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Teopuicts P.O. Uepkamuna Oynia HaJ3BUYaiHO TUTITHOIO Ta
OararorpanHolo. B icTopito ykpaiHChKOTO TeaTpy BiH YBIHIIOB HE
TUIBKU SIK TAJIAHOBUTHH aKTOp, PEXKHCEP, MaNWCTEp XYA0KHBOTO
YUTaHHSA, IEAATor, aje i SIK OOMH 3 HaWOIIBII MOCTIOBHUX 3aXHC-
HUKIB Ta, CKa3aTu 0, MponaraHJucTiB TBOPUOI JisSIIBHOCTI 1 HAyKO-
Bo-TeopeTuyHoOi crianmuuan Jlecs Kypbaca.

CBoi crioraiu-po3ayMu, a sSiK Ha Hall TOTJs], TIHOOKe Tea-
TpO3HaBYe JociikeHHs “Mu Oepesinbui” Poman Uepkamme pos-
[MIOYMHAE 313HAHHAM: “Y MOJOAOCTI MEHI ITOTAJIAHUIIO HA BUUTEIIB.
Hepwium ceoim eenuxum yuumenem s 6gaxcas 1 esaxcaio Jlecs
Kypbaca. BenuuesHne BpakeHHS HA MEHE — BiCIMHAIS TUIIITHEOTO
MpOBiHIliaNa — cripaBuiia Buctasa “Tainamaku”, modauena y Kuesi
HaBecHi 1924 poky” (8, c.13); “IlobGayeHe Ha clieHI MEHE MPHUTOJIO-
MIITUJIO0, IOTPSCIIO, Bpa3uio i 3axonuio” (8, ¢. 18). 11i mepiri Bpa-
KEHHS, K BUSBHJIOCS, CTAJIM BU3HAYAIBHUMH B KUTTI i TBOPYOCTI
MaiiOyTHBOTO MUTIIS, 1 BiKe 4epe3 pik BiH BCTynuB 10 KuiBchkoro
MY3UYHO-IpaMaTHYHOrO iIHCTUTYTY iM. M. B. JIucenka. HacrtaBHu-
KaMH 31 CIICHIYHOro MUcTenTBa cranu yuHi Jlecs KypOaca — 'nat
IrnaToBuy ta bopuc TarHo.

1928 poky, miciasi KOpOTKOYacHOro HapyaHHS Ha J[Ipama-
THYHUX Kypcax npu Tearpi-ctyaii FOpist 3aBagcekoro B MockBi,
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P. Yepkammu Tta Horo apyxwuna 0. domiHa CTalOTh akTOpaMu
ompisiHoro Tearpy “bepesinp’.

Ycboro m’sITh POKiB MpamioBaB MOJIOAWKA MHUTELb Mix Oe3mo-
cepennim kepiBHULTBOM Jlecs Kypbaca, Ta nporo Buctauuso, uobd
Poman 3pobuBcst mepekoHaHUM OepesiibleM, — SK HiAKPECTIOBaB
cam P. Uepkamuh, — “minHo 1 HazaBxau” (8, c. 33). Bucrauwmo,
o6 mopsy i3 Oiabl JOCBigUeHMMH akTopamu 1. Map’sHeHKOM Ta
b. banabanom ctatu Ha 3axucT Buunrens, sk Ha Ti yacu Oe3 mepe-
OiNBIIEHHS! PU3UKYIOUU CBOIM XKUTTAM. ChOrOfHI, MEPEUUTYIOUN
cTeHorpamy 3acizanns Haponnoro Kowmicapiary ocsitn YPCP Bin
5 xoBTHsA 1933 poky, nepexkoHyemics, M0 MOJOAUM aKkTop, SIKOMY
OyJi0 ABanUATH CiM POKiB, HE TIIBKH HE MOOOSBCS MPOTHUCTOSITH
1iid po3mpasi, asie i cnpoOyBaB yrojoc MpoaHaji3yBaTH CUTYALIo,
MPOTUCTABUTH O€3rTy3IuM OOBHHYBaueHHSM Joriky. BiH cminu-
BO 3asBJIS€E, IO HE MOTOJKY€EThCA 3 “NEIKMMHU TOBAapHIIaMH, 30-
KpeMa i3 41 He HAHTOJIOBHIIINM Ta HAaWBILIMBOBILINM OIIOHEHTOM
Jlecs Kypbaca [BaHoM MHUKHTEHKOM, TiAKPECIIOE aJOTi3M 3HATTS
3 mocaau JI. Kypbaca: “SIkuM 4MHOM MOTJIO YyTBOPUTHCS CTaHOBU-
11e, 10 iCHY€e KePiBHUK TEaTPy 31 CBOEIO JIIHIEK HEBIpHOMO <...> i
MOPYY 3 UM iCHY€ KOJIEKTUB, AKUH <...> NpUHAHMHI OJa€ BEIHKI
Haxii” (3, c. 567).

Bincrororoun nymky, mo “bepesiny’ He Moxe icHyBatu 0e3
JI. Kypbaca (60 inakue nepectae 0ytu “bepesonem”), P. Uepkamun
BCTyNa€ B MOJEMiKy He TinbkH 3 I. MUKHUTEHKOM, a i 3 MHUChMEH-
nukoMm O. KomuieHkoM, i3 JiTepaTypHHUM KPUTHKOM BYJIbIapHO-
couionorivHoro Hanpsmy, wienom konerii HKO YPCP, ognum i3
kepiBaukiB BYCIIII C. lllynmakoM i HaBiTh i3 TOJIOBOIO 3aciiaH-
HA — 3actynHukoM Hapkoma ocsitu YPCP A. XBuner. OnoneHTH
CTBEPIKYIOTh, 0 TeaTp “bepesiny’ Geznepeuno “xBopwmii” i oco-
0nMBO sICKpaBo 110 XBopoOy mokaszas ToB. Yepkammu” (3, c. 569).
A. XBuis HazuBae npomoBy P. Uepkammua “Tpariunor”, a Horo
camoro ‘“xkeptBoto”’ mepekoHanb JI. Kypbaca, sskumu Tod “obrmmy-
TaB” BCiX aKTOpiB <...>, “00BOpokUB BCix Bac” (3, c. 581, 583).

YV KOHTEKCTI TEMH HAIIOI TOIOBIAl BaXKJIMBO BiA3HAYHUTH, IO
BucTyn P. Yepkammnaa MaB He IPOCTO EMOLIMHUNA XapakTep, — 3a-
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XMILA4Yu BunTtens, akTop HamMaraBcsl HaBiTh y Wil ApamMaTU4Hil
cUTYyalii mpoaHallizyBaTH, oOrpyHTyBaTH TBopuuii meron “bepe-
30518” Ta HOrO MPOBIAHY POJIb Y TeaTpaJbHOMY Ipoleci YKpaiHu.
[Ipote nons Jlecs Kypbaca Bxxe Oyna Hanepen BU3HAYCHA.

[Ticnst apemTy BUAATHOTO peKUcepa aKTHBHE OCMUCIICHHS
HOro MUCTEUBKHUX MPUHIIMIIIB, IO po3noyanocs e B 20-Ti pokw,
OyJo MpUNHHEHE, Y BCIKOMY pasi — myoniuno. OgHak #oro TBop-
YUl METO[, YYEHHsI MPOJOBKYBAJIN KUTH Y CLHEHIYHIN MpakTHii
Ta MeJaroriyHiil misnmeHoOcTi yuHiB: B. Bacunbka, JI. lyOoBuka,
b. Tarma, M. Kpymensaumskoro, B. Uuctsxosoi, WM. Tiprsxka,
J1. Bnacroka i, 3Buy4aiino, P. UepkamuHa.

PeaGinitauis Jlecst KypOaca BigOyBasacs B IeKifbKa eTariB
npoTsiroM 1955 — movatky 1957 pokiB i, BpewrTi, pilieHHIM Xap-
KiBChKOTO 00nacHOro cyay Bin 19 kBitHs 1957 poky crpaBy Oyio
MPUITUHEHO Yepe3 HeJOBECHICTh cKiany 3i10unHy (1, c. 585).

L{poMy, O4YEBUAHO, SKOIOCH MIpOIO CIIPHSUIH CBiA4YEHHS Tpy-
Y TPOBIAHUX MUTLIB XapkiBcbkoro Tearpy iM. T. llleBuenka, y
tomy uncni i P. Uepkamuna ta J|. Brnacroka, aKi Ha TO MOMEHT
IpaLoBaId BXKe B XapKiBCbKOMY JIEPKaBHOMY TeaTpajibHOMY iH-
ctutyTi. Jlo Hac nidnum oi 6e3uinHi BigomocTi, 1 2016 poky ix omy-
OJiKyBaJ0 BUJABHUIITBO “CMoNIOCKUI”.

VYci 6e3 BUHATKY YYacHUKH TPYNH, KOJHIIHI y4HI Ta co-
parauku Jlecs Kypbaca — JI. Cepatok, P. Uepkamun, J[. Brnacioxk,
I. Map’snenxko, J[. AntoHoBuY-bynsko, JI. Kpunumeka, M. Bep-
XalbKUI — OLTBIIOK YM MEHIIIOK MipOK BiJIJIAa0YU TAHUHY 4Yaco-
Bi, CTBEPIKYIOTh Oe3miacTaBHiCTh 3BHHYBadeHb Jlecs Kypbaca ta
HeoOXigHIicTh ioro peabimitaunii. “A nepexonanwuii, — mume P. Yep-
KalliH, — o oOBHHYBaueHHs1 KypOaca y KOHTpPPEBONIOLiHHIN
IIKITHUIIbKIN, TiAPUBHIN MisJIBHOCTI Oyno Oe3migcTaBHUM <...>,
3usTH 3 iMeHi Kypbaca misiMmy Bopora Hapony i KOHTPPEBOJIOLIO-
Hepa HeoOXiJHO B iHTepecax iCTOPUYHO MPAaBUJIEHOTO BUCBITICHHS
MUHYJIOTO HAIOro TeaTpy, MPaBHJIBHOTO BUXOBAHHS MOJIOAMX Ka-
npiB” (1, c. 354).

HesunagkoBo, mo 12 nucromaga 1961 p. came B Xapkis-
CbKOMY Jep>KaBHOMY T€aTpajbHOMY i1HCTUTYTI, SIKUH OYOJIIOBAJIN
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oepesinbii . Baaciok (nupextop) Ta P. UepkamuH (3aCTyIHHUK 11~
pexTopa), BiaOyiacs icTopuyHa mofis — nepmuid B YKpaiHi Bedip
nmam’sTi BUAATHOTO akTopa, pexucepa Ta nenarora O. C. Kypoa-
ca. Crenorpama, 30epexxeHa B my3sei npu teatpi im. T. IlleBuenka,
CBIJTYUTH, 110 HA IIbOMY 3aX0/li BUCTynaiau oepesinbiii: JI. Brnactok,
JI. Cepnroxk, ®@. Paguyk, b. Tsarno, C. XoakeBud. OCHOBHUM JOTOBI-
nayem OyB B. Bacuibko. Y358 cioBo i P. Uepkamus, i ue OyB uu He
nepuuii #oro myOnivamii BUcTyM npo TBopuicTs JI. Kypbaca micus
peabimitartii MUTIIS.

He npumenmyioun pomi cTyAEHTCTBa, 30KpeMa YeTBEpO-
KypCHHKa pexxucepcbkoro akynsretry M. Illeiika, HUHI 3HaHOTO
pexxucepa, MU po3yMiemo, o 0e3 J03BONy Ta CHPUSHHSA KepiB-
HULTBA IHCTUTYTY Bevip (THM OiJblIe 32 y4acTIO TaKUX rocTed —
roJoBHUX pexucepiB OIechKOro YKpaiHCHKOTO ApaMaTHYHOTO
teaTpy B. Bacunbka Ta JIpBiBChKOTO TeaTpy iM. M. 3aHBKOBEIBKOT
b. Tsarna, iHmmx O6epe3isibliB) He Mir Ou BigOyTHUCS.

Ha nymky Oaratbox HayKOBIB, UM 3aX0JJ0M OyB 3a1104aTKoO-
BaHUH pyX 13 peabiniTauii TBopumx ixeii JI. Kypbaca ta iforo camoro
B myOmiyHOMY mipocTopi. Came ToAl i mpo3ByUasia IyMKa, IKy JaBHO
njexanu Oepesisbli, — BUJaTH KHUTY CIIOTaiB MPO BUAATHOTO Tea-
TpaNbHOrO Aisiya. Y miaArotosui 30ipku B3sB yuacTsb i P. Uepkamus,
HaNKMCaBIIN CTATTIO “Y BUPi TBOPUMX IIyKaHb — PO HaO1IbII Apa-
MaTUYHUH 1 ckiaaaamii nepion podotu JI. Kypbaca y 1928—-1933 po-
Kax (5, c. 269-283). L1s po3Binka Oyia OfHI€IO 3 HAWKpAIIKUX 1 Hal-
IPYHTOBHIIIMX. 3ro0OM, MIiCIA BUXONY KHIKKH, M. Bepxaupkui,
OIVH 13 HaHOIIBII KOMIIETEHTHUX 3HaBLiB TBOpYocTi KypOaca,
y JIUCTI1 10 HApOIHOI apTUCTKK YKpainu B. UucTskoBoi, 3araiom
MO3UTHBHO OI[IHIOKOYY BUXiJ 30ipKH CHOTajiB, MiJKPECIIIOBAB, 110
JesKi aBTOpH ‘‘CIIOB3al0Th Ha €MOlii, a He Ha BUCBITJICHHSI TBOP-
YOi METOJW BHJATHOTO pexucepa”. Ane € “i xopomri crarti: Bma-
cloK, Yepkamns, a oco6aMBO KOpoTkuid BucTyn 1. Map’siHeHka Ha
nam’aTHOMY 3acifgansi koserii Hapkomocy™ (4, c. 163).

Bnacue, cTynis “Y Bupi TBOpYHMX IIYKaHE — HE IepIa cpoda
P. Yepkamuna myOmnigyHO okpecnuTH ocobmauBocti podotu JI. Kyp-
Oaca i1 reatpy “bepesinp’. 3a Tpu poku 10 BUX0Ay 30ipkH, 25 KBIT-
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Hs 1966 poKy, MUTEb BUCTYIIUB 13 KOHIIENTYaJIbHOIO JOMOBIAIIO
“Ilpo TBOpui mpuHuKnu pexucepa Jlecs Kypbaca B 1928—-1933 pp.
Ta iX BUCBITJIEHHS B YKpPaiHCHKOMY TEaTpO3HABCTBI” Ha CHMIIO3i-
yMi B XapKiBCbKOMY TeaTpalbHOMY 1HCTUTYTi. Sk cBiguuTH Tea-
Tpo3HaBens Hatanis bongapesa, Poman Yepkamus 3anpononyBas
HOBY CTpPATETil0 BHBUCHHS “BEIWYE3HOI Ta TUTIAHOI” IisJIBHOCTI
JI. Kypbaca. 3okpema, Ha i AyMKY, Y HOAAIbIINX TOCTIIKEHHIX Y
uentpi yBaru P. Uepkammna Oyze «pexxucepcebka cucrema Kypbaca
Ta 11 HOBaTOPCTBO, XYAOKHS Mpupona Teatpy “bepesinp” sk TeaTpy
YMOBHUX, MeTaQopuyHuX (HopM, TeaTpajbHa MeJarorika Ta opra-
Hi3alliiiHi HoBaii 3acHOBHUKA “bepesons™ (2, c. 277).

Bigroai BonuB P. O. YepkamuHa Ha popMyBaHHS yKpaiH-
CBKOTO KypOaco3HaBCTBAa MOXXKHAa YMOBHO MOIIJTUTH Ha JAEKiJIbKa
OCHOBHUX HaIPsAMiB: HAYKOBO-OCTIAHULBKY AiSTbHICT, KOHCYIIb-
TaTUBHO-PELCH31HY Ta MeJaroriyyy.

HocnigHunpka poOoTa Ha PI3HUX eTamax BUIIMJIACS B DAL
BaXJTMBHUX MyOmikarmiii mpo aisneHicTs camoro JI. KypOaca, meTox
pexucepa Ta Horo y4HiB siK HOCiiB nporo merony — Jlecs /1y6oBu-
xa, Mocuna Tipusxa, Banentuny YuctsaxoBy Ta in. Kpim Ha3Ba-
HUX, CJIJI, HacaMIiepe, Bii3HaYuTH Taki poooru: “Jlecy Kypbac y
Xapkosi” (6), “Pexucepcokuii Teatp Jleca Kypbaca” (7), uucnensi
BUCTYNH Ha HAYKOBUX KOH(EpEHLIsX, iIHTepB’t0, MyOumikalii B ya-
comucax, pereH3ii Ha HayKoBi mpalli iHIIUX aBTOPiB.

Oco0nuBe MicIle HE TUIBKU B JOCTIAHUILKOMY JTOPOOKY
P. Yepkamuna, ane i 3arajgoM y BITYM3HSIHOMY T€aTPO3HABCTBI MO-
cigae ocranHs poboTa HaykoBUs “Mu — Oepesinbli”, sika opraHiy-
HO yBiOpauna B ce0e 6araTo 3 paHille HATMCAHOTO Ta 3 BiJICTaHi yacy
Jlana 3MOTy aBTOpY JIeIIO MePEOCMHUCIUTH, TOIOBHUTH, YTOUHUTH
(dopMyIIOBaHHS, BUCHOBKH, y3arajllbHUTH yHIKaJbHHH pexucep-
chKuii 1 memaroriunuii gocein Jlecs Kypbaca it y misiomy “bepeso-
7517, BIUIMB Ha TONAJBIINN PO3BUTOK YKPAaiHCHKOTO Te€aTpy B Yacu
Hal>KOPCTOKIINX 3a00pOH 1 B MOCTKYpOaciBCbKU MEpioz.

He menm BaxknuBoro cdeporo nisnpHocTH P. Uepkammnna
3 IPaBOUBOr0, 00’€KTHBHOTO BUCBITJIIEHHS TBOPYOCTI Buurens i
teatpy “bepesinp’ crama OaraTopidyHa KOHCYJIBTaTHBHO-pELCH-
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3eHTChKa po00Ta — i3 MOMEHTY MiATOTOBKM Ta BHJIAHHS 30ipKu
cnoraniB (1969 p.) 1o ocranHix AHIB XHUTTI. JJyMKy TeaTpo3HaB-
U4 LiHyBalld, i3 HUM paxyBajucs HalBigomimi KypOaco3Hasui: B.
Bacunbko, M. Bepxaupkuii, H. Ky3skina, JI. Tanrok, H. Kopnien-
ko, 0. BoGomko, H. €pmakoBa, nmpeacTaBHUKH YKpPaiHCBKOI Iia-
cnopu. Hanmpuknan, y HalO1IbII ApaMaTHYHUHE MIEpioJl MiATOTOBKU
KHUXKH CIIOTafiB, KOJH PO3TOPIBCS KOH(UIIKT y CEPEIOBHUII Cca-
Mux Oepe3IbliB (AKi pO3AUIMIUCA Ha “CIpaBXHIX” Ta “Hecrpas-
XKHiX"), TOJOBHUI peaakTop 30ipku B. Bacuibko 3 Biguaem mucas
M. Bepxanpkomy: “Komy, sik He Bam, meHi, [rHatoBuuy, Yepkamu-
HY, Kl MalOTh Oe3nocepeqHe BiAHOMEHHS J0 TeaTpasibHOI HAyKH,
PO3B’sI3aTH, PO3IITYTAaTH yCi HAYKOBI TEPMiHHM (MAETHCS PO TOYHE
TIyMaueHHs, CaMy CYTb KypOaciBCbKOTO TepMiHa “TIEpeTBOPEHHS ",
HAaBKOJIO SIKOTO BHHUKJIA cyriepeuka)” (4, c. 147).

Tak camo minyBana aymky P. Uepkamuna, Bipuia B Horo
00’€KTHBHICTh, HEyIepemKeHicTh enuHa cnaakoemuns JI. Kyp-
baca — B. UncrsakoBa. Y nucti 1o M. €. CuBaueHka, JupeKTopa
[HCTHTYTY MHCTEUTBO3HABCTBA, (OJBKIOPHCTUKH Ta €THOIpa-
¢ii im. M. T. Punscekoro Akanemii Hayk YPCP, BoHa Hamone-
TJIMBO MPOCHJIA BKJIIOYUTH J0 KOMIcii 3 penaryBaHHs MaTepialliB
O. C. Kypbaca, 30epexenux y GoHIaX iHCTHTYTY, KOMIIETEHTHHX
ocid — M. Bepxanpkoro, 0. Cmonuua, P. Uepkaimuna ta B. Bacuib-
Ka (4, c. 173).

[Ipuknanis, sKki cBiguaTh npo pois P. Uepkaminua B mpaBau-
BOMY Ta 00’€KTUBHOMY BHCBiTIeHHI TBopuocTi JI. Kypbaca, MoxkHa
HaBecTH Oarato. Temo, i3 BENHMKOI BASYHICTIO MHILE MPO ypo-
KM BHCOKOro npodecioHanizaMy, BUMOTTIUBOCTI W JIIOASHOCTI Bix
P. Yepkammna H. €pmakosa (8, c. 8). Ypemrri, miciist 6aratroixiTHbO-
r'0 JINCTYBAaHHS 3 MUTIIEM, IEBHOT HEJJOBIpU 1 CyNepevoK Ha MepIo-
My eTami, JIOTIYHOTO BUCHOBKY JOXOJUTH UM HEe HaWO1JIbII cyBOpa
Ta He3aJIeKHa NOCHiaHuI Oepe3inbehkoi KynbTypu H. Kysskina:
“Bu — Ta equHa moauHa, sika 3Haia JI. KypOaca i 3 sikoro MokHa
B3araJi Ha 1o Temy ropoputu’ (9, c. 325).

ScHa piv, HA MOIIMPEHHS, YKOPIHEHHS! B MUCTELbKIH Mpak-
tuui BueHHs JI. Kypbaca HaiibinpI mporyKTUBHO BIIMBaja i 6e3-

—29—



Mucmeymeso i mumyi 6 uacu Kpu3z ma kamacmpog

nocepenHsl TBopya IisnbHicTh P. Uepkammua (mopanx 3 iHIIMMH
YUHSIMH pexxucepa Ha cueHi Tearpy iM. T. LlleBuenka), a Takox io-
ro OaraTOJITHS MEAaroriyHa JisJbHICTh, CHITKYBAaHHS 31 CTYJCH-
TaMi — 13 1930-X 10 KIHIS )KUTTS.

“HatiBumuM BUpa3oM MOABUTY Ta BinjgaHOCTI BuuTento, io-
ro mam’saTi” (8, c. 9) HasuBae H. €pmakoBa CTBOpEHHS MOAPYXIKIM
Yepkammnux myseto “bepesons”, ne Oynu 3i0paHi 6e3iHHI MaTe-
pianu mpo Teatp i ioro moOyTyBaHHS B MOCTKypOaciBcbki yacu. J{o
My3ero 30upaiucs “Ha BOTHHK TeaTpO3HaBLI, JiTEpaTypo3HaBIi,
TaM MPOBOIWIIH 3aHATTS 31 CTYAEHTAaMH Ta HAYKOBO-IOCIiTHUIIBKY
poboTty.

Lo x QyHKLi0, IO CyTi, NPOTATOM OaraTb0X POKIB BHU-
KOHyBaJla KBapTHpa YepKallMHHUX, A€ 3aBXKIM TOCTHHHO, TEIJIO
npuiiMaiy, JomoMaraiu, 30aradyBalid JyXOBHO Ta HpodeciiiHo,
BJIACHUM TPHUKJIAJ0M CIIOHYKaIOYH A0 BIOCKOHAJEHHS H MOdaib-
mroi po6oTu.

OTxe, CBOEK 0araTOJITHBOK TBOPUOK, AOCIITHHUIIBKOIO,
myOIIUCTUYHO-KPUTHYHOIO, KOHCYJIBTaTUBHOIO Ta MEAaroriyHo0
npaueto P. O. Yepkalus cyTTe€BO BIIJIMBAB Ha (OPMYBAaHHS BITUH3-
HSIHOTO KypOaco3HaBCTBa, CIPUSB pyHHAaIil ICeBIOHAYKOBOI KOH-
nenuii mono Teatpy Kypbaca, sika chopmysanacsa B 30-1i — 40-Bi
poku i monekynu icHyBana ax 1o 70-x pokiB XX cT. JlocTaTHBO
3rajlaTv BiANOBIJHI PO3IiiHN Y IBOTOMHUKY HApHUCiB “YKpaiHChKUI
npamatuunanii Tearp” (T. 2, Kuis : HaykoBa nymka, 1959, pansn-
CbKUH TIepion), y MOCKOBCbKOMY BuIaHHI “COBETCKHH Ipamaru-
yeckuii Tearp” (y 6 ToMax) Ta iH.

Sk akTUBHMH y4aCHUK TeaTpalbHOro npouecy, P. Yepkamux
ruOOKO aHami3ye TBOpUy HisnbHIcTh “bepesons™ y 1928—1933 po-
Kax i B MOCTKYpOaciBCbKUI mepiox, axk A0 movyarky 50-x pokis. 3
BEJIMKOIO JIOCTOBIPHICTIO PEKOHCTPYIO€ 0arato BUCTAB, YBOAUTH 1O
HAyKOBOTO 00Ir'y MaJlOBiJIOMi MOCTaTi i (akTH, YBHpa3HIOE, 30a-
rayye Halle ysABJICHHs PO Oepe3inbCchbKy KyJIbTYpY 3arajioM Ta ii
BIUIMB Ha TMOJAJIBIINH PO3BUTOK YKPaiHCHKOTO TeaTpy.
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Creativity of R. Cherkashin was extremely fruitful and multi-
faceted. He entered the history of Ukrainian theater not only as a tal-
ented actor, director, master of art reading, teacher, but also as one of
the most consistent defenders and, so to speak, propagandists of the
creative activity and scientific and theoretical heritage of Les Kurbas.

Roman Cherkashin begins his memoirs-reflections, and, in
my opinion, a deep theatrical research “We are from Berezil” with
a confession: “In my youth, I was really lucky with my teachers. /
considered and still consider Les Kurbas to be my first great teach-
er. 1, an eighteen-year-old provincial, was greatly impressed by the
play “Haidamaky”, which I saw in Kyiv in the spring of 1924” (8,
p. 13); “What I saw on the stage stunned, shocked, impressed and
captivated me” (8, p. 18). These first impressions, as it turned out,
became decisive in the life and work of the future artist, and a year
later he entered Lysenko Music and Drama Institute. Les Kurbas’s
students Hnat Ignatovych and Borys Tyagno became his stage art
teachers.

In 1928, after short-term studies at the Dramatic Courses at
the Studio Theater of Yuri Zavadsky in Moscow, R. Cherkashin and
his wife Y. Fomina became actors of the “Berezil” theater that they
dreamed of.

The young artist worked under the direct supervision of Les
Kurbas for only five years, but this was enough for Roman to be-
come a keen Bereziletz, as he emphasized himself, “firmly and for-
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ever” (8, p. 33). It was enough to stand up for the Teacher, along
with more experienced actors I. Maryanenko and B. Balaban, risk-
ing their lives with no exaggeration.

Today, rereading the transcript of the meeting of the Peo-
ple’s Commissariat of Education of the Ukrainian SSR of October
5, 1933, you can see that the young actor, who was twenty-seven
years old, was not only not afraid to stand up to this massacre, but
also tried to analyze the situation out loud, to oppose logic to absurd
accusations. He boldly declares that he does not agree with “some
comrades”, in particular with perhaps the most important and influ-
ential opponent of Les Kurbas, Ivan Mykytenko, and emphasizes
the alogism of L. Kurbas’s removal from his post: “How could a
situation arise where there is a director of a theater whose beliefs are
wrong <...> and next to that there is a team that <...> at least gives
great hopes” (3, p. 567).

Defending the opinion that the “Berezil” cannot exist
without L. Kurbas (because otherwise it ceases to be “Berezil”),
R. Cherkashin enters into a controversy not only with I. Mykytenko,
but also with the writer O. Kopylenko, with the literary critic of
vulgar-sociological direction, collegium member of People’s Com-
missariat of Defense of the Ukrainian SSR, one of the heads of the
All-Ukrainian Union of Proletarian Writers S. Shchupak and even
with the chairman of the meeting — the deputy of the People’s Com-
missar of Education of the Ukrainian SSR A. Khvylia. Opponents
claim that the “Berezil” theater is “definitely “sick” and comrade
Cherkashin showed this disease especially clearly.” (3, p. 569).
A. Khvylia calls R. Cherkashin’s speech “tragic”, and him himself
a “victim” of L. Kurbas’s beliefs, with which he “confused” all the
actors <...>, “bewitched all of you” (3, pp. 581, 583).

In the context of the topic of my report, it is important that
R. Cherkashin’s speech did not just have an emotional nature, but,
defending the Teacher, the actor tried to analyze and substantiate
the creative method of the “Berezil” and his leading role in the the-
atrical process of Ukraine, even in this dramatic situation. However,
the fate of Les Kurbas was already predetermined.
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After the arrest of the outstanding director, the active study
of his artistic principles, which began in the 1920s, was stopped,
at least publicly. However, his creative method and teachings con-
tinued to live on in the stage practice and pedagogical activities
of his students: V. Vasylko, L. Dubovyk, B. Tiahno, M. Krush-
elnytskyi, V. Chystiakova, Y. Hirniak, D. Vlasiuk and, of course,
R. Cherkashin.

The rehabilitation of Les Kurbas took place in several stages
during 1955 — the beginning of 1957, and finally, by the decision
of the Kharkiv Regional Court dated April 19, 1957, the case was
closed due to lack of evidence of the nature of the crime (1, p. 585).

This was obviously facilitated to some extent by the testi-
mony of a group of leading artists of the Kharkiv Theater named
after T. Shevchenko, including R. Cherkashin and D. Vlasyuk, who
at that time were already working at the Kharkiv State Theater In-
stitute. This priceless information reached us, and in 2016 they were
published by Smoloskip publishing house.

All members of the group, former students and associates
of Les Kurbas — L. Serdyuk, R. Cherkashin, D. Vlasyuk, I. Mary-
anenko, D. Antonovych-Budko, L. Krynytska, M. Verkhatsky — to
a greater or lesser extent paying tribute to time, affirm the ground-
lessness of Les Kurbas’s accusations and the need for his rehabilita-
tion. “I am convinced,” writes R. Cherkashin, “that the accusation
against Kurbas of counter-revolutional harmful, subversive activi-
ties was groundless <...>. It is necessary to remove from the name of
Kurbas the stain of an enemy of the people and a counter-revolution-
ary in the interests of historically correct coverage of the past of our
theater, correct education of young personnel” (1, p. 354).

It is no coincidence that on November 12, 1961, it was in
Kharkiv State Theater Institute, headed by D. Vlasiuk (director) and
R. Cherkashin (deputy director), both from the “Berezil”, that a his-
toric event took place — the first evening in Ukraine in memory of
the outstanding actor, director and teacher O. S. Kurbas. Transcript
preserved in the museum at the theater named after T. Shevchenko,
testifies that at this event the following people from the “Berezil”
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spoke: D. Vlasiuk, L. Serdiuk, F. Radchuk, B. Tiahno, S. Khodk-
evych. The main speaker was V. Vasylko. R. Cherkashin also spoke,
and it was almost his first public speech about the work of L. Kurbas
after the artist’s rehabilitation.

Without underestimating the role of students, in particular
the fourth-year student of the directing department M. Sheik, now
a well-known director, we understand that without the permission
and assistance of the institute’s management, the evening (especial-
ly with the participation of such guests — the main directors of the
Odesa Ukrainian Drama Theater V. Vasylko and the Lviv Theater
named after M. Zankovetska B. Tiahno, other reprezentatives of the

“Berezil”) could not take place.

According to many scholars, this event was the beginning
of a movement to rehabilitate the creative ideas of L. Kurbas and
himself in the public space. It was then that the idea, which had
been cherished by the members of the “Berezil” for a long time, was
expressed — to publish a book of memories about the outstanding
theater actor. R. Cherkashin also took part in the preparation of the
collection, writing the article “In the maelstrom of creative search-
es” — about the most dramatic and difficult period of L. Kurbas’s
work in 1928-1933 (5, pp. 269-283). This research was one of the
best and most thorough. Subsequently, after the publication of the
book, M. Verkhatskyi, one of the most competent connoisseurs of
Kurbas’s work, in a letter to People’s Artist of Ukraine V. Chystiak-
ova, generally positively evaluating the publication of the collection
of memories, emphasized that some authors “slide into emotions,
and not into highlighting the creative methods of an outstanding di-
rector.” But, “There are also good articles: Vlasiuk, Cherkashin, and
especially a short speech by 1. Maryanenko at the commemorative
meeting of the board of the Narcomos” (4, p. 163).

In fact, the studio “In the Whirlwind of Creative Searches”
is not the first attempt by R. Cherkashin to publicly outline the
features of the work of L. Kurbas and the “Berezil” theater. Three
years before the release of the collection, on April 25, 1966, the art-
ist gave a conceptual speech “On the creative principles of director
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Les Kurbas in 1928-1933 and their coverage in Ukrainian theater
studies” at a symposium in Kharkiv Theater Institute. According
to theater critic Nataliia Bondareva, Roman Cherkashin proposed a
new strategy for studying the “huge and fruitful” L. Kurbas’s activ-
ity. In particular, in her opinion, R. Cherkashin’s further research
will focus on “Kurbas’s directing system and its innovation, the ar-
tistic nature of the “Berezil” theater as a theater of conventional,
metaphorical forms, theater pedagogy and organizational innova-
tions of the founder of the “Berezil” (2, p. 277).

Since then, the influence of R. O. Cherkashin on the forma-
tion of Ukrainian Kurbas studies can be conventionally divided into
several main areas: scientific and research activity, advisory and
review, and pedagogical activity.

Research work at various stages resulted in a number of im-
portant publications about the activities of L. Kurbas himself, the
method of the director and his students as bearers of this method —
Les Dubovyk, Yosyp Hirniak, Valentyna Chystiakova, and others.
In addition to the above, the following works should be noted: “Les
Kurbas in Kharkiv” (6), “Director’s Theater of Les Kurbas” (7), nu-
merous speeches at scientific conferences, interviews, publications
in magazines, reviews of the scientific works of others authors.

A special place not only in the research works of R. Cherkashin,
but also in Ukrainian theater studies is occupied by the last work of
the scientist “We are from Berezil”, which organically absorbed a
lot of what had been previously written and from the distance of
time gave the author the opportunity to rethink, supplement, clarify
the wording, conclusions, to summarize the unique directorial and
pedagogical experience of Les Kurbas and the “Berezil” in general,
the influence on the further development of the Ukrainian theater
in the times of the most severe prohibitions and in the post-Kurbas
period.

An equally important sphere of R. Cherkashin’s activity with
the truthful, objective coverage of the work of the Teacher and the
“Berezil” theater became a long-term consulting and reviewer’s
work — from the moment of preparation and publication of the col-
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lection of memories (1969) until the last days of his life. The theater
expert’s opinion was valued by the most famous Kurbas experts:
V. Vasylko, M. Verkhatskyi, N. Kuziakina, L. Taniuk, N. Korn-
ienko, Y. Boboshko, N. Yermakova, representatives of the Ukrain-
ian diaspora. So, for example, during the most dramatic period of
the preparation of the book of memories, when a conflict occurred
among the members of Berezil themselves (who were divided into
“real” and “fake”), the chief editor of the collection, V. Vasylko, des-
perately wrote to M. Verhatsky: “Who, if not You, me, Thnatovych,
Cherkashin, who are directly related to theater science, is to untan-
gle all scientific terms (it is about the exact interpretation, the very
essence of Kurbas’s term “transformation”, around which a dispute
arose)” (4, p. 147 ).

The only heiress of L. Kurbas, V. Chiystiakova, also valued
the opinion of R. Cherkashin, believing in his objectivity and im-
partiality. In a letter to M. E. Sivachenko, director of the Rylsky
Institute of Art Studies, Folklore and Ethnology of the Academy of
Sciences of the Ukrainian SSR, she persistently asked to include
competent people — M. Verkhatskyi, Y. Smolych, R. Cherkashin and
V. Vasylko in the commission for editing the materials of O. S. Kur-
bas, preserved in the funds of the institute, (4, p. 173).

There are many examples that testify to the role of R. Cher-
kashin in the truthful and objective coverage of the work of L. Kur-
bas. Warmly, with great gratitude, N. Yermakova writes about the
lessons of high professionalism, demandingness and humanity from
R. Cherkashin (8, p. 8). In the end, after many years of correspond-
ence with the artist, after some mistrust and disputes at the first
stage, N. Kuziakina, perhaps the most rigorous and independent re-
searcher of Berezil culture, reaches a logical conclusion: “You are
the only person who knew L. Kurbas and who you can talk about
this topic with” (9, p. 325).

It is clear that the direct creative activity of R. Cherkashin
(along with other students of the director on the stage of the
T. Shevchenko Theater), as well as his many years of pedagogical
activity, communication with students, had the most productive ef-
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fect on the spread and rooting of the teachings of L. Kurbas in artis-
tic practice — from the 1930s until the end of his life.

“The highest expression of feat and devotion to the Teacher
and his memory” (8, p. 9) N. Yermakova calls the creation by the
Cherkashins of the “Berezil” museum, where invaluable materials
about the theater and its life in the post-Kurbas era were collected.
Theatrical and literary experts used to gather at the museum, where
they held classes with students and scientific research work.

The same function, in fact, was performed by the
Cherkashins’ apartment for many years, where one could always
find hospitality and warm receiving, help, spiritual and profes-
sional enrichment, encouraging to improve and further work by
their own example.

Therefore, with his many years of creative, research, jour-
nalistic-critical, advisory and pedagogical work, R. O. Cherkashin
significantly influenced the formation of Ukrainian Kurbas stud-
ies, contributed to the destruction of the pseudo-scientific concept
of the Kurbas Theater, which was formed in the 1930s and 1940s
and existed in some places until the 70s of the XX century. It is
enough to mention the relevant sections in the two-volume essays
“Ukrainian Drama Theater” (Vol. 2, K.: Naukova Dumka, 1959,
Soviet period), in the Moscow edition “Soviet Drama Theater”
(in 6 volumes), etc.

As an active participant in the theater process, R. Cherkashin
deeply analyzes the creative activity of the “Berezil” in 1928—1933
and in the post-Kurbas period, up to the beginning of the 50s. With
great credibility, he reconstructs many performances, introduces
little-known figures and facts into scientific circulation, clarifies
and enriches our idea of the Berezil culture in general and its influ-
ence on the further development of the Ukrainian theater.
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