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11l Yeprawuncoki yumanms

TIEPEIMOBA

TPU CTOJIITTS ICTOPII ¥ IBOX JTHAX

[opiuni YepkammHCHhKi YNTAaHHS B XapKiBCHKOMY HalliOHAIb-
HoMy yHiBepcurteti muctentB imeri I. I1. Kommsapescrkoro — 1ie
HayKOBHH 3axifl, METOIO SIKOTO € KOHCOJiJaIis Cy4aCHHX JIOCIi-
JDKEHb MYy3UYHOTO 1 TeaTpajbHOTrO MUCTELTBA. YKe BTpeTe 30upae
HAyKOBY CHUIBHOTY nam sims Tpo aktopa tearpy «bepesins» Poma-
Ha YepkamwuHa Ta nowana 1o woro nouku — Mapunu ['ybapeHko-
YepkammHoi, akageMika Akajgemii MucTenTB Ykpainu, npodecopa
i TOKTOpa MUCTELTBO3HABCTBA, SIKI JOKJIAJIN 3HAYHUX 3YCHIIb JUIS
po30ynoBH TeaTpajbHOI Ta My3W4HOI ocBiTH B Xapkosi. JloBruit
yac Poman YepkamuH BUKIaaB Ha TeaTpajbHOMY (haKysIbTeTi Ha-
LIOr0 YHIBEPCHUTETY CLIEHIYHY MOBY, BUXOBYBAB PEXHCEPIB JIpama-
TUYHOTO Tearpy. TyT jke HaB4ajacs Ta modaja CBOIO Hpodeciiiny
TUSTBHICTD SIK BUKJIAAA4 1 My3WdHUH KpuTuk Mapuna ['ybapeHko-
YepxkammHa, 00paBLIM My3UKO3HABUMH (ax. 3roJoM BOHA OUOJIMIIA
kadenpy icTopii My3WKH 1 CTBOpHWJIA BIIACHY HAyKOBY IIKOITY, SIKa
TIPAIIOE TIEPEBAXHO B POOJIEMHOMY TIOMI iCTOPIT Ta MPAKTHKH MY-
3UYHOTO TeaTpy, 30KpemMa cydyacHoi onepodorii. I3 cepeannu 80-x
pokiB XX CTONITTS BOHa OYOJIOBaja Kadenpy icTopii My3WKH B
KuiBcekili koHcepBaropii (HuHI HarioHanpHilT My3uuHil akaze-
Mii Ykpainu). Xapu3amarndHa o0CcOOUCTICTh, ONHMCKyYa OMOBiTavKa,
TaJaHOBUTA IIO€Teca, AaBTOPUTETHA MOCHIIHHULS W >KypHalicT-
Ka-eKCIepT y raiy3i cueHidyHoro mucrenrsa, Mapuna PomaniBHa
BOJHOYAC YBiHIIJIa B 1CTOPil0 YKpaiHCHKOIO MY3HYHOTO TEaTpy SIK
aBTOPKa JIIOPETO 10 HU3KH ONEPHUX IPOEKTIB, 30KpeMa i KOMII03H-
topa Birtamis ['ybapeHnka.

TBopunii pernomen poauan Yepkammaux-1'yoapeHKO BU3HAUYUB
ocobmuBocTi YepKalIMHCHKUX YUTaHb SIK HAyKOBO{ miardopmu aiist
00MiHy iH(OpMaIi€l0 Ha NMEPETHHI MY3MKO3HABYMX 1 TeaTpO3HaB-
yuxX po3BifoK. CHIBHUM JOCIITHUM TIOJEM JUIsi 000X HayK TyT
IIOCTAIOTh PI3HOMAHITHI SBHINA MY3HKH, Tearpy, o0pa3oTBOpUO-
0 MHCTELTBA Ta MHUCTENbKOi (paxoBoi ocBiTH B iX B3aemomii. IH-



Mysuuna i meampanvha icmopia: nodii, paxmu, KomeHmapi

CHIPYIOYH TOIIYK HOBUX (hakmie, OCMHUCICHHS nodill Cy4acHOCTI,
HEaBHBOTO Ta BiJAaJCHOr0 MHUHYJIOTO, CTBOPEHHS HEOOXiTHHX
KOMeHmapie 00 TBOPiB, ICTOPHYHUX AOKYMEHTIB Ta CBimgueHb, 111
YepKallMHChKI YMTAHHS aKTyaJli3yl0Th NPOOIEMaTHKY JKeperno3-
HABCTBA SIK MPIOPUTETHY B CyYaCHOMY MHUCTEUTBO3HaBCTBi. Jlo-
MOBHEHHS ()AKTOJOTIYHOTO pecypcy Ta 3aCTOCYBaHHS HOBITHIX
METOIOJIOTIYHUX MiIXO/iB A0 HOro HAyKOBOTO OIMpPALOBaHHS Tepe-
TBOPIOIOTh YepKalIMHCHK]I YUTaHHS Ha YHIKaJbHHN anpoOariiiHuii
MailaH4YMK U1 HOBUX iJiei, IO JEeKNapyloThCsl TYT SIK BH3Ha-
HUMH Yy CBITI BUCHUMH, NMPAKTHKAMH MHCTEITBA, TaK 1 [MOYaTKiB-
My, J{7s MOJIOUX HAyKOBIIIB CHUIKYBAaHHS 13 JIOCBITYCHUMHU
ABTOPUTETHUMH JOCHiAHUKAMHU CTA€ CTUMYJOM JUIS HOAAJBIIOTO
PO3BUTKY i popMye MiLHUI MOTHBaLiIHHUI KapKac Uit axoBOro
BAOCKOHAJICHHS Y CBITJIi TUX ICTOPUYHHUX MOCTATEH, YUIM KUTTIM
HEMOXKIIMBO HE 3aXOTUTIOBATHUCS.

OO00B’A3KOBUM TEMAaTHYHUM PO3A1JIOM UepKalIMHCEKUX YUTaHb
€ MaTepiajii, 0 CTOCYIOTBbCS XapKiBCHKOTO KOHTEKCTY (y IIbOMY
BUAAHHI — 1€ po3ain «XapKiB B iMeHax»). 3a CTPyKTyporo 30ip-
Ka HaCJiy€e MPHUHIIUI PO3MOALTY CICHIUHOI Ail HA «XOPHAAW», 110
iCHyBaB B iCTaHCBKill ApamaTyprii «301m0toi 1o6u». Sx Bimomo, me
CJIOBO MOXOAMTH BiJ] iCIIAHCHKOT HAa3BH jornada, 10 BU3HAYAE «IILISX,
SAKUW 37051a1a JTIOAMHA TPOTIAroM AHs». Y Takui crnocid ykinagadi
30ipKH Majii HaMip YCTaHOBUTH aHAJIOTIIO0 MiX CIOKETHOIO CTpPOKa-
TICTIO OAPOKOBOTO TeaTpy i TEMaTUUYHUM Pi3HOMAHITTSIM CyYacHHX
HAyKOBHX PO3BIJIOK, SKi 3a3BU4ail 00’ €JJHAHI 4YaCOM 1 TUM ILISIXOM,
SAKHW 371071JIM YYaCHHUKH 3ycTpiui 3a ueil yac. ToOTO KOHTEHT IbO-
ropiyHux YepKalmMHCHKUX UYUTaHb PO3MONUICHUH Ha IBI «xop-
Haouy» — JBa «po0oUi JHI», MPOTATOM SIKMX 1 TpUBaia 3aXOIUINBA
MaHJpiBKa B iCTOpil0 MY3MYHOTO i TeaTpanbHOro MucreuTBa. Ha
IBOMY IIUISIXY HaBpsiJl UM BapTO MO3HAYaTH KiHLIEBUU MyHKT, aJyke
cama 3yCTpiy Maja MPUHLUIIOBO BIAKPUTHH XapakTep 1 NepCreKTUB-
HE HaJIalITyBaHHS.

[Ty6nikanist marepianiB 11 YepkamimHCbKMX YMTaHb Hacamiie-
pexn cupsiMoBaHa Ha (YOPMYBaHHS IHTEPIUCIUITIIIHAPHOTO TUCKYPCY.
Bukmaneni B 1i#t 30ipii Te3u JIOMOBiJIEH, IO MICTATh OPUTIHATb-
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Hi JYMKH, CIIOCTEpEKEHHS Ta i/1ei, MOXKYTh CIPHUAITH OHOBJICHHIO
OCBITHBOTO TMPOLIECY, @ TAKOXK BHOCUTH aKTyajbHi aKLIEHTH B CyC-
MiJbHE CIPUHHSITTS MHUCTENTBA, TUX HOTO SIBUIL, SIKi MEPII 3a BCe
PENpe3eHTYIOTh YKPaiHChKY KYNBTYpY Ta ii €BponeichbKuii BUMID.
3 HalKpalluMu OO0 KaHHIMH,
Tosopyxina Hamania Oneziena
3acaysceHul Oisiy Mucmeyme YKpainu, Kanouoam mucme-
ymeosnascmea, npogecop, pekmop Xapriscbko2o HayioHATbHO2O
yHieepcumemy mucmeyms imeni 1. I1. Komasapescvkozo

PREFACE
THREE CENTURIES OF HISTORY IN TWO DAYS

The annual Cherkashinsky Readings at the Kharkiv I. P. Kot-
lyarevsky National University of Arts is a scientific event aimed at
consolidating contemporary research in music and theater. It is the
third time that the academic community has gathered in memory
of Roman Cherkashin, actor of the Berezil Theater, and in tribute
to his daughter, Maryna Cherkashina-Gubarenko, academician of
the Academy of Arts of Ukraine, professor and doctor of art history,
who made significant efforts to develop theater and music educa-
tion in Kharkiv. For a long time, Roman Cherkashin taught stage
language at the theater department of our university and trained
drama theater directors. Maryna Cherkashina-Gubarenko also stud-
ied here and began her professional career as a teacher and music
critic, choosing to major in musicology. Later, she became the head
of the Department of Music History and created her own scientific
school, which works mainly in the problematic field of the history
and practice of musical theater, in particular contemporary opera
studies. Since the mid-1980s, she has headed the Department of
Music History at the Kyiv Conservatory (now the National Music
Academy of Ukraine). A charismatic personality, a brilliant story-
teller, a talented poet, an authoritative researcher and expert jour-

— 13—



Mysuuna i meampanvha icmopia: nodii, paxmu, KomeHmapi

nalist in the field of performing arts, Maryna Romanivna also went
down in the history of Ukrainian musical theater as the author of
librettos for a number of opera projects, including those by com-
poser Vitaliy Hubarenko.

The creative phenomenon of the Cherkashiny-Gubarenko fam-
ily determined the peculiarities of the Cherkashinsky Readings as a
scientific platform for the exchange of information at the intersec-
tion of musicology and theater studies. Various phenomena of music,
theater, fine arts, and artistic professional education in their interac-
tion are a common research field for both sciences. By inspiring the
search for new facts, comprehension of events of the present, recent
and distant past, and the creation of necessary commentaries on
works, historical documents and testimonies, the Third Cherkashin-
sky Readings actualize the problem of source studies as a priority in
contemporary art history. The addition of factual resources and the
application of the latest methodological approaches to its scientific
processing turn the Cherkashinsky Readings into a unique testing
ground for new ideas, which are declared here by both internation-
ally recognized scholars, art practitioners, and beginners. For young
scientists, communication with experienced, reputable researchers
becomes an incentive for further development and forms a strong
motivational framework for professional improvement in the light
of those historical figures whose lives are impossible not to admire.

An obligatory thematic section of the Cherkashinsky Readings is
materials related to the Kharkiv context (in this edition, it is the sec-
tion «Kharkiv in Names»). The structure of the collection follows the
principle of dividing the stage action into «jornadas» that existed in
Spanish drama of the «golden age». As you know, this word comes
from the Spanish name jornada, which means «the path that a person
has traveled during the day». In this way, the compilers of the col-
lection intended to establish an analogy between the plot diversity
of the Baroque theater and the thematic diversity of contemporary
scholarly research, which is usually united by time and the path that
the participants of the meeting have traveled during this time. That is,
the content of this year’s Cherkashinsky Readings is divided into two
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«chornadas» — two «working days», during which an exciting jour-
ney into the history of musical and theatrical art continued. It is hard-
ly necessary to designate a final destination along the way, because
the meeting itself was fundamentally open and forward-looking.

The publication of the materials of the Third Cherkashinsky
Readings is primarily aimed at forming an interdisciplinary dis-
course. The abstracts presented in this collection, containing origi-
nal thoughts, observations and ideas, can contribute to the renewal
of the educational process, as well as bring relevant accents to the
public perception of art, its phenomena, which primarily represent
Ukrainian culture and its European dimension.

We wish you inspiration and fruitful work,

Natalia Govorukhina

Rector of the Kharkiv 1. P. Kotlyarevsky National University of Arts,
PhD in Art Studies, Professor,

Honored Artist of Ukraine.

— 15—



Mysuuna i meampanvha icmopia: nodii, paxmu, KomeHmapi

XOPHAIIA TTEPIIIA
HORNADAI

Yepxawuna-I'yoapenko Mapuna Pomaniena
akademix Axademii mucmeyme Yxpainu, 0OKmop mMucmeymeos-
Hascmea, npogecop Kagedpu icmopii c8imosoi My3uxu
HMAY imeni I1. 1. Yatixoscovroeo
ORCID 0000-0003-4931-4652

AK ITHIIETHCA ICTOPIA

Knwouosei cnosa: meampanvhe mucmeymeo, icmopis meampy,
icmopuuna nam’same, Pozcmpinane Biopooaicenns, ykpaincokuti me-
ampanvHull npoyec, meamp «bepesinvy.

IcTopist He TinbKH BinOyBaeThes, ane i (ikcyeTbes, 3akapOoBy-
€TBCSL B TIaM’SITi, OCMHCIIOETHCS 1 IEPEOCMUCITIOETHCS Yepe3 POKH.
3MiHH, sKi BiOyBalOThCS B 4aci, 3MIHIOIOTh MOIISAIM HA MUHYJIE,
BIUIMBAIOTh Ha HOTO 3a(iKcoBaHE B PI3HUX JKepeliax BHCBITICHHS.
IcHyr0TS 1 criepedaroTbest Mixk co00r0 odimiiiHa Ta HeodimiiHa ToY-
k1 30py Ha noxuii. [IpaBaa Moxe BUSIBUTHCS 30BCIM HE TaKOO, SIK ii
VABISUTM Cy4acHHKU. PamnToBa mosiBa cBiIKiB, 3aryONieHUX JOKYMEH-
TiB, HEBIJOMHX (PaKTiB MOXKE BIIKPUTH TAEMHHUII MHHYIIOTO. PeasbHi
ICTOPUYHI KapTHHU CKJIAJAI0ThCs TIOCTYIIOBO, 1 Ha 1€ HJle YMMAaio
JIFONICHKUX 3yCHIIb. MK TUM, 110 OYJ10, 1 TUM, SIK HaM I YSIBJISIETHCS,
BUHUKAE JUCTAHIIIsI, IPOMIXKOK 4acy 1 MPOCTOPY, CIIOBHEHUH BJIACHO-
'O 3MICTY 1 CBOIX IIKaBHX CIKETIB. [Ipo oiMH 3 HUX Jai 1 1ijie MoBa.

3HavHe ICTOPUYHE SIBHIIE, BIJJOME ChOTOMHI SIK YKpaiHChke Po3-
cTputsiHe BipomkeHHs, Mae MaHTeOH CBOIX repoiB. OMH 3 HUX —
peKUCep-HOBATOP, MPAKTHK 1 TEOPETHK TeaTpalbHOTO mporecy Jlech
Kyp0ac, 3aBasikut TisSUTBHOCTI SIKOTO YKpaTHCHKUHN TeaTp iHTEHCHBHO
PO3BHBaBCS 1 3MiHIOBaB CBOE 0OIMYYsl. [CTOpHUYHI KaTakIi3MH, y BU-
pl SKUX BIiH JKWB, 3HAWILIM BIAOWUTOK y MOro BiacHii jxoi, 11 apa-
MaTUYHOMY Iepe0iry i TpariuHomy ¢inani. HacnueHum BUSBHBCS 1
nocMepTHHI iepeoir noxii. [IpuxoBana nara (izHYHOrO 3HUIICHHS,
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cnpo0a CTamiHCHKUX MOTUTIYHUKIB OYOPHUTH HOTO 1M’ 1 BUKPECIIH-
TH 3 0iniliHOI TeaTpanbHOI icTOpii, mepeliMeHyBaHHSI CTBOPEHOTO
HUM Tearpy, a HOTiM, micist peadiniTauii y cyioBoMy MOPSIKY, TyXKe
HENpPOCTUH Mpoliec NOBEPHEHHS i3 3a0yTTs HOro CHaALIMHU, OCMHUC-
JICHHS 37100y TKIB 1 3a/IMIIICHUX HUM iJieii. Haragaemo ocHOBHI eTanu
LBOTO PYXY 3 BU3HAYEHHSIM JI0CTaTHbO MIOKA30BHUX AUCTAHLIHN y yaci:

— 1933, 5 sxosrHs. 3acinanusa Konerii Hapkomocy YPCP, 3BinbHeH-
us1 Kyp0aca 3 mocaiu XyI0oKHBOTO KepiBHHKA 1 TUPEKTOPa 3aCHOBAHOTO
HUM y 1922 potii 1 040IFOBaHOTO BECh Ligi niepiof Tearpy «bepesinb.

— 1933, 25 rpynns. Apemr Kypbaca y Mocksi (uepe3 2 micsus
120 nHIB TiCIIs 3BUTBHEHHS 3 TIOCA[TH ).

— 1937, 9 xoBtHA. OcobnuBa Tpilika Ynpasminas HKBJ Jle-
HIHTpaJICbKOI 00nacTi 3acyauia a0 cmepti 1825 ocib, y Tomy uuci
KypOaca Ta iHmIMX yKpaiHCBKUX MHTLB.

— 1937, 3 nucronana. Kypbac poscrpinsauii B ypouunmi CaH-
napmox, Kapemist. (Ilicns 3HATTS 3 mocaam # apemuTy NpoHIuIo 4o-
tupu poku. Jlecto Kypbacy Ha Toit uac 48 pokiB).

— 1957, 31 ciuns. CnpaBy npo 3BuHyBaueHHs1 KypOaca sik wie-
Ha KOHTPPEBOJIIOLIHHO-TEPOPUCTHYHOT OpraHi3alii NPUIUHEHO Ye-
pe3 BiJICYTHICTh 3JIOUUHY.

— 1957, 19 ksiTHs. [Ipe3unis XapkiBCBKOro 00JIaCHOTO Cyy Iepe-
nisiHyna cnpaBy Kypbaca it anymosasa IlocranoBy CynoBoi Tpiiiku pu
Korerii I'TTY CPCP Bin 9 kBithst 1934 poky. (Uepe3 23 poku micist iHoro
apemty. CTBOpeHHIA HUM TeaTp BiA3HAYMB y el PiK CBOE 35-pivus).

— 1961, 16 tpaBusa. Banentuna Yuctskosa, Bnosa Kypbaca i Bi-
JIoMa yKpaiHCbKa aKTpHca, OACPKY€ CBIZIOLTBO, 3riAHO 3 skuM KypOac
HiOuTO momep 15 nuctomana 1942 poky Bix KPOBOBHIIMBY B MO3OK.

— 1969. Bunanns 36ipku «Jlecs Kypbac: crioragu cygacHuKiBy, pe-
naktopu Bacunb Bacunbko, Mukona JlaOincekwid, 358 c. [louarok Bu-
BUCHHS 1 TocmipkeHHs craanwau Jlecs Kypbaca micist pokis 3a00poHH.

— 1987, nrotuii. lo 100-piuus Jlecst Kypbaca B poguHHOMY OY-
Ky y Crapomy Ckanari Binkpuscsi MeMopianbHuR My3ei-caanba
Jlecs Kypbaca.

— 1989. Ha ¢acani XapkiBCbKOro YKpaiHCHKOIO IpamMaTH4HOTO
tearpy iM. T. [lleBuenka, konuuHboro «bepe3omntoy», ycraHOBIEHO Me-
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MoOpianbHy AOWIKY B am stk nipo Jlecst Kypbaca. OnHak He cam Teartp,
a yuine oro Mana crieHa nicrana im’s «bepesinby. Lle BinOynocs ue-
pe3 56 pokiB micist 3BinbHeHHs Kypbaca 3 mocaay KepiBHUKA TeaTpy.

— 1997, nunens. BinHaliieHO Miclle MacOBUX CTpaT MOJNITHY-
HUX B’s13HIB B ypounii Canmgapmox, Kapemist.

Otxe, micyst poKiB 3a00pOHH, 3a0yTTs, IEPEKPyUYEHb yIepIIe po3-
noBinu npo Onekcannpa CrenmanoBuya KypOaca Ti, XT0 1oro 3HaB i 3
HUM TpaioBaB. Onpasy, SIK TUIBKH PO ONMaIbHOTO PEKUCEpa CTallo
MOJKJIMBAM TOBOPHTH, IIMX CBIJKIB NoyaB 30upary yueHb Kypbaca, aB-
TOp 1 peKUcep, Ha TOW Yac yxKe BiJOMHUI Aisd yKpaiHCBKOI TeaTpajib-
HO1 KynsTypu Bacune CrenanoBuu Bacwuibko (clipaBXHE Tpi3BHILE
MinsteB). Ha Toii uac BiH MaB 3BaHHSI HAPOJHOTO apTHCTa YKpaiHu Ta
CPCP i 3 1948 poky ovomnroBaB OnecbKuil akaieMiqHIN YKpaTHCHKHIA
MY3UYHO-APaMaTHYHUN Tearp, KU ChbOTOJHI HOCHUTH Horo im’s. 3
Onexcanapom CrenmanoBudeM KypOacom, SIKOTO 3aBKIH ILIAaHYBaB SIK
CBOTO BUMTEJIS, BiH MPALIOBAB y TeaTPalbHUX KOJIEKTHBAX, CTBOPEHHX
mie 1o 3acHyBaHHs «bepesons»: «Momnonomy Tearpi», «Kuitnpamrey.
ByB BiH Takox oauH 3 yuacHuKiB aituina Kypdaca — Pexialy (pexu-
cepcbKoi 1adoparopii «bepezosnsi»). He Oe3 BIUIMBY CBOro HacTaBHUKA
B. Bacuiipko 3 F0OHOCTI BUSIBUBCS IPUYETHUM JI0 My3eiiHoi cripasu. [1]e
y ciuni 1923 poky 3a iniuiatusy i mig kepiBHUOTBOM JI. Kypbaca GyB
crBopeHuii TearpanbHuii My3eil pu MucTenbkoMy 00’enHaHHI «be-
pesinby». B. Bacunbko OyB mpu3HaueHHid TOIOBOIO My3€HHOT KOMICii, a
OCHOBOIO MY3€HHO1 KOJIEKIii CTaju Marepiajin 3 HOro BIacHOTO apXiBy.
TananoBuTa Monozp, 3ryproBaHa HaBkoso Jlecs KypbOaca, BuxoByBa-
Jach 3 BIAUYTTSIM BUCOKOI BiIMOBIAIBLHOCTI 1 MEpe CBOIMU CyYacHH-
KaMH, 1 riepez; MaitOy THIMH TTOKOJIIHHSAMU, 00 came i BUMAIO 3aBIaHHs
CTBOPIOBAaTH HOBUH yKpaiHCBKUI TeaTp. 3acHOBHHK «bepesons» sk
MHCTEBKOTO 00’ €IHAHHS 3 IIMPOKUM KOJIOM 33714 HarojollyBaB Ha
BaKJIMBOCTI (hiKCyBaTH BCi MOAIT y HAOYHMX JOKYMEHTaX 1 MaTepianax.

Moi Oatbku, Poman Onexkciiiouny Yepkammn i FOmnis [aBpu-
niBHa PomiHa, SKi BCTHIIM ISATh POKIB Ha MOYATKy CBOTO IIUIAXY
npaioBary mix kepiBHuTBoM Onekcanapa CrenanoBuua Kypbaca
1 3anummnncs Oepe3iIbIsIMU Ha BCE KUTTS, TEXK CTaJIH 3aCHOBHUKA-
MU My3€10 pu XapKiBCbKOMY YKpaiHCbKOMY JApaMaTHYHOMY TeaTpi
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imeHi T. IlleBuenka. 3 Bacunem Crenanosuuem BacunbkoM 1x 1o
BKE BApYTe 3Besia B po3nai Jpyroi cBiToBo1 BiliHM miJ 4ac eBaKya-
uii, konu Bacune CrenanoBuu i ioro apyra apyxuna FOmis Muko-
naiBHa Po3ymMOBChKa TUMUYAcCOBO ONMMHMIIMCS B MaHIPax MO Pi3HUX
MicTax pa3oM 3 XapKiBCbKUM ApamMaTHuHuM Tearpom iMeHi T. Llles-
yeHnka. Toni Bacunbs CTenaHOBHY BCTHT TIOCTAaBUTH 3 KOJEKTHBOM
XapKiBCHKOTO TeaTpy BHCTaBY, sIKa CTajia Bi3UTIBKOIO TeaTrpy Ha J0-
Bri poku. Lle 0yB «lllenpmenko-aeHmunk» [. KBiTku-OcHOB’ STHEHKa,
y axoMy cam B. Bacuibko 3irpaB Ha mpemM’epi LEHTpaJIbHY POIb.

B apxiBi 0aTbKiB, sIKHii 3apa3 30epiracTbCsi y MEHE, € JIUCTH BiJ
Bacuns Bacunbka, a Takox Tadka JIMCTIB, HAMMCAHUX BXKE MicCIs Ho-
ro cMepTi y 1972 poui iioro Baosoro HOmiero Muxonaisuoro. Came
Ha il JOJII0 BUTIAJIO BaXKJTUBE 3aBJaHHs BOOPSAIKYBaHHS 1 30epesKeHHS
BEJIMKOTO apXiBy ii yosoBika. SIk HamuIIe BOHA Y JIUCTi 10 MOTO OaTh-
ka Big 23 munnas 1980 poky, «Bacune CTenaHoBHY 3aUILIIB BEIUKY
TBOpYY CHAJLIMHY, ajle He BCTUT YHOPSAKYBaTH CBili apxiB, 00 Bech
Yac Halpy>KeHO NpalloBaB, — BKJIIOYHO i BeCh PaHOK 9 Oepe3Hs —
KOJIM BiH BOCTaHHE MIIOB 3 JoMmy. He smme ymopsiikyBatu, a 10
JesKOi MipH 1 CTBOpIOBaTd AoBesocs MeHi. Came LS BeNUKa 1 Bixmo-
BiZjaJbHA POOOTa 3aiiHsIa HE JIUILE BCi Il POKH, a TSHKKO BILTMHYIIA
Ha Mili i 6e3 LBOro XBOpHUH 3ip. Maro mpaBo cKa3aTH, IO TSHKKO PO3-
IUIAYYIOCh 3@ L0 CAMOIIOKEPTBY, THM OiJIbLIE, 1110 MOi YMOBH JKUTTS
B a0COJTIOTHIH CaMiTHOCTI JIMIIAIOThCA ykKe TSOKKUMH. [Ipo 11e nunry
HE JUIsl TOTO, 00 MOXKATITHCS, a TOMY, IO caMe 1€ 1 IPUMYCHIIO Me-
He Bigmaru apxiB B My3ei Kuesa, Tepnomnins, baxpymmHcekuii B Mo-
ckBy. [Ipui3animm npeacTaBHUKY IUX My3eiB, 1 5 BiJiaBaia im Te, 1o
Oyno nouinsHO». BapTo ckaszaT, 10 4aCTHHY LIHHUX MarepialliB BO-
Ha Biagana i 1o My3ero npu XapkiBcbkomy Teatpi imeHi T. LlleBuenka.

3 icTopiero miaroroBku 30ipku croraniB mpo Jlecs KypOaca
MoB’s13aHi TpH aapecoBadi 10 Pomana YepkammHa mctu camoro Ba-
cunst CTenaHoBHYa, SIKi BBXKAEMO 3a JOLIbHE HABECTH MTOBHICTIO.

Jluct HazpyKOBaHMH Ha MAIUMHIN HA MEPCOHATBHOMY ONaHKY
HapoaHoro aptucta CPCP B. C. Bacunbpka. Anpeca: Oneca, Byi.
Kopomnenka, Oyn. Ne 10, kB. 5. Tenedon 2-49-85. Taka cama 3B0poT-
Ha aJgpeca Ha KOHBEPTi.
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«6 gepBHs 1965 poky.

Hoporuit Pomane OnekcitfioBuuy!

Jlucra Bamoro onepxas. Jlyxe paauii, mo Bu 3 Takow Bi-
MOBIJATBHICTIO CTABUTECHh N0 HalMcaHHsS cTaTTi npo OnekcaH-
npa CremanoBuya. $1 3 oxororw nmomnomMoxy Bam y miii cmpasi.
Xo4, mpaBay KaxyuH, Iie i€ MUTaHHs, XTO 3 HaC KOMY Ma€ JI0Mo-
Maratu. Bu 3HaeTe naneko Oimbiire, Hik 5. Lle 30BciM He KoMIi-
niMeHT Bamiii epynuuii, a nmpusHaHHs pealbHuUX (akTiB. 5 Bce
nito Oyny B Ogeci. B sskomych micsiui (TOYHO He 3HaI0) Maro OyTH
B OZIHOMY 3 CaHaTopiiB, ane ue cupasu He MiHsge. Onis Muxona-
iBHa 3aBkIM 3MOKe MeHi nepenatu Bam pykonuc. OTxe, yekaio!
I{ono TemaTukw, TO 5 ¥ caMm Iie HE 3HAIO, PO LI0 KU 3 aBTOPiB
Hanuure. S HiYoro He 3B’s3yBaB, HE 00OMexyBaB. boroch, 1m0 nex-
TO 3 aBTOPIB JHILIE MOOOIAB HAKCATH, aje He Hamume. € naHi
CyMHiBaTHCH.

41 ocobucto mpocus 0u Bac, xonmu MaeTe 0XOTy, X04 4aCTKOBO
po3kputu Temy «Cucrema Kypbaca, itoro TBopumii metoay». [Ipo ue,
Kpim Bac, HaBpsig 4 3MOKe XTO HamucaTd. A Iie AyKe LiKaBe M-
TaHHs. S| HaMaraBcsi CXeMaTUYHO TOBOPHUTHU MPO AELIO, ajie CKaXy
npo Taxy Bepumny, sk [IPOCTOPOBUI ITJIAH, Gorock moch Ha-
uyTaTd. 3a yac Moro HaBuaHHs y Onekcannapa CremnaHoBHYa PO
1e e He O0ymno MoBu. I10TiM st 4yB Ipo 1€ BiJ TOBApHUIIiB. A L€ AyKe
uikaBo! Amxke Kypbac 30BciM He «YKpaiHChbKUIT Melepxonbny, sK
e AeXTO TBepAHTh. L{ikaBo O pO3KpUTH.

Tenep mpo Te, mpo 1O 51 J0BigaBcs OyKBaJbHO THXKICHb TOMY
Hazax. Hapemri 1o MoiX pyk morpamuia CTEHOTpaMa iCTOPUYHOTO
3aciganas Komerii HKO YPCP Big 5 xoBtHst 1933 poky, Ha siko-
My Oyio BupimieHo ycynyTn Onekcangpa CtemaHOBUYA Bifl KepiB-
HunTBa TearpoM «bepesinb». Yects Bam i cnaBa, noporuii Pomane
OnexciiioBuuy, 3a Bamry rpoMancbKy MyXHiCTb, YECHICTb, 3 SKOIO
Bu Buctynunu Ha upomy cynmnumii!!! Jlozemuuit ykiin Bawm 3a me.
Sl unras, mnakas i kazaB co0i: «CE JIKOJJMHA!» Bu cami uynu, sik
s MyOJIiYHO BHCOKO PO3LIiHIOBaB BUCTYM [Bana OnekcaHapoBHya Ha
bOMY 3acifanHi. 5 Toni He 3HaB, 110 1 Bu Takoxk 3 BENHMKOO TiaHIC-
TIO BUCTYNMJIM pa3oM 3 HUM. 3aciyru Bac o0ox HemnepesepiueHi!
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(B.C. mooi we ne 3nas, wo kpim 1. Map snenxa ma P. Yeprawuna
na 3axucm Kypbaca eucmynunu we oeoe: U. Tipuax ma 5. Bana-
6an — M. Y.-I"). B tTux ymoBax Buctynutu Tak mornu aume ['PO-
MA/JISIHE, cnpaBxHi narpioTd, a He KOH IOHKTYPIIUKH 1 HIaxpai,
L0 «TePeAbOPryBain» Ha KOKHOMY ciioBi. L1{o Moy ckazaTtu mie?
Bamia npaBna BoctopikecTBye!

Minno Bac minyro. Bamr B. Bacunbko (nionuc 6io pyxu)».

Ha takomy  OnaHKy HACTYIHUH JTUCT.

«17 uepBHa 1965 poky.

Benbmunranosuuit Pomane Onekcitiopuay!

Uum Oinbie s 3HAHOMITFOCS] 3 MarepiaiiaMu JIo 30ipHHKa PO
Onekcangpa CrenaHoBUYa, TUM OLIbLIE MPUXOKY 10 BHCHOBKY,
110 HIXTO JOKJIAAHO HE po3podisie Temn «KypbacoBa cucrema Bu-
XOBaHHSI aKTOpa YW CHUCTEMa I'pu akTopa». bes Takoi crarti 30ip-
HUK Oyne HenoBHOIIHHMM. CurHaitizyo Bam mpo 1ie i 3Bepratocs 3
YKJIIHHUM MIPOXaHHSM po3poOUTH 1o TeMy. Sl meBeH, mo BoHa Bam
opraniuHo Onu3bka i Bu onuH 3 myxke, nyxe HeOAararbox, 0 MOXKe
PO 1€ HAITUCATH.

Jesiki ToBapHIIi MOCITN MO3UILIT «HEBTPYYaHHS» B II0 CIIPABY.
Cepen HUX 0co0H, sIKi, 3MaBaIOCS, MaJIU OyTH «yAapHUKaMU» TaKo-
ro 3aunHanHs1! [Ipi3Buin moku He Ha3uBaro. Hepxe Taki ToBapui i
Tenep 1e OOATHCS «SIK OM 4OTo HE CTaJIoCs»?

BinbuicTs aBTopiB, 0COONMBO KIHKH, NUIIYTh B IJIaHI €THUKO-
MOpaJILHOMY, a HE HayKOBO-JIOCITiTHOMY. A XoTiiocst O 1 ogHOrO, i
Japyroro. XoTinocs 0 3aKIacTH X04 Mepuli HETTUHKH 0 BUBYCHHS
cnammuan Onexcanapa CremanoBuva. [lyke xopoii, ane BeJUKi
cnoragu Hanucas FOpiit CMmonmu. BiacHe po3nin 3 Tomy ioro cro-
rajiiB; Iy’Ke NPUEMHO JOBIAAaTHCh, IO € i 032 HAMU CIIPaBXKHI APY-
31 Onekcangpa CTenaHoBHYa, SKi YECHO XOUYTh BiIPOIUTH CBITIE
fioro iM’s1. He 3Haro suiie, 44 MouacTUTh HaM BMICTHTH LIIO TPAIIIO.
Hawm BinBeneHo Bcboro 15 npykoBaHUX apKylIliB.

Hy, 6ysaiite 310poBi i 6maronomyuHi!

lupe npuBiTaHHS IPYKHUHI.

B. Bacuibko (nionuc 6i0 pyku)».
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Kopotkwuii ntuct Ha OnaHKy 0e3 gatu.

«BenpmumanoBuuii Pomane OnexcifioBuay!

Crpasa 3i 30ipHuKoM mam’sti Onekcannpa CrenmaHoBuYa mpo-
CYBA€EThCSl BIIEPEA. YKE MAeMO JeKilbKa IIKaBHX CHOramiB. A
BCBOTO YK€ HAlMCaHO 1 ATHaAUsATh. Ha jxanb, He BCi MoxHa Oyne
BUKOPHCTATH. SIKOCh CTaJ0Cs TaK, IO Ti, XTO BOJOJIE IEPOM 1 MOXKE
3pOOHTH Lie Hallseriie, 3BOMKal0Th 3 BUKOHAHHSM CBOTO ITOYECHOTO
000B’s13Ky. ['anato, mo Bu Hezabapom HaginuieTe HaM CBOIO CTATTIO
npo Kypbaca. Jlanu oOinsHKyY B34TH y4acTh y 30ipHUKY T.T. baxkaH,
Tuunna, Cmonuy.

ITpoury Bac BianosicTy, Ko Mu MOKEMO ofiepykarH Bix Bac crartio?

Baxaro Bam 106poi poboru.

[TpuBiT Ipy>KUHI».

Ha 3aBepiuenns 3a3naunmo, mo crarts P. O. YepkammHa npo
Jlecs Kyp0Oaca, nepiua cepen psiny nmogaablinX HOro myOsikamiid Ha
o TemMy, 3’ siBuniacs y 30ipui «Jlecy Kyp6Oac: cnioragm»: Poman Yep-
KaIlliH «Y BUPi TBOPYMX IIYKaHbY, C. 269-283.

Maryna Cherkashina-Gubarenko
Dr. in Art Studies, Professor at the Department of World Music
History, at Ukrainian National P. I. Tchaikovsky Academy of Music,
Academician at the Academy of Arts of Ukraine
ORCID 0000-0003-4931-4652

HOW HISTORY GETS WRITTEN

Keywords: dramatic art, history of theatre, historical memory, ex-
ecuted renaissance, Ukrainian theatrical process, «Berezily theatre.

History not only happens, but also gets fixed, engraved in mem-
ory, interpreted and reinterpreted throughout the years. Changes
that occur over time affect the way we see the past along with
its coverage recorded in various sources. Official and unofficial
points of view on events exist and are in conflict with each other.
The truth may turn out to be completely different from what con-
temporaries imagined it to be. The sudden appearance of witnesses,

20—

11l Yeprawuncoki yumanms

lost documents, unknown facts can reveal the secrets of the past.
Real historical pictures are gradually being formed, and it takes a
lot of human effort. Between what happened and how we imagine
it there is a distance, a gap and a space full of its own content and
its own interesting plots. Here we will talk about one of them.

A significant historical phenomenon, known today as the Ukrai-
nian executed renaissance, has its own pantheon of heroes. One of
them is Les Kurbas, an innovative director, practitioner and theore-
tician of the theatrical process. Thanks to his activities, Ukrainian
theatre underwent intensive development and transformed its face.
The historical cataclysms in the midst of which he lived found re-
flection in his own destiny, its dramatic course and tragic outcome.
The posthumous course of events also proved to be rich. The con-
cealed date of physical annihilation, the attempt by Stalin’s adher-
ents to tarnish his name and erase it from official theatrical history,
the renaming of the theatre he founded, and then, after rehabilita-
tion through legal proceedings, the challenging process of reclaim-
ing his legacy from oblivion, reflecting on his achievements and
the ideas he left behind. Let me outline the main stages of this
movement, indicating sufficiently illustrative distances in time.

— 1933, October 5: Meeting of the Collegium of the People’s
Commissariat of the Ukrainian SSR, dismissal of Kurbas from the
position of artistic director and director of the theatre «Berezily,
which he had founded in 1922 and led throughout this period.

— 1933, December 25: Kurbas’ arrest in Moscow (2 months and
20 days after being dismissed from his position).

— 1937, October 9: A special troika of the NKVD Administra-
tion of the Leningrad Region sentenced 1825 people, including Kur-
bas and other Ukrainian artists, to death.

— 1937, November 3: Kurbas was executed in the Sandarmokh
area, Karelia. (4 years passed since his dismissal and arrest. Les
Kurbas was 48 years old at that time).

— 1957, January 31: The case accusing Kurbas of being a mem-
ber of a counter-revolutionary terrorist organisation was terminated
due to the absence of a crime.
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— 1957, April 19: The Presidium of the Kharkiv Regional Court
reviewed Kurbas’ case and annulled the resolution of the Court Troi-
ka at the Collegium of the GPU of the USSR dated April 9, 1934.
(23 years after his arrest. The theatre he founded celebrated its 35th
anniversary this year).

— 1961, May 16: Valentyna Chystiakova, Kurbas’ widow and a
renowned Ukrainian actress, receives a certificate stating that Kurbas
supposedly died on November 15, 1942, from a cerebral haemorrhage.

— 1969: Publication of the collection «Les Kurbas: Memoirs
of Contemporaries», editors Vasyl Vasylko, Mykola Labinsky, 358
pages. The beginning of the study and research of Les Kurbas’ leg-
acy after years of prohibition.

— 1987, February: On the 100th anniversary of Les Kurbas, the
Memorial Museum-Estate of Les Kurbas opened in the family home
in Staryi Skalat.

— 1989: On the facade of the Taras Shevchenko Kharkiv Aca-
demic Ukrainian Drama Theatre, formerly «Berezil», a memorial
plaque was installed in memory of Les Kurbas. However, it was not
the theatre itself, but only its Small Stage, that received the name
«Berezil». This happened 56 years after Kurbas was dismissed from
the position of theatre director.

— 1997, July: The location of mass executions of political pris-
oners was discovered in the Sandarmokh area, Karelia.

So, after years of prohibition, oblivion, and distortions, those who
knew and worked with Oleksandr Stepanovych Kurbas spoke about
him for the first time. As soon as it became possible to talk about the
disgraced director, these witnesses began to be gathered by Kurbas’
student, the author and director, at that time already a well-known fig-
ure in Ukrainian theatrical culture, Vasyl Stepanovych Vasylko (real
surname Miliaev). At that time, he already held the title of People’s
Artist of Ukraine and the USSR and had been leading the Odesa Aca-
demic Ukrainian Music and Drama Theatre since 1948, which today
bears his name. With Oleksandr Stepanovych Kurbas, whom he al-
ways revered as his teacher, he worked in theatrical groups created
even before the establishment of «Berezil»: «Young Theatre», «Ky-
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idramte». He was also one of the participants in Kurbas’ brainchild,
Rezhlab (the directing laboratory of «Berezil»). Not without the in-
fluence of his mentor, V. Vasylko, from his youth, became involved
in museum affairs. In January 1923, at the initiative and under the
leadership of L. Kurbas, the Theatre Museum was created within the
artistic association «Berezil». V. Vasylko was appointed the head of
the museum commission, and the basis of the museum collection con-
sisted of materials from his own archive. The talented youth, united
around Les Kurbas, was brought up with a sense of high responsibili-
ty both to their contemporaries and to future generations because their
task was to create a new Ukrainian theatre. The founder of ‘Berezil’,
artistic association with a wide range of tasks, emphasized the impor-
tance of documenting all events in visual documents and materials.

My parents, Roman Oleksiyovych Cherkashyn and Yulia
Havrylivna Fomina, who had the opportunity to work under the guid-
ance of Oleksandr Stepanovych Kurbas for the first five years of their
careers and remained devoted members of Berezil throughout their
lives, also became founders of the museum at the Taras Shevchenko
Kharkiv Academic Ukrainian Drama Theatre. Fate once again brought
them together with Vasyl Stepanovych Vasylko at the height of World
War 11, when they were evacuated. Vasylko and his close friend, Yulia
Mykolaivna Rozumovska, temporarily found themselves in various
cities along with the Taras Shevchenko Kharkiv Drama Theatre. Dur-
ing that time, Vasylko managed to stage a play with the ensemble of
the Kharkiv theatre, which became a hallmark of the theatre for many
years. It was ‘Shelmenko, the Orderly’ by H. Kvitka-Osnovianenko,
in which V. Vasylko played the central role at the premiere.

In my parents’ archive, currently in my possession, there are let-
ters from Vasyl Vasylko, as well as a stack of letters written after his
death in 1972 by his widow, Yulia Mykolaivna. It fell upon her fate
to undertake the important task of organizing and preserving her hus-
band’s extensive archive. As she writes in a letter to my father dated
July 23, 1980, Vasyl Stepanovych left behind a great creative legacy,
but he did not have time to organize his archive because he was work-
ing intensively all the time, even on the morning of March 9 when he
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left home for the last time. My work was not only to organize but to a
certain extent to create. This large and responsible task not only took
all these years but also heavily impacted my already fragile eyesight.
have the right to say that I am paying a heavy price for this self-sacri-
fice, especially since my living conditions in absolute solitude remain
very difficult. I write about this not to complain but because this is pre-
cisely what forced me to give the archive to museums in Kyiv, Terno-
pil, and the Bakhrushin Museum in Moscow. Representatives of these
museums came, and I gave them what was deemed appropriate. It’s
worth noting that she also donated a portion of these valuable materi-
als to the museum at the Taras Shevchenko Kharkiv Drama Theatre.

Three letters addressed to Roman Cherkashyn from Vasyl Stepa-
novych himself are connected with the history of preparing the col-
lection of memories about Les Kurbas, and it is pertinent to present
them in their entirety.

The letter is typed on a typewriter on the personal letterhead of
the People’s Artist of the USSR V. S. Vasylko. Address: 10 Korolen-
ka Street, Apartment 5, Odesa, telephone 2-49-85. The same return
address is on the envelope.

«June 6, 1965.

Dear Roman Oleksiyovych!

I received your letter. I am very pleased that you approach the
writing of the article about Oleksandr Stepanovych with such respon-
sibility. I will gladly assist you in this matter. Though, truth be told,
it’s a question of who should help whom. You know far more than I do.
This is not a compliment to your erudition, but an acknowledgment
of real facts. I will be in Odesa all summer. At some point (exactly
when, [ don’t know), I am supposed to be in one of the sanatoriums,
but that does not change matters. Yulia Mykolaivna will always be
able to pass on your manuscript to me. So, I’'m waiting! As for the
topic, I myself do not yet know what each author will write about. I
did not tie anything, did not limit anything. I fear that some authors
have only promised to write but will not. There are grounds for doubt.

I personally would ask you, if you are willing, to partially reveal
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the theme «Kurbas» System, His Creative Method. Besides you,
hardly anyone else can write about it. And this is a very interesting
question. I tried to talk schematically about some things, but I will
speak about such a peak as ‘Spatial Plan’, fearing to mess some-
thing up. During my time studying under Oleksandr Stepanovych,
there was no talk of this. Later I heard about it from friends. And
it’s very interesting! After all, Kurbas is not at all the «Ukrainian
Meyerhold», as some claim. It would be interesting to reveal this.

Now, about something I learned just a week ago. Finally, the steno-
gram of the historical meeting of the NKO of Ukrainian SSR on Octo-
ber 5, 1933, has come into my hands, where it was decided to remove
Oleksandr Stepanovych from the leadership of the «Berezil» theatre.
Honor and glory to you, dear Roman Oleksiyovych, for your civic
courage, honesty with which you spoke at this trial!!! Earthly bow to
you for this. [ read, cried, and told myself, «This isa MAN!» You heard
yourself how I publicly highly appreciated Ivan Alexandrovych’s
speech at this meeting. At that time, I did not know that you also spoke
with great dignity alongside him. The merits of both of you are unsur-
passed! (A4t that time, V.S. did not yet know that besides 1. Marianenko
and R. Cherkashyn, two more defended Kurbas: Y. Hirnyak and B. Bal-
aban — M. Ch.-G.). In those conditions, only CITIZENS, true patriots,
and not opportunists and scammers who ‘traded’ on every word could
speak out like that. What else can I say? Your truth prevails!

Sending you a strong kiss. Yours, V. Vasylko (handwritten sig-
nature)».

The next letter is also on the letterhead.

«June 17, 1965.

Dear Roman Oleksiyovych!

The more I familiarize myself with the materials for the col-
lection about Oleksandr Stepanovych, the more I come to the con-
clusion that no one is thoroughly developing the topic of Kurbas’
system of actor education or the actor’s playing system. Without
such an article, the collection will be incomplete. I am signalling
this to you and appeal with a respectful request to develop this topic.
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I am sure that it is organically close to you, and you are one of the
very, very few who can write about it.

Some comrades have taken positions of «non-interference» in
this matter. Among them are individuals who seemed to be the «in-
stigators» of such a closure! I do not yet name nicknames. Do such
comrades still fear «what might happen»?

Most authors, especially women, write in terms of ethical and
moral aspects rather than scientific-research. But we would like both.
We would like to lay at least the first bricks for the study of Oleksandr
Stepanovych’s legacy. Yuriy Smolych wrote very good but extensive
memoirs. Specifically, Chapter 3 of his memoirs; it is very pleasant to
find out that there are true friends of Oleksandr Stepanovych beyond
us who honestly want to revive his bright name. I just don’t know if
we will be lucky to fit this work. We are allotted only 15 printed sheets.

Well, be healthy and prosperous!

Warm regards to your wife».

V. Vasylko (handwritten signature).

Undated short letter on the letterhead:

«Dear Roman Oleksiyovych!

The case with the collection in memory of Oleksandr Stepanovych
is moving forward. We already have several interesting memoirs. And
a total of fifteen have already been written. Unfortunately, not all can
be used. Somehow it happened that those who wield the pen and can
do it most easily are delaying the fulfilment of their honorary duty. I
think that you will soon send us your article about Kurbas. Promised
to take part in the collection: Bazhan, Tychyna, Smolych.

Please respond when we can expect your article?

Wishing you good work.

Greetings to your wifey.

In conclusion, it should be noted that R. O. Cherkashyn’s article
about Les Kurbas — «In the Whirlpool of Creative Questsy, the first
among a series of his publications on this topic, appeared in the col-
lection «Les Kurbas: Memories» (pp. 269-283).

(ITepexnan Aurenian MamoHR)
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«HY IO B, 3TABAJIOCS, CJIOBA...»
«WELL, IT WOULD SEEM THAT WORDS...»

Knexoekin Onexcanop IOpiiiosuuy
unen-kopecnondenm Hayionanvhoi akaoemii mucmeymes Yxpainu,
3acnysrcenuil Oisy mucmeyme Yxpainu, 3a6idyeau 6i00iny ecmemuxu
Incmumymy npodaem cyuacnoeo mucmeymea HAM Yxpainu

ORCID: 0000-0002-3481-2790
JIUCKYPC ITPO TEATP: TEHE3A

Knwuogi cnoea: ouckypc npo meamp, meampo3nascmeo, me-
ampanvHa JHCYPHATICMUKA, MeampanbHa Kpumuxa, meampaioHuil
CKauoan, 8itlHa npecu i meampy.

[lepma Tpetnna XX cTomitTst — nepion opmyBaHHA B YKpaiHi
KUTBKOX HOBHX, HE3aJIEKHUX OJHMH BiJ OJHOTO, a MOJACKOIHU 1 BOPO-
JKUX OJJMH OIHOMY JHCKYpCiB mpo Tearp. OauH 3 HUX (opMyBaBcs
31e01IBIIOTO MiJ BIUIMBOM «OTIIB» POCIHCHKOI TeaTpasbHOI Kyp-
nHanictukn — @. Bynrapina, B. Benincekoro # A. Kyrens, a B pa-
JSTHCBKHI Yac HalsACKpaBillle MPOAOBKEHHS OTPHMAaB y TBOPUOCTI
I. Typkensray0a; Apyruil — NPOAOBKYBAB TpaAWLil akaaeMidHOl
HayKH, nepenycim ¢inosnorii, i npeacraBnenuid npausmu . dpan-
ka, B. [leperna, I1. Pynina Ta in. Bix 1930-x pokiB yHacmigok wi-
JeCTIPSIMOBAHOT MOJITUKK MapTii Oyo 3MiIHCHEHO «CHHTE3» 000X
JMCKYPCiB, IO HE MPUHECIO KOPHUCTI KOAHOMY 3 HHX. [HKOIM 1en
«CUHTE3» CIPUUMAETHCS SIK OpraHiuyHUK 4epe3 Te, 0 ACsSKi Mmpea-
CTaBHUKH aKaJeMiYHOT HAyKH peajli3yBair cBO1 3aBAaHHS U y myOuti-
nuctui, sik @panko abdo Ileperi, sKi nucanu TearpaibHi PeleH3ii,
a00 HaBHaku — mparHyny, sk Typkensray0, mpuOUTHCS 10 aKaje-
Mi4HOI criiyibHOTH. OJIHAK HACHPABIi MPEICTABHUKU aKaJeMIdHOI
HayKH YCBIIOMJIIOBAJIH Li BUJAW AiSTIBHOCTI pajilie sIK CYMiCHUITBO,
1 «CHHTE3yBaJIUCS» BOHU JIUIIEC 32 PAJSTHCHKOI BIau. 30BHI 37a€Th-
Csl, IO 1Ie CIIOPITHEeHI BUAM JISUTLHOCTI, aJ[)Ke MAKOTh 0OUH 00 €Km
yeazu (00’exkm 00cniOdxiceHHs), OOHAK GIOMIHHICMb MIJC HUMU GU-
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3HAUAEMbCSL NPeOMemom i Memooom 0ocaiodicenns. Jlndepeniiartis
X KOMYHIKaTHBHUX MPAKTHK Ma€ 3HAYSHHS HE JIUILE 3 iICTOPUIHOT
TOYKH 30Dy, ajie i 3 OmIsiAy Ha 3aBIaHHS, IO CTOSTh Mepes YKpaiH-
CBKOIO T€aTPaIbHOIO KYJIBTYPOIO CHOTOJIHI.

3arocTpeHHsT MOMITHYHOI OOpOTHOM, KOMIIPOMICHI LEH3YpHI pi-
IICHHS 3 OOKY BJaJ¥ 1 JIEMOHOMOMI3allisl TeaTpaibHOI cripaBu B Po-
ciiicekiit immepii (1881) cTBopmnm mepeaymoBH uisi (hopMyBaHHS
TeaTpaJbHOTO PUHKY, 30KpeMa i PUHKY TeaTpaibHOl MepioANKH: SIK-
110 32 BiciMaecaT nomnepeanix pokis y [letepOyp3i Oys0 cTBOpeHO Ju-
nre 35 pi3HOKaHPOBUX IMEPIOAUYHHUX BHIAHb TeaTPabHOI TEMATHKHY,
TO, IOYMHArO4M Bijx 1883 poKy, JnIie 3a TPUIISTH JOPEBOIIOIIMHUX
pokiB y Tomy camomy [letepOyp3i Oyno cTBopeHO 95 TearpanbHUX
nepionuuHKuX BuAaHb (Olble TPHOX BUAAHb Ha piK). Taky camy TeH-
JICHIIIt0 crioctepiraemo i y Kuesi, e 3a aecars pokis (1906—1917)
3’siBuItocs 21 TeatpanbHe BuiaHHs, y Xapkosi, ne'y 1901-1913 pokax
Oyno ctBopeHo /() BUIAHb TeaTpalbHOI TEMaTHUKH, & TaKOXK B 1HIIUX
mictax Ykpainu. Tak camo 3HauHy yBary NpHUIUISUIOCS TeaTpoBi HA
CTOpIHKAaX 3aralbHOMOMITUYHUX BUIaHb. [10MTOBX Il BUOKpEMIICH-
Hs TeaTpo3HaBcTBa 3 (inoJorii i popMyBaHHS HOro SIK CaMOCTIHHOT
JMCLMTUTIHY JaJI0 YCBIIOMIICHHSI Tearpy SK CaMOCTIHHOTO BHILy MHC-
tenrBa (3ragaitmo Kypbacose: «Tearp — HaBiTh He MHUCTeUTBO. Bin
npocto Teatp. Hemapma ##oro MUCTETBOM TiIBKM HEAABHO MATEHTY-
Basi. (€pech!)»'); yHACTIIOK HOTO Bi0YI0CS 1 BUOKPEMIICHHS pe-
KHCYPH SIK caMOCTiiiHO1 TBop4oi npodecii. O0uaBI 00CcTaBUHH, SIK B
VYkpaiHi, Tak i B kKpaiHax €Bpomnu, chopmyBaiu — 1 4718 icTopii, 1 1uist
NPaKTUKU — MOTpeOy B PEKOHCTPYKLIT icTopuyHuX GopM Teatpy. Ca-
Me Ha IIe y nepiiii TpeTiHi XX CTOMITTS i OyJIo CHpsIMOBAaHO 3yCHII-
JIs aKaJIeMiYHOTO TeaTPO3HABCTBA, sIke (POPMYBAIIO y LEel mepiof CBO1
TIPUHIIMITN, METOJTH, 3aBJIaHHS 1 peallizyBaJio iX 37e0UTBIIIOrO B TIparisx,
BUJIPYKYBaHHX Ha CTOpIHKax MNepioguyHux BuaaHb — «KueBckoit
crapunby, «3amucok HTLy, «JliTepaTypHO-HAyKOBOTO BiCTHHKAY,
HayKOBOTO Ta JITEpaTypHOIo MOMICSYHOTO KypHaJy «YKpaiHay, 3ro-
noM «3amnucok Icropuano-dinonorignoro Bigminy BYAH» 1a in.

! Jlecw Kypbac. XKosrens i tearp // Jlech Kypbac. «bepesinby»: 13 TBopuoi
cnagmuau. K., 1988. C. 240.
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Tak camo y Mekax KOXHOTO 3 JIBOX BUJIB isUIbHOCTI Oyiio cop-
MOBaHO OiNbILI-MEHII YiTKE YSBICHHS MPO KiHIIEBOIO CIOKMBada
akageMiqHoi a00 MyONMILMCTUYHOI MPOAYKILIi, a TakoX MPUHLMIIA
CTOCYHKIB 13 LIMM CIIO)KMBa4eM 1 TeaTpajbHOIO MPAKTHUKOK. Y Tea-
TPO3HABCTBI LI NPUHLMINA HAWMOCTIJOBHIIIE OyJO OMPUSBHEHO Y
npaktuui [lerpa Pymina, sikuii cniBpoOitanuas i3 KypOacom 1 «be-
pe3oeM» y TpOIeCi MiJIrOTOBKH CJIOBHUKA TeaTpaibHUX TEPMIHIB,
PO3pOOKH CTaHIAPTy PEKUCEPCHKOrO TIOCTAHOBOYHOTO ILIaHy Ta iH.
3i cBOro OOKy AEMOHCTPYBaJIM IHTEpEC 10 TeaTpalbHOI HAyKH i Kyp-
OaciBli, y Ko iHTepeciB skuX OyJH Ipatli iCTOPUKIB 1 TEOPETHKIB Te-
arpy I. @peiitara, B. Ileperna, B. Bonbkenmrreiina, 1. Kneitnepa ta
iHmMx; Big 1923 poky y Tekcrax KypOaca Ta ioro y4HiB yce yacrime
(iKCyeMO CIIOBOCTIONYYEHHS «HAyKa Tearpy», «Hayka TearpajbHay,
«pekKHCEpChbKa HayKa», «HAayKa PEeXHCYpW» Ta IHII Yy MpPOTHCTaB-
JICHH] «OOTeMIINHI», «EMIIIPU3MY», «EMITIPUYHOMY TE€aTpOBI», «iH-
TyiTuBi3MYy» ToImo. [TomiOHMII THI CTOCYHKIB crocTepiraeMo i y
MPaKTHLI HIIMX TOTOYaCHUX PEXUCEpiB — Hampuknaa, B. Meiiep-
XOJIb/Ia, IKUH CIIIBPOOITHUYAB 13 TOCIIAHUKAaMU TeaTpy b. Amepcom,
O. I'BozneBuM, B. JKupmyncekuMm, K. Miknamescekum, C. Paamo-
BuM, B. ConosiioBum Ta in. [Topsn i3 uuM nponosxyBaB icHyBaHHS i
aKaJIieMiYHUH, 3aMKHEHHI Ha caMoOMy COOl THIl TOCIKSHHS, ITPe/l-
CTaBJIEHHH, 30KpeMa, npatsiMu B. Pezanosa. 3aranom, obuasa tunu
(opieHTOBaHUH Ha MPAKTUKY 1 «T€PMETUYHUI» aKaaeMiuHuii) Oymau
30CepeKeHi epeBaKHO Ha 1CTOpii TeaTpy 1 JO0BOJI MUPHO Y>KHBa-
Jmcst MK 00010, a SIKIO MK HUIMU BUHHMKAJIX CYTIEPeUuKH i TUCKYCIi,
TO 3/1€OUIBIIIOTO CTOCYBAKCS a00 MMOMIYEHOT HAYKOBOI HENOAIOCTI
(C. €ppemos vs 1. Cremenko, B. Ileper vs B. Pe3anos), abo npu-
ponu HayKoBOTO (haKTy i IPUHLUIMIB cucTeMaruku (5. MaMOHTOB Vs
1. PyniH) i B OCHOBHOMY HE BUXOIMJIH 32 MEXI1 aKaJeMi4HUX HOPM,
JOKH YacTHUHA TIepeiueHMX YYeHHX He CTaia >KepTBaMH IOJiTHY-
HUX KaMIaHil, He Oysia 3BUHYBayeHa y «OypKya3HO-aKaJeMiYHOMY
00’€KTHBI3MI» 1 B HACTIi{yBaHHI MPUHIMIIIB KoK Makca ['eppmana.

Habararo >xBaBilly KapTHHY CIIOCTEpIraeMo y TeaTpajbHil
KypHamictuni Pocilicekoi iMmepii, y skiii HalycmimHimmM Oi3He-
COBUM TIpO€KTOM OyB meTepOyp3bkuil xypHan A. Kyrens «Teamp
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U uckyccmeoy. 3HauHa YacTHUHA TeaTpajbHUX KypHamicTiB Kue-
Ba, XapkoBa, Oxecu Ta iHIIKX MICT YKpaiHU MOAUISUIA NPUHLIUIIH
BUJIaHHSI, aKTUBHO CcHiBpoOiTHHYanmu 3 HuM («/lucoma uz Kuesay,
«lTucoma uz Xapvroeay Ta iH.) 1, 3a0e3Me4y04n 3BOPOTHUH 3B’ 30K,
YIPOBaIKyBaja «CTONUYHI» CTaHAAPTH y MPOBIHLIAHY MPAKTHKY.
Haif3aranpHime ysiBIeHHs MO THIT BUAAHHS JAlOTh HOTo pyOpH-
ku (Xponuxa, 3amemxu, Cnyxu u éecmu, Iucvma 6 pedaxyuio, Ilo
nposunyuu, Ilposunyuanvras nemonuces, Penvemon, M3 npouinozo,
Bocnomunanus, 3a epanuyeit). Mano BinpisHsiiacs BiJ netepOyp3b-
KOTO BHJIAHHS CTPYKTypa MOCKOBCBKOI «Teampanvhotl eazemvly
(llamsmu...; Mocxea, Ilempoepad; Teampanvnvie cnopwi; [lucomo
us...; Ilucomo 6 peoaxyuro; Cyo; To oa ce; M3 npouwnoco, Ilpo-
sunyus; FObuneir). 3BepHIMO yBary Ha pyOpHKH, SIKi PO3KPHBAIOTh
cnerudiky aapecara (Cnyxu u eecmu, Pervemon, Cyo, To da ce).
3a cnoBamu camoro Kyrens, xypHan «Teamp u uckyccmeoy» Oyno
aJIpecoBaHO HE IIsJavyaM, aje apTUCTaM Ka3eHHUX TeaTpiB, MHCh-
MEHHHUKaM, a TaKOX BiJBiyBayaM KaB’IpEHb 1 pECTOpaHiB.

Ha BinmiHy Bij akaJieMivHOTO T€aTPO3HABCTBA, OJIUH i3 CEIMEH-
TiB SIKOTO 0E3MEepPEeYHO OpIEHTYBaBCS Ha CHiBPOOITHHIITBO i3 Tpak-
TUKaMH TeaTpy, Kyreiab BBakaB, IO «IparHeHHs 3 TearpajbHOro
KPHUTHKA 3pOOUTH TOBapHIla i MOMIYHUKA pexkucepa abCoIIOTHO HE
BIJINIOBiAa€ MOHATTIO MPO TearpajbHy KPUTHKY SIK MPO CaMOCTili-
HE MUCTELTBO, 1[0 Ma€ JIMIIC HACTIIBKY 3HAYEHHSI, HACKITBKH BOHO
TaJIaHOBHUTE»® (TOJIOBHY 1/ICI0 — MPO HE3aJCKHICTh KPUTHUKHU Bij
00’€eKTa, PO SIKUH OYLIMTO NHIIEe KPUTUKA, Ta 11 CAMOCTIHHICTh —
chopmynboBaHo 1po30po). Ille mpo3zopimie Ha cTOpiHKaX TOTO camo-
ro BUIaHHSI cPOPMYITHOBAHO 1IeH MPUHIIMIT ABTOPOM IEPEKIaIeHOT B
Vkpaini npaui «Mimoapamar» B. CraakoneBueBuMm, KA BBayKaB, 10
KPUTHKA — II€ ««CaMOCTIiHE MHCTEIITBO, MUCTELTBO Oy/IyBaTH I0-
BITPSIHI 3aMKH, MUCTEIITBO BUYMTH 1HIIMX TOMY, 1[0 XOTiB OU CTBOpH-
TH CaM 1 1110, MOJKJIMBO, HIKOJIK HE B 3M031 Oyer 3pooutm»’. TTopsin
13 IM peIuTiKa 1HIIOTO aBTOPa, TEX KYTeNbsHI, 1 TEXK Ha CTOPIHKaX

2Pesomorust cbesna // Teatp u Mckycerso. 22.03.1909. Ne 12. C. 215.
3 CnanxomneBieB B. Tearp kak urpa. IV. O sputene // Tearp u UckyccTBo.
21.10.1912. Ne 43. C. 822.
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«Tearpa u uckycctBa»: «00606 530K Kpumuxa — Ha0amu meampy
Xy0oorche 3Hauennsy? . Tlocunalounck Ha TOCBI €BPONICHCHKOT XKyp-
HANICTUKH, BUAAHHS nHcano: «BoHu [Halikpamii 3axiTHO€EBpOTEH-
CBKi PELEH3CHTH]| HE 3aiMarOThbCsl CXOJACTHYHUMH KOMEHTApSIMH,
BOHHM HE MHIIYTh JO JPi0’S3KOBOTO CIIEHIYHOIO €pajairy Oararo-
PSIKOBHX IJIOC; ajie BOHU BiI4yBaroTh Tearp, i y CBOiX CTaTTsIX mpe-
KpPacHOI0 MOBOIO TEPElAlOTh HANBAKIIMBILIC: 6PAJCEHHS» ; TaKy
camy KoHIeMIito mponarysas i Kyrenb: «Y mucrentsi Hemae ak-
TiB, @ € HACcTPOi... L0 HEBIOBUMICTb, YUCTOTY, IIUPICTH HACTPOIO
HEOOXI/THO CKPIMIIOBATH CBOEIO BiAMOBITATBHICTION® .

Pesynprar peamizamii KyremiBCbKOI KOHIEMIII TeaTpajbHOT
JKYPHAJTICTUKH — YHCIICHHI TeaTpajbHi CKaHAaJH, SKi CTaJH Mpe-
MeTOM 00rOBOPEHHS BCEpOCIHChKOI MpecH, MepeayciM caMoro Kyre-
JIIBCHKOTO BUJIAHHS, SIKE HEPIJIKO BUKOHYBAJIO ITi/I0yPIOBaIbHY POJIb.
Haiiryunimi 3 uux ckanganiB B YKpaini Oyjlo CIIpOBOKOBaHO came
TearpalbHUMU KypHanictamu (1. AnekcannpoBcbkuii vs CTapHilb-
kuii, 1901; I1. SApues vs teatp «Conosuosy»; 1908; C. Iletmtopa vs
M. Canoscekuii, 1908; H. Hikonaes i Be. Harosens vs JI. Anapees,
1912); MycuMo 3BepHYTH yBary TakoX Ha TeaTpajbHi CKaHJald Y
POCIHCBKIill TIPOBIHIIT, CIIPOBOKOBAHI TOJI II€ MOJIOJUM KyTeibsH-
ueMm . Typkenbsraybom, sSikuii 3roJJOM IOCIB MicIie JIeib He TOIOBHOTO
XyAOKHBOTO eKcrepTa y ctonuui Ykpainu — Xapkosi. Y 1920-x po-
Kax yHacliJOK ofiep:KaBIeHHs 3aco0iB MacoBoi iHdopmalii Tpaau-
L0 TeaTpaJIbHUX CKaHAAJIB OyJI0 OpraHiyHo TpaHC(OpPMOBAHO Ha
XyAOKHBO-TIOJIITHYHI KaMIaHii (OJ1H i3 MepUINX NPUKIAAIB TYIHOT
TpaHcopMalii — «akcapuHIIuHa», 1923).

Xoua xypHaiicthka Pocilicekoi immepii Oyma 3BHYHA 10 Tea-
TpanbHUX cKaHAamiB e Bix 1830-x pokiB, BiIKOMM Jpamarypru i
TeaTpu CTaJld BHBOAWTH >KYPHAIICTIB Ha CIEHY NEpcoHaxxaMu abo
XapaKTepHU3yBaTH iX YiIJIMBUMH perniikamMu («3HalHoMi He3HAHOMII»
1. Kaparurina, «Xypnamnictn» I. ®peiirara, «Tanan» M. Crapuis-
mﬂ. «Ilepeouenka» tearpa // Tearp u Mckycctso. 22.03.1902.
Ne 21. C. 406.

5 Bop. Mupckuit [Mupkun-lT'enieBua b.] Akrep u ero penensus // Tearp u
HUckycerBo. 4.06.1918. Ne 18-19. C. 197.

6#%%// Teatp u MckycctBo. 1.06.1908. Ne 22. C. 381.



Mysuuna i meampanvha icmopia: nodii, paxmu, KomeHmapi

koro, «Hamectsie BapBapis» M. Kponusauipkoro, «Kuteicbke Mo-
pe» 1. Kapnienka-Kaporo, «CniBoui ToBapuctBa» i «lIpurBokaeHi»
B. BunHnueHka Ta iH.), OAHaK Ha NPSIMHAN CYHpPOTHB 3 OOKY MHUTLIB
JKYpHAIIICTUKA HE OYiKyBaja i TOMY, KOJM PO3TOPHYBCS «KHIBCHKHH
iHOMAEHT» (TaKy Ha3By [HicTaB SIPLUEBCHKHW cKaHziai), Kyrems, 3a-
HETIOKOEHUH TUM, IO «KUIBCBKHH 1HIUAEHT 3 MICLIEBOTO 3arPOXKYE
NEPETBOPUTHCS Ha 3araIbHOPOCIMCHKUID 1 THM, L0 «BHIIA KK HEBJIO-
BOJICHHSI pelieH3eHTaMu Tparuisutics y Kuesi i panime»® , oronocus
3arajibHy MoOinizamito: «lleil BUmamoK IMokasye, sik JKUBO BiIdyBa-
eTbes motpeba y Criii TeaTpaabHUX KPUTHKIBY’ (PO LSl MPOEKT
1I€ JIOBTO TOBOPWJIM, HAaBITh SIKICh 3BEPHEHHS MHCAIU Ta IMITyBaJH
AKTUBHY JisUIbHICTh, OHAK Yepe3 CBOIO HEMOTPiOHICTh BiH TaK i 3aJ1u-
HIMBCS. HEPEali30BaHUM). 3 IJIMHOM 4Yacy y sIKICh CXMOJeHiH cBifo-
MOCTi OyJI0 HaBiTh C(HOPMOBAHO 00Pa3 peyeH3eHmMa-dicepmesi. y CBOIX
crnoranax [1. Mapkos 3ranye, sik I1. Spues, gudamuuii meampanvruii
peyensenm Ta HILIATOP «KUIBCHKOTO IHIIMACHTY», BIATYKyBaBCs IIPO
3MICT CBOE€T poboTu: «Komnuchk B Ji3HAa€TECH, sIKa MyKa OyTH pelicH-
3€HTOM, MTH 10 TeaTpy, KOJIX HE XOUelll, AUBUTHUCS Te, 10 4Oro Tebe He
Tsirae»'’. Lle 3i3HaHHs BUKJIMKA€e IIIMOOKE CITIBYYTTSI, 3aHEMIOKOEHHS 1
CTypOOBaHICTh: Ha 0ica I1i MyKH i )KEPTBH, HE XO/IU, HE JIUBUCH, CHITU
Kpalie BOOMa, He TICyi HacTpiii Hi co0i, Hi OTOUEHHIO!

HanzeuuaiiHO BaKJIMBOIO KOHLIENTYaJbHOIO OCOONMBICTIO TEepe-
JIUEHUX CKaHAaliB OyB HE MUCTEIIbKHM, ajie TIO3UIIHHUI XapaKTep
00poTHOH, 1HINIHOBAaHOI TeaTPabHOIO JKYPHATICTHKOIO. AHAI3 clie-
HapiiB MepeniueHnK CKaHAAIIB CBIAYUTH NPO TE, LIO, BiICTOIOIOUH
KOHLIETILIIF0 CaMOCTIHHOCTI CBOTO MUCTEITBA 1 HE MAOYu HaMipy «To-
BapHILIyBaT» 3 peKUCEPaMU, TearpaibHa )KypHaliCTHKa Besia 00poTh-
Oy 3ne0inbInoro 3a BiacHuii craryc. ['anacy HapoOuma Oararo, ane, 3a
ii BIaCHUMHM CBITYEHHAMH, MIATPUMKH 3 OOKY IVIsAada He OTpuMala.

3BiCHO, Lie AeIIO CIpOoIIeHa KapTHHA, BOHA HE OXOILIIOE BCiX MPO-
SBiB TOTOYACHOI TeaTpagbHOl JKYPHATICTHKH 1 IEMOHCTPYE JIUIIE OJI-

7 Kuesckuii «unnuaent» // Tearp m HcekycerBo. 5.10.1908. Ne 40.
C. 684-685.

8 Tam camo. C. 685.

% Tam camo.

10 Mapkos I1. Kuura BocrioMunanuii. M., 1983. C. 143.
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HY 3 HAUTy4YHINX 11 AUCKYPCUBHUX MPAKTUK — CKaHAAJbHY, OHAK
BUSIBIISIE OZIMH 13 BayKJIMBUX AJISI TOHIIIHBOI TeaTpaIbHOI KyIbTypH
KOH(DITIKTIB — HiYitlosanull npecor KOH@IKmM 3 mMumyem, 1Mo J0-
Jla€ BaXKIIMBY O3HAKy AJIsI XapaKTEPUCTUKH IIbOTO Mepiofy B icTOpii
Tearpy Sk 0oou ckanoanis. B Ykpaini neil KoHQIIKT mormnomoBas-
sl 1Ie i CTOCYHKaMH MK «CTOJMLEIO» 1 OYHTIBHOIO «ITPOBIHIIIEI0»
(mesixi 3 iHiniaTopiB KuiBcbkux ckanganiB — I1. Spues, H. Hikonaes,
I. AnekcaHIpoBCbKHI — HaJeXalu 10 KyTeliBChbKUX (PaBOPHUTIB);
HAOYHUM I1el KOH(IIIKT CTaB y MEPEAACHb 1 IMiJl Yac peBOIOLIT, KON
CTaJo 3po3yMiJio, o iMrepis Brpadae Ykpainy i migbaapopeni Kyre-
nem xypHamicti 3 Kuesa it XapkoBa cranm nucatu Ha agpecy Horo
penakuii xanicHi aucti. OxHoro 3 cydacHukiB Kyrems — Onekcan-
npa CyBopiHa, TaKOK BHJABLS i aBTOPUTETHOTO B iMIIEpii TeaTpaib-
HOTO [isiua, aBTOpa MPHCBIYEHOI YKPaiHCHKOMY TE€aTpOBiI KHIIKKH
«Xoxsbl U Xoxiaymkny, Cepriii €dppemoB HazuBas To «JIncom-Mu-
KHUTOIO», TO «(IIOrepomM», TO «TUIMHYHUM XaMEICOHOM» 31 CBOIM
«Yero nuzBonute»'!, To «3Mi€M-CIIOKYCHUKOM» ¥ 1 HAaBiTh IPOIIOHYBAB
«kaHoHi3yBaru 0 3aoaHO Bxe 1 Kaina 3 KOnoro, mo6 a. CyBopuHoBi
He Oysio HyaHO camotoro»'’. HacmpaBai 110 XapaKTepHCTHKY Ti€rO
CaMOI0 MIpOr MOke OyTH 3acTocoBaHO i 10 A. Kyrens, uus nomitu-
Ka CTOCOBHO YKpPaiHCBKHX CIIPaB CIOKYCHJIa 0araTbox TeaTpaibHUX
JKYPHAICTIB 1 crpusiia (JOPMYBaHHIO y TeaTpaibHIl KypHATiCTHII
VYkpainu MpoBIHLIHHOTO AUCKYPCY — IUCKYPCY CKaHAATYy.

Hagimo Oymno BopymuTH TOMUT JaBHIX MpobieM, A0 TOro X He
Haato nmpuBabiauBux? IlepeayciM — Ui aKLEHTYBaHHS yBaru Ha
KPUTUYHOMY CTaBJICHHI J0 TAKUX ICTOPUYHUX JPKEpell, sIK peleH3is,
OIVISII TOIIO, aJKe JYKE YacTO — OCOOIMBO Y KOHTEKCTI CKaHAaIYy,
00poTHOM 3a cTaTyc i Hepeanti30BaHUX aMOilii — aKepena 1iei go-
O0M pO3MOBiAalOTh HE NPO BUCTaBY ab0O poOjb, aje MpPO CTABICHHS
JKypHaiicra o ceOe, 10 MUTIIS, IO HAI[lOHAIBHHUX MPOSIBIB MHUCTE-
TBa 1 T. 1H.

" €ppemos C. Ha roBineit Jluca-Mukuntu // Pana. 14 6epesins 1909. Ne 49,
C. L

2€ppemos C. 3miii-criokycuuk // Pana. 1 Bepecust 1912, Ne 189. C. 2.
3 €dpemor C. Ilpo omny «kuBy kapruny» // Pama. 16 Gepesins 1909.
Ne 50. C. 2.
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Kpim toro, anamni3 reme3u norpibeH ajis moxanbuioi audepeH-
miamii JBOX JUCKYpPCiB — TeaTpO3HABCTBA 1 TeaTpajbHOI JKypHa-
JICTUKKW — TPUHAHMHI Ha eTarli reHe3u. A TakKoXK Ui OTOJICHHS
3aJIeKHOCTI «KUIBCHKUX 1HIUACHTIBY Bifl KV2elbsAHCMEdA.
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DISCOURSE ABOUT THE THEATER: GENESIS

Keywords: theater discourse, theater studies, theater journalism,
theater criticism, theater scandal, press and theater war.

The peculiarities of new discourses about the theater in the first
third of the 20th century are differentiated: the discourse of theater
journalism and academic theater studies. Externally, according to
the object of attention (the object of research), the discourses are
similar, but the difference between them is determined by the sub-
ject of research, the method and the relationship with production.

Within the academic discourse, this period is characterized by a
focus on historical reconstruction, as well as interaction with theater
production in the process of developing theater methodology, sys-
tematics, etc.

One of the defining features of theater journalism of the period
in question was its declared struggle for independence and a special
«extraterritorial» status, which was manifested in numerous theater
scandals.

This makes the problems of: a) a critical attitude to such his-
torical sources as a review, survey, etc.; b) further differentiation of
academic theater studies and theater journalism; c¢) dependence of
theater journalism of the considered period on Kugelianism both in
the methodological and political sense.
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/’aukosa Onena Anamoniiena
KAHOUOam MUcmeymeosHascmed, 0oyeHm Kageopu icmopii
c8imosoi myzuxku HMAY imeni I1. 1. Yatikoscbkoco

«TEATP Y CJ/IOBI»: CTHIICTHYHI OCOBJINBOCTI
MY3HYHO-KPUTHYHUX ITYBIIKAIITH
M. P. YUEPKAIIIHHOI-I'YBAPEHKO

Knirouosi cnosa: M. P. Yeprawuna-Iybapenxo, kpumuyHi ny-
onixayii, My3uyHa nyoniyucmuxa, meamp

OnuH 3 OCHOBHHMX YMHHHUKIB BUOOPY TEMH — II€ 3aXOTJICHHS Maii-
CTEpHICTIO, MPodecioHaTi3MOM 1 HUTICHUM CBITOOAYEHHSIM MYKHBOI,
TBOPUOT JIFOMHH, )KUTTA SKOT BiJl HAPOIKEHHSI TI0B s13aHe 3 TearpoM. IH-
IV YMHHUK TIOJISITA€ B OUCBUTHOMY JUTs OaraThoX MapagoKci: JTFOIUHA-
JICTEH 1A J)KUBE MOPYY 3 HaMH, TYT, Y TIOBCSK/CHHI. JKUBE 3 JIariHICTIO,
PO3YMIHHSIM BYMHKIB 1HIIMX, JEFOASHICTIO, MHPOJIFOOCTBOM — TOOTO
yciMa SIKOCTSIMH, 32 SIKUMH MH BiJIPI3HSIEMO CBOIX BiJl 4yXKHX.

VY Halmomy KUTTI, SIK 1 y KUTTI Oararbox i y4HIB, KpUTHYHA Ji-
suTbHICTh Mapuan PoMaHiBHH (opMyBaa BaXIMBHUN iH(OOpMALIHHIN
KOHTEKCT. Leii KOHTEKCT, SIK TIPaBUIIO, CIIPUIMABCS MUMOBOJTI, 31 IIBH/I-
KUM 3aKOBTYBaHHSIM TEKCTIB Ta BiJUYTTSM, LIO 1€ TIPUPOJHUIA Ta He-
CKIHYECHHUI eNIEMEHT CBITY, pupedeHui Oy 3apxau. [Ipote choromHi
MM BBOKAEMO HAJ[3BUUYAHO BKIIMBUM BIIMBUTHUCS B IIEH €JIEMEHT, SIK
0w ckazanu Qinocou, «IiICBITHTH HOro». TAKUM YHHOM, y pOJTi OCHO-
BHOT'O METOJIOJIOTIYHOTO IHCTPYMEHTapiro 00MpaeMoO KOMEHTap.

Kputnuna nisipHicTs Mapuan PomaniBau Yepkammuoi Oya
BU3HAHA MaiKe Pa3oM i3 HAyKOBOIO Ta HAyKOBO-TIEJArOriyHOI0 cde-
pamu. YchOro JIHIIe JIeKibKa POKiB BiIPI3HSIOTH BRXKIIMBI eTanu il
KUTTS. Y 1984 polii oTpuMaHo HayKOBHI CTYIiHB JIOKTOpa MHUCTE-
uTBo3HaBcTBa. Y 1985 — 3Banus npodecopa. Y 1987 poui Mapuna
PomaniBHa cTae naypearom npemii HarioHanbHOT criiniku Tearpaiib-
HUX Jis4iB YKpaiHH y raiy3i TeaTpo3HaBCTBa 1 TeaTpajbHOI KpH-
TUKHU. SIK TIpO 1le MU Ai3HAEMOCS 13 calfTa CIIUIKH, «3aCHOBaHA y
1971 poui 1 mpemist 10 HEAaBHIX YaciB MIOPIYHO MPUCYKYBala-
csl 3a Kparii poOOTH B raiy3i Tearpo3HABCTBA 1 TeaTPaibHOI KpH-
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TUKH, SKi 3000y MIMPOKUI XyHOXKHiH, HAyKOBO-MUCTECLBKAN Ta
IPOMAJICEKUIT pe3oHaHCe»' . YV mMpIoMy KOHTEKCTI ISl IpeMis Maja
Ba)KJIMBE 3HAYCHHS AK aKT COLIaTbHOTO BU3HAHHS Ta 3allUTY HAa KPH-
THUKa-MUCTEUTBO3HABI. SIKIIO MOIVISIHYTH HAa PUHOK Mac-Menia B
VYkpaiHi, came TeaTpo3HaBLi Ta BUIIYCKHUKH T€aTPaJIbHUX 1HCTUTY-
1iil mpamoBagn Ha Mocagax PeAaKToOpiB BIAIUIIB KyJbTypH B perio-
HaJIbHIH Ta BceyKpalHChKil Mpeci, Creniali3oBaHuX Ta CyCHUTbHIX
BunaHHsaX. Hampuknan, TearposnaBeus Bitamiii XKexepa nosruit
Yyac OYOJIIOBAB BiAIN KylbTypu B Tazeti «lomoc Ykpainu», BU3Ha-
HUii Tearpo3HaBels Cepriii BacuinbeB npaiioBas y razerax «/leHby,
«CronuyHi HOBUHMY», KiHO3HaBellb CBiTiaHa Arpecr-KopoTkoBa
0YO0JIIOBANA BIIJIIT KyIBTYPHU Ta3eTH «/J[3epKaio THKHS.

TakuM 4MHOM, I A0 MOYATKy PO3BUTKY MeEAialpoCTOpy He-
3ajekHoi Ykpainn Mapuna PomaniBHa Bke yBiiIula y BaKIMBUR
MUCTELBKUI Ocepenok, Oyna MpuilHiITa Ta BU3HAHA KypHAJIiCTaMu-
npodecionanamu. Lle BU3HAHHS Hazami CTUMYIIOBAJIO 1 HagaBajio
MOKITUBOCTI U1 e()eKTHBHOI caMopeartizaii.

3aranpHy CTaTUCTUKY My3UYHO-KPUTHYHOTO opTdens Mapuau
PomaniBHM Ha ChOTOIHI TOYHO HaBecTH Baxkko. [lo-mepiue, i iHTEH-
CHBHHUH TBOPUYMI MPOLEC HE MPUIUHSIETHCS, a MEPETiK HOBHX ITyOTi-
Kalii mocTiiHo 3pocTtae. [lo-npyre, y TBopuili 1abopatopii MapuHu
PomaniBHu BinOyBaeThCsl 1IKaBUH CHHTE3 HAyKOBOI Ta IMyOminmc-
TUYHOI CTHJTICTHKH, IO 3arajioM CIpUsi€ TUHAMIYHOMY OHOBJICHHIO
THCTPYMEHTApIIO 1 My3UKO3HABCTBA T4 My3HYHOT KDUTUKU BOJHOUAC.

Tox naBenemo udpu. Y 2002 pori y 30ipii KpUTHYHHX IyOITika-
i#'s HaaHo MeperiK KypHaITbHUX cTaTel — 58 Ta razetHux — 107.
Lle uexoBi )KypHaIH, y TOMY YHCHI YKpaTHCBKUH KypHaI « My3ukay,
xypHan «KiHo-Teatp», MpOrpecuBHi Ta eKCTpeMalibHi IJIsi CBOTO Ya-
cy MHUcTelbKi BuaanHs Art-line Ta «3enena nammnay, razetu «Beuyip-
Hill XapkiB», «KynbTypa 1 )KUTTS», «/{3epKano THKHSD» Ta iH.

4 Tlpemisi B ray3i TeaTpo3HABCTBA 1 TeaTpaibHOi KpuTHKK/ HamioHanbHa
CTiJIKa TeaTpanbHUX MisdiB Ykpainu, National Union of Theatre Artists of
Ukraine. URL: https://nstdu.com.ua/project/premiya-v-galuzi-teatroznavstva-
i-teatralnoyi-kritiki/ (04.12.2023)

15 Yepkammna-I'ydapenko M. P. My3uka i Tearp Ha MepexpecTi yaciB:
36ipka crareit. Cymu: Hayka, 2002. C. 197-204.
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st neMoHcTpanii HogaibIIoi JMHAMIKA KPUTHYHOT poOoTH Mapu-
H1 PoMaHIBHY HaBeIeMO CTaTUCTHKY caiTa ra3eTu «/13epKaio THKHSD.
3 2005 poky TyT po3mileHo 76 myOmikaiiiii aBropa'’. AJe 11e He Bce.
Byna inTeHcuBHa criiBIparis 3 ra3eToro «/{eHby Ta IHIIUMI BUAaHHIMHU.

3ayBaxumo, 10 00HMIBI raset — «J[3epkano THXHD» 1
«/leHp» — Bifirpaigy KIIOUOBY POJIb y CTAHOBJICHHI YKPaiHCHKOTO
Meniapunky. OOuaBa BUAaHHs OpPi€HTYBaJMCh Ha MPOTPECHBHI BU-
naHHs €Bponu Ta AMEpHUKH. € J0BOJI KPACHOMOBHHUM CJIOTaH rase-
T «/lenp» nepinx pokiB — «CBit unrtae The Times, Ykpaina unrtae
Henvy». Kanganicts myOninucTuuHuX Matepianis Mapunu Pomanis-
HU Yy UMX BUAAHHSIX CBIAYHMTH MPO iX KOHKYPEHTOCIPOMOXKHICTD Y
CBITOBOMY KOHTEKCTI, BiJIIOBIIHICTh BUOATIMBUM CTaHAAPTaM MiX-
HApOJHOTO PHHKY Mac-Meia.

OCHOBHOIO TEMOIO, TOJOBHUM JIPHYHAM TE€POEM Yy My3UUHIH
nyoninuernii Mapuau PomaniBau 3asxau OyB i € Tearp. Tearp y ii
TEKCTax CTa€ BEJTUKOIO JIH3010 JJIsl TOCIIIKEHHS MY3UKH, KUTTSI, JIFOA-
CBKHX CTOCYHKIB, icTOpii Ta 1oii. TearpasibHi CIOXKETH MPeACTaBIeH] B
PI3HHUX JKaHpax — Lie ecei, MeMyapH, peleH3il, HIOPTPETH, PEIopTaxi,
omraau. [Tomixk iH(OpMaLiiHUX HAron — TeaTpalibHI IpeM’€pH, ra-
CTpOJIi, TIOHOBJICHHS! CIIEKTAKIIIB, IOBIICHHI 1aTH, My3U4Hi 1 Hacamrie-
pen orepHi GecTHBa, SIK-TO ONepHUi dectrBans y bailpoiTi.

I, 6e3ymoBHO, y nyOninuctuili Mapunu PomaHiBHY € JTOMiHAHT-
Hi makporemn — Ttearp Jlecs KypbOaca, my3uka Pixapna Barnepa
Ta Ccy4yacHa yKpaiHCbKa My3uka. L[i maricTpaibHi TeMHU Iyxke Tic-
HO TMeperuIeTeHi 13 caMuM XKUTTIM Mapunu PomaniBuu. JKutTreBuit
JOCBIJ 1 IeperyieTeH sl pi3HUX cep AisUIbHOCTI Hala€ KpUTHYHUM
TekcTaM Mapunu PoMaHiBHM 0CO0IMBOI, MPOHMKIMBOI iHTOHALIT
MPaBAMBUX CBiU€Hb, BPaXKEHb OUYEBU/ILIS.

[ToMix iHIIMX CHJIBHUX ACTEKTIB 11 MyOMiMCTUYHUX TEKCTIB —
HETIOBTOPHUM CTHJIb, OCOOIMBOCTI MHChMa, pa3ioda IMPO30PiCTh
JOYMKH Y BUKJIQJICHHI MaTepiay.

®opmanbHO TekcTd Mapuau PomaniBHM — Mpist Oynb-sIKOTO
penakropa. Lle Texctu, y sSiKux aymKa (OpMYeThCsl 4epe3 Jiecio-

16 [Isepkaio TrskHs//JI3epkano TikHs. ApxiB. «Uepkarmaay. URL: https:/
zn.ua/author/marina-cherkashina (04.12.2023)/
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Ba. Jlisl € XapaKTepHCTUKOIO MIEPCOHAXKIB — HOMIHAHTIB. Yci OCh
pOOIATH, KyAUCH TPSAMYIOTH, IOCH BiUyBalOTh, 3yCTPIdalOThC, 3a-
NepeuyoTh, MPUHMAIOTh, BUKOHYIOTb, allIOAyIoTh. LIsi ocoOnuBicTh
HaJla€ TeKCTy MEBHOT IMHAMIKH i Tearpaizarii.

AKTHBHE BXMBaHHA JieciiB y myOminuctuni Mapunu Poma-
HIBHU — II€ O3HaKa MEBHOT0 MiJXOAYy J0 CUTYyallii, mofii, icTopii.
ABTOpKa HaueOTO HAHOBO MEPEKUBAE TIEBHUU CIOKET 1 3aBISIKH
OMY NEPEKUBAHHIO BIKPUBAE B LLOMY CIOJKETI MEBHI CEHCH Ta
KOHLeNLii. Y IbOMY CEHCi € IOKa30BOIO MOsIBa B TeKCTaXx MapuHH
PomaniBHu aneropiii. YsBa po3ropTaHHs MOJiil cTa€ HE TUIBKU iH-
CTPYMEHTOM OIHUCY PEaJbHOCTI, aje i 3aco00M XyIOXKHbOI BHpa3-
HOCTI 1 PiI0cOPCHKO-MOSTUYHUX Y3arajJbHEHb.

Sk mpuknaa HaBegeMo (parMeHT 3i cTarTi «3a JamTyHKaMu 00-
runi Kmio», skuil MicTHTH aneropii JisUIBHOCTI MY3HMKO3HABLIS-ITy-
Ominucra: «Mys3a ictopii Kitio moOuTh BialITOBYBaTH Ha pO3Bary
HATOBITY BECEJIO-KpUBaBi KapHaBaJIbHI BupoBHIa. Konu He BucTadae
XJ1i0a, TaKi TearpajbHi JIMCTBAa CTalOTh 0coONMBO ryunumu. Crepe-
qatoTbesi Popryna i JJoOpounnnicts. [luxara Kpuena 3nymaerses 3
yooroi xeOpauku [Ipasmu. [1oka3oBi Cy0Bi IPOLIECH OYOIIOE CIIima
demina.

Murtui 32 JaBHIM 3BUYa€EM MOCTaBISIIOTH CroxeTu. Llensopu ix
BUNPABIISIOTE. BUCOKI YMHU BUCTYNAIOTh B OPEOJIi MEIIEHATIB Maco-
BUX BUIOBHII. KPUTHKHY MOBOATHCS 3aJI€)KHO Bijl BIIACHOTO CYMJIiH-
HSl — CTpOYaTh HAKJENH, MIPUKPUBAIOTH ICTUHY €30II0BOI0 MOBOIO,
MOAUISIOTH OO CBOI TepoiB sIK B’sI3HI TIOpeMHUX Kamep. Ko x
nyOJika MOKHIAE Tearp, 3aKiIMKaHa 10 HOBHUX PO3Bar, Y CIIOPOXK-
HUIMX TPHUMIIICHHSX 3 SBISIOTHCS OAMHOKI (DaHATH-OCIITHUKH.
Bonu BipsiTh Y HE3HUILEHHICTh MPABAX 1 TOMY IIYKAIOTh i1 CIIOH Y
BUIBUINX JACKOPALIsAX 1 CTApPUX KOCTIOMAX, Y 3aJIMIIKaX 3i[ICOBAHOTO
PEKBI3UTY Ta PO3KUAAHUX CTOPIHKaX KMMOCH NEPEMHUCAHUX POJICH.
BbaykaioTh MEPTBUMH HOJSAMHU KOJHMIIHIX OWTB Li LIyKadi MEpuH,
4y Tpais O1iLiB HeBUAMMOTO (PPOHTY 3aJUILAETHCS 11032 CTapaH-
HO BiJIpe/IarOBaHUMH TEKCTaMHU TOTOBHUX BUJIAHBY'.

""Yepkamrraa M. 3a namryakamu boruni Kitio// Mu — 6epe3isbiii: Poman
318 IS(aICI:II/I:I)’{iszJ'IIH ®owmina. TearpanbHi coragu-po3gyMu. XapkiB: AKTa,
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VYminasg Mapunu PomaniBHu BHOyIyBaTu B TEKCTax B ajbTep-
HATHUBHY 1CTOPIIO TOB’si3aHE 3 OCOOIMBOIO YBarok 1O MCHXOJIOTII,
MPOsIBY €MOLIiH, MOBEAIHKH JtoAeH (200 mepcoHaxiB omep), MOTHBA-
uii ix BuuHKiB. Mapuna PomaniBHa BUOy10By€e BepOabHi TOPTPETH
CBOIX I'epOIB 3a 3aKOHAMHU TeaTpaabHOI PeKUCYpHU. IHKOIN HanUcaHe
HEI0 MOXe CIIpUAMATHCS SIK ONHUC MEBHOI OMEpHOI MizaHcueHH. Sk
MpUKIa] HaBeAeMO (parMeHT 3i cTaTTi «3a JamTyHKaMH OOTHHI
Kutioy. MueTses mpo npodeciiini crocynkn Tearposnasus Haranii
Bopucieau Kyssikinoi i3 Oepe3inpusMu. Y TEKCTI MOTHUB «00pasu
HEOO0aYHUMH CJIOBAMMKY», €MOLis KasTTs 1 mojanblinid ¢parMeHt
JUCTa CTBOPIOIOTH airo3ito Ao ¢iHaneHOI cuenn «TpaBiatm»: «3a-
kinuyBaBcst 1987 pik, pik cromiTra 3 mHS HapomxkeHHs KypoOaca.
Harans Bopucisna [Kyssxkina — O./].] BiguyBana, mo 3 TOSBOIO
30ipHHKa HIOM CIOKYTyBaia CBill 3acCTapiinii rpix — MOTaHi cloBa,
KOJIMCh Heo0a4HOo cKa3aHi Helo Ha azapecy Jlecs Kypbaca y kHmKLi
«Hapucu ykpaincbkoi paasHcbkoi apamatyprii» (1958). 3oBciM mo-
THIIOMY BHUIVISLIAIM Temep y ii o4ax «po301KHOCTI MOKONIHBY, Ha
SKHX KOJIMCh BOHA HarojouryBayia. He3suuHo ans 1iei ctpumanoi
JKIHKH 3By4aTh (iHanbHi ¢pasu ii mepeqHOBOPIUYHOrO JIUCTA, Y SKO-
My CHOBILIA€THCS PajicHa 3BICTKA MPO BUXI1Jl TOBrOOYiKYBaHOI 30ip-
ku: «Ha mopo3si HoBoro poky xouy ckazaru Bam 1 FOnii ['aBpuiiBHi:
BU HaJIGXKHTE 10 YHCiIa (HEBEIMKOT0) HAMKpaIluX JIIOAeH, SKUX T0-
clajza MeHi 1ous»'s.

3arasoM MOXKHA 3a3Ha4YMTH, 1110 TIEBHA TeaTpasizalisi CTHIIICTH-
KM MY3WYHO-KPUTHYHUX MyOnikauii Mapunu PomaHiBHM — sBU-
1Ie iJIKOM 3aKkOHOMipHe. B oqHoMy 3 inTepB’to Mapuna PomaniBHa
cKaszana, 10, TOJOPOKYIOUH CBITOM, BOHA HAMAara€ThbCs ONYyUYUTH-
Csl IO €CTETHKH Cy4acHOTO MY3HYHOTO TeaTpy, PO3KPHUTH ii... 1 1m0
«HaXKMBO OCSITaTH ONEPHE Cy4acHE MHUCTELTBO — € BIIUYTTS He-
nosTopHe!». [IpoTe TyT i7eThes Mpo moch 3HaYHO OiNbLIe, HiXK MPo-
¢eciitna camopeanizaiis. MoXIUBO, Aaji Ha ILOMY MPUKJIAII HAM
BapTO JlyMaTd Mpo MEBHY MPaBIUBICTb 1 B ceplli, 1 B CJIOBi, yMiHHI
BHCJIOBITIOBAaTUCH YCIM CBOIM JKUTTSIM.

BYepkamiaa M. 3a namryakamu boruni Kitio// Mu — Gepesinbiii: Poman

YepkammmH, FOnis domina. TearpanbHi crioragu-po3aymMu. XapkiB: AKTa,
2008, C. 335, P posAy P
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The admiration for the skill, professionalism, and comprehen-
sive worldview of Maryna Cherkashina-Hubarenko, a creative indi-
vidual deeply connected to the theater from birth, drives this topic’s
choice. Another factor is in the paradoxes: a person-legend lives
next to us in a close time distance. She is gentle, understanding of
the actions of others, humane, and peace-loving. However, human
qualities sometimes prevent contemporaries from properly assess-
ing this person’s contribution to history.

In the lives of many, including myself as one of her students,
Maryna Cherkashyna’s critical activities have played a crucial role
in forming a significant informational background. As a rule, this
context was perceived involuntarily, with the rapid ingestion of texts
and the feeling that it is a natural and infinite element of the world,
doomed to be always. However, today, I consider it extremely impor-
tant to investigate this element, as figuratively would say, ‘illuminate
it’, using commentary as the primary methodological instrument.

Recognition in music criticism, musicology, and professor-lector
activities happened concurrently for Maryna Cherkashina-Hubaren-
ko. 1984, she earned the title of Doctor of Art Studies, followed by a
professorship in 1985. The laureate of the National Union of Theater
Actors of Ukraine award in 1987, her achievements extended into
theater studies and theater criticism. As we learn about it from the
website of the National Union of Theater Actors of Ukraine, «found-
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ed in 1971, until recently, this prize was awarded annually for the
best works in the field of theater studies and theater criticism, which
gained a wide artistic, scientific, artistic and public resonance» .

Moreover, this award carried broader significance, serving as
an act of social recognition and desirability for an art critic. Nota-
bly, theater experts and graduates of theater institutions played vital
roles as editors in the regional and national press, contributing to the
unique landscape of Ukrainian media. For example, theater critic
Vitaly Zhezhera headed the culture department of the newspaper
The Voice of Ukraine for a long time, recognized theater critic Serhiy
Vasiliev worked in the newspapers The Day and The Capital News,
film critic Svitlana Agrest-Korotkova headed the culture department
of the newspaper The Mirror of the Week.

Even before the development of independent Ukraine’s me-
dia space, Maryna Cherkashina had become an integral part of a
crucial artistic centre as a professional journalist. This recognition
continued to stimulate her and provided avenues for practical self-
realization.

Analysis of M. Cherkashina’s music-critical portfolio presents
challenges due to her ongoing creative output, with new publica-
tions constantly enriching the body of work. Her creative laboratory
demonstrates a unique synthesis of scientific and journalistic stylis-
tics, contributing to the dynamic renewal of tools in musicology and
music criticism.

Detailed Statistics:

In 2002, her collection of critical publications encompassed 58
magazine articles and 107 newspaper articles, featuring Ukrainian
publications such as Music, Cinema — Theater, Art-line, The Green
Lamp, Evening Kharkiv, Culture and Life, The Mirror of the Week,
and more.”

1 The Award in the field of theatre studies and theatre criticism// National
Union of Theatre Actors of Ukraine/ National Union of Theatre Artists of
Ukraine. [web page] accessed: https://nstdu.com.ua/project/premiya-v-
galuzi-teatroznavstva-i-teatralnoyi-kritiki/ (accessed 04.12.2023)

20 Cherkashyna-Hubarenko M.R. Music and theatre at the crossroads of
times: Collection of articles. Sumy: Nauka, 2002. P. 197-204.
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To demonstrate the further dynamics of Maryna Romanivna’s
critical work, we will provide the statistics of the newspaper’s
The Mirror of the Week website. Since 2005, the author has posted
76 publications here?'. But that is not all. There was intensive coop-
eration with 7he Day newspaper and other publishers.

Note that both newspapers — The Mirror of the Week and The
Day, were leaders in forming Ukrainian mass media during the
years of independence. Both newspapers focused on the progres-
sive press of Europe and America. In the early years, 7he Day had
a symbolic slogan — «The world reads The Times, Ukraine reads
The Day.» These publishers cooperated with Maryna Cherkashina,
meaning that he wrote the texts by the level of world press standards.

Theatrical Focus:

The Theater is central to Maryna Cherkashina’s music journal-
ism, serving as an excellent lens for studying music, life, human re-
lations, history, and destiny. Her critical work spans various genres,
including essays, memoirs, reviews, portraits, reports, and critiques,
covering theatrical premieres, tours, revivals, jubilee dates, and mu-
sic festivals like the Bayreuth Festival (Bayreuther Festspiele).

The Theater of Les Kurbas, the music of Richard Wagner, and
modern Ukrainian music are magisterial journalism topics closely
intertwined with the events of Maryna’s life. Life experience gives
the author’s critical texts a unique, insightful intonation of true tes-
timonies and eyewitness impressions. Among other vital aspects of
her journalistic texts are her unique style, writing peculiarities, and
striking transparency of thought in presenting the material.

Stylistic Prowess:

Formally, Maryna’s texts are the ideal of any editor. The verbs
are essential elements of syntax and form of thoughts. The action
is a characteristic of the nominees’ characters. Everyone is doing
something, going somewhere, feeling something, meeting, denying,
accepting, performing, applauding. This feature gives the text a par-
ticular dynamic and theatricality.

*'The Mirror of the Week//The Mirror of the Week. Archive. "Cherkashyna"
[Web page] Accessed: https://zn.ua/author/marina-cherkashina (04.12.2023)
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The active use of verbs in Maryna Cherkashina’s journalism
signifies a particular approach to the situation, event, and history.
The author seems to experience a specific plot anew, and thanks
to this experience, she discovers specific meanings and concepts in
this plot. In this sense, the appearance of allegories in the critic’s
texts is indicative. The imagination of unfolding events becomes a
tool for describing reality and a means of artistic expressiveness and
philosophical and poetic generalizations.

For instance, in the article Behind the Scenes of the Goddess
Clio, allegories paint a vivid picture of a musicological publicist’s
work, intertwining ancient muses with contemporary challenges in
the realm of criticism: «Clio, the muse of history, likes to entertain
the crowd with fun and bloody carnival spectacles. When there is
not enough bread, such theatrical actions become especially loud.
Fortune and Charity argue. The arrogant Falsehood mocks the poor
beggar Truth. Show trials are presided over by the blind Themis.
Artists, according to ancient custom, supply plots. Censors correct
them. High ranks appear in the halo of patrons of mass spectacles.
Critics behave according to their conscience — they scribble slan-
der, cover the truth with Aesopian language, and share the fate of
their heroes like prisoners in prison cells. When the audience leaves
the Theater, called to new entertainment, lonely research fans appear
in the empty rooms. They believe in the indestructibility of truth and
therefore look for traces of it in faded scenery and old costumes, in
the remains of damaged props, and scattered pages of roles rewritten
by someone. Wandering the dead fields of former battles are these
pearl seekers, whose work of fighters of the invisible front remains
outside the carefully edited texts of finished publications»?.

Marina Cherkashina is building an ‘alternative’ history in her
texts, which is why she, as an author, pays special attention to psy-
chology, the manifestation of emotions, the behavior of people (or
opera characters), and the motivation for their actions. Author con-
structs verbal portraits of her characters according to the laws of

2 Cherkashyna M. Behind the scenes of the Goddess Clio. “We are Berezil
residents”’:” Roman Cherkashin, Yulia Fomina. Theatrical memories-
reflections. Kharkiv, 2008. P. 325.
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theatrical direction. Sometimes, the description of the situation in
her texts resembles the description of a particular opera mise-en-
scene. For example, we will give a fragment from the article Behind
the Scenes of the Goddess Clio. It is about the professional relations
of theater expert Nataliya Borysivna Kuzyakina with the actors of
Berezil. In the text, the motive «insults with imprudent wordsy, the
emotion of remorse, and the subsequent fragment of the letter —
create an allusion to the final scene of La Traviata:

«The year 1987 was ending, the year of the century since the
birth of Kurbas. Natalya Borysivna [Kuzyakina — O.D.] felt that
with the publication of the collection, she had atoned for her long-
standing sin — the bad words she once carelessly said to Les Kurbas
in the book Essays of Ukrainian Soviet Drama (1958). In her eyes,
the «generational gap» she once emphasized now looked quite dif-
ferent. The final phrases of her New Year’s letter announcing the
release of the long-awaited collection are unusual for this reserved
woman: «On the threshold of the New Year, I want to say to you
and Yulia Gavrylivna: you are among the (small) number of the best
people that fate has sent me»®.

Generally, a certain theatricalization of the stylistics of Maryna
Cherkashina’s music-critical publications is a natural phenomenon. In
one of the interviews, she said that while traveling the world, she tries
to get involved in the aesthetics of modern musical Theater, to reveal it,
and that «to grasp the modern art of opera live is a unique feeling!»*.

In conclusion, the theatricalization of Maryna Cherkashina’s
music-critical publications is a unique stylistic phenomenon. Her
texts offer an ‘alternative’ history, emphasizing psychology, emo-
tions, and motivations, all painted with a particular stylistic brush.
By delving into the aesthetics of modern musical theater worldwide,
she captures the essence of the art process, turning each experience
into a dramaturgic form for expressing feelings in her critical texts.

% Cherkashyna M. Behind the scenes of the Goddess Clio. “We are Berezil
residents”: Roman Cherkashin, Yulia Fomina. Theatrical memories-
reflections. Kharkiv, 2008. P. 325.

*Lunina A. Musicology: fate, vocation, talent — or all together? Music.
2013. No. 4. Pp. 40-43.
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Angpinosa Ceéimnana I'ennaoiiena
KAHOUOAm MUCmeymeosHascmed, 0oyeHm Kagheopu
icmopii ykpaincovkoi ma 3apyoischoi mysuxu Xapkiecoko2o Hayio-
HanbHo20 yHisepcumemy mucmeyms imeri 1. I1. Komaapescbkoeo
ORCID 0000-0001-6910-8034

MY3HKO3HABYE CJIOBO Y TEJIEBI3IHHOMY ITPOCTOPI:
3 ICTOPII MY3HYHOI PEJJAKIII XAPKIBChKOI
OBJIACHOI TEJTEPAJTIOKOMIIAHII

Kniouosi cnosa: mysukosnaseysb, Mysuka Ha menedoaueHHi, my-
3uyHUl pedakmop, Xapkiecvke obaacHe depoicasne menedauenHs.

16 nucromaaa MpaiiBHUKKH pajiio, TejacOaueHHs Ta 3B°sI3Ky Bij-
3HaYaIOTh CBOE Mpodeciiine cBITO — JleHb NPAIliBHUKIB €JICKTPO-
HUX Mac-Memia Ykpainu®. Ha mepmmmii morisia, TeneOadeHHs Ta
MY3HMKO3HABCTBO — Pedi MK cOOOI0 Majio TMOB’s3aHi Ta 10 CBOIH
pUpOIi, MaOyTh, Y HOMYCh 1 30BCIM MPOTHIICXKHI. AJie HACIIpaBi ic-
TOpit0 XapKiBCHKOTO HAILlIOHAILHOTO YHIBEPCHTETY MHUCTEITB iIMEHI
L. TI. KoTssipeBchbKOro HEMOXKIIBO TIPENICTABUTH 0€3 TiICHOT Ipy»,Ou
13 TBOPUMMHM pelaKmisMu obnacHoro Tenebadenns. Lle — okpema
I[iKaBa CTOpiHKa MYy3M4YHOI icTopii XapKoBa, sika 3aCIyrOBY€E CBOTO
BUBYCHHSI.

3 odiniiitnoi icTopii XapkiBchKoi CTYIl Aep:kaBHOTO Teneda-
YEHHSI BIJIOMO, 1110 11esi CTBOPEHHS TEJICHCHTPY B HAIIOMY MICTi Ha-
poamnacst maibke oxpasy micns Jpyroi cBitoBoi BiitHM — y 1947
POLIi, y KOJIi pa/IioItOOMUTENIB, SKi i MPUHHSITUCS 32 pO3POOKY IIOTO
npoekty. | ke 3 jrororo 1951 poxky B XapkoBi modanocsi MOBIICH-
HSl aMaToOpChKOTO TenerneHTpy. Lle Oyno cnpamkHBOIO CEHcalli€ro,
OCKIJIbKM B CHUTYyaIlil 3HAXO/PKEHHS TEJICBI3IHHUX IIEHTPIB JIMIIEC B
Mockai Ta JleHinrpaai xapkiB’sHu 0e3 Oyb-K01 (iHAHCOBOI Jep-
JKaBHOT MIATPUMKH, aBTOHOMHO, CHJIaMH caMe PaJiojro0UTeNIB 3po-

5 Jlaty Oyno 3arBepmkero y 1994 potii 3aBAsKH MPOMO3HUIIT XapKiBCHKOTO
Kpae3HaBlsl Bitanis Apremenko — 3 Haroau 70-piuust meproro edipy
YKpaTHCHKOTO pajio y XapKoBi (TOAINIHIN CTONHUII paJsHCbKOI YKpaiHu) —
16 mucromama 1924 poky (moxmamHimie mpo e B inTepB’fo [Bana Marmenko
BuaanHIo “/leHn»[1]).
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OniM npeueHAeHT Tenedikaii BETMKOTro MicTa, CTaBLIM MPUKIAIO0M
It iHImuX perioHiB Pansuchkoro Corosy. Y Kuesi TeneneHTp 3a-
MpaIoe JHIIEe Yepe3 MiB POKY, a B XapKOBi BXKe MOYaINCs Ha TOH
Yac meplili TpaHCILii 4711 MacoBOTO TIsiaya.

VY 1954 poui B XapkoBi Oyiio o6nagHaHo npoQeciiiHuil TeneneHTp,
SKHI PO3MICTUBCS Y HaOLIbII BUCOKIH Ha To# yac Oynisii — [lep-
xmpomi. | 3a mieto agpecoro — Jepxknpom, 5-if mix’izg — Xapkis-
ChKe TelleOaueHHs MpairoBasio Maibke 10 cepeauan 2010-x pokis,
TOOTO OlNIbIIIE MECTH ACCATHIITh. [H(OpMAaLIisi CTOCOBHO TOTO, KOJIH
BinOyBcs nmepmmii ebip odmacHOro TenedadeHHs B cTaTyci AepiKaB-
HOI podeciiiHol CTPYKTYpH, Aemo pi3HuThCs. Pi3HI mxepena Haga-
I0Th JICKIJIbKA BapiaHTIB «TOYHOI» JaTH i€ ciiaBeTHOI mofii y 1955
poi: 19 6epesns, 31 Gepesnsi, 1 TpaBHSL. ..

3anuIIMBIIY KIHO3HABIISIM IIPAaBO BCTAHOBJICHHS (PAaKTOIOTIYHOT
NpaBad, 3BEpPHEMO yBary Ha TOHM (pakT, IO MEPIIOI MPOrpamoro,
sKa TpaHciroBajgacs B edip, OyB KOHLIEPT XapKiBCHKHX apTHUCTIB
(aHANOTIYHO — y BUMNISAI PafiOKOHLEPTY — BiIOyBCs 1 MepILUid
XapkiBcbKiil panioedip 1924 poxy). ToOTO My3u4Ha ckiiagoBa i3 ca-
MOTO IOYaTKy OyJa 3asiBJICHA SIK HEeB1Jl'€MHA CTOPOHA TEJICBI31HHUX
MPOEKTIB, a MEepIIUM TeNeBi3iHHUM MPOLYKTOM, SIKUH OyJIo 3ampo-
MOHOBAHO IIsIauaM, CTANIM TeaTpajbHi BUCTABU Ta KOHUIEPTH. J{is
X mpoBeneHHs 3HaOOMIIOCS 3ay4eHHs Ta MPUCKOPEHE HaBUYaHHS
(a TouHilIe, MPUCTOCYBAaHHS) HA MPAKTHLI HE TUIBKA TEXHIYHOTO
NepcoHay pi3HOMaHITHOI KBami(ikamii, ane il TearpalbHUX PEKU-
cepiB Ta My3MKO3HABLIB, Ul KOTPUX MIOPUHAHHS B TEJIEBi3ilHHY crie-
muQiKy OyJa0 TaKOK BIIKPHTTSIM HOBUX OOpIiB y TBOpUili mpodecii.
Came B Ti YacH 1 3a THX YMOB — MapajeibHO 3 PO3BUTKOM Telle-
OadeHHsI Ta pagio — ocTaToyHo GopMmyeThes npodecis «My3UIHO-
TO pelaKkTopa», B 000B’SI3KU SIKOTO BXOAMIIO My3U4HE O(pOpMIICHHS
TeaTpaJbHHUX Ta JITEpaTypHUX Nepenad, (GOpPMyBaHHS MPOrpamMu
TEJICKOHIIEPTIB, & 3 YaCOM 1 CTBOPEHHSI CAMOCTIMHOTO TeJIeBi31iHO-
ro KOHTCHTY Yy BUINISIII Niepenad XyA0KHbO1, MUCTEIbKOI-0CBITHBOT
CIIPSIMOBAHOCTI. [pyHTYIOUHMCh Ha 3acajiaX My3HKO3HABYOI CIIElli-
aNbHOCTI, pelaKTopchka CIpaBa i3 caMOro MoYyarKy BiApi3HsuIacs
BJIacHOIO crenu(ikoro, ska nepeadadana IIBUALLE MY3UYHO-TIPO-
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CBITHHLIPKY Ta MY3WYHO-KPHUTHUYHY, HaBiTh MYOTILMCTHYHY CIIpS-
MOBaHICTb. SIKi KOHKPETHO pUCH MPUTaMaHHi il crieniaibHOCTi?

Cnpobu 3HalTH B yKpaiHCBKOMY iHTEpHET-IIPOCTOPI XapaKTepHc-
THKY npodecii «My3UYHOTO penakTopa» MPHUBOASATH A0 LIKaBUX CIIO-
CTEpEeKeHb: HasiBHA iH(oOpMaLis Oinblie Bifjaise KOPHCTyBada Bij
00’€KTUBHOTO PO3YMIHHS IIMX BUMOT, HiK MOsICHIOE iX. Jlume omuH
PE3yJBTAT 13 MOHAJT ISCATH HABS/ICHUX BapIaHTIB YiTKO BiJIIOBI/IAB I10-
LIYKY 3a OIIAMH «MY3WYHHID Ta «I1podecis», TaKOHIYHO BMILILy0di
iH(opMalilo He TINBKK MPO O0OB’S3KM CKJIAAaHHS PEJaKTOpOM Iie-
peTiKy My3UYHHX TBOpIB 1Sl edipy, aje i BKa3ylouH Ha >KypHAIICT-
CBKY CKJIQJIOBY Ii€i MisTIBHOCTI BIIIOBIIHO 10 MY3WUYHOI MOJITUKA
paniocraHuii, TenekaHaty abo okpemoi nepeaadi [2]. YV mepkaBHOMY
Knacudikaropi mpodeciii [3] 000B’s13ku penakTopa TeneOayeHHs Ta
PaIliOMOBIICHHS (ONYist «MY3UYHUL PEOAKMOP» SIK OKpeMa Gi0CYmHs —
npum. C. A.) npeacTasieHi y OiTbI po3ropHyTOMY BHIIIsLAL. Bonu Oinb-
1€ OKPECIIOIOTHCS OPTraHi3aTOPCHKOI0 (PYHKLIEI0, BiANOBIIATBHICTIO
3a MPOIEC NPOAYKTUBHOI KOMYHIKAIIi MiX TeJIepaiOKOMIIaHIe€l0 Ta
30BHIIIHIMU NPEICTaBHUKAMU — OpraHaMH JEP’KaBHOTO YIpaBJIiH-
HSI, TPOMAJICBKUMH OpTaHi3alisiM{, TBOPYUMHU CITITKAMH, aBTOPaMHU.
3aMOBIATH IT’€CH Ta CIHEHapii IUTaTHUM 1 MO3AIUTaTHUM aBTOpaM,
KOHCYJIBTYBATH W JtorioMaratd iM B OBOJIOZIHHI TEIICBI3IMHOIO CIIeIH-
¢hiKoI0 B MpoLEci MATOTOBKU TENECIEHApil0; peraryBaTH aBTOPCHKI
Marepiaiy 3 MeTOl0 3a0e3MeUeHHsI TOCTOBIPHOCTI HaBeJEeHUX (aKTiB;
Opartu y4acTb y poOOTi 3HIMaIBHOI IPYIH Ha BCIX eTarax MMiArOTOBKU
TeJeNporpaMu; 3AIHCHIOBATH MOLIYK YYaCHHUKIB-TePOIB TeJIeBi3iiHOTO
MIPOEKTY, 3a0e3nedyBaT 3BOPOTHIHM 3B’SI30K 3 Tene(pamio)ayauTopi-
€10 — OCb JIMIIIE HETIOBHUI MEPEITiK YCiX PelaKTOPCHKHUX CIIPAB.

Ha nepumii nornsi, TpyHTOBHA My3HKO3HaBYa OCBITa KJIACHYHO-
TO THITy Tepedadae pO3BUTOK Yy 3100yBaya iHIIMX KOMIICTEHTHOCTEH,
HiX TOTO moTpedye mpodecist My3n4HOTro peaakTopa. MEeHEeIKMEHT y
c(hepax TBOPUOI MISTIBHOCTI X0Ua 1 PO3MIIAIAETHCS BAYKIMBOK JTUCIIH-
IUTIHOIO B HABYAILHHUX MPOrpaMax Cy4yacHHX MUCTEILKUX BHILIB, ajie
BCE )X TaKH HE I'pae BU3HAYAIBHOI POJIi, TOCTYAal0uMCh MICIIEM TIEpen
JUCUUILTIHAMU (DyHIaMEHTaIbHOI MATOTOBKY 3a paxoM. OHaK came
BOHM IpUAaTHI 10 GopMyBaHHS THX HaWBaXITUBIIHMX MpodeciiftHux
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3010HOCTEH MY3MYHOTO pelaKTopa, sKi He BXOAATH A0 MEPENiKy i3
«Knacudikaropa...», aje cKIagaloTh CEpLEBUHY TaKOl BiAIOBIIab-
HO-TBOpYOI mpodecii, IK My3UYHUH PelaKTop TelepaTiOMOBICHHS.
Bin camoro mowarky TBOpUOi CHiBITpali My3HKO3HABIIIB i TeneOadeH-
HS HAsIBHICTh OCBITH BHCOKOTO TEOPETHYHOTO PiBHS Oyia BU3HAYAIIb-
HUM (PaKTOPOM, OCKLIBKH Tepeadadana HasBHICTh Jo0Opoi mam’sTi (y
TOMY YHMCIIi My3U4YHOT); BUCOKOTO My3UYHOTO CMaKy; BIIMiHHOTO MY-
3WYHOTO cIyXy. Epynuiist y noenHaHHi 3 KpeaTHBHICTIO peai3oByBa-
JIMCS B 30aTHOCTI KPUTUYHOTO OMaHyBaHHS Ta afanTauii Oyab-saKoro
MY3WYHO-ICTOPUYHOTO KOHTEHTY J0 YMOB CY4acHOCTI 1 MyOmiuCTHY-
HO->)KaHPOBHUX BUMOT. [IpH 11boMy 4iTKa BUMOBA, JliTepaTypHa rpaMoT-
HICTh, KOMYHIKaTUBHI HAaBUYKH 3 BHCOKHM DPIBHEM IEPEKIIOUCHHS,
posmoaity Ta 00CsTy yBaru, apTUCTU3M I0adi MaTepiaily AOMOBHIO-
BaJIM TIEPEJTIK 3a3HaUCHUX MPOPECciiHUX KOMIETEHLIH. YpaXoByoun
1€, CTa€ 3PO3yMLIOI0 Ta «IepeOipIUBICT TEIEBI3IHHUKIB MO0 MY-
3MKO3HABLIB, SIKI «TPUMaJId KOHKYPC» Ha «MY3HMYHOTO PEHAKTOpay.
BinOip 3aificHIOBaNIO caMe JKUTTS, 3aluinarodn y npodecii mam’sTb
npo Haiikpaumx. B ictopii XapkiBcbKoro o01acHOTO (JIep:KaBHOTO)
TeneOadeHHst s maM’sITh TOB’s13aHa 3 iMeHamu Jlapucn CraHKoBOT
(nap. 1931, 6e33minnmii my3uunuii pegakrop XOATPK mpotsirom 60-
TH POKiB) Ta BUJIATHUX MY3HKO3HABIIIB — BHKJIaJa4iB XapKiBCHKOTO
THCTUTYTY (YHIBEPCUTETY) MUCTENTB, XapKiBCHKOTO MY3UYHOTO Y4H-
muma — [laBma [okanbcekoro (1917-1983), Ipmu @pyminoi / 3o-
noroBuipkoi (Hap. 1932), Bamepii Kpasenp (1940-2007), HOpis
[lep6inina (1941-2019), Onenn Kononosoi (1952-2023).

Crin BU3HATH, IO HE KOXKEH CyYacHUI MY3HKO3HaBellb, HaBITh
TOW, 110 OMAaHyBaB BiJeOOJOTepCTBO, 3MATHUN Opa3y i3 JETKICTIO
«TIepecicTH B Kpicioy» penakTopa My3HYHHX Hporpam Tene(pamio)
MOBJICHHS. be3yMOBHO, Ha CbOTO/IHI MOXIJIUBOCTI Ta 00OB’SI3KH MYy-
3MYHOTO PEAAKTOpa 3a3HANM 3HAYHUX 3MiH YHACHiJOK TI00aNIbHUX
TpaHchopmaliil TenemenianpocTopy i cepu 3aco0iB MacoBoi iH-
¢dopmaii 3 1990-x pokiB. 3 ogHOTO OOKY, CTPIMKHUN PO3BUTOK COLIi-
aNbHUX MEPEkK, AOCTYIHICTh CTBOPEHHS BIACHOTO KOHTEHTY 3aja€
HOBUH (hopMaT i peaaKTOpChKii AisTBHOCTI. 3 Ipyroro, He3BaXKaro-
YM Ha IIMOMHHY KOPEKLi0 MPIOPUTETIB Ta 3MiCTOBOT HAIIOBHEHOCTI,
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TOTQJILHOTO TEXHIYHOTO OHOBJICHHS Ta HAPOHKEHHSI HOBUX MOMKIIU-
BOCTeH KOMyHiKalii 1 mepenaui indopmarii, 6a3oBi ocHOBH mpode-
cii 3aJMIIal0THCSl HE3MIHHUMH — TaKUMH, K BOHH CPOpMYBaHCs
70 poKiB TOMYy B YMOBax pPO3BHTKY MY3UYHOI pelaKii Ik CTPyKTyp-
HOTO MiJPO3UTY Y CUCTEMI JIep:KaBHOTO Tee(pajio)MOBICHHS.
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On November 16, radio, television and communications work-
ers celebrate their professional holiday, the day of electronic mass
media workers in Ukraine®. At first glance, television and musicol-
ogy have little in common, and apparently they are completely op-

% The date was approved in 1994 thanks to the proposal of Kharkiv local
historian Vitaliy Artemenko, on the occasion of the 70th anniversary of
the first broadcast of Ukrainian Radio in Kharkiv (the capital of Soviet
Ukraine at that time) — November 16, 1924. Read more about this in Ivan
Mashchenko's interview (“Den ™ / “The Day”[1]).
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posite in some ways in their essence. But in fact, the history of the
I. P. Kotlyarevsky Kharkiv National University of Arts cannot be
imagined without close friendship with the creative editorial offices
of Regional television. This is a special interesting page in the musi-
cal history of Kharkiv, which should be studied.

From the official history of the Kharkiv state television studio, it
is known that the idea of creating a TV Center in our city was born
almost immediately after the Second World War, in 1947, in the circle
of radio amateurs who took up the development of this project. And
already in February 1951, an amateur TV Center began broadcasting
in Kharkiv. It was a real sensation. At the time when television centers
existed only in Moscow and Leningrad, Kharkiv residents without
any financial state support, autonomously, by the forces of radio ama-
teurs, made a precedent for the TV-expansion of a large city, becom-
ing an example for other regions of the Soviet Union. The TV Center
in Kiev started working only six months later, and in Kharkiv the first
broadcasts for the mass audience had already begun by that time.

In 1954, a professional TV center was equipped in Kharkiv,
which was located at the tallest building at that time, Derjprom. And
it was at this address — Derjprom, 5th sector — that Kharkiv tele-
vision operated almost until the mid-2010s, that is, more than six
decades. When was the first broadcast of regional television in the
status of a state professional structure? Information about this varies
somewhat. Information sources provide several «exact» dates for
this glorious event in 1955: March 19, March 31, and May 1.

We will leave the discovery of factual truth to film critics. It
should be noted that the first broadcast was a concert of Kharkiv art-
ists. Similarly, the first Kharkiv radio broadcast of 1924 took place in
the form of a radio concert. Thus, the musical component was initial-
ly declared as an integral part of TV-projects, and the first television
product that was offered to the audience was theatrical performances
and concerts. For their implementation, it was necessary to attract and
accelerate training (or rather adaptation) in practice not only technical
personnel of various qualifications, but also theater directors and mu-
sicologists, for whom immersion in television specifics was also the
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opening of new horizons in the creative profession. It was at that time,
along with TV and radio development, that the profession of «music
editor» was finally formed. His duties included the musical design
of theatrical and literary programs, the formation of TV-concert pro-
grams, and subsequently the creation of independent television con-
tent in the form of artistic and educational programs. Based on the
principles of the musicological specialty, editorial work from the very
beginning was distinguished by its own specifics, which provided for
rather a musical-educational and musical-critical, one might even say
journalistic orientation. What are the characteristics of this specialty?

The attempts to find a description of the music editor profession
at the Ukrainian Internet lead to interesting observations. The avail-
able information is more likely to distance the user from an objective
understanding of these requirements than to explain them. Only one
result clearly matched the search for the «music» and «profession»
options. Only this version concisely contained information not only
about the duties of the editor to compile a list of musical works for
the broadcast, but also indicated the journalistic component of this
activity in accordance with the music policy of a radio station, TV
channel, or separate program [2]. In the state Classifier of profes-
sions [3], the editor of television and radio broadcasting duties (there
is no separate option «music editor» — note by S.A.) are presented
in a more detailed form. They are defined by a more organizational
function, responsibility for the process of productive communication
between the TV and Radio Company and external representatives,
public administration bodies, public organizations, creative unions,
authors. Order plays and scripts to full-time and freelance authors,
advise and assist them in mastering television specifics in the process
of preparing a TV script; edit author’s materials in order to ensure
the reliability of the above facts; participate in the work of the film
crew at all stages of preparing a TV program; search for participants-
heroes of a television project, provide feedback to the TV(radio)-
audience — this is just an incomplete list of all editorial cases.

At first glance, a thorough classical musicology education in-
volves the development of other competencies in the applicant than
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the profession of a «music editor» requires. Management in the
spheres of creative activity is considered an important discipline
in the curricula of modern art universities. But still, this does not
play a decisive role, giving way to the disciplines of fundamental
training in the specialty. However, they are suitable for the forma-
tion of those most important professional abilities of a music editor
that are not included in the list from the «classifier», but form the
core of such a responsible creative business as a music editor on
TV and radio broadcasting. From the very beginning of the creative
collaboration between musicologists and television, the presence of
a high theoretical level of education was a determining factor, since
it provided for the presence of a good memory (including musical);
high musical taste; excellent musical hearing. Erudition and creativ-
ity were realized in the ability to critically master and adapt any
musical and historical content to modern conditions and genre re-
quirements. At the same time, clear pronunciation, literary literacy,
communication skills with a high level of switching, distribution
of attention, artistry in presenting the material supplemented the
list of these professional competencies. Given this, it also becomes
clear that TV-workers are picky about musicologists who «held a
competition» for «music editor». The selection was carried out by
life itself, leaving the memory of the best people. In the history of
Kharkiv Regional (State) Television, this memory is associated with
the names of Larysa Stankova (b. 1931), permanent music editor at
KhRS TV and Radio Company for 60 years, as well as outstanding
musicologists, teachers of the Kharkiv Institute (University) of Arts,
Kharkiv music school — Pavel Shokalsky (1917-1983), Irma Fru-
mina / Zolotovits’ka (b. 1932), Valeriya Kravets (1940-2007), Yuri
Shcherbinin (1941-2019), Olena Kononova (1953-2021).

It should be recognized that not every modern musicologist
(even one who has mastered video blogging) is able to immediately
easily «occupy the office» of music editor at TV (Radio) broadcast-
ing. Of course, the capabilities and responsibilities of a music editor
have changed significantly these days, as a result of global media
transformations since the 1990s. On the one hand, the rapid devel-
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opment of social networks and the availability of creating your own
content set a new format for editorial activities. On the other hand,
despite the deep correction of priorities and content, total technical
renewal and the birth of new opportunities for communication and
information transmission, the basic foundations of the profession
remain unchanged — such as they were formed 70 years ago in the
context of the development of the music editorial office as a struc-
tural division in the system of State TV (radio) broadcasting.
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CTBODIOIOYM II€BHI OYIKYBaHHS y CllyxXada i BKa3ylOud Ha Xapak-
Tep My3uKkHd. He 3aBxan B OyKBaJbHOMY MEpeKiIaji iHIIOK MOBOIO
BAAETHCS YHUKHYTH PO301KHOCTEH MPH PO3yMiHHI CEHCY TOTO, IO
BUHECEHO Ha TUTYJIBbHUI JTUCT. YHACTIJOK LIOTO BUHHUKAIOThH «pi3-
HOYMTAHH», SIKI HE TUIBKU J€30PIEHTYIOTH MyOIiKy, ajie i BHOCSTD
TUTyTaHUHY B YSIBJICHHS PO TBOPYY CHAALIMHY TOTO UM 1HIIOTO KOM-
nozutopa. ToMy BaknMBO MaTu yHi(ikoBaHMN BapiaHT MepeKIamy,
KU OW y3TOMKYBaBCSl HE TUIBKU JIEKCHYHO, ajle i CEMaHTUYHO 3i
3MICTOM MOETUYHOTO TEKCTY 1 HOTO My3WYHOTO BTiJICHHSI.

CrpoOy€emMo MpoeMOHCTPYBATH 1€ Ha MPHKJIA/l MOIIYKY YKpa-
iHCBKOTO €KBiBaJIEHTa Ha3BM BOKaIbHOro Imkiay PoGepra Iep-
xapna (1896-1970) «L’infantament meravellos de Schahrazaday
(op.1)”". Monoxuii KOMIIO3UTOP YaCTKOBO 3ar03MYHMB i1 13 30ipKH Bi-
piIiB KatanoHcbkoro noera Xoce Mapis Jlonec-Iliko (1886—1959),
ska Oyna onmyoiikoBana B 1916 pouni B sxypHaui «La Revistay min Ha-
3Bot0 «L 'infantament meravellos de Schahrazada. Interpretacions
dels poemes de «Les mil i una nitsy». Y CBOEMY IIUKJI, 110 BKJTFOYAE
nBanaausate meélodie, P. Tepxap BUKOPUCTAB paHHi BEPCii TEKCTIB
MoeTa, SIKi 9acoM He 30BCiM BiJIOBIAaI0Th iX BapiaHTaM y Mi3HIIUX
BupaHHsaX. CaM KOMITO3UTOp 3p0OMB MarHiTo(hOHHUI 3amuc, Ha SIKO-
MY BIiH IIPOYUTAB yCi BIipIlli 3 HUKITY>.

3 katanoHChKOl «L 'infantament meravellos de Schahrazaday
OyKBalbHO TepeknaaaeTbes sk «YymoBe (abo mpekpacHe) JUTHH-
cteo Hlaxpasagm» uyu «Uynose Hemosns Illaxpasagu». IcHye Ta-
KOX Tiepekiaj aHriiicekoro « The wonderful birth of Sheherezadey

7 Gerhard R. L’infantament meravellos de Schahrazada. 12 melodies per a
cant i piano. TRITO. Barcelona, 2004.

2 Komist mporo 3ammcy 30epiraethcss B HallioHaJbHOMY 3BYKOBOMY
apxiBi bpurancekoi 6i0miorexu B Jlonnoni. Sk Bimomo, P. Tepxapn micis
icIiaHCBKOI IpOMaITHCBKOI BiliHM TepeixaB 1o Bennkoi Bpuranii. MoxxHa
NPUITYCTHTH, [0 MeTa IOT0 3alliCy — JaTH 1HO3eMHHM BHKOHABIIIM
3pa30K KaTaJIOHCHKOT BUMOBH, 0€3 SIKOT HEMOJIIUBO BiJTBOPUTH OPTaHiduHY
€JIHICTh TMOCTHYHOTO CJOBAa 1 BOKAJIBHOI JIiHII, sKa mepeadadaeThes
xaapoM melodie. [bimpmn geranpHO Tpo TeH JkaHp AWB.: HedemypeHko
B. Meélodie n ¢dpanmy3sckas cajgoHHas KylbTypa BTOpOil mosioBuHbI XIX
Beka (0 cnenu@uKke KOMMYHHUKALMH KaHpa), Kuigcbke My3uKo3Ha6CmMeEo,
2019. Bum. 51. C. 158-166. URL: https://glieracademy.org/wp-content/
uploads/2019/05/51-15-Nechepurenko.pdf].
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(«YapiBue napomxkenHs I1laxpa3zamm»)®. Ajie B TEKCTI BOKAJIBHOTO
LUKy HEMae 3rajioK aHi mpo Oyab-sike HapOPKEHHS, aHi Mpo He-
MOBJISIT. 32 CBOIM 3MICTOM BipIIi MEpeAaloTh HACOIOAY TOUYYTTiB,
BpaKeHHs BiJ KIHOUYOi KpacH, YyTTEBOCTI 1 Marii KOXaHHSI.

Mysuka P. Tepxapia Takok HaliMEHIIE aCOLIIETLCS i3 CBITOM
JUTUHCTBA. Hamucana B Mi3HROPOMaHTHYHOMY CTHII (i3 BUKOpHC-
TaHHSIM Ma)KOpPO-MiHOPY Ta PSICHOI ajbTepallii), BOHa penpe3eHTye
KOMIIO3UTOPA, KUK Mparfe po3LMIMPHUTH CBOI MY3WYHI FOPU3OHTH.
Besnepeuno, y Tol yac BiH IIyKaB y Cy4acHid HOMy My3HIl aiib-
TepHATUBU (HOIBKIOPUCTUIHUM HACTAHOBaM, SIKi IPOMAaryBaB HOro
Buntens @. [legpens. ABTop cydacHoi MOHOTrpadii mpo KOMIO3UTO-
pa Jlx. Xomc mumie: «[licHi HpOro NMKITy XapaKkTepH3yIOThCs SICKpa-
BUM 1 IPUCTPACHUM JIPUYHUM [TOPUBOM, IO BHUSIBIISIETHCS HE JINIIC
B HOr0 po3J0THUX BOKAJTBHHUX MEJOJisX, aje i y rapMoHiuHOMY Oa-
raTcTBI Ta TEHJCHIII 10 MIMUPOKOTO 3aCTOCYBAHHS XPOMAaTH3MIiB»’.
Cin 3ayBasKUTH, 110 LeH BOKAJIBHUHM LUK OyB HATSIKOM Ha MOJalb-
i TBOpuYi TOIIyKH, y pe3ynbrari sikux P. [epxapi, nmoBepHyBIIHCH
1o bapcenonn y 1928 poui micnst naBuanus y A. Lllenbepra, cras
BiIBEPTHM MPOTHBHUKOM KOHCEPBAaTUBHUX IOMIS/IIB Ta COpPaTHU-
KOM MPOBOKALIHHUX JisviB aBanrapay (Hampuknaza, C. [dami).

[ToBeprarounck A0 Ha3BH LUKITY, 3BEPHEMOCS 10 TIyMadeHb 3i
CJIOBHUKIB, JIe 3HAXOIUMO, 1110 infanta (KopiHb cnosa ! infantament) —
KpiM YCBOTO 1HIIOTO — € e TUTYJIOM npuHiecH B Icnawnii Ta [Top-
Tyrami. Mox/uBo, caMe Iel NUISXETHHI CTaTyC Majld Ha yBasi
Xoce Mapis Jlonec-Iliko Ta PoGepr [epxapn, amke y 30ipHUKY Ka-
30K «Tucsua 1 omna Hiuy Illaxpasaga Oyna moHBKOIO Bi3upa i, Ha-
MeBHE, MOTJIa OyTH FOHOIO MIPUHIIECO0. Y TIepeKIIa/ii 3 KaTaIOHCHKOT
MOBHU meravellos — 4apiBHUH, TPEKpaCHUH, TUBOBMKHUH, UyTOBHH.
I Xoua mi croBa IOCTAaTHRO CXOXKi 3a 3HAUCHHSM, aje KOKHE 3 HUX
Mae BIIaCHUI CEeMaHTHYHUH BiATIHOK. ['apMOHiYHA MOBa BOKAJILHOTO

»Perry, M. E. Un catala mundial”: catalan nationalism and the early works
of Roberto Gerhard : dissertation. University of Kansas, 2013. P. 89.

3 Homs J. Robert Gerhard and his Music. THE ANGLO-CATALAN
SOCIETY. Sheffield, 2000. P. 22. URL: https://www.anglo-catalan.org/
downloads/acsop-monographs/issuel 1.pdf.
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LUKITY 1 CIIOBHEHI XpOMaTH3MiB BOKaJIbHI MENOJi] BiATBOPIOIOTH 00-
pa3 4oroch XBUIIIOIOUOTO Ta BogHOUYAc MariuHoro. Tomy 3 11i€i rpymnu
CHHOHIMIB Hai0inblIe macye emiteT «4apiBHa». OCKUIBKHA My3HKa
aKIEHTYE caMe LIeH acTieKT ’KiHOY0oTo 00pasy, Ha Hally AyMKY, Bpaxo-
BYIOUH 1 3MICT, i My3UYHE POUUTAHHS, B yKPAITHOMOBHOMY KOHTEKCT1
Ha3By LUKy CiiJ nepexnacty sk «Yapu npunuecu Laxpaszammy.

Anastasiia Bazdyrieva
undegraduate program student in musicology
at Kharkiv 1. P. Kotlyarevsky National University of Arts
ORCID 0009-0003-2288-453X

«INFANTAMENT MERAVELLOS DE SCHAHRAZADA»:
IN SEARCH OF FOREIGN LANGUAGE EQUIVALENTS
OF MUSIC TITLES

Keywords: vocal cycle, music of the early twentieth century

The introduction to music begins with the title of the piece of-
fered by the composer. The title often conveys the general mood,
creating certain expectations for the listener and indicating the na-
ture of the music. It is not always possible to avoid discrepancies in
understanding the meaning of what is put on the title page in a literal
translation into another language. As a result, there are «discrepan-
cies» that not only disorient the public but also confuse the idea of
the creative heritage of a particular composer. Therefore, it is impor-
tant to have a unified translation option that would be consistent not
only lexically but also semantically with the meaning of the poetic
text and its musical embodiment.

Let’s try to demonstrate this by searching for the Ukrainian
equivalent of the title of Robert Gerhard’s (1896-1970) vocal cycle
L’infantament meravellés de Schahrazada (Op. 1)*!. The young com-
poser partially borrowed it from a collection of poems by the Catalan
poet José Maria Lopez-Pico (1886-1959), which was published in
1916 in the journal La Revista under the title «L infantament merav-

S Gerhard R. L'infantament meravellos de Schahrazada. 12 melodies per a
cant i piano. TRITO. Barcelona, 2004.
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ellos de Schahrazada. Interpretacions dels poemes de «Les mil i
una nitsy». In his cycle, which includes twelve mélodies, Gerhard
used early versions of the poet’s texts, which sometimes do not quite
correspond to their versions in later editions. The composer himself
made a tape recording of himself reciting all the poems in the cycle®.
In Catalan, «L’infantament meravellos de Schahrazaday liter-
ally translates as «The wonderful (or beautiful) childhood of Shah-
razada» or «The wonderful baby of Shahrazada». There is also
an English translation of «The wonderful birth of Sheherezade».
However, the text of the vocal cycle does not mention any birth or
infants. In their content, the poems convey the sweetness of feelings,
impressions of female beauty, sensuality and the magic of love.
Gerhard’s music is also the least associated with the world of
childhood. Composed in the late Romantic style (using the major-
minor key and abundant alteration), it represents a composer who
seeks to expand his musical horizons. Undoubtedly, at that time he
was looking for alternatives in contemporary music to the folklor-
istic guidelines promoted by his teacher F. Pedrel. The author of a
contemporary monograph on the composer, J. Homs, writes: «The
songs of this cycle are characterised by a vivid and passionate lyrical
impulse, which is manifested not only in his extensive vocal melo-
dies, but also in his harmonic richness and tendency to make exten-
sive use of chromaticism»*. It should be noted that this vocal cycle
was a hint of further creative pursuits, as a result of which R. Ger-
hard, returning to Barcelona in 1928 after studying with A. Schoen-

32 A copy of this recording is in the National Sound Archive of the British
Library in London. It is known that Gerhard moved to the UK after the
Spanish Civil War. It can be assumed that the purpose of this recording is to
provide foreign performers with a sample of Catalan pronunciation, without
which it is impossible to reproduce the organic unity of the poetic word and
vocal line implied by the mélodie genre. FFor more details about this genre,
see: V. Nechepurenko. Melodie and the French salon culture of the second
half of the nineteenth century (on the specifics of genre communication) // Kyiv
Musicology. Issue 51. C. 158 — 166. Electronic resource: https://glieracademy.
org/wp-content/uploads/2019/05/51-15- Nechepurenko.pdf ]

3 Perry M. E. "Un catala mundial": Catalan nationalism and the early
works of Roberto Gerhard: a dissertation. University of Kansas, 2013. P.8§9
3 Homs J. Robert Gerhard and his Music. THE ANGLO-CATALAN
SOCIETY. Sheffield, 2000. P.22 Electronic resource: https://www.anglo-
catalan.org/downloads/acsop-monographs/issuel 1.pdf


http://www.anglo-catalan.org/downloads/acsop-monographs/issue11.pdf
http://www.anglo-catalan.org/downloads/acsop-monographs/issue11.pdf

Mysuuna i meampanvha icmopia: nodii, paxmu, KomeHmapi

berg, became an outspoken opponent of conservative views and an
ally of provocative avant-garde figures (for example, S. Dali).

Returning to the title of the cycle, let’s turn to the diction-
ary definitions, where we find that infanta (the root of the word
I’infantament) is, among other things, a princess title in Spain and
Portugal. Perhaps it is this noble status that Jos¢ Maria Lopez-Pico
and Robert Gerhard had in mind, because in the collection of fairy
tales The Thousand and One Nights, Shahrazada was the daughter
of a vizier and could probably have been a young princess. Trans-
lated from Catalan, meravellos means charming, beautiful, amaz-
ing, wonderful. Although these words are quite similar in meaning,
each of them has its own semantic connotation. The harmonious
language of the vocal cycle and the vocal melodies full of chro-
maticism recreate the image of something exciting and at the same
time magical. That is why the epithet «enchanting» is the most
suitable among this group of synonyms. And given that the music
accentuates this aspect of the female image, I believe that, based
on both the content and the musical interpretation, the title of the
cycle should be translated into Ukrainian as «The Magic of Prin-
cess Shahrazaday.

11l Yeprawuncoki yumanms

PAKT Y PYCI
FACT IN MOTION

Il]emuncokuii Onexcanop Cmenanoeuy
KOMNO3UMOP, CMapuiuti 6UKIaoay kapeopu komnosuyii
ma incmpymenmysants XapKiecbKo20 HAYiOHANbHO20
yuisepcumemy mucmeyme imeni 1. I1. Komnsapegcvkozo
ORCID: 0000-0001-9576-1061

KOMIIOHYBAHHA AK «CPOJHA IIPALIA»

Knrouosi cnosa: ['pucopiii Ckoeopoda, cpoona npaysi, KOMno3su-
MopCbKa Meopicmy, npupooa, Wacmsl.

BHyTpimHiii cTaH KOMIIO3UTOpa, IO BIIOBHI peaji3yBaB CBOI
TBOPYI MOXJIMBOCTI, MOJKHA 3pPO3YMITH 3a JONOMOTOIO iziei «cpop-
HOI mpani», mo copmynboBana B gianosi I. CkoBopoan «Pasrosop,
HasbiBaeMblil Angasurt, win byksaps Mupa» (auB.: [1, c. 645-728]).
VYuacHUKH Jianiory B ApY;KHil Oecii 00roBOprOIOTH 1110 €10 1 mepe-
KOHYIOTH 1HIIMX CIHiBOCCITHHUKIB y TOMY, IO CaME «CPOJHA IMparsh»
BeJie JIIOIMHY JI0 IAacTs. [aeThes mpo Taky mparlto, sika BiJmmoBigae
MIPUPOJIL JIFOMHM 1 Ti 3710HOCTSIM, TOOTO THUM SIKOCTSIM, SIKi, Ha JTyMKY
CkoBOpO/IH, 3aKJIaJICHI B JIFOJMHI BiJl HAPO/PKEHHS. MOXKIIMBY CXHJTh-
HiCTb 10 371a CKOBOpO/Ia BIIKU/IA€ BKE Ha 1o4atky jianory: «Mos pbu
©IMHCTBEHHO TOYTIO KACACTCS 10 YeIOBBKOIIOOHBIX yIIL, IO YECTHBIX
3BaHiii 1 10 O:1ar0CIOBEHHBIX MPOMBICTA POIOB...» [1, ¢. 651].

Un MOXHa 1Iel BUCHOBOK PO3IIUPUTH 1 CTBEPAMTH, LIO A0 BH-
JaTHOTO TBOPHYOTO pe3yJbTary BeAyTh JIUILE Ti 3aJaTKH, sIKi, 3a CJI0-
BamMu CKOBOPOJH, Y3TOIKYIOTbCS 3 BOXKHM 1 1F0ACEKUM 3aKOHOM? Y
peasbHOMY JKUTTI BUIATHUX MUTIIB TPATUISUIOCS Pi3HE, YacOM BOHU
BUIVIAJAIIM AJIEKO HE TIpaBeJHIUKAMH — HILIO JIIOIChKE HE OyJ0 iM
yye. HaBpsi ui TeMHI CTOPOHU AyIli MUTIIB HE BIUTMBAJIN Ha IXHIO
TBOPYICTb, aJIXKE MICUXIKA JIFOJUHU CTAHOBHUTH I[UTICHICT, Y SKill BCE
BILIMBA€E HA BCE. 3BICHO, CHJIA X YIUIUBIB Pi3Ha, 3aJIC)KHO Bijl 0CO-
OMCTICHOT YyTJIMBOCTH JIIOAMHHU, CTaHy MHUCTENTBA, 3BHYAiB, COL-
JIBHUX HOPM, JyXY Yacy Ta iHIIMX 00cTaBuH. [1MOTETHYHO MOXKHA
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MPUITYCTHUTH, 110 TEMHE HE CIPOMOXKHE CTaTU BU3HAYAJIbHUM YUH-
HUKOM Yy TBOpUYOMY akTi. L[5 Te3a moTpedye oKkpeMoro 1ociiIKeHHs,
ajie OYEBUIHUM € T€, UI0 He ICHY€ MpPAMOi 3aleKHOCTH MiX OCO-
OMCTHMU SKOCTSIMH MUTLS 1 Horo TBopuicTio. Ha *ainb, MucTenpke
JOCATHEHHSI HE JOPIBHIOE CTaHy TyXOBHOI'O MPOCBITICHHS MUTLS.
Byno 6 nepeOinbLUIeHHM CTBEpPIKYBaTH, IO JOCKOHAJIA TBOPYICTh
i MopaJlbHa MOTBOPHICTh — peyi HecyMicHi. [lutanHs B iHIIOMY:
mo came i gk came BuBae? OTke, ZOCHIKYyBaTH BapTo HE camMy
MOXKJIMBICTb TIOETHAHHS IIUX «CYOCTaHIii», a Te, B sIKUH crocio i 3a
PaxyHOK 4Oro BOHHM 3aJIeXKaTh OJlHA BiJl OHOI.

SIKoro x € «cpozaHa mparsy Komnosuropa? KpiM criopigaeHocti
3 IPUPOAHUMH 33aJaTKaMH MUTILA 1 3 CycninbHUM Onarom, CKoBOpoO-
Jla BKa3y€e Ha BXKJIMBICTb OCOOMCTOTO 3a/I0BOJICHHS BiJ| Mpalli 1 Ha-
BITh Y3QJIEXKHIOE CIIaBy BiJ IIbOTO 3a70BOJICHHS. « HUKTO He MoXHET
TBEPAOH ClaBbl OT KOero-nubo XydoKecTBa, €CIU OKOJIIO OHAro
TPYAMTHCS HE MOYTET 3a claadaiiliee, caMylo CliaBy MPEeBOCXO.s-
miee yBeceneHie» [1, c. 664]. 3 bOro HaMPOIIY€ETHCS BUCHOBOK, 1110
«CpOfiHa TIpaus» KOMIIO3MTOpPA, KO O BaKKOIO 1 BUCHAXKIIUBOIO
BOHa He Oyna, — Iie TpoLecC pagiCHUN, HECYMICHUM 3 BIIUyTTSIM
OOTSKIIMBOTO OOOB’SI3KY, L0 HOTO XOYEThCs SIKHAWIIBHIIIE IO-
30yTHcs. YiTke po3yMiHHS abo mpuHaiiMHI HeBepOasi3oBaHE Bil-
YyTTSl CEHCY KOMIIO3UTOPCHKOI mpari — 00OB’sI3KOBa yMOBa TOTO,
1060 nmpupoaHa noTpeda TBOPUOCTH MEPEPOCia y «CPOIHY MPALO»
1 mpUBena 10 MACTS.

CkoBOpoJa BKa3y€e OCHOBHMH 3aci0 AJIsl AOCSATHEHHS «CPOTHOC-
TH», TOOTO cIOpiAHEHOCTH 3 Npupoaoto i boxxumu 3akonamu. Lle
Hi3HaHHS MPUPOJIHM 1 CBOTO €cTBa. «IIpupdna ecth nepBoHaYaIbHAS
Bcemy llpuunna n camonBmxkymascs [pyxina» [1, c¢. 651]. Ilpu-
pony dimocod po3ymie i Ik HABKOJIUIIHIH CBIT, 1 K T€, 110 HAIUISE
JONUHY 11 BIACTUBOCTSAMHU, 1 cami IIi BIACTUBOCTI. BHCHOBOK st
KOMIIO3UTOPA: MPOSIB CBOIX TBOPUYMX MOXKIIMBOCTEH MOTpedye, KpiM
3aHYpPEHHS B KYyJbTYPY, YBOXKHOTO BHUBUCHHS CBOTO €CTBA 1 3HAXO-
JOKEHHSI CBOTO MiCLsl B LIl KYJIBTYpi, Y3TOJPKEHHS 3 HEIO CBOTX MOXK-
JUBOCTEH 1 CXUIIbHOCTEH. BiICyTHICTh TaKOi Y3rO/PKEHOCTH BEJIE J10
HeIacTsl.
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KinuiBka nianory CKOBOPOIH MICTUTB JEIIO HEOUiKyBaHY, ajie LiiJl-
KOM CIJIYIIIHY TOpajty: He 3HAWIIOBIIH B COO1 BiIMOBITHOI CXHJIBHOCTH,
BapTO BiJIMOBISATHCS Bif cripaBu. «He peBHYit 0 TOM, 4TO HE JAHHO OT
bora. <...> Ame ne poxnéen? He cyiics B Hayky. <...> Xou 11 ObITh
mracniB? Byab ceiT B cBoéH JIomby [1, ¢. 696]. A ®xke micis crosa
«Korémy dinocod posnosinae, sik miz ymmBoM itoro Gariku («Kazkim»)
Ha L0 3K TaKK TeMy OLIropoacekuii i obosHebkuit enuckorn «loacad
Murtkésuy, 60mbie 40 OTpOKOB u FOmHom cBOOOAWII OT YUMIIUII{HATO
Ura Bo [Tyts [Tpupone! ux, pesuys Yenopbkomroobito, He Tiiecnaito»
[1, c. 697]. CroroaHi aKTyalbHICTh 1 CIyIIHICTH TIopagu CKoBOponu
He MEHIa, HK [IBa 3 TOJIOBUHOIO CTONITTS ToMy. He MeHina i Heno-
CSDKHICTB i71ealty, 10 SIKOTO BiH 3aKJIMKaB. Y TIM 3aBIaHHs (igocoda —
yKazaTH IUIX 10 IACTA, 8 He IPUCHITYBATH 10 HHOTO. 3BUTbHEHHS Bij
HECBOOOM BiIOYBaeThCs (200 He BiOyBa€ThCs) 3aBK/IN ITO-Pi3HOMY.

CITMCOK BUKOPUCTAHUX JIKEPEJI
1. CroBopona I. PasroBop, Ha3zpiBaemblii Andasut, wim BykBapb
Miipa. [losna axademiuna 30ipka meopis/ 3a pen. npod. JI. Yika-
nosa. Xapkis: Maiinan, 2010. 1400 c.
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COMPOSITION AS «KINDRED WORK)»

Keywords: Hryhoriy Skovoroda, congenial work, composer’s
creativity, nature, happiness.

The inner state of a composer who has fully realised his creative
potential can be understood with the help of the idea of «congenial
work» formulated in H. Skovoroda’s dialogue «A Conversation Called
the Alphabet, or the Alphabet of the World» (see: [ 1, p. 645—728]). The
participants of the dialogue discuss this idea in a friendly conversation
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and convince the other interlocutors that there is «congenial work»
that leads a person to happiness. They are talking about the kind of
work that corresponds to human nature and abilities, i.e. the qualities
that, according to Skovoroda, are inherent in humans from birth. At the
very beginning of the dialogue Skovoroda rejects to discuss the case of
the inclination to evil: «My speech is only about human-loving souls,
about honest appeals and about blessed kinds of business...» [1, 651].

Can this conclusion be expanded to state that only those incli-
nations that, according to Skovoroda, are in line with God’s and
human law lead to an outstanding creative result? In the real life of
outstanding artists, different things happened, and sometimes these
artists acted being far from righteousness, as nothing human was
alien to them. It is unlikely that the dark sides of the artists’ souls did
not influence their creativity, because the human psyche is a unity in
which everything influences everything.

Of course, the strength of these influences varies, depending on the
person’s personal sensitivity, the state of the art, customs, social norms,
the spirit of the times, and other circumstances. Hypothetically, we can
assume that the dark cannot become a determining factor in their cre-
ative act. This thesis requires a separate investigation, but it is obvious
that there is no direct correlation between the personal qualities of an
artist and his or her work. Unfortunately, an artistic achievement does
not equal to a state of spiritual enlightenment. It would be an exag-
geration to say that perfect creativity and moral ugliness are incompat-
ible. The question is: what exactly influences them and how. Thus, we
should investigate not the possibility of combining these «substances»
but the way in which and due to what they depend on each other.

What is a composer’s «congenial work»? In addition to its affin-
ity with the artist’s natural inclinations and the public good, Skovo-
roda points out the importance of personal satisfaction in work and
even makes fame dependent on this satisfaction. «No one will reap
lasting fame from any Art, if he does not consider working around
it to be the sweetest, most fame-surpassing pleasure» [1, 664]. This
suggests that the composer’s «congenial work», no matter how dif-
ficult and exhausting, is a joyful process, incompatible with a feel-
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ing of burdensome duty that one wants to get rid of as soon as
possible. A clear understanding or at least a non-verbalised sense of
the meaning of composing is a prerequisite for the natural need of
creation to turn into «congenial work» and lead to happiness.

Skovoroda indicates the main means of achieving «congeniality»
with nature and God’s laws. This is the understanding of nature and
one’s own being. «Nature is the original Cause of everything and
the self-moving Spring» [1, 651]. The philosopher treats nature as
the world around us, as well as something that gives a person his or
her properties, and as these properties themselves. The conclusion
for the composer is that the manifestation of one’s creative abilities
requires, in addition to being emmersed into culture, a careful study
of one’s own nature and finding one’s position in this culture. The
next step is harmonising one’s abilities and inclinations with culture.
The absence of such coherence leads to unhappiness. The ending of
Skovoroda’s dialogue contains a somewhat unexpected but quite rea-
sonable advice: if you do not find the appropriate inclination in your-
self, you should give up your business. «Do not be jealous of what is
not given from God. <...>Haven’t you been born for it? Do not strive
for science. <...> Do you want to be happy? Be satisfied in your own
destiny» [1, 696]. And after the word «The End», the philosopher
tells a story about the Bishop of Bilhorod and Oboyan Joasaph Mit-
kevych who, being influenced by the fable («Tales») on this topic,
«freed more than 40 boys from the School Yoke to the Way of Nature,
following Humanity and not Vanity» [1, 697]. Today, the relevance
and appropriateness of Skovoroda’s advice is no less than two and a
half centuries ago. The unattainability of the ideal he called for is no
less, too. However, the task of the philosopher is to show the way to
happiness but not to force to strive for it. Liberation from unfreedom
always happens (or does not happen) in different ways.

REFERENCE
1. Skovoroda H. A conversation called the Alphabet, or the Alpha-
bet of the World. The complete academic collection of works. Edited
by prof. Leonid Ushkalov. Kharkiv: Maidan, 2010. 1400 p.
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«LACRIMOSA» I «BOEHHE TPIO 2022)» OJIEKCAH/[PA
INETHHCHKOI'O: IOCBIT MY3HKO3HABYOI PE®JIEKCII

Kniouoegi cnosa: Lacrimosa, mpio, meopuicme O. Il]emuncoro-
20, meKkcm nam simi.

JIyxOBHI ~ KpW3W  aKTHBI3YIOTh JyXOBHE  OyJiBHHIITBO...
«Lacrimosa» ans mectu iHcTpyMeHTIB i «Boenne tpio 2022» Onek-
canzpa [llernHChKOTO CTBOPEHI B MEpIli THXKHI TTOBHOMACIITAOHOT
pocilickko-yKpaiHchKoi BiiiHH. Hemae cyMHIBIB, 1110 TBOpH, HamKca-
Hi «TYT 1 3apa3», y CHTyallil JyXOBHOI KpU3H, CIIPHYMHEHOI BIIHOIO,
€ IOKyMEHTaMH €IIOXH, TEKCTaMH CBITUCHHS 1 TaM’sITi.

JlyxoBHHMIA OCBI MUTIIS 00’ ekTHBOBaHM y «Lacrimosay i «Bo-
erHomy Tpio 2022» B pi3Huii cnoci®. Y mepuiomy TBOpi (QYHKIIO
MPOrpamMyBaJIbHOTO KOy BHUKOHYE MOJIMTBA, BU3HAYAIOUM OpraHi-
3alliF0 KOMITO3UIIi] 110 TOPU3OHTAJII Ta BEPTHKAJIl HA OCHOBI JiaJiory
IHIMBITyalbHOTO ¥ 3aralibHOTO, 00’€KTHBHOTO ¥ OCOOHCTICHOTO.
«Lacrimosay» — TBip, HalKCaHU# 17151 T000s1, BAJITOPHU, JBOX TPOMOO-
HiB, ckpunkH i oprana. O. llleTuHchkuil ceMaHTHYHO AU(EPEHITIIOE
TeMOpH, HA/ILJISIE X TIEBHOO (IIPOTE B JICSIKMX BHUIAIKAX HECTIHKOIO)
poio B miano3i. Tak, ToOOH 1 CKpHUIIKa CTalOTh TOJIOCAMH 1H BTy~
aJIbHUMHU 1 TpenieTHuMH. [000#, OIHaK, MOXKE JTOJYYUTUCS J0 THIIOT
TpYIH, TPEACTABICHOI MITHIMH TyXOBUMH (BaJTOpPHA Ta J[Ba TPOM-
OOHM), 1110 PENPE3CHTYE HaT0COOUCTICHE Havdano. DyHKIlis opraHa
TeX aMOIBaJIeHTHA: Ha MOYATKy TBOPY BiH € (yHAaMEeHTOM aHcamO-
JIF0, TPAKTYEThCS K BIJICTOPOHEHA «TPETS Chiia». AJie MOCTYIOBO
OpraH NepeTBOPIOETHCS HA TOJIOC, SIKOMY JIOPYYAETHCSI MEIIOJIs 3 ejle-
MEHTaMHM CTHITI3ali] yKpaTHChKOT HApOAHOT MICHI, IO € KyJIbMiHAIIif0
BCHOTO TBOPY, MOMEHTOM KaTapCHYHOTO TPOCBITICHHS. TakuM 4u-
HOM, 110 BEPTHKaI (aKTypH MOCTIHHO NPUCYTHI TPY CMHCIIOBI HIApH,
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siki a0o 1o 4yep3i OepyTh Ha cede iHIliaTUBY y BUCIOBIIOBaHHI, 200
BCTYNAIOTh B aKTHBHUI HaNpY)KEHHUH [Tiasior, SKUi Bese 10 TpariyHoi
KyJIbMiHaLii-BUOYXy, € OpraH 3asBIsi€ PO cede SIK COMbHUH 1HCTPY-
MEHT, TIOTIM — 10 THXOi KyJbMiHaLii-MIPOCBITICHHS, A€ B OpraHa
3BYUYHMTh MEJOJISI B IyCl YKpaiHCHKOI HAPOJHOT MTiCHI.

VY TBOpI peanizyloThcsl TeXHIUHI W XyAOXKHI1 i7el, akTyanbHi Jis
tBOpuocTi O. lleTnHcrKoro B winomy. Lle pobota 31 3BykoM sIK oxu-
HUIICIO 3ByKOMaTepii, iHTepec 10 TeMOpY, BUTBOPEHHS 3ByKoMaTepil
pi3HOi KoH}irypaii, BUOY10ByBaHHS OCOOIMBOrO 4Yacy Ta MpOCTO-
py. Cepen 0coOMMBUX MPUUOMIB CIIiJi HA3BaTH CTEPEO3BydYaHHs. B
ABTOPCHKUX KOMEHTApsX 70 TBOPY MICTHTBCS CXeMa PO3TalllyBaHHs
MY3HUKaHTIB Ha CIIeHi, mepe0auyeHo pyx My3UKaHTiB (BaJITOpHICTA i
TPOMOOHICTIB) 3a KyJIiCH MiJ Yac rpu, CTBOPEHHS e(heKTy 3ByUaHHs
3a 3aUMHEHUMH U BiTYMHEHUMH JABEpHUMA.

VY TBOpi CHMBOJIIYHO 3aCTOCOBAHO NPHIOM IOBTOPY Ha Pi3HUX
PIBHSIX — BiJ 3BYKY O MakpOpPiBHSI KOMIIO3MLII (IO BUSIBISETHCS
B TOYHMX / BapiaHTHHX MOBTOpax (haKTypHUX, 3BYKOBHCOTHHUX inei
1 TeMaTUYHHUX €JIEMEHTIB). Y KOMEHTapi KOMIIO3UTOp 3ayBaxkye: «ba-
raToKpaTHi MOBTOPH OJIHi€T HOTH € HACKPI3HUM MpUOMOM y TBOpi. Ix
3aBKIM CITiJl TPAKTYBATH SIK YaCTUHY (pas3u, Haue BUpa3HE PeUnTaTHB-
HE MPOMOBJISHHSI IPUXOBAHOTO TEKCTY, 13 BIAMOBIAHUM PO3MOIIIOM
«CMHCIIOBHX» aKIECHTIB 1 JUHAMIYHUX Ta aPTUKY/SILIHHNX KOJIMBAHb)
[2]. Came B TakoMy 3HaU€HHI — THXOTO MPOMOBJISIHHS — TIOCTa-
I0Th TYJbCYIOU1 TOBTOPEHHSI 3BYKIiB y MapTil CKPUIIKK SIK peakiii Ha
«cTpartHi» glissandi (crio4aTKy KOpOTKi, MOTIM JIOBI'1) B APTisiX IBOX
TPOMOOHIB, KOTPi BUKJIMKAIOTh acoliallii 3 MpUIIyLIEHUM PEBOM CH-
peH noBiTpsHOT TpuBOrK. OCTUHATHICTH HA PI3HUX MaclITaOHUX PiB-
HSIX QOpMYE 3aCTUIIHNH, 3aBMEPINI Yac, pUTAMaHHUN PUTYyaITy.

Komnosuuiiine pimenns «Boennoro Tpio 2022» anst ckpwil-
Kd, TpyOu Ta ¢opreniano iHme. Lle TpryacTHHHMIA LUK, A€ Tepiua
YacTHHA — HaNpy)KeHa, eKCIPECHBHA, JApyra — PyXJHBE, FOCTpe
CKepLoO, TpeTd — 30Cepe/keHa, TpariyHa. [Hakma W KOHLEemis
Tpio: TBip mo30aBiIeHUI KaTapCUYHOTO MPOCBITICHHS, THXa KOJa B
11 wacTuHi — 1e po3ry0OieHa peakilis Ha MOTYXHY KyJbMiHAIilo Ta
JKOPCTKY 3a 3BYYaHHSIM MOCTKYJIbMiHALHY (asy. Y Tpio BiacyTHe
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PO3IOAITICHHS CTIMKUX CeMAaHTHYHUX (QyHKUIH Mk TemOpamu. [ia-
JIOT PO3TOpTAEThCA MIBUALIEC HE MK TeMOpaMH, a MK TeMaMu, sKi
BUIBHO TepeAaroThes Bl TeMOpy A0 TeMOpy B | wacTuHi, 3a3HaIOTh
BapiaHTHHUX 3MiH, IOPOPKYIOTh HOBI TEMaTHU4Hi eNeMEHTH YH IPo-
TUCTaBISIIOTECS 10 BepTkaii B Il wactuni. Takum yuHOM, CMHUCTIO-
BO KOHTPACTHI TEMU ¥ TEeMaTW4Hi €JIEMEHTH MOXYTb PO3TOPTATUCS
B TMOCJIJOBHOCTI, & MOXXYTh 1 KOHTPAIlyHKTYBaTH, YTBOPIOIOYH JIBa
(aKTypHHX CMHCIIOBHX IIAapH, SIK, HAPHUKJIA, Ha MovYaTky | yacTu-
HU (JIOBT1 3BYKH y CKPHUIIKH 1 TpyOH Ta KOpOTKi (irypu y ¢opremia-
HO); y III yacTuni (akopaoBa cyBopa Tema y ¢opremiaHo, y Aianosi
3 SIKOIO 3BYYaTb €KCIPECHBHI TparidHi MOHOJIOTY CKPHITKH 1 TpyOH).
[IpoTe npuHIMIT ABO-a00 TPUIIAPOBOI CMUCIIOBOI OpraHizallii JTi€ Jiu-
1Ie B MeXax OKpeMoro po3ainy abo po3aini GopMH, Ha BiMIHY Bij
«Lacrimosay, e HassBHICTh TPHOX CMUCJIOBUX LIAPiB YTBOPIOE IPUXO-
BaHUH crokeTHHH cTprokeHb. Tomy B I 1 Il wactunax Tpio 3aranbHuit
NPUHLUT B3a€MOJIIT Mi’K CMUCIIOBUMH (PaKTYypHUMH IIApaMH MOKHA
BU3HAYUTH SIK [TOCTIIOBHE 37MTTA / po3mapyBaHus (I yactuna) abo
posuapyBansst / 3nutTst (111 wactuna). V 1l yactuni iHCTpyMeHTH Ji-
I0Th CITITBHO, KOMOIHATOPHO MEPEILTITAI0YHUCh Y BUXOPI CKEPIIO.

VY Tpio KOMIIO3UTOP TaK caMo, 5K 1 B IHIIMX TBOPAX, MPALIOE 3i
3BYKOM, TeMOpOM, 3BYKOMAaTepi€ro, IPOCTOPOM. 3aCTOCOBY€ IMPHH-
LIUIT TIOBTOPY 3BYKIB, i3 SIKOTO MOCTAaOTh CEMAHTUYHO Pi3HI TEMH
1 TEeMaTH4YHI eIeMEHTH — BCIYXOBYBaHHS, peUnTallii, iMIepaTuBH,
curHanu. [loBTop TeM Ha OB BUCOKOMY KOMITO3ULIHHOMY DiBHI
i3 3aCTOCYBaHHSM iHTEPBaJbHOI Ta PUTMIYHOI BapiaHTHOCTI, a Ta-
KOX [Iisl B MEKaX BUIBHOT aTOHAJIBHOCTI B TPHOX YaCTUHAX YTBOPIO-
FOTh MIITHHI KOHCTPYKT KOMITO3HIII.

VY 3B’a3Ky i3 BoeHHUMH TBOpaMu O. LLleTHHCHKOTO BUCIOBHMO
taki mipkyBaunst. [.-I. Tagamep y crarti « MuCTENTBO ¥ HACITiTyBaH-
Hs», HanMcaHii ime 1967 poky, mopyuIye IUTaHHS: YU HE Y BCAKOMY
MUCTEITBI MU TIEPEKHBAEMO JOCBIJ jany? | mae Taky BiJmOBiJb:
y TBOpax MHCTELTBAa MH CTHKA€MOCS 3 JYXOBHOIO €HEPri€lo Jaury.
«XyHoKHIH TBip CTOITh MOCEPEA 3BUYHOTO i OIM3BKOTO CBITY, IKUH
HUHI pO3MaAaeThes, SIK 3aropyka Jiaay, i, MOXKIUBO, BCl cuin 30e-
PEKEHHS 1 MATpUMYBaHHSI, AKi HECYTh Ha c0o01 JIOACHKY KYIBTYPY,
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IPYHTYIOTHCS Ha TOMY, 11O SIK B3ipelb SIBJISETHCS HAM y TIpalli MATLS
W y AOCBiAl MHUTIS: MU 3HOBY i 3HOBY MPHBOAMUMO JI0 JIaay Te, L0
IUIs Hac po3nagaerses» [1, c. 27].

«Lacrimosa» 1 «Boenne tpio 2022» O. IlletnHcbkoro € ocMuc-
JICHHSIM TOAII{ MEepPIIMX THXKHIB MOBHOMACIITAOHOI pOCIHCHKO-YKpa-
{HCHKOI BilfHH, TEKCTaMH MaM’sTi, y SKHX 3aK0JOBaHa iH(popMaris
TPaBMaTUYHOTO CHOTOJICHHS, aKTyaJlbHa HE TINBKH B YKPaiHCHKOMY,
a TaKOXK y €BPONEHCHKOMY Ta CBITOBOMY KYJIBTYPHHUX IPOCTOPAx SIK
CBiUEHHSI OOPOTHOM «CBITIA ¥ JIONSHOCTI» 3 «TEMPSIBOIO Ta Bap-
BapcTBOMY. LIi TBOpH, YTiNIOIOYH CBOEI0 KOMIIO3HULIIHHOIO OpraHiza-
LI€I0 €CTEeTUYHI TPUHLIUIIN TAPMOHI{ Ta KpacH, € BUSIBOM «IyXOBHOT
eHeprii Jaxy», 3AaTHOT JA0JaTh AECTPYKLil0 KPH30BOi cuTyamii Ta
peasizoByBaTH €10 IPOILYKTUBHOTO TBOPUOTO JKUTTS.

CIIMCOK BUKOPUCTAHUX JUKEPEJI
1. Tamamep, I'-I. (2001). Mucrenrso i Hacixysanns. Y ku.: [agamep, I'-I.
I'epmeneBtrka i noetrka. Bubpani TBopw, c. 16-27. Kuis: FOHiBepc.
2. leruncekuii, O. (2022). Lacrimosa juist ro00si, BAITOPHH, JABOX
TPOMOOHIB, CKPHITKH i opraHa. (Pykomuc). 36epiraeTbest B 0coOMCTO-
My apXiBi KOMIIO3UTOPA.
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«LACRIMOSA» AND «MILITARY TRIO 2022»
BY OLEKSANDR SHCHETYNSKY: THE EXPERIENCE
OF MUSICOLOGICAL REFLECTION

Keywords: Lacrimosa, trio, work of O. Shchetynsky, memory text.
Spiritual crises activate spiritual construction... «Lacrimosa» for
six instruments and «Military Trio 2022» by Oleksandr Shchetyn-
sky were created in the first weeks of the full-scale Russian-Ukrai-
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nian war. There is no doubt that works written «here and now», in a
situation of spiritual crisis caused by war, are documents of the era,
texts of testimony and memory.

The spiritual experience of the artist is objectified in «Lacrimo-
sa» and «Military Trio 2022» in different ways. In the first work, the
function of the programming code is performed by a prayer, deter-
mining the horizontal and vertical organization of the composition
based on the dialogue between the individual and the general, the
objective and the personal.

«Lacrimosa» is a piece written for oboe, horn, two trombones,
violin and organ. O. Shchetynsky semantically differentiates tim-
bres, assigns them a specific (but in some cases unstable) role in the
dialogue. Oboe and violin become individual and reverent voices.
The oboe, however, can join another group represented by brass
(horn and two trombones), representing the suprapersonal principle.

The function of the organ is also ambivalent: at the beginning
of the piece, it is the foundation of the ensemble, interpreted as a
detached «third force». But gradually the organ turns into a voice,
which is entrusted with a melody with elements of the stylization of
a Ukrainian folk song, which is the culmination of the entire work, a
moment of cathartic enlightenment. Thus, along the vertical texture,
three semantic layers are constantly present, which either take the
initiative in the expression in turn, or enter into an active, tense dia-
logue, which leads to a tragic climax, where the organ declares itself
as a solo instrument, then — to a quiet climax-enlightenment, where
the organ sounds a melody in the spirit of a Ukrainian folk song.

The work implements technical and artistic ideas relevant to the
work of O. Shchetynsky as a whole. This is work with sound as a
unit of sound matter, interest in timbre, production of sound matter
of various configurations, construction of special time and space.
One of the special techniques is stereo sound. The author’s com-
ments to the piece contain a diagram of the location of the musicians
on the stage, the movement of the musicians (horn player and trom-
bonists) behind the scenes during the performance, and the creation
of the sound effect behind closed and open doors are provided.
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The work symbolically uses the technique of repetition at dif-
ferent levels — from sound to the macro level of the composition
(which manifests itself in exact / variant repetitions of texture, pitch
ideas and thematic elements). In the commentary the composer notes:
«Multiple repetitions of the same tone are an important compositional
device in the work. They always should be regarded as the part of the
phrase, as if an expressive recitation of the hidden text with proper
distribution of the accents, dynamic and articulation» (Shchetynsky,
2022). It is in this sense — of quiet speaking — that the pulsating rep-
etitions of sounds in the violin part appear as a reaction to the «terri-
ble» glissandi (first short, then long) in the parts of the two trombones,
which evoke associations with the muffled roar of air-raid sirens. Os-
tinato at different scale levels forms stopped time inherent in the ritual.

The compositional solution of «Military Trio 2022» for violin,
trumpet and piano is different. This is a three-movement cycle, where
the first is intense, expressive, the second is a moving, sharp scherzo,
and the third is focused, tragic. The concept of the Trio is different:
the piece lacks cathartic enlightenment, the quiet coda in movement
III is a confused reaction to a powerful climax and a harsh-sounding
post-climactic phase. In Trio, there is no distribution of stable seman-
tic functions between timbres. The dialogue unfolds rather not be-
tween timbres, but between themes, which are freely transferred from
timbre to timbre in the 1st part, undergo variant changes, and gener-
ate new thematic elements. Are they opposed vertically in movement
III. Thus, semantically contrasting themes and thematic elements can
unfold in a sequence, or they can also counterpoint, forming two tex-
tured semantic layers, as, for example, at the beginning of the 1st
part, in the 3rd part. However, the principle of two- or three-layered
semantic organization operates only within a separate section or sec-
tions of the form, unlike «Lacrimosay, where the presence of three se-
mantic layers forms a hidden plot core. Therefore, in movement I and
III of the Trio, the general principle of interaction between semantic
textural layers can be defined as sequential fusion / layering (mov. I)
or layering / fusion (mov. III). In the movement II, the instruments act
together, combinatorically intertwining in the scherzo vortex.

— 71 —
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In the Trio, as in other works, the composer works with sound,
timbre, sound matter, space. It applies the principle of repetition of
sounds, from which semantically different topics and thematic ele-
ments emerge — listening, recitations, imperatives, signals. Rep-
etition of themes at a higher compositional level with the use of
interval and rhythmic variation, as well as action within the limits
of free atonality in three parts form a strong compositional construct.

In connection with the military works of O. Shchetynsky, we
will express the following considerations. G.-G. Gadamer in his ar-
ticle «Art and Imitationy», written in 1967, raises the question: don’t
we experience order in all art? And he gives the following answer: in
works of art we encounter the spiritual energy of order. «The work
of art stands in the middle of the familiar and close world, which
is currently falling apart as a guarantee of order, and perhaps all
the forces of preservation and support that carry human culture are
based on what appears to us as a model in the work of the artist and
in experience of the artist: we restore again and again what is falling
apart for us» (Gadamer, 2001: 27).

«Lacrimosa» and «Military Trio 2022» by O. Shchetynsky give
an understanding of the events of the first weeks of the full-scale
Russian-Ukrainian war, texts of memory in which the information of
the traumatic present is encoded, relevant not only in the Ukrainian,
but also in the European and world cultural spaces as evidence of
the struggle of «light and humanity» with «darkness and barbarism».
These works, embodying the aesthetic principles of harmony and
beauty by their compositional organization, are a manifestation of
the «spiritual energy of order» capable of overcoming the destruction
of a crisis situation and realizing the idea of a productive creative life.

REFERENCES
1. Gadamer, G.-G. (2001). Art and imitation. In the book: Gadamer H.-G.
Hermeneutics and poetics. Selected works, S.S. 16-27. Kyiv: Universe.
2. Shchetynsky, O. (2022). Lacrimosa for oboe, horn, two trom-
bones, violin and organ. (Manuscript). It is kept in the personal ar-
chive of the composer.
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POMAH E. M. PEMAPKA HA CLHEHI
XAPKIBCbKOI'O AKA/IEMIYHOI O /[PAMATHYHOI O TEATPY
B AOCBIAY MY3HYHOI' O O®OPMJIEHHA)
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VY nucronaai 2022 poxky KaMepHUH CKJal TPyHH XapKiBChKO-
ro aKaJeMiyHOro ApaMaTHYHOro TeaTpy y ckiaini B. €pmonenka
(axtop 1 xynoxkuuk), O. Bipuenko, O. Cononeupkoi, O. Ilnexyna,
€. IBanoBa, 1. BockoboiinikoBa ((opTemniaHo) mig KepiBHUIITBOM
pexucepa Bonomumupa JlaBuneHka miaAroryBaB OAHY 3 MEpIIUX>’
y BOEHHOMY XapKOBi IpeM’€p — BHCTaBY YKPaiHCHKOIO MOBOIO 32
pomanoMm E. M. Pemapka «Bo3zmobu Ommxaboro csoro» (1939), y
sxoMy onucano noaii micist [lepmoi cBiToBoi Biitnu. HesBaxkaroun
Ha JIeKiIbKa eKpaHi3auiid, npodeciiiHa cueHa e He Majia JOCBiLy
BTUJICHHSI ILOTO TBOPY aHi B YKpaiHi, aHi B €Bporii.

BucraBa moOynoBaHa 3a MPUHIHUIIOM CLEHIYHOTO KOJaxy, A€
0e31iu icTopili 00’ €AHYIOTHCSI HABKOJIO IIEHTPAJIbHUX MEPCOHAXKIB:
KOJIMIIHBOTO cojjiara i pesoironionepa Lltaiinepa, eBpesi-BUrHaH-
s Kepna ta crynentku PyT. Yci BoHM BindyBaroTh TOTajbHY ca-
MOTHICTb Y BOPOKOMY CBIiTi, CIOBHEHOMY BiJg4aio, po3dyapyBaHHS,
3paau. 3MICT MOCTAHOBKU PO EMITpaHTiB, SIKi MOCTIHHO MaHApPY-
I0Th 3 MiCTa /0 MicTa, BIYYHO PE30HYBaB 3 XBUIJICIO YKPaiHCHKUX
ODKEeHLIB, Ky CIpUYMHWIA BiliHa. MaricTpanpHy JiHIIO pexucep-
CBKOI1 Bi3ii 00pa3iB poMaHy CTaHOBISTH BOK3aJIH, MPUOyBaHH 1 Bij-
3 [licas noyatky B Ykpaini 24 mrororo 2022 poky BiliHH CIIEKTakib OyB

IOPYTUM 3 IOCTaBJIeHHX y Tearpi. Takok BHUCTaBH CTAaBHIIHCSA Y METpPO
tpynamu THO3 1 AkanemiyHoro Tearpy Jisuibok iMeHi B. A. Adanacbesa.
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OyBaHHS MOTATIB, BaXKI YeMOJaHU, HerependavyeHi 3HAOMCTBa.
CBiIKOM yCiX KJIFOUOBHMX MO BHCTaBU, HaBiTh SKIIO BOHHU Bij-
OyBalOThCSI B Pi3HUX KpaiHax €Bponu B MDKBOEHHHH mepiof (iH-
TepOeIyM), CTae My3UKaHT, SIKHH yocoOmoe o0pa3 0e3cI0BECHOro
omnoBinaya. TiNbKH 3a JOMOMOTOIO 3ByKY MY3MYHOTO 1HCTPyMEHTa
BiH pearye Ha Te, 110 BinOyBaeThca Ha creHi. [lianicT He mpocTo
rpa€ Ha CLEHI CyNpoBiJ, a MOBHICTIO B3aEMOJII€ 3 aKTOpaMH — BiH
3 YEMOJIAHOM, IIIe 3HAMINIOB MiaHiHO i Ha3uBae oro «Erich»(!). Bin
TPUMAETHCS 33 IHCTPYMEHT TaK caMo MIILIHO, sIK 1 3a CBiil yeMozaH,
Ha SIKOMY CHIUTH 3a ¢opreniano. HeoqHopazoBo BiH xo4e 3a0patu
THCTPYMEHT 31 CLIEHH 1 HaBiTh TATHE HOTO BIACHOPYY.

Pexxucep HanossiraB Ha CTBOPEHHI MiHIMaIIICTUYHOTO My3HYHOTO
psnmy, IO HE KOMiIO€ AWHAMIKY TYYHHX HMPOMOB IIIJIBHUMH aKopAaa-
MH Y4 BIPTYO3HHMH Hacakamu. MysuuHe o(opMIIeHHSI HE BTOPUTH
IHTOHAIIISIM AKTOPiB, My3HKa CTBOPIOE CaMOCTiHHI MiATEKCTH, SKi
MOCTYNOBO NPOCTYNAIOTh JUIS DIsAada, 10 Ha TOYaTKy CHEKTaKIo
MOXe iX 1 He IMOMIYaTH, My3HKa Ji€ SK MiITEKCT, 10 HiOW BIUIMBAE
Ha migcBigomicTe. MiHiMamicTH4Hi (opTemianHi JeHTTeMU € SK
KOMTIO3HIIISIMH TI1aHICTa, TaK 1 KOMITO3UIIISIMH, 1110 CTBOPEHI KOMaH]I-
HO — PEKUCEPOM 1 MiaHiCTOM, aKTOpaMu, OKPEMO CIIELiajbHO Tifli-
OpaHUMHM aKTOpaMH Ha TapMOLILL, TiTapi, 4i mpocTo HachiBaHi. OxgHa
Y1 JIBI OKpPEMO 3irpaHi HOTH Ha (opTerniaHo 4u riTapi MOIIM MOBHiC-
TIO TICPEBEPHYTH 1 3MIHUTHU CEHC CIIiB, 3BYKOBUX 1 CBITJIOBHX 00pa3iB.

My3U4YHHHE Ps BUCTaBH 3aPOIUKYETHCS CIIOYATKy B TEMOP1 posis,
MOTIM TYOHOI rapMOILKH, TiTapH i, HapelTi, CIiBY, MOCTIHHO Bapi-
IOIOUHUCh CKJIaZoM (COIIO, B aHcaMOIi). Y Takuii crociO iHTOHYEThCS
MOCTIZIOBHICTh MiHIMANICTUYHUX JIEHTTEM (iHOAI 3 TOBTOPIOBAHHS
2—-4 3ByKiB, YiTKO PO3pPaxOBaHHX 32 YaCOM, HANPHKIAI IS, «Ci»,
«pex», «Mi»). Y KOHKPETHHX eMi30Aax BKIOYEHI (parMEeHTH BIIOMHUX
TBOpIB: 3 onep P. Baruepa («Ilomit Banbkipiii», nouarok YBeptiopu
no «Tanreiizepa» y Tpanckpunuii @. Jlicra), Hokriopn @. Illome-
Ha ci-0emonb MiHOp TB. 9, Nel, «Buxin miagiatopiB» op. 68 Omiy-
ca ®yunka (Is11 BiIOMOTO MUCbMEHHUKA). SIK IpOHIYHHMN TMiATEKCT
BrutiTaeTbest Mapin Himeuunnu (Ipyccii) « Wenn die Soldaten durch
die Stadt marschieren», a Takok B aHcamOJieBOMY BUKOHaHHI (pop-
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TemiaHO-TiTapa-TyOHa rapmoiika, gopremniano-riTapa, Gopreniano—
Bokan) «lIpomansauii pomancy Muxaiina bapOapa, i y BUKOHaHHI
(opreniano 3 IEKIAMaIIi€l0 aKTOpa MoYaTKy micHi «Jluctomamy rpymnu
«OKagaH 1 cobakn». ¥ THX BUIaIKax, KOJIH MiATEKCT MPOMOBHU aKTOpa
TOPKAETHCSI OIiH BiliHMU 1 CMEpTI, BiJl MiaHicTa BAMAraeThCsi CTBOPEH-
HS1 J)KaXJIMBUX TeMOPIiB JIEHTMOTHBY 4epe3 MIMIaHHsI, JIETeHbKI ylapu
o cTpyHax ¢opremniano (i yac BUCTaBU BiH 3HIMAE KPULIKY ).
My3znuHe O(QOpMIIEHHS CIEKTAaKII0 BHUCTYNAaE AETalbHO 30a-
JaHCOBaHUM 1 BiAmpanboBaHUM (OYKBAJIbHO «IOCEKYHIHO») ca-
MOCTIHHUM pSAOM JIEHTTEM Ta OPHUTiHAJBHUX KOMIIO3ULIH, IO
PO3KpHUBAIOTH CBIT MiACBIJOMOT0, CIOBHEHOTO HEMPUKASHOCTI.

Yakiv Voskoboinikov
Doctor of Philosophy,
a teacher at the Department of Special Piano
at Kharkiv I. P. Kotlyarevsky National University of Arts
ORCID: 0000-0003-4637-3104
Volodymyr Davydenko
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ANOVEL BYE. M. REMARQUE ON THE STAGE
OF THE KHARKIV ACADEMIC DRAMA THEATER
(THE EXPERIENCE OF THE MUSICAL DESIGN)

Keywords: images of the novel, musical series, pianist, leitmo-
tifs, subtext.

In November 2022, the chamber ensemble of the Kharkiv Aca-
demic Drama Theater, consisting of V. Yermolenko (actor and artist),
0. Virchenko, O. Solonetska, O. Plehun, Y. Ivanova, Y. Voskoboynikov
(piano), under the direction of director Volodymyr Davydenko, is pre-
paring one of the first **premieres in wartime Kharkiv — a play in
Ukrainian based on E. M. Remarque’s novel «Love Your Neighbor»
36 After the start of the war in Ukraine on February 24, 2022, the play was
the second staged in the theater. Also, performances were staged in the

subway by the troupes of the TYUZ and the V. A. Afanasyev Academic
Puppet Theater.
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(1939), which describes the events after the First World War. Despite
several screen adaptations, the professional stage has not yet experi-
enced the implementation of this work either in Ukraine or in Europe.

The play is built on the principle of a stage collage, where many
stories are united around the central characters: the former soldier and
revolutionary Steiner, the exiled Jew Kern and the student Ruth. All
of them feel total loneliness in a hostile world, full of despair, dis-
appointment, betrayal. The content of the resolution about emigrants
constantly traveling from city to city resonated well with the wave of
Ukrainian refugees that was created by the war. Stations, arrivals and
departures of trains, heavy suitcases, unexpected acquaintances form
the main line of the director’s vision of images in the novel. A witness
to all the key events of the play, even if they take place in different Eu-
ropean countries of the interbellum period, is a musician who embod-
ies the image of a wordless narrator. Only with the help of the sound of
a musical instrument, he reacts to what is happening on the stage. The
pianist does not just play accompaniment on stage, but fully interacts
with the actors — he is with a suitcase that found a piano and calls it
«Erich»(!). He holds on to the instrument as tightly as he does to his
suitcase on which he sits at the piano. He repeatedly wants to take the
instrument from the stage and even pulls it with his own hand.

The director insisted on creating a minimalist musical series that
does not copy the dynamics of loud speeches with dense chords or
virtuosic passages. The musical design does not echo the intonations
of the actors, the music creates independent subtexts that gradually
become apparent to the audience, who may not notice them at the
beginning of the performance, the music acts as a subtext that seems
to influence the subconscious. Minimalist piano leitthems are both
compositions by a pianist, and compositions created by a team — a
director and a pianist, actors, individually specially selected actors
on accordion, guitar, or simply sung. One or two individually played
notes on the piano or guitar could completely turn over and change
the meaning of words, sound and light images.

The musical series of the performance originates first in the tim-
bre of the piano, then the harmonica, the guitar, and finally the sing-
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ing, constantly varying in composition (solo, in the ensemble). In
this way, a sequence of minimalist leitthems is intoned (sometimes
from the repetition of 2-4 sounds, clearly timed, for example «lay,
«si», «rey, «mi»). In specific episodes, fragments of famous works
are included: from R. Wagner’s operas («Flight of the Valkyries»,
the beginning of the Overture to «Tanghduser» in the transcription
of F. Liszt), F. Chopin’s Nocturne in B-flat minor tv.9, No. 1, «Exit
of the Gladiators» Op. 68 of Julius Fuchyk (the uncle of the fa-
mous writer). As an ironic subtext, the March of Germany (Prussia)
«Wenn Die Soldaten Durch Die Stadt Marschiereny is interwoven,
as well as in the ensemble performance (piano-guitar-harmonica, pi-
ano-guitar, piano-vocal) «Farewell Romance» by Mykhailo Barbara,
and in the performance piano with an actor’s recitation of the begin-
ning of the song «November» by the group «Zhadan and Dogs». In
those cases when the subtext of the actor’s speech touches on the
events of war and death, the pianist is required to create terrifying
timbres of the leitmotif by pinching, light blows on the strings of the
piano (he removes the cover during the performance).

The musical design of the performance is a detailed balanced
and worked out (literally «by the second») independent series of
leitthems and original compositions that reveal the world of the sub-
conscious, full of indifference.

Powienko Onena I'eopciiena
O0OKMOp MUCMeymeo3Hascmed, npogecop kaghedpu icmopii
VKpaincoykoi ma 3apy6iscHol my3uxu XapKieCcbKo2o HAYIOHALHOZO
yuisepcumemy mucmeyme imeni 1. I1. Komnsapegcvkozo
ORCID: 0000-0002-6048-6335

CUM®OHIA TAMATI MYYEHHUKIB BAEHHOI' O APY:
BIIPO/I’KEHHA KPI3b BOI'OHb, BOAY I MITHI TPYbH

Kniouosi cnosa: cumghonis, memopian, napmumypa, npucesma,
8IOPOOIICEHHS, apXxemun.
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3aKOH MUCTEUTBA MIPOBIIIAE: KOKEH BUJATHUH TBIp Ma€ BIACHY
nomo. Brnacua nonst 1 Cumdonii JImutpa Kinebanosa (1907-1987),
110 PO3TOPTAETHCS MPOTIToM Maiike 80 pOKiB, CIOBHEHA TPariyHUX
MOJIiH, MO JUINE 1HOJI TOCTYMATHCS MPOMEHSIMHU BiJIPOKCHHSL.
CrBopena 1945 poxy, Cumonis dmutpa JIbBoBnua Knebanosa
cTana nepwum B iCTOpii My3HKH MEMOPIaloM, MPHCBSYCHUM Tpa-
renii badunoro fpy. Icropist OyTTa wiel ykpaiHcbkoi cuM@oHii —
HalTpariuHima 3 ycixX iHIIUX TBOPiB, CTBOPEHHUX HA 1[I0 TEMY.

Ha npyromy tuTyni aBropchkoro pykonucy CumdoHii, mo 1o-
Bruii yac 30epiranacs B 6i0mioreni XapkiBcbkoro BigaiienHs Hario-
HaJIBHOT CITIJIKA KOMITO3UTOPIB YKpaiHH, YOpHIE HAMHNC, 3pO0ICHUIH
pykoro komnosutropa — «Ilam’sti myuenukiB babunoro Spy mpu-
cBsiuyto». s makoHiYHA MpUCBATA-IIPOrpaMa BUUEPITHO 1 TPAaHUYHO
KOHKPETH3Y€ KOMIIO3UTOPChKUH 3aayM Cumdonii-tparenii. Baxu-
BicTb mpucBiaTH 1 CumdoHii 3acBiguye Toil (akT, 10 KOMIO3UTOP
«He0e3MeyHy» NPUCBATY HE 3HSAB HABITH y JIMXi YacH TOHiHb, Nepe-
TEpHIBILY MyYEHHLITBA Pa3oM i3 cBoiM TBOpoM. CumoHis po3ainmia
MYYEHHIIbKY JOJII0 aBTOpa, aBTOP — JAOJII0 BIIaCHOTO TBOpY. Bix npu-
cBsiti CuMOHis ycraaKyBaia TO My4YeHHIBKUHN [UISX, 1[0 TPUBA€E
Mmaibke 80 pokis. Leit nuisax po3mnodascs 3 Ti€i JOIEHOCHOT MOl KO-
1M yKpaiHchKkui Kommo3utop Jmutpo KiebanoB HacMinuBes y yacu
pansHCbKoi iMmepii padiB i MaHiB CIIOBICTUTH PO Tpareito, iCTHHHY
CYTHICTb SIKOi MapTiHHUM KEPiBHHLITBOM «HAWHIIACITUBIIIOI KpaiHM»
Oy/l0 BUpILIEHO NPUXOBAaTH. YKpaiHChbKa «TpaypHO-TpiymdanabHa
cUM(OHIsD TeHIS-CMITUBIA — 3aKBITYAHMH CIBO3aMH, KBITaMH i
crpiukamu Offertorium, NOKIaeHUI 1O YKPaiHCHKOI «CTIHU IJIaqy».

OyHaTop XapKiBChKOT KOMIO3UTOPCHKOI IIKOMIU (KOTPY ILe He-
I01aBHO — y XX CTOJNITTi! — Ha3WBaJIU «HOBOIOY»), OyB TMEPIIUM,
XTO HACMUIMBCS MiJHITH HEMOCUIBHO BAXKKY TeMY 1 BigaaB cede i
CBill TBip Ha Hapyry HaTOBIy — LLOMY XOpYy furbo, 0 y BCi yacu
BUTYKY€E «ihn kreuzigen!», mpu3uBaoun po3m ITH MPOPOKA.

HesBakatoun Ha Te, mo My3uuHuii Mmonyment J[. Knebanosa
3’SIBUBCSI Ticis MOSBU O(iLIHHOrO JOKYMEHTY MpO BLIaHYBaHHS
tparenii — IloctanoBu Panu Hapomnux xomicapiB YCCP Ne 378
«IIpo cnopyny MOHYMEHTaJbHOTO IaM’ sTHHKa Ha Micui babuno-
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ro Spy» — Cumonito-memopian Oyno 3a00poHeHo. SIK CBIIUUTDH
Ipma @pymina, ne BigOymocst 1946 poky, oapa3y micis TeHepalib-
Hoi penerunii CuM¢oHii: iHTOHAIIHNUN 3MICT TBOPY, OCHOBaHUH
Ha €BPEHCBHKOMY MEJIOCi, cynepeunB «Tiil odiliiiHii Bepcii, 3rigHo
sikoi y babunomy Spi 3arunynm He eBpei, a mpocto sonu» [2]. A
20 kBiTHA 1948 poky, Ha [lepmomy BcecoroznoMy 3’1311 KOMIO3H-
TopiB, CuMQoHis 3a3Hana po3rpoMHOT 0QiLiHOT KpUTHKH. AHIPIN
ITorapenko — Ha TOH Yac 3aCTyIHHUK ToJ0BH NpaBiiHHSA CHiIKu
KOMIIO3UTOPIB YKpaiHU — MPOTOJIOCHB MPO «3Ha4Hi TOpoKu» Crm-
¢oHii, y KoTpiii «HeBipHO BinoOpaskeHo Tparenito babunoro fpy sk
MAaCHBHE CIPUHHATTS CMEPTi», a TAKOK BUKPHUBJICHO «iCTOPHUYHY
MpaBay Npo paIsHCHKUX JIOAEH, 0 BMUpAIH, sIK O0pIIi, 3a CIipaBy
CBOOO/M 1 HE3aJIEKHOCTI CBOTO HAPOAY».

[Micnsa takoi mpodeciitnoi orynun Imutpo KnebanoB — reniit
YKpaiHCbKOI MY3HKH, SIKOMY CYIMJIOCSI CTaTd 3aCHOBHHUKOM HOBOT
KOMIIO3UTOPCHKOI IIKOMKM XapKoBa, Y Kiaci SIKOro JOCSIIN BHUCOT
MaicTepHOCTI 3HaH1 KOMIIO3UTOPU CY4YaCHOCTI, Yhsi TBOPYICTh (hop-
MY€ iCTOPiI0 BITYM3HSHOIO MY3WYHOTO MHUcTenTBa, — b. SIpoBuH-
cekuii, B. Bi0ik, b. Byescvkuii, M. Kapmincekuii, B. I'ybapeHnko,
B. 3onotyxin — OyB mo30aBieHHi oapa3y IBOX Moca] — TOJIOBU
XBCKY i3aBinyBauda kadenpu KOMIO3uLii XapKiBCHKOTO iHCTUTYTY
muctents iMeHi L. [1. KotnsipeBcbkoro.

[ompu Bci MUTapCTBa, 110 BUMAIH HA JOJIO aBTOPaA 3aCyKEHOT
Cumdonii, Imurpo KnebaHoB npucBsTy 3 TBOPY «HE 3ipBaB» (Ha
KIITAJT TOTO, SIK y Ti 4aCH 3pUBAJIMCS HATOPOAH 3 MyHIUPIB KOJIHIL-
HiX I'epoiB, IEPETBOPEHUX Ha «BOPOTiB HAPOIY») — aHi TOAi, y JIto-
Tomy 1948 poky, Koy HOTO CTapaHHO T'YIWIN Ha 3acifaHHsx CIuTKu
KOMITO3UTOPIB, aHi Mi3HIIIe, KOJIU XBUJII «00’€KTUBHOI KPUTUKI T10-
yanu BramoByBarucs. Ha 40 pokiB 3HHKIIA 3 0QiliadbHUX JOKyMEH-
TiB (y TOMY 4HCHi ¥ THX, IO Hanexarb camomy Amutpy JIbBoBHUY,
sk ipo e cBimgath apxisu XBHCKY) npucsara CumQoHii: HaBiTh
3raJika Ipo Ha3By BU3HAHOTO TIOPOYHHUM TBOPY (a TAaKOX i caM TBip)
HE Majla MICTUTHUCS Y 3BiTax i OIIsAax Mpo pasiHCbKY MY3HKY, IO
MaJsia CIOBiyBaTd Mpo TpiyM(u «kpaiHu pam» i goOnecTb Tpyns-
mwmx. 3paBanocs, Jlera Hazamxau npubpana CumQoHio 10 cBOiX
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MIIHUX KprKaHuX 00ilimiB. Jlume yepes 45 pokis (1990), konu kom-
no3uTopa Bke He Oyino cepen xuBux (momep 1987 poky), BigOynacs
npem’epa 1 Cumoonii JI. Knebanosa. 3maerbcsi, cama MHemo3u-
Ha — OoruHs nam’sati — B3su1a CUMQOHIIO Tij CBOE KPHUIIO.

Ane BigpomxkenHs Cum@onii, kotpe BiTana OneHa 3iHBKEBUY
y 1990 pomi [1], xomu cumboniunuii opkectp HamionansHoi ¢i-
JapMoHii YkpaiHu mil KepiBHUUTBOM aupurenta Iropst bnaxkosa
BukoHaB | Cumdonito KneGanosa, Oyno KOpOTKOYaCHHM. 3 TOTO
yacy 3aHypeHHs Cumdonii 1o Jletn mormubunocs: yHacmigoK pyi-
HyBaHHs OyniBni Hamionanmbaoi ¢inapmonii Ykpainum Hampuki-
i 1980-x — Ha mouarky 1990-x pokiB (y pe3ynbrari MoOBeHi), 3a
CJIOBaMH 11 Xy[IO’KHbOTO KE€piBHUKA — HAPOJHOTO apTUCTa YKpaiHu
B. A. JlykamoBa (BioMOro pekucepa, KOIMUIIHBOTO XapKiB SHUHA),
HaKOIbIIe MOCTpaXkaaB MepIIni MoBepX, Ae Oyna po3MimieHa Oi-
Omioteka. Lle mpu3Beno Ao BTparu Oarathbox OC3LIHHUX MApTHTYP,
cepen ssikux — 1 Cumdonis J[. Knebanosa pazom i3 ronocamu. Lls
KyJIbTypHa Karactpoda crana 1ig CuMoHii 1me ogHuM BUIPOOY-
BaHHAM — CBOTO poAy HOBMM baOunum fpom, Tparenii koTporo
BOHA MPHUCBAYEHA: [TOCTaja TOrpo3a, U0 MPOrojouIeHui B Hill De
profundis Bxe He TIOUyTH HiKoMH... OviKyBaHe BiIpOKEHHs 00ep-
HYJIOCSI HOBUM 3aHYPEHHSIM y O€30/HIO.

Aunte, SIK BIIOMO, «PYKOITUCH HE TOPATHY ... ABTOPCHKHI TPUMIp-
HUK naptutypu CuM¢oHii 30epircs Ha cTapeHbKHUX MOTULAX 0i0mio-
texku XBHCKY, nonpwu Te, 1o came B 3aii XapkiBchkoi criinku 1948
POKy BifOynocs ypouucTte, MoKa3oBe MOOUTTSI KOMIIO3UTOpaA 1 HOTo
TBOpY. M NOCi BiIKpUTHM IOCTA€ NMUTAHHA: UM HE € HUHI Ta map-
tuTypa CuMQoHii, 110 cTapaHHO OJSTHEHA B OXaiHe ONMpaBleHHS
IMOOKOTO OJIAKUTHOTO KOJIBOPY 13 30JI0TaBUM TUCHEHHIM ([MuTpo
Knebanos. Cumdonist Ne 1), eqMHUM TPUMIPHUKOM, SIKU 30epircs
nomnpu OypemHi xBuii JleTn, 1o 3H0BY po30ypxaiacs, mob €ANHUM
NOPHUBAaHHIM TEMHOI CHJIM HEOYTTsI OCTaTOYHO BUKpacTH y MHeMo-
3MHU ILIeEBp, KOTPpUH NpoTsiroM maiixke 80 pokiB MPOTHCTOITH pyH-
HyBaHHIO BolioBHHYOr0 darymy?

He BinOynocs Binpomkenns Cumdonii i yepes 50 pokiB micis cym-
Ho3BicHOT [loctanoBu, xkomu y rpymsi 1998 poky mysuxosnaswi O. Koc-
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Tiok, M. 3araiikeBuy, A. Tepemenko [4], M. Komuus [3] 3ramyBamu
el TBip NOpsi 3 IHIIMMU 3pa3kaMH YKPaiHCHKOI MY3HKH 13 TPariaHOIO
J0er0. AJie, BUAMMO, HAITO THXMMH BUSIBUJIUCS TOJIOCH (axiBLIB st
TOTO, 1100 BUXOMUTH LEH TBIp i3 XBUIJIb TOPKECTBYI04OT JIeTH.

Hanpukinmi crarti go 95-piuust Amutpa JIsBoBuua (2002 po-
Ky) L. JI. 3onoToBuipka (Ha Toit yac — npodecop Terab-ABIBCHKOTO
yHiBepcuTety) npuranye: «Ilix yac ogniei 3 Hammx 3ycrpiveii, Bxe
HE3aJ0BI0 J0 HOro BigXOAy 3 JKUTTS, BiH CKa3aB MEHi, 110 HOMy
3axoTijocs BepHytucs 1o Ilepmoi cumdonii, mocek B Hill nepepo-
Ourtwy, mianpaButy. ...Moxe OyTH, HOro CTpaklieHHE, XBOpe Ceplie
IoCh MiAKa3yBajlo HOMy i1 BiH mepeadyyBaB, nependavdyBaB, BipuB,
IO MPUKAYTh HOBI YacH, IO BCe, 0 OyJI0 MPOHAEHO 1 MepexuTo,
Oyo He mapeMHO?» [2]. Ane i mics uiel noaii mporIIIIo BXKe MOHAN
20 pokiB, 35 poKiB MpOMaiHyI0 Micas MepeIcCMEPTHOTO MPOPOUO-
ro nepeauyTTs, mwo oxonwmio /. JI. Knebanosa, Munyno maiixe 80
POKiB BiATOxi, sIK Oyno Hamucano CUMQOHIIO «maM’sITi My4eHHUKIB
Bbadunoro Apy», npoiinuto 115 pokiB Big AHSA HApOIKEHHS ii aBTO-
pa, a 04iKyBaHi KOMIIO3UTOPOM «HOBI Yacu», cyastuu 3 OysHHs Jletn
HaBKOJIO JJOJIGHOCHOTO TBOPY, BCE HE HACTAaBAJIH. . .

Murapctsa 1-i Cumonii Knebanosa npomosxuiucs iy XXI cro-
JITTI. ..

He BigOynocst 3min y moni Cumonii 1 micns Toro, six 2017 po-
Ky Buinma myOmikamist Onenu Pomienko, nmpucBsiueHa OCMHCIICH-
HIO JI0J11 TBOpPY 1 HOro aBTOpa. AJKE TUIBKM CXBAJIbHUX BIJITYKiB
Ha CTaTTIO BIIBEPTO HEIOCTATHHO JUIS BIIPOIKEHHS TBOPY, KOTPUI
3a3HaB TaKUX BUNPOOyBaHb. 3a0yTTS MPOAOBKUIO MIITHO TPUMaTH
CumdoHito maM’sTi y CBOiX MILTHUX XOJIOJHHUX 00ilimMax.

3arpo3a iCHyBaHHIO, MOXJIMBO, €JMHOTO NpuMipHuka Cumdo-
Hii BkoTpe mocwimnacs 3 24 motoro 2022 poky, KoJu BCE HaIle
000KHIOBaHE MICTO, Haml XapKiB-3aJ1i300€TOH ONMUHHBCS Y CMEp-
TeNbHIN BOTHsHIN Hebe3neni Bopoxoro pyiHyBanHs. [Ipoiimosmm
BUNPOOYBaHHS BOJOIO (KUIBChKA MOBiHB), mapTutypa Cumdonii ma-
JIa IpoiTH i BOTHsIHE BUNIPOOYBaHHS (XapKiBChKI TOXKEXK1).

Hebesneka Brpatn CumdoHii TpuBaia AOTH, TIOKM Y BEpECHI
2023 poxy pektopka XHYM imeni I. I1. Kotnspescorkoro mpode-
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copka Haranis ['oBopyxiHa He 3BepHYysacsi 10 KEpiBHULTBA YHiBep-
curety iMeHi B. H. Kapazina 3 npoxanusm oungpyBarti JereHaapHy
naptutypy. [Ipoxanus Oyno Bukonano. [laprutypa CumdoHnii Hape-
1ITi Habysa cTaTycy TOro «BiUHOTO 30epiranHs», U0, CIOAIBAEMOCS,
JiiCHO HEeMiIBIaAHUH BTOPTHEHHIO PYHHIBHUX CHII.

ParyBannst maptutypu Habysi0 0COOMUBOTO 3HAYECHHS 7 KOBTHS
2023 poxy, KoM HOBa 3arpo3a MocTala Hajl 3emuer0 00imosanor i
siuHum micmom €pycanumom. OCBITIEHA CBITIIOM HOBOTO BOTHHMIIIA,
MUHYJIa Tpareist 3HOBY Ha0yia BCEIIEHCHKOTO 3MICTY.

3nauenns | Cumdonii murpa Knebanosa nanaexo He BUUepILy-
€TBHCS JIUILE ICTOPHYHOIO POJLTIO B iCTOPIi YKpaiHCHKOI 1 (BrieBHEHi!)
CBITOBOi My3uKH. TpareailiHy TeMy BHpIIIEHO TyT Ha IIEKCHipiB-
CbKOMY piBHi, IHTOHALIiHY ApaMaTypriro BHUpi3Hs€ CyBopa Kpaca
PO3KPUTTS CTPaXKIaHHS TOTO MacIiTady, 110 BUAUISE HaW3HAYHIII
TBOPH CBiTOBOTrO MucTenTBa. [loeanaBmm Tpaaumii repoiko-Tpariy-
HOTO 1 JIIpUKO-EMYHOTO TUIIIB €BPOMEHCHKOTO CUM(OHI3MY, JIMUTpO
Knebanos niguss CumdoHnito nam’sti Myuenukis badbunoro fpy no
PiBHS 3araJIbHOMIOACEKOTO OCMHCIICHHS Tpareiii.

Cumdoniunomy Buciopy /. JI. KnebanoBa mpuramaHHi oOmo-
BIZAJIBHICTh 1 TIOEMHUH MOHOIOTI3M. TBip MPOHW3YIOTH TEMHU aB-
TOPCHKUX MOHOJIOTiB-po3ayMiB. OCHOBaHI Ha TPUHLMUII CYBOPOTO
BiZICTOPOHEHHSI BiJ TpariuyHoi MOZii, TeMHU aBTOPCHKUX MOHOJOTIB
3acBiquy0Th, 110 /. JI. KiiebaHOB MaB yXOBHI CHIJIM TTiTHATUCS HAJI
TParivyHoIO Ji€l0, OXOIUIIOIOYHM BHYTPIIIHIM 30pOM HECKIHYEHHICTh
3MICTY, 3 METOI Horo 00’ekTuBaIlii Ta y3araibHeHHs. [lomonaHHs
EMOILIIHOTO 3apaji BTUICHHS 00’ €KTHBHOTO, IO MePeOiLIbIIye MEKi
IH/IMBITyaIbHOTO, SIK 1 3aII00IraHHS MOCTIHHOMY 3BEpHEHHIO JIO HAaIli-
OHAJIBHOTO KOJIOPUTY M «JIOKaJILHOTO» XpOHOTOITY, Hajae CuMdoHnii
pHC TIOEMH TOMEPIiBCHKOi 100U, HEBUYEPITHOI BCETIOACHKOI Tpareii.

[Topyu 3 00’exTHBaniero Tparenii, y Cumdonii HamaHo ii emo-
uiiiHe ocMHuCIEHHs. Y YHCICHHUX IUladax, 10 BXOAATh 10 Cum-
¢onii-memopiany, Bia KOTpUX, 3[a€ThCs, ceple JaaHe o0ipBaTHC,
HallloHaJIbHA TPAJHLis Aa€ MPo cebe 3HATH Y HACHYEHUX XPOMAaTH3-
MaMH-PUAAHHSIMH IHTOHAIISIX BigUaro. Y HHUX TeMax MepeKUBaHHs
noxiii y babunomy flpy HaOyBae 3HaueHHS 0coOMCTICHOI Tparenii,
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o il BiAYyBa€e KOMIIO3UTOP, MOAYMKH MPOHUKAIOYH O CEpACLb 1
JYMOK TIpUpPEYEHHX Ha CTpaTy. Alie i TyT aBTOp TSDKIE 10 y3aralb-
HEHHS: HalllOHaJIbHE CTa€ BUPAXKEHHSIM BCEIIOACHKOIO, MOAIOHO
JI0 TOTO, SIK TEMH «KPHBAaBOT0», «BOTHSIHOTO» (peiiiexcy y TBopax
cydyacuuka [I. JI. KneGaHoBa cTaroTh CHMBOJIOM aIlOKaJIilcucy, 00-
Manode 1 BOAHOYAC OCTYKYIOUE KpHKaHE IMXaHHS KOTPOTO
Bce uacTime morpoxye BcecBity. Onnak y Cumdonii-memopiani
J. JI. KiriebanoBa HalioHaJIbHI 32 CBOIM MTOXOJKCHHSM TEMH HE MicC-
TSATh TOTO «CMIXY Kpi3b CIbO3M», IO BIACTUBUH (ppeiiiexcy B iHTEp-
mpeTanii BiIOMOro Cy4acHHKa YKpaiHCBKOrO KommosuTopa. Jluire
HEBUMOBHA I HEBUYEPIIHA CKOPOOTa, CTpaKIaHHS 1 ’aJlb BIaCTUBI
My3uuHuM TeMam Cumdonii . JI. Knebanosa.

SIKIIO KOHCTPYKIisl MepIIol YacTUHHU TBOPY Ma€ KOJOMOAiOHY
OymoBy, To cTpykTypa yciei Cumdonii TsKie 10 po3iMKHEHOT hopMHu.
Konnenuis mam’sti, gonarodu yMOBHOCTI yacy W MpOCTOpy, Hajae
MIIJHOCTI 3BEPHEHHIO KOMIIO3UTOPA, IO JHMHE 3 TEHET CKOPOOTH 10
MaiOyTHBOTO, 10 HAIIAAKIB, SIKi MAIOTh [TOA0JIATH TY MOBYA3HY THILLY,
110 TaK JOBrO HaMaranacs MOIMHYTH TOJIOC BOJAI0UOTr0 B ITyCTEIT.

CrpykTypHa d4iTKicTh (opMoTBOpeHHs CumQoHii 3acBiguye:
MpUOYAMUMpPUPIYHULL KOMNO3UMOp 3HAXOAUBCS HA TAKOMY piBHI
PO3BHUTKY mpodecioHani3My, L0 HaBiTh OOMamo4e IyOry po3-
KPHUTTS TparidyHoi TeMH He BIUIMHYJIO Ha JOCKOHAICTh CTPYKTYPH.

Cumdonis Jmutpa KinebanoBa 3a3Hana KPUTUKU SIK «IIPOHUK-
HEHa MOYyTTSAM OE3BUXiAHOI MpUpedYeHOoCT». Alle 41 MOXKHA Oe3
mIOO0KOT CKOPOOTH 3BepPTATHCS JI0 XyAOKHBOTO BTIJICHHS Tparemdii? |
xi0a He BiAUynu TOMIIIHI «BUCOKOIEHHD» KPUTHUKHU, CKITBKH CBiTIa,
MIOTIPH TpariyHy NpUCBATY, csie y Mmy3uli Cumdonii? Lle citio Bu-
MIPOMIHIOIOTh HAMPO4yA 4yA0Bi 00pa3u-croraau (00pa3u-npumMapH),
IO MICTAThCS B KOXHIM 3 yacTuH uukiy. Cepea Takux TeM — ippe-
abHa TeMa vesecTy 3 | yacTuHw, TipuKo-1AUIIuHI TeMH 1770 13 CKep-
uo (Il vactuna), remu PiHamy — HIKHOTO, 3aMPisSTHOTO BaJIbCy, 110
CTBOPIOE TEHIITHUH NiBOYMI 00pa3, My>KHBOTO 0aabOpOro Mapiiy,
SIKHIA, MOYKJIMBO, CHMBOJII3Y€ OIBIYHY XJIOMMYAYy TPy «y CONJATHKUY.
i TeMu — My3u4Hi CHIyeTH, Ipo30pi, Ha4eOTO BUIIHHSI, BiATBO-
PIOIOTH Kpacy HTTS, IO TIIbKU-HO PO3KBITIO, KHUTTSI, CHOBHEHOTO
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HaJid, JXUTTA, TpyOo 00ipBaHOro... YCi 1i TeMH HE MOMITHIIH, HE
MOYYJH «TOpPe-KPUTUKW», IO 3aryOunucs B Ja0ipuHTI paasHChKOT
igeonorii, mo crand OpaHUsIMH THX «TOPTYp», IO OylIu cTapaHHO
MiATOTOBaHI Il KOMIIO3UTOPA, SIKMH HACMIJIMBCA BiIOOpa3uUTH Tpa-
TeIII0 11032 XPeCTnOMAMItIHUM 2lsHYeM, YXBAICHUM 3aCHOBHUKAMH
€CTETUKH COYIaNiCMU4HO20 peanimy .

[TpocBiTieHi TeMHu HEJOBrO OCBITIIOIOTH «HEOOCXMI» iHTOHA-
uiitHo-reMOpoBoi npamaryprii TBopy. Bonu apedopmyrorbes, me-
peTBOpIOIOYKCh TO Ha Fatum-temy, To Ha Dance macabre, T0 Ha
Marsha funebre. ®inanbna daudapa mini ff (Meno mosso, pesante),
BTUTIOIOUN XyAOXKHIH 00pa3 OCSSHOTO CBITJIIOM 3JIE€TY HE3JaMHOTO
JyXy, 10 pBEThbcs 3 O€30/HI A0 CBITNA, 3aBEpIIyE My3HUHY Tpare-
Jit0, HAJIAI04X i O3HAKH KaTapCHUCY.

CumdoHnis nam’aTi i 10ci 3aNUIIa€ThCA terra incognito B icTo-
pii ykpainchKoi cuMGOHIYHOT MY3UKH (SIK TYT JOpeYHa KOHIICTIIIis
O. C. 3iHpkeBHY LIO0 NPUMAPHOCTI yKpaiHChkoi cuMoHii!), mpo-
HUKHEHHS (BXO/DKCHHs) 70 11 MIKpOKOCMY ¥ J0Ci € HEeBiJ €MHHM
BiJl BIAKPUTTS — XYAOKHBOTO 1 HaykoBoro. «lIpumapue OyTTsi» 1
Cumoonii . JI. KnebanoBa 3ymMoBJeHE MapaJoKCaabHOIO B3a€MO-
niero He3 enanyBanoro. Ilpo 11 icHyBaHHS BiJOMO criemiajicTam, 1o
y BCi 4acH yTBOPIOIOTH HAATO BY3bKe KOJIO; 3rajKa Mpo Hel € Maiixke
3arajibHOCIPUHHSTOIO B Kypci JIEKLiH 3 YKpaiHCBKOT My3HKH XX
CTOMITTS. Ajie gaii nux 00OB’SI3KOBUX YMOBHOCTEH, Ii€i MaHOOIH-
Boi maHuHU nam’sTi ictopist Cumdonii, Ha kanb, i 4OCi HE Mae po3-
BUTKY. AJDKe TBIp 1 10C1 HE Mae BUKOHABCHKOI Tpaauiii. CumdoHist
NPOJOBXKYE MpUMapHe OyTTs, BUPYIOUM y cBoepigHoMy JIiMO1 —
YMOBHOMY HEOYTTi Mi>xk MHeMo3uHo0 Ta Jletoro.

Komnu x Ta TemHa (ap0a, sikoro OyB 3aMaIbOBaHHUI LIEAEBP YKpa-
THCBKOTO CUM(OHI3MY, HAPEIITI OCTATOYHO CMaje, 1 HOro CIpaBKHi
pHCcH 3acsIIOTh y BeM4HiN Tpariuniii kpaci? Lo mae BinOyTucs ans
Toro, mob «omanbHa Cumdonisn» (3a BuzHayenHsM O. C. 3uHbKe-
Bu4 [1]), BinHOBMIacs, 00 Lel mepmuid B My3uuHil icTopii me-
Mopian «mam’saTi MydeHukiB babunoro Spy» 3aiiHsB TrinHe micue
cepesl TMX MOHYMEHTIB, IO YBIKOBIUYIOTh Tpareiiro, sika He 3Hae€
CTPOKY IaBHOCTI?
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Binpomxkennst Cumdonii nependavae, 3naBanocs 0, Taki IpocTi
pedi i Taki oueBUIHI Iii, IK BUAAHHS MApTUTYPH 1 NapTii AepKas-
HUM BUAAaBHUITBOM, YBEIEHHS ii 10 KOHIIEPTHUX Mporpam cumdo-
HIYHUX OpKecTpiB YKpaiHu, HagaHHS il YiABHOTO Micus B icTOpii
YKpaiHCBKOTO CUM(OHI3MY, TIIyMadeHHs 11 sIKk 000B’SI3KOBOTO TBOPY
JUIsS. BUBYCHHS B HABYAJILHUX MpOrpaMax YKpaiHChKHUX KOHCEpBAaToO-
piil. Ane, sik IoKa3ye nepedir moaii, Hemae Hi90oro OB CKIaJHO-
ro i HEAOCSHKHOTO, YUM TPOCTI pedi i 3aKOHOMIpHI Iii: Ha CbOToH1
Oyio 3po0NeHO JHIe Heplli KPOKH Ha HUISXY MepepuBaHHs MpH-
MapHoro icnyBaHHs CuMQOHii.

®opmysanus noni Cumdonii Imutpa KnebanoBa npomoBxy-
€TbCsl B Hawi AHi. YUK mouyroTh Hawi cydacHuku Toi De profundis
(matuHChKe «[3 IMOMHM B31BalOy» BIJIMOBIAA€ HAIITUCY HA KaM’ sIHIH
61 MonyMeHTy «l0moc KpoBi OpaTa TBOTO BOJIA€ A0 MEHE 3 3€M-
7i»), IO JIMHE 31 CTOPIHOK JUBOM 30epekeHoi mapTuTypu Jmurpa
Knebanosa?

JaBHO ckiHuMHCs yacu 0€3MOBHOI MOKipHOI OinbIIocTi. Ane
MHUTapCTBa ONalbHOI Ta omajeHoi yacoM CuMOHIi MPOAOBKYIOTh-
cs. 1 Cumoonisn [Imurpa KiebanoBa mpoiinuia JOBIHMA IUISIX BH-
poOyBaHHs BOTHEM, BOJOIO 1 MiTHUMHU TpyOamu. 3a ycTaJeHUMHU
3aKOHaMH, C()OPMOBAHMMHU ¥ OCBSIYEHHMHU Yy CBITi 1 cBiTII OOXe-
CTBEHHHUX apXeTHIIiB, PyiHIBHI BUIPOOYBaHHs, MPOrHO30BaHi (ary-
MOM 1 JI0JIeI0, Ha IIbOMY MaroTh 3aBepiuuTucs. [lompu yci roninms,
3aBsku [IpoBuainHIO, HAaOynna mpaBa Ha BiIPOKEHHS.
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The law of art predicts that every great work has its own fate.
The fate of Dmitri Klebanov’s (1907-1987) Symphony No. 1, un-
folding over a period of almost 80 years, is full of tragic events
that only occasionally give way to rays of revival. Composed in
1945, Klebanov’s Symphony was the first memorial in the history
of music to commemorate the tragedy of Babyn Yar. The story of
this Ukrainian symphony is the most tragic of all the other works
composed on this topic.

The second title of the author’s manuscript of the Symphony,
which was kept for a long time in the library of the Kharkiv branch
of the National Union of Composers of Ukraine, bears a black in-
scription in the composer’s hand: «Dedicated to the memory of the
martyrs of Babyn Yar». This laconic dedication-programme exhaus-
tively and extremely concretely specifies the composer’s intention
for the Symphony-Tragedy. The importance of the dedication to
Symphony No. 1 is evidenced by the fact that the composer did not
remove the «dangerous» dedication even in the difficult times of
persecution, having suffered martyrdom along with his work. The
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Symphony shared the martyrdom of the composer, and the com-
poser shared the fate of his own work. From the dedication, the
Symphony inherited the martyrdom that has lasted for almost 80
years. This path began with the fateful event when the Ukrainian
composer Dmytro Klebanov dared to report the tragedy, the true na-
ture of which the party leadership of the «happiest country» decided
to conceal. The Ukrainian «mournful and triumphant symphony» by
the genius-daredevil is an Offertorium decorated with tears, flowers
and ribbons, and laid to the Ukrainian «wailing wall».

The founder of the Kharkiv school of composition (which un-
til recently — in the twentieth century! — was called «new») was
the first to dare to tackle an unbearably difficult subject and to put
himself and his work at the mercy of the crowd — the turbo chorus,
which at all times shouts «ihn kreuzigen!», calling for the crucifix-
ion of the prophet.

Despite the fact that Klebanov’s musical monument appeared
after the official document commemorating the tragedy, Resolution
No. 378 of the Council of People’s Commissars of the Ukrainian
SSR «On the Construction of a Monumental Monument on the Site
of Babyn Yar», the Symphony-Memorial was banned. According to
Irma Frumina, this happened in 1946, immediately after the Sym-
phony’s dress rehearsal: the intonation of the work, based on a Jew-
ish melody, contradicted «the official version, according to which
not Jews but ordinary people died in Babyn Yar» [2]. And on 20
April 1948, at the First All-Union Congress of Composers, the Sym-
phony received devastating official criticism. Andriy Shtogarenko,
then deputy chairman of the board of the Union of Composers of
Ukraine, proclaimed that there were «significant defects» in the
Symphony, which «incorrectly reflected the tragedy of Babyn Yar
as a passive perception of death» and distorted «the historical truth
about Soviet people who died as fighters for the cause of freedom
and independence of their people».

After such a «professional disgrace», Dmytro Klebanov, a ge-
nius of Ukrainian music who was destined to become the founder
of a new compositional school in Kharkiv, whose class included
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well-known contemporary composers whose work shapes the histo-
ry of national musical art — B. Yarovynsky, V. Bibik, B. Buyevsky,
M. Karminsky, V. Hubarenko, V. Zolotukhin — was deprived of two
positions at once: the head of the Kharkiv Music and Drama School
and the head of the Department of Composition at the 1. P. Kot-
lyarevsky Kharkiv Institute of Arts.

Despite all the ordeals that the composer of the condemned Sym-
phony had to endure, Dmytro Klebanov did not «tear off» the dedi-
cation from the work (as in those days, awards were torn from the
uniforms of former heroes turned «enemies of the people») — nei-
ther back in February 1948, when it was being diligently discussed
at meetings of the Composers’ Union, nor later, when the waves of
«objective criticism» began to subside. For 40 years, the dedication
to the Symphony disappeared from official documents (including
those belonging to Dmytro Lvovych himself, as evidenced by the
archives of the KhVNSU): even the title of the work, which was
recognised as vicious, (as well as the work itself) was not to be
mentioned in reports and reviews of Soviet music, which were sup-
posed to proclaim the triumphs of the «country of soviets» and the
valour of the workers. It seemed that Lethe had taken the Symphony
into her strong icy embrace forever. It was only 45 years later (1990),
when the composer was no longer alive (he died in 1987), that Kle-
banov’s Symphony No. 1 was premiered. It seems that Mnemosyne
herself, the goddess of memory, took the Symphony under her wing.

However, the revival of the Symphony, which was welcomed by
Olena Zinkevych in 1990 [1], when the Symphony Orchestra of the
National Philharmonic of Ukraine under the direction of Igor Blazh-
kov performed Klebanov’s 1st Symphony, was unfortunately short-
lived. Moreover, since then, the Symphony’s immersion in the Lethe
has deepened: as a result of the destruction of the building of the
National Philharmonic of Ukraine in the late 1980s and early 1990s
(as aresult of a flood), according to its artistic director, People’s Art-
ist of Ukraine V. A. Lukashov (a famous director, former Kharkiv
resident), the ground floor, where the library was located, suffered
the most. This resulted in the loss of many priceless scores, includ-
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ing Klebanov’s Symphony No. 1 along with the voices. This cultural
catastrophe was another test for the Symphony — a kind of new
Babyn Yar, to the tragedy of which it is dedicated: there was a threat
that the De profundis proclaimed in it would never be heard again...
The expected revival turned into a new plunge into the abyss.

The ordeal of Klebanov’s 1st Symphony continued in the twen-
ty-first century...

Unfortunately, there were no changes in the fate of the Sym-
phony even after Olena Roschenko’s publication in 2017, dedicated
to understanding the fate of the work and its composer. After all,
favourable responses to the article are frankly not enough to revive a
work that has undergone such trials. Oblivion has continued to hold
the Symphony of Memory in its strong, cold embrace.

The threat to the existence of the only copy of the Symphony has
once again increased since 24 February 2022, when our beloved city,
our Kharkiv-concrete, was in deadly fire danger of enemy destruction.

Having passed the test of water (the Kyiv flood), the Sympho-
ny’s score had to pass the test of fire (the Kharkiv fires).

The danger of losing the Symphony continued until in Septem-
ber 2023, Professor Natalia Govorukhina, Rector of the KhNUH,
asked the leadership of V. N. Karazin University to digitise the leg-
endary score. The request was fulfilled. The score of the Symphony
has finally acquired the status of that «eternal storage» that we hope
is truly immune to invasion by destructive forces.

The rescue of the score took on special significance on October
7% 0f 2023, when a new threat arose over the Promised Land and the
eternal city of Jerusalem. [lluminated by the light of a new fire, the
past tragedy once again took on a universal meaning.

The significance of Dmytro Klebanov’s Symphony No. 1 is far
from being limited to its historical role in the history of Ukrainian and (I
am sure!) world music. The tragic theme is dealt with here on a Shake-
spearean level, the intonational drama is distinguished by the austere
beauty of the disclosure of suffering of the scale that distinguishes the
most significant works of world art. By combining the traditions of
heroic-tragic and lyrical-epic types of European symphonism, Dmytro
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Klebanov raised the Symphony in Memory of the Babyn Yar Martyrs
to the level of a universal comprehension of the tragedy.

D. L. Klebanov’s symphonic expression is characterised by
narrative and poetic monologism. The work is permeated by the
themes of the author’s monologues-reflections. Based on the prin-
ciple of strict detachment from the tragic event, the themes of the
author’s monologues show that D. L. Klebanov had the spiritual
strength to rise above the tragic action, embracing the infinity of
the content with his inner vision, in order to objectify and gener-
alise it. Overcoming the emotional for the sake of embodying the
objective, which exaggerates the boundaries of the individual, as
well as avoiding constant reference to national colour and «local»
chronotope, gives the Symphony the features of a Homeric poem,
an inexhaustible universal tragedy.

Alongside the objectification of the tragedy, the Symphony pro-
vides an emotional understanding of it. In the numerous laments that
make up the Symphony-Memorial, which seem to be heartbreaking,
the national tradition makes itself felt in the tones of despair, rich in
chromaticism and sobs. In these themes, the experience of the events
at Babyn Yar takes on the significance of a personal tragedy, which
the composer feels as he mentally penetrates the hearts and minds
of those condemned to death. But here, too, the composer tends to
generalise: the national becomes an expression of the universal, just
as the themes of the «bloody», «fiery» Freulechs in the works of his
contemporary D. L. Klebanov become a symbol of the apocalypse,
whose scorching and, at the same time, cooling, icy breath increas-
ingly threatens the universe. However, in the Symphony-Memorial
to D. L. Klebanov, the national themes do not contain the «laughter
through tears» that is characteristic of the Freulechts in the interpre-
tation of the famous contemporary of the Ukrainian composer. Only
indescribable and inexhaustible grief, suffering and regret are inher-
ent in the musical themes of Klebanov’s Symphony.

While the structure of Part 1 of the work is circular, the struc-
ture of the entire Symphony tends to be open-ended. The concept
of memory, overcoming the conventions of time and space, gives
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strength to the composer’s appeal, which is directed from the shad-
ows of grief to the future, to descendants who must overcome the
silent silence that has been trying to swallow up the voice of the
crying in the desert for so long.

The structural clarity of the Symphony’s form-making shows
that the thirty-three-year-old composer was at such a level of pro-
fessional development that even the soul-searing disclosure of the
tragic theme did not affect the perfection of the structure.

Dmitri Klebanov’s symphony has been criticised as «imbued
with a sense of hopeless doom». But is it possible to address the
artistic embodiment of tragedy without deep sorrow? And didn’t the
«high-ideay critics of the time feel how much light, despite the tragic
dedication, shines in the Symphony’s music? This light is radiated
by the remarkably wonderful images-memories (ghost images) con-
tained in each of the movements of the cycle. Among these themes
are the unreal theme of the Chelesta from the 1st movement, the
lyrical and idyllic themes of the scherzo trio (2nd movement), the
themes of the Finale — a gentle, dreamy waltz that creates a frag-
ile maiden image, and a courageous, vigorous march that perhaps
symbolises the eternal boyish game of «soldiers». These themes
are musical silhouettes, transparent, like a vision, reproducing the
beauty of a life that has just blossomed, a life full of hope, a life that
has been rudely cut short... All of these themes were not noticed
or heard by the «woeful critics» who were lost in the labyrinth of
Soviet ideology, who became prisoners of the «torturey» that was
carefully prepared for the composer who dared to reflect the tragedy
beyond the textbook gloss adopted by the founders of the aesthetics
of socialist realism.

The enlightened themes briefly illuminate the «firmament» of
the work’s intonation and timbre drama. They are deformed, turning
into a Fatum theme, then Dance macabre, then Marsha funebre. The
final fanfare of the midi ff (Meno mosso, pesante), embodying the
artistic image of the light-illuminated rise of an indomitable spirit
that breaks out of the abyss to the light, completes the musical trag-
edy, giving it signs of catharsis.

—9] —
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The symphony of memory still remains terra incognito in the
history of Ukrainian symphonic music (how appropriate here is
0. S. Zinkevych’s concept of the ghostliness of the Ukrainian sym-
phony!), penetration (entry) into its microcosm is still inseparable
from discovery — artistic and scientific. The «ghostly existence»
of D. L. Klebanov’s Symphony No. 1 is due to the paradoxical in-
teraction of the incompatible. Its existence is known to specialists,
who at all times form a very narrow circle; its mention is almost
universally accepted in a course of lectures on twentieth-century
Ukrainian music. But unfortunately, the history of the Symphony
has not developed beyond these obligatory conventions, this re-
spectful tribute to memory. After all, the work still has no perfor-
mance tradition. The Symphony continues its ghostly existence,
swirling in a kind of Limbo — a conditional nothingness between
Mnemosyne and Lethe.

When will the dark paint that covered the masterpiece of Ukrai-
nian symphonism finally come off, and its true features will shine
in their majestic tragic beauty? What needs to happen for the «dis-
graced Symphony» (as defined by O. S. Zinkevych [2]) to be re-
stored, for this first memorial in musical history to the «memory of
the martyrs of Babyn Yar» to take its rightful place among those
monuments that perpetuate a tragedy that knows no statute of limi-
tations?

The revival of the Symphony involves seemingly simple things
and such obvious actions as publishing the score and parts by a
state publishing house, including it in the concert programmes of
Ukrainian symphony orchestras, giving it a prominent place in the
history of Ukrainian symphonism, and treating it as a compulsory
work for study in the curricula of Ukrainian conservatories. But,
as the course of events shows, there is nothing more difficult and
unattainable than simple things and logical actions: to date, only
the first steps have been taken to interrupt the Symphony’s ghostly
existence.

The fate of Dmitri Klebanov’s Symphony is still being shaped
today. Will our contemporaries ever hear the De profundis (Latin for

9
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«I call out from the depths», which corresponds to the inscription
on the stone monument «The voice of your brother’s blood cries
out to me from the earthy») that comes from the pages of Dmytro
Klebanov’s miraculously preserved score?

The days of the silent, submissive majority are long over. But
the ordeal of the disgraced and time-burned Symphony has not
ceased. Dmytro Klebanov’s Symphony has travelled a long way
through fire, water and copper pipes. According to the established
laws, formed and sanctified in the world and in the light of divine ar-
chetypes, the destructive trials predicted by fate and destiny should
end there. Despite all the persecutions, thanks to the Guidance, it
acquired the right to revival.
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MuHysie, ynakoBaHe B IOCIIIOBHICTh (DaKTiB, TOCTAE B iCTOPHY-
Hill PETPOCTIEKTHUBI SIK «37iiicHeHey. [loiiMeHOBaHe Ta BIIOPSIKOBa-
HE Y MPUYMHHO-HACIIIKOBUH JIAHITIOT, BOHO CTa€ JIOPOTOBKA30M Ha
NUISXY, 1€ «HEe3/MiHCHeHe) 3aInIaeThes Ha y30iuui. Cama «He3[ii-
CHEHHICTB» Ma€ PIi3HUH CTYIiHb 1 YCBIIOMIIIOETBCS SIK TMOJE MOXK-
JUBOCTEH, allbTePHATUBHUI BHOIp, HepeanizoBaHuil Hamip. I3 miel
cdepu MUHYJIO0T OTEHIIIHHOCTI BUOKPEMITIOETHCS T «HE3IHCHEHEY,
SIKe 3YNUHUIIOCS Ha CTajil «YaCTKOBOTO 3IIHCHEHHS 1 3aJIUIIHIIO
CBOI «cIiIn» B akTyalbHOMY Terepimibomy. Cepen HUX — (par-
MEHTH HaIllMCaHol, ajie He3aBEepIICHOT My3UKH, 3aBepIleHi, aje He
BUKOHaHI 200 BUKOHaHI HE B MOBHOMY 00Cs3i, HE Y BIJIOBITHOCTI
JI0 aBTOPCHKOTO 3aJyMy MYy3WU4Hi TBOpHU. Taki «CJIiu» My3UYHOTO
MUHYJIOTO MapajoKCATbHUM YHHOM BKJIAJIAIOTBCSl Y MATPHUIIO paH-
HBOTO POMAHTH3MY 1 aCOMIIOIOTECS 13 MOHATTIM «(HparMenTy»>’.

MHuCTelbKHI CTaTyC TaKuX «(QparMeHTiB MHUHYIIOTO» TPUHIIU-
MOBO BIJIMIHHUH BiJ] TOTO, 10 IPUIHSATO HA3UBATH «PyTHAMM», aJIKE
BOHM HE BTPATHJIM 3 YacOM TEPBHUHHO HaOyToi LilicHOCTI, a i He
nocsicnun. @. Illnerens®® mpomonyBaB ix Ha3uBaTé «(dparMeHTaMU
MaifOyTHBOTO0», IO MAIOTh MIPOEKTHUI BUMID.

Komno3uTopckki ormycH, 3aBKAH BiZIKPUTI Y MallOyTHE, MOXKYTh
PO3TISAATHCS K XymoXKHiH mpoekT®. TIpoTte Ti 3 HUX, SIKi HE MaJln

3Tloetuka hparMeHTy BUCBiTICHa y gociimkeHHsx O. PomieHko, 30kpema
y MoHorpadii «HoBas Mudonorns poMmaHTH3Ma U My3bIKa», Xapkis, 2004.
38Schlegel, Fridrich. Athendtum-Fragmente. Ne 21, Ne 22.

¥ Tlpo 1e nerajbHilIe HAeThCs y auceprTaiiii «My3udHH TEKCT H00u
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y BJIaCHOMY «aHaMHe31» My3MYHOI peani3alii, TaK 1 3aJUILalTbCs
HEeaKTyalli30BaHUMH «(pparMeHTaMu MaiOyTHHOTrO», HiOM HenoOy-
JIOBaHi CIIOPYIH, 10 BUIVIAJAIOTH SIK Py1HH, ajie HaBIaKH.

Mertadopy «ruins in reverse» 3anpOINOHYBaB aMEpUKAHCHKHUI
dororpad i xymoxuuk Pobepr Cwmircon®, skuii mobadumB y mo-
KUHYTOMY OyAMaiaHYNKy «aHTHPOMAHTHYHY Mi3aHCIEHY», IIO
«HaBiIOBaJNa TUCKPEAWTOBAHE YSBIECHHS MpO dYac i Oararo iHIIOro
«HecydacHoron»*!.

3ycTpid 3 TAKUMH «AUCKPEIUTOBAHIMH Y 4aCi» MPOEKTAMH BHKJIH-
Kae cyrnepeuHe cnpuiHATTSA. Ha mepiumii miiaH BUXOISTh MPaKTHYHI
acIeKTH PO3MIsLy NPOOIEMHU: Ui BapTO «BKJIAJATHChY Y 1X 3aBepILeH-
Hs. B ogHuX Bumazakax, sk, CKaXiMo, B IHCTPYMEHTaIbHIX KOHLIEPTaX,
y BUKOHABIISl HE BUHUKAE CYMHIBY B HEOOXiJHOCTI 0OopMUTH/AOTHUCA-
TH COJIbHY KaJeHIit0. TakuM € 3aKoH aHpy. B iHIINX BUMaakax BU-
pilIaJbHUM cTa€e aBTOpChKe iM’ . ChOTOAHI PO3TOPHYJIOCS CIIPaBKHE
TMOJIOBAaHHS 338 HEOMyONiKOBAaHWMHM, HE3aBEPIICHUMH TBOPAMH KOM-
Mo3UTOpiB-KiIacukiB. YepHeTkn Momapra, KHUTH ecki3iB berxoseHa,
HoTaTku [pira — yce 1e € pecypcoM MpocyBaHHS Cy4acHOI KOMITO3HU-
TOpCHKOI MpoayKuii mig rydaum Opergom. IIpu oMy He BUKITIOYA-
€TBCSI ParHeHHSI «I0CKAa3aTH» 3a aBTOpa, KU MiIIoB y HeOYyTTs, HOTo
OyMKy a00 MPOAOBKUTH 3 HUM CIUIKYBaHHS Yy 1103a4acoBOMY Jialio-
31, Tak, sk 1e 3poouB B. CuibBectpos B Enerii [lamsari . KapaOuus
(2002). Y Garatbox TakuX BHIaKaX 3MIHIOETCS CTATyC «(pparMeHTiB
MaiOyTHHOTOY, SIKI HA0yBaIOTh ICTOPHYHOI «3iIHICHEHOCTI». 3razaeMo
«Mucrentso Gyrn» M. C. Baxa, Pexsiem B. A. Mouapra, «Typangor»
JUx. Iyuuini, «Ha pycanunn Benmukznens» M. JleoHToBHYA.

BonHouac icTopist My3WKH B IHIOMH CIOCIO HAaKOMUYyeE «He-
3IifiCHEH» MPOEKTH, AKI YTBOPIOIOTH apXiB 3 HOTHUX TEKCTiB, IO
YeKaloTh Ha CBOE BTiJIEHHA. 30KpeMa, TAKUMH B YKPaiHCBHKil My3H-

MOCTaBaHTapAy SK IHAIBIyaJlbHUH NpPOEKT (HAa Marepiajii TBOPYOCTI
CanbBarope lappino)» I1. Kopmoscekoi (Xapkis, 2022). Hdus.: https://
num.kharkiv.ua/science/disposable-council-025

4 Smithson, Robert. A Tour of the Monuments of Passaic, New
Jersey. Originally published as "The Monuments of Passaic." Artforum Vol.6,
No.4 (December, 1967). Hus.: https://holtsmithsonfoundation.org/tour-
monuments-passaic-new-jerse

41 TaM camo.


https://orcid.org/0000-0003-2089-9570?lang=ru

Mysuuna i meampanvha icmopia: nodii, paxmu, KomeHmapi

ui cranu xopeorpadiuna kaptuHa «3anopoxui» (1978), Tpu cum-
¢omnii-6aneru*” B. I'ybapeHka, sKi MarOTh KOHLEPTHI BUKOHAHHS,
a (aKTUYHO € HE3aBEPLICHUMH MPOEKTAMM, OCKIIBKH BiACYTHE iX
xopeorpadiuHe npounTanHs. Tak camMo 3aJUIIAEThCs Ha CTafil mpo-
EKTHUX «KpeclieHb» (I[IJIKOM 3aBEpIICHUX IMapTUTyp) HOro Oajier
«Maiicbka Hiu» (1988) i komiuna onepa «Komy mocmixaroTbes 30-
pi» (1987). CBoro wacy i TBOpW HACTUIBKU HE BiIMOBiaIM mare-
TUYHIN 1031 301YHUX «IEPECTPOUKHUY, IO TAK 1 HE MOOAYHIH CBITIIO
pammu. A CbOTOJHI MONPH BCIO AOCKOHAIICTh MY3UYHUX MAPTUTYP
i «pparmMeHTH MailOyTHHOrO» 3HOBY HE Ha 4aci. AJKe A0 HUX 3a-
CTOCOBYIOTBCSI 3aHAATO Pi3HI MapaMeTpu OLIHKH, SKi 3HAXOIAThCS
Ha TepeTHHI PI3HUX HACTAHOB LIONO0 MHHYJIOIO i Cy4acHOCTI, MO-
Bard i 3HEBarv, MUCTEITBA 1 OMiTHKU. CaMuii JyX CMiXOBOI CTHXII,
110 MEePEBaXHO MaHye y IIMX TBOPaX SIK Peakllis Ha MOHOJIOTIUHICTh
Ta aBTOpUTapr3M O(iliiiHOT KyIbTYpH, CTaB Ha 3aBaji iX iHTerpamii
y CydacHHMH MHUCTELBKHI KOHTEKCT. YTiM came BHOIp aJeKBaTHHUX
napameTpiB OLIHKH XyZOKHBOI CHagIIuHA (JOPMY€E TOTOBHICTH J10-
OynoByBaTH «pyiHM HaBIAKW, SIKi 3aJIMIINIA HAM iCTOPIS.

Iryna Drach
Dr. in Art Studies, Professor, Head at the Department
of History of Ukrainian and Foreign Music
at Kharkiv 1. P. Kotlyarevsky National University of Arts
ORCID: 0000-0003-2089-9570

«RUINS IN REVERSE»:
MUSIC AS THE IMPULSE OF THE FUTURE

Keywords: poetics of the fragment, symphony-ballet, Ukrainian
opera, works of V. Hubarenko.

The past, packed into a sequence of facts, appears in historical
retrospect as «accomplished». Named and arranged in a cause-and-
effect chain, it becomes a signpost on the path where the «unful-
filled» remains by the wayside. «Impossibility» itself has a different

42 “Accomp” (1977), “3eneni csarku” (1992), “Liebestod” (1997).
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degree and is perceived as a field of possibilities, an alternative
choice, an unrealized intention. From this sphere of past potential-
ity, the «unrealized» that stopped at the stage of «partial realization»
and left its «traces» in the actual present is singled out. Among them
are fragments of music written but not completed, musical works
completed but not performed, or not performed in full, not in ac-
cordance with the author’s intention. Such «traces» of the musical
past paradoxically fit into the matrix of early romanticism and are
associated with the concept of «fragment»*.

The artistic status of such «fragments of the past» is fundamen-
tally different from what is usually called «ruins», because they did
not lose their originally acquired integrity over time, but did not
achieve it. F. Schlegel* proposed to call them «fragments of the
future» that have a project dimension.

Composer opuses, always open to the future, can be considered
as an artistic project®. However, those of them that did not have
musical realization in their own «anamnesis» remain unactualized
«fragments of the future», like unfinished buildings that look like
ruins, but on the contrary.

The metaphor «ruins in reverse» was proposed by the American
photographer and artist Robert Smithson*’, who saw in the abandoned
construction site an «anti-romantic mise-en-sceney, that «suggested
the discredited idea of time and many other out-of-date items»*’.

A meeting with such «time-discredited» projects causes a contra-
dictory perception. The practical aspects of considering the problem
come to the fore: is it worth «investing» in their completion. In some

* The poetics of the fragment is illuminated in the investigations of
O. Roshchenko, and highlighted in the monograph ‘“New Mythology”
romanticism and music", Kharkiv, 2004.

4 Schlegel, Fridrich. Athendtum-Fragmente. Ne21, No22

# This is discussed in more detail in the dissertation “Musical text of
the post-avantgarde as an individual project (on materials of creativity
of Salvatore Sciarrino)” by P. Kordovska (Kharkiv, 2022). https://num.
kharkiv.ua/science/disposable-council-025

4 Smithson, Robert (1967). A Tour of the Monuments of Passaic, New Jersey.
Jersey. Originally published in Artforum Vol.6, No.4 (December, 1967).
https://holtsmithsonfoundation.org/tour-monuments-passaic-new-jersey

47 ibidem.
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cases, such as, for example, in instrumental concerts, the performer
has no doubts about the need to arrange/complete a solo cadence. Such

is the law of the genre. In other cases, the author’s name is decisive.
Today, a real hunt for unpublished, unfinished works of classical com-
posers has begun. Mozart’s drafts, Beethoven’s sketchbooks, Grieg’s

notes — all this is a resource for the promotion of modern composers’
productions under a high-profile brand. At the same time, the desire

to «prove» for the author, who has gone into oblivion, his opinion,
or to continue communicating with him in a timeless dialogue, as

V. Sylvestrov did in Elegy to the Memory of 1. Karabyts (2002), is not

excluded. In many such cases, the status of «fragments of the future»
that acquire historical «realization» changes. Let us recall «Die Kunst
der Fuge» by J. S. Bach, W. A. Mozart’s Requiem, G. Puccini’s «Tu-
randot», M. Leontovich’s «On the Little Mermaid’s Easter».

Atthe same time, the history of music in a different way accumulates
«unrealized» projects, which form an archive of musical texts waiting
to be realized. In particular, the choreographic picture «Zaporozhetsy
(1978), three symphonies — ballets® by V. Hubarenko, which have
concert performances, but in fact are unfinished projects, as there is
no choreographic reading, became such in Ukrainian music. His ballet
«May Night» (1988) and the comic opera «To Whom the Stars Smile»
(1987) also remain at the stage of project «drawings» (fully completed
scores). At one time, these works did not correspond to the pathetic
posture of the architects of «perestroika» so much that they never saw
the light of day. And today, despite all the perfection of musical scores,
these «fragments of the future» are once again out of date. After all, too
different evaluation parameters are applied to them, which are at the
intersection of different guidelines regarding the past and the present,
respect and contempt, art and politics. The very spirit of the element of
laughter, which mainly prevails in these works as a reaction to the au-
thoritarianism of official culture, became an obstacle to their integration
into the modern artistic context. However, it is the choice of adequate
parameters for the assessment of artistic heritage that forms the readi-
ness to complete the «ruins in reversey, that history has left us.

#B<Assol” (1977), “Green Christmastide” (1992), “Liebestod” (1997)
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«IICOBA ITIICHA» B. EPMIIOBA — PE3HCTEHIIA
J10 TOTATTITAPH3MY B AJAITTOBAHHX TPAJHIIIHHHX
DOPMAX UYH « COBETIZALIA» CEJIA?

Kurouosi ciioBa: Bacunw Epmunos, Jlecsa Ykpainuka, ykpaincoke
Mucmeymeo, asaneapo, cyenozpagisa, meampanbHull KOCMIOM.

I3 cepenuan 1910-x mo movarky 1930-x pokiB ykpaiHChKe MHC-
TEIITBO, SIKe BUPBAJIOCS 3-MMiJ] TUCKY IMIIEPCHKOIO JUCKYpPCY MOJep-
HHM 1 aBaHTapIHUM IMITYJIECOM, MIEPEKHUBAIIO peHecaHnc. KyiabrypHum
HEHTPOM (HaiIepie 4yepe3 HOBWI aJMIHICTPaTUBHUI CTaTyc) CTaB
XapKiB: TyT PO3BHBAIIKCS MOTYXHI JIITEpaTypHUA, 00pa30TBOPUMIA 1
TeaTpaJbHUN OCEPE/IKH, SIKi 4acTo 00’ €JHYBAIUCS, CTBOPIOIOUN HOBE
CHHTETHYHE MHUCTEHTBO. TaKMM YMHOM, TOJIOBHUM XYIO)KHHKOM Tea-
Tpy «bepesinby, sikuii Jlecs Kypbac nepeiz y Xapki y 1926 poi, ctas
Bamum Meiep, onuH 13 BUK/Ia[a4iB YKPaiHCHKOI aKaeMii MUCTEIITB
y 1920 porti, sikuit, Ha TyMKy MucTenTBo3HaBuil Jlroqmmm COKoMoK,
CTaB TIPOBICHUKOM aBaHTap/IHKUX 3MiH Y CHCTEMi MHCTEIIBKOT OCBITH B
Vipaini. Cepen XapKiBCbKUX XyAOXKHHKIB, SIKi TPAIFOBAIN HAJI CIICHO-
rpadisiMu i TearpaJbHUMK KOCTEOMamH, Oyitd MUTI «Criiku Cemuny 3
KOJIMILIHBOIO CTyACHTCTBa MamtoBaibHOI ko M. Paescpkoi-IBano-
BOi, y KOJIi SIKMX PO3IIOYMHAB TBOPUMIA IUISIX 1 Bacuns €pmuos.

€pmuios, skuii 10 1920-x pokiB 3HaXonuMB cebe B Oararbox
aBaHTapJHUX CTUIISIX 1 TEUisX, 30KpeMa: Ky0i3mi, QyTypusmi, cympe-
MaTU3Mi Ta eKCIpecioni3Mi, — y 1929 porii, Ha TyMKy MUCTEIITBO3HA-
Butli Tetstnu [1aBoBoi, csrae TBOPUYOTO MKy B POOOTI HaJ HIKII[AMH
1o BucraBu «JlicoBa micHs» 3a Jlecero Ykpainkoro. [Tonepenniit go-
CBIJI XY/IO)KHUKIB Y pOOOTI 3 JiTepaTypHUM CIIaJIKOM aBTOPKH Pe30-
Hye 1y TBopax 1poro Mutis. dororpadii 3 Bucrasu «Jlicosa micHs»
1926 poky (HdepxaBuuii npamaruunuii Tearp iM. 1. dpanka, pexu-
cep — €Bren KoxaHeHKo), Haj SKOIO TPAIIOBAB XyIOKHHUK Mar-
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Bil [Ipak, €pMmioB posmimrye y cepii anpOomiB « Ukrainey (1928),
BiZI3HAYAIOYM BUCTAaBY SIK BOXKJIMBY JUIS YKpaiHW MUCTEUBKY MOIIIO0.
Kpim Toro, y mkinax €pMuioBa NpOYUTYETHCS CIiI MATIOHKIB AHa-
tons [leTpupbKoro 10 BUCTaBH 32 JpaMaTHYHOIO MOEMOI0 «Y Kara-
kombax» (1920-1921) pexucepa Onekcannpa 3araposa, KuiBcekuit
tearp imM. T. IlleBuenka. ¥ poGorax Anartons [lerpunpkoro repoi
Jleci Ykpainku BTiIeHI Ha MepeTHHI 00pa30TBOPUMX KyOi3My i HEo-
Bi3aHTH3MY, 10 BiICUIIA€ TIsfa4a He TUTBKH IO CaKpaJIbHOIO MUCTE-
uTBa cepeaHboBiuHOro Kuesa (miepiony, 10 sSIKOTo, HIONpaBa B iHIIH
ecteruni, [lerpuupkuii moBepTaBcs B poOoTi Haj omeporo «KHs3b
Irop» 1929 poxky), a it no Muxaiina boituyka, KOTpuil ympoBaKye
HEOBI3aHTU3M B YKpaiHchke MucTenTBo 1910-x—1930-X pokiB.

Heogizantusm y TBopuocTi €pMHIOBa HallKpalle BUPaKCHUH Yy
Horo mu3aiiHi murapok « Ykpainkay». [loBopot o0nmuuus y Tpu 4BepTi
i ceungiuHUN HAXWI TOJOBH, BY3bKHH HiC, MaJeHbKI ByCTa # ILIHU-
POKI 31HUIII TEPEXOIATH 1 B 300paKeHHsI TepcoHaxiB «JlicoBoi micHi».

Ompiu Bi3aHTIHCBKOTO CHajKy, y poborax €pMmmiIoBa 3HaXO-
JSTh BIATYK 0arato iHIIMX €BPONEHCHKUX Tpagulid o0pa3oTBOp-
qocTH. Y JHcTax 0 XyAokHuKa Biktopa [lnaroHosa, mo aatoBani
1960-1967 pokamu, €pMUIIOB Ha3UBAE CBOIX HATXHEHHUKIB, 30Kpe-
Ma: aHTHYHHUX CKyJIbNTOpiB, Teodana [peka (BizaHTIHCHKOTO Maii-
cTpa, yuurens Anzpis PyOnwosa), Enbp I'pexo, Bemackeca. Cepen
00pa3oTBOpUMX POOIT OCTAHHBOTO MHCTEIh BUOKpeMITtoe «E3omay
(1640), 3BigKM XyAO)KHUK, MOXIIUBO, y35B IPELUBKUI KOHTPANoOCT
it 300pakenHst Kunnnau ii Jlykama (nonokeHHs: pyk Bemackeco-
Boro E3ona i nepcoHakiB €pMUIIOBa aK HaJITO CXOXKi).

VY crenorpadii mepioi nii Ta ecKi3aX KOCTIOMIB TaKOX MOXKHA
MPOYUTATH BILIUB «Primavera» borrivemm (1482), Ha 110 BKazye
Tersina [1aBnoBa. Ase, mopiBHsHO 13 OoxkecTBamu borTivemi, 1emo-
HOJIOTIYHI NepcoHaXKi €pMHIIOBa CATalOTh OLMBIIOT BiBepTOCTH. Y
300paxenHi [lepenecnuka, Pycanku i Pycanxu [loiapoBoi €pmumnos
HE PUXOBYE IPYIH Ta CTaTeBi OpPraHu repoiB, 300paxkyroun iX y mpo-
30pOMY CBATKOBOMY (TOOTO HEOYAEHHOMY — TaKOMY, 10 HE HOCHIIU
censian Hi B XIX, Hi y XX cTomiTTsX) 0715131. OroneHicTs NpucyTHS i
B 300pakeHHi Kuninu, ane B ii 006pa3i BoHa MpOTUCTaBIeHa IPUPOI-
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HocTi pycanok i [lepenecnuka. Kununa ogsrHeHa B TpaauLiiHUN
BOJIMHCBKUI CTPiii 3aMOXKHOTO CEJISTHCTBA, MPHUKpaIleHa TyKaTaMu
il BUIIMBKOIO, aje i1 HOru i JIOHO TPOCBIYYIOTHCS KPi3b CIiAHUIIIO.
BigsepricTs B 00pa3i Kunnnu nepeTBoproeThCsl Ha BYIbIapHICTb.

V wicrepii Jleci Ykpainku cuenu 3abasu Jlykama i3 MaBkoio y
nepurii aii Ta 3 Kununoro y aApyriid Tex MaroTh BUpa3HUNA epoOTHY-
HUI HAaCTPiH, Ta PI3HATHCS Y JOKALIsIX: Tepiua BiaOyBaeThCs HA TIi
MIPUPOJIN HABECHI, a Ipyra — OiJIsl BIKATOro JITHHOTO mosist. Onpiy
TOTO0, MecTolli MaBK# MPOTHCTABIAIOTHCS TPalanBii Oiiii, y sSKil
Kununa nepemarae.

OO0pa3 nepCcoOHaKKH 3MIHIOETHCS B MI3HIMIOMY €CKi3i. 3HUKAE
€JIEMEHT CEKCYaJbHOCTH, aBTCHTUUHHUM CTPii 3MIHIOETHCS CelIsH-
CBKMM OfITOM 13 ariTauiiHuX pajsHCHKUX IJIaKaTiB, 3HUKAIOTh
nokpacw, a Oynosa Tina Kuinau «demiHi3yeTbes»: orpsaHa mus i
LIMPOKE JIEKOJIBTE IPUKPHUBAETHCS aKypPaTHUM KOMIpOM, PYKH, HOTH
i 00JHMYYs CTAIOTH BY>KYUMH.

SIK1mo B mepuioMy BapiaHTi KOCTIOMY €pMHIIOB OIUCYE Hera-
TUBHY, ajle XapakTepHY, CUIbHY U npuBadiauBy kiHKY (iHakme Jly-
Kalll, BOJIOJIIFOYH «IyIIl IIBITOMY», HE 00paB O 1i), To apyruii oopa3
HAOMKEHUI 10 THIIOBO «KOMCOMOJIbCHKOTO». SIK BBakae TersHa
[laBnoBa, Takuil miaxig A03BOJIMB €PMUIOBY pajlle MOIIAHYBaTH
YKpaiHCBbKe CeJI0, HI’K BUCMISITH Yepe3 «KYPKYJIbCbKY» KapuKarypy,
stk e Oyno B Jlpaka. Tak, monpaimtoBaHHsIM KOCTIOMY €pMHIIOB Mij-
TPUMYE «COBETU3ALII0» HAPOIHOI €CTETHKH, JOIIOMArae CTBOPEHHIO
00pasy CesIHKH, TOTOKHOTO, IPUMIpOM, Mi3HIIIIH KOJATOCITHULI i3
MOCKOBCBKOTO nam’aTHUKa Bepu Myxinoi. Tum He MeHIIe repoisye,
a He IPUHIKYE CEISTHCBKUH KIlac.

VY nepeBTisieHH], IMOBIPHO, € IPUXOBaHa AUXOTOMisl. MoXKHa TIOTO-
JuTHCS 13 qociiaauiero [1aBnoBoto, ane 3UNTy€eThCS TAKOXK 1HIIE TPaK-
TyBaHHsI 00pa3iB. EpMHUIOB MaB IPUXHUIIBHICTB 10 HAPOIHHUX TPAAULIN
Ta BipyBaHb. Y JIUCTI 0 MUCTeNTBO3HABI [IMuTpa ['opOauosa (1967)
BiH nume: «ChOro/IHI 32 XpUCTUSHCHKUM KaleHaapeM Tpiiis, ane y
HamoMmy OyIMHKY HaBiTh TPaBOIO HE MaxHE», — IIO0 BKasye Ha HOro
0013HaHICTh B 00psiaax. A TOMY i3 MOCHJICHHSM MONITUKU pycU]iKarii
Ta MPUCKOPEHHSM AHTUPENIriiHOT KaMIaHii HaMaraeTbCs BHPA3UTH
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CBI/ IPOTECT Ha CIIeH] (Ha sIKy BUCTaBa, CJIOBOM, TaK 1 He Buinia). Y
nepeTBopeHHi KuimuHU crioctepiraeTbCsi MpUAYyIIEHHs 3BHYAI0, TIPO-
THCTABJICHHSI HOBOTO PaSIHCHKOTO MiTy OOTTiYeITIBCbKMM aHTHUYHHM
Ooram, Ha SIKMX IEPETBOPIOIOTHCSA KOCAUiBChKi TyXHU MPUPOIH.

L5 Te3a cynepeynTs YSBIECHHSM, MO-TIEpLIe, PO YKPaTHCHKUN
aBaHrapz sik abCOJIOTHO MiApasHChKE SBUILE, TO-Ipyre, Mpo Of-
HO3HAUHUHM PO3PHB aBaHTapAy i3 iCTOpi€l0 00pa3oTBOPUOCTH i
MiATBEPKYE TOH AHTAroHi3M POCIHCHKOMY OiNbLIOBU3MY, KU
BUYBAETHCA Y TBOPYOCTI NESKUX IHIINX YKPAaiHCBKUX XyHTOXKHHKIB,
Hanpukiaaja, Kazumupa Manesuua. Uepes nmpuxoBaHICTh 1 00epex-
HICTb CyNpOTHBY B poOOTax MHUTIIB OO MEPIOAY iAeThCS pajiie
HE MPOo MONITHYHY MaHidecTalito, a Ipo CyIpoTHB €CTETUL colpe-
anizmy, HacajkeHiid kepiBHuITBOM CPCP. «JlicoBa micusa» Bacuns
€pMriIoBa BOIHOYAC 1 MIATBEPAXKYE el CYNPOTUB, 1 JOKYMEHTYE
PYX J10 HOBOI KOJIOHIaJIbHOT €CTETHKH.

BpemTi, xou micis mepeMoru coupeanisMy B MHCTEIBKOMY
cepenoBuIi nocBig €pMuioBa OyB BUTICHEHUH y MapriHec, WOTO
eKCIIEPUMEHTH 3HAHIUIN BiZOOpa’keHHS B UTIOCTpALisX XyIOXKHU-
KiB 1960-x—1970-x pokiB. BizanTiiicbki Ta 6apokoBi, KyOicTHYHI
Ta EKCTPECIOHICTCHKI MOIIYKH MTPOYUTYIOThCS B poboTax Muxaiina
Heperyca (1959), Codii Kapaddu-Kopoyr (1964) Ta Hanii Jlomy-
x0Boi (1970), xoua Ti€lo UM 1HILIOIO MIpOIO Wi LIFOCTpaLii iCHYIOTb Yy
MeKaxX KOH FOHKTYPH.

Yevgen Danylenko
undegraduate program student in the art history
at Kharkiv State Academy of Design and Arts
ORCID: 0009-0005-1671-3843

IS «THE FOREST SONG» BY V. YERMYLOV A RESISTANCE
TO TOTALITARIANISM IN ADAPTED TRADITIONAL
FORMS OR SOVIETIZATION OF THE VILLAGE?

Keywords: Vasyl Yermylov, Lesya Ukrainka, Ukrainian art,
avant-garde, scenography, theatrical costume.
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Breaking free from the constraints of imperial discourse under the
influence of Art Nouveau and avant-garde impulses, Ukrainian art un-
derwent a renaissance from the mid-1910s to the early 1930s. Primar-
ily due to its new administrative status, Kharkiv emerged as a cultural
center where powerful literary, visual art, and theatrical movements
flourished. These often converged to give rise to a new synthetic art.

Vadym Meller, a teacher at the Ukrainian Academy of Arts in
1920, played a pivotal role as the main artist at the Berezil theater,
which Les Kurbas relocated to Kharkiv in 1926. According to art
historian Lyudmyla Sokolyuk, Meller served as a precursor to avant-
garde changes in the art education system in Ukraine.

Kharkiv became a hub for artists working on scenography and
theater costumes, including members of the «Union of Seveny from
the former studentship of the M. Rayevska-Ivanova School of Paint-
ing. Within this circle, Vasyl Yermylov initiated his creative career.

According to art historian Tetyana Pavlova, Vasyl Yermylov,
who immersed himself in various avant-garde styles and move-
ments until the 1920s — specifically cubism, futurism, suprematism,
and expressionism — reached a creative pinnacle while working on
sketches for Lesya Ukrainka’s play «The Forest Song» in 1929. The
prior experience of artists in engaging with the literary legacy of the
author resonates in Yermylov’s works.

Acknowledging the significance of the performance as a crucial ar-
tistic event for Ukraine, Yermylov published photos from the 1926 pro-
duction of «The Forest Song» (performed at the I. Franko State Drama
Theater and directed by Yevhen Kokhanenko) in the 1928 album se-
ries «Ukraine», where the artist Matvii Drak was involved. Further-
more, traces of Anatol Petrytskyi’s drawings for the dramatic poem «In
the Catacombs» (1920-1921), directed by Oleksandr Zagarov at the
T. Shevchenko Kyiv Theater, can be detected in Yermylov’s sketches.

In Anatol Petrytskyi’s works, the figures from Lesya Ukrainka’s
works are portrayed at the intersection of pictorial cubism and neo-
Byzantinism, drawing the viewer’s attention not only to the sacred
art of medieval Kyiv (an era to which Petrytskyi returned in a dif-
ferent aesthetic manner while working on the opera «Prince Thor» in
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1929) but also to Mykhailo Boychuk, who introduced neo-Byzan-
tinism into Ukrainian art during the 1910s—1930s.

Neo-Byzantinism in Yermylov’s art finds its most notable ex-
pression in his design for «Ukrainian Woman» cigarettes. The three-
quarter face rotation, specific head tilt, narrow nose, small mouth,
and wide pupils are carried over into the depiction of characters in
«The Forest Songy. In addition to the Byzantine legacy, Yermylov’s
works also reflect many other European artistic traditions.

In letters to the artist Viktor Platonov, dating from 1960 to 1967,
Yermylov mentions various sources of inspiration, including ancient
sculptors, Theophanes the Greek (a Byzantine master and teacher of
Andrei Rublev), El Greco, and Velazquez. Notably, Yermylov high-
lights Velazquez’s «Aesop» (1640), suggesting that he may have
drawn inspiration from the Greek contrapposto pose for the depic-
tion of Kylyna and Lukash (the hand positions of Velazquez’s Aesop
and Yermylov’s characters are strikingly similar).

In the scenography of the first act and costume sketches, the in-
fluence of Botticelli’s «Primavera» (1482) can be observed, as noted
by Tetyana Pavlova. However, in comparison to Botticelli’s deities,
Yermylov’s demonic characters exhibit a more explicit sensuality. In
the portrayal of the Perelesnyk, Rusalka, and Field Rusalka, Yermy-
lov does not conceal the breasts and genitalia of the characters, de-
picting them in transparent festive attire, which was unconventional
for the 19th and 20th centuries. Nudity is also present in the depic-
tion of Kylyna, but in her case, it is juxtaposed with the naturalness
of the mermaids (rusalkas) and Perelesnyk. Kylyna is dressed in tra-
ditional wealthy peasant attire, adorned with ducats and embroidery,
yet her legs and groin are visible through the skirt. The explicitness
in Kylyna’s portrayal transforms into vulgarity.

In Lesia Ukrainka’s mystery play, the scenes of Lukash’s amuse-
ment with Mavka in the first act and with Kylyna in the second act
also carry a pronounced erotic mood but differ in locations: the first
occurs against the backdrop of nature in spring, while the second
takes place near a mowed summer field. Furthermore, Mavka’s ca-
resses are contrasted with the playful combat where Kylyna prevails.
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The character’s transformation in the later sketch reveals a
change. The element of sexuality disappears, and authentic attire
transforms into peasant clothing reminiscent of Soviet agitation
posters. Decorations and embroidery vanish, and Kylyna’s physique
becomes more feminine: a sturdy neck and wide décolleté are cov-
ered with a neat collar, and the arms, legs, and face become slimmer.

If, in the first variant, Yermylov’s costume describes a negative
yet characteristic, strong, and attractive woman (otherwise Lukash,
possessing the «flower of the soul», would not have chosen her), the
second image is closer to the typical «Komsomol» style. According
to Tetyana Pavlova, such an approach allowed Yermylov to show re-
spect for Ukrainian villages rather than mock them through a «kurkul»
caricature, as was the case with Drak. Thus, by refining the costume,
Yermylov supports the «Sovietization» of folk aesthetics, contributing
to the creation of an image of a peasant woman like the later collec-
tive farm worker in Vera Mukhina’s Moscow monument. Neverthe-
less, the portrayal heroizes rather than denigrates the peasant class.

In this transformation, there is likely a hidden dichotomy. One
can agree with the researcher Pavlova, but there is also another inter-
pretation of the images. Yermylov had a fondness for folk traditions
and beliefs. In a letter to art historian Dmytro Horbachov (1967), he
writes: «Today, according to the Christian calendar, it’s Trinity, but
even the grass doesn’t smell in our house», — indicating his famil-
iarity with rituals. Therefore, with the strengthening of Russification
policies and the acceleration of the anti-religious campaign, he tries
to express his protest on stage (where the play never premiered).
In Kylyna’s transformation, there is a suppression of the custom, a
confrontation of the new Soviet myth with Botticelli’s ancient gods,
which Kosach’s spirits transform into.

This thesis contradicts, firstly, the notion of the Ukrainian avant-
garde as solely a Soviet phenomenon and, secondly, the idea of a clear
rupture between the avant-garde and the history of artistry. It affirms
the antagonism towards Russian Bolshevism felt by some other Ukrai-
nian artists, such as Kazymyr Malevych. Through the subtlety and
caution of resistance evident in the works of artists from this period,
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it becomes less about a political manifesto and more about resistance
to the aesthetics of socialist realism imposed by the leadership of the
USSR. Vasily Yermylov’s «The Forest Song» not only affirms this re-
sistance but also documents the shift towards a new colonial aesthetic.

Despite the victory of socialist realism in the artistic environ-
ment, Yermylov’s experiments found reflection in the illustrations
of artists from the 1960s and 1970s. Byzantine, baroque, cubism,
and expressionism explorations are discernible in the works of
Mykhailo Derehus (1959), Sophia Karaffa-Korbut (1964), and Na-
dia Lopukhova (1970), although, to some extent, these illustrations
exist within the constraints of their circumstances.

Tonaka I'ennaoiii Ilemposuu
KAHOUOam MucmeymeosHascmed, 00yeHm Kagheopu HapoOHUX
incmpymenmie Yxpainu Xapxiecbko2o HayioHa1bH020
yuieepcumemy mucmeyms imeni 1. I1. Komnsapescvkozo
ORCID: 0000-0003-0273-9880

3 YKPAIHOIO B CEPI]I. OBIJIEHHI MY3HYHI
IIPOEKTH BOJIOJTUMHPA 3YEHIIBKOI' O

KarouoBi cioBa: Bonooumup 3youysbkuil, my3uuHi npoekmiu,
VKPQiHCbKa MY3UKa, €6pONeLcbKa Kynbmypda, MY3uyHO-iHCIpYMeH-
manbHe 8UKOHABCMBO, CUMPOHIUHA MY3UKa, DAAHHE MUCMEYMEO.

KoHnenTpatist y cBOEMy CHIIOBOMY TOJI TBOPUOi eHeprii akrya-
Ji3y€ NeBHI CMUCIIOBI MOAYCH 1 BUSIBIISIE CYyTHICTD 1HANBITYaIbHOCTI
Xynoxuuka, Mutist, Komnosutopa (1. [pau). Came Tak yxe noHaj
YOTHPH ACCATUIIITTS CIIPUUMAETHCS TBOPYICTD KJIACHKA YKPATHCHKOT
MY3HKH, BipTyO3a-KOHIIEPTaHTa, AUPUIEHTa i BiIOMOrO Tpoma-
cpkoro misiya Bomomumupa [lanunosuua 3younskoro (Hap. 1953),
SAKUW Y HUHIIIHBOMY poLi Bin3Hauae 70-piuHuil 10BiIEH.

Mysuka Bonoanmupa 3yOHMIIBKOTO HEOAMIHHO (DOKYCYEThCS B
00’€KTHBI yBarm yKpaiHCbKHX Ta €BPOICHCHKUX CIyXadiB, OIyCH
KOMITO3UTOpa MPOTATOM JECATHIITh 3alMIIAIOTBECS OecTcenepamMu
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CBITOBOTO OasHHOTO pemnepryapy. TBOpM MHUTLS MalOTh CBOi HEIO-
BTOPHI PHCH, cepel SKMX MY3MKO3HABIl BiI3HAYAIOTh MEperyciMm
DIMOMHY KOMITO3UTOPCHKOTO MHCJIEHHSI, €KCIPECUBHICTh, MTO3UTUB-
HUH eHepreTH3M, BUCOKUI BUKOHABCHKHI MpOoQecioHai3M, yBeIaeH-
Hsl OastHa 10 aHCaMOJIEBOrO MIKCTy 3 YCTaJCHUMH aKaJeMiuHUMHU
1HCTpyMEHTaMH B aHCaMOJIeBill Ta OpKecTpoBii rpi. JisiabHICTD My-
3MKaHTa MOCTI{HO TPUMA€E B TOHYCI HAyKOBOTO MOLIYKY 1 HAyKOBIIiB
(M. Topmiituyk, O. 3inkeBuu, tO. Yekan, A. Jlynina, A. [oHuapoB,
B. Oxmanrok, M. Bapakyra Ta 0araro iHIINX); IPYHTOBHOTO OCMHC-
JeHHs1 HaOynmu XopoBa, OasHHAa My3WKa, CTHIICTHKAa KOMIIO3HTOP-
CBKOTO MHChMa Ta iH.

HarionaneHi pucu tBopuocTi B. 3yOuiibkoro — e ojiHa BU3Ha-
YajbHA TpaHb OOJapyBaHHS, IO MPOTSATOM JAECSATUIITH 3aKapOyBa-
nacsi B 1oro MaciuTaOHHUX TBOpax, y KaMepHii, XOpoBii Ta OasHHIN
MYy3HLi: oniepa-oparopis-0oaner «YyManbkuil IUISIX» Ha TEKCTH YKpa-
fHchKkoro ernocy (1979-1983), xoponi konueptu «l'opu mMoi» (1986)
ta «Spmapox» (1987), «Kapnarceka croita» (1975) ta JIutsua croita
Ne 3 «VYkpainceka» (1987) ans Oasna i unmano inmux. Crig Bka-
3aTH, IO NPOTITOM OCTAHHIX POKIB BiIOYIWCS MpeM’ €pH psily TBO-
piB kommosutopa, cepex skux «Lenpuk» — IV vactuHa enmiyroro
My3u4HOTO TBOpY «Haponna cumdoHnis ennanus «Ykpaina»n» (2017),
XOpOBUH KoHLEPT «/limy Miil, AyaapuKy» Ui MilIaHOTO Ta AUTAYOTO
XOpiB 1 KamepHOro ancamOimo Ha Bipui Tapaca [lleBuenka, Bacus
CuMoOHeHKa 1 TEeKCTH yKpaiHCBKMX HapomHux micenb (2021), «bna-
romatHasi Mapisi» — KaHTara JJisl MIillIaHOTO XOpY, COJICTIB, YHTII,
opraHa Ta yIapHHUX iHCTpyMeHTiB Ha Bipuni Tapaca LlleBuenka (2022).
Baxxnuso 3ragaru, mo cBiit S0-piunuii roBineit Boronumup Jlanuio-
BuY 3yOMIBKHMI pa3oM 3 ApykuHoro Haramiero MuxaiiiniBHOWO Bij-
3HAYMIM KOHLEPTHUM TYPOM IO BCiX 00JacHUX MicTax YKpaiHu, y
JIBOX BiJIICHHSIX TOIi IPO3BYYalli OpUTiHaJIbHI TBOPU KOMIIO3UTOPA,
HanucaHi Ui 6asiHa Ta popTeniaHo, a TAKOXK COJIbHI OasiHHI OIMyCH.

3acIyroByroTh Ha yBary My3u4HOi CIUIBHOTH MacIuTaOHi moaii,
siki BigOynucs y 2023 poui B Ykpaini Ta JInTBi 1 Oyau npuypoueHi 10
LILOTOPIYHOT I0BINICHHOT 1aTu. 30kpeMa, 4 6epe3Hst B HarionanbHii
¢inapmonii Ykpainu BinOyscs TBopunii Beuip Bononumupa 3youris-
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Koro «3a YkpaiHy NOMOMIOCH», Tporpama CKiafaiacs 3 BEeTHKHX
cuMponiuanx nonoreH «llnuBe kauay (cBiToBa mpem’epa) 1 «Mos
VYkpainay (ans mimanoro xopy, ¢popremniano, 0asiHa i CTpyHHOTO Op-
KecTpy). Y LbOMY KOHLIEPTi aBTOpP KOMYHIKYBaB 3i CllyXadeM y TpH-
€THOCTI SIK KOMITO3UTOP, TUPUTCHT 1 BUKOHABEIIb.

3a miaTpuMKH YKpaiHCBKOTo KynbTypHOTro oy Ta [Ipucronmy-
HOT cinbebkoi paau KuiBebkoi obnacti 3 Haroau 70-pivds KOMIIO3UTO-
pa B YkpaiHi peanizoBaHO HPOEKT «3a YKpaiHy MOMOJIOCH» 3 LUKITY
koH1eptiB B Opeci (6.10.23), Tepronomi (14.10.23) Ta IBano-®pan-
KiBCbKy (15.10.23). I'paHnio3Hi KOHLEPTHI BUCTYNH B YKPaiHCBKUX
MicTax BiIOyJHCs 32 y4acTIO aKaJeMidYHOrO CUM(OHIYHOTO OPKECTPY
TepHoninbepKoi 00nacHoi (inapMoHii, ronoBHUIA AMpUreHT Mupocias
Kpinb; Haponnoi akagemiuHoi xopoBoi karenu imeHi [laBna YyOun-
cbkoro, nupureHT [Imutpo Paguk; comictiB Bonogumupa Boponuyka,
Aumninu [orocosoi, Onera Yopromiokoa Ta Bononumupa 3yOHIbKOTo.
V nux xonneprax MoHymeHtansHy MOJIUTBY 3a Vkpainy «Ilnuse
ka4ya» 13 iy «HaponHa cumdonist enHaHHs « YKpaiHa»» IUpUTyBaB
cam aBrop. Jlipuyna cioBigs « Ykpaino mos» Ha Bipi T. I, [lleBuenka
peaiizoBaHa y MIKCTi MIIIIaHOTO XOpY, CONpaHo, (opremniaHo, Kamep-
HOT'O OpKecTpy Ta OasiHa, IKUi 3ByYaB Y BUKOHAHH1 aBTOpa MY3HKH, SIK
1 eneriiinuii «Jlippunuii Basbc» A7t OastHA COJIO BCEPEIUHI KOHIIEPT-
HOT IPOrpaMu, — SIK CIIPaBKHE OJJKPOBEHHS, SIK 0a3a Mpil Ta Haliil Ha
cBiTIIe MaliOyTHE. Y 1IbOMY LIMKJIi KOHLIEPTIB PEMIPE3EHTOBAHO 1 XOPOBi
omycu mutis «IIpaBennas nyme» Ha Bipi T. I [1leBuenka s untis,
comnpaHo, Mimanoro xopy ta «Jlimy miii, xynapuky» (mam’ari M. Jle-
oHTOBMYA) Ha Bipini B. CuMoHeHKa Ta HapoAHi TEKCTH JJIsl AUTSIOTO 1
MIIIIAHOTO XOPiB, COJIICTIB 1 KAMEPHOTO XOPY.

o cepii 3axoziB 3 HaroAM IOBiIEI0 LBOTO POKY IOTYUHIIHCS
takox 1 [lonraBchkuii akajgemMiuHuil cUM(OHIYHUN OPKECTp 3 Tpe-
3eHTanielo cuMoHiuHoi Bepcil «ymapuka», a Takox xop Hi-
MPONETPOBCHKOT My3M4HOI akaaemii iM. M. IJTiHKH, SIKUI BUKOHAB
«Konomwuiiky» aiist MimaHoro xopy, ¢opremiaHo Ta yaapHHX Ha Bi-
piui . ®panka Ta HAPOJHMX MiCEHb.

MacmrabHuM roBieiinuM 3axonoM 2023 poky cTaB peasizoBa-
HUi y JIUTBI mpoeKT HauioHanIbHOI €nHOCTI «3a cBobomy 3 YKpa-
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fHOIO», AKMi BimOyBcst 21 kBiTHA y Benmkomy 3ani Kaynacwhkoi
JepkaBHOI (imapMoHii. €BponeichKy mpeM’epy BEITHYHOI cUMQo-
Hii Bononumupa 3younbpkoro «YkpaiHa» ycmimHo 3ailicHuB Kay-
HACbKHMH MicbKUH cuM(OHIUHMIA opkecTp miJ opyaoto KoctsHTHHA
Opb6ensna (CLLA) Ta Kaynacbkuii nepaBHUN XOp (XydoXKHIH Ke-
piBHHK, IupureHT i MeHekep Pobeprac Illepsenikac).

Otxe, Biga3epkaneHHs 00’ €KTHBHOI peallbHOCTI, sIKa MOTPaIuisie
B T10JI€ KOMITO3UTOPCHKOTO MHCJICHHS i, SIK PE3YJbTaT, CIIOHYKA€E JI0
BUHUKHEHHS! MUCTEL[LKUX OITYCiB, BUSABJISIE CyTHICHE CTABICHHS XY-
JOKHUKA J10 TOOaJIbHUX SIBUII, a JiSUTBHICTD MHUTLS B Cy4YaCHOMY
BUp1 3HAYMMUX MOAIH € pedieKciero XynoKHUKa Ha BUIPOOYBaHHS,
SIKi TIOCTAIOTh TIepeJl COLiyMOM, AEPKaBOIO Ta JIIOACTBOM Y MEBHHUN
BIATHHOK iCTOpPUYHOTrO yacy. My3uuHa TBopuicTs Bomomumupa Jla-
HWIOBWYa 3yOUIbKOrO — HaimioHaNbHUN (eHOoMeH. B 00’ekTHBi
KOMIIO3MTOPCHKOT yBarH 3aBk/Iu € YKpaina, a pisni rpani « YKPATH-
CBKOI'O» murenp 6ararorpaHHO BTLTIOE€ B YUCICHHUX KaHPOBUX
Mozensax. Y mepioa miodanbHHUX A YKpaiHH MOTPSCIHB 1 BHIIPO-
OyBaHb HOTO AiSJIbHICTH, AKTHBHA TPOMAJSIHCHKA MTO3UIIisI, YnMaa
KOHIIEPTHO-BUKOHABCbKA MPAKTUKA € MOTY)KHUM HalliOHAJTbHUM
MIPOIYKTOM, SIKHH PENPe3eHTY€e YKPaiHCBbKY MY3W4HY TBOPYICTB SIK
SIBUILIE CYy4YacHOI €BPONENCHKO1 KYJIBTYPH.

Hennadii Holiaka
Ph. D. in Art Studies, Associate Professor
at the Department of Folk Instruments Ukraine,
at Kharkiv I. P. Kotlyarevsky National University of Arts
ORCID 0000-0003-0273-9880

WITH UKRAINE IN THE HEART:
VOLODYMYR ZUBYTSKYI’S ANNIVERSARY
MUSICAL PROJECTS

Keywords: Volodymyr Zubytskyi, musical projects, Ukrainian
music, European culture, musical-instrumental performance, sym-
phonic music, button accordion art.
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An Artist’s, Master’s, Composer’s individuality essence is
revealed by concentration of creative energy in their force field
which make certain sense modi urgent. (I. Drach). This is the
way Volodymyr Danylovych Zubytskyi’s creativity has been
taken for more than four decades, who is a Ukrainian classical
musician, a virtuous concert performer, a conductor, a famous
public figure (date of birth 1953) and who has seventieth an-
niversary this year.

The musician’s creativity always keeps scientists in scientific
research as well (M. Hordiichuk, O. Zinkevych, Y. Chekan, A. Lu-
nina, A. Honcharov, V. Ohmaniuk, M. Varakuta and many others);
in course of thoroughful investigation of music for choir and button
accordion, style of the composer’s writing — the depth of thinking,
expressiveness, positive energy, huge performance professionalism
were pointed out.

National features of V. Zubytskyi’s creativity is another one out-
standing side of his gift. Premieres of composer’s long compositions
have taken place in recent years, among them are «Shchedryk» —
IV part of epic musical composition National symphony of uniting
«Ukraine» (2017)*, choir concert «My grandfather, my Dudaryk»
for mixed and children’s choir and chamber ensemble with poems by
Taras Shevchenko, Vasyl Symonenko and lyrics from Ukrainain folk
songs (2021)%, «Blessed Maria» — cantata for mixed choir, soloists,
reciter, organ and percussion instruments with Taras Shevchenko’s
lyrics (2022)%,

Large-scale events of 2023 in Ukraine and Lithuania need spe-
cial attention of music society. On March, 4 in National Philhar-
monia of Ukraine®> Volodymyr Zubytskyi's creativity evening «I
will pray for Ukraine» took place, where big symphonic compo-

4 Lviv Philharmonie. A conductor — Taras Krysa (the USA).

39 The premiere of the world at the International festival KYTV MUSIC
FEST-2021.

I'The premiere of the world at the National Philharmonie of Ukraine. Pavlo
Chubynskyi National Academic choir, a conductor — Dmytro Radyk.

2 Mykola Lysenko's Pillar Hall, Pavlo Chubynskyi National academic
choir and National Presidential Band.

— 110 —

11l Yeprawuncoki yumanms

sitions «A Duckling Swims» (a premiere of the world) and «My
Ukraine» (for mixed choir, piano, button accordion and string
orchestra) were heard. Having being supported by Ukrainian
cultural fund and Near-capital Village council of Kyiv region, a
project «I will pray for Ukraine» with a line of concerts was car-
ried out in Ukraine: in Odesa (6.10.23), Ternopil (14.10.23) and
Ivano-Frankivsk (15.10.23). In grand concert performances which
took place in Ukrainian cities, Academic symphonic orchestra of
Ternopil regional Philharmonic Society, Pavlo Chubynskyi Na-
tional Academic choir took part. In the line of concerts artis's big
choir opuses were also represented: «Pious soul» with lyrics by
T. H. Shevchenko for a reciter, soprano, mixed choir and «My
grandfather, my Dudaryk» (in commemoration of M. Leontovych)
with lyrics by V. Symonenko and folk texts for children’s and
mixed choirs, soloists and chamber choir.

The series of anniversary events of 2023 include also a musical
project carried out in Lithuania — a project of national unity «For
peace with Ukraine», which took place on April, 21 in a big hall
of Kaunas state Philharmonie. European premiere of Volodymyr
Zubytskyi’s symphony was performed by Kaunas city symphonic
orchestra under Kostiantyn Orbelian (the USA) and by Kaunas state
choir — an artistic director, a conductor and a manager is Robertas
Servenikas.

Thus, Volodymyr Danylovych Zubytskyi’s musical creativity is
a national phenomenon, different sides of «Ukrainian» are imple-
mented by the artist in numerous genre models. During the period
global distress and challenges, for Ukraine his composing, active
public position, considerable concert performing practice make up
a huge national product, which represents Ukrainian musical cre-
ativity as a phenomenon of modern European culture.
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«CYIIPYH-PAIICOIIA» 3. AJIMALLII:
I'PA 3 BUKOHABCbKHUMH YIIEPE/I’KEHHAMH

KurouoBi caoBa: azem, cmixosa xynomypa, dcanp pancodii,
VKPAIHCbKA MY3UKA.

VY 2015 poui 3onraH AnManii HamucaB TBIp I albTa 1 CTPYH-
HuX Ha 3amoBiieHHs Karepunu Cynpys. Kpim maptutypwu, icHye Ta-
KOX MEPEKIIaJICHHS 1151 anbTa i popremniano. 29 Bepecus 2023 poky
y pamkax mporpamu 29-ro MixHapomHOro (ecTuBajgo CydacHOT
my3ukn «Kontpacti» y JIbBoBi BiOynacs npem’epa HOBOT peaKiiii
TBOPY JUIsl BIOJIOHYENi 1 CTPYHHUX, SIKa PO3By4Yaja B aBTOPCHKOMY
BUKOHaHHI 3 HamioHansHuM ancaMOneM coiictiB «KuiBchka kame-
para» mig opynoro I[Bana Uepenniuenka (https://www.youtube.com/
watch?v=n939BUzeqUc&t=5101s). L{s Bepcist Takox iCHYE sIK Kjia-
BipHa.

Y KoMeHTapi aBTOpa BiIYYTHHH IpOHIYHHMH BIATIHOK Yy ¥oO-
ro CTaBJICHHI 10 Ha3BU TBOPY: « Yomy pancoodis? Cepedus gpopma,
MBIP-po3n06iob, 3 HE3ANPOSPAMOBAHOI) (POPMOIO, Q08O BIIbHUM
possumrom. Mooice, kpaue 6yno 6anadoio nazeamu? Ane Cynpyu-
pancodis eapro 38yuums! Li 63aemo0ii Oyke «c» i «p». [lomim — ys
Hazea exce cmana nesHum memom, sik i npizeuwe Cynpyuy. Ilpo-
JIOBXKYIOUH CIIOCTEPEIKCHHSI HaJl aliTepaIliclo B Ha3Bi, J0AaMO IIe
BaJic TIOEJHAHHS TOJNOCHUX: «y—y—a—0—i—s», SIKE BXKE caMo IO
co0i MOXKe CTaTh MeNojier0 ado HaBiTh JieHTMOTHBOM. lle MOokHa
CTIOCTEpIraTH B IMOYaTKOBUX MOTHBAaX MapTii cOMicTa, Jie B Pi3HUX
KOMOIHAIISIX BUKOPUCTOBYIOTBCS IX TTOEHAHHS, [0 Ma€ BILIMB Ha
MOAATIBIINI TEMAaTUYHUH PO3BUTOK. Y TIM KOMIIO3UTOPA HE I[IKaBUTh
rpa 3 ¢oHemamu. BiH po3kpHBae BipTYO3HI MOXKIMBOCTI alibTa, aje
poOuTh 1l 0e3 POMAaHTHUYHOI MiJIHECEHOCTI W OYiKyBaHOI cepiios-
HOCTI.
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VY npodeciitHoMy cepeoBUIlli CTPYHHUKIB JOBOJII TTOIIMPEHUIA
CTEpEOTHII, 3TiHO 3 SKUM icHYye Oe3amensuiliiHa BIEBHEHICTh Y TO-
My, 110 aJIbTH HE MOKYTb I'paTé YuCcTO. MOKIINBO, 1€ TOXOJHUTH Bij
TEXHIYHUX OCOOJIMBOCTEH BUKOHABCTBA HA IIbOMY iHCTPYMEHTI, 1110
norpedye MHUPOKOi PO3TSHKKU PYKH Ta YCKIAIHIOE TPy Y BHCOKHX
MO3HLISAX. 30a€ThCS, KOMIIO3UTOP CIELiaIbHO CTBOPIOE TaKi «irpo-
Bi cuTyauii» y maprii anbTa, o0 MakCMMajbHO YCKJIaIHHTH Hap-
TiIO COJICTa 1 CIPOBOKYBAaTH MOXIMBHH (anbil. Lle nposBriseTbes
3 IepIIUX TPHOX MOTHBIB, BUKJIAJACHUX PO3KIAJACHUM TPU3BYKOM Y
LIMPOKOMY TOJIOKeHH1. HaBiTh mpy raMonoaiOHNX macaxkax, BUKJIA-
JEHUX YBEPTSAMH, KOMIIO3UTOP BHKOPHCTOBY€ 301bIICHI CEKYHAU
Mopyd 31 3BUYaHUMHM, IO MOKE 3aBIaTH KJIOMOTY. Takox 1e mo-
MITHO B OPKECTPOBUX MAPTifAX CTPYHHUX, KOJH OAWH CTPIMKHH Ia-
CaX IO 3BYKaX TPU3BYKY BHKOHY€EThCS 16 pa3iB B yHICOH, JI0 SIKOTO
MOCTYTOBO AOJIYyYarOThCS BC1 IHCTPYMEHTH OpKeCTpy. Tak KOMIO3u-
TOp MAKMCTEPHO 3/IHCHIOE MOHITOPHHT aHCaMOJIEBOT TEXHIKH KOJIEK-
TUBY 1 TPUMYIIY€E 30CEPEIUTHCS BCIX Ha JOCATHEHHI i7€aJbHOTO
YHICOHY, 3HIMalOUl «3BEPXHICTHY» CKpUMaliB. «CymnpyH-parcomisn»
BMIIlly€ MHO)KHHY «TEXHIYHHUX CKJIaJHOUIIBY, TOJAHHS SIKUX HeaOu-
SIK TAIrpiBae 3amikaBieHicTh cayxadiB. KokHa HOBa «mepenkona»
3MyILIy€ BUKOHABLIB N00pe HANPYXHUTHUCS, 100 3irpaTH BCE YHCTO.
OnHak Take ITy3yBaHHS HE TI030aBlIeHEe XyI0KHbOTO 3MICTy 1 HE BHU-
KOPHCTOBYETHCS SIK CAMOLILITb.

CTBOpeHHS KypHO3HUX CUTYyalidl Ui IEMOHCTPYBaHHS TeXHiu-
HO{ BIIPaBHOCTI BUKOHABLIB € OMHUM 3 IPUIOMIB CMiXOBOi NPAKTHU-
KM, sIKa PO3BIHUYE yIEepeaKeHHs Ta cTaji kiime. Koiau kommo3uTop
MIEPETIUCYE TBIp JJIsl BIOJIOHYEI, HE 3MIHIOIOYH YKOJHOT HOTH Y Tap-
Tii coJticTa, SIKy caM K€ i BUKOHY€E, TO BHHUKAE J0/IaTKOBA IiIcTaBa
JUIsSL CaMOIpOHIi: Te, 0 aJIbT IPa€ 3 HEBEIMKUMH 3yCHIUIIMH, IS
BIOJIOHYENI CTae HAJACKIAAHUM 3apaaHHsIM. [lopiBHIOIOUM OOMJIBI
Bepcii, MOJKHA BIIMITHTH JHILIE JsKi 3MIHH B OpKeCcTpyBaHHi (I1e-
pecTaHOBKa MapTid aibTa i BiOMOHYENI AJIsl 3BYKOBOTO OallaHcy), a
MOZ0JIaHHSI IHTOHALIHHOT KapKOJIOMHOCTI, CTBOPEHO] B MapTii albra,
1ie OiJIbIle 3aroCTPIOIOTHCS IPY BUKOHAHHI Ha BiOJIOHYEM. Y TiM Ha
(ecTuBaNbHIN CLieH] aBTOPChKE BUKOHAHHS OYyJI0 TOCKOHAJIHM.
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I'pa 3i cimyxanbkumM CIPUAHSTTAM, 3 JAXOBUMH YIIEPEIHIKSHHIMHE
€ TOJIOBHOIO 1/1e€r0 paricoii. 30BHiIHIN OJIKMCK, BIpTyo3Ha MalcTep-
HICTh, 3aKJIaJICHa B MOJICIIi JKaHPY, NOEAHYEThCS 3 JIPYKHIM CTaB-
JICHHSIM JI0 MaliOyTHHOTO BUKOHABIIS, SIKUW «TPAE, SIK BMI€Y.

Stanislav Tyagun
student at the music theory department
at Kharkiv 1. P. Kotlyarevsky National University of Arts
e-mail: stanislavtuagun2016@gmail.com
ORCID 0009-0005-6847-3204

«SUPRUN-RAPSODY» BY Z. ALMASHI:
PLAYING WITH PERFORMANCE BIASES

Keywords: viola, laughing culture, rhapsody genre, Ukrainian
music.

In 2015, Zoltan Almashi wrote a work for viola and strings com-
missioned by Kateryna Suprun. In addition to the score, there is also
an arrangement for viola and piano. On September 29,2023, as part of
the program of the 29th International Contemporary Music Festival
«Contrasts» in Lviv, a new version of the work for cello and strings
was premiered by the author and performed by the «Kyiv Cameratay
National Ensemble of Soloists conducted by Ivan Cherednichenko®.
This version also exists as a keyboard version.

The author’s commentary has an ironic tone in his attitude to the
title of the work: «Why a rhapsody? It’s a medium form, a narrative
work, with an unprogrammed form and a rather free development.
Maybe it would be better to call it a ballad? But «Suprun Rhapsody»
sounds good! These interactions of the letters «s» and «r». Later
on, the name became a kind of meme, just like Suprun’s surnamey.
Continuing my observation of the alliteration in the title, I’ll add an-
other successful combination of vowels: «u—a—o—i—y—a», which in
itself can become a melody or even a leitmotif. This can be observed
in the initial motifs of the soloist’s part, where various combina-

53 Contrasts 29. Festival Opening (September, 29, 2023). https://www.
youtube.com/watch?v=n939BUzeqUc&t=5101s
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tions of these vowels are used, which has an impact on the further
thematic development. However, the composer is not interested in
playing with phonemes. He reveals the virtuosic possibilities of the
viola. But he does so without the romantic sublimity and expected
seriousness.

There is a widespread stereotype among professional string
players that viola players cannot play clean. Perhaps this stems from
the technical peculiarities of performing on this instrument, which
requires a wide arm stretch and makes it difficult to play in high po-
sitions. It seems that the composer deliberately creates such «play-
ing situations» in the viola part in order to make the soloist’s part as
difficult as possible and provoke possible falseness. This is evident
from the first three motifs, which are set out in a decomposed triad
in the wide position. Even in the scale-like passages set out in quar-
ters, the composer uses extended seconds alongside the usual ones,
which can be troublesome. This is also noticeable in the orchestral
parts of the strings, when one rapid passage on the sounds of the
triad is performed 16 times in unison, to which all the instruments
of the orchestra gradually join. In this way, the composer skillfully
monitors the ensemble technique of the group and makes everyone
focus on achieving perfect unison, removing the «superiority» of the
violinists. «Suprun Rhapsody» contains many technical difficulties,
the overcoming of which greatly warms the interest of the audience.
Each new «obstacle» makes the performers strain hard to play ev-
erything cleanly. However, such mockery is not devoid of artistic
content and is not used as an end in itself.

Creating curious situations to demonstrate the technical skill of
the performers is one of the methods of laughing practice that de-
bunks prejudices and established clichés. When a composer rewrites
a piece for cello without changing a single note in the soloist’s part,
which he himself performs, there is an additional reason for self-
irony: what the viola plays with little effort becomes an extremely
difficult task for the cello. Comparing the two versions, one can note
only some changes in the orchestration (rearrangement of the viola
and cello parts for sound balance), and the stunning intonation cre-
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ated in the viola part is even more acute when performed on the
cello. However, on the festival stage, the author’s performance was
perfect.

Playing with audience perception and professional prejudice
is the main idea of rhapsody. The external brilliance and virtuosity
inherent in the genre’s model is combined with a friendly attitude
toward the future performer who «plays as he knows how».
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TEATPAJIbHUA BUMIP BYTTSI
THEATRICAL DIMENSION OF BEING

Ilapmona Ana Bikmopisna
KAHOUOAm MUcmeymeo3Hascmed, 00YeHm Kagheopu meampo3nHas-
cmea, Oekan meampaibHo2o (hakynememy XapKieCbKo2o Hayio-
HanbHo20 yHigepcumemy mucmeyms imeri 1. I1. Komusipescvrozo
ORCID: 0000-0002-5503-2208

TEATP AK IHCTPYMEHT CYCHHIIbPHHX
TA COLIOKYJ/IbTYPHHUX 3MIH

KuarouoBi cioBa: meamp 3apadu 3min, coyianvHuii meamp, me-
amp yyacmi.

Croromui ykpaiHCbKe CYCHUJILCTBO ONMHHWIIOCSA Mepen OOauy-
YsIM CKJIAZHOTO, CYIIEPEWwINBOI0 KOMIUIEKCY BUKIIMKIB Ta KaTacTpod.
KapkomnomHi corianibHi poOJIeMH CIIOHYKAIOTh A0 MOIIYKY HOBHX
JUEBUX MOJIENel X BUPIMIEHHS, TIONIYKY 3ac00iB BIUTMBY Ha SIKICTh
1 BeKTOpH 3MiH. HUHI, KO MU BCe YacTillie TOBOPUMO PO 3acaiu
TPOMaJITHCHKOTO CYCITIIBCTBA, PO HEOOX1THICTh HOBOTO CYCILIBHO-
ro JIOTOBOPY, I'pagyC HaOpyrH i, BIANOBIAHO, 3alUTy 10 Tearpy Ho-
CHUTh BUCOKHU. SIKOTO K TYT € QYHKIIis TeaTpy — JinIie pediekcis Ha
i MpoLecH, aHalli3 Ta MPOrHO3YBaHHS MMOJAIbIIOro po3BUTKY? U,
MOXKJIMBO, TIOCK Oibiie? Yn ycBinomitoe, ineHTudikye tearp (foro
TBOpIIi) ceOe He pedepi, a OCHOBHUM TpaBlIeM Ha IO WX 3MiH?
BusnanHs cy0’€KTHOCTI — BakJIMBHH (DAaKTOP, 11O BXKE € O3HAKOIO
TOTOBHOCTI JI0 JIii, 10 MPOBOKAIIi1 COIiaIbHIX TIEPETBOPEHb.

Penepryapuuii Tearp, y mapagurmi sikoro ¢opmysanacs i Tpu-
BaJIM{ yac iCHyBaJla Hallla TeaTpajibHa KyJIbTypa, MPOTArOM Jecs-
TWIITh BU3HA4YaB OCHOBHI OPIEHTHPU Ta PO3CTABISAB IMPIOPUTETH.
HaromicTs yce, 110 He BIMCYBajocs B 10 MOAENb, epedyBalo, sK
MIPaBUIIO, HA MapriHeci ¥ BH3HAyayocCs sK maparearpajibHa cdepa.
He Oynmemo mpuxoByBaTH, y cepenoBHIN MpoQeCcioHaiB JOMiHY-
BaJI0 3HEBAXKJIMBE, CKENTUYHE CTABJICHHS A0 OinbmocTi ¢popm co-
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iaJIbHOTO, KPUTHUYHOIO, HEAPaMaTHYHOIrO, MOCTAPAMATUYHOTO
Tearpy, 40 TPOMaJChKHX aKTUBICTIB, SIKi pOOJISATH LIOCH TaKe, L0 HEe
BITUCYETHCS B 3arajJbHONPUIHATI HOpMHU. [IpoTe B Ham yac naparea-
TpaJIbHUW CETMEHT MILIHO ITPOPOCTA€E HABITh Y KOHCEPBAaTUBHUX MO-
JIeNsX IHCTUTYLIHHOTO Tearpy. Bee OibIn OueBUAHUMH € 3pyILICHHS
BCEPEAMHI CaMOT0 TeaTPaIbHOTO OpPraHi3my.

Bukopucranas pi3HOMaHITHHX (GOpM TeaTpy 3apand 3MiH B
YKpaiHChKUX Nep(OpPMaTUBHUX MPAKTUKaX MOMITHO aKTHUBi3yBajo-
cs1 micnsg PeBomrowii TiTHOCTI Ta 3 MOYaTKOM POCIHCHKO-YKpaiHChKOT
BiliHM y 2014 pori. 3a oCcTaHHE OECATHIITTS CPOPMYBAIOCS MTOKO-
JiHHA MHTLIB (peXHcepiB, akTOPIB, ApaMaTypriB, KyJbTypHHX aK-
THUBICTIB), 5IKi AEKJIAPYIOTh HIPUHIMIIOBO 1HAKILIUH MOTIISL HA TeaTp.
Bonu po3misaaioTh TeaTp Mepil 3a Bce SK iHCTpyMeHT 3MiH. [Ipen-
CTaBHHUIS BHILEO3HAYEHOTO MOKOJIHHS, YKpaiHCchka akTopka Okca-
Ha YepkaimuHa, B iHTepB 10 iHTepHET-BuaanHto 7he Ukrainians Bin
14 numas 2023 poky 3a3Havae: «I1ig gac poboTH s crilimana cede Ha
JyMIIi, 110 Y [OMY NaTpiapXajbHOMY CBiTi OJITHKY IPUBYMIN HAC
JTyMaTH, 110 3MiHM HEMOXJIHBI, 00 1M 11¢ BUT1IHO. CBIT KOTUTHCS 110
Oica, anoKamircuc, BiHU. .. 1 HAC 3MYCHJIN MOBIPUTH, IO 3MIHUTH
1€ HEMOXKIIBOY 1 1aJli HAroJIoIlye, 10 BOHA «MHUCIIIIIA TeaTp He SIK
MaiJaHYuK, 1100 3poduTH co0i Kap’epy 4u MPOMOBUTH MPEKpacHi
¢dpasu, a K MaliJaHIMK JJ151 COLILYMY, 1€ 5l IPAKTHUKYIO CYCIIbCTBO,
B SIKOMY XOTiJ1a 0 KUTH...»*".

JlocBig cBITOBOrO TeaTpy YHAOUYHIOE, IIO Tearp, SIK KOHCTAaTy-
101h [lepmi Bour ta J[on Kiemmep, «Moxe OyTH OCHOBOIO IS
NPUMHUPEHHS, QYHKIIOHYIOUH SIK MICT MOPO3YMIHHSI MK YJICHAMH
IPOMaJIM, HAAF0YM MOXKIIMBICTH 3pO3YMITH TOUKY 30Dy IHIIHX».
VY nocnimkenHni «Ilepdpopmanc Ta po3BUTOK: TeaTp A COLIATbHUX
3MiH» JOCTITHUKH TOBOPSATH MPO 3HAYHE 301BIICHHS MPHUKIAIiB
«3ally4eHHs1 TeaTpy Ta iHmux ¢Gopm nepdopmancy 10 1ol HU3KU

3*Okcana Yepkarunna: «/laTu mpo3BydaTH TyMIi iHIIOTO YH iHIIOT, HABITH
KO Tebe HakpuBae Bixg Hesroam». URL:
https://theukrainians.org/oksana-cherkashyna/

5 Pearly Wong and John Clammer Performance and Development:
Theatre for Social Change. URL: https://www.academia.edu/25449376/
Performance and Development Theatre for Social Change
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MUTaHb, sIKi a00 CTaHOBIATH PO3BUTOK y TPAAULIHHOMY PO3yMiH-
Hi, 00 € BaYKJIMBUMU €JIEMEHTaMH 1HIINX BUKJIMKIB, 10 CTOSTH I1e-
pen JIFOJAMHOK Ta IHIIUMHU OiOJOTIYHUMU CIITPHOTAMH Ha HAIIii
mraneTi»*®. JIo BUKJIMKIB, 3 SKUMH e(EKTHBHO MPAIOIOTh 1HCTPY-
MEHTH TeaTpajbHOr0 MHUCTELTBA, BOHH BiTHOCATH €KOJOT1YHI Mpo-
OneMu, MOpYUICHHS MpaB JIIOAWHH, TeHIACPHI MUTaHHS, MpodneMy
ODKEeHIIIB, MIKKYJIBTYpHI BITHOCHHH, OCBIiTY, CTAIUH PO3BHUTOK, CO-
LiaJbHy CIPaBeUIMBICTD 1 COLiaJIbHY MOMITHKY TOIIO.

Huni B rymaHiTapHHX HayKax CIIOCTEPIraEMo Takox mpouec ¢ik-
carii HoBoyTBOpeHHs — Teatp 3apanu 3MiH (anr. — Theatre for
Social Change) Ta momryku BignoBigHux nedinimiit. I came sipuie, i,
THM T1a4e, Horo nediHilii He € YiTKO OKPECICHUMH Ta YCTaJIeHUMH,
xo4a Tearp 3apaau 3MiH Ma€e Micle y CBITOBIi MUCTELBKIH MPAKTHIII
npu6ian3Ho 3 50-x pokiB XX ct. Capa TopHTOH y MoHOTrpadii «Bix
0COOHUCTOTO 710 MOJITUYHOTO: TeaTp COLiaAIbHUX 3MiH Y 21-My CTOMIT-
Ti», TiAKpectowun npodiemu aediHiuii Ta i1 HeakaneMiyHUA cTa-
TYC, IPOTNIOHYE TaKe BU3HAYCHHS NOHATTS Teamp 3apadu 3min: «lle
He oiHa (opma Tearpy, sk Kaxe Hikoncon’, BU3HAYalOuM MOHATTS
Ipuknaoua opama, — 1e HadIp «MDKIUCUUILTIHAPHUX Ta TIOPUITHUX
MPaKTHK». BiH 0XOIUTIOE MapTUCHTIATUBHI Ta MPOQeciiiHi MUCTELBKI
CEKTOpH, a TakoX cepu MHUCTenTBa W akTUBI3My. Lle rpaHnuHMi
MPOCTIp, 1€ CTUKAIOTHCS. MUCTELTBO Ta COLIANIbHI TIPAKTHKN»®,

@dopmu mOMMpPEHHs TeaTpy 3apaad 3MiH JIOBOJII PI3HOMAaHITHI.
Ix MoxHa K1acu(ikyBaTH 3a TAKUMHM YMOBHUMH KaTerOpisMHu:

- rtearp/mepdopMaTUBHA MOJICh: MECEIIKI Ta HApPaTHUBH 3MIH y
mponyKuii myGaiuHOro TeaTpy;

- CHHTETMYHa MOJeNb (M TeaTpoM Ta HaparearpoM): OCBIT-
Hi, OCBITHBO-MHCTEIIbKI TIPOEKTH 1 TpOrpamH, iHiLiHOBaHI TeaTpa-
MH; CTBOPEHHS CIUIBHOTH, JPYXHBOTO (O€3MeYHOr0) cepeaoBHILa
¢ Tam camo.
37Capa TopHTOH nocuinaerbest Ha kHury X. Hikosncona «IIpuknanna qpama.
Hap tearpy» (Nicholson, H., 2005. Applied Drama: The Gift of Theatre,
Basingstoke: Palgrave Macmillan).

8 Thornton, Sarah, 2012. From The Personal To The Political. Theatre for
Social Change in the 21st Century with particular reference to the work

of Collective Encounters: a review of relevant literature, Professional
Doctorate in Applied Theatre, Year One Literature Review. P. 4.
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HaBKOJIO TeaTpy; MiSUIbHICTh TeaTpiB y ICNPECHBHUX PETiIOHAX SIK
IHCTPYMEHT MOJI0JIaHHS CYCiJIbHOT, EKOHOMIYHOI KPH3H TOIIO;

- mapareaTpalibHa MOAENb: POOOTH 13 COLIAILHUMHU TPyINaMH
(OixeHI1i, BeTepaHy, 0€3XaThbKH, JIFOIU 3 IHBAIHICTIO, IMiJUTiITKH, JIT-
Hi roau. . .). Tearp npurno6nenux, @opym-rearp, [loctmneii-rearp.

Bonr ta Knemmep npomnonytots kinacugikanito Tearpy 3apaau
3MiH 3 OISy MO3HULT, SIKY 3aiiMae y TakoMy BHIAOBHII misigad: «Ha
NpaKTUALl TyONiYHUHA TeaTp MOXKHA PO3AUINTH HA TPU MIMPOKI THUIIH:
Tearp, CTBOPeHUH NpoeciiiHOIO IPyIIOI0, alle OPIEHTOBAaHHWH Ha JIIO-
JIeH, TeaTp, OpraHi30BaHUI JTFOIBMHU U JUIS JIIOJICH, TeaTp 3 HAaCUBHOO
ayIUTOPIELO 1 Tearp, OpraHiz0BaHU JIOABMHU 1 JUIS1 TIOEH, KUt 3a1y-
Yae misiiadiB 10 yuacti y Bucrasi (Mdoe 2002). [lo nepiioi kateropii
HaJle)KaTh aKTOPH, PEKHUCEPH Ta ApaMaTypri, siKi CTaBIATh BUCTABH
JUISl TPOMaJI 3 HaMipoM HaJMXHYTH COLIalbHI 3MiHH, MEpeNarodn
OCBITHE TIOCIIAaHHSI Ta 3a0XOYYIOUHM JIIONeH O0auuTH Ta BUPILIyBaTH
npoOneMu, 3 SIKUMU CTUKAa€ThCs iXHS Tpomana. Jpyra kareropis tea-
TPiB CTBOPIOETHCS JIIOABMH, SIKI HE MarOTh Mpo(eciifHoi miAroTOBKH,
o0 mpeacTaBUTH icTopii cBoel rpomaaun. TpeTs karteropis, Ha3BaHa
Boanom «hopym-Tearpom» abo iHOAI «IIEHOEK-TeaTpoM», BUKOHYE
I’€Cy Ha aKkTyaJibHy TeMy Mepe]] ayTUTOPi€l0, SIKY 3a0X04yIOTh BTPY-
TUTUCS 1 (PaKTHYHO NONYYUTHCS A0 AIHCTBa, 00 copmyaroBaTu
CTpaTerii Jyisi BUPILICHHS CBOIX MPOOJIEM ITiJi BIUIUBOM IT’€CH»™.

Sk nmpukiag npodeciiiHoro Tearpy, o CUCTEMHO 1 IiJIeCIPsIMO-
BaHO IIPALIIOE B 03HAYCHOMY HalpsiMi, MOYKHA Ha3BaTH XapKiBChKUH
Tearp-cTylilo «Apabecku». IX BHCTaBM # MPOEKTH OXOILIIOBAJIH
po0OTY 3 Pi3HOIO ayUTOPi€I0 — MiAOMIYHI MEHITCHIIIAPHUX CITYKO,
JIOAM Ha Bi3Kax, JKIHKU-OyXranTepku Tomio. Peanizyioun pisHOMa-
HITHI IPOEKTH, pexkucepka CpiTnana Onemko nparue BUOynoByBaTH
Jianor 3i CIiIbHOTOO, MiIiAMAaE IPayKINBi TEMH, 03BYUY€E HE3PYUHi
3alUTaHHs Y BUCTaBax Ta AUCKYCIsX IMiCJIsl BUCTAB.

Cepell MPOEKTIB OCTAHHBOTO JECATHIITTS, 3ICHEHUX PI3HUMHU
KOMaHAaMH, [0 CIOHYKAIOTh «OauuTH W BUPILIyBAaTH MPOOIEMID»
(Bonr, Knemmep), Bapro BiA3HAUUTH HE3aJEXKHUN TeaTpajbHUM

% Pearly Wong and John Clammer Performance and Development:
Theatre for Social Change. URL: https://www.academia.edu/25449376/
Performance and Development Theatre for Social Change
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npoekT «Ocinb Ha [ImyToHI» cuenapucra ta pexxucepa Camka bpa-
MH, CTBOPEHHH Ha OCHOBI PO3MOBi/IEil MEIIKaHIIB TepiaTpHYHOTO
nancionary. Bucrasa «AITHO» (mpamarypr [lima JleBuupkuii) Tea-
Tpy «lIpekpacHi KBiTH» y cHiBIpali 3 TPOMaJCbKOI0 OpPraHi3awi€ro
«Jlinist 3romm», mo Oyna CTBOpeHa Ha OCHOBI JOKYMEHTAJIBHHX ic-
Topiii yuacHukiB ATO, 3a ygacTio npo¢eciiiHuX akTOpiB i BeTepaHiB.
Bucrasa-pedmekcis nmpo kopymuito «Pectopan Ykpaina» (apamarypr
Hima JleBuupkuii) akropok Oxcanu Yepkammnoi ta Hinu XwmkHoi.
TearpanbHO-ypOaHicTHUHUE (ectuBanb Parade-fest (Xapkis), 1o
JeKJIapyBaB y CBOIl KOHLEMLIl MpaBo Ha MICTO i peai3oByBaB Iie
mpaBo y mporpami i3 cepii MibKHapogHuUX Jaboparopiid, MHCTelb-
KHX aKWiid y myOiaiyHOMY MpOCTOpi, MalcTep-KJIaciB Ta iHIIMX aK-
TUBHOCTEH. MixkHaponHuid mpoekt «KpuM, 5-Ta panky» (Kyparopu
npoekty — AniM AnieB Ta Haniss CokoneHko), MeToro sikoro Oyio
MIPUBEPHEHHS YBaru CIUIBHOTH O MOJMITB’A3HIB, MOPYLICHHS MpaB
JIIOJMHHU Ha THMYacoBO OKynoBaHoMy KpumMcberomy miBocTpoBi. Llen-
TPaJBbHOIO MOJIEI0 MPOEKTY CTajla TOKyMEHTaJ bHa BUcTaBa Jmurpa
KoctromuHchkoro 3a i’ ecoro Harami Bopoxout i Anacracii Koconiit.

32014 poky B YkpaiHi Tako)K BAHHKJIA HU3Ka KOJIEKTHBIB, CTBO-
PEeHHX, SIK IpaBUIIo, MpodecioHanamH, sKi CIpsIMOBaHi Ha poOOTY 3
MepeCceNeHIsIMHA 3 TAMYACOBO OKYTIOBAHUX TEPUTOPIH, MiUTiTKaMH 3
npu(POHTOBOT 30HM YH IHIIMMH JIOKAJIbHUMH CIIJIBHOTaMH, TPOMa-
JaM{ JeTIpecuBHUX perioHiB. 3okpema: Tearp cyuyacHoOro mianory,
PostPlay tearp Ta ix cninbHa BuctaBa «lllo pooutu B IlonacHiii
miciist mwoctoi Bedopa?» (pexxucep Auton PomanoBs, npamarypr Jlen
I'ymennnit); Tearp nmepecenenus, 0 HAPOAUBCS 3 MpoekTy Harami
Bopoxourt i ['eopra XKeno «Illkona-3» y ¢. MukonaiBka JloHernpkoi
00acTi, 3 SIKOTO 3roIoOM BUHUKIA BUCTaBa «Mos MuxkonaiBkay. o
KOJIa IIMX KOJIEKTUBIB TaKOXK MOKHa BiHecTH [Inardopmy Tearpains-
nux ininiatus (I1TI), mo xoHUEHTpyeThCs Ha poOOTI 3 MiATITKAMHU
(TOKa30BOKO B KOHTEKCTI Tearpy 3MiH € BuctaBa «byder» pexucep-
k1 SlHu 3eneHchkoi, CTBOpEHa Ha OCHOBI PO3MOBiAEH Ta po31yMiB
miamiTKiB mpo Oyminr y mkomi). ITTI takok BucTymae iHimiaropom
MHUCTEUBKUX (DEeCTHBAJIB, KyJIbTYpHO-OCBITHIX Ta IHKIIIO3MBHUX
MIPOEKTIB, CIIPSIMOBAHMX Ha 3MiHH.
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3perToro, MaeEMO Ha CbOTOAHI 1 3pa3KH APTUCUIIATHBHUX GOPM
Tearpy (TeaTrpy ydacti) i Tearpy npurHoonenux (popym-rearpy) —
I'O «Tearp 3min», 'O «Tearp ans nmiamory», mielOek-tearpy —
nHinpoBchkud «Cycimu», kuiBcbkuil «Ilil 30HTOM», XapKiBChKi
«Baxrtepny, «Kuse n3epkano», YkpaiHcbKa IIKoIa Teii0eK-Tearpy,
JIbBiBChKa TabopaTopis mieiibex-Tearpy Ta iH.

Amnani3 cutyanii 3acBiguye, o B YKpaiHi HasiBHI BCi O3Ha4eHi
tunu Teatpy 3apanu 3min. [Ipuiiimos yac dikcyBaTh, aHamizyBary i
BCEOIYHO JOCHIKYBAaTH Li MPOLECH HAYKOBLSIMH — COLIIOJIOraMH,
MOJITOJIOTaMH, KyJABTYPOJIOTaMH, TeaTPO3HABLISIMHU.

Yana Partola
PhD in Art Studies, Associate Professor
at the Department of Theater Science, Dean of the Theater Faculty
Kharkiv I. P. Kotlyarevsky National University of Arts
ORCID 0000-0002-5503-2208

THEATER AS AN INSTRUMENT OF SOCIAL AND
SOCIO-CULTURAL CHANGE

Keywords: theater for change, social theater, participatory theater:

Ukrainian society today faces a complex, contradictory set of
challenges and catastrophes. Staggering social problems prompt
the search for new effective models of their solution, the search for
means of influencing the quality and vectors of change. In today’s
context, there is a growing discussion around the foundation of civil
society and the urgency for a new social agreement. Consequently,
the demand for theater, given its potential to alleviate tension, is
quite high. In this process, what is the function of theater — only to
reflect on these processes, to analyses and predict further develop-
ments? Or is something more possible? Does the theater and its cre-
ators acknowledge its role as a major player in the field of societal
changes, rather than a mere referee? The recognition of subjectivity
is an important factor indicative of its readiness to initiate action
and provoke social reform.

— 122 —

11l Yeprawuncoki yumanms

The repertory theater, in the paradigm of which our theater cul-
ture was formed and existed for a long time, defined the main guide-
lines and set priorities for decades. Instead, everything that did not
fit into this model was usually on the margins and was defined as a
paratheater sphere. Let’s not hide the fact that the professional com-
munity was dominated by a dismissive, skeptical attitude towards
most forms of social, critical, non-dramatic, postdramatic theater,
towards public activists who do something that does not fit into
generally accepted norms. Today, however, the paratheater segment
is gaining ground even in conservative models of institutional the-
ater. The changes within the theater organism itself are becoming
more and more obvious.

The use of various forms of theater for change in Ukrainian
performative practices has significantly intensified after the Revo-
lution of Dignity and with the outbreak of the Russian-Ukrainian
war in 2014. The last decade has seen the emergence of a gen-
eration of artists (directors, actors, playwrights, cultural activists)
who declare a fundamentally different view of theater. They see
theater first and foremost as a tool for change. A representative of
this generation, the Ukrainian actress Oksana Cherkashina, said in
an interview with The Ukrainians on 14 July 2023: «During my
work, | found myself thinking that in this patriarchal world, politi-
cians have taught us to believe that change is impossible because
it benefits them. The world is going to hell, apocalypse, wars...
and we have been made to believe that it is impossible to change
it», and further emphasizes that she «thought of theater not as a
platform to make a career or to say beautiful phrases, but as a
platform for society, where I practice the society I would like to
live in...»%.

The experience of world theater shows that theater, as Perly
Wong and John Clemmer note, «can also be a basis for reconcilia-
tion by functioning as a bridge of understanding among members
of a community by providing a means of insight into others’ point

8 Oksana Cherkashyna: “Letting the opinion of the other be heard, even if
you are overwhelmed with disagreement”. URL: https://theukrainians.org/
oksana-cherkashyna/
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of view»°'. In the paper «Performance and Development: Theater
for Social Change», the researchers report a significant increase
in examples of «engagement of theater and other forms of perfor-
mance with a range of issues that either constitute development as
conventionally understood, or are certainly essential elements in
the wider challenges now facing the human and wider biotic com-
munities on our planet»®?. Some of the challenges that can be ef-
fectively addressed using theater arts tools include environmental
issues, human rights violations, gender issues, refugees, intercul-
tural relations, education, sustainable development, social justice
and social policy, etc.

Today, the humanities are witnessing the establishment of a new
phenomenon known as Theater for Social Change, and the search
for suitable definitions is underway. The phenomenon itself, and
even more so its definitions, are not clearly defined and established,
although Theatre for Change has been part of the world’s artistic
practice since the 1950s. In the monograph «From The Personal To
The Political. Theater for Social Change in the 21st Century» Sarah
Thornton highlights the problems of definition and its non-academic
status, and offers the following definition of the concept of theater
for change: «It is not one form of theater but, as Nicholson» (2005,
p- 2)%. Said of Applied Drama, a set of «interdisciplinary and hybrid
practices. It spans the participatory and professional arts sectors and
the fields of arts and activism»®.

The forms of dissemination of Theater for Change are quite di-
verse. They can be classified according to the following conven-
tional categories:

6! Pearly Wong and John Clammer Performance and Development:
Theatre for Social Change. URL: https://www.academia.edu/25449376/
Performance and Development Theatre for Social Change

2 Tbid.

63 Sarah Thornton cites H. Nicholson's book Applied Drama: The Gift of
Theatre (Nicholson, H., 2005, Basingstoke: Palgrave Macmillan).

% Thornton, Sarah, 2012. From The Personal To The Political. Theater for
Social Change in the 21st Century with particular reference to the work
of Collective Encounters: a review of relevant literature, Professional
Doctorate in Applied Theatre, Year One Literature Review. P. 4.
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- theatrical/performative model: messages and narratives of
change in public theater products;

- synthetic model (between theater and paratheatre): educa-
tional, pedagogical and artistic projects and programs initiated by
theaters; creation of a community, a friendly (safe) environment
around the theater; theater activities in depressed regions as a tool to
overcome the social and economic crisis, etc.

- paratheatrical model: work with social groups (refugees, vet-
erans, homeless people, people with disabilities, teenagers, the elder-
ly...). Theater of the Oppressed, Forum Theater, Post-Play Theater.

Wong and Klemmer propose a classification of Theater for
Change, based on the position of the spectator in such a spectacle,
as follows: «In practice popular theater can be categorized into three
broad types: theater produced by a professional group, but oriented
towards the people; theater organized by and for the people, and
with a passive audience; and theater organized by and for the people
and involving the audience as part of the performance (Mdoe 2002).
The first category involves actors, directors and dramatists produc-
ing for the community with the intention of inspiring social change
by conveying an educational message and encouraging people to see
and tackle problems faced by their community. The second category
of theater is conducted by people without professional expertise to
present stories from their community. The third category, called by
Boal «forum theater» or sometimes «playback theater» performs a
play on a local issue of significance in front of an audience encour-
aged to intervene and actually join in the action to formulate strate-
gies to resolve their own problems under the stimulus of the play»®.

An example of a professional theater working systematically
and purposefully in this direction is the Kharkiv Arabesque Theatre.
Its performances and projects have included work with diverse au-
diences, such as prison inmates, people in wheelchairs, accountants,
etc. Through the implementation of various projects, director Svit-
lana Oleshko seeks to build a dialogue with the community, raising

% Pearly Wong and John Clammer Performance and Development:
Theatre for Social Change. URL: https://www.academia.edu/25449376/
Performance and Development Theatre for Social Change
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sensitive issues and asking uncomfortable questions in performanc-
es and post-show discussions.

Among the projects of the last decade carried out by various
teams that promote «seeing and solving problems» (Wong and KI-
emmer), it is worth mentioning the independent theatre project Au-
tumn on Pluto by the writer and director Sashko Brama, based on the
stories of the residents of a geriatric boarding house. The play DPU
(by playwright Dima Levytskyi) by the Prekrasni Kvity Theatre in
cooperation with the NGO Line of Consent, based on documentary
stories of Antiterrorist Operation participants, with the participation
of professional actors and veterans. A theatrical reflection on cor-
ruption, Restaurant Ukraine (by playwright Dima Levytskyi), by ac-
tresses Oksana Cherkashina and Nina Khizhna. Parade-fest Theatre
and Urban Festival (Kharkiv), which proclaimed the right to the city
in its concept and implemented this right in a program of a series of
international laboratories, artistic events in public space, workshops
and other activities. The international project Crimea, 5 a. m. (cu-
rated by Alim Aliyev and Nadiia Sokolenko), which aimed to draw
public attention to political prisoners and human rights violations in
the temporarily occupied Crimean Peninsula. The central event of
the project was a documentary performance by Dmytro Kostium-
insky, based on a play by Natalia Vorozhbyt and Anastasia Kosodiy.

Since 2014, a number of collectives have also emerged in
Ukraine, usually created by professionals, aimed at working with
IDPs from the temporarily occupied territories, youth from the
frontline zone or other local communities, communities in depressed
regions. In particular The Theatre of Contemporary Dialogue, Post-
Play Theatre and their joint performance «What to do in Popasna
after six in the evening?» (directed by Anton Romanov, dramaturgy
by Dan Humennyi); The Displaced People’s Theatre, which grew
out of Natalia Vorozhbyt and Georg Geno’s School-3 project in the
village of Mykolaivka, Donetsk region, which later resulted in the
play My Mykolaivka. These groups also include the Platform for
Theatre Initiatives (PTI), which focuses on work with young people
(in the context of Theatre of Change, the play Buffet by Yana Zel-
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enska, based on stories and reflections of young people about bully-
ing at school, is indicative). PTI also initiates art festivals, cultural,
educational and integrative projects aimed at change.

Finally, there are various examples of participatory theater forms
such as theater of participation and theater of the oppressed (forum
theater) including the NGO Theater of Changes, the NGO Theater
for Dialogue, playback theater groups such as Dnipro’s Neighbours,
Kyiv’s Under the Umbrella, Kharkiv’s Watchmens, Zhyve Zerkalo,
the Ukrainian School of Playback Theater, the Lviv Playback The-
atre Laboratory, amongst others.

The analysis suggests that there are various types of Theater for
Change present in Ukraine. Scholars, such as sociologists, political
scientists, cultural studies experts, and theater critics, should com-
prehensively study and document these processes.

Yystcunosa Ipuna FOpiiena
KaHOUOamxa MUCmeymeo3Haecmed, Cmapuid 6UKIA0aiKa
xkagpeopu meamposnascmea XHYM imeni 1. I1. Komusapescvkoeo
ORCID 0000-0002-3397-6021

TPATEJIA I'OJIOJJOMOPY 1932-33 p.p. B PELEIIII
VKPATHCBKHX TEATPIB YACIB HE3AJIEJKHOCTI:
HOLIYKH ®OPMH, BAPIATUBHICTH 3MICTY
(10 90-X POKOBHH I'OJIOJJOMOPY-I'EHOITHTY)

Kuarouosi cioBa: [onodomop, ykpaincexui meamp, Hamans
Bopooicoum, Maxcum Tonenro, Ceimaana Onewxo, Cmac Kupkos,
cmy0ii mpasmu.

Kongepenuist YepkammHChKI YUTaHHSI TaK YK 1HAKIIE KOXKHOTO
pasy MoBepTa€ETHCs O A0JIi YKPaiHCHKOTO aBaHrapy, SKuii OyB 3HHU-
IeHUH B cTaliHchkux Tabopax. Came Tpariune «Poscrpinsae Bin-
POMKEHHS CHOHYKAJIO AOCHTITHHUKIB 10 3ayBa)KeHH:I, 0 B YKpaiHi
1937 pik nouascs B 1933, amxe Jlecy Kypbac OyB apemroBanuii B
1933, Muxona XBunboBuid i Mukona CKpUIHUK MOKIHYMIN KUTTA
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camoryocTBoM B 1933. Takok MOYMHAETHCS MacOBa YUCTKA PSJIiB
naptii, macoBi apemt. Ane 1933 me me i pik reHoUUAY yKpaiH-
cpkoro Hapony — [omomomop 1932-33 pp. 3 oceni 1932 o BecHy
1933 poky B YkpaiHi B CIIbCBKil MICHEBOCTI 3aTMHYIU 3 MiJbiO-
U 900 THCAY yKpaiHLiB, mudpa oQiliiHOI CTATUCTUKU 3araibHOL
cMepTHOCTI 5,1 MiNbHOH yKpaiHLiB.

Moske TOMHIKOBO 3[aBaTHCS, IO YWUM OUIbIIA KiIbKICTh
JKepTB, TUM Kpallle sl BU3HaHHs iHIIMMHU Kpainamu [onogomopy
1932-1933 pokiB reHOIIMIOM YKpaiHCHKOTO Hapomy. AJle 1€ He TaK.
HeoOrpyHToBaHi 1OCTiIKeHHS JHILIE MIKOASTh SIK HAIIOMY BJIACHO-
YKOBOT CIIUTLHOTH Ha 3aXOIi.

Xouy Haragat, mo B odiuiiiHuid aepskaBHHH AucKypc loio-
nomop morpanuB Tinbkd B 2006 pomi. Came Tomi yKpaiHCHKHI
napiaMeHT 3aTBEpPAUB Ha PiBHI 3aKOHY KOPEKTHHUH CIOBOBXKHTOK.
lonomomopom Mu Ha3uBaeEMo came Te, 1110 Majio Mictie B 1932—1933.
BiamoBigHO I ABOX BEJIHMKHX IMOBOEHHHX rojiofis 1921-1922 ta
1945—-1946 pokiB KOPEKTHI Ha3BH «IITYYHUH TOIOIY.

Ane Oyna iHIIa TepMiHOJIOTiuHa mpoOiema, a came BHU3HA4YEH-
HSl TeHOUMIY, TOOTO Aiif HalpaBIEHUX Ha MOBHE 3HUILEHHS ONHIET
KOHKpeTHOI rpymnu monei. [IpoOnema mossirana B ToMy, OKpiM BH-
3HAUEHHS «KOT0» XOUYTh 3HHUIIUTH, Ma€ OyTH 3a3HAYECHO «XTO» Mae
Takuil Hamip. B 3akoHi MicTHTBCS (QOPMYITIOBaHHS «3aCyIKYyIOUH
3mounHHI Aii TotamitapHoro pexumy CPCP», ane Bech cBIT 3Hae,
xTo € npaoHactynHuieo CPCP. BignosinHo, Pociiicbkka ®Denepa-
Lisl CIpUKHSUIA IeH JKEeCT YTBEPIKECHHS YKpPaiHChKOI JAep:KaBHOCTI
Ha cBolo aapecy. Ha 9 pomi BiiiHM 1 Ha 2 polli MOBHOMACIITaOHOTO
BTOpraeHHs Pocii B cyBepeHHy YkpaiHy MM 3HOBY Ha MI>KHapOIHO-
MY piBHI TOBOPHMO PO FeHOIM/] IPOTH YKPaiHCHKOT Hallii, TeHOLU
B Mapiynomni, Byui, Ipneni i ['ocromeni B gecsiTkax MICT 1 cemui,
JUTSL IbOTO 30MparoThes gokasu. Ha xane, nux gokasiB 6arato.

Ha crorognimmHiii neHs, okpiM Ykpainu, [onogomop BU3HAIU
reHouuaoM 32 KkpaiHu cBity. 3ayBaxy, mo 17 mep:kaB, BKIIOUYHO
3 Benukoro Bpuraniero Ta Himeuunnoro, a Takox €Bponeichbkuit
napiaMeHT BU3HaIHM [ 0J1010MOp TreHOIMI0M JIHIIE Ticis 24 JI0TOro
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2022 poky, ToOTO micisi HOBTOPHUX €Mi30AiB reHonuay B bydi Ta
Mapiymnoni.

Yomy s mertamizyro pedi, siki, 31aBajnocst 0, HE CTOCYIOTbCS Tea-
Tpy? ToMmy 110 MeHi BUAAETHCS, e T€, IO TAKOK MOXe OyTH OCHO-
BOIO aHANI3y BHCTaB Ta 3arajioM TeaTpajbHOTO JUCKYpCY B YKpaiHi
npucssiueHoro temi ['onogomopy. CboroaHi Mu epeKoHATUCA, 110
KyJABTYPHUH TPOCTIp 1 KyAbTypHa AMCTAHLIisA — L€ Mpo Oe3neKy
Ta 000pOHO3IAaTHICTh KpaiHu. BuBueHHs icTopii TpaBmye, ajie mie
Oubln HeOesneuHe 1i He3HaHHsS. BiAmoBigHO, y MUCTeNTBA € BCi
IHCTpYMEHTH, a0M MpalioBaTH 3 iCTOPUYHOIO TPABMOIO, a TAaKOXK
JIOJIaTH JAMCTAHII1, SIKI BIIIUIAIOTH O(iliifHy iCTOpitO Ta iHAMBImY-
anbHi icTopii. MOBYaHHS € OJUH 13 MPOSBIB ICUXOJOTTYHOI TPaBMHU.
JlronuHi Ba)KKO BIAETHCSI cCaMe MPOTOBOPHUTH, OMUCATH CBiH TOCBIi.
Came Tomy iif morpiOHa mpodeciiiHa nomomora ncuxomnora. Ti x
IPOLIECH BiI0YBAIOTHCS HA HAIIOHAJIBLHOMY pPiBHI — Hallii moTpiOHa
MICUXOJIOTIYHA MiATPUMKa, aOW TOBOPUTH TPO KaTacTpopu. AKe B
TpaBMy NEPETBOPIOETHCS HE Oy/Ib-sIKUI HEraTUBHUI TOCBIil, a came
HETPOTrOBOPEHUH, BUTICHEHHH.

st Toro, abu po3MISIHYTH TeaTpasibHi MPHUKIAAN, MEHI BaXKIH-
BO CKOHIIGHTPYBATH Ballly yBary Ha TPbOX Te3aX, fKi CTalOTh Me-
TOJOJIOTIYHO BAYKJIMBUMH Ul KapTUHH YKPaiHCHKHX BUCTaB IPO
TOJIOZIOMOD.

[lonbebka mocmigauis ArHemka Marycsk, sika BUBYa€e yKpaiH-
CBKY JITepaTypy Ta ApamaTyprilo uepe3 KOHLENT TPaBMHU CIYLIHO
3ayBaxye: «SIk crociO oM’ sIKIISHHST HACIIIKIB TPaBM(H) JTFOIU BU-
Oupanu MOBYAHHS, HemaM ATaHHS SIK croci® BrmkuBaHHs» (Marty-
csiK, 59). Tobto us popmyna cTocyeTbest caMme YKpaiHLiB, SIKi KUIN
B CPCP. MoBuanHs — 1e O0yB He mpocTo BuOip, 11e OyB crocib Bu-
uTH. bepe3inplli He 3anummim JoOKIaaHuX crorais mpo Kypbaca
HE TOMY, LII0 HE XOTJIM, a TOMY L0 He Oyau BIEBHEHi, L0 e He
3HUIINTS iX. BracHe, ne crocyetscest 1 [onogomopy. CBindeHHs npo
3JI0YMH CTaJI0 00 €KTOM MOLIYKY 0ararbox JOCIiIHUKIB.

Vkpaincbka niTeparypo3HaBuis Tamapa ['yHmoposa, sika mpa-
LIOE B TOMY YHCJi 3 TMOCTKOJIOHIANbHUMH CTYHISIMH, ONHCYIOUH
BOXJIMBUH KoHUENT mam’sati B pomani Okcanm 3alyxko «My3zei
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MOKMHYTHX CEKpPETiB» 3a3Hayae, 0 MaM’saTh Ma€ OyTW MpUBIAC-
HEeHOO: «B mocTkonoHianbHil icTopii cpaBKHBOIO ICTOPIEI0 € HE
3a7j0KyMeHTOBaHa (hakTorpadiyHa KaHBa 1 HE IIAMypHa «CTOpPi», a
BHYTpILIHE eK3ucTeHuiansHe 3HanHs (I'ynmoposa, 134). Oue BHy-
TPIIIHE SK3UCTEHIlIaIbHE 3HAHHS — I1€ OJIUH i3 HAPI)KHUX KOHIICTITIB
BCiX 0€3 BUHATKY BHCTaB, OCKUIBKM TeaTp MparHyB He MPOCTO JOHe-
cTu npasay. BaxxianBo Oyno nepenary 1e «eK3UCTeHIialIbHe 3HAHHSDY
KOHKPETHOT JIOIMHH, 30epiraouu came JI0ACKKUI BUMIp icTopii.

VYkpainceka TearpozHaBuns Maiist ['apOy3iok B cBoiif ocTaHHIN
CTaTTi 3alPONOHYBaJIa TAKy KaTEropilo SIK «iHAeKC MOBYAHHSI, 1110
MOXE€ BHMIPIOBAaTH IIBUAKICTH pearyBaHHsS TeaTpOM/MHUCTELTBOM
Ha icTopuuny TpaBmy. Ckaximo, aj1st ['onogoMopy iHIeKC MOBUYAHHS
CTaHOBHTH 75 pOKiB, a 1 BiliHM Pocii mpotn Ykpainun — Kinbka
MicsuiB (Harbuzuik).

[Tomatoun mepemnik BUCTaB, sl HE BKIIIOYAIa CAMOJiSUIbHI KOJEK-
TuBU. Takox s BIICBHEHA, IO IeH MepetiK TajeKo He MoBHUH. Tum
HE MEHIL, MeHi 0yJ10 BayJINBO 3a(iKCyBaTh PUTM 1 Li «iHAEKCH MOB-
YaHHS» NOBEPHEHHS HAIlIOHAIBHOT TaM’SITi.

2008: 75 poxoBuHu
«lononuwmii rpix» 3a HOBenow Bacumns Credanuka, pexucep Omnek-
cannp binozy6 (Kuis)
«Jlenin LOVE. Cranin LOVE» 3a motuBamu Bacums bapku, pexu-
cep Araplit Konnak (Yepkacu—Kuis)
«l'onogHa KpoB» aBTOp Mecu Ta pexxkucep Bomomumup Ilerpenko
(Muimpo)
2011
«3epHocxoBuiie» Harami BopoxOut, pexucep Makcum [onenko
(Konmomust) — BHCTaBa 3aKpUTa AUPEKILI€I0 TeaTpy A0 MpeM’ EpU
2013: 80 poxoBuHuU
«Tpeba xuTH — HEe MOKHA BMUPATH... a00 JTHUCTH 3 XapKoBa» pe-
xucepka Citnana Onemixo (XapkiB)
2015
«3epHocxosuiie» Harani Bopoxout, pexxucep Anapiit [Ipuxonpko
(JIbBiB)
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«lonoc Tuxoi 6e30an1» Hemu Hexnanoi, pexxucepka Ipuna Bomuib-
ka (JIbBiB)

2016
«I cTBOpUB c00i Kymupa» 3a Mmemyapamu JIpBa Komenesa, pexxucep
Crac XKupkos (Kuis)
«Tonoc tuxoi 6ezoqui» Hemn Hexnanoi, pexucep Anaromiit Jles-
yeHko (Mapiymoins)

2019
«lonoc Tuxoi 6e3omui» Hequ Hexnmanoi, pexucepka Omnecs [Lmo-
XOTKiHa (3armopiKs)

2022: 90 poxoBMHHU
«3epHocxopuuie» Harami BopoxOurt, pexucep Makcum [onenko
(PiBue)

B 2008 poui me He CTBOpEHI HOBOYACHI TEKCTH, PEXHUCEPU
0epyTh a00 KJIaCHYHI TEKCTH, a00 XyJAOXKHIl TEKCT, HATUCAHUN Ha
OCHOBi caMocTiliHO 310paHux cBigueHb (sik «lonomHa kKpoB»). Ta-
KOX 3 TeMoto [onogomopy Oy moB’s13aHi BUMIAAKK (CaMO )IIEH3YPH:
Awnpplit Kongak 3asBiisB npo Hamip 10 BiZoMoi Ha3BH gogatd adbo
«Moscow LOVE» abo «Russia LOVEy, onHak 1ie 0 03Ha4ano KoH}-
POHTALIIO 3 MBHIYHOIO CYCiJIKOIO, TOMY BiJl HaMipy BiH BiIIMOBHBCSI.

Tema l'otonomMopy Takok MapKye i HOJMITUYHY CHTYalilo B YKpaiHi.
3akputa qupekuiero BuctaBa B KomomuiicekoMy Teatpi imeni O3zap-
KeBHYa — II€ 03HaKa, 10 TPETHOTrO MPEe3UJIeHTa 3MiHUB YETBEPTHH,
Bikrop SHyKoBHY, aenT NPOPOCIHCHKOTO BEKTOPY PO3BUTKY KpaiHH.

3ayBakMmo, 10 Tema [onogoMopy NOBepTaeThCsl TPOXU paHille,
HIX pO3MoYnHaeThcss Peomromiss ['iqHOCTI, CTAaHOM Ha JIMCTOIAJ
2013 poui B Tearpi Apabecku Bke rotToBa BucTasa. [ oogoMop — 11e
OJIMH 13 MPOTECTiB, CHMBOJI IOBEPHEHHS 10 HALlIOHAILHUX 1IHTEPECIB.

dopmar koH(pepeHlii He nependayae MeTAIBHUN aHai3 BCiX
BHCTaB, TOMY s 3BEpPHYy Bally yBary Ha Ti CHiJIbHI CTparerii, siki
00MparOTh MHTLI PI3HUX MOKOMIHB 1 SIKi B PE3yNbTaTi CTBOPIOIOTH
MUCTEIbKUH (a 0TxKe 1 momituyHmit) oOpa3 [omogomopy i Te, 1m0
CBOTOJIHI MOXKE CTaTd y Haroii abo 3aBaJUTH MPOCYBATUCS Aali y
JIOCITIJPKEHHI BJIACHOT icTopil.
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[epme, 1ie 3BepHEHHS 0 CBiUEHb CBiJKiB. BaximBo Oyno He
MPOCTO PO3MOBICTH, IO BiAOY/IOCs, aje i MOBEpHYTH B OQiliiHUHA
JUCKYpPC TOJIOCH JIIOZICH, BUKIIOUEHHUX Ta 3a0yTux. [y mpukiamy,
AKILIO MOJIbChbKAa KIHOpEeXHCcepka ATHemKka XojlaHJ 3po0uiia mormy-
JSIpHUM OpHUTaHCBHKOTO XypHauicTa ['apera >xonca B 2019 poui, To
Ceimiana Onemko Haragana ue im’s me B 2013 poui 5K 1 iMeHa TuX
JIUTUIOMATUYHUX TPAI[iBHUKIB, SKi JIOMOBIJAIM PO CBOE mepedy-
BaHHA B PaASHCBKIN yKpaiHi.

B 2016 poui Crac XXupkoB 3a pekOMEHIALI€I0 TeaTpO3HABHLI
I'annu Becenocrhkoi B3sB 110/ieHHUKY XapKiB’stauHa JIpBa Komene-
Ba 1 CTBOPUB Ha OCHOBI iX BUCTaBYy-IIOJIOPO’K, 3 MiHIMaJIbHUMH 3aC0-
0aMu BUPA3HOCTI 1 3 OCHOBHUM aKIICHTOM Ha TEKCTi. YUM IiKaBUii
Komnenes, sikomy Branocs emirpysaru 3 CPCP Ta 3aBasiku ibomy io-
MY He J0BesIocs poOUTH co01 aMmITyTarito nam’siti, abu Brxutu? Jlen
Korenes 6yB OIHUM i3 THX, XTO MiATPUMYyBaB PaisSHChKY Biay. o-
IO HIOJICHHUK 1€ CIIOBi/Ib )KypHAJIiCTa, SKUI MiATPUMYBaB 3JI0YHHH1
Iii pafsHCHKOT BIIA/IM, aJie YCBIJJOMUB, 1[0 HACTIPAB/l Bi0yBaIOCs
JMIIe 3rogoM. Y Takui CrociO TeaTp He MPOCTO MOBEPTAE TOKYMEHT.
BiH Takox po3KpuBaE METOIOJIOT (0 CTBOPEHHS TOKYMEHTIB Ti€i 10-
Ou, BUMTH OyTH 00EpEKHUM Ta 3BEpTATH yBary He TiIbKH Ha Te, 10
HAITHCAHO, aJIe 1 X/ L€ IHIIIE,

Hpyre, ne notyxHuil ¢peminictuunmnii Hapatus. Came 15 Tpare-
Iisl ONUCYEThCsl B OaraTbox BUMAAKaxX caMe depes3 KIHOUUH JTOCBij.
B opHux Bumagkax e MOB’S3aHO 1 3 THM, IO aBTOPKaMH ABOX IO-
OYJISIPHUX T°€C € JKIHKHU, SIKi BUKOPHCTOBYIOTh 1CTOPil BIACHUX PO-
JuH B 1oOymoBi onosini. Ane ['oiogomop Takox HaOyBae i metadop
BTpaTH POMIOUOCTI, BTPATH MOMIJIMBOCTI MPOJOBXKYBATH pig — y
Buctasi «l'onoxHa xkpoB» JHimpoBchKoro tearpy «Bipumo!» came
Ha bOMY 3pOOJICHHH aKUEHT: BTpaTa (epTHIBHOCTI € HACHiJKOM
TOJIOAY, @ OTeE 11e BOMBCTBO HE TITBKHU KHUBHX, aJle 1 HEHAPOPKECHHX.
Takox 1€ MO’Ke OyTH TEMOIO OKPEMOTO AOCIHKEHHS 32 HAPSIMKOM
(eMiHICTUUHUX CTYHIH.

Tpete, Ha 1O BapTO 3BEpHYTH yBary — Ti TeaTrpu 1 TI BUCTaBH,
SKi 7151 ICTOPMYHOTO BiITBOPEHHS €MOXH TE€aTpH alenioloTh A0 Mi3-
HAaBaHOTO arpecHBHOroO mpomnaranauctcbkoro ctwio CPCP. Cuns
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0Omy3a, aritatopu, Qi3KyIbTYpHUKH, IJIAKaTH Ta JO3YHTH — 1 SIK MU
0aunMo, JOMIHYIOYMM B IIbOMY Bi3yaJbHOMY Dsiii € BCE OJHO 00-
muaust qBox JigepiB — Jlenina i Cramina. [ TyT BimOyBaeThcst ad-
COJIFOTHO TMapajoKcanbHa pid, KOMIOIOUN XYA0KHIM TIPHIiOM 3 YaciB
PaIsSHCHKOTO COI03Y, Tearp Pa3oM 3 HUM KOIIIOE 1 CIPOLICHUH, cKa-
3atu 6, migMiHeHui HapatuB. MeThcs mpo 3aMOBUYBAHHS iCTOPHY-
HO BinnoBifaigbHuX oci0. [TpuBuaHHS 10 OyMKH, IO TUTBKU JiIepU
HECYTh ICTOPHYHY BiAIOBiANbHICTh, MPU3BOAUTE JO BUKPHBIICHHS
niicHocti. Haramyro, cbOrofHi MU TeX Ha MDKHApOIHOMY PiBHI Bil-
CTOIOEMO KOJIGKTUBHY BiNOBiNaNbHICTh Pociiickkoi Denepartii, a He
TUIBKM KEpIBHULITBA JAepKaBH. BIieBHeHa, 1 cTpaTeris 3MiHUTHCS
1 3’ABIATHCS IMEHa 0araTboX BiJMOBINANBHUX, CEpel HUX IEPIIOro
ITaBna IToctumesa.

YeTBepTy CHUIbHY PUCY HaM MPOITIOCTPYE JIIONOKEP B 00pasi
Oanepunu 3 BucTaBu Makcuma lonenka «3epHocxoBuiie» (PiBHe,
2022 p.). Bnache, iineTbest mpo 000B’SI3KOBE BKJIIOUYEHHS B PO3IO-
Biai mpo ['onomomop 3raaku npo ¢aktu kanidamizmy. 3po3ymino, mo
pOOUTHCS 1€ aBTOpaMU HE JUIsS eCKaallii Tpareiii, a st Toro, abu
MiAKPECIUTH Mipy Biguaro Ta MTHMOWHM JIIOICBKUX CTpakaaHb. 5 O
TaKOX 3ayBa)kWJIa, IO 15 TpaauLlis Oepe moyarok 3 m’ecu «97» Mu-
koim Kynima, B sKii Haetsest npo ronox 1921-1922 pokis, ane sika
MEBHOIO MIpOIO 1 A0CI MPOAOBKY€E HOPMYBATH KaHOH 300paKeHHS
Tlonomomopy Ha crieHi.

Mix TUM, ICTOPHKH CHOTOIHI B)KE ONpALfOBald apXiBU IO-
CTaTHbO PETEIbHO, TOMY € 3MOTa FOBOPUTH 110 (aKTH KaHiOasi3-
My TIOOJMHOKI — 3arajoM OyJio 3aBEJCHO OJIM3bKa OJIHI€l THUCSYI
KapHUX CIpaB, HAaBITh SKIIO L HU(pa 3MEHIICHA Y MOPIBHAHHI 3
ICTOpUYHUME (PaKTaMH, BCE OJHO L€ HE KOPEIFOETHCS 13 KiTbKICHUM
CIBBIAHOIIECHHSIM 3aru0nux 3,9 MiIbHOHH, a TAKOXK 3arajlbHOI0
KUTBKICTIO HaceneHHsl YkpaiHu — Onu3bko 30 MinbiioHiB. [Hmmmu
cioBaMu, (hakTH KaHiOanizMy mix yac ['onogomMopy — 1ie BUHATOK, a
HE MpaBuIIo. SIKII0 aHali3yBaTH KOPITyC BICTaB, Ha KaJjlb, BACHOBOK
MOYKHA 3pOOHUTH MPOTHIICKHHM.

3aranoMm, MiACYMOBYIOYM IOCBiA BucTaB npo [omogomop B
YKpaiHCHKOMY Tearpi HaJA3BHYAMHO LIHHMUK JUIS aHaJi3y cTparerii
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pobotu 3 TeMamu karactpod XX ta XXI cTomiTTs Ta 111 BUBYCHHS
MEXaHi3MiB 3MiH 3aCTapiliX HapaTuBiB Ta marepHiB. YoMy s Haro-
JIOUIYIO Ha IIHHOCTI 1boro HocBiny? Tomy mo B ykpaiHCBKOTO Te-
aTpy morepeay He MEHILE BUKJIMKIB, OB SI3aHUX B TEPILy Yepry i3
OCMHUCIICHHSIM HUHIIIHBOI BiliHU. BiliHH, sk Ha MeHe, qyXe MIIHO
BKOpiHEHil B XX CTOMNITTI, Jy)Ke CHJIBHO MOB’A3aHOI0 CaMe 3 TUM
MUHYJIUM, sIKe, IK MU 0a4MMO, JIOCi TPUBAE 1 MOBTOPIOETHCS, 3011b-
HIYIOYM YMCIIO KepTB. He BUMagKoBO, CHOTOMHIIIHI iCTOPUKH, B
tomy umcii Timoti CHaiinep, SKOro X04y NMPOLUTYBAaTH Ha 3aBep-
HICHHS, BKe TPUBAJIUI Yac MPOBOASATH Mapayieii Mi>K MOJCISIMH Te-
Houuay ykpaiHcbkoi Harii B XX i XXI cromitri: «He auBHO, 1110
TOJI0Zl BUKOPUCTOBYBABCA SIK 30posi B Wil BilHi. 3anmepeueHHs Po-
ciero ['onogomopy Oyno (pakTHUHO MiJATOTOBKOIO JO BUKOPHUCTAHHS
NPOJOBONBCTBA AK 30poi. OCKibKM YKpaiHa € eKCIOpTepoM Mpo-
JIOBOJILCTBA TI0 BCHOMY CBIiTY, mpe3uaeHT IlyTiH HamaraeTbcs mpo-
JEMOHCTPYBAaTH CBili KOHTPOJIb Haa YKpaiHOIO, i TOMY OTrOJIOIIy€
minepam kpaid Adpuku Ta A3ii, o Temep BiH € TOCIoIapeM IMpo-
noBonbeTBa. Lo BiH Temep mae Bnaay Hax rononoM. Lo BiH Oyxe
BUPILIYBaTH, KOMY KUTH, a KoMy niomuparu. 11lo, 3Buuaiino, € gyxe
npssMuM BiITyHHAM 1930-X pokiB 1 moniTuku Craminay.
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The Executed Renaissance prompted researchers to note that in
Ukraine, 1937 began in 1933, as Les Kurbas was arrested in 1933,
Mykola Khvylovyi and Mykola Skrypnyk committed suicide in 1933.
A massive purge of the party’s ranks and mass arrests also began. But
1933 is also the year of the genocide of the Ukrainian people — the
Holodomor of 1932-33. From autumn 1932 to spring 1933, 3 million
900 thousand Ukrainians died in rural areas in Ukraine, with official
statistics putting the total death toll at 5.1 million Ukrainians.

On the 9th year of the war and on the 2nd year of Russia’s full-
scale invasion of sovereign Ukraine, we are again talking at the
international level about genocide against the Ukrainian nation,
genocide in Mariupol, Bucha, Irpin and Gostomel in dozens of cities
and towns, and evidence is being collected for this. Unfortunately,
there is a lot of evidence.

To date, apart from Ukraine, 32 countries have recognised the Ho-
lodomor as genocide. I would like to note that 17 states, including the
United Kingdom and Germany, as well as the European Parliament,
recognised the Holodomor as genocide only after 24 February 2022,
that is, after repeated episodes of genocide in Bucha and Mariupol.

Today, we have seen that cultural space and cultural distance are
about the security and defence capability of the country. Learning
history is traumatic, but ignorance of it is even more dangerous. Ac-
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cordingly, art has all the tools to work with historical trauma and to
overcome the distances that separate official history and individual
stories. Silence is one of the manifestations of psychological trauma.
It is difficult for a person to speak up and describe their experience.
That is why they need professional help from a psychologist. The
same processes are happening at the national level — the nation
needs psychological support to talk about disasters.

In her latest article, Ukrainian theatre scholar Maya Harbuzyuk
proposed a category called the «index of silence», which can mea-
sure the speed of theatre/art’s response to historical trauma. For ex-
ample, for the Holodomor, the index of silence is 75 years, and for
Russia’s war against Ukraine, it is a few months.

The format of the conference does not allow for a detailed anal-
ysis of all the performances, so I will draw your attention to the
common strategies chosen by artists of different generations, which
result in the creation of an artistic (and therefore political) image of
the Holodomor and what can be useful or hinder us today in moving
forward with the study of our own history.

First, we turn to the testimonies of witnesses. It was important
not only to tell what happened, but also to bring back the voices of
people who were excluded and forgotten into the official discourse.
For example, while Polish filmmaker Agnieszka Holland made
British journalist Gareth Jones popular in 2019, Svitlana Oleshko
recalled this name back in 2013, as well as the names of those dip-
lomatic workers who reported on their stay in Soviet Ukraine (/¢ is
necessary to live — one cannot die or...Letters from Kharkiv).

In 2016, Stas Zhyrkov, on the recommendation of theatre scholar
Hanna Veselovska, took the diaries of Kharkiv’s Lev Kopelev and cre-
ated the show And he created an idol for himself based on them, with
minimal means of expression and with the main focus on the text. What is
interesting about Kopelev, who managed to emigrate from the USSR and
thus did not have to have his memory amputated in order to survive? Lev
Kopelev was one of those who supported the Soviet regime. His diary is
the confession of a journalist who supported the criminal actions of the
Soviet government but realised what was really happening only later. In
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this way, the theatre does not just return the document. It also reveals the
methodology of creating documents of that time, teaches us to be careful
and pay attention not only to what is written, but also to who writes it.

Second, it is a powerful feminist narrative. In many cases, this
particular tragedy is described through women’s experience. In
some cases, this is also due to the fact that the authors of two popular
plays are women who use the stories of their own families to build
the narrative. But the Holodomor also acquires metaphors of loss of
fertility, loss of the ability to procreate — in the show Hungry Blood
by the Dnipro Theatre «Virymo!» this is what is emphasised: loss
of fertility is a consequence of hunger, and therefore it is the murder
of not only the living, but also the unborn. This could also be the
subject of a separate study in feminist studies.

The third thing worth paying attention to is those theatres and
those performances that, in order to historically recreate the era, ap-
peal to the recognisable aggressive propaganda style of the USSR.
Blue blouse, agitators, physical educators, posters and slogans —
and as we can see, the dominant image in this visual series is still
the face of the two leaders — Lenin and Stalin. And here an abso-
lutely paradoxical thing happens: by copying an artistic technique
from the Soviet Union, the theatre copies a simplified, so to speak,
substituted narrative. We are talking about the silencing of histori-
cally responsible persons. The idea that only leaders bear historical
responsibility leads to a distortion of reality. Let me remind you that
today we are also defending the collective responsibility of the Rus-
sian Federation at the international level, not just that of the coun-
try’s leadership. I am sure that this strategy will change and many
responsible will be named, including the first Pavel Postyshev.

The fourth common feature will be illustrated by the ogre in
the form of a ballerina from Maksym Holenko’s show Gran Depot
(Rivne, 2022). In fact, it is a matter of mandatory inclusion of the
facts of cannibalism in stories about the Holodomor. It is clear that the
authors are doing this not to escalate the tragedy, but to emphasise the
degree of despair and depth of human suffering. [ would also note that
this tradition dates back to the play 97 by by Mykola Kulish, which
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deals with the famine of 1921-1922, but which to a certain extent
still continues to form the canon of depicting the Holodomor on stage.

Meanwhile, historians have now worked through the archives
quite thoroughly, so it is possible to say that the facts of cannibal-
ism are rare — in total, about one thousand criminal cases were
opened, even if this figure is reduced compared to historical facts,
it still does not correlate with the quantitative ratio of 3.9 million
dead, as well as the total population of Ukraine — about 30 million.
In other words, the facts of cannibalism during the Holodomor are
the exception, not the rule. If we analyse the body of performances,
unfortunately, the conclusion is the opposite.

In general, summing up, the experience of performances about the
Holodomor in Ukrainian theatre is extremely valuable for analysing
strategies for working with the topics of catastrophes of the twentieth
and twenty-first centuries and for studying the mechanisms of chang-
ing outdated narratives and patterns. Why do I emphasise the value
of this experience? Because the Ukrainian theatre has no fewer chal-
lenges ahead of it, primarily related to the comprehension of the cur-
rent war. The war, in my opinion, is very firmly rooted in the twentieth
century, very strongly connected with the very past, which, as we see,
is still going on and repeating itself, increasing the number of victims.
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KurouoBi cnoBa: Binvriocokuti cmapuil meamp, /lepoicasruii inb-
HIOCHKUL MATULL Ieamp, NOCMAHOBKU MBOPI8 YKPAIHCLKOI Timepamypu.

Ha 3mami XX-XXI croniTh criocTepiraeTbcsi iHTEHCHBHHUH 1
NPONYKTUBHHI JIUTsl HApOAiB €BPOIY Jiasior Pi3HUX HAI[iOHAIBHUX
KynbTyp. Llel mpouec 3MiHCHIOETBCS B PI3HUX Tally3siX XyJOXKHBOT
JUSUTBHOCTI, Y TOMY YHCII H Y TeaTpaibHOMY MUCTEITBI.

Came mipo 11e cBifuarh (PaKkTH CLICHIYHOIO BTUICHHS TBOPIB YKpa-
THCBKOT JiTeparypu B cyvacHiid JInTei. BapTo Bin3HaunTH, 110 MiABU-
HIEHHUH iHTepec JI0 YKPaTHChKOT KyJIBTYpH, 30KpeMa i 110 1 KiiacHIHo1
CIIaIIIMHY, TOSICHIOETHCSI COLIAIBHO-TIOITHYHUMH TIPUYUHAMH, BHU-
KJIMKaHUMH TIOBHOMACIITa0OHUM BTOprHeHHsIM Pociiicekoi deneparii
Ta BEJICHH;IM aKTHBHUX OOMOBHX /il Ha TepuTOpii YKpainu. €Bponeii-
CBbKHH Tearp, K 1 IMTOBCHKHUHI TEX, OTIEPATUBHO 3pearyBaB Ha Tparid-
Hi MOJIiT, aKTHBI3YIOUH IIPU IIbOMY CBOK «MEMOPIaIbHY» (YHKIIIFO.

Hanpuxnan, y BinbHtockkomy crapomy tearpi (Vilniaus senasis
teatras) B ce30H 2021-2022 pokiB Oy/u 3IiHICHEHI TTOCTAHOBKH, 3a-
CHOBaHI Ha JIOKyMeHTaJbHOMY Marepiani. [ y «Cxoni OoriB» (m’eca
Maproca [BamksiBiutoca, pexxucep — Bonogumup ['ypdinkens), i y
«CriexTakii, sskuit He BiOyBCsD» (aBTOpP KOMITO3UIIIi Ta peskucep — AH-
nproc Jlapena) BUKOPUCTAHO CBiUEHHS OYCBHU/ILIIB, 10 YMOXKIIUBHIN
CTBOPEHHSI CIICHIYHOT OIOBIJIi 32 CBOIM XapaKTepPOM — JOKYMEHTaIb-
HOI, a 33 CII0cO00M KOMYHIKAITi# 13 TiisiqaqaMu — nepdhopMaTuBHOL. Y
TaKuii croci0 peanbHul (hakT MepeTBOPIOETHCS Ha XyIO0XKHIN KOHILIETIT,
110 Bi/INOBIIa€ ECTETHYHUM HACTAHOBAM MOCTPaMATHIOTO TeaTpy.

Came B cuCTeMi KOOpIUHAT IOCTIAPAMaTHYOTO Tearpy 3iAiHdcHe-
HO iHcueHyBaHHs noBicTi Onbru KoOussiHebkoi «3emiisi» B Hario-
HAJILHOMY KayHaChbKOMY ApaMarnaHoMy Tearpi (Nacionalinis Kauno
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dramos teatras) B ce3on 2022-2023 pokiB. YKpaiHChKUI pexucep
IBan YpuBchbkuii (aBTOp iHCLIEHYBaHHSI Ta MOCTAaHOBHUK) Pa3oM 3i
cueHorpagom [lerpom BoromazoBum mpozaiunuil TEKCT, yrmepiie
omyOmikoBanuii 1902 poxy, akTyamizyBaB uepe3 BiMOBY Bij ic-
TOPUYHOTO W eTHOrpagiuHOro MapKyBaHHS. [0JOBHI repoi CTaroTh
CBOEPIIHUMH CUMBOJIAMH KIJTFOUOBHUX MOPAIBbHO-CTUYHHUX OMO3MIIIN:
IPIXOBHICTh—CBSITICTh, 3MOYMH—TIOKapaHHA. ToMy iXHI BUMHKH TIO-
30aBJIeHI TICUXOJIOTTYHOTO BMOTUBYBaHHs. OHouacHo I. YpuBchkuit
BUKOPUCTOBY€ CBili 3BUYHHI PEKHCEPCHKUI 1IHCTpyMEHTapiil: Bif-
MOBa BiJl BepOaJIbHOTO TEKCTY sIK 0230BOT0 KOMITOHEHTA, CTBOPEHHS
Bi3yaJbHUX 1 TIACTUYHHUX MeTadop, CKYJABNTYPHE MO3yBaHHs Mep-
COHaKiB, BUKOPUCTAHHS OJHOMAHITHOTO «aKyCTHYHOTO CYyIPOBO-
Iy». Y pe3ynbTaTi CTBOPIOEThCS CLCHIYHUI HapaTWB, JANCKUH BiX
MOYaTKOBOTO JIiTeparypHOro nepopkepena. Kimtouosuit ma O. Ko-
OMIAHCHKOT Oararo3HauyHMi 00pa3 3eMili B peKUCEPCHKil KOHIICTIIIT
1. YpuBcbkoro BiACyTHIW y3araji, a pa3oM i3 HUM i TOJOBHHH KOH-
¢kt TpariuHoro, 6i6miHHOrO MaciTady NPOTHUCTOSHHS JBOX OpariB.

B iHmiii ecreTnuHii mapagurMi BUpilieHa BUCTaBa BibHIOCHKO-
ro craporo Tearpy «PomuHHi crienm» (mpem’epa cesony 2022-2023
pokiB). Iloxii m’ecu annm Sl6moncekoi pexucep Biktop Mapsin
(BunyckHUK KHIBCHKOTO HaliOHAIBHOTO YHIBEPCHUTETY Tearpy, KiHO
i Tenebayenns imeHi I. Kaprnienka-Kaporo) nepeHOCHTh 70 CydacHO-
T'0 POCIMCHKOTO MICTa, YMi MEIIKaHIIl 3aHypeHi B yOOTe MOBCSIKICHHS
Ta icHyBaHHs, To30aBneHe cency. OyHaameHTa bHI MpoOIeMH Jaep-
’KaBH Ta CYCIIJIbCTBA MPOSBISIIOTHCS B CUCTEMI MOOYTOBHX CTOCYHKIB
repoiB, y iXHi MepMaHEHTHIH arpecii, BIITBOPIOBaHIH akTOpamH 3
rinep6osi3oBaHM HaTypasi3MoM. Tak BUHHMKAe KapTHHA MOBHOI Jie-
rymaHizamii OKpeMoi JIFOICHKOI CIIBHOTH, TOTO HE3BOPOTHBOTO «MO-
PaTIbHOTO PO3Ma Ly », KOTPUM MPOCSKHYTE CYCIIIBCTBO cydacHoi Pocii.

VY cezon 2021-2022 pokiB Jlep:kaBHUN BUIbHIOCBKHHA MaHid
tearp (Valstybinis vilniaus mazasis teatras) 30IHCHUB TIOCTAaHOBKY
m’ecu «Cario, BAHECH CMITTs», CTBOPEHY YKPaiHCHKOIO MUCbMEHHU-
uero Haramiero Bopox6ut 2014 poky. Llelt apamarypriunuii TeKcT
BKJIMBO 1IeHTH(IKYBaTH 3a ;KaHPOBUMHM TlapaMeTpamu. B inTepmpe-
Tamii ykpaincekoro pexwucepa Craca KupkoBa Ta JUTOBCBHKOTO CIIe-
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Horpada Aprypaca LllnMeHica BiH BU3HAYa€THCS SK MICTUYHA Jpama.
[ToGyToBHI TPOCTIp Cy4acHOTO MOMEIIKAHHS HAIOBHIOETHCS Tpel-
METaMHU-CUMBOJIAMH, 3aBJISIKH SIKUM BUHHUKAE HanpykeHa arMocepa
peanbHOCTI TOTOMOIYHOTO CBITY. AKTOPH B IIbOMY CEPEIOBHIIII iCHY-
I0Th 33 3aKOHAMH TICUXOJIOTIYHOTO Tearpy, o JO3BOJISIE IM 13 MaKcu-
MaJIHOIO IOBHOTOIO PO3KPHUTH JIYLIEBHY JIpaMy CBOIX MEPCOHAKIB.

VYei 1i moCTaHOBKM CBig4aTh MpO Te, IO TBOPH YKPaiHCBKOT
JiTepaTypu OpraHiyHO BXOISATH A0 pErepTyapy Cyd4acHHX TeaTpiB
Jlutsu. Ilpu ToMy criocTepiraroTbes AesKi MPIOpPUTETHI TEHACHLIT B
CLICHIYHOMY OCBO€HHI LILOTO MaTepiay.

[o-nepie, 3aTpedyBaHUMU BUSIBIISIOTHCS 11'€CH CYyYaCHHX aBTO-
piB. CaMe BOHH JJO3BOJISIIOTH ONIEPATHBHO BipearyBaTH Ha aKTyalbHi
COLiJIbHO-TIONIITHYHI Ta MOPaJIbHO-ETHYHI TPOOJIEMH CHOTOACHHS.

[o-mpyre, N0 CLIEHIYHOTO BTUIEHHST YKPATHCBKOTO Marepiany J0-
JY4aloThCsl YKPATHChKI PEKUCEPH, TBOPUOCTI SIKUX MPUTAMaHHI prucH
HaI[IOHAJILHOT CBOEPITHOCTI Ta BiNIOBITHOT TeaTpaibHOT TPaIuIlii.

[To-Tpete, 032 TBOPYMMH 1HTEPECAMH ONMUHSETHCS CMAALIMHA
YKpaiHCBhKOI KIIAaCHMYHOI JIpaMaryprii, HeBiJOMOi JIMTOBCBKiH myOti-
1i. MOKITUBO, 11eH (DaKT MOSICHIOETHCS BiJICY THICTO HEOOXITHUX JIs
CLICHIYHOTO OCBOEHHSI TAaKOIO MaTepially pPeXHCEPChKHUX pIlleHb,
30aTHUX aKTyajli3yBaTd BifJaJieHy B yaci HalllOHAJIBHY KIACHKY.

Valerii Panasiuk
Dr. in Art Studies, Professor,
Researcher at Vilnius University (Lithuania)
e-mail: panval59@gmail.com
ORCID 0000-0002-2307-6185

WORKS OF UKRAINIAN LITERATURE
ON THE CONTEMPORARY LITHUANIAN STAGE

Keywords: Ukrainian literature, theatrical arts, contemporary
stage, postdramatic theater, contemporary repertoire

At the turn of the 21* century, there is an intense and produc-
tive dialogue of various national cultures in Europe. This process
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is manifested in various fields of artistic activity, including the the-
atrical arts.

This is evidenced by the staging of works of Ukrainian literature
in contemporary Lithuania. It should be noted that the increased inter-
est in Ukrainian culture, including its classical heritage, is explained
by socio-political reasons stemming from the full-scale invasion of
the Russian Federation and active military operations in Ukraine.
The European theater, including the Lithuanian, promptly responded
to these tragic events, thereby activating its memorial function.

For example, in the Vilnius Old Theater (Vilniaus senasis teat-
ras) during the 2021-2022 season, there were a number of produc-
tions based on documentary material. Both in «Rise of the Gods»
(play by Marius Ivaskevicius, director — Vladimir Gurvinkel) and in
«The Show That Didn’t Happen» (composer and director — Andrius
Dar¢la), eyewitness testimonies were used to create a stage narrative
that is documentary in nature and performative in its mode of commu-
nication with the audience. Thus, a real fact is transformed into an artis-
tic concept in line with the aesthetic principles of postdramatic theater.

In the coordinates of postdramatic theater, the staging of Olga
Kobylyanska’s story «Earthy» was realized in the National Kaunas
Drama Theater (Nacionalinis Kauno dramos teatras) during the
2022-2023 season. Ukrainian director Ivan Uryvsky (author of
staging) together with set designer Petro Bohomazov updated the
prose text, first published in 1902, by renouncing historical and eth-
nographic markers. The main characters become peculiar symbols
of key moral-ethical oppositions: sin — holiness, crime — pun-
ishment. Therefore, their actions lack psychological motivation.
Simultaneously, I. Uryvsky employs his familiar directorial tools:
renunciation of verbal text as a basic component, creation of visual
and plastic metaphors, sculptural posing of characters, use of uni-
form «acoustic accompaniment». As a result, a stage narrative is
created, far removed from the original literary source. The multi-
layered image of the land, central to O. Kobylyanska, is entirely
absent in [. Uryvsky’s directorial concept, along with the main
conflict of the tragic, biblical-scale confrontation of two brothers.
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In a different aesthetic paradigm, the play «Family Scenes» by An-
na Yablonska at the Vilnius Old Theater (premiere of the 2022-2023
season) was realized. The events of the play, directed by Victor Marvin
(a graduate of the Kiev National University of Theater, Cinema and
Television named after 1. Karpenko-Kary), are transposed to a modern
Russian city, whose inhabitants are immersed in a meager and sense-
less existence. Fundamental problems of the state and society manifest
in the domestic relationships of the characters, in their perpetual ag-
gression, reproduced by the actors with hyperbolic naturalism. Thus,
a picture of complete dehumanization of a particular human commu-
nity emerges, the irreversible «moral decay» permeating the society of
modern Russia.

In the 2021-2022 season, the State Vilnius Small Theater (Val-
stybinis Vilniaus mazasis teatras) staged the play «Sasha, Take Out
the Trash», created by Ukrainian writer Natalia Vorozhbit in 2014.
It is difficult to identify this dramatic text in terms of genre. In the
interpretation of Ukrainian director Stas Zhirkov and Lithuanian set
designer Arturas Shiménas, it is defined as a mystical drama. The
domestic space of a modern apartment is filled with object-symbols,
creating a tense atmosphere of the reality of the afterlife. The ac-
tors in this environment exist according to the laws of psychological
theater, allowing them to fully reveal the emotional drama of their
characters.

All of these realized productions testify that works of Ukrainian
literature organically enter the repertoire of contemporary theaters
in Lithuania. At the same time, there are some priority trends in the
stage adaptation of this material.

Firstly, plays by contemporary authors are in demand. They al-
low for a prompt response to the current socio-political and moral-
ethical issues of our days.

Secondly, Ukrainian directors, whose creativity possesses the
traits of national distinctiveness and corresponds to the theatrical tra-
dition, are drawn to the theatrical embodiment of Ukrainian material.

Thirdly, the legacy of Ukrainian classical dramaturgy, unknown
to the Lithuanian public, is not within the creative interests. Perhaps
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this fact is explained by the absence of the necessary directorial so-
lutions for the stage adaptation of this material, capable of revital-
izing the distant-in-time classics.

Jucuuxa Onexcandp Mukonaiiosuu
acnipanm 1V poxy Hasuanws, suxiaday kaghedpu icmopii yKpain-
CcbKoi ma 3apy0ischoi My3uxu XapKiecbKo2o HAYIOHANIbHO20 YVHIGED-
cumemy mucmeyms imeni 1. I1. Komnspescvrozo
ORCID 0000-0002-2083-5553

BAHPOHT ChOIOJHI I GESAMTKUNSTWERK:
HACJIIIYBAHHA, TPAHC®OPMAI[IA, CHHTE3

Karwouosi caoBa: P. Baenep, onepa, Gesamtkunstwerk, Baii-
Ppotim, NOCMAHOBKA, PEeNCUCEPCHKULL Theamp.

[Tompu BimomocTi, 3rigHo 3 sikumu Pixapa Barnep He € aBToO-
pom noHATT Gesamtkunstwerk, BOHO acOLIIOETbCS caMe 3 TBOP-
YiCTIO i €CTETHKOIO I[LOTO KOMITO3UTOPA Ta PO3YMIETHCS JI0 TIEBHOI
MipH OJHAKOBO BCiMa: L1¢ TaKUH TBIp MHUCTENTBA, Y IKOMY Pi3Hi BU-
JT1 MUCTEITB TIOEHYIOTHCS 3apajid SKOMOTa MOBHIIIOTO BILUTUBY Ha
rsiada/cnyxava. [lonioaum unHoM Micto balipoiiT He Oyio 3acHo-
BaHO P. Baraepom, aje Takox Mepi 3a BCE aCOIIOETHCS CaMe 3 HUM
3aBJISIKU IIOpIYHOMY Bayreuthfestspiele. YpaxoByrouw, 1o el dec-
THUBaJb € HAUBAKJIMBIIIOW TOAIEI0 CBITOBOI BarHepiaHW, JITHILIEM
camoro P. Barnepa, joriuyno Oyno 6 od4ikyBaTH MO€AHAHHS TPUKYT-
Huka «Baruep — baiipoiit — Gesamtkunstwerk». Ane Muctenpka
PeaNbHICTh iCHYE 3a BJACHUMH 3aKOHAMH, BIJJIaJICHUMH BiJ| JIOTIKH
HAUTPOCTIIINX PIllIeHb Ta MPHUITYIICHb.

VY cepnni 2023 p. HaM NOLIACTUIIO CTAaTH CTUICHIIaTOM BarHe-
PIBCHKOTO TOBapUCTBA 1 OTPUMATH HAroJly — MOTPAIUTH HA TPU BU-
craBu B Festspielhaus. BaxJIMBUM JONIOBHEHHSIM JI0 BHCTaB CTaJIO
BiJIBiyBaHHs1 My3eto P. Barnepa, 3 xomeHTapsimu aymioriga. Y Ko-
MEHTapi 10 MakeTa JeKopailiii nepioro « Tpucrany», moCTaBISHOTO
micinst [Ipyroi cBiTOBOT, Tij] HArONIOIIYyBaB HA 3MiHI TApaIUrMu — Iie-
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pexoli 10 KOHLENTyaJbHUX, CHMBOJII30BaHUX MOCTaHOBOK, SIKi BiJl-
XOIATh Bij mponucanoi P. Baruepom cuenorpadii. Came 1e i crae
KITIOYEeM JI0 PO3YMIHHS TOTO, 1110 MOKHA I00aunTH B Festspielhaus.

[Iporpamy njst CTUHEHZIaTiB CKiIajald TpW OIEpU: B TO-
CTaHOBKM MHUHYJIHMX POKiB — «JleTrounii [onnangens» (IupureHT
O. Jlunis, mocranoBuuk /. Yepnsikos) i «Tanroizep» (H. LTtyu-
MmaH, T. Kparuep) ta npem’epa — «Ilapcudans» (I1. Xepac-Kacano,
JIx. 111ait0). Yci BOHM MOB’si3aHI 3 TIEPEOCMUCICHHSIM BarHepis-
CBKOTO CLIEHIYHOTO TEKCTYy — HaiOinbo Mipoto «Jletrounii [on-
JMaHJCLbY, Y SKOMY Bi3yalbHUH pAJ ONOBifae (GaKTHYHO MOBHICTIO
HOBY iCTOpIIO, IKa Ty’KE YMOBHO MEPETHHAETHCS 13 CIOXKETOM OIEPH.
KapnaBanbHo-¢apcoBuii miaxix no «TaHroiizepa» BHUKIHKaB 3Mi-
LIaHy peakuiro MmyOmiKu — mocepes MEepIIoro akTy AesKi Ismadi
MOKHHYJIM BUCTABY, HABITh TIONPHU CTEPEOTHUI, 10 B baiipoiTi Le He
MPUKHATO 1 Maiike HEMOXIIMBO Oe3 HarajubHO1 HeoOxigHocTi. Hape-
i, y «[lapcudani» no moegHaHHS MUCTENTB OYJIO JOIAHO 1€ OJTHE
MHCTELTBO, 3aBISKH OKYJISIpaM JOTIOBHEHOT peabHOCTI MsiAadi Mo-
M TO0AYUTH Bpakarodi crieriepekTy, a B APYyroMy akTi TpUBaINH
Yac Ha CLEHI CTOSUIM €KpaHU, SIKi TPAHCIIOBAIM KPYITHI IJIaHU TOTO,
110 BiJJOyBa€eThCS.

[IpuponHo, BUHUKAE 3allUTaHHS: K TaKe NMEPEOCMHUCICHHS Bi-
3yallbHOTO psily BIUIMBAae Ha 3ramanuit Gesamtkunstwerk, amxe
P. Baruep nmparayB MakCMMajbHOTO KOHTPOJIO HaJ THM, 10 OaUuUTh
BiJBiyBa4 TeaTpy, HAMaraBcsi CTBOPHTH 1LTI03110 3aHYPEHHS B MOAi1?
3 momIsiLy KOHCEpBaTUBHOTO IVIs1aua, 1€ HEMUHYYE PU3BOAUTH JI0
pYHHYBaHHS 3aKJaleHUX KOMIIO3UTOPOM CEHCIB, MAILTIOKEHHS 1 Ha-
cMiXaHHA Haj wenaeBpamu TeHis. Ase 1 cam P. Barumep coro ua-
cy OyB (DaKTUYHO PEBOJIOI[IOHEPOM Y MUCTEITBI — TOXK MEPETIIsi]]
Horo TBOpIB BIANOBIAA€ «IyXy» HOro TBOPYOCTi, HABITh SIKILIO e
Bpo3pi3 3 «OykBow». [IpodecionarnizMm KOKHOTO 3 MOCTAHOBHUKIB
JIO3BOJIUB IOMY CTBOPUTH HOBE IMOE€JHAHHS €JIEMEHTIB, TOOTO — HO-
Buit Gesamtkunstwerk. 1 B KO)KHOMY BUITaJKy BiH «CIIPAILIOBaB»: 0
npuknany, y «Tanroizepi» OanaranHoro Oyna JIuine mepiua ais, y
JpyTiil posib TPHOX JONATKOBUX MEPCOHAXIB Oyna TOCHTH OOMexe-
HOIO, a B TPETii BOHM Maike 3HUKIIU, IPOTE TOJIOBHA i1es1 BarHepiB-
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CBbKO1 onepH, po3kasiHHs TaHroiizepa, Oyna BTiieHa HE Tipiie, HiX B
IHIINX OCTAaHOBKAX.

«ITapcuganp» OyB NPOHUKHYTUH 1€€I0 MONOJIAHHS pUTYyaliza-
1ii, 110 BUSBUIIOCA SIK y BIZIMOBI Bifl yCi€l XpUCTUSHCHKOI CUMBOJII-
KM, 3aKJIaZIeHOI KOMIIO3UTOPOM, Tak 1 B moBopkeHHI [lapcudans 3
['paanem. Ane ceHCH MOKasHHSI, MTPOIIEHHSI Ta CIIOKYTYBaHHs OyJIH
BUPaXEH1 KPUIITAJIEBO YiTKO 1 04eBUIHI 0€3 OyIb-SIKUX OKYISPIB.

Tox y GalipoiiTcbkux moctaHoBkax Gesamtkunstwerk ckopiie
TpaHC(HOPMYETHCS, HI’K TOPYIIYETHCS, Y YOMY BOAYaeThCsl BTiIEH-
HS iIrpOBOi OCHOBH T€aTPalIbHOCTI, a TeaTp € He MEHII 3acaJHUYOI0
OCHOBOIO orepu, ocobnuBo P. Baruepa.

Olexandr Lysychka
Ph.D. student (4" year), lecturer
at the History of Ukrainian and Foreign Music Department,
at Kharkiv 1. P. Kotlyarevsky National University of Arts,
ORCID 0000-0002-2083-5553

BAYREUTH TODAY AND GESAMTKUNSTWERK:
ADHERENCE, TRANSFORMATION, SYNTHESIS

Keywords: R. Wagner, opera, Gesamtkunstwerk, Bayreuth, pro-
duction, director’s theatre.

Despite the information that Richard Wagner did not invent
the word Gesamtkunstwerk, it is widely associated with creativity
and aesthetics of this composer, and it is understood quite similarly
across the board: as a such work of art where different arts are joined
for the sake of maximum influence on the listener/spectator. Quite
similarly, city of Bayreuth was not founded by Wagner, but it is
mostly associated with him because of Bayreuthfestspiele. Given
that this festival is the most important event in Wagner world, that
it is a “child” of Wagner himself, it would be reasonable to expect
completion of the triangle “Wagner — Bayreuth — Gesamtkunst-
werk”. But artistic reality is governed by its own rules, not by the
logic of the simplest solution possible.
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In August 2023 I was fortunate to become a Scholarship holder
of Wagner Foundation and visit three productions at Festspielhaus.
Visiting Wagner Museum with comments of audio guide was an im-
portant addition to the operas. While commenting the decorations for
the first production of “Tristan” after WWII, the guide stressed that
the paradigm has shifted towards conceptual, symbolical productions
that diverge from the scenography imagined by Wagner. And this is
exactly the key needed to understand what happens at Festspielhaus.

The program for the Scholarship holders consisted of three pro-
ductions: two old productions, “Der Fliegende Hollander” (conductor
O. Lyniv, director D. Tcherniakov) and “Tannhauser” (N. Stutzmann,
T. Kratzer), and a premiere — “Parsifal” (P. Heras-Casado, J. Scheib).
All three of them reimagine scenic content, to the biggest extent this
was in “Der Fliegende Hollander”, where we saw a completely new
story, that has few common points with the original plot. Farce ap-
proach to “Tannhauser” caused mixed reaction from the public, in
the middle of Act I some even left their places, despite a stereotype
that in Bayreuth it is impossible unless the situation is emergent. Fi-
nally, in “Parsifal” combination of arts was increased by another one,
as thanks to AR glasses the spectators could see astonishing visual
effects, and in the middle of Act II there were couple of screens on
stage that livestreamed what was happening on the stage.

A question naturally arises: how does such reimagining of vi-
sual components influence mentioned Gesamtkunstwerk as Wagner
aimed to have maximum control over the things that spectators see,
and he always tried to create illusion of immersion? From the stand-
point of conservative viewer, it inevitably causes ruin of the senses
created by the composer, this is blasphemy, and it ridicules the works
of a genius, but Wagner himself at his time was practically revolu-
tionist in the arts, so reimagining of his works is adequate to the spirit
of his artwork, even if it contradicts its literal content. High profes-
sional level of everyone from the production team allowed them to
create new combination of the elements, in other words new Gesamt-
kunstwerk. And in each, and every occasion it worked, for instance,
in “Tannhauser” only the first act was farcical, in the second act the
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role of three additional personas was quite limited, and in the third
one they have almost disappeared. Despite that the leading idea of
the opera that is repentance of the protagonist was shown as much
convincing as in other productions. “Parsifal” had the leading idea
of avoidance of ritualisation, which could be seen both in abstinence
from all the Christian symbolics that was included by the composer,
as well as in the treatment of Grail by Parsifal. But senses of repen-
tance and forgiveness were seen crystal clear and without any glasses.

Thus, in Bayreuth productions Gesamtkunstwerk is not ruined but
rather transformed, which can be seen a sign of theatricality, which
is as essential for the opera as music, especially in operas by Wagner.

Kopooecvka Ilonina Anamoniiena
0oxkmop ¢hinocoghii, cmapuwiuii uKIAOAY Kagheopu 3a2aibHO20
ma cneyianizoearnozo ghopmeniano XapKiecbkoeo HAYIOHATbHO2O
yuieepcumemy mucmeyme imeni 1. I1. Komnsapegcvkozo
ORCID: 0000-0002-9955-6804

CTOPIHKAMMH IHIIOJEHHHKA I/I3YMI LITIIKIBY :
OIIEPA «DA GELO A GELO» CAJIbBATOPE LLIAPPIHO

Kurouosi caoBa: cyvacua mysuxa, onepa, meopuicmo Canvea-
mope Llappino, anonceka noesis, onepa «Da gelo a geloy, «LLo-
Oennuky 103ymi Lllixioy, messa di voce, scivolamenti microtonali.

BHecok SIMOHCHKHX JKIHOK 10 CKapOHHII CBITOBOI JliTeparypu
B)XKO NEpPeoLiHUTH. [0 HHOTO HaJle)KUTh MEPIINHA XYyIOKHIH po-
man — «ITosicth mpo mpunua ['enmki» Mypacaxi liki0y, 3Hame-
HUTI «3anucku B y3romiB’i» Ceit llIboHaroH, a Takox HA3Ka 1HIIMX
MPO30BHUX Ta MOSTHYHHUX TEKCTiB. [0 KOropTH HaWBUAATHIIINX aB-
Topok no6u Xeitan (794—1185 poku) BiZHOCATS 1 oeTecy, BiioMy
mig imenem Imzymi Iliki0y (978?-10307?). Ha sxutTeBOMy HIISXY
i€l HeHMOBIPHOT KIHKH, BHECEHOI 10 mnepelniky «Tpunusaru miec-
TH HaliBUJATHIIINX MOETEC)» SIMOHCHKOTO CepPeaHbOBIUYs, Oyin ABa
3aMiXOKs, cIyk0a mpu nBopi immeparpuui Lpomi Ta cnaBa cro-
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KycluBoi Ta HeOe3NMe4HOl KOXaHKH, JI00OB sKoi BusBHiacs ¢a-
TaJbHOIO LIOHAMMEHIIe 7Sl JBOX YJICHIB iIMIEpaTOPChKOi POJMHU.
Ckanpansauii 38”5130k [n3ymi 11ikiOy 3 mpuniom Tameraka, TpeTiMm
CHUHOM imneparopa Peiizes, 3aBepuBcs cMepTIO MPUHLA, SKAH 3a-
panu 3yctpiueid 3 [n3ymi HexTyBaB 3axofaMu O€3MEKH Mif Jac ermi-
JeMii, 1110 OXOMHKJIa CTOJHUIIIO KpaiHH. Y TiM HEe MUHYIIO U POKY 3 JIHS
cmepti npuHna Tameraka, sk [n3ymi LikiOy 30mm3unacs i3 foro
MOJIOAIINM OpaTtoM, IpuHIIOM AnyMiti. Came Tpo Lel nepion xKuT-
TSI IOETECH B1OMO HaiOLIbIIe: Maibke necarh Micamis 1003-1004
POKIB, SIKi CTaJIM 4acoM HaHOIIBIIOro KOXaHHsS B KHUTTI La3ymi, 3a-
¢ikcosani B 11 nipuunomy «Lonennuky», ado «Inzymi LikiOy Hik-
Ki». Lle mpo3oBuii TBip, y IKOMY MOEAHAHO PUCH PETPOCIEKTUBHOTO
JTepaTypHOro IOACHHUKA, EMICTONSPHOTO POMaHy Ta MOETHYHOI
30ipKH, aJKe caMe 3a JIOTIOMOTO0 BipIIiB — 3a STIOHCHKOIO TPajIu-
Li€I0 — BEAYTH JIOOOBHE JUCTYBaHHS [13yMi Ta MPHUHLL.

3aBepuIyeThesl IMOACHHUK mepeiznoM Imasymi 1o pesmameHmii
npuHia Anymiri. Uepes nekinbka pokiB IPHUHI] TIOMUPAE, a oeTeca
BApYIe BUXOAUTH 3aMiXK Ta OCTaHHI POKU CBOTO YKUTTS HPHUCBSIUYE
Oy u3Mmy.

Agrorpa¢ «Illonennuka» In3ymi Liki0y, exnHOrO MPO30BOTO
TBOPY aBTOPKU CEMHU TOMIB T0e3ii, OyB yTpadeHuH, ane TeKkcT 30e-
pircs y cnmckax, 3 yacoM HaOyB MOMYIISIPHOCTI 1 OyB MepekIageHni
pizHuME MOBaMu CBiTy. CaMe 11el TeKCT MOCIyTyBaB OCHOBOIO JIJIst
JecsaTol omnepH itamiiicbkoro kommosutopa CansBatope Lllappino
«Da gelo a gelo» («Big Mmopo3y 10 Mopo3y»), Harnrcanoi y 2006
poui Ha 3amoBneHHs [lapuspkoi HamioHanbHOI omepu W Ipann-
Tearpy JKeHeBH Ta BHeplle BUKOHAHOI TOTO X POKY Ha (ecTHBai
B HiMenbkoMy MicTi IIBeTiimHTeH i Ha3Bow «Kdlte» («Xomom).
Sk ocHoBy ni6pero C. [lappiHO BUKOPUCTOBYE iTaliCbKHIA Tepe-
KJIaJ TPO30BHUX (parMeHTiB Ta IIICTAECATH I 'SITH 31 CTa COpOKa
st BipmwiB «logennukay In3ymi LlikiOy, siki BTieH] y mBHI-
Kiif 3MiHI CTa Iy’e KOPOTKHX clieH. Ha3By onepu cam KOMITO3UTOD
ACOIIIFOE HE JIMIIE 13 PIYHUM ITUKIIOM, 1110 OOpaMIICHUH XOJIOAHUMHU
opamMH POKY, alie i i3 MOBEpPHEHHIM T'epoiB 10 BUMYILIEHOI camo-
THOCTI, OYiKyBaHHsI, HOKHHYTOCTI 1 X0JIOJly BUCHQ)KEHUX CTOCYHKIB.
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Jlo My3W4YHOTo BTiJIGHHSI Pi3HUX THIIB BepOANTbHOTO TEKCTY
KOMIIO3UTOP HiAXOOUTH MO-pizHOMY. [Ip030BHii TEKCT MUCTIB mepe-
B)KHO JIOPYUYCHHH Mapi GIerTUCTIB; TPOMOBJICHI HUMH CJIOBa, IO
3HAXOISTHCSl MaiKe Ha MeXi 3pO3yMIJIOCTI i HE3pO3yMilOCTi, Ha-
OyBarOTh MEXaHIYHOCTI, 0€30CO00BOCTI Ta HABITh MEBHOI MOTOMOIY-
HocTi. HatomicTh BipIoBaHi psiIKY BTUIEH] Y KOPOTKUX KaHIIOHAX, Y
SKHUX 3HAUILIN IPOSIB JIEsIKi €IEMEHTH appiHiBCHKOTO BOKAJIBLHOTO
CTHJIIO, C(HOPMYIBOBAHI HUM CaMUM y MEPEAMOBI JI0 1HILIOTO «STOH-
CbKOTO» TBOpY — Hanucanux y 2007 poui /[Banaqusatu Maapuramiis
Ha TekcTH Manyo bambo. Lle nepexycim nepeocMmucieHa KOMIIO3H-
TOPOM TexHiKa messa di voce, sika BUMAarae mocTyloBOrO MOCHIICH-
HSl BUTPUMAHOTO 3BYKY 13 MOJAJIBIIMM HOTO MOCTA0NCHHSM, SKE Y
tBopax C. lllappino HaOyBae BUMNISAAY MIBUKOT HU3XiHOT apabecKH,
Ta scivolamenti microtonali, MiKpOTOHOBI 30iru 200 CKOB3aHHSI, SIKi
CTBOPIOIOTH BP)KEHHSI HETEMIIEPOBAHOTO MOBJICHHS.

[leBHy amo3iro Ha MOOYZOBY BIpLIIB XaiKy, siKi 00OB’SI3KOBO
MICTATBH /IBa PO3MEKOBaHI PO3IIIFHUM CIOBOM KOHTpacTHI oOpa-
3M, MOJKHA BIJIEIITH y CLEHOrpa(iuHOMY PillIeHHI, sIKe KOMIIO3UTOD
YiTKO Mponucye y Jiopero i maptutypi TBopy. CueHy mocepenusi
po3Iissie TOHKa CTiHa: JIiBOpYY mpocTip [a3ymi, mpaBopyd mpocTip
npuHia. Konmu nist BimOyBaeThCcst B OAHIN TOJNOBHHI, Apyra 3aiu-
HIa€TbCs TEMHOIO: MoAiOHM mpuHuun 3aremHeHHs lappino 3a-
CTOCOBYE€ i y HIIUX CLEHIYHHX TBOpax. B omepi «Da gelo a gelo»
YepryBaHHS OCBITJIEHHS Ta 3aTEMHEHHS! YaCTHH CIICHHU BiAIOBiTa€
MOMEHTaM JIUCTYBaHHS MEPCOHAXIB: KOJIU TepOiHs MOBUKH YHTAE
JIMCTa, BOHA Yy€ B TEMPSBI FOJIOC CBOTO KOXaHOTO, i HaBmaku. Kpim
TOTO, Y TEPEeAMOBI KOMIO3UTOP YiTKO OKpEeCIIoe W iHm mependa-
YeHI HUM cueHorpadiuHi BUMOTH 0 MOCTaHOBKH: PO3TalLlyBaHHS
[m3ymi 1likiOy Ta mpuHIA y Mekax BiIBEAEHHX IJISi HUX MPOCTO-
PiB, «TPAEKTOPIIO» PYXy MaXkiB, sIKi JOCTABISIOTH JHUCTH, TA CBITIO-
Bi e(heKTH, 110 MAIOTh CHMBOJIi3yBaTH 3MiHY Iip POKY Ta MPUPOIHY
CTHXIIO, sIKa, 13 XapakTepHuM ais LllappiHo BUraaIMBUM 3BYKOIH-
COM, BTiJIeHa HUM B OPKECTPOBOMY 3BYYaHHI, sIKE TIepeae «IIeaecT
JIOIILY, PEBiHHSI PIYKH I 9ac MOBEHi Ta HabaraTo OLIbII OITYIIIUBY
HIYHY THIIY».
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THROUGH THE PAGES OF IZUMI SHIKIBU’S DIARY:
DA GELO A GELO BY SALVATORE SCIARRINO
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Japanese poetry, “Da gelo a gelo”, “Izumi Shikibu Nikki” (The
1zumi Shikibu Diary), messa di voce, scivolamenti microtonali.

The contribution of Japanese women to the world literature is
huge. The poetess known as Izumi Shikibu (c. 978—c. 1030) be-
longs to the greatest female authors of the Heian period (794—1185).
The life path of this incredible woman included two marriages, ser-
vice at the court of Empress Shoshi, and the fame of a seductive
and dangerous mistress, whose love turned out to be fatal for at
least two members of the imperial family. Izumi Shikibu’s scandal-
ous relationship with Prince Tametaka, the third son of Emperor
Reizei, ended in the death of the prince, who, in order to meet with
Izumi, neglected security measures during an epidemic that swept
the capital. However, less than a year after the death of Prince Tam-
etaka, Izumi Shikibu became close to Tametaka’s younger brother,
Prince Atsumichi. This period of the poetess’ life is the best known:
almost ten months of 1003-1004, which became the time of the
greatest Izumi’s love, are recorded in her lyrical Diary, or Izumi
Shikibu nikki. 1t is a prose work that combines the features of a
retrospective literary diary, an epistolary novel, and a collection
of poetry (according to the Japanese tradition, [zumi and the Prince
carry out their love correspondence through the poems).

This text served as the basis for the opera Da gelo a gelo by
Salvatore Sciarrino. As the basis of the libretto, Sciarrino uses
the Italian translation of prose fragments and 65 of the 145 po-
ems from Izumi Shikibu’s Diary, which are embodied in a rapid
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change of 100 very short scenes. The composer himself associates
the name of the opera not only with the annual cycle, framed by
cold seasons, but also with the heroes return to forced loneliness,
waiting, abandonment and the coldness of exhausted relationships.
The prose text of the letters is mainly entrusted to a pair of flautists;
the words spoken by them, acquire mechanicalness, impersonality
and even a certain otherworldliness. Instead, the poetry is embodied
in short canzones. The composer reinterprets messa di voce technique,
which requires a gradual strengthening of the sustained sound fol-
lowed by its weakening or takes the form of a fast-descending ara-
besque. Also, Sciarrino uses scivolamenti microtonali, or microtonal
coincidences, which create the impression of untempered speech.
The composer prescribes the scenography requirements in the
libretto and score of the piece. A thin wall divides the stage in the
middle: on the left is [zumi’s space, on the right is the Prince’s space.
When the action takes place in one half, the other remains dark: a sim-
ilar principle of obscuration is used by Sciarrino in other stage works.
In Da gelo a gelo, the alternation of lighting and darkening corre-
sponds to the correspondence between the characters: when the hero-
ine silently reads a letter, she hears the voice of her lover in the dark,
and vice versa. In addition, in the preface, the composer outlines the
lighting effects that should symbolize the change of seasons which is
also embodied in an orchestral sound that conveys “the rustle of rain,
the roar of a river in flood and the ear-splitting silence of the night”.

Mauunceka /liana Onecziena
mazicmpanmka XapKiecbKo2o HayioHANbHO20 YHIgepcumemy
mucmeymea imeni I. I1. Komasapescvrozo
ORCID: 0009-0006-5792-7618

AHMI KOBAAIII Y BHKOHABCBKOMY JIIATTO031
3 IIPEJIFO/IIAIMU @. IIIOITEHA

KiouoBi cinoBa: dianoe, inmepnpemayis, 8ukoHagcvka maticmep-
Hicmb, KoHKYpcu, nianicmka Avimi Kobaswi, Ipenrodii . [llonena.
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Aiimi Kobasimi (Hap. 1995) — onHa 3 HaiBiIOMIIINUX STTTOHCHKHUX
MiaHICTOK Cy4acHOTO BUKOHABCHKOTO MucTenTBa. CiiaBy BUKOHABU-
1 3100y71a e B TUTHHCTBI, MOYaBILIHY TpaTH Ha GopTeniaHo Ta BU-
CTyHarty nepej myOikoo y Billi BCbOTO TPhOX POKIB. Y CiM POKiB
Alimi Briepiie 3irpajia 3 OpKecTpoM, a B AeB’siTh — BiAOyBCs 11 Mixk-
HapoaHuii 1e0roT. [IpoTsirom cBo€l Kap’epu MmiaHICTKa YOTHPH pa3u
Buctynana B Kapueri-xoni y Heto-Hopky, rpana y ®panuwii, Bpa-
3uiii, HiMmeuuuHi, BoHa peryisipHO Aa€ COMbHI KOHIEPTH 1 KOHIEp-
Im’s BuKOHaBHLI Bke Oysi0 Ha BycTaxX y MIaHYBaJbHUKIB MY3HKH IO
BCHOMY CBITY, aJjie 11e O1TbIIy MOMYISPHICTH i MpUHECHa y4acTb B
OJHOMY 3 HAHMPECTIKHIIINX CBITOBUX 3Maranb — MiKHAPOAHOMY
koHkypci imeHi @. [llonena y Bapmagi. ¥ 2015 poui Aiimi crana
OJHI€IO 3 JecATH (iHATICTIB, a IIe Yepes3 IIICTh POKiB BOHA MOBEP-
HYJach 1 Ha HACTYITHOMY KOHKYpCi rmocina npuzose 4-te Mmicie [2].

Teopu @. Illonena 3aiimMaroTh OKpeMe Micle B penepryapi Ta
*KUTTI mianictku: «S1 mroomnro Lllonena, st o000 fioro mysuky. Jy-
JKe LIKaBO, 110 KOXXEH Pa3, KON y MEHE B KHTTi MIOBOPOTHUH MO-
MEHT, HOTO My3HKa J1a€ MeH1 0e3114 TIOCBIAY 1 CIOHYKAa€ MEHE POCTH
SIK OCOOMCTICTB 1 My3uKaHTa. 1 gymaro, ToMy BiH AyKe BaXKJIMBHN
KOMIIO3UTOP AJIsl MeHe», — 3ayBaxye Aiimi [10]. Bona npoBonutsb
napanen Mix @. [llomeHoM Ta MEHTAJIITETOM SIOHIIIB, YKa3yHO4H
Ha Te, IO iX MOB’SI3y€ «HEPIyUicTb»: «IMOHII He BUPAXKalOTh BiJl-
KPHUTO CBOI IOYYTTs, BOHH PO L€ HE TOBOPSTH, & 00AYMYIOTh BCepe-
JrHI a00 CyMHIBaIOThCA, UM BapTO Ka3aTH. Te came MOJKHA CKa3arH i
ripo [llonena: BiH BiB IIOJIGHHUK 3aMiCTh TOT0, 11100 Ka3aTH PO CBOL
nouyTTs monsM. MoxKIHBO, Bi 061yMyBaB ix Bcepeausi» [9]. Moro
My3HKa MpUBaOIIOE MiaHICTKy THM, IO BOHA «30BCIM HE MPOCTay,
3aIuTyTaHa Ta il BayKKO 3pO3YMITH.

Xoua B penepryapi Aiimi € nBa konnepru @. lllonena, yotupu
ckepuo, Ilepma ta pyra 6ananu, bapkapona, nBa omycu Masypok
(op. 17 Ta op. 30), psan MoIOHE31B, €THOIB Ta PI3HUX MIHIATIOP, OIMH
TBip BOHA BUJLISE /IS ceOe sIK 0COOMMBUI — 1 1ie 24 nperntoxii op.
28. Moro Haityacrinre MoHa GyJIo TIOYYTH HA OCTAHHIX KOHIIEPTAX
Alimi, KpiM TOTO, HOr0 BUKOHAHHSM BOHA OyJia HaiO1IbIIe 3a10BOJIe-
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Ha 3 yciei cBoei mporpamu, npeacrasieHoi Ha X VIII Konkypcei imeHi
[onena 2021 poxy [11]. [TianicTka Kaxe, 1110 KOXHa 3 24 11’ €C TyxKe
He3aJIe)KHa 1 Mae CBill CHJIBHUHN XapakTep, ajle IpH LbOMY, SKIIO 110-
JMBHUTHUCS HA LUKIJ 3arajioM, (opMyeTbCsi 30BCIM 1HIIMK MO Ha
HUX. 3a 11 cmoBaMH, BOHM pi3HOXapaKTepHi, BiAA3EPKaIIOIOTh Pi3Hi
eMOMiifHI CTaHH, OXOIUTIOIOTh yCi TOHAIBHOCTI, MAlOTh YiTKY KOM-
no3utliro [12]. Alimi BBaxkae 24 npeintoii OMHUM 3 HaAWCKIIaIHIIIHX
tBOpiB Ulonena, sikuii BUMarae Bif Hei Hampy)KeHHs Bcix il ayXo-
BHUX CHJI. AJIe Lie HE 3aBaKa€ MiaHICTIi OTPUMYBATH KOKHOTO pa3y
HACOJIOAY BiJl CHIJIKYBaHHS 3 II€10 BUIATHOIO MY3HKOIO [1].
3aranbHOBiIOMO, 1o g0 movyatky XX cromitrs 24 Ilpenromii
HE BUKOHYBAJIHCh CaMe K LMK, 1 TaKy MPaKTHKY HOMYJSPU3YBaIHl
A. Kopro i @. By3oni. 3a BigomMocTsMH 3apyOi>KHHX IOCIHiIHUKIB,
cam IllomeH Ha cBOiX KOHLEpTax rpaB TiTbKH okpeMi [lpemonii, a
HaO1IbIIa KUTBKICTh, SIKYy BiH BHUKOHAB MiApsA, — L€ YOTHPH Mpe-
nroxii Ha KoHuepTi 26 kBiTH 1841 poky. [Ipo ne nume M. E. Maiiep,
nocunatourck Ha B. EtByn Ta ). Mecyen-KemnOenn i Biagryku Ha
KOHIIepTH Kommo3zuropa [7]. Kpim Toro, njocmigHuis Bka3ye Ha po3-
TIOBCIO/DKEHY JYMKY, 110 BUKOHaHHs ycix [lpemtoniii He mepen6aua-
JIOCS IEPBICHUM 33/[yMOM KOMIIO3UTOpA, Ta Ha Pi3Hi MOMISAM LIOAO
LTICHOCTI TBOPY 1 JOPEYHOCTI HOTO BKJIIOYEHHS B IOBHOMY 00CSI31 10
KOHIIEPTHHX MPOrpaM. AJjie, MOKJIMBO, TiJl BIUIMBOM ChOTOIHIIIHBOT
€CTETHKH, Ji¢ MaHICTU TSHKIIOTh A0 BUKOHAHHS OUIBII MacIITaOHUX
KOMIO3MLIH, y Hat yac [Ipemtonii 4acTo BUKOHYIOTECSI CaMe [IUKIIOM.
o6 kpamie moOauuTH XapakTepHi pHCH iHTeprnperamii Awi,
PO3IIISTHEMO BHKOHAHHS L€ JBOX IMiaHICTIB — OPHUTAHCHKOTO MiaHic-
ta Aaapama lllugda [S] ta kuraiicekoi nianictku FOmxu Banr [6].
Pi3HUIFO XYIOXKHBO-€CTETUYHUX MIJIXO/IB BUKOHABIIB JEMOHCTPYE
[pemonis Ne 1 C-dur, sika 3agae xapakrep, HaLLIIOE BUKOHABLIB Ta
ClTyXayiB Ha BECh LIUKJI 1 BXKE € JOCUTh MOKa30Bor0. OTXe, SIKIIO IMO-
piBHATH Wi ABi iHTepnpeTanii, Mu 6aunmo, o y FO. Banr Ilpemnronis
nocrae OuTbIT OypXJIMBOK Ta HECIHOKiKWHOM. IliaHicTKa 4acTo BUKO-
PHCTOBYE Pi3HOMAHITHI BiITSKKH, py0aTo, JMHAMIUHI CIIECKH, TIepe]
THUM SIK IPUHATH 10 yMUpOTBOpeHHs B KiHi. Y A. Iludda [penromnis
OLIbII iAMITIYHA, Y HBOTO BIAYYTHO NEpPEBayKaHHsI PALliOHAIBLHOTO Ha
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emortiiitnuMm. [liaHicT 30cepe/pkeHni Ha TOMY, 100 MiJIKPECIUTH HEO-
YeBHUIIHE, T€, 110 HE JISXKUTH Ha IIOBEPXHI, Ta IPECTABUTH MPEITIOII0 Y
HOBOMY CBITJIi — TOMY BiH 00Hpae pyX 3a cepeaHim romocom. {06 mie
OibLIe 3a3Ha4YNTH Horo npeBamoBanust, A. ¢ Tpoxu BiaxXuiIseTh-
Csl Bl aBTOPCHKOTO TEKCTY — YacoM BiH Oepe Cepe/IHill ToIoC Ha mep-
i Joni TakTy (SIK y KyJIbMiHallii), IPOITyCKal0uy MIICTHALATY Tay3y.
Yuwm sxe BinpizHseTbes npountanss [pemonii Alimi KoGasmi? Ha
NepIuuii norsa, ii iHTepnperanilo MOKHA Ha3BaTh OUTBIN BiIMOBin-
HOIO yCTaJIeHil TpaJuiii: BOHA i[ie 32 BEPXHIM T'0J0COM (IIPH LIbOMY
MIPOCTYXOBYIOUH CEpeHil Ta PO3BUBAIOUM HOTO 10 KyJAbMiHaIlil), po-
OUTBH stretto, K 3a3HAYEHO B KOMIIO3UTOPA, aJie OCTYIOBO, HE 3CYBalO-
Y1 TEMITH Pi3Ko. Pa3oM 3 TUM, KOJIM CIIyXaeMo MiaHiCTKY, CKJIAIA€ThCs
Bpa)XKEHHS, 1II0 B HET MPOpaxoBaHO BCe A0 HAHMEHIINX HIOAHCIB, TPO-
JyMaHi arorika Ta JIMHamika i 0coOIMBO — MIKpOIUHAMIKa. AJe pu
LbOMY BUKOHAHHS A#Mi HE 31a€ThCS XOIOJHUM Ta MEXaHIYHUM, TOMY
110 BCE, 1[0 BOHA POOUTH, yCi 3aCO0HU IMiaHICTKA MiOPSIKOBYE CTBO-
PCHHIO MIEBHOTO 00pa3y B 3aralibHil KoHIenmii mukiry. Y Hel [lepma
MpeItofist — 11e BCTyt. Lle TibKu 3HalHOMCTBO 3 LIUKIIOM Ta MOYaTOK
IOJIOPOXKi, BOHA I1Ie HE BUJIAE BCI CBOI €MOIIil Ta MOYYTTS, 1 B KYJIbMi-
HAIlii MU JIUII 0aYuMO HATSIK Ha Te, 110 HA HAC YeKae. AlMi IHTpHUTYE
myOmiKy Ta i XOueThCsl CllyXaTu Jajli, ToMy IO Bce 1ie nomepeny [3].
He menm nokazoBum € BukoHanHs Aiimi [lpemtonii Ne 2 a-moll,
TOMY ILI0 BOHO JIEMOHCTPY€ XapakTepHy pHCy il iHTepnpeTauii, 3a
SKYy MIaHICTKY SIK XBaJATh, TaK 1 KPUTUKYIOTh MYy3WKO3HABIIi: BOHA
Oepe ayske MOBUIBHI TEMIU B HEKBAIIMBHUX MPEJIOAisX. Y HUX BOHA
Bpakae CcIyXadiB CBOEIO KOHLEHTPALI€I0 Ta KOHTPOJIEM, 3aTHICTIO
BTPUMYBATH yBary Ta 3aliKaBJIeHICTh MyOIiKH IPOTATOM yCi€i 11’ ecu.
SIKII0 y3araJbHUTH XapakTepHI PUCH, MPUTaMaHHI iHTepIpeTa-
1ii LMKy AWM, TO MO)KHA TOBOPHUTH PO 30alaHCOBAaHE MMOEJHAHHS
BIPTYO3HOCTI i My3MKaJbHOCTI — MiaHICTKa OJHAKOBO MEPEKOHIIU-
BO JIEMOHCTPYE 1 CHITy Ta Millb 3BYKY, 1 TEHIITHE, TPOHUKIIMBE TYILE.
Bona npopaxoBye KOKHY J€Tajlb Yy CBOEMY BUKOHAHHI, M1 AKOPIOIOUN
myOJIiKy TOHKMM MPOCITyXOBYBAaHHSAM KOKHOI HOTH 1 rapMOHii, Maii-
CTepHUMU Fubato Ta MIKPOAWHAMIKOIO. 3alliKaBIEHICTh BHKIIMKAE
BiTUyTTS yacy A¥Mi: AKIIO MOPIBHSITHU 3 iHIIUMH 1HTEPIIPETALisIMY,
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BOHa pOOHTH OiNbLIl May3W MK II'€caMU, MEPEBTLTIOIYHNCH Y Ha-
CTYIHUH XapakTep, ajie Ipu LbOMY He T'yOUTh OPMH Ta 3arajJbHOro
nosiny Ha UMK Lle mocsiraeTbest 3aBsKM aKTHBi3aLii TPUHLIUITY
KOHTPACTY, AKHI CIpHUsie KOMIO3ULIHHIA eaHOCTi. Kpim Toro, BUKO-
pHUCTaHHs 3aHAJITO MOBUIBHUX TEMITIB T€XK CIYTYy€E MOOYI0BI IUKITY
3arajioM Ta BUKOHABCHKOMY 33/[yMy MiaHiCTKH.

Teopu @. lllomeHa ckianaroTh 3HAYHY YACTHHY BEJIMYE3HOTO
penepryapy AiiMi, aje ocTaHHIM YacoM MiaHicTKa Mmovaja Bce Jac-
TillIe 3BEPTATUCS A0 MY3HKH 1HIINX KOMIIO3UTOPIB, L0 CIIOHYKAE J10
MOJAJIBIINX TOCHIIKEHD 11 BAKOHABCHKOIO CTHIIIO.
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AIMI KOBAYASHI IN PERFORMANCE DIALOGUE
WITH CHOPIN’S PRELUDES

Keywords: dialogue, interpretation, performance mastery,
competitions, pianist Aimi Kobayashi, Preludes by F. Chopin

Aimi Kobayashi (born in 1995) is one of the most renowned
Japanese pianists in contemporary performance art. The performer
gained fame in her childhood, starting to play the piano and perform
in front of audiences at the age of only three. At the age of 7, Aimi
performed for the first time with an orchestra, and at 9, she made
her international debut. Throughout her career, the pianist has per-
formed four times at Carnegie Hall in New York, played in France,
Brazil, Germany, regularly giving solo concerts and orchestral per-
formances in Japan, and is frequently invited to Poland [4; 8]. The
artist’s name was already on the lips of music enthusiasts worldwide,
but she gained even greater popularity through her participation in
one of the most prestigious global competitions — the International
Chopin Competition in Warsaw. In 2015, Aimi became one of the
10 finalists, and six years later, she returned to the next competition,
securing the 4th prize [2].
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The works of F. Chopin hold a special place in the repertoire and
life of the pianist: “I love Chopin; I love his music. Somehow, it’s
very interesting, every time I have a turning point, his music gave
me lots of experience and made me grow up as a person and also as
a musician. | think that’s why he’s a very important composer for
me”, — says Aimi [10]. She draws parallels between F. Chopin and
the Japanese mentality, pointing out that they share a “hesitation”:

“Japanese don’t say, like, directly. It’s kind of thinking, always think-
ing inside or kind of hesitating to say directly. So I feel like Chopin’s
music also, our Chopin’s personality also, he wrote a diary a lot
instead of, like, telling people. He just thinks maybe inside himself”
[9]. His music attracts the pianist because it is “not simple at all”,
intricate, and difficult to understand.

While Aimi has a diverse repertoire including two concertos
by F. Chopin, four scherzos, the First and Second Ballades, Barca-
rolle, two sets of Mazurkas (Op. 17 and Op. 30), several polonaises,
etudes, and various miniatures, she singles out one composition as
special — 24 Preludes, Op. 28. It is most frequently featured in Aimi’s
recent concerts, and her performance of it brought her the greatest
satisfaction within her entire program presented at the XVIII Cho-
pin Competition in 2021 [11]. The pianist emphasizes that each of
the 24 pieces is highly independent, possessing a distinct character.
However, when viewed as a cycle, a completely different perspec-
tive emerges. According to her, they are diverse, reflecting various
emotional states, covering all tonalities, and exhibiting clear compo-
sition [12]. Aimi considers the 24 Preludes as one of Chopin’s most
challenging works, requiring her to exert tension from all her spiri-
tual forces. Nevertheless, this doesn’t hinder the pianist from deriv-
ing enjoyment each time she engages with this remarkable piece of
music [1].

It is well-known that before the beginning of the 20th century,
the 24 Preludes were not performed as a cycle, and this practice
was popularized by A. Cortot and F. Busoni. According to infor-
mation from foreign researchers, Chopin himself only played in-
dividual Preludes during his concerts, and the largest number he
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performed consecutively was four Preludes at a concert on April
26, 1841. M. E. Meier writes about this, referring to W. Atwood
and J. Methuen-Campbell, as well as reviews of the composer’s
concerts [7]. Furthermore, the researcher points out the wide-
spread belief that performing all the Preludes was not originally
intended by the composer and discusses different views on the
unity of the work and the appropriateness of its inclusion in its
entirety in concert programs. However, perhaps under the influ-
ence of contemporary aesthetics, where pianists tend to perform
more extensive compositions, nowadays, the Preludes are often
performed as a cycle.

To better understand the distinctive features of Aimi’s interpre-
tation, let’s examine the performances of two other pianists — the
British pianist Andras Schiff [5] and the Chinese pianist Yuja Wang
[6]. The artistic-aesthetic differences in the performers’ approaches
are demonstrated by Prelude No. 1 in C major, which sets the tone,
directs the performers and listeners to the entire cycle and is already
quite indicative. Therefore, comparing these two interpretations, we
see that in Yuja Wang’s performance, the Prelude emerges as more
turbulent and restless. The pianist often employs various hesitations,
rubato, dynamic surges before reaching tranquility at the end. In
Andras Schiff’s rendition, the Prelude is more idyllic, with a no-
ticeable dominance of the rational over the emotional. The pianist
focuses on emphasizing the non-obvious, what is not on the surface,
and presenting the Prelude in a new light — hence he chooses motion
within the middle voice. To further highlight its dominance, Andras
Schiff slightly deviates from the author’s text — sometimes he takes
the middle voice on the first beat of the measure (as in the culmina-
tion), skipping the sixteenth pause.

How does Aimi Kobayashi’s interpretation of the Prelude differ?
At first glance, her rendition may be considered more in line with
established tradition: she follows the upper voice (while listening
to and developing the middle voice to the culmination), introduces
stretto, as indicated by the composer, but gradually, without abrupt-
ly shifting tempos. However, listening to the pianist, the impression
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is that she has calculated everything down to the smallest nuances,
with well-thought-out agogics, dynamics, and especially micro-dy-
namics. Nevertheless, Aimi’s performance does not come across as
cold or mechanical because everything she does serves the purpose
of creating a specific image within the overall concept of the cycle.
For her, the First Prelude is an introduction — a familiarization with
the cycle and the beginning of the journey. It doesn’t reveal all its
emotions and feelings yet, and in the culmination, we only see a
hint of what is to come. Aimi intrigues the audience, making them
eager to listen further because there is still much ahead [3].

Aimi’s performance of Prelude No. 2 in A minor is equally il-
lustrative because it showcases a characteristic feature of her inter-
pretation, both praised and criticized by musicologists: she adopts
very slow tempos in the more contemplative preludes. In these ren-
ditions, she impresses listeners with her concentration and control,
the ability to sustain attention and audience interest throughout the
entire piece.

In summarizing the characteristic features of Aimi’s interpreta-
tion of the cycle, one can speak of a balanced combination of virtu-
osity and musicality. She convincingly demonstrates both the power
and strength of sound and the delicate, penetrating touch. Aimi me-
ticulously considers every detail in her performance, captivating
the audience with a subtle exploration of each note and harmony,
skillful rubato, and micro-dynamics. One intriguing aspect is Aimi’s
sense of time — compared to other interpretations, she introduces
more significant pauses between pieces, transforming into the next
character. However, she doesn’t lose sight of the overall form and
perspective of the cycle. This is achieved through the activation of
the contrast principle, contributing to compositional unity. Further-
more, her use of very slow tempos serves the overall structure of the
cycle and the pianist’s interpretive intent.

Frederic Chopin’s works constitute a significant portion of
Aimi’s extensive repertoire, but in recent times, the pianist has in-
creasingly turned to the music of other composers. This inclination
prompts further exploration of her interpretive style.
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My3uko3naBua npodecist CborofieHHst BUCyBae nepe (paxiBIsiMu
BUIIly YMMAJIO 3aBJjaHb, Bijl PIlICHHS SIKUX 3aJISKaTh YI0CKOHAJICHHS
HaBYAJILHOTO MPOIIECY Ta ITiBUIICHHS PIBHS 3HAHB 1 JIOCBIy BUKJIA-
nadiB. Cepesi MOBCSKICHHUX TypOOT, BUBYCHHSI HacamIiepea HeoOxi-
HOTO 00CATYy Marepiajty, ONpalfOBaHHS HOBHUX JIOCIIIKCHb 3 PI3HUX
NpoOJIeMHUX TIHTAaHb MU BCE MCHIIIE 3BEPTAEMO YyBary Ha raserw,
JKypHaITH, OYKJIETH TOILO, HA CTOPIHKAaX SIKUX BHCBITIIOIOTHCS Pi3HI
TMOJIiT COIIaBbHOTO Ta KYJIBTYPHOTO KUTTs. Ham yke moBoammocs mu-
CaTH Mpo peKiIaMy B NEPIONUIHIX MYy3UYHHUX BHIAHHSX. 3aBISKH i
BUHHMKAE MOXKIIUBICTh HE TIBKU PO3IIUPUTH YSBICHHS MPO PiBEHb
PO3BUTKY MY3WYHOTO MHCTEITBA Ta XyHIOKHBO-CCTETHYHI YIIOI0-
0aHHS CyCHITLCTBA HA IIEBHOMY €Talli iCTOPUYHOTO PO3BHTKY, alie i
PEKOHCTPYIOBAaTH JIesKi KyJIbTYpHI mporiecn munynoro [1]. IIpomo-
BKYIOUH CITOCTEPEKEHHS TAKOTO POAY, MH O XOTLIH OAUTATHCS HiKa-
BOIO iH(OpMaIIi€T0, SIKY 3HANIIUTN Ha CTOPIHKAX ra3eTH i OyKIeTy, Jie
AHOHCYETHCS (heCTUBANIb OPraHHOT My3ukH B J{roccenbaopdi.

l'azeta «F.F. DABEIl» BUXOAWTH SIK TONATOK OJWH pa3 Ha JiBa
THXKHI Ha 24 cropinkax ¢opmary A4 ta iHhopMye CBOIX UMTAdiB
PO Tepeaayi pajioCTaHIlii, OB’ A3aHi 3 BUCBITJICHHSIM Pi3HOMAHIT-
HUX MUTaHb KylbTypu. Ha BimMiHy Bil 3HaOMUX HaM Tak 3BaHUX
TOHECEHBKHX «IIPOrpaMoK» ab0 OUIbII BarOMHX ra3eT 31 CTaTTAMHU
Ha pi3Hy Temaruky y «F.F. DABEID» [2] KoMeHTYIOTbCs JiesiKi niepe-
Jadi, MICTSAThCSI, 30KpeMa: pekiiama IMOoJii; po3ropHyTa CTaTTs Mpo
MPOBIIHOTO aKTOPa Y BiIOMOMY KPUMiHAJILHOMY cepiali, sikuii Oyne
JIEMOHCTPYBATHUCS TPOTSTOM HACTYITHUX THXKHIB; peleH3ii, KOMEH-
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Tapi Ha KHUTU y pyOpuni «Jliteparypa. list Bamoro untanus ta
CITyXaHHSD» TOLIO.

Hamry yBary npuBepnyB noptpet nensins JKan-®Ppancya ne Tpya
(1679-1752), dbpaHIy3pKOr0 XyI0KHUKA, SIKOTO BBaYKAIOTh OJHUM 3
MaiicTpiB paHHbOI 100M pokoko. Ha Hac nuBmiiacs yapiBHa JKiHKa 3
TOHKUMH pUCaMM OONHUYYSl, 3 BUCOKUM JIOOOM, BUTOHYEHUMH pyKa-
mu. Ii kpacy, BHYTpimHiii criokiit Ta nesHy npocsitnenicts ne Tpya
MiAKPECINB TEMHUM KOJIBOPOM CYKHI 3 INIMOOKUM JIEKOJIbTE 1 BUTBHO
CHaJaloyiM YEpBOHMM JOBIMM IIaphoM, M0 NepeKUHYTHH uyepes
JiBe TUIeYe Ta NpUKpUBaE Bepx crignuui. [lepennBuactuii Onuck ar-
Jacy noaae 300paxeHHI0 ocobnuBoro mapmy. Maiictep moprpera
BHOCHTB JBi CYTT€BI J€Talli, 10 BKa3ylOTh Ha Pil AiSUIBHOCTI HOTO
repoiHi — mepo Ta, iMoBipHO, HOTHUI JHcT. OTkKe, iepea Hamu Eoi-
3abet XKake ne na ['epp (1665-1729). Jlo moprpera HajgaHa JOBOJI
po3ropHyTa iH(opMarllis, sSKka Jae 3MOTY NPEACTABHTH HAHOUIBII
BaroMi (hakTH 3 KUTTS Li€l (QpaHIy3bK0oi KOMIIO3HUTOPKH Ta Kila-
BecuHicTky 4aciB JlromoBika XIV. 3ayBakumo, 110 onvcaHa HaAMH
MOJIOBMHA CTOPIHKM aHOHCYe ofHy 3 mporpam cranmii DLF Kultur
(«Himenpke pagioMOBIEHHS KyJIbTypay), aka BigOynacs 18 >KoBTHS
2023 poky B pyOpuui «Crapa My3uKay.

Bimomo, mo XX CTOMTTSA Ta CHOTOACHHS PO3LIMPIOIOTH Bifo-
MOCTI ITPO MY3UKY MHUHYIUX 4aciB. JKurts i TBopuicTs Enizaber ne
na ['epp MoXxHa BITHECTH J0 TaKHX BIJIKPUTTIB JOCIITHHUKIB Ta BU-
KOHABIIB y CBiTi 0apokoBOi My3ukH. Bpaskae Toi dakrt, mo ii 6ars-
KO, OPTaHICT 1 Mejaror 3 rpd Ha KiaBecuHi, BBakaB (1 ue y XVII
cToniTTi!) 3a HeoOXimHe 3pOOMTH 31 CBOIX JOHBOK MpodeciiiHux
My3HUKaHTiB. BiH kepyBaBcs, mo-mepiue, MparHeHHsIM MPOJOBKHUTH
POAMHHI TpaauLii, MO-Ipyre, BUIPABIAHICTIO BKJIaJCHUX iHBECTHU-
uiit. Bxke y m’ate pokiB Enizaber rpana nepen Jromosikom XIV i
HACTIJIbKM HOTO Bpasuia, IO BiH CTaB HE TUIBKU MiATPUMYBATH il
¢inaHCcOBO, ane ¥ COpUTH Mi3Hille BUKOHaHHIO 1i TBopiB. ocTar-
HBO BKA3aTH, 1[0 KOJIX MOJIOAiil KOMIIO3UTOPI BUIIOBHUIIOCS TPOXHU
oinpiue 20 pokis, Oyia BuIaHa nepia 30ipka ii KTaBeCHHHUX IT°€C, a
nipuuana tparenis «Kedan i [Ilpokpuaay crana nepuior HamMCcaHOO
JKIHKOIO OTeporo, o Oyna nocrasneHa y ®@panuii Ha cueni. Eniza-
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OeT LTI THO MpaiioBaia Ha My3UYHUX TePeHaXx, I HaJCKUTh BEIUKa
KUJIBKICTh KaHTaT Ha Oi0MiiiHI Ta MionoriuHi CIOKETH, HHU3Ka CO-
HaT JUIsl CKPUIIKU Ta KOHTHHYO, CIOITH JUIS KJIaBECHHA, TPiO-COHa-
i Tomo. Ii 3acayru y (ppaHIly3bKOMY MY3MYHOMY MUCTEITBI TOTO
Yyacy BH3HABaJIM BiIoMi MUTLIi-cydacHHKH — @pancya Kymepen
(1668—1733; xomII03UTOp, OpraHicT i knaBecuHicT) Ta JIyi Mapman
(1669—1732; opraHicT, KJIaBeCHHICT, KOMIO3UTOP 1 My3UYHHI Nesa-
ror), sIKl BiJ[3Haua 1M He3BUYaHUH TajnaHT Eniza0er-KiaBecHHICTKH
AK iMmpoBizaTtopku. Taka ciaBa )KiHKH-KOMITO3UTOPKH MOSICHIOE TOM
(axT, m10 caBHO3BICHUH CBOIM NpoekToM «@Dpaniy3pkuii [TapHac»
Espap Titon aro Tiite (1677—1762) 3HaliIoB y HBOMY Micle 1 IS
Enizaber ne na ['epp. Xoua cam mam’sITHUK Yepe3 BEIHMKY BapTiCTb
He OyB BUTOTOBJICHUH, omyOmikoBanuil ato Tile mekinbka pasiB 3
JIOTIOBHEHHSIMHU CITUCOK TOETIB, IpaMaTypriB, My3UKaHTIB, SKi MaJll
OyTu Ha HBOMY 300pa)KeHi, 3 HOTaTKaMU MPO IXHE KUTTA, CTaB Pif-
KiCHOIO OiorpadiuHOI0 XPOHIKOIO TOTO Yacy.

MuMOBOJII BUHUKAIOTh TIApaieli i3 COHTYHUM AMaeycoM, SIKUI
Hapoauscs 91 pik o Tomy (1756—1791). Haragaemo, 1o mepiii KoH-
LEePTHI IOAOPOXKI po3novaincs, koau Mouaprty TiTbKU-HO BUTIOBHU-
JoCs WICTh POKiB. Y IbOMY 3K Billl BiH I'paB Mepes iMIepaTpuiero
Mapieto Tepesiero Ta miakopuB cepiis KopoHoBaHoi poauuu. Horo
0aTbKO0 Takok OyB My3MKaHTOM 1 IparHyB, o0 #oro o6mapoBa-
HUH CUH 3p0OUB OJIHMCKYyUy Kap epy. AJle 3a CTONITTS JKUTTS 3HAYHO
3MiHMI0CcA, ToMy Jleononpa Mouapt ctaB 1t CBOTO MaJIeHBKOTO
Bonbdranra Tum, Koro 3apa3 IpUHHATO HA3UBAaTH MEHEIKEPOM a0
My3u4HUM areHToMm. CnaBa, siKy 3100yB Mouapt, crnpusiia 6e3mo-
cepelHbOMY BMBUCHHIO Ta HACTiAyBaHHIO MOro JOCBimy, LIO Min-
KPIIUTIOBAJIOCH TIOJIOKEHHAM BigHs y €Bpomi Sk HeHTpY MY3UYHOI
KynbTypu. CnaBa EnizaGer ne na I'epp HamoBro 3anumanacsi B aHa-
Jax KyJabsTypHoOro HUTTs [lapuky, BiIpoIkeHOro Ha XBHIII TOBEp-
HEHHS 10 CHaJIMHK Ta TyXOBHHUX LIHHOCTEH OapPOKOBOI €IMOXH.

He mMeHm nikaBuM Ta A0BOJII HEOYiKYBaHMM OyB IJIsl HAC 3MICT
Oykiety, BugaHoro a0 18-ro MikHapogHOro OpraHHoro QecTuBa-
mo y Hroccenpaopdi (IDO-Festival; Internationales Diisseldorfer
Orgelfestival), sikuii mpoxoaus 3 29 BepecHs no 6 nuctonana 2023
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poky [3]. IIpo BarowmicTh mi€i momii y 3emuti [liBHiuHMi Peiin —
Becrganis (Himeuunna) cBiguarh BiTaHHS Bil MpeM’e€p-MiHiCTpa
3emii X. Brocra (H. Wiist), ronoBu micra dioccensnopd mokropa
L. Kemnepa (Dr. S. Keller), inTennanrta gpectusanto X. X. Jlrongira
(H. H. Ludwig) Ta kepiBauui ¢ectuBanto nokropku @. Mpomnep
(Dr. F. Moller).

3a ycraleHMMH YSBICHHSMH HE TUIBKH YKPaiHCBKHX aMaropiB,
ase 1 Oararb0X MY3HMKAHTIB-TIpOQ)ECiOHANIB OpraHHa KYNIBTYpa, SIK
MIPaBUIIO, CIIPUHAMAETHCS BENbMH OOMEXEHO I acOLIOEThCs 13 CyTO
OpraHHUMH 200 BOKaJIbHO-XOPOBUMH TBOPaMH 32 Y4acTIO OpraHa Ha
JyXOBHY TeMaTHKy. BogHowac Bimoma Te3a «KOpOJb 1HCTPYMEHTIB
POSUTE BUTICHHB OpPral» JaBHO CIIPUHAMAETHCS KPACHBOIO MeTaopolo,
OCKIJTbKM OpraHHa My3WKa MpPOJOBKYBaia CBill IUIAHUI PO3BUTOK
mo3a Oe3mocepenHiMU 3B’SI3KaMU 3 LIEPKOBHUM puTyaioMm. Harana-
€MO, Hampukiaj, npo opranui TBopu @. Illybepra, ®. Menaenbco-
Ha, P. lllymana, @. Jlicra, I. bpamca Ta iH. Y cy4acHOMY My3UYHOMY
MIPOCTOP1 OpraH MOCTa€ iHCTPYMEHTOM, BIAKPUTUM I OyIb-SKHUX
aHcaMOJIeBUX CKJIa[iB Ta XyJOKHbO-CTHJILOBUX HampsiMiB. Bakmu-
BUM € 1 TO# (haKT, 110 OLIBIIICTD 3aXO0/IB MPOXOAMIA Y IPUMIIIIEHHSIIX
pi3HHX LepkoB MicTa. Lle cimyrye me ogHUM 3 JOKa3iB CHagKoeM-
HUX 3B’S13KIB 3 IMOMHHUMU IIapaMU HAI[IOHAIBHOI TPaHMILIi, KO
mam’siTaTd 1po Te, o B HiMeyunHi LepKBU MPOTITOM CTOMNIThH Oy-
JM UEHTPaMH MY3MYHOI KYJBTYpPH, IIPOMOHYIOYH Pi3HOMaHITHI KOH-
uepTHi nporpamu. Kpim Toro, «koposiem» OibIIocTi ecTUBaIbHUX
[porpam 3aJMIIABCsl OpraH, JEMOHCTPYIOUH BIACHI HEOCSHKHI TeMO-
POBO-CTHIIICTHYHI MOXKJIMBOCTI B aHcamOIi 3 Onokdiieiitoro, TpyOa-
MH, CITIBAYKOIO IaHCOH, aporo 1 hopreniaHo, 6ir-GeHA0M TOILO.

3 MeToro sKoMora Kpaile 30pi€HTyBaTH BiABiIyBauiB QecTu-
BaJBbHUX 3aXOJIiB Yy PO3MAiTTI 3alpOMOHOBAHMX MpOrpam ix Oyio
MOJIJICHO Ha I’ SITh KaTeropii 3 BiAMOBIIHUMH KOJIbOPOBUMH MO3HA-
YKaMH, 10 BUOKPEMJIIOBAIIM TOH UM 1HIIHMI KOHLEPT y 3arajJbHOMY
MepeNiKy 3a AaTaMH, MiCIIeM Ta 4acoM NpoBeJeHHs. binbiia x vac-
TUHA OyKJIeTy MicThia iHpopMaLito Ipo BCi KOHIEPTH, BAKOHABLIIB
Ta BiacHe nporpamy. [leprr 3a Bce npuBepTae yBary kiacudikaiis
KaTeropil 3 MOSCHEHHSM 3MICTy KOXHOI, sIKa € CBiIYEHHSM pO3-
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BUHEHOCTI OPraHHOi KyJbTYpH ChOrofeHHs. OTxe, BUOKPEMJICHI:
CLASSIC (xoHuepTy 3 BUKOHAHHSIM KJIACHYHOT MY3UKH; KOJIp 3e-
nenwnit); MODERN (TBOpH cy4acHUX KOMITO3UTOPIB; KOJIp 4epBO-
Hui); JAZZ (1mxa3, cBiHr, 01103 Ta 00oca-HOBa; Kouip cuHiil); CROSS
(iHTepHalioHabHA MYy3UKa, CHHTE3aToOp, POK YW HiME KiHO; KOJip
Oy3koBwmii); FAMILY (koHUEpTH [Uisl BCi€l pOAMHU; KOJIp KOpUYHE-
Bui). Sk 0auMMO, MPUXHUIBHUKY TIEBHOTO CTUIIBOBOTO HANpsMy abo
BIIOA0OAHB YM METH MAlOTh 3MOTY OOMPATH IIKaBU JUIsl HUX 3aXid y
3pYYHOMY OOMEXEHOMY (opMari, 10 He 3aBa’kae BiJBioyBaTu KOH-
LEePTH 3 IHIINX KaTeropii.

{06 po3mupuTH YSBICHHS PO KOHLEPTH, HABEAEMO JIUIIE JIe-
KiJIbKa MpuKiaaiB. decTuBanb BiAKPUBCSI BUKOHAHHSAM JBOX, MalOyTh,
HaiOIbII nonmynsipHuX KoHLepTiB JI. Ban berxosena — dopremnian-
Horo koHuepty Ne 5 Es-dur op. 73 ta CxpunkoBoro konuepty D-dur
op. 61 y cynpoomi oprany (!). [lepeknanenHs: opkecTpoBoi maprii
3pobuB ¢pannysskuii opranict Kpicrod Iima (Christopher Guida),
AKkuil OpaB yd4acTh y mporpami. [7mboke po3yMmiHHS TeMOpOBOro
MmucieHHs1 beTxoBeHa Ta KOMOPUCTHYHUX MOXKIIMBOCTEH OpraHa Jo-
3BOJIMIIO MY3MKaHTY JOCATHYTH BPa)Kalouoro 3a CBOIM e€MOLIiHHUM
BIUIMBOM pe3yabrary. JlouinsHo ckazatu, mo Kpicrod I'iza Binomuit
y pi3HHUX KpaiHax CBITY, HOro 0coONMBa 3aliKaBICHICTh SIK BUKOHAB-
I TOB’s3aHa HE TUIBKU 3 (PpaHIy3bKHMM OPraHHUM MHCTELTBOM,
ane i 3 /kazoM, eJIEKTPOHHOIO Ta MOMYJISPHOI0 MY3HKOIO.

[To3aeBponeiicbKy HaliOHANBbHY TPaAWLiI0 NpPEACTaBHIN Bi-
nomuit 'y Hroccenpaopdi mepdopmanc-ancam6ir WADOKYO,
Oenpriiiceka rpyna Feniks Ta opranict Xanc-Aunnpe ltamm (Hans-
André Stamm). I'pa Ha GapabaHax TaliKo 3aBXKIU 3aXOILTIOE MYOIIiKY,
00 xBaBa, eHepriiHa mMaHepa OapaOaHIIUKIB, iX HECTPHUMHA Bece-
JICTh 1 eMOLIHHICTS HECYTh BEIMUYE3HHUI 3aps]] ONTUMI3MY, MiAKpi-
TUICEHUH HE MEHIII BUPA30BUMH PYXaMH Ta CBITIOM.

[HIa KOHLEMIIISI «M03a€BPONEUCHKOTO» XapaKTepu3yBaja Mpo-
rpamy, niarorosieny TpaHcopieHTansHHUM opkecTpoM (Transorient
Orchestra). Jlo #ioro ckimamy BXOIATh MY3MKaHTH 3 PI3HMM Hai-
OHAJBHUM KOpiHHSM, a came — Himeuunnu, Typeuunnwu, Ipany,
Tynicy ta Ipaky. [loenHanHsl opi€HTaIbHUX MEJNOAIN, 30araueHux
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CBOEPITHUM apaOCHKUM 1 TYPELbKUM CIiBOM, €K30THYHHX PUTMIB,
€BPOIEHCHKOT TapMOHii Ta IMIpPOBi3alii y TBOpUOMy Iiano3i 3 ay-
XOBHM CKJIaZIOM Oir-OeHny, riTapolo, CKPHUIIKOI, YIApHUMH TOILO
3aHypIOBAJIM CIyXadiB y Oararo0apBHUIA 3ByKOBHI CBIT Cy4acHOCTI.
Tak 3aBOsSKM Pi3HUM BHIAHHSM PO3MIMPIOIOTHCS 3HAHHS TIPO
MHUHYJIE Ta CbOTOJICHHS MY3UYHOI iCTOPIi, MiATBEPKYIOYH BAKIHBY
POJIb MY3UYHOT )KypHAJTICTUKH B COLIIOKYIBTYPHOMY MTPOCTOPI.
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INFINITE HORIZONS OF COGNITION
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of organ music, composer Elizabeth de La Guerre.

Today’s musicology profession presents higher education insti-
tution specialists with many tasks, on the solution of which the im-
provement of the educational process and the increase in the level
of knowledge and experience of teachers depend. Among everyday
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worries, studying the initially necessary amount of material, work-
ing through new research on various problematic issues, we pay less
and less attention to newspapers, magazines, booklets, etc., on the
pages of which various events of social and cultural life are covered.
I have already had a chance to write about advertising in music pe-
riodicals. Owing to it, it becomes possible not only to expand the
understanding of the level of development of musical art and the
artistic and aesthetic preferences of society at a certain stage of his-
torical development, but also to reconstruct some cultural processes
of the past (Mizitova, 2022). Continuing this kind of observation, |
would like to share some interesting information that I found on the
pages of the newspaper and the booklet announcing the festival of
organ music in Dusseldorf.

The newspaper F.F. DABEI is published as a supplement once
every two week on 24 pages of A4 format and informs its readers
about the broadcasts of radio stations related to the coverage of vari-
ous cultural issues. In contrast to the so-called “thin programs” or
more important newspapers with articles on various topics, familiar
to us, the F./F. DABEI (Hornle, 2023) comments on some programs,
contains: advertising of events; an extended article about the leading
actor in the famous crime series, which will be shown in the coming
weeks; reviews, comments on books in the section Literature. For
Your Reading and Listening etc.

My attention was drawn to the portrait created by Jean-Frangois
de Troyes (1679-1752), a French painter who is considered to be
one of the masters of the early Rococo period. A charming woman
with delicate face features, a high forehead, and graceful hands was
looking at me. Her beauty, inner peace and a certain enlightenment
were emphasized by de Troyes with the dark colour of the dress with
a deep neckline and a freely falling red long scarf thrown over the
left shoulder and covering the top of the skirt. The iridescent shine
of satin adds a special charm to the picture. The master of the por-
trait adds two essential details that indicate the type of activity of his
heroine — a quill and presumably a sheet of music. Thus, in front
of us it is Elizabeth Jacquet de La Guerre (1665-1729). The portrait
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is accompanied by quite extensive information, which makes it pos-
sible to present the most important facts from the life of this French
composer and harpsichordist of the time of Louis XIV. I shall note
that the half of the page described by me announces one of the pro-
grams of the station DLF Kultur (German Broadcasting Culture),
which took place on 18.10.2023 in the Old Music section.

It is known that the 20th century and the present expand the
knowledge about the music of the past. The life and creative work
of Elizabeth de La Guerre can be attributed to such discoveries of
researchers and performers in the world of baroque music. The fact
that her father, an organist and teacher of playing the harpsichord,
considered it (and this is in the 17th century!) necessary to make
his daughters professional musicians, is impressive. He was guided,
firstly, by the desire to continue family traditions, and secondly, by
the justification of the investments made. Already at the age of five,
Elizabeth played for Louis XIV and impressed him so much that
he began not only to support her financially, but also to contribute
to the later performance of her compositions. Suffice it to say that
when the young composer was a little over 20 years old, the first
collection of her harpsichord pieces was published, and the lyrical
tragedy Cephalus and Procris became the first opera written by a
woman to be staged in France. Elizabeth worked prolifically in the
musical field, she has a large number of cantatas on biblical and
mythological plots, a number of sonatas for the violin and continuo,
suites for the harpsichord, trio sonatas, etc. Her merits in the French
musical art of that time were recognized by the famous contempo-
rary artists — Frangois Couperin (1668—1733; a composer, organist
and harpsichordist) and Louis Marchand (1669—1732; an organist,
harpsichordist, composer and music teacher), who noted Elizabeth-
harpsichordist’s unusual talent — as an improviser. Such fame of
the female composer explains the fact that Evrard Titon du Tillet
(1677-1762), famous for his project French Parnassus, found a
place for Elizabeth de La Guerre in it. Although the monument itself
was not manufactured because of the high cost, the list of poets, dra-
matists, musicians who were to be depicted on it, with notes on their
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lives, published several times by du Tillet, with additions, became a
rare biographical chronicle of the time.

Involuntarily, parallels arise with the sunny Amadeus, who was
born 91 years later (1756-1791). Let me remind you that the first
concert trips began when Mozart was just six years old. At the same
age, he played before Empress Maria Theresa and won the hearts of
the crowned family. His father was also a musician and wanted his
gifted son to have a brilliant career. But life had changed a lot over
the century, so Leopold Mozart became for his little Wolfgang what
is now called a manager or a music agent. The fame that Mozart
acquired contributed to the direct study and imitation of his experi-
ence, which was reinforced by the position of Vienna in Europe as
a centre of musical culture. The fame of Elizabeth de La Guerre
remained for a long time in the annals of the cultural life of Paris,
revived in the wake of the return to the legacy and spiritual values
of the Baroque era.

No less interesting and quite unexpected for me was the content
of the booklet published for the 18th International Organ Festival
in Disseldorf (IDO-Festival; Internationales Diisseldorfer Orgelf-
estival), which took place from September 29 to November 6, 2023
(Mbéller, 2023). The significance of this event in the state of North
Rhine-Westphalia (Germany) is evidenced by the greetings from the
Prime Minister of the state H. Wiist, the mayor of the city of Diis-
seldorf, Dr. S. Keller, the quartermaster of the H. H. Ludwig Festival
and the head of the festival, Dr. F. Moller.

According to established ideas not only of Ukrainian amateurs,
but also of many professional musicians, organ culture is usually
perceived in a very limited way and is associated with purely organ
or vocal-choral compositions with the participation of the organ on
spiritual themes. At the same time, the well-known thesis “the king of
instruments, the piano replaced the organ™ has long been perceived as
a beautiful metaphor, since organ music continued its fruitful devel-
opment outside of direct connections with church ritual. Let us recall,
for example, the organ compositions by F. Schubert, F. Mendelssohn,
R. Schumann, F. Liszt, I. Brahms, and others. In the modern musi-
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cal space, the organ appears as an instrument open to any ensemble
compositions and artistic and stylistic trends. The fact that most of
the events took place in the premises of various churches of the city
is also important. This serves as another proof of the hereditary con-
nections with the deep layers of the national tradition, if we remember
that in Germany churches were the centres of musical culture for cen-
turies, offering a variety of concert programs. In addition, the organ
remained the “king” of most concert programs, demonstrating its own
immeasurable timbre and stylistic possibilities in an ensemble with
the recorder, trumpets, chanson singer, harp and piano, big band, etc.

In order to better orient visitors to the festival events in the vari-
ety of programs offered, they were divided into five categories with
corresponding colour markings that distinguished one or another
concert in the general list by dates, place and time of the perfor-
mance. Most part of the booklet contained information about all
concerts, performers and the actual program. First of all, attention is
drawn to the classification of categories with an explanation of the
content of each, which is evidence of the development of today’s
organ culture. Therefore, the following are highlighted: CLASSIC
(concerts with the performance of classical music; green colour);
MODERN (compositions of modern composers; red colour); JAZZ
(jazz, swing, blues and bossa nova; blue colour); CROSS (interna-
tional music, synthesizer, rock or silent films; lilac colour): FAMILY
(concerts for the whole family; brown colour). As one can see, sup-
porters of a certain stylistic direction or preferences or goal have the
opportunity to choose an event of interest to them in a convenient
limited format, which does not prevent them from attending con-
certs from other categories.

To expand the idea of concerts, I will give only a few ex-
amples. The festival opened with the performance of two of
L. van Beethoven’s most popular concertos — Piano Concerto No. 5
Es-dur op. 73 and the Violin Concerto D-dur op. 61 accompanied by
the organ (!). The translation of the orchestral part was made by the
French organist Christopher Guida, who participated in the program.
A deep understanding of Beethoven’s timbre thinking and the or-
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gan’s coloristic capabilities allowed the musician to achieve a result
that is impressive in terms of its emotional impact. It is appropriate
to say that Christopher Guida is known in different countries of the
world, his special interest as a performer is connected not only with
French organ art, but also with jazz, electronic and popular music.

The non-European national tradition was presented by the well-
known Diisseldorf performance ensemble WADOKYO, the Belgian
group Feniks and the organist Hans-André Stamm. Taiko drumming
always captivates the audience, because the lively, energetic manner
of the drummers, their unrestrained merriness and emotionality carry
a huge charge of optimism, supported by no less expressive move-
ments and light. Another concept of “non-European” characterized
the program prepared by the Transorient Orchestra. It includes mu-
sicians with different national roots, namely Germany, Turkey, Iran,
Tunisia and Iraq. The combination of oriental melodies, enriched
with peculiar Arabic and Turkish singing, exotic rhythms, European
harmony and improvisation in a creative dialogue with the brass
composition of a big band, guitar, violin, drums, etc. immersed the
listeners in the multi-coloured sound world of modernity.

Thus, owing to various publications, knowledge about the past
and present of music history is expanding, confirming the important
role of music journalism in the socio-cultural space.
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cmapuwiuii gukaaday Kagheopu meampoznascmed XapKiecbkoeo Ha-
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OPATOPCHKE MHCTEIITBO Y IEJAT'OTTYHIH
IIPAKTHI]I POMAHA YEPKAIIIHHA

Kurouosi ciaoBa: Poman Yeprawun, ykpaincoka moea, nexyii,
0pamopcvke MUCMeYmeo XyO0HCHbOI MOBU.

Poman Onexcitiosuu Yeprawun ceoeo uacy uumas Ha xagheopi
meamposuaecmea XIM imeni I. 1l. Komasapescvkoeo nexyii 3 0as-
HbOI Ma He3ACTYAHCEHO 3a0YMOI Cb0200HI HABYATbHOT OUCYUNTITHU —
Opamopcvke MUCmeymaeo.

HacraB yac 3aMUCIUTHCH: Y YOMY CEKpPET BIUIUBY >KUBOT'O CJIOBa
reiarora Ha CTyA€HTCBbKY ayauTopito? s cydacHUX MeAaroris Jiek-
il BUOATHOTO YKPAiHCHKOIO aKTOPa, pexkucepa Ta nenarora Pomana
OnmnekcitioBrua YepkammHa Mo O CTaTH BiJIMOBIIIIO Ta B3ipIieM
3anunieHoi HuM cnaamman. OqHak 1993 poky #oro He cranio, i cbo-
TOIHIILIHI TOCTA€ JUCKYCiliHE TUTaHHS — OPaTOPChKa MalCTEPHICTD
€ ypomkeHHM BoXuM apom mi€i TTHOOKO iHTENTreHTHOI ocoomc-
TOCTI UM MEPEAYCiM PE3yIBTaTOM BHYTPIIIHBOI pOOOTH Hajl cO0010?

Boprounce 3a mpaBo 3anMIIaTHCS JIOAMHOI PO3YMHOIO, MU
cTypOOBaHi TpiyM(OoM ITYYHOTO IHTENEKTY 1, Ha )Kajlb, HE LTYKAEMO
3axXHCTy BiJl IPUMITUBHOI BUPA3HOCTI MOBH, YPa)KE€HOI BIpyCOM KJli-
MOBOi cBiomMocTi. HacraB vac 3ynmuHUTHCS 1 3a[yMaTUCs, HACKIIb-
KM JIFOZICTBO, 1I0 CTBOPMIIO iH(pocdepy NaHMX, 3HAHb 1 KOMyHiKawil,
KOHTPOJTIOE MPOLIECH, L0 BiI0yBalOThHCs B Hill. BuHMKae putopuyne
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MUTAHHS: Y HE 3arpOXKy€e HEKepoBaHe 301bIIEeHHs 00cATiB iHpOp-
Mallii, BAHUKHEHHS HE0E3NeYHUX MeJIiaBipyciB, 10 CIOTBOPIOIOTH
CIPUIHATTS peasbHOCTi? Y CBOIO Yepry, CHOTBOPEHE CIPHUHATTS
peanbHOCTI 00epTaeThCsl YOOTMM MOTOKOM IOT@HO OpPraHi30BaHUX
MPOMO3UIH MPY HAYKOBOMY BHKJIa/ICHHI HAUTIMOIINX 3HAHb.
Omnoigansaa mManepa Pomana OnexcilioBuya IpyHTyBajacs Ha
MHUCTEUTBI €(PEeKTUBHOTO BUKOPHCTAHHS CJiB, 3AaTHUX CTPYKTYpY-
BaTW JyMKy y BHpa3HHH TekcT. Y npomy P. Uepkammu OyB mpu-
KJIaJloOM MalCTEpHOTO BHKOPUCTAaHHS MpoQeciiHuX 3HaHb, TiCHO
MOB’SI3aHUX 3 OCOOMCTICHUMH SKOCTSIMH I[le/larora-HacTaBHUKA.
SIKImo Woro puTOpUKa CKilaaaiacs 3 MpaBUII MOOYIOBH XyHOKHBOT
MOBH JUIsl CTBOPEHHS TEKCTIB Oy/b-sIKUX HaNMpsiIMiB — BiJ Toe3ii 10
XyZOKHBOI JTiITepaTypH, TO opaTtopcbke mMuctenTBo Pomana Yepka-
IIMHA, KPIM CIICHIYHOI JeKJIaMalliifHOT MaiCTepPHOCTI, BU3HAYAIIO
1Ie ¥ MpaKTUYHUHI AOCBIJ y Horo nenarorini. BiH yMiB aHaJII THYHO
00pOONATH OTPUMaHUI Marepiaj, a TOMy SCHO MHCIHTH 1 Mif yac
nyOJiYHUX BUCTYMIB YNPaBIATH iHQOpMAIiifHUM MOoTOKOM. Jlek-
uii Pomana OnekciiioBu4a MicTWIM B COOl TPU OCHOBHI CErMEH-
TH — cB000Ja BUKOPUCTaHHSI HEOOMEKEHOTO CIIOBHUKOBOTO 3ar1acy,
SCHICTD apTHKYJISILIHHOT 0141 TEKCTY, YiTKe (POPMYJIIOBAHHS OCHO-
BHUX Te€3 Ta BUCHOBKIB. [Ipo Horo npodeciiini IKOCTi MOBU B ILOMY
KOHTEKCTi TOBOPUTH HE JOBOAUTHCS, 00 Poman UepkammH cBOro
Yacy OyB KOHLIEPTYIOUUM MalHCTPOM XyIOKHBOTO CJIOBA Ta aBTOPOM
HaBYAJILHOTO MOCIOHMKA 3 JIOTIKU 1 TEXHIKM CHEHIYHOTO MOBJICHHS.
OnHaxk ueit MaicTep 3aBKIu TOTPUMYBABCSl HE3AIIEPEYHOTO KPeo:
«CKiNbKH TeXHIK 1 MPUHAOMIB BU HE BUBUYMJIM, CIIpaBa HE B Kpaci 4uu
¢dopmi ciiB, a B IXHBOMY 3MICTi. SIK TUTbKH BH SICHO BU3HAUUTE «Ha-
BIlIIO», BM TOYHO OyJeTe 3HATH, SIKYy AYMKY 1 JUI 4OTO OpaTrop Hama-
raeTecst JOHECTH CBOil aynuTopii. | HaBiTh O€3 BUBYEHHS TEXHIYHUX
MOKJIMBOCTEH MOBM BH 3MOXKETE CTAaTH NEPEKOHIMBUMHM, a Balla
MOBa — CUIIbHOI0. HaBuiThest BUOYIOBYBaTH MOBHY KOMITO3UIIIIO —
HaMBaXITMBIIIOIO JEKJIaMaliiHOIO HABHYKOIO B MTEAATOTIII.
KomnaxkTHa cTpyKTypa JekuiiHux TekctiB Pomana Yepkammna
Oyna mo30aBieHa MoBYANbHOCTI. Ha MpakTHYHMX 3aHATTSIX 3 MO-
3HA4YEHOI MeIaroroM TeMHU CTyAEHTaM MOTpiOHO Oyno BUOymyBaTu
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KOMITO3HIII0 BUCTYITYy 3 YPaxyBaHHSAM CTPYHKOTO BHUKJIALy TyMOK
y TEKCTi, siKi OyJie LiKaBO JOHOCUTH JIO CIIyXadiB. Y I[bOMY ILIaHI
MOYKHa TOBOPHUTH MPO TPHU ACIEKTH L1JIbOBOI YCTAHOBKU: HABYAIIb-
HY, PO3BHBAIO4y Ta BUXOBHY. IIpomoHyBaBcsi BapiaHT TpaguLiifHOT
moOy1l0BH MOHOJIOTY 32 TEOPETHYHUM 3aKOHOM JpaMu. 3a TBep-
JDKeHHSIM YepKaluHa, JIoTika MOBHU CKJIAAA€ThCS K B aKaJleMiuHil
m’eci, y sIKiil icHye 3aB’si3ka, iHTpUTra, KyJIbMiHaLlisl, a HaliBaXIu-
Billla MO3MIIIsl 3 yCiX MepepaxoBaHUX BU3HAUCHDb MMOJISATAE B aapec-
HOMY TIOCHJIaHHI 3aKII0YHOI (pa3u BHcIOBIIOBaHHS. [loBTOpEeHHS
KIIIOUOBHX CJIiB 200 (pa3 MOXKIIMBE JIMIIE B TOMY BUIAIKY, SKILIO
HEOOX1IHO MEPETBOPUTH iXHill 3MiICT, 1100 JOMOMOITH CIIyXayam
3aKpinuTu noTpidHy iHGopmamiro. [lepen 1eKTOpoM CTOITH 3aBaH-
HSl HE JIMIIE TOHECTU JI0 CTYJACHTIB 0OCST 3HaHb, HABYUTHU, BUKIIHU-
KaTH TIEBHY PEaKIIio, ajie i IepeKOHaTH Y MPaBUJILHOCTI BUCHOBKIB
Ta MOPYIIUTH Oa’kaHHs O KOJIEKTUBHOTO OOTOBOPEHHS aKTyalb-
HOCTI TEMH JIEKIT.

P. YepkammH HajexaB 0 TISSIIM BUCOKOOCBIYCHUX JIIOMIEH, SIKi
BIJILHO amelol0Th acOLiaTHBHUMHM 3iCTaBICHHAMH 3 TBOpaMH BH-
JaTHUX XyIOKHUKIB, KOMIIO3UTOPIB, PEXKUCEPIB Ta POISIMU BiIOMUX
aptuctiB. KokHa 5ekuisi, KpiM TeMaTHYHOTO o0csry indopmaii,
Oyna JOMoOBHEHA MOIisIMH Ta (PaKTHYHUMHU HPUKIaJaMHU 31 CBITOBOI
icTopii penirii, MUCTENTBA Ta KyJAbTYPH, [TOB’I3aHUMH 13 CHIIBHOIO
TeMOI0. TakuM YWHOM, BUKJIagad CTHMYJIIOBAB y CTYACHTa iHTep-
€C JI0 Mi3HaHHS TUX ICTHH, K1 IPOTOBITyBalld BUAATHI Jis4i CBITO-
BO1 KyNnbTypH. Y KokHOMY BUCTymi it Pomana Uepkammna Oyna
Ba)KJIMBOIO JIOT1YHA ITOCIIiJOBHICTh CMUCIIOBHX 3HaYeHb. ToMy 3apa3
HEeOoOXiIHO 3aKIEHTYBaTH YBary Ha OCHOBHHX €JI€MEHTaX METOIUKU
HOro BUKJIaIaHHS OCHOB OPaTOPCHKOTO MUCTELITBA, /1€ BaXKJIUBE MicC-
e IPUALISETHCS aHalli3y piKCOBaHMX Y JOTOBIAI MOAiN Ta BUOYIOBI
JIOT1YHOTO BUKJIAJEHHSI OCHOBHOI AyMKH. J{J1s1 IbOr0 HEOOXiAHO:

— CHCTEMaTu3yBaTH BCl JOCTYIHI Jukepena iHdopmalii, Mo’ s3aHi
3 TEMOIO BUCTYILY: TEKCTH, CTATTI, JICKLi, IHTEPB 10, TAKUM YNHOM aHa-
J3YFOUH JIOTIYHY ITOCTIIOBHICTB JIOTIOBIJII;

— TIPOBECTH 1eHTHUQIKALIIO KITIOUYOBHX CIIiB Ta MOHATH, SIKI 4acTO
TPAIUISIOTHCS B 00paHiid Temi;
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— 3i0party 3BeJIeHHs Ta CTBOPUTH KOHLIETITyJIbHY KapTy — IPOLIEC,
i 4ac SIKOTO BiIOMpAeThCsl Ta CTPYKTYPYEThCs iH(OpMaLis, 0 Mae
peanbHe yABICHHS PO SIKyCh TEMY, IIPoOIeMy, POEKT YH 11e10;

— BUSIBUTH 1 BUKJIACTH 3B’SI3KH BIJHOCHH Ta B3a€MOJIN y Pi3HHX
KOHTEKCTaX MK eIeMEHTaMH, SIBUILIAMH, TIOISIMHU UM 11ESIMH;

— TPOBECTU NIMOOKHH aHai3 iH(OpMAaLii, IO € OUIBII JeTaTbHIM
1 IOKJIQJIHUM JIOCITI/KSHHSIM JaHHUX, MarepiaiiB abo BiIOMOCTEH 3 Me-
TOIO OTPUMAaHHS TIIMOOKOTO PO3yMiHHS Ta BHSBICHHS NMPUXOBAaHMX 3a-
KOHOMIpHOCTEH Ta B3a€MO3B’SI3KiB;

— JIOCTIUTH 3B’SI3KU MK Pi3HUMH (haKTOpaMH, sIKi 4acTo B3aEMO-
IIIOTE;

— HAJary JoriuHi Ta (haKTUYHI JOKA3W YU TBEP/DKSHHS Ui 00-
IPYHTYBaHHS JyMOK Ta JIOKa3iB;

— 3poOWTH BUCHOBKH Ta y3araibHeHHs. Lleli myHKT Ma€e BUpilIaib-
He 3HAYEHHS1, OCKUJIbKH BiH JI03BOJISIE OTPUMATH JIOKJIAIHY iH(OpMALito
Ta HaJaTH BUCHOBKH, SIKI MOKYTb OyTH BHUKOPUCTAHI JUISl IPUHHSTTS
PpiLlIeHb.

Jist JOCSTHEHHS B3a€EMONIPHIHSATHUX BUCHOBKIB HEOOX1THO BHU-
KIIMKaTH TOTpely aynuTopii po3novyary aedatH, 3a J0IOMOTOI0 SIKHX
oparop i ciyxadi 3MOXYTh BiICTOIOBaTH CBOi IEPEKOHAHHS B pallio-
HaJILHOMY A1aJio3i.

ApryMeHTarisi BAKOPUCTOBYETHCS B PI3HMX KOHTEKCTax, BKIIIO-
qarouu aedatd i 00roBopeHHsA. ApryMeHT HeoOXinHui, mo0 mepe-
KOHATHU CTYACHTCBHKY ayJUTOPiI0 Y PaBUIBHOCTI i OOIPYyHTOBAHOCTI
MO3UIII JOmOBIga4a.

Ha cywacHomy erami po3BHTKY Ta peOpMyBaHHS OCBITHHOTO
nporecy YKpaiHu OHIER0 i3 CepHO3HUX MPOOJIEM BUIIIOT ITKOJIH 3a-
JIMIIAETHCS] OPaTOPChKa MaCTEPHICTh BUKIAAAIBKOTO ckiany. s
nejarora MoBa — Iie¢ poOOUMil IHCTPYMEHT, crocid TOHEeCEeHHs Ha-
yKOBOi iH(popMmawii 10 ayquTopii, a TaKoXk CHociO IHTEIEKTyaIbHOTO
Ta €MOLIMHOro BIUIMBY Ha ()OPMYyBaHHS MOBHOI KyJIbTYpU CTYHCH-
TiB. Y 3B’SI3KY 13 UM CIIi 3BepHYTHCA 10 MpodeciifHoi crnaauuHn
BUAATHOTO OpaTopa, MalCTpa XyIOKHBOTO CJIOBA M TalaHOBUTOTO
nenarora Pomana OnekciioBnua Yepkammaa.
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Roman Oleksiiovych Cherkashin used to read at the Department
of Theater Studies at Kharkiv 1. P. Kotlyarevsky National Univer-
sity of Arts a course on the ancient and, unfortunately, undeservedly
forgotten academic discipline today — Public speaking.

It’s time to think about the secret of the influence of the teach-
er’s living words on the student audience. For modern teachers, the
lectures of the outstanding Ukrainian actor, director and teacher
Roman Oleksiyovych Cherkashin could be an answer and an ex-
ample of his legacy. Unfortunately, he passed away in 1993, and to
this day a debatable question arises — is public speaking an innate
gift of this deeply intelligent personality or, first of all, the result of
internal work on oneself? Fighting for the right to remain a reason-
able person, we are concerned about the triumph of artificial intelli-
gence and, unfortunately, do not seek protection from the primitive
expressiveness of the language affected by the clip consciousness
virus. It’s time to stop and think about the extent to which humanity,
which created the infosphere of data, knowledge and communica-
tions, controls the processes taking place in it. A rhetorical question
arises — does the uncontrolled increase in the amount of informa-
tion threaten the emergence of dangerous media viruses that distort
the perception of reality? In turn, the distorted perception of reality
turns into a poor stream of poorly organized proposals during the
scientific presentation of the deepest knowledge.

Roman Oleksiiovych’s narrative manner was based on the art
of effective use of words capable of structuring thought into an

— 177 —



Mysuuna i meampanvha icmopia: nodii, paxmu, KomeHmapi

expressive text. In this, R. Cherkashin was an example of master-
ful use of professional knowledge closely related to the personal
qualities of a teacher-mentor. If his rhetoric consisted of the rules
of constructing an artistic language for creating texts of any direc-
tion — from poetry to fiction, then Roman Cherkashin’s oratory,
in addition to stage declamation skills, also determined practical
experience in his pedagogy. He was able to analytically process the
received material, and therefore think clearly and manage the flow
of information during public speeches.

Roman Oleksiiovych’s lectures included three main seg-
ments — freedom of use of an unlimited vocabulary, clarity of ar-
ticulate presentation of the text, and clear formulation of the main
theses and conclusions. There is no need to talk about his profes-
sional language skills in this context because Roman Cherkashin
was at one time a concertmaster of artistic speech and the author
of a training manual on the logic and technique of stage speech.
However, this master always adhered to an undeniable credo: “No
matter how many techniques and techniques you have not learned,
the point is not in the beauty or form of words, but in their content.
As soon as you clearly define the ‘why’, you will know exactly
what point and why the speaker is trying to convey to his audi-
ence. And even without learning the technical possibilities of the
language, you can become persuasive, and your speech — strong.
Learning to build a speech composition — the most important skill
in pedagogy”.

The compact structure of Roman Cherkashin’s lecture texts was
devoid of instruction. In practical classes on the topic indicated by
the teacher, the students had to build a composition of the speech,
taking into account the concise presentation of thoughts in the text,
which will be interesting to convey to the listeners. In this regard,
we can talk about three aspects of the target setting: educational,
developmental and pedagogical. A variant of the traditional con-
struction of a monologue according to the theoretical law of drama
was proposed. According to Cherkashin, the logic of language is
composed as in an academic play, in which there is a connection,
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an intrigue, a climax, and the most important position of all the
listed definitions is the address reference of the final phase of the
statement. Repetition of keywords or phrases is possible only if it
is necessary to transform their meaning to help listeners retain the
necessary information. The lecturer has the task not only to convey
to the students the amount of knowledge, to teach, to cause a certain
reaction, but also to convince them of the correctness of the con-
clusions and to disturb the desire for a collective discussion of the
relevance of the topic of the lecture.

Roman Cherkashin treated the galaxy of highly educated peo-
ple who freely appeal by associative juxtapositions with the works
of outstanding artists, composers, directors and the roles of famous
artists. Each lecture, in addition to the thematic volume of informa-
tion, was supplemented with events and actual examples from the
world history of religion, art and culture related to a common theme.
Thus, the teacher stimulated the student’s interest in learning the
truths preached by outstanding figures of world culture.

In every performance, the logical sequence of semantic values
was important for Roman Cherkashin. Therefore, it is now neces-
sary to focus attention on the main elements of his methodology of
teaching the basics of public speaking, where an important place
is given to the analysis of the events recorded in the report and the
construction of a logical presentation of the main idea. For this you
need:

— Systematize all available sources of information related to
the topic of the speech: texts, articles, lectures, interviews, thus ana-
lyzing the logical sequence of the report;

— Identify keywords and concepts that are often found in the
chosen topic;

— Summarize and create a concept map — the process of se-
lecting and structuring information that has a real picture of a topic,
problem, project, or idea;

— Identify and explain the connections of relations and interac-
tions in different contexts between elements, phenomena, events or
ideas;
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— Conduct an in-depth analysis of information, which is a more
detailed and detailed study of data, materials or information to gain
a deep understanding and identify hidden patterns and relationships;

— Investigate the connections between different, often interact-
ing factors;

— Establish logical and factual evidence or assertions for rea-
soning, opinions and evidence;

— Create conclusions and generalizations. This point is crucial
because it allows you to get detailed information and draw conclu-
sions that can be used to make decisions.

To reach mutually acceptable conclusions, it is necessary to
evoke the need of the audience to start a debate, with the help of
which the speaker and listeners can defend their beliefs in a rational
dialogue. Argumentation is used in a variety of contexts, including
debate and discussion. An argument is necessary to convince the
student audience of the correctness and validity of the speaker’s
position.

At the current stage of development and reform of the educa-
tional process in Ukraine, one of the serious problems of higher
education remains the public speaking skills of the teaching staff.
For a teacher, language is a working tool, a way of conveying sci-
entific information to the audience, as well as a way of intellectual
and emotional influence on the formation of students’ language cul-
ture. In this regard, we should turn to the professional legacy of the
outstanding orator, master of the artistic word and talented teacher
Roman Oleksiyovych Cherkashin.
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HaBuansHO-MeTONMYHI HanpalroBaHHs Kypcy «ClieHIYHa MOBaY
3 HUKITY TpoQeciifHol 1 MPaKTUYHOI MiArOTOBKH Il OCBITHBOI MPO-
rpamu crieriianbHOCTI 026 «CrieHiuHe MUCTENTBO (AKTOPCHKE MHC-
TEITBO JIPAMAaTHYHOTO TEaTpPy 1 KiHO)» € Ba)XINBUM YMHHHUKOM JIJISI
MOCTYIy MHUCTELBKOI OCBITH W BHXOBaHHS NpodeciiHUX aKTopiB.
MeTomoNoriYHIMH 3acajiaMK Kypey € pO3Iisii IpoOiIeM CIeHIYHO-
TO MOBJICHHSI B KOHTEKCTI Cy4aCHUX KYJIBTYPHO-MHUCTEI[bKUX 3HAHb.
3aBlaHHS BUBYCHHS JMCIUIUTIHU TIOJISTA€ B KOMIUIEKCHOMY OBOJIO-
JUHHI TCOPETUYHUMH Ta MPAKTHYHUMH HABUKAMH, MOB’SI3aHUMHU 3
poOOTOrO HaJ| CIEHIYHUM CJIOBOM, aHAJII30M XYJ0XKHBOTO TBOPY Ta
OBOJIO/IIHHSIM OPTaHIYHOI CIIOBECHOIO JII€I0 Yy TBOPUOMY IPOLECi
AKTOPCHKOT MalCTEPHOCTI, €IeMEHTAMH CIIOBECHOI JIii SIK OJHI€T 3
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HaMBaXITUBIIINX CKJIAZOBUX AaKTOPCHKOI MaiCTEpHOCTI, TEXHIKH
MOBJICHHS T BUPOOJICHHS HABHUKIB XyIO)KHHOIO BUKOHAHHS TBOPiB
31 CLIEHH.

[lepimn Hixk mepelTH A0 By3bKompodeciiHuX MmpobdieM cleHiy-
HOT'O MOBJICHHSI, TOTPIOHO 3BEPHYTH yBary Ha 0COOJMBOCTI yKpaiH-
CBKOTO YCHOTO MOBJICHHS Ta KyJIbTYpy MoBH. HaponHa MoBa, sika i €
MEPIIOEIEMEHTOM CIIOBECHOT TBOPYOCTI, MOJIiIeHa Ha 0e3714 pi3HUX
JiaJIeKTIB, 1 3aCBOEHHS HOPM €JJMHOI 3arajibHOHAIIOHAIBHOI JTiTepa-
TYpPHOI BUMOBH $SIK Y CLIEHIYHiH, TaKk 1 B pO3MOBHii MOBIi € ONHI€O
3 HaWNepIIUX BUMOT KYJBTYPH, TEXHIKHM Ta MalCTEPHOCTI akTopa
(Yepxamms, 1989: 245).

Kype «CreHiyHOT MOBH» PO3IIOYHHAETHCS 3 BUSIBICHHS 1HAWBI-
IyalbHUX MOBJEHHEBHUX Bal. «OpdoeniuHi Bagy y BUMOBI, HEUiT-
Ka TUKIisI, 0e30apBHICTD 3By4aHHs TOJIOCY aKTopa, 5K 1 (anbimBa
JeKIaMaliiHICTh, ByJdbrapHa TeaTpaii3amis, BTpara MOYyTTS Xy-
JOKHBOT MIpW 1 CMaKy 3HELIHIOIOTh BHYTPIIIHI MOYYTTA 1 JYMKY,
00e3KpUITIOIOTH CIIOBeCHY nit0 Ha ciieHi» (Tam camo: 14). Otxe,
MepuI 3a Bce MOTPiOHO BU3HAYMTH MOBJICGHHEBI BaJH, MpUTaMaHHi
CTYACHTY, 1 POTATOM KOXHOTO 13 3aHATH Kypcy «CLeHIuHOi MOBH»
JIOJIaTH LI HENOJIKH, a Kpallli, MPUPOAHI BIACTHBOCTI — PO3BHBa-
TU. BupoOneHHss HOpMAaTHBHOTO MOBJICHHS € OHUM 3 OCHOBHHX 3a-
BAaHb Kypcy. Ha nymky ykpaincekoro aktopa tearpy «bepesinby,
pekucepa, TearpajbHOTO TMegarora i rearpo3HaBis Pomana Yepka-
HIMHA, KOHTPOJIb 33 MPAaBUJIBHICTIO JITEPaTypHOi BUMOBH B MOBCSIK-
JICHHIH PO3MOBHIN MOBI Ta B CLIEHIYHIH XyJO)KHili MOB1 Ma€ TpUBaTH
NPOTATOM yCBhOTO HaBUAJIBHOTO Kypcy 31 «Cueniunoi moBu» (Tam
camo: 202).

Hactynnum etamnom € BUBYEHHS OyZJOBM MOBJICHHEBOT'O ariapary,
HOro PyXJIMBHX 1 HEPYXJIMBHX YacTHH. | 1100 IOCATTH MaKCUMallb-
HOI apTUKYIALii, TOOTO BUPa3HOCTI MOBJICHHSI, TOTPIOCH KOMILIEKC
BIIPaB, 110 MAIOTh OyTH MOMIYHHUMH JUIS aKTOpa MPOTATOM yCbOTO
HOTro TBOPYOTO KUTTA. BUpOOIEHHS 4iTKOI TUKLIT aKTOpa HE MOXKeE
OyTH i307bOBaHE BiJ MMOCTAHOBKH (POHALIHHOTO, TOOTO MOBJICHHE-
BOTO AMXaHHS. HacTynmHHUM eTarnoM BUSBIISIEMO HETaTUBHI HABUYKH
y cnoco0i JUXaHHs, 4YaCcTO BIACTHUBI JIOAMHI B JKUTTI Ta HEMPHUITYC-
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TUMI Ha CIICHI, a caMe: Oe3NIaJiHe «XalaHHs MOBITPS, MiIHIMaHHS
Iiedelt 1 rpyaei miJ yac BOMXY, BTATYBaHHS 3 IIYMOM IOBITps 3a-
MICTh HEUYTHOTO BJMXY Ta iHILIOTO POAY 3aTHUCKH.

HactynmHum KpokoM € ronocosi BiipaBu. BukoHaHHs LUX BIpaB
CJiJl pO3MOYMHATH 3 BHBYEHHsI OyZOBU TOJOCOBOTO amapary, CIo-
co0y yTBOPEHHs 3BYKY, BiOpallii, pe30HyBaHHs, TOOTO ITiICUJICHHS
3BYKY 32 paxyHOK 00’€My i TIOAAJIBIIOTO OIIAHYBaHHSI BiIIOBITHUX
royiocoBux Bpas. «CII0BO Ha CIIEHI TOBUHHO 3BydYaTd BUpa3HoO. k-
IO CJIOBA «3ByYaTby», CiyXadi B 3aJii pO3yMIIOTh 1 IEPEKUBAIOTH TIO-
gyTte» (Tam camo: 218). «uKiis — BBIWIMBICTb aKTOpay, — Iel
BHUCIIIB MIPUIUCYIOTH (paHIly3aM, ajie O4eBUAHO, 110 BiH € aKTyallb-
HUM 17151 Oyab-aKoi cueHu cBiTy. HabyTu MOBIeHHEBOI BHpa3HOCTI
JOTIOMAararoTh BIIPaBU Ha AUKLIIO.

OO00B’A3KOBHM PO3iJIOM HaBUabHOI nporpamu € «Opdoeris».
Opdoeniyai HOPMHU PETYINIOIOTH IPABUIBHY BUMOBY T'OJOCHHX, IPH-
TOJIOCHUX 3BYKIB Ta 3ByKOCIIOJyYeHb, & TAKOK yCTAaHOBIIOIOTH Ipa-
BMJIa HOPMaTHBHOTO Haronocy. OOOB’SI3KOBO CIiJ AONEPKYBATUCS
npaBui opdorpadii y IpyKoBaHOMY TEKCTi, TaK caMO HEOOXiTHO Ke-
pyBaTuch npaBuiaMu opQoemnii B MPUIIAHOMY YCHOMY MOBIICHHI. ..
3acBOEHHS HOPM €MHOT JIiTepaTypHOi BUMOBH SIK y CLIEHIYHIH, TaK i
B PO3MOBHiI1 MOBI € OTHOIO 3 HAUTIEPILINX BUMOT KYJIbTYPH, TEXHIKH
i MaiicTepHOCTI akTOpa, — MpOo 1ie BIy4YHO 3a3HauyaB P. Uepkammn
(Tam camo: 244-245).

[opsin i3 BUBYEHHSIM TEOpii CLIEHIYHOTO MOBIICHHS Ta il Tpakx-
TUYHOTO BTUICHHS 31 CTYIEHTaMHU MOTPiOHO CHCTEMHO MPOBOJUTU
PYXJIMBI TPEHIHTH («PyXaHKH» ), aJl’Ke aKTOp TOBUHEH HE JIHIIE BMi-
TH «TOBOPHUTHY, & i BOJHOUAC OPIEHTYBATUCH Y IPOCTOPI, OPraHiuHO
noeHy04YH (Di3UYHY JiF0 13 JI€H0 CIOBECHOM. TpeHaki BUpOOIIs-
I0Th y CTYACHTIB HaBMYKW OPraHIYHOTO MOEJHAHHS CJIOBa 1 Iuiac-
tuku. €xu [poToBehKHit y cTarTi «0710C» 3a3HAYUB, IO HE MOXKHA
HPAIIOBATH TOJIOCOM, HE MPAIFOI0UH TLOM-KUTTM ([ pOTOBCHKHIA,
1999: 109-110).

VY mepioMy cemecTpi mpakTudHa poOoTa 30cepemkeHa Ha He-
BEJIMKHUX YPHBKAaX OMMCOBOI MPO3H 13 TBOPIB YKPAiHCHKUX MHCH-
MEHHHMKIB. BaxauBuM € Te, 00 CTYISHTH caMi IIyKajau Ajs cede
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penepryap, BillIOBIIHO, 00 0araro YUTaIH, OPIEHTYBAJIKCH Y Kia-
CHYHIM Ta cydacHiil siteparypi. Komn 3aBepmieHo eram BinOopy
Mmarepiaixy IUIs YWTaHHS, PO3MOYUHAETHCS POOOTa 3 PETEIBHOTO
OTIPALIIOBAaHHS TEKCTY, AJIsl IIbOTO 3aCTOCOBYIOTH TaKy CXeMmy po30o-
py TBOpY:

a) MOJIiJI TBOPY Ha eMi30U-TI0/Iii 1 Ha3BU JIO HUX;

0) BU3HAYCHHS BUXI1JIHOT MMOJIii, TOJIOBHOT Ta HACIIJIKY;

B) MPO 1[0 PO3MOBITAEMO 1 AJIS HOTO;

T) JOT14HUH po30ip.

3amponoHoBaHa CXeMa MOXKE 3aCTOCOBYBATHUCS TSl OyIb-SKOTO
YUTEIBKOTO MaTepiaiy, ajpke e ocHoBa. OcoOnuBe Micie B Hil
nociae JoriyHui po36ip. 3700yBad BUMUTHCS POOUTH JOTTUHHUH
aHaJli3 TeKCTy, BU3HAYATH JIOT1YHI May3u, CTABUTH JIOTIYHI HArojo-
cH 1 OyayBaTu JIOTi4HY MEpCHeKTUBY. BomHovyac omaHoOBye cXeMH
MPOTHUCTABIICHb, 3BYKOBI CXEMH IMEPENiKy, a TAKOK BCTaBHUX CIIiB
1 pedeHsp, 110 CTBOPIOIOTH Y Pe3yJbTaTi JIOridHe iHTOHYBaHHS. Sk
MY3HUKaHT MOCIYTOBY€ETHCSI HOTHUM CTaHOM, TaK akTop po3pooiisie
NapTUTYPY CBOEI POJIi,  BXKE MOTiM, Ha CLEH], HAIOBHIOE ii JKUBUMH
€MOIIISIMH.

Y npyromy ceMmecTpi pO3MOYMHAETHCS poOOTa Haja OalKamH.
Tyt Tex € cBoi 3akoHH. «baiika — 1ie cBO€pigHa HEBEIMYKA I1'€ca,
IO JIETKO MiJJIA€THCS PO3IrpYyBaHHIO B 0c00ax, 3a Y4acTIO OIOBi-
Jaga-KOMEHTaropa, crocrepirada adbo 0e3nocepeHbOr0 y4acHHKa
nofiii. BukoHaBIeBi Oaliku CITijfi IEPEHHSATHCS HACTPOEM CBIIOMO
rpailIiBUM, 1100 3 TYMOPOM PO3MOBICTH PO KOMIYHY IPUTOAY, KA
HaBOJUTH NpoTe Ha po3aym» (Yepkammn, 1989: 162). Ilepenaroun
MOBY MEpPCOHaXKIB, HE MO)KHA NEPEHABAHTAXKyBaTH ii TICUXOJOTiY-
HUM 3MICTOM. J{0CTaTHBO JHMINE HATSKOM IOKa3aTH MaHepy, iHTO-
Hallil0, MOBJICHHEBY MOBEIIHKY MNepcoHaxka. He ciin mpu mpomy
HEXTYBaTH BipILIOBaHOIO (JOPMOIO XYIOKHBOI MOBH, OCKITbKU Oali-
Ka — II€ BipIIL

Tperiii 1 4eTBEpTHI cEeMeCTPH CIPSMOBaHI Ha OBOJIOIIHHS OCHO-
BHUMH 3aKOHAaMHU BHKOHAHHS BipLIOBaHOTO TBOPY. Y Mpo3i (prosa
oratio — MOBa, L0 BiJILHO PO3BHUBAETHCS I pyXxaeThbest) Gpasza Oymy-
€THCS BUIBHO, a BIpIIOBaHA MOBa (XTiy0g — CTpiH, Ja1) — Iie MOBa
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MEBHUM YMHOM YTIOPSAKOBaHa, TOOyI0BaHa, OpraHi3oBaHa, pUTMid-
Ha. Y TOETHMYHHMX TBOpaX YEpryBaHHS PSAAKIB 3 (iKCOBAaHUMU May-
3aMHU B KiHII CTBOPIOE MEPBUHHUI PUTM BipLIOBaHOI MOBH, TOOTO
OCHOBY pUTMy. Benrke puTMidHe 1 BUpa3He 3HAYCHHS y Bipili Mae
nay3a B KiHLI psiKa, a B cepeinHi — 1e3ypa.

AKTOpPOBI /Il YNTaHHS Bipia NoTpiOeH 0cOOIMBUI TEMITOPHUTM,
aJke BiIOMO, 110 y Bipiui Tpeba He TUIbKH PUTMIYHO TOBOPHUTH, a
i pUTMIYHO MOBYATH. SIKIIO ILOTO HE BiAOYBAETHCS, TO BipIIOBaHA
(dopma mopyIyeThes 1 BipIll IepeTBOPIOEThCS Ha po3y. «[loet He
JI01a€ 10 TPO3U BipIIOBaHY MOBY, BiH MHUCJIHTH Biplmiamu. 3MicT i
¢dopma Bipia Tak 31UTi, 10 HaliMeHIIa 3MiHa (JOPMH, HaBITH OJHO-
ro eleMeHTa, 000B’I3K0BO Bezie A0 3MiHM (hopmu abo ii cioTBOpeH-
Hs1. [IpOHUKHYTH B CYTHICTb aBTOPCBKOTO 33JyMy MOKJIHBO JIAIIE
TOJ1, KOJIM MparHeml oBOJOAITH BipLUIOBAaHOIO (OPMOIO 1 PO3KPUTH
3MICTOBHICTb i€l GpopMu», — 3a3HaunIa TOUEHT Kadeapu CLeHid-
Hoi MOBM KHiBCBKOTO HaliOHAJIBHOTO YHIBEPCHTETY KiHO, TeaTpy i
tenebauenns imeni I. K. Kapnenka-Kaporo, 3acimyxena apructka
VYkpainu 3051 Bixapesa (Bixapesa, 2005: 24).

[I’siTuit 1 mwoctuil cemectpu — poOOTa HaJ CLEHIYHUM JiTepa-
TYPHHM MOHOJIOTOM, JI€ PO3IOBIJb BEIEThCS HE BiJl OMOBigaua, 110
criocTepirae 3a TMOXisSMH, a BiJ MepcoHaxa, sikuil OyB Oe3mocepesn-
HIM Y4YaCHHMKOM IE€BHUX TOJii, po siKi omoBigae. «BukoHapiesi
JTepaTypHOTO MOHOJIOTY HacaMIiepesl HeoOXiJHO OpraHiuHO 3aCBO-
ITH TIO3UIIIFO OTOBI1/1aua, 3 SIKOT BiH PO3IVISJIA€ HUHI TIaM STHI )KUTTE-
Bi (bakTH, sBHIIA, TIOAII, 00pa3M JFONCH, BAUBISETHCS, BIyMYEThCS
B iXHI B3a€MUHH, Jii, TOBEIIHKY, BYNHKH, OCMUCIIOE 1 3HOBY Iepe-
xuBae Munyne» (UYepkamma, 1989: 133). A ne ke Bianosigae xxaH-
PY MOHOBHCTaBH, TOMY MiCJISI 3aCTOCYBaHHSI BUIIEHABECHOT CXeMHU
Po300py TBOPY PO3MOYMHAETHCS poOOTa HAJ MOHOJIOTOM 3a BCiMa
3aKOHaMH POOOTH aKTOpa HaJ| POILIIO:

1) TeKCT i miATEKCT;

2) Hackpi3Ha [Iis;

3) nis clioBecHA y IO€IHAHHI 3 (i3UYHOIO;

4) XapaKTepHiCTh;

5) iHTOHaLiiHE 3a0apBICHHS;
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6) 3aCTOCYBaHHSl €JEMEHTIB KOCTIOMY, PEKBI3HTY, ICKOpalliid,
CBITIIA.

Juctumnina «CIieHiYHa MOBa» Ma€ Ha METI OBOJIOZIHHS 30-
BHIIIHBOIO 1 BHYTPIIIHBOIO TEXHIKOIO, SIKA JOTIOMOXKE YCBiJIOMUTH
XapaKTep B3aEMHH: «aBTOp—akTop—Tisiaauw». CrovaTky CTYyHACHTY-
akTopy Tpeba pO3AiINTH 3 aBTOPOM HOTO JTyMKH 1 XBHJIIOBaHHS, IO~
0aunTH 300pakeHe y TBOPi OUMMa aBTOPA, BIJUyTH 38 TEKCTOM >KUBY
JIHCHICTB.

3HauUMHUM € Te, MO0 CTYISHTH Malld 3MOry OpaTtu B pemnep-
Tyap TBOPH, fKi iX HacmpaBai XBHJIIOIOTbh, sIKi OaraTi Ha eMOIiiHi
BIJTIHKH, PO3MAITICTh )KUTTEBUX CUTYyalill 1 XapakTepiB, TOCTPOTY
inTpuru. Ilig yac Takoi poOOTH CTYIEHTH, 3aCTOCOBYIOYHM HaOyTi
MOBJICHHEBI HAaBHYKH, YCEOIYHO PO3KPUBAIOTHCS, 3a0yBalOTh MPO
3aTHCKH, KOMIIEKCH, a IIe IOToMarae iM 3poOnTH 3HaYHUH TOCTYI
y 3100yTTi akTopchKoi npodecii. I Bxe TyOuThCS Ta Mexa, e 3a-
KiHUyeThCs nuciuiuiina « ClieHiYHa MOBay 1 mounHaeTbess — «Maii-
CTEPHICTh aKTOpa», Ta HaBmaku. OTxe, 0OE3CYMHIBHO, AUCIUILTIHA
«CreHiuHa MOBay € BaKJIMBOIO CKJIQJIOBOIO Y BUXOBAaHHI aKTOpA.
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Educational and methodical developments of the course “Stage
Speech” within the framework of professional and practical train-
ing for the educational program of the specialty 026 “Scenic Art
(Acting in Dramatic Theater and Cinema)” are an important factor
in the advancement of artistic education and the training of profes-
sional actors. The methodological principles of the course involve
the examination of issues related to stage speech within the con-
text of contemporary cultural and artistic knowledge. The objectives
of studying this discipline include a comprehensive acquisition of
theoretical and practical skills related to working on stage speech,
analyzing artistic works, and mastering the organic verbal action in
the creative process of acting mastery. This also includes elements
of verbal action, which are one of the most crucial components of
acting skills, speech techniques, and the development of artistic per-
formance skills on stage.

Before delving into the specialized issues of stage speech, it
is necessary to pay attention to the peculiarities of Ukrainian oral
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speech and language culture. The national language, which is the pri-
mary element of verbal creativity, is divided into numerous dialects,
and adopting the norms of a unified national literary pronunciation in
both stage and colloquial speech is one of the first requirements of an
actor’s culture, technique, and mastery (Cherkashin R., 1989: 245).

The course on “Stage Speech” begins with identifying individu-
al speech defects. “Phonetic errors in pronunciation, unclear diction,
the lack of vocal resonance in the actor’s voice, as well as false
declamation, vulgar theatricality, and the loss of a sense of artistic
measure and taste, devalue inner feelings and thoughts, and dimin-
ish the verbal action on stage” (Cherkashin R., 1989: 14). Therefore,
the first step is to identify the speech defects specific to each student
and work on overcoming these shortcomings throughout each ses-
sion of the “Stage Speech” course, while also nurturing their natural
strengths. Developing standard speech is one of the main goals of
the course. According to Ukrainian actor of the “Berezhil” theater,
director, theater educator, and theater researcher Roman Cherkashin,
monitoring the correctness of literary pronunciation in everyday
spoken language and in artistic stage language should continue
throughout the entire educational course on “Stage Speech” (Cher-
kashin R., 1989: 202).

The next step is the study of the structure of the speech appa-
ratus, its movable and immovable parts. To achieve maximum ar-
ticulation, which is the clarity of speech, a complex of exercises is
needed, which should be noticeable to the actor throughout their
creative life. Developing clear diction cannot be separated from the
placement of phonation, i.e., speech breathing. The next stage in-
volves identifying negative breathing habits that are often present
in a person’s daily life and are unacceptable on stage. These include
irregular “gasping” for air, raising the shoulders and chest during
inhalation, audible inhalation, and various forms of tension.

The next step involves vocal exercises. Performing these exer-
cises should begin with an understanding of the structure of the vo-
cal apparatus, the production of sound, vibration, resonance, which
amplifies sound through volume, and then mastering the correspond-

— 188 —

11l Yeprawuncoki yumanms

ing vocal exercises. “Words on the stage should sound clearly. If
words ‘sound,’ the audience in the hall understands and experiences
what they hear” (Cherkashin R., 1989: 218). Diction is the actor’s
courtesy. This saying is attributed to the French, but it is evidently
relevant to any stage in the world. Exercises in diction help in ac-
quiring expressive speech.

An essential part of the educational program is “Orthoepy”. Or-
thoepic norms regulate the correct pronunciation of vowels, con-
sonants, and sound combinations, as well as establish rules for the
correct accentuation. It is crucial to adhere to orthographic rules in
written text and also follow orthoepic rules in public spoken language.
The acquisition of the norms of a unified literary pronunciation in
both stage and spoken language is one of the primary requirements
of an actor’s culture, technique, and mastery, as accurately pointed
out by R. Cherkashin (Cherkashin R., 1989: 244-245).

In addition to the theoretical study of stage speech and its practi-
cal implementation, it is important to systematically conduct move-
ment training (“movements”) with students. This is because an actor
should not only be able to “speak™ but also navigate in space, or-
ganically combining physical action with verbal action. These ex-
ercises develop the students’ skills in seamlessly combining words
and physicality. Jerzy Grotowski noted in his article “Voice” that
one cannot work on the voice without working on the body-life
(Grotowski J., 1999: 109-110).

In the first semester, practical work is focused on short excerpts
of descriptive prose from works by Ukrainian writers. It is impor-
tant for students to independently search for their repertoire, which
requires them to read extensively and familiarize themselves with
both classical and contemporary literature. Once the material for
reading is selected, the process of thorough text analysis begins, fol-
lowing a scheme for deconstructing the work:

a) Dividing the work into episodes or events and providing titles
for them.

b) Identifying the initial event, the main event, and the conse-
quence.
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¢) Determining what is being conveyed and for what purpose.

d) Logical analysis.

This proposed scheme can be applied to any reading material
since it serves as a foundation. Logical analysis holds a special place
in it. Learners are taught to perform a logical analysis of the text,
identify logical pauses, place logical emphasis, and create a logical
perspective. They also learn patterns of contrast, sound patterns in
lists, and the use of insertions, which collectively contribute to logical
intonation. Just as a musician uses musical notation, an actor devel-
ops a score for their role and then fills it with live emotions on stage.

In the second semester, work begins with fables, which have
their own set of rules. “A fable is a unique little play that can be
easily performed by characters, with the participation of a narrator-
commentator, an observer, or a direct participant in the events. The
performer of a fable should embrace a consciously playful mood to
humorously tell about a comic adventure that nonetheless leads to
reflection” (Cherkashin R., 1989: 162). When conveying the speech
of characters, it is essential not to overload it with psychological
content. It is sufficient to hint at the character’s manner, intonation,
and speech behavior. The poetic form of artistic language should
not be overlooked in fables since they are typically written in verse.

The third and fourth semesters are aimed at mastering the fun-
damental principles of performing poetic works. In prose (“prosa
oratio” — free and unrestricted speech), the phrase structure is free,
while poetic language is organized, structured, and rhythmic. In po-
etic works, the alternating lines with fixed pauses at the end create
the primary rhythm of poetic language, which forms the basis of the
rhythm. The pause at the end of a line and the caesura in the middle
hold great rhythmic and expressive significance in poetry.

For an actor reading poetry, a special rhythmic tempo is essential
because, in poetry, it’s not just about speaking rhythmically but also
about thythmically pausing. If this doesn’t happen, the poetic form
is disrupted, and the poem transforms into prose. “The poet does not
add poetic language to prose; he thinks in verses. The content and
form of a poem are so intertwined that even the slightest change in
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form, even a single element, inevitably leads to a change in the form
or its distortion”, as noted by Zoya Vikhareva, an associate professor
at the Department of Stage Speech at the Kyiv National University
of Cinema, Theatre and Television named after I. K. Karpenko-Kary
(Vikhareva Z., 2005: 24).

The fifth and sixth semesters focus on working with literary
monologues for the stage, where the narrative is not from an ob-
server but from a character who directly experienced certain events.

“The performer of a literary monologue must first organically adopt

the position of the narrator, from which he views memorable life
facts, phenomena, events, images of people, scrutinizes, reflects on
their relationships, actions, behavior, and experiences the past once
again” (Cherkashin R., 1989: 133). This aligns with the genre of a
solo performance, so after applying the above-mentioned text analy-
sis scheme, work begins on the monologue, following all the rules of
an actor working on a role, including:

Text and subtext.

Through-line action.

Verbal action combined with physical action.

Characterization.

Intonational coloring.

Use of costume elements, props, set design, and lighting.

The discipline of “Stage Speech” aims to impart both external and
internal techniques to help actors realize the dynamics of the “author-
actor-audience” relationship. Initially, the student-actor must share
the author’s thoughts and emotions, see what is portrayed in the text
through the author’s eyes, and feel the living reality beyond the text.

It is important for students to have the opportunity to include
works in their repertoire that genuinely resonate with them, are rich
in emotional nuances, diverse in life situations and characters, and
sharp in intrigue. During this process, learners, utilizing their ac-
quired speech skills, fully unfold, shedding any inhibitions or com-
plexes, which helps them make significant progress in acquiring the
actor’s profession. Eventually, the boundary between the discipline
of “Stage Speech” and “Actor’s Craft” becomes blurred. Undoubt-
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edly, the discipline of “Stage Speech” is a crucial component in an
actor’s education.
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PeuuTatip € HaWOUIBIN TABHBOKO Ta PO3IMOBCIOPKEHO (DOPMOIO
MY3WYHOTO MUCTEUTBA. SIBIsIIOYM cOOO00 BAANMi CHHTE3 CIOBa Ta iH-
TOHAL1, BIH BUKOHY€E 3MICTOBHY iH(popMaLiiiHy QyHKUit0. Peuntarus-
HUH CIiB 3yCTpivaeThesi y OyIab-sIKOMY BEITHMKOMY MY3HYHOMY TBODI,
TaKoOMY SIK OIepa, orepera, MIo3ukI. Yacto 06e3 Hboro He 00XOAAThCS
1 HeBenuKi My3uuHi hopmu. Tparmisersest, 1o BiH HOBHICTIO BUTICHSIE
3BUYHE PO3YMIHHS MY3HKH, CTAIOYH B TOJIOBY 33AyMy KOMIIO3UTOPA.

Y mporieci icTOpUYHOT CTHITICTHYHOT €BOJIFOLIIT B3aEMOJTiSl MY3HKH
1 coBa 3a3HaBajia TpaHcoOpMaLii, 3MIHIOBAJIKCS 03HAKU Ta OCOOINIH-
BOCTI 3aCTOCYBaHHS KOMIO3UTOPAMH PEYUTATUBY B My3HYHUX TBOPAX,
rpaHi oro BUKOHaBCHKOI iHTepmpeTanii. Came Ha Leil aCTieKT XOTiIo-
cs1 0 3BepPHYTH yBary, JOCIIIUBILIY iCTOPUIHE OPOPMIICHHSI OCHOBHUX
BU/IIB PEUUTATUBY.

PeunrtaruB sk ocoOnuBUil BUA iHTeprpeTalii Npo3aiyHuX Ta Mo-
eTUYHUX TeKCTiB BUHUK B Itanii Ha mexi XVI-XVII cronits sk ckia-
JIOBa YacTHHA TOMIIIHIX ONEpHUX TBOPiB. OCOOIMBO PO3BUHYIHCS
MY3W4Hi 1HTepMeii, 110 3allOBHIOBAJIM aHTPAKTH JiTepaTypHUX Tpa-
refii Ta KoMeniii: y HUX BUMalbOBYBAIMCH CIIPABXKHI My3UYHI JpaMu.
VYest My3uka nux iHTepMenii Oyna 6ararorojocHOIO Ta HE po3pHBaJia
ie i3 monepeHiM CTUIIEM MOTi(h)OHIYHOTO MaipuranbHoOro coiBy. Ta
HEBOWBUE TSKIHHS ITATININB 10 MOHOIUYHOTO BUKOHAHHS pi3HOMa-
HITHUX TEKCTIB iTaJIiICEKOI0 MOBOIO y CYNPOBOI JIFOTHI TIPUBEIIO 110
MOSIBY TEXHIKU TeHepai-0aca, KOTpy BIEpIIE 3aCTOCYBaB Y CBOiX TBO-
pax Eminio ne Kasanbepi (y1596 poui), i BHHUKHEHHSI HOBOTO YKaH-
PY — BOKaJIbHOI MaCTOpajli B peYUTaTUBHOMY CTHIIL.

OmuH 3 reHiadbHUX MOETIB Apyroi momoBuHH XVI cropivus
Topksaro Tacco BipuB y HEOOXiAHICTh 3MUTTS Moe3ii Ta My3uku. Bin
3ayBaXKyBaB, II0 «My3HKa — 3a4apyBaHHS Ta HIOM ayma moesiin.
Kommnosutopu Ta MysukanTu enoxu Tacco 3aropinucst OaxkaHHSM
BTUIMTH HOTO i/1€1 1 3HaHILIN CIIOCi0 3MYCUTH CITyXadiB MEepeKUBaTH
PI3HOMaHITHI OUYTTSI.

CtBopeHuil QMOpEeHTIHIAMI PEUYUTATUB HE BUHHK MUTTEBO, SIK
npo3pinHs 3 HeOec. HamiBroBip-HamiBcmiB, TOOTO (pakTHYHO peuUTa-
THB, OyB PO3MOBCIOIUKEHUM CTHJIEM BUKOHAHHS Cepe]] CepeAHbOBIY-
HUX HAPOIHMX CITiBaKiB, OapAiB Ta CKaibiB. B ykpaiHChKiil HapoaHii
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TBOPYOCTi (a came y JQymax) CTWJIb MY3WYHOI JeKjIamarlii BUKOpHC-
TOBYBABCS JIpHUKaMH Ta koO3apsiMu. CTOCOBHO YKpaiHCBKUX AyM
BIIEpILIE 11 3ayBakuB M. MakcUMOBHY, a TIOTIM IO TyMKY PO3BHHYB
®. Konecca, sikuii IOBIB, 0 JyMH OJIU3bKi 0 HAPOIHOTO TOJOCIHHS
CBOEPITHOIO (HOPMOIO TOETUYHOTO 1 My3nuHoro BucioBy. @. Konecca
JOCJTiIUB 1 BCTAHOBUB, 1110 lyMH Ta TOJIOCIHHS CIIOPIHIOE MeJOiiiHa
Ta PUTMiYHA ONTM3BKICTh (PEUNTATUBHUIA CTHIIb), HEPIBHOCKIIAJOBICTh
BIPIIOBHUX PSJKIB, TlepeBara II€CHiBHUX pUM, MEBHA iMITPOBi3aLlist
TEKCTY 1 My3UKH (HaIpUKIaa, AyMU Npo TypeubKy HeBomro «HeBinb-
HUKW», «Mapycst borycnaBka»). Y Beix pemirisx po3ciiBaHO TPOMOB-
JSIFOTHCS. MOJIUTBH, 0O JyMKH Ta MOYYTTS JIIOAMHH, IO X TOBOPHUTS,
3HAXOIATh CBill BUpa3 HE TUTbKHM Y BUOOPI CIIB, ane i y MOTYJSLisAX
roJiocy, mio ix BUMOBIsiE. JluHamMiuHi rpajanii MOBH, aKLIEHTH, Tay3H,
TeMOpoBi (papOu rosocy HagarTh cJI0BaM Ta (hpazam BUPA3HOCTI 1 BU-
3HAYEHOTO CEHCY. A BXOISYHM O 00NacTi My3UKH, MOBA 3JIUBAETHCS
3 HEI0, CTa€ HOBOIO KaTeropiero BUCIIOBICHHS AYMOK Ta TOYYTTiB —
cmiBoM. He irHOpyIouM MIMPOKHMX 1HTOHALIMHUX MOXIIMBOCTEH MOB-
JICHHSI, CIIiB 116 3HAYHO Jaji B 3acobax BupaxeHHs. CIOBO B COHO3i 3
MY3UKOIO B MUCTELTBI CITiBaKa-BUKOHABIL O1JIbIIIE BIUIMBAE HA CIyXa-
4iB, HIX CJIOBO, HEXall 1 BUpa3Ho, alie MpocTo ckazaHe. Lle BimuyBain
(ropeHTiiChbKi TpadaThbKy ONEPH, L0 JaTK )KUTTSI PEUUTATHBY.

PeuntaruBHUMii CriB BUSIBUBCS Ay’KE 3pYYHUM Ta MPUPOJHUM BO-
KaJIbHUM 3aC000M JUIsl TOOY/IOBHU JiajioriB y MEpIINX ApaMax Ha My-
3111, a OTIM 1 B oriepax. Y My3W4Hil ApaMaryprii onepu peunTaTuBu
3a CBOIM BaKeJIeM 3aliMaloTh MicClie, CXOXKe J0 KapKaca B KOHCTPYK-
il OyniBni. BoHn MilHO OB’ SI3yI0Th apii, ancamOIi Ta XOpH B €JTMHE
JpaMarypriuie Iijie.

OCKiJIbKH B pEYUTATUBAX TOJIOBYE CJIOBO, TO My3UYHHH €JIEMEHT,
MOPIBHSHO 13 KAHTHJICHHUM CTHJIEM, HAaONMKeHU 10 MiniMymy. [lap-
Til peunTaTtuBiB (PAaKTUYHO HE BUXOAATH 32 MEXKI Jiana3oHy OKTaBU
Ta YacTO «TYMLIOIOTH» HA HEBEIMKOMY iHTOHALIHHOMY «IT’SITAYKY».
Putm peuntaTMBHHX (pa3 Ta pedyeHb 3yMOBJICHHH XapaKTepHUM
pUTMOM MOBH. [Tamilicbka MOBa — /3BiHKa, SICKpaBa, TUHAMIYHA —
3yMOBIIIOE 1 PEUUTATHB — JKUBHHU Ta sickpaBuid. Himernpka MoBa, py-
OreHa, BaXKKa, 1 B peUMTaTUBI MATBEPAXKYE CBOT sIKOCT. OcOOIMBICTIO
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YKpaiHCHKOTO PEUYUTATHBY € MOMIPHICTh PEIuliK, (hpa3, MOBHOKPOB’s
MICEHHMUX IHTOHAILIN. Y3SBILM OO YBark BCIO XapaKTEPHICTb PeuuTa-
THBIB, CTBOPEHUX y PI3HHX MOBHHX KYJBTypax, 3ayBaKHMO, L0 iX
MOETHYE OfIHA 3aKOHOMIpPHICTh: Ha «OIUHUIIIO Yacy», TOOTO Ha TaKT
y peUnTaTHBI, Ha BiIMiHY Bifl apii Ta XOpY, 3aBKAU NPHIIALA€ 3HAYHO
OLTbIIIE CITiB, 1 CaMe BOHH, SIK HOCIT 3MiCTy ¥ eMollii, OylyTh TyT royo-
BYBAarTH.

JL71s1 KOMIIO3UTOPIB PEYUTATUBHUI CTHIIb Y PI3HHUX HOT0 BapiaHTax
SIBJISIE COOOT0 UyHOBHH «OyHiBeIbHUI MaTepiai», 110 TOMOMOTaE Y Mo-
€JIHAHHI 3 apIO3HUMH €I1i30/]aMHU JIOCSATTH BEJIMKOI KITBKOCTI 3MiH TH-
IiB pyXy My3HYHOTO TeKCTy. ToMy, KpiM oIlep, OpaTtopiii Ta MacioHis,
PEUMTATHBHI €Mi30M YacTO 3yCTPIYaloThesl y JIPUYHHUX BOKAaJIbHUX
¢dopmax: micHsIX, poMaHcax, apisx.

PisHoBuaM peunraTusiB

Bigomuii kamepHuii ciiBak AHatonii J{01iBo BUSIBUB YOTHPH Pi3-
HOBUJIM PEUUTATHBY: NCAIMOAWYHUM, CyXUH, akOMIIaHyBaJlbHUN Ta
apio3nui. [lcanMoauyHuii peunTaTHB BiH BIJIHOCUB JIO MPaJIaBHIX Yya-
CiB, KOJIM B TIPOLIECI PENIriiHUX CTyKiHb 00 YaKTyBaHHS MariB CJIOBO,
10 TIPOMOBJISUIOCS BIOJIOC, 3By4asio abctpakTHo. O3Haka Ta iHToHawil
MCaTMOJMYHOIO PEUYMTATHBY 30€piratoTh KOJOPUT Ta€EMHHUYOCTI, ca-
KpaJIbHOCTI 1032 KyJIETOBUMH CIYKIHHSIMH, BPa)KalOTh CBOEI0 MOHO-
TOHHICTIO, HEKUTTEBICTIO. KomIo3nTopu BOYIOBYIOTH MCaTIMOJHYHI
PEUNTATHBU Y CBOi TBOPH JIsl OCOOIMBOTO MPOMaIbOBYBAaHHS THX YU
THIMX 0ci0 ab0 ApaMaTHYHKX CTaHIB.

Cyxwii peuntarus, Bigomuii 3 ornep JK. b. Jlrommi, K. B. I'moka,
B. A. Mouapra, JIx. Poccini, mmpoxo Buxopuctosysascs . C. Ba-
XOM Y MaHCioHax. SIK OpUriHaJIbHUM CTHIICTHYHUH 3aCi0 My3UYHOTO
03700JIeHHS TIOETUYHHUX Ta PO3MOBHUX TEKCTiB HaOyB (hopMu y TBOp-
YOCTI KOMITIO3UTOPIB HEANMOIITAHCHKOT MIKOJIM Ha YOoii 3 AJeccanapo
Ckapnarti (XVII cropiuus). [lopiBHSHO 3 iHIIMMH BUIAMU PEYUTa-
THBIB, OUTBII PO3BUHYTUMHU Y MY3WYHOMY BiJHOILICHHI, CyXHUid BHUAa-
€TBCS CKyMO-cxeMaTHyHUM. lle HamiBroBip-HamiBCIIiB, ¢ HA KOXKEH
CKJIaJl TeKCTy TpHIajae ogHa Hota. Pomen Posnan nmopiBHIOBaB cyxi
PEUMTATHBH 3 OO0 CTPIYKOIO OPOTH, 1110 TOMUHAMH PO3TOPTAE CBOT
0e30apBHi KIJIOMETPH.
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TpuBamni BUTprMaHi 3ByKH Ta PiKi akOPH y CYIPOBOII CyXUX pe-
YUTATHBIB My3WKO3HABII BOAYaId MOHOTOHHUMH, HEPYXOMUMH, THHA-
MIYHO HEWTpaJbHUMH, IO HE MiATBEPHKEHO MPAKTHKOI. 301HINMNIA
Ta HaBITh ACKETUYHMH CYNPOBIJ CyXHUX PEUHUTATHBIB BCE K SIBIISIE CO-
0010 BIIryK Ta KOHKPETH3AIIiI0 B y3arallbHEHH] eMOLIiH CONbHOT mapTii
y il BHYTPILIHBOMY Ta 30BHIIIHBOMY MPOSIBI (KeCTax, MiMiLli, pyXOBi).

AKOMITaHyBaJIbHUI PEYUTATUB BKHUBIIOETHCS OE3MOCEPEHBO B
MY3WYHY TKaHHHY Ta BUKOHYETBCS B CYNMPOBOII OpKecTpa. AKOMIIa-
HYBaJIbHUH PEYUTATHB, JIUIIAIOYH 32 COOOIO MOSICHIOBAIILHY POJIb, BXKE
MO)KE TaK UM 1HAKIIE XapaKTEepU3yBaTH MCUXONOTII0 JiHOBHX 0ci0, 1X-
Hill eMOIIIWHUIA CTaH, PEaKIIito Ha MOl IO BiOYBAIOThCS y CIICHAX.
Tomy Lie# pi3HOBU pEUUTATHUBY 3’ SIBISAETHCS B My3HUHUX €TMi30aX.

Bin HaOnmwKkeHuid 10 feKnamanii 3 BUpa3HUM MY3HYHUM iHTOHY-
BaHHSIM, TOMY TapTisi CYNPOBOAY MiJIBHILYE CBiii CTATyC, SBISIOYH CO-
0010 PiBHOBUPA3HUH TUIACT MAPTUTYPH.

AKOMITaHyBaJIbHUI PEUUTATHB YacTo Mepeaye apii, pasoM 3 Heto
BUKOHYIOUHU Ty caMy (pyHKIiI0, 110 i MOHOJIOT Y Apami. OnHaK Oi1bLI
BiNbHA, HIXK B apii, popMa BUKIaIECHHS My3UYHOTO Marepiaiy JA03BO-
JISlE IETaji3yBaTu €30/, MepeAaTH JaIeKTHKY CHUTYaIlii, 00poTh0y
MOYYTTiB TepOiB, TOJSAPHI IICUXOJIOTTYHI CTaHU. [HOAI OTMH-/1Ba TAKTH
MY3UKH, €JUHUNA akop/l a00 €IMHUH 3BYK y CYNPOBOJI MOXYTb BH3HA-
YaTH BEJIMKY 3MiHY BHYTPILIHEOTO CTaHy TepOiB, «300pa3uTm» ixHi aii
a00 111e He BUCIIOBJICH] JyMKH. [ OJIOBHUM OpIEHTHPOM ISl PO3KPUTTS
3ayMy KOMIIO3UTOPA, L0 CTBOPUB PEUUTATUB, € IHTOHALI CONBHOT
napTii Ta aKOMIIAHEMEHTY. Y HHUX YiTKO BUCBITIIIOETHCS CTAH JIIOIUHH,
0co0NMMBOCTI ii TeMIiepaMeHTy, peakiis Ha CHTYyallii, 110 BUHUKAIOTb,
a0o Ha i1 mapTHepiB. [HTOHAIIs OpraHi3ye, 03100II0€e My3u4HY (pasy,
HaJae il 0CMHCIIEHOCTI. [CHYy€ IHTOHALIIA y pyXOBi, MOBJICHHI, MEMOIil,
00 IyMKH Ta eMOLil B MUCTETBI € IHTOHYBaJbHUMH €JI€MEHTaMHU.

Apio3HHI peunTaTtiB. Y HbOMY CITIBaKH 3HAXOIATh OUIBLI ITUPOKE,
(haKTHYHO TOBHE 3aCTOCYBaHHS CBOIX BOKAJILHUX PECYpCiB. Y CIiBOYO-
MY PEUMTATUBI BOKAJIICT CTYIIa€ Ha MOPIr Tiel 001acTi MUCTENTBa, Je i
TIOYMHAETHCSI BJIACHE CITIB — PO3KPUTTS MENOAIT SIK My3U4HOT (JopMH,
K XyIOKHE y3araJIbHeHHS Y BOKaJIbHIH JIiHiT MOy TTiB, ieli Ta 00pasiB.
ApiO3HHI PEUUTATUB 3HAXOAUTH CBOE 3aCTOCYBAaHHSI came TOJi, KOIH
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HEOOXiTHO BIITBOPUTH EMOIIMHO-IIIMOOKI 32 3MiCTOM MOJYJISILIIT MOBH.
3a cBOIM XapakTepoM BiH HAOIMKSHUI 10 MATETUYHOT JICKIIaMallii.

Peunrarus sik Gpopma ckiaaeTbes 3 BUIbHO MOOYIOBaHUX acUMe-
TPUYHHUX MOTHUBIB Ta (ppa3, He BKIAJAETHCS B KOJHI CXEMH, HE YTBO-
PIOE pedeHb, TepioNiB UM OuIbI CKIQAHUX (GopM. BiH MOOiLIBHUM,
pyxnuBuii. [onoBHa fioro meta — iHpopmaris.

Ortxe, pi3Hi THITH PEUNTATHBIB € UyJOBUM ITACTUYHUM MY3UYHUM
MarepiajoMm, 10 Ja€ KOMIIO3UTOpaM 3Mory OyIyBaTH TBOPHU 3 Pi3HUX
KyOHKIB, sIKi KOHTPACTYIOTh MK COOOIO 33 «KOJIBOPOM» Ta (OPMOIO.
VY upomy BHIIAIKy My3UUHHHI TBIp — OTepa, IHCTpyMEHTabHa 11’ €ca,
pomaHc — HaOyBa€e Pi3HOOAPBHOCTI, MiHJIMBOCTI 1 34aTHOCTI IPHUBEp-
HYTH 10 ce0e yBary ciyxadiB.
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PROBLEMS OF THE EMERGENCE AND DEVELOPMENT
OF RECITATIVE AS A SPECIAL TYPE
OF INTERPRETATION OF PROSE AND POETIC TEXTS

Key words: speech, music, word, intonation, rhythm, singing,
opera, recitative.

Recitative is the most ancient and widespread form of musical
art. Being a successful synthesis of words and intonation, it per-
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forms a meaningful informational function. Recitative singing can
be found in any large musical work, such as opera, operetta, musical.
Small musical forms often cannot do without it. And it happens that
it completely supplants the usual understanding of music, becoming
the composer’s idea.

In the process of historical stylistic evolution, the interaction of
music and words underwent a transformation, the features and fea-
tures of composers’ use of recitatives in musical works, the facet of
its performance interpretation, changed. It is to this aspect that we
would like to draw attention by examining the historical design of
the main types of recitative.

Recitative as a special type of interpretation of prose and poetic
texts arises in Italy at the turn of the 16th and 17th centuries as a
component of opera works that appeared at the same time. Musical
interludes, which filled the intermissions of literary tragedies and
comedies, were especially developed: real musical dramas emerged
from them. All the music of these interludes was polyphonic and did
not break with the previous style of polyphonic madrigal singing.
But the Italians’ not fatal attraction to the monodic performance of
various texts in the Italian language accompanied by the lute led to
the appearance of the general-bass technique, which was first used
in his works by Emilio de Cavalieri (in 1596), and the emergence of
a live genre — vocal pastoral in the recitative style.

Torquato Tasso, one of the genius poets of the second half of
the 16th century, believed in the necessity of merging poetry and
music. He said that “music is enchantment and, as it were, the soul
of poetry.” Composers and musicians of Tasso’s era burned with the
desire to embody his ideas and found a way to make listeners experi-
ence various feelings.

The recitative created by the Florentines did not appear instant-
ly, like an epiphany from heaven. Half-speech-half-singing, that
is, practically recitative, was a widespread style of performance
among medieval folk singers, bards and skalds. In Ukrainian folk
art (namely, in thoughts) the style of musical declamation was
used by lyres and kobzars. M. Maksymovich was the first to notice
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this about Ukrainian thoughts, and then F. Kolessa developed this
idea, who proved that thoughts are close to folk laments, a peculiar
form of poetic and musical expression. F. Kolessa researched and
established that melodic and rhythmic closeness (recitative style),
non-equivalence of verse lines, preference for verb rhymes, certain
improvisation of text and music (for example, poems about Turkish
slavery “Slaves”, “Marusya Bohuslavka” are related to thoughts and
wails). In all religions, prayers are chanted, because the thoughts
and feelings of the person who says them find their expression not
only in the choice of words, but also in the modulations of the voice
that utters them. Dynamic gradations of speech, accents, pauses,
timbre colors of the voice give words and phrases of expressiveness
and definite meaning. And entering the domain of music, language
merges with it, becoming a new category of expression of thoughts
and feelings — singing. Without ignoring the wide intonation pos-
sibilities of speech, singing goes much further in the means of ex-
pression. The word in union with music in art the singer-performer
is more noticeable to the listeners than the word, even if it is expres-
sive, but simply said. This was felt by the Florentine proto-father of
operas, which gave life to recitative.

Recitative singing turned out to be a very convenient and natu-
ral vocal means for constructing dialogues in the first dramas set to
music, and later in operas. In the musical dramaturgy of an opera,
recitatives occupy a place similar to a frame in the construction of
a building. They firmly connect arias, ensembles and choirs into a
single dramaturgical whole.

Based on the fact that the word predominates in the recitatives,
the musical element, compared to the cantilena, is close to the mini-
mum. The recitative parts practically do not go beyond the octave
ranges and often “stand still” on a small intonation “place”. The
rhythm of recitative phrases and sentences is determined by the
characteristic thythm of the language. The Italian language is ring-
ing, bright, dynamic, and recitative — alive and bright. German
is broken, a difficult language and in recitative confirms its quali-
ties. A peculiarity of Ukrainian recitative is the moderation of lines,
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phrases, undertones of song intonations. Taking into account all the
characteristics of recitatives created in different language cultures,
they are united by one regularity: there are always significantly
more words per “unit of time”, i.e. per beat in a recitative, unlike an
aria and a chorus, and they, as carriers of content and emotions will
preside here.

For composers, the recitative style in its various variants is an
excellent “building material” that helps, in combination with aria
episodes, to achieve a large number of changes in the types of move-
ment of the musical text. Therefore, in addition to operas, oratorios
and passions, recitative episodes are often found in lyrical vocal
forms: songs, romances, arias.

The famous chamber singer Anatoly Dolivo discovered four
types of recitative: psalmodic, dry, accompanying and aria.

He attributed psalmodic recitative to ancient times, when in the
process of religious services or conjuring by magicians, the word
spoken aloud sounded abstract. The signs and intonations of the
psalmodic recitative preserve the color of mystery and sacredness
of extra-cult services, impress with their monotony, lifelessness.
Composers incorporate psalmodic recitatives into their works for a
special depiction of certain persons or dramatic situations.

Dry recitative is known from the operas of Jean-Baptiste Lully,
Cristoph Willibald Gluck, W. A. Mozart, G. Rossini, was widely
used by J. S. Bach. As an original stylistic means of musical embel-
lishment of poetic and conversational texts, it acquired its form in
the work of composers of the Neapolitan school in the chapter with
Alessandro Scarlatti in the 17th century. In comparison with other
types of recitatives, which are more developed in terms of music,
the dry one appears to be sparse and schematic. This is a half-speech
half-song, where each syllable of the text has one note. Romain Rol-
land compared the dry recitatives with the white ribbon of the road
unfolding its colorless kilometers for hours.

Long sustained sounds and thin chords accompanied by dry rec-
itatives were seen by musicologists as monotonous, static, dynami-
cally neutral, which is not confirmed in practice. The impoverished
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and even ascetic accompaniment of dry recitatives nevertheless rep-
resents a response and concretization in the generalization of the
emotions of the solo part in its internal and external manifestation
(gestures, facial expressions, movement).

The accompanying recitative is incorporated directly into the
musical fabric and is performed accompanied by an orchestra. Ac-
companying recitative, leaving behind an explanatory role, can al-
ready characterize the psychology of the actors, their evolutionary
state, reaction to the events taking place in the scenes, in one way
or another. Therefore, this type of recitative appears in musical epi-
sodes. It is close to a recitation with a distinct musical intonation, so
the accompaniment part hints at its stature, representing a sharply
expressed layer of the score.

Accompanying recitative often precedes arias, performing the
same function as a monologue in drama. However, the form of
presentation of the musical material is freer than in the aria, allow-
ing to detail the episode, to convey the dialectics of the situation,
the struggle of the characters’ feelings, polar psychological states.
Sometimes a one or two measures of music, a single chord or a
single sound in the accompaniment can determine a big change in
the inner state of the characters, “depict their actions” or not yet
expressed thoughts. The main point of reference for revealing the
intention of the composer who created the recitative is the intona-
tions of the solo part and the accompaniment. They clearly express
a person’s condition, peculiarities of his temperament, reaction to
challenging situations or actions of partners. Intonation organizes,
decorates a musical phrase, gives it meaning. There is intonation in
movement, speech, melody, because thoughts and melodies in art
are intoning elements.

Aria recitative. In it, singers find a wider, almost complete use
of their vocal resources. In a singing recitative, the vocalist steps on
the threshold of that area of art, where the actual singing begins —
the disclosure of the melody as a musical form, as an artistic gen-
eralization in the vocal line of feelings, thoughts and images. Arios
recitative finds its application precisely when it is necessary to re-
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produce emotionally deep modulations of speech. By its nature, it is
close to a pathetic recitation.

Recitative as a form consists of freely constructed asymmet-
ric motifs and phrases, does not fit into any scheme, does not form
sentences, periods or more complex forms. It is mobile, mobile, its
main purpose is information.

In conclusion, we can say that different types of recitatives are
excellent plastic musical material, which gives composers the op-
portunity to build works from different cubes that contrast with each
other in terms of “color” and shape. In this case, a musical piece —
an opera, an instrumental play, a romance — acquires a variety of
colors, variability and the ability to attract the attention of listeners.
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KAMEPHI3ZAIIA ITAJIIHChKOI'O CTHJIK) BEL CANTO
B HIMEIIBKIH MUCTEI[bKIH ITICHI ®. IIIYEEPTA

Kuarouosi ciioBa: bel canto, soxanvie mucmeymeo, @. [Llyoepm,
HiMeybKa MucmeyvKa nicus, serenade, Lied, kameprizayis.

Ecternunwmii i ctunictuanuit acnektu bel canto npotsirom XIX
CTOJIITTS IIOCTYITOBO 3HUKJIH, TOMY TOJIOBHUM HAIPSMOM BOKAJIbHUX
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K Ta chiBakiB XX CTONMITTS CTaB BOKAJbHO-TEXHIYHUH acmeKT
bel canto, oB’s13aHUH 13 TEXHIKOIO BUIBHOTO MPUPOIHOIO 3BYKOYT-
BOPEHHS, 1110 3 aKyCTHYHOT'O MOMIISIAY € i1eaIbHO CHHTE30BaHKM.

Bel canto six BOkanbHE MUCTEUTBO Ma€ CHHKPETHYHY, BepOasib-
HO-MY3HYHY NPHPOAY Ta Iepeadadae y My3MYHOMY BHKOHABCTBI
opieHTalito Ha (POHETHKY, 3MICT 1 TICHXOJIOTiI0 BepOaTbHUX 1HTOHA-
il IEBHOI MOBY Ta IMOWHHI TPaJAHUIlii HAIIIOHAIBHOTO CITiBY.

Knacuunanit ctune bel canto, CTOCOBHO XapaKTepy BOKaJIbHOTO
BHUKOHABCTBa, (JOPMYBABCSl MiJl BIUIMBOM OIEPHO-MHCTEIBKHX pe-
¢dopm — Bu3HauanIbHUM Yy My3nuHomy Tearpi XVIII cromitrs Oys
penepryap chiBakiB-KacTpariB (sSKi ManH, 0€3CyMHIBHO, HAaHBHILY
KyJBTYpPY BHKOHABCTBA), & KOMIIO3UTOPH €moxu poMaHTuzmy XIX
CTOJIITTS CIIMPATTUCS Ha MOKIIMBOCTI MIPUPOIHOTO CIIBOYOTO TOJIOCY,
IO BUSIBUIIMCS Ha0araTto MIMPIIUMH 32 MOXJIMBOCTI pad)iHOBaHUX
LITyYHHUX TOJOCIB BUJATHUX CONPAHICTIB.

Crunb bel canto Bunuk B ITanii Hanpukinmi X VI cromnitrs ii Oy
OB’ sI3aHUM 3 PO3BUTKOM HAalliOHAJIBHOTO ONMEPHOTO MUCTELTBA Ta
BOKaJIbHOI IIKOMHK. 3acobu BUpasHocTi bel canto ¢popmyBanucs Ha
OCHOBI ()OHETUYHHUX OCOOJIMBOCTEH ITATIMCHKOT MOBHU 1 TpaauIliil
HApOJHOTO BUKOHABCTBA.

[ommpenHs apiif it OJHOTO TOJIOCY Aaj0 3MOTY KOMIIO3UTO-
paM Ta BUKOHABISIM CKOHLICHTPYBATUCS Ha BOKAJILHOMY MUCTELTBI
(a came Ha cTBOpeHHI BIpaB — cob(enxkio). Llel cTuib 1oBro aco-
LIIOBABCs 13 BOKAJIBHO-TEXHIYHUM KOMIUIEKCOM, IIO MPH3HAYABCS
JUIS TPEHYBaHHS TOJIOCY Ta MOKPAIICHHs] BUKOHAHHS TBOPIB Ha PiB-
HICTb TOJIOCY, BiIMiHHE /egato, BOCTaTHLO BUCOKUH pericTp, He3BU-
YallHy PyXJIUBICTh, THYUYKICTb 1 M’SIKYy TEMOpaJIbHY SIKICTb TOJIOCY.

Texwnixka bel canto — ue cmis:

— TO-Tepile, BIPTyO3HWH, IO XapaKTepU3YEThCs IUIABHICTIO
Mepexoay, FapHUM Ta HACHYCHHUM 3a0apBIICHHSIM 3BYKY, PIBHUM 3BY-
YaHHSIM TOJIOCY B YCIX pericTpax, Horo JerkicTio i TEXHIYHICTIO;

— TO-Ipyre, pE30HAHCHUH, TOMY cuila, Kpaca TeMOpy, JeTKiCTbh
1 IOJNIBOTHICTP TOJIOCY OCSTANNCS HE IUXaJbHUM HAaTUCKOM Ha TOp-
710, a €()EeKTUBHIM BHKOPHCTAHHSIM PE30HAHCHUX BIACTUBOCTEH ro-
JIOCOBOTO arapary.
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SIckpaBUM MPHUKIAAOM iTamiiceKoro bel canto y HiMEIbKOMY
TpakTyBaHHi € apist «Der Hélle Rache kocht in meinem Herzen»
taemununoi Uapuni Houi 3 onepu «Die Zauberflote» («YapiBaa
¢neiita») B. A. Mouapra, 1o npeacrapieHa qyyl0BO-OMUCKYYUMH i
JpaMaTUYHUMH KOJIOpaTypaMu Ta BUMara€ HEHMOBIPHOTO BOKaJlb-
HO-TEXHIYHOTO i BUKOHABCHKOTO apCeHaly.

Sk TepMiH «bel cantoy He 3ycTpivaeThCs B )KOAHOMY CIIOBHUKY
XIX cromitTs (Hi B CIOBHUKAX 3arajbHOI JICKCHKH, Hi B My3UYHUX).
B ymoBax cyuyacHOCTiI mell TepMiH BHKOPHUCTOBYETBHCS B KUIBKOX
3HAUEHHSAX, OJHUM 13 HUX € BU3HA4YEHHs MOHATTS «bel cantoy K
BUY KaMEPHOTO CITiBY, [0 XapaKTEePHU3y€EThCSI OCOOIMBHUM CITiBBiJ-
HOUICHHSIM MDK CJIOBOM Ta MY3WKOIO, KAHTHJICHHUM 3BYYaHHSM Ta
MENOJIMHNAM PEYUTATHBOM.

Himeupka Lied ©. lllyGepTa, ik pOMaHTHYHA MUCTELIbKA TTiCHS,
€ SICKpaBUM IPHKIIAJOM BOKaJIbHOI KaMepHi3alii itajiiicbkoro bel
canto. Came B micuax @. lllyGepra BokanbHa Menofist 3aiiMae Ipo-
BiJJHE Miclie i TO-HOBOMY BioOpaskae CMHTE3 T0e3ii Ta My3uKH (11e
CIIOBO «CITiBa€», a MEIIOisl KTOBOPUTHY); MICEHHHI CTHIIb BUKOHAH-
HSl BIJIPI3HSIETHCS HAJI3BUYAHHOKO PI3HOMAHITHICTIO 1 BIIJI3epKAITIOE
KOMIIO3UTOPCHKUH 3a/lyM 4epe3 BOKaJIbHE TPAKTYBaHHS.

VY BoKasibHIM Menofuui IIyOepTIBCHKMX MICEHb YHIKaIbHICTh
MO€THAHHS ICEHHO-PO3CIIBHUX Ta JeKJIaMalifHO-MOBICHHEBUX
IHTOHALI! BiIKPHBA€ HOBY SIKICTb BUPA3HOCTI, 1[0 CTA€ TOJOBHUM
opientrpom y my3uni XIX cromitTts Ta Hajgani TpaHCPOPMYEThCS Y
TBOPYOCTI TAKUX KOMIO3UTOPiB, 51K P. Illyman, 1. Bpamc, ®. Illomnes.

VY cBoix BokanpHHX TBopax . IllybepT He mparHe »OpPCTKOTO
KOHTPOJIIO 32 CJIOBOM, HE IIyKa€e MOBHOTO 30iry HOro aJieKBaTHOCTI 13
3BYKOM; THM HE MEHII, ITyOepTiBChKi MENIOAI My3UYHO TOHKO BiATBO-
PIOIOTH 1 BIATIHSIOTH YCi HIOAHCH MPEACTABICHOIO MOBHOTO TEKCTY.
HesBakaroun Ha MpiOpUTETHICTh BOKAIBHOI MApTii, pojib aKoMIaHe-
MEHTY 3aJIMIIAETHCS Il KOMIIO3UTOPa (haKTOpOM BHPa3HOI Xapakre-
pHUCTHKH, Oe3 SKOi HEeMOXKIIMBE 1CHYBaHHS XyA0KHBOTO LJIOTO.

BaxnuBoio nepeayMoBOI0 HalOUIbII TOYHOI iHTEepHpeTaniitHol
nepenaui cytHocTi micens O. [llybepra € manepa ix cIiBy, a came —
aHaJi3 BOKaJbHO-BUKOHABCHKOTO CTHIIO bel canto Himeupbkoi Lied.
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Bcecpitabo Bizoma michs @. Illybepra B «iTamilicCbKOMY CTHIII» Mif
Ha3Bow «CepeHana» € My3uuHuM LeaespoM XIX cromitrs. Y 30ip-
i «JIeObeauHa micHs» BOHA € YETBEPTOIO.

CepeHaior0 Ha3WBaIOTh MY3WYHY KOMIIO3HIIIO, SKYy BUKOHY-
I0Th Ha YHMIOCh YecTh. B icTopii My3HKH iCHY€ KiIbKa TpaKTyBaHb
LBOTO MOHATTS. Y HalicTapilloMy 3Ha4€HHI cepeHasna — Iie MicHS,
110 BUKOHYETBCS ISl KOXaHO1, 3a3BHYail y BEUipHil 4M HIYHHN Yac
Ta 4acTo mix BikHoM. Y CepenHboBivUi Ta enoxy Penecancy Takuii
»aHp OyB Ay’Ke MOIIUPEHH, a HOro JyKepesioM Oyna BeyipHs MicHs
TpyOanypiB (serena). Y moOyTi MiBACHHO-POMAHCHKUX HAPOJiB BO-
KaJbHa CepeHasa CIIiBanacs IiJ aKkOMIIAHEMEHT JIIOTHI, MaHIOIiHU
4y ritapu. B enoxy bapoko cepenana Oymna HalOiibII MOMIKMpEHa B
ITanii, Tomy 11 BUKOHYBaJIX SIK BOKQJILHO, TaK 1 IHCTPYMEHTAJIbHO Ha
BiIKPUTOMY HOBITpi y BE4ipHiii yac.

Cepen KOMIIO3UTOPIB, SIKI MUcaU cepeHaan, Oynmu A. Ctpazaenia,
A. Cxapnarri, M. . ®yke, 1. Marreson, A. Kansnapa. Taki TBo-
PH BUKOHYBAJUCA 3 MiHIMAJILHUM 1HCHEHYBaHHSIM 1 SIBISUTH COOOIO
LIOCh CepelHe MiX KaHTaroro Ta oneporo. Jeski aBropu XVIII cro-
JITTS CTBEPILKYBAJIH, 10 TOJIOBHA PI3HUILIS MK KAHTATOIO Ta CepeHa-
JI0I0 — II€ Te, 1110 CepeHaia BUKOHYBAIACs Ha BIAKPUTOMY MOBITPI i3
BUKOPUCTAHHSIM I'YYHUX IHCTPYMEHTIB — TpyO, OapabaHiB Ta pixkKKiB.

ITaniiiceka cepenana B ctuiti bel canto nexXuTh B OCHOBI Kamep-
Horo TBopy ®. Illybepra «Cepenanay. Lleit TBip 1 goci TypOye mymri
monieii. CriiByda, CIIOBHEHA IMOYYTTIB MEJIOJisl TAPMOHYE 13 HACTPO-
€M, a TeHiaJIbHa My3HKa Bi100pa)kae IMPIiCTh IIOOOBHOTO 3aXOIJICH-
HSl, 3a4illaloyyl HAWTOHII AyIIeBHI cTpyHH. Lle pomanTHyHa micHs,
SIKy 4yTT€BO BHKOHYE IOHAaK CBOiM KoxXaHiil y HiuHmMi yac. Hixkno
3BEPTAIOUUCH JI0 Hel, BiH 13 OllaraHHsMH IPOCHUTH MPO 3yCTPiY.

Kommnozunis kymieTHoi ¢popmMu HamucaHa B TPUAOJIBHOMY PO3-
Mipi y TOHaNBHOCTI d-moll Ta Ma€ HEBENMKUN BCTYII 1 JOCUTH PO3-
ropuyte 3akirodeHHs. CepeHaja MOYMHAETHCS YOTHPUTAKTOBUM
iHCTpyMeHTanbHIM BCTymoM. Moro piBHOMipHi rapMoHiiiui criB3-
ByYYsl MIPOTSATOM YCHOTO TBOPY 3TOIOM IYOJIOBATUMYTHCS B aKOM-
naHeMeHTi. Jlerka Ta BATOHUEHA MeJOAilHA JTiHif, 0 TPUKpalIeHa
TPIOJAMH, [IJIABHO JUTIETHCS.
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[Ticns mepiioro Ta APYroro pedeHHs y mepiuiil yactuHi (rme-
piozai) KOMIO3UTOPOM BHIMHKCAHI 1HCTPYMEHTANbHI MpOrpamii, Mo
IMITYIOTh MeJIOiHHI KiHI[IBKM HelepeBepIIeHol BOKaJIbHOI MapTii.
Jpyra yactuHa Kymiety (Te mepion) 3aKiHUyeThCcsl MPIIMBO Ha-
JAIITOBAHUM MPOTpalIeM, 3a SKUM Mi3HILIE CIiAy€e Ipyruil KyIUleT,
IO PEIPHU3HO MOBTOPIOETHCS, MICHS YOTO 3BYUUTh KOAA, y SIKIH Me-
Jofisl — 1€ 3aKJIMK MPUCTPACTi i cXBHIbOBaHOCTI. Y «CepeHami»
KOMIIO3UTOPOM HIMEIbKE «CJIOBO» CBiZIOMO OIOBHUTE iTaliHCHKUM
MEJIOIM3MOM Ta BOKAJIi30BaHe B CTUII bel canto, O CTBOPIOE €PEKT
YHICOHHOTO 3BYYaHHSI.

BuBuenns i€l npobneMaTuky Ha MPUKIAAl MICEHHOT TBOPUYOCTI
®. Illybepra gacTh 3MOT'Yy Cy4YaCHUM BOKaJIiCTaM PO3LIMPUTH BHKO-
HAaBCbKI MOXKJIMBOCTI, BUKOPHCTOBYIOUHM 1CTOPHYHO OOIPYHTOBaHi
3HaHHSI CTOCOBHO OCOOIMBOCTEH KaMepHOI iHTepmpeTauii B CTHII
bel canto (TumiB iHTOHYBaHHS, 3aC00IB MY3UYHOI BHUPa3HOCTI 1 3a-
co0iB POOOTH 3 MOSTUYHUM TEKCTOM).

Zhanna Nimenska
senior teacher of the stage language department
Kharkiv I. P. Kotlyarevsky National University of Arts
ORCID 0000-0002-4413-1876

CHAMBERNIZATION OF ITALIAN BEL CANTO STYLE
IN GERMAN ART SONG BY F. SCHUBERT

Key words: bel canto, vocal art, F. Schubert, German art song,
serenade, Lied, chambering.

The aesthetic and stylistic aspects of bel canto of the 19th cen-
tury gradually disappeared. The vocal and technical aspect of bel
canto became the main direction of vocal schools and singers of the
20th century. It is related to the technique of free natural sound cre-
ation, which from an acoustic point of view is perfectly synthesized.

Bel canto as a vocal art has a syncretic, verbal-musical nature.
It involves orientation in musical performance to phonetics, content
and psychology of verbal intonations of a certain language and deep
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traditions of national singing. The classical style of bel canto in the
nature of vocal performance was formed under the influence of op-
era and art reforms. Decisive in the musical theater of the 18th cen-
tury was the repertoire of castrato singers (who undoubtedly had the
highest performance culture). Composers of the era of romanticism
of the 19th century. relied on the possibilities of the natural singing
voice, which turned out to be much wider than the possibilities of
refined artificial voices of outstanding sopranos.

The bel canto style originated in Italy at the end of the 16th cen-
tury. He was associated with the development of the national opera
art and the vocal school. The expressive means of bel canto were
formed on the basis of the phonetic features of the Italian language
and traditions of folk performance. The spread of arias for one voice
made it possible for composers and performers to concentrate on
vocal art. They created solfeggio exercises. This style has long been
associated with a vocal-technical complex. It was intended for train-
ing the voice and improving the performance of works for the equal-
ity of the voice, excellent /legato, sufficiently high register, unusual
mobility, flexibility and soft timbral quality of the voice.

The bel canto technique is a type of both — virtuoso singing,
which it is characterized by a smooth transition, a beautiful and rich
coloration of the sound, an even sound of the voice in all registers,
lightness and technicality; and resonant singing, which implies that
the strength, beauty of timbre, lightness and flight of the voice were
achieved not by breathing pressure on the throat, but by effective
use of the resonant properties of the vocal apparatus.

A striking example of Italian bel canto in a German interpreta-
tion is the aria “Der Hélle Rache kocht in meinem Herzen” of the
mysterious Queen of the Night from the opera “Die Zauberflote”
(“The Magic Flute”) by V. A. Mozart. This aria is presented in won-
derfully brilliant and dramatic coloratura and requires an incredible
vocal, technical and performance arsenal.

As the term “bel canto” is not found in any dictionary of the
19th century (neither in dictionaries of general vocabulary, nor in
music dictionaries). In modern conditions, this term is used in sev-
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eral meanings. One of them is the concept of “bel canto” as a type
of chamber singing, which is characterized by a special relationship
between words and music, cantilena sound and melodic recitative.

The German Lied by F. Schubert, as a romantic art song, is a
vivid example of the vocal chamberization of Italian bel canto.It is
in the songs of F. Schubert that the vocal melody occupies a lead-
ing place. It reflects the synthesis of poetry and music in a new way,
where the word “sings” and the melody “speaks”; the song style of
performance is extremely diverse and reflects the composer’s inten-
tion through vocal interpretation. In the vocal melody of Schubert’s
songs, the uniqueness of the combination of song-singing and
declamation-speech intonations opens up a new quality of expres-
siveness and becomes the main reference point in the music of the
19th century and is further transformed in the work of such compos-
ers as R. Schumann, J. Brahms, and F. Chopin. In his vocal works,
F. Schubert does not strive for strict control over the word, does not
seek a complete coincidence of its adequacy with the sound. Never-
theless, Schubert’s melodies musically subtly reproduce and shade
all the nuances of the presented speech text. Despite the priority
of the vocal part, the role of the accompaniment remains for the
composer a factor of expressive characteristics, without which the
existence of an artistic whole is impossible.

An important preface to the most accurate interpretive transfer
of the essence of F. Schubert’s songs is the manner of their singing,
namely the analysis of the bel canto vocal performance style of the
German Lied. The world-famous song “Serenade” by F. Schubert
in the “Italian style” is a musical masterpiece of the 19th century. It
is the fourth in the collection “Swan Song”. A musical composition
performed in someone’s honor is called a serenade. In the history of
music, there are several interpretations of this concept. In the old-
est sense, a serenade is a song performed for a loved one, usually
in the evening or at night and often under a window. In the Middle
Ages and the Renaissance, this genre was very common. Its source
was the evening song of the troubadours (serena). In the everyday
life of the Southern Romance peoples, a vocal serenade was sung
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to the accompaniment of a lute, mandolin or guitar. In the Baroque
era, the serenade was most common in Italy. It was performed both
vocally and instrumentally outdoors in the evening. Composers
A. Stradel, A. Scarlatti, J. Y. Fuchs, J. Mattezon, A. Kaldar wrote
serenades. The works were performed with minimal staging, and
represented something between a cantata and an opera. Some au-
thors of the 18th century claimed that the serenade was performed
in the open air with the use of loud instruments — trumpets, drums
and horns.

An Italian serenade in the bel canto style is the basis of
F. Schubert’s chamber work “Serenade”. This work still disturbs
people’s souls. A singing, soulful melody harmonizes with the mood.
Genius music reflects the sincerity of love, touching the thinnest
soul strings. This is a romantic song that a young man sensually per-
forms for his beloved at night. Tenderly addressing her, he begs for
a meeting. The composition in couplet form is written in tripartite
time in the key of d-moll and has a short introduction and a fairly de-
tailed conclusion. The serenade begins with a four-bar instrumental
introduction. His even harmonic consonances throughout the piece
will later be duplicated in the accompaniment. A light and elegant
melodic line, decorated with triplets, flows smoothly. After the first
and second sentences in the first part (period), the composer has
written instrumental downbeats imitating the melodic endings of the
unsurpassed vocal part. The second part of the verse (also a period)
ends with a dreamy loss. It is followed by the second verse, which is
repeated in reprise. This is followed by a coda in which the melody
calls out for passion and excitement. In “Serenade”, the composer
surrounds the German “word” with Italian melodism. It is vocalized
in bel canto style and creates the effect of unison sound.

The study of F. Schubert’s song work and the use of historically
based knowledge about the features of chamber interpretation in
the bel canto style will provide an opportunity for modern vocalists
to expand their performance capabilities. Namely, to improve the
types of intonation, means of musical expressiveness and means of
working with poetic text.
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Ceoneuvkuii IOpiit Bnaoucnaeosuu
acnipanm kagedpu icmopii ykpaincokoi ma 3apy0oiscHol My3uKu
Xapxiecbko2o HayioHanbHO20 YHIeepcUmemy
mucmeyme imeni I. I1. Komaspescvkoeo,
yuacuux 3opotinux cun Yxpainu, oupexmop I pomadcvkoco myzero
«Obepezu mysuunoi Xapxiewunuy imeni FOpis [l]epbinina
ORCID 0000-0001-5384-8986

KA®E/IPAJIBHHUH CITEHCIHT : IOCBIJT XAPKIBChKOI
MY3HYHO-ICTOPHYHOI IIIKOJIH ITOYATKY 1970-x
(3 EITICTOJIAPIIO I1. HIOKAJIBCHKOI'0)

KurouoBi ciioBa: cneticune, icmopis kagheopu, apxiena npax-
muka, my3uunuil Xapxia, Ouniomui pobomu, pyKonuc.

VY penosutapii XapKiBCHKOIO HAI[IOHAJILHOTO YHIBEPCUTETY
muctentB imMeHi I. I1. KomispeBchbkoro 30epiraerbecsi JOCUTh BEJIH-
KHH 32 00CATOM Ta YHIKJIBHICTIO apxiB poOoTH kadeapu teopii my-
3uKH 1 Kadeapu icTopii ykpaiHCcbKoi Ta 3apy0ixkHOT My3uKku. IcTopist
BOTO apXiBy IMOYMHAETHCS MPHOIU3HO (32 HAIIUMH apXiBHO-ICTO-
pUYHUMH TTomTyKamu) B 1962 porii.

[Mocrae nmuTaHHs: yoMy BiIiK Yacy e came 3 1962 poky?
Sk BiOMO, came IbOr0 POKY Ji0 XapkoBa 3 JIGHiHIpaja moBepra-
erbest FOpiii Jleonigosuu IllepOiHiH, sSIKMi CTaB BiJOMHUM MY3HY-
HO-I'POMAJICBKUM JIisTYeM, BiJNOBiNadbHUM cekperapeM Criiku
komrozutopie CPCP Ta HampuKiHII CBOTO >KUTTS BiJKPUB MYy3€il
MY3HYHO-TEATPAIBHOI KyIETYpH XapKiBIINHH.

[Ticnst 3akindeHHs JICHIHIPAAChKOT AEPKKOHCEPBATOPIl 3a Kia-
com [TaBna Cepebpsixosa HOpiii Lllep6inin Bctynae 10 XapKiBCbKol
koHcepBaropii (1o 1963 poxy — XapKiBCbKUI My3UUHO-ApaMaTHy-
HUI IHCTUTYT) y KJIAC 10 BUAATHOTO BUKJIa1a4ya, 3aBiyBada kadeapu
ictopii my3uku [anuam OnekcannapiBau TroMeHEBOI. YciM BioMo,
o FOpiit [llep0Oinin MaB HeaOMSIKUI XUCT /10 30MpaHHS Ta KOJIEK-
ioHyBaHHS icTopu4HUX apTredakriB. Ha mouaTky cBoei kap’epu BiH
3aliMaB 1ocaj1y 3aBijyBavya HaBYAJILHOTO KabiHeTy Kadeapu ictopii
MY3HKH, JI¢ i TTouaB 30MpaTH Taki BaXKIIMBI JJIsl BIITBOPEHHS iCTOPIT
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YHIBEPCUTETY JAOKYMEHTH i (hororpadii. 3a cBo€ KHUTTS BiH 310paB
YHIKaJIbHY BJIAacHY KOJIEKIII0 MY3WYHO-TeaTpajibHOl icTopiorpadii,
mpote ictopist kKadenpu 30epiraeTbes Ta MATPUMYETHCS caMe B Ha-
BYAJIbHOMY KaOiHETi.

o peui, ekcrioHaTH, 1m0 30epiraloThCsi B HABYAIHHO-METOINY-
HOMY KaOiHeTi YHIBEPCUTETY, aKTUBHO MEPEPEECTPYIOTHCS Ta YacT-
KOBO BHBYAIOTHCSI B MEXaxX JUCIHMILTIHU «ApXiBHO-0i0miorpadiuna
MpakTUKa». Y pi3HiI POKH IO JUCLUUILIIHY BHKJIAJAIH Pi3Hi Bigomi
nenarory, xopudei kadenpu, JIOAM i3 BEIMKUM JOCBIIOM Ta 3Ha-
HHsAMH. Bapro 3ragaru Jlronmuny [BaniBHY [ pUropbeBy, sika 3aBKIU
HacH4yBaja CTYIEHTIB iHpOpMaIli€to, 3HAHHSIMHU Ta BiAMOBIASIMHU Ha
YHCJICHH] 3alIUTaHH, XTO CaM€ aBTOP TOTO UM IHIIOTO PYKOITUCY 200
XTO 300paKeHUH Ha apXiBHUX (POTOKApTKaX.

Hns Buctyny Ha MixkHapogHux YepKallMHCHKHX YHTaHHAX Oy-
710 00paHo JyXe I[iKaBUH €KCIIOHAT, KWW MICTHB Yy CO01 JIeKiJIbKa
3araJiok, uo Oynu ycmimHo po3s’sizani. [1ix yac iHBeHTapu3yBaHHs
OJIHi€1 3 6araThboX TEK 3 apXiBaMu OyJI0 MOMIYE€HO MaJCHBKY 3aIHCKY,
HamucaHy BHKIanadem kadenpu icropii mysuku IlaBiom Boionu-
muposuueM Lokanscekum 10 ['anuan OnekcannpiBau TroMeHEBOT.
[loBHa nMTaTa 3aMMCKH NOAAETHCS Y AONATKY.

BrnacHe, siKi MUTaHHS TOCTAIOTh MEpel YUTadeM Li€l 3amuCKu
oinbm Hixk yepe3 50 pokis? I1lo e Oyna 3a pobora, siky [laBno Bo-
JIONUMHUPOBHUY HA3UBAE 3JI0BPEIHOIO?

1972 pik OyB myke LiKaBUM Yy IUIaHI 3aXUCTIB CTYACHTCHKUX
JuIIoMHuX po0OiT. Ha kadenpi ictopii My3uKH BUIyCKanucsi JBi
CTYIACHTKH, PO SKHUX 3TOZO0M BXKE 3HAB YM HE KO)KHUI CTYIEHT KOH-
cepsaropii. Lle Axinsg A6aynniBaa MisiToBa Ta Ipuna JleonigiBHa
IBanoBa. Bapro cka3zary, 10 CKJIQJHICTH MOJsIrana B TOMY, IO Ha-
YKOBHM KEPiBHUKOM B 000X cTyneHToK OyB [laBno Bomogumuposuy
[lokanbcbkuit. Y 010MOTENl HAIIOTO YHIBEPCUTETY 30epiriucs
OpUTIHANM 1X JUILUIOMHUX POOIT, 1 51 BBAXKAr0, 10 TEMH IHUX POOIT
Oy/nM Ha TOH Yac Iy)ke MPOrPEeCHBHUMH Ta HOBATOPCHKUMH. 3aBlisi-
KM OTIEpaTUBHOCTI Ta mpodeciiHOMY XHCTY 3aBigyBada 0i0Mi0TeKH
yHiBepcutety Onbru MuxaiiniBHu 3axapoBoi HaM BIAJIOCs O3HAKO-
MUTHCS 13 IUMHU TUTTIOMHUMH poOOTaMHU.
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Ipuna JleoniniBHa IBaHOBa mpeacTaBUiIa HA 3aXUCT POOOTY Ha
Temy «KoMmno3utop — BuKOHaBeLb — ciyxad (e pa3 10 MUTaHHs
PO NPOTPaMHICTB)». Y Wil poOOTI pO3MILAATUCS TUTAHHS KOMIIO-
3UTOpa Ta MPOrpaMH, MPOrPaMHOTO TBOPY Ta HOro ciyxadga, mpo-
TPaMHOTO TBOPY Ta MOro BUKOHaBLS Tomo. OgHAK MUTaHHS MPO
peuenseHTa 1iei poboTH 10Ci 3aiIMIIaeThCs BIAKPUTHM Ta MOTpe-
Oye OLITBII PEAMETHOTO BUBYCHHS, aJKE Yepe3 0COOuCTI Oeciau i3
JFOABMH, 110 Oy JOTUYHUMH 10 HalMCaHHS 11i€i poOOTH, BUSICHU-
TH LI¢ HE BAAJIOCH.

I3 poboToro Axini AdxymniBHM Mi3iTOBOi cUTyallisl BUSBUIIACS
GiIbII TIPOCTOIO /ISl BMBUEHHA. i po6oTa Ha TeMy «ABTOPCHKHMIA
3aMHUCell Ta HOTr0 BUKOHABCHKE TPAKTyBaHHS» Oyia Ty’e HOBaTop-
CBKOI0, Ta, 32 CBIIYCHHSAMH CaMOi aBTOPKH, BUKJIMKAaJa epeKUBaH-
HS 4epe3 CBOIO MPOrPeCUBHICTh. BapTo ckazaru, mo ue Oyna 4 He
Haiimepma po0oTa y HampsiMi My3H4YHOI iHTeprperonoii. Sk mia-
TBepauaa Aninst AOoymtiBHa, came 10 poboTy penensyBana ['anu-
Ha OnekcanjapiBHa TiomeHeBa.

XBUTIOBaHHS LIOI0 MPOTPECUBHOCTI POOOTH Ta i CIPUAHSTTS
B HAYKOBOMY KOJIi aKaJeMiqHOT My3HKOJIOTii OyJH TaKOK BUKIMKAHI
uM, o [onoBoro Jlep:kaBHOT ek3aMeHaliiiHOT KoMicii OyB ToOiI-
Hill pekTop KoHcepBaTopii, Bacuips CremanoBud KopHieHko, kUil y
HAyKOBOMY CEPEIOBHILI 3aiiMaBcs BHBUCHHSIM MPOOJIEM E€CTETHKH
Ta MaB JJOCHUTh YiTKy MO3MLIIO 3 ISSIKUX MUTaHb. 3 OIVISITY HA 3MiCT
i€l TUIIOMHOT poOOTH, BAPTO HABECTH SIK TIPUKIIA]] HAa3BH i1 po3[i-
7iB: «IIpo MOHSTTS «aBTOPCHKHI 3amMucen»», «Cdepu moOyTyBaHHs
MY3UYHOTO TBOPY», «TBip sIK cucTeMa «BiTHOCHO-TIOCTIHHHX» Ta
«TEepEeMiHHHUX» €JIEMEHTIB XyAOKHBOI CTPYKTYpm» Tolo. Yepes 1e,
Ha Hall Nomisa, poOoTa BUXOAMIA 32 PAMKH aKaAeMIYHOTO MY3H-
KO3HABCTBAa TOTO 4acy Ta Oyna OvK4a 0 iHTepIpeToIIorii.

3naetbed, came Tomy [laBno Bomomumuposuu [llokanbebkuii
Ha3uBa€ LI0 JUIIOMHY POOOTYy «3JIOBPEIHOIO» Ta Oararo BhOaua-
erbesi nepen anunoro OnexcanapiBHOO TIOMEHEBOIO 3a HaAaHi
CKJIQJIHOII, «0e3 SIKUX XKUTH OyJio O HabaraTo Jieriey.

Ta Bce x HaiOLIBII MOBHO ¥ BuuepnHO [laBrno Bomogumupo-
BUY ONHCY€E Ty aTMoc(epy, «MIKpOKIIMary, KUl OyB CTBOPEHUH
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Ha Kadenpi 3aBasku 3aBimyBanHio [anuan OnexcanapiBau Trome-
MeHoi. [le miiicHO € mpaBmoro, ajKe, 3a CBIIYCHHIMH 0ararboX BH-
KJa1a4diB Kadeapy, BUIYCKHHUKIB YHIBEPCUTETY, @ TAKOXK JIFOJEH, 1110
Oynu OMM3BKUMHU 10 Kadeapu icTopii My3HKH, OJHUM i3 HampsMiB
pobotu 'anuan OnekcannpiBau Ha kadenpi OyB CHeHCHHT (K Ka-
KYTh 3apa3), a00 Haxaro[KeHHsI TICHOT B3a€EMOIi1, TEMTUX APYKHIX
CTOCYHKIB MDX BHUKJIaZauaMu Kadeapu, 3 Opi€eHTaLi€l0 Ha OiIbIry
MIPOTPECUBHICTH POOOTH.

lanuna OmnexcannpiBHa TioMeHeBa BUKIafana B iHCTHUTYTI 3
1936 mo 1989 poku (53 pokwu), 3 skux Oyna 3aBiTyBavyKor Kade-
Ipu ictopii My3uku Maitke 40 pokis, 3 1947 mo 1979 poku. Bnacshe,
MOJKHA 0arato po3MoBiAaTH MPO BUKIIAAAYIB 1€l TPEeKpacHOi Kade-
IpH, ajie, Ha Hallly AyMKY, BapTo 3rafaTH Xo4a O JAeKijgbKa BUAATHUX
imen: 3inaina bopuciBHa FOdeposa, [nna fxiBna benenkoa, Ipma
JIbBiBHa @pymina (3omoToBuibka), Mapuna PomaniBHa Yepkamim-
Ha-I'ybapenko, Onbra Bacunisaa ['ycapoBa, Hinens Onexcanapis-
Ha [luporosa, Haranist CenimiBHa Tumiko, [TaBno Bonoaumuposuy
[okanbCchKHii Ta iH.

[lizcymoByroun BHIIECKa3aHe, BapTO CKas3aTd, w0 [amuHa
OunexcanapiBHa TioMeHeBa 3akiana Ha Kadenpi ayxxe MinHUN (yH-
JaMEHT, SIKHH iCHYBaB Ta NPOJOBXKYE HE TIIBKU iCHYBaTH, aie U
pO3BUBATUCS B Hall 4ac. A Oecifa miciis IpoYuTaHHs JOIMOBiII Ha
KoH(epeHIil Mana TerIui 1 IpyKHill XapakTep croraiiB MiX Ko-
pudesMu XapKiBCHKOTO iICTOPUYHOTO MY3UKO3HABCTBA Ta CyYaCHUM
MOJIOIUM TIOKOJTiHHSIM.

JOJATOK 1.

Pyronucna 3anucka Ilasna Lllokanscokozo (3 0enozumapiio Ha-
suanbHO-Memoouuroeo kabinemy XHYM im. 1. I1. Komasapescvkoeo)

«Tanuna AnekcanaposHa! JIBa cioBa, MPEKIE YeM TMOMPOIITY Y
Bac Ha maMsTh 9Ty OnecTsiyio pereHsuio. He Mory u30aBuThCs OT
BUEPAIITHETO BIICUATICHUS, BIICUaTIIeH s OT Bac.

Bo MHe ceifuac /iBa 4yBCTBa: OJTHO — 3TO YyBCTBO BHHBI, Oec-
COBECTHOCTH, YTO OCJIOXKHSIO Bam jku3Hb mpochbamu, 6e3 Ko-
TOpeIX Bam uTh ObUTO OBI Jierye. A apyroe... JIpyroe HaMHOTO
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CJIOXHee. 3a 4TO-TO MHE MOBE3JI0: BOT yXke 15 JeT s HaXoXycCh B
ATOM YAMBUTEIIBHO TEIIOM MHKPOKJIMMATe Haimied kadeapsl, co3-
nanHoM Bamu.

Brl ke HE TPOCTO OT3BIBUMBHI K JIOASAM. Bbl 3TO Nenaere ¢ Ta-
KMM TaJaHTOM W TaKOM CMEIIOCThIO (B Ha3WJaHUE MUTMESM, KOTO-
pBI€ TIPOMITYT), UTO ... €H-00TY, KAKETCsI, HE )KAJICH0, YTO MOJCYHYIT
Bawm a1y 31moBpeanyto padory! XoTh ele pa3 moiio0oBaiics Kpaco-
TOM Balero HpaBCTBEHHOro Mupa.

[Ipocture 3a upe3smMepHyr0 OTKpOBEHHOCTb. IloxamyiicTa, mo-
psute. [1BIII. 29.05.1972».

Yurii Sedletskyy
first-year postgraduate student
at the Department of the History of Ukrainian and Foreign Music
Kharkiv I. P. Kotlyarevsky National University of Arts
member of the Armed Force of Ukraine
Director of The Yurii Shcherbinin Public Museum
of Amulets of the Kharkiv Region
ORCID 0000-0001-5384-8986

DEPARTMENTAL SPACING: THE EXPERIENCE OF THE
KHARKIV MUSIC-HISTORICAL SCHOOL OF THE EARLY 1970s
(FROM THE EPISTOLARY OF P. SHOKALSKY)

Key words: spacing, history of the department, archival prac-
tice, musical Kharkiv, diploma theses, manuscript.

The repository of the Kharkiv National University of Arts con-
tains a rather large and unique archive of the work of the Depart-
ment of Music Theory and the Department of History of Ukrainian
and Foreign Music. The history of this archive begins approximately
(according to my archival and historical research) in 1962.

The exhibits stored in the university’s teaching and methodologi-
cal office are actively re-registered and partially studied as part of
the discipline “archival and bibliographic practice”. Over the years,
this discipline has been taught by various well-known teachers, lu-
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minaries of the department, people with extensive experience and
knowledge.

A very interesting exhibit was chosen for the presentation at the
International Cherkashin Readings, which contained several riddles
that were successfully solved. During the inventory of one of the
many folders with archives, a small note was particularly noticed,
which was written by Pavlo Shokalskyi, a lecturer at the Department
of Music History, to Halyna Tiumenieva. The full quote of the note
is given in the appendix.

In 1972, two students (now teachers) graduated from the Kharkiv
Conservatory, Adila Mizitova and Iryna Ivanova. The library of our
university has the originals of their theses, and the topics of these
works were very progressive and innovative at the time. Iryna Iva-
nova presented her thesis on “Composer — Performer — Listener
(Once Again to the Question of Programming)”. Adila Mizitova’s
work on “Author’s intention and its performance interpretation” was
very innovative, and, according to Adila Abdullovna herself, caused
anxiety because of its progressiveness.

Nevertheless, Pavlo Shokalsky describes the “micro-climate”
that was created at the department thanks to Halyna Tyumieva’s
leadership in the most complete and exhaustive way. Halyna Tiu-
menieva taught at the institute from 1936 to 1989 (53 years), of
which she was the head of the Department of Music History for
almost 40 years, from 1947 to 1979.
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XAPKIB B IMEHAX
KHARKIV IN NAMES

bomynoesa I'anuna Axiena
3acysiceHuil npayieHuK Kyiemypu Yxpainu, ooyenm kageopu
meampo3Hascmea XapKiecbko2o HAYIOHANbHO20 YHIGEPCUMENny

mucmeyma imeni I. Il Komuapescvrozo
ORCID: 0000-0002-5251-5626

TAHHA BABIIBHA: JKUTTA I TBOPYICTh B YMOBAX
TOTAJIITAPHOTI O PEJKUMY

Kuarouosi caoBa: Jleco Kypoac, meamp «bepesinvy, I anna ba-
oiigHa, akmopcoke mucmeymeo, Map sin Kpywenonuyvruii

CphOrojiHi OJIHUM 13 HarajJbHUX 3aBJIaHb TEATPO3HABCTBA € I10-
BEpHEHHS «i3 3a0yTTA» IMEH TaJaHOBUTHUX YKpailHCBKUX MHTIIB,
HE3aCITyKCHO, HACWIIbHUIBKA BHJIYYCHHUX 13 TeaTpajbHOTO Mpole-
Cy TOTAJIITAPHOI PaJITHCHKOK CUCTEMOIO, 1 3a0€3MeUeHHS B TaKUi
croci0 OUIbII MOBHOTO i TOJIOBHE — 00’ €KTHBHOTO HOTO BHCBIT-
neHHs. Jlo TaKuX MUTIIB HaJICKUTH 1 TAIaHOBUTA apTHCTKA «JIyXkKe
TpariuHoi gomi» ['anna bab6iiBua [14, c. 52].

lanna InniBna baGiiBHa — oxna i3 ¢ynmaropie MO «bepe-
3iIb», NPOBiJHA aKTOpKa 1100 KonekTuBy B 19221937 pokax. [i
iM’sl B 1Iel TIepioJl CTOSUIO B ALY HAaUBUIATHIMIMX aKTOpiB, il mapT-
nepiB — A. Byumu, M. Kpymensaumpkoro, 1. Tipaska, B. Yucts-
koBoi, C. denopiuoBoi Ta iH. OHaK TBOPYICTH 11 MOPIBHIHO 3 HUMH
HaJIe)KHO HE BHCBITIICHA 1 HE OLlIHEHA.

VY BepecHi 1937 p. o HanaromKeHOMY BPELITi KUTTIO POJUHU
OyJ10 3aBJaHO MEPIIOr0 HUIIIBHOTO ylapy — 3aapeliTOBaHO YO0JIO-
BiKa apTHCTKH, akTopa Ta pexucepa, yuns Jlecs Kypbaca, moiiHo
NPU3HAYCHOTO TOJIOBHUM PEKHCEPOM XapKiBchKoro tearpy Peo-
mronii, SHyapiss BopTHHKa «sJK y4acHHWKa KOHTPPEBOJIOLINHHOI Op-
raHizamii» 1 HeBIOB31 PO3CTPUISAHO. SIK 3rajye JOHBKA MOAPYKKS
His Snyapina baGiiBHa, «Bil MaMu BUMarajiu IyOJIi4HOTO OCymy
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YOJIOBiKa, BOHA BIJIMOBHJIACH 1€ 3pOOMTH, ii 3BUTLHMIIA 3 POOOTH B
Tearpi, MamMa Kyauch i31ui1a, epe KMMOCh KIIOMoTanack, Ha pooo-
Ti 11 moHoBunm» [2, c. 41]. Ognak y TpaBHi 1938 poky, y po3kBiTi
TBOpUMX cuil, 3aapewmtyBaiu i camy . BabGiiBHy sk «unena cim’i
3pangauka barekiBoamy [11, ¢. 66]. €quHa ceMupiyHa JOHBKA 3a-
mummnack 0e3 0aTbKiB 1 Oynma BigmpaBiieHa OO0 JUTSYOTO OyJHHKY
JUTSL MaJIOJITHIX CHPIT «BOPOTiB Hapoxy» [11, c. 66].

3p0O3yMiJIo, IO MPOTSATOM I’ SITH POKiB NiepeOyBaHHS aKTOPKHU B
MOpAOBChKHX KoHITaObopax (1938—1943 pp.) il AisibHICTH HE BU-
CBITJIIOBAJIM 30BCiM, a Micysl MOBEPHEHHS 1 MOHOBJICHHS HAa POOOTI
(1945 p.) axwo i 3ragyBanu, TO 31e0IIBIIOTO Yepe3 KoMy, y Iepe-
JiKy nioBux oci6. Tox 10 MbOTro Yyacy MU HE MA€eMO KOIHOI y3a-
raJIbHIOBAJILHOI CTATTi MPO TalTaHOBHUTY akTOpKy «bepesomns», He
TOBOPSIYM BXKe PO MOHOTpadito.

I'anna baGiiBHa Haponwiacs 14 nucronana 1897 poky B c. Jlo6po-
Mipii Ha TepHONUIBLIMHI B poAuHi piibHMKA. Mana, Ik Ha TOH vac,
JI00py OcBiTy — 3aKiHumia TepHOMUIBCHKY BUMTEIBCHKY CEMIHAPI0.
VY pi3HHX JKepenax COCTepiraeMo meBHi PO301XKHOCTI 100 MTOYATKY
ii TBopuoi nisutbHOCTI. OYEBHUIHO, 11€ BCE-TaKHU BifOYJI0CS B piHOMY
TepHononi, y Tearpi «TepHONIIbCHKI TeaTpajibHi BEUOPH», aje BKe
micnst Bin'izny ¢ynnaropa xonektuBy Jlecs Kypbaca no Kuesa. fx
sragye FOmia ['aBpuniBaa @omina, OaratoniTHs HapTHEpKa 1 ONMM3bKHUN
npyr I BaGiiBHHU, y CBOiX 4yOBHX CIOTrajax, I¢ BiOYJI0CsS Maike
BUTAAKOBO, Konu ['aHHA Ha OfIHIH 13 peneTHLii MpounTaia TeKCT POl
OfiHi€T 3 BiZICYTHIX BUKOHaBHIb. «AKTOpHU 3aarutomyBanu. Lleil nexnn
CTaB BUPILIAJIbHUM Y BUOOpI KUTTEBOrO IUIsIXYy | anHn. Bona crae ak-
Tpucoro "TepHOMIBCEKUX TeaTpantbHUX BedopiB™» [12, c. 335].

[MigTBepmkye ueit dakt i Jlece TaHIOK, TOCHIAHUK TBOPUOCTI
M. Kpymensauupkoro, HazuBaroun . babiiBHy cepen KOMHMIIHIX
yuacHUKIB «TepHOMINbCHKUX TeaTpaJbHUX BEYOPIB», sIKi MOBEp-
TaloThes 10 TepHomous 1 mig KepiBHULTBOM M. KpymensHuIBKO-
ro (pexwucep) ta T. Jlemuyka (AMpPEKTOp) CTBOPIOIOTH TOBAPHUCTBO
«/pamaruunmii Tearp». Came B bOMY TOBapHUCTBI, SIK CTBEPIKYE
T. demuyk, «mig pexucyporo M. KpymieapHUIIBKOTO pO3BHBABCS B
tearpi Tanant [. babiiBan» [5, c. 72].
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VY Ttearpi B mocraHoBUi M. KpymenbHUIBKOTO K XyZOKHBO-
ro KepiBHHKa OyB JOCTaTHBO Pi3HOMaHITHHH penepryap: «lllenb-
MeHKO-AeHIMK» [. KBiTku-OcHOB siHeHKa, «[lomwmmucs y aypHi»
M. Kponusauuskoro, «Ha mepui rymi» C. Bacunpuenka, «OcinHi
ckpunku» [. Cyprydosa, «JIrobomii» A. Illnimnepa, «PomaHTUKI»
E. Poctana, «Benmigs» A. UexoBa Ta 1H.

OueBuaHO, 1€l TeaTp OyB JOCHUTH BUCOKOTO PiBHs. Y BCSIKOMY
pas3i B. braBanpkuii migkpeciroBas, Mo cepex tearpiB [annunnu
TOTO Yacy HaMOINbII HIHHUM, «KOJIM MIEThCS MPO penepryap i Muc-
Terbke 00anyyust, OyB TEPHOMIIBLCHKHUI TeaTp, 1apMma, 110 BiH HE MaB
B CBOEMY aHCaMOJIi BU3HAYHIIIUX 1 OUIBII BiJIOMHX aKTOPiB, 32 BH-
iMxoM 3HaMeHuToro M. Kpymensaunskoro» [3, c. 101].

Hesinomo, y sikux BuctaBax Opaia ydacts Monona I. babiiBHa. 3Ha-
€MO JIMIIIE, 1110 BOHA OyJia y CKJIaji TpyId aKTOPiB, sIKi 3 BEIMKUAM YCIIi-
XOM TOKa3yBaJii BUCTaBH B 3arip’i — «Ha nepui rymi» ta «Kyaum Bitep
Bie» C. Bacupuenka, «Beamigs» A. Uexora 1a iH. [5, ¢. 73]. Bocenn
1921 poky «/lpamarnuHuii TeaTpy MPUIKHSIE CBOE iICHYBaHHS Y 3B SI3KY
3 HOBOIO XBHJICIO TIEPECiyBaHb MOJBCHKOIO BIan0r0. OMUHUBLINCEH
y npudpoHTOBI# 30Hi, Monoai aktopu . babiiBHa Ta 5. bopTHUK BU-
pinmy Bigurykata KojektiuB KHiBCHKOro ApamMaTHdHOro Tearpy miJ
kepiBHuLTBOM Jlecst Kypbaca, 3 sikum JaBHO MpistTi IPaLtOBATH.

[Ipo nepiox podotu I babiieHu B «KuiigpamTe» BiOMO 4u HE
HaliMEeHIle, OTHAK LIIJIKOM OYEeBHIHO, 110 BiH OyB /Ui Hel HAA3BU-
YallHO B&)KJIMBUM 1 IUTITHMM, YaCOM HAJONYXCHHS Ta 3aCBOEHHS
NPUHIMIIB MiArOTOBKH akTopa B cucteMi koopauHat Jlecs Kyp-
Oaca. B «Kwuitnpamrey, sik muiie Wona [IleBuenko, MIIOB MpoLEC
NOITHONCHHS ¥ PO3po0IeHHs] MUCTELBKUX MPUHLIUIIB «MoJI010T0
Tearpy» <>... | HaKoJIM CbOTO/HI BXK€ MOKHA TOBOPUTH IPO T€, 110
«bepesinb» Mae CBOIO CUCTEMY TPH aKTOpa, 110 HaJla€ Horo akTopam
0COOJIMBOTO, OPUTiHAIBHOTO OOIMYYS, L0 POOOTY PO3NOYATO came
y «Kuiigpamre» [15, c. 218].

HesBaxkaroun Ha 1moOyTOBY HEBIAIUTOBAHICTh, CUCTEMHY MaTe-
pilanbHy CKpYTY, Y LbOMY TeaTpi NPIOPUTETHUM JIMILIAIOCS TBOpYE
B/IOCKOHAJICHHSI aKTOpa y BUIVISII 3aHATH y CTY/il, HA TeaTrpalbHUX
Kypcax, jekuisx Kypbaca 3 0CHOB akTopchKoi MaliCTEpHOCTI; 3aHST-
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TSIX 3 TPUMY, XYAOKHBOTO CJIOBA, INTACTUKH: «CHIlaMH CTYIIHLIB OyI10
nocTaBieHo ypuBku 3 m'ec «Pomeo 1 Jxynbera», «Makber» 1 criek-
taxsb «3MoBa Diecko B ['enyin», — sragysas X. [lmain [9, c. 135].

Tox 1922 poky micns noBepHenHs 10 Kuesa I. babiiBna Oyna
cepen THX, XTO 3akianaB (yHaaMeHT «MucTenbKkoro o6’ eIHaHHS
«bepesine»» (MOB), ofHi€ero 3 mepIInX rajiuyat, siki, 32 BU3HaUCH-
usaMm H. Kyzskinoi, cknagany «kictsk Teatpy»: « MUCTEbKHIA KepiB-
nuk — Jlecy Kyp0ac. A 6inst HbOTO, MPUHIMIIOBO — HaJ3BUYAWHO
Baroma rpyma — AwmBpociii Byuma, Map’an KpymensHUIBKHH,
Wocun Tiprsk, ®ascr Jlonaruncekkuii, ['anna baGiisna, Suyapiii
Boprauk. [I’9Tb—111icTh XOpOIIKX aKTOPiB HOPMYIOTH OOIMYYS Tea-
TPY, HAaBKOJIO HUX TYPTYIOThCs BCi iHII. Och y YoMy 3amopyka Toro,
IO TaK IIBUAKO 3pOCTajia MalCTepHICTb KOJNEKTHBY. | BiH 31aTHUI
OyB pazom 3 Kypbacom nqyxe eHepriiiHo omaHOBYBaTH HOBi JTyMKH,
HoBi1 (hopmu. IIpoBinHi akTopu Horo po3yminu. Bonu Oynu nonsMu
OJHi€T 3 HUM KynbTypu» [7, ¢. 13-14].

Haii0inpr TouHo npuunHu eHOMEHa raJMibKOro akTopa, Horo
¢dopmysanHs po3kpu caMm Jleck Kypbac: «30BciM onMiHHO0O Oyina
cutyauis B ['anuupkomy Tearpi, 10515 IKOTO TaK TiCHO 3B’si3aHa 3 Tea-
tpoM HagnninpsiacbkuMm <. TeaTp po3BuBaBcs B atMocdepi MOCTiii-
HUX B32a€EMHUH 3 MOJBCHKOIO Ta HIMELBKOIO TeaTpaibHOIO KYJIBTYPOIO.
Penepryap Big knacuunoi Tparenii [lumnnepa no ¢ppanmysskoro dap-
Cy, BiJl BOJECBIJIIO 1 ONepeTH 0 Cy4acHOi ONepH, BiJl TPAKTOBAHOI K
MeJtoJjpamMa yKpaiHChKO1 TOOYTOBOI I’ €CH IO HATYPaTiCTUUHHX I1'€C
LlermuHCHKOro — CTBOPUB OCOOJIMBHI THII aKTOpa BUKIIOYHOI CTHU-
mictuuHoi rHyukoctd: byuma, Kpymensaunpkuii, Kanun, skux 3Ha-
10Th 1 TYT, A1 [anuipKoro Teatpy ayske THIOBI» [8, c. 671].

l'anna babiiBHa Oyna 3apaxosana a0 Ileprmoi maiictepai MOBy,
sika Tovasta npairosary 30 6epesnst 1922 poky sk crymis-komyHa. Came
JI0 11i€T cTyaii Oy 3apaxoBani B. Unctskosa, H. Turapenxo, P. Hera-
mumMeHko, 1. AuronoBuy, I IrnaroBuy, b. Tsruo ta in. H. €pmakosa
minkpeciroe: «CtBopuim MOB, JI. Kyp0Oac, Hacammiepen, akTuBizye
MeJaroriyxHy Mpaio, THM CaMUM 3CYBarO4H BiCh CTYAIHOI JisITbHOCTH
B OiK HaB4aHH: Ta ekcrepuMeHTiB <. koM oueBumHO, mo y MO-
bi BigaBanu nepeBary cucteMHii mpari. TpeHax, BoKall, akpoOaTuka,
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riMHAcTHKa, PUTMiKa, MiMOIpamMa — BiIOyBaJMCsl PeryysipHo 1 Oymu
KiTbKaroguHHUMm» [6, ¢. 137]. ['Har IrHaTtoBuY Takox 3rajyBaB, IO
Oepesinbli NPUIUSUIA BEIUKY yBary BHUXOBaHHIO cBoro Tina. «Ha-
BITb KOCH Yy «bepe3oni» MH 3anmpochiM HUPKOBOTO akTopa, o0 Toi
NPOBIB HAM KypC TI0 OBOJIOAIHHIO JESIKUMH €JIEMEHTaMH aKpOOAaTHKH.
I'porueii y MOBi Oyno oOmais, ToMy Liei Kypc MpOKIIIO TIMBKH 1T STh
yonogik (I'. ba6iiBaa, M. Mapuu, B. Uuctskosa, ®. JlonatnHCchkHi Ta
I IrHaToBMY )», 110 CBIAYMTH NPO TE, IO AKTOPKa Oarato yBaru mpuii-
Jsi1a caMOBAOCKOHaIEHHIO [9, ¢. 125]. Ockinpku nepir Oepe3inbebki
BuctaBu «KoBrenb» Ta «PYPy» Oynu Brineni JI. KypGacom came y wiit
MalcTepHi, TO HeMa CyMHiBY, 110 . babiiBHa Opajia B HUX y4yacTb, Ha-
OyBaroun MalCTEpHOCTH 1 cueHiuHoro nocBiny. I1. Pynin, HazBaBmm wi
ariTKH «ICKPaBUMH, COKOBUTUMIY, TIHCAB: «A BTIM, OI1i eI JIeO0TH
«bepesonsy Oynu MmperapHO0 CHHTE30 0 HAOYTOro y HaMpi3HOMAaHIT-
HIIIMX TONEpeIHIX TeaTpaabHUX eKcriepuMeHTax nocBimy» [10, c. 59].

OueBuaHO, AOCBiA pobOTH B Tearpax | anuunHu, HaloOJETINBa
npans Ta HaBuaHHS B «Kuiinpamre» 1 «bepe3oni» T0CHTH MIBUIKO
JAI0Th CBOI IUTiAHI pe3ylabTaTH, i MOJIOAA apTUCTKa MPUBEPTAE JI0
cebe yBary pesxucypu ta oepesinblis. [puna ApaeBa 3rogom nucana
npo uei nepion: «Hac Oyno 0arato, i Mu pozyminu, mo byuma, ["ak-
keOy1r, Map’ssHenko, Bacunbko, babiiBHa, UncTsakoBa, Aesiki iHII
Oepes3iiblli BUSBWINCH KPAIMMH, TAJIAHOBHTIIIUMH 3a Hac. 37ii-
cauty inei Kypbaca MOrmu TijIbKH Ti, XTO BKe BOJIOAIB MalCTEpHic-
TIO aKTOpa. 3 BEITMKOro 00’ €THAHHS BUKPHCTAII30BYBAJIOCH Kpallle,
10 CTaBaJIO JIIF0YUM Tearpom» [9, c. 155].

[Nepmoro 3nauHOIO podoToro I. babiiBHM, sika mpuBepHyna yBa-
Ty 0 MOJIOJOi apTUCTKH, cTana poib Jisi, apyxunu Jxummi Xir-
riHca, B OJiHOIMeHHiIl BucTagi 3a Entonom CunkiaepoM. 3po3ymisio,
110 B Wil eTanHiil, pe30HaHCHIM BUCTAaBI BCsl yBara Oyiia IpUKyTa 0
neHTpagbHoro obpasy />kummi B reHianbHoMy BuKOHaHHI A. Byu-
mu. [ToOyTye nymKka, o came 3 i€l poii HapOJUBCS BETUKHHA aKTOP
AwmBpociit byuma. Ane i Bukonanss pomi Jli3i He 3anuIIMIOCH He-
NoMiYeHNM, Hacammepen A caMux OepesinbiiB. ['Har IrHatoBuy
3roioM 3axoruieHo nucas: «Koiu Bke TOBOPHUTH MPO peayicTUUHY
MaHepy I'pH, TO HaHOIMKYOI0 TapTHEpKoto JxuMMi — Byumu Oyna
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JIi3i, siky rpana akrpuca babiiBHa — Hag3BUYalHO SICKpaBUH Maii-
CTep XapakTepy, UI0 He MOCTyMauacsi CBOEMY MapTHEPOBI B ICHUXO-
JIOT14HIM npaBai i peanictuyHocTH 00paszy» [9, c. 129].

lanna babiiBHa Oyna akTUBHO 3aiiHATa B peHepryapi Tearpy,
rparody pi3HOMAaHITHI 1 pi3HOMIaHOBI pomi. Bin emizogmunux 1o
LEHTPAIbHUX, Bifl TOCTpOXapakTepHUX 10 ApaMaruuHux: Konpan y
«Kakepii», xxinka B «IIponosi», npykapka Onbka B «IlImani» (B uep-
ry 3 Uuctakosoro), Taus B «S10myHeBoMy MoO0OHI», Micic [leBiacon B
«Ceni», lina CepriiBHa B «3aroBiti nana Pankay, KaunHcbka B «Cabi
Yanomy» Ta iH.

OcobnuBe Micie B ii TBOPUOCTI Oepe3iIbCHKOro Mepiody mociaa-
au o0pasu, cTBOpeHi min pexxucyporo Jlecs Kypbaca y BucraBax 3a
npamarypriero Muxonn Kymima. Y Bucrasi «Muna Masaiino» BoHa,
Ha ayMKy FO. ®ominoi, BipTyo3HO BuKoHYBaia posib baponosoi-Kazu-
Ho: «ToHka, 3mamana ¢irypa, MOHOTOHHA, CKaH/IOBaHa, MiAKPECIEHO
YiTKa BUMOBA, apUCTOKPAaTUYHI MaHepn». A HaJA3BUYaHHO KyMeIHHN
mianor Musu Masaiina (M. TipHSK) 3 YYHTEIBKOIO «IIPABIIIBHEIX PyC-
CKHUX MPOHM3HOLICHHU MEPETBOPIOBABCS HA CIPaBKHIA KOHLUEPTHHUN
HOMEp ABOX aKTOpiB-BipTyo3iB [12, c. 336].

Ille Bume oninue BuKkoHaHHs wiei poi I. BaGiisroro M. IlleBuen-
KO: «3maeTbesi, Oepe3lIbCbKUM aKTOpaM ILe He TOBOAWIIOCS CSATaTh
B TaKi BUCOKOCTI Xy/IO»KHBOI TBOPUOCTI; HacamIiepesl, 1ie CTOCY€EThCS
Munu-Tipasika <...> 1o 710 TeXHIKH BUKOHAHHSA <...>, TO, 3BUYai-
Ho, Kpymensaunpkuii i ocoonrBo babiiBHa B poii JOBOEHHOI Mpen-
CTaBHHLI MEIaroriqyHOro MII[AHCTBA — CTOSITh BHIIE, HIK XTO THILIHMN
3 BUKOHaBIIiB [ 16, c. 114].

30BciM IHIIOK TOCTaBaia y ii BukoHaHHI Aramis 3 «Hapomgaoro
Manaxis». TyT apTHCTKa 3aCTOCOBY€ Pi3KO BiZMiHHI 3acOoOM BHpa3-
HocTi. «Ponb Aramii — 11i€] HErpaMOTHOI CEJNSIHKH, 10 MapHO JIOMH-
TyBaJach J0poru 1o €pycanumy, dyyaoso rpana . babiiBna, — mucas
UYepkarmH, — i I0Ci B MOill ysIBI BUHUKAE, SIK )KUBA, ITOCTATh €] MO~
YOPHLNOI BiJ ropsl, 3MUIHIB 1 TSHKKOI Ipatli cTapol XiHKH, KOTpa CIIo-
JiBayacsl 3HaWTH ILISIX A0 Xpamy, a momaia y Oopaems» [12, c. 61].
Haranis €pmaxoBa, aHaJIi3yI0uH 110 BUCTaBY, CTBEPIKYE, 1110 babiiBHa
300paskyBajia Arariro oIep:KUMOI0, «MaHiaKaJIbHO BIEPTOIO, PIILLy 00
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1 HaronernMBoIOY. Ha 11 myMKy, BOHa Hi B YoMy He nocTtymnanacs Mara-
Xilo, aJie, Ha BiZIMiHY BiJl HHOTO, IIparHy’ia JOPOTH TUTBKH J0 BIACHOTO
IACTS, sIKe Y 1i MAPEHHSIX aCOIUFOBAIOCS 31 CMEPTIO. «<...> DaHaTHYHO
BifmaHa inei «mpekpacHoi cmepTi», Aramis (JJoOpa) 3aMukana BucTaBy
B il puTyanbHiit yactusi <...> ['onocinusg Crakanunxu (JI. Kpunuibkoi)
Ta 3aymnokiiina monutBa Aranii — . babiiBau HagTo Oarato3naqHo 00-
nsiMoByBasin Buctay JI. KypOaca», — BBakae nocmigaui [6, c. 364].
HecnoniBano Bpakaroumii 00pa3z Baccu JKemezHoBoi cTBopuia
I'. babiiBHa y BUCTaBi 32 OHOMMEHHOIO T1"ecor0 Makcuma [opbkoro
B nocraHoBIi Jlecs Jlyoosuka. Sk sramye Poman YepkaniuH, «y clie-
HiuHOMY 0Opa3i Baccu babiiBHy HaliMeHII IiKaBUJIM 30BHIIIHI TIO-
OyTOBi MPUKMETH BOJI3BKOI Kymuuxu. He Oynu 4iTbHUMH y KOHIETILIT
poni i yHyTpiHi nepexuBanns Baccu. babiiBHy TypOyBanu 1Bi npo-
Onemu — 3aco0M CTBOPEHHS «3aJi3HOro» Xapakrepy Baccu Ta mokas
CBOEPITHOCTH 11 HATYpH, PI3HOMAHITHOCTH CTaBJICHHS JIO JKUTTS, 0
JIFOIICH, JI0 WICHIB CiM’T 1 CBOTO KyTIEIBKOTO Jiia. <...>. A MpoTe 3a Cy-
XICTIO i€l 3aJ1i3HOT 000IOHKU PO3KPHBABCS B MOBHUX 1HTOHALAX, Y
nay3ax, HepiBHOCTI CTPOKATOro pUTMY Jii 30BCIM 1HIIHMIA TICUXOJIOTIY-
HUI TiATEKCT: MHOoKa AylieBHa apama Bacew, i1 cioTBopeHe KUTTS
<..>» B inTepnperauii akrpucu, BBaxxae Poman OnekciiioBuy, Bacca
Oylla pO3yMHOIO, JyXOBHO M IHTEJIEKTYaJbHO PO3BHHEHOIO, TOCTPO
MUCIAYOI0 KiHKOI0. «Kypbac Ha3BaB OM 1ie BHUSIBOM CBITOBIAUYTTS
CIIeHIYHOTO nepcoHaxy». Bpemri P. UepkamumH poOUTH BUCHOBOK:
«Cueniunuii 00pa3 Bacen y nepenadi babiiBau OyB ckoHCcTpyHoBaHU
AKTPHCOIO 1 PEXKHUCEPOM 3a MPUHIMIIOM «TiepeTBOpeHHs» [12, ¢. 125].
OnHi€ro 3 ocTaHHIX 3Ha4HUX poOiT babiiBHM y Apyriil monoBuHI
1930-x pokiB Oyrna ronoBHa poib JIro0oBi SpoBoi B omHOMMEHHIH I1eci
K. TpensoBa. Ilpo 1o pons, sk i BUCTaBy 3arajnom, 30eperiucs pi3-
Hi aymku. FO. @omina BBaxana, mo babiiBHa «Onuckyde yrnopanacs
3 pomto JIro6oBi SApoBoi» [12, ¢. 336]. P. UepkammH miKpeciioBaB:;
«BmymmBo nparroBasa Haja oopazom JIro6osi SAposoi I babiisna. On-
Haye 111 poiib cKopile Oyna He 30BciM ii. YBara Oinblie mepemicTriia-
cst Ha edexthy [lanoBy — C. @enopuesy» [12, c. 142]. A. T'opOenko
B3arajii BBa)kaB, LIO I BUCTaBa, HE3BAXKAIOUM HA DS/ TAJAHOBUTHUX
AKTOPCBKHX POOIT, y LUIOMY BHHIIIA HAATO aKaJEeMidHOIO, CYXOIO,
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aOCTpaKTHOIO 1 TOMY ZOBrO B perepryapi He yrpumanacs. OnHiero 3
BOKJIMBUX TPUYMH, SIKi PU3BENH 0 TBOPYOI HEBAAYi, CTaJo Te, 11O,
3anporeHuid pexkucep M. [1onoB He 3HANIIOB «CMiMFHOT MOBH 3 aKTO-
pamu, SIKi 3BUKIIH JI0 1HIIIOTO CTHITIO PEKUCEPCHKUX pitieHb» [4, c. 103].

Tum yacom posnovasnucst penetuuii BuctaBu «[posza» B mocra-
HoBui M. Kpymensaunpkoro (pex. P. Uepkammn), y sikiit I baGiiBHi
JOpYYMIIM BUKOHYBaTH poiib Kabanuxu. Ta came HemoqaBHoO 3irpaHa
poitb JIxo60Bi SpoBoi po3ninuia >KUTTs ApTUCTKU HABIIUT — «JI0 1 Tic-
1. Jlonpka I, baGiiBHu po3noBinae 3i ciiB marepi o 11 tpaBas 1938
poky I. baGiiBHa pasom 3 C. denopreBoto, NapTHEPKOIO, APYTOM Ta Cy-
CI/IKOFO, TiCIIsl BUCTaBH «JI1000B SIpoBay MillIKK MOBEPTAIUCS IOIOMY.
«um HecrinmHo, TOBOPHIIHM MPO pi3HeE <...>, TIPO Te, IO SK O TO HE
Oyro, Ta 3apa3 mpuiIyTh A0 ceOe T0I0MY 1 CIaTUMYTh Y CBOIN MOCTE
HE Ha Hapax, IK 0araro XTo TOTO POKY...», Ta BUSBHJIOCS, 11O MOMMUIISI-
nuck. [lepen mix’i3moM iX YeKanu TPO€E YOJIOBIKIB 3 MAIIMHOK... bai-
{BHY 3aapeIuTyBaii i 3acnaiu 10 MOpAOBChKHUX TabopiBy» [2, c. 41].

Ha macrs, 3aBasku kjgonoTtanHio, Hacammepen, M. Kpymens-
HUIBKOTO, SIKHI TOOUBCS JO3BOITY «BHCOKHX BiIMOBIJAILHUX 0Ci0»
Ha noBepHeHHs [. babiiBuu Ha poboty mo Tearpy, C. demopuesoi,
1, 3BicHO, FOmii ®ominoi, sika Ha npoxanus M. KpymenbHUIbKoro
1940 poky HaBiTb i3411a 10 AUTAYOTO OYIUHKY Y BepXHe AHITPOBCHK,
00 3a0paru aeB’siTupiuny noHbKy . babiiBau Ta 1. bopTHuka s
il moAaIbIIOro MPOXKUBAHHS B 1Or0 POIUHI.

LinkoM 04eBHIHO, 11O IACTHBE, SKIIO TaK HOr0 MO)KHA HAa3BaTH,
noBepHeHHs I. balbiiBHU 13 3acnaHHS HE TIABKH Ha BOJIO, aine i Ha
CIICHY IIBUJIIC BUHITOK, HIXK 3aKOHOMIPHICTh. 3 JKUTTS M€l Tana-
HOBHTO1, BHCOKOOCBIYEHOI apTHUCTKH, 10 3HaJa AEKiIbKa 1IHO3eMHUX
MOB, B opuriHaii yntana TBopu B. Lllekcmipa, /1. Toncyopci, b. Loy,
C. Lpeiira, I'. I'etine, I'1 7e MomnacaHna Ta iHIINX, Majia CXUJIBHICTb 10
¢inocopcpKOro ocMHCIEHHs OyTTs, BKpaIH KPalIUX CiM POKiB TBOP-
YOCTI, BIIACHE, L€ TO3HAYMIIOCS Ha BCHOMY 11 MOAAIBILIOMY JKUTTI.

OnHak 15 CuIIbHA JKIHKA CTBOPHJIA ILE PAA SICKPABUX CLEHIUYHHUX
obpaziB: Tonny B «TeB’e-momounuky» Illonom-Aneiixema, ®pay
Minnep y Bucrasi «lligcTynHicTs 1 koxaHHs», Kabanuxy y «[po3i»
O. OcTpoBCBKOTO, HaJ KOO Toyaja MPaLioBaTy LIe B TPariyHOMY
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1938 poui. Jlonbka [list SnyapiBna babiiBHa, 3romoM pexxucep, Bu-
Ki1agad XapKiBchKoro iHCTUTYTY MucTeuTB iM. . 1. KomisipeBcrkoro,
sragyBaia: «Ilicist oBepHEHHS B )KHTTI MOPYY 3 KOJIETaMH BUIIISAANIA
BOHA TOJIi Mi3epHOI0, OyJia Xy/JIeHHKOI, BUCHAXKEHOI0. A Ha CIIeH] sIK i
3BiIKM Opasiock, He IyOMIach MOpyd HaBiTh 3 OOraTUPChKUM JIuKnm
(Map ’sinenxo, ymou. I b.). Jlonomaranu BiANOBiTHUN KOCTIOM, TIPOAY-
MaHHii TPUM, aJie BAaroMillIMMHU OyJTH aKTOPCHKi 3aCO0M: IOBaYKHA X071
Ta IMPOKHH JKECT, BIaAHUN OIS, HU3bKUI TeMOp roJocy 3 rpi3HH-
MH 1HTOHALISIMH, BHYTPIIIHS CHJIa, HAMpyTa movayTTiBy [1, c. 45].

I xo4a 1151 apTHCTKa Oararo i 3 yCmixoM rpae, MUHYJe, SIK CIpa-
BeauBo 3ayBaxye lOmist @omina, He 103BONs€E il yBIMTH B KOJO
01aronoNnyYHoi «BepXiBKM» 3 MarepiabHUMH NPHUBIIESIMH, 3BaHHS-
MU, TapTIHHUMH KBUTKaMH B KulIeHsX. JKuBe y KOMyHaIli, oaep-
JKy€ CKPOMHY 3apIUIaTHIO, HEPIJKO MPU3HAYa€ThCsl HA MPOBIAHI U
JIpyropsaHi podi sk ayonepka. OnHaK KOKHY POJIb IPA€ MO-CBOEMY,
HIKOJIM HE BIJIMOBJISIETHCS BiJl poOOTH, TOTpiOHOT TeaTpy [12, ¢. 336].

[Ticns 3MiHM XynokHBOTO KepiBHUITBA I babiiBHy Oyso 3Bijb-
HEHO 3a CKOPOYEHHSM IUTATiB. 3rofoM, SIK CBITYUTH JOHBbKA, ii MO-
BEPHYJIN Ha pOOOTY, ajie BXKe Ha 1Mocaxy apTHCTKU TPEThOi KaTeropii.

Komu 3 cepnus 1979 poky aptuctka nomepna, P. Uepkamun Ha-
MUCAB 3BOPYIILIMBOIO JIMCTA JIO BCIX KOJUINHIX Oepe3iIbLiB, e OyiIu
taxki cnoa: «LLupo, aymieBHO, TEIIO i CEpACYHO MPOBOAYKAIIU BOC-
TaHHE CTapOro TOBApUIlIa BETEpaHH TeaTpy, Ti, XTO J0Ope 3HaB yce ii
craeme U 2ipKe Jdcummsi — KOAUCh ONUCKYU020, ajllie 00er 3aHed0a-
Ho20, 3a6ymozo apmucmuyuno2o manawmy (eudinenns 1. B.)» [13].

TBopuicts ["annu ba6iiBuu, ogHoro 3 gynagaropis «bepesomtoy,
IO Bigmaja HOMY BCE CBO€ JKUTTS, LIE YEKa€ CBOTO JIOCIiJIHHUKA,
KUl OM (POHTAIBHO MEPETITHYB Mpecy, MiTHIB apXiBH i CTBOPUB
npawio, riAHy i€l TalaHOBUTOI aKTOPKH.
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This article is the first attempt to analyse the creative path of Hanna
Babiivna, one of the founders and the leading actress of the Berezil Artis-
tic Association in 1922—1937, who was undeservedly forcibly removed
from the theatrical process in 1938 by the Soviet totalitarian system.

It is noted that her creative activity began in the theatre groups
of Galicia under the influence of prominent masters of the Western
Ukrainian theatre, in particular M. Krushelnytsky, and since 1920
continued in the Kyiv Drama Theatre (Kyidramthe), where she got
professional education in the coordinate system of Les Kurbas.

The author emphasises the important role of H. Babiivna as one
of the founders of the Berezil Artistic Association as well as her stage
partners, the most prominent actors from Halychyna Ambrosiy Buch-
ma, Marian Krushelnytskyi, Yosyp Hirniak, Favst Lopatynskyi, and
Yanuarii Bortnyk, who largely ‘shaped the creative face of the theatre’.

Based on the materials of the contemporary press, theatre stud-
ies, and the memoirs of contemporaries, the author analyses Babi-
ivna’s diverse, multi-genre acting activity against the background
of complex socio-political and artistic processes, primarily her best
roles in plays of contemporary and classical drama.

It is noted that as a result of brutal political repression, the Taras
Shevchenko Ukrainian Drama Theatre (formerly the Berezil), in the prime
of'its creative life, lost one of its most talented leading actresses, who could
have done much more for the development of Ukrainian theatre.

Even after being released from the Mordovian camps, G. Babi-
ivna still creates a number of vivid images, but the ‘past’ could not
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but affect her creative and life destiny and the coverage of her sig-
nificant contribution to the treasury of national culture.

The article emphasises that the important mission of theatre
studies is to bring back the names of Ukrainian talented artists from
the waters of forgetfulness for a more complete and objective cover-
age of the theatre process in Ukraine.
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Koo63ap Ipuna Isaniena
cmapuwuii 8uK1a0ay Kageopu cyeniyHoi mosu XapKiecoko2o Hayio-
HanbHO20 yHigepcumemy mucmeyms imeri I. I1. Komasapescvkozo
ORCID 0009-0006-9578-4195

3ACJIIYKEHA APTHCTKA YKPAIHH OKCAHA CTEI[EHKO:
CTPYKTYPYBAHHA METONY AKTPHCH, PEJKUCEPKH,
BUHK/IAJAYKH

KumouoBi cnoBa: Okcana Cmeyenko, pesxcucypa, akmopcobke
Mucmeymeo, meampanbHa nedazozika, XapxiecoKuil akademiyHuil
yrpaincokuti opamamuunuti meamp im. T. I [llesuenka.

OO0’€eKTOM IIBOTO JOCIIDKEHHS € CTPYKTYPYBaHHS METOAY BHKO-
HaHHS POJIi, PEKUCEPCHKOTO METOY, METOAMKU BUKJIAJAHHS 3HAHOI
AKTPHUCH, PEKUCEPKH, TeaTPAIBHOI IearoruHi, F[pOMaJIChKO1 isTUKH Ta
BOJIOHTEPKH, 3aciTyKeHol apTicTku Ykpainu Okcanu Crenenko (1962
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p. H.). Bunycknuns XapkiBcbkoro iHCTUTYTY MucTenTB (1988), BoHa
CHHTE3yBaJla IIKOJIM TaKWX PI3HUX NEAAroriB, sSK HAPOAHHUN apTHCT
CPCP JI. Ceparok Ta 3acimyxeHui aissa MuctentB Yipaiau O. binsirs-
kuil. I1po sixicts rpu O. CreneHko B AMIIIOMHIN BicTaBi «MuHa Mazaii-
70» cBinoK icropuuHoi Buctasu JI. Kypbaca 1929 poky P. Uepkammx
CKa3aB, 1[0 TAKOIO TOCTPOIO IHTENEKTYaIbHOIO aKTOPCHKOIO TPOIO 3aX0-
noBasucs B «bepesoni». Ha cueni Tearpy im. T. I. llleBuenka B poni
ThOTI MoTi Ta Mapyci («/laii cepiiro Boito, 3aBeie B HEBOJIIO)») MPO-
SIBUJTHCSI O3HAKHM CTPYKTYPYBaHHSI METOY AKTPHUCH: €MOLUIMHHUHN iHTe-
JIEKT, My3UYHa 1 MIaCTUYHA 001apOBaHICTh, BMIHHSI TPEMATH TOCTPHIA
MAaJIFOHOK podi. [IpoTsiroM HacCTYHMHUX IECATHIITH POOOTH B LLOMY
tearpi nanitpa poseit O. CrelieHko 30arariiacs KOHTPAaCTHUMH 00pa-
3aMH B Jiana3oHi Big cyto Jipuynux (Maprapura y «Largo de solato»
M. SlpemkiBa), apamarnuHuX (AHHA B « YKpaaeHomy macti» Irops bo-
puca) 1o O0ydponno excuentpuunux (Epmenina B «Opkectpi» O. Tpy-
coBa). HaBitb y BucTaBax noctapamarnaHoro tearpy Axapis XKongaka
O. CreneHKo, SIK 3aBXK/IM MO3UIIHA Y CBOIX POJISIX 0COOHMCTICTh, OHA
3 HebaraTboX BUKapOyBaia iHnuBigyanbHi 00pasu (I'eprpyna y BucTasi
«"amrer. Cumy, koxana [Bana — «Omun nensb [Bana Jlenucosuyay). o
nodatrky 2020-x pokiB O. CTereHKo CTBOpHIIA MOHA| MIICTALSCST Clie-
HIYHMX 00pa3iB, 1 )KOJIEH 3 HUX He OyB HEMPOAyMaHUM a00 BUIAIKOBHM.

HalyBuu 3Ha4HOTO MPakTUYHOTO A0CBiy Ha ciieHi, O. CTerieHko
3n00yna B alma mater pexxucepcbKy ocBiTy (2012) i mouyana BUIpo-
GoByBatu cebe B 1boMy (axy. Ii pexxucepchkuii MeTos1 CTPYKTypyBaB-
Csl BiJl BUCTABH JI0 BUCTaBH. Y CBOIX MOCTaHOBKaX MUCTKUHS YHUKA€e
CTIPOILEHHS 3aBaHb 1 TeM, TOOTO momynismy. Ta i gac, komu O. Cre-
LEHKO ONAHOBYBaJa HOBY JIOTIKY CLEHIYHOI IisUTBHOCTI, aHi ISl pil-
HOTO Tearpy, aHi A KpaiHu He OyB JerkuM. Maiike Ko)KHa BHCTaBa
BUITyCKaJIacsi HEI0 BCyIeped MepelkoaaM, a He 3aBIsSKH MiATPUMII
1 BceOIYHOMY CHPHAHHIO KepiBHULTBA. Y XapKiBCHKOMY TeaTpi iM.
T. I. llleByeHKa pexxUCEpKOIO OyJI0 MOCTABICHO LIICTh BUCTAB, POTE
OinbLIicTh 3 HUX (KpiM iHTeNeKTyanbHuX Menonpam «besimenHa 3ip-
ka» M. Cebactbsiny Ta «Ilianino B TpaBi» ®. Caran Ha Mauili cleHi)
HE BTPUMAIIUCS B perepTyapi — 4epe3 YHHHUKU CYyTO KOH FOHKTYPHI.
[IparHeHHs! BTIMTH BIaCHUN AOCBI y IPOUYUTAHHSX 11'€C 3 )KUTTS 00-
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TeMH OZIHY 32 OJHOIO TIOKJIUKAJIO [0 KUTTSI HocTaHOBKU O. CTeLeHKO
«AxTopcbka rpumepHa» Kynio Cimingy, npo Miciro sikoi FO. Kosasen-
ko nucana: «Komu rearp Oeperbest pedriekcyBaTH, pO3KpHUBAa€E HAa KOHY
BJIACHI TAEMHMIII Ta MEXAHI3MHU J1T — 1€ 3a3BUYail IeBHA O3HaKa MOro
IMITyTbCY 10 pyXy Ta 3min» [1, c. 12]; «Kureiicbke mope» 3a 1. Kap-
neHkoM-KapuM, sika mpe3eHTyBaja KOHLEMIII0 €CTETChKOI, BUTOH-
4YeHOI YKpaiHM 3 aKUEHTOM Ha PO3KPHUTTA OCOOMCTHUX T€M TOJIOBHHX
repoiB, 0e3 HeraruBHOI rcuxonorii [4, ¢. 281] 1 ncuxonpamu. [lotuy-
HORO JI0 11i€T TeMu BUsIBHIIacs 1 BucTapa «[liaHiHO B TpaBi».
3arapToBaHUi B CyCHIJIbHO akKTHBHOMY HTTi (Maiinan, Bu6o-
PIOBaHHS MHTISIMH IpaBa Ha caMopeallizalilo B yMOBax MaHAEMil,
pocilicbKo-yKpaiHChKa BiliHa) CBITOINISA OCOOUCTOCTI CTPYKTYpY-
BaB noctanoBku O. Crenenko. [i BUCTaBM Ha OCHOBHIl cleHi yepes
IHTEJIEKTyaIbHI MECE/KI Ta €CTETU3M XyA0KHIX (hOpM CKIIaJHO Oy-
JIO eKCIuTyaTyBaTH. Tak, Micisi YOTUPHOX TOKa3iB 3iHIia 31 ClieHU
BuctaBa «Ha mouarky i1 HanpukiHmi yaciB» 3a II. Ap’e, BucraBa 3
eMiYHIM MOTHBOM BTpaTH CBO€I 3emJii uepe3 YopHOOMUIbChKY Karta-
cTpody 1 EeK3UCTEHIIHHOTO MPOTHCTOSIHHS 1[Il Tpare/ii 0CTaHHbOT
MOTYXHOI ponoBoi cuiu ykpaincekoro Ilomiccs — 1 Geperuni 6abu
Ipici. [lepmoro B XapKkoBi BUCTaBOIO 3a TEKCTOM BiJOMOi cydac-
Hoi aBTOpKH Jlenu JlsrymonkoBoi ctana nocraHoBka O. CreneHko
«Bacunico, Go!». O. CreneHko Tak KOMEHTyBana cBiii BHOip: «B
iHTepHeTI MU 0auynMoO Oe3KiHeuHi BilHM MK SKMMHUCH YIPYIOBaH-
HSIMH, OYJIiHT, Cy0Bi po3ciinyBanHs. Lle HABOOUTH Ha TyMKY, L0 L€
nUTaHHS Tpeba BUHOCHUTH Ha posrosioc» [3]. I'padiuyna MoHOXpOM-
HICTb DILICHHS BHCTaBH, 0€30CO00BICTh OLIMX MAacoK yHAOUHHIIA
CKJIaJHICTh COLIaJIbHOTO KOH(QUIIKTY CTapIIOKJIAacHHKIB. JKomaHoi
MOCTAHOBKH «JIJIsl Kach» pekucepka coli HE J03BOJHIA 3POOUTH.
«Y MeHe BKe MaJlo 4acy MifirpaBaTu KOMycCh Yy IXHiX MacKyJHHX 3a-
0aBax», — BIANOBiJIa BOHA HA 3alIUTaHHS, YOMY HE CTaBUTh KOME/ii.
Bin 2007 poky O. CreLieHKO BUKJIaJa€ aKTOPCHKY MalCTEPHICTh y
XHYM imeni L. I1. Kotnsipecbkoro. Heto BumyIieHo Bxke ISITh KYpCiB,
boropiy BinOyBcs ueprosuii Haoip. Ha naBuanbHiii cueni O. CreneHko
MOCTaBHUJIa TPHHAIUATH BUCTAB 3a I’€CaMU YKPAiHCHKUX Ta 3apyOik-
HUX aBTOpiB. [licns moyaTKy pociiChKO-yKpaiHChKOI BiliHH, HE OUiKY-
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foun creriabHuX nocratos, O. CTeleHKo BIIMOBUIIACS Bl CLIEHIYHOL
iHTeprpeTalii TBOpiB pociiicbkux aBropiB. Came y BUKIaganbKid -
SUTBHOCTI BITOBHI PO3KPUBCSL METOI MUCTKHHI LIOJI0 «CTPYKTYpYBaHHS
TpU» y Tearpi, AEBi3 SIKOi — «TPaTH HWXKYE MOCTABICHOI IUIaHKH HE
Oyny». Ha mportuBary mpuTamaHHOMY YKpaiHCBKOMY TeaTpoBi Hera-
THBHOMY Ticuxonorizmy 1990-x—2000-x (Benuka KiTbKiCTb HEraTUBHOT
iH(opMaLii mpo JOOUHY MOXKE IPUBECTH HE 10 IEPEOCMHUCIICHHSI CBO-
ro OyTT4, a 10 camopyiiHaitii) O. CTEIeHKO IMILIAHTYE Y CIIEHIYHE MUC-
TELTBO CKPYITyJIbo3HY yBary 1o Jlromuau CBiTy, npoOiemMu i muTaHHs
SIKOT HE MPOCTO MIXKHAPOJIHI, 2 BCEITIONCHKI. Came B IIboMy 0COOTUBICTb
1 akTyanpHICTh pexucypu O. CTeleHKo y Jac, KOJIM TPUMAaTHCs ojai
BiJl BIUIMBY POCIHCHKOT KYJIBTYPH € HOPMOIO MOPAJIBHOT Tiri€HH MHTLIS.
VY 2021 poui O. Creuenko oyonuia kadeapy MaiCTepHOCTI akTopa i
PEXUCYpH APaMaTUIHOIO TeaTpy. B iHTEpB’10 CBOEMY BHITYCKHHKOBI,
npoBigHOMY akTopy CyMCBKOTO HalioHajabpHOTO Tearpy iMeHi M. Llen-
kiHa B. IlucapeBy BoHa Haronocuina: «3ajIy4aT MOJIOANX apTHCTIB JI0
POOOTH B HAILIOMY TEaTpi CTAJI0 MOEO METOI0, MOEKO Mici€ro» [2, ¢. S1].
[IpoTsirom ocTaHHIX POKIB TpyIa TeaTpy PeryIsipHO MOMOBHIOEThCS il
BUITyCKHHMKaMH, ceper skux A. ['ycak, [. CazonoB. B iHmmx iMeHuTHX
Tearpax Ykpainu npairorots . Kamanmgapimsini (JIpBiBCbKHE Hario-
HaybHUHA Tearp iM. M. 3anbkoBenpkoi), . [Iponenko (KuiBchbkuit Te-
arp Ha [Togoni), A. Bucouancekuit (KuiBcpkuii Tearp gpamu i Komenii).

CIIMCOK BUKOPUCTAHUX KEPEJI:

1. Kosanenxko FOmist. ITo To#t 6ik OyTTs (peueHsisi Ha BUCTaBY «AK-
TOpCbKa TpuMepHa»)// Ykpaincbkuii Teatp. 2012. Ne 4. C. 12-13.

2. Ilucapes B. TBopua i nemaroriuqa JisIbHICTh 3aCITyKEHOT apTUCTKU
Vkpainn Oxcann Crenenko. Ksanigikaniiina podora Ha 3100yTTst OP
«Marictp»/ XHYM imeni L. I1. KomspeBcproro. Xapkis. 2018. 89 c.

3. IlixrepeBa Anika. 3a ’€cO0 Cy4acHOi YKpaiHChKOT JpaMarypriHi
TOTYIOTh BUCTaBY y XapKiBcbkoMy TeatpillleBuenka (Bineo)//O0’ exTuB.
2021. 26 tpas. URL: https://www.objectiv.tv/objectively/2021/05/26/
za-p-yesoyu-suchasnoyi-ukrayinskoyi-dramaturgini-gotuyut-vistavu-
u-harkivskomu-teatri-shevchenka-video/

4. larap B. Cyyachuii ncrxonoriunnii crioBHuK. Kuis: [pariop. 2007. 640 c.

— 231 —



Mysuuna i meampanvha icmopia: nodii, paxmu, KomeHmapi

Iryna Kobzar
Senior Lecturer Department of Stage Speech,
Kharkiv I. P. Kotlyarevsky National University of Arts
ORCID 0009-0006-9578-4195

THE HONOURED ARTIST OF UKRAINE OKSANA STET-
SENKO: STRUCTURING THE METHOD OF AN ACTRESS,
DIRECTOR AND TEACHER

Key words: Oksana Stetsenko, art directing, dramatics, theatre
education, Taras Shevchenko Kharkiv Academic Ukrainian Drama
Theatre (Kharkiv Ukrainian Drama Theatre)

The object of this study is the structuring of the method of per-
forming a role, the director’s method and teaching methods of the
famous actress, director, theatre teacher, public figure and volunteer,
Honoured Artist of Ukraine Oksana Stetsenko (b. 1962). A graduate
of Kharkiv Institute of Arts (1988), she synthesized the schools of
such different teachers as People’s Artist of the USSR Les Serdiuk
and Honoured Artist of Ukraine Oleksandr Biliatsky.

About the quality of Oksana Stetsenko’s acting in the graduation
performance “Mina Mazailo” by Mykola Kulish, a witness to the
historical performance of Les Kurbas in 1929, Roman Cherkashyn,
said that they were fond of such sharp intellectual acting in “Ber-
ezil”. On the stage of T. H. Shevchenko’ Theatre, in the role of Aunt
Motia and Marusia (“Dai sertsiu voliu, zavede v nevoliu” [Give
your heart free rein, it will lead you into captivity]) showed signs
of structuring the actress’s method: emotional intelligence, musical
and plastic talent, and the ability to keep a sharp picture of the role.

Over the next decades of work in this theatre, the palette of Ok-
sana Stetsenko’s roles was enriched with contrasting images rang-
ing from purely lyrical (Margarita in “Largo de solato” directed by
Mykola Yaremkiv), dramatic (Anna in “Stolen Happiness” directed
by Ihor Borys) to buffoonishly eccentric (Hermelina in “The Or-
chestra” directed by Oleh Trusov). Even in the performances of
Andrei Zholdak’s post-dramatic theatre, in which actors performed
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functions, Oksana Stetsenko, as always, was a positional personality
in her roles, one of the few to create individual images (Gertrude in
“Hamlet. Dreams”, Ivan’s sweetheart in “One Day in the Life of [van
Denysovych”). By the beginning of the 2020s, Oksana Stetsenko
had created more than sixty stage images, and not one of them was
ill-conceived or accidental.

Having gained significant practical experience on stage, Oksana
Stetsenko received a directing education at her Alma Mater (2012)
and began to test herself in this specialty. Her directorial method was
structured from performance to performance. In her productions, the
artist avoids simplifying tasks and themes, that is, populism. And
the time when Oksana Stetsenko mastered the new logic of stage
activity was not easy either for her native theatre or for the country.
Almost every performance was produced by her despite obstacles,
and not thanks to the support and full assistance of management.

At the Taras Shevchenko Kharkiv Academic Ukrainian Drama
Theatre, she directed six performances, but most of them (with the
exception of the intellectual melodramas “The Nameless Star” by
Mihai Sebastian and “The Piano in the Grass” by Francoise Sagan
on the small stage) did not remain in the repertoire due to purely
opportunistic factors. The desire to embody her own experience in
reading plays from the life of bohemia, one after another, brought
to life Oksana Stetsenko’s productions of “The Actor’s Dressing
Room” by Kunio Shimizu, about the mission of which Yuliia Kova-
lenko wrote: “When the theatre undertakes to reflect, reveals its own
secrets and mechanisms of action at stake — this usually a certain
sign of his impulse to move and change” [1, p. 12]; “The Sea of
Life” by Ivan Karpenko-Karyi, which presented the concept of an
aesthetic, highly-cultured Ukraine with an emphasis on revealing
the personal themes of the main characters, without negative psy-
chology [4, p. 281] and psychodrama. The play “Piano in the Grass”
also touched on this topic.

Tempered in socially active life (Maidan, artists’ struggle for the
right to self-realization in a pandemic, the Russian-Ukrainian war),
the individual’s worldview structured Oksana Stetsenko’s produc-
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tions. Her performances on the main stage were difficult to exploit
due to their intellectual messages and aestheticism of artistic forms.
So, after four shows, the play “At the Beginning and the End of
Time” by Pavlo Arie, a play with the epic motif of the loss of one’s
own land due to the Chernobyl disaster and the existential confron-
tation of this tragedy with the last powerful ancestral force of Ukrai-
nian Polesie, its custodian Baba Prisia, left the stage.

The first performance in Kharkiv based on the text of the famous
contemporary author Liena Liagushonkova was Oksana Stetsenko’s
production “Vasylisa, Go!” Oksana Stetsenko commented on her
choice: “On the Internet we see endless wars between some groups,
bullying, and judicial investigations. This suggests that this issue needs
to be made public” [3]. The graphic monochrome design of the play
and the impersonality of the white masks clearly showed the complex-
ity of the social conflict among high school pupils. The director did
not allow herself to make any production “for the box office”: “I don’t
have enough time to play along with someone in their nasty games,”
she answered the question of why she does not stage comedies.

Since 2007, Oksana Stetsenko has been teaching acting at
‘Ivan P. Kotliarevsky National University of Arts. She has already
produced five graduations of students, and this year there was an-
other graduation. On the training stage, Oksana Stetsenko staged
thirteen performances based on plays by Ukrainian and foreign
authors. After the start of the Russian-Ukrainian war, without ex-
pecting special regulations, Oksana Stetsenko abandoned the stage
interpretation of the works of Russian authors.

It was in teaching that the artist’s method of “‘structuring acting” in
the theatre was fully revealed, whose motto is: “I will not play below
the set standard.” In contrast to the negative psychologism commonly
found in the Ukrainian theatre of the 1990-2000s (a large amount of
negative information about a person can lead not to a rethinking of
one’s own existence, but to self-destruction), Oksana Stetsenko im-
plants scrupulous attention to the Human of the World, whose prob-
lems are not just international, but universal, into the performing arts.
This is precisely the peculiarity and relevance of Oksana Stetsenko’s
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direction at a time when staying away from the influence of Russian
culture is the standard of the artist’s moral hygiene.

In 2021, Oksana Stetsenko headed the Department of Mastery of
the Actor and Director of the Drama Theatre. In an interview with
Vladyslav Pysariev, her graduate, the leading actor of ‘Mikhailo
Shchepkin® National Theatre, Sumy, Oksana Stetsenko empha-
sized: “Attracting young actors to work in our theatre has become
my goal, my mission” [2, p. 51]. In recent years, the theatre troupe
has been regularly replenished with her graduates, including An-
ton Husak and Illia Sazonov. Her other graduates continue to work
in other famous theatres in Ukraine, e.g. Diana Kalandarishvili in
M. Zankovetska National Theatre, Lviv, Dariia Protsenko in Kyiv
Drama Theatre on Podol, and Anton Vysochanskyi in Kyiv Drama
and Comedy Theatre.
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Jlaoenxo I20op JIveosuu
BUKIAOAY Kaghedpu MalicmepHOCi akmopa ma pexicucypu
opamamuynozo meampy XapKiecbko20 HAYIOHATbHO20 YHiepCu-
memy mucmeyma imeni I. I1. Komaapeacokozo, Xy00ucHill KepigHUK
ma pedxcucep nedepoicagroz2o meampy « Teamp 19»

APTHCT BOPHUC TAFAPOBCHKHH

Kurouori cioBa: napoonuii apmucm Yxpainu Bopuc Tabapos-
CbKUIL, MATAHM GeUYe3H020 Macuimady, Kopughell XapKiecvkoi cye-
Hu, meamp pociticoxoi opamu, O. I Kpamos

Lporopiv, 5 rpynns, BunoBHioeTbes 100 pokiB Bijg JHS HApoO-
JDKEHHSI HAIIOTO BHJATHOTO BHITYCKHHMKA, 3HAHOTO 1 IIAHOBAHOTO
kopudest XapKiBChKOi CIIeHH, HAPOAHOTO apTucTa YKpainu bopuca
TabapoBchkoro. Ham Bumana uecTh qpy»KHUTH 1 IyxKe 0arato CIijiky-
Barucsi 3 MalicTpoM B OCTaHHI JIeB’SITh POKIB HOTO JKUTTS, MU BBa-
*kaemo bopuca MoiicelioBu4a CBOIM I'OJIOBHUM YYHUTEJIEM — TOX
KOMY, sIK HE HaM, CIIpoOyBaTH CKJIaCTH HOTO MOPTPET — JIIONWUHH 1
akTopa. 3p0o3yMiJio, TyHKTUPOM — HACKIJIBKH JIO3BOJISIE BIJBEICHH
yac, 00 maciiTad TBOpUoi i Jitoachkoi ocoducTocti bopuca Tabapos-
CHKOT'0 HEMOXKJIMBO YMICTUTH B PAMKH JI€CITUXBUIMHHOL JTOTTOBIJI.

Haponuscest bopuc MoiiceiioBnu y XapkoBi 5 rpyaas 1923 po-
ky. lIkona. Tearpanbha crynisi Onekcis [nmaromina npu BynuHKy
BucHuX. Jlpyra cBitoBa BiiiHa. EBakyartist 1o Cubipy. Mobimizarrist.
BoroBas pozBigaukoM. byB nBidi mopaneHuit (OJJMH 3 HUX — Y JICHb
HapokeHHs ). Haropomkenuii 1soma MenansimMu «3a Bigsary». Ile-
pemory 3yctpiB y rocmitam B [lonbiii. JleMoOuTi3yBaBcst BOCECHH
1945-ro. Li woTupy BOEHHI POKU — €IMHE TpUBaJE BiamydeHHs Ta-
0apoBCHKOTO 3 XapKoBa.

VY 1946 poui bopuc TabapoBchbKuil yCIIITHO CKIIAaB BCTYIIHI ic-
MUTH 1 CTaB CTYJACHTOM XapKiBChKOTO TEaTPajbHOrO IHCTHTYTY.
Crioyatky KypcoM KepyBaB akTOp Tearpy pPOCIHChbKoi Ipamu, Ha-
ponuuii apruct IBan JIroOuy, aje cTyneHTiB (3HaUHA YAaCTHHA SKUX
TIIBKH-HO TIOBEpHYNAcs 3 (GPOHTY) HE BIANITOBYBAJH IEIArOTivHi
MeToau nana JlroOuva, Kypc 30yHTYBaBcs (110 OyJI0 YMMAJIO CMi-
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JMBICTIO JJIs1 CTaNiHCHKUX 4YaciB), JIrobuu 3mymieHuii OyB mitThn — i
KypcC 3aIMIIMBCs 0€3 XyI0KHBOTO KepiBHUKa. HixTo He HaBa)KyBaB-
Ccsl B3SITH TaKUX HOPOBUCTHX CTYACHTIB. BimBakuscs Tinbku Onek-
cannp Kpamos, ronosauii pexxucep Tearpy pociiicbkoi mapamu. Ls
OISt 1 BU3HAYMIIA BCe Tojainblie sXuTTs bopuca TabapoBchkoro.

Broma y Bopruca MoiiceiioBu4a Ha TOYECHOMY MiCIli Ha KHUXK-
koBii monuuui crosB moptpet O. I. Kpamoga. Ilpo cBoro Buntemns
Bopuc MoiicefioBrY Mir TOBOpUTH TOANHAMH: «SIKOCh MU, CTYIICHTH,
3anutany Onexcanapa [puroposuya npo ofHOTO BiZOMOTO MPOBiH-
LIHHOTO pexucepa, 3 SKUM BiH pa3oM IMPaLIOBaB IIe IO PEBOJIOLII.
Ounexcanap I'puropoBud BiAmoBiB: «5 pysxe Jr00mI0 TUPK. Y TUPKY
1HO/I 3yCTPIiYarOThCS JKOHIJIEPH, SIKi MiAKUAAIOTH OJHOYACHO JBa-
HaALATH KyaboK. Lle BepiinHa MaiicTepHOCTI, Ha 11 i1e BCE JKUTT,
LLOTO JOCATAIOTh Y BCHOMY CBITI OIMHUIN. AJie 30BHI 1€ HE JIyKe
edpexTHO. Bam 3maeThes, mo BU Moru O Tak 3pobutH. [HIMI *Ke,
XUTPIWUH 1 TIHUBIIIMHA, POOUTH MpOCTile, He 00TSHKYI0UH cede, —
Oepe Tpu manuii, BMOUY€ iX y rac, mifmnaitoe Ta >koHrmoe. [Ipari
Mailke HisIKOi, 3aTe TOpPHUTS 1 TpicKy Oararo. Ock 1el pexucep Tax i
MpaLOBaB — i3 TPbOMA LIMKaMH y raci».[4]

PoGora 3 nBaHamgusTEMa KyTAMHU 30BHI ManoedekTHa, aje mo-
TpeOye BChOTO JKUTTSI, POOOTA HAa MEXKi MAHCTEPHOCTI, CKPOMHICTB 1
LUISIXETHICTh — OCh TakuM 3anummsces O. I KpamoB y mam’siTi THX
JFOZICH, SIKUM JOBEJIOCS MOPSI 3 HUM JKUTH 1 PALIOBATH.

Hwxye HaBoauMO NHIIe NEKiibKa OT0 BHCIOBIIOBaHb, 10 Xa-
PaKTEepPHU3YIOTh PEXHCEPA 1 SIK JIIOAUHY, 1 SIK MUTLS:

— Tanant — 1e cMmaxk, 1e TPoxXH.

— 5] Xouy He HaBUYUTH Bac IPaTH SIKYCh POJb, I XOUy HABYUTH
Bac MiIX0Ly 10 Oy/Ib-SIKOT poJi.

— IHTepec 1o monei, 10 IXHbOro BUHATKOBOTO Ta MOBCSIKAESHHO-
IO JKUTTSl — OCHOBA TBOPYOCTI.

— Ilpodecis akropa myxe cxoka Ha ipodecito Jikaps. [ B Hac, 1 B
HUX 00’€KT TOCIHKEHHS OAWH — JIIONMHA. Pi3HUL JHIIIe B TOMY, 1110
JI0 JTiKapst JIFOAW My Th 3a HOTpeOoto, a MU caMi TIOBUHHI HTH 10 JIFOZIEH.

— XKuTTa — 1e BenMKa aBoChKa, 3 AKoi BUMaJae Bce IpiOHe, a
BEJIMKE, 3HAUHE 3aJTUILIAETHCS.
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— Bucraa mae Oyt nogana, sk KOTjIeTa Ha BOK3alli — y raps-
yomy BUIIsiAl. Hyautu Oyne Bxke Ha HACTYMHIN cTaHMii.

— MornoaicTh MUHaE, a O€30apHICTD 3aTHIIAETHCS.

«Kpaie Henorparu, Hixk neperpartu» [5], — 4acTo MOBTOPIOBAB
Onexcanap Kpamos.

Sxoce, po3OHparoun peneTHlilo B yHiBepcuTeTi, Onekcanmp
['puropoBuu ckazaB crynenty H.: «Y meHe BIoma € Oarapes LieH-
TpaJibHOTO omnaneHHs. Tak ock, BOHA TUIBKM 3TOPH TPOXH TEIUIa, a
HIK4e 30BciM xononHa. Ochk Tak i y Bac: Bce TUIBKH 3BijcH (ITOKa-
3yIOYH Ha POTa), a Aaji (OKa3yloun Ha TPyaH) — BCe XOIogHe» [S].
Tak 00pa3HO BiH OIIIHUB HEJJOCTATHIO EMOIIHHICTh CIICHH.

Big camoro moyarky HaB4aHHSI Becb Kypc yxe OyB 3afistHUN
y MacoBHX CLIEHaX y BHCTaBax Tearpy. 3 1948 poky (3 TpeTboro
Kypcy) bopuc TabapoBcbkuii 1 ABI TpEeTHHHU Kypcy Bke o]imiiHO
npuiHATI Ha podoty. A B 1949 poui Tearpy Oya0 MPUCBOEHO iM s
Onexcannpa Ilymkina. Jlo peui, bopuc MoiicelioBud po3kaszyBaB
MEHI, 1110 KepiBHUK TeaTpy 1 ixHiil marictep Onekcanap Kpamos OyB
3aCMYYEeHUH LMM: BiH MpisAB npo iM’si AHTOHa YexoBa. Aje BUIO-
BHUIIOCS 150-pivus Big HapoauH O. [lymkina. Ock Taka quBHA pa-
JISTHCHKA IMEHOJIOTIA.

Tpeba nobOpe mam’sitaty, mo B 1933 poui GpakTUIHO OXHOYACHO
B TeaTpajbHOMY XapkoBi (skuii Toai OyB croiuueio YPCP) BinOy-
BAIOTHCS AB1 MOMiT, SIKi CyTTEBO BU3HAYMIIN MONANBLIMN PyX. 5 KOB-
THS OyJ10 3BUIBHEHO 3 MOCAAU XyOOKHBOTO KEPiBHUKA 1 TUPEKTOPa
tearpy «bepesinby» Jlecs KypOaca, i Bxke HaCTynmHOTO JHS BEJTHKHHA
pexkucep nuirae Xapkis, a 17 aucronana B XapKoBi BiIKPHUBAETh-
Cs 3 METOIO TIPOTAaraHaAn POCICHKOr0 peasliCTAYHOrO TearpaabHOro
MUCTELTBa HOBOCTBOPEHHI TeaTp POCIHCHKOI ApamMHu, Ha YOI SIKOTO
oymu M. Iletpos 3 Jleninrpany, O. KpamoB 3 MockBH 1 1ody4eHui
xapkiB’sshuH M. CunenbHukoB. Komeris Hapomnoro komicapiary
OCBITH, MPUKMAIOYH TOCTAHOBY PO OpraHizamito B XapKoBi Tearpy
pocilicekoi apamu, migkpecntoBana: «Dopmoro 1 3MicToM poboTH
LeH TeaTp Ma€ CTaTu MepeiOBUM TE€aTpOM PaIsIHCHKOTO MHUCTEITBA
Ha Ykpaini» [1]. bopucy TabapoBcekomy Toai 1mie He Oyno AECATH
POKIB, 1 HaBpsZ YU XTO MITl 3r0JJOM HOMY pO3’SICHUTH, SIK BCE Bil-

— 238 —

11l Yeprawuncoki yumanms

OyBanocs... Toxx mpuxin 10 Tearpy pociiicbkoi JpaMu BHITyCKHUKA-
KpamiBug OyB MIPUPOAHUH 1 3pO3yMITHH.

3 mepuioro Kypcy HaB4aHHSI B XapKiBCbKOMY TeaTpajbHOMY iH-
ctutyTi bopuc TabapoBChKHil yce CBOE JKUTTS MOB’S3aB 3 OJHHM-
enuHuM TearpoM. OIUH 3aMuc y TPYAOBINA KHHKIII.

[lepmmii pa3 BiH BUHMILOB Ha CLEHY TeaTpy BKE B KOBTHiI 46-
ro — y MacoBLi BUCTaBU «3a THX, XTO B Mopi». l1lnsx Monomoro
aKTopa B TeaTpi pinko OyBae JerkuM, ocodnuBo B Ti yacu. J{o Toro x
y’Ke yepes PiK Micisl BUILYCKY Kypcy (HOBHIA BiH HE CTaB HaOUpaTH)
noMupae Buutens i ronoBuuil pexkucep O. I Kpamos. ¥V mepmmx
CE30HaxX PEeXHCEPU B OCHOBHOMY BHKOPHCTOBYIOTH KOMIYHE Japy-
BaHHsI MOJIOAOTO akTopa. boprc MoiliceiioBHY 4aCTEHBKO 31 CMiXOM
3rajlyBaB PO OJHY 3 MEpIIMX IOsB CBOTO MPi3BHIIA B Ta3eTHIH pe-
uensii. Y crarti npo BuctaBy «Jloporoto 6e3cMeptsi», e akTop rpas
Maiike Oe3CIOBECHy pPOJIb HAMCTCHKOTO Harisaada, PELeH3CeHT
MIPUCBSATHB HOMY OIUH PsIOK: «ApTrcTy TabapoBCchKOMY BiAMIHHO
BIAJIOCS BTUTUTH KPETHHI3M».

[lepie cnpasxHe BU3HAHHSI BiOynocs B 1952 poui micist posti Tpo-
XH HE3rpabHOT0, TMBHYBATOTO, aJle TPUHIAIIOBOTO 1 Y€CHOTO MOJIOZIOTO
JKypHaicTa Ha npizBuie [ py3ap y BucTasi «HecnokoiiHa mocaziay.

3a m’araecsaT wWicTh PoKiB Ha cueHi Teatpy imeni O. [lymxi-
Ha bopuc TabapoBcbkuii 3irpas 150 poneil. Ane cam BiH TOBOpUB,
IO Ha OAHIN pyLi BUCTAUUTh NalbLiB, 00 MepepaxyBaTH AIHCHO
Ba)KJIMBI, Jopori i ymo6neni. Hy, Mmoxxe, Ha aBoX pykax. Mu no0pe
mam’sTaeEMo 11l Ha3BH, OCh BOHU: ApTypo Yi, «Kap’epa Aptypo Vi,
sikoi Moro He Oytu» b. Bpexra (pex. C. Jlepman), I'enepan Kon-
ctanTHHOB, « TAPC ynoBHoBakeHuil 3asButi» 3a 0. CemeHOBUM
(pex. O. bapcersn), [Imutpo Muxkonaiiosud, «Tema 3 BapiaiissMny
C. Anpommmna (pex. O. bapcersn), Jleiizep, «[lomunanbua MonuT-
Ba» I Topina (TyT i mani pexxucep O. bapcersn), ConomoH, «Ax-
Top, Koposns i Conomon» 3a I'. T'opinuM i octanns poib — bapkieit
Kynep y Bucrasi i3 cumBoiiuHO0 Ha3Boto «llocTynuces micuem 3a-
BTpalIHbOMY JHIO» B. [lenbmap.

B3araui, tuBnsduch Ha IOBHUHN clIKCOK pojielr TabapoBChKOTO, Po-
3yMiell, SIK Majioe(eKTHBHO BHKOPHUCTOBYBABCS TeaTpOM L€ BUAAT-
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HHI TaNaHT BENMYE3HOTo MaciTaly. Ajie BiH yCe )KUTTS JOTPUMYBAaBCSI
CBOTO NpaBmiia: «Bi »KOAHUX poIei He BiAMOBIIATHCS 1 KOITHHUX poJier
He MpocuThy». [opyImB e MpaBIIo JIMIIE OAWH Pa3: HAIPOCHBCS HA
pois y BHCTaBi «/lepeBa momuparoth crosum». Jlyxke xoTijocs oMy
MIONPALIIOBATH 3 JIereHaapHiM Jleonizom BapnaxoBchkum, yuHeM 1 co-
paraukoM Meiiepxonbaa. b. TabapoBcbkuii OTpUMaB TOJI €Mi300MYHY
posib MuciuBLst — i OyB y 3aXBaTi BiJ] pENETHIIIHOTO MPOLIECY.

Toxi B TeaTpax Oyna po3MOBCIOKEHA TaKa MPAaKTUKA: MOJIOAOTO
aKTopa, SKUH MIOHHO MOTPANUB A0 TPYIH TeaTpy, NPUKPIILISUIN 10
JTIOCBIUYEHOTO MACTpa, 11100 BiH IOIIOMOTaB, OIIKYBaBCsl, CTEXKUB 32
npoMaxamu i ycmixamu nebroranta. Taxum «medom» y b. M. Ta-
0apOBCHKOTO JEsIKM yac OyB OJNMCKY4YHil aKTOp 1 OAWMH 3 Kpalux
MearoriB HaIOro TeaTpaibHoro Buiry SkiB [puropoBud AsimMoB
(16.12.1906-1971 pp.). Bin naB bopucy MoiiceiioBuuy ABi mopany,
SKHM TOH CIigyBaB Bce cBo€ kHTTs. [lopana nepma: «Poxp — mnaid-
HO, a TH 3po6H 3 Hel mykepKy». Jpyra: «Mmxyun 1o xaGinery kepi-
HUITBA (3 TPOXaHHIMH YH OCOOIMBO — 3 BUMOTaMHM), TH MOBUHEH
3HATH, [0 POOUTHUMEIII, SKIIO TOOI BIAMOBISTE [1].

SKoro 6 MaNeHbKOIO 1 Ha MepLIMi MO HEBUPA3HOIO He Oyna
pounb, boprc MoiicelioBud 000B’SI3KOBO 3HAXOMB Y Hil «3€PHSATKOY,
POI3UHKY, IIOCh 0coOnuBe 1 1ikaBe. Och IO BiH caM MUCaB B OHIH
JIABHIM cTarTi: «... B kumeni y tebe HOBa poib. | TH po3MoOBIseELL,
icu, igem Ha poOOTY, a JyMKH 3aliHSATI TUIBKU HEIO, POJUTIO. YBeuepi
BUI3HA BHCTaBa B MAJICHHKOMY pailOHHOMY KiyOi, Tpeba 1Bi 3 moJjo-
BUHOIO TOJIMHU TPSICTUCS B aBTOOYCIi, 1 JOMOMY MOBEpPTAELICS MTi3HO
BHOYI, @ poOOUMii IeHb 1Ie HEe 3aKiHYMBCS: TH IIPOJOBXKYEII TyMaTH
PO HBOTO, TIPO HOBOTO CBOTO TEPOl, I1I€ TAKOTO AaJIEKOT0 1 Maiike He-
3Hailomoro... Tpeba mock npuaymaTy, Tpeda 3HAUTH pillIeHHS, sIKe
B/IMXHE HUTTS B LIIO I1I€ MEPTBY CHOTO/IHI CLIEHY, PO3LBITUTH ii BCiMa
OapBamu, 3pOOHTH JIETKOIO, IPUPOAHOIO, ICKPUCTOIO, 1 TBiM Tmepco-
HaK 3aTOBOPUTH HAPEILTI TUILKK HOMY BIACTHBUM TOJIOCOM...» [3].

«AKTOp IOBUHEH MaTH BEJIMUYE3HHH 3arac CIOCTepPeKeHb 1 Bpa-
JKEeHb, sIKi cITig Oe3repepBHO NOMOBHIOBATH 1 30aradyBaru. Jle x y3s-
TH 110 HEBUYEPIIHY KJIAJOBY, B SIKil Taki pi3Hi JIOH, 3 PI3HUX €MOX,
3 HECXO)KUM CTaBJICHHSIM 110 Bchoro. Llg knmamoBa — came KHUTTS, i
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aKTOp MYCHUTb MOCTiiiHO BOUpaTH B ce0e Bce, 110 HOro 0TOUYE, a 1o-
TiM 30epirati ue y cBoiil gymr ta Mo3Ky..» [3].

Bararo necstunite bopuc TabapoBcekuii OyB ymroOneHIeM
xapkiB’sH. Y Teatp xommu «Ha TaGapoBchkoroy. Moro aBroputer
cepen koser OyB Bennue3Huid. Kputrka He cKynuiacs Ha 3aXOIJIeHi
BIATYKH PO HOTO pPOJli, HAaBiTh TOMi, KOJU caMi BUCTaBH OyiaH He-
BIANMMH. J{03BOJIBTE CTHCIIO MPOLUTYBATH JACKIIbKA.

«Cepen TpanziB, denpamapiuanis, kKopugeiB, BeTepaHiB Xap-
KiBcbkoi cuenn bopuc TabapoBcbkuil 3aiiMae CBOIO Hillly — Hilly
1HTeJIeKTyasa, Ha SKy B Oro mpHCyTHOCTI HiXTO He mocsiras. [Ipak-
TUYHO Yy BCiX POJIsiX BiH OyB BHILUM i OibIlie TOTO, IO HAMHCAHO
JIpamMaryprom i mpuayMaHoO PEKUCEPOM, aKe IPaB BCSIKE.

e onuH i3 MetoniB TabapoBCHKOTO — MiBTOH, HIOAHC, POOO-
Ta Ha MUTTEBOCTI, KOJIM HAITONOBHIIIE BiH BIJKPUBAE HAM Ha MHTH,
ajyie caMe MHUTh 1 3amaM’SITOBYEMO, OCKUIBKH JOBKHHA MPUTYIUISIE
yBary. A TyT MM BpakeHi i Temep LIyKaTMMeMo MobadeHe B coOi,
00 pPO3MISHYTH Kpallle — YM TaKUH s IMIap, Y TaKUi S HeT1IHUK.
3naTHICTh 3HEBayKaTH HaM JAYIIY 1 PO3yM OIHOYACHO BianutihoBaHa
UM aKTOPOM YHiKaJIbHO» [2], — Bin3HauaB Apkaniii dinatos.

«BiH yxe 1aBHO cTaB Jerenao Xapkosa, Tearpy imeni O. [Tym-
kiHa. Konmu BiH BUXOAWTH Ha CLEHY — YM Y TOJOBHIH PO, 4u B
emi3o/i — Bce Ha Hili HEBIOBUMO 3MiHIOETECS. Moro Temnory, mpu-
HAJIHICTh, MOUYYTTSA TyMOpy Mybiika BimdyBae MHUTTE€BO. Koro ro-
JI0C — Haue 31 CTapOBUHHOI rpaMOo(OHHOI IIaTiBKH, 31aTHUH HaAaTH
OnHcKy Oyab-sIKOMY TEKCTYy — HaBiTh IOMEpPJIOMY, HaBiTh MEPTBOHA-
POMKEHOMY; MOT0 BMiHHS 3 TOYHO BiZiOpaHMX MOAPOOHUIL CTBOPIO-
BaTW MEPCOHaXi BOIHOYAC 1 MOOYTOBI, 1 TeaTpaibHO (haHTACTHYHI;
fioro oco0mnuBa JIt00OB /10 CIIOBA, 3a SKOIO BiAUYBAETHCS IIMOOKA I0-
1I1aHa 10 cBO€i mpodecii — Bce 11e iCTOTHO BUPi3HSE HOro Ha CIeHi
i IpUMYILIy€ 3ragyBaTd PO MUCTETBO MPEKPACHUX aKTOPiB MUHY-
aoroy [1], — Tak akropa xapakrepu3ye IOmist CucoceBa (Koposina).

«[ns Beix, xro 3Hae b. TabapoBcbkoro, BiH OyB i 3aMHUIIA€Th-
Csl €TaJIOHOM JIFOJICHKOT Ta MPOodeciiftHOl TiTHOCTI. Y MOJONOCTI BiH
CHpUIHSB Bi CBOIX BUMTEINIB 1 BBIOpaB y cebe HalKpaili Tpaauiii
BITUM3HAHOI aKTOPCHKOT KoK, Moro TBopua 3pinicTs mpunaa Ha
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Ti POKH 1 JAECATHIITTS, KOJIU 3 Tearpy, SKUH HOro BHXOBaB, HE3Ba-
KAarouM Ha OKpeMi y[adi, HeyXWJIbHO HIIOB AyX CIIPAaBXKHBOTO XY-
JOKHBOTO TIOIIYKY. Ajie TaGapoBChKUH, KUK MIr O IPUKPACUTH
CBOEIO MPHUCYTHICTIO OyAb-SIKY CTOTUYHY CLIEHY, 3aJIMIINBCS BIpHUM
CBOEMY MICTy Ta TeaTpy. s akTopa — 1ie Tparidyda Ta BUCOKa J0-
ns1. TaGapoBChKUIT HEMOOTPUMAB THX MOYECTeH 1 MaciuTadiB Momy-
JSIPHOCTI, Ha SKi Mir OM IO MpaBy PO3paxoByBaTH, IKOM CKJIAIOCs
BCe iHaKe. Ane BiH BiIOyBCS LIJIKOM, BUKOHABLIM BEJIHKY MiCilO
30epekeHHS BOTHIO y piAHOMY BOTHHUIII. TabapoBchkuil He Te M100
BU3HAYaB, — Hi, AJS LBOro, MadyTh, Tpeba OyTH XyZOKHIM KepiB-
HUKOM Tearpy, — aje BiH, IpUHaiMHi, 3aJaBaB CBOIM NMPHKIATOM
TOW PiBEHb aKTOPCHKOTO 1HTEJIEKTY Ta CLHEHIYHOI KyJIBTYPH, A0 SKO-
ro B Mipy CHJI TAMIKCS HOro Koseru. BiH — ocTaHHil y OnucKydiit
HU3L1 9yJOBUX aKTOPiB XapKiBChKOT POCIHCHKOT ClIeHn XX CTOMITTSL.
Bin — ocranHiii, yust mosiBa y Oyab-sIKidl posti MsAadi 3ycTpidain
oruieckamuy [3], — roBopuB €Brewiii PycaOpos.

Bopuc TabapoBchkuii MaB eauHUI 10CBix poboTH B KiHO. Lle
Oyna ponb kamitana be3syOuesa y crpiuni pexxucepa Bixropa Tpe-
ryooBnua «Ha BiiiHi sik Ha BiitHI». [IpoOyBaB cebe B pexxucypi —
MOCTAaBUB y PiAHOMY TeaTpi AEKibKa Becenux BUCTaB. bararo
MpaIIoBaB SIK aKTOp 1 peKHcep Ha XapKiBCbKOMY TeneOaueHHi. BiB
TearpagbHHUN TYPTOK, BUCTYIIAB Y KOHLIEPTaX.

Bin HiKOIM He alKyBaB, IO HOTO akTOpChKa OIS Moria O
ckiactucs iHakme. He skaniB, o He 3100yB MacoBOi MOMYJSPHOCTI
1 He HOXKUB HisIKHX CTaTKiB. | 10 cebe cTaBUBCS JyXe NPUIUPIUBO
it ctpumano. CyMyBaB 3 IPUBOAY BIICYTHOCTI LIKaBOI pexuCypH. Y
KiHII KUTTS ToBopHB: «I'paTh s Bxke HarpaBcs. MeHi 3apa3 LikaBo
HE CKUIbKH I'PaTH, CKIIbKU peneTupysati» [5].

€nune, npo mo bopuc MoticelioBuy JifICHO KallKyBaB, — II€
npo Te, IO BiH HE peanizyBaBcs K meaaror. Bin 6arato yomy mir
Ou HaBUMTH MallOyTHIX akTopiB. Y 70-X y HbOTO OYIIO TPU CEMECTPH
poboTH Ha Kadenpi Tearpy JSUIBOK, SIKi 3aJIMIIUIN 0 co0i 3aKkoxa-
HICTb CTYICHTIB, aje 1e OyB Majuii Ta He3HAYHUHN MEePiof.

Onny ynrobieHy ponb bopuca MoticeiioBuya X04eMO CbOTOTHI
3rajaTv 0coOJIMBO, 13 3p0o3yMUTNX NpuuuH. OCh 10 MHCaB KPUTHK
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Banepiii Aiizenmranr: «Aprypo Yi, B mOcCTaTi SKOTO JIETKO Bra-
nyerbess Anonbgd I'itiep, i mocrae y Buxonanuni b. Tabaposcko-
ro BTUICHHSM MOCEPETHOCTI, TAaKUM €00l €TaTOHOM HiK4eMHOCTI.
JKamiorimauii, Bechb SIKMHCh TOM’SITHH, TPEMTSUUH BiA CTpaxy B
MEepUINX KapTHHAX, BiH HaxaOHi€ 3 KOKHOIO BIA4Yer0, HIOM KOXKHUH
HOBMH 3J7I0YMH MiJHIMa€e HOro y BIACHHMX odaxX. 3pOOHBIIM IOJi-
THUYHOIO 30pPOEI0 KIIMKYILIECTBO 1 iCTepito, AeMarorito i maHrax, Yi
TUM 1 BUIUIAETbCA CEPed CBOIX, HA MEPLIMHA MOMISI 3HAYHO CHIIb-
HIIIMX COpaTHHKIB, IO MixHIMae iX po36iii go "igeonorii”. Cepen
yOUBIIb — BiH YOMBIIS-TIOJIITUK, CEpEell MOIOHKIB 1 MPOMIUCBITIB
BiH — mpoiiaucsiT 3 "¢inocodiero”. b. TadbapoBckuii rpae "drope-
pa” TaJaHOBHTO i 3710, B TOCTPOMY MaJIIOHKY, 3 OararbMa panToBHU-
MH i BIYYHHMH CaTHPHYHHUMH feTansmu. Horo Vi To Hamaraetses
CTpUMATH KOJIiHa, 10 3paJjIMBO APHKaTh, TO 3aXOIJICHO MOB3A€E 110
KapTi, BUHOIIYIOYH IJIAHW HOBUX TpalekiB, TO PETEILHO IOBTOPIOE
"BeNnuYH1” JKECTHU 1 MO3HU, TO 3HECUICHO, HEMOB MEXaHIYHA JISUIbKA,
B SIKifl CKiHUMBCS 3aBOJ, 3ILYJIIOETHCS MICIsI YEProBOi iCTEpUUIHOI
IIPOMOBH, 3aBKIH 1 B YCHOMY JIMIIAIOUYUCH KOMiHYaHUM HiKUYEMOIO,
OanmaraHHUM QIirIspoM Ha apeHi icropii» [6].

VY o poboty bopuc MolicelioBrd BKJIaB yCIO CBOIO HEHABUCTD,
3HEBary i Mpe3upcTBO 10 AECIOTIl 1 TUpaHil B OyAb-SKOMY MpOSBI.
Bin nenaBuniB tortanmitapuuii pexxum. Henasunis KIIPC 1 K/b.
3HeBakaB JIMIIEMIPHUX KOMYHICTiB-Kap €pUCTIB 1 cTyKauiB. SKoCh 5
3amuTaB Horo, Koy HoMmy ctaio Bce 3po3ymisio npo Cranina. Bigno-
BiB 0e3 may3u: «Ha ¢ponTi». CTpamino nepexuBas, KON paasHCBKI
TaHKHM BTOprHcs B YexocnoBauunHy. BBaxkaB ranb0010 Teatpy mo-
CTaHOBKY KOH IOHKTYPHOTO CIEKTaKII0 «A(QraHCBKUH pernopTax»
3a TBopoM [IpoxaHoBa. Bin He OyB 3amisHuil y Tiil BUCTaBi — i HE
OyB Ou 3aaisHuil 3a >xonHux o0ctaBuH. | bopuc MoticeiioBuu onpa-
3y BKpail HECXBaJIbHO CIIPUIHSB MOSIBY Ha 1MOCa/li Mpe3uaeHTa pocii
IUTIOTaBoOro Kagebicra. Mu nobpe mam’sTaemMo, ik MyIpui cTapuit
apTHCT cKka3aB KareropuuHo: «He mae Buxomeus 3 K/Ib kepyBaru
KpaiHoto, 100pa He Oyze BiJ 1boro» [5]. AKTOp Bennue3HOro oona-
pyBanss, bopuc TabapoBcbkuii OyB JTIOTMHOIO CBOTO yacy. B ymoBax
KOJIOHIaJIbHOI aHTHYKPaiHChKOI MOJITUKK 3pOCIHIICHHS XapKoBa,
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SKY TOCIIIZIOBHO NPOBOAMIa MOCKBa, IPOTATOM MaiiiKe IiCTASCITH
pokiB 3aBisiku bopucy TabapoBchbKoMy XapKiB’sHU CTaBalId PO3yM-
HIIIUMH, TIMOIIMMH, Yy TJIMBIIIMMH 1 TPOXH LIACTHBIIINMH.

Kurresnii nusix bopuca TabapoBchKoro Mu 6 OKpecIuin Tpbo-
Ma CJIOBAMH: YE€CHICTb, T1HICTh 1 TAJaHT.

I'patu craBano 3 BikoM yce Baxkde. OCTaHHS pONb — CTapui
Bapk Kynep y Bucrasi 3 kpacHoMoBHOIO Ha3Boto «Iloctymucs mic-
1EeM 3aBTpalIHbOMY JIHIO». [1]o 32 HEHMOBIpHO-IPOHUBIUBHH 1 3BO-
pYUUTHBHIA OyB iXHiH AyeT 3 0araTopivHOI0 MapTHEPKOIO 1 MOAPYTOIO,
Ommckyuoro Autoninoro IBaniBHOIO Mockanenko! I Toii ixHili Teatp
3aKiH1yBaBCsl, HILIOB y BIYHICTh — SIK TOTSIT, 110 3a0MpaB HAa3aBKIU
Bbapka Kymnepa.

310poB’st apTHCTa ciadano, CUiIy Jumany. Bin cuipHO mepe-
HimaBcs 1 roBopuB: «3i clieHn Tpeba itn BuacHo. Kpaiue miti Ha pik
pasilie, HiX Ha I’ ITh XBWIHH Mi3Hime» [5]. Pimmenns nonpomarucs
31 CIICHOIO Jjaniocs He MPOCTO, ajle BiH HOro MPHUHHSAB Ta HATPUKIHLI
2002 poKy 3alMIIMB PiIHUHA Tearp 1 HA TOH MOMEHT YOTHPH YIIIO-
Oneni poxi. be3 tearpy myxe cymyBaB. Mu mpugymanu idomy 3a-
HSTTS — YINPOCHJIH 3allMCcaTy Ha mamip HOro Beceli yCHI po3noBii
npo cTapuii Tearp i akTopiB. Bin 3axonuBcs — 1 Tak 3’ siBusucs «Jli-
PHKO-ipOHIYHI HOTAaTKM», a TOTiM «Herepoiuni cmoraau npo BiHy».

Hanpukinni «Hotarok» BiH 3aJIMIINB CIIOBA: «5] HABMUCHO HiYO-
T0 He MUIy Mpo cebe — 3 Hali€ro, IO e 3pOOUTH KOJHMCH XTOCh [4].

SIKoCh TOCTaBUB OCTaHHIO KpankKy B pykomuci «CrorafiB» — i
ckazaB: «Bcé. UCCAK Ocunosuu JlyHaesckuit» [4]. | HeBmoB3i, 29
BepecHs 2004 poky, panToBo BiIiMIIOB y 3acBiTH Ha § 1-My poli KUTTSL.

HesBakatoun Ha Te, IO aKTOPCBKi 3M00YTKH Ay)K€ IIBHUIKO
CTalOTh MPEIMETOM 3aI[IKaBJICHOCTI JIUIIE KYIKH CIEIaliCTiB, 10
CBOTOJIHI MU pilnyde, OE3KOMIPOMICHO i OCTaTOYHO M030aBIsSEMO-
cs1 IMIepChKO-KOJIOHIaIbHOT 3aJIe)KHOCTI, 30KpeMa, 1 BiJl pOCIHChKOT
KyJIBTYPH, MU TIEPEKOHaHi, 1110 apTuct bopuc TabapoBchkuii 3aBx a1
3aliMaTUMe CBO€ OCOONMBE M MOYEeCHE Miclle cepel] HalBH3HAYHi-
IIMX BUIYCKHUKIB YHiBepcuteTy KoTispeBcbkoro, Haisckpasi-
HIMX TPEACTAaBHHUKIB XapKiBCbKOI TeaTpajbHOI MIKOJIM 1 BHIATHHX
XapKiB’sH.
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Thor Ladenko
teacher at the Acting Department and Drama Theater Directing
at Kharkiv I. P. Kotlyarevsky National University of Arts

BORYS TABAROVSKY: THE ARTIST

Keywords: actor, theater, roles, plays, directing, pedagogy,
master, talent

The article is dedicated to Borys Tabarovskyi (December 5,
1923, Kharkiv — September 29, 2004, Kharkiv) — an outstand-
ing Kharkiv artist, People’s Artist of Ukraine (1982), a graduate of
the Kharkiv National University of Arts (1946-1950, course leader
0. Kramov — an actor, director, teacher, People’s Artist of Ukraine),
the leading actor of the Kharkiv Pushkin Academic Russian Drama
Theater (1946-2002, now the Kharkiv Academic Drama Theater)
and on the occasion of the 100th anniversary of the Master of the
Stage’s birthday.

Borys Tabarovsky was born on December 5, 1923 in Kharkiv.
He studied at school and worked in the theater studio of Oleksiy
Glagolin at the House of Scientists. He was evacuated during the
Second World War to Siberia, from there he was mobilized into the
army. He was a secret service agent at the front, was wounded twice
and was awarded two medals “For Courage”. After demobiliza-
tion in 1946, he joined the Kharkiv Theater Institute (now Kharkiv
L. P. Kotlyarevsky National University of Arts).
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Since 1948, he was enrolled in the staff of the Kharkiv Rus-
sian Drama Theater (since 1949 — named after O. Pushkin,
now — Kharkiv Academic Drama Theater), worked there until
2002. B. Tabarovsky was a leading actor of the theater and a fa-
vorite of Kharkiv theatergoers for several decades. Several genera-
tions of Kharkiv audience went to the Russian drama theater “on
Tabarovsky”, they were meeting and accompanying the actor’s
appearance on the stage with applause. Theater critics always en-
thusiastically responded to the work of B. Tabarovskyi, even when
the performance was unsuccessful. He played 150 roles. Among
them: Arturo Ui (“The Resistible Rise of Arturo Ui” by B. Brecht),
Dmytro Mykolayovych (“Theme with variations” by S. Alyoshin),
General Konstantinov (“TASS is authorized to declare” by Y. Se-
menov), Gaev (“Cherry Orchard” by A. Chekhov), Leiser Wolf
(“Funeral Prayer” by H. Horin), Solomon (“The Actor, King and
Solomon” by H. Horin), Barclay Cooper (“Make way to tomorrow’
by V. IDelmar).

In 1972-1974 he taught at the Department of Drama Theater
Directing and Puppet Theater Department of the Kharkiv 1. P. Kot-
lyarevsky National University of Arts. Borys Tabarovsky had an
important influence on the formation of the creative personality of
the author of the article and the formation of the independent “The-
ater 19” founded by him. The article traces the author’s creative and
professional admiration for the figure of the Master. 1. Ladenko, as
the director of “Theatre 19” and the teacher of the Acting Depart-
ment and Drama Theater Directing, considers B. Tabarovsky to be
his most important teacher and friend, which influenced his entire
subsequent creative life.

B. Tabarovsky died on September 29, 2004 in Kharkiv, buried
on the Alley of Honor of the 2nd Kharkiv City Cemetery.

)
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Ha8cmea XapKiecbKo2o HAYIOHANILHORO VHIGepcumemy

mucmeyme imeni 1. I1. Komnsapegcvkozo
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JHHACTIA PYCABPOBHX-30/I0TOBHI[bKOI
YMY3ZUYHO-TEATPAJIBHOMY KUTTI XAPKOBA

Kurouosi ciioBa: Xapriscoka Oepoicasna koncepsamopis, Xapkis-
cbKull HayionaneHutl ynigepcumem mucmeymse imeni 1. I1. Komaapeg-
CbKO20, BUWA MUCMEYbKA KO, MY3UYHO-Meampanibha OUHACMIL,
Teooop Pycabpos, Ipma 3onomosuyvia, €seeniti Pycabpos.

[Ipeamerom mocmipkeHHA y Wil myOmikauii € My3u4yHO-Tea-
TpajibHa Ta TMeAaroriyHa IuHacTisi PycaOpoBHx-3010TOBHLBKOI,
YHii BHECOK Y MUCTELIBKY I1€Iaroriky Ta pO3BUTOK CLIEHIYHOTO MHC-
TeuTBa XapKoBa i YKpaiHU € BATOMUM.

3acHoBHuk guHactii — Teomop MoiiceiioBuu Pycabpos
(1930 p.H.) — nBiYl BUIMYCKHUK XapKiBCbKOI AEp:KaBHOI KOHCEp-
Baropii (y 1953 — sk ckpumnanb, y 1958 — sik xamepHuU#l criBak).
3 XapakTepUCTUKH, JAHOI CTYJEHTOBI OpPKECTPOBOTO (haxynbTe-
Ty 3aBilyBaueM Kadeapu OpKECTPOBOTo (akyasTeTy mpodecopom
1. B. JloOp>kuHIIeM, BiIOMO, IIO: «BiH BOJIOJIE BiIMIHHUMH CKPHII-
KOBHMH JaHHMH. MOro rpa BimpisHA€ThCS H0GPOI0 iHTOHALI€IO,
BEJIMKMM 3BYKOM Ta My3uuHicTIO» [5]. Y XapkiBcbkoMmy TeaTpi
MY3HYHOI Komenil pakTypHHi MONIOAHiA CriBak 3pOOHB penepryap
3 TOJIOBHUX NapTiii B MOHAJ NECATKY OMNEpeT i My3HYHHX KOMEIii.
T. PycaOpoB OyB BUHATKOBO CHHTETUYHHUM apTHCTOM. 30Kpema, y
noctanosui yuns JI. KypOaca JI. [Bamrytuua «l{urancbke KoXaHHsD»
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@. Jlerapa BiH cHiBaB MapTil0 TOJIOBHOTO Ireposi i akoMIIaHyBaB co0i
Ha ckpurii. [Ipo BokanbHi Ta akTOpChKi 31i0HO0CTI comicta B. bibik
nucas: «Hecraua MalCTepHOCTI CIIOKYTYETbCS YapiBIUBICTIO MO-
JIOAOCTI, MHUPICTIO MO4yTTiB. HeBenukuii, ajiie mpueMHOTO TeMOpy
ronoc akropa jayHae cBixo» [1]. Bix 1960 poky T. Pycabpos OyB
3HAaHUM COJIICTOM BiIOMUX NPOBIHLIHHUX My3uuHuX Tearpis CPCP.

[epmoro apyxunoto T. Pycabposa crana Ipma @pymina, 3a npis-
BUILIEM JIPYTOro 4oJIOBiKa — 30JI0TOBHLBKA. SIK BUIIYCKHUI iCTO-
PHKO-TEOpEeTHUHOTO (haKynbTeTy XapKiBcbkoi koHcepBaTopii (1955),
BOHa mpopoBxkyBaia mkoidy M. Tima. ¥V 1970-1990 pp. — oxHna 3
BIZIOMHX YKpaiHCHKHX MY3HKO3HABHIb Ta MENATrOTiB BUIIOT LIKOJIH.
Cdeporo HaykoBux intepecis I. 3omoToBuubKoi Oynu: Teopis Ta ic-
TOpist My3uuHHX (popm, nomidoHnis, cydacHa cumpoHiuHa My3uKa (y
1973 poui Hero Oyno 3aXHIIEHO KaHAUIATCHKY AUCEPTAIiI0 Ha TEMY
«/[lesixki ocoOnmuBOCTI TeMaTH3My ApaMaTH4HUX CHUM(QOHIH yKpaiH-
CBKUX PaIsIHCBKUX KOMIO3UTOPiB»). Sk mpodecop i aekan (1981)
MY3HMKO3HABYOTO, KOMIIO3UTOPCHKOTO Ta (POpTemiaHHOTO (aKyabTe-
TiB XapKiBCHKOTO IHCTHTYTY MHCTELTB BHXOBaja I[iJie MOKOJIIHHS
¢axiBUiB 3 My3uuHoro mucteursa. Cepel BUAATHUX BHUITYCKHHUKIB
1. 3onoToBuIEKOT — nOKTOPH Hayk, mpodecopu O. Kozak i H. 3a60-
noTHa. Y MoHOrpadiuHOMy Hapuci mpo Kopudest XapKiBCbKOI KOM-
no3utopcbkoi mkonu [1. KiiebanoBa My3uKo3HaBHIISI HATOJIONIYBaJIa
Ha «HEBHUYEPIHIN HACHA31 10 Mi3HAHHS, MParHeHHi 40 CaMOBIOCKO-
HAJICHHS, TOBAPUCHKOCTI, ITUPOTi 1 0araTOMaHITHOCTI SIK YKUTTEBHUX,
TaK 1 XyJOKHIX IHTePECiB Ta MOTIAIIBY [2, . 5].

Hanmcane My3MKo3HAaBHIICIO MOYKHA BiTHECTH 1 10 HEl camoi Ta
10 i chHa, BiIOMOTO YKpaiHCHKOTO TeaTpo3HaBlst €BreHis Pycadpo-
Ba (1955-2013), crapumoro Bukjiagada Kadeapu TeaTpo3HABCTBA,
B.O. JIOLIEHTA, 3aBijyBaya Kadeapu MaHCTEpPHOCTI akTopa i peu-
cypu Tearpy animariii (2004-2012) XHYM imesi 1. I1. Kotspes-
cbKoro, wiena npasiinasg XMO HCT/LY. 3aBepiuBiiy HaBUaHHS Ha
kagenpi TearpozHaBcTBa [HcTHTYTY MucTenTB (1982), GpopmansHO
€. PycabOpoB OyB yuHeM mpodecopiB, KaHIUAATIB MUCTEIITBO3HAB-
ctBa A. IlnernpoBa, H. JlorsunoBoi, A. [opOeHKa. YTiM Tepiior
MOJEJUTIO Tearpy Ul HbOTO cTana XapKiBCbKa My3KOMe[Iisl, CHHTe-
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TUYHI BUCTABH 1 3aJIalITYHKOBUH CBIT AKOi BiH 1M00A4YMB I 3MAJIKY,
a QpyHIaMeHTaIbHHUN BIUIMB Ha 3al[iKaBJICHICTh CTAHOBICHHS MUCTE-
LTBO3HABUOTO Moyepky €. PycabpoBa MaB HayKOBHI Ta KPUTUYHUH
J0poOOK Matepi (HEBUIAIKOBO OJHUM 3 OCHOBHHX mpeameTiB 1. 3o-
JIOTOBUIIBKOT Oyna « My3uuHa KpUTHKa, a B IEPETiKy il myOmiKawii €
i perieHsii Ha My3u4Hi BUCTaBH). Sk nocnigauk Tearpy €. Pycabpos
OyB cHpsIMOBaHMII Ha HEBTOMHY CaMOOCBITY, BOMparouu B cebe 10-
CBi HayKOBHX IIKiN He e Ykpainu, CPCP, ane it eBponeiicbkux
(X. FOpkoBchkuii, M. Bamikens) ta amepukancbkux (®. [Ipocuen)
JociigHuKiB. Sk HaykoBenb €. PycaOpoB TsDKiB A0 iHTErpaTUBHO-
r'0 TeaTpOo3HABCTBA, Y KOKHIN MyOiiKalii JeMOHCTPYIOYH 31aTHICTh
KYJBTYPOJIOTTYHO-CTEPEOCKOMYHOT0 OaueHHs SIBUIL TeaTpajbHOTO
nporecy. Tak, BIpaBHO BIaBaBCs 0 aHAJOTiH 3 MY3HKO3HABUOIO
tepminomnoriero («Tunonorist Tearpy msaabok») [4, c. 28]; 3amyyas
npuKiIagy 3 ictopii Mymprurunikamii («Hac Hammx CroAiBaHb»)
[4, c. 159], nns aprymenTauii cneuudiky TeaTpy JIsUTbOK-aBTOMATiB
(«Tearp nanbOK-aBTOMATIB SIK KYJIBTYPOJIOTiUHA MOJENbY) IIUTYBaB
npuponosnasus XVII cronitrs . Tospi [4, c. 67].

Koncraryemo, 1o CBiZIOMO BiJIMOBHUBIIKCH BiJi IHCTPYMEHTIB
PaIsSHCBKOTO «COILI0JIOTIYHOr0» TeaTpo3HaBCcTBa, €. Pycabpos cun-
Te3yBaB aKTyalbHi BITYM3HSHI Ta CBITOBI METOJM MHCTELTBO3HAB-
CTBa 1 3aKJIaB BJACHY LIKOJIy aHali3y BUCTAB Tearpy JisuboK. OauH
3 yuHiB €. Pycabpoga, O. llIens (KuiB), Tak chopmynroas chepy
fioro inTepeci y Tearpi: «oro BaGUB TeaTp CHMMBOJIUHMIL, alero-
pUuHMiA, MeTaQOpUIHNH, KOHIIEHTPOBAHUI TeaTp, y SIKOMY Ha mep-
MK TUIaH BUXOAMJIM 1 TOMiHYBalIM Pi3HOMAHITHI XYyIOXHi TPOITH.
[neanbHUM 3pa3KoM Takoro Tearpy OyB i € Tearp aHiMarii» [6, c. 16].

€. PycabpoB OyB TeaTrpo3HaBIIeM, KW, CIiAYHO4H JIOTII 3a-
CHOBHHKa L€l ramy3i 3Hanp B €8poni M. ['eppmanna, peanizoByBas
CBill JIGKTOPCHKO-OPATOPCHKHI XHCT 1 aKaJeMiuHi 3HAHHS KOMIUIEK-
CHO: SIK JIEKTOP YHIBEPCUTETY, SIK €KCIIepT (ecTHUBAIIiB, SIK aBTOP
YHCJICHHUX cTaTell y QaxoBux 30ipKax, a TAKOK aBTOP KPUTHUYHHX
nyonikauii. Cepen yuniB €. PycaOpoBa, siki BceGiuHO peani3yloTh
cebe y podecii choroHi: apT-MeHemKepku M. 3aiuenko, B. Ckiisi-
poBa, tearpanbHi xypHamictd M. Ilpeso i1 FO. IlIBeus, aBTOpKa
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MoHorpadiii, KaHIUIaTKa MUCTEITBO3HABCTBA, JolieHTKa XHYM
imeni L. I1. Kornsipeserkoro HO. Hlykina Ta iH.
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sical and theatrical family, Theodor Rusabrov, Irma Zolotovytska,
Yevhenii Rusabrov.

The subject of research in this article is the Rusabrov-Zoloto-
vytska family, the activities of whose members were closely con-
nected with the music, theatre and art pedagogy life of Kharkiv and
whose contributions to art pedagogy and the development of the
performing arts in Kharkiv and Ukraine were significant.

The founder of the family — Theodor Moiseievych Rusabrov (b.
1930) — is twice a graduate of Kharkiv State Conservatory of Music
(in 1953 as a violinist and in 1958 as a chamber singer). From the
character reference letter for the student of the Orchestral Faculty
written by Professor Illia V. Dobrzynets, the head of a Department of
the Orchestral Faculty, it is known that: “He has excellent violin abil-
ities. His playing is distinguished by good intonation, great sound
and musicality” [5]. At Kharkiv Theatre of Musical Comedy, the tex-
tured young singer made a repertoire of the main roles of more than
a dozen operettas and musical comedies. Theodor Rusabrov was an
exclusively synthetic artist. In particular, in the production of “Gyp-
sy Love” by Franz Lehar, staged by Oleksandr Ivashutych, a disciple
of Oleksandr-Zenon (Les) Kurbas, he sang the part of the main char-
acter and accompanied himself on the violin. Professor Valentyn S.
Bibik wrote about the vocal and acting abilities of the soloist the fol-
lowing: “The lack of skill is redeemed by the charm of youth and sin-
cerity of feelings. Small but pleasant timbre, the actor’s voice sounds
fresh” [1]. Since 1960, Theodor Rusabrov has been a well-known
soloist of famous provincial musical theatres of the USSR.

Theodor Rusabrov’s first wife was Irma Frumina, later Zoloto-
vytska after her second husband’s last name. As a graduate of the
Historical and Theoretical Faculty of Kharkiv Conservatory of Mu-
sic (1955), she was a successor of the school of Mykhailo D. Ti-
etz. In 1970-1990 she was known as one of the famous Ukrainian
musicologists and higher education lecturers. Her area of special
research interests included the theory and history of musical forms,
polyphony, and modern symphonic music. In 1973 she defended
her Cand. Sci. dissertation entitled “Some features of the thematic
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invention in dramatic symphonies of Ukrainian Soviet composers”.
As a professor and the dean (1981) of the Musicology, Composition
and Piano Faculties of Kharkiv Institute of Arts, she trained an entire
generation of experts in musical art. Professors Oleksandra Kozak
and Natalia Zabolotna are among the outstanding disciples of Irma
Zolotovytska. In her monographic essay about Dmytro Klebanov,
the luminary of the Kharkiv school of composition, the musicologist
emphasized on his “inexhaustible inspiration for knowledge, the de-
sire for self-improvement, sociability, breadth and diversity of both
life and artistic interests and views” [2, p. 5].

What the musicologist wrote can be attributed to both herself
and her son, Yevhenii Rusabrov (1955-2013), a prominent Ukraini-
an theatre critic, senior teacher of the Department of Theatre Studies,
then acting Associate Professor and Head of the Department of Act-
ing and Directing Art for Animation Theatre (2004-2012), ‘1. P. Kot-
liarevskyi’ University of Arts, member of the board of Kharkiv
interregional branch, the National Theatre Union of Ukraine.

During his training at the Department of Theatre Studies at the
Institute of Arts, Ye. Rusabrov, in his own words, formally was a stu-
dent of Professors of Art History Arkadii Pletniov, Nina Lohvinova
and Anatolii Horbenko. He graduated from the Institute in 1982.

However, the first theatre model for him was Kharkiv Theatre
of Musical Comedy, the synthetic performances and behind-the-
scenes world of which he saw since childhood, and the research and
critical heritage of his mother had a fundamental influence on his
interest in the formation of his art history style (it is no coincidence
that one of the main subjects of Irma Zolotovytska was “Musical
Criticism”, and the list of her publications also includes reviews of
musical performances). As a theatre researcher, Yevhenii Rusabrov
was focused on tireless self-education, absorbing the experience of
scientific schools not only of Ukraine and the USSR, but also of
European, e.g. Henryk Jurkowski, Halyna Waszkel, and American,
e.g. Frank Proschan, researchers.

As a scientist, Yevhenii Rusabrov gravitated towards integra-
tive theatre studies, in each publication demonstrating the ability
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to culturally stereoscopic vision of the phenomena of the theatrical
process. He so skillfully resorted to analogies with musicological
terminology (“The Typology of Puppet Theatre™) [4, p. 28], drew
examples from the history of animation (“The Time of Our Hopes™)
[4, p. 159] and to argue the specifics of the automatic puppet theatre
(“Automatic Puppet Theatre as a Cultural Model”), he quoted phy-
sician and anatomist Daniel Tauvry of the XVII century [4, p. 67].
We can state that by consciously abandoning the tools of So-
viet “sociological” theatre studies, Ye. Rusabrov synthesized cur-
rent domestic and world methods of art criticism and founded his
own school of analysis of puppet theatre performances. One of Ye.
Rusabrov’s students, Yulii Shvets (Kyiv), formulated the area of in-
terest in the theatre of his teacher as follows: “He was attracted by
symbolic, allegorical, metaphorical, concentrated theatre, in which
various artistic tropes came to the fore and dominated. The anima-
tion theatre was and is an ideal example of such a theatre” [6, p. 16].
Yevhenii Rusabrov was a theatre scholar who, following the logic
of the founder of this field of knowledge in Europe, Max Herrmann,
fulfilled his lecturing and oratorical abilities and academic knowl-
edge in a comprehensive manner: as a University lecturer, as an ex-
pert at festivals, as the author of numerous articles in professional
collections, as well as an author of critiques Among the disciples
of Yevhenii Rusabrov, who fully fulfil their potential in the profes-
sion today are art managers Maria Zaichenko and Veronika Skliaro-
va, theatre journalists Maria Prevo and Yulii Shvets, researcher and
teacher Yulia Shchukina, author of monographs, Cand. Sci. (Art His-
tory), Associate Professor of Kharkiv University of Arts, and others.
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KAHOUOAm MUcmeymeo3Hascmed, 00yeHm Kagheopu
icmopii ykpaincokoi ma 3apyoiscoi my3uxu XapKiecvrko2o
HayioHanwbHo2o yHigepcumemy mucmeyms imeri 1. I1. Komasapes-
CbK0O20

ORCID: 0000-0003-2684-8467

«KAMEPATA» AK HEQOPMA/IBHE OF’€/lTHAHHA
XAPKIBCbKHX MY3UKAHTIB 70-80-x POKIB XX CTOJIITTA

Kurouosi ciioBa: xapriecorka «Kamepamay, negpopmanvhi oce-
PeoKuU, XYOOICHIU 2eO0HI3M, BUKOHABCHKA IHMEPNPemayisi.

Bubip Temu Haioi gomnoBiai OyB iHcIipoBaHHN OakaHHAM 3agik-
CyBAaTH AJIsl iCTOPii MaJIOBiIOMY IIMPOKOMY 3arajly CTOPIHKY KyJBTyp-
HOTO JKUTTsI XapKoBa KiHIISI MUHYJIOTO CTOJITTS, a caMe — JisUTbHICTD
xapkiBcbkoi «Kameparm». MoximBo, 11e Tpeba Oymno 3poOnuTH 3Ha4HO
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paHile, Konu 1me OyJiu KMBi OUTBIIICTh YYaCHHUKIB THX MOMIH, axKe
aHi Bifeo3amuciB, 0a HaBiTh Qororpadii, siki 0 3acBiguuIN QakT
CaMoro iCHyBaHHS LIbOTO OCEpeAKy, (hakTh4HO He 3anmumiocs. Lle
3apa3 craja Maibke HOpMOIo (ikcamist Oyab-sSKHX MOIi HOBITHIMU
TEeXHIYHUMH 3aC00aMH 1 iX cuCTeMaTHYHE BUKJIaJaHHs Y COLIMEpeKax.
VY Ti yacu couiOKYIBTYpHHI KOHTEKCT IUX 310paHb Aj1st Hac OyB abco-
JIOTHO HewikaBuM. Cama X i/1esl Ha3BaTH Halle KaMepHe 00’ €HaHHS
«KaMepaToro», HACKUIbKH s aM’sitato, BUHUKIa y Jlironmunu Llypkan
3a aHAJIOTI€EI0 3 YCIM BiIOMOI0 «DIOPEHTIHCHKOI0 KaMepaTooy.

3ragyroun Hally XapKiBChKy «Kamepary» chOroaHi, sl CXUIISIOCh
J0 TYMKH, 110 BOHa Oylla HEYHCICHHUM HEe(POpMaJbHUM T'ypTKOM
«3a THTepecaMmny, YICHH SKOTO MePEeBaKHO CIIOBITYBaH i1€H0 «MHUC-
TETBO 3apaly MUCTELTBa», MOMYJISIPHY B CEPEIOBHUILI XYI0KHBOT
iHTenirenuii enoxu «Cpidnoro Biky». Bognouac ii MoxHa cnpuii-
MaTu i SK BiAJYHHS MHCTEIBKHX HepopManbHUX 00’eqHaHb 60-x
pokiB XX cromiTTs. Ane Ha BiAMIHY Bia KIIyOHHX 00’€HaHb yKpa-
THCBKUX «IIiCTAECATHHKIB» (Hampukial, «CyuacHuk» y Kuesi abo
«IIpomicok» y JIbBOBi), CIPSIMOBaHUX «HA30BH1», HANAIITOBAHMX HA
Mpornaraiay MeBHUX KyJIbTYpHHX LIHHOCTEH Yy CYyCIiNbCTBI 4yepes
opraHizamiro BiAMOBITHHX MAacOBHX 3aXO[iB, XapKiBCBKUH TI'ypTOK
CHiJ CIPUAMATH SIK SIBUILE KYJIBTYPHOTO aHJerpayHay Kinus 70 —
nouatky 80-x pokiB XX cTomitts 31 cBo€r0 cnenudikoro. s Hamol
«KamepaTtm» He Oyna akTyaabHOIO HAaLliOHATBHO-KYJIBTYPHA Mpo0Jie-
MaTHKa, MOJITUYHI JUCKYCIi HIKOJIM HEe BUXOJIWIHM Ha TIEPIIUH IJIaH,
y HEHTP1 yBaru 3aBxau OyJl0 MECTELTBO B PI3HOMaHITHUX HOTO Mpo-
siBax. Lle Oynu 3ycTpiui Hacammepen JIOOUTEINIB MUCTENTBA (x04a i
MEPEeBaXHO MY3HMKaHTIB-pO(ecioHamiB), CIPSIMOBaHI Ha CIiJIbHE
XyAOKHBO-ECTETHYHE MEPEKUBAHHS 3 TIOAAIBLINM HaMaraHHsAM T10-
3HAUUTH HOTO BepOajbHO MiJ Yac CIIOHTaHHOTro obroBopeHHs. [la-
HYBaB KYJIBT CBOEPITHOTO XyAOKHBOTO T€JOHIZMY.

Cepen NOCTIHHMX YJICHIB HAIIUX HEAUTBHUX 3i0paHh MOXKHA
MpUrajgaTid My3UKO3HABIIs, CliBaKa, MiaHicTa i Bukiagada lmmo [na-
yOepmaHa, BOKaNICTKY 1 BUKiIafgauky Bokany Jlrommuny Llypkan, Tea-
TposHaBuLo Mapito Llypkan, Mmy3uko3HaBulb ['anuny bopTHOBCEKY
1 Honny Ilunumnenxo, Bokanicta Bononumupa CeBeprHa, XyIoKHUKA
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B’siuecnaBa CtpebroBa, mianictky OsneHy XapueHKO, KOMIIO3UTOPa
Onexcangpa I'pinbepra Ta mianicta Onekcanapa Ceprioka. 3 1boro
OCHOBHOTO CKJIaJly Ha TOM yac OyJi0 OPiBHY BUKJIQJadiB 1 CTY/IEHTIB.

Yac Bix yacy mpHUXOOWB HA Halll BEYOPU OAWH MY3UKaHT-Ha-
poanuk, sikoro I. BopTHOBCBKa 3amifo3puia y CHiBpOOITHUUTBI 3
«BIIMTOBIIHUMHU OpraHamMuy», SIK TOAI Ka3zaiu. 3po3yMLilo, 0 JI0CTe-
MEHHO MU 1l BU3HAYUTH He MOrIH. Lle Tenep Mu Bxke MaeMo 3HaUHO
Oinbine iHpopMalii om0 MeToAiB KoHTpodto 3 60Ky KJIb crocoBHO
Oy/nb-sIKUX 1HILIaTWB, sIKi HEe OyJaM iHCHIpOBaHI YW KOHTPOJIBOBAHI
Biafo10. BriacHe, e Tex Oyna xapakTepHa O3HaKa TOTO 4acy.

[lepeBaskHa OiNBIIICTh HAIMX 3i0paHb BimOyBajacs y Momeli-
kaHH1 poaunu 1. ['maybepmana i JI. Llypkan — y gomi, sikuii BiioMuit
K «ByIMHOK caHTeXHiKW», po3TalloBaHWK Ha Bynuui JlepeB’siHKa
(paiion IlaBnoBoro Iloms). Ane Tpamsuics i BUizHI «Kamepatmy.
[IpunaiiMHi ABi4i MU 3ycTpivanucs B moMemkanHi poaunu Cepato-
KiB y Mikpopaiioni Ne 625 (IliBzenna CanriBka).

[NepeBaskHa OIIBILIICTD HALIMX 3ycTpiueil BinOyBaiacs 3a Maiixe
ycrajeHuM cuenapiem. [licis Toro sik mepeBaxkHa OiIbLIICTH ydac-
HUKIB Oyna B HAsIBHOCTI i 3aBepIIyBaIOCs CHOHTaHHE 00rOBOPEHHS
aKTyaJbHUX HOBUH, BUTOJIONIyBajacs cakpaMeHTasibHa ¢pasa Liero
I'may6epmanom: «Hy uto, mociymaem?» Sk nmpaBuiio, TeMaTuka My-
3UYHUX TBOPIB, 0OpaHUX IJIsl IPOCITYXOBYBaHHs, 00rOBOpPIOBAIACS
3a3ganeriip, xoua W Tpamumcs iMmposizauii. Ile Oyma mysuka
PI3HUX €MoX 1 CTHUJIIB, IHTEPIPETOBaHA TUMHU BUKOHABLISIMH, SIKi BU-
KJIMKAaJIM Hallle 3arajibHe 3alikaBieHHs. Yacto mopiBHOBamMCs pi3Hi
3aliCH BiIOMUX BOKANICTiB, IHCTPYMEHTAIICTIB, XOPOBUX KOJIEKTH-
BiB, CUM()OHIYHUX OPKECTPIB, K PAASHCHKUX, TAK 1 3apyOi’KHUX.

Oco6auBy yBary MU NpUALUISUIM HOBHHKaM rpam3anucy. oope
nam’sITaEMO, SIKUM XYIOXHIM BIJKPUTTAM 1 €CTETHYHOIO HACOJO-
JI0I0 JISl HAaC CTaJlo MPOCIyXOBYBaHHs IJIATiBOK i3 3amucamu «Jli-
Typrii loanna 3naroycra» K. Crenenka y BukoHaHHi xopy «KuiBy,
onepu «Moiiceli Ta Aapon» A. Lllenbepra, onepu-oparopii «’Kanua
1’ Apk Ha Boraumi» A. Onerrepa, «Pi3assuux micensb» b. BpiTrena.

PutyanesHuM cTano npociayxoByBaHHs (hparMeHTIB TpodeiHnx
rpam3anuciB onep P. Barnepa 3a yuactio B. @yprBenmepa i cina-
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BETHUX BOKAJIICTIB, 30kpema, Makca Jlopenna i Jlaypina Menbxiopa.
PetenbHO 00roBOpIOBanuCs OCOOMUBOCTI IX BUKOHABCHKUX IHTEp-
MpeTarii.

[IpuraayroTsCsi TAaKOXK >KBaBi OOTOBOPEHHS 3aMuciB QopTremniaH-
Hoi conat O. Ckpsbina y Bukonanti B. 'oposuna i B. Copponnris-
KOTO.

Benuka yBara mpupinsiacs TBOpaM Cy4acHOTO My3UYHOTO MHC-
TENTBA, 30KpeMa, KOMIIO3UTOPIB NONbCHKOI ko — B. JltoTocnas-
cekoro, K. Ilennepenskoro, K. Ceporproro, I. banesnu. [lnarisku
13 3alMcaMy LUX TBOPIB HAJICHIIAB MOJBCHKUN 3HAHOMMIA HAIIOTO
Oarpka — man CranicnaB CynbBiHCHKUI — iHxKeHep 3 KaToBil.

PerynsipHo oOroBoproBanucs sicKpaBi MoAil KOHIEPTHOTO KHT-
Ts1 XapKoBa, HacaMIlepe/1 OB’ sI3aHi 3 MpeM’ €PHUMU BUKOHAHHSIMU
MEePEeBaKHO racTpoliepaMy 3HAKOBUX MY3MUHHUX TBOPIB, HAIIPUKIIAL,
«Tpane3u anocromiB» P. Barnepa, Ilepmoi cumdonii I. Manepa,
pexsiemis B. A. Momuapra, 1. Bpamca, oco6mupo x I. Bepmiosa, y
BHUKOHaHHI J{epkaBHOT XOpoBOi Karesnu BipMmeHii mi KepiBHULITBOM
Oraneca YekimksHa.

Li >kvBi Bpa)KCHHS CIIOHYKaJIM 10 MPOCITYXOBYBaHHs HOBITHIX
JiIeH31HHIX 3aMuCiB, sIKi BUllyckana toai ¢pipma «Memnoais». JoOpe
nam’siITaEMO CYTEpeYKH 100 BUKOHABCHKHX iHTeprperaniil «Pek-
Biemy» Momapra min kepiBHHUTBOM aupureHtis 1. ¢pon Kapasna i
J. Bapen6oiima. Yu Mo mu Toai coOi ysBuTH, 0 Bxe y 1998
poui y baiipoiiTcekomy TeaTpi OyneMo Ha’)KMBO CIIlyXaTH BHCTaBY 3a
yuactio /Jl. bapen6oiima, sikuii qupurysas Tam onepoto P. Baruepa
«HropuOep3bki MeiicTep3inrepu» ?

BaxniBoro cki1agoBoto HaMX 3i0paHb Oynu TiTepaTypHi YATaH-
HS1, SIKi PO3MOYMHAIIMCS TiCIsI HETPUBAJIOT BeUepi, 10 3aBepIIyBaIacs
YalOBaHHSM. 3 BEJIMKOIO MPUEMHICTIO 3rajlylo UyJ0Bi SOIy4HI MUPO-
TH, SIKi BIaCHOPYY BHITiKasa i yacTyBaja HuMH Jlroqmmna LlypkaHn.

Sk mpaBmilo, BiZOOpOM TEKCTiB Uil YMTAHHA 3aliMaBcst [ms
I'mayOepman, sikuii BOIOIIB IpEeKpacHUMH HaBUUKaM# uuTLs. L ii-
TepaTypHi TBOpH Haifuactime Maiu (iococbko-periridiy copsi-
MOBaHICTb, 30KpeMa, puraaytoTtscs «[logonanus ;kuttsa», «CmMepTh
Aracdepar, «Mapiamua» Ilepa Jlarepksicta, «Matb loanna Bin siH-
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roniBy» fpocnasa IBamkeBnua touio. Ilepiognyno 3Bepranucs mu i
710 MEMYapiB BiIOMUX MY3UKaHTiB, TICbMEHHHUKIB Ta KUBOIHCLIIB.

Ille omHUM CBO€PITHMM PUTyaJOM AJsl HaMX 310paHb cTa-
T Teperisiid ClIaliB-penpoayKIiii 00pa30TBOPUOro MHUCTELTBA
pI3HUX ICTOPHYHHMX €MOX — BiJ CEpeIHBbOBIYHOI 1 peHECaHCHOI
1o cydacHoi. [loOpe mam’araemo, 3 SKOIO AYXOBHOKO HACOJIOJOIO
CIpUIManCs NeperisiAn 3aXiTHOEBPOIEHCHKOTO 1 JaBHEOPYCHKOTO
ikoHomucy, xuBonucy leponimyca bocxa, CansBanopa Jani, sixi cy-
MIPOBOIXKYBAJIUCS KBAaBUM OOTOBOPEHHSIM.

Sk ne 6 He BUIABaAJIOCS JUBHUM CHOTOMHI, Il 3yCTpidi HiKOJIU
HE TIEPETBOPIOBANINCS Ha CIiJIbHE MY3HKYBaHHS, X04a aOCOMIOTHY
OUTBILICTh YYaCHUKIB CKIafany npodeciiini my3ukantu. Ha Hamy
TYMKY, 11e OyJI0 3yMOBJICHO LIINM PsIIOM 00CTaBUH, TOJIOBHA 3 SIKUX
Oyrna moB’si3aHa 3 MicLieM NIPOBECHHS HAalMX 310paHb — Masnorada-
PHUTHOIO KBapTUPOIO y CTAaHAAPTHIN 1S THUIOBEPXiBLI-»XPYLIOBL»,
a He B [aJIalllo, BULI Y4 KOTEIXI.

Tenep crano o4eBUAHUM, IIO 1Ii 3yCTpivi aKTHBHO cHpHstia (op-
MYBaHHIO Xy/IO)KHBO-ECTETHYHUX OPIEHTHPIB MOJIOIUX YYaCHHKIB 3i-
OpaHb, HaOyTTIO HUIMH PO3MAiTOTO KYJIBTYPHOTO JOCBiY, IO 3TOOM
MPOSIBUIIOCS Y IEBHUX TBOPUYMX MOLTYKaX 1 MUCTEIILKUX YIIOA00aHHSIX.

Sk mi3Hime 3’sicyBajnocs, moAioHi HehopMabHI OCepeKu Xap-
KIBCBKOT 1HTENIreHIlil (xo4a W 31 CBOEIO CIelU(iKO) CIIOHTAHHO
BUHHMKaIN MOBCIonHO. Komu MU Mmo3HaOMUIKCS 3 XapKiBCHKUM
KapJionoroM, MEJIOMaHOM Ta KOJEKLIOHEpOM TpaMIlIaTiBOK i3 3a-
nucaMu My3ukn XX cromitts Bitaniem Muxaitnosuyem CrenaneH-
KOM, TO Bl HBOTO Ji3HAJIUCS, IO B HOrO KBAPTHUPI YacTo 30upanacs
XapKiBCbKa 1HTEIITreHIis, 1 He TIJIbKU XyIoKHS. BynnHOK, B sIKOMY
BiH MeIIKaB, OyB pO3TallOBaHUI HABIIPOTH [HCTUTYTY HU3BKHX TEM-
neparyp, ToMy i He AUBHO, 1110 HOTO MaLli€eHTaMU K JiKaps 1 apy3si-
MU cTaBanu (i3uKU-MeJI0OMaHu, 30kpeMa, ['anuna i bopuc Bepkinu.
Ane e 3 OUTBIIO IIKaBICTIO MU CIIPUHHSIIN TOH (pakt, 1o Horo
rocTaMu Hepinko Oynu Mapuna Yepkammna i Bitaniii ['ybapenxo.

Ha 3aBepiienns xorinocsi 6 Big3Ha4YMTH, IO TaKk CaMoO CIOH-
TaHHO Bke y 90-Ti poku XX CTONITTS 3’SIBUIUCS JBa TYPTKH Ila-
HYBaJbHUKIB BarHEPiBCHKOI MY3WKH, SIKi 3TOAOM IE€PETBOPHIIUCS
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Ha odiuiliHO GopMani3oBaHi BarHepiBChKi TOBapHCTBa B XapKOBi 1
Kuesi. | ix inimiaropamu ctanu Jesiki KOJUIIHI YYaCHUKH 3ralaHuxX
MomnepeanHix HeopMalIbHUX OCepeKiB, 30kpema, M. UepkammHa-
I'y6apenxo, I. Bepkina, O. Cepuiok i B. CeepuH.

Oleksandr Serdiuk
PhD in Art Studies, Associate Professor at the Department
of the History of Ukrainian and Foreign Music,
at Kharkiv I. P. Kotlyarevsky National University of Arts
ORCID https://orcid.org/0000-0003-2684-8467

“CAMERATA” AS AN INFORMAL ASSOCIATION
KHARKIV MUSICIANS OF THE 70-80S OF THE XX CENTURY

Keywords: Kharkiv “Camerata”, informal centers, artistic he-
donism, performance interpretation.

The choice of the topic of my report was inspired by the desire
to record for history a page of the cultural life of Kharkiv at the end
of the last century, which is little known to the general public — the
activities of the Kharkiv “Camerata”. The idea of calling our cham-
ber association “camerata” arose from Ludmila Tsurkan by analogy
with the well-known “Florentine Camerata”.

Remembering our Kharkiv “Camerata” today, I am inclined
to the opinion that it was a small informal “interest group”, whose
members mostly believed in the idea of “art for art’s sake”, popular
among the artistic intelligentsia of the “Silver Age” era. At the same
time, it can be perceived as an echo of artistic informal associations
of the 60s of the 20th century. But in contrast to the club associations
of that time (for example, “Contemporary” in Kyiv or “Prolisok” in
Lviv), which were determined to promote certain cultural values in
society through the organization of relevant mass events, the Kharkiv
club should be perceived as a phenomenon of the cultural under-
ground of the late 1970s — early 80s of the 20th century with its
own specificity. National and cultural issues were not relevant for our

“Camerata”, political discussions never came to the fore, the center
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of attention was always art in its various manifestations. These were
meetings, first of all, of art lovers (although mostly professional mu-
sicians), aimed at a common artistic and aesthetic experience with
the subsequent attempt to mark it verbally during a spontaneous dis-
cussion. The cult of a kind of artistic hedonism reigned.

Among the permanent members of our Sunday gatherings are mu-
sicologist, singer, pianist and teacher Ilya Glauberman, vocalist and
vocal teacher Lyudmila Tsurkan, theater expert Maria Tsurkan, musi-
cologists Galina Bortnovska and Nonna Pilypenko, vocalist Volody-
myr Severyn, artist Vyacheslav Strebkov, pianist Olena Kharchenko,
composer Oleksandr Grinberg and pianist Oleksandr Serdiuk.

From time to time, one musician came to our evenings, whom
G. Bortnovska suspected of cooperating with the “relevant authori-
ties”, as they said then. It is clear that we could not determine this
for sure.

The vast majority of our gatherings took place in the house of the
family of I. Glauberman and L. Tsurkan — in a house known as the
“Plumbing House” located on Derevyanka Street (Pavlo Polya dis-
trict). Sometimes we met in other places. We met at least twice at the
residence of the Serdiuk family in microdistrict No. 625 (“Southern

Saltivka”). We called these cameratas “offsite cameratas”.

Our meetings followed an almost unchanged scenario. After
a spontaneous discussion of current news, Ilya Glauberman pro-
nounced the sacramental phrase: “Well, let’s listen?”” As a rule, the
themes of the musical works chosen for listening were discussed in
advance, although improvisations did occur. It was music from dif-
ferent eras and styles, interpreted by those artists who aroused our
general interest. Various records of famous vocalists, instrumental-
ists, choral groups, symphony orchestras, both Soviet and foreign,
were often compared.

Particular attention was paid to new recording products. I re-
member well what an artistic discovery and aesthetic pleasure it
was for us to listen to records of the “Liturgy of John Chrysostom”
by K. Stetsenko performed by the “Kyiv” choir, the opera “Moses
and Aaron” by A. Schoenberg, the opera-oratorio “Jeanne d’Arc au
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blcher” (“Joan of Arc at the Stake”) by A. Honegger, “Christmas
carols” by B. Britten.

Listening to the fragments of the trophy recordings of R. Wagner’s
operas with the participation of W. Furtwéngler and famous vocalists,
in particular, Max Lorenz and Lauritz Melchior, became a ritual. Pecu-
liarities of their performance interpretations were thoroughly discussed.

Lively discussions of recordings of O. Scriabin’s piano sonatas
performed by V. Horovyts and V. Sofronytskyi are also recalled.

Great attention was paid to works of modern musical art, in par-
ticular, composers of the Polish school — W. Lutoslawski, K. Pen-
derecki, K. Serocki, G. Bacewicz. Records with recordings of these
works were sent by a Polish friend of my father — Mr. Stanislaw
Sulwinski — an engineer from Katowice.

Bright events of Kharkiv’s concert life were regularly discussed,
first of all, related to the premiere performances of famous musical
works, mainly by touring artists, for example, “The Apostles’ Love
Feast” by R. Wagner, G. Mabhler’s First Symphony, requiems by
W. A. Mozart, J. Brahms, especially H. Berlioz, performed by the State
Choral Chapel of Armenia under the direction of Ohannes Chekidjian.

These live impressions prompted us to listen to the latest li-
censed recordings released by the “Melody” company at the time.
I well remember the disputes regarding the performance interpre-
tations of Mozart’s “Requiem” under the leadership of conductors
H. von Karajan and D. Barenboim.

An important component of our gatherings were literary read-
ings, which began after a short dinner and ended with tea. I remem-
ber with great pleasure the wonderful apple pies that Lyudmila
Tsurkan baked and served with her own hands.

As a rule, the selection of texts for readings was carried out by
Ilya Glauberman, who was a master of artistic reading.

These literary works most often had a philosophical and reli-
gious focus, in particular, “Overcoming Life”, “The Death of Agas-
fer”, “Mariamne” by Pér Lagerkvist; “Mother of John from the
Angels” by Jarostaw Iwaszkiewicz, etc. come to mind. Periodically
we turned to the memoirs of famous musicians, writers and painters.
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Another ritual for our gatherings was the viewing of slide repro-
ductions of fine art from various historical eras — from the Middle
Ages and Renaissance to modern times. I remember well. with what
spiritual pleasure the viewings of medieval icon painting, painting
by Hieronymus Bosch, Salvador Dali, which were accompanied by
a lively discussion, were perceived.

As strange as it may seem today, these meetings never turned
into joint music making, although the absolute majority of partici-
pants were professional musicians. In my opinion, this was due to a
number of circumstances, the main of which was connected with the
place of our meetings — a small apartment in a standard five-story
building, and not in a palazzo, villa or cottage.

Now it has become obvious that these meetings actively con-
tributed to the formation of artistic and aesthetic orientations of the
young participants of the gatherings, their acquisition of diverse
cultural experience, which later manifested itself in certain creative
pursuits and artistic preferences.

As it turned out later, similar informal centers of the Kharkiv
intelligentsia (albeit with their own specificity) spontaneously
arose everywhere. When I met Vitaly Mykhailovych Stepanenko, a
Kharkiv cardiologist, music lover and collector of records of 20th
century music, I learned from him that the Kharkiv intelligentsia
often gathered in his apartment, and not only the artistic one. The
house in which he lived was located opposite the Institute of Low
Temperatures, so it is not surprising that his patients and friends
turned out to be physicists and music lovers, in particular, Galina
and Boris Verkin. But with even greater interest I perceived the
fact that his guests were often Maryna Cherkashina and Vitaly
Gubarenko.

In conclusion, I would like to note that in the 90s of the 20th
century, two circles of fans of Wagner’s music appeared just as
spontaneously, which later turned into officially formalized Wagner
societies in Kharkiv and Kyiv. And their initiators were some for-
mer members of the aforementioned informal centers, in particular,
M. Cherkashina-Gubarenko, G. Verkina, O. Serdyuk and V. Severyn.
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TPAJTHIII XAPKIBChKOI MHCTEILIbKOI IIIKOJIH
B TBOPYOCTI I. MOPTYHOBA I 0. EPO®EEBOI

KuarouoBi ciioBa: meopuuii coros, xapkiscoka wKoia MOHymeH-
manvHo-oekopamusrnozo mucmeymea, O. €poghecsa, 1. Mopeynos,
b. Kocapes, cyenoepag, nesxac.

Oumnbra €podeena ta Irop MopryHoB — BU3HAHI MHUTII, MpeI-
CTaBHUKH XapKiBChKOI MHIKOJM MOHYMEHTAIbHO-JIEKOPATHBHOTO
MHCTENTBa. IXHi CHinbHI po6OTH TPUKPAIIAIOTH MiCEKMii MPOCTIp
XapkoBa, 30KpeMa, eMajeBi NMaHHO BUKOHAHI JUIS CTaHIIH Xap-
KiBCbKOTO MeTpormoniTeHny «boraniunmii cam» (2004), «Onekciis-
cekay (2010) Ta «Ilepemora» (2016). Ixus TBOpuicTs Gepe cBoi
BUTOKHA BiX (yHIATOpPiB XapKiBCHKOT WIKOJM MOHYMEHTAIIi3MY,
BUKJIaNauiB  XapKiBChKOTO  XYJOKHBO-TIPOMHUCIIOBOTO  IHCTHTY-
Ty (Huni — X/[A/IM) takux sik €. €ropos, JI. UepHos, €. bukos,
O. Iponin; Ha kypci O. €podeenoi, KpiM yKa3aHUX MacTpiB, BU-
knanaB b. Kocapes. BrummB BuKiagadiB Ha TBOPYICTh XYIOKHHKIB
IPOCTEKYETHCSI MPOTATOM YChOTO iXHBOTO TBOpYOro Huisixy. He
NPUMEHIIYIOYM BHECKY IHIIMX Yy (OPMYBaHHS MOJIOJUX MUTIIiB-
MOHYMEHTAJIICTIB, BAPTO aKI[CHTYBATH CBOIO YBary Ha Takiii BUAaT-
Hill ocoOucTocTi, sk b. KocapeB — xuBomnuceib, MOHYMEHTAIICT,
rpadik, IKOHOTIHCEIb, ClieHOTpad), IHTEIEKTYall, epYIUT, HOCIH IyXy
EKCTICPUMEHTATOPCTBA aBaHTap/y 1 TBOPUMX IMOIIYKiB 10O Mozep-
Hi3My B YKpaiHi. Buknagad mupo ninuBes 3i CBOIMH CTy/IEHTaMH
3HAaHHSIMH Ta HABUYKaMH, METOJIaMH poOOTH, 1aBaB MPAKTUYHI 110~
pajau, HaMaraBcs MO3WTUBHO BIUIMBATH Ha TXHIN IHTEICKTyalbHHMA
possutok. llle B mepiox HaBuanus O. €podeeBoi MUTELb HATUXHYB
i1 Ha CTBOPEHHS CTIHOMUCY AJIsi HOBOTO NPUMIIIEHHS! XapKiBChKOT
XyIOKHBOT KoM iMeHi [. Penina, sikuit OyB ycHilmHO BUKOHAHUN
AK KypcoBa poOoTa.
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VYHiBepcanbHuii, moniepciitnuii Maiictep bopuc Kocapes nasas
YUYHSIM HaBUYKH POOOTH 3 BEJIMKUMH IUIOMIMHAMM, 30KpEMa, BUMB
NpalioBaTyd 3 TearpaJbHUMHU 3aBicamMu. Y CIIKYBaHHI 31 CTy/HEH-
TaMU JUTMBCS HE TUTbKKA CBOIMHU 3100yTKaMu, a i JOCBIJIOM HEBJay.
Tak, HaBYaOUM MPUHLMIIAM 3aCTOCYBaHHs KOJIBOPOBOI TaMH IpH
odopmileHH] TeaTpanbHOI CLEHH, XYIOXHHK MOBIJaB Y4YHSIM, SIK
3MyIIeHnH OyB MepepoOisaTH 3aBiCy uepe3 HeBAajle 3aCTOCYBaHHS
HIOAHCIB KOJIBODY.

JocBin, oTpuMaHuil Bifi y4WTeNs, HEOAHOPA30BO CTaBaB y Ha-
rofi Ui TBOPUOTO MOAPYXOKS, 30KpeMa, MiJl 4ac BUTOTOBJICHHS
creHiYHuX 3aBic. OnHi€r0 3 TaKUX POOIT cTajna 3aBica, BAKOHAHA B
TexHili 0atuk s «bynuHKy npupoau» B MicTi J{HinponeTpoBcbKy
(auni quinpo). Ii o6pasHe pimenns Bkmodano B cede propanbHi i
300MOpQHI 300paKeHHs], POCIWHH i TBapWH, NOEAHAHI JEKOpaTUB-
HUMH MOoTHBaMH. KpiM 1i€i poOOTH, aBTOpH BUKOHYBAJIU CLECHIUHI
3aBiCH JUIS IHCTUTYTIB Ta OyIMHKIB KYJIBTYpH, PO3ITUCYBAIHU TOPTHE-
PH JUTSL IUTSYUX CaJKiB Ta My3nyHuX mKia. O. €podeena Ta I. Mop-
T'YHOB HEOJHOPA30BO BHUKOHYBAJIM TBOpYI 3aBIaHHS, TOB’s3aHi 3
PO3MHKCOM BEJIMKHX IUIOIIMH, ¢ HACTAHOBH BUMTENS JAalld 3MOTY
CTBOPIOBAaTH BUCOKOXY/IOKHI MUCTELBKI peui.

SIK XymOKHUK-MOHYMEHTAJICT, SIKHM y paHHI POKH TBOpYOC-
Ti creuiamizyBaBcs Ha CaKpaJbHOMY MHUCTEUTBI — IKOHOIMHUCI Ta
crinonuci, b. KocapeB ninuBcst Tonkomamu mpodecii, 30kpema,
HABYMB CBOIX YYHIB CKJIQJHIA JaBHIM TexHimi JeBkacy. Jlocsin,
OTpPUMaHMH BiJl BUAATHOTO BUMTEINS, HAIMXHYB HA CTBOPEHHS LLIOT
HU3KW BJIaCHUX POOIT y Wil TeXHill, yTiM HaJaB MOIUTOBX JUIA il
BRockoHaneHHs. B cepenuni 1980-x pokiB MalCTpu moyaiu BUKO-
PHUCTOBYBAaTH aKBapejb Ta JKOBTOK, YAM JTOCATHYIH e(eKTy Mpo30-
pocti ¢dap0; BUHAWIIIN CIIOCIO creniaabHOi 00pOoOKH 300pakeHHs,
IO CTBOPIOBAJIO €(EKT CBOEPIZHOrO cyMaro — PO3YMHEHOCTI
npeaMeTa 300payKeHHsl B POCTOpi KapTUHU. EKCIIepuMeHTH 3 Tex-
HOJIOTI€I0 JIeBKACy BinOWiKcs B poOOTaxX, CTBOPEHHUX IiJ] 4ac MOA0-
poxeit 1o benbrii (1992) i Himeuunnu (1993,1995): Ginbmiicts i3
HUX, IPEICTAaBICHI B €KCIIO3HLIAX 3aKOPAOHHHUX EPCOHATBHUX BU-
CTaBOK, MOTMOBHWIM (JOHIM MICIEBHX rajiepeil i MpuBaTHUX KOJIEK-
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uii. Poboram mporo mepiony, nepeBakHO KAHPOBUM (XYAOKHUKH
HE TIPUXOBYBAJIM CBOTO 3aXOIJICHHS KIIACHYHUM MUCTELTBOM €BpO-
1, HOTO CTapUMHU MaiicTpaMu) OyiIM MpUTaMaHHI MeTadOpPHUYHICTS,
¢inocodivyHicTh, MEPEHECECHHS aHTHYHHUX Ta ICTOPUYHHUX CIOXKETIB
Ha Cy4YaCHUH KOHTEKCT 1 HaBiTh Ha yKpaiHChKuil IpyHT («My3a B
ceni Xarkny, «Kopabenb nypHiB», «KymnaHHs y BITKpUTOMY MOPi»).

Brnus b. Kocapesa sik axiBist B cakpaibHOMY CTiHONHUC] 3HAH-
OB CBill MposiB B YHiKanmbHi podoti O. €podeeroi i I. MopryHo-
Ba — B eMaJieBOMY ikoHOMuCi 1iisi 03100neHHst Xpamy Cs. loanna
Borocnosa (2008) B XapkoBi, a BUK/IaanbKa cripaBa i BIUIUB Maid-
cTpa Ha (QOpPMYyBaHHS PO3BHHEHOI, IHTEJEKTYyaJbHO CIPOMOKHOI
0COOUCTOCT] HaAMXHYB XYIOXKHHUKIB Ha BUKJIaJalbKy AisIbHICTD —
y 1991 poui BOHM 3acHYBald AWTAYY XYNOXKHIO CTYAil0 «A3b», 3
K01 BUHIILUIO Oarato 00JapoBaHUX Y4YHIB, IO CTAIM BCEOIYHO PO3-
BUHEHHMH OCOOMCTOCTSIMH 1 TATAHOBUTHMH XYJO)KHUKAMH.

TakuM 4MHOM, MUCTELBKHUH 1 TBOPUYHMI MOTEHIIAT YIUTEIiB-YHi-
BepcaliB, sIKi CyMIIIHHO MEpefaloTh YYHIM CBOI 3HAHHS, HABHYKH 1
JOCBiJl, 3HAXOAUTH CBOE MPOJOBKEHHS B MOJAIBIINX MUCTELBKUX
MPaKTUKaX HACTYMHHX IMOKOJiHb TBOPYMX OCOOMCTOCTEH, SIKUMHU €
O. €podeesa i I. MopryHos.

Karine Yesypenko
1st year master’s degree (Graduate Degree Program) student in Art
Studies
at Kharkiv State Academy of Design and Fine Arts
ORCID 0000-0002-0258-3591

TRADITIONS OF KHARKIV ART SCHOOL IN THE
CREATIVITY OF I. MORGUNOV AND O. YEROFEEVA

Keywords: creative union, Kharkiv School of Monumental and
Decorative Art, O. Yerofeeva, 1. Morgunov, B. Kosarev, stage de-
signer, levkas.

Olga Yerofeeva and Igor Morgunov are recognized artists, rep-
resentatives of the Kharkov school of monumental and decorative

— 265 —



Mysuuna i meampanvha icmopia: nodii, paxmu, KomeHmapi

art. Their joint works adorn the urban space of Kharkov, in particular,
enamel panels made for the Kharkov metro station “Botanichnyi sad”
(2004), “Oleksiivska” (2010) ta “Peremoha” (2016). Their work
originates from the founders of the Kharkov school of monumen-
talism, teachers of the Kharkov Art and Industrial Institute (now —
KSADA) such as E. Yegorov, L. Chernov, E. Bykov, O. Pronin. At
the course A. Yerofeeva and her classmates, in addition to these
masters, taught B. Kosarev. The influence of teachers on the work
of artists can be traced throughout their creative journey. Without
diminishing the contribution of other teachers to the formation of
young monumental artists, it is worth focusing on such an outstand-
ing personality as B. Kosarev — painter, monumentalist, graphic art-
ist, icon painter, stage designer, intellectual, erudite, carrier of the
spirit of experimentation of the avant-garde and creative searches of
the era of modernism in Ukraine. The teacher sincerely shared with
his student’s knowledge and skills, methods of work, gave practical
advice, tried to positively influence their intellectual development.
When A. Yerofeeva was still a student, B. Kosarev inspired her to
create murals for the new premises of the Kharkov Art School named
after I. Repin, which was successfully completed as a term paper.
Universal, polyversal master Boris Kosarev gave students the
skills to work with large planes, in particular, taught them to work
with theater curtains. In communicating with students, he shared not
only his achievements, but also the experience of failures. So, when
the artist talked about the principles of using colors in the design of
the theater scene, the artist told the students how he unsuccessfully
applied the nuances of color and was forced to redo the scenery.
The experience gained from the teacher was repeatedly useful
for creative spouses, in particular, for making stage curtains. One
of these works was the curtain, made in the batik technique for the
“House of Nature” in the city of Dnipropetrovsk (now the Dnipro).
Her figurative solution included floral and zoomorphic images,
plants and animals, combined decorative motifs. In addition to this
work, the authors performed stage curtains for institutes and houses
of culture, painted curtains for kindergartens and music schools.
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A. Yerofeeva and 1. Morgunov repeatedly performed creative tasks
related to painting large planes, where the teacher’s instructions
made it possible to create highly artistic things.

As a monumental artist who specialized in sacred art in the early
years of his work — icon painting and mural painting, B. Kosarev
shared the intricacies of the profession, in particular, taught his stu-
dents the complex ancient levkas technique. The experience gained
from an outstanding teacher inspired the creation of a number of his
own works in this technique, however, gave impetus to its improve-
ment. Since the mid-1980s, masters began to use watercolor and yolk,
which achieved the effect of transparency of colors; invented a meth-
od of special image processing, which created the effect of a kind of
sphumato — dissolution of the object of the image in the space of the
picture. Experiments with levkas technology were reflected in works
created during trips to Belgium (1992) and Germany (1993,1995):
most of them, presented in expositions of foreign personal exhibi-
tions, replenished the funds of local galleries and private collections.
Works of this period, mainly genre (artists did not hide their admira-
tion for the classical art of Europe, its old masters) were character-
ized by metaphoricity, philosophical, transfer of ancient and historical
subjects to the modern context and even to the Ukrainian soil (“Muse
in the village of Khatki”, “Ship of fools”, “Bathing in the open sea”).

The influence of B. Kosarev as a specialist in sacred mural writ-
ing was reflected in the unique work of A. Yerofeeva and 1. Morguno-
va — in enamel icon painting for the decoration of the Church of St.
John the Theologian (2008) in Kharkov. Teaching and the influence
of the master on the formation of a developed, intellectually capable
personality inspired artists to teach — in 1991 they founded the ‘Az’
children’s art studio, from which many gifted students emerged who
became comprehensively developed personalities and talented artists.

Thus, we can conclude that the artistic and creative potential
of universal teachers who conscientiously convey their knowledge,
skills and experience to students find their continuation in further
artistic practices of subsequent generations of creative personalities,
which are O. Yerofeeva and I. Morgunov.
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Hepoac Mapuna Onexciiena
3a610y6auKa HAGUATLHOL TAOOPAMopii
Kagedpu icmopii ykpaincokoi ma 3apyOiscHol My3uKu
Xapkiscvko2o HAYIOHANLHO20 YHIBepCUMemy MUCHeyme
imeni 1. I1. Komasapegcvkoeo
ORCID: 0000-0001-5838-8253

3 POJJOBOY MY3UKO3HABIIS
MOCHTIA MUKJAINEBCHKOTO (KOMEHTAP
IO JEAKHAX IKOHOTPA®IYHUX JTKEPEJ)

KrouoBi cinoBa: Hocun Muknawescokuil, yKpaincoka Ounac-
mist, nopmpemu poounu, 001 CNAOWUHU.

Munynoro 2022 poky y Kojax yKpaiHCBKOTO MY3WKO3HABCTBA 3i
3pPO3YMUIMX MPUYHH MOYATKY JKOPCTOKOT POCIHCHKO-YKPaTHCHKOT BIHHI
MPOMIIUIA HETIOMIYeHOI0 Kpyria aara — 140 pokiB 3 THS HapOIKEH-
ust Mocnma Muxaiinosiaa Muxknamescbkoro (1882—1959), Bizomoro
XapKIBCHKOTO HAYKOBIIS, aBTOpA JIOBOJI BEIMKOI My3MKO3HABUOI CIIa I-
HIMHHU, 30KpeMa MePIITIX My3HKO3HABIMX POOIT 3 icTOpil My3H4HOT 1 Te-
aTpanbHOI Ky/IbTypu Xapkosa. Moro mocrars Takosk MpUBEpTaE yBary
SIK HalllaJika JUHACTIT MUKJIAIIEBChKUX, CTAPOBUHHOIO YKPAiHCHKOTO
KO3aIIbKOTO POITY, 3 SIKOTO TIOXOASATH HeTlepeciuHi sSICKpaBi 0COOUCTOCTI,
BIZIOMi CBOEI) Y4YaCTIO B IOJITHYHOMY, CKOHOMIYHOMY, KYJIBTYpHOMY,
OCBITHBOMY KHTTI TOrodacHoi Kpainu. HecrnonmiBaHi moBOpOTH 0TI
LIUX JIFOZICH, IITFOOHI 3B’SI3KH Ta CIIAJIKOBI MpaBa Terep B 1CTOPUYHIH
PETPOCIIEKTHBRI HA0YBAIOTh OLTBII 3PO3YMIJIOTO 1 JIOTTYHOTO MOSICHEHHSI.

JluHacTUYHI TUIKA POAMHM MUKIIAIIEBCHKUX OyJIU YKOpPiHEHI
B Oararbox perioHax Ykpainu. HaiiOinbm BiJOMHMH NpeJCTaBHU-
KaMu I1i€l nuHacTil cramu AHIpid MuxaniaoBud MHUKIIAIIEBCHKU
(1801-1895), 3acHOBHUK MOPIEITHOBOI MaHydakTypu y ceni Bo-
nokutuHo (YepHiriBebka ryoepHis, HuHi CyMcbka 001acTh) Ta Horo
MOBHMIA Te3ka AHpiit Muxaitnopru MukianieBcbkuii (1814—1905)
3 KaTePHHOCIABCHKOT T'UJIKH, BIZIOMHIA TIOJIITHK 1 A€PKAaBHUM Jis4, 32
YYacTIO SIKOro po3pobisutacs pedopma 1861 poky 3i ckacyBaHHS
Kpinaursa Ta 6araro iHIIOTO.
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Sk BimOMO 3 iCTOPUYHOT TOBiAKH®, Nocun Muxaitnosuu Mu-
KJIaIeBCbKUH OyB OCTaHHIM CIIaJKOEMIIEM Ta BIACHHUKOM POJIOBOTO
MmaeTky B ceni [Tonypika (UepniriBebka ryoepHis). [lepmum Biac-
nukoM [lonypiBku OyB Muxaiino AnapiiioBud MukiameBchKUi
(1640-1706) (doto 1), IapChKUii CTOTHHHUK Ta MOJKOBHUK MICTEUKA
Crapony6, reHepanbHuii ecaysn 3amopisskoro Biiicbka. Moro Gars-
KOM OyB peecTpOBHI YUTHPHUHCHKUI K03aK AHIpYyIIKa MUKIIaIeHKO
(1649), MaT — 0YKa MOJBCHKOTO NIISXTHYA, YSPHITIBCHKOTO OTa-
mana CranicnaBa KoxaniBchkoro. Muxaiino AHIpilioBHY OTpUMaB
BiJ reThMaHa Masenu maetok Bonokutune (ImyxiBchbKuii TOBIT),
1o 3adikcoBaHO iIMEHHHM YHiBepcaioM, a Takox y 1693 poui Ma-
3era BiJIaB y BOJOMIHHA CTapoAyOCEKOMY MOJIKOBHHKY 1 [IoHYypiBKY.

Sk 6aunmo, kopiHHs pory MuknameBcbkux csirae X VII cromitts
1 Beie 10 CTapOBMHHMX KO3albKKX poziB 3 MicTa Ctapony0. Hactym-
Hi CTOJITTS POAOBI MA€ETKM TepenaBaiics 0araTboM CHaJKOEMIISIM.
OnuuM 3 HuX OyB npazin Mocuna Muxaitnosuua MukmameBchKuii
Muxaiino IlaBnoBuu (doto 2), poku ioro xurra: 1757-1847. V
1815 poui Bin copynuB y [lonypiBui Oynimto, sika Oyna ofHi€ro 3
Kpalyx Ha TOW 4yac i B apXiTeKTypHOMY CTHIII HACHIigyBasa iTamii-
cbKi (BeHewiichki) B, Y crarti «llanypoBka, imenie [. M. Mu-
knameBckaro» ['eoprig JIlykoMcbkoro 3HaX0AMMO MPHITYLICHHS, 1110
«MukameBcbKkoMy noo0anacst 15 CyBopa X0JI01Ha BEINY BUCOKUX
3aiiB, JeCh TaM y HamiBreMmpsiBi posnucanux all fresco»®’. Llika-
Bi CBiTIMHM iHTep epiB MaeTky IlomypiBka 3poGuna cectpa HMocu-
na Muxaiinosuua Bipa. Ha Hux 3adikcoBani BennuesHa 3ana, ae 3
PO3IIMCAHOTO OpPHAMEHTOM Iulad)OoHa CIYCKAa€ThCS BEIUKA JIIOCTPA,
03/100JICHHSl KPHIITAJICBUMHU NpHUKpacamMyd (pi3HOMaHITHUMHU KH-
PaHIOoNAMHU-CBIYHUKAMU, AEPEBLSIMH i (pOHTaHAMM), TOMMHHUKAMU,
KaHzaensgOpamu Ta Bazamu. KomToBHMMHM OpOH30BHUMH, KpHUIITase-
BHUMH BHpoOaMu OyB 3aloBHEHUH yBech OynTuHOK. Takox y inanbHi
Oyno Garato MOpUENsHH, sIKa CTosIa y Inadax, a Ha CTiHax BUCLIH
Kparli Tapiuani BUpoOu BOIOKUTHHCHKOT MaHY(aKTypH.
mknﬁ, Hocud Muxaiinosuy. Bukunenus,
https://ru.m.wikipedia.org/wiki/Muknamesckuii, Mocnp MuxaiinoBuy

67 Jlyxomckiii, I. (1914). ITanypoBka, imenie .M.Muksamesckaro. Ctonura
u ycaan0a. 14 C. 8.
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Tpamuuiiiaum A1 Toro yacy Oylo NpPUKpAIIAHHS MAETKIB YHC-
JICHHUMH TOPTpEeTaMH 3aCHOBHHMKIB JMHACTII Ta iX HAIaJKiB, 0 Xa-
pakTepusye i MOHypiBChKUI MaeToK. 3a *kuTTs Muxaiina [laBnoBuua
MHUKIAIIEBCHKOTO Y BiTaIBHI PO3MILIyBaJIMCS HOTO BIACHHUN MOPTPET
(poboTa HEeBiOMOIO MaCTpa) i MOPTPET MEPLIOrO BIACHUKA CTapoxyO-
CBKOTO MONIKOBHKKa Muxaiina Auapirioida. [TopiBHSAHHS ABOX MOPTpe-
TiB JOBOAUTH HAOYHO KOJOHIAIBHUM 371aM YKpaiHCHKOI IUTSIXTH, KUK
BiIOyBCs IpX YTBEPILKEHHI IMITEPCHKOT KYIIBTYpH Ha TepuTopii [ eTbMaH-
cbkoi Ykpainu. €cayn 3arnopi3pkoro Bilicbka 300paeHHH Y 4yJ0BOMY
eTHIYHOMY OJIs131 3 TIapyi, y YepBOHHX cad’sSTHOBUX Y00O0TSIX, 3 KpeMmes-
HOIO TIOCTATTIO, CYBOPHM 1 HaBiTh IPi3HUM. BTiM ye Ha iHIIOMY TOp-
TpeTi HOro HaIIAIOK MO3Y€E Y MapaHOMy MYHIIHPI 13 «3ipkammy. Takuii,
3a crnoBamu T. ['YHIOpOBOI, «MajlopOCIHCEKUI MacKapam — 3arajb-
HHH TPEH]I THX YaciB: Y TBepIKEHHsI IMIIEPCHKOT KyJIBTYPH Ha TEPUTOPil
I'eTbMaHCBKOT YKpaiHM TIOB’sI3aHE TAKOX 13 MEpEeBISTaHHSM — HOBO-
HapOoIKyBaHe JBOPSHCTBO, PEKPYTOBAHE 3 KO3ALbKO1 BEPXiBKH, MYCHUTb
PO3B’sI3yBaTH HE JIMIIE IMTaHHS MOJIITUYHI, a i canoHHi. «Hanesaii e
TIaThe Takoe, KaKk U Mb», — HaKa3ye Ko3aKy Bakyri y netepOyp3bKux
HAapChKUX Majiarax 3anopoxkelb (Houwb neped Pooicoecmeom Mukomnu
Toromst). Opsir (I1aTTsI) € TaKUM CaMHM 3HAKOM, sIK 1 MOBa, SIKy Tpeda
TaKOXK BUIO3MIHUTH, IepeOyBaIOYN y APCHKOMY Manarin®.

OpHi€ro 3 BiToMux mepcoH poay MuknameBcbkux € Haniss Mu-
xainiBHa Cypienko (Muknamescbka) (1816-1876), nBoropiana
6abycs Mocuma MuxaiinoBiya, HOPTPET AKOi EKCIIOHYBABCA HA Bij0-
Milt «TaBpiiickkiii BuctaBii» Cepris Jsrinesa, mo BigOymacs y 1905
poui B Cankr-IletepOyp3i (doto 3). Huni moprper 30epiraetbcs B
konekuii Jlep:xaBHOro Mysero MucteuT M. Anmara, Kazaxcran. Le
pobota HimenpKoro xyaoxHuka ['epmana ®inenst Bintepxansrepa
«[Toprper mamu 3 reo3aukoro» (1840; Xoict, Macio. 82x65,5).

Ioptper Hanii CynieHko, ik HOBIIOMIISIETBCS B MaTepiaiax KoHde-
penuii «Kacreesckue urenns 2020»%, Hamiimos 1o My3eto Kazaxcrany

8 I'yunoposa, T. (2011-2014). KoJOHISIIBHICTD SIK MEPEBIATAHHS: «MaJIO-
pociiicekuii Mackapazn» IBana Kormsapescbkoro// Harvard Ukrainian
Studies. Volume 32-33, Part two. P.395-414.

% CripnsibaeBa, I. (2020). Kymen mepBoif TWIBANH, KOPHET KOHHOM
reapauu u apyrue. [HopTpeTsl U3 KoIeKIHH pycckoro uckyccrsa I'MU
PK um. A. KacreeBa. KacteeBckue urenus 2020. Anmatsl. C. 68—84.
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3 puBaTHUX Konekuiit Jluteu y 1985 poui. Ha noprperi npencrasnena
MUJIOBH/IHA Hi>KHA JKIHKA 3 TEeMHUMH OYMMa, COPOM " SI3ITUBUM POKEBUM
PYM’SIHIIEM 1 ITaAKUM TEMHHM BOJIOCCSM, 310paHMM y CKpPOMHY 3adic-
Ky. BomHouac € sikuiich MarHeTnuHui eexrt y il TBeproMy Mmomsial,
CMOKYCJIMBHX I'y0ax 1 KBTI, sSIKa HEA0ATI0 TPUMAETHCS MK MAIIBIISIMH.
BincyTHicTh mpHKpac, KOIITOBHOCTEH, MHUIIHOTO OJSTY HE 3arlepeuye
LUSIXETHICTD 1 BUIIYKAHICTh IIEPCOHAXKA HA TIOPTPETI.

Takox 30eperiacs pemnpoaykuisi poxuHHoro mnoptpery Cymi-
enkiB (¢poro 4) B cimeitniii caaubi CynieHKiB-MUKIIANIEBChKUX B
Oukino (YepHniriBcpka ry0epHis, 3apa3 ue ceno B LlocTkuHCBKO-
My paiioni Cymcekoi obnacti). Ha Toit yac TamremHiii MmaeTok OyB
MIEPIIMHOIO apXiTEeKTypH, 3apa3, Ha Kajb, BiH yTpaueHuil. Kapruna
Oyna nanucana Kapnom Kpicrianom @orens pon PorenbiteiiHom,
HIMEIIbKMM XyZOKHUKOM-TIOPTPETUCTOM [Isl iHTEp’€py BiTajbHI 3
KaMiHOM Yy (aminpHill cagubi. Ha rpymoBomy cimeiiHoMy mopTpe-
Ti 306pakeni Hanis MuxaiinisHa 3 4onoBikoM i cunamu Mocumom
ta Onekcannpom. Yonosik Hanii MuxaiiniBau Cynienko Muxaiino
Hocumnosny MaB HaXuII 10 apxiBHOI JIISUTBHOCTI 1 310paB IiHHI MaTe-
pianu 3 ictopii I'eTbManmmau. ToMy penpoayKLisi [OTO HOPTPETY
Oyna BMimIeHa y xypHaii «Ctapbie Top» 3a TUIeHb-Bepeces 1912
POKY, a CITpaBXXHE MiCLE3HAXOMKEHHS KAPTUHU 3apa3 HEBiJOMeE.

Crig BiIMITHTY 11Ie OIHY BHJATHY XKIHKY JMHACTIi MHUKIAIIeB-
ChKHX, a came TiTKy Mocuma MuxaiinoBuua Mapito ABpiiBHY
Ckoponanceky (MukinameBcbKy). Poku ii KHUTTS B pi3HHX Kepe-
Jax BiAPI3HSIOTHCS, ajie YacTille BUKOPUCTOBYIOTHCA 1839-1900
poku. Bona Oyna noukoro AHjpist MuxaiinoBnya MUKIIaIIEBCHKOTO,
BJIACHUKA 3HAMEHHUTOI BONOKUTHHCHKOT TOpLEesiHOBOT padpuku Ta
Hap’i OnexciiBan Oncy¢’eBoi. Cepen yoTupbrox niteir Mapii AH-
npiiBau Bigmitumo Ilaena IlerpoBuua Cropomancekoro, ['eTbmana
VYkpaincekoi aepxkasu y 1918 pori, sxuii OyB ABOIOPITHUM TUIEMiH-
HukoM Mocuna Muxaiinosuua. Bizomum e moprper Mapii Auzpiis-
HU 3 IBOMa JiTbMH, OTHUM 3 siIkux OyB manieHbkuii [1asno. [Toptper
HarucaB y 1879 poui xynoxxauk Muxkona I'e (doto 5).

Nocun Muxaiinosuy MukianieBchKuii poskus y XapKosi Gillb-
LIy YaCTUHY CBOTO XHTT, iepeixaBmm 10 micta y 1918 poui. Maro-
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YH AUTUIOM «BIIBHOTO XyIO)KHHKa», BiH YMTAB JICKIIi1, BUKJIAAaB TPy
Ha QopTemniaHo, iCTOPil0 MY3HKH B PI3HUX MY3MYHUX 3aKjagax Xap-
KOBa, 1 HaBiTh 30eperyacs JA0BiKa, BUAaHa aMIHICTPaTOPOM TeaTpy
JIBOpKiHMM, 1110 BiH MIPAIIOBaB BUKJIAAa4eM i OTPUMYBaB 3apIljiaTy B
60 xapOoBanuiB y JlepxaBHomy gpamrearpi «bepesinby». Y 1940 po-
ui Mocuma Muknamescbkoro 3anpocus 10 koncepsaropii C. C. Bo-
raTUpHOB Ha OCaAy 3aBigyBavya KaOiHETy iCTOpii My3HKH 3aiiMaTUCs
0i0miorpadiuHOIO Ta apXiBO3HABUOK POOOTOIO 33JJ0BIO JIO CTBOPEH-
Hs Kadenpu ictopii My3uku’”’. Bin ogHUM 3 mepiux y XapKoBi 3110-
OyB HayKOBHH CTYIiHb KaHIWIaTa MUCTEUTBO3HaBCTBa (1944) Ge3
3aXMCTy nuceprauii 3a MoHorpadito «My3uuHa KynbTypa XapKoBa
XVII Ta I nonosuan XIX ct.» I, 6e3yMOBHO, BiH CTaB OJIHUM 3 TaK
3BaHOT'O «COI03Y TPhOX» — «0aThKiB-3aCHOBHUKIBY Kadeapu icropii
MY3HKH B KOHCEPBAaTOpii Ta XapKiBCHKOI iCTOPUKO-TEOPETHYHOT IIIKO-
mu. (Ha poto 6 cumsats Tiomenesa I. O. i Muknamescbkuii M. M.,
ctoiTh JItooumoB b. O. GoTo 3HaxoauThCS B apXiBi Kadeapu).

VY crarTi 10 10Bineto kadeapu icropii ykpaiHCcbKoi Ta 3apyOikHOT
my3ukn XHYM imeni L. I1. Kotnsipescokoro Jligist Hly6ina nure:
«Pa3oMm 13 3aBiyBaukoI0 A0 MEPILOrO CKJIAAY YBIHIILIM KOJIETH-ICTO-
puxn Mocun Muknamescekuit Ta Bopuc Jlro6umos. «COr03 TPHOX»
MaB BUBECTH Ha BHULIMH PIBEHb MY3WYHO-ICTOPUYHY MiATOTOBKY
CTYACHTIB, MiIHATH cTaryc «lcTopii My3ukn», ska nepeOyBajia Ha
TOW Yac cepel 3arajJbHOTyMaHITapHHUX MPEIMETiB, IepETBOPUBIIN
ii Ha OfiHY 3 MPOMUTIOIOYHX, KITFOYOBUX HABYAIBHUX TUCLUILTIHY .

JlisutbHicTs Y. MUKIAIIEBCHKOTO SK My3HMKO3HABIIA i HAyKOBL
Oyna moB’si3aHa 3 JEKTOPCHKMMH BUCTYIaMH Tiepe]l Halpi3HOMAaHiIT-
HIILIOIO ayTUTOPIEI0, a TAKOXK 3 «BUBUCHHSM apXiBHUX MaTepiaiiB,
CTapoi NpecH Ta iHIIMX PIAKICHUX JOKEpes, MOLTyKaMH CBiJKiB Ha
cTopiHkax icTopiin’. Sk 3asHaumna Tersna baxmer, mociimHUI
enictonapHoi cnagmuHu Muknamescbkoro, «Mocun Muxaiinosuy

" T'puropeena, JI. llepounun, 0. (1992). YueOHbIii KaOUHET UCTOPHU
MY3BIKH. XapbKOBCKHH MHCTUTYT MckyccTB uMeHu W.II. Kotmsperckoro
1917-1992. Xapokos. C. 334.

"'y6ina, JI. (1998). Kadeapi ictopii Mmy3uku — 50. Acnexmu icmopuuno2o
Mmy3zuxoznaecmea, 1, 10.

2Tam camo. C. 10.
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HIKOJIM HE JoMaraBcs (Ta W He MIir OM JOMOTTHCS, OCKIIBKH J[BO-
PSIHCBKE MOXO/DKEHHS B Ti yacu 0yiio HerepeOOPHOIO MEePELIKO00)
JKOTHMX BHCOKHX ITOCaJl, Xoua TaJaHT, OCBITa i JOCBIJ AaBav oMy
Ha 1e mpaBo»’. Xoua BiH € aBTOPOM 0ararbox LiKaBHX HAyKOBHX
po0iT, aje B iCTOpilO YBIMIIOB SK aBTOP OAHI€] KHUTH, sika Oyna BU-
JaHa Bxke micys Woro cmepTi y 1967 poui. 3 Horo nucTyBaHHS i3
3aBigyBaukoro kadenpu I. O. TioMeHeEBOIO CTae 0OYEBUIHO, 3 SIKUMU
MepelKkoaaMy HIjia MiAroToBKa 10 BUAAHHS Horo kHuru. Kxura
6yna HanpykoBaHa B Kuesi «3 kymopamu, Ha sxi cam Mocun Mu-
XaiJI0BUY, MOJKIIMBO, HiKOJIM O HE moroauBcs»’*. bararo ictopuaHux
MarepiaiiB, 310paHuX aBTOPOM MiJ] 4ac poOOTH HaJ KHUTOIO 3 PI3HUX
apXxiBHUX JKEpeJ, AKi Ternep HaBiTh HEMOXKIIMBO BiIHOBHTH Yepe3 Te,
110 BCi JOKYMEHTH a0 3ropijiv MiJl yac moxexi, abo Oynu BTpadeHi,
HE TIOTpanujn y BUAaHy KHuUTy. Sk 3a3Haqae T. baxmert, BunaBHUY1
TpaHKH KHUTH 30epiranucs y xapKiBcbKkoro kpaeszHasist B. /1. bepui-
Ha (1938-2020)7, ane HUHI X MiCIIE3HAXOMKEHHS HEBIZIOME.

Kuura M. M. Muknamescbkoro «My3HYHa i TeaTpanbHa Kyllb-
typa XapkoBa kinusg X VIII — nepioi monosuan XIX cromiTrsn’™
HalmMcaHa SICKPAaBOIO MOBOIO 1 HAalOBHEHA LUTAaTaMH 3 Ta3eTHUX
cTarei, MoIPOOUIISIMU Bijl OYSBU/IIIIB TIOAIH, BIATyKaMu, 00’ sIBAMH,
MIPOTOKOJIAMH  3aCiiaHb, JIUCTYBaHHSAM pIi3HUX TPEICTABHUKIB
XapKiBCBKUX MY3MUYHHX 1 JepKaBHUX KiJl. UuTad HiIOM mopuHAe y
CHPaBKHIO KHUBY aTMOC(epy MicTa, Uy€e roloCH MyOIiKH 3 KOHLEp-
TiB, ysBJIsSI€ €KCTpaBaraHTHI 3BMYal XapKiBCbKOI MyOIiKH, pO3yMie
IpOHIYHI KOMEHTapi Mpo MEpIIuX TeaTpajbHUX aKkTOpiB y Xapko-
Bi, 3aHYPIOETHCS Y 3NMUACHHUNA MOOYT LIKOJSPIB 1 MEPUNETii 10J0
TPOILIOBOTO 3a0e3MeueHHs AOJATKOBUX MY3HMUYHHX KJIACiB y MepLIo-
My XapKiBCBKOMY KOJIETiyMi, O3HAaHOMIIIOETBCS 3 ACOPTUMEHTOM
MY3UYHHX KpaMHHLB 1 mepmux QoprenianHux ¢adpuk Xapkosa,
HiOM 0a4nTh BUCTYIIM CTYAEHTIB XapKiBCHKOTO YHIBEPCUTETY 3 Opa-

3 Baxmer, T. (1998). Pomom i3 cpibHOro BiKy. Acnexkmu icmopuurozo
my3ukoznaecmsa, 1, 25.

7Tawm camo. C. 26.

*Tam camo. C. 30.
7 MuknameBcekuit, . (1967). My3uuHa i TearpajibHa KyJIbTypa XapKoBa
kinig XVII — nepiroi monosunu XIX ct. 160 c.
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TOPISIMH Ha YPOUMCTHX 3aX0[aX, JUBYETHCS 30MpaHHIO TpoLIel Ha
nam’sitHuku [aifinny 1 Monapty y Bigni Ta BUKOHaHHIO opartopiit
laiinHa, a TakoXK MEpIIOMY BUCTYIY iHKOTHITO XapKiBChKOi MiaHiCT-
KA Ha MyOJdiYHOMY KOHLEPTi Ta 0e3nivi iHIIMX MOAiH, OMMCaHUX
aBTopoM. Moro nociimkenns, Ge3yMOBHO, pO3BiHUYBAIO icCHyIOUi
iMIepchbki MipH K pociiichKoi iMmepii, Tak i paasHCbkoi, 00 B Hilt
NpeACTaBlIeHa CKJaaHa OaraTOBHMipHa KapTHHAa MY3MYHOI i Tea-
TPaJIbHOT peaslbHOCTI XapKoBa TOTO Yacy.

VY cBoemy mucti 10 TromeneBoi I. O. MHUKIIANIEBCHKUI MMUCAB:
«Bce-Takn HEOOXiHO 3aMMIIMTH B CHJIi OCHOBHY IYMKY, IIO JOB-
ro TpuMmajacs OyMKa (HempaBHJIbHA) PO YKpaiHy Ta pOCIHCBHKY
NpPOBIHLIIO, JIe HIOM He Oylo CepHO3HMX MY3WYHHUX 3aHSTH TOLIO
1 0 peTenbHE O3HAWOMIIGHHS 3 apxiBaMu Ta iHIIMMH Marepia-
JaMy 0 AYMKY po3cisuio» (uct MukiameBcbKoro TroMeHeBiH,
29.06.1950)". TIpote BiamOBiAb BiJ BUAABHULTBA Oyla KaTeropud-
Ha: «A00 Bci BHIIE3TrafaHi CKOPOYEHHS OyayTh 3p00JIeHi 1 crieniaib-
HUH po3ain mpo Mocksy i [letepOypr Oyae HanucaHo, abo... KHUTa
HaJpykoBaHa He Oyze» (et Bin 15.08.1951)7.

Xoua it He Oyno 3aciaHb-LIbKyBaHb MUKIIALIEBCHKOTO, SIK 1€
CTajocs 3 1HIIUMH YKpaiHCBKMMH MHUTISIMHU, ajie TUCK, TeMaTHYHe
OOMEKEeHHSI, TIONITHKA 3aMOBUYBAHHS, IPUHIKCHHSI HECTa4el0 He-
00XiHOTO MiHIMyMY TpolIei s mpokuBaHHA (i Le IJIsi CHaIko-
€MIISI ¥ BOJIOAAPS OJHOTO 3 HaWOaraTIMX MAa€eTKiB), a BiAMOBIIHO,
1 MpUMEHILEHHs HOoro mocrari B MailOyTHbOMY BiH BOYEBHIb Bil-
qyBaB.

7baxwmer, T. (2003). Ictopis oxniei apy>x0u: muctu [. M. MUKJIaIeBCbKOro
mo I. A. TiomeneBoi. [lpobnemu 63aemo0dii mucmeymea, neoazoiku ma
meopii i npaxmuxu ocgimu, 11, 391.

8 Tam camo. C. 392.
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CTapORy6ChKOrO IMOTKOBHMUKA
Muxaiina MuKIameBcbKOro
mist Bugy6uiipkoro MoHacTupsi,
Hesigommii apTop XVIII cT.
(®oro 1)
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[ToprpeTr Muxaiina ITaBmosnya
MukanieBcbKOro, HeBioMmit
aBTOp, 1800-Ti poku. (doto 2)

«IlopTpeT jlamMu 3 TBO3JIUKOIO».
Ioprper Hapii MuxaitnisHu
Cyumnienko, I. ®. Bintepxanbrep
(H.EWinterhalter). (®oTo 3)
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[TopTpet Muxaiino Mocunosnya
Cynienko 3 gpy>xxunor Hagiero
MuxaitnisHow yp. MUK/IaIIeBChKOIO Ta
cunamu — Vlocumom i Onekcanapom.
K.K.®orenb ¢oun Dorenpiireiiy,
1830-ti poxu. (oo 4)

Tromenesa [LO., Muknmamescokuit V.M.,
JTro6umoB B.O. (cToith). 1950-Ti poxu.
(®oro 6)

IMopTper Mapii AnzpiiBHM
CkopomnafcbKoi yp. MUK/IaIeBChKoi 3
cunamy Muxaiinom i ITabnom, M. Te,
1879. (®oto 5)
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ICONOGRAPHIC SOURCES)

Key words: Yosyp Myklashevsky, Ukrainian dynasty, family
portraits, fate of inheritance.

Yosyp Mykhailovych Myklashevsky (1882-1959) is a well-
known Kharkiv scholar, is the author of a rather extensive musi-
cological heritage, including the first musicological works on the
history of musical and theatrical culture in Kharkiv. His personality
also attracts attention as a descendant of the Myklashevsky dynasty,
an ancient Ukrainian Cossack family from which came outstanding
personalities known for their participation in the political, economic,
cultural, and educational life of the country at that time. The unex-
pected twists and turns in the fate of these people, their marriages,
and inheritance rights now gain a clearer and more logical explana-
tion in historical retrospect.

As is known from the historical reference”, Yosyp Mykhailovych
Myklashevsky was the last heir and owner of the family estate in the
village of Ponurivka (Chernihiv province). The first owner of Pon-
urivka was Mykhailo Myklashevsky (1640-1706) (photo 1), a tsarist
stolnyk and colonel of the town of Starodub, general esaul of the Za-
porizhzhia Army. Mykhailo Andriyovych received the Volokytyne
estate (Hlukhiv district) from Hetman Mazepa, which is recorded
in a personalized universal, and in 1693 Mazepa gave the Starodub
colonel possession of Ponurivka as well.

Yosyp Mykhailovych  Myklashevsky’s  great-grandfather
Mykhailo Pavlovych Myklashevsky (photo 2) (1757-1847) built a

" Miklashevsky, Joseph Mikhailovichro URL: https://ru.wikipedia.org/
wiki/Muknamesckuii, Mocud Muxaiinosuy
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building in Ponurivka in 1815 that was one of the best of its time
and was inspired by Italian (Venetian) villas in its architectural style.
It was traditional for the time to decorate estates with numerous por-
traits of the founders of the dynasty and their descendants, which
characterizes the Ponurivka estate. During the lifetime of Mykhailo
Pavlovych Myklashevskyi, the living room was decorated with his
own portrait (by an unknown master) and a portrait of the first own-
er, Colonel Mykhailo Andriiovych of Starodubsk.

Nadiia Mykhailivna Sudiienko (Myklashevska) (1816-1876), a
great aunt of losyp Mykhailovych, whose portrait was exhibited at
the famous “Tauride Exhibition” by Sergei Diaghilev, held in 1905
in St. Petersburg (photo 3). The portrait is currently in the collec-
tion of the State Museum of Art in Almaty, Kazakhstan. This is a
work by the German artist Hermann Filles Winterhalter “Portrait of
a Lady with a Carnation” (1840; canvas, oil. 82 x 65.5 cm).

There is also a reproduction of the Sudiienko family portrait
(photo 4) in the Sudiienko-Myklashevsky family estate in Ochkino
(Chernihiv province, now a village in the Shostka district of Sumy
region).

Another prominent woman of the Myklashevsky dynasty should
be noted, namely, Yosyp Mykhailovych’s aunt Maria Andriiivna
Skoropadska (Myklashevska). The dates of her life differ in differ-
ent sources, but the years 1839-1900 are more commonly used. She
was the daughter of Andrii Mykhailovych Myklashevsky, the owner
of the famous Volokytyn porcelain factory, and Daria Oleksiivna
Olsufieva. Among Maria Andriiivna’s four children, we note Pavlo
Skoropadsky, Hetman of the Ukrainian state in 1918, who was a
cousin of Yosyp Mykhailovych by family ties. There is a famous
portrait of Maria Andriivna with two children, one of whom was
little Pavlo. The portrait was painted in 1879 by the artist Mykola
Ge (photo 5).

Yosyp Mykhailovych Myklashevsky lived in Kharkiv for most
of his life, having moved to the city in 1918. With a diploma of a
“free artist”, he lectured, taught piano and music history at various
musical institutions in Kharkiv, and even a certificate issued by the-
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ater administrator Dvorkin that he worked as a teacher and received
a salary of 60 rubles at the Berezil State Drama Theater has been
preserved. In 1940, Yosyp Myklashevsky was invited to the Conser-
vatory by S. S. Bohatyrev to the position of head of the Music His-
tory Department to engage in bibliographic and archival work long
before the creation of the Department of Music History®”.He was
one of the first in Kharkiv to receive the degree of Candidate of Arts
(1944) without defending his dissertation for his monograph “Musi-
cal Culture of Kharkiv in the Eighteenth and First Half of the Nine-
teenth Century”. And, of course, he became one of the so-called
“union of the three” — the “founding fathers” of the Department of
Music History at the Conservatory and the Kharkiv Historical and
Theoretical School. (Photo 6: H. Tyumenieva and Y. Myklashevsky
are sitting, B. Lyubymov is standing).

Many historical materials collected by the author while working
on the book from various archival sources, which cannot even be
restored at present because all the documents either burned in a fire
or were lost, were not included in the published book. According to
T. Bakhmet, the publishing plates of the book were kept by Kharkiv
local historian V. D. Berlin (1938-2020)*, but their whereabouts are
currently unknown.

His correspondence with the head of the department, Hanna
Tyumenieva, makes it clear what obstacles he faced in preparing
for the publication of his book. His study certainly debunked the
existing imperial myths of both the Russian and Soviet empires, as
it presents a complex multidimensional picture of the musical and
theatrical reality of Kharkiv at that time.

Although there were no meetings of persecution of Mykla-
shevsky, as happened to other Ukrainian artists, he obviously felt
the pressure, the thematic restrictions, the policy of silence, the hu-
miliation of not having the necessary minimum of money to live on
(and this for the heir and owner of one of the richest estates), and,
accordingly, the diminution of his figure in the future.

% Grigorieva, L. Scherbinin, Y. (1992) Study room of music history.
L.P. Kotlyarevsky Kharkov Institute of Arts 1917-1992. Kharkiv. P.334

$1Tbid. P. 30
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Jlunkina Auna Anopiiena
CMYOeHmKa-mMy3uKo3Haeuys XapKiecbko2o HayioHaNbHO20
yHigepcumemy mucmeyms imeni I. I1. Komnsapescbkozo
ORCID 0009-0006-5266-3609

YU BYB I. CJIATIH IIEPLITUM?
((IIEPEJJICTOPIA» MY3U4YHOI OCBITH B XAPKOBI
AK IIOBHOLIIHHA ICTOPIA)

KuarouoBi cioBa: cmanosienus npogheciiinoi mysuunoi oceimu
6 Ykpaini, myzuune cepedosuuje, hopmenianna gadpuxa.

[Mowatok mpodeciitHoi My3n4HOT OCBITH B XapKOBi NPUIHATO
noB’si3yBaru 3 nistibHICTIO 1. . Cnarina. Y 1871 pori BiH 040iuB
MY3W4HI KJIacH TPU PErioHaIbHOMY BiJIiJieHHI IMmeparopchbKoro
POCIHICBKOTO MY3WYHOTO TOBapuCTBa, Ha 0a3i sikux y 1883 poui i
BUHUKJIO MY3WUYHE YUUJIHUINE. A YU JTIHCHO JI0 IIbOTO B MICTI He OYyJI0
IHIINX aJIbTePHATUBHUX OCEPEIKiB My3UYHOT OCBITH?

Y niteparypi 1ocTarHbO (haKTiB JYIst TOTO, 00 OCTABUTH IIiJT CyM-
HiB 110 mepiicth. Tak, Bke y 1740-x pokax (MeHIIe HiX 4epe3 CTO
POKIB TicIist 3acCHyBaHHsI MicTa) Y XapKoBi Oyia «kadeapaibHa BOKab-
Ha MY3HKay, CIIBaKH SIKOi 3HaJIM TMPaBHJIa TApMOHI Ta BMiJIK IpaTh Ha
CKpHITKax (HaleBHE, MalMCs Ha YBa3i MaJeHbKi PEreHTCHhKI CKPHIIKH,
10 BUKOPUCTOBYBAIIUCS JJIsl HAAIITYBaHHs Xopy). Bizmomo mpo kimac
THCTPYMEHTAIILHOI Ta BOKAJILHOI MY3UKH, IIO JisIB MMiJl KEPiBHULITBOM
mupurenta M. Konnesuua 3 1773 poky y KazenHomy yummimi. 3a
cBiqueHHsM [. KBiTku-OCHOB’SIHEHKa, «IpW KJacaXx 3 BHXOBAHIIB
OyB IMOBHHI OPKECTP MY3HKH 1 XOp CIHIBOYMX, BCE MiJl KEPIBHUIITBOM
M. I1. KonneBnua, sikuii 3Ha€ crpasy. JlyXOBHI KOHIIEPTH Ta iHII TBO-
P¥ KOMITIO3UTOpa CIABUIIMCS CBOTO Yacy i mam Xapkosa»® (1791). V
1797-98 pokax y umcIti BUKIajadiB 3aKia 1y OyB KOMIIOZUTOP ApTeMiit
Benenb, sikuii 00iiiMaB TakoXk Mocaay KepiBHUKA XOPiB, CTBOPEHHX MiJT
MaTpOHATOM XapKiBchKUX TyoepHatopiB A. JleBaninosa ta O. Temnosa.

Bigkputtst B 1805 poui yHiBepcUTETY BUKIMKAJIO CyTTEBHI MPO-
rpecy cipasi My3n4HOI OcBiTH. TyT BUKIIa1aB Ipy Ha opTemiaHo Ta

82 Tuxomuposa, T. (1994). CraHOoBiI€HUE MY3BIKAILHOU KYIBTYPBI
XapbKoBa. %ﬂoéoda, 751, 5. ) Y VARIYP
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ckpunili IBan BiTkoBchkuii (0:1. 1777—1844). 3a fioro iHilliaTUBH YHi-
BepcuTeT npuadas y JleWnuury BenuKy KilbKiCTh My3UYHHUX 1HCTPY-
MEHTIB Ay HaBuaHHA. Kpim BiTKOBCBKOTO, ypPOKH MY3UKHU J1aBaju
i kommosutop IBan Jlosuncekuii (6. 1777-61. 1850), a 3 1815 po-
Ky 1 Maneit Kamencokuii (1734-1821). Bigomo, mo B 1820-x po-
Kax 3 14 HaBuanbpHUX 3aknaaiB Xapkosa y 10 BHKIazanu My3HKY.
I, cynsuu 3 micbkoi mepioAnKY, IPOMO3ULiT HABYATHCS Y IPUBATHUX
MY3HYHHX IIKOJIAX BCE 3011bLITYBANNCS.

Ha mouarky XIX cromiTrss y XapkoBi 3Ha4HO BHpiC MOMUT Ha
HOTU W My3uuHi iHCTpyMeHTH. [lepumnm, ane nanexko HE €IMHUM
MarasuHOM, J¢ MPOJAABaJIM Pi3HOMAHITHI MY3W4HI IHCTPYMEHTHU i
MPUCTPOI AJIS HUX, @ TAKOXK HOTH, OyB MarasuH yxe 3raganoro [. Bi-
TKOBCBKOTO. Kpim TOro, BnacHuk MaB Hamip Binkputu y 1806 poui
IIPU YHIBEPCUTETI HOTHY IpyKapHIo (aje 4u Oyia BOHA CTBOpeHa —
miATBEpKeHb HeMae). HatomicTs kHUronponasuto Jlanrepy taku
Baanocs B XapkoBi 1812 poxy BiAKpUTH BIacHY HOTHY JPYKapHIO.

Byna y 1. BitkoBcekoro y 1813—1817 pokax Takox opremniaHHa
¢dabpuka. Y wueii ke yac y paitoni MUpOHOCHIIBKOT LIEPKBH BiJKPUB
cBoto ¢adbpuky lordpin Enke, y 1840-x poxax nomanmcs mie 1Bi
¢opremnianni ¢padbpuku bipmana Ta Kypra i ['yro6a. @akrnuno ue
Oynu MaliCcTepHi 3 KaliTaJbHOTO PEMOHTY (opTemniano. 3po3yMmio,
IO Taka KiNbKICTh PEMOHTHHX 3aKJaliB yKasyBasla Ha i1CHyBaHHS
B XapKoBi JOCUTH PO3Taly’kK€HOi CUCTEMHU 1IHCTPYMEHTAIBHOTO MY-
3UKYBaHHS, sIKa BXXE HE MOIIa OyTH BUKJIIOYHO iMIIOPTOBAHOIO 1 TO-
TpeOyBasia KBaJi(hikoBaHOTO 00CITyrOBYBaHHS.

PeanbHuii piBeHb My3UUHOT OCBIYEHOCTI XapKiB’sIH MOYKHA YSIBHTH,
SIKIIO BAATUCS 10 CTaTUCTHYHUX PO3PaxXyHKiB Ta aHasorii. Tak, akiio
MIPUITYCTHTH, IO BIACHUKHU «(aOpUK» — BOHHU K €AWHI MPALiBHUKH,
TO Ha MicTO 31 174 THC. MEIIKaHLIB (TakuM OyJio HaceleHHs XapKoBa
1840-x pokiB) mpunasano sk MiHiMmyMm Tpu podiTHukH. 106 ix cnpasa
Oyna mprOyTKOBOIO, KOKEH 3 HUX MaB OM peMOHTYBaTH 1-2 iHCTpyMeH-
TH 3a Micslb, 3apOOJISIFOUM MPOKUTKOBUM MiHIMYM Ta BiALIKOIOBYIO-
YW BapTiCTh MatepianiB. TakuM 4MHOM, 32 PiK y CEpeaHbOMY MOIIN
OyTu BizpemonTosasi Bix 30 1o 70 iHcTpyMeHTiB. Binnosigno, mu He
MOXKEMO BBaKaTH, IO KUIBKICTh BiIPEMOHTOBaHMX POSUIIB JTOPiBHIOE
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KiJIBKOCTI 1HCTPYMEHTIB y TOrOYaCHOMY MICTi, SIK 1 Temep, Ue JIHIIe
YacTKa BiJl YCIX IHCTPYMEHTIB, 110 OYyJIH B YXKHUTKY 1 MOTpeOyBasM Karli-
TaJILHOTO PEMOHTY. SIKIIIO B3STH HABITh OAWH BiJICOTOK MOJArOYKEHUX
THCTPYMEHTIB BiJl 3arajbHOI KiTBKOCTI, TO BCHOTO Ha MiCTO Majio O Oy-
i He MeHIre 1500 posutiB. A 1ie 03Hauae, M0 OAWH POsUTh TIPUITAJAB
Tpoxu OunbIe, Hixk Ha 100 MeIIKaHIIB MicTa, siKi, 0€3CYMHIBHO, MOTJI
HaBYATHUCS CIiBaTh ab0 TpaTh 1 Ha IHILIKMX THCTPYMEHTAX.

OTKe, MOJKHA CTBEPKYBaTH, 10 XapKiB cepenunu XIX cTomiTTs
JMIIe 32 UM MOKa3HUKOM He OyB M030aBIeHHH MY3UYHOTO KHTTS
Ta npodeciitHoi My3uuHOi ocBiTH. DakTH, MO MIATBEPIKYIOTH IIE,
HE MMOOJMHOKI, BOHH TPATUIIOTHCA B 0araTbox JOCIIKEHHSX, IPOTEe
BCyIeped iM 1 HuHi 30epiraeTbest TeHASHUIHHICTD y BUKJIAl iCTOpHY-
HOi iH(opMmallii, cripsiMoBaHOI Ha abcomoTu3anito mocrari [. Cnari-
Ha K (QyHAaTOpa My3WYHOI OCBITH B MiCTi. SIKIIO B3SITW A0 YyBaru
XO04 JIesiKi 3 X (aKTiB, TO BUHUKAE 30BCIM iHIIA KapTHHA: XapKiB JI0
Crarina MaB PO3BHHEHY MY3MYHO-OCBITHIO MEPEXY, a TaKOX BiAIO-
BiHY 1H(pacTpyKTypy, 1O ii 3a0e3neuyBana. 3 MEBHUX 1€0IOTTHHUX
MipKyBaHb B ICTOPHYHUX OTOBI/SIX JIOHEIABHA aKIIEHTYBAIACs Micio-
Hepcbka poib [. Cnarina y cTaHOBJIEHHI My3MYHOI OCBITH, IPOTE TOH
(aKT, 3 IKUMHU IIKOJIaMU/KIIacaMu/3aKinagaMu KoHKypyBaB [. Craris,
i 1oci 3aMOBYy€eThCs, HIOM 13 cTBOpeHHsM mif erigoto [PMT mysuu-
HUX KJIaciB BOHM 3HUKIM. Lle moTpeOye nomaTrkoBoro apxiBHOro o-
CIIIJDKEHHS.

Anna Lypkina
undegraduate program student in musicology
at Kharkiv 1. P. Kotlyarevsky National University of Arts
ORCID 0009-0006-5266-3609

WAS I. SLATIN THE FIRST?
(“PREHISTORY” OF MUSIC EDUCATION IN KHARKIV
AS A COMPLETE HISTORY)

Key words: formation of professional music education in
Ukraine, musical environment, piano factory.
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The beginning of professional music education in Kharkiv
is usually associated with the activities of 1. Slatin. In 1871, he
headed music classes at the regional branch of the Imperial Rus-
sian Musical Society, on the basis of which a music school was
founded in 1883. Were there really no other alternative centers of
musical education in the city before that?

There is enough evidence in the existing literature to question
this primacy. Thus, already in the 1740s (less than a hundred years
after the city was founded), Kharkiv had “cathedral vocal music,”
whose singers knew the rules of harmony and could play violins
(probably referring to small regency violins used to tune the choir).
It is known about a class of instrumental and vocal music that op-
erated under the direction of conductor M. Kontsevich in the Trea-
sury School from 1773. According to H. Kvitka-Osnovyanenko,
“the class had a full orchestra of music and a choir of singers, all
under the direction of M. P. Kontsevych, who knew his stuff. The
composer’s spiritual concertos and other works were famous in
their time and beyond Kharkiv”® (1791). In 1797-98, the compos-
er Artemii Vedel was among the teachers of the institution, who
also served as the director of choirs created under the patronage of
Kharkiv governors A. Levanidov and O. Teplov.

The opening of the university in 1805 caused a significant
progress in music education. Ivan Witkowski (c. 1777-1844)
taught piano and violin here. On his initiative, the university pur-
chased a large number of musical instruments in Leipzig for teach-
ing. In addition to Witkowski, music lessons were also given by
the composer Ivan Lozynski (c. 1777—c. 1850), and from 1815 by
Maciej Kamienski (1734-1821). It is known that in the 1820s, out
of 14 educational institutions in Kharkiv, 10 taught music. And
judging by the city’s periodicals, offers to study at private music
schools were increasing.

At the beginning of the nineteenth century, the demand for
sheet music and musical instruments in Kharkiv increased signifi-
cantly. The first, but by no means the only, store that sold various

% Tikhomirova T. Becoming of Kharkov's musical culture. Sloboda,
1994/74. P. 5.
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musical instruments and devices for them, as well as sheet music,
was the shop of the aforementioned I. Vitkovsky. In addition, he
intended to open a music printing house at the university in 1806
(but there is no evidence that it was created). Instead, the book-
seller Langer managed to open his own music printing house in
Kharkiv in 1812.

In 1813-1817, I. Vitkovsky also had a piano factory. At the
same time, Gottfried Encke opened his factory in the area of the
Mironositska church, and in the 1840s two more piano factories
were added: those of Burman and Kurt and Gutob. In fact, these
were workshops for major piano repairs. It is clear that such a
number of repair facilities indicated the existence of a fairly ex-
tensive system of instrumental music making in Kharkiv, which
could no longer be exclusively imported and required qualified
service.

The real level of musical education of Kharkiv residents can
be imagined by resorting to statistical calculations and analogies.
For example, if we assume that the owners of the “factories” were
the only employees, then a city of 174,000 inhabitants (this was
the population of Kharkiv in the 1840s) had at least three workers.
For their business to be profitable, each of them would have to
repair 1-2 instruments per month, earning a living wage and re-
imbursing the cost of materials. Thus, on average, 30 to 70 instru-
ments could be repaired in a year. Accordingly, we cannot assume
that the number of repaired pianos is equal to the number of instru-
ments in the city at the time, as it is still only a fraction of all the
instruments that were in use and needed major repairs. Even if we
take one percent of the total number of repaired instruments, there
should have been at least 1500 pianos in the city. This means one
grand piano for a little more than 100 city residents, who could
undoubtedly learn to sing or play other instruments as well.

Thus, it can be argued that Kharkiv in the mid-nineteenth cen-
tury was not deprived of musical life and professional music edu-
cation by this indicator alone. The facts that confirm this are not
isolated, they are found in many studies, but despite them, there

— 284 —

11l Yeprawuncoki yumanms

is still a tendency in the presentation of historical information
aimed at absolutizing the figure of 1. Slatin as the founder of mu-
sic education in the city. If we take into account at least some of
these facts, a completely different picture emerges: Before Slatin,
Kharkiv had a developed music education network, as well as the
appropriate infrastructure that supported it. For certain ideologi-
cal reasons, historical narratives have until recently emphasized
I. Slatin’s missionary role in the formation of music education, but
the fact that I. Slatin competed with schools/classes/institutions
is still silenced, as if they disappeared with the creation of music
classes under the auspices of the IRMS. This requires additional
archival research.
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«M¥u XKUBEMO B €IMIOXy BCECBITHHOTO TOPXKECTBA MaM SITi...» —
cTBep/Kye (paniy3bkuii ictopuk [1’ep Hopa. Ha mexi cromiTh
«BCl KpaTHU TEPEkKMIN DIMOOK] 3MiHM TPAJAULIIHOTO CTaBICHHS JI0
MUHYJIOTO <...> CBIT 3aTONWJIa XBWIA CHOTaiB, MIIIHO 3’€IHABIIH
BIPHICTh MUHYJIOMY <...> 3 MOYYTTSM NPUHAIICKHOCTI, 3 KOJICKTHB-
HOIO CBIJIOMICTIO Ta IHMBIIyaJIbHOK CAMOCBIJIOMICTIO, 3 TTaM’SITTIO
Ta IACHTUYHICTIOM [2, ¢. 192]. 3 AyMKOIO HayKOBIIsI HC MOXHA HE TI0-
ronuTrCh. POKM yKpaiHChKOT HE3aJIeKHOCTI BUKJIMKAIM 3HAYHUH 1H-
Tepec JOCIITHUKIB JI0 HAIIIOTO ICTOPHYHOTO MHHYJIOTO, BiIPOJIKSHHS
KyJABTYPHOI CIAIIUHK, YCBITOMJICHHS HAI[IOHAIBHOI iJICHTUYHOCTI,
a TakoXX POJi PETiOHIB Y TBOPEHHI YKPaiHCHKOTO KYJIBTYpPHOTO YHi-
BEPCYMY.

BaxnuBy ponb y 30epekeHH] iCTOpU4HOI mam’sITi BiJirparoTh
apxiBu. JlokyMeHTaJbHI CBiIOLTBA, 10 30epiratoThes y GoHmax uux
YCTaHOB, JO3BOJISIFOTH BiUYTH «OKHBE» MHUHYJIE, PEKOHCTPYHOBATH
moJIi1 i (pakTH, 1110 CTAHOBJIATH HEBIJI' EMHUH CKJIaTHUK HAIIOT iICTOPII.

OnHUM 3 aKTyaJlbHHX HalpsIMiB JOCIIKEHHS Cy4aCHOTO MY3HKO3-
HaBCTBA € My3UYHA PETIOHATICTHKA 1 Kpa€3HABCTBO. PI3HUILS Mixk [IUMU
JIBOMa HAIPSIMaMH TOJISITA€ B TOMY, 110 PEriOHaTiCTHUKA CIIPSIMOBaHa Ha
BUBYCHHS CyTHICHUX OCOOJMBOCTEH PErioHy SIK ILTICHOCTI, y TOH yac
SK KPA€3HABCTBO KOHKPETU3YE 1 MEPCOHI(IKY€E 1CTOPHIHO-KYIBTYPHHUM
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MpoLEC, BOHO «CXMJIBHE JI0 MIKPOCIOKETIB, IECTAIBHOTO OIUCY, <...>
HAJMXAETHCA JF000B’10 10 «MaJtoi OaTbKIBIIMHIY ...» [4, ¢. 53]. Came
TOMY KPa€3HaBCTBOM 3aMAIOThCSI HAYKOBLI, sIKi € KOPIHHIMH KHUTEJIsI-
MH TIEBHOI MiCIIEBOCTI 1, sik 3a3Hadae [1. Hopa, Bpakarounm € Toi (ax,
110 3Ha4HI AOCTIPKEHHS B il ramy3i Hanexarb He (paxoBUM icTOpH-
Kam, a [peICTaBHUKaM 1HIIMX HayK, 30KpeMa My3HKaHTaM.

PoGoTtn 3 My3M4YHOTO Kpa€3HAaBCTBA € BaXIUBUM HaAOaHHAM
Hamoi My3W4HOI icTopii, BOHM He nuIIe 30aradyroTh KyJIbTyp-
HUI Te3zaypyc KpaiHd, a i CIPHUSIOTH YCBIIOMIICHHIO MPUYETHOCTI
JI0 HaI[lOHAJILHOTO CTAHOBJICHHS PI3HUX KYTOYKIB YKpaiHW, a JUis
MEIIKaHI[IB — 1HO/I € CIIPaBXXHIM BIIKPUTTSIM CBOTO MUHYJIOTO, BU-
JIaTHUX OCTaTeN 1 MOIIM.

[IpyyrHN Takoro akTUBHOTO BHMBYEHHS MY3HYHOI icTopii Ha
MICIISIX KPUIOTBCS Y IParHeHH1 YCBIIOMUTH CBOi MEHTaJIbHI BUTOKH,
Yyepe3 iICTOpUUHY MaM’aTh 3’SICYBaTH, XTO MH €, SIKi TpaauLii ycrai-
KOBY€EMO, aJl)Ke KO)KEH PErioH Mae CBOIO crenn(iky, ICKpaBi TBOpUi
0COOMCTOCTI, sIKi BIUIMBAJIM HA XiJ My3U4HOI iCTOPIi.

JxepenbHy 0a3y MY3MKO3HABUMX AOCHTIHKEHb 3a3BHYail CTa-
HOBJISITH JOKYMEHTH, SIKi 30€epiraloThCsi B JE€PXKaBHUX apXiBHUX
yCTaHOBaX, MPUBATHUX KOJIEKLISX, My3€HHUX 310paHHAX, My3UYHUX
¢dongax tomo. [lepeBaskHo 1e myOmikawii B mepioAMLli, IPOTOKOIU
300piB, JiJIOBE JTUCTYBaHHS, €MICTOJISIPHA CMIAAIIMHA, HOTHI PyKOIIHU-
cH, (POTOJOKYMEHTH TOIIIO, @ TAKOK 0COOOBI Ta CIMEWHO-1CTOPUYHI
JOKYMEHTH: IIOJICHHUKH, aBToOiorpadii, MeMyapH, KOHIIEPTHI 3amu-
CH, TIeJaroriuyHi HOTaTKK Toio. OCOOIMBOTO 3HAYECHHS Y BiATBOPEH-
Hi icTOpUYHOT 11aM’sATi HaOyBaIOTh 1HTEPB 10 3 KUBUMHU YUACHHUKAMHU
OJIiH, TXH1 croraju, 3adikcoBaHi B JIUCTaX i Oecimax.

ApxiBHI Marepiajau CTaHOBIATH Oe3UiHHE iH(OPMAaTHBHE JHKe-
penio He JIMIIe B acleKTi CTBOPEHHS 0o0pasy emoxH, COLialbHUX,
KYJBTYPHUX 1 MUCTELBKUX MO MUHYJIOTO, & H Y PO3YMiHHI TOTO
Cepe/IoBHILA, B SKOMY KHMB 1 MPAIlOBaB MUTEIb, 110 BILIMBAJIO Ha
Horo TBOpYicTh, 3yMOBIIIOBAJIO MEBHI 3ayMH 1 iX peaunizauito. Boa-
HOYac 0COOOBI JTOKYMEHTH PO3KPHBAIOTh HANMOTAEMHILI 3aKyTKH
0COOUCTICHOTO «S1» My3UKaHTa: JyMKH, MOTVISITN, KOJIO CITUTIKYBaHHS,
TBOpUi MaHu Tomo. Came 3a HUMHU JOKyMEHTaMH MH YCBIIOMIIIOE-
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MO YHIKaJIbHY iHAMBiTyalbHICTb, BUSBISIEMO OCOOIMBOCTI TBOPUYOTO
HUISIXY, CATAEMO TCUXOIOTIYHUX IMOMH MY3UYHOI AiSTIBHOCTI.

VY Ham 4ac 10 My3MKO3HaBYOTO HAYKOBOTO OOIry aKTHBHO JIO-
Jy4aloThCsl IMEHa MUTIIB, sIKi OyJM HAaBMHCHO «BHKPECIEHI» TO-
TaJiTapHOIO BIIaA0I0 200 He3acoyKeHO 3a0yTi y BUpPI ICTOPHUYHHX i
KyJIbTypHUX noaiid. Cepen Takux € BioOMi OCOOHMCTOCTI, YHsI TBOP-
Ya JiSTIBHICTB Y 3B A3KY 13 3a00pOHOI0 HEJOCTAaTHHO BUCBITJICHA U
OCMHCIICHA, TaK 1 MEHII 3HAaH1 My3HKaHTH, TBOPYICTh SKHX [TO3HAYH-
Jach Ha PerioHaJbHOMY PiBHI: BIUIMHYJIA HA PO3BUTOK MHUCTELBKHUX
Tpaauuii, QopMyBaHHS My3WUHOro cepenoBuina. CrpaBelnBO
3a3Havae fociigauis TBopuoi crammubu JI. JlicoBchkoro A. Jlpo-
ounr: «I1lo6 BiNTBOPUTH LITICHY KapTHHY KYJABTYPH, CIif HOCTi-
JOKYBaTH 11 KOMIIOHEHTH B YCiii Pi3HOMaHITHOCTI TEpUTOpialbHUX,
perioHaJIbHUX, 0COOMCTICHUX Ta IHITUX 0COOIUBOCTEH; PO3IJIsIaTH
i HAyKOBO OCMHCIIIOBATH 3700yTKH HE JIMIIE BiJOMHX O0COOMCTOC-
Tel, a i TUX, YMi TOCATHEHHS, TBOpYA CHAALIMHA 3 PI3HUX MPUYHH
11e He HaOyJIM HayKOBOTO omparioBanus» [ 1, c. 47].

BaxnuBUM KOMIOHEHTOM HAaLiOHAIBHOI 1JEHTHYHOCTI € MYy-
3n4Ha cnaqmuHa. ChOroIHI TBOPH YKPaiHCHKMX KOMIIO3UTOPIB OIa-
HOBYIOTh €BPONEHCHKHI 1 CBITOBHI KyTbTYpHHH MPOCTIP, aKTHBHO
BKJIIOYAIOThCS 10 KOHIEPTHOTO 1 MeaaroriyHoro pemnepryapy. Heo-
LiHeHHE y UOMY IJIaHi BIAKPUTTS HOTHHUX apXiBiB. TBOpH, sIKi mecs-
TUIITTAMH JIeXKaIu y (oHIax, IPUBATHUX KOJEKIISX, TTOTOBHIOIOTh
CTaJIMii penepTyapHHii epetiK, PO3MIHPIOIOTH HalliOHATBHUN My314-
HUH CTIaZ0K BiIPOUKEHUMH CKapOaMU KOMIIO3UTOPCHKOT TBOPUOCTI.

VY ckiagHUi BOEHHUH Yac MOBHOMACIITAOHOI pOCiChKOi arpe-
cii 0COOJNMBO TOCTPO MOCTAa€ MUTAHHS 30CPEKEHHS KYIBTYPHOT
CHaIIMHK, HEBiJ €MHOIO CKJIaJOBOIO SIKO1 € apXiBW. SIK 3a3Hayae
ictopuk M. [lamieHko, apxiBu 30epiraroTb CBOEPITHUN «TE€HETHY-
HUH KOI», 32 SKMM MOYKHA BiITBOPUTH PO3BUTOK KpaiHM MPOTATOM
0aratboX CTOJNITh. BOHM «BiirparoTh CTPaTETiuHO BAXKIUBY POIbY,
OCKIJIbKY H/ie «BiliHA MPOTH HAMIO! iCTOPUYHOI Mam’sITi, HAI[lOHAJIb-
HOI TiZJHOCTI Ta HaLllOHAJIBHOI ileHTHYHOCT» [3, ¢. 29]. Jlekinbka
YKpaiHCBKUX apXiBiB BXKe€ MOCTpaXkJallu BiJ oOCTpiiiB i Gombapy-
BaHb, 30KpeMa Oyxieis [lepkaBHOrO apxiBy XapKiBChKOi 00acTi.
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30epirarouu Hally iCTOPit0, apXiBICTH MPALIOIOTH HAJ OLU(POBY-
BaHHSM JIOKYMEHTIB, CTBOPCHHSIM €JICKTPOHHUX OIHCIB 1 TEKCTOBUX
Komiid. ApxiBHI ()OHIU TONIOBHIOIOTHCS HOBUMH HAaIXOPKEHHIMH
JIOKYMEHTaJIbHHUX CBIJIOITB )KHUTTS 1 TBOPUOCTI CyYaCHUX MUTIIIB.

OTxe, apXiBH — L€ «IYXOBHHH MICT», III0 TIOEAHYE MUHYIIC i
CBOTOJICHHS, LIEHTPH 30€pekKEHHS ICTOPIii Ta KyAbTYpHHUX Hag0aHb
JUTSE MOy THIX TIOKOJIiHb, JDKEPEIO HOBHUX JOCIIKEHD 1 BIAKPUTTS
«3a0yTHX» IMEH MHUTLIB, 1[0 TBOPUJIM HAIly MY3UYHY 1CTOPIIO.
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“We live in the epoch of worldwide memory ruling....” — a
French historian Pierre Nora's claim. On the verge of the centuries
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“all countries experienced big changes in traditional attitude to the
past <...> the world is flooded with a tide of reminiscences, making
a tight connection between devotion to the past <...> and a feeling
of belonging, with collective consciousness and self-consciousness,
with memory and identity” [2, p. 192]. One cannot disagree with the
scientist's opinion. The time of Ukrainian independence made in-
vestigators interested in our historical past, revival of cultural heri-
tage, national identity awareness and the role of regions in creation
of Ukrainian cultural universe.

Archives play an important role in historical memory preserva-
tion. Documental evidence kept in the funds of these establishments
help to feel the “living” past, to reconstruct the events and facts,
which are inseparable part of our history.

Musical regional science and local history are among the urgent
fields of modern musicology studies. The difference between these
two fields is the following: regional science investigates essential
peculiarities of a region as an integrity, while local history concret-
izes and personifies historical cultural process, it “inclines to micro-
stories, detailed descriptions, <...> it is inspired by love to “a small
native land” [4, p. 53]. That is why people who engage in local history
are natives of a certain area and, according to P. Nora, the striking fact
is that important studies in this field belong not to qualified historians,
but to representatives of other sciences, in particular, to musicians.

The musical local history works are an important acquisition,
they not only enrich cultural thesaurus of the country, but also fa-
vor awareness of participation in development of different places of
Ukraine, and for inhabitants sometimes it is a real discovery of their
past, of outstanding figures and events.

The reasons of such active musical history studying in local
places are in a desire to be conscious of one's mental origination,
to get to know from historical memory who we are, what traditions
we inherit, as every region has its specific character, vivid creative
personalities, who influenced the process of musical history.

Basic source of musicological investigations usually consists
of documents kept in state archives, private collections, museum
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collections, musical funds etc. They are mainly publications in pe-
riodicals, minutes of the meetings, business correspondence, epis-
tolary heritage, handwritten sheet music, photo documents etc., and
personal and family historical documents: diaries, autobiographies,
memoirs, concert records, pedagogical notes and so on. Interviews
with real participators of events, their reminiscences fixed in letters
and talks are of special attention.

Archive materials are precious source of information not only
in the aspect of formation of epoch image, social, cultural and ar-
tistic events of the past, but also in understanding the environment,
in which the artist lived and worked, what influenced his creativity,
ideas and their realization. At the same time, personal documents
reveal the inmost peculiarities of musician's personal “I”’: thoughts,
points of view, social circle, creative plans etc. Due to the very these
documents we realize a unique individuality, unveil peculiarities of
creative career, get to the psychological depth of musical activity.

Nowadays, the master’s names, which were deliberately “crossed
out” by totalitarian government or unjustly forgotten in course of
historical and cultural events, are added to musicological science.
There are famous personalities among them, whose creativity is not
enough unveiled and conceived because of prohibition and musi-
cians of less note as well, whose creativity was important on the
regional level: it influenced art traditions development, formation
of musical environment. The investigator of L. Lisovskyi’s heritage,
A. Drobysh, aptly remarked: “In order to see the whole picture of the
culture, one should investigate its components with all the variety of
territorial, regional, personal and other peculiarities; to examine and
scientifically conceive not only outstanding personalities’ acquisi-
tions, but also those, whose achievements and creativity heritage
has not been scientifically processed before”[1, p. 47].

Musical heritage is an important component of national identity.
Today Ukrainian composer's works are being learned and mastered
in the European and world culture, they are often included to concert
and pedagogical repertoire. Sheet music archives opening is precious
in this respect. The works which had been lying in funds, private col-
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lections for decades, supplement permanent repertoire list, enrich na-
tional musical heritage with revived treasures of composer's creativity.

During the difficult military time of full-scale Russian aggres-
sion, the question of cultural heritage preservation is especially ur-
gent, in particular, it concerns archives, its inseparable part. As a
historian M. Palienko notes, archives preserve a so-called “genetic
code”, which can help to represent the development of the country
during many centuries. They “play a strategically important role”,
as “the war is against our historical memory, national dignity and
national identity” [3, p. 29]. Some Ukrainian archives have already
been damaged, being under fire and bombardment, in particular, the
building of State Archives of Kharkiv region.

Preserving our history, archive stuff digitizes documents, creates
electronic descriptions and text copies. Archive funds are supple-
mented with new arrivals of documental evidence of modern artists’
life and creativity.

Thus, archives are “spiritual bridge”, which connects the past and
the present, centers of preservation of history and cultural acquire-
ments for future generations, a source of new investigations and dis-
covery of “forgotten” artists, who have formed our musical history.
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IIPO JIOCII/IZKEHHA APXIBY /ITHPHI'EHTA
10. APAHOBHYA B TIOPIXY

KnrouoBi cioBa: mysuune euxonascmeo, oupucenm, apxis,
Leumpanvua 6ioriomexa Llopixa, IOpiii Apanosuu.

IcHye cBiTOBHII MYy3WYHO-BUKOHABCHKHMI IPOLEC SK YacTHUHA
3araJbHOTO MY3MYHOTO Ipolecy. BiqmoBinHo, KoM MU MUIIEMO 3a-
rajbHy iCTOPII0 MY3WKH, TO TIOBHHHI SIK 11 4aCTHHY MHUCATH 1CTOPiIO
MY3UYHOTO BHKOHABCTBA. 3 YOTO BOHA CKIaAaeThesi? 3 icTopii Tea-
TPaJbHO-KOHLEPTHUX OpraHi3aliii i My3HYHHUX KOJIEKTUBIB Ta icTOpii
npodeciiiHOT aKTUBHOCTI KOYKHOTO MY3HKaHTa OKPEMO. 3HaYeHHsI TUX
IHWBiIyaJbHUX aKTUBHOCTEH pi3HE. € My3UKaHTH CBITOBOI ClIaBH, €
MY3HKaHTH, SIKi MalOTh PerioHaJbHE 1 MicleBe, JOKaJIbHE 3HAUCHHSI.
[lepmmx BUBYAE iCTOPist My3HKH, IPYTHX — MYy3HUYHE KPA€3HABCTBO.

Ha ocHoBi 4oro HaykoBLi MOXKYTh yce 11e BuB4aTH? Ha ocHOBI
JIOKYMEHTIB, III0 BIJKJIAJUCS B CIMEWHUX apXiBax, SKIIO BOHU Iie-
penani Ha 30epiraHHs 10 3aralbHOAOCTYIHHUX apXiBHHX YCTaHOB i
610ioTek a0o SKIIO BOHU HAAPYKOBaHi, BiAKOMEHTOBAHI 1 MU 1X MO-
JKEMO IIPOYUTATH B KHUTAX, )KypHanax abo B [HTepHeTi.

Hupurent FOpiit ApanoBud — BiioMa MOCTaTh y BUKOHABCTBI
XX CTOMITTSA, My3UKaHT CBITOBOTO 3HaYEHHSI, OTKE, BUBUCHHSIM HO-
ro 0COOHMCTOCTI Mae 3aliMaTuCs caMe MY3MKO3HAaBCTBO, a HE Kpa€3-
HaBCTBO.
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Tema 1bOro MOBIZOMIICHHSI JOTHYHA 10 TEMaTHKH YepKaiinH-
CBKUX YHTaHb 4epe3 Te, mo FOpiit ApaHoBud OyB OAHUM 3 TUX JAU-
PHUIEeHTIB, KOTpi 3A1MCHIOBAIN MpeM €pHI BHUKOHAHHS Ta (OHIOBI
3amycy paHHIX OpKecTpoBUX TBOpiB Biramis I'ybapenka. ¥V Oinbm
mi3Hi poku 0. ApaHOBHYY CyAMJIOCS CTaTH BCECBITHBO BiJOMOIO
MOCTATTIO, BAYKJIIMBOIO [UIsl ICTOpii MY3MYHOTO BHKOHaBcTBaA XX
CTOMNITTS (BiH BBaXKaBcsl MEPBICHO PAISHCHKUM, MOTIM i3pailbCKUM
JIUPUTCHTOM, TIpaIfoBaB nepeBakHo B Himewuwni Ta [IBemii # ra-
CTpOJIIOBAB TI0 BCbOMY CBITY). I[IpoTe B yKpaiHCHbKOMY MY3MKO3HAB-
CTBI MOTO JisUTbHICTh ITOKH 1[0 HE BUCBITJICHA ¥ HABITh « YKpaiHChKa
MY3U4YHa €HLUUKIONEIisH» HE MICTUTh CTaTTi PO HHOTO, 0O AJS Ha-
MUCaHHS Takoi cTarTi OpakyBaslo JKepesd: Ha BCil TepuTopii Ko-
mumaboro CPCP Ti mkepena Oynu 3HuIIeHI (1 JMIIe My3WKaHTH
CTapILOro MOKOMIHHS MaM’SITaloTh iCTOPiI0 CKaHJaIbHOI eMirpamii
ApaHoBHYA, MICHS SKOT TBOPUME JOPOOOK My3uKaHTa OyB 3a00poHe-
HUI 1 HaBITh HOTO iM’s1 HE MOXKHA OyJ10 TyOIIYHO 3raayBaTH, OCKiIb-
KU BiH 0iiiHO BBasKaBCsI 3palHIKOM OaTBbKIBILIMHU il BOPOTOM).

3a BHUIMAIKOBUM 30iroM 0OCTaBUH, IIy)Ke 00 €MHUI 1 3MiCTOB-
HUI ocobucTuii apxiB FO. ApaHoBHYa NOTpanuB Micis HOoro cMepTi
no Lenrpansnoi 6i6miorexkn Lopixy (LLBefinapis). BuBuenus py-
KOITUCHUX MaTepiajiiB IbOTO apXiBy AJS MiCLEBHX MY3HKO3HABIIiB
YTPYIHEHO uepe3 MOBHUH Oap’ep, TOMY, KOJIU 32 BUIIAJKOBUM 30i-
roM OOCTaBMH MM MOTpamwin 10 L{fopiXy, HaM BUMAJO MEPLIOMY
JOCTIIKYBaTh ¥ mMyOJIiKyBaTH AaHi 3 bOTO apXiBy.

IOpiii MuxaiinoBuy Apanosud (Yuri Ahronovitch) — ypomxe-
Heup Jleninrpana, ne 3akinuus 1950 poxy mxony npu Koncepsaro-
pii sik ckpumnadib, motiM y 1954 poni — KoHcepBartopiro sIKk AUPUTEHT
(mo xnacy Muxonu PabunoBuya), HaBuaBcs Takox y Kypra 3anaep-
ninra i Harana Paxnuna.

[Micnsa 3axinuenns Koncepsaropii 0. ApanoBuy o4onroBaB
nociifnoBHo cuMmdoHiuHi opkectpu B IlerpozaBoacbky (3 1954),
Caparosi (1956, Takox BukianaB y CapaTiBCbKiil KoHcepBaTopii),
SApocnasni (3 1957), Mocksi (3 1964, Cumdoniunuii opkectp Bee-
COIO3HOTO pafio i Tenebauenns). Came Horo opkecTp 3HiHCHIOBaB
npem’epu 1 POHIOBI 3aMCH HOBUX CUM(OHIYHUX Ta OMEPHHUX Tap-
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TUTYp CydacHHX kommo3utopiB. Lleil musx Oy Hermaakum (depes
TUCK 1 KOHQIIKTH 3 BIQAHUMH CTPYKTypamu), 00, K TOBOPHUB PO
cebe ApaHOBHY, «y MEHE XapakTep He 37U, a IPSIMUID» ...

[otiM ApanoBuya Oyio rydHO 3BUIBHEHO depe3 OakaHHs eMirpy-
BaTH, 10BEJIOCS MepeUTH O(MilliiHI TOHIHHSL, 3Bipstde TOOUTTS PO3THI-
BaHMMH aKTHBICTAMHU-TIATPIOTaMH, K€ TPU3BEIIO 10 YACTKOBOI BTPaTH
310poB’s (i B OJAIBIIOMY HPHCKOPUIIO cMepTh). Horo dhonosi aysio-
3aIHCH Cy4acCHOI MY3HKHU «CTePTi». A mi 3anucu Oyau yHikanwHi, 00 3a-
36UYatl HOBI onepu i CUMGDOHIT BUKOHYBANIUCS IULe NO OOHOMY pasy, nid
sanuc. 1 menep nouymu mi onepu i cum@onii Hema Oe (max 6ysac: Ha-
8imb me MizepHe, o THOOUHI B0AEMbCSL 3pOOUMU 3a JHCUMIMSL, NOMIM
SHUWYIOMb, uKUdarome 3 dioriomex mowo). Y 1972 — emirpartis
ApanoBuua 1o [3paimo. Ilicis 6i0 30y Apanosuy 3podoue Ha 3axooi
onuckyuy kap ‘epy, sika mpueaia 0o 2002 poxy, i yeil nepiod dodpe 0o-
kymenmoganuti. B 1975-1986 pokax y HiMeyunHi BiH OyB rolOBHUM
mupurenToM KbvonbHcbkoro cumoniynoro opkectpy (Giirzenich-
Orchester Kdln), y 1982—1987 pokax y IlIBewii — ronoBHuM IupH-
reHToM CTOKIOJIEMCBKOTO KOPOJIBCHKOTO (PiTapMOHIHHOTO OpKeCTpy
(Kungliga Filharmoniska Orkestern i Stockholm). [Tpu orpumanHi u-
oMy Tipo wieHcTBo B I1IBesichKiit akanemii ApaHoBUY cKa3aB: « 51 He
TOJIOBHUH IUPUTEHT IIbOTO OPKECTPY, @ OTO TOJIOBHHUI JPYT.

Hame nocmimxeHnHs apxiBy J03BOJIMIIO MEPII 32 BCE YTOUHUTH
nary HapomxkeHHs FO. ApanoBuua. Pi3Hi [kepena mopmaroTh pisHi
naty, B oQiiifHAX TOKYMEHTaxX i JOBIJHHKaX BKasyeTbes 1932 pik.
OnHak cripaBKHS JaTa HapOIKEHHs (BifoMa TUIBKH B CiMEHHOMY
ko) — 1933, Tobto mepenuacua cmepth ApaHoBuua 2002 poky
cranacs He y Bini 70 poKiB, sIK BBaxkanocs, a B 69 pokis (o pedi, y
TOMY X Billi, mo i cMepTh LllocTakoBuya).

Ocobuctuii apxiB ApaHoBHYa MiCTUTh YMMAJIO LIHHUX JOKY-
MEHTIB, 30KpeMa JUCTyBaHHA (ocoOucte il odiuiiine), y sskoMy Bi-
JoOpaxkeHi Taki MoApoOHIi i aeTani My3WYHOTO XKHTTS, PO SIKi
MH HE MOXEMO Ji3HATHCS 3 TIPECH Ta 3 KHWKOK. TaM €, HanpuKJiaz,
auctu Bix Apama XauarypsiHa, bopuca Xpucrosa, Mapii KOzinoi,
Bopuca Xaiikina, Emins I'inensca, Bonogomupa Amikenasi (d4actu-
Hy 3 HUX Tpeba omyOnikyBatu). Tam € Benuka KiIbKiCTh poOOUNX

— 295 —



Mysuuna i meampanvha icmopia: nodii, paxmu, KomeHmapi

MapTUTYP 3 BUKOHABYOIO PeJaKIiero ApaHOBHYA, BOHU 3HAJ00MSATh-
csl sl aHAMI3y iHTepHpeTaliil Ta CTaHyTh y Harofi IOCIHiJHUKaM
icTopii my3uuHoro BukoHascTBa. (Hampuknan, «PexBiem» A. JIBo-
pxaka Ta Ilepmy cumdoniro C. PaxmaniHoBa ApaHOBHY I'paB y
BJacHil penakuii). € MarHiTooHHI TUIIBKH Ta KOMIIAKT-AHCKH 3
ayaiozamucamMy HOro BUKOHaHb IUX e TBOPIB. € 1 mapTutypu 3
Hanucamu Big LllocrakoBuua Ta XauarypsiHa. € yHikaubHi (oTto-
rpadii, CIMCKU CMiBaKiB — YYaCHHMKIB ONEPHUX BUCTAB. 3 pajsH-
CBKOTO Tepiony 30eperiacs BeluKa KOJIeKLisl KOHIEPTHUX Iporpam
Ta adil, y TOMY YMCIIi KOHIEPTiB ieHyMiB CIiJIKH KOMIIO3UTOPIB
(Tam, HaIIpUKIIAA, BUAHO, KOJH APaHOBHY AUPHUTYBaB My3HKOIO ['y-
Oapenka). fAkmo nocuigHukaM He Oyae aoctymy 1o apxiBiB Cmif-
KA KOMIIO3UTOPIB, TO IIi Marepiajii B MOBHOMY 00Cs31 JOCTYIHI B
[ropixy.

Hocnimxenns apxiBy 0. ApanoBuua B L{fopixy TpuBae, He0O-
X1JIHI KOHCYJIBTALlIi Ta MOPay HAAXOMIATh BiJl IPYKUHU JUPUTCHTA,
i3painbebkoi kypHamicTku Tami Sakson, 3a 10 BHCIOBIIOEMO it
HIMPY BISYHICTB.

Hryhoriy Hanzburg
PhD in Art Studies, Lecturer-Methodologist, Kharkiv B. M. Ly-
atoshynsky Music College (Ukraine — Switzerland)
ORCID: 0000-0001-5257-2033

ON THE STUDY OF THE ARCHIVE OF CONDUCTOR
YURI ARANOVICH IN ZURICH

Key words: musical performance, conductor, archive, Central
Library of Ziirich, Yuri Ahronovytch

The thesis reports on the content and significance of the personal
archive of the Israeli conductor Yuri Mikhailovich Aranovich, who
worked in Germany and Sweden. Aranovich’s archive is located in
the manuscript collections of the Central Library of Zurich (Switzer-
land) and contains materials important for the history of twentieth-
century music performance.

— 296 —

11l Yeprawuncoki yumanms

IIpokonosuu Temana IOpiisna
KAHOUOAm MUCmeymeosHascmed, 0oyeHm Kagpheopu icmopii,
Meopii My3uUKy ma MemoouKu My3udHo2o euxosanis Pignencokoeo
0epIHCcasHo2o 2yMAHIMApPHO20 YHIGepCumemy
ORCID: 0000-0002-9375-9635

IIOCTATh 'EPMAHA ’KYKOBCHKOI'O B /I3EPKAJII ETIOXH

Knrouosi cnosa: ykpaincoxka my3uxa, KomMnosumop, paosHcoka
61a0a, coypeanizm, mumynvhHa oiocpagis.

Heynepemxkene Ta KOpeKTHe BIOPSAKYBAaHHS HAalliOHAJIBLHOTO
MHUCTEIBKOTO CIaJIKy B HAWOJM)KIOMY Yacl € OIHUM i3 CTpaTeriu-
HHUX 3aBIaHb YKPaiHCHKOTO MY3HKO3HaBcTBa. [IpruoMy B OLIiHII
TBOPUYMX MOCTATeH BAKIMBO MO30yTHCS THEPIIiT 11€0TOTIYHUX MaHi-
nynsiiit XX cToniTTs, o0 MUMOBOJII HE CIPUYWHUTH HOBI BUKPHB-
JIeHHs! icTopii Ta momupeHHs ¢eiikiB. He3aanraxosaHe i peTenbHe
BUBUCHHS TEpIIODKEpen HeoOXinHe s (OpMyBaHHS pPaBIUBOI
MaHOpPaMH PO3BUTKY MY3HMYHOTO MUCTEITBA B YKpaiHi.

BrnacHe, B MOpOK HEBH3HAYEHOCTI HHMHI TOTPANMIO YHMAIIO
3HAKOBUX IMEH HEJAJIEKOr0 PaJTHCHKOTO MHHYJIOTO, KOMITO3UTOP-
CBKUI TOPOOOK SKHX YeKae OKIAJHOTO PO3NISAY H OCMHUCIICHHSI.
[Motpiben ¢axoBuii KOMEHTAp BUYMHKIB 1 il THX, KOTO TOTaNiTapHA
CHUCTEMa 3aljlydajia JI0 OCIIByBaHHS 1 BO3BEJIMYCHHS COILIaiCTHY-
HOTO KHUTTS. YCTAaHOBJICHHS JOCTOBIpHUX (DaKTiB, Mmofiii i oOcTa-
BUH HEOOXiJJHE MepeayciM sl BUCBITIICHHSI CIIPaBXHbo1 Oiorpadii
KOMIIO3UTOpa OQIIIHHOTO pafisTHCHKOTO MUCTEIITBA, SIKa JOTIOMOXKE
HAOJIM3UTHCH JI0 PO3KPHUTTS CKJIAJHUX KOJI31M MHUTI 1 Biamu. Sk
MOKa3y€e iCTOpis, BU3HAHHS aBTOpPa KOMIAPTIMHOIO 1 Jep:KaBHOIO
BEPXIBKOIO B peasIbHOCTI MPU3BOAMIO JI0 OTO 3HEOCOONICHHS, BTpa-
TH 1HIUBIyaabHOTO O0JUYYSI.

Hanpuknan, crucni BimomocTi mpo xwurrenuc [epmana XKy-
KOBCbKOTO (1913—1976) HecyTh BIIOMTOK «THTYIILHOI» Oiorpadii,
y SKii Maiike He BII3HAETHhCS OararorpaHHa TBOpYa OCOOMCTICTh.
Jons npurotysaia 6araro BUNpoOyBaHb HapogHoMy aptucty YPCP
(1973), naypeary Cranincekoi npemii (1950), 3acTylHUKY TOJIOBH
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npaiinasg CKY (1967). Ilonpu iHmmn Haropomu i BiA3HAaKH yKpa-
THCBKOTO KOMITO3UTOPA, JUPUTEHTA, IiaHicTa 1 megarora, CTOPiHKH
rioro Oiorpadii MarOTh OOMaITh YITKHX JaHUX 1 BAXKIUBUX JICTANICH.

Tak, 3anumaerbcs HeBinoMUM AUTHHCTBO 1. XKykoBcbkoro. Jlu-
11 3/10Tafye€MOCs, 1110 BaKKi BUIIPpoOyBaHHs [lepiioi cBiTOBOI BiiHH
3MYCHJIH Matip MaliOyTHHOTO KOMITO3UTOpa nepeixaru 3 PagnBunosa
(Bonuup) Ha XapkiBimny (Cnoboxkanmumaa). Henocratpo iH(Op-
Mamii 1 Ipo CTaHOBJIEHHSI TBOPUOi ocobmcTocTi. SIKy XapKiBChKY
CepeHIo KOy 3aKiHuMB JKYKOBCHKHI 1 Ha SIKOMY BUPOOHHUIITBI PO3-
No4aB TPYyAOBY AisnbHIcTH? Lle mum ckpoMHi akTH, siKi 6askaHO ChO-
TOJIHI IOTIOBHUTH a00 K CIPOCTYBaTH. AJKe HaTO HaraayloTh BOHH
CTWJIb IMChbMa Oiorpadiii y criergini paastHCbKOT KOH IOHKTYPH.

He Bpanocs BiaumykaTu BUCBITIICHHS nepiony HaBuaHHs (1932—
1934) I'epmana XKykoBchkoro B XapKiBChKil KoHcepBaropii (Kimac
AoGpama Jlynna). Odiuilina iHdopmais CBIZYUTH Npo mepeizn o0-
napoBaHoro crygenta y 1934 poui mo Kuesa, ne BiH mpoaoBkuB
OnaHOBYBaTH (hopTemiaHHE BHKOHABCTBO Yy KOHcepBaTopii (kiac
KocrsanTrna Muxaiinosa), IOTiM e i BUBYMB KOMIIO3ULIIIO Y KJIaci
JleBka Pesyupkoro. lo peui, came B 1934 pomi Oyino nepeHeceHo
cromuito YPCP 3 XapkoBa 1o Kuesa i BCi BaHi CTpyKTYpH Tiepe-
ixamu Ha HOBe Micue. UM Tak BaXKJIMBO OyJI0 MOJOAOMY MY3UKAHTY
HAaBYaTHUCS Y CTOJIMYHOMY My3u4HOMY BHIIi? Yn Oyna iHIIa mpuyu-
Ha? Lle moTpeOye yTouHEeHHSI.

Hactynnuii KapkoJlOMHUH KaleWZOCKON MOAIH Yy IKHUTTENHU-
ci JKykoBCBKOTO MOB’s13aHUH 13 XaxiTTAMHU [[pyroi cBiTOBOI BiliHH.
Bigomo, mo BunmyckHuK kKoHcepsaropii (1941) 3 mepmux aHIB Hi-
Mmenpkoro Hactynmy Ha CPCP onuHuBcst Ha QpOHTI, MOTpaIuB y Mo-
JIOH, 1epe0yBaB y HAIMCTCHKUX KOHITabopax (Xopoibchka SIma),
JIUBHUM YWHOM YIIiJIiB, IPAIFOBAB ITiJl HIMEIIBKOIO OKYTAIi€r0 JUPH-
rentoM [lonraBcekoro Teatpy, a 3romom Kam’siHeup-Iloxinbebkoro,
OZIHOYAcHO OyB 3B’s3KiBIIEM Y MapTU3aHCHKOMY 3aroHi iMm. bokeHka,
HacaMKiHEb MPOJIOBXKHB CIYKOy y PaJsHCHKOMY BIHCBKY SIK Xy-
JIOKHIN KepiBHUK aHcamOIto micHi 1 TaHmro npu 38-i apwmii [4, c. 21].

Baxxko ysBUTH, 110, 33JJ0BOJBHSIOYM MHUCTELBKI MOTpeOU Hi-
MelbKHX 3arapOHMKiB, JKykoBchKkHMH HamucaB omnepy «YecTb»
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(19437?) mpo maptuzaHchbkuii pyX B YKpaiHi, SIK Ipo Lie HanucaB AH-
TiH Pymaunekuii [3, c. 224]. llIBuame, onepa Oyna HanmucaHa miciis
3aBepILUCHHS BiMHU Ta Bigpasy >k moctasiena y 1947 poui. I ue ne
€1rHI po301KHOCTI B AaTax i HAWMEHYBaHHSIX TBOPIB, sIKi 3HAXOOM-
Mo y ¢daxoBux BuaaHHiIX. BomHouac monorpadis A. Pynnunpkoro
«YKpaiHChbKa My3HUKa: iICTOPUYHO-KPUTUYHUH OTIISA», IO mobOayu-
Ja CBIT B YKpalHCBKil Aiacmopi, MIiCTHTh OiibIlle BiIOMOCTEH PO
PansHCHKOTO KOMITO3UTOpA, HI’K OIYOIIKOBAaHE Mi3HIIIE KOJIEKTHBHE
BuaanHs «lcTopist ykpaiHChKOT pansHCbKoI My3uKm» [1].

3pemToro, BITYM3HSHI  MY3UKO3HABLI  YTpUMalHCS  Bif
3’scyBaHHs AeTajei ryyHoi cnpaBu 1951 poky, Koiau micisi HULIiB-
Hoi kpuTHKH ornepu I'epmana XKykoBcrkoro «Bifn ycboro cepus» Ha
CTOpiHKax LEHTpajbHOI razetn «lIpaBma» [2] ykpaiHCBKOrO KOM-
no3utopa no36asunu CramiHchKoi mpeMmii 1 Ha Bech PansHcbKuit
Coro3 HazBanu mpodeciiiHo cnabkum aBTopoM. UYu Hacmpasi A0-
IIyCTUB BiH «CepHO3HI TBOPYI MpopaxyHku»? Uu mouaB «BHUIpaB-
aATUCI»?

Hikao, mio micis myoniynoro upkyBaHHs 1951 poxy [epman
JKyKoBCHKMIT TIPOJOBXKUB TpalioBaTH i TBOpuTH. Hamucas unmaino
CEpBUIbHUX OIYCiB Y JOTOQY KOMIApPTiHHO-PaASHCHKOMY PEXUMY.
[Ipuyomy mani po3BHBaB B ONEPHOMY >KaHpi CydacHy TEMAaTHKY:
«Ilepma Becua» (1960), «/pyxuna conmara» (1967), «Onun Kpox
1o koxanus» (1970). Y nyci mommne3Horo coupeanizMy cTBOpHUB 0Oa-
raTo BOKaJIbHO-CUM(OHIYHUX TBOPIB, 30KpeMa, «KOBTHEBI HOBETI»
(1957), «oro im’st 6e3cmepTHe» (1958), «Cnasa Pansucekomy Co-
103y» (1972) ta in.

VY nokopi TotaniTapHiii cucremi I'epman XKykoBcbkuii OyB He oau-
HOKUI, BIUBaIOUKCh y 30ipHUIT 00pa3 paassHCEKOTo Komiio3uTopa. Tox
y JA3epKalli TOTaliTapHoI eroXy MOCTaJI0 He 1HAMBiAyansHe o0Iuyys
MHUTIL, @ MacKa KOJIEKTUBHOTO MPOMOYTEpa KOMYHICTHYHHX 17eH.

Be3ymoBHO, HE Bce Tak OAHO3HAYHO y cnpuiiMaHHi nmocrarti ['ep-
MaHa JKykoBcbkoro. «Lle KoMmo3uTop, TBOPUiCTh SIKOTO 3aCIyTOBY€
MOBaru ¥ MpU3HAaHHS», — TBEPAMB Yy Jiacropi AHTIH PymHULBbKUI
[3, c. 225], BUTbHUI Bij 11€0JIOTIYHOT 32aaHT'AKOBAHOCTI PAJASTHCHKOTO
KPHUTHKA. Y 320KEaHCHKHX CIIOCTEPEKEHHX 3a TBopyicTio . 2KykoB-
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CBKOTO BiIIMiYaBCs TIepeXiJi KOMIIO3UTOPA «BiJl CydacHoi, HeOe3reu-
HOI TEMaTHKH J10 TaKO1, Ha K1l NapTiliHi OpraHy MEHIIE BU3HAIOTHCS:
CTapoaBHBOI, JIETEHOApHOI, 3 AOICTOPHYHHMX HaciB» [3, c. 224].
Sk npuknan A. Pynaunbkuii HaBonuB Oaner-kasky «PocrtuciaBay
(1955), crBopeny JKyKOBCHKUM 32 MOTHBAMH JTaBHbOCIIOB’ SIHCHKHX
nereH]. YTiM 3ayBa)KHMO, 10 KMaHEBP» PalsHCHKOTO KOMIIO3UTOPA
BiJl COIIJIICTUYHOT JIIHCHOCTI B ICTOPUYHE MHUHYJE HE BUXOJMB 3a
PaMKH J103BOJIEHOTO TOTOYACHOIO TIPaBIIsTY0I0 BepXiBKoto. ['epoiuna
00poThOa PyChKUX IUIEMEH 3a PiIHY 3€MIII0, BiATBOpEHA B CIOXKETI
OaseTy, LIJIKOM BiJIOBiIaia COlpeaTiCTUIHOMY KaHOHY.

[Hma pid, mo 3 mepmmx KOMIO3UTOPCHKUX CHpPOO i MPOTSAToM
ycboro KUTTs ['epman JKyKOBCBKHMI 1IKABUBCS yKPaTHCHKOIO TEMaTH-
KOI0. Y HOro KOMIIO3UTOPChKOMY A0poOKy — onepa «Mapunay» (3a
noemoro T. Illepuenka, 1939), Ganer «JlicoBa micHs» (3a IpamMoro-
(eepiero Jleci Yipainku, 1961), kantaru «Cnascsi, BiTunzno mos»
(ca. I1. I'nazoBoro, 1949), «Cesato B Kapnarax» (ci. M. Crenbmaxa,
1949), «ninpo mrymuts» (cn. I1. Tuamnu, 1957) Ta in. Y mysuni
I". ’KyKkoBcbKoro, 1110 TIPOAOBKHIIA JTiHII0 POMAHTH3MY B HaI[lOHAJb-
HOMY MHCTEUTBi, MMO3HAUYUBCA CaMOOYTHIH MeNoc YKpaiHCBKOTO
(donbKIIOpY.

Jlo 3aciayr KOMITO3UTOpa BapTO BiTHECTH CHPOOU KaHPOBOTO
cuHTEe3y — Ile omnepa-Oainer «Andante poeticon (1966), xopopa
cumponis «XKusu 1 mam’sitaii» (1976). Ane st {bOro HEO0OXiTHO
3ay4ydTH apXiBHI Marepiaiu, pykomnucu i BuaanHs TBopis [. XKy-
KOBCBKOTO, $IKi, OJHAK, JOHHMHI 3aJHLIAIOTHCS MaJOBHBYCHUMH
1 3pigKa NOTPAIUISIIOTH Y IOJie HAYKOBUX IHTEPECIB Cy4acHUX JI0-
CJTITHUKIB.

Crhin BiAMITUTH OKpeMy AUISHKY TBOpYOi peamizamii ['epma-
Ha JKyKOBCBKOTO, TOB’sI3aHy 3 HAHMCAHHSIM MY3UKH JO XYTOXKHIX
¢inpMiB, 3HATHX Ha KiHOCTYAIl iM. O. [loBkeHKka. Y koopanHarax
paasHCBKOTO O(]ilio3y KOMIO3UTOP 3YMIB CBOEID MY3HKOIO IIij-
KPECIUTH Y KiHOCTpiuKax JIpHU3M 1 LIMPICTh MOYYTTIB MPOCTHX
moneit. [lepconaxiB (iapbMiB — pPOOITHUKIB 1 KONTOCIHHKIB, KPiM
TUIAKATHO-ATITallilHUX TePOIYHMX BUMHKIB, KOMIIO3UTOpP HAaJiTHB
KMBHMH JIIOICBKUMH SKOCTSIMH 3aBISKH BIAJIO MiZiOpaHuM 3BYKO-
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BuM 3acobam. He BumaakoBo micHi I. JKykoBchkoro, siki BUKOHY-
BaJIM KiHOTEpOi, OTpUMAald Ipyre >KUTTS Ha KOHLIEPTHIH ecTpafi.
Hanpuknazn, ycenaponHe BU3HaHHSI oTpuMand micHi «Tu Mos mo-
60B» (ci1. O. HoBuupkoro) 3 kinodinemy «/lons Mapunmny, «Kuese
Miit» (ci. B. Cocropn) 3 kinodinemy «Kustaka», «Han Hnimpom»
(ca. I1. Tuumnn) 3 kiHOGiNEMY «30pi Ha KpUIIax» Ta iH.

Bapro 3ayBakuTH, 10 camMe KaMepHO-BOKajbHa TBOPYICTh
I'. XKykoBchKoro Haiimepiie «BUTpUMalia» MEPEBIPKY 4acoM i 3BY-
YUTh y BHUKOHAHHI cy4yacHuX cmiBakiB. [Ipore indopmauiiiHuii Ba-
KyyM HaBKOJIO XHTTEMHUCY KOMIIO3UTOPA MOPODKYE CIIOTBOPEHHS
¢axTiB. Tak, pomanc «CMmitoTbesd, miadyTh cosioB’i» (ci. O. Onecs),
Hanucanuil JKykoBCbKHMM /7151 BUAATHOTO YKpaiHCBhKOTro criBaka bo-
puca I'mupi Ta mpucBsiueHui oro apy>xuni Bipi ABrycriBHi, Tenep
IIOMUJIKOBO IPUIUCYIOTh Bacunto be3skopoBallHOMY, SIKMM TaKOX
CTBOPHB MY3HUKY Ha Bipi «Yapu Houi», ane iHmy [5].

Tox oOManb (akTiB i IX 3aMOBUYBaHHS, SIKE Yepe3 11e0N0riuHy
JOUIJIBHICTD JOMyCKaia paasHChbKa CUCTEMa, HUHI YCKIaIHIOIOTh
JOCTOBIPHICTh BHUCBITICHHsS KHTTeTBOpuocTi l'epmana JKykos-
cpkoro. MoxnuBo, 110-piunHuil 1oBinel YKpaiHCBKOIO KOMIIO3H-
TOpa CIOHYKAaTUME AOCHTIIHUKIB 0 TIMOMIOr0 BHBYECHHS HOTO
JOpOOKY, YHAOUHIOIOUM TPariyHiCTh MOCTaTi B JA3epKami paisH-
CBKOI €IOoXHU.
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The impartial and correct organization of the national artistic
heritage in the near future is one of the strategic tasks of Ukrainian
musicology. In assessing creative figures, it is important to get rid of
the inertia of the ideological manipulations of the twentieth century
in order not to unwittingly cause new distortions of history and the
spread of fakes. An unbiased and thorough study of primary sources
is necessary to form a true panorama of the development of musical
art in Ukraine.

In fact, many iconic names of the recent Soviet past have fallen
into the gloom of uncertainty, and their compositional heritage awaits
detailed consideration and comprehension. We need a professional
commentary on the deeds and actions of those who were involved in
the glorification and praise of socialist life by the totalitarian system.
Establishing reliable facts, events, and circumstances is primarily
necessary to illuminate the true biography of the composer of official
Soviet art, which will help to come closer to revealing the complex
conflicts between the artist and the authorities. As history shows, the
recognition of the author by the Communist Party and state elite in
reality led to his depersonalization and loss of his individual face.

For example, the brief information about the life of Herman Zhu-
kovsky (1913-1976) bears the imprint of a “title” biography in which
the multifaceted creative personality is hardly recognized. Fate pre-
pared many trials for the People’s Artist of the Ukrainian SSR (1973),
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Stalin Prize winner (1950), and Deputy Chairman of the Union of
Composers of Ukraine (1967). Despite other awards and honors for
the Ukrainian composer, conductor, pianist and educator, the pages
of his biography contain few clear data and important details.

For example, Zhukovsky’s childhood remains unclear. We can
only guess that the hardships of the First World War forced the fu-
ture composer’s mother to move from Radyvyliv (Volyn) to Kharkiv
(Slobozhanshchyna). There is also not enough information about the
formation of the creative personality. What Kharkiv high school did
Zhukovsky graduate from and what kind of production did he start
his career at are just modest facts that would be desirable to supple-
ment or refute today. After all, they are too reminiscent of the style
of writing biographies in the specifics of the Soviet situation.

It was not possible to find coverage of the period of study (1932-
1934) of Herman Zhukovsky at the Kharkiv Conservatory (class of
Abram Luntz). Official information indicates that the gifted student
moved to Kyiv in 1934, where he continued to study piano perfor-
mance at the conservatory (class of Kostiantyn Mykhailov) and later
studied composition in the class of Levko Revutskyi. By the way, in
1934, the capital of the Ukrainian SSR was moved from Kharkiv to
Kyiv, and all governmental structures moved to a new location. Was
it so important for a young musician to study at the capital’s music
university? Or was there another reason? This needs to be clarified.

The next dizzying kaleidoscope of events in Zhukovsky’s life
is associated with the horrors of World War II. It is known that
from the first days of the German offensive against the USSR, the
conservatory graduate (1941) was at the front, was captured, was
held in Nazi concentration camps (Khorolska Yama), miraculously
survived, worked under German occupation as a conductor of the
Poltava Theater and later the Kamianets-Podilskyi Theater, and was
also a liaison officer in the Bozhenko partisan detachment. Finally,
he continued his service in the Soviet army as the artistic director of
the song and dance ensemble of the 38th Army [4, p. 21].

It is hard to imagine that Zhukovsky, in order to satisfy the artistic
needs of the German invaders, wrote the opera Honor (1943?) about
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the partisan movement in Ukraine, as Antin Rudnytskyi wrote about
it [3, p. 224]. Rather, the opera was written after the end of the war
and immediately staged in 1947. And these are not the only discrep-
ancies in the dates and titles of works found in professional publica-
tions. In addition, A. Rudnytsky’s monograph “Ukrainian Music: A
Historical and Critical Review”, published in the Ukrainian diaspora,
contains more information about the Soviet composer than the later
published collective edition “History of Ukrainian Soviet Music” [1].

In the end, domestic musicologists refrained from clarifying the
details of the high-profile case of 1951, when, after the devastating
criticism of Herman Zhukovsky’s opera from the Heart in the pages
of the central newspaper “Pravda” [2], the Ukrainian composer was
deprived of the Stalin Prize and was called a professionally weak
author throughout the Soviet Union. Did he really make “serious
creative mistakes”? Or did he begin to “improve”?

It is interesting, that after the public persecution in 1951 Her-
man Zhukovsky continued to work and create. He composed many
service opuses to please the Communist Party and Soviet regime.
Moreover, he continued to develop contemporary themes in the op-
era genre: “The First Spring” (1960), “The Soldier’s Wife” (1967),

“One Step to Love” (1970). In the spirit of pompous socialist realism,
he created many vocal and symphonic works, in particular, “October
Novels” (1957), “His Name is Immortal” (1958), “Glory to the So-
viet Union” (1972), and others.

In his submission to the totalitarian system, Herman Zhukovsky
was not alone in joining the collective image of the Soviet composer.
Thus, in the mirror of the totalitarian era, it was not the individual face
of the artist but the mask of a collective promoter of communist ideas.

Of course, not everything is so clear in the perception of the fig-
ure of Herman Zhukovsky. “This is a composer whose work deserves
respect and recognition” [3, p. 225], stated Antin Rudnytsky in the di-
aspora, free from the ideological bias of the Soviet critic. In the over-
seas observations of Zhukovsky’s work, the composer’s transition

“from modern, dangerous themes to those that are less recognized by
the party authorities: ancient, legendary, from prehistoric times” was
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noted [3, p. 224]. As an example, A. Rudnytskyi cited the ballet-fairy
tale “Rostyslava” (1955), created by Zhukovsky based on ancient
Slavic legends. However, 1 would like to note that the Soviet com-
poser’s “maneuver” from socialist reality to the historical past did
not go beyond what was allowed by the ruling elite of the time. The
heroic struggle of the Russian tribes for their native land, depicted in
the plot of the ballet, was fully in line with the socialist realist canon.

Another thing is that from his first compositional attempts and
throughout his life, Herman Zhukovsky was interested in Ukrainian
themes. His compositions include the opera Marina (based on the
poem by Taras Shevchenko, 1939), the ballet Forest Song (based on
the drama extravaganza by Lesia Ukrainka, 1961), the cantatas Glory,
My Fatherland (based on the poem by P. Glazovyi, 1949), Holiday
in the Carpathians (based on the poem by M. Stelmakh, 1949), Dni-
pro is Noisy (based on the poem by P. Tychyna, 1957), and others.
H. Zhukovsky’s music, which continued the line of romanticism in
the national art, reflected the original melody of Ukrainian folklore.

The composer’s merits include attempts at genre synthesis, such
as the opera-ballet “Andante poetico” (1966) and the choral sym-
phony “Live and Remember” (1976). But this requires the use of
archival materials, manuscripts, and editions of Zhukovsky’s works,
which, unfortunately, remain poorly studied to this day and rarely
fall into the field of research interests of contemporary scholars.

It is worth noting a separate area of Herman Zhukovskyi’s cre-
ative realization related to the composition of music for feature films
made at the Dovzhenko Film Studio. In the coordinates of Soviet
officialdom, the composer managed to emphasize the lyricism and
sincerity of the feelings of ordinary people in his music. The com-
poser endowed the characters of the films — workers and collec-
tive farmers — with living human qualities thanks to well-chosen
sound means, in addition to poster and propaganda heroic deeds. It
is no coincidence that Zhukovsky’s songs performed by movie char-
acters have found a second life on the concert stage. For example,
the songs “You Are My Love” (lyrics by O. Novytskyi) from the
movie “Marina’s Fate”, “My Kyiv” (lyrics by V. Sosiura) from the
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movie “Kyivanska”, “Over the Dnipro” (lyrics by P. Tychyna) from
the movie “Stars on Wings”, etc. gained national recognition.

It is worth noting that it was Zhukovsky’s chamber music that
first “stood the test of time” and is performed by contemporary sing-
ers. However, the information vacuum around the composer’s life
gives rise to distortions of facts. For example, the romance “Night-
ingales Laugh, Nightingales Cry” (lyrics by O. Oles), written by
Zhukovsky for the prominent Ukrainian singer Borys Hmyra and
dedicated to his wife Vira Augustivna, is now falsely attributed to
Vasyl Bezkorovainyi, who also composed music for the poem “The
Magic of the Night”, but differently [5].

Thus, the scarcity of facts and their concealment, which the So-
viet system allowed for ideological expediency, now complicate the
authenticity of coverage of the life and work of Herman Zhukovsky.
Perhaps the 110th anniversary of the Ukrainian composer will en-
courage researchers to study his work more deeply, illustrating the
tragedy of the figure in the mirror of the Soviet era.
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«HAITIBHHK ITEPKOBHHH)» 1. ITOJIOTHIOKA
AK 3IBPAHHA 3PA3KIB I'A/IHI[bKOI'O HAIIIBY

KuarouoBi cioBa: earuyvkuii (abo 2anuybko-60JUHCOKULL) HA-
nis, lenamiii Ilonomuiox, « Hanignuk yepkoenuiiy, yepkogna My3uka,
yeprosnuti cnie Cmaninagosa (lsano-@Opankiecvka), nicHecnis.

lanuipkuii (a00 raguibKo-BOJIMHCHKHIA) HAIIB — I1€ ICTOPUYHO
c(hopMOBaHa Ha TAIUIBKO-BOJIMHCHKHUX 3EMIISIX CHCTEMa MICIIEBHX
BapiaHTiB Oorociyx00Bux micHeciBiB [IpaBociaBHOI 1IEpKBH, 1110
OXOILTIOE PI3HOMaHITHI TriMHOrpadiyni rpynu. [anuipkuil Hamis
HaOyB pO3MOBCIO/DKEHHS HE JIMIIEC B paMKax XHBOI Tpaauiii moody-
TYBaHHS IIEPKOBHOTO CITiBY, a i JaJleKo 32 MEXaMHU €THOJIOKaJIbHOT
npuHanexxHocti [annauan Ta BonuHi, mprBaOIO0uN CBOEIO CaMo-
OyTHICTIO BUIATHHX YKPaiHCBKUX MHTIIB SIK XYJOXKHIH (eHOMEH
HaIll0HAJIbHOT YKPaiHCHKOT TyXOBHOT TPaIMIIii.

«HaniBuuk uepkoBuuity («Hanmenuxs yeprosuwiti: I[lo obpa-
3y ninia anuyxo-Pyckux [lepkeeti», Tlepemunb, 1902) O6yB yro-
psnkoBanuii Irnariem [MonorHiokoM (1856—-1903) — musikoHOM Ta
perentom CranicnaBiBebkoi (IBano-DpankiBcbkoi) Karenpu YkpaiH-
CBKOT I'PEKO-KaTONMUIBKOT IIEPKBH, OPraHi3aTopoM JAsKiBchKol CHikn
y anuuHi, 3aCHOBHUKOM 1 BUIaBIIEM YacOMHUCY «JISIKIBCHKHI I1acy.

[Tocrark 1 TBOpuicTh IrHaTist [ToMOTHIOKA HAJIEKUTH 70 Maiike
HE3HAHUX CTOPIHOK MY3MYHOI icTOpii ['allMunHM OCTaHHIX AeCsTH-
ite XIX cromitrs. Moro iM’st He 3ragyeThes B xoHiH MoHorpadii,
MO’KEMO KOHCTATYBaTH JIUIIIEe OKpeMi HayKoBi lociimkerHs 3. Bamix-
HoBcbKo1, C. ['ypanbha, XK. 3Bapuuyk, JI. Mopos, 0. ScinoBchkoro.
[Ipore came mum iHimiaTuBHUM ausikoHoM CraHicnaBoBa Oyno 3a-
CHOBaHO MICIeBY [IEPKOBHO-CITIBOUY IIKONY (TOTyBasa mnpodeciiini
Kaapu 1 napadiil enapxii), A SKoi 3 HABYATBHOIO METOIO OyIo
BUJIaHO MOCIOHHMK Oorocity0oBoro criBy «HarmiBHUK TepKOBHHID)
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(1902). Buganus ciayryBajio He JHIIEC HaBYaJIbHUM MaTepiasoM st
MalOyTHIX CHIBIIB, ajge ¥ BHUSBWIOCH OJHMM 3 HaWBaXKIJIUBIIIHX
JoKepell, y SIKoMy 3a(iKCOBaHO 3pa3Kd TajHIBKOTO (rajHibKO-BO-
JMHCBKOTO) HamiBy. 3aBasku runignid npani 1. [TonotHioka cipasa
nepkoBHoro cmiBy CTaHiaBoBa Moyaia MIBUIKO MTOKPALLyBaTUCS, &
kepoBanuii 1. IlonoTHiokoM HepkoBHUM Xop npu CTaHicnaBiBChbKii
KaTeApi MBUIKO CTaB OAHUM 3 Halikpamux y [annumHi.

Y BeTynHOMY €110Bi 10 30ipHUKA «Hanmenuxs yeproguuvii» 1. I1o-
JIOTHIOK BKa3ye MepIIOoKepeNa TAIMIBKOro HamiBy. MuTenps npoTs-
roM 25 pokiB HanpukiHui XIX cromiTTs 30upas i ¢ikcyBaB IepKOBHI
MICHECITIBY, 1110 MOOYTYBaJIM Ha TOH MOMEHT y borociyxiHHsx. 3pa3-
KU TAJIMIBKOTO HAIiBY, sIKi Oy oopmIleHi y 30ipHHK, TAKOXK CIIYTy-
BaJIM MarepiajioM Ui MOCIOHMKA 3 MY3WYHOI TPaMOTH. Y HOTHOMY
30IpHUKY MICTATBCS 3pa3KH T'aJIMIIBKOTO HAIMIBYy Ta KOPIYC 0Ooseap-
CbKUX TICHECITIBIB, MMOJAHUX OKPEMO. Y TaKui CIIociO TOCIITHUK 3pO-
OUB iX TOCTYMHUMH IS IMPOKOTO KOJIa LIEPKOBHUX MiBUMX Ta MUPSH.

Crpykrypa «HaniBHuKa LepkoBHOTO», ynopsakoBanoro I. Ilo-
JIOTHIOKOM 3 TicHecmiBiB Beeniunoro Oxinnst ta Tpioxi, € cBigueH-
HSIM CIaAKOEMHOCTI Tpanuiii JIbBiBchkux IpMonorionis: «Hanesoi,
2nacel U mMenodiu yepkosHu ynompednoganu npu écexwv bozocry-
JHcenusaxy 6b yepresaxsv I anuykou Pycu, cymo 0yace posicHOpoouu,
KpacHu u bocamu. MHO20 3b HUX® 0OHAK® 3aMPAMULOCH 3b Yd-
COMb, d O 3b NPUYUHBL, WO He 3ANUCOBAHO UXb OO HOMbL, d JTULLb
nepedasano 3 ycmv» 00 YCMb, 8 HACLEO0KDd 4020 BKPAIUCH b Miu
MenboOiu POdCHU CAMOBONILHU 3MEHbl, 8apiaHmbl Ma HenompeoHu
000amKU U 8bleAKYBAHA: 3b M0O20 nogcmana y Hacvy m. 38. Camo-
80JKA ADO CAMONOBKAY.

I. TTonoTHIOK BKa3ye Ha 3HAUUMICTh JOCITIJKEHHs Ta (iKCyBaH-
HSl IUX HamiBiB: «Heoocmamoxs npakmuunoeo u nosHo2o 300pHu-
Kad HANego8b YepKOGHBIXb HAUOOIbUE OAECH B0OUYB8AMU NPU HAYVYE
cnesy Yepro8Ho20, MaKb 8b OSAKOBCKUXD UKOAAXD, AKb U He MeHue
8b Kodcool yepkae. Ll{oowvr 60oail 6v uacmu 3apadumu cemy Hedo-
CmMamkosu. 36epmags NOONUCANDBILL Yepe3b AKUXL 25 1emb nuibHy
yeazy Ha ayHuU YepKOGHU HANesbl U Men100iu 6b Kpar U 3a Spanu-
yero. 36upasv Uxv, 3aNUCYEABH NOOD HOMbL U VI0NHCUBH 6b 300PHUKD
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8 b MAKOMb 8U0E, 8b KAKOMb NPEOKIA0de Uuxi OHecb 00 YIHCUMKY
YEPKOBHO2O U WKOTLHO2ON.

Cgoro wmicito 1. TlonotHiok popmyntoe Tak: «/lpu yxnade cezo
300pHUKa Oyaa MOsi NPOBOOHA (OyMKa)eadka: a) upobwl pycko-yep-
KOBHU HANE8bl U MeN00iu 300pamu 6b 0OHYYeNA0Cb, YNOPAOKY8AMU.
U cucmemamuuno ynosicumu 36b14atiHo, 21A0K0 U 6€3b GCAKUXD ACH
HAOmMOo 4acmo b UHWUXD 300PHUKAX OblOYEAHBIXL 000AMKOEb, 0)
woowvl 300pHUK cell nooamu b (opme NPUCYNHOU 3HAIOYOMY HO-
mol 6y0bmo my3viunu, OYOb UpMONO2itHY. Bb moul yeiu Hanucaswv
5 8ce Hanegwvl U Menodiu 6b MOMb 300PHUKY HOMAMU MY3bIYHBIMU,
8b KJII0U€ CKPUNKOBOMD U 8b MOHAYIAXD (CKANAXD) eHeAPMOHUYHBIXD
UOEHMUUHBIXL (AD0 MOMOICHBIXD) 30 CMAPLIMU CKAAMU YIHCUBA-
HbLMU OOmeneps y cexv IpMonocionaxsy.

TakuM YHHOM, MOJKHA CTBEPJKYBATH, 110 MPOMOHOBAHUI 30ip-
HUK € TIOKa30BUM II0J0 (ikcamii 3pa3KiB ralnuipKoro HamiBy. J{is
CydYacCHHUX JOCIIJIHUKIB ONOpa Ha TaKy JpKepelbHy 0a3y € TOKyMeH-
TOM CTaHy (YHKIIOHYBaHHsS YKPaiHCBKOTO IIEPKOBHOTO CIIiBY (30-
KpeMma, npasociasnoi MoHoAil Ha TepeHax [amuumHu Ta BomwmHi),
3a(hiKCOBAHOTO HA MOMEHT MOYaTKy XX CTOMITTS.

Sofiia Dimitriieva
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at Kharkiv 1. P. Kotlyarevsky National University of Arts,
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POLOTNIUK’S “NAPIVNYK TSERKOVNY” AS A COL-
LECTION OF THE SAMPLES OF GALICIAN CHANT

Key words: galician (Galician-Volyn) napiv (chant), Ignatiy
Polotnyuk, Napivnyk tserkovny, church music, Stanilaviv (Ivano-
Frankivsk) church singing, song-chant.

The Galician (or Galician-Volynian) napiv (chant) is a system
of local variants of liturgical song-chant of the Orthodox Church
that was historically formed in the Galician-Volynian lands and in-
cludes various hymnographic groups. The Galician chant became
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widespread not only within the living tradition of church singing,
but also far beyond the ethnolocal boundaries of Galicia and Vol-
hynia, attracting prominent Ukrainian artists with its originality as
an artistic phenomenon of the national Ukrainian spiritual tradition.

“Napivnyk tserkovny” (“Napivnyk tserkovny: Po obrazu piniia
Halytsko-Ruskykh Tserkvei”, Przemysl, 1902) was compiled by Ig-
natiy Polotniuk (1856-1903), a deacon and regent of the Stanislav-
ivska (Ivano-Frankivsk) Cathedral of the Ukrainian Greek Catholic
Church, organizer of the Dyakivsky Union in Galicia, founder and
publisher of the “Dyakivsky Glas” magazine.

The personality and work of Ignatiy Polotniuk belongs to the
almost unknown pages of the musical history of Galicia in the last
decades of the nineteenth century. His name is not mentioned in any
monographs, and we can only note some scientific studies by Z. Va-
likhnovska, S. Huralna, J. Zvarychuk, L. Moroz, and Y. Yasynovsky.
However, it was this proactive deacon of Stanislaviv who founded
the local church singing school (which trained professional staff for
the parishes of the diocese), for which a manual of liturgical sing-
ing “Napivnyk tserkovny” (1902) was published for educational
purposes. The publication served not only as a teaching material for
future singers, but also turned out to be one of the most important
sources that recorded samples of Galician (Galician-Volynian) chant.
Thanks to the fruitful work of 1. Polotniuk, the state of church sing-
ing in Stanislaviv began to improve rapidly, and the church choir at
the Stanislaviv Cathedral, directed by 1. Polotniuk, quickly became
one of the best in Galicia.

In his introduction to the collection “Napivnyk tserkovny” 1. Po-
lotniuk points out the primary sources of Galician chants. For 25
years at the end of the nineteenth century, the artist collected and
recorded church song-chant that were used in worship at that time.
The samples of Galician chants, which were compiled into a collec-
tion, also served as material for a manual on musical literacy. The
music collection contains samples of Galician chants and a corpus
of Bulgarian song-chant presented separately. In this way, the re-
searcher made them accessible to a wide range of church singers
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and lay people.

The structure of the “Church Half Book”, compiled by 1. Po-
lotniuk from the hymns of the All-Night Vigil and the Triodion, is
evidence of the continuity of the tradition of Lviv Irmologions. Po-
lotniuk points out the importance of researching and recording these
chants.

Thus, it can be argued that this collection is indicative of the
recording of samples of Galician chant. For contemporary research-
ers, the reliance on such a source base is a document of the state
of functioning of Ukrainian church singing (in particular, Orthodox
monody in Galicia and Volhynia) as recorded at the beginning of the
twentieth century.
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