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happened today are suddenly perceived as the past (moreover, con-
sciousness knows precisely the chronological succession of events);
or the same event is thought simultaneously as the past and today.

Combination of time periods at one point takes place dur-
ing the contact with history (any artifacts), when a person “feels its
breath” and moves in his mind even ages backwards. An effect of
connection of today and the future at the point “here and now” is also
interesting. It is accepted to call it “prediction” in society. We often
encounter it, when we deal with art (literature, theatre, the cinema).

Seeing the future is represented by authors of compositions
in different forms: characters’ dreams, different fortune-telling,
characters-predictors (the latter may come from far past as ghosts),
symbolic signs. It is known, that many compositions of the XIX
century, which had tendency to mystic images (it also concerns op-
era theater), were filled with similar scenes. Sometimes, the hint of
future events is masked by the author of the composition. An exam-
ple of that can be Folia's dance from “Guido and Ginevra” opera by
F. Halevi, which is performed in front of the happy bride and groom
on the day of their wedding. Appearing of this character itself is
taken as prediction of sudden trouble, which is happening at the end
of the banquet scene — poisoned dead bride falls down. It is impor-
tant to note, that Folia is a diverse character in the opera. She is a
participant of “the dance of the fools” which was popular in West-
ern Europe (this is a reason for her appearing at the holiday), and
she is also a predictor of sudden turn of events (in mythology Folia
is equaled to fretful Fortune, who gave her place to the first one).

Analogical symbol dance is introduced in “The Enchantress’
by F.Halevi. Choreographic scene called “Playing chess” (second
act) finishing with move of white chessmen predicts triumph of
good at the end of the opera.

We observe combination of the past and present in numerous
modern opera productions: the events of the past are transferred
into our epoch by producers by means of corresponding costumes,
stage scenery, properties. As for time metamorphoses, mixed pro-
ductions are of special interest. An example of that is staging of
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the opera “Noah” by F.Halevi — G.Bizet (2004, directed by Pierre
Jourdan), in which the biblical past is gradually transformed into
modern times by means of change of the scenery, costumes, pres-
entation of the corresponding choreographic component (perfor-
mance of break dance in front of modern multistory-buildings in
the second act), and in the finale of the opera (Noah's ship with
saved ones) characters appear on the stage in ancient and modern
costumes, combining two streams of time. And such examples are
numerous. It should be emphasized, that “Noah” was shown short-
ly before destroying tsunami on Sumatra. Was it a coincidence?
Was it a subconscious prediction of the nearest future? After the
tragedy on the island they started to demonstrate shots of this huge
wave in the opera screening to the music of introduction to the
second act.

An artist, going up in his consciousness to the higher levels
of life, is able to see the polyphony of existence and connection of
times, and to represent it in his works at the “here and now” moment.
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MPOBJIEMA BIMHU B “AB URBE CONDITA”
(moeTHYHMX TBOpPAX 3a MOTHBaMH icTopii CTaponaBHboro Pumy)
IBAHA ®PAHKA

KurouoBi cioBa: noemuuni nepecnieu, momugu 0asHbopum-
CbKOI icmopii, npemexcmu, KOMALIAMUSHUN NiOXI0, npodiemamuxa,
noemuxa.

CyuacHi (paHKO3HaBLI BBaXkKaloTh, IO Te, W0 OyJ0 HaIU-
ca”o [Banom ®pankom micns 1911 poky, HaJIEeKUTh 0 “moe3ii He-
nyxHoro ayxy” (B. KopHiiiuyk).
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Onnak, mounHatoun 3 Oepes3nst 1915 poky, y JucTax MHCH-
MEHHHMKA 10 POAMYIB, IPY3iB 1 3HAHOMHUX 3’SIBISIOTHCS PANKH, Y
AKUX BiH MHILIE PO POOOTY HAJ HOBUMHU PyKOIMHUCAMH.

3okpema, y JTHCTi 10 AoHbKHU ['anHu Big 24 Gepesns 1915 po-
Ky @panko 3a3Hauae: “Koxxporo gHs s 3aiimarocst JiTepaTypHOIO
npauero, paf, O MOXY IHUCaTH... 32 OCTaHHI POKH B MeHE HaOpa-
Jacs Hemalla CTUPTa PYyKOIUCIB, TOTOBUX 10 ApyKy. IIpamroro Ha
3amac, abu JapMo He TPaTHTH 4acy, He Maroud 3MOTH 3HATH, sKa
JI0J11 JKJIe Hallle TUCbMEHCTBO, ajie He TPaTsA4H Bipd B HOro Kpaiy
oynymuny” [1, T. 50, c. 425]. 3HOB 111 TeMa BUHHMKAE B JUCTI 10 Ba-
cuis SkiOroka, pi3p0sipa mo aepesy 3 ['yuynbsiinny, Big 4 rpyaHs
1915 poky: “/lo6pe, mo xBopoOa Tijla He BMEHIIHMIIA MOTO Ty XOBHO-
T'0 370POB’Sl Ta AYLIEBHOI CHJIU, L0 A€ MEH1 3MOTY JIeHb y JIeHb 10
KUJIbKa TOOUH TPYAUTHUCS Haj 30aradyeHHsIM Halloro MUChbMEHCTBA.
S BUTOTOBUB KiJIbKa MAUYOK TBOPIB BipIIaMH ¥ MPO3010, OpUTiHAIb-
HUX Ta epepoOOK 1 )KHUI0 TOK HAJIET0, IO BEJIMKA BiifHa, Ky Mepe-
JKUBA€EMO Terep, pruHece HaMm 0e3 MOpiBHAHHA OljIblle XicHa, HiXK
Moxe npuHectd mkoan” [1, T. 50, c. 433-434]. A 9 ciuns 1916 poky
B TUCTI 10 moeTecu Yistnu KpaBuenko ®paHko 3 pagicTio TOBOPUTH
Ipo Te, IO MHUIE “Tenep NepeBakHO Ha 3a1ac, KOKHOTO THS Tapy
CTOPIHOK, OCTaHHBOTO POKY TepeBakHo Bipmamu™ [1, T. 50, c. 435].

Cepen TBOpiB, 1110 Oyyiu HanucaHi [BaHoM dpaHKOM TIiJT Yac
[Nepmoi cBiTOBOI BiifHM, MPUBEPTAIOTH yBary HOro NOeTUYHI mepe-
cmiBu 3a MoTuBamu ictopii Ctapogasuboro Pumy. [Ipudomy 3po-
OJeHi 1i nepecmiBu OyH AysKe KOMIAakTHO — 3 29 BepecHs 1915 poky
o 13 Gepesns 1916 poky. Maiixke yBech el 4ac MUCbMEHHUK Tie-
pebyBaB 3i cBoiM OpaTannuem Bacuiem y [lputynky ykpaiHCbKHX
ciuoBux crpinbuiB (y Ilputoti ans xBopux i BuzgoposuiB YCC y
JIbBOBI).

VYeboro nmoet HanucaB 188 BipiuiB, cIUparOYUCh Ha TEKCTH
takux icropukis, sk Jlion Kacciii, Tir Jlisiii, [linyrapx, Jlioniciit
lanikapuacekuii Ta iH. Tpeba 3BepHYTH yBary Ha Te, SIK MPHUCKi-
TUTMBO YWUTAB TBOPU JaBHBOTPELBKUX Ta JaBHHOPUMCBHKHX 1CTOpPH-
KiB @paHKo, SIK YBa)KHO 3ICTaBIISIB TEKCTH, y SIKHX PO3IMOBiAAIOCS
Mpo OJHI ¥ Ti K cami momii.
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MoxHa BUIUJIUTH KiJTbKA MiXO/iB TUCBMEHHUKA JIO MIPOYH-
taHoro. O00OB’I3K0BO B po3aini “I3 pizHux icropukiB Pumy” micis
KOKHOTO Bipia OpaHKoO Ja€e MOSCHEHHS, Ha sIKe HPKEPeJio BiH CIIU-
paBcst came B IbOMY TBOpi. Lle MOXXyTh OyTH TiJIbKHM BiIACHIKH JIO
npetekcty: “Ha ocnosi Tita JliBig “Ab urbe conditia” (liber. II, cap.
48-51), nantucano B aHsX 12—-14 cepnus 1915 p.”’ [1, 1. 6, c. 227] abo
MOSICHEHHS, SIK KOMITLTIOBAaBCS TEKCT 3 Pi3HUX Jkepen: “Hamucano
B ausax 29 # 30 BepecHst 1915 p. Ha ocHoBi [ionicis 'anikapHacs-
koro (kH. IV, po3a. 39—41), 3BiaKu B35TO JIMLIE 3BICTKY IpU KiHII
mnpo Cseccy IlomeTiliceKy Ta esiki moetuyHi MotuBu” [1, T. 7, c. 14].

Pazom 3 Tum ®panHko, K MOXHa MOOAYUTH 3 MOSCHEHB,
YBaKHO MPHUAMUBIABCA A0 MPETEKCTIB 1 3 OOKY MCUXOIOTiYHOI BiJ-
MOBITHOCTI Yacy i enoci: “Hamucano B qusx 3—6 xoBtHs 1915 p.
Ha ocHoBi [ionicis anikapuacekoro (kH. 1V, posn. 28-39). V JIi-
Bis (kH. I, po3za. 46—59) onoBigaHHs Ay’Ke CKOPOUEHE i KOHIIEHIis
TICUXOJIOTIYHO JaJieko MeHIe npasausa” [1, T. 7, c. 58]. I ocranHiii,
Jy’Ke TIOKA30BHIl MPUKJIaa, KOJIH MOET, IPOaHai3yBaBIINd BCi MOX-
JIMBI JKEpelia, TOXOAUTh BUCHOBKY, 110 TpeOa B OMOBIb TOJATH 1
CBO€, TAKMM YMHOM PO3CTaBUBILH BCi Kpanku Hax “i”: “VY JliBis mpo
et emizon Hema aHi 3raaku. KopucTyiodncs cB000A010 epepoOKu
OTIOBiIaHb, 0COOIMBO TaM, JIe JaBHI JKepesia BUKa3yIOTh Pi3HHMLII,
a00 MoJaroTh OYEBUIHO BUEHI Ta 00pa30Bi TONKYBaHHS (PakTiB abo
MOTHBYBaHHS [ICHXOJOTTYHUX MPOLECIB, S MO3BOJIHUB COOI TAKOXK Yy
OTCHOMY PO3[iJIi CBOEI0 MOECTUYHOI BHIYMKOIO [IOMOBHHUTH]| OT-
ceif TekcT rpeupkoro opurinany” [1, 1. 7, c. 192].

[1ig yac ynTaHHS MOETUYHUX TepectiBiB PpaHKka BUHUKAIOTh
NUTaHHS: YoMy came y 1915-1916 pokax moet 3BepHYyBCs 10 icTOpii
CraponaBaboro Pumy i oMy came 1i pparMeHTH 3 BETUKHUX 3a 00cCs-
TOM TBOpIB BiH BUPIILIMB EPEKJIACTH YKPaiHCHKOIO MOBOIO y Bipmax?

Ilo-nepme, 3a3Haunmo, mo IBan dpanHko BBaxas, IO “Iie-
peKIanu 4y>KOMOBHUX TBOPIB, YU TO JITEPAaTypHUX, YA HAYKOBHX,
JJ151 KO)KHOTO Hapony € BaXXHUM KyJIbTYpHUM 4YMHHUKOM [1, T. 39,
c. 7], ToMy 110 “nepenada 4y:K03eMHOI T0e3ii, moe3ii pi3HUX BiKiB i
HapOZiB PiHOIO MOBOIO 30arauye AyIIy LIJIOi Halii, IPUCBOIOIOYH
iif Taki opmu 1 BUpa3u 4yTTs, IKAHX BOHA HE Majia 1oci, Oyayro-
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9H 30JI0THH MICT 3pO3yMiHHS 1 CIIOYYBaHHS MK HAMH 1 JaJIEKUMHU
JIOJIEMH, JaBHIMU HoKodiHHIMu” [1, T. 5, ¢. 7].

[o-npyre, Tema BiliHn xButoBana Ppanka me y 1882 po-
i, KOJIM MUTELb HanucaB GinococrKy cTarTio “BiifHE 1 BIiCBKO
B HalMX yacax’. Bike Toai MMCbMEHHHK 3ayBaXKHB: *...B IPOTITY
nociignix 30 JiT Beck 00pa3oBaHMl CBIT HEHACTAHHO JUIE KPOB...
<...> IlpuroTtyBaHHs 10 BiilHM TPUBAIOTh TaK CaMO HEHACTaHHO, i
TO BCIOJM 1 B TaKiM po3Mipi, PO KU AaBHILI BiKH i HE YyBaJH.
I B HalicOKIHHIIIMHI Yac €BpONEHChKi HApOOU CTOATH HAOTOTOBI
10 BiliH, YAEpKYIOTb BeJIM4YEe3Hi MOCTiWHI BiliChbKa, MOJAIOTH Be-
JM4YEe3HI rpoi Ha 30pyIo i MPOKOPMJICHHS BOSIKIB, OTHUM CJIOBOM,
CTOTHYTH MiJ THITOM MilTiTapu3My, KOTPUH UM Jaii, TUM AYK4e
3Mara€eThCs, 3 KOTPOTo HATenep i BUXony He BugHO” [1, T. 45, . 166].

3ayBaxxumo, 1o B auctax Ppanka, nounHaouu 3 1914 po-
Ky, HeMa€ JyMOK 3 TpuBoay mofiit [lepmioi cBiToBOI BiiiHH, ane, K
30A€ThCS, CBOI PO3AYMHU MalCTep CJOBa BTUIMB, MPALOIOYU HaX
CTapOBUHHUMU TEKCTAMHU.

[Nounnae ®panko cBorO aHTONOT 10 3 “OcHOBaHHS Puma”, nami
cepeq BIpIIiB MO)KHA 3HAWTH TEepecrHiBU MiiB Ta JereHa mpo Aas-
HBOPUMCBHKHX TepoiB — Banepis Kopsina, monomoro bpyra, Manmist
TopkBara, ABrycra Ta iH., a TAKOX MIEPECIIiBH TEKCTIiB JaBHIX iCTOpH-
KiB IIPO 3pajy, CMiJIUBICTb i YeCHOTH PUMJISIH Ta X CYyIPOTHBHUKIB —
“Kawmin i panickn”, “Mapk Kypuiit”, “Kezo ®abiii” Ta iH. Pazom 3 TUM
MOET HalOIIbIle YBark MPUALIISE TeMi BINHU PUMIISIH 3 1HILIMMH TLJIe-
MEHaMH Ta HapoZaMH. 3pO3yMisio, IO 3BEPTAIOUUCH A0 MOAIH TOro
qacy, ©paHko xoue MPOBECTH Mapajeii MiXK MUHYIUM i1 CbOTOACHHSIM.

VY cBoiX TBOpax MOET PO3KPHUBAE Pi3HI acmeKkTH BiiftHH. 30-
Kpema, y Bipui “Tlommeii i po306iiiaukn” OpaHKo OMUCYE BaXKKi Ha-
CJIIIKY BiliH, 1110 BEJIX PUMCHKI BiliCbKa, iX 3BIps4Mil OCKaJ:

AJX y TIOpy, KOJIM PUMCBKa cllaBa

Henacrtanno BiiiHamMu KpoBaBa

CoTHi cin 1 MICT mycTHIa 3 TUMOM,

ITo xamanuce BooBaTu 3 Pumom,

Tucsui niteit ocuporuna,

Tucsui mopeit y Onya myctuna,
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Tucs4i He MaJIH Hi 1110 KEPTH,

Hi 6e3nekun, KpiM 0aHOI CMEPTi.

Jauni noeT mosCHIOE, IO THUCSYI JIIoNeH “HaTypu He ciadoi’
OyJIM BUMYILIEH] SIKOCh ce0e TOyBaTH 1 TOMY CTaBally 3JI0iIMH.

V Bipwi “BiitHa ©abiiB i3 BeeHTaMu” MOET PO3MOBiJae, 110
Mixk PUMOM Ta BeeHTaMu JOBI'1 POKH, “‘Haue T€ TOJIOHE JIITO”, Ts-
rJIacsl CUTyalisl “Hi BiliHH, HI MUpPY”, “Hi CIIOKOIO, Hi BOEHHOTO Ya-
cy”. BeeHTn He 3MOrNIM OTpHUMAaTH MEPEMOTY y BiIKpUTOMY 0010
3 IpeACTaBHUKAMU MOTYTHBOT PUMCBHKOI POIUHU, TOMY BHPILIHIN
ITiIJIOBUTH PUMIISIH Ha XKaJiOHOCTI 0 4yKoro MmaiiHa. BeeHTn Bu-
MyCTUIIM HA TOJIe CTaJ0 HaWKpaIluX KOpiB i OMKIB, a caMi Baaiwy,
IO MOBTIKAJH, OOSYHCh PUMIISH.

®abii, siki Maju NOCTIHHUH ycHix y OMTBax 3 BE€HTaMH, Ha-
CTIJIBKH “3aropAifn”, IO BUPILIUIIH, IO 1 {FOT'O Pa3y iM MOILACTHUTb.
[Migmitaroun “cokonamMu’ 10 4yKOT0 CTaaa, BOHU HE TOOAYUIIH, 110

Kpaii noporu no poBax, nymiax

Boporu, MOB uporu B KiTiax,

IToxoBanucs “npunexHo”.

3aBIAKM 0OMaHy BEEHTH 3MOIJTM BOMTH YCiX TPHUCTa LIICThH
BOiHIB 3 pony PabiiB i mocyHyTH Ha Pum.

SAx 6aunmo, @paHKo, MEPECHiByIOUN L0 MOAII0 JaBHEOPHUM-
CBKOI iCTOPIi, MiAKPECIIOE 1 T, 1110 Ay’Ke YacTO BIHU MOB’3aHi “3
000MmiIEHUM JIHII T'padekeM”, 1 Te, IO Y BiifHAaX iHOAI IepeMaraloTh
HE CHJIBHIII, @ XUTPILi, IKi 3MOTIIH 3p03yMiTH IICUXOJIOTi10 BOpOra
1 IIM CKOPHCTATHUCH.

3ynuHUMOCS Ha JBOX HEBENMUYKHX Bipmax — “Homy ramm
Hananu Ha Pum?” i “Yomy ramnu nmodinuiau puMisH”, mo0 nonu-
BUTHUCS Ha (PaHKIBCbKiI XyI0KHBO-BUPaKaJIbHI 3aCO0H 1 cTparerii
OTIOBI/Ii, 3aB/SKY SIKUM TBOPH MOETA I[iKaBi 1 HOTO HAIAKaM.

Bipw “Yomy rannu Hanaiau Ha Pum?”’ nounHaeThCs 3 po3Io-
BiJli PO Te, IO Ha KJIYCTiIB Hamaju rajiu, TOMY KJIYyCTii BUPIIIHU-
JIY 3BEPHYTHUCSI 10 PUMJISIH 110 JIOTIOMOT'Y, ajie pUMIISTHU BHPILIHIIN
HE BIJICHJIaTH BIHCBHKO MOCTpaXKAAJIUM, a BiAMPABUTH PUMCHKE I10-
COJIBCTBO JIO TaJUTiB, 00 ykiacTu Mup. “I Bike Onu3bK0 OYII0 MOE-
HaTHCB, ajie “BIajio B CIOPi MPUKpE cIOBO™ 1 moyanacs Oilika Mix
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KIIYCTisIMH 1 TallJlaMH, SIKa 3aBEPLIMIIACH ‘‘3arajbHOI0 HABAJOI .
L1s Giiika mpu3Bena 10 TOTO, 110 TaJUId NEPEKIIOYHIINA CBOIO yBary
3 KJIYCTiiB Ha pUMJISIH, TOMY “‘Ha PHM BUXOpOIO IMyXHYIH .

OpaHKO MOCIIIOBHO BiATBOPIOE MOAIT y BipIi, Ay>ke BIYyYHO
XapakTepu3yro4n Bci 0oku KoH(umiKTY. Tak, rannm “Xuxi’, BOHU He
MaroTh “cTpuMy’’ 1 “Ha THIB Ay»Xe BIaJli”, a HanaJaroTh Ha IPOTHBHU-
Ka, “s0k ocu”. KiycTii, y cBOIO 4epry, XO4yTh JIOBECTH, 1110 BOHHU “‘HE
3 JIeMIIIKK’, TOMY BCTYNArOTh B OiliKy, ajie BOJHOYAC FOTOBI 3a MUD,
““X04 HE MHOTO MaJiy, / 3HaYHY YacTh 3eMJI1” BiJIIaTH rajiiaaM. PuMchbki
TIOCITM HE CTEPIiaN 00pa3u 3 OOKY rayIiB i pa3oM 3 KIYCTisIMH ““BCITi-
JIM CKOPO Hacepe KBapTUPH / TaJLTiB TPYTIOM, SIK CHOIIH, ITOKJIACTH .

[oer, six 6a4MMO, BUKOPUCTOBYE y IIbOMY BipIlli COKOBUTY
PO3MOBHY JIEKCHKY, SIKa 3aBISIKH CBOEMY €MOLiHHO-EKCIIPECHBHO-
My 3a0apBJIEHHIO A0TIOMAarae 3pOOMTH OIOBi/Ib 3KMBOIO 1 BUPA3HOIO.
Curtyauisi, IKy ONHCY€ B I[bOMY BipIlli TOET: HEBMiHHSI IOMOBIISITHU-
Csl, IPUCITYXOBYBATHUCS O IYMOK iHIIMX TOIIO, Oyjia akTyanbHOO i
i yac [epmoi cBiTOBO BiliHU.

VY HactynHoMy Bipui — “Yomy rajanm noOiguau puMiasuH?” —
®paHKo 3MIHIOE MiAXi/J A0 BUKIaAeHHs Marepiany. CrioyaTky moet
PO3MOBIIa€ PO HEMiATOTOBJIEHICTh PUMJISIH 10 HANaay rajuliB:

Pumnsanu. ..

ogyxy MycuiIu B pAIu CTaBaTy,

He manu gacy ictu i criounBary,

A Ticns miJIONEHHOT'0 MapIry

Ceituac BoeHHY Ci1y>KO0y BiIOyBaTH,

1 ue 3Mora iM 6yna B Hiii 10Bro BUTPUBATH.

Hani ®paHKo MOSCHIOE, 0 PUMJISH MiJl Yac HaBaJW TajlliB
OlaHyBaB cTpax, TOMY IIO Hamaj ix OyB HecromiBaHHUM i iX OyIo
Oararo, a “BenM4MHA iX Tina” Ta “IX MOBa, IO cTpamrHa Oyna IJIs
BCiX...”, BUKJIMKAQJIHU KaX.

3aBIsSKM bOMY PUMIISIHU 3a0yiH “BOE€HHY IITYKY BCIO Ta
KapHICTh, a “3 XOpoOpOCTi, MOB 3 TaxMaHiB, 00AEPTHUMH CTaBaIH .

Hanpukinui Bipma noet poouts ¢inocodcbki BACHOBKH OO0
CIIIBBIAHOIIEHHS Ta B3a€MO3B’I3KIB 11 YaC BIMHU TaKHUX JIIOACEKUX
SIKOCTEH, SIK BiJBara i 3HaHHsg a00 He3HaHHs Ta BiABara 1 JOCBif.
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Tak, “mns BigBard ... 3HaHHS 3HAYUTHL Oarato”, 60 JOImoMa-
rae 0OMOBOMY JyXOBi BOTHIB. Y TOI e 4ac CuJja, 10 “‘Haye CTalp’,
JI03BOJISIE CMOKiKHO, 6€3 TPUBOI CIIPHUIMATH YCi MepHUIeTii BilHH.
Inma cnpaBa, konu “3HaHHSA HEMa, TaM CHJIA MPOMaaae’”’, IPUUIOMY
®paHko 3BepTae yBary Ha TakKMi HapagoKc: MPoIaaae CUIH “01sb-
i€ B TOTO, 110 MaB, HiXK B TOT0, 1[0 HE Ma€”.

Jani moet po3risjae Taki OMO3UINIi: BifBara — JOCBiJ, Bij-
Bara — cuJia.

3a O@pankoM, “HeBIEp)KHas BigBara”’ MoO)Ke He pa3 mepe-
MOrTH 0€3 JOCBIy 3aBISKHU CIIMii Cuili. A€ TOH, XTO MOCTIHHO
CHUPAETHCS HA MpaBHJia Ta 3BUYHUN MOPSAIOK, MPH iX MOPYLICHHI
MOYMHAE TaPEMHO BUTPavYaTH CUIIH, 00 MOYyBaEeThCs HIOM HE Yy CBO-
it Tapini. [ie # 1iero MPUYMHOIO MOET MOSICHIOE TIOPAa3Ky PUMIISH:

OToii HECYTIOKI#, TOW XaOTUYHUM CTaH

ByB Tex npu4MHOIO 1 HOrPOMY PUMIISH.

AHani3 BipIIiB-niepecHiBiB Mokasas, mo dpaHKo MiAXOAUTH
JI0 TEKCTiB 1aBHBOI'PELIbKUX Ta JaBHLOPHUMCBKUX iCTOPUKIB AK (i-
nocod, iCTOpUK i moeT. 3BepTalodrch A0 TEMU BiiHU, MUCBMEHHUK
yceOITHO po3riisiae mpoodeMu, MO 3 HElO TIOB’I3aHi.
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Modern French scholars believe that what was written by Ivan
Franko after 1911 belongs to the “poetry of a sick spirit” (V. Korni-
ychuk).

However, starting from March 1915, the writer’s letters to rel-
atives, friends and acquaintances contain lines in which he writes
about work on new manuscripts. Thus, in a letter to his daughter
Hanna dated March 24, 1915, Franko notes: “Every day I am en-
gaged in literary work, I am glad that I can write... In recent years,
I have accumulated a large pile of manuscripts ready for publica-
tion. I work in reserve, so as not to waste time in vain, not being
able to know what fate awaits our writing, but not losing faith in
its better future” [1, vol. 50, p. 425]. This topic appears again in a
letter to Vasyl Yakibyuk, a wood carver from Hutsul Oblast, dated
December 4, 1915: “It is good that a physical illness has not reduced
my spiritual health and mental strength, which enables me to work
for several hours every day on the enrichment of our writing. I have
produced several bundles of works in verse and prose, original and
reworked, and I live in the hope that the great war we are experienc-
ing now will bring us incomparably more good than it can bring
harm” [1, vol. 50, p. 433-434]. On January 9, 1916, in a letter to the
poetess Ulyana Kravchenko, Franko happily talks about what he
writes “now mostly for reserve, every day a couple of pages, in the
last year mostly poems” [1, vol. 50, p. 435].

Among the works written by Ivan Franko during the First World
War, his poetic recitations based on the history of Ancient Rome at-
tract attention. Moreover, these re-hashes were done very compactly

— from September 29, 1915 to March 13, 1916. Almost all this time, the
writer stayed with his brother Vasyl in the Shelter of Ukrainian Sich ri-
flemen (in the Shelter for the sick and convalescing of the SSS in Lviv).

In total, the poet wrote 188 poems based on the texts of such
historians as Dion Cassius, Titus Livius, Plutarch, Dionysius of
Halicarnassus, and others. It is necessary to pay attention to how
meticulously Franko read the works of ancient Greek and ancient
Roman historians, how carefully he compared texts in which the
same events were told.
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Several approaches of the writer to what he read can be dis-
tinguished. Of course, in the section “From various historians of
Rome” after each poem, Franko gives an explanation which source
he relied on in this particular work. These can only be references to
the pretext: “On the basis of Titus Livius “Ab urbe conditia” (liber.
11, cap. 48-51), written in the days of August 12-14, 1915” [1, vol. 6,
p. 227]. some poetic motifs” [1, vol. 7, p. 14].

At the same time, as can be seen from the explanations,
Franko carefully looked at the pretexts and from the point of view of
the psychological correspondence of the time and epoch: “Written
in the days of October 3-6, 1915, based on Dionysius of Halicarnas-
sus (book 1V, chapters 28-39). In Livy (book I, ch. 46-59) the story
is very abbreviated and the concept is far less psychologically true”
[1, vol. 7, p. 58]. And the last, very revealing example, when the
poet, after analyzing all possible sources, comes to the conclusion
that it is necessary to add his own to the story, thus placing all the
dots over “i”: “Livy does not even mention this episode. Exercising
the freedom of reworking stories, especially where ancient sources
show differences, or provide obviously scientific and figurative in-
terpretations of facts or motivation of psychological processes, I al-
lowed myself also in this chapter with my poetic imagination to
[supplement] this text of the Greek original” [1, vol. 7, p. 192].

When reading Frank’s poetic recitations, questions arise: why
exactly in 1915 — 1916 did the poet turn to the history of Ancient
Rome, and why exactly did he decide to translate these fragments
from his voluminous works into Ukrainian in poems?

First, we should note that Ivan Franko believed that “trans-
lations of foreign language works, whether literary or scientific,
are an important cultural factor for every nation” [1, vol. 39, p. 7],
because “transmission of foreign poetry, poetry of different ages
and peoples in the native language enriches the soul of an entire
nation, giving it such forms and expressions of feeling that it did
not have until now, building a golden bridge of understanding
and comfort between us and distant people, ancient generations”
[1, vol. 5, p. 7].
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Secondly, the topic of war worried Franko as early as 1882,
when the artist wrote a philosophical article “Wars and the Army in
Our Times”. Even then, the writer noted: “...during the last 30 years,
the entire educated world has been shedding blood incessantly... <...>
Preparations for war continue just as unceasingly, and everywhere
and on a scale unheard of in earlier ages. And in the most peace-
ful time, the European nations stand ready for wars, maintain huge
standing armies, give huge money for armor and feeding soldiers, in
a word, groan under the oppression of militarism, which the further
it goes, the harder it competes, from which there is no way out at the
moment” [ 1, vol. 45, p. 166].

It should be noted that in Frank’s letters, starting from 1914,
there are no thoughts about the events of the First World War, but it
seems that the master of words embodied his thoughts while work-
ing on ancient texts.

Franko begins his anthology with “The Foundation of Rome”,
then among the poems you can find recitations of myths and leg-
ends about ancient Roman heroes — Valerius Corvinus, young Bru-
tus, Manlius Thorquatus, Augustus, etc., as well as recitations of the
texts of ancient historians about betrayal, courage and virtues of the
Romans and their opponents — “Camille and Falisques”, “Marcus
Curtius”, “Queso Fabius” and others. At the same time, the poet pays
more attention to the theme of the war of the Romans with other
tribes and peoples. It is clear that, referring to the events of that time,
Franko wants to draw parallels between the past and the present.

In his works, the poet reveals various aspects of the war.

Thus, in the poem ‘“Pompey and the robbers”, Franko de-
scribes the severe consequences of the wars waged by the Roman
troops, their beastly grin:

Until the time when Roman glory

Soon bloody wars

Hundreds of villages and cities went up in smoke,

Who tried to fight with Rome,

Thousands of children were orphaned,

She let thousands of people into fornication,
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Thousands had nothing to eat,

No safety but one death.

The poet further explains that thousands of people “of a not
weak nature” were forced to feed themselves somehow and there-
fore became thieves.

In the poem “War of the Fabians with the Vientianes”, the po-
et tells that for many years between Rome and the Vientianes, “like
that hungry summer”, there was a situation of “no war, no peace”,

“no peace, no wartime”. The Veyents could not win in an open battle
with the representatives of a powerful Roman family, so they de-
cided to catch the Romans for their greed for other people’s property.
The Veients released a herd of the best cows and bulls into the field,
and they themselves pretended to run away, fearing the Romans.

The Fabians, who had constant success in battles with the
Veyents, became so “prideful” that they decided that they would
be lucky this time as well. Flying “falcons” to someone else’s herd,
they did not see that

On the edge of the road along ditches and hollows

Enemies are like pies in cauldrons,

They buried themselves “diligently”.

Thanks to deception, the Vientianes were able to kill all three
hundred and six soldiers from the Fabian family and advance on Rome.

As we can see, Franko, retelling this event from the history of
ancient Roman, emphasizes the fact that very often wars are con-
nected “with mutual robbery”, and the fact that wars are sometimes
won not by the stronger, but by the more cunning, who were able to
understand the psychology of the enemy and thereby use it.

Let’s dwell on two small poems — “Why did the Gauls attack
Rome?”” and “Why the Gauls beat the Romans” to look at the Frank-
ish artistic means of expression and narrative strategies that make
the poet’s works interesting to his descendants.

The poem “Why did the Gauls attack Rome?” begins with the
story that the Clustians were attacked by the Gauls, so the Clustians
decided to turn to the Romans for help, but the Romans decided not
to send an army to the victims, but to send a Roman embassy to the
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Gauls to make peace. “And it was close to joining”, but “an unpleas-
ant word fell into the dispute” and a fight began between the Klust-
ians and the Gauls, which ended in “a general rush”. This fight led
to the fact that the Gauls switched their attention from the Clustians
to the Romans, so “they blew a whirlwind on Rome”.

Franko consistently reproduces the events in his poem,
very aptly characterizing all sides of the conflict. Yes, the Gauls
are “predatory”, they have no “restraint” and are “very good at
anger”, but attack the enemy “like wasps”. The Klustians, in turn,
want to prove that they are “not from the plow”, so they enter
into a fight, but at the same time they are ready to give the Gauls,

“although they did not have much, / a significant part of the land”

for peace. The Roman ambassadors could not bear the insults
from the Gauls and, together with the klustias, “soon gathered in
the middle of the apartment / to lay the corpse of the Gauls like
sheaves”.

As we can see, the poet uses juicy colloquial vocabulary in
this poem, which, thanks to its emotional and expressive coloring,
helps to make the story alive and expressive. At the same time, the
situation described by the poet in this poem: the inability to negoti-
ate, to listen to the opinions of others, etc., was also relevant during
the First World War.

In the next verse — “Why did the Gauls defeat the Romans?” —
Franko changes the approach to presenting the material. First, the
poet talks about the unpreparedness of the Romans for the attack of
the Gauls:

The Romans...

Every spirit had to stand in rows,

They didn’t have time to eat and rest,

And after a day’s march

Now do military service,

And they could not endure it for long.

Franko further explains that fear seized the Romans during
the invasion of the Gauls, because their attack was unexpected
and there were many of them, and the terror was caused by “the
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size of their bodies” and “their language, which was terrible for
everyone...”.

Thanks to this, the Romans forgot “all the military stuff and
punishment”, and “from bravery, as if from rags, they became rag-
ged”.

At the end of the poem, the poet makes philosophical conclu-
sions about the relationship and relationships during the war of such
human qualities as courage and knowledge or ignorance and cour-
age and experience.

Yes, “for courage ... knowledge means a lot”, because it helps
the fighting spirit of soldiers. At the same time, strength that is “like
steel” allows you to calmly, without worries, perceive all vicissi-
tudes of war. It’s another matter when “there is no knowledge, there
the power disappears”, and Franko draws attention to the following
paradox: power is lost “more in what one has than in what one does
not have”.

Next, the poet considers the following oppositions: courage —
experience, courage — strength.

According to Frank, “unstoppable courage” can win more
than once without experience thanks to blind force. But the one
who constantly relies on the rules and the usual order, when they
are violated, begins to waste energy, because he is not on his plate.
And this is also the reason why the poet explains the defeat of the
Romans:

That unrest, that chaotic state

It was also the cause of the Roman’ massacre.

The analysis of the re-song poems showed that Franko ap-
proaches the texts of ancient Greek and ancient Roman historians
as a philosopher, historian and poet. Turning to the topic of war, the
writer comprehensively considers the issues associated with it.
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MY3UYHE CEPEJIOBHULIE B IIEPIOJ BO€EHHOI'O
CTAHY: ICTOPUYHI ITAPAJIEJII TA
BUKJIMKU CbOTI'OJAEHHA

Kawu4oBi cjoBa: mysuune cepedoguuye, Kpuzosuii cmat,
KOHYepmHa OisIbHICMb, MY3UYHA 0C8ima, meopia ocooucmicme.

IcTopuunwMii pO3BUTOK JIIOJCTBA BiOYBa€EThCS 32 “IPABUIOM
cripani”: yci mozii Bke KOJIUCh BiI0YBaTHCs, 3MIHIOBAJIUCS CYCITLITh-
Hi YCTpOI, MOJITHYHI 1 COIiaIbHI CUCTEMH, 1 BCE 1€ TIOBTOPIOBAJIO-
sl HA HOBOMY BUTKY icTopii. BinnoBigHo, 3MiHIOBaJIOCS it My3UYHE
CEPEIIOBHUIIE, SKE SIK ICTOPUYHO JACTEpMiHOBaHUHN (heHOMEH BiaOu-
BaJIo MPOIECH, 1110 BiI0OYBaUCh Y ICBHHUI ICTOPHYHUHN TIepioa abo
no0y. Ak 3a3Hauae nojitosnor b. IporoMupenskuii, “pyx cCripaiito
JIOZICTBO MPOXOAMTH 3HU3Y BBEPX, TOOTO CBOJIOIIMHUM IIJISIXOM,
PO3BUBAIOUHUCH, yaockoHamowuuck” [1]. [lpore 3mamMHi icTOpudHI
MOMEHTH PO3BHTKY HHBLIi3aMii (BIifHH, PEBONIONII, KPU3H TOIIO),
MPHCKOPIOIOTH COIliaNibHI TpaHchopmMarii i, BiJIOBITHO, MOU]iKa-
[ii B My3HYHOMY CEpPEIOBHILI K COL[IOKYJIBTYPHOMY CKJIaIHUKY
(YHKIIOHYBaHHS CYCITIJILCTBA.

[Moxii cydacHOro KUTTSI, MOB’SI3aHi 3 POCIHCHKOIO arpeciero
i BOEHHHM CTaHOM, HaBeNW Ha IYMKY TMOPIBHATH MPOLECH, IO
BiJIOYBAIOTHCSA B MY3UYHOMY CEPEHAOBUII CHOTOACHHS, 3 MOAIIMHU
CTOPIYHOI IaBHWUHU, a came — NmovyaTkoM XX ctomirts — [lepmioro
CBITOBOIO BiliHOI. MartepiajoM JOCIIKEHHS CTadu MmyOmikailii B
cyMchbkiii ipeci 1914—1918 pokis.
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Ha nouaTtky BoeHHUX noaii 1914-ro KOHIIEpTHE KUTTS B 1O-
BITOBOMY MICTi Maie 3aBMepJIo. Yci My3HUHi 3aX0AH, sKi 3piaka
BinOyBaJucCs, MaJld HE PO3Ba)KalbHUMU, a CyTO COLIaJIbHUH Xapak-
tep. Lle Oynu mepeBakHo OnaroaiitHi akuii Ha MiATPUMKY OiKEHIIB,
BJiB Ta JiTel 3arubnux conmart i odinepis, HOpaHEHUX, SIKi JTiKyBa-
JIUCS B TOCHiTansAX micta. 30KkpemMa, yBech 30ip BiJl KOHIEPTY, Op-
raHi30BaHOrO JKiHOYOIO CIiIKOI0 “3axuct BiTumsnm” (21. 10. 1917),
nepeaany Ha BIAKPUTTS MPHUTYNKY JJs KPYTJIMX cHUpiT OiliniB-3a-
XHUCHUKIB. ¥ KiHOTeaTpax Iepel ceaHcaMH Y BUKOHaHHI CaJlOHHUX
OpKECTPiB 3By4aJId HalllOHAJIbHI TIMHH COIO3HUX JepxaB. [TyOmika
BiJIBilyBaJia Taki 3aX0H 30BCIM 3 iHIIIOK MOTHUBAIII€I0, HiXk TIepe]
BiitHOM. [i MpHBepTana MOXIHMBICTh He OTPHUMATH €CTETHYHE 3a-
JOBOJICHHSI, & JIOTIOMOTTH THM, XTO Oifgye: “Mu mepexxuBaeMo ce-
30H OnarogidiHUX Be4yopiB, — mucana razera “CyMCKOH BECTHHK.
— Mano He monHA MU YHTAEMO OTOJIOLICHHS, 1110 B TAKOMY-TO KiHe-
MaTorpadi Mae OyTu O1arogiiHui ceanc 4u KOHUEPT. [ pomansHuy,
PO3KpHIiTe ramMaHIli i TokepTBYyHTe...” [2, . 1]. JleTanpHi 3BiTH PO
Taki OnmaroniiHi akuii my6aikyBanuck y Micresiii mpeci. [Ipore mo-
BOJII My3UYHE JKUTTS B TIOBITOBOMY MICTi BiAPOIXKYBanoCs: aKTH-
Bi3yBaJiacsi KOHIEPTHA i racTpoJibHA AisUIBHICTH, BiAHOBIIIOBAJIACS
My3WYHa OCBiTa.

Jemo monibHe MOXeMO CroCTepiraTd i B TemepiliHid yac.
Bbe3yMoBHO, KOHLIEPTHA NisAJIBHICTh Y (PiTapMOHIYHHX 3allaX, Tea-
TpaJbHUX Ta IHIIUX TPUMILIEHHIX Ha O1BIIOCTI TepuTOpiil Ykpai-
HU Ha TIOYaTKY BiifHH Oynia mepepBaHa. 3 0JHOT0 OOKY, 11€ 3yMOBJIEHO
HEeOE3MEeUHICTIO 3HAXO/KEHHS B OY/IiBIIAX, 3 IPYTOoro — HeIOPEUHIiC-
TIO MPOBECHHS aKI[il y MicTaX, Ji¢ Bi0OyBatOThCS aKTUBHI 0OMOBI
nii. BogHouac akTHBi3yBaBcsl OMaromifHUIBKUN pyX MYy3UKaHTIB.
Bimomi muti B YKpaiHi i 32 KOPZOHOM OPraHi3oBYIOTh KOHIIEPTH
Ha MiATPUMKY 30pOHHUX CUIT, O1XKEHIIIB, ITESH, TOTIOMOT'Y TUM, XTO
3aJIMLINBCS Ha OKYTOBaHi TepuTopii a0o B palioHax 0OHOBUX IiH.
Bax1MBUM YMHHUKOM KOHLEPTHOTO PyXy CTalHM BYJIWYHI aKIii:
MpOBEACHHS (eCcTUBAIIB YKPAiHCHKOI MY3UKH 338 KOPAOHOM, 1HIII
MY3WYHi 3aXOAM Ha IJIOMIAX €Bponeichkux MicT. Lle cnpusio mo-
LIMPEHHIO YKPaiHCBKOI KYJIBTYPH Y CBITI — “eKCTIOPTY YKpaiHCBHKOI



