AOCAIAUTHM Ha TBOPYOCTI
aMepUKaHCbKOI XypAoxkHuui Aisu SckaBeipx (Lisa
Yuskavage, 1. 1962). Ti TBOPYMI METOA MO’KHA BipHe-
CTU AO KaTeropii «peMiHicTMYHOI Bi3yaAbHOI Mapo-
Ail». OrmocepeAKOBaHO IOTASIA XYAOXKHULIL ipoHi3ye
HaA YOAOBIYMMM CTEPEOTUIIAMM Y CIIPMIIMaHHI Xi-
HOK. BOHa «KOHCTpPYIO€» TiAO XXIHKM SIK CYTO CEKCY-
aAbHe, ITACKBHE Ta 3aA€XKHe, 110 BiATIOBiAa€ ycTaAe-
HVIM CTepeOoTUIIaM, aA€e ipOHIUYHMI TPUITOM AO3BOASIE
CKOHCTPYIOBATH iHII TiAa, BIAIITOBXYIOUMCD BiA 30-
Opa’kaAbHUX IITAMIIIB.

3a ctuaem A. SckaBelAX Ipe3eHTYeE AiHil0 HOBOI
diryparusuocri. i 06pasHicTs (B ocHOBHOMY 11 XiH-
KI1) HeHaye yepIiae HATXHEHHs B KOMEPLINHMX Kap-
THUHAX, 5IKi BUKOPYICTOBYBAAKCD SIK 0OKAQAMHKIM KHUAT
a00 iArocTpallii B monmyAsipHMX XypHaaax. PeaaicTny-
HicTh 00pa3iB — 1ie TIepPBUHHUIL AP CIIPUIHSITTS il
KapTUH. XYAOXXHULA HOCTAAbI'YE 32 KOMEpPLiiHUM
PeaAiCTUYHMM MUCTELTBOM >XMBOIIMCY Ta BIATBO-
pIO€ J10r0, aAe B ipOHIYHIN CTUAICTUL KiT4Y.

3amicTp TOro, abu npocto ikcyBarTu Lji 3MiHU,
A. SIckaBelA>XK AOCAIAXKY€e CydacHy Bi3yaAbHICTb,
1110 GOPMYETHCS 1A BIAMBOM MeAia: XyAOXKHULIS
He IparHe 60pOTHCS 3i LUITYYHUM KOMEPLIHNIM 006-
pasoMm xiHok. HaBmaku, BoHa 3aTBepAXXye 00pasy xi-
HoYoi cekcyaabHOCTi Ta TirecHOCTi y CHIA 5K 1moai-
TUYHUI Ta €eKOHOMIYHMI TOBAapPHUII 3HAK.

OCKIABKYM CTEpeOTUIN LIOAO >XKIHOK BKOpiHeHi
B aMEPMKAHCBKill KYABTYPi, XyAO>KHMULIS, CIIPOLIYIO-
4 iX, HOEAHYE pi3Hi 300pakaAabHi TpaAuLiil, IpOTH-
AEXHI YMCTOTi MOAEPHY, — peAiriiHy ikoHorpadiro,
KOMepLiiiHi mocrepu Ta peMiHiCTUYHE MUCTELTBO

MAWKA A. MEPOI

nepdopMaHCy — B IIpe3eHTallil OTOA€HOrO Tiaa. Taka
KOAQKHICTD € BIAITOBIAAIO Ha Bi3yaAbHY HAAMipHICTb
IIOAO JKiHOYOT'O CEKCYaAbHOIO TiAd B MAaCOBIll KYAb-
TYPi, 10r0 KOMepLiifHOI AIKBIAHOCTI.

TBopuicTp A. fIcKaBelAX BIATIOBiAQE TPeHAAM
aMepuKaHcbkoro mucreyrsa 1990-x. lle mepioa,
xoay CIUIA 3MiLJHIOIOTB MO3MULiI BAACHOI KYABTYpU
SIK MaHIBHOI — 1 yKpalHCbKUM, i €BPONENICbKUM XY-
AOKHMKAaM CKAQAHO KOHKYPYBaTH 3 aMePUKaHChKI-
My MUTLEAMU. Y TOI1 Yac 5K Askedd KyHc Ta AskyaiaH
IIIHabeab yepriaau HaTXHeHHs y Borica Ta BapHeiis,
TeBHa KiAbKiCTb XYAOXKHMKIB 3MilIHIOBaA2 aMepUKaH-
CbKi TpaauLil, 1110 6a3yI0TbCs Ha TOMYASIPHUX MeAla,
nonkyApTypi. Lli crepeorunu ecreTusyworbcs, cTa-
I0Thb XYAOXKHBO-00Pa3HMM MOTMBOM y TEMaTULIi pO-
6iT Ta cTMAiCcTUL IX BUKOHAHHSL. [ToAiOHa «amepuka-
Hi3oBaHa» BisyaAabHa 00pasHicTb TiAecHOCTI Ta CTH-
AiCTVIKA 3HAXOASIT TIPOAOBXKEHHS 1 Y TBOPYOCTI Cy-
YaCHUX YKPaiHCbKUX XyAOKHMKiB — T. Tepuryni-Ta-
aarat (1. 1968), M. Biaoyca (1. 1939).

YHiBepcaAbHi Ta yToniyHi epoTuyHi 06pasu B CTUAI
A. SIckaBeraX AOKOPIHHO BUPI3HSIAUCH BiA «M SIKOI»
noprorpadii Axx. Keppina, sikuit mapoairoBaB 4oA0-
BiuMIi1 TOTASIA Ha JKiHOYe Tia0. XYAOXKHMLISI HABMMUCHO
aKL|eHTYy€e Ha MO>KAMBOCTI >)KiHOYOI epOTUKY, aAbTep-
HaTUBHOI LIJOAO CTepeOTUIIiB YOAOBiKiB. BoHa ix Bu-
KOPMCTOBYE 5IK iIHCTPYMEHT, i3 AKMM MO>KHA IPaTHCh,
BUTAAYI0YM HITYYHI KOHCTPYKLi, TiAa-CUMYASIKPHL.

BucHoBku. [TpuHLMIT AEKOHCTPYKLI TiAa («1ie He
tiao») y TBOpax Eaic Hia, Xanuu Biake, Axyai Uukaro
AaB 3MOT'y IIEPETBOPUTH 300pa)KyBaAbHE TiAO Ha 3HAK,
TIpe3eHTYBATH iHI I03aTiAeCHi CeHCH, YBIlITU B CKAAA-
HY MOAEAD B3a€EMOAIL MK pisHMMM GpparmMeHTaMu CBi-
Ty. [xHi Moaeai Bisyaaizanii Tiaa mocayrysaau dpopmy-
BaHHIO MYABTUKYABTYPHMX KOAIB Cy4acHOI epoTUKHY,
300pakeHHsI OTOAEHOTO TiAa Ta BIAVHYAY Ha 3MICT Cy-
YaCHMX aKTyaAbHUX T€M, CepeA AKX — aHTUPACU3M,
beMiHi3M, BiACTOIOBaHHS ITPaB CEKCYaAbHUX MEHIINH
Tojo. @parmMeHTHM3allisl TiAa — 1ie OAMH 3i 3HAKOBUX
MPMHLUMIIB opraHisanii TiAeCHOCTi y TBOPYOCTI Xy-
AOXHULL. Y CBITOBOMY MMCTELTBi pparMeHTOBaHE
TiAO «30MpaAu» TaKi 3HAKOBI XYAOXKHUKM 71 CKYAb-
niropy, sk K. Bpakysi, @. Berikon, P. Tobep, I'ycras
ta Askuna Bobepc.
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CYYACHE MMCTELITBO

@QeMiHiCTUYHI TPUHLMIN IPE3EHTYBATU TiAO Xy-
AOXKHULISIMY CTaAM 3aCAAHNIMMMU i AAsT GOpMYBaHHS
«yKpaiHCbKOTO TiAa»: ONMCAHUIL AOCBIA MaB ITOOAU-
HOKMX IPUXMABHULD 1je Y 1990-X, aAe sIK ocMuCAeHa
Ta MOCAiAOBHA ITporpama TiAbKU-HO IIOYMHAE BIPO-
BaAKYBaTHUCh B YKPATHCHKUI MMUCTELIbKII KOHTEKCT.
B ykpaiHChbKOMY MUCTELTBI KOHCTPYIOBATH TiAa 3 dpar-
MEHTIB € XapaKTepHUM TBOPYMM METOAOM y TBOpax

2022, Bunyck BiciMHaOysmMuLL

Baaau Paako, Mapii KyaikoBcbkoi Ta AHacTacii YceH-
KO. AAe 3a 3araAbHOIO TEHAEHIII€I0 TiAa-KOHCTPYKTO-
Pa, 10 Ma€ 30CepeAUTICh Ha BTPATi LiAICHOCTI, BU-
1lesrapaHi CBiTOBI MUTLi 30cepeAXyIOTbCA Ha BTpa-
Ti — Ha yAaMKaXx, B 30ip1ii Mae OyTyu CKOHCTpYJOBa-
Ha HOBa piBHOBara. B nopaapIiomy Taki iaeoaoriyi
Ta XYAO>KHI IIepeTMHU MOXYTb CAYTYBaTU IIpeAMe-
TOM AASI HACTYITHUX PO3BiAOK.
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Michael D. Murphy. Eroticism of postmodern libertinage on the example of work of the contemporary female artists
Alice Neel, Hannah Wilke, Judy Chicago

Abstract. The subject of the article is the erotic genre in work of the American female artists Alice Neel, Hannah Wilke, Judy Chi-
cago. The analysis of their visual imagery from feminist discource perspective is carried out. Methodological point of view represented in
the article permits to reveal generalizing constants of analysis of contemporary visual erotica through the prism of main author concepts:
“visual libertinage’; “deconstruction of body’, “emotive corporality” The principle of postmodernist visual libertinage as a methodological
technique to formulate a “female” look at corporality in their works is generalized.

The influences of their artistic imagery on forming of the bases of three waves of the American feminist movement are considered:
accordingly, A. Neel influences the principles of woman body visualization of the first wave, Hanna Wilke — the second, and Judy Chi-
cago — the third one. The principles of self-presentation of the body through actionism and self-expression through nudity characteris-
tic of their work are revealed. We prove that by these methods of work with corporality the artists violated the convention of social norm
and puritan morality in relation to naked body, forming aesthetic of visual embodiment of the female body. The problem of comparison of
erotic genre in contemporary American art with corresponding works of the Ukrainian artists is also claimed. The feminist principles to
present body by the female artists became basic for forming the “Ukrainian body”: this experience had some followers in the 90’s, but as
a meaningful and consistent program begins to be implemented in the Ukrainian art context in 2000-2010.

Keywords: erotic genre, A. Neel's work, H. Wilke’s work, J. Chicago’s work, body, postmodern, feminism.
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Amnoranis. Y crarTi npoaHaAisoBaHo TpaHcdOpMaLiiio XyAOKHbOI CBIAOMOCTi GiABIIOCTI YKPaiHCHKMX MUCTLiB B yMOBAX Iy TIHCHKOT
BiitHM B YKpaiHi. [IpocTexeHo, K BapBapCTBO OPKiB MMOPOAMAO MCUXOAOTIYHMIT Ta TBOPUMIL OIIip y MUCTeLIbKOMY cepepoBuii. [Tpoana-
Ai30BaHO AOTIKY B IPOTECKHO-3HIDKYBaAbHIil cepii TBopiB B. Kpasiys. ITokasaHo MeTOA pOOOTHU XYAOXKHMKA 3 LIMPOKUM 3aCTOCYBAHHSIM
3MicTOBHUX MeTadop. SK KpUTHK KOPCTOKOCTI Ta BAPBApCTBA BOPOKOI apMii aBTOP MAAIOHKIB TiAeCHO-HI30BY chepy pOOUTD y3araAb-
HIOIOYMM 00Pa3oM «BCepociiichbkoro Tiaa». ITepconaxi cepii — MOHCTPH, ixHi 00pasy, Mo CyTi, — eKCKpeMeHTH. TaKuM 3HIDKYIOUUM € Lieit
rPOTeCKHMII peaaism — rineppeaaism. O6pasHe nepekoayBaHHs B MaAloHKax B. KpaBlis A0€AHYE 1100 METOA AO KOHLIeMLii «TparivuHoro

KapHaBaAy» HiMellbKoro excrpecioniamy 1930—-1950-x. IpoHis Ta capkasM Ha MeXXi )KaXAMBOI'O YHAOUHIOKTb aKTYaAbHICTb cepil MaAIOH-

KiB, 300paKyIOTh OyTTs HA XMCTKOMY KOPAOHI «KUTTS — cMepThb». CMiX y TBOPAX XyAOXKHMKA 3MIHIOE TIAIOC Ha MiHYC.

Karwouosi carosa: rineppeaaism, Biraaiit Kpaseup, morBophe, MeTad)opMSM, TiAeCHO-HM30Ba cdepa «BCepoCiiichbKOro Tiaa», capkasm,

CMiXoBuUIT a0CYPAM3M, TparidHmil KapHaBaA, KOMIIEHCATOPHA (GYHKLIis CMixXy.

Binna nyTincbkoi Pocii npotu Ykpainy, ii xaxu,
CTpaxy, TPMBOI'Y Ta HeOe3IeKM IepeBTiAMAM Ipail-
AVBO-ipOHiYHe CMiXalTBO Ta HaBiTb KPUTUYHY pe-
Npe3eHTallil0 CMiXy B MUCTELTBi YKPaIHCbKUX XY-
AO’KHIMKIB Ha TparigyHmit capkasm. Ao 2022 poky Ha-
BiTh B €KCTPEMAABHUX TBOpaX 3 mporpamu «’Kao6-
apty» — y O. Manna, H. Mypauikinoi, C. Koasau,
A. €EpmoaeHka — 6ya0 OiAblIe «KAOOO-paryaismy»,
HIXX J10TO KPUTUKMU.

ITcuxoAoriyHMIT Ta MOPAAbHUII CTPEC, B AKOMY
Ha AOBTi MicsLli OIMHMUBCA YKPAiHCbKUIL COLIiyM, CTPY-
CUB CBiAOMICTb BCiX Ta KOXXHOTO He AMILIe B YKpaiHi,
aAe J1 B LIMPOKOMY CBITi.

ApamaryuyHa 3MiHa 00CTaBMH XUTTS 3 EPIIMMU
pylHyBaHHAMHU y KueBi, 3 HEAIOACBKUM BapBapCTBOM
y Byui, Iprieni, Mapiymoai, XepcoHi, B KoH1Tabopi ceaa

CmiuiHo, Biomak He CHpAauLHo.
Muxaitao BAXTIH

OaxeniBka Ta 1o Bcilt YkpaiHi nepebyayBaaa it cBi-
AOMICTb XYAOXXHMKiB. XTOCh 3aBMep y LIOKOBAHO-
My 3aljilleHiHHi, iH1lIi, HaBMaKy, y rHiBi Ta yepe3 BHY-
TPIiLIHIiT Omip KaTacTPOdi BKAIOYUAUCS AO AKTUBHOL
TBOpYoOi poboTn.

ITpoTecTHe MUCTELTBO 3 )KOPCTKUM CapKa3MOM,
B TOMY YMCAi /1 TBOPU 3 TapsYMM CMiXOBUM I'PaAy-
COM, YKpaIHCBKUI Ta 3apyOi>KHMIT TAsiAQY TT0Oa4MB
Bxe yepes 100 pAHiB BiitHu. [lepiry poAb y MUCTeLbKil
ono3ulil BifiHi BiAirpaB MOAITMYHMI ITAQKAT 3 JIOTO
HeNoWTUBUM cMixoM. B postupaxxoBaHomy «Po-
CiliCbKuit BOEHHMIT KOPAOEAD, IAM Ha...» Y CBIAOMO-
My HM30BOMY T'yMOPi BiliCbKOBi, a CAIAOM 32 HUMM
11 XYAOKHUKU-ITAQKQTUCTY IPOSBUAY HE3AAMHY CUAY
AYXY, IPE3MPCTBO A0 BOPOr'a Ta TOTOBHICTb ITepema-
ratu e i 1e. Llei maakar, 5K i iH1Ii, aKTUBi3yBaA
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CBiAOMICTb Ta MIATPMMYBaAU NICUXOAOTiYHO. ['ymop
i cMix Ha BiltHi — Beanka Cuaa.

Ti ykpaiHCbKi MUTLI, SIKMX BilfHa po3irHaa 1o cBi-
tax, y [Toabmi, HimeuunHi, B Icanii, Ispaiai Ta CLIA
Y BAACHMX XYAOXKHIX iHilllaTuBax npuBepTaAu yBary
AO YKpaiHM, BUKOHYIOUM MiCil0 «KYABTYPHOI'O IIOCOAB-
crBa». HabyAu Hap3BMYAITHOI aKTYaAbHOCTI «COA-
AQTCBKi CIOKeTV» Y cepisix moaoreH B. Crupopenka.
Yepes 100 pHiB BiltHu B. lllepereBcbkuil pernpeseHTy-
BaB IIMPOKY AaHTUBOEHHY BUCTaBKY «BO€HHMII cTaH».
O. )KMBOTKOB BUKOHAB IIMKA CKYABIITYPHO->KMBOIINC-
HUX peAbediB BIAITOBIAHOI TEMATUKM.

VY CIIIA 3 aHaAOTiYHOI IIPOrpaMoI0 eKCIIOHYBa-
Ancsa ykpainebki mucTtkuHi K. THuannpka, M. Kyai-
KOBCbKa, B. Tpy6iHa, A. 3BsriHuesa Ta iHui. TeHAep-
He CTIpsIMYBaHH: IXHIX TBOPiB — peaxliid Ha Tpare-
Allo Ta 3arnbeab XXiHOK y Bydi Ta 1mo Bciit YkpaiHi.
B aBaHrapai antuBoeHHoro omnopy 6aunmo O. Yerne-
AVIK 3 ii mpoexTamu «Ykpaincbka [oarodar, « Kusui
My3el1 Hepo3KasaHuXx icTopiit (LmKka «Apyruit apxis»)
ta piabMoM «Auct 3 YkpaiHu».

Y cmixoBiit TpaAuLii, TOPAA 31 3HyIIaABHO-CapKac-
TUYHUM BiliICbKOBYMM ITAQKaTOM HapOAUBCS IOTYX-
Hui npoekT Bitaais KpaBus « Anaromist Besxpeber-
HUx» (cTaHKoBa rpadika, raaepest «Aykar», Kuis, Ky-
parop — O. CocHoB). 25 apkyuiB (90x60) 6yao 3po-
6A€EHO B 4aC aKTMBHOT'O OIIOPY YKPaiHCBKOT'O BijiChKa
NpoTH HaBaAM pocisH Ha Kuis.

AnTin [IpoHEHKO — aBTOpP CYNPOBOAKYIOYOTO
BucTaBKy KpaBus TekcTy — B npecpeaisi 3aHOTY-
BaB: «...€AMHUM “BIKHOM B eMoLil” OyAM IIPOMIKKM
4acy BiA ITOYATKY i AO KiHLS MOBITPSHMX TPUBOL...
1IJo6 sikoch CyOAIMYBaTH HATIPY>KEHHS BiA MOBITPSI-
HUX TPMBOT, BiH IIOYMHAE NPALIOBATH 32 iXHIM rpa-
(ikoM, IIPOBOASIUM CEAHCH BiA TIOYATKY i AO KiHLIsI».
Tak poOMAOCH Lje MY>KHE, AIFICHO aKTyaAbHE MUC-
TeyTBO. KoMmosulii He BUrapyBaAucs, BOHU 3 THi-
BOM BMITAECKYBAAMCS Ha IAIip 5K KPOB 3 BIAKpUTOL
paHu. bo Ay1na i po3ym XyAO»KHMKa BOAQANL.

V cBipomocri B. KpaBuist BiaOyaocs akTuBHe Iie-
PEOCMUCAEHHSI PYCUCTUKY, LIIHHOCTEM, 3 IKMMMU AO-
HeAaBHA OYAO IMOB’si3aHe YSIBAEHHSI IIPO POCIICBKY
KYABTYPY. BiltHa npotu Ykpaiuu nokasasa BCbOMY
cBiTYy 30BciM iHty Pocito. BriMm, iMnepcbKa 3BepxHiCTb

2022, Bunyck BiciMHaOysmMuLL

0A0 YKpalHM TaM 3aBXXAU iCHYBaAa, aAe 3apas Ha-
OyAa arpecuBHMUX, O3aKYABTYPHUX, HABITb AMKYH-
cbkux popm. Tomy He BUITaAKOBO y Kommoaulii Kpas-
151 «AyeASHT-PEBAHIINCT» 300paXeHO IPOTECKHO-
0 [epCOHa’Ka 3 BIi3HaBaHUM 0OpasoMm ITyikiHa.

ITyrinceka Pocist (ae Hapop «6€3MOABCTBYE») 10-
KasaAa y 2022 polii 3BipMHMII OCKaA A€P>KaBHOCTI,
3HEBAry AO LiMBiAi30BaHOIO CBIiTY Ta OYAB-SIKMX MO-
PaAbHUX 3aCaA, HaBiTb AO M>KHAPOAHVX 3aKOHIB y Be-
AeHHI BiltHu. XaMCTBO, Oe3npuHLUITHA OPEeXAUBICTD
TOAITYKIB, HEBIrAACTBO B apMii, >KOPCTOKICTb I'BaA-
TiBHMKIB y byui, B ceaax Ta micTedkaXx, TOTaAbHMIA
pPO3IyA MapOA€piB — BCe Lie IIePETBOPUAO 00ANY-
ys apmil Ha i ciaHuio. Lli aHTuKpuTepii MOTUBY-
BaAu B. KpaBus Ta mopoauau B itoro rpadivHiin ce-
pii rpoTeckHi MeTadopu 3 aDCOAIOTU3ALIIEID HU30BOI
30HM AIOAVHU-HaNiB3Bipa. OOpasu-rpoTecky moaa-
HO 3 HAKAaAOM IOTY)XHOI rinep6oaisanii. Bcepociii-
CbKe «TiA0» MyTiHCbKOI apMil — CYLIiAbHMII KMILIKiB-
HUK 3 QYHKLI€0 3BiAbHEHHS Bip dekaaiil. B kommo-
3uLil « A\YYHVMK-KMIIKiBHUK» TOCTATh CIIAETEHO 3 KU-
ILIIOK Ta OpraHy KaAoBuAireHHs. B pob6ori «ITarou-
Ka-PATIBHULIS» 6QY/IMO MOHCTPYO3HOTI'O ITEpCOHAKa
3 rineprpodoBaHMM NpyTHeM (BUpasHuit mpoobpas
rBaATiBHMKA). B MaaoHKY «)K1Ba craa» 300paskeHO
XMMEpHY iCTOTY, IO CTPIiAsIE 3 KyA€MeTa Ta BOAHO-
Yac BUIIOPO)KHIOETHCA.

ColjiaAbHa HaAQIITOBAHICTh aBTOpa KOMIIO3MULIil
3 iXHIM MyOAIMCTUYHMM aKLIEHTOM MAHOCUTD MUC-
TelTBO KpaBlisi A0 piBHA THIBHOI CyCHiAbHOI caTu-
pu OHope Aom’e — aBTOpa «AIOACHKOI KOMEAII».
IIToa0 amoAorii «abCOAITHOTO HU3Y» (B TBOpaX BCi-
€l cepii), To 6e33anepeyHNM € 3BEPHEHHS AO KOHLIETI-
uii M. BaxriHa 11040 KapHaBaAbHOI QyHKLiI MaTepi-
aApHO-TiAecHOI cdepu. [poreckunit Meradopusm aB-
Topa «AHaroMii BeaxpebeTHUX» He € BUIAAKOBMM.
3HIDKEHHSI BCbOTO ITiAHECEHOTO, TadOCHOTO B3araAi
€ KiHI[€BUM PE€3yABTaTOM «I'POTECKHOTO peaAismy»
SIK HAaNpsIMKY y MucTeuTsi. I'porecku Kpasii, itoro
TIOABIIHA €KCIO3MULIisl CMiXy K BTiA€HHS aHTUCBI-
Ty Ta QHTUKYABTYPU 300Pa’KYIOTb XXUTTSI, IKE OIU-
HUAOCS TIiA BAaaOo OysyBipcTBa Ta 6esymcraa. bo
cMmix (3a M. BaxTiHuM) € cyTHiICHOI POPMOIO TpaBAK
PO CBIT. A TPOTECK — TiAO Ta BTiAeHHS Ljiel mpaBam [1].
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Tineppeanriam cmpyuieroi cgioomocmi

Bimaniii Kpaseyp.
Kpoxkooua, 2022

Bimaniit Kpaseyp.

Ayeranm-pesanmucm, 2022

VY TBOpi «AebeprHe 03epo» € ipOHIUHMIT HATSIK
Ha POCIIIChKY YaCTiBKY «...a TAKKe B 06AacTy DareTa
MBI BIIEDEAV TTAQHETBI BCEN». 300pa’keHO IPU3EMKY-
BaTOr'O EPCOHA’KA 3 IPybe3HNM YepeBOM, O€3 roAo-
BM Ta 3i CXpelljeHMMI KPMAAMU 3aMiCTb PyK. B kom-
nosulii « TpyHOHOCI1-6e3XpebeTHIK» 6e3roAoBa 1o-
CTaTh MIAHOCUTD TPYHY. 3 Hel CTUPYNTD TOAOBA 3 03Bi-
piAuMu Bupasom 06AMYYs Ta 3i 30pO€0 HA MaKiB-
ui. AocaipHnus npupoau cmixy M. Promina nume:
«...TpOTeCKHMIT 06pa3 HibMTO 3aBMCaE MiXK ABOMA BU-
MipaMy — MiXK KUTTSIM Ta CMePTIO, MiXK peaAbHICTIO
Ta ippeaAbHicTio. L[e — HepeaAbHa peaAbHICTb, TOO-
TO 3’€AHaHHS HEMIOEAHYBAHOTO» (2, ¢. 225].

B HazBaHuX TBOpax Ta B iHLIMX KOMITO3ULIisIX cepii
aBTOp ii yHAOYHMB OCTATOYHY BMUEPIIAHICTh BCHOTO
AYXOBHOTO B iCTOTi, Ky BXXe aHi AIOAMHOIO, aHi 3Bi-
poM HasBaTu HeMOXAUBO. ITepconaxi KpaBLst — MoH-
CTPU, A€ BCSI AIOAVIHA TTEPETBOPMAACS Ha iICTOTY-eKC-
KpeMeHT. be3yMoBHO, pabAe3iaHChbKMIT CMiX aBTOpa
KOMITO3MU11ii1 OYB TOIO OIIOPOI0, sIKA AAAQ IOMY CHAY,
30epirarun riAHiCTb, IPOTUCTOSITH 3AY B TOM CIIO-
cib, SIKMiT € MO>XKAMBUM AASI XYAOKHMKA. Tak, «Iep-
Hika» ITabao ITikacco y 1939 poui HabyAa cuau oro-
py y 60poTb6i 3 darmsmom.

B cepii «AHaTomist Be3xpebeTHux» aBTOp BiApO-
AVUB peHOMEH «KapHaBAaABHOI'O CMiXy» 3 JIOTO Tpa-
riYHUM 3a0apBAEHHSIM 11 AHTUAOTiIKOW. B MaAOH-
KaxX i3 HaAMIpHICTIO aBTOPCBHKOIO NepeKOAYBaHH:,

OABTA TMETPOBA

Bimaniit Kpaseyp.
Momo-6asn, 2022

Bimaniii Kpaseun.
Kaxapoa, 2022

rimep6oaisauieio Ta 3’€AHAaHHSIM, 3AaBaAOCS 0, He-
MIOEAHYBAHMX €AEMEHTIB Y HOBY LIiAICHICTD € 0AM3b-
KicTh 3 disocodiero HIMELBKOTO eKCIpecioHizMy
B TBopax Emiasg Hoabpe, OTTO Aixca, [eopra Ipocca,
Maxkca bexmaHHa, a B yKpaiHCbKOMY MUCTELITBI —
3 TBopamu @. Cemana, A. 3aropHoi, A. Panomnopr,
O. ITaBaoBa.

I'poreckui ob6pasu Kpasust >xopcTko npuB’sizaHi
AO aKTYaABHOCTI. B HMX aKyMyAbOBaHO 4ac 60AI 0
Bciel Ykpainu. Tpariuna ipoHist Ta cMixoBumit capkazm
aBTOpa KOMIO3MLii1 HAOYyBAIOTD B Liiil CUTYALiI SIKOC-
Ti «ipoHii icTopii» Ta «rpu A0OAi». BoHu pyiiHy0Tbh
pociricbkuit Mid Ipo HerepeOOPHICTh MyTiHIMHN.
VY po3ayMax MUTLSI PO Oy TTS MK SKUTTSIM Ta CMep-
TIO CMiX )XKMBe Ha IPUKOPAOHHI LIMX MTOHATh. Ha ToH-
Kil1 MeXi MK THIBOM Ta BiApa3010 CMiX 3MiHIOE IAIOC
Ha MiHyc. AAe cama IpUpoAa CMiXy, sIK 3a3BUYali, 3a-
AVIIAETHCS] HEBAOBUMOIO.

Xyaoxuuku 1990-x — novarky 2000-x, cMirounch,
0aBMAMCD Ta AOBIABHO I'PAAUCS 3 «ECTETUKOIO MO-
TBOPHOTO». Lle 0COOAMBO CTOCYBaAOCh HOMAAU3MY.
Mucrentso Bitaais Kpasuist OyHTYe MpoTy MoTBOP-
HOT'O B >KUTTI, sIKe HAM HACMABHULIbKY HaB sI3aHO Yy-
KO0 CUAO0I0. [POTeCKHMIT peaAi3M aBTOpa MaAKOHKIB,
YKOPCTKE BUCMilOBaHHS TOTBOPHOT'O BUBOASATD J1OTO
MUCTELTBO 32 MEXY BUKAIOYHO MUCTEL[bKOT'O Ta PO-
OASITb aKTMBHOIO COLI{aAbHOIO CHAOI0, 1110 BiaA3€epKa-
AIO€ DEAABHICTD y 1Liell TpariyHui1 yac.
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Olga Petrova. Hyperrealism Of Shaken Consciousness

Abstract. The article analyzes the transformation of the artistic consciousness of the majority of Ukrainian artists in the conditions of Pu-
tin's war in Ukraine. It is traced how the barbarism of the orcs gave rise to psychological and creative resistance in the artistic environment. The log-
ic in the grotesque-reductive series of works by V. Kravets is analyzed. The method of the artist’s work with the wide use of meaningful metaphors
is shown. As a critic of the brutality and barbarism of the enemy army, the author of the drawings makes the body-lower sphere a generalizing im-
age of the “all-Russian body”. It is shown that the characters of the series are monsters, their images are essentially excrement. This grotesque real-
ism is so demeaning — hyperrealism, figurative recoding in the drawings of V. Kravets connects his method to the concept of the “tragic carnival”
of German expressionism of the 1930s—1950s. Irony and sarcasm bordering on the terrible illustrate the relevance of a series of drawings, depict-
ing existence on the shaky border between “life and death” Laughter in the artist’s works changes from plus to minus.

Keywords: hyperrealism, Vitaly Kravets, ugly, metaphorism, bodily-lower sphere of the “all-Russian body’, sarcasm, laughing absurdism, trag-

ic carnival, compensatory function of laughter.
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The actual discourse of boychukizm: illustration cycle
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Amnorania. CTaTTa NpucBsYeHa AeTaABHOMY aHAAi3y iAIOCTDAaTMBHOIO LIMKAY ABOX YKPAiHCBKMX XYAOXKHMUKIB, IIOCAiAOBHUKIB

mkoAu Boituyka — Bepa Baanka (1897-1957) ta Moiicest @paakina (1904—1974) a0 BiaoMOro pomaHy «/AereHaa npo YAeHIIITreAs»
(1867) 6eapriitcbkoro mposaika Illapas ae Koctepa. Ix rpadiuna inTepnperaiis € BoaHOUac i Bia0OpaskeHHAM TOTAAITaPHUX TIPOTHU-
piu iXHbOT ernoxu, i BUKAMKOM ii yMoBHOCTSIM. IXHill aKTYaABHMIT AUCKYPC He M036aBACHNIT TPUPEUEHOCTI: BOHU CYYaCHUKU CTaAiH-
CbKOI AMKTaTypM, BOHM TAKOX € il >kepTBaMM. AAe BOHM HAMaralThCsl MeTapOPUYHO MTOKA3aTHU )KaX CBOTO YaCy, BTIAHUIT, HATIPUKAAA,
Y TOpTypax iHKBisuii, nepecaipyBanHi inakomucasuux. ITpore iatocTpaTusHmit LukA Bepa Baanka Ta Moiices ®dpaapkina — paaure
poMmaH 6e3 repost. BoHI BOAIIOTb 300pakyBaTy HATOBIIM AIOAEI, OXOIIAEHUX CTPKAAHHAMM (SIK 1ie OYyAO MPUITHSATO B IKOAi Boituyka).
LlikaBo, 1j0 MUTLi 3aAMIIMAM 1032 YBAroo i1 KOMiuHuI1 eaeMeHT pomany Kocrepa, sikuit 6yB BIAKPUTMIT MUTLISIMU TIOBOEHHOI AOOM
Ha OCHOBI Teopil cMixoBoi KyAbTypy Muxaiiaa Baxrina. ITpoTe iatocTpaTuBHmit kA Baanka i @papkiHa — He AMile mam’siTKa CBOrO
yacy. 3ap0Bro Ao Apyroi cBiToBoi BiitH1 Ta ToAOKOCTY BOHU B)XKe IepepbayaAr CBiTOBI KaTacTpodu Ha MaTepiaAi eBpomeiicbKoi icTo-

pii XVI c1. Ilpy 11bOoMy BOHM He BiAMOBASIAUCA BiA €KCIPeCUBHO-AEKOPATUBHOIO CTUAK, BAACTUBOIO CBOIM YYMTEASM, i HaBiTh Npo-

AOBXXYBAAM Lieil CTUAB, A€ILI0 BUAO3MIHIOIOUM.

Kato4oBi croBa: 6OITUyKi3M, AMCKYPC, iAIOCTpallii, HApaTNB, MaKabp, «poMaH 6e3 reposi».

ITocranoBka npo6aemu. MuTenpb 3a A0OU cka-
JKEHOTO TOTAAITapU3MY, KU i po3aiAsie AKich 11oro
yIlepeAKeHHs], i caxaeTbCst X, — TaKUM OYAO CTaHO-
BHIIle MUTLSI-00iYyKicTa Ha moyarky 1930-x. ITes-
HO, PO3yMie, 11]0 caM KAaB HapiKHUI KaMiHb y I0-
OYAOBY COLIpeaAiCTUYHOI eCTETHKM, TA HAMAra€ThCs
neperpaTu ii, BCTUTHYTU CKa3aTH «OCTAHHE CAOBOY»,
LIbOTO pa3y €30I0BOI0 MOBOIO. [ToaeM pAAs Takoro
PU3MKOBAHOIO ACKYPCY HEPIAKO CcTaBaAa KAACHYHA
CITAALLMHA, 0COOAUBO iHO3eMHMX (i, 3BiCHO, AO3BO-
A€HMX) aBTOPIiB, A€ AO TTOPM, AO YaCy BiABHO OYyAO
BMCAOBAIOBATY CBOI AYMKM, Ha MaTepiaAi cy4acHOCTi
BJKe LJiAKOM KpaMOAbHi. IIprpoAHO, Takmit AMCKypcC
He Mir He OyT1 KOHTPOBEPCIIHMM Ta AEIL0 IIAYTaHWUM,
Y YOMYCb {HIIOMY — CYM SITAUBUM Ta €KAEKTUYHVIM.

TTpoAOBXYIOUYM HenycaHi 3a1oBiai 60iuyKismy, BiH
He MII He pearyBaTy Ha 3allUTY CY4aCHOCTI, sKa Lii
3aIl0BiAl IparHyAa epeKpeCcAUTH, SKIO 11 He 30B-
ciM cKacyBaTu.

MerToro cTarTi € morAnbAeHmiT aHaAi3 rpadiu-
HOTO AMICKYPCY «I1i3HiX 60/4yKiCTiB» Ha IIPUKAAAIL
OAHOTO-€AMHOTO iX apTedakTy, came iAICTpaTHB-
Horo uUuKAy po pomany llapas ae Koctepa «Ae-
reHAQ IIPO YAeHIIMireAs» y IpMHariAHOMYy 3icTaB-
A€HHI 3 IAIOCTPaTMBHMMM LIMKAAMU IOINEpeAHiX
ta HacTynHux yaciB y CPCP (cepea HUX — paAsiH-
CbKIIT MUTeILb YKPaiHChKOT'O MTOXOAXKEHHS EBTeH
Kibpuk) Ta 3a KOpAOHOM (30KpeMa, 0eAbriiiCbKOro
cuMmBoAicTa @eaicbena Porca). 3abiraoun Hame-
peA, 3aBaXXMMO: AMCKYPC XapKiBCbKUX 60i4yKicTiB
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BMSIBMBCS HalIMEHIII TAQMYPHUM Ta HaibiAbI Ta-
AQHOBUTHUM.

AHaAi3 oCcTaHHIX AOCAIAKEHB Ta myOAiKaniii.
BipAaemo Haae)xHe aBTOpaM, SIKi pokaMy LiiAecrpsi-
MOBAHO BMBYAAY TPOOAEMATHUKY Ta iCTOPIIO O0IYY-
Kiamy, nepeaycim fApocaaBy KpaBuenky ta Oaery
@. Cupopy, Takox rpadiuHy craplmHy 60i4yKismy
aocaipxysaan Oabra Aaryrenko ta Aropmuaa Co-
KOAIOK; YCi IlepeAiueHi TBOpy CBOro yacy OyAu HaMmu
peTeAbHO BUBYeHi. Tako)X BapTO Ha3BaTU MUCTELl-
TBO3HaBYi po3BipKM BikTopa Cupopenka Ta Oaex-
cisg PoroTueHka, mpucBsiYeHi MMTaHHAM YKPaiHCbKO-
ro ToTaAirapHoro mucrenrsa. OkpeMmi rpaHi ix 6yao
3aTOPKHYTO B HEIJOAABHO BMAaHI MOHOrpadii Aeci
CMMpHOI. MeTOAOAOTIYHO MM CIMPAAUCS HA A€K-
uii B bosi ynoxoenoi Bukaapauku HAOMA, Hamof
HaBUMUTEABKM AHHU 3aBapoBOi. 3BiCHO, OCHOBHUM
AKEPEAOM HAILIOTO AOCAIAXKeHHs OyB YHiKaAbHMII
i A0bpe 36epeskeHunIT IPUMIPHUK KHIDKKOBOTO BH-
AaHHs 1935 p., 6€3 HelIMOBIPHOTO BiAHAXOAKEHHS
SIKOTO HaMU LisI CTaTTsI He MaAa 01 )KOAHOTO LIAHCY
Ha CTBOPEHHS. 3 OTASIAY Ha Lie MM YHUKaeMO 6i6Aio-
rpadiuHOro A0AATKY, @ BUCXIAHI AQHI KHUT — pisHUX
Bepcint pomaHy Ae KocTepa — Ha3uBaeMoO B TEKCTi.

Buxaap ocHoBHOro martepiaay. Posrpom mko-
Ay Muxaiiaa Boituyka, sikuit npunas Ha 1936-1937
pp., TONIpY OPYTaABHICTDb YPSIAOBMX 32X0AIB, BKAIOY-
HO 31 CMEPTEABHMMM BUPOKaMU, siKi OYAO BUHECEHO
OCHOBHMM 4YiAbHMKaM HAIIPSIMKY, He MiI' BMUTb ITe-
pepBaTy TOKY XYAOXKHBOTO XKUTTS YKpaiHM UM HaBiTb
BUTICHUTM TBOPYI 3HAXiAKY, IPUTAMAHHI 11iJ1 IIKOAI,
3aMiHMBIIY iX HA TOCKHI peaAiCTMUHI KYHIITIOKM: TaKe
CTaAO0CsI BXKe 3rOAOM, Hanpukinii 1940-x, koAu 06-
pasHy cucremy muctelTB ycboro CPCP 6yao 6essxa-
AlcHO KoAM(IKOBaHO, @ BIACTYIHUKIB (3 THX, 1110 AU-
IIMAKCS X1Bi) — MiAAQHO 00CTpyKLii. AAe HaBiTDH
Y POKU, AKi MIIAM 3pa3y MiCAs CTpALIHUX oAl ['o-
AOAOMODY, MUCTEL[TBO He OAPa3y IepeAalTyBaAo-
Cs1 Ha «IIOTPiOHUI Aap» i 36epiraao okpemi, Hepo3-
TOINTaHi KPUXTU BHYTPIIIHbOI CBOOOAM.

Ao TOro X, XTOCh i3 60114yKiCTiB ONMHMBCS Ha eMi-
rpauii (3asBuvaiit 3a3paAeripab, ik Mukoaa A3oBCbKMit,
Pobept AiCOBCHKMIT), XTOCH IEpPEiXaB AO CTOAUL
CPCP, Ae BUMOIM A0 MUCTeLITBA HaueOTO He OyAn
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Taxi cyBopi (Tak BunHMAM AHTOHiHa IBaHOBa, OA€K-
caHAp MusiH, OxcaHa [TaBaenko, Manyia lllextman),
XTOCD IIYKaB PATYHKY B {HIIMX COI3HUX peCIyOAi-
xax (y Ipysii, sk Muxoaa Kacrieposuu). Te, 110 Bxe
He MOTAM CO0i A03BOANTH 3 Pi3UYHMX IPUYMH BOXK-
Al TBOPYOI IIKOAY, Ae-He-A€ AO3BOASIAM COOI yuHi
a60 X y4Hi yuHiB. HaBpsip uu cBip0MO, cKopil 3a 3a-
KOHOM iHepLii, i MeHIII 32 Bce «TPUMAI0YM AYAIO B K-
1reHi». HaBiTb HairmocaipoBHiIi 3 6oi4yKicTiB 6yan
3araAOM AOSIABHUMU AO BAAAV PAASHCBKUMU AIOAB-
MU, 5IKi, OAHAK, 6auMAY MaltOyTHE CBOET KpalHU A€II0
iHaKIIe, aHDK MapTiitHi BepxoBoAM (1A103ist HALliOHAA-
6iAbLIOBU3MY). A, MOXKe, HAaOyTi y 60IYyKiCTiB Tex-
HiYHi HABMYKY BCe 1Ile HAMAaraAlcs BXXUTY Ha KOPUCTb
HOBIIT A0OI, HATBHO BB)KAIOUM TaKe TIOEAHAHHS Opra-
HIYHMM i AO3BOAEHUM; TaM, A€ «POAVIMI IIASIMM» T. 3B.
dbopmaaismy He pizaan 0OKo, Lje MOTAO 31/TU 3 PYK.
XapkiBcbKa riaka 00114yKkismy aAasa YKpaiHi Taki
BU3HAuHi iMeHa, ik Bacuap BoBueHko, OaekcaHAp
Aosraap, Mapis KorasipeBcbka, IBan ITapaaka. Maii-
ctpu rpadivyHoro mucreursa — bep ITiHxycoBuy
DbAaHK, yuyeHb OCTaHHBOT'O 3 Ha3BaHMX TYT MUTLIIB,
110 BUKAAAAB Y MiclieBOMYy XYAOKHbOMY iHCTUTY-
Ti (ane Takoxx Cemena ITpoxopoBa, Muxaiiaa Illa-
POHOBa, IKUX AO IIKOAM Boitdyka BakKKO 3aAydm-
i) Ta Moriceit 3aamaHoBuY OpapKiH, KOTPUI TEX
HaBYaBCA Y I[bOMY X BUIIi, — BCTYMAIOTh Y TBOP-
ye XXUTTs caMe Y 3A0BicHi-ropessicHi 1930-Ti. ITep-
it HabyB CAaBM iAfocTpaLisimu A0 TBOPIB Biabs-
ma llekcmipa, AskonaraHa Csidra, Makcuma Puab-
cbkoro, ITaBaa Tuunun, Apyrunt — po nosicrei llo-
AoM-AaerixeMa Ta Ka3ok IBaHa @panka. Cepep, ix-
HIX TBOPIiB He OCTaHHE MicCL|e HAAEXUTD rpadivdHin
iHTeprpeTaljil poMaHy BU3HAHOI'O KAACMKa O€Abrili-
cpkoi aiTeparypu XIX cT., BUpAaHoro 1867 p.
Kuura Illapast aoe-KocTepa (Ha Tol1 yac moOyTyBa-
AO caMe TaKe HallJMCAaHHA NPi3BUINA aBTOPA — 3 BU-
KOPUCTaHHSM Aedicy, IK1iT HapaAl 3HUKHE 3 BiT4M3-
HSIHOTO BXUTKY) «AereHaa npo Tias YaeHiumireas»
(Ha3Ba — 0e3 MOAQABIINX YTOYHEHD Y AYCi CTapo-
BMHHIIX BYAQHb, SIKi B)Ke TOBHICTIO HA3MBAIOTbCS Ae-
SIKVIMM BUAQHHSIMM PaASHCBKMMMY, IOBOEHHOI AOOU:
TYT Lli YTOYHEHHs 3alIMaloTh AO YOTUPbOX PSAKIB
AO0AQTKY) B iHTepniperaliii Bepa Baanka Ta Moiices
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®papKiHa IOCTAE K EAVHMI, BUHATKOBO LiAICHUI
KHVDKKOBUI OpraHi3M, a He sIK, IPUMipoOM, KHUTA,
MpoLIapOBaHa 3CePEAVHM iAIOCTpaLiIMM-BCTaBKa-
MUy, SIK Lje 6a4MMOo Ha NMPUKAaAl mybaikaLit pomany
1946 p. (y «[ocanTuspaTe» 3 BUKOPUCTAHHSIM KOM-
no3uiin Peaicbena Porica) un 1972 pp. (y BupaB-
HuLTBi «MoAoab», ae KocTepiB TekcT He Breplie
npeacraBasie €pren Kibpux). Ao ocTaHHbOI moBep-
HEeMOCs 3TOAOM, & TYT 3a3HAUMMO, 1IJ0 BUIIlEHa3BaHe
PO3YMiHHS KHUI'M SIK apTeDaKTy 3apOAMAOCS Ha TaK
AQBHO, @ TOYHIlIIIE 33 «CPiOHOT AOOM», AO YOTO IpH-
KAQAM PYKY 1 yKpaiHCbKi MuUTLi (Harpukaaa, [eop-
riit Hap6yT 3 odopmaeHHsIM Ka30K). ITpoaOBKeH-
H sl TeHAeHLisA oTpuMaaa y 1920-Ti, B yacy, 3a Bu-
caoBoM Amurpa [op6avyoBa, «roropHoro PexecaH-
cy». BiaArykoM 1ji€l KyAbTypM i BUABMAACS KHUTA
1935 poKy, IpoiAIOCTPOBaHa ABOMA XapKiBCbKUMU
XYAO>KHMKaMH y TIepioa, KoAn Lieit PeHecaHc cTpim-
KO A0DiraB KiHLs, a >KUTTsI GiAbLIOCTI 1I0TO pernpe-
3€HTaHTIB OYAO IMOCTABAEHO TIiA 3HAK 3allMTAHHSL.
Aae ykpaiHCbKa KHUTa — $IK, MOKE, 1 He IIiAKOM
CaMOAOCTATHIl, aAe Ay>Ke BarOMMIA i LIiHHMIT apTe-
¢dakT — BXe oTpuMaaa (i e MaAa) MpaBo Ha iCHY-
BaHHA. Ha 1o BkasiBKa — BKe 3 CaMOTO MOYAaTKy
KHUIY, Ha Gpop3ali: «cynep-obroprka, GpoHTHCIIic,
dbopsau, TuTyAKa Ta iArocTpanii 3. Baank Ta M. Opaa-
KiH». He moBUMHHa KOMU3NTM HAac APyKapcbKa I0-
Xx10OKa B iMeHi IeplIoro 3 aBTOPIB, sIK i CBOEPiAHE
HAaIMCAHHS Y€TBEPTOTO 3 I ATU KHIDKKOBO-Tpadiu-
HUX TE€PMiHiB, — He BOH! B/3HAYAIOTh MMTOMY Bary
3HaYyLIOCTi TBOPYOro AOpoOKy. Ao peui, Mycumo
BKas3aTH Ije 11 Ha TPeTbOTO CIiBaBTOPA, SIKUI TYT
CXOBaBCA Y TiHi «BUXIAHMX AQHMX» B>Ke HaIllpUKiH-
i KHVDKKOBOTO 0AOKY: 1je Icak XOTiHOK, SIKUI1 BU-
CTYNIMB Y POAi XYAOKHBOTO PeAaKTOpa, aBTOP, Bi-
AOMMUIL 3roA0M 00KAapuHKOM nepiuoi YPE ta mes-
YeHKiBCbKMMM MeAAASIMU. 3PO3yMiAO, 11O JIOTO BHe-
COK AO cripaBy 0pOpPMAEHHS KHUTH € He3iCTaBHUM
3 BHECKOM ABOX BHullesrapaHux rpa¢ikis, aae CBiit
IIMaT CIIPaBMU BiH BUKOHaB 0€3A0TaHHO.

Byxe 3BOpoTHUII OiK MaAiTypku, T. 3B. AyOAepa,
HaAQIITOBYE IAsIAQYa @ HisIK He HA KOMIiYHO-pO3Ba-
JKQABHMII PETiCTP CIPUMHATTS — sIKe L[iAKOM He BH-
KAIOUAETHCS i HABITh MOJKe IlepeBakaTu 3a AKMXOCh

OAET CMAOP

iHIMX YMOB. (ABTOpP LiMX PSIAKIB MOXXE L€ 3aCBiA-
YUTU HA IPUKAAAL YMTAHHA POMaHy YKPaiHCbKUMM
nipaiTkamu cepeariay 1970-x, CBOIMU OAHOKAQCHU-
KaMy, 5IKi BUA3bOOYBAAY 3 TEKCTY ITEPEAYCIM CMiX0-
BMHHI Ta COPOMILbKi CL{€HU, HaBiTh 0031BaOYM Ae-
AK/X POBECHMKIB iMeHaMl repoiB KHUI'M — TaK, Ad-
CYH-TOBCTYH 0YB, 3BicHO, «AamMme ['ya3akom» i 1oro
1je He TillMA0.) AAe TYT HaDKaueHMIT AiC IOHAA Y0-
TUPBOX AECSITKIB CIUCIB, arebapA, mik — obpaso-
TBOpYE O3HAa4YeHHs 3arpo31, BOAHOYAC TOTOBHOCTI
riAHO BiATIOBicTHM Ha Hei. BiaTak KHUIa oApa3y Ha-
OyBae M03ipHO-MiAITapHOTO CIIPSIMyBaHHS, YOMY
CIIpUsIE BUKAMYHO YePBOHUI KOAIp TIABKM-HO Ile-
peAideHNX IpeAMeTiB 030pOEHHS, 11je I CKOMIIOHO-
BaHMX Ha KHIDKKOBOMY PO3BOPOTI B eHepriliHo-aja-
TOHAAbHOMY paKypci. Bxke poaai momivyaenn 3acmoxii-
AVIBE POXKEBE TAO T {HIIMIT HAPATUBHMIT aTpUOYT,
MOMILIleHU PiIBHEM HIDKYe «OpPOHi»: 3HAMEHO, KiAb-
KiCTIO ABOX OAMHUIIb, HaA SIKMM «OpOHb» BiABEPTO
BUBMIIYETbCS, aA€ He 30BCiM mpuTAyMAloe. Kommo-
3uLito 0e3 aHiHAVIMEHIIVX 3MiH IOBTOPEHO i Ha 3a-
BEpLIEHHA KHUTY, 1110 IPOMOBASIE Ha KOPUCTD Ii pAe-
KOPaTMBHOIO, a He ariTalilflHO-TIAAKaTHOI'O pillleHHs.

A, MOXAMBO, )XMYTOK CEPeAHbOBIUHNUX ITPEAMeE-
TiB, IOKAMKaHUX «KOAOTU-pi3aTu» Bopora B 60io,
€ AOTIYHOIO BiAITIOBIAAIO Ha BUTICHEHUI Bi3yaAbHUIA
CUMBOA Ha 0OKAQAMHL, ceplie YAEHIIITreAs, B LieH-
TPi SIKOrO BrapyeTbcs MillleyoK XuMepHOI KOHpi-
rypauii, — 4u He nomia Kaaaca, gkuit cTykae B oTe
came ceplie Tiaa? BianoBipAIO BIAOMCTY Ha KpMBaBYy
posmpaBy 3 6aTbkoM reposi? Ha xxaab, My 1o36aBae-
Hi MO>KAMBOCTI OLIIHUTU OPUTiHAABHICTD CyIIepo6-
KAAQAMHKY, 11J0, 6€3 CYMHIBY, TeX BipirpaBasa poAb
Yy CTBOPEHHI BiATIOBIAHOTO 00pasy KHUIU, CyIep-
00KAAAMHKY, 110 3aBXKAM € HallBPa3AMBIIIO0 Yac-
THUHOIO ii OpraHiamMy: B HalllOMy NPUMipHUKY, KU
30epircs 3 4acy BUXOAY B CBiT y BCbOMY iHLIOMY
41 He Oe3A0raHHoO, II Opakye.

Aaai yBary npuseprae GppoHTHUCTINC, BUPilLIIEHNI
OiABII Y aAETOPUYHOMY, aHIK peaAicTUYHOMY KAO-
4i: Ha paBoMy 6oui — cBivapo (1jo € Bizyaaisarii-
€10 iMeHi repos, gKe 03Hayae B IepeKAaAil «s TBOE
A3€PKaA0»), B IKOMY BipA3epKaAseHo 6iast miBTOpa
AECSITKAa AIDAMHOMOAIOHKX moTBOp. CBivapo 3AiBa
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CYYACHE MMCTELITBO

MIATPUMYE MOAOAQ AIOAVIHA B OASI3i TOTO 4acy, 3aropu
Ha HbOMY — COBa 3 PO3KMHYTUMM KPYAAMM, CUMBOA
Myapocrti. Ha AiBomy 6oui (TUTYABHMIT apKyIl) —
ABO€ BOIHIB, Te3 Ta iclaHellb, 3i ClMcaMu B pyKax,
(AQHKYIOTb IIPOAOBIaCcTUIT OBaA, B SKOMY YMTAE-
MO BUXIAHI AaHi KHUTY: Ti (HETOBHY) Ha3By Ta iM's1-
npisBuie ii aBTOpa; Ha YMOBHOMY IIAHDIOKI, CKAa-
AEHOMY 3 AeCsITKa ITapaAeAbHUX IITPUXiB, — Ha3BYy
BUAABHULTBA: «MOAOAMIT OiABIIOBUK». 3rOpu pe-
Mpe3eHTalliTHOT0 0BaAy — TaKa caMa COBa, AMIIIe
KpuAa ii Tpoxu GiAblue po3yaxHyTi — Apyra Bi3y-
aAbHA pyMa LIbOTO apKYIIa ITiCASI OBaAy-CBiuapa.

O6uABa 300pakeHHsI AOTIOBHIOIOTb OAHE OAHO-
I'0 Ta BOAOAIIOTB IIPUBiA€EM ITO3ipHOI CaMOAOCTAT-
HOCTi: IPaBOCTOPOHHE HATSIKAa€ Ha OAHE 3aBAAHHS
KHUTUM — BUKPUTTSA CYCIiABHMX TpixiB, iHIlIe, Ai-
BOCTOPOHHE — BKa3y€ Ha 3aBAAHHA, sIKe BUIIAU-
BA€ 3 ITONIEPEAHBOTO i BUMarae nokapy He4eCTUB-
LIIM, BOAHOYAC Pelpe3eHTye caMe BUAAHHA SIK TaKe.
AAe SKIIIO IPAaBOPYY CIIOCTepiraeMo NMoMipHe Mopy-
IIeHHS CUMETPUYHOT O MOPSIAKY, TO AIBOPYY KOMITO-
3U11is1 € CyBOPO 3PiBHOBa)KEHOI0: MOBOM 3MICT OA-
HOTO 300pakeHHsI, TYMAHHOT'O Ta KPUBOTO, 5K A3€p-
KaAO, 1110 € 100 OCHOBHMM aTpuOyTOM, HEIIOMIT-
HO CIIOB3a€ A0 300pa’keHHS CIIiBIIPUAETAOTLO, sKE,
MOBASIB, BUCAOBAIOETHCSI 80COAIOTHO HEABO3HAYHO.
3 iHuoro 60Ky, yMOBHICTb ONMCAHOTO HAMM OBa-
Ay CIIpaBa 3piBHOBAa)KY€ETbCS MalKe HaTypaAicTUy-
HOI0 MaTepiaAbHICTIO CBivapa 3 AiBOro 60Ky (MOX-
Ha PO3TAEAITY HaBiTh KPY4eHi, 3aAeABe He MaHbeE-
PUCTUYHI HDKKM IIACTaBKM).

Ae TyT, BAacHe, Tiab YAeHIIITiIreAb? — nuTaHHs,
AO SIKOTO IIle TTIOBEPHEMOCS 3TOAOM, SIKpa3 BIeplle
i cmapae Ha AyMKY. ITpo HbOTO 3asIBA€HO HEABO3HAU-
HO, Ta HaBPSIA UV € HUM YeITyPHUIT MOAOAMK Yy Karle-
AXOCI 3 TEPOM, SIKMIT 3HIYEB’sI CIIMPAETHCSI HA CBIYAAO:
HAATO BJXe BiH ycepeAHEeHUI SIK Ha reposl TAYCTOTO
poMaHy (Xo4a IeBHa XBalbKIiCTb IIPO3Mpae, 00iLs-
1041 3 10r0 6OKY KAPKOAOMHI KaBep3y, aAe X BOpa-
HU BiH «I10-TTAHCBKM», 1IJO BaTa>KKy HAPOAHMX Mac
aX HisIK He macye). llle MeHII 10r0 MOXXHA ySIBUTU
B 00pasi MAsiBOro BoiHa-1miAebest (X04 BiH i He HaA-
TO BippisHseTbcs Bip Tiast, IKUM 110ro NpeacTaB-
A€HO Ha 3aCTaBlli AO KHUTU APYTOI, Ae TOJl, TOpyY
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3 BipHUM 30poeHocueM AaMMe ['ya3akoMm, psimMye
CBOIM IIASIXOM BepXu), Bi3aBi sIKOro — Taxumil >xke
repaAbAMYHO MASIBUI BOPOT, IIOTOTiB X PO HHOTO
HIiYOTo He MAeTbCA Yy Ha3Bi KHUTU, TOX «AIAUTU» 1i
3 CYNIPOTUBHMKOM He Mae ceHcy. OTKe, Ilepea HaMu,
BCymnepey o6iLsHLli, «poMaH 6e3 reposi».

ITpo mo X Toai? BialloBiAb OTpUMYyeEMO 0Apasy
ITiCASI CIIOTASIAQHHS ITeplIO] CTOPIHKOBOI iAloCTpa-
1ii Ta 3aCTaBKM AO MEPLIOi )X KHUTU: TIPO >KOPCTO-
Ky A00Y, Tpo 3AUToAHi I cyyacHukiB. Ha iaroctpa-
1ii1, SIKa pO3IOYMHAE HAPATUBHUIT PSIA KHUTM (LLIMYLi-
TUTYA 1-1 KHUTU-PO3AIAY), TOKa3aHO MOTOPOILIHY
PeAiriiiHy XoAy Ha ByAu1six Baabgpoaipa 3 Haroan
HapOA’KEHHS HACTYITHMKA iCTAaHCBKOTO IPECTOAY,
OIMCAHY @K y 7-MYy PO3AiAi mepioi KHUIy — more-
peAHi wicTh (3a BUIMKOM 4-Tr0) IPUCBSIYEHI HApO-
AKEHHIO Ta BUXOBAHHIO reposi (sIK1it, 3BiCHO, He AO-
¢biH), aae TIpo e Ai3HAEMOCS AMILIE 3 TPETHOTO 30-
Opa’keHHs 1[bOTO «KHIDKKOBOTO MiApo3Aiay». Bo
3aCTaBKOIO € rinepaseropuyHe 300pakeHHs KapTu
@aaHApil, 5Ky 3 000X 6OKIB pO3AMPAIOTD TA3yPUCTI
Aary ii BOPOriB, CBITCPKOIO Ta KAEPUKAABHOTO IO-
XOAKeHH:I. A\Ba BisyaAbHMX MaKaOpy Ha OAVH KHVIK-
KOBUI1 pO3BOPOT — YU He 3abararo e?

3aTe MaiTKe 3 TIOPOT'y HA3BaHO TOAOBHOTO BOPO-
ra: 1iepKBy 3 BepBeyKolo ii AoriaHukis. (Haite [a6-
cOypram He TaK Ileperaaa€ Ha ropixu — B YOMy Ipar-
MaTU4YHA AOTiKa PapsHCBKOI AoOu: ae Ti Tabcoyp-
ru B 1930-Ti, a Ae Hocii «omiymy Aast Hapoay»? OA-
HIX PO3BisB IOBOEHHUII BUXOD, 3PYIIHYBABLIM IXHIO
imMIepilo, 3aTe iHILI Llje He BMYaXAM BIIOBHI i Hapa-
31 3arpO>KYIOTh YEPBOHIN BAaAIL.) AJK AO OCTaHHBO-
0, HalIMEHILOT0 33 pOo3MipaMy 300pa’keHHsI B KHU-
31 He 3racaTuMe rHiB MUTILIB IPOTY TOBCTHUX IOMIB,
YeHIIiB, iHKBi3MTOPpIB, IXHIX HallMaHLiB Ta AAKYy3.
OaHak He BCe TaK IIPOCTO HABITh Yy LIbOMY IIAAKaT-
HOMY 32 AYXOM 300pa’keHHi: B IPaBOMY HIDKHBOMY
KYTKY J1OTO CIIOCTepiraemMo mepcoHaxa, BOpaHoro
CKEAETOM, SIKUI T'yA€ B PO3AOTY AYAKY. Kpim Hats-
KY Ha MakaOpuuHy «romiy GpyHebpic», BiH appecye
HAILIOT'0 Cy4YaCHMKA i AO TPaAMLil AATMHOAMePYKaH-
CBKMX KapHAaBaAiB, sIKi CMiAMBO 3arpaBaAu 3 oOpa-
3oMm cMmepTi (i mpo ye Bxe 3HaAu Aroau XX CT., Ha-
BiTb B Kpaini Paa: Ao Takux Tpapuyin anearoe Cepriin
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EjiseHiiTelH y CBOEMY HezakiHueHOMY diabMi «Xait
xuBe Mekcukal»), 0TKe 11 AO PU3UKOBAHUX BUTIBOK
VYAeHIIIireAs, 1m0 iX TyT, IONPU YMCEAbHICTb Ha31-
BaHHS, [TI0KAa3aHO sIKpa3 i He Oyae; BisAaAeHMM Ha-
CAIAKOM iX MO>XHa Xi0a BBa)kKaTu OCTAHHIO 3 KiH-
L[iBOK KHUTM, aA€ 1le CTA€ OYEBMAHUM He OApasy.

Anire nmepira MDKCTOPiHKOBA iAlocTpalis npu-
cBsyeHa repoio: Kaaac, po3uMHMBILY BiKHO, IiA-
HOCUTb AOTOPM, AO COHSTUHOTO AVICKY, OTOPHYTOIO
XMapami, K repaAbAMYHUI KapTYLI (X04 Ais i Ha-
TYPaAbHQ, aA€ CTMAICTMKA OIUCY HE IIOPYLIYETHCS),
6AArOCAOBASIIOYM JIOTO IPOMEHSIMU CBiTHAA. XOTi-
AV @BTOPU YU Hi, aAe B IbOMY BUITAAKY CITMPAAKCS
Ha peairiiui 6apoxosi kommosuwii X VII-XVIII cr.
(narmpukaap, «Heapimanue Oko»). Te, mo Taka —
HUHI OYeBMAHA — IapaAeAb He BUCAIAKOBYBaAacs
rasipaueM, 60 Moraa 6 oApasy BTPAaluTU B PO3PSIA
KPaMOAbHMX, CBIAYMTD PO PiBeHb CeKyAApU3allil
(umTaiiTe: HeBirAacTBa) PaAsSHCHKOIO CYCIIABCTBA
noyarky 1930-x.

Ycboro aBTOHOMHMX «IIOBHOPOCTHUX» iAlOCTpa-
Lill Y KHM3] HaAI9y€eTbCs A€B’SATb, BOHM IIPOLIAPO-
BYIOTb KHIKKOBMIT OAOK He HAaATO PiBHOMipHO:
A€sIKi KHUTU, caMe Apyra i yeTBepTa, 30BCiM I0-
30aBAeHi iX, a OCTaHHS NPUKPAIIEHA TIABKU OAHI-
€10 iAIOCTpalji€lo, BIATaK IT0YaTOK KHUT'Y Bip3Haye-
HO OiABIIOI0 Bi3yaAbPHOI HaCMYEHICTIO, aHiX i Ki-
Hewpb. Ta IKOM Ha LUX IAFOCTpALIisIX BCe i OKOLIMAOCS,
He BapTo OYAO O ITOPYyLIYBaTV MUTAHHS IAIOCTPaTUB-
HOTO LIKAY. AA€e X AOTIOBHIOIOTD IT'SITh IUMYLITUTY-
AlB, I'SITh 3aCTABOK, IT'SITh KiHLIIBOK — 3TiAHO KiAb-
KOCTi PO3AIAIB-KHUT; IPO PPOHTUCTIUC i TUTYA OYAO
CKa3aHo paHile. Po3rasHbpMoO iX moyeproso.

OTXe, TeMM IIMYLTUTYAIB: BXKe HAMJ OIMCaHa pe-
AirifiHa xoaa B cepriaHKy BOTHMII Ta 3 6Aa3€HCHKUM
KOPOA€EM Ha Holax (KHKUra Mepuia); aAerOpUIHO-Ha-
TYPaAbHMII HATOBII IIOKOAIHKOBaHMX (AAHAPINLIIB
nip 'sitoro [a6¢cOypriB, i TeXX y BOrHEHHIi 00AsIMiB-
i (KHUTra ApyTa); Ije OAHA AAETODisi, TEIep 3 TPHOX
YAaCTVH: TeKeAbHI MYKV HarOro AIOAY, HaA SIKUM HU-
KaloTb FAUTAI Ta ITOIIM, HAA SIKUMM, B CBOIO Yepry, BU-
BUILYETbCSI KOPOAD, AO HIiI KOTPOI'O ABOE€ MiAIAHKIB
CKAAAQI0Th HarpaboBaHi ckapbu (KHuUra TpeTs); Ma-
coBe ayTopade, IKOMY OAIO3HIPCHKYM «aKOMIIAHYE»

OAET CMAOP

MiAHSATa ATOpI pyKa iHKBi3uTOpa (KHUIa YeTBEPTA);
pilryye HaCTyNMaAbHMII MapIll re3iB Ha YOAi 3 YAeHII-
nireaem ta Heae, Aic Hal’)KayeHMX CIIMCIB aKOMIIa-
Hy€ MiAiTapHMM MOTMBaM 3BOPOTHUX CTOPiHOK Ia-
AiTYpKM (KHMra I'sITa).

AOMIHAHTHMM MOTMBOM IT SITU TI€PeAiYeHNX LIMYL-
TUTYAIB € MOTUB TiA€CHOTO CTPa’KAQHHS Ta CMep-
Ti — 4 IPMHAMMHI IPUHNU3AMBOIO YIIOKOPDEHHS, AKe
K HisIK He YHEMOXXAMBAIOE BCbOTO Ha3BaHOTO Ha-
rnepeAOAHi. BolloBHMYA AISIABHICTD re3iB POsIBASI-
€TbCA MalDKe IiA CAaMUMM AALITYHKaAMMU Ail 5K Bia-
MOBiAb HA YMOBHY «OCTaHHIO KPAIIAIO, sIKa ITepero-
BHMAQ Yally» (CAOTaH, SIKUi1 3rOAOM BUKOPUCTOBYBa-
TUMETbCSI SIK TIPUBIA AO IHTEpPBEHLIil), Xo4Ya B TEKCTi
pOMaHy [P0 HUX IA€TbCS 3HAUHO paHillle, Ta 11 pyi-
HiBHa KAOYHaAa YAEHIIITIreAsl MO>Ke OyTU BUTpaK-
TyBaHa fK re3iBcbKa aritaljis NpoTy BOPOXKOIo Na-
HYBaHHsI, IPOTe Npo Hel B rpadiuHNX 300paskeHHIX
He MAeTbCs 30BCiM. TeMa «BOPOXKOTrO BOTHIO» BiA-
A3€PKAAUTDHCS TAKOXK B OAHIN 3 MDKCTOPIHKOBUX iAIO-
CTpallill, TeMa APY>KHbOT'O ITOCTYIy IOBCTAHIIiB —
y KiAbKOX 3acTaBKax i AOBOAi pi3HOOi4HO.

OAHak Ha piBHI CTUAICTUKY IIOAIOHOT eAHOCTI HIOM
1 He criocTepiraemo. Kiabka clieH — BHO YMOBHI,
K CXeMaTWYHi, iHIIi — MiAKpecAeHO HaTypaAicTuy-
Hi, OCTAaHHIMM KHUT TOYMHAETHCSA Ta 3aKiHUYETHCSI.
Tpuyi 3anuTaHO BOTHEBY CTUXIIO (IIj€ B OAHII 3 iAT0-
CTpauili, «IleKeAbHil», BOHA IlepepbavaeTbest), 1wo-
pasy 3i 3A0BiCHUM, AMXOAITHUM HipTeKcTOM. Boa-
HOpa3 CyBOpPYy paMKy oOpaMA€HHs po3ipBaHo, lie
OAMH pa3 0iAa IAOLIMHA 3aII0BHIOE MaVKe TPETUHY
300paskeHH:I (1 3aBXKAM Lie iAI030pHI BUXOAU, «IIOBi-
TPsI» BIIYyCKA€TbCS Y IPOCTIp TpaBIOPHU, aAe He BAU-
BA€ETHCS Hi AO YMIXOCh «A€reHb», He BHOCUTD «I10-
Aerii»). OAHaK BIAUYTTS CTMAICTMYHOTO Pi3sHOO0I0
He BUHMKA€ — PATY€E NPUITOM KOAIPHOI TOHOBAHOCTi
ycix 0e3 BUHATKY iAlocTpaiiit. [Toyeproso: cBiTAo-na-
A€BMII (TpY MepLIMX MIMYLTUTYAM), OAIAO-TIOMapaH-
4eBMl, HACAMKiHellb CU3YBaTUI, 3 SKUM IIOB sI3aHO
BTiA€HY OpPraHi30BaHMM HAaTOBIIOM Ie3iB TPUBOX-
Hy HaAllo, AKy HaCTYIHi iAlocTpalii He MiAXOIAO-
I0Th, 3BOASYY BCE Ha TAYM, | He HAalIBUILIOTO 'aTyHKY.

SIK 1II0AO LIbOTO B iAIOCTPALisAX MiXXCTOPIHKO-
Bux? O0OpasHi TeMu IX € TAKMMU: COHSIYHE XPeIeHHsI
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reposi pykaMu 1oro 6aTbKa; AiC MOBilIeHMX Ta Ha-
TOBII ODKEHLIIB, 110 /A€ TI0B3 HUX; Lile OAHA PeAirii-
Ha X0AQ, TYT — 0e3 KapHaBaAbHOI 00ASIMIBKY; iHK-
BisullilHe KaTyBaHHA BOAOIO oroAeHoi Karainuy; 3a-
rnbeap Kaaaca Ha BOTHUIL, 3rpasi BOPOH HaA HUM
(xHura mepiua); 3HaBICHIAMIT HATOBII IIPOYaH i Ka-
AIK; HATOBII TOAUX AIOAEH, IKUX MIATAHSAIOTb ABOE
iCIaHChKMX BEPIIHVKIB; OEHKET y TaBEPHi; capuc-
TuyHa Brixa Piaina III, Axui1 MOpAye KOTIB y «XKu-
BOMY KAQBECHHi» (KHUI'A TPETs); IPOTECKOBO TAYC-
TUI YepHelb Y KAITL (KHura m'sTa).

I bOro pasy A€ITMOTUBOM 300pa’keHb 3HOBY
€ IIPMMYCOBI CTPa)KAQHHA BEAUKMX Mac HapoAy Daan-
Apii. (XTo 6 mir mopymary, mwo B XXI cT. Lje pamn-
TOM IIPOAOBXXUTBHCSA Ha BKPAIHCBKUX TepeHax? —
a Hall TEKCT MMUCcaBcs A0 24 aroToro 2024 poky.)
IpuKMeTHO, 1110 HaBiTh KOAU CUTYaljisd BUPILIyeTbCs
Ha KOPUCTDb CKPUBAXKEHMX (TaK, TOAMX AIOAEN PATYE
VYAeHIINireAb, i3 3aCiAKM 3aCTpeAUBLIN IXHIO CTOPO-
XKY), Lie BIAOYBa€eThCs 103a MeXaMy 300pakeHHS,
B SIKOMY HilllO He BKa3ye Ha MOAIOHMIT KaTap CUYHUIT
¢dinaa. (Cmeptp TireBoro 6aTpKa MPOAEMOHCTPO-
BaHa 5K POAaH-0apTiB «(OTOIIOK», @ He Pillry4uit
MOLITOBX AO BipomcTy, npo «monia Kaaaca», sikuit
«cTyKae y cepue» Tias, 3a0rapyeMocst Auiie 3 00-
KAAQAMHKM — AIVICHO, Anlie 3p0rasyemocsi.) I npo-
ro pasy Harota CBiAUMTb PO 6e33aXUCHICTb IHAM-
Bipa, 110r0 TiA€CHY PO3YaXHYTiCTb NPMHU3AUBUM
MyKaM. AAe I1 CTpa>kAQHHS Bopora (OCTaHHE 3 Ie-
peAiueHnx 300pakeHb) He BUKOHY€E KOMIIEHCATOP-
Hol GYHKLI, sIK i papuTeTHa AAS Lii€l KHUTY Clie-
Ha HayeOTO PeAaKCUBHOI I'yAbHI HE BUTASIAQ€ Bece-
AOIO BTiXOI0 AASl 3MYy4eHMX repoiB. HapiTb aHima-
AICTUYHUIT MOTUB, He MEHII PiAKICHMIT y LIbOMY Li1-
KAl (He OepeMo AO yBaru KOoHell, SK1X 300pakeHo
AMIIIe Pa3OM i3 BEPUIHMKAMN), € Llle OAHUM IIPUBO-
AOM AASI IOKa3y YeProBOro XKaxiTTs Ha appecy «Opa-
TiB HalllMX MEHIINX».

AVIINAOCS OTASIHYTM TEMaTUYHiI MOTMBM 3aCTa-
BOK Ta KiHIIiBOK. BoHM € HacTynHuMu. Y nepumomy
BUITAAKY — 3TiAHO 4eproBOCTi KHUT-PO3AiAiB: Masy-
pucTi Aanu Hap KapTolo PAaHAPIT; KiHHA TOAOPOX
Tiast i AaMMe; IOBCTaAMIT HAPOA, 030pOEHMIT KOCa-
MU Ta COKUpamu; GAOTHUAILSI Te3iB; MUPHUI KPAEBUA
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MicTeuka 3 BepluHMKoM. HapenrTi, KiHIIiBKu: aaero-
pisd 3MaraHHs ABOX MOHapXiB y BUTASIAL IITYK, Ha SIKi
BASITHEHO OAHOTUITHI KOPOHU 3 XpecTaMy; icIiaH-
CHKUI COAAQT TSTHE 32 COOO0I0 ABA AQHTYXM Harpa-
60BaHOTrO 30DKXKs; KOBaAb Ky€ CIIMCa Ha KOBaAAl;
AamMme Gepe B TOAOH BOpOra-4eHLisl; YepHeLb (BXe
IHIINIT) I[OAYXY TiKa€ BiA BOCKPECAOTO 3 MEPTBUX
VYAeHIIireAs.

MOXXAMBO, MiHIaTIOpPHMIT XapaKkTep 300pakeHb
paHillle IPOBOKYBAaB IOYaCTU iAMAIYHMIT IX XapaK-
Tep? CrpaBai, HEIPOCTO HAa MAAOMY KAQIITeBi ma-
NepOBOI MAOIIVMHYU PO3TOPHYTU BCiASIKi «BOPOXi BU-
XOpU», Ta aBTOPaM Lie BAAAOCS — HAIIPUKAQA, Y 3a-
CTaBLIi Ta KiHLiBLIi AO KHUT'M TIepIIO, HACTPIll SIKUX
Hi3all[o He Ha3Belll 3aCHOKIMAMBUM. 3a3BUYail, AO-
BEAOCSI 0OMEKUTHUCS ABOMA, YaCTillle — OAHMM IIep-
COHa)XeM (HaTOBII resiB sIK BUHATOK, aA€ i 1010 TyT
iHTEpIIPETOBAaHO AEKOPATUBHO). AAe 3 AECATH Iie-
peAideHMX KHIKKOBMX NPUKpPAC SIK MiHIMYM YOTH-
p¥ 30CepeA’KeHi Ha MepCoHaXkax sICKpPaBO HETaTlB-
HUX; 3 HUX KHUTA ITOUYMHAETHCSA, HUMU, HUM KHUTa
3aKiH4yeTbcs. [ Hexail B epIIoMy BUITAAKY M1 Oa-
4YMMO, TaK OM MOBUTH, «HACTYIIAAbHY OIl€paLilo»
(aAeropmyHy: «<MOBOIO IIAABLIiB»), 8 B OCTAHHBOMY —
BTeuy (AOCTEMEHHY, OYKB.: 3aAepILy PsICy), aAe Tpi-
ymdoM i Xxo4a 6 papicTIO BIAOMCTM TYT He IaxHe.

VYBaru BapTye caM rpaBepHMIT IITPUX ABOX aBTO-
piB, IPUTIM iHAMBIAYaABHMIT BHECOK KOJKHOTO 3 HUX
BMOKPEMUTH He YSIBASIEMO 32 MOKAUBe. (Tex Ha cBii
KOIMA OOMYyKiCTChKA HACTAHOBA: 3BAUTTS IHAUBIAY-
AABHMX TBOPYMX BOAIHb B OAHOMY apTedaKTi, Ta mpo-
BaAMAACs BOHA IlepeAyciM y ppeckommcax, rpaBropa
BBa’KaAaCs CIIPABOIO CYTO iHAMBIAYaAbHOMW0.) AiHis
KUIIUTb, KAYOOUMTHCS, MIUINUTD, 3aKyTa PAMKOIO 30-
OpakeHHsI, — Haue puba 6’eTbCs B CAAKY, HE MAOUM
3MOTY BUPBAaTUCS HA BOAI, 32 MexXXi rpadiuHoi pam-
k. Koance mrpux Oaennt CaxHOBCBKOI (B ialocTpa-
1isix A0 «AicoBoi micHi») BAyYHO Ha3BaAM «CcpibAsic-
TUM», YATATe: AIPUYHUM, TOETUYHUM, HDKHO-4YT-
TeBuM Towlo. TyT criocTepiraemo AiaMmeTpaAbHO IPO-
THAEXHE: IITPUX HEPBOBO-YPUBYACTHUI, KOAIOUNIA,
Hauye B'iAAMBMIT, 60 HEMAE 11 TPUBOAY AASL YOI OC iH-
moro. A TOYHillle, MUTLIi BIEPTO NMPOXOAATH IIOB3
AO0BHUX clieH YaeHumireas 3 Heae, «<My3a reposi»
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CIIAMBAE AUIIIe BOAHOPA3 Ta ImiA KiHewp y stkocTi Ti-
AeBoro akommaHeMeHTY; COOTKiH B3araai BipocyT-
HA TyT, KAaac — Anie sIK mepLIOABUTYH A, TOAO-
6a Cadaoda... I six xxepTBa, 3ropiAui MpeLb OIric-
Asl ayTopade, BrnisHaBaHuit Auie GpadyapHo. Tpu-
yi 3aTe BuHUKae Aemme [yA3aK, OAMH pas 3i civHu
y TYPTOBIil CLieHi — 3BiCHO, 00>kepCTBa B TaBepHi.

AexopaTuBHuMI1 XapaKTep 300pakeHb, 5K 1ie 3a-
BEAEHO y OOIUyKiCTiB, — 0€3yYMOBHUI, aA€ LS Ae-
KOPaTMBHICTb He 30BCiM HOPMATHBHA, T030aBA€Ha
IAMAIYHOTO CaMO3acIOKO€eHH (1[0 MOYKHA BIAHATU
HAaBITb y A€SKUX PYCTUKaAbHUX cLieHax «Kob3apsi»,
inTepnperoBaHoro Bacuaem Cepasipem), 3 0AHOTO
60Ky, a 3 60Ky iHIIOro — He KOMIIEHCOBaHa aIpo-
60BaHMMU AeOopMaLIisIMU €KCIIPECIOHICTUYHO] 10~
etuku (5K ue 6aunmo B «[oaopai» Codii HaaennH-
cbKOi-BoituyK). Y 1IbOMY BUITIAAKY AEKOPATUBHICTD
Haue BMBEPHYTO 3i CIIOAY, MOB PYKaBMYKY: MIATIO-
PSIAKYBaHHS TBOPYMX 32C00iB OAHOMY, 3B&KEHOMY
PUTMY Ta CTBOpeHHs crenndiuHo 6apBUCTOI dak-
TYPM He Ma€ Ha MeTi YTBEPA’KEHHS HEIIOPYIIHOTO,
a, OTK€, B YOMYCb MYAPOTO MOPSIAKY OyTTs. OCTaH-
HE B3araAi mos6aBAeHO He Te 1[0 CTEPITHOI AOTiKM —
BOHO ITPEACTaBAE€HO MOB SIKMIICh KOIIMAapHUI aHTHU-
CBiT, iCHyBaHHA AKOIO BHAaCAIAOK CBOTO X KpUYy-
I[OT0 a0CYPAM3MY He MOKe TPUBATH HAATO AOBTO,
aAe BOHO BCe TPMBAE Ta TPUBAE, «IIPUKPALIAIOUNCH»
HOBVIMU TIOAPOOULISIMU, «BAOCKOHAAIOIOYVICh» HOBM-
MU KOIIMapHMMM «HI0OaHcaMu». KoMiieHcaTopHoro
(binaAy 3a LMX YMOB YeKaTH He CAiA, Xail Ou 5K He Aa-
pyBas itoro unrauesi lllapab pe Koctep; y obpaso-
TBOPYOCTi CBOI, aBTOHOMHI 3aKOHM.

OcHOBHe Bpa)keHH], sIKe TOAUIIAIOTH iAI0CTpa-
uii bepa baanka Ta Moricess @paaKiHa: KapHaBaA
MakabpiB, ¢pabprka >kaxiTh, HECKIHYEHHUIT TOPOP,
SIKOMY He Ma€ po3paAM Ta BiAOMCTM KPUBAHMKAM
(HaaTO caabka BTixa — HAYMHUTU YEPEBO YEHL|S
cMmakolamy, abu 1oro Bara nepesuiguaa sary Ti-
AeBOro 30poeHocust). I3 3araapHOI KiABKOCTI rpa-
biuHMX OAMHULIB pi3HOTO popMaTy Ta NpM3HAYEH-
Hs (a IX TYT ABaALSITE Bicim), moaibHa TemaTuka —
Pa3oM i3 3arpo3AMBO-MiAITAPHOI — IOLIMPIOETHCS
Ha 22 300paxkeHHs1, cebTo 3anmae 78,5 %. bes ypa-
XyBaHHS AOAQTKOBOI TEMaTUKMU YMCAO 300pakeHb

OAET CMAOP

HiOM csira€ YOTUPHAALATH, CeOTO PIBHO TIOAOBMHMI
BiA 3araAapHOI KiAbKOCTi. AAae piBHOBara 1isl CyTo
apudmeTnyHa: OiABIIOCTI «CTPALIHUX KAPTUHOK»
BiABEAEHO 1IiAy CTOPiHKY, HEpiAKO BOHM BUCTYIIa-
I0Thb OKpeMUM OAOKOM, SIK TapaHoM (y KHM3i mep-
1), TOAL SIK CLieHM iAMAIL (Ay>)Ke YMOBHOI) BUTASI-
AQIOTD «IIPOXiAHMMM eIi30pAaMm» Ta He GopMyITh
6asucy BpaxeHHs. ITepiunx 6iAble 3a MpocToOpo-
BOIO MaCOI0, He Ka)Ky4M PO HECKACOBHY MePEeKOH-
AVIBICTb HaTypPaAiCTMYHOTIO, Mali>ke TaKTUABHOTO
)Kaxy, HaDAMKEHOTO BIIPUTYA AO HAILIIOTO OKa. 3Bic-
HO, 300pakeHHsI ADPYToi KaTeropil, o CyTi KHIKKOBI
BiHBETKM, HEe MOKYTb 3MaraTyCs 3 HUMU 3 piBHEM
BIIAMBY Ha rAsipava. B oAHOMY BUIaAKy criocTepira-
€MO CITaAaXM HiYMM He BraMOBaHOI BOPOJKOI AIOTi,
B iHIIOMY — A€KOpaTMBHi Bi3epyHKN.

3aiiBe Kasary, 1o B nepiopxepeai lllapas ae Koc-
Tepa HarpOMaA’KeHHS TOPTYP i CTPaT X04 AKOCh «Psi-
TYIOTbCS» CLieHaMM YAEHIIIIreAOBMX BUTAAOK, BU-
TiBOK, po3irpailiB — Ha IJbOMY 3TOAOM 30CePeAUTb
yBary €sreH Kiobpuk, i He cxubutb. AAe B cepeauHi
1930-x He 11e BUAAETHCA BaXKAUBUM, ITOIOTiB aKTY-
AABHMM: 32 BICAOBOM II0€Ta, KPO3PUBAETHCS CeP-
Lje Bip MyKn», xoua Ha nomia Kaaaca, axkui1 cTyka
B ceplie CaMOro reposi, Aule HaTsAKHYTo. CKakiMo
TaK: lle — HallAeNpecuBHilla iHTepnpeTalis « AereH-
AW...» 3 yCiX, HaMU AOCi ToOavYeHNX, He BUKAIOYA0-
41 Ay>Ke IIOXMYPOT0, 3A0T0, ITaHepoTn4Horo Pormca,
SIKMIT caMe B 1IbOMY BUITAAKY BipaaB IepeBary ce-
PeAHDbOBIUHI, AASI HBOTO PATIBHIN, CTMAI3ALT, TOX
i OKO rasipalibKe He BEABMU BPa3uB, i paAsSHCHKIX
1IeH30piB OILIYKaB, CAM IIPO T€ He 3A0TAAYI0UMCh.

Baxkko crnexaTucs AyMKH, 110 iAlocTpauii ABOX
YKPaIHChKVUX MUTLIB AO KHUT'Y O€ABIi/ICHKOTO MUCh-
MeHHuKa KiHyg XIX cr., sika onucye noaii Apyroi mo-
AoBuHM X VI CT., € mepeABiCTAM KaTaKAi3MiB Hail-
OAVDKYOTO AO 3TraAQHMX MUTLIB AECSATUAITTS: CTa-
AiHCBKUX pernpeciit, Apyroi ciToBoi BiitHu 3 Toao-
KOCTOM, HaBiTb siaepHOI 3arposu. (Uu crorapom
PO MOAIl ABOX AeCSATUPIUb IONEepeAHiX, sIKi MaAo
YMM [IOCTYIIAAUCS TIepeAideHNM Biulle, Xiba 3araAb-
HOIO KiABKICTIO IToAeraux.) ITepe6iabiuyBary mpoHu-
KAMBICTb aBTOPIB He BapTO: BIAUYTTs CBiTOBOI GiAM
BJKe AQBHO IIVIPSIAO B eTepi EBPONN «3 OKOAULISIMU»,
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BPSIAM-TOAY 3a0MBAIOYMCh ONTUMICTUYHMMMU racAa-
MM KAQCOBOTO UM SIKOTOCb iHIIIOTO IATYHKY, aA€ TYT
BOHO IIPOCTYTIA€ YU He B KO)KHOMY IITPUXY — CY-
BOPO Ta HEABO3HAYHO.

HaromicTp yuka iaroctpauin €srena Kibprka
AO «/AereHAM TIpO YAEHIIIIreAs» He Ma€ YiTKoi opi-
€HTallil Ha KHIDKKOBE BUAQHHS, XOU BUAABABCSI OAHI€EIO
KHUT'OI0 AOBOAI 4aCTO, 3HAUHO YacCTillle, HiX iAlocTpa-
uii baanka/®paaKiHa, 1110, 3AA€ETHCS, BCbOI'O OAMH-
€AVHMII pa3 i BUMILAM B CBiT OTMM BMAQHHAM, SIKe
MIPUITAAO OMMCATY HaM. B AOASIX 3rapaHOTO TBOPYO-
IO TAaHAEMY Ta iHILOTO HAaIlIOTO CIiBBiTUYM3HMKA, YPO-
AKeH1Ist iBAHS YKpaiHu (Ha moyatky 1900-x Ha itoro
6aTPKiBIVHI HABITH IPALIIOBAB OKPEMUI MEMOPiaAb-
HII My3ell y Bo3HeceHChKY, BAAIITOBAaHUII eHTY3iac-
TOM, QpMIVICBKUM BiACTaBHUKOM) € YUMAAO CIIIABHOTO.

Sk i 1toro HeHabararo crapiui cyyacHuky, Kiopuk
6yB BUYYHEM HePEAAICTMYHOI, CKaXXiMO TaK, LIKO-
AM, Y YOMYCb HaBiTh PaAMKaAbHIlIOL 32 60T4yKicT-
cbKy, — [TaBaa DiaoHOBA, — 3acap AKOi, BTiM, XyT-
yime 3pikcs. K i BOHM, 4 He BCIO TBOPYY HAaCHAary
BiAAQB KHIDKKOBIN iAl0CTpalii, aAe Aocsr 6iAbLIol
cAaBy, i caaBa 1 € 3acayxeHoro. (OcobanBo Ha Tapa-
ca ByabOy HMHI AMBMMOCS caMe J10r0 04MMa, TAKOX
i Ha repoiB nosicTti Pomena Poaaana «Koaa bpronb-
JIOH», O AMBO, CXBaA€HOI ppaHLy3bKUM AiTepaTo-
POM, 1110 TPANASIETHCS BKpai HeyacTo.) Ta nos’s3as
CBOIO Kap €py-AiSABHICTb 3 METPOIIOAIEIO,  He ITPO-
BiHILJi€}0, HOMiHAABHO CTaBIIY MUTLIEM POCIICHKUM,
1110 He IIepeKPECANAO IOTO — JacOM HECBiAOMMUX —
YKpPaIHCbKUX CUMIATiN (BIAYYTHMX B iAlocTpanisx
AO TOI X moBicTi [oroas).

Airorpadii Kibprka € BXXe He IpUKpacow-mpu-
KMETOI0 KHIDKKOBOI CTOPIiHKM, @ BUPa3HUM AOIIO-
BHEHHSM AO Hel, KOMITO3ULIisIMM )KMBOIIMCHOTO I TH-
6y 3 4iTKO BU3Ha4Y€eHO $abyAOl0, B YOMY BOauaeMO
BIIAMB ITOETUKY COLIIAaAICTUYHOIO peaaisamy, A0 AKo-
ro aBTOp npucras yxe B 1930-Ti, Kol TpumaBcs
1 HapaAl Ta SIKy 3yMiB HallOBHUTU iHAMBiAYaAbHO-
I'YMaHiCTMYHMM 3MiCTOM i HACTPOEM, AO MiHIMYMY
3BiBLIM OAI03HICTB 1i KOHLIenyin. Ha KopucTh aBTO-
pa NpOMOBASIE 3Ha4HA KiAbKiCTb BapiaHTiB OAHO-
O i TOTO )X TBOPY; SIK y TAKOMY BUIAAKY UYMHVAU
baank i @papkiH, MU He 3HAEMO, XOUa I TYT Ba>KKO
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HNPUITYCTUTU iMIIpoBi3aLiiiHicTh apTedakTy: KOX-
Ha iXHsI KOMIIO3M1{isl BM3HA4Ya€ThCS TAMOOKOI0, Ha-
BiTb AKOIOCH Ba)XKKYBaTOI0 IPOAYMaHICTIO 3aAyMYy —
sikuit y Kibpuka BiAAMBA€eTbCs Malke B HEITOPYILHY,
HeCcKacoBHY GOPMYAY BTiAeHHs 06pasy.

Oxpim yporo, €sren Kibpux cBoi po6otu cTBO-
pIOBaB BXKe HEBAOB3i, 3a SIKMXOCbh ABA-TPU POKM,
aA€ TaKe Bpa)XeHHSI, HiOU 1le CTaA0Cs Y TOBOEHHMI
4yac, KOAM OyAO BIIOBHI IlepeTpaBAEHO AOCBIA CBi-
TOBOI Bil1HM, BIATaK — 3aroCTpeHO yBary Ha OKpe-
Mil1 AIOACDBKIill IEPCOHi, sIKa AQAa CBill BHECOK Y Tle-
pemory. Ta, K 6a4MMO, IPsIME OTOTOKHEHHS «AYXY
4yacy» 3 MUCTELbKMM ITI0YE€PKOM, KU1 HiOU itoMy
AKOMIIAHYE, He 3aBXXAU ceOe BUIIPaBAOBYE — 4aCOM
MUTeLb BUPUBAETHCS MIONIEPEAY CBOEL AOOM, SIK 61
MaAO BOHA TOMY He cripusiaa. KibpukiB YAaeHumireAp
y BUAaHHI 1935 p. Hade 11 BIACYTHII, IpMHAIMHI, 3a-
CTPATAMIT HA MapriHeci iAIOCTpallill — Cy4acHUK ce-
peauHu KpuBaBoro XX cT., a He poBecHuK I lizHporo
ITiBHiuyHOrO PeHecancy. Ba Giablie: BiH BCOTaB ria-
HicTb nepcoHaxiB PeHecaHcy iTaailicbKoro, «Io-
MHO)XEHOTO» Ha IPyOyBaTUit re3iBCbKIIT KOAEKTH-
BiaM: TiAb CTOITH AMIIEM AO 3AUTOAHIB, HE3BOPYIL-
HUIT Ta rapMOHiltHuiL, MOB cBsituit CebacTbsiH AH-
TOHEAAO Ae Meccinu (aAe e He AHApea MaHTeHbi,
i, 3BicHO, 6e3 crTpia).

AAe niepeBakae B LIMX KOMITO3uLisix — Gepemo
32 OCHOBY «MOAOADKHEe» BuAaHHA 1973 p. B cepii
«Axepero» (3BicHO, cam KiOpuK cTBOpUB IX Y KiAb-
Ka pa3 biAblie, aAe Mu BUOpaAu HalbiAbLI MacoBe
34 YKpaiHCbKMM HaKAQAOM BMAQHHS) — 00pas ro-
AOBHOTO Irepos. 3 YOTUPHAALISTY CTOPiHKOBMX iAl0-
cTpauin (MIOBTOPUMO, 1ie € TOrOYaCHUM PeAAKLiil-
HUM BUOOPOM, SIKILJO HE BUMYIIEHOIO CEAEKLi€0
3 OrAsIAY Ha Qopmar cepii, sSIKMil IPUITYCKAB AMILE
MEeBHY KiAbKicTb iarocTpaniin) Tiap YaeHumnireab
3’SIBASIETBCS @K Y OAMHAALSATHU («MOHOIIOABHO» —
B TPbHOX; IIOP. 3 I0r0 BipHUM CYNYTHUKOM AaMMe,
SIKUI «TIOBHOBA)KHO» NIPUCYTHIN B iAlocTpalii Auie
OAVIH pas), a KpiM TOro, I1je i MpMKpaliae 00KAaAMH-
KY, AKa II0BTOpIO€E 9-Ty 3a AikoM iarocTpauiro. Ha-
TomicTh BAaHk 3 DpaAKiHUM MOBOU 11 «He ITOMiva-
10Tb» repos... HacrpaBai XX 110ro «He momivae» cama
A00a, HaAalITOBaHA BiHIIyBaTH (41 omaaxkysatu/
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MOBa)XaTy/paxyBaTuUCs) AIOAHI Macy, a He iXHiX Bep-
XOBOA — KIIIO Ti He BM3HaHi Ha HalBUIIIOMY PiBHi,
a 3 Tiaem Takoro 1e He cTaAOCS.

IToBuaabHO OyAO 0 3iCTaBUTH ABA TIEPEAideHi iAfo-
CTpaTUBHI LMKAM TPbOX YKPaIHCbKMX aBTOPIB 3 iAI0-
CTpalisiMyX MeHII BiAOMUMU, 3 IIePiOAYy HACTYIIHO-
ro, a came 1975 p. (Mainke miBCTOPIYYsI OIMICAST Ae-
KoctepoBoro BupaHHs y «MOAOAOMY GiABLIOBUKY»),
KOAU 3’sIBMAACS HOBA iHTepIIpeTallisi « AeTeHAN. .. ».
Buiiiiaa BoHa BXXe He KHUTOI0, @ y hopmari mipbipku
MPOCBITHULBKMX AUCTIBOK, KHVM)KKOBOI peiHKapHa-
1ii He BAOCTOIBIINCE. MOBa Jip€e PO LIICTHAALISITD
MMOAIXPOMHUX KOMITO3MLIiiT (IIAIOC ABa IIEM3aXKHIX
moTuBu Ha obroprui) FOpist IBaHOBa, w0 mobaum-
AV CBIiT Yy MOCKOBCBKOMY BMA@BHULTBI «JI306pa-
3UTEAbHOE VICKYCCTBO», He CTBOPMBIIY IIOMiTHO-
IO PE30HAHCY B CYCIIABCTBI: HAATO CUABHOIO OyAa
maris KiOpukoBux 3HaXiAOK, Ha A0AQ4y — aBTOPU-
ter AiHoputiB @panca Masepeas (TBopu baanka/
OpaakiHa, He KaXkydl MPo BXKe MPO 30BCiM 0Ai03-
Horo Porica, 6yau CrokiitHicCiHbKO 3a0yTi).

bapsucri, a)x MacHi, nepernoBHeHi KOAOPUTHUMU
A€TaAsIMM, BOHY ITIOAVILIAIOTH BPasKeHHS MaASPChKUX
KapTMH, 3MEHIIEHNX A0 HEOOXIAHO iIAIOCTPAaTUBHO-
ro po3Mipy i mosb6aBaeHux 6areTHMX oOpaMA€eHb.
«3aTUCHYTUI» 3 YCiX OOKiB «BapiaHTaMM» TaAaHO-
BUTIIIVX apTIONIEPEAHMKIB, POCiICbKIIT aBTOP OYB
3MYLIEHMI IyKaTy iHIIMX iHTeprpeTaliHUX IAS-
xiB. CripusB 110MY §1 4aC — MOPIiBHSAHO 0e3XMapHOi
PaAsIHCBKOI cTabiAizanil, BOAHOYAC — 3aPOAKEHHS
KapHaBaAbHOTO CTVMAIO B MUCTELTBI, SIKUI1 TPUILeNB
10r0 Cy4acHMKaM CMaK AO iCTOpMYHOI CTHAi3awii,
NpUraAbMYBaBILIM aKTYaAbHi IIapaAeAi, Ha TOAL —
HepopeuHi. TOX y X TBOpaxX-AUCTiBKax Oysie He-
MPUXOBAHA, )X HAAMipHa PaAiCTb >KUTTS, >KapTy-
BaHHsI Ta IeAOHI3MY, sIK1IT KPAaCHOMOBHO BTiAIO€ 00-
pa3 Aamme I'yasaka, KoTpuit pasom 3i CBoOiM ToBa-
PUIIEM @K HAATO CKUAQIOTBCS Ha MEPCOHaXIB diAb-
My Aaosa/HaymoBa «Aerenpa npo Tiasi», o 11oro
6yAO BiA3HSATO came B i poku (ase TaM TpariqHo-
MY NEepBHIO OYAO BiAAQHO HaA€XHE Y Iepliit cepil,
a APyra IpoCTO «He BUIILIAAY», 30A8KAQ Ha 11 TAL
AO pedi, 32 «BUCOKY KYABTYPY 00pa3oTBOPYOTO pi-
meHHs» GiAbM OTPMMAB Bia3HAKY HA EPeBaHCBKOMY
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kiHodecTusaai). Lle — curi, He mOCMyroBaHi CyMHi-
BaMU AIOAM, AAS SIKMX SKUTTS 3aTaAOM YSIBASIETbCS
XMMEpPHVMH CBATOM, sIKe He NCYIOTh, a IIpMUKpalia-
I0Th OKpeMi pU3MKOBaHi MOMEHTH, He OiAblie TOro.
TpariuHux, IPOCTO TPAaBMATUYHUX MOTUBIB (SIKi
AOMIHYIOTB Y rpadiuHOMy UuKAL 1935 p.) TyT HeMae
30BCiM, fAKIO He paxyBaTu cuenu 5-i: Tiab Ta Co-
OTKiH HaOAVDKAIOTBCSI AO OCTUTAOTO BOTHMIIIA, SIKE,
BTiM, AMIIAETHCS «I03a Kappom». (PKopHMx TOp-
TYP, )KOAHMX iHKBi3M1Ii}1 — fAKi IPEBAAIOIOTDb B LiU-
KAl XapKiBCbKMX MUTLiB, AKMM AOBEAOCH CTaTH CY-
vyacHukamu I'YAATY rarecramno). Biabui-meHur apa-
MaTUYHMMH € TAKOX ABi OaTaAbHi CLeHM, 3 SKUX
AVIIE OAHA — IIPUAYIIEHHS TOBCTAHHSA iCITaHChKM-
MU BifiCbKaMy — MICTUTb y COOi TpariqHuit mATexcr,
aAe TaKOX i 3apOAOK CIIPOTUBY, BariTHOTO IlepeMo-
rolo B MailOyTHboMy. Yci iHui (YAeHIumireab oro-
AIOE 3aA TIepeA iMIlepaTopoM, PO3Ba’KAETHCS B Ta-
BepHi 41 OABUTHCSI MAPOAITHUM ABOOOEM, CUASYU
Ha BiCAIOKY) BIATOHSTDb BiABEPTOI CMiXOBOIO CTU-
xiero. [leBHY pAaHMHY BiAAQHO 11 AIpMYHUM CLieHaM
(«ainist Heae»), siki opraHiyHO IpMAQIITOBYIOTHCS
AO CLieH KOMIYHMX, OYPAECKHMX, MajKe COPOMiLb-
kux: 1970-Ti — yac nonyaspHocTi KHuUrn Muxaii-
Aa Baxrtina npo @pancya Pabae i cMiXOBY KYABTYDY
PeHecaHcy (mepiie papsHCbKe BUAQHHS — 1965 p.),
KHUIY, Ky iHOAI CIPUIIMAAM HAATO CIIPOLIEHO, IIPO-
€KTYIOYM Ha iHIIi TBOPU, Haue CYTOAOCHI GpaH1ly3b-
KOMY IMMCbMEHHMKY-CaTUPUKY, HACIIpaBAI — B Kpa-
IIOMY BUIAAKY — A€Ab AOTUYHI AO HbOTO.
OcHOBHa prica repoiB iAIOCTPaTMBHOIO LIMKAY
1975 p. — CaMOBAOBOA€EHA CUTICTB, 3BiACU — CLieHY OeH-
KeTiB, 00)XepCTB, MyXAIOBaHb — sIKi B3araAi-To it ckaa-
AQIOTh A€BOBY YaCTKY POMAHHOIO TEKCTY i IKUMU
YAeH1IITireAb i BcAaBMBCS y Bikax (K AaMMe — cBo-
1M [IOTYpaHHSIM BAACHOMY 4Y€peBY, sIKe, BTiM, OYAO
BUTAYMaueHe aBTOPOM sIK «uepeBo DaaHApii»). Op-
HaK AOCUTb IIOPiBHATU OAHY 3 TaKUX CLi€eH, 110, 3Aa-
€TbCs, OiAblIIe AIIEAI0E AO TOETUKY HAPOAHOI KHU-
I'Ml, HA CTOpIHKaXx sIKOi BIleplie i BUHMK Hall Tepoli,
3i cueHolo 3 iatocTpaii Kibpuka, Ae Tiab y poai xy-
AO>KHIUKA IIPEACTABASIE 3aTaAy TIOPO>KHE TIOAOTHO
SIK BUKIHUEHMIT MUCTELIbKUI TBip, Ha TAQ SIKOTI'O BiH
KPaCyeTbCsi BAACHOIO ITepcoHoIo (micas iabbepra/
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A>KopyKa Take He BUAQETHCS YMMOCh HEVIMOBipHUM,
AA€ )X BOHU NTPEACTABASIIOTh 00010 XX CT.): aKT €K-
3MCTEHLIIAAbHOI APaMH, a He IPUBIA AO TAYMAMBO-
ro peroty. A y mutuis 1930-x Taxi cuieHn BiacyTHi
B3araAi: TpaAMLIIIHNI «KAQCOBUII @aHAAI3» He 3HaB,
110 3 TAaKMMM CLieHaMM YMHUTY, HA AKY MOAUYKY
IX MTOKAACTMU.

IToBepTaw4nch A0 IAIOCTPATUBHOTO LIMKAY bAaH-
ka/®DpaaKiHa, 3ayBa’KMMO, 10 BiH 3 yCiX mepeaive-
HUX, IEBHO, HA0IABII «HE3PYYHUIT», He IPUAATHUI
AASL 3pYYHOI TASIAQLIBKOI MeAMTAaLil, MMAYBaHHA Bip-
TYO3HOI0 MaeCTpi€lo TBOPYOTo ITpuXa (SKa TYT, I0-
IpM BCe, €, 6a HaBiTb OApPa3y KMAAETHCH B oui). Bin
3ayinae 3a X1Be, TOPUTAE, HYPTYE AYLIy — Ha KIITAAT
ariTalifHOro MAAKAaTy BOEHHOTO Yacy (Ha TakKuit A0-
BEAETbCS YeKaTy BxKe HeAOBro). OT Amiie IAakar,
AVIIAIOYMCD Y CBOIM >KAaHPOBIII Hillli, He IIPeTEeHAY€E
Ha rau61Ii ceHeu, TOX Ooro NPsIMOAiHIlHa, cuTya-
TUBHO-TIECMMICTMYHA IHTOHALlisl He € IXHIM BUpa3-
HUMKOM, TOAI SIK B KHVDKKOBIN iAlocTpauii B)ke cama
HAsIBHICTb TEKCTY BKa3ye Ha 6araTomaposicTh 3mic-
TOBMX BMpasiB.

Bke B 11i yacu CKpUTMKOBaHi 3a «peLuAuBY 00Ti-
gyKizmy» Baank/®PpaAKiH MilIAY Ha TOCTYIIKY Na-
HYI0Uill iaeoAorii (3 sikoto 3araaoMm yuHi ukoau boii-
4yyKa BiABEpTO i1 He BOPOTYBaAM, IPOTUCTABASIOUU
iM BUTOHYEHY i He-coLjiaaicTUYHY popMmy), aAe OCHO-
BHUII MaCUB iAIOCTpaLiil IOAAAM caMe B 60MuyKicT-
cbKoMy Ayci. Lle — pAexkaapaljisi MAOIIMHHOI yMOB-
HOCTi BCynepey TPMBUMMiPHOMY, B AYCi CTaHKOBO-
ro MaAsIpCTBa, TPAKTYBaHHIO cuTyauii. lle — cy-
BOPICTb BUKAAAY Ail Ha mpoTuBary odiuitHomy
ONTUMi3MY (3pasKOM SIKOT0, HAIIPUKAAA, € IAIOCTpa-
uii OaexcaHppa AoBraast oo 30ipku moesin [TaBaa
Tuuuuu 1939 p.). Lle — moBcsikyacHe o6irpyBaH-
HsI IOTBOPHUX CTOPiH AIOACBKOTO OYTTsI, 4Oro pa-
ASHCbKUI peaAisM yHMKaB, IPUITYCKAIOUM 1ie AyKe
¢dbparMeHTapHO Ta 32 0COOAMBUX YMOB, AO3BOAE-
HUX AMIIe TIEBHUM XyAOXKHMKaM (Ha Kuraat Ky-
KPpMHIKCIB 3 ix rporeckoBuM «KiHllem», Hammca-
HUM AEKaAOI0 MisHile).

3HauyeHHs iAIOCTpallill ABOX aBTOPiB AO pOMaHy
Ilapast oe KocTepa — He auie icropuyHe. Bonu
OKPECAIOIOTh MEXY MOXXAUBOCTEN TBOPYOI'O METOAY,

2022, Bunyck BiciMHaOysmMuLL

SIKMIL Ha TOJI Yac BUYepIiaB ceOe He AMIIe 3 TPUMYCO-
BO-TIOAITMYHYMX HIPUYMH (3A0YMHHICTD SKUX BAKKO
nepeoLiHnTn). BiaAaroun HaAe>KHEe BUCOKIN SIKOCTi
rpa¢iuHmx apTedaKTiB, IPO3MPAEMO B HUX HAAMIP-
HY HaIlpy’KeHiCTb, HaBiTb TepeHaCUYeHiCTb: HACTPO-
€BY, GaKTypHY, IPOCTO ONOBIAHY. HapaTuB TsrHeTs-
cs1 MOBOYM Ha OCTaHHbOMY IIOAMXY, SIKMIT OT-OT ITe-
pepBeTbcsa. HarpoMaa>keHHs >kKaxiB He 3HAXOAUTH
MepeKOHAMBOTO KaTapCUCy — aBXeX, J10T0 i He BiA-
YYTHO OYAO Ha TOAILIHBOMY OBMAI, SIKIIO He OpaTn
AO yBaru iAl030pHMX BapiaHTiB «IIPYMYCOBOTO IIjac-
Ts1». MOTUB IIOBCTaHHS-OYHTY, B SIKOMY OpUMHUTH
06e3AOHHUIT BiAUail, He IIepeBaka€ YMCAEHHUX MO-
TUBIB CTpaXAaHb HapoAy PAaaHApii. Xi6a mooAnHO-
Ka CLieHa, 5IKa iIAI0CTPY€e HapOAJKEHHS Teposi, MOXKe
BBa’KaTUCsI CITIOBHEHOIO HaA(il, aAe 3 Hel TIAbKM 11 ITO-
YMHAETHCS OMOBIAb, & CTOPIHKOIO paHille 6a4nMMo
MOTOPOILHY PeAirifiHy npouecio K IPOAOT Mail-
OYTHIX CTpaT i eK3eKyLiil.

KapTuna cBiTy, CTBOpeHa ABOMa aBTOpaMU, I10-
30aBA€Ha BiApaAM Ta BTiXU, sIKy MOTrAQ AaTH, Ha-
NPUKAaA, 3aMi3HiAa peTpocnekyis (ase Ha LIbOMY
HAIPSIMKY [IOCTaBMAM XpeCTa paHillle, HiX Ha 060Jt-
yykiami). TAn6oKuit necumism, i1 mpUTaMaHHUI,
He IIPUTAYMAIOETbCS 11 TPyDO-KOMIYHMMY MOTMBA-
mu. Baitaye, 1o ocranHs rpadivHa KOMIIO3uLis,
He paxylouy 3aBepLIaAbHOTO GppoHTHCIICY, LIiAKO-
BUTOT'O KAOHY PPOHTUCIIICY II0YaTKOBOTO, 300pa-
xae TpiyMdaabHe 3raHbOAEHHS «I1aTepar (Tak y Ie-
pekaaai 3a peaakuieto B. TatapuHoBa; y cyyacHi-
momy rnepexaaai €. M. Eroposoi BiH ¢irypye npo-
CTO SIK «CBSILIEHVK»), SIKUIT IIPUMILOB BiACIiBaTU
BMepAoro Tias, aX Tojl MoBCTaB i3 MepTBUX i pu-
copoMuB NpucyTHix. CBATUIT OTeLb, 3 TTepeKollle-
HOM (isi€ro, TiKae reTb... AAe X TOAOBHUMU B Liiil
cueHi € Tiab Ta Heae.

OpHak 1moaiOHuMIt 06pas K MiHIMYM ABidi 3'sB-
ASIETBCSI HAIlePEAOAHI B 0C00i HEeHaXepu-MOHaxa,
HaA SKUM 30UTKYyeTbCst AamMMe (KiHLjiBKa 4-1 KHUTH,
Ae Tyasak KeHeTbCs 3a UeHL|eM; OCTAHHS CTOPiHKOBa
iArocTpalisa: yepHellb y KAITLIi )Xepe 4eproBy CTpa-
BY), 1[0 CaMO 110 CO0i TeX € 00pasHUM KAOHYBaH-
HSIM, SIKIIO He CBiAOMOI0 TaBTOAOTi€. OTXe, 06pa-
30TBOpYIi iHTepIIpeTaTOpM POMaHy BipAAM IlepeBary
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AQHTUKAEPUKAAbHI KapMKaTypi — Ha TOJ 4ac AiiiCHO
AKTYaABHIIIIN, aHIXK 3aKAMK AO OIOpY 3arapOHu-
KaM (5K i raysu Hap TabcOypramu, npo 110 Bxxe 6yAo
CKa3aHO paHillle): AVK OCTaHHIX A€ABe BraAyBaBcs,
a OT NPEACTABHMKM BOPOXKOTO BAAAL KAipy AeaBe
He cTOBOMYMAM mip HocoM. Xiba HaBpsiA Yy BUPi3HsI-
AVCSI TAKVMMM TiA€CHMMY rabapuTamu (AQAMCs B3HAKK
MOHAA MiBTOPA AeCATUPIYYSA HariHOK Ta MPUMYCOBUX
FOAOAYBaHb), Ta 3PELITOI MOBA JIIIAQ IIPO YCTaAE-
Huit 06pas Bopora-noma. [Tornpu Bee, iAlocTpaTuB-
HUI LIMKA MTOAUIIAE BPa>KeHHA AKOICh He3aKiHue-
HOCTI, I1[0 He € TPOBMHOI MUTLiB-TpadiKiB, a Aulre
CYMHOIO AQHMHOIO iX CBOIiI1 ernoci.

AAe HaCMiAMMOCS IPUITYCTUTY iHIIe: KA iAIO-
CTpalill AOBOAUTH TAKOXX IIEBHY KPM3Y TBOPYOTO Me-
TOAY, IKUI1 «He TopAuBcsA» 1930-M — i, meBHO, «IIi-
0B (061) IHIIMM LIASIXOM», SIKILO O He IIPUMYCOBe
NepepuBaHHs TOKY MUCTELIbKOTO KUTTS, BiABepTi-
we: GpisnvHa AIKBipaLlist paAsTHCHKOI BAAAOKO OCHO-
BHIIX ITPEACTABHUKIB IIbOTO METOAY/HAIIPSIMY/CTUAIO.
VuHi, SIKMX He 3aTOPKHYAa 0e3IocepeAHs po3mpa-
Ba (aA€ MOPAABHOI'O THUCKY BOHU BXX€ He YHUKHYAN),

OAET CMAOP

CTBOPIOIOTb HECBIAOMMIL TiOpUA yCTaA€HOTo 60ituy-
KicTCbKOro 06pasy 3 06pasoM HOBOHAPOAXKEHUM,
colpeaAicTMYHMM, 00PUCH SIKOTO ITOKM IO TYMaHHi,
1[0 AQ€ IIEBHUIT ADT AASI TBOPYOTO MAaHEBPYBaHHS,
e MoXxauBui1 y 1930-Ti, B>xe HeyaBHuit y 1950-Ti,
HaBiTb HanpuKiHLi 1940-x.

BucHoBku. OcTaHHii NPpOOAKCK OOITYYKi3MYy,
10r0 i AOTenep aKTyaAbHUI AMCKYPC — Ha KHIDK-
KOBUX TepeHax — OyB MOXMYpPUM. «Irpu HaTOBMiB»,
SIKMMM 3aXOTIAOBaAKCs 60iayKicTu, TYyT OyAo Have
AOBEAEHO AO AOTIYHOTO abCypAy Ha Marepiaai Hi-
AEPAAHACHKOI icTOpil 60pOTHOM 32 HE3AAEXKHICTD,
sIKa, Ha LIIACTsI, He HAAQBaAACs AO PSIMOI IapaAeAi-
3alii 3 icTopi€elo papsSHCBKOIO, A€ OCHOBHUII TEPOP
YMHUBCS «He 3 TOr0 OOKY», OT Xiba Auiiie IpeACTaB-
HUKIB KAipY, SIK BXXe OyAO CKa3aHO BMUILE, TAHUAU
i ToAl 1 KiAbKa cTOpiyb moTOMY. ITicAas ceaasspoBoro
«Ko63apsi» 1931 p. — Lje 11e OAMH AITONNC CTPaK-
AaHb, BizyaAizallis «3Aa, 110 KOSTh AToAM». BaraTo-
BiKOBa BIKTMMHICTb YKPaiHCbKOTO HApOAY BTiAMAQ-
CS TYT XOY i OITOCEPEAKOBAHO, aAe He MEeHIII JKaxXiT-
HO Ta NePEeKOHAUBO.
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Oleg Sydor. The actual discourse of boychukizm: illustration cycle by B. Blank and M. Fradkin 1935

Abstact. The article is devoted of detailed of analysis of the illustrative cycle of the two Ukrainian artists, followers of the Boychuk
school — Ber Blank (1897-1957) and Moses Fradkin (1904-1974) to the famous novel «The Legend of Thyl Ulenspiegel and Lamme
Goedzak» (1867) by Belgian novelist Charles De Coster. Their graphic interpretation is both reflection of the totalitarian contradictions of
their era and challenge to its conventions. Their actual discourse is not devoid of doom: they are contemporaries of Stalinist dictatorship,
they are also its victims. But they are trying metaphorically show horror of their time, embodied, for example, in the torture of the
Inquisition, the persecution of dissidents. Subsequent illustrators of that novel were not so pessimistic (especially, Evgeniy Kibrik, in
the future — the brilliant illustrator of Nikolay Gogol and Romain Rolland), but they paid more attention to Thyl Ulenspiegel, informal
Flanders rebel leader. However, illustrative cycle of Ber Blank and Moses Fradkin is rather a novel without a hero. They prefer to depicts
crowds of people engulfed in suffering (as it was accepted at Boychuk’s school). There is little resistance to the invaders, which feels
doomed in 1930s. But much attention is paid to the denunciation to the representatives of the clergy (they were especially persecuted by
Soviet power). It is interesting that the artists also ignored comic element of Coster’s novel, which was discovered by artists of the post-war
era based on the theory of laughed culture of Mikhail Bakhtin. However, illustrative cycle of Blank and Fradkin is not only monument of
its time. Long before the Second World War and Holocaust, they already foresaw the world catastrophes on the material of the European
history of XVI* century. At same time, they did not abandon of expressive and decorative style characteristic of their teachers, and even
continued this style, slightly modifying.

Keywords: boychukizm, discourse, illustrations, narrative, macabre, «novel without a hero».
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AHoTanis. Y cTaTTi AOCAIA)KEHO MUCTeLIbKi IPOEKTH, B AKMX aKTYaAi30BaHO MUTaHH: reHAepy. O3HaueHe 3AilICHeHO 3 To3uLii mocT-
I'YMaHICTUYHMX YSIBA€HD Yepe3 BUBUEHHS BIIAMBY PO3BUTKY TEXHOAOTIN Ha CyyacHi coLiioKyAbTypHi npouecu. Tak, nmpoanaaizoBaHo mpo-
€KTH, CTBOPEHI B Pi3HUX XaHPOBMX IAOLMHAX, 30KpeMa nocTkiHo («Night Walk for Edinburgh», «A Total Jizzfest»), cnpsimoBaHi Ha 3Mmi-
HI TEHAEPHIX YSIBAEHD Y CyCITiAbCTBI, onepa Eaaen ITepaman «"Emotionally intelligent” Artificially Intelligent Brainwave Opera» (AIBO),
B SIKill 3asIBASIKY 3aAYYEHHIO LITYYHOTO IHTEAEKTY B POAi AIITOBOI 0COOM MIACUAIOETBCS reHAepHa omo3uist. [TiATpuMLi XiHOYOI TBOD-
yocri npucsstaeHo npoexT Female Laptop Orchestra (FLO), siknit 3aBASIKM 3aAy4eHHIO iHpOpMaLilTHO-KOMYHIKaLiTH1X 3aC00iB MOEAHYE
B CBOIi1 AIIAPHOCTi CTBOPEHHS MY3UKM 3 AOCAIAYKeHHSIM. Ba)KAMBMM acIIeKTOM PO3TASIHYTUX MPOEKTIB BUSHAYEHO iHTEePAKTUBHICTb, 1[0
peaAi3oBaHa IIASIXOM 3aAYYEHHS TASIAQYA Y TTPOLIeC IX TBOPEHH:I.

BusiBA€HO, 1110, 3 OAHOTO O0KY, 11MPOBUIT BipTYaABHMIT TPOCTIP AO3BOAMB 3MEHILINTY 3HAYEHHsI COLIIAABHUX POA€N a00 reHAepHOL
NPUHAAEKHOCTI, TUM CAMVM HiBEAIOBABIIM CTEPEOTHII LOAO ONMO3ULI MK MACKyAiHHICTIO Ta peMiHHiCTIO aBTOPA. 3 iHIIOTO 6OKY, 3 pO3-

BUTKOM TEXHOAOTI! MAall'HHOTO HAaBYaHHS TIOCTYIIOBO OTIPUABHIOETHCSA HOBE IIPOTUCTABAEHHSA MK AIOAVHOIO-aBTOPOM Ta IITYYHUM iH-

TEACKTOM Y Till camiil pOAi.

Karwo4osi croBa: Mepia-MUCTELITBO, TeHAEP, TEXHOAOTII, CydacHe MUCTELITBO, Onepa, MOCTKIHO.

ITocTaHoBKa Ipo6AeMu. AMHaMiYHMIT HAYKOBO-
TEXHIYHMIT IPOTrpec CpUsIB TpaHChOpMaLil He Anie
MaTepiaAbHOI chepu KUTTS CYCIIABCTBa, a i MaB
3HAYHMI BAUB Ha OHOBAEHHS CUCTEMU LIIHHOCTeIl.
OsHauveHi sIBUIIjAa 3yMOBMAM 3MiHY ITOTASIAIB Ta CTU-
MYAIOBAAM ITPOLieC PYJHYBaHHSA iCHYIOUMX CTePeOoTH-
MiB 10AO TeMy reHAepy. Tak, akTyaaisalist reHAepHOL
npoOAeMaTHKM [IOB’sI3aHa 31 3HAYHUMM COLIiOKYAb-
TYPHUMM 3MiHaMU, 110 BiaOyAnch npotsrom XX cTo-
AITTS, CIPMSIBIIYM MEPEOCMMCAEHHIO 3BUYHMX COLIi-
aAbHUX poAelr. O3HaueHa TeMa 3HaXOAUTD IIMPOKe

BiAOOpa’KeHHS Y Cy4aCHMX MMUCTELbKMX ITPAKTUKAX
Pi3HOr0 KaHPOBOTO Ta BUAOBOTO CIIPSIMYBaHH:. AAXKe,
3Ba)KAIOUM HA Te, L0 IIUTAHHS TeHAEPY 3aAUIIAETb-
Cs YYTAMBUM AAS CYCIIABCTBA, JI0TO AOCAIASKEHHS
yepe3 MUCTELbKY MOBY BBa)KAEMO AOLIIABHIM Ta HaA-
3BUYAIHO aKTyaAbHUM. TaK, OAHMM 3 MaricTpaAbHMX
3aBAAHb CTATTI € aHAAI3 pi3HMX GOpM penpeseHTa-
1iil 03HaYeHOi TEeMaTUKM Y MUCTELIbKMX IPOEKTAX, 30-
KpeMa peaAi30BaHMX i3 3aAyYeHHSAM MOXXAUBOCTeEN
BipTyaAbHOI Ta AOITOBHEHOI PeaAbHOCTI, MAllIMHHO-
IO HaBYaHH: Ta iHIIMX TeXHOAOTTYHMX iHCTPYMEHTIB.
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AHaAi3 oCTaHHIX AOCAIAXKeHB i myOAikamiii.
B mpoueci BuBYeHHs 00paHOi TeMaTUKK OYAO IIpo-
aHaaizoBaHoO psip dirocodebkux [11], KyABTYpOAO-
rivamx [12] Ta MUCTELTBO3HABYMX AOCAIAKEHD [3; 9;
13; 14], AOTUYHUX AO TEMU T€HAEPHOCTI Ta Ii iHTep-
nperarii B MUCTELIbKMX IIPOEKTAX.

IcToTHE METOAOAOTIUHE MIAIPYHTS AASI AQHOTO AO-
CAIAXKEHHST CKAapae GpirocodchKa KOHLEINL st TOCT-
rymasiamy. BiamoBiaHO A0 if 6a30BMX ITOAOXXEHD, T10-
CTAIOAVMHA MaiIOYTHBOTO Ma€ MIOEAHYBATH Y OO KiAb-
Ka 00pasiB, npy LibOMY Ii reHAepHa TPMHAAEXKHICTD
Mae 3HaUHMI ITOKa3HYK IIOTEHLiHOI BapiaTXBHOCTI.
ApXe AIOAVHA MaitOyTHHOTO Ma€ 3HAYHI MOXKAUBOC-
Ti CAMOYCBiAOMAEHHS 32 Me>KaMy 3BUYHUX T€HAEP-
HUX POA€i1, BOHA He Ma€ BU3HAYEHOI cTaTi ab0 X Mae
MOTEHLIIMIHY MO>XKAMBICTD 3MiHIOBaTH ii 32 6a)KaHHSM.
TTocTArOAVHA, TTOSIBA IKOI 00YMOBA€HA HUHIIIHIMM
peaAisIMM KUTTSI, 3AaTHA AOAATH YCTaAeHi MeXi yacy
i1 IPOCTOPY, PO3UMHATUCSA Y BipTyaABHOMY IPOCTO-
pimasixom pAenepconaaisarii. OAHe 3 KAIOYOBMX U~
TaHb, 110 BHAXOAUTHCS Y GOKYCi TpaHCryMaHi3My, —
BIAHOCHHM Mi>X AIOAMHOIO Ta TEXHOAOTIsIMU, 2 came
npouec ii nepeBTiA€HHA Y MOCTAIOAMHY IiA BIAU-
BOM TE€XHOAOTI.

Awmepuxancpka GpirocodiHst, aBTOP reHAepHOI Te-
opii, AXXyaiT bataep, 3MiHMAQ 3araAbHONIPUITHATHI
YSIBAEHHSI IIPO reHAep. AOCAIAHUILIS IPOTIOHYE He 06-
MeXXYBaTH I0ro 6iHapHOI CUCTEMOIO IAEHTUYHOCTE
Ta He MPUPIBHIOBATU JIOT0O AO CTaTi. 3TIAHO 3 Tl KOH-
LIeTILIi€l0, AIOAVHA IOBMHHA BY3HAYAaTH BAACHY POAD
CaMOCTIITHO, YHMKAIOUM JIOTO HaB si3yBaHHs BiAIIO-
BiAHO A0 GioAoTriYHOI cTaTi.

IMpouecu TpaHchopmarii reHAepHOI Y0 €KTUBHOCTI
Ta 1l pOAb B apTIPaKTUKaX PAASHCHKOTO Ta MTOCTpa-
ASTHCBKOTO TIPOCTOPY AOCAipAXye Aaina IlleakoBi-
Ha [14]. Ha ii AyMKY, cy4acHe MUCTELTBO € AXepe-
AOM iAeil Ta iHHOBalil, 1110 aKTMBHO BKAIOUEHO Y CO-
1liaAbHO-TIOAITMYHI peaaii. IIpu 1ibomMy pocaipHMLA
TPaKTy€e apTIPAKTUKM SIK OaraToacrnekTHi sBUILA,
IIJO ITOEAHYIOTb B COOi XYAOXKHIO Ail0, COLiaAbHI aK-
11il, MOAITUYHI Ail TOIIIO.

BuBueHHsI cy4acHOTo MuCTeLTBa 6e3 ypaxyBaH-
HsI KpUTepIiiB TeHAepy BBa)ka€ HEMOKAMBUM Ipu-
Ha 3y6aBiHa Ta KOHCTaTye TeHAeHLio peMmiHizanil
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ITOCTKAQCUYHOI KYABTYPH B Liiaomy [12, c. 235]. Mop,
CollTepik AOCAIAKYE TIO3UTUBHMIL BIIAUB ITOCTKiHO
Ha 3MiHM Y TOTASIAAX Ha reHAepHi Hopmu [3]. BaacHy
TPaKTOBKY TeMU I'€HAEPHOCTI IIPOIIOHYE Y AOCAiAXKEH-
HSIX Ta aBTOPCHKMX MUCTELbKMX ImpoekTax OKcaHa
Yeneaux. Y crarTi «MucTellbKa BisyaAbHICTb: BiAO-
Opa’keHHsI FeHAEPHOI TPOOAEMATUKM B YKPATHCHKO-
My Cy4YaCHOMY MMCTELITBi» BOHA aHaAi3Y€ TBOPU CY-
4aCHOT'O YKpaiHCbKOT'O MMCTEL[TBA, II0B’s13aHi 3 reH-
AEPOM, CIIBCTaBASIIOUM IX 3 pOOOTaMU XYAOXKHUIIb
IHIIMX KpaiH, CyCiAHIX 3 YKpaiHoo, AAst popMyAto-
BaHHS IIMPILOTO iCTOPUMYHOIO KOHTEKCTY. AOCAiA-
HMULIST KOHCTATYE: «...3HAXOASUYNCH B OMO3ULI YO-
AOBIUOMY CBiTY, XiHOYe MUCTELTBO 3aBXXAM IIparHe
3MIHUTY CTE€PEOTHUIIN, 11J0 CKAAAMUCH, i KYABTYPHI AO-
rMu, TOOTO JKIHOYUIT ITOTASIA BOAOAIE PEBOAIOLITHUM
MTOTEHIIiAAOM ITO BIAHOILIEHHIO AO KYABTYPHOI TpaAu-
uii» [13, c. 400]. Tak, MUCTELTBO, CTBOPEHE >KiHKa-
MU, siKe 6araTo CTOAITh 3aAMIIAAOCH APYTOPSIAHUM
4yepes CoLliaAbHi CTepeOTUIM Ta 0OMEXKEHHS, Ha Hallly
AYMKY, MOTAO 6 MaTy piBHO3HaYHMII BIIAMB Ha icTO-
pifo PO3BUTKY CBiTOBOrO MUCTELITBA.

MeTo0 CTaTTi € aHaAi3 MeTOAIB pernpeseHTallil
TeHAEPHOI TEMaTHKU B Cy4aCHMX MUCTELIbKMX MPOEK-
Tax, a TAKO>XK BU3HAUYEHHS POAL TEXHOAOTIYHOTO MUC-
TelTBA B IPOLieCi yTBepAKEHHS iAel MOCTAIOAVHY, 5IKa,
CUHTE3yI0ul B COOi KiAbKa POA€il, CIIpMsi€ HiBeAIO-
BaHHIO OMO3ULIiI MK MacKyAiHHicTIO Ta peMiHHiCTIO.

Buxaap ocHOBHOro Martepiaay. 3apAAsl BupilieH-
HsI TIOCTAaBAEHMX B CTaTTi 3aBAAHb, BBAKAEMO HEO00-
XiAHMM YTOYHUTY BUSHAYEHHS TIOHATTSI TeHAEPY LIASI-
XOM OTASIAY Pi3HMX ITO3MLIil Ha O3HaYeHe sBuIIe. AMe-
pukaHcbKa dirocodins AXyaiT baTaep TpakTye reH-
Aep sIK 1epOpMaHC, 1110 IPYHTYETbCS Ha CYKYITHOCTL
LIOAE€HHUX KYABTYPHMX MpakTuK. Ha 1i AyMKYy, reHAED
€ COLiaAbHIM KOHCTPYKTOM, IIJO BUHUKAE SIK PE3YAb-
TaT COLIOKYABTYPHOTO TpoLiecy GOPMYBaHHS CYCITiAb-
CTBOM BiAMIHHOCTe1 y YOAOBIYMX i )KIHOUMX POASIX,
TOBEAiH1]i, MEHTAABHMX Ta eMOLIIVIHMX XapaKTepuc-
tukax [11]. He cynepeunTs HaBeA€HOMY BM3HAYEHHS
IOHECKO 111000 MOHATTS «I'eHAEP», SIKe CTOCYEThCS
«COLIlaAbHO Ta KYABTYPHO CKOHCTPYIOBaHVX 3HaUeHb
i poAeit, npusHaYeH1X 0cobaM pi3HOiI 6I0AOTiIYHOI cTa-
Ti: YoAOBiKaM i >XiHkaM. KoHIJemn1isl TaKoK BKAIOYA€E
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O4iKyBaHH IOAO XapaKTePUCTUKM, 3AI0HOCTI Ta 1mo-
BEAIHKI SIK >KIHOK, TaK i Y0AOBIKiB» [4, c. 1]. BiamioBia-
HO AO HaBEAEHOTO BM3HAYEHHS AEKAAPYETHCS HEOO-
XiAHICTb FeHAEPHOI PiBHOCTI, sika repepbavae cBoOo-
AY )KUTTEBOrO BUOOPY Ta PO3BUTKY BAACHUX 3A10HOC-
Tell, I1J0 Ma€ BipOyBaTHCS HE3aAEKHO BiA YCTAaAEHUX
COLIiaABHYX CTEPEOTUITIB TA HOPM.

CyuacHa TeHAepHa Teopisl KYABTYPU PO3TASIAQ€E
MUCTELTBO SIK BOKAUBY cdepy popMyBaHHS reHae-
py it TeHaepHoi perpesenTaiii. Moro crenudikoro
€ TPAHCASILSI O3HAYEHUX iA€ll uepes XyAOXKHi oOpa-
311, peaAi3oBaHi yepes pi3Hi ceMaHTMUHIi cucTeMy,
IO AO3BOASIE Uepe3 OMOoCepeAKOBaHe CIIPUITHATTS
MeBHUX CLIeHapiiB MOCTYIOBO 3MiHIOBAaT! BAACHI ysIB-
AEHHS LI[OAO Ti€l UM iHIIOI TEMU.

TenpepHMIT acIeKT B MUCTELTBI MOYKHA PO3TAsi-
AQTU 3 ABOX IO3UILI: 3 TOUKM 30py pernpeseHTauil
TeHAEPHVX POAell Yy CaMMX TBOPAaX Ta 3 MO3MULIii reH-
A€pPHOI IIPMHAAEKHOCTI aBTOPA. 32 OCTaHHI AeCSATU-
AITTS BiAOYAMCD BiAUYTHI 3MiHUM Y HANIPSIMKY BUPIiB-
HIOBAHHSI COLIIaAbHMX POAell, 30KpeMa y MUCTeLb-
Kiit cepi. Tak, Ha AymKy 1. 3ybaBiHoi, «...y cydac-
HOMY apTCBiTi )XiHKM He ITOCTYMAThCA YOAOBIKaM.
XyaosxHui, oTorpadu, KIHOMUTL, KOMIO3UTOPH,
MOeTH, KypaTOpy BUCTABOK, KOAEKIiOHepY TOL0 —
BOHU BXOAATD Y COLIIOKYABTYPHUI IIPOCTIp Hacam-
repeA He 32 O3HaKaMu 0IOAOTIYHOI CTATi,  SIK TIPeA-
craBHUKM nipodecii» [12, c. 249].

HesBakaroun Ha 3a3Hau€eHe, iCHYIOTb AOCAiIAYKEH-
H#, AKi KOHCTATYIOTb HEPiBHICTb, AKa Bce 1ije iCHye.
Taxk, aHaAi3yroun cyvacHi onepu ITiBHiuHOI AMepu-
KU Ha IpeAMeT reHAepHoi HepiBHocTi, [iaaapi Aa-
BoHTe KOHCTATYE, 1110, 3 OAHOTO OOKY, KiHOUMX po-
Aell y oIlepax MeHlle, HiXX YOAOBIYMX, 3 ADYTOTO —
AKTOPOK Ta CIiBaYOK Yy TOJ Ke Yac HabaraTo OiAblile,
HDXX BMKOHABLIiB 40AOBiYoi cTari. HaBiTh y onepax,
CTBOPEHMX )KIHKaMM-KOMIIO3UTOpKaMu abo Aibpe-
TUCTKAMU, POAi AASL CITIBAYOK CKAAAQIOTh 48%, orle-
PY 3 TOAOBHOIO IrepoiHelo MaroThb 51% KiHounx poaen
i HaBMMCHO eMiHiCTChKi 800 OpieHTOBaHi Ha KiHOK
onepu MiCTsITh 53% pOAeit AAsI criiBavoxk [9].

TTopibHY cTatucTuky y cepi kinemarorpada Ha-
BoaUTb IpyHa 3ybasiHa. Tak, y mpotieci mpoaAyKyBaH-
Hs 18 dirbMiB OCHOBHOTO KOHKYPCHOTO 3MaraHHs

HIBAAALLBIAI / XAPHEHKO

Bepainaae-2020 «...6yA0 3apistHO 31 AlOAMHY. 3 HMX
AEB’ATb — XIHKH, 1[0 cKAapae 29%, 17 yoAoBikis (54,9%),
OAVH (3,2%) 3 OIIUTYBaHMX Ha OCHOBI BIABHOTO CaMo-
BU3HaYeHHsI 00paB MO3MLIiI0 “HiYOrO0 3 IIepepaxoBaHo-
ro Bue” i yotupu (12,9%), siki B3araAi He HapaAU iH-
opmaliii Ipo CBOIO ITeHAEPHY HaAeXHICTb» [12, ¢. 250].

CaMe Ha IOAOAQHHSI TOAIOHOT HEPIBHOCTI CIpsiMO-
BaHO Taki TBOpYi poexTy, sik Female Laptop Orchestra
(FLO), y AIIABHOCTI SIKOTO TOEAHYETHCSI CTBOPEHHS
MY3MKH 3 AOCAIAHMLIbKMMM NTpoLecami [5]. TIpoekT
3acHoBaHui1 y 2014 poui Heaoro BpayH. BunuknenHsa
OPKECTPY € OB’ sI3aHUM {3 BUBYEHHSIM KOMIT FOTEPHUX
HayK Ta iHKeHepiero, 110 BiAOyBaeTbCs y TiCHIN B3a-
€MOAI 3 My3MKOIO Ta Ma€ Ha MeTi 00’ €AHAHHS XXiHOK
31 BCbOTO CBiTy 3aAASI CITIABHOTO TBOPEHHS MY3UKI.

My31yHi IPpOEKTY OPKECTPY, Y4aCHUII KOO 3Ha-
XOASITBCSI B Pi3HMX TOYKaX CBITY, TOEAHYIOTb BUKO-
HaHHS Ha aKyCTUYHMX {HCTpyMeHTaX, CMHTe3 3BY-
KY, 1010 00po6Ky a60 KOAYBaHHS B PEAABHOMY 4Yaci
Ta iHII T€XHOAOTIYHi IHCTPYMEHTH, 1J0 CIIPAMOBa-
Hi Ha iHTepaKTUBHY B3a€MOAIIO K MiXK y4acHMKa-
MU OPKeCTpY, TaK i 3 TAsIAQUeM yepes 3acobu Meaia
(Web Audio API, TexHOAOrisI BipTyaAbHOI peaAbHOC-
i, Twitter Ta iHmmi 3acobu komyHikatii). «<FLO po3-
LIMPIOE MEXi TeXHOAOTIN Ta eKCIIePUMEHTIB Y KOH-
TeKcTi aHcaMbAeBOI iMIIpoBisaii Ta TeAeMaTu4HOL
criBripaui» [2]. TeHAepHa CIPsIMOBaHICTb MPOEKTY
AOIIOBHIOETBCS TUM, IO >KiHKaM-y4aCHMKaM BOPK-
LIOIiB, CeMiHapiB, KDYTAMX CTOAIB HAAAETHCA 3HIXK-
Ka 3 MeTOIO iX 3a0XOUYEHHSI AO IPUEAHAHHS AO AiSIAb-
HocTi opkecTpy. IToCTYIOBO BipOYAOCH pO3IIMpEH-
Hs B OiK MIDKAMCLIMIIAIHAPDHOTO CUHTE3Yy Yepes 3a-
MPOLIEHHS AO CIIIBITpaLli )XiHOK-Xopeorpadis, Biae-
OXYAO>KHUIIb, XYAOKHUIIb BipTyaAbHOI pPeaAbHOCTI
To10. TaKMM 4MHOM, IPOEKT MIOEAHYE B COOI Ha piB-
HOIIPAaBHUX 32CaAAX MY3MYHY, BisyaAbHY, TeAeMaTIi-
HY CKAAAOBI. 3a3Ha4uMMo, 1J0 pOAb LMPOBUX TEX-
HOAOTiI1 € KAIOUOBOIO AASI BUHMKHEHHS Ta iCHyBaH-
HsI IOAIOHMX MTPOEKTIB.

Y BUMaAKY, KOAM MOBa /A€ IIPO aBTOPCTBO Y 1inb-
POBOMY IIPOCTOPi, 3HAYEHHsI COLIIAAbBHUX POAeEII ic-
TOTHO 3MeHIIyeTbcA. biablie Toro, Ha AyMKy KeTpin
Xeitas, y KibepIpoCcTopi «MalIMHY CTAIOTH MMCbMEHHN-
KaM¥y, @ IMCbMEHHMKI MOXXYTb CTATU MaluyHaMu» [10,
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c. 131]. TIpu 1bOMY B €A€KTPOHHII AiTepaTypi unTaq
i mMCbMEHHMK HaOyBaIOTDh PUC TIOCTAIOAEN.

OAHMM 3 Cy4aCHUMX HaIpsIMiB Cy4aCHOTO eKpaH-
HOT'O MUCTELTBA € TIOCT-CiHeMa', I1j0 IIPE3EHTYE BU-
HVIKHEHHsI HOBOI, BipTyaAbHOI PeaAbHOCTI y MeX-
ax iCHy1040i — TOOTO CTBOPEHHS HOBOI PEaAbHOCTI
SIK CUHTETUYHOTO TIPOAYKTY, A€ Ba)KKO BiAOKpeMU-
T peaAbHe Bip BipTyaAbHOro. Y CBiAOMOCTI rasipada
3MILIYIOTBCS peaAbHi 3BYKHM, GOPMIU, TPEAMETH, IIPEA-
CTaBA€Hi y KaApi, Ta BipTyaAbHi — 3ammcaHi okpe-
MO, 1IJ0 TPAHCAIOIOTHCS Ha iHIIOMY iHpOopMaLiHO-
MY HOCil, 11]0 TaKOX Oepe y4acTb B AeMOHCTpaLil Bi-
A€O0- Ta 3BYKOPSIAY.

B pamKax BiAKPUTOIrO AOCAIAHMIIBKOTO pecypcy
eAeKTpoHHOI AiTeparypu ELMCIP? okpeMuii pospia
«Affirmative post-cinema» npucssiaeHo cepii und-
POBUX POOIT, MOB’sI3aHUX 3 TEMATMUKOK T€HAEPHOC-
Ti, ABTOPU SIKMX BiAMOBASIIOTBCS BiA OiHapHUX 110T0
Bu3HayeHb. CI0AM BXOASITD ayAioBisyasbHe Liudpose
MUCTELTBO / TBOPU PO3IUMPEHOTrO KiHO, SIK-OT: AOIIO-
BHeHa peaAbHicTb (AR), BipryaabHa peaabHicTb (VR),
AOKaAbHI HapaTuBuy, piabMM-rasepel uu BiaeoMuc-
TeUTBO, 3p00AeH] HUPPOBUM CIIOCOOOM.

B 1jbOMY KOHTEKCTi IPUBEPTAIOTD yBary poboTu
A>xaner Kappidd ta Axopaska Bropeca Miaaepa.
OaHa 3 Hux — «HiuHa nporyasuka B EAun6ypsi»®. Ti
npeMm’epa BipOyaacst 2019 poky B pamkax po6oTyt Mix-
HApPOAHOTO MUCTELBKOro aprdectuBasio y M. EAuH-
6ypr (LloraaHAis1). «[OAOBHUM repoemM» eKpaHHOI Ail
HacCIpaBAi BUCTYIAE IIPOCTip — BYAUL, IPOBYAKH,
KaB'sipHi Ta iHuti 00'exTy iHdpacTpyKTypH MicTa, sKi
AEMOHCTPYIOTbCS Ha eKPaHi y «IIapaAeAbHill 4acoBilt
PeaABHOCTI», 110 iCHyBaAa B MMHYAOMY i (haKTU4YHO
B)XXe He iCHy€ B MOMEHT AeMOHCTpaLlii hiabmy.

B ToOI1 >Xe yac ragaad € CriBaBTOPOM XYAOXKHbOI
Ali: ayamTOpii nMporoHyoTbes HaBywHUKK Ta iPod,
32 AOIIOMOTOIO IKMX YMOXKAUBAIOETbCS 3aHYpPEH-
HA Y CBIT BipTyaAbHOI PeaAbHOCTI, IPU LIbOMY BiA-
OYBa€eTHCSI B3AEMOAisI, B3AEMOIIPOHUKHEHHS CBITY
pEaAbHOIO — 4acy I Miclis 3/I0MKM BiA€OpOAMKaA,

! Manidecr nocr-cinema Aus. https://olegmavromatti.com/contact/

2 https://elmcip.net/research-collection/affirmative-post-cinema

3 https://www.youtube.com/watch?v=s5aVHwdfiEU
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Ta BipTyaAbHOT'O — TOTO, 11J0 BIATBOPEHMI1 Ha eKpa-
Hi iPod i TaKOX CYIPOBOAXYETBHCS 3BYKaMu. Ayaio-
Ta BiA€OpsIA, PeaAbHII Ta BipTyaAbHMI, B3a€EMOAIIOTh
AY>Ke TICHO, TepeTMHAIYMCD Y TaKMIi CIocio, 1110 y CBi-
AOMOCTI TAsIAQYa CTBOPIOETHCS CITIAbHA, EAVIHA Kap-
THHA, SIKOI HaCIIpaBAi 1 He iCHYBaAo, 1ie — MPOAYKT
B3AEMOAIT Cy4acHMX TEXHOAOTII Ta cuHecTesil, T06-
TO 0COOAMBOCTEN AIOACHKOTO CIIPUIHSATTSI.

Li TeHAeHLIil BTiAIO€ 1Ije OAHA 3 POOIT TBOPYO-
ro tauaemy Ax. Kappaibd ta I. Miaaepa — «Biae-
OTIPOTYASHKA CTapuM BOK3aaoM»*. [i xyaoxHe moae
AO3BOASIE AIITY BUCHOBKIB IIPO HiBEAIOBAaHHS POAIi
TeHAEPY B PeaAisX CbOrOAEHHS: YYaCHUKM, 3aAyYeHi
AO 311OMOK KOPOTKOMETPa>KHOI CTPiYKM, BUCTYHAIOTb
B POAI Al10BUX 0Ci0, 5IKi )KMBYTb MOBCSKAEHHNUM XXUT-
TsIM 0€3 aKL|eHTYBaHHS aCIlIeKTiB TeHAEPHOCTi, BOHI
ALIOTb Y BAACHOPYY CTBOPEHOMY CBiTi 32 ClieHapieM,
11j0 00MPaTh caMi B IIpoLieci KUTTeETBOpeHHs. Came
TaKy KOHLIETLii0, TPOBIAHY iA€0 CTBOpeHHS GiabMy
03BYYYIOTb JIOTO aBTOPU Y BiATIOBIAHOMY iHTEpB'I0.
Tepoi diabMy KUBYTb i AitoTb Ha iPod-ekpaHi y Toi
caMmil 4ac, sIK OTOYYIOUa AiMICHICTb — BYAHLIi, IIPO-
BYAKU, ABOPU Ta IAOIIi, IO MOCTAIOTh IIePEA TAS-
AayeM peaAbHO, € IIOPOXKHIMM, ITyCTUMM, apXKe 4ac
3110MKM KiHO(iaAbMY — ranboka Hiu.

Bipeopobora «A Total Jizzfest»® kaHapcbkoi Me-
alaxyaoxunui AsxenHipep Yan npucssiuena Kpem-
Hi€BIill AOAVIHI Ta 3aCHOBHMKAaM BiAOMUX TEXHOAO-
riYHMX KOMIaHiit. ABTOpKa 3acobamMu MepiaMmucTe-
LITBa HAMAaraeTbCs 3BePHYTH YBary Ha akTyaAbHi TeMI
CbOTOAEHHS — TeHAEP, CTaTb, KOPIIOPAaT/BHA €THKa
touto. Tak, AOMiHyI04Ya pOAb Y pO3po01Li CydacHUxX
KOMIT IOTEPHUX TEXHOAOTI, 3ac06iB 1ndpoBoi Ko-
MyHiKaljil, coliaAPHUX MepeX, Takux sik Microsoft,
Apple, Google, Facebook, Twitter, Skype, Vimeo, Ha-
AEXUTDb YOAOBIKaM, i 111 TEHAEHL|il — BUKAIOUEHHS
3 yiei cdepu ocib xiHowoi craTi, — 3a MaTepiaramu
aBTOPKM BiA€o, CTaAa y MOPiBHAHHI 3 KiHljem XX cTo-
AITTS 111€ OiABLI OYEBUAHOIO. BiA€03BepHEHHST HOCUTD
Y AQHOMY BUITAAKY BUKAIOYHO KOHCTATYHO4Mit, adip-
MaTuBHMI XapakTep. OKpeCAUTH TPOOAEMY O3HAYAE

*  https://www.youtube.com/watch?v=sOkQE7m31Pw
S https://elmcip.net/node/15490
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aKTUBi3yBaTy npolueci ii BUpilleHHs, BBaXKa€e AJKeH-
Hipep YaH, i HABOAUTD CTATUCTUYHI AaHi American
Association of University Women, BiATIOBIAHO A0 sIKMX
2013 poKy y raAysi cy4acHMX KOMIT FOTEPHUX Ta Me-
AITHMIX TEXHOAOTi IpauioBaAo Aule 26% >KiHOK,
1o Ha 9% MeHue, HDK y 1990 poti.

B onepi Eaaen ITepaman «’Emotionally intelligent”
Artificially Intelligent Brainwave Opera» onosutiist
peaaisoBaHa Ha ABOX PiBHSX: aBTOP MpPOTNCTaB-
Asi€ He AuLie GpeMiHHICTh MaCKyAIHHOCTI, @ 1 AIOAU-
HY 3i IITY4YHUM iHTEAEKTOM — AIOACDBKIiN iHAMBiAY-
aAbHOCTI. B omnepi reHpepHa B3aeMopist peaaizoBa-
Ha i3 3aAyYEHHAM TeXHOAOTII IITY4YHOTO iHTEAEKTY,
SIKUI I'PA€ B oIlepi MacKyAiHHY poAb. Tak, cleHapii
orepy BMOYAOBaHO Ha OCHOBI icTopii B3aeMuH €Bu
Bpayu Ta Apoabda litaepa. B ocHoBI napTii €8y,
SIKY BUKOHYE cIiBayka, — TBip AHAXeAn AambepT
«The Lost Life of Eva Braun» («Brpauene xxurts €EBu
BpayH»). Poab Apoabda TiTaepa BUKOHYE IITYYHUIT
iHTeAEeKT, 11]0 TeHepYy€e TeKCT B peaAbHOMY 4aci 3 47
PisHUX TEKCTiB — KHMUT, CLieHapiiB (iabMiB, CTBOpe-
HUX 32 XKUTTA [iTAepa, sIKi MpoaHaAi30BaHO 3a AOIO-
MOTOI0 TEXHOAOT}1 MAllIMHHOTO HaBYaHHSL.

B omnepi peaaizoBaHa iHTepaKTMBHA B3AEMOALS MK
reposiMU: TEKCT, IPOMOBAEHMIT €BOIO, Ta BIAITOBIiAL
AIBO MaroTh CMHXPOHHO BiAOOpa)kaTycsi Ha MOHi-
Topax. B 3aAeXHOCTI Bip eMOLIiIHOTO CTaHy TOAOB-
HOI TepoiHi, B pe3yAbTaTi aHaAi3y ii MO3KOBMX CUT-
HaAiB, aATOPUTMOM T'€HEPYIOTbCs BIiATIOBiAHI 3BYKH,
BiA€OPOAMKM, 300pa’KeHHS Ha eKpaHax, 10 po3Mi-
mieHi Ha creai. [Hia aitoBa ocoba — AIBO — pea-
rye Ha eMollii EBM KOAbOPOBUM BUIIPOMiHIOBAaHHSIM.
VY BUIMaAKy NO3UTUBHUX €MOLiil — 3€A€HUM KOAbO-
POM, HeTaTUBHi eMOLlil 3aITyCKaloTh YePBOHMII KOAID,
HeNTpaAbHi — >xoBTUI. Kpim 03HaueHoro, iHTepax-
TUBHICTb 3aKAQAEHA Y B3AEMOAII0 €BU 3 ayAUTOPIEIO.

3riaHo 3 KoHLenLielo aBTOpKY, «AIBO HamaraeTbcs
CTaTV AIOAVHOIO i, HAMararo4nch AOCAITH Lii€i MeTH,
AIBO nepexoIAO€ OCTaHHil TPOsIB EMOLITHOTO CII0-
rapy €1 — BiA€03amyC — AAS TOTO, 11[00 HacAiAyBaTH
1i Ta 1l AIOACBKi TOUyTTA... Are AIBO He 3MO>Ke peKoH-
crpyoBaru emolii €8y, Tomy mwo AIBO — nje mrryy-
HWI IHTEAEKT, i BiH He BMi€ OyTH Ar0AMHO0» [1]. Bax-
AVBO, 1o E. IlepamaH B omepi He nparHe HapiAUTH

HIBAAALLBIAI / XAPHEHKO

IITYYHUI IHTEAEKT AIOACBKUMM QYHKLIsIMM, a Ha-
MaraeTbCsi IPOAEMOHCTPYBATH JOTO 3 Pi3HMX OOKIB.
O3HaueHe MPOSIBASIETHCS B IIPOLIECi B3aEMOAIT Ma-
LIMHU 3 AIOAVHOIO Ta il eMoLisIMU, A€ OYeBUAHUM
CTa€ BIACYTHICTb 3paTHOCTI Ao emmartil. ITyyHnit
IHTEAeKT MO’Ke TPAHCAIOBAT! IeBHY KiAbKICTb BU-
CXIAHMX AQHUX, 3a3AQA€TIAD ITepepbadeHy aBTOpa-
MU IIPOEKTY, pearyBartu Ha Ail Ta emouii €M 3rigHO
3 3aKAAAEHUM aATOPUTMOM. TakyM YMHOM, aBTOpKa
MAKPECAIO€ «(paAbIIUBICTD eMOLIiiT GAABIIUBOI iCTO-
TIU», HEAOCKOHAAICTh cucTemu [1].
OT>Ke, MOKHA AIITM y3araAbHEHHS IO Te, IO
B CBOII1 aBTOpCHKii KoHuemntii E. ITepaman nepexoH-
AVIBO AOBOAUTD, IO IITYYHMIT iHTEAEKT He MOYKe MaTu
BAQCHMX €MOLlil i, BIATIOBIAHO, He MO>Xe BMpakaTu
iX SIK ATOAMHA. 3 iHIIOTO OOKY, LIiKaBUM B oIIepi € iH-
TepIIpeTaLjisi XKIHO40ro obpasy 3 IpuTaMaHHOIO i1 eMO-
LIMHICTIO Ta aKLeHT Ha BiAOOpaKeHHI X eMoLiil,
1[0 CTAIOTh iMITYABCOM AO ITOAQABIIIOTO PO3BUTKY Afl.
B Toi1 x vac repoit AIBO, wio Briatoe 06pas HoAoBi-
4Oro, aAe €, II0 CyTi, 1032 BU3HAYEHHSM CTaTi, AuIle
pearye Ha eMoLiitHi mposiBu €pu. [1py LIboMy LiKaBUM
BMAQETBHCs (POKYCYyBaHHS Ha eMoLisiX €BM, B TOM Xe
vac AIBO, 1110 BTiAI0€ YMOBHO YOAOBiuMi1 06pas, Auiie
HaMaraeTbCsl pearyBaTy Ha ii eMolii 3a AOIIOMOTOI0 aA-
TOPUTMIB, CTBOPEHNX AASI TeHEPYBAHHSI JIOTO PeMAiK.
B 11boMy KOHTEKCTi BuIlje3rapaHa orepa MiATBep-
AXYe AyMKY Ipunu 3y6aBiHoi, 30Kkpema 11040 popmy-
BaHH: (piA0COPCHKOIO TPAANLIIEIO OPiEHTALLIT HA «ITO-
HSTTS paljiOHAAbHOTO, LIiAICHOTO i CAMOTOTOKHOI'O
cy0’exTa 3 110r0 MpoBiAHOI OiHAPHOIO OMO3ULIiEI0 PO-
3yMy i TiAa, A€ PO3yM acOLIiOETbCS 3 HU3KOIO TI03U-
TUBHMX XapPAKTEPUCTUK (PaLliOHAABHICTD, CBIAOMICTB,
AYXOBHICTb, aKTUBHICTb, 30BHIIIHE), HOCIEM SIKMX BU-
CTYyIIa€ YOAOBiYe HA4aAO, @ TIAO — 3 Cepi€lo HeraTuB-
HUX XapaKTepPUCTHUK, PeNPe3eHTOBAHMX HacaMIIepeA
KiHOYiM HayaAoM (4yTTEBe, HECBIAOME, IHTYITUBHE,
HepallioHaAbHe, TaCMBHe, BHYTpilHe)» [12, c. 235].
ITopiGHE po3MeXXKyBaHHS 0COOMCTICHMX XapaKTe-
PUCTUK IIPU CIIIBCTABAEHHI AIOAVHMY 11 MALLIMHY Oayun-
MO B XyAOXHii AiTeparypi. Tak, 06pas kibopra 3a3Bu-
Jail BUKOPUCTOBYBABCS AAS AKTyaAi3yBaHHS MUTaHb
PO Pi3HULIIO0 Mi>K AIOAMHOIO Ta MALIMHOI0, TOEAHA-
HMX Y HbOMY. « AIOACBKY CKAAOBY KiOOpra B XyAOXKHil
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AiTepaTypi acoLlil0I0Tb 3 MOPAAAIO Ta BUABAMM €MIIa-
Til, TOAL SIK EAEKTPOHHY CKAQAOBY IIOB’SI3YIOTb 3 YHi-
KaAbHUMM (i3MYHMMM T IHTEAEKTYaABHUMM MOX-
AuBocTsiMu» [10, c. 135]. AaAi aBTOp HABOAUTD IPU-
KA@AM 3 TBOPIB PO KiGOPTiB, IKi MOXXYTb OyTH TIpeA-
CTaBA€HI SIK SIBHO MEXaHI4Hi, HAIIPUKAAA KibepAoAn
y dpanimmsi «Aokrop Xto» uu Bopr i3 «3opsiHoro
IASIXY», 200 IX iHTeprpeTalis, 1o Maibke He BiA-
pi3HsIETBCSI BiA AlOA€M, — SIK TepMiHaTopu 3 GiAb-
MiB «Tepminatop», AapT Beitaep i3 «30psiHuX Bo€eH»,
«/Aopn» Caitaonn y rpi Battlestar Galactica Toio.
3 0AHOTO OOKY, BUKOPMCTAHHS TEXHOAOTIN A03BO-
AMAO IIOAOAQTY T€HAEPHY HEePIBHICTD B pisHux cepax
SKUTTSL. 3 APYroro — Bce GiAblile aKTyaAisyeTbcs iHina
6iHapHA OIO3MLIisI MDK AIDAMHOIO Ta MAIIMHOW. Tak,
B pamKax pirocodcbKoi Tedil TpaHCTryMaHi3My FOAOB-
HOIO iAe€l0 € TParHeHH: IIePeMOI'TY CMePTb Yepes YAO-
cKoHaAeHHs BisnuHMX QYHKLiT AFOAMHM 38 AOTIOMO-
rOI0 TEXHOAOTI, 00 iHIMMM cAOBaMu — ii Kibopri-
3auisa. Haromicts, @peHcic Oykysima 3acTepirae, 1o
«...TIOCTAIOACBKMII CBIT MOXKe OyTy HabaraTo GiAbIu
iepapXiYHMM i KOHKYPEHTHMM, HiX TOJ], 1110 iCHYy€ 3a-
pas, i, sIK HACAIAOK, CIIOBHEHUIT COL[iaAbHMX KOH(DAIK-
TiB» [6, €. 213-214]. O3HauyeHe CTOCYETHCS IUTAHHS
MPOTUCTABAEHHSI KibOpra Ta AIOAVHY, SIKE, IMOBIpHO,
y MajlOyTHOMY CTaHE AOBOAI aKTYaABHMM.
BucHoBkn. Tak, MeTOI0 CTBOPEHHS PO3TASIHYTHX
MUCTELbKMX IIPOEKTIB, aBTOPU SIKVIX TOPKHYAVCD I'€H-
AEPHOI TEMATHKH, € TOPYIIEHHS COLIaABHMX TUTaHb, 6a-
JKaHHsI 3BepHYTM YBary Ha 3BUYHi AAS COLIiyMYy paBMAQ
Ta 3aKOHOMIPHOCTi 3aAASI IX TOAQABIIOTO ITepeoCMIC-
AeHHs1. PO3TASIHYTI IPUKAAAM [T0-Pi3HOMY BipoOparka-
I0Tb B3aEMOAI0 reHAepHoi onoauii: onepa Eaaen ITepa-
MmaH « Emotionally intelligent” Artificially Intelligent
Brainwave Opera» (AIBO) axiieHTYe ii, a TAKO)X BBOAUTD

2022, Bunyck BiciMHaOysmMuLL

HOBUII piBeHb IPOTUCTOSIHHS AIOAVHM i MalllVHM; ITPO-
exT «Night Walk for Edinburgh», HaBmaku, HiBeAtoe ii;
npoekT «A Total Jizzfest» 3Beprae yBary Ha reHaep-
Hy HepiBHicTb y cdepi IT, sika it AOCi 3aaMIIAETHCS AK-
TyaAabHOM0; Female Laptop Orchestra (FLO) cripsimo-
BaHUI HAa BUPillleHHs 03HauYeHOi HepiBHOCTI. Barkanu-
BJM aCIIeKTOM B PO3TASIHYTUX MUCTELbKMX TPOEKTAX
€ IpUTaMaHHa IM iHTepaKTMBHICTb. BoHa peaaizoBa-
Ha yepes B3aEMOAIIO 3 TAsIAQUeM, SIKMI B ITPOLieCi ak-
TUBHOTO CIIPUIHATTS TBOPY IIEBHOIO MipOIO CTa€ J10ro
CITiBaBTOPOM: TaKe 3aAy4YeHH: TASAALBKOI ayAUTOPii
AO TBOPUOI CITIABHOI Ali CIIpMsi€e eMOLIITHOMY 3aHypeH-
HIO Y MUCTELIbKII TBIP Ta, Y TaKuil Criocio, rAuboxomy
CIIPUITHATTIO 3aKAAAEHMX Y HbOMY iAell.

3 0aHOro 60Ky, B Cy4aCHOMY MMUCTELTBI BipOY-
BAETHCS NPOLIEC KOHBePreHil >KiHOYoro Ta YOAOBi-
4Oro, aAe B TOM >Ke 4aC CTaTUCTUYHI AaHi OKpeMMx
3pi3iB, 30KpeMa L0AO KiAbKOCTI BiailOpaHMX Ha KOH-
Kypcax MUCTELbKMX TBOPiB, aBTOPaMM SIKVX € BiAITIO-
BIAHO IpeACTaBHUKY XKIHOYOI Ta YOAOBIYOI cTaTels,
KiABKOCTi )KIHOUMX pOA€el B Ollepax TOLIO, CBIAUYUTD
PO HEOOXIAHICTD MOAAABIINX 3YCHAb B O3HAYEHO-
MYy HanpsiMi. ¥Y3araAbHIOIOUM PO3TASIHYTi KOHIIeI-
11ii, 1]0 IHTePIPEeTYIOTb TeMY F€HAEPY, MOXKEMO Ai-
JITY BUCHOBKIB IIPO Te, 11]0 Cy4YacHi COLliaAbHi Mepe-
Xi, HOBI Meaia 6epyTb Oe3IocepeAHI0 y4acTh B CY-
YaCHMX ITPOLiecax HiBeAIOBaHHS IeHAEPHOI OMO3MILii,
AO3BOASIIOUM AIOAVHI peaAi3yBaTy BAACHI TBopui iael
He3aAeXHO Bi 1i reHAepHOI TpMHAAEXHOCT. OAHUM
3 IIePCIEeKTVBHYX HAIIPSIMIB AOCAIAXKEHHSI AQHOI IpO-
6AeMaTHKI BBA)KaEMO BUBYEHHS AVHAMIKM IOAAAD-
LIOT0 PO3BUTKY BipTyaAbHMX IPOCTOPIB Ta TEXHO-
AOTil1, O CIIPUATUMYTb TBOPYOMY CaMOBMPAKEeH-
HIO MUTLIiB Ta aKTYyaAi3allii rocTpux colliaAbHUX M-
TaHb yepe3 iXHi MPOEKTN.
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Asmati Chibalashvili, Polina Kharchenko. Gender theme in new media art

Abstract. The article presents artistic projects in which the issue of gender is actualized. The above was carried out from the position

of post-humanist ideas through the study of the impact of the development of technologies on modern socio-cultural processes. Thus, the
projects created in different genres were analyzed, including post-cinema (“Night Walk for Edinburgh’, “A Total Jizzfest”) aimed at chang-
ing gender perceptions in society, Ellen Pearlman’s opera “Emotionally intelligent” Artificially Intelligent Brainwave Opera” (AIBO), in
which, thanks to the involvement of artificial intelligence as an actor, gender opposition is reinforced. The Female Laptop Orchestra (FLO)
project is dedicated to the support of female creativity, which, thanks to the involvement of information and communication tools, com-

bines music creation with research in its activity. An important aspect of the considered projects is defined as interactivity, which is im-

plemented by involving the viewer in the process of their creation.

It was found that, on the one hand, the digital virtual space made it possible to reduce the importance of social roles or gender affili-

ation, thereby leveling the stereotype of the opposition between the author’s masculinity and femininity. On the other hand, with the de-

velopment of machine learning technologies, a new opposition between the human author and the artificial intelligence in the same ca-

pacity is gradually emerging.

Keywords: media art, gender, technology, contemporary art, opera, post-cinema.
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Awnotanis. CrarTio MPUCBAYEHO aHaAi3y Ta npesenTauii kuuru Faanuu Cxasipenko «Hopa ykpaitcbka ckyabnTypa» (Kuis: Abramovych.

Art; ArtHuss, 2021. 304 c.: iA.), sIka He AMIlle BIiepllie 3HAfOMUTD i3 BiCbMOMa HaMI{iKaBillMMY yKPaIHChKIMM CKYABITTOPAMM HOBOTO MIOKOAiH-
Hsl, @ Y TOPKAETHCS LIMPOKOTO KOAA IIMTaHb Cy4aCHOTO MUCTELITBA. TBOPUICTb KOXKHOTO 3 PEACTaBAeHMX Y MoHorpadii mutiis — H. Biauka,
A. I'pexa, IT. [poncekoro, €. 3irypu, O. 3oaorapbosa, I. HoBropoposa, B. ITporocesi Ta A. lllymixiHa — npeacTaBAsie IeBHY TeYilo, HAIPSMOK
CYYaCHOI CKYABIITYPM, & PA30M 3 TUM J1 CBOEPIAHICTD CHOTOAHIITHHOTO TBOPYOTO MUCAEHHS. ITopsiA i3 3BepHEHHAM AO IIMPOKOTO CHEKTPY MUC-
TELIbKVX TPAAMLIiN, Ae 0COOAVBE MiCLie IIOCIAQE AOCBIA TAODAABHOTO MOAEPHIBMY, MOAOA] YKPAIHChKi CKYABIITOPY A€MOHCTPYIOTD CBOI BapiaH-
TU Cy¥aCHOI XyAOKHBOT MOBH, XyAOXKHBOT 00pasHoCTi, Y iXHiX po6OTaX CrOCTepira€ThCsi B3a€MOAISl CKYABIITYPH Ta HOBITHIX KOHLIETTYaAbHIX
NPaKTUK. XYAOXKHMKIB LIiKaBASITb HOBi IIPVHLIMIIN 3aAy4eHHs CKYABIITYPU AO MyOAIMHOTO MPOCTOPY Ta MEPEOCMICAEHHS TPAAMLIHIX BUMIPIB

CaMOro CKYABNTYPHOTro TBOPY. KHura mmpoxo ialocTpoBaHa, 1ie eBHMi1 XyAOXKHiil POEKT, A MUCTELITBO3HABUMII aHAAI3 TOEAHYEThCA i3 3a-

BAQHHAM LIVPOKOTO ITPEACTABACHHA TBOP‘-IOCTi MMTL[iB.

Karouosi croa: HOBa yKpaiHCcbKa cKyAbnTypa, Hasap Biank, Amutpo Ipek, ITerpo Iponckkuit, €Erop 3irypa, Oaexciit 30A0TapboB, Iaas

Hosropopos, Biraaiit I[Tporocens, Aauiia HymixiH.

ITocTanoBKa mpo6Aemu. KHura KaHAMAATa MUC-
TeuTBO3HaBCTBA [aanHyu Ckaspenko «Hosa ykpa-
THCbKa CKYABNTYpa» (aBTOP iael i KypaTrop mpoek-
Ty — Irop A6pamMoBuY), 10 BMIIIIIAQ Y BUAQBHUYIN
cepii «Ykpaincbke mucrenTBo XX—XXI» (2021) [11],
He AJIlle IEBHUM Y/HOM IIIACYMYBaAa AOCBiA YKpa-
THCbKOI CKYABIITYPM OCTAHHIX POKIB, a /1 TOPKHYAACs
6araTboX NpOOAEM PO3BUTKY CY4aCHOTO YKPaiHChKO-
rO MUCTELITBA, B IKOMY CKYABIITypa HabyBae AeAaai
6iABIIOro 3HAYEHHsI, CUHTE3YI0UM IIMPOKE KOAO ITH-
TaHb: PiBHI B3a€EMOAII IPOCTOPOBUX MUCTELTB, I1O-
IYK HOBOI XyAO>KHbOI MOBY Ta 00PasHOCTi, sIKa 0 Bia-
NOBiAAAa AKTYaAbHMM 3aIMTaM, YYacTb MMUCTELTBA
y nyb6AiYHOMY IpoCTOpi TOLIO.

AHaAi3 OCTaHHIX AOCAIAKeHD i myOAikariii.
ITpobAaeMaTuili pO3BUTKY YKPaiHCbKOI CKYABIITYPU

OCTaHHIX AECSTHAITD IPUCBsYEHA HU3KA ITyOAiKaLii
Ta HaYKOBUX PO3BiAOK BITUM3HIHMX MYUCTELITBO3HAB-
1iB. Cepep Hux MoKHa Ha3BaTu KHuru camoi I. Ckasi-
PEHKO, 1110 aHAAi3yI0Tb iHAMBIAYaAbHI aBTOPCBKI Bi-
3il CKYABNITYpU B IIMPOKOMY KOAi iHIIMX MUCTeLb-
kux npaktuk [11; 12], moHorpadio M. ITporac [8],
crarti A. Aucenxo [4], A. Tonuapenko [1], A. To-
naawk [2], B. OapexiBcbkoro [6; 7], a Takox pos-
BIAKM, B SIKMX NTPOOAEMAaTUKA CYYaCHOI CKYABIITYPU
PO3TASIAQETBCS CePeA 3araAbHO-XYAOXKHIX CIIpsMY-
BaHb, a came: kuuru A. Aoxkinoi [5], B. Cupopen-
ka [9], O. CoaoBitoBa [13], TeMaTM4HMIT KOHTEKCT
KoTpux Hapasi (2021 poky) AOIIOBHEHMIT HOBOIO CTY-
aiero I. CkasipeHKo.

MerTa cTaTTi, BUXOASAYM 32 MeXi pelleH3yBaH-
HsI IPOIIOHOBAHOI'O BMAAHHS, ITOASITA€ B aHaAi3i
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ITOCTAaBA€HMX Y HbOMY IIMTaHb B KOHTEKCTi IOCTY-
Iy Cy4aCHOTO MUCTeLTBa YKpaiHu.

Buxaap ocHoBHOTO MaTepiaay. Kuura «Hosa
yKpaiHCbKa CKYABIITypa» NPUCBIYEHA XYAOKHMU-
KaM, TBOPYiCTb AKMX BM3HA4Ya€ B OCTAHHI pOKU
aKTyaAbHe MTOA€ BiTYM3HAHOI CKYABNITYPU, BUCY-
Ba€ HOBi MAACTUYHI ipel, mepeTaymMadye ycTaAeHi
Tpaauuii, BiAKpuBa€ HOBI mepcrexkTuBu. Poborn
BiCbMOX CKYABITOPIB, 1J0 MiAAQHI OCMMCAEHHIO
B kHu3i, — Hasapa biauka, AMutpa I'pexa, [TeTpa
I'poHcbKoro, Eropa 3irypu, Oaexcist 3o0roTapboBa,
Iaai HoBropoaosa, Bitaais [TpoToceHi Ta Aaniiaa
HlymixiHa, — He AKllIe eKCIIOHYIOThCSI Ha BUCTAB-
Kax, a i1 AeAaAi aKTUBHilIe BXOAATD Y CYCIiIAbHUIL
MpPOCTip, IPOIIOHYIOYY HOBI, «iH1Ii» XyA0XHI hop-
MM, iHIy XYAOKHIO MOBY, CBOEDIAHY HOBY ecTe-
THKY, 6a30BaHy Ha BAACTMBOCTSIX 0OpaHuX MaTe-
piaAiB Ta HOBMX MAAQCTMYHMX NpuUiloMax. Y ixHix
TBOpaX, KOTPUMMMU LIMPOKO iAIOCTPOBAHO KHUTY,
BiAAB€EPKAAIOETHCS HOBe OaueHHs CBITY i AIOAMHY,
11j0 OB’s13y€e YKpaiHy 3 TAOOQABHUMM KYABTYPHM-
MU i MuUcTeLpbKuMHU pouecamMmu. Bubip nmepcona-
AVl AASL AQHOTO AOCAiAXKEHHS OYB 00YMOBAEHUI
NparHeHHAM Yepes3 OKpeMi aBTOPCbhKi XyAO0>KHi Bi-
3ii He AMIlle IpOaHaAi3yBaTU Ta pelpe3eHTyBaTu
«00AMYYSI» CYy4aCHOI YKpalHCBKOI CKYABIITYPH,
a Ml IYHKTMPHO OKPECAUTU KOAO il CIpsAMYBaHb,
A€ KOXXHUI 3 00paHUX AAS MIOPIBHSABHOTO PO3-
TASIAY XYAOXKHUKIB TaK Yl iHaKIIe BTiAIO€ Y CBOIlL
TBOPYOCTI Ty UM iHIIy iHTeHLil0, aBTOPCHKY 031~
niro. Ilonpu Te, 10 BCi Ha3BaHi XYAOXKHUKM IIpa-
1010Tb y K1eBi, € BUIYCKHMKaMU CKYABIITYPHOT O
¢dakyapTeTy HanjionaapHol akapeMii 06pasoTBop-
4Oro MUCTELITBA i apXiTeKTypH, AlanasoH iXHboI
TBOPYOCTi BUABUBCS AOCUTD MIMPOKUM: Bip IIpo-
AOBJKEHHS TPaAULil MOAEPHICTChKOI CKYABIITYPU
y A. I'pexa — yepes nocTTpasuiionasism obpasis
€. 3irypu, pisHi Bepcii HedirypaTuBHOi nmaacTu-
ku y O. 3oaoTaprosa, I1. I'porcekoro, B. TIporo-
CeHi — A0 CKAAAHOTIO TIOEAHAHHS KOHLENTYaAICT-
CbKUX ipeil i3 CyTO MAQCTMYHUM XYAOXKHIM MMC-
AeHHAM y H. Biauka ta A. HlymixiHa.

CAip HaroAocuTH, K CIpaBeAAMBO HMiAKpec-
AIO€ aBTOPKa KHUTY, IO «AOBI'i pOKM CKYABIITYpPa

2022, Bunyck BiciMHaOysmMuLL

B YKpaiHi, 0COOAMBO 32 PAASHCHKUX YacCiB, HaAe-
»KaAa AO UM He HallKOHCEePBATUBHIIIOTO BUAY MUC-
TenTBa. AocBip HoBaTopiB moyaTrky XX CTOAIT-
131 (O. Apxunenka, 1. KaBaaepipze, M. Enurreit-
Ha) Ta MOAEPHICTCHKOI CKYABNTYpU 1920-X poKiB
B LjiAOMY HaAaAi OyB BUKpeCAeHMI! 3 BiTYM3HS-
HOI KYABTYPU PaASHCBHKOIO iA€0AOTi€I0, 3aAUIINB-
1M y CYCHiAbHIN CBiAOMOCTi CBOI CTE€pPEOTUIIN.
Ta i1 y mepii AecATUAITTSA He3aA€XHOCT], O Cy-
TIPOBOAJKYBAAUCSA MOCTIMTHMMM €KOHOMIYHMMMU
Kpu3aMu M CKAAAHMMU IpoliecaMy AeipeoAori-
3alil MUCTeL[TBa, IIONIPY MTOSIBY HOBUX XYAOKHUKIB
CKYABIITYpa He BUXOAMAQ Ha IepPILINII TAQH, HAAO-
AYXYI04M BTpadeHe Ta «3a0yTe» i po3ropTaro4uch
B LIiAOMY y BUMipaX paHHbOTO MOA€pPHi3My. Anire
3 mo4atky 2000-x B 1iit LapuHi moyaau BiaOyBa-
TUCS CYTTEBI 3MiHM, @ HOBA CKYABIITYpa aKTUBHO
yBiiflIAa B KOHTEKCT CY4aCHOro Mucreyrsa» [10,
c. 10]. OpHaK CTepeoTUIIM TAYMadeHHs i caMoro
00pa3HOro CBiTY y CKyABNITYPI, i Alarmasony Ii TeMm,
i 3ac00iB BMPa3HOCTIi, a pa3oM 3 LIUM — CKYABII-
TYPHOTO MOHYMEHTY Ta B3araAi CKyAbINTYPHUX
00’€KTiB y TPOMAaACBKOMY HPOCTODI, 1[0 CKAAAU-
¢ 32 paASHCBHKMX 4aciB, — i 3apa3 MpOAOBXYIOTh
BIIAMBAaTU Ha CYCIIiAbHE CHPUIHATTS TBOPiB MUC-
TelTBA, Ha ySIBAEHHS Ta CMaKu raspavis. Ilpore
YMOBY CTQaHOBAEHHS MOAOAMX MUTLiB OyAu BxKe
iHmymu. I'. CKAsIpeHKO crpaBeAAMBO 3a3HAvae:
«PapsiHCbKa A00a AAST HUX — Yac Maibke Midoao-
riyHmit, 1o norpebye TAKOIo X aHaAi3y, peKOH-
CTPYKLii Ta AOCAIAXKEHHS, IK aHTUYHICTD M A00a
6apoko. Bia camoro mo4atky mepea HUMU OyAM
BIAKPUTiI MO>XXAMBOCTi AO 3aKOPAOHHUX IIOI3A0K,
I'PAHTiB, TBOPUYMX pe3UAEHLill, Mi’)KHAPOAHUX CUM-
nosiymis» [10, ¢. 10-11]. I xoua OyTH XyAOXKHUKOM
B Hallliil KpaiHii A0Ci Ay>Ke HeAerko, IMpoKi Ipo-
1lecy OHOBA€EHHS, 1[0 IIepeXXMBa€ KpaiHa, 3yMUHMU-
TU BXXe HeMOXXAMBO. HoBi popmu Ta HOBe TBOpye
MMCAEHHS aKTUBHO BXOASITb y BiTUM3HSIHE MMUC-
TeuTBO. Y 1IbOMY IAAHi 3aBAAHHAM KHUIU CTaAa
He AMlIlle IPe3eHTallid TBOPiB HOBOIO MOKOAIHHA
XYAOXKHUKIB, a 11 MOMMPEeHHS Yepe3 MOMYyAsIpr3a-
1if0, aHaAi3 Ta iHTeprpeTayio IXHiIX pobiT HOBIT-
HIX XYAO>KHIX IIPOMO3U1LIil1, Cy4aCHOTO 00pasHOro
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Hasap Biauk. Ilaw’asmuuii 3Hak Ha micmi 3azubeai Ilasra

Illepemema, wryynnit mapmyp, h — 200 cm, 2020, Kuis

6aueHHs1. TuM OiAblile, [0 CKYABIITYPa HAAEKUTD
CbOTOAHI AO TOTO BUAY MUCTELTBA, A€ HOBaLill-
Hi npolecu BiAOGMBAIOTHCS YU He HAMIOMITHIlIe,
3aAy4aroun A0 11 06pasHOro CBiTy MIMPOKUIL Ala-
Ma30H HOBMX TeM, MOTUBIB, MaTepiaAiB Ta 3aco-
6iB. Ba Oiablie, y CBOI1 TBOPYOCTi HOBE OKOAIH-
Hs1 YKpaiHCBKUX CKYABITOPiB aKTMBHO BAQETH-
Cs1 AO HaIpauIoBaHb i C10COOiB BUCAOBAIOBAH-
Hsl, IO TIOXOASITH 3 iHIUX Mepia — ¢dororpadii,
MaAIOHKY, BiA€0apTy, MUCTeLTBA 00’ €KTY, pi3HUX
KOHIIeNTYaAbHUX NMpaKTUK. Ko)XHuit 3 mpeacras-
A€HUX MUTIIB TaK 4 iHaK1Ie BXXe OpaB Ta MPOAO-
B)XY€E OpaTy yyacTb y pi3HOMaHITHMX Cy4acCHMUX Xy-
AOXKHIX aKL[isIX, AOCBIiA AKUX He MII He BiaOuTUCSA
B IXHiX TBOopax. MO>XHa CKa3aTy, 1j0 BiTUM3HAHA
CKYABIITYpPa, UM He BIIepIle MiCAS 3AeTY IIOYaTKy
XX CTOAITTS HaMOBHMAACS AKTYaAbBHOIO XYAOX-
HbOIO MPOOAEMATUKOIO, HE AUIIE PO3IUNPIOIOYN
y Takuit croci6 cBOi MOXXAMBOCTI, a 11 MiAAQI0YY
1l HOBOMY CIPUITHATTIO, HOBOMY IOLIiHYBaHHIO.
Apxe, sk nmucas cBoro yacy A. CraiHOepr, oA-
HUM i3 HaCKPi3HMX pyLIiiB MUCTeLTBA NPOTATOM
Bci€l 11oro icTopii 3aAMIIA€TbCA «IIPAaTHEHHA XYy-
AO>KHMKIB OCMUCAUTHU CBOIO AISIABHICTDb», «Ilepe-
BM3HAYUTY CBOI KOPAOHU», A€ TOIIYK 3POCTAE Ha-
BCibi4: «Y meBHMIT iCTOPUYHUI MOMEHT XYAOX-
HUKIB 1[iKaBUTb, HACKIABKM MUCTELTBO 3AaTHE
POBIIMPUTHUCS, SIKUI 00CAT He-MUCTELTBA BOHO
MO>Ke CO0i AO3BOAUTH J1 IPYU LIbOMY 3AUIIATUCS

ITOP ABPAMOBMY

LI R s T

Amumpo Ipek. «Insight», 6poHsa, Meraa, h — 300 cMm,

2018-2019, Verholy Relax Park, IToaraBcbka obaacts, YkpaiHa

MUCTELTBOM. B iHIlle yacu BOHM AOCAIAXYIOTD NIPO-
TUAEXHY MOXXAUBICTD, a6y 3'siCyBaTH, Bip 4Oro Mo-
KYTb BIAMOBUTNCS, He BIAMOBASIIOUMCD BiA CBOEI
cripaBu» [14, c. 116].

Po3rasiparouy KOAO 3aTaAbHUX CIIPSIMYBaHb TBOP-
YOCTi MOAOAVX YKPAiHCBKUX CKYABIITOPiB, MO>KHA
3a3HAYUTY, 1110 «IIePeOlliHKa TPAANLIIIHUX KOPAO-
HiB» BiAOYBa€eTbCs y HUX Yepe3 3BEPHEHHS AO pi3-
HUX HeirypaTuBHUX GOPM, BUKOPUCTAHHS HOBUX
MarepiaAiB Ta AOCAIAYKEHHSI 0COOAUBOCTEN «IIPU-
POAM CKYABIITYPU», A€ IEPEOCMMUCAEHHIO ITiAASTAE
ii TpapuLiiiHa CTPYKTYpa. AAe, 3aAUIIAIOYNCE B 1ii-
AOMY B Me>XaX eCTeTUYHUX KpUTepiiB, yepes 1ii 3a-
OO MUTL IIPUXOASTD AO HOBUX 00pasHMUX 3MiCTiB
Ta — 1[0 OCOOAMBO BaKAMBO ChOTOAHI — AO HO-
BMX QYHKLiN i MOXKAMBOCTEN BKAIOYEHHSI CKYADII-
TYPU B CYCIIABHMII IIPOCTIip.

3ynuHiMOCs Ha LIbOMY A€TaABHille.

B xuu3si «HoBa ykpaiHcbKa CKYABNITYypa» IpeA-
CTaBAEHMUIT TAMOOKMIT Ta 6araToacneKTHUI TBOP-
YUl MOPTPeT KOXKHOTIO 3 BiCbMOX XYAOXKHMKIB.
B aaHiil cTaTTi BU3HAUYMMO AMIIE TOAOBHE, 110 KO-
PEeCIIOHAYE 3 3araAbHUMMU TE€HAEHLisIMI B yKpaiH-
CbKOMY MMUCTELTBi. 30KpeMa, eBOAIOLIisl TBOPYOCTi
Amutpa I'pexa, sikuii cepep iHIIMX Tpe3eHTOBAHUX
KHUTOI0 MUTILIIB BUTASIAQE€ HaOIABII Opi€eHTOBa-
HMM Ha TPaAULil BUCOKOIO MOAEPHi3MY, po3rop-
TAETHCSI HABKOAO TOAOBHOI T€MU CKYABIITYpU —
AIOACBHKOI Girypu. ITposiioBum Kpisb 3aX0MAEHHS
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Iempo Iponcvkuii. «ABoe», cTasb, 6poHsa, h — 158 cm, 2014

TBOpuicTio AHpi Bypaeasi, AAbbepTo AkakoMmerT-
Ti, A>’xakomo MaH1yy, JKayme ITaeHca Ta 6aratbox
inmux maictpiB XX croairts, A. [pex A0XoAUTH
CBOEI MTAACTUKY i CBOr0 OAUEHHS TEMU, A€ TTOEA-
HYIOTbCs GiryparuBHIiCTbh Ta aG6CTPAKTHICTD, KOH-
KPeTHICTb Ta yMOBHICTb. BipHMit KAQCMYHUM NIPUH-
LIUIIaM «AIITAEHHS», BiH AOIIOBHIOE CBOT KOMITO31 -
Uil pisHuMK GoOpMaAbHUMM IIPUNOMAMU, 1O 3a-
rOCTPIO€ YAIOOA€HMIT HUM MOTUB BHYTPIILIHBOT'O
HaIpy>XeHHs, 3iTKHEHHs, IPOTUCTOsHHA. TBOp-
gicTb A. [pexa BiaOMBa€e MOKa30BYy TEHAEHIIIO Cy-
JaCHOTO YKPAaiHCbKOTO MUCTELITBA, B AKOMY AOB-
roTpMBaAe BiAOKpeMAEHHs uepe3 PaAsIHCBKY ipe-
OAOTiI0 IPU3BEAO AO TOTO, 1[0 HAADAHHS MOAEep-
Hi3My AOCi CHpUIIMAIOTbCA TYT He AMIIE K «KAa-
cuka XX CTOAITTS», a i1 SIK LIiIAKOM aKTYyaAbHIi,
KUMBI /1 HATIOBHEH] iAesiMU, 1110 TOTPeOyTh Mpo-
AOB>KEeHHS Ta aBTOPCbKOro ocMucA€eHHs. Ha npu-
KaaAi TBopiB A. [peka Lie BUABASIETbCS 3AiMICHEH-
HUM i TIepEeKOHAVIBYM.

IHmmit mipxip A0 TpaAuLiil, B AAHOMY pasi aH-
TUYHOCTi, AEMOHCTPY€E TBOpPUicTh €ropa 3irypu.
Vloro ocMuCAeHHSA KaHOHIYHUX AAS iCTOpii Muc-
TeyTBa 00pasiB BiAOYBaeTbCs TYT y MOCTMOAED-
HUI CIIOCi0, 3 BIABEPTUM Y IIOCTMOAEPHI3MI «1i1-
TYBaHHAM» i HOBITHIMM T€XHOAOTiYHMMU NPUIO-
MaMU, iHTepecoM A0 apXeoAOorii, 3aAMIIKiB, Bia-
OUTKIB «Kpacu» i «TpaBMM», IJ0 Y CTBOPEHMUX MUT-
LIeM «aHTMYHMX Kypocax» 3aKapboBaHi oTBopamy,

€zo0p 3ieypa. «Eonanns» (y cnisasmopcmsi 3 M. 3izyporo),
HepXaBiloya CTaAb, Metaa, h — 450 cm, 2019, Kuip

MOAPANMHAMY, NTpopidaMu... Baaraai 3BepHeHHs
AO QHTMYHOT0 HapbaHHs Mae B YKpaiHi, cepep iHiro-
ro, 0COOAMBUI 3MICT, aKTyaAi3yl0uy BaroMuit map
TpaAMLii, 1[0 XXMAM Ha i TepuTopisx. MoBa iipe
Npo AABHbOTpelbKi MicTa Ta noceaeHHs: V-VII cro-
AiTb AO H. e. y ITiBHiuHOMY IIpryopHOMOp], A€ OY-
AYBAAMCSI XpaMU Ta CTBOPIOBAAMCSA CKYABNTYpU. EA-
AiHICTMYHA TpaAMLliA yBillllIAa AO HalliOHAABHOTO
npocTopy YkpaiHu, a aHTU4YHi TBOpU 306€piraroThb-
csay mysesax Opecu Ta Kpumy. TBopu €. 3irypu ak-
TyaAi3yIOTb 1leif AOCBiA, HAlOAOIIYIOTD Ha baraTo-
1IapOBOCTi YKpalHChKOI CaAIMHY, Ha ii 3B’43Ky
3 BEAVKVM aHTMYHMM CBiTOM. MO>XHa 3raparu,
1[0 1110 )X TEMY, aAe yepe3 nepdpopmaHcy Ta axuii,
3adikcoBaHi Ha GOTO, pO3pPOOASIE Y CBOIN TBOPYO-
CTi XyAOKHUK BoaoprMMp BaxToB, KOTpuit MelKae
y caaBeTHiit OabBii 6iast Mukoaaesa. fIK i B pobo-
Tax 3irypu, y ioro akuisx, 1o Hibu peKoHCTpYyIo-
I0Th CKYABIITYPHI 06pasu AaBHboi I'pelyii, Kaacuy-
HUI «IepOIYHIIT KAHOH» HabyBae HOBOTO 3By4aH-
HsI, HECIIOAIBAHO HAIIOBHIOIOYMCH LIIAKOM Cy4YacCHM-
MM 3MiCTOBMMM AAIO3isIMM — IIPO €AHICTB i cipo-
TUB, CUAY T4 MY>KHICTb...

Pe3oHaHCHE KOAO IIPOOAEM BUPpIlIYeE y CBOIl
TBOpyocTi Biraaiit Ilporocens. Y itoro Bumryka-
HO AQKOHIYHMX CKYABIITYPHMX KOMIIO3MULIisIX IIPO-
AOBXYETbCSI OAHA 3 TOAOBHMX TPAaAMLiN CKYABII-
Typu XX CTOAITTA — MOLIYK YMCTOI CAMOAOCTAT-
HbOI GpopMUy, 1[0 CIIMPAETHCS, 30KpeMa, Ha CXIAHY
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Onsexciit 3or0mapbos. «Byxo», xopren, h — 800 cm, 2020,
PARK3020, AbBiBCbKa 00AaCTb, YKpaiHa

dirocodiio 3 ii MEAUTATUBHICTIO, TOHKUM CIIiBBiA-
HOIIEHHSIM GopM, CTpUMaHiit yyTTeBoCTi. Hemime-
TUYHI POOOTU XYAOXKHMKA HECYTb Y CODi 11 CBOE-
PIAHUI IPUXOBAHUIT «@HTPOIOMOPHHUIT» BUMID,
[0 AOAQ€ IM 6araTo3HauYHOro OOPa3HOro 3MICTY.
AAs1 yKpalHCBPKOTO MUCTELTBA Ljell LIASIX € AOCUTD
MOKa30BMM, aA’Ke BiH NTOEAHY€E BAACTUBY Hallio-
HaABHI CBIAOMOCTI €CTeTUYHICTb Ta IparHeHHs
¢$bopmMaAbHOI AOBEPIIEHOCT], 1IJ0 AOBIO BBaXKaAacs
«besipenHum popmaaismom», a 3a ii mepeocmuc-
A€HHSI /1 BIAHOBAEHHSI — BipA3epKaaloe noTpeby
Y BiAbHOMY BOAOAiHHI 3aKOHaMI MAACTUKMU.

«Bip dirypaTuBHoro Ao HedirypaTuBHOI0» Ipo-
KpecAweThbes masx [erpa Iporcskoro. Voro TBo-
pu 3 6€TOHY BaXKKO, BTiM, Ha3BaTy abCTPaKTHUMMU:
B HIX aBTOP HECIIOAIBaHO iHTepIIpeTye UM He Hall-
OIABII «KMBOMMUCHY» TEMY — Ie3aX, 3MiHU AHS
Ta HOYi y BeAMKOMY MicTi. Yepes noepHaHHs MaTe-
piaaiB, pakTyp Ta KoAbOPiB (cipuit 6eToH, GparmeH-
T TOAIPOBaHOI OPOH3M) XYAOXKHUK CUHTE3YE CYTO
CKYABIITYPHIi Ta aCOL[iaTMBHO-K/BOIMCHI CTpyMe-
Hi. [IparHeHHs AO HE3BMYHMX CIIiIBCTAaBAEHbD i TOEA-
HaHb CTA€ OAHIEIO 3 XapaKTEPHUX PUC JI0TO TBOPYO-
IO MUCAEHHS: AASI CBOIX MPOEKTIB [POHCHKMIT aK-
TUBHO BUKOPUCTOBY€E HOBi TeXHOAOTII, 30KpeMa Bip-
TYaAbHMIT BUMIp, TOEAHYIOUM Y CBOIX CKYABIITYpax
ipaei miHiMaaismy Ta ¢irypauii, 06’emHoCTi Ta 1AO-
muHHOCTI. Vloro po6oram npuTaMaHHa CTPUMAHICTh
BJMCAOBAIOBAHHS Ta IIMPOKA aCOL[iaTUBHICTb 3MiCTY.

ITOP ABPAMOBMY

Inast Hoszopodos. «3», metaa, AepeBo, h — 175 cm, 2020,
«ITpoctip mpukopAoHHs», Morputst, Cymcbka 06AacTs, YkpaiHa

OAUH 3 HalIBiAOMIIINX CbOTOAHI B YKpaiHi CKYABII-
TopiB, Haszap Biauk, moepHye y cBoiit TBOpuOCTi
MimeTuyHi, abcTpakTHi GOpMM Ta KOHLENTyaAbHi
MPaKTUKY, aA€ 3aAUIIAETHCS BIPHUM CKYABNITYPi
SIK 0c00AMBOMY BUAY MucTelTBa. lllonpaBaa, itoro
CKYABIITYPa TO 30AVDKYETHCS 3 KOHLIENTYaAbHUMMU
06’eKTaMM, TO CTa€ MOAIOHOIO A0 KOHCTPYKLIil,
TO ITOBEPTAETHCS AO AIOACBKOI Girypy, sika i TyT mo-
CTa€ y HECIIOAIBAHOMY TPOCTOPOBO-IIAACTUIHOMY
pakypci. Ak mipkpecatoe I. CKASIpEHKO, XyAOXKHM-
Ka LiKaBUTb «He AMIIIe IIPOCTip HABKOAO, a 11 IIPO-
crip “BcepeAMHi AIOAMHU, BCEPeAUHi i TiAa, B3a-
€MOAisI, B3aEMOBIIAMB Ta B3a€EMOIIPOHUKHEHHSI 30-
BHILIHBOTO i BHYTPIiIIHBOIO Ta XMCTKi KOPAOHM MiXK
HuMu» [10, c. 25]. Tak BUHMKAE 110T0 iAesT «KKOHTP-
dbopmMu», Ae, 3 0AHOTO DOKY, MOXKHA T1006QYUTH aCO-
uianii 3 NeBHUMM CAipAaMM apXeOAOTIYHMX 3HaXi-
AOK, 3 IHIIOTO — AOCAIAMKEHHS OiABII CKAAAHUX
MIAQCTUYHMX BUMIpiB, A€ OKpPiM 3BUYHUX 00’eMy,
MaciTady, BUCOTH, MUPUHY, TAMOMHY AOAQETHCS
71 «BHYTPIillIHiJI BUMIp», IO TAYMAaUUTbCS XYAOXK-
HUKOM i Ha pOpMaAbHOMY, | Ha 3MiCTOBOMY PiBHSIX.
S0 10ro 00’eKTU B AOBKiAAL y CBiit crocib me-
PEOCMMUCAIOIOTH HABKOAMIIIHII Iel3aX, aKLeHTYIo-
41 B HbOMY HOBI 3MicCTH, TO QirypatuBHi KOMIIO31-
11ii AOAQIOTH HOBUX aKLIEHTIB AO CAaMOI TEMM AIOA-
cpkoi ¢irypu. Y TBopax H. Bianka MoXxHa npocTe-
KUTHU pi3HE TAYMa4yeHHs MTOHSTTS «AKACBKOI (iry-
pu» — sk nocrarti (the body) ta sk Tiaa (a body),
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Bimauaiii Ilp eHs. «Ip is1», TCKOBYK, Pi3bOAEHHS,

100 x 140 cm, 2015, Abramovych Sculpture Park, KuiBcbka obaacts

10 BMMArae iHINX MPOCTOPOBO-MAACTUYHUX Pi-
IIEeHb Ta 3MiCTOBMX KOHOTALIi.

CBoI0 BepCilo mepeTAyMauyeHHs TPaAULiiTHOT
TEMU CKYABIITYPU — AIOACBKOI pirypm — peMoH-
cTpyoTb TBopu Iaai HoBropoposa. TyT aropcbka
[IOCTaTh IIEPEXOAUTD Y CBOEPIAHMIT MeTadi3anaHMit
KOHLIENT, MeTadopy, IPEAMET, IO aCOL[iaTUBHO Ha-
rapye npororur. Y cBoix po6orax HoBropopos,
3 OAHOTO OOKY, aHaAi3ye MOXXAMBOCTI XYAOXXHbOI
¢dbopmu, 3 iHIIOTO — AOXOAUTH HOBOTO TAYMay€eH-
Hs1 00pa3sy AIAMHU. SKIO B TPAAMLIIVHIN CKYABII-
Typi MeTaAeBUIl KapKac, KU BUKOHY€E FOAOBHY
dyHKILi0 «HOCis TOOYAOBU», AaAil B mpoleci po-
60T «obpocrae» 06’eMoM, Marepiarom, dpakTy-
POI0, XOBAIOYVICh 32 HUMU, TO TYT BiH 3aAMIIAETD-
ca Biakputum. CkyabnTypHi TBOpu HoBropoposa,
10 YMOBHO 300paXXyIOTh XXiHOYi uM 40A0Bi4i ¢i-
I'ypH, CXO0Xi Ha KOHCTPYKLii 3 METaA€BOIO NPYyTTs
a60 MaAHKY y IpocTopi. Tum 6iAblie, 1110 B ixHE
oOpasHe MoAe aKTMBHO BXOAUTb OCBIiTAEHHS, pa-
KYPC CIIPUMHATTS, HABKOAMIIHIN TpocTip. CKyAB-
NTYpHUIT 00pa3 «peMarepiaaizyeTbcsi», BiH 3AaT-
HUI PO3YMHATUCS Y AOBKIAAL UM HaBIaku — 36u-
paTtu npocTip HaBKoAO cebe. OAHaK AaKOHIYHI, rO-
CTpi, HampyXeHi «cuAayetn» HoBropoposa HabyBa-
I0Th 32 HAaIlMX YaciB HOBOTO 3MiCTOBOTO 3BY4aHHs,
HaraAyo4y KapKacyu 3pyiiHOBaHoOi criopyau, ¢iry-
py, maM ITHMKA — TOTO XKUTTS, SIKUM BOHO OyAO
AO BiltHU, AO KaTacTpodu.

Teopuicte Oaexcist 30A0TapboBa IPOAOBXKYE

2022, Bunyck BiciMHaOysmMuLL

TpaAMLii HEMiMETUYHOI CKYABIITYpH, GOPMM SIKOT
BiH HAIIOBHIOE COLliaABHUM 3MicTOM. BiAbiIicTh
i1oro po6OiT BCTaHOBA€HI y mybAiYHOMY IpocTO-
pi — y micekiit 3a0yA0Bi. XYAOXKHUKY HAA€XUTh
OpUTiHAaABHMII IPOEKT «MAHAPYIOUOI CKYABIITYPU».
Ti ipes BuHMKAa y 2014 poli sk peakiiis Ha BiiichKo-
Bi ail Ha Cxoai YKpaiHu. 3anpornoHoBaHa CKYABII-
TOPOM yMOBHa GopMa 3 >KOBTO-BOXPUCTOI KyAi
Ta IIPOHM3YIOUMX Il YOPHUX LIBEAepiB, AKi 3a3B1Yal
BUKOPUCTOBYIOTbCSI AASI IPOTUTAHKOBMX 3arOpPO-
AXKEHB, CUMBOAi3y€ KOHAIKT, HAIIPYTy Ta IPOTHU-
crosiHHsA. KoMmosniist 6yaa Ha IeBHMIT yac BCTa-
HOBAeHa B LeHTpi KueBa, Ha Tomy Micli, Ae AOBTi
AECATUAITTS 3AiIMaBcs mam siTHUK B. 1. AeHiny,
CKMHYTUI MiTMHTyBaAbHuKamu y 2014 poui, Bu-
KAMKABIIM HIMPOKi Ta XBaBi AMCKYCil, I1J0 TOpKa-
AVCSL IK MOBU CKYABIITYPM, TaK i KOHTeKCTY ii ic-
HyBaHHA. [ToTiM KoMIo3u1Lis nepeixaaa Ao iHIIO-
ro MicTa YKpaiHM, CKOAMXHYBILIM i TaM CYCIHiAb-
HY AYMKY. «IIpOEKT MO>XHa PO3TASIAQTU SIK OAHY
3 ¢popM “coriaAbHOI CKYABIITYPU’, CBOTO YaCy IPO-
roaourenoi Voszedom Boitcom y posimiperomy po-
3YMiHHI MMCTEL|TBA, A€ OKpeMMiT TBip “BUXOAUTH
3a CBOI MeXi’, KOHCOAIAYI0YM HaBKOAO cebe coui-
AABHO-KPUTMYHI 3MiCTU, 3aAyYa€ TAsIAQYA AO aK-
TUBHOTO CIIPUITHSTTS Ta Oe3MocepeAHix peakui,
OiAbiIe TOro — cTae 3acob0M “IpsiMOI AeMOKpa-
Tii’, TIPOBOKY0YM LIMPOKi CyCMiAbHI 06rOBOpEeHHS
Ta rpoMaACchki Auckycii. Tak dopmyeTbcst HOBUI
BMA “CKYABIITYPU Y CEPEAOBUILIL”": TaKOI, 10 pyii-
HY€ HETTOXUTHICTh KOAMIIHIX iA€OAOTiYHMX MOHY-
MEHTIB, III0 3AaTHA pearyBaTy Ha BUKAVKMU Ta I1O-
All, cycniapHi HacTpoi Ta mpoTupivusi» [10, c. 165].
Mo>kHa cKasaTy, [0 TYT CKAAAAETbCSI HOBUIL BUA
XYAOKHBOTO TBOPY, 1110 IIEPEKOAOBYE ycTaA€eHi pop-
MU «IIaM SITHMKa» Ta «<MOHYMEHTa», Hece y cobi Au-
HaMiKy, PyX, 3AaTHICTb AO 3MiH.

CBOI0 BepcCilo XyAOKHbOTO CUHTE3Y, B AQHO-
My pasi apXiTeKTypu Ta CKYABITYPH, PO3p0O0AsiE
y cBoix po6orax Aaniia IlymixiH. XyAOXKHUK AO-
cAipAKye beHOMEH «PaAsSHCBKOTO MOAEDPHIZMY»,
sAkum 3 noyarky 2000-x npuBepHYB LIMPOKY yBa-
I'y sK Ha 3axoai, Tak i B Hamiin kpaiHi. [Tapaaox-
CaAbHICTb IOEAHAHHS PAASTHCHKOTO iA€0AOTiYHOTO
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MIPOEKTY 3 MOBOIO CBiTOBOI MOAEPHICTCHKOI ap-
XiTEeKTypHU, KyAU AOAABCSI AOCBiA BiTYM3HAHOIO
KOHCTPYKTUBi3aMy 1920-X pokiB, HaOyaa Bupas-
HOTO OKPECAEHH: Yy Mi3HbOPAaASIHCbKOMY MHUCTe-
UTBi 1960-x — noyarky 1980-x pokiB nepiu 3a Bce
y apxitexTypi. O0’€KTU-KOHCTPYKLUii-CKYABIITYpHU
A. llymixiHa aHaAi3y:0Th GpeHOMEH Mi3HbOPaAASH-
CbKOI apXiTeKTyPM Ta MOHYMEHTAAbHOI IIpOIaraH-
AY, 11O Pa30M CKAQAM OiAbIIY YacTUHY 3a0YAO-
BM PaASHCBKUX MICT. AOCAipAXKyIouM Ti, XyAOKHUK
y CBOIX IPO€EKTAX PO3MipKOBY€ PO MailOyTHE BiT-
YM3HSAHUX MICT, TIPO CIIOCI0 KUTTS, PO «ECTETUKYY,
Ha TAIl 5IKOI pO3ropTalOTbhCs BXKe 30BCIM iHII XKXUT-
TeBi mponecu. TBopuicTe A. lllymixiHa, y KOHTeKCT
SIKOI BXOASITh TAaKOK €KCIIEPMMEHTH II0AO CKYADII-
TYpMU 3 HECTIOAIBaHUX MaTepiaAiB — KapToHY, da-
HEpM — Ta CYTO KOHIIENTYaAbHI NpakTUKM (aKuil
Y AOBKiAAl Ta AOKYMEHTALIisl), PO3IIMPIOIOTH TOAE
Cy4aCHOTO MMUCTELTBA, CUHTE3YI04M Pi3HOMaHIT-
TS J1I0TO CTPYMEHIB.

V cBoii1 BiaoMmin ctarTi « CKyABIITYpa y pO3IIu-
PEHOMY MOAi», IO CTaAd 3aCAAHMYOIO AAS Cyyac-
HOIO MMUCTEeLTBO3HAaBCTBA, Pozaainpa Kpaycc npo-
AO «HeCKiH4eHHOI MiHAMBOCTi» Ta BOAHOYAC — IO-
CTiliHe yCBIAOMAEHHS CBO€i 0co0OAMBOCTI. 3a OYAD-
SIKMX HOBAaljill, 3a3HaulMAa MMUCTELITBO3HaBMLS,
«...MU TIPEKpPacHO 3HAEMO, 1[0 TaKe CKYABIITYpa.
IIpuMipoM, MU 3Ha€EMO, 1J0 CKYABIITYpa — Lje IIPO-
AYKT iCTOPMYHOIO PO3BUTKY, a He YHiBepcaAbHa
KaTeropis. I mo ckyAbnTypa, §K lie IpUuTaMaHHe
O6yAb-sIKill KYABTYDHIIl YMOBHOCTI, BOAOAI€ CBO-
€10 0COOAMBOIO BHYTPILIHBOIO AOTiKOI0, MIACYMKO-
BUM IIepeAiKOM HEIIOXUTHUX MPaBUA... <...>. OA-
HaK XOAHINM KYABTYPHIill YMOBHOCTI He AQHO 3aAU-
maTucs HeaMiHHOW0O» [3, ¢. 277]. CyyacHa yKpaiH-
CbKa CKYABIITYpa — TOMY CBiAU€HHS.

Bucnosku. Kunra laannu Ckaspenko «Hosa ykpa-
THCbKa CKyABNITYpa» — 3Hayyllja Bixa y AOCAiA’KeHHI
Ta [pe3eHTaljil Cy4acHOro yKpaiHChbKOIo MUCTELTBa.
BoHa He Aule aHaAi3ye 0COOAMBOCTI TBOPYOCTI Hail-
6iAbLI [TOKA30BMX, SIK HA HAII TIOTASIA, YKPAIHCBKMX
CKYABIITOPiB HOBITHbOTO ITIOKOAIHHS, a 11 Yepes OKpe-
Mi TBOpUI IOCTaTi IPOKPECAIOE BaXKAMBI ITOKa30Bi

ITOP ABPAMOBKY

Aaniia llymixin. «@irypu, mo cuasarb»,
6poHsa, craab, h — 176 c¢m, 2012-2015

TEHAEHILil y PO3BUTKY CyYaCHOT'O BiTYM3HSIHOTO MUC-
TEeLTBA B LiAOMY. 3HaU€HHSI KHUTY BUXOAUTD 32 MeXi
AOCAIAYKEHHS OKPEMOTO BUAY MUCTELITBA, KOPECTIOH-
AYIOUM 3 IIMPOKMM KOHTEKCTOM XYAOXXHBOTO IMpPO-
recy. OcoOAMBICTD BUAQHHSI — IOEAHAHHS B HbO-
My IPYHTOBHOI TEKCTOBOI aHAAITMYHO-MUCTELTBO3-
HaBYOl YaCTMHMU Ta BEAMKOI KiABKOCTI iAloCTpalii,
110 AAIOTh MOXXAMBICTb MaKCMMAAbHO BisyaAisyBa-
TU POOOTU XYAOKHMKIB. B yMOBax ocTaHHIX pokiB,
1110 yepes MaHAeMilo, a Temnep i BillHy, AKy Iepexu-
Bae€ YKpaiHa MicAsl pOCilICbKOTO BiliICbKOBOTO BTOD-
THEHHS, CYTTEBO 0OMEXMAU MOKAMBOCTI BUCTaBKO-
BOI AISIABHOCTI B YKpaiHi, TaKUI1 TUIT BUAQHHS CTa€
3aco00M IIMPOKOI Ipe3eHTalil MucTelTBa. IIpoTe,
SIK CTIPAaBEAAMBO 3a3HAaYa€ aBTOPKA, KHUTA He MACY-
MOBYE, 2 HABIIAKM — 3aIIOYaTKOBYE BEAUKY TEMY IIpe-
3eHTallil, aHaAi3y Ta AOCAIAYKEHH Cy4acHOI yKpaiH-
CBKOI CKYABIITYPM Ta YKPAIHCbKOTO MVUCTEL[TBA B Lii-
AOMY, A€ HalliOHaAbHA CBOEPIAHICTD, TOPOAIKEHA 0CO-
OAMBOCTSIMM iCTOPI, KYABTYPU i TPAAULIiiL, BXOAUTD
Y LIMPOKMUIL IPOCTIP CBiTOBOT'O XYAO’KHBOTO AOCBIAY.
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Igor Abramovych. “New Ukrainian sculpture” and the direction of contemporary Ukrainian art

Abstract. Galina Sklyarenko’s monograph “New Ukrainian Sculpture” (Kyiv: Abramovych.Art; ArtHuss, 2021. 304 p.: il.), character-
ized in the article, presents the modern consumer of artistic forms of plastic with a conceptual justification, the effectiveness of the con-
ceptual ideas laid down in the basis of the publication, their relevance for current visual practice and scientific importance for elucidat-
ing ways of further movement of forms of Modern Ukrainian Sculpture. The article examines the nature and degree of applicability of the
concept of “full-value” in relation to the art analysis of modern sculpture, and also highlights two lines of visualization of concepts in the
works of artists represented in the book by H. Sklyarenko: Narrative and Provocative. It is shown that the creative style of N. Bilyk, Dm.
Grek, P. Gronsky, V. Protosenya, D. Shumikhin can be attributed to the first line; to the second line — the creative manner of Ye. Zigura,
O. Zolotaryov and I. Novgorodov.

It is claimed that the effectiveness of the conceptual idea, which is the basis of the publication, its relevance and scientific importance
for clarifying the ways of the further movement of the forms of Modern Ukrainian Sculpture, correlates with the conceptual ideas of indi-
vidual authors whose work is represented by this publication. The merits of the publication, its necessity, the urgency to advance into the
public consciousness the phenomena related to the understanding of the narratives of the modern era and their visualization in the volu-
minous material of the sculpture, cannot be doubted, and the interest in the book that has manifested itself since its release, even in diffi-
cult conditions wartime, testifies to its great cultural and scientific importance.

Keywords: New Ukrainian Sculpture, Nazar Bilyk, Dmytro Grek, Petro Gronsky, Yehor Zigura, Oleksiy Zolotaryov, Ilya Novgorodov,
Vitaly Protosenya, Daniil Shumikhin.
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Amoranis. Y CTaTTi BUCBITAIOETBCSI OCMUCAEHHST HAL[IOHAABHMX 00pas3iB Ta CUMBOAIB y BidyaAbHiit MOBI Kinemarorpada Ykpaiu, sike

€ OpraHivHOIO YaCTHHOIO 3araAbHOEBPOIIENCHKOTO Ta CBITOBOTO KOHTEKCTY KiHO, B HAYKOBMX AOCAIAAX 3apyOKHIX aBTOPIB (B aHTAOMOBHO-
My AMCKYpCi). 30KpeMa, B IyOAiKaLii AOBEAEHO, {0 OCMICAEHHS 3asIBAEHOI TpobAeMU BiAOYBaEThCs Yepe3 AOCAIAXKEHHS CMBOAIYHOI 00-
PasHOCTI YKpaiHChKOro KiHO (ITOLIYK CUMBOAIMHMX «BY3AiB» Ta pOPM perpeseHTallii), icTOPMKO-TIOPIBHAABHMIIT AUCKYPC T KOMITAEKCHUIT
HanpsIMOK. BkasaHo, 1m0 B po6otax. B. Bepecra, Axx. ®bocTa, AX. [ypra Ta iHIIMX BUeHNX CUMBOAi3M BisyaAbHOI MOBI yKpalHCbKOro KiHeMa-
Torpada penpeserroBanmit AiniitHo. ¥ npausix O. ITpeccity, A. Hapymmre, Px. Canpaaa, C. Apoica, C. Bpayep Ta iH. HalioHaAbHi 06pasu
Ta CUMBOAM B KiHeMaTorpadiuHiit MOBi PO3IASIAQIOTHCS K 06'€KTY KOMIIAPATYBHMX MPAKTHUK IOPIBHAHHS Ta CIIBCTABACHHS 3 [TAPAACABHI-
MM HaLiOHAABHMMU IIPOCTOPAMM €BPOIIEIICHKOTIO KiHO (ITOABCHKOTO, KpaiH Baarii, iHmmx). Y poborax K. ITopryrec, K. ®apmepa, M. ae Baa-
Ka, K. HeAAi, 30pieHTOBaHMX Ha IOIIYK YHIBEPCAABHMX CXeM aHAAI3y €BPOIENCHKOrO Ta CBITOBOrO KiHO, BiTunsHsAHOMY KiHemaTorpady Bia-

BOAUTBCSI BTOPMHHA POAb. B iXHiX AocAiaax HaljioHaAbHi 06pa3y Ta CMBOAM Y Bi3yaAbHill MOBi yKpaiHChKOTo KiHeMaTorpaga BUKOHYIOTb

iHCprMeHTaAth POADB, IO AO3BOASIE BUSHA4YATU GiAbI].l TUMOAOTYHI Ta CUCTEMHI Tpouecun y posBUTKY SBPOHGﬁChKOFO KiHO.

Katouosi croBa: yKpaiHChKuit KinemaTorpad, BisyaabHa MOBa KiHO, HaljioHaAbHi 06pasy Ta cUMBOAM KiHemaTorpada.

ITocraHoBKa nmpo6aemu. Po3BUTOK CyyacHO-
ro kKiHemarorpada YKpaiHu HEMOKAMBO YSIBUTU
1o3a MeXXaMM IpobAeMaTUKy HallioHaAbHOI 00-
Pa3HOCTi Ta CMMBOAi3My. 3a3HayeHi CKAAAOBI
€ 4y He Hal0iAbLI BATOMUMM IHCTPYMEHTaMMU KYAb-
TYPHO-iCTOPMYHOTIO aHAAi3y BITUM3HAHOI MUHYB-
myHu. Ha Hairy AyMKy, Hapasi Liell mpolec TpUMBa€e
HapaAeAbHO Y ABOX HampsMax: 1) sIK AeKOHCTPYK-
s icHyrouMx icTopMyHMX 06pasiB Ta Bi3yaAbHUX
HapaTuBiB (0cob6aMBO y KiHemarorpadi Ta B Ljiaomy
B Me>KaX ayAioBiy3aAbHOI'O MMUCTELTBA), [0 BCE 1Iie
AVIIAIOTHCS AKTMBHUMMU 3 IIOCTPAASHCHKOTO Yacy;
2) K GOpMYBaHHS HOBOTO ITOTASIAY Ha MOAEAi Ha-
L[iOHAABHOI 0OPa3HOCTI Ta KOHKPETHI CUMBOAIUHI
«BY3AW», [0 CKAAAQIOTb OCHOBY TaKoi 00pasHOCTi.

Mera cTarTi. Y Me>Xax BCTAHOBAEHOI TpobAeMM
BaroMe 3Ha4eHHs Mae 3apybixHa icropiorpadis npo6-
AeMU, B paMKax sIKOI aHaAi3 BidyaAbHOI MOBM yKpa-
THCbKOTO KiHeMaTorpady pernpeseHTye YMaA0 ped-
AEKTMBHUX XapaKTepuCTuK. Aast 6ararbox 3apy0ix-
HUX AOCAIAHMKIB, 3Ha4YHa KiAbKICTh SIKUX € €THIYHM-
MM YKpaiHLSIMM Ta IIPEeACTaBHMKAaMM Hal[iOHAABHOL
Alacriopy, 06pas yKpalHCbKOI MUHYBIIVHA Ma€ po-
MaHTM30BaHi Ta CEHTUMeHTaAbHI popmu. 3 iHiIO-
ro 60Ky, BaroMiCTb CTOPOHHBOTO TIOTASIAY Ha IIPO-
OAeMy CIIOHYKa€ AO IEPEOCMUCAEHHS CTEPEOTUII-
HIX IO3MLiM B OLJiHLi PO3BUTKY YKPaiHChKOIO KiHO,
1[0 iHOAI TPUCYTHI B poOOTaX BITYM3HIHMX BYEHNX.

Bukaap ocHoBHOro martepiaay. ITpoaHaaizo-
BaHi HaMM PO3BIAKM AO3BOASAIOTb BUAIAUTU TPU
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HaIpsIMKY, B MeXXaX SIKMX Hapasi TPUBA€ AOCAi-
AKEHHsI HalliloHaAbBHMX 00pa3iB Ta CUMBOAIKM Y Bi-
3YaABbHIi MOBi yKpaiHChbKOro KiHemarorpada.

CumsoriuHa 06pa3Hicmb YKpaiHCbK020 KiHO:
HOWYK CUMBOAIYHUX «BY31iB» Ma hopm penpe-
3enmauii. [TepBicTKM AOCAIA)KEHHS KiHeMaTorpa-
¢da YkpaiHu 3a KOPAOHOM IOB’sI3aHi IepeAyciMm
i3 AlsIABHICTIO YKpaiHCBKUX QYHAAQLI Ta OCepeA-
KiB, s1Ki ynmpoaoBx 1950-1960-x pokiB BUCTymaAu
AKTUBHUMMU IIPOMOYTEPAMM BiTUM3HSIHOI KYABTY-
pu. He € BUKAIOUEHHSM i TpobAaeMaTUKa IPOTIO-
HOBaHOI PO3BiAKH, sIKa B OKPEMUX acIleKTaxX CTa-
Aa HabyBaTU AOCAIAHMIBKOI TOCTPOTH SIK 4aCTU-
Ha 6iAbII TAOGAABHOI Ta CUHTETUYHOT PeHOMEHO-
AOTii yKpalHCHKOTO KiHO. AOCAIAHUKM, PYyXal04MCh
BiA AiHiTHOro aHaAi3y XpoHoAOrii KiHOCTPi4oOK
Ta IOCAIAOBHOT'O OXOIAEHHSI TBOPYMX 3A00YT-
KiB yKpaiHCbKMX KiHOCTYAii1, AOCUTD 4aCTO MaAU
noTpeby B OCMMCAEHHI iCTOPUYHOTO CUMBOAI3-
My KiHemaTtorpadidHoi MOBU Ta, B OiABLI LIMPO-
KOMY CeHCi, CeMiOTMYHOT O MPOCTOPY YKPaIHChKOL
iAEHTUYHOCTI.

B sIKOCTi OAHOTO 3 HalXapaKTepHIlIMX IMPUKAA-
AlB, Ha Halll TOTASIA, BAPTO HAa3BaTy MOHOTrpadiro
b. BepecTa «IcTopis yKkpaiHCbKOro KiHa, siKa I0-
6aunaa cait y 1962 poui y Hoio-Vopky sik mpoexT
HaykoBoro ToBapuctsa imeHi llleByenka [2]. Ao-
CAIA’KEHHS CTaAO MEPILOI0 CEPIIO3HOI0 3aKOPAOH-
HOI0 pO0OOTOI0, I1]0 MaAa Ha MeTi MIACYMYBaTH pO3-
BUTOK YKpaiHChKOTo KiHeMaTorpada sik camocTii-
HOro peHOMeHa, 1110 MOXKe iCHYBaTH B PAASHCBKUX
Ta HepaASHChKUX (3apyOixHMx) popmax. B. Bepect
BMKOPUCTOBYE IIPOOAEMATUKY iICTOPUYHOTO CUM-
BOAiI3MYy, mepeAyciM y TeMaTM4YHOMY pernepryapi
KiHO 1920-1960-Xx pOKiB K CBOTO POAY CIIOAYY-
Hy AQHKY MiX ABOMa ITapapUrMaMy yKpaiHCbKO-
ro Kino. Bapro 3asnHaunuty, mo B. PeBynjbkuii B pe-
LeHsii Ha MoHOrpadi, 0ony0AIKOBaHY aHTAIICHKOIO
MOBOIO Y aBTOPUTETHOMY BUAaHHI «Slavic Review»
1963 poky, mipAae CyMHiBYy TaKy TOYKY 30Dy, 00-
I'PYHTOBYIOYM HEIIPAaBOMipHiCTb MOPiBHAHHA BAAC-
He YKpalHChKOTo («MaTepUKOBOro») KiHO 3 J10ro
3apy0iXKHOI0 YaCTUHOIO, IEPEAYCIM Yepe3 AOCUTD
HU3bKUI piBeHb ocTaHHbOrO [20].

2022, Bunyck BiciMHaOysmMuLL

BoapHo4Yac BapTO 3a3HAYUTH, LIO CaMa AOCAIA-
Huipbka cxema b. BepecTa, uepes siky aBTOp 3ampo-
MTOHYBaB CUHTETUYHY 1 y3araAbHeHy KapTUHY KiHO
B YKpaiHi, He MO>XXe QYHKIIiOHyBaTu 6e3 MOKAM-
KaHHS Ha CUMBOAIYHI KoHoTauii. IcTopuam camo-
ro mAXOAy A0 KiHemarTorpada siK AiHIHOI reHe3n
IIPOBOKYBaB 0COOAMBE BiAHOIIEHHS AO «BHYTpiLI-
HiX» iCTOPpMYHMX HapaTUBiB KiHOCTpiuoK. ABTOpP
aKTMBHO BMKOPUCTOBYE 3aaisiHi y dpiabmax Aite-
paTypHi Ta poABKAOPHI 00pa3y sIK MapKepu CUM-
BOAi3MY, [0 peIpe3eHTYIOTh YKPaiHChKY iAeHTNY-
HICTB 5K TaKy (HampukaAap, y tBopyocti IT. Hapau-
HiHa, I Taccina, A. Kypb6aca, ®. AonarnHcpKoro,
I. KaBaaepipse, A. Kopayma, I. CaBuenka, T. Aes-
4yKa Ta iH.).

Haa3B1M4aiHO BaXKAMBUM AASI PO3B’sI3aHHS 3a-
BAQHb 3aIIPOIIOHOBAHOTO AOCAIAKEHHS € HAyKOBUIA
AOPOOOK aMepUKAHChKOTI0 icTopyKa KiHo AjKolrya
®sopcra (J. First). Voro 3a1ikaBA€HICTb reHe3010
yKpaiHChKOro KiHeMaTorpada IMo4MHAETHCS Ha 110-
yaTKy 2000-X i3 AeKiAbKOX aKaAeMidHUX PO3BiAOK
Ha TeMY BiTYM3HAHOIO IOETUYHOro KiHo 1960 po-
KiB. BuByaroun KiHemartorpad sk CBoepipHY AiTepa-
TYPHO-Bi3yaAbHY MOBY, 1IJ0 Y IOBOEHH] Yacu 4acTo
iCHye Ta PO3BMBAETHCS BCyNepey PaASHChKIil Mo-
AITUYHIN cMCTeMi, BYEHUIT IIOCTYIIOBO IIPUXOAUTD
AO KOHILIENTY «TUXOr0» MUCTELbKOro omopy [7].
ITopibHa ipest 0COOAMBOrO CTAaTyCy YKpaiHChKO-
ro KiHo 1960-x siKk yoco6AeHHSI HOHKOH]OpMiZMy
Ta I0YaCTU ONOPY HMOAITUYHOMY THCKY Oesmoce-
PEAHBO IIPMBEAA AOCAIAHMKA AO TOTPeOY BUBYEH-
HS iICTOPMYHOIO TAA NMOETMYHOIO KiHO B YKpaiHi,
A€ B MeXKax MeAOApPaMaTM3My Ta MOeTUYHOI 06pas-
HOI AipMKM 3aBXAM IPUCYTHI peMiHicueHLii nepe-
OCMUCAEHHSI MUHYAOTO.

Y nmopaapmomy Askomrya @popcT mipcyMyBaB
CBOIO KOHLIENLiI0 B Me>XXaX AMCepTaLilTHOIO AOCAI-
AXKeHHs Ta MOHOrpadii, IKi CKAaAM BaXKAUBY BiXy
B PO3BUTKY 3apy0ixHOI icTopiorpadii ykpaiHcpko-
ro kino [7]. Mloro po6ora «YkpaiHcbke KiHO: Tpu-
HAAEXHICTb Ta IAEHTUYHICTD IiA Yac paAsSHCbKOL
BiAAUTYM» CTaAQ IEPUIMM CHCTEMHMM 3apyOiKHUM
AOCAIA’KEHHSIM Ha L[I0 TEMY, A€ B XOAl BUBUEHHS
«KYABTYPHOI MOAITUKHU 1JOAO KiHO» OAHOYACHO
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i3 aHaAi30M XyAO0>XKHbO-eCTETUYHMX IIPOTPaM yIpo-
AOBX 1960—1970-x pokiB 6yA0 3alpOIIOHOBAHO
KapAMHAABHO «HEPAASIHCBKY» CTPYKTYpy OadeH-
Hs PO3BUTKY YKpaiHCbKOro KiHemarorpady. 30-
KpeMa, BYeHMIT OO PYHTYBaB 0COOAMBY POAB IIPO-
OAEMaTUKM iICTOPUYHOI IAEHTUIHOCTI AASI pernpe-
3eHTalil M0eTU3My B J10T0 HalliOHAAbBHMX CMMBO-
AiuHux popmax (nepesakHo B Mexax Kinocryail
im. O. AoB>XeHKa) B KOHTEKCTI aHTPOIOAOTiI yKpa-
THCHKMX XapaKTepiB, HOOYTOMMCAHHS Ta Bi3yaAbHOI
3HakoBocTi. B poboTi Axourya @bopcT mipkpec-
AIO€, 110 KiHeMaTorpadicTu KiHOCTYAIl yBech me-
pioa Bipauru ompanpoByBaAau 3acobaMu KiHO mu-
TaHHS iA€HTUYHOCTI Ta 4aCTO BUMAaraAl Bip PapsH-
CbKOI KiHOIHAYCTPpIil Ta rasiza4yiB BU3HAHHS YKpa-
THCBKOI KYABTYPHOI BiAMiHHOCTi B Me>XXaX paAsH-
CbKOTO KYABTYPHOTO Ljiaoro [8].

AAst pO3YMiHHS TOCTaBAEHOI IPOOAEMU AOCAI-
AxeHHs Axomrya @bopcTa BaXKAUBI ITepeAyciM B ac-
MeKTi CBOEPIAHOTO aBTOPCHKOTO METOAOAOTIYHOTO
MiAXOAY, 11JO TIOEAHYE aHAAI3 CIOJKeTY KiHO 3 KYAb-
TYPHO-iCTOPMYHNM KOHTEKCTOM J10T0 CIIO)KMBaH-
Hs Ta penpeseHTalii. B rakux mapameTpax nuraH-
Hs IAEHTMYHOCTI cTae MPOOAEMOIO IIPEACTABAEHHS
YKpaiHCbKOI TeMMU SIK CUMBOAIYHOI, A€ iCTOPUMYHUM
3MicTaM Ta iHTepIpeTalisiM HaA€XUTb BaroMme Micue
peTpPaHCASITOpa KYABTYPHOI YHIKaAbHOCTI YKpaiHu.

Oxpema ictopiorpadiyHa Hila HAA€XUTb Ha-
ykoBoMY A0pobKy Ax. I'ypra (J. Gurga), amepu-
KaHChKOTO AOCAiAHMKA YKPAaiHCHKOIO ITOXOAJKEH-
Hsl, SIKMJ1 aKTUMBHO BUB4Ya€ KiHemarorpad Ykpai-
Hu XX cTOAiTTA. B LleHTpi itoro yBaru nepebyBae
MoeTuYHe KiHO, sIKe BUeHUI TPAKTYE AK iCTOpUY-
Huit peHomeH. Tak, 110ro pAucepraliniHa MOHOTpa-
¢bist penpeseHTye TeMaTUKy CUMBOAI3MY KiHeMa-
TorpadivHoOl MOBM SIK iCTOPUKO-KYABTYPHY IIPO-
6AeMy, 110 MaAa cBOI 0c0OAMBOCTI iHTepIpeTalil
i AASI PAASTHCBKOT BAQAY, SIKQ YMHMAQ OTIip CTPYKTY-
paM iAEHTUMYHOCTI B KIHOCTPIUKaXx, a TAKOX AAS Ca-
MUX YKPaiHCbKUX peXMCepiB, sIKi YaCTO MIyKaAM B ic-
TOPMYHUX PeMiHICLeHI]isIX TOKAMKAHHS Ha XYAOX-
HbO-ecTeTnyHi ipel. Lleit «BiAOAMCK MMHYAOTO» ITO-
pisHOMY OLIiHIOBaBCA i rAsipaueM, AASL IKOTO B pa-
AAHCDKIil YKpaiHi KiHO 4acTO CTaBaAO «HilleBMM»

MAKCMM AEMMAEHKO

MPOAYKTOM i3 IIPUXOBAaHMMM 3MiCTaMU Ta €30T10-
BOI0 MOBOI0 MeTadop. Ak 3a3Hayae Ax. I'ypra, nmo-
AlTVKa IaM’Ti 3aBXXKAM TOCTPO BiAYYBAETHCS B CY-
YyacHill YKpaiHi, Ae BU3HaUeHHs MUHYAOTO 3AaT-
He cHOpPMYBATU CTABAEHHS AO XYAOXXHBOI'O KOH-
TekcTy TBOpY [10]. {10 ia€ro aBTOp BBa)Kae KAIO-
JOBOIO AASI OKPECAEHHS KOAQ Pelpe3eHTaTUBHUX
iCTOPMYHMX CUMBOAIB, AKi CTAHOBAATb OCHOBY XY-
AOKHbOI MOBM YKPaiHCbKOI'O KiHO APYT0i IOAOBMHM
XX croairTa. Hanpukaag, y cBoiil pelieHsii Ha KHU-
ry Axomrya @bopcTa BUeHUI MAKPECAIOE 3HAUEH-
HS AASL PAASTHCBKOTO TASIAQ4a iCTOPUYHOTO CHMBO-
Ai3MYy NOETUYHOI KiHOAIPUKM K «UMHHUKA IIepeo-
CMUCAEHHs caMoro cebe 5K yKpaiHLsi», 3A00yTTs
iA€HTMYHOCTI Ta KyABTYpHOI BipgmmoBiaHOCTI [11].

He MeHII BaroMuM AASL Cy4aCHOIO €Tally BU-
BUeHHs npobaemyu € HaykoBi TBopu B. Hebe-
cbo (B. Nebesio), yKpalHCPKOTO BYEHOTO, SIKMII
3 1990-x pokiB npawjoe B AAbOEpPTCHKOMY YHiBep-
cuteti Ta B Yaisepcuteti Bpoxa B Kanaai. Moro an-
AOMOBHI CTaTTi Ta MOHOIrpadii 0XONMALITH pak-
TUYHO BCIO TAHOPAMy PO3BUTKY YKPaIHChKOIO Ki-
Hemarorpady XX cTOAITTs, 3auinawyy SK MMTaHHS
icTopii po3BUTKY KiHemarorpadii, Tak i mpobaema-
TUKY Micld BiTYM3HAHUX PeXMUCepiB y 3araAbHO-
€BPOIIeNChbKill Teopil KiHo.

Y MeKax cIpsAMOBaHOCTi AOCAIA)KEHHS HaM IepeA -
yciM LiikaBi /ioro po3Bipku cepearnu 1990-x, B skux
BUEHMI AeTaAi3ye NPOCTip YKpaiHCbKOIO CMMBO-
Ai3MYy B Me)aX KOHKPeTHMX KiHOCTPi4oK (Hampu-
KAaA, «3anoposxelp 3a AyHaem», 1938) [14] abo pos-
TASIAQ€ 110T0 y TIpo6AeMHOMY GOKYCi (HanmpuKAaa,
SK CKAQAOBY AiTepaTypHUX IOLIYKiB KiHOpeXxuce-
piB Ha mpukAaai O. Aosxenka) [16].

IcTopuyHMil CUMBOAI3M SIK MapKep pPO3BUTKY
yKpaiHCbKOTo KiHO BukopuctaHuit b. Hebecro
i B 10r0 MaHOPaMHUX AOCAIAXKEHHSX, HalliAeHUX
Ha y3araAbHeHHS 0COOAMBOCTEN PO3BUTKY YKpaiH-
cpKoro Kinemartorpada XX croairrs. Tax, y crarri,
1110 NPUCBsIYeHa KOHL[ENTYaAbHMM PYCaM IT0eTH3-
My KiHO 1960-X pokiB, aBTOp 3BepTa€ OKpeMy yBa-
I'y Ha CEMIOTMKY YKPAIHCHKOTO POABKAOPY, 3aBASI-
KM SIKiVl peXxucepaM BAAETHCS TpUMATU GOKYC yBa-
I'M TASIAQYA B PaMKaX «HalliOHAABHO BYPa>KeHMX»
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teM [17]. TemaTuka AiTepaTypHOCTi yKpaiHChKOTO
KiHemMaTorpady Ta i10ro «BizyaAbHUX irop» i3 TeKCTO-
BMMU 0bOpasamy i HapaTMBaMM PO3TOPHYTa B OKpe-
MOMY HayKOBOMY ece BueHoro [15]. B poaHomy pasi
AOCAIAKEHHS CMMBOAI3MY IIOCTa€ eAeMEHTOM BH-
BUYEHHS XYAO>XXHbOI MOBM TBODIB.

Icmopuko-nopiBHANbHUIL HANPAM y 3apy0iyc-
HUX 00CALOWEeHHAX. SIK OKpeMUI AOCAIAHULIBKUIL
HaIpsIMOK, B Me)XaX AKOTO IIPOCTEXYEThCS yBa-
ra aBTOpiB A0 MPOOAEMATUKM ICTOPUYHOTO CHUM-
BOAi3MYy Ta 06pa3HOCTI B yKpalHCbKOMY KiHeMa-
torpadi XX-XXI cTroairs, BapTO Ha3BaTK KOMIIa-
patuBHMil. PO3BUTOK YKPaiHCHKOIO KiHO AOCUTb
JaCTO CTA€ IMPEAMETOM iCTOPUKO-MOPiBHAABHO-
IO aHaAi3y, 110 3aCBiAUYye KOMIIAEKCHUI XapaKTep
Ta MOBHOTY CyYaCHOT'O AOCAIAHUIIBKOTO AVICKYPCY.

Y KOHTEKCTi KOMIIapaTUBHUX IIAXOAIB BUAIAK-
MO TIepeAyCiM ABa OCHOBHI CIIpSIMYyBaHHSI.

[To-mepiie, MOCTPaASHCHKMIT KOMITApaTUB, IO
criBcTaBAsie yKpalHCbKe KiHO 3 KiHeMaTorpadom
KoAuuHix pecry6aixk CPCP, nepeaycim PO, Biaopy-
ci, MoapoBu Ta kpaiH baarii. Hanmpukaaa, Hap3Bu-
YajiHO XapaKTepHa AASI IPOOAEMATUKI HALLIOTO AO-
CAiA>KeHHS cTaTTs aBcTpaaincbkoi BueHoi O. [Tpe-
ccity (O. Pressitch) poskpuBae cumMBOAiYHI KOAU
PaASHCHKOTO IIOTASIAY HA CTOPiHKM icTOPii yKpaiH-
CbKOI peBOAIOLIii Ta BM3BOABHMX 3MaraHb yepes Mo-
piBHsiHHSI KiHOCTpivOK «IHTepBeHLis» (pex. I. [To-
AOKa) Ta My3M4HOI KOMeAil «Beciaast y MaauHiB-
ui» (pex. A. Tyrumkin). 3 ii Touku 30py, icropuy-
Ha Hapalis B 000X BUIIAAKAX HANPSMY CTOCY€EThb-
€51 «KKOAYBAHHS» T «IIePEKOAYBAHHI» KOHKPETHUX
icTOpMYHMX CIOKeTiB, sIKi HA0YBAIOTh TO T€POIYHO-
r0, TO KOMEAITHO-0YPAECKHOT 0 3MiCTY, Mirpyoun
MMOMIXK MapKepaMM «iCTOPUYHOIL paBAu» Ta 0¢i-
LIi/IHOT O BUKAQAAY M0AiL. KomeailiHi KoHTeKcTH ic-
TOPUYHOTO CUMBOAi3MY, Ha AYMKY BU€HOI, € BKpail
BXXAMBUMU KOAAMU XYAOXKHbOI MOBU TBOPY, SIKi
OYAYIOTb 3araAbHY KapTUHY CIOXKETHO-00pasHOro
penepryapy [19].

Apyruit KoMImapaTUBHMIT HAIIPSIMOK AOCAIAKeH-
HS1 — €BPOIIENICbKMI BEKTOP KiHO, SIKUI 4YaCTO BUKO-
PUCTOBYETHCSI AOCAIAHMKAMU 5K PedAeKCist eBOAIOLiII-
HUX 0COOAMBOCTEN BITYMBHSIHOTO KIHOBUPOOHUIITBA
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BiATIOBiAHOTO Yacy, iHOAL B poKyci Barommx cycmiabHO-
TOAITMYHMX 1O, Harprkaaa, LiikaBi MOpiBHAABHI
XapaKTepUCTUKY iCTOPUYHOI CMMBOAIKY B KiHEMaTo-
rpa¢iuHii MOBi BUCAOBAEHI AUTOBCHKOIO AOCAIAHM-
eto Arnenikoro Hapyumre (A. Narusyté) B ii posrop-
HYTill CTaTTi IPO BOEHHI peMiHiclleHllii y TBOpuOCTi
C. Aosuuui (Ykpaina) Ta Aeitmanraca HapxsiBiuto-
ca (Aursa) [13]. Posrasiparoun BOEHHI BpakeHHsI
SIK «KUBY MiOAOrii0», aBTOPKa MPOMOHYE AOCAI-
AXKYBaTU He TiAbKM OKpeMi pedepeHLil BIATIOBIA-
HUX HalliOHaABHMX KYABTYPHMX KaHOHIB iCTOpUYHO-
IO, aA€ 11 3BEePTATH YBary Ha «eCTETUKY 3BUYAITHOT 0%,
sIKa, 3a 1i CAOBaMM, 4acTo € OiABII «4MCTUM» pelpe-
3€HTaHTOM CMMBOAI3MY, HDXK 3aIIAyTaHi Ta eMOLil-
HO HacHakeHi 0OpasHi mecepxi [13].

BakAuBe 3HaYeHHS iCTOPUYHOIO CUMBOAI3MY Ki-
HemartorpadiuHoi MoBu mipkpecatoeTbes H. Bekyc
(N. Bekus) y MiXXnpeAMeTHOMY KYABTYPOAOTi4HOMY
AOCAiAKEeHHI, 1110 aHaAi3ye MMTaHHA pelnpe3eHTauil
iA€HTUYHOCTI B GAATINICPKOMY Ta ITOAICBKOMY pe-
rioHax €sponu. Hespakaroun Ha Te, 1110 B 11iji po3-
BiALll yKpaiHCbKe KiHO He € LileHTpOM YBaru, 1oro
3HAUeHHs Ta MIMPOKi MOXXAMBOCTi NPEACTaBAEH-
HsI «3HAKOBMX HAPATUBiB» BUKOPUCTAHI aBTOPKOIO
AASL apr'yMeHTallil BAACHUX TBepAXKeHb. CUMBOAI-
Ka iA@eHTMYHOCTI B KiHO ITOKa3aHa sIKk KOHCTPYKIIis,
1[0 BM3HAYA€ MeXIi HallioHaABHOI perpesenTanii [1].

Cxoxy ipeto BukopucrtoBye i1 Popxep CaHpaa
(R. Sandall), anaaisyroun xiHemarorpad Ykpainu
Ta KpaiH baaTii. 30kpema, B 1leHTpi jloro yBaru omnu-
HSIETHCSI OCMMCAEHHS KiHeMaTorpadiyHumu 3aco-
06aMM CUMBOAIYHMX MiCLib ITaM’sITi, 1[0 TOTPAIAS-
I0Tb AO HapaTUBiB KiHO OAHOYACHO i B XyAO>KHbO-
My i B AOKYMEHTaABHOMY KOHTeKcTax. Taka ABo-
icTa perpeseHTallis, HA AYMKY BYEHOTO, AO3BOASIE
o6yAyBaTy KOPEKTHY «CUMBOAIYHY IIporpamy»
BIAITIOBIAHOTO CTaBA€HHS AO iCTOPpIl SIK AO KOMII-
A€KCY TIOA|I1, 110 TPAASAUCS Y ALJICHOCTI, Ta € 0A-
HOYACHO eMOL|iTHMMM iCTOpisiMU, SIKi CIIOXKMBa-
I0TbCA 32 IPUHLMUIIAMY CIIPUIHATTS XYAOXHbO-
ro TBopy. IlpuMipomM Takoro poay KiHemaTorpa-
¢bivHOTO MiCLst CYKYIIHOTO Bi3yaAbHOTO 3HAY€HHS
€ sHameHuTa Topa XpecTiB y m. Illayasit (Autsa),
SIKY B PSIAL CTPiYOK «HAIIOAETAMBO BiAOYAOBYBaAM»
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SIK «CUMBOAIYHUM [TaM SITHUK KMBUM i MEPTBUM».

Yepes pelLjeniiito B3AEMHUX iCTOPMYHMX KOHTEK-
CTiB Cy4aCHOTO ITOABCHKOTO Ta YKPaiHCBKOTO KiHO
npobAeMaTHKY Bi3yaAbHOI'O iCTOPMYHOIO CHMBO-
Aismy aHaaisye Caitmon Abioic (S. Lewis). Voro
A€TaAbHA CTATTs NPUCBSIYEHA HaMOIABIIMM TOY-
KaM IepeTUHY iCTOPMYHUX KOHTEKCTiB YKpaiHu
Ta IToApmi, 5Ki, 3 10ro TOYKM 30Dy, peNpe3eHTy-
I0Th AeKiAbKa BapiaTMBHMX KOHCTPYKILil KiHeMa-
torpacdiuHoi penpesenTauil. Tak, BUeHUII mAKpec-
AIO€ BaroMe 3Ha4€HHsI KIHOHapaTHBiB SIK «CII0CO06iB
OITOBiAQHHS iCTOPil», 1[0 OKPECAIOIOTh MeXi CUM-
BOAIYHOTO CTABAEHHSI AO [TEBHUX MOAi (mpumipom,
CIIIABHUMX TpareAil MoAsAKiB Ta yKpaiHLiB Iip 4ac
Apyroi ceiToBoi Biithn). Ixus ipeororiuna sopien-
TOBAHICTb OyAye KiHemaTorpadiuHi Mexi mpeacTas-
A€HHS «CYMBOAIYHOTO KOAY» T «CUCTEMU PO3KO-
AYBaHH», fKi 4aCTO B YKpaiHLIiB Ta MOAAKIiB Ma-
I0Th BIAMiHHOCTI.

SIK 1e OAMH CIoci6 BUM3HAYEHHS CMMBOAiI3ZMY
3acobamu KiHo CaitMoH Abloic Ha3MBa€E MoeTU3a-
LIif0 MMHYAOTO $IK FepOIYHOro Ta HaBiTh «madoc-
HOTro» HapaTuBy. /loro crAa Mae eKpaHHy IpUpPO-
AY, SIKa 3AaTHA OyTU penpe3eHTOBaHA 5K «AOKY-
MEHTAAbHA Ais», 1[0 IPU LIbOMY 3aKyTa B irpoBUIL
KOHTEKCT XYAOXXHbOTO KiHO [12].

HacamkiHelb BiaAQiIMO AQHUHY 30ipHUKY cTaTell
«KoHTpoBepcuBHi iHTepIpeTalii MUHYAOIO B IOAb-
CbKOMY, POCiICBKOMY Ta YKpaiHCbKOMY KiHO» (2016)
miA peaaxiiiero Ta 3a aBTopcbkoi yuacTi Canpep Bpa-
yep (S. Brouwer), A€ IUTaHHSM iCTOPUYHOTO CUM-
BOAi3MY B YKpaiHCbKOMY Cy4aCHOMY KiHO Ipuaise-
HO YMMaAy yBary. IcTOpm4HMII pakypc LIbOro AO-
CAIAHUIIBKOTO IIPOEKTY A€Ll0 MapriHaaisye obpa-
30TBOPYI Ta XyAOXXHbO-CTUAbOBI IUTAHHS, Bipal0uM
nepesary GaKTOAOTiYHOMY aHaAi3y Ta AOCAIAKeH-
HIO MOA€A€IT TASIAQLIbKOTO CIIO’KMBAHHS CUMBOAI3-
My KiHo. IIpoTe i B X paMKax aBTOpM NPOIOHY-
I0Th OPUTiHAABHMII IIOTASIA Ha IIpobaeMy. Hanpu-
kaap, C. Bpayep B posBiani «Llap ITerpo, Mase-
ma i YkpaiHa: AI0OOBHMIT TPUKYTHUK. “MoAuTBa
3a rerbmaHa Masemny” FOpist [aaeHKa» IpOINOHYe
AOCTaTHbO PO3TOPHYTMII aHAAI3 iCTOPUYHUX «IIe-
pexpecHMX TOYOK» CylepedyAMBMX iHTeprpeTalin
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icTopii rerbMaHa Masenu caMe sIK 3HAKOBO-CUM-
BOABHOTIO IepcoHaxa [3].

KomnaexkcHuii HanpAmMoK. YKpalHCbKUII KiHe-
MaTorpad K 00'€KT aHaAI3y BUKAMKAE AOCTATHHO
LIMPOKY aMIIAITYAY AOCAIAHMIBKMX peakliii, yac-
THMHA 3 SIK/X 30Pi€HTOBaHA Ha BUBYEHHS YHiBep-
CaAbHMX IIUTAHb. 3apYOiXKHI AOCAIAHUKM POOASTD
CIIpo0y aKyMYAIOBATM AOCBiA aHaAi3y YKpaiHCBKOTO
KiHO Ta Ha 1]ill OCHOBi HaAaQTU 110T0 €eBOAIOLIil cUC-
TEMHOTO XapaKTepy, BIIUCATHU ii AO 3araAbHOEBPO-
MeMICHKOTO KOHTEKCTY. AOCUTD YacTO TaKi cripoou
peaAisyoTbCs 3a AOIIOMOTOI0 KOHTEKCTYaAbHO-
IO OCMMCAEHHS KAIOYOBMX T€M Ta 00pasHUX «Mi-
dboaorem» KiHO, 5IKi pO3TASIAQIOTBCSI B POAL CBOE-
PiAHMX CIIABHMX TOYOK AOTHKY i3, IepeAycCiM, €B-
ponenceKuM KiHo. TaKoX A0 LIbOT0 HaNpAMKY MU
BBa)XaeMO 3a He0OXiAHe AoAyuMTH i Ti pobOTH 32-
PYOIKHMX BYEHMX, 11O MICTATD CMiAbHI KOHLIENTY-
aABHI AiHiT AOCAIAKEHHS, B SIKMX 3HAXOAUTHCS MicC-
1le AASI BUBYEHHS Bi3yaAbHOI MOBMU yKPaiHCBKOTO
KiHeMaTorpady Ha CUMBOAIYHOMY piBHi.

ITepeaycim 3rapaemo ABi MoHOrpadii, ki BaXXAuBi
AASI OKPECAEHHS y3araAbHeHOI TOUKM 30pY Ha Mpo-
6aemy: 1ie pobotu Kerpin ITopryrec (C. Portuges),
NPUCBSAYEH] aHAAI3y PO3BUTKY KiHeMaTorpady y KoH-
TEKCTi KYABTYpHUX TpaHcdopMallii mepioi XBuai
«KOAbOPOBUX», SIKi HA CbOTOAHI € OAHMMM i3 HallaK-
TYAABHILINX AOCAIAXKEHD ITPOOAEMATUKY KiHEMATO-
rpadiuHoro cumBoAismy [18]. B srapanux poborax
yKpaiHChKi KiHemaTorpadiyHi HapaTUBY IPEACTAB-
A€Hi YaCTMHOIO €BPOIIENICbKOTO IeHe3NCy, Y paM-
Kax sIKOT0 HallioHaAbHa 00pasHICTb AeKAapye 0C06-
AUBe Miclie B BisyaabHUX popMax penpeseHTanil.

IToaibHa TOYKaA 30PY, 3aTAAOM, IIPOCTEXXYETHCS
e y BucHoBKax KenHera ®apmepa (K. Farmer),
aMepMKaHChKOTO AOCAIAHMKA, 1[0 BUBYAB 0COO-
AVBOCTI HOOYAOBM HalliOHaABHUX CUCTEM perpe-
3eHTallil y MeXaX paAsSHCbKOro KiHo. BiH, 30kpema,
BBA’KaB, 1110 B TPOOAEMaTHLIi KYABTYPHOTO CIIOXKM-
BaHHsI CUMBOAI3MY KiHeMaTorpad € HaCTiAbKM BaX-
AVIBUIM y3araAbHIOIOUMM KOHTEKCTOM, IO 3AaTeH
BUICTYIIaTU B POAi METOAOAOTIYHOrO MapKepa Ha-
LioHaAbHOI iAeHTUYHOCTI. OTXe, aHaAi3yl0uM «3Ha-
KM HalliOHaAbHOI aBTEHTUYHOCTi» B YKpaiHCbKOMY
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KiHO 1960-X pOKiB, BiH AOCUTb OAHO3HAYHO KBaAi-
dikyBaB iX sIK «[IPMXOBAHO POTECTHI», MTOTEHLiaA
KOHTPKYABTYPHOTO 3MICTY SIKMX BU3HAYAETHCA IT€-
peAycim BisyaapHuMU PpopmMamu eKpaHHOI Al [6].

Aocutp yacto norpeba B ysaraabHeHHi a60 Bu-
XOAl Ha YHiBepCaAbHY TOYKY 30pYy BMMarae Bia AO-
CAIAHVKIB KOHKPETHO-iCTOpMYHOTO aHaAisy. Tak,
B HaA3BMYAlHO LikaBin cTaTTi borpana lllumyaosu-
ya (B. Shumylovych) o6paHo pakypc AocaipKeHHs
CUMBOAIYHOTO pernepTyapy KiHOMIO3MKAY, POMaHTIUY-
HOTO KiHO 5K «peitmy» MipoAoriqHol pernpeseHTa-
i paAsIHChKMX Ta HEPAASHCbKUX CUMBOAIB. Y X
Me’Kax BYeHMIT BUSHAYA€E LiAMI KOMIAEKC eliuHNuX
06pasHux mipoaorem y papsiHCbKOMY EKpaHHOMY
MPOAYKTI, SIKi BUCTYNAIOTh B POAl «pOMaHTU3aTO-
PiB» CKAAAHOTO MMHYAOTO, IPOBOKYIOTb ipOHiUHe
BiAHOIIEHHS AO «HETIPaBUABHMX» YU «CYMHiBHMX»
KYABTYPHUX IepoiB Ta iCTOPUYHUX 0Cib.

HatoMmicTp y pocaip’keHHI Mapka ae Baaka
(M. De Valk) Ta Capu ApHOABA SIK LI€HTPAABHY
TEMY PO3TASIHYTO NPOOAEMaTUKY MPOTUCTOSHHS
MEMHCTPUMY Ta aBaHrapAy B KiHemarorpacgi. A-
TOPM BBaXXAIOTh, LII0 €BPOIIENICbKA KiHEMATOTpa-
¢iuHa MOBa cKAaAacs y Apyrii moaoBuHi XX cTo-
AITTS SIK YaCTMHA YMOBHOTO IPOEKTY «KOHTPKi-
HO», SIKUJI TTIOASITAB Y TOMY, 801 «BUKOPMCTOBYBa-
TU IHCTPYMEHTU MEMHCTPUMY AAS KDUTUKIU AOMi-
Hylo4yoro KiHo» [5]. OcHOBHa ipest aBTODIB moasrae
y TOMY, IO aBaHrapA 3AaTeH MPOPUBATUCS Ha Be-
AVIKUJ eKpaH Yyepe3 MeMHCTPpUMHI popmu Ta yac-
TO MiMiKpytoun mia odiuiitHi cuMBOAIYHI MapKepu.
I'Asipad TaKOTO KiHOIPOAYKTY «iA€OAOTIi4HO He MOo-
3ULIOHY€ETbCS 10 BiAHOIIEHHIO AO TEKCTY KiHO TaK,
SIK 1le 3aKOAOBAHO Yy MeHCTpuMi» [5].

VY niaomy psipl 3apyOi>KHUX AOCAiIAXKEHD ITPO-
6AeMaTuKa 00pa3HOro CUMBOAI3MY y Bi3yaAbHiil
MOBi KiHO PO3TASIAQETBCS SIK YaCTMHA OiABLI rAO-
6aAbHOTIO AOCAiAHMLIBKOTO pernepTyapy. Hampu-
KkAaap, Kapao Yeaai (C. Celli) y cBoiit crarri 3 mpo-
MOBMCTOIO Ha3BOIO «YKPalHCbKMUII AyaAi3M: Halli-
OHaAbHAa iAGHTMYHICTb y CBIiTOBOMY KiHO» 3Bep-
Ta€ yBary Ha «CMMBOAIYHI CTPIYDKHI» 300pa>keHHs
yKpaiHL|iB B papsiHCbKOMY KiHematorpadi Apyroi
1oAoBMHM XX CTOAITTS SIK Ha €A€MEHTU TT0OYAOBU
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BiAITIOBiAHOI XyAO>KHBOI MOBU. 3 110r0 TOYKM 30DY,
npobAeMaTuKa HalliOHAAbHOI IAEHTUYHOCTI Mae
OYEBUAHY BKOPiHEHICTb y Bi3yaAbHMX KOAAX Ta 30-
Opa’kaAbHINl IPUPOAL KOHKPETHOro KiHo. Pernpe-
3eHTaljisl yKpaiHL|iB B eTHIYHOMY KOHTEKCTI (3 Bip-
TMOBIAHMMM Bi3yaAbHMMMU MapKepaMy y KOCTIOMi,
MOAEASIX TIOBEAIHKM TOI0) HEMMHYYe IPU3BOAUTD
AO OKpeCAEHHs HalliloHaAbHOI MapaAUTMY, 110 4aCTO
MPOHMKAAAQ B [TAETUBO PAASTHCHKOTO KiHO Yepes Io-
AiOHI “kaHaAu iaeHTHdiKaLiT"» [4].

HarowmicTb, Aast KaHaACBKOTO pA0cAipHMKa Cep-
rig ExeApynuka Barome 3HauY€HHs Ma€ aHaAi3 KiHe-
Martorpady sik IpeAMeTy KOMeMOPaLiliHIX ITpaK-
TUK Ta «BiltH am’sati». [IpuMipom, BUeHMIT BBAXKAE
OAHMM i3 KiHeMaTorpadiuHux 300pakaAbHUX Mi-
¢biB HapouuTHil pO3MOAiA 00pa3HOCTI yKpaiHLiB
Ha «IIPAaBMABHUX» Ta «I1€TAIOPIBLiB», IKMI1 CIIPO-
BOKYBaB Y PaAsSIHCBKOMY KiHO 1iiAy ramy o6pasis
Ta Bi3yaAbHMX peLlemLiil.

BucnoBku. CyyacHuit yKpaiHCbKuil KiHeMaTo-
rpad € opraHiyHO YaCTUHOI 3araAbHOEBPOIIEN-
CHKOT'O Ta CBITOBOTO KOHTEKCTY KiHO. Y Takiit ¢pop-
Mi J10T0 IpeACTaBAEHH SIK HalliOHAABHOTO TAaTepHY
CUMBOAI3MY 4acCTO IPOCTYIa€ B YHiBepCAABHOMY
Ta CUCTEMHOMY OadeHHi. B 11iaomy psiai 3apy6ix-
HUX AOCAIAKEHD, sIKi 6e3rmocepeAHbO He HalliAeHi
Ha BMBYEHH BAACHE HalliOHAaAbHOTIO KiHO YKpaiHu,
BiTYM3HAHI CMMBOAIYHI «By3AM» NPUCYTHI Y AUC-
KYPCUBHUX IIPAaKTHUKaX, IPEACTaBAEHi B HAyKOBO-
My anapari abo BHeCeHi A0 OiAbII 3araAbHOI0 KOH-
TEeKCTY €BOAIOLil €BPONeiChbKOro KiHo.

B niaomy, Ha Hau MOTAsIA, 3apy0ixkHa icTopio-
rpadist mpobAeMu po3BUBAETHCS Yy MeEXaX TPbOX
OCHOBHMX HANpPSMKiB. Y Me)XaxX IepIoro, siKuin
3a YaCOM € HallbiABII PaHHIM, CMUMBOAIYHA 00pas-
HICTb YKPaiHChKOI'O KiHO BMBYA€ETHCS B iCTOPUKO-
XpoHoAOTiyHOMY KOHTeKCTi. B poboTax B. Bepec-
Ta, AXX. ®bopcra, AX. ['ypra Ta iHIIMX BUEHUX CUM-
BOAi3M Bi3yaAbHOI MOBi yKpaiHChKOTO KiHeMaTo-
rpady penpeseHTOBaHUIL AiHiITHO.

Y MeXax Apyroro HanpsiMKy HallioHaAbHi 00pa3u
Ta CUMBOAU B KiHeMaTorpadiyHiil MOBi pO3TASIAQIOTh-
51 1K 00’€KTY KOMIIAPATUBHUX IIPAKTUK MOPiBHAHHS
Ta CIiBCTaBAEHHS 3 TapaAeAbHMMM HalliOHAABHUMMU
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MIPOCTOPaMM €BPOIIEIICBKOT0 KiHO: TOABCHKOTO, Kpa-
i baarii, MoapOBM Towjo. Y TakoMy piumiii mpa-
mrototh O. INpeccity, A. Hapymmure, Pxx. CaHpana,
C. Aboic, C. Bpayep Ta iHIIi AOCAIAHUKM.

TpeTiit HAMPsIMOK 00’ €AHY€E AOCAIAKEHHS 3apy-
OKHMX BUEHUX, SIKi 30pi€HTOBaHi Ha IOUIYK YHi-
BepPCAaAbHMX CX€M aHaAi3y €BPONENIChKOTO Ta CBi-
TOBOT'O KiHO, B MeXXaX 4Oro BiTUM3HAHOMY KiHe-
MaTtorpady 4acTo NPUAIASETHCS BaXKAUBA, IPOTE
BTOpUHHA poAb. Y poborax K. ITopryrec, K. @ap-
Mmepa, M. pe Baaka, K. Heaai Ta iHIIMX BUeHUX

MAKCMM AEMMAEHKO

HallilOHaAbHI 00pa3y Ta CMMBOAM y BidyaabHin
MOBI yKpalHChKOTO KiHeMaTorpady 3aiiMarTh iH-
CTPYMEHTAAbHY DOAb, III0O AO3BOASIE BU3HAYATH
OiABII TUIIOAOrIYHI Ta CUCTEMHI POLIECU B PO3-
BUTKY €BPONEICHKOrO KiHO.

ITepcneKTHBY MOAQABIINX AOCAIAMKEHD ITOAS-
ralTh B OCMUCAEHHI TPOOAEMU HALliOHAABHOT 00-
Pa3HOCTI Ta CMUMBOAI3MY y Bi3yaAbHill MOBi yKpa-
THCcbKOro KiHemarorpady B poboTax A0CAIAHMKIB,
SIKi Ipall0l0Th B IOAbCHbKOMY, HiM€LIbKOMY Ta iH-
IIOMOBHMX AMCKYpCax.
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Maksym Demydenko. National images and symbols of visual Ukrainian cinematography
in the works of foreign scholars

Abstract. The article is devoted to the problem of historical symbolism in the visual language of Ukrainian cinema. The focus is on
the foreign historiography of the problem, which today is one of the most relevant areas in the general scientific discourse of the problem.

The author notes that at present, the understanding of national imagery and symbolism in cinematography continues within the frame-
work of two parallel strategies: 1) as the still active deconstruction of existing historical images and visual narratives (especially in cinematog-
raphy and in general within the framework of audiovisual art) of the Soviet era; 2) as the formation of a new look at the models of nation-
al imagery. Within these limits, foreign historiography of the problem is extremely important, in which the analysis of the visual language of
Ukrainian cinematography presents many reflective characteristics.

The studies analyzed by the author make it possible to single out three areas within which the research of national images and symbols
in the visual language of Ukrainian cinematography is being actively continued. First of all, this direction of analysis is the symbolic image-
ry of Ukrainian cinema in an interpretive way. No less important for foreign historiography is the comparative direction. Finally, within the
framework of a complex direction, foreign researchers are making an attempt to accumulate the experience of analyzing Ukrainian cinema
and, on this basis, to give its evolution a systemic character, to fit it into the pan-European context.

The article ends with conclusions. The author notes that modern Ukrainian cinema is an organic part of the pan-European and world
context of cinema. In this form, its presentation as a national pattern of symbolism often emerges in a universal and systemic vision. With-
in the framework of the first one, which is the earliest in terms of time, the symbolic imagery of Ukrainian cinema is studied in the historical
and chronological context. In works. B. Berest, J. Fest, ]. Gurg and other scientists, the symbolism of the visual language of Ukrainian cine-
ma is represented linearly. Within the framework of the second direction, national images and symbols in the cinematic language are consid-
ered as objects of comparative practices of comparison and comparison with the parallel national spaces of European cinema: Polish, Baltic
countries, Moldova, etc. O. Pressitch, A. Narushito, Rzh. Sandal, S. Lewis S. Brower and other researchers. The third direction combines the
research of foreign scientists focused on the search for universal schemes for analyzing European and world cinema, within which domestic
cinema is often given an important, but secondary role. In the works of K. Portugues, K. Farmer, M. de Valk, K. Celli and other scientists, na-
tional images and symbols in the visual language of Ukrainian cinema play an instrumental role that allows to determine the pain of typolog-
ical and systemic processes in the development of European cinema.

Keywords: Ukrainian cinematography, visual language of cinema, national images, national symbols.
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Amxotauis. BitHa B YkpaiHi, 1[0 pO3TOPTAa€TbCs HA TAI HebaueHMX Ta 3arpO3AMBUX KAIMATMYHMX 3MiH, KOAOCAABHOI €KOHOMIYHOL

KPM3M Ta 3aTOCTPEHHA HaNPYIU MiXK «BEAMKMMM IPaBLSAMMU», CTIPUYMHMAA HOBi CUCTeMHI BUKAMKM AAS HAILOI KpaiHy Ta CBiTy. YKpaiH-

Lji MOBVMHHI IITyKaTy eKCTPAOPAMHAPHI BIATIOBiAl Ta IIPOIIOHYBAaTH HE3BMYHI pillleHHs1, 60 TPaAMLiNHI Ta 3acTapiAi HIYOro He 3MOXYTb BU-

pitmyTyt. SIKUM YMHOM pas Ta Ha3aBXAM YHUKHYTHU AOBIYHOTO IPOTUCTOsIHHS 3 Pociero? ko Moxke OyTu HailroAOBHilIA LMBiAi3aLiiHa

npornosulis YkpaiHu citosi? 1lfo Moxxe cTaTyt 3aI0pyKoOI0 IACAMBOIO MaiibyTHHOTO HAMIOl KpaiHu? MipKy0un HaA LMY HAABOKAUBH-

MU MIUTAHHSAMM, aBTOP MIPOIIOHY€E HEOUiKyBaHe pillleHHs] — Pillyyuuit TIOBOPOT Ta CYCIIABHUII PYX AO HOOCHEepPO-KOCMIYHOI CBIAOMOCTI.

Take MMUCAEHHS 3 AQBHIX-AaBeH IIPUTaMaHHe IPUPOAHOMY CAMOYCBIAOMAEHHIO XUTeAIB YKpaiHu Ta HABITb caMa Teopisi Hoocdepu pos-

pobaeHa yKpaiHCbKUM BYeHMM Boaopumupom Bepraacekum. Sk 1 iael BiA0OpaxaloTbcsi B yKpaiHCbKOMY MMCTELTBI 1ie 3 moyaTky XX

CTOAITTs? Y CTaTTi BUKAAEHI OCHOBHI 3aCaAy Ta MAXOAM LIOAO 3AIICHEHHS ITIOBOPOTY A0 HOOCHEepO-KOCMIYHOI CBIAOMOCTI Ta KOHLjeI-

TyaAbHi HAPUCHU PO OKPeMi MUCTELbKI SIBUIIA K 3alPOLIEHHS AO HOBOI cdepy po3AyMiB.

Karouosi crosa: Hoocdepa, kocMism, muctenTBo Ykpainu XX ra XXI cropivys, koHuemnuis lei, MaaeBny, BepHapchbKuit.

I0ei npasasmy cBimom.
IMAATOH

TBoi OyMKU CHIAIMb MBOLM HUMINAM.
MAPK ABPEAIN

TToOymKu mu He YCBIOOMAIOEMO Ue, HUMIMEBO He POOUMO Uie BCIX HACAIOKIB i3 M020 OUBOBUNHO20, HEOYBAN020 HACY, B AKULL

Ar00cmBo Bemynuio y XX cmonimmi. Mu wusemo Ha 31ami 'y BUKAIOMHO BANAUBY, O CYME HOBY eHOXY B HUMMi A0OCMBA, 11020

icmopii Ha Hawili naanemi. Bnepuie A100UHA 0OXONUAG CBOIM HUMIMAM, CBOEI KYALIYPOIO BCIO BEPXHIO 000AOHKY NAGHEMU.

ITocTanoBka npo6aemu. CboroaHi 6yab-sika Tema,
6e3yYMOBHO, IOBMHHA PO3TASIAQTUCS B KOHTEKCTI Io-
AOBHMX Cy4aCHMX CBITOBMX IOAiJ Ta BUKAUKIB. Mu
MaeMO BiApasy AeKiAbKa TaKMX 3aTaAbHOAIOACHKUX
BUKAMKIB, OAMH 3 IKUX — BilfHa, 1[0 A€ Ha Hallliil
Tepuropii. BoxxeBiabHu Hamap Pocii — ue 0co6-
AMBO roCTpe Ta 00AI0Ye rope Aast YKpainu. Aae ic-
HYIOTB 1je OiAb1I HeOe3meyuHi, HebayeHi Ta, Ha >KaAb,
6iABII HIXK peaAbHi 3arpo3y iCHYBaHHIO BCOTO AIOA-
crBa. CriBraAM 0OAHOYACHO BCeTAQHETHA KAiMaTHuHa

BOAOAVIMUP BEPHAACBKUIN

KaracTpoda, sika BOUEBMAD PO3II0YaAACS TA OLIN-
PIOETBCS, Ta CTaH LUBiAi3anil Ha rpaHi caMOBOMB-
yoi cBiTOBOI sipepHOi BirtHu. L]i npouecy, 1o pos-
TOPTAIOThCS, 2 B AESIKMX perioHax rnmAaHeTy 3eM-
ASI BXX€ ITOAVIXAIOTD IIEKEABH)M ITOAYM 5IM, He TiAb-
KM 30iraucs y 4aci, aae cKopilie 3a Bce MOB’s3aHi
MiX 00010, BIAMBAIOTh Ta MOCUAIOIOTb OAMH OA-
Horo. Beanka nommaka posrasipaTu ix okpemo, mo-
oauHIL. Ha jxaab, came Take HeBipHe CIIPUMHATTS
My 6auuMo y 6iAbLIOCTI aHAAITUKIB sIK B YKpaiHi,
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TaK i B CBiTi. BieBHeHi, 1110 Lje TpariyHa MIoMmMAKa —
He PO3yMiTH, 1]0 115 BillHa He CX0)Ka Ha )KOAHY BilHY
MUHYAOTO0, 60 BiAOYBa€TbCsI y IPMHLIUIIOBO HOBO-
MY KOHTeKCTi, Ha (OHi HEBIABOPOTHUX KAiMaTmy-
HIUX 3MiH, AKi MOXYTb 3HECTU 3 AMLS 3eMAi BCix
YYaCHMKIB LIbOTO I'PaHAIO3HOTO cieKTaKAl. HixTo
He CTaHe BUKAIOYEHHSM — Hi IpaBi, TOYHIlIe Ti, XTO
TakuMmu cebe BBaXXalOTh, Hi BUHyBati. B Ljeit mpomi-
JKOK 4acy, sIKMI1 HaM BUIaB, KOHTEKCT BCENAAHeT-
HOI KaTacTpodu, 110 HAOAMKAETHCSI, POOUTD 1110 Bi-
JiHYy 6€3rAy3A010, a0CYpAHOI0, 60XXEBIABHOIO Ta Ca-
MOBOMBYOIO AAST BCIX CTOPIH.

1IJo Take TPamMAOCs 3 AIOACTBOM, 1[0 MU BCi TaK
Heo0epeXXHO MIACTYIIMAM BIIPUTYA AO KPato IpipBu?
SIK cTan0 MOXXAMBUM, 1[0 AIOACTBO, sIKE CTBOPUAO
IpeKpacHi maM siTKM KYABTYPU, Ma€ 3pa3Ky YyAOBOL
apXiTeKTypu, My31KU, MUCTELITBA, Ioesii, AiTepaTy-
pu, pisocodii, BeAMKi AOCSATHEHHS B Haylji, AIMLIAO
AO TAKOTO CTaHy peyell, KOAU MOXXe 3HUIUTY cebe?
Hasgimo? Illo e 3a 60>keBiAAs?

Mu noBMHHI BIACTOPOHUTHCS Ta TOOAYUTH Te,
1110 BiAOyBaeThCs1, 3 Touku 30py Buioro Kocmivyxo-
ro Posymy Ta 60pait Ar06Oro CriocTepiraya 330BHi,
3i BcecBiry, a came: XT0 6 3 BOIOIOYMX CTOPIH He BBa-
XaB cebe paBuM, XTO O He IIEPEMIT, 3aKAQAA0YN Y Ta-
KM CIIOCIO )Kary A0 peBaHIy, — lie BEAMKA Tpare-
Alst Ta raHbOA BCbOMY AIOACTBY. 3 TOUKM 30DPY 3A0-
POBOTO TAY3AY, 1isl raHeOHa BiifHa He MOBUHHA Oyaa
rmoyarucs B3araai. AAe, Ha 3KaAb, MA€EMO Te, 110 Ma-
€MO, i1 0aYMMO, 1110 KOXKEH A€Hb BCe DiAbILIe CTUCKA-
€TbCS MPY’KMHA HEHABMCTI, [0 MO>Ke, BUITPSIMASIIO-
YJICh, PO3ipBaTy HALI CBiT Ha IIMAaTKMU.

ITpoTe, Bce GiAbliIe AIOA€TL B CBiTi pO3yMilOTb, 1110 3a-
AMIIAETHCS EAVHWIA LIIAHC TIOPSITYHKY — 1€ IIPUIHATTS
HOOC(EPHO-KOCMIYHOTO MMUCAEHHS Ta pililyye IpUnm-
HEeHHsI BCiX BiifH pa3 Ta Ha3aB>XXAU. AMIIIe TOAL, YHUK-
HYBILY OAHi€l 3 rA0GaAbHIUX 3arpo3, AIDACTBO Oyae
y 3M03i, BUBIABHUBIIN Bip IPOOAEM CTBOPEHHSI BCe
HOBUX BUAIB 30O, BiA IPOTUCTOSIHHSI BEAUY€3Hi CUAK
KpallyX CBITOBMX HayKOBLIiB, 00'€AHABIIN 3YCUAAS,
CIIPOMOTTUCS TIOAOAQTY APYTY, HabaraTo CTpaliHi-
11y 3arpo3y — raobaspHe norenaidHsa. Ha npomy
LIASIXY AO CIIACiHHS KYABTYPa Ta MUCTELITBO CTAIOTh
HAABaOKAVBUMMU.

2022, Bunyck BiciMHaOysmMuLL

«Kyabprypa — 1je Anille TOHEHbKa sI0AyYHa IIKip-
Ka Hap MaAaoyolo MpipBo0 xaocy», — mucas Opi-
Apix Himmre. CaMe KyAbTypa Ta MUCTELITBO TpUMa-
I0Tb HaC Ha OCTAHHIN MeXi Bip AMKOCTI Ta BapBap-
ctBa. HeMo>XAMBO 6€3 HMX HaBITh ITiA yac BitHu. Bo
ToAl Hasimo Bce? Kyan mu npuiipemo? Beaxkaemo,
10 caMe 3apa3 y BUCOKOT0, I03a4aCOBOT'O MUCTeLl-
TBa 0COOAMBA, HAABAXKAMBA MiCisl — sIKHAVICKOpiLie
HabAM3uTU MUp. Be3 crpaBXHbOI KYABTYpU BiitHa
OyAe TpMBaTy BiUHO, MIEKEABHE TTIOAYM sl HEHABUCTI
OyAe po3ropaTucs Ta pO3IOBCIOAXKYBATHUCS IIOBCIO-
Au. HixTo 3 Hac ToOuHO He xoue Takoro. Bci mu mpi-
€MO PO Mup, Oe3eKy Ta Ijacaube KUTTA. Lle ro-
AOBHa icTMHa. A SIKIIO TaK, TOAI TOTPiOHO MipKyBa-
TU caMe IIPO MMP Ta IPOLBiTaHH:A, 00 iA€l Ta AYMKI
NpaBASITh cBiTOM. ToMy, Io-Tiepiie, MAa€EMO 3MiHM-
TU CBIAOMICTb, BIAKMHYT) HEHaBUCTb, AUKY Opex-
HIO T2 CAMO3BEANYEHHS, 3pO3yMITH, 1JO BCi MM XKM1-
BEMO Ha OAHII ITAQHeTi Ta OiAbILI-MeHII OAHAKOBO
LiHHI Aag BeecBiTy. B ykpaiHCbKIiT KyAbTYpi B Lji-
AOMY Ay’Ke 0arato NmopAiOGHMX CBITOTASIAHMX IPOsi-
BiB, sIKi MOXXEMO Ha3BaTU «HOOC(EPHO-KOCMIYHM-
Mu». I cboropHi Bonu psrisHi. [Ipononyemo noau-
BUTHUCSA Ha YKpaiHCbKe MUCTelTBO XX Ta 4aCTKOBO
XXI cToairTs 3 11i€i TOYKM 30pY.

AHaAi3 ocTaHHIX AOCAipKEHDb Ta myOAikanii.
Maemo BeAMyesHy KiAbKICTb pisHMX myOaikaiiii
B YkpaiHi npo B. BepHapcbkoro, Hoocdepy. Le 3po-
3yMiAo, 060 Lje 3HaKOBa IIOCTATh AASL HALIOI AepiKa-
Bu. He Mae ceHcy nocuaaTicst Ha HUX, 60 BOHM CXOXKi
OAHY Ha OAHY Ta, Ha )KaAb, Ay’Ke BIACTODOHEeHi Bip Cy-
YacHMX, 3A000AeHHUX MO Ille GiAbIue Takux my-
OaixaLit Ta TeKCTiB Ipo HoOCdepy Ta KOCMi3M y Ha-
YKOBOMY ITIPOCTOPi HAaLlIOrO CbOTOAHILIIHBOTO MPOTH-
BHMKA, L]0 CIIPMIIMAETHCA 3apa3 SIK MiACBIAOMe Ha-
MaraHHs IPUBAAQCHUTU TeMy. AAe, Ha JKaAb, CEpPeA
Bcix my0Aikawiit Ay)ke MaAo cTareit mpo iaei Hooc-
¢bepn Ta kKocMisMy B MucTelTBi. B YKpaiui Ham Baa-
AOCSI AMILIe 3HAMITU MaTepiaAl Ha 3aTaAbHi TeMU, Ha-
MPUKAAA CTATTIO « YKPATHCBKMIT KOHTEKCT dirocodil
KocMmismy» aBTopcTBa A. B. O3apuyk Ta iH1i oA iGHi.
Ay>xe amicToBHa cTaTTs1 «CBITOrASIAHI 3aCaAy yKpaiH-
CBbKOT0 aHTpOMoKocMi3My». ABTop —Hapis Typmak,
KaHAMAAT pirocodChKUX HayK, CTApIINIT HAyKOBUI
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CMiBPOOITHUK BiAAIAY Ie€OOAITHKY Ta reocTparerii
HALY. Ilo cTocyeTbCst KOCMi3MYy Ta iaeit Hoocdepu
Y YKpaiHChbKOMY MUCTELITBI, TO Ma€EMO BKpail Hebara-
TO MaTepiaaiB. Auiie AeKiAbKa TOCUAHDb 3HAXOAUTH
Google. Cepea HMX € CTATTS 3 CUMIITOMATUYHOIO Ha-
3B010: «"1 MO>KAMBa yKpaiHCbKa BepcCisi KOCMi3My?»
Byxe Ha piBHI Ha3BU AEKAAPYETHCS TA HaB SA3YETHCS
BTOPMHHICTb YKPalHCbKOTO KOCMi3MYy.

MeTor0 CTATTi Kpa3 € HAMaraHHs AOBECTMU SIKILO
He NIPUPOAHY, TeHEeTUYHY IIepBUHHICTb YKPAIHCbKOTO
KOCMi3My, 1110 6epe BUTOKH I1je y po3ayMax Ipuropis
CxoBopop, «repiioro diaocoda Pyci», To Xoua 6 Ba-
rOMMIT BHECOK YKPaiHCbKOI HOOC(EPHO-KOCMIYHOL
AYMKU Y 3araAbHOAIOACBKY CM(OHII0 po3yMy. AuB-
HVIM 4VHOM LI TeMa He TIONTyASIPHA Y HAyKOBLIiB Ta AO-
cAipHVKIB B YkpaiHi. OcTanHs KoHbepeHLis «Kocmiy-
He MUCAEHHS B CY4aCHOMY CBiTi» BiaOyaacs, cyasun
3 iHTepHeT-TIOIYKY, e y 2013 poui. Oxpemo mpura-
Aaemo npoeKT «IHTepBaan. KocMisM B yKpaiHCbKO-
My mucTenTBi B XX CTOAITTI» 3a KyparopcTBoM Ba-
AeHTHHA PaeBcbKOro — Oyaa BiAQHA KHUTA Ta [IPO-
BepeHa BucTaBka y 2000 poui. CrioaiBaemocs, 1ika-
BiCTb AO Lii€i Temu Oyae 306iablIryBaTUCS.

IMTapaieAabc cTBepaXyBaB: «IToaiOHe mpuTsrye
moaibHe». CydacHuit CBiT, 110 6aAaHCye Ha Kparo
npipBy, motTpedye crnaciHHsA. YkpaiHi BKpait moTpi-
6eH MMp Ta CIOKIMHUI PO3BUTOK. TOMY Tak Bax-
AMBO, 1100 KYABTYpa Ta MUCTELITBO AQPYBaAM HAM
BIAUYTTS MMpY, 6AaromnoAyyuysi, Mmaau y cobi Bipy
Ta €HEeprilo CIPSMYBATU AIOACTBO IIASIXOM B3a€EM-
HOI [IOBary, MpOLBITAHHS Ta CBSTA OYTTS. AAe, 3po-
3yMiAO, 1110 HOTPiOHO He AMILe MPIsITH, aAe 1 AiTH,
;00 3anaHyBaAu iael Hoocepy Ta KOCMiuyHa caMo-
CBiAOMICTB, yCBIAOMAEHHS BeAMYHOI Micii AfopocTBa
Ta Po3ymy y Beecsiri. Came Taki BiAUyTTS IpUpPOA-
HO NpUTAaMaHHi YKpaiHIAM Ile 3 YaciB I3MYHULIbKUX
BipyBaHb. L4 AiHif, sKa, criopiBaeMoCh, 3TOAOM Ile-
PETBOPUTHCS HA CUCTEMHE HOOCHEPHO-KOCMIYHE MIIC-
A€HHs, 3HalIlIAQ B YKpaiHi CBO€ YHiKaAbHe BTiAeH-
HA Y diaocodcpkux Ta HaykoBux pospobkax I. Cko-
BopoAu, B. Bepnapcbkoro, M. XoaropHOro, y MucTe-
yrBi K. MaaeBuya Ta iHmmx aBTopis. Crarts «Hooc-
(hepHO-KOCMIYHMIT HATIPSIMOK PO3BUTKY YKpaiHW»,
o Buitaa y 36ipuuky IITCM vy 2021 poui, sikpas

OAEKCAHAP KAMMEHKO

OyAa MpUCBsiYeHA AOCAIAKeHHIO Liiel Temu. JKutTe-
BO HEOOXIAHMI AASI TIOAQABIIOL €BOAIOLIiT, AASL HO-
BOT'O PO3yMiHHS LliAell Ta 3aBAAHb AIOACTBA BEKTOD
HOOC(HEPHO-KOCMIYHOTO PO3BUTKY He IIPUITMHSIB-
cs B YKpaiHCbKUI CBiAOMOCTI, BiH IIPOAOBXKYETHCA
i1 3apa3 y Cy4aCHOMY MMCAeHHi Ta mucTenTsi. Cra-
BMMO 32 LIiAb IT0Ka3aTH, 1110 PATiBHI IPOsIBY HOBOTO
PO3YMiHHS, IIParHeHHs A0 HOOCHEPHO-KOCMIYHOTO
MMCAEHHSI HaCIpaBAi € B Hallill KpaiHi, Ta nmepexko-
HaTHU, 1IJ0 BOHY MOKYTb Ta MMOBMHHI CTaTU YHiKaAb-
HOIO LIMBiAi3alifiHOI0 Mpono3ulielo YKpaiHu CBiTO-
Bi. HapBaskAMBO, 1110 Lis1 6AaropopHa ipest Oyae Bu-
TASIAQTY HAAMIXAIOUOIO 1 TePEKOHAVBOIO AASI BCBOTO
CBiTY Ta CIIOHYKAa€ AIOACTBO CIIPUATH II peaaisauiii.

BukAaaeHHsI 0OCHOBHOTO MaTepiaAy AOCAIAKeH-
Hs1. bpuTaHchkmil BYeHnit AskeriMc AaBAOK Y CITiB-
APYXHocTi 3 AiHH Mapryaic BCAOBUB TaK 3BaHy Ii-
note3y e mpo 3eMAlo sIK )XMBMIT opraHiam. Y itoro
ysiBi [ess — 1ie «pAuHamiuHa ¢pisiororiyna cucrema, sika
BKAIo4ae biocdepy i mATprMYe Hally AaHeTy 6iAb-
11le TPbOX MiAbSPAIB POKIB Y FapMOHIl 3 XUTTAM».
IM’st aHTUYHOI OOTMHI AASI Ha3BM KOHLENLil BYEHOMY
IOPaAMB BUKOPUCTATY BiAOMUI MUCbMEeHHUK BiabsiM
TOAAIHT, OTXe, BOHO CIIPABASIE BPAXKEHHsI HA TAMOVH-
Hi apXeTUIIOBi LIIapy MACBIAOMOCTI AIOA€1, BUKAVIKAE
LIMPOKI acoliallii, y TOMy 4MCAi 11 peairiiHi. Baacne,
rinmotesa I'ei i1 moAsirae y TBepA KeHHi, 1110 y ITAaHeTap-
HOMY MacLITabi came ImaaHeTa 3eMAs aKTUBHO ITiA-
TPUMYE CTabiAbHI YMOBY, KOMPOPTHi AASI BAACHOTO
icHyBaHHs. «Becb 00pa3 3eMai, KAimart, ckaaa, rip-
CBKIIX ITOPiA, TIOBITPSI Ta OKEAHCBKMX BOA, € HE AJIIIe
pe3yAbTaTOM I€OAOTIYHMX MPOLIECIB, a I HACAIAKOM
MIPUCYTHOCTI XUTTS. 3aBASKYM Oe3IepepBHiil aKTUB-
HOCTI KMBMX OPraHi3MiB yMOBM Ha ITAQHeTi MATpU-
MYIOTBCSI y CIIPUSITAMBOMY AAS SKUTTS CTaHi MPOTS-
T'OM OCTaHHIX 3,6 MiABSIpAIB pOKiB», — mucaB AaB-
AOK. — Byab-AKi BUAY, AKi HECTIPUATAMBO BIIAMBAIOTh
Ha HaBKOAMIIHE CEPEAOBHUILE, POOASITD I0T0 MEHII
IIPUAQTHUM AASI TIOTOMCTBA, BPeLITi-peIuT OyAyThb
BUI'HAHI TaK CaMo, K i HallCAAOILi, eBOAIOLIIIHO He-
MIPUCTOCOBAHI BUAN...».

HacnpaBai Ay»ke cx0>Xi MOTrAsiAM BUCAOBAIOBa-
AU pi3Hi MUCAMTEAI Ta BUeHi 1 paHie. Hampukaaa,
y XVIII croairTi iaeto mpo 3eMAIO SIK KUBY iCTOTY
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BIepiie 6YAO BUCAOBAEHO IIOTAAHACBKMM HaTypaaic-
ToM-TeoAoroM Askeitmcom XattoHom (1726-1797).
Y 1785 poui Ha Aekuii y KopoAiBcbKoMy ToBapu-
ctBi EAMHOYDrY BiH BCAOBMB IIPUIYIIE€HHS IIPO TE,
[0 3eMASL — >KUBUIT HAAOPTaHi3M, KMl Ma€ CBOI C1-
creMy OOMiHY PEYOBUH i AVIXQHHS, 1[0 IPOSIBASIETh-
Cs1 yepes reoAOriuHi mporecu.
HaykoBo-Teoperiutuii i piaocopcbkuit BUMip KOH-
penuii I'el, To6TO reodisioaoris, Aysxe 6AM3bKi A0 6i-
ocdepHoi KoHLenii B. BepHaacbKoro, xoua roA0BHi
cBoi iaei AX. AaBAOK chOPMYAIOBAB, 32 BAQCHUM BU-
3HAHHSIM, KOAM 11ie He OYB 3HaTOMMUIA 3 JIOT0 TIPALsIMH.
BiH MOsICHIOE 1ie TUM, 110 AOHEeAABHA OYAM BIACYTHI
BAaAi mepexaaay TBOpiB BepHaAChKOI0 aHIAIICHKOIO
MOBOIO, @ TAKOXK 3aTAABHOIO «TAYXOTOIO» QHTAOMOB-
HIUX aBTOPiB A0 iHIIOMOBHUX TeKCTiB. CbOTOAHI Te-
opist BepHaAChKOTO PO3TASIAAETHCS MIBEMJAPCHKUM
AocaiaakoM JKakoMm [piHBOAAOM fK «iHTeAeKTyaAb-
Ha nepeAicTopist KoHuemnuii [ei», a cam AaBAOK Kanye
BepHaACHKOTo CBOIM «BUAAQTHUM IIOTIEPEAHUKOMY.
V¥ mexax lei Mae icHyBaTM rapMOHis BCiX BUAIB
y CBOTO POAY baraTopiBHeBOMY cMb6i03i. SKIIjo Afo-
AMVHa ITOpyIIye piBHOBary Ta KuAa€ BUKAMK [ei, To He-
MUHYYe 3a3HaBaTMMe KaTacTpodu, OCKIAbKY Beae 060-
potb0y 3 Heto. ChOrOAHI BCE BUTASIAQE TAK, 1[0 ATOA-
CTBO 3araAoM, Y 10r0 YMHHOMY CTaHi, — Lje XBopoba
6iocdepu naaneTn 3emasi. OCTaHH /il HAMAra€TbCs
3LIAUTHCS, 3MIHIOIOYM AesKi TapaMeTPU CBOTO iCHY-
BaHHS TaKVM YMHOM, 11100 «BUKUHYTU» 3 CeOe AI0OAY-
HY, OYMICTUTHUCH Bip AIOACTBa B3araai. AX. AaBAoOK,
SIKUIT OyB OAHMM i3 maTpiapXiB «3€A€HOTO PyXy», U~
CaB: «...MJ [TOBMHHi BpPaXOBYBaT! CTPaXiTAUBI TeM-
M 3MiH i YCBIAOMMTH, SIK MAAO 3aAMIIMAOCS Yacy,
1100 AisITH, & TOTIM KOXKHE CITIBTOBAPUCTBO i KpaiHa
MOBMHHI 3HATU AKHAJKpallje 3aCTOCYBaHHA CBOIM
pecypcam, 106 MATpMMYBaTH LMBiAi3aLiio IKOMO-
ra AoBlie». VIAeTbcs He Aulile TP rA0b6aAbHe TIoTe-
TMIAIHHS, a /1 PO PAaAMKAABHI 3MiHM KAIMATy Ta CIIpu-
YMHEHY AIOAVHOIO 3araAbHY AECTPYKLiio biocdepu.
HesumaakoBo itoro kuura, BupaHa 2006 poxy, Hasu-
BaeTbcs «[TomcTa [ei» — aae 1je He TPOCTO KOHCTA-
Tauist GpaxTiB, a 1 BOAHOYAC «KEPIBHULITBO AAS TUX,
XTO BIDKMBY, LII0 AAPECOBAHE AIOASIM, sIKi 6OpoTH-
MYTbCS 32 iCHYBaHHSI ITICASI pO3IIaAy €KOAOTIUHOTO

2022, Bunyck BiciMHaOysmMuLL

MeXaHi3My, 1o Aie. Hapasi, BBaskae AaBAOK, 3AOBXKU-
BaHHSI AIOAVIHU IIJOAO AOBKiAAS 3MYIIYIOTB 1110 CUCTe-
My npauoaty npotu Homo Sapiens. Test moxxe Bu-
KOPMCTOBYBATU Y 1iiif 60poTb6i Ha 3HMIEHHS pi3Hi
iHcTpymeHTM — MyTalil Hebe3neyHux BipyciB, mo-
TY>KHi 3€eMAeTPYyCH, 3MiHM KAiMaTy Tojo. Ha Haue
ocobucTe OavyeHHsl, He BUKAIOYEHI i1 iHIi, Ha mep-
Mt TOTASIA (PaHTACTUYHI, MOXKAUMBOCTI — HaIpu-
KAQA, 110 TaK 4M iHaKie came [est 3AiliICHIOE BIIAUB
Ha KOAEKTVBHY IIACBIAOMICTD AIOAEIA, 1[0 CIIOHYKA€E
AIOACTBO AO CAMO3HMUILIEHHS Yepe3 PeBOAIOLii, OyH-
TU, Xa0C, BITHU.

«MIiABSpAM 3aTMHYTbD 1ile AO KiHLA CTOAITTA», —
BBaKa€ AaBAOK. — I 3aruHy, AMIIIe MaAa ACLINIIS AJO-
A€ll, MO>KAMBO, BIDKIBe B APKTHIIi, Ae caMe KAiMaT 3a-
AVILIUTBCA 1ile BIAHOCHO TepIMMMM». M1 He 3HaeMo,
CTAHEeTbCSI TaKe UM Hi, aAe HaBiTh IOCTAHOBKA TAaKOT'O
MMUTAHHA B)Ke BMMAarae HaliCepMO3HillMX PO3AYMiB.

HacmpaBai moTpibHO Ayske BiABEPTO Ta MY)XXHBO
BIM3HATHY, 1[0 CXOXKUX ITOTASIAIB Ha IIPMPEYEHICTD AIOA-
CTBa AOTPUMYIOTbCSI 6araTo MpoBiAHMX BYEHUX CBi-
Ty. IIpy IbOMY BOHM CIIMPAIOTHCS HA KOHKPETHI Ha-
YKOBI AaHi, CIIOCTepe>XXeHHs Ta AOCAIAXKEHH. AoTIo-
Bial PuMCBKOTO KAYOY, siK1it 06'eaHy€e BUEHMX 3i CBi-
TOBUM iM'sIM, TeX, M'SIKO Ka)Kyuu, HeBTUIIHI. Bia-
HOCHO 0araTo yBaru BiaaeMo AX. AaBAOKY Ta 110r0
Teopii caMe AASL TOTO, 1100 MAKPECAUTM IPAHMY-
HY CepIO3HICTb CTaHy peyeil Ta B3AEMO3B 130K BCiX
TIPOLIECIB Ta MOAiN.

Yy MOKAMBUI BUXiA 3 Li€l mpypeyeHOCTi? Bries-
HeHi, 11j0 caMe YKpaiHCbKMi1 BueHnit B. BepHaacbkuii,
3 IpaLsIMU SIKOTO, Ha JKaAb, He OyB 3Haiomuir Aas-
AOK, e B XX CTOpPiy4i 3alIpONOHYBaB EAVHUI MOK-
AVIBUIT LIASIX AO BUPIlIEHHS TAOOAABHUX POOAEM
aAcTBa. Hoocdepa, mosiBy sikoi niepeabauns Boao-
AvMup BepHaacbKuil, BXe 3's1BMAACS, iCHYE Ta B 3MO-
31 peaAbHO IOBEPHYTMU 1ii poliecy Hasaa. [Toku Bona
Al€ 1Ije He Ha ITIOBHY CHAY, AUIIIe K KOAEKTVBHA CBi-
AoMmicTb 00’epAHaHOro iHpopMaLiiHUMK Ta iHIIN-
MU 3B’s13KaMu AIOACTBA. [TOTPiOHO SIKHATAKTUBHI-
1ile MOIIMPIOBATU PSTIBHI iael HoochepHOI LuBiAi-
3aljii 6e3 BOEH, KOAYM AIOACTBO Y MAIAHIN criBpati
3MOXXe IIOAOAATHU BCi TPYAHOIL, HapAiCAQTY TO3UTUB-
HMI cUTHaA [el mpo BUIpaBAeHHS Ta 3HAMTU BUXIA,.
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Ha 1jpoMy LIASIXY, SIK MU B)XXe Ka3aAl, BUHUKAIOTh
0CO0AMBI 3aBAQHHSI AASI KYABTYPY Ta MUCTELITBA. AA€,
Ha )KaAb, IPUOAM3HO 3 APYTroi MOAOBMHY XX CTOAIT-
Ts 3aMiCTh 3aTaABHOAIOACHKUX, HiA0COPCHKUX MTH-
TaHb, eTUYHMX Ta €CTeTUYHUX 3aBAAHb MUCTELITBO
HacaMIlepeA MOYaAO BUPIIyBaTy 3aBAQHHS IICUXO-
AOTiYHi Ta MAPKETVHIOBi. A 3rOAOM IIEPETBOPUAOCS
Ha [lepeBaXXHO AECTPYKTUBHMIA erperop. Lle Bipbyao-
€51 IOCTYTIOBO, HETIOMITHO, aAe caMe TOMY, 10 IICK-
XOAOTi4YHi MPMIIOMM BIIAMBY Ha CII0)KMBA4a BUMIIIAY
Ha Tepuit AaH. Bce poOuThCst AAsi TOTO, 11100 Y 6yAD-
SIKUIT CTIOCIO MPYBEPHYTHM yBary npeACTaBHUKA Ma-
COBOI KYABTYPM — AOCTAaTHbO AMIIE JIOTO «IICUXO-
AOTIYHO CTPYCUTI», IO LIIAKOM YKASAQ€ETbCS B KOH-
LIETILIiI0 «KYABTYPHOTO HIOKY» aHTporoaora Kaaep-
B0 O6epra. [IKiI0 BpaxyBary, 11j0 B peaAisix cygacHol
AIICHOCTI, 5IKa HeJIMOBIPHO HIBUAKO, SIK y KaA€MAOC-
KOIIi, 3MiHIOETHCH, A€ AIOAMHA MOCTIIHO PYXa€Tb-
51, IOAOPOJKYE MOMIXK PisHMMU KpaiHaMMu, MaHAPYE
Y BipTyaAbHOMY CBIiTi, IJOAHA CTUKAETHCA 3 YY>KOIO
KYABTYPOIO, TO CTaH KYABTYPHOI'O LIIOKY CTA€ CIIe-
L1 }IKOI0 MOCTITHOTO 3HAXOAXeHHS 1i y TOTOoLi CBi-
TOBOI KYABTYPH.

Ax mucas XKan Boapisp, 11 BUCHOXKYIOUM HAAAIOA-
CbKi IBUAKOCTI Cy4acCHOTO CBiTY, 6e3KiHeYHMIT Kpy-
roo0ir Cro>KuBaHHS Ta 3a0yTTs, IAAEHMIT TUCK pi3-
HOMaHITHOI iH}opMaLlii BTOMAIIOTh AIOAUHY. Bce
IIBUAKO HabpMAQ€E, CTa€e HeuikaBuM. AOCTyKaTu-
CsI AO TAKOTO TAsipava AyXe ckaapHo. Tomy cyuac-
He MUCTELTBO YacTO CBiAOMO obupae Takmit 3aci6
HMIBUAKOTO IPVBEPTAHHA yBaru — 4¥MOChH BPasy-
TU TASIAQYA, OYAB-SIKUM Y/MHOM BIIAMHYTY Ha AIOAU-
Hy. Lle KopeAroe 3 HalMPOCTILINMM IICUXOAOTIYHUM
NpUITOMOM NIpPMBEPHEHHs yBaru — arpeciero. Bipo-
Muit poocaipHuk EaBapa BiacoH nmpocTesxye icTopito
€BOAIOLii arpecii Ta BBOAUTb BU3HAYEHHS «KYABTYP-
Ha eBOAMLis arpecii» [9]. Horau laabTyHr Bupisse
TaKe IOHATTS, K KYAbTYPHE HaCMABCTBO, ITiA AKUM
MOTPiOGHO PO3YMITH «OYAb-SIKMIT aCIIEKT KYABTYPH,
SIKMI MO>Ke BUKOPVICTOBYBATHUCS AASL AeTaAi3allii Ha-
CMADBCTBA B J10T0 TIPSIMiil Ta CTPYKTYpHiit hopmi» [4].
Ha pAymxy ITaaTroHa AranoBa, «KyAbTYpHe HaCAbCTBO
CIIPUSIE TOMY, 110 CTPYKTYPHe Ta MaHiheCTHe HaCUAb-
CTBO BUITPABAOBYETbCS, PO3TASIAAETHCS CYCIIABCTBOM

OAEKCAHAP KAMMEHKO

SIK cripaBeAAMBe. [Ipy IIbOMY HaCMABCTBO CIIpUIIMAa-
€ThCSI FPOMAASHAMMY SIK LIAKOM IIPUITHSITHUIT CIIOCiO
BUpileHHsI KOHPAIKTIB» [1].

Arpecisi, Ha >kaAb, IPOHMKAA B yci chepu muc-
TeuTBa. ¥ AEAKUX JIOrO BYAAX BOHA MPOSBASETHCS
AY’Ke SICKpaBO, OTOAIOIOYM TBAPMHHY CYTHICTb AIO-
AVIHN, @ B iHIIMX — 3aByaAbOBaHO, COlliaAi3oBaHO,
OKYABTYPEHO, K y PO3BRKaAbHMX 1I0Y. Arpecil, cTpa-
Xy, HEHaBUCTi IOBCIOAM AeAaai Oiablirae, 1o mpsi-
MO Ta 0€3I0CEPEAHDBO TIPU3BOAUTD AO PEBOAIOLIIN
Ta BiilH. Ha Hay AyMKy, came Taki TeHAeHLIil y KYAb-
TYPi Ta MUCTELITBi CIPUSAIOTb TOMY, 1[0 CBIiT IIBUA-
KO PyXa€eTbcsl Y OiK peaApHOro Ta MpakTUYHOTO Ca-
MOSHMUILEHHS Y OCTaHHIIT sIAepHii 6iitHi. Takox 1
AECTPYKTMBHIi eMaHallii T0CMAAIOTb HeraTUBHIi CUr-
Haau e, sIKi BOHa cripuiiMae SIK 3arpo3y Ta BMMKA€e
3acobu 3axMCTy.

Hait0iAblira Hanpyra BUHMKA€E MiX pi3HUMM eTHIY-
HUMU KYAbTYpamu Ta peairissmu. Cranicaas I'pod 3a-
3Hayae: «CbOroAHi HaM NOTPiOHO GiAblile AYXOBHOC-
Ti, a He Oiabiue peairil. OpraHi3oBaHi peAirii B ixHiit
HUHIiLIHI popmi € yacTrHO0 pobaemy, a He ii Bu-
piureHHsM. Y 6araTbox YacTMHAX CBiTY OCHOBHUM
AXKEPEAOM HACHABCTBA € peAirinHi kondaixTu» [6].
EJiHIITElH Ka3aB, 10 PeAiris Mait0yTHbOro IOBUHHA
OyTy KOCMIYHOI0. A0AAMO: HOOCHEPHO-KOCMIYHOIO.

Ha npeBeankuii XaAb, arpecis, HeHaBUCTb Ta Ha-
BiTbh TsAra A0 iHepHAAPHOTO IPOHUKAY B OCTAHHI Ae-
CATUPIYYA TAKOX i AO YKPaiHCHKOT'O MUCTELITBA, sIKe
CTOAITTSIMU AO TOTO Bip0OpaskaAo cBsiTo OyTTs. Tpa-
AVLIIJIHO Hallle MUCTELTBO OYAO 3aBXXAM CIIOBHEHE
CTUXIiTHOTO YCBIAOMAEHHS PAAOCTI )KUTTS B KpaiHi,
Ae HeDaueHo poAfova Ta lifeApa 3eMAs. MUTLi cAa-
BMAU COHIIE SIK AXKEPEAO >KUTTs, OCITIBYBaAM ILJac-
TS Ta Bipy Y A0Ope MaitbyTHe. Terep Bce B KYABTYpi
3MIHMAOCS Ta PYXa€eThCs B OiK HeraTuBy Ta IMeCUMi3-
my. Lle BiaOyaocs 3 6araTrbox 00CTaBUH, aA€ OAHUM
3 TOAOBHUX Y/MHHMKIB CTAaAO HEKPUTUYHE IIOBTOPEH-
HsI TA KOMiIOBaHHS MAOAOHIB Cy4aCHOTO 3aXiAHOTO
MUCTELTBA Ha MiCLIeBOMY ITPOBiHLiltHOMY piBHi. Taxe
CIPSIMYBaHHSI XapaKTepHe He AAS BCiX aBTOPiB, He-
3Ba’Kalouy Ha Te, 1[0 caMe 1Ii TEHAEHIIil 3 LIIAOT HU3KU
MPYYVH MATPYMYIOTbCS Ta HaBiTh HaB sI3YI0ThCs. Tak
4 {HaKIIle, aAe MaCOBUIT PO3BOPOT AO AECTPYKTUBY
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36ircst B yaci 3 I0YaTKOM PYJHIBHYX IIPOLIECIB, 3 pyXOM
y 6ik KoHdpoHTallii Ta BiiiHN. BrieBHeHi, 1110 AMHUM
MOPSATYHKOM BiA LIMX 3arDO3AMBMX TEHAEHLIi MOXe
CTaTU pilllyye MOBEPHEHHS 5K YKPaiHChKOI KYABTY-
PM Ta MUCTELTBA, TAK i KYABTYPU AIOACTBA AO ipelt
HoocdepHO-KocMiyHOI cBipoMocTi. Came Ha LIbOMY
PATIBHOMY LIASIXY, IKMi1 TOBMHEH BBA)KaTIICS HALIIOIO
HABHUILOI0, HAVBAXKAUBIIIO Ta HATOAArOpOAHILIO0
Mici€ro, yKpaiHCbKe MUCTELTBO MOXKe CTaT/ Halll]iH-
HILIIOIO L[MBiAi3aLIi/IHOI0 TPOINO3UILIiE€I0 CBITOBI.

B. 1. Bepnapcekuit y po6oTi «®iaocodchbki AyMKM
HaTypaAicTa» IMCaB: «...AIOAVHA BIIEpILe PeaAbHO 3pO-
3YMiAa, 1[I0 BOHA )KUTEADb IIAQHETH, SIKUI MO>Ke — I10-
BUHEH — MMCAUTH i AIITY Y HOBOMY aCIIeKTi, He TIAbKM
y acreKTi OKpeMoi 0coOMCTOCT], CiM'T Y1 POAY, A€pKaB
41 IX COMH03iB, a /1 y IAQHETHOMY acIeKTi» [3, c. 35].
Bsxe HacripaBAi He icCHye OKpeMIX KpaiH UM HApOAIB,
TOMY CIIOAIiBa€EMOCS, 1110 pillryunit pyx YKkpainu y 6ik
HOOCEpHO-KOCMIYHOI CBIAOMOCTI CTaHE TUM IIOMa-
XOM KpMAQ METEAMKa, SIKUI1 3MO>Ke 3PYLINTHU B L[bO-
My HaIpsIMKY BeCb CBIT.

ToBopsiuM «HOOCHEPHO-KOCMIUHE», MYCUMO PO-
3ibparucs 3 TepmiHoaorietw. llfo cTrocyeTbest HOOC-
depu, TO TYT He BUHUKAE HiSIKMX 3aIIUTaHb, 1I€ CAOBO
B HaYKOBOMY BXKUTKY Ma€ AOCUTb YCTaA€He TPaKTY-
BaHHs, 3aTaAbHOBI3HAHe IIOXOAXKEHHS BiA Teopii, sKa
BIIeplie po3pobaeHa Boaopumupom BepHapcpkum.
TTOHSTTS «<KOCMIYHE» BOYEBUAD ATIEAIOE AO «(diro-
coii KOCMi3My» SIK CYKYITHOCTI Ay>Ke pisHUX i AyxKe
CTapOAaBHIX iAeil Ta ysiBA€Hb AIOACTBA. I[ToTpibHO
BM3HATH, IO BXXe iCHYE yCTaAeHe CAOBOCIIOAYYEH-
HS «PYCBKUIT KOCMi3M», sIKe aKTUBHO BUKOPMCTO-
BYETBCS Y pociricbkoMmy dirocodcpkomy AUCKYpCi
Ta CTOCYETbCA AYXOBHOI KyAbTypu Pocinicbkoi im-
nepii kinua XIX — nouarky XX cTtopiyusa. Hasith
noBaxHu1 bopuc I'poric BMAAB KHUI'Y 3 TaKOIO Ha-
3Bo10. AiICHO, y TOJI TIepiop y BCbOMY CBiTi baraTo
aBTOpiB — (irocodiB, HAyKOBLiB, MUTLIIB, IOETIB
Ta KOMIIO3UTOPIiB — TaK 4YM iHaKIIe IepeTHYAUCS
3 KOCMiYHMMU ipesiMu. 3BiCHO, B IIbOMY CYCITiABHO-
MY KOCMIYHOMY CBITOCIIPUITHATTI BiAOMBCS BeAnyes-
HUI BIIAMB OCOOAVBOI €110X1, aAe TAKOX MOTPiOHO
BM3HATH LIOCH i€, 4M He MeTadiznyHe. MOXAMBO,
y noranbAeHOMy 3aHypeHHI B iAel KocMi3My, SIKIit

2022, Bunyck BiciMHaOysmMuLL

BiaOyBcs Ha TepeHax Pociricbkoi imnepii, BusiBuaa-
Cs1 0COOAMBA CXMABHICTD PiIBHOMAHITHUX €THOCIB
BEAMKOI TepUTOPIl AO BEAVKUX Ta aMOITHUX Hapa-
TUBIB, TSKIHHA AO BiAUYTTA BEAMYHOIO IIPOCTOPY,
00yMOBAEHE HEOCSIKHICTIO TPUPOAHOTO AQHALIAd-
Ty — 3rapaemo BipoMi caoBa M. Toroas. Aae mo-
TPiOHO 3a3HAYMTH, IO A€l TAaK 3BAHOI'O PYCbKO-
ro KocMisMy copMyBaANCs Ta PO3KBITAM y CITiAb-
HOMY IIPOCTOPpI B Ti yacy, KoAu i YKpaiHa J1 3HayHa
KiABKICTDb IHIIMX, CbOTOAHI OKpEMMX CAaMOCTIVIHUX
KpaiH, HaBiTb [ToAblla, epebyBaan y GiAbII-MeHLI
peaabHint epAHoCTi. Toal Lie AilicHO OyAaa BeAnyesHa
CIiABHA TEPUTODIsL, A€ BUPYBaAM 0COOAMBI eHepril
camoBipuyTTA. CaMe y Liill CyKyITHOCTi Ay>Ke pis-
HUX HAPOAIB Ta 3eMeAb, y cuMoOHil, cuHTe3], y B3a-
€MOBIIAMBAX TaK UM iHaKIIe BUHUKAY Ta PO3KBITAU
iaei kocmismy, a sropoM i Hoochepu. Tomy cydacHe
npuBAacHeHHst Pociero criabHOro Hap0aHHs Oara-
ThOX HapoAiB — xubHe. Lle cxopiie BiaoOpaskae im-
TepCbKUIT AYX Ta A€sKi IPONaraHAMCTChbKi MOTUBH,
HiXX peaAbHicTb. be3nepeyHo, KOCMi3M He € YUCTO
POCiNiICBKMM HaAOaHHSM, Lje KOAO ITOHSTh IIPUTa-
MaHHe BCill CBiTOBIll KyABTYpi — Bip AHaKciMaHApa
Ta Axxoppano bpyHo po Cawmi BiBekananpu ta Te-
spa pe lllappena. Tako>k MycMMO HaBeCTU A€KiAb-
Ka KOHKPEeTHUX MTPUKAAAIB 3HAYHOTO BIIAMBY yKpa-
THCbKuX ipeit. Kasumup MaaeBuy, 1110, 6esnepeyHo,
3aM0YaTKyBaB HOBY TPAAULIiI0 KOCMIYHOT0 abCcTpax-
THOT'O MUCTELTBA, OYB, sIK BIAOMO, CTOBIiACOTKOBUII
TOASIK 32 TIOXOAKEHHSIM, aAe HApOAUBCS, HABYaBCS
1 AOBrO >XMB B YKpaiHi Ta BCe )XUTTsI HasuBaB cebe
ykpaiHniem. Boaopumup BepHaaCbKuMit, 110 CTBOPUB
BYeHHs po Hoocdepy i BBakaeThbcs B Pocii opAHUM
3 CTOBIIIB «PYChKOT'0 KOCMi3My», MaB y CBOII1 pOAO-
CAOBHIJ1 AUTOBCbKe Ta YKpaiHCbKe KO3albKe KOPiH-
HsL. SIK BiH caM IMCaB Y 1LIOAEHHUKY, B HbOTO HE OYAO
JKOAHOI KpallAMHM POCificbKoi KpoBi. B ocHOBI Bciel
KOHCTPYKLii ocobauBoro disaocodcbkoro ciToba-
YeHH, 1[0 PO3BUAUCS 3TroA0M y Mukoau QPepoposa
Ta iHmmMx piaocodiB-KocmicTiB, AeXKaTh iael yKpaiH-
cpKoro mucAauteas Ipuropis CkxoBopoan.

SKIo mTH Aaai, To mobaunmo Giabue. Bupar-
HUM OAMHAK, He CXOXKMI Hi Ha Koro MikaAorocC
YropAbOHiC, OAMH 3 MepLIMX KOCMICTIB y CBIiTOBOMY
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MUCTELTBI — CTOBIACOTKOBUI AUTOBELb. [eHiaAb-
Hu1 Muxaiao Bpy0eap, TBOp4icTb 5IKOTO, Oe3mnepe-
YHO, € IPUKAAAOM KOCMIYHOTO CAMOBIAYYTTSI, — ITO-
AsIK. L]e My HABOAMMO TiABKM THIX @BTOPIB, 11J0 HApO-
AMAVICS Ta KMAM B PociliCbKii iMmepii.

IToTpiOHO OCTATOYHO BM3HATH, IO IOYMHAIO-
4M 3 AABHiX-AABeH, 3 IpaiCTOPil AIDACTBA — AaB-
HbOIIIyMePChKOi, AABHbOETUIIETCbKOI, AABHbOIHAI-
CBKOI, AQBHBOKUTACBKOI Ta AABHBOTPELIbKOI TPAAU-
i1, — BIAYYTTS €AHOCTi BcecBiTy Ta AIOAMHU SIK 110TO
HeBiA'€MHOI YaCTHHM OYAO HAABOKAVBUM AASI CIIOCTe-
pirauiB sopsiHoro Heba, MUCAUTEAIB, BueHux. Beec-
BiT OYB 3aBXAM PUCYTHIN Y dirocodii, Hayu, AiTe-
paTypi, MUCTeLTBi, peAirii pisHUX HapoAiB, y ToMy
YUCAI 11 B YKpalHCBKill KyAbTYpHIii1 Tpaauwii. OTxe,
MO>KEMO BIIEBHEHO Ta IIePeKOHAHO CTBEPAXKYBATHU,
IO ABUILe KOCMi3My — lie YHiKaAbHe AOCSITHEHHS
Ha LIASIXY 6araToBiKOBOrO AYXOBHOT'O PO3BUTKY BCi-
€l cBiTOBOI LIMBiAi3alrii.

MaAeBud Ta Mepiop aBaHrapAy

CTyXiyIHUI TAHIICUXi3M, CTIiVKI SI3UYHULIBKI BIIAU-
BU, pO3yMiHH:I cebe yacTuHOW BeeciTy icHye B ykpa-
THCBKilT MEHTAABHOCTI 3 AQBHIX-AaBeH, Ma€ 0e3Aid po-
SIBIB Y KYABTYDi. AA€, BOUEBMAD, HalOIABII Bi3yaAbHO,
HAOYHO NTPUTAMAHHMII YKPAIHChKiil MEHTaABHOCTi IIpU-
POAHMIT KOCMi3M BipOOpaXkeHMit y Tpapuuii yKpaiH-
CBKOTO Ieli3axy, mounHatoun 3 Ceprist BacuabkiBcbko-
ro, Muxoau IlumoHeHKa Ta iHmux. TBopuicTe Apxuna
KyiHa>xi B3araai € CBiTOBMM IIPUKAAAOM iHTYiTMBHO-
ro KocMiyHoOro cBirobayeHHs. s AiHist Ayske LjikaBa
Ta 3aCAYTOBYE OKPEMOTO PO3TASIAY, aA€ B L€l CTaTTi M1
TiABKM OKpeCAMMO 1i Ta reperipemMo Ao XX cTopivus.

3BepTaouNCh AO IIUTAHHS ITePeXPECHUX BIIAU-
BiB, 30KpeMa BEANYE3HOTrO YKPAalHCbKOTO BHECKY
AO KOCMi3My B MUCTELITBI, BipAAiK, Oe3nepeyHo, mo-
TpibHO mouaTu 3 Kasumupa MaaeBuua, BiAKAaBIIN
AO Yacy po3AyMM IIpo GpOABKAOD Ta iCTOPito MUCTELl-
TBa A0 XX cTopivys.

«51 6auMB camoro cebe B KOCMOCI, A€ MeHe Ipu-
XOBYBaAM TOUYKM Ta po3dapOoBaHi cMyri; Tam, CEpea
HUX 51 BIATIpaBUBCsI B 6e30AHI0. LIboro aira st mporo-
AOCHB Ce0e IPe3NAEHTOM KOCMIYHOTO IPOCTOPY», —
Tak mucas K. MaaeBud B Ancti oo M. Marommsa [7].

OAEKCAHAP KAMMEHKO

Kasumup Maresuy. Asmonopmpem, 1908—1910

K. MaaeBud 6yB IepiiyM XyAOXKHUKOM CBITY, XTO
cBipoMo BBiB noHATTA KocMocy y cBoi TeopeTnyHi
MipKyBaHHs IIPO LIiAi Ta 3aBAQHHA HOBOTO MMUCTell-
TBa. BoueBMAD OYAYUM AIOAVHOIO MEAIYMIYHOTO THITY,
6iAblile iHTYITUBICTOM, TPOPOKOM, HiXX aHAAITUKOM,
MMUTeLb BiAUyBaB HACTAHHS KOCMIYHOI epy, sIKa IMo-
yaAacd B MUCAEHHI, a Mi3Hillle peaAisyBasacs B pe-
AAbHMX KOCMIYHMX paKeTax Ta MOAboTax. BiH mep-
LM CepeA Ais4iB yci€ei CBiTOBOI KyABTYpY TOBOPUTD
npo KocMmoc He TiAbKM SIK IPO AKUIICh AYXOBHO-PO-
MaHTU4YHUI nIopuB y HeBiasoMe, He Auille B MicTUY-
HOMY, CIipUTYaAiCTUYHOMY KOHTEKCTi, SIK Lie BXe
OyAO B AESIKMX aBTOPIB, @ B OiABLI HIX IPaKTUYHO-
MY, HaBiTb TeXHOKPaTMYHOMY CeHci. Ik BianoMo, BiH
HaBiTb epeAOaunB MOsIBY CYNYTHUKIB Ta Bidyaaisy-
BaB ix MaiOyTHi BUrasia. MaaeBu4 AOCUTD Oe33a-
IepeyHo BUCAOBUBCS 1[OAO CBOEI TBOpUYOCTi: «Min
JKUBOIIVIC HE HAAEXKUTD 3eMAi BUKAIOUHO... Y AIOAM-
Hi, B Il CBIAOMOCTi A@KUTb IIParHeHHs IPOCTOPY, TA-
JKIHHS AO BiADMBY Bip KyAi 3eMAi...». [ e opHa itoro
pernAika rnpo Te came, sika HAOYHO Bip0Opaskae 10ro
IparHeHHs: «3eMAIo s Biaaato Tatainy, a cobi 3aan-
IIAI0 KOCMOC». Y KOHTEKCTI THX Oe3NpelieAeHTHUX
BUKAMKIB, 110 MM MaEMO B CBiTi CbOTOAHI, 3p03yMmi-
A0, 10 Y CBOil1 IPOPOYiil KapTuHi «HopHMIT KBappaT»
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Boaooumup Bepuadcvkuii.
Domonopmpem

Kasumup Manresuu.
Cynpemamusm: Biouymmsa

erekmpoHa, 1916

BiH nepeA0avnB HAMBXKAUBIILINIL TIepexiA CBITOBOI
icTopii AO YOTOCH 11je HEBIAOMOT'O Ta TAaKOTI'0, 110 ASI-
Kae. He Tiapku npo xpuBaBy peBoawoliio 1917-ro,
IPOMAaASHCBKY BilHY, cTpamHuil foaopomop, Apy-
I'y cBiTOBY BiiiHy, [oaokocT, Xipocimy Ta iHIi >xaxu
XX cropiuus nonepeprxkae MaaeBuy, a i1 IIpo 3arpo-
3y 3MiHM KAiMaTy, Ipo Oe3yMHY TpeTIO CBITOBY Bi-
JIHy, 1110, CXOXe, BXXe Iovasaca B Ykpaini. L]s xap-
TUHA, be3nepeyHo, 10Ch OiAblIle, HDK IPOCTO KUBO-
IIC — 1ie HAABR)KAMBE 3aCTePEXXEeHHS AIOACTBY, sIKe
BOHO IOBMHHO I00AYMTY HAOYHO TA 3aMUCAUTUCS
HaA TUM, 5K i KYAM PyXaTucCh y MaitbyTHpoMy. Bpa-
XOBYI0YM HallOAETAMBY LiikaBicTb MaaeBuya Ao Koc-
MOCY, MO>XKAMBO, TIPOTIO3ULIisl MUTLISI AIOACTBY ITOASI-
ra€ B TOMY, 11[006 HAPOAM Ta KpaiHM 3aMiCTb PYIHIB-
HUX BifiH Ta HEHABMCTi OAHE AO OAHOI'O 3aMHSIAMICS
110r0 BUBYEHHAM, MAaHAPAMM AO iHIIMX IIAQHET, YCBi-
AOMMAM CBOIO KOCMIUHY BiAITIOBIAQABHICTD Ta Micilo.

Ay>xe 6AM3bKi A0 HOOCHEPHO-KOCMIYHOTO CBITO-
BIAYYTTSI TEMM MU TaKOX 6a41MO y 6ararboX MUTLiB
YKPaiHCBKOT'O TIOXOAKEHHsI A0OM aBaHrapay: CoHi
Aeaone (IlItepn), Oaexkcanppu Excrep, Orexcanapa
BoromasoBa, AaBupa bypatoka Ta iHmmx. Becs Toit
yac, wo 30ircs 3 ApaMaTUYHUMU CBITOBUMM ITOAiSI-
My, OYB HaCM4YeHUI HOBITHIMY iAesIMM Ta TIparHeH-
HAM AO nporpecy. OAHUM i3 HaImPSIMKiB MUCA€HHS
siKpas i 6yan ipei kocmisamy. Boanouac y E. Aepya,
Tesapa ae llapaena, B. BepHapcbKoro Hapoa>XyBa-
Aacst 6e310CepeAHbO OB sI3aHA 3 HOHSATTSM KOCMi3-
My Teopist Hoocdepu.

Kasumup Manresuu.
Cynpemamuyna

komno3suuyis, 1916

2022, Bunyck BiciMHaOysmMuLL

Banepiii Aamax. Koro
Koavopy, 3 «Kunru Cxem»,
(1969-1978)

IIposiBu KocMisMy Ta HOOCchepHOro MICAEH-
Hs B YKPaiHCbKOMY MaAsIPCTBi B mepioa peaxiiii,
miA 3aAi3HOKO 3aBiCOXO

ITicAst MOTY>KHOTO CIIAECKY aBaHIapAHOTO MIC-
TeLTBa B LIiAOMY, IicAsl reHiaAbHMX 1Tpo3piHb K. Ma-
AeBUYa, B. KaHAMHCBKOTO Ta iHIINMX MPOPOKIB HOOC-
(hepHO-KOCMIYHOIO MUCAEHHS Y MUCTELTBI, B YKpai-
Hi, 1110 6yAaa yactuHoro CPCP, Ha AOBri poKy 3amaHy-
BaB COL{iaAiCTUYHUIT peaAisM sIK oiLjiiHui1 Ta eAU-
HUIT AO3BOAEHMIT HAIIPSIMOK TBOPYOCTi. AAe HaBiTh
Yy Lii TSDKKi AASt CBOOOAM AYXY MUTLIIB Yacy AesiKi 0co-
6MCTOCTI MParHyAM PO3BUTKY Ta AOXOAMAM AO BUCO-
KMX HOOC(hEepHO-KOCMIYHMX MPO3piHb. Tpouiku 1o-
CAA0ASIB HAIIPYTy TOM BaKT, 1110 TeMa KOCMOCY B A€-
sIKii Mipi criBmapasa 3 ogiliiHO0 MpomaraHAo0
AOCSITHEHD colLjjaaiamy. Aae 3 iHIIOro 60Ky, oKpeMmi
XYAOXKHMKM B HENOKipHil1 YKpaiHi irHopyBaAnu Ha-
CTaHOBM COL[{aAICTMYHOTO peaAi3My Ta PO3TASIAAAU
KOCMOC IK KOMITPOMiCHMI1 HAIIPSIMOK AASI TBOPYOCTI.
Taxk uu iHaKIe, cKopilie Ha piBHI 3araabHObiA0COD-
CBKUX iA€l1, Ha piBHI CBiTOOAY€HHsI, M MOXKEMO 3Ha-
MTU LiKaBi 3pasKky pyxXy y LiIbOMYy HalpsIMKY B TBOP-
yocTi Baaepis Aamaxa, [puropis [aBpuaenka, ®ao-
piaHa FOp’eBa, Mapii ITpumauenko, Isana Mapuyka
Ta iHmmx. Oxpemo Maemo Bupiantu @epopa TersHu-
ya, 1110 BiAOMUI Tip niceBAOHIMOM Dpuryabs. B itoro
AOAI Ta ITO-CIIPAB’)KHbOMY BEAUYHOMY CAYKiHHI ipel
KOCMi3My BipOMAacs TpariyHa eroxa Ta CTaH BiAbHOI,
MMUCASIYOL AJOAVIHY TTiA THITOM TOTAAITapHOI iA€0A0-
rii. TeTsTHMYy BUITAAO XUTH B TPOIIKYM P OBiHLIINTHMI
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Dedip Temsanuy y maticmepHi
Ha Bya. Ilepcnexkmusniii, nouarok 1980-x

Ha TOJ1 Yac AeprkaBi, Ha repudepii, 60 LeHTPOM BiAb-
HOAYMCTBa Oyaa croanyHa Mocksa. Tam 6yAu 3akop-
AOHHI ITPeACTaBHUIITBA, TOCOABCTBA, LIO MiAKUBAIO-
BaAu HeodiwjinHe Ta 3aboponene mucrenrso. 11Jo6 Bu-
JKUTHM T MaTU MO>XXAMBICTb OyTH 06010, MaAlOBaTH
CBOI AMBHI Ta HENOTPiOHI BAQAI KAPTUHM ITiA HArAsI-
AoM BceMoryTHboro KAB, XyAo>KHUK OyB 3My1ie-
HUIL CTaTV MapriHaAOM, HiOUM CMIIIHMM Ta HeCepit03-
HUM ¢pikom. Lle oMy BAAAOCS: IIepETBOPUBIINCH
Ha OpunyAbio, BAATHYBIIYM Ha cebe 3aXMCHY MacKy,
BiH IIPUCIAB NMMABHICTb BAAAY, IEPEKOHAB «HAA3M-
paroui Ta KOHTPOAIOI0Yi OpPTaHu», 10 BiH Ta J10r0 4y-
AQLIbKe MUCTELITBO HIOMTO He HECYTh 3arpo3u coljia-
AlcTnyHiit izeoaorii. @irypa ®epopa TetsHuya, 6e3-
IepeyvHo, 3HaKOBa Ta Ay’Ke LjikaBa. SIK 110ro TBOpYicTs,
TaK i 3araAOM 1ieil Iepioa e NoTpibye AOAATKOBMX
AOCAiAKEHD, aAe 3pO3YMiAO, 110 3 TOUKU 30PY PO3-
BOI0 HOOC(HEPHO-KOCMIYHOI CBIAOMOCTI, SIK i B3ara-
Al IPOTPECUMBHOTIO0, HOBITHbOI'O MUCTELITBA, Lieil Yac
Y Aep>KaBi 3 TOTaAITapHOIO iA€OAOTiI0 BUSABUBCS AO-
CTaTHBO ITPOBAABHUM.

PoskBiT HOBiTHBOTO MuUCTenTBa Bip 1990-X po-
KiB AO CbOTOAEHHS

30BciM iHIIIa piy — mepiop 6e3MoCcepeAHbO mepea,
OTPMMaHHAM YKPaiHOIO He3aAe>KHOCTI Ta Meplli pAe-
csaTupivys 1o Tomy. HaBiTh moBiTpst TOAL OyAO Hae-
AEKTPU30BAHO AYXOM BOAI Ta CITOAIBaHHSIMM Ha Kpa-
we. Bxke B iepeAuyTTi, 1110 HacTa€ yac HebayeHol CBO-
60AM, MUCTELTBO B YKpAaiHi, 1110 AOBT'O 3HAXOAMAOCS

Oaexcandp Bozomasos.
Aoxomomus, 1915

OAEKCAHAP KAMMEHKO

Onekcandp Porim6ypo.

Cepnenn, 1993

i Tsrapem oiniHuX 3a60pOH, BUBIABHSIETHCSI TA MO-
YMHAETHCS JIOT0 MacioHapHuii mipiom. Bearka enep-
Iisl BUpyBaAa Ha 3AaMi iA€OAOTIYHNX €M0X, KOAU PYII-
HYBaBCsl TOTAAITapHUI MOHCTP Ta IPOOAMCKYBaAU
ickpu Boai. MucrelTBO B YKpaiHi pilryde 3pym-
AO 3 MiClisl, IPOAYHAB CIIPABXKHill ITaCioHapHUI1 BU-
6yx, 60 A0 TOro Bce 6yA0 Ha4eOTO B TAPOBOMY KOT-
Al, 3BIAKM Hampyra He MaAa BUXOAY. Bipa Ta Haaig
Ha rapHe MaitOyTHe OYKBaAbHO OKPUASIAY XYAOXKHM-
KiB. BrieBHeHi, 1110 1jeil mepiop, HACMYEHUI MOA MU
Ta BUAQTHUMM OCOOMCTOCTSMY, TOTPEOYE OKpEMO-
T'0 BEAVKOT'O AOCAIA’KeHHs. Y BiABHIN KpaiHi moyaau
«LIBICTM pi3Hi KBiTM»: Cy4acHe YKpaiHCbKe MUCTeLl-
TBO 3a TPUALISITD POKIB BiAOYAOCS IK BKpail pisHOMa-
HiTHe siBUIlle. MOTUBY, SIKi MOKHA BIAHECTU A0 KOAQ
iHTYITMBHO KOCMIYHUX Ta HOOChEPHMX, HA HALl TI0-
TASIA, TIPUCYTHI Y TBOPYOCTi 6araTbox BiAOMMX aB-
TopiB: ApceHa CaBapoBa, Oaera [oaocis, Oaexcan-
apa I'Huanupkoro, Baaepii Tpy6inoi, Iropst ITaHnya,
Baaentuna Paescbkoro, Oaera TicTtoaa, OaekcaH-
apa Pontbypaa, Bacuas Llaroaosa, Bikropa Cupo-
penka, Tibepist CiapBaiui, [TaBaa MakoBa, AHaToAis
KpuBoaana, Oaexcanppa Cyxoaira Ta iHmmx. Cepea
MOAOAI BoHM nToMiTHI B Ha3zapa bianka. KoxxeH 3 Bu-
1Ie3raAaHMX MOBaKHMX aBTOPIB 3aCAYTOBYE Ha OKpe-
MU aHaAi3, 1110 OyAeMOo HamMaraTucs 3poouTH y Ha-
CTYITHUX AOCAiAYKEHHSIX.

CriexTp nposiBiB HOOCHepHO-KOCMIYHOTO MUC-
AEHH: Y TBOPAX XYAOKHMKIB Ay’Ke pisHuUIT — Bip ipo-
HIYHO-TIOCTMOAEPHICTCHKOr0 GayeHHs AO TEPETUHY
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Bixmop Cudopenko. 3 npoekmy «Hyrvosuii pik.
Ioes csimaar», 2021

3 CMBOAi3MOM, 6ApOKOBUM CBITOCIIPUITHATTSM, PO-
MaHTM3MOM, TPAHCaBaHIapAOM. Y TBOPYOCTi aBTOpa
niei crarTi, OaekcaHppa KaumeHnka, po3BUTOK HO-
ochepHO-KOCMIYHUX iA€i LIOB CBIAOMO Ta ITOCAI-
AOBHO Ta 3TOAOM BOHY 3HAJIIAY SIK IpsiMe BipoOpa-
JKEHHsI Y MUCTELTBI, TaK i cBo€ dpiaocodpcbko-Teope-
TU4YHe 00rpyHTYBaHH:. HoocdepHo-KoCcMiuHe MuC-
A€HHS — l1ie LliAbHA Ta HeIIOAIAbHA CUCTeMA, A€ He-
MO>XAVBO, Ha HAlll TOTASIA, TIOBHICTIO BiAOKpeMuUTHn
OAHE BiA OAHOTO, aAe BCEPEAVHI CUCTEeMY MOXXAKBO
TSDKIHHSI AO OAHOTO 3 MoAROCiB. Toxk, saxiugo O. Kan-
MEHKO OiAbILI CXMABHUI A0 disocodil KocMmizmy,
TO, HanpuKAap, B. CupopeHko BoueBMAD MIACBI-
AOMO TsDKi€ A0 ipel Hoocdepu. Ha Haw morasip, Bcst
TBOpuYicTh BikTopa Crp0OpeHKa sickpaBo yoco0AK€
caMe po3BUTOK Teopii B. BepHapcbkoro B ykpaiH-
CbKOMY MUCTELTBI.

Oxkpema Ainisg MucaenHs y B. CupopeHka — Lje Kas-
KOBMIL, Haue y Mpil UM yBi CHi IIOAIT, MiAHeCeHHs Alo-
AvHu. TTpo e XoTiaocs 6 HanMcaTy OKpeMo, ase 00-
CAT CTATTi, HA )KaAb, He AO3BOAsIE. BieBHeHO MOXe-
MO CTBEPA’KYBaTH, 1110 L BIAMIHHICTb T€X CBIAUNTD
PO MACBIAOMY Xary, mparHeHHs Ao HebeCcHOro, T00-
TO PO HOOC(EePHO-KOCMIYHI iHTEeHL L.

CxoHueHTpyeMoch Ha nocTtari [eposa. Came
1je CAOBO € IepLIXM B Ha3Bi KHuru npo Biktopa Cu-
popenka «Iepoit, O6’ext, DanTom Biktopa Cupopen-
Ka: AeKCUKOH», sKa Buitiaa 2019-ro poky [5]. Ha mo-
MEHT BUXOAY KHUT'Y aBTODPY OYAO BXXe OiAblie 1ricT-
A€ECSITY POKIB i 1Je CBIAUMTD PO Te, 1110 BaXKAVBUMI

Oaez Cokoros. Aas Bac, Moi popori poboru, 1972

AAsL HbOTO 00pas Ieposi € mpoAyKTOM OaraTopiyHmx
PO3AYMiB i 3A2€TbCs PillleHHAM XBUAIKYOI0 MUT-
st mUTaHHs camoipeHTudikauii. lllBuawie 3a Bce,
1le TIEBHMII PE3YAbTAT OCMUCAEHHS XYAOKHUKOM
CBO€I 0COOMCTOI AOAI, TPOMAEHOTO IIASIXY, AOAL
KpaiHu i1 cBiTY Ta Bi3is mMaitbyTHpOrO. BoueBMAb
BICAOBA€Ha roBara Ao ¢irypu Iepos 3paetbes ab-
COAIOTHO AOTiYHOIO AASI THX, XTO 3Ha€ B. CupopeH-
Ka, 3Hariomui 3 pakramu roro biorpadii. MoxxHa
PO3BMHYTH L0 AiHiI0, aA€ B AOCAiAXKeHH] PeHOMeHa
MUCTeLTBa BAapTO BiAHECTU NIepUIIeTii AOAl aBTOpa
Ha Apyre Mmicie. TuM made, 110 TA€EMHULIO NTOSBU
BeAUKOI iA€l, cAyXiHH 111 Hisika 6iorpacdis HiKoAn
He MOXKe MOsICHUTK IoBHicTI0. Habararo 6iabiumit
iHTepec BUKAMKAE NMPUCYTHICTh MeTadisnyHOro,
HaBiTb MiCTMYHOIO B TOMY, LII0 Yepe3 TOTO 4M iH-
IIOTO aBTOPA AIOACTBY OBiAOMASIETBCS AKACD HAll-
Ba)KAMBilIa icTuHA. AIOAMHA B OYAb-sIKOMY pasi —
Auile npoBipHUK. AckpaBuit npukaap — K. Maae-
BMY Ta J1oro npopounit «YopHuit kBappar». TyT
AOpPeYHO 3raparty, mo BueHnit Aes ['ymiaboB, po-
CAIAVBIIY BeAMYE3HUII MACUB iCTOpUYHUX daK-
TiB, y CBOIil 3HAMEHUTIiil Teopil MOABM Ta 3racaH-
HsI ACiOHAPHOCTI HALi Ta OKpeMuXx 0ocib sIK 1mo-
YaTKOBMUII ITOIITOBX BU3HAB sIKECh HEBiAOMe Haylli
KOCMi4YHe BUIIPOMiHIOBaHHS. AMBHO, HEIMOBipHO,
aAe aKkapeMigHUI yYeHNIT B AKOMYCb iHTyITUBHOMY
MpopuBi, He30arHeHHOMY IIPO3PiHHIi 3yMiB 3po6u-
TV TeHiaAbHMII PMBOK 32 MeXXi HaMIOIIMPeHinX
CLIIEHTUCTCHKUX iAI03ii1. 3a ioro Teopiero, came
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Onexcandp Bozomaszos. Kocmoc, 1910

HeBiAOMe KOCMiuHe BUIIPOMiHIOBAaHHS 3 SKMXOCh
He3PO3YMiAMX NPUYMH i HEBIAOMMM HaM YMHOM
aKTMBi3ye HapOAM 41 0COOMCTOCTI HA TUX 4M iH-
HIMX AIASTHKAX TTAQHETU 3€MAS B TOV YU iHIIUI Yac.
AK 1e 6yBae Ay>Ke 4acTo B icTopil HayKu, 110ro Hi6K
30BCiM HeHayKOBe, HaBiThb MipO3piAe NMpo3piHHA,
AKTMBHO KPUTVMKOBaHe BiAOMJMM BUEHUMMU, J1OTO
Cy4YaCHMKaMU, MATBEPAXKYETCS HOBMMM HayKoO-
BMMMU BiAKPUTTSAMMU.

Ham Takox HaitbiAbII HAAMXAYMMU TA IIPaB-
AVIBUMU 3AQI0THCA Ti Teopii Ta iael, AKi AK MiHiMyM
MPUITYCKAIOTh MPUCYTHICTh HETi3HAaBaHOTO, 8 MOXX-
AVIBO 11 HAATIPUPOAHOTO. BieBHeHMI1, 1110 Ti€to un iH-
010 Mipoo caMe 1ie BiAOyaocs 3 icTopiero nosiBu
y BikTopa Cupopenka npuHLumnoso Hosoro Iepos.
B icTopii MucTeniTBa XyAOXHMK 4acCTO BUCTYIAE
SIK TIPOBICHMK Mayi0OyTHBOTO i 6araTo XTo BBaXKAE,
1110 HalKpalli B icTOpil AloACTBa MUTLi — ITPOBiA-
HUKY, MEAIyMU, yepe3 SKUX KUTEASIM MAQHETU 3eM-
ASI TOBIAOMASIIOTHCSI BaXKAMBI ip€l. Y Oyab-siKOMy
BUITAAKY Ba’KAUBO Te, o 'epoit B. Cupopenka —
1je a0COAIOTHO HOBUII Ta 0COOAUBUIL repoit — HO-
ocdepHo-kocmiuna noctarb XXI croairts. Bin Boa-
HOYac repoil KiHL icTopil, KiH1Isl CTApOTO HEAOCKO-
HAAOTO AIOACTBA, IIJO BIAXOAUTD Y MUHYAE, i, MOX-
AVMBO, TOT'O HOBOTO, sIK€ 3'IBUTHCSI B MallOyTHbO-
my. ['epoi1, KMt NPMHLMIIOBO IIOCTAE MEpeA HaMu
6e3 36poi. MOXXAMBO, 11e IPOMiHb HaAil HAa BUIIpaB-
A€HHS AIOACTBA. AAe MU He CTaHEMO AO AaB THUX,
XTO 3aKOAMCYE€ BCix i camux cebe 000B’s13KOBUM

OAEKCAHAP KAMMEHKO
[T -":?

Deoip Temanuy. Biomexnochepu. Ppunyrvs,
eckis MoHyMeHTa HesaaexHocTi, akBapeAb, novarok 1990-x

rapuum ¢pinasom. IToku 110 sICHO, 1O CTapi repoi,
SIKi Ha3aBXXAM MIIIAY B MUHYAE€, Fepoi Bciel 6araTto
B YOMY raHeOHOI Ta AUCKPEAUTOBAHOI iCTOPII AIOA-
CTBa, — L|€ AIOAY, BiA SIKUX 3aBXAM MOXHa OyAO
TOYYTU OTUAHI MiAITapMUCTChHKI Ta HaLjiOHAAICTUY-
Hi KoHoTauii. Tepoi-danTomu, siK kaxxe CUAOpeH-
k0. Ha >xaAb, ane IpaBAQ, sIKa BIAKPUBAETHCS AMLLIE
CbOTOAHI, TOASITA€ B TOMY, 11JO BCi IIOTIEPEAHI Te-
POl PO3AIASIIOTD AIOACTBO, TOCUAIOIOTD BiAUy>KeH-
Hs Ta B3a€MHY HEHAaBMCTb. Y OiAbIIiN 41 MeHLIii
Mipi, aae Tpiymd oAHMX HapOAIB Ta ixHiX repois
3aBXXAM BUSIBASIBCS IOPA3KOI0 UM Tparepiero 1mo-
HeBOAeHH iHuX. ITpocaaBAsA0YM repoiB MUHY-
A0ro, To0TO repoiB Tiei yu iH1IO] Hallil, siKa 3A00Yy-
A2 TIepeMOT'y HaA KMMOCD, Tiel um iHmoi ipeoaorii,
1O IePeMOrAa, HAlIpUKAAA, BCEPEAVHI OAHOI Ha-
1ii, MM, Ha KaAb, 6AUMMO HeCKiHYeHHYy cyOAima-
uiro HeHaBUCTI. Tak AMIlle TOCUAIOETHCS BOPOX-
Heya i B3aeMHa arpecisi Mi>k HapoAaMU, peAirisiMmu
Yl TPYNIaMU AIOAEML, OA€PKMMUX 4eProBoIo iA103i-
€10, SIKY Ha3MBAIOTb «iA€OAOTi€0».

e OKpeMiCTb, BIAUY)KeHICTb, B3a€MHa arpecist
Ta HEHaBUCTb 3POCTAE BiA 30iAbLIEHHSI KIABKOCTI re-
POIB CTapOro TUIY, BiA IX BIIAaHYBaHH: Ta BUXBAASH-
HsL. «A\OCUTD, 11100 OAHA AFOAMHA HEHaBUAiAQ iHIITY, —
i HEHAaBIUCTD, TEPEXOASUM Bip CyCipa AO CyCiAa, 3apaxae
BCe AIOACTBO», — mucaB JKan-IToap Captp. Ha xaab,
MM 3HAEMO, SIK AOPOT'0 3aIIAATMAQ BeAYe3Ha KIABKICTb
AIOAE 32 KYABT IepoiB MUHYAOTO. Y XX CTOAITTI cTa-
AVICA ABi cTpalHi cBiToBi BirtHu. CaMe nepiia BiiiHa,
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Apcen Casados. 3azyorenuii pud, 2022

nporpana HimeuunHoro, yepes aesikuit yac, 6eacym-
HiBHO, BUKAMKaAa APYTY. [epoi mepeMoxxuiiB Oyan He-
3MMBHOIO 00Pa3010 AASI THX, XTO IIPOTPAB, OT)KE OCTAH-
Hi He MOTAM 3 LM 3MUPUTHCS 11 TOPiAM Karoxo MoM-
cru. Lle moBTOproBaAocs 6araTo pasiB B icTOpii i1 KiH-
LISl LIbOMY He BUAHO. I 6e3raysaa Ta )KOpCTOKa BiiiHa,
110 [T0YaAACs Ha TepuUTOpii bararocTpakAaabHOI Ykpa-
THU i pUBYIKYE ITepEeTBOPUTHCS Y YEPTOBY CBITOBY, AMIIIE
iAIOCTpYE 1110 TOpe3BiCHY iCTMHY. AAe Telep y HacC He-
Ma€ TIoNepeAy HeCKiHU€HHOTO Yacy Ta MO>KAMBOCTI
MOBTOPEHHSI CTapyX MMOMMAOK. CbOTOAHI B>Ke 30BCIiM
iHIlIa cCUTYyallis, IPUMHLIMIIOBO iHIIA, AKicHO iHua. [To-
BTOPMMO CBOI Te31, 60 BBXXAEMO iX HAABOKAUBIMUI
AASI BVIDKVIBaHHST BCbOTO AIOACTBA. fIK 1je OYeBMAHO
6iABIIOCTI TPOBIAHMX BUEHMX CBITY, 00’€AHAHUX, Ha-
[IPMKA2A, Y BIAUBOBOMY «PUMCBKOMY KAY0i», AIOA-
CTBO 3HAXOAUTDCS TTEpeA HEOAYeHOIO i LIiAKOM peaab-
HOIO 3arpo30I0 3arubeAi yepes HEBiABOPOTHI KAima-
TUYHI 3MiHM, Yepe3 BUYepIaHicTb pecypciB, epeHa-
CeAeHiCTb Ta iHui mpobAeMu. BapTo sicHo posymiTi,
1110 BCi Lli HEraTMBHI YMHHMKY CYTTEBO MOCHUAIOIOTD
0AMH 0AHOTO. Tak0XX a0COAIOTHO JIMOBIPHOIO CTa€E 3a-
rpo3a CBITOBOI siAePHOI BillHI, 0COOAMBO B KOHTEKCTI
HapOCTAIOY0i TPMBOIU Y AIOACTBA, SIKE ITiA03PIOE, 1110,
MO>XAVBO, B HbOT'0 HeMa€e Mait0yTHboro. Mu npsimo 3a-
pas CrocTepiraeMo BUTOK HebaueHoi CBITOBOI Harpy-
>KEHOCTI 4yepe3 BilHy B YKpaiHi. AIOACTBO HiOu 300-
JKEBOAIAO, BubauTe 32 HEHAyKOBi CeHTeHLIil, Ta TIUTh
cebe Hapl€ro, 1110 11 11bOTO pasy 06iraeTbes. ITMABHICTD
SIK TIepeCiuHMX I'POMAASIH, TaK i Cepiio3HUX BUEHMX

2022, Bunyck BiciMHaOysmMuLL

Bacuaw Llazoros. Xendexox, 1984

nprcrata 6araTopivHNM IIPOTUCTOSIHHAIM SIA€PHUX
AepkaB. AAe Ha LielT pa3 HePO3B sI3Hi IPOTUPIvYsL, BU-
KAVKaHi HaCTYIaAbHUM, arpeCUBHUM, AOKTPMHAAD-
HUM MeCiaHCTBOM Ta TUCKOM 3axoAy Ta HeOaxaH-
HsM Cxopy mipKopuTucs, criaeancs B Tyrui [opaies
BY30A, SIKUI B)XE CKAQAHO PO3B’s13aTU.

Tum 4acom OKpeMi 0COOUCTOCTI, SIKi MAHIAUCS
Ha BUIY CTYIIEHb €BOAIOLIIIHOTO PO3BUTKY, SIKOIO,
0e3repeyHo, € HasIBHICTh HOOCHEPHO-KOCMIYHOI CBi-
AOMOCTI, Ille B MUHYAOMY CTOAITTi pO3yMiAu BUuep-
naHicTp mopibHoI npakTuku. Ocun MaHAeAbIITaM
CBOrO 4acy 3a3HayaB: «Emoxa MeciaHiaMy ocTaTouHo
i1 0€3[I0BOPOTHO CKiHYMAACS AASI EBPOIIEICHKIX Ha-
poaiB. KoxeH meciaHiam roBopuUTh IpuOAKU3HO TaKe:
TIABKM MM XAi0, BU 5K IPOCTO 3€PHO, HEriAHE ToMe-
AY, aA€ MY MOKEMO 3pOOUTHM TaK, 110 i1 BU CTAHETe
xAibom. Besikmin mecianism 3aspaaeripab HepA0Opoco-
BicHMI1, OpeXAMBUIL i pO3PaXOBaHUIT HA HEMOXXAUBUIT
PEe30HAHC y CBIAOMOCTI THX, AO KOTO BiH 3B€pPTAETh-
Cs1 3 TaKOI0 Ipono3uliero. KoaeH Hapoa, 1110 Meci-
AHCTBYE i BUTINCTBYE, HIKOAU He OYB OYyTMII iH-
muM. Bci roBopuan B noposkHewy, i MasuHi mpomo-
B AVIAVICSI OAHOYACHO 3 Pi3HMX BYCT, He TOMidaoun
OAVIH OAHOTO» [8]. Aepaai OiAbIIIIIT KIABKOCTI AIOA€I
B YCbOMY CBiTi CTa€ 04eBUAHO, 11J0 EAVMHUI PATIB-
HUI WIASIX AFOACTBA — IIe IIASIX IIOAOAQHHSI B3a€EM-
HOI arpecii, 00’eAHaHH B SIKECb HOBE, HOOCHEPHO-
KOCMiYHe «BCEAIOACTBO» — EAMHE, APY>KEAIOOHE,
npo sike MpisB e Boaopumup CoaoBiioB. Ao peui,
BapTO 3rapaTy, 10 BiH MaB YKpaiHChKe KOPiHHA i OYB
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Ipuzopiii Inspurenxo. Komnosuyis (3 Beaukum Koarom), 1980

HamapkoM [puropis CkoBopoau. 1lle pas Harapa-
€MO, 11J0 PSATIBHY Teopio Hoocdepy 3anpornoHyBaB
Ta po3pobuB Boropumup BepHaacbkuit, sikuit Bce
JKUTTSI MMIIABCS CBOIM YKPaiHChKMM KO3aL[bKUM KO-
piHHsAM. TakoX MaeMo Iam’sITaTH, 10, Ha >KaAb, Ma-
AOBiAOMMIL, MaiKe 3a0yTHil YKPAIHCbKMI BUEHMI
Muxoaa XOAOAHMII BIIepIlIe Y CBiTi 3alIPOIIOHYBaB
TepMiH «aHTPOIOKOCMi3M» AASI ONMCY HOBOTO PO-
3YMiHHA B3a€MIH AIOAVHU 11 BeecBiTy.

Curyaulis, B AKiil MM BCi 3apa3 ONMHMAMCS, HaBiTh
He BUMarae OyAb-siKoi 0co0AMBOI, rA00aABHOI, 3a-
raAbHOAIOACBKOI «CITIABHOI CIIpaBM» Ha KIIAAT Ti€l,
SIKY IIDONOHYBaB Lije HanpuKiHui XIX cToAiTTA re-
HiaAbHUI nTpoBUAeLb Mukoaa @epopoB. Abo Ta-
KOI0, TIPO SIKY MPisiB 80COAIOTHO HENIMOBIpHMIL ITep-
COHa’K HAlIlIOl icTOpii, Ha ’)KaAb IIPAKTUYHO HEBIAO-
muit B YKpaini, OaexcaHpp Cesitorop (OaekcaHAp
DepopoBrY ArieHKO) — 10€eT-6i0KOCMICT, «BYyA-
KaHICT» Ta aHapXicT, A0 pedi ypoakeHellb XapKo-
Ba. CbOrOAHI MM BXKe MAaEMO «CITIABHY CIIPaBy» —
GesmnpelieAeHTHY, HebauyeHy. L]e cipo6a MoOpsITYH-
KY AIOACTBA BiA IIIAKOM peaAbHOI 3arpo3y 3HMKHEH-
Hs1. | AAst TOTO, 11[00 1€Vl TOPSITYHOK 3AIVICHUBCS,
MalTbh OyTU meperasiHyTi 3actapiai mMidu, possiH-
4aHi Ta cryeHi 3 weaecTaais crapi repoi — repoi
HaCMABCTBA Ta MOAiAy. MycuMo 3ayBaXkuty, 1o,
Ha >KaAb, TOJ Ipoliec, siKuil BiaOyBaeTbcs y CIIA
3 PYVMHYBaHHSIM ITaM SITOK, € IIAPOAIEI0 HA CIIPABXKHE
[epeoCMUCAEHHS iCTOPIl, sIK i 6opoThba 3i 3MiHaMU
KAiMaTy crpodaHoBaHa Ta CTA€ HABITH CMIIIHOIO

Onexcandp Kaumenko. Kocmiuna Mpis, d — 120 cm, 2022

B 0c00i AiBunHku Iperu. Topkawuucsh Liei Temu,
MYCMMO 3a3HaUUTH, 110 BCi MUTAHHS €KOAOTII, 30e-
PEXEHHsI AOBKiAASI OYAM 3yXBaAO MOpYyILIEH] Ta 3a-
6yTi B MasiuHi KpPOBONPOAUTHOI BilfHM, siKa 3apas
ToAMXa€ Ha TepeHax YKpainu. Ha cropiuus Bnepep
3a0pYAHIOIOTBCSI METAAOOPYXTOM A€T€HAAPHI yKpa-
THCBKi YOPHO3eMM, OTPYIOETHCS IIKIAAVBUMY Peyo-
BMHAMU 3 PaKeT Ta CHapsIAIB uTHA Bopa. Anodeo-
30M 00XXeBiAAsI cTaaM 06cTpian 3anopispkoi AEC.
3 TOYKM 30py HOOCHEPHO-KOCMIYHOTO MUCAEHHS Bi-
JiHa Mae OyTu MpUIMHeHa siIKHarcKopiure. YKapaHo
MiAHATUCA Ha TaKUI BUCOKUI PiBeHb OCMUCAEHHSA
Ta KasTTs, o6 He OyAaa 3akAapeHa BUOyXxoHeOe3-
MeYHa >kKara MOMCTY Ta TIOBTOPEHHSI.

BnieBHeHi, HoBui1 Iepoii BXe 3'siBuBcs1. Lle repoint
HOOC(hepHO-KOCMIYHUI, Tepoit 6e3 HalllOHAABHOC-
Ti, TepoI1 yCbOTO AIOACTBA. [epoit, sikuii pinryye Bu-
Marae posIycKy BCix apMiii CBiTy Ta 3ab60poHu Bciel
30poi, SIK1IT OTOAOIIYE BCiX COAAATIB OOKEBiABHU-
MM, a TeHepaAiB — 3AOUYMHIISIMU Ta HeriAHMKaMMU.
Came Takuii, sIKOro 6a4nMo Ha MOAOTHax BikTopa
CupAOpeHKa, 4Mit XOAOAHMIL, Oe3MpUCTPacHMI i Bia-
CTOPOHEHMI XMBOIINC Hece iaelo criabHOro Posy-
My AIOACTBA, iA€10 TTOPO3YMiHHS, sIKa TOBMHHA MPU-
T Ha 3MiHy NeKeAbHUM €MOLifM, 1[0 IIOPOAXKY-
10Th KOHPAIKTY Ta BillHU.

BucHoBku. HoochepHo-KocMiuHe MUCAEHHS MOXKe
Ta MOBVHHO CTAaT! HAAMXAIOUOIO LIMBIiAi3alli/1HOIO ITPO-
nosutiieto Ykpainu cBitosi. Oco6AMBO BOXXAMBO, 110 3a-
pas, y peaabHUX yMoOBax noyaTky XX cTopidys, Ha TAi
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Heba4yeHOI KAIMaTMyHOI KaTacTpodu, 3arposu camo-
BOMBUYOI CBITOBOI SIA€PHOI BilIHU Lisl IPOIO3ULIiSI CTaE
psITiBHOIO Ta BKpait HeobxipHow0. ITepudpasyroun ac-
ToHa Baiasipa, MOXXKeMo CKasaTy, 10 «AIOAMHA, SIKa
PO3AYMYE, — Lie HacaMIIepeA AIOAMHA, 10 Mpie». SKIo
Hallla AIOACBKa iCTOPisI CITOBHEHa TParivHMX HOMMAOK,
SIKIIO TaKi ¢paTaAbHi IOMUAKHU 11 CbOTOAHI TIPU3BO-
ASITb AO BOEH Ta 3aIrPOXKYIOTD KiHIIeM CBITY y saep-
HOMY IIOAYM', TO MOTPiOHO 3poOUTH BCe, 100 pas
Ta Ha3aBXXAM 3MIHUTU TaKy icTopito. [TorpibHO Mpi-
SITU TIPO 1ie, PO3TOAOLIYBATH IIPO PEAABHY MOXKAM-
BiCTb iHIIOTO LIASXY, PO3IIOBCIOAKYBATU Y CBiTi HO-
ocdepHo-KocMiuHi ipel. «ByBaloTh Mpii Taki ran6o-
Ki, Mpii, SIKi AOITOMAaraloTb HaM HACTiABKU AKOOKO
3aHYPUTHUCS B HAC CAMMX, 1[0 BOH! 3BiABHSIOTb HaC
Bip Haruoi ictopii», — Haroaourysas I. Bauiasip [2].

2022, Bunyck BiciMHaOysmMuLL

Pa3oM 3 reHETMYHMM HpParHeHHIM A0 CBOOO-
AU, 0COOAMBUM ONTUMI3ZMOM, AIOOOB'I0 AO Kpa-
CU Ta paAOLiB XUTTsI, HOOCHEPHO-KOCMIYHI
iael MOXYTb CTaTU YYAOBUM YKPaIHCBKMUM IIO-
AQPYHKOM AIOACTBY. «MuCTeTBO — HauIpe-
KPpacCHIlIMM, HalICyBOPilIMii, HallpaAicHimmi
i OAAruIl CUMBOA CIIOKOHBIYHOTO, HEMIABAAA-
HOTO pO3yMy IIparHeHHs AIOAMHM AO A00Opa,
AO iCTMHM Ta AOCKOHAAOCTi...», — nucas To-
mMac MaHH. YKpaiHCbKe Cy4yacHe MUCTELTBO,
Ta 1Or0 YaCTMHA, 10 3aIPOLIYE AO HOOCHEPHO-
KOCMIYHOTO MPO3PiHHS, pOOUTH BATOMUIL BHE-
COK y crpaBy craciHHs AloacTBa. HoocdepHo-
KOCMiYHe MUCTELTBO MaitlbyTHbPOr0 — 1je 0C00-
AVIBe, IPOBiCHMIIbKe MMUCTELTBO KiHI[sI CTapo-
ro Ta IMOYAaTKYy HOBOTO 4Yacy.
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Oleksandr Klymenko. Ukraine’s civilizational offer to the world. Ideas of the noosphere and cosmic worldview
in Ukrainian art of the XX-XXI centuries

Abstract. The war in Ukraine, which is unfolding against the background of unprecedented and threatening climate changes, a co-
lossal economic crisis and the escalation of tension between the “big players’, has caused new systemic challenges for our country and
the world. We must look for extraordinary answers and offer unusual solutions, because traditional and outdated will not be able to
solve anything. How to avoid a lifelong confrontation with Russia once and for all? What is the most important civilizational offer of
Ukraine to the world? What can be a guarantee of a happy future for our country? Reflecting on these important questions, we offer an
unexpected solution — a decisive turn and social movement towards noospheric-cosmic consciousness. This kind of thinking has long
been inherent in the natural self-awareness of the inhabitants of Ukraine, and even the very theory of the noosphere was developed by
the Ukrainian scientist Volodymyr Vernadskyi. How are these ideas intuitively reflected in Ukrainian art since the beginning of the 20th
century? It is proposed to outline the main principles and approaches and some conceptual essays about approx.

Keywords: noosphere, cosmism, Ukrainian art of the 20th and 21st centuries, the concept of Gaia, Malevich, Vernadskyi.
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Amoranis. B cTarTi 3po6AeHMiT MepLmi1 KPOK A0 CUCTEMHOTO AOCAIAXKEHHST MepeXXi MUCTELbKIX MaiicTepeHb y M. Kuesi y Tomy Bu-

TASIAL, B IKOMY BOHA CKAAQAACs BIPOAOBXK 1960—-1980-Tux pokiB. MaiicTepHsl XyAOXKHMKA PO3TASIHYTA SIK OAMH i3 3 HAllBOXKAMBILIMX AOKY-

ciB nmpodeciitHOl MICTeLbKOi IIOBCAKAEHHOCTI, K IIPUMIIeHHS, Ae MUTELlb IIPOBOAUTD 3HAUHY YaCTHMHY XXUTTS, MPALIOI0YM Ta CIIAKYIOUNCh

i3 koaeramu. AisiabnicTb KuiBcbkoro BipaiaenHs Criiaku xyAo>xHuKiB YPCP i miATIopsiAKOBaHOTO 111 y cepi CTBOPEHHS Ta HAAQHHS XYAOXK-

HMKaM MaiiCTepeHb IPOaHAAi30BaHa SIK OAMH i3 HaNPAMKIB peaAisallii papsSHCbKOI KYABTYPHOI MOAITUKY: MATPUMKM AOSABHUX HACTPOIB

Y MUCTELIbKOMY CePEAOBMIIi Yepe3 MaTepiaAbHe 32a0XOUeHHs XYAOKHMKIB, 3a0e3meueHHs iXHIX moAeHHNX npodeciitux norpe6. GeHomeH

KUIBCBKMX MalICTEPEHb AOCAIAKEHNIT Y MDKAVICLIMIIAIHAPDHOMY ITOAI, 10 AAAO MOXKAMBICTb ITOOAUMTI CHCTEMY MalICTepPEHbD SIK CTPYKTYPY:

THUITOAOTi3yBaTH, TOOTO BUOKPEMUTH Pi3Hi BUAM MPUMilLieHb (KUTAOBI OYAMHKM 3 MalICTEPHAMM, CrieliaAi30BaHi «KOMOIHATI», IHAMBIAYaAb-

Hi NpMMillleHHsT), TOOYAYBaTy XPOHOAOTII0 CTBOPEHHS Ta YHAOYHUTHU KUIBCbKY reorpadiio Mepexxi TBOpUMX MaliCTepeHb.

Kato108i c10Ba: papAsTHCbKA KYABTYPHA TTOAITHKA, MaiiCTepHs XyAOKHMKa, Criiaka XyA0KHUKIB YPCP, XyA0kHil GpoHA.

ITocranoBka npo6aemu. MaiicrepHi npodeciiHux
XYAOKHMKIB, cTBOpeHi y KueBi 3a papsHCbKUX yaciB
3aBasky Criani xypoxuukiB YPCP, yacTkoBo icHy-
I0Tb i CbOTOAHI, 3HAXOASATbCA Y BAacHOCTi KuiBcbKoi
opranisaiii HaljioHaAbHOI CIIAKM XYAOKHMKIB YKpai-
HIL. Y MUCTELbKOMY CePeAOBULLI 30epiraeTbCst AO HUX
0CODOAMBE CTaBAEHHS — SIK AO MICIlb, A€ AOBEAOCS
MpaLl0BaTH, CIIAKYBAaTUCS 3 KOAETAMU, AOAYYATHCS
AO XyAOKHBOT0 KUTTs. CTapi appecy MaricTepeHb —
«®DiraToBar, «IlepcnexTrBHa», «AauaBcbKar, «Co-
meHKa», «CMipHOBa-AacTO4KiHa» — OTOPHYTI cep-
MaHKOM HOCTAABTii 32 MUHYAMM, A€T€HAAMM ITPO BU-
AATHUX YKPaiHCBKVX XYAOXKHUKIB, SIKi TaM IpaljioBa-
AUL. 3rapKy PO MUCTELIbKI MaiiCTepHi MM 3HAXOAU-
MO B MeMyapax, iHTepB'I0 3 XyAO)KHUKaMM, HAayKOBii
AiTeparypi, NpUCBAYEHIN YKPAIHCbKOMY MUCTELITBY

paasiHcbKoi A00u (A. 3aBaposa, O. ABpamenko, O. ITer-
poBa). IIpu 11boMy y HayKOBOMY CEPEAOBMIL]i MajiCTep-
Hi KUTBCBKMX XYAOKHMKIB ITOKU 1[0 HE PO3TASIAAAN-
sl SIK OKpeMuii peHOMEH — Yepe3 Mpu3My He TiAb-
KM icTOpii MUCTeLITBA, a 11 iHIIMX AVICLIMIIAIH 3 aKLIeH-
TYBaHHSM Ha TMX COLiaAbHO-KYABTYPHUX IpoOliecax,
SIKI YMO>KAMBMAM BUHMKHEHHA BEAMKOI Mepexi crielli-
aAbHO 06ypoBaHuX CIiAKOI0 POOOYMX IPUMILLEHD,
II]0 HAAQBAAMCS XYAOXKHUKAM Y AOBTOCTPOKOBY OP€H-
AY Ha ITIABIOBMX yMOBaX.

Mera crarti — nomictutu GeHOMEH MaiCTepeHb
npodeciitH1X KMIBCHKMX XYAOXKHMKIB 1960—1980-X po-
KiB AO M>KAVCLIMIIAIHADHOTO TTOAS, A€ IEPETUHAITHCS
MEeTOAM AOCAIA’KEeHHS colliaabHOI icTopii, icTopil Xy-
AO>XKHBOI KYABTYPU, MUCTEL|TBO3HABCTBA I KYABTYPO-
AoOrii, MOCTaBUTH Y LIEHTP YBAaru KyAbTYPHY IIOAITUKY
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BAAAV, PO3TASIHYTH B)KeAl BIIAMBY AepyKaBu Ha chepy
MUCTELITBa, @ caMe Ha MPOodeCiiiHy MOBCIKAEHHICTD
XYAOXKHIKA, Ha 0COOAMBOCTI BUPOOHUIITBA HUM KYAD-
TYPHOTO ITPOAYKTY, OKPECAUTY OCHOBHI TUIVM Mail-
CTepeHb Ta XapaKTep iXHbOTO iCHYBaHHS Ha KyAb-
TypHin mamni Kuesa.

Bukaap 0CHOBHOTO MaTepiaAy. MaiicTepHs XyA0XK-
HMKa BUKOHYE KiabKa (yHKuin. Hacammepep, Lie nmpo-
CTip TBOPYOCTi — Miclle, A€ MO>XKHA YCaMiTHUTUCSA
AASL pOOOTH, @ TAKOX MicCLie 30€peXXeHHsI XYAOKHIX
TBOpiB. He MeHIII BA)KAMBOIO € COLIiaAbHO-KOMYHiKa-
TUBHA QYHKLiS — B 3aA€XKHOCTI Bip CBOro TeMmepa-
MEHTY, KOMYHiKaOeAbHOCTi BAACHMK MaIICTEPHI Hepia-
KO [TePETBOPIOE il Ha TOA0DY CAAOHY, A€ IPUIIMAE KO-
A€r Ta {HIIVX FOCTEN, BAALITOBYE XXypdiKcy, BUCTaB-
KM TOI10. XYAO’KHMK 3HAUHMI 4aC IIPOBOAUTD B Mali-
crepHi, obupaoun BaacHui1 rpadik poboru, a iHOAlL
i1 )XMBe TaM, 00AQIITYBaBLIM HEOOXiAHI 3PY4YHOCTI.
HaroMmicTb TBOpYa AIOAMHA, sIKa HEe Ma€ MalCTEepPHI,
TOOTO BMOKPEMAEHOTO IIPOCTOPY AASI POOOTH, IIepe-
KMBA€E HM3KY HE3PYYHOCTEI, OCTAE 0OAIAEHVIM Y 11O~
PiBHsIHHI 3 KOM(OPTHIllle yAQIITOBAHVMY KOAETAMU.

OTxe, MUCTELIbKA MAICTEPHSI € 0COOAMBOIO TEPU-
TOpi€ro, Ay)Ke BaKAMBOIO AASI IPOdeCiiTHOI TOBCSK-
AEHHOCTI XYAOXXHUKIB (KyAM MM BKAIOYA€EMO IpaK-
TUKY BUPOOAEHHS KYABTYPHOTO IIPOAYKTY Ta IPYIIO-
BOI colliaAisailii), a 3Ha4YMTh, B3araAi AASL XyAOKHbOI
KYABTYPU ITEBHOI €TIOXN.

B CPCP crienmdika peryAboBaHOro A€p>KaBOk0 PUH-
Ka HEPYXOMOCTI He Tepepbadasa BiaAbHOTO IIpUAOaH-
Hs XYAO’KHMKOM Y MiCTi IpUMIillleHHS IiA MaiiCTepHIO.
He icHyBaAO TOAI /1 MUCTELIbKMX CKBOTIB Yy CAMO3aX0-
IIAEHUX po3ceAeHMX OyAiBAsIX. B 1imXx yMoBax Haa3BU-
YailHO IPUHAAAMBOIO OyAa MEPCIEKTVBA OTPYMAH-
HsA MaiicTepHi Bip CITiAKYM XYAOXHMKIB Y AOBTOCTPO-
KOBY OPEHAY 32 CMMBOAIUHY IAaTHIO. OYeBUAHNMMU
MAIOCAMM TYT OyAa MO>XKAMBICTb 3HAYHO 36KOHOMUTU
Ha OpeHAl Ta He IIPaLloBaTy BAOMA, Y BAACHIII OCeAi.

Bucoxmit cTaTyc XyAO>KHMKa K BUKAaAaya BUIIOL
IIKOAM Ta/ab0 IPOMaACHKOTO Aisiya, itoro diHaHCcoBa
YCHILIHICTh — aA’Ke HEMAAO PAASHCbKMX XYAOXKHUKIB
3 BYCOKMMMU IPUOYTKamu 63 IpoOAeM MOTAY 6 KYIUTH
COO01 )KMTAO i MalICTEPHIO B YMOBAX BIABHOTI'O PVHKY He-
PYXOMOCTi — He BIAMIHSIAM HAAQHHSI MalDKe 0e3MAQTHOL
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MaVICTEepHi BiA AeprKaBM (5K i iHImMX OAar Ha KIITAAT
KBapTUpy, Aadi). CTaBAEHHS AO MalICTEPHI SIK AO TIPU-
MillleHHsI, KOTpe Aep>KaBa IIOBMHHA HAAQTU XYAOXKHU-
KY 3a JI0TO TPYA, 32 J10T0 BHECOK Y BiTUM3HSHY KYABTY-
PY, CKAQARAOCSI BIPOAOB3K 0araTboX pOKiB i IEBHOO
Miporo 30epiraocs micAsi pyiiHyBaHHsI PaASHCHKOI CH-
CTeMM IATPUMKY MYUCTeLTBa. TakuM UMHOM, TTepCIIeK-
TMBA OTPMMAHHS MariCTepHi Oyaa OAHUM i3 BaXXeAiB
BIIAMBY Ha MUTLISI — CTYIIiHb JI0TO AOSIABHOCTI CHC-
TeMi HalpsiMy KOPEAIOBaB 3 TUMM M iHIIMMY Tpede-
penuisivu. Pasom i3 TuM Tpeba mAKpecAnTH, 10 SKop-
CTKOI KOpeAsILil MK SIKICTIO 1ji€l MaiicTepHi, MicLieM ii
3HAaXOAKeHH:I (B LieHTpi MicTa abo y BisAaaeHOMY pa-
JIOHI) Ta CTAaTyCOM MUTLISI He OYAO.

¥ 1960—-1980-Ti poxu MexaHi3M BUAIAGHHA Mail-
CTEPEHDb XYAOKHMKAM OCTAaTOYHO CHOPMYBABCs, AlsB
3a yiTKMMu paBuaamu. XypaoxHiit ponp YPCP — mm-
POKO po3raayskeHa i GpiHaHCOBO yCIilliHa IPOMaAChKa
oprasnisatiis, crBopena 1940 poxy mpu CIIiALi XyA0XK-
HukiB YPCP, — 3aiimaBcs 3a0e3edeHHsIM podeciit-
HOI AIIABHOCTI XYAOXKHVKIB, 30KpeMa HaAQHHSAM Mali-
cTepeHb. OUeBUAHO, IIJ0 AAST OTPVIMAHHSI BAACHOI Mall-
CTEepHi XYAOXKHUKY Tpeba Oyao craru uaeHoM CriAKy,
aAe 1ieil CTaTyC He O3HAa4YaB MUTTEBOTO HAAAQHHS TIPU-
MillleHHsI, — MUTLB OyA0 HabaraTo GiAblile, aHDK Maii-
cTepeHb y posnopsiakeHHi XyadoHay. [Topaty sammr
Ha MaliCTEpHIO MOAOAMII XYAOXKHMK MiI' AMIIIe MiCAS
TOTO, sIK IOYMHAB OpaTH YYacThb Y BUCTABKAX, BAQILTO-
BaHux CriAKo0, — y TaKuit CIiociO BiH AOBOAMB, 11O aK-
TUBHO IPALI0€, CTBOPIOE AKICHUIT XYAOXKHIl IIPOAYKT
imorpebye MaiicTepHi AAsI TBOpUOI peaaisauii. OaHuM
i3 BapiaHTiB po3B’si3aHHs poOAeMM «Oe3MaiiCTEpPHOC-
Ti» yaeHiB Criiaku 6yB CaMOCTIHMIT PO3IIYK MUTLIEM
NIPUMILIEHHS, HAIPUKAQAA Y HEKUTAOBOMY DOHAL SIKUM
xepyBaau JKEKu (miaBaAy, MaHcapaM TOLO0), — BOHO
odopmaroBarocs yepes CIAKY Ha IIABTOBMX, HAA3BU-
yaitHo BuriaHux ymoBax. Tak, O. AramsH, poouka B. Pa-
niorniopTa i1 A. QariHepMaH, 3TaAye, 110 3a CBOIO ITABAAD-
HY MayICTEPHIO ITAaTAA 0AM3BKO 12 pyOAiB 3a pik. He-
PIAKO ITOIIYK TAKOT'O MPUMillleHHs 6as3yBaBCst Ha BCTa-
HOBAEHHI APY>KHIX CTOCYHKIB i MaTepiaAbHOMY 320XO0-
4yeHHI BiATIOBiAaAbHUX crtiBpobiTHUKiB YKEKiB.

ITicast Apyroi cBitoBoi BiltHu y Kuesi cuaamn
Kuicbkoro BipaineHHst Criaku xypaoxHukis YPCP
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i Xya0xHBOTO pOHAY pO31I0YaBCsl — i TPMBAB KiAbKa
AECSITKIB pOKiB — Ipoliec pOpMyBaHHSI MUCTELBKUX
KAQCTEPIB, 5IKi CKAQAAAVICS 3 XUAUX OYAMHKIB XyAOXK-
HVIKIB, TOEAHAHVX 3 MAlICTEPHSMUY, @ TAKOXK OKPEMMX
KOMIIAEKCIB MalicTepeHb. 3 icTOpUYHO-TeorpadiaHol
TOYKM 30PY SIAPOM Li€l CCTeMU KACTepiB OyAM Hail-
cTapillli MaliCTepHi, CTBOPEHi 3aA0BI'O AO BillHU Y CUM-
BOAIYHOMY LieHTPi MUCTeLbKOro XXUTTs, Kuiscbkomy
XYAO>KHbOMY iHCTUTYTi Ha ByA. CMipHOBa-AacTouKi-
Ha (3apa3 BosHeceHncbkumit y3Bi3). [TpumiliieHHst mepe-
XOAVIAY TOKOAIHHS 32 TIOKOAIHHSIM BiA OAHOTO BUKAQ-
Aayda iHCTUTYTY AO iHIIOIO i TAKMM YMHOM, MOJKHA
CKa3aTy, YHAOUHIOBAAY TATAICTb MUCTELIbKOI TPaAK-
uii. Hampukaaa, AerenpapHa mavictepus @. Kpuues-
CbKOTO0 HaAexkaAa micast Hporo O. IIloBKyHeHKY, a Iic-
Asl cMmepri Toro 1974 poky neperiuiaa Ao T. I6A0H-
CBKOI, sIKa 11 AyKe A00MAQ 32 IPOCTOPICTD, 0C06AMBy
arMocdepy, nam’aTh po Bunteast KpuueBcbKoro, rap-
Hi BUAM Ha KMIBCbKi narop6u. CyCiAHIO MalICTEPHIO
6araTro poKiB 3ailMaB Ile OAUH AETeHAAPHUIL ITepa-
ror, C. Ipurop’es [1]. BpopoBx 1960—1980-x pokis
B MalICTepH:X ITpU XYAOKHbOMY iHCTUTYTi ITpaliloBa-
au I. Tpurop’eBa, O. AradoHos, O. 3axapuyk, I. Ma-
koroH, C. Moaopunkos, B. Pomanmak, B. byaHikos,
O. Otporenxo, H. BoaobyeBa Ta iH.

VY NOBOEHHE AECATUAITTS movasacs po3byAoBa
MaiicTepeHb B pisHuX paitoHax. Ha Bya. Xpemartuk,
25, y BUCOTHOMY CTaAIHCHKOMY «OYAMHKY i3 3ipKoto»,
3BepAeHOMY 1954 poKy, Ha ABaHaALATOMY IOBepCi
3’siBUAacs 3HaMeHuTa MarictepHs M. Tayijenka. BoHa
CUMBOAIYHO «HaBMCaAa» HaA MiCTOM, Hibu mipKkpec-
AIOI0YM CBOIM PO3TAIIyBaHHSIM BUCOKUI CTAaTyC Xy-
AO>KHMKA-ILINUT'YHA 3 SICKpaBolo biorpadiero. B. Oepp-
KO, KU1 BiABiaaB MaiicTepHIo I'aymienka 1975 poky,
omycas ii IK HEBEAUKY 3a MTAOILEI0, aAe HAA3BUYAITHO
BIUCOKY, OAM3BKO BOCbMU METPIB, 3 KiAbKaIlOBEPXO-
BUMM QaHTPECOASIMH, A€ 30epirarocst 6e3Aiy moaoreH
camoro I'ayiieHka, a Ha cTiHax Oyau posBilaHi TBO-
PU CTapuX €BPOIENChKUX MaltcTpiB [2]. 3asHaummo,
1110 MPUMIlL[EHHS TTiA XYAOXHI MalICTepHi — HeCTaH-
AApTHi, 30iABILIEHOT BUCOTH, 3 IPUPOAHMUM OCBITAEH-
HsIM — OyAM 3amaaHoOBaHi y OyaAuHKax 23, 25, 27 1o ByA.
XpeljaTuK Ile HA MOMEHTi IXHbOTO MPOEKTYBAHHSI
B XOAl TOBOEHHOI BiAOYAOBM FOAOBHOI BYAULii MicTa.

MAPUHA MOAJKOBA

30iAbleHHST KIABKOCTI IPOGECITHIX XYAO0X-
HukiB y Kuesi npuseao A0 BipuyTHOro pedinmry
SIK )KUTAQ, TaK i MaliCTepeHb. 3aAAS IOTO 3HVDKEH-
HA 'y 1950-1960-Ti poky mo4yaau 3BOAUTUCA TaK 3Ba-
Hi OYAMHKY XyAOXKHUKIB, SIKi MO>KHa Ha3BaTy XKUTAO-
BO-BUPOOHNYMMY KOMITAEKCAMY, — BOHU, CKAQAQIO-
Y1ICb OAHOYACHO 3 KBapTHUP i MaliCTepeHb, IIOEAHYBA-
Au QYHKL{T TPOXXMBaHH Ta TPOGeCiitHOI AISIABHOCTI.
Ao 11poro TuIly HaAeXaAu 6yAMHKM Ha BYA. YepBOHO-
apmiiicpkiit (3apas Beanka BacuabkiBebka) i Bya. Di-
AaroBa (3apa3 Akapemika Disarosa).

VY nepuomy, Ha YepBoHOapMilichKiil, 12, 3BepeHO-
My y 1950-Ti, Becb OCTaHHill BOCbMUI1 IOBEPX 3aiiMa-
AV MaViCcTepHi (TyT, HaIIpUKAap, 6yAo poboue npumi-
1jeHHs1 T. SI6AOHCBKOI AO IIepei3Ay B XyAOXKHii iHCTH-
TYT), @ Ha HYDKHbOMY IIOBePCi BIAKPYMBCS 3HAMEHUTHIA
BUCTaBKOBMII 3aA — rasepes «Murelb». ByaAuHok
et OYB HaCTiABKM 3HAKOBUM, PEIIPE3eHTaTUBHIM,
0 1959 poky cTaB repoeM MOLITOBOI AMCTiBKY, SIKY
BUIyCTMAQ KuiBCcbKa Pabprika KOAbOPOBOI'O APYKY Ha-
KAapoM 25 000 mpumipHuKiB (aBTop cBiTAMHY I. Ypi-
HoBuY). CTaTyc OYAMHKY Ha AMCTIBLi ITIAKpeCAIOBaAK
4yopHi aBTiBKM MapKu «[Tobeaar, sIKi HIOU BUITAAKOBO
IIMKYBaAKCS 6iAsi HbOTO.

1958 poky OyB 3BeAEHUI MIECTUITOBEPXOBUI XXM~
AVt OYAMHOK XYAO>XHMKIB Ne 10a 110 HOBOIIpOKAaAe-
Hil1 ByA. DiraToBa, HE3PiBHAHHO HIDKYMI 32 SAKICTIO
Ta Bi3yaABHMMM XapaKTePUCTUKaMM 32 ITapapHOTO
«KoA€ery» Ha UepBoHoapMiiichKiit. IT'sTh 110ro moBep-
XiB OyAM BipaaHi ITip KBapTHpH (ABOX-, TPHOX- i YOTH-
PbOXKIMHATHI KOMYHAAKH), HA IHOCTOMY 3HAXOAUAY-
Cs1 MalICTePHi 3 BEAMKMMM BiKHaMM. Y Pi3Hi pOKU TaM
npanoBaau C. llIuko, A. Topcbka, B. 3apenpkuiz,
O. Aomyxos, B. Aamax, E. Korkos, O. Aembepcbknii,
M. Baposity, A. Cemukina, B. Kymnip, €. Boao6yes,
C. OpaitHuk, 3. CamoiiaeHKo-OpaitHuK, A. XapyeHKo,
A. Xopuenko, }O. baaanoBcpkuit, 1. TapTakoBcbkmiz,
IT. sI6A0oHOBCHKMIL, €. KepkHep...

3a crorapamu C. baposiHija, cuna M. baposiHia
i A. CemukiHoi, Ha moyatky 1960-x TyT icHyBaaa Io-
A002a MUCTELIbKOI KOMYHH, A€ BUMYILIEHA TiCHOTa Ha-
poAXyBasa BMiHHs 0€3KOH(AIKTHO criBicHyBaTu:
«MaiicTepHi TyT He 3aKpMBaAKCA Ha 3aMKM CIIOYaT-
KY. XYAOXHUKM ITPALIIOBAAY ITO ABOE-TPOE y MANICTEPHI.
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CYYACHE MMCTELITBO

Lle 6yAo mpaBKAO, HaBiTb He POOMAY NTEPETOPOAKH.
51 mam’sITaro CKASIHI ABepi 3 AEPEB’SIHOI0 MEPEXKOIO,
SIKi BeCb yac OyAM BiAUMHEHI, 1 XYAOXKHUKY ITPALIOI0Th
3a ABOMa-TpbOMa MOAbOEpTamMM, POOASITH CBOI KOM-
6iHariBcpKi “xaaTypn” CriogaTKy po3nopiAvAM Mami
11 TATOBi OAHY MaiICTePHIO PO3MipOM Yy ABa BikHa, 26
MmetpiB. [Topyu 6yau 3aperpkuii i [opcbka, 26 MeTpiB.
Aaaino xopupopy — Cepriit @epoposuy 1lInko, 13
MeTpiB. 13 MeTpiB y HpOrO OyAa MaiicTepHs! IToTim 1i
3aitHsB rpadik Kyuenko. Tak 1110 0Cb TaK 0Cb XyAOX-
HUKU TyAnAucs. IToTim TaTo saanmmscs y Maicrep-
Hi 3 Koaeroto [puropiem lIInoHbKOM, OyB TaKmit Ay>ke
LIiKaBUI1 XyAOXKHUK» [3].

ITpoxxMBaHHSA Y OYAMHKaX XYAO>KHUKIB He O3Haya-
A0 000B’sI3KOBE OTPMMAHHS TaM >Ke MayICTEpH, i HaB-
naky. Hepipko Miclie npo>kvMBaHHs MajcTpa i Miclie
3HaXOA KEHHsI 110r0 po6040ro npuMmirieHHs He 36ira-
AVICSI, AO TOTO 3K JILAQ TIOCTiliHA Mirpaliis — XyAOX-
HUK 3 SIKMXOCh IIPUYVH ITePeDKAXKAB AO iHIIOI Mail-
CTEpHi, I0T0 NpUMillleHHs ITepeAaBAAOCS HOBIV AIOAU-
Hi 200 3aAMIIAAOCS AITSIM UM IHIIUM POAMYAM, SIKILIO
BOHU TeX Oyar uaeHamy CIIAKM XYAO>KHMKIB. B Ayx-
KaX BiAMITMMO B2XXAMBICTb AMHACTUYHOTO (akTopy
y LIbOMY ITUTAHHI — SIKILJO XYAOXKHMK He MaB CITAAKO-
eMLiB y npodecii, 10ro MaiiCTEpHIO, HAIIOBHEHY PO-
60TaMy, KHUTAMM, KOAEKLIIEI0 TIPEAMETIB AASI HATIOP-
MOPTIB Ta iHIIMMM peyamu, Tpeba OyAO 3BIABHUTU
11 IOBEPHYTU AEp>KaBi.

OueBMAHO, 1110 TIOEAHAHHSI B OAHIN OYAIBAL XK1AMX
KBapTHp i MajicTepeHb BCe XX Taku OYAO He HAATO BU-
TiAHMM 3 TOYKY 30PY 3HVDKEHHS AePILIUTY MpUMIllieHb
AASL pOOOTH, — 3HAYHO «EKOHOMHILIMM» OYAO CTBO-
PEeHH:I OKpeMMX KOMIIAEKCiB MajicTepeHb. 1963 poky
Ha BYA. AQIIaBChKill, 27 3’ IBUAMCS XKUANI OYAVHOK Xy-
AO>KHVKIB (CKDOMHMIT «XPYLLIOBCHKMII» TPOEKT) i KOp-
IyC MaliCTepeHb, «(bAireab». Tam y pizHi poku posmiliry-
BaAucs poboui npumiiieHss 3. BoakoBuHcbkoi, I. Ma-
AakoBa, I. Mincbkoro, B. Beasixa, I. Troxu, A. Kpuca-
4yeHKa Ta iH. (ycboro >x Ha moyarky 1970-x y OyAMHKY
Ha BYA. AaIIaBChKiil MpOXX1BaAo MoHaA 40 XyAOKHM-
KiB i MUCTEUTBO3HABLB) [4].

B OyauHKy mip Ne 2B 1o ByA. IlepcriekTuBHii (3a-
pa3 Iropst BpaHOBULIBKOTO), Y AOBOA BOXKKOAOCTYIITHII
MicLieBoCTi, crioyaTKy 6yB po3TaiioBaHmit XyAOXKHii
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OHA, a micAst F0T0 MepeisAy pO3MICTUAKCS MaliCTepHI
YAeHiB KUIBCbKOI opraHisanii CriAKY XyAO>KHUKIB, —
HamnpuKAaa, ckyapntopok I. Kaapuenxo i H. Aepe-
ryc. 3a cniorapamu nasi Aeperyc, Tam 6yaa uypoBa
THXa MiCLIEBICTb 3 [103aMiCBKIM HaCTPOEM (aAXKE BYA.
INepcriekTrBHA MPOKAaAeHa TiabKY B 1950-Ti pokmu):
«...ITAXAU AUMOHHUK, O0AiMMxa, YOpHOIIAIAHA TOPO-
O1Ha, )XeHbIIeHb, A0PUKOC, BUHOTPAA, sIKIiT 00BMBaB
Marbke BCIo OyAiBA0. MOXKHA OYAO BIAUMHUTH BiKHO
i, IPOCTATHYBLUY PYKY, HAILMIIATY TOBHMII Ta3 “i3abeA-
An”». XYAOKHUKM XXVMAU APY’KHBOIO KOMYHOIO, BAQ-
IITOBYBAAY CyOOTHMKY,  MICAS IpUOMpaHHs 301pa-
AVICA Ha 3aCTiAAs [5].

ITisHime nopsa, Ha ByA. IlepcriexTuBHii, 8, 3a ak-
TuBHoI iHiujarusy I. Kaapyenko (y 1968—1970-x po-
Kax roaoBy KuiBcbkoro BippiaeHHs CHiAKM XyAOXKHU-
kiB YPCP) 3's1BuAQCsI 11je OAHA BEAVKA IIECTUIIOBEPXOBA
OyaiBAsI-pabpyKa 3 MalICTEPHSIMM — ILJOCh Ha KIITAAT
(babpuky 3 BUPOOHMIITBA XYAOXKHBOI'O IIPOAYKTY, BTiM
iHAMBiAYyaAbHOTO, @ He MacoBOro. K 3a3Ha4aB XyAOXK-
HUK i meparor M. Aeperyc, Ha Hiit Ao00pe 6yAo 6 BcTa-
HOBUTM ITaM'SITHY TabAMUKY «CIIOPYA’KEHO 3aBASIKM
3YCHAASIM i BAOPOB'10, sike TaanHa KaabueHKo rokaasa
Ha 110 OyaiBAt0» [5]. KaacTep Ha ITepcrieKTHBHil Ipy-
I0TUB YMaA0 XyAoKHUKIB: O. Pamaii, B. 3Ho0y, B. Ao-
pransi, M. Korana-Illaua, b. Korana, ‘1. MaujieBcbky,
IO. Baitc6ypra, I. Illmonbka, B. Yeroaapa, A. biaHo-
wes, I Cxuiproka, O. Cxkuiok, B. AackapskeBcbKoro,
I0. Myaaepa, I. Toanekina, M. Tumuenka, A. Auma-
peBa, f. AeBuua, ©. TerstHiya Ta iH. 3a apApecoro ByA.
diraroBa, 7a, HEMOAAAIK BiA XMAOTO OYAMHKY XYAOX-
HMUKIB, TAKOXX OYB 30yAOBaHMIT KOMITAEKC MaICTEPEHD.

TTAOCH TaKMX «BUPOOHUIITB» — AOBOAI BeAMKa
[IAOILA, TiCHe CIIIAKYBaHHSI 3 KOAeramMu, OOMiH iae-
sIMU, aA€ OYEBMAHI MiHYCM — BiACYTHICTb MOKAU-
BOCTi YCaMiTHUTUCS, TIOCTiliHA METYIIH:, HEMOXXAU-
BiCTb, HapelIlTi, BTAiTV CBOI KOHLIENTYaAbHi 400 Tex-
HiuHi 3HaXiAKM Bip yOAixu. T. SI6A0OHCBKa, BiABiAyrOuM
1972 poky B BypamneiuTi MucTeLbKy KOAOHIIO, KOTpa
SIBASIAQ CODOIO LIIAMII paitloH KOM(OPTHIX OAHOIIOBEP-
XOBMX OYAMHKIB cepea 3€A€HNX CaAiB, TOXKaAKYBaAQ,
1110 «B HAC, SIKIIO OYAYIOTb AASI XYAOXKHUKIB MaiicTep-
Hi, TO 1e UiAi KombiHaT. Ham HiKOAM AO Takoro pis-
HsI He AopocTi» [6, c. 429].
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OxpiM BUII€HA3BaHNX aAPEC, MalICTEPHI XYAOXKHU-
KiB OyAM pO3TallloBaHi TAKOX B iHIINX AOKaLIisIX. 3rapa-
€MO AesIKi 3 HuxX. 3 moyarky 1960-x Ha ByA. CollleHKa,
33, Ha caMiCiHbKill OKOAMLIi, y KOAMIIHbOMY ByarHKY
TBOPYOCTIi XYAOXKHMKIB 3Haxopamaocs KuiBcbke Bipai-
AeHHsI TBOpUMX MaiicTepeHb Axkapemii mucrentB CPCP.
BippaseHicTb Bip LieHTpa MicTa i AOpOCAMI BiK acrii-
paHTiB, BXXe MpodeciitHNX 00AAPOBAHUX XYAOXKHMKIB
(a0 mepioro Habopy 1962 poky norpanuan O. Ay6o-
BUK, I. Ipurop’es, 10. Ayukesuy, 3. Aepmat, O. OpsiOuH-
CbKMII Ti iH.), CTBOPIOBaAM TYT 0COOAMBY aTmMocdepy
3 NeBHMMM IposiBaMy BiabHOAyMcTBa. Tak, O. Ay6o-
BUIK 3raaye: KepiBHMK MaiicTepeHb C. Ipurop’es Alitiios
AO TOTO, 1110 IPMHOCHUB Ha 3aiIHATTS MOHOrpadito, mpu-
cestueny I'1. Cesanny, y Ti yacy, koan B CPCP 1e riaa
6oporbba 3 popmasizmom y mucrenTsi [7].

3HaKOBMM MiCLieM Ha KMiBCBKill KyABTYPHIll Mari
6yan mavicTepHi Ha TepuTopii Kueso-ITeuepchkoil AaB-
pu. Y xopmyci Ne 30, Ae Ha moyaTKy XX CTOAITTS 3HaX0-
AMAacs AaBpcbKa pYICYBaAbHa IITIKOAQ, a ITOTiM XYAOXHI
MaricTepHi mip KepiBHMLTBOM . DKakeB14a, yTBOpuB-
cs1 (micast BIAGYyAOBU y 1950-X ITOLIKOAKEHOTO BiiTHOIO
KOPITYCY) TAAQHOBMUTMUI i SICKPaBUI1 TBOPYMIT «BYAUK».
B pisHi poxu TyT Maau maiictepHi M. Aeperyc, B. Bo-
poaai, I. fxyToBuy, A. XoaueHko, b. Pamonopr, itoro
Apyxuna A. QariHepmaH i poouka A. Panonopr, . Ma-
ieBcobka, I. bons, 3. BoakoBuHchka, b. AiroBueHko,
B. HemmmitniBo, M. YepHokancekuii, b. CiopHMKOB,
IT. Caborta, I. 30ps, B. Cunraescbkmi, . liaaep Tain.
O. AraMsiH 3rapye TeIAY, APY)KHI0 arMocepy B TPUA-
usTOMY Kopmyci: «Lle Oyao cBoro poay 6parepcTso.
Vci opMH opHOrO “3apakaan” iaessmu. Paz — yci 1o-
YMHAIOTD [IICATY aKBAPEAAIO, PAIITOM — yCi pOOASITH
rpaBlopu. Y Xypo>KHMKa IBaHa Mukoaaitosuya Kpac-
HOro 6par 6yB UepBOHOAEPEBHMKOM, Y HbOTO YyAOBi
iHCTpyMeHTH, 1 0Ch BCi panToM poOASITh HOAMYKM, Ta-
6yperouxu. fI 3HailIIAQ B CTApyX Iallepax camopoo-
He 3aIpolIeHHs: “A03BOAbTE BaC 3alIPOCUTH HA BiA-
KPUTTS HOBOI moAndKy’, SIABira MauieBceka. ITporpa-
Ma: AOIOBIAb ITPO Mi>KHAPOAHE CTaHOBMIIIE, Bedeps,
taHi. Taka Mmuaa mapoaist Ha odiuios» [8].

Ha TAi BeAMKMX KOMIAEKCIiB- «ByAMKiB» OKpeMi Mail-
CTepHi BUTASIAQIOTD OCTPIBLIAMY iHAMBiAyaaizmy. ToukoBo
posKuaaHi o Kuesy, BoHM HiOM TyABCYIOTh OKPEMUMM

MAPUHA MOAJKOBA

3MicTamMy — ap)ke KO)KHa Taka MayicTepHs Oyaa iHAM-
BiayaabHO 3acapOoBaHa, BiaoOpakara XapakTep i pip
3aHSTb BAACHVKA Ta IIPUTSTAaAQ TIEBHE KOAO APY3iB i Ko-
AeT XyAO’KHMKA. B HayKoBii1 Ta MeMyapHil yKpaiHCbhKil
AlTepaTypi AOBOAI DaraTo yBaru npupireHo pobouomy
npocropy I. IaBpraeHKa, 0OAHOTO 3 XyAOXKHMKIB-ILIICTAE-
CcATHUKIB. MO>KHa HaBiTh CKa3aTHy, 1110 HEAETKI IAAX
11i€l THX0I GAArOPOAHOI AFOAVHI AO TAKOTO HEXUTPOTO,
110 CyTi, 6Aara, Ik MaA€HbKe BAACHe ITOMELIKaHHS, BU-
KAMKA€ 0COOAMBO I1JeMKi CIIOTaAM Y TUX, XTO JIOTO 3HaB:
A. 3aBapoBoi, M. Kpuenka, K. Pamaii Ta iH. 3 Beankum
TpyAOM oTpuMaHa 1968 poky Ha ByA. bpaTucaaBcpkin,
y HOBOMY MiKpopaitoHi (ap>xe AiBuit Geper TiAbKy Io-
yaB 3a0yp0ByBarucs y 1960-Ti) oAHOKIMHaTHA KBapTH-
pa 3 15-MeTpOBOI0 «BiTaABHEIO» CTaAa Ha 6arato po-
KiB rpadiyHO->KMBOMICHO0 MaliCTepHEI0, Ae 6YAO0 00-
MaAb MeOAiB, HATOMICTh 6araTo KHUT i IIAQTIBOK, «I1a-
HYBaAa YlCTOTA I AeTKIiCTb y MoBiTpi» [9, c. 166—167],
Ae 1aH [aBPMAEHKO XVB aCKETOM i METOAMYHO IPaLlio-
BaB Ha CaMOTi, @ KOAM JIOMY He3aIllAAaHOBaHi rOCTi 1cy-
BaAM pobounit AeHb, ToyyBaBcs xBopuM [10]. ¥V Buai-
AeHiln Haperuti maiicTepHi Ha O60AOHI BiH momnpario-
BaTY He BCTUT Yepe3 MepeAyacHy CMepTb.

Kommaexc MaiicTepens, obaaurroBanmit 1983 poky
Ha O60A0HCbKOMY MacuBi, Ha ByA. [epoiB Craainrpa-
Aa, 44, OYB Mi3HbOPAASHCHKUM NPOeKTOM K1iBcbKo-
ro BippiaenHst Criaky Xypo>kHYKiB. Ha HoBOMY Micti
Y BiAAAA€HOMY palloHi CKAaAacs OKpeMa MiHiCIliAbHO-
Ta XYAOXKHUKIB, TOAL SIK A€5IKi CTapi 38’13KM BTPaTUAU-
csi, 1110 OYAO AOBOAI TpaBMaTnMyHO — Tak, b. AoBraub
3raAyBaB, 1[0 HAATO piaKo 6aumBcs 3 A. AuMapeBuM
IicAs TIepei3Ay TOro 3 ByA. IlepcrieKTBHOI (A€ BOHM
MpUSITEAbCHKI YyatoBaAu pa3om 3 O. Pamait Ta 06roso-
proBaau pobortu) Ha O6oroHb [11].

3a3HaYMMO, 1[0 OAHIEI0 3 03HAK KUIBCHKOTO KYAb-
TYPHOTO AaHALIABTY OYAO Te, 1[0 MalICTEPHI XyAOX-
HUKIB-HOHKOH()OPMICTIB He MepeTBOPUAKCS HA aH-
TaroHiCTUYHMI 0DiLiTHOMY [TOAI0 TAEMHUI, 3yXBa-
AW CBIT, — SIK CTaAOCsI, HAIIPMKAaA, Y MoCKBi (mait-
crepHi . Kabakosa, E. Byaarosa To1o). [TourHaroun
3 1960-x poKiB, Liel1 CBiT iCHyBaB 3a CBOIMM 3aKOHa-
MU — 330BHi TaHyBaAM AMCLIMIIAIHA i cucTema 3a60-
POH, a B MaiiCTepHsIX HePOPMAABHUX XYAOXKHMKIB
TIPOBOAVIAVICS TATTIABHI BUCTaBKU, TYAU TIPUXOAVAK
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iHO3eMHI XYPHAAICTH Ta KOAEKLIIOHEPY HOHKOH(POPM-
HOT'O MMCTeLTBA. Y KUIBCBKill )Ke CUTYyallii HaAMipHO-
IO Aep>KaBHOTO KOHTPOAIO 32 MMCTELIbKOIO CITIABHO-
TOIO TaKi IPaKTHKY He chopMyBaaucs. Marike sIK Ka-
3yC MO’KHA PO3TASIAQTY IIPUBATHY BUCTABKY XYAOXKHU-
KiB koaa I. Ipurop’esoi ta O. AradoHoBa: Ha TOYATKY
1970-x yepes3 Te, 11]0 MAVICTPAM HE AABAAV MO’KAMBOCTI
BuctaBasityucs y CriALi, BoHM 3p0o061AM Lie CAaMOCTil-
HO B caMoMy ceplii odiliiifflHOro MuUCTeLTBa, B Mail-
crepHi C. I'purop’eBa Ha Tepuropil KuiBcbkoro xy-
AOXKHBOT'O iIHCTUTYTY. BUCTaBKY BipBiAyBaAM CTyA€H-
TU IHCTUTYTY, iHIII XyAO>XKHUKY, ii miaTpuMas I AKy-
TOBUY i He 3po3ymiaa T. SI6A0HCHKa, CycipKa 1O Maii-
CTepHi, 3ayBa’K/BILY, 11J0 YYaCHUKIB 1Ii€l BUCTaBKU
«HeMma KoMy outu». ITicas unitorocs AoHocy y KAB,
NepeBipOK, I'YYHMX 3BMHYBa4Y€Hb y «aHTMAEP>KaBHil
AISIABHOCTI» i 3aTP03 BUKAIOUUTY MOAOAMX XYAOX-
HUKiB 31 CrliAKy, BUCTaBKy AOBeaocst ipubpary [12].

V Knesi ouarky 1970-x ik IpocTip «hpOHAN», ApaX-
AVIBO BiABHUI AAsT 0QiLi03Y, MOXKHA OAHO3HAYHO Map-
KyBaTU HeBeAMKY ABOKiMHaTHY kBapTupy Cepris Ila-
papkaHoBa Ha 11p. [lepemorn. Bona noeanyBasa ¢yHK-
1 >K1TAQ i MajicTepHi, ap)ke cBOI XyA0XHi TBopu ITapa-
A’KaHOB cTBOpIoBaB came Tam. K. Pamait, koTpa piBun-
HOIO IIPUSITEAIOBAAA 3 PEKIICEPOM, OIIVICYE LIF0 KBAPTUPY
SIK CKPMHBKY 3 KOIITOBHOCTSIMIL: AyOOBMII CTiA 1 BaKKi
LIepKOBHIi AaB/ HaBKPYI'!, Ha CTiHAaX I'yL[yAbCbKi iKOHM,
LIOAOMY, IPUKPALLIEH ITip sIM TIABIYa, AEPEB sIHi STHIOAK
PacTpeaai Ta BeAuKa KiAbKiCTb pobiT camoro [Tapaaka-
HoBa. BiH 000)KHIOBAB roCTel1, PO3AAPIOBAB POOOTH, BAA-
IIITOBYBaB OAraTOAIOAHI TPMITOMY, Ha SIKX MO>KHA OYAO
3YCTPITH ALST4iB KyABTYPU 3 ycboro PaastHcbkoro Corosy
Ta iHO3eMLJiB, — XOua BCi 3HAA, 1110 CepeA IMPUCTOMHUX
AIOAEV TOBKAMCS 1 «CTyKayi» [9, ¢. 8—11].

Ao apyroi moaoBunu 1980-x pokiB, TO6TO AO KiH-
14 icHyBaHHs PapsHcbkoro Corosy, KuiBcbke Bipai-
AenHs Criakn xypoxkHuKiB YPCP mipinimao y Haa-
3BUYAITHO rapHii MaTepiaAbHiit popmi, 3a0e3neunsim
CTOAWYHVX XYAOXKHUKIB )XUTAOM i MaiiCTePHAMMU TaK,
AK Hi B AKOMY iHmomy micTi Ykpainm. ITicas 1989 poky,
3 IOCAQOAEHHSIM AEP>KaBHOT'O KOHTPOAIO 32 Ceporo
KYABTYpY, y Ki€Bi moyaAym BMHMKATV MUCTELIbKi CKBO-
TV — Ha BYA. AeHiHa (3apa3 boraana XMeAbHMIIBKOTO),
IMapusbkoi KomyHu (3apa3 MuxariaiBceka), Beankinn

2022, Bunyck BiciMHaOysmMuLL

JKuromupcokiit, OaeriBepkiit Ta iH., Ae chopmyBasa-
Cs1 XapaKTepHa AAS TOTO iCTOPMYHOTO TIepioAy aTMO-
cdepa TBOpUOI Ta KOMEPLITHOI CBOOOAN. BripopoBsk
HACTYIHMX POKiB 3MeHIIyBaAaCs A€PKaBHa MATPUM-
Ka MUTLiB, PYIIHYBaAMCS YiTKi MeXaHi3MM OTPYMaH-
HsI MajiCTepeHb, HATOMICTb CAMOCTi/IHe BUHAIMaHH
X moTpebyBaA0 BEAMKNX 3aTpar.

CyuacHa KyAbTypHa Marna Kuesa micTpsiBa Ta 0a-
raromaposa. Crapi MaricTepHi, a 0COOAMBO Ti, 11j0 TTe-
PeNILAK Bip CTApLIOrO MOKOAIHHA XYAOKHUKIB AO iX-
HiX AiTell Ta OHYKiB, 3aAMIIAIOTHCA Ha Hill He TiAb-
K1 apTedakTamMmy paAsSHCBKOI CHCTEMM NTAaTEPHAAICT-
CbKOI KYABTYPHOI IOAITUKM Ta aKTUMBHOI AiIABHOC-
i CriakM Xypa0KHUKIB i Xyaoxxuboro ¢donpy YPCP,
aAe i1 maM sITKaMM €II0XM, T0A00010 MiHiMYy3eiB Bipo-
MUX XYAOXKHMKIB 1 LIIAMX TBOPYMX AMHACTI (IIPUKAQA,
IXHbOI BAAAOI iHCTUTYaAI3aLii — MaiicTepHs A. Puba-
4yK i B. MeabHMueHKa Ha ByA. MaaoriaBaAbHii, 100,
[epeTBOpeHa Ha KYABTYPHMIT OCepeAOK). Brim, mic-
Ast BUXoAy nocraHoBu Kabinery MiHicTpiB Ykpainu
Ne 1209 Bia 10 ancromaaa 2021 poky, 3TiAHO 3 SIKOIO
Taprdy Ha OITAAEHHS MalICTePeHb, 110 HaaexaTb CriiA-
1}i, HeaA€KBaTHO 3POCAM, Mana KUIBCbKMX MaliCTepeHb,
MO>XAVBO, 3MIHUTbCS He B Kpallly CTOPOHY.

BucHoBKku. PexoHcTpyroBasiiy mporecu Gpopmy-
BaHHA B KueBi KaacTepiB MUCTeLbKMX MaliCTepeHb
BIIPOAOBYK OCTaHHIX PAASHCBKUX AECATUAITD, MY 3PO-
OvAM Teplry Cripo0y IXHBOI CHCTeMaTH3allil Ta TUITO-
Aorisanil: Bia iHAMBiAyaAbHMX MaliCTepeHb AO KiAb-
KaIloBEPXOBUX OYAiBeAb-«KOMOIHATIB», A€ XYAOXKHU-
KI TTpaLI0BaAY IAIU-0-TIAIY 3i CBOIMM KOA€TaMM, YHa-
OYHIOI0YM PAASHCBHKY iA€10 TBOPYOCTI K CIiAbHOI Ipa-
11i IiA HAarAsSIAOM BiAIIOBiAQABHMX OpraHiB. MucTelbka
MaJICTePHs PO3TASIHYTa HAMMU K HAABKAMBUI AOKYC
1podeciHOI MOBCIKAEHHOCTI XYAOXKHMKA, aAXKe BOHA
OyAa 3HAYHMM Ba)KEAEM BIIAMBY — 32COOOM He TiAbKM
BiA3HAUMTU XYAOXKHMKA CEPeA 10TO KOAET, 3a0XOTUTUI
AO [TOAQABLIOI TBOPYOCTI (BUAIAMBILY TIPUMILLIEHHST),
aAe 11 TOKapaTy 38 HE3r0AY, HEAOSIABHICTB (BipiOpaB-
LM MAVICTEPHIO 800 MPOTHUA[I0UY il OTPUMAaHHIO). 3Bep-
HEHH:I AO COLIiaAbHOI iCTOPIl KYABTYpM AQAO HaM 3MO-
ry choKycyBaTuCs Ha aTePHAAICTCHKMX CTpATerisix
PaASHCBKOI AepyKaBU 1[OAO MUTLIS, @ TAKOXK HA KYAb-
TYpHilt moaituui y cdepi mucrenrsa.
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Maryna Poliakova. Artists’ workshops on the cultural map of Kyiv in the 1960s-1980s

Abstract. The article takes the first step towards a systematic study of the network of art workshops in the city of Kyiv as it devel-

oped during the 1960s and 1980s. The artist’'s workshop is presented by us as one of the main loci of professional artistic ubiquity, a room
where the artist spends a significant part of his life, working and communicating with colleagues. The activities of the Kyiv branch of
the Union of Artists of the Ukrainian SSR and the Art Fund of the Ukrainian SSR subordinated to the Union in the field of creating and
providing artists with skills are analyzed as one of the directions of the implementation of the Soviet cultural policy: maintaining loyal
attitudes in the artistic environment through the material support of artists, ensuring their daily professional needs. The phenomenon
of Kyiv research workshops in the interdisciplinary field (using the methods of social history, cultural history, etc.). This made it possi-
ble to see the system of workshops as a structure: to typologize, that is, to distinguish different types of premises (residential buildings

with workshops, specialized “combinations’, individual premises), to build a chronology of creation and visualize the Kyiv geography of

the network of creative workshops.

Keywords: Soviet cultural policy, artist’s workshop, Union of Artists of the Ukrainian SSR, Art Foundation.
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Anoranis. CrarTs IPUCBSYeHA aHAAI3Y OAHOTO 3 HANMIAPAAOKCAABHIIIMX SIBUIY XYAOXKHDBOI KYABTYPHU IiBHbOPAASHCHKOI AOOM —

MOHYMEHTAABHO-AEKOPAaTUBHOMY MUCTELITBY, SIKe TOMPY MPOTPAMHY COLIiaAbHO-TIOAITMYHY 3aaHI'2)KOBAHICTh CTAAO YACTUHOKO «PaASH-
CbKOTO MOAEPHI3MY», IIOEAHABIIN COLI{aAbHY YTOIIIO 3 Pi3HOMAHITTSAM (pOPMAABHO-TIAACTUYHMX, CTUAICTUYHMX, €CTeTUYHUX CHPSIMY-
aHb, A€ BiAOOPa3MAKCS TOIIYKM HOBOI HalliOHAABHOI Ta IHAMBIAYaAbHO-aBTOPCHKOI XyAO>KHBOI MOBM Ta 06pasHocTi. ITokasoBo, 1o came
CTiHOMNC Ta apXiTeKTypa 3aIll0YaTKyBaAM IIPOLIECH eCTETMYHOIO OHOBAEHH:, IO CTAAM NMPUKMETAMM CYCHiABHO-TIOAITMYHOI BiaAMIY
B CPCP. 30epirarouy roAOBHi 3aBAQHHS «A€HIHCBKOTO ITAQHY MOHYMEHTAABHOI IIPONIAraHAN», CTIHOMNUC B YKpaiHi epeTBOPUBCS Ha [eB-
HY «eCTeTUYHY Hillly», A€ 3HAJILIAM IPOSB LIMPOKe 3BePHEHHS AO MOTYBIB HAPOAHOTO MMCTELTBA Ta Pi3HMX CIIPSIMyBaHb MOAEPHi3MY,
a pa3oM 3 TUM i pO3pOOKa HOBUX CI0)KETHO-KOMITO3MLIIIHIX CXeM Ii3HbOPaASHCBKOI ikoHorpadii. EBoatowist cTiHommcy — Bia mepeBax-
HO TTAOIIIHHO-A€KOPATUBHNUX piiieHb 1960-X POKiB A0 CKAAAHMX 06Pa3HO-TIPOCTOPOBUX MTOOYAOB 1970-1980-X, posLIMpeHHs TeXHIK CTi-
Homcy (Mosaiku, bpecky, Birpaxi, crpadiro, MosaiuHuit peabedy, eHKayCTHKa, Pi3Hi BUAM PO3IINCY Ta iH.) — BiAGMAQ 1I0Ka30Bi npolje-

CU B PAaASTHCBKOMY MMCTeLlTBi, A€ 4depes cTiHOMmMC y CyCHiAbHM]X l'lpOCTip BXOAUAU HOBI 06[}83]/[, MOBa Ta €CTETMKa, L0 CYTTEBO PO3LIN-

PIOBaAK 110r0 OQiLliiHi KAHOHIYHI BUMIpH.

Karouosi croBa: CTIHONNC, COLIAAICTMYHMIL PeaAi3sM, PAASHCbKMIT MOAEPHI3M, iA€OAOTis, IHAMBIAYaABHICTD XYAOXKHMKA.

ITocraHoBKa mpoOAeMu. AHaAi3 MUCTELTBA PaASTH-
CbKOI AOOM B 11iAOMY Ta Mi3BHbOPAASHCHKIX AECSTHUAITD
(«3 BipAMIM AO TIEPEOYAOBI») 30KpeMa ITOCTAE CbOro-
AHI K YM He HallaKTyaAbHillle 3aBAQHH: YKPaiHCbKO-
IO MUCTELITBO3HABCTBA Ta KYABTYpOAOTil. TuM bibite,
110 TeTePillHill CTaH AOCAIAYKEHHS PAaASHCKOI KYABTY-
PY XapaKTepU3YEThCSI TAMOOKOI0 ITEPEOLIIHKO0 TPAAU-
LIVIHMX ITIAXOAIB Ta YTOYHEHHSIM CAMOT'0 00'€KTY aHa-
Ai3y, 11]0 CTIPMYMHEHO LMBIAi3alilIHO-KYABTYPHIM 3A2-
MOM, SIKMII IIepeXXMBAE AIOACTBO. Lle crioHykae Ao repe-
OCMVCAEHHS «ABOIIOAIOCHOI KAPTVHM CBITY SIK Y 3aXiA-
Hil1, TaK i y TOCTPaASHCBKIll CBIAOMOCTi», A€ «OAHAKOBO

BUYEPIIaHVMY BUSIBUAVICS SIK PAASHCBKMIA, TaK i AUCH-
AEHTCBKO-COBETOAOTTYHMIL TIAXOAM AO MaTepiaay» [24,
¢. 3], Ta AO IOLIIYKiB HOBOI XyAOXHBO-CBITOTASIAHOI MO-
A€Al, I1]0 Ma€ CHHTe3yBaTy Y/ IIPMHAVIMHI BpaXoByBaTy
ToTepeAHil AoCBip. HeBUapKoBMM Y LIbOMY KOHTEKCTi
NOCTAE LVPOKUIT iHTepeC A0 PaASHCBKOI'O MOHYMEH-
TaABHO-AEKOPATVBHOI'O MUCTELITBA, SIKE BUCTYTIA€E BU-
pasHuM (pEeHOMEHOM A0OM, CUHTE3YIOUMM LiiA€ IPOHO
BHYTPIllIHbO KOHTPOBEPCITHIX TEHAEHLIiN Ta CIIPsAMY-
BaHb. YKpaiHCbKMI1 CTIHOTINC T4, IIMpIle, MOHyMEHTAAb-
HO-AekoparyBHe MucTeliTBo 1960—1980-x pokis npu-
BEPTAIOTh B LIbOMY ITAQHI YBary He AMIIIe BEATYE3HOIO
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KIABKICTIO TBOPIB, IXHIM CTHAICTMYHMM Ta HOpMAAD-
HO-TIAQCTUYHUM Pi3HOMAHITTSIM, @ /1 0COOAMBOCTSIMMU
BiAA3epKaAeHHS B HbOMY 3MiH CYCITiABHO-KYABTYPHOT'O
KAIMaTy Ta iA€OAOTIYHMX KOAMBAHb B KpaiHi.

AmHaai3 ocTaHHIX AOCAiAKeHb i myOAikani. YBara
AO YKpaIHCbKOi MOHYMEHTAAICTVKY Mi3HbOPAASHCBKIX
AECSTUAITD BiAOMAACS Y TO)KBABAEHHI IIPVCBSYEHNX 111
nybaikauii [12; 10; 6; 19], y Buxoai Apykom aapbomiB
3 TBOpaMM yKpaiHcbKkoro criHomucy [1; 26]. Ixui cripsi-
MYBaHHsI 3Ha4HOIO MipOIO ITOB’sI3aHi 3 TparHeHHM 30e-
PerTyi TBOPY MOHYMEHTAABHOT'O MVCTELITBA PAASHCHKO-
IO Yacy, sIKi 3 pOKiB He3aA€XXHOCTi IMAAAIOTHCS IOCTi-
HOMY PYJHYBaHHIO: CIIOYATKy — 4Yepe3 Iepernpodiako-
BaHH: OyAiBeAb, Ae BOHM PO3TAILOBaHi, 3 AEP>KaBHUX
Ha IIPMBATHi, Ni3Hillle — Yyepe3 Iporpamy AeKOMyHi3allii,
11O «BUKPECAIOE» TBOPY PAASHCBKOI AOOM 3 CYCIIABHOTO
NpocTopy. BeAKyx BTpar 3a3HalOTb MUCTEL[bKi TBOPK
iuepes pylIHyBaHH: Bip pOCIICbKO-YKPaiHCBKOI BilIHN.
BapTo 3a3HaunTy, 1110, Xoua nnpotsrom 1960—1980-x po-
KiB CTiHOMVC TTOCTiNHO NepeOyBaB ITiA YBaroxo KpUTHKM
(omy GyAM IPUCBSIYEH] YMCAEHHI CTATTi Ta KIAbKa aAb-
60MiB), /ioro Karaaorisaujisi mpoBeaeHa He OyAa, a Hamm-
CaHi TOA] Ha 1110 TeMy MMCTeLITBO3HaBYi PO3BiAKY, 3pO-
3yMiAO, HECYTb Ha COOi BIAOMTOK PaASHCHKOI iaeoAorii.

Merta cTaTTi — POCAIAKYBaTI 0COOAMBOCT] €BOAIO-
1jii XyAO’KHbOI MOBM YKPaiHCbKOI'O MOHYMEHTAAbHO-A€-
KOPATUBHOI'O MUCTELITBA 3 A0OU Biaaurn Ao 1980-x po-
KiB Y KOHTEKCTi 3MiHM CYCITIAbHO-KYABTYDHMX Ta eCTe-
TUYHMX OPIEHTUPIB B KpaiHi.

Bukaap matepiaay. [Toka3oBo, 1[0 3MiHI Y KyAb-
TYPHO-MVCTELIbKOMY, @ Pa3oM 3 LIIM i B CyCITIABHOMY
JKUTTI Y He HallpaAMKaAbHillle POSBUANCS 3 CEPEAVHI
1950-x pokiB came B apXiTeKTypi, a Yepes Hei — i B CTi-
Homucy. [ToTpeba y MoaepHisatiii 6yAiBHMIITBa Ta BIPO-
BaA’KeHHs HOBMX TEXHOAOTII, @ Pa30M 3 HUMM i HOBUX
€CTETMYHMX 00’ EMHO-IIPOCTOPOBNX pillleHb BUPOCTa-
AQ 3 TAMO0KOI KUTAOBOI KpM3H, SIKY IepeXnBaAa Kpai-
Ha uepe3 AeCATUAITTA MiCAs 3aKiH4eHH: ApPyroi CBiTO-
Boi BiitHu. Bxe y 1954 pouii B Mocksi BipOyaacsi Beeco-
103Ha Hapapa OYAIBeABHMKIB, apXiTEKTOPIB Ta MpatiiB-
HMKIB POMMCAOBOCTI OYAiBEABHMX MaTepiaAiB, mpo-
€KTHIX Ta HayKOBO-AOCAIAHVIX OpraHi3alliil, Ha AKii
M. Xpy110B XOPCTKO PO3KPUTUKYBaB CTAAIHCHKY ap-
XiTeKTypy 3a ii AOPOXKHEUY Ta IIOMIIe3HICTb. YPAAOBi
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noctaHoBy 1954-ro Ta 1955-ro pokiB — «I'lpo po3Bu-
TOK BUPOOHMLTBA 30ipHIX 32Ai300€ TOHHMX KOHCTPYK-
1jii1 i AeTaaeit Aast OyAiBHMLITBa» Ta «ITPO YCYHEHHS Haa-
MipHOCTeI y TPOEKTYBaHHI Ta OYAIBHULITBI» TO3HAYM-
AM TIEPEXiA AO QYHKLIIOHAABHOTO TUIIOBOTO OYAIBHU-
1ITBa, BIIPOBAAKEHHS HOBMX MaTepiaAiB i TEXHOAOTII.
Y nmocraHoBi 1955 poKy, OKpiM 3aCyA’KeHHs CTaAiH-
CBHKOTO CTMAIO Ta YTBEPAKEHHS ITOBOPOTY AO €KOHO-
Mil, IPOTIOHYBAAOCS «CMiAMBillle 3aCBOIOBATY IIEPEAO-
Bi AOCSITHEHHSI BITYMBHSIHOTO Ta 3apyODKHOTO OYAIBHM-
yrBa»[21]. TaKMM YMHOM, «PAASHCBKUIL MOAEPHI3M»
1960-x OyB BIIpOBaAKEHMIT «3BEPXY», AEMOHCTPYIOUM
no3uiito BAapu. TIpuuomy noaibHi saxoan — pedop-
Ma apxiTekTypy Ta OYAIBHMLITBA, @ pa3oM 3 TUM 3Mi-
Ha «CTaAIHCHKOTO CTMAIO» Ha Mi>KHAPOAHUII MOA€Ep-
Hi3M — CBIAUMAM He AMILIe IIDO €KOHOMIUHY, TeXHO-
AOTIUHY, aAe 11 IIPO MOAITMYHY BXKAMBICTD LIi€l raaysi.
HoBa apxiTekTypa MaAa He AMlle BUPIIINUTY XXUTAO-
By pOOA€EMY B KpaiHi, a i1 CTBOPUTH il HOBMIT iMIAXK —
AEMOKPaTUYHMI, AMHAMIYHMIL, TAaKUIA, 11O BiATIOBipAQ€E
PYXY T€XHIYHOro Iporpecy Ta CIpsIMOBaHMIL y Maii-
OyTHE. «PaASHCHKIIT MOAEPHI3M» AEMOHCTPYBaB pa-
AVIKAABHY 3MiHY OpPi€EHTMPIB: Bip IPOrpaMHOI «3aKpu-
TOCTi» CTaAIHCBKOI KYABTYPU AO 3BEPHEHHS AO 3aXiA-
Horo AocBiAy. Sk miaxpecatoe itoro pocaianamis O. Sky-
LIIEHKO, «EBPOMENICHKII Ta AMEPUKAHCHKII TTOBOEHHMI
MOAEPHI3M CTaB MOAEAAIO AASI HOBOI PaAsTHCBKOI apXi-
TeKTypM 3 KiH1g 1950-x pokiB. Biab1i Toro, came B Lieit
Yyac paAsHCbKA apXiTeKTypa BKAIOUMAACSA Y 3aTaAbHO-
CBITOBY CHCTEMY KOOpAMHAT» [28, ¢. 76]. BapTo 3a3Ha-
YUTU: HE AMIIE YBillIlIAQ Y CBITOBUI1 KOHTEKCT, a i1 pa-
30M 3 TVIM 3BEPHYAACS, XO4a YaCTKOBO J1 HEITOCAIAOBHO,
AO aKTYyaAi3auii BiT4M3HAHOIO MOAEPHICTCbKOTO MUHY-
AOT0, 30KpeMa AOPOoOKyY 1920-x — nmoyarky 1930-x po-
KiB [15], 110 cTaHe BaXKAMBUM AAS YKPATHCBKOTO CTiHO-
nicy. OAHaK apaAOKCAAbHICTD Yacy Ta i CaMOTo SIBU-
1A «PAASHCBKOIO MOAEPHI3MY» MOASITaAa B TOMY, 110,
AKILO 3aAY4EHHS 3aXiAHMX TEXHOAOTII 3a0X0UyBaAOCs
Ta MATPUMYBAAOCS, TO 3BEPHEHHSI AO 3aXiAHMX MMC-
TeLbKIX, XyAOXKHIX HaIIPSIMKIB Ta MOAEPHICTChKIX Ha-
IpallOBaHb CIPUITMAAOCh BOPOXKO — SIK HACTYII Ha pa-
ASHCBKY iA€O0AOTIIO Ta 3aCaAl COLIIaAICTMYHOTO peaai-
3My. U He HaViBMpasHillle TO3HAYUTHCA Lie IPOTUPIY-
Ys1 Ha PO3BUTKY CTiHOIIVCY.
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OTxe, 3MiHM B apXiTeKTypi, IO I'PYHTYBAAUCS
Ha IPYHLMIIAX GYHKIIOHAAPHOCTL, IPOCTOTH Ta AOLHAB-
HOCTI, TUITOBMX IIPOEKTAX, SIKi PO3POOASANCS HE AMlLIe
AASIKITAR, @ 71 AASI TPOMAACBKIIX CITOPYA (30KpeMa LKA,
KAY0iB, ITaAalliB KYABTYPH TOLIO), A€ TOAOBHMMI Matepi-
aaamu OYAIBHULITBA CTaAM 3aAi300€TOH, CKAO Ta CTaAb,
CIIPUYVMHMAY KapAMHAABHY CTUABOBY IT€PEOpi€HTALIiI0
crinomcy. Voro Micije B apxiTeKTypi He 06MeXyBaAOCs
AMIIIe AEKOPATMBHMMY aKLIeHTaMU, 10 MAKPECAIOBAAY
00’€MHO-TIPOCTOPOBY CTPYKTYPY CIIOPYAM YM CAYTyBa-
AV KOABOPOBO-TTAQCTUYHVMY €AeMeHTaMM ITPOCTOPY.
HoBa apxiTekTypa He MOraa OyTi «0e3iAeiTHOI0», «Ae-
HiHCBKUIT ITA@H MOHYMEHTAABHOI IPOTaraHAM» IIPOAO-
B)XXYBaB AlsTH, HaOyBarOuM y HOBUX yMOBaX {HILMX BU-
MipiB. IToka3oBo, 1110 eBOAIOLIiVIHI ITpOLiecy B apXiTeK-
Typi Ta CTIHOMMCY MaAM UM He IPOTUAEKHI HAaCAIAKIM:
SIKIIIO TUIIOBE iHAYCTpiaAbHE OYAIBHUIITBO IOCTYIIO-
BO (BMpasHO Lie Mo3HaunAoCs Bxe y 1970-X) npusBe-
A0 AO Kpu3u camoi ripocecii apxiTekTopa (IToKa3oBUM
B LIbOMY IIAQHi € nepeiiMeHyBaHH: y 1959 polli KuiB-
cbKOro (haxoBOro KypHaAy «Apxirekrypa Ta ByaiBHu-
UTBO» Ha «CTPOUTEABCTBO 1 APXUTEKTYPa»), A€ IOLIY-
KOBi TBOPYi IIPOEKTH IIOCTYIIOBO BCe YacCTillle TOCTYTa-
AVICS MiCLIeM CYTO iH)KeHepHMM pillleHHsAM, TO CTiHO-
IMC IEPEXVBAB CIIPABXKHII IiATIOM, Ta 11 cama rpodecist
XYAOXKHMKA-MOHYMEHTAAICTA, sIKa (PAKTUIHO CKAAAACS
B Liel1 nepiop, came 3 1960-x mepeTBOpuAacs Ha OAHY
3 FOAOBHUX B CHCTEMi PaASTHCBKOTO MUCTELITBA, 00Y-
MOBA€EHA PO3MaxoM OYyAIBHMLITBA B KpaiHi, crieljydikoro
TBOPYO-BUPOOHNYOI AISIABHOCTI, TIOB'sI3aHNUM 3 HEIO
KOMIIAEKCOM (haxXOBMX 3HaHb Ta HABMYOK.

ITpore akTMBHMIT PO3BUTOK CTiHONNCY B YKpaiHi
JKUBMBCS He AMILe 3MiHaMM B apXiTeKTYpi, a 1 Haljio-
HAABHO-KYABTYPHUM IAJIOMOM, AKWI1 BiAuyBaAa TOAL
KpaiHa, IIparHy4y BiADOANUTY XYAOXKHI TPaAULIL, B AKMX
MOHYMEHTaAbHe MaASPCTBO 3alIMaAO OAHE 3 YiABHMX
MiClLib, 30KpeMa MIAHATY 10I'0 AO PiBHSI CAQBETHOI LIIKO-
Ay M. Bortayka, sHuienoi y 1930-Ti poku. I xoua Ha o
Jyac MOBHA «peabiaiTauis» 6odyKisMy e He BipOy-
Aacs, TpoTAaroM 1960-X pokiB MOCTYIIOBO PO3ILMPIO-
BaAaCsi MOXKAMBICTD He TIABKY 0OrOBOPIOBATY TBOPYi
iA€l Ta CTUAICTUMYHI 0COOAMBOCTI 1IbOI'O MUCTELILKOI'O
SIBMIIA, @ 1 YaCTKOBO MO3HAIOMUTHCS 3 FIOTO AOPOO-
KoM. BapTo 3raparu B IbOMy IA@Hi BUCTaBKM TBOPiB

TAAVHA CKASIPEHKO

y4yenutp M. Boituyka A. IBaHoBoi Ta O. ITaBA€HKO, sIKi
npoxoArAu B Mocksi (1968, 1971) Ta'y AbBosi (1971).
Y 1967 poui BuiliioB ApyKoM 5-11 ToM «IcTopii ykpa-
THCPKOTO MUCTeLTBa» 3i crarreto L. Bponn ta B. Aoba-
HOBCBKOTO ITPO YKpaiHChbKe MOHYMEHTaAbHe MaASIPCTBO
1920-1930-x poKiB, 11J0 3aHOBO BIAKPMBAAA LI}0 CTO-
PIHKY BITUM3HAHOI KYABTYPU. [TiACYMKOM AeCATUAITTA
craB O6’epAHaHMI1 IAeHYM NpaBAiHb CIIAKY XYAOKHU-
kiB Ta Criiaku apxitexropis Ykpainu 1969 poxy Ta nep-
IIIa BEAVKA PETPOCIIEKTYBHA BYCTaBKa TBOPiB MOHYMeH-
TAABHO-AEKOPATMBHOI'O MUCTELITBA, A€ OYAM ITpeACTaB-
AeHi cBiTAMHY pobiT 1920—1930-X poxKiB.

...JoroBHOIO po6aemoro criHomucy 1960-x craB
TOLIYK HOBOI XYAOKHBOI MOBY, 1110 BiATIOBiAaAa 6 cTH-
IO HOBOI apXiTeKTypu. SIKIIIO CTiHOMMC IToTIepeAHbOTO
niepiopy (xiHus 1940-x — movatky 1950-x) OyB mepur
3a BCe iHTep €pHUM, BUKOHAHVIM B TEXHILi OAITHOTO KU~
BOINCY, CIO’KETHM, OTIOBIAHMM, Hall4acTillle Hamyca-
HUM B AYCi TaKOTO CO0i «I1ICeBAOOAPOKO», TO HOBA ap-
XiTeKTypa BUMarasa KapAMHaAbHYX 3MiH. IIpukaapsom
CTIHOMNCY «CTaAIHCBKOTO CTUAIO» €, 30KpeMa, TAadOH
BeAMKoro 3aay ITaaany mopsikiB B Oaeci (1952, aBTo-
pu C. Aymenxko, A. TToros, B. Tokapes, O. Toxapes).
IcTopuyHa Criopyaa, 30yAOBaHa sIK Pe3MAEHLIis reHe-
paa-rybepnatopa apxirekropom @. Boddo y 1829—
1830 pp., y 1924-my nepetrBopuaacs Ha [laaai; mops-
KiB, aae 30eperaa CTuAb iHTep’epiB. BeAndyesumii naa-
doH, 1110 306pakye baraToarAHe sickpase «CBSTO pa-
ASIHCBKVX MOPSIKIB» — AIOACBKI irypu cepe, mparo-
PiB, 1110 HaYe 3AITaIOTD Y OAaKUTHE He60, — HOPMAABHO
TOYHO BIIMCABCS Y CTMAD IHTEP €PY, YTBOPIOIOUM 3ara-
AOM 1AI030pHO TeaTpaAizoBaHe CEPeAOBHIIe, sIKe MAAO
iMiTyBaTM IACTS Ta MPOLBITAHHS PaAsTHCBKOTO Hapo-
Ay Ha TAl maaatiosoro 3aay XIX cropiuds. Bpaxosymo-
Y, 110 HA TOV Yac OIABIIICT [POMAASIH KpalHY MellKa-
Aa 'y KOMYHaABHMX KBapTVPaX, a CEASTHY He MaAM ITac-
TOPTIB, TOAIOHA 00pasHicTb HabyBa€e 0COOAMBOIrO iA€0-
AOTIYHOTO AMLIEMIpPCTBA...

Ha npoTuBary 1jboMy AaKkOHiuHa, QYHKIIIOHAABHA,
AEMOKpaTHYHa HOBa apXiTeKTypa, B SIKill TepeBaskaAl
TIAACKi IIOBEPXHi Ta BIAKPUTI IPOCTOPY, CIPSIMOBYBaAa
CTiHOIIVIC AO TTAOIIMHHOCT] Ta SICHOCTi BUCAOBAIOBAHHS,
AEMOHCTpYBaAa KapPAMHAADbHI 3MiHM y COLIiaAbHil IIO-
AITULi — TOJ «yTOMi3M LIiCTAECATHX», A€ MUCTELITBO
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CYYACHE MMCTELITBO

Ta apXiTeKTypHe cepeAOBMUIIIe BUCTYIIAAM BUPa3HUKOM
Ta 3aCO00M CYCIiABHUX ITepeTBOpeHb. ITi3Hilre puH-
LIMII B3a€MOAIT apXiTekTypu Ta MucteyTBa 1960-x po-
KiB MMCTELITBO3HaBLIi 0XapaKTePU3YIOTh SIK IIOEAHAH-
HS1 «IIPOCTOTO 3 TIPOCTUM» [5, c. 3], Ae cTiHOmMC Tpo-
AOBXXYBaB CTUAICTHKY CIIOPYAU.

Hogwit cTiHOmuc GpopmMyBaBCst y rOCTPOMY IIPOTH-
CTaBAEHHi CTAHKOBOMY MUCTELITBY Ta >KUBOIIVCHII Kap-
TuHI. 30kpema, H. AmirpieBay 1961 pouii micaaa: «A6-
COAIOTHA IlepeBara J OLMPEHHsI CTAHKOBUX POPM 30-
CTAAOCS HaM Y CITAALIVHY BiA MUHYAOTO... CaMe XXUTTS
IiAKa3ye HeOOXiAHICTb IepeHeCeHHs LIeHTPY TSDKIHHS,
NepecTaHOBKM aKLeHTiB... MOHyMeHTaAbHO-AEKOpa-
TUBHE MMCTELITBO He YeKa€, ITOKM AIOAV IPUIAYTh JIOTO
CIIOTASIAATH, 2 CAMO JIA€ HAa3yCTPid AIOAAM i IpUMy-
IIIye IX AMXaTy NOBITPSM MUCTeLITBa. B yMoBax Hamoro
Jacy IpOBiAHa POAb IIEPEXOAUTD AO aHCAMOAEBO-MO-
HYMEHTaABHMX opraHiuHux ¢opm» [11, c. 3]. Ipo me-
peBary MOHYMEHTAaABHOTO MUCTELITBA 3 iHIIOro, iaeo-
AOT{YHOrO Ta MParMaTMYHOro OOKY IMCaB XYAOXKHUK
C. Kupnyenxo: «ByaiBAi rpoMaAChKOTro Npy3HaYeHHs
€ TpUOYHOIO, 3 5IKOT 00Pa30TBOPYE MUCTELITBO BUCOKO-
XYAO>KHBOIO MOBOIO TOBMHHO F'OBOPUTH 3 HAPOAOM, TYT
BOHO Ma€ NpomaryBary KOMyHicTuyHi izeaan... Heo6-
XiAHO B IIAQHOBOMY TTOPSIAKY BU3HAYUTY CYCITIABHI, A€p-
>KaBHi MOTpedy B 06pa30TBOPYOMY MUCTELTBI. fKiiio
KapTyHA MOTPiOHA, BOHA IMOBMHHA MaTyl CBOE IIEBHE
Miclle, a 3HAUUTh, i CBOIO TeMY, pO3Mip, Marepiaa, 0TO-
YEeHHsI», ap’Ke ITICASI BUCTaBKY KapTVHY HIKOMY He I10-
Tpi6Hi [14]. BuxoaoM 3 L€l cuTyallil, Ha AYMKY XYAOX-
HMKA, OYAO IMPOKe BIPOBAAYKEHHSI MOHYMEHTAABHO-
IO MUCTELITBA B apXiTEKTYPy Ta IepeOyAOBa XyAOXK-
HbOI OCBITH, 11]0 Ma€ CNMPATHCS HA CTAaTUCTUYHI AaHi:
CKIABKM i SIKMX XYAOXXHMKIB (i TBOpIB) IoTpebye Kpai-
Ha. Ha 3MiCTOBHO-00pa3HMX aClIeKTaX MOHYMEHTaAb-
HOTr'0 MUCTeLITBa HaroAolyBas B. TTpokodyes: «MoHy-
MEHTAABHUI TBip MparHe 3aAy4MTY AIOAVIHY AO BEAU-
KOT'O CBiTy — CIiBCTaBUTH i 3 TAKMMM MaCIITaOHUMM
OAVIHULISIMM, SIK AIOACBKUIT KOAEKTB. .. BUBECTH 3 KOAQ

«_»

10T0 MpMBATHOIO “d’. BiH MAHOCUTD rasipaya i mpumy-
1LIIy€ JI0TO AO y3araAbHIOIOUMX KaTeropil: icropii, cBi-
TOYCTPOIO, AFDACBKOT'O POAY Y TpoCTopi i y yaci» [22,
c. 10]. TTapapOKC TTOASITaB Y TOMY; 1110 GiABIIIICTD XyAOXK-

HiX TBOPiB NpM3HayaAacs IPUKpPALIATU CyTO YTUAITApHi
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CIIOPYAM — BOK3aAM, IAABHI, Kade, B KpalioMy BUITaA-
Ky — LIKOAM Ta KyOu, Ae TTOAIOHMIT MaciuTab obpasis
NIPOCTO He BIAIIOBiAAB XKUTTEBOMY cepepoBuiLy. Oa-
HaK XYAOKHMKIB 1je He 3yTIMHSIAO. ..

Y o1yKy HOBMX 00pa3HO-TIAQCTUYHYX PillleHb Xy-
AO>KHVKM 3BEPTAAUCS AO FOCTPOI BMPA3HOCTI Ta 3Mic-
TOBOI CKOHIIEHTPOBAHOCTI Ta y3araAbHEHHs IAAKaTY,
MIPVHLIMIIB KHVPKKOBOI 1AIOCTpaLiii, A€ GiAMiT apKy1I I1a-
Tiepy NeperyKyBaBCs 3 YMOBHICTIO apXiTeKTYpPHOI I10-
BepXHi Ta BIAKDVBAB LIASIX AO PO3TOPHYTUX 0araroyact-
KOBMX LIMKAIB. A’kepeAaMy HOBOI CTMAICTMKY ITOCTa-
BaAO 11 MUCTELITBO MOAEPHI3My — TBOPY MeKCHKaH-
CBKMX MYPAAICTiB, a TAKOX TaKMX BU3HAUHMX MUTLIB,
K @. Aexe Tta IT. ITikacco, BUCTaBKM SIKMX BiAOYyAUCS
Ha 11o4aTKy 1960-x y MOCKBi Ta peltpoAyKYBaAMCs B Ya-
comycax. A nopsip — i 06pasy HApOAHOTO MUCTELITBA,
41 SICKpaBa AeKOPATUBHICTb, AEMOKPATU3M, CIMBO-
AIYHICTD 6aUMAACS SIK IIASIX AO CTBOPEHHS CY4aCHOTO
CYCIIIABHO BITAVIBOBOTO HalliOHAABHOTO MMICTeLITBA. Boke
Ha Apyromy 3'13a1 CITIAKY XYAO>KHMKIB YKpaiHU Y KBIiT-
Hi 1956 poKy 6yAO IPOTOAOLIEHO: «AEKOPaTUBHE MIC-
TeLTBO, MOHYMeHTaAbHe MUCTEL[TBO BUMara€ akTMBHOI
dbopmu. M 3apas CKOTMAKCS B HaTypaaism, Ae ¢pop-
Ma IacMBHa, Ae popma — macKBHe IepeMaAbOBYBaH-
Hs1» [25, ¢. 61]. MOBOIO CTiHOMNUCY CTAIOTh MAACTUYHI
y3araAbHEHH:I, CUMBOAIYHI Ta aA€rOpMYHi KOMII03M-
11i1, KOMITO3MUIIiliHA aKTVBHICTb, IAOIIVMHHICTDb, KOABO-
pOBa AEKOPAaTHBHICTb.

BaxAMBY pOADB Y HOBII XyAOXKHil1 MOBI CTiHOINCY Bi-
AirpaBaAu 11 HOBi MaTepiaAy T TEXHIKM 10r0 BUKOHAH-
HA. Ha 3MiHy posmnucaM nornepeAHbOro IepioAy CTiHO-
TTVIC TIEPEXOAUTD AO MIAKPECAEHO AEKOPATUBHIX MaTe-
piaaiB Ta TexHiK: MO3aiKu, crpadiro, peabedy, BiTpaxky
Ta iH., Alalla30H SKVUX MTOCTiHO PO3IMpPIOBaBCs. biab-
1LIICTh 3 VX TeXHIK Ha TOM Yac yepes TPYUBaAe HEBUKO-
pUCTaHHs 6YAM MPAKTUYHO 3a6yTi. X MOTPi6HO GyAO
BiADPOAXKYBATH, @ OAHOYACHO — MOAEPHI3yBaTU B Ayci
yacy. B cTiHomicy moyaAu 3acTocoByBaT KAQAKY 3 KO-
ABOPOBOI CYAIKaTHOI LIeTAM, BITpasKi 3 KOAOTOTO CKAQ
Ha LIEMEHTHOMY KapKaci, M03aiKy 3 0OAMULIFOBAABHOL
Ta 6MTOI KepaMiuyHOI IIAUTKM, HATYPAABHOTO KaMEHIO
Ta iH. XyAOKHMKM OTIPaLibOBYBAAM HOBY, OiABLI BIAKPH-
Ty i QYHKLIIOHAABHY €CTETHKY, IIParHyAM ITOKa3aTy Kpa-
CY IPMPOAHMX MaTepiaAiB, yBara A0 SIKMX MO3HAYMAACS
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i1 Ha TBOPaX A€KOPATVBHO-Y>KUTKOBOTO MVCTELITBA.

OAHOYaCHO po3pobAsiAacs 11 HOBa ikoHorpadis cro-
KeTiB CTIHOMICY. 3aAMIIAIOYMCh IIPOTPAMHO iAe0AOT Y-
HOI0, BOHA BiAOMBaAa HOBI peaaii Ta oAl KUTTSL, 3aAy-
YyaAa HOBVX IrepoiB Ta IepCcoHaKiB. TpaAuLIiiiHi A pa-
ASTHCBKOT'O MMCTELITBA TEMU «COL[iaAiCTUYHOI Ipawi»,
«ILJACAVIBOTO AUTVHCTBA», “APY>KOM HapOAiB», «po3-
KBITY HayKM Ta KYABTYPU» He AUIIIe AOIIOBHMAMCS Te-
MaMI «KOCMOCY» Ta «HayKOBO-TEXHIYHOTO IPOTrpecy»,
a 11 oTpuMaAH iHille oOpasHe pillleHHs Yepe3 yMOBHi
AAErOpUYHi, CUMBOAIYHI, eMOAeMaTI9Hi KOMIIO3MLIii.
HoBumu nepcoHa>kamu TBOPIB MOPSIA 3 POOITHUKAMI
Ta KOATOCITHMKaMM CTaAl KOCMOHABTH, CIIOPTCMEHY,
HayKOBLi. BxoaraM B cTiHOIMC i 06pasy HApOAHOTO
MUCTeLITBa — Ka3KOBi Ta OpHAMEHTAaABHO-AEKOPaTVB-
Hi. BapTo 3asHaunty, 10 ikoHorpadis criHomucy, sika
MOCTYIIOBO TT04aAa PO3POOASTICS HAMOIABIL aKTUBHU-
MU XyAOKHMKaMU, BXe B cepeayHi 1960-x HabyAa 1o-
HIVPEeHH:, KOMITO3ULIiVHi pillleHHs CTaAM LIUTYBaTUCS
Ta MIEPEXOAUTH 3 OAHOI pOOOTH B iHIIIy.

Yu He HaMOIABII aKTUBHOO Ta BIIAMBOBOIO B MO-
HYMEHTAaABHOMY MUCTeLTBi OyAa rpyma KUIBCbKMX
XyAOXKHMKIB — B. Aamax (1925-1978), I. AutoByeH-
K0 (1921-1996), E. Kotkos (1931-2012), yui pobotu
CTAaAM eTAITHUMU AASI YKpaiHChKOTO cTiHomucy. OpHa
3 epimx — opopmaeHHs PiukoBoro Bok3aay B Ku-
€Bi (1960-1961, apxitextopu B. [onkaao, B. Aapunii,
I. Cayupkuir, M. ApomiH, I. Meapunuyk, B. Ckyudaes,
ckyabnrop I. KoaoMi€Lp), 1110 O3HAYMAO «HAPOAKEH-
HSI HOBOT'O CTUAIO B YKPaiHCbKOMY MOHYMEHTAABHO-
My mucTelTBi» [17, c. 54]. I xoua apxiTekTypa cro-
pyAau 6yAa AOCUTD €KAEKTUYHOIO, HECAQ Y COOI BiA-
3HaKM ITOTIEPEAHBOTO ITePioAY, KOMITAEKC CTiHOIICY
CrpuiiMaBcs SIK HoBawiHuit. Po3raimoBaui B iHTep’epi
Ta Ha dacapi TBopu OyaM BUKOHaHI B MO3ailli Ta pe-
Abedi. HoBuM 6yA0 BiAbHe CIIiBCTaBAEHHS MaclITa-
6iB 300pa’keHHs], TAOIMH Ta CUAYETIB, CIOKETHMX
Ta YMOBHMX €A€MEHTIB, 0 IIOEAHYBAAM YCTAAEHI
00pasy 3 paAsTHChKMX ITAAKATIB i HOBI IpUItoMH y3a-
raAbHeHO BiAbHOTro MaAtoBaHHs. Kommosuiiii «bor-
AaH XMEeAbBHULBKUIN», «AHIIPO — TOProBeAbHUI
mAsIx», «Bes Baapa Papam!l», «Ykpaina», «CrnopT»,
«Yaitku Hap AHIpom» Ta iH. iATocTpyBaau icTopiro
Ta CY4acHICTb MicTa.

TAAVHA CKASIPEHKO

Bapro sraparu maHHoO 3 KkepamiyHoi mantku «Cotjia-
AiCTMYHA IHAYCTPisI» AAsI BUCTABKU «PapsHCbKa Ykpai-
Ha» y Mocksi 1961 poky, ctBopene B. Aamaxowm, I. Au-
tosuenkoMm, O. Kimenkom. Voro MoskHa posrasipatu
SIK eTaITHe: KepaMiyHa MAUTKA CTA€ HAMMOIIPEeHIIIM
MaTepiaAOM y CTiHOMMNCY, a KOMITO3MLisl — TAOIIMH-
Hi yMOBHi irypy poOiTHUKIB cepea CUMBOAIB iHAY-
cTpiaaisanii — HapaAl IMPOKO LIUTYBaTUMETbCA iH-
My MUTLESIMU. Tak ckaapaBcst «cTUAb 60-x» — iaeo-
AOTIYHMII 32 3MICTOM Ta MOAEPHICTChKMIT 32 HGOPMOIO,
1110 00’€AHAB Y KOMITO3ULIiSIX T2 KOABOPOBO-TIAQCTIY-
HUX PillIeHHSIX [IVPOKe FPOHO (OPMAABHMX HaIPaLlio-
BaHb MOAEPHi3My.

EtanHum AAs yKpaiHCBKOTO CTiHOMMCY CTaB i KOM-
IIAEKC MO3aiK B aeporopty bopucriab (1965, apxitex-
Topu A. AobpoBoabchkuii, A. MaanHoBcbkuiz, A. TTo-
IIEHKO), YMsi apXiTEKTypa BiATIOBiAaAa HOBUM BUMO-
ram: AMHaMivHa KoHgirypatiist 06’emy, BiAKpKTi HA30BHI
4yepes LIMPOKE CKAIHHSI CTiH iHTep €py, BiAbHE TIepeTi-
KaHHsI BHYTPIllIHbOTO pocTopy. Mosaiku «Hapoa-0y-
AIBHMK», «ABialjist 30AVDKye HApOAU», «Mup», «Kuis»,
«AropmHa mipkoproe He6o (Ikap)» OyAu posrairoBati
Y BY3AOBUX MiCLIsSIX OYAiBAL BurapAuBi XyAO>KHi TexHi-
Ku (moepHaHHs 6eTOHHOTO peAbedy 3 pisHUMM BUAQ-
MU MO3ai4HOI KAQAKM), BUPa3HICTb AVIHAMIYHMX CHAYe-
TiB Ta HaKTYP, SICKPABICTb KOABOPIB HapaBaAY MeTao-
PUYHOTO 3BYYaHHS LIIAKOM iA€0AOTiYHO BUTPUMAHUM
MOTMBaM, a 3aIIPOIIOHOBaHI TYT 300pa’keHHsT POOIT-
HUKIB, CTaAeBapiB, A€TIOYMX OroAeHux Giryp, croprc-
MeHiB Ta iH. yBIIAYTb A0 Habopy 0OpasiB YKpaiHChKO-
ro crinommcy. OpHaK, sKio y TBopax . AuToBueHKa,
B. Aamaxa, E. KotkoBa 1i Kommo3utiii 6yAu HoBaiit-
HUMH, TO B poOOTaX IXHIX eIiroHiB BOHM IIepeTBOPU-
AVICAL Y BIABEPTi LITaMIIN. ..

3HayHe Miclle B yKpaiHCbKOMY CTiHOIIVCY HAAEKUTD
iTaHAeMy B. MeabHmueHko — A. Pubauyk, a CTMAB «pa-
ASIHCBKOT'O MOAEPHI3MY» 4J He HalBMpasHilile BiAOUB-
Cs1y pO3pOOAEHOMY HUMM XYAOXKHBOMY O0(OPMAEHHI
AsroBokaaay y Kuesi (1962, apxirextopu A. Miaelib-
kuit, E. Biabcokuit, I. MeabHuk). Matepiaaom AAst MO3a-
TYHOTO MOKPUTTS, IO LIIiABHO BKPMBAE CTiHM iHTEp €pYy,
KYAM BKpaIIA€Hi HeBeAVKi peAbedM 3 IAMOTY, i TYT CTa-
Aa KepaMiyHa IAMTKA. YMOBHIII OPDHAMEHT, Ha 5IKO-
MY TPOCTYIAIOTh 300pa’keHHs AIOACPKVIX ITOCTATEN,
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aBTOMAIIIVH, AepeB Ta BYAUL[b, CIIIB3BYYHWIT IPU3HA-
YEHHIO CIIOPYAM, CTBOPIOE BIAUYTTSI CBIKOCTI Ta 4yMC-
TOoTU. BiAHOBA€HI Ta BiapecTaBpoBani y 2021 pou, Lji
TBOPY, a TOYHillle apXiTeKTyPHO-XYAOXKHI1 KOMIIAEKC
KuiBCcbKOro aBTOBOK3aAY € Ha CbOTOAHI OAHVM 3 SICKpa-
BIX IIPMKAAAIB YKPaiHCBKOI Bepcii «paps HChKOTO MO-
AepHismy» 1960-x pokiB.

3a iHIM IPUHLUIIOM OyAM CTBOpPEHA HaCTYITHA
pobora 11X aBTOPiB — XyAOKHE odopmAeHHs [Tarary
ioHepiB Ta mKoAstpiB y Knesi (1962—1965, apxiTexTo-
pu E. Biabcbkuit Ta A. Miaeribkuit). BUTsiruy it ropu-
30HTAABHMI 00'€M OYAIBAI 3 IIMPOKMMM 3aCKAEHUMMU
CTPIYKOBMMM BiKHaMy BiAKPVBaB BHYTPillIHii1 IPOCTip
Ta «BBOAVB» HABKOAMIIIHIN IeN3aK ((KMBOIUCHI BUAU
AiBoro 6epera Aninpa ta ITapk CaaBu) B iHTep'ep, ITiA-
KPECAII0YM AVHAMIYHICTD Ta B3a€EMOIIOB SI3aHICTb 30-
BHILITHPOTO Ta BHYTPIilIHbOT'O CBiTY. TBOpM XyAO>XKHUKIB
SIBASIFOTB COOOI0 TYT KiAbKa Pi3HOCTMABHUX MO3AIYHMX
MIaHHO, 1110 PO3TAIlIOBaHi y Pi3HUX MiCLISIX CIIOPYAM, —
«YyaecHa ckpumnouxka. I Ipucssayenns Mapii I Ipumayen-
KO» 32 MOTMBaMM KapTMH CAABETHOI MUCTKUHI, « AT
MMUPY», ILJ0 300paXye AiTelt Pi3HIX HAPOAIB, 00 €AHAHNX
HaBKOAO coHLs, «Illaxm», «Aitomceus Hectop, nep-
moapykap Peaopos Ta mionep Ilers» Ta iH. — Haro-
BHeHi I'yMOpOM, aBTOPCbKOI0 (haHTasi€n. Ao KoMII-
AEKCY XYAOXKHBOTO OPOPMAEHHS YBIMIIAY 1 MO3QIKU
3 KOAbOPOBUM peAbedoM «3ipKu Ta cysip’si» y poHTa-
Hi nepep BxopooM A0 ITaaarty. TTokasosoro pucoro ITa-
AaLy TOHePiB OYAO i1 Te, 1[0 XYAO)KHMKY MPALIFOBAAY
Ha 11010 0OPMAEHHSIM Pa3oM 3 apXiTeKTOpaMy, BU-
PilllyIouM MUTaHHS apXiTeKTYPHO-XYAOKHBOI B3aEMOA.
TMopibHa mpaxTMKa TOAl 3ycTpidasacst HEYacTo i mpu-
BepTaAa 0COOAMBY yBary.

BupasHy cTopiHKY B icTOpii yKpaiHCbKOI'O CTiHOMM-
¢y ckAaapaTb i TBopu A. Topebkoi (1929-1970), 1o Bi-
A0OpasuAu xapakrepHi TeHaeHLil 1960-x pokis. Bixxe
repiia il MOHyMeHTaAbHa po0OTa, Y sIKill BOHA B3si-
Aa ydactb, — «llleBuenko. Maru» (1964) — crasa oa-
HOIO 3 HalIA€TEeHAAPHIIIMX B yKPaiHCbKOMY MUCTELITBI.
Birpax y roaoBHOMY Kopmyci KuiBcbKoro aepskaBHO-
'O YHiBEPCUTETY, iCTOPis 10r0 CTBOPEHHS Ta 3HUILEH-
HSI AOCUTb AETAABHO OIVCaHi y CIIOrapaX Cy4acHUKIB
i HAOYHO AEMOHCTPYIOTB 3araAbHy aTMocepy «Kaaa-
MYTHUX irop y A03BoAeHe Ta 3aboponeHe» (B. Ipoiic),
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1110 posnoyaaacs 3 1960-x. CTBOpeHui1 Ha 3aMOBAEHHS
YHIBEPCUTETY IPYIIO0 XyAOKHUKIB (A. Topcbka, O. 3a-
avBaxa, I. 3ybuenko, A. CemuikiHa, I. CeBpyK) B KOH-
TEKCTi Aep>KaBHOI IPOrpaMy CBATKYBaHHA 150-piuusa
Bip AHs HapoaskeHHs T. I IlleBuenka, BiH npoicHyBaB
KiAbKa TOAVH i OYB 3HMILIEHMI] I1je TIEPEA J10TO0 BIAKPUT-
M. OAVH 3 Heb6araTboX IrAsIAQYiB, IKOMY ITOLIACTH-
Ao robaunty TBip, P. Kaparoubkuit, srapysas: «ITorpu
BCIO HEAOCKOHAAICTD caMoi TexHiKu — 1ie Oyaa imiTa-
11is BiTpaka, — TBip BPa)kaB CBOEIO AYXOBHOIO BEANY-
4i0. BopHOYac papyBasa o6pasHO-TIAQCTMYHA MOBA,
crietiyHi y3araAbHEHICTb i AQKOHI3M, eKCIpecyBHa
KOAOPUCTMYHA HacH4eHicTh»[13, ¢. 1]. IHia rasiaay-
ka, M. KowrobuHcbKa, 3 3aX0NAeHHIM mucaaa: «Bpa-
JKEHHsI KOAOCaAbHe. 3aMycAeHni1 i THiBHWi1 1lleByeH-
KO TOTOBMI 000POHSITH >KIHKY, YKpaiHy, 11j0 TIPUITaAA€E
AO HbOTO, HIyKalouu 3axucTy. HacTpii1 i cuMBoAiuHMI
MiATEKCT camo3po3yMiai. Ta BoHM He HaB'si3aHi myOAi-
LIMCTUYHO, & XYAO’KHBO BUITA€KaHi, FPAHIYHO eKCIIpe-
cuBHi...» [3, c. 183]. TBip «He BiATIOBiAQB BuMOram co-
LjiaaicTMYHOrO peaaiaMy» He CTiAbKY 32 GOPMAABHUM
BUPpIlIEHHSIM, CKIABKM 32 CBOIM 0OpasHUM HaCU4YeH-
HAM, 3MiCTOBOIO CIIPsIMOBaHiCTIO0. CyCITiABHO aKTUB-
Ha, HebalAyKa AO OTOUYIOUOrO, 3AaTHA FTAMOOKO 3aHY-
PIOBATHCS y FPOMAACBHKY AisIABHICTD A. Topcebka y cBo-
11 TBOPYOCTi HAAMXAAACS IACEI0 «HOBOTO YKPaiHChKO-
IO MUCTELITBa» SIK CYCITIABHO aKTVBHOI, HalJilOHAABHOI
CIIPaBY, 110 BCTYIIAAO Y TPOTUPivys 3 0iliilTHO0 MOAi-
TMKOIO HallioHaAbHOI HelfTpaaisauii. IlokasoBo, 1m0 y cBo-
X HOTaTKax BOHA IIPOrPaMHO 3aTlepevyBaAa 3aXiAHMI
MOAEPHi3M: «Bci MOAEpHAUl yXUAM — He MUCTELITBO.
BoHO He opuriHaAbHe, CIIOTBOPEHE BiAOOpayKeHH uy-
JKOI KyABTYPH i He Ma€ OpPraHiyHOro KOPiHH: Ha Halllil
3eMAi... Hamra semasi He Mae Hivoro criabHoro 3 ITi-
KacisamoM... Haia semast — xe @Opanuist...» [9, c. 122,
139]. I mie: «fI xouy MaTu yKpaiHCbKe 00AMYYS B CBITi,
a He 06AMy4st PiBepy Ha Ykpaiuil» [9, ¢. 75]. ITpoTe Tak
41 iHaKILe AOCBiA MOAEPHi3MY, MEKCUKAHChKIX MYpaAic-
TiB (30kpema A. A. Cikeiipoca) Ipo30po NpOCTyIIa€ B il
Mmo3ailli «IIparop nepemoru» B My3ei «MOAOAOI IBap-
Ali» B KpacHopoHi (1968-1970, apxirexTop B. Cmup-
HOB, XyaAokHMKH A. Topceka, B. 3apeupknii, B. Cvup-
HOB 3a yuacTi b. [Taakcis Ta A. Aumapesa). Apxetu-
ITi4YHI AASI PAASTHCBKOTO CTIHOMUCY 00pasy — MOAOAL
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POOITHMKY, YOAOBIK i XXiHKa, y popcoBaHOMY pyci BIle-
PeA, a opsiA — MOpPaHEeHUIE, 1110 MaAa€, Ta ABi (irypu
BOWUTUX, — MPOHM3aHI TYT HAIIPY>KEHUM APaMaTus-
moM. LliaicHicTb 3araabHOI TOOYAOBM, BUPasHICTb KO-
AODPUCTUYHOTO pillleHHs Ha KOHTPACTHYX CITiBCTAaBA€H-
HSIX YePBOHO-TAPSTIMX Ta CUHBO-01AMX pparMeHTiB mia-
KpecAeHi GaKTYPHICTIO KAQAKM, A€ KOXKHMIL eAeMEHT
OyB I10-CBOEMY NMAACTUYHO OIPALIbOBAHMIL. 3aCTOCY-
BaHH:A Pi3HMX MaTepiaAiB — CMaAbTH, CKAQ, METAAY,
IIAQKOCUTAAY — HaCHM4YyBaAO MTAHHO OCOOAMBOIO BM-
Pa3HICTIO, CKOHLIEHTPOBAHOIO €MOLIiITHICTIO, 110 BU-
XOAMAQ 33 MeXi, IO CyTi, TAaKaTHOI Kommosuuii. He-
BUITAAKOBO ITOAIOHE 0Opa3He 3By4aHHS TBOPY AsIKa-
AO KepiBHMITBO Ta 3aBaXkaAo npaiioBatyt. CKAaAHOC-
Ti B po6oTi A. TopcbKa A€TaABHO OIMCYBaAa B CBOIX
IOAEHHMKAX, POOASIYM CYMHMI BUCHOBOK: «...CUABHE
PaASIHCbKe MMCTELITBO TaK CaMO He MOTpibHe KOMYCh
B YKpaiHi, sIK KOMYCb He oTpibeH Ha YkpaiHi Kparmit
B Papsicbkomy Corosi dyt6oa» [2, c. 269].

CBo€ pO3yMiHHSI CTIHOIINCY, B SIKOMY «CY4aCHICTb»
HEBIAEMHA BiA «HALIIOHAABHOT0%», XYAOYKHULIS BUKAAAQ-
Ay CBOIX HOTaTKax: «I st IIpalfiolo, 1106 OYAO MUCTELITBO
Cy4acHe, yKpaiHCbKe, sIKe IPEACTABASIE CBill HAPOA» [3,c.
51]. A’KepeAoM HaTXHEHHS CTAAMU AASI HE BYCTABKY Ha-
poatux marictpiB @. ta M. ITpumauenkis, I. Cobauko,
I. Bepec, a Takox O. CaeHka, 110 mpoxoArAn y 1960-i.
SIK HaroAol1ryBaAa XyAOXKHMLL, BOHYM «MAIOTh BUPIlIaAb-
He 3HaUeHH:I AASI PO3BUTKY HAIIIOTO YKPaiHCbKOIO pa-
ASTHCBKOTO MUCTELTBA. .. L]i XyAO)KHMKM CTOSATD Ha BAAC-
HOMY I'DYHTi, MalOTb BAQCHY MOBY, AiJICHO pelIpe3€eHTY-
I0Tb AYXOBHY Kpacy CBOTo Hapoay» [9, ¢. 29]. Mosaiku
B €KCIIEPMMEHTAABHII IKOAL B AoHewbKy (1964, apxi-
textop V. Kapaxic, xyaoxuuxu A. Topcbka, I. Cuxm-
s, I. 3ybuenko. H. CitanuHa, B. 3aperpkuii, I. Map-
yeHko, O. Koposaii, I. KyAuk) i3 300paskeHHSIMU CHA
IpUpoAU — «3eMasi», «Bopar, «Kocmoc», «BoroHb»,
«Kuttsr», «Happa», «CoHue», «IToBiTpsi» — Ta KoM-
nAeKc Mo3aik y Mapuymoai 1967 poxy — maHHO «Aepe-
BO KUTTsI» Ta «BopuBitep» y roteai «Ykpaina» (pasom
3B. 3aperbkum, I. 3ybuenko, I. ITpuinepbkom, B. TTaak-
ciem) — po3BuBaAu ui npuHLunu. QoAbKAOPHI MOTH-
B, CKAQAHA MO32ai4Ha TeXHiKa 3 pi3HUMM IpUtoMaMu
KAAAKY, KOABOPOBE Pi3HOMAHITTS, AVHAMIYHICTb KOM-
MO3MLIiJ1 HOEAHYBAAUCS TYT i3 IIEBHOI 6apOKOBICTIO,
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BMXOAVAM 32 MEXI CTHAI3aLii1, TOEAHYBaAU Pi3Hi 00-
pasHi IMIIyAbCH Y EAMHOMY XYAOXXKHbOMY 00pasi.

Tax HecroAiBaHO IOITPY CBOIO TPOTPaMHY COLiaAb-
HO-TIOAITMYHY 3aaHI'KOBaHICTh CcTiHOMMC (y Kparmx
CBOIX TBOpaX), HounHaouy 3 1950-X poKiB, OKpeCAIOBaB
B CHCTeMi PaASTHCBKOTO MUCTELITBA IIPOCTIP TOTO «IIep-
(bOpMaTUBHOTO 3CYBY», PO SIKMI IIPOHUKAMBO ITHIIIE
AocAiAHUK papsHCBKOI KyabTypu O. IOpuak: «Y KoHTeK-
CTiIi3HPOT'O COLiaAi3MY AOMiHYBaAO BiATBOPEHHS HOP-
MU iA€OAOTTYHOTO BUCAOBAIOBAHHSI, PUTYaAy ab0 CrM-
BOAY B IIepIIly Yepry Ha piBHi IXHboI HpopMY, IPUIOMY
IXHiV 3MiCT 3CyBaBCsl, CTal0uy BIAMIHHYM BiA OYKBaAb-
HO “3asiBA€HOT0”» 3MicTy [27, ¢. 25]. Haaaai ui mporie-
CM TIABKM PO3LIMPIOBAAMCS: Y CTIHOIIUCY, @ Yepe3 HbO-
IO i B CYCIIABHOMY IIPOCTOPI 3’IBASIAKCSI TBOPY, Ad-
A€Ki Bip 0QiLifIHOro MPOMaraHAMCTCHKOTO AMCKYPCY.

3 BiAAUTY MOHYMEHTAaAbHO-AEKOPATVBHE MUCTEL]-
TBO 3HAXOAMAOCH TIiA MOCTITHOIO YBarolo BAaAY, TiA-
TpumyBaAocs odillirtHo. OKpiM 3a3HaUEHUX Aep>KaB-
HVX IIOCTAHOB cepeArHM 1950-X, 1110 cripsAMyBaAM J1oro
PO3BUTOK, B Ail0 BCTYIMAM NOCTaHOBU «IIpo 3axoan
IO TIOAIIIIIEHHIO SIKOCTi )KUTAOBO-TPOMAACBKOIo 0y-
aiBamirBa» (ITocranosa KITPC Ta Papu MiHictpis
CPCP Bip 28 TpaBHs 1969 poky), «ITpo 3ax0AM AO ITO-
AiIIIEHHS MOHYMEHTAABHOTO Ta APXITEKTYPHO-XYAOXK-
HbOTO 0pOpMAeHHs MicT i cia Ykpaincbkoi PCP» (TTo-
cranoBa LIK Kommaprii Ykpainu ta Papu MiHicTpis
YPCP Bip 2 xBiTHs 1969 poKy). MOHyMeHTaABHO-Xy-
AOKHE 0POPMAEHHST 3aKAQAAAOCS B OI0AXKET OyAIBHM-
LITBa POMAACBKIUX 00 €KTIB, OTPeOYIOUM, TAKUM M-
HOM, Bce OiAblile aBTOPIB, 3aAy4ar0uy AO Lii€l LapuHm
HIMPOKe KOAO MUTLIIB 3 Pi3HUX raAysell TBOPYOCTi —
rpadikiB, CKyABIITOPIB, YXUBOIMCLB Ta iH.

OAHaK List yBara MaaAa i1 3BOpOTHIit OiK: 1mia MMABHUM
HarAsiAOM i BaaaM i KepiBHuiTBa CITIAKY XYAOXKHMKIB
TBOPM CTiHOMMCY MOCTIMHO MATIAAAAM ITiA KOPCTKY
iA€OAOTIUHY KPUTMKY, sIKa IPU3BOAMAQ AO APaMaTiy-
HUX HacAipkiB. Tak, 30KpeMa, IIPOKO BiaOMa KaMmIia-
Hist 10 00pOTHOI 3 BrIAMBaMM 3aX0AY, 110 PO3TOPHYAa-
cs1 B KpaiHi Ha nmoyatky 1960-X, TOpKHyAacs 1 CTiHO-
mucy. «Ha XaAb, i B HAIIOMY MUCTELIbKOMY >KUTTi OyAn
CrpoOy NPOTArHyTH abCTpaKLiio it popmaaiam y mo-
HYMEHTaABbHi PO3IIIICH CYy4acHOTO iHTep epy, — IMCaB
O. AomyxoB. — Ipymna xypAoxHUKiB — 1. AuTOBYEHKO,
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B. Aamax, E. KoTkoB, He 3Bakatoun Ha Kputuky Cria-
KO0 XYAOXKHMKIB 0(pOpMA€EHHsI pecTopaHy “MeTpo’,
“yBiKOBIYYIOTH” Ha CTiHAX J10T0 3aAiB aOCTPAKTHI Aepe-
B, CUAYETH PUO, 300PaXYI0UM YM TO COHLIE, UM TO aMe-
6y, 260 xaoc 3 Oyp’siHy — MeTaA€eBol CTPYKKM»[18, c. 4].
Tsopu Oyanu 3HuieHi. Uepes «popmaaizm» mip 3arpo-
3010 ONMHMAACA 71 Mo3aika I. Ta M. AutoBuenkis «In-
AyCTpiaAbHa Ipalisi» Ha CTaHLil MeTpo «3aBoA biabiro-
BUK» (Tenep «lllyasBcbkar») B Kuesi (1963). Ha mac-
31, i BAaAOcst 36epertut. IToka3oBo, 10 po3pobAeHi
XYAO>KHMKaMM KOMITO3MLi/HI CXeMM Ta AeKOPaTMBHi
pillleHHA TMOTiM A€TKO BUKOPMCTOBYBAAM iHIIIi aBTO-
PM AASL TIAQKATIB, Pi3HOTO POAY aritanliitHoro odpopMm-
AeHHs1. AAe B TOMY KOHTEKCTi OillilHIX 3arepeyeHb
BOHU B)Xe He BUKAVKAANL.

«MopepHICTCbKi BAMBYM CKpi3b 0pHAKOBI. 1I]06 1o-
6aunTy ix, He 000B’I3K0BO IxaTi A0 MOCKBM Ha BUCTaB-
Ky — AOCUTb posrasinyTu B Kuesi BHyTpiiuHe odopMm-
AEHHS aBTOBOK3aAY, BUKOHaHe A. Pubauyk Ta B. MeAb-
HM4eHKoM. HaBMMCHe irHOpyBaHH: 3aKOHIB MMCTell-
TBa — PVCYHKQ, TIEPCIIEKTUBY, KOAbOPY, IIParHEHH:
000B’513K0BO CTBOPUTH I1{OCh OPUTiHAABHE — ITPU3BEAO
1l aBTOPiB AO TBOPYOI ITopaskm», — BBakaau I'1. [oas
ta O. ITameHko [8, c. 24]. OAHaK 3 HUMM TIOTOAMAUCS
He BCi. 3rapaHuII BUIIle apXiTeKTYPHO-XYAOXKHiil KOM-
MTAEKC aBTOBOK3aAy B Ku€eBi cTaB IpuKAapa0M, «ae Ae-
KOpaTVBHE MUCTELITBO CITIBBIAHOCUTBCS HE TIABKU 3 Xa-
PaKTepOM apXiTEeKTypH, aA€ B IePIIY Yyepry 3 QYHKLi-
€10 CIIOPYAM B LIIAOMY i KOXKHOI YaCTMHM OKpPeMO... 3a-
BAQHHSI CMIHT€3Y MVCTELITB BUPILIIYETHCS 32 AOTIOMOT 010
LIiAICHOI KOABOPOBOI CTUXIl 32 AOTIOMOT'0}0 KOMITO3M-
11, 11j0 MAKOpeHa My3UYHO-PUTMIYHOMY KOAbOPOBO-
My cTposo...» [17, c. 55-56].

TTopi6Hi «ipeoAoriuHi KaMIaHil», SIKi CyriepeunAn oAHa
OAHIl1, YHAOUHIOBAaAM KOHTPOBEPCIiiHi IPOLieCH B PaAsH-
CbKOMY CYCIIABCTBI «ITi3HBOTO COLiaAi3My». AocAipAHM-
K11 papsTHCBKOI KyAbTypr 1960-x O. Tenic Ta I'T. Baitab
3a3HavaloTh: «’KaxAuBa 3a CBOIM po3MaxoM KaMIIaHis
nporu “GopmMaaizmy’; 3aaBaA0Cs 6, IPSIMO CYIIEPEYUTh
BCbOMY XapakTepy 60-x pokiB. Ape HOBi popmu myic-
TeLTBa BiAOOpaXyBaAu MOTpedy CyCriAbCTBa Y Ilepe-
6ya0Bi... Ta 11 B3araai, >kepTBamu Lii€i KaMIaHii 4acTo
CTaBaAU AIOAY, 1[0 TOCAIAOBHilIe 32 iHIINX MATpUMY-
BaAU XPYIIOBCbKi pepopmm» [7, c. 36]. Ao Lyx Aroaeit
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B OiabIIOCTI HaAeXaAM came XyAOKHMKI. Hapaai «iae-
OAOTIYHI YMCTKM» Ta «00POTHOA 3 BIIAMBAMU 3aX0AY»,
AO SIKUX AOAQBAAACS 11 «00pOTHOA 3 HAL[lOHAAI3MOM»,
npopoBxyBaaucs. Cepep HabiAbIL pe30HAHCHYX IT0-
A1 — sHuieHHsa posnucy b. ITaakcis y kuiBcbkomy
Kade «Xpemarux» (1970). BiH posmiliyBaBcst B3AOBK
CXOAIB, 300paXyBaB KMIBCbKi BYANL, A€ CEpeA TTepexo-
KMX MOYKHa OYAO OOAYMTI OIIAABHYX Ha TOV Yac roe-
1iB B. CMoHeHKa, I. Apaua, aiTeparyposHasi L. Azto-
6y. TBip 361AM 31 CTiH, a iM'sT XYAOXKHIKA Ha AOBI'i pOKI
3HUKAO 3 OQIL{iITHOrO MUCTELKOT'O SKUTTSI.

Tpariuxa AoAs criitkaaa TBip A. Prbayyk ta B. Meab-
H1veHKa «CriHa mam’sTi», 3aIpOEKTOBAHA AASL MEMO-
piaAbHOTO pUTYaAbHOTO KOMIIAeKCYy bailkoBoro xaa-
aoBuia B Kuesi (1970-1982, apxirextop A. Misens-
Kuit): y 1982 pouii BiH 6yB moxoBaHmil s ToBIIjer0 OeTo-
Hy. COBHEHMII TAOOKOTO APaMaTy3MYy, IPUCBSYEHNI
BiYHIV TeMi XUTTS i CMepPTi, BeAUYe3HMI KOAbOPOBUI
peAbed, 1110 YTBOPIOBAB CKAAAHY ITPOCTOPOBY apXiTeK-
TYPHO-CKYABIITYPHY KOMITO3ULIiIO, HaA SIKVM aBTOPU
mpaijfoBaAu OiAbllie AECSTUAITTS, CUHTE3YBaB 00pa-
31 BITUM3HSIHOTO Ta CBITOBOTO MUCTELITBA, OYB Hacu-
YyeHnit baraTo3Ha4YHMMU MeTadopamy Ta CUMBOAAMMU,
yepes SIKi OKpeMa AIOACBKA AOASI PO3KPMBAAACS B ILIN-
POKOMY IIPOCTOPI XXUTTH, icTopii Ta KyAbTYpH. BusHa-
HUI1 «HECYMiCHMM 3 IPMHLMITAMM COLIaAiCTYHOTO pea-
Ai3My», TBip OyB 3HuIIeHM [4; 16; 20].

OpHaK, MONpH iA€0AOTTUHMIT KOHTPOAD, 1110 3a4iliaB
SIK 3MICTOBI, TaK i pOpPMaAbHI CKAQAOBI TBOPIB, 3araAb-
Ha KapTMHa PO3BUTKY CTIHOIMCY CBIAUMTD IIPO MOCTil1-
He PO3ILMPEHHS J10r0 00pa3HOro AiarasoHy, Ipo osi-
BY BCe OIABIIIOrO 4yCAQ TBOPIB, AAAEKNX Bia iarocTpa-
LIiT iA€OAOTIYHMX HACTAHOB SIK Ha PiBHI TeMaTUKM, TaK
i Ha piBHi ecTeTnKM Ta HOPMAABHO-TIAACTUYHOTO Pi-
meHHs1. CTiHOINC CTaBaB PisHOMAaHITHIIINMM 32 XyAOX-
HiMM MOBaM¥, 1110 0COOAMBO MIO3HAYMAOCS Y IIPAKTHLI
1970-1980-x poxiB.

TpaauuiitHo mepiop 3 kiHus 1960-x (Touiure,
31968-ro — pOKy BBeAECHH: paASHCbKIX BilicbK A0 He-
XOCAOBAY4MHM) AO TIepeOyA0BU cepearHM 1980-x B ic-
TOpii paAsTHCHKOI KYABTYPY Ha3/BAETHCS «EMOXOI0 3a-
CTOIO»: TCASI 3aBeplleHHS pedopM BIAAUTM cHCTEMA
KOHCepBYETbCSA Ta 3acTurae. OAHAaK HAaCIIPaBAL B MUC-
TELTBI Ta KyABTYPi B LIiAOMY B 1ii pOKU BiaOyBaroThCs
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rAubOKi 3MiHM, sIKi TaK 4 iHaKire TpaHcHOpMyBaAu
oiLiHMIT KYABTYPHMIT IIPOCTIP, HACAMKIHELb CIIpH-
YMHUMBILY 110TO po3map y 1991-my. Ak numre O. I0p-
Yak: «3peruTo GpeHOMeH CUCTEMU Ii3HbOTO Coliia-
Ai3MY 3BIBCSI AO HACTYITHOTO: UMM OiAbllle PaAsSHCHKa
CHUCTeMa 32 YYaCTIO BCIX CBOIX TPOMaASH BIATBOPIOBa-
Aa camy cebe sIK CHCTEMY, sIKa 3A2BaAACSI MOHOAITHOO
i He3MiHHOMO, TMM OiAblile BOHA MyTyBaAa, BHYTpill-
HbO 3MiHIOBaAaCs, CTaBaAa MEHIII CXO)KOI0 Ha CBill ca-
MOOIIVC, MEHLII 3PO3YMIAILIOI0 i IIepeabadyBaHoIo. ..
YnM OiABLI HE3MIHHOIO CUCTEMA 3AABAAACST, TUM OiAb-
111e BOHA 3MiHIOBaAacs 3cepearn» [27, c. 581]. Ykpa-
THCbKe MOHYMEHTAABHO-AEKOPaTVBHE MUCTELITBO Bi-
61AO Lji TPOLIECK HAOUHO i BUPa3HO.

OTXe, PO3rASIAQIOUM 3MiHM, IO BIAOYAMCST Y MOHYMEH-
TaAbHO-AEKOPaTMBHOMY MMcTelTBi y 1970-1980-x po-
Kax, pi3HuLlo 3i cTiHomcoM 1960-X MOKHA IIPOCTEXXUTU
3a KiabKoMa nosuuisivu. Ilepin 3a Bce — y mpuHLmmax
B3a€MOAII 3 apXiTeKTypOI0: Ha BiAMiHY BiA IorepeAHbo-
IO IIePiOAY, KOAY TOAOBHOIO YMOBOIO CMIHT€3Y 3 apXiTeK-
TYPOIO BBa)KaAaCs CTUAICTVYHA EAHICTD Ta MIATIOPSIA-
KYBaHH;I CTIHOIIICY XYAOXKHIM OCOOAMBOCTSIM CIIOpY-
AU, aKTyaAbHOIO 3 1970-X poKiB cTa€ ipes «CaMOLIiH-
HOCTi» MOHYMEHTAABHOT'O TBOPY, JIOT0 BAACHOTO 00-
Pa3HO-XyAO>KHBOT'O 3HAYEHHS], & TAKOXK OIABIII CKAQAHI
B3a€MO3B 5I3KU 3 apXiTEKTYPOIO, Ij0 MOXKYTb 3AIMICHIOBa-
TUCS Ha KOHTPAaCTHOMY IIPOTHUCTABA€EHHI, GiABLI TOTO —
Ha [epeHeCceHH] TOAOBHMX XYAOXKHIX GpYHKLIiV Ha MOHY-
MEHTAABHUI TBip. 3MiHIOIOTbCSA V1 pO3TalllyBaHHS TBO-
piB y criopyA/i: Bce 6iablil 3HauHi 32 00pa3HIM BUCAOB-
AIOBAHHSIM XYAOXKHI TBOPU 3'SIBASIIOTBCSL B iHTep epax
IPOMAACBKMX CIIOPYA, A€ KOHTAKT 3 TAsiAQueM BipOyBa-
€TbCs1 OiABII O€3II0CEPEAHBO Ta LIIAECIIPSIMOBAHO I10-
PiBHSHO 3 J10T0 CIPUIHATTSAM Y MiCbKOMY CePEAOBMIII.
ITosiBa HOBUX (PYHKI[IOHAABHVIX TUIIIB CIIOPYA YPi3HO-
MaHITHIOE 1 IXHE XyAOXKHE 0DOPMAEHH:I, 00pasHO-CTH-
AICTMYHMII Ta 3MICTOBUI Alanta3oH criHonucy. Lle cTo-
CyeTbCsi 0pOPMAEHHS He AMILIE CTaHLIi METPO, 110 MO~
yaro OyayBaTvcs B YkpaiHi 3 mouatky 1960-x poxis,
11 OCBITHIX 3aKAaAiB (0i6Ai0OTEK, MY3€iB TO1110) i1 CITO-
PYA Ta iHTep epiB, IPMBHAYEHMX AASL BIATIOUMHKY Ta IPO-
MaACBKOTO XapuyBaHHs (TOTeAiB, caHaTopii, 6as Bip-
MOYMHKY, Kade, pecropaHiB). Po3immporThes 71 cami
3aco01 XyAO)KHbOI BUPA3HOCTI, TeMaTyKa Ta obpasHe

TAAVHA CKASIPEHKO

CIIPSIMYBaHH:I CTIHOIIVCY: B HbOT'O IIOBEPTAETHCST PO3-
TIOBIAb, IEBHA OIVCOBICTb, Pi3Hi MPOCTOPOBI pillleHHs,
1110 He AMLIe MAKPECAIOIOTb AOLIMHY CTiHY, a i1 BiAb-
HO «PYVHYIOTb» 1i, AOAQIOUM AO apXiTEKTYPHOT'O IpO-
CTOpY iHImMIT — XyAOXKHil. ko y 1960-Ti MoHyMe-
HAABHO-A€KOPaTVBHE MUCTELTBO IIPOrPaMHO 3arle-
pedyBaA0 OYAb-SIKY «CTAQHKOBICTb» Y CBOII XYAOXKHIi
MOBI, TO Terep po3nucy, peabedu, MO3aiKy aKTUBHO
3aAYYAIOTh IIPUIOMM XXMBOIIMCY, OIABII TOTO — Haro-
AOUIYIOTb Ha IHAMBiAYaABHOCTI, CIO’KETHO-TeMaTU4YHO-
My piBHOMAaHITTi, aBTOPCBKiil Cy0'€EKTUBHOCTI 00pas-
HOTO BVMICAOBAIOBAHHS Ta €MOLIIIIHOTO 3By4aHHs TBO-
piB. ¥ mpocCTip CTIHOMMUCY aKTMBHO BXOASTH MeTado-
PY, BiAbHI 3MICTOBI Ta mAacTU4Hi acowuiauii, 6araro-
3HAQYHICTb 300pa’keHHs, sIKe B KPAIMX poOOTax CTae
MEHIII AMAAQKTUYHIM, AllEAIOE AO OCOOMCTOrO AOCBi-
Ay rasipada. O3HaKOI0 MOHYMEHTaAbHO-AEKOPaTVB-
Horo myucrenTBa 1970—1980-x cTaroTh i pi3HOMaHiTHI
CTUAi3alii, 1110 BBOAATD Y Cy4aCHUI IPOCTip icTopny-
Hi peMmiHicueHLjii, OAbKAOpHI Ta HaLlioOHaAbHI 00pasy,
YPi3HOMaHITHIOIOYM XYAOXKHIO MOBY CTiHOMIMCY. A TIO-
PSIA 3 HUMU — i 3aAy4YeHHSI AO BiTUM3HSIHOTO MUCTeLl-
TBa HOBITHIX XyAOKHIX IPaKTUK, AKi AOAAIOTb AO HbO-
ro iHImx 06pa3Ho-3MicTOBMX BuMipiB. HesBaxkaroun
Ha 0QiLifHIIT KOHTPOAD, MOHYMEHTaABHO-AEKOPATHB-
He MUCTELTBO OYAO Ha TOJ Yac 4y He HallAibepaAbHi-
LIVIM 3 BUAIB 00pa30TBOPYOCTi, A€ Ha BUMOT'Y apXiTeK-
TYPU «AO3BOASIAMICSI» BIAMiHHI Bia COLIpeaAismMy Xyp0K-
Hi pileHHs. HeBumnaaKoBo B 1iil1 LJapyHi IpaljfoBaAo
TOAL 6araTo MUTLB, 4ui TBOpUi iHTEpeCcH MaAu BAACHi
CIIpAAMYBaHH:1, BIAMiHHI BiA COLIp€aAiCTUYHOI AOKTPUHN.
B MoHyMeHTaAbHOMY MUCTeLTBi npatoBaan 0. Ero-
pos, O. Aybosuk, B. MapuHiok, B. Lltonka, B. Illype-
Buy, B. Tait6ep, B. [onrapos, B. ITacusenxo, @. Tetsi-
Huny, B. bukos, B. Ipuropos, I. Mapuyk, M. ta I1l. Ma-
AMILKM Ta 6arato iHIIMX XyAOXKHMKIB, CTAHKOBA TBOP-
4iCTb SIKMX HAAEKAAQ AO LIApY «HEeODILIITHOro» UM «He-
320X0OYyBaHOT0» MMCTELITBA.

Cepep etanHyx TBOpiB 1970—1980-x pokiB — HO-
BaLliTHUII AAS YKPAiHCBKOIO CTiHOMMCY KOABOPOBUIA
peabed 1. AuroByenka ta B. ITpsipka «CoHiie A060Bi»
Ha dacaai [Tarary oppyxens y M. Oaexcanapist Kipo-
BOrpaacbkoi obaacti (1970, M. BypraHos, FO. Xopxor).
B 11010 0CHOBY OYAO ITOKAAAEHE TBOPYE OCMMUCAEHHS
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CYYACHE MMCTELITBO

CUIMBOAIB HAPOAHOTO MUCTELITBA, HOBE AASI TOTO Yacy
AIpUKO-€ITiYHe TAyMayeHHsI MOHYMEHTaAbHOTO 00pasy.
HoBumu 6yAM i IPMHLUIN BKAIOYEHHS TBOPY B apXiTeK-
TYpPYy — NPOTUCTaBAEHH: il CTAHAAPTHOMY TeOMeTpUY-
HOMY 00’€MY >K1BOI TAACTMYHOI pOPMI, 11JO TTIOBHICTIO
3MiHIOBAAO 30BHIIIIHI BUTASIA CIOPYAM. B 111 TexHini
BMKOHAAM BOHMU 11 ITAHHO Ha pacaai Tpecty «Bopomm-
AOBIPaABYTiAAs» Y BopoumaoBrpaai (tenep — Ayras-
CbKY, 1972), A€ Y ApaMaTyyHil1 HAIIPY>KeHiil KOMITO3M-
1iii OyAa mpeacTaBaeHa icTopist AoHewdMHM.

OxpeMme Miclie B icTopii ykpaiHCbKOTrO cTiHOMmMCY
HAAEXUTb MO3al4HUM peabedam I. AuToBUeHKa B Mic-
i ITpun’site mo6An3y YopHobuancekoi AEC (1973—
1981). OCHOBOIO iXHBOTO CIOXKETHO-TEMATUIHOTO PillleH-
HSI CTaAO XYAOYKHE OCMVCAEHHSI HAyKOBO-TEXHIYHOTO
MIPOTrpecy Ta «IAKOPEHH:I eHeprii», 110 po3ropTaAocs
TYT Y BEAVKOMY aA€TOPMYHOMY LIMKAi ITAHHO Ha BYAU-
1six Micta. O6pasHe GaueHHsI MUTLS BUSIBUAOCS TIPO-
POYMM — CIOBHEH| TAOOKOT0 ApaMaTM3My Ta Harpy-
>KEeHHs1 MO3aiKu B I TpuIr'siTi Haue rmorepeA>XaAi Ipo Ty
Hebe3IeKy, sIKy Hece B co0i be33acTepe)xHe 3aX0ONAEH-
HS1 HAyKOBO-TEXHIYHVIMU AOCSTHEHHAMM. Y KOMITO31-
LiisIX He OYAO MOLIMPEHNX TOAI aAETOPUYHMX aTPUOYTIB
Cy4acHOI iHAYCTPii, XyAO’KHMKa LIiKaBMAY HacaMIlepeA,
©TUYHi, AyXOBHi aclieKT!. BiH 3BepHyBCs AO TPaAMLIiI-
HMX 00pasiB-CUMBOAIB, HAMAaral4uch IPEACTABUTH Ai-
SIABHICTDb Cy4aCHMKIB Y il iCTOpMYHOMY, 3araAbHOAIOA-
cpKoMy MAaHi. Kommosuii «Ao cBiTaa», «CBiTaHOK»,
«CrBOpeHHs1», «My3uka», «EHeprisi» OyAr IPOHMKHYTL
rAMO0KMM Bir0cODCHKIM 3BYYaHHSIM, BUKAUKAAK PO3-
AYMM y3araAbHIOIOUOTO XapakTepy. MOHyMeHTaAbHO-
AekopatyBHi TBopu 1. AuTOBYeHKa MOBHICTIO Iepeo-
CMVCAIOBaAM TUIIOBY PYHKLIIOHaABHY 3a0YAOBY MicTa,
3aBASIKM HJM BOHA HaOyBaAa XyAOXKHBOI YHIKAABHOC-
Ti. B yKpaiHCbKOMY CTiHOIMCY TOTO 4acy BOHM CTaAU
Y1 He HaVIMaCLITAOHIIIVMM 1 HAMAPAMaTUIHIIIMU.

MosaiuHuit peabed CTaB Ay>Ke ITOMYASIPHUM B yKpa-
IHCbKOMY cTiHomMcy, npoTsarom 1970-1980-x pokis
AO HBOT'O 3B€PTaA0Cs 6araTo XyaoKHuUKIB. Cepea Kpa-
mux TBopiB — «XX cToAiTTsI» B. BoBKyHa Ha dacaai
IHCTUTYTY KOMYHaAbHOI ririenn B Kuesi (1980) ta po-
601y E. KoTKOBa, SIKMiT BUKOPMCTOBYBAB 110 TEXHIKY
AASI CTBOPEHHSI CBOEPIAHOT «KMBOIMCHOI CKYABIITYPI».
Cepep TBOPIB OCTaHHBOTO — OPOPMAEHHS (acapiB
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Ta naouli nepep byaunkom 383Ky B Cymax (1977—
1979), )KMBOIMCHO-CKYABIITYPHi TBOPU AASI AHITIPOTTE-
TPOBCHKOTO CIIOPTUBHOI'O KOMITIAEKCY «MeTeop» (1985,
3a yyacTio apxitexkropis FO. Xyasikosa Ta B. Cyroprina),
komro3uLiis «biaa kBiTKa» Ha acasi ByAMHKY KyAbTy-
pu c. Kaanniska KniBcpkoi o6aacri (apxitexropu L. TTo-
HoMapboB, M. Tarkep; 1985) ta in. MosaiuHi peabedu
Haye «II0AeMi3yBaAm» 3 CYXOI0 QYHKLIIOHAABHICTIO 3a-
6yAOBM, BHOCMAM B Hel BUPa3Hi KOAbOPOBO-IIAQCTMYHI
€AeMeHTH, 1110 CTABAAN XYAOXKHIMM aKLIEHTaMM B MiCb-
KOMY CepeAOBMIII.

OAHMM 3 HaTHOBAL|HIIINX XYAOKHIX pillleHb
1980-x, 1m0 Haye peaAi30ByBaAO aBaHIAPAVCTCHKY
MPOrpaMy «yAULIbI — HaIIM KUCTH, AOIIAAY — HAIN
naAuTpsl» (B. MaskoBCbKIMIT), CTAAO KOABOPOBE 0OpM-
AEHHSI KMiBCbKOT O )KUTAOBOTO paitoHy « TpoemHa-1»
(apxitextopu B. €xoB, B. Koaomierip, B. Tonkaao, I. Ty-
PEHKOB Ta iH. 32 y4acTio MOHyMeHTaaicTiB B. [Tacu-
BeHka Ta B. TIpsiaku; 1984—1986). 3anporioHoBaHe Xy-
AO>KHMKaMU PillieHHs Ha TOJ1 Yac 6yAO LiiAKOM opuri-
HaABHMM i He MaAO aHAAOTiB B YKpaiHi. B 11oro ocHo-
Bi — ITOEAHAHHS iHAVBIAYAaABHOTO XyAOXKHBOT'O 3aAY-
My i TUTIOBOI iHAYCTpPiaAbHOI apXiTEKTYpH, A€ TOAOBHA
POADb BiABOAMAACA KOAbOPY. Ha BiaMiHY Bia mommpe-
HJX IIPUIOMIB, KOAV KOABOPOM BUAIASIAMCSI OKpeMi
KOHCTPYKTVBHI €eAeMeHTH OYAMHKIB (0aAKOHM, AOAXKII
Ta iH.) i LM AMILIe TAKPECAIOBAAACH TOAPIOHEHA CTPYK-
Typa MOAYABHOI OAOYHOI criopyaM, Ha TpoeluHi BiH
BiABHO i CMiAMBO IlepeTMHAaB apXiTeKTypHi IAOLIMHMY,
CTBOPIOBAB HOBI OiABII y3araAbHeHi 11 BUpasHi IpocTo-
poBi puTMU. XYAOSKHVUKY BUKOPVICTAAY TYT IIPYHLMIT
aTeKTOHIYHOro rodapOyBaHHs OYAMHKIB, 1110 Bi3yaAb-
HO IIEPEOCMICAIOBAB IIPOCTOPOBY CTPYKTYPY 3a0yAO-
BI, HAAQIOuM i1 EBHOI CKYABIITYPHOCTI Ta iHAMBIAY-
aABHOI BMpa3HOCTi. [T0Ka30Bo, 1110 )KOAHOI PaASHCHKO-
MPOIAraHAMCTCbKOI KOMITO3MLIiI B 0OPMAEHHI >KUT-
AOBOTO paiioHy 3aAisiHO He 6yao [23].

3 uporo npusoay O. IOpuak s3azHauae: «Crctema
Mi3HBOT'O ColliaAi3My IipAsrasa MOCTITHOMY IpoLecy
BHYTPIILLHBOI A€TEPUTOPM3ALIL, MyTYIOUM B OiK HOBMX
MHOXXMHHYX (OPM "HOPMAABHOT0 XXUTTS' i 30arauyio-
YJCb HOBMMM 3MiCTaMU i1 MOXXAUBOCTSIMY, Ttepeada-
YMTY | KOHTPOAIOBATH 5IKi Aep>KaBa He MOTrAa. B ocHOBI
LIbOTO ITPOLIECY A€XKaAa He IPsIMa OITO3MLIis cucTeMi, a i
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MOCTYIIOBE TBOPYE BiA03MiHeHH:L. .. [Ipoljec AeTepuTo-
pu3allil Tp13BOAMB AO BUHMKHEHHS BCePEAVHI CUCTeMN
HOBYX THUITIB CBOOOAN», I1]0 «<BOYAOBYBAAACSI» Y PEAABHO
iCHYIO4i CTOCYHKM i «...0AHOYACHO TaKOoi, [0 IIPU3BO-
AVIAQ AO BUAO3MIH LIMX KOHTEKCTIB Ta B3aEMOAIN» [27,
c. 248]. Yum Aaai, To bGiablire oAiOHI poLjecu Biaa3ep-
KaAIOBAAVICS CaMe Y CTiIHOIMCY Ta MOHYMEHTAaABbHO-A€-
KOPaTMBHOMY MUCTELITBI B LIIAOMY, A€ 3 SIBASIAOCS BCE
OiAblile MT032IiA€0AOTIYHMX TBOPIB Ta i1 0OPOPMAEHHS
IPOMAACBKIX CIIOPYA POPMYBaAOCS 3a CYTO €CTETHY-
HVIMU, AeKOPaTVBHYMU IPYHLVIIAMI.

Cepea MOAIGHMX KOMIIAEKCIB — ITaHHO B IHCTUTYTI
teopetnuHoi ¢isuxu B Kuesi (1969-1972, apxitexropu
P. Aobposunchkuii, 1. llkapy6a, B. CoBa, Xya0KHM-
ku I. Mapuyk, M. CtoposkeHko, A. laitpaamaxa, A. Mi-
II[EHKO), KOXKHE 3 SIKMX Y Pi3Hilt cTuAicTHLi Ta MaTepi-
aaax (Mo3aika, KepaMivyHui1 peAbed, BiTpaxK) pO3IIOBi-
AAAO TIPO iCTOPIr0 HayKy; 0OpMAEHHS roTeAro «Kuis»
y Kuesi (apxitexTopu L. IBaHOB, B. €aizapos, I. AypHo-
B0, M. KyuepeHko, xypaoxuuku A. Taitpamaka, M. Ma-
Anko, A. JKoroab A. 3aaorina, I. @epoposa, I. CeBpyk,
A. lapaiz, A. [Tapaaxa, B. Ipuropos; 1973—-1974), Bupi-
11IeHe TOBHICTIO TBOPaMU AEKOPATMBHOI'O ITAaHY (robe-
A€HaMJ Ha TeMy TIPUPOAY, OpPHAMEHTAAbHVMM BiTparka-
MU, AEKOPATMBHIMM KOMITO3ULISIMM 3 METAAY, KepaMi-
KU Ta iH.); apXiTEKTyPHO-XyAOXKHE pilileHHs Pecrry6Oai-
KaHCBKOI AUTsT401 6i0AioTexn y Kuesi (O. MiroB30poB,
O. Pamaii, b. Aosranp, C. Ta €. KpaBueHko, apXiTeKTo-
pu L Lleiraina, B. Apiso; 1978), excrep’ep Ta intep’epu
SIKOI I[eAPO TIPMKPAIleH] ITAHHO Ha TEMY AUTSIYMX Ka-
30K, AEKOPaTMBHVMY TBOPAaMU 3 KePaMiK/i Ta METaAY.

IToka30BOIO TEHAEHIII€I0 CTA€ Ha3BaHe BUIIe Ipar-
HEHHSI AO CY0'€KTMBHOTO, BIABEPTO aBTOPCHKOIO BM-
CAOBAIOBaHHSI y CTIHOIIICY He AMILie Ha PiBHi popMaAb-
HO-TTAQCTUYHOTO, & 11 00pa3Horo amicty. [TpukMeToro
criHonucy 1970-1980-x pokiB cTaloThb Aipu4Hi pos-
TVICY TIeJI32KHOTO Ta KAMEPHOTO 3BY4YaHH:L. 30KpeMa,
posmuc B. TTacuBenka «Becna» B 3AI'Ci MOCKOBCBKO-
ro paitoHy Kuepa (1975) abo posmmcu O. Epodeesoi
Ta I. Moprynosa «Cait npupoan» y ByAMHKy npupo-
Aau B AHinporeTpoBchKy (1984, Tenep — M. AHINpo).
A 1opsiA 3 MM — i TBOPY LIMPOKOTO erivHO-pir0cod-
CBbKOTO 3MICTY, 5K, HAlIpMKAQAA, LIIMKA posnucis B. ITa-
CMBeHKa «AIOAMHA i IPMpOAa» Y HayKoBilt bibAioTewi

TAAVHA CKASIPEHKO

KuiBCbKOTO MOAiTEXHIYHOTO yHiBepCuTeTy (apxiTek-
Top B. AnxoBop0B; 1978—1981). YoTrpu KomIosuwiii —
«/AroAVHA 1 3eMAsT», « AIOAMHA 1 BOAQ», «/AIOAMHA i BO-
TOHb», «/AJOAHA i KOCMOC» — BIATBOPIOBaAU CBOEPiA-
HY «Mi()OAOTiI0 IPUPOAHOTO CBITY», A€ TIEPETUHAAUCS
BeAlMKe i MaAe, peaabHe i BUurapane. CTuaiCcTyKa X pos-
IICY 3 BEAVMKOIO KIABKICTIO pi3HOMacLITabHMX 300pa-
KEHb IlepeTAyMavyBaAa 00pasyu yKpalHChKOTro oeTHd-
HOT'0 KiHO, MEKCUKAaHCbKOI'O MypaAiaMy, HalBHOTO Ma-
ASIPCTBA Ta rineppeaaismy.

IToka3oBo, 1110 MOIPY MPOTrPAMHY TOAITHKY «ITpO-
TUCTOSIHHSI 3aX0Ay», L0 AeKAQpaTMBHO 30epirasacs
y 1970—1980-Ti poku, B KpaiHi (nmpuHarimti y MockBi
Ta AeHiHrpaai) HoCTiitHO BiAOyBaAMCs BUCTaBKM 3apy-
ODKHOTO MICTELTBA, 11J0 HE MOTAO He BIIAMBATH Ha TBOD-
YiCTb XYAOKHUKIB. A TOMY «OiABLIICTD “HepaASHCHKUX
ecreTnyHrX GpopM MaTepiaAbHMX apTedaKTiB i MOBHIX
00pasiB... 3'IBMAOCS B paASTHCBKOMY >KUTTI He BCyIIe-
peyY Aep>kaBi, @ 3HAUHOIO MipOI0 3aBASIKU Ii ITapapOK-
CaABHIll iA€OAOTil i HEITOCAIAOBHIN KYABTYPHIll MOAi-
HLi» [27, ¢. 314].

Cepep TBOPiB yKpaiHCHKOTO CTIHOIIVCY «EMOXU 3a-
CTOI0» — CTUAICTYHO HEMOXKAMBUI y TTOIIEPEAHIlt
nepiop posnuc (xoaopHa eHkaycTrka) M. Moposo-
Ba B [HCcTUTYTI itKeHepiB Mopcbkoro daoty B Opeci
(1980), y sikomy BiABEPTO 3BYYMTb 3BEPHEHHS AO Tpa-
AMLIIT aOCTPAKTHOTO MAASIPCTBA; BEAMKE ITaHHO «BiitHa
imup» A. Taripamaxy Ta A. MillleHKO y KUIBCBKOMY T'0-
TeAl «Mup» (1982), 110 ckAapa€eTbCst 3 OKpeMux par-
MEHTIB, 5IKi BisyaAbHO HarapyloTb KOAbODPOBI CAalIAH,
Ae B KO)KHOMY PO3TOPAIOThCST OKPeMi CIOXKeTH, AVHa-
MiKa SKMX BiATBOPIOE PYX MEAITHOTO IIPOCTOPY; PO3-
mc A. Harypuoro «ToAy0a aaHeTa» y ITaaalti KyAbTy-
pu B M. PoBenbku (1984), HarvcaHmit mmip BIAMBOM Me-
tadiznyHOro XXMBOMMCY Ta rineppeaaismy; abo mosai-
xn O. AyboBuka — «CBiT TexHikn» Ha dacapi Byann-
Ky 1oHoro TexHika (1980), « Tpuymd 3HaHHs» Ha 3aBOAL
«Kpucraa» (1984), «Bsaemoaist» y AbBiBcbKOMy di3u-
KO-MaTeMaTUuyHOMY iHCTUTYTI (1986), 1110 MaibKe OykK-
BaABHO BIATBOPIOBAAM Y CTIHOIMCY MO0 abCTPaKTHI
CTAHKOBi KapTVH, EKCIIOHYBATH sIKi OYAO TOAI HEMOX-
AMBO, i y6Aixa mobaunaa ix Auiire HarpukiHii 1980-x.

OAHaK HIMPOKMIT po3Max CTiHomucy B YKpai-
Hi BIAOMBCsI He Auille y HM3LI XYAOXXHBO-BUPA3HUX
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TBOPIB — BiH CYIIPOBOA’KYBABCsl BEAVKOIO KiABKICTIO
BiABEPTO KOHIOHKTYPHIUX, @ TO 11 HeNpodecCiiHuX po-
6iT, 1110 He AMILIIE [IPSIMO LITYBAAM iA€0AOTIYHI ITAAKaT-
Hi KAille, a i1 6yAM IIPOCTO MOTaHO BUKOHAaHI: HEBAAAL
32 KOMITO3M1i€}0, MAAIOHKOM, KOABOPOBYM PillIEHHSIM.

I Bce x, aHaAi3yI0UM CbOTOAHI TOCTYI YKPaiHChKO-
ro criHommcy 1960—1980-x pokiB, He MOXKHa He 1oba-
YUTH, IO, TIOTIPY CBOIO CYCITIABHY 3aaHTa’KOBaHICTb,
camMe 1ieil BYA MUCTELITBA, SIKuit OyB 4acTHOW oiLtii-
HOT'0 MUCTELITBA PAASIHCHKOI AOOM, Uy He HallHAOYHillle
BiAA3€PKAAMB J10T'0 €BOAIOLLIIO, A€ 3HAVIIIOB CBOE Miclie
i «papsTHCBKMIT MOAEPHI3M», i IHAMBiAyaAbHI aBTOPCHKi
BMCAOBAIOBAHHS, i CTMAICTMYHE Pi3HOMAHITTS. MOX-
AVIBO, CAMe€ Y CTBOPEHVIX 3aBASKY CTiHOMICY Ta MOHY-
MEHTaABHO-AEKOPATMBHOMY 0pOPMAEHHIO XXUTTEBMX

2022, Bunyck BiciMHaOysmMuLL

CepeAOBUIIAX BIAOMBAAKCS, @ Pa3oM 3 LM i CTBOPIO-
BAaAMCS HOBi O3HAKM AiMICHOCTI: «PeaAbHMIT coLjiaAisM
B )KUTTI paAsTHCbKUX AIOA€M Ha TOM 4Yac 3MiHMBCS Ha-
CTIABKY CUABHO, 1110 DiAbIIIE HE 3BOAUBCS AMIIIE AO iA€e-
OAOTIYHMX BMCAOBAIOBAHb i PUTYaAiB Naprii, a CcTaB,
HABIIAKY, BUAOM “HOPMAABHOTO YKUTTST, CIIOBHEHOTO
pisHMMM iHTepecamy, 3MiCTaMl, CTOCYHKaMU i1 ipe-
aAamu, SIKi AeprkaBa He MOTAa AO KiHLsSI rtepeAbauunTy
i mpoKoHTpOAIOBaT» [27, c. 582]. YkpaiHchKumit CTi-
HOTIVIC Mi3BHbOPAASHCBKIX AECSITHAITD € B LIbOMY TIAQ-
Hi ABMIIEM 0araTosHayHMM Ta IIOKa30BUM, II0 HAAAE
BEAVKII MaTepiaA AASL aHAAI3Y €BOAIOLT PaAsSHCHKOTO
MUCTELITBA, 3MiH J10T0 eCTeTUYHUX [IPIOPUTETIB Ta 00-
Pa3HOrO Aiana3oHy, sIKi HACAMKIiHeLb i BUSHAYMAN J10TO
BUYEPIIaHICTh Ta 3aBepILUEeHHS.
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Galyna Sklyarenko. Ukrainian wall painting of the 1960s-1980s: the evolution of the artistic language

Abstract. The article is devoted to the analysis of one of the most paradoxical phenomena of artistic culture of the late Soviet era -
monumental and decorative art, which, despite its programmatic socio-political involvement, became part of “Soviet modernism’, com-
bining social utopia with a variety of formal, plastic, stylistic, aesthetic directions, which reflected the search for a new national and indi-
vidual author’s artistic language and imagery. Significant, that exactly murals and architecture put beginning to the processes of the aes-
thetic updating, that became the signs of social and political thaw in the USSR. Keeping the main tasks “ of leninist plan of monumental
propaganda’; monumental -decorative art in Ukraine grew into a certain “aesthetic niche’, where found a display wide address to reasons
of folk art and different aspirations of modernism, and at the same time and development of new withcomposition charts of late Soviet

iconography. The evolution of wall painting — from mainly planar and decorative solutions of the 1960s to complex figurative and
spatial constructions of the 1970s and 1980s, the expansion of wall painting techniques ( mosaics, frescoes, stained glass windows, sgraf-
fito, mosaic reliefs, encaustics, various types of painting, etc.) reflected the demonstration processes in Soviet art, where through wall
painting new images, languages and aesthetics entered the public space, which significantly expanded its official canonical dimensions.

Keywords: wall painting, socialist realism, Soviet modernism, ideology, individuality of the artist.
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Anoranis. CTaTTs NpUCBsYeHa 0COGAMBOCTSIM CLIEHIYHOTO BTIACHHS MIO3MKAIB B YKPalHCbKOMY My314HOMY TeaTpi moyaTky XXI ct.

Ha npukaaai AisiapHOCTi KHIBCHKOTO HalliOHAABHOT'O TeATPy ONlepeTy aBTOP aHAAI3ye IPobAeMH, 3 IKUMU 3iIITOBXYETHCS TeaTp, bepy-
YMChb 32 MOCTAHOBKY MIO3MKAY, aHAAI3y€e MPAKTUYHI MIASXY BUPIlIeHHsT IPOOAEMHIX ITUTaHb, PO3TASIAQ€ TTEPCIIEKTVBY MOAAABIIOL IIpe-
3eHTaLjii MIO3MKAIB TAsiAaueBi. ABTOD MpuAiAsie yBary MOTHBaLLii TeaTpy Ta MOCTAHOBOYHMX I'PYII ITiA 4ac BUOOPY MaTepiaAy AAS CLieHiu-
HOT'O BTiA€HHs: TBOPYA CIIPOMOXKHICTh KOAEKTUBY, aKTYaAbHICTh TeMaTUKM TOIIO. Y CTATTi PO3rAsSAAIOTHCSA MUTAHHSA TBOPYOIO MOTEHLIi-
aAy Tearpy, 30KpeMa 0COOAMBUIT CKAAA TPYIH, HEOOXIAHMIL AAsI peaaisaliii MI03MKAY: KBaAidikawiitui BuUMorn Ao coaicris, xopy, 6aaery
Ta opkecTpy. OcOOAUBY yBary aBTOp NpUAiAsi€ BIAMIHHOCTSIM MDK CLIEHIYHUM BTIA€HHSIM MIO3MKAY TQ OIEPeTH, 3yIVHSIOYNCh HA 0CO-
6GAMBOCTSIX pOOOTH 3 KOAEKTUBOM, SIKUIT IIPALIIOE B 000X LMX >KaHpax. Y CTATTi pO3rAsSIAQ€TbCS IMTAHHSI 3a0€e3IedeHHsI aBTOPChKIX IPaB,
CKAAAHOIIIB, 3 SIKMMM 3iIITOBXYIOTbCS YKPAiHCBKi TeaTpH IIiA Yac pobOTH 3 3aKOPAOHHMMM MpaBoBAaCHMKaMu. OAHMM 3 KAIOYOBHMX ac-
MeKTiB CTATTi € aHaAi3 AOCBiAy criBIIpali 3 3apyOi>KHMMM ITOCTAHOBHMKAMM Ta CTBOPEHHS KOIPOAYKLIiL. ABTOp TaKoX NpuAisste yBa-

Iy i IMTaHHIO TeXHIYHOTO 3a0e3MeueHH s CLIEHIYHOrO MAIAQHYMKA SIK BAXKAUBOI YMOBY AASI CTBOPEHHSI SIKICHOTO CLIEHIYHOTO TIPOAYKTY

Y JKaHpi MIO3UKAY. [TiACYyMKOM AOCAIAXKEHHS CTAAO y3araAbHEHHs Pe3yAbTaTiB IIPOBEAEHOTO aHaAi3Y.

Karouosi cA0Ba: MIO3UKA, Cy4aCHUIA My3UYHMIT TeATP, TeaTp ONepeTy, yKPaiHChbKUI TeaTp, CLieHiuHe BTiIA@HHS MIO3UKAY

ITocranoBka npo6aemu. Mi031KA € OAHUM i3 Hail-
MOAOAILVX T€AaTPAAbHMX JKaHPIB, IKMIT MA€ PSIA CIIAD-
HUX PUC 3 )KaHPOM OIIepEeTH, OAHAK 6araTo B YoMy
BippisHseTbCs Bip Hel. OnepeTa BUHMKAA Ha XBUAL
AeMOKpaTu3aliii )XaHpy omepy, sika OyAa 4acTo HEAO-
CTYIIHOIO AASL HVDKYMX BEPCTB HAaCEACHHS, @ MIO3UKA
BiA 4acy BUHMKHEHH: IT03MLIOHYBaBCA SIK AeMOKpa-
TUYHMIL, TOMTYAsIpHMIT >)kKaHp. OAHAK, AKILO onepeTa
€ €BpPONeNCbKMM TeaTPAaAbHUM IIPOAYKTOM i Hece
B CO0i 03HAKM KAACMYHOI My3U4YHOI TpaAuLii, TO Mio-
3MKA MA€ aMePUKAHCbKe TOXOAKEHHSI, TOX yBiOpaB
y cebe 0cOOAMBOCTI My3UYHMX )KaHPIB, 1J0 PO3BU-
BAAMCs NTAPAAEABHO.

/O OCHOBHMX BiAMiHHOCTeJ1 MIO3UKAY BiA omepe-
T BIAHOCSITB TaKi 0COOAMBOCTI: ortepeTa 6a3yeTbCst

Ha KAQCUYHiil MY3HLii, B TOJ Yac sIK MIO3MKA YBiOpaB
y cebe 03HaKyM 6araTbOX My3UYHMX )KAHPIiB; MIO3UKA
«basyeTbcs Ha PIBHOCTI yciX KOMITOHEHTIB y Apama-
TYPrii BUCTaBU», @ B ONlepeTi IPOBIAHUM BUPa>kaAb-
HUM 3ac000M € My3uKa [15]; B MI03MKAI YacTO BUKO-
PUCTOBYIOTBCS 3aIT03MY€H] CIOKETH, B ONlepeTi BOHU
€ opuriHaAbHUMMU [2]; MI03UKAM € OIABII COLIIaABHO
OpiEHTOBaHMMMU, HIXX orepera (SIKILJ0 B OCHOBI CIOXKe-
Ty OIIEPETY A€XKUTD AOOBHA KOAI3isl, TO MIO3MKAK
4aCTO aKTYaAi3yl0Th COLliaAbHI uTaHH:). € BiAMiH-
HOCTI /1 y BUKOHaHHI My3UKM, BOKaAi Ta Xopeorpadii.

Ha cueHy ykpaiHChbKUX TeaTpiB Lieil >KaHp NPUIILIOB
y 60-x pokax XX CTOAITTA 3 TOCTaHOBKaMU aMepu-
KaHCBKMX Ta €BPOIIENICHKIX MIO3UKAIB. 3roAOM IO-
YaAl CTBOPIOBATUCA BITUM3HAHI MIO3UKAM. [Tepum
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ykpaiHcbkuM MiosnkaoMm C. Manbko Hasuae «Ko-
HOTOIICbKY BiabMy» L. ITokaapa, cTBOpeHy 3a OA-
HoiiMeHHOI0 noBicTIo I. KBiTK1-OcHOB siHeHKa [12].
MI03MKAY YBIMIIIAY AO perepTyapiB My3MYHUX i My-
3MYHO-ApPaMaTUYHMX TeaTpiB, Yac Bip dacy 3a mo-
CTaHOBKM L|bOT'0 )XaHPY OpPaAMCs 11 CYTO ApaMaTuy-
Hi TeaTpu. 3 0AHOTO OOKY, 1ieil KaHp € AOBOAI opra-
HIYHUM i OAUBBKMM AASI YKPAIHCBKOI T€aTpaAbHOL
TpaAuLil, B AKill My3U4YHO-IIiCeHHA 11 TaHLIOBaAbHA
CKAAAOBI 3aBXXAM BipAirpaBaAu BaXKAUBY POAb. 3 iH-
110oro 00Ky, TOCTAHOBKA MIO3MKAY Ma€ IEBHi 0C00-
AVIBOCTI, 5IKi yCKAQAHIOIOTb BTIA€HHS IMX MY3UYHUX
TBOPIB Ha BiTUMBHSIHIN CLIeHi.

HesBakaroun Ha Te, 1J0 MIO3MIKA HEOAHOPA30BO
00MpaBCst HAYKOBLISIMU SIK IPEAMET AOCAIAKEHHS,
Aoci € 06MaAb PO3BIAOK, sIKi BUBYAIOTb OCOOAMBOCTI
ITOCTAaHOBOK MIO3MKAIB Ha CLieHaX TeaTpiB, Bpaxo-
BYIOTb NIPAKTUYHMIL AOCBiA Ta BUCBITAIOIOTH IPOO-
AeMH, 3 SIKMMU 6€3M10CEPEAHDO 3iIITOBXYIOThHCS Te-
aTpU, OKPECAIOIOTD MEPCIEKTUBY PO3BUTKY >KaHPY
MIO3MKAY B YKpaiHi.

AHaAi3 ocTaHHIX AOCAIAKEeHbD i myOAikamiii.
AKTUBHO AOCAIAXYBaTM MIO3MKA B YKpaiHi moya-
A B OCTaHHbOMY AecATUAITTI XXI cToaiTTa. V me-
PeBaKHi OiABIIOCTI 1ii AOCAIAYKEHHS CTOCYIOTBCS
TEepPMiHOAOTII Ta >XKaHPOBOI BM3HAYEHOCTI, icTOpIl
CTAaHOBAEHHS MIO3MKAY SIK Y CBiTi, Tak i B YKpaiHi.
3’ SABASIIOTBCSI AOCAIAYKEHHSI, TIPEAMETOM PO3TASIAY
SIKMX € 0COOAMBOCTI My3MYHOI CTPYKTYPM MIO3MKAIB.
3oxpema 1e crarTi C. Manbko, O. Boiiko, A. Baky-
AeHKO, A. boHpapeHnka, 1. 3annesoi ta H. I'ycaxo-
Boi, M. MeabHuk, monorpadii K. CranicaaBcbkoil
ta 0. lykiHoi.

Haykosuis K. CraHicaaBcbKa y cBOiX po3Bipkax
6araTo yBaru npuAiAsi€ CTUAICTULI MIO3UKAY Ta JIOTO
BIAMIHHOCTSAM Bip iHIIMX >kaHpiB. [0AOBHOIO pucoi0
LIbOT0 >KaHPY AOCAIAHNIISI Ha31BA€ OCOOAMBY B3a€EMO-
AiI0 BCiX eAeMEeHTiB MIO3MKAY, IIAABHEe, HeBYMYIlIeHe
repeTikaHHsI OAHOTO KOMITOHEHTA B iHIwmi (AiaAao-
I'y — B ITiCHIO, ITiCHi — B TaHel|b, TAHL[}0 — B MOHOAOT
TOII[0) 32 ITOBHOI BIACYTHOCTI TaK 3BaHMX BCTaBHUX
HOMePIiB, aA’Ke KOXKHUIT MYUCTELIbKUI eAeMeHT 3a CBOIM
3MiCTOM IIPOAOB3KYE PO3BUTOK CIOKeTY [16]. Takox
K. CranicaaBcbka BBOAUTD TEPMiH «MIO3UKA-OIIEPa»,

2022, Bunyck BiciMHaOysmMuLL

SIKVM BUBHAYA€ CLIEHIYHMIT )KaHP, 00’ €AHYIOUNIT eCTPaA-
HY TPaAMLIilO 3 OTIepHUM KOPiHHSM Ha MIO3MKAOBO-
My I'DYHTi. AO MIO3UKA-OIIepM BOHA 3aPaXOBYE POK-
, TIOTI-, 30HI'-OIIepY, POK-MIO3MKAM TOI[0. OCHOBHOIO
BiAMIHHICTIO MIO3MKA-OIIEpU BiA MIO3MKAY AOCAIAHM-
151 Ha3MBA€ BIACYTHICTb 260 CYyTTEBY OOMEKEHICTD
MOBHOT0 KOMITOHeHTY [15]. To6T0 BiATIOBiAHO AO BU-
3HauEeHHs aBTOPKU, MIO3KAY TaK 3BaHOI APYTOI XBU-
Al, B Tomy uncai it «Notre Dame de Paris» P. KouuaH-
Te abo «Pomeo Ta AxyaberTar JK. Ipecrypsika, caip,
BiAHeCTH caMe AO MIO3VKA-OIIEPI.

C. MaHbBKO IepeBaXKHO 30CEPEAKYETHCS Ha PO3-
BUTKY Ta icTOpil YKpalHCbKOrO MIO3MKAY. A0 KoAa
yBaru AOCAiAHUIIi TOTPANASIIOTE TBOPY KOMIIO3UTO-
piB L. IToxaapa, C. Bepycenka, I. Tarapyenka, O. Ko-
AominieBa. ABTOpKa aHaAisye 0cobAMBOCTI ocTa-
HOBKM MIO3MKAIB Ha YKpaiHCBKiil ClieHi, BiaAaoun
nepeBary yKpaiHOMOBHMM MIO3MKAAM i aKL[eHTYI0-
411 yBary Ha HEOOXIAHOCTi pO3BUTKY CaMe TaKoro Ha-
npsaMKy. Takoxx C. MaHbKO HaMaraeTbCs aHaAi3yBaTH
MIPUYMHY, Yepe3 sIKi yKpaTHChKi MIO3MKAM He HaOyAM
LIMPOKOI MOIYASIPHOCTI y BiTuM3HsAHMX Tearpis. Ce-
peA IPUYMH BOHA Ha3/BA€ BIACYTHICTb BiATIOBIAHOTO
TBOPYOT'O CKAAAY B OiABIIOCTi TeaTpiB (YKOMIIAEKTO-
BaHUIT OPKeCTp, KBaAidikoBaHi BokaicTu Towo) [12].

ITeBHMM ITpOAOBXEHHM AocaipxenHss C. MaHb-
KO MO’KHA BBa)XaTu po3BiAKy A. BakyaeHko, sika 30-
cepeAXXYEThCS Ha YKPaiHChKMX TEAEMIO3MKAAX Ta Ha-
TOAOIIIYE, IO «YKPATlHCbKi MIO3MKAU BAQAO MPUMi-
PAIOTH 3aXiAHOEBPOIENCHKI Ta aMepPUKaHChKi TeH-
AEHLIii, 1110 He 3aBXAV BIATIOBiAQ€ CIIPUITHATTIO BiT-
YM3HAHOIO TAsiza4a. B YkpaiHi ckopillle Hapal0Th
nepeBary iHoO3eMHMM IIPOEKTAM, aHDK YKpaiHChKO-
My HPOAYKTY» [5]. Xoua, 1[0 cTOCYeTbCsT HOBOPiY-
HIX TeAeMIO3VKAIB, 3i TBEpA)KEHHSIM aBTOPKM BaXK-
KO TIOTOAUTHUCH.

Psp aBtopis (O. Boriko, H. T'ycakosa, 1. 3aitieBa)
3YNMHAIOTbCSA HA NMMUTAHHI iCTOpil pO3BUTKY MIO3U-
KAy B AMepuui Ta €ppori. [IpuBeprae yBary pocai-
AxeHHs L. 3aillieBol IIOAO TTOCTAHOBKU AESIKMX MIO-
3MKAIB Ha ClleHaX YKpaiHCbKMX TeaTpiB. HaykoBuiia
aHaaisye mio3uxan «ExBarop» O. 3a0THuKa, «EAUT
IMiadp. Kurts B kpeant» B. Bacaaariii ta «Hpro-Vopk,
Hbto-Vopk» (Mysuune opopmaenns Oaera Koctpy6a)
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«Sugar, abo YV axxasi Tiabku piByara» Ak. CraifHa, OCTaHOBKa

2015 p., pexucep-niocTaHOBHMK — Borpaan CrpyTuHChKuMi

XepCoHCHKOro 00AACHOTO aKaAEMIYHOrO My3UYHO-ApPa-
MaTMYHOTro Tearpy iMeHi Mukoan Kyaimra. AocaigHm-
151 pOOUTD BUCHOBOK, I1JO AASL PO3BUTKY YKPAiHCBKO-
IO MIO3MKAY SIK MUCTELITBa 1 OAHOYACHO HOBOI TaAy3i
iHAycTpii po3Bar HEOOXiAHO BIAKPUTH LIKOAY 3 ITIATO-
TOBKM (axiBLiB HaMPi3HOMAHITHIIIX TBOPYMX IIPO-
(eciit — Bip yHiBepCAAbHUX aKTOPIB AO T€ATPAABHUX
MeHEeAXKePiB i KOOPAMHATOPIB MPOEKTIB, KBaAidikoBa-
Hux MaitcTpiB. Taki daxiBLji MOBUHHI MaTy 3AaTHICTD
IIpallloBaT B )KOPCTKMX YMOBaX KOHKYpeHIlii; CTBO-
pIOBaTU YMOBHU AASI IPOKATY BiTYM3HSAHUX MIO3MKAIB
y pisHux perionax Ykpainu Ta 3a ii MexkamMy; Iponary-
BaTy HalKpallli 3pa3Ky CBITOBMX MIO3MKAIB 5K «Haily-
CIILIHILIIOT0 )XaHPy Cy4aCHOr'o LI0y-0i3Hecy», a FOAO-
BHe — BITUM3HSAHMX aBTOPCbKUX MIO3MKAIB Ha papio
i TeAexaHaAaX, CTBOPIOBATH CIIeLliaAbHi pyOpMKM Ha Ka-
Haai «KyAbTypay, crielliaAbHi callTU-aHOHCH 3 METOIO
pexkaamu B [HTepHeTi a0 crieljiaAbHi canrtu, Ae 6 Bu-
CBITAIOBAAMCS AMICKYCIVIHI TUTaHHS 3 TPOOAEM Cyyac-
HOT'O CTaHy, TEHAEHLIil1, TOAAABLIVX IIEPCIIEeKTYB L[bOr0
JKaHpY, BUCAOBA€HI KPUTHKaMM, PeXMcepaMy, KOMIIO-
3uTOpamu, Xopeorpadamu, AibpeTucTamMmm uy aKTopa-
MU MIO3MKAY, & TAKOX CAlTH, A€ 6 TPOBOAMAMCS OITU-
TYBaHH: TASAALIBKOL ayAUTOPII 3 aKTyaAbHUX ITMTaHb
MY3MYHO-APaMaTUYHMUX >KaHPiB [9]. Ha »xaab, aBTOp-
Ka He IPOITOHY€ KOHKPETHMX IIASIXIB IJ0AO CTBOPEH-
Hs YMOB AAS IPOKATy MIO3MKAIB, a IPOTIO3MULisl CTBO-
PEHH: CllelliaAbHMX CalITiB AASI OMUTYBAHHA TAAQYIB
3 IUTAHb MY3M4YHO-APaMaTUYHMX )KaHPiB B Cy4YaCHUX
PeaAisix 3ByUuTb A€o YTOIIYHO.

BOTAAH CTPYTUHCHKMIA

«bBira sopona» I. Tamapyenka, nocranoska 2019 p.,
PEXMCEP-TIOCTAHOBHUK — Maxkcum ToreHko

BaptuMm yBaru € pocaipxeHHs A. BoHpapeHKa,
SKUI 30CEPEAKYETCS HA My3UYHill CKAAAOBINT aMe-
PUKAHCHKUX, OPUTAHCBKMX T BITUMBHSHUX MIO3U-
KAiB. AHaAi3yroun nepili aMepuKaHCbKi KiIHOMIO31-
KAM, AOCAIAHMK 3a3Haya€ repeBary MakKOpHUX TO-
HaAbHOCTEN, PyXAUBI TeMIIM, IPOCTi My3U4Hi pO3Mi-
pu (3A€0iABIIOTO ABOAOABHI, PiAllle — TPUAOABHI).
[Joa0 yKpaiHCbKMX MIO3MKAIB, TO @BTOP 3a3HaYa€ 3Ha-
YHUI BIIAUB PAASHCbKOI MY3MYHOI €CTeTUKM Ta iH-
TOHALiHOI IPaKTUKM y MIo3uKAax B. IToadgHcbkoro
T1a O. 3A0THMKA, HATOMICTb BUAiAse MI03uKAU O. Ko-
AOMiJILIeBa, SIKi CMPAIOTbCA HAa Cy4aCHUI yKpaiH-
CbKMII POK i3 eAeMeHTaMM Xill-XOITy i TAHLII0BaAbHOI
eaexTpoHHOI My3uku [4]. FO. IllykiHa TakoX He OMU-
Ha€ yBarolo MIO3MKAM, IOCTABA€HI Ha CLieHaX yKpa-
THCBKMX MY3MYHMX TeaTpiB, Ta aHaAi3ye ixHi mocra-
HOBKI 3 TOYKI 30PY BiATIOBIAHOCTI )KaHPY Ta BIIAUBY
0IIepeTKOBOI eCTeTUKM Ha BTIA€HHS HOBOT'O AASI YKDa-
THCBKMX TeaTpiB >KaHPY.

bessanepeunumu nepesaramMu BUILIEeBKa3aHUX AO-
CAIAKEHD € 30CepeAkKeHiCTh Ha BM3HaYeHHi )KaHpo-
BIX 0COOAMBOCTEN MIO3UKAY, dikcalis eTamis pos-
BUTKY BITYMBHSHOIO MIO3MKAY 3 10O OCOOAMBOC-
TAMU, HEAOAIKaMM 11 TlepeBaraMiu, PO3rAsipA YKpaiH-
CbKOI MIO3MKAOBOI TPaAULIi B KOHTEKCTi PO3BUTKY
aMepUKaHCbKOIO Ta EBPOIENICbKOI0 MIO3MKAY, a Ta-
KO YKPAIHChKOI MY3M4YHO-APAaMaTUYHOI KyABTYPMU.
OAHaK AASI TOBHOTY KapTUHM QYHKLIOHYBaHHS Ta-
KOT0 >KaHPY SIK MIO3MKA Ha YKPaiHCbKill CLieHi Aello
Opaxye MpakTUYHOTO ACMEKTY — OiABII AETAABHOTO
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aHaAisy oOcTaBuH CLieHiYHOI peaaisalil Ta mpokary
MIO3MKAIB, TIPOOAEM i TPYAHOLLIB, 3 LM [TOB’SI3aHNUX.

Merta cTaTTi — Ha IPUKAAAi TOCTAaHOBKM MIO3M-
KAiB y nepiop 2005-2021 pp. B KuiscbkoMy Haljio-
HaABHOMY aKaAeMiYHOMY TeaTpi omepeTy IpoaHa-
Ai3yBaTy 0C06AMBOCTI GYHKIIIOHYBaHHS MIO3UKAIB,
BUSIBUTY OCHOBHI IPOOAEMHI MUTAHHS Ta OKPECAN-
TU LIASIXY IX O3B sI3aHHSI, 3a[IPOIIOHOBaHI TBOPYOIO
KOMaHAOI0 KOHKPETHOTO TeaTpy Y BU3HAU€HUII ITPO-
MIJKOK 4acy.

BukAapeHHs1 0CHOBHOTO MaTepiaAy AOCAiAKeH-
H:A. Penepryap KniBcbKOro HallioHaAbHOTO aKaae-
MIYHOTO TeaTpy OIepeTy HiKOAM He 0OMEXYBaBCs
BUHATKOBO ollepeTaMu. TyT cTaBMAUCS i My3U4YHO-
APaMaTU4Hi BUCTaBY, i MIO3UKAH, SIK-0T «Mos va-
piBHa Aepi» . Aoy un «Tpu mymkerepu» M. AyHa-
eBcbKoro. OpHaK repeBaXkKHy OiABIIICTD penepTyapy
CKAAAQAM CaMe OTlepeTH — KAACUYHi a00 papsTHCHKO-
r0 3pasKa 3 BiATIOBIAHMMM HapaT1BaMu, 0pOPMAEHN-
MU B CIIPOILEHY i1 AeTKY AASI CHPUIHSATTS OTIEPETKO-
By Gopmy. BaacHe, 1ie it cbopMyBaA0 CTEpEOTUITHE
CTaBAEHHS I'ASIAQYIB AO T€aTpPy ONepPeTH K AO TaKO-
0, A€ He BapTO O4iKyBaTy CEPIO3HUX TeM, aKTyaAi-
3allii colliaAbHO Ba>KAMBMX IMMTAHD i HABITh 1[iKaBUX
PEXMCepPChbKUX pillleHb Ta aKTOPCHKUX POOIT. 3 umu
yrnepeaxeHHs My KiBcbKuil TeaTp omepeTy MoAeKxy-
AM 3iIITOBXYEThCA i1 Aoci. OAHAK CbOTOAHI 110T0 pe-
nepTyapHa IOAITYKA CIpsIMOBaHa Ha pOpMyBaHHs
MOAIPKAaHPOBOCTI Ta HaBiThb BUXiA 332 MeXi CyTO My-
3MYHOTO TeaTpy, a MIO3MKAY MOCIAY OAHE 3 YiABHUX
Micup Ha adimi Tearpy.

Bubip Ha KOpUCTb MIO3UKAIB OYB 3yMOBAEHMIT
KiAbKOMa uMHHMKamu. [To-nepiire, )xaHp onepeTtn
IIOCTYIIOBO cebe BiYepIiaB, 3a 6araTo pokis He OyAO
CTBOPEHO HOBUX OIIEPET, TOXK AAS TeaTPiB AMIIAB-
cs1 BUOip BUHSTKOBO 3 KAQCUYHMX TBOPIB. ITo-Apyre,
oreperTi MpUTaMaHHUIT 3Ae0iABLIOr0 KOMIYHUI CIO-
JKET 1 LIeHTPAABHOIO € AI0OOBHA KOAI3is, 110 He AQ€
HIMPOKOI MO>KAMBOCTI peX1cepy yepes iHTepIpe-
Talil0 KAACUMKV TOBOPUTHU 3 TASIAQUEM IIPO Cepito3-
Hi TeMI CbOTOAEHHSA. BopAHOYAC «...MIO3MKAY OAHA-
KOBO BAAQCTUBI i ApamMaTU4He, i TparepinHe Haya-
Ao0. KpiM TOro B OCHOBI MIO3MKAY 3aBXAU A€KUTb
CepIO3HMUII AiTepaTypHMI1 MaTepiaA... IJ0 BUMarae

2022, Bunyck BiciMHaOysmMuLL

BiA TIOCTAHOBKM TAMOOKOI 3MiCTOBHOCTI, BUCOKOL
1AEITHOCTI AASL AA€KBATHOI'O BTIA€HHS MacCIITaOHOC-
Ti npobaemarukm» [15]. TTo-TpeTe, OypxAuBi 3minu,
1[0 TI0YaAM BipOyBaTUCs B YKPAlHCHKOMY CYCITiAb-
cTBi 3 moyarKy XXI CTOAITTS, BUMaraau i 3MiHU
Ta TpaHcdopMaliii TeaTpaAbHUX JKaHPIB, HopM Ta 3a-
co6iB BupasHocti. Tearp He Mir 3aAuIaTUCs OCTO-
POHB MOAI1, 1110 BiAOyBaAucs B KpaiHi, a KAacuuHa
orepera 3a CBO€0 GOPMOIO Ta HAIIOBHEHHSIM AaBa-
A2 MaAO MOXKAUBOCTEN AASI TAKUX 3MiH.

3 2005 mo 2021 pik y KuiBcbKoMy HaljioHaAbHO-
My aKapAeMiYHOMY TeaTpi orepetu OYAO IMOCTaBAe-
HO 13 MIO3MKAIB, 3 IKUX TPU — AAS AUTSYOI ayAU-
TOpii. ¥ cepeAHbOMY pa3 Ha ABa POKU TeaTp IoTye
TTOCTAaHOBKY MY3MYHOI Ka3KI AASI AiTeil — 1ie MOoXe
OyTu ollepa, orepeTa, My3UIHO-ApaMaTIyHa BIUCTaBa
yy MI03UKA. Cepep MIO3MKAIB Lie «Aamma Aaappi-
Ha» C. Beaycenka, «OctpiB ckap6iB» B. Bucrtpsiko-
Ba, «bpemeHchki MmysukanTn» I. TaapxoBa.

Aopocaint ayauTopii TeaTp mpeseHTyBaB MIO3M-
KAM «Most yapiBHa aeai» @. Aoy (2005), «Welcome
to Ukraine, a6o ITopoposx y koxaHHs» (2011), «LTi-
Ayt mene, Ket!» K. TTopTtepa (2013) «Tpyddaabaino
i3 Bepramo» O. Koakepa (2014), «Sugar, abo Y axasi
TiabKM piBuata» Ax. CraitHa (2015), «3ByKu My3UKM»
P. Poasxepca (2015), «Cxpunaab Ha paxy» Ax. Bok-
Ka (2018), «bira Bopona» I. Tarapuenka (2019), «Ci-
meitka AppamciB» E. Ainma (2019), «Aopian Ipeitr»
M. Bapkosi (2021). Bubip TOro 4u iHIIOro MIO3UKAY
OyB 3yMOBAEHMII PSIAOM YMHHMKIB: paxoBOI rOTOB-
HICTIO TPYIM, OTPMMAHHAM aBTOPCHKYX IIPaB Ha IT0-
CTaHOBKY, 2 TAKOXX TVM, HACKiAbKM TeMaTMKa i MaTe-
piaA pe3oHyBaAu MOAiAM y KpaiHi To1o.

Tak, M03uKA «Most yapiBHa Aeai» OyB 0OpaHuit
4yepes MeBHY CTUAICTUYHY OAM3BKICTD AO OllepeTH —
TOAOBHOIO aBTOPU 3p00MAM AIOOOBHY AiHito. Tasiaa-
yaM OyB A0Ope 3HaitoMui1 Lieit MaTepiaa, a MysuKa,
1[0 B IIbOMY TBOPi € KAIOUOBMM KOMIIOHEHTOM, — YIIi3-
HaBaHOW. BopHOYAC, Ha Ljell MOMEHT TpyIla TeaTpy
TTOMOBHMAAQCS SICKPaBMIMU MOAOAVIMY BUKOHABULISI-
MM, 3AQTHYMM BUKOHYBAaTM CKAAAHI TBOPYi 3aBAAH-
Hs1. TAaKOX CIOXKET MIO3MKAY, SIKUi1 6a3yeTbcsi Ha IT'eci
b. llloy «IlirmaAioH», AaB 3MOI'y IOCTaHOBHMKAM i aK-
TOpaM BHECTU Y BUCTaBY aKL|eHTH, SIKi pe3OHyBaAU
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«Aopian Ipeir» M. Bapkowi, nocraHoska 2021 p.,
pexucep-nocTaHOBHUK — Baaum TIpoxoneHko

3 TOrO4YaCHMUMM NopisiMu. [agaadi >kBaBo pearyBau
Ha aKTyaAi30BaHi AlaAOTM IIEPCOHAXIB, SIKi «BUKAU-
KaAM OIAECKM PO3Ii3HaBaHHS ““KMBOr0” MOMEHTY,
TOXX 3aCBIAUMAM HENpUTaMaHHMIL AASI T€ATPy OIle-
peTu TUII B3aEMOAIL akTopa» [19].

Miosuxa «Welcome to Ukraine...» 6yB BAacHUM
npoaykToM TeaTpy onepeTy, 0CKiAbKM AIOPETO po3-
POOASIAOCS KOAEKTMBOM CaMMX IOCTAHOBHMUKIB. L]et
OpUTiHAABHUI MIO3MKA IIOEAHAB YKPAiHCBKY HAapOA-
HY, cM(OHIUHY, AXXa30BY Ta eCTpaAHy My3uKy. Cy-
yacHa xopeorpadist opraHiuHo criBicHyBaaa 3i cTu-
AlCTMKOI0 HApOAHOTO TaHI[0. [TocTaHOBKA roTyBaAa-
¢s1 A0 GyTO0ABHOTO YeMIioHaTy «EBp0-2012» i Maaa
Ha MeTi Ipe3eHTYBaT! B OAHIN BUCTaBi YKpaiHChKi
dboapkAOpHI 00psiay Ta cBsita: Kymnaaa, xxuuBa, Ko-
AsAR, PispBo Ta BeankaeHb. OCKiABKM TYT BUKO-
PUCTOBYBAAMCS BXe iCHYI0Yi BiAOMi My3M4Hi TBO-
pU, a He CTBOPIOBAAACS OPUTriHAAbHA MY3MKa, 10
BJMCTaBy MOXKHA BiAHECTU AO )KaHPY «aBTOMATHOTO
MI03uKAy» (jukebox musical).

IMomyAstpHMIT Ha €BPOMENICHKIl CLieH] MIO3UKA «3BY-
KV MY3VIKI», B SIKOMY OAHI€IO 3 TEM € IPOTUCTOSHHS
dainamy, BUSIBUBCS AY’Ke aKTyaAbHUM AAsL YKpai-
Hu nmicag 2014 poky. BaacHe, neperosopu 1,0A0 aB-
TOPCBbKUX IIpaB po3noyasucs BAiTKy 2014 poxy,
a B 2015 poui MIO3MKA NIpe3eHTyBaAl rasipadam. I1o-
All IbOrO MIO3MKAY PO3TOPTAIOTHCS ITiA 4ac aHeK-
cii Teputopii ABcTpil HimeuunHoro, i ix cripuitHaT-
TSl Pi3HMMM KaTeropisiMy aBCTPillLiB € KAIOUOBUM
Y APaMaTuuHil KoAisii TBopy. OTXe, IpeacTaBAeHi

BOTAAH CTPYTUHCHKMIA

«3Byku mysuxku» P. Podycepca, nocraHoska 2015 p.,

pexucep-ocTaHOBHMK — Borpan CTpyTHHCHKMIT

y MIO3UKAI cuTyauii 6yAM HACTIABKM CYTOAOCHUMU
3 IoAiAMM B YKpaiHi, 3 T0YaTKOM POCilICbKO-yKpa-
THCBKOI BilfHI Ta aHEKCi€l0 yKpaiHCbKUX TePUTOPiil,
1[0 B OAHII 3i CljeH OYAO BUMKOPMCTAHO BiA€O, siKe
AEMOHCTPYBaAO aHLIAIOC ABCTpii, okynanito Kpu-
My Ta BiliHy Ha CX0Ai YKpainu.

Tema AtoAel, IKUX 030aBASIIOTD AOMY, SIKi 3MY-
LIeHi 3aAMIIaTY PIAHY 3€MAIO i BUpYLIaTU Y HEBiAO-
MICTB, € IPOBIAHOIO Y 3HAMEHUTOMY OPOABENICHKOMY
Mi03uKAi A>xeppi boka «Ckpumaap Ha paxy». Ciie-
Horpadist OrexcaHppa Biao3yba MakcuMaAbHO ITiA-
CUAMAAQ 11 3arOCTpHAQ 1i, OCKiABKM BiH «BiAMOBUBCS
BiA IPOMIi3AKMX AeKopalliil, BCTAHOBMBIIM Ha KOHY
BEAMKY CIMBOAIYHY apKy, AeKOPOBaHy Pi3HOMaHIT-
HUMM XaTMHKaMU 1 OYAMHOYKaMM, 1[0 CTaAa OAHO-
JaCHO O3HaU€HHSM CBIiTYy MaA€HbKOTO MicTeuka AHa-
TiBKa, A€ MOpYY XKUBYTb yKpaiHLii, pOCisiHN, e€Bpei,
moasiku. Apka Bip OaexcaHppa Binosy6a, Haa sIKOI0
NpoAitae ckpunaab 3 kKapTuHyu Mapka Illaraaa, —
1ie i mepeBepHyTa MiAKOBA “Ha LIACTs, i CBsLIEHHA
Opama, i 0CTOB OYAIBAI, IiA AAXOM SIKOI XXMBYTb 3BU-
vaitHi AloAM. [ToeTnyHOCTI 1IbOMY 6araTo3Ha4HOMY
00pa30Bi HAAA€ TAKOXK OPUTiHAABHE PiIBHOKOABOPO-
B€ OCBITA€HHS, 1[0 TEPETBOPIOE apKy Ha (paHTaCcTUY-
HY CHIOPYAY» [6]. 3HOBY XX TaKy aKTyaAbHICTb TEMU
OyAa BUpilIaAbHUM GaKTOPOM Hpu BMOOPi 1ibOro
MaTepiaAy AASI TIOCTAHOBKMU.

Caip 3a3HaunTy, o Bci mocraBAeHi y Tearpi orme-
peTy MIO3MKAM MaA KAQCUYHY aMePUKaHChKY MIO-
3MIKAOBY IIOOYAOBY — AlaAOIM Ta My3U4YHi HOMepU
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B HUX € PiBHOLIIHHMMM. | AOITIOKM TeaTp He MaB Ha-
TOAM TIOTIPAIIIOBATY HAA YTiAEHHSM MIO3UKAIB KOH-
LIEpPTHOTO TUITY, AO SIKMX HAAEXUTh IT€PEBAXHA OiAb-
icTh PpaHIy3bKMX MIO3MKAIB Tak 3BaHOI APYroil
xBUAl. OCHOBHOIO MPUYMHOIO BiACYTHOCTI dpaH-
1ly3bKMX MIO3MKAIB Ha yKPaiHCBKiil CLieHi € CKAaA-
HICTb, @ YaCOM — HEMOKAMBICTb OTPMMAaHHS aBTOP-
CBKMX IIPaB Ha IXHi MocTaHOBKM. BAaacHe, oTpuMaH-
H: AilleH3il € OAHI€I0 3 TPMYMH, YOMY aMePUKaHChKi
Ta €BPOIEIChbKi MIO3MKAU 3 BEAVKMMU TPYAHOIIA-
MU [IPOOMBAIOTHCS Ha CLieH! YKPalHChKMX TeaTpiB.

ITpoatocepchbki KOMIaHil, aBTOPCHKi areH1iii 4y BU-
AQBHHLTBA, AKMM HaAeXaTb IpaBa Ha TOM 4M iH-
LIMI1 MaTepiaa, yacTille 3a Bce He BPAXOBYIOTb pe-
aAii ykpaiHcbkoro TearpaabHoro puHky. Cymu po-
SIATI Yy GIABLIOCTI BUITAAKIB € 3aHAATO BUCOKUMU,
a IeperoBOpM LIOAO IX 3MeHIIEeHHS TPUBAIOTh PO-
kamu. Tax, meperoBopu mopo0 noctaHoBku «CKpu-
IaAsl Ha AAXy» TPUBaAK OiAblile TPbOX POKiB. YKpa-
THCHKUI pUHOK OyB HEMPUBAOAMBUM AASI BAACHUKIB
1paB, CYMM, SIKi BOHM MOTAM O OTpMMATH BiA Ipo-
KaTy MIO3MKAY, € HECITIBBIAHOCHO MaAMMM IIOPiBHS-
HO 3 IIPOKATOM B iHIIMX KpaiHax. Kpim Toro, Ykpai-
Ha OyAa 3aMaAO IIPEACTABAEHA B KYABTYPHOMY IIPO-
cropi €Bpony, a TuM Oiabiue CIIIA, TOX He 3Ha04K
HIYOTo Ipo KpaiHy, IPaBOBAACHUKY BOAIAM He ITepe-
AaBaTM IpaBa Ha IIOCTAaHOBKY.

Ile opAHMM TPOOAEMHIM ACMIEKTOM € T€, 110 YaCTO
000B’513KOBOI0 BUMOTOIO [TPABOBAACHUKIB € HpaHIIm-
3a — KOIiI0BaHHsI cLieHorpadii, KOCTIOMIB i HaBITH pe-
JKMCEPCHKOTO PillleHHs. 3a TAKMX YMOB YKPaiHChKUM
peKucepaM He 3aAUIIAETbCS IPOCTOPY AAS TBOPYO-
cTi, apanrauii MaTepiaay A0 YMOB i 00CTaBUH Yy PiA-
Hil KpaiHi. [Ipumipom, mip yac moCTaHOBKU MIO3M-
KAY «3BYKM MY3UKM» TeaTp BiACTOSB CBO€ IIPaBO
Ha BAAQCHY TPaKTOBKY, aA€ 3 IPABOBAACHMKAMMU AO-
BEAOCS Y3TOAXKYBATH ClieHorpadiio, pekaaMHY ApY-
KOBaHy NPOAYKLiIo i HaBiTh nepexaaa. He cipusiors
HaAAHHIO MPaB i «IipaTChKi» MOCTAHOBKY OKPEMIX
TearpiB, aA’Ke OTPUMABILUM HETaTMBHUI AOCBIA OA-
HOTO pasy, AesIKi IPaBOBAACHUKY 3aKPUBAIOTb IIpa-
Ba Ha TBIp UM HaBIiTh BCi TBOPU AAS BCi€l KpaiHu.

OKpeMo CAip TOPKHYTHUCS MUTAHHS MePeKAaAiB
AibpeTo, A€ Bip IlepeKAapaya BUMAra€TbCs He TIAbKU
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3HAHHA MOBU OPUTiHaAY, BOAOAIHHS HaBUYKAMMU Te-
aTPAABHOIO IIEPEKAAAY, a 11 00i3HaHICTh Y My3uLii,
ap>Ke MalbKe ITOAOBMHY TEKCTiB CKAAAQIOTDb IiCHI.
Ilepexaaa miceHb MOXe MPEACTABASATY CKAAAHICTD,
60 AOCAIBHO IX TmepeKAacT i mpu LpoMy 36epertu
3aKAAA€EHY aBTOpamMy 00pasHicTb Ta BIAITOBiAHICTD
MYy3UYHOMY PO3Mipy HEMOKAMUBO.

IIJe oAHa CKAAAHICTB, 3 AKOIO 3iIITOBXYIOTbCA Tea-
TPMU ITiA YacC TOCTAHOBKY MIO3MKAIB, — HEIIOBHE TeX-
HiuHe 3a0e3eyeHHs. 3BYKOBe i CBiTAOBe 00AaAHAH-
Hs1 GiABIIOCTI YKPAalHCHKMX TeaTpiB € HEAOCTATHIM
AASL SIKICHOTO BTiAeHHS MIO3UKAiB. Tak, AAst mocTa-
HoBkU «LTiayit mene, Ket!» y TeaTpi onepetu 6yAo A0-
AQTKOBO 1pupbano 30 papioMmikpodoHiB, abu sIKicTb
3BYKY OyAa Ha riAHOMY piBHi. A AAst pok-onepu «Bira
BOPOHa», A€, 32 3aAYMOM pPe3K1cepa, OpKecTp OyB pos-
TAIlIOBAHMIT Ha CIIeHi Ha ITABUIIIEHHI i Mali)Ke ITOBHi-
CTIO 3aKPUTUII Bip TAsIAQYA AeKopallisiMu, OYAO HEOO-
XipHe 3ByKOIiACHAIOBaAbHE 00AaAHAHHS. 30iABIIIEHHS
i yCKAQAHEHHS 3BYKOBOTO i CBITAOBOr0 00AaAHAHHS
noTpedye 11 MpodeciitHOro nepcoHaAy — 3ByKOPeXu-
cepiB Ta XyAO>KHMKIB 3 0CcBiTAeHHs. Ha Xaab, y u-
TaHHI ONAATy MpaLi AAS TaKUX MpalliBHUKIB yKpa-
THCBKi TeaTpu y GiABIIOCTI CBOI € HEKOHKYPEHTO-
CIIPOMO’KHVMMM ITOPiBHSHO 3 IPMBAaTHUMM KOMITaHi-
SIMM, 5IKi 3a0€311e4yI0Th CBITAOBUII Ta 3BYKOBUII CY-
TPOBiA KOMEPLITHUX 3aX0AIB.

TpaAULiiiHO MIO3MKA € KaHPOM, SIKUI oTpebye
MacIITabHMX AEKOPAL[ill, aA’Ke BUAOBUIIHE AIICTBO
BMMarae i BUAOBMIIHOI KAPTUHKU. 32 TBEPAKEHHAM
K. CraHicAaBCbKOI, BUAOBUIIHICT SIK BKAMBA KOMY-
HiKal|iliHa BAACTUBICTb )KaHPY € OAHI€I0 3 BU3HAYHUX
03HaK MI03UKAy [15]. Takox nepeBakHa 6iabLIicTh
MIO3MKAIB Ma€ KiAbKa MicCLib Aii, IIl0 B CBOIO Uepry
YCKAQAHIOE cieHorpacdiuHe pimeHHst. Tak, AAS MIo-
3ukAy «Lliayit mene, Ket!» xyposxHuiero Biamoro Ia-
asinikarite-AabkieHe (AutBa) Oyau po3pobaeHi Aeko-
pauii-rpancopmepu 3aBBULIKY BiciMm MeTpiB. Tex-
HIYHO CKAQAHVMMU B IIAQHI CLIEHIYHOrO 0pOopMAEH-
Hsl € MIO3MKAM «Sugar, abo B Akasi TiAbKu AiBua-
Ta», A€ CIOKeTOM 3aKAaAeHO Oiabme 10 micupb All,
Ta «3BYKU MY3UKU», A€ HEOOXIAHOI YMOBOIO OYAO
BIATBOpEHHS aTMOC(epH pecrieKTabeAbHOIO MA€ET-
Ky B AAbITax.
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BOTAAH CTPYTUHCHKMIA

«Cimeiika Addamcis» E. Ainna, nocraHoska 2019 p.,

pexucep-nocranoBHMK — Kecryric Cracic fkurrac

BakaHHs 30iABLINTY CLIEHIYHWIT IIPOCTIP, YCKAAA-
HUTU Mi3aHCLieHyBaHH:, 3alIOBHUTU BeCb IPOCTip
CLIeHY CIIOHYKA€E pexycepa Ta cLeHorpada Ao CTBo-
peHHst baraTopiBHEBOI AeKopaliii, 10 po6uUTh mocTa-
HOBKY 0iAbII epeKTHO0, aAe 11 BiABII AOPOKYOIO.
e y 2012 poui C. MaHbKO, aHaAi3yI0uM PO3BUTOK
MIO3MKAY B YKpaiHi, 3a3Ha4aaa, 110 MisepHuii 61o-
AXKET TeaTPaAbHOI raAysi CIIpUYMHSE MOLIYKY OITH-
MaABHUX LIASIXIB «caMOdiHAHCYBaHH», TOOTO Te-
aTpu BUMYILEeHi 3Ae0iAp1Ioro cami 3apobAasiTH rpo-
i Ha peaaisaifo mpoexTis [12]. 3 mosiBoto YKpaiH-
CHKOT'O KYABTYPHOTO (POHAY T€aTpy MarOTh MOXXAU-
BiCTb OTPMMATM IPAHTOBY IIATPUMKY Ha IIOCTAHOBKY.
Xoua, 110 CTOCYETHCS IIOCTAHOBKY MIO3MKAIB, €KC-
nepty YKO He 3aBXAM CXMABHI A0 iHAHCYBaHHS
«PO3BAKAABHOT'0» JKaHPY, AO SIKOTO OiAbLIICTD BiA-
HOCUTDb MIO3VKA.

KuiBcbkui1 akapeMiqyHMil TeaTp onepeTHy MilloB
IIASIXOM (QaHAPAM3MHIY Ta HAAATOAXKEHHSI MapT-
HEepPChKUX BIAHOCHH 3 IpeACTaBHMKaMu Oi3Hecy —
Lje TPMBAAMII IIPOLieC, SIKMIT TOTpeDye yacy i Tep-
niHHA. [Tolyk noTeHUiiHMX MapTHEPIiB, SIKi MAIOTb
CITiABHI 3 T€aTPOM LIiHHOCTI UM NMPUHANMHI rOTO-
Bi PO3rASIHYTM MOXXAMBICTD CIIBIIpalli 3 3aKAaAOM
KYABTYPHU, AOHECEHHSI BaKAMBOCTI MATPUMKY MMC-
TELTBA, BUOKPEMAEHHSI POAi mapTHepa y MaOyTHil
IIOCTAHOBLi, IPOAOBXXEHHS B3a€EMOBIAHOCHH MiCAS
peaaisallii TIpoeKTy — 1ie MOTpebye Yacy i 3yCUAD.
3 MO3UTUBHUX TEHAEHLIIN CAiA BiA3HAYUTH, 11O COLIi-
aAbHa CKAAAOBA [TOYAAA BipirpaBaTyl BaXKAUBY POAD

«Cxkpunaav Ha daxy» Ax. Bokka, nocraHoska 2018 p.,
pexucep-ocTaHOBHMK — Borpan CTpyTHHCHKMIT

y po6oTi 6araTh0X KOMIIaHiii, IIPOTE i KOHKYPEHLIis
3a IXHIO yBary i mATpUMKY cTaAa 6iaburo. OpHaK,
MaHAEMisl IPU3YIIMHIAQ B3aEMOA0 Oi3HeCy Ta KyAb-
Typy, @ TIOBHOMACIITabHe BTOPTHEHHS [IepeopieH-
TyBaAo 6isHec Ha pornomory 3CY. BaskAMBUM 4MH-
HUKOM, IIJO0 TIO)XKBaBUTb B3aEMOBIAHOCKHM TeaTpiB
3 6i3HeCOM, MOYKe CTaTy MPUIHATTS 3aKOHY IIPO Me-
LIEHATCTBO, A€ OYAYTb OKpeCA€eHi MiAbIM Ta NpuBi-
A€l SIKi OTPUMAIOTh MIATIPMEMCTBA-MELEHATH 32 ITiA-
TPUMKY KYABTYPMU.

Y KOHTEKCTi PO3TASIAY 0COOAMBOCTEN CLIEHIYHO-
rO BTiA€HHS MIO3MKAIB, BapTO 3yNMMHUTHUCS HA M-
TaHHi YKOMIIA€KTOBAHOCTi TBOp4oi Tpynu. Ha nep-
it OTAsiA, Teatp omeperu € HabiAbII TIATOTOB-
AEHMM AASI TIOCTAHOBKY MIO3MKAY, aAKe BiH Ma€ op-
KeCTp, 6aAeT, COAICTIB, sIKi BAQTHI TIOEAHYBATH Ala-
aoru 3 BokaaoM. OpHaK, sIK OYAO Bullle 3a3HAYEHO,
orepera i MIO3MKA 0araTo 41M BiAPiSHSIOTHCSI, TOX
He 3aBXXAM HaBMYK! ONIePETKOBOTO apTUCTA YU BO-
KaAiCTa MOXYTb CTaTU B HaroAi IiA yac BUKOHaHH:A
MIO3MKAIB, a Haiyacrille HabyTi akTopaMu omnepe-
TKOBI IITAMIIM TiABKY LIIKOAATB. TyT 3HOBY Aopeu-
Ho 3BepHyTUCs A0 poboTu K. CraHicAaBCbKOI, sika
YiTKO OKPeCAMAA BIAMIHHOCTI MK aKTOpaMu ore-
peTu i MIO3UKAY: «APTUCT OnepeTy — Iie epeAycim
CriBaK 3 aKapeMiYHOIO OIepPHOI0 IIOCTaHOBKOIO I'O-
AOCY. 3BMYAITHO, BiA HbOT'O BUMAra€TbCs i BOAOAIH-
Hs aKTOPCbKOIO MalICTEPHICTIO, i yMiHHSA TaHLI0Ba-
TH, IPOTE BCi KOMIIOHEHT! OINEPETKOBOI BUCTAaBMU
BMOYAOBYIOTBCSI TAKUM YMHOM, 1100 He 3aBaXkaTH,
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a AOTIOMaraTy apTUCTOBI rapHO BUCITBATH CBOIO apiio
411 KYIAETH: CITiB € TIEPBUHHMM, BCe 3apaAu CIiBy! Ap-
TUCT MIO3MKAY — KOMITAEKCHO 00A2pOBaH!I1 BUKO-
HaBelb. Bin mpodeciitHo criBae B ecTpaaHiil MaHepi
(KOPMCTYIOUNCD, SIK IPABUAO, MIKPOGOHHOIO TeXHi-
KOI0), TpodeciitHO TAHLIOE (3a3BUYall, B CTUAICTUL
Cy4acHOTO 6aAeTy) — Ay>Ke YacTO CIIiBa€ Ta TAHLIIOE
oaHo4dacHo. KpiM Toro apTucT MIosmKAy € ApaMaTny-
HUM aKTOPOM, IMPYM, OPTaHIYHVUM i IepeKOHAVBUM
y KOXXHIil TeaTpaAbHilt MizaHcLeHi» [15].
Aep>XaBHMII TeaTp ONepeTH, KUl 0OMeXKeHM
LITATHUM PO3IIMCOM, He MOXe co0i A03BOAUTU
MaTy ABa apTUCTUYHI CKAAAU — AAS ONIEPETKOBOTO
Ta AASI MIO3MKAOBOTO periepryapy. Ao Toro x B Ykpa-
1Hi HeMae K TaKOI MIO3MIKAOBOI aKTOPCbKOI IIKOAY,
i Ti, xTO MpodeciitHO BYATbCsI BOKaAY (OIIEPHOMY
41 eCTPAAHOMY), 3a3BMYaI MAIOTD AyXKe CAaOKY aK-
TOPCBbKY MATOTOBKY. IlolyK BUKOHABLiB, 3AaTHUX
BMKOHYBATH apil B OIlepeTax Ta OAHOYACHO OyTI 00-
AQPOBaHVMM APAaMaTUYHUMM aKTOPaMM, € CKAQAHUM
i TpMBaAMM, a KO’KHa TIOCTAHOBKa 000B’SI3KOBO I1€e-
peabavae 11 po60TY Hap aKTOPCHKOIO MaICTEPHICTIO.
Tox Tearp oneperyu GpakTU4YHO B35B Ha cebe PyHK-
LIif0 BUXOBAHHA «CUHKPETUYHOT0» aKTOPa, KM IO-
€AHYE B CO0i MY3MYHICTb, BIAUYTTSI pPUTMY, MOBAEH-
HEBY BMPa3HICTb, NAACTUYHICTD. BiaTIOBiAHO, My-
3MYHI aKapeMil Ta KOHCEpBATOPil MalOTh Ieperasi-
HYTU CBO€ CTaBAEHHS AO BMKAAAQHHS aKTOPCHKOI
MaJICTEPHOCTI, ap)Xe aKTOPChKa I'pa (a He AMlIe BO-
KaA) A€AQAI CTae BOXXAMBILIMM KOMIIOHEHTOM MY-
3UYHYX IIOCTAHOBOK. 3aCTapiAuil paAsSHCHKUI MAXIA
AO TATOTOBKM KaApiB B My3MYHMX 3aKAAAAX OCBi-
TH 00MEXy€e KOHKYPEHTOCIPOMOXXHICTD IXHIX BU-
ITCKHMKIB i B YKpaiHi, i, 0c06AMBO, 32 KOPAOHOM.
BaxaMBYy poAb y MIO3MKAI Bipirpae 6aser. Ha Bip-
MiHY BiA OIlepeTH Lie He BCTaBHi TaHLII0BaAbHI HOMe-
Pu, sIKi pO30aBASIIOTh AIICTBO, @ HEBiA €MHUI, TICHO
IOB’sI3aHUI1 i3 CIOKETOM eAeMEHT MIO3MKAOBOI Apa-
MaTyprii. TyT TaHIIOIOTB yCi — Bia MacOBKU AO ro-
AOBHUX IrepoiB. Yepes TaHellb, SIK i Uepes CIIiB, po3-
KPUBAIOTbCS XapaKTepy epcoHaxiB. Buxip 3a mexi
OIIepeTKOBUX AUBEPTUICMEHTIB CTaBUTD IlepeA apTUC-
TaMy OaAeTy iHIIi BUMOIM: Y MIO3MKAAX BOHU € Yac-
TUHOIO AIICTBA, AIIOBUMM 0COOAMM, TOXK MalOTh
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He AMIlle TaHLI0BAaTH, a i1 I0-aKTOPChKU Bipirpasa-
TU BCE, 110 BiAOyBa€TbCs Ha ClieHi. BuMorn mMio3ukay
3MIHIOIOTh TAKOX i PpyHKLil baseTMericTepa-mocTa-
HOBHMKa — BiA HbOTO BMMAara€eThCs He TIAbKM KiAbKa
BCTaBHMX HOMEPIB, sIKi B OIlepeTi 4acTo He OB si3aHi
3 cto)xeToM. [ToKa30BMMU B IIbOMY ITA@HI € MIO3MKAN
«Cimerika AppaMCiB», A€ 6aAeT i XOp BUKOHYE pOAi
MTOMEPAMX POANYIB, @ TOMY BiA IXHBOTO aKTOPChKO-
ro iCHyBaHHs 3aA€XUTh 3araAbHa aTMocdepa Bu-
craBy, Ta «AopiaH [peit», MacoBi CLieHU SIKOTO BU-
OyAyBaHi Ha TiCHOMY CIiBiCHYBaHHI BCiX MPUCYTHIX
Ha CLieHi: BOKAAICTiB, XOpY, 6aA€eTy. 3 IPUBOAY 11bO-
ro TeaTpo3HaBellb EAbBipa 3arypcbka Bip3Haumaa,
I1J0 «BAQYY MepLIiB ITepeAAHO TOBHO, BCEOIYHO MOKa-
3aHO HEOAHO3HAYHICTb iXHiX XapakTepiB. Came AA-
AaMCU — MEPTBi AAS )KMBUX — >XMBYTb IPaBUAb-
HO, BOHM LIMpi Ta BiABepTi B mposiBax OaraToi ma-
AiTpu emouiit. L]i AMUBHI AIOAV BUSIBASIIOTBCSI “OKM1-
BilIMMM Bip yCix )XuBux” B CBOIi1 AOOPOTI Ta emma-
Til... € Ti€EIO CMAOIO, sIKa, “TIPATHYYM 3AQ, HACIIPABAL
TBOPUTH A0OPO”» [8].

AMepuKaHCbKi MIO3MKAM Ha BiAMiHY Bip ¢paHn-
L[y3bKJX BMMAaralTb CYIIPOBOAY >KMBOT'O MTOTY)XXHO-
ro noAidyHKIIiOHaABHOTO OpKeCTpy. AO IpUKAa-
Ay, mapturypa «lliayit meHe, Ket!» 6yaa HacTiAbKK
CKAAAHOI0, 0COOAMBO AASI MIAHOI AYXOBOI Ipymu,
11J0, HA AYMKY OPKECTPaHTIB, Lje OYAO BUIIPOOOBY-
BaHHSM Ha (i3WyHy BUTPMBaAiCTb. AAsT BTiA€HHS
MIO3UKAY «Sugar, abo B pAxxasi Tiabku pAiByata» op-
KeCTpP AOBEAOCS AOTIOBHUTY AESKMMMU He BAACTUBH-
MU AASL KQHPY OIIEpETH IHCTPYMEHTaMU, 0€e3 SIKMX
BMKOHAHHSI MIO3MKAY O0yA0 6 HeMOXAMBUM. ToXx
JKaHpP MIO3MKAY CTaBUTD ITePeA yCiMa TBOPUMMI ITiA-
po3AisaMM TeaTpy AOAATKOBI podeciiHi Bumory,
noTpedy y MOCTiITHOMY PO3BUTKY Ta PO3IUMPEHH]
TBOpuMX Ta npodeciitHux 3paibHocTen. Came Mio-
3MKA POOUTD 3 APTUCTIB ONEPETH MO-CIIPABXKHBOMY
YHiBepCaAbHIX aKTOPiB.

11]e oAHMM Ba’KAMBMM aCIIEKTOM IIOCTAHOBKM 3a-
KOPAOHHMX MIO3MKAIB € MOXKAMBICTb CIiBIIpalli 3 10-
CTAaHOBHMKAMM 3 pisHuX KpaiH. [lepimnit oocBip Ta-
Koi criBIpalji OyB i3 3ampoLIeHHsIM AUTOBCBKOI Xy-
AOXKHULI-TIOCTaHOBHUIII Biamu Taasiikaitre-Aa6-
KieHe IiA yac IOCTaHOBKU MIO3MKAY «LIiAyi1 meHe,
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Ker!». Aas mocraHoBKM MI03UKAY «Cimeiika AppaMm-
ciB» MpuizAMAQ Ljina KOMaHAQ AUTOBCBHKMX OCTAHOB-
HUKIB, SIKi B’)Ke MaAU AOCBiA BTiA€HHSI 1Ii€l BUCTaBU
Ha cueHi KayHacbKoro HallioHaAbHOTO ApaMaTuy-
Horo Tearpy. B YKpaiHi BoHMU IpaliloBaAl y TaHAe-
Mi 3 YKpailHCbKMMM AVPUTE€HTOM Ta XOPMeICTEPOM.
AocBi criBmpalii 3 3aKOpAOHHO KOMaHA O, HOCi-
SIMM {HIIO] TTOCTAHOBOYHOI TpaAuLiil, 0yB KOPUCHUM
SIK AASL YKPATHCBKMX IIOCTAHOBHMKIB, TaK i AAST aK-
TopiB. HaaaropsxeHi 38’s13K11 3 yrOpCbKMMMU TeaTpa-
MU ITIOAQPYBAAM 3HAIOMCTBO 3 MIO3MKAOM «AopiaH
I'pert». Yropcbka HMIKOAA MIO3MKAY IOCTYIOBO Ha-
6yBae 00epTiB, i 1l MIO3UKAY He TIABKM MOXYTb BTi-
AIOBATNCS Ha CLieHaX YKPalHCbKUX TeaTpiB, a i1 cTa-
TU NIPUKAAAOM AASI PO3BUTKY MIO3MKAOBOI TPaAU-
1ii 3araAom.

IToxu HepeaAi30BaHMMM AUIIMANCS 3aTIAQHOBaHI
CBOTO0 4acy KOIpoAyKuii. IIpiunHo0 TOMy € He TiAb-
KI HETHYUKICTb YKPaiHCbKOTO 3aKOHOAABCTBA, @ I1 He-
CIIPOMOXXHICTD TeaTpy OyTy piBHONPABHUM IapT-
HEPOM AASL €BPOIIENICHKMX TPYIL. JacTKa rpouoBo-
IO BHECKY YKPaiHCBKOI'O TeaTpy OyAe HalilMEHLIOHW,
TOX i1 B yKpalHCBbKUII MPOKAT CTBOPEHMIT IPOAYKT
yBiliAe B OCTAQHHIO Yepry, yepes3 KiAbKa pOKiB micasd
npeM’epy i MPOKATy Ha CLieHaX {HIIMX TeaTpiB-napT-
HepiB, sIKi 3p006MAM OGiABIINIT BHECOK Y TOCTAHOB-
Ky. Toxx Brcoka IMOBipHIiCTb TOTO, 1IJO i AeKopalii,
i KOCTIOMU Ha Ljell MOMEHT ITOTpeOyBaTUMYTb Kalli-
TaAbHOT'O PEMOHTY i TOHOBAEHHS.

Y 3B’A3KY 3 MM HaOyTuit KuiBcbKuM HaljioHaAb-
HUM aKaAeMidHVM TeaTPOM OIIepeTH AOCBiA IOCTa-
HOBKM MIO3MKAIB [TEpEKOHAB Y HEOOXiAHOCTI CTBO-
PEeHHs HOBOTO OPUTiHAABHOTO YKPaiHCBKOTO MIO-
3UKAY, sIKUI1 OyAe BIlepliie BTiAeHMIT caMe Ha CLieHi
uporo Tearpy. Ha cboroaHi y tearpi Tpuae po6o-
Ta HaA CTBOPEHHSM OPUTiHAABHOTO MIO3UKAY « T11-
rpoAoBU» 3a pomaHoM l. barpsiHoro.

BucnoBku. M1031KA SIK BIAHOCHO HOBMIL, @ TOMY
LliKaBUI1, AeMOKPAaTUYHUIL i 3pO3yMiAMIT HIMPOKiii
ny0aiLi )XaHp 3A00yBae Bce GiAbIIY IONYASIPHICTD
Ha CLieHaX YKpaiHCbKUX TeaTpiB. MysuuHoMYy TeaTpy,
30KpeMa TeaTpy oIepeTH, BiH Aa€ MOKAUBICTD MiAHI-
MaT¥ COLiaAbHI MMTAHHS i TOBOPUTHU Ha Ti TeMU, SAKi
B CHIAY )KaHPOBMX O3HaK He MOYKe OXOIIUTY OIlepeTa.

BOTAAH CTPYTUHCHKMIA

OAHaK IOCTAaHOBKA MIO3MKAIB y My3UYHOMY Tea-
Tpi Mae psip 0coOAMBOCTEN, Ha sIKi Tpeba 3BakaTu
3aAASI OTPMMaHHS SIKICHOTO TeaTPAAbHOTO IMTPOAYK-
TY, BUCOKOT'O MUCTELIbKOTO Pe3YABTaTY.

BukoHaBlli MIO3MIKAY MalOTh BOAOAITY BOKAAOM,
AKTOPCHKOIO MaICTEPHICTIO, BMITI AOOpE TaHILII0Ba-
TH, TOOTO OyTU CHHKpeTHyHMMY akTopamu. OyHKIii
Ta POAb DAAETY, XOPY T2 OPKECTPY TAKOX PO3LIMPIO-
I0TbCs1 IOPiBHSHO i3 IXHbOIO POAAIO B iHIINX My314-
HUX >KaHpax. AAsI apTUCTIB XOpy Ta 6aAeTy BaXXAUBO
PO3BUBATH AKTOPCHKi HABMYKM, 00 B MIO3MKAL BOHM
€ IIOBHOIIPABHMMM yYacHMKaMu AiiictBa. OpkecTp
Mae OyTM FOTOBUM AO OIIAHYBaHHS MY3MYHOI'O Ma-
TepiaAy OYAb-sIKOTO )XaHPY, TOMY YaCTO AOBOAUTBHCS
AOTIOBHIOBATH OPKeCTP iHCTpyMeHTaMu, He MpUTa-
MaHHJMU AASI OTIEPETKOBOI UM ONlepHOi MOCTaHOBKIL.

ITocTaHOBKa MI03MKAIB B YKpaiHi Mae i pAA cKAaap-
HOLLiB, TIOB’sI3aHMX i3 OTPUMaHHSIM AilleH3il: 3a3BuYait
NPaBOBAACHMKI He 0XOUe iAyTb Ha KOHTAKT 3 YKpaiH-
CbKMMM TeaTpaMy yepe3 iXHIO MaAy IAQTOCIIPOMOXK-
HiCTb, MAAOBIII3HABAHICTh, @ TAKOXX Yepe3 MipaTChKi
ITOCTaHOBKM. 3 iHIIOro GOKY, IiCASI BAQAO IIPOBEAE-
HIX IIeperoBOpiB Ta BTiA€HHS MPOEKTY Ha YKpaiH-
CbKiJl ClieHi IPaBOBAACHUKY BUCAOBAIOIOTD 3aA0BO-
A€HHs pe3yAbTaToM. A OiAblla IPUCYTHICTD YKpa-
THCBKOTO TeaTpy B €BPOIENICBKOMY KYABTYPHOMY
pocTopi, Bri3HaBaHiCcTh YKpaiHu Ta BUOYAyBaHHS
MO3UTHUBHOTIO iMiAXY CIIPUATUMYTb TOMY, L0 IIpa-
BOBAQCHMKM OiAbII OXOUYe IEPEAABATUMYTh IIpaBa
Ha IIOCTAaHOBKY AO YKpaiHM.

ITpo6AEMHIM 3aAMIIAETHCS TUTAHHS TEXHIYHOTO
3abesreyeHHs TeaTpPiB Ta HEAOCTATHBOI piHAHCOBOT
CIIPOMO>KHOCTI AASI BTIA€HHST MaCIITAOHMX AEKOPALIiIL.
I y TakuX BUITAaAKaX T€aTpy MOTAM O pO3paxoByBaTu
Ha CIiBITpaLio 3 6i3HECOM, YOMY 6 3HAYHO CIIPUSIAO
MPUIHATTS 3aKOHY PO MeleHaTcTBo. KopucHoio
AASI YKpaiHCBKIX TeaTpiB € CHiBIpaLs 3 3aKOPAOH-
HVUMMU IIOCTAaHOBHVMKAMM T HAAQT OAJKEHHSI ITapTHEP-
CBKIX 3B’sI3KiB i3 €BPOIEIICHKUMY TEATPAMU. 3 OA-
HOro OOKY, 1ie A€ MO3UTUBHMIL AOCBIA Ta pO3IIN-
peHHst TpodeciitHNX HaBUYOK YKPAIHCBKMM [TOCTa-
HOBHUMKaM i aKTropawm, 3 iHmoro — 36iAplrye Bmis-
HaBaHIiCTb YKpaiHu y cBiti Ta hopmye imiaX TeaTpy
SIK HAAITHOTO Ta 11iKaBOTO IapTHepa.
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Bogdan Strutynskyi. Some aspects of stage performances of musicals at Kyiv National Operetta Theatre in 2005-2021

Abstract. The article is devoted to the peculiarities of staging musicals in the Ukrainian musical theatre of the beginning of the 21st
century. Using the example of Kyiv National Operetta Theatre, the author analyses the problems faced by the theatre while staging a mu-
sical, investigates practical ways to solve problematic issues, and considers the prospects for further presentation of musicals to the au-
dience. The author pays attention to the motivation of the theatre and production groups during the selection of material for the stage
performance: the creative ability of the team, the relevance of the subject, etc. The article examines a creative potential of the theatre, in
particular a special cast of a team necessary for the realization of the musical: qualification requirements for soloists, choir, ballet and or-
chestra. The author draws a special attention to differences between staging a musical and an operetta, focusing on the peculiarities of
working with a team who is engaged in both of these genres. The article examines the issue of copyright protection, difficulties faced by
Ukrainian theatres working with foreign rights holders. One of the key aspects of the article is the analysis of the experience of coopera-
tion with foreign directors and creation of co-productions. The author also touches the issue of a technical support of the stage as an im-
portant condition for creating a high-quality stage product in the musical genre. The conclusion of the study was resulted in generaliza-
tion of outputs of the conducted analysis.

Keywords: musical, modern musical theatre, operetta theatre, Ukrainian theatre, stage version of the musical
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Amnoranis. Y CTaTTi pO3TASIAAETBCS T€MA TiAd Y MUCTELTB, CIIOCOOM 10r0 BUKOPUCTAHHS Ta IPOOAEMY 1100 TEOPETIIHOTIO OCMIC-

AeHHs1. MeToI0 CTaTTi € AOCAIAXKEHHSI TiAa sIK MeAiyMa Ha pUKAaAi TBopuocTi Mapii KyaikoBcbkoi. Bubip TBopuocti M. KyaikoBcbkoi He

€ BUITAAKOBUM. B 0AHOMY TBOPi BOHa OAHOYACHO BUKOPMCTOBYBAAA TiAO i IK MeAIyM, i sIK 300pa)kKyBaAbHMII IIPEAMET, B IKOMY ITPOCAIA-

KOBYETbCSI TIOEAHAHHS CIIOCO0IB i10ro BMKopucTaHHs. Boanouac M. KyAikoBcbKa BMKOPUCTOBYe pisHi BisyaAbHi KaTeropii Tiaa, reHAep

i KOHTEKCT Ta iHOAI BAQETBCS AO 1X MIOEAHAHHSI.

VY cTaTTi MOKAAQAEHO IIOYATOK MEBHIiT CYCTeMaTH3allil: TOHATTS «TiAO» PO3IIOAIA€HO 3a Bi3yaAbHMMM KaTeropisiMy, 3a CTaTTIO/TEHAE-

POM Ta 3a KOHTEKCTOM, B SIKOMY 1€ TiAO BUKOPUCTOBYETHCS. BupireHo «Tiro-MeAiym», sike BuCTymae MaTepiaaoM i 6epe ydacTb y CTBO-

peHHi TBOPIB MUCTELTBA, i «TiA0 300paKyBaAbHe», TOOTO BiaOOpaskeHe Ha IOAOTHI, Y CKYABIITYPi, apXiTeKTypi To1I10.

CTaTTsi AOBOAUTD, 1[0 TEMa TiAd Y MUCTELITBI € BAXKAMBOIO i MOTpebye MOAAABIIOrO BUBYEHHS, CUCTEMaTM3allil Ta HOBMX MIAXOAIB

A0 GOPMYAIOBaHHA TepMiHiB.

Katouosi crosa: Tiao y MuUCTeLTBI, TepdopMaHc, TiA0-MeAiyMm, TBopuicTe M. KyAiKOBCbKOI, CydacHe MUCTELTBO YKpAiHu.

ITocTranoBka npo6aemu. TpuBaAuit yac TiA0 Xy-
AO>KHMKA B apTKPUTHLI BiAirpaBaAo ADYTOPSIAHY POAb.
Y cy4acHUX AOCAiAKEHHSX IIPeAMeTa MUCTELTBA MUT-
110 323BMYAlT IPUAIASIIOTD AILIE PO3AIA 3 1I0r0 biorpa-
dieto. INepiuynm 3 MUTLIB, XTO 3BEPHYB yBary KpuUTH-
KiB A0 TiAa, 6yB AxekcoH IToAAOK. APTKPUTHMKA TBO-
piB AX. IToAAOKa 3AQ€TBCSI HEMOXXAMBOIO O€3 3a3Ha-
YeHH: ctocoOy HaHeceHHs Gapby Ha IOAOTHO, BUU-
HEHMX Al i BiA4yTTiB 110r0 TiAa. 3 moyaTky XX cT.
TIAy MUTLSI BCe OiAbllle YBaru 1ovaAu IMPUAIASTH
came MutLi. B el yac 3’SIBASIIOTBCSI TaK 3BaHi mep-
¢dbopmancu. OpHaK mpobAaeMa Bee 1ile 3aAUIIAETHCS
HEPO3KPUTOH. Y AOCAIAKeHHSIX IepdOpMaHCy He-
AOCTaTHBO YBaru IPUAIASIOTb pyXaM MUTL, J1OTO
TiAy Ta poai Tiaa. IlepeBara y pocaipXeHHi Bipaa-
€TbCA ipel TBOPY, a He JI0TO MeAiyMy.

Teopuicts M. KyAikoBcbKol moB’si3aHa 3 TiAOM
0e3rocepeAHbO, BOHA JI0r0 BUKOPUCTOBYE Y Pi3HMX
dopmax i criocobax BUpaskeHHS: BiA CKYABIITYPHUX
3AINKIB AO 300paKeHHsI Ha ITarepi, 10 AO3BOASIE LIKP-
1Ile TIPOAHaAi3yBaTH yBeCh CIEKTP BUKOPUCTaHHS
TiAa AASI TBOPYOCTI.

AHaAi3 ocTaHHIiX AOCAiAKeHD i myOAikaniit. Te-
operuyHa 6a3a CTaTTi BKAIOYAE B ceOe ABa HAIIPSIM-
KM AOCAiAKEeHb: TeMY TiA€CHOCTi Ta TeMy Cy4acHO-
IO MUCTELITBA, 30KpeMa eppopMaTuBHOI MPAKTUKM.
3a OCHOBY MaTepiaAy Ipo TiA0 B cTaTTi 00paHoO pa-
o Aaena Kopb6ena «IcTopist tiaa» [2], B sikiit Tiao
AOCAIAKY€ETBCSI B Pi3HMX chepax KUTTS: Bia MEAULIM-
HU AO MUCTEeLITBA. 30KpeMa, AAS CTATTi BUKOPUCTAHO
3-i1 ToM L€l nIpalli, 0CKiAbKM B HbOMY aBTOP aKLieH-
Tye yBary Ha XX cT. Tako>x OyAr BUKOPUCTaH] NeBHi
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CYYACHE MMCTELITBO

HanpanoBaHHs ¢pirocodiB — Bacuast KanpumHcbko-
ro ta Opiapixa lereas. OcHOBY AOCAiAXKEHHS ApPY-
rOro HanpsIMKy CTaHOBAATD npani AxkoHa Beprepa
«Mucteurso 6auntu» [18], TaarHM €AbLIEBCHKOT
«Axuii, nepdopmancy, xeneHinru. Bia byrypucris
A0 TTaBAEHCBKOTO: SIK MUCTELITBOM CTAAO XyAiraH-
CTBO, CAMOITOIIKOAKEHHS i AMBHA MOBeAiHKa» [11]
Ta «Abetka nepdopmancy. 50 Biaomux axuin» [4].

Aast aHaaizy mucrenrBa M. KyaikoBcbKoi 6yAu Ta-
KO>X BUKOPVCTAHI HAIIPAL[IOBAHHsI CaMOi MUCTKMHI [9],
iHTepB’to 3 Heto Ta npawst Kaannu ComunHebkoi [10].

Cepep my0Oaikalliit B OHAQIIH-MeAia, TIPUCBsIYe-
Hux mucteyrBy M. KyaikoBcbkoi, Oyau crarTti €B-
reHii ByukiHoi B oHaaiH-BrpaHHi «Korydor» [15]
ta ctarts L. ITyrinosa «ITait “Kpum™» [6].

CAip 3a3HaYMTH, LIO TEMA TiAa K MEAIyMY y MMC-
TeLTBi BCe IIje HEAOCTAaTHbO PO3KPUTA Y MPaLX Ha-
YKOBLIiB. AOCAIA)KEHHSIM OpaKye CUCTEMMU Ta CTAAUX
TepMiHiB, a IO€EAHAHH: T€M TiAa Ta MUCTELTBA B OA-
HiV npayi 3a3Bn4ait Mae GpparMeHTapHUIL XapakTep.

Mera cTaTTi — AOCAIAUTH TiAO K MeAiyM, itoro
POAB y Cy4aCHOMY MUCTELTBi Ha IPUKAAAi TBOpUO-
cTti Mapii KyaikoBcbKoi.

Buxkaap ocHOBHOro marepiaay. Tino — ocHoBa
HaUoro OyTTs, 6€3 HbOrO AIOAVMHA HE MO3Ke iCHYBaTU
y GisnyHOMY CBiTi, TOMY y MUCTELITBi BOHO 3aBXXAU
MIPUCYTHE, HABITb AKILO JIOT0 HeMa€ Ha MOAOTHi. 1lle
y XIX crt. Tereab nopyims TemMmy B3a€MO3B 513Ky MiXK
TiAOM Ta AylIero y cBoill po6oTi «Dirocodis Ayxa».
3ripHO 3 JIOro BUYEHHSM, TIAO MO>KHA Ha3BaTU «pe-
aAbHicTIO Ay1i» [1, c. 412]. MuTeLp mepepae «Bidpa-
Lifo Ayii»' yepes TiAO Ha IIOAOTHO, TIAQHILET, TiIc,
KOMIT I0T€p, Ha I'AsiAa4a TO10. TO6TO BOHO € IEBHUM
«IepepaBadeM» MiXK AYXOBHUM i GisnuHUM.

VY XX cT. 6yA0 CTBOPEHO Teopilo TiAa, 3aBASUYIO-
41, 30Kpema, OperipAy, SIKUI 3aKAaB OCHOBY AAST Mall-
OYTHIX AOCAIAKEHD, BUBYAIOUM IIPUPOAY KOHBEPCIITHOT
icTepii Ta 3p0OMBILYM BUCHOBOK, 1[0 Y€pe3 TiAO FOBO-
PUTDb HecBipoMe, a TakoX Mopicy Mepao-TTonTi, sikuit
PO3pOOMB KOHLIEILi0 TiAa SIK «BTiA€HHS CBIAOMOC-
Ti», Ta 6e3Aiul iHIMX AOCAiAXeHD [2, c. 5]. Apyra mo-
AoByHa XX CT. Mo3HavyeHa 1iie 6iAbLIMM 3aHypEHHIM

! Tepmin Bacuast Kanpuncbkoro

2022, Bunyck BiciMHaOysmMuLL

L. 1.1. PyX moBiZOMIEHHS Bij{ MHTILS 10 af[pecara, K10 MUTELb

BHKOPHCTOBYE iHIINI MEAiyM

HuBiAoMncHHﬁI ITinoMHTuﬂI I Meaiym I I Anpecat

L. 1.2. PyX mOBiZOMIICHHS Bij{ MHTILS 10 af[pecara, K10 MUTELb

BHKOPHCTOBYE TiJIO SIK MEJliyM

ToBigomneHHs Tino-meaiym Appecar |

Y PO3YMiHHS TiA€CHOCTI: 3'sIBUAUCH TepPOpMaHCH,
SKi BUKOPMCTOBYBAAM TiAO AK MeaiyM. MuTenb cKo-
POUYe LIASIX BiA BiATIpaBHMKA ITOBIAOMAEHHS AO aApe-
cara (ia. 1.1, 1.2), e BiiAuBa€ Ha perpe3eHTaLliio TiAa
SIK XYAOXKHBOT'O 00’€KTa, OCKIABKI BOHO HE MOXXe OyTI
NpMKpalleHe, BOHO PYXAUBE, € CAMOAOCTATHIM Ta «3i-
IITOBXYE I'ASIAQYA 3 FOAOI0 peaAbHicTio» [2, ¢. 387]. TIpo-
Te 1le He O3HAYag, II0 pernpe3eHTallil K Takoi HeMae
i IMpo Hel He CAiA rOBOPUTM — BOHA € HEBIAAIABHUM
NpoLlecoM y MUCTeLITBi. HaBiTb sK1110 MUTeLb CKOPO-
4yye BUIIE€3raAQHUI IIASX, BiH BCE OAHO PeTpe3eHTYe
CBOE CBITOOAYeHHs, IOYYTTS Yepes TiAO Ta JI0r0 PyXul.
OTXe, CTaBUTH ITiA CYMHiB iCHyBaHHS pelipe3eHTallii
yepes Te, 110 TIAO CTa€ MeAiyMOM, HEAOPEeYHO.

Tiro y MMCTeLTBI MOXKHa BUKOPMCTOBYBATH SIK Me-
AlyM, KOAY BOHO € MaTepiaAOM Ta IIPEAMETOM, 300pa-
JKEHMM Ha TIOAOTHI, B CKYABIITYPi TOLO. Y TBOPYO-
cti M. KyAiKOBCbKOI IPOCTEXY€EThCS MOEAHAHHS LINX
ABOX CITOCO0iB BUKOPUCTaHH:. Y MUCTeLTBi dirypy-
I0Tb TaKi BidyaAbHi KaTeropii tiaa: Tiao Kpacu (y Lii
KaTeropii TakKoXX MPUCYTHE IOKpalljeHe TiAo, TOOTO
3MiHeHe 3apaAM Kpacu), oHiBeyeHe Tiro (abo sike
CTpaxkpae), MexaHiuHe Tiao (3'siBasteTbes y XX cTo-
AITTI i TOB’s13aHE 3 TEXHIYHOI PEBOAOLi€EI) Ta 60-
JKecTBeHHe TiAo. L1i kareropii Tako)X MOXYTb IO€EA-
HYBaTHCb B OAHOMY TBODi. BopHOUAac icHye posro-
AlA 3a crarTiO Ta/ab0 reHpepoM (KiHOYe, YOAOBiUe,
TPaHCI€HAEPHE TOLI[O) | 32 KOHTEKCTOM BUKOPUCTAHHS
(moAiTnyHe, colliaabHe, IICUXOAOTIYHE, TEaATPAABHE,
CeKCyaAbHe TOLI0).

Mapisa KyaikoBcbka — yKpaiHCbKa CydyacHa MUCT-
KMHS, IKa BUKOPMICTOBYE CBOE TiAO SIK MEAIYM i SIK 30-
OpaxyBaAbHUI IIpeaMeT. BoHa y cBoiil TBOpYOCTi
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AOCAIAXKYE MeXKi CBOTO TiAa SIK IICUXOAOTiuHI Ta bi-
3uyHi. [TepdopmaHc-axuis «Mirpyrounit mapaaMeHT
nepeceaeHuiB “ITait Kpum”» Tspxie A0 dismuanoro
BUIIPOOOBYBAHHS CBOTO TiAa, aAe 3Aebiabinoro Ma-
pist KyAikoBcbKa poOMTb aKLjeHT Ha IICUXOAOTIYHMX
KoppoHax. LIs nepdopmaHc-akiiist Oyaa npoBepeHa
3 19 no 25 cepnHsa 2016 p. XyAOKHULA ciAa B pATY-
BAaAbHUI IIAIT 3 HeOHOBOIO BUBickow «CRIMEA»,
SIKUI IOAOPO’KYBaB BIIPOAOBXK LIECTU AHIB Bip Ku-
€Ba A0 BuakoBoro, Ae 110ro 3ynmHUAY IPUKOPAOH-
Hi cAy>KOu Ykpainu. Uepes Lje meppopMaHc 3aB4aCHO
3aBepILNBCS, XO4a MAQHYBAAOCh TIEPETHYTU HEBUAM-
MM BOAHMIT KOpAOH 3 €C 24-r0 cepriHs — Ha AeHb
He3aAeXHOCTI YKpainu. Ik posnoBipae XypAOXKHULA,
et repbopMaHc OYB Ay>Ke BUCHAKAUBKM Yepes eAe-
MeHTapHi T00YTOBI HE3PYYHOCTI i1 TOCTilHe epeby-
BaHHs Ha Boai [3]. TakuM YMHOM, MOKHA BBaXKaTu,
IO B LjbOMY IIepdOPMaHCi TiAO BUKOPUCTOBYETHCS
SIK MaTepiaa, 10 BUIpo6oByeThest dpisnyHo. Muct-
KVHSI YMUCHO CTBOPIOE OOMEKEHHS AASI CBOTO TiAa,
BMKOPMCTOBYIOYM TaKy Bi3yaAbHY KaTeTropilo — TiAo,
IO CTpaXkAae. LIst kaTeropist AOCUTB 4aCTO 3aCTOCO-
BYETbCS Y TepHOpMATUBHMX IPAKTUKAX, HATIPUKAAA
y TBOPYOCTi OAHi€l 3 HalBipoMilIMX eppopmaH-
cuctiB — Mapuuu A6pamoBuy. KoHTekcT BUKOpHU-
cTaHHA TiAa y neppopmanci M. KyAikoBcbKoi Takox
BIIi3HaBaHMI1 — TiAo nmoaiTuyHe. I'IpoTe caip Bip3Ha-
ynTy, wo y nepdopmanci «ITait “Kpum”» MUCTKUHSI
He BUKODPUCTOBYE reHAepHi Mapkepu. OAHO3HaYHO
1i TirO JKiHOYe, aAe aKIeHT Ha L[bOMY He CTaBUTbCA.
DaxT )KiHOYOro TiAa BIAXOAUTD y IbOMY TBOPi Ha 3a-
AHI IAQH 1 32AMILIAETBCS IPOCTO PAKTOM, aA€ MOKHA
Ha3BaTU COLIAAbHY IPYITY, AKill HAA€XKUTD Lje TIA0 —
BHYTPIIlIHi IlepeceAeHLI .

MuicTenTBO epdopMaHCy € YaCTMHOIO KOHLIENTY-
AABHOTO MuCTeLTBA. [lepdopMaHC Mae YOTUPU OCHO-
BHi eAeMEeHTH: 4ac, Miclle, TIAO XyAO>KHMKA Ta AlaAor
XYAOXKHUKA ¥ TAsipaua [4, ¢. 7]. OAHaK IOHSTTS «4ac»
i «mpoctip» y nepdopmanci — HeTouHi. IcHyI0TD 3a-
ey epOpMaHCiB, SIKi MOXKHA TIOAMBUTHCH Y OYAb-
SIKMII MOMEHT, OHAQJTH-TIepOpMaHCH, TOBTOPIOBAAD-
Hi Ta AOBroTpuBaai neppopmancut. Y KOXKHOMY 3 HUX
OyAe 3MiHIOBAaTHMCh BIIAMB Ha TASIAQUIB, peaKLlis IAsiAQ-
4iB i HaBiTh ceHc. ITpoTe Lji BUAM He TpUB sI3aHi AO Yacy

IPMUHA XOMEHKO

2. Mapia Kyrikoscvka. ®omo 3 nepgpopmancy «be3 nassu»,
2013, ITALT

i mpocTopy. Ao puKAaAy, MO>KHa B3sT1 eppopMaHC
Mapii KyaikoBcbkoi «bes HasBu» 2013 poxy (ia. 2),
npoBepeHnit y criHax IITALT (Illepbenko Apt LleHTp).
MUCTKMHA HABMMCHO He AA€ HiKOI MAKa3KM y Ha3Bi
TASIAQYEBI IIJOAO J10TO TeMM, abM KOKeH 3Mir BIAUYTH
cBo€ iHAMBiAyaabHe. ITia yac nepdopMaHCy XYAOKHU-
LI A€KaAa Ha 3eMAi LIiAy TOAMHY AMLIeM BHU3 i KpU-
yaAa B Hel I[OCUAY — HACTiAbKU, HACKIABKM BUCTa-
411A0 cuAM. [i TiAO MaiiKe He pyXaAoCh IIPOTATOM aK-
11ii i 3AaBaAOCS 3HECMAEHUM, IIPOTe IIiA KiHellb MUCT-
KVHS 3aKpMYaAa 11le CUAbHILIE i Ii TIAO «3aKpUYaA0»
pasoM 3 Helo, TOOTO 10YaA0 pyxaruch. ITiAHSBIINCD
3 3eMAi, Mapis «3akomnaAa» CBill KpMK pyKaMiu. Y 11bO-
My nepdpopMaHCi MUCTKMHS BUKOPUCTAAQ Bi3yaAbHY
KaTeropilo «TiAo, 10 CTpaXXAA€», aAXKe KPUK y TASIAQ-
4iB MOYKe aCOLIII0BAaTUCh 3 60AeM — sIK Hi3MIHUM, TAK
i IICMXOAOTIYHMM, 3 J10TO BUITAECKYBaHHIM. AAe 3aAU-
IIAETHCS 3aTAAKA, 1[0 CaMe BUITAECKYE XYAOXKHULIS, —
1ie 11 CTIOHYKA€ TASIAQUIB AO PO3AYMiB. BoHM He 3HaIOTb,
sIKi mepexxuBaHH: BTiaoe KyaikoBcbka y Leit mepdop-
MAaHC, TOMY KOKeH 3 HIX KepYETbCSI BAACHUM AOCBi-
AOM, MO>XAMBO HaBiTh ITiACBIAOMMM, HAMaram4uch Ta-
KM YMHOM 3p03yMitu camoro cebe. OTxe, LM Iep-
(HOpMaHCOM MUCTKVHS «MOTUBYE TAsIAQYA AO IHTYI-
TUBHO-YYTTEBOIO CIIOCOOY 3HalOMCTBa» [5] He Aniie
3 MUCTEL|TBOM, a 1 3 CAMOIO XyAO>KHUIIEI0, OCKiABKH,
3a il 5K cAoBamy, BiH OyB Ay>xe ocobuctuM [3]. 3 1bo-
r'0 MOXKHa 3pOOUTH BUCHOBOK, 1110 Mapis KyaikoBcepka
BUKOPVICTOBYE TYT TiAO He Y ITIOAITMYHOMY KOHTEKCTi,
a 'y IICXOAOTIUHOMY.
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3. Mapisa Kyrikoscvka. ®omo 3 nepfpopmancy «bBe3 nazsu»,
2016, masx 'y Mapiymnoai

SIK1110 TOAVMBUTHCD Liet TepHOPMaHC Y HUHILIHBO-
My 2022 poui B 3a1Cy, TO MOXKHA 3HAlITU HEOUiKy-
BaHUIT AAst 2013 poKy HapaTuB, OB sI3aHWIT 3 He3a-
KOHHOIO aHeKCi€l0 YKpaiHChbKUX TepuTopin Pociero,
apxe cama Mapia Hapopmaach y Kepui — 1je miB-
octpiB Kpum, ae Ha AQHMIT YaC MEIIKAIOTb Il 0ATHKU.
ITizHiure KyaikoBcbKa MOBTOPIOE Lieit epdopmaHc
y 2016 poui Bxe mip iHIIOI0 Ha3BoI0 — «BiilHa i Mup»
(ia. 3). Bin mpoxoauB y Mapiymoai Ha 3aMiHOBaHOMY
MASDKI, TOOTO B)XXe Ha BIAKPUTOMY IIPOCTOPI AASE BU-
MTAAKOBOI ITyOAiIKM. MUCTKUHSL ASITAQ TaK, 11100 6yTH
TOAOBOIO Y HANIPAMKY A0 cBoro Aoomy B Kepui, B Kpu-
MYy, SIKMJ1 B3Ke Ha TOJ 4ac OyB HE3aKOHHO aHEKCOBa-
HuM Pociero. B posmoBi 3 Mapielo BoHa 3ayBaXk1Aa,
1110, MOXXAMBO, Y 2013 polji, KoAM BOHa BMKOHYyBa-
Aa 11eit nepopMaHc, OYAU AesIKi IIepeAdyTTs SIKU-
Xoch 3MiH B KpaiHi [3]. Tenep, craHoM Ha YepBeHb
2022 poky, KoAr MapiynoAb 3HaXOAUTBCA ITiA OKY-
Talji€ro, a AA BCbOTO CBITY BiH CTaB MiCTOM-MyuYe-
HUKOM, MU BKOTPE€ IT€EPEOCMUCAIEMO 1ieit tepdop-
MaHc. Tenep TiAo TyT HabyBae€ 1ie 71 IOAITUYHOTO
KOHTEKCTY, IIPM LIbOMY YHMKaI04Yl 0COOMCTOrO i 3a-
AVIIAI0YY TICUXOAOTIYHUIT KOHTEKCT.

3 LJbOro MOXXHa 3pOOMTY BUCHOBOK, 1[0 ABa a0-
COAIOTHO iAeHTU4HI nepdopMaHcH, aAe 3AiliCHe-
Hi B pi3HUX MICLISIX y pi3HUIT Yyac, HabyBawTh HO-
BUX CEHCiB, IPOTe He 3MiHIOIOTb CBOEI T'OAOBHOIL
iael, y IbOMy BUITAAKY — BUIIAECK IICXOAOT{4HO-
ro abo ¢isnyHoro 604w yepes Kpuk. To6TO MOXYTb
iCHyBaTH y 4aci 11 IpoCTOpi, He 3MiHIOIOYM CBOEI

2022, Bunyck BiciMHaOysmMuLL

TOAOBHOI iael, HaOyBaKouu Mpy 1IbOMY HOBMX TPaK-
TYBaHb Ta KOHTEKCTIB.

Hactynzum npoextom M. KyAikoBcbKoi, Tpo sAKuit
CAip 3rapaTy, TOBOPSIYM PO TiAO-MeAiyM, € «KBitn»,
BMKOHAHMI y KoAabopaliil 3i IBEACHKOIO XYAOXKHU-
eto OaexcaHpporo AapccoH-Sko6con. JKurtsa M. Ky-
AIKOBCBKOI CHABHO ITOB si3aHe 3 AibepaapHoro 11IBewi-
€10, Ae BoHa 'y 2014 poui oApy>knaach 3 AiBunHoro JKa-
KAiH JKa6o. Lleit BUMHOK BOHA IIOSICHMAQ SIK XYAOX-
Hill aKT, apXe B YkpaiHi Atopsim 3 AI'BT-ciabHOTI
HEMOXXAMBO YKAACTH A0, TOXX BOHM 3MYILEH] eMi-
IPYBaTy Ta CTUKATUCh 3 0€3AIY4I0 OIOPOKPATUYHUX
npoleayp [6]. Ao Toro x B iHTeps'ro Mapis Kyaixkos-
CbKa MOBIAOMMAA, 1IJ0 Lje TaKOX OyAa Breva Bip TO-
AIIIHIX 26'I03MBHMX CTOCYHKIB, Y SIKMX BOHA I1epedy-
BaAa AoBruii yac. ¥ llIBenii BoHa HaB4aAach y Kopo-
AIBCBKOMY iHCTUTYTi 00pa3oTBOpumnx MucrelTs 3 2016
110 2017 poxu, Ae i1 mosHariomuaach 3 OAeKCaHAPOIO,
sIKa B)Ke YOTMPY POKM He BUCTABASIAQ CBOIX MUCTeLlb-
K1x TBopiB. Ha mpoekTi «KBiTH» «XyA0>XKHMLi TpoIo-
HYIOTb BAACHY iHTepripeTawito ¢peMiHHOCTi BIAHOCHO
0COOMCTMX BHYTPILIHIX TPaBM i CyCIliAbCTBa, BAAAM
1 KOPAOHIB, MaTepMHCTBA i itoro BiacyTHOCTI» [7]. TyT
npeacraBAeHi pororpadii 1oitHo 3ipBaHuX/3pizaHux
KBITiB, SIKi 11je BUTASIAQIOTb XMBMMM, aA€, IO CYTi, BXKe
MTOMMPAIOTh, 3aCUXaloTh. LI cepist Haaexxutb Oaex-
caHApi, BoHa ¢ororpadysaaa 1i IpPOTArOM ABOX pO-
KiB, BIATOAI SIK HapoAVAQ AUTHHY. Y 1iux doTorpadi-
SIX KBITU peNpe3eHTYIOTb JKiHo4Ye TiAo, sIKe, X0Ya i 3Mi-
HIOETBCS, aA€ 3aAUIIAETHCS IPeKPacHUM. MOXKAMBO,
Mapist KyaikoBcbKa HaAMXHYAQCH Lii€lo cepieto poTo-
rpadiit AAst cTBOpeHHST «MUABHOI CKYABIITYPHU 3 KBi-
TaMU BCepPeAVHi». [HITa yacTMHaA BUCTaBKM — aKBa-
peai Mapii KyAikoBcbKoi Ha apKyIlIax AAsL KpECAEHHS
(ia. 4), ckyABHITYpHI 3AinKM 3 1i TiAa i Biaeonepdop-
MaHC «Aait MeHi ckazaTu: Lle He 3a0yTO» [8].

V Bipeonepdopmanci «Aait meHi ckasaru: Lle He 3a-
0yTO» MUCTKMHSI OTOAEHA XOAUTD I10 AiCY 3 TBUHTIB-
KOIO i po3CTpiAIO€ CBOI )X CKYABNITYPHI 3Ainku. TyT
cAip mosepHyTUCh Y 2010 piK, Koan Mapis Kyaikos-
CbKa CTBOPMAA CePilo rilCOBMX 3AINKIB 3i CBOro Tina —
«ApMmist KAOHIB» AAst LleHTpy cydyacHOro Mucrell-
TBa «I30As1is1» B AoHenpKy. IlizHimme, y 2012 poui,
AASL TOTO X IIPOCTOPY OyAa CTBOpEHA I1je OAHA Cepis,
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TOYHillle TPUINITUX, — TeMep BXe CKYAbNTYpa 3 MUAQ
«Homo Bulla» (ia. 5). LIi ABi cepii y 2014 poui 6yan
PO3CTpiAsiHI AOHELbKMMY 60ITOBMKAMY 32 HAKA30M
YOAOBIKa, 11j0 He pa3 0yB BipBiAyBauem LJCM «I304s-
Lis» B AOHeLbKY i HaBiTb BiABiAyBaB i Aekuii. ITisHi-
11Ie BiH CKa3aB POCIMICbKIM >KypHaAiCTaM, 10 110T0 Ail
€ 110ro «BAacHUM IepdopmaHcom». Kpim Toro, itoro
«1ephOpMaHC-PO3CTpiA» IIOBMHEH OYB TOKA3aTH Mic-
1je «KiHKH, IKa He MiAKOPSAETbCA MOPAAbBHUM LiiH-
HOCTSIM | IpaBMAaM CaMOIIPOTrOAOIIEHOI pecryOai-
kn» [9]. Leit «iepdopmaHc» CIIpaBuUB CUAbHE Bpa-
JKEHHSI Ha MUCTKMHIO, 1ie 3MIHMAO HaIpsIM ii TBopyo-
CTi — BiaTernep ii CKyABIITYpY IIOCMAMAY TTIOAITUYHUIA
ACIIEeKT TiAa XXIHKU 1 CTaAM 300payKeHHSIM TIOAITHY-
HOI mo3u1ii XxyaoKHuLi. «Posctpia ckyabnTyp Kyai-
KOBCBKOI CTaB HACABHULbKMM 3aXOIAEHHAM IOAi-
TUYHOI, COLliaAbHOI Ta KYABTYPHOI BAaAU 60IOBU-
KaMu Tak 3BaHoi AHP, cripsiMoBaHMM Ha CTUpaHH:A
OYAB-SIKMX aCIIEKTIB CYCIIIABCTBA, SIKi BOHY BBaXKaAU
HebaxaH1Mu abo0 3arpo3anBuMin. [TepeadacHe sHU-
1jeHHs cKyAbnTyp KyaikoBcbkoi 6e3 1i Boai cBiAUMTD
Mpo Te, o cuAM Tak 3BaHOi AHP BumHsAM Hamap,
He AMile Ha 1i poOOTH, a 1 BUSBASIAM BOPOXKe CTaB-
A€HHS AO IT03MLil BiABepTOl i KpUTMYHO HAaAQILTOBA-
HOI xypAokHMLi» [10, c. 31].

MUCTKMHA B OAHOMY ITPOEKTI IIOE€AHAAA Pi3Hi Me-
AlYMM AASL penipeseHTaLil TiAa: apKy1li AASI KpeCA€H-
Hs, 6aAiCTMYHe MIAO Ta Bip€o, SIKi 10-pisHOMY BIIAY-
BAIOTb Ha IAsIAQYA | BUKOPUCTOBYIOTD Pi3Hi CrIocoou
Aas 1boro. Hanpukaag, y akBapeAbHMX TBOPaX Ha ap-
KyIIaxX AASI KDECAEHHS MUCTKVHS BUKOPUCTOBYE (HOp-
MY Ta KOAIp, TOBIMHY Ma3KiB, TOOTO BCi XMBOMMCHI
3aco0U AASI BIAMBY Ha ayAUTODif0. AO TOrO X, 3Ha-
YHa yBara IpuAiAeHa i camomy Marepiaay. B akBa-
pPeAbHMX TBOpax 300pakeHe abCTPaKTHE TiAO, siKe
He HaBOAUTDb Ha AYMKY, 1O 1je TiAO KOMYyCb HaAe-
JKUTD. SIKIL[O y CKYABIITYPI 1lle iCHye BisyaabHa AlMC-
TaHLlig MK peaAbHMM TiAOM MUCTKMHI Ta il CKyAb-
ITYPHUM 3AINKOM, TO Yy BiaeonepdopmaHci 1ys Auc-
TaHLjisl CKOPOYYETHCSA, BOHO OAHO3HAUHO HAAEKUTb
MucTKUHi. IIpoTe neBHa AMCTaHIIiA BCe XK iCHYE, apXe
BOHO 300pa’keHe Ha Biaeo, TOOTO He MOXKe CIIpUiiMa-
THUCh TASIAQYEM SIK PeaAbHe, BOHO He icHye y disuy-
HOMY CBiTi, a TIABKM Y LiuppoBOMY.

IPMUHA XOMEHKO

4. Mapia Kyrikoscvka. Aksapeai 3 npoekmy «Ksimu», 2019

Ha moaio 3HuIIeHHsA CKYABNTYp Ha TepUTOPpil
OPAAO MucTKuHS e AeKiAbKa pasiB Oyae mocu-
AQTHUCh Y CBOII TBOPYOCTi. A0 IpUKAaAY, ii mepdop-
maHc «Happy Birthday» y rpymosiit Bucrasui «UK/
RAINE» y AoHAOHCBKITT Saatchi Gallery, se XyAoxHU-
1 IPEACTABMAA CBill CKYABIITYPHMII 3AIIIOK i Ha Bip-
KPUTTi BUJIIIAQ OTOAE€HA Y YOPHUX OKYASpaX i po-
KeBil epyLi Ta MOAOTKOM pO301MAa CBOIO CKYABII-
Typy. BisyaabHa AucTaHLis MiX rasipayeM Ta aBTO-
POM 3MEHILYETLCS, TPOTe 30epiraeThcsl 3aBASIKN «006-
pasy», KMl MUCTKUHSA IIpMMipyuAa Ha cebe: mepyka
Ta OKyAsApU. SIKOM He OyAO LMX aKcecyapiB, Iepea,
rAsiAaueM MUCTKMHS IIO0CTaAa O OrOAEHOIo, TOOTO
caMoIo co0010. Y TaKOMy BUIIAAKY AMCTaHLIis CKO-
poruaacst 6 e biAblie.

Tpareais, mo craaacs 3i ckyapnrypamu M. Ky-
AiKOBCBKOI B AOHELIbKY, He IIPOCTO AaAa il HOBi
TeMU AASL leppOpMaHCiB, a it 6e3mocepeAHbO BIIAU-
HyAa Ha caMy il TBOpPUiCTb, apXe BipTemnep, B3a-
eMopiouu 3i 3ainkamu, Mapis mip yac nepgop-
MaHCy po36uBae, pyiiHye abo KaAiuuTh iX, 3a pa-
XYHOK 4oro nepdopmMaHcyu HabyBaloTh IIOAITUYHO-
ro KoHTekcTy. Ha Aymxy pocaiaumui I. EApies-
CKOI, «...IIOCTiJiHe BIATBOpEHH: Ta pyMHYBaHHA
CKYABIITYPHUX KOITIiJf BAAQCHOTO TiAa € crpobamu
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¢dixcanil AOCAIAKEHb KOAEKTUBHUX Ta IHAUBIAY-
aAbHUX KOpAOHiB» [11]. Takum € 11 nmepdopmanc
M. KyaikoBcbkoi «ArocTpanis/OMOBiHHA», KNI
noBropioerbest [12]. Hacpaai, «Atoctpaniss/Omo-
BiHHsI» — LKA eppOpMaHCiB, iAeHTUYHUX 32 ipe-
€10 11 32 Alero. Bxxe BiaOyAOCh 4OTMPU TaKuX Hep-
dbopmaHCH, Xo4a XYAOXKHUIIS HalliAeHa Ha IIpOoBe-
AeHHs BicimpecsaTu Bocbmu. Y IITALT nepdopmanc
«OMOBiHHsI» BiAOYBCsI BUeTBEPTE, & AO TOT'O B IIep-
mnit pad — y «Mucteubkomy ApceHaai» 8 6epes-
Hs 2018 poky, BApyre — 4yepes MicAlb, KOAU 10TO
6yao moBTOpeHO AAst Vogue UA, i BTpeTe — y mapky
Ebenbockhouse y Mionxeni (Himeyunna) B pamMkax
pesuaeHLii Bip Passing Fabrik Art Center 3a mia-
tpumku Deutsche Telekom [13]. ITip yac uporo
nepGOopMaHCy XYAOXKHUIISI CHMAiAQ Y BaHHIN 3 BO-
AOIO0 Pa30M 3i CBOEI0 MUABHOIO CKYABIITYPOIO i «AIO-
CTpyBaAa», TOOTO IPOBOAMAA PUTYAA OUMIEHHS
IIASIXOM «KePTBOIPUHOIIEHHI» CBOEI CKYABIITYPU
3 MMAQ, TOOTO cebe. Cama MUCTKUHS IPOKOMEHTY-
BaAa nepdpopMaHcC Tak: «BAacCHMMM pyKamu st BMU-
BaI0Csl, BUYiCYI0, BIADMBAIO MUABHY IIKipY Bi cebe,
BUTUpaIo cebe, MII0, CTPYLIYIO BCE CBOE TiAo. S cro-
cTepiraro 3a AlcTpaniero cBoro obpasy ta obpa-
3y )KiHKM B IaTpiapXaAbHOMY KOHTeKCTi. MurTs,
CTUPAHHS BAACHMX PYK — IIOCUAQHHS Ha XiHOYy
HEBUAMMY TIPALI0, AKY CYCITIAbCTBO IPEACTABASIE
SIK II[OCh KpacuBe, HOPMaAbHe Ta IPUPOAHE, BIIAe-
TeHe B CaMYy LIKipy KOXKHOI JKiHKU, aAe sIKe TaKOX
HermoMiTHO po3unHse ii» [14]. To6To y « ArocTpaii»
BOHA CTaBUTHCS AO CKYABIITYPH SIK AO CBOT0 06pa-
3Y, IK AO «ASIABKM BYAY» [15], 1110 Ma€ neBHe pUTy-
aAbHe 3HAUeHHs, IPOTe iHII CKYABIITYpH, He 3a-
AyueHi y neppopmancax M. KyAaiKoBCbKo1, HEXMBI,
aAe MiCTATD y co0i eHepriro AIAMHY, @ TAKOK BOHU
MPOAOBXKYIOTb CBOE iCHYBAHHSI OKPEMO BiA XYAOX-
HULi, TOOTO BOHA He BAAAHA HAA HUMM I HaA IXHi-
MM NePeTBOPEHHSMM MicAs BUroToBAeHH:A. CAip
3a3HAYMTH, IO TAKOTO POAY CKYABITYPM 3 MUAQ
BUKOPUCTOBYIOTHCSI 0OIOBUKAMU AASI TPEHYBaHb,
aA>Ke MMAO MA€ IiAbHICTb, CXOXY 3 TIAOM AIOAVHH,
i TAaKMM YMHOM MO>KHA BiACAIAKYBATU TPAEKTOPiI0
KyAi [16]. MoxxAMBO, 1ieit GakT BIAMHYB Ha Mapito
KyaikoBCBbKY, KOAM BOHa roTyBaAa rnepdopMaHc.
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Otxe, y neppopmanci «Arocrtpanis/OMOBIiHHSI»
MUCTKMHS BUKOPDUCTOBYE TiAO SIK MeaiyM i Tiao
SIK 300paKyBaAbHUII IPEAMET (CKYABIITYpA).
XyAOKHULISE 3a[I09aTKyBaAa B MUCTeL[bKilt cdepi
TepMiH «IepdhopMaTBHA CKYABIITYpa», KUl BU-
KOPUCTOBYETBCST «AASI IO3HAYEHHS CKYABIITYPHUX
060’exTiB M. KyAiKOBCBKOI, y TpoLjeci AOBrOTpMBaAOi
poOOTH 3 SIKUMM XYAOXKHULISI AOCAIAXKYE pi3HOMA-
HITHI BUAO3MIHIOBaHI CKyABIITYpHI MaTepiaan» [17].
3BiACH BUIIAMBAE, 10 3AINKY 3 TiAa XyAOXKHUL Ta-
KOX € 1neppOopMaHCOM, aAKe BOHM CTBOPEHI 3 He-
CKYABIITYPHUX MaTepiaAiB: MUAO, CiAb, XUp, 6€TOH,
KBITH, LyKOp TOLIO, 1IJ0 MAIOTh BAACTUBICTb 3MiHIO-
BaTyCh 200 HABITH PYIHYBATUCDh 3 YaCOM. MMCTKU-
H 3ayBa)KVMAQ, 1[0 TIONePeA’KA€ MOKYILiB CKYABII-
TYPU IIPO TaKYy ii 0COOAUBICTD, 60 Ti MOYMHAIOTH CKAp-
JKUTHCh, KOAY BOHA IIOYVHAE 3MiHIOBATHCh, Ta IPO-
cuty 3aMiHnTH/pectaBpyBaTu. M. KyaikoBcbka 60-
AiCHO pearye Ha Taki IpOXaHHS, apXKe AAST Hel «Ljd
3MiHa HopMM, IICYBaHHS — 1ie TAKOX IPEKPACHO,
11e SIK AIDAMHA, SIKa 3 YaCOM CTapie€ i 3MiHIOE CBOIO
¢dbopmy» [17]. Tomy-To BOHU 11 € TepdOpPMaTUBHM-
MU CKYABIITYpaMy, TOOTO, BXXe HE3aAEKHO BiA aBTO-
pa, BOHM BUKOHYIOTb AOBTOTpPUBaAMii lepHopMaHC.
«Mo10 iael0 AASI BAITIKIB 3 MOTO TiAa B MUAI M rirci,
B IPOMAACbKOMY IIPOCTOPI, He 3aXMIIEeHNX Bip BiTpY,
AOLLLY, CHIrY, CIIeK, 51 BiApoAMAa 3i cTapux 306pa-
XeHb “Banitaca”™ — “Ar0AM CXOXi HA MUABHY OYAb-
Garky: mam’siTai, o TM CMepTHUI. Mo€ MeTo
OyAo Harapaty coOi Ta iHIIMM, 110 AIOACBKE TiAO —
1je KpyUXKa i BIAKp1Ta 000AOHKa, SIKa MOXKE 3arHYTI
B OyABb-5IKy XBUAMHY. KpiM TOTO, 51 IPOAOBXMAQ CBOE
AOCAIAYKEHHSI CIIPUITHSATTS TASIAQUaMM OTOAEHOTO Ki-
HOYOTO TiAa B HABKOAVIIIHBOMY CEePeAOBNIIi, SIK MeTa-
¢dopa Tiaa HOCTIITHO AeDOPMYETBCS, CTPAXKAAE, CTa-
pie, AamaeTbcs i BMUpae BiA BAKMBY npupoan» [9].

* B MuCTeLbKOMY XaHpi vanitas (Bia Aar. vanus — epemep-

HUIL, TAIHHUIA, CY€Ta CY€ET) YaCTO BUKOPUCTOBYBAAOCS 300paskeH-
HSI MMABHUX OYABOALIOK SIK CUMBOAY LIBUAKOTIAMHHOCTI KUTTSI
Ta pantoBocti cmepTi. Kpuaarnit Bucais «Homo bulla» («aropn-
Ha € 6yabbaimka») KyAikoBcbKa BUKOPUCTaAQ SIK HA3BY AASL CBO-
ro nmpoekTty 2012 poky «Homo Bulla: AropnHa ik MuAbHa OyAb-

6auka».

206



Tiro sk mediym y msopuocmi Mapii Kyaikoscokoi

5. Mapis Kyaikoscvka. «Figure 2/3» 3 cepii «Homo Bulla»,
GaaicTiune Muao, 2012

Lo 3MiHy B)Xe MOXKHA IIOOAUMTHM HA MPUKAAAIL
«Figure 2/3» 3 cepii «Homo Bulla»: AiBa ¢ororpa-
¢ist 3pobaena y 2012 p., a mpasa y 2014-my, micast
noyaTky BiitHu (ia. 5). Ha doto, 3pobaeHomy oapa-
3y MiCAS pO3MillleHHs, BUAHO SICKPaBUI1 POXKeBUII
KOAIp, LiiAiCHY CTPYKTYpY, TOAl sIK Ha ¢oTto 2014 p.
dbopma i KOAIp 3BMIHUAUCH ITiA BIAMBOM IIPUPOAHUX
yMOB (Ao1y, CHIry, BiTpY), a po3ApoOaeHicTb diry-
p¥ — TCASI AFOACBKOTO BTPYYaHHS (PO3CTPIA CKYABII-
TYP AOHELbKMMM O0JIOBMKAMM), 110 IPOAEMOHCTPY-
BaAO MpoOAeMM TaTPiapXaAbHO-aBTOPUTAPHOIO CY-
CIiABCTBA.

CaMi CKYABIITYPH, 3AINIKM 3 TiAa MUCTKMHI, Hara-
AYIOTb AQBHBOT PELIbKY CKYABIITYPY, @ TOUHillle Kapia-
THA. 32 BepCi€r0 pMMCBKOro apxiTekTopa l cT. A0 H. €.
BiTpyBist®, micasi mepemMory rpexiB Haa EAOIIOHHECD-
kM MicToM Kapiil MiclieBMX >KiHOK IlepeTBOpPUAU
Ha pabuHp, KM 3a00pOHSIAM 3HIMATU CBIll MaH-
CBHKUIT OAAT, 11100 IpeKy He 3a0yBaAl PO CBOIO CAQ-
BeTHy nepemory [15]. «Hasuparouu ix Kapiatupamu,
AABHI I'DeKM BUKOPVCTOBYBAAM CTATYl y BUTASAL XKi-
HOYMX TiA AASI IATPUMKY CTPYKTYPU OyAiBeAb, Ha-
Aaro4y CTAaHOBMIIY JKiHKM B CYCITIAbCTBi AOCUTD XKOP-
CTOKMI1 i ITaTpiapXaAbHMI1 BiATiHOK. [i TiA0 moBMHHO

Teopist BiTpyBist (MOXXHa HABiTb ii HA3BATU AETEHAQIO) HE € AO-
BEAEHOI0, BOHA BUKAMKAE CYMHiBU B iCTOPUKiB MucTenTBa. ¥ 11iit
cTaTTi BOHa GyAa BUKOPUCTAaHA AASI PO3YMiHHS TBOPY Ta MUCAEH-

Hsl MUCTKVHI | He TOAQETHCS SIK aDCOAIOTHA ICTMHA.

IPUHA XOMEHKO

6. Mapis Kyrikoscvka. 3 cepii «Mos wiKipa — mMos cnpasa»,
3Ainok 3 Tiaa Mapii KyaikoBcbkoi, 6aaicTune MuAo, KBiTH, 2019

OyAO YTPUMYBATH BCIO Bary Ta CUAY OYAiBAi 3 moCTiit-
HUM TMCKOM Ha IIAeYi Ta FOAOBY. Bce 11e 6yao Haraay-
BaHHAM IIPO Miclle B CYCHiAbCTBI KOXKHOI CIIPaBXXHbO1
KIHKM Ta Ti TOKapaHHsI 3a Te, 110 BOHA € KiHKOI0» [9].
Ipo e Takox nuie A>koH Beprep, aHaaisyroun 30-
OpakeHHs Apama i1 €BU B €BPOIENICHKOMY XUBOIIHU-
ci. Bin HaBoAuTB ypuBOK 3 Kuuru ByrtTs i miacymo-
BYE€: «...)KiHKa 3BMHYBA4Yy€E€TbCs B MOAIl Ta KapaeTb-
s MATIOPAAKYBAHHAM YOAOBIKOBI. BIAHOCHO >XiHKI
YOAOBIK CTa€ npeacraBHuKOM Borax [18, ¢. 56—-57].
AAst TOTO, 1106 BUITH 3 L{IbOTO LIMKAIYHOTO IIOBTO-
PeHHs naTpiapxaabHuUX TpapuLin, KyaikoBcbka «Bu-
/IMae» KapiaTHAY 3 apXiTeKTypH, sKa AABUTDb Ha Hel,
i «cTaBUTD» 11 OKpeMO, AQ€ i1 CBO6OAY, B 6yKBaAbH0—
MY PO3yMiHHi, ap’Ke BOHA il «pOo3Asraex.

OaHa 3 pobitT M. KyAikoBcbKOI « MUABHA CKYABII-
Typa 3 KBiTaMu BcepeAMHi» (ia. 6) yBiilimaa A0 mo-
crirtHoi excriosuyii OAeCbKOro XyAOXKHbOTO MY3€sl.
Lleit TBip moepHYe y cobi ABi Tpaauuil MucTenTBa:
hortus conclusus i vanitas. ko npo vanitas Bxxe
OyAO 3rapaHo B aHaAi3i ckyabnTyp 3 cepii «Homo
Bulla», To hortus conclusus, 1110 3 AQTMHCHKOI 03Ha-
4yae «3aKpUTUIT Cap», — Lje AOCUTb HOBUIT MOTUB
Y TBOPYOCTi MUCTKMHI. BiH IOXOAUTD 3 CepeAHbOBIY-
HOI Ta peHeCcaHCHOI TpaauLil 300paskeHHs AiBu Mapii
Y caAy, IPOTe XYAO>KHULISI BUKOPMCTOBY€E 3HAYEHHS
«3aKPUTUIL Cap» ITO-CBOEMY: BOHA CTBOPIOE Liell caa
BCEPEAMHI CKYABIITYPH, B TAKUI1 CIIOCIO 3aKpUBa0-
41 Ta ikcyroun cBoi nepeXxuBaHH: i1 TpaBmu [19].
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Tox y TBopuocTi M. KyAikoBCbKOI NPUCYTHI 1eB-
HUI AyaAi3M MOTUBIB: MOTUB, 11J0 HaraAye Ipo IBUA-
KOIIAMHHICTb XXUTTS, i MOTUB, 1IJ0 AEMOHCTPYE AIOA-
CbKY 3BMYKY IIPMXOBYBaTU B COOi CBOI MepeK1BaH-
Hs, i B P@3yAbTaTi 1li TPaBMM CTAIOTh B)Ke MTOBHOLIiH-
HOI0 KOHCTPYKILIi/1HOI0 YaCTMHOIO caMoi AloAHM. KBi-
TU — Lie MaTepiaa, KU1 3 YaCOM IIOYMHAE 3acuXaTu
a00 HaBiTb THUTY BCEPEAMHI CKYABIITYPH, 110 IPU-
3BOAUTD AO Ii pyiiHaLii. MO>XXAMBO, MUCTKMHS HaMa-
rasachb MokasaTy, 110 3aMIUKAaHHS TPaBM BCepeAMHi
AIOAVIHM MOXXe CTaTy NPUYMHOIO I pyiHauil. «ITo-
MillleHa Yy BMCTAaBKOBUII IIPOCTIP 31 CKYABNITYypaMu
3 iHIMX MaTepiaaiB, 11 Koris Tiaa Mapii cTaa mmo-
€AHAHHSIM TPAAULITHUX AAS iCTOPII MUCTelTBa MO-
TUBIB 3 aKTyaAbHUMMM AOKQAbHMMU MOAITUKO-KYAb-
TYPHUMU OUTaHHSAMMW» [19].

V¥ nux ckyabpnTypax M. KyAikoBcbka BUKOpMC-
TOBYE TiAO i IK MeAiyM (11 TiA0o Oepe aKTUMBHY y4acTh
Y CTBOp€HHI 3AIMKIB), i K 300pa’kyBaHMi1 IpeAMeET,
TOOTO BOHO TE€pEeHECEHe B CKYABIITYPHMUII IIPOCTIp.
Be3yMOBHO, TiA0 XiHOYe — i 1jelt (aKT Bipirpae Bax-
AVIBY DOAD Y BIIAMBI Ha TAsIAQUA i B PO3YMiHHI TBOPY.
/A0 TOro X TiAO € BOAHOYAC TIOAITMYHUM i IICMXOAO-
riYHMM, 32 KOHTEKCTOM. 3a Bi3yaAbHOIO KaTeropieio
M. KyaikoBcbKa BUKOPUCTOBYE TiAO Kpacy Ta Take,
II]0 CTPAKAQE.

BucnoBku. Y crarti Ha npuxaaai Bopyocti M. Ky-
AIKOBCBHKOI 3p0OAEHO CIIPOOY AOBECTH, 1[0 MUTELb
He MOXe OyTU BiAAlA€HMM BiA 110T0 TiAa, Y OyAb-SIKOMY
BMIIAAKY BiH J10r0 BUKOPMCTOBYE sIK CIOCi0 pemnpe-
3eHTaLii CBOIX «Bibpalliil Ayii» abo HecBiAOMOTO.
Tiaro y MucTelTBi MOXKHa BUKOPUCTOBYBATH SIK Me-
AlyM, KOAY BOHO € MaTepiaAoM, Ta sIK 300paKyBaAb-
HUII TIPEAMET, KOAU BOHO 3'SIBASIETHCSI Ha TTOAOTHI,
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B CKYABNTYpi TOw0. TiA0 Y MUCTeL|TBi po3pi3HsEeTbCSA
3a Bi3yaAbHOIO KaTeropi€ro, 3a KOHTEKCTOM, 3a CTaT-
TIO, TEeHAEPOM.

Tsopuicte M. KyaikoBcbKoi Hepo3piAbHa 3 ii Ti-
AOM. BoHa pA0CAipKYe MeXi CBOTO TiAa, aKLleHTYIO-
Yl yBary Ha ICUMXOAOTIUHMX KOPAOHAX, AMCTAHLIii
MIDX rasiAauaMu Ta MUCTKUHero. Tiao y M. Kyaikos-
cbKoI irypye sk B neppopmaHcax, A€ BOHO CTa€ Me-
AlYMOM, 3 SIKMM MUCTKUHS TPALIOE, TaK i B CKYABII-
Typax, akBapeAsX. fIKiljo B akBapeAsX TiAO Bipirpae
POAD 300paXyBaAbHOIO IIPEAMETA, A Y TlepdopMaH-
ci TiAO € MeAIyMOM, TO CTOCOBHO CKYABIITYP-3AiNKiB
1l TiAa HE MO)KHA OTPUMATU OAHO3HAUHOI BIATIOBIAL.
BoaHoYac TiAO TYT BUCTYIIAE i IK MeaiyM, i sIK crioci6
BrpakeHH:. 3a3Buyait M. KyaikoBcbka BUKOpUCTO-
BYE ITOAITUYHE TiAO 32 KOHTEKCTOM, IOEAHYIOUM JIOTO
3 IICXOAOTIYHIM, a 32 Bi3yaAbHOIO KaTeropieio BOHa
o6upae TiAo Kpacu Ta Tiao, 1o crpaxpae. OcTaHHE
AOCUTbD TIOLIVIPEHE CepeA IHIIMX TepPOPMaHCUCTIB.

Tema Tiaa B MUCTELITBI Ha CbOTOAHI HEAOCTAT-
HbBO AOCAIAXKEHA, 1iell HAlPSIMOK IOTpebye AeTaAb-
HIIIOTO BUBYEHHs, CUCTeMaTH3allii Ta BCTAHOBAEH-
HA YCTaA€HMX TepMiHiB.

¥ XX ¢T. MUTLIi TO9aAM BUKOPUCTOBYBATH TiAO-
MeAiyM, IpOTe apTKPUTUKY He OYAU TOTOBI AO aHa-
Ai3y LIbOTO MeAiyMy i HAMaraACb yHUKATH Lii€l TeMu
yepes HEAOCTATHIO KiABKICTb mpaup B iHIKX che-
pax (mcuxoaorisi, cexcoaorisi, hiaocodist), a TaKoxK
yepes TabyMOBaHiCTb. AOoTelep HeMa€ IPYHTOBHMX
AOCAIAKeHb 3 1[i€l TeMI, Xoua CbOTOAHI € AOCTaTHS
KiABKiCTb MaTepiaaiB 3 iHumx chep, TabynoBaHiCTh
MOCTYIOBO 3HMKAE, a OT>KE BEKTOP AOCAIAKEHHS Tira
y MUCTELITB] € IePCIEKTUBHUM i TOTPeOye MOAAADL-
MIVX HAYKOBUX AOCAiAYKEHD.
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Iryna Khomenko. Body as a medium in the works of Maria Kylikovska

Abstract. The article considers the topic of the body in art, its methods of use and the problem of its theoretical elaboration.

The aim of the article is to study the body as a medium in the works of Maria Kulikovska. The choice of Maria Kulikowska’s work is
not accidental, because she used the body both as a medium and as a pictorial object in one work, where we can observe exactly how these
methods are combined. Also, Maria Kulikovska uses different visual categories of body, gender and context, sometimes combining them.

The article marked the beginning of a certain systematization: the body is divided by visual categories, by sex / gender and by the con-
text in which this body is used. The body-medium, which is the material in the work and participates in the creation of the works of art,
and the body-pictorial, that is, what is reflected on the canvas, in sculpture, architecture, and so on. The article proves that the theme of
the body in art is important and needs further study, systematization and establishment of new terms.

Keywords: body in art, performance, medium-body, Maria Kulikovska's art, contemporary art of Ukraine.
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Abstract. The experiment is a characteristic feature of art practices from the ancient period until contemporary reality. It is connected to the
transformation of the artistic vision, the cognition within the boundaries of the internal experience, the psychology of artistic thinking and the au-
thor’s world picture. The evaluation of the role of the art experiment points to the problem which is stated by the discourse “academic — experimen-
tal” and so its investigation in the trend of the scientific theory and practice. In the period of the 19" — the beginning of the 20" century the art experi-
mental presentation acquired visible parameters. The methods of its investigation form the research field — uncovering and developing of the new ex-
pressive means, the specifics of its types, the individual manner and elaborating of the new creative methods, and the formation of the new knowledge.

The investigation of experimental art within the field of its generation, communication and representation discloses scientific and technolog-
ical resources that enhance the understanding of the art process within the boundaries of the art practice transformations. That is why the compe-
tence of the researchers is one of the goals of art education. In the research papers of the artists, who apply for the scientific degree of the Doctor of
Philosophy on the speciality 023 — visual arts, decorative art, restoration alongside the theoretical articulation it would reasonable to concentrate
on the creative laboratory of the artist, experiments with the aim to deepen the knowledge in this sphere. The work methodology is based on an in-
terdisciplinary approach, and cultural, historical and comparative analyses, its practical significance lies in the deep study of the contemporary ar-
tistic processes that are founded on the actualized artistic experiment.

Keywords: Discourse, academic education, artist, experimental art, empiric experience, technologies.

The tendencies in contemporary art and art ed-
ucation define the problem marked by “academ-
ic — experimental” discourse, which directs art re-
search in the circle of scientific theory and prac-
tice. According to Reis G.-V. academic education be-
comes valuable in the case of implementing science
research by the educational institutions that un-
dertake their own investigations [13, c. 60]. Other-
wise, education as a learning of techniques is not ac-
ademic but just mastership classes. Research compe-
tence is one of the educational goals in recent years.

The research of art that belongs to the art, cultural
studies, history, psychology, and linguistics as spheres
of humanitarian science is not research in art. In re-
cent years, this aspect is articulated in the research
papers of the practical artists who apply for the de-
gree of the Candidate of Art or Doctor of Philoso-
phy on the speciality 023 — visual art, decorative
art, and restoration. Artists, which have the neces-
sary practical knowledge, can study art with full le-
gitimacy but it would not be an academic practice.
That is why it is not possible to make art education
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an academic one just by connecting it to humani-
tarian studies. Research in art is a special discipline
oriented on its problems. The art, which does not in-
vestigate anything, is reproductive and interpreta-
tive, the artist is guided by stated expressive rules,
techniques, and means without asking any ques-
tions, positioning understandable goals and form-
ing important content.

The statement of the problem. That is why the art
that unveils actual problems is experimental by its na-
ture, relevant to the present times of its development,
and functioning. The definition of the problem means
the beginning of the dynamic search for the answer
to the actual questions. In this context, we can trace
common features between art, education and science
and the difference in their research methods and their
character. During the period of 19" — the beginning
of the 20th centuries the experiments in art acquired
distinctive features and the methods of their imple-
mentation point to the research field — uncovering
and development of the expressive means, their type
specifics or the individual manner, the polymorphic
character it differential transitivity [6; 7; 8]. Their de-
velopment goes on in the such form of art in which
the evaluation of both academic and experimental
approaches would be relevant. Contemporary visual
culture develops innovative expressive means that
correspond to the social demands it prompts the ne-
cessity of intensive study. It is worth making a differ-
entiation between the research directions — the aca-
demic art, its fundamental basis and the experimen-
tal art, the task of which is the expansion of art ca-
pabilities; artworks as reproductive and multiplied
material helped the commercialization of art.

In this context, the institutions of art research,
and the creation of art laboratories space are very im-
portant for the study of experimental art in the field
of its generation, representation, and communication
with the help of science and technology resources.
The problem of study and application of innovative
expressive methods, their creation and development
become acute. As a result, young students and art-
ists will obtain new knowledge and instruments
for art creation because of the inner “provocation”,
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an experiment that constructs the space for possi-
bilities, where the future is not yet defined. The free
choice of experiments, the trial of various materi-
als, and spontaneous techniques open the way to in-
ventions, and discoveries, which are part of the crea-
tive educational process. It enhances the realization
of the individual art style, the reflections on certain
events, circumstances, and information that is coded
in the special types of signs, which are created. That
is why academic art education should be connect-
ed to the investigations in art, and the elaboration
of the special learning programs for art experiments.
All these assert the research competence of the art-
ists and their completion of the scientific educa-
tional part in the application for the science degree.

The analysis of the recent research papers and pub-
lications. As a science notion art experimenting is tied
with the approbation of new methods, tools, tech-
niques and materials in art. Consequently, the art
experiment, the conception of theoretical articula-
tion and the nature of its implementation in art un-
derwent changes. Nowadays it keeps certain critical
accumulation because the empirical experience, sub-
jectivity, and the experimental character of creativi-
ty are key points in becoming an artist, their concep-
tual thinking. The actualization of the “experiment”
notion took place in the European cultural space
in the 19th century. At the same time in the new cir-
cumstances of art development, conceptual changes
in methods of implementation, the role of the crea-
tive upbringing of artists its revision and apprehen-
sion are usual practices for researchers in various
spheres of knowledge. For example, the philosopher
T. Adorno stated that in the 1930s this notion meant
an attempt that was realized on the critical evalua-
tion of possibilities and tasks of the art, which op-
posed unconscious following the traditions [2, c. 58].
Catherine Bernard thinks “If the art does not search
for the “truth” in the form of the truth for the ob-
ject or the average specific truth for the emotions,
in this case, the dialectics opposed to the mainstream
and experimenting loses its central position” [10].
Art pluralism replaces modern dialectics keeping
the traditional and experimental art in the same
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power field of the interaction according to Danto A.
He defined it in the essay “The End of Art” (1984)
marked the final of art experiments, he wrote about
this process in “After the End of Art” (1997) [11].
However, is the final of the art experiments possi-
ble? Probably Danto A. thought of the dichotomy
“the end of art — after the end of art” as an answer
to the question. In the perspective of the dichotomy
“artist — viewer”, which is always actual the answer
lays in the creation of the artwork and its representa-
tion. In this conception, the art experiment oversteps
the borders of time and circumstances, in different
time periods it was guided by the regularities of art
development and was a milestone of the changes.
As Srynnyk-Myska D. notes: “Through the epochs,
the art expresses ideals and values of the time not
just by theme and plot but also by using art tools
by means of which the viewer obtains information,
understands the essence of artwork” [5, c. 92]. Be-
sides, above mentioned authors and Gadamer G.,
Bacon F., Vipper B., Volkov M., also famous artists
Kandinsky V., Kupka F., Bohomazov O, and Malevich
K. proposed their understanding of the experiment-
ing art. The approaches to evaluation of the creative
searches and experiments were defined in this in-
tellectual discourse.

The main part of the research with the complete
statement of the obtained results. In the scientific lit-
erature, for example in the practical sphere of knowl-
edge, the “experiment” notion means the empiri-
cal method of phenomena cognition that is based
on the comparison of theoretical models and real
physical processes [3, c. 190-191]. In this case, the in-
tellectual and real experiments are combined. This
approach is a characteristic feature of the art ex-
periments that constitute the creative imagination
of the author about the world model and changes in its
perception. According to Robert Irwin to be an art-
ist does not mean to create pictures or objects, we
deal with our state of consciousness and form of our
perception [9, c. 123-135]. The experiment is an art
of critical thinking; it has a long story of the percep-
tion changes and allows people to state what they
know about the world. What does an experiment
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mean in the art practice? Why is it so important?
How is it reflected in the artwork? Does it have an in-
fluence on the expression of the art’s creative poten-
tial? These are the questions that will guide the di-
rection of the research, the formation of the catego-
ries in education and art; their role in the evolution
of the art form and expressive means.

In art, the notion “art experiment” has three mean-
ings: the innovative creative activity, the indefinite
results of the creative searches, because the exper-
iment does not always meet expectations; elabora-
tion, investigation and implementation of the exper-
imental ideas, which are the part of the art process
for the artists. The experiment orients on the devel-
opment, and the creation of new knowledge, and it
is reasonable to define in which context this notion
should be used when talking about the art practice,
the investigation of the ideas and their realization
in artworks.

The experiment in art corresponds to the avant-gar-
de notion, it heads the movements and rules the inven-
tions; actually, the experiment expands the borders
of the art by the approbation of the various techniques,
materials, and tools for the expression of the ideas.
Experimenting gives the artist an understanding
of oneself, enlightens milestones of the personal art
practice, and chances for creative activity. The exper-
iments are very significant in art because they con-
struct new conceptual contexts in artworks. From
the viewpoint of art researchers, art experiments ex-
pand the borders of the art and enhance the differen-
tiation between traditional, academic and contem-
porary innovative art, especially in the art process-
es of the 19th century. According to the literature
sources, the experimental methods of the 19th cen-
tury became successive instruments not just in pos-
itivist sciences but also in contemporary art by dif-
ferentiating past traditions and calling for innova-
tion and changes [12, c. 9-23].

The art experiments make it possible to under-
stand the importance of their critical role in the com-
plicated, sometimes contradictory evaluation of our
reception of contemporary realities. The theo-
retical and practical parts define the conception
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of the experiment, the first one constitutes the di-
mension of senses and contexts, and the second one
presents the empirical method of cognition, empir-
ical experience and inheritance. The artistic crea-
tive searches formed the criteria of the experiment,
the artists relied upon their perception, intuition,
and intellect, overthinking this process. That is why
the experience and empirical experimental heritage
of the artists are so important. The art category “ex-
periment” occupies the position between theories
of science, philosophy and art in its numerous man-
ifestations. The conceptualization of the “art exper-
iment” notion takes place as a coexistence of science
as critical knowledge and art as empirical knowledge.

From the scientific viewpoint, the experiment is
an empirical cognitive method and it is basic in the for-
mation of the theoretical conception of the ground
of induction. Observation, fixation, measurement
and comparison are its structural components.
In a certain way, the experiment includes meta-re-
flection on the attitude towards the science founded
on the historical context of art trends and it could
demonstrate a tendency to differentiation or con-
vergent process. As a sensual and practical activi-
ty, it proposes the model of the future by cultivat-
ing a certain way of artistic thinking for finding an-
swers to acute questions; it helps artists to build their
own style and way of expression. Art experiment-
ing is immanent to the interdisciplinary approach
in science studies because it is based on various prac-
tices with the application of different means, tech-
niques, and materials in uncovering the creative in-
tentions of the artists.

During the creative development of the artist, ed-
ucation the experiment becomes a cognitive method.
The experience of the artists unveils itself in the pro-
motion of the constructive idea, its artistic realiza-
tion in an image or abstract embodiment, compo-
sition, artistic form, colours, and stylistics. The ex-
perience of the artists preserves the complicated
sphere of knowledge, techniques, tools and activi-
ties. Its evaluation is possible through the theoretical
articulation or self-analyses and the interpretation
of the artist who does not realize these dimensions
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in the intellectual experiment of the creative process,
the instruments of which are knowledge, experience,
perception, actions, and completion of the ideas.

The artwork is a space for the experiment where
its different variations are realized, which enlight-
en peculiarities of the perceptual consciousness
and worldview of the artist, a system of values, en-
abling to grasp the boundaries of the art language.
The codification of the experimental art practice
is important for art education and understanding
of the characteristic features, regularities and ten-
dencies of contemporary art development, the varie-
ty of its heuristic forms and art codes. The Ukraini-
an art research discourse actively promotes the dis-
cussion on the artist’s choice of the direction of cre-
ative self-realization, where the reflection on the po-
litical, social and cultural changes, national vision,
regional cultural practices, and cultural identifica-
tion occupies the important position and becomes
the important source of the renovation and the ex-
pansion of the national art conception. Cultural
centrism, multiculturalism, and transnationalism
became the basic concepts of the experimental art
practice in the Ukrainian realities that correspond
to world tendencies.

The variety of creative conceptions in contem-
porary postmodern art demonstrates the variabili-
ty of the art experiment. The Ukrainian artist pro-
vides the experiment in a system and constant mode,
representing numerous ideas within the bounda-
ries of the national or transcultural art paradigm.
The creative experiments of the Ukrainian artists rep-
resent system phenomena of the art transformation
of the objective and subjective world, the generation
of the new art discourse. These processes marked
the changes in the type specifics of the art, on the pic-
tures, which are the parts of the art project’s concep-
tion. As Avramenko O. notes, now the picture pores
in the space, prolongs in the certain, logically found
or built objects, or otherwise — the objects are embod-
ied in the picture, so the specific interactivity between
plane and space takes place” [1, c. 223]. The assertion
of postmodern paradigm in art marked the space
of the art experiment in the expanded historical
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perspective and caused the formation of its conception
in the discourse “past — present”, where the materi-
al thinking prevails over the sensual one in the rep-
resentation of the contemporary idea of the experi-
ment. As Catherine Bernard wrote, the experiments
in art touch the present and forward epistemology
and enlightening [10]. The nature of contemporary
art experiments lays in the epistemological schedule
that prompts the ability of art to reflex onto its own
visual practices. The attitude of contemporary art
towards experiments becomes transparent; the ex-
periments build a dialogue with the viewer, form
a focus of perception, and enlighten and opens ways
to the cognition of the visual experience. The artis-
tic thinking and the creative vision are combined
with the plot, a self-reflexing form of artwork that
uncovers the heuristic entity of the art experiment
and the experience.

Does the art experiment have a ground of autono-
my that is far from the social life context? This prob-
lem could be solved; the autonomy of art is actual
in such cases when the self-reflexing or inner prov-
ocation takes place, the acquisition of new knowl-
edge by means of the art experiment in the art system
of a certain direction, trend or epoch. At the same
time, there are such experiments that attempt
to overcome the gap between art and society form
and the context, they are avant-garde and postmod-
ernism. For the above-mentioned directions, the social
sphere is a source of the experiments aimed at stim-
ulating intellectual activity of the viewer and under-
standing the status of the aesthetic emotions. The ex-
plication of the “art experiment” notion is very im-
portant and the innovations, self-reflexing, and ac-
tuality of art are identified with the experiments.
The experiment was one of the main conventions
that enabled the manifestation of the artists’ crea-
tive searches, but if it does not work, the art tradition
follows high goal and value dimensions.

The implementation of their understanding
of the key epoch problems became the task for many
artists, who made correlations between their local
national art experience and the world art practice
in the different periods: crises, revolution, and stable
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ideologies. The dynamics of changes touched all
the basics of art (idealization, mythology, regulari-
ties), the individual priorities (the transformations
of everyday culture within the axiology, value trans-
missions, actuality of democratization, pluralism,
tolerance, and ecology of the culture). These factors
made an impact on the contemporary national con-
ception of art based on the experiments, and gen-
esis of the new art forms, which mirrored the past,
present, and prognostic future. Dialogue defined
the conception of art and culture development, ar-
tistic and experimental strategy of the artistic cre-
ative activity. According to Petrova O., at the end
of the 20th century, everyone enjoyed freedom, but it
is worth remembering that art functions in the di-
chotomy “ugly — beautiful” [4, c. 39].

The ability to investigate the limits of the own art
practice became decisive for the art experiments [10].
In the Chapter “Experiment II, Seriousness and Ir-
responsibility”, “Aesthetic Theory” research Adorno
T. stresses that the idea of experimenting actualizes
the necessity to risk and at the same time it trans-
fers the principle of the conscious application the ac-
cessible materials; it contradicts the thought of their
unconscious nature, transmitted from the science
to the art [2, c. 58]. The scientist states that it is im-
possible to find out art without experiments because
the disproportion between art traditions and in-
dustrial development is impressive. In most cases,
the experiment is a process of studying the possi-
bilities and it leads to the crystallization of types
and genres, downgrading the artwork to the level
of the school pattern, cliché — it is one of the caus-
es of the ageing of the new art.

In contemporary art discourses, the experiment
exposes itself in the creative process, where it pro-
vides radical pluralism, which in certain sense dest-
abilizes the notion of art autonomy opening the art-
work for the world. Deviating from the regularities
and trust for the sake of the experiment the art trans-
forms into a new meeting with the experience, be-
ing now and here, dissolution in the presence [10].

The creative search and the conceptualization
of the experience in the artwork contain the critical
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negation of past and present art conventions uncov-
ering the author’s position as the artist in this pro-
cess. It maintains the freedom of the artist to fol-
low his own creative impulse and the experimental
nature of the intellectual processes. The contempo-
rary imperative of the experience creates the sched-
ule of art development underlining the role of the in-
tersubjective interpretation, genesis of senses, mean-
ings, and conceptual heritage. Experimental art dis-
closes the inner activity of the artist counter posi-
tioning to the external circumstances. In the process
of changes, conceptualization art is not accessible
for perception, understanding and acquisition, it de-
mands a procedure of adaptation on the level of feel-
ings, associations, and senses, which the art research-
ers, critics, galleries, and museum workers present.
By the means of the experiment, the artists cognize
themselves, undertake inside work, create the vo-
cabulary; add new meaning to the past practices de-
veloping new trends. Mainly their experiments are
eccentric, thus we understand the natural conduct
of the artist, thinking and regularities that uncov-
er hidden social ideologies. In this context, the art-
ists often use the language of sensations, and shock,
distracting the attention from the expressiveness
of the ideas, and conception, for the enforcement
of the emotional tonality and actualization of the con-
ceptual art heritage. The visual culture enjoys less
social reception, but the artists react to social chang-
es, striving to understand demands, expectations,
and the context of the situation.

Revolt, sensations character, and collaboration-
ism became the features that represent new artistic
ideas, the radical character of the art experiment.
In this aspect, the thought of Jakobson R. is very
important, he detected the dominant by connect-
ing sense (meaning) and the language of artwork
in a formal component, which is “a focus compo-
nent in the artwork that guides, detects and trans-
forms other components. This dominant safeguard
the unity of the construction; it adds certainty
to the artwork” [14, c. 6]. In other words, the dom-
inant is such an art element, which the artist highly
evaluates; this element can be a typical technique
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or a free, random one. The experimental art spir-
it asserts moving forward to the new, untypical,
unusual, radical compared with the past, academ-
ic, and realistic. We see the confirmation of these
phenomena in the artworks of various art epochs,
directions, styles and trends — we should distin-
guish Tiziano, Leonardo da Vinci, Diego Velazquez,
Rubens, Delacroix, Holbein H. the younger, Rem-
brandt and many other artists through the art his-
torical development. The historical precedents hap-
pen in contemporary experimental art, various ma-
terials, techniques; tools of expression for the idea,
and its axiological foundation become the instru-
ments of the creators. The artwork is a system of val-
ues and by his own worldview, vision, and world
perception the artist actualizes it, forming a dom-
inance within the boundaries of sense organization
and form organization. The artwork also has a ref-
erent function by means of which senses, and mean-
ings are transmitted, it “archives” epoch context.
The number of cultural values changes significant-
ly as soon as “the dominant” notion becomes our
starting point [14, c. 7]. That is why experimental art
acquires and works with unusual and untypical ob-
jects. The artist strives to distinguish and promote
the author’s style in uncovering the idea, and ex-
pressive methods, which are unusual, and distinct
in comparison to other creative practices surpris-
ingly and stubbornly.

In this direction of experimental practices, a lot
of artists leave the grammar of academic art in order
to import ideas and achievements from one art sphere
to another one where they are not well known. The art-
ists-experimentalists orient on the trial of the proce-
dure of uncovering something unknown, operations
with the idea, goal, context, checking of the princi-
ple, supposition, and hypothesis. The experiment
and experience are interconnected in the formation
of the risky, not yet tested messages, senses on the un-
folding of contemporary art, and its critical estima-
tion. It is worth saying that the audience and critics
tend to such visual practices, they evaluate highly
the unknown, risky, and sensational, and they learn
to realize it. It is a dichotomy between the dominant
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general (great epochs, styles) and the individual (au-
thor); their diffusion in art unveils the mechanism
of its renovation, development and functioning. This
conception of experimental art explains why it stops
being the new one, loses innovative character, and con-
text and does not meet demands. In most of cases,
such art becomes a tradition or goes away as a ran-
dom practice. The canonical, academic and experi-
mental art are parallel processes, they interpret be-
ing or subjective vision of reality.

Itis worth noting that in contemporary art educa-
tion, young artists obtain new knowledge in the art
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practice by mastering different methods and ap-
proaches, tools and technologies, adapting this ex-
perience to the realization of their own experi-
mental forms. Thus, the tasks facing young artists
in uncovering the human existential dimension,
and the philosophy of being in modern society ob-
tain their solution. In contemporary art education
and art practices, the discourse “academic — exper-
imental” demonstrates the possibilities and desire
of young artists to expand the horizon of their cre-
ative searches for the relevant expression of their
feelings and perceptions.
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Mapuna FOp. Auckypc «AKapeMidHe — eKCIepUMeHTAaAbHe»: Teopis i mpakTuka

AmHoranis. EKcriepyMeHT BAACTUBMIT XYAOXKHIM IPAaKTMKAM BiA HalIAQBHIIINX YaciB AO Cy4aCHOCTI, BiH ITOB’sI3aHUIA 31 3MiHOIO Xy-
AOXHDBOTO OaueHHs (TIepLenLiil) MUTLs, Mi3HAHHSIM B MEXXaX BHYTPIIIHbOI'O AOCBIAY, ICMXOAOTIEI0 XyAOXKHBOTO MICAEHHSI T aBTOPChb-
KOI0 KapTMHOIO cBiTy. OL{iHKa POAi XyAOKHBOTO €KCIIEPUMEHTY B PO3BUTKY 00Pas0TBOPYOro MUCTELTBA Ta MUCTEL[bKOI OCBITH 03Ha-
4yye MpobAeMy, OKPECAEHY AMICKYPCOM «aKapeMiuHe — eKCIlepMMEeHTAaAbHe», BIATAK 1l AOCAIAXKEHHSI B PYCAl HayKOBOI Teopii Ta mpak-
Tuku. 3a nepiop XIX — mouyatky XXI CTOAITTS eKCIIEpUMEHTAABHICTD Y MUCTELTBI HabyAa YiTKMX O3HAK, @ METOAM Il TPOBAAIKEHHS
$OpMYIOTh AOCAIAHMI[bKE TIOAE — IOIIYK i PO3BUTOK 3aCO0iB BUPa3HOCTI, MDKBMAOBOI criendiky, iHAMBiAyaAbHOI MaHepM Ta BUPO-
OGA€HHsT HOBUX METOAIB TBOPYOCTi MUTLsI, OPMYyBaHHS HOBMX 3HaHb.

AoCAip)KeHHs eKCIIepMMeHTaAbHOTO MUCTeLTBA B MOAI i10ro reHepalii, pernpeseHTaliii, KOMyHiKalii 3aAyyae pecypcu HayKu Ta
TEXHOAOTII, 110 CITPUSIE PO3YMiHHIO XyAOXXHDBOTO TIPOLieCy B pycAi TpaHchOpMaLlilt XyAOXHiX MPAKTHUK, iX BIIAMBY Ha Cy4acCHY MUCTeLb-
Ky OCBITY. BiATak AOCAIAHMIIbKA KOMIIETEHTHICTb € OAHI€IO 3 1liA€lT MUCTELIbKOI OCBIiTH, B AOCAIAHMIIBKMX POOOTAX XYAOXKHMKIB-TTpaK-
THKIB, 5IKi 3A00yBalOTh HAYKOBUIT CTYIiHb AOKTOPa birocodii 3a creniaabHicTio 023 — 06pa3oTBOpYe MUCTELTBO, AEKOPATUBHE MU-
CTeLTBO, pecTaBpallist, OKpiM TEOpeTUYHOI apTUKYAALII 3araAbHOI TAHOPAMM MUCTELTBA, AOLIIABHO OYyAO 6 30C€pPeAUTHCD Ha TBOPYil
AabopaTopii MUTLIsL, 1OTO eKCIIepYMEHTaX, MOTAMOMUTI 3HAHHS B 1iiil chepi. MeTOAOAOTis pOOOTH IPYHTYETHCS Ha MDKAMCLUIIAIHAD-
HOMY MAXOAL, KYABTYPHO-iCTOPUYHOMY, KOMIIADaTUBHOMY aHaAisi, il MpaKTHYHe 3HAYEHH MOASTAE y TOTAMOAEHOMY BUBUYEHHI Cydac-
HUX XYAOXKHIX IPOLIeCiB, MAIPYHTSAM SAKMX € aKTYaAi30BaHUI XYAOXKHII1 eKCIiepuMeHT

Keywords: pnckypc, akapeMivuHa OCBiTa, XYAOKHUK, €KCIIepYMEHTaAbHe MUCTELTBO, eMITipUYHMIT AOCBIA, TEXHOAOTI.
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Abstract. Thanks to the work of Ukrainian composers of the post-war period (Mykola Dremliuha, Kostiantyn Miaskov, Anatolii
Kolomiiets, Serhii Bashtan, Vasyl Herasymenko, etc.), the process of academization of the instrumental bandura was actively established,
marked by a significant expansion of genre-style and expressive-performing paraphernalia. In this direction, an important role belongs to
Kostiantyn Miaskov, an outstanding personality in composing for bandura. A vital component that forms the style of his legacy for instru-
mental bandura is the reliance on folk dance and folk song themes and their reinterpretation in line with academic performance. Among
the author’s stylistic techniques that are most often traced in instrumental works for bandura are sequencing, variation, improvisation-
al development of musical and thematic material, tempo and dynamic contrast, bright dynamization of the development of musical fab-
ric, on the one hand, and organic use of timbre — phonic and technical-expressive capabilities of the instrument, on the other. The kin-
ship of the composer’s style with the foundations of folk music thinking was manifested in the melodicism of his instrumental canvases
for the bandura. Reliance on folklore became, for the artist, a factor that, to a certain extent, determined the individual style of writing of
this master, where the principle of music making, typical of folk Instrumental Performance, became decisive for his compositions in the
field of bandura creativity.

Keywords: instrumental bandura, Kostiantyn Miaskov, musical stylistics, instrumental bandura genres, performing and expressive

possibilities.

Problem statement. Since the second half oftheinstrumentand expand the formulas of instru-

of the twentieth century, bandura’s artistic, expres-
sive and socio-cultural roles have gradually been re-
thought. Thanks to the appearance of a significant
number of works by composers, for whom bandura
has become an entire field of search and profession-
al approval, bandura has entered the academic gen-
re, style, and performance space. After all, “...the ac-
tive appeal of professional composers to the tim-
bre-sonorous palette of the bandura made it possi-
ble to significantly enrich the stylistic expressiveness

mental play” [3, p. 34]. In the post-war period, fa-
mous Ukrainian composers and performers- Myko-
la Dremliuha, Kostiantyn Miaskov, Anatolii Kolo-
miiets, famous bandurists-composers Serhii Bash-
tan and Vasyl Herasymenko, etc. — actively creat-
ed for the instrumental specifics of bandura. Their
work significantly expanded bandura creativity’s gen-
re style and expressive-performing space, and new
concepts and forms of concert-performing and ped-
agogical processes were defined at that time.
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Kostiantyn Miaskov, a Pyotr Tchaikovsky Kyiv
State Conservatory graduate in the composition class
of Kostiantyn Dankevych, plays an essential role in up-
dating and improving the constructive and expres-
sive capabilities of the bandura. His work in the field
of bandura is characterized by deep lyricism and spirit-
uality, at the same time inspired by meter rhythmic
concentration, tempo contrast, and dramatic ten-
sion in the climactic zones of the work. The kin-
ship of the composer’s style with the foundations
of folk-musical thinking can be traced in the melodi-
cism of his work; folklore primary sources seem to have
determined the kind of writing of this master, where
the principle of music making, typical of folk-Instru-
mental Performance, became one of the most char-
acteristic features of K. Miaskov’s bandura creativi-
ty. Attention to the instrumental bandura creativity
of this master to outline the stylistic features of his
compositions is the relevance of this article.

Analysis of recent research and publications.
The stages of K. Miaskov’s life creation are revealed
in the study of O. Stelmashenko [10] from the pub-
lishing series “portraits of Ukrainian composers”
(Kyiv: musical Ukraine, 1981), the specifics of K. Mi-
askov’s work in the course of instrumental bandura
are considered in the works of O. Buha [1; 2] and I.
Druzhha [3; 8]. The problem of compositional cre-
ativity, its genre, and stylistic characteristics are ac-
tualized in the works of Yu. Diachenko [4], E. Naz-
aikinskyi [6], A. Polkanov [7].

The article aims to characterize the style of K.
Miaskov’s works for instrumental bandura with at-
tention to the problems of stage implementation
of this heritage.

Main part. In the interpretation of the concept
of stylistics, it should be noted that this phenom-
enon, as an active component of a musical text, is
based on characteristic techniques and means of ar-
tistic design — “layout techniques developed in pro-
fessional composer’s culture are related to a specific
work” [6, p. 43] and appear as a reflection at the lev-
el of a specific author’s plan of the general stylistic
paradigm of the composer’s life-creating. Let’s say
in every bandura piece of K. Miaskov genre-stylistic
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component manifests itself through the principles
and means of unfolding the musical fabric of the work,
where the figurative-semantic structure of the work
is determined not only by the tonal plan and thematic
processes but also by variable combinations of genre
and stylistic manifestations of the author’s expression.

As part of the instrumental heritage for bandu-
ra, K. Miaskov turned to various genres and forms:
concert sketches, preludes, scherzo, variations, fan-
tasies, improvisations, folk dances, concert pieces,
and three concertinos for bandura and orchestra.
In the style of his ideas, the composer widely used folk
dance and song themes, where his primary so-called
author’s compositional techniques are consistency,
variation, improvisational development of musical
and thematic material, tempo and dynamic contrast,
and dynamization of musical development. A strik-
ing example of the above characteristics is his Var-
iations, where the primary thematic material used
is the Ukrainian folk song “You are my little quail.”
Based on folk melodies, at the same time, the compos-
er creates whole fields of sonorous effects — playing
at the stand, enriching the scale of performing strokes,
and so on. At the same time, the idea of the work is
multi-part, as evidenced by the dramatic unfolding
of the musical fabric with the introduction of two
cadences, significant transformations of the lead-
ing musical image, and the end-to-end development
of which is indicated by the features of orchestration.

In this case, “Baida” is also prominent — a concert
piece by K. Miaskov on the themes of two Ukrainian
songs for bandura accompanied by piano. The work
can serve as a reference example of the embodiment
of the composer’s stylistic preferences in the con-
text of bandura expressiveness. On the one hand,
the composer continues to actively use folklore, us-
ing two folk songs, namely, “Oh that is Baida drink-
ing” and “Oh, the girl walked along the river bank,”
and, on the other, we observe a deeply individual
reading of the genre of a concert piece — fantasy,
it’s virtuoso invariant.

Continuing the theme of bandura virtuosity, it
should be remembered that the most significant in this
course are the Etudes for bandura by K. Miaskov.
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For example, the concert Etude e-moll, which, in ad-
dition to a rich set of techniques and strokes — like
a sharp rhythmic-textured change in the presenta-
tion of musical material, melody, laid out by sequenc-
es from the sixteenth, which is quite characteristic
of his compositional style, contains polyrhythmic dif-
ficulties and various options for conducting a chord
theme (especially in the middle part of a complex
three-part structure, ABA + coda. In the G-moll
Etude, to enrich the figurative and semantic con-
text of the idea, the middle section is contrasted with
the extreme ones both tonally and textured (wide ar-
peggiated chords) and tempo.

A characteristic feature is the rhythmic ostinato
of the bass line in both etudes. However, in the first
case, the bass quarts have a more background charac-
ter with a constant rhythmic element (a quarter with
a dot and an eight), iconic for many of the compos-
er’s works. An intonationally flexible, elegiac syllable
melody in the middle section is built on dance-syn-
copated basses. The author’s presentation style is im-
mediately recognized, thanks to the characteristic
beating of the main melodic line by the sixteenth.
In addition, in the composer’s ideas, the dynamic
and tempo characteristics often depend on the di-
rection of development of the musical material —
up or down in sound pitch. It is this synchronici-
ty that allows one to control the release of hands.

The e-moll scherzo has a grotesque character
and contrasting orchestral coloring. The initial theme
in lowercase is marked with sequences of staccato
stroke and sforzando in the right hand. The second
section of Scherzo has slightly different artistic im-
agery. This is a barcarolle inspired by a chord tex-
ture. The tempo of Andante sostenuto agitato deter-
mines the freer and more improvised nature of in-
tonation, especially the arpeggiated theme in up-
per case. For the performer, along with the richness
and continuity of the sound of the central theme, it
is necessary to monitor the softness and slow flow
of the arpeggios. Before each dynamic and melodic
chord Arch in the middle register, it is essential to take
barely noticeable breaths, contributing to a high-qual-
ity display of the textured lines of the musical fabric.

LIUDMYLA LARIKOVA

The sharpness and clarity of dotted chord struc-
tures are achieved here by attaching the sixteenth
note to the next eight. I want to warn performers
against “smearing” these chords, which causes a very
unpleasant acoustic sound. To do this, it is advisa-
ble to take the eight after the short sixteenth with
araised hand and a very short, decisive blow, espe-
cially since the emphasis is on it.

The genre of a concert piece in Miaskov’s work
is one of the most revealing and beloved. The con-
trast of themes, the use of folk leitmotiv, relief, bulge,
virtuosity, and imaginative brightness — this is not
a complete description of the concert pieces c-moll
and G-dur for bandura and piano, a Concert piece
for two banduras (1974), a Concert piece for ban-
dura and orchestra on the theme of the Ukrainian
folk song “This night has so much moon in the sky,”
a Concert piece g-moll for bandura solo.

In the Concert piece g-moll for bandura solo,
the bright, dynamic palette of the work uses contrast-
ing dynamics, especially when comparing themes,
motifs, and sequences in a register. The concert
piece “This night has so much moon in the sky”
for bandura and orchestra (g-moll) intonationally
echoes the previous work. The first performance
of the theme is played in a bandura and performed
by a double tremolo in a high register. The tem-
po increases by the end of the work; dance motifs
replace the first theme: the theme of the Ukrain-
ian folk song “Oh, what the noise has happened”
and the Ukrainian Hopak, the intonations of which
are intertwined throughout the work until the last
bars on the crescendo.

The concert piece “The evening on the street”
(g-moll) is constructed differently. It contains two
minor cadences already in the first chapter: a de-
scending one with a rhythmic deceleration at the end
and an ascending one with a gradual acceleration.
The first implementation of the introduction theme
is developmental, where a piano picks up the bandu-
ra part. Only in Andante commodo does the mel-
ody of the folk song used to appear in all its full-
fledged beauty. The work has a variational character
of development. The theme takes place alternately
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in both parties that complement each other. There
are also no other genre-figurative and metric con-
trasts. The only sharp tempo change occurs before
the last cadence, where Allegro moderato appears af-
ter Andante. Here the composer again uses the tech-
nique of tremulation in thirds.

The concert piece c-moll (or a Concert piece on two
Ukrainian themes) for bandura and piano has a dif-
ferent character. This virtuoso, contrasting in the-
matic, vivid work begins with an energetic rhyth-
mic-intonation formula typical of the composer,
which creates a sense of anxiety and drama. Dis-
turbing images of war do not disappear in the next
section of sostenuto, where the theme takes place
for the first time in the bandura part, which is also
facilitated by the ostinato pulsation of eights in the pi-
ano. After thematic development in both instru-
ments’ parts, the melody returns to the bandura
again, but in a completely different form. Now it
is a gently enlightened theme (F-dur), which de-
velops sequentially, gradually increases, and turns
into a fun dance, where the theme of the Ukrain-
ian folk song “Oh, the girl walked along the river
bank” is used. The bandura entirely plays this theme
in the key of B-dur, size 2/4. The dashed sharpness
of the bass is also preserved in conducting the theme
in thirds. The second element of the music — a se-
quential descending series, which has a different
sound pitch direction throughout the work, is anoth-
er kind of leitmotif of this play. In interpreting this
canvas, the bandurist must maintain the same tempo
throughout the sequence. In addition, the perform-
er should strive for register coherence in the game.
The composer uses a complex technical technique
before the final section. In his opinion, applying
the Kharkiv way of playing and staccato at a fast pace
is necessary. This passage should be performed free-
ly, like a minor cadence, using the second and third
fingers in the left hand to achieve a smooth sound
in the lower register. In addition, removing the last
chord of the work with the whole hand is more expe-
dient. The concert piece under consideration strives
for development, which is related to the formation
of stages of the sonata form.
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Separately, we need to focus on the various cycles
of K. Miaskov, on which more than one bandurist gen-
eration was brought up. The composer mainly builds
these cycles on the themes of Ukrainian folk songs.
For the junior-level bandurist performers, the most
productive from the point of view of forming perform-
ing skills are variations on the theme of the Ukrain-
ian folk song “The cranes flew in” and variations
on the theme of the Ukrainian folk song “Zhench-
ychok-brenchychok.” These are two completely dif-
ferent compositions. Suppose the composer divid-
ed the first variations (g-moll) into six variations,
the second cycle (G-dur) is more complex in struc-
ture and thematic development.

K. Miaskov uses the theme of the lyrical Ukrain-
ian song in variations of “Marusya, Marusya, you
come from a glorious family” (e-moll). In short
sections, the left-hand movement is supported
by the pedaled sixteenth of the right hand. A new
element of variational development is found
in the g-mole section of the work, which requires
a cover of chords with the fingers of the hand.
In the intonation of these dissonant upper regis-
ter chords, it is necessary to monitor the sound
quality and not force the dynamics.

Variations on the Ukrainian theme of g-moll
are more concentrated in form than the previous
ones. They are based on the theme of the Ukrain-
ian folk song “Ukraine has been sad.” The com-
poser uses wide arpeggiated chords here, intervals
in the left hand. In the a-moll section, the canon
that sounds in f requires concentration and atten-
tion. The swaying element in the final barcarolle
Andante (h-moll) is transformed into a scherzo Al-
legretto (Es-dur), into a rhythmic intonation pat-
tern of a dance nature.

One of the latest works — Concert variations
of a-moll — is based on contrasting themes. The first
of them — as if marching hymnic, begins with a char-
acteristic quart course against the background of syn-
cope in lowercase. A sharp comparison with the pre-
vious one is the work’s second theme, which signifi-
cantly dramatizes the further development of the mu-
sical fabric. In its last performance, the composer
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used broad “jumps” of dotted sixth chords, the phon-
ic scale harmoniously confirming this canvas’s form-
ative integrity.

The Fantasy on Ukrainian themes G-dur for ban-
dura solo and improvisation on Ukrainian folk theme
e-moll for bandura solo is quite close to the genre
of concert variations. In the first work, the composer
used several quotes from folk sources. It begins with
a solemn introduction, in which the composer sug-
gests using the Kharkiv way of playing. Further —
in the theme of the Ukrainian folk song “Hey-hey,
geese, go to the pond,” the double tremolo technique
is again used, and at the end of the section — an oc-
tave deceleration, which prepares the appearance
of a quick dance theme of the Ukrainian folk song
“Kozak is leaving.” The glissando technique intro-
duces a repetition of the second period of the theme.
By the end of the piece, the pace accelerates, the dy-
namics increase, and the whole movement is direct-
ed to a graceful ending.

Another play — an improvisation on the Ukrain-
ian folk theme — K. Miaskov wrote at the end of his
life. Intonationally, by the nature of its development,
it echoes the variations of “Marusya, Marusya...”,
which also belong to this life-creating stage of the art-
ist. Designed mainly in minor tones, it ends calmly
and enlightened, which is also typical for a-moll con-
cert variations. Exhibited in the Moderato section,
it seems to “dissolve” in G-dur Andante doloroso.
The diverse dash palette of musical fabric in Alle-
gro requires exceptional auditory control of the per-
former when conducting the main, enlightened mel-
ody. In the Allegretto scherzando section, a virtu-
oso dance theme appears, which requires a precise
staccato from the performer, as noted in the musi-
cal manuscript.

As in the plays of small forms of K. Miaskov
and his variations, fantasies, and improvisations,
the performer needs to remember an essential fea-
ture of the composer’s style — a significant figura-
tive saturation of the composer’s canvases, their emo-
tional concentration and drama require the perform-
ers to be able to “hold” this dynamic development
according to the work’s time-space unfolding form,
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where the interpreter’s attention is focused on cre-
ating the integrity and completeness of the musical
and dramatic development of the idea.

As for the performance notes in reading the tex-
ture of the idea, we emphasize that performers of-
ten involuntarily accelerate in the upward movement
of sequences and passages. When moving down, they
slow down development. This is not worth the work
because this approach sprays the dramatic growth
of the work while impoverishing the overall impres-
sion of listening to it. As for the dynamics, it is es-
sential not to force the sound on ff and not “disap-
pear” on pp. Frequent changes in dynamics, the un-
dulation of its development, require constant psy-
chomotor control of the performer and the ability
to maintain meter rhythmic stability, which is espe-
cially important when performing K. Miaskov’s works
for bandura and orchestra.

The composer created three concertinos
for the bandura and orchestra, characterized
by the expressiveness of images, the intensity of de-
velopment, and tempo-dynamic growth until the end
of the work, resulting in bravura virtuoso cadences.
These works are based on their similar and distinc-
tive musical and dramatic features. All three con-
certinos begin with an orchestral, rather dynamic
introduction. The introductions of the First (g-moll)
and Third (d-moll) do not contain the central theme.
The heroic introduction of Concertino No. 1 (Alle-
gro moderato energico) begins with a quart tetra-
chord grace note, which seems to prepare the leit-
motif rhythmic grain of the central theme. An-
other important rhythmic and intonation element
of the introduction is based on the pre-dictate in-
tonation taken from the main theme (the two six-
teenth of the last fate tend to the accentuated eight
of the first fate). The central theme of Concerti-
no No. 3 is much faster and more active due not
only to the tempo (Moderato con moto) but also
to the pulsation of ostinato chords in the orchestra
part. At the same time, arpeggiated chords should
be performed briefly and actively.

The next stage of theme development in all three
works is similar in the eventfulness of the movement:
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the orchestra picks up the first motif of the theme
and develops thanks to melodic and harmonic means.
At the same time, the bandurist performs ascending
and descending passages and sequential construc-
tions. Further, in Concertino No. 1, before the sec-
ond section (Allegro-scerzando), K. Miaskov intro-
duces another minor cadence, which prepares a quick
three-part dance in the part of the orchestra. In Con-
certino No. 2, before the short section, the composer
uses “jumping” chords in the soloist’s part of writing.
Two-stroke acceleration in the Orchestra prepares
the appearance of the G-Dur theme from the sec-
ond section of this piece in the bandura part. This
light, fast two-piece dance, which takes place entirely
in the bandura part, intonationally echoes the D ma-
jor section of Allegretto con moto Concertino No. 3.
syncopated accents and a characteristic presentation
of the orchestra accompaniment emphasize the gro-
tesqueness of the theme.

The cadence of Concertino No. 2 is very short. It
represents a kind of introduction to the third section
of Agitato con anima, in which the tutti orchestra
plays the central theme of the first part. After it is
held, the intonation of the hidden modified theme
of the second chapter returns. The First and Third
Concertino cadences are large-scale, improvisational,
and technical in performance. They are vivid examples
of various types of techniques, different techniques,
and strokes. Chord sequences from the Concertino
cadence No. 3 are complicated to perform, where it
is proposed to use the Kharkiv method of playing
in the small octave and bass.

In the final section of the works, the central theme
occurs in the tutti orchestra. The tempo increase,
the brevity of size, General dynamization, and stac-
cato chords of the orchestra characterize the climax-
es of all three concertinos. Concertino finale No.
1 — built on the dance theme of the middle episode.
And in the final of Concertino No. 3, a new tech-
nique was applied in the bandura part — glissando
behind the stand. The rhythmic and intonation sim-
ilarity of the final last chords of the first and Third
Concertino is also due to the same tempo slowing
for both works. The final construction of Concertino
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No. 2 also has a heroic, optimistic, and affirmative
character. In general, all the concertinos consid-
ered are characterized by the expressiveness of im-
ages, the intensity of development and tempo-dy-
namic tension directed towards the end of the work,
and virtuoso cadences.

Concertino No. 1 was first performed by the solo-
ist of the state TV and Radio Broadcasting Compa-
ny of Ukraine, Petro Chukhrai. He also served as ex-
ecutive editor of this work. Concertino No. 3 was
the first broadcast on the radio in 1988. The piece
was performed with the orchestra of folk instru-
ments of the national radio company of Ukraine,
Svitlana Mirvoda, its soloist. There is a stock record
of this work. In this context, it is necessary to men-
tion the recording in the fund of Ukrainian Radio
of work for bandura with an orchestra of folk instru-
ments — fantasies on Ukrainian themes, the first per-
former of which is the Honored Artist of Ukraine,
head of the Department of folk instruments of the Na-
tional Music Academy of Ukraine named after Pet-
ro Tchaikovsky Liudmyla Kokhanska.

Conclusions. As you can see, K. Miaskov’s bandu-
ra legacy covers various genres of bandura creativi-
ty. Its stylistic palette is based on the extensive use
of folk dance and song themes. Its main components
are consistency, variation, improvisational musical
and thematic material development, tempo, and dy-
namic contrast. The style of his ideas for bandura
absorbed the influence of the folk performing tra-
dition, which can be traced through the brightness
and dynamization of the development of the musi-
cal canvas and the stylistic techniques characteristic
of academic creativity — profound figurative poet-
ry, picturesqueness, the richness of coloristic finds.
As for the aspects of the performing style of Mi-
askov’s bandura ideas, first of all, we need to men-
tion the organic virtuosity of his canvases. Virtuo-
so, technically complex passages from chord chains,
multi-layered textures with elements of polyphony,
various types of finger and chord techniques, etc.,
Significantly enriched the technical and expressive
capabilities of the modern bandura, its figurative
and sound palette.
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The evolution of instrumental bandurism
in the second half of the twentieth century, thanks
to the instrumental works of K. Miaskov, resulted
in a new model of performing creativity on this in-
strument. Its academic innovation context is based
on the improved capabilities of a professional-ac-
ademic, solo-virtuoso instrument, where the im-
provement of the instrument design, systematization

LIUDMYLA LARIKOVA

of professional musical education, and the creation
of an original repertoire are organically combined.
The contribution made by Miaskov to the reper-
toire for bandura is challenging to overestimate.
The composer was the first among those who start-
ed and developed the trend of creating original pro-
fessional music designed to be performed on this
instrument.
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Awomura Aapikosa. BUKOHaBCbKa CTUAICTMKA iIHCTPYMEHTAABHUX KOMIO3uLi AAst 6anaypu KocrsauTuna MsickoBa

AHoranjis. 3aBAsIKM AOPOOKY yKPaiHChKMX KOMIIO3UTOPIB MOBOEHHOTO Yacy (Muxkoaa Apematora, KocTssHTH MsickoB, AHaTOAI
Koaowmienp, Cepriit baurran, Bacuab lepacuMeHKo Ta iH.) aKTUBHO YTBEPAMBCS TIPOLieC aKaAeMisallii iHCTpyMeHTaAbHOI GaHAYPH, MTO-
3HAYEeHMI 3HAYHUM PO3IIMPEHHIM )XaHPOBO-CTUABOBOI Ta BMPaKaAbHO-BUKOHABCHKOI aTpUOYTUKNU. Y 1{bOMY Piuuili BaKAMBA POAb
HaAeXuTb KocTssHTMHY MSICKOBY, HerepeciuHill 0COOMCTOCT] Ha HMBI KOMIIOBUTOPCHKOI TBOPYOCTI AAst GaHAYPU. BaskAMBMM KOMIIO-
HEHTOM, 1110 GOPMYE CTHAICTHKY II0T0 AOPOOKY AASI IHCTPYMEHTAaAbHOI GAHAYPM € OIIOPa HAa HAPOAHO-TAHI[IOBAAbHI Ta HAPOAHO-ITICEH-
Hi TeMu Ta iX epeOCMUCAEHHS B piumili akapeMiuHOro BUKoHaBCTBa. Cepep aBTOPCHKUX CTUMAICTUYHMX NMPUIOMIB, [0 HalyacTilre
MIPOCTEXYIOTHCS B IHCTPYMEHTAABHUX TBOPAX AASL GAHAYPM, — CEKBEHLIHICTh, BapialjiHiCTh, iIMIPOBI3aLliiHICTD PO3BUTKY My3n4-
HO-TeMaTUYHOTO MaTepiaAy, TeMIOBa Ta AMHAMiYHa KOHTPACTHICTb, SICKpaBa AMHaMi3allis PO3BUTKY MY3MYHOI TKaHMHU, 3 OAHOTO
60Ky, Ta OpraHiuHe BUKOPUCTaHHsS TeMOPOBO-(QOHIYHMX Ta TEXHIYHO-BMPaKAABHUX MOKAMBOCTEI! IHCTPYMeHTY, 3 iHumoro. Cropia-
HEHiCTh CTUAIO KOMIIO3UTOPA i3 3acapaMy HAPOAHO-MY3MYHOTO MUCAEHHS MPOSBUAACA B MEAOAM3MI MIOTO iHCTPYMEHTAABHUX TTOAO-
TeH AAst 6aHAypu. Onopa Ha GOABKAODP CTaAa AASL MUTLISE GaKTOPOM, 1110 TTEBHOIO MipOI0 BU3HAUMB iHAMBIAYaAbHY CTHAICTMKY MHCh-
Ma LIbOr0 MaiiCTpa, A€ TIPUHLUII MY3MKYBaHHS, TUITOBUI AASL HAPOAHOTO iHCTPYMEHTAABHOTO BUKOHABCTBA, CTaB BUSHAYAABHUM AAS
J10ro KOMITO3MLIii Y LAPMHI GAaHAYPHOI TBOPYOCTI.

Karouosi croBa: incTpyMeHTaAbHa 6aHAYpa, KOCTAHTMH MsICKOB, My3u4YHa CTUAICTHKA, IHCTPYMeHTaAbHI GaHAYPHI KaHPH, BUKO-

HaBChKO-BUPAXKAAbHI MOXKAMBOCTI.
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Amnoranis. AocaiakeHO AnTsuMit pecTuBaAb K IeppopMaTUBHE SBUILE, 110 aKTyaAisye mpobaemy npucyrHocri (I. Y. Tym6pexr)

SIK HalIBUIIIOI AFOAVIHOMIPHOI LIIHHOCTI, A€ MiXK Y4aCHMKaMM BCTAHOBAIOIOTbCSI HETIOMITHI 3B's13K1, BIAMIHHI Bia 3Bu4uHOI (isn4HOI HasIB-

HocTi. [TpoaHaAizoBaHO AMTA4NMIT GeCcTUBAAD y MPOEKLiI TIAECHO-MaTepiaAbHOIO MOAYCY, AOTHKIB, OOMIH SIKUMU YyKe 3aKAAAEHMIT B TIPU-

poAi mepdopMaHcy, 1[0 AO3BOASIE AUTHHI BIAHAITH ceOe B MOAYCi UyTTEBMX, €CTETUYHNX MePEXMBaHb. 3'ICOBAHO, 1[0 AUTAUMIT decTr-

BaAb I10CTA€ eKCIIePUMEHTAABHOIO TTAOIAAKOIO AASL 3AIICHEHHS TBOPYMX iHTepaKliil Mi>K yYaCHUMKaMM, )KMBOI B3aEMOAi€i OAHOTO 3 OA-

HuM. LIiHHICTb TakMx B3a€MOAl, iHTepaKuiil II0ASIra€ B TOMY, L0 IIiA Yac neppopMaHCy 6e3nocepeaHiil BBAEMOBIAKB yYaCHUKIB AUTSI-

4oro GeCTUBAAIO BUSBASIETHCS HAOATaTO MPOAYKTUBHIIINM, aHDK MOXKAVBI 3HAUEHHsI, CMUCAM, Ta OPIEHTOBAHMII Ha e)eKT IIPUCYTHOCTI.

Karouosi crosa: nepdopMaHc, AUTSUMIT GeCTUBAAD, KYABTYPA AUTMHCTBA, IPUCYTHICTD, IHTEPAKLIis, PUTYaA, eKCIIEPYMEHT.

ITocTranoBKa npo6aemu. B3aeMo3B’s130K CbOro-
YAaCHUX SIBUIY KYABTYPU 3 AVHAMIiYHO BMHMKAIOUM-
MM IIpOliecaMy COLIIaABHUX Aill € oueBUAHUM. [Ipo-
AYKTMBHICTDb TaKOTO 3B’sI3Ky IIOCTAE HE AMILE AOIIO-
MIDKHMM 4M iHCTPYMEHTAABHUM aKTOM, @ KOHCTUTY-
THBHOIO CKAQAOBOIO COLIiaAbHOTO AOCBiAy. CbOTroAHI
coljiaAbHe TIepeKOHCTPYIOBYETLCS He 3a 3pasKaMu
3BUYHOTO CYCITIABCTBA, @ [TOCTAE SIK «pyXAMBa (op-
Ma acoLiaLiiny, sIKi «BUSIBASIIOTbCST HA0AraTo KOPUCHi-
LMY AASI AFOA€I, aHIK AOBrOCTPOKOBI 3B’s13Ku» [17,
p- 57]. AeaaAi 3pocTaiya YMCEABHICTb COLIiaABHO-
OpPiEHTOBaHMX, KYABTYPHO-MUCTELbKIX ITPOEKTIB
Ta apTaKTUBICTCHKYX iHILIiaTUB pa3oM i3 MeAiTHO0
CaMOIIpe3eHTalli€l0 3yMOBAIOIOTD ITEPETASIA 3BUY-
HOTO BiAHOLIEHHS MiX XyAOXXHDbOIO 11 HEXYAO’KHbOIO
KYABTYPOIO, MUCTELITBOM J1 TTOBCAKAEHHUM >KUTTSIM
Ta 3MillleHHsI POKyCY B 6iK pyXAMBUX riOpUAHMX MO-
A€Aeil KYAbTYPH.

IIpobaema ecTBaAbHOL KYABTYpU Ta deCcTu-
BaABHMX PYXiB yTpuMye 6araToBEKTOPHY CIIPsIMOBA-
HICTb AOCAIAHUIIBKYMX 3aIMTiB, OAHAK LIEHTPOM HaIIol

yBaru IoCcTae came AUTSIMiL GecTuBaAb — i3 aKlieH-
TaMM Ha AUTAYIN TBOPYOCTI, KYABTYPi AUTUHCTBA,
X aKTyaAbHOCTI, aKCIOAOTI4Hil1 TOTEHLIITHOCTi KPi3b
npusMy QpectuBasbHOI KyAbTypu. OKpecAeHi mpo6-
A€MIU CIIPMOBYIOTb AOCAIAHMIIBKY AOTiKy AO AOHA
KYABTYPOAOTiYHOTO MDXKAMCLIMIIAIHADHOTO TiAXOAY.
OCKiABKM 11 caMa KYABTYPOAOTisl, € «HaIyCIiITHUM
MIPMKAAAOM IIOCTHEKAACMYHOI HayKM: il emicTeMoAo-
riyHi XapakTepucTMKy GOpPMYIOTb TaKUI1 TUII BIAHO-
LIIEHHSI, KOAM MeTa Ta L[iHHOCTiI AOCAIAHMKA BM3HA-
YaI0Tb CEHC Ta PE3YABTATU AOCAIAKeHHS» [6, ¢. 17].

3aAy4eHHS KyABTYPOAOTIYHOTO ITIAXOAY AO TIPO6-
AeMM aHaAI3y AUTSYOTO decTuBaAo K nepdopma-
TUBHOTO SBUIIA € IPOAYKTUBHUM Y KiAbKOX acIeK-
Tax: Mo-Teplie, MOKAMBOCTI PO3TASIAY 10O B IIPO-
€Kil KOHL[eNTy IPUCYTHOCTI, A€ MK y4YaCHMKaMU
BCTAHOBAIOIOTbCSI HEIIOMITHI 3B’sI3KM, SIKi BIApi3HsI-
I0ThCsI Bip MPOCTO PisnyHOI HASBHOCTI; IO-APYTE,
aKTyaAisalil TiAeCHO-MaTepiaAbHOTO paKypcy, TiAa,
AOTUKIB, 0OOMIH SIKMMU BXKe 3aKAAA€HO B CaMiil Ipu-
poai iepdopMaHCy, [0 AO3BOASIE AUTHHI BiAHANTU
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cebe B MOAYCI UyTTEBUX, €CTETUYHUX II€PEXXVBAHb.
ITo-TpeTe, AuTsTunii pecTnBaAb epesbadae posrasip
BMKOHABCBHKOI KYABTYPH, A€ TiCHO IepeNAiTaloThCs
rpa, cBsITO, meppopmanc. BiAoBiaHO, AUTSIUE BUKO-
HABCTBO ITOPsIA i3 (axoBOIO CIIeLiaAi30BaHOIO MATO-
TOBKOIO He BUKAIOYA€E irpoBoi KOMyHiKaljii, 3a A0TO-
MOTOI0 SIKOi ITOCTA€E SIK CBOEPIAHMI «TeaTp AAS ca-
Moro cebe» 11 CIIpysie aBTOPCbKOMY TBOPEHHIO cele.

AHaAi3 ocTaHHIX AOCAIpAKeHB i myOAikamiii.
OxkpecaeHa npobaemMaTnka AUTSIIOr0 HeCTUBAAIO
Kpi3b IPU3MY KYABTYPU AUTVHCTBA Ta IPOEKILiI ITep-
(hOpMaTUBHOCTI € AOCTATHBOIO MipOI0 HOBATOPCHKOIO
B AOCAIAHUIIBKOMY MOAi, SIKa QPTUKYAIOE€ HAyKOBMIA
iHTepec HalIpi3HOMAaHITHIIINX ITPeACTaBHMKIB, IIKiA
Y MDKAMCLIMITAIHAPHIN ONTULI. 3HAYMMOIO AJKEpPeAb-
HOI0 023010 AOCAIAKEHHSI TIOCTaBaAM IIpaLii HACTYII-
HUX aBTODIB: a) 3BE€PHEHHS AO KOHLIENTY «IIPUCYT-
Hocrti» TaHca Yabpixa I'ymbpexra, a came 1l HEpO3-
PUBHOTO 3B’sI3KY 3 IIPOAYKYBaHHSIM, TOOTO BUSIBOM,
Al€l0, BUCYBaHHAM, TUMM PMCaMMU, IKMMU BOAOAi€
nepdopmaruBHicTh (BiaoMa itoro mpaus «ITpoay-
KyBaHHA npucyTHOCTI. IIlo 3HaueHHs He MOJKe ITepe-
AQTI» € iAIocTpaLi€eo neppopMaTMBHOCTI, OCKIABKM
MIPMUCYTHICTh, HAAiA€HA TPOLIECYAABHICTIO B KOHTEK-
CTi AMHAMIKV BUSIBY Ta €Heprii, TOB’sI3aHOI 3 IPOCTO-
POBO-TiA€CHMM BUMIPOM AIOACBKOTO OYTTS, i1 Xapak-
TepU3ye LapMHY B3aEMOBIAHOCUH Ta B3aEMOAII ATO-
A€in); 6) KoHLen Ty epgopMaHCy sIK 3MiHU «TBOPY I1O-
Alero» Epiku Dimep-AixTe 111040 MapKepiB oAl mep-
(bopmMaHCy — eKCIIepMMEHTAABHOCTI, AIMIHAABHOCTI,
IepMaHeHTHOI HeBU3HAYEeHOCTI, iHTepaKliil, aBTOIO-
€31CY, B3aEMOBITIAMBY TOLI[O; B) AUTSYOTO (PEeCTUBAAIO
SIK CBATKOBOI OAIT Muxaiiaa baxTina, 1m0 akTyaaisye
JI0T0 SIK MOXXAMBICTBD CIiBOYTTS 3 [HIIMM, CTABAEHHIM
Ao IHIIOrO; I) ia€s1 «cycniabcTBa nepdopmancy» bosi-
Hu LIBeiu y «Horarkax mpo cycriabcTBo nepdopmat-
cy» Ha BiAMiHYy «cycriabcTBa criekTakaoo» I1 Aebopa
B KOHTEKCTi AUTSA4OT PECTUBHOI KYABTYPH LIASIXOM
HAaBMMCHOI CAMOAEMOHCTpALlii Ta MepeBTiAeHHS; A)
KOHLIEMLil MOMyASIPHOT KYABTYPH SIK IIPOAYKYBaHHS
nipaiTkoBoro cmaky Crioapaa [oaaa Ta ITeaai Banne-
A8; €) Teopis MapkeTusauii Kyaprypu Axxona Cibpyka
«Nobrow. The Culture of Marketing. The Marketing
of Culture», 1110 mepea6ayae BpaxyBaHHs EKOHOMIYHOTO
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acreKkTy B CIIPUAHHI MOTUBAaLlil MOAOAMX YYaCHUKIB
decTrBaAiB, y TOMY YMCAi 11 OTpUMaHHI TiAHUX TO-
HOpapiB 3a IXHi BUCTYIIN; €) AUTSYOTO (PECTUBAAIO
B KOHTEKCTi KyABTYPU AUTVHCTBA, 3TiAHO KOHLIEMil
M. Mip, i3 akueHTanji€o Ha npedirypaTuBHiil KyAb-
TYPi, KOAM AOPOCAI HaBYAIOThCA B AiTell; Ta PO3BIAKM
IHIIMX aBTOPIB AOCAIAHMLIBKYMX ITPOEKTIB Ta NPAKTUK.
MerTa cTaTTi — AOCAIAMTY IPUPOAY AUTSTUMX ec-
TUBAAIB Kpi3b IpM3My 1epHopMaTUBHOCTI B IOCTHE-
KAAQCUYHil ONTHUL, 110 YMOXXAMBAIOE KPOCKYABTYP-
Hi TOPiBHSHHA, OLIIHKY iCHYIOUMX aHAAITUYHMX KOH-
LIeMiil i pO3MIMPEeHHs KYABTYPOAOTIYHOTO iHCTPY-
MEHTapio 1I[0AO KOHTEKCTHOTrO OaueHHs TPoOAeMH.
30KpeMa, 3BePHEHHSI A0 TEMU AUTSUYMX eCTUBAAIB
3yMOBMAO NOTPeOy B pO3IIMpPEHHi TUIIOAOTIT Ta ic-
TOPMYHUX Bi3ill mephopMaTUBHOIO KaHPY.
Buxkaap ocHoBHOTO Martepiaay. [TokasoBuii, Ae-
MOHCTPALi/IHUI1 HACTPiil CbOT0YaCHOI KYABTYPU PO3-
TASIAQ€ETBCS K KYABTYPHUII IIPOLIEC, a CaMi KYABTY-
POAOTiYHI TOBOPOTU BUSIBASIIOTD ce0e, 3ripAHO Teopil
inTeAexTyaapHOro 1noast IT'epa Bypabe, sIK «irpoBuit
MIPOCTip, HOA€E 00’ €KTUBHMX BIAHOCUH MK IHAMBIAY-
yMaMM Ta iHCTUTYLiAMU, KOHKYPYIOUMMH 3 iHIIMMU
3a OAHI 11 Ti cami peui» [11, p. 146]. MaOyTb, He BU-
napkoBo I1. BypAbe BXX1B NMOHATTA caMe irpoBoro
MIPOCTOPY, aKL|eHTYIOUM YBar'y Ha 3HAYMMOCTi IpH, sIKa
MarKe HIKOTO 3 Il AOCAIAHMKIB He 3aAMIIara 6anpy-
xo10. CBipgueHHsIM € paxT po3moBu A. EnHiureiiHa
3 wBenuapcekuM ¢pirocopom, mcuxosorom XK. ITia-
JKe Ta HaAQHHsI BUCOKOI OL[iHKM Tpi Bipomum ¢i3u-
KOM, SIKUIL AIJIIIIOB BMCHOBKY, 1110 «TA€EMHMULISI QTOM-
HOTO SIAPa — 1le AUTSIYA IPA, B TOPiBHSAHHI 3 TAEMHU-
1e1o AUT401 rpy». CIipaBAl, CITOCTepeXKeHHS AUTSIUNX
3a20aBASIHb, irop € M0YacTy TAEMHULIEIO, CIIPABXKHIM
TBOPYMM aKTOM «...Ha MeXi pO3THY3AQHOCTI, )KapTy,
po3Baru», ab0 «CBSIEHHNUM aKTOM, SIKUIT peaaAisye
cebe 3aBASIKM MMOETUYHIN GOpMI i1 TepeKMBAETHCS
K AMBO, K CBATKOBE CIT IHIHHS, eKcTas» [3, ¢. 39].
Tak, BOYeBUAD, BiAOYBa€THCS TBOPEHHS «CBITY ceber,
KOHCTPYIOBAHHSI BAACHOI OCOOMCTOCTI LIASIXOM 3a-
0aBAsIHD (Ipy), PE3YABTATOM YOT'O € PO3LIMPEHHS CBi-
TOTASIAHMX MEX BAACHOTO AOCBiAY, HaOYTTs eMOLiili-
Hoi 3piAocTi, emmarii. ApXKe 1 caMe XXUTTS, Ha AYMKY
A. BitreHiureliHa, CKAQAQ€THCS 3 0€3A14i KOHKPETHUX
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CUTYallill — MOBHUX irop, y KO>KHOI 3 IKMX € CBOI TIpa-
BIAQ, POABOBUIT pO310AiA. LliHHiCTE mepdopmaHcy
[PY LIbOMY IIOASITa€ 30BCiM He B TOMY, 1100 1mobayn-
TU 1JOCh HOBE, 2 B TOMY, 1[00 IIEPEKUTH/IIPOKUTH
110ro, TOOTO BiH Hal[iA€HMII He CTIAbKM Ha CIIOIAS-
AQHHS, CKIABKY Ha HaOyTTsI HOBOTO AOCBiAY.

TTAiAHMM acIIeKTOM AOCAIAYKEHHS € 1[iHHICTb AU~
Ts14MX PECTHBAAIB K HAOYTTSI HOBOTO AOCBIAY cebe,
BUSIBY aBTEHTUYHOCTI, 1110 HallsICKpaBillle aKTMBYBa-
AQCh Ha apeHi Cy4acHoOI GpeCcTUBHOI KYABTYPY CBOEO
MIPMPOAHOIO IPUCYTHICTIO B AUTAYOMY CBiTi, OCKiAb-
KU AUTVHA 3AQTHA AIAUTUCS LIAMM HAOOPOM CITiAb-
HJIX [TOYYTTiB 3i CBO€I0O ayaMuTOpi€to. 3a3BMyat AUTUH-
CTBO II0O3HAaYeHe MPVPOAHOIO PABAUBICTIO, EMOLiN-
HUM peaAi3aMoOM, IMPIiCTIO, ApPAMaTUYHICTIO CIIpaB-
JKHIX TOYyTTiB, IOYaCTM FOCTPO BUPAKEHUMMU TTiA-
AITKOBMMM eMOLiIHMMU cynepedyHocTAMU. Le yac,
KOAM AUTMHA Hal10iAbIIIe TOKAAAQETHCS HA caMy cele,
BAACHY KYABTYPY, BAOBAIOIOUYM CUTHAAY 3 TOKOAIHHS
TMOIIEPEeAY, KOTOTOKHIOE CBOI IIOUYTTS 3 LMY KOAEK-
TUBHUMM ySIBAEHHSIMU T4 BUKOPUCTOBYE iX 5K dpaH-
Tasii-opienTupn» [14, p. 281].

IToai6Hi panTasii TPOAYKYIOTb, BUKAMKAIOTD AO XKUT-
TSI TBOPYICTD, «BAACHMI (POABKAOP», PO3LIMPIOI0YL
MeXi CBOIX MOXXAMBOCTEN A0 Oa)kaHOI (BUMPIisIHOL)
Bepcil camux cebe (iaeaaizoBanoi abo raamypHoi, uu,
HaBIIaKy, ByaprapHoi — «bad version of yourself»).
IMosuwioHyBaHHs cebe 3a AOIOMOTOI0 crieLudidHol
MaHepy CIiAKYBaHHS, BiABIAYBaHHs 0COOAMBMX MiCLib,
CTUAIO OASITHHS, CrieldiyHOI BUKOHABCHKOI MO-
AeAl mopaHHs cebe 1MOCTaBaAO BMSIBOM 0COOMCTIC-
HUX TO3MLIiI, TI0YaCTU «COL{AABHOTO HOHKOH(OpP-
Mmiamy i 6yHTapcekoro aAyxy» (C. loaa ta IT. Banuea),
BOAIOHTapu3aMmy. Biatak autsdi dpecrraai, pectu-
BaAbHI DyX1 A€A3Ail yacTillle TOCTalTh apEHOI0 MHO-
JKUHHMX KPOCKYABTYPHUX MPAKTHUK, A€ BUCTYIAIOTh
y poAi nepdopMaHCy SIK CMHKPeTUYHOI HOopMu AU-
TAYO0I KOAEKTMBHOI caMOIIpe3eHTallii Ta KOMyHiKaujii
3 eKCIIEPUMEHTAABHOIO allpoballielo BAACHOTO TBOP-
YOro IOTEeHIL]iaAy.

CyuvacHuit Teopetuk nepdopmancy bosina 1Be-
iu y cBoix «HoTarKax po cycniabcTBO nepdopmat-
Cy», 3BepTardnch Ao Biaomoi mpaui It Aebopa «Cy-
CITIABCTBO CITEKTAKAIO», IPOMIOHYE 3aMiHUTM ITOHATTS
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«00pasy» Ta «penpeseHTaLil» HOHATTAM «11epdop-
maHcy». Ha oymky B. LIBeiy, cycniabcTBO nepdopman-
Cy Ha BIAMIHY BiA CYCITIABCTBa CIIEKTAaKAIO Iepepba-
ya€ HABMICHY CAMOAEMOHCTPALIiI0 Ta IIepeBTiAeHHS,
OCKiABKM MOBa J1A€ ITPO «PUTYaAi30BaHi Aii, 3acHOBaHi
Ha [ICUXOCOL{aAbHi BAaAl yocOOAeHHS], aheKTUBHO-
My QyHAQMEHTI IEPEKOHAVBOTO BYUPaXKEHHS, B IKOMY
Cy0’€KT 3HAXOAUTD OiAbLI peasbHe BiAYYTTSI BAACHOI
camocri» [10]. 3araaom, nepeBTiA€HHS [TOCTAE YUH-
HUKOM (pOPMYBaHHS COLIIOKYABTYPHOI iA€HTUYHOCTI
AIOAVHY, OAHAK IIPOEKTYIOUN JI0T0 Ha CBIiT AUTUHU, —
€ «IIOBEPHEHHSIM A0 camoro cebe» (M. Baxrin). He-
3Ba)KAIOUM Ha Te, 110 ITePEeBTiAEHHS BOAOAIE ITOTYX-
HUM 00pa3HMM MTOTEHLIIAAOM XyAOKHbOI KOMYHiKa-
1jil, BOHO BMUCTYIIa€ MapKepoM 00pasHOI LiAiCHOCTI
SIK CUHTe3y HapbOaHHs AocBipy IHioro. Tak, ceMaH-
THKa 00pasiB, chopmMoBaHa B AUTVMHMU TIiA BIIAMBOM
Ka30K, Mi(iB, miceHb, TaHL|iB, yTPUMYE SIK 3araAbHO-
AIOACBKI, TaK i HallilOHAaABHI Ta perioHaAbHi crieLy-
¢ikauii kapTuH cBiTy. CbOTOAHI iHTEHCHMBHICTD Me-
Alaaizanii cpusie akTaM IepeBTiA€HHS Ta CaMOAe-
MOHCTpalil, BOHM CTalOTh AOCTYITHI Malbke KO>KHO-
my. «Homo Performans» € cy6’exTom abo rpeseHTa-
TOPOM/peIpe3eHTaTopoM rephOopMaHCy.

Himenpbxa pocaipnuis Epika Qimep-AixTe, aHaai-
3y10uu neppopMaTUBHUIL IOBOPOT Y LIAPMHi €CTETH-
KM, KOHCTaTyBaAa GaKT mosiBy eppopMaHCy sIK 3Mi-
HU «TBOPY moaieto» [13, s. 39]. XapakTepHi 03Ha-
K1 TIoAil mepdopmancy, 3a E. @imep-Aixre, 1je exc-
IepyYIMEHTAAbHICTb, AIMiHAABHICTb, HEBU3HAYEHICTh
AO KiHIIfl, iHTepakliisl, aBTOIOEe3NC, TPMUBAAICTD, B3a-
€MOBIIAMB, BIATIOBIAQABHICTD 32 Te, 1110 BiaOYBa€eThCs
Yy KO>KHOTI'O 3 Y4acHUKiB Towo. Ha mepimit nmorasa,
1ie 3BMYalIHi MapKepy ITOBCSIKAEHHOTO )XUTTSI, eBHOL
JKUTTEBOI CUTYallil 3 4yTAVBUM CTaBAEHHSM AO TOTO,
1110 BiAOyBa€ThCsl. YHIKaAbHA TIOAiS TPUPIBHIOETHCS
AO TUTIOBOI ITOA(I, 3 SIKOI CKAQAQETHCS Hallle )KUTTS.
Tax, MOAi€BICTh aKTyaAi3yeThCs AK COLIiaABHO 3Ha-
yuMuil peHOMEH, OCKIABKIM Helo MPOHM3aHi yci La-
PVHU AIOACBKOTO CYCITIABCTBA. AUTsIumit pecTuBaAb
SIK CBATKOBA ITOAiS XapaKTepU3Ye JIOr0 K MOXKAM-
BicTb criBOYTTS 3 [HIIMM, A€ «HAMBaXKAMBIILI aKkTH,
11j0 KOHCTPYIOIOTh 0COOUCTICTD, BU3HAYAIOTHCS CTaAB-
A€HHSM A0 iHmoro» [2, c. 98].
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Antsanit pecTrBaAb OCTAE TAKOK KYABTYPHOIO
THOAi€l0 He Aniite y GopMaTax po3BaxaAbHOCTI, pecTys-
HOCTI, a, IepeAOBCiM, Y TBOPUMX KOOPAMHATAX BAAC-
HOI iA€HTNYHOCTi, aAbT€PHAaTVBHOMY CAMOBM3HAU€H-
Hi/niepeB13Ha4Y€eHH] cebe B KOOpAMHATAX FAPMOHITHO-
IO PO3IIMPEHH: )KUTTEBOTO AOCBiAY T €MOL[ITHOTO
MIPOCTOPY. 3a3BUYail ssBUlLEe TEPPOPMAHCY CIPSIMO-
BaHe Ha CaMy IIOAiIO SIK BIATBODEHHS], a He Ha TBOPEH-
Hs apTedakTy TOI[O0. 32 CBOEI IPUPOAOIO BiH He Ha-
LliA€HMI1 Ha IPOAYKYBaHH: IIOBTOPEHH, TI0AiS MOXe
BiAOYTHMCS BChOTO OAMH pa3. HareBHO, BiaCYTHICTD
iHTeHLIil Ha TOBTOPEHHsI IIOB s13aHAa 3 peaKLi€io Muc-
TeL|TBA Ha I'ilIepMeAIHICTb AIOACBKOTO OYTTS B COLi-
AABHIN PeaAbHOCTI, a TaKOX LudpoBisanio Ta Tex-
HOAOTi3alil0 1[OAO BIATBOpEHHSI BUTBOPIB MUCTEL]-
TBa. TaKMM YMHOM, 3 OAHOTO OOKY, BUHUKAE ITEBHE iH-
dopmalliliHe epeHaBaHTAXKEHHS, 1110 AO3BOASIE ApTy-
MEHTYBATH JOTO K AOCTaTHbOIO MipOIO HEraTMBHUIA
TPE€HA, OAHAK, 3 iHILIOTO, yTPUMYE MO3UTHUBHI HACAiA-
KI: eKCKYPC CBiTOBUMMM MY3€sIMU, raAepesiMy, KOH-
LIEPTHUMU 3aAaMM1 33 AOTIOMOT 010 AoMaIHboro [1K;
AOCTYITHICTb 300pa’keHb TBOPIiB MUCTELTBA, 3 IKUMU
MO>KHA 03HaIOMUTVCh, HE BUXOASIUU 3 AOMY, HE BU-
CTOIOI0YM YEPT; AEMOHCTPYBAHHS HaOAVDKEHOI ONTH-
KM, sIKa 3a3BMYall HEMOXXAVBA IIPY PeaAbHOMY PO3-
TASIAL, AO TIPUMKAAAY KaPTUH, KOAV He BAAETBCS MiAi-
it 6A1K4e. BopHOYAC, HasIBHICTD (isnaHuX 00’ €KTIB
Ta 00'€KTIB, ONIOCEPEAKOBAHMX LNPOBUMMU TEXHO-
AOTisSIMU, AO3BOASIE MIATOTYBATU AUTHHY AO DaraTo-
[TAQHOBOT'O MaltOyTHBOTO, B SIKOMY CbOTOAHI € Mic-
e sk offline-, Tak i online-peaapHocTsim. Besnepe-
YHO, IPOAYKYBaHHS 00 €KTiB AiaKuTaAi3aLil 3 irpo-
BOIO B3AEMOA€I0 B AiTeil He BMMarae 0CoOAMBMX 3Y-
CUADb AYMKM, HalIPY>KeHHS YSIBU, OCKIABKM AUTHHY
OTOYYE B>XXe 3HayHa KiAbKICTb IPEAMETIB, SIKi BOAO-
ALIOTD MiABUILEHOIO Bi3yaAbHICTIO Ta iHTepaKTMBHiC-
TIO, 1110 AO3BOASIE IM He IIOBHOIO MipOIO CTMYAIOBA-
TU ySBY, BUTQAYBaHHS TOIIO.

OpHak nepbopMaTUBHUIT MIAXIA SIKpa3 i A0O3BO-
Asie MOAMDIKYBATH PO3YMIHHS AUTSYOTO GeCTUBAAID,
CBsITA, PO3LIMPIOIOYY JOr0 B OiK 3aAyYEHHS POABO-
BUIX MOAEAEII AASL AHAAI3Y COLIIAaABHUX A, Y XOAL AKMX
KOHCTPYIOIOTbCSI BAACHI BUOOPY Ta KOMYHiKallii 3 iH-
myMu. bAaropaTHUM OA€M PO3TOPTAHHS AUTSYOTO

2022, Bunyck BiciMHaOysmMuLL

decTuBaAio B 110ro neppopMaTUBHIN MPOEKL] To-
CTa€ My3MYHa IIOIYAsIPHA KYABTYPA, sIKa CITPUSIE rap-
MOHITHOMY CaMOBIAUYTTIO AUTVHY Ta MOAOAMX AIO-
Aeit. Ao peui, poocaiaHuku Crroapp [oaa ta ITepai Ban-
HeA, KOHCTATYIoUM COL[iaAbHY BarOMiCThb OIYASIPHOL
KYABTYpM B GOpPMYBaHHI MiAAITKOBOIO CMaKy, ap-
I'YMEHTYBAAU TOi (aKT, 110 «KYABTYpa, Ky HOCTa-
Yya€e pMHOK KOMEPLIMTHMX PO3Bar, Bipirpae HapBaK-
AVBY pOAb. BoHa BipA3epKaAIOE AYMKM Ta HacCTpOi,
1110 B>Ke iCHYIOTb, BOAHOYAC HAAA€ IIPOCTIip AAS BUpa-
)KeHHsI ceOe Ta Habip CMBOAIB, 32 AOIIOMOTOIO SIKMX
MOYKHA CIIPOEKTYBATH 10AOHI BiaHOCHHM. TTiaAiTKO-
Ba KYABTYPa € CyNepeYAMBOIO CYMiLIIII0 aBTEeHTNY-
HOTO (CIIPaB)XHbOT0) T4 CUHTETMYHOIO: BOHA € cde-
POI0 CAMOBMPa’KEHHS AASI MOAOAVIX T& PSICHUM ITO-
A€M MIAXMBAEHHSI AAsI KOMepPCaHTiB» [14, p. 276].

MapkeTn3sallist KyAbTYPH BXXe AQBHO CTaAa 3BIY-
HVM Ta OYEBUAHVM SIBUILEM, MIATBEPASKEHHSIM YOTO
CAYT'ye cama HasBa Biaomoi npaui Axxona Cibpyka
«Nobrow. The Culture of Marketing. The Marketing
of Culture», KAIOYOBOIO iA€€I0 SIKOI € Te, 1[0 MaibKe
BCi IPOAYKTU KYABTYPH, SIK 11 iHI1li TOBapy, MATIOPSA-
KOBYIOTBCSI MapKETHHIOBMM KPUTEPisAM: B TPEHAIL /
He B TPEHAI, MOAHO / He MOAHO, TPOAAETHCS / He IIPO-
AaeTbes. TakuM 4MHOM, BUHMKAE EAVHE TIOAE KYAb-
TYPU «HOYOpay», sIke 3HAXOAUTDHCS 11032 OL[iHIOBaH-
HsIM OYAB-SIKVX SIBUIL, OAHAK Ilepeabayae BpaxyBaH-
HsI eKOHOMIYHOTO aCIeKTy, 30KpeMa B HAIIOMY AO-
CAiAHULIBKOMY 1T0AI — edeKTMBHOCTI decTuBaAlo,
1[0 € IPUPOAHUM (PAKTOPOM, OCKIABKY CIPUSIE MO-
TUBaLil MOAOAVX YYACHMKIB, y TOMY YMCAI /1 OTpU-
MaHHIO T'iAHMX TOHOpapiB 3a iXHi BUCTYNH, OPSA
3 IPE3€EHTALIIEI0 TAAAHTY Ta ePPOPMAHCIB AAS LIMP-
1101 ayAUTOpii, mommpeHHo iHpopmaLiiHoi Manu
LIIOAO HOBMX TAA@HTIB.

AWTsI4e BiAHOLIEHHS AO TPOLLIEN 5K LIAKOM IIpU-
POAHOTO SIBMIIA 1032 OLI{HKOBYMMU IIPOEKLIisIMM AOOpe
AEMOHCTPYETBCS Y AUTSYMX CIIOraAax icraHchKoro ¢i-
Aocoda, moaiToAora, XypHaaicra Pamipo oe Maecty-
i-Vitni (Ramiro de Maeztu-y-Whitney): «Y meHe 6yB
APYT, MaA€HbKMIT XAOITYVK; KOAY IOMY AQBaAU 5 CEH-
TUMO (TOAILIHST APiOHA iCITaHChKAa MOHETKA, Ha 3pa-
30K KOIIiJKM), BiH TOAYMKY ITepeBOAUB iX y 10 AMMOH-
HUX ABOASTHUKIB; KOAU AQBaAu 1 1meceTy, mepeBOAVB
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y 200 AbOASIHUKIB; 1 Aypo (Bearka MoHeTa) — B 1000
ABOASTHMKIB, @ A2Al YSIBM XAOIMYMKA He BUCTAYAAO.
Taxe came MaTepiaAbHe CTaBAE€HHS AO TPOLIEN Y TOTO,
XTO AECSITD TUCSY ITECET MPUPIBHIOE aBTOMOD1AI0, CTO
TUCAY — 3aMiCbKOMY KOTEAXKY, MiABJIOH — 1Ije 4o-
MYCb BiATIOBiAHO GiABIIIOMY, 1110 3AQTHE 3aA0BOABHM-
TU JI0TO MaTepiaAbHi ycTpeMAiHHA. Take cTaBA€HHS
AO I'DOILIENT He BapTO LIYKAaTH Y BUSBI UM IPOTUCTAB-
A€HHi AO AYXOBHOCTi Y11 KaTOAULII3MY, 1ie BiAHOIIEH-
HS “TIPUPOAHOI AIOAMHI, SIKQ YKAAAEHA B KOXKHOMY
3 Hac» [15, p. 13]. Takui npupoaHMit, TPaKTUIHUI
BUMIp € IPUTAMaHHUM AASI IEPGOPMATUBHOTO ITiA-
XOAY, @ caMe NMPOAYKYBaHHSI KYABTYPHUX CMUCAIB
i AOCBiAYy Ha MiACTaBi MOAIN, IPaKTUK, MaTepiaab-
HUX YTiA€eHb i MeAiitHMX popm. Ao mpuKAaay, Mpak-
TUYHUI Ta KOMEPLiTHMI aclleKT CMMITOMATUYHO
MIPUCYTHI y BUKOHAHHI pi3ABSIHUX IIiCeHb, AKi Mpo-
AYKYBaAMCS [IaHYBaAbHUKaMM Ta 30upadyamu GOAb-
Kaopy. Tak, «4epes ByAMYHMX CIHiBaKiB, 3aXpUIAUX
XAOITYAKiB, 110 CHiBaIOTh HAa IIOPO3i y BiIYHOMY CII0-
AlBaHHI BUHaropoAu», MiCHi MOIIMPUANCS B HOBOMY
MiCbKOMY HAPOAHOMY OTOYEHHI [4, c. 21].

BapTo 3a3HaunTH, 10 AUTSUMI GECTUBAAD SIK aKTY-
aAbHa popMa KYABTYPHOI B3AEMOAIL HAAEKUTD AO ape-
aAy sIK (HeCTMBHOI, TaK i MONMYAsIPHOI KYABTYpPM 3ara-
AoM. OCTaHHS KOHTEKCTHO PO3YMI€ThCS HAMU SIK «He-
odiniriHa KyAbpTypa, 110 6AM3bKaA i AO GOABKAOPHOL
Ta, BOAHOYAC, He BUKAIOYAa€ KOMEPLiITHOrO Ta To-
3a0L[{HKOBOTO XapaKTepy. <...> ...ITIOIyAsIPHA TsDKie
6iablire B 0iK Cy0'€KTUBHOrO BUOODY I[OAO IOAQH-
Hs cebe, MOYaCTU B PAAMKAABHMX AOCBIAHMX IO31-
1LifIX, CIIPsIMYBaHHi AO TIEBHUX MOAEAeN Npe3eHTa-
Uil Ta pernpeseHTalii BAACHOI CaMOCTi (sSIK TBOPLIs,
a He AMIIe HOCisI), TPOAYKYBaHHS TBOPYOT'O BOAIOH-
Tapusmy Tomo» [1, c. 37-38].

Bubip popm KyabTYpHOI B3aEMOAI, OAHIEIO 3 SIKMX
€ AuTs4i pecTrBaAi, 30KpeMa B Mi>KHaPOAHIN PO€EK-
1iil, € pe3yAbTaTOM IIPOAYKYBaHHS IPOLIECIiB CbOTO-
YacHOI KyAbTYPHOI iHTerpauii. [IpumiTHO, 110 yKpa-
THCBKMIT AOCAIAHUK MUCTeLbKUX pecTuBariB OAex-
caHAp AuToBKa B po3Bialli «DecTuBaAbHMIT pyXx YKpa-
THM B TIepioA He3aAeXHOCTi» TaKOK KOHCTaTyBaB
(baKT eKOHOMIYHOI LIiIHHOCTI peCcTUBAAIO K 00 €KTY
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«I10Ai€BOrO TYypusMy» (event tourism) 11040 3aAydeH-
HS YMCAEHHOI KiAbKOCTi TOCTel1, O)KUBAEHHS TypUC-
TUYHOTO PUHKY: «PO3BUTOK B'I3HOIO TYpU3MY CTU-
MYAIO€ €eKOHOMIYHMII PO3BUTOK MiCTa, perioHy, Kpai-
HU. MO>XXHa CTBEPAKYBATH, 110 peCTUBAAD € KaTaAi-
3aTOPOM TYPUCTMYHOIO PUHKY» [7, c. 112]. 3BicHo,
HAMIOTY>KHile 0OMiHHA MDKHapOAHA Ta BiTYM3HSIHA
¢decTnBasbHa Mamna YKpaiHy IPEACTABAEHA Y MeXKax
BUI3HOTO IIOAIEBOTO TYPU3MY», IO CIIPUSIE TTOITYASI-
pusallii 6araTorpaHHOro aBTEHTMYHOro 00pasy Ha-
01 KYABTYpU. 30KpeMa, aBTOPChKi KYABTYPHO-MUC-
TeLbKi IPOEKTH, KYPaTOpaMM SIKUX OYAU IPEACTaB-
HIKMY, BUKAaAa4i HallioHaAbHOI My3M4HOI aKapeMmil
VYxpainu imeni IT. 1. Harikoscbkoro Okcana Camira
ta KarepnHa IloAsiHCbKa, peaAai3oByBaAMCh Ha MiX-
HapOAHMX mAatdopmax y GopMi AUTSYMX MY3UY-
Hi pecTuBaAiB, pecTUBaABHMX KOHKYDCIB AASL AiTel
«New Star Rudaga 2019» (18—26 uepBHs 2019 poky,
Aatsis, m. FOpmaaa), X MixuapopHoro ¢dectuBa-
AIO-KOHKYpCY «IlepAarHu mucrenTsa» (4—5 TpaBH,
2019 poky, M. AbBiB), «Pi3ABsiHi Beuopu B AamaaH-
Ali» (2—14 ciuns 2020 poky, Canra ITapk) B M. AeBi
B OiHAsHAIT Tomo. TakuM 4MHOM, yCITilIHA OpraHi-
3aLlis MDKHaApOAHUX AUTSIUMX PECTUBAAIB CHHTE3YE
XYAO>KHIO /1 TYPUCTUYHY cdepy, TPOAYKYIOUM KOH-
Lenijifo opraxisauii Mi>XHapoAHOTO Typusmy B dec-
TUBHI MPOEKLIi.

BoaHouac AuTsiunit pecTiuBasb y AAHOMY KOHTEK-
CTi € IOKa30BOIO KYABTYPHOIO IIPAKTUKOIO, A€ BiAOY-
BAETDHCS YCBIAOMAEHHS cebe SIK CaMOLIIHHOTO, 3 BAAC-
HOI0 Cy0 €KTHICTIO, 30KpeMa AUTSYOI0 CY0 EKTHICTIO,
I1J0 AO3BOASIE iA€HTU]IKYBATH HALILY KYABTYPY SIK AI-
TUHOLIEHTPUYHY He Auiie y GopMari 3araAbHOKYAb-
TYPHOMY, a i1 iHAMBIAYaAbHOMY 3aAASI MOXKAMBOCTI
TIPOHUKHEHHSA AO CBiTy AUTUHMU, HOTASAHYTU ii OUM-
Ma Ha Te, 1[0 BiAOyBa€ThCs B Hiil camiil, mobaunTu
AUTSIYL OLIIHKU. AAXKE KOXKHA AIOAVHA BOAOAIE CBO-
iM, BAQCHUM AMTVMHCTBOM, SIK€ Ti€I0 UM iHIIO0 MipOI0
apxiByeTbcs, 30€piraeTbCs y CIorapax, HaBiTh y THX,
XTO 3 TIEBHYX IIPUYMH He MO>Ke IIPUTaAaTy UM BUTIC-
HUB 3 IaM siTi Aesiki pucu cBoro AuTuHcTBa. OAHAK
1aM’siITh OHTOAOTIYHO IIPUCYTHS i TPUXOBAHO BIIAU-
Ba€ Ha BCe MMOAAABIIIE Hallle KUTTS. 3 LIbOTO MPUBO-
Ay Kan-IToab CapTp dikcyBaB i3 BAACHMX CIIOTaAIB
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HACTYITHI NepeXuBaHHs: «B m'saTAecsT pokis s 30e-
pir cBoi AUTAYI pycy, HeXail 3HOLUEHi, CTepTi, 3He-
BaJKeHi, 3arHaHi A0 raubuHuy, o3baBAeHi pasa ro-
Aocy. 3a3BMYail, BOHM XOBAIOThCSA B TiHi, MmAcTepi-
ralTb; A€Ab IIOCAAOMII yBary — BOHU IiAIIMaOTh
TOAOBY i, 3aMaCKyBaBLIMCh, BUPUBAIOTbCS AO CBITY
6ia0ro. <...> Y KOXXHOI AFODAVHM CBOI IIPUPOAHI KO-
OPAMHATHU: PiBeHb BYCOTY He BU3HAYAEThHCA aHi 1i A0-
MaraHHsMIU, aHi AOCTOIHCTBaM — BCe BUPiLye AU-
TUHCTBO» [16, p. 72]. BiaTak, 3Baskarouu Ha capTpiB-
CbKY CEHTEHI]il0, TOAAABLINI BEeKTOP Ta ClieHapiil
HALIIOTO MTOAAABLIOTO OyTTS BUM3HAYA€E CaMe AUTHH-
cTBO. IHIIMMM cAOBamM, pO3Mi3HaHH:A, po3udpy-
BaHHs 0COOAMBOCTEN BAACHOTO AMTMHCTBA BM3HA-
Yae oAAAbLIE CIIPUIHATTSA 11 PO3YMiHHA COLIiaABHO-
IO CBITY J1 TOTO, Ha 10 AITM B HbOMY 3AQTHI, i 4oro,
Ha >KaAb, MOXXYTb OYTI 1030aBA€EHi.

ITonyAsipHa My3M4Ha KyAbTYpa yTPUMY€E BUCOKY
BiTaAbHY aKTMBHICTb, KOMePLiffHMII aCIIeKT i MapKe-
TUHIOBY iHTeHIiI0, PO AKY MM 3ayBa)kyBaAl BUILeE.
Tomy AUTHHA, sIKa AOCSITAQ YCITIXY, AY>Ke IIBUAKO ITe-
PeTBOPIOETHCS Ta MAPKY€ETbCA APTUCTOM IIOIMY3UKU
i BucTynae pexaamuum obpasom. OpHaK, Leit 00pas
HeOOXiAHO MOCTINHO MIATPYMYBATH HE AMIIIE LIASI-
XOoM rnpeseHTallil cebe sIKk BUKOHABLIsI, a 1 BIATTOBIA-
HICTIO penepTyapHOro acleKkTy, CBO€I0 IpUYeTHic-
TIO AO TAAITKOBOTO CBiTY, iHaKllle BTpayaTUMeThb-
CsI MOMYASIPHICTb. AAsI 3BYKO3aIMCHUX KOMITaHi
«L{HHICTb» AUTUHM-TBOPLS IPOAYKYETHCS B QYHK-
1jii 3ac00y MapKeTUHI'Yy BAACHOI IIPOAYKLii, TOOTO
>KMBOT0, KOMepLiitHOro 0bpasy. 3BiCHO, pu 11b0-
My He 11030aBA€HUIT BAACHOI LIIHHOCTI CaM BMKOHa-
BeLib, IPOAYKYI0uM cebe 5K YCIIIIHY MOAEAD, iAea-
AizoBaHMIT 06pas, 3peLITO TAAMYpPHY Bepcito ca-
moro cebe. HepuBHo, w0, nounnawouu 3 70-x po-
kiB XX cToAiTTs, BiAOyBaeTbcst KoMepiiiaaizauis
moTpeb AUTUHY, BIAITOBIAHO AUTVHA BUSBASIETH-
Cs LIIHHOIO AAS TMX 4M iHIIMX iHAYCTpIil, KYABTYP-
HMX Ta apTIPaKTUK, IPOEKTIB SIK 00 €KT BIAUBY
PUHKIB, K CIIO)XMBa4. 3BiCHO, TYT KPUETHCS aM-
6iBaA€HTHICTb OL[iHOK: [TO-IIEPILE, I[OAO «L[IHHO-
CTi» AUTVHU B KOHTEKCTi ONTUKY CIIOKUBAHHS; TIO-
APYTe, LiHHOCTI AUTSIYOI CY0 €KTHOCTI SIK TBOPLIS;
I0-TPETE, MOKAUBOCTI IPOHMUKHYTU AO AUTSYOTO
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CBiTY Ta MOAMBUTUCA OYMMa AUTYHM Ha Te, 110 BiA-
OyBa€TbCs B HHOMY, I00QUNTH, TAK O MOBUTH, LIKa-
Ay AUTSUMX oLiHOK. ToMy ocTaHHil pakypc crpsmMo-
BaHUII Ha BECb KOMIIAEKC, SIKUIT yTPUMY€ HeCTUB-
Ha, IIONYAIPHA KYABTYPa, AK-OT KOHLEPTHA, KYAb-
TYPHO-TIPOEKTHA AisSIAbHICTD, pecTuBaAi, KoMikcH,
)KYPHaAH, IHTePB IOBaHHS 3 MOMYASIPHUMM 3ipKamu,
Ta CIIpUSIE TBOPYOMY CTAHOBAEHHIO MOAOAVX AIOACIL.
ITomyasipHa My3u4YHa KyAbTYpa, OyAydM BMiCTH-
AMILEM Hallpi3HOMaHITHIIIMX MUCTELIbKUX, KYABTYP-
HMX IPAKTHK, HOCTINIHO 3HAXOAUTBCS B IIpoLjecax 00-
MiHy TBOPYOIO AOCBiAy (3a pisHoro crerydikoro —
BUAOBOIO, )KAHPOBOIO, TEMATUYHOIO TOLI[0), A€ BUHU-
Kae 6e3AiY TPaHCMEA ITHMX IIPOEKTIB, 1[0 TEX IEBHOI0
MipOI0 TOTYE AUTUHY AO CHIPUIHATTS 6araToMipHoOC-
Ti KAPTUH CBITY, OCKIABKM AUTHHA, OYAYUYM BKAIOYE-
HOIO AO TAQKOT'0 MACIITAOHOTO TPAHCMEAINHOro Ha-
paTuBYy, 1 caMa HaBYA€ThCs 3aXMIATUC Bip iHbOp-
MalliflHOTO NepeHaBaHTa)XKeHHs. TaK, MIPOAYKYBaH-
Hs Ypi3HOMaHITHEHHs CMaKiB BUKAMKA€ BOAHOYAC
i BUOIPKOBICTD I[OAO YYTAMBOCTI Ta pO3ILIMPEHHS
€MOLITHOIO AlalasoHy, Cripys€ TBOPYiil aKTMBHOC-
Ti. OCTaHH:, B CBOIO Yepry, 3a AOIIOMOIOI0 TBOP-
YOI B3a€EMOAII CTUMYAIO€ HaOyTTs eMmaTii, 6e3KOH-
(AIKTHOI IHTEpPAKTUBHOCTI, CTPATEriYHOTO MUCAEH-
Hs1. HepuBHO, 1110 amepuKaHcbKa eTHorpad Mapra-
pet Mia, aBTOp KAacudikaLii AUTS4O0I KYABTYDH, aK-
LIeHTYy€ yBary came Ha npedirypaTuBHiil KyAbTypi,
TOOTO KOAM CTaplili HABYAIOTLCS Y AiTell, i y3araap-
HIOE 1ie HACTYITHUM BUCHOBKOM: «CTaplile TOKOAiHHS
HIKOAM He TOOAYUTD Y XXUTTi MOAOAUX AIOAEIL CBOTO
6e3MpeLieAEHTHOTO AOCBiAY... Lleit po3puB Mix 10-
KOAIHHAMM aOCOAIOTHO HOBUIL, BiH € TAOOAQABHUM
i OUEBMAHMM», OCKIABKM AOPOCAI HiKOAM He OyAU
MOAOAMMM i IOHMMU B TOJ Yac, y TOMY CBiTi, B KO-
My 3pocTtaau ixHi aitu [8, c. 360—361].
Oco6AMBICTb AUTUHCTBA 00YMOBAEHA HASIBHICTIO
Yy HbOMY TBOPYOI aKTUBi3allii, MPOAUKTOBaHOI CTa-
HOM BHYTPILIIHBOTO 3arOCTPEHOTO BIAYYTTS CBOOO-
AM, eMOLIiiiHOI pedaekcii «6e3 raabm». [TomyasipHa
KYABTYpa sIKpas3 i mocrae TuM 6AaroAaTHUM IALPYH-
TSIM AASI AUTSIHOI peaaisallii TBopuoCTi, Ae posropra-
IOTBCSI T BIAOOPaXKAI0ThCS YMCAEHHI OaXKaHHsI/TIPO0-
AeMU, SIKi KpUIOTbCS Y TapMHI AUTSY0T0 eMOLIIHOTO
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cBity. I[TepeaoBcim, 1ie 6axkaHHs OpaTyt it OTpUMYBATH
BiA KUTTA BCe, 1[0 BUPA’KAIOTDh IIPAarHEHHS AO BIIE€B-
HEHOCTi Y HEIIeBHOMY, MiHAMBOMY CBITi. ApXe AU-
TUHCTBO € OAHUM i3 CAKPAABHMX «OPOAiB», Iepumm,
1110, 32 MeTahOPUYHMM BUCAOBAIOBAHHSIM i Ha3BOIO
dirocodcbkoro pomany Muxaraa Creapmaxa «Ho-
TUpU OPOAM», B @HTPOIIOAOTIUHIN TpaAuLii oKpec-
AIO€ XUTTSL: «OAQKNUTHE, K AOCBIT, — AUTMHCTBO,
[OTiM, Haue COH, — XMiAbHMIT OPiA KOXaHHSI, AAAl —
6e3MipHOI poboTH i TYpOOTH, @ 3PEIITOI0 — OHYKIB
i mpowauus» [9, c. 17].

BoaAHOYac Kopiyc mpobAeM, OB sI3aHMIT 3 AUTSI-
YOI0 TBOPYICTIO, BUSBOM SIKOI B KOHTEKCTHOMY 3pi-
3i mocrae AUTSYMIT HeCcTUBAAD, aKTyaAi3ye AOCAIA-
HULIbKE CIIPSIMYBaHHS AO NepopMaTuBHOIO pos-
HIMPEHHS «KYABTYPM fAK iHCLIEHYBaHHS», 3AIJICHIO-
104N JI0TO SIK BXKAUBY CKAQAOBY KYABTYPOAOTIYHOI
AVICKYCil, 1[0 CMMITTOMAaTU4HO MPOYNUTYETHCA B Ta-
KX popMaTax peACTaBAEHHS, SIK CBSTO, KApHaBaA,
putyaau ta iHur Gpopmu Aiit. Besnepeuro, nepdop-
MAaTMBHICTb K MapKep iHCLleHyBaHHS XUTTs iCHyBaB
CITOKOHBIYHO, OAHAK CaMe Ha AOAIO HEeCTUBHUX MpaK-
TUK SIK Ha/OIABLI YYTAMBMX AO AIMiHAABHMX IIEPIOAIB,
Takux 5K pecTuBaAi, KapHaBaAM, BUMAAAAU TPAHC-
¢dopmauii, puryaaisauii Ta iHcTUTyaAizaLil AAs HO-
BUX GOpPMATiB L{iA€ITOKAaAQHD (HALIOHAABHUX, iAe-
OAOTIYHUX, MTOAiTHYHMX Towo). Tak, Epix To6cbaym
3ayBa’kKyBaB, 1[0 «KAOBKOAA LIVIX 3aX0AIB CKAQBCSI IT0-
TY>KHII PUTYAABHMI KOMITAEKC: GeCTUBAABHI 3aAH,
perioHaAbHi MaBiAbJIOHY, T€ATPAAbHUI IIOMICT, ITa-
PaAu, TIepeA3BOHY, )KMBi KAPTUHM, CAAIOTH, YPSIAOBI
aeaerail 3 HaroAu GpecTUBaAO, IPUIHATTS, TOCTU
i mpomoBu» [4, c. 19]. 3okpema, mopiuti GOABKAOP-
Hi pectuBaai B Yeabci — aiictepaBoan' — My3uuHi,

' AjicTepABOA — BaAAINCHKUIT GpeCTMBAAD AiTepaTypH, Mysu-

K1 Ta noesii. TpaauLlis iioro 3anoyaTKyBaHH il TIPOBEAEHHs CA-
rae XII croairts. Toai pectuBaab moesii Ta My3suku BiaGyBaBCst
y 3amky Kapairan y 1176 poui Ta npoBOAUBCS NpaBUTEAEM BaA-
AiicpKoro KopoaiBcTBa Aexentbapt (Puc an I'pidia). Tam Brepure
i1 BiAbyAacst rpaHAiO3Ha 3yCTpiy, Ha sIKY OYAU 3ampoOLIeHi MoeTn
Ta MY3MKaHTM 3 YCiX KyTOUKiB Kpainu. Haitkpaijomy noerosi ra my-
3MKAHTOBI IIpuCypXXyBaAocs [ToyecHe micie Ha GeHkeri. Lfs Tpa-

AVList 36epexeHa i1 AOC.

OKCAHA CATIITA

TeaTpaAbHi Ta AiTeparypHi KoHKypcy. CydacHumit ait-
CTEABOA € BIADOAKEHHSIM TPaAULIMHYX CEPeAHbO-
BiYHMX TYpHIpiB 6apAiB, 1[0 IOCTYIIOBO 3aHENAAU
B ertoxy TropopiB.

Aeaa Xereselr XaiMc, aMepUKaHCbKUII aHTPO-
110AOT, POABKAOPUCT, COLIIOAIHIBICT, 3BEpHYB yBary
Ha CKAAAHY icTopito iepdopMaTBHOrO MAXOAY Ta BBiB
CMVCAOBUI KOHCTPYKT-TIOHATTS «IIPOPUB AO MPOAYK-
TUBHOCTI», 1100 OIMMCaTy Ilepexis AIOACDKUX areHTiB
AO BIAMIHHOTO «CII0CO0Y iCHYBaHHs Ta peaaizanii».
TTOHATTS «IIPOPUB AO TIPOAYKTUBHOCTI» CAYTYBaAO
00’eAHaBYUMM TPAMITAIHOM ITOYaTKOBMX HE3aAEXKHUX
iHTeAeKTyaAbHUX PO3p060K 1950-X, siki Oyan 6asu-
COM IIJOAO TeMNepilllHbOTO AMHAMIYHOTO PO3IUMPEH-
HA Ta 3AUTTA iHTepeciB y AOCAIAXKEHHI KYABTYPHUX
¢dbopm B. TepHepa, y 3anponoHOBaHi1 HUM KOHLIeI-
il «COLiaABHOI ApaMI» K KOPMCHOTO OIICOBOTO
Ta aHAAITMYHOTO IHCTPYMEHTY B [TIOEAHAHHI 3 OiABII
OPTOAOKCAABHMMU TEXHiIKaMM COLIiaAbHOI aHTPOIIO-
Aoril. ABTopcpka nosuuis B. TepHepa LiHHa sikpa3s
TUM, 110 BIAXOAUTD BiA CTPYKTYpHO-YyHKIIiOHaAICT-
CbKOTO TAYMaUeHHs PUTYaAy Ta CIIPSIMOBYE yBary
Ha KYABTYPHY pedAeKcito III0A0 IlepeTBOpeHHs. Pu-
Tyaau, Ha AyMKY B. TepHepa, € akTMBHMMM i HapiAe-
Hi MOTEHL[iaAOM 1LJOAO IPOAYKYBaHH: 3MiH Yy KYABTY-
pi: «1lepeMoHist BKasye, puryaa TpaHchopmye» [18,
p- 80]. Tak, nmpukaaa iHHOBALINTHOCTI Ta 3MiHU pU-
TYaAiB AEMOHCTPYE aHTAIICBKUIT KOMIIO3UTOP, Op-
rauict cep lenpi Boadopa Aesic: «Y 1924 p. micas
cMmepTi IlepperTa MalicTpoM My3UKM KOPOAS CTaB
cam EArap, mepumii 3a 1jiae CTOAITTS BiAOMMIT KOM-
MTO3UTOP, SIKUiT OOIIHSB 110 OCAAY, i 1ie OyAO sicKpa-
Be BY3HAHH: BOXAMBOCTI J10I0 MY3MKU AASI KOPOAiB-
CbKMX pUTYaAiB. Bia Toro yacy mocaay saiitMaAu AO-
CTOJIHI KOMIIO3UTOPH, SIKi 11 AaAl TOPAAKYBAAU My-
3UYHUM OOPMAEHHSIM KOPOAIBCBKUX LiePEMOHIIL.
<...> ... KO’)KHa BeAJKa KOPOAiBCbKa LilepeMOHisl MaAa
OyTy TaKOX pecTUBaAEM CYyYaCHOI OPUTAHCHKOI My-
suku. bekc, baicc, Toact, BenTok, BoaToH i Boran
Biapamc nucaau Mysuky pAas KopoHauii I'eopra VI
i €ansaBeru II. ABa KoponauinHi mapiri Boatona
«Kopona imnepii» (1937) Ta «Aepxxasa i ckineTp»
(1953) 3maraaucs 3 EarapoBumu He Auiite 3a barar-
CTBOM MEAOAII i I11eApPICTIO OPKeCTPOBKY, & M TUM,
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III0 CTAAU MOCTIIHUMY BU3HAHUMU KOHLEPTHUMU
TBOpamMm» [12, p. 127].

BucHoBku. AoBeaeHo, o AUTsUMIT HeCcTUBAAD
y npoexuii neppopmMaTMBHOCTI aKLJeHTY€e Ta 3aro-
CTPIOE YBary Ha nMpobAeMi AIOACHKOI IPUCYTHOCTI.
ApKe apeHa AUTSTIOTO (PEeCTUBAAIO — Lje 3aBXKAU KO-
MYHIiKalli/IH1I1 IPOCTIp, A€ AITU B3a€EMOAIIOTb OAMH
i3 OAHMM, Hac Bia yacy 3’ sIBASIYMCD Ta BHUKAIOYY 3 [IOAS
30py OAMH OAHOTO, 0€3yMOBHO BIAMBaw4M co60:0
Ha MaTepiaAbHO-TiA€CHOMY KOHTaKTHOMY piBHi. OA-
HaK IpobAeMa IPUCYTHOCTI MIAKPECAIOETBCS 3 0CO0-
AVIBOIO TOCTPOTOIO CaMe Y AaKyHaX AUTSYO0I KOMYHi-
Kauii, Ae TPOOAEMATU3YETHCS TEMA «CIIPABKHBOTO»
i «HecrpaBXHbOro» OYTTS. AAKe HAM AQHO, IIBMALIE
3a BCe, AesiKi GOopMaAbHi 03HAKM IPUCYTHOCTI: HasIB-
HICTb iHILIOTO, CITiAbHE NTPOXXVBAHHSI IEBHYX MOMEH-
TiB )KUTTIB, B3aeMoais. CaMe 1ie i1 BUBOAUTD Ha apeHy
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neppopMaHC, AOAATKOBO BUCBITAIOIOYM IIOAIEBICTD
JKUTTA Ta HEBiA €EMHICTb IPUCYTHOCTL. YYaCHUKM AU-
TST90T0 PEeCTUBAAIO, ONIMHSIIOUNCh B CBSITKOBII MOA(I,
nepe0yBaTh y IEBHOMY TAKTHABHOMY, TIAECHO-AO-
TUKOBOMY GopMarTi 3 iHIIMMM Ta IIPOXOASITH KpPi3b
iHui arpubyTy nepdopmaHCy, CIPUUMHAIOYN TUM
CaMUM iHTPUT'Y AFOACBKOI IIPUCYTHOCTI.

3'51COBaHO, 11J0 PO3TASIA AUTSIYOTO (HDECTUBAAIO SIK
1ephopMaTUBHOrO (EHOMEHY YMOXXAUBAIOE 3Aiii-
CHEHH: eKCIIePMMEHTY Ta TBOPYMX iHTepaKLiil MK
Yy4YaCHMKAaMM, )KMBOI B3a€EMOAiT 0AHOTO 3 OAHMM. LliH-
HICTb TaKMX B3aEMOA|I, iHTepaKIliil TI0ASITa€ B TOMY,
o y nepdopmaHci b6e3nocepeHiit B3aEMOBIAMB y4ac-
HUKIB AUTSYOTO PeCTUBAAIO BUSBASETHCS HabaraTo
MPOAYKTUBHIIIMM, aHDK MOXXAMBI 3HaYeHH:, CMMIC-
A, Ta OPiEHTOBaHMIT Ha epeKT MPUCYTHOCT] 5K AIO-
AVHOMIipPHOI LIiHHOCTI.
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Oksana Sapiha. Children’s Festival As A Performative Phenomenon

Abstract. The children’s festival has been studied as a performative phenomenon that actualizes the problem of presence (H. U. Hum-
brecht) as the highest anthropomorphic value, where imperceptible connections, different from the usual physical presence, are established
between the participants. The children’s festival is analyzed in the projection of the bodily-material mode, touches, the exchange of which
is already embedded in the nature of the performance, which allow the child to find himself in the mode of sensual, aesthetic experiences.

The research methodology was based on post-non-classical, cultural, interdisciplinary approaches. The involvement of a cultural ap-
proach to the problem of analyzing a children’s festival as a performative phenomenon is productive in several aspects: first, the possibil-
ity of considering it in the projection of the concept of presence, where imperceptible connections are established between participants
that differ from mere physical presence; secondly, the actualization of the corporeal-material perspective, the body, touches, the exchange
of which is already embedded in the very nature of the performance, which allow the child to find himself in the mode of sensual, aesthet-
ic experiences. Thirdly, the children’s festival involves consideration of performance culture, where play, celebration, and performance are
closely intertwined. Accordingly, children’s performance, along with professional specialized training, does not exclude game communi-
cation, with the help of which it appears as a kind of “theatre for oneself” and contributes to the author’s creation of oneself.

It was found that the children’s festival becomes an experimental platform for creative interactions between participants, live in-
teraction with each other. The value of such interactions is that during the performance, the direct interaction of the participants of
the children’s festival turns out to be much more productive than the possible meanings, meanings and presence-oriented effects.

Keywords: performance, children’s festival, childhood culture, presence, interaction, ritual, experiment.
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Amnoranis. PO3rAsiHyTO HOBaTOPChKMIT MeTOA Kommosutopku Kapmeaan Llenkosenko «CijeHapHa po3poOKka My3MYHOro MaTepia-
Ay», SIKUI € 1i HOY-Xay i IIMPOKO BUKOPUCTOBYETHCS MPY CKAAAAHHI TBOPIB pisHMX >kaHpiB. [TOsICHIOIOYM AllO CLIeHApHOI PO3POOKM, KOM-
MO3UTOPKA FOBOPUTD: «...CLIEHAPill iCHy€ TIAbKM AAS KOMITO3UTOPA HA MOMEHT TBOPiHHs KoMnosullii. Lle mporpama, sika Aa€ momToBX
ysiBi. I AaAl aBTOpP KOAY€E B 3BYKM i AYMKY, i IEPEKMBAHHS, 1 BIAUYTTS] KOCMOIIAQHETAPHMX TEHAEHLil (Takuit cobi BiTep BcecBiTy), i mpar-
HEHHsI CYCIIABCTBA, i BIATOMOHM BAA@CHOTO T€HETUYHOTO KOAY, BUPKEHOr0 yepe3 OAyKaloumii reH mam'sri, i 6araTo iHioro, 110, BpemTi-
PELIT, CTAHOBUTb KOMIIO3UTOPCHKIUIT KOHTEKCT TBOPY. 3BUYAIHO, BiH HEBIAOMMIT Hi cAyXaueBi, Hi BukoHaBio. CripuiiMaroun abo BuBYa-
104M OITYC, TPEACTABHMK MyOAIKM i My3MKaHT HAIIOBHIOIOTD JIOTO CBOIM 3MiCTOM, PO3yMiHHSIM, IlepeXXMUBAHHAMY, BiAdyTTsAMH [7, . 218].

VY craTTi nokpokoBo noxasaHo, Ak K. C. LlenmkoAeHKo, AOTPUMYIOUMCh NMPUHLMITIB HOBUX MTAPAAUTM Y Cy4acHill ecTeTuLi, CTBOpIoe
CBill KOHLIEPT-APaMy 5K iHAMBIAYaAbHMII TPOEKT — i 3a GpOpMOI0, i 3a CTPYKTYpOIO, i 32 0COOAMBOCTAMM B3aEMOAIT OPKeCTPOBUX IPyI
i coaicrip. TeaTpaaisaljist 3AIICHIOETbCS 32 pAXyHOK HAaAAQHHSI IHCTPYMEHTAABHUM COAiCTaM Ta OPKeCTPOBUM I'PyIaM iHAUBiAyaAbHO-0CO-
GUCTICHMX SIKOCTEI], IO BCTYNAIOTD Y AlaAOTiYHe CIIAKYBaHHS 3 MaHICTOM-COAICTOM. Y CTATTi IIPeACTABAEHI PEe3YABTATH AOCAIAKEHHS

MPUHLNIIB TeaTPAABHOCTI B CMQOHIYHIN TBOPYOCTi KOMIIO3UTOPKHY, IO 3HAXOASATb BUPa3 Y APAMaTypPriuHill KOHTPACTHOCTI, MOHTaX-

HOCTI KOMIIO3UL{il, MAAbOBHUYOCTI, «BUAMMOCTi» 00pasiB, BiACTOPOHEHOCTI, KAPTUHHOCTI OMOBIAQHHSL.

Karouosi crosa: pospobKa ClieHapilo, KOHLIEPT-ApPaMa, iHAMBIAYaAbHMIT IPOEKT.

ITocTaHoBKa mpo6GAeMMu. Y CTaTTi A€TaABHO aHa-
AIBYETBCS «HOY-Xay» KOMIO3UTOPKY — METOA «CLje-
HApHOI PO3POOKU MY3MYHOTO MAaTEPiaAy», SIKUIL AO-
3BOASIE AETAABHO OIPALIOBATU KOKHY APaMaTU4YHy
AiHiI0 TBOPY, BUOYAOBYIOUM B3AEMOAII0 OPKECTPOBUX
TPy i cOAiCTiB. BipAalouy nepesary npMHUuIIaM Te-
aTPAaAbHOCTI B PO3BUTKY HeT€aTPAAbHUX MY3UYHUX
JKaHpiB, KOMIIO3UTOPKa CTBOPIOE CBill KOHL[EPT-Apa-
MY SIK iHAMBIAYaABHMIT IPOEKT — sIK 32 pOpMOI0, TaK
i 3a CTPYKTYpOIO, & TAKOXX 32 0COOAMBOCTSIMM B3a€-
MOAil OPKeCTpPOBMX IPYI i coAicTiB. BukopucTaHHsA
MPVHINIIIB TEATPAABHOCTI CITPSIMOBYE KOMIIO3UTOP-
KY Ha CTBOPEHHS HOBMX eCTEeTUYHMX MOAEA€I, aKTH-
Bisye MiACBIAOMICTD AASI BUHAMAEHHS HOBMX CMIC-
AOBMX KOMIIAEKCIB 5IK 32 pOpPMOI0, TaK i 3a 3MicTOM,

HAITOBHIOE TBip CKAQAHUMM AIQAOTIYHMMY 3B’ sI3KaMU
Ta irpoBolo eHeprieto. AiaaoriuHe CIiAKyBaHHs 00-
pasiB-poaers, ix ApaMaTUyHa B3aEMOAS IPU3BOAUTD
AO AlHeapHMX HaIIAACTYBaHb, KOAY eMOLIi/IHO-BOAbO-
Bi HAIIPY>KEHHSI, MIACKAIOIOUN OAHE OAHOTO, CTBOPIO-
I0Tb KaPTUHY EAHOCTi HEOAHOPIAHOTO LiAOTO.

Amnaai3 ocraHHIX AOCAiAKeHD i my6aikamiii. Ha-
MVCAHHIO CTATTi IepeAyBaAO BMBUEHHS MaTepiaAiB
Ta AOCAIAXKEHD IJOAO METOAY «CLIEHApPHOI pO3POOKIM»,
3okpema npaup M. 0. ITepeneanui 8], I. ®@. 3aBro-
poaHnboi [5], TanHu AyHinoi [7].

MerTo10 CTATTi € PO3KPUTTSI OCOOAUBOCTEN Me-
Toay «CreHapHa po3pobka» Ha MaTepiaai KoHuep-
Ta-Apamu Ne 1 Aast popTermniaHo Ta OPKeCTpPY, BUSIB-
A€HHS GOPMOTBOPYMX T CTUAICTMYHMX IPUHLIMIIIB,
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SIKI CIIMPAIOTbCS Ha YKAHPOBO-CTUABOBI KOHTEKCTH,
oB’si3aHi 3 TeaTpaAisali€ro, 3 YMCAEHHUMH «BIiACHA-
KaM» AO aCOLiaTMBHO-00pa3Hux cdep, 3 MyAbTIMe-
AIJHICTIO, 3 ApaMaTypriyHOI0 KOHTPACTHICTIO, MOH-
TQKHICTIO KOMIT031L]il, )KMBOIIMCHICTIO, «30pOBOIO»
KapTUHHICTIO OIIOBiAQHHS.

Bukxaap ocHoBHOro maTepiaay. Konuept-apamy
Ne 1 aast popremniaHo Ta OPKeCTPy HAIMCAHO B PyC-
Al Tpaauninn XX croairts. Sk 3asHavasa M. IO. ITe-
pereAntsi, KOHLIEPT «AEII0 BIAXOAUTD Bip icTopuy-
HO c(OPMOBAHMX KaHOHIB i IBAsIE COOOI0 TeaTpaAb-
HY cMMOHIIO-KOHIIEPT 3 HAMMCAHKM i T0OYAOBaHUM
ClleHapieM pO3BUTKY Ha OCHOBi MOTUBIB pOMaHiB
“@aycr” Tete i “Maiictep i Mapraputa” Byarakosa.
VY koHLepTi-cuMQOHIi TaKOXX MOKHA OOAYUTH Ae-
SIKi IPMHLMIIN ONIEPHOI APaMaTyprii i TeaTpaAbHOTO
AlficTBa: My3u4Hi TeMu i eaeMeHTM HaKTypy HECYTD
B c00i reteBcpkoro “Daycta’; “MedicTodeass’, Oya-

» «

rakiBcbkoro “Marictpa’, “Boaanpa 3i cBoero cBUTOK0”
Ta iHme» [8, c. 146].

K. LlenmkoAeHKO HaMaraAacst HaAQTV TeMaM KOH-
LiepTy PUCK TeaTPaAbHOCTI, 3p0OMTY BIIi3HABAHUMMU
XapaKTepPUCTUKY peasbHUX 00pasiB, 00’ eAHATH IX Ha-
CKpi3HOIO Ai€to. [TepenaeTeHHs TeM AIOOOBI i1 AOAI,
CUAM 11 HDKHOCTI B ITpoljeci ApaMaTU4YHOI'O PO3BUTKY
dbopmye ckaapHe oAipoHiUHE TOAOTHO. Y 3aBAAH-
HsI KOMITO3UTOPKM BXOAMAO IIPOAEMOHCTPYBATH PyX
MOYYTTiB i eMO1LIill repoiB, iX PO3BUTOK Bip MOMeEH-
TiB 3apOA’KEHHS YyTTEBOIO 3€PHA AO BMIINX CTa-
HiB MAJIOMY, OCSISTHHS 3aC00aMM MY3MYHO-IHCTPY-
MEeHTaAbHOI My3UKu. Tak caMo, 5K i B TeaTpaAbHiil
BUCTaBi, B CMOHII-KOHIIEPTi TOAOBHA POAB BiA-
BOAUTBCS Apamaryprii. KoHdAIKT i itoro Bupimen-
HsI € CYTTIO ADaMy — YU TO POMaH ab0 CIIEKTAKAD,
4y TO omepa abo cumdonis. Lls obcraBuHa 3my-
1Iy€ KOMIIO3UTOPKY BiAI/ITY Bip YTOPOBAHOIO IASI-
Xy, BiA KaHOHIB, IITOBXAa€ Il AO CTBOpeHHs HOopMH,
AAEKBATHOI 3aAyMY J1 CEHCY ApaMH, 1110 pOOUTD TBIp
HaA3BMYAHO Te€aTPAAbHUM.

CrieHapHa po3po6Ka KOHLIEPTY-Apamy 6a3y€eTbCs
Ha AiTeparypHux TBopax — «®aycTi» )XK.-B. pon lere
Ta «Maiictpi i Maprapuri» M. O. Byarakosa. Po3po6-
Ka ClieHapiio MPUHLUIIOBO BiAPi3HSETHCS Bip Iporpa-
Mu. Ha BiaMiHY Bip mporpamuy, sika OKpeCcAIO€ AMLIe

2022, Bunyck BiciMHaOysmMuLL

3araAbHUI HAIIPSIMOK PO3BUTKY, CLieHapHA po3pob-
Ka 'y BCIX A€TaAsIX, KPOK 32 KDOKOM IlepeAbayac Ao,
CIpUsI04M il PO3rOPTaHHIO B IIPOCTOPI i1 Yaci.

VY nepuiii 4acTHHI KOHLIEpPTY OCHOBOIO PO3BUTKY
€ ApaMaTruiHe 3iTKHEHHS 0COOMCTOCTI 3i CTUXIi€EI.
KoH1epT cKAaAQ€TBCS 3 ABOX ITAQHIB PO3BUTKY, OAUH
3 HMX IIPEACTaBAEHUI I iTbMa GOpTeriaHHMH Ka-
AeHLisiMU, Apyruil — opkecTpoM. KapeHuii nponu-
3y10Th (GOPMY IepIIOi i TPeThOI YaCTMH KOHLIEPTY,
3'SIBASIIOUMCD B HETPAAULIHUX AASL HUX MiCLSIX —
TO Ha [OYATKY, TO B CepeAMHi cuM@oHiYHMX 100Y-
AOB, A He TaK, sIK IPUIHATO — B KiHLi nepiuoi yac-
TUHU, 00'€EAHYIOUM BECh LKA B EAVHE LiiAe. Y 3Mic-
TOBHOMY 3HaueHHi KaAeHLlii € CBOepiAHMMM XapaK-
TEPUCTUKAMU IepOosi, TOAL SIK HA OPKeCTp MOKAAAEHO
BEeAEHH: BCi€l ApaMu B yciil 1l CKAAAHOCTI.

VY mepuiit yacTuHI po3kpuBaeTbcsa Apama Dayc-
Ta, APyra YacTyHa — Lje 3B’s130K MDX ABOMa Apama-
MH, CBOEPiAHA MeAUTALlisl, TPETS YacTMHA PO3KPU-
Bae Apamy Maiictpa i Maprapurtu.

OTXe, Nepllla YaCTMHA 3aCHOBaHa Ha Tparepii [ete
«@aycr» [3]. «DaycT» 3a cBo€o HOPMOI0 € APAMOIO
AASL YMTAHHSI, OCKIABKM MacITab TBOPY He CIiBMip-
HMII 3 TeaTpaAbHOK IOCTaHOBKOM. CKopille, TBip
Tere moxxna nopiBusiTu 3 «Opicceero» [omepa: 00MABI
[TOEMY CKAQAQIOTHCSI TPUOAUBHO 3 OAHAKOBOI KiAb-
KOCTi psIAKiB — Tpoxu 6iabire 12 000. Aireparypos-
HaBLli CXMADBHI BBa)KaTu 11eaeBp [eTe ApamaTiiHOIO
T0eMOI0, apXKe BiH CIIOBHEHMII AipM3MY, X04a aBTOP
TO3HAYMB J10TO 5K TPareAiro.

«®aycT» 3aB>XKAY 3aXOIMAIOBAB YSIBY KOMIIO3UTO-
PiB-pPOMaHTHKIB i HAAMXAB iX Ha CTBOPEHHS TBOPIB,
NpucBsiueHuX Uit Temi. Hanprkaaa, nepiua cumdo-
Hig @. Aicta Tax i HasuBaaacsa — «PaycT». [Tparo-
104YY HaA CTBOPEHHSIM cuM$OoHiyHOI mporpamu, Aict
BUAIAMB 3 YyCbOTO KOHTEKCTY PYX IMOYYTTIiB Iepois,
adexTy, MpucTpacTi, SKi KepyBaAu IXHIMU BUMHKa-
mu. A. ToacToit B KputryHOMy Hapuci nipo Hlexcrmi-
pa 3a3Hauas, 1o «lllexcrip AiificHO Mae 0COOAMBICTD,
sIKa IPY TIOBEPXHEBOMY CIIOCTEPesKeHHi ITpU Ipi xo-
POIIVX aKTOPiB MOXXe OYTH IpeACTaBAEHA 3AATHICTIO
300pa)kaTu XapaKkTepu nepcoHaxis. List ocobAuBicTh
noasArae B yminHi lllexcnipa BecTu clieHH, B AKMX BU-
Pa’KaeThCs PyX MOYYTTIB. SIKuMM 6 HEMPUPOAHUMMU
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He Oyau mosuuil, B sIKi BiH po3miliye cBoOiX repo-
1B, sIKOI0 O HE3BMYAIHOIO AASI HUX He OyAa Ta MOBa,
SIKOIO BiH 3MYLIY€E iX TOBOPUTH, IKUMMU 6 6€30c060-
BMMU BOHM He OYAU, CAM PYX ITOYYTTsI: 30iAbIIEHHS
J10T0, 3MiHa, 3B’I130K 6araTboX CyIepeyABIX IIOYYT-
TiB BMpaXkeHi YaCTO IPABMABHO i CABHO B AKX
cuenax Illexcmipa i B Ipi Xopolmx aKTOpiB BUKAM-
KalOTh, HeXall i Ha KOPOTKUI Yyac, CUMIIATiIo AO Iep-
coHaxiB» [9, c. 291]. Lleit pyx MOYyTTiB, a HE AISTHHSA
repois i MaB Hamip moxasatu @. AicT B cBoiit mporpa-
Mi TBOpY. CMQOHIs CKAAAQETHCS 3 TPHOX YACTHH,
KO>KHA 3 SIKMX HOCUTD iM’s1 OAHOT'O 3 TOAOBHUX I'epo-
1B — Daycra, [perxeH, MedicTodeas. Yepes xapak-
TEePUCTUKU TOAOBHUX repoiB @. Aict poskpusae ¢i-
A0CO(dCBKY TAMOVHY i ApaMaTM3M CUTYaLil.

P. BarHep Takox He 00ii1II0B yBaroo Ljeil CIoXKeT.
CrioyartKy BiH MaB HaMip CTBOPUTM IPOTPaMHY CUM-
¢oniro i HaBiTH HamKCaB MEPLIY YACTHHY, aAe ipes
He OyAa peaai3oBaHa i Marepiaa OyB epepobAeHmit
B IporpamMHy yBepriopy «DaycT», Ae KOMIO3UTOP 30-
cepeABCs Ha OoAicHMX cymHiBax pAookTopa Daycra,
SIKMM BiH OYB IIAAQHMIT HA CAMOMY IIOYaTKY PO3IOBIAL.

@. lybept y 17 pokiB OyB 3a4apoBaHMiI Tpareaieo
Tere i HanMCaB HA HeBeAMYKUIL GparMeHT 3 Hel CBiil
nepumii mepaeBp — «[peTxeH 3a MPSAKOI0».

Ha Bepumi cBo€i TBopuocTi I'extrop bepaios 3Bep-
HYBCS AO TBOpY eTe i HamucaB ApaMaTUYHY AereH-
Ay «3acypxenns Daycra» B 4 4acTMHAX, 7 KApTUHAX
3 emiAOrom Ha AibpeTo, ckaapene camum bepaiosom
i Aapmipom IeHpOHBEPOM Ha OCHOBI Tepexaapy XKe-
papa ae HepBaasi. Bepaios BiabHO iHTepIIpeTye 06-
pa3 Daycra. «Dayct bepaiosa — TUIOBMIT pOMaH-
TUYHWIL T€POII 3i 3IM'ATO0 AyllIel0, 3MYy4YeHUI TIPO-
TUPIYYsIMM i OOAICHUMM pO3AYyMaMy, HiAe He 3HaX0-
AUTB CIIOKOIO i acTA. AASI HbOTO HEMA€E TOPSTYHKY
Hi Ha 3eMAi, Hi Ha Hebi, cMepTh Mapraper He IIpUHO-
CUTb IOMY BiAKyTIAeHH:. bepaios mipkpecaroe HeMu-
HYy4iCTb 3arnbeAi repost camoro Ha3Bo0 — “3acyAsKeH-
Hs Qaycra’} a 3aKiHYYE PO3BUTOK CIOKETY CTPUOKOM
@aycra i MedicTodeass Ha YOPHUX AMSBOABCBKUX
KOHSIX B ITEKEABHY NpipBy» [10].

VY cTuAi MicTMYHOI ApaMM 3aIIPOIIOHYBAB CBiil Ba-
pianT Tpareaii I[ete llapab I'yno. PosBuBaroun ai-
PUUHY AiHil0, [yHO B LIeHTp onepu IoCcTaBUB iCTOpio

C MIH

Mapraputu 3 ii AOOBHUMY EPEXUBAHHIMM I TPa-
TiYHOI0 AOA€I0, TOMY AO Jtoro daycTa CTaBASATBCS
SK AO AIpMUHOTO ITepCOHAXKa.

Sk 6aunMo, KO)KeH KOMIIO3UTOP 3HaXOAMB y [eTe
Te, 110 BUKAMKAAO J10T0 HalOiABIIMII iHTEpeC, 110 CTa-
BAAO AJKEpEAOM HAaTXHEHH:, i BTiAIOBaB lie B CBO€-
My TBOPi.

K. LlenkoAeHKO 3HaIIAA LiKaBUM AASL cebe po-
tucraBaeHHs Paycra i Medicrodeast. 3aetn i mapin-
Hs1 PaycTa 3HaMILIAYM CBOE BiAOOpaskeHHs iy popre-
niaHHii mapTii, i B popreniaHHMX KapeHLisx, a Me-
dicTodens i Bee, 1[0 3 HUM IIOB’I3aHO, OTPUMAAU BTi-
A€HHA B IIapTii opKecTpy.

KoH1lepT 1ounHaeTbCcs AOCUTH HE3BUYHO 3 TOY-
K1 30py TpaAuLiiHoi popmu — 3 popremniaHHO]I Ka-
AeHLii. TyT KoMIIO3UTOPKa, CAiAyI04M 32 PO3BUTKOM
cleHapiio, Aae KapTUHYy eMoliltHoro crany ®aycra
3 11oro ¢irocodpcbkumMm pospymaMu Ta ippeaaic-
TUYHUMM 6akaHHsIMI. IToOyAOBa OCHOBHOI TEMU —
MOTMBHA. 3BYKOBa ITaAiTpa CIpUsE TOMY, IO MOTHU-
BJ MAQBHO IepeTiKaloTb OAMH B OAHMIL, CTBOPIOIO-
Yy BUpa3Hy KapTuHy. [ToCcTynoBo My3suyHuMi1 Mare-
piaa, mo nepeaae emoliiiHe xBuAloBaHHA PaycTa,
SIKMIT TIparHe BUKAMKATHU AYX, CTA€ OiABII eHepriii-
HIUM i IIBUAKI ITacai CIpAMOBYIOTbCS BIOpY, Ilepe-
PMBAIOUMCh XXOPCTKMMH aKLIeHTOBaHMMM aKOPAAMU,
11j0 BilyoTb osiBy Medictodeas. Tak mourHaeTbCs
OCHOBHA YaCTMHA KOHLIePTY — TBepAO i piuryue. ITo-
AQABLINI PO3BUTOK I'PYHTYETbCS Ha LIMX AMCOHAHC-
HUX aKOPAAX, AO SIKMX AOAQIOTBCSI CMHKOIIOBaHi ¢i-
rypu B popreniaHHiit maprii. 3araAbHy KapTHUHY AO-
[TOBHIOIOTb BEPECKAUBI (GOPIIAATY Y AEPEB’STHUX AY-
xoBux. PaycT 3aKAMKae:

«Lle Ayx AeTuTb, 11e AyX OAQraHHs BUYB.

OaKpuiich MeHi!

TBii1 MOBiB ceplje cTpeneHyB

I BAapHO ToTHE...

Yce ecTBO A0 Tebe mparHe!

Tobi BiaAaB HaBIK 51 Ceplie 11 AyLLy,

Hexait i BMpy — Tebe mobaunTs myiuy!» [3].

Komrmosuropka nparte Bia0OpasuTy eMOLiiHmit
CTaH, KNI MOYKe BUHUKHYTY B AIOACDKIVT AyILIi IIpY 3i-
TKHEHHI 3 eEKCTPEMaAbHUM SIBUILEM, SIKMM, 6€3YMOB-
HO, € Medictodeas. Lle rpaHnyHa Mobiaisarist Bcix
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MOYYTTiB, BUHMKHEHH CTPaXy, Xaxy i ImiABMIIleHa
TOTOBHICTb AO CMIAMBUMX PilllydMX Ailf, Lje 9yTT€eBa
HAIpYyra, 3araAbHe eMoLiiiiHe 30yA)KeHH:1. L]e Takox
i cTaH KpU3u SIK CBOEPIAHMIL ITepexiAHuII eTall, B SIKO-
My IiepeOyBae rOAOBHA AlitoBa ocoba.

JKopcrka akopaoBa dirypatiis B bopremnianHii yac-
TuHi Bubyxae roaosHoto napriero Allegro agatato. lo-
AOBHA TeMa, sIKa BIIepIIe IIPOXOAUTD B popTeniaHHin
napTii yHiICOHHMMY CMHKOIIOBaHMMU irypamu, 3By-
YUTb aKTUBHO, TOCTPO i HaBiTh rpizHo. KoxkHe npoBe-
A€EHHSI ITepepMBAETHCS AUCOHAHCHMMM aKOPAAMY BChO-
IO OPKECTPY 3 KOPOTKMMU BEPECKAMBUMU POpLIAQ-
ramu-Burykamu. ITorim poai sminioorecs. Tema exc-
TIOHYETHCS B OPKECTPI, TepepUBAIOYNICh KOPCTKIMMU
AKOPAHMMM BCTaBKaMy GOPTeNiaHo i TOBEPTAETHCS
B OPKECTD B3Xe OiAbLI HACMYEHOI0 3BYKOBOIO NTAAITPOIO
AYXOBMX i mepKycii. Bce 1je IpM3BOAUTD AO €eMOLil-
HOI KyAbMiHallii 3 KAQCTEPHMMM aKOPAAMU Y MIAHUX
i dopreniano. aycr nipnucye porosip. Oeepist xa-
XiB 3HalllIIAA CBOE BTIA€HHA B €MOLIiITHOMY IIepeXXu-
BaHHI, i MiCAA KyAbMiHalil, TiCAS I€PLIOTrO AyLIEBHO-
IO MOTPSICiHHSA, BiAOYBaeTbCst po3caabAeHHs, po3ci-
I0BaHH i1 TocAabAaeHHs Hanpyru. CoAy4Ha napris
MTOYMHAETHCS 3 MPOTSHKHUX CTOSTUMX 3BYKiB BAATOP-
HMU, 5IKi BIII[yIOTb IOSIBY APYToi KaaeHLii y popTermia-
Ho. BoHa 1oBepTae Hac A0 €AETifiHOrO CTaHy repos:

«O ITOBHMIT MICSILIIO SICHUI,

Miit Apy>xe Tvxumit i cymHmin!

Koau 6 BocTaHHE 3 BUCOTU

Moi cTpaskpaHHs 6aunB I

3a MM CTOAOM 4YyBaHb Hi‘{HMX,

MiX yux eprameHTiB i KHur!» [3].

ITicast ApaMaTMyUHOI KyAbMiHaLii, IPY AKiil «CIaA0-
€TBbCS» MOYYTTS CTPAXY i )Kaxy, HaCTa€ MCUXOAOTIUHA
pospsiaka. PayCT ouMHaE CBill LAAX AO OHOBAEHHS,
B CBIAOMOCTI I1je € eAeMEHTH eAerilHIX IIOYYTTiB, PO3-
AyMiB, nIpocBiTAeHOI KOHLleHTpauil, pirocodii. Oa-
Hak PaycT B>XXe Ha TOPO3i 3MiH, 5IKi TepeBepHyTb BCe
J10T0 JKUTTS 3 HiI Ha roAOBY. Lleit XBMAIOIOUMIT CTaH
BiAYYTTSI HOBOT'O IIOYMHAETHCS B CEPEAVHI KaA€eHIIil
(poco a poco accelerando a creschendo), B TekcTypi
3'SIBASIETBCSI Oe3nepepBHIIL PyX BiciMKaMu, pyx Ipu-
CKOPIOETBHCA i AVHAMIYHO TIOCHUAIOETHCS, 1O TIPY-
3BOAUTD AO HEBEAVKOI'O €MOLIIHOI O CIIAECKY, SIKUIA,

2022, Bunyck BiciMHaOysmMuLL

He3abapoM, 3MIHIOETHCSI €AETITHUM HACTPOEM.

KaaeH1iist ctBoproe emouintHuit GpoH, Ha TAL SIKOrO
HAapOAXYEThCs MobiuHa maprist Andante cantabile. In-
Teprperyoun DaycTa sIK AipMYHOTO reposi B LIbOMY
€eMi30Ai, KOMIIO3UTOPKa AOITYCKAa€ AipMYHi BiAXMAEH-
Hs, AKi MOJKHA TpaKTyBaTu AK Mpii PaycTa npo mait-
OyTHE: M'SIKICTb, HDKHICTD i po3caaba0ya OAHO-
MaHITHICTh XBUAEIIOAIOHMX IepeAnBiB B ¢opTeri-
QHHII YaCTUHI CTBOPIOIOTH (POH AASI TTOSIBU COABHO-
ro KAapHeTa. (3abiraroun Hamepea, CAiA 3a3HauuTH,
11O 151 )X TeMA 3'IBASIETCS B KiH1Ii TPETbOI YaCTUHU
KOHLIEPTY, HiOM moeaHytoun obpas Paycra Ta Maii-
crpa.) [ToTiM TeMa 3MiHIO€ pericTp, TOCTYIOBO AO Hel
AOARIOTbCS CTPYHHI B OPKECTPOBil YaCTMHi, 3alIOBHIO-
104M IPOCTip M'SIKMMU IIPSIHMMU 3BYKaMU.

HacTynHe nmpoBeaeHHs TeMM IIpY TOMY 5K aKOMIIa-
HEMEHTI TAT'yYMX, COAOAKO3BYYHMX COHOPHUX CTPYK-
TYP OPKeCTpY IOBEPTAEThCS B MAPTii posiAs, Ae TeMa
HabyBae akopA0BoOi GaKTypy, MilLHilIa€e, HIOK CTBEp-
AKYIOUNCH Y BAACHMX Mpisix. Tpupasose mosutio-
HYBaHHS TEMM B Pi3HMX TEKCTYPHUX MoAMIKaLisgx
CTBOPIOE I'PYHT AASI AOMiHYBaHHS iAMAIYHOTO CTaHy
B i1 cuMQOHIYHIN KapTUHI.

Po3paia Piu mosso 3HalloMUTh HAC 3 iHIIMM eMO-
yintium craHoM. Payct i Medicrodeap morpamnasi-
I0Tb Ha CBATO BaAbmnyprieBoi Houi:

«biXKaTp, ATATb, CBUCTATD, CTYKOUYTb,

CKP]/IHAHTI), INIASATD, KUIIAAITh, KA€KOYYTb,

CMepASITb, iCKPSATD, FOPATD, MeYyThb!

BiAbOMCBKMIT AyX TIOBCIOAU UYTb!

Aepxuch MeHe, 60 3pasy BIAITPYTb.

Ta ae x Tu?» [3].

TyT Bce nepenayTarocb — BiAbMU IPOHOCSITHCS
TI0B3, AEMOHHU, KiKiMOPpU 1 YOPTH NePeryKyrTbCs
OAHE 3 OAHUM, YaKAYHU FITHOTU3YIOTb i BUKAMKAIOTh
BUAIHHA. Y 1iit aTMocdepi I'yAstHHS, CTUXIl TOPOKY
®aycT BiaAUyBa€ I[OCh Ha 3PAa30K KaATTS:

«Y11 K He TUHSABCA 5 6ypAaK010 693AOMHI/IM,

HeaoAropkoM 6e3 ITpOCBITKY 11 MeTH,

Henaue BopoCIag, 10 B AbOTi KAPKOAOMHIM

IlymMuTs B 3iByIIy XAQHb 3 )KaXHOI BUCOTH...» [3].

ITicas sycTpiui 3 mpuBMAOM MaprapuTu mia BIAK-
BoM nobayeHoro PaycT BiAuyBae AOKOpM COBICTi i1 Ku-
AQETHCA PATYBATU AIBUMHY:
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«Tus AQAAD BAUBUCA IIMABHO:

OH AiBunHa, mpekpacHa i 6AiAa;

MoB ckoBaHa — Taka ii xoaa,

Aeab CyHEeTbCSI — MOBIABHO JIA€, TIOBIABHO. ..

MeHi 3Aa€TbHCsI, BIIi3HAIO

B miii IpeTxen muaywo moto» [3].

Leit erizop 3a popmoro € po3pobKa COHATHOTO
aaerpo. QopremniaHHa nmapris i mapTisa opkecTpy
3AMBAIOTBCSI BOEAMHO, 11100 CTBOPUTH LiiAICHY Kap-
THUHY 4yTT€eBOI (deepil. 3 mepuux TaKTiB po3pob-
KL PA30M 3 YAQpaMy TapiAOK 3'SIBASIIOTBCS ITacaxi
B AEPEB’STHMX AYXOBUX, 5IKi PO3AIASIIOTBCS KAACTe-
pamu B naprii dopreniaHo i 3aBepIIy0THCS yAapa-
MU BEAMKOTO 6apabaHa pa3oM 3 pi3KMMMU CUHKOIIO-
BaHMMM aKOPAAMU B ycboro opkectpy. IToctynoso
MOCUAIOETHCS GaKTypHe HalllapYBaHHS, AOAQIOTh-
cs1 yaapHi, 0c06AMBO Maaui 6apabaH, MOCBUCTY-
10Th GAENTH, Y CKAQAHOMY CUHKOTIOBAHOMY PUTMi
3’IBASIIOTBCSI IPM3OBHI aKTUBHI eAeMeHTH B TPYO,
y CTPYHHUX 3TyLIyeTbCs HAKTypa, sIka AOIOBHIO-
€TbCA AMHAMIYHMM MAAIOHKOM KAACTepiB y maprii
¢dopreniaHo. Bce 1je TpuM3BOANUTD A0 KYAbMiHaLil,
siKa GiKcyeTbCs A3BIHKMMU BUTYKaMu TPyO, 1o 1o-
BTOPIOIOTbCS B PUTMIUHOMY MAAIOHKY, i paliTOM Bce
CKOYYETbHCS B MACaXi, 1110 BUCXOAATD i3 HUKHbOTO
pericTpy Ha TAi AiHeapHOTro 6araToroaoccs BCbo-
ro opKecTpy. ApamMaTusanis LIbOTo eIi30Ay AOCS-
ra€TbCsA CTBOPEHHAM NPOCTOPOBOI MepCeKTUBY
32 y4acTIo 0araTbox «AiOBUX 0Ci0» IIASIXOM CKAAA-
HUX GaKTypHUX HAITAACTYBaHb BEPTUKAAL Ta rOpU-
30HTaAl, «BEPECKAMBUX» CIiBIBOK A€PEB’STHUX AY-
XOBMX, CMHKOIIOBAaHMX YAApiB MepKycii Ta BCbOro
OPKeCTPY, & TAKOXX aKTMBHOK MOTOPHOI0 (QYHKLIi-
€10 gopremiaHo.

TTiAKp€eCAI0I04YM 0COOAMBY POAD MEPKYCII B 1jbO-
my emizopl, I. ®@. 3aBropopHs 3asHavae: «HeobXxia-
HO MiAKpecAUTH crielindidHy pOAb IPYIU YAAPHUX
IHCTPYMEHTIB, sICKpaBa XapaKTEePHIiCTb AKUX, YiT-
Ka PEECTPOBO-TEMOpPOBa BUBIPEHICTD IX y IPOCTO-
poBOMY AlarnasoHi cuMQOHIl BUAIASIIOTH IX y He3a-
A€XHIII Ta CAMOCTIMHMII MAACT, 10 PO3BUBAETb-
Cs 3a CBOIMM BHYTPillHiMM 3aKoOHaMu. Y LieHTpi
LIMX 3aKOHIB — cB060OAQ METPOPUTMIYHOIO AVIXAH-
HSI 3 0COOAMBOIO «apUTMI€I0» MYABCYHOHYOro HOHY

C MIH

T4 OAHOYACHO KOAOPUCTIYHA 6araTolapoBicTs, 3 BU-
AlA€HHSIM OKpeMMX TeEMaTUYHUX eAeMEHTIB y caMo-
CTiiHi AiHi» [5, c. 165].

Bce pa3oM cTBOpIO€ BpaskeHHsI CITPABXKHbOTO 1IIa-
6aury. ITocTyII0BO MOTOPHMIT PYX PU3BOAUTD AO aH-
hapHoi Temy, 5IKa, KiAbKa pasiB MOBTOPIIYNCE, BBO-
AUTB AO TpeTboi ¢opTemiaHHOI KapeHwil. [Tepura il
JacTMHA Ay’Ke BipTyO3Ha Ta akTMBHA. Apyra yacTu-
Ha Xxi0a 11j0 HaraAye CKayky Ha KOHsIX i mepeTBopio-
€TbCs Ha JKOPCTKI MapTeAsITHI IOOYAOBH, sIKi pu-
3BOASITH AO 3aKAIOYHOTO €11i30Ay po3po0OKu. Besi cuaa
ApaMaTu3My CUTYalil BUpa)keHa y Liii1 KapeHwii. Tpe-
TS KaAeHLlis ADaMaTM3MOM Ta AMHAMIYHOIO HaIpy-
rOI0 MPOBIIIAa€ OCTAHHIN PO3AIA pO3pO0OKM mepiol
yactuHU KoHLepTy Allegro drammatico. JKopcrki
CUHKOIIOBaHi aKOPAY OPKeCTpY, yrepeMilll 3 yAapHI-
MU Ta KAacTepamiu GopTerniaHo, IPU3BOASITb AO I10-
siBU GparMeHTiB TEMU Y CTPYHHMX, BCE 3AMBAETHCS
y ckauui-mapur Medicrodeast ra Paycra y cympo-
BOAI BIABOM Ta iHIIOI HEYMCTOI CUAMY, SIKi TOBepTa-
I0TbCSI AO MiCTa, 1106 BpsiTyBatu Mapraputy. Tema-
TUYHUI MaTepiaA LbOro po3aiAy po3poOku moby-
AOBaHUM TakK, 1[00 00’€AHaTV B eMOLIIHIN €AHOCTI
naprii opkecTpy Ta posia. Tyt HiOM ocTaTOYHO 1MO-
€AHYIOTBCsI 00pasHi cyOcraHLii Medictodeas Ta Da-
ycra. @opremniaHo MATPYMYe OPKeCTP COKOBUTUMU
KAaCTepaMu, AMHaMiKa HapoCTae i Bce pa3oM Hara-
Aye nepemoskHy xopy Carann. IToctynoBo AnHami-
Ka 3racae€ i CKAAAAETBCS BPAXKEHHS XOAY, 110 BipAa-
ASIETHCSL. 3aAMIIAIOTHCS PENAiKM (HaroTy B CYnpoBo-
Al yAapHuX Ta $popTeniaHo, 3aKiHUYETHCS BCe 3BYKa-
MU CAaMOTHbOI KUTAMCHKOI KOPOOOUKH.

Apyra yacTrHa HapOAXKY€ETBCS 3 LIbOTO OCTAHHBO-
IO 3BYKY IepIloi YaCTMHMY, 3BYKY IIOPOXKHeYi Ta ca-
MoTHOCTi. CIOYaTKy BUOYAOBYETHCS aKOPA, i3 YOTU-
PbOX TOHIB, 11J0 IIOCAIAOBHO 3By4YaTb Yy AYXOBUX iH-
cTpyMeHTiB. Tak ITOYMHAETbCSA XOpaA, AEIIO BiAdy-
YKEHOTO 3BYYaHH:I, sIKe CTBOPIOETbCS «IIOB3YUMMI»
KBapTOBO-KBIHTOBO-TepL€BUMM CIIiB3BYU4SIMHU, SKi
HiOM MOBMCAOTD y MPOCTOpi. Ais mepemiiaerbces
B iHIIly PeaAbHiCTh, A€ HEMA€ IOYYTTiB, IPUCTPACTeIL,
a e Anie xoAopHa Beand Kocmocy. Po3BuTox 1jporo
CTaHy MATPUMYETbCS CTpYHHMMU. CIIOYaTKy 3AaAe-
KY 3’IBASIETbCSI 005I3KMIT MEPEXTAUBUIL 3BYK, HaBiTb
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He 3BYK, CKOPpillle «ITPUBYA» 3BYKY, OTIM IIie 1 1ije 3BY-
KI, 5IKi TAKOXX yTBOPIOIOTb COOOI0 XOpaA, sIKuit Haby-
Bae 1i1e OiABIIOI IAI030PHOCTI Ta 3araAKOBOCTI TO PO3-
[TAAQI0YMCh HA OKPEMI 3BYKM, TO 3'€AHYIOUNCD Y XO-
paAbHe MicTuyHe 3By4aHHA. Kommosuropka aast Ao-
CSATHEHHS TaKOro epeKTy AOpyumAa KOXKHIl rpymi
OPKECTPY CBiil BIAOKpEMAEHMII [TAACT, CBOIO IHAMBI-
AYaAbHY DOAb, HiOM HaOAM3MBILIY OPKECTP AO TEATPY.
ITep1unit AQCT AEMOHCTPYETBCS AEPEB STHUMM AY-
XOBMMM B KBapTOBO-KBiHTOBO-TepPLIEBMX CIIB3BYYYsX,
SIKi CTBOPIOIOTD BPa)KeHH:I TIOPO>KHEYi, HE030POCTi, He-
OCSDKHOCTI IIPOCTOPY. 3BYKOBUIT 06pas APYroro naac-
Ta Mirpye y IpoCTopi HalliBTOHOBMX Aialla30HIB «BiA-
Yy>KeHVMI» FApMOHITHUMY IOCAIAOBHOCTSAMM, CTBO-
PIOIOYM KapTVHY MePEXTiHHS, XUTKOCTI, edeMepHOC-
Ti, HepeaAbHOCTI, OTOIOIYHOCTI. TicAast HeBeAKO-
r'0 BUXPOBOTO CIIAECKY B ap¢ Ha TAi 1IbOTO XMCTKOIO
IAacTa 3'sIBASIETbCS TeMa y (HOpTeriaHO — BUILIYKa-
Ha, TPOXM XVMEPHa i CITOYaTKy Ay’Ke KOPOTKa, 1i1 Bia-
pasy BiATIOBiAA€ BiOAOHUYEAB KOPOTKO0 (ppasoro, Crio-
BHEHOIO TYTM Ta CMYTKY. IToB3y4i KBapTO-KBUHTOBO-
TeplieBi 3ByYaHHsI y CTPYHHMX iHCTPYMeHTIB 30epira-
10Th aTMOC(epy T03a3HAXIAHOCTI IIPOCTOPY, KOCMOCY.
Apyre NpoBeAeHHS TeMI 3BYYNUTb HaIllOAETAMBi-
11Ie Ta AEIl0 IPOTsDKHillle, BiIOAOHUYEAb TaKOX BiAIIO-
Bipae OiAbLI BIIEBHEHO Ta MPOTsDKHilre B yaci. Tyr
xiba 110 BiAOYBa€TbCSI MPOTUCTABAEHHS ABOX YYT-
TEBYX MO3MLIiN: OAHA 3A€TKa IPUMXAMBA i MpifiAu-
Ba, iHIlIa HABYEHA )XUTTEBUM AOCBIAOM i TOMY Y Ile-
PeAdYTTi MOXXAMBMX IOTPACIHDb TpariyHa i CyMHa.
Sxito nepiii ABa MpoBeAeHHs TeMI iCHyBaAU CKO-
pillle y BUTASIAL HATAKiB, KOPOTKMX PeIAiK, TO Tpe-
TE IPOBEAEHHS TeMU Y POPTEIiaHO BXXe PO3TOPHYTe
Ha ITOBHe BYCAOBAIOBAHHSI i 3BYy4MTb HallOAETAMBiLIIe
i BIIeBHEHillle, 3aB3ATO 0OCTOII0YM CBOXO MO3UILIIIO,
10 1je OiAblIe CIAHTEANYYE BIOAOHYEAET! i BOHU BiA-
MOBIAQIOTH AOBrOI0 $pasoro B Tiil XKe CBOIiT eMOLil1-
HO-YYTTEBIiN MO3MLII HAa TAl BiA4y>)KEHOTO 3BYYaHHA
CTPYHHMX Yy KBapTO-KBIHTOBO-TepLeBiiT TOOYAOBI.
Ha TAi XOpaAy B CTPYHHMX 3'SIBASIETHCSI 3BYYaHHS
xopaay B ¢popremniaHo. Tema mepexoAnTb A0 AepeB’sTHUX
AYXOBUX, TOAI SIK B OPKECTPi MOCHAIOETBCS PaKTypa,
3'SIBASIIOTBCSI HOBI AiHIIHI HalapyBaHHs, TAKAIOYAETD-
Cs1 MiAHa TPYTIa, TOCUAIOETBCS POAD yAapHUX. DaxTypa

2022, Bunyck BiciMHaOysmMuLL

AeAaai OiAbIlle HACMYYETbCS AiHEAPHUM PO3BUTKOM
OKpeMUX MTOCIiBOK, 1[0 PO3TAIIOBYIOTHCA 3 iHTEPBAAD-
HUM 3aIli3HEHH:IM, 1110 poouTh dakTypy baraTourapo-
BOIO, aKOPAM B IapTii popTeniaHo CTaloTh )KOPCTKi-
LIVIMY, PO3APATOBAHIIIMMU. 3aBASKM BUKOPUCTAH-
HIO IIPUIIOMiB aCMHXPOHHOT'O BCTYITY Pi3HMX T'OAOCIB,
Pi3HONPOTSDKHOCTI MY3MYHUX CTPYKTYP, 1LJ0 BCTYMA-
10Tb Y TOAipOHIUHI 3B’513KM, IOCMAEHHIO 110 BEPTHMKa-
Al Ta rOpM30HTAAI MIABUIIY€ETbCA 3aTaAbHUI €MOLI-
HUII TOH, APAaMaTU3Y€EThCS TOAilTHa cropoHa. CTymiHb
€MOLiITHOI HaIpyT¥ 3 KO>XKHUM ITPOBEAEHHSAM TeMU
AeAaai MABUILYETbCS, aKOpAM B mapril popremiaHo,
110 HAaraAyIOTh XOPaA IMOYATKy APYTrOi YaCTMHU KOH-
LIepTY, BTPaYaloTh ITPO30PICTb i XUTKICTh, CTAIOUN Ae-
AQAl Bpa3AMBIIMMY, TPOHM3AMBO-HUIIIBHUMU. Bee
pas3oM HabyBae XxapaKkTepy OXMYPOI XOAH, sIKa AO-
Csira€e CBOTO aIOrelo B KyAbMiHallii posaiay. O6pu-
Ba€TbCA KyAbMiHallisl ABOMa ITPUM30BHUMM CUTHAAQ-
MM B AYXOBUX. 3aKiHUy€TbCS YaCTMHA XOPAAOM AY-
XOBUX, SIKMiT I1€pe6MBa€ETHCSI TOYKOBUMY 3BYKOBMU-
MU BKpanAeHHsAMM napTii gpopremiaHo.

OCKiABKM ApyTa YaCTMHA, IO CYTi, € KHeNTPaAb-
HMM IIOA€M» MIXK ABOMa ApaMaMy, B Hill HeMa€ BU-
Pa’keHOT0 IPOTUCTOSIHHS, TOMY B Hill BIACYTHi pop-
TemiaHHi KapeHUil, i popremniaHo Brpayae CBO0 iHAU-
BiAyaAbHY POAB, TEMOPOBO 3AMBAETHCS 3 OPKECTPOM,
CTal04M OAHUM i3 JIOTO iIHCTPYMeHTIB.

TpeTs yacTMHaA TBOPY HaIlMCaHa BXKe 3a CIOXKe-
ToM poMaHy M. byarakosa «Marictep i Maprapura.
Y koHuepTi ABa 06pasu — «Daycrar i «Marctpa» —
3AMBAIOTbCS B OAMH y3araAbHEHUI 00pas, sIKUii Ie-
PEXOAUTD 3 MePIIOl YACTUHY B TPETIO.

Bipomo, mo M. ByarakoB crnoyaTky IAaHyBaB
HAaIIMCaTy I[OCh Ha 3pa3oK pociiicbkoi daycTiany,
a MaiicTep B opuriHaAbHOMY BapiaHTi poMaHy (sIKuit
CraAMB caM aBTop) Hasusascs IToetom i PaycTom.
I 106 HiXTO He Mir CyMHiBaTHCS 1JOAO 3B’sI3Ky pO-
Mmany 3 «@Daycrom» Tete, M. Byarakos 3po6us ermi-
rpagoM AO CBOTO TBOPY PSIAKM 3 TBOPY — BIAIIOBIAD
Medictodeas Ha nutanHsa Paycra: «...Ta XTO K, Ha-
pewurti, Tu? — I — yacTka TOI CMAM, 11]0 OABIKY IIpar-
He 3AQ 71 OABIKY >X TBOPUTB 0Aaro...». Llieto uraToro
M. byarakos Biljye nosiBy Boaranaa i Aoae 3posymitu,
1110 Y pOMaHi ITaHyBaT/Me «He4yJCTa CHAa».
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IcTopis cTBOpeHHsI poMaHy He MeHII TpariuHa,
HIXX AOAsL 10r0 repoiB. Iepiia pepakiiis pomaHy 6yaa
HamvcaHa B 1928—1929 pp. i 1929 poxy 6yaa criasaeHa.
Y aucri po ypsiay CPCP Bia 28 6epesHst 1930 p. Byara-
KOB micaB: «18 6epesnst 1930 st orpumas 3 T'aaBperept-
KOMa Iarlip, sSIKMi1 AAKOHIYHO IIOBIAOMASIE, 11J0 HE MU~
HYAQ, a HoBa Mosi IT eca «Kabaaa cBsaroum («MoAbep»)
AO ITOCTAHOBKNM 3ABOPOHEHA. Cxkaxy Ko-
POTKO: TiA ABOMA PSIAKaMU Ka3eHHOTO ITallepy I0X0-
BaHi pob0TM B KHUTOCXOBULIAX, MOsT daHTasis, Ir'eca,
1110 OTPUMaAa Bia KBaAipikoBaHUX TeaTpasbHUX da-
XiBLIiB He3AiueHi BiATyKM — OAnckyya m'eca. P. TTikeab
MOMUASIETBCS. 3aTMHYAU He AMIIIe MOi MUHYAL TBOPHU,
a 11 TerepilHi Ta Bci MaitbyTHi. I ocobucTo 51, cBoiMu
pyKaMmy KMHYB y IPYOKY YepHETKY POMaHy IIPO AMs-
BOAQ, YepPHETKY KOMeAil Ta II0YaTOK APYrOro poMa-
Hy «Tearp». Yci Moi poboTu 6esHainHi» [1]. OpHaK,
SIK Ai3Haemocs 3 AKepea, BoceHr 1932 p. M. O. byara-
KOB 3HOBY ITOBEPTAETHCA AO 3aAYMY «POMAHY IIPO AU-
SIBOA@»: Y TEKCTi 3’IBASIIOTbCSI HOBI Iepoi — CIoyat-
Ky Maprapura, notim Marictep. AOCAiAHMKY TBOPUO-
cTi ByArakoBa 1oB’si3yl0Tb 1osiBy obpasy Maprapu-
TH, @ Pa30M 3 HUM TeMM IIPO BEAVKe Ta BiYHe KOXaH-
HSI 3 OAPY’KeHHAM mucbMeHHMKa Ha Oaeni CepriiBHi
IInaoBceKiit. «Lle Oyaa A0As», — TaK MisHille cKa-
JKe BiH Ipo 3ycTpid 3 Heto. Y 1933-1934 pp. byara-
KOB iHTEHCUBHO IIpAIlIO€ HaA PYKOMMUCOM. «Aomuca-
TU paHillle, HDK ITOMepTHU» — TAaKMMU CAOBaMU BiH
30 >xoBTH:A 1934 poKy IoyaB 4eproBy peAaKliilo po-
MaHy (cKiabKM ix 6yA0, AOCAIAHUKMY 11i€ ¥ AOCi He BU-
3HauMAKCh). CTPYKTypa TBOPY OCTATOYHO CKAQAACS
y 1937 p., Toal X 8'siBMAacs i 6e3cmepTHa HasBa «Mail-
cTep Ta MaprapuTax. [IncbMeHHUK TPOAOBKYBaB po-
OUTY BUIIPABAEHHS B TEKCTi AO OCTAHHIX AHIB XXUT-
51 (Bin momep 10 6epesnst 1940 p.). ITy6aixatiiero po-
MaHy 3aiiMaAacs 1oro BaoBa: y 1966 (Ne 11) ta 1967
(Ne 1) »xypHaa «MockBa» BiH OYB HapellTi HAAPYKO-
BaHUI1, XO4a I 3 YMCAEHHVMM CIIOTBOPEHHAMU. AO-
CAIAHMKM TiApaxyBaay, 1o O0yAo 3pobaeHo 159 Ky-
MIop, «IIp1OAM3HO 12% TeKCTy». Briepiie mOBHMIT TEKCT
6yB HappykoBaHuit y ITapyxi 1967 poky, 1969-ro —
y ®pankdypri-Ha-MaiiHi, a Ha 0aTbKIBIVHI aBTOpa —
auttte 1973 poxy. Poman «Mavictep i Maprapura» 6a-
raTo pasiB IepeBMAABABCS, 30KpeMa 1 iCIIaHCbKOI0

C MIH

MoBolo. Ileprmit icmlaHOMOBHMII TIepeKAAA POMaHy
«Maiicrep i Mapraputa» 0yB ornyOaikoBaHuit B Ma-
ApPuAL BupaBHuLTBoM «Alianza» B 1968 poui i epe-
BMAABaBCs MalDKe II0piuHO, a B 2004 pouji MEKCHKaH-
CbKe BUAABHMLITBO «Lectorum» omy0OAiKyBaAo Apyruit
icmaHoMOBHMI IepeKAaa pomaHy «Maiictep i Mapra-
puTa», BUKOHAHMII KyOMHCBKVM IIMCbMEHHMKOM i ITe-
pexaapauem Xyaio Tpasieco Ceppano [11]. Biaommit
icraHChKuI1 AiTepaTypHUi1 KPUTHK i MMCbMeHHUK Xoce
Mapisi I'eabeH3y [12] B mepeaMOBi A0 iCITaHCBKOTO ITe-
peKaaAy pomaHy nuite, 11j0 Byarakos B 06pasi Boaan-
A TIOKa3ye HEPO3AIABHICTb AOOpa i 3Aa, 1110 3aKpimAe-
Ho emnirpagom a0 pomany. CaoBa MedicTodeas mo-
BHOIO MipOI0 XapaKTepu3yTh OYAraKOBCHKOIO II€p-
coHa)ka — Boaanpa.

Aesiki AoocAiAHMKM BBaXKAIOTB, 110 «Maiictep Ta Map-
rapuTa» — 1e pomad-Mi¢. Tak, B. M. TaciiapoB nimiue:
«Ha BipMiHY Bip TpaAMLiITHOTO iCTOPMYHOIO POMaHY,
L]0 3HAXOAUTBCS B PaMKaX TPaAMLIIIHOTO iCTOpUY-
HOT'O MUCAEHHS], A€ iCHYIOTb Pi3Hi AMCKPeTHi IIAaHH,
110 B KPalllOMYy pa3i BUABASIIOTb CXOXICTb MiX CO-
6010 (y BUrAsial “3A000AeHHUX” ICTOPUYHUX CIOKE-
TiB), TYT MMHYAE J1 CbOTOAEHHS, TOOYTOBA PEAABHICTD
i HAApeaABHICTb — 1ie IIPOCTO OAHE I Te caMe, EAU-
Ha CyOCTaHLlisl, 1110 TIEPEAMBAETHCS 3 OAHOTO CTaHY
B IHIIMII IO TUCSIYaX KaHAAIB, TaK 1[0 KOXKEH TaKUI
nepexip BUSIBASIETbCS IIOAIOHMM AO TTOBOPOTY Ka-
A€JIAOCKOIIA, 3 HECKIHUEHHUM PO3MAITTIM 3MiHIO-
104M PO3CTAHOBKY, IIOEAHAHHS, YA€HYBaHHS 11 pO3-
MOAIA BCE TUX JKe eAeMeHTIB» [2].

ITpusHaouM MOoAIOHICTE poMaHy ByarakoBa A0
«@aycra» [eTe, AOCAIAHMKY BiA3HAYAIOTb i 1liKaBi po3-
6ixHocCTi. Tak, HampuKAa, 6yarakosHaseLp A. 3ep-
KaAOB [4] i MEKCUKAHCHKIIT AOCAIAHUK AoMiHrec Mi-
yaeab [13] BBaXawTh, 1110 poab Paycra B pomaHi rpae
He Maiictep, a MaprapuTa — ap)Xe caMe BOHa yKAa-
Aae porosip 3 BoaaHpowm, o6 3BiAbHUTY MaiicTpa.

Y HanucaHHi pomaHy ByArakos KopucTyBaBcs KiAb-
KoMa GpiaocodpCbKIMY TEOPiSIMU: HA HMX OYAM 3aCHO-
BaHi AesIKi KOMITO3UIIiIHi MOMEHTMH, @ TAKOK MiCTUY-
Hi emi30AM Ta emi30AM eplraAaiMCbKUX po3AiaiB. Tax,
y poMaHi BiAOyBa€eTbCst B3AEMOAISI TPbOX CBITIiB: AIOA-
CbKOTO (BCi AIOAM Y poMaHi), 6i6aiitHoro (6i0A€chKi
nepcoHai) Ta kKocmivHoro (Boaawg i 1ioro mover).
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INosepratounch Ao TBOpPY K. LlenkoaeHKo, 3a3Haun-
MO, 1110 y TpeTilt yacTuHi KoHuepty Allegro energico,
SIK | B Iep1ift YacTUHi, KOMITO3UTOPKa OyAye Apama-
TYPrio Ha OCHOBI CLIEHaPHOTO PO3BUTKY, aA€e BXKe
3a pomaHoM «Maiictep i Maprapura». CKAaAHICTD
[OAsITaAQ B TOMY, 110 B TBOpi ByarakoBa 0yB BUKO-
PUCTaHUI IPUITOM PO3MillleHHsI pOMaHy B POMaHi,
A€ TIePeTAITaloThCs GaHTACTUYHA PEaAbHICTDb TOTO,
1110 BiaOyBaeTbcsl B MOCKBI, i icTOpMyHa peaAbHiCTh
TOrO, 110 BiaOYyBaeThCs B Epirasaimi. He marouu Mox-
AMBOCTI Bip00OpasuTyu 1i ABa IAQHU, KOMIIO3UTOP-
Ka 30CEPeAVAACS Ha IOAISX pPOMaHy, 10 MaAU Mic-
e y MockBi.

ITouMHa€eTbCS TPETS YACTMHA aKLEHTOBAHMM CITAEC-
KOM YAAQPHMX i IOTiM MipHMM PyXOM Yy CTPYHHUX,
1Il0 Harapye CKadky; iHOAL 30cepeAkXeHMI1 pyX po3-
pi3aeTbCsl CMHKOMOBAHMMY BCTaBKaMy TPOMOOHIB.
Lle BoaaHa 3i cBOIM ImoyeToM HabAMKAETHCS A0 Mo-
ckBu. CunkornoBaHi pandapHi eaeMeHTU B TPOMOO-
HiB 38By4arh NPU30OBHO, HiOM Mepeabayaroyy MaibyT-
Hi noaii. Criaeck mepxycii mepeaae 11 Temy naprii
¢dopremniaHo, sika IPOBOAUTHCS HA TOMY XX MipHOMY
¢doHi cTpyHHUX, oOpocTaroun piskumu ¢opiuaara-
MU Ha KO>KHOMY 3BYLIi, 1[0 HaAQ€ il AOAQTKOBY >KOP-
CTKICTb i 3yXBaAiCTb.

Yeprosuil criaeck NepKycii IOeAHYe i ABi TeMu
(y dopreniano i TpomO0HiB), npuyomy B mapTii ¢pop-
TeliaHO BUKOPUCTOBYIOThCS GparMeHTy TEMU B Map-
TeASITHOMY IOoCHAeHHi. HacTymHui ciaeck BUBOAUTD
TeMY B MIAHY TPYIIy AyXOBUX Pa3oM 3i CTPYHHUMU,
A€ Ha KYAbMIHALIMTHUX IPEeOHSIX AOAQETHCS APIOHMIT
6apabaH, sIK1I1 MOAIOHICTIO AO BilICBKOBOro Mapliy
HaAQ€ BIAUYTTS HEBIABOPOTHOCTI TOTO, 1110 BiAOyBa-
eTbCst. IToxMypi TPOMOOHY 3aBEPIIYIOTH L€ €Mi30A.

ITorim Bce 3acTurae i 3 rAMOMHM MOYMHAETHCS
yerBepra poprenianHa KapeHist Rubato presto: Tema
CII0YaTKy OYAyeTbCsi Ha MaTepiaai iHBepcilHuX ce-
KYHAOBMX KAACTepiB, SIKi pi3KO 11 aKTUBHO 3BYy4YaTb
Ha TAI ITIePeKOTHUCTYX HUBbKYUX I'YYHVX ITACAXKIB y map-
Tii AiBOI pyKM.

IHmMI1 eneMeHT TeMu aKTMBHO NepeMillla€ThCs
I10 BCiX pericTpax KAaaBiaTypH, 3aKiHYYI04M KOXKHe
MIPOBEAEHHS KOPCTKUM CEKYHAOBMM aKLjeHToM. Tema
PO3CYBA€ETHCS Ha BCIO IIMPOTY PericTpy, Ae B mapTil
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AiBOI PYKM 3aIrPO3AMBO I'yAYTb Iacaxi, a B maprii
MpaBoi PyKM Y BEPXHbOMY PETiCTpi IIOBTOPIOETHCS
Ta caMa IIOCIiBKa, AKa Yepe3 IMOBTOPU 3aKpilAlo-
€TbCs Y BEDXHbOMY PeTicTpi i cTae TAOM, Ha AKOMY
3’sIBASIETHCS TeMa BoaaHAQ, sIKa IIPOXOAUTD Y MiA-
HUX AYXOBUX, TOCYA€HA YAQPHVUMM i3 3aBUXPEHHSI-
MU A€peB’sSIHUX, CTPYHHMX i Bcboro opkectpy. He-
CIIOAIBAHO 1ieil eAeMeHT TeMM MiAHMX AYXOBUX pa-
30M i3 yAQpPHUMM Ta IacaxaMiu (AeT, AOCITHYB-
M KyAbMiHallil, panToBo o6puBaeTbcs. JKaaiOHi
iHTOHalii y CTPYHHMX [T0YMHAIOTh HACTYIIHUIL PO3-
AiA Meno mosso.

IpurayuieHi penaiku TpoMOoOHY, KaAibHi iHTO-
Hallil CTPYHHMX IIepEeTHHAITHCS MacaxeM popre-
MiaHo, KU1 3aBEPIIYETbCS yAApPaMU KUTaNCbKOI
KOpo6ouKyM pas3oMm 3 nepkycier. Llsa cTpykrypa
IOBTOPIOETHCS KiAbKa pasiB, MipAHIMal4uCh Bro-
py IO pericTpax, BXOAUTb B HACTYIIHUII €Ii30A,
SIKMI TOOYAOBaHMIT Ha TPIOABHUX HUBXIAHMX Ta-
caxxax y ¢poprermiaHo, i pparmeHTax TemMu B iHBep-
cii y aoepeB’siHUX AYXOBUX iHCTpyMeHTiB. Tpu maa-
HU, Ha SIKMX I0OyAOBaHO Lieil ¢pparMeHT, — He-
KBanAuBi macaxi popreniano, pparmenTu Temu
Y A€peB’sTHUX AYXOBUX Ta IIATPUMKA OPKECTPY —
CTBOPIOIOTH KapTMHY 3aTUIIIISA, 3aTUIIIIS TTepeA
6ypero. [ToCTyIIOBO BCE 3MOBKaE.

OcraHHs KaaeHLis popreniaHo Rubato largo moun-
HaeTbcs eaeriitHo. Kpisb po36uTi apriea’xoBaHi akop-
AV TIDOTASIAQE TeMa B YHICOH y mapTii mpasoi pyku,
€AeMEHTM TeMM ITPOXOASITh TO B HU3BKOMY, TO Y BU-
cokomy perictpi. ITocTynoBo Tema 06pocTae 3ByKa-
MU i B)XKe B aKOPAOBOMY BTiA€HHI HabyBae pucu 3a-
Ai3HOI XBaTKy, sIKa 3 TYMOI IPYOICTIO )KOPCTKO Oa-
raTopasoBO CKaHAYE OCTaHHIll aKOpA. 3 OCTaHHIM
YAQPOM aKOPAY ITOUMHAETHCS €Ii304, SIKMUIT MOXKHA
MO3HAYUTHU SIK «AMSIBOABCBKE (yraro». BkpapauBo
[OYMHAE CBOIO TeMY (aror, Ha 5Ky Y pyraro HaKAa-
AaeTbes paeiiTa, TPOMOOH Ta iHII iHCTpyMeHTH, sIKi
BCi pa3oM CTBOPIOIOTb HAIIPY>KeHY 3BYKOBY KapTH-
HY, sIKa pO3Pi3a€TbCs Pi3KMMU 3BYKaMM MiAHUX AY-
XOBUX, IO TAICAHAYIOTb, i 3aBepIIYETHCS YAAPOM Be-
AMKoro 6apabaHa. L1i raicaHAyioui 3ByK1 y AyXOBHMX
MO>KHA TPAaKTYBaTy K OCTAHHI YIAAUBI )KapTu 1o-
yery Boaanaa.
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3HOBY 3’IBASIETHCSI MipHE TAO aKOMITAHEMEHTY
B CTPYHHMUX, LIJ0 CUMBOAi3y€ CKauyKy, Ha TAi AKOI
3’SIBASIETBCS IlepeTBOpeHa TeMma MobiyHoi map-
Tii 3 ImepIIOi YaCTUHY, sIKA CIOYATKy MPOXOAUTH
y HU3bBKOMY pericTpi y KoHTpabacis Ta BioAoOHYe-
Ael1, TIOTiM IepexoAUTb AO CKPUIIOK i HapemTi Te-
Mep 3ByYUTb MOBHO Ta NMPUCTPACHO B YCbOTO Op-
KeCTPY SIK I'iMH KOXaHHIO.

HecriopiBaHo BoHa repepuBaeThCst peraikamu Gpop-
TeIiaHo y CYIPOBOAI MPM30BHUX GIryp y MIAHUX Ay-
XOBMX Ha TAi 3BYKOBOT'O CYIIPOBOAY BCbOT'O OPKECTPY.
IToTim 3HOBY 3'SIBASIETBCS] MipHMIL PYX, SIKUIL CYIIPOBO-
AKYETBCS yAAPaMU AUTABP Ta iHIIMX YAAPHUX iHCTPY-
MeHTiB. L]e cTBOPIO€E Ay>Ke HaCMYEHMII I'yCTUI KOAODPUT,
Kpi3b AKUI1 y BUCOKOMY PETiCTpi B CTPYHHMX IIpOpi3a-
€TbCsI TeMa KOXaHHS, 1[0 3TOAOM TOHE B IIOAAABIIOMY
3BYKOBOMY IIOTOLYi, B IKOMY O€pYTb y4acTb yci iHCTpYy-
MEeHTU OpKecTpy i hopTeriaHo Ha IPAaHUYHIN ['YYHOC-
Ti. [TocTynoBo Bce cTuXae, 3By4aTh OCTaHHI PerAiku
TPOMOOHY Ta rAyXi yaapy BeAukoro 6apabaHa. BoaaHa
i110r0 NMOYeT NOKMHYAM 3eMAI0. Y TIOBHI TUIII, ITiCAS
BeANYe3HOI HaNpyry, BUHMKAE Ha TAi aKOMITaHEeMeH-
Ty dopremniaHo Ta OpKeCcTpy TeMa KOXaHHsI, sIKa Mip-
HO NAMBE Y BUKOHaHHI ro6oro. Maiictep i Maprapu-
Ta 3A00yAM CBill BIYHMII CITOKIIL.

BHyTpilIHill ApaMaTi3M KOHLEPTY AOCATAETHCA
BHACAIAOK HaCKPi3HOTO PO3BUTKY My3U4YHMX 00pa-
3iB 3aBASIKM TEMATMYHUM MOCTaM, SIKi 00'€AHYIOTh
yCi TpM 4aCTMHU B €AMHY BUCTABY, B sIKiil OYKBaAb-
HO 3pUMO BiA4yTHi peAbedpHO-0ITyKAI CLieHapHO-da-
OYABHI ITAQCTY TBODY, 1J0 BIAKDUBAIOTH TIEPEA CAY-
XayeM CBIiT eMOLIilt.

BucnoBku. fIk mokasas Halll aHaAi3, BU3HAYaAb-
HUM Y opTeniaHHill TBOPYOCTi KOMIIO3UTOPA € iH-
AVBiAYyaABHUIT IPOEKT TBOPY, 1110 6a3y€ThCs Ha Clie-
HapHiit po3pobui Apamu. TyT KOMIO3UTOPKa BUCTY-
A€ B POAI, sIKa 3'sIBMAACS y 3B’5I13KY i3 3aCTOCYBaHHAM
METOAY CLieHapHOI PO3pO0KH, a caMe B POAi pexu-
cepa MY3M4HOT'O [IPOLECY, SIKUiT GOpMYy€e My3UIHMI

C MIH

Marepiaa 3 OTASIAY Ha i10ro GaKTypHY, 4aCOBY Ta IPO-
cTopoBy popmu.

KoHuenuist ¢popreniaHHOro KOHLEPTY KOMIIO-
3UTOPKM IepeOyBae y pycai TpboX B3aEMO3aAeX-
HMX TBOPYMX KOHLETLill — ApaMM sIK OCHOBHOTO
MPUHLIUITY PO3TOPTAHHS XyAOXKHBOI popmu, ciie-
HapHOI pO3pO0OKM MY3MYHOT'O MaTepiaAy K CII0CO-
0Oy 3icTaBA€HHS Ta PO3BUTKY BCIX €AEMEHTIB A0 Lii-
AOTO i AOBiABHOI pOpMM IHAMBIAYaABHOTO IIPOEK-
TY, IO CTBOPIOETHCS PA30M i3 KOKHUM KOHKpPET-
HMM TBOPOM. ABTOp, AOBiABHO OIIepyIOUYM MY3U4-
HUMMU Ta I03aMy3UYHMMH 32CO0aMU AASI KOXKHOTO
TBOPY, CTBOPIOE HEMIOBTOPHY HOPMY 5K IHAUBIAY-
AABHMIT TIPOEKT, GOPMYIOUM CIIEKTPAABHMIT apeaa
i3 pisHOpiAHUX pi3HOXXaHPOBUX eAeMeHTiB. HaBiTh
Y Ha3Bi TBOPY aBTOP BKa3Y€ Ha )KaHPOBY CUHTETNY-
HIiCTb, MIAKPECAIOI0YM, 11O 1je KOHLIEPT AAs op-
TemniaHo Ta OPKeCTPY, Y TaKMil Crocib mokasyoun
PiBHONPaBHICTh KOHLEPTHOI Ta CUMOHIYHOIL Ai-
aau. Bipparounm mepeBary mpuMHLMIIAM TeaTpaAb-
HOCTi B PO3BUTKY HeTeaTPaAbHUX MY3UYHMX >KaH-
PiB, KOMIIO3MTOpKa CTBOPIOE CBill KOHILIEPT-APaMy
SIK IHAMBIAYaAbHUII IPOEKT i 3a popMoIo, i 3a CTPYK-
TYPOI0, i 32 0COOAMBOCTSIMYU B3a€MOAIT OPKECTPO-
BUX Ipyn i coaicTiB. IlokasaHo, 1110 BUKOPUCTaHHA
NPVHLMUIIB TeaTPaAbHOCTi CIIPAMOBYE KOMIIO3M-
TOPKY AO CTBOPEHHSI HOBUX €CTETUYHMX MOAEAe],
aKTUBi3ye MiACBIAOMI CTPYKTYypM Ha 3aAy4eHH:
HOBUX 32 GOPMOIO Ta 3MICTOM CMUCAOBMX KOMII-
A€KCiB, HAIIOBHIOE TBip CKAAAHMMMU AlaAOTiUHMMU
3B’s13KaMIi Ta irpOBOIO0 €HEPTeTUKOK. ABTOPKA Ha-
cudye ¢opreniaHHMI KOHLIEPT POABOBUMU 1100Y-
AOBaM, 5IKi Y CBOEMY PO3BUTKY 0OPOCTAIOTh €MO-
LifIHMMM HalllapyBaHHSAMM Ta CEHCAMMU, IIOCUAIOIO-
41 ApaMaTu3M TBOPY. AlasoriuHe criaAKyBaHHS 00-
pasiB-poaert, iXHs B3a€EMOAISL IPU3BOAUTD AO Ai-
HeapHMX HaIlAACTYBaHb, KOAY €MOLifIHO-BOABOBi
HaIPY>KEHHS, IOCUAIOIOUN OAVH OAHOTO, CTBOPIO-
I0Tb KaPTUHY EAHOCTI Pi3HOPIAHOIO LjiAOTO.
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Xia Ming. «Scenarity» as the Basis for the Formation of the Drama Genre in K. Tsepkolenko First Piano Concerto

Abstract. The article reveals the peculiarities of creating the dramatic form of the Concerto-Drama for Piano and Orchestra. The pa-
per substantiates the principles of dramatization of the composer’s piano concerto from the position of her creative method — her own
genre concept, namely “scenario development” of musical material and general stylistic foundations of her creative work. The internal
dramatic effect of the concerto is achieved thanks to the through development of musical images in the concerto-drama thanks to the-
matic bridges that unite all three parts into a single performance, in which the relief and convex script-fabula layers of the work are liter-
ally perceptible, revealing to the listener a world of emotions and vivid feelings. The article shows that the composer, developing the con-
certo genre in a dramatic turn, uses playful methods of form-making to enhance the dramatization of his works. In the orchestra part she
widely uses the competitiveness of the individual instruments and orchestra groups, in the climactic moments the texture is saturated by
poly-linear multi-layered semantic structures. The composer makes innovative use of piano cadenzas that appear on the crest of the he-
ro’s emotions, appearing in various structural sections of the concerto and serving as unifying material that binds together the dramat-
ic plot of the concerto. The individual project of the work based on the script featured development of the drama is decisive in the com-
poser’s concerto-symphonic works. Here the composer acts as another function that emerged in connection with the application of the
script development method, namely that of the director of the musical process, who shapes the musical material taking into account its
texture, temporal and spatial forms.

Keywords: scenario development, concerto-drama, individual project.
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Abstract. The mythopoetics of Borys Liatoshynsky’s work is a little-researched phenomenon by modern musicology. Meanwhile, the
“projections” of the myth, the outlines of the mythological plot, image, and motive, woven into the artistic plan, open new horizons for un-
derstanding the author’s concepts. The myth appears to be the key to deciphering the depths of interaction between the author, the work,
and the character. Given that Liatoshynsky’s artistic ideas of the 1910s—1930s were modernistic, his artistic concepts have absorbed al-
most all the leading phenomena of European music of the first half of the twentieth century. They became the basis for the further devel-
opment of Ukrainian musical culture. Without resorting to mythopoetics it is impossible to understand them in their diversity, complexi-
ty and contradiction. Mythopoetics, in the context of Liatoshynsky’s explorations, is manifested through the reflection of other European
cultures, passionary personalities, and the realization of the myth of the hero in the works. This can be seen in the symbolistic chamber
works of the 1920s, in operas in which the hero’s sacrifice acquires the epic scale of Greek tragedy, and in symphonic works whose char-
acters are characterized by the duality of interpretation of the good and the evil. Wagner’s projections in the works of Borys Liatoshynsky
of the 1910s and 1930s can be traced in two ways. On the one hand, due to the mythopoetic symbolism of the intentions of the Ukrainian
composer, the kaleidoscopic discreteness of symbols-images-myths, obtained from the work of Scriabin, a consistent Wagnerian. A deeply
tragic attitude showed itself to be an alienated imagery of concepts during an attempt to heal the traumatic experience of the First World
War and the Civil War. On the other hand, the Wagnerian version of the heroic myth became basic for Liatoshynsky and was used in op-
era and symphonic concepts. This confusion of the myth, its symbolic and tragic context, was traumatically reflected in the fate of his Sec-
ond and Third symphonies, and in its general form is embodied precisely in opera ideas.

Keywords: mythopoetics, Borys Liatoshynsky, opera “Shchors’, opera “Golden Hoop’, Richard Wagner.

Problem statement. The mythopoetics of com-
posers’ work is never stable or complete in the con-
structive sense. Every time it is noticeable on differ-
ent levels-dialogues: the dialog between composer
and the main character of his work, the dialogue be-
tween the researcher and the artist, the dialogue be-
tween the artist and cultures, which, in essence, make
the interpretation of personal mythologies clear in cre-
ative ideas. However, the “projections” of the myth,
its outline (the plot, mythological image, topic, etc.)

are woven into the concept, and uncover new hori-
zons of understanding of the artist’s intention. Here,
the myth becomes a kind of a key which deciphers
the depth of the autocommunication between the art-
ist, his work, and its protagonist. In the context of Li-
atoshynsky work, this becomes clear through the re-
flection of European culture trends, passionary per-
sonalities, and implementation of the hero’s myth.
This is evident in the symbolism of his chamber works
of the 1930s, in sacrifice of the protagonist in his
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operas, in the protagonist of his symphonic works
of dual interpretation of the good and the evil. In this
context, the figure of Richard Wagner is important
as the one that defined the direction of the art and life
of Borys Liatoshynsky in 1910-1930.

Let us dwell into several aspects of the problem
which include the composer’s reception of Wagne-
rian mytho-creation. Here Lyatohsinskiy rediscov-
ers myths in the stylistic field of symbolism and acts
as a successor of Wagner mythological theater. Here
“the mythopoetic thinking plays the role of the art-
ist’s worldview, and becomes his artistic method, be-
cause it is the result of poetic act as an act of myth
creation. At the same time the mythopoetic becomes
the object and the method of exploration of work
of art or methodological principle of a given artist” [4].
The novelty of this research lies in the description
of the components of Borys Liatoshynsky’s mythopo-
etics as reflections of mythological concepts of Rich-
ard Wagner, their outlines in the plot, imagery, mo-
tives woven in the artistic universe of Ukrainian au-
thor which become the key to decipher his ideas.

The purpose of this research is to conduct the com-
prehensive analysis of Wagnerian mythologies
in the work of Borys Liatoshynsky on the example
of his chamber-vocal and opera works.

One of the tasks is to give a comprehensive anal-
ysis of Wagnerian mythology as a landmark phe-
nomenon in the work and life of Borys Liatoshynsky
in 1910-1930s and to define its impact on the artis-
tic priorities of Ukrainian composer.

The research. At the early stage the German cul-
ture had a strong presence among the significant
priorities of the composer. In his musical compo-
sition class Reinhold Glier planted the principles
of the Russian academic stylistics, which were linked
to the traditions of Sergei Taneev school, and actively
promoted German culture, the ethnic representative
of which he was himself. Out of 18 romances that were
written in 1913-1914, 15 were written to the poems
by Russian poets and three compositions were writ-
ten to the works of German poets — H. Heine (trans-
lated by S. Nadson and A. Tolstoy) and R. Hauen-
schild, better known by his pseudonym Max Waldau.
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This can be the evidence of certain expansion pro-
cesses that took place in Kyiv’s artistic circles of that
time, with just one dominant culture, while others,
being subjected to assimilative influences were ig-
nored as less valuable for the mainstream academ-
ic discourse. Neither Polish influences, which were
ethnically native to Liatoshynsky, nor Ukrainian in-
fluences, which were teritorrialy native to composer,
were found in Liatoshynsky’s work until 1926, when
the Ouverture on Four Ukrainian Folk Themes, op 20
was written. The Polish theme will be revived only
in the mature period of the composer’s work. It is
natural that the year when the composer returned
to his origins was 1953, when J. Stalin died and grad-
ual cultural revival began. In 1930-1940s — during
the times of the Stalin’s terror — the Soviet com-
poser had no nationality, much less as compromis-
ing as Polish origins.

Aleksander Skryabin’s art had a deep impact on Li-
atoshynsky’s mythopoetics. The origins of the Skry-
abin symbolism lie in the aesthetics and mythopo-
etics of Wagner. Dynamic inspiration, characteris-
tic timbre of orchestral color, inner concentration
and somewhat magical expressiveness, exaltation
in outlining of the imagery and meaning define Skry-
abin as well as Wagner’s artistic concepts.

It is evident from the sources that Liatoshynsky
was deeply impressed by the Skryabin’s socio cultur-
al and stylistic image. It absorbed principles of Wag-
ner but “exists beyond the boundaries of Wagnerian
form, strives for new ways of expression: for a new
harmony, new rhythmic structure, a further change
of orchestra — it is very much like he is continuing
the novations of Wagner but in more categorical
way” [1, p. 204]. Liatoshynsky was an active support-
er of Skryabin, whose influence is seen in a number
of compositions written in 1910s. Liatoshynsky also
turned to Skryabin, an activist of new music, and his
works when improving his piano skills'.

Almost complete archive of “Russian musical
newspaper” (Russkaya Muzikalnaya Gazeta — RMG)

' In the composer’s diaries from 1914 we find entry about him

playing “Enigme” (op. 52 Ne 2) at home.
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of 1897-1917 can be found at the archive of the Me-
morial museum of B. Liatoshynsky in Kyiv. Notes
in pencil or bookmarks can be found on the pages
of the newspaper just opposite the news about events
associated with Skryabin. There is a bookmark in RMG
issue 16/1906 at the piece about the concert of Vera
Skryabina, the first wife of A. Skryabin. In the news-
paper Kyivska Mysl’ from November 23, 1913 we read
about the first concert of Skryabin in Kyiv2. The sec-
ond visit of A. Skryabin to Kyiv took place just be-
fore the death of the composer — in March 1916. It
was then when Liatoshynsky was listening to Skry-
abin’s performance. The documents, which are kept
at the Memorial cabinet-museum, prove that Lia-
toshynsky visited Skryabin’s concert on March 3, 1915.
From sources we learn that in addition to concerts
anumber of meetings with students of Kyiv Conserv-
atory took place. It is possible that Liatoshynsky, who
was the student of composition class by R. Glier, was
present at these meetings. On October 1915 the Kyiv
branch of IRMT organized a symphonic concert
of Skryabin’s works under the direction of R. Glier®.
There is a news in number 21-22 of RMG, May 15—
22, 1916, about the evening in memory of Skryabin,
organized by Kyiv branch of IRMT, where the poet
Vyacheslav Ivanov read the essay “Skryabin’s View
on Art”, and the famous pianist Alexander Golden-
weiser performed a number of works by O. Scriabin,
including Sonata No. 10. On March 30, 1916, a con-
cert of the symphony orchestra of the conservatory
was held under the direction of R. Glier, dedicated
to the anniversary of the composer’s death.

In addition to polyphony, R. Glier intensively
taught his students in harmony, orchestration, anal-
ysis of musical forms and composition. According
to B. Liatoshynsky, the teacher was constantly aware

* It is known that in his first performance Skryabin played

Nocturn for the Left Hand from op. 9, Preludes op. 11 and op. 16,
Etudes op. 8, Mazurkas op. 3 and op. 25, Sonata Ne 3 fis-moll op. 23,
pieces Desire op. 57 and poem Enigma op. 52, Ne 2.

*  The concert program included Concert for Piano and Orchestr

fis-moll op. 20, Symphony Ne 3 c-moll op. 43 and Le Poéme de l'extase
op. 54.
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of harmony. In the third year of the conservatory,
Liatoshynsky and his fellow students were forced
by Glier to make a harmonious analysis of literal-
ly all the works by Skryabin [12, p. 69]. It is known
that in his works of the 1910s, Liatoshynsky often
introduces unprepared detentions in order to cre-
ate the seconds of friction. It is important for him
to achieve the dissonance of romantic texture (ear-
ly Scriabin), for which he often involves diminished
fourth and other chromatic intervals in the melody.

The mystical image of Skryabin has always wor-
ried Liatoshynsky. This is linked with the tragic death
of Julian Scriabin in June 1919, the son of an out-
standing composer. His father’s talent was fully trans-
ferred to Julian, who in 1918 entered the Kyiv Con-
servatory in the composition class of R. Glier. B. Li-
atoshynsky, who was senior student, at the request
of Glier, tutored Julian, who instantly became the star
of the conservatory, because “.. his every movement,
every touch of his personality breathed strong, albeit
unconscious, talent” [2, pp. 241-242]. Subsequently,
this mythopoetic of the lost young soul will be re-
flected in the chamber and vocal works of the 1920s
through frankly tragic images — “the shadow of death
that awaits outside the door” (Two romances on po-
ems by Maurice Maeterlinck).

The features of symbolism, which inspired the work
of Scriabin, were directly reflected in Liatoshyn-
sky’s search. In many ways, symbolist experiments
can be linked to Wagner and the influences of letters
mythopoetics on the formation of the doctrine of sym-
bolism*. Like Wagner, his followers sought to em-
body the principles of a holistic worldview in their
plans and actively explored a form that could reflect
the fullness and diversity of being. It is obvious that
“musicians did not manifest symbolism, but joined it
mainly through plots, literary characteristics and po-
etic texts of their own musical works” [7, p. 15]. There-
fore, literary symbolism influenced the music of that

* Close links btween Wagner and Skryabin can be traced

in Misteria and The Previous Action — as a consequences of his
interest to the ancient cultures. especially of Aincient Greece,

in the basis of its interpretation in contemprorary times.
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period and manifested itself through the imagery and,
through the use of plastic-pictorial or sound-imitat-
ing elements as expressive means of symbolist ideas.

Borys Liatoshynsky was also inspired by the poet-
ry of the symbolists. In the 1920s, he created a num-
ber of romances, the musical material of which was
powerfully enriched with appropriate symbolics.
The artist is interested not so much in historical time
as in a person outside of society. For example, ana-
lyzing the composer’s creative work in the romance
genre, we find out that the circle of images-states
covers the extra-real, alienated, un-viable as a par-
adox of imperfection, the instantaneous of human
existence. A striking example is “Moonlights”, four
romances for a high voice and piano, op. 9 (1924)
to the words of poets-symbolists. The tense and sharp
sound of this work correlates with the expression-
ist style of the composer’s new musical thinking.

Due to the deep trauma of World War I and Civ-
il War, the mythopoetics of death is reincarnated
in the artistic discourse of the 1920s. The openly tragic
images as a kind of symbols of the artistic existence
of Ukraine in the civil time are called back to life.
The hero of B. Liatoshynsky seems to be older than
the artist, and therefore prone to self-contemplation,
focusing on the past. Often in chamber works, Borys
Liatoshynsky describes death as the main antithesis
to being. Such a stream of consciousness of the Mas-
ter revolves around the unattainable, ephemeral, tran-
sient, and essentially tragic. Another area of the spa-
tial presentation of the hero is revealed through imag-
es frankly tragic, conditioned for the presence by fic-
tion and phantasmagoria.

Everyday reality transforms a romantic young
man into an introverted artist, who seeks for cre-
ative refuge in self-dwelling or even in meditation.
Existential orientation of Liatoshynsky’s worldview
was influenced by aesthetics of modernism, Wagne-
rian sense of tragicality of being that is the condition
of human existence. This will be embodied through
the diverse semantics of death at the level of image-
ry and meanings.

These characteristics formed a certain kind of art-
ist’s worldview that was subconsciously inspired
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by eschatological and utopian ideas. From the point
of view of the meaning and imagery inspiration, Li-
atoshynsky’s chamber-vocal works were connected
to Wagner’s ideas through the special understanding
of music in its ontological sense. Among the main
components are: the idea of atonement (for guilt, sin,
curse) as, in romances on the poems of M. Maeter-
linck; the artist as a prophet and his cultural mis-
sion; the unrequited love as the universal foundation
of drama; the tragedy of the limits of being, the out-
pouring of death, and the interdependence of fa-
tum. Accordingly, among the expressive means —
the so-called. leitmotiv ization of art through char-
acteristic, complicated harmonies, the correspond-
ing type of textured organization of musical fabric,
unrestrained movement that expands the tonali-
ty, the emergence and active use of a 12-step tonal-
ity, a conscious departure from the tonal complete-
ness of the works, which will become an expression
of the composer’s artistic exploration.

The Wagnerian “subconscious discreteness” char-
acteristic to symbolist-artists can be traced In Lia-
toshynsky’s desire to express himself through the al-
legories and symbols, — the articulation of ideas, each
of which plays the role of a myth, followed by its in-
clusion into the concept and construction of a per-
sonal myth. In this context, the model of writing
a musical work, consonant with the Schelling intel-
lectual insight, is indicative. In Liatoshynsky’s letters
to Marharyta Tsarevich in 1914—1915 on the basis
of the semantic allusions his own process of creation
is gradually revealed. The influences of Wagner’s ide-
as, which were themselves drawn from the works
of Arthur Schopenhauer, about the superiority of in-
tuition over intelligence in understanding the world,
the romantic idea of the domination of feeling over
the mind, the emotional principle over the ration-
al, and therefore the understanding of musical art
as such, which reveals the sphere of feelings as one
of the most intimate in nature becomes evident from
these letters.

The sound field of study in the composition class
of R. Glier was inspired by professional respect
for the achievements of R. Wagner. Many years after
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graduating from the conservatory, B. Liatoshynsky
in August 1934 wrote to his teacher about his success
in interpreting Wagner’s work before his solo conduc-
tor’s performance in the last philharmonic concert
of the 1933-1934 season: “... On the 12th, I will con-
duct again. In the first section there is the whole suite
from my opera®, and in the second, first, Marharyta
Oleksandrivna will sing Mozart’s aria with the or-
chestra and variations on his theme, and there will
also be Wagner’s overture “The Flying Dutchman’.
But now I know this overture as my own, and not
as it was yours. In general, I will conduct the whole
concert by heart. It will be the closing of the season.
I will try to use all the important instructions that
you gave me this time” [13, p. 257]. A short but mean-
ingful quote illustrates the importance of the Ger-
man composer in the professional development of Li-
atoshynsky both as a composer and, as it turns out,
as a conductor.

A big number of scores by Wagner in the archive
of the Memorial cabinet museum of Liatoshynsky
is an evidence of the authority that German com-
posers had. The big part of scores collection is so-
called pocket scores designed for the audience to fol-
low when listening to the live or radio performance.
The most used pocket scores, judging by the weared
pages, were The Twilights of Gods, in three volumes
published by Mainz: B. Schott’s S6hne publishing
house. Each volume has a BM autograph on it. There
is no published date, but it is obvious that the books
were printed before 1917. There is a score of Parsi-
fal printed by the same publishing house and with
autograph BM on the title page. It is obvious that
the score of Faust Overture, published by Breitko-
rf & Hartel publishing house in Leipzig, in the ear-
ly 20th century was frequently used. In this collec-
tion of Wagner’s scores there are pocket editions
of The Introduction and Death of Isolde (Moscow:
Muzgiz, 1932), Rustle of the Forest from the musical
drama “Siegfried” (Moscow: Muzgiz, 1932), Over-
ture to the opera “Rienzi” (Moscow: Muzgiz, 1954).

*  The composer meant dances from the opera The Golden

Circlet.
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In the collection of Wagner’s printed works we find
Selected Ouvertures (Tannhduser, Lohengrin, Faust)
for 4 hands, translated by G. von Biilow (Moscou:
Chez P. Jurgenson, before 1917). translated by G.
von Biilow (Moscou: Chez P. Jurgenson, before 1917).

There is also a copy of Nuremberg Meistersing-
ers, Duets for Piano and Fisharmony translated
by August Reinhard (Mainz: B. Schott’s Sohne, ear-
ly twentieth century). Among the claviers we find
Gold of the Rhine with Russian and German text (St.
Petersburg, 1904), Valkyrie — a clavier without text
with an autograph of Alexander Tsarevich (Milan,
before 1917) and the score of Nuremberg Meistersing-
ers (Leipzig, C. F. Peters, before 1917). Duets for Pi-
ano and Fisharmony translated by August Reinhard
(Mainz: B. Schott’s Sohne, early twentieth century).
Among the claviers we find Gold of the Rhine with Rus-
sian and German text (St. Petersburg, 1904), Valky-
rie — a clavier without text with an autograph of Al-
exander Tsarevich (Milan, before 1917) and the score
of Nuremberg Meistersingers (Leipzig, C. F. Peters,
before 1917).

Given the wide array of Wagner’s published works,
it can be concluded that Liatoshynsky was deeply im-
mersed in the stylistic and stylistic contexts of his
work. Mythological plots attracted the Ukrainian
composer with their novelty of building operatic sty-
listics and the expressive depth of Wagnerian vari-
ant of the late romantic stylistic discourse. It should
also be noted that the music of the German compos-
er was quite popular in the first decades of the twen-
tieth century in Kiev’s academic environment. This
is evident from the four-handed translations of over-
tures and vocal numbers of operas for various in-
strumental companies.

The 1920s, described by Liatoshynsky as the “peri-

67

od of artistic atrocities®” shows characteristic markers

¢ The art of 1920s was a terra incognita for the composer
according to his own testament in the later life. In his letter to Lva
Chetvertakova he mentioned the planned performance of Sonata
for Viola and Piano (1926). The composer writes with obvious grief:
«On [November — I. §.] 18th or 19th Olha Parkhomenko will play

the Reinhold Glier concert. But there will be one more performance
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of modernism in the work of the composer. Unique
features of Liatoshynsky’s modernism, in our opinion,
are the stylistic and compositional components with
a German “flavor”. His expressionist style and his mod-
ification of the late-romantic composition of the idea
made Ukrainian modernism possible. After all, ac-
cording to O. Kazarenko, in Liatoshynsky’s artistic
explorations of the 1920s several modern stylizations
converged as “the work according to the particular
stylistic model [...]. Thanks to the diverse stylistic
orientations of Ukrainian composers, it was an im-
portant period of accelerated mastery of contempo-
rary aesthetic experience, and putting themselves
into the European context for the national musical
culture (5, pp. 146-147). In this period, Liatoshyn-
sky actively worked on improving his own visions
of forms and genres and at the same time was looking
for new means of expression. Later, its totality cre-
ated the so-called glossary of the author’s modern-
istic expressionism and the role of Wagner’s mytho-
poetic in this quest is paramount.

From the sources we learn that the artist actively
replicates the ideas of new music, and its advanced
innovations. Even during the 1920s and its ideolo-
gy of national communism, he is a Kyiv dandy — es-
pecially radio judging by the photos of that time —
who is aware of all the technical innovations. Pos-
sessing this rare technical treasure he was able to lis-
ten to almost all the leading radio stations in Europe.
If we add to these the advantages of the classical ed-
ucation at the Faculty of Law of the University of St.
Volodymyr, where an impeccable knowledge of sev-
eral foreign languages and Latin was cultivated, we
can argue that Liatoshynsky was actively immersed

of my work that is "late” for 34 years. On November 13, in her solo
concert for piano, at Small Hall [of Kyiv Petr Tchaykovsky State
conservatory — 1.S.] she will play my Sonata for Viola and Piano
in three parts, that go on without intermission, and which was
written in 1926 (!!). It was, as it is described, the period of my crimeful
formalistic mistakes and crimes. This Sonata — is one of them. It
is obvious that I have not fully realised my potential for, after 34
years, I still like this Sonata and I am sorry that I walked far away

from the harmonies that are present in it [8, sheet 2].
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in the European cultural space with its premieres
and experiments. He lived as if over the ideologi-
cal and cultural guidelines of the USSR regarding
the only correct line in the culture. A letter to Mar-
haryta dated October 2, 1935, is indicative in this
case. Liatoshynsky muses: “... How does radio work?
When I come to Kiev, I will definitely call for St. Kaz’.
to improve the design of the new receiver. Then it
will have a very good reception. Then we can con-
nect it to my old speaker [...] Today, check out how
you can hear Paris and London and write to me.
Did you catch Italy? Kyiv, probably, disturbs the re-
ception very much. When I arrive, we will improve
the receiver” [10, sheet 2]. We would like to add that
in the Memorial cabinet-museum there is a collec-
tion of German periodicals on radio engineering.
They published news in this area, as well as print-
ed monthly programs of broadcasts of German ra-
dio stations, including programs of cultural events
and concerts of modern symphonic and chamber-in-
strumental music.

At the same time, B. Liatoshynsky often visited
the capital of the USSR. In Moscow, from time to time
his works were performed and a number of cham-
ber-vocal and instrumental opuses were printed.
A number of his Moscow premieres of the 1920s
were the part of the series of concerts of the As-
sociation of Contemporary Music (ACM)?, an art
and music public organization, which has the pop-
ularization of contemporary music in various forms,
including the organization of concerts as one of its
main lines of activity. The Moscow premieres of Li-
atoshynsky’s instrumental works were often per-
formed by Valentina Steshenko-Kuftina, one of the gi-
ants of Ukrainian pianism of the twentieth century,
a like-minded composer.

7 Unfortunately, the identity of the person was not established.

* During 1924-1931 ACM was active in Moscow and from
1926 to 1929 it was active in Kyiv also. ACM was founded as a branch
of International Union of Contemprorary Music, founded in 1922
in Saltsburg, Austria. In a certain degree ACM was subordinate
to the State Academy of Artistic Sciences, a scientific institution

that was active in 1921-1932 in Moscow.
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In the piano work the mythologem of Steshen-
ko-Kuftina is embodied in musical means in the So-
nata for piano op. 13, which Liatoshynsky dedicated
to “his pianist” (18, p. 583). We learn about the mytho-
poetic context of this work directly from the dia-
ry entries of the pianist, who wrote that Borys Lia-
toshynsky “.. wrote a sonata, embodying the myth-
ical image of a woman whose portrait he saw in one
of the old albums. The second part is the appearance
of this image in confrontation with the fatum which
destroys this woman of a dream, and everything
freezes in a quiet, heartbreaking cry. The portrait
of this woman is simple, in the medieval style [...]
A simple, thoughtful, and very feminine face” [18, p.
62]. We also learn from the diary that the premiere
in Moscow took place “... with great success. He [Li-
atoshynsky — I. S] is very pleased, and considers
himself obliged only to me” [19, p. 62].

The worldview of V. Steshenko-Kuftina, and her
subtle psychological disposition were nurtured
on the aesthetics of symbolism. From sources we
learn about the friendly relationship of the pianist
with the philosopher Alexei Losev, who highly ap-
preciated her skills. Valentina Steshenko-Kuftina
was extremely influenced by Losev’s philosophical
concepts of symbolism of artistic creativity, in which
“... the music reveals new spaces of being, creates
a new time — a living creative Eternity, overcomes
the separation of the world and God, returns being
to the unity it has lost and, thereby, returns the in-
dividual to himself” [12, pp. 3-13].

A striking example is her comparison of the work
of S. Richter with the plasticity of the unfolding of R.
Wagner’s music in the spirit of Losev’s ideas. She writes
that Richter contributed “... Wagner’s passionate love
and confession [...] the main conditions of the per-
formance: visual imagery, plasticity and elasticity
of rhythm, the immediacy and the ease of technique,
the speed of orientation, liveliness of temperament [...]
The high and pure level of feelings imposes on Rich-
ter’s performance an unforgettable nobility [...] It is
asynthesizing manner of the sum of virtues that will
grow a hundredfold, for the soil of the endowment is
pure and its roots are nourished by faith” [18, p. 301].
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In general, in the pianist’s interpretation of the high
art, we often trace the discreteness as the isolation
of the main elements of the system and their pe-
culiar interpretation in the context of the integrity
of the existence of each and every new idea.

In this context, the mytho-symbolism of the pi-
ano cycle “Reflection”, which the pianist presented
in Moscow in 1926, is indicative. The mythopoetics
of this cycle is based on the main plot of Liatoshyn-
sky’s non-verbal compositions. Broken, deformed
form, intonational sharpness, dissonant combina-
tions of timbre sound realize the ontological narra-
tive — the existence of the hero in the real and ide-
al worlds. The composer was so fascinated by sym-
bolism that almost the entire instrumental work
of the 1920s germinates on the principle of unfolding
musical material from the theme-symbol — a laconic
source with a special individual intonation structure
that is immediately remembered. Actually, the idea
of monothematicism can be associated with Wag-
nerian reminiscences, when parts are intonational-
ly connected with the main theme, and the images
created on the basis of the main theme do not disap-
pear, but pass into other works, transform, develop
and complement a common dramatic line.

The first monumental project of Liatoshynsky was
his opera The Golden Circlet (1929), which summariz-
es the creative experience of the 1910s-1920s. Almost
all the composer’s creative findings, used in cham-
ber works, find here their ideological and (thanks
to the symphonization of the opera) technological
completion. Based on Ivan Franko’s historical no-
vell Zakhar Berkut, the opera The Golden Circlet ad-
dresses the ideas of the mythological theater of Rich-
ard Wagner. In general, Franko’s plot appears, from
the perspective of modernism “... a kind of antici-
pation and foresight of the representation of sacrum
and the mythological and ritual space in Ukrainian
modernism. That is why this work should be con-
sidered as one of the important stages and examples
of Ukrainian neo-romanticism. The architectonics
of the story is defined by its ritual and mythological
structure, which is one of the brightest manifesta-
tions of the pre-modernist worldview and reflection
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of the world in Ukrainian fiction” [17, p. 321].

In fact, Liatoshynsky’s first acquaintance with R.
Wagner’s opera took place in 1936. In his Moscow
letters to his wife Marharyta we read: “17/X 1935.
My dear, did you listen to Lohengrin with me yester-
day? In the theater, I imagined that you were sitting
with me at the table and I was so sad! Then, it’s such
wonderful music, really divinely chivalrous and no-
ble. I am very happy that I have even cried listening
to it. So, sometimes, I can perceive music without
the theoretical composer’s thoughts. However, partly
because I was alone in the theater and I wanted to go
home to you so badly” [9, sheet 1]. This epistolary
passage, in which feelings for the beloved Marharyta
are combined with Lohengrin’s bright love for Elsa,
testifies to the fascination with the work of the Ger-
man composer. Perhaps that is why a monumental
portrait of Wagner hangs over the composer’s desk
in the Memorial cabinet museum, and a bronze bas-re-
lief of the famous German is hanging on the oppo-
site wall.

Let’s go back to Liatoshynsky’s experience of Lo-
hengrin at the Bolshoi Theater in October 1935. Obvi-
ously, it was one of the last performances of the 1923
production, coinciding with the 25th anniversary
of Leonid Sobinov’s work at the Bolshoi Theater. We
learn from sources that the opera remained in the rep-
ertoire of the Bolshoi until 1936 and had more than
100 performances.

In addition to the incredible declarations of love,
in the letter quoted above, we find ironic remarks that
testify to a certain degree of flattening of the pro-
duction during its long run. “Stepanova’ sang well,
but was very ugly, like Ellogia. I don’t think Lohen-
grin would miss her for long. He would find another

° Elena Andreevna Stepanova (1891-1978) was a Russian

and Soviet opera and chamber singer (soprano), People’s Artist
of the USSR (1937). In 19081912 she sang at the Bolshoi Theater
choir, in 1912-1924 and in 1927-1944 she was a leading singer
of the theatre. According to the contemproraries, her voice was
defined by the crystal clearnes of the sound, outstanding coloratura
technique and profound artistism. Among her parts form Wagner’s

operas are Elsa (Loengrin), Helmviga (The Valkyrie).
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one soon. The king sang in a “popular” voice, for he
is a people’s artist (Petrov)'. But Frederick and Or-
trude are really good. I wish that Lohengrin (Alek-
seev)'! to sound louder. I didn’t like everything about
the scenery. I will come and tell you everything in de-
tail. I was impressed by the number of participants
in mass scenes and this is good: there were maybe
150 of them, or even 200” [9, sheet 2].

What attracted Liatoshynsky to Wagner so much?
Obviously, there is no unequivocal answer, but stud-
ying the opera concepts of the Ukrainian compos-
er — both in Zakhar Berkut and in Shchors, it is im-
possible not to see the manifestations of Wagnerian
mythology in addressing to the corresponding plots,
in the implementation and nurturing of the ideas
of the Wagnerian opera symphonism, it is impossi-
ble not to see the manifestations of Wagnerian my-
thology in addressing to the corresponding plots,
in the implementation and nurturing of the ideas
of the Wagnerian opera symphonism.

As for the first, we note that outwardly the compos-
er turns as if to radically different myths, but accord-
ing to the dramatic development and event dynamics,
these plots have quite common archetypal features
rooted in ancient myth-making — myths about he-
roes capable of self-sacrifice. In The Golden Circlet it
is an ancient legend about proud and fair Tukholians
and the death of the protagonist, which destroys the es-
tablished injustice of the family. In The Commander

10

Vasyliy Radionovich Petrov (1875-1937) was a Russian
and Soviet opera singer (bass), People’s Artist of RSFSR (1933). He
started his carrier at Bolshoy Theatre, wher he was a leading singer
in 1902-1937, singing almost every part of the first bass. He
performed on the stage with F. Shalyapyn, A. Nezhdanova and other
prominent singers. Contemporaries recall his flexible wide-ranged
voice; the grace and beauty of his voice along with its power
and exeptional for a bass singer colaratur technique charmed his
audience.

" Aleksandr Ivanovich Alekseev (1895-1939) — Russian opera
singer, (lyrical tenor), journalist, Merited Artist of RSFSR (1937).
In 1925-1927 and in 1929-1939 he was a leading singer of Bolshoy
Theatre.
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/ Shchors we see the myth of a Bolshevik, who is
loyal to the party and its leaders, whose self-sacri-
fice contributes to the liberation of the communi-
ty from oppression.

Liatoshynsky, in an effort to bring opera clos-
er to life, like Wagner, carries out the idea of sym-
phonizing opera through dramatic and intonational
unity. Large vocal-symphonic scenes flow into each
other, separated by dramatic monologues and dia-
logues, which are marked by the sharpness of har-
monic thinking and the intensity of melodic-recitative
lines, prevail in Liatoshynsky’s operas. As in Lohen-
grin, in the The Golden Circlet the function of the or-
chestra is extremely important, because it is in the or-
chestral part the contrast thematism receives a large-
scale symphonic development and dramatic grounding.
The orchestra, thanks to its wide and active role in Li-
atoshynsky’s operas, can “.. switch from the develop-
ment of the action to its comprehension, to broad gen-
eralizations and conclusions, to the author’s emotion-
al assessment, which appears in the final monologues
of the main characters [...] it is this feature that genet-
ically goes back to the drama of the duma epic” [16, p.
69]. In addition, the composer’s approaches to the vo-
calization of parts are similar to Wagner’s. The parts
are subject to the principle of melodeclamation, which
emphasizes the poetics of the text. In many ways, this
satisfies the composer’s longing for almost actor-like
work with words in music, in the subtle expression
of psychologically sophisticated states.

The mythopoetic narrative of both operas by Lia-
toshynsky is generously inspired by quoting folk intona-
tion sources that formed the basis of the melodic-into-
nation and leitmotiv system of his operatic ideas. Here,
almost every poetic image appears intonationally sep-
arate, endowed with leitmotifs, and therefore leittem-
bras. Similar approach was implemented by Wagner,
for whom the nomination of the myth was conveyed
in the opera through the leitmotiv “... metamorphosis [...]
enables modification of characters, and the maximum
certainty of quality, which is embodied in the char-
acter’s name, transforms into maximum variability,
up to the transition to the opposite [...] thereby realiz-
ing the multilayered structure of the myth” [17, p. 11].

IGOR SAVCHUK

In both operas of Liatoshynsky, leitmotifs, which
seem to be woven into the plot of the myth, perform
important structural and psychological functions.
Leitmotifs indicate not only the characters, but also
their psychological state, battle scenes, poetic sketch-
es, etc. The role of timbre drama is extremely impor-
tant for the Ukrainian composer, as well as for Wagner,
when the use of leittembre seems to imply, and there-
fore direct, the development of dramatic collisions.

The next round of development of opera mytho-
poetics of Liatoshynsky is observed in the opera
Shchors. The myth of commander Shchors was
transferred to the environment of Stalin’s ideolog-
ical vulgarism of the “myth of the world-historical
mission of the proletariat”. However, all the design
features of the mytho-story have been preserved.
As in the The Golden Circlet, the main charac-
ter, capable of self-sacrifice, dies in the finale with
the stereotypical behavior of characters from two
camps, (of the good and the evil) on the backdrop.
Liatoshynsky himself outlined the mythopoetics idea
of the Commander as a drama built around a hero. This
was a reflection of the new ideological myths of Sta-
linist propaganda. Liatoshynsky “... decided to take

” o«

as a starting point all work on the opera” “the heroism
and fearlessness of the leaders of the party” [15, pp.
9-10]. And if Wagner often implemented his operatic
ideas in the zone of Norse mythology, the mythopo-
etic of Shchors is standardized by the canon of Soviet
mythology — there is a hero-leader-legend and com-
munity, which becomes the background for his feats.

The artistic result obtained by Liatoshynsky has
a number of features that are explained by the influ-
ences of Wagner’s ideas. First of all, this is a symbolism
of dramatic action. Thanks to the developed leitmotif
system, its personification in external and internal ac-
tions, the character appears as a discussion of the my-
thology of being, life and death. The composer him-
self noted that he sought “... comprehensively and viv-
idly reflect the multifaceted figure [Shchorsa — I S]
by musical means and to achieve this goal I considered
it possible to use all the means of musical expression
that seemed to me in this case suitable [...] harmon-
ic sequences, so to speak, leitharmonies, with which
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Isought to reflect ideas such as “The will of the leader”,
“The will to win”, and others. These leitharmonies play
alarge role in the musical fabric of the opera” [14, p. 10].

It is worth mentioning the last component of Lia-
toshynsky’s mythopoetics — the myth of Polish culture
and the myth of its heroes. This cultural layer comes
from the composer’s ancestry — his family had its own
coat of arms. Polish mythologemes in the artist’s work
can be seen in the admiration of young Liatoshynsky
with the historical chronicles of Jan Dlugosz, in his ro-
mantic signature “Borys Yaksa Liatoshynsky”, as well
as through the images of his chamber and symphon-
ic works of the late period. In his letter to Lev Chet-
vertakov, Liatoshynsky reflects on the genealogy with
profound symbolism. Liatoshynsky writes “.. wrote
a five-part suite based on Polish folk songs, thus hon-
oring once again my grandfather, a former Pole (my
father’s father). I am going to start its orchestration,
and the orchestration will have all sorts of tricks, be-
cause I would like these five parts to be something like
five pieces of jewelry” [9, Ark. 2]. The image of Poland
as terra incognita, an open, but uncharted land, be-
came the last fundamental component of Liatoshyn-
sky’s mythopoetics.

In this context, the dialogue between the young
Wagner and Polish culture is symbolic. Wagner sin-
cerely supported the struggle of the Poles against Rus-
sian expansion in the early 1830s. The revolutionary

2022, Bunyck BiciMHaOysmMuLL

uprising became “... the event that filled the soul with
the increasing delight” [3]. It resulted in the creation
of the overture “Polonia” (1836), a kind of non-verbal
Wagnerian myth about Poland. Images of Poland due
to “.. the most expressive intonations of the songs
formed the basis for the development of the motif,
created, on the one hand, the continuity of symphonic
development; on the the other hand, — gave the sound
picture, as a kind of hidden programmatic design” [6, pp.
188-189]. These principles, aimed at the ideological
integrity of the plan, will subsequently form the basis
of Wagnerian expressiveness, and the theme of a he-
roic nation will be one of the first to inspire Wagner
to a philosophical meditations.

Conclusions. On the one hand, due to the mythopo-
etic symbolism of the intentions of the Ukrainian com-
poser, the kaleidoscopic discreteness of symbols-imag-
es-myths, obtained from the work of Scriabin, a con-
sistent Wagnerian. A deeply tragic attitude showed it-
selfto be an alienated imagery of concepts during an at-
tempt to heal the traumatic experience of the First World
War and the Civil War. On the other hand, the Wag-
nerian version of the heroic myth became basic for Li-
atoshynsky and was used in opera and symphonic con-
cepts. This confusion of the myth, its symbolic and trag-
ic context, was traumatically reflected in the fate of his
Second and Third symphonies, and in its general form
is embodied precisely in opera ideas.
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Tzop Casuyk. Midonoeruxa Bopuca Asitommucpkoro 1910-1930-x pokiB: BarHepiaHChKMiT KOHTEKCT

Amnoranis. Midonoerrka TBopyocTi Boprca AATOLIMHCHKOTO — sIBUILiE MAAOAOCAIAXKEHE y CYJaCHOMY My3MKO3HABCTBi. MK TM, «11po-
exuii» Midy, 1ioro 06pucu (MihOAOriIHOTO CIOKeTY, 06pasy, MOTUBY TOLLO), BIIAETEH] Y XYAOXKHIN 3aAyM, BIAKDUBAIOTb HOBi TOPU30OHTM PO3Y-
MIHHSI aBTOPCBKVX KOHLIENTIB, Ae Mi¢h II0CTa€E CBOEPIAHMM KAIOYEM AO ACKOAYBAHHSI TAVOMH aBTOKOMYHIKaL{ii MK aBTOPOM — TBOPOM — J10T0
repoeM. 3 OrAsIAY Ha MOAEPHICTb TBOPUMX 3aAyMiB AsiTomHcbkoro 1910—1930-x pokis, i10ro MUCTeLbKi KOHLENTV a6CopOyBaAl Ui He BCi BeK-
TOPHI ABMIIIA €BPOMENICHKOr0 My3UYHOTO AUCKYPCY Hepioi moAoBMHM XX CTOAITTS, CTAaBIIM 3aCAAHMYMMU AAS TIOAAABIIIOTO PO3BUTKY YKpaiH-
CbKOI My3MYHOI KYABTYPM. 3pO3YMITH IX B yCbOMY PO3MAITTi, CKAQAHOCTI Ta CYIIepeYAMBOCTi HEMOXXAMBO Oe3 3BepHEHHsI A0 MidOMoeTHKM, 1110
Y KOHTEKCTi ITOIyKiB ASTOIMHCHKOTO IIPOYNTYETHCS Yepe3 BiAA3ePKaACHHS BIIAMBIB iHIIMX €BPOIENCHKIX KYABTYD, TaCiOHAPHMX 0COOMCTOC-
Tell, 4epes peaAizalilo y TBOpUMx 3apymax Mica rmpo repost — Bip CUMBOAi3MY KaMepHUX TBOPiB 1920-X, BTiA€HHs )XePTOBHOCTi Teposi B onep-
HIX MTOAOTHAX Ha KIITAAT aHTUYHOI eITiYHOI TpareAi A0 repost cMQpOHIYHIX 3aAYMIB 3 J10r0 AyaABHICTIO iHTepripeTanii A0bpa i 3aa. ITiacymoBy-
0411, HATOAOCIMO, 1110 IPO€KLii BarHepa y TBopuoMy A0pobKy Bopuca Astroumtcbkoro 1910—-1930-x mpoCTexXyeMo Yepes ABa OCHOBHI LIASIXIL.
3 0AHOTO OOKY, Yepes3 MipOIOeTUYHMIT CUMBOAI3M 3aAyMiB YKPalHCHKOTO KOMITO3UTOPA 3 110T0 KaAENAOCKOIIYHOI AVICKPETHICTIO CUMBOAIB-
06pasiB-midis, koTpa ueprasacs 3 TBopyocTi CKpsbiHa, TOCAiAOBHOTO BarHepiaHiist. anboko Tpariuse, Kk i y Barnepa, cBiToBiAuyTTS A3epKa-
AVIAOCS BIAYY>KeHOI0 00Pa3HICTIO KOHLIeLIi1 y cripobi 030y TICs TPAaBMATUYHOIO AOCBITY ITepIloi CBITOBOI Ta IPOMaASHCHKOI BOEH. 3 iHIIOro
60Ky, AAsT ASTOLMHCBKOTO BArHEPIiBChKUI BapiaHT Mida IIpo repost CTaB 3aCAAHUYMM AAsL KOMIIOHYBAHHSI J10TO He AMILLE B OIIEPHIX, a 11 CUM-
¢oniuHMX KoHUemnLisx. LIst pekoHCcTpyKuist Mia, T CUMBOAIMHO-TPAriYHIiI KOHTEKCT, TPABMATIYHO BIAOOPasMBCsI Ha AOAI 110ro Apyroi ta Tpe-
TbOI CUM(OHIiT, a B CBOEMY T€HEPAAI30BAHOMY BUTASIAI BTIA€HO CaMe B OITEPHIX 3aAyMaXx.

Kawuosi carosa: midonoerrika, Bopuc AsitommHepkumii, onepa «Ifopce», omepa «3o0a0tuit 006pyy», Pixapa Baruep.
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Problem statement. The Opera Studio of the
Ukrainian National Tchaikovsky Academy of Mu-
sic (hereinafter referred to as the Opera Studio)
plays an important role not only in the artistic life
of the academy but is also an artistic, education-
al, cultural, and Educational Center in the musical
life of Kyiv and Ukraine as a whole. This is a unique
creative workshop, which on the one hand, is a real
professional theatre with its repertoire, staff of solo-
ists and orchestra, and, on the other, a training base
for the formation of future singers.

The article’s purpose is to recreate a complete pic-
ture of the functioning of the Opera Studio during
the late 1930s-2000s, where the foundation’s activi-
ties are considered taking into account its universal

status as a professional opera and educational op-
era house.

The tasks include:

— to follow the trends in the development
of the repertoire policy of this theatre during the spec-
ified period;

— to find out and supplement information about
the most significant stage productions of the Op-
era Studio;

— to describe the role of the first international pro-
ject of the Opera Studio — a production of G. F. Han-
del’s opera “Deidamia.”

Analysis of recent research and publications.
The activity of the Opera Studio, with its inherent
cultural-historical and figurative-stage features, is
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revealed in the studies of V. Bondarchuk, M. Kopyt-
sia, V. Rozhko, I. Kolodub. However, the question
of the stages of the formation of vocal, directing,
and conducting aspects of the Opera Studio’s activi-
ties in preserving and transmitting the best perform-
ing traditions during this period is poorly studied.

Main part. A significant and long-awaited event
in the artistic life of 1937-38 was the opening of the Op-
era Studio as part of the solemn events dedicated
to the 25th anniversary of the foundation of the Kyiv
State Conservatory. At the opening ceremony on De-
cember 31, 1938, Daniel Aubert’s Opera “Fra Diabo-
lo” was performed with the participation of students
of the vocal Department of the conservatory. Volo-
dymyr Piradov, an outstanding Ukrainian conduc-
tor, conducted the performance. Yukhym Lishanskyi,
a student of Yevhenii Vakhtanhov, carried out the art-
work and direction. This production was a great suc-
cess and marked the beginning of an educational the-
atre for future opera artists at the Kyiv Conservatory.
This performance’s uniqueness was also the first at-
tempt to stage a full-fledged opera performance with
costumes and scenery, not just staging individual frag-
ments of performances, as it was before.

The success of the premiere screening inspired
the team to continue fruitful work on opera perfor-
mances. The studio’s repertoire gradually expand-
ed, and the student theatre became a kind of crea-
tive laboratory where students and graduates of var-
ious faculties — vocalists, conductors, compos-
ers, pianists, and orchestras-took their first steps.
Among the outstanding singers who first participat-
ed in the performances were Pavlo Karmaliuk, Lary-
sa Rudenko, and Ostap Darchuk. During 1939-1941,
such operas of classical repertoire as “Yevgenii On-
egin” by Pyotr Tchaikovsky, “The Marriage of Figa-
ro” by Wolfgang Amadeus Mozart, “Tales of Hoff-
mann” by Jacques Offenbach, and others were staged
on the stage of the Opera Studio. Their appearance is
also due to the creative tandem of Yukhym Lishan-
skyi and conductor Volodymyr Piradov.

The next period in the history of the Opera Stu-
dio began immediately after the end of the Ger-
man-Soviet war in 1946. Outstanding Ukrainian
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conductor Veniamin Tolba became the chief con-
ductor of the Opera Studio. This phenomenally gift-
ed musician and bright interpreter paid great at-
tention to his work and pedagogical work with vo-
cal students and conducting faculties in the frame-
work of opera productions. As contemporaries recall,
during rehearsals, the maestro could work for hours
on parts with students, revealing new facets of musi-
cal performance and encouraging them to work in-
dependently and painstakingly.

Having devoted more than 25 years of his life to work-
ing in an Opera studio, he staged 16 performances
and brought up a whole galaxy of outstanding opera
artists and musicians. During his student years, Dmytro
Hnatiuk, Yevheniia Miroshnichenko, Yevhen Chervo-
niuk, Liliia Lobanova, Andrii Kikot, Halyna Sukhoru-
kova and many other now-famous stars of Ukrainian
and world opera sang under his direction.

Tolba’s first production on the stage of the Educa-
tional Theater was the premiere of the play “The Mer-
ry Wives of Windsor” by Karl Nicolai on February
12, 1947. The play was directed by the then-artis-
tic director of the Opera Studio, Yukhym Lishan-
skyi. The work, written on the plot of the come-
dy of the same name by William Shakespeare, re-
ceived a vivid embodiment on the stage of the student
theatre. The Opera had many comedic and lyrical
scenes, arias, and ensembles, which brought outstand-
ing vocal and acting benefits to the student group.
They contributed to the education of singers-actors
of flexible phrasing and expressiveness of live musical
speech. The performance pleased “...with its fresh-
ness, young enthusiasm,; it well reveals the optimis-
tic spirit of the fantastic comic opersa, its juicy hu-
mour, and dance rhythms.” Music critics also wrote
about the original reading of the musical material
by the conductor of the performance, V. Tolba, who
convincingly revealed the figurative and artistic con-
cept of the opera: “The Orchestra played. It is flexi-
ble in nuances and easily lends itself to the conduc-
tor’s Baton. We can talk about the studio orchestra
as a full-fledged artistic unit. Under the guidance
of an artist like V. Tolba, the orchestra will undoubt-
edly develop and grow.”
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The stage production of this period is Wolfgang
Amadeus Mozart’s opera “The Marriage of Figaro.”
Tolba’s interpretation of this performance became
awhole school for mastering the opera style of the Aus-
trian composer. Vasyl Kukharskyi notes that Tolba
learned that “the character, spirit, and style of Mozart
is light, elegant, full of brilliance, where everything
is connected with living life on stage. The conduc-
tor paid attention to every intonation of the sing-
ing actor, rhythmic figure, every change of tempo,
every orchestral stroke, coloristic technique because
the smallest detail of Mozart’s musical fabric is rap-
idly included in the process of action.” In addition
to “The Marriage of Figaro” in 1956, two more Mo-
zart operas, “The Impresario” and “The Magic Flute,”
were staged on the stage of the Opera Studio. The pro-
ductions were dedicated to the 200th anniversary
of the composer’s birth. The play “The Magic Flute”
was a great success, becoming a landmark in the rep-
ertoire of the Opera Studio, thanks to the brilliant
acting ensemble of young singers Yevheniia Mirosh-
nychenko (The Queen of the Night), M. Shevchenko
(Papageno) and Andrii Kikot (Sarastro).

Exploring the creative activity of Veniamin Tol-
ba in the 1950s, it is also necessary to recall Pyotr
Tchaikovsky’s production of “Iolanta.” Director Ol-
eksandr Kolodub managed to create a unique perfor-
mance in its tenderness and touching, which became
a decoration of the capital’s musical life at that time
because “... the success of this production covered
the whole country. In his “Iolanta,” there was so much
Tchaikovsky, so much light and sun, so much mu-
sical beauty that it was perceived as an ode to life.”
Performances with the participation of V. Tolba have
always attracted the audience’s attention and en-
joyed great success. The press enthusiastically not-
ed the conductor’s skill, which with each new pre-
miere, acquired new perfect facets.

However, despite the success of student theatre,
in the 1950s, the management of the Opera Studio
had a severe problem. Unfortunately, due to the lack
of a large opera stage, insufficient staffing of the or-
chestra and choir, constant changes in the composition
of performers, and other unfavourable circumstances,
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it was simply impossible to keep productions con-
stantly in the repertoire. Therefore, the Depart-
ment of opera training has repeatedly raised the is-
sue of opening a professional musical theatre with
a permanent repertoire, a staff of soloists, and an or-
chestra based on the Opera Studio. This cherished
dream for the conservatory was realized in 1957
when the Kyiv Conservatory received a new room.
A theatre was built specifically for the Opera Studio
with a large hall for 800 seats, a stage, an orchestra
pit, and artistic and auxiliary rooms.

The opening of the new stage took place with
the premiere of the play “Forest Song” by Vitalii
Kyreiko, staged by Oleksandr Kolodub. Yakiv Kar-
asyk, a well-known Ukrainian conductor, conduct-
ed the performance. The leading roles were per-
formed by Diana Petrynenko (Mavka), a graduate
student of Maria Yehorycheva’s class, and Mykhai-
lo Rakov (Lukash). Anatolii Mokrenko made his de-
but on the big stage as Perelesnik.

The performance from the first chords won over
the audience with its inspired poetry, tenderness,
and unique musical images. In the director’s concept
of Oleksandr Kolodub, each picture, each mise-en-
scene struck with its sublime lyricism and roman-
tic excitement, where “the director sought to achieve
conciseness, clarity of drawing roles, motivate the ac-
tions of the characters or explain certain situations.
In general, the performance of “Forest song” makes
a good impression and excites the listener. “Forest
song” is a great start to the youth theatre.”

In the early 1960s, an essential stage in the history
of the Opera Studio began. The Educational Theater
starts as a professional Music Center with a permanent
group of soloists, an orchestra, and a choir. This new
step greatly facilitated the team’s work and allowed
them to embody many essential educational perfor-
mances, which became a whole school for future opera
artists. At that time, the new stage of the Opera Stu-
dio staged the operas “Natalka Poltavka” by Mykola
Lysenko (conductor Veniamin Tolba, director Olek-
sandr Kolodub), “Forest Song” by Vitalii Kyreiko (con-
ductor H. Slupskyi, directed by Oleksandr Kolodub),
“Kateryna” by Mykola Arkas (conductor Yakiv Karasyk,
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dir. Oleksandr Kolodub), “The Tsar’s Bride” by Nikolai
Rimsky-Korsakov (conductor H. Slupsky, director Ol-
eksandr Kolodub), “Faust” by Charles Gounod (con-
ductor Yakiv Karasyk, director Yukhym Lishanskyi),
“Iolanta” by Pyotr Tchaikovsky (conductor Veniamin
Tolba, director Oleksandr Kolodub), “La Traviata”
by Giuseppe Verdi (Ye. Vyhorsky, Oleksandr Za-
vina), “The Barber of Seville” by Giacomo Rossini
(Yakiv Karasyk, Yukhym Lishanskyi), “The Tam-
ing of the Shrew” by Vissarion Shebalin (conductor
Yakiv Karasyk, director Yukhym Lishanskyi), as well
as operas and fragments from performances by con-
temporary composers — Sergei Prokofiev’s “The Sto-
ry of a Real Man”, Heorhii Kreitner “Tanya” based
on the drama by Oleksii Arbuzov, the play “Immor-
tality”, which combined fragments from the operas
“The Young Guard” by Yuliy Meitus and “Jalil” by Na-
zyb Zhyhanov (conductor Veniamin Tolba, director
Oleksandr Zavina) and others.

Performances of the Opera Studio attracted more
attention from connoisseurs of vocal art. This suc-
cess was facilitated by the fruitful work of directors
and conductors and the activities of the studio’s lead-
ing soloists, who decorated the performances with
their acting and vocal skills and passed on their ex-
perience to the younger generation. During this pe-
riod, there were only ten artists on the staff of solo-
ists of the Opera Studio, each of whom was an orig-
inal, engaging, and diverse singer, performing both
the roles of heroes and minor and characteristic
roles. It was in the performances of the Opera Stu-
dio that the talents of such beautiful singers as Ana-
tolii Mokrenko, Mykhailo Rakov, Halyna Sluchovska,
Zinaida Buzyna, Violetta Votrina, Svitlana Mateyuk,
Oleksandr Katsiyaev, Tetiana Mykhailova, and oth-
ers were fully revealed.

The triumphal tour to Moscow in 1966, where
the best performances from the repertoire of the Op-
era Studio were shown — “Natalka Poltavka” by Myko-
la Lysenko, “The Fair at Sorochyntsi” by Mod-
est Mussorgsky, “Forest Song” by Vitalii Kyreiko
and “The Tsar’s Bride” by Nikolai Rimsky-Korsak-
ov. Numerous viewers, musicologists, and critics
highly appreciated the work of the Opera Studio,
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giving high praise to the production directors, per-
formers, talented soloists, and students of the Kyiv
State Conservatory.

In the late 1960s, the musical comedy department
opened in 1969. One of the first performances was
the premiere of Johann Strauss’s operetta “The Bat.”
The director’s concept of the play was embodied
by one of the luminaries of the Opera Studio, Olek-
sandr Zavina. The role of Adele was made her stage
debut by student Liudmyla Makovetska, who at first
sight charmed the audience with her stage plasticity
and sonorous, silver soprano voice. Over its nearly
30-year history, the musical comedy department has
produced more than 15 classical and contemporary
operettas, including Robert Planquette’s “The Bells
of Corneville,” Jacques Offenbach’s “Lisette and Phi-
lidor,” Frederick Law’s “My Fair Lady,” Alexey Rya-
bov’s “Wedding in Malinovka” and others.

The beginning of the 1970s marked a significant
renewal of the teaching staff of the Department of op-
era training and the Opera Studio. At this time, con-
ductors Lev Horbatenko, Viktor Zdorenko, Eduard
Senko, Heorhii Streletskyi, directors Rudolf Bielit-
skyi, Volodymyr Bilotserkivskyi, Valentyn Shcho-
holiev begin working. New interesting productions
are starting to appear on the posters of the Opera
Studio, including “Mozart and Salieri” by Nikolai
Rimsky-Korsakov, “The Elixir of Love” by Gaetano
Donizetti, “The Bartered Bride” by Bedfich Smet-
ana, etc. Earlier productions are also gradually be-
ing updated and improved, in particular, “Faust”
by Charles Gounod, “The Barber of Seville” by Gio-
acchino Rossini, “The Fair at Sorochyntsi” by Mod-
est Mussorgsky, and “The Tsar’s Bride” by Nikolai
Rimsky-Korsakov.

An attractive creative experiment was the origi-
nal production of Pyotr Tchaikovsky’s opera “Yevge-
nii Onegin.” A new reading of this work on the stage
of the Opera Studio in 1974 was embodied by a young
director, a graduate of the Ivan Karpenko-Kary Kyiv
Theater Institute Yurii Chaika. Tchaikovsky’s op-
era was performed in its complete form, without
any bills. The young director sought to modern-
ize the performance, reflecting important trends
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of the then-European opera by abandoning the tra-
ditional design of the performance and inspiring
the scenography with interesting cinematic tech-
niques and unusual lighting. The performance was
received ambiguously, and although the production
of Chaika received a positive assessment from many
experts, it remained incomprehensible to represent-
atives of the older generation of artists and direc-
tors. However, despite its short stage life, this per-
formance was one of the first experimental stage di-
rector’s decisions on the stage of the Opera Studio.

At the same time, the creative team is preparing
the premiere of Kyrylo Molchanov’s opera “The dawns
here are quiet” on the 30th anniversary of the victo-
ry in the German-Soviet war. Conductor Lev Hor-
batenko and director Valentyn Shchoholiev creat-
ed a touching and emotional canvas about the fate
of five anti-aircraft gunners and Commander Vask-
ov, whose lives were broken into by a bloody war.
This production became a landmark in the histo-
ry of the Opera Studio in the 1970s. Kyrylo Molch-
anov’s Opera was a triumphant success and did not
leave the theatre’s posters for more than 15 years.

In the late 1970s and early 1980s, the Internation-
al Creative Ties of the Kyiv conservatory with mu-
sic educational institutions in European countries
began to expand. One of the most notable joint cre-
ative projects was the production of Georg Friede-
mann Handel’s opera “Deidamia” in 1980. The per-
formance was staged thanks to an innovative collab-
oration between the Pyotr Tchaikovsky Kyiv State
Conservatory and The Felix Mendelssohn-Barthol-
di Higher School of music in Leipzig.

By agreement, the production was carried out
by German director Renata Eiser, and both educa-
tional institutions prepared their compositions of per-
formers together with orchestras, conductors, and de-
signs. The unique significance of this production
was that it was the first stage incarnation of Han-
del’s little-known opera on the Kyiv stage. Let’s focus
on this event in more detail to outline the innova-
tive principles of directing implemented in the idea
of the Opera “Deidamia” and the style of its under-
standing and performance.
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This international project was the first embod-
iment of Handel’s opera heritage on the Ukrainian
stage. However, unfortunately, his last opera idea —
“Deidamia”- was never realized again in the stage
space of Ukraine. In this production, the hidden
drama of the plot canvas is combined with com-
ic touches and the inspired lyrics of love feelings.
AsI. Kolodub notes, Handel’s operatic style required
performers “dynamic flexibility and a certain mo-
bility of the voice. As a result of the extensive work
of conductor Lev Horbatenko with the performers,
the team achieved clarity and coherence of sound
in ensembles, intonation accuracy, and expressive-
ness in solo episodes. The director made considerable
efforts to achieve a natural, meaningful, emotional-
ly rich sound of the word (the opera was performed
in Italian). Therefore, each student learned the literal
translation of his part and his partners.” At the same
time, the student had to realize both theoretically
and make sure in practice that singing is not an end
in itself but the only possible form of expression dur-
ing a stage action. First, this includes singing tech-
niques, physical education, rhythm, dance, and pan-
tomime, without which modern musical theater is
impossible. Students worked on the performance
with great enthusiasm, which gave fruitful results.

Director Renata Eiser combined the efforts of both
art universities, creating a performance with an or-
ganic style orientation. The production reveals “an ex-
tremely clear dramatic idea of the opera, impress-
es with the logic of the development of stage action,
the dynamism of the mise-en-scene with the gener-
al laconism of expressive means. The “microcosms
of feelings” that exist outside the action and allow
the hero to plunge into the world of his own experi-
ences are highlighted. Such an operatic convention is
quite natural and appropriate about Handel’s work.”

Critics liked the vocal and stage image of Deidamia,
created by the young Ukrainian singer N. Kravtsova,
which was inspired by the features of sensuality, femi-
ninity, and emotional spontaneity. M. Friedrich, a stu-
dent singer from Leipzig, also demonstrated a bright
musical and acting talent combined with an excel-
lent command of the voice and an understanding
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of the subtleties of Handel’s musical style. The par-
ticipants’ performances of the performance were also
highly appreciated by the head of the Department
of solo singing at the Leipzig Higher School of music
Kern Peschel and the then-chairman of the Handel
Society, Professor Walter Sigmund-Schulze. The latter,
in his reviews in the newspapers “Freiheit” and “Neu-

“«

es Deutschland,” wrote: “...what happened in Kyiv
at the end of last year was new ... The students’ bright
performance skills and informative and tempera-
mental directorial work impressed the audience from
the first bars. The success of four Kyiv and two Leip-
zig singers and performers was convincing. The Con-
servatory Orchestra conducted by Lev Horbatenko
was an outstanding one.”

In May 1980, the expected premiere took place
on the Higher School of Music stage in Leipzig, where
Kyiv performers performed. On this occasion, Wer-
ner Wolf wrote in the newspaper “Leipzige Volkzei-
tung” that “the joint production of Handel’s last op-
era is not only the result of thirteen years of friend-
ly work of the Kyiv conservatory and the Leipzig
Higher School of music but also a new qualitative
achievement: the performance became the culmina-
tion event in the program of the days of Kyiv in Leip-
zig.” He positively assessed the performance of stu-
dents from Ukraine in this performance: “Deidamia
by N. Kravtsova is spiritual and full of self-esteem,”
“persistent in achieving his goal, energetic” Odys-
sey by Femi Mustafaiev was good. After the success
of the performance in Leipzig, our young singers re-
ceived an invitation to perform at last year’s Handel
festival in Leipzig.

Soviet music magazine No. 7 for 1981 also did not
ignore the successful premiere: “For the first time
on the Soviet stage, Handel’s Deidamia saw the light
of the ramp in the Opera Studio of the Kyiv Conserv-
atory. The production results from a creative commu-
nity connecting the Pyotr Tchaikovsky Conservato-
ry in Kyivand The Felix Mendelssohn Higher School
of music in Leipzig for more than ten years. Conduc-
tor Lev Horbatenko, director Renata Eiser, and art-
ist I. Nesmiianov took part in joint work on the Op-
era. Together with students of the vocal Department
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of the conservatory and soloists of the Opera Studio,
their colleagues from Leipzig — Christina Krueger
and Mathias Friedrich — were engaged in the pre-
miere performance.”

The next stage in the cultural life of the Opera
Studio began in 1983 when an outstanding sing-
er and luminary of Ukrainian Art, Dmytro Hnati-
uk, headed the Department of opera training. Hav-
ing extensive stage experience, the director updates
the masterpieces of Ukrainian opera classics, em-
phasizing that first of all, future opera artists should
be brought up on their native and understandable
repertoire. One of the first operas embodied by this
luminary of Russian art on the stage of the Opera
Studio is the operas “Natalka Poltavka” by Myko-
la Lysenko and “Zaporozhets za Dunayem” by Se-
men Hulak-Artemovsky. These performances remain
in the theatre’s repertoire to this day and are help-
ful educational material for training an opera singer.
Also, on the creative initiative of Dmytro Hnatiuk,
a new production of Charles Gounod’s opera Faust
appears on the stage of the Opera Studio, which can
also be seen today on the poster of the Opera Studio.

The beginning of the 1990s was marked not only
by the acquisition of much-desired independence
for our state and a complex transition process and a cri-
sis that covered all spheres of state and public life. This
problematic period could not but affect the activities
of the Opera Studio. At the same time, significant
personnel changes were taking place: in 1993-1994,
the team lost two outstanding figures and founders,
directors Oleksandr Kolodub and Oleksandr Zavina.
This also could not but affect the theater’s repertoire:
new premieres are becoming rare, and several perfor-
mances have been listed on posters for several years.

However, in the mid-1990s, the Opera Studio still
prepared several exciting and high-profile premieres
despite difficult times. Among them, an important
place belongs to the production of Giuseppe Verdi’s op-
era “Rigoletto” (conducted by Volodymyr Sirenko, di-
rected by Valentyn Shchoholiev), where the leading so-
loist of the Opera Studio, baritone Vitalii Zhmudenko,
played the leading role brilliantly. Unlike the previous
production of the late 1980s, the opera was staged
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in Italian, the original language. In the scenogra-
phy of this performance, there was an almost com-
plete lack of scenery, and the characters of the main
characters were emphasized by the style and color
of their outfits, which contrasted with the black cur-
tain in the background. The production’s emphasis
was placed on the characters’ experiences and theat-
rical acting. Gilda, performed by now-famous singers
Olha Fomichova and Nataliia Pelykh, looked incred-
ibly touching and gentle in a white outfit.

Another high-profile premiere of that time is also
the experimental production of Georges Bizet’s opera
“Carmen” by Kofman in 1997. The audience remem-
bered it as a challenge to theatrical cliches, where
the conductor-director and director Roman Kofman
tried to accurately and clearly emphasize the dramat-
ic line of events through parody, comedy, and gro-
tesque. The debut of the famous conductor as a di-
rector and production designer was perceived far
from ambiguously. However, the appeal of the cre-
ative team to one of the most complex masterpiec-
es of the world opera repertoire was a significant
achievement of this period. It showed the high level
of training of singers in this creative centre.

Among the performers of the leading roles, the im-
ages of the passionate gipsy Carmen, created by An-
zhelina Shvachka and Maria Lipinska, are incredibly
bright and completely different. This performance
was their graduation debut on the stage of the Op-
era Studio. Also, a significant achievement of this
product should be considered the collected sound
of the orchestra under the direction of a talented stu-
dent Roman Kofman, conductor of the Opera Stu-
dio Serhii Solonko.

Another striking example of an extraordinary in-
terpretation of opera classics is the subsequent pro-
duction of Roman Kofman — Ruggiero Leoncaval-
lo’s opera “Pagliacci,” which was staged on the stage
of the Opera Studio in 2000. In this performance,
the director actively involved the audience in action,
bringing them closer to an active reaction to the course
of events. Comedy and grotesque existed alongside
more familiar solutions, contributing to the famous
masterpiece’s reinterpretation.
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In April 2005, the Ukrainian National Tchaikovsky
Academy of Music hosted an international festival
dedicated to the work of the famous English compos-
er Benjamin Britten. As part of the festival, the pre-
miere of his opera “the turn of the screw” took place
on the stage of the Opera Studio. This production re-
sulted from a fruitful collaboration between the Na-
tional Music Academy of Ukraine and the Guild-
hall Academy of Music and Drama (London, UK).

An opera with an extraordinary plot conflict is
marked by complex musical material and a mysti-
cal plot. British director Stephen Medkof and con-
ductor Ihor Andrievsky, together with the soloists,
managed to embody an intriguing drama on stage.
Critics especially noted the very young performer-
ten-year-old Charlie Manton, who very convinc-
ingly displayed on stage the role of a boy haunted
by a work of his childhood imagination. Even though
the performance was held only once, it remained one
of the most original and Unexpected Productions
in the history of the Opera Studio of this period.

In 2006, the original stage solution of Giacomo
Puccini’s one-act opera “Gianni Schicchi” was pro-
posed by a young talented director, at that time a stu-
dent of the Department of opera training and musi-
cal directing Vitaly Palchikov. This work was staged
on the opera stage of Kyiv for the first time, so the di-
rector, devoid of traditional theatrical cliches, received
complete freedom to realize his own director’s vi-
sions. The main element of the scenography artist
Nataliia Rebrova made a large single bed, on which
there is an inventive substitution of the deceased,
and which, from the deathbed with the development
of the event’s turns into the central place of dramat-
ic action, where “singers-actors naturally and easi-
ly acted in specific stage situations, while the mu-
sic of Giacomo Puccini prevails in the performance
in all decisions. This was achieved by the young con-
ductor Serhii Holubnichyi, who clearly distinguished
the facets of opera-comedy with a soft lyrical colour-
ing and a sharper farce.” The success of the perfor-
mance once again showed the enormous creative po-
tential of the collective, which can embody the works
of composers of different styles and eras on stage.
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The Opera “Chamber No. 6” by Ukrainian — Italian
composer Volodymyr Zubytskyi, written in 1981, has
come a long way to production — 25 years. The Op-
era Studio performed the show on April 28, 2006
(Director O. Senko, artist A. Feshchenko, conductor
Tetiana Senko). The play is based on the short sto-
ry of the same name by Anton Chekhov, and the li-
bretto belongs to the pen of V. Dovzhyk. As Olena
Zinkevych notes, the opera is dominated by “...a suffo-
cating (literally and figuratively), hopeless and hope-
less atmosphere of the hospital.” The feeling of hostile
environment, loss, and absurdity of being in Chek-
hov’s plot get a new sound in Zubitskyi’s opera, ab-
solutely consonant with modernity. Here the sceno-
graphic space is entirely closed, represented by the uni-
ty of stage content. Each of the six paintings becomes
an expression of the madman. For example, the lo-
cation of the first and third paintings — the hospi-
tal, the second and Sixth — Ward No. 6, respectively,
the fourth and fifth, formally go beyond the ill-fated
wing but still exist in the fundamental unity of the dra-
matic idea. As Olha Shubina notes, “isolation is also
emphasized by the intonation unity of the opera,
since the leitcomplex of the madhouse penetrates all
sections, both in the form of a holistic implementa-
tion of the theme and at the micro thematic level.”

Another striking statement of the processes asso-
ciated with modern directorial trends in opera was
the production of one of the most impressive works
of Christoph Willibald Gluck, “Orpheus and Eury-
dice.” The story of the eternal love of the legendary
hero of Greek mythology Orpheus, who is forced
to overcome many obstacles to bring his beloved
wife Eurydice back to life, was embodied in 2009
by a young director Larysa Levanova and conductor
Volodymyr Sirenko. The premiere was a huge success,
and the performance itself remains one of the most
successful and popular performances of the Opera
Studio. The success can be explained by Gluck’s ex-
traordinarily melodic and bright music, which holis-
tically reveals the vocal capabilities of future singers.

In the late 2000s, the stage of the opera stu-
dio turned into an experimental launch pad where
young directors had the opportunity to implement
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their original projects. These are the latest readings
of classics and appeals to works that are little known
on the Russian stage, editorial versions, and some-
times the first-stage versions of modern scores.

Conclusions. The Opera Studio of Ukrainian Na-
tional Tchaikovsky Academy of Music is a unique
theatre with deep artistic and performing traditions
passed down from generation to generation, as well
as an excellent base for the formation and develop-
ment of the vocal capabilities of opera singers. Hav-
ing analyzed a significant amount of source materi-
als that characterize the activity of the Opera Studio
in the second half of the XX — beginning of the XXI
centuries, we can see that the achievements of this pe-
riod are fundamental and vivid in the history of this
creative center. During this period, the Opera Studio
became a bright center of Ukrainian musical culture
with its universal and unique status as an education-
al, professional, and experimental theater.

It is shown that this period is one of the most
fruitful in creative terms. This is due to several rea-
sons and events, in particular, the commissioning
of the New Opera Studio Building in 1957 and the for-
mation of a permanent theater team in 1960, which
included soloists of the studio, choir, and orchestra
artists. The significant expansion of the repertoire
played a substantial role in this process, allowing
ample opportunities to reveal future singers’ vocal
and stage talent.

The repertoire policy of the Opera Studio of this
period was carried out taking into account the vocal
capabilities of future artists so that the choice of works
did not harm in any way, but on the contrary, brought
benefits to the singers, developing their stage and vo-
cal skills. Along with the traditional educational op-
era repertoire, the Opera Studio staff has repeatedly
turned to productions of little-known works of Eu-
ropean opera classics. One of the results of this work
was the performance of the opera “Deidamia” by G.
F. Handel, carried out in 1980 with the University
of Music and Theatre (Leipzig); moreover, there were
several innovative projects — “Orpheus and Eury-
dice,” “Chamber No. 6”, “The Wise [Girl],” “Gianni
Schicchi,” in the 1990s and 2000s.
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Osez Tonkoukypa. OnepHa crypia HanionaabHoi my3nyHoi akapemii Ykpainu imeni ITerpa YaiikoBcbkoro.
EranHicTh 3BepuieHb

AHoranis. Y cTaTTi BIATBOpeHO LjiAicHy KapTuHy QyHKuioHyBaHHs OnepHoi cTyail HarlioHaAbHOI Mysu4HOI akapemii YkpaiHu
imeni ITerpa YaitkoBcbkoro Kinus 1940-x — 2000-x pokiB. AiSAbHICTb TBOPYOTO OCEPeAKY PO3TASIAAETBCS i3 ypaXyBaHHSM YHiBep-
CAABHOCTI FIOTO CTaTyCy — 3 OAHOTO OOKY, sIK TPOeCiTHOro My31YHOIO TeaTpy 3 FOTr0 BUAATHMMMU TBOPYMMM MOCTATAMM Ta MOCTA-
HOBKaMU, a 3 iHIIIOT0 — SIK MOTY>KHOI HABYaAbHOI TBOPYOI MalICTePHi, A€ 3AIICHIOETHCsI TpodeciiiHa MArOTOBKa MaifOyTHIX OmepHMX
criBakiB. OKpeMo HaroAouIeHoO Ha Mi>KHapOAHiit ciBrpani OmepHoi cTyAIl 3i CX0XKMMM €BpOMeNiICbKMMY KOAEKTMBAaMU. 30KpeMa, IIpo-
aHaAisoBaHo mocraHoBKy 1980 poky omepy I. ®. Tenaeast «AeiiaaMmis», criabHuil mpoekT KniBcbhKoi pAep)kaBHOI KOHcepBaTopil iMmeHi
IMeTpa YarikoBchKkoro Ta Aeiniircbkoi Buioi MysuyHoi mkoan imeni @eaikca Menpeabcona-baproabai. Cepep 3aBpaHb — OKpecAe-
HO TeHAEHL|il PO3BUTKY penepTyapHOI moAiTuky OTepHOI CTYAIl 3a3Ha4YeHOTO MePioAY, 3'ICOBAHO i AOTIOBHEHO BIAOMOCTi CTOCOBHO il
HAMITOKA30BILIMX eTAaITHUX MOCTAHOBOK.

Karwouosi caosa: Onepra ctyaiss HMAY imeni ITerpa HaiikoBcbKoro, onepa «Aeitpamisi», orepHa TBOPYIiCTb, TOCTAHOBOYHMIA MPO-

11ec, ONepHUIT pexKucep.
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Abstract. The article attempts to understand the legacy of Ivan Karabyts from the perspective of modern piano performance, in par-

ticular his landmark work 24 Preludes for the Piano with comprehensive analyses of the composer’s creative method, specifics of the art-
ist’s stylistic decisions in the field of piano music, interpretive analysis of the piano cycle 24 Preludes..., which will uncover a wide field for
the stage performance of this work and its role in the establishment of the distinctive performance style of Karabyts’ works. That is why cy-
cle 24 Preludes for Piano by Karabyts paints a wide visual and sonic world, which is quite difficult for a pianist to implement. The creative
and individualized approach of the pianist should absorb a wide range of figurative and content saturation, often sharply contrasting. For
the performer, it remains important to implement the author’s concept of the series’ pieces by focusing on three fundamental artistic lay-
ers — folk-musical thinking and folklore genres, stylistic elements of the music of outstanding masters in a retrospective implementation,
some features of those styles that exist and develop in parallel with the so-called serious music (jazz, pop music). In addition, the presence

of such a diverse foundation determines not only the versatile coverage of the genre content open for the prelude but also the ramification

of cross-semantic connections between the parts of the cycle.

Keywords: piano cycle, 24 preludes, Ivan Karabyts, style, concept, performance style.

Formulation of the problem. Ivan Karabyts (1945—
2002) is a remarkable representative of the Borys
Lyatoshinsky school, which traditions became a ma-
jor component of Ukrainian modernist music. Lya-
toshynskyi, the founder of the conflict-dramatic,
conceptual type of symphony in Ukrainian music,
and the master of the orchestral style had a signif-
icant impact on the formation of the creative per-
sonality of Karabyts. A desire for cyclicity, a mul-
tilayered concept, often tragic with dynamic ten-
sion and emotionally explosive are characteristic
features of his works.

A prominent representative of the sixties, Kara-
byts nurtured advanced ideas of composer creativity
in his compositions. The creative novelty of his ideas

was fully achieved in cycle 24 Preludes for Piano. Con-
siderable ingenuity, a bold experiment, and a deep
philosophical and aesthetic subtext, where a pecu-
liarly neoclassical worldview and clearly organized
neoclassical forms intersect and coexist in the space-
time of the stage embodiment are characteristic fea-
tures of the work. This work of Karabyts plays a ma-
jor role in the repertoire of many pianists.

The opportunity to understand Karabyts’s legacy
from the standpoint of modern piano performance
constitutes the relevance of the paper. The study of his
landmark 24 Preludes for Piano with the comprehen-
sive use of analytics about the composer’s creative
method, the distinctive features of the composer’s de-
cisions, and interpretive analysis of 24 Preludes...
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will open a wide field for a deeper understanding
of the significance of this work in establishing Ukrain-
ian miniature of the second half of the 20th century.

The purpose of the paper is to study the figura-
tive, stylistic and performance components of pi-
ano music by Karabyts in the case of 24 Preludes.

Research methodology. The methodological
base of the paper was formed by scientific works,
in which the figure of the composer and style fea-
tures of his piano work were discussed (Olena Be-
rehova, Olena Haluzevska, Galina Iermakova, Oleh
Kopeliuk, Svitlana Miroshnychenko, Igor Savchuk,
Irina Yagodzinskaya).

Presenting main material. Mourning Prelude
by B. Lyatoshinskyi (1920) is one of the first autono-
mous preludes of Ukrainian piano heritage. The piece
remained unknown for a long time and was pub-
lished only 52 years after it was written. The study
of the composer’s archive allows us to conclude that
Mourning Prelude remains the only known piano piece
from the early works of Lyatoshynskyi. It is marked
by an intense quest for a way out of the established
sphere of the classical harmonic vertical and is the last
piano piece from the early period of the compos-
er’'s work. Twenty years after writing the Mourning
Prelude, Lyatoshynskyi returned to the piano prel-
ude, creating Cycle of preludes, (work 38). The piece
marks the beginning of a new period in the evolu-
tion of the composer’s piano and chamber-instru-
mental works (The Second Trio, work. 41, Ukrainian
Quintet, work 42, The Fourth String Quartet, work
43, etc.). This period is marked by the synthesis of in-
ternational classical traditions with the foundations
of Ukrainian folk musical thinking, and the constant
use of the principles of this synthesis.

The genre of the prelude reached its peak in the ar-
tistic quests of Ukrainian composers of the 1960s.
Many of them are students of Boris Lyatoshyn-
skyi’s composition class at the Kyiv State Conserv-
atory. There, The students’ search for their own ex-
pressive systems was encouraged in the field of pi-
ano miniatures, in particular — of preludes. This is
how V. Ilyin, I. Karabyts, H. Lyashenko, Ye. Stank-
ovych and other young Ukrainian composers entered
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musical literature with their first printed attempts
at small-scale piano works.

The lyrical and dreamy “Prelude” by Karabyts is
interesting in terms of expressive content with poet-
ic and improvisational musical material in the sense
of how the musical fabric unfolds. Melodic lines are
actively and rhythmically subjected to chromatiza-
tion, empowered with altered harmoniums of the ter-
tiary structure. The origins of a stylistic idea, which
was later vividly embodied by the composer in his
“Concerto for Piano and Orchestra” No. 2, can be
traced in this piece: music with romantic expres-
sionism and certain features of genre music was re-
interpreted through the newest stylistic determi-
nants of the second half of the 20th century.

However, if a small cycle of piano miniatures,
and in particular the preludes, program and non-pro-
gram pieces of a prelude nature can be found
in the body of works of almost every composer, a large
cycle is a rather rare phenomenon and requires con-
siderable professional experience, because address-
ing 24 preludes requires the artist to play a complex
“game” with a full tonal spectrum, where each time
each “semitone” contributes a new component of in-
ternal and external sensations to the overall integ-
rity of perception.

Karabyts wrote a cycle of 24 preludes in 1976.
By this time, the composer already had experience
in creating large-scale pieces in terms of content
and form of other genres (Concerto for choir, solo-
ists and symphony orchestra, Symphony No. 1. Five
songs about Ukraine, Concerts No. 1 and No. 2 for pi-
ano and orchestra). The first of the six written prel-
udes (I, X VT, I11I, XIX, XXII, XX in the cycle, respec-
tively) encouraged the author to continue the work
and combine the pieces in the sequence of the quar-
to-fifth circle. Karabyts does not display key signs
anywhere (the only exception is the Prelude in G mi-
nor). The pieces of the cycle contain rather hints
of tonality: the complexity of the harmonic move-
ment and the sophistication of the vertical com-
binations hide the tonal foundations, but this ne-
gates the tonal constancy present in the nodal mo-
ments of the forms. Preludes, covering the range
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from laconic micro-miniatures (V) to rather elab-
orate pieces (XIV, XXI, etc.), are carried out main-
ly in three- and two-part reprise and form-creating
formulas and in the form of a period.

In 24 preludes... Karabyts conveys the dynamics
of the hero’s existence and uses almost the entire Eu-
ropean stylistic legacy not only of the 20th centu-
ry but also stylistic signs and allusions of the poly-
phonic, classical, romantic way of arranging the mu-
sical fabric. At the same time, the cycle combines col-
ourful musical and psychological gradations, united
as a whole, which is subject to development from sim-
ple to complex, from obvious to imaginary. The fig-
urative saturation emphasizes the stylistic reincar-
nations of the overall image. Namely, the stylistic in-
teraction (stylistic layering, stylistic play) constitutes
the drama of the cycle, and its psychologism and es-
tablishes the main idea woven from “...eternal contra-
dictions — the perception of oneself and the “unrea-
sonable” world, the introverted existential dissonance
of the “I” as an attempt to survive, without making
any giving into the fierce environment and as a re-
sult — the impossibility of any changes in the foun-
dations of eternal Chaos” [5, p. 127].

In general, the imagery content of the cycle can
be divided into several areas of image transforma-
tion. The first includes Preludes I, IX, XV, and XXII.
We can see the transformation of the spiritual
and transcendent imaginative state. In this group
of preludes, the hero lives in his own world of futile
dreams and hopes. Preludes III, VII, XIV, and XVI
represent the conflict between the hero and the world.
Here, polyphonic stylistic techniques depict the strug-
gle to know oneself. The third figurative and trans-
formational block united XII and XVIII preludes.
The choice of these stylistic models is not random —
the figure of Shostakovich is too tragic, and using
the passacaglia provides an opportunity to saturate
the figurative field with mournful features.

The fourth group combined Preludes IV, V, X, XIII,
XVIL XIX and XXI. This “clump” of preludes repre-
sents the master’s faith in the victory of eternal val-
ues. The composer’s choice of harmonic means to re-
veal eternal existential characteristics is an attempt

ZHANG HAN

to reproduce the eternal belief in the triumph
of the beautiful. But obviously the most extensive,
figuratively convex and multifaceted subject to in-
tensive development is the fifth block. Represented
by Preludes II, VI, VIII, XI, XX, XXIII, and XXI it
is transformed in the most significant way during
the development process — from the changeable,
capricious, dialogical in Prelude II to an enchant-
ing performance, hypertrophied brilliance in Prel-
ude XXIV which serves as an epilogue.

The embodiment of genre models takes place “...
as if concealed — we can judge certain genre bor-
rowings from the author’s “hints”. A characteristic
feature is that the composer can concentrate several
genre models or, at least, references to them in a min-
iature” [5, p. 130]. Thanks to this, the composer sig-
nificantly diversifies the figurative and meaningful
context of the cycle — there are elegiac contempla-
tion and violent drama, household scenes and deep
psychological sketches. The composer used an ex-
tremely wide palette of musical allusions and in-
tentions: starting with baroque forms, through pop
to artistic portraits of great composers. The compos-
er created a full-scale colouristic “show-extravagan-
za” in which the process of crystallization of the main
idea — the reproduction of the rhythm of existence, its
stylistic space-time — takes place in a tense dynam-
ic setting. On the one hand, the reflection of artistic
personalities who were the idols of the composer —
Shostakovich, Bartok, Stravinsky, etc., on the oth-
er hand — the stylistic and genre principles, typi-
cal to the artistic discourse of the 20" century —
impressionism, expressionism, neoclassicism, etc.

The music of Karabyts is an important part
of the Ukrainian repertoire for many pianists. For dec-
ades it has been successfully performed at many con-
cert venues. A characteristic feature of the inter-
pretation of Karabyts music is its ability to change
over time. Depending on the historical and cultural
context, it acquires new qualities and relevant fea-
tures here and now. With regard to the stage version
of 24 Preludes for Piano, we should note that the ex-
tremely colourful content of this cycle requires from
a performer an exquisite pianistic feeling as if he
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was a co-creator of the piece along with the author.
Let’s try to comment on the nature of the perfor-
mance of this complex (in terms of technique and ex-
pression) work from the standpoint of distinct fea-
tures of the idea implementation.

The cycle opens with a lyrical improvisation with
alight melodic chant. The pianist should exaggerate
the progress of the imitative-polyphonic unfolding,
which takes place against the backdrop of verticals
of a predominantly tertiary structure. This will make
it possible to reproduce the features of the stylistic
manner of the cycle based on the imitation-poly-
phonic deployment. In Prelude II, the idea of perfor-
mance is focused on the disclosure of genre trans-
formations and the display of their characteristic
features (performer-composer modulation-appeal
to caprice). The nature and ultimate goal of the pia-
nist’s modulation seem to be exacerbated by the ex-
quisitely emphasized breaks of the melodic line with
throws, and parallel tonal shifts, which create (along
with the register range of the presentation) a certain
capriciousness of the musical image.

Genre modulation is a reference point for the pia-
nist in the X Prelude. Structurally, this can be traced
to the alternation of ascetic-majestic chorale mu-
sic and duma recitation, which arises as a contin-
uation of the primary epic thesis. And if at the be-
ginning and the end of the prelude the recitative
supports and develops the narrative, then in the ca-
denza the performer seems to expand its functions.
Here, on the one hand, it reproduces the peculiarity
of the instrumental accompaniment of duma (rep-
etition of plucking a string), and on the other hand,
the recitation is saturated with the pathetic intona-
tion of the human voice, including interval connec-
tions that were not used in the practice of kobzar art.

Exacerbation of the techniques of register-col-
ouristic reverberation of the ostinato figure is used
in the interpretation of Prelude XIV. The difference
is that the materialized (rather than phonic) respons-
es of distant registers in the parts of imitative-poly-
phonic writing create a long presence in a single sonic
world born from the static of a contemplative mood.
The play ends with a kind of concise connotation
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of fragments from this sound world, having previ-
ously gone through the sphere of the dramatic trans-
formation of imagery.

Sharpened ostinatos envelop the next prelude
as well. The pianist pays attention to the polyphon-
ic framing of the theme in the interpretation, using
this element of the author’s construction as a uni-
fying formative element. The performer’s attention
to the strict simplicity of ancient chanting defines
the artistic character, revealing itself in the structure
of the melody (repetition of sounds, second-to-second
relations of development, narrow range). In the fur-
ther unfolding of the interpretation, the textural pres-
entation transforms from sparse and transparent
into a massive one, changing the image into a branch
of bell-beat symbolism.

In Prelude V, the pianist’s attention should be di-
rected to an improvisational, uncompressed linear
intonation development, reminiscent of Bach’s move-
ment organization. However, the movement itself
(with the distribution of hand parts in one line) takes
place in a completely different intonation environ-
ment, typical of modern musical thinking. Another
“Bachian retrospection” — in Prelude X1I, in the per-
formance field should resemble a kind of reflection-im-
provisation with features of variation on the ostina-
to figure of the bass voice.

Features of Scriabin’s worldview are reproduced
in Prelude XVI. Intonational expressiveness is re-
vealed in the rhythmic imitation of two figuratively
developed and independent melodic voices. The be-
ginning of the piece — a conscious appeal to Scria-
bin’s model, which is quite clearly shown in the pi-
ano version — naturally leads to the second theme.
Here, the intonation structure of the melody, laid out
in thirds against the backdrop of the figured accom-
paniment, creates an even greater resemblance with
the emotional sublimity of Scriabin’s images, which
are so close to the performance manner of the pianist.

The author’s textural design of the melody of this
theme, which the pianist can only sharpen using
Liszt’s techniques of sound production, serves
as the foundation for the harmonic movement both
in the same type verticals and in those complicated
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by intervals. It enters into close interaction with
the quarto-fifth harmonic foundations (Preludes
X, XIX), texturally designs the main themes, their
elements (Prelude XIII) and auxiliary melodic lines
(IX prelude, etc.), accompaniment formulas in differ-
ent horizontal layers of the texture (Preludes XIX,
XXIII), is used when applying certain technique ap-
proaches (figurative passage — Prelude III; scale-like
movement of double thirds and chords with a third —
Prelude IX; rehearsed chords — Preludes XIV, XXI).

Returning to the group of preludes of the retro-
spective-stylistic plan, it should be said that the lev-
el of retrospection can be both close and distant.
Everything depends on how convincingly this or that
performance setup can be performed, according
to the author’s comments. Prelude XVIII is indic-
ative in this context. In the content and character
of the pianist’s interpretation, one can catch only
contour and mediated connections with the figura-
tive and emotional world reflected in the first part
of the Fantasy Sonata in C-sharp minor, Op. 27, No.
2 by L. Beethoven. After all, in this work, the theme
in low and high registers, and the repetition of in-
tervals are used as essential elements of the musical
language. However, these repetitions are veiled, they
create a line of undertones cementing intonational-
ly refined phrases in the upward movement of me-
lodic figuration with a third structure.

Prelude VI is a grotesque dramatized march.
The pianist deliberately exaggerates the intention
of Karabyts, who seems to be inheriting the devel-
opment of that area of the genre, which in Ukrainian
music was first addressed by Lyatoshynskyi in Mourn-
ing Prelude. In Prelude VII, the pianist conscious-
ly emphasizes typical spheres of general stylistic in-
tonation — which is typical for jazz and pop mu-
sic. It is displayed in combination with the previous
one, this time in a reminiscence of the general char-
acter with Etude op. 25, No. 7 by Frederic Chopin.
The retrospection of Chopin’s masterpiece can be
traced in the presence of a theme similar in contour
to the movement, a narrative-singing, in its place-
ment in the “cello” register, the chordal accompa-
niment of the right-hand part. At the same time,
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the features of the jazz-stylistic plan are introduced
into the melody (as well as into individual fragments
of harmonic compounds) quite prominently (grace
notes), chromatic decoration on weak parts, pro-
longation of the last sound in the trill). The form
of the play is divided into two scale-like improvisa-
tions, which play the role of impulses for the next
unfolding of the music, a novelistic ballad of artis-
tic content.

From this prelude, two directions of semantic
arcs between the parts of the cycle seem to diverge.
The narrative determines the novelistic nature of Prel-
udes IX and XV, which in these pieces should grad-
ually transform into a pathetic and sensual effect.
As for the third general stylistic landmark, its pres-
ence can already be traced in Prelude VIII. The be-
ginning of the play does not foresee such an intru-
sion. The pianist seems to intensify the humorous
colouring of the image, which is perceived in an or-
dinary way (outside the sphere of jazz music). Only
the rhythm and intonation figure exposes another
stylistic reference point and closes the characteris-
tic of the material on it. After that, the stylistic na-
ture of the bass ostinato becomes clear.

Subsequently, the imitation of jazz music tech-
niques in a rather veiled form is interspersed in Prel-
ude XXIV— an unfolding piece of dynamic and in-
vading character. The stylistic elements of pop mu-
sic and jazz, which are used by the pianist as one
of the main performance techniques, appear more
openly in Prelude XXI.

In Prelude XIII, the pianist inventively plays
everyday life in the intonations of the waltz pop-
ular in households. The humorous nature of Prel-
ude XXIII is in many respects consonant with
the setting and solution of similar tasks in the mu-
sic of Sergey Prokofiev and Dmitri Shostakovich (la-
conic texture, unexpected in the intonation-interval
structure of the theme, with sharp verticals as a re-
sult of the free deployment of voices, combination
of constancy and changeability of the metro-rhythm).
The similarity in the constructions of these plays is
caused by the fact that the humorous element dom-
inates only in the extreme sections of the three-part
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form. At the same time, the semantic and genre char-
acteristics of the contrasting middle sections turn
out to be different in this interpretation. In one case
(Prelude XXIII), the pianist interprets it as an or-
chestral chorale.

Preludes XI and XIX directly adjoin the sphere
of humorous content. The pianist enhances their ec-
centric imagery. By the way, the development of such
characters in music is not an isolated phenomenon.
It has repeatedly attracted the attention of compos-
ers both in the past and present, taking, in particu-
lar, its place in the series of piano preludes by Claud
Debussy and Shostakovich. Continuing this tradi-
tion Karabyts takes into account the normative cri-
teria necessary for the creation of an eccentric genre:
alogism in the reflection of the character’s actions,
resulting from different and unexpected juxtaposi-
tions of his behaviour. Movement in these pieces be-
comes a factor that cements the contrast of the un-
folding of images.

In Prelude X1V, eccentricity is tinged with irony,
which clearly manifests itself in the material of differ-
ent textural presentations: both in scale-like passages
and throws against the backdrop of an intermittent
ostinato in the middle section, and in the flickering
of short flashes in the extreme sections of the form.
In Prelude XI, the performer enhances the features
of the eccentric accompaniment of pop and cir-
cus numbers. Humour and eccentricity are inher-
ent to a certain extent in the content of Preludes
XVII and XX. Sharply changing sporadic elements
in the pianist’s interpretation play a significant role
in creating artistic imagery. In the first case, it is
of a fanfare-joyful character, based on the tarantel-
la, and in the other case, it is rapid and fiery, alter-
nating with features of exquisitely mysterious colour.

Conclusions. The interpretation of the cycle
24 Preludes for Piano potentially contains a large

2022, Bunyck BiciMHaOysmMuLL

number of options for its performance. It is the dif-
ferences in the performance interpretation that de-
termine the originality and uniqueness of the inter-
pretation. At the final stage of working on a piece
of music, the performer already has a clear and de-
fined view of the piece as a whole and partially has
formed a personal attitude towards it, the dramatic
contours of the interpretation are outlined.

That is why cycle 24 Preludes for Piano by Kara-
byts paints a wide visual and sonic world, which is
quite difficult for a pianist to implement. The creative
and individualized approach of the pianist should ab-
sorb a wide range of figurative and content saturation,
often sharply contrasting: feelings of joy and sadness,
lyrical urges and focused thoughts, fragility and ca-
priciousness, gentleness and sophistication, soft con-
templation of sensory and emotional states, humour
and eccentricities, as well as epic-narrative, dramat-
ic and colouristic refraction of life.

For the performer, it remains important to im-
plement the author’s concept of the series’ pieces
by focusing on three fundamental artistic layers —
folk-musical thinking and folklore genres, stylis-
tic elements of the music of outstanding masters
in a retrospective implementation, some features
of those styles that exist and develop in parallel
with the so-called serious music (jazz, pop music).
In addition, the presence of such a diverse foun-
dation determines not only the versatile coverage
of the genre content open for the prelude but also
the ramification of cross-semantic connections be-
tween the parts of the cycle. If the focus on the first
two layers is an original continuation of the direc-
tions traditional for Ukrainian music in the devel-
opment of the prelude genre, then the introduction
of the third layer into the cycle appears to be a rel-
atively new trend, which can be traced at the cur-
rent stage of the evolution of some genres.
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Uncan Xanv. OCoOGANBOCTI BUKOHABCHKOI CTHAICTHKY BUKAY IBana Kapa6uus
«24 npeAroAii Aast popreniano»

Amnorania. CrarTs € cipo600 0OCMUCAEHHS 3 TTO3MLiI Cy4acHOro ¢popreniaHHOro BUKOHABCTBa craplyuuu IBaHa Kapabus, 30-
KpeMa J10ro 3HaKOBOT'O TBOPY «24 MpPeAIOAil AAsT GpopTemniaHO» i3 KOMIIAEKCHUM 3aAy4YeHHSIM aHAAITUKM PO TBOPYMII METOA KOMIIO-
31UTOpA, Ccrelniky CTUABOBUX BUpillleHb MUTLSI HA HUBI GOpTemiaHHOT MY3UKM, IHTEPIPETALIiIHOTO aHaAi3y GOPTeNniaHHOTO LIMKAY
«24 TIpeAIOAii», IO BIAKPUE MIMPOKE MOAE AAS CLIEHIYHOTO BTiA€HHS L{bOr0 TBOPYOTO AOPOOKY i 10r0 poAi y piuniii GopmMyBaHHS T. 3B.
BUKOHaBCbKOTO CTUAIO $OpTeniaHHOI TBOPYOCTi YKPATHCHKOr0 MUTLSL. Y LIMKAI 3MaAbOBAHO IIMPOKMIT 00pasHO-3BYKOBMII CBIT, AOBOAL
CKAAAHMIT AASL TTiaHICTUYHOTO BTiAeHH:. TBOpYO-iHAMBIAYaAi3OBaHMII MTiAXIA MiaHICTaA y IPOYMTAHHI TBOPY MOBMHEH YBiOpaTH MmMpo-
KMIT CHIEKTP 0OPasHO-3MICTOBOrO HACMYEHHsI, YaCTO Pi3KO KOHTPACTHOrO. AAsl BUKOHABLSI BOKAMBUM AMIIAETHCS BTiACHHS aBTOP-
CbKOI Opi€HTaLl IT'eC LMKAY 32 TPhOMA OCHOBOIIOAOKHUMM XYAOXKHIMM TAQCTaMM — HapOAHO-My3M4He MUCAEHHS Ta POABKAOPHA
SKaHPOBICTD, CTMAICTUYHI €AeMEHTH MY3MKU BUAAQTHUX MAICTPIiB Y PETPOCIIEKTUBHOMY BTiA€HHI, A€sIKi 0COOAMBOCTI TUX CTMAIB, IO
iCHYIOTb Ta PO3BMBAIOTbCS MIAPAAEABHO 3 TaK 3BAHOIO CEPITO3HOI0 MY3MKOIO (AXKas, MONMy3uka). HasBHICTb TaKoro pisHOIAQHOBOTO
dyHAAMEHTY 3yMOBAIOE He TiAbKM Pi3HOOiUHe OXOMAEHHS MOKAUBOI AASI TIPEAIOAT cepy KaHPOBOTO 3MICTY, a i1 pO3raAy>KeHICTb Ie-
PeXpecHO-CMUCAOBHUX 3B sI3KiB MiXK YaCTMHAMM LIUKAY.

Karouosi crosa: dopremiaHHMl LUKA, 24 ipearoAil, IBaH Kapabuiib, CTMAb, KOHLIEILlisl, BUKOHABCbKA CTUAICTMKA.
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Abstract. The article considers the features of artistic and imaginative thinking of Bohdana Filts (1932-2021) in the vocal cham-

ber work of late-life creativity. The author highlights the performing features of the solos chosen for analysis based on poetic texts by L.

Ukrainka, I. Franko, L. Kostenko, and H. Kanych. An attentive and careful attitude to the requirements of performing practice, skilful use

of all the possibilities of the voice, and its timbre-expressive palette are prominent in Filts’s solos. The composer masterfully creates the

piano accompaniment’s part, which always plays an essential figurative and semantic role. In the analyzed works of the late-life period,

there is a direct connection with the vocal chamber compositions of earlier stages of the artist’s work through the ideological and aesthet-

ic orientation of the idea, features of intonation thinking of the composer, her harmonic language, and unique style of vocal writing with

characteristic genre preferences.

Keywords: solo singing, romance, Bohdana Filts, vocal chamber work, late-life creativity, performing aspect.

Problem statement. As you know, Bohdana Filts
worked in the vocal music field. Her thoughtful at-
titude to the synthesis of words and music, the de-
sire to penetrate the essence of poetic images, her
neo-romantic manner of expression, and extraordi-
nary intonation attractiveness contributed to the wide
popularity of vocal compositions of the artist among
singers and connoisseurs of vocal art. The analy-
sis of the artistic and expressive content of her in-
strumental chamber works of late-life creativity
and the features of their performing implementa-
tion make up the relevance of this article.

Analysis of recent sources and publications.
V. Bielikova [3; 4], M. Zahaikevych [6; 7], V. Kuzyk [8; 9]
studied the genre and species field of B. Filts’s com-
positional heritage, whereas V. Antoniuk [1; 2] out-
lined the performing features of Ukrainian vocal
chamber music.

The tasks of the work include:

— to analyze the artistic and expressive compo-
nents of B. Filts’s vocal chamber creativity of the late-
life period;

— to outline the vocal and performing features
of the composer’s solos.

Main part. The figurative and thematic range
of chamber and vocal works is indicative, which ex-
presses the main aesthetic inclinations of the compos-
er and covers such her favorite topics as the spiritual
life of the Ukrainian people and their tragic histo-
ry, romantic admiration for the nature of their na-
tive land, philosophical reflections on the mean-
ing of human existence, the eternal theme of love.
At the same time, the dominant place is occupied
by poems with great lyrical potential, distinguished
by their philosophic nature, combining the purely
personal with the universal, humanistic principle.
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In the late period of her work, Filts wrote solo songs
based on poetic texts of Ukrainian classical and con-
temporary poets. The article will analyze romances
of the late-life period based on poems by L. Ukrain-
ka, I. Franko, L. Kostenko, and H. Kanych.

“There are little green ravines,” text by L. Ukrain-
ka (2004)

The poetess uses the understated forms of words
(green, tiny, little ravines, paths, ribbons, river)
as an attempt to look at the world through chil-
dren’s eyes. They seem to express a woman’s de-
sire to return to that great state of childhood, when
you can admire the surrounding life, not yet know-
ing about its indispensable other, dark side — pain
and suffering, injustice, serious illnesses, fear of be-
ing deprived of your freedom and Homeland. There-
fore, the solo singing “There are little green ravines”
is full of a bright, even playful mood, combined with
the simplicity and spontaneity of the musical ex-
pression. From the very beginning, this is declared
in the moderately lively tempo of the work — Alle-
gretto, its four-pole size (except for a few bars), equal
to the rhythmic pulsation of the vocal part mainly
by the eighth three shafts. A small piano introduc-
tion sets the dancing character of the solo. The sim-
ple diatonic melody of the first part of this solo con-
sists of small singing songs of a dance nature. The vo-
cal part begins with an upward quarter jump (D-T),
which, by the way, is very characteristic of singing
in folk songs, especially when there are exclamations

” «

like “hey,” “ouch,” or, as in our case, “there.”

To create a coloristic effect, the composer uses,
from time to time, the technique of adding tones
to the chords of the accompaniment (for example,
a tonic chord with the addition of sexta — gis). How-
ever, the accompaniment acquires a particular “pro-
gram” imagery when the poetic text refers to a river.
So the first holding on to the words “the river flows,
tearing the bank...” is indicated by increasing the tem-
po (Allegro). After the phrase “...over down the hills”,
the piano accompaniment is scattered with an as-
cending sparkling chromatic arpeggiated movement
of the sixteenth durations (accompanied by the poco
a poco stringendo label). After such an instrumental
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connection, the conditional second part of the song
opens with a repetition of the poetic refrain, “There
are little green ravines.” From time to time, “inter-
rupting” the dance accompaniment of the chorus, pi-
ano passages from the final construction of the first
part accompany the vocal part, depicting the riv-
er’s playful flow, and acting as an instrumental com-
pletion of the work.

The second part, designed in the key of G-dur, is
the culminating zone of the solo, reflected by a sig-
nificant increase in dynamics (ff), an octave jump
in the soloist’s part, a short stop in the piano accom-
paniment, and a smooth descending chant in the vo-
cal part. Interesting from the point of view of the har-
mony used is the completion of the solo. The chord
of a double dominant in the piano accompaniment,
against which the climactic chant of the vocal part
sounds, allegedly requires a sequence of cadence,
dominant, and tonic. However, instead of a solution
in G-dur, there is a contradiction in the classical can-
ons of a key in C-dur, symbolizing internal expan-
sion. The dynamics of the accompaniment at this
time sharply decrease to pianissimo.

The final descending chant in the vocal part (lo-
cated as the tessitura below the first one) reach-
es the g tonic sound. However, the piano accom-
paniment does not stop, and its rapid upward
movement, expressed in the mentioned Lydian
fret, symbolizes the unstoppable flow of annual
waters. The intonation-fret simplicity of the vocal
melody, the relatively moderate theme, and rea-
sonably convenient tessitura conditions indicate
the possibility of using this work at the singer’s in-
itial state of preparation and training. This so-
lo’s light figurative, and thematic mood allows
the student to concentrate on reproducing its vo-
cal and technical features. Separately, we consid-
er it necessary to note the predominant dynamic
nuance of this work — mf, which provides mixed
voice formation. According to V. Antoniuk, “mf
should prevail, especially at the first stage of vo-
cal training, based on the fact that mf is a rela-
tive concept for different voices, so the strength
of the voice should be measured with the individual
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capabilities of the Student” [1, p. 25]. At the same
time, the apparent ease of singing “There are little
green ravines” hides some difficulties. It is neces-
sary to warn the novice singer against involuntary
“jumping” along with the accompaniment, which
by beating off the dance rhythm, can easily provoke
the student to such actions. The sound should be
open and light but not lose its vocal, singing basis.

“Hello to you, my faithful friend grove” text
by I. Franko (2006)

Based on Ivan Franko’s lyrics, this solo inrrmurri
is like a thematic continuation of the previous work.
Just like L. Ukrainka, the artist appeals to his native
space. However, in contrast to the previous poet-
ic source, Frank’s hero is set up for a dialogue with
his “loyal friend.” He greets grove as if after a long
separation. Remembering the young years, the hero
in his thoughts seems to return to the young years.
His words and thoughts are full of deep gratitude
for nature. It was the grove to which he could en-
trust his pains and experiences, and in its seclud-
ed glades, he “lost his sadness.” Romantic admira-
tion for the beauty of the native land in its subtext
contains the same contrast between the ideal world
of nature and the imperfect, sometimes alienated,
world of people.

In solo singing, B. Filts tried to create a multi-facet-
ed image that impressed the listeners with its bright-
ness and insight. The romance begins with a piano
introduction, where the soft arpeggiated chords, laid
out in a three-meter meter, symbolize the power
and peace of the majestic grove. The background
sound of a small Minor quintessential chord is in-
credibly colorful. The melody of the piano introduc-
tion intonationally “prepares” the soloist’s opening.

The broad, free melodic vocal line of the first part
of the solo song “Hello to you, my faithful friend
grove...” is in a moderate tempo, defined by the com-
poser (Moderato espressivo). The vocal line combines
folk-song intonations with refined turns of a typi-
cally romantic style: the theme begins with a call-
ing quart, but in its development, it passes to a soft
lyrical chanting of the supporting stages of the sys-
tem. Frequent meter changes, a complex dotted

ZHANG ZIJING

rhythmic pattern of the vocal part, often interrupted
by short eighth pauses, ascending and descending
sextes, and quarter jumps in the melody, give the so-
loist’s part a trembling, excited character of enjoy-
ing an idyllic picture of nature, the figurative em-
bodiment of which is deepened by piano accompa-
niment. The textured part of the piano is presented
in the form of a harmonic accompaniment, tradi-
tional for the romance style of B. Filts. The compos-
er embodies the majestic image of the grove with
the help of harmonic constructs. Using “soft” pl-
ugin transitions from Major to Minor and vice ver-
sa (G-dur — h-moll — a-moll — G-dur), Filts de-
picts an ideal picture of nature.

The second part of the solo singing, “In your mead-
ows...” (Dolce misterioso teneramente), is associated
with the hero’s reflections on the past. A state of em-
barrassment replaces the trembling mood of the vo-
cal part and anxiety, reflected in the gusty melodic
line and its improvisational intonation presentation.
Short, restless intonation turns, outlined by “anxious”
sixteenth and eighth durations, alternate with long
healed notes. The accompaniment part is no longer
opposed to the hero, but on the contrary, it strength-
ens his restless state. First, this is reflected in the har-
monic content of the usual piano accompaniment —
dissonant consonances of the non-tertiary structure,
disturbing “flickering” of several quarts in the pres-
entation of the sixteenth, split tones (for example, si-
multaneous sound in the vertical ¢ and cis).

The next episode, “In your smells, as if in para-
dise, a young mind was inspired,” is perceived as en-
lightened memories, full of warmth and inspiration,
memories of the first steps to discovering the beau-
tiful world of poetry. At its beginning, the vocal
part retains the last part’s characteristic rhythmic
and intonation features. There is a hint of imagery
in the improvisational nature of the melody. Despite
this, the accompaniment is already clearly palpable,
belonging to ¢-dur. The piano accompaniment has
lost the vertical’s sharp textured density and has
become more transparent. Laid out by the disturb-
ing sixteenth, it no longer has the discordant sound
of the beginning.
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The following change in mood of the solo is preced-
ed by avocal stop, “.in paradise”, accompanied by a Mi-
nor sound of accompaniment, fading on a small Minor
seventh chord with its inherent transparent sound,
dreamy imagery, and fervent dance rhythm of piano
accompaniment. Subsequently, the piano part returns
to the world of lyrical contemplation (as at the be-
ginning of the work). Musical development is char-
acterized by slowing down and weakening dynam-
ics — the hero again plunges into the natural world,
and his thoughts seem balanced. Along with the ac-
companiment, the melodic line of the vocal part
transforms intonationally: instead of the ascend-
ing invocation quart of the first Part (d—g), the con-
templative Quints (g—d) appear. The end of the vo-
cal part on the fifth tone of G-dur (d), accompanied
by a tonic seventh chord in piano accompaniment,
gives the sound a contemplative character.

Behind the beauty and expressiveness of the
song’s musical expression, there are, however, cor-
responding difficulties in its performance. First, this
is a developed vocal part in a tessitura way, a varia-
ble melody complicated by a characteristic rhythmic
pattern. Frequent changes in the meter, dynamics,
subtle tempo nuances, and constant complex lado-
tonal reincarnations form the basis for embodying
the diverse imagery of the work. Performing the sec-
ond part of the romance requires the singer to have
the skills of pure intonation because both harmon-
ic and textured accompaniment does not “support”
the vocal part. Clearly defined dynamic shades (from
pp to f) and regular size changes require experi-
ence and considerable skill in performing such tasks.
In tessitura, understanding the vocal part is quite
convenient. However, creating a vivid image of this
work, based on the reproduction of all its musical
and expressive components, requires a thoughtful
re-reading of the lyrical text of the romance. Com-
pared to the previous romance based on the words
of L. Ukrainka, this work requires considerable vocal
skills from the performer. Therefore, it is advisable
to include it in the educational repertoire of an al-
ready well-trained student with experience in con-
cert performance.

2022, Bunyck BiciMHaOysmMuLL

“In Przemysl, where Sian is flowing” by I. Franko
(2006)

B. Filts repeatedly turned to the romantically in-
spired poetic images of I. Franko and his intimate
lyrics. The singing of Frank’s poetic stanzas became
Filts’s peculiarity, the affirmation of her composition-
al style. The dominant parts of her style were broad
melodicism, frankness and spontaneity of expression,
and skilful dynamization of musical development.

This is a continuation of the composer’s work
in the genre of lyrical romance, dedicated to the eternal
theme of love. The indicative melodic line of the vocal
part — “In Przemysl, where Siang is flowing” (Mod-
erato) — has its drama of development: a typically
romantic sextus with filling, further motivational se-
quential growth, and a climactic accent (emphasis
on the word “Siang floats...”) and a dynamic and dra-
matic decline built on vibrational intonations. There
is no reprise of this intonation material in the vo-
cal part of the romance, but its climax will be held
in an instrumental ending at the end of the work.

Instrumental accompaniment, as in other migcda
chamber compositions by B. Filts, which we have con-
sidered, does not have a tonic mouth at the begin-
ning, starting with the harmonies of the subdominant
sphere. Its further development leads to a dominant
triad in the main key of the work — g-moll, followed
by a solution to the tonic triad at the time of the intro-
duction of the vocal part. Already the first two bars
of the piano accompaniment contain a characteris-
tic rhythm formula that permeates almost the en-
tire texture of the accompaniment — the continuous
movement of a rapid river, embodied in the overflows
of the sixteenth durations. It is prominent that there
are no clear boundaries between the first and second
development sections. It may be since when the vo-
cal part reaches its confident completion on the ton-
ic (g), the movement and development of the musi-
cal material of the piano accompaniment don’t stop
but continues to move in the direction of harmonic
complication and dynamic growth.

The second section of the work (repetition
of the lines “where Siang is flowing...”) is marked
by the “sudden” appearance of the Major sphere
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B-dur on the harmonies of which further musical
development is built. These shifts are primarily due
to the gradual dramatization of the poetic image.
Against the background of slowing down the tempo
(Meno mosso), the melodic line of the vocal part is
“I'was standing on the bridge in heavy thought...” it los-
es its hum: a pulsating “nervous” dotted rhythmic pat-
tern. These short durations are constantly interrupt-
ed by pauses, giving the intonation of the humming
melody a certain declamation. The variety of disso-
nant harmonic plexuses of the piano accompaniment,
the descending chromatic movement of the bass —
all this enhances the reproduction of the dramatic
characteristics of the lyrical Hero, which is transmit-
ted in the instrumental bundle to the third section
of the work through the sequence of dissonant con-
sonances in the descending chromatic movement al-
ready in both layers of the piano texture of the chord
presentation.

The melodic line of the vocal part of the third
and final section (Tempo I dolce) is “I was thinking
about you...”- also has its dramatic development.
The cantilevered type of melody returns, which,
against the background of a powerful harmonic de-
velopment of the accompaniment, together with
the jump of the sounds of a reduced seventh chord
to the highest sound of the vocal part (es), reaches
the extreme point of dramatic tension. In this rise,
you can see all the pain of lost love. The downward
movement of the final phrases of the vocal part, “ap-
peared, smiled and disappeared...” is full of the mood
of doom and as if accompanied by the constant and in-
different flow of time, reproduced by piano accom-
paniment, which completes the tragic monologue.

Performing this piece requires the vocalist to have
the mobility of the vocal apparatus (short durations).
The second development section of the romance has
some intonation difficulties, where the piano accompa-
niment is saturated with complex altered harmonies.

“Not the time passes...”, text by L. Kostenko (2002)

The authors’ philosophical reflections on the fluidi-
ty of human life reflect the general nature of the mod-
ern passage of time. Every person, for L. Kostenko,
is a macrocosm of the human world, whereas our
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thoughts and feelings are full of desire for the infinite
and grandiose. That desire corresponds to the scale
of the movements of the human soul. Admiring
the world around you, enjoying communicating with
people, and moving towards fate with an open heart is
confirmed in the musical interpretation of this poetry.

The vocal introduction is preceded by “empty”
bass fifths of the piano accompaniment, symboliz-
ing a stop, a sense of timelessness. “Let urgent mat-
ters wait...” (Moderato espressivo) — this chant with
an uncharacteristic dissonant, unstable movement
in quarters (h—e—a) sounds in a Minor. The piano
accompaniment, which reproduces the rolling hutsul
playing, contrasts with the initial chant and seems
to prepare the appearance of another intonation sphere
in the vocal part — a light, close to the folk Major
melody. Even before the beginning of the middle sec-
tion of the work, the vocal part has a characteristic
intonation of the fluctuation of thirds in the stan-
za “Not the time passes...”, which will later become
crucial for reproducing the image of the continuous
and inexorable movement of time.

A sharp change in the texture of the piano accom-
paniment (chord composition), “indifferent” Quin-
tas in nature, acceleration of tempo (Piu mosso. Al-
legretto), and a dissonant harmonic sound is intro-
duced into the figurative sphere of the middle sec-
tion. All means of expression are involved in repro-
ducing non-stop movement. Further, the texture is
dramatized by the octave unison of bass, a signifi-
cant increase in dynamics (ff), and a general increase
in the scale of presentation in conditions of slowing
down the tempo (Meno mosso. Pesante).

Deeply philosophical from the point of view of mu-
sical interpretation, the composer of a poetic text is
areprise of this solo. After all, in the last lines, L. Ko-
stenko is increasingly immersed in thoughts about
the inevitability of fate, the finiteness of human life,
and the incredible power of time over everything
in this world. However, B. Filts fills the reprise with
the light of hope and faith, where the bright hut-
sul intonations of the accompaniment seem to light
up the sad, poetic motifs in which the opening lines
of the solo song are heard: “... I'll see enough of the sun
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and the grass...”. Again there is a return to the quiet
sound in the last bars of the work of empty as if doomed
Quintas.

This romance’s complex psychological figurative
content doesn’t require the singer’s concert and per-
formance practice, the ability to convey a deep emo-
tional state, or the most subtle nuances. Complex
dynamics, constant changes in the meter, rhythmic
and agogic complexity of the vocal melody, and com-
plex harmonies require high-performance skills.

“Heron songs,” text by H. Kanych (2007)

The poetic story about the free flight of a beau-
tiful bird, about the spills of its magical songs, em-
bodies not only the beauty of his native land but also
the image of a person in love with his native land.
The solo song “Heron songs” is based on the melo-
dy of the song composition. Due to its songfulness,
the figurative specifics of poetic lines are signifi-
cantly sharpened.

The first part of the solo (Andante cantabile) is
designed in the key of A-dur. The composer goes “be-
yond” triads, using complex seventh chords, ninth
chords, and chords while adding other tones. So,
a tonic ninth chord is already used in a small instru-
mental introduction. The middle part of the solo (Es-
pressivo) is marked by the cancellation of key char-
acters and a change of Key (a-moll). Further, poet-
ic stanzas are accompanied by characteristic con-
sonances of the non—tertiary structure in the piano
Part (d—e—f-a-h), in the arpeggiated iridescences
of which a voice is heard (“the purring of cranes”).
A reverse descending chain of seventh chords leads
to the middle part’s key (a-moll).

The meter rhythmic conditions for presenting
musical material also change along with fret chang-
es. Shredded size-for the next ten bars, there is an al-
ternation of 6/8 and 3/8.this episode is “in each voice
of the Earth...” it is developmental, both in harmon-
ic and textured, meter rhythmic terms. The develop-
ment is based on transformations in the harmonic
sphere: tonal comparisons — elliptical turns of Mi-
nor Major seventh chords without resolution (as op-
posed to the previous smooth transition from one key
to another), chordal triads s-moll, and C-dur are used.
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Against the background of the robust dynam-
ized musical development of piano accompaniment,
the range of vocal parts is gradually expanding. They
are accompanied by a significant increase in the dy-
namic voltage level (p—mp-mf—f). At the climax
of the development, the musical development comes
to light E-dur. However, in the same beat, the chro-
matic downward movement in the entire layer of tex-
ture is perceived at the level of figurative allusions
as a kind of hero’s fall into the abyss, even when there
is a return to the more restrained meter 4/4, 2/4, ac-
companied by a continuous movement of the six-
teenth durations with the use of Triol pulsation (in-
troduction of triplet), reproducing a state of anxiety
and embarrassment. Before the reprise begins, this
movement does not change. At the end of the mid-
dle section, it even accelerates metro rhythmically —
the musical material of a kind of afterword “each time

»

before takeoff is different...” again taught in alter-
nating sizes 3/8 and 6/8. Harmonious development
is preserved at the beginning of the action, and Ma-
jor-minor triads are also compared. The textured
development of the accompaniment part at the end
reduces to the octave unison of the ¢ sound, a sin-
gle note duplicated in the vocal part.

The reprise (Tempo I) begins with an instru-
mental introduction. Musical development returns
to the key of A-dur; however, there is a significant
simplification of the texture of the accompaniment.
The imagery inherent in the first part disappears
from the piano accompaniment, which transforms
into a simple unanimous arpeggiated accompani-
ment of the “guitar” type.

The work ends with the sound of a tonic ninth
chord in the same textured layout. Approaching
the final chord, the composer uses a bright coloris-
tic technique, going to it through the second inver-
sion of the seventh chord with a diminished fifth tone
(that is, the sixth lowered step, which is a character-
istic feature of harmonic Major). Plagal cadence (no
dominant at the end) gives the harmonious language
a nostalgic simplicity. In combination with the sound
of the vocal part (third stage c), this harmony em-
bodies the image of flight and infinity.
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The performance of this romance requires a mas-
terful command of breathing and exceptional vo-
cal endurance in singing tessitura uncomfortable
long phrases. Particular difficulties lie in perform-
ing high-pitched sounds on “uncomfortable” vow-
els (“e”). The work requires the skill of cantilevered
singing. As in the previously considered composi-
tions of B. Filts, performance difficulties are asso-
ciated with changes in meter, rhythm, and dynam-
ics. Nevertheless, due to its emotionality and dif-
ficulty in breathing, this work is an excellent ma-
terial for the formation of the physical endurance
of the singer.

Conclusions. Based on theoretical and perform-
ing analyses of the solos of B. Filts’s late-life creativi-
ty, the determination of the individual musical style
features of her vocal works arises. These features
are inextricably linked with the aesthetic and philo-
sophical platform of her worldview and the elements
of the vocal style of these opuses. What we have done
has shown that the composer worked in lyrical, lyr-
ical-contemplative, and lyrical-dramatic romance

ZHANG ZIJING

in her works. Usually implemented through imag-
es of nature, her creative method reflected late ro-
mantic and neofolklore ideas in the Ukrainian mu-
sical culture of the second half of the XX — early
XXI centuries.

Reproducing complex, psychologically sharpened
images, revealing the philosophical truths of being,
B. Filts masterfully embodied in her romance work
all the various human feelings and emotions. At-
tention to the word and its actual musical reading
can be traced to frequent changes in metro rhythm
and fine intonation of the slightest semantic nuance
at the melody, harmony, and texture level. A broad
genre range, varying degrees of complexity of vo-
cal and performing character, brightness, and va-
riety of images give B. Filts’s solos values in form-
ing singing skills. At first glance, B. Filts’s musical
speech, simplified in comparison with the examples
of modern compositional creativity, can truly con-
vey to the listener the ideological nature of the au-
thor’s idea due to the very democracy of her musi-
cal utterance.

291



CYYACHE MAUCTELTBO 2022, Bunyck BiciMHaOUAMULL

References

1. Antoniuk V. Vocal pedagogy (solo singing) [text]: [textbook]. 2nd ed. Kyiv: LAT & K, 2012. 191 p.

2. Antoniuk V. Ukrainian vocal school: ethnocultural aspect: monograph: 2nd ed. Kyiv: Ukrainian idea, 2001.
144 p.

3. Bielikova V. creative activity of outstanding musicians of Ukraine in the second half of the XX century. Kyiv,
1995. 147 p.

4. Bielikova V. Her music-our life, our wealth: monograph/; Ministry of education and science, youth and
sports of Ukraine. Kryvyi Rih: Publishing house, 2013. 52 p.

5. Bielikova V. Folkloristic line in the work of B. M. Filts // musicology of Dnipropetrovsk region. Issue 1.
Dnepropetrovsk, 2002. pp. 50-54.

6. Zahaikevych M. Bohdana Filts. Creative portrait. Kyiv: Institute of art history, folklore studies, and
Ethnology named after M. Rylsky of the National Academy of Sciences of Ukraine, 1992. 109 p.

7. Zahaikevych M. Symbiosis of poetry and music in the works of Bohdana Filts. Musical Ukrainistics:

a modern dimension: a collection of scientific articles in honor of the Honored Artist of Ukraine, composer,
candidate of art history Bohdana Filts; editor-compiler candidate of art history V. Kuzyk. Kyiv: Institute of art
history, folklore studies, and Ethnology named after M. Rylsky of the National Academy of Sciences of Ukraine.
Issue 5. Pp. 17-23.

8. Kuzyk V. Bohdana Filts // Art history studios. 2007. No. 4. pp. 105-110.

9. Kuzyk V. Composer Bohdana Filts. Booklet dedicated to the 80th anniversary of the artist. Kyiv, 2013, 16 p.
10. Filts B. Figurative and thematic structures in the chamber-vocal genre / / musical culture of the Ukrainian
SSR: Collection of articles. Moscow: Music, 1979, 462 p.

11. Filts B. Ukrainian Soviet romance. Kyiv: Naukova Dumka publ., 1970, 124 p.

12. Filz B. Harmony of singing. Kyiv: Naukova Dumka publ., 1979, 191 p.

292



Bohdana Filts's vocal chamber works of the late-life period ZHANG ZIJING
Aireparypa

1. AnToHIOK B. BokaabHa neparorika (coapnmii cmiB) [Texct] : [miapyunux]. 2-re Bup. Kuis:

LAT & K, 2012. 191 c.

2. AHTOHIOK B. YKpaiHCbKa BOKaAbHA LIIKOAQ: €THOKYABTYPOAOTiUHMIT acrieKT: MoHorpadist: 2-re Bup. Kuis :
VYxpaiHncpka ipes, 2001. 144 c.

3. DbeaikoBa B. TBopua AiSIABHICTD BUAQTHMX MY3MKaHTIB YKpaiHu Apyroi moAoByHM XX CTOAITTA.

Kwuis, 1995. 147 c.

4. Beaikosa B. Ii MysuKa-Harme xuTTs, Hame 6aratcTso : MoHorpadis / MOHMC Ykpaiuu. Kpusiit Pir :
BupaBumunit oim, 2013. 52 c.

5. beaixoBa B. ®oabkaopucTiraHa AiHis B TBopyocTi b. M. ®Diab1y // My31MKo3HaBCTBO AHIIPONETPOBIMHNL
Bum. 1. AxinpomneTpoBcbk, 2002. C. 50-54.

6. 3araitkeBra M. borpana @iab1. TBopunit moprpet. Kuis : IM® im. M. Puabcbkoro HAH Ykpainu,
1992.109 c.

7. 3araikesud M. Cumb6io3 moesii i mysuxu y TBopuocti Borpanu ®iabi. MysudHa yKpaiHiCTMKa: CydacHMI
BUMIp : 30ipHMK HAYKOBMX CTATEN Ha IOLIAHY 3aCAY)KEHOI AISTYKM MUCTELTB YKpaiHu, KOMIIO3UTOPKHY,
KaHAMAATa MIUCTelITBO3HaBCTBA borpanu DiAbll ; peAaKTOp-yIOPSIAHMK KaHAMAAQT MUCTELITBO3HABCTBA

B. Kysuxk. Kuis : IM®E im. M. T. Puabcbkoro HAH Yxpainnm. 2010. Bum. 5. C. 17-23.

8. Kysuxk B. borpana ®iably // Cryaii MuctenTBosHaBui. 2007. Ne 4. C. 105-110.

9. Kysuk B. Komnosutop Borpana @iabnr. bykaer ao 80-piuus muctkuni. Kuis, 2013. 16 c.

10. @uabyy b. O6pasHo-TeMaTNYECKIE CTPYKTYPBI B KAMEPHO-BOKAABHOM >KaHpe // My3nKaAbHast KyAbTypa
YkpanHckoit CCP : Cb.crareir. Mocksa : Mysbika, 1979. 462 c.

11. ®iaby b. Ykpaincbkumit papsHcpkuit pomanc. Kuis : HaykoBa aymxa, 1970. 124 c.

12. ®iaby b. lapmoHis corocmiBy. Kuis : HaykoBa Aymka, 1979. 191 c.

293



Yscan 1J3uy3in . KamepHo-BokaAbHi TBopu Borpanu ®iAbn nizHboro eramy:
XYAO>KHII 3aAYM i BUKOHABCbKe BTiA€HHs

AHoranjis. Y cTaTTi pO3rAsiHyTO 0COOAMBOCTI XYAOKHBO-00pasHoro mucaeHs Boraanu ®iabr (1932-2021) y moai kamepHo-Bo-
KaAbHOI TBOPYOCTI MisHbOToO eTaiy. [TopsiA 3 LM BUOKPEMAEHO BUKOHABCHKi 0COOAMBOCTI 0OpaHMX AASI AHAAITUKM COAOCIIIBIB Ha MO-
eTnyHi Texctu Aeci Ykpainku, I. @panka, A. Kocrenko i I. Kanma. AAst i coAocmiBiB XxapakTepHO yBaXkHe i AOalIAMBe CTABAEHHS AO
BMMOT BMKOHABCHKOI IIPAKTUKM, MalICTEPHE BUKOPUCTAHHS YCiX MOXKAMBOCTEI FOAOCY, 10ro TeMOpPOBO-BMpaXkaAbHOI maAitpu. ITopsia
3 LJM, KOMITO3MTOPKa MaliCTepPHO BUOYAOBYE MapTilo pOPTEMiaHHOrO CYIPOBOAY, 1110 3aBXXAM Bipirpae BaKAMBY 00pasHO-CeMaHTUY-
HY POAb. Y IpOaHaAi30BaHMX TBOPAX Ii3HBOTO €TaIly IIPOCTEXYEThCs Oe3MOCepPeAHiiT 3B'130K i3 KAMEPHO-BOKAABHIMY KOMIIO3ULIisi-
M1 OiABLI paHHIX eTamiB TBOPYOCTI MUCTKMHI Yepes iAeifHO-eCTeTUYHY CIPSIMOBAHICTD 3aAYMY, 0COOAMBOCTI iHTOHALIITHOTO MICAEH-
Hs1 KOMIIO3UTOPKY, ii iHAMBiAyaAbHY TapMOHIYHY MOBY 11 HEMMOBTOPHMII CTUAD BOKAABHOTO IMChMA 3 XapaKTePHUMM KaHPOBUMM YTIO-
AOGaHHAMM.

Kawuosi crosa: conoctnis, pomanc, borpaHa Qiabll, KaMepHO-BOKAaAbHA TBOPYICTb, Mi3Hiil €Tar TBOPYOCTi, BUKOHABCHKMUI aCIEKT.
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Anoranis. Y cTaTTi pO3rAsIHyTO My3MYHO-KYABTYPOAOTIUHI acreKTn (peHoMeHa «apXeTUIl» Ta 110ro TpaHcdopmaliii Bip apXeTHnoBoro
epBoobpasy uepes XyAOXKHii1 06pas A0 KOHLIENTY Ta METAKOHLIENTY B My3M4Hill KyAbTYpi. He3Bakaroun Ha akTyaAbHICTD 11X GpeHOMeHIB y cy-
YaCHOMY NPOCTOPi KYABTYPW, Lisl IPOOAEMATHKA 11 AOCi 3aAMIIIAETHCS MAAOAOCAIAXKEHOI0, XOUa i TTOB'A3aHa 3 HATAABHVMMY ITUTAHHAMM MOLIYKY
TePIIOOCHOB, TIEPLIOAKEPEA OYTTs, BUSBAECHHS YHiBepCAaAbHIX IATePHiB-MOAEAeil B KOMITO3UTOPCHKiil TBOPYOCTI.

Mera crarTi — AocAiAMTY TpaHCHOPMALIO apXETUITy B CEMIO3MCI My3MYHOI KYABTYPY Ta BUSIBUTY T€HEAAOTTIHY B3aEMO3YMOBAEHICTb I1e-
PEXOAy apXeTUITy B KOHLIEITT Ta METAKOHIIENT. MeTOAOAOTIS AOCAIAYKEHHS CIIMPAETHCS HA HAYKOBi KYABTYPOAOTIYHI, ICMXOAOTI4Hi, AiTepaTypo-
3HaBYi Ta My3MKO3HaBYi PO3BIAKM, @ TAKOXK HA CUCTEMHMIA TTAXiA, MOPIBHAABHMIT Ta AOTiKO-aHAAITUYHMIT METOAN. 3aBASIKM TaKill METOAOAOTIT
BUABA€HO TpaHC(OpMaliio apXeTHItiB, ix B3a€MO3YMOBAEHICTDb Y My3U4Hiit KyABTYpi. POSTASIHYTO MOHATTS «apXeTHII» Ta KKOHLIEIIT», 3'ICOBAHO
iX CrIiABHi Ta BiAMiHHI pucK, TpOCTeXXeHOo TpaHCOPMaLlilo apXeTHITB Y KOHLIeNTH. Y L{bOMy KOHTEKCTi 3a3HaueHO, 1110, IIOTPAIASIIOUM AO CBi-
Ty HOBCSIKAEHHVX YSIBA€Hb, aPXETUIIOBUIT [IEPBOOOPA3 HATIOBHIOETHCSI HOBUM €MOLITHMM i iHpOpMaLiTHNM 3MiCTOM, HaOyBae 0COOUCTICHOI,
COLIIAABHO-00YMOBAEHOI CrieLiky i epexoautsb A0 cdepy KOHLeNTiB. [[poaHaAi30BaHO TPAKTYBaHHS IOHSTTS «KOHLIENTY» SIK CIIBOYTTS
K. Aeabozom i @. IBarTapi. POSrAsHyTO KOHLIENT y KOHTEKCTI IepPCreKTUB (pperiMoBOl CeMaHTUKM B MysuLii. B pesyabraTi mpoBeAeHOro A0-
CAiA’KEHHST BCTAHOBAEHO IeHEaAOT UHMIT 3B'A30K MK ABOMa MOHATTAMM: «apXETUID» | «KOHLIENT». 3'5ICOBAHO, I1j0 KOHLIENT He € 00pasoM, He
KOXKHMII XyAOXKHIi 06pa3 MOXKe CTaT! KOHLIEIITOM, OCKIAbKM KOHLETIT IIOTEHLIiITHO Hece B CO0i iHBapiaHTHMII 3MICT y BUTASIAL apXETHUITY, KU
iHAMBIAYaAbHO-TBOPYO PeAAI3yeTbCsA B KO)KHOMY KOHKPETHOMY BUITAAKY KOMIIO3UTOPCHKOI TBOPYOCTi. BusHaueHo, 1110 apXeTuIu Ta KOHLer-
TU BUKOHYIOTb (YHKLIO ITaM'sITi (KYABTYPHOI, COLIIaABHOL, HALIIOHAABHOI), YTBOPIOIOTD O€3IepepBHICTb, LIiAICHICTb OYTTsI, II0r0 LiiHHICHO-3HA-
YEeHHEBUI CTPIDKEHb. AOBEAEHO, 1II0 aPXeTHUITM KYABTYPHOTO M03aCBiAOMOTO € METAaKOHLIEITaMy KYABTYPU: i apXeTUIN, i KOHIINT! YTBOPIO-
0Tb IIeBHY «MeTaMOBY KYAbTYpu» (FO. AormaH), a60 X «HaAMOBY». 35ICOBaHO, 1110 apXETUIIOBI ITePBOOOPA3H € 3a CBOEIO CYTTIO APXETUTIOBUMU
ceMaMy, SIKi [IEPEXOAATD 3 KOAEKTUBHOTO I103aCBIAOMOIO AO TACBIAOMOCTI Cy4acHOI AIOAVHY, BiaOyBaeThCs IX peakTyaaisallis. ApxeTuUIoBi
cemut (OAVHUL YHIBEPCAABHOTO IPEAMETHOI'O KOAY — 3BYK, TOH, PUTM, IHTOHAList Ta iH.) popMytoTh 06pasHy cdepy KoHLenTy. BusHaueHo, 1o
KOHLIENT Y MY3WUHiil TBOPYOCT] POBIIMPIOE CMUCAOBI Ta MOLIIHO-IyTTEBI MOKAMBOCTI il 3HAUEHHST APXETUIIOBOTIO NIEPBOOOPA3Y; BAIICHIOE
TOCePEeAHMIbKY YHKIIIO y TPAHCASLLI COLIIOKYABTYPHOTO AOCBiAY; POPMY€e KOMYHIKQTMBHMIT IIPOCTIP KYABTYPY. 3a3HAaY€HO BXAMBY CYT-
HICTb KOHLIENTIB — (HOPMYBaHHSI ITOTEHLIITHIX CMUCAIB, SIKi KOHLIENT MICTUTb He B CAMOMY TEKCTi, @ B KOHTEKCTAX, «Ha MEXi BICAOBAIOBAHb».

K1040Bi ¢10Ba: apXeTHI1, KOHLIENT, METAKOHLIEINT, KOMIIO3UTOPChKA TBOPYICTD, My3MYHMIT CeMios1c, hpeiim.

ITocranoBka mpoOaemu. Kyabrypa XX — moyaTky — LjuX iAeil CTaAM OIIYKYM YHIBEPCAABHMX MOAEAEN Y T'Y-
XXI croaith nepexxuBae HeOyBaAUil CIAECK iHTepecy — MaHiTapuctuii — piaocodii, KyabTypoaorii, eTHOAO-
AO IIEPIIOOCHOB, MepIopXepeA OyTTs. BiaoOpakeHHAM  rii, AIHIBiCTULII, My3MKO3HABCTBI, — CepeA sIKMX BCe
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6iAblile AOCAIAKYIOTBCS «apXETUI» Ta «KOHLIEIT».
Ha Hau norasip, BUsSIBAEHHS TAMOVHHMX IIPOLIAPKiB
AIOACDKOI IICUXiKM Y BUTASIAL aDX€TUIIB i apXeTUIOBUX
00pasiB — Ay>ke BaXXAMBA IPOOAEMa, KA AO3BOASIE
MIPOCTEXXUTHU TPAHCHOPMALII0 APXETUIIIB Y XYAOKHI
00pasy, cuMBoOAM i Aaai — y KoHuenTH. I[Torpamnas-
J04M AO CBITY IIOBCSIKAEHHUX YsIBA€HD, II€peOyBaroyn
y CBITi «TyT-i-Tenep», «och-0yTTs» (3a M. Taiaerre-
POM), apXETUIIOBUIL IIEPBOOOPA3 HAIOBHIOETHCSI HO-
BUM eMOLIIIHIM Ta iHpopMaLiH1M 3MiCTOM, HabyBae
0COOMCTICHOI, colliaAbHO-00yMOBA€eHOI crierndiky,
ApXETUINM IMOYMHAIOTD iCHYBAaTM y EBHMX KOMOiHa-
11i51X, TOOTO apXETUIIOBUIL ITEPBOOOPA3 3rOAOM MO3Ke
NepeTBOPUTICS Ha APXETUIIOBUI CUMBOA, apXeTUII-
KOHLIEIIT i IEPEXOAUTD AO Cepy KOHLIENTIB. A TOMy
AOLIIABHO BiA3HAUUTU I€HEAAOTriYHUM 3B’ SI30K MIX
ABOMa TOHATTAMMU: «aPXETUI» i «KOHLIENT».

Ak i «apxeTnm», «<KOHLIENT» PO3yMi€TbCA AK SABUILE
KYABTYPH, 6AM3bKe 200 HaBiTh CIIOPIAHEHE AO «iAeil»
ITaaToHa. HeBUITAAKOBO TEPMiH «KOHLIENT» OYB 3a-
npornoHosaHuii I'1. Bpomepom AAsi epekaaay MOHATb
«eMA0CY», «ipei» ITaaToHa, OCKIABKM BiH OXOTIAIOE BCIO
MOXXAMBY IIOBHOTY AQHOTO OYTTsI, @ CAME — OHTOAO-
rivHOI MOBHOTU OYTTS «TYT i Tenep». TepMiH «KOH-
uent» OyB BBeaeHuit IT. Ab6easipom y XII cT. y 3B’s13Ky
3 aHaAi30M TpoOAeMY yHIBEpCaAill 3 TEOAOTIYHOI TOY-
K1 30py (& TAKOX 3 TOUKM 30py IPaMaTUKM) i OTpu-
MaB IT0AAAbILIIe OcMUCAeHHs Y mpausax [ [ToppeTan-
cbKoro, O. AKBIHCHKOIO Ta iH.

VY cyyacHOMY MpOCTOpi KYABTYPU TePMiH «KOH-
LIETIT» BUKOPUCTOBYETHCS y OaraTboxX raAyssx ry-
MaHITapUCTUKM: KYABTYpoAorii, dirocodii, mucre-
LITBO3HABCTBi, My3MKO3HaBCTBi Tolo0. BiH AocuTh
MilIHO 3aTBEPAMBCS y HayKOBO-TE€PMiHOAOTIYHOMY
Te3aypyci Cy4acHOCTi, IpOTe i B Hall Yac 1Lie iCHy-
I0Tb IIeBHi pO30DKHOCTI 3 TOUKM 30Dy JIOTO TPAKTY-
BaHH:. OCOOAMBO SICKPABO 1ie MPOSIBUAOCS Y APY-
rist moAoBuHi XX CT., KOAM BUHUKAA HEOOXIAHICTD
CTBOPEHHSI HOBOT'O CMVICAOBOTO ITOAS KyAbTypU. Ha-
caMItepeA 1ie IOB’I3aHO 3 TEPEKAAAOM: 3 AATMHCHKOL
MOBY CAOBO «KOHLIENT» (conceptus) 03HaYa€e «IOHST-
Ts». 3 TAKMM 3MiCTOM BOHO 1 YBIllIIIAO AO MOB pO-
MaHO-T€PMaHCHKOI I'PYIIM, HAIPUKAAA Y GPaHIIy3bKy
Ta aHrAincpKy moBu. Tomy XK. Aearos Ta @. [BarTapi

2022, Bunyck BiciMHaOysmMuLL

i He BOAYaOTh BIAMIHHOCTEI MiXK, BAACHE, ITOHST-
TSM Ta KOHUENTOM. BOHM BBa)kaloTh, 1[0 MUCAUTE-
Al Bcix vaciB (mounHaroun Bip ITaaToHa, ApicroTe-
As1 po Kanra, Tereas, Beprcona Toio) cTBopioBaAu
KoHuenTu: «[IAaTOH roBOpuB, L0 CAiA crorasipa-
i Ia€l, aae criepiy BiH moByHeH OYB caM CTBOPUTU
KoHuenT Iaei» [6, c. 10].

AHaAi3 oCcTaHHIX AOCAipXKeHbD i myOAikaryiii.
ITomryk yHiBepcaAbHMX MaTEPHIB-MOAEAEN 3aBXAU
OyB Ta 3aAMIIAETHCS AKTYAABHUM AASL IYMaHITapHMX
HayK. DeHOMEeHU «apXeTUI» Ta «KOHLIENT», iX Mposi-
BU Y KYABTYPi AOCAIA’KYBAAMCDH B Pi3HOMaHITHMX I'a-
Ay3six rymaHiTapuctuku. Cepea 6ararbox Harparo-
BaHb BMOKPEMAIOIOTbCS AOCAIAKEHHS HPaHLy3bKUX
dbirocodis XK. Aeaposa Ta O. I[Barrapi [6], 3apyoOix-
HUX Ta YKPaiHCBKUX KYABTYPOAOTiB, AIHTBOKYABTY-
poaoris C. AckoabpoBa-Anexceesa [4], A. CBip3un-
cokoro [13; 14], 1O. Crenanoga [15], siki npucssiye-
Hi 3araAbHMM NUTAHHAM, CYTHOCTI /1 POAL KOHLeI-
TiB Y popMyBaHHI MEHTaAITETY, CBITOTASIAY i MOBe-
AIHKM TT€BHMX HapOAIB, IX KOMYHIKaTMBHOI QYHKIIii.
B cy4JacHiit My3MKOAOTiI 3aCAYTOBYIOTb Ha yBary Ha-
yKoBi po3pobku A. Ampaxosoi [1; 2], B. Mapix [6; 9],
TPUCBSIYEeHI BUBYEHHIO KOHLIENTIB Ta KOHLIENTO-
cdepr B KOMIIO3UTOPCHKill TBOPYOCTi, & TAKOXK Ha-
yKOBi po3BiAku M. ApaHOBCBKOTO [3] 110A0 «I103a-
MOHSATITHOTO MUCA€HHS». 30KpeMa, B yKpaiHChKO-
MY MY3MKO3HaBCTBi BUAIASIETBCSI MOHOTpadiuHe AO-
caipxenns: O. CamoriaeHKo [12], B KoMy 1A€TbCS
NpO «TUIi3yI0Ui CEMAaHTUYHI BAACTUBOCTI My3U4-
HOTO TEKCTY», IO CTBEPAXKYE AYMKY IPO ITOHATTS
«apXeTUIl» Ta «KOHLIENT». 3a3HAYMMO: He3Bajkalo-
4M Ha BeAMYe3HMIT KOPITYC HAyKOBUX POOIT, y SIKUX
JMAETBCS PO AOCAIAKEHHsT GEHOMEHIB «apXeTuI»
Ta «KOHLEMT», Po3p000K Ta PO3BIAOK, IIPUCBsIUe-
HuX TpaHchopMaLil apXeTuIy y KyabTypi, 30kpema
reHeTMYHOMY 3B’5I3Ky apXeTHUITy Ta KOHLIENTY, MaliKe
He icHye. BaKAMBOIO AAsI HalIOI IPOOAEMATUKY He-
00XiAHO HasBaTU AOCAipAKeHHS A. BoAbiakoBoi [5]
IIPO B3a€EMO3YMOBAEHICTb IIepeXOAY apXeTUITY Y KOH-
LIeNT Ta METAKOHLIENT KYABTYPU.

OTXe, y IpeACTAaBAEHUX HAYKOBUX AOCAIAKEH-
HSIX, IPUCBSIYEHMX BUBYEHHIO (peHOMEeHIB apxe-
TUITy T4 KOHLEMNTY, 3aANIIAETHCA HEPO3KPUTUM
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nuTaHHs TpaHcdopMmaliin apxeTuny y cemiosuci
MY3UYHOI KYABTYPMU.

Mera crarTi — AOocAiputu TpaHchopmaio ap-
XeTHUITY Y CeMio31Ci My3MYHOI KYABTYPY Ta BUSABUTU
reHeaAOTriyHy B3aEMO3YMOBAEHICTb ITEPEXOAY apXxe-
TUITY B KOHLIENIT T METAKOHLIEIT.

Buxaap ocHoBHOro marepiaay. HesBakarouu
Ha Te, 1110 B YKPAIHCbKill MOBi TepMiH «KOHLIEIIT»
MOPQOAOTIYHO He CITBIIAAAE 3 TEPMIHOM «IIOHSIT-
TsI», OAHAK y 6araTbOX CAOBHMKAX KOHLIENT BU3HA-
YAa€ETbCA SIK «3MICT IMOHATTS, IOTO CMUCAOBA HAIIO-
BHEHICTb Y BiABOAIKaHHi BiA KOHKpETHO-MOBHOI ¢op-
MU 110r0 BUpakeHHs» [11, c. 503]. Ha AyMKy HaykoB-
14 IO. CrenaHoBa, 3MiCT KOHLIENTY YTBOPIOIOTb TP
MpoIapKu: 1) aKTyaAbHUIT, «aKTUBHUI» IPOIIAPOK,
icHyIOUMIT AASI BCIX, XTO KOPUCTYETHCS MOBOIO (MY-
3MYHOIO TOLIO) Ti€l UM iHIIOI KYABTYPY; 2) AOAQTKO-
BUI, iCTOPUYHMIA, IKMI € AKTYaABHUM AMLIE AASL Ae-
SIKVIX COLIiaABHMX I'PYII Y CBOIX «ITACMBHUX» O3HAKaX.
11i ABa mpolapku KOHLIENTY — iHTepIpeTaLiliHi; 3)
BHYTpilIHs popMa, Ha piBHI K01 6a3yl0TbCs BC iHI
MpOIIAPKY 3MiCTy KoHLenTy [15, . 48].

Ha Haury AyMKY, SAPOM BHYTPilIHBOI GOPMM KOH-
LIENTY € apXeTHIL, 10 GopMye 06pasHy OCHOBY KOHL{eII-
Ty. He MeH1II Ba)XAMBIII BAKT, 110 KOHLIENT € 0CHOBHOO
KOMipKOIO KYABTYPU B MEHTAAbHOMY CBITi AIOAVIHH,
TaK CaMo SIK i apXeTUIIN, 110 YTBOPIOIOTh KOAEKTVB-
He 1103aCBiAOMeE AIOACTBA. Y 3B’S13KY 3 LiIM KOHLIENT
MO>KAMBO PO3TASIAQTY He TiAbKM 3 KOMYHiKaTMBHOL
TOYKM 30pY (sIK 3acib CIIAKYBaHHI), aAe I SIK I1aM SITb,
icTOpilo HapOoAY, 110r0 KYAbBTYPY i KOTHITUBHUIL AO-
CBiA, CBITOTASIA 1 IICUXOAOTiI0 TOTO UM iHIIOTO HApO-
Ay 200 X OKpPEMOI AIOAMHM, AOCBiA OCSITHEHHS CBi-
TY, 1110 TIEPEAAETHCS Bip MOKOAIHHA AO TOKOAIHHA,
TpaAuLil, TAMOVHHI 3HaHHSI, HAKOIIMYEH]i CYCITiAb-
cTBOM. TOOTO KOHLIENT € OAMHULIEI0 MEHTAABHOC-
Ti, 5IKQ, Y CBOIO Yepry, MiCTUTb IaM sIThb IIPO MUHYAE,
3HAHHsI BCi€l KapTUHM CBITY, BiAOOPaXkeHOI y AIOA-
CbKiil Icuxini. Y 11boMy CeHci «IaM’ATb» MO>KHa Ha-
3BaTyM apXeTUIIOBOIO, TAKOI, 1110 popmye iHbopma-
LiitHy 6a3y TOro abo iHIIOTO HapoAY,  lije TOYHile —
BITOPSIAKOBYE CYKYIIHICTb KOHLIEIITiB HApOAY, BU3Ha-
YalouM J10T0 MEHTAAITeT, CBiTOrAsIA i moBepiHKy. Came
TaK, 3a A. AuxauoBuM, GopMyeTbCs KoHLenTocdepa,

MAPUHA CEBEPMHOBA

BUSIBASIIOYM XapaKTePHi AAsI TOTo abo iHIIOro Hapo-
AY OHTOAOTI4Hi, THOCEOAOTi4Hi, aKCiOAOTYHi Ta iHIIi
CTOPOHM KOHILIEMTY.

PosBuBatoun ipeto A. AvxadoBa Ipo KOHILETO-
cdepy, A. BoablakoBa akiieHTYye yBary Ha GopMyBaH-
Hi KOoHLenrTocepy HaMbIAbII CUABHUMM, HANOIABLI
CTifiKuMM (B yMOBaX iCTOPUYHMUX i KYABTYPHUX 3MiH)
AOBePOAABHIMY CYTHOCTSIMU — «MeMAKOHUeNmamu
KYAbMYPU», IO «BU3HAYAIOTD YCTPiil CBiTOrAsIAY (0CO-
Oucrocri, Hauii, HapoAY)» [5], sIKi AOCAIAHMILIS BU3HA-
Yae K «apXeTUITM KyABTYPHOTO IT03acBipoMoro». Ic-
TOPUKO-KYABTYPHI 3MiHM Y CHIPOTUBI Ta apanTallii 1o-
CTYIOBO 30arayyoTh XUTTEBUI AOCBIA AIOAVHU (iH-
TeAeKTYaAbHMIL, EMOLIIIIHMII TOLL0), TOMY 11 BiAOyBa-
€ThCsI HeCKiHU€eHHE, Oe3IiepepBHe 30aradyeHHst 3MICTY
METaKOHLIENTIB, 1110 CKAAAQIOTb KOHLienTocdepy. 3a-
3HAYMMO, 11]0 A. BoAbIIakoBa AOAQ€E AO AOBEPOAABHUX
CyTHOCTel! «BephHaAi30BaHMX aHAAOT{B» | [T03aCAOBECHI
BUAM MMCTELITB, TOMY IIJO IX HE3MiHHO CYTIPOBOAXY-
I0Tb aHAAITMYHI aHAAOTM: PO3AYMM MUCTELITBO3HAB-
1jiB IPO METaMOBH, 5IKi IPUTAMaHHI TOMY ab0 iHIoMy
BUAOBI MucTeLTBa». Kpim Toro, A. boAbliiakoBa ro-
BOPUTD ITPO APXETUIN-METAKOHLIETTH SIK IIPO HECKiH-
YeHHMII TIPOLIeC «KMEHTAABHOTO PO3IIVPEHHS», KU
BiAOYBA€ETBHCS 32 AOTIOMOTOO IIPUPOLLEHHS CMUCAIB.
A came, «3HAXOASYM OCHOBHE iM'sI, apXETUII AAA] TTO-
YIHA€ HApOIIyBaTU AOAATKOBI CMMCAN, aKTyaAisylo-
41 Ti 200 iHII CBOI CMUCAOBI rpaHi uepe3 AOAATKOBI
AEKCHKO-CeMaHTU4Hi YTBOPEHHs, CTBOPIOIOYM CBill
yHiKaAbHMIT iMeHHMIT apeaa» [5]. Y mpoueci eBoato-
Ljil apXeTUII-KOHLIENT 3HaXOAUTD iM'sl Ta «CTa€e pax-
TOM KYABTYPU».

BarkauBMM € TpakTyBaHH: KoHLenTy JK. Aeabo-
3om i ®. I'Barrapi. PosrasiHemo 6iAbI A0OKAaAHO Oa-
YeHHs 1jboro peHoMeHy PppaHIy3bKUMU MUCAUTE-
AsiMU. Boxe JMIIIAOCS TIPO Te, 1[0 BHACAIAOK CieLy-
dikn Ppaniyspkoi mosu JK. Aeaposy i ©. I'BarTa-
pi 6yA0 BaXXKO BUSBUTU Ha MOP(DOAOTiYHOMY piB-
Hi BIAMIHHICTb MK KOHLIeNTOM i mOHATTAM. ITpoTe,
BOHM CTBEPAXYIOTb, 11J0 KOHLIEIITY — Lie CIiBOYTTS,
a «CriBOYTTS — 1je He NOHATTs». OCh SIK IIPO Lie M1-
wyThb K. Aeabos i @. IBarrapi: «KoHent — e cmiB-
OyTTs, a He CYTHICTb i He piu. BiH € neBHUM YnCTUM
CriBOYTTSAM <...> [IEBHOIO LIiAICHICTIO — HANPUKAAA,
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cniBOyTTs IHIIOr0 260 CriBOYTTS 0CcOOM (KOAM OCOba
cama pO3TASIAQETHCS SIK KOHLIENT)» [6, ¢. 27]. I aaai,
«KOHLIENT — 1ie, 3p03yMiAO, Ni3HAHH, aAe TiIAbKM ca-
MOIIi3HAHHS, i TI3HAETHCSI B HBOMY YMCTE CIiBOYTTS,
1110 He CIIBITaAA€ 3 TYM CTAaHOM peyell, y IKOMY BOHO
BTiAOETBCS» [TaM camo].

Aast bpaHLy3bKUX AOCAIAHUKIB OYAB-SIKE yTBOPEH-
HsI CHiB-OYTTS 3 peveit i XuBux icToT € pirocodcokum
aKTOM CTBOPEHHS KOHLeNTiB LiAicHOCTi. OCKiABKKI
KO>KHMI KOHLIEIIT Ma€ CBOIO iCTOPIIO i CBOE CTAaHOB-
AeHHs, K. Aeabos i @. [BarTapi BBaXXaroTh MpaBo-
MipHMM CTBEPAJKYBATH, 110 BCi KOHLIENITY He € BiYHU-
MU, OCKiABKM HOBMII KOHLIENT 3aBXAM OyBae «Kpa-
I[IM» 3a TIONePEeAHilt. Y TOMY CeHCI, 1110 BiH AO3BOASIE
«IIOYyTM HOBIi Bapialil /1 HeBiAOMi IeperyKyBaHHs,
BMPOOASIE HE3BMYHI YAEHYBaHHSI, IPUHOCUTD i3 CO-
6010 icHyroue Hap Hamu CriBOYTTsI». OAHAK, MUHY-
Al KOHLIENTY 3AQTHI «O>XKUTU», 3HOB 3aIllpaliloBaTu
Ta «OAYLIEBUTH COOOIO Ti KOHLIENTH, SIKi Ije HaAe-
KuTh ctBOpuTI» [6]. I 1ie: «KonuenT nosbaBaeHuin
CMUCAY, TIOKM He TIOEAHAHUII 3 iHIIMMM KOHLeNTa-
MU 11 He 3B’sI3aHMII i3 IPOOAEMOI0, SIKY BiH pO3B’s3ye
abo pomomarae poss’s3atu» [6, c. 30].

Came Take po3yMiHHSI KOHLIENTY SIK CIiB-OyTTs
BiAKPMBAE AASI CYyYaCHOI KYABTYPOAOTii Ta My3MKO3-
HaBCTBA MOXXAMBICTb OCATHYTU IOHATTS «MeTa-»
B KYABTYPi, @ CaMe — PO3TASHYTM apXeTHII K MeTa-
KOHLIENT, 5K OYTTsI «I10 TO¥ Oik», Ha MexXi, BiAKpU-
TiCTb iHIIIOMY 3MiCTOBI, 3HAlITX MYCAEHHEBUI MIASX
AO OHTOAOTIYHOI HECKiHYEHHOCTI.

BuaHaueHHs apXeTUITy SIK METAaKOHLENTY, SIK CITiB-
OyTTs1, 10r0 OHTOAOTIYHE PO3TALIYBAHHS Ha MEXI Oy T-
Ts1-11032 | OYTTSA-B-CepeAVHi, HaAQ€ MOXKAUBICTD KOM-
[I03UTOPAM Y CBOIl TBOPYOCTi 3pOOMTH BiABHMIL BU-
6ip, TBOPUTY MYy3U4Hi CIiB-OyTTs y CBiTi apxeTuris,
He 3a0yBalouy IpHM LIbOMY IIPO IX IPEAMETHY BTiAe-
HicTb. Lle cBOoro poAy nparHeHHs AIOAMHU AO T103aCBi-
AOMOTO, Il IPUYETHICTD i BOAHOYAC BIACTOPOHEHICTb.

Viayun 3a posmipkoByBauHsamu K. Aeabosa
i @. I'varTapi, BiA3HaYMMO, I1]0 KOHLIENT — «L[€ MHO-
SKMHHICTh, X04Ya He KO>KHa MHOXXV/HHICTb € KOHLIEI-
TYaABHOIO...» [6, c. 21]. LIs Te3a MATBEPAXKYE iA€t0
JK.-A. HaHci mpo «<MHOXXMHHY OAMHUYHICTD OYTTS Cy-
I[Or0», KOAU BiAHAYaAbHUIT apPXETUIIL, CaM IlepBoobpas

2022, Bunyck BiciMHaOysmMuLL

TTOYMHAE BIAPI3HATUCS BiA JIOr0 TOAQABLIOTO MOTEHLI-
HOro OYTTEBOTO iCHYBaHHSI, IIEPETBOPIOI0YNCH HA KOH-
yenTt. KpiM TOro, Ko>xeH KOHLIENIT MOXXe HeCTI y cobi
MHOXXMHHICTb apxeTuriB. A ToMy B TpakTyBaHHi K. Ae-
Abo3a i @. I'BaTTapi y TepMiHi «KOHLIENT» BUpakeHa
JI0TO CYTHICTB SIK KYABTYPHOTO SIBUIIA, HE3BA)KAIOUM
Ha TBEPAJKEHH:I aBTOPIB, 110 «BiH peaAbHMIT Oe3 aK-
TYaABHOCTI, iaeaAbHMII 6e3 abcTpakTHOCTI» [6, €. 29].

YABASII0UM CO0O0I0 MEeBHY abCTpaKliiio, iAeaabHy
CYTHICTb, KOHLIENT y IIPOLieCi XYAOXKHbOI TBOPYOCTi
HAITOBHIOETHC KOHKPETHUM 3MiCTOM i peaAi3yeTb-
cs1 B obpasax. OAHaK IIpK LIbOMY KOHLIEIIT He € 00-
pasoM i HaBiTh He KOXKHUIT XYAOXKHiT 06pa3 Moxe
CTaT! KOHLIETITOM, OCKIAbKM KOHLIENIT 1OMEHUYIlLHO
Hece B co0i iHBapiaHTHMII 3MICT y BUTASIAL apXeTuiy,
SAKUM iIHAMBiAYaAbBHO-TBOPYO PeaAi3yeThCs B KOXKHO-
My KOHKPEeTHOMY BUITAAKY KOMITIO3UTOPCBKOI TBOP-
yocTi. MoBa i1pe He TiABKY ITPO TBOPEHH S KOMIIO3M-
TOPOM MY3UYHOT'O TBOPY, aAe 11 PEKOHCTPYKLIi0 KOH-
LIENITY 5IK TIEBHOTO CIiB-OyTTsI BUKOHABLIEM, CAyXaUeM,
AocaipHukoMm. Tomy Tak BaxkauBa aymka JK. Aeapo-
3ai®. ['BarTapi 1po Te, 1110 OYAb-SIKUIT KOHLEMNT I10-
BMHEH TBOPUTMUCS, BiH He AQETHCS SIK LIIOCh TOTOBE.

SAxio apxeTunu € yHiBepcaAbHMMM KOHCTaHTa-
MU, MAaTPULISIMU BCi€l KYABTYPH, TO KOHLIENTH, KaXY-
g caoBamu C. HepeTiHoi, MpuIycKaoTh B OCTaH-
HbOMY CMHTe3] Ii3HaHHS 3HATTS MONEPeAHIX popm
3HaHH: [10], HanpuKAap Takux, sk apxerunu. OTxe,
i apxeTuny, i KOHLIENTH YyTBOPIOIOTD IIEBHY «MeTa-
MOBY KyabTypu» (FO. AoTmaH), ab0 X «HaA0MOBY»,
110 BKAIOYA€E B cebe yHiBepcaAbHi cmucau i obpa-
31 i 3abe3mneyye LiAiCHICTD Ti€l abo iHIIOI 3HAKOBOI
CUCTEMU, A€ TTiA 3HAKOBOIO CHCTEMOIO PO3yMi€Thb-
Cs1 SIK KYABTYPa B 1IAOMY, K 6€3Ai4 XYAOXHIX TBO-
piB, Tax i pi3Hi (MeTa)MOBM: CAOBECHI, My314Hi, Tea-
TpaAbHi i T. iH. [4, c. 269].

BpaxoByroun Toit GaKT, 10 «KOHLIENT», SIK i «ap-
XeTHUI», AOCAIA’KYBaBCs IIepeBa)KHO B FaAy3i AiHIBic-
TUKY | AIHTBOKYABTYPOAOTil, a OT>Ke OYB OB’ s13aHuII
3 BUBYEHHSM CAOBQ, IAKPECAMO 3HaYeHHS PO3Y-
MiHHSI KOHLIEIITY SIK BTiAeHHsI apxeTumy (abo X apxe-
TUIIIB) y HeBepOAABHUX MOBAX, 30KpeMa MYy3UYHiil.
Ha Haury AyMKy, 3BepHEHHS AO KYABTYPHMX apXeTH-
TiB AO3BOASIE BCTAHOBUTY MY3UYHO-CEMaHTUIHUIA
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3MicT KOHLenTochepy Ta BUSIBUTYU TaKi KOHLIENITY,
SAKI HAAIASIIOTBCS OCOOAMBUM «iA€AABHUM €TUIHUM»
(H. KapakiTa) Ta ipA€aAbHO-eCTeTUYHUM HaBaHTa)KeH-
HSIM, @ OT>Ke NPOEKTYIOTb CAKPaAbHI cMucAM OyTTs
Ha KOMIIO3UTOPCbKY TBOPYiCTb.

Po3smipKoBYyIOUYM IIPO MEXY, 5IKa BiAOKPEMAIOE ap-
XeTHII Bip KOHLIENTY, He3Ba)Kal0uM Ha IX reHeaAoriy-
HUI1 3B’SI30K i 3araAbHY IIPMHAAEKHICTb AO YHiBepca-
ALV KYABTYPH, HEOOXIAHO 3a3HAYMTM: SIKIIIO MOBA A€
PO apXETUII — TO Lj€ KIIEPBO0OPa3», TOAL SIK «KOH-
LenT» — € 00pasoM Auile YaCTKOBO, OCKIABKY Ha-
BiTb B XYAOXHIX KOHIIeNITaX HasIBHOIO € MiljHa I0-
HATiNHA pupoAa. CKAAAHICTb PO3YMiHHS KOHIIeI-
TY IOASITA€ caMe Y HasIBHOCTi TOHKOI MeXi MiX I10-
HATTSAM i 06pasom. XyAO0XKHil KOHLIEIIT B CUAY CBOEL
3aAEXKHOCTI BiA MepeXuBaHb CIPUIIMAIOYOrO € 00-
pasHuM: apKe came 00pasu, a He MOHSTTSL, SIK CIIpa-
BEAAMBO 3ayBa)Kye ACKOABAOB, BUKAMKAIOTb €MO-
uintHmit edext [5]. Aae X came 3aBASIKM KOHLIENTY
apXeTUIOBi IIepBO0Opasy MOXKYThb OyTH peaAizoBa-
HMMM B XYAO>KHIi TBOPYOCTI (30KpemMa, KOMITO3UTOP-
CBKill), cTaTy OiABII ABHUMM (HACKIABKM 1j€ MOYKAM-
BO), Ha0yTH «“TirecHOI” 060AOHKI».

B upomy micui caip mpoakieHTyBaT AYMKY M. Apa-
HOBCBKOTO IIPO «I103aIIOHATIIIHE MUCAEHHS» [3] B My-
3ulli. AAXKe «II03aTIOHATIVIHE MUCAEHHS» ITOEAHYE
CBiAOME 3 MM03aCBIAOMUM, TOOTO TUMM TAUOVHHU-
MM IpoLIapKamMy AIACBKOI cBipomocTi, siki K. FOHr
HasuBaB apxeTunamu. [Ipore ykpaiHCbKa My3MKO3-
HaBuus B. Mapik He moropxyerbcs 3 M. ApaHOB-
CbKMM Yy TOMY, 11J0 BiH pO3pi3Hs€ «MUCAEHHS IIOHS-
tiitHe (1OB’s13aHe 3 ratio i Kareropiew “moHsATTS”)
i mo3anoHsTiHE, sIKe ONepPye AOTiYHMMU ab0 aA0-
rivnrmu (oA ix BipmoBipHOCTI “dopmarbHiit Ao-
rigi”) mpuitoMaMy — He MOHATTSIMY, & YTBOPEHHS-
MU iHIIOrO poAy» [3, €. 71], @ TAKOXK 3 BICAOBAEHOIO
ApaHOBCBKMM AYMKOIO LIIOAO «IOHATINHOI HIMOTH»,
sIKa € BAACTUBOIO MY3M'YHOMY 3BYKOBI, 1110 i € «i10TO
OesrepeyHoIo rmepeBarok Hap cAoBoM» [3]. Crimpa-
104MCh Ha HaykoBuit AocBip I. [apamepa, A. Buror-
cpkoro, 1. Kotaspescbkoro, O. CamoiiaeHKO, yKpa-
THChKA AOCAIAHULIS ITIAKPECAIOE TOM (PaKT, 110 «My-
3MKaHT MUCAUTD CTPYKTypamMu, OAM3BKMMMU AO CAO-
BECHOTO PsIAY, 1 POOUTH CIIPOOY AOCAIAKYBaTH Lii
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CTPYKTYpu» [8, c. 71]. I Aaai: «Tax ui iHaKIie, aAe HAM
BAAQCTVMBO HapaBaTy 3ByKaM BepOaAbHi 3HauU€HHs,
CMMCAM, HAPOAKEHI B3a€EMOAIEIO 31 CAOBOM $IK iH-
crpymeHToM pedaexcii» 8, c. 70].

IToroapxyrouucs i3 B. Mapik Ta BpaxoByo4M BuU-
IjecKasaHe, AKPeCAMMO, 1[0 MY He MO>KeMO He TIpU-
eAHaTycA i A0 AyMOK M. ApaHOBCBKOTO. YCYHYTH CY-
NepeYHOCTi BUIIleHa3BaHVX MY3MKO3HABLIiB MOXKAM-
BO 3aBASIKM PO3YMiHHIO apXeTHUITY SIK METAKOHLIETITY,
SIKMIL IOEAHYE Y COOi SIK TIOHSTIVHE, TaK i [103aMOHs-
TiliHe MMUCAEHHS. AAJKe SIAPO apXeTuIly (MeTaKoHLien-
TY) 3aBXXAM Hece y cobi 71 MOHATINHY (TeBHY iA€el0),
1 N03aTIOHATINIHY CKAaAOBY (mepBoobpas).

IIpocaipKoByIOUM pYyX Bip apXeTUIy AO KOHLeM-
Ty, MM MAaEMO MO>XXAMBICTb YSIBUTH, 5IK BiAOYBa€eTbCs
PYX TaK 3BaHMX SIA€PHUX CeM, 3aBASIKY SIKUM BUHM-
Kae JOTIOHSTINHE YSIBAEHHS IIPO KOHLIENTH. PO3TASIHb-
MO AeTaAbHillle, SIK Lje BiaOyBaeTbcs. UnMaao mpa-
icTOpUYHMX, apXalYHMX MY3UYHUX apXeTUIIIB MU MO-
)KEMO Ha3BaTu sIAePHUMY ceMaMM (HaNIPUKAQA, 3BYK,
PUTM, TOH, TeMOP), 5IKi B IIPOL{eCi eBOAIOLIIT MUCAEHHSI
pYXaloTbCs Bip sApa Ao nepudepii, yTBopio0YM iH-
TepIrpeTaliliHi NpolapkKy KOHLeNTy. My Ioroaxye-
mocs 3 O. llleaecTIOK, SIKa BBaJKAE, 1[0 3aBASIKN [[bO-
My PYXOBi HABKOAO AADPA «B iMIIAiIKalliOHaAl, 30cepea-
XKYIOTbCS “apXeTunoBi’ cemy, 1[0 BU3HAYAIOTH YSIB-
AEHHSI [TPAAOTiYHOrO0 i MiOAOTIIHOTO MUCAEHHS, SIKi
YTBOPIOIOTh CBOEPIAHI HalllapyBaHHS CMUCAIB» [16,
c. 35]. 3 Touxu 30py Biaomoro AiHrsicra B. Iaka, mo-
HSATTS IMIIAIKAIIIOHAAY € Ay)Ke OAM3BKUM AO TTOHST-
TS nomeHyitiHux cem. IloTeHuinHi cemu Ta imnaika-
LIiOHaA AQIOTb HaM YSIBAEHHS IIPO «IPUXOBaHi» ce-
MaHTUYHI KOMIIOHEHTY, 00YMOBA€EH] XapaKkTepoM Ae-
HOTATY, TOOTO €KCTPAAIHIBICTUYHO, @ MU AOAAMO —
€KCTPaMYy3UYHO.

A 0CKiABKY eKCTpa-KaTeropisiMu € CMMCAOBI YHi-
Bepcaaii, MM MOXXeMO CMIiAMBO 3apaxyBaTu AO HUX
i apxerumny, i KoHyenTy. Taki yHiBepcaaii onucyoTb
KOMIIOHEHTH 3MICTY (AiTepaTypHOro, My3M4yHOro, I10-
€TUYHOTO TOLL0) HE3AAEKHO Bia popMu IX BUpaKeH-
Hs, @ TAKOX IX ITOAQABIIOTO BXXVMBAHHS.

Kpim Toro, O. 1lleAeCTIOK BUCAOBAIOE LiiKaBy AyM-
KY IIPO Te, 1110 3aBASAKM TaK/M iMIIAiKallioHaAaM icHye
MO>KAMBICTD «PO3IIMPUTH CYTO POPMAAbHE PO3YMIHHS
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BiABHOTO iMIIAiKalliOHaAY, BiAHeCTH AO Lii€i obAac-
Ti, [TO-TIeplIIe <...> apXeTUIIOBi 03HAKM, SIKi B AABHU-
HY CKAAQAQAM SIADPO YSBAEHD, aA€ 3 YaCOM BiAIMIIAK
Ha niepudepiio, i, 10-Apyre, iIHAUBIAYaABHO-CUMBOA{Y-
Hi 03HaKy, 3aCHOBaHI Ha CTINIKMX Cy0 €KTUBHMUX aco-
Lianisx iHAMBiAa» [16, . 39]. B ocTaHHBOMY BUITAAKY
apXeTUIM, KOHLeNTY Ta iHIIi KYABTYPHi CTepeoTunu
BiAA3€EPKAAIOIOTHCS, BiAOYBAETbCSI B3AEMHUIT BIIAKB
yCTaA€HOI CEeMaHTUKM TOHATD Ha IX HOCIIB i HaBMmaku.
ApxeTunosi 1eppoobpasy € 3a CBOEI0 CYTTIO apXeTH-
IOBMMM CeMaMy, BOHY I1IEPEXOAATH 3 KOAEKTUBHOI'O
1103aCBiAOMOTO AO IIACBIAOMOCTi Cy4acCHOI AIOAMHH,
BiAOyBaeTbcs Ix peakTyaaisauis. HeaBaxarouu Ha Te,
I1}0 apXETUIIY IIPUCYTHI Ha Iepudepii cBiAOMOCTI Afo-
AVIHU, BOHU SIK YHiBepCaAii CTBOPIOIOTb «OAHAKOBICTb
y HalipisHOMaHiTHilmXx KyAbTypax» (O. IlleaecTOK).
IlepeBoasuy BulllecKasaHe A0 My3UYHO-KYABTYPOAO-
riYHOro piumina, BiA3HAYMMO, 11J0, OKPIM Ha3BaHUX
APXETUNIOBMX CeM (OAMHUIIb YHIBEPCAABHOTO IIPEA-
METHOTO KOAY — 3BYK, TOH, PUTM Ta iH.), sIKi ¢op-
MYIOTb 00pasHy chepy KOHLIENTY, CAiA BUOKPEMUTH
TaKO>X IHTOHALIiIO SIK «BYPa3HO-CMUCAOBUI KOMIIO-
HeHT My3u4yHoi MoBu» (B. Acad’eB).

Bia3Hau1MMo, 1110 KOHLIENT XapaKTepU3y€eThCs JI0T0
3aPOAXKEHHSIM Y TAMOVHAX AIOACHKOI Ayllli, caMe TOMY
MU FOBOPMMO IIPO 10T0 CY0 €KTUBHICTD i 0COOAUBE
3HaueHH:A B My3M4Hill TBOPYOCTi. BTiM, AK1j0 My3u-
Ka € MaKCUMaAbHO, TPAHNYHOIO CY0 €KTUBHICTIO,
TO KOHILIENT — 1i€ CY0 €KTUBHICTD, IO MIEPEXOAUTD
y abctpakrtHicTb. KoHuenTyaaisauis Mysuku spiicHio-
€TbC 32 AOTIOMOTOIO Ii aKTYyaAi3alii y KOMIIO3UTOP-
CbKill Ta BUKOHABCbKIll AIIABHOCTI. Y AaHil cuTyanii
apXeTUITOBI IIepBOOOPa3y MOCTAIOTH IEPILOAXKEPE-
AOM KOMIIO3MTOPCHKOI'O TBOPiHHS, @ 3TOAOM aKTya-
Ai3yI0TbCA y BUKOHABCBKIll ALIABHOCTI Ta IiA 4ac Ko-
MYHIKaTMBHOTO aKTy B3a€MOAIl KOMIIO3TOPa, BUKO-
HaBL4 i cAyXaya, eKCIIAIKYI04M CeMaHTUKY My3M4HO-
IO TBOPY, IEPETBOPIOIOTHCS HA KOHLIENITU.

KonuenT y Mysuii po3impioe CMUCAOBI Ta eMO-
L[ifHO-9yTTE€BI MOXXAMBOCTI i 3HaYEHHA apXeTUII0BO-
ro IIepBO00Opa3y, BiH € IEBHNUM «IIOCAAHHIM» — I10-
BipomaenHsiM (3a XK. Aeabosom Ta @. I'Barrapi), sike
Oyae I0-pi3HOMY IHTepIIpeTyBaTUCs aApecaTaMy Libo-
IO KOHLENTY, OCKIABKM 1l 3aA€XKUTb Bip KOHTEKCTY

2022, Bunyck BiciMHaOysmMuLL

MTOBIAOMAEHHS, 1110 CTBOPIOE HaraTO3HAYHICTb CMMC-
AOBOI LIAPMHMU AAS 110TO TIpounTaHHs. CaMe TOMy KOH-
LIENT, SIK i apXETUII, 3AIMICHIOE IIOCEPEAHMULIBKY QYHK-
11i10 y TPAHCASILIII COLIIOKYABTYPHOTO AOCBiAY, hopMye
KOMYHIKaTUMBHMIT IPOCTip KyAbTYypHu. ITiaAkpecaroro-
41 KOMYHIKaTMBHY CYyTHICTb KOHLIENTiB, HEOOXIAHO
CKa3aTy Ipo MOTEHLiMHI CMUCAY, SIKi KOHLIENT Mic-
TUTb He B CAMOMY TEKCTi, @ B KOHTEKCTaX, «Ha MeXi
BMCAOBAIOBAHb».

LlikaBy AyMKY BUCAOBMAQ MY3MKO3HaBULST A. AM-
PaxoBa, 3 SIKOI0 BaXXKO He MOTOAUTUCA. AOCAIAHNLA
AOBOAMTD, III0 KOMITO3UTOPCbKa TBOPYICTD Ta 1i «aB-
TOPCbKMI1 BHYTPIllIHI/ AEKCMKOH — lje He CXOBMIIe
KOHIIENTIB, a IEBHVM Y/HOM apTUKYAbOBaHe CEMaH-
TUYHE TI0A€, 3 YKe COPMYAbBOBAHMMM BiAHOCKHA-
MU i OKpeMMMU 3aKOHOMIPHOCTSIMMU. 3acobu apTu-
KYAALII pO3BMBAIOTbCS i IPMMHOXYIOTBCSA Bip TBOPY
AO TBODPY, GOPMYI0UM HEITOBTOPHICTb aBTOPCHKOTO
CTUAIO» [2, c. 165]. AHaAi3yI0UM KOMITO3ULIHI MO-
Aeai mysukn XX—XXI ct., A. AMpaxoBa AOXOAUTD
BMCHOBKY, 1IJ0 Cy4aCHi KOMIIO3UTOPU He IIPOCTO BiA-
MOBASIIOTbCS BiA 3BUYHMX )KAHPOBUX i KOMITO3ULii-
HUX IIPOTOTUIIIB, @ CTBOPIOIOTb BUTBOPU iHUAUX TU-
roAoriyHux ¢Gpopm i MOpHOAOTit My3UYHOI MOBU.
CaMe iHuiux, a He HOBUX.

Ax mpuxaap A. AMpaxoBa HaBOAUTD BUCAOBAIO-
BaHHS ABOX «0aTbKiB» cepiaAiaMy Ipo KOHLEMLifo
yacy — K. Illtokraysena i I'l. Byaesa. AprymeHTOM
Ha KOPUCTb He HOB020, a iHui020 A. AMpaxoBa Ha-
3MBa€ caMe 3aKOHOMiPHOCTi AIOACBKOTO MUCA€HHS,
BiA AIKMX He MO>KHA BIAMOBUTHCS Ha BIAMIHY Bip «TH-
11i30BaHMX KOMITO3MLINHMX POPMYA i >KaHPOBUX MPO-
TOTUIIIB TOHAABHOI My3MKI». Y Cy4aCHill KOMIIO3U-
TOPCHKIill TBOPYOCTi FOAOBHI cniB-0ymimeBo/nodiesi
byHKii Ha ceOe bGepyTh BXXe He Aap i TeMa, a 5K, Ha-
MPUKAQA, Y COHOPUCTHL «OYAb-sIKi 3MiHM TeMOpo-
BOrO i GaKTYpPHOTO XapakTepy». IHIIMMM CAOBaMHy,
«(YHKLIIOHaABHO TeMOP IMOYMHAE MAMIHATY CO000
i MeAoAiro, i rapmoHioo» [2, c. 167-168].

Takum YMHOM, MIATBEPAIKYETBCS AyMKa IIPO POAD
apXeTUIiB-KOHLENTIB Yy Cy4YacHiil My31lli B HOBOMY
PaKypcCi — He AMILIe Y BUTASIAL CTIJIKOTO XYAO’KHBOTO
epBoo6pas-o6pasy, MysUYHOI TeMU, KaHpY i T. IL.,
aAe BXe Y BUTASIAL pUTMY, 3BYKY, TeMOpY... OCKiAbKM
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OyAb-sIKa TaKa KOMITIO3MLIIfIHA MOAEAD € IIEBHOIO ipea-
Ai30BaHOIO y3araAbHEHOIO MOAEAAID. Lle € akTyaAbHUM
He AMILE AASI MY3MYHOI TBOPYOCTI, aae 11 AAsT OYAD-
SIKOI TBOPYOCTI B3araai.

Posrasaarouy apxeTuIl AK iHBapiaHTHY KOHCTaHTY
KYABTYPY, @ KOHLIENT SIK IIeBHY BapiaTMBHICTb apxe-
TUITY, HE MO>KHA 001/TY CTOPOHOIO i TaKMi1 peHOMEH,
K «periv». 3a3HaunMo, 10 dpeiim (Bia aHrA. frame —
paMmka) siK TepMiH OyB BBepAeHmit y 1974 p. M. MiH-
CBKMM Yy Teopii IITYyYHOTO iHTeAEKTY i TPaKTYETbCsA
SIK cTaTMyHa iHdopMalliiiHa CTPYKTYPa, SIKa CAY>KUTD
AASL peripe3eHTallii CTepeoTUITHMX KOHTeKCTiB. Hapa-
Al KoHLenTyaAi3alLis GpperiMy Oyaa 3arponoHoBaHa
I. Beitrconom i AeTaabHO po3pobaena I. TopmanoMm.
Ha aymky B. Baxiuraita, Tepmin «peitv» € 30ipHUM
MO3HAYeHHSM KOHTEKCTY. BaXKAUBUM € OAUH 3 TO-
cryaariB Teopil ppenmis (3a B. BectcreitHom), ssknit
HaroAOIIy€ Ha TOMY, 1[0 KOAM AIOAVHA HAIITOBXY€EThb-
Cs1 Ha LIIOCh HOBE, BOHA BUMYIIIEHA I1iAOMpaTu y CBO-
11 mam’siTi TaKy CTPYKTYDY, 5IKa BIAKPUTA AASL II€B-
HOI cUTYyalLlii.

@periMoBa KOHL|EMNLisi pO3pOOA€Ha B MEXXaX IICH-
XOAOTiI, COLIIOAOTIT, KOTHITUBICTUKU, AIHIBICTUKMN.
OAHaK y Cy4aCHOMY MY3MKO3HABCTBi AO Lii€l Teopil
3BepHYANCS HeljoAaBHO. Cepea My3MKO3HaBYMX PO-
6iT, BIAOMMX HaM y Liil1 raAysi, BUPi3HSIOTbCS AOCAI-
AxeHHs A. AmpaxoBoi «KorHiTusHi aciekTy iHTep-
npeTawjil Cy4acHOI My3MKU: Ha IPUMKAAAL TBOPYOCTi
asepbaiiA>XXaHChKUX KOMITO3UTOPiB» [1] i «ITepcrex-
TUBU PpeiiMOBOi CEMaHTUKIM B MY38MKO3HABCTBI» [2],
a TaKOXX Ipalisl YKpaiHChbKOI My3MKo3HaBuLi B. Ma-
pik «fIBuija KOHLENTY i KOHLenTocdhepy B My3uy-
HOMY MUCTELTBIi: AO IpoOAeMM BiuHOro 00pasy» [9].

3BepTaYMCh AO KOHLIENITY Ta IEPCIEKTUB (pei-
MOBOI CEMaHTUKU B MY3MLi, AOCAIAHUIIi PO3TASIAQIOTD
KOHIIETIT SIK IIeBHUI1 IPOTOTMUII, MEHTAaAbHE YTBOPEHHS,
iaeaabHy MOA€eAD. IIpy 1IbOMY, Ha3MBAIOUY KOHLIETT
IIPOTOTUIIOM i IOPiBHIOIOYM JIOT'O 3 QpXETUIIOM, AO-
CAiAHMLIL He TIPOBOAATD YiTKOTO PO3MEeKyBaHH MDK
LVIMU SIBUIIAaMU KYABTYPU. 3a3Ha4MMO, IO MU MO-
JKEMO TiABKM YaCTKOBO MOTOAMUTUCS 3 TBEPAXKEHHSIM
A. AMpaxoBoi, sIKka Ha3MBa€ KOHLENTaM/ B My3MLi
<«OKaHP, CTUAD, IHTOHALIi10, pUTMODOPMYAY, KOMITO3M-
LilTHY cxeMy ToLo» [2, c. 162], mocuaaro4nch Ha Te,
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110 BCi BOHM € MPOTOTUIIAMU. 3 HALIOI TOYKM 30pY,
TaKi «<KYABTYPHi ceMeMM» — € CYTHiCTb He AMIIIe KOH-
LienTiB, a /1 apXeTUIIB My3UYHOI KYABTYPU, OYAYUM
SIK KOHLIENITaMM, TaK i apxeTunamu. Tomy rmpaBomip-
HO TOBOPUTY PO TaKi yTBOPEHHS SIK PO METaKOH-
LIENITY MY3VKY, A€ apPXETUIIN 11 € METAKOHLIETITAMMU.

VY posymiHHI apXxeTuIy-MeTaKoOHLenTy B My3u-
1ii BAXXAMBY POAb Bipirpae ¢peiiMoBa ceMaHTHUKA.
ITpo Ba’KAMBY POAB PO3YMiHHS MY3MUHOTO KOHLIENTY
B KOHTEKCTi ITepe>KMBaHHSI TOBCSIKAEHHOCTi TOBOPUTD
i B. Mapik, 0CKiAbKI «My3UYHUI1 KOHLIENIT BUSABASIE
BaXKAUBICTb BKAIOUEHOCTI, BOYAOBAHOCTI y Temnepir-
Hil1 yac AAst OyAb-sIKOI KOHIlenTyaaisauii» [9, c. 10—
11]. 3anpononoBani Teau A. AmpaxoBoi i B. Mapik
AO3BOASIIOTH BUBYATH MOAMGIKALII0 apXETHUITY SIK SIAPa
KOHLIENTY B paKypci NoBcAKAeHHOCTi Dasein — «TyT
i Terep», AOCAIAXKYBaTH yCi MO’KAMBI Me>Xi IIOBCSK-
AEHHOI B3aeMOAII ppeiiMiB sIK «KOHTEKCTyaAbHO-
ro miaroro» (B. Baxmraiid), BUBYaTU He TIAbKU KOH-
TEKCTH, 11]0 OPTraHi30BaHi B MeTaKOHTEKCT! Bapia-
TUBHOCTI apXETUIIiB, aAe /1 KKOHTEKCTY KOHTEKCTiB»
(A. Iso11), 1110 € 0COOAMBO BXKAUBYM AASI pO3YMiH-
HsI Cy4aCHOI KOMITO3UTOPCHKOI TBOPYOCTI.

TaxyM 4MHOM, SKIIO KOHLIENT € TOHKOIO MAIBKOIO
LMBiAi3allii», TeBHMM CTAAMM MEHTAAbHMM yTBO-
PEHHSIM, TO, KaXyuu Ipo Gpeitm, 1oro MoXKHa Io-
PIBHATU 3 THYYKOIO PaMKOIO, sIKa 3MiHIO€ KOHTEK-
cTU (SIK BHYTPIIIHI, TaK i 30BHIIIHI) CTPYKTYPHOI €A-
HoCTi «popmu-ipei», a60 «Mopeai-ipei» apxeTumnin
Y HOBCSIKAEHHOMY >KUTTi. [TOBCAKAEHHMIT KOHTEKCT
MO3Ke CMBOAI3yBaTu OYAb-sSIKMI iHIIMIT IPOCTOPO-
BO-4aCOBMIT KOHTEKCT Ail, aAe «TyT i 3apa3». Takum
YIHOM, AETbCS PO BaXKAUBY CTOPOHY apXeTUITiB-
KOHLENTIB — X PpperiMOBy penpeseHTalilo KOHTEK-
CTiB MOBCSIKACHHOTIO AiSHHA.

OTxe, 3aBASKM ppeiiMaM BiAOYBa€eThCsI KOHTEKCTY-
aaisayis Toro abo iHuoro criB-6yTTs1/M0Ai, a60 X, iH-
IIMJ CAOBaMM, MY MOYXEMO TOBOPUTMH TIPO iHTepIpe-
TaLiHNUIT OTeHLiiaA, 0e3MeXHY LiapMHY iHTepIIpeTa-
LIiTHOTO MOASI apXeTUITy-KOHLenTy. OAHAK ITPY LIbOMY
CAip BpaXOBYBaTU «MEHTAAbHI iHCTpyKIIii iHTepnpe-
Tatil, iKi 6araTo B YoMy BM3HAYAIOTh CAMY CTpPATETii0
pO3yMiHHsI» [2, €. 163], OCKIABKM KOHLIENTH 3aBXKAU
€ eTHocrelMdiyHnMM. AAXKe, He3BaXKalOYM Ha Te,
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[0 KOHL[ENTY € 3araAbHMMM, BOAHOYAC BOHU 3aB-
KAM 00MesKeHi, 00YMOBA€EHI KOHTEKCTOM, 30KpeMa
MEHTAAbHUM i T. iH.

BucnoBku. Takum 4YHOM, y IPOITOHOBAHI CTATTi
Hac 1[iKaBMAO He CTiAbKM Te, K caMe, B IKUX iAesXx,
MoaeAsix 260 Gpopmax BTIAIOIOTHCs Ti ab0 iHii apxe-
TUIIM i QPXETUIIOB] 00pasy B KOHLIENTAX, CKIABKYU Me-
XaHi3MM Ta CIIocoOu IX reHeTUYHOT 0 BUOYAOBYBaHHS,
IX B3a€EMO3YMOBAEHICTb, IIPOLieC IEPEXOAY apXeTH-
ITy B KOHLIENT Y My3MYHOMY CeMio3nci. AHaAOTiuHy
iaero Ha mouaTky XX ct. cpopmyaroBas E. Kaccipep:
«Mu nparHeMo A0 aHaAi3y i po3ymiHHs hyHAAMEH-
TAABHMX CIIOCOOIB MUCAEHHS, OCSITAHHS, YSIBA€HHS,
ysIBU Ta BIATBOpeHH: Yy MOBi, Mici, MuCTeLTBI, peai-
rii i HaBiTh y Hayui. Hac 6iablire He L[iKaBASITb OKpe-
Mi TBOpY MUCTELITBA, TPOAYKTY peAiriitHoro abo mi-
(OAOTiYHOrO MUCAEHHS], HAC LIKaBASITD Ti pyusititi
CUAY, Ma MEHMAAbHA AKIMUBHICMDY, AKA NOMPIOHA
0As ix cmsopenHsa» (Kypcus Haut. — M. C.) [7, c. 147].
CAip HaroAocuTy, 10 3 4YaCOM apXeTUIIM MOXXYThb
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icHyBaTM y meBHMX KOMOiHaLisiX, TOOTO apXeTuIo-
BUI IIEPBOOOPA3 3r0AOM MOXKE IEPETBOPUTICS Ha ap-
XEeTUIIOBUI CMMBOA, apXeTUIT-KOHLIENT. 3ayBaku-
MO, 11J0 CUMBOA 200 KOHLIeNT, Gppeitm MoKe BOuparu
B cebe OiAbII Hi>K 0AVH apxeTurl. BusHaueHo, mwo ap-
XETUIM Ta KOHILIENTY BUKOHYIOTh (PyHKLiI0 mam st
(KyAbTypHol’, COLIiaAbHOI, Hal[iOHAABHOI), YTBOPIO-
I0Th 0e3IepepBHICTD, LiAiCHICTh OyTTs, MO0 LiiH-
HiCHO-3HauYeHHEBMIT CTpIDKeHb. OKpeMi apXeTuno-
Bi mepBo0Opasy MOXyTb 6yTH 3a0yTi, ase Bce X MO-
XKYTb OYTI y OYABb-SIKMII YaC MPUTaAaHi, «OXKMBAEHI»
B KYABTYPHIiT TaM’sITi AIOACTBA SIK METAKOHLIEIITH.
BusiBA€HO, 1110 6araTo3HaYHICTh CMMCAOBOTO KOH-
TEKCTY AOAQE MOKAUBICTD KOHIIENTY BIATBOpIOBa-
TU Y COOi He AMIlle OAMH, a Y1 MHOXKMHY apXeTHIIiB.
CMUCAOBa HEBUYEPITHICTh apXETUIIB 3aBXXKAU Mic-
TUTDb MOTY)XHUI IMOTEHLiaA, KNI 3aAUIIAETbCS He-
BMKOPMCTAHUM, CTBOPIOIOUM Y IIpolieci KOMYyHiKallii
iHTepIipeTallijlHe II0A€ AASI BEAVKOI KiABKOCTI «ITpO-
YUTAaHb» XYAO>KHBOTO BUTBODY.
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Maryna Severynova. The transformation of the archetype in the semiosis of musical culture:
from the archetypal prototype to the concept and metaconcept

Abstract. The article examines the musical and cultural aspects of the «archetype» phenomenon and its transformation from an ar-
chetypal prototype through an artistic image to the concept and metaconcept in musical culture. Regardless of the relevance of these phe-
nomena in the modern space of culture, this problem remains little researched, although it is still connected with the urgent issues of find-
ing the primary foundations, the primary sources of being, the identification of universal patterns-models in the composer’s creative work.
To investigate the transformation of the archetype in the semiosis of musical culture and to reveal the genealogical interdependence of the
transition of the archetype into the concept and metaconcept. The methodology is based on scientific cultural, psychological, literary and
musicological investigations, as well as a systematic approach, comparative and logical-analytical methods. With the help of this method-
ology, the transformation of the archetype, their interdependence in musical culture was revealed. Results. The definitions of «archetype»
and «concept» are considered, their common and distinctive features are clarified, and the transformation of archetypes into concepts is
traced. In this context, it was noted that entering the world of everyday ideas, the archetypal prototype is filled with new emotional and
informational content; it acquires a personal, socially conditioned specificity and moves into the realm of concepts. The interpretation of
the definition «concept» as coexistence by J. Deleuze and F. Guattari is analyzed. The concept is considered in the context of perspectives
of frame semantics in music. As a result of the research, a genealogical connection between two definitions «archetype» and «concept»
was noted. It was found that a concept is not an image, not every artistic image can become a concept, since the concept potentially car-
ries an invariant content in the form of an archetype, which is individually and creatively realized in each specific case of a composer’s cre-
ative work. It was determined that archetypes and concepts perform the function of memory (cultural, social, national), form the continu-
ity, integrity of being, its value-meaning core. It was proven that archetypes of the cultural unconscious are metaconcepts of culture: both
archetypes and concepts form a certain «metalanguage of culture» (Y. Lotman), or an «overlanguage». It was found that archetypal proto-
types are, in their essence, archetypal semes, which go from the collective unconscious to the subconscious of a modern person, and their
reactualization takes place. Archetypal semes (units of the universal subject code — sound, tone, rhythm, intonation, etc.) form the figu-
rative sphere of the concept. It was determined that the concept in musical creativity expands the semantic and emotional-sensual possi-
bilities and meaning of the archetypal prototype; it carries out an intermediary function in the transmission of sociocultural experience;
it forms the communicative space of culture. The important essence of concepts is noted the formation of potential meanings, which the
concept contains not in the text itself, but in contexts, «on the border of statements».

Keywords: archetype, concept, metaconcept, composer’s creative work, musical semiosis, frame.
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Abstract. The article focuses on the problem of the local isolation of art at the turn of the 19th-20th century and the role of Ukrain-

ian-Polish creative contacts in establishing Ukrainian artistic discourse. The works of K. Pryzhikhovskyi, A. Kendzerskyi, P. Vasylchen-

ko, K. Ivanytska, artists who are half-forgotten today, were discerned by the importance of experience exchange and the need to find new

imagery. The aforementioned artists performed together with I. Rashevskyi, M. Pymonenko, and Ya. Stanislavskyi. The connection of the

latter with Ukraine is studied in particular through his pedagogical activities.

Also, the characteristic features of Polish plastic arts in Poland and outside the country (Kyiv, Odesa) are traced, as well as exhibitions

and events that are crucial for our understanding of the ties between Poland and Ukraine. It is proved that because of the emergence of

new artistic societies, museums, and the growing role of art schools, Kyiv has become the professional platform where new generations of

Polish artists have asserted themselves. The article also traces the impact of Ukrainian and Polish culture on the emergence of new phe-

nomena in European art of the late 19th — early 20th century.

Keywords: art school, artistic movement, artistic ties, exhibition activities.

Ukrainian-Polish creative contacts intensified
by the end of the 19th century. During this period,
Warsaw and Kyiv became artistic centers. At the same
time, we must remember the emergence of new phe-
nomena in European art of the late 19th and early 20th
centuries, which did not bypass Polish and Ukraini-
an culture [1]. The role of plastic thinking becomes
more prominent, the form comes out of the shadows
to the foreground. The artistic movement is growing.
New art societies and museums are emerging in Kyiv,
the importance of art schools, primarily of M. Mu-
rashka, is growing, and the number of art exhibi-
tions organized by local artists, as well as represent-
atives of various art centers (Petersburg, Moscow,

Warsaw, Lviv, Odesa), is increasing. The fact that
Repin and Matejko become popular in Kyiv and are
seen as rousers speaks of the growth of art’s role
in social life. They both embody progressive ideas.
We observe a peculiar fact: in Krakéw in the late
1880s and early 1890s, where Jan Matejko lived, his
name did not determine the leading artistic trends
at the school where he was the head. This has been
noted more than once by Polish art critics. At that
time, in Kyiv and in Ukraine in general, Matejko’s name
had a halo of the artist who is devoted to his Moth-
erland, to art, and excited with the patriotic direc-
tion of art, and constant civic content. V. Stasov
called Matejko one of the greatest figures of artistic
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Europe of the 19th century. Insightful are the words
of I. Kramskoy “What is Mateyko? He is a person
who, you feel, is not kidding about art... there is no
other such serious mind and heart,” these words ac-
quired a special meaning among the Ukrainian crea-
tive intelligentsia. O. Slastion compared Matejko with
K. Bryullovand A. Ivanov. In a word, Mateyk’s artis-
tic banner was waved victoriously on Ukrainian soil
during that period, exciting with democratic slogans.

In 1895, the Literary and Artistic Society in Kyiv,
after five years of existence, printed a collection of ar-
ticles, which included M. Nikolaev’s article “Two his-
torical paintings by Jan Matejko». The fact of ana-
lyzing the paintings of the Polish master “Reception
by Stefan Batory of the ambassadors of Grozny near
Pskov in 1581” and “Ivan the Terrible” was extremely
important and symptomatic for Kyiv, where the na-
tional school of historical painting was formed under
the influence of Repin’s ideas. And although the article
had a tendentious pro-royal character, the very fact
of consideration of Matejko’s works in Kyiv meant rec-
ognition of his outstanding merits to Polish national
artand served as a lesson for Kyiv artists [2]. For exam-
ple, during the opening of the monument to Bohdan
Khmelnytsky in 1888 in Kyiv, Matejko’s painting
“Bohdan Khmelnytsky’s Oath of Allegiance to Rus-
sia” was exhibited. The works of the Krakow paint-
er were known and respected here.

There was a real cult of Matejko at the Kyiv Draw-
ing School. The engraving from his work “Stanchyk”
was exhibited among other best works of European art
for a pedagogical purpose. The director of the school,
M. Murashko, deeply respected the painter from
Krakow. Murashko mentioned that in 1882 in the great
hall of the University of St. Volodymyr, there was an ex-
hibition of Polish artists, “where Mateyka’s “Stanchyk”
made a great impression. And even now I really like
this thing” [3, p. 81].

“Memoirs of an Old Teacher” mentions Murash-
ko’s meeting Matejko in his workshop at Floriants-
ka street through the mediation of M. Hozhkovskyi,
Matejko’s permanent secretary. It is known that Mate-
jko treated other nations with respect, and advocated
the rapprochement of Ukrainians and Poles, separated
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by “misfortune and disputes” [4]. M. Murashko was
impressed by the conversation with the master. Mate-
jko, it turns out, knew the language of Galicia. “He
spoke in Ruthenian, which is very close to the Ukrain-
ian language.»

Being in Krakéw, Murashko thought about the fu-
ture of his school, about its students, he cared about
the need to unite the Slavic peoples. A lot of space in his
diary is devoted to these ideas, and they deserve spe-
cial attention. Due to the fact that there were many
Poles studying at the school, Murashko dared to ask
for Matejko’s drawing for the student gallery [3, p. 87].

Matejko served as an important link in the artistic
relations between Krakow and Kyiv. In the review “An-
driolli and Mateyko as authors of drawings and paint-
ings from the Ukrainian everyday life”, N. Shugurov,
a native of Kyiv, noted Matejko’s constant interest
in the Ukrainian theme [5]. The creative intelligentsia
of Kyiv highly respected the Krakow artist. Mykola
Lysenko’s letters to the young Fotiy Krasytsky in St.
Petersburg, where he studied at the Academy of Arts,
prove this. “You need to collect all the achievements
of the past, write them down, save them, as Matejko
did, and put them into practice” [6], the composer
writes. He further calls on Krasytskyi to learn from
the Poles the “historical school of Matejko and Ko-
ssak, [learn] genre and everyday life from the Rus-
sians. Maybe you, too, will be given the opportuni-
ty and talent to resurrect, to imagine the past his-
torical facts of the venerable Ukrainian history” [6].

Characterizing Matejko’s relationship with his
contemporaries, one should note his benevolent at-
titude towards those Ukrainian young artists who
studied at the Krakéw art school, he was the head of.
During his holiday in Lviv on the occasion of receiv-
ing the title of an honorary citizen of the city, he allo-
cated funds for the organization of two scholarships:
one for a Ukrainian, the other for a Pole. The idea
of this event came from a friend from Lviv, the art-
ist Izidor Yablonsky, as Mateyko himself mentions
in a letter to his wife Teodora dated September 30,
1869 p. [7]. Since then, the fate of the scholarship has
troubled the artist more than once, at least his let-
ters to acquaintances testify to this [8].
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The Kyiv School of drawing was a great propaga-
tor of Matejko’s work. In Kyiv, it was a respectable art
institution that instilled high culture and broad views
on art in its students. “Students of our school,” Mu-
rashko recalled on the occasion of the 30-year anni-
versary of his work in October 1898 p., “repeatedly put
their strength and knowledge into the work that had
public significance, and we meet them during the res-
toration of the frescoes of St. Cyril’s Church, they
participate in the decoration of St. Volodymyr’s Ca-
thedral, now we see them again as assistants of Prof.
Vereshchagin at the paintings on the walls of our
Great Pecherskiy Monastery.”

Kyiv at the turn of the century rallied artistic forces,
and cemented like-minded people for a breakthrough
from the artistic and class isolation in which the visual
culture was founded. The attack was for the viewer,
for the involvement of art in social problems. The press
of that time paid attention to artistic matters, although
it should be noted that the art criticism of that time
did not have “its own Stasov” in Kyiv, and was in-
formative in nature.

The interest in Polish artistic life was constant
among the Kyivans. Reviews of periodicals of that
time provide a lot of vivid and convincing material
from exhibitions in Warsaw, Krakow, or Lviv of new
paintings by Polish artists, about understanding new
styles and directions, about close artistic contacts that
united Poles and Kyivans. Thus, in the Kyiv newspaper
“Life and Art” in the article “Three days in Warsaw”
the difficult living conditions in which Polish artists
lived are described, and the paintings of Eismond
and Tselinsky are mentioned [9]. In 1895, the news-
paper reported that H. Semiradsky sent three paint-
ings “Roman Idyll”, “St. Jerome”, and «Bacchanalia»
to the exhibition in Moscow [10].

G. Tchaikovsky’s review “Polish painting in modern
times and the posthumous exhibition of Wladyslaw
Podkowinski” [11] reveals the tastes of contemporary
criticism. The author criticizes Podkovinsky’s well-
known work «Madness of the ecstasy» («Woman
on a Horse»), denying it an aesthetic value. In gen-
eral, he sees that in Podkovinsky “the disease ex-
posed his aspirations and nature” and because of this,
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the artist «paints ballerinas with whitened cheeks
and sketches fantastic compositions such as «Noc-
turne» and «Funeral March» and finally creates «Mad-
ness...» as the apotheosis of sensuality and death” [11].

In 1896, the newspaper “Life and Art” reviewed
in detail the work of Krakéw artists, although the critic
considers some works to be banal, in particular, T. Ak-
sentowicz’s painting «Hutsul’s Funeral». The critic
is impressed by “the portrait of our famous Augusti-
novich. After all, these are not portraits, but living
people», concludes the newspaper [12].

The Kyiv Society of Art Exhibitions, which was
founded in 1892, was closely related to the activi-
ties of the Society of South Russian Artists in Ode-
sa. In the 1890s, certain steps were taken to unite
these groups, and the first act on this path was con-
sidered to be the organization of joint exhibitions
in Kyiv and Odesa. The work of these two societies
should also be evaluated from the angle of Ukraini-
an-Polish artistic relations, due to the fact that Pol-
ish artists participated in their activities — not only
as artists presented at exhibitions but as active or-
ganizers of artistic life. The work of Ukrainian so-
cieties was propagandistic and enlightening, remi-
niscent of the ideas of Zahenta, the Warsaw society
of friends of fine arts. We can trace many common
features between Zakynta and Kyiv society, in par-
ticular, the association of artists, spreading aware-
ness about the achievements of national art among
the population, the development of aesthetic tastes,
material support for artists, and exhibition activi-
ties. Zakhenta played a significant role in the spread
of Ukrainian art. In the expositions of the Kyiv Soci-
ety of Art Exhibitions, Polish artists remained faith-
ful to their favorite theme and raised the same issues
as their Ukrainian colleagues.

When considering the work of the Society of South
Russian Artists we must note the activities of V. Izdeb-
skyi’s Salon in Odesa in 1909-1911.

Among other reasons for that is the fact that the Sa-
lon actively promoted contemporary art of that time.
“Departments of Russian. Polish, Finnish, German
and Italian art are planned” stated the program
of the art exhibition.
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It was opened in December 1909 and had success
in Odesa, Kyiv, St. Petersburg and later in other cit-
ies. The Salon provided a number of lectures on aes-
thetics and arts, a number of concerts of old and new
music (“On the Tasks of Modern Painting”, “Modern
Artand the City”, “On Oscar Wilde” by V. Izdebsky,
“New Theater” by Bronevsky, “Evening in memory
of A. Chekhov”, etc.).

V. Izdebsky went to Paris, where he was fascinat-
ed by the contemporary avant-garde. He successful-
ly organized an international exposition with a large
number of French artists volunteering for the ex-
hibition: J. Braque, Vallaton, Glazes, Van-Dongen,
M. Laurentsen, A. Matisse, J. Metzinger, A. Marx,
O. Redon, A. Rousseau, P. Signac, Vlamink.

L. Bilibin. D. Burluk, O. Ekster, V. Borysov-Musatov,
Honcharov, I. Hrabar, M. Dobuzhinskiy, V. Kandin-
skiy, M. Larionov, A. Lentulov, Ye. Lansere, A. Rylov,
P. H. Ostroumova-Lebedeva, R. Falk, M. Yakovlev de-
fined new artistic horizons. Pole K. Stavrovsky, Nor-
wegian H. Kron, Georgian O. Shervashidze, who lived
in Kyiv, Spaniard H. Bermejo, Italian D. Balla, Odes-
sans E. Bukovetsky, B. Egiz, B. Edwards, P. Volokidin,
T. Dvornikov, V. Zauze, V. Izdebsky — a wide list
of names revealed the international nature of the exhi-
bition. The names of H. Narbut and S. Kolesnikov [13]
should be added to th elist too.

In a special issue of the Salon magazine, which
was designed by V. Kandinsky, reviews of the press
of that time are given. They testify to the existence
of opposite views on understanding the specifics
of modern art. The academic criticism was voiced
by I. Repin, who did not restrain himself in expres-
sions and epithets (“a whole hell of Western simple
tones awaited us here,” the famous artist wrote in “Bul-
letins of Stock Exchange”, May 20, 1910). The tone
of his article is journalistic and sarcastic. Accord-
ing to Repin, this kind of art is approved by the dev-
il, the spirit of cynicism. The same Devil prophesies:
“I will force the press — a great force — to trumpet
the glory of this art to the whole world: billionaires
will come from America, they will pay crazy mon-
ey for these goods, which is easily and quickly pro-
duced. We will fill all museums and private galleries
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with it. We will throw away everything that was dear
to you, and you will worship my ointments of the Or-
der of the Donkey’s Tail!.. In Moscow, some have al-
ready worshiped — Muscovites now collect Matiss-
es” [14]. It was a monologue in defense of the old ideas
that prevailed in Russian art in the 1860s and 1880s.

The apostle of new artistic trends was A. Benoit,
who noted in his speech that the exhibition is sig-
nificant for St. Petersburg. “Here, for the first time,
we have collected the works of young French artists,
leaders of new movements. Here, a number of works
by Russian artists reflect the influence of these new
forms on our native art. And this comparison is ex-
tremely instructive. It is not only a significant and in-
structive exhibition but there is much to be happy
about it”. Benoit went on to outline one of the main
representatives of the Peredvizhniki, who expressed
dissatisfaction with the artistic progress. Young Be-
noit polemically defended the new art, accusing Repin,
perhaps, that he too once “was the freshest and most
advanced of all Russian painters and had to listen
to the same barks and curses from his older broth-
ers, it was his turn to play their role” [14].

Asyou can see, the critics spared no effort: in the heat
of polemics, they rejected delicacy and shy caution.
It was about a new way of art evolution, and new aes-
thetic principles of art. In the introductory paragraphs
of the magazine “Salon,” it was categorically stated:
“Ten years ago, the exhibitions of “young people”
seemed pale and meaningless — in comparison with
academic ones. Now the roles have changed. And it
is not us, but they who have to regret that they lost
the magical scepter of power over souls. The new art
gained full blood and strength and became uniquely
alive and encouraging. The “Salon” exhibition, which
first opened last year, became a vivid proof of this. It
caused a lot of heated disputes — praise from some
and evil squealing from others” [14, p. 4].

In the “Salon” magazine, among other interesting
and original articles and reflections, we find V. Kan-
dinsky’s speech “Content and Form”, in which he
defines the role of the internal (content) and exter-
nal (form) components in a work of art. Accord-
ing to Kandinsky, “a work of art is beautiful when
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the external form completely corresponds to the in-
ternal content” [14, p. 15]. But it should be remem-
bered that “the form is a material expression of an ab-
stract meaning. Therefore, the quality of an artistic
work can be fully assessed only by its author: only
he can see whether and to what extent the form he
uses, corresponds to the content, which majestical-
ly demands embodiment” [14, p. 15]. It is significant
that, in this article, V. Kandinsky proclaimed the cel-
ebration of monumental art, “which sprouts we al-
ready feel today, and which blossoms will bloom to-
morrow.” It is interesting that “this monumental art
is a combination of all arts in one work.”

V. Izdebsky defended similar theses in his Intro-
duction to the catalog: “The artist has broken the old
forms and mastered the secret of colors and lines.
He is looking for a new synthesis, a new manifesta-
tion for the mystery of his spirit.” Young critics paved
the way for fresh ideas. The purpose of the exhibi-
tion looked clear and was perceived in a program-like
way — to show a panorama of modern artistic life
“from classical academicism, through all the steps
of impressionism, which is marching victoriously,
to the last edges, to the last colorful depth” [13].

From the point of view of the union of domes-
tic artists — those who lived in Odesa, Kyiv, Mos-
cow, Yelisavetgrad, Mykolaiv, and those who found
lived abroad, in Paris or Munich — the exhibition
in Odesa in March 1914 is interesting. It brought
together artists of different approaches. Abstract
compositions by V. Kandinsky (“Improvisation 34",

» o«

“Circle Painting”, “Composition No. 77, “Painting
with White Lines”) were exhibited next to paintings
by P. Konchalovsky, A. Lentulov, O. Kuprin, I. Mashk-
ov. The Norwegian priest H. Kron, who lived in Kyiv,
showed a number of Dnieper and Caucasian land-
scapes (“Near the Dnieper”, “Winter”, “New Athos”,
“View from Sukhumi”, “Fairy Mountains”, “Tobac-
co Plantation”, “Dzhamgal forest”). Also, the works
by P. Volokidin, V. Zahorodniuk, R. Falk, S. Storozhen-
ko were shown at the exhibition.

In the Introduction to the catalog “On the Under-
standing of Art”, V. Kandinsky rejected the old foun-

dations of art (even “impressionism was a natural
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conclusion to the naturalistic aspiration in art”),
warned against a fanciful understanding of modern
art, which carried out the superficial verbal bravado

” o«

of concepts like “cube”,

” o«

division of planes”, “colorful
tasks”. “This is nothing more than rinsing of the mouth
with words that have acquired a modernist color”).
The explanation of art, according to Kandinsky, has
not a direct, but an accidental meaning [15]. The re-
cipient must open his soul more widely and then
the goal will be fulfilled.

Izdebsky’s salon in its character was close to the art
group “Sztuka”, and to the avant-garde societies of Po-
land at the beginning of the 20th century. The laws
of social existence presented artists of different na-
tionalities with the necessity of a single choice —
unity in the name of art, which excluded alternative
differences. Izdebsky’s salon in Odessa was many
years ahead of the aspirations of the Polish avant-gar-
de, which fully revealed itself at the 1923 exhibition
of new art in Vilnius. This Salon played a special role
in the evolution of progressive trends and the ex-
pansion of international relations in art. It brought
the art of Eastern Europe to the forefront of the cul-
tural life of the world.

The Kyiv Society of Art Exhibitions, the Kyiv So-
ciety for the Promotion of Arts cooperated with Pol-
ish artists who came to Kyiv and stayed.

The first exhibition of Polish artists in Kyiv opened
on November 14, 1882, in St. Volodymyr’s University
hall. It was attended by V. Gerson, Y. Zimmler, H. Sem-
iradskyi, Y. Mateyko, Y. Brandt, and Y. Malchevskyi.
A total of 40 paintings were exhibited at the time.
The exposition had a significant public resonance
and was highly appreciated by the press. “Until now,
the Slavic peoples,” wrote the critic V. Varzar on the oc-
casion of the opening of the exhibition, “cannot boast
of perfect and accurate knowledge of each other. We
care too little about spreading the knowledge which
would lead the Slavic peoples to mutual understanding
and, accordingly, to an agreement among the mass-
es of the public” [16].

The exhibition was welcomed by the Kyiv newspa-
pers “Kievlyanin”, “Zorya”, and Warsaw “Klosy” [17-21].
M. Murashko published favorable reviews in “Zorya”.
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In St. Petersburg, the magazine “Art News” (“Khu-
dozhestvennye novosti”) published an article by S. I.
“Correspondence from Kyiv” [21]. Also, it published
areport that the Warsaw Society of Artists showed sev-
eral works of Polish artists in Kyiv: “The Cross Bearer”
and “Queen Jadwiga in the Krakow Castle” by V. Ger-
son, “Diogen” by H. Semiradsky and others. [22].

The following year, in 1883, M. Murashko’s school
initiated the first exhibition of works by local art-
ists (E. Wrzeszcz, V. Menka, Halymsky, and other
influential artists).

Kyiv’s exhibition life of the 1890s was intense. Ky-
ivans had the opportunity to get to know the works
of Y. Kossak, V. Gerson, H. Semirdskyi, Y. Matejko,
L. Vychulkovskii, Y. Malchevskyi, and many others.

The Salon of 1900 became the event that connect-
ed the artistic life of Kyiv with Polish art. Its organiz-
er, Zamaraev, known to art fans as Ursyn, managed
to interest the contemporary audience with the se-
lection of exhibited works. The works of Polish, Kyiv,
and Moscow artists were presented at the exhibition.
This gave Ye. Kuzmin the ground to make a distinc-
tion between Russian art, in his opinion, realistic
in nature, and Polish, which he calls romantic art.
“Russian literature and painting in most cases tend
to depict living people who are possessed by cer-
tain aspirations, passions, ideas; among the Poles, we
rather see a number of ideas that are adopted in art
by certain artistic forms, often subtle, beautiful. [23].

Next, E. Kuzmin analyzes the specific present-
ed at the exhibition, evaluating them according
to the character of the expressed ideas, which does
not always coincide with the way of the artistic direc-
tion of certain masters. Thus, the cycles of paintings
by M. Kszesz on the theme of prayer are “characteris-
tic examples of the artist’s purely ideological attitude
to the chosen subject” [23, p. 144]. This gave E. Kuz-
min a reason to draw a parallel between M. KszesZ
and Y. Falat, Y. Kossak, and especially A. Grotger,
S. Batovsky, and V. Tetmayer. In reality, this did not
correspond with the state of affairs because the com-
parison did not seem objective. But the general tone
of E. Kuzmin’s judgments is benevolent, and sympa-
thetic towards both individual paintings and their
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authors. The figures of H. Semiradskyiand E. Okun
are singled out, in particular, latter’s canvas “Pa-
ganini’s Dream”, in which the reviewer sees a “Hoff-
mannian fantasy” in a number of features.

Works by Kyiv artists V. Galimskyi, V. Menk,
M. Pymonenko, I. Seleznyov, I. Rashevskyi were also
exhibited at the Salon. E. Kuzmin reviews them
as more severe. He singles out Galymsky’s sketch-
es, “soapy in tone”. Menk, in his opinion, is a typi-
cal representative of the academic school. Kuzmin
pays special attention to the fact that “Zamaraev
soon promises to show us a number of new, unfa-
miliar things. We hope, — the author confidently
states, — that the Art Salon under his leadership
will take its proper place in the artistic life of our
city” [23, p. 448].

We should mention the exhibition of Kyiv artists
organized by Galimsky on the Christmas holiday
in the Stock Exchange Hall in 1892. In his petition
to the city authorities, the artist claims thay the ex-
isting artistic forces should coordinate their actions
to organize exhibition life [24]. Famous artists from
Kyiv, Warsaw, and Odesa participated in the exhibi-
tion, including M. Pymonenko, H. Platonov, O. Sher-
vashidze, Y. Stanislavskyi, V. Kotarbinskyi, D. Vy-
chulkovskyi, E. Wrzeszcz, V. Galimskyi, K. Kostan-
di, S. Kostenko, G. Ladyzhenskyi.

In February 1901, the Literary and Artistic Soci-
ety of Kyiv opened an exhibition of paintings based
to the works of H. Senkevich, and in March, the Sa-
lon of I. Zamaraev exhibited Khvoynytskyi’s canvas
“Massacre before the Diet in Warsaw.”

In January 1905, an exhibition of sculptures
by B. Begas opens in the Kyiv Museum. Three years
later, in January 1908, an exhibition of Krakéw’s young
artists, mostly students of Stanislavski and Ruschyc,
was organized in Kyiv.

The imaginative atmosphere of artistic explora-
tions in Kyiv resulted from the presence of deep cre-
ative relationships. Exhibitions filled the intellectual
climate of the city with great spirituality. At the turn
of the century, according to the educated people
of that time, they were a bright page in the exten-
sive development of art.
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The artlink between Warsaw and Kyiv functioned
successfully due to such exhibitions. The works by pu-
pils of the Kyiv Drawing School can serve as an example
of the increased interest in creative contacts. From this
point of view, the creative portraits of K. Krzyzhanowski
and especially L. Kowalski, who assisted in organising
an exhibition of Czech-Moravian, Polish and Ruthenian
artists in 1910, are prominently depicted. A significant
role in it was played by the statement of the members
of the exhibition committee I. Trush and S. Sokolovsky
requested the allocation of the premises for the ex-
hibition from the directorate of the Kyiv Art, Indus-
trial, and Scientific Museum [25].

In another letter, the representative of the ex-
hibition committee S. Harzhtetskyi asks to allo-
cate the halls of the City Museum for the exhibi-
tion of works by artists from Lviv under the lead-
ership of T. Rybkovsky for the period from Septem-
ber 15 to November 1. In addition, there is a request
that the fee for this exhibition should not be high-
er than the exhibition of Krakéw artists, organized
by L. Kowalski. Such artistic events were desira-
ble for the people of Kyiv and everything was done
to bring them to life.

Asamember of the jury, L. Kovalskyi, together with
V. Galimskyi, participated in the meetings of the com-
mittee of the Kyiv Society for the Promotion of Arts.
The minutes of the meetings of this society provide ma-
terials on the organization of exhibitions in the 1990s,
the purchase of works by Ya. Stanislavskyi, V. Galim-
skyi, V. Menko, and L. Kovalskyi.

The creative atmosphere in the city was promoted
by artistic authorities who thought outside the box
and had before them the perspective of creativity.

Ya. Stanislavsky occupies a special place in the ar-
tistic life of Kyiv and in the general process and con-
solidation of Slavic cultures at the turn of the 19th-
20th century. The outstanding Polish painter, who
was born in the Kyiv region (village of Vilshana),
grew up among the wonderful nature of this re-
gion, in the Ukrainian environment (later, the art-
ist will note the significant influence of the Ukraini-
an folk songs he heard in his childhood from his nan-
ny on his aesthetic views — this fact is mentioned
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by M. Nesterov in his memoirs) [26]. He frequently
visited Kyiv, where he befriended a number of Ukrain-
ian and Russian artists. It is natural that a signif-
icant part of its works and, first of all, wonderful
landscapes bear a Ukrainian ties, in particular con-
nection with Kyiv and the Kyiv region. Among oth-
ers, we can mention such canvases as “Rural Road”,
“Ukrainian Landscape”, “Mikhailivskyi Cathedral”,
“Park in Kyiv”, “Sophia Cathedral”, “Pechersk Lavra”,
“Askold’s Tomb”, “Ukrain Village”, “ Sunflowers”,
“On the farm of Knyaginene” and others.

A profound connection with Ukraine becomes ev-
ident on the canvases by Ya. Stanislavskyi. The pan-
theistic perception of the world, democracy, emo-
tional intensity, the generosity of light, and the rich-
ness of colors, which are inherent in his paintings,
have points of contact with picturesque regions
of the Nadnipryanshchyna, folk poetry, and works
by T. Shevchenko and G. Skovoroda.

It is difficult to overestimate the role of Ya. Sta-
nislavskyi in the artistic and cultural life of Kyiv. Start-
ing in 1894 he was the secretary of the Kyiv Society
of Artists (after the departure of Ye. Wrzeszcz from
this position). He took a prominent role in the ac-
tivities of Society. The unification of the creative
Ukrainian actors was one of the most important is-
sues the Society deal with, and in particular, the joint
activities with the Odesa Society of South Russian
Artists, the merging of Kyivand Odesa organizations,
as well as the organization of exhibitions of Ukrain-
ian, Russian, and Polish artists, etc.

Close relations unite J. Stanislavski with the dra-
wing school of O. Murashko. At the beginning
of the 20th century, he started working there. The fa-
mous portrait by O. Murashko «Polish artist Jan
Stanislavski» (1905-1906) was produced there, and ex-
hibited in April 1907 in St. Petersburg, at the 4th ex-
hibition of paintings of the New Society of Artists
(today the portrait is exhibited in the Kharkiv State
Museum of Fine Arts). A bright page in the histo-
ry of artistic relations of Slavic cultures was written
by the creative friendship of J. Stanislavski and M. Nes-
terov. “I met Stanislavsky, or, as it was customary
to call him in Russian society, Ivan Antonovych,
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in the Prakhov family, during the time when the St.
Volodymyr’s Cathedral was painted. Stanislavsky
played a special role in my life in Kyiv in recent years,”
M. Nesters wrote in 1910 [26, p. 353-364].

The hospitable house of A. Prakhova was a kind
of art center in Kyiv at that time, with masters and fans
of fine arts frequent gatherings.

Another evidence of Nesterov’s and Stanislav-
ski’s contacts in Kyiv is provided by the daughter
of the Russian artist O. Nesterov-Schreter in “Mem-
ories of her father” “The Polish artist Stanislavski
visited her father in Kyiv, traveling from Krakow. He
was a chubby and big man, but surprisingly charm-
ing. His father called him the “Polish Levitan”
and was always very happy about his visits” (quoted
in: “Art”, 1967, No. 9, p. 66). M. Nesterov highly val-
ued Stanislavskyi’s work and especially noted his con-
tribution to strengthening the relationship between
Ukrainian and Polish cultures. “Listening to the songs
of this poet of Ukraine, your softened heart invol-
untarily forgets the historical drama that separated
these two nations” [26, p. 354]. Nesterov’s letter to his
sister A. V. Nesterova, written in August 1906, gives
an insight of the last months of the Polish artist’s life.
From it, we learn that Stanislavsky visited Nesterov
in the village of Knyagynene and talk to him about
painting his last portrait. “The Stanislavski’s are ar-
riving today. Poor Ivan Antonovych was seriously ill.
They will stay with us for about a week, after which
we will all leave Knyagynene... The Stanislavskis will
go to Kyiv, and I will go to Yasnaya Polyana” [27].

The last time Nesterov and Stanislavski met in Kyiv
was in September: “They had a friendly conversation
until late at night, and a few days later he stopped
by for a visit. His mood was cheerful, and all wor-
ries about his health involuntarily began to dissipate.
Leaving his thoughts about traveling to Egypt, he left
for Krakow. His letter from there, received in No-
vember, sounded sad and mysterious, and in Decem-
ber in Petersburg, I learned that Stanislavsky died
in Krakow on December 4, 1906.”

Nesterov completed the portrait of Stanislavski,
which was exhibited in February 1908 at the post-
humous exhibition of J. Stanislavski in Krakow.
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And at the same time, together with the exhibi-
tion, he visited Lviv, Warsaw, and Vienna (in 1912,
the portrait was purchased by the National Muse-
um of Krakow).

J. Stanislavski is painted in the evening twilight
against the backdrop of a rural autumn landscape.
From the front, a massive, tired figure of a man
steps on almost the entire plane. Subtle psycholo-
gism and metaphorical depth distinguish this work
of Nesterov from other his works. While posing,
Stanislavsky himself was painting. His landscape
“Knyagynyno’s Farm” (1906) is executed in a simi-
lar mood of quiet sadness, and calm contemplation,
with a soft range of tones (the work was in the col-
lection of N. M. Nesterova).

J. Stanislavski’s pedagogical activities form another
aspect that should be mentioned in the context of his
Ukrainian connections. There were many Ukraini-
ans among his students at the Krakow School of Fine
Arts. Stanislvski treated them with paternal warmth
and instilled in them his admiration for the nature
of the Nadnypryanshchyna. This is how M. Bura-
chek writes about it: “He especially loved the nature
of Ukraine: he revealed to us, his students, its beau-
ty and taught us to reproduce it as a serious, even
harsh phenomenon, instead of creating sweet fake
«Small-Russia sights»» [28].

It is difficult to imagine the development of Ukrain-
ian-Polish artistic relations in the end of the 19th
and beginning of the 20th centuries without Ye.
Wrzeszcz, V. Galimskyi, V. Nalench, V. Kotarbin-
skyi, V. Menko. These artists enlivened the artistic
life of Kyiv with their generous support of the visual
culture, and brought an understanding of the need
for high professionalism in art. Under their influ-
ence, the Kyiv artistic milieu turned its orientation
away from the academic style of pseudo-historical
compositions and turned its face to profound prob-
lems and tasks of the genres. Wrzeszcz, Galymskyi
and others were successfully exhibited at art exhi-
bitions in Kyiv, Warsaw, Krakow.

I had to write about the work of Wrzeszcz and Ga-
lymskyi in the 1890s and 1900s [4]. At the beginning
of their carrier, they took an active part in the work
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of traveling exhibitions. We find works by Wrzeszcz
in the catalogs approximately until the 17th exhibi-
tion of the society. Then, from 1890, Wrzeszcz ex-
hibits with Kyiv artists, and at the 4th exhibition
(1891) Wrzeszcz and Galymsky appeared togeth-
er with V. Pavlishak, and J. Stanislavski was present
at the 5th exhibition.

Since 1892, Wrzeszcz, Galymskyi, and Stanislavskyi
have often exhibited their works together. A careful
study of the catalogs of that period reveals the partic-
ipation of the artists in Kyiv’s artistic life. The circle
of exhibitors is gradually growing. At the 6th exhi-
bition of the Kyiv Society of Art Exhibitions (1899),
the name O. Murashko appears. In 1911, the pub-
lic sees paintings by V. Krychevskyi, O. Murash-
ko, and V. Feldman. Two years later, Ye. Wrzeszcz,
M. Zhuk, and M. Parashchuk will take part in the 6th
exhibition of paintings by Kyiv artists. At the 8th ex-
hibition of 1916, we see L. Kovalskyi, K. Krzyzhano-
vskyi next to Ye. Wrzeszcz, L. Galimsky, M. Zhuk,
O. Murashko.

Letters written by Wrzeszcz shed the light
on the breadth of his public interests. In a letter
to V. Gerson in 1883, Wrzeszcz writes that “in Kyiv,
Adamovych, an older man, has a portrait of Mick-
iewicz on Ayu-Dag in the Crimea at the age of 40,
made by Vankovych, and it should be retrieved» [29].

As the secretary of the Society of Kyiv art exhibi-
tions, Ye. Wrzeszcz maintained close relations with
the Society of South Russian artists. He was connect-
ed by friendly relations with P. Nilus, whom he in-
formed about the Society’s regulations, its approval
by the ministry and the plans for the exhibition. Sev-
eral letters are dated 1893-1895 pp. In one of them,
Wrzeszcz tells about the organization of the Nilu’s ex-
hibition in Kyiv. The letter contains interesting details:

“Unfortunately, we now have only one exhibition
space at the university in Kyiv. And since this year,
alot of exhibitions are appearing in Kyiv. Obviously,
there was an opinion about Kyiv as a city very con-
venient for exhibitions, although in reality, this view
is quite erroneous.

It turns out that there were already three exhibitions
in Kyiv this year: of the Lagorio, of the St. Petersburg
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Society, and also of the Kyiv Society for the Encour-
agement of the Arts. Ours will be the fourth, pered-
vizhniki — fifth. Your sixth and the seventh is by an-
other group” [30]. Next, Wrzeszcz announced that
due to his poor health, he was handing over the po-
sition of secretary to I. A. Stanislavskyi. V. Halymsky
was elected as the treasurer of the society.

Artists from Kyiv planned joint exhibitions with
artists from Odesa. The works of E. Wrzeszcz were
popular in their time. The artist was a natural-born
landscape painter, he painted the nature of Ukraine
with generous colors, easily conveying the wealth
of tonal changes and color transitions. The Polish
press (“Wedrowiec”, “Kraj”) noted the artist’s ability
to capture the emotional states of nature. He had two
personal exhibitions in Warsaw. Studying the rela-
tionship between Russian and Polish art at the turn
of the century, researchers rightly noted, using the ex-
ample of F. Ruschyts, that “new ideological and for-
mal principles” of development were laid in the land-
scape [31]. The same applies to Ye. Wrzeszcz. His
compositions “Lilac” and “Apiary” from the Zhy-
tomyr Museum of Local History speak of an active
search for a new plastic structure in the landscape.

In the development of certain motifs, the artist
remained faithful to the attempts to celebrate na-
ture, painting mood pictures, ones that they have
experienced on an emotional level. It is no accident
that Wrzeszcz wrote about himself: “It seems to me
that people mistakenly judge that art is a reflec-
tion of the visible world. The visible world is only
a means for expressing personal ideals, inspiration,
delusions, and torments. An artist must perceive
the world in a different way than a photographic ap-
paratus” [32]. It is not the place today to delve into
the creative laboratory of the forgotten master, it must
be on some other occasion. We can safely say that
the originality of Wrzeszcz the painter had a posi-
tive effect on the nature of general artistic search-
es among Kyiv artists, and served as an example
of faithful service to aesthetic ideals.

Unlike Ye. Wrzeszcz, who was faithful to the Dnie-
per landscapes (he only went to Italy once), Vladyslav
Galymskyi traveled a lot around the world, visited
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many countries, and painted nature wherever he
happened to be. But just like Wrzeszcz, Galymsky
served the art of Kyiv: “It is not surprising,” he liked
to emphasize, “that after traveling in one direction
or another, I always returned here and finally set-
tled here permanently” [33]. The artist’s workshop
was located near the foot of the church of St. An-
driy with picturesque views of the Dnipro. With-
out a doubt, the academic painter V. Galimskyi was
a prominent figure in Kyiv. The artist recalled his
activities: “With the help of Vilhelm Kotarbinskyi,
who frequently came to Kyiv, Stanislavski, who left
Kyiv forever, Wrzeszcz, and several Russian artists,
we managed to organize the Society of Kyiv Artists.”
Next, Galimsky complains about the public, who
does not understand painting, and the press, which
criticizes without having the knowledge of the ob-
ject of criticism [33].

The creative biography of V. Galimskyi fits into
the line of the progressive development of Ukrain-
ian-Polish artistic relations. in the first decade
of 20th century, the artist established his own school,
and actively participated in the commission pro-
gram, which involved the construction of a monu-
ment to T. Shevchenko in Kyiv. V. Galimskyi’s par-
ticipation in the artistic life of Kyiv, starting from
1893, when he graduated from the St. Petersburg
Academy and received the title of academician, was
marked by extraordinary activity. The fruitfulness
with which he entered the artistic life of Kyiv can be
judged by the press of that time. Reviewers, as arule,
positively noted his works [34-37].

V. Galimsky took an active role in the organi-
zation of the artistic life of Kyiv and the consolida-
tion of artistic forces. Explorations in the landscape
genre put him in the ranks of thoughtful research-
ers of nature. The artist found himself in synthet-
ic images, sought for generalization, and revelation
of personal thoughts and dreams through the de-
piction of the nature. Personal exhibitions of 1908
and 1913 in Kyiv summarized the stages of the paint-
er’s figurative style.

The artistic life of Kyiv was enriched during
the mentioned period thanks to the tireless energy

2022, Bunyck BiciMHaOysmMuLL

of Professor A. Prakhov. 1885 p. he was approved
as the head of internal works in the Cathedral of St.
Volodymyr and invited a number of artists to decorate
the interior, first of all V. Vasnetsov, with whom he
was well acquainted. Work on the cathedral stretched
over many years. V. Vasnetsov, M. Nesterov, as well
as V. Kotarbinsky, M. Vrubel took part in it.

In Kyiv, Vilhelm Kotarbinskyi was a notable per-
sonality. “In terms of the number of paintings, Ga-
lymsky stands next to him,” the reviewer of “Kievlya-
nin,” wrote approvingly, positively evaluating the art-
ist’s personal exhibition in the museum [37]. Referring
to twenty years of acquaintance with him, he not-
ed his great talent, discipline in drawing, and in us-
ing of color, which was reminiscent of the works
of the late Semiradsky. A month later, the news-
paper urged readers: if you want to be in the world
of fairy tales, in the world of dreams and delusions,
in the world of extremely beautiful, endlessly color-
ful spots, hurry to the exhibition [38].

It should be noted that the attitude towards Ko-
tarbinsky was not unambiguous. The following was
also written about him: «Undoubtedly Kotarbinsky
has a good talent, but he is too stubborn and does not
want to pay attention to the drawing” [39]. The au-
dience was given the opportunity to judge for them-
selves the merits and weaknesses of V. Kotarbin-
skyi’s talent. Despite these various judgments, it is
reliable that the artist was involved in the develop-
ment of issues that did not leave indifferent anyone
in Kyiv. And with his own activity, he contributed
to the development of artistic ties.

Conclusions.

The understanding of the need to share experienc-
es, and the need to find new imagery distinguished
the works of half-forgotten today K. Pshizhikhovskyi,
A. Kendzerskyi, P. Vasylchenko, K. Ivanytska, who
exhibited their works along with Ya. Stanislavski,
I. Rashevskyi, M. Pymonenko. The monograph “Pol-
ish artistic life in 1890-1914 pp.”, which is extreme-
ly valuable in terms of its systematization and cov-
erage of material, published by the Institute of Arts
of the National Academy of Sciences of Poland, has
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explored the functioning of Polish fine arts in Po-
land and abroad, (Kyiv, Odesa) including exhibition
activity, events that were important for understand-
ing the process of artistic ties. The picture of their
development becomes obvious: new generations
of Polish artists made themselves known in Kyiv.
Such was, for example, the aforementioned exhi-
bition of Krakow artists in 1908 p. (S. Filipkevich,
V. Yarotskyi, S. Kamotskyi, K. Sihulskyi — a total
of 112 works).

OLEKSANDR FEDORUK

The listed aspects of the chosen problem outlined
the main line of art at the turn of the century, which
was gradually freed from local lock-in. It is clear that
many questions related to the formulation of the prob-
lem await their detailed exploration. Future studies
of the art of this period cannot ignore the process-
es of artistic interaction of various artists, which are
an integral part of the complex artistic life of the spec-
ified era, and characterize its perspective in the con-
text of these artistic relationships.
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toshynskyi. The role of Borys Liatoshinsky in preserving the cultural significance of these artists despite Soviet cultural narratives is stud-
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of Ukrainian artists of the Galytska school of composers — Vasyl Barvinskyi, Adam Soltys, Roman Simovych, Jozef Koftler, and Tadeusz
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The epistolary legacy of B. Liatoshynsky testifies that Lviv runs through his creative path as a red thread, bringing into the orbit of
our attention both personal relationships with the city (his visits, social life of artistic elite), and some collisions (often dramatic), which

relate to the works of the artist. No city in Ukraine attracted the artist as much as Lviv: there he presented his works to a thoughtful lis-

tener and communicated with kindred spirits.

The tragic pages of rejection and persecution of B. Liatoshynskyi’s largest works — the Second and Third symphonies — have been

described and introduced into scientific circulation. The fate of the former appears to be the most tragic one in the history of Ukrainian

musical culture during the Soviet times.

Having considered the correspondence of the B. Liatoshinsky, we conclude that Lviv musicians always supported the artist in difficult

years, appreciating his extraordinary talent. The feeling was mutual — B. Liatoshinsky felt sincere, tender love for Lviv, its profound intel-

lectual atmosphere, its people, and the ability to maintain the true friendship of spiritually kindred hearts.

Keywords: Borys Lyatoshynskyi, epistolary heritage, letter, composers of Lviv, the union of Soviet composers of Ukraine.

The history of the city, in particular its artis-
tic component, consists primarily of the people,
facts of their life and work, which can be found
only in countless sources, among which the epis-
tolary (letters) is one of the most truthful. Source
historians of the 20th century, especially during au-
thoritarian times, at best recorded the object (let-
ter), that was allowed for publication by the sys-
tem or the social situation. Numerous documents
of the epistolary genre were banned, and others
were hidden by the owners and their descendants.

The practice of moving them out from scientific re-
search formed a distorted view of the true course
of the musical-historical process and therefore did
not contribute to the completeness of its cover-
age. Therefore, the most urgent task for scientists
is the search, research, and introduction into scien-
tific circulation of these and new sources and their
active involvement in the musical “Mendeleev table”,
filling the gaps with reconstructed, truthfully repro-
duced situations, events, facts, names, previously
unknown pages of biographies, human relationships.
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The epistolary legacy of B. Liatoshynsky testi-
fies that Lviv runs through his creative path as a red
thread. It brings into the orbit of our attention both
personal relationships with the city (social life of ar-
tistic elite), and some collisions (often dramatic),
which relate to the works of the artist. No city
of Ukraine attracted the artist as much as Lviv:
there he presented his works to a thoughtful listen-
er and communicated with kindred spirits.

The tragic pages of rejection and persecution
of B. Liatoshynskyi’s largest works — the Second
and Third symphonies — have been described
and introduced into scientific circulation. The fate
of the former appears to be the most tragic one
in the history of Ukrainian musical culture dur-
ing the Soviet times. In the tragic 1930s this sym-
phony, along with the Sixth Symphony by M. My-
askovsky and the Fourth Symphony by D. Shostak-
ovich, was “arrested». Its premiere in 1937 did not
take place in Moscow due to the death of S. Or-
dzhonikidze and nationwide mourning. However
this did not prevent some Moscow critics from try-
ing to “destroy” the work, which they had not even
heard of. D. Zhytomyrsky called it “extremely empty
and far-fetched,]...] in the thunderous climaxes [...]
one feels the author’s unsupported claim to the depth
of thought. [...], large philosophical scales.” “Ob-
viously,” the article continues, “Liatoshinskyi did
not get rid of the heavy burden of formalism” [9].

These events caused severe mental trauma
for the artist. B. Liatoshinsky tried to rehabili-
tate the symphony and bring it back to life in Lviv
in the first post-war years. The letter dated Novem-
ber 3, 1947, refers to two concerts where, in addi-
tion to the Second Symphony, “Lyric Poem”, ro-
mances “The Highest Happiness” (words by V. Sau-
syura), “Dawn” (words by M. Rylskyi) were per-
formed for bass with a symphony orchestra. “Now
as a composer, I have come to life, just a little,”
states B. Liatoshinsky in a letter to R. Glier, re-
calling his concert trips to Odesa and Lviv, which
he was extremely satisfied with. “I'm now starting
to tour. Today, November 3, I am going to Odesa,
where I will have a concert on the 10th, so I will
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be there all the holidays. There will be six rehears-
als. The Second Symphony and other works will be
performed. There is going to be a soloist [playing]
two romances with an orchestra. At the end of this
month, on the 23rd or 30th, there will be a con-
cert in Lviv. In Odesa, they will give me a telegram
about the exact date of the concert. I am very hap-
py, of course, about these trips” [7, p. 351].

Later, the composer will tell in more detail about
this tour: “So, I visited Odesa and Lviv. These con-
certs brought me great pleasure. Orchestras played
well in both cities, but Lviv was probably better.
Despite the fact that I am quite self-critical, in my
opinion, everything was fine with me. There were
no unnecessary problems, the orchestras under-
stood me very well and played with great enthusi-
asm, not lethargy. In Odesa, work conditions were
worse, generally speaking. as we were to rehearse
in a small, cramped room, and only the dress re-
hearsal was in the concert hall. In Lviv, on the con-
trary, it is very good that all decisive rehearsals
took place right on the stage of the conservatory
hall, where the concert was held. Both orchestras
tried very hard and generally behaved very diligent-
ly. There were even two of my concerts in Lviv —
on Saturday evening, November 22, and on Sunday,
November 23 in the afternoon for the so-called mu-
sic lecture. After the evening concert, I took a pho-
to with the orchestra. The only bad thing was that
on the 22nd and 23rd it rained heavily, and because
of that the audience at the concerts was small” [8, p.
353-354].

The further fate of this work is known: Ukraini-
an critics and some composers, after accusing B. Li-
atoshinsky of trying to include his work in the con-
cert program, presented the Second Sympho-
ny as an example of formalism, and it “got into”
the well-known resolution of the Ukrainian Com-
munist Party of Ukraine in 1948.

Composer Tadeusz Mayerskyi from Lviv gave
a different opinion of the Second Symphony: “I am
extremely sorry that I did not have the opportuni-
ty to talk with you about your incomparable music,
which is close to me, and could not express to you
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my deep admiration for your talent and your skill.
Your music belongs to the music of the great mas-
ters of the modern symphony, such as Scriabin,
Strauss, Stravinsky, and Szymanovsky, and it shook
me” [12] (translation from French, which B. Lya-
toshynsky was fluent in).

The fate of B. Liatoshinsky’s Third Symphony
was no less dramatic. Lviv can be proud of the fact
that the idea of its creation belongs precisely
to the time of the composer’s stay in the city. Hav-
ing processed the documents included in the first
volume of the epistolary legacy of Boris Mykolay-
ovych, we reviewed the dates of writing the Third
Symphony and the emergence of its idea. In a let-
ter to R. Glier from Lviv dated May 1, 1940, we read
that the composer had the intention to start work
on the piece and at the same time had a premoni-
tion that “it will be scolded as well™ “I am writing
to you from Lviv, where I found myself once again
involved in various matters of the Union [...] You
are asking me about what happened at the plenum.
I will say this about myself: as you remember, dur-
ing the discussion about formalism, they quarreled
alot, in particular, they mixed my Second Sympho-
ny with dirt. Then they scolded me for the complex-
ity, incomprehensibility, etc. Now they were scold-
ing me for the opposite... I thought that you had al-
ready been shown the transcripts of the plenum,
and you had already read exactly who and what
was said there. Now, having returned from Lviv,
I will rest, and then I will tackle Symphony No.
3, which I have intended to write for a year now,
but circumstances do not allow. They will scold it
too, of course, but again because of the complexi-
ty” [5, p. 301-302].

B. Liatoshinsky’s frequent trips to Lviv since 1939
are understandable, because as the head of the Union
of Composers of Ukraine, he started playing active
role in the admittance of composers from Halychy-
na into this organization. In the modern music his-
tory of Lviv, the two years preceding the beginning
of the Second World War and the Nazi occupation
of the city are characterized by dramatic epithets —
“suffocating atmosphere”, and “constant fear” [1, p.
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118-119]. From the correspondence of Boris Lya-
toshynskyi, we learn about his trips to Lviv to es-
tablish close contacts with local composers, try-
ing to help them in printing their works, for exam-
ple, a collection of arrangements of Ukrainian folk
songs by Mykola Kolessa. A letter to R. Glier dat-
ed March 2, 1941, testifies to B. Liatoshinsky’s de-
sire to obtain funds in Moscow for the publication
of works by Lviv composers, as well as for the or-
ganization of a series of their author’s concerts:
“I am asking you very much to help with the Mu-
sic Fund of the USSR so it will accept the three
additional applications from Ukrainian compos-
ers and one musicologist: Klebanov — Symphony,
Faintukh — Cycle of arrangements of Jewish folk
songs, Kolessa — Cycle of arrangements of Ukrain-
ian folk songs, Dovzhenko — History of Ukraini-
an opera. There is still no answer, and it would be
very important for us to know the result as soon
as possible” [6, p. 306].

Borys Lyatoshynskyi developed a warm friend-
ship with Mykola Kolessa, who even after the com-
poser’s death, often visited Kyiv, visited his wife
Margarita, and niece Iya Tsarevich, trying to sup-
port the family. In different years Vasyl Barvin-
skyi, Adam Soltys, Roman Simovych, Joseph Koftler
and Tadeusz Siegfried Kassern were frequent guests
at the residence of Liatoshinsky in Kyiv on Lenin
street (now B. Khmelnytskyi).

The plenum of the organizing committee of the
Union of Composers of the USSR, which is men-
tioned in the correspondence, was held in Kyiv
from March 28 to April 5, 1940, and became Mos-
cow’s ideological and educational action against
the artists of Ukraine. Little information about this
event has survived: a small article in the magazine
“Radyanska Musyka” (1940, No. 3) and two publi-
cations in “Sovetskaya Musyka” (1940). But, unfor-
tunately, the transcript referred to in the epistolary
legacy of B. Liatoshinsky and R. Glier in the form
of two video films is kept in the St. Petersburg Ar-
chive of Literature and Art. The removed 31 pag-
es of the document were preserved in a very dam-
aged form, the most of them are difficult to read.
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Despite this, it is known that 30 of the 60 works
of Ukrainian composers of Halychyna were written
by S. Ludkevich, A. Soltys, V. Barvinsky, Y. Koffler,
T. Z. Kassern, and M. Kolessa. The initiative to in-
volve their works belongs to B. Liatoshinskyi. Rep-
resentatives of the “center of the Union” (I. Nestyev,
D. Kabalevskyi, S. Shlifshtein, V. Muradeli, V. She-
balin, V. Bieliy) and artists from Ukraine — L. Re-
vutskyi, F. Kozytskyi, Yu. Maytus, I. Belza, B. Lia-
toshinsky, T. Z. Kassern, Z. Lissa, V. Vytvytskyi,
V. Barvinskyi, M. Kolessa, and others discussed what
they have heard at concerts. The works of the com-
posers of Western Ukraine were sharply criticized
in the speeches of the Moscow artists for their “with-
dral and alienation” (V. Surin), and depiction of “dif-
ferent currents” (V. Bieliy). They did not have fea-
tures of folklore and democracy, though “the driv-
ing impulses of Soviet art are strong socialist rela-
tions that have been established” [14].

The works of B. Liatoshinsky were also criti-
cized at the plenum, which caused the indignation
of R. Glier. He was surprised that “he did not un-
derstand the importance that statements, criticism,
advice, etc., of all those who performed in Kyiv,
“great” (Moscow, Leningrad, etc.) composers [...],
should have for the development of the composi-
tional skill of Ukrainian composers”. “It offends
me,” continues R. Glier, “that I did not hear about
the high level of compositional skill of the com-
poser-performers.”

A letter dated November 10, 1945, to R. Glier in-
forms about the stay of B. Liatoshinskyi in Lviv where
he discussed programs of concerts of Lviv composers
that were to be held in Kyiv, as well as other forms
of collaboration between artists. Through the cor-
respondence, we also learn about one of these con-
certs, at which the works of S. Lyudkevich, M. Ko-
lessa, and V. Barvinsky were performed, (the lat-
ter also gave an opening speech). On February 19,
1945, an article by P. Kozytskyi about this event ap-
peared in the newspaper “Radyanske Mystectvo”.
It should be noted that in 1945 Lyatoshynskyi did
not hold the post of chairman of the Union of Com-
posers, but performed these duties out of goodwill.
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A sincere friendship was established between B. Li-
atoshinsky, T. Z. Kassern and Y. Koffler.

As Iya Tsarevich mentioned, at the aforemen-
tioned Plenum of the UCU in 1940, B. Lyatoshyn-
sky passionately defended the creative method
of Y. Koffler and T. Z. Kassern, which did not fit into
the principles of the socialist realism method at that
time. In the library of B. Liatoshinsky in Kyiv, many
of their pianos and scores are stored, and present-
ed to the owner as a sign of respect and gratitude.
Some works were performed at concerts for the first
time: Concerto for string orchestra and piano, Prel-
ude by T. Z. Kassern, Sonatina and Variations for pi-
ano by Y. Koffler. The musical fabric of the works,
modulating from post-romantic features to so-
phisticated atonal spheres of the worldview, did
not correspond to the then Soviet aesthetic guide-
lines and threatened the lives of not only the au-
thors of the pieces but also their defenders. Despite
this, Borys Lyatoshynskyi made extraordinary ef-
forts, overcoming serious difficulties in the pro-
cess of writing the parts of the Concerto for String
Orchestra. However, the official documents about
their acceptance for publication mysteriously dis-
appeared several times. In the letter, T. Z. Kassern
is worried about the troubles that arose in connec-
tion with the preparation for the performance of his
composition at the Plenum in Kyiv and expresses
regret for “such difficulties”, and as moral compen-
sation promises to treat the composer to two bot-
tles of French wine “Grave » [11].

Recalling the 1930s of the last century, one cannot
but say about the special creative and human relations
between Boris Liatoshinsky and Antin Rudnytskyi.
The latter left a memoir of how he and his wife Ma-
ria Sokil wished to go on tour to Lviv for a short
while. In the early 1930s, B. Liatoshinsky and his
wife were the ones who gave them shelter in the last
days before leaving, inviting them to Vorzel, and were
the only ones who saw them off on the station plat-
form without fear of further persecution.

The orchestral parts of the dances from the “Gold-
en Hoop” stored in the B. Liatoshinskyi Apart-
ment-Museum bear the autographs of musicians
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from Warsaw, Kaunas, Berlin, and London — the cit-
ies where these pieces were played under the direction
of A. Rudnytskyi. But the composer learned about
this much later, when after the opening of the “iron
curtain” he received several letters from the maes-
tro from overseas.

Then the Lyatoshynskys found out that the Rud-
nytskys live in Philadelphia, work at the Music Acad-
emy, and “you don’t want to believe what an astro-
nomical number it is, when you count the years
since we said goodbye to you at the Kyiv station un-
til now!” A. Rudnytskyi was interested in Ukrain-
ian affairs of Ukrainian musical culture, sincere-
ly wished to have the scores of works by B. Lia-
toshinsky, especially the Third Symphony, “Grazhi-
na” and “Slavic Concert”.

The latter is for his talented son, a student of Egon
Petrie and the famous Rosina Levina of the Juil-
liard School. He recalls his creative successes with
sadness, because “it is impossible to even dream
of this works being performed here — writing mu-
sical works is a luxury for one’s own pleasure” [4].

It is also worth mentioning the first performance
in Lviv of Three Dances from the opera “The Gold-
en Hoop” “for the benefit of the unemployed or-
chestra of the city theater”. The concert was held
under the auspices of the M. Lysenko Music Soci-
ety with the most active support and conducting
of A. Rudnytskyi.

In 1949, B. Liatoshinsky finished, as he himself
noted, a “spectacular and brilliant thing”, origi-
nally called “The Dancing Poem”. Subsequent-
ly, the poem was named “Reunification” and was
dedicated to the tenth anniversary of the joining
of the western lands of Ukraine to the eastern ones.
“The orchestra likes it very much,” informed the com-
poser in a letter to R. Glier, wishing it to continue
its active concert life. The period of its creation was
for B. Lyatoshynsky one of the most difficult in his
life. “As a composer, I am dead and I do not know
when I will be resurrected” [7, p. 302], he stated
bitterly after the campaign of moral and physical
oppression had started against him. And again he
received a rescue letter from Lviv: “At the request
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of the composer B. M. Liatoshinskyi, we, the com-
posers of the city of Lviv, S. Lyudkevich, S. Pavly-
uchenko, A. Soltys, and R. Simovych confirm that
on March 15, 1948, in “Ukrainian Quintet” by com-
poser B. Liatoshinsky was performed at the open con-
cert of the Lviv Philharmonic. The work was a great
success both in the musical society and in the gen-
eral audience that attended the concert. [Signa-
tures]” [2].

It is difficult for the current young generation
to understand that such “confirmations” could have
cost the contributors their lives because the puni-
tive sword of the system was already hanging over
B. Liatoshinsky in connection with the infamous
resolution of 1948 “On the opera “Great Friend-
ship” by V. Muradeli.”

The content of the epistolary of the 1960s, which
is stored in the apartment of Boris Lyatoshynskyi,
does not contain the drama of the forties. Friendly
relations with Lviv artists only deepened. “We all
remember very fondly,” wrote M. Kolessa in a let-
ter from 1966, “your and Margarita Oleksandriv-
na’s stay in Lviv, in particular in our house: such
meetings remain fond memories for a lifetime” [10].

Borys Lyatoshynsky was able to realize his love
for traveling to distant countries, getting to know
cultural traditions and the places where great com-
posers lived, only in the last eight to nine years of his
life. The artist was actively invited to be a mem-
ber of the jury of many international competitions
and festivals or as a member of delegations of the Un-
ion of Composers of the USSR (UC of the USSR)
(no such trip could take place through Ukraine due
to the policy of centralization and strict control).
In his last years, the composer has acquired a new
circle of friends: from Grazhyna Bacevich to the pub-
lisher T. Ohlevsky, the general director of the In-
ternational Competition named after Marguerite
Long and Jacques Thibault in Paris, Gonto de Biron,
and many other musical figures of Western Europe.

After traveling as member of delegations from
the UC of the USSR, Lyatoshynsky often stayed
friends with fellow composers. Among them is
Anatoliy Kos-Anatolskyi, whose correspondence
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and memories particularly poignantly convey the in-
ner state of mind of a fellow artist, whose great-
ness and depth he learned through communica-
tion. “The life of every true composer,” recalled
A. Kos-Anatolskyi, “is an unfinished symphony. It
breaks off over some unfinished score, where the soul
fades away, full of dreams, joy and sorrow, high as-
pirations...” [13, p. 57].

In the correspondence of B. Liatoshinsky and the
memories of A. Kos-Anatolskyi, their joint trip
to Austria as part of a delegation, the desire to ex-
perience once again the places where Schubert
stayed and died is mentioned. A. Kos-Anatolsky
sends a series of photos from this exciting trip
to his colleague, signing them in German. We
read A. Kos-Anatolsky’s memory of this event:
“The last night in Vienna. Late. The streets are
almost deserted. Boris Mykolayovych takes my
hand: “Let’s go to the house where Schubert died!”
After a few blocks, we stop at a four-story apart-
ment building. On the second floor, a window sud-
denly opened and a boy looked out. “Excuse me,
where are Schubert’s windows?” we asked. “Here
they are!” was the answer. We looked up at the two
dark windows to the right. We didn’t talk about
anything, we didn’t want to disturb those minutes
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of night silence, in which the Unfinished Sympho-
ny sounded...” [3].

“Tamsure,” B. Liatoshinsky notes in his reply letter,
“that, like me, you will not forget our visit to the house
of Schubert’s death on the evening of June 4. There
were a lot of unforgettable experiences on this trip,
and I feel that I would gladly go to Austria again to see
what I have already seen and add to what I have not
yet seen. Is this possible?” [15, p. 358]. B. Lyatoshyn-
sky prepared for each such trip by re-reading the lit-
erature about the country, studying the smallest de-
tails of the life of one or another great artist there.
In the same letter of B. Liatoshinsky, the tone of the con-
tributor changes dramatically, when he writes with un-
disguised pain about the death of V. Barvinskyi (July
16, 1963) — a “real musician” who “experienced a lot
of grief [...] after the war” [15, with. 358].

Conclusions

Having considered the epistolary of the great
Ukrainian artist, we conclude that Lviv musicians
always supported the artist in difficult years, ap-
preciating his extraordinary talent. In return, he
felt open, tender love for Lviv, its deep intellectual
atmosphere, its people, and the ability to maintain
the true friendship of spiritually kindred hearts.
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Mapianna Konuys. Bopuc AssTommHcbKmil i MuTLi AbBOBa: eNiCTOASIPHI NIPUMITKY A0 Giorpadii MmurTus

AmnoTanis. Y ctaTTi Ha TpuKAaai AucTiB bopuca ASTOIMHCHKOTO PO3TASIHYTO KYABTYPHO-MUCTeLbKi B3aeMyuy MutLiB Kuesa Ta
AbBoBa. AocaipxeHo poab Bopiuca ASITOmMHCHKOTO y 36epekeHH] IXHbOTO TBOPYOTO OOAMYYS B YMOBaX PaASHCHKUX KYABTYPHMX Ha-
paruBiB. Oco6AMBO TParidHOI CKAAAACs TBOPYA CUTYyalis y 3B'513Ky 3 rope3BicHOI0 mocTaHoBo0 1948 p. «IIpo onepy "Beanxa Apyx-
6a" Bano Mypapeai». Ha mipcTaBi AMCTyBaHHs peKOHCTPYITOBAaHO TBOPYi MOCTAT] yKPaiHCHKMX Ta MUTLIB FAAUL[bKOI KOMITO3UTOPCHKOI
mKoAn — Bacuast BapsiHncbkoro, Asama Coarnca, Pomana Cumosnya, F0sed Koddaepa ta Tapeyma 3irppuaa KaccepHa.

EnicroasipHa cmapumba B. AATOIMHCHKOTO 3acBipuye, 10 TemMa AbBOBA YEPBOHOI HUTKOIO IPOXOAUTH JIOTO TBOPYOKIO AOPO-
rolo, 3aAy4ayuu B opbiTy Haloi yBaru sk 0COOMCTi CTOCYHKM 3 MiCTOM (NIPUIBAH, CITIAKYBAaHHS 3 TBOPYOIO €AITOI0), TaK i A€sIKi KOAi-
3ii (MpMYOMy 4acTO 3 ApAaMaTUYHUM MPUCMAKOM), 1O CTOCYBAaAUCs TBOPiB MuTLst. )KoAHe MicTo YKpaiHM He NPUTATYBAAO TaK MUT-
11, SIK AbBiB, Ae BiH HaMaraBCsl pelpe3eHTyBaTy BAYMAMBOMY CAyXaueBi CBOi TBOPHM, CIIIAKYBaTUCD 3 AyXOBHO OAM3BKUMU iIOMY 0CO-
6UCTOCTAMM.

B icTopii ykpaiHCbKOI My31KM OMKCaHi i BBeAeHI y HayKOBMIT OOIr TpariuHi CTOPiHKM HECTIPUIHATTS 11 TepeCAiAYBaHHS HaliMaclI-
tabHiumx TBopiB b. AsToumHcekoro — Apyroi i TpeTboi cumdoHiit. Aoast mepiroi BUAAETbCS UM He HAITPArivHilIo0 B YKPaIHChKil
MY3UYHI KyABTYPi PAASHCHKMX YaciB.

Po3rasiHyBIIM eImiCTOASPii BEAMKOTO YKPaiHChKOT'O MUTIIS, MTIACYMYEMO, 1[0 AbBIiBCbKi MY3MKAHTH 3aBXKAM MIATPUMYBAAY MUTLS
Y BaXKKi POKH, LiiHyI0uM 10T0O Hemepeciunmit TaraHT. HaBsaem — BiaBepTa, HiXKHa AI060B A0 AbBOBa, I10ro rAM60KOI iHTeAEKTyaAbHOL
aTMocdepu, AI0AelT i BMiHHS MATPUMYBATH CIIPABXKHIO APY>KOY AYXOBHO CIIOPiAHEHNX CEPAELb.

Karwuosi crosa: Bopuc ASTOMMHCBKMIA, eMiCTOASPHA CIAALMHA, AMCT, KOMIIO3UTOPU AbBOBA, CITiAKA PAASHCBKMX KOMITO3UTO-

piB Ykpainu.
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Problem statement. Music festivals have become
commonplace in Ukrainian cultural life. Holding
these events is one of the most difficult, albeit pop-
ular, events. In order to organize a festival, it is nec-
essary to make thorough preparations and take into
account all the “nuances.” It’s not just about choos-
inglocations, and technical equipment, negotiating
with music bands or individual performers, prepar-
ing concert venues, accommodating participants,
or obtaining permission from state or local author-
ities. Organizing a festival requires taking into ac-
count the most minor “details,” under these condi-
tions, one can hope to implement the planned fes-
tival events successfully.

Literature Review. During the period of inde-
pendence of the Ukrainian state, the music festival
movement has significantly revived, becoming a viv-
id artistic phenomenon and, accordingly, a subject
of interest to Ukrainian scholars in various aspects.

These are mainly reviews of festival concert pro-
grams written by O. Dyachkova, M. Zahaykevych,
O. Zinkevych, A.Lunina, L. Melnyk, I. Sikorska,
H. Stepanchenko, B. Syuta, Y. Chekan, and others.
The music festival has become the subject of disser-
tation research, in particular by M. Shved (“Trends
in the Development of International Contemporary
Music Festivals in Ukraine at a New Stage (1990—
2005)”, S. Zuiev (“Modern Cultural Space and Se-
miotics of the Music Festival (Based on Kharkiv)”),
S. Savenko (“Competition and Festival Forms of Choral
Creativity: Traditional Models and Modern Trends”),
O. Sycheva (“Art Festivals in the Socio-Cultural
Space of Small and Medium-Sized Cities of Modern
Ukraine”), S. Charnetska (“Folklore Festivals in the So-
cio-Cultural Processes of Ukraine in the Twenti-
eth and Early Twenty-First Centuries”), and spo-
radically T. Zinska (“Musical and Performing Arts
in the Socio-Cultural Space of Ukraine in the Late
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Twentieth and Early Twenty-First Centuries”); re-
search by I. Bermes, S. Vytkalov, K. Davydovskyi,
D. Zubenko, Y. Moskvichova, Y. Ometyukh, O. Syche-
va, L. Sukhlenko, N. Tsapenko, and others. Howev-
er, today, organizing and conducting a music festival
remains on the margins, so its coverage is relevant.

Results and Discussion. A festival is an organi-
zational and artistic form of musical activity. It usu-
ally includes a series of concerts united by a com-
mon idea or style of music. According to M. Shved,
music festivals are classified as “monographic, ded-
icated to the work of one composer...; genre — pay-
ing attention to a particular genre (opera, sympho-
ny, oratorio, etc.); focused on a particular perform-
ing apparatus — a symphony orchestra or intended
for performance on a particular instrument; aimed
at demonstrating the musical tradition of a particu-
lar era or style” [5, p. 8].

The temporal characteristics of each festival de-
termine its status in several other events in the cul-
tural life of the city, the region where it is held, inter-
action with the regional and local economy, cultural
infrastructure, sources and amount of funding, etc.

A festival can function both as a one-time and sys-
tematically repeated cultural event. The practice
of one-time music festivals is rare, as such artistic
events are mainly dedicated to anniversaries of art-
ists or historical dates.

Essential characteristics of a festival are its dura-
tion (short-term or long-term), and its status in cul-
tural life (international, all-Ukrainian, regional, na-
tional). Differences between them will be observed
in the festival’s prestige level, participation of profes-
sional performers and their managers, significance
in the coordinates of the concert market, sources
of subsidization, etc.

The timing of a music festival is often limited
to a specific time frame. Moreover, if the organiz-
ers of a festival claim to make it a regularly recur-
ring event, they try to keep the period of its holding
unchanged from year to year. The practice of hold-
ing large festival events shows that success depends
on attracting leading music groups and perform-
ers. Accordingly, the management of festival events
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tries to plan programs at least one and a half to two
years in advance, which is much easier to realize
if the timing of their events is unchanged. And yet,
the exact timing of the festival has a positive impact
on its attendance.

The festival’s location is also vital in shaping
the artistic concept, an attractive image in the au-
dience’s minds, and even the marketing strategy.
For example, the international festival of ethnic
music and land art in Sheshory, Kosiv district, Iva-
no-Frankivsk region, launched in 2003, is trendy. It is
held in July in a picturesque corner of the Ukrainian
Carpathians. Fans of ethnic music, including many
fans of this particular musical event, listen to per-
formances by modern and folk bands, attend master
classes on archaic instruments and environmental
seminars, and get acquainted with land art. The low
cost of attending festival concerts and art events,
the democratic nature of the festival, and the loca-
tion (the beauty of the Sheshory waterfall and nature)
attract young people from almost all over Ukraine
and even from abroad. The festival concept is based
on a combination of ethnic music and recreation
in a beautiful natural landscape.

In addition, realizing the importance of such fes-
tival projects as a component of cultural and ethnic
tourism for the region’s economy, local and region-
al authorities create favorable conditions for them
and finance a significant portion of their expens-
es from their budgets. Ultimately, such festivals are
a positive investment in the region’s development.

Today, Ukraine hosts the following festivals: clas-
sical, spiritual, contemporary music, ethnic (folk)
music, jazz, rock music, musical instrument festi-
vals, festivals, competitions, etc. They provide an op-
portunity to enrich the panorama of music festival
projects and expand the festival space as a univer-
sal form of dialogue within contemporary culture.

Music festivals are the most popular among the fes-
tivals of various art forms. When planning a music
festival, you need to pay special attention to market-
ing this cultural “product,” evaluate the festival from
a commercial point of view, and find answers to the tra-
ditional questions for such events. For example: what
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is the potential audience of the festival, how many
visitors are expected at future events, how to design
an advertising campaign, etc. Even if the organiz-
ers of a music festival do not plan to make a signifi-
cant profit, marketing is still necessary, as it involves
the formation of a particular audience for this event.
According to K. Davydovskyi, “the festival space is
formed on the principle of a sacred circle: the au-
dience that enters it acquires the status of ‘true art
lovers™ [2, p. 96].

Thus, working in the direction of cultural tour-
ism, festival organizers immediately provide them-
selves with a number of additional opportunities:

— expanding the potential audience of the festival
by attracting listeners from other regions and for-
eign tourists;

—advertising the festival through travel agencies;

— additional sales of souvenirs designed for tourists;

— making the festival more attractive to sponsors.

In addition, advance ticket sales for festival events
help reduce commercial risks.

Music festivals are public events and ready-made
advertising products. They can be used to attract
tourists to festival venues, shape the image of a city
or region, change the urban environment, generate
the cultural needs of festival visitors, and even draw
attention to social or environmental issues.

Another attractive feature of music festivals is
their additional features. This includes recording con-
certs on audio and video media, broadcasting shows
on radio and television, producing audio and video
products with recordings of previous events, pro-
moting young artists and bands, advertising the fes-
tival, etc. Moreover, a music festival as a cultural phe-
nomenon can attract local sponsors, a non-govern-
mental organization, or even an international one.
The above resources indicate significant reserves
for music festivals.

Democracy, festivity, and creative freedom are
the distinctive features of music festivals that make
them accessible to the general public and different au-
diences and arouse more interest than traditional con-
certs. Widely publicized festival events are becoming
attractive to other groups of people — professionals,
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and amateurs. For festival organizers, such inter-
est in showcasing the best achievements in the field
of music is an incentive for new creative solutions
and experiments that performers are not always ready
for in normal circumstances.

Music festivals provide an opportunity for crea-
tive ingenuity. The main idea of the festival may be
originality, prerogative, and the desire to go beyond
the daily activities limited to the walls of concert halls.

An essential component of a music festival is event-
fulness. A festival is an event that attracts the atten-
tion of television and other media. The “patronage”
of the press strengthens the position of the festival
organizers in relation to sponsors and organizations
that finance it. Such interest is explained by the fact
that music festivals contribute to a city or region’s so-
cial and economic life and influence the socio-cultural
situation where they are held. Finally, a local, munic-
ipal, or capital-level music festival event needs prac-
tical information support in periodicals, on the In-
ternet, and on radio and television.

The first stage of organizing a successful festi-
val is the concept — the key idea and how it will be
implemented. Conceptualization is understanding
what and how to do, for what audience, with what
resources, at what cost, etc.

According to T. Zinska, a music festival is an
art project that has the following characteristics:
“1) the relevance of the concept ... in the socio-cultur-
al space; 2) compliance with the main goal and objec-
tives in the implementation of the project; 3) coher-
ence of the creative idea with the interests of the au-
dience and the needs of the performers; 4) availabili-
ty of information and advertising support for the art
project; 5) accuracy of the project solution, when
the implementation of the art project corresponds
to the program of actions and means of achieving
the goal” [4, p. 11].

It is crucial to choose a relevant direction for
the festival event, considering the state of contem-
porary music culture. In this sense, one must con-
stantly keep one’s finger on the pulse, taking into ac-
count the demands of the times and the socio-cultur-
al situation in Ukraine. Having chosen a direction,
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one has to decide on the task: to understand what
will be the dominant feature of the festival, and then
to clarify the priorities: is it essential to discover new
names and performing groups, present new premiere
works to the audience, gather like-minded people,
share ideas, creative and organizational experience,
impressions, etc. Very often, the potential audience
and its needs help to set priorities. When choosing be-
tween different variations of the music festival genre
and determining the most exciting format and direc-
tion, organizers always rely on the audience. Usually,
the main attraction for the audience is the content.
Fans are always eager to find out what kind of music
“product” and in whose performance the organizers
can offer them. And here again, the primacy of goals
and objectives comes into play. The situation is two-
fold: on the one hand, the desire for the commercial
success of the project and access to a broader audi-
ence dictates the need to invite famous performers;
on the other hand, the audience can and often does
become interested in new things, including new per-
formers. That is, the choice always gives prospects
to expand the coordinates of a modern music festival.
As a rule, an organizing committee is elected
to organize a music festival, which involves repre-
sentatives of the Ministry of Culture and Informa-
tion Policy, departments of culture, leading figures
in the musical arts, heads of cultural institutions, etc.
The chairman of the organizing committee approves
the composition of the artistic commission (compos-
ers, performers, musicologists), whose members are
responsible for engaging creative teams and perform-
ers and creating concert programs for the festival.
Organizing music festivals in Ukraine is a labori-
ous task. As a large-scale event, the festival requires
careful organizational preparation, which includes
the following components: opening, closing, hold-
ing various events (press conferences, master classes,
scientific conferences, creative meetings), primarily
concerts, providing concert venues, creating concert
programs, accommodating bands, etc. Most music
festivals are a series of concerts held over several days,
united by a common concept (e.g., “Music Premieres

» o«

of the Season,” “Kyiv-Music-Fest,” “Two Days and Two
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Nights” present new opuses by Ukrainian authors,
the Forum of Young Music presents works by young
Ukrainian and foreign composers, “Golden-Domed
Kyiv” gives a chance to choral works by Ukrainian
composers of different eras and styles).

Referring to T. Zinska, the successful resolution
of the issue of organizing and conducting music festi-
vals “largely depends on state funding and legislation,
on sponsoring organizations and production centers,
on musicians and music groups, on their awareness
that the works of Ukrainian composers should be-
come the basis of their repertoire...” [3, p. 386].

A significant point in the organization of music
festivals is funding. “As a complex system, it has var-
ious types of support for the idea, including sponsor-
ship, patronage, grants, foundations, etc.” [1, p. 154].

The difficult economic conditions of Ukrainian
society and the war also affected festivals, primar-
ily in terms of their material support and organi-
zation. However, even under these circumstances,
these musical events take place mainly in regions
where it is more peaceful.

Conclusions. Music festivals are an integral part
of contemporary culture, one of the most popular forms
of cultural life in a country, region, or city. A festival is
an event in the musical life of the state; it is an a pri-
ori measure of the level of performing professional-
ism. A music festival provides socio-cultural condi-
tions for the effective exchange of creative, social,
and spiritual experience, the creation of new “prod-
ucts” of joint creativity, and the achievement of new
results in the personal development of performers.

At present, music festivals are a challenging way
of finding innovative and creative ideas, implement-
ing unconventional solutions, developing innovative
forms of holding them, and attracting new listeners.
This obliges organizers to study the needs of the mu-
sic “market,” conceptualize and design concepts, con-
stantly monitor festival processes, and develop new
marketing technologies on this basis. Statistics show
that in the twenty-first century, the festival movement
is, on the one hand, becoming more powerful and,
on the other hand, going through a new stage of de-
velopment. It demonstrates the highest professional
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creativity of composers, performers, and musical
groups, their interaction as a new communication
system, a new cultural life model, and a music festi-
val. Despite the difficulties of organizing, which are
successfully overcome by directors and organizing
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committees, festivals are essential for preserving
the cultural heritage of the Ukrainian state. Large
festival projects positively impact Ukraine’s profile
in the world as a country that honors its traditions
to promote national culture.

References

1. Bermes I. Organizacijni zasady' muzy' chnogo festy'val nogo ruxu v Ukrayini. Kul'turologichna

dumbka. 2015. # 8. S. 150-155.

2. Davy'dovs'ky'j K. Mizhnarodny'j festy'val 'ny'j rux u formuvanni kul" turno-my"stecz'kogo

seredovy'shha Ukrayiny" (na pry'kladi mizhnarodny'x muzy' chny'x festy'valiv «Ky'yivs'ki litni

muzy' chni vechory'» ta «Virtuozy" planety'»). Kul'turologichna dumka. 2011. Tom 3. # 1. S. 94-100.

3. Zins'ka T. Muzy ' chni konkursy" ta festy'vali v konteksti sociokulturnogo proektuvannya v Ukrayini

kincya XX — pochatku XXI stolittya. Profesijna my'stecz'ka osvita i xudozhnya kul"tura: vy kly ky" XXI

stolittya : Materialy" II Mizhnarodnoyi naukovo-prakty'chnoyi konferenciyi. Ky'yiv, 2016. S. 384-395.

4. Zins'ka T. Muzy' chno-vy'konavs'ke my'stecztvo v sociokul' turnomu prostori Ukrayiny" kincya

XX — pochatku XXI stolittya: avtoref. dy's. kand. my'st. : specz. 26.00.01. Ky'yiv, 2011. 18 s.

5. Shved M. Tendenciyi rozvy ' tku mizhnarodny'x festy'valiv suchasnoyi muzy'ky"' v Ukrayini na novomu
etapi (1990—2005 rr.): avtoref. dy's. kand. my'st. : specz. 17.00.01. L"viv, 2006. 20 s.

Aireparypa

1. Bepmec I. OpranizauiitHi 3acaau My3an4HOro GecTuBaAbHOTO PyXy B YKpaiHi. KyibmypoaroziuHa OymKa.

2015. Ne 8. C. 150-155.

2. AaBuposcokuit K. MixHapoAHMit GpecTuBaAbHMII PYX Y GOPMYBaHHI KYABTYPHO-MMUCTELLKOTO

cepeaoBuina Ykpainu (Ha npukAapi MbKHapoaAHuX MysudHux ¢ectnbaais «KuiBebki AiTHI MysuuHi

Bewyopu» Ta «BipTyosu naanern»). Kyrvmypoaroziuna oymka. 2011. Tom 3. Ne 1. C. 94-100.

3. 3incpka T. MysuuHi KOHKypcy Ta (pecTHBaAi B KOHTEKCTi COLiOKYABTYPHOTO IIPOEKTYBAaHHA B YKpaiHi

iy XX — nouatky XXI croairrs. ITpogpecitina mucmeyvka ocsima i xy0oxHs Kyrvmypa: Bukiuku XXI

cmoaimms : Marepiaan II MikHapoaAHOT HayKOBO-TIpakTU4YHOI KoHepeHuii. Kuis, 2016. C. 384-395.

4. 3incpka T. My3an4HO-BUKOHABChKe MUCTELTBO B COLIIOKYABTYPHOMY MPOCTOPi YKpainu Kinnsa XX —

novatky XXI croairTs: aBToped. Auc. KaHA. MucT. : crery. 26.00.01. Kuis, 2011. 18 c.

5. 1lIBep M. TeHpeH1ii po3BUTKY Mi>KHApOAHMX (eCcTMBaAIB cydacHOi My3uKu B YKpaiHi Ha HOBOMY eTami
(1990-2005 pp.): aBTOped. AC. KaHA. MKCT. : crier. 17.00.01. AbBis, 2006. 20 c.

333



CYYACHE MAUCTELTBO 2022, Bunyck BiciMHaOUAMULL

Ipuna Bepmec. A0 nuTaHHS NPO OPraHi3auio Ta NPOBEACHH My3UYHNX (PeCcTUBaAIB

AHoranis. Y cTaTTi po3KpUTO 0COOAMBOCTI OpraHisaiii Ta IpoBeAEHHS My3UYHIX GeCTUBAAIB i3 ypaXyBaHHSM BUKAMKIB, sIKi I10-
CTAIOTh TTepeA YKPaiHChKMM CYCIIABCTBOM Y CY4acCHiit COLIiOKYABTYPHiit cuTyariii. HesBakarouu Ha moBHOMacmTabHe pociiicbke BTOPT-
HEHHSI, Y KyABTYPHOMY TIpocTOpi YKpainu BiAOyBaoTbcsa MysuuHi GecTuBaAi, KOTpi € BUSBOM B3a€MOAi i Alaaory MysukaHTiB, pemnpe-
3€HTAHTOM aKTYaAbHUX iA€il Cy4aCHOrO BUKOHABCbKOTO MMCTELITBA. MeTa CTAaTTi MOAATA€ B OKPECAEHHI MPpobAeM, i3 SIKMMM CTUKa-
I0TBCsI OpraHisaTopy My3n4HMX GpecTHBAAIB y IX MArOTOBL Ta IPOBeAEHHI. Y CTAaTTi BUKOPUCTAHO 3araAbHOHAYKOBI METOAM AOCAIA-
JKeHHSI, a caMe: aHaAi3y i CMHTe3y, y3araAbHeHHsI, — 5IKi y CYKYIHOCTi AAAM MOKAMBICTb PO3KPUTH CYTHICTb OPraHi3aliiiHNX MOMEHTIB
MIPOBEAEHHS MY3MYHUX (eCTUBAAIB.

Karouosi crosa: MysuuHuit pecTrBaAb, OpraHisaisi, npoBeAeHHs GecTUBAAIO, KYABTYPHA aKIjis.
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Abstract. The study of the cultural and aesthetic component of advertising is aimed at determining the significant influence of eth-

no-artistic traditions of Ukraine on the stylistics of advertising graphics. The authors consider the problems of the national form and the

reasons for pseudo-nationalization in design and advertising. As a result of the color-graphic and semantic analysis of numerous works of

art, it was found that the visual components of advertising graphics are deeply rooted in Ukrainian folk art. At the same time, it was found

that the separation of modern urban life from the experience of folk imagery gained over the centuries leads to the loss of ethnic artistic

traditions. In the conclusion of the article, the author proves that advertising is subject to positive and negative effects of socio-cultur-

al transformations, which is why the use of visual means in advertising must be conditioned by orientation on the target audience, taking

into account the defined aesthetic ideals, national color and ethno-artistic traditions.
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do-nationalization.

Atthe beginning of the twenty-first century, there
were significant changes in the concepts of design
and advertising due to the processes of globalization
and, at the same time, ethnocultural identification,
with hyperconsumption and a simultaneous decline
in the general cultural level of society. Today, the ap-
proach to developing, producing, and delivering in-
formation, especially commercial information, di-
rectly to the consumer is gradually becoming the sub-
ject of active research. Significant social changes have
taken place as the development of technology has led
to the emergence of humanistic design ideas. Therefore,

advertising, despite its predominantly commercial
function, is recognized as a cultural phenomenon
since, in specific periods, the visual language of ad-
vertising communications becomes a logical reflec-
tion of the socio-cultural state of society. However,
for the most part, modern advertising media do not
contribute to forming a worldview, the development
of thinking, or the aesthetic perception of reality.
The essential point is that advertising should have
more than just attractive images: visual elements should
reflect the idea, carry a semantic load, carry out cultur-
al and aesthetic identification, and be understandable
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to the consumer. The socio-cultural approach allows
us to understand advertising graphics as a reflection
of the evolutionary processes of its style within certain
cultural formations that led to the emergence of mass
culture and an extensive advertising industry. Accord-
ing to A. Kostina, the leading feature of the modern
socio-cultural space, is the interaction of group, elite,
and folk cultures [4].

One of the current areas of scientific research
in the design field is the study of the influence of eth-
no-artistic traditions on modern design culture.
The relationship between national and internation-
al design activity and advertising communications is
arather complex issue, some general aspects of which
have been considered in the works of M. Arzhanov,
V. Danylenko, X. Kaftandzhiev, O. Olenina, and E. Ro-
mat. Modern researchers E. Antonovych, V. Bitaev,
V. Kosiv, O. Lagutenko, L. Prybega, M. Selivachov,
L. Sokoliuk, D. Stepovyk, O. Khmelovskyi, and R. Yat-
siv are engaged in the problems of preserving Ukrain-
ian culture.

The genesis of advertising graphics as a form of so-
ciocultural communication is due to several factors,
among which the main determinants are [5, p. 871-888]:

— pragmatic, depending on the existing commod-
ity-economic relations, the development of commu-
nication channels, and specific commercial tasks;

— cultural, dependent on the socio-cultural real-
ities of certain forms of social systems and national
psychological aspects of mental groups;

— aesthetic, depending on ideological platforms
and historical processes of society’s development that
influenced the transformation of social structures,
spiritual and material culture, and artistic styles.

In our comprehensive research, we have sum-
marized that advertising graphics has gone through
a complex development path, evolving from outstand-
ing support of commercial information to the emer-
gence of new styles (or pseudo-styles) within the mass
culture of the second half of the 20th and early 21st
centuries. Let us consider this in more detail.

The origin of advertising dates back to the tenth
and eleventh centuries when merchants began to of-
fer their goods actively. In contrast to Europe, where
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the traditions of Greco-Roman antiquity were active-
ly used, Byzantine traditions prevailed in Russia. Ad-
vertising of that period was a folklore type of adver-
tising and included various forms of folk art. Each
merchant shouted their goods in style, calling out
to customers with singing, sayings, accordion play-
ing, dancing, or clown clothes. Word-of-mouth ad-
vertising and spectacular events gradually devel-
oped in such a fair hustle and bustle. With the ad-
vent of printed advertising in the late fifteenth cen-
tury, which combined words and images, advertising
production became more complex: professionals ap-
peared, and the share of amateur creativity decreased.

Since the middle of the seventeenth century, Eu-
rope experienced a real boom in the trade of overseas
goods: tea, coffee, cocoa, spices, fabrics, etc. Adver-
tisements appeared in newspapers, the first advertis-
ing agencies appeared, and competition developed.
The first advertising publications only informed about
the availability of goods. Later, a variety of storytell-
ing and design techniques spread. While in Western
Europe, the development of capitalist relations began
in the eighteenth century, and accordingly, there was
an active offer of goods and services; in the Russian Em-
pire in general and Ukraine in particular, this process
took place with a significant delay, almost at the end
of the eighteenth century. The development of adver-
tising as a professional activity was also delayed, oc-
curring only in the early nineteenth century.

After the abolition of serfdom in 1861, rapid indus-
trialization accompanied the rapid development of print
advertising. In the late nineteenth century, the advertis-
ing poster was officially recognized as a fact of culture.
In 1897, under the auspices of the Society for the Encour-
agement of the Arts, the World Exhibition of the Com-
mercial Poster opened in St. Petersburg. The publica-
tion of Russian magazines such as World of Art, Art
and the Art Industry, and Golden Fleece began, which,
among other things, also addressed the issue of ad-
vertising. A little-known fact is a publication in Ode-
sain 1908 of the first theoretical and practical journal
in the Russian Empire, the Advertiser.

During this period, the use of photography and ty-
pography in advertisements was rapidly spreading.
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The need for integrated interaction between different
countries led to the organization of several world in-
dustrial and trade exhibitions, which became a new ad-
vertising genre characteristic of the twentieth century.

Ukrainian-language advertising was more wide-
spread in the western Ukrainian lands, but in some
cases, at the request of advertisers, even Russian news-
papers and magazines published ads in Ukrainian.
For example, the Ukrainian Word magazine pub-
lished the following message in the early twentieth
century: “One’s own to one’s own! Ukrainian citizens!
Buy only Ukrainian eye cream “Girl” [1].

The Western European poster art of the turn
of the nineteenth and twentieth centuries saw a real
revolution: futurism, cubism, expressionism, and sym-
bolism influenced the formation of the style of adver-
tising graphics. However, Art Nouveau and Construc-
tivism had the most significant influence. In the ear-
ly twentieth century, poster art primarily devel-
oped in the Art Nouveau style, directly influencing
the graphic language and artistic expression of ad-
vertising. Art Nouveau stylistic forms have long been
used in posters, advertising leaflets, package deco-
rations, covers, and magazine illustrations. Howev-
er, after 1910, Art Nouveau began to acquire more
“economical” and restrained features, close to simple
geometric shapes, turning into the so-called “con-
structive modernism.” In the 1920s, constructiv-
ist tendencies intensified, which became the basis
for the flourishing of the functionalist era, which
contributed to the formation of the principle of com-
bining beauty, simplicity, and utility in everyday life.
The fundamental achievement of the twentieth cen-
tury was the formation and subsequent dominance
of the “international style” minimalism, straight
lines, and regular geometric shapes.

In contrast to this process, the style of advertis-
ing graphics in Ukraine was primarily determined
by book graphics, fine arts, and decorative folk art,
especially embroidery, carpet weaving, and artistic
painting [5, p. 871-888]. In the decorative and applied
arts of Ukraine of the second half of the seventeenth
and eighteenth centuries, the emphasis on the dec-
orative nature of things is increasing, and there is
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an apparent attempt to make them more picturesque,
to create a festive and solemn mood in the archi-
tectural environment with their help. At the turn
of the nineteenth and twentieth centuries, the Ukrain-
ian national art school went through a rapid path
of emergence and development of the avant-garde,
having comprehended all those stages of the West-
ern European artistic process that had been succes-
sively replacing each other in European countries
for almost a century [8].

Specific features of Ukrainian coloristics were
mainly determined by the nature of the colors
of the natural environment and the use of natural
dyes and raw materials. The landscape basis that
shaped art and architecture ranged from green-blue
to red-brown shades. The palette was based on har-
monious contrasting pairs of red and green, yellow
and blue, a contrasting harmonious triad of color
vision (red-green-blue), and a contrasting harmo-
nious quadruple (red-green-yellow-blue). Howev-
er, the Slavs’ palette was not limited to this; an ex-
traordinary richness of shades marked it: these were
red-yellow, hot, fiery, violet (blue), proselytizing, net-
tle, aspen, sugar, gray, gray-hot, smoky, burgundy,
fawn, ruddy, azure, etc.

Bright saturated colors are inherent in many na-
tions’ decorative and applied arts. However, the col-
oristics of Ukrainian folk art differ significantly from
other cultures by the increase and superior saturation
of the primary chromatic colors (yellow, red, blue,
and green) and achromatic colors (white and black).
In folk art, color is traditionally associated with form
and semantics. Mostly pure, unmixed colors were
used here. The combination of black and red, a tra-
ditional color combination for Ukraine, which, ac-
cording to V. Kandinsky, signifies the highest ten-
sion of human forces and the tragedy of life, gives
the works significant emotional power.

In the nineteenth century, in the context of the in-
tensive development of capitalist relations, the art in-
dustry in Ukraine focused mainly on artistic crafts
and folk art, on established, traditional, most per-
fect forms, ornamental motifs, and color combina-
tions that had developed over the centuries. The Art
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Nouveau style spread to the Ukrainian lands with
a considerable delay [2].

Since 1888, a factory of building and artistic ce-
ramics has been operating in Lviv, a distinctive fea-
ture of its products was the focus on local folk art
and the retention of traditional forms, ornaments,
and colors (brown, yellow, and green). Still, at the same
time, the decorative sound of the whole work was
sharply exacerbated. The coloring was enriched with
shades of tones previously considered unconvention-
al — purple, blue, and gold; ethnic motifs were com-
bined with patterns typical of Art Nouveau. In paint-
ing and various types of decorative art (small plas-
tic, jewelry, art glass, textile panels), exquisite color
combinations were used, primarily delicate, soft yel-
low, light green, blue, purple, and brownish-terracot-
ta colors that formed a faded “faded” range. Modern-
ism also influenced the art of book design. It often
involved an intricate combination of floral and ge-
ometric elements, interpretations of Japanese wood-
block prints, or Hutsul art.

In the context of the rapid development of capital-
ism, commercial posters were actively developing, ad-
vertising industrial goods, food, cigarettes, and drinks.
An exciting example of Ukrainian Art Nouveau is
the wine list, which organically combines national
motifs and stylistic techniques of Art Nouveau.

The fascination with the aesthetic values and sym-
bolism of folk art during this period became the ba-
sis for creating the signs of a new Ukrainian graph-
ic art, which was the most dynamic type of creativi-
ty and most fully reflected all the changes in artistic
trends [6; 8; 9, p. 162-222]. For example, V. Krychevskyi
found a peculiar graphic solution for a book cover us-
ing folk ornamentation. H. Narbut worked fruitfully
in black-and-white book graphics and poster art; an or-
ganic combination of font type, color, and ornamenta-
tion in the Old Slavonic style characterizes his works.

The ideological forces of Russian communist dom-
ination waged a crushing struggle against folk cul-
ture. During this period, all types and genres of cre-
ativity suffered incalculable losses: Easter egg paint-
ing, pottery, weaving, decorative drawing, and em-
broidery almost lost their ideological, symbolic,
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and pictorial basis. Despite this, folk culture was
and still is an ethnic environment, a basis of spirit-
uality based on world excellence. During the So-
viet era, fantastic advertising posters were creat-
ed using ethnic motifs, but few have survived. Be-
cause of the planned economy and an ideologized
attitude to the essence of advertising to deceive cus-
tomers and impose excessive needs on them, Sovi-
et advertising was virtually unfunded and of a low
professional level.

The color-graphic and semantic analysis of nu-
merous artworks reveals that the visual components
of advertising graphics are deeply rooted in Ukrain-
ian folk art. Still, the separation of modern urban-
ized life from the experience of folk art gained over
the centuries leads to the loss of ethno-artistic tradi-
tions. If in the design of the early twentieth century,
many developments in the so-called “folk style” were
determined by the active use of ornamental motifs,
today innovative design ideas should be combined
with traditional features of the Ukrainian mental-
ity: increased emotionality of perception of the en-
vironment; love for the native nature; lyricism; ad-
miration for the language, folklore, and vivid ritu-
als; desire for internal and external harmony; care-
ful attitude to everyday life; attention to the elements
of folk art; and the ability to self-irony. The funda-
mental qualities inherent in the national conscious-
ness are primarily focused on the emotional and im-
aginative sphere of human experience [3, p. 9-14].

Research of the target audience in terms of men-
tality has significant predictive power in advertising
because it is a well-established factor and applies
to the general population. Every country has its cul-
tural laws and customs, and disregard for them can
lead to the collapse of a company’s entire marketing
and advertising strategy.

Unfortunately, in design developments, one can
mostly see the mechanistic borrowing of peasant art
motifs and their superimposition on non-national
objects. This applies to printed messages, outdoor
advertising, packaging design, books, and period-
icals. There are also negative examples in the de-
sign of interiors for various purposes, which has led

338



The evolution of the advertisement graphics in Ukraine: the ethnic art path

to the formation and consolidation of the negative
phenomenon of “pseudo-nationalization.”

A modern Ukrainian design product must have
some archaic material culture while maintaining
touch with the dynamic environment. If we com-
pare Ukrainian advertising focused on eternal hu-
man values (love, family, home, friends, mutual as-
sistance, and compassion) with advertising from oth-
er countries, in America, it is more straightforward
and unimaginative; in Germany, it is as technical
and informative as possible; in France, it is elegant
and aesthetically sophisticated; in Japan, it is phil-
osophical, sometimes unexpected, metaphorical.
In addition, Japan successfully combines the latest
technologies, constant modernization of production,
and everyday life with an attentive attitude to tradi-
tions and the cultivation of national symbols and ide-
als. The national flavor is also present in advertis-
ing of Scandinavian and Mediterranean countries.

Advertising is a manifestation of semantic concepts,
so it can be considered a global trend of advertising
graphics to shift influence functions from its verbal
part to the visual one. The visual series no longer per-
forms an illustrative and decorative function but is
formed as an aggregate visual and verbal construct,
the language of which is determined by the visual arts.
Advertising assimilates and uses cultural experience
and is “embedded” in the history of culture. The study
of the characteristics of artistic styles significantly im-
pacts the understanding of historical processes in art
and, accordingly, the development patterns of adver-
tising graphics. Like style, fashion performs a com-
municative function, i.e., it is a means of communi-
cation and information, a means of personal expres-
sion, a symbol of prestige, and a social sign. Howev-
er, often thoughtless, blind imitation of fashion leads
to a lack of taste, a sharp deterioration in the quality
of both products and advertising products, to eclec-
ticism and kitsch. Contemporary advertising shapes
style for a particular lifestyle, social behavior, con-
sumption principles, and moral norms. Today, ide-
als, values, cultural models, and characters from dif-
ferent eras and cultures are mixed in imitations, bor-
rowings, and reproductions.
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In today’s environment, the focus of produc-
tion on regional consumer groups and a significant
change in sales policy have also led to a radical change
in the tasks and character of advertising: social, psy-
chological, cultural, and aesthetic factors have come
to the fore and become more critical. In develop-
ing design activity in Ukraine, two ideological plat-
forms have emerged: industrialized Eastern Ukraine
tends to have an international style. At the same
time, Western Ukraine is based on national style,
rethinking ethnic traditions and their use in mod-
ern design and advertising. This feature is essential
to Ukrainian cultural tectonics and reflects the dif-
ferences in mentality, socio-cultural practices, val-
ue priorities, and consumption patterns. Contempo-
rary global culture is urbanized and standardized,
and the global economy is predominantly orient-
ed toward large cities. However, this does not mean
urban culture is entirely unified and utterly devoid
of national manifestations.

As an alternative to globalization processes with
their desire to standardize and assimilate cultural
characteristics, the processes of nation self-identifi-
cation have become more relevant in design. If ver-
bal language is one of the primary forms of mani-
festation of the national, then visual language is also
capable of having a national form.

Since advertising design is a relatively new field
of creative activity, it is natural to use already-de-
veloped symbols and visual techniques. In this re-
gard, there is a tendency to “modernize” the exist-
ing artistic and figurative means, to interpret them
in a new context, and to use the “game” characteris-
tic of postmodernism with the cultural layers of na-
tions. To a certain extent, this is an organic envi-
ronment for developing the national form in design
and advertising, where ethno design (neo-folk) is be-
coming one of the leading trends. Among the rea-
sons for this trend’s emergence are the need to iden-
tify goods and services in the market and the reali-
zation of a person as an heir to national traditions.
Given that Ukraine has a rich cultural heritage, it
can be argued that the Ukrainian nation has a solid
basis for the further development of ethnic design.
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Thus, the interrelationships of global and regional
products are formed in the globalized communica-
tion space. New interaction problems arise between
the modern and the traditional, the mass and the indi-
vidual. Regarding the national, O. Khmelovskyi writes
that an organic relationship occurs when national pe-
culiarities are not noticed or emphasized. This is pos-
sible only when the artist-designer and the consum-
er genuinely feel the specifics of their native art [10].
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Therefore, studying advertising graphics in a broad-
er context, paying particular attention to the cultural
and aesthetic problems of advertising, we conclude
that advertising is subject to positive and negative
influences of socio-cultural transformations, which
is why the use of visuals in advertising should be de-
termined by the focus on the target audience, taking
into account certain aesthetic ideals, national color-
ing, and ethnic-artistic traditions.
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Baunepiii Bimaes, Ceimaana Ipuwenko. CraHOBAeHHs peKAaMHOI rpadiku B YKpaiHi: eTHOMICTEbKUIl BEKTOP

AnoTanis. AoCAiA)KeHHA KYABTYPHO-eCTeTMYHOI KOMIOHEHTY PeKAaMM Ma€ Ha MeTi BM3HAUeHHs BaroMoro BIAUMBY €THOMMU-
CTeLbKMX TPAAULiN YKpaiHU Ha CTUAICTUKY peKAaMHOI rpadiku. ABTOpM PO3IAsiAQI0OTh IPoOAeMM HaljioHaAbHOI GpopMM Ta MpUYN-
HI TICeBAOHALOHAAI3aLil y AMBaitHi Ta pekaaMi. B pesyapraTi KOABOPO-rpadivHOro i CEMaHTUYHOrO aHAAI3y YMCAEHHMX TBOPIB MU-
CTeLTBa BUSBAEHO, IO Bi3yaAbHi CKAAAOBI pekaaMHOI rpadiku rAnboKo BKOpPiHeHi B YKpalHCbKOMY HapOAHOMY MUCTeLTBi. Pasom
3 TUM, BUABA€HO, 110 BIADMB Cy4aCHOTO yp6aHi30BaH01‘O SKUTTS Bip 3A06yT01"0 MPOTATOM CTOAITh AOCBiAY HAPOAHOTO 00pasoTBOpEH-
Hs1 IPU3BOAUTD AO BTPATU €THOMUCTELbKMX TPAAMLiL. Y BUCHOBKY CTAaTTi aBTOP AOBOAUTD, 1II0 PeKAaMa 3a3HA€ MO3UTUBHUX i Hera-
TUBHUX BIIAMBIB COLIOKYABTYPHMX TpaHcdOpMaLliii, Yepes 1[0 BUKOPUCTAHHS Bi3yaAbHMX 3aCO0iB y peKAaMi MOBMHHO 0OYMOBAIOBa-
THUCS Opi€HTalji€lo Ha L{iAbOBY ayAUTOPiI0, 3 ypaXyBaHHsM BU3HAUEHUX €CTETUYHUX iA€aAiB, HalliOHAABHOTO 3a0apBAEHHS Ta €THOMM-
CTeLbKUX TPaAULIiIL.

Katuosi cr0Ba: eTHOMUCTeLbKI TpaAuilil, pekaamMHa rpacdika, HaljioHaAbHa popMa, KOAIp, eTHOMOTMBHY, BisyaAbHa MOBa peKAa-

MM, ICEBAOHALIIOHAAI3aLlis.
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