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K. B. Kucmox. Ilyonikania MatepianiB mpo pociit-
CbKO-YKPalHCDKY BiifHY Y (paX0BMX HayKOBVIX BUJJaH-
HAX 3 KynbTyponorii y 2023 poni

Y wiit crarri Ha cTuHi KIacuyHoro 6ibniorpagivno-
ro Ji KyIbTYPONMOTiYHOTO MifXOAiB 37iiiCHEHO CIIpoby
BCTAaHOB/IEHHA OCHOBHUX HAINPAMIB Ta HifXOAiB y BU-
CBIT/IEHH] POCIJICbKO-YKPAIHChKOI Bi/iHM B CTATTAX 3i
30ipHNKIB HAYKOBUX IIpallb i XypHA/IB, JOMy4eHNX [0
nepeniky (paxoBuX BUAAHDb 3 KyIbTYPOTIOrii (KaTeropisa
«b») y 2023 poui. O3HaueHO MUTOMY Bary BUJaHb, fAKi
posmintyBamu Taki my6mikarii, Ta MUTOMY Bary possi-
JIOK Ha IOfi0Hy TeMaTuKy cepef 199 KynbTyposoriqamx
crareit y 16 yacommcax. OniHeHO ZOCBIif iX 06’eHAHHA
B OKpeMi pyOpUKIL, BUOKPEM/IEHO 7 OCHOBHIX TeMAaTI4-
HIX TPYII 33 K/TIOYOBUMI CTIOBaMY PO3I/IAHYTUX POOIT.

3a3HayeHo, 1O B X CTATTAX 37e0iMbIIOro e

¢ixcyBa/much IeBHi COLOKY/IBTYpHI SIBMIIA YU TpeH-
I, AKi, yTiM, BifcumaoTs abo fo akTyanisauii, abo 1o
peKOHIenTyai3aii 6i/1bII 3aranbHKUX MpobeM — 6a-
raTOBUMIPHOCTI YKPAiHCHKOI ileHTUYHOCTI, KYIBTYp-
HO-MJUCTEIbKOTO JIaHAmAgTy, MeMOpianbHOi Tpamuiiii,
3PELITOI0, TOCTKOIOHIa/IbHOTO CTAaTyCy YKpainu. Buko-
HAHO TIOPiBHAHHA POSITIAHYTOTO KYIBTYPOMOTi4HOTO
IOpOOKY y BUCBIT/IIEHHI TeMU POCiliCbKO-YKPaiHCHKOI
BijtHM ¥ 2023 polyi 3 aHA/MOTiYHUM JOPOOKOM Y LjapyHi
icropiynux Hayk. OKpec/neHO IepCreKTUBM JOTo 3i-
CTaBJICHHA 3 HayKoBOK iHdopMarielo mpo YkpaiHy B
MDKHApOJHMX HayKoMeTpu4HuX 6asax Scopus i Web of
Scince.
KmiouoBi crmoBa: xymvmyponozis, 6ibniozpagis, eitina,
Pociticbko-yKpaiHcoka 6itiHa, KYIbMypHO-MUCMeEUbKUil
NAHOUAPM, MeMOPianvHa MPpAOULis, NOCMKONOHIANI3M,
yKpaincoka i0eHmuuHicmo, yKpaiHcoka Kynvmypa.

K. Kysliuk. Publication of materials about the
Russian-Ukrainian war in the professional scientifical
journals on cultural studies in 2023

The purpose of the article is to establish the main di-
rections in the coverage of the Russian-Ukrainian war in
the articles in the scientific journals on cultural studies
and their heuristic perspectives.

The methodology combined bibliometric, classical
bibliographic and cultural approaches. The elements of
comparativism made it possible to compare the analyzed
cultural works with coverage of the topic of full-scale
Russian aggression in the publications in the Ukrainian
scientific journals on historical sciences.

The results. The specific weight of scientific journals
which placed such publications and the specific weight of
articles on similar topics among 199 specifically cultural
articles in 16 journals were determined. The experience
of combining them into separate rubrics had been evalu-
ated. 7 main thematic groups had been distinguished ac-
cording to the keywords of the considered works: 1) Art;
2) Cultural identity; 3) Cultural policy; 4) Preservation
and restoration of cultural heritage; 5) Transformations
of the cultural landscape; 6) Burial and commemora-
tion; 7) Forced migrants. It had been indicated that these
articles only recorded certain socio-cultural phenom-
ena or trends, which, however, refer either to the actu-
alization or to the reconceptualization of more general
problems — the multidimensionality of the Ukrainian
identity and the cultural and artistic landscape, the pecu-
liarities of the national memorial tradition, and ultimate-
ly, the post-colonial status of Ukraine.

The scientific novelty. This article is the first historio-
graphical review of culturological articles, that highlight-
ed the topic of the Russian-Ukrainian war.

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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The practical significance. The materials of this ar-
ticle can be used in the scientific and public discussions,
and for preparation of educational programs as well.
Keywords: cultural studies, bibliography, war, Russian-
Ukrainian war, cultural and artistic landscape, memorial
tradition, post-colonialism, Ukrainian identity, Ukrainian
culture.

AKTyanbHICTD TeMM JOCTiPKeHH. 3alTPOIIOHO-
BaHMI icTopiorpadiyHnit Hapuc, mo-meplie, [03BO-
nsi€ 3adikcyBary neBHi GpakTIYHi BiffoMOCTI 10710
nyOmiKamifiHol aKTMBHOCTI, AKi Hajami MOXYTb
OyTy BUKOpPWCTaHi ab0 s BU3HAYeHHS JVHaMi-
KM TaKoi aKTMBHOCTI B OUIBII TpMBAIWil MPOMi-
XKOK 4acy, abo It OOIPYHTYBAHHSA TUX 4¥ {HIIUX
aBropcbkux rimores. Ilo-mpyre, onpumonHeHHA
IUTOMO KYIbTYPOIOTIYHUX MaTepialiB Ipo BillHY,
Ha Hally AyMKY, 0e3locepeHbO IOB’A3aHe 3 JO-
JIEI0 CaMOI KY/IbTYPOJIOTiI AK HayKOBOI Ta OCBITHbOI
crertianbHOCTi. YnM 6inbie Gyie BifMoBiTHMX Ma-
TepianiB, 6a)kaHo, i3 IVPOKUM CYCITIIBHUM PO3TO-
JIOCOM, TUM Oi/IbII TOSUTUBHYUM Oyfie iMiIK Hayku
Y BiTIOBifIHIi CITiIBHOTI, Ha TMM 3HaYHiII 60HYCK
(nanpuxag, y popmari 36inbIeHH KinbkocTi 010-
JPKETHMX MicCIlb 4y (piHaHCYBaHHs HeBHMX HOCIif-
HIUI[BKIX IIPOEKTIB) BOHA MOXE PO3PAXOBYBATIL.

3BUYAITHO, BUCBIT/IEHHA TeMU POCiliCbKO-yKpa-
iHcbKoOl BijtHM B il «ribpupaHii» (Big 2014 poky) Ta
«rapsaiit» (Big motoro 2022 poky) dasax He 00-
MEXYEThCS JIIIe HAYKOBUMM NyOmiKatiamu y ¢a-
XOBUX BUJJAaHHAX. [IpoBOAATbCA pisHOMaHITHI Hay-
KOBI 3aX0f, HAIPUKIaJ, KoHdepeHii Ta Gpopym,
YUTAIOThCS BifITIOBIHI /IeKIIii, 3HIMaIOThCs Tefelle-
penadi, IpYKyI0TbCA HayKOBO-IyOMILMCTIYHI, a Ha-
pasi Bxe it GpyHaMeHTanbHi MOHOrpadivHi mpari.
OdeBnpHO, MO B 3ara/IbHOMY TIi/ICYMKY Ky/IbTYPO-
JIOTIYHOTO OCMMCTIEHHS I[i€l TeMM O3HayeHi HaMu
CYTO KiNIbKiCHI ITOKa3HMKI € He HaJITO IIOKa30BYMIA.
[Ipore HaykoBe MisHaHHA BifOYBA€TbCS He NMIIE
Ha IIPAaKTUYHOMY, a/ie Il Ha TEOPETUIHOMY PiBHAX,
a MacoBa CBiIOMICTb 3aBX/y MOTpebye BUIMX —
HayKOBO-TeopeTH4HuX ¢popM. CaMe 3 Takol TOUKM
30py MOODKHMIT aHaJIi3 HAsBHOTO KY/IbTYPOJIOTiY-
HOTO JOPOOKY Y BUCBIiT/IEHHI IIMTaHb POCIICHKO-
YKPAIHCBKOI BiIHM TaKOX € KOHYe HEeOOXiTHUM.

AHami3 OCTaHHIX FOCTiKeHb Ta MyOmiKamii.
Y 6asi gaHyx HaykoBoi mepiofyku Ykpainu Hario-

1 http://surlli/rocn

Ha/IbHOI 6ibmiotexn Ykpainn im. B. I. Beprazcpko-
ro' 6y710 po3MilieHO, CTAHOM Ha IIOYaTOK JKOBTHS
2023 p., mpubmmsno 600-700 HayKoBUX CTaTeil 3a
TEMATUKOK POCINICbKO-YKpaIHChKOI BiitHM. IcTo-
piorpacdivHi acekTu TeMu B XpOHONOTIYHUX Me-
Kax mepIuoi, «ribpugHoi», Gpasy Hapasi BUCBITIEHO
MuIIe B OffHil HaykoBilt my6mikauii b. Jporomu-
peupkoro ([Iporomupennkuit, 2022). Y 6a3i gaHnux
Scopus npexMeTy HalIOro KOCTIfKEHHs TOBHICTIO
Bignosigae crarta M. Kocneesa, y fKiit posrnapa-
€TbCA peaklid MDKHAPOIHUX KY/IbTYPHULIBKUX OP-
raHizaninn — MixuaponHoi pagu 3 apxisis (ICA),
MixnapogHoi pagu myseis (ICOM), MixHapop-
HOI ¢eneparii 6i6nioTeyHNX acoriarliit Ta ycTaHOB
(IFLA) i OHECKO 110710 3arposy 3HUIEHHS KY/Tb-
TYPHOI CIIaJI/HY KpaiHM Ha HOYaTKy HOBHOMACII-
TabHoi arpecii (Kosciejew, 2023). Y WoS gonydero
CTaTTIO BITYM3HAHVX aBTOPIB, Y AKiil «TpaHcdop-
Maljil KyIbTYpHOTO PO3BUTKY YKPAIHCHKOTO Ha-
pony» MiICyMOBAaHO [0 BMBUIIEHHA DONi YKpa-
iHCbKOi MOBM, icTopii Ta mam’ATi cepen MPOCTUX
TPOMAJIAH Ta NOIIMPEHHA KYIbTYPHU 3alepeyeHHA
BCBOTO pocilicbkoro cepep HaykosuiB (Filimonova-
Zlatohurska, Nikolenko & Poperechna etc, 2023,
p. 231).

BopHouac Bukopucraui B 1iit my6mikauii 6i6i-
orpadiuHi mifxomM BXe JABHO § YCIIIIHO 3aisfHi
B PisHMX Tanyssax 3HaHb. Y perpocnektyusi XXI cr.
L1070 KY/IBTYPOJIOTii JiieThes ab0 Mpo eTamw ii cTa-
HoB/TeHH: fAK Hayku (Ilefiko & Borympkuii, 2005),
ab0 TIpO «KOHTpPaBEPCiitHICTh» «TpaeKTOpil» Ky/b-
TYposorii B YKpaiHi [I0 IOBHOL[IHHOTO aKajeMi4-
HOTO CTAaTyCy Ta «CKIafgHoUl» il «camoineHTndi-
Kanii» (KpaBuenko, 2019; 2021), abo mpo Hanpsmu
HAyKOBMX IOIIYKIB BJIACTUBO KY/IbTYPOJIOTiYHOIO
MeToponorivHoro incrpymentapito (Illetiko, 2022).
Besnocepenubo icTopiorpadis BUCBiTIEHHS TeMu
POCIiICbKO-YKPAIHChKOI BiifHI B KYIbTYPOJIOLii Ije
He PO3ITIAMIANACh.

Merta crarTi — 03HaYMTM OCHOBHI HAaIpAMM Y
BUCBIT/IEHHI POCIiICbKO-YKPAIHCbKOI BiflHY B IIy-
OiKaligX y HAyKoBYX (paXOBMX BUJAHHAX 3 KY/Ib-
TYponorii Ta ixHi eBpUCTMYHI mepcrekTuBu. L
MeTa Mae OyTU JOCATHYTA B Pe3y/IbTari MOCTifi0B-
HOTO BVKOHAHHS TAaKVX 3aBJaHb: a) GOpMyBaHHS
CyLiIbHOI BUOIPKM KY/TBTYPOMOTiYHMX CTaTell Mpo



HUHIIIHIO BilfHy Ta 00paxyHOK ii KiNbKiCHUMX Xa-
paxTepucTuK; 6) BCTAHOB/IEHHA OCHOBHUX TeMa-
TUYHYX HAIPSMIB Y JOCTTIPKEHHI IIbOTO heHOMEHY;
B) OL[iHKa INEePCHeKTMBHOCTI pe3y/bTaTiB, OTpU-
MaHMX aBTOpaMy MyOmiKaliil, o PO3I/IAAINCE;
r) mobibKHe KibKiCHO-fKiCHe 3iCTaBNIeHHA KYIIb-
TYPOJIOTiYHOTO JOPOOKY Y BUCBIT/IEHH] POCificChKO-
YKPAIHCBKOI BiifHM 3 aHA/MOTiYHMMM 3700yTKaMm
ICTOpMYHMX HayK.

I[Ipeomemom OocniOxeHHS € CTATTi B HAYKOBUX
(baxoByX BUIAHHAX 3 KYIBTYPOIOTil (Ta CYMKHIX
TYMaHITapHMX CIeljianbHOCTel) 3a 2023 pik, gomy-
YeHVX JI0 3arajbHoro Ilepeniky Takux Bumanb (cra-
HoM Ha 23.08.2023 p.) (MinicTepcTBO OCBiTH i Hay-
K11 Ykpainu, 2023). 3aranmom 6y/1o mpoaHanisoBaHo
199 crareit y 16 daxoBux 36ipkax 3 Kynprypororii
Kateropii «b» (muB. Tabmuio 1), onmpumogHeHNX
Ha CaliTax BUJAHb, AKi PO3I/LANAINCH (CTAHOM Ha
1 5xoBTHs 2023 p.) Bubip Takoro npegmera 6yo 3y-
MOBJIEHO TIM, IIIO JIMIIE 1[bOTO POKY HayKoBa iH(-
pacTpyKTypa YKpaiHM OroBTanach Biji €K3MCTEH-
LiJfHOTO IIOKY MiC/IA MOYaTKy MOBHOMACIITaOHOTO
BTOPIHEHHA JI Maja 3MOI'Y BiJHOCHO IIOBHOLIHHO
3ampanoBarty. besyMOBHO, Ha II0YaTKy >XOBTHA
2023 p. nBa axoBi yacomucy 1ie He BUJAIN JKOJI-
HOTO BUITYCKY CBOIX MaTepiajiB, TOMy M) 3MYLIEHi
Oy/1v 3BepHYTHCH [0 IX BUITYCKIB 3a 2022 piK.

Y Qokyc Hamoro AOCTHKEHHS IOTPANIN
BUK/IIOYHO MaTepiamy, omyOmikoBaHi B pyOpumii
«Kynpryponorig» 4u JOTHYHI JO Hel, OCKIIbKM 32
IIOOJIMHOKMMM BUHATKaMY («YKpPaiHCBKi KyJbTY-
pornoriusi cTygii») yci 36ipku, mo posIIAsaIICh, €
axoBuMM 0pasy 3a AeKibKOMa CIIeliaTbHOCTSIMIAL

Mu BBaXaeMo, IO NpeAMET HALIOl CTaTTi —
IIOBHA perpe3eHTaTyBHa B1bipKa, chopMoBaHa cy-
uinmbHNM Bigbopom. [lo miel Bubipkn yBifimm Bci
CTaTTi, po3MillleHi y BUIe3a3HaYeHNUX PyOpUKax y
(haxoBux BUJAHHAX 3 KYIBTYpOJOrii, AKi MicTATH
C/IOBO «BiJiHa» Ta IOXifgHI Bif HBPOTO («IIOBOEH-
HuI1») y Ha3Bi. [lexinbka my6mikaniit, sxi Bignosina-
I0Th TeMaTuIli JOCIIIKeHHs, ajie He MICTATb CTI0BO
«BiilHa» B Ha3Bi, pO3IIAHYTO OKpeMo. B obpaxyH-
Kax Ix He BpaxoBaHo. [Ilofo piBHA penpeseHTaTNB-
HOCTi OTPMMAHUX pe3y/IbTaTiB CTOCOBHO 2022 p., TO
MOXXEMO 3a3HAYMTU TaKe: AK JEeMOHCTPYIOTb JaHi
Tabmui 1, HaitbiMbIIA KiMbKICTb (axoBUX KY/IbTY-
ponoriunux my6mikaiit y 2023 p. 6yna y BupaHHi
«Bicak HamionanpHOI akajieMil KepiBHUX KaJpiB

KyIbTYpU 1 MUCTELTB» — 33 CTaTTi, ABI 3 AKKX
Oy/u TIpUCBAYEHI aKTya/lbHill BOEHHINl TeMaTHIIL.
3a 2022 p. y yotupbox Bumyckax «Bicuuka HAK-
KiM» omy6nikoBaHo 48 crareit, 3 KVX BilfHi 3 pd
OY/10 IPUCBSAYEHO TAK CaMO JIBi CTATT.
Memooonozis Hawiozo 00cniONHeHHS TOENHAA
6i6momerpyaHmit, knacuunmit 6i6morpadivamit i
KY/IbTYPO/IOTIYHMIA iIXOAM. 3aBAAKM BUKOPUCTAH-
HIO 6i671i0MeTPUYHOTO METOAY BHAIOCS BU3HAUUTH
IUTOMY Bary IPUCBAYEHMX POCIICHKO-YKPAIHChKIit
BiJIHI Ky/IbTYPONIOTiYHNX CTY/iil Y 3aTa/IbHOMY Ma-
CMBi HAyKOBMX ITyO/TiKaiif y KyIbTYpPONOTiYHNX py-
OprKax HayKoBMX (haXoBUX BUJIAHb 3 KY/IbTYPOJIO-
ril Ta CyMDKHUX I'yMaHITapHMX CIelliaIbHOCTEN 3a
2023 pik. Ha ocHosi 6i6miorpadivnoro 3icraBneH-
HA KII0YOBMX C/IiB O3HAYE€HO pO3MaiTe TeMaTU4YHe
KO7I0 23 Ky/ZIbTYpONMOTiYHNX MyOiKaliil mpo BiitHy,
AKi yBifimm y Bubipky. Ha ocHOBIi xynbTypomori-
HOTO IIIXOAY IPOAHa/Ii30BaHO €BPUCTUYHI MOX-
MIMBOCTi OTPUMAHNUX Y LUX MyOMiKaIigX HayKOBUX
PE3YNbTATiB 1A POSBUTKY HAyKM IIPO KYIBTYPY.
EnemenTy KoMIapaTuBicTHKI JO3BOMU/IN 3iCTaBU-
T TIPOAHA/TI30BAHNII KY/IBTYPOTIOTI4HMIT FOPOOOK
i3 BUCBIT/IEHHAM TeMV IOBHOMACIITAOHOI pOCili-
CBKOI arpecii B myOmiKanisx 3 icTOpUYHMX HayK.
Buxnag ocHOBHOro Marepianmy JOCTifiKeHHH.
[ToBHi BiOMOCTI IJO/{0 HAYKOBMX KY/IbTYpPOJIOTid-
HUX MaTepiasIiB Ipo BiliHy, ony0/ikoBaHi 3a 9 Mics-
11iB 2023 p. Ta po3MOfieHi 3a KOHKpeTHUMH (axo-
BJIMY BUJJQHHAMY, HifICyMOBaHi Hamy B Tabmui 1.
Orxe, TeMaTuKa pOCilicbKO-YKpaiHCbKOI BiltHM
y 16 HaykoBMX (paxoBUX BUJAHHAX 3 KYIbTYPOJIOTii
(Ta CyMDKHUX IMCIMITIIH) 6e3M0CepeiHbO BUCBIT-
JII0BAJIach y 23 CTATTAX, 0 CTaHOBUTH 13% Bix 3a-
ra/IbHOI Ki/IbKOCTi CYTO Ky/IbTYPOIOTiYHMX IIpaLb Y
YaCcoIMNCax, W0 po3I/IAfaMICh. BinmnosigHi Marepi-
anmu onyO/miKoBaHO B KY/JIbTYPOJOTIYHUX PO3JiNax
8 wacormcis i3 16 (50%). 3aranoM ix posmiuryBamm
(3oxpema, B iHIMX pybpukax) 63% dacommciB i3
Hamoi Bubipku. BogHo4ac MaeMo 3a3Ha4mTH, IO
fiesiki Biomi HaM aBTOpY 36ipKM HAayKOBUX IIpallb
«Kymprypa Vkpainm» (Xapxis, X[IAK) aktuBHO
3al/IMa/lNCh MATPIOTUYHOK [iANbHICTIO, X0Ya IXHI
CTaTTi IpUCBAYEH] CyTO IIpodeciltHuM mpobneMam.
B opranisauifiHoMy I/TaHi HalBIA/TiIINM yBaXKa-
€MO JOCBif| ITyOmiKallil HAYKOBUX PO3BiOK, IPUCBSI-
YEeHIUX POCIfCbKO-YKPATHCBKill BiifHi, B 0COOMMBYX
TeMaTHYHNX PyOpMKaX, HANPUKIAf, «YKpaiHCbKa
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Tabn. 1
[Iy6mikanis matepiamiB mpo BifiHY y (paXoBMX HayKOBUX BUAHHAX 3 Ky/IbTypororii y 2023 p.
N Hassa 3acHoBHMK (1) 3aranpHa KilTbKicTh Boenna
TeMaTHKa
1. | Haykosuit BicHuk KuiBcbkoro Ha- KuiBcpknil HallioHaIbHUI OJVH BUITYCK, Y pyopui «Kynsrypo- 0
1LI{OHA/TbHOTO YHiBEPCUTETY TEATPY, YHIBEPCUTET TeATPy, KiHO i JIOTis» (e B immmx
KiHo i Tenebavenns imeni 1. K. Kap- | Tenebauenss imeni L. K. Kap- 4 posjiinax)
neHka-Kaporo neHka-Kaporo
2. | Haykosi samckn HaYKMA. Icto- HaVYKMA OJIMH BUITYCK 0
pis i Teopis KynbTypu 12
3. |IIutanns kyneryponorii KHYKiM OJIMH BUITYCK 2
12
4. | Kynprypa i MUCTENITBO ¥ Cy4acHOMY KHYKiM OJIVH BUITYCK, Y pyopuwi «Teopis ta 0
CBiTi icTopis KynbTypu»
5. | CydacHe MUCTELITBO [H-T mpo6reM cydacHoro muc- | 3a 2023 p. HeMae, ajie B OCTAHHBOMY 3
reyrea HAMY upcri 3a 2022 p. gonydeHo pyopuky | (e me crarri
«MucTenTBo i reononmiTKar, peanii | sa goruunown
POCIJIChKO-YKPaiHChKOI BiiiHM TEMATHKOIO)
5
6. | Ykpaincpbka Kynbrypa: MUHYIIE, Cy- PiBHeHChKNMIT iepKaBHII 3a 2023 p. HeMae, € lepeaMoBa 110 1
YacHe, MIAXN PO3BUTKY TYMaHiTapHUII YHiBEPCUTET, TOIIEPEHBOTO BUITYCKY 3a 2022 p.
[HCTUTYT KynbTYpOOTii 12
7. | YkpaiHChbKi KynbTyponoriyni cTyspii KHY im. Tapaca IlleBuenka OfIH BUITYCK, 5
€ pospin «KymbTypa i BiitHa», yci Ma-
Tepia/m — CyTO Ky/IbTYpO3HaBYi
21
8. |Yacomuc Hamionansroi mysnunoi | Haunionanbaa Mysudma akaze- | ofmH BUIYCK, Y pybpuui «Kynsrypo- 0
axapemii Ykpainu imeni I1. I. Yaii- Mia Ykpainu imeni I1. I. Yaii- JIOTif»
KOBCHKOTO KOBCHKOTO 2
9. |Bicauk MIY. Cepis: ®inocodis, MapiynonbcbKuii iep>KaBHUIA OJ\VIH BUITYCK 0
KY/IbTYPOJIOTisl, COLLi0NOrisA yHiBepcureT (HepeMileHuit 11 (85)
3BO)
10. | Bicuuk HarionanbHoi akaziemii Ke- HAKKiM JiBa BUITYCKM, Y pyOpuui «Kynprypo- 2
PIBHUX KaJIpiB KYJIbTYPU i MUCTELITB JIOTif»
33
11. |Kynbrypa i cygacHicTb HAKKiM OJLMH BUITYCK, Y py6puwi «Kymbrypo- 1
TIOTis»
5(58)
12. | Kynbrypa Ykpainnu (cepii: Kynsrypo- XIOAK TpU BUITYCKY, Y pyOpuni «Kynprypo- 0
JIOTisA, MUCTEL[TBO3HABCTBO) JIOTisI»
12
13. | Kynbryponoriuna fymka In-t kynvryponorii HAMY | opun Bumyck, y py6puui «Teopis Ta 2
icTopis KynbTypu»
6
14. | Kynbryponoriunmii anmbMaHax HITY im. M. I1. lparomManoBa | omus BuImyck, y py6puwi «Kymsrypo- 0
JIOTisI» (€ B iHmMX
12 po3pinax)
15. | MucrenrBo3HaByi Ta Ky/IbTypOJIo- Bo/mmHcbkumit HaLjioHAMBHUIT | 9OTUPY BUITYCKIL, Y pyOpui «Kyrb- 0
TiyHi cTygil yHiBepcutet imeHi Jleci Ykpa- TYPOJIOTisi»
THKI 8
16. | Hapopna TBOpYicTb Ta eTHOMOriA [HCTUTYT MUCTeIITBOSHABCTBA, | TPU BUITYCKM, Y pybpui «3 icTopii Ta 7
(bOMBKIOPUCTIKY T €THOTIOTII | Teopii Hayku» — y [BOX BUITyCKaX,
iMm. M. T. Punbcokoro HAHY TPETili BUITYCK — TeMaTW4YHUIL,
pybpuka «YkpaiHcbka icTopisa Ta
KYIbTypa Kpi3h IPU3MY POCIIChKOL
€KCITaHCil»
15
Pasom 176 23

(13%)




icTopis Ta KynIbTypa Kpi3b IPU3MY POCIICbKOI €KC-
naHcii» B «HapopHiit TBopyoCTi Ta eTHONOTrII». Y iX
HAaIlOBHEHHI MAIOTb 3MOTYy B3fTM y4acTb (axiBIii
3 pisHux ramyseil. Tum 6inblue, o cepes aBTOpiB
MaJKe HeMae IMUIIOMOBAHMX KY/IbTYPOJIOTiB.

Y ¢axoByx KynpTyponoriyHyx my6mkanisax mpo
POCIIICbKO-YKPAIHChKY BiiIHY 3a KIIOYOBUMU CJIO-
BaMy MV BUOKPEM/IIOEMO 7 OCHOBHMX TeMaTHYHMX
rpyn. OCKiZIbKi KO>KHa 3 TPy IpefiCTaB/IeHa JIMILe
KiZIbKOMa MpaLAMY, O3HAYNUTY PENMTHHT IX BarOMO-
cti HemoxmBo. ToMy B Hamill cTaTTi BOHY TOfa-
I0TbCA B JOBIIbHOMY TIOPAJKY.

1. Tematnyna rpyma «Mucmeymeo». OCHOBHI
K/II0YOBI CTIOBA: «MUCMeymeo / cyuacHe ykpaincoxe
MUCeume0; Mucmeuvki npakmuxu; 06pasomesop-
ue MUCMeEUMe0; My3uKkd; 8i3yanvHa apximexmypad;
0u3atin; eKpanHa penpe3eHmais; KpeamusHi iH0y-
cmpii; pecmusans; KOHKypc».

3a3HayaeTbCs, IO BiIOYBAETBCA «peakTyaisa-
Ilid MUCTELbKYUX TBOPiB». «OCHOBOIO /I HUX HO-
CTaoTh parMeHTV OOVOBYX Jill, IEpeMOTrH Ta re-
POTYHI BYMHKY, CTPKIAHHA Ta Mpil YKPaiHCbKOTO
Hapony» (Topmaxosa, 2022, c. 73-74). Lle came cto-
CYETbCA KOHKYPCHO-(ecTyBanbHOro pyxy (besyr-
ma, 2022) Ta y4acTi B MDKHApOJZHMX BUCTAaBKOBMX
npoeKTax. bimbmiocTi ykpalHChKMX MUCTEIbKUX
NPaKTUK BIACTYBUI KpeaTUBHMI Mifxif. Bonu He
JIIIIe BUKOHYIOTD QYHKIII ICHXOMOTiYHO peakca-
1l 7181 CBO€ET aBAUTOPII, a il BOZHOYAC YaCTO JIVILIE B
pesy/nbTaTi IPUBATHYUX 3YCU/Ib MUTLA Ta KypaTopa
«BMOOPIOIOTH KY/IBTYPHY CY0’€KTHICTb KpaiHum Ha
MbKHapopHilt aptcreni» (Yenemnx, 2022, ¢. 79-80).
Y mmpoxomy iCTOPUMKO-KYIbTYPHOMY KOHTEKCTI
TAKMil MigXig AiiicHO Oinblue BIACTMBUI 3aXigHO-
€BPOIIEIICbKOMY MIVICTELITBY, Ha BiIMiHY Bifj pajisH-
CBKOTO, Y AKOMY «I1aoc MY>KHOCTi Ta TepoisMmy»
«YHEMOXK/IMBIIOE [IEMOHCTpAIil0 OyAb-AKIX eK-
3UCTeHIilTHNX MepexxuBanb» (Crosn, 2023, c. 16).

2. Tematmuyna rpyma «Kymomypua idenmuu-
Hicmb». OCHOBHI K/IIOYOBI C/IOBA: «HAUIOHANbHA
i0eHmuuHicMy; KynbmypHa i0eHMUUHicMy; Kpusa
i0enmuunocmi; nampiomuuni QGymoonKu; Mmemus
nampiomusm.

Ha Ham ocobucTuit Mo, pociiicbko-ykpa-
iHCbKa BiilHA CIIpUYMHAE KPU3Y YKPAIHCHKOI ifjeH-
TUYHOCTI JIMIIEe HAa OKYNOBaHMX TEPUTOPIAX, e
THONITUKA «ENVHOTO HApOAy» 3flaTHA 3aBJaTV MOB-
HO-KY/IbTYPHMM MapKepaM TaKoOl IileHTYHOCTI
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HeIOIpaBHOI Koy, HaromicTp, 3a maHumm co-
I1i0710TiB, Ha peITi TepuTopii YKpainm e Bif 1M0-
4aTKy 2000-X pp. criocTepiraloTbcs IpOLeCH ifieH-
Ti¢ikauiiiHoi Mo6iisanuii, 3yMoB/IeH] moCTiiHIMY
reonomtuyHyMM  Buk/mkamy pocii  (KuiBcokuit
MDKHapogHumit iHcTUTyT comionorii, 2022). Born
BiJHOCHO YCIIIIIHO KOMIIEHCYIOTb HeBJadi €KOHO-
MivHOI MO6imi3arii ycix 30 pokiB HesanexxHocti. B
yMoBax BilfHU BifOyBaeTbcs TBOpYE OCYYacHEH-
HA 3a3HAYEHNX IpOleciB, HANPUKIAA, y $popmaTi
«posefieHHA Yy 3BO cminbHO 3 TpOMafaHChKUMU
AKTMBICTaMI Ta Jif4aMyu KynIbTypu ¢remmo6isy,
AKi Hapasi € iHCTpyMeHTOM «(OpPMYBaHHA CTiiKOI
YKPaiHChKOI HAIliOHa/IbHOI ifIEeHTUYHOCTI», IPOTH-
JIi€I0 «IIPONAraHfMCTCbKMM HapaTuBaM BOpOIa»
(Kupunenxo, 2023, c. 107). He MeHII xpeaTuBHIM
BUJAETbCA CTBOPEHHA iHTEpHET-MEMIB Ta €JIeMeH-
TiB yKpaiHCBKOrO OfATy Ta akcecyapis (dyr6omok
i3 maTpioTMYHMMIY IPUHTAMM) HA OCHOBI «MOJIepHi-
30BaHOTO OaueHHA MOCTATell KYIbTYpPHO-iHTeneK-
Tya/IbHUX Aif4iB» (BAATHEHNX Y BiilCbKOBUIT OJHO-
CTpiil), IKe METOZOM BKIIOYHOTO CIIOCTEPEKEHHS
6yno sadikcoano M. OmilfHUK cepep yYacHUKIB
HOAiOHMX aKIii y bymanemrTi B cepepmni 2022 p.
(OniitHuk, 2023, c. 16, 21).

OpHak 30BCiM HeTpOaHa/Ii30BaHUM € CIIiBBiJHO-
IIEHHA MDK «eTHIYHMM» Ta «TPOMaJAHCHKIM» Ha-
11i0HA/i3MOM, TUIIOBE [ijis1 0OTOBOPEHHs BiAMOBif-
HUX TIpO07IeM y myOmiKaLlifgx, BKITIYEHNX 0 Scopus
i WoS. HapmipHe 3aXOI/IEHHS €THOKY/IBTYPHOIO
TpajMI{i€l0 HACIpaB/i 3[aTHE Il YIOBiIbHIOBATI
HOLIMPEHHA «IIOCTMATEPiamiCTUYHMX L[iHHOCTEi»
(P. Inrnerapr) y cycrinbCeTBi, i BUITOmKYBATH ife-
ororiyHi Min, MO CHOTBOPIOITH JIOTO CBiIOMICTb.
Hanpuknap, BiTumsHaHmii KiHemarorpad Moxe
CKIi/IbKY 3aBTOJJHO IIPOIIOHYBAT! HaJi/IeH] mabI0H-
HYMM MAacKYIiHHVMU AKOCTAMM «pPelpe3eHTallil
apxetuny BoitoBuui-3axucHnui» (3yb6asina, 2022,
c. 24). IlpoBeneHe HaMM JIOHT€TIOHE TOCTIIKEHHs
«KiHOo4MX Mimirtapi» y Facebook (civenn 2022 p. —
bepesenp 2023 p.), Marepianyu AKOTO TOTYIOTBCA
0 IPYKY, HOBOAUTH: X04a (HOPManbHO MUTOMA
Bara xiHok y 3CY 3pocrae, BOHU B 6inbIIOCTi BU-
IaJIKiB IIPOJOBXYIOTh 3aliMaTUCA caMe «KiHOYOK0
po6oToto», a He BOIOBATH HAPiBHI 3 YONOBiKaMIL
[Ipo mopibHy «macTKy» Ha LIIAXaX JeKONOHi3arlil
Ha TIpUKIafi adpuKaHCBKMX KpalH-ayTcaiifepis
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TIOTepeKAEThCS | B IJOITHO BUJIAHil T MOHOTpadil
O. M. Maii6opopu (2023, c. 212).

3. Tematuuna rpyma «Kymvmypua nomimuxa».
OCHOBHI K/TI0YOBI CI0Ba: «KYIbMypHA OUNIOMAIMis;
KyIomypHa nozmimuka; HAUioHanvHuli Opendune;
MO084a; KyIbmypa CKACYB8AHHA; UEH3YPa; UIHHOCMIY.

IIporonoBaHi HaNpAMM BHYTPIlIHbOI KYIBTYP-
HOI IIO/IITUKI He TIIbKI BOEHHOTO, a Ji IOBOEHHOTO
4acy JI0BOJI OYeBUHI — «30epe>KeHHs Ta peTpaH-
C/IALIiA MaTepia/bHOI Ta HeMaTepialbHOI KYIbTYp-
HOI CHAJLIMHK HApOAYy», «CTBOPEHHA CTIlKOI iH-
IyCTpil Ky/IbTypu», «3a0e3ledeHHs B3a€EMO3B A3KY
inHOBamifHOi Ta HamioHambHOI KymbTypw» (Iep-
yaHiBcbKa, 2023, ¢. 5-6). OCHOBHMM 3aBIaHHIM
30BHIIIHbOI «YKPAIHCHKOI KYIBTYPHOI AMUIIOMATII»
IPOTONIOLIYETbCS  «PO3LINPEHHs  BIi3HABAHOCTI
Yxpainu 3a ii mexxamu» (Macnikosa, 2023, c. 8), Ha-
IPUK/IaJ, Y pe3y/nbTarTi aKTUBi3alil BUBYEHHA YKpa-
iHCHKOI MOBH y CBITi Ta NOWIMPEHHA YKPaiHOMOB-
HVIX [ifliB Y HailOi/MbIIIX My3esX i TaM ATKaxX (Hapasi
3ABWINCh Y 32 KpaiHax CBiTy 54 TakuX HOBMX
rigu) (Binenpka, 2023, c. 37). e mijicHo Bimcumae
JI0 IIMPOKOTO KOMA KYAbTYPOJNOTIYHUX MPOOIEM.
B opHMx Bumajxax crpaBeMBO MipKyBaTu IO
IIeBHE iX IePEOCMUCIEHHS, AK-0T «KyIbTypU CKa-
CyBaHHS», MEXi AKOI I[OJJ0 PYCHKOTO KY/IbTYPHOIO
CIIAJKY TaK 1 He OKPEC/IMIN aBTOPU OKpPeMOI IIpH-
csiyeHoi 1it crarti (Kopobko & Mimenko, 2023).
oo 6inbuIOCT iHIIMX, 31[EHTPOBAHMX HABKOIO
IOHATTA «IIOCTKOJIOHIa/Mi3My», Mae JTUCh He IIPO
iX «IOCTaHOBKY Ta po3B’AsaHHA» (I. Macmikosa,
2023), a mpo IpULIBYANIEHY PeLeNIilo BilloBigHO
JI0 YKPAIHChKUX peasiil HasgsBHUX TEOPEeTUYHNX Ha-
IPaLoBaHb i IPAKTUYHOIO HOCBiAY. ABXEX, epili
IIMPOKi CYCIIZIbHI AMCKYCII IORO0 MiIOPAIKOBA-
HOTO CTaTyCy YKPaiHChKOI KynbTypy 6y/o 30ypeHo
1je B IepILi pOKY IiC/IA BifHOBNIEHHA HE3aIeXKHOC-
Ti 3aBpAKY my6nikariam M. Pa64ayka, cBifkoM qoro
0yB it aBTOp IyOITiKaIii.

4. Temarnuna rpyna «30epexceHHs ma 6i0HO6-
NeHHS KynomypHoi cnaoujutu». OCHOBHI KTI0YOBI
CIOBA: «KYZbMypHA cnadujuna, 6iozpagis micus,
30epeteHHs KynbmypHoi cnaousunu, myseeika-
uist, yudposi mexHonozii, mpaouyiiina ma Ho8IMHs
KyZomypHa cnaousunar.

B ymoBax 60110BuX Aiil BUCOKOI iHTeHCUBHOCTI
Ta MAacOBOIO BMKODUCTaHHs paKeTHO-apTUIEpiil-
CHKOT0 030pOEHHS Ha TepUTOpil YKpaiHM BTpaT 3a-
3HA€E L[VBI/IbHE HACETIEHH Ta PYIHYIOTbCA 00 €KTH

KYNIbTYPHOI CHAfIIMHN. 3a3HAYAETDCH, 110 Hapasi
3aBJIAKM MDKHApPOJHIN JIONIOMO3i BIAETHCA 30Ce-
pemuT 3YCU/IIA Ha «KOHCepBallil 3pyJ/IHOBaHOIO»
Ta 30epeXeHHI KyIbTYpHOI CHAjUMHV YKpaiHu
B ouudposanomy Burmaxi (Poroxa, 2023, c. 13).
IIpore, sk posoputbca B crarti H. O. IlleBuen-
Ko, ycmimHmit gocsip Ipysii, Ispaimo ta Kinpy ne-
MOHCTPY€ MOX/IMBICTb IIOJONAHHA HETaTMBHOTO
iMizpKy HecTabinbHOI KpaiHyu. 3HAYHMIT MOTEHILAN
aBTOp ybauae B CHeNeOTypusMi, AKMil «Mae BifOy-
BaTNCA HA 3acajjaX 30epeXeHHS HaBKOMMIIHBOTO
CepeoBIILA Ta 3HAJIOMCTBA 3 MiCLIEBYMM KY/IbTY -
HUMU TPaMLisAMI», TUM Oi/blie, 1O came «IIifi-
3eMHi JTaHAIad Ty CTBOPIOITH 0COOMMBUIL IPOCTIpP
6esneunoro cepenopuiar (Illeuenko, 2023, c. 78).
Bonn 10 TOr0 X € JOCTYIHMMM B TPUBANNIA TIEPIOf
aKTUBHOTO BiTHOB/IEHHA Ta pecTaBpallil 3pyitHOBa-
HVX KY/IBTYPHUX ITaM SITOK.

5. Temarmuna rpyma «Tpancgopmauii Kymv-
mypHoeo nanduiagmy». OCHOBHI KIIIOYOBI CIIO-
Ba: «YpOaHicmuuni mpancopmayis; KyavmypHull
nandwagm micma; siiicokoéa ypéanicmuka; ykpa-
iHcoKo-pocilicoke NopyOiNHA; naAHOWAPM  BiliHU;
20CN00apcoKuUll NPOCMip; AHMPONonozis NPocmopy;
azpapHi Npakmuky; 60€HHe NOBCAKOEHHA; NiONpu-
EMHUUMBO0; THIIAMUBA; B0TIOHMEPCIBO».

[Iy6mikanii miei rpymy, Ha Hauly AyMKY, Ha04-
HO JIeMOHCTDPYIOTb 0araTOyKIajHICTh YKpaiHCBKOI
KynbTypy. KymbTypHuil maHpmadrt MicT 3a3Hae
TpaHCOpMALIiil MOJEPHOr0 Ta IOCTMOLEPHOTO
cupamyBaHHA: 1. «Penokanisa» — eBaxyarid, nepe-
MillleHHs TIofiei 1 IiHHOCTeN i3 30HM 00MOBMX il
110 besmevHimmx Miciip; 2. «Peoprauisanis» — mpu-
CTOCYBaHHsI MIChKOI Ta KY/IBTYPHOI iHQPacTpyKTy-
P¥ 10 YMOB BOEHHOTO CTaHy; 3. «PeopieHTanis» Ha
HOBI TIpiopuTeTy Ji ifjeonoremy, ki BifOyBarOThCs
3a aKTUBHOI porti cotfianbhux Menia (CremaHeHKo,
2023, c. 41-42). HatomicTh MeLIKaHI CiTbCBKUX
MiCI[eBOCTeIl, 0 MEXYIOTh 3 P, JeMOHCTPYIOTh
LIIKOBUTI JOIHAYCTpiaZbHi IATEPHM IOBEJIHKM.
[IpuB’sA3aHicTh 0 B/IACHOI «XaTu» — TIOABIP'A €
HACTIIbKM CUIBHOMW, 10 a00 MpUMYIIye BiMOB-
JIATHCA Bif €BaKyalii i IpOOBXyBaTH BECTH TOC-
TIOJIAPCTBO 3 PU3VMKOM M/ XKUTTS, ab0 CIIOHyKae
«IIOBEPHYTUCS JIOfOMY, Ha baTbkiBIMHY, Gopail
TUMYACOBO, 11106 BIACHUMI PyKaMy HaBeCTH B TOC-
nopapctsi magpy (JIutBunuyk, 2023, c. 40). [Toscrox-
HOI0 03HAKOI0O HOBOT'O KY/IBTYPHO-TOCIIOJAPCHKOTO



IPOCTOPY BOEHHOI YKPAiHM € IIaTPiOTUYHO-BOIOH-
TepPCHKIII PYX Ha OCHOBi Majioro 6isHecy.

6. Tematnuna rpyma «II0X08aHHA Ma 6UIAHY-
sanng». OCHOBHI KITIOYOBI CIOBA: «MeMOPIanvHA
napaouema; MOPManbHi NPAKMUKY; HOXOBAHHST; He-
KpPO7L0Z; cMepmb; MeMOPIanbHULL npocmip; pumyar;
#anobay.

BusHayarorbcsa HOBi opmm KoMeMopalii, Ha-
pomKeHi ¢asorn moBHOMACIITAOHOI arpecii pociii-
CbKO-YKPaIHCbKOI BiJiHUM: «IIMBiIbHI IIOXOBAHHA B
eKCTpeMa/lbHUX YMOBaX, CIOHTAHHI MeMopiau,
AHTMBOEHHI HeppopMaHCy, 3MiHa B TONOHIMIIli
HACeNIeHNX IYHKTIB 3 METOK BLIAHYBaHHA Bili-
CbKOBUX-3aXVICHUKIB, YPOKEHIIIB VX HaCeJIeHNX
IIYHKTiB», 3peIITOI0 «MepexxeBi MapTuponorn» (Ta-
paH, 2023, c. 36). Sk mpuKMeTHa 03HAaKa HOBITHIX
PUTYa/IbHUX TIPAKTUK BifI3HAYAETHCA MOETHAHHA
3aM03NYEHNX i3 TpamuiiitHOl yKpaiHCbKoOi 00ps-
OBOCTi TI0XOBa/IbHO-IIOMUHA/IBHNX aTpubyTiB —
«IIOMMHAJIBHI X7ibU, IyKepKy, PyWHMKM (AK Ha
HaJIMOTM/IBHUX XPECTaX, IKOHAX, IIOPTPETaxX IOMep-
mux)» (Tapan, 2023, c. 46) 3 HasABHICTIO «flepP)KaBHOT
cuMBOiKH (TIpanop, Tpusy6) 4u fep>KaBHOI KOJO-
puctuxy (cre6na KBiTiB y OyKeTax, CKpillieHi >KoB-
TobmakutHuMu cTpiukamu)» (Tapan, 20234, c. 47).
Bupmaerbcs, Take IO€gHAHHS BIIOBHI BiNIIOBifa€
JIOTiL[i CTAHOB/IEHH:A «ETHIYHOTO HAI[IOHATI3MY» B
YKpaiHi K [OBO/I MOLIMPEHOI MOJieNi B KpaiHax,
IO 3ITKHYMACh i3 BUKIMKAMM €K3MCTEHIiIHOTO
urrn6y. Ile 6inpir eBpyuctidHO MWIiAHNM 6yn0 61
PO3IJIAHYTU CTAHOB/IEHHA HOBOI YKPaiHCBKOI Me-
MOpia/nbHOI IapajurMu Kpisb NpU3MY YCTaIeHNUX
CBITOBMX IPaKTUK IIOJONAHHA «MEMOPialbHOI
TPaBMI» B KOHTEKCTi OIMCAHMX Y K/TACMYHMX ITpa-
sx 3. Opoitza «ckopboTI» Ta «Memanxonii». Bipo-
Tif{HO, Y LIbOMY BUIIAJKY M/IETHCA PO IIEPILi KPOKI
BiIXOZly Bil TMIIOBOI /11 YKpaiHU «MeNTaHXO/MiHO]
MeMOpia/lbHOI Tpajuuii» — aKIeHTyalil HaBKO-
JIO TIOHEBIPSIHb MUHY/IOTO — [0 Oi/IbII MacoBYX B
€BPOIEIICHKIX KYIbTYPHUX OOIIMpax >XamoOHMX
IPAKTYK IIOCTYIOBOTO IIPUMUPEHHA 3 YTPATOH.

7. TematuuHa rpymna «Bumyweni nepecenexui».
OcCHOBHI K/II0YOBI C/I0Ba: «Mi2pauis; 6UMyuieHi ne-
pecenenui; peesaxyauis; demozpadiuna cumyauis;
BHYMPIHBO Nepemiujeri 0co0U; HUmno; npusam-
HUTL NPOCMIP; NPUXUCOKY.

PosrnApanTbesa Tpy[HOLL, 3 AKMMM CTUKAIOTh-
sl BHYTpILIHBO IepeMilleHi 0co0u B ocepepKax

1 http://history.org.ua
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iX TMMYacOBOIO 4 IOCTIIHOTO PO3MillleHHH, Ha-
camIiepes;, HeMOX/IMBICTb OOTAIITYBAHHA B TaKMX
MICLIIX IIOBHOLIIHHOTO IIPMBATHOIO 3aTMLIKY, L0
3HAYHO YCK/IAJIHIOE MOXKIMBOCTI alanTallii B HOBIil
micresocti (Komommitayk, 2023, c. 13). Ilopymre-
Hi B nyOmiKalisx nuTaHHA 3MiH Y AeMorpadivHiit
CUTYyalii Ta eTHIYHOTO CKIaly HaceleHHA KpaiHu
B YMOBaX IIPOZIOBKEHHA 0O0MOBIUX Jill HE MOXYTb
OTPUMATI HAJIE)KHOTO 71 06’€KTUBHOrO HAayKOBOIO
BUpiLIEHHA.

Kynbryponoriuumit 7opo6ok IIofo TeMy po-
CIJICbKO-YKPAiHChKOI BifiHM B Ki/IbKICHOMY BMMipi
MO’KHA 3iCTaBUTHU 3 aHAJIOTIYHUM ILOpO6KOM icTo-
PUYHNX HAyK, TOYHilTe KaXy4n, 3 MyomiKaliiiHow0
aKkTMBHICTIO IHCTUTYTY icTOpil YKpainm HAHY sa
JAHUMIU CaliTy ycTaHOBM'. 31 3pO3yMi/NX MPUYVH,
11eil JopoOOK MOBMHEH CTYTYBAaTU CBOEPIHIM eTa-
JIOHOM JI/If YKpaiHCbKOi Hayky 3aramoM. Temi po-
CINICBKO-YKpaIHChKOI BiitHM 3a 2023 p. y 4OTUPHOX
BUITYCKaX IPOBIJHOr0 «YKPaiHCHKOTO iCTOPUYHOTO
XypHany» (monydeno go WoS) 6yno mpucBsiueHo
23% my6mikauiit (11 i3 47). Biftna posrisaanace y
[BOX TeMaTMYHMX pyOprukax: «Pociiicbko-ykpaiH-
CbKa BiifHa: Cy4acHi Ta iCTOPUYHI KOHTEKCTH, KOM-
naparyBHi peTpocnexuii» i «[loBcaxpenHs pociii-
CbKO-YKpPaIHCbKOI BiitHI: ycHa icTopis». Kpim Toro,
daxiBugamu inctuTyTy y 2023 p. 6710 BUFAHO ITATH
BEMMKUX IIPallb 32 TEMOI, LIONPAB/Q, HalYacTile
HayYKOBO-IIONY/IAPHOTO CIIPAMYBaHHA.

BucnoBkn. Temaryka pociiicbKo-yKpaiHCbKOi
BiiiHY B 16 HaykoBuX (paxOBMX BUJJAHHSX 3 KY/Ib-
Typororii (Ta cyMbKHUX guctmmiin) y 2023 p. pos-
IJIAflaach y 23 CTATTAX, o cTaHOBUTD 13% Bif 3a-
Ta/IbHOI Ki/IbKOCTi CYTO KY/IbTYpPOIOIiYHMX IIPALlb Y
IpOaHa/li30BaHMX Yacomucax. BignosifHi Marepia-
v posmityBau 63% dacomucis i3 Haioi Bu6ipky,
30KpeMa 50% — y KyJIbTYpONIOTi4HMX PyOpUKaXx.
Hait6inpim Bpammm YBa)XaeMO [OCBiJ] ONPUIIIOf-
HEHHS TaKVX PO3BiIOK B OCOO/MMBUX TeMaTHYHUX
po3finax i3 3a/My4eHHAM IIMPOKOTO KO/la CIeli-
anmicTiB-rymanitapiiB. OOpaxoBaHi IOKasHUKI,
MOXX/IMBO, CyIlepedarh AeAKUM CYCIIIBHUM OYiKY-
BaHHAM, OffHaYe BOHM He € KPUTUYHUMH TIOPiBHA-
HO 31 3pa3KoBUM IOPOOKOM 32 I[i€l0 TeMAaTUKOIO B
«YKpaiHCbKOMY iCTOpMYHOMY XypHani» [HcTuryTy
icropii Yxpainn HAHY (23%).
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3a KIOYOBMMM C/IOBaMM OY7I0 BMOKPEMJIEHO
7 OCHOBHMX TeMAaTUYHMX TPYIL: 1) «Mucmeymso»;
2) «Kymomypua idenmuunicmo»; 3) «Kynomypua
nonimuxar; 4) «30epexcerns ma 6i0H08NIEHHS Kylb-
mypHoi cnadwunuy; 5) «Tpancopmauii kKynvmyp-
H020 nanHowagpmy»; 6) «I1ox08anHs ma 6UaHyBaH-
Ha»; 7) «Bumyweni nepecenenuyi». Crocrepiraemo
IPUTAMAHHY KYAbTYPOJIOLii, K iHTerpajibHiil Ha-
YUi IIPO KYNBTYpY, TPAaHNYHY WIMPOTY ABMIL, LIO
NOCTIIKYBaMNCh, Y TIPOIeCi CTYHIIOBaHHA AKIX
BUOKPEM/IIOETCA IX MUTOMO KY/IbTYPOJIOTiUHI ac-
HEKTH.

Y nux crarrax /e ¢ikcyBamich IeBHi corio-
KY/IbTYPHI ABMILA YU TPEH/M, AKi, YTiM, BiJCMIAIOTh
710 OibIr 3aranpHUX mpobeM. YacTuHa 3 HUX —
6araToBMMIpHICTb YKpAiHCBKOI ifleHTMYHOCTI Ta
KY/IbTYPHO-MUCTEL[bKIIT TaHAmadT, 0CcoOMUBOC-
Ti BITYM3HAHOI MEMOpia/lIbHOI TpaguLil — AiVICHO
norpe6ye pexoHuentyamsanii. [Hma — mocrko-
JIOHIaIBHMIT CTaTyC YKpaiHM — MOTpedye mpocToi

aKTyasi3alil Ha pPiBHI He TEOPEeTUYHUX JUCKYCIil, a
IPAKTUYHMX KPOKIB.

[lepcrieKTVBO0 IOAAIBIINX ZOCIKEHb MY BOA-
Y9a€EMO MOPIBHAHHA POSIIAHYTOrO KYIbTYPOIOIid-
HOTO JOpPOOKY Y BUCBIT/IeHH] TeMU POCiiiChbKO-yKpa-
iHcpkoi BiftHM y 2023 p. 3 aHAMOTYHMM JOPOOKOM,
CKJIaJIeHUM i3 30BHILIHIX Bi3iil muTaHHA — my6mi-
Kariit (articles), BHeceHux 3a 1eit pik (cTaHOM Ha
KiHenb >KOBTHA) Yy MDKHApO#HI HayKOMeTpWUYHi
6asu Scopus i Web of Science. @opmanbHo 3acTo-
COBAHMUM Y CTaTTi KpUTepisAiM BifMOBifa0Th binblire
HDK miBTHCAYl my6mikaniit 3 Teramy Ukraine and
War y HasBi, a TaKOX aHOTallil a60 K/II0YOBi C/10Ba
BITYM3HSHMUX 1 3apyODKHYX aBTOpiB. BoHu MicTATh
37e011bIIOro 3MiCTOBHI PO3BIIKM 10O BIIUBY
(impact) i€l BiltHM Ha pisHi cdepn xuTTa CBiTO-
BOro cmiBroBapyucrtsa y 2020-1i pp., a He 1uile Ha
MIUCTELTBO #1 KyIbTypy. BcranoBUTH IX TeMaTH4HY
iepapxiro Ta 0cOOMMBOCTI BUpIlIEHHS MOPYLIEHNX
NUTaHb — MOy THA JOCTIIHNUIIDKA IPOrpaMa.
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M. Sharpylo. Commemoration as a form of
representation of the Holocaust in the cultural space
of Ukraine of the XXI century

The relevance of the article. Commemoration’ of the
Holocaust* is a practice that is the quintessence of the
memory of the Jewish past and a promising approach
for comprehension of collective experience. Successful
realization of forms of remembrance is actively
implemented in the main historical centers associated
with Jewish history: Poland, Hungary, Germany, and
others. It is there that commemorative practices have
become an integral part of the multicultural dimension.
For a long time, the national focus of Holocaust
remembrance was regulated by political mechanisms
post-Soviet space, depriving society of the opportunity
to expand the functionality of commemoration. This
influenced the presentation of the perpetuation of
the tragedy and the formation of self-identity among
Ukrainian Jews.

The purpose of the research. The article presents
an examination of individual examples of modern
Holocaust commemorative practices and their impact
on the cultural space of Ukraine. The dynamics of urban,
visual and memorial aspects of commemoration are
identified and analyzed, and their specifics are outlined.

The methodology is based on the use of the following
methods: historical and cultural methods, which were
used to characterize the peculiarities of Jewish cultural
memory within the framework of the Holocaust
representation; sociological method of visual analysis,
which was used to study the specifics of commemoration
practices using examples of commemoration; structural
and semiotic methods, which were used to determine
the relationship between individual and collective

reflection within the memorial space, and to outline
the specific symbolism of the tragedy. It is determined
that the rethinking of the tragedy of the Jewish people
is the result of rethinking the Holocaust in society. This
became possible due to the intensification of research
into the meaning of the tragedy.

The results. It is proven that by reconstructing the
image of the past in the sociocultural dimension, it
becomes possible to deprive the Jews of local perception
and focus on building intercultural communication
through the prism of a positive trend in preserving and
restoring memory.

The scientific novelty of the research. Is presented in
the analysis of examples of Holocaust commemoration
in Ukraine and the identification of the constituent
elements of the cultural space of remembrance.

The practical significance. The prospect of a further
vector of research is the practical implementation of the
theoretical material for creating projects dedicated to the
tragedy and Jewry in the national territory.

Conclusions. Having carried out a cultural analysis
of illustrative examples of Holocaust remembrance, we
can draw the following conclusions. Firstly, in the course
of the study, we determined that the urban perspective
of the Holocaust commemoration, together with the
elaboration of the trauma of witnesses, aims to create a
tendency to perceive the «other». We believe that this
is a mentally necessary strategy for Ukrainian realities.
Secondly, we have generalized that commemoration
focuses on creating an individual experience of
perceiving the tragedy of the Holocaust, making it
unique. We argue that a complex conglomerate of
feelings, which concentrate visual forms, will allow
everyone to find their place in this event, discover its

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.

1 Commemoration — act or fact of remembering a deceased person or a past event (Oxford Languages Dictionary, https://www.oxfordlearnersdictionaries.

com/definition/english/commemoration).

2 Holocaust — Hebrew Sho’ah (“Catastrophe”), Yiddish and Hebrew Hurban («Destruction») — the systematic state-sponsored murder of six million
Jewish men, women and children and millions of others by Nazi Germany and its collaborators during World War II (Britannica.com, https://www.

britannica.com/event/Holocaust )
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leitmotifs, and construct the context of the future with
a clear understanding of the cyclical nature of history.
Thirdly, memorial commemoration is the most accessible
for reflection. However, the places of memory executions
are not without variability in interpretation and are an
example of a primary source that makes it possible to
study of the Holocaust.

Keywords: Holocaust, commemoration, cultural space,
places of memory, Ukraine, Jews.

M. 1O. Illapnuno. Komemopauis sk popma penpe-
3eHTanii JomokocTy B KynbTypHOMY IIPOCTOpi YKpai-
Hu XXI cromirTa

Komemopauia' TonokocTy” — mpakTuka BIIaHYBaH-
H1, 1110 € KBIHTECEHIII€I0 TIaM AT IIPO €BpeNiCbKe MUHYIIe
Ta MEPCIEKTUBHUM IiIXO0M /1A OCMIUCIEHHA KOMEK-
TUBHOTO JJOCBify. YcmilmHa pearnizanis ¢popM mam ATaH-
H: aKTMBHO BIIPOBAa/KYETHCA B TONOBHUX iCTOPUYHUX
LIeHTpaX, TI0B A3aHIX 3 I0fielichKoI0 icTopieto: Tlomblia,
Yropmnza, Hiveqdnna ta in. Came Tam KoMeMOpaTHB-
Hi IPAKTUKY CTaay HEBifiii/IbHOI0 YaCTUHOK MYIbTHU-
KY/IBTYPHOTO BUMIpy. BiTunsHanuit Gpokyc mam’ ATaHHA
TomoxocTy TpyBaMii Yac pernaMeHTyBaBCs MO THIHMN -
MM MeXaHi3MaMJ1 OCTPA/IAHCBKOTO IIPOCTOPY, M036aB-
JIAI0YM COLIYM MOXIMBOCTI po3UIMpUTH (YHKI[IOHAT
BIIaHyBaHHA. lle BIVIMHYNIO Ha Ipe3eHTAllil0 YBiYHEH-
HA Tparefiil Ta GOpMyBaHHs CaMOiIEHTIYHOCTI cepex
YKPalHCBKMX €BpeiB. Y CTaTTi IPECTABIEHO PO3IIAL,
OKpeMMX NIPUK/IafiB Cy9aCHNX KOMEMOPATUBHUX TpaK-
K [0/10KOCTY Ta iXHill BIZIMB Ha KYIbTYpPHUI IPOCTIp
Ykpainn. BuApnena Ta mpoaHanisoBaHa fYHaMiKa yp-
0aHiCTUYHOTO, Bi3ya/IbHOTO i MEeMOpia/IbHOTO PaKypciB
BIIAHYBAHHS, OKpec/leHa ixHsa crenmdika. Meropmka
IPYHTYETbCA Ha BUKOPMCTAHHI TAKMX METOJiB: iCTOPU-
KO-KY/IbTYPOJ/IOTi4HOTO, 33 J0IIOMOTOI0 IKOTO OXapaKTe-
PU30BaHO 0COO/MMBOCTI EBPENICHKOI KY/IBTYPHOI ITaM AT
B paMKax pelnpeseHTallii Jonmokocty; comionoriaamii Me-
TOJ| Bi3ya/IbHOTO aHAJIi3y, 3a JJONOMOTIOK KOO JOCIi-
JPKeHO crienyiky MeMOpia/IbHUX IPaKTUK Ha TPMKIIa-
lax KOMEMOPpallil; CTPYKTYPHO-CeMIOTUYHUX METOLIB,
3a JIOIIOMOTOI0 AKMX OY/I0 BU3HAYEHO CIiBBiHOIIEHHSA
iHpMBifyanbHOI Ta KONMeKTMBHOI pediekcil B MeMopi-
QIBHOMY IIPOCTOpi, OKPeC/IeHO CIeIM(iuHy CUMBOTI-
Ky Tparefiii. O3HaueHo, 110 NepeoCMUCIEHHA Tparefii
€BPEJICbKOTO HAPOJY € pe3yNbTaTOM IepeoCMIUCTIEHHA
Tonmoxocty B cycminbersi. Le cTamo MOXXIMBUM 3aBIAKH
aKTUBi3aLil JOCTPKEHD Tparepii.

[loBeleHO: y pesynbTaTi peKOHCTPYKIii B COLio-
KY/IBTYPHOMY BUMipi 06pasy MUHY/IOTO BUHMKAE MOX-
MUBICTh 1030aBUTU KaTacTpody €BpeiB JIOKaTbHOTO
CIIPUITHATTA Ta 30CEPEANUTICA Ha CTBOPEHHI MIDKKYIIb-
TYPHOI KOMYHiKaljil yepes MpusMy IO3UTUBHOI TEHJIEH-
11il 36epeXKeHHS J1 BiTHOBIEHHSI T1aM ATi.

Kniouosi cnosa: Tonoxocm, komemMopauis, Kynvmypruil
npocmip, micys nam’smi, Ykpaina, eepei.

The relevance of the research topic. The
definition of the problem posed will give us
the opportunity to reveal the representation of
commemorative practices of the Holocaust from
the standpoint of duality of approaches. On the one
hand, the tragedy exists within the framework of
local ethnic history with a constant dynamic of anti-
Semitism. This position requires new rhetoric and
variability. But there is a problem with breaking the
ethical boundaries between Holocaust survivors and
interpreters. On the other hand, the analysis of the
social nature of the event creates a deep collective
memory that needs to be realized.

That is why commemoration is able to consolidate
the norms of traditional commemoration and
experience. Given that the modern cultural space
of Ukraine is variable, it is important to analyze
the impact of commemorative practices on the
transformation of society in terms of memory
preservation.

Problem statement. It is important to note
that most Holocaust commemoration practices
still do not include an educational dimension.
In particular, the tragedy is present only in the
context of World War II, which makes it difficult to
implement a comprehensive approach to the study
of commemoration. The outlined problem requires
cultural comprehension, where the catastrophe
is positioned as a phenomenon of intercultural
communication between Jews and Ukrainians and
a platform for open dialogue. The development
of digital technologies and visual culture makes it
possible to modernize remembrance and create
conditions for greater awareness of the Holocaust in
society. Therefore, this study is an attempt to analyze

1 KomeMopanis — noMuHaHHA, AiA a60 akT moMuHaHHA moMepnoi momuuHn 4y MuHynoi nopii (Oxford Languages Dictionary https://www.

oxfordlearnersdictionaries.com/definition/english/commemoration ).

2 Tonoxoct — (iBpur “Sho’ah” («Karactpodar), inuur ta iBputr “Hurban” («3HumenHs»)) — cucteMaridHe CIIOHCOPOBaHe IepyKaBOI0 BOUBCTBO 6 MIIH.
€BPeIICHKIX YOMOBIKIB, XIHOK i fjiTell Ta MiIbiioHiB iHIINX Mofielt HauycTchKow HiMewunHoro Ta ii konaboparionictamu mif yac J[pyroi ceitoBoi BijtHu

(Britannica.com https://www.britannica.com/event/Holocaust).



examples of commemorative practices as an element
of the memory space of Ukraine.

Analysis of the latest research and publi-
cations. The basis of our research are examples
of commemorative practices of Holocaust repre-
sentation in Ukraine, their visual analysis. It
is worth highlighting domestic works that pay
attention to the study of commemoration and
memorial practices. Among them are the works of
A. Kyridon (2016), L. Machulin (2014). Researchers
examine the transformation of memory and outline
the perspective of Holocaust presentation through
commemorative sites.

In the domestic context, it is worth mentioning
a number of published works that raise the issue
of Holocaust remembrance, namely A.Podolsky
(2020), V. Bobrov (2022), and M. Tyaglyi (2010).
The authors agree that eyewitness testimonies,
framed with the help of visualization technologies
and represented by virtual conversations and
memories, allow us to talk about the tragedy
«without editing». They force the observer to go
through a painful path of comprehension, from
indifference to complete immersion in the situation.
Thus, everyone can determine for themselves the
impact of the Holocaust on the civilization process.

It should be noted that Ukrainian Holocaust
researchers focus on establishing an intersection
between the event and the present, raising the
topic of commemoration in the context of these
fundamental tasks. However, the domestic empirical
base of commemoration practices are dynamically
evolving, which opens up the field for their scientific
study.

Subjectively, our topic is studied in the vector
of foreign publications. Firstly, the study of the
historicity of the tragedy was facilitated by German-
and English-language sources. His scientific
achievements include diverse works by H. Arendt
(2012), M. Gilbert (2014), and P. Longerich (2021).
The authors thoroughly consider the temporality of
the Holocaust. Among the scientists in this vector
of research, it is worth to single out the theorist and
fundamentalist of the study of tragedy, R. Hilberg,
who with his voluminous work “The Destruction of
European Jews” opens a new stage for understanding
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the event. The revolutionary work contains an
analysis of “closed” German documents and depicts
the Holocaust as an obvious historical and social
phenomenon. The scientist confidently asserts that
this event is the result of human humility (Hilberg,
2001, p. 10). The representative of the functional
historiography of the catastrophe, K. Browning
complements the opinion of R. Hilberg with his
theoretical work “The Origins of the Final Solution”
The researcher argues that the Holocaust was the
result of cumulative radicalization, that is, it was not
planned but arose as an impulse to fight for territory
(Browning, 2004, p. 25). We believe that the outlined
theses are quite debatable and devoid of an objective
point of view regarding the causes of the tragedy.

Opposing opinions are expressed in the collective
monograph edited by R. Brandon and W. Lauer
“The Shoah in Ukraine” (2015). He presents
articles by well-known experts on the history of
the Holocaust in Eastern Europe and Ukraine. The
works are dedicated to Ukrainian Jews and give an
idea of what exactly happened in the country.

The methodological and functional essence of the
key terms: “commemoration’, “place of memory’,
“collective past” is reflected in the works of the
main theorists of memory studies' M. Halbwachs
(1967), A.Assman (2006), and P.Nora (1981).
Scholars viewed commemoration as a new way
of communicating and a progressive cultural
adaptation of individually lived experiences.
Historian of religion J]. Assmann explores the
phenomenon of remembrance and defines it as a
personal form of actualization of cultural values. Of
greatimportance in this regard are the representative
practices of constructing the past — the ritual of
commemoration (Assmann, 2006, p. 112).

Sociologist E. Toffler distinguishes different stages
of memory development and points to their changes
in the historical context (Toffler, 1993, p.115).
Historian T. Snyder considered remembrance from
the perspective of an axiological approach, within
which it is presented as the preservation of cultural
meanings (Snyder, 2017, p. 202).

It should be noted that representatives of
Holocaust studies outline commemoration in the

1 Memory studies is a scientific field that studies the use of memory as a tool for remembering the past (Sage Journals https://journals.sagepub.com/home/

mss).
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context of understanding the historicity of the
tragedy and the cultural tradition of the Jews.

It is worth noting that there are no full-fledged
fundamental studies on the commemoration of the
tragedy, but the American professor M. Berembaum
in his work “The World Must Know: History of
the Holocaust” focuses on the need to rethink the
memorial retrospective and expand the meaning of
remembrance through visual media (Berenbaum,
2006, p. 54).

The purpose of the article is to analyze Holocaust
memorial projects and their impact on the cultural
space of Ukraine. To achieve this result, we
consider the peculiarities of the implementation
of commemoration practices and their existing
meanings.

The presentation of the basic materials of
the research. The cultural paradigm of the
Holocaust considers commemoration as a way
of constructing and expressing the image of the
tragedies of the Jewish people. It consists of norms
of honoring victims and forms of remembrance.
The representation of a tragic event in the context
of a post-industrial society' should satisfy the need
for interactive reading, refuting the formalization of
the ritual that was a constant in the Soviet period.
Such a trajectory makes it possible to rethink the
narratives of the tragedy and create the basis for the
formation of a culture of remembrance.

Referring to the study of the social nature of
memory, M. Halbwachs and his follower P. Nora,
who in their works repeatedly emphasized the need
to form a collective perception of historical events
not only with the help of monuments but also with
the help of cultural forms that are able to expediently
broadcast the narratives of events for the public
(Halbwachs, 1967, p. 25; Nora, 1981, p. 41).

During the Nazi occupation of Ukraine 1941-
1942, Jews were murdered in almost every settlement.
The Soviet authorities tried to hide these data and to
avoid mention of the number of victims. However,
thanks to the efforts of researchers and volunteers, it
was possible to restore the Holocaust’s place in the
historical past of Ukraine. A. Podolsky emphasizes

that today there are about 2,000 places of executions
in the country. They are located in remote places,
so it is difficult to find them, especially to install
memorial signs (Podolsky, 2020, p. 10). However,
the rapid growth of interest in the past allowed the
Holocaust to gain the right to material visualization.
The Jewish heritage, which was kept silent for a
long time, is being reconstructed to preserve the
memory. We can see the restoration of synagogues
(an illustrative example is the religious building in
Ostroh), old Jewish cemeteries. At the same time,
commemorative practices are being modernized.
As scientist L. Muchulin notes, Ukrainian society
should move away from the Soviet perception
of memorials and try to take care of its identity
(Muchulin, 2014). It should be noted that working
with forms of memory in Ukraine is a rather
complicated process, because there are prejudices
and stereotypes imposed by the dominant ideology
of anti-Semitism.

Based on all of the above, we will characterize
the Ukrainian Holocaust commemoration space.
It is represented by forms of memory that interpret
the tragedy of the million people. For this purpose,
we selected the most significant practices of
commemorating the event that can be seen on
the territory of Ukraine, and separated them into
thematic groups:

1. Urban perspective. Commemorative practices
embedded in the cities, villages spaces. This includes
“stumbling stones” interactive presentations of the
Holocaust by memorial centers such as Babyn Yar,
monumental buildings with an interactive function
(“Space of Synagogues” in Lviv). We believe that such
formats work with a meaningful form of memory,
when the public searches for the meanings of the
Holocaust, encountering commemorative objects in
everyday life;

2. Visual perspective. Forms of visual tribute
that are successfully implemented with the help of
digital and media tools. For example, projects of
the Babyn Yar Holocaust Memorial Complex?, with
which you can interact virtually and in real life. Such
commemorative practices are new for the cultural

1 A post-industrial society is a society that has moved from a goods economy to a service economy, increased the pace of innovation and invention of new
technologies and explored their applications. Many countries, including the United States, are in the post-industrial stage (Study.com https://study.com/

academy/lesson/post-industrial-society-definition-characteristics).

2 The Babyn Yar Holocaust Memorial Complex a memorial in Kyiv dedicated to the victims of the Holocaust (https://babynyar.org/en).



space of Ukraine, because not all institutions
involved in the representation of the Holocaust have
such an opportunity;

3. Memorial perspective. Commemoration of the
Holocaust by means of the creation of monuments —
places of shootings of the Jewish population. As we
have already noted, there are a lot of mass burials
of Jews on the territory of Ukraine. The Ukrainian-
German project “Protect Memory” is engaged in the
restoration. The most famous places have installed
signs of honor or entire monumental compositions.
These places work with the emotional component
of each visitor, because they are in close proximity
with a sense of the tragedy that happened here in
the past.

According to this classification, firstly, we can
state that commemorative practices have their own
gradation and approach the representation of the
Holocaust in different ways. We believe that they
have a high educational potential. Secondly, we see
a problematic field of commemoration in Ukraine,
namely the locality of perception. In most cases, the
memory of the Holocaust remains relevant only for
Jews. Therefore, it will be appropriate to take a closer
look at examples of commemoration and determine
the appropriateness of their implementation at this
stage.

Urban perspective.
“Stumbling Blocks”, “Space of Synagogues”
complex, Lviv, Ukraine

The significant contrast between Soviet
rituals of commemoration and modern forms of
commemoration is based on the ability to use the
cultural field to modify collective memory. This
thesis is confirmed by A. Assmann, who considers
memory as a new form of communication and
progressive cultural adaptation of individually
lived experience through constant contemplation
of objects of “reminder” (Assmann, 2012, p. 95).
That is why today there are urban objects that
harmoniously adapt tragedy to everyday life. Using
foreign commemorative experiences, which are
successfully implemented on the streets of European
countries, domestic trends are also evolving.

“Stumbling Blocks” or stolperstein is a project
by the German artist H. Demnig (1947), which
is a massive memorial to the victims of the
Holocaust. They can be found in many parts of

21

the world, including Ukraine. These are thousands
of commemorative bricks with the symbolic
message “One stone, one life”. Former prisoners
of concentration camps were involved in the
implementation of the idea.

Synchronizing with the Jewish tradition of
associating the memory of the dead with stones,
the creator experiments with a new form of
intercultural communication. Mini-monuments
embedded in wurbanism that are improvised
transform ordinary people into accomplices in the
practice of commemoration. On the memorials,
there are symbolic plaques with information about
the victims of Nazism. “Stones” are fixed near the
place of the last stay of a person so that passers-by
symbolically “stumble” and reflect on the content
of this art object. The metaphorical essence of the
installation is a personified life transformed under
the influence of a devastating event.

“Stumbling Blocks” is open to semiotic reading.
They can symbolize the transfer of someone else’s
unlived history into the present, as well as cultural
and political motives for condemning and blaming
aggressors. It is worth noting that G. Demnig in
a certain way limited the vectors of his project,
reducing it to the dominant one — drawing
attention to the large number of victims among Jews
and moving to a new rhetoric about the Holocaust.

Currently, Ukraine has installed stones in Kyiv
and Rivne (pic. 1) and plans to expand such a
commemorative initiative in the future.
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Pic. 1. «Stumbling block», Kyiv, Ukraine.
Photo M. Sharpylo

An equally successful example of commemorative
urbanism is the interactive memorial “Space of
Synagogues” in Lviv (pic. 2). Emphasizing the
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cultural influence of the Jewish community on urban
architecture, the authors of the concept emphasize
the preservation of the ethnic heritage of Ukraine. It
can be said that the fragmentary nature of the life/
memory categories is fully realized in the memorial.

DLy

Pic. 2. «Syngogue Square», Lviv, Ukraine.
Photo M. Sharpylo

We can state that the urban language of memorial
interactive is the search for answers in real time.
Therefore, such commemoration is not intended to
imitate “eternal tragedy”. Objects of remembrance
can take on a new meaning every minute, so it is
advisable to encourage society to interact with them.

Urban objects try to engage the individual in a
delicate conversation without offering an answer.
Urban space expands opportunities for public
reflection.

Visual perspective.
Projects of the Babyn Yar Memorial Complex:
“The Way”, “The Tree of Life”, “The Crystal Wall
of Crying”, “The Mound of Memory”

The widespread belief that the Holocaust is
defined by the boundaries of ethnic interpretation
and identified only with the Jewish people, which
we have already mentioned, creates an intercultural
distance that taboos tragedy. This is characteristic
of the Jewish cultural paradigm, which prioritizes
stability in order to preserve its identity within a
religious tradition. The researcher I. Charny has
repeatedly emphasized that in order to deeply
understand tragedy and develop empathy, it is
necessary to pass suffering through the prism of
Jewish perception (Charny, 2000, p. 312). The Babyn
Yar Memorial Complex is successfully working with
this. It can be considered a more success memory
project in contemporary Ukraine that reveals the
Jewish tragedy. We can say that Babyn Yar rejects
the ideology of “silencing the Holocaust” and allows

us to talk about the Holocaust within the concept of
the formation of national consciousness.

The complex, which is at the center of public
discourse, has an internal regulatory mission that
allows us to dispel the stereotypes of Ukrainians
that the tragedy belongs only to the Jews. Historian
T. Snyder has repeatedly emphasized that the
Holocaust remains a universal constant and does
not need to be evaluated within a country or ethnic
group. It is important to include the catastrophe of
the Jewish people in the creation of Ukraine’s right
to self-determination (Snyder, 2017, p. 60).

With the help of visual simulation, Babyn Yar
creates a traditional Jewish space: a synagogue, the
“Crystal Wailing Wall” (pic. 3), and the audiovisual
installation “The Tree of Life” (pic.4), which intrigue
with their revolutionary approach to expanding the
meaning of memory. Those who attend the events
at the complex can get to know themselves through
the prism of the Holocaust. Characterize your own
moral qualities, attitude towards victims and their
stories. This form allows the Jewish community
to temporarily lose its autonomy and create a
performance of remembrance to assert a common
future.

Given that most of the traumatic moments of
the Holocaust are artificially distant for society,
with the help of visuality, Babyn Yar represents
alternative methods of enlightenment designed to
create a digital space where memory is discussed
as a component of self-identification. In this
process, cultural images and their symbolism
change significantly. M. Hirsch, a researcher of
the peculiarities of collective memory after the
Holocaust, emphasizes that the present must
abandon the homogeneous perception of historical
narratives and focus on transforming them for new
social experiences (Hirsch, 2012, p. 118).

Trends in visuality are changing material
monuments. An example is “The Way” project
(pic.5), which uses the reconstruction of the
emotional context of the tragedy of the Holocaust
and includes virtual diaries and audio performances.
Everyone has the opportunity to create their
own interactive story and feel like an observer of
terrible events. “The Way” is a project aimed at self-
reflection. Using visual language, commemorative



Pic. 3-4. “The Crysta Wailing Wall”, “The Tree of Life”, Babyn Yar Museum, Kyiv,
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Ukraine. Photo M. Sharpylo
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Pic. 5. Project “The Way”, Babyn Yar Museum
Photo project https://babynyar.org/en/path
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Pic. 6. The future project “Memory Mound”, Babyn Yar Museum,

Kyiv, Ukraine.
Photo M. Sharpylo
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practice allows you to represent images of tragedy
through text, color, and voice.

It is also worth noting the future perspective of
the Babyn Yar memorial complex the “Mound of
Memory” (pic. 6). It will be the first reproduction
of spatial modeling using virtual technologies. The
shape and appearance of the commemorative object
are similar to a burial mound. The sociocultural
field of such commemoration is the interpretation
of the Holocaust, which will create mechanisms for
understanding the tragedy.

In our opinion, the cultural crisis of the
Holocaust lies in the fact that it is not perceived by
Ukrainians as part of national history and does not
fall into the sphere of collective memories. However,
the encouragement of the Babyn Yar complex to
learn and live through the tragedy of the Jews by
expanding the functionality of commemoration
creates opportunities for uniting the two identities.

Pic. 7. Holocaust Memorial, Bakhiv village, Volyn region, Ukraine.

Memorial perspective.
Places where Jews were shot.

Memorials are the most generalized comme-
morative practice that can be found almost
throughout Ukraine. They commemorate the brutal
destruction of Ukrainian Jewry.

In Soviet times, most of the places of execution
were deliberately forgotten, only today, with the help
of the cultural institutions, and Jewish communities,
is a real map of the Holocaust being recreated, on
which there are thousands of mass graves. In this
context, we consider it appropriate to analyze
several illustrative examples of material objects of
commemoration.

The contents of the Holocaust are symbolically
represented in the monument to the dead Jews in
the village of Bakhiv, Volyn region. It consists of
artificial mounds of different heights, symbolizing
the waves of life (pic. 7). It is assumed that the viewer

Bl

Photo http://www.protecting-memory.org/uk/memorial-sites

Pic. 8. Memorial, Berdychiv, Ukraine.
Photo https://oda.zht.gov.ua/

=2 o
e L8 ="

9. Menorah, Drohobych Yar, Kharkiv region, Ukraine.
Photo M. Sharpylo



should feel the immensity of the world and delve
into his own reflections. A. Podolsky, a researcher
of the history of the Holocaust, emphasizes that
such places of memory are created for individual
visits because a person concentrates on his own
perception of the tragedy (Podolsky, 2020, p. 347).

An atypical monumental solution is also the
composition of memorials on the site of the former
ghetto in Berdychiv (pic. 8). Black stone slabs
leaning towards each other are associated with lost
people. Such a commemorative practice is aimed at
embedding in the sociocultural space the memory of
those who were destroyed by Nazi terror. This thesis
is emphasized by Holocaust researcher M. Tyaglyi.
The scientist emphasizes that the comprehension
of the Holocaust depends on the “new” collective
memory, which is constructed precisely through
monuments (Tyagliy, 2010, p. 26).

The scale can be seen in the 20-meter Menorah
(Tree of Life) (pic. 9), which is part of the Drohobych
Yar memorial complex near Kharkiv. Historian V.
Bobrov considers this monument to be a symbol of
the hard-won Jewish identity (Bobrov, 2022, p. 3).
Compared to previous examples of memorials, the
Menorah represents the “tragic silence” in which
the greatness of the people and their immense grief
are preserved. The commemorative object invites a
silent dialogue and the perpetuation of hundreds of
Yar names. Today, the stone seven-candlestick is not
only a memory but also a memory of the military
invasion of the russian federation. As a result of the
shelling in 2022, the Menorah was damaged.

The above analysis of the monumental heritage
dedicated to the Holocaust allows us to talk about
similar commemorative tendencies from two sides.
Firstly, regardless of the condition and research of
the places of execution, they must be put in order,
preserved, and entered into the card index of the
Jewish heritage of Ukraine. Secondly, monuments
as part of cultural memory represent themselves not
only as an object of remembrance of the Holocaust
and the embodiment of the Soviet tradition of
commemoration, but also as a powerful tool for
creating collective memory. Supplementing existing
monuments with innovative elements will allow us
to analyze the traumatic experiences of generations.

25

Conclusions. The problem of comprehending
the Holocaust through commemorative practices
focuses on the ethical approbation of the victimhood
of the victims' of the event and conscious cultural
traumatization in order to form a collective
memory. This is an attempt to create interethnic
communication within the framework of the
implementation of forms of commemoration.

Having carried out a cultural analysis of
illustrative examples of Holocaust remembrance, we
can draw the following conclusions.

Firstly, in the course of the study, we determined
that the urban perspective of the Holocaust
commemoration, together with the elaboration of
the trauma of witnesses, aims to create a tendency
to perceive the «other». We believe that this is the
necessary strategy for Ukrainian realities.

Secondly, we have generalized that commemo-
ration focuses on creating an individual experience
of perceiving the tragedy of the Holocaust, making
it unique. We argue that a complex conglomerate of
feelings, which concentrate visual forms, will allow
everyone to find their place in this event, discover
its leitmotifs, and construct the context of the future
with a clear understanding of the cyclical nature of
history.

Thirdly, memorial commemoration is the most
accessible for reflection. However, the places of
memory executions are not without variability
in interpretation and are an example of a primary
source that makes it possible to study them in the
context of the Holocaust.

1 Victimisation — (from Latin victima — victim)(Acas https://www.acas.org.uk/discrimination-and-the-law/victimisation#:~:text=Victimisation ).
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€. B. Booaxin. YKpaiHCbKIIT TeaTp AK iHCTPYMeHT
KyIbTYPHOI INIIOMATII Ta JI0TO POIb y CyYacHMX iH-
TerpauilfiHux mpouecax

Y mepiop iHTerpaniiiaux mporuecis Ykpainu go €C
nepes; YKpaiHCbKMM TeaTpoM IIOCTalM 3aBJjaHHA He
JMLIe AKTyasji3amii CTapux i BiHAXOIKEHHA HOBMX
MICTEIbKIX 00pa3iB Ta CUMBOIB A7 pOpPMyBaHHA Ha-
JIeXXHOTO IMifXKy KpaiHu, a it popMyBaHHA BiMOBiHOI,
CTOCOBHO BUK/IVKIB 4acy, 6a3u epexTyBHOI peanmisanii
3aBJlaHb KyIbTYpHOI pumioMatii Ykpainm. Meta pos-
Bi[JKM — CMCTeMaTH3alisd 11 y3araJlbHeHHS BijloMOCTel
I[O/{0 POJIi T€aTPaIbHOTO MUCTELTBA B KY/IbTYPHIil y1-
moMarii Ykpainu. MeTofonoria HocmifKeHHs mepef-
0ayae BUKOPUCTAHHA 3aCTOCYBAHHA TaKNUX IIiIXOfiB,
AK aHAMITUYHWIL, [/ BUBYEHHA HAYKOBUX JDKEpEN 3a
TEMOIO CTaTTi; MDKANCHUIITIHAPHNI — /11 BCECTOPOH-
HBOTO PO3ITIAAY (AKTONIOTIYHOTO MaTepiaty it y mporeci
Oflep>)KaHHA HOBUX BiIOMOCTENI; CMCTEMHMIL, IO Hepef-
0ayae 3BepHEHHs JI0 TAKVX METORIB, AK Giorpadivumii,
CeMIOTUYHMIA, KyIbTYPOIOTi4HIIL, FepPMEHEBTUYHUIL; ic-
TOPVYHMI — JI/I1 KOMIUIEKCHOTO BUPILIEHHA IIOCTaBJIe-
HMX 3aBJIaHb cTaTTi. HaykoBa HOBM3HA MO/IATAE B TOMY,
110 BIEPILE HAa CUCTEMHIVI OCHOBI aHa/li3yeTbCs B3aEMHa
TIOB’A3aHICTb 30BHINIHBOI KY/IBTYPHOI IIOMITUKI Ta TPO-
MaJICbKOI IIOSMIiI IOJ0 YKPaiHChKOTO TeATpy B IEPioft
HE3aJIeXKHOCTI YKpaIHIL
Kimto4oBi cioBa: meamp, mucmeymeo, KynvmypHa Ou-
NAOMAMIs, 308HIUHA KYIbMypHA NOMIMUKA, iHCmpy-
MeHM, KYZIoMypHUTI MeXAHI3M, iHme2pauitini npoyeci.

E. Vodyakhin. Ukrainian theater as an instrument of
cultural diplomacy and its role in modern integration
processes

The purpose of the article is to determine the
significance of theater art in the cultural diplomacy of
Ukraine. The object is the cultural diplomacy. The subject
is the role of theater in cultural diplomacy.

The relevance of this article lies in the need to
understand the historical role of the theater in the

formation of the identity of various nations It has
become quite natural that countries actively use their
own dramatic art in presenting themselves to the world
community.

The methodology of the theoretical analysis in
this article is based on both the whole complex of ideas
related to the object of research and a specific scientific
toolkit formed by the morphological and methodological
discourse. It is noted that the theater operates within
cultural diplomacy in four main ways, each of which
implies different expectations of interaction with
the target audience. At the first and simplest level, a
theatrical performance can simply be a pleasant and
interesting gift to the audience; at the second level — a
way of forming perception and informing; at the third
level, the theatrical performance becomes a mechanism
for creating interaction between the source and target
groups; and at the fourth level — it can be part of the
strategy for the development of art and the creative
public sphere in a given country.

The results. 1. The concept of people-to-people
contact is extremely important in cultural diplomacy
because it facilitates access to intercultural dialogue, thus
allowing people to learn more about each other, other
cultures and different ways of life. The advantage in this
case is that existing prejudices are overcome in a casual
and informal way. In addition, cultural diplomacy and
its various projects contribute to openness and tolerance
for the development of civil society. 2. Ukrainian cultural
diplomacy has some experience of involving theatrical
art in the presentation of Ukrainian culture abroad,
but in general it can be characterized as sporadic,
non-systematic, and ideological. 3. Ukrainian theater
faced the task of not only actualizing old and finding
new artistic images and symbols, in order to form the
proper image of the country, but also to form a certain
basis for the effective implementation of the tasks of
cultural diplomacy of Ukraine, which is appropriate in
relation to the challenges of the time. 4. Over the past

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.



decades, the theater festival has become an inseparable
component of the artistic life of Ukraine, as well as the
cultural diplomacy of our country. Theatrical festivals
gained tangible audience sympathy and turned out
to be not only an important event in the artistic life of
our country, but also realized the understanding of the
“brand”, becoming a symbol of quality for connoisseurs.

The scientific novelty of the research lies in the
fact that the theater can be a diplomatic mechanism
for initiating two-way conversation and exchange.
The means of implementing this task can vary from
promoting the staging of works by foreign theater groups
in one’s own country to attracting foreign producers and
directors for joint development, to selecting plays with
the aim of creating new discussions.

The practical significance of the article lies in the
fact that the scientific analysis allowed us to identify the
cultural diplomacy as a type of diplomacy that uses the
country’s cultural heritage as a means to achieve its goals:
art, in particular theater, cinema, music, literature, and
education.

Keywords: theater, art, cultural diplomacy, foreign cultural
policy, instrument, cultural mechanism, integration
processes.

ITocranoBKa mpo6nemuy, ii aKTyanbHICTb i 3B’4-
30K i3 BOXIMBUMM NPAKTUYHUMM 3aBJaHHAMM,
3HaUYeHH: BUpileHHA mpobmemu. KynbrypHa nu-
IJIOMATis € OFHIEI0 3 TI/IOK SBMIIA, 1110 BifoMe 0% -
CTBY fIK Iy6/Ii4Ha AUIIOMATiA: Clpo6a AepyKaBy un
iHIOro Mi>XHapoFHOTrO rpaBis chopMyBaTH BrIac-
HUiT 06pa3 y pesynbraTi B3aeMofil 3 iHO3eMHOIO
rpomaycbKictio. KynbrypHa aururomarisa nepep6a-
Yae BUKIAJAHHA MOB, IIPOBENEHHA BMCTABOK, IIe-
PeK/Iazi TBOPiB, CHOPTUBHY AMUIITIOMATIIO 1 INVPOKMI
CIIeKTP 3aXO0fiiB Y cepi BUKOHABCHKOTO MIICTEIITBA.

BaxmmBoro mogiero B KyIbTYPHIN JUIIOMATII €
3pPOCTaHHA IPUCYTHOCTI cybpepkas. Perionnm um
Halii B Mexxax 0ib1Iol iep)kaBy 4y HaBiTh MicTa
Hapasi BUKOPYMCTOBYIOTb KYIbTYPHY AUIUIOMATIIO,
106y mpopekiamMyBarty cefe Ta CAMOCTiiTHO BCTa-
HOBMTY KOHTAKT 3i CBITOM.

Ilonpy Te, MO KyIbTypHA AUIIOMATIA JIETKO
Y3TOIKYETbCA i3 IIMPOKVMU Li/IAMI 30BHIIIHbOI
HOMTHKY, 1i Kpalle BiIMeXyBaT!l BiJ 3BUYalIHOI
punioMarii. JIoBipa 10 Ky/IbTypHOL AUIZIOMATIi 3Y-
MOBJIEHa CaMe TaKVIM JIMCTAHIIIBaHHAM, i il edek-
TUBHICTb TYM CUJIbHIIle 3HVDKYETDCS, YUM O/VDKIe
BOHA HAa0MDKAETHCA 10 ODILiIIHOTO 30BHILIHBOIIO-
JITUYHOTO aIlapary.
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3Bakarouy Ha iCTOPIYHY pONIb TeaTpy y popmy-
BaHHI iIEHTNYHOCTI Pi3HUX Halliil, II/IKOM 3aKOHO-
MIpHVM CTaJIo Te, [0 B IIPeAiCTaB/IeHHi cebe cBiTO-
Bill CIIIIBHOTI KpalHM AaKTMBHO BUKOPYMCTOBYIOTb
BJIaCHE JIpaMaTHYHEe MUCTELTBO.

Teatp pie B Mexax KynbTypHOI fumiomarii 4o-
TUPMa OCHOBHVIMIY CIIOCOOAMII, KOKEH 13 AKUX Tie-
penbadae pisHi OuiKyBaHH: B3a€MOI i3 1i71bOBOIO
aypuropier. Ha nepimomy i1 HalimpocTimomy piBHi
TeaTpaJbHa BUCTaBa MOXe OyTU IIPOCTO IPUEM-
HUM IIiKaBUM IIOJAPYHKOM ITIAla4aM; Ha IPYyroMy
piBHI — crmoco6om (OpMyBaHHS CHPUIHATTA it
iHpOpMyBaHHA; Ha TPETbOMY — TeaTpajlbHa BI-
CTaBa CTA€ MEXAHI3MOM JI/II CTBOPEHHA B3a€MOJIl
MDXK BUXIJHOIO Ta I{i/IbOBOIO IPYIIaMIf; 1 Ha YeTBEp-
TOMY — MOXKe OyTIU 4aCTHMHOI0 CTpaTerii po3BUTKY
MICTEITBA JI TBOPYOi my6/iuHoi cepyu y Bu3Hade-
Hiit KpaiHi.

BumeBuknagene 1 3yMOBIIO aKTYa/bHICTb
Temu 1iiel my6mikarii.

AHami3 OCTaHHIX JOCTiKeHb Ta MyOmiKaiiii.
3-mOMXK YKpaiHChKMX HayKOBIiB, AKi gaxoBo fj0-
CIIIKYBalM KyIbTYPHY AUIIOMATiI0 HalIoi Kpai-
HM, cif BKasatyu Hacammeper [ Jlyunmmn, A. To-
HYapyK, (2017), 1. Mycienko (2015), O. Posymny
(2016), H. Cep6iny, O. Kyumiit (2011). Ceper ¢yH-
JlaMEHTa/IbHYX Mpalib, Y AKNX aHa/Ii3yBanach po/b
TeaTpabHOTO MIUCTENTBA B KyIbTYPHOMY HO3MILi-
I0BaHHI YKpaiHu, HEOOXiJHO Bii3HAUMTH pPO3Bif-
ku: I. BecemoBcbKol «YKpaiHChKMIT TeaTpanbHUIL
aBaHrapp (2010), M. [pyanmmHOl « CHHTE TUYHNI
teatp» (2019), O. Knexoskina « THEATRICA: Jlek-
cukoH» (2012), O. Kpacuibankosoi «IcTopis ykpa-
incpkoro Tearpy XX cropivds» (2009) Tomro.

Merta cTaTTi — O3HAUUTY 3HAYEHHA TeaTpab-
HOTO MICTENTBA B KYAbTYPHIN JUIIOMATil YKpai-
HIL

Buxnag ocHOBHOro Marepiamy JOCTifiyKeHHH.
KynbrypHa aumoMaria — 1ie pisHOBUJ, JUIIIOMA-
Til, 1[0 SIK 3acO0V JOCATHEHHS L/ 3amydae Ky/b-
TYpHI HafOaHHA KpaiHu: MUCTELTBO, 30KpeMa Te-
aTp, kinemarorpad, MysuKy, liTepaTypy, a TaKOX
ocBiTy. KynprypHa aumniomarisa BUKOPUCTOBYETbCA
KpaiHamu 1 iHTeHcuikauil KyIbTypHOTO CIIiB-
poGiTHMIITBA, a B/IacHe TePMiH iHTepIpeTyeThCs
TIO3UTHBHO.

Came TOHATTA «KYIbTYPHA AMIVIOMATifA» J0-
JIy4UB [0 HAyKOBOTO O6iry aMepuMKaHCHKMil Hay-
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KoBelb @. baprxopH, KoTpuit BU3HAUMB JIOr0 fK
MaHIiIy/IAL{I0 KyIbTYypHIUMY MaTepiaaMu i1 Kajjpa-
MU 1 nponarang. BogHovac 3posymino, 1o Ha-
pasi BkasaHa fiediHilis He BifNOBifae TMM LM
/I 3aBJaHHAM, LIO IIOK/NAJAIOTbCA HA KyIbTYPHY
purnoMariro. HaroMicTh yKpaiHChbKi HayKOBII, 30-
Kpema I. MycieHKO, BU3HAYalOTb KY/IbTYPHY JUILIO-
MaTiio SIK pi3sHOBIU/I JUTITOMATI], 1110 TTepe6adae 06-
MiH ifieAMH, TPAgULiAMM, LIHHOCTAMY 1 IHINVIMU
acIeKTaMM KyIbTypy 4n ifieHTidHocTi (Mycienko,
2015, c. 118).

MucrenTBo ifeanbHO MiAXOAUTb /I KYIbTYp-
HOI AuIUIoMatii. bypb-AKe MuCTeNTBO € aKTyasb-
HMM JJIA TUX, XTO 3 HYM CTUKAETbCSA, 3aBIAKM CBOILI
3[ATHOCT] pO3IIVPIOBATI IHTEEKTya/lbHi Ta €MO-
L1HI TOPU3OHTH, CTUMY/IIOBATH IHHOBALiIHE MIIC-
JIEHHA, IPUHOCUTY 33I0BOJIEHHA i1 IIiIBUILYBATH
IparHeHHA NPMHOCUTH 3af0BoNeHHA. KpiM Toro,
Ha BIIMiHY BiJj JeAKMX IHIIMX HOIYIAPHUX BUJIB
iAMBHOCTI (CIIOPTY, HANPUKIIAN), — Y TeaTpi € me-
PeMOXIli, ajle HeMae NMEePEMOXKEHMX. Y KOHTEKCTi
IParHeHHA JOCAITY METH, OKPIM HACOIOAM CaMOI0
dopMO0 MVCTeLTBa, NOCTIJHUKI CTBEPIXKYIOTD,
10 «XapaKTep i CTIMKICTb TAKOI AiANbHOCTI € Ipef-
METOM JVICKYCINl Y KO)KHOMY KOHKPETHOMY BUIIAJI-
Ky» (Cenpenpkuii, 2022, c. 18), ofHaK 1Lje 03HAYAE,
1O NIEPIIOYEProBe 3HAYEHHA MA€ CTPATEriyHa pea-
Ji3anis, a He BpOJpKeHa L[iHHICTb MUCTEL[TBA.

bpenpyBaHHA Hamii 3a [OIOMOrO0 MMCTELTBA
TAaKO)X MOXKe 301IbIINTI MOTEHIHAT I KyIbTyp-
HOI AMIUIOMATIl 9aCTKOBO TOMY, 1[0 BOHO, Ma0OyTh,
MeHIIle yrepemkeHe, HDX iHmi tnmm 6penpy. Bin-
3HAYMBLIN XYJOXXHIO PENPE3eHTallil0 KpaiHy, CII0-
cTepiray Io4MHaE I0-CIPABKHbOMY PO3YMITH I, a
IPOSAB iHTEPEeCy 0 MUCTELTBA He JIAILE JO3BOMNTD
Kpallje IpefCTaBUTY TPOMajsAHAM IHIIMX KpaiH
BJIACHY KY/IBTYPY, a JI TAKOXK MOXXe IPUBECTHU [0
KpAIoro pO3yMiHHA Ta OLIHKM IHIINX KY/IbTYD, AKi
€ BE/IVIKVIM HaIOaHHAM.

Tearp noegHaB cyKymHiCTb BATOMIUX COL{iaIbBHUX
dyHKuiit Ta Tpaguuiii Kynbrypu comuiymy. Moro
CIIpaBeINBO MOXKHA HA3BaTH COLia/IbHOIO ITaM AT-
TIO, 1110 BIIPOJJOBXX TPUBA/IOTO NEPiOfy POSBUTKY i1
TpaHchopMaliiil 3abesmednsa Bifbdip KyIbTypHOTO
Marepiany.

Y KOHTEKCTi OCTIIKEHHA POTIi TeaTpy B KY/b-
TYPHIVI JUIITIOMATII C/Tifi BKa3aTH, 10 KpalHa-ToHOP
bepe ¢popmy MICTENTBA, KA BU3HAHA HANKPAIIOK0

3 TOro, IO MOXeE 3alpOIIOHYBAaTV KpaiHa, i po-
6uth ii focTynHOW 14 iHo3eMHOI my6mikn. [Ipyra,
6inp1 BUTOHYeHA GopMa TeaTpanbHOI AUINIOMATII
BYKOPVICTOBYE [paMy /A NPOTUJIl CTEPeOTHUIIaM
KPaiHV-CIIOHCOPA Ta PO3BUTKY PO3YMIHHA XUTTA
TaKVM, KUM BOHO € HAacmpaBfi. YIeBHeHa B co0i
iep>KaBa IIOAiINThCs HAaBiTh TBOPaMI, SAKi BifIBEPTO
KPUTHUKYIOTD 1i )XUTTA. 3BOPOTHUII aCIeKT BKa3a-
HOTO IiJXOAly MOIATAE Y BUKOPMCTAHHI JpaMaTyp-
Tii sIK CI0CO0Y BiBOMIKTUCS Bl peaiit XXUTTS 4u
HAaBITb II€BHOI0 MipOI0 BBECTU B OMaHy IHO3E€MHY
aypuTopito. 30KpeMa, racTpo/li YKpaiHCbKOTO Te-
aTpy pajAHCHKOI eloXy ABHO Maly Ha METI IIPO-
TUCTOATY HETaTMBHOMY TOTA/TITaPHOMY iMipKy
CPCP xonoputoM it eHepriero, Tofi K GOMbKIOPHI
aHcaMO71i YKpaiHu, sIKi racTpO/TIoBaIM, ZeMOHCTPY-
Ba/ly TpainLil YKpaIHChKOI HALlil B PafAHCBKY €I10-
Xy, HaMarauycb CTBOPUTH IMI/K TONEPaHTHOCTI
Ta pisHoMaHiTHOCT] 11 CPCP.

Y HaitckmapHimoMy gopmari Tearp Moxe 6y
OUIUIOMATUYHMM MeXaHi3MOM IS iHiIiloBaHHS
BOCTOPOHHBOI PO3MOBH Ta 00MiHY. 3acobu pea-
Mi3anii [bOro 3aBIaHHA MOXYTb BapiloBaTUCA Bifl
CIIPVSIHHS TI0Ka3y poOiT 3apyOLKHMX TeaTpanbHUX
KOJIEKTHBIB Y B/IaCHil1 KpaiHi 10 3a/Ty4eHHs IHO3eM-
HMX TIPOJIOCEPIB i pexxucepiB i CIINIbHOTO PO3-
BUTKY, 1O BUOOPY IT'€C i3 METOI CTBOPEHHS HOBMX
IVCKYCiit i (HaBiTh!) HakTagaHHA Ta0Yy.

CyyacHa KpaiHa, BM3HAK4M, IO MICTEl[bKa
ClieHa € BAXIMBOK YaCTMHOK [EeMOKPaTH4YHOI
nyOniyHOl cdepyu, Mae MparHyT 3a0XOTUTH Ta/
a00 3aIiKaBUTM MOJONI MOKOTIHHS MUCbMEHHM-
KiB i BUKOHABIIiB y BcboMy CBiTi. Kinbka Benukux
areHIlill A7A 3B A3KiB i3 KyIbTypoIo 3a/Ty4aoTh Ha-
CTYIIHe MOKOJIHHSA TeaTpajbHUX HpodecioHasiB y
HAaBYA/IbHi MOI3AKY, 106 OTPUMATI HACTABHUIITBO
BiJl CBOr0 MMCTEI[bKOTO 3aK/Iazky.

Ax mepexonana I. fIH, poskpuBaroun sHaueHHA
TeaTpy /1A KY/IbTYPHOI pelpesenTallii yKpalHChKOI
Hanil, Ha 1mo4aTKy XX CTOMTTA, «MeTy CBOE€I Ji-
STIBHOCTI TeaTpasibHi MUTI BOAYamu y BUBeeHHI
YKPAIHCbKOI TeaTpajbHOI KYIbTYpU 3 KOMOHiajb-
HOTO CTaHy Ha €BPOINENCHKMII LIIAX PO3BUTKY, B
YTBEP/PKEHHI HAI[iOHA/JIbHOTO CTUIK Y BJIACHIN
TBOPYOCTI, MOMYIAPK3aLil YKPAIHCHKOI XYI0XKHbOI
CIIAJIVMHM Cepefl IMPOKNUX BEPCTB HACENEHHH.
3aBIAKM CaMOBiJIaHill TBOpYiil Mpalli HalliOHa/Ib-
HMX TeaTpaJbHMX [iA4iB yKpaiHCbKa TearpajbHa



KyIbTypa B aHa/li30BaHUI IEpio]; PENpe3eHTye
cebe CyCHiNbCTBY, CTBOPIOE MOTY)KHUIT KY/IBTYp-
HMI IOTEHIlial, 3aBJAKN AKOMY YKPAiHCTBO BIDKU-
710 K Hanis» (u, 2018, c. 345).

YKpaiHChKMII JOCBifl Ky/IbTYPHOI IUIIOMATII CS-
rae nepiofy peBomoLiinanx nogin 1917-1921 pp. ¥
nepiop, CPCP Ykpaina AK ckmajjoBa KOMYHiCTIY-
HOI Jiep)KaBu Maja 0OMeXKeHi MOXIMBOCTI BUKO-
PUCTOBYBATH HalliOHATIbHY KY/IbTYPY B AUIIOMATIi.
Y mepiog o 1991 p. xynbTypHa muIuIomaris 6yma
3aifieonorisoBana, i 11e 3HILKYBAJIO il IIOTEeHIlan Ta
epextuBHicTb (Cepbina & Kyumiit, 2011, c. 123).

3-TIOMDK NIPAaKTUYHMX IPUKIAJIB BUKOPUCTAH-
HA TeaTpy B XOfi Ky/IbTyPHOI AMIIIOMATii YKpainm
y XX cr. cnipg HaBectu ractponi Tearpy Jlecs Kyp-
6aca B [Tapixi ta Hpio-Vlopky B 1925 p. (3inkesuy
& PeByupknit, 1989). Cepen BucTas, ki 3100ym
BJM3HAHHSA B €BPOIENICHKO] I aMepUKaHCBKOI my6ti-
Ki1, MOXKHA HasBatu 1T'ecy leopra Kaitsepa “Gas” Ii
Jlil pO3TOPTAETbCs HA 3aBOJI, [ie OUMIAETCA Tas.
IIpu 11bOMy ra3oBa yCTaHOBKA € €AVHNIM [KEPETIOM
eHeprii 11 mpoMucnoBoro cBiTy. Komm Buxmpa-
€TbCA a3, TO TUCAYI MIOENl OTPUMYIOTh KaJlillTBa.
BrnacHuk cBiommii Toro, 150 ra3 KOMUCh 3HOBY BH-
OyxHe, TOMy IIparHe epeTBOPUTY 3aBOJ Ha MpyCa-
ImbHy KOMYHyY. BogHOYac TonoBHuIt iHXeHep cXu-
JIA€ MPALiBHYKIB BYMaraTii peKOHCTPYKIIiI 3aBOJLY.
3BUYAITHO, WO I TeMATVKA BUABIIACA O/IV3BKOI0
IUIS 3aXiTHOTO T/Isifiava.

[enTpanpuuit 06pa3 BUCTaBY — «BUOYX» —
CTBOPEHMII PYXOM, IIOKIaJieHUM Ha MY3uKy. B
03HauYeHOMYy 00pasi OyB COLia/JbHMIT acmeKT —
IpaLiBHUKN Ha KOHBEEPI NEPETBOPUINCA HA Ma-
myHu. BKasaHmit comiabHMIT acleKT 3aXimHi Iis-
flayi po3yMinu Yepes BIUCOKOCTU/Ii30BaHi PyXu Tisl.
Y uenrpi yBaru O6y/mm TaKoX 30BHILIHI YMHHUKK
BIOYXy — Tina, po3KMfaHi mpoctopom. Baxxmysuit
JUIA €BPOIIENLIB 1 aMepUKaHI[iB IICUXOJIOTI3M Y I10-
CTaHOBILi IlepefaBaBCA HacaMIlepe depes 3MiHy
pUTMY pyXiB.

Peak1yis 3axigHoi myOmiKy ii Ipecy Ha TOCTaHOB-
Ky “Gas” 6yna HapsBuyaiisow. ToroyacHi KpuTuku
IMCa/IY, 1O IS BUCTaBa MOXKe II04aTy HOBY €py B
Tearpi.

Manu micue racTpori Ta BUCTYIN YKPaiHChKUX
TeaTpiB 3a KOPJIOHOM i1 YIPOIOBX OCTaHHIX Jecs-
TWIITh pajsHCbKoi o6u B Ykpaiui. Bigmoimamx
3axofiB Oyno 4mMano, 30kpeMa B KpaiHax Cxif-
Hoi €spomn — Ilonbuyi, bonrapii Tomo. MoxHa
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srajaTy ractponi tearpy im. I. ®dpaHka B3UMMKy
1950/1951 p. y ITonb1ui, coniamicriyniit pecrry6rmini
Ha TOJ MOMeEHT. by/a mocras/ieHa MeTa IpofeMOH-
CTpyBaTy IO/IAKaM BMCOKMII PiBeHb YKPaiHCHKOTO
pazsaHcbkoro mucrentsa. OpaHKiBLi BucTymamm
i3 Takumu BuctaBami, sk «Makap [libposa», «Ka-
JMHOBMIA Tait», «Maptun bopyna». Inapadi B Kpa-
KkoBi, Bapirasi, Katosiue, [To3nani 6y/m B muypomy
saxsari. Ha mpeckoH(epeHIifAxX MonAKy BUABIIANN
iHTEepec 10 YKpalHChKOrO MUCTELTBA i IOCTaBU/IN
3amuTaHHA A. byumi: mo Take «coljiamicT4Hmit
peanismM»? YKpaiHcbKmit apTuCT Bifnosis: «OTO AK
5 Tpalo, TO i € corfiamctianmit peamiam» (CumopeH-
Ko, 2006, c. 545).

Sk 3a3Havae B. [Ipokor’ak y crarti «IligroToBka
TeaTpabHuX KazipiB y [amrauni (1941-1944 pp.)»,
y KOHTeKCTi 3pocTaHHA npodecionanisanii ykpa-
IHCBKOTO TeaTpy, 30KpeMa B YMOBaxX BiliHH, aKTy-
aJIbHMM CTa€ IiJBMINEHHA BUMOI JI0 IiiTOTOBKM
KaJJpiB TeaTpaJbHOrO MUCTENTBA. AJKe B Iepiof
[lpyroi cBiToBoi BiltHM Ha 3axigHilt Ykpaini «Opak
TeaTpaJIbHNX KaJIpiB Oe3rocepeiHbo BIUINBAB Ha
IiATBHICTD TpogeciitHuX TeaTpiB i aMaTOPCbKUX
IpaMaTUYHUX KoNMeKTNBiB. OfHaK TBOpYA iHTei-
TeHIlis 4iTKO yCBijoMIoBana HeoOXiHicTh mifro-
TOBKM BJMCOKOOCBIYEHMX, IHTENEKTya/lbHO PO3BU-
HEHMX, [yXOBHO 6araTyx Ta HalliOHa/IbHO CBiJOMIX
TBOpLB TeaTpaabHOro MmucrentBa» ([Ipokor’sik,
2018, c. 173).

Cnig BKasary, WO TPafULIHUM MicleM g
HAJIKPAI[OT0 MDKKYIBTYPHOTO 0OMiHY € MUCTEIIbKi
TeaTpanbHi pectyBa. PecTuBaNAM AK TAKUM IPHU-
TaMaHHi KOMIIOHEHTY CBATKOBOCTI Ta BPOUMCTOCTI,
110 pO6I/ITb iX TOMITHUMM HOAIsAMU KYIBTYPHOTO
KUTTSA KpaiHu, Ie BoHM BifOyBatoTbcs. Tearpanbhi
dbecTnBai [03BOATH YKPaiHCHKMM I/IAfla9aM 03-
HalOMUTHCA 13 Cy9aCHMMY MDKHApOSHMMM HaIpa-
LIIOBAaHHSMIU 11 iIHHOBAIlilHMMU TE€HJIEeHI[isIMU B Tea-
Tpa/IbHOMY MMCTELTBI iHIINX KPaiH, a YKPATHChKii
TeaTpajbHiil CIiIBHOTI — IIPE3EHTYBATU BIACHUI
[OpobOK iHO3eMHMM IOLiHOBYBa4aM, i B TaKMII
CI10Ci6 OnoMOrTH TPOMAJICbKOCTI O3HAIOMUTICA 3
YKPaIHCbKMM MUCTELTBOM.

Hapasi MiKHapopHa TeaTpajbHa B3aeMOJiA
Ykpaiun BifOyBa€eTbcs, HacamIepef, y pesynbraTi
peasisanil POEKTIB ABOCTOPOHHBOTO CIiBPOOIT-
HULTBA i3 3apyObKHMMM KpaiHamy, HacaMIepef,
€BPONENICPKMMM i HOCTpajAHCbKuMU. BopgHodac
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BITUM3HSAHMIT MUCTELbKVII TPOAYKT (T0OTO Tea-
Tpa/IbHI BICTaBM) NPAKTMYHO He NOTPAIIAE 3a
MeXi YKpainy, KpiM, IMOBIpHO, KilbKOX CYCifHIX
kpail Llenrpanbroi Ta CxigHoi €Bpomn. 3 ornAny
Ha BKasaHe, IIeBHI MO3UTVBHI 3CyBU (iKCYIOTbCA
caMe 3i 3BaXKaHHAM Ha aKTUBHIIY, YIPOOBX OC-
TaHHIX POKiB, y4acTb TeaTpa/bHUX KONEKTUBIB, a
TAaKOK aKTOpIB, PeXMICEPiB, T€aTPaTbHMUX XYHAOXK-
HVKIB, KPUTVKIB Yy MDKHapOZHMX TeaTpajbHUX
bectnBax.

Y nepiop 10 MOYATKy HOBHOMACIITAOHOTO BTOP-
THeHHs YKpaiHa TpajuiiitHo 6pana yacts y Mix-
HApOJHOMY HEKOHKypcHoMy ¢ectuBam «TBop-
4icTh 00’ efHaHUX HapopiB» (Jleitnir, Hiveuunna),
y BcecsitHpomy dectuBani «300pakeHHs IiBOJ-
HOro cBiTy» (AHTIO, PpanIis). 3a yac WieHCTBa
B MiKHapopHill acomianii aMaTOPCbKUX TeaTpiB
(AiTA) Ykpaina 3506y/a HeMasIo 3aIpoLIeHb Ha Te-
arpanbHi ¢pectusan B Himewunwi, [lanii, MoHaxo,
Yropmiuni, a Takox Inpii.

[Ticns movaTky pociiicbkoro BTOprHEHHS Bifi0y-
JIOCh HEMAJIO LIIKaBUX IIOAIl, 110 CTalu IPUKIaja-
MI TOTO, IK TeaTpajbHe MUCTELTBO CIIPUAE KYIlb-
TYPHIil fuIIoMarii YKpainm. YKpaiHCbKMil Tearp 3a
KOPJIOHOM BVIABUBCA He /uIIe OakaHNM TOCTeM, a
11 HOBHOL{IHHMM Y4aCHMKOM I7I00a/IbHYX TeaTpasb-
HuX npoueciB. OfHi€l0 3 MepIIyX MacmTabHMX HO-
[iii TeaTpaabHOI KyIbTypHOI AumiomMarii y 2022 p.
craB «MicA1p yKkpaiHcbkoro Tearpy y €ppori», y
MeXaxX fKOTO IPOTATOM YEPBHA MMHYIOTO POKY
Brctasy «[lorani goporn» (pex. T. TpyHoBa), «3a-
mpoT» (pex. 0. Pagionos, Manwit Teatp) i «Kani-
ki», (pex. C. XKupkos, Tearp «3010Ti BOpoTa»)
11064y MOL[{HOBYBAYi TeaTpasbHOTO MICTEITBA
Kaynaca, Knaitnenn, Binbuioca, Pury, [lITyTrapra,
Mionxena i [Iparu. ITpoekt «Micaupb yKpaiHCbKOTO
TeaTpy y €Bpomi» BUABMBCA MOXIUBUM 3aBJIAKM
ininjatusi Ukrainian Artistic Task Force, sixa 6yma
cTBOpeHa yKkpaiHcpkumy mutiamu Cracom Kup-
KoBuM, Kceniero Pomamtenko, Karepunoro CaBuiipb-
Ko, [Imutpom Becenbcbknm i 3a migrpuMkn Mi-
HiCTepcTBa KY/IbTYpH Ta iHpOpMaLiliHOI MO THKN
HawIol KpaiHu.

Cepeql TaTaHOBUTHX BMCTaB YKPAIHCBKOTO Tea-
TPY, BUIIYLIEHNX Y Nepiof; BiTHYU i IPOJXEMOHCTPO-
BaHIUX 3a KopfoHOM — «Inwazja» / «BToprueHHa»,
nocrap/ieHa [0/I0BHOK DPEXMCEPKOK KUIBCHKOTO
Tearpy Ha JliBomy 6epesi Tamapoio TpyHoBOWO B

rpygui 2022 p. B binocroni (Ilonbura). Koman-

ma «JliBoro Gepera» ImocTaBMIa IPOEKT PasoM i3

Ipamatiynum  TeatpoM AjekcaHfpa Benrepka

1 MyninumanpHuM TeatpoM B Amirtyci (/IuTsa).

AKTOpCHKHMIT CKMaj TakoX OyB MDKHAPOJHUM —

O. JKypakiBcpka, A. €pryurenxo, X. /To6a, b. Xu-

4eBcbKa, M. 3ab0pchka. Y BUCTaBi pO3NOBia€ThCA

PO YKPaiHChKUX XiHOK, KOTPi TiKaroTh o [Tonmbmi

Bif kaxiB BiitHM. TaMm IX IpUXMCTUIN HObKY, AKi

IParHyTh YCIIAKMM YMHOM JJOIIOMOITH T€POiHAM

aJlanTyBaTHCA B HOBiM KpaiHi. Y BuCTaBi feTanmisy-

€TbCA eMOLITHO-TICKXOMOTIYHMII CTaH I'ePOiHb TaK

I/IMO0KO, 001 EBPOIEICHKIIL T/IAAY CIPUITHSAB

1[I0 Tparefiilo AK cBoo ocobucry. Baxmsum ¢o-

KYCOM BWCTaBY € JIOJAHICTh Ha (OHI 371aMaHOTro

KUTTA Ta 3HeBipu. Pa3oM i3 MOTYXHOI0 KOMaH[-

HOI0 po60TOI0 3a3HaUeHe CIpysie IIMOOKil eMmarii

rAava.

Ha npomy i gocniganky ¢ikcyoTs i mpobmem-
Hi aCIIeKTI KY/IbTYPHOI gurioMaril B Ykpaini. Ha
nepekoHaHHA O. Po3ymHOI, «10CBif mpucyTHOCTI
YKpaiHCbKOI KYIbTypH 3a KopioHoM fobu Hesa-
JIEKHOCT] HaBPAJ, 9M MOXXHA Ha3BaTH IMOMITUKOIO
KyIbTypHOI pmumioMatii abo xoya 6 mpomonii
KynpTypu. OfHaK I0ro He MOXKHa He BPaXxOBYBa-
TH, PO30YHOBYI0UN KY/IbTYPHY AUIIIOMATIIO SIK TO-
MTVKY JepkaBy, Oinblie TOTO — aHasi3 JOCBiXy
MDKHApPOAHOI IPUCYTHOCTI YKPAIHCHKOI KY/IbTYpu
€ OCUTD BaXK/IVMBIM €TAIIOM 1 YMOBOKO YCIIILIHOTO
CTapTy NpOLeCy iHCTUTYai3allil KyIbTypHOI [u-
mnomarii» (PosymHa, 2016 c. 11).

JI714 11bOr0, 30KpeMa, Y KOHTEKCTi PO3BUTKY MiXK-
HApOJHOI pO/i YKPaiHCBKOIO TeaTpy BaK/IMBOIO
€ dixcanis pedininil «kynrpTypHa AMIUIOMATiA»
y IPaBOBOMY IO/, LIO CIIPUATIME KOMIITIEKCHIM
CUCTeMATH3allil BUBYEHHA I'YMaHiTapHOTO KOHTEK-
CTy 30BHIIIHDOI MOMITUYHOI JiANBHOCTI YKpaiHu,
aKTuBisalii BUBYeHHA CHelU(pIYHNX O3HAK Ky/Ib-
TYPHOI JUIITIOMATII B OPUANYHIN 1 AUIIOMATHYHIN
IUIOLIMHAX, & TAKOX MONY/Apy3alii 6a30BuX 3acaf
KY/IbTYPHOI IUIIZIOMATIi.

BucnoBkn. OTxe, mpoaHalisyBaBIIN TEMATUKY
3HA4YEHH TeaTpy A/ peanidalil 3aBaHb KyIbTyp-
HOI AUTITOMATIi, MU IMIIIM TaKUX BUCHOBKIB:

— KOHILIEMNI|iA KOHTAKTy MDX JIOLbMU € HaJi3BU-
YaifHO BaX/IMBOI B KY/IbTYPHiil AMIIOMATI],
OCKIJIbKM BOHA IOJIETIIYE JOCTYII ;O MDKKYIIb-
TYPHOTO [ia/Iory, TaKUM YMHOM [I03BOJAKYN



IORAM Ji3HATUCS OiNbllle OMH IPO OFHOTO,
inmi kynpTypu Ta pisHi cmoco6bu xutTa. Ilepe-
Baro B IIbOMY BUIIAJKY € Te, 1[0 HaABHI yrepe-
JPKEHHs JO/Al0ThCS B HEBUMYILIEHNMIT 1 Heop-
MajbHuit crioci6. Kpim Toro, KynprypHa aummo-
MaTid Ta il pISHOMaHITHI IPOEKTU CIPUAIOTH
BIIKPUTOCTI i1 TOJNEPAHTHOCTI [/ PO3BUTKY
IPOMAaJIAHCHKOTO CYCIIiNbCTBA;

33

— YIOPOJOBX MUHYINX JIECATU/ITb TeaTpaabHuUI

decTuBanb CTaB HEBifiIBHUM KOMIIOHEHTOM
MICTEIBKOTO JXUTTA YKPAiHM, @ TaKOX KY/Ib-
TypHOi AummoMarii Hamoi kpainu. TeaTpasnbHi
dectuBani 3106y rAmanbKi cummartii i Bu-
ABU/INCA He JINIIE BarOMOIO TIOfIIEI0 MUCTEL[bKO-
IO KUTTA HALIOI KpaiHy, a I peanisyBann posy-
MiHHA «OpeH/y», CTaBIIN CIMBO/IOM SIKOCTI [/

— YKpalHCbKa Ky/JIbTYPHa JUIITIOMATiA Ma€ IEBHUI
IOCBIiJl 3aTy4eHHA TeaTpajbHOrO MUCTENTBA [I0
IIpe3eHTallii YKpaiHCbKOI KYAbTYpM 3a KOpPHO-
HOM, aJIe 3aTajIOM J10r0 MOXKHa XapaKTepu3yBa-
TU AK CIIOpafiuHNIl, HECUCTEMHI, Y MUHY/IO-
MY — 32i/Ie0/I0Ti30BaHNIL;

- IIepeJ YKPAIHChKMM TeaTpOM IIOCTaIM 3aBJlaH-
HA He JIMIIIEe aKTya/li3yBaTu CTapi i BiTHAXOMUTH
HOBI MUCTeIIbKi 06pasy Ta CUMBOJ, /IS CTBO-
PEeHHS Ha/IeKHOTO iMiTKy KpaiHn, a it chopMy-
BaTll BifJIIOBiHY CTOCOBHO BMK/IMKIB Yacy II€B-
Hy 6a3y edeKTUBHOI peaisallii 3aBIaHb Kylb-
TYPHOI IUIINIOMATil YKpainu;

TOIIHOBYBaYiB.

IlepcnekTnBaMyn MOJANBIINX ROCHIKEHD €,
TIO-TIeplle, PO3IJLAL 0COONMBOCTE KY/IbTYPHO-IM-
IJIOMATUYHOI POJIi YKPAaiHCHKOTO T€ATPY y BOEHHMIL
nepion (i3 motoro 2022 p.), a mo-fpyre, Kommapa-
TUBHIII aHA/Ii3 MiCLiA B KY/IbTYPHIil AUIIZIOMATII Te-
aTpy B YKpaiHi 11 iHmux fepkaBax Cxignoi €EBpomnn
(Ionpmi, Yexii, Pymynii, kpainax bantii Tomo),
II0-TPeTE, CHPUAHHA HACTYIIHMM PO3BifjKaM 0CO-
6nMBOCTeI peaizariii yKpaiHCHKOIO JIEpXKaBOIO 3y-
CIIb 13 KY/IBTYPHOI AUILIOMATIL.
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A. B. Byonux, I. O. Towxo. Tpadiunmit gusaiin ax
3aci6 apTTepaneBTYHOI MATPUMKM B ePiof BiitHM

CrarTa € YaCTMHOIO JOCTi/KEHHA IU3alHY JPYKOBa-
HVIX BUJIaHb Ta ITI0CTpaliil Ak 3acoby apTTeparii. ¥ Hiit
POSIJIANAITLCA Pi3HI MIIXOAM O apTTepalii, 30KpeMa
MaJTIOBAHHA Ta HAPATWB, i aHA/M3yeTbcs IXHA eeKTIB-
HICTb /A NOKpAlLleHHA €MOLIHOTO CTaHy HacesleH-
HA. MeTo [OCTIKEeHHA € BU3HAYeHHA IIOTEHIiamy
rpadivHOro AM3aliHy Ta AM3AlHY APYKOBAHNX BUIAHDb
y poni apTTepamii AnA MOJMINIIEHHA CaMOIIOYYTTA Ha-
CeNIeHHA B Iepiof BifiHM. [l OLiHKM apTTepaneBTHy-
HOTO IOTeHIiamy rpadiyHOro AM3aiiHy 3acTOCOBAHO
CUCTEMHWII HifIXifl, Y MeXXaX SKOro 00 €JHAHO pe3y/b-
Tatu 6i6morpadivHOro, KPUTUYHOTO Ta KOHTEHT-aHa-
/i3y pe3ynbraTiB AOCTiIXKeHb MPo6IeM eKCIpecHBHOI
apTTepamnii B yMoBax iHTepBeHIlii. HaykoBOX0 HOBM3HOIO
JOCTI/PKEHHA € BUSHAYEHHA IIOTeHIiaTy BIVIMBY Cy4ac-
HOTO JIM3aifHy KHUT Ta IMOCTpaliil K 3acoby apTTepa-
HeBTUYHOI MiTPUMKI Ha BPa3/IMBY KaTeropito Hace/leH-
HA, AKI IIOCTPaXX/ja/IM BHACTIIOK TPABMYBa/IbHUX IO,
30KpeMa BiilcbKOBUX KOH(QIIKTIB. ¥ po3Bifli BUBYEHO
TEXHIKM apTTepamii Ay Liel kareropii mogelt Ta ix mcu-
XOJIOTiYHMIA BIUIVB, @ TAKOX JOCIIPKEHO Cy9acHMI -
3aJlH Ta III0CTPALil0 KHUT, iX TeH/IEHIIii Ta IePCIeKTNBI
HonynApusanii cepes Monopi. Pesynpratu gocmimxen-
HA HiTBEPIKYIOTh, WO Tpadiunmil AM3aitH IpyKOBa-
HMX BMJIaHb Ta IMIOCTpaLill AK IHCTPYMEHT apTTeparii
MOYKE MaTyl 3HAYHWII NMOSUTMBHMII BIVIMB Ha IICHXiYHE
3[I0pOB’sl HaceleHHA B Iepiof BiltHu. Bukopucranusa
€CTeTMYHO NpUBAOMMBUX Ta EMOLUIHO 3apA/KEHNX
IMIOCTpaniil cpuse CTUMYNALLL TBOPYOCTI, CaMOBU-

PaXEHHIO Ta PO3CIA0IEHHIO, IO CIPUSE 3araIbHOMY
MOKpAIleHHIO HACTPOIO i CaMOIOYyTT:A HaceneHHA. Jlo-
CTIi/PKEHHA CIIPUAE 3POCTAHHI0 BUKOPUCTAHHA apTTepa-
HEBTIYHIX METOMIVK, 5K [TOB sI3aHi 3 [U3alTHOM Ta i/110-
CTpallifIMM JPYKOBAHUX BUJJAHb B YMOBaX KOHQIIKTY,
Ta INPOIOHY€E NPaKTUYHI PeKOMEH/ALI 1A J13aliHepiB
i TepamneBTiB, AKi MPaLIOIOTD y Lili ramysi. Bukopucran-
HA XyJOKHIX METOJIIB Yy IM3aiiHi IPYKOBaHUX BUJJAHD I
imocTpaniit Mae pi3SHOMaHITHI TepalleBTUYHI Ta TBOPYi
nepesarn. HesanexxHo Bifj TOro, 4u BUKOPMCTOBYIOTbCA
BOHM B TePAIEBTIYHIX YMOBAX a00 K iHCTPyMeHT Ay
CTBOPEHHS Bi3ya/lbHO NPUBAOIMBIYX IMOCTpALiiil i Apy-
KOBaHMX BUJJaHb, 1li METOMY MOXKYTb JOIOMOITH JTIONAM
nepefaTy Ta NOKPALMTH CBill eMOLIHUIA CTaH B yHi-
Ka/IbHMUI i TOTY)XHMIA CTIOCIO.

KitouoBi cnoBa: apmmepanis, ousaiin 0pyKoeanux 6u-
OaHv, imocmpayis, awmucmpec, i3omepanis, cy4acHa
Memoouxa, Hetipoepagixa, ncuxono2iuHuii 6nIuUe.

A. Budnyk, I. Goshko. Graphic design as a means of
art therapeutic support in the period of war

The purpose of the research. The article is a part of
a study of graphic design and illustrations as a means
of art therapy. It examines different approaches to art
therapy, including drawing and narrative, and analyzes
their effectiveness in improving the emotional state of
the population. The purpose of the study is to determine
the potential of graphic design and design of printed
publications as art therapy for improving the well-being
of the population during the war.

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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The methodology. To assess the art-therapeutic
potential of graphic design, a systematic approach was
used, in which the results of bibliographic, critical and
content analysis of the results of research on the problems
of expressive art therapy in the context of intervention
were combined.

The scientific novelty of the study is the
determination of the potential impact of modern book
design and illustrations as a means of art therapy support
on a vulnerable population that has suffered as a result
of traumatic events, in particular, military conflicts.
The work studies the techniques of art therapy for this
category of people and their psychological impact, as
well as research the modern design and illustration of
books, their trends and prospects for popularization
among young people.

Conclusions. The results of the research confirm
that the graphic design of printed publications and
illustrations as a tool of art therapy can have a significant
positive effect on the mental health of the population
during the war. The use of aesthetically appealing and
emotionally charged illustrations helps to stimulate
which
contributes to the general improvement of the mood and

creativity, self-expression and relaxation,
well-being of the population. The study contributes to
the growing use of art therapy techniques related to print
design and illustration in conflict settings and offers
practical recommendations for designers and therapists
working in this field. The use of artistic techniques in print
design and illustration has a variety of therapeutic and
creative benefits. Whether used in a therapeutic setting
or as a tool for creating visually appealing illustrations
and printed publications, these techniques can help
people communicate and enhance their emotional state

in unique and powerful ways.

Keywords: art therapy, design of printed publications,
illustration, antistress, isotherapy, modern technique,
neurographics, psychological influence.

ITocranoBka mpo6memu. Kpusu Ta Katakmsmu
HOBOTO TUCAYOIITTA MBIV PUSUKY 11 3arpo-
311 MMPHOMY CIIiBiCHYBaHHIO. Y Pe3y/IbTaTi 3poc/a
YJCENbHICTD HACETIEHH, 10 IIOCTPAXKIA/IO Bijl KOH-
¢mixris. Huni y cBiti Haniuyerbca nonap 30 Mmx
ODKeHI[iB i3 TAXKKMMM NICHXOJIOTIYHMMY TPaBMaMu
(Zadeh & Jogia, 2023), mo akTyasnmi3ye mouryk egex-
TUBHMX METOMIB IICUXOTEPANeBTUYHOI JOIIOMOTM.
OpHMM i3 IpOrpecyruNx HapAMIB IICUXO0Teparii €
JNIKYBaHHA IIAXOM IO3UTUBHOTO BIUIMBY Ha €MO-
LiliHy cpepy 0cobucTOCTi pi3HMMM HampsAMaMu

MMCTELTB Ta KpeaTuBHOI TBopyocTi. Ile excmpe-
CHBHA apTTepamid 3 ii HaOiIbII MOMyNApHUM Ha-
IPSAMOM — Bi3ya/lIbHOIO apTTepamnier. Brpyyanna
apTTeparii Ipunyckae HeBepOAMbHMIT BIPa3 eMO-
111 iHAMBIA i MOXXe IOM SIKIIUTU CUMIITOMATHKY
TICUXI4HOTO 3710poB’s ¥ ODkenIiB (Zadeh & Jogia,
2023).

AprTeparis € BaXIMBUM METOLOM MOJIMIIEHHA
IICUXIYHOTO Ta €MOL{IHOIO CTaHy KaTeropiil Ha-
CETIeHHs, L0 IIOCTPaK/a/l0 BHACTIZOK BOEHHOIO
koHmikTy. TicHnit 38’130k AM3aliHy, imocTparii
Ta apTTeparlil IOPOJKY€ INVPOKUIL CIIEKTP MOXKIIN-
BOCTeil CTBOpeHHs e(DeKTMBHMX IHCTPYMEHTIB Ta
METOAMK JIIKYBaHHA.

AKTyanbHICTh TeMM IO/IATa€ B MiBUIIEHHI
pe3ynbTaTMBHOCTI BTPYYaHHA apTTepalii Ha IICH-
XOCOMATVYHMII CTaH iHAMBINA 3aBAAKU APMOHIN-
HOMY IIO€JHAHHIO apTTEPANEBTUYHNX TEXHIK, JM1-
3alHy Ta IMOCTPYBAHHA [JPYKOBAHUX BUIAHb /I
iX 3aCTOCYBaHHA B MUCTELbKMX Ta ICUXOTOTTIHIX
IPOEKTAX Y IIepiof] BiViHM /1A BPa3nMBOI KaTero-
pii HaceneHHA. AJpKe BaK/IMBICTb 3aCTOCYBAaHHA
CY4YacHMX METOAIMK i3oTeparlil B Iepiof BOEHHOIO
KOH(IIKTY 3pOcTae B fieKinbKa pasis.

PosBurok i momynapusania yKpaiHCbKOI KHUIK
€ BaX/IMBYM aCIIEKTOM B YTBEP/KEHHI HalliOHa/Ib-
HOI caMOCBioMOCTi Ta GOPMYBaHHI IIO3UTIBHOTO
imimky Ykpainn y cBiti. Y 3B’A3Ky 3 moBHOMacuI-
TabHVMM BTOPTHEHHAM pociiicbkol depepariii Ha Te-
putopito Ykpainu, Bci cepu XUTTS NOTPeOYIOTh
TICHXOCOIL}ia/IbHOTO CYIIPOBOJY, HAaCE/NEeHHA HIYKae
TIICYXO/IOTIYHOTO PO3BaHTaKEHH: Ta 3HATTA CTPECY
(Bynnuk & Tomiko, 2023).

AHami3 oCTaHHIX JOCTiKeHb i MyOmiKamiii.
Teoperwunmit (QyHEaMEHT ILIBOTO JOCIIKEHHS
6a3yeTbcsl Ha BCTAHOB/EHNX (DaKTax BIIMBY eKc-
IPeCUBHOI apTTepanmil Ha ICUXOCOMATUYHUI CTaH
TIOAVHU. Y PO3Bifilli BUKOPYCTAHO TEOPETUYHI I10-
JIOXKeHHsI Ta TPAKTUYHI pe3ynbTaty MyOmiKariiii,
NPUCBAYEHMX BTPYYaHHIO Bidya/bHOI apTTeparii B
nporiec peabinitarii HaceneHHs, sKe MOCTPAK/ANIO
BiJ] BilICbKOBOI iHTEpBEHIIii.

I3 cyKymHOCTI HanpsAMiB apTTeparii 11 aHami3y
obpaHa i30Tepanis K HalO1/MIbII OIY/IPHE 3aCTO-
CyBaHHs aprTeparii, ke IIOB’S3aHO 3 AU3ATHOM
Ta imocrpauiamMn. ApTTepaneBTUYHI TEXHIKHM, 30-
KpeMa MaJIlOHKI I HapaTyB, JOCIIKYBaIN Y CBO-
ix mpausax T. Konommna, [Ix. Kennor, M. Minsep,



K. I IOur, IIl. Makgpepmortr, JI. Tann, M. Piuapacon
Ta iH.

[ITe opHMM NEPCIIEKTYBHMM HAIIPAMOM apTTepa-
i, AKNIT IPOABIIAE MOXKIMBOCTI IO3UTYBHO BIIN-
BaTY Ha eMOLiifHWi1 CTaH, € Hefiporpadika (Kanpka
Ta iH., 2021). Hettporpadiky BUB4at0Th JOCTIFHIKN
3 pi3HMX rajyseil HayKu, 30KpeMa Heiipobionorii,
TICUXOJIOTii, MeAMUIVIHY, iHXeHepii Ta iH. Cepex fo-
C/TIHMKIB, KOTpi BUBYAIOTD Heliporpadiky, MoxkHa
BUOKPEMUTY TaKMX BiffomMux ydyeHux: P. [lesincon,
II. Kpacnoxon, E. Binbcos, E. Yopr, H. Konecuux.

Jlireparypuuit ornap (Zadeh & Jogia, 2023) mpn-
CBAYEHUI aHAJII3y Pe3y/NIbTaTiB BUKOPUCTAHHA apT-
Tepamil [/ MOJNEeTleH A CUMITOMIB IICUXiYHOTO
3710pOB’s YKpaiH1iB. MeTa or/sify nomsrana B TOMY,
1106 00’€HATU Ta y3araJlbHUTH MOLEPeRHi JOCTi-
JPKeHH, Y AKVX BYBYABCA BIUIVB 00Pa30TBOPYOro
MMCTELTBA Ha IIOJIETIIEHHS IICUXOOIIYHOIO CTaHy
YKpAIHIIiB. Y pe3ynbTaTi OIANY BEMMKOI KilTbKOCTI
NyOmiKaIiil JOCTIHNKN JOXORATH JIO BUCHOBKY,
0 MeTOJY apTTepamii MOXyTh OyTy edexTus-
HO BYKOPJCTaHi K IIOYAaTOK Y IIPOIeC NTiKyBaHHA
TPaBMOBaHOTO Hace/leHHA. BrpydaHHA i3oTeparii
crpusAe BepOanTbHOMY BIPaXKeHHIO MOYYTTiB iHM-
BifliB 1 3HVDKY€ HEraTVBHI CUMIITOMU IICUXi4YHOTO
3popos’s. [lompu mepcreKTUBHI pesynbTary, Bif-
MiYeHa BiICYTHICTb HaJiilHOI METOMOIOrII 3acTo-
CYBaHHA apTTepalii B yMOBaxX BilICbKOBOTO CTaHY,
110 pOOUTH aKTyaTbHUM MOJAJIbII JOCTIKEHHS 3
MeTOI0 OLHKI JOBTOCTPOKOBOI e(heKTUBHOCTI apT-
Tepamil.

Hocnimxenns (Lee & Choi, 2023) npucssyeno
TepMiHOBiil HeoOXiJHOCTI BiTHOB/IEHHs 3acobamu
apTTeparii NCUXIYHOTO 3[JOPOB’SI YKPAIHCBKMX Oi-
KEHIIiB, sKi mepebyBatoTh y Pecniy6niui Kopes y
3B’SI3Ky 3 HA/]3BUYAIHMM CTaHOBUIEM BOEHHOTO
gacy. OHOpa3oBuit ceaHc aprreparii 3 54 6ixkeH-
1sAMM BikoM Bif 13 10 68 pokiB mokasas edeKTuB-
HICTb apTTepaneBTHYHOro BIUIMBY. Lle mifTBeEp-
JKYe e(eKTVMBHICTb BTPY4YaHHA aprTepamii K
HeBiJIK/IaHOI IICUXiaTPUYHOI JOIOMOTY ODKEHIISM,
AKI 3ITKHY/INUCA 3 BiiIHOIO.

AHami3 [OCTiXeHb 3acBijuyB, L0 Bi3yajbHa
apTTepamid MOXe YCIIIIHO BMKOPMCTOBYBATVCH
st peabinitanii oci6, sKi mocTpakaamu Bif Bili-
CbKOBOI arpecii. Hespakarounm Ha IepCreKTUBHI
pe3ynbTaTy, BiI3HAYEHO BIICYTHICTb HAMIMHMX
METOJO/IOTIil 3aCTOCYBaHHA apTTepalii B yMOBaX
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Bi/ICbKOBOTO CTaHy, 110 POOMTDH aKTya[bHUM IIO-
JaJIbILi JOCTPKEHHA 3 METOK OLiHKM JOBTOCTPO-
KoBOI eeKTUBHOCTI aprTepamnii. JocmimkeHHs He
MicTATh iHpopMaIil, sika TOTPiOHA [y PO3poOKN
PEKOMEH Ialliil BUKOPYICTAHHA KOMIUIEKCY METOIIB
aprTeparmii y criony4eHHi 3 mpuitoMami rpagivHoro
[M3alHy, 30KpeMa AM3aiHy JPYKOBAHUX BUIAHb.
Ile axryanmisye HOLIYK IIXOAiB O TapMOHIHOI
inTerpauii 3aco6is isoreparii, Heitporpadiku, rpa-
¢ivnoro AMsalHy Ta imocTpariil y mpakTui peabi-
MiTalil OCTpaXkAanyX Bifl BiHIL.

Merta cTaTTi — BU3HAYeHHs NOTeHLiany rpadiv-
HOTO IM3aJiHy B PO/ apTTepamil i1 MO3UTUBHOIO
BIUIVBY Ha TICUXIYHWIL, eMOLiiHwil Ta ¢isionoriv-
HMII CTaH IHJVBIA, pe3syIbTaToOM peaisallii AKOro
€ TOMIMIIEHHA CaMOINIOYYTTA HAcelleHHA B IeEpiof
BiltHu. Iligxip mo peanmisamii apTTepameBTUYHOIO
NOTeHIiany B IpakTuui peabimiramii moctpax-
JANUX Bifj BiftHM Tepef0avaeTbcs MOOYAyBaTH Ha
OCHOBI iHTerpaii MeToziB i30Teparii, Hefporpadi-
KM, TIPUIOMiB rpadiqHOro AM3aiiHy Ta eMOI{THOTO
BIIUBY 1/TIOCTPALIiit.

Buxmag ocHOBHOro Marepiamy KOCTi)KeHHH.
Mucrenrso it Teparmisa IOXOAUTD Bifj OFHOTO KOpe-
Hs1. TBOpUYICTDb Hafja€ MOXK/IMBICTb BUCTIOBUTH cebe,
CBOI eMolii Ta MoYyTTA. K CaMOCTiliHa raaysb Te-
OpeTUYHNX 3HaHb Ta IMPAKTUYHOI AiATbHOCTI, apT-
Tepamnif moyana GOpMyBATHCA HA CTUKY HAyKM i
MMCTELTBA Ha IIOYaTKy XX CTOMITTA.

ITonbchbKnit IICUXOIIOT, IICKXOTepaneBT bopucnas
Kapsacapcbkuii BifoMuit cBOiMM JOCTiIKEHHAMNI
i po6oroto B ranysi aprrepanii. Bin BusHaHmit aB-
ToputeToM y 1iit cdepi i 3po6uB 3HAUHMIT BHECOK
Y PO3BUTOK Ta IIONMYAAPU3ALII0 apTTepalii AK Me-
TOAY ICUXO/IOTIYHOI MiATpUMKHM. Y mpani «IIcuxo-
TepaneBTNYHa eHUyKonenia» b. KapBacapcbkuii
HaJla€ BU3HAYEHHs apTTepalil AK «BUKOPUCTAHHA
MUCTEL[TBA B AKOCTi TEPalleBTUYHOIO YMHHMKAY.
BiH posriisiae apTTepanito K METOJ, 1110 6a3yeThbCst
Ha TBOPYOCTI Ta IPi, i BUKOPUCTOBYE PiSHOMaHITHI
XYHOXKHI BUpaXKa/lbHi 3ac00M, Taki K MaTIOBaHH,
CKY/IBITYpa, MY3MKa, TaHELb TOLIO, 1A CIPUAHHA
TICUXO/OTIYHOMY 3Li/IeHHIO Ta 0COOMCTICHOMY pO3-
ButKy (Kambka & KoBambuyk, 2020).

XapakTepusywunm OCHOBHI HaIpsAMMU apTTepa-
mil, MO)KHa BUOKPEMUTH HalbinbI HOIY/IAPHUIL,
SKUI TIOB’SI3aHMIT 13 IM3ailHOM Ta {MIoCTparisamuL.
[e isotepamisa — mposB TBOpYOCTi Ta ¢aHTasil 3a
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JIOIIOMOTOI0 MA/IOBAHHS, IO € MIPOrPECUBHNUM iH-
CTPYMEHTOM I1030aB/IeHH IICUXOJIOTI4HOTO HAIIPY-
KEHH: Ta BUBI/IbHEHHA BiJl HETaTUBHUX JyMOK. 3a-
CTOCYBaHHs LJbOTO HAIIPSIMY MOXKe OYTI KOPUCHUM
JUIsL ICUXO/IOTTYHOTO BiJHOBIEHHS 0Ci0, sKi Opamm
y4acTb y BIiJICBKOBMX [ifiX, BHYTpIIIHbO IlepeMi-
mIeHNX 0ci6 abo [Isd couia/bHUX aKTUBICTIB, AKi
CTPaX/IAIOTD BiJf €MOLIIITHOTO BUTOPSHHA.

1. ApTTepanis 3a JOIIOMOT0I0 MeTOLY i30Tepanii
HaJla€ MOXK/IMBICTD JIIOAAM BUPA3UTH CBOI €MOLIil
Ta [YMKJ depe3 HapaTys a6o cuMBoiky. Lle Moxe
6yTI 0COONMIBO KOPUCHNM JI/IA THX, XTO MA€ TPYJ-
HOIL 31 CTOBECHUM BUPA)XEHHAM CBOIX IIOYYTTiB.
Mertop i3oTepamii 6a3yeTbcsi Ha BUKOPUCTaHHI
Pi3HOMaHITHMX Ma/IOHKiB, HapaTKBY, KOIbOPIB Ta
dopm, ki MOXyTb OyTH 06paHNMY BiIIOBiTHO 710
HacTpolo Ta cTany mopunn. Lleit miaxin e 6e3mey-
HMM i JI03BOJIA€ BUKOPUCTOBYBATH iIOr0 AK JOIO-
MDKHMIT METOL Y /IIKYBaHHI IICUXIYHYX ITOPYILIEHb.
Kpim Toro, MeTog i3oTeparii Moe OIOMOITH TIifi-
BUILVTI CaMOCBIZOMICTb Ta CaMOBIfYYTTA, 3HATU
CTpec i TPMBOIY, a TAKOX NMOKPAIIUTY 3arajabHuil
HACTPIN Ta AKICTb XUTTA, 1O € BaXXIVBYUM acIleK-
TOM Y IIepiofi BIiTHM.

2. 3a IOIIOMOTr0X0 MIUCTELITBA JIIO[ MOXKYTb Bi/lb-
HO BMPA)XaT! CBOK YHIKa/JIbHICTb Ta iI€HTUYHICTD,
1O CIIPUAE CAMOPO3BUTKY J1 CAMOIIiI3HAHHI0. [30Te-
parida HaJla€ MOXKIUBICTb CTBOPIOBATY I[OCh HOBE
Ta BJIaCHE: MA/IIOHKM, 1II0CTpallil, CKeTyi, a 1ie f10-
TIOMArae MifcUINTH Bipy B cebe I MigBMIUTY ca-
MOOLIIHKY. BTinuTu 1je gornomararoTb MalicTep-Kia-
CVI Ta aPTTPEHIHIN, AKi 32 OCTaHHII piK HabUPaOTh
HOIY/IAPHICTD Ta aKTVBHO PO3BMBAIOTHCA J1 MOJEP-
Hi3yI0TbCA B YKpaiHi, I[06 CTBOpIOBATH HOBi MeTO-
[ V1 TIXOZIM B apTTepartii Ta ICUXO/IOTIL.

3. Emouniiine BusinbHeHHA. [Iponec ctBopeHHA
ImrocTpaniin MoXke JOIIOMOITI BU3BOMIUTY HAKOIM-
YeHi eMOllil, CTpec Ta Hanpy>XeHHA. JIIofu MOXYTb
B[4y TV TOJIETIIEHHS Ta 3HATU CHOCIO BUPasUTH
CBOI IEPEXVBAHHA, L0 CIPUAE IICUXONOTIYHOMY
po3cab/eHHIO il 3HVDKEHHIO PiBHS TPUBOTM.

4. Aprreparnis Ta i30Teparis MOXYTb OyTU Bax-
JIMBMMM KOMIIOHEHTaMM T€PANEBTUYHOTO IIPOLIECY.
BoHn cTBOpIOIOTH OesnevHe cepefoBMuILe, Y AKOMY
IOV MOXYTb BIIKPUTO BUCIOB/IIOBATY CBOI €MO-
1ii, BUK/IMKATU JOCTI[KEHHA Ta 3MiHY IOINAAIB,
y pesynbTari BiffOyBa€ThCs IpOLiEC MOSUTUBHOTO
mucnenHd. Crif 3asHa4mTy, 1O i3oTepamis BU-

KOPYMCTOBYETbCA AK HECTIOBECHUII METOJ| ¥ MeXax
TepaneBT4IHOro mpouecy. Lle momomarae mogam
3aCBOITY HOBI CIIOCOOV CIIPUITHATTS cebe Ta CBOET
CUTYallil, I[0 MOXXe CIIPUATHU MOJANbIIOMY PO3BUT-
Ky 1 3MiHaM.

Leit HampsAM CTaHOBUTL (PYHAMEHT apTTepa-
111, OCKiZIbK! BOHa Iepe6adae MaTIOBaHHS Ha BCIX
MOX/IMBYUX IIOBEPXHAX, MOYMHAKOYM Bifl Iamepy,
TIOJIOTHA, 3aKiHYYI0UN JIepeB AHNMM Ta CK/LTHUMIU
MOBEPXHAMH, TKaHMHOW Towo. [l MamoBaHHA
MO)XHa BMKOPMCTOBYBAaT! Hailpi3HOMaHITHIilII 3a-
co61, 30kpema dap6ut, OMmiBILi, MACITHY 11 XYOXKHIO
nacrenb, ¢promactepy, Kpeiiny. Isorepanist akruBsi-
3ye BaXIMBI cyxivHi QyHKIUil (MOBY, cripuiiMaHHS,
PYXOBY KOOpAMHALIiI0, MIC/IEHH:) Ta 3abesnedye
3B’ 130K MK Humu (Panko & IpaHoBcbka, 2022).

[IcuxokopeKLiiiHi MOXIMBOCTI i30Tepamii 110-
JIATAITh y BUBYEHHI 11 JOCTikeHHI 0cOOMMBOC-
Tel MO, CUTYALlil, CIIEKTPY eMOLill Ta OYyTTiB,
PO3BUTKY MKOCOOUCTICHUX CTOCYHKIB, 301/1blIIeH-
HA piBHA camonpuitHATTA (Panko & IpaHOBChKa,
2022).

Heitporpadixa — e opmu i3 rpadiunux Mme-
TOAIB apTTeparil, 3a [JOIOMOIOK0 AKOTO MOXHa
HOJIMIINTY CBill eMOLIVIHMII CTaH, 3pO3yMiTH Ta
YCYHYTH AesKi npyavHy npobmeM. OpyH i3 mpyH-
LUIIB Heltporpadiky MONATae B TOMY, 10 OY/b-sKe
3aBJjaHHA Mae rpadivne Bupinrenns. Leit mpyHImI
Iapajie/IbHUil METORY IM0CTPYBaHHA KHUI. Buko-
pucTaHHA rpadidHMX 300pakeHb MOXe CIPUATH
KpAILIOMYy PO3YMiHHIO Ta CIPUITHATTIO iHpopMaril,
JIOTIOMarao4y BisyamisyBaTu peTani, 3’ACOBYBa-
TU 3B’A3KM Ta 3abesmevyBaTy eeKTUBHY KOMY-
Hikanilo. Tak camo fAK imiocTpanii fomoMaraiTh
BidyanmisyBaTu imeto, rpadiuHe BUpillleHHS MOXe
BUKOPUCTOBYBATUCS /A TIOAAHHA Ta PO3 ICHEHHS
Pi3HOMaHITHMX 3aBJaHb. Llell mpuHINI HaromoIYye
Ha BaXIMBOCTI Bi3ya/lbHOTO acIeKTy Y BUpIIIeH-
Hi 3aBJjaHb, a TAKOX IIJIKPEC/IIOE YHIBEPCANbHICTh
rpadivHux 3aco6iB y moganHi inpopmariii.

Bynp-sike 3aBJaHHA MOKHA IIepeBECTH B rpadi-
KY, y CUMBOJL ] 11e1 CUMBOJI € OCHOBOIO /1711 Bi3ya/ib-
HOTO MMCIeHHA. | 3MiHa CUMBOY 3a JOIOMOTIOX
Hefporpadiky Hafjae 3MOTy 3aNyCTUTH IPOLeCH
MIC/IEHHA TaK, 00 IpUBECTY HAC [0 BUpilleHH:A
3aBJjAHHA. Y IIbOMY PO3YMiHHI Oyab-AKe 3aBfjaH-
Hs — 6i3Hec, 0COOMCTICHI CTOCYHKM, BHYTPIllIHSA Tap-
MOHiA — MawTbh rpadivyne BupimreHHs. Ipadivnmit



andasit 03BOJIsIE MOfieMoBaTH OaXkaHi Mopii B Ha-
wromy xurTi (Kambka Ta in., 2021).

[Insaitnepka, ncuxonoruua Amxena [JoLoK 3a-
IPOIIOHYBa/Ia MailCTep-K/Iac, TEMOK AKOIO € Irpa-
GivHwMiT WIAX iHI B apTTepaneBTUYHOMY IPOLieci
(Homok, 2022). MeTow € BUpaKeHHsS eMOLill Ta
BMiHHA X posmisHaBaTu 3a jonomorowo rpadiv-
HUX 7iHii. [ligTpuMyroda Mojienb KOHTaKTyBaHHA
3ac000M KOMIIO3UIIITHOTO eleMeHTY — JiHii, Ipo-
BOKY€ BHYTpIllIHI TIporiecy i eMoniitHuit cTaH (CBi-
JIOMO / He CBiJJoMo, 3aJIeXKHO Biji cutyarii) Bifpea-
TYBaTH Ji IIPOJEMOHCTPYBATH, IPUBEPTAIOYN yBary
IICUXOJIOT Ha Te, 10 BiIOYBA€ThCS B KOHKPETHUIA
Yac y MO3MII KOHCYIBTYBAaHHA. 3aco0M KOMIIO-
3uILii: Kparnka, JiHis, popma — TiCHO MOB’si3aHi 3
YAB/IEHHAM HEJIPOHHOI CHCTEMM) TOIOBHOTO MO3KY,
KPOBOHOCHOI cucTtemy, Tina 3aranoM. CeHcCOpHa
CUCTeMa MOXKe HAfjaTy 3B’S130K MDK I0OaueHuM,
IIOYYTUM i IIPOSIB/IEHNM Y HeBepOaisoBaHiit pop-
Mi — rpadilyi, pucyHKy, XpomMaTnyHiit abo axpoma-
TiyHii iaMi. OFHAK Y BCbOMY, 110 300paXy€eThCH,
NPUXOBaHa JIiHidA, [UIAMa, KpallKa, 10 € II0YaTKOM
300paXkeHHs, TOYaTKOM B/IacHoi icropii. I cykym-
HICTb BCHOTO CTBOPEHOTO HEMPOHaMI, 3aC0O0M Bi-
Oparii Tina (MamoHKOM, 300paKeHHAM), i € iH/uBi-
Iya/IbHUM TIPOSIBTIEHHAM 0COOUCTOCT] Y TBOPYOMY
nporieci i camoifenTikoBaHiil Mofei MOYyTTiB,
147 emoit, BiguyTris ([lomok, 2022).

Omxe, 3a [OOMOrOK MeTORy Heriporpadiku
YTBOPIOKTBCS a0CTPAKTHI 300paXkKeHHs, KOMIIO31-
i, AKi MOXXYTb BUKOPMCTOBYBATHCh AK 1MIOCTpa-
il 10 pi3HMX JKaHPIiB KHUT Ta CY4aCHOIO AM3alHY
NpyKoBaHMX BupaHb. [lopibHI 3B’SI3KM MOXYTb
YTBOpPIOBATY HOBi KOMOIHATOpHi METORVKN B apT-
Tepamil.

Jlns rIM6moro po3yMiHHsS IpOLieCy BIIPOBa-
JDKEHHA apTTepaleBTUYHMX METOMIB Ta IX IMpaK-
TUYHOTO 3aCTOCYBAHHA CIIijJj 3TajjaTy 4yfjoBE 3a-
CTOCYBaHHs Heiiporpadiku, siKe peani3oBaHO
Ipunoro [ommko CibHO 3 IHKII03MBHO-PECYPCHUM
neHTpoM Yy M. KopocTenp mif HasBow «KHIDKKOBa
imocTpanis — mpocTip TBOPYOI Ta MCUXOIOTIYHOI
nigTpuMkm» 2023 p. Ta MajicTep-Kiaacu 3 isorepa-
mii «PisgBanmit auromn» 2022-2023 pp. maa gireit
3 iHBamigHicTIO, miTell 3 OCOOMMBMMU OCBITHIMM
norpe6amy, gireit BIIO. Jupexropka IPIl Tersana
Bacunenko 3asHavae, 1m0 3aX0aM CIIpUAIN MOKpa-
I[eHHI0 KOMYHIKaTMBHIX HABUYOK JIiTell, a TaKOX
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MaJIOBaHHA (apbamy CIHOHYKaIM YYacHUKIB JI0
a/IbTePHATYBHYX METO/IB CIiNIKyBaHHA. Lleit MeTop
apTTeparii € 4yOBUM IIOLITOBXOM JI1 PO3BUTKY
KPeaTMBHOCTI Ta MOLIYKY HECTAaHJAPTHUX pillleHb
y OynmeHHNX Ta Kpu3oByXx cuTyauiax. [IpoBegeHHA
TaKMX MACTep-KIacCiB /1A fiiTeil — Lie Yy 0BUil
CIIOCIO TOMIErmUTH TICUXOEMOLIHMIT CTaH, MifIBI-
Ty Bipy B cebe, BUPAsUTU BJIACHI MOYYTTA Ta
CIIPUATY CoIliami3amil.

Ii mpoeKTy MiATBEPIKYIOTh aKTYalbHICTh apT-
Teparil Ta Ii MOXK/IMBOCTI B KOHTEKCTI IICUXO/IOTTY-
HOI IIATPUMKM 1 TBOPYOTO POBUTKY OCOOUCTOCTI.
Peanmizanisa apTrepaneBTMYHNX METOHIB y BHIIe-
3raJlaHMX TIPOEKTAX BKa3y€e Ha BaXK/IMBICTb BUKO-
PUCTaHHA TaKMX iHHOBAL[IHUX HiIXOAiB Y po6OTi
3 TICUXOJIOTIYHMMM Ta TBOPYMMM ACTIEKTAMM PO3-
BUTKY i camopeati3anii 0cobucToCTi B Cy4acHOMY
CYCII/IbCTBI.

30BHIIIHI BUIJIAL Ta OU3aiH KHUTY BIUIMBAE Ha
craH mopyHN. Xe3iba AugepcoHny crartiana BBC
NEWS VYxpaina sragana pobory [DxeitH Cwmaiini
«TpuHAALATD CIIOCO6IB CIPUITHATTS poMaHy» (AH-
IiepcoH, 2016). ABTopka KHUTM 3a3Hadymna: “Many
people, myself among them, feel better at the mere
sight of a book” (Smiley, 2006).

3acTocyBaHH:A apTTepalii B Au3aiiHi JpyKoBa-
HMX BUJIaHb BMKOPUCTOBYE LIOT/IAH/CbKA XYHOXK-
Hun JIxoanHa bacdopy y cBoiit gisnbHOCTI. TBO-
pu Jxoanuu Bacdopn moemHyoTh YHIKaIbHICTD
XY[0XXHBOTO IM3aiiHy 3 IO3UTUBHUM BIIMBOM Ha
ICUXIYHMI CTaH JIOOMHU. 3a JOIIOMOIOI0 CBOIX
apTTepaneBTUYHMX KHUT [[)KOaHHA CTBOPIOE MOX-
JIMBICTD [/ TIOfEN 30CEePeNUTICA, SHATU CTPeC Ta
HOKpAaLNUTH CBOE caMonouyTTd. [lignbHicTs [Ixo-
aHHM bacopn Mae 3HauHMIT BIUIMB Ha PO3BUTOK
apTTeparii K HayKoBOi muctmtiay. [i Kuuru mo-
CIYKIIIM CTUMYNIOM I YVMC/IEHHUX JJOCTifI)KEHD,
10 MiATBEP/PKYIOTb MO3UTUBHUII BIUIMB TBOPYOC-
Ti Ha 37j0poB’st Ta Onaromonyyus mopyHu. [lepura
po3manboBka «TaemHuunii caz» Buitia y 2013 p.
Ta Bifjpasy cTaja JIifiepoM MPORAXiB Ha Amazon.
Pasom i3 kHmramm «3avapoBanuit mc» (puc. la),
«3arybnennit okean» (puc. 16), «Mariuni mKyH-
rmi» (puc. 1B) it «PispBo [Ixxoanuu» (puc. 1r) BoHu
crBopwn HOBuiT TpeHp B aprrepamii (Bacdopp
J>xoaHa, 6.11).
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An Inky Quest & 4
z‘ Colouring Book 47

Puc. 1a. Knuza «3auaposanuti nic» [Jxoannu bacgopo
Fig. 1a. Book “Enchanted Forest” by Joanna Basford

" Johanna ‘Basj’orcl
Creator &‘L‘\rﬂr“
Seret Garden & Enchanted

* 7"/ An In(l? Expedition,”

oring Book,

Puc. 16. Knuea «Maziuni Oxcyreni» Jxoannu bacgopo
Fig. Ic. The book “The Magical Jungle” by Joanna Basford

[mocTpanii MaloTb BeIMKMII BIUVIMB HA €MOLIilL-
HMII CTaH JIIOAVHM, OCKIbKY BOHM BUKIMKAIOTb
y Hill pi3HOMaHiTHI IOYyTTA Ta acouianuii. Komip,
KOMIIO31IIis, popMa Ta BUKOPVCTAHHSA JeTanell y
rpadiyHNX 300pakeHHAX MOXYTb HAJiaT Pi3HUX
eMOLIIIHMX BpakeHb. Hanpukias, AckpaBi KOIbo-
p¥ Ta O3UTUBHI 06pa3u Ha 0OKIaVHI}i KHUTY MO-
KYTb BUKIMKATU PafiicTb Ta 3aJJ0BOIEHHS y UUTa-
Ya, 110 CIIOHYKA€ J10r0 Bif4y TV MO3UTUBHI eMOLII i
OakaHHA Ji3HaTVCA Oiblle IPO BMIiCT KHUTH. Bax-
JIViBe 3HAYCHHS MAIOTh TIOJIOKEHHsA, cpOpMYy/IboBa-
Hi B 7iTepaTypi 3 NCUXONIOrii, IPO B3a€EMO3B A30K

Puc. 16. Knuea «3azy6nenuti oxean» Joannu bacgopo
Fig. 1b. The book “The Lost Ocean” by Joanna Basford

? Juhaq_na ‘Basfurd :

Creasine of Stceol Ganden, Enhanivd Fres.
Lo Dovn fo Mgl Jamgle

Jﬁh&ﬁ'ﬁ&n‘s

'5;
A Festive
Caluring Book,

Puc. 1e. Knuea «Pi30so [IncoarHu» Jxoannu bacgopo
Fig. 1d. The book “Joanna’s Christmas” by Joanna Basford

imocTpanil 3 OCHOBHUMM IICUXIYHUMM IIpOLeca-
MIL: BiUYTTAMY i CHPUIHATTAM (30pOBMM), yBa-
ro10, MUCTEHHSAM, [TaM ATTIO, eMOLIAMI — TIpali
b. I Ananbesa, JI. M. Bekkepa, E. A. IpomoBsoi,
O. M. JleontneBa, JI. A. MatBeesoi (Denina, 2014).

B aprrepamii BisyanbHe BpakeHHA Ta CIIpUIi-
HATTA iMIOCTpaniil yepes xomip ta ¢popMmy Bifirpa-
I0Tb K/II0YOBY PO/b Y BIUIMBI Ha eMOLVIHMI CTaH
mopuHn. KoxkeH Komip Mae CBO€ BJIacHe eMoliiliHe
3abapB/IeHHs1, BUK/IMKAI0UM Pi3Hi MOYYTTA Ta acoljia-
11ii. QopMy1, BUKOPYICTaHi B MA/TIOHKY, TAKOXK MOXKYTh
TnepefaBaTy  CUIy iHAMBIIYalTbHUX IIEPEXMBAHbD.



KombinyBaHHs KOMbOpiB i opM MOXe CIpUATH
CaMOBMPa)KEHHIO, Pe/IaKcallii Ta BiTHOB/IEHHIO IICK-
XI4YHOI rapMOHiI B XOfji apTTepaneBTIYHOrO IPOLIECY.

[TosuTyBHI Ta HeraTMBHI KONbOPM MAKOTh 3Ha-
YHJIT BIVB Y COPUITHATTI eMowiit. Ceper MO3UTUB-
HMX KO/IbOPIB MOYKHA O3HAUMTY ACKPABi Ta TeIli
BIITIHKM, TaKi AK YePBOHMII, XKOBTUII Ta OPaHXKe-
B, SIKi 4aCTO ACOLIOI0TbCA 3 EHEPTi€k0, paficTIo Ta
onTuMisMoM. 3 iHIIOro OOKY, TeMHi BiATiHKM, Taki
AK YOPHUIA Ta TeMHO-CHHII1, MOXYTb CTBOPIOBATH
Bpa)XeHHA J1 acolliallil 3 IIeBHOI MIpOI0 Ta 3araji-
KOBICTIO, a/Ie TaKOK MOXKYTb BUK/IMKATY BiI4yTTA
TAKKOCTI 4y Tevarti. [Icuxomory yacTo BUKOpUCTO-
BYIOTb 3HaHHA PO BIUIMB KONbOPIB Ta IX eMOLIiNiHI
acomiarii y cBoiit po6oTi i3 cycIinbcTBOM Hif Yac
BiJfHY Ta eMOLI/IHMX IOTPACIHD. ¥ CUTyalifX KOH-
¢nikTy Ta CTpecy BaXMBO PO3YMITH, K BUSHAUEH]
KO/IbOPY MOKYTb BIIIMBATY Ha IICUXIYHMII CTaH Ta
eMOLITHMI CTaH JIIofei.

Aprrepania B YKpaiHi JUHAMIYHO pO3BMBAETHCA
Ta € HAIIPAMOM IICUXOTepaIlil, KU1 BUKOPUCTOBYE
MICTELITBO K 3aci6 KoMyHiKalii Ta caMOBUpasKeH-
HA. OCHOBHa 0ocoOnuMBicTH aprrepamii B YkpaiHi
HonATae B 1i MYIBTMMOJAIbHOMY IIIXOZi, AKMIT
BUKOPJCTOBYE Pi3Hi BUAM MUCTEL[TBA, 30KpPEMa Ma-
JIIOBaHHA, CKY/IBITYpPa, My31Ka, TaHellb, TeaTp, A1
CTUMY/IALIL TBOPYOCTI Ta CAMOBMPAXKEHHA TIOJEI.
CydacHi HifXofy HaJAlTb HOBMX MOX/IMBOCTEN
PO3BUTKY B L1iit cepi. Y mepiop BiitHy 3a migTpuM-
KI {HO3eMHIX ITaPTHEpiB, CIIOHCOPIB, OMaroiitHu-
KiB, OYMHAKOYM BiJ BEMMKOrO AUTAYOTO (GOHAY
OOH (UNICEEF), sixuit Hajjae HeoOXifHY ZOIOMO-
Iy JiTAM i ciM’sM, SIKi TOCTpaXkianu depes BiitHY
B YKpaiHi, 3aKiHYyIOUM MaauMu OmarofitHUMM
donamMyt B 06/1acHNX Ta PaiOHHMX LEHTpax, pe-
aJIi3y€TbCA BeMMKa KiIbKiCTh IPOrpaM Ta 3aXOfiB,
1[0 NPUCBAYEH] apTTepalleBTUYHIN MATPUMI /1A
YKpaIHIIiB.

Hanpuxnan, mentp cydacHoro mucrenrsa M17
samycTuB TpoekT «Peabimirtanis: Apr-tepamis»’,
IO CHPAMOBAHMII Ha MICTELbKO-NICUXOTepalle-
BTHMYHY peabinitariito i1 Matepis i giTeit, o mo-
CTPaXJanu Bifi pociiicbkol arpecii Ta moTpe6y0Th
TIICUXOJIOTTYHOI MATPUMKI. MeTOI IPOEKTY € BU-
KOPUCTAHHs apTTepamii Ta apTpedrekcil sAK 3aco-
0iB IICUXOJIOTIYHOI JOMIOMOTY MOCTPAXKIAINM IIiJ

1 https://m17 kiev.ua/exhibition/art-therapy/
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KepiBHULTBOM IpodeciiiHMX MCUXOTIOTIB, a TAKOX

HaJlaHHA BaXINBOI (PAKTUYHOI Ta IPAKTMYHOL

inpopmauil 1 pospobky edeKTMBHUX CUCTeM

peabinitanii mcuxomorivHOl TpaBMu, CHpUYNHe-

Hol BiltHOW0. Binryk JI3Benncnasu HoBakiBcbKoi 3

Tocromens, yyacHuii MaiicTep-KaaciB: «3aBIAKK

Pi3HUM XY[AOKHIM TeXHIKaM I 4Yac ceciit Mail-

CTep-K/IaciB BJAETbCA BiTHOBUTY TOJ BHYTPIIIHIi

HOPAJOK, AKNI 330BHI 3PYITHOBAHMII Ta 3/TAMaHMIL:

BiTHOBUTM TIOPAJOK Y CBOill cBifoMocTi. 3i ciy-

CTOLIEHOCT] 4epe3 TBOPUMIA IOTIK HAPOIKYETbCA

Ta mpopocTae HoBe. Komu € micue s mo6osi, a

He JIMIe JyIs arpecii, Habararo Jeruie «KUTTS Ha-

NOBHIOBaTY» (BiAryk ydacHnui maiictep-Kmaci Bif

npoexty «Peabimiranis: Apr-tepamis» Big LICM

M17).

Orxe, BIIPOBa/PKEHHA TaKUX IPOEKTIB B OCBIT-
HiX Ta KY/JIbTYPHUX IHCTUTYL{AX CIPUATUME IIOIY-
NApy3allii apTTeparii Ta 3pOCTAHHIO I IOIY/IAPHOC-
Ti cepe HaceneHHA. Cy4yacHi MeTOfy apTTepaii,
AKi BMil[yloThb B co0i HampsiMm Heriporpadiku,
isoTepamii, IICUXOMOIIYHOTO BIUIMBY IMIOCTPALiil
Ta IU3AIHY KHUAT, MAIOTb NO3UTUBHY IIEPCIEKTUBY
POSBUTKY B YKpaiHi, TOMY L0:

— I0-Ileple, 3pOc/a CBiJOMICTb IIPO BaXK/INBICTh
aprreparii K eeKTUBHOTO METORY IICUXOMO-
riYHOi MiATPUMKM Ta PO3BUTKY OCOOMCTOCTI,
10 HAjla€ HOBMX MOXJIMBOCTEN A/ 6Ge3moce-
PERHDOI YYaCTi Y IbOMY IIPOLEC;

- TO-Apyre, B YKpaiHi 3a OCTaHHIl Yac CIoCTepi-
Tra€TbCsl 3HAYHMIT PO3BUTOK Y cepi KymbTyp-
HOTO Ta MICTEL[bKOTO XUTTA. TBopua MONOAb
IIPOIIOHYE ifiei Ta 3HAXOAUTH Oi/IbIile MOXKINBO-
CTeit /1A BUCBIT/IEHHS TeM, TI0B SI3aHNX i3 MuC-
TELTBOM Ta apTTePaIli€lo;

- IO-TpeTe, iHTerpallid apTTeparmil 3 Heiporpa-
dikoto (rpadivHuM AM3aTHOM) MOXe CIPUATH
MiJIBUILIEHHI0 00i3HAHOCTI TPOMAZICBKOCTI PO
TICUXOJIOTiYHi po6/IeMy i TCUXidHe 370pOB’s
Ta MMUCTELTBO HOCTYIHUMU METOJAMM, IO €
HVHI aKTya/JbHNM.

BucHoBku. Pesynbratu mocnmipkeHHA MifTBEp-
JDKYIOTb, 110 TpadivHmil Au3aiiH APyKOBaHMX BU-
JaHb Ta IMIOCTpaliil AK IHCTPYMEHT apTTepamii
MOYKe MaTyl 3HaYHMII TIO3UTUBHMI BIUIB Ha IICK-
Xi4He 37J0pOB’Sl HaceNleHHs B Mepiof BilfHM yepes
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Bidya/ibHe BpaKeHH:A Ta cHpUitHATTA. Lle MoxHa
IIOMITUTH B KOJIbOPaX, popMax Ta 300paskeHb Ipy-
pomy i CHOKiiiHMX imocTpanin. He meHm Baxm-
BUM aCIIEKTOM € COLlia/IbHa B3a€MOJis TBOPYOCTI
Ta CaMOBMP)XeHHA. BOHUM Hafjal0Tb MOX/IMBICTb
KO)KHOMY BMCTIOBUTM CBOK iH[VBilya/JbHICTh Ta
YHIKa/IbHICTh, @ TAKOX BIJHOBUTYU IIOLIKO[KEH-
Hi comianpHi 38’a3ku. OfHAK HUHI € HETOCTATHS
KIi/IbKICTb METOJVK, 3aBJAKI AKUM peani3oByBaTH-

BUJJaHb Ta IMIOCTpaliill Mae Pi3SHOMAHITHI Tepare-
BTUYHI J1 TBOpYi nepeBarnu. HesanexxHo Bif Toro, 4n
BMKOPUCTOBYIOTbCA BOHM B TE€PANeBTUYHMUX YMO-
Bax a00 fAK IHCTPYMEHT [yl CTBOPEHHS Bi3ya/lbHO
NpUBAOIVBYX IMIOCTPaILill Ta APYKOBAHNX BUJIAHb,
I1i METOAM MOXYTb JOIOMOITH JIIOAAM NEpPefaT Ta
IOKPAIVTY CBiil eMOLII/IHMIT CTaH B YHIKa/JIbHUIA i
TIOTYKHWIA CTIOC6.

Y crarTi peanisoBaHO NOPIBHANBHMII aHANi3

KynbTypa Ykpainu, sunyck 82, 2023

edekTUBHOCT] 3aco6iB i30Tepamil y crony4eHHi 3
MeTofamy Heriporpadiky. 3amponoHOBaHO MifXif
no edeKTMBHOI peasizallii aHTUCTPECOBOIO IIO-
TeHIlia/ly U3aiiHy BUJAHHA Ta IIOCTpaLil AK 3a-
co0y apTTepaneBTIYHOIO BIUIMBY HA IIOKPAIeHHs
IICYXIYHOTO Ta €MOLIIIHOrO CTaHy KaTeropiil Ha-
CETIEHHd, W0 MOCTPAX/aMM BHACIIOK BOEHHOTO
koHmikTy. [ToxasaHo, mo eeKTUBHICTb BIIMBY
rpagivHOrO AM3aliHy Ha peabinmiTallilo HaceneHHS
3a/IeXNUTD BiJj FapMOHi3allii HapaTUBY [{M3ailH-TBO-
piB i3 MeTogamu Heltporpadiku, y pesynbrati 4oro
rpadiuHi clokeTn HabyBawTh OINMBII JIiEBOTO eMo-
LI1iTHOTO MIOTEHL[iaTy.

MYTbCS IIPOEKTU TAKOTO BY3HKOIO CIPAMYBAHHA.
BuxopyucraHHA ecTeTMYHO MpUBAOMMBUX Ta €MO-
LIITHO 3apAPKEHVX 1IICTpaLiiil Cipuse CTUMYIA-
11i1 TBOPYOCTi, CAMOBUPAXKEHHIO Ta PO3CTA0/IEHHIO,
10 IOIIOMArae 3araJIbHOMY IOKPAIEHHIO HACTPOKO
Ta CAaMOIIOYYTTA HaceNeHHA. JJOCTiKeHHA cripuse
3POCTaHHIO BUKOPVCTAHHA apTTepaeBTUYHMX Me-
TOJIVIK, SIKi TIOB’sI3aHi 3 IN3aifHOM Ta {ocTpariamu
IPYKOBAaHNUX BUJIaHb B YMOBAaX KOH(QIIKTY Ta Impo-
NIOHY€ NPAKTUYHI peKOMEeHJALI /I [u3aliHepiB i
TepaIeBTiB, AKi Npalol0Th y Lill ramysi. Bukopu-
CTaHHA XYIOXXHIX METOJIB Y AM3ailHi IPYKOBaHUX
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L. O. IIpasuno. Bubip >xanpis ta ¢popm aymioBisy-
QTBHOTO MUCTeNTBa WA ¢iKcamii Ta XyT0KHBOTO Ie-
PEOCMIUCIIEHHA TeM BOEHHOTO 4acy

JlocmipkeHO penpeseHTallilo BOEHHOI TeMaTUKM B
Kinemarorpadi, Bubip ayniosisyanbHux ¢Gopm Ta xaH-
piB 1A Ti POSKPUTTA, MPOAHANI30BaHO BIUIMB BillHM
Ha PO3BUTOK MICTELTBA B iCTOPUYHOMY KOHTEKCTI.
3nificHeHO Ccrpoby cucTeMaTH3allil TeMaTUYHuX 6710-
KiB, AIKi MOXYTb OyTM BMKOPUCTaHI KIHOMUTIIIMMU IS
CTBOPEHHA ay/i0Bi3ya/bHMX TBOPIB IIPO MOAIi cydacHoi
BiltHN B YKpaiHi. PosrianyTo mpobremy Bu6opy KiHe-
Marorpadgivanx QopM, AKi BMOXIMBIIONTD 3adikcy-
BaTM [AM ATh IOJO IIOAiN BiffHM Ta eMOLITHMIT CTaH
il y4aCHMKIB, a TaKOX HaOMMSUTH I7IAfa4a 10 IXHBOTO
JIOCBifY, 1110 J03BOJLSIE B4y Ty Ha COOi HALIPY)KEHHS Bix
yciX TparivHyX Togiit. 3aificHeHo aHani3 BigMiHHOCTeNT
y IiX0ax O OCMUC/IEHHs BOEHHOI TeMaTUKI B MIUCTe-
LTBI 3a/I)KHO Bifl YaCOBOI AUCTAHLII MK aBTOpaMy Ta
HOJiAMIU. BMKOpUCTaHO pe3ynbTaTy MONepefHix fOCTi-
JPKeHb CTOCOBHO TEPMiHY «IIOCTIIaM SITh» 1 POSI/IAHYTO,
SIK caMe Lieli TepMiH MOKHa 3aCTOCOBYBATH A7 popMy-
BaHHA CY4aCHOI KIHOMOBM YKPAIHChKIX PEXICEPIB.

KrrouoBi cnoBa: izpose ma Heiepose Kito, 8itina, nocm-
nam’simo, ginom-nopmperm, 00Kyopama.

I. Pravylo. The selection of genres and forms
in audiovisual art for the recording and artistic
reinterpretation of wartime themes

The article studies the representation of war-related
themes in cinematography, the selection of audiovisual
forms and genres for their expression, and analyzes the
influence of war on the development of art in historical
and contemporary contexts. An attempt is made to
systematize thematic components that filmmakers can
use to create audiovisual works about contemporary war
events in Ukraine.

The purpose of the article is to explore the issue
of choosing cinematic forms that allow for emotional
proximity of the audience to the experience of traumatic
wartime events. Additionally, it involves an analysis of the

differences in approaches to handling war-related themes
in art depending on the temporal distance between
the creators and the events. The study draws upon the
findings of previous research related to the concept of
“postmemory” and examines how this concept can be
applied to the development of contemporary cinema by
Ukrainian directors.

The methodology of the research is conducted
through a system-oriented analysis and comparison of
various forms and genres of screen arts, each of which
possesses distinct means of expression for exploring
central topics (narrative and documentary cinema, short
and feature films, portrait films, and docudramas).

The scientific novelty of the study lies in the attempt
to apply international experience in analyzing the
representation of traumatic wartime experiences in
works of art, with the aim of projecting the application of
these practices in the Ukrainian artistic context.

The results. The depiction of war themes in art serves
as a significant tool for preserving and transmitting
traumatic emotional memories across generations.
It is precisely the experience of wartime events that
becomes pivotal in shaping the national identity, both at
the collective and individual levels. In this context, the
director’s task is to find the most suitable cinematic form
to reveal specific stories. Despite the prevailing opinion
in the professional Ukrainian film community and
society regarding the inappropriateness of producing
fictional films about the contemporary war in Ukraine,
research demonstrates that the traumatic experience
undergone by Ukrainians today requires documentation,
representation, and artistic reinterpretation in close
proximity to the ongoing events.

The scientific novelty of the research lies in
the analysis of the application of the concept of
“postmemory” and the exploration of ways in which
this concept can be used to shape the contemporary
cinematic language of Ukrainian directors. Additionally,
the article outlines several thematic areas within which

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.



modern cinematographers can seek specific stories and
characters for their future works.

The practical significance. Various formats and
genres of screen media can be applied for this purpose,
including short and feature films, documentaries, and
fictional films, as well as works in such genres like
portraiture, sketches, and docudramas. The research
emphasizes the appropriateness of creating and
comparatively analyzing diverse artistic forms dedicated
to the theme of war in literature, cinematography, visual
arts, music, and more. Regardless of the chosen thematic
dimensions in which an author works, it is crucial to
remember the power of personal stories and experiences
that can provide an understanding of the enormous scale
of wartime tragedy.

Keywords: narrative and documentary cinema, war,
postmemory, portrait film, docudrama.

IlocraHoBKa mpo6nmemu. Y 1iit cTarTi 30cepe-
JPKEHO yBary HaBKOJIO poOeMu BUOOPY >KaHPIB i
¢dopm B aymioBisya/bHOMY MUCTENTBI LA (ikcaril
Ta Xy[O)KHbOTO IIEPEOCMMCIEHHS TeM BOEHHOTO
gacy. [Ipo6nema nos’s3ana 3 ¢ikcarier mam Ati
B Cy4aCHOMY KOHTEKCTi IIOfIili, 10 HaJBaXK/IMBO,
OCKIIbKM 3 IUIMHOM 4Yacy 3'SIBIATUMETbCS Aefai
Oinpiie iHTEpIIpeTaliit Ta CIPO6 OCMUCTIUTH iCTO-
PWYHI IOZIIT 32 JOIIOMOTOI0 Pi3HUX XYOKHIX 3aC0-
60iB. Bix BuOOpY >KaHPY 3a/IeXUTb XPOHOMETpPaxk
KY/IBTYPHOTO TIPOAYKTY (Bifj KiTbKaXBVIMHHOTO
ay/lioBi3ya/IbHOTO IOBIOMJIEHHA 10 IIOBHOIO Me-
Tpy), WO [O3BOJAE INUOIIE POSKPUTH KOHTEKCT
i BUCBIT/IMTU MacmiTab TpariyHUX MOAil Ta JHOf-
cpkoro 6omo. YKaupy aypioBisyanbHux TBOpiB Ha
TeMY CY4acHOI pOCiiiCbKO-YKPalHChKOI BilfHM, fAKi
JIOMIHYIOTb:

1. KopoTKoMeTpaXkHi Ta MOBHOMETPaXKHi Tere-
Bi3iitHi a00 OHMalH-pinTbMK, BUKOHAHI Y dopMari
¢inbMiB-OPTpPETIB Ha OCHOBi iHTEpPB'I0 3 T'O/OB-
HIUM TepOEM (TOZIOBHUMM TeposMN). 3ayBaXKNMO,
AK BOX/IMBO CTBOPUTH NOPTPETH I'E€POiB, KOTPIUX 3
HaMI BXK€ HeMae, AKi 3aBepIINMIN CBOE 3EMHE IIa-
JIOMHULITBO, 3aXUILAK0YN PifHY 3EMIIIO.

2. TlonynapHuM KOHTEHTOM HMHI € 0cobuCcTHit
apxiBHMI1 Matepian (Bifeo 3 TenedoHiB, eKIIH-KaMep
GoPro, IpoHiB), @ 6IIBIIICTD CYYaCHUX TeMaTUYHMIX
¢inbMiB CTBOpeHO B IVIOMVHI HeirpoBoro KiHo. Y
IIbOMY JJOCTKEHHI Ba)X/IMBO PO3KPUTH TeEMY, IO
001/1Ba TiIXONY MAIOTh L{IHHICTD, OCKIZIBKY irpOBHit
¢dopmar Moxke BiITBOPNUTY APaMaTIYHi aCIEKTH II0-
J1ifi, CTBOpUBILN eMOLLiitHO-MeTadopidHi 06pasn Ta
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CUMBOJIY, BOJHOYAC HeirpoBe KiHO Hafja€ MOXK/IM-
BiCTb IiKCYBaTU peasybHiCTb i 00’€KTUBHO 301paTy
MacuB iHdOpMalLii 1070 iCTOPMYHMX MO

3. loxyznpama. JKaHp, AKuil HaneXuThb 10 irpo-
BOTO KiHO, ajlle BUKOPVCTOBYE 3aC00M BMpPaXKayb-
HOCTi JJOKyMEHTA/IbHOTO 200 HAYKOBO-TIONY/IAPHO-
ro ¢inpmy. CaMe et XaHp € JOBOJI HOMYIAPHIM
1A penpe3enHTaltii BOEHHOI TEMAaTUKI Y CBITOBOMY
KiHeMaTorpagi. 3a [OIOMOTrOK TEepMiHy «IIOCT-
TIaM ATb» HOCIIPKYEThCA HPOLeC NepejaHH:A TPaB-
MATUYHOTO BOEHHOIO MOCBiy MK IOKOMiHHAMMI
qepes NpuU3My KiHOMUCTELTBA.

AxTyanbHicTh TeMu. Y JOCTIfKeHHi 30cepefke-
HO yBary Ha TOMY, 1110 TpaBMaTUYHUIL JOCBIT, Yepes
AKUI TIPOXOAATD YKpaiHLi HuHi, motpebye ¢ikca-
1il, penpeseHTalil Ta XyJ0XXHbOTO IIePEOCMUCTIEH-
Hs B Ge3mocepenHiit 6/1M3bKOCTI 10 MO, SIKi MU
NPOXUBAEMO. [I14 [IbOTO MOXYTb CIYTYBaT! Pi3-
HOMaHITHi opMary Ta >KaHPM €KpPaHHOTO BIUJIO-
BUIL[A: KOPOTKOMETPAXKHI /1 IOBHOMETPAXKH] CTpid-
K1, JOKYMEHTA/IbHi Ta irpoBi ¢inmbMu, KapTHHU B
)aHpax inpMiB-opTpeTiB, HApKUCIB i TOKYEpam.
Bax/mBo mam’ATaTy PO CUTY BIVIMBY OCOOMCTIX
icTopiit Ta IepeXXnBaHb, AKi 3[jaTHI HaJATI YAB/IEH-
HA TIPO KOJIOCA/IbHMIT MAacIITab BOEHHOI Tparepil.
3aKOpAOHHMII IMAflad 3aBAAKM ayHioBi3ya/lbHOMY
MUCTELTBY MA€ i MaT¥Me MOXIUBICTb BiKpUTHI
st cebe ippalioHanbHNIT YMHHNK peakiil yKpaiH-
11iB Ha IO/l BI/{HN, IXHIO CTI/IKICTb Ta MY>XHICTb y
60poTBOi 3 arpecopoMm.

AHami3 ocTaHHIX focTimKeHsp i myoOmikanii. B
ICTOpMYHOMY KOHTEKCTi TeMa BiilHM Y CBITOBOMY
KiHeMaTorpadi € IpefMeToM 6araTbox JOCTi/KeHb.
Ha pisnux eTamax BUBYEHHSA HAYKOBY JYMKY ILOZ0
11iei TeMu 6Y/I0 CIIPAMOBAHO Ha MPOLieC BIUINBY BO-
€HHVIX IIOJIill Ha PO3BUTOK HOBUX (opM KiHOfpa-
MaTyprii Ta IUIAXIB il pelrpeseHTallii Ha eKpaHi. 3a-
3HAYMMO, 10 Lii TPOLIECH 3a3BUYAlL JOCTIIKYIOTD Y
KOMII/IEKCHOMY aHajIi3i iCTOPUYHIX BUK/IMKIB Pi3-
HUX eIoX 1 /MiTepaTypHUX MOLIYKIiB penpeseHTallii
TPariYHNX BOEHHUX MOl

Y xumsi «Benmmka BiifHa B jtiTeparypi Ta KiHO
nocrnam Ati» B pepakuii Maprina JIpomHirra Ta
Mapyxenn CoxonoBcbkoi-Ilapuur 3i6pano 27 opu-
riHa/IBHMX CTaTell mpo 300pakeHHs mopiit [lepuroi
CBiTOBOI BilfH) B pisHUX OpMax Mejia, BK/IIOYHO
3 XY[0XXHbOI IIPO30X0, APAMOI0, KiHO, TOKYPaMO0
Ta KOMiKcamy, 3 1960-X pp. i 10 CbOrOfHi.
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CaM TepMiH «IIOCTIIAM ATH» BUBOJUTD § CBOE-
My gocnimpkenHi «[lokomHHA mocTmamATi» ame-
puKaHCcbKa jocmigauua Mapianna lipm. Hayko-
BUILA BUKOPYUCTOBYE IleJi TepMiH I O3HAYEHHA
IpolLieCy IepefaHHA TPaBMATUYHOIO JOCBIY MiX
IIOKOJIIHHAMM: «3BiCHO, MU He MOXeMo Martu 0y-
KBa/IbHMX “CIIOrajiiB” NP0 JIOCBif iHIINX, i, 6esy-
MOBHO, XUTTEBI CIIOTafy OfHiel 0cOOM HE MOXKYTh
OyTu meperBopeHi Ha crioraay iHmol. [TocTmam’saTh
He ifeHTMYHa IaM ATi: BOHA € “IocT’, aje, B TOil
e 9ac, A CTBEPKYIO, 1[0 BOHA HAOMIDKAETBCA [0
IaM'ATi y CBOEMY eMOI[iifHOMY BIIIMBi Ta NCHXid-
Hux Hacmigkax» (Hirsch, 2012, p. 8). Came weit ac-
IIeKT — IepefaHHsA MaM ATi, BUCTYIIAE KITIOYOBUM
I pO3yMiHHA QYHKIIM, SKi MUCTEITBO, 30KpeMa
KiHeMaTorpag, Moxke BUKOHYBATYM KOMM JfieThCA
1po 30epeXeHHA Ta MepPeOCMICIIeHHS KONEeKTVB-
HJX TPaBM.

Y possipui «B'erHamcbKa BiitHa B icTopii, niTe-
parypi Ta kino» Mapk Teitnop ananisye pisHi Me-
TOZM Ta TiIXO/M J10 TIpeCcTaBIeHHs B’ eTHaMCbhKoi
BilfHM B aMePUKAHCBKIN KY/IbTYPi, aHa/Ii3yI0uM B3a-
€MOBIIIMB iCTOPII, MiTEpaTypy Ta KiHO.

Y crarri «KinoBepcii pocilicbKo-yKpaiHChKOI
BiiiHu Ha [loHOaci» B KOMEKTUBHiI MOHOrpadil
«Enepria BigpomKeHHA. YKpaiHcbKe KiHO 2014-
2020» Jlapuca bproxosenpKa JieTalbHO JOCTIIXKYe
BYICBIT/IEHHA IOJ1M CYYacHOI BiifHI B irpOBMX I10B-
HometpaxHyx dinpmax A. Ceitabnaesa («Kibop-
n»), 3. byanze («IlosuBumit “banpepac”™», «Matu
Anocronis»), 1. Tumuenka («ImoBaitcbk 2014»):
«YKpaiHISIM JI0BeTOCsI OOPOHUTHU CBOKO 3eMJII0 3i
30po€r0 y pyKax — i MM MOXXeMO IMIIATICH, IO
KiHeMaTorpaicT He 3aIUIIWINCh OCTOPOHBY
(BproxoBerbka, 2022, c. 18).

Heirpose BO€HHE KiHO CTano IpegMETOM [O-
cmimxenns Jliogpvumn [lipxyitmyxu B crarti «O6-
pas “mpyra / Bopora” B Cy4acHill yKpaiHCbKill Bo-
€HHiil mokyMeHTamicTuL»: «/XepenbHow 623010
IOCTIPKEHHS cTam (QiIbMU PeXMCepPChbKOl Ipymu
BABIMJIOH’13. OcHOBHY yBary 3ocepelmxeHO Ha
aHanisi “cBoro / 4yxoro’, “mpyra / Bopora” B ce-
pemoBuIli BilfCBKOBOCIYXXOOBIIiB, CXapaKTepyu3o-
BAaHO Iepece/eHIliB i BOJIOHTEPIB fAK HeBiJf EMHIX
yYacHUKIB OOVOBMX Jiiif, 3’sICOBAHO PONb Bi3yailb-
HUX 06pasiB i kyile y popmyBaHHi 06pasy BijtHI»
(Ilinkyiimyxa, 2018, c. 633).

ITig yac JoOCTifKeHHA IPOAHATI30BAHO OCTAHHI
posBigku Ta my6mikanii ykpaiHChKMX HayKOBIIB.
JKanposi MeTamMopdo3u B KOHTeKCTi Aii mpyuHIm-
Iy HENOKa/JbHOCTI B NPAKTUI{ Ta Teopil MucTe-
urBa (Ha MaTepiani ay/iOBi3ya/JbHOTO MMCTEITBA)
pocmimkysamt 3. AndbopoBa Ta A. Andbopos
(Andpopos & Andpoposa, 2018, c. 352-359). Oco-
OmuBoCTi pearmisarii iHOTEHMeHTy B yKpaiH-
CbKIll Te/eBi3iiHiN JOKYMEHTaMCTHUII Ha IIPUKIai
foxyzpamu posranyTo B crarti K. Yoproi (Hop-
Ha, 2020, c. 233-243). B. byraitoBa omparjoBaa
YKPaiHCBKMII CYIPOTUB POCIMIChKill arpecii B KOH-
TekcTi «pexxucypn aii» (Bbyraitoa, 2022, c. 87-93).
0. KocauoBa y cBOIX CTaTTAX 30Cepeu/a yBary Ha
€BOJIIONI BYpaXKa/lbHMX 3aC00iB Y BOEHHNX Qinb-
max CIIIA ta meramop¢osi BUCBiT/IeHHA icTOpUY-
HUX I aKTya/IbHUX TIpo6/eM B irpOBOMY Ta JOKY-
MeHTambHOMY KiHO (Kocawosa, 2020; 2021; 2023,
c. 46-59). O. MycieHko mpoaHasi3yBana HOBIiTHi
ay[ioBidya/lbHi iHCTPYMEHTI penpeseHTalil yKpa-
THCHKOI iIEHTMYHOCTI Ha BiJeOXOCTVHIAX B YMOBAX
POCIiICbKO-YKPaIHChKOI BiilHM, [ie 3BepTa€ yBary Ha
«BIJICOXOCTHT K HOBITHIO ay/[i0Bi3ya/IbHy KaHPO-
popmy» (Mycienko, 2022, c. 30-37).

Merta crarTi — gocniguty Bubip xanpis i popm
ay#ioBisyabHOrO MMCTeNTBA Iif 4ac ¢ikcamii Ta
XYJ0XXHbOTO NIEPEOCMICTIEHHS TeM BOEHHOTO Yacy,
30CepepKyIoYl yBary Ha TePMiHaxX «IOKyZpaMmar,
«inmBM-TIOPTPET», «IIOCTIAM ATb» Ta BifMiHHO-
CTAX MIX irpOBUM 1 HEIrPOBMM KiHO.

Buxmag ocHoBHOro Marepiany JOCTi)KeHHH.
Hait6inbmi icTopiyHi BUK/IMKY, TOTPACIHHS, TIOJ-
CbKi Tparepil, Cipu4MHeHi BiiHaMM, 3aBXKIM CYTTeE-
BO BIUIMBA/IM Ha PO3BUTOK CBITOBOrO MMCTELTBA.
Tema BiiiHy, 1i Tparismy Ta repoismy HabyBae Bifio-
OpakeHHS Y TBOpAaX MIUCTELTBA, CTBOPIOIOYN IIiH-
HMIT apXiB KYIbTYPHOI CIIAJLIVHY TIOACTBA.

[ToBHOMacuITabHa BiitHa B YKpaiHi rocTpo Io-
pyllye INUTaHHA HAlliOHAJbHOI IIEHTUYHOCTI fAK
OFIHOTO 3 KTIOUOBMX (AKTOPiB IA CaMO3aXMUCTY
Ta caMo30epeXXeHHs YKpaiHIiB, fAK MONITUYHOI
Hanii i 1i cy6’exTHOCTL. Ha »anb, TpuBammit dac
YKPAIHCbKMIT KYIBTYPHUI IIPOAYKT CIIPUIIMA/IN
yepes pOCICbKY «ONTUKy». IImTaHHA IiHHOCTEN
Ta CaMOYCBiJOM/JIEHHA B ICTOPMYHOMY KOHTEKCTi
CTa/IM HEBiJf EMHOI0 YaCTMHOW TBOPYNMX IOIIYKiB
Cy4acHMX YKPaiHCBKMX MUTIIB. Y 1€l BU3HA4a/lb-
HUJI TIepiof, CTAHOB/IEHHA HaWil TBOPYMII IifXify



3;aTeH BipedieKCyBaTy, 3aJOKYMEHTYBATH, Bifl-
JI3€PKaIUTY T4, 3PELITO0, II0YaTH NePeOCMIUCTIEH-
HA HaTpariYHilMX CTOPIHOK icTopii, 30Kpema it
CbOrofieHHA (Ta 1 caMi y4acHMKM IOl iHakme
CIIpUIIMATYIMYTh CBOI €MOlil, BiJI3Ha4YaX4u CBOI
MY>KHICTb 4V HaIBHICTD).

BiitHa € mposABOM HaliBUIIOi paMaTyprii — 3Bu-
yajfHa NIOJMHA IOTPAIISAE B He3BUYaltHI 00CTaBu-
HI, a JIIOICbKA 0/ 3a3Ha€ BUIIPOOYBAaHb MK XKIT-
TAM i CMepTIO, Ha/Ii€l0 Ta po3nayeM, CTabKOAYXicTI0
i repoismom. ToMy IiIKOM CTyIIHO, 110 IPOSBIEH-
Hf TeM BiilHU TepenyciM BiZOOpaaeTbcs B iTe-
parypuiit gopmi. IlosBa pisHOMaHITHUX >XaHpPO-
BUX IyOMiKaLill y miTeparypi, )XypHamcTuui, KiHo
cripus€e KOMYHiKamii 3i CBITOM i IIOPOJKy€e HOBI
CMMCTIN. 32 CUCTEMOIO «IepeTBopeHH:» Jlecsa Kyp-
0aca, YKpaiHCbKOTO peXucepa, TeOpeTIKa, 3aCHO-
BHMKA €KCIIepMMEHTa/NbHOro Tearpy «bepesinby,
iCHye Ki/bKa eTaIliB IepeTBOPEHHA XXUTTEBOI pe-
a7IbHOCTI B MucCTenbKe Buposuie. [lepimmit erar,
3TiIHO 3 METOZIMKOIO, BilIIOBI/IA€ 3a IIEPETBOPEHHA
XUTTEBOTO (DaKTy B JIiTeparypHy dopMmy, fAKa Ii-
3Hillle MOXXe CTaTV OCHOBOIO /I BYCTaBY 4 (i/lb-
My. Y>Ke Ha IJbOMY eTalli K/II0YOBOI0 € POIb MUTIA,
AKNI 3 IO/ BENMKOI Ki/IbKOCTI TTOfIiNl Ta IEePexXu-
BaHb 37laTeH BUOpary Ti, fAKi IMi3HilIe MOXYTb 3a-
YeINTH, a OTKe, i 00 egHaTy iHmMX: « MuTels Toil,
10 Y BiJYyBaHHI TBOPYOMY CU/IbHILINIL Bifj iCHYIO-
4X KaTeropiit. MucrenTBo — Iie Ta IUIOLIA, HA KO-
Tpili BepIINTbCA 00’ €fHAHHSA BCIX HAC: TOBOPATD IO
cebe MIoIChKi IIMOMHY, IijicHe Hale ‘S’ 6e3Buma-
KOBICTb i PI3HODIHICTb iHAMBiZyaNTbHOCTEN JKUT-
TpoBUX» (Kypbac, 1921 / Jlabincbkuii, 1988, c. 38).

binbmicTp aypioBisyanbHMX TBOPIB Ha TeMY Cy-
YacHOI YKpaiHCbKOI BiifHM CTBOPIOKOTbCA B IIIO-
I[VHI HeirpoBOro KiHO. BuHMKae 3HaYHA Ki/IbKiCTh
KOPOTKOMETPAXKHMX i IOBHOMETPa’KHVX TETIEBi3ili-
HUX 200 OHJTaiTH-(DiNbMiB, AKi BUKOHAHI IepeBaX-
HO B XaHpi ¢inbmiB-nopTperiB. OCHOBOWO TaKMX
CTPi4OK € iHTEPB'I0 3 TOTIOBHVIM T'ePOEM (TeposMI),
a TAaKOXX 0COOVCTIII apXiBHIIT MaTepian (Bifeo 3 Te-
nedoHiBs, exiH-kamep GoPro, ApoHiB).

Hanpuknap, «Cycninbhe Yepnirip» (Qimia AT
«HCTY») crBopum TpucepiiiHMil HOKYMEHTasIb-
Huit QinmbM «burtsa 3a YepHiris», repoamu SKoro
CTamy nmine BiiicbKoBi. «lle mormam Ha mofii mro-
Toro-6epesHsa 2022 poky AK mpodecifiHNX BOiHIB,
TaK 1 JOOPOBOJBIIB, K CON/ATiB-HOBOOpAHIIiB,
TaK i TeHepasiB Ta MONKOBHUKIB. Ha 1eit MoMmeHT,
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1le HaitbipII moBHA icTopis o6oporn YepHirosa,
3HATA 3a CIIOTafjaMy 6e3MocepeaHixX YYacHNKIB TUX
nopiit» (Cycminbre YepHiris, 2022).

[Toni6Hwit popmar 3ycTpidaeMo B JOKYMEHTaIb-
Homy crerpoexti “Ukrainer” («Iligpospinu nepe-
Moru»; Hanp. « ‘Obepexxno! XKurra tpusae” [31oM.
Pik micrns 3BinbHeHHA» ), fokdinbMax youtube-1po-
exTy «Xami» (go mpuxmagy «XepconmuHa: Ilap-
TU3AHCBKUI PYX, KaTiBHi, IIOTPO3N Ta 3pajHUKI»).
®opmar ocobucTux Bpakawuux icTopiit crocte-
piraeMo Ha youtube-kanamax: Pressing, Byrycos
[Tmoc, CRAF Media romo. Odininanit xkanan Cun
crerianpHyx omepanuiit 36poitaux Cun Ykpainu
TIPOTIOHYE JI0 MeperiAfy HemepeciuHi iHTepB’1o Ta,
30KpeMa, JoKyMeHTaIbHuit BinbM «DopTera» mpo
po6ory CCO B BaxmyTi. Yce 1je cBifunTh Ipo axTy-
Q/IbHICTb JOKYMeHTamCTUKY — (hikcalist peasbHNIX
repoiB Ta IXHIX HE3BMYAMHUX ICTOPiil 3HAXOAUTD
BiJITOJIOCOK cepeft ayAuTOPil.

CTrocoBHO >XaHpY irpoBOro KiHO, TO iCHye yMKa
(MOX/VBO, BOHA HABiTb NepeBaXkae), 110 CTBOPEH-
H1 irpoBux (inbMiB € He Ha Yaci y 3B’ 13Ky 3 MajIOK0
YacoOBOI0 [MCTaHIiero fo mopii. Ile HiOu BHEMOX-
MUBIIOE TTMOVHHE MIUCTEIbKe IPOYMTAHHS, 3Ba-
KAX0uyl Ha HEJIOCTATHIO IIEPCIIEKTUBY, Ta OPOJKYE
PU3JIK, 110 aBTOPY MOXXYTb He BUKOHAT! 3aBJaHH,
sKe Iepefae CIPaBKHICTb TPariYHoro Macmrady
Tiel 4y iHmoi icropii. Takox y cycminbcTsi icHye
TIepecTopora, 1o irposi GinbMy MOXYTb MaTH J0-
JATKOBMII TPaBMATMYHMII BIUIMB Ha I/AJAYiB, AKi
Oy Ge3nocepeHiMM YIaCHMKaMY O

OpHak CTOCOBHO IIbOTO TPYBAE AMCKYCif, fAKa €
HaJI3BMYAITHO aKTYa/lbHOI, a/pke B MailbyTHbOMY
BJHUKATVMe Jiefiali Oinblne pisHOMAHITHUX TIIy-
MayeHb IIOfIiil MUHYIOrO 4epes3 IPU3MY XYAOXKHIX
3aco0iB 1 popm. Tomy 3adinbmyBaTy BaxuBi Ta
00mI04i acmeKTV CY4acHOCTi BaX/IMBO caMme 3a-
pas, OCKUIbKM HMHIIIHI CBiJYEHHA I BpPOXEHHA €
BJ3HAYQJIbHUMM A7 (OPMYBaHHA HAIiOHAbHOI
maM AT, a 1ie € ONHMM i3 HallBOX/IMBIIINX 3aBJAHDb
MICTenTBa. BaxmiBo 3ayBaxxuty, mo gpopmu irpo-
BOTO Ta HEIrpoBOrO KiHO HE B3a€EMOBMK/IIOYAIOTh
OffHA OfIHY, a CKOpillle B3a€MOJOIIOBHIOITD. Irpo-
BIIT OpMAT MOXKe BKa3aTy Ha JpaMaTI4Hi acIek-
TU TIOZ{i1 32 JOTIOMOTOI0 eMOLIiTHO-MeTaOpPUIHIX
00pasiB Ta CMBOJIB, a Heirpose KiHo ikcye mopii,
HacTpoi i1 icropuyHi daxTn.

Takoxx cmim 3a3HaYNMTH, IO YacoBa NUCTAHI[iS
MIX ITOiAMM i CTBOPEHHAM XY OXKHIX TBOPiB MOXe
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CIIPUATY HOBOMY Ta IMIMOIIOMY PO3YMiHHIO TIOfil,
a TaKOX JO3BONMUTU MUTLAM AMBUTHCH Ha HMX 3
iHmoro paxypcy, AKuil Hapasi cknagHO Iepenba-
gyrty. CydacHnit IOIAf, mo GopMyeThes y 3B’3-
KY 3i CTBOPEHHM irpoBUX i HeirpoBux ¢inbMiB, €
BX/IVBYM, OCKIIbKM BiH fomomarae 3adikcyBaTu
Cy4acHe eMOLiiiHe COPUITHATTSA Ta XYJOXKHIO iHTep-
npeTallilo, 3BaKalo4) Ha TeMAaTUYHe IPOKVBAHHA
«y MOMEHTI».

BopgHovac MOXHa TaKO)X IIPOTHO3YBAaTH IIOSBY
B HAilO/VDKYOMY MaltOyTHbOMY BEMKOI KiTbKOCTI
¢inbMiB y XKaHpi ZOKYApamu, KU HATEXUTb [0
irpoBoro KiHo, aje 3acTOCOBYe 3ac00M BMpPaXKasb-
HOCTI JJOKyMEHT/IbHOTO 200 HayKOBO-IIONY/IAPHO-
ro ¢inemy. Y crarri «Bemuka BiitHa i 6puTanchka
noxyapama: Comma, Miit xmomumk Jlxex i Bonte-
poBa BiliHa» B KHU3I «Benuka BiitHa B jiTepaTypi
ta KiHo moctmam ati» (“The Great War in Post-
Memory Literature and Film”), aBrop Maiixn Ile-
pic aHamisye 0cOOMMBOCTI BUKOPUCTAHHA >KaHPY
ma onosifi nopiit Ilepmoi cBiToBoi BiitHM: «Jlo-
KyfipaMa — irpoBa peKOHCTPYKI|ifl TOMIi/i MUHYIIO-
ro, iCHye IIPaKTUYHO CTiNbKY X, CKIZIbKM I KiHO...
[epuri kiHemaTorpadicTu 4acTo BifTBOpOBaIM ic-
TOPMYHI IOIil, 3aCTOCOBYIOYY IIOCTAHOBHI €lEMeH-
TH JIA1 BifTBOPEHHA CIOXKETY... IK IIOACHUB KpUTHK
Maitkn Aprnen, “moxyapama — ne ribpugHa Gpopma
[...] ckmagHa Ta pisHOMaHiTHa, i il eHepris Ta ¢o-
KYC 3MIiHIOKOTbCA Bifl BIATBOPEHHSA PeabHIUX IO
710 TUX, IO BUTaJaHi, ane 3adikcoBaHi AK HilicHi .
B Bpuranii gokyapama Brepure 6yma BUKOpUCTa-
Ha 1 posrnAfy peaniit Ileproi cBiToBoI BiitHM B
1920-x pp. pinbmoMm Bif KiHopexucepa [appi bpro-
ca Bymbga 3 British Instructional Films» (Paris,
2014, p. 16). Leit >xaHp 9acTO BUKOPYCTOBYIOTb J/IA
BUCBIT/IEHHA BOEHHOI TEMATVKM Y CBITOBIil iCTOPIL.

I1ip 9ac KOMIIapaTMBHOTO aHa/Ii3y Pi3HUX Ipalb
BCTaHOBJIEHO, 110 BVBYEHH: BIUIMBY BOEHHOTO
9acy Ha MMUCTELTBO POSIIANAETHCA JOCTIFHIKAMM
pi3HUX KpaiH y TICHOMY B3a€MO3B A3KY TPbOX KIIIO-
YOBMX aCIEKTIB: iCTOPpIl, IiTepaTypyu Ta KiHeMaTo-
rpagy.

Ho npuknany, Mapk Teitnop y possinui «B’er-
HaMCbKa BiJiHa B iCTOpii, miTepaTypi Ta KiHO» JOCTIi-
JDKYE criocobu pernpeseHTartii B’eTHaMcbkoi BiltHu
B aMePUKAHCDKiil KynbTypi. «CHHTe3 JOCTiIKeHHA
KiHO Ta JliTeparypy, sKe 30CEPEIKYEThCA Ha 0CO-
6ucToMy HOCBifi BiifHY, IPUHOCUTD Oinblre Odve-
BUIHOI KopucTi. 3ayBakeHHA Boppa [Dxacta, mo

“Koxen 4onoBik MaB cBOl0 B’eTHamcbky BiliHY,
CHIiJ, pO3yMiTM fIK HaraJyBaHHf, 10 KOXHa JIIO-
[MHA CIOPUIIMAE CBIT YHIKaJTbHUM YMHOM, aHDK fAK
TIOKa3 HEMOXX/TMBOCTI BCTAHOBJIEHHS SIKOICh IIifTic-
HOI mpaBy 1po BiftHy. [Torman Tx, “XT0 AMBUTD-
s 3 OMMHM Ta TUX, XTO Ha BepIIMHi maropba’,
III/1iICHO MOX€ JOIOMOITY POSIIMPUTH PO3YMiHHA
ckmagHoutis BiftHw» (Taylor, 2003, p. 149).

OmxXe, aBTOP HAro/loNIye Ha 3HAYYLIOCTi HEPO3-
PUBHOTO Ta KOMIIIEKCHOTO aHaJI3y pisHMX TBOPIB
MIICTELITBA, OCKIIbKY JINMIIIe TaKMI IifXim MOXKe J0-
TIOMOTTY PO3KPUTH IIMOOKUII 3MICT iCTOPUYHMX TO-
It i hikcanil emoniitHol TamM’ATi Ha PisHUX PiBHSAX.
PisHomawiTHI MucTenpki popMu BUKOPUCTOBYIOTD
IpUTaMaHHi caMe iM 3aco0M BUPaKaTbHOCTI, IO
1103BOJIA€ IM YHIKa/IbHO BiITBOpIoBaTH Ta (hiKcyBaTH
ocobucTi icTopii it mepeXxBaHHA Y4aCHNUKIB BiifHIL.
Kpim Toro, BifoOpa>keHHs TeM BiliCbKOBUX TIOfii ¥
Pi3HMX BMjaX MIUCTENTBA JONOMArae IMubire posy-
MiTi peaiil BiiHY Ta 1i BIUIMB Ha IPUPOLY TIOLVHI
30KpeMa Ta Ha CYCII/IbCTBO 3arajioM.

ABTOp [iMUTh BOCHPKEHHA Ha Taki TeMaTUYHi
pospinu, Ak «OnoBifb MpaBAMBYUX BOEHHMX icTO-
piit», «[epoi», «Kinemarorpadiuna icropis: Buma-
nok JIxona Kenneni», «3mounnmy», «Busnayni 6ur-
B>, «Berepanm». Ilocmyrosyrouncy npuHIMIOM
noziny, o 3anponoHoBanuit Mapkom Teitopom,
MV MOXXEMO CHCTEMAaTU3yBaTV TeMATVKV (BU3HA-
YUTY TeMATMYHi IVIOUIMHY), ¥ MEKaX SAKIX Cydac-
Hi yKpaiHCbKi KIHOMUTI MO>KYTb 3HaXOEUTH (YKe
3HAXOfIATh) KOHKpETHi icTopil, repoiB i Temn ms
cBoix TBOpiB. leit mofin Moxxe BKIOYaTH, ane He
00MEeXyBATICA TAKUMI KAaTETOpiAMMU, K «37104M-
Hn Pocii npotu nmBinbHOro Hacenenu:a», «IIICO
Ta KOHTpIponaraxja», «lepoi», «PiguHi IepoiB Ha
Muti», «[Jeoxkynanisa», «Icropii micT», «Busnauni
ouTBu», «Berepann», «Bomourtepu», «Peabimira-
Uis». BaxamBo 3asHaumTy, W0 i TEMATNYHi 6/10KK
MOXYTb Oy pO3LIMpPeHi Ta ajanToBaHi BiAIOBIz-
HO /10 KOHKPETHMX TBOPYMX TIOTPeO i 3aBIaHb.

[liHHOIO € JyMKa, IO B KOXXHOTO CBOSA BiliHa.
Bona akueHrye yBary Ha TOMY, IO HaJKpaluit
CIoci6 BigyTH i1 3p0O3yMiTH MacumTad 3arajbHIX
Topiil monArae y BigobpaxeHHi ocobuctux icto-
piit okpemmux Joro ydacHukiB. Uepes ocobucry
TIePCIeKTUBY Ta O KOHKPETHUX 0Cib MM MOKe-
MO CIIBYYBATH i CIiBIEpEXMBATU HA O1/1bII iHTH-
MHO-eMOIIiifHOMY piBHi, 6a3yo4ncb Ha 0cobucTo-
MY JI0CBifii a00 crioCTepeXkeHH.



Anacracis Kanisenp y 61103i «Kinosisis» posmo-
Bifae mpo poboTy Hag npoextoM “War Documen-
tary. Promo short” Big cryaii Right Time Studios
(pex. 1. IlpaBmno). MaiibyTHilt ¢inbM € Komek-
TUBHVM IIOPTPETOM YKpAIHLiB, AKi IPOXNBAIOTh
CHiNBHY JIpaMy BOEHHOTO BTOPTHEHHS, Hailbimb-
moro B €pporni 3 yacis [Ipyroi cBiToBoi Biitan. Ile
IVBIbHI i BiliCbKOBi: OYYaHCHKMII CBAIIEHNK AH-
npiit Tamasin, xymoxuuk Cepriit ByTanos i jioro
fpykuHa Harand, korpa mepexmaa OKymaliio,
Boziit Ta MexaHik BMII 36poitaux Cun Ykpainu
Biraniit Ta Cepriit. ABTOpY JOKyMEHTaIbHOTO IIPO-
€KTY «IIparHyTb He /uIIe 3adikcyBaTi, aje i Miuc-
TeL[bKY TIOfJATH JIOTO, AOAIYM PO CTHU/Ib i 3MICT:
TyT 6araTo e)eKTHMX Ka/ipiB, aje 1je He MOPOXKHA
KpacuBiCTb, a “TiepeopMaTyBaHHs PeanbHOCTI B
00pas, HaCH4eHHs JI0T0 JORATKOBUMM CMUCTTAMI.
CaMe TaK IpalLl0I0Th BepTHUKA/IbHI TAHOPAaMyBaHHA
IIOPYITHOBAHOTO OYAMHKY YUY BLI/IIOTO Xpamy, 110
CTal0Th CYMBOJIAMM) BiJNOBiHO 3HMILEHOTO MMp-
HOro XUTTA i 36epexxenoi Hazil» (Kaniserp, 2022).

[IpoananisyeMo TakoX HOKYMEHTAJIbHMI IIOB-
HOMETPaXHNIT QibM YKpaiHCbKOTO >KYpHAIiCTa,
pexucepa Mcrucnasa Yeprosa «20 gHiB y Mapiy-
107i», AKWII 3700YB Oe3/tid Haropoy Ha MiXKHApPOf-
HUX KiHOQecTuBamsAX Ta BUCYHYTHIT ¥ 2023 poui
AK NPETEH/EHT Bifl YKpainn Ha npeMito «Ockap» y
Kareropii «Halikpammit Mi>XHapOJHMIT ITOBHOMeE-
Tpaxuuit dpinbm» (Papio CBoboxa, 2023).

Ha MOMEHT HOBHOMAacITaOHOTO BTOPTHEHHS
pocii B YKpaiHy XypHamicT i pexucep Mcrucna
YepHoB 3 Komeroio mepebyBaB y Mapiymoni (sx
XypHamictu BupaHHA ‘Associated Press’). JKyp-
HAJIICTV TOYVHAIOTH (GiKCyBaTy MO, O cTpiMKO
posropTarTbca B MicTi. Y mepimi x aHi B Mapiynoni
IIOYVMHAIOTHCS MAaCOBaHi 00CTPiNy pi3HNX 00’ €KTIB.
[MTomeHHO MemiTHMKN HaMaraloTbCs 3HAWTU MOX-
MVBiCTh Hapgicmaty 3adikcoBaHi MaTepiami cBoiM
pefaKTopaMm, aje BXe 3a JOBOJIL KOPOTKMII Yac MO-
OibHMIT 3B’30K, BiANoBigHO IHTEpHET, hakTIYHO
3HUKAIOTh. [epOsAMY IXHIX HEBENUKIUX CIXKETiB “No
comments’, AKi Ti3HilIe IepeTBOPATHCA B €Mi30AN
(binbMy, CTAIOTh JKNUTeEJT MicTa: Ti, XTO HaMara€Tbcs
OfIpa3y eBaKyI0BaTICD; Ti, XTO IIYKa€ PiflHMX; MaTe-
pi 3 fiTbMy; TOpaHeHi Ta ikapi; 61itni ykpaiHCbKIX
HigposaimiB.

Crpiuky nogiiieHo Ha po3fim, AKi BiTIOBiAI0TH
3a KoxXeH 3 20 JHiB, IiJ 9ac AKUX aBTOPM 3HAXO-
IAThCA Ta BinbMyloTh y MicTi Mapiynons y mepiog

49

KIiHIIA TI0TOrO — movarky OepesHs 2022 p. Pazom 3
aBTOpaMI ITIAfAYi MalOTh 3MOTY CTEXXUTH 3a NOJifA-
MM Bijj IepLIMX JHIB BTOPTHEHHA POCii, 10 MOMEHTY
IIOBHOTO OTOYEHHA MicTa BOporoM. [Ipamarypriy-
HO CIIOCTEPEXXEHHA 3a TParefli€l0 OFGHOIO MiCTa I10-
€IHAHO 3aKaf[pOBUM aBTOPCHKVM TOJIOCOM PEXU-
cepa. «Ile 6omsaue guBuTHUCD. Le Mae 6y 6omntue
IVBUTUCH», — 3a3HAYA€ aBTOp 3a KajpoM. Kamepa
ikcye HajicTpalIHiII MOMEHTH OO0 Ta Iepexu-
BaHb TUX, XTO IIOTPAIVB Yy XOpHa BiitHu. HaitBax-
YUMM € CLeHN KapTUHU MPO CIpobm yiKapiB Bpsi-
TYBATU JUTAY XKUTTS, @ TAKOXK peakilis 6aTbKiB Ha
TIOBITOM/IEHH TIPO Te, IO Li 3yCU//IA BUABUINCH
MapHuUMH. «CBaHreniHa, 4 poku...; g, 16 pokis;
Ipuna...», — aBTOp 3HAMIOMMTD INIAfja4a 3 T€POAMUI
(irbMy — mocMepTHO.

«byno myxe 6araro emouiit. by cnposu. Byna
3mictb. byno cniBuyTTa. Byno 6arato samuranb: Sk
ponomorty? Yu ne mokaxyrp pocigun? Yu ne mo-
kaxyTb B Konrpeci CIIIA? ITlo moxxHa 3pobuty s
TOrO, 106 IBOro binblie He cTanmocsA? by ykpa-
iHI, AKI IPUXOAWIN 3 NIPANOPOM YKpaiHM i mpo-
CTO JAKYBA/IM 32 Te, 1[0 MY PO3Ka3a/u 10 iCTOPIIO.
Bynu mapiynosnbii, AKi Kasanm, 1o ixHi popndi pa-
30M i3 HAMJ B TOJI CAMMII [eHb Iin 6omOamu B-
6upamcs 3 Mapiynorns. Borun makamm it kasany,
o Lie TaK Omm3bko. I e tak 6omsade. Ane me Tak
HeoOxinHo mokasysatu» (YepHos, 2023).

TakuM urHOM 4epe3 BTpati Ta Oi/lb OKpeMUX ic-
TOpill Bif4yBa€eThCs MacITab TparidHux nopin. Yci
i JIOKyMEHTa/IbHi CIIOCTEPEXEHHA B €KPaHHOMY
npocTopi ¢inbMy crureTeHi 0co6MCTIMY PO3TyMa-
MM Ta CIIOTaJAMM peXIcepa Mpo 10ro XypHaIicT-
CbKy po0OTY B emiljeHTpi OypX/IMBUX TOfii OCTaH-
Hix 9 pokis: Pepomonia igHocTi, anekcia Kpumy,
TII0YaTOK BiitHM pocil mpotu Ykpainu y 2014 p.; a
TaKOX JJYMKaMy IIPO JIBOX JOHBOK, /A AKUX BiH
TparHe 3aMINTHI CNAJOK IOA0 aKTUBHOI y4acTi y
BM3BOJIBHIIT 60pOTHOi CBOET KpaiHM.

BucnoBkn. CTBOpeHHS ayJioBi3ya/lbHOTO IpoO-
IYKTY CK/IafjHO IEPEOLiHNTH, aJ)Ke BiH € iHCTpY-
MEHTOM BIUIMBY Ha PO3BUTOK CYCIIUIBHOI YMKH i
B HaIlll KpaiHi, i y cBiti. Bito6paxenHsa BoeHHOI
TeMaTVKJ B MUCTELITBI € BaXX/IMBUM iHCTPYMEHTOM
30epeXkeHHs Ta TepejaHHs TPAaBMATUYHOI eMOLIili-
HOI maM ATi MDK mokonmiHHAMY. CaMe TepeXXuTuil
JIOCBiJl BOEHHUX IOJiil CTae KIIOYOBYM Y IIpOIeCi
(dopMyBaHHA HAIIOHALHOI iIEHTUYHOCTI HAPORY
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Ta CTAHOB/ICHHA OKpeMoi 0cobucTocTi. Y mboMmy
IPOLEC] peXXMCcepChbKe 3aBJaHHA TOATAE B IIOLIY-
Ky Halikpamioi kinemarorpadiynoi popmm st pos-
KPUTTA KOHKPETHOI iCTOPII Cy4aCHUX BOEHHMX I10-
nin. Ilonpu Te, mo B yKpalHCBKOMY CYCIIIZIbCTBI Ta
B cepeoBuili npodeciliHoi KiHOCIiIbHOTH icHYe
IYMKa ITPO HeJOPEYHICTb CTBOPEHHS irpoBUX (ifb-
MiB Ha TeMy Cy4acHOI BiliHM B YKpaiHi, JOC/IiKEH-
HA JOBOAUTD, L0 TPaBMAaTUYHWII JIOCBif, 4Yepes
AKUI TIPOXOAATD YKpaiHLi HuHI, moTpebye ¢ikca-
1il, penpeseHTalil Ta XyJ0XXHbOTO I1ePEOCMIUCTIEH-
HA B Oe3mocepenHiil OM3bKOCTI 10 MOAIl, AKi MU
HNPOXUBAEMO. [l [[bOTO MOXYTb CIYTyBaT! Pis-
HOMaHIiTHi (popMaTy Ta )KaHPY eKPAaHHOTO BUJIOBYI-
1ja: KOPOTKOMETPaXKHi il IOBHOMETPAXKHI CTPIYKM,
IOKyMEHTa/IbHi, irpoBi (ibMy1, KapTHHM B )KaHpax
¢inbM-opTpeT, Hapuc i gokyapama. HesamexHo
Bijl BUOOPY TeMaTNYHVX IJIOLINH, Y AKUX MIPAIIOE
aBTOP TOTO YJ IHIIOTO TBOPY, B)K/MBO IIaM ATa-
TH TIPO CUJTY BIUIMBY OCOOMCTHX icTOpiif Ta mepe-
JKVIBaHb, AKI 3JaTHI HaJaTVl YABAEHHA IPO KOJO-
CaJIbHMIT MacmTab BoeHHOI Tparepil. 3adikcoBaHa

ay#ioBisyaJIbHUMM 3ac00amMy MaM SITh aIeNIoE JIo
MaifOyTHIX MOKOJiHb, a BifIIOBifaNbHICTD MUTIIB
mozio ikcanii icTopuYHNX MO € 04eBUIHOW —
Aty Ta iX Hamanky OygyTh iM BAsuHi. CTBOpeHHA
Pi3HOXXaHPOBOIO ay/i0Bi3ya/IbHOIO KY/IbTYPHOIO
IPOAYKTY 30i/IblIye OXOIUIEHHS IIAJALIKOI ay-
IUTOPIl, BUKOHYE IPENCTABHULBKY alBOKATUBHY
¢yHKIito 3apajy KOMyHiKanil ykpaiHIiB 3i cBiTOM.

[lepcriexTiBM TOFANBIINX JOCTI/PKEHD OJIATa-
I0Tb Y PO3LIMPEHHI MOUIYKY HaYKOBUX MaTepialis,
[0 CTOCYIOTbCA CBITOBOIO IOCBily OIpalll0BaH-
Hf TeMU BillHM B KiHemarorpadi B pisHMX KpaiHax
€sponu Ta cBity. Takox yBary Moxxe OyTn 3oce-
PEPKEHO Ha KOMIIApaTMBICTUYHOMY aHami3i pi3-
HUX MUCTeL[bKUX HOpPM, IIPUCBSYEHNX TeMi BiifHU
B jliTeparypi, KiHeMarorpadi, 06pasoTBopuOMY,
MYSMYHOMY MUICTELTBI Ta [OCHPKEHHI IXHbBOTO
pO3BUTKY it B3aeMoBIUIMBY. OKpeMoio Ipobnema-
THKOIO JIISI TIOJJa/IbILIOTO HOCTIIYKEeHHS € aHasli3 I10-
IynApu3alil BUBYEHHA TeMM BilfHY Ha Pi3HUX piB-
HAX y KIHOOCBITHbOMY IIpOLeCi YKpainm.
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M. A. Angvopos. «Iepoiunmii» KiHemartorpad y
MICTEITBO3HABYOMY AUCKYPCi: KoHIenTocdepa

Po3rnanyT0 0OCHOBHI TOHATTA i TEPMiHM, IKi BXOIATD
y KoHL[enTochepy AOCTIKEeHHS «TepOoiqHOro» KiHeMa-
Torpady sK HayKoBoI KiHO3HaBYOI po6emu. Bussie-
Ha «TUTYIbHA» TEPMIHOJIOriA, il piBHI Ta B3a€MO3B sI3-
KU i3 3ara/JibHUMY TIOHATTAMM «T€POI» Ta «TepoisM» Y
KOHTeKCTi GopMyBaHHA 0c06/MMBOrO MOPQOIOTidHOrO
YTBOpeHHs — «TrepoiuHoro» KiHemarorpady. Hapmana
XapaKTepUCTUKA Pi3HUX BU3HA4Y€Hb NOHATTA «IepOii»,
AKi IHCTUTYLIOHAMI3YIOTh JIOTO 3a [IBOMAa BEKTOPAMU
K1acuikauilfHux 03HaK: 1) BY3bKMil — JOCTATHINI —
IIPOKWIL Ta 2) HePeKOMEH/JOBAHNIT — JOIyCTUMUIT —
pexomenpioBannit. Ha ocHoBi ananisy Mmopdornoriunoro
CTaTyCy «TepoiyHoro» Kinemarorpady BusABIIeHa HOro
KaHpoBa MONIMOPHICTh, fIKa MOTPeOYE AOAATKOBOIO
HayYKOBOTO OCMIICTICHHA.

Kimto4oBi cmoBa: aydiosizyanvie mucmenmso ma 6upoo-
HUUMBO, yKpaircvkuil Kinemamoepad, uacu Hesanex-
Hocmi Ykpainu, pociticoko-yKpaincvka iiina, 2epoism.

M. Alforov. “Heroic” cinematography in art criti-
cism discourse: conceptosphere

The purpose of the article is a theoretical under-
standing of the conceptual sphere of “heroic” cinema-
tography as a genre formation. The subject of research
in this article is the conceptual sphere of “heroic”
cinematography.

The research methodology is based on the morpho-
logical approach in art criticism and those ideas in the
theory of film studies, which are contained in the works
of H. Batalina, V. Horpenko, R. Cohen and others. We
use the idea of V. Horpenko that “the specified problems
of terminology demonstrate the complexity of their
solution, and, in the end, from many options, you need to
take one general direction, which should determine the
system-forming methodology” (Horpenko, 2013, p. 77),
it is the morphological approach that is the system-
forming methodology for the subject of our research.

Methodological approaches of Ukrainian media studies
researchers outlined in the study “Media studies in the
European integration discourse of Ukraine” are also used
(Media studies, 2022).

The result of the research presented in this article.
1. Formation of the conceptual sphere of a specific
scientific problem is a necessary and multifaceted pro-
cess. It requires not only the definition of the “title”
research concepts, but also the levels of their use as
scientific tools. 2. The basic principles of the formation
of the conceptual sphere of the “heroic” film research
are outlined and the semantic connections of the “title”
concepts “hero” and “heroism” with the subject of the
study are defined. The levels and vectors of the use
of these concepts as a working toolkit for the study
of “heroic” cinematography are characterized. 3. The
polymorphism of “heroic” cinematography as a special
morphological formation of modern cinematography is
indicated.

The scientific novelty of the study lies in the under-
standing of the basic principles of the existence of the
conceptual sphere of the study of “heroic” cinematogra-
phy as the newest polymorphic formation of Ukrainian
cinematography.

The practical significance of the results of the study
based on the intelligent use of the specified scientific
tools in the future research of modern Ukrainian cine-
matography.

Keywords: audiovisual art and production, Ukrainian
cinematography, times of Ukrainian Independence,
Russian-Ukrainian war, heroism.

DopMyBaHHA KOHKPETHOI KOHIenTochepn, AKa
JI03BOJIIE PO3IIAHYTY IEBHY IPOONEMy B MIUCTe-
LITBO3HABYOMY AVCKYPCi, € He TiIbKI HeOoOXiHOK
HAayKOBO-METOJO/IOTIYHOK IPOLEAYpoIo, a 1, AK
IPaBU/IO, YACTMHOK BiIKPUTOI HAYKOBOI MMCKY-
Cii, AKa JJO3BONIAE PO3BUBATIICh OCMMCIEHHIO i€l
npo6remu. Bimomo, 1mo HayKoBuit iHCTpyMeHTapil

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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Mae iICTOpUYHY AVMHAMIKY, AKa 3a/eXUTh He JIIIe
BiJl COLIIOKY/IbTYPHOTO KOHTEKCTY, a ¥ Bij icTOpMY-
HOI IMHAMIKY BJIaCHE KOHKPETHOI HaYKOBOI I'ajysi.
Oco6mMBY aKTyanbHICTh IpoOIeMu GopMyBaHHSA
KOHIlenTocepy YKPaiHCBKOTO KiHO3HABCTBA 3Y-
MOBJIIOE BXOJKEHHS B €BPOIEVICHKMIT CMMCTIOBIII
npocTip, ajyke 30/MVDKeHHS YKPalHChKOI KiHO3HAB-
YOI TEPMIHOJIOTII AK CYKYIHOCTI YiTKO O3HAYeHMX
CIiellia/IbHMX BUSHAYEHD i3 3aTa/IbHOEBPOIIENICHKOIO
Ta CBITOBOW, € HUHI BKpail HeoOXimHum. Y mpa-
MaTIYHi 9acu KOkHOI kpainu (i YkpaiHa He € TyT
BJMHATKOM) CTBOPIOIOTHCA 00’€KTMBHI YMOBM LA
IIPOsIBY Tepoi3My ii Hapoay Ta OKpeMUX 0CoOUCTO-
creit. bypemni 2000-2020-Ti pp. cTany iCTOpUYHUM
1epiofoM, KON Li BUKIMKY He JINIIe 3pOC/, a i
IOCTaBM/IM YKPAIHIIB Ha «Kpall BVDKUBAHHA» AK
Hanii. Came TOMY € LIiIKOM 3pO3yMi/OK0 11iKaBiCTh
YCbOTO JIEMOKDATUYHOIO CBITy [0 YKpAiHIiB fK
Hallil repoiB, AKa NMPOTUCTOITh POCICHKIiN arpecii
B 6opoTnbi 3a BracHy HesamexuicTs. Binnsepka-
JIEHHA TIOJBUTIB YKPAIHIIiB y TBOPAX «I€POIYHOr0»
KiHeMaTorpady CTae He TIIBKM YaCTUHOWO iCTOpil
YKPalHCbKOTO KiHOMICTELTBA, ajie 1 HayKOBO aK-
Tya/IbHOI0 IPOOIEMOI0, KA NOTpeOYe peTeNbHOro
TOCTIIKeHHA.

AHami3 OCTaHHIX ROCTiKeHb i MyOmikamii,
JOTMYHUX IO OCMUCTIEHHS mpobmemu GopmyBaH-
HA KOHIeNTocepy KiHO3HABYOTO [OCTIKEHHS,
CBiIUNTD, IIJ0 HaBiTh B OCHOBHMX BU3HAYEHHSIX ic-
HYe CK/IAJIHICTb, KA HUHI fjoci He mofonaHa. Tak, y
2013 p. B. TopnieHKO 3ayBa)kyBasB, 10 «B iCTOPUYHIit
IVMHAMII TIpo6/meMyr TepMiHOMOTII PO3ITIAKAITCA
B pisHUX acmekTax — ¢inocodcpkomy, icTopuy-
HOMY ([iaXpOHI4HOMY), CeMiOTUYHOMY, CTPYKTYP-
HO-CeMAaHTIYHOMY, JIeKCUKOrpaidHOMY, CTaTIC-
TUKO-KOMOIHATOPHOMY TOI0. X0Ya B MiHIBiCTHII €
6Gararo HarmpaioBanb y cdepi TepMiHoIOrii, OHAK
NMTaHHA BU3HAYEHHA TepMiHA 3a/MINAETBCA aK-
TYa/IbHUM JOHVMHI — €[MHOTO PO3YMiHHA IOHAT-
51 «TepMiH» foci Hemae» (Topmenko, 2013, c. 75).
Y1iM, 61IBIIICTD €KCIIEPTIB CXOAATHCA Ha TOMY, III0
MDK «IIOHATTAM» Ta «T€PMIHOM» ICHY€ IIeBHA CMIIC-
noBa pisHnuA. «[IoHATTA» Ta «TepMiH» — Iie ABa
Pi3HUX MOHATTH, AKi BUKOPUCTOBYIOTbCA B MOBI Ta
CHIMKYBaHHI 1 MaloTb CBOI crely¢ivyHi 3HAYCHHS.
«[ToHATTA» BM3HAYAE 3arajbHY ifiel0 ab0 yAB/IEH-
HA IIPO LIOCh, 110 iCHye B yMax mofieit. [IonArT €,
MO>K/IVIBO, A0CTPAKTHUM, BOHO MOXKe 11 He MaTy YiT-

KOI BM3HA4€HOCTi. BOHO € 3aranbHUM pO3yMiHHAM
TOTO, 110 IOCh 03HAYA€ A00 K BOHO (PYHKIIOHYE.
IIpnkmazmoM TakyuxX HOHATH MOXE CHIYTyBaTH «IIO-
IBU» 200 «IIACTS», 110 MOXKe PO3YMITICh KOKHOIO
TIOAVHOIO II0-Pi3sHOMY 1 MaTy pisHOMaHITHI acolia-
1il Ta 3HaYeHH [/I1 KOHKPETHUX /ofeit. BogHodac
«TepMiH» — Ije CIeljia/i3oBaHe c/I0BO ab0 BUCTIB,
0 BUKOPUCTOBYETbCA B IEBHIN Tanysi 3HaHHA,
Hay1li, MycTenTBi un mpodecii. Tepmin Mae giTke it
TOYHe 3HAYeHH B MEXKaX IeBHOI IIpeMeTHOI ce-
pY, YaCcTO BU3HAYEHIN CTPOTMMM IIpABMIAMU 4K
BU3HaYeHHAMM. [IpuKnafom TepMiny Moxe Cayry-
BaTy CI0BO «KiHeMarorpad». Kinemarorpad — e
MICTEITBO CTBOPEHHS 300pa)KeHb, 110 PyXalThCH,
y pesy/abTari 3amucy MOCIiJOBHOCTI OKpeMUX Ka-
IipiB (300pakeHb) Ta IX MOAABLIOTO BiITBOPEHHS
3 TIEBHOI0 IIBYJKICTIO, 0O CTBOPUTY BpaKeHH:A
pyxy. Tepmin «kiHemaTorpad» TaKoX Ha/leKUTD O
TeXHO/OTil CTBOPeHHS Ta BUPOOHMITBA (iNbMiB.
Y kiHO3HaBCTBi TepMiH «dinmbM» Mae diTke paxose
BU3HAYEHHS Ta 03HAYA€ 300paXkeHHS, 110 PYXal0Th-
Csl, 3amMcaHi Ha KiHO-, Bieo- a00 IHIIMX HOCIAX i
IpU3HAYEHI [/IA T0Ka3y Ha KiHOTeaTpa/JbHMUX eKpa-
HaX, TeJIeBi3ifHNX eKpaHax abo iHIINX IPUCTPOAX
BigTBOpeHHA. QibM — Iie XyHO0XKHIil 4 JOKYMeH-
TaJIbHUIT TBIP, CTBOPEHMIT LIJIAXOM 3aIUCY TOCHIi-
JOBHOCTi 300paKeHb, 1[0 MPEACTAB/IAITD CIOXKET,
ZIil Ta nepcoHaxis. Lleil TepMiH BUKOPUCTOBYETHCA
¢axiBusgMy B ayfioBi3yanbHOMY MMCTELTBI i BU-
POOHMIITBI Ta Ma€e YiTKe 3HaYeHHs B KOHTEKCTi Ki-
HO3HaBYOi TepMiHo/Orii. TakuM YMHOM, HOHATTA €
0171b1II 3aTa/IBHNM 1 IIVPOKMM PO3YMiHHAM 4OTOCH,
TOfl SIK TepMiH — Ile CrierianisoBaHe ClIOBO abo
BJICJIiB, 1[0 MAa€ By3bKe Ta YiTKe 3HAYEHH:A B IIEBHIN
raaysi 3HaHHA. TepMiHOMOTISL BUKOPUCTOBYETbCS
JUIA YiTKOTO CIINIKYBaHHA BCEpPEMHI CIellianisoBa-
Hux coep. [Ipo ne 3a3Havae i B. Topnenko: «3ara-
JIOM BUBeJIeHHsI CTI0BA Ha piBeHb TepMiHa Ieperoa-
Ya€ HAsABHICTb Y HbOMY TaKMX O3HAK, AK TOYHICTD,
nediHITMBHICTD, MOTMBOBAHICTb, OJHO3HAYHICTD,
CUCTEMHICTD i3 BIACTUBUMU 1IbOMY PSRy BYHKIi-
SIMJ — HOMIHaTMBHO0, CUTHI(iKaTUBHOIO, KOMYHi-
KaTVMBHOIO, TParMaTI4YHOI0, IIEBHIM YMHOM €BPIC-
TUYHOW Ta Kmacudikauirzoo» ([opmenxo, 2013,
¢. 76). SIKuIO iiIeThCsA PO «TIeBHMIT» KiHemMaTorpad,
TO moCTae mpobneMa xaHpy B kiHo. Tax, Jlimanpg
[Toar 3BepTae yBary Ha Te, 1110 IIpo6/IeMa XXaHpy 110-
CTa€ HalBX/MBIIIOK MPOO/IeMOIo CydacHoi Teopii



kinemarorpady. [Tocunatouncs Ha Crenni Kasernra,
[Toar 3a3Hauvae, 10 YaCTVHA KiHO3HABIIIB OB A3Y€E
YKaHPOBY TUIIO/NOTI3ALI0 3 EBHUMM 3HAYEHHAM,
AKi HaJlAI0ThCA TIePCOHAKAMMY, 3aJiAHUMI B CIO)KETi
¢inbMy abo 3 akropcbkymu ammya (Poague, 1979,
c. 152). Brim, HayKoBeIlb HaBOZUTD i IIPOTIIEKHY
TOYKY 30py, ipe3eHToBaHy Exzpio Tionopom. 3ria-
HO 3 HIM, TePMiH «KaHP» HAPOKYETbCA He TpakK-
TUKaMJ KIHOIIPOLIECY, a KIHOKPUTUKAMH il TOMY, AK
yBaxae JI. Ioar, «kaHp Mae fy>ke Ma/o CHiNbHOTO
3 XapakTepuctukamu ¢inpMiB, a ckopile BiH cy-
TY€ /I OIUCY YABJIEHb IIEBHUX TPYII OO TI€BHYUX
¢imbmiB» (Poague, 1978, c. 153-154). Likasum y
ny6nixanii JI. [Toar e Te, mo B MiACyMKy TepMiH
«©KaHp» TOTPiOHO BU3HAYATY YCIM KOMIUIEKCOM
«KOHBEHINITHIX» 3B I3KiB, AKI «JOTUYHI» O IIbOTO
TepMiHy (Tam camo, ¢. 159-160].

Teopis ekpaHHMX MUCTENTB, MalO4YM Y BIACHIi
reHesi JiTepaTypo3HaByy TUIIONOTi0, TPaJVIIIIHO
BBa)Kae XaHPOM IIEBHMIT TUII Xy/I0KHIX TBOPIB, AKi
XapaKTepU3YIOThCA €HICTIO BIACTUBOCTEN KOMIIO-
3uLiitHOl CTPyKTYpH, Gopmu i 3micTy, cenndiv-
HYMM CIOKETHVMM Ta CTUIICTUYHMMM O3HAKAMIL.
KpurepieM TyT 4acTo BUABNIAETbCA CBOEPIJHICTD,
3aJIe)KHA BijJj KOHTEKCTY. Tak «KaHp» MOXe TPaKTY-
BaTNCb, AK «TEMATUIHUIL, TEXHIYHO YCTa/IEHNIT TUII
XYHOKHBOI TBOPYOCTI, CrIenIdHMIT /I KO)KHOTO
Pi3SHOBUJIy MIUCTENTBA, KMl BU3HAYAETCA CBOE-
pinHicTIO 300paxkeHHA. MiHMMBICTD >KaHPY 3ate-
XUTh BiJi KOHKpeTHO-icTopuuHux ymos» (Jlirepa-
TYpO3HaBYa eHIuKonenis, 2007, c. 364).

YTim, 3BepTarounch 10 «EHIMKIONENi MOCTMO-
JIEpHI3MY», MI MOXKEMO O3HAYMUTU TaKe IOTPAKTY-
BaHHs XaHpy: «KaHp — Iie TMI HamucaHoro a6o
BUTOJIOLIEHOTO TEKCTY Ta IICUXO/OriYHa M00y/0Ba,
IO JIOLIOMAra€e YMTa4aM BUOYNOBYBATH TEKCTU Y
BI/ITIOBi/Jb Ha MOBTOPIOBAHI PUTOPUYHI CUTYaIlii».
TobTo TyT mifKpecneHa TeKCTyalbHa HPUPOHA
JKaHpY, JI0T0 HapaT¥BHA NPUPOJA.<...> KaHp — Iie
110¢b 6iyblile, aHDK IPOCTO Ha3Ba CYKYMHOCTI op-
Ma/IbHMX i CYTHICHUX XapaKkTepucTuk. HaBmakm —
KaHp (genre) — Iie po3yMoBa 0OYAOBA, KOTLYBa/Ib-
Ha MOJIe/b, AKa POOMTDH MOXIIVBYIM aKTVBHE, 4aCTO
IlilecIpAMOBaHe MPOYNTAHHA | HamyucaHHA» (En-
IMK/IONeNiA moCcTMOepHismy, 2003, c. 149-150).
Topxatouych npobnemn KiHeMaTorpadiqHux >kaH-
piB, yKpaiHcbKa gocniganid X. baranina cripasen-
JIBO BBAXKAE, 1110 «CIEMiHICTD TPOOIEMN JKaH-
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poBoi edininil B KiHemaTorpadi 3yMOBTIOETbCS it
TUM, 1[0 B HBOMY HaBiTb Oiblle, HDK y Tpajuuiii-
HJX MUCTEL[TBAX, BUAB/IAETHCA CXUIbHICTD [0 KaH-
poBoi udysii. 36iry 3 THIIOBMMM O3HAKAMY 1HIINMX
KaHPIB 9aCTO YCK/IaHIOITDH OfHO3HAYHY Kmacudi-
Kallilo TBOPY, IOPOKYIOTh 3HAYHi CYIIEPEYHOCTI i1
CIIOHYKYIOTD /10 BpaXyBaHHA IOCBIJy IHIINX HAYKO-
BUX ranyseit» (baramina, 2023, c. 37).

Merta cTarTi — 37i/ICHUTI T€OPETUYHE OCMIIC-
NIeHHS  KOHIleNToCepy «TepoidHoro» KiHeMa-
Torpady fAK >KAaHPOBOro YTBOpeHHA. Ilpemmer
IOCTIDKEHHS B Ll CTaTTi — KoHIenTochepa «re-
poiuHoro» KiHematorpady.

Mertopornoris focmipKeHHs 0a3yeTbcs Ha MOpP-
donorivHOMy MifXO#i B MICTENTBO3HABCTBI Ta
THX ifesX y Teopil KiIHO3HABCTBA, AKi MICTATbCA B
npauax X. baraninoi, B. Topnenko, P. Koen Ta in.
Hocmyrosywoch gymkow B. Ioprenka mpo Te, 1o
«3a3HavyeHi mpo6/ieMy TepMiHOMOTi IeMOHCTPYIOTh
CKTQ[HICTD IX BUPILIEHHS, i, 3peIuToo, 3 6ararbox
BapiaHTiB MOTPiOHO 61 OpaTy OJMH reHepanbHUIL
HalpsAM, IO JI Ma€ BU3HAYUTU CUCTEMOYTBOPIO-
Ba/bHY MeTogomnorito» (lopnenko, 2013, ¢. 77), came
MopdONMOriYHMIT MiAXif € /I MpefMeTa HaIIoro
JOCTIKEHHA  CUCTEMOYTBOPIOBA/IBHOIO METOJ0-
norieto. TakoXk BUKOPUCTOBYIOTbCS METOHOMOTI4H]
HiAX0AY YKPAlHCBKUX [OCIiJHMKIB-MeiasHaBIIiB,
OKpec/ieHi B JoCTipKeHHi «MepiasHaByi CTy/il B €B-
poinTerpaniitHomy muckypci Ykpainw» (Meniasnasui
CTyAi ..., 2022).

Buxmag ocHOBHOro Marepiamy KOCTi)KeHHH.
®opmyBaHHA KoOHIENTOChEpN KOXHOI HAyKOBOI
npo6neMy PO3TMOYMHAETHCS 3 BUSHAYEHHA 1i Tak
3BAaHIUX «TUTY/IbHNX» IIOHATD Ta TepMiHiB. [Ipobite-
Ma «TepoiyHOro» KiHemarorpady, TakKuM YMHOM,
PO3IIOYNHAETHCA 3 BUSHAYEHHSA NIOHATH «I€pOli» Ta
«repoismM». besyMOBHO, OCHOBHOK XapaKTepyUCTH-
KOI0 000X IOHATD € iX 6araTo3HayHiCTh. 3a BU3HA-
yennaM Biximenii, «repoit (mas.-rp. fipwg, hérds —
HamiBOOI, C/IaBeTHA JIOAMHA, 3aXUCHUK) — 0co0a,
110 TIPOSB/ISIE BUILY (OPMY MYKHOCTI, PO3B’sI3YeE
CYCIiZIbHO 3HAYyIli KOHQTIKTY; AKa 3a CBOI JOCAT-
HEHHA 4N AKOCTI PO3ITIANAETbCA AK ifjeas, IpUKIaz
LA HacmipyBaHHA. [epoil OepeTbcs 3a O3B A3aH-
Hf, K IPaBU/IO, BUKMOYHUX 33 CBOIMM MacllTa-
6amy 1 TpynHOIaMy 3aBiaHb. BiH Oepe Ha cebe
nifiBuIIeHi 000B’I3KY 1 OiIbLIY BifITOBifjaMbHICTB,
HDK IO, AKi KepylTbCA 3aralbHOIPUITHATUMI
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HOpMaM1t noBefjiHKM. Takox y 6inbin npodaHHOMY
po3yMiHHi repoit — 1ie AilioBa 0coba TBOPY, 0c06a,
KOTpa YMMOCh BiJI3Ha4M/Iach, IpMBepPTaE Ho0 cebe
yBary» («Tepoit», 2022). Otxe, pi3Hi BUSHAYEHHS
HOHATTA «Tepoil» IHCTUTYIIOHAI3YIOTh 110r0 3a
BOMa BeKTopaMy KnacuikaniifHux os3Hak: 1) By-
3bKMIT — JHOCTATHIN — MIMPOKWIT; 2) HEPEeKOMEH/I0-
BaHWIl — JOIYCTUMMI — PEKOMEHOBAHMIA.

[lepmmit BEKTOP OKPECTIOE HACTYIIHE «BY3bKE»
PO3YMiHHA TIOHATTA «Iepoii» AK 0C06Y, 110 TPOsB-
Jsi€ BUILY GOPMY MY>KHOCTI; «IOCTaTHE» PO3YMiH-
HA: «Tepoil» — 0003, 10 TpoAB/IA€E BULLY GOpMy
MY>KHOCT, pO3B’I3y€ CYCITIbHO 3HAUYIIi KOH(IIIK-
TH; «IIMPOKE PO3YMIHHS»: «Tepoil» — 0004, 110
NposiB/Isie BUILY GOpMY MY>KHOCTI, pO3B’sI3Y€ Cyc-
TiTbHO 3HAYYIi KOHQIIKTI; AKa 3a CBOI JOCATHEH-
H YM AKOCTI PO3IIANIAETCA AK ifleart, TPUK/IA 1A
HAC/IiJyBaHHA.

JIpyruii  BEKTOD OKPECTIE HEPEKOMEH[0Ba-
He BU3HAYEHHA — JIONYCTMME — PEKOMEHJ/IOBaHe
IOHATTA «repoif». OTKe, Ha Hallly AYMKY, He pe-
KOMEH/IOBaHVIM BU3HAYEHHAM IOHATTA «TepoiD» y
KOHTEKCT] HaIloi HayKOBOI PO6/IeMII € BU3HAYEH-
HA «HaniB6or». [[ONycTMMMUM BM3HAYEHHAM € BII-
3HAYeHHA — «0c00a, 10 NPOAB/IAe BUILY HOpMY
MY>KHOCTi, PO3B’A3Y€ CYCIi/IbHO 3HAYYIIi KOHTIK-
Ti». PEKOMEH/JOBaHVM MOHATTAM «T€POI» € TaKe:
«ocoba, o TposBIAE BuULLy HOPMY MY)KHOCTI,
pO3B’AI3y€e CYCI/IBHO 3HA4ylli KOHQMKTH; fAKa 3a
CBOI IOCATHEHHSA YU AKOCTi PO3ITANAEThCA AK ifje-
aJI, IPUK/IAZ, /I HAC/TyBaHHsA».

«[epoiunnMu» BBaXKAXTbCA BUJATHI MYXXHICTh
i BiBara, mposiBieHi mpy 3axucTi 6aTbKIBIIMHY, B
HNOPATYHKY IHIIMX JIIOfEN Bifl INX Yy MUPHMIL Yac;
BU3HAYHUI BHECOK Y PO3BUTOK HAYKM 11 TEXHIKM,
KY/IBTYPY; 3Mil[HEHHS Jlep>KaBHOI eKOHOMIKH, 060-
poHo3matHocTi Tomo» («[epoii», 2022). besymoBHo,
HOHATTA «Te€pOi» Ta «TepoIsM» € ICTOPUYHUMIUL: Y
KOHTEKCTi COLIOKYIbTYPHOI IVIHAMIKM aKLEHTH B
TyMayeHHi IMX HOHATb 3MiHIOIOThCA.

Y MICTenTBi repoeM HasMBAETHCA IEPCOHAXK,
niiitoBa 0co6a. BriM, BiH He € I[iIKOM ZOCTOBipHUM
300pakeHHAM 0C00U, ICTOPMYHOI UM BUTAaHOI, a
300paxkeHnit mepebipleHo, ifeanisoBaHo, repoi-
30BaHO, MiororisoBano Towo ([Ipanenxo, 2013).
SAxuo repoit — 1e MOANHA, AKa BUAB/AE BUATHI
AKOCTI, 30KpeMa CMi/IMBICTb, BifiBary, CIiBUyTTA Ta
CaMOBiIJaHiCTh, YacTO y CKIAIHNMX UM Hebesmey-
HUX cutyaniax. Taki repoi MOXyTb AifTi $i3udyHO

911 eMOLIIHO, IIPATHYYM JOIIOMOITH IHIINM a60 1o-
CArTM BaX/mBMX 1ineit. [IpuxmagoM nmopei-repois
€ BiJICbKOBI, TOXKEXXHUKM, TiKapi, pATYBa/JbHUKM Ta
3BUYAITHI TIOAN, AKI PATYIOTD iHIINX Y HA/I3BUYAIl-
HIUX CUTYaLiaX. BogHovac KynbTypHuii repoi — e
TNIEPCOHAX YU OCOOMCTICTD, IO CTaMa CHMBOIOM
41 3pa3KOM y NeBHilt Kynprypi. Lle moxe 6yTu ni-
TepaTypHIMI IIEPCOHAX, ICTOPMYHA IIOCTaTh, iIKOHA
TION-KY/IbTYPU UM 3HAMEHWTICTb, L[O YOCOONIOE
IeBHI LIHHOCTI, AKOCTI 4 ifjeanu i Liei KynbTy-
pu. IIpuKmagoM KyabTypHOTO Teposi MOXKe CIyTy-
BaTy ocoba Pobin [yma B aHImiiichKill miTeparypi,
Maxarmu lanpi B icropii Inpii, Cynepmena B ame-
PUKAHCBKiil non-KynpTypi. OTXKe, 0CHOBHA BiiMiH-
HICTb IIOJIATa€ B TOMY, 1II0 «Tepoii» — Iie peanbHa
0CcOOMCTICTD 200 IepPCOHAX, AKMIT POOUTD repoiuHi
BUMHKI B PealbHOMY 400 BUTAQ[JAHOMY CBiTi, TOfi
K «KY/IBTYPHUII Tepoil» — Ije CUMBOMIYHNI 06pas,
AKUI € 3HAYMMUM /I IIEBHOI KY/IBTYPH Ta yOCO-
6m10€ il 1{iHHOCT] Ta IepeKOHAHHSL.

Brim, icHYIOTb BUIIafiKM, KOMY MOHATTA «KY/b-
TYPHWI1 F€PONI» Ta «IePOV» MOKYTh IIOEIHYBATHUCH.
Ie BinOyBa€eThCs1, KON KOHKPETHWI Tepoli He /IMIITe
CTae cUMBOIOM 260 iKOHOI 1A CBOET KYIBTYpH,
aze i1 TAKOXX CIIPABJIA€ peanbHUIl BIUIMB i poOUTH
repoIyHi BUMHKM B peanbHOMY cBiti. [Ipukmamamu
TaKOT0 TIO€IHAHHA MOXYTb Oy TV Taki 0COOMCTOCTI,
Ak Maxarma [anzi, skuit OyB He IVIIe Ky/IbTYPHUM
repoeM 1A Hauii [Hpii, a i1 peabHUM repoeM, 110
3Ii/ICHVB repOIYHi BYMHKM B 60POTHOI 32 He3aex-
nicTb IHil Big 6puTaHCcHKOTO KOMOHianiamy. Vioro
aKIIil TPOMAJIAHCHKOI HETIOKOPY Ta MYPHi IPOTECTH
CIIpaBWIY BeMMYe3HUI BIVIUB Ha icTopilo, abo, 1o
npuknafy, Hembcon Manpena, Axuit 6yB Kynpryp-
HIM T€POEM, CUMBOIOM OOPOTBOM MPOTH amapTe-
iny B IliBgenniit Appui, ane BiH Takox OyB peab-
HUM TepO€M, SKWil IIPOBIB JIOBIi POKM y B’A3HMI
4yepe3 CBOI IEPEKOHAHHA 11 MOTIM CTaB IEpIINM
JopHOWKipuM npesupeHToM [liBgennoi Adpuxn
MiC/A MOMTHYHYUX 3MiH. []e BaXInMBO po3ymiTu Tify
Yac BM3HAYEHHA KOHIENTY «IePOiYHIIT» KiHEMATO-
rpad, ajpke B IKOCTi OCHOBHMX JiiifoBUX 0ci6 (mep-
COH@XIB) Takoro KiHemarorpady € repoit, SKuil
TIOEJHYE B OffHiIT 0c00i BlacHMIt, 0cOOMCTHII repo-
i3M i3 XapaKTepuCTMKaMU «KYIbTYPHOTO T€pOs».
AxumMu MOXYTb OyTI piBHI BUSHAYEHHA KOHIIENTY
«repolyHnit» Kinematorpad? Ilepumit piBeHs: ki-
Hemarorpad 1po repois. [lpyruit piBeHb: KiHema-
Torpad, crBopenuit repossMu. Huni akryanisoBano



caMe IeplInil piBeHb 1IbOTO BU3HAYEHHS, aJpKe B
KiHO3HABCTBi Oi/bII-MEHII OCMUCIEHO CTBOpEH-
HA OinbMIB IPO TepoiB pisHUX Haljif, iX icTOpil.
Ile Haimomy/nsApHille TAyMayeHHs, AKe LO3BOJIAE
BTUIMTY TeMy Tepoismy sk Oiorpadiuny, icTopu-
KO-KY/IbTYPHY, BiiiCbKOBY TOIO. Jpyruit piBeHb —
KiHeMaTorpad, CTBOPEHUIT reposMU — IPAKTUYHO
He JOCTI/PKeHNII, ajke MOXKe MTHCh SK Ipo (inb-
MU-XPOHIKY, 110 (iKCYIOTbCSA aBTOpPAaMM-TepOSMU
(BiifCPKOBMMM, MOXEXKHUKAaMU TOIIO), TaK i Mpo
GinbMu, yni aBTOPY € BUATHUMY 0COOMCTOCTAMN
B IIEBHII KYIBTYPi.

UnM BifjpisHsAETbCA «biNbM IPO BiltHYy» Bif «Te-
poiunoro ¢inbmy»? «DinbM Ipo BilfHY» Ta «repoid-
Huit GinbM» — 1je KiHeMaTorpadiuni Gpopmu ABOX
pisHOTO MOpP(QOTIOTi4HOrO MOXOMKeHHA, fAKi Mo-
XY Tb IIEPETUHATICSA, ajle MAIOTh CBOI B/IACHI XapaK-
TepucTUKN. Tak «@inbM 1po BiltHY» (POKyCyeTbcs
Ha BiJICbKOBMX ITOiAX Ta O0ITOBMX HifX I 9ac Bill-
HI. MeTa Takoro QinbMy — mokasatu peaii BO€H-
HIUX KOHQJTIKTIB, YaCTO 3 aKIEHTOM Ha iXHi cTpaxy,
Tparefiii, repoisM Ta JIOACbKI BTparyu. binbiiicTh
¢inbMiB PO BiiHY PO3MOBIAITH PO JOMi 3BU-
YalfHMX COATIB, IXHIO 60pPOTHOY 32 BIDKMBAHHA Ta
BipHICTb CBOIJ1 KpaiHi B yMoBax BiltHu. CTumicTuka
Takux QinrbMiB — peanicTHYHA, >Kaxu BilfHM Ta il
BIUIVB Ha JIIOfieli aBTOpM (iKCYIOTh XYZOXKHIMY 3a-
cobamy BIpaKalbHOCTI, XapaKTePHUMI A7 HOKY-
MeHTa/IbHOrO KiHeMaTorpady. «[epoiunuit pinmbm»
¢oKycyeTbcs Ha TePOTYHMX BUMHKAX TA MOJBUTAX
IIEPCOHAXIB y PI3HUX CUTYallidX, 30KpeMa, ajie He
0OMEeXYIUNCh, TiJ Yac BiifCbKOBUX KOHQIIKTIB.
Merta Takoro ¢inbMy — IOKazaTy repoisM, cMi-
JIUBICTD i CAMOIIOXXEPTBY MEPCOHAXIB Y IIPOTUCTO-
SHHI CKTalHUM BUIIPOOYBaHHAM Ta Hebe3IeKaM.
HiitoByMu 0cobamu Takux QinbMiB MOXKYTb OyTH
BIVICbKOBI, DPATYBaTbHVUKM, rpoMafis-
HY Ta iHII IEPCOHaXi, AKI BUAB/IAKTb BUIATHI
AKOCTI y CKMafHux curyaniax. CTumicTuka Takux
¢inbMiB MOXe OyTH He JIIe peaiCTIYHOW, a i
POMAHTIYHOIO, ONTUMICTMYHOI Ta HaJMXaHYo0,
aJpKe 300paXXYIOTbCS TepOiuHi BUMHKI B KOHTEKCTI
60poTBOM 3a 671aro i MOPATYHOK. TakuM YMHOM,
«QinpM Ipo BilfHY» 30CePEIKYETbCA HA BiliChKO-
BJIX aCIIeKTax Ta peaisx KOHQIKTY, TOAi K «re-
poiunmit GibM» MiKpecIoe repoisM IepcoHaxiB
y Pi3HMX ClieHapisX, He 000B’3KOBO IOB SI3aHVX
i3 BiitcbkoBMMMU GuTBaMy. X04a BiliCbKOBI QinbMu
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MOXYTb MICTUTI €/IEMEHTH TepOisMy, He KOXXeH
¢inbM mmpo BiifHY € repOiYHNM i HABIAKIL

o Bkasye Ha meBHMIT MOPQOMOTiUHMIT CTATYC
«repoiyHOro» KiHemarorpagy? Tum Toro HapaTusy,
SIKUI BTITIOETHCA B KOHKPETHil KiHeMaTorpadiyHiit
dopmi. Are, sk cripaBeuBo cTBepaxye I. Yepkos,
«Ha ITPOTMBAry TaHKaM KIaCMYHOTO MeXaHi3My Ha-
POIKEHHSA MMUCTELIbKOTO TBOPY — KOJIM XKUTTEBUIA
Marepiaj IpOXORUTD Yepes NpusMy ¢anTtasii aBro-
pa i TpaHCchOpMYETHCA MUTIIEM Y XYLOXKHIiT 06pas,
3 yciMa 03HAKaMM «XyZ0KHbOT0» (YMOBHICTb, CHM-
BOJIi3allisl, y3araJlbHEHHS TOI[0) — peajbHA Jipa-
Ma XXUTTS, CXOIVIEHOTO Y QOKYC Mefjia-MeCcCHIKY,
MUTTEBO TPAHCPOPMYETBCA i crpulimaemocsa K
npamarnauuit sanp» (Yepkos, 2013, c. 69). To6-
TO, SIKIO TiOTETNYHO BU3HATY 3MiCTOBHe (Hapa-
TUBHE) HATIOBHEHHS Takux (GibMiB dpamamuunum
(canpom), TO BIIacHe «repoidHMil» KiHeMaTorpad €
Cy0>XKaHPOBUM MOP(OJIOTIYHNM YTBOPEHHSM CTO-
COBHO OCHOBHOTO, JpaMaTU4HOTO JKaHpYy.

YTiM, HOKM 1O TEX TiNOTETUYHO, MOXKHA IPHU-
IyCTUTH, IO PO3INOBiJb PO TepoisM KOHKPETHUX
ocobucrocTeit Moxke OyTH BTi/leHa fIK Y CYTO JO-
KYMEHTA/IbHill apXiTeKTOHIlli KiHeMaTorpagivHOro
TBOPY, TaK i MOKIOMEHTOpi apXiTeKTOHiIli, TOOTO
Ha MeXi JOKYMEHTaJIbHOTO Ta IICEBJOJOKYMEH-
TanbHOro. OTXKe, MOKHA BBaKaTU «TE€POIYHMUII»
KiHeMaTorpag MONDKAHPOBMM YTBOPEHHAM, SKe
MOXKe MaTyl IIeBHY BJIACHY CY0XXaHPOBY THIIONO-
rifo. Tunonorisamia «repoiuHoro» kinemarorpady
TIOBMHHA CTaTV OKPEMMUM JIOCTiJHUIbKIM 3aB/IaH-
HAM. BaXX/mMBO TaKoX pO3yMiTH, 1[0 ICHYE 1Iie OUH
aCIIeKT iCHYBAaHHS XKaHPY B KiHO, IIOB SI3aHMII, 5K
BKasye P. Koen, i3 BMHMKHEHHAM MacOBOI KyJb-
TYpU, a «KaHPOBi 3aKOHM», TaKi K IOBTOPIOBaHi
dopmyny, KOMIIOHEHT 4N 3pasKy, — i3 3aKOHAMU
puHKY, a He Kynbrypu (Cohen, 1986). Lleit acmext
iCHyBaHHs «IepOIYHOro» KiHO He fAK pPe3y/nbTrary
PeXNUcepchKol cucTeMyt KiIHOBUPOOHUIITBA, a IIPo-
JIF0CEPCHKOI, TeX IOBMHEH BPaXOBYBATUCh Mif 4ac
OCMICTIEHHS 110r0 MOPQOMOTiYHOTO CTATYCy MiC/IA
2000-x pokiB.

Bucnosku. OTxe, MificyMOBYIOYM, MOXKHA KOH-
craryBaty, mo: 1. PopMyBaHHA KoHIenNTOChEpH
KOHKPETHOI HayKoBOI IpOOIeMI € MPOLecoM He-
o0xigHUM Ta GaraToactekTHNMM. BoHo moTpebye
BIM3HAYEHHS He JIMIIe «TUTYIbHNUX» KOHIIENTIB
JOCM/PKEHHH, aje ¥ PiBHIB IX BMKOPMCTAHHA AK
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HayKOBOT'0 iHCTpyMeHTapiio. 2. OxpecyeHi 0CHOBHI
3acagy GOpMyBaHHS KOHIeNTocdepu JOCTiIKeH-
HA «TepoidHoro» (GibMy Ta BM3HAYeHi CMMCIOBi
3B’SI3KI «TUTYIbHUX» KOHIIETITIB «T€POIi» Ta «repo-
isM» 3 mpegMeroM pocmimkeHHA. OxapakTepuso-
BaHi piBHi Ta BeKTOpY BUKOPUCTAHHA 3a3HAYEHIX
KOHIIENTIB B AKOCTi po6040ro iHCTpyMeHTapiio Jo-

YeHa NOMMOPHICTb «repOIiYHOro» KiHeMaTorpady
AK 0c00OMMBOrO MOPQONOTiYHOTO YTBOPEHHA CY-
YaCHOI'O KiHOMICTeIITBa.

[lepcriekTyBM TOFA/NBIIMX JOCTIfKEHb IIOMA-
TralTh Y HEOOXiTHOCTI CHCTEMHOTO JOCIiIKEeHHS
npo61eMaTyKy, IOXiHOI Biff 3a3HAYEHOTO aCIeKTy
HAyKOBMX JOCTIIKEHb.
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The scientific relevance.
development of the newsreels and documentary films in
Ukraine in the 1920s remains one of the least researched
pages in the history and development of Ukrainian
cinema. That is why the relevance of this research lies,
mainly, in filling a significant gap in the history of
Ukrainian cinema. A detailed study of newsreels and
documentary films production will allow to reveal trends
in the development of the Ukrainian film industry in the
1920s in the field of documentary films.

The purpose of the article is to study the specifics
of the VUFKU policy on strengthening the material and
technical base of Ukrainian film production during the
1920s, to study and analyze the history of the formation
and development of the production of newsreels and
documentary films in the specified period.

The methodology ofanalysis of the problem consistsin
using, first of all, the historical-systemic approach, which
provides an opportunity to understand the dynamics of
the development of newsreels and documentary films at
a specific historical stage. The problem-chronological
approach made it possible to distinguish by year the main
directions of the VUFKU activity in the development of
newsreels and documentary cinema within the defined
chronological historical-systemic
approach made it possible to understand the dynamics
of the development of Ukrainian cinematography in the
field of documentary cinema as a system at a specific
historical stage.

The formation and

framework. The

The results of the research are that the article
examines the prerequisites that served as an impetus for
the emergence of a special technical basis for shooting
newsreels. The way of development and establishment of
newsreels production is considered. Genre and thematic
directions of newsreels, types of newsreels, as well as
the circumstances that led to the development of the
production of newsreels and documentary films are
analyzed. The composition, features and functions of the

elements of the Ukrainian organizational and creative
model of cinematography have been established.

The scientific novelty lies in the fact that the article
for the first time, on the basis of a complex analysis,
researches the process of transformation of structural
elements of Ukrainian cinematography in order to
establish the release of newsreels and documentary films.

The practical significance of the article lies in the
fact that the results of the study will contribute to the
filling of the “white spots” in the history of Ukrainian
cinematography, in particular, the establishment of
newsreels and documentary cinema as a component
of Ukrainian cinematography, which contributes to
the creation of a holistic concept of the development
of domestic cinema, further understanding of the
film production process of the past and present. The
materials of the article can be used in further scientific
and theoretical researches, during the creation of
training manuals and separate sections of the history of
Ukrainian cinema.

Keywords: VUFKU, Ukrainian cinematography, new-
sreels, Ukrainian culture, Odesa film studio, Kyiv film
studio.

B. H. Mucnaecvkuii. CTaHOBIeHH:A yKPaiHCBKOI Ki-
HOJOKYMEHTAiCTHKN B pyTiit momoBuHi 1920-x pp.

Ha ocHOBi mIMPOKOro CHEKTPy MalOBiOMMX IIy-
Ormikaniit B yKpalHCbKiil Ta mepiomwyHiit mpeci 1922-
1930 pp. B cTarTi po3rsAfaeTbes popMyBaHHA MaTepi-
/IBHO-TeXHIYHOI 0a3y yKpaTHCbKOTO KIHOBUPOOHMUIITBA,
aHaJT3yeThCA BIUIMB TEXHIYHOTO OCHAIEHHA KiHOQa-
OpMK Ha SKICHMIT TIOKA3HNUK BUITYCKY JOKYMEHTA/IbHUX
Ta XpOHIKa/IbHIX GinbMiB y Apyrilt momosyHi 1920-x pp.
Yceykpaincbke (OTOKIHOYIpaB/IiHHA He OTPUMYBAJIO
HeoOXifHOTO JIep)KaBHOTO (iHAHCYBAHHS Ha PO3BUTOK
KIHOBMpPOOHNMITBA 11 3MYyIIeHe Oy/I0 CaMOCTIIfHO IIyKa-
TU MOXJIUBICTH Takoro ¢inaHcyBaHHA. CIOYaTKy OC-
HOBHI KalliTa/0BK/IaIeHH: HAallPABJLA/MICA Ha PO3BUTOK
Opecpkoi i mogactu SIntuHchkol Kinopabpuk. 3 mpyroi
nonoByMHM 1920-X pp. Oy10 HpuitHATe pillleHHS PO

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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oyniBunuTBO B Kniesi Haitbinbinoi B CPCP xinogpabpu-
K11, 1 TOMY BCi KOLITY HallPaB/IAMICA Ha L€ 6ymBHI/IHTBO.
KmiouoBi cnoBa: BYOKY, Ykpaincvkuii xinemamozpad,
KiHoxpoHixa, Ykpaincvka kynomypa, Odecoka KiHocmy-
0is1, Kuiscoka kinocmyois.

The relevance of the article. The formation and
development of the production of newsreels and
documentary films in Ukraine in the 1920s remains
one of the least researched pages in the history and
development of Ukrainian cinema. That is why the
relevance of this research lies, mainly, in filling a
significant gap in the history of Ukrainian cinema. A
detailed study of newsreels and documentary films
production will reveal trends in the development of
the Ukrainian film industry of the 1920s in the field
of documentary films.

Presentation of the main research material.
Analysis of publications about Ukrainian newsreels
and documentary films on the pages of Ukrainian
and Russian specialized magazines of the 1920s
showed that the development of this type of cine-
matography went in several directions. We will list
in chronological order the most significant innova-
tions in Ukrainian film production at that time:

1. 1923. Organization of the release of “Chronicle
of the VUFKU” at the Odesa film studio; opening
of a special film laboratory for the production of
newsreels in Kharkiv.

2.1924. Start of production of the film magazine
“Makhovyk”; approval of the thematic direction of
the newsreel produced; beginning of the release of
the film magazine “Film Week of “Makhovyk™ with
an overview of life in the USSR and in the West.

3.1925. Work on increasing the number of issues
of film magazines, increasing of print run, increasing
the number of the own correspondents; reformatting
of “Film Week of “Makhovyk™ to “VUFKU Film
Week”; opening at the Odesa film studio of a special
department for production filming commissioned
by trade and industrial enterprises and the opening
of a newsreel department.

4. 1926. The newsreel department of the Odesa
film studio begins the production of newsreels based
on the principle of illustrated newspaper reporting.

5.1927. Involvement of film fans and cameramen
of various institutions in the filming of the
newsreels; instead of review stories devoid of social

significance, the release of thematic newsreels is
being established; all newsreels releases are included
into the production plan of the VUFKU.

6. 1928. Inclusion into the issues of “Film Week”
of foreign newsreels shot by the own correspondents;
opening of a still library at the VUFKU.

After the reorganization of the All-Ukrainian Film
Committee at the VUFKU, filming of newsreels and
propaganda films continues in Ukraine. According
to press reports, in March-April of 1923, 3000
meters of social and routine newsreels were shot,
which were planned to be released as separate issues
and film magazines, as well as three propaganda
films: “In memory of the Great Communards’,
“From darkness to light” (about the fight against
illiteracy; directed by M. Saltykov), “The Story of
May 17 (from the history of the revolutionary past
of the West; directed by S. Tsenin) (Agitatsionnaia
rabota VUFKU, 1923, p. 13).

Among the newsreels, the press most often
highlighted: “Great October” (1922; edited film;
directed by V. Hardin), “May 1 in Kharkiv’, “VII
All-Ukrainian Party Conference in Kharkiv” (both
1923), “Mourning procession of the funeral of V.
I. Lenin in Kharkiv” (1924) and others. However,
a large part of newsreels was produced as part
of film magazines: “Chronicle of the VUFKU”
(1923), “Makhovyk” (1924-1925), “Film Week of
“Makhovyk™ (1925), “VUFKU Film Week” (1925-
1929), “Kinozhurnal” (1929-1931).

The Odesa film studio released a film magazine
“Chronicle of the VUFKU”, which was modeled
after the Moscow film magazine “Kinopravda”
“Chronicle of the VUFKU” was not a periodical and
was published as material accumulated (nine issues
were published). Along with newsreel stories, the
magazine included feature and propaganda stories.
The magazine was composed of different materials.
Randomly. Thus, the eighth issue of “Chronicle
of the VUFKU” is devoted to the start-up of blast
furnace No. 3 at the Petrivskyi plant in Katerynoslav.
“In order to normalize the situation with the release
of newsreels at the central administration of the
VUEKU, a special film laboratory was equipped
in Kharkiv. The laboratory was provided with all
the necessary equipment to be able to shot current
newsreels, as well as production and scientific films”
(Nove mystetstvo, 1927, p. 18).



Documentary director and editor of the Odesa
film studio L. Mohylevskyi wrote in a report to the
directorate in 1924:

“Watching the production of newsreels in Ukraine
and taking into account the crucial importance that
the merger of the city and the countryside can play
in the matter of information and enlightenment
of the masses, one comes to the conclusion that a
number of significant amendments must be made to
the production of the newsreels and give it a certain
direction” (TsDAVO(a), p. 343). Then, Mohylevskyi
revealed his vision of newsreel production process.
In particular, he noted:

“Newsreel film must be timely and topical, cover
all events, achievements, show life as it is, so that
the newsreel film edited on the day of the shooting
with inscriptions went to Kharkiv; all the newsreel
materials must be taken into account; filming of
a newsreel should be carried out according to the
previously approved plan; to introduce a group
consisting of a newsreel manager, a cameraman and
an administrator into the staft of the VUFKU board”
(TsDAVO(a), p. 343). Mohylevskyi’s plans remained
mostly unrealized.

After the VUFKU stopped production of the
film magazine “Makhovyk” in 1925, it switched
to the production of full-length feature films and
established the publication of the film magazine “Film
Week of “Makhovyk™ with an overview of life in the
West and in the USSR (Chervonyi shliakh, 1925, p.
275). Cameramen D. Feldman and H. Drobin filmed
several stories for the new film magazine: “Members
of the English Labor Party in Odesa’, “The Congress
of Soviets in the MASSR’, “Court proceedings of the
Ksiadz”, (all — cameraman D. Feldman), “May Day”
(cameramen: H. Drobin and D. Feldman), “Jewish
Agricultural Colonies” (cameraman H. Drobin)
(Zhovten Ukrainy, 1928b, p. 9). Cameraman J.
Hudyma filmed the following scenes: “Workers at
Odesa resorts’, “Restoration of the Lunacharskyi
theater”, “Construction of mechanized warehouses
in Odesa port” (Zhovtnevi sviata v fil'mi, 1927, p.
11). director S. Weiting-Radzynskyi was invited as
the head of newsreel filming (selection of topics for
reports, editing) (Kinoreportazh, 1925¢, p. 11).

The VUFKU pays more and more attention
to newsreels. In November of 1925, the film
adminstration once again reconsidered the
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approach to newsreel production. The spreading
and development of the newsreel films was based
on the purpose — to comprehensively cover the life
of the USSR and the countries of the West. VUFKU
increases the print run (instead of biweekly —
weekly) and increases the number of the own
correspondents. The new film magazine was
modified and named “the VUFKU Film Week”. The
film magazine included stories of local importance
and about Western countries. These stories covered
scientific and technical, political, economic events.
The supply of foreign materials was carried out by
the “Ufa” German film company (Kinokhronika,
1926, p. 24).

In Kyiv, Kharkiv, Katerynoslav, Odesa, and
Donbas, the VUFKU opened offices with full time
film reporters, and purchased film cameras from
abroad for reporter shooting (Tsvintarenko, 1928, p.
11). 19 issues of this magazine were published at the
beginning of January 1926, and 16 issues — in the
summer of 1926.

According to L. Mohylevskyi, who headed the
departments of production films and newsreels, they
planned to cover Podillia and Odesa region. (In 1928,
the Odesa film studio became a regional filming
center for newsreel service. It covered Mykolaiv
region, Kherson region, MASSR, Pervomaisk region
and Zinoviiev region). The life of the Red Army and
Navy, construction, agriculture, sports, technology,
export, import were the subjects of the stories.
They were planned to be created according to the
principle of an illustrated newspaper report with the
involvement of institutions and enterprises, press,
which understand the significance of newsreels. (In
the next summer season, the newsreel department
planned to film production, industry development,
historical places and the most interesting landmarks
of Ukraine) (Vsia Ukraina, 1926, p. 2).

“But newspapers and magazines are
material. — H. Leichenko noted. — The viewer
wants to see movement, life, and work in a vivid,
imaginative newspaper called “Kinokhronika”
And we cannot bypass this demand in silence. It is
enough to prove the vitality of this idea. Experience
has shown that it fully justifies itself. <...> A small
film of 5-6 parts and a newsreel should be included
in each program” (Leychenko, 1926, p. 5).

»
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As a result of the fact that the stories of “Makho-
vyk” were a simple review of the events of the
current day and were devoid of social significance,
the VUFKU followed a new way of producing
newsreels. The content of the magazine gave the
viewer an opportunity to get acquainted with
separate episodes and events, but there was no target
setting here. Therefore, it was decided to abandon
the coverage of only episodic events in magazines
and to switch to thematic newsreels, that is, to release
separate short films up to 300 meters long, devoted
mainly to the production topic (Kinokhronika,
1927, p. 7). The newsreel department of the VUFKU
switches to the thematic release of newsreel films in
the form of separate independent cyclic films.

Until 1927, the content of newsreels was random.
As a result of a range of subjective and objective
reasons, the newsreel filming had to be carried
out in very difficult conditions: the absence of a
correspondent network in Ukraine, the filming
equipment necessary for the work of a small staff
of correspondents, the absence of experience in the
production of newsreels, and most importantly, the
catastrophic lack of professional workers and special
laboratory, which would provide an opportunity to
show the newsreel on the next day after the shooting.

The first issues of “Film Week” were marked by
a large number of demonstrations and meetings
filming and were quite boring. Public screenings
showed that the working audience is least interested
in demonstrations and meetings. The viewer was
attracted by the display of achievements in the field
of science, technology and sports in the USSR and
abroad.

Starting from 1927, the production plans of the
VUFKU included a weekly release of newsreel films
(TsDAVO(a), p. 3) (on August 1, 1927, according
to the thematic plan, the premiere issue of “Film
Week” took place) (Etapy kinokhroniky, 1927, p 12).
The newsreel sub-department was included in the
production department of the VUFKU and special
instructions were developed. It stated that “several
centers for filming newsreels are being created in the
republic; correspondents must submit a monthly or
biweekly approximate shooting plan to the VUFKU
board; all newsreels, without exception, shot on
the same day must be recorded in a special book”
(TsDAVO(a), p. 350). According to the production

plans of the 1927/28 economic years, it was planned
to release 52 issues of the film magazine, for which
46222 rubles were allocated (TsDAVO(b ), p. 3),
and to create a base for filming newsreel films in
Kharkiv, since there were more events interesting
for newsreel subjects in the capital of the Ukrainian
SSR (Nove mystetstvo, 1927, p. 18).

During the October holidays, the newsreel
department sent 24 cameramen to different cities
and villages of Ukraine. Celebrations were filmed
in Kharkiv, Dnipropetrovsk, Odesa, Mykolaiv,
Vinnytsia, and Staline. Four cameramen worked
simultaneously in Kharkiv, Odesa and Kyiv. Filmed
footage of the holiday was soon shown in cinemas.
Some filming was done from a flying machine
(Zhovtnevi sviata v filmi, 1927, p. 14; Zhovtnevi
sviata na ekrani, 1927, p. 33).

In the spring of 1928, the issues of “Film Week”
regularly began to include foreign newsreels bought
abroad or shot by the own correspondents in Paris,
Berlin and New York: the Communist Party of
Germany; elections to the Reichstag; speech of the
Red Front soldiers; election campaign in France, etc.
(I. Hudyma worked in New York; B. Tseitlin — in
Berlin; E. Deslav — in Paris) (Kino-kory VUFKU za
kordonom, 1928, p. 248).

Short newsreel film was devoted to certain
important events: “10 years of the PC SPD in Ukraine’,
the trip of the Shevchenko Committee to Kaniv and
the solemn meeting of the Committee at the grave of
Taras Shevchenko (cameraman D. Soda) (Podorozh
Shevchenkivs'’koho Komitetu, 1928, p. 15), “Ten Years
of the Soviet Medicine” (cameraman S. Cherniavskyi),
“Ten Years of the Red Army” and others. (Khronika
VUFKU, 1928c, p. 15).

From September 15, 1927 to January 15, 1928,
the VUFKU published 16 issues of “Film Week”
But “Film week’, which was published four times a
month during the entire existence of the VUFKU,
did not always reach the audience. According
to L. Mohylevskyi, “the head of the newsreel
department of the VUFKU, the administrators of
some cinemas, referring to the need for the maximum
number of screenings of commercial films, did not
release newsreels until they received a small film
for demonstration. Sometimes, even in cinemas,
newsreel films were shown between screenings, so
that a large part of the audience actually did not see



it” (Khronika VUFKU, 1928a, p. 5). Mohylevskyi
also reported a “chronic delay in showing newsreel
films (almost three months after its release), so
when “the VUFKU Film Weeks” No.37 and No. 38
were shown in cinemas, the newsreel department
had already released No. 48” (L., M, 1928, p. 4-5).

In February 1928, a meeting dedicated to the
release of newsreel films was held at the regional
department of the VUFKU. At this meeting, it was
noted that the February issues of the “Film Week”
have not yet been received, and Odesa received
the newsreels of the October celebrations only
in February. M. Kattsent, who headed the Odesa
regional branch of the VUFKU, noted the need to
show newsreels every week. “It is necessary that the
filmed political and social moments were shown no
later than a week — ten days from the moment of
filming, the official highlighted. — In addition, it
is necessary to regularly give weekly magazines to
the club screen and for the village, so the VUFKU
should send at least 4-5 copies. Short films of a
production nature should be included as appendices
in the newsreel films” (Gorsovet o rabote VUFKU,
1927, p. 17).

“During the 1927/28 operating years, the
VUEFKU newsreel department, founded in October
1927” (Kulchych, 1928, p. 1), produced 19 newsreel
short films and 52 issues of “Film Week” with a total
footage of more than 28 000 meters. 20 copies of each
issue were distributed across Ukraine. “In June 1928,
2518 karbovanets were spent on the production of
newsreels, and in July — 2700. And according to
the Dnipropetrovsk branch of the VUFKU (one of
the six), the profit from the distribution of newsreel
films was 2695 karbovanets, and in July — 2 677"
(Kulchych, 1928, p. 1).

In 1928, the VUFKU introduced
innovations in the process of newsreels filming.
According to press reports, “the
department of the Odesa film studio released a film
album in two parts in order to make it easier for
directors to select actors. In the first part, photos
of the actors were placed without indicating their
surnames and characteristics, and in the second
one — a list of films where the actor was shot,
reviews of the directors, etc. To save costs and
time for film production, the department began to
systematize the filming of unbiased shots: the sea,

several

newsreel
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landscapes, etc., which can be used in various films”
(Hrupa khroniky ta vyrobnychoho filmu, 1928,
p. 17). The press also reported “on the VUFKU,
the first film still library in the USSR based on the
example of American film studios. According to
the Management of the VUFKU, the collected and
systematized archive newsreel material over the past
two decades has gained enormous historical value
and significance, and will also play a significant role
in the rationalization of film production” (Persha v
SRSR fil'mkadrotek, 1928, p. 137). “The catalogue of
the still library consisted of cardboard sheets with
small windows-frames for viewing through the
aperture and the name of the event, time and place
of filming, content, film quality, cameraman’s last
name, footage length” (L-ov, 1928, p. 12).

Simultaneously with the implementation of the
still library, the VUFKU is trying to create a film
chronicle, that is, to establish the release of full-
length edited films based on archival newsreel
material. From the beginning of March 1928, the
press began to report that the VUFKU was finishing
editing a full-length documentary film, which
included events “from the imperialist war to the days
of peaceful construction in Ukraine” The director
and editor of the picture was L. Mohylevskyi, who
already had experience in similar work. Assistant
Ya.Habovych and editor A.Livodarov worked
on the film “Documents of the Era” (“October in
Ukraine”) together with Mohylevskyi (Zhovten’
Ukrainy, 1928a, p. 13; Zhovten' Ukrainy, 1928b,
p. 13). As the author stated:

“The purpose of the film “Documents of the Era”
is to identify, systematize and logically connect
only the real historical film documents related
to the history of the class struggle in Ukraine”
(Mohylevskyi, 1928, p. 2).

The success in the RSFSR of the edited films
“The Fall of the Romanov Dynasty”, edited from
the tsarist chronicle (1927, directed by E. Shub)
and “The Great Way” (1927, directed by E. Shub),
released by Radkino on the anniversary of the
October Revolution, prompted the VUFKU to
release the “Documents of the era” film. Although,
we should note that the first edited film in the USSR
was released in Ukraine (“The Great October”, 1922,
4 parts; directed by V. Hardin), which was devoted
to the fifth anniversary of the October Revolution.
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As Mohylevskyi reported, “work on the picture
lasted about eight months. A huge number of old
newsreels were watched. Footage of Lenin, Trotsky,
Petliura, Germans in Ukraine, entry of Austro-
German troops into Odesa, the Central Rada, etc.
were discovered. A large part of the newsreels was
filmed in Kyiv. A significant part of the newsreel
materials, which was included in the film, was shot
by cameramen of the political departments in the
first years of the revolution, and was kept in Moscow,
as well as in other regions of the USSR and abroad”
(Tsvintarenko, 1928, p. 3).

“The VUFKU took measures to purchase
newsreels shot in Ukraine in the period of 1917-
1921. The newsreel film “The Directorate of Ukraine
in Kyiv” (negative) was purchased from one of the
cameramen who worked in Ukraine and later moved
to the Far North. As a result of painstaking work,
it was possible to acquire and collect the newsreel
film “Skoropadskyi’, “Entry of the Directorate in
Kyiv’, “Kerenskyi in Kyiv’, “Petliura’s meeting with
the clergy”. Through the correspondence between
German film organizations and cameramen
working in Ukraine, frames of the newsreel films
“Proclamation of the Universal’, “Banquet in honor
of Hetman’, “Entry of the whites to Kyiv’ were
acquired (Mohylevskyi, 1928, p. 2).

A very thorough search for film plots (despite
having the reliable information of their availability)
did not yield results. A significant number of
newsreels were never found: “Execution of Boris
Donsky”, “Funeral of Eichhorn, “Explosion in
Zvirinka”. The edited film consisted of eight parts:

1. Footage from the period of the First World War.

2. Petrograd.

3. Parade of the Austro-German and Petliura
troops on the Sofia Square in Kyiv.

4. Arrival of S. Petliura in Kyiv on December 19,

1918.

5. Interventionists load looted grain onto steam-
ships in one of the ports on the Black Sea.

6. The proletariat of Ukraine faced a new front of
struggle.

7. Workers and peasants, leaving their bayonets,
took on science.

8. The victories of the first Soviet Republic in
the world ignited the fire of revolutionary
enthusiasm of the proletariat of other countries”
(Myslavskyi, 2016, p. 368-370).

Conclusions. In the early 1920s, the Ukrainian
republic was recovering from the consequences
of the Soviet-Ukrainian war. At that time, the film
production base was also in a very deplorable
condition. In such conditions, it was incredibly
difficult to establish the own film production.
However, gradually the situation begins to normalize.
With the introduction of film production bases in
Yalta, Odesa, and later in Kyiv, it became possible to
create new film groups and establish relatively stable
film shootings.

But in addition to the technical problems
related to the acute shortage of equipment and
film, there was an acute shortage of qualified
cameramen, screenwriters and directors. In difficult
economic conditions, the VUFKU had to solve
both technical and creative problems. At the same
time, the Ukrainian film department managed to
establish continuous production of documentaries
and newsreels. However, the artistic quality of
documentary films was still at a low level.

Qualitative  improvement  of  Ukrainian
documentary film directing began only in 1928-
1929, after the transfer from Radkino to the VUFKU
of some members of the Cine-Eye creative group
(Dzyha Vertov, his wife Ye. Svilova and his brother
M. Kaufman). It was at this time when their best
films were released — “The Eleventh One’, “The
Man with a Film Camera’, “Spring” ... However,
the rise of Ukrainian documentary cinema was
not long. With the introduction in the 1930s of the
system of centralization of cinematography and
subordination of Ukrainian film production to a
single center in Moscow, Ukrainian cinematography
lost its national identity and merged into the general
stream of propaganda film production of the USSR.
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Ding Boyu. The opera “Mulan psalm” by Guan Xia
in the modern musical culture of China

The purpose of the article is to identify and
systematize a complex of historical, cultural and musical
factors that caused the great popularity of the opera
“Mulan Psalm” in China and the interest in this work of
viewers from many countries on different continents.

The methodology combines elements of the
musicological complex (music-historical,
performance methods) with historical, cultural and
comparative methods, which allows us to analyze
and compare the ancient text with the opera libretto,
characterize the main means of expression used by the
composer, define the historical and cultural background
on which the opera was created, and describe the
specifics of the opera’s portrayal of the main character,
around whose fate the entire plot of the work is built.

The results. Even the initial analysis of the opera
by the prominent contemporary artist Guan Xia shows
the multivariate interpretation of the image of the main

music-

character — one of the most famous characters of the
ancient folk epic, as well as the possibility of finding
hidden meaning in this masterpiece of modern Chinese
opera, because with each new viewing or with each new
production of “Mulan Psalm” and new actors performing
the main roles, in particular, the three leading singers
performing the role of Mulan, different facets of this
heroine and the deeper meaning of the opera, which
quickly crossed national borders and gained universal
significance due to the involvement of its authors,
directors and performers in the values that are eternally
important to humanity, are revealed: patriotism, sacrifice
for the sake of the homeland, and at the same time,
sincere love, natural feelings, love for family, brothers in
arms, and a loved one. Almost all of the characters are
endowed with all of these traits, as there are virtually
no negative characters in the opera, since the image of
the enemy as such, as well as the enemy army, is not
individualized but presented as a common evil that the
characters fight and defeat.

The practical significance of the article consists
in understanding the significance of the opera
“Mulan Psalm” in the operatic art of modern China
and identifying the prospects of presenting the best
achievements of Chinese artists in this genre on the
world academic concert stage.

Keywords: musical art of China, opera “Mulan Psalm”
by Guan Xia, modern opera culture of China, traditions
of opera productions, image of a warrior woman, opera
performances, leading Chinese opera singers, stage trans-
formations.

Hin boroii. Onepa I'yanp Ca «Mymanp Ilcanom» y
MY3HYHill KynbTypi cygacnoro Kuraro

Hapaerbcs aHanis sHaveHHA onepu [yanb Ca «My-
nanb Ilcamom» y MysuuHili KymbTypi cydacHoro Kuraro,
HABOJATHCA MiCTa i KpaiHy, B AKUX LA OIlepa IIPe3eHTy-
BaJIacs, a TAKOX BUSHAYAKTCA OCOONMBOCTI JAEAKUX 3
IIVIX TOCTaHOBOK. [IpocTesxyeTbes GeHOMeH SKiHKI-BO-
iHa y BCECBIiTHIlI icTOpIi, BMBYAETbCA MTAHHA 3BEPHEH-
HA [0 TeMM >KIHOK-BOJIOBHIIb, 30KpeMa 0 icTopmd-
HOTO IepcoHaka MymaHb, y KMTalicbKOMY MUCTEITBI.
Posrianaerncs mpobema TpaKTyBaHHA CLIEHIYHOTO 06-
pasy roloBHOI repoiHi onepu, BUABIANTHCA XapaKTepHi
ocobmBocTi MysuyHoro micbMa Iyanp Ca, Haromomry-
€TbCA Ha MOENHAHHI HALliOHA/IbHYX 1 3axigHMX 3acobis
MY3MYHOI BMPA)Ka/JbHOCTI B OIEpPHiil MapTUTYpi, OK-
PECIIOITHCA NEePCIEKTUBY NOJAIbIINX MY3MKO3HABYMX
TOCT/PKEHb LIbOTO CYY4aCHOTO KUTaMChKOIO OIIEPHOTO
IIefieBPY.
Kmrowosi cnoBa: mysuune mucmeymeo Kumaio, onepa
«Mynanv Ilcanom» Iyanv Cs, cyuacna onepua Kynvmy-
pa Kumato, mpaduuii oneprux nocmaosox, 06pas iiu-
Ku-60iHa, ONepHi 6UCMAasy, Nposioni Kumaiicoki onepHi
CNiBaAYKY, CUEHIUHI nepesmineHHs.

The relevance of the article. One of the most fa-
mous operas by Chinese composers of the early XXI
century is the work “Mulan Psalm” by Guan Xia
based on the script written by Liu Lin, which tells

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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the story of a young girl from a noble feudal family

who decided, instead of her sick elderly father, who

was called to wage war with the enemy, to dress in
military men’s clothing and command the army that
used to be subordinate to her father.

This ancient story, which has attracted many gen-
erations of Chinese, is now known in many coun-
tries around the world thanks to Guan Xias suc-
cessful contemporary music that has transcended
national boundaries, the bright cast of singers and
the skill and perfect work of the entire production
team. However, the phenomenon of this success of
the opera, despite the emergence of a number of
studies by Chinese scholars on this issue in recent
years, has not yet been sufficiently studied. This ex-
plains the relevance of this study.

The purpose of the article is to identify and sys-
tematize a complex of historical, cultural and mu-
sical factors that caused the great popularity of the
opera “Mulan Psalm” in China and the interest in
this work of viewers from many countries on differ-
ent continents.

An analysis of recent research and publica-
tions. In the less than twenty years since its cre-
ation, “Mulan Psalm” has become a fertile ground
for Chinese musicologists to become interested in
various aspects of this work and, as a result, numer-
ous musicological studies have appeared on various
aspects of «Mulan Psalmy (the plot, the importance
of the opera in contemporary Chinese musical cul-
ture, the peculiarities of the opera’s stage presenta-
tion, the importance of the orchestra in the opera,
the specifics of the vocal performance of the main
part of the opera, etc.) Thus, a number of master’s
theses by young Chinese researchers have already
been defended in various Chinese higher education
institutions on the above-mentioned issues. Here
are just a few of them:

- “The opera “Mulan Psalm” “Mulan” singing art”
by Zheng Zuo from the Wuhan Conservatory of
Music (Zheng Zuo, 2012);

- “Introduction to Peng Liyuan Opera Art” by
Wei Rong from Sichuan Normal University (Wei
Rong, 2013);

- “Scenario Symphonic Opera “Mulan Psalm”
Actress Aria Analysis and Research” by Li Yang
of Xian Conservatory of Music (Li Yang, 2013);

- “Scenario symphonic opera’, by Pei Zuo Ping

from the Nanjing Institute of Arts (Pei Zuo Ping,

2011);

- “Analysis of the Mulan’s Aria Singing Style of
Opera “Mulan Psalms™ by Yang Su Jun from the
South China University of Technology (Yang Su
Jun, 2012);

- “Large scale scene Symphony “Mulan Psalm’
artistic characteristics and the characters of
Mulan — the musical troupe premiere version
as an example’, by Li Meng Jiao from Shanghai
Normal University (Li Meng Jiao, 2012).

Some master’s theses by young Chinese scholars
deal with more general, but directly related to the
opera “Mulan Psalm” issues, in particular:

- “Impression of Chinese Opera Feminist” by Cai
Zuo Zuo from Hunan Normal University (Cai
Zuo Zuo, 2011);

- “Research on the Cross-cultural Comparison
between Chinese Peking Opera and Western
Opera” by Chen Chong from Northwest Minzu
University (Chen Chong, 2011).

The titles of each of these master’s theses elo-
quently reflect their content.

The article “Hybridizing the cultural identity of
Mulan from a Chinese ballad to American films”
by Chinese researchers Meijuan Zhao and Lay
Hoon Ang (Meijuan Zhao, Lay Hoon Ang, 2022) is
important in the context of studying the semantic
content of the image of the main character of the
opera “Mulan Psalm” and its interpretation in con-
temporary American culture. This paper addresses
the issue of hybridizing Mulan cultural identity in
the understanding of Chinese folklore in America,
when there is a certain conflict during Sino-West-
ern transcultural clashes. In particular, the authors
analyze the transformation of Mulan cultural iden-
tity in the original Ballad of Mulan, the Walt Disney
animated film Mulan (1998, sequel — 2004) and the
American film version of the same name (2020).

Thus, the purpose of the article is to identify and
systematize a set of historical, cultural, and musical
factors that have led to the great popularity of the
opera “Mulan Psalm” in China and the interest of
audiences in many countries on different continents
in this work.

The main objectives of the study are:

- to characterize the work of the composer Guan
Xia;



- to comprehend the historical phenomenon of
women warriors from different eras and cultures;

- to trace the chronology of productions of the
opera “Mulan Psalm” on Chinese and foreign
stages;

- to identify the peculiarities of the interpretation
of the ancient Chinese ballad by modern musical
and stage means;

- to comprehend the composer’s and leading
Chinese singers’ interpretation of the operas
protagonist.

The methodology combines elements of the mu-
sicological complex (music-historical, music-per-
formance methods) with historical, cultural and
comparative methods, which allows us to analyze
and compare the ancient text with the opera libret-
to, characterize the main means of expression used
by the composer, define the historical and cultural
background on which the opera was created, and
describe the specifics of the opera’s portrayal of the
main character, around whose fate the entire plot of
the work is built.

Summary of the main research material.
Created in the early 2000s, “Mulan Psalm” was first
performed in 2004 in Beijing, the following year it
was staged at the prestigious Lincoln Center in New
York, and in 2008 it was presented with great success
at the Vienna State Opera, perhaps the most famous
opera house in the world, becoming the first Chinese
musical and stage work to be performed on this
Viennese stage in its 139-year (at the time) history.
In 2009, this opera was first performed at the Yuen
Long Theater in Hong Kong. In the same year, at the
invitation of the Royal Philharmonic Orchestra of
Japan, a Chinese performing company under the
direction of Peng Liyuan presented “Mulan Psalm”
in Japan (four performances in Tokyo and Sapporo).
One of the performances in Tokyo was attended
by Japans Crown Prince Naruhito (since 2019, the
Emperor), who spoke enthusiastically about the
opera and, in particular, about the young singer Lei
Jia, who played the role of the main character Hua
Mulan. The following year, in 2010, the opera was
presented on several Chinese stages: at the People’s
House in Beijing, at the Shanghai Grand Theater
during the World Expo season, at the Guangzhou
Grand Theater, as well as on the stages of Russian
theaters, and in 2011 at the Xian International
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Horticultural Exhibition. In the following years, the
opera was successfully presented on the stages of
other centers of Chinese provinces.

An extraordinary event was the production of the
opera in 2015 at the Shi Guangnan Grand Theater
in Chongqing. This production was a tribute to Shi
Guangnan (1940-1990), one of the most popular
composers in modern China, and was dedicated
to the 75" anniversary of his birth. This event also
marked the opening of the Shi Guangnan Theater,
located in the municipal district of Nanan, where he
was born. As one of the most prolific songwriters
in the country, Shi Guangnan wrote a number
of songs that have captured the hearts of millions
of Chinese. His works, including “In the Field of
Hope”, “Ripe Grapes at Turpan’, and “Toast Song’,
have become popular among different age and social
strata of the Chinese population due to their vivid
author’s and folk melodies. The author of “Mulan
Psalm” Guan Xia, who was the head of the orchestra
that participated in this production at the time,
characterized the importance of the compositional
and folklore activities of his senior colleague, under
whose creative influence he was: “What makes Shi’s
songs so popular among different generations is
his combination of folk music, such as Tibetan and
Uyghur. He has absorbed various musical elements
by working for years in remote villages across China
and creating his own composition based on local
folk music... I hope that young Chinese composers
can learn from him” (cited in Chen Nan, 2015).

Similar to Shi Guangnan, Guan Xia also makes
extensive use of folk music sources in his own
works. This creative method is perhaps most clearly
manifested in the opera “Mulan Psalm’, in which
the artist borrowed traditional folk song melodies
from Henan Province in Central China. There is
an assumption that the main character of the opera
hailed from this province. He presented these folk
melodies accompanied by a large western-style
symphony orchestra, using the entire kaleidoscope
of modern orchestral means. Describing Shi
Guangnans work, Guan Xia noted that the best
reward for a composer is when his music is enjoyed
by a large number of people, and Shi has succeeded
in doing so. The same characterization certainly
applies to the work of the author of the Mulan opera
himself. Among other audiences, the Chongqing
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performance of the opera was honored by a visit
from Shi Guangnans widow, who praised the music
of her late husband’s younger follower.

Finally, two years later, at the end of 2017, the
opera was staged at the newly opened Jiangsu
Center for the Performing Arts (JSCPA) in Nanjing
as part of the Third China Opera Festival. As noted
by Rudolf Tang, a well-known Chinese writer and
expert on the classical music industry in China, a
journalist for “Musical America’, a member of the
Society of Music Critics of China, and a translator
of the “Mulan Psalm” libretto into English, Nanjing
was the first real full-fledged opera production of
the opera, which was conducted by the Finnish
conductor and composer of Swedish origin Leif
Segerstam. All previous productions, from the
very first one in Beijing to the subsequent touring
versions, were performed in a semi-stage and semi-
concert version. The orchestra, unlike all previous
productions, finally moved from the stage to the
orchestra pit, and the entire stage was filled with
scenery and characters. In this form, the opera was
called “Mulan Psalm” instead of “Mulan”.

According to the tradition established in China,
only officially approved singers could sing the main
roles in the most recognized, so to speak “sacred”
operas for the Chinese audience, and everything in
the staging of such operas remains unchanged or
almostunchanged from their first performance. This,
in particular, was true of the operas “The Gray Girl’,
“Sister Jiang”, and others. The same happened with
the opera “Mulan Psalm”. Thus, such operas became
and are still becoming a kind of museum exhibits,
which are highly revered in China as a national
cultural heritage and well protected by vigilant
ideological cadres. That is why it took thirteen years
for the semi-concert version of the opera to finally
turn into a full stage production in Nanjing, starring
soprano Lei Jia (Mulan), a student and follower of
Peng Liyuan, and tenor Zhang Yingxi (General Liu).

At the same time, R. Tang notes that since the
beginning of the XXI century, about twenty new
operas have been commissioned annually by
various opera companies, municipalities, powerful
oligarchs, and ministries in China. And this is the
basis of China’s soft power cultural policy, especially
with regard to artistic, including musical, heritage.
A vivid demonstration of this process is the triennial

Chinese Opera Festivals, initiated at the highest level
since 2011, which present about twenty operas each
time. Despite the fact that most of these operas, after
their premiere performances, are never performed
anywhere else, a kind of selection of the best newest
works takes place, which enter the national cultural
treasury and remain in the repertoire (Tang, 2018).
The Mulan opera undoubtedly belongs to such
works.

The enormous success of this work in China and
in many countries around the world was due to
several important components. Let us list the main
ones.

1) Known throughout modern China, one of
the most iconic ancient stories in Chinese culture
is the anonymous “Ballad of Mulan” (“Mulan
Shi”), a female warrior who lived in the Northern
Dynasties (V-VI centuries AD). This folklore work
was first recorded, among others, in Yuefu Shiji, a
collection of Yuefu poems compiled by the scholar
Guo Maogiang in the XI century, and during the
XX and early XXI centuries it was repeatedly filmed
(feature films, animated feature films, including
the Hong Kong musical film “Lady General Hua
Mulan” (1964), the Sino-American film “Hua
Mulan” (2009), the aforementioned animated film
“Mulan” by Walt Disney (1998, sequel — 2004) and
the American film of the same name (2020), etc. It
is also noteworthy that a crater on Venus is named
after Mulan, and the 2007 FIFA Women's World Cup
in China chose Mulan as its mascot.

It is worth noting that in the original text of the
ballad, only a few lines almost in passing mention
military action, but it is to this that the most vivid
and important scenes of the opera are devoted. The
love story, which is one of the main themes of the
opera, is practically absent in the ballad. However,
it is thanks to the introduction of battle and lyrical
episodes in the libretto that the image of the
protagonist is presented in a full and multifaceted
way.

2) The music is composed by Guan Xia, one of
China’s leading contemporary composers, long-
time president of the National Symphony Orchestra
of China, author of another brilliant opera,
“Mournful Dawn”, composed in 1997-2001, which
premiered in Beijing in 2001, two symphonies, the
first of which was written in the mid-1980s, and the



second — “Hope” — has gained great popularity in
China since its first performance in 1999, a large-
scale “Requiem for the Earth” in memory of the
victims of the 2008 Sichuan earthquake for quartet
of soloists, choir, orchestra and organ with the
inclusion of the ancient Chinese flute Qiang. The
composer also has a Symphonic Ballad (Overture)
based on the music of the opera “Mournful Dawn’,
soundtracks to a number of popular television series
(some of which were later turned into independent
concert pieces by the author).

3) The priority of female characters in traditional
Peking opera is a national cultural heritage that has
been actualized in most operas by Chinese artists
of the European model since the mid-twentieth
century, In fact, from the very first opera of this
type, “The Gray Girl” (1945), composed by a group
of Chinese artists, to one of the most recent operas,
“Sunrise” (2015), by Jin Xiang, despite the diversity
of their plot content and their reference to either
fantastic or mythical stories from ancient times or
the modern history of China.

4) Perhaps the most important component
is the music of this opera with a clearly defined
national flavor of all vocal — solo, ensemble and
choral numbers in their masterful combination
by the composer with a juicy modern score by a
full Western-style symphony orchestra, which is
a full participant in the stage action, emotionally
stimulating both the audience and the singers of the
vocal parts.

5) A separate, far from being a passing factor in
the wide recognition of the opera “Mulan Psalm”
immediately after its premiere was the constant,
during the first four years, performance of the
main part of this work by the famous performer
of Chinese folk songs, winner of numerous awards
of national song competitions Peng Liyuan, now
better known as the First Lady of China (married
to Xi Jinping since 1987), one of the first singers of
the opera, was one of the first singers in China to
receive a master’s degree in traditional music after
the introduction of the master’s degree system in
Chinese higher education institutions in the 1980s
(1990), and was directly related to the traditional
music, and was directly close to army life, having
served for many years in the Chinese National
Liberation Army (during the performance of the
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main role in the opera, she was a member of the
Song and Dance Troupe of the General Political
Department, and later headed various military
creative structures, including the Song and Dance
Ensemble of the Political Work Department of the
Central Military Commission of the Communist
Party of China (2008-2012), the Academy of Arts of
the People’s Liberation Army of China (2012-2017,
holds the rank of major general). In the following
years, the Mulan Parties were performed with great
success by representatives of the next generation of
vocalists, famous Chinese opera singers: Tan Jing, a
deputy civilian officer of a division of the People’s
Liberation Army of China, and Peng Liyuan, the
head of the general political department of the Lei
Jia Song and Dance Ensemble, the only doctoral
student. All of these factors, woven together, have
guaranteed the work’s enduring popularity.

It should be noted that there are many examples
in human history of women taking up arms and
fighting alongside men or even instead of them.
We can name a number of warriors from different
nations and times. In particular, this is the
subject of a publication by the Ukrainian author
O. Kozubenko (Kozubenko, February 11, 2021),
which provides a historical retrospective of the
outstanding women who led the army and won
convincing victories in battles from ancient times
to the present. In particular, the author notes that
among the Sarmatians who lived on the territory of
modern Ukraine 2-3 thousand years ago, “women
warriors could be found quite often, they had a high
social status” (Kozubenko, February 11, 2021). Since
ancient times, specific names of women warriors
have been known: the third mythical ruler of
Britain, Gwendolen (turn of the XII and XI centuries
BC), Queen Zabibe of Kedar (VII century BC),
the Arabian Queen Shamsi (VII century BC), the
Queen of the Masageti Sakas, Tomiris (IV century
BC), the Carian rulers), the Carian rulers Artemisia
[ and Artemisia II (respectively V and IV centuries
BC), the participant of Spartacus’ revolt Gerardesca
Manutius (I century BC), the Vietnamese warriors
Ching sisters (I century), the Celtic national heroine
of England Bowdick (I century), the Queen of
Palmyra Zenobia (III century), the Chinese Princess
Pingyang (VII century), the military leader of the
Arabian tribe of Banu Tamim Sajah bint al-Gharis
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(VIL century), Ethelfleda of Mercia (turn of the
IX-X centuries), Matilda of Tuscany (XI century),
Japanese women Tomoe Gozen — a senior officer
in the army of the head of the Minamoto clan and
Hangaku Gozen — the head of a three-thousand
army (late XII century — early XIII century),
Chinese women commanders Mu Guiying (XII-XIII
centuries) and Fu Hao (XIII century), the legendary
Frenchwoman Joan of Arc (XV century), Muslim
Princess Amina, the leader of the Hausa people in
Nigeria (XV century), the Italian Caterina Sforza
(late XV — early XVI centuries), the Mongolian
princess Mandugai the Wise (late XV — early XVI
centuries), and the Pashtun folk heroine Malalai
(XIX century). World history has also preserved
many examples of specially organized military
units composed of women from ancient times to
the present: the Amazons, Viking women, samurai
women, the thousands-strong women’s army of the
Dahomey Kingdom on the coast of West Africa
(XVIII and XIX centuries), womens death strike
battalions of the First World War and womens flying
squadrons of the Second World War, etc.

In the mid-1970s, women in many NATO count-
ries (Belgium, Canada, Denmark, France, Germany,
Greece, the Netherlands, Norway, Portugal,
Germany, the United Kingdom, and the United
States) were able to obtain military status. Countries
without conscription, such as the United States,
the United Kingdom, and Canada, have achieved
the highest levels of female military presence. In
the XXI century, girls are conscripted for military
service in China, Eritrea, Israel, Libya, Malaysia,
North Korea, Peru, and Taiwan. Among the NATO
member states, Norway was the first to officially
recruit women on the same terms as men in 2013; in
2017 and 2018, Sweden and the Netherlands began
to recruit women for military service under similar
conditions (Women in the Armed Forces, 2023).

In the People’s Liberation Army of China, until
recently, women were employed in logistics and
paperwork, but in 2013, the first special forces
unit was created exclusively of women to conduct
reconnaissance and participate in raids. This unit
consists mainly of highly educated girls with
university degrees who have undergone mandatory
high-quality training in hand-to-hand combat,
shooting, and parachuting. According to the

Chinese military, “..the lack of physical strength is
more than compensated for by the scrupulousness
of the approach, patience and sense of duty” (cited
in: Zadvernyak, January 9, 2022). In the first ten
years since its foundation, the women who make
up some units of the Special Operations Forces of
the People’s Liberation Army of China have proven
themselves worldwide as first-class fighters capable of
performing tasks at the limits of human capabilities.
The army of Chinese Amazons surpasses in training
even the best similar male units of the world’s
leading armies (Zadvernyak, January 9, 2022).

This, by no means exhaustive, list of examples
confirms that the participation of women (often
young girls) in military battles, often as leaders of
the army, is not a phenomenon peculiar to any one
nation or continent. As for ancient times, such facts
were overlaid with numerous later folklore layers,
so it is sometimes impossible to determine whether
these warriors were real or fictional characters. The
legendary Mulan is just such a character.

Depending on the traditions, historical, cultural,
moral and ethical norms of a given society and the
period of development of a given state, two opposite
forms of behavior and self-identification of women
warriors have developed: 1) their participation in
hostilities without concealing their gender, and 2)
the need to disguise themselves as men. Mulan, like
a number of other historical, mythical, and literary
characters, belongs to this second group, because
until the end of her service in the army, which,
according to legend, lasted ten years, and her return
home, no one in her circle realized that she was a
woman. This is emphasized in several lines of the
ballad recorded in the XII century:

“...Warriors, know that you are instead of a brother

Were your sister’s companions.

The hare’s paw is strong and furry,

And the hare’s eyes are wet.

If two hares are running next to each other

Can you tell them apart?” (i BEILEARMIFE
B (RZ3F) , 2012).

Only in one scene, in the playful duet “I Want
to Share the Sky with You”, does Hua Mulan, who
is in love with the hero of her feelings, General Liu
Shuang, who, like everyone else, believes that Mulan
is a man, reveal her secret dreams to him:



“They say that when you drink, you can express
your true feelings...

Today I don’t drink wine, but I am also in love.

After our triumph, we will go our separate ways.

Perhaps we will never meet again in this life.

If I were a woman,

I'd like to fix your lapels.

If I were a woman,

Your pain would be my pain.

Your joy would be my joy.

Your sadness would be my sadness.

Your happiness would be my happiness.

If I were a woman,

My life would be bound up with you.

If I were a woman,

I would share my life with you.

I would live and die with you and never leave
you” (B, 2021).

It should be noted that there are many examples
of women impersonating men in Chinese opera
culture. And this metamorphosis is not always
tied to the need for opera heroines to pretend to
be warriors. Let us recall, for example, the image
of the Old Drunkard from the mythological opera
“Butterfly” by San Bo, behind whom the Old
Woman, the mother of the main character of the
opera, hides for most of the stage action. Ye Xianwei’s
dissertation study (Ye Xianwei, 2019) is devoted to
a detailed analysis of this opera. In particular, the
scholar emphasizes that “the change of the hero’s
hypostases, reflected in the appearance of his new
names, is due to the change in the structure of the
heros personality, the nature of his participation
in the drama of redemption, and involves the
introduction of a new corresponding appeal (for
example, Old Drunkard — Old Woman — Mother
of Qiu Yintei)” (Ye Xianwei, 2019, p. 172).

In contrast to this trend, we can cite an example of
a vivid Chinese traditional opera “Lady General Mu
Takes Command’, where the gender of the heroine
is clearly defined from the beginning to the end of
the performance (China National Tourist Office,
London, 2020).

Such examples of musical and stage performances
dedicated to relatively recent events, where the
gender of the warriors is clearly defined from the
beginning of the action, include the colorful ballet
“Red Women’s Squad” created in 1964 by a group
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of Chinese artists (composers Wu Qiugiang, Du
Mingxin, Dai Hongwei, Shi Wanchun, Wang
Yanchao, choreographers Li Chengxiang, Jiang
Zuhu, director and art designer Ma Yunhong) based
on the events of the first stage (1927-1936) of the
Chinese Civil War. The first night of the ballet,
which took place in September 1964 in Beijing, was
preceded by a two-week internship of 120 dancers
in the People’s Liberation Army of China. Before
the public performance, the choreographers invited
the head of the Beijing Military District to the
last rehearsal, who noted that the dancers looked
more like ordinary girls than heroic soldiers, so the
experience, albeit short-term, of the ballerinas’ direct
stay in the army proved to be very important and
useful in the subsequent change of the choreography
of this work. After returning from this practice to
the theater, the participants of the “Red Women’s
Detachment” took up not only bayonets, but also
rifles and pistols, supplementing the classical dance
with purely military movements and techniques of
the national battle dance. It is in this form that this
ballet performance has been performed with great
success for almost 60 years not only in China, but
also in America, England, Denmark, Israel, France,
and many other countries, proving that its artistic
value far exceeds the limitations imposed by time
and ideology, allowing the originally ideologized
ballet to become part of the universal cultural
heritage (I BIRFF, 2022).

Along with the numerous musical characteristics
of Mulan as a woman warrior, a woman national
heroine, the composer repeatedly endows this main
character of the opera with tenderly lyrical, purely
feminine traits. An example of this state of mind of
Mulan is her aria “My Love Will Remain with You for
Life”, in which, behind the mask of a stern warrior,
the girl's longing for her native land, her parents,
and her entire family, from whom she had been cut
oft for many years in the army, breaks through. After
the victory, the heroine of the war refuses honors
as a military commander, the prospects of further
career advancement in government positions at the
imperial court, and valuable gifts for the sake of the
opportunity to return to her family, whom she has
not seen for ten years, and finally to transform into
a woman again.
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Thus, it is obvious that the composer, librettist,
and opera directors present the protagonist as a
complex multifaceted character who, despite the
extreme circumstances in which she finds herself,
year after year pretending to be a male warrior,
remains tender, loving, and sincere in her natural,
female dreams and manifestations.

The results. Even the initial analysis of the
opera by the prominent contemporary artist Guan
Xia shows the multifaceted interpretation of the
image of the main character — one of the most
famous characters of the ancient folk epic, as well
as the possibility of finding hidden meaning in this
masterpiece of modern Chinese opera, because with
each new viewing or with each new production
of “Mulan Psalm” and new actors performing the
main roles, in particular, the three leading singers
performing the role of Mulan, different facets of
this heroine and the deeper meaning of the opera,
which quickly crossed national borders and gained
universal significance due to the involvement of its
authors, directors and performers in the values that
are eternally important to humanity, are revealed:
patriotism, sacrifice for the sake of the homeland,
and at the same time, sincere love, natural feelings,
love for family, brothers in arms, and a loved one.
Almost all of the characters are endowed with all
of these traits, as there are virtually no negative
characters in the opera, since the image of the
enemy as such, as well as the enemy army, is not
individualized but presented as a common evil that
the characters fight and defeat.

Prospects for further research. In our opinion, it
is important for a more detailed analysis of the opera
“Mulan Psalm” to conduct a detailed comparative
analysis of the operas productions on the Beijing
(2006) and Vienna (2008) stages, the recordings
of which are available on YouTube, because in the
first version, the choreographic group is actively
involved in the singing of soloists, chorus, orchestra
and the peculiarities of the stage lighting design,
which is a full participant in the general stage action
(Amy Luong, 2019), while the rejection of the
choreographic component in the second version is
very successfully compensated by video projection
of battle shots, images of fire, characteristic Chinese
landscapes, certain symbols of the time, etc. on the
background of the stage. In addition, the presence
of the orchestra on the stage and the emotional
figure of the conductor, who, in fact, in the absence
of choreographic episodes, is the main focus of the
audience’s attention, are of greater visual importance
for the overall perception of the opera’s drama (Art
Music Asia, 2014).

It would also be advisable, given the opportunity
to review other versions of the opera, to compare
the performance of the role of Mulan by three
leading Chinese singers and to focus more closely
on the means of stage and vocal expression used by
these singers. Special attention may also be paid to
identifying the peculiarities of Guan Xia’s orchestral
style.
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M. O. Mipownuuenxo. Pexxucepcbka TeMa B eKpa-
Hi3aljii miTepaTypHOro TBOpYy

Y doxyci yBarn — mpotiec ekpaHisanii AK mepeTBo-
PeHH JTiTepaTypHOTO TeKCTY B KiHeMarorpadiunmit. Le
ABMIIIE PO3I/LAAAETHCA 37e01/IbIIOrO 3 MOILANY /TiTepa-
TYPO3HABCTBA: CTBOPEHH: ApaMaTypridHOl CTPYKTYPH,
TUIOJIOTi3aLii, KOMIIApaTMBICTUKM, TBOPYOCTI CII€HA-
pucra tomo. IIpore 1m03a yBarow HayKOBLiB 3ajMILa-
€TbCA PONb peXNcepa B eKpaHisawii. Y npomy mocri-
JPKeHHi aHanmisyeTbcs crenygika mporecy ekpasisanii
caMe 3 TOYKM 30py BIUIMBY Ha Hei TeMM PeXMcepa, AKa
€ TIPOSIBOM J0T0 0COOMCTOCTI. Y CTAaTTi TAKOX PO3IILA-
JAIOTbCSA MUTAHHA, AKi CTOCYIOTbCA TOTO, AKAM YMHOM
pexucep 001pae TOJ 4y IHIIWIT TiTepaTypHNIt TBIp LA
MailbyTHBOI eKpaHisallii, AKMMMU € mapaMeTpu Bifdopy
JiTepaTypu, AK BifjOyBaeTbCA eKpaHisalliA 3 TOYKM 30py
TBOPYOTO IIPOLECY PEKICEPA.

BaxmuBMM acmeKToM [OCTIKeHHA € TpPaKTyBaH-
HA TeMM He IPOCTO AK JiTepaTypo3SHABYOrO TEPMiHY,
a K 9YTTEBO-CYTHICHOTO MPOSIBY 0COOUCTOCTI MUTIS,
AKMIT BiH 3aK/Majae y cBifl GinbM. AHaTi3yeThcs TaKOXK
i cam mporiec epeTBOPEHHs TePaTypPHOTrO TBOPY, a00
X T. 3B. PeXUCEPCHKOI iHTepIpeTanii. 3ayBaKuMo, 10
€KpaHisallil BUBYAETbCA He JIMLIE K IPOLEC NEPETBO-
PeHHs JiTepaTypu B ClieHapiil, a i AK I7106a/IbHe ABNUILE,
[0 OXOIUIKE WUIAX Bifj MEPUIONPOYUTAHHA PeXICe-
POM JIiTEpPaTypHOIO TBOPY /IO JIOT0 BTi/IEHHA Ha €KpaH
Ta pelellii eKpaHHOTO BUIOBMIIA I/IAfa4eM. Y CTarTi
HABOJATBCA MPUKIANM, Ha 6asuci AKMX O3HAYYIOTHCA
He JIMIIE TEOPEeTUYHI, a I MPAKTUYHI NPUHLMI, IO
MOXKYTb JIOTIOMOITH y CTBOPeHHi ekpaHisaiii. [i mpo-
Oemaryika MOXXe 3al[iKaBUTH K MpodecioHamB KiHO-
BIMPOOHUIITBA, TAK 1 IIMPOKE KOO YNTAYIB Ta ITIA/AYiB.

Kimto4oBi croBa: expanizayis, kinemamozpagp, pexucep,
inmepnpemauis, nimepamypa, mema.

M. Miroshnychenko. Director’s theme in the film
adaptation of a literary work

The purpose of the article. The article focuses on
the process of film adaptation as a transformation of a
literary text into a cinematic one. This phenomenon

is mostly considered from the point of view of literary
studies: the construction of dramatic structure, typology,
comparative creativity,
However, the role of the director in film adaptation
remains beyond the attention of scholars. This study
examines the specifics of the film adaptation process in

studies, screenwriter’s etc.

terms of the influence of the director’s theme, which is a
manifestation of his or her personality.

The methodology. We have used the analysis (of
theoretical works on screenwriting and directing,
research in the field of art history, psychology, etc.),
typology (of structural elements and expressive
means), systematization (of directorial techniques
for transforming a literary basis into a screen work),
observation (of the creative process in cinema), induction
(based on practical experience) and modeling of the
principles of the director’s work.

The results can be used in training programs and
practical activities of directors, screenwriters, film critics,
art historians, and cultural critics. The paper provides
examples on the basis of which practical principles are
formed that can help in the creation of film adaptations.

The scientific novelty lies in the fact that for the first
time a comprehensive analysis of the transformation of
a literary work into a screen work from the perspective
of a director, its comprehension and systematization of
directorial techniques in the process of film adaptation
will be carried out.

Keywords: film adaptation, cinema, director, interpre-
tation, literature, theme.

ITocranoBKa mpo6nemMu. Y cydacHoMy KiHoImpo-
1eci 3Ha4Hy yacTUHY (ibMiB, a came 6/m3bko 30%,
CTAHOBJIATb CaMe eKpaHisaljil MiTepaTypHUX TBO-
piB. Y nepiop nepeMiH, peBOIOLiil i BOEH, KON pe-
JIbHICTD Ta BiANOBiHA MpOO/IeMaTNKa 3MiHIOIOTh-
Cs1 O/IMCKaBIYHO, JTITePaTOpy MAKTh 3MOT'Y LLIBJ/LIIE
pearyBaty I CTBOPIOBATU TEKCTHU, OCKIZIbKM BOHMU
He 3a/IeKaTh Bifj CKIaJHOTO IpOLecy KiHOBUPOO-
HUITBA. TakMM YMHOM, 3pOCTa€ aKTyasbHiCTb

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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eKpaHisanii 1ux TBOpiB abo X iHTepmpeTarii Tex-
CTiB MUHYJIOTO, AKi TaK 4y iHAKIIE CYTOMOCHI MUT-
1AM i risgadam cygacHocti. Tomy y dokyci daxis-
IiB  ONMHAKTbCA IpoONEMN  IepeTBOPEHHS
niTepaTypHOi MOBM B KiHeMaTorpadiuny. OcKimbkn
caMe pexIcep € KMo4oBoo (Girypor B KiHompolie-
Ci, TO BOX/IMBE JOCIIKEHHS PEXIMCEPCHKUX METO-
ZiB 1[bOTO IEpeTBOPEHH:. Y 11ili po3BiALi podmMo
NPUIYLIEHHS, 1[0 TeMa, AKY BU3HA4ae PexXIcep-
II0OCTAHOBHUK (iNbMY, BIVTNBA€E HA TIPOLIEC eKpaHi-
3alii.

AHami3 OCTaHHIX JOCTiKeHb i MyOmiKamiiL
[Ipobnematuky crnenmdiku mporecy nepeTBopeH-
HA JIiTepaTypHOro TBOPY Ha MOBY €KpaHy aHajli-
3yBa/lM AK TEOPETUKM, TaK i MPAKTUKY KiHEeMaTo-
rpady. 30KpeMa, MOKHA 3TajjaTyl MpeACTaBHUKA
rojIiByAcbKoi TeopeTyHol fiymkn Pobepra Maxk-
Ki, xotpnit y mpani «IcTopis Ha Minbiton» (Makki,
2020) posrisAnae expaHisaliio 3 MOITALY HPOLeCy
KiHOBMpOOHNIITBA. BiH aHanisye Te, fAK miteparyp-
Ha CTPYKTYpa IEPETBOPIOETHCA B CLIEHAPHY CTPYK-
Typy, PO3I/LAfa€ BUOKPeMIeHHA KOHQIKTY Ta
J10r0 po3BUTOK IpOTAroM ictopii. Takox expaHisa-
it posraanas Pidapy Yonrep y kuusi «CuenapHa
MaiICTEPHICTb: KiHO Ta Te/lefpaMaTyprisl AK MUCTe-
1TBO, peMecrio Ta 6izHec» (Walter, 1988). Bin mpu-
[ii/IAB yBary TOMY, IK CLIEHAPYCT IIPAIioe 3 TEMaMI,
AKi 3aK/IaJla€ aBTOpP OPUTiHAZIBHOTO TBOPY, AK BiH
IIepeTBOPIOE IX Ta BBOJUTDL Y KOHQIIKT, aHAi3y-
BaB €KPaHi3allil0 AK BaXIMBUI €Tall CTBOPEHHA
¢inbmis. [0 mpobnematuky gocnimpkysas i Tomac
Jlevid y KpuTu4Hi crarTi «/IBaHafATh HOMIIOK Y
cy4acHiit Teopii aganrarii» (Leitch, 2003). Tyt Bin
HAaro7Iollye Ha TOMY, 110, Ha JKaJIb, Cy4acHa Teopid,
AKa CTOCYETbCA eKpaHi3alil, HaJI3BMYailHO CUTBHO
BifjipBaHa Bifj MPaKTUKM Ta KIHOBMPOOHMYOI pe-
QJIbHOCTI, @ OIIBIIICTD TEOPETUYHMX MPallb, HAIN-
canux pexucepamy XX CTOMTTA, BTPATUIN CBOKO
aKTYaJIbHICTb.

[pyHTOBHA TeOpETMYHA TIPALLA 3 IPAMATYPridHOL
Teopil eKpaHi3alil Ha/leXWUTb KaHA[ChKIll JIiTepa-
TypHiit kputukuHi Jlinai Fatyeon. Y cBoiit «Teopii
aganranii» (Hutcheon, 2012) pocrmiguuis akryanmi-
3y€ HeMaJIo K/I0YOBIX 3alUTaHb, IYKA0YM BifIIo-
Bifib Ha AKi aBTOP aflaNTallil MOKe 3HANTH IHCTPY-
MEHTapiit, 10 JOMOMOXKe 3/IiIVICHUTI IIEPETBOPEHHA
niTepaTypu B KiHO. Tako)X aBTOpKa aHa/li3ye 3Ha-
YeHHA aflanTallil K KyJIbTYPHOIO ABMILA Ta JIOTO

BIUIMB Ha COL{iyM, IPUYMHM TIOABY €KpaHi3alil AK
TaKOI.

HaykoBi cTaTTi, mpucBA4eHi expaHisaiii, Mo-
KEMO 3HAWTH i B YKPAIHCBKMX HAYKOBIIiB. 30Kpe-
Ma, Y LIbOMY KOHTEKCTi CIIiJj BiI3HAUUTU PO3BIKY
«Expanisaris sk popma besnocepenHbol B3aEMOpii
KiHo Ta niteparypw» C. Japmm (2014). YV uiit mpari
TIIPOCTEXYETCS 3B 30K KiHeMaTorpady Ta nirepa-
TypH, IPOAHaNIi30BaHO OA3VCHI TUIIM eKpaHisalii,
BIOKpeM/IEHO iXHi XapaktepHi ocobmusocrti. [lo-
CHIIJHUIIEI0 POSITIAHYTO CK/IaJiHe NMUTaHHA BYHMK-
HEeHHA KOH(IIKTY pi3sHUX KiHOaganTaw;it.

Taxox i3 Touxn 30py niteparyposHasctsa O. [ly-
6inina y crarti «ExpaHisais miTepaTypHOro TBOpy
SIK TIpeIMeT KOMITapaTUBHOTO OCTi/KeHHs» (2016)
3MIiJICHI/Ia KOMIUIEKCHE [OCTI[PKEHHA eKpaHisallil.
Y posBigui npupineHo ysary, 30KpeMa, iHTepMefi-
a7IbHOCTI, TOMY, AIK JIiTepaTypa Ta KiHO IPOHMKAIOTh
OJIHE B OJTHOTO, SIKVM Y/HOM (YHKIIIOHYIOTb 3B SI3KU
MDK IMMM Pi3HUMY BUAAMU MUCTELTBA. [JoCmifgHm-
11 PO3INIALAE NPOLIEC IEPETBOPEHHSA JIITEPaTYPHUX
00pasiB Ha expaHHi, HaKTUIHO TIepeK/Ia MOBI Off-
HOT'O MMCTEIITBA Ha MOBY iHILOTO.

Crnip, 3ayBaXuTy, 10 €KpaHisallid aHa/lisyeTbcA
371e01/IBIIOTO B TEOPETUYHMX HpalsAX abo 3 MOIIs-
Iy ClLieHapHOI MajicTepHOCTI, b0 JTiTepaTypo3HaB-
90r0, 460 X Y IMMPIIOMY KY/IbTYPHO-MICTELBKOMY
KOHTeKCTi. HaToMicTh y Hammomy BOCIipKeHHI Mu
30CepeIKYEMOCh CaMe Ha IIOCTaTi pexxucepa, i came
B IIbOMY HOJIATAIOTh HAYKOBA HOBM3HA i KiHO3HAB-
qmit pOKyC pO3BIIKIL

Merta crarTi — JOCIANTY 3HAYEHHA Ta BIUIUB
PeX1CepCchbKOI TEMU Ha IIPOLieC eKpaHisallii miTepa-
TYPHUX TBOPIB.

Buxmag ocHOBHOro Marepiany JOCTi)KeHHH.
Ilepenycim cmip HajaTM BM3HAYEHHA OCHOBHOTO
NOHATTA cTarTi. CaMe CTIOBO peXmcep «3anosude-
HO 3 (paHIy3bKoi MOBY; p. reziser... Kepyrounii,
VIIPaB/IAOYMIL. .. TOXOFMUTB BiJf J1aT. rego — “Kepyto,
HAIIPaB/IAI0; YCTAHOBIIION; fJal0 HacTaHOBY » (bort-
IVpPEB Ta iH., 2006, c. 47).

Ilo npuknany, ITaBi TpakTye MOHATTA TaK: pe-
XICep — Ile «IONNHA, B 000B A3KM SKOI BXOUTD
TIOCTAaHOBKA... Oepe Ha cebe BiAIOBifanbHICTD 3a
eCTETUYHY CTOPOHY... OpraHisaiito, mubip BuKo-
HaBIIiB, IHTEpIIPETAL|il0 TEKCTy Ta BUKOPUCTAHHA
3ac00iB, 1[0 3HAXOAATHCS B IOTO POSMOPSIKEHH»
(ITaBi, 2006, Pexxucep, c. 285).



OckinbKy Hallle OCTIPKeHHA NPJUCBAYEHe caMe
BIUIMBY PE&XXICEPCHKOI TeMM B eKpaHisalil yitepa-
TYPHUX TBOPIB, TOMY IepefyCciM MU MAa€EMO HaJa-
TV BU3HAYEHHA TAKUM INOHATTAM: iHTepIpeTalisd
Ta ekpaHisanis. Takox crmpo6yeMo BifmoBicTu
Ha KiZlbKa KMOYOBMX 3amuTaHb: 1) Yomy pexu-
cep oOupae s expaHisalii Toit uM iHmWIT TBip?
2) SlxuM 4MHOM OCOOUCTICTb peXycepa BIJIMBAE
Ha eKpaHisaliio?

Orxe, TOYHEMO 3 OHATTA «iHTeprpeTawil» (Bif
JIaT. «TTTYMaYeHH»).

«IHTepmpeTalnia Mae 3a LiIb BUSHAYEHHSA CEHCY
Ta 3MicTy. IHTepmpeTania cXopuTbcsA 3 repMeHe-
BTMKOI0, BOHA BiJHOCUTBCS 1O TIPOLIeCy BUPOOHN-
IITBA BUJIOBUINA “aBTOPAMIL, @ TAKOX JI0 MPOLECY
CIIPUITHATTA Jioro my6nikoo». (ITasi, 2006, IHTep-
npeTanis, c. 124).

TepmeneBTuka (Bif rpen. «mrymadeHHs») (Ko-
BaniB, 2007, c. 220-221) Ta iHTepnperanis 1mo cyTi
CBOIil — Iie Ha/|3BMYAITHO MOAIOHI mporecy: i TaMm,
i Tam JimeTpcs mpo TaymadeHHs dimocodcpkux,
IOPUANYHKX, ICTOPUYHMX, PENTiiiHNUX, KyIbTypo-
JIOTIYHNX 2060 MMUCTELbKUX TeKCTiB. SIKIO B rep-
MEHEBTHIIi MU MipKy€eMO JIIIe PO MPOLEC «PO3-
rajfyBaHHA» TOTO, IO 3aUIM(POBAHO B TEKCTi, TO
iHTepIpeTalilo pO3IIALAEMO caMe fAK YacTUHY
IPOIleCY CTBOPEHHA BUIOBMINA. ABTOP iHTepIIpe-
TYe TEKCT, IAfa4 iHTEpHpeTye iHTepIpeToBaHe
aBTOpOM. Pexxmcep TaymadmThb TBip jiTeparypuy, i
CBO€ TIYMAUeHHA INIEPefa€ B TOTOBOMY €KPaHHO-
My TBOpi: QinbMi, cepiari, aHiMariitHOMy ¢inbmi
Towo. [lani miaay, CIoIIAfady eKpaHHWIl TBIp,
TIYMaunTh J0TO T10-CBOEMY. BifbyBaerbcs mo cyTi
Tpoliec 3YNTYBAaHHA Ta fenmdpanii xoxy nitepa-
TYpPU, 3aKOJJOBYBaHH 100 B 1P, 38 IKUM iCHYE
eKpaHHe BIJIOBMIIE i, 3peIITO, 3BOPOTHA eI d-
palLisa Koxy IiafayeM.

OpHak Iie muule Te, 1O BiOYBaeTbCs HA I1O-
BEepXHi I1Iporo mporecy. IHTepmperaris He 06-
MEXY€ETbCA e TIYMAYeHHAM Ta 3aKOJLyBaHHAM
cvucriB. CTocoBHO 1jporo (paHIysbkuit dino-
cod, mpencraBHUK (inocopchkoi repMeHeBTUKY
[lomb Pikbop 3asHavaB: «[HTeprpeTyBaT! TEKCT...
Iie He O3HAaYa€ LIYKaTy IPUXOBAHMI 3MICT, Lje 03-
Haya€ CIifyBaT¥ 3a PO3BUTKOM 3MICTYy /10 110TO
pedepeHiii, TO6TO IEBHOTO CBIiTY, a60 XUTTA B
LIbOMY CBiTi, BIIKPUTOrO Iiepef; TeKCTOM. IHTep-
IpeTyBaT! — O3HAYAE PO3BEPHYTU HOBi 3B A3KIL,
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IO 3yMOBJIIOE JUCKYPC MK JTIOAMHOI Ta CBITOM»
(Ricoeur, 1969, c. 355).

Cnpobyemo pos’sacuntu  Buciis  dinocoda.
Y nporeci inTeprperallii My IepesyciM BUOKpeM-
JIFEMO Y TBOPI FOT0 3MiCT, TOOTO Te, PO 1110 BJIac-
He € Leil TBIip, AKa JIOro TeMa. Brokpemusiuy ii,
MI CTIKYEMO 3a TUM, AKUM YMHOM I TeMa PO3-
BJBAETHCA Ta JOXOAMMO /10 a0COMIOTHOTO 3HAYEH-
HA Lji€l TeMH, 10 OXOIIIIOE BeCh TBIp 1 CTAHOBUTH
1100 OCHOBHMII 3MiCT. KO>XeH TBip € OKpeMuM CBi-
TOM. TeMa — 11e KUTT4, sIKe aBTOP 3aK/IafjA€ Y «CBiit
cit». Ilig wac iHTepmperanii pexucep Ha 6asmuci
TeMI TBOPY CTBOPIOE HOBi 3B SI3KM, sIKi CTAaHOBJIATD
3MICT y»Ke HOBOT'O TBOPY, BiH HAIIOBHIOE /100 CBOIM
XUTTAM — CBO€EI0 TeMOW. «byfib-AKa iHTepnpera-
11ig pO3KpUBae IepefyciM iHAUBIAyaNbHICTh CAMO-
ro iHTepmpeTaropa, a He aBTopa» (Stravinsky, 2021,
c. 125).

3arajiom mpolec iHTeprperalii € 6araTockma-
moBuM. [IoBOi CKIaHO TYT MipKyBaTH PO KOM-
TIOHEeHTH, SIKi Oy/Iu 6M KOHCTAaHTHMMI, aJKe 3ara-
JIOM I1eJi TIPOIleC IPOXOAUTD CIIEpIIy Y CBIOMOCTI
iHTepIpeTaTopa — y LIbOMY BMIIAJIKY peXucepa.
Brnacue pexiicep — 1je MUTeIb, OCHOBHUM 000B’5I3-
KOM AKOTO € iHTepIIpeTallia MaTepiany. Y KOHTEKCTi
HAILIOTO JOCTIKEHHA, MU MipKYEMO caMe IIpO Te,
AKMM 9MHOM PEXICEp IHTEPIIPETYE JIiTepaTypHuil
MaTepia, Ha IO BiH 3BepTa€ yBary mepegyciM Ta
AKMM YVMHOM, 3peIITO0, TpaHCPOpMYe Marepian y
TOTOBUIA TBIp ay/{ioBi3ya/IbHOrO MIUCTELTBA.

MosxeMO 3a3HauuTH, IO €KpaHi3alid € OFHUM
i3 migBupiB inTepnperanii. Ha fymMKy aBTOpa, Take
BJMI3HAYEHHs He BUYEPIYE BChOIO 3HAYEHHA €Kpa-
Hi3allii K OpoIeCy Ta AK ABMILA. AJKe Iifl eKpaHi-
3alli€lo M1 pPO3yMiEMO He JiIle IPOLeC CTBOPEHHA
KiHOCIIeHapilo Ha OCHOBI /IiTepaTypHOIo MaTepiay,
a 11 cTBOpeHHs BinbMy 3araiom, To0TO Bif moyaT-
KOBOTO 3aJyMy [0 MOMEHTy Iepernany ¢impmy
I/IAfaYeM y KiHO3asi.

YBechb neit TpuBamuii Ta CKIAfHUI MPOLeC MU
MOXXeMO Ha3BaTH eKpaHisalier. besnmepedno, Ty
Mae Micle iHTepmpeTanisd, aje Lie Juile YacTHHA
BiJl 3aTa/IbHOT0, BarOMa, ajie TUM He MEHILE YacTy-
Ha. AfpKe Hajy GiTbMOM TIpalloe BeMMKa KilbKiCTb
JI0fIelt, KOKeH JIofae o (iibMy 4acTKy CBOEI 0co-
6ucrocrti, cBoei Temn. Onepatop, 3i cBoro 60Ky, Xy-
JIO)KHMK-TIOCTAHOBHMK — 3i CBOTO, KOMIIO3UTOP —
TAaKOX I1II0Ch CYTO CBO€ TOI[O. ToMy TYT imeTbcA
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PO eKpaHi3alil fAK IPO MUCTEUbKUI TBIp, [0
CTBOPEHH: AKOTO J0Ny4YeHa 3HaYHa KibKiCTh MUT-
1iB. PexxmcepcpbKa inTeprperalis B [bOMY BUIIA/IKY
BUCTYIIA€ IIPOBIJHOKO JIiHI€I0, 3a AKOK CIiyIOTh
IHIII yYaCHMKM KOMaH[M, BOHA 3a/Jja€ TEMATVYHMIT
BEeKTOp po3BUTKY QinbMy. ExpanisyBary osHauae
He MIPOCTO HAIMCATy CLieHapill 3a MOTUBAMM JIiTe-
PaTypHOTO TBOPY, CYyTb Y CTBOPEHHI TOTOBOIO TBO-
py — ¢inbmy. Expanizanis — 11e KOneKTUBHMIT aKT
MMCTELTBA, MiJi Yac AKOIo JiTepaTypHMI TBip Ie-
PETBOPIOETHCA Ha IIITICHNI ay[i0Bi3yanbHUIL TBIp.

Posi6paBuich i3 TepMmiHONIOTi€I0, fani cpobye-
MO BIJIIOBICTM Ha Ki/llbKa K/IIOYOBMX 3aIlUTaHb, SAKi
CTOCYIOTBCA BHOOPY pexucepoM JiTepaTrypu A
eKpaHizanii. 3pebinbioro pexuicep obupae Toit
4yl {HIMIT TiTepaTypHUil TBip, 6a3yl04Nch Ha CBO-
iX BiUyTTAX, BHYTPIIIHBOMY 30iry 3 MaTepianom.
JliTepaTypa pe3oHYe 3i CBiTOOaueHHAM Ta CBITO-
BIIYyTTAM pexxucepa. BiH sHaxoauTh cebe y iboMy
TBOPi, He MPOCTO BIi3Hao4M a6o imeHTHQiKy0UN
cebe 3 mepcoHaXKaMi1, a 3HaXOAUTh cebe B TeMi TBO-
py. OcobncTa Tema pexucepa CIiBIIaiae 3 TEMOIO,
AKy 3aKaziaB aBTop. Ciff ieTanbHille 3ynMHUTHACA
Ha TOMY;, a 110 JK TaKe BIaCHE «PEXICEPCbKA TeMa»?
IIouneMo 3 BM3HAYEHHA MOHATTA «T€Ma» AK TaKOI
i lazmi HaJlaMo YTOYHEHHA CaMe B KOHTEKCTi pexu-
CEPCHKOI TEMIL.

OTxe, «3arajibHa TeMa — Iie pesiome fii, a6o
[IpaMaTIYHOTO YHiBEPCYMY, JI0T0 LIeHTpajbHa ifes
abo oprauizyrounit mpyuium» (ITasi, 2006, Tema,
c. 378).

Crpobyemo posumpyBaTy lie BUSHAYEHHS B
KOHTEKCTI HaIlIoro JoCiimkeHHSA. Pesrome mil —
Ile TIeBHE y3ara/ibHeHHA TOTO, IO BiffOYBa€TbCs B
[ipaMaTypriyHoMy Martepiani. [JpamatuyHmii yHi-
BEpCyM — ITICHUIT CBIT IJbOTO K ;paMaTUYHOIO
TBOpY. llenTpanbHa ifjes — 1e Te, Mpo 1110, BIacHe,
XOTiB CKa3aTu aBTOp CBOIM TBOpoM. OpraHisyo-
Yl TIPYHIVIT — TOJ LEHTPa/JbHUIL €lIEMEHT, KU
00’efiHYE, OpraHi3oBYye Ta MANOPAAKOBYE CObi BeCh
fipaMaTi4Huil TBip. TakuM 4MHOM, BifIOBIfHO /10
BIIIIIEO3HAYEHOTO, MOXEMO C(OPMY/IIOBATH TaKe
BJI3HAYEHHS:

Tema — 1e nenTpanbHa ifies TBOpY, 3aK/najieHa
aBTOPOM, 1110 OPraHi30BYe J0BKONA cebe CTPYKTYpPy
Ta CBIT TBOPY, BOHA € TOJIOBHOK CYTHICTIO YCiX Jii,
ONycaHKX y TBOPi. TeMa € ro/oOBHMM BEKTOPOM, 32

AKMM PYXa€TbCA ICTOpid, BOHA X CTAaHOBUTb OC-
HOBHUII 3MICT TBOPY.

To6To0 JifeThCsA TIPO Te, 1110 TeMa € OCHOBOIIOIOX-
HUM eneMeHTOM CTpyKTypu. Ilix 4ac BusHayeHHA
TeMU MM MAa€eMO HaJlaTyl BifTIOBilb Ha 3alMTaH-
HA: TIPO 110 po3mnoBifae 14 ictopia? Ilpo ... — me
He IIPOCTO 00CTaBYHIL, MOl a00 CeTTVHT, y AKMIt
noTpariAe repoit. IIpoananmisyemo Ha mpukmapi.
«BiitHa» 200 «11060B» cami 1o cobi He € Temoro. Lle
3aHA/JTO y3ara/JbHeHi OHATTA, AKi He HECYTb KOH-
KPETHO-4yTTEBOTO PO3YMiHHA TBOPY. ABTOP, AKMI
THILE TBip, HABPAJ 9N 3aBX[Y 9iTKO BM3HAYaTMIME
cobi Temy, ane BiH 3HaxopuTh il iHTyiTMBHO. Tomy
110 IIe € Te, o TypOye toro ocobucro. Ckaximo,
B 00CTaBMHAX BiflHM aBTOpP XO4Ye PO3MOBICTU MPO
Te, K HaOMOK4l Ipy3i 3pafKyI0Th OffHE OJJHOTO
a00 X HaBIIAKY iyTh HA CAMOIIOKEPTBY 3apajiy iH-
MK, a00 X TBOpeLb B3araJii e Ipo Te, AK BiiiHa
JIaMa€ JIIOMVIHY Y HaBIIaK¥ — AK JIOJJHA B yMO-
BaX Bi[HM HaMaraeTbCs 3aIMIIATUCH caMa cO00Io.
Taki GpopMy/TI0BaHHA BXKe MOKHA Ha3BaTV TeMaMIL.
BopHouac BOHY € a6COMIOTHO Pi3HIMI, @ «CETTVHI»
(cBiT QimbMy) mpy 1bomy 36epiraeTbcs TOI Ca-
Ml — BiitHa. Kom My BusHa4aeEMO TeMy TaKuM
4)[HOM, Ha HAIIOMY «BHYTPIIIHbOMY €KpaHi» BXe
TIOYVHAIOTh BUHVKATY TIeBHI KAPTUHKN, 3 AB/IAETD-
cs Ta yu iHma icropis. Temy My MoXkeMo Ha3BaTu
pospocTaruch, GpopMyroun mofil, Xxapakrepu, 06-
CTaBMHY TOIIO. TakuM 4MHOM, TeMa 30yIPKYe /TIof-
CbKY yABY, 1 1l€ CTOCYETbCA BCIX YYaCHUKIB IIpOLie-
Cy — IOYMHAIOYM Biff aBTOpa JIiTePaTypHOrO TBOPY,
pexncepa abo ClieHapyCTa, jani — aKTopiB Ta 3Hi-
MaJIbHOI TPYIIN i, 3PELITON0, I7IA1a4a, AKUI JYBUTD-
Cs1 TOTOBMIT (DiTbM.

Cnipy 03HAUMTH 1e OfjHE BAXK/INBE YTOYHEHHA
U1 pO3yMiHHA, 1[0 € TEMOI, a o Hi. [loTaemHi
cTpaxu Ta Ga)kaHHA IepoiB MOBUHHI criBIafaTy 3i
CTpaxamy Ta Oa)XaHHAMI TOTO, XTO TleperyIAfiaTIMe
1Ieil aypioBisyanbHuit TBip. Bifmosiguo, Gpopmymo-
BAaHHS TeMM NOBMHHO HECTM y 001 IeBHuMit Oinb,
10 BifOMBaTMMeThCA y BYMHKAxX IepoiB Ta iHIIMX
nopiax. «bomovicTb» TeMu axryanmisye ii 3HaYeH-
HA AK [JI1 aBTOPA, TaK 1 /1A KiHIIEBOTO CIIOXKIBaYa
niel icropii. Lleit xpurepiil MOXKe JOIIOMOITH i aB-
TOpaM, i pexyicepaM, fAKi MPAIIOTb 3 TOTOBUMMU
JiTepaTYpHNUMI TBOPAMM, Y BU3HAYEHHI TeMH, 11O
€ BOX/IVBYM €TaIloM, KON JiIeThcs Ipo PpopMmy-
BaHHJ iCTOpIi, CTBOPeHHA CBiTY TBOPY 200 (inbMy.



OTxe, 3pO3yMiBLIM TePMiHOMOTIUHY 71 HaKTUYHY
CYTb HOHATTS «TeMa», CIIPOOYEMO 3arMOUTICh ¥
CYTb IOHATTA Ta 3pO3YMiTH, Ha 1[0 BOHA BIIIMBAE
6e3rocepeHbO.

PosBuTok Temu 6es3nocepenHbO 3a/NEXUTh Bif
PO3BUTKY KOHQTIKTY. AJl)Ke CTBOPEHHS KOHQITIKTY
AK JpaMaTU4HOI OCHOBM € OffHUM 3 HallBaXK/IVBi-
LIMX 3aBJaHb Mif 4ac pobotu 3 TBOpoM. Bincyt-
HICTb 4iTKOr0 KOH(IKTY AMPEKTHO BIUIMBAE HA
IIAfIALBKY yBary. JInire y B3aeMo3B’sI3Ky TeMy Ta
KOH(QIIKTY pexucep pasoM 3i CLEHApUCTOM Mae
MOXX/IMBICTb CKOHCTPYIOBAT! BMKIiHYEHY [IpaMma-
TYpriuHy CTPYKTYpy. 3a IPaBUIBHOIO (GOPMYyIIIO-
BAaHHA TeMI, B AKy Oyfe 3aKkaajieHo 6imb, aBTOpHU
¢inbMy MalOTh MOXIMBICTH 3aK/MacTV KOHQMIKT
B)K€ Ha PiBHI BU3HAYEHHA TEMM.

Bispmemo po mpuxmapy ¢inem M. ®opmana
«ITponitatoun Hap rHi3goMm 303ymi» 1975 poky, 3
[Ixexom HikonmcoHOM y TONOBHIN PO, 3HATHII 32
ofHoliMeHHMM poMmaHoM Kena Kisi. Tonosuuit re-
poit Penpn ITatpik Makmepdi — 3mounHensp, Ko-
TPWIl CUMYTIOE OOXKeBi/IIA, 00 YHUKHYTH IIOKa-
paHHA B TIopMi. [loTpanuBmm [0 mcKXiaTpuyHOI
JMiKapHi, BiH crepury pajie Tomy, 1o BuOpaBcs 3
TIOPMH, a7I€ 3PELITOI0 PO3YMIE, 10 Iie Miclle — TO
JILLe iHIIVI pI3SHOBUJ TIOPMU /IS HBOTO Ta JII0fEN,
AKi 110ro 0TouyI0Th. IlaljieHTiB mpurHiuye Mesce-
crpa Mingper Peruen y BuxonanHi Jlyisu Oneryep,
BOHA BCTAHOB/IIOE CYyBOPI IIPaBI/Ia OBEiHKY B 3a-
K/Iafi Ta BUMarae ix gorpumants. CUMBOJIYHOIO €
Ha3Ba JITEpaTyPHOrO IEpPIIOJKepena, ajKe 303Y-
JIA — Lie CUMBOJI CyMY Ta BIiBCTBa, TYTY 33 XKUTTAM
1 MUHY/IUM, TIPOBICHMUIIA BECHY il BOJHOYAC CMEPTI
Ta Hemacta. MakMepdi mpoTArom BCbOro TBOPY
HaMaraerbcsi 6OPOTICh 3a CBOOOJY, HALIEBHO, Hall-
6inbmy I[iHHICTD, IO MAa€ KO)XHA JIIOfMHA. Y Ik
60poTbOi BiH 3apakae MM BITYYTTAM i 6)KaHHAM
cBOOOAM pelTy TrepoiB, sKi MPOXMBAKTH Pa3oM
i3 HuM y ncuxmikaphi. Bin BramToBye mopopoxi
Ha KaTepi 03epoM, Be4ipKy 3 IOBiAMM, AKi, 3BiCHO,
BYUK/IMKAIOTh BEIMYE3HMII CYIIPOTUB y Me[CeCTpn
Peruen. Tema 60poTbOu 3a cBOOORY TYT BUpaxa-
€TbCs Ta NIPOAB/AETHCA caMe B KOHGIKTI. [lo Toro
K TeMa He 3HIKAE ITiC/IA TOTO, IK TOIOBHOMY I'€pOX0
po6mATH Mo60TOMII0. Y I/IAIaya MOXKe BUHMKHYTH
BiJUyTT4, HiOM aHTaroOHICT TepeMir, MPOTArOHICT
BifIXOIMUTb Y TiHb, ajle «ecTadeTy TeMy» IepeiiMae
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Ha cebe apyr Makmepdi — inpgiaHels, BoXzb bpon-
MeH, BiH Hece 1i fai i IposAB/IAe y BUNHKY: pO36U-
BAalOUM BIKHO, BiH TiKae i3 Ijiel mcuxmikapHi. Tema
TOJIOBHOTO TePOsI 1 BCHOTO (PiTbMy, 3pemIToro, nepe-
Marae.

Y pmobpe BuOypyBaHiit ppamaryprii mporaro-
HICT He apTUKY/IIOE TeMy 0e3CrocepefHbo, ajpKe
B TaKOMY BUIIA[KY BiH II€PECTAE BUKIUKATYU [JOBi-
py Ta eMmartiio y radpada. Bin mpossise ii yepes
B/IACHI BYMHKY, Y AKUX i IIPUXOBAHO TeMATUYHMII
KOHIKT. Y BusHaueHH] «60poThba ifeit» € memo
CIpoleHe PO3YMiHHA CYTi TEMaTNYHOTO KOHPIIK-
Ty. AIKe TYT, cKopille, jifieTbca Mpo 60poThOy
LiHHOCTEN, 10 € BAXIUBUM [JIA IIPOTAroHicTa Ta
aHTaroHicra. JIuie B mporieci 60poTbOM mpOTATo-
HicTa I/IAfjaY YCBIZOMIIIOE LIIHHICTD i€l 60poTHOM.
IIiHHOCTI IpOTaroHicTa CTalOTh BUPA3HUKOM ILjiH-
HOCTeil Bcboro ¢inbmy. I s toro mob sckpasine
NOOAYNTY TEMY, MM 30CEPEIPKYEMO CBOIO yBary
Ha TOMY, 1o il BigTiHzAe. T. 3B. «aHTUTEMY», TOOTO
IIIHHOCTI, 1110 CTBOPIOIOTH CBill CBIiT, IPOTY/IEKHMUI
CBIiTy Tepos, 1B KOCMOCH BCTYIAIOTh ¥ 60poThOY
OfIVH 3 OHMM 3a BCTAHOBJIEHHA CBOIX IPaBUT Ta
3a MiITBEepKEeHHA BipHOCTI CBOIX LiiHHOCTe. Bini-
TIOBifJHO, PO3B’sI3Ka (iMTbMY € BUPKEHHAM I[iH-
HOCTel! epeMOKIA KOH(IKTY Ta € IpAMIM BUpa-
)KeHHAM Temu ¢inbmy. Po3BuTok Temu 6es ydacti
KOHQTIKTY MOX/IMBWII 3a3BI4ail Y KOPOTKUX (op-
Max ay/ioBi3yalbHIX TBOPIB, Ha KIITA/IT MYSUYHIX
Ta QemnBineo. Ix XxpOHOMETpaX IO3BONSLE TPOTS-
roM KOPOTKOTO 4acy AVHAMIYHO JIeMOHCTPYBaTH
pisHi HeB3aeMOIOB's3aHi Kajpy. Y Takux BUIaj-
Kax I7IA7la4 He BCTUTae BTOMUTIICh CIIOCTEpIiraTy 3a
3MiHaMJM Ha eKpaHi. [[¥M npMHINIIOM TIOICHKOTO
CIPUITHATTA KOPUCTYIOTbCA PEXUCEPH, 1O CTBO-
profotb My3wuHi Kmimu. CaMe 3iTKHEHH:, 60POTD-
6a, KOHQIIKT € OCHOBOIO IPaMaTIYHOTO B Teatpi i
KiHO, caMe IXHiil pO3BUTOK 3a3BMYail TPUMAE yBary
rafada. [Iporarom ¢inbMy, Komu mepemarae To
OJIHa, TO {HIIA CTOPOHA, IMAfaYi MepebyBaTh Ha
T. 3B. «eMOIIiITHUX TONIanKax». Y MeBHMUII MOMEHT
¢inmbMy mepemarae Tema repos, I/LIIAY YTBEPAKY-
€TbCA B JIOTO LIHHOCTAX, AK TiIBKYU BiH IIPOTpaE,
I/IAflAY 3aMICITIOETBCA HAJl TUM, @ UM HE JAPEMHO
IPOTATrOHICT yce Lie 3aTiAB, a/pKe IIAHCIB Y HbOTO
30BCiM HifKMX. OfJHaK IPOTAaroHiCT MPOABIAE CUITY
BOJI, TIepebOpIO€E CTpax i Taky JOBOAUTB, L0 J1OTO
LIHHOCTI IIOIPY BCE NEPEMOXKYTh, CaMe TOMY BiH i
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CTa€ 1A IMAfAYiB repoeM. TakoX BaXIMBO PO3y-
MITH, 110 BIIPOAOBX Yciei icTopil dinbMy Tema He
MOYKe CTOATY Ha MICIli, BOHa 000B A3KOBO MA€ OT-
PUMATH PO3BUTOK, AKWII «... BiTOyBaeTbCs 3a paxy-
HOK IMHAMIYHOTO PyXy MK IIO3UTVBHUMM Ta HETa-
TUBHUMI 3apAJaMI LIHHOCTEN, pelpe3eHTOBAHNX
B icTopii» (Maxxi, 2020, c. 128).

KoxxHa i3 1jiHHOCTeI1, IKY 06CTO00TD Pi3Hi repoi
B JliTepaTypHOMY 260 KiHOTBOpi, Ma€ HeBHMII 3a-
P TO3UTHBHMI a60 HeratuBHuiL 1le He Bi3HaYa-
€TbCA NPUHLIMIIAMI MOpaJi, a 3aJeXXUTh Bifj TOrO,
PO 10 caMe XO04ye PO3INOBICTH aBTOP — IIPO AKY
TeMy, siKnii 6ib. Bupasuukom 600 crae mporaro-
HicT. IcHye HeMarto puKIafiB y KiHO Ta JiteparTyp-
HOMY MMCTEITBI, jeé IPOTarOHiCTaMy BUCTYIAIOTh
JIOAY 31 CKIaJHUMM MOPaIbHYMM HPMHIMIIAMIL.
Tum He MeHIIe IMAaY BigdyyBae 10 HMX eMIIATiio,
CHiBIepeXMBaHHA [0 ixHboi fgoni. Tomy mo aBTO-
PaM BJJa€TbCA 3HANTH B ICTOPII LMX /TIOJIEN Yy TTEBY,
€MOLII/IHY CK/Ia[IOBY, KA BIITYKY€TbCA ITIA/Iaqy.

«TakuM 4MHOM I7IAfAY... Y HPOLECi Ieperany
3iMiCHIOE “cipo0M Ta MOMMIKYM™ 1 caM HapOmXKye
XYIOXHIO ifie0, AK CBOI BJIaCHi MOYYTTA i IIpar-
HEHHf, AK BJACHY OLIHKY KOH(QIKTY... GpinbM He
HaB’sA3ye 1 He BUpaXkae CBOET XyJOXKHbBOI ifiel, Tinb-
K1 CTBOPIOE YMOBH 714 i popMyBaHHA B AL I7A-
maya» (Kicin, 1998, c. 78).

[Iporec nepe>xMBaHHA € IPOTHO30BAHMM Ta 3a-
IpOrpaMoBaHNM. Pexuicep po3cTaBide «eMOLiNHI
IIACTKN», Y AKI I7IA7a4Y 3a BIACHOI BOJIEI IIOTpa-
nyAe. OCHOBHe 3aBJJaHHA B IIbOMY BUIIAfIKy — 3a-
YeNmUTH, TIPUMYCUTY T 3a TEPOEM Ta iCTOpi€lo.
[lig gac nepernsapy ¢inbMy risgad HabyBae oOrmo-
CEpeIKOBAHOIO XUTTEBOTO JOCBIY i 3pEIITOI0 pa-
Jlie TOMY, L0 MEPEXNB JI0T0 1 BOJHOYAC IMIINBCA
LimmM Ta Heymkomkenum. Ilif gac mepernany mun
Hi0M TIPOXXMBAEMO Yy>Ke XKUTTS i Bifj 1[bOTO Tiepe-
JKMBAEMO KaTapCuUC, IPO AKUIT 3rajyBaB y CBOIN
«[Toeturni» Apucrorenp. Y 11boMy BUIIAZIKY 3aBIaH-
HA peXMucepa — IHEPEeTBOPUTU OMMCAHE KUTTA 3
JNTEpaTYPHOTrO TBOPY Ha KOHKPETHY JIIOfICBKY II0-
BeiHKY y dinbmi. Pexxmcep cTBOpIoe inmosito Toro,
o ¢inbM X1Be caM 1o cobi, a IIAxay nuie BY-
MaJIKOBO MiAINIeAiB Iie KUTTA. ToMy, 3HAMIIOBIIN
TeMY, IPOABJIEHY Yepe3 repost, aBTOP PO3BUBAE 11y
60poTb6i 3 aHTUTEMOIO.

Jani mpoaHaisyeMo, IKMM YMHOM Bii0yBaeThb-
cA TeMaTU4HuI po3sBUToK. Ilo-nepiue, fiiicHO crif

YCBIOMUTH, 110 1€V NIPOLIEeC He € CTAIUM I BCIX
TBOpiB. YHiBepca/mbHOI (opMynn BUPOOUTU TYT
HEMOXX/IMBO. | 3pemITon KoXeH okpemuii TBip 6a-
YKaHO aHaJIi3yBaTU OKPEMO, CTeXXaul, AKUM YMHOM
TeMa PO3BUBAETHCA CaMe TaM. 3ara/IbHUIl IPUHINIT
TYT MOXe IOJATaTY JIMIIe B TOMY, AK TeMa pO3-
BUBAETbCA B Iapi 3 KOHPMKTOM. YCK/IQ[IHIOETHCA
KOHQMKT — YCKIaHIOETbCS Ta BUIO3MIHIOETCS
teMa. [1iff BU03MiHOK MU HE MAaEMO Ha yBasi Kap-
JIMHAIbHMIT TIOBOPOT B iHILE PYCTIO, 1ie pajlle Ipo
il mornu6meHHs.

Po3raHbMO po3BUTOK KOH(TIKTY Ha NPMKIIA-
ni Temn — cBoboau. Ha moyarky icropii mposs ii
B KOHQMKTI Moxke OyTM [OBOTI NOMiPKOBaHMM.
Iepoii ife Hamepekip Ta BUMHAE TaK, AK yBaKae 32
noTpibHe, — mposB cBo6OAM. Hari 1je MaTHMe s
HBOTO HACTifKM. 3aB’A3yeTbcsi KOHQMIKT. KoxeH
HACTYIIHMI KPOK, KO)KHe HAaCTyIIHe PillleHHs, BYM-
HOK MaTMMYTb Baromim Hacmigku. [l toro mo6
TeMa Majia pO3BUTOK, IIOTPIOHO «IIiHIMATH CTaB-
K11». SIK1110 repoii 3HOBY Bubepe cBOOONY, BiH 1[OCh
ab0 KOTOCbh YTPaTuUTb. Y>Ke B TAKOMY BUIIAAKY LI
LIiHHICTH IOMOBHIOETHCS /I HAC Ta [JIS HbOTO HO-
BJIM 3HAUEHHAM, HOBOIO fAKicTI0. TeMa BUfj03MiHN-
yIacs, ajie JIMIIMIACA Ti€ X caMow. Y poboTi Hap
YCK/TQJHEHHAM TeMaTUYHOTO KOHQIKTY MOXe f10-
IIOMOI'TY IIPUHIINII «COLIia/IbHOI IIPOrpecii:

«[TouHiTh Bamy icTOpito 3 IOKa3y OIM3BKUX CTO-
CYHKIB, IO IOB’A3YIOTb JIMIIE KilbKa TOMOBHMX
IepcoHaXiB. A/le B Mipy IPOCYBaHHA PO3IOBifi
3po06iTh Tak, 06 iXHi Ail momMpUINCA Ha HaBKO-
MUIIHIN CBiT, TOpKHYMMCcA Aefani 6impmol Kimb-
KocTi mofeit... SIkuio orika cBity ¢inpMy He Hae
3MOTY PyXaTycs B OiK pOSIIMPEHHS, TO MOYKHA IIiTH
BI/M6. [I0YHITH CBOIO PO3NOBIifb i3 BHYTPILIHBOTO
KOH(IKTY, Ha MepIINil MOI/IAN, 1i/IKOM BUpiIIyBa-
Horo. [TotiM y Mipy mpocyBaHHS po6oTi HampasTe
icropito BIMO — B eMOL{ITHOMY, ... MOPaJIbHOMY
IUIaHI — JJO TUX HAMCYBOPIIUNX CEKPETIB ... AKi X0-
BAIOTHCA 32 COLaIbHMMMU MacKamu» (Maxkki, 2020,
c.297).

Posmmproroun a6o mormobmowdy Mipy BIUIN-
BY TeMM, M) BiI3Ha4a€MO BCe HOBI Ta HOBI i IIpo-
ABI. [HIII IepCOHaXi TAKOXK MOXYTb 3/Ii/ICHIOBATH
BUMHKY, AKI BIVIMBATUMYTb Ha TEMATUYHUII PO3-
BUTOK. 3aliIIOBLIN y CBIiT Tepos, TeMa OXOIUIIOE
ycix mepcoHaxiB, KoTpi 3afifHi B icropii. Taxum
YJMHOM, BYMHOK, 3[iJICHEHMIl IIPOTaroHiCTOM Ha



II0YaTKY iCTOpii, Ma€ LNy «IaBUHY» HACMTI/IKiB, AKa
HapoCTae fiefai Oiblie i focsArae cBOro mky B Mo-
MeHT KynbMiHaiii ginpmy. Toni mocTaroTs, BracHe,
TO/IOBHI IUTaHHA I repos: «Um BapTyoTh i0ro
ninHocti Takoi ninm? Ilo BiH rotoBumit 3pobu-
TU JyIS TOTO, 1106 710r0 Tema mepemorna? Un mas
CEHC yBecb Lieil IIAX, AKMil BiH npormos?» Came
HOIIYK BIfITIOBifieil Ha 1i 3alMTaHHA, a He TOTOBI
BIJITIOBi/Ii CTAHOB/IATD IPOLEC IPOXKMBAHHA iCTOPIl
JUIA I7IAa4a.

Taxkox cmip 3asHa4ynTy, WO B JiTEpaTypHOMY
TBOPi, 0COOMMBO B pOMaHax, MOKe Oy TV OTHOYACHO
fiekinbka TeM. Komu € Benuke pisHOMaHITTS Iepco-
Ha)XXIiB Ta CIOKETHUX JIiHii1, aBTOP MOXKe PO3TOPHY-
T 6e3/1i4 KOHQTIKTIB, Y IKMX Ma€ 3MOTY PO3KPUTH
pi3Hi TEMIL.

«Maibke HeMOXXIMBO ommcatu Bci Qopmu, B
AKUX MOXKe OyT) 3HalifjeHa OfHA TeMa, OCKiIbKI
TaKe MOHATTA PO3YMHAETHCA B CYKYITHOCTI ipama-
TYPIiYHOTO TEKCTY... B IIOCTUYHOMY Ta JAPaMaTyp-
riYHOMY TeKcTi opma Ta 3MiCT HeNOAiNbHi, ane
BOHM HAK/IaJlAI0ThCA OFVIH Ha OfJHOTO, YHIKa/IbHICTh
Ta PYXOMICTb IIbOTO HAKONMYEHHHA CTAE [JOKa30M
MOETUYHOCT] TEKCTY. 3 BUIIIEHHAM. .. AEAKNX TeM
IIOYVMHAETHCA. .. OllepalliA KOMEHTYBaHHA Ta iHTep-
npertarjii... TBopy» (Ilasi, 2006, Tema, c. 378).

[lo mpuknany, mposa, 3aBAAKN JOMYYEHHIO pi3-
HUX CIOKETHMX JIiHIN, MOXKe OXOIUTU Pi3Hi TeMu
a0 pisHi mposBYU OfHiel TeMu. Y TeaTpanbHill Apa-
Marypril y 3B’s3Ky 3 BiICYTHIiCTIO JieTa/i30BaHMX
ONNCIB Ta JYMOK aBTOpA BIUHUKAE IIMPOKE IOJIE
JUIA TPaKTYBaHHA Ta iHTepHpeTanii Marepiamy.
Amke B I'ecax Bifj3HAYAEMO IEPEBAXHO iiaiory,
Aiil Ta OMmCK MICIIA € JOBOM NYHKTYPHUMM. 3pel-
TOK OCHOBHa (PYHKIifi pexxucepa Ha ClLieHi 3BO-
IUTBCA caMe 0 TPAKTYBaHHA IUecy. Y TeaTpi Mu
MA€EMO 3MOTY CIIOCTepiraTi pisHi BUCTABU HA OfHI
7 Ti K cami TeKcTu. 3HajtoMi icTopii My 1opasy
IIMBUMOCD HiOU 3aHOBO. ApKe I[0pasy KOXKHMIT HO-
BIII pexxuicep ob1pae cBowo Temy. BiH posnosinae
cBoto icropito. Illykae cBiit 6inb. Tomy, mparrooun
3 TTEPATYPHUM TEKCTOM, MJ TaKOXX MA€EMO 3HANTI
IIeBHY BiJIIPaBHY TOUKY, sIKa Hajia/I cpopMye Bech
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Ha ¢inbm. e Moxxe Oyt onHa dpasa repost, ofHa
[iis, OffVH OINC MicIist, 6yAb-10 MOXe po30ypxaru
yABY pexucepa. Xoda 6arato XTo poouThb Iie 1o3a-
CBi[JOMO, Hallle 3aBlaHHA, K HAyKOBILIiB, BUBECTU
PYLiiHI IPYHIMIN IS TOTO, 11006 MaTu 3MOTY Ke-
pyBaTy LMY IIPOLIECAMM.

Bucnosku. ITponec expanisauii € cknagHuM Ta
KoMIUTeKcHUM. Lle He /e muTaHHA GOpPMyBaHHA
[lpaMaTypriyHoi CTPYKTypu. 3arajoM Ipolec iH-
TeprpeTalil € 6araToCK/IafoBUM, i KOKEH MUTELIb,
AKNI TIpalfioe Haj GinbMOM, BKIaJa€ B HHOTO CBOIO
gactuHy. [IpoTe came pexucep € kmo4oBowo ¢iry-
PO B L[bOMY IlepeTBOpeHHi. Afpke mif dac pobo-
TV HaJl IEPETBOPEHHAM JITEPaTypHOTO TBOPY Ha
eKpaHHII TBIp PEXICEP He IIPOCTO IepeKa3ye 3Ha-
JIOMY Be/IMKill KiIbKOCTI I7IA5a4iB icTOpiio, a opa-
3y BiJHAXOAUTB CIIOCIO IIOAVBUTICS HA LII0 iCTOpiI0
mifi HoBuM KyToM. Lleit mponec € TicHO OB SI3aHUM
3 ocobucrictio camoro pexucepa. He Bumagkoso
BiH 00¥pae TOJ1 UM iHIIWII TiTepaTypHUil TBip — BiH
LIYKA€ TeMy, sIKa 611 6y/a 6113bK0I0 10 110r0 0co6u-
crocti. Bin Moyxe BK/ajjaT Tysu CBiit 6ib, Te, 110
IPOBOKYE JI0TO TBOPUTY Ta TOBOPUTH PO I1€ 3 T/IA-
nadeM. Expanizanis, mo € 6113bKoto 3a CyTHICTIO
70 iHTeprpeTalii, crae GpakTUIHO BiTOUTKOM TOTO,
XTO Ljelt TBip iHTeprperye. Xo4a TeMa Moxe 006upa-
TUCA PEXICEPOM IHTYITUBHO, BOHA TaK 4M iHaKIIe
TI0B’A3aHa 3 IpeaiMeToM KoH(IikTy. Tema € BopHO-
9ac i TI0YaTKOBOIO TOYKOIO, Bifl AKOI BiJIITOBXYETh-
Cs pexucep, I TUM «MasgKOM», 3a AKUM BiH CJifye
IpoTAroM Bciei expanisanii. Tema He icHye cama
10 cobi, BOHa € iHTErpOBaHO B KOHQIIKT i po3-
BUBa€TbCA Y pibMi pasom i3 Hum. TakuM umHOM,
1ioro Bubip Temu BIUIMBA€E Ha MPOLIEC EPETBOPEH-
Hs1 MOBM TEKCTY Y Gi/IbM, CTPYKTYpyBaHHs it BUOip
BUpaXanbHuX 3aco6i. ToMy mif 4ac cTBOpeHHA
eKpaHisaljil caMme BUJIIEHHA TeMU € KIIOYOBMM
IPOLIECOM, AKUII [JOIIOMAra€ PEXNUCEPOBi IIOITIN-
61U CMICTIOBE 3HAaYeHHS (iNbMY, JO3BOJIAE JIeTIIIe
o0citoBaTy HEMOTPiOHI CTPYKTYpPHI eleMeHTH ic-
TOpii Ta HaBIIAKM [JOflaBaTy Ti, AKUX HE BUCTAYaE.
BaxxnmuBo cTBOpUTH MeTORONOT0 B poOOTI Haj
eKpaHi3alli€lo /1A 3aCTOCYBaHHA B IPAKTUL[i KiHO.
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Yncan /livyanv. AMaTopcbke cuMOHiYHe BUKOHAB-
CTBO B OCBITHbOMY CEPE/IOBMIIIi: CTYIeHTCHKII OPKECTp
XapkiBcbkoro yHiBepcutety 1880-x — 1890-x pp.

PosrnanyTo crenngiky QyHKIIOHYBaHHA OpKecTpy
CTyfieHTiB XapKiBCbKOTO YHIBEpCUTETY, KepiBHULTBO
AxkuM 1porarom 1880-x — 1890-x pp. 3pilicHIOBamM
ocsiveni npodeciitni mysukantn C. Hemerup, A. don
Imen ta C. JoueBcpkmit. [loBemeHo, wmio crernmdika
(YHKI[IOHYBaHH aMaTOPCKOTO MY3IYHOTO KOTIEKTHBY
3yMOBJIEHA fKICTI0 BMKOHAHHA O3HAYeHMMM MUTLAMU
KanenbmeiicTepcbkux ¢yukuii. C. Hemerup ta A. don
[ten 3a6esneuyBany cuMpOHIYHIIT iIHCTPYyMEHTATbHIUI
CK/IaJ, i BUKOHABCbKY AKICTb KOEKTHUBY, 3a/1y4alodn [0
KOHL]EPTHUX BUCTYIIB IPOQeCciiiHNX OPKeCTPOBUX MY-
3uKaHTiB. OOMeXXeHHS KOHI|ePTHOI IIPAaKTUKM CTYAEHT-
CbKOTO OPKecTpy 3a 4aciB kepiBHuuTBa C. J]J0ueBCbKOro
YHIBEPCUTETCHKMMIY 3aXOfaMyi 3YMOBIJIO IIOCTYIIOBE
3HIDKEHHA PiBHA BMKOHABCHKOI MAJICTEPHOCTI Ta Opi-
EHTAIlil0 y Tpoleci 3a6e3nedeHHs IHCTPYMEHTalbHOIO
CKJIaJly CYTO Ha CTYJIeHTiB-aMaTOpiB.

Kimo4oBi coBa: my3uuHe 8UKoHABCME0, CUMPOHIUHUT
opxecmp, C. Hememup, A. pon Inen, C. [louescokuti, 6u-
KOHABCHKA NPAKMUKA, IHCMPyMeHMAnbHuti cknaod, penep-

myap.

Zhang Lichuan. Amateur symphonic performance
in an educational environment: the student orchestra
of Kharkiv University in the 1880s — 1890s

The purpose of the publication is to determine the
specifics of the functioning of the student orchestra of
Kharkiv University in the 1880s — 1890s in the context
of amateur symphonic performance.

The methodology. In the process of studying the
activity of the orchestra of Kharkiv University, the
approach of comparative analysis was applied, thanks to
which the peculiarities of developing the repertoire and
concert practice of the team were revealed. Determination
of the specifics of work with the team of orchestra leaders

was carried out within the framework of the application
of the systematicity principle.

The results. Based on the analysis of the materials
of the Kharkiv press of the 1880s — early 1900s, the
specifics of the functioning of the Kharkiv University
student orchestra, led by prominent professional
musicians S. Nemetz, A. von Glen and S. Dochevskyi,
is investigated. It was determined that the performance
activity of the amateur orchestra was influenced by the
specifics of the educational process at the university,
which caused both the annual renewal of a certain
percentage of orchestra members and long breaks
in the rehearsal process. During the leadership of
S. Nemetz (1881-1885) and A. von Glen (1889-1900),
the university music collective met the standards of the
instrumental composition of a symphony orchestra; the
quality of music reproduction was ensured by inviting
professional orchestra performers of Kharkiv theaters
and local amateur musicians. The level of performance
of the orchestra of that period made it possible to
successfully perform symphonic music by L. Beethoven,
K. M. Weber, F. Mendelssohn, R. Wagner, etc. at leading
concert venues in Kharkiv. During the leadership of the
university orchestra by S. Dochevskyi (1890s — 1900s),
the concert activity gradually reduced, being limited
to episodic participation in university celebrations and
charity events organized by students of the educational
institution.

The scientific novelty. It has been proven that the
specificity of the functioning of the amateur symphony
orchestra of Kharkiv University during the 1880s and
1890s under the leadership of musicians educated
on the aesthetic principles of academic musical art
is determined by the quality of their performance
of the bandmaster functions. S. Nemetz and A. von
Glen, who sought to make up an orchestra that meets
academic standards of a musical team, provided a
symphonic instrumental composition and performance

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.



quality, involving professional musicians into concert
performances. The limitation of concert practice of the
student orchestra during the leadership of S. Dochevskyi
to university events led to a gradual decrease in the level
of performance skills and orientation in the process
of providing the instrumental composition purely to
amateur students.

The practical significance. Prospects for further
research are related to the study of the specifics of the
functioning of amateur orchestra groups in the cultural
centers of Ukraine in the second half of the XIX century.
Keywords: music performance, symphony orchestra,
S. Nemetz, A. von Glen, S. Dochevskyi, performance
practice, instrumental composition, repertoire.

AKTyanbHicTh TeMM AOCTimKeHHA. CTaHOB-
JIeHHA YKPAIHCBKOro IpodeciliiHoro My3MYHOTO
mucrerta B XIX CT. IOB’s13aHO, 3HAYHOI MipoIo,
3 KyIbTYPHUMM LieHTpaMy, cepefi AKUX OJNHUM i3
npoBigHuX 6yB Xapkis. 3HauHe MicIle B My3IYHiit
IPaKTUIi MiCTa TOTO Yacy IOCifano iHCTpyMeH-
Ta/IbHe MY3MKyBaHHA. 30KpeMa, mporarom XIX cr.
B pisHUX KyIbTypHMX cepax XapKoBa aKTUBHO
(yHKIiOHYBalO OpKeCTpOBe BMKOHABCTBO, IO
3YMOB/IIOE HeOOXifHICTb HOCTimKeHHA crienndiknu
IIbOTO ABMUIIA.

IlocranoBka mpo6memn. CumdoHiuHEe BIKO-
HABCTBO AK CK/Ia[i0oBa aKaJeMiYHOTO MY3M4YHOIO
MICTENTBA OIPA[bOBYBAIOCA B MEXaX TBOPYOCTI
BUJJATHYX IPEJCTaBHUKIB BilEHCbKOI KIACUKM Ta
My3u4HOro pomanTtusmy. Lleit mpornec 3pificHOBaB-
Cs1 B KOHTEKCTi OCMMC/IEHHA TaH/IEMY OCHOBHMX 03-
HaK CMM(QOHIYHOrO BMKOHABCTBA SIK ONTMMAJIbHOL
cepu pempeseHTallii My3UYHUX TeKCTiB iHCTpY-
MEHTA/IbHIM CK/IafIOM, 1[0 3a6e3Meuye MaKCHMaIb-
HO MOXJIVBUII CIEKTP 3aco0iB BMPaXKaIbHOCTI:
cuMGOHII AK CTPYKTYpHO peIlaMeHTOBAHOTO
JKaHPY Ta CUM(OHIYHOTO OPKeCTpY, AKMIT Xapak-
Tepu3yeTbcs PYHKI[IOHATBHO 3YMOB/IEHUM iHCTPY-
MeHTanbHUM cKmafoM. Y XIX CT. BaXIMBY porb
LIOZI0 OIPAIIOBAaHHA CUM(OHIYHOTO BIKOHABCTBA
B YKPaiHCBKiil KyIbTYpi Biflirpany aMaTOpChbKi iH-
CTpPyMEeHTa/IbHi KOJIEKTVBY, 30KpeMa B OCBITHbOMY
cepenoBMILi. Y IIbOMY KOHTEKCTi aHasi3 (byHKui—
OHYBaHHS CUMQOHIYHOro opkecTpy XapKiBCbKo-
IO YHIBEPCUTETY O3HAYEHOIO IEPiOfy CHPUATIME
ONTMMi3allii HAYKOBOIO 3HAHHA 3 MY3MYHOI KY/Ib-
Typy YKpaiHIL.

87

AHanmi3 OCTaHHIX NOCTiIKeHb i MyOmiKamiii.
JloCTiHNKY aKIeHTyBamu Ha Poi cuMQOHIYHO-
ro BMKOHAaBCTBA B MY3WUYHill KynbTypi Xapkopa
XIX — mouarky XX cT., 06i4HO 3rajyioun cTy-
JEHTCbKMII OPKECTpP MiCLIeBOrO  yHIBEpCUTETY
(Muknamesceknit, 1967; llep6bunin, 1971; Kono-
HOBa, 1992; Kononosa, 2004). JoxnaaHime GyHK-
[IIOHYBaHHA IIbOTO KOJEKTUBY POSITIAJANOCA B
moHorpadisx 0. JlomkoBa B KOHTeKCTI CIiBIpai
3 opkecTpoM Yy nepuuiit nmonosuHi XIX cr. Kamnenb-
merictepis I. BitkoBcbkoro, I. JlosuHcbKoOrO, B. AH-
npeesa i . llynpus (Jlomkos, 2007) ta B. [lemaxi-
Ha, AKNII aHA/Ii3YBaB TBOPYICTb BiJOMOI0O Y€CHKOTO
mysukanta C. Hemerna (Ilemaxin, 2016). Yrim,
KOMIUIEKCHWII aHasi3 JisMbHOCTI cMMQOHIYHOTO,
3a IHCTPYMEHTAIbHUM CKJIaJlOM, aMaTOPCbKOTO KO-
NeKTUBY XapKiBCbKOTO YHIBEPCUTETY OCTaHHIX fle-
catunith XIX cT. He 3[iliICHIOBABCS.

Mera crarti — BusHauuTH Crierndiky GyHKI-
OHYBaHHA CTY[IeHTCbKOTO OpKecTpy XapKiBCbKOTO
yHiBepcurery 1880-x — 1890-x pp. y KOHTeKCTi
aMaTOPCBHKOTO CM(POHIYHOTO BUKOHABCTBA.

Buxmag ocHOBHOro Marepiany MOCITi)KeHHH.
3 movatky XIX cT. MysuyHe XuTTs XapKoBa 3Hay-
HOI0 Mipo1o 6y/10 OB’ si3aHe 3 0QilliliHO BifKpUTUM
y MicTi B 1805 p. yHiBEpCUTETOM, [ie MY3UKYBaHHH,
30KpeMa KOJIeKTUBHe, aKTVBHO (YHKIIIOHYBalO B
CTYZIEHTCbKO-BUK/IAJALbKOMY cepemoBuii. Ilepe-
CTIZYI0UM METY HaJlaHHA eHIVMK/IOIESYHOI OCBITH,
CTaTyT TOTOYACHMX YHIBEPCUTETiB JO3BOJAB I
HaBYaHHA CTYJEHTIB YTPUMYBATy B LITATi 3aK/Iafy
BUNMTEIB «BIIbHMX MICTELTB», 30KpeMa MY3MKI
(IlTamaesa, 1996, c. 49). lo 1830 p. my3uyHi Kmacu
npy XapKiBCbKOMY YHIBEpCUTETi OYO/IOBAB I10/Ib-
CbKMII KaIlelbMeyicTep, KOMIIO3UTOP, CKpUIIA/Ib i
neparor I. M. BiTKOBCbKMil, AKMII CTaB IPOBIHUM
IHiI[laTOPOM 1 OpraHi3aTOpOM MY3UYHOIO XXUTTA B
Xapxosi B mepuiit Tpetnni XIX c1. (Mukmames-
ChKMIL, 1967, c. 66).

3aBOAKM TemarorivHii misybHOCTI 1. BiTKOB-
CbKOTO Ta/IAHOBUTI CTYIEHTH [JOCATA/IM Ha MY3M4-
HOMY IHCTPYMEHTI piBHA TIPM, HOCTATHBOIO JJIA
yCHillHMX BUCTYIIB Ha myOmiynux 3axomax. Lle
CTUMY/IIOBA/IO 3aIll0YaTKyBaHHA B XapKOBi KOH-
LIEPTHOI IPAKTHKY, IIPO IOIVPEHHA Ta 3HAYEHHA
AKOI CBIYUTD KIOMOTAHHA CTYJEHTIB YHiBEpCuUTe-
1y B 1817 p. mpo 3acHyBaHH: inapMOHIYHOTO TO-
BapycTBa (TaM camo, c. 78).
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Baxnuse micie B My3W4Hill INpaKTUILi yHiBep-
CUTETY IIOCIfJaZIo OPKeCTpOBe BUKOHABCTBO. Ha-
ykoBenb 0. JIOMWKOB, AOCHKYHOUM AiAMbHICTD
HONbCBKOTO MUTL — Y4YHA OJHOTO 3 IPOBiIHMX
NPEeCTaBHMKIB  BiJEHCHKOI ~ K/IACMYHOI
V1. Taiizina, HaronouryBas Ha opientaii I. BirkoB-
CBKOTO il YaC CTBOPEHHA CTYHEHTCHKOTO MY-
3MYHOTO KOJMEKTVBY Ha IHCTPYMEHTAa/IbHMI CK/Iaf
«KITACMYHOr0» cMOHIYHOTO OpKecTpy. I3 cepenu-
Hu 1810-X pp. OpKecTp yHiBepcUTETY OpaB y4acTh
y NyOmiYHMX 3aXOfjaX, BUKOHYIOYM TOTOYACHUI
cumoHiuHMIT pemepryap, i BiH OyB mpoBifHUM
KOHIIEpTHUM KonmekTnBoM Micta (Jlomxos, 2007,
c. 162).

CryneHTCcbK1il OpKecTp MPOIOBXYBaB iCHyBaTH
W Tifj KepiBHUI[TBOM HACTYNMHMKIB I. BiTkoBChKO-
0 Ha IOCafii BUNTeNA My3UKU YHiBepcuTeTy. IIpo
IHCTpyMeHTanbHMil CKmajg opkectpy 1830-x pp.,
Ko/ opkectp ovyomosan 1. Jlosuncbknmii Ta B. AH-
NipeeB, MipKyBaTy CKIafHO y 3B’A3KY 3 BifjCyTHic-
TI0 axtiB. OfHI€0 3 MPUYNH 1[HOTO € 0OMEXKEHH
BYKOHABCbKOI IPAKTMKI BUCTYIIaMM Ha YHiBep-
CUTETCBKUX YPOUYMCTOCTAX, L0 He HPMUBEPTANIO
yBaru MysM4HMX KpuUTHKiB. OmocepefKoBaHO PO
IPUHANMHI 03HAIOM/IEHHA OCTAHHBOTO 3 BUMOTA-
MU JI0 IHCTPYMEHTA/IBHOTO CK/Iafy CMMQOHITHOTO
OpKecTpy cBiunTh Gaxt Toro, mo B. Annpees 6yB
y4HEM KamenbMelicTepa, Iefarora it BiOMOHYeNTi-
cra A. llItagnepa, sxnit 3506yB My314Hy OCBiTY Ta
TIIEBHMII Yac TpaB y TeaTpasbHOMY OpKecTpi y Binni
(Heckonbko cno o Illtagnepe n o mysbike, 1859,
16.03) B mepiof pO3KBiTy BifeHCbKOi K/IaCHYHOI
LIKO/MM. 3a IMX 00CTaBMH, XapaKTepucTrka B. Au-
IPEEBMM IHCTPYMEHTAIbHOTO CK/IA/ly CTYAEHTChKO-
ro opkecTpy sk «moBHOro» (O6 opkectpe r. AH-
npeesa., 1841, 11.01) yMOXIUB/IIOE JIMOBIpHICTD
LIOHAJIMeHIIle HasBHOCTI BCiX Tpyn cuMQOHIYHOTO
OPKeCTpy — CTPYHHO-CMIYKOBOi, JiepeB’sHUX i
MiJHMX IYXOBUX, yIAPHMUX iHCTPYMEHTIB.

IIpotarom 1841-1859 pp. MysuyHUMM KIacaMu
YHIBEpCUTETY KepyBaB IPENCTaBHUK aBCTPO-Hi-
MeLbKOi KynbTypy, Kamenbmeiicrep @. Illympi,
TBOPYOCTI AKOTO IIPUTAMaHHO IIPOBEJEHHA B Xap-
KOBI MVICTELIbKIX 3aXOfiB, IIif YaC AKMUX pelpe3eH-
TYBa/lUCA MOHYMEHTA/IbHI MY3U4YHiI TBOpU — Opa-
topii V. Taitaua, [Ix. Pocciui, JI. Ilnopa. Jins Takoi
BJMKOHABCbKOI IpPaKkTuKM (OPMYBaBCH, 30KpeMa,
IHCTpYMEHTa/IbHUIT KOTIEKTUB 3 MiCL|eBIX aMaTOPiB

IIKOIN

Ta YYaCHUKIB TeaTpasbHOIO ¥ YHIBEPCUTETCHKOIO
OpKecTpiB, 1[0 Majo Ha MeTi 3abe3nedeHHs Bifmo-
BiffHOCTI cKMafy cuMQoHiYHOro opkectpy. Takmit
CKJTaJi HaJjaBaB 3MOT'y BUKOHYBATH B IIyO/IiYHMX 3a-
xopax cumdonivni TBopu B. A. Monapra, JI. betxo-
BeHa, P. Barnepa Ta in. (Jloukos, 2007, c. 175).

[omanpmi TBOpYi 37006YTKM CHMQOHIYHOTO
OPKECTpPY CTYyZIeHTiB XapKiBCbKOTO YHiBEPCUTETY
TIOB’s13aHi 3 Aistyamyt XapKiBCbKOTO Bifji/leHHS iM-
IIEPaTOPCHKOTO POCIICBKOTO MY3MYHOTO TOBAPHU-
crBa (mami— XBIPMT). Tak,y 1881 p. cTymeHTChKMIt
OpKecTp o4omuB BuxobaHenb IIpaspkoi KoHcep-
Baropii, ckpunanb-sBipryos C. B. Hemerup — ke-
piBHUK i ZupureHT cMMQOHIYHNX KOHIEPTIB mep-
uroro XB IPMT (1864-1867 pp.) (Ilemakin, 2005,
c. 148-149).

[Iporarom poky (i3 ciura 1881 p. mo ciuens
1882 p.) C. Hemerup 3piiicHioBaB opraHisaniiixi 3a-
xoput: GOpMyBaB CK/Iaf, OPKECTPY, O AKOTO YBiifiI-
M AK CTY[IEHTU YHIBEPCUTETY, TaK i XapKiBCbKi
amaropu Ta podeciiiHi My3ukaHTy; 3a6e3nevyBan
peneTuLifiHMii mpouec. 3 modarky 1882/83 Ha-
BYA/IbHOTO POKY OCHOBHMII Bi[ICOTOK OpKecCTpaH-
TiB CTAaHOBWIM CTYHEHTY, AKUX Ha/lidyyBanoCh
6mm3bko 30 ocib (MectHas xpoHuka, 1882, 18.01),
a HarepeofiHi mepuoro cuMQpOHIYHOrO KOHIIEPTY
30.01.1882 p. umcenbHMit CKIaj KONEKTUBY Hasli-
gyBaB MoHaj 50 MysukanTiB (MecTHas XpOHUKa,
1882, 27.01).

HeoO6xifHicTb crmadyBaTit 3a y4acTb B OpKecTpi
BMKOHABI[iB Ha JJyXOBUX iHCTpyMeHTax — mpode-
CIIHMX MYSMKAHTIB 3 XapKiBCbKUX TeaTpaJbHUX
opkectpiB 3mMycuaa C. Hemerns posmopimutu pe-
IepTyap, KMl ONpalbOBYBaBCA, HAa TBOPY I
CTPYHHOTO Ta CUM(OHIYHOTO IHCTPYMEHTA/TbHNIX
CKnafiiB. JIo mporpamu Ci4HEBOro KOHIIEPTY CTY-
JIEHTCHKOTO MY3MYHOTO KOJIEKTUBY VBN CHUM-
downis D-dur V1. Taitgua Ta yeptiopa JI. Betxose-
Ha «ErMOHT», BMKOHaHI CI/IM(l)OHi‘IHI/IM CK/IagoM,
Cepenaga P. ®onpkmana i Andante 3 xBaprery
II. YailKOBCbKOTO, PpeNpe3eHTOBaHi CTPYHHUM
opkectpoM, Ta «Ave Maria» III. IyHo y Bukonan-
Hi 25 cKpuIaliB 3 aKOMIIAHEMEHTOM BiOTIOHYEII,
¢opremniano Ta Qicrapmonii. Oxpim Toro, y 3axo-
Zli B3A/IM YYacTb AK COMICTY BUK/IAaJadi My3UYHMX
knaciB XB IPMT: Biononyenict A. Maypep, mianict
L. Ipanex i C. HemeTup, AKnit BUKOHAB HA CKPUIILLI
BacHuit TBip «bamaza i dpanrasis» (MecrHas xpo-
HukKa, 1882, 27.01). Kpntuka mo3utuBHO oOriHM/IA



BJICTYIl aMaTOPCHKOTO KOJEKTUBY, BiI3Ha4MBILIN
CTPYHKICTb Ta OCMICTIEHICTb BUKOHAHHA (MecTHas
XpOHUKa, 1882, 01.02). 3a Bifrykamu sHaBIliB My3u-
KU, KOHLIEPT IIPOJIILIOB 3a/0BI/IbHO, 1 YHiBEpCUTET-
CbKIIT OPKECTP 3 YCIIIXOM CK/IaB CBiil IePLINIA iCIIUT
(MectHas xpoHuka, 1882, 14.02).

[Iporsrom mepmmx micsnis 1882 p. BizOymocs
Tpyu CUMGOHIYHI KOHIIEPTU YHIBEPCUTETCBKUX MY-
3MKAHTIB. YTIM IIpOorpama OpPKeCTpy He 3MiHIOBa-
JIach, OKpiM OCTaHHBOTO KOHIIEPTY 6 OepesHs, fie 3a-
mictb «ErmonTa» mpossyyana ysepriopa K. M. ¢on
Bebepa «O6epon» (MecTHast xpoHuka, 1882, 05.03).

3 KOXXHUM KOHIIEPTOM Ki/IbKiCTb YYaCHUKIB CTY-
JIEHTCHKOTO OPKECTPY 3pOCTaa, 10 CBIIYNUTD IIPO
ysary C. HemeT1i4 10 iHCTpyMeHTaIbHOTO CKIAZy
KonekTuBy. Hanepemonni TpeTboro KoHIEpTy Ha-
TOJIOLIYBA/IOCA Ha BIfIOBIJHOCTI OPKECTPY CTaH-
IAPTHOMY CK/IaJly Ta KOHKPETHM3yBanacsA HasABHICTb
y CTPYHHO-CMUYKOBIN IpyImi 30 CKpUIIOK, 8 abTiB,
8 Bio/moHyerteit, 5 KOHTpabaciB i OBHOTO CKIagy Ay-
XOBUX JIepeB STHUX Ta MiJHUX iHCTpYMeHTiB. PerjeH-
3€HT, AKUI1 BifIBifJaB PENETUIIiI0 YHIBEPCUTETCHKO-
IO OpKECTpY, Bifj3HayaB, IO MY3UKAHTH O/MVCKyde
BIKOHYIOTH yBepTiopy K. M. don Bebepa, a kormex-
TUB CIIPaBJ/IA€ NIPUEMHE BPAXKEHHA 1 3a CKIAJOM, 1
3a AkicTio rpu (MecTHas xpoHuka, 1882, 06.03).

KoHIiepT! CTYIEHTCbKOro OpKecTpy CTamy s
XapkoBa 1ofii€l, 5IKy 00TOBOpIOBaNY B MicLieBilt
npeci npoTArom poky. Tak, y TpaBHi 1882 p. Bin3Ha-
qamucst pakTopy, sIKi Bpasumm Xapkis'sH: a) Oib-
1€ IBOX TPETUH BUKOHABIIB OPKECTPY CTaHOBI/IA
Y4HIBCbKa MOJIO/{b — CTYIEHTU YHIBEPCUTETY i BU-
XOBaHII MicCI[eBMX TiMHa3iit; 6) KiIbKICHMI CKIaj
KOJIEKTUBY Ta SAKICTb BUKOHAHHA OPKECTPY SK
Ha/I3BMYaliHe ABUIIE I TOTOYAaCHOTO MY3MYHOIO
XUTTA Micta. IlifcyMOBY0OUM 3MMOBMII KOHLIEPT-
HUI1 Ce30H, KPUTUK HasMBaB iHII[IaTMBHICTD, CTa-
PaHHICTb CTyfIeHTiB-aMaTopiB Ta Mpodecionanism
i mocBiguenictp C. HemeTust IK OCHOBHI YMHHMKI
yenixy cuM§oHivHNX KoHLepTiB (MecTHas XpoHu-
Ka, 1882, 11.05). Hanepenopni 1882/1883 naByanb-
HOTO POKY XapKiB’sIH IIOBIZOM/LA/N TIPO HifiTOTOBYY
poborty, nposeneny C. Hemerem, 3aBiaxu skoMy
Oy/a IONOBHEHA HOTHA 6ibmioTeka KONEKTMBY if
npuabani HOBi opkecTpoBi iHcTpymentn (Mect-
Has XpoHUKa, 1882, 19.08). Y sxoBTHi 1882 p. mpeca
TMCaa Ipo Bfiajie MOIOBHEHHA MY3MYHOTO KOJEK-
TUBY CTyIeHTaMI II€PLIOTO KYPCY, a IparHeHHA
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KepiBHMKA AKOCTI BIfTBOPEHHA HOBOIO pENepTy-
apy, 3okpema 5-i Ta 7-1 cumoniit JI. berxoBena
(MectHas xpoHuka, 1882, 06.10), 3ymoBuIO 3amy-
YeHHs MY3UKAHTIB OpKeCTpy XapKiBChKOIO ipaMa-
TuyHOro Tearpy (MectHas xpoHuka, 1882, 19.11).

27.11.1882 p. BinbyBcs OmaropiitHuit KOHLEpT
3a y4acTi XOpy CTy/IeHTiB yHiBepcuTeTy (KepiBHUK
C. Hemerup), comicris: mianict L. Ipanex i ckpu-
Iajb — CTYAEHT YHiBepcuteTy Banbrep, Ta cTy-
JIEHTCHKOTO OPKECTPY B KiZbKOCTI 70 MY3MKaHTIB,
y BUKOHAHHi fKOrO IpO3By4aau 7-Ma CUMQOHisA
JI. berxoBeHa Ta yBeptiopa ®@. Menpenbcona «Ruy
Blas» (Mecrnas xponuka, 1882, 20.11). Lli x tBO-
pu npo3Bydany i 12.12.1882 p. Ha KoHLepTi, AKNIA,
3a BU3HAYEHHAM DELiEH3EHTa, IIPOJIIIOB Yy/0BO
3aBJIAKM KEPIBHUKOBI, «KOTPMIl 3 PI3HOPIIHUX 32
AKICTIO CUJI CTYJIeHTCBKOTO OPKECTPY CTBOPUB TaKe
cTpyHKe Liie» (MecTHas XpoHnKa, 1882, 13.12).

[ Hagami cuMOHIYHMIT KONEKTUB TIiji KePiBHMI]-
tBoM C. HemeT1s BUCTYIIaB Ha IyO/IiYHNX 3aX0fiax.
MoxnuBicTb 3amyyatyi O KOHLEPTHMX BMCTYIIiB
MaiICTepHMX aMaTopiB i MpodeciflHNX My3UKaHTIB
3abe3meyyBasa BifjIOBIHICTb iHCTPYMEHTAIbHOTO
CKJIAZly CTaHAApTaM CUM(QOHIYHOrO OpKecTpy. 30-
KpeMa, B OepesHi 1883 p. cTynmeHTCbKMIT OpKecTp
MaB 67 MYSMKAHTIB, a CTPYHHO-CMMYKOBa TIpyIIa
HajliuyBana 27 ckpunanis. Takuil ckag ;03BOMAB 3
yCIiXOM BUKOHYBaTyH cuMQoHiuHy My3uky I. bep-
nmio3a, P. Barnepa, A. [IBopkaxka, II. HaiikoBcbkoro
ta in. ([lemakin, 2016, c. 324-325).

Yenixu C. Hemerns B poboti 3 yHiBepcuret-
CBKUMI MYSMKAHTaMM-aMaTOpaMy CIIPUAIN JIOTO
3aIPOLICHHI0 Ui KepiBHMITBA CUMQOHIYHUM
opkecTpoM XapKiBCbKOTO MY3MYHOIO TypTKa, 10
CIIPUYMHIIO NPUIVMHEHHA CIIBIpali 4YeCbKOro
MUTLA 31 CTYHEHTCBKMM KONeKTuBOM y 1885 p.
HocBimuyennit yechkuit KamenbmeiicTep y po6oti 3
OPKeCTPOM YHiBEPCUTETY ITPOJEMOHCTPYBaB BIUCO-
K1l piBeHb podecioHanismy, ONTUMaNbHO 3Milic-
HUBIIM OpraHisauiiHy (popMyBaHHA Ha OCHOBI
CTYEHTIB OPKeCTPOBOTO KOJNEKTHUBY), IeJaroriy-
HO-BUXOBHY (3a0e3Ne4eHHs JOCTaTHBOTO AJIA IPU
B OPKECTpi piBHA OIpAll0BaHHA aMaToOpaMi MY-
3MYHMX IHCTPYMEHTIB), TBOPLA pemepryapy (mpu-
HailMHi, B OpPKeCTpOBIi BUIE€3a3HAYEHNX TBOPIB
P. ®onpkmana, I1. Yarikoscbkoro, 1. Tyno, Bmac-
Hux cuMboHii Ta Enerii) Ta BuKOHaBChKY (ycrmimmni
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IyO/TiYHi BUCTYIN KOJIEKTUBY) KaIlelbMeiCTepChKi
¢yHK.

3 noyarky 1889 p. cumdonivnmit opxectp Xap-
KiBCBKOTO YHIBEPCUTETY MOHOBUB [iA/bHICTD IIif
KEPIBHMITBOM BMK/IaJjaya MY3MYHOIO YYM/IIIA
XB IPMT, Biononuernicra A. E. ¢pon Inena. Ve B
CepenVHi CIYHA TOr0 POKY aMaTOPChKMIl KOJEK-
TUB M KepiBHMUTBOM A. (oH [eHa B3AB yyacTb
y O6naropiitHoMy KoHIepTi, BuKoHaBmy [lomoHes 3
onepu M. Iminku «JKnTt4 3a aps», 0 BUK/IMKAIO
«HecKiHueHHi armopucMeHT» (My3bIKalbHBIE 3a-
MeTku, 1889, 20.01).

AxiByacu kepiBannTBa C. Hemetn, cepen cTy-
JIEHTIB-OPKECTPAHTIB IIepeBaXkKa/ly BUKOHABI Ha
CTPYHHO-CMIYKOBMX iHCTPYMEHTAX, 110 3yMOBM/IO
HacmifyBanHA A. ¢poH [eHoM IpuHINITY pO3IOZAi-
JIy penepTyapy ML CTPYHHOTO Ta CHMQOHIYHOTO
iHCTpyMeHTanbHUX cKafiB. Tak, y mporpami KoH-
1epry, sKuit Bigbyscsa 04.03.1889 p. B ypouncriit
3a1i yHiBepCUTETY, CTPYHHUM OpKecTpoM Oynu
BrkoHaHi TBopu C. bappa i E. Kunne, a cumooniv-
HIM ckmasoM — Banbc-danTasito M. Iminkn. Ox-
piM TOro, OpKecTp aKOMIIaHyBaB Bukaagadsy XMY
A. IOpbany, KoTpnii 3irpaB KilbKa IT €C Ha BaITOPHI
(Tearp u my3bika, 1889, 06.03).

14.03.1889 p. A. ¢on I'men BramryBas y Xap-
KIBCBKOMY JJpaMaTYHOMY TeaTpi «BENUKUIT OpKe-
CTPOBMII KOHL[EPT», TPUCBSYEHUI 1AM ATi CBOTO
BUNMTENIsI — BIJOMOIO BIOJIOHYENICTa i Iegarora
K. I0. [TaBupgoBa. 3Ha4Hy 4acTMHY IPOrpaMy CTa-
HOBWMM cuMQoHiuHi TBOpM: yBepTiopa ®. MeH-
nenbcoHa «Ruy Blasy, danTasia «Adincoki pyinm»
berxosena-Jlicra, [Ipemonia 1o 5-ro akTy omepu
K. Peitnexe «Kopombp Mandpen», croita JK. bise
«[Inrsuyi irpuy, Ypounctuii mapi A. IOpbana. [lu-
purenT Biggas mwany K. Tauposy, ynepure B Xap-
KOBi BUKOHABIIM JIOTO OpPKeCTpOBY croiTy. IIpeca
Bi[I3Hayasa, 10 AKiCHE BUKOHAHHA LIbOTO TBOPY,
IApPTUTYpa AKOrO BifIPI3HAETHCA «IIKAHTHUM iH-
CTPYMEHTYBAHHM i Iy)Ke BUTOHYEHOK POOOTOI0»
(Konnept r. ®on-Iren, 1889, 14.03), nepenbayae
OCTaTHil piBeHb IIpodecioHanisMy OpkecTpaHTiB,
9Oro He MOXKHA BMMAraTy BiJi aMaTOPCBKOTO KO-
JNIEKTVBY, YTiM, «3aBIAKN CTaPaHHOCTI JVPUTEHTa,
croita Oy/na BUKOHaHA CTPYHKO il 3a1IINIa TapHe
BPa)XeHH:A». 3arajioM rapHe, 3 BUTOHYEH)M HIOAH-
CYBaHHAM, BUKOHAHHA OPKECTPOBMX TBOpiB 0yII0
3YMOBJICHO, 32 BU3HAUEHHAM KPUTIKA, 6e3CyMHiB-

HUMM JVIPUTeHTCbKMUMU 3aibHOCTAMU A. doH [re-
Ha (MysbIKanmbHaA 3amMeTKa, 1889, 22.03).

30.03.1889 p. BinbyBcs B 3ai [JBopsHCHKUX 300-
piB OmarogiitHuit «opkecTpoBuit KoHIepT A. (poH
Inena» 3a yuacri conictiB — cxpunana C. [loyes-
cpkoro, mianicra . CobecTistHCBKOTO i OmepHOro
crmiBaka M. MezBeneBa, Ta CTYIEHTCbKOTO XOpY.
OpkecTp yHiBepcuTeTy, MifiICUIEHNIT TeaTpasb-
HUMM OpKecTpaHTaMy, BUKOHaB Jubel-ouverture
K. M. Beb6epa, Kamapuucsky M. [minku, TBip BU-
knagada XMY E. IIpunna «lIpomanna apTucTis»
Ta aKOMIIaHyBaB BMKOHAHHIO [. CobecTifHCHKIM
Yropcbkoi pantasii @. Jlicra i C. [logeBcbKmM IBOX
YacTUH CKpUIKOBOTro KoHuepry . MeHpienbcoHa.
OxpiM TOro, y BUKOHaHHi CTPYHHOTO CTYAEHTCHKO-
ro opkectpy npossyyano Cantabile IT. IT. Haitkos-
cpkoro (Tearp u Mysbika, 1889, 29.03).

AKTVBHOI0 KOHIIEPTHOK HPAaKTMKOW Bifl3Haya-
7ach MiANBHICTD YHIBEPCUTETCHKOTO OPKECTPY 1 Ha
no4arky 1890 p. AHOHCY0YM KOHLIEPTH TOTO Mepio-
Iy, TIpeca Icaa, WO BIOCKOHA/IEHHI0 HAaABHOTO
«[ly>Ke MOPAJHOr0» CTYAEHTCHKOr0 My3UYHOIO KO-
JIEKTVBY 3aBa)Ka€ OpaK HeoOXiTHOr0 OPKECTPOBOTO
IHCTpYMeHTapilo, TOMY KOHILIEPTHI 3aXOfy 3[iiic-
HIOBA/IVCA 3 METOI0 300pY KOIUTIB ISt IPU/i0aHHS
Mysy4HMX iHCTpyMeHTiB. Tak, 3 o3HayeHOi MeTu
04.02.1890 p. A. doH I'ten npoBiB KOHIIEPT Y 3ai
KomepuiltHoro kmy0y; 3a Tpamuiiieo momepefHix
YaciB, y 3aXOfi B3AMM YYacTb YHIBEPCUTETCHKUIL
xop mip kepiBHuutBoM I. TypoBepoBa Ta cormic-
TH, SIKUMM TOTO pasdy Oy/IM CTYAEHTV OCBiTHBOTO
saxnany (Tearp u mysbika, 1890, 04.02). Opkectp
BrKoHaB yBeptiopy [I. O6epa «Fra Diavolo», 1-it
dinan 3 onepn P. Barnepa «Jloenrpin», panrasiio 3
onepn Jx. Beppi «Tpasiata» i «Hymne St. Cecile»
1II. I'yHo, Ta, 32 BU3HAYEHHAM IpeCcH, «BJMKa3aB 6e3-
CYMHIBHI yCIIiX} IOPIBHAHO 3 IIONEPEIHIM POKOM,
1110, 3BUYAITHO, TIOBUHHO Gy T IPUIICAHO HEBTOM-
HOCTI Ta JIOCBif4€HOCTi TaJlaHOBUTOIO AMPUIEHTA
A. ¢on Irena». PerienseHt, Bii3Ha4ao4y MOfEKY-
IM He 30BCIM YKCTY TPy AYXOBUX IHCTPYMEHTIB,
HAaro7ollyBas, 10 NPUYMHOK CTaay HeAKICHI My-
suuHi iHcTpymenty (Teatp un mysbika, 1890, 06.02).
Ilin vyac HacTymHOoro cuMQOHIYHOrO KOHIEPTY
23.03.1890 p. CTymeHTCbKMIT OPKECTP BUKOHAB 3-10
(a-moll) cumoniro O. bopopina (Bnepure B Xapko-
Bi), opkecTpoBy cloity E. Ipira «Peer Gynt», yBep-
tropy II. YaiikoBcokoro «Pomeo i JIxynberra» Ta



«JTarucpkmit TaHok» A. IOppsna (Tearp u Mys3bika,
1890, 23.03).

PisHOMaHITHICTD OpPKeCTPOBOTO pemepryapy,
AKNI BUKOHYBABCA Ha IMyONiYHMX 3aX0flaX, MOpiB-
HAHO 3 KOHLIEPTHUMM IIPOTPaMaMi CTYIEHTCHKOTO
KONMeKTuBy Tif; KepiBaunrsoM C. Hemerns, cBif-
YaTh IPO KamenbMericTepchkuii Xuct A. ¢ou [eHa,
AKNI 3[1/ICHUB TIiJTOTOBKY OPKECTPAHTIB 3-TIOMDK
TaJTAHOBUTHX CTY[EHTIB-aMaToOpiB Ta OpraHisyBaB
ONTUMA/TIbHUI PENEeTULIIIHMI IPOLiEC, 110 CIIpUsA-
JI0 AKICHOMY OIIPAIlI0BAaHHIO 3HAYHOTO 33 00CATOM
pernepryapy.

KoHllepTHa aKTMBHICTD aMaTOpPCHKOTO OpKe-
CTpy 0OMeXXyBamacsi KOHKpPeTHUMI MiCALAMI (JT10-
THiT — Gepe3eHb Ta TUCTONAJ — I0YaTOK IPYLHSA),
10 3YMOBJIEHO CTeN(piKO0 OCBITHHOTO MpOIeCy
B YHiBepcuTeTi: peneTuiii BitbyBamics 3 m04aTKy
CEeMeCTpiB — Y BepecHi Ta JApyTiil MOIOBMHI CIYH;
KO TIOYMHAINCA iCINTH', KOTMeKTUB NPUINHAB
nisnpHicTb. TpuBam mepepBu B peleTHLiitHOMY
npolieci Ta IOpiYyHa 3MiHa IE€BHOTO BifiCOTKA Op-
KeCTpaHTIiB (OfHI BUITYCKamucsA 3 YHiBepCHUTETY,
IHII BCTymanyu [0 3aK/iajy, 3HAYHO OHOB/IIOKYI
CK/Iaf] CUMQOHIYHOTO KONMEKTVBY) YCKIaZHIOBAIN
JIOCATHEHHSA AKICHOTO 3ByYaHHA OPKECTpY, WO J0-
JIAJIOCA 3aBJAKM €HTY3ia3My CTY[EHTiB-aMaTOpiB
I, 3HAYHOI0 MIpOX0, KaIleTbMeNCTEPChKOMY XVCTY
C. Hemerris Ta A. don [ena.

OsHaueHi YMHHNKY CYTTEBO BIUIMBA/IN HA PYHK-
IIIOHYBaHHA YHiBEPCUTETCHKOTO OPKECTPY i Ha-
pani. Tak, micns Big'i3ny 3 Xapkosa A. don [nena
B cepenyui 1890 p. cuMoHIYHMIT aMaTOPCHKUIL
KOJIEKTMB OYOIMB iHImMII Buknaagad XMY, Buxo-
BaHellb JleiiMuM3bKol KOHCepBATOPil, CKpUIIa/lb
C. L. JloueBcbKuil, Tif, KePiBHUITBOM SKOTO CTY-
JIEHTCHKMIT OpKecTp mif yac Konuepry 20.10.1890 p.
3 YCIIXOM BMKOHAB, 3-TIOMDX IHIIOIO, YBEPTIOPY 3
omepy M. Iminku «Knurrs 3a naps» ta “Souvenir
de Hapsal” II. YaiikoBcbkoro (MecTHast XpoHUKa,
1890, 22.10).

BucnoBuMo JyMKy, 1O YCIHIIIHICTD LIBOTO BU-
CTYIy 3yMOBJIEHA He CTiIbKM 3aIPOLIEHHAM «JIe-
AKMX CTOPOHHIX MY3MKAHTIB», CKiIbKM SAKICTIO
npodeciiiHoi poborn A. ou Iena 3 opkectpowm,
CTYHEHTCbKMII CKIIaJ AKOrO CyTTEBO He 3MIHMBCA
IOPiBHAHO 3 BECHAHMMM KOHIlepTaMu. BoyeBnjip,

1 I1ig 9ac BECHAHOTO CEMECTPY iCIIUTI PO3IOYMHAMMCS 3 KBITHSL.
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C. JloueBcbKuit He IPUJINAB HAJEXHOI yBary Ke-
PIBHMIITBY aMaTOPCBKMM MY3UYHUM KOJIEKTUBOM
ab0 He MaB TaKOTO KaIeJbMeJICTepPChKOTO XIICTY,
AK J10T0 TIOTIePEFHMKY, OCKIIBKY Ha/ja/li, IPOTATOM
1890-x — 1900-x pp., peripe3eHTaTNBHA Jis/IbHICTD
CTYZIeHTCBKOTO OPKeCTPy 0OMeXXyBaIacsi BUKOHAH-
HAM 1-2 TBOpIiB y KOHL|EPTHMX IIpOrpamax, 3fe-
6inpmoro pas Ha pik. Tak, y 1892 p. opkecTp BuKo-
HaB «Kaisermarsch» P. Barnepa (Axr, 1892, 18.01),
y 1894 p. — «CnoB’aHcbKuil TaHOK» A. JIBOpiKa-
ka ta Mapmr C. [loueBcbkoro (MecTHas XpOHMKA,
1894, 15.01); Hanpukinui 1895 p. konmexTus Gpas
y4acTb y BOX O/arofifiHNX KOHI[epTaX, BUKOHAB-
um Mapur K. Mennekepa, dpantasito M. Oeona ta
Banbc ®. lllonena (MectHast xponuka, 1895, 27.10;
MecTHas xpoHnuka, 1895, 30.11).

Hapani opkectp emisomiano 6paB y4acTb B yHi-
BEPCUTETCKMX ypouncTocTaAx (YHuBepcureTc-
Kuil akT, 1897, 18.01; YHuBepcuterckuit axt, 1903,
18.01) Ta 6GmaropifiHMX 3aX0fax, sAKi opraHi3oByBa-
MUCA CTYHeHTaM! OCBiTHbOro 3akmagy (Crygmes-
geckuit Beuep, 1900, 26.11; Tearp u mys3bika, 1903,
01.12). 3anummics BifoOMOCTI I[0Z0 IOfA/IbIIOTO
(YHKIIOHYBaHHS YHIBEPCUTETCHKOTO OpPKECTpY.
[IpunatiMui B pybpuii «B HaB4aIbHUX 3aK/Tafax»
XapKiBCbKOI rasetn «IliBIeHHMIT Kpai» JIpyKyBa-
JICA OTOJIOLIEHHSA IIPO POBEEHHA PeNeTUIi KO-
nextyBy (B yamBepcutere, 1910, 31.01). Yrim, npo
myO/IiuHi BUCTYIIM OPKECTPY UM JIOTO KepiBHMKa
Marepiay He 36epercs.

HaBemennit marepian CBig4MTh, IO KOHLIEPT-
Hi BUCTYIU CTYAEHTCHKOIO OPKECTPY IiJj KepiB-
HunTBoM C. [JloueBcbkoro BinOyBamuch y CTiHax
yHIBEpCUTETY, Y 3BA3Ky 3 UMM, XapKiBCbKa IIpeca
oOMexyBasacs 37e0iTbIIIOr0 aHOHCAMM Ta KOHCTa-
TAI[i€l0 INX TOMI. VIMOBipHO, BIJICYTHICTb yBaru
MY3UYHOI KPUTUKI 3YMOBJIEHA I HEBUCOKUM BH-
KOHABCbKMM PiBHEM OPKECTPY TOTO 4acy, IIpO IO
OIIOCEPENKOBAHO CBiYNTb He TIIbKM PifKiCTh
BJCTYIIIB, a Il 0OMEXXeHICTb perpe3eHTOBaHOTrO pe-
TepTyapy.

BucHoBku. Otxe, crenudika QyHKIIIOHyBaHHA
aMaTopChKOTO CUMQOHIYHOTO OpKecTpy XapkiB-
CbKOro yHiBepcurery nporarom 1880-1890-x pp.
iJj KepiBHULTBOM MY3MKAHTIB, BUXOBAHUX Ha
€CTeTUYHMX 3acaflax aKa/leMidHOTO MY3MYHOIO
MMUCTEL[TBA, 3yMOBJIEHA AKICTIO BYMKOHAHHA HUMUI
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KanenbMericrepchkux ¢ynkuiit. C. Hemerup Ta
A. ¢ou Iten, axi nparnynmu GopMyBaHH: /I CTY-
JIEHTCbKOTO OPKECTPY BifIOBIIHOTO [0 aKaJeMid-
HMX CTaHJAPTIB MYSMYHOIO KOJNEKTUBY pEHOME,
CUMOHIYHMIT  IHCTPYMeHTaIb-
HMIT CKaJl 1 BUKOHABCBKY AKICTb, 3a/My4arouy [0
KOHIIEPTHUX BUCTYNiB TNpodeciilHux MysMKaH-

3abesnevyBanmm

IiATBHOCTI MY3MYHOTO KOJIEKTUBY OCBi4€HOI I'PO-
MaJICbKOCTI Ta XapkiBcbkoi mpecy. OOMexxeHHA
KOHLIEPTHOI IIPaKTUKM CTYAEHTCHKOTO OPKeCTpy 3a
JaciB KepiBHMuTBa C. JJOUEBCHKOTO YHiBEPCHUTET-
CbKVMMM 3aXOlaMVl 3yMOBIJIO NOCTYIIOBE 3HVDKEH-
HA pIBHA BUKOHABCHKOI MAICTEPHOCTI Ta OPi€HTa-
1Iif0 B Ipoljeci 3a6e3nedeHHs iHCTPYMEHTaIbHOTO

KynbTypa Ykpainu, sunyck 82, 2023

CK/IaJly CyTO Ha CTYy/IeHTiB-aMaTopiB.
IlepciekTBM  MOJANBIIOTO0  FOCTiKEHH:A
TIOB’SI3aHi 3 BUBYEHHAM CIIelpiky PyHKII0BaHHA
aMaTOPCHKMX OPKECTPOBUX KONIEKTUBIB Y KY/IbTyp-
HIMX LieHTpax YKpainu B fpyrii monosuHi XIX cr.

TiB TeaTpaJbHUX OPKeCTpiB XapKoBa Ta MiCLEBUX
amaropis. Takwit miaxizn, a Takoxx 6asyBaHHSA B pe-
IIepTYapHiil MOMITHUI Ha MIUCTEIbKOMY HafOaHHI
BU3HAHUX KOMIIO3UTOPIB 3abe3nedyBay yBary o

Cnucok nocunaHb
Axt B XappkoBckoMm yHuBepcutete. (1892, 18 suBaps). FOoxcHwbiil kpail.
B ynusepcurere. (1910, 31 suBaps). FOxcublii kpaii.
Kononoga, O. (1992). lo nutanus craHoBnenHs npodeciiinoi my3uunoi ocBiti y Xapkosi XVII-XIX ct. Mysuuna
Xapkiswuna, 175-190.
Kononosa, O. (2004). Mysuuna xkyremypa Xapxosa xinys XVIII — novamky XX cm. OcHoBa.
Kontept r. ®on-Inen. (1889, 14 mapra). FOoxichwiii kpatl.
Jlomxos, 0. (2007). I'enesa ma cmarnosienns oupueenmcbko2o gukonascmea 6 Yxpaini. XJIAK.
Mectnas xponuka. (1882, 18 susapst). FOxcnwiil kpail.
Mectnas xponuxa. (1882, 27 suBaps). FOoxucnuitl Kpaii.
Mecthast xponuka. (1882, 1 pepais). FOoxcubiil Kpail.
Mecrnas xponuka. (1882, 14 despans). FOxcuwiii kpatl.
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MectHas xponuka. (1882, 6 mapra). FOxcHuitl Kpail.
MectHas xponuka. (1882, 11 mas). FOoxchbuii kpaii.
Mecrnas xponuka. (1882, 19 asrycta). FOoicnuiii kpaii.
Mectras xponuka. (1882, 6 oka0ps). FOoxucHbiii Kpatl.
Mectras xponuka. (1882,19 nostopst). FOxcHwitl kpaii.
Mecrrast xporuka. (1882, 20 HostOps). FOucHbitl Kpail.
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Mectnas xponuka. (1895, 27 oxtsa0ps). FOxcubiii kpatl.
Mecrnast xponruka. (1895, 30 nostops). FOxrcnbitl kpail.
Muxknamrescskui, Y. (1967). Mysuuna i meampansna kynemypa Xapkosa XVIII-XIX cm. HaykoBa ayMKa.
Mysbikasnbabie 3ametkH. (1889, 20 suBaps). FOxcHbil Kpail.
Mys3bikanbHas 3ameTka. (1889, 22 mapra). FOoxucnwiii kpail.
Heckonbxo cios o Lltamiepe u o my3sike. (1859, 16 mapra). Xapwvrosckue 2ybeprckue sedomocniu.
006 opxkectpe . Anzpeena. (1841, 11 suBaps). Xapwvrosckue 2ybeprckue sedomocniu.
Crynerueckuit Beuep. (1900, 26 HosOps). FOxcHblil Kpatl.
Tearp n my3sika. (1889, 6 mapta). FOdxcHbill Kpai.
Tearp n my3sika. (1889, 29 mapra). FOoicHbiil kpail.
Tearp u myssixa. (1890, 4 bepans). FOxcnblil Kpaii.
Tearp u my3sika. (1890, 6 dhepas). FOxuchbiii Kpaii.
Tearp u my3sika. (1890, 23 mapra). FOxcnbiii kpai.
Tearp u my3bika. (1903, 1 nexadps). FOxcuviii kpail.
Yausepcurerckuii akT. (1897, 18 suBaps). FOxicuwiil kpatl.
Vuusepcurerckuit akt. (1903, 18 sHBaps). FOxchblil kpail.
[Mamaesa, K. (1996). Mysuuna oceima 6 Yxpaini y nepwiti nonosuni XIX cm. I3MH (In-T 3micTy 1 MeToziB HaBYaHHS).
Mlenakin, B. (2005). Yecoki mysuxanmu ¢ Yrpaini. XJAK.
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Mlenaxkin, B. (2016). Mysuuna xynomypa Cxody ma [lieons Yxpainu opyeoi nonosunu XIX — novamxy XX cm.: espo-
neticoxi sumipu. XJJAK.
lepounin, FO. (1971). binsa mkepen My3udHOi OCBITH B XapKoBi. Ykpaitcoke my3ukosnascmeo, 6, 228-237.
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0. A. Ilonomapenko. CHHKpeTHYHA CYTHICTh OBe-
NiHKOBOI IPMPOJY YKPAiHCPKOTO €KPAHHOIO ITepost

TemaryiuHe pO3KpNUTTA ayfioBi3yaqbHOrO IPORYK-
Ty BijOyBa€Tbcs BHACTIOK MAaKCUManbHOI KOpenAnii
IPOAAB/IEHOI II0BEIHKY eKPAHHUX Te€POiB Ta IIOTYKHOTO
eMOLIITHOTO BIATYKY B ITIAfaLbKoI aynuropii. CTBOpeH-
H e(eKTy IICUXOEMOLIITHOTO «IIeT/IeHHs» BifOyBaeTh-
¢4 32 YMOBM KY/IbTYPHOI CHHeprii eKpaHHOTO BUJOBHIIA
Ta €MOLIIHOro CBiTy IiAfaviB. besymoBHe Temaruy-
He CIIBIIA[iHHSA MOXX/IMBE SIK HACTiJJOK BITi3HaBAaHOCTI
IJIAfja9eM TIOBEJiHKOBMX PeaKIiiil eKpaHHMX TepoiB Ha
nosacsifomomy pisHi. Ile BinbyBaeTbcsa B pesymbrarti
IPYHAJIEKHOCTI [IO CIIIIbHOI €THOKY/IBTYPHOIL IPYIIN, 10
OJTHOTO I[iHHICHOTO Koma. OHMM i3 TOJIOBHUX aCIIEKTIiB
cenex1ii TOBeiHKOBMX O3HAK € CIermdiyHa peaxIisd,
AKy TIPOBOKYE B Tepos cTpax. JlocmimkeHHA mxepen
BUHVMKHEHHSA CTPAXY, Joro Ipyupoy Ta ncnxodismaHmx
TpaHcopMaliit IOBEIHKY repos € KITIYOBUM 3aBIaH-
HAM Y IIpOLieci CTBOPEHH:A eKpaHHO] icTopii. YkpaiHchKa
KYIbTypHa Iapagurma Oyma chopMoBaHa BHACTIfIOK
CUHKPETU3MY ASMYHMUILTBA Ta XpUCTUAHCTBA. Ie cTBo-
pWIO TIeBHY JabiIbHICTD Y IPUPONI 30YHNUKIB CTpaxy.
3anexxHo Bif piBHA 3arpos, repoii icHye abo Ha piBHi
iHTe/IeKTya/IbHOTO CaMOCIPUITHATTA, a00 BUBIIbHAE
apxaf4Hy caMOOYTHICTb.
KnrouoBi cmoBa: nosedinka, expannuii 2epoti, ncuxo-
eMOUiliHA  peaxuis, —XPUCMUAHCME0, AZUMHUUIMEBO,
cmpax, KOHPmiKm.

O. Ponomarenko. Syncretic essence of the beha-
vioral nature of the Ukrainian screen hero

The purpose of the article is to investigate the
dependence of the thematic impact of a screen work on
the emotional sphere of the Ukrainian audience and the
specifics of the behavioral manifestation of the screen
hero. To determine the dependence of psychophysical
reactions on the nature of fear. To determine the nature of
the influence of syncretism of cultures on the formation
of topics that concern the audience in Ukraine.

The methodology. The study of the behavior of
the Ukrainian screen hero in the process of analyzing

Ukrainian screen works of the last 50 years. Determina-
tion of the dependence of heroes on the theme of
the movie. Study of analytical works on the nature of
human fear. Participation in specialized international
conferences with reports on the topic. An experimental
way of studying the relationship between the nature of
fear and the palette of psychophysical manifestations
of the performers’ behavioral characteristics. A perfor-
mance was staged with 15 actors and shown to the
audience.

The results. The nature of emotional transformation
as a result of the syncretism of the pagan and Christian
paradigms was established. The impact of this on the
creation of an adaptive defense mechanism in the
form of active mimicry. Replacement of the authentic
value culture with the borrowed one. Development of
a psychological model of secondary nature in the self-
perception of the vast majority of society as the basic one.
Transformation of the types and scale of the impact of
fear. The field of conflict was identified, which encourages
the hero to return to authentic cultural values.

The scientific novelty. Using the analysis of the nature
of fear to select the behavioral manifestations of on-
screen heroes will create an opportunity to maximize the
capture of viewer attention through recognizable themes.

The practical significance. The application of the
proposed mechanism in the drama of screen works
will stimulate Ukrainian film production as a result of
increased demand for it among the audience. This, in
turn, will have a quantitative, qualitative and profitable
impact on the development of this art form.

Keywords: behavior, screen hero, psycho-emotional
reaction, Christianity, paganism, fear, conflict.

ITocranoBka mpo6nemu. PesoHaHCHUIT Yac, 10
JIOTO IPOXMBae YKpaiHa, CTBOPIOE 3aIUT Ha IIO-
ABY HOBOTO apXeTuIly eKpaHHOro repos. Bin mae
OyTV HOCIEM JYXOBHUX LI{HHOCTEl Ta IOBefiHKO-
BUIX O3HaK, 1110 BiJIIIOBial0Th HaTraAbHill eMOLIIIHIN
noTpe6i IIAxalbKol ayauTopii Ta CipuATH peati-
3anii KOHCOMpaLiitHOl i KoMIeHcaTOpHOI QyHKIIiI

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.



€KPaHHOIO BUJOBMINA. [0IOBHMM acIeKTOM Y ce-
JIEKIIii TIPOABIB MOBEJIHKI YKPAIHCHKOTO eKpPaHHO-
IO TepOs € CUHKPETH3M A3MYHMUIBKOTO Ta XPUCTH-
SHCDKOTO CBIiTOITAMY, AKMII BigOyBcs Ha TepeHax
Ykpainn. Hacnmikamyu 3aMilljeHHA aBTe€HTUYHOI
CaMOCTi 3amo3MYeHUM IIiHHICHUM CBIiTOITIAIOM
cranu TpancopMariiitHi SMiHN B CIpUitHATTI cebe,
po3yMiHHi 6a30BYX IIOHATD NIOACHKOI cyTHOCTI. Lle
IPYHTOBHO 3MiHWJIO XapaKTep YKPaiHChKOTO Ieposl.

AHami3 OCTaHHIX KOCTiKeHb Ta MyOmiKaIii.
K. MypoBana B mpani «bararorpananii repoir —
3aII0pyKa TBOPYOTrO Ta KOMEPLIIHOrO YCIixXy irpo-
BOIO €KPAaHHOTO TBOPY», 0a3yluiuchb Ha Ipalsix
P. Maxkxi, b. Craitzepa, JI. Cerep, focnifyia saramb-
Hi aCTIEKTH CTBOPEHHA XapaKTepy eKPaHHOTO T€POs.
TonoBHOW0 KyMKOIO Ii€i pO3BifKM € HEOOXimHICTH
IPYHTOBHOTO JOCTi[KeHHsA 6iorpadii mepconaxa
Ta I0Tpeba YHUKAHH Kiille B peakuiax repos. Lli
acmexTy BaXmBi 1A GopMyBaHHA Tepost. [Ipore
JUIsL CTBOPEHHS 00 €MHOTO NpPaBMBOTO XapaKTe-
Py €KPaHHOTO IePCOHaXa 3aMa/0 aBTeHTUYHOCTI
MOBJ Ta HEOUiKYBaHUX peakiil. [loBipa BUHNKae
B MOMEHT BIIi3HAHHA YHIKa/JbHOTO CIiBIIaJjiH-
HA CYTHOCTI Tepod Ta rnafada. JI. B. €nik y mpani
«YKpaiHcpke repoiyHe KiHO (kiHerp XX — modva-
ToK XXI CT.)» ZOCTinIa TeHAe il B TeMaTUIHOMY
CIIPAMYBaHHI BEKTOpPA PO3BUTKY YKPAIHCHKOTO «Te-
POIYHOTrO KiHO» B KOHTEKCTI ICTOPUKO-TIOMITUYHMX
eTalliB PO3BUTKY He3aNeXHOI YKpaiHy, MMIIVBLIN
11032 YBaroo IpUpoRy KOHQIIKTY, 110 € TOTOBHIM
B MOTUBAL{I repos AiATH. fpyHTOBHe TOCTiKeHHS
I I1. ITorpe6HsiKk aBTOpCHKOrO KiHeMaTorpady Apy-
roi nonoBnHn XX — movarky XXI cT. poskpuBae
IIPUPOJY aBTOPCHKOTO KiHeMartorpady sK Bifobpa-
JKEHH:A CBITOITIANY B/IacHe aBTopa. PosBinka Iika-
Ba Jlialla30HOM OXOIUIEHMX TeM J/Is 3aHYPEeHHA B
IiHHICHUIT CBIT aBTOpChKOro KiHemarorpada. [ls
MOXX/IMBOCTI MOJENIOBAaHHA MOBEAIHKOBUX O3HAK
3ara/IbHO3HAHOIO0 €KPAaHHOIO repos sK HOCIA MeH-
TaJIbHOI TeMM YKPaIHCbKOTO HapOAy JOCTiIKEeHHA
MA€ TeHJEHLI0 10 Y3ara/JbHEeHHA.

Meta crarti — BU3Ha4YeHHA TOJIOBHOIO KOH-
¢nixTy, Mo po3KpyUBaE NPUPORY NOBEAIHKN YKpa-
iHCHKOTO T€pOs B ay/iOBi3ya/bHNUX BUOBMIIAX; HA
0a3i JOCTKEHHs CUHKPETH3MY SI3MYHMIBKOI Ta
XPUCTUAHCHKOI KY/IBTYPHOI Opi€HTallii BCTAHOBUTH
3B’130K MDX IIPUPOJIOI0 CTPAXy SIK OCHOBHOTO eJle-
MEHTY 30Y/PKeHHs KOHQIIIKTHOI IIPUPORY eKpaH-
HOI icTopii Ta creny¢iky MOBEJiHKOBOTO MPOSBY
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€KPaHHOTO TIeposd; BU3HAYUTH BIUIMB KYIbTYPHOI
Tpancdopmaliii, o ii peanisoBaHo B MOBeHiHII
€KPaHHOTO Treposi, Ha GOPMY/IOBAaHHS aKTya/IbHIX
B YMOBaX CbOTOJICHHS TeM YKPAIHChKOIO ay/ioBi3y-
a/IbHOTO MIUCTELTBA.

Buxmag ocHOBHOro Marepiamy ROCTifyKeHHH.
CyrHicHa MeHTa/IbHICTb YKpaiHCHKOI Halli 3a3Ha/a
CUHKPETUYHOTO BIIIMBY IBOX IIOJIAPHUX CBITOIIAL -
HUX IApaJUIM: A3MYHUIBKOI Ta XPUCTUAHCHKOIL
IIa o6craBunHa cupuumHWIa (QyHZAMEHTaNIbHY
TpaHCOPMALIiI0 apXeTUIiB i cTepeoTHIIiB cBifo-
MOCTI YKpaIHIIiB.

[Ipupopsa eKpaHHOrO BMIOBMILA 3YMOBJIEHA
BCTAaHOBJIEHHAM JJOHOPHO-aKIENITOPHUX CTOCYHKIB
MDX IJIAfla4eM Ta eKpPaHHVM T€POEM: Y pe3ynbTaTi
crerndidHOro IOBEiHKOBOIO IPOSBY €KPaHHO-
ro repost (IIpOBOKAIil iHTYITMBHOTO BIi3HABAaHHS)
BifOyBaeTbcs  30YIKEHHA YYTTEBO-eMOLIIHNUX
LEHTPiB I/IAfaYa, YHACTIZOK 40ro QopMyeTbcs
eMouiltHnit Bifryk (peaxuis). Kopemamia mpome-
Cy 3aJIKUTD Biff piBHA TEMATUYHOIO «BIYYaHHS».
Crnenmdika 1iporo BUJIY B3a€MOJIil HOTpeéye TOYHOI
cenexiii BUpakaTbHUX 3aC00iB BIUIMBY BUIOBMIIA
Ha eMOLiifHuI cBiT Aanava. Ile Bu3Hayae He0O-
XiffHICTb aHaJTi3y iCTOPMYHOrO KOHTEKCTY (opMy-
BaHHA KONEKTUBHOI CBiJOMOCTI €THOCY. 3a C/IOBa-
mu npodecopa C. A. Makapuyka, «BU3HAYa/IbHOIO
PUCOI0 iCTOpII MOACHKOI LMBIMi3aLiI € Te, 110 BOHA
BMHUKa/MA i po3BuBanacs y ¢popmi OKpeMux, Bif-
MIiHHVX 32 CIIOCOOOM >XUTTS, KY/IBTYPOI0, MOBOIO,
YaCTKOBO aHTPOIIONIOTIEI0 CHiNBHOT jopei» (Ma-
Kapuyk, 2015, c. 43). Came 111 akcioMa € BUpilIanb-
HOIO Y BY3HA4Y€HHi BEKTOPIB JOCTI)KEHHA IPUYVH-
HOCTIi IPOAB/IEHMX II0BEJIHKOBIUX 03HAK EKPAHHOTO
reposi.

BusnavanbHow 1opiero 6idypkarii camocBifo-
MOCTi YKpaiHCbKOI Hallii CTajo 3HUILEHHA A3MY-
HUIbKOI KyIbTYpPHOI IapafiurMi Ta HacaJpKeHHA
xpuctuAgHcbKoi. Ile cnpuumHMIO KOmocanbHuUi
PE30HAHC I CTUMY/IIOBAIO MIMIKpIiliHi mpouecn y
CBiJOMOCTI Ta noBefiHLi yKpainuis. Hacmigkn nnx
TpaHcOpMaLiiil BIVIMBAIOTh HA GOPMYBAHHS CBi-
TOITIAHOI O3NIIii YKPAIHIIiB i JOHMHI.

Kopucryrounch eMnipuyHuMy MeTOaMu JOCI-
mxeHHs mpodecop A. C. Jlobanasa y cBoiit mpani
«Oco6mBOCTI MOPanbHOI CBIOMOCTI COL{ia/IbHUX
00’€KTiB-MIMiKPaHTiB» TPOBOUTDH CIIOCTEPEKEH-
HA TpaHcopMallil MOBENIHKOBYUX PUC IPOMAJSH
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Papancbkoro Corosy 80-x pp., aHamisyoun ABuiie
CYNIPOTUBY TOTa/JiTApHOMY BIUIMBY — MMCUJEHT-
CTBA, fAK C110ci6 60poTHOM 3 MiMiKpi€lo caMocBifo-
MOCTI Ta BiTHOBJIEHHS BJIACHOI aBTEHTUKI. TaKOX B
11il1 po3BiALi aBTOpPKa IpoaHanisyBata TpaHcop-
Mal[iViHi 3MiHM COLia/IbHOI MOBENIHKYU IHAVBIAYY-
MiB 4aciB CTaHOB/IEHH:A HE3a/N€XHOCTi YKpaiHn B
90-x pp. MMUHYIOro CTOMTTA. Pesynbraru anami-
3y MifTBEPAMIN TillOTe3Y, 10 «3a YMOB KPU30BUX
ABMILI, TOOTO MOPYIIEHHA CTabiMbHOI cOlia/mbHOI
CTPYKTYPHU CYCIL/IBCTBA, il po3bamaHCyBaHHS, Mi-
MiKpiitHi mporecu HabyBalOTb TOTANBHOTO XapaK-
Tepy, HOLIMPIOI0YICh Marke Ha BCi chept TofChKOL
KUTTENIANIBHOCTI: IpUBATHY (0cOOMCTICHY, ciMeii-
Hy) i cycninbHy (IIOMTIYHY, EKOHOMIYHY, TPYAOBY,
BijicbkoBYy Ta iHmi)» (Jlo6anosa, 2000, c. 315). [lo-
CIPKeHHs OY/I0 POJOBXKeHe B Tpalli JOCTiFHUII
2016 poky «ComiabHa MiMIKpisl B YMOBax KpuU3u
Ta TiOpVHOI BiffHI: IONIYK eMIPIYHIX TOKa3HM-
KiB», y AKiJl BUKOHAHO aHaJIi3 [IOfA/IbIIOrO Mpole-
cy TpaHchOpMaIifHIX 3MiH Y COLlia/bHiil TOBefiH-
11l CyCIiNbCTBa MIMIKPAHTIB Y Iepiofi iCTOPUYHOTO
PO3BUTKY YKpaiHu, 110 3a3Ha/Ia BiliCbKOBOI arpecii
pociiicekoi depepanii y 2014 p.

ABTOp BIC/IOB/IOE TillOTE3y CTOCOBHO NPMYM-
HI, 10 TIPM3BeTIA 10 OBeiHKOBOI TpaHchopMaliil
KY/IbTYpPHOI Opi€HTallii YKpaiHIliB, a came — 3HMU-
IeHHA 3aCaJHNYNX O3HAK ASMYHUIIBKOI Ta IITYYHE
HacaJKEeHHsA XPUCTUAHCHKOI KyIbTYPHOI Opi€HTa-
111, sIke CTUMY/TIOBAJIO «a[alTUBHMII CIIOCI6 XKUTTE-
JisIBHOCTI (TIOBEiHKY) COLiambHUX Y6 €KTIB, KO-
Tpi B CIITY IKMXOCh 00CTaBMH (Kpu3a, KaTacTpoda,
nepe6yz0Ba, PEBOIIOLIiA TOIO) He3a/J0BOMeH icHY-
F0YOI0 HaBKOJIO HIX IOITUYHOIO Ta COILia/IbHO-eKO-
HOMIYHOK CHUTYaLi€l0 i 3MyLIEHi MacKyBaTu CBOI
CIIpaBXHI IHTepecH, HaMmipy, L{iHHICHI OpieHTaIil,
BJIAIOYNCH JI0 HaipisHOMaHITHIIMX 3aco6iB» (Jlo-
6anoBa, 2000, c. 316). MopenoBaHHS aJalITUBHOI
TIOBENIHKN Bi,I[6YBa€TbC$I 3a IBOMa BEKTOpaMIL: 3a-
XVICHUM Ta Li/IelOCATaHHAM. 3aXMCHA MOJIENb «B-
7€ cOO0I0 TAKMIT TUII COLANbHOI IOBEIIHKM, 3
sKOI couianbHi cy6’exTn (Mu ix Ha3Bamy MiMiKpiii-
HIMIU) CBiZIoMO, 200 HeCBiIoMO, Ha PiBHi iHCTMHK-
Ty caM030epeXeHHs, BCyleped CBOIM LiHHICHUM
OpI€HTAIliAM MiJ/IAIITOBYIOTh BIACHY IIOBENIHKY
IiJl Y3BMYa€HI HOPMU, AKi IIAHYIOTb Y JAHOMY CO-
nianmpHOMY cepenouili» (Jlo6anosa, 2000, c. 316).
[Topi6Ha mOBeniHKOBAa MOJeNb MpUTAMaHHA [JIs
cuTyanil 30BHIIIHBOTO KOHIIKTY iHAMBiAyyMa Ta

cepefoBuIa. 3a3BUYall e Bi,T.[6YBa€TbCH BHACTIiOK
6e3mnocepenHboi arpecii Ha IcuxodisnyHy cTabinb-
HICTb iHMBIfyyMa.

[Iprpopa BHYTPIUIHBOTO KOHQIIKTY repos —
3iTKHEHHS 110T0 6a)kKaHb Ta JMICHOCTI, IPU3BOAUTD
[0 TIPOSABIEHHA IHIIOI AJANTMBHOI MOBENIHKOBOI
Mopmeni — Mimikpii — uinegocaranua (rapasmy-
BAaHHS), «KOMM COL{a/MbHI CYyO'€KTM MiMiKpakTy
(MiMiKpaHTM aKTVBHI) BUPOOJIAIOTD i yTIMIOOTH B
JKUTTA THYYKi Ta XUTPi TEXHO/OTii MOBEIHKM, 1[0
JA0Th IM 3MOTY, MACKYK04M) CBOIO CIIPABXKHIO METY,
AKa CyTTEBO PiI3HUTHCA Bifj CYCIIIbHUX HACTAHOB i
BYIMOT, JJOCATTI HaMi4eHOro, 3a 6ym:—5n<y IIiHY Ha-
6y Ty 6>KaHOTO COIlia/bHO 3HAYYIIOTO CTATYCY, aB-
TOPUTETY, YCIIXY, C/IaBy, IpolBiTanHs"» (J/lobaHOBA,
2000, c. 316).

BusHayanbHOIO 03HAKOK YCIIXy €KPaHHOrO
TBOPY € KiNIbKiCHE OXOIIEHHA IMIAZALIbKOI aymy-
TOpil, 1[0 HEMOX/IVBE 0e3 TeMAaTUYHOTO BITy4aHHS
B TpurepHi 1enTpu ii cytHocti. Hait6inpmmx 3Ha-
4eHb KOpeAlis HabyBae y BUITAZIKY CIiBIAJiHHA
MOJie/li IIPOABJIEHO] MOBEAIHKOBOI MPUPOLY Tepost
Ta BIIi3HABAHOCTI MOTUBALIIIHNX IPUYMH J1OTO I10-
BEMIIHKY I/IAfjayamy. MaeTbca Ha yBasi He YCBifloM-
JIEHHA Ha PiBHI IHTE/NEKTY, a YYTTEBE PE30HYBAHHA
3 Bibpawjisimu fioro caMocTi.

[TonibHe siBMIIIe MOYKHA CIIOCTEPIraTy Iif ac fie-
MOHCTpaLii eKPaHHOTO TBOPY, L0 TPAHCIIIOE TEMY,
aKTYa/IbHICTb AKOI /A IMIAALIbKOI ayAuTOpil Mae
MaKCVYIMajIbHe 3HAY€HHSA B KOHTEKCTi CbOTOJCHHA.
[epoi Takoi icTopil iCHYXOTb B IIPUPOJHOMY JJIA
IIAfja4iB cepefoBuii. MeHTambHi IIHHOCTI, 1O
BUOOPIOIOTD TIEPCOHAXI, iIeHTUYHI IIAFALbKIM.
Crpaxu, ki € 30ygHUKaMV TpUrepHOi peakuil B
€MOIIITHOMY CBiTi I7Aa4a, MalOTh apXal4Hy IIpHu-
pony i 6e3yMOBHWMI1 BiATyK.

Came Tpancdopmanis (opMyBaHHA NPUPORY
CTpaxy, 110 Bin6ynac;1 ITIiJ] 9ac 3aMillleHHs CBiTO-
IIANHUX KYIbTYp B YKPalHCBKIiM Hallii, IIpu3Bena
JI0 TOABY CYCIII/IbCTBA «MiMiKpaHTiB». [loMiHaHT-
HIM y HBOMY CTaJIO BiI4yTTs BIACHOI BIOPMHHOCTI
CTOCOBHO CIPUITHATTS BIacHOI camocTi (JlobaHo-
Ba, 2016, c. 57).

SlckpaBe BifoOpakeHHs TaKol 3MiHV MO>KHA CIIO-
CTepiraTu Ha IPMKIAfiaX IepoiB Mi(OIOeTHIHNX
TBOpIB pi3HuX nepioxis cTBopenHs. Tak, HalOiMbII
3HAHUM, 2, BIJIIOBiZHO, MaKCUMMAjJbHO NOTUYHUM
JI0 CYCIII/IBHOTO CAaMOCIIPUITHATTA Cepef apXaiuHMX



repoiB € Koruropomuixo. Ile nmoseninkoBa Mopienb
BOIHA: IVPUIL, CUIbHUI, IIOMipKOBAHNI, YECHUIL,
npAMONiHiiHWIA, npasauBuit. Ii AxicHi Xapakre-
PUCTUKI [OBEJIHKOBOTO IIPOSABY Ieposi 6a3yloThCs
Ha Bi4yTTi BAACHUX Mili Ta mpasau. BigcyTHicTh
CTpaxy, 10 3aTOCTPIOBaB 61 piBeHb KOHPIIKTHOCTI,
CBI[4UTD IIPO Li/IKOBUTY BIIEBHEHICTD IepoOA Y CBO-
iX CHJIaX, y HEIOXUTHOCTI HaMipiB, B IiHHICHUX Opi-
entupax. [lofiOHa moBexiHKa MpUTaMaHHA TEPOSM
3 MOTY)KHOK €MaHaIli€l0 3a YMOBM HEBiIpMBHOIO
3B’A3KY 3 mxepenom cwmt. CaMe Ile IeMOHCTpYe
repoil nereHay-kaskm mpo Immo Mypomnsd, «o
0e3 TepebiblIeHHsT CTaB TOMOBHUM CHMBOJIOM
emivHoro muHynoro Pyci» (Komwa, 2009, c. 121).
Asu4nuibKa Bipa B CUIY CBATOI 3eM/Ii HAIIOBHIOE
KUTTEBVIMMU CUIAMU TepPOsi B MOMEHTH HalOi/IbIImx
BUNPOOYBaHb, poOUTH JIOrO BOJI HE3TaMHOI, a
cuny ayxy — Hemo6opHow (Inapion (Orienko I,
mutpomnonut), 1992, c. 87).

Came 3B’130K TrepoiB yKpaiHCbkoi Midomoe-
TUYHOI CHAfIIMHN ASUYHNUIBKOI HOOM [O3BONE
NPUIYCTUTH, LIO TapajyrMa Bipy TOTO Yacy IIe-
penbayana BiCYTHICTh CTpaxy sK iHCTPyMeHTY
IOTY)XHOro yTucky Bomi. Ile 6ymo chpopmoano
BHACTIZIOK CYKYIHOCTi 00’€KTMBHUX NIPWYNH BY-
KUBAHHA: TIPUPOJHMUX YMOB, DiSHOBUJY TOCIO-
[lapCbKOI [iANBHOCTI, cnoco6y nepefiadi >KUTTEBO-
Io JJOCBifly Ta HaBYaHHA, HEOOXiFHOCTI GOPOHUTI
BJIACHI KOPJIOHN Ta IHTepecy BiJj IIPUPOIHIX CTHUXIN
1 mocpKOI arpecil.

IctopnyHi 06cTaBuHM, 32 AKUX iCHYBAIO TOfi0-
He CBITOCHPUITHATTA, 6y BHEMOXIMBIIEHI aMObi-
[igMu Ta baKaHHAMY KOHCOMIfALil BlIagu KHA3eM
Bonopumupom.

MexaHi3MOM ifiefiHOTO 00’€fHAaHHS CTama 00pa-
Ha HUM XpUCTUAHCBKA peniria. Takum 4nHoM, Ha Te-
PUTOPIAX, 10 PO3BMBAMNICA BIACHUM IIPUPOSHUAM
eBOMIOLITHNM IIJIAXOM, 3allaHyBaja 4Yy>XOpigHa
uinHicHa Mogenb. [Ipupopni ymosu Biszanrii 6ymn
KOHTPACTHI 11 YKOZHMM YMHOM He KOpETIBaIICA
3 peanmiaMu XUTTA yKpaiHuis. CunoBe Haca/pKeH-
HA Ta 3arpo3a (i3MYHOro 3HUIEHHS, AKOi 3a3Ha/N
MiCIleBi )KMUTeNi Mif] yac IPOBefieHHA XPUCTUAHI3A-
1ii, IpU3BENU [0 MOABY Ta PO3SBUTKY a/IallTMBHOI
MiMiKpil, 110 BIVIMHY/Ia Ha TpaHCPOPMAILIiI0 caMo-
CIIPUIHATTA IHAUBIAyyMa.

Y KynbTypHMX CBifYEHHAX Lie IPOABUIOCA B
JIOKOPiHHIN 3MiHi IOBEJiHKOBOI IPMPOLY TepoiB.
3aMicTh HeCTPUMHVX BiIYaiiiyXiB, Oe3CTpalIHMX
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BOiHIB, KOTpi o/mamu 3MiiB a60 iHmMX MeTadopny-
HUX iCTOT 3 HAJUIIOMICHKOI0 TIPYMPOJIOI0, 3 ABUINCA
MaJti Ta BOOT1, c;TabKi Ta He3[aTHi JO CAMOCTITHOCTI
nepcoHaxi. [Ipukmagom MOxyTb 6yTH repoi Ka3ok
«[IpaBpa i kpuBga», «Myzpa giBunHa», «Y6orni ta
Gararuit i AiBKa-40pHsABKa». Macitab KoH(TKTIB
repoiB LUX Ka30K 0a3yeThcs B IVIOMHI MaTepiab-
HMX LIHHOCTENl Ta IX €KBiBaJIeHTHOCTI Bifl4yTTIO
BHYTPilIHbOI rapMoHii it mact4. Lle cBigunth 1mpo
IPUPOAY HATa/JbHUX NOTPel i 3arajbHuil piBeHb
KUTTS IepeBaXHOI O11bIIOCT] HaceneHHs. 3a YMOB
HeOOXiJHOCTI TPUCTOCOBYBATUCA [0 peaniit, ne
BifICYTHIJT 9y TTEBMI 3B’ 30K 3 JDKEPETIOM eHepril, a
3BJYHA TIOBEJliHKA He HaJa€ MOXK/IMBOCTI BIDKUTI
Ta n0Tpebye TpaHCPOpMALIHNX 3MiH, OBEfiHKa
repost crae mabinpHimow. CTpax, K eleMeHT TBO-
peHHA KOHQIKTY, HabyBae CHIM Ta IOTEHILIOE
pisHi 3axucTi peakuii B mcuxodisuyi MOANHY, 1110
HabyBae OesnocepeHbOro BiJoOPaKEHHS B MOBe-
IiHKOBMX MOJE/AX Ka3KOBIUX, JTepaTypHIUX, CIle-
HIYHUX Ta eKPaHHMX IepOiB, L0 JEMOHCTPYIOTb
HUIICTD, MiACTYIHICTh Ta AULEMIPCTBO, XUTPIiCTb,
XTUBICTD, myxy. Lle mposBisge rmOMHHNI 0cOOM-
CTiCHMIT KOHQIIKT, 3yMOB/IEHNIT BiICyTHICTIO 4yT-
TEBOTO OIIEPTA Ha aBTEHTUYHI KY/IbTYPHi Opi€HTaIlil.
Hait6inbumit ctpax — cTpax HeBifomocri. Bin
30y/Kye YABY Ta 3MYILIYE Ieposi AifATY CHOHTaHHO
Ta HemepepnbauyBaHo. KoudmiktHuit Byson «6a-
JKaHHA — CTpax» IPOAYKYe IIMPOKMII JialasoH
CIOKETHUX JIiHIN PO3SBUTKY €KpaHHMX iCTOpiil, Je
repoil IEMOHCTPYE MOJIENI OBEIHKM B CUTYaLlifX, Y
AKUX JI0r0 YYTTEBUIA CBIT PE3OHYE 3 HABKOIMIIHIM.
[le cTBOpIOE MMPOKY MaJITPy eKpaHHNX 00pasiB.
BucHoBku. [0OBHMM BUCHOBKOM JOCTiKEH-
HA € OKpeCTeHHA IPUPOAM 3B’A3KY YCHIIIHOCTI
€KpaHHOTo TBOPY (piBHs I/AJALBKOI yBaru) Bif
TEMATUYHOTO CIIBNAJiHHA YYaCHUKIB BUJOBMIIA.
MOX/MBICTD IMMOMHHOTO «3aHYPEHHS» B TeMY
BifiOyBa€eTbCA y BUNAJKY BIi3HABAHHA IVIAfjaYeM B
IpUPOJi MOBEAIHKM MepCOHaXa 3HaloMi Ha 6esy-
MOBHOMY, YyTTEBOMY, HECBI[OMOMY PiBHAX LiH-
HOCTEl, AKi TPAHCIIE eKPaHHUII repoli. YKpaiH-
CbKa Ky/IbTypa Ma€ CHHKPETUYHY IIPUPOAY, IO
Oyma chopMmoBaHa IIij BIUIMBOM S3MYHMIIBKOI Ta
XPUCTUAHCBKOI opieHTaiit. Ile mpusseno mo mos-
BJI CYCII/IbCTBA MIMIKPAHTiB, KOTPi 3aCTOCOBYIOTH 3
aJJanTallilfHOI MeTO0 MifMiHy, KaMy(/IAK, Hallla-
PYBaHHA Ta TpaHCPOPMAL[i}0 OCHOBHIX LIIHHOCTEIL.
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[e Mae 6e3mocepepHiil BIVIMB Ha HOBEIHKOBY 0CO-
O7MBICTb IPUPOAN ICHYBaHHSA €KPAHHOTO TepOsl.
OpHMM 3 OCHOBHUX CIIOHYKA/IbHUX iHCTPYMEHTIB
y hopMyBaHHI NOBEAiHKOBUX PeaKiiiil eKpaHHOTO
reposi € crpax. KondumikrHuit «By30m», siKuii Mo-
JIeTI0€ TIPUPOAY CTPaxy B ICUXOEMOLIHOMY CBITi
YKPAIHCBKOTO Teposi, € 3iTKHEHHs Oa)KaHHS BOJI Ta
pabcbkoi MeHTanbHOCTI MIMIKpPaHTIB, 0 chopMy-
BajlacA IiJj BIVIMBOM CHHKPETU3MY ASMYHMIIBKOI
Ta XPUCTUAHCHKOI KYIbTYPHOI opieHTauii. [focmi-

ABTEHTUKI 3aIIO3MYEHMMM CBITOITIATHUMIU OpI€H-
TaniAMM. Y pasi 3aCTOCYBaHHA L[bOTO JOCTI/PKEHHA
B KiIHOBMPOOHMIITBI € Ha/lis HA IIOABY HOBOTO YKpa-
THCBKOTO €KPaHHOIO Iepos, 4uA IOBeJiHKa CTBO-
PUTBD IpeLefeHT J/I AKTUBHOTO MOLIYKY BTPaveHo]
camocTi. Onecp CaHiH y cBoiil TBOpYill AifANbHOCTI
JIEMOHCTPY€ NEPCIEKTHBY YCIIXY PyXy B [IbOMY Ha-
npAMKY. CyCliIbHUI Pe30HAHC, 110 CIPUYMHYB OC-
TaHHiil QinbM pexicepa «[JoBOYI», CBITINTH PO
TOTA/IBHY «CIIPAry» i rocTpy NoTpedy B reposix, 1o

TKEHHS BifIKpUBae MOXIMBOCTI 1A mofanpiioro € B3IPUEM camo6yTHbOI CHM AYXY | BenuHi BOT.

BCTAaHOBJIEHHA BIUIMBY MEXaHI3MiB 3aMillleHHA
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TeaTpy i KiHO Ha MMCTIBKaX BUAABHUIITBA “YKpTeakiHo-
BuzaB”» / ynop. i arop nepeam. B. H. MucnaBcbxmit. —
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A review of a popular science publication: “Theater
and Film Actors on the Postcards of the Ukrteakyno-
vydav Publishing House” / compiled and edited by
V. N. Myslavskyi. — Kharkiv: Tochka Publishing House,
2023. — 252 p.

B. H. MucnaBcpkmit — Bifjommii B YKpaiHi Ta 3a
il MeXaMM JOCHiHMK iCTOPil yKpaiHCBKOTO KiHO-
mucrenTtsa. [[poro pasy BiH IpUCBATUB CBili TIPO-
€KT BUJABHMITBY «YKpTeaKiHOBHUJAB», 30KpeMa
BIJJAHHIO /IbOOMY JIICTiBOK, IPUCBAYEHNX aKTO-
paM Tearpy 1 KiHO, HaJpyKOBAaHUX YKPaIHChKUM
Tea-KiHOBUIABHUIITBOM. | B MiliCHOCTI Iie SIBUJIO-
s TIEPIIOK CIPOOOI BUCBITIIEHHS MATOBiOMUX
CTOpiHOK monirpadiynoi AiATLHOCTI BKa3aHOTO
BUJJABHUITBA. [IIOCTpOBaHe BUJAHHA HAJlA€ 3MOTY
YyTavYeBi 03HAMOMUTICS 3 MAJIOBIZOMUMU BiTUYM3-
HAHUMY 71 3apYODKHUMM IIpECTaBHMKAMU Clie-
HiyHOro i KiHomucrenrsa 20-x — moyarky 30-x pp.
XX cTomirT.

[TokaszoBo, mo B Tporeci peanmisalil HOBOTO
YHIKa/IbHOTO ITpOeKTy B. MucnmaBcbkuit 3pivic-
HUB 3HAYHY JOCTIJHUIIBKY Ta HOLIYKOBY POOOTY.
3aB[AKM 1IbOMY JIOMY BJAnoCs He jile 3i0patu
B a71b00OMI Ma/IOBiZOMi CBiT/IMHM, a 1 TEMATUYHO i
XPOHOJIOTIYHO CUCTEMATU3YBaTy iX. BuABIeHHA Ta
30ip BKasaHUX CBIT/IIMH NOTpeOyBamu 6araTo yacy.
Amxe BoHU Majo 30epiramich B apxiBax i Oymm
3HaiifIeH], AK NpPaBWUIO, Y NPUBATHMUX KONMEKIIiAX.

Bupanna mictutb 102 mucriBKu, AKi aBTOPOBI BJja-
JI0CSl BUABNUTY, B OCHOBHOMY, Y IIPUBaTHMX KOJEK-
niax Xapkosa, Kuepa, Opecn i [IHinpa.

YHIKaNbHICTD IIbOrO BUJAHHA HOJATAE B TOMY,
1[0 aBTOP IILIOB HE 30BCIM TPAAMULITHUM LUIAXOM
pocmigunuTBa. KinogocnifHmky, AK mpaBuio, Bu-
BYAIOTh KiHOMUCTEIITBO K TaKe, a 3a MeXXaMU 3a-
MVIIaNach BUaBHMYA monirpadiyHa AisTbHICTD
Bceykpaincpkoro ¢otoxinoynpasninua. 1 goHuHi
OfIHI€I0 3 MAJIOJOCIIPKEHNX CTOPIHOK icTopil Ta
PO3BUTKY yKpaiHCbKoi KiHOramysi y cdepi Bupas-
HIYoi crpaByu Oyna AisnbHICTD BceykpaiHchkoro
TeaTpabHOro i1 KiHodoToMucTenTBa «YKpTeaki-
HoBMzaB». llJompasya, icHYIOTh MOORMHOKI my6mi-
Kallil Ha ofibHy TeMy, sKi B. MucnaBcbkuii srajias
i mpoaHarisyBas.

[lo pedi, foCIiKEHHA YKPaiHCHKOTO KiHOBMpoé-
HUITBA, KIHOMUCTENTBA K TAKOTO CTa/IO TOIITOB-
XOM, fIK CIIPaBEMIMBO 3ayBa)XKIB aBTOP, 0 BUHMK-
HEHHA CIellia/li30BaHOTO KiHO- Ta TeaTpajbHOro
BUJABHUIITBA — Y)K€ HAa3BaHOIO «YKpPTeaKiHOBM-
IaBy» Hampukinni 20-x pokis. Came Taxkmii xifj go-
CHIi/PKEHHA J1aB aBTOPY 3MOTY JIeTaIbHO IIPOCTEXN-
TY II/IAX POSBUTKY Ta CTAHOB/IEHHSA BUIABHUITBA,
IPOaHa/i3yBaTyl XaHPOBI Ta TEMATUYHI HAIPAMU
BUITYILIIeHOI KiHOiTepaTypy Ta nosirpadiyHoi mpo-
AYKLil Ha OpUKIafi MUCTiBOK. I, HapemTi, aBTO-
pom Oymu mpoaHani3oBaHi IPUYMHY 3aKPUTTS Ha
novyarky 1930-x poxiB Ha3BaHOIO BIJJABHUIITBA.
Cnig moroguTucs 3 BucHOBKOM B. MucmaBchKoro,
10 JieTa/IbHE BUBYEHHA apXiBHMX MaTepialiB KiHIIA

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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1920-x — moyarky 1930-x poKiB, a TAKOX IIPOAYK-
1ii BUIe3TalaHOTO BUIaBHUIITBA Ia/I0 3MOTY YCBi-
JIOMUTH, 33 AKNX HETAaTMBHUX IOMITMYHUX YMOB
HAJIaTOJKyBalach ~ OpraHisamia  momirpagivHol
cIpaBi B YKpaiHi. ABTOp [€Ta/lbHO, B OCHOBHOMY
Ha I1iJicTaBi apXiBHUX MaTepiasiB, IPOCTEXYE CTAB-
JIEHHA 1 €BOMIOLIII0 BYJABHIYOIL CIIPaBY B TanyssAX
KiHO i TeaTpasbHOIO MMUCTELTBA i3 cepepuum 20-X
i no nmouarky 30-x pokiB XX cromiTTa. [JuBye He
TIIbKYM BUKOPUCTAaHHA OaraTol Ta pisHOMaHIiTHOI
apxiBHOI 6asn, ane i1 leTai30BaHi Ta MOTUBOBAHO
0OIPYHTOBaHi BICHOBKM aBTOPa, IIO JA/lO 3MOTy
6arato B 4OMy JJONOBHMTH iCTOPil0 KiHO-TeaTpo-
MICTeIbKOi IomirpadidHoi Ta BUAaBHIYOI CIIpaBu
B YKpaiHi.

I, sBu4aiiHo, ocHOBHY yBary B. MucmaBcbkui,
AK YIOPAJZHMK YHIKa/JIbHOTO IIPOEKTY, y 3BEPHEH-
Hi JI0 YuTaya Mpuzinge KOpOTKiil icTopii «YKkpTea-
KIHOBUJaBY», KA po3novanaca 3 KBiTHA 1930 p. i
¢axTidHO 3aBepumIach Ha movyatky 1932 p. [Ipu
IIbOMY aBTOP OOIPYHTOBAHO JIOBIB, 110 3a HEJOBIMI
yac CBOTO iCHYBaHHSA, KNIt 36ircs i3 3arajipHUM
HOCUIEHHAM 3HAUYYIIOCTi €/IEMEHTIB iIeHTUYHOCTI

B YKPaiHCBKOMY CYCII/IbCTBI, «YKpTeaKiHOBU[AB»
3poOUB CBiif 3HAYHWII BHECOK ¥ PO3BUTOK yKpaiH-
CbKOI KY/IbTYPH.

I, HaperuTi, cif HarOIOCUTH, 1[0 BKa3aHUIL ajlb-
60oM cBiTINH KiHI 20-Xx — moyatky 30-x pp. XX cT.
HaJlae HaM 3MOTY O3HAJlOMUTICD 3 OararbMa HeBi-
TOMUMM IIPECTaBHMKAMMY CLIEHIYHOTO 1 KIHOMIIC-
TELTBA Ti€l €IOXM, 1O € ACKPABMM [OIOBHEHHAM
HallMX 3HaHb IIPO YKPAIHCBKY KYIBTYpPY, YKpaiH-
CbKe KiHO-TeaTpalbHe MUCTELITBO Ti€l elOXIL.

besymoBHO, pelieH30BaHOMY BHJaHHIO, fK i
Oynb-IKOMYy [OCTIIHMUIIBKOMY BHJaHHIO, IpUTa-
MaHHi okpemi Hefomiky. Tak, HarpyKag, HoTpideH
3MICTOBHUII CYIIPOBIJl 0 KOKHOI CBITIMHM. AJKe
YNTa4YeBi, AK MPABUIO, HEBIJOMA OCHOBHA YaCTU-
Ha IpeACTaBIeHNX AiAYiB CLeHM i KiHo. Moxm-
BO, Il 3aBJJaHHA aBTOP 3a/IMIINB J/I HACTYIIHOTO
MIMCTELIbKOTO IPOEKTY. [ledKi 3i CBIT/IMH IIOBTOPIO-
1orbes. [llonpaspa, BKasaHi 3ayBaKeHHA pafille €
o6KAHHAMM, peati3allis SKUX MBI 6 HiH-
HiCTb 03HAYE€HOT0 BUIAHHA, AKe BHOCUTD CYTTEBIUIL
BKJIaJ] y Honirpadiyny icTopito KiHO-TeaTpomucTe-
ITBA YKPAIHNL.

Hapiitina go pepgxonerii 01.09.2023

B. M. Illeitiko

JOKTOp HayK, Ipodecop, 3aCIyKeHMil Aifd MUCTELTB
Ykpainm, pificanit wien (akagemik), HauionansHa akazemis
MUCTeLTB YKpainu, YKkpaina

V. Sheiko

Doctor of Sciences, Professor, Honored Artist of Ukraine,
full member (academician), National Academy of Arts of
Ukraine, Ukraine
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MpaBuna odpopMIiIeHHS aBTOPCbKUX opuriHanis
AN HAYKOBUX 30ipHUKIB Ta YMOBM iX OnNy0niKkyBaHHS

I1ipy yac mofaHHA PYKOINCY [0 XKYPHAIy aBTO-
P IIOBVHHI IIATBEPAUTH JIOTO BiJIOBIAHICTD BCIM
3a3HAYEHUM BMMOTaM, 110 BKa3aHi HyDK4e. Y pasi
BUAB/IEHHA HEBIJIIOBIHOCTI IIOJaHOI CTATTi IYHK-
TaM LIMX BUMOT pefaKliid IoBepTaTuMe MaTepiain
Ha JJ0ONPAL[IOBAHHA.

CrarTa NofaeThcs B €IeKTPOHHOMY BUIVIAZL Ha
/IeKTPOHHY MOIITY pepaxuii: rvv2000k@ukr.net.

Y TeMmi nmucTa 3a3HavYATbCA Mpi3BULLE aBTOPA
Ta HasBa BUJaHHA. Hampuxnan:

«Ilerpenxo. «Kymbrypa Ykpainn»

Qaiimn HasuBatM 3a 3paskom: «[IpisBume_3a-
aBka», «[IpisBume_Crarra_ykp», «IIpiseume_ Pe-
neHsisa», «[Ipisume_Pucynok1», Tomo.

[licna posriazgy Ha IJIariaT i «CiIoro» pereH-
3yBaHHA, AKIO CTATTA NPUIIMAETBCA JIO APYKY,
PefAKIisg MOXe 3aIpOCUTH IANepOBMII BapiaHT
IIaKeTa JJOKYMEHTIB. Po3pykoBanmit BapiaHT J10-
KYMEHTIB aBTOPYU IIPUHOCATD Y pejaKIiliHO-BU/IaAB-
yuuit Biggin XJAK abo HajgcumanoTh MMCTOM Ha
IOLITOBY apecy pemakuii: 61057, M. Xapkis, byp-
calbKui1 y3Bis, 4, XapKiBcbKa Jiep)kKaBHa aKaJieMis
KY/IbTYPY, pefakuiiiHo-BuaaBHyymii Biggin XJAK.
Ten. (057)731-27-83.

Yci OKYMeHTH, w0 micmamy nionucu ma ne-
wamxu, maroms 6ymu idckanosanumu. Ha KoxHii
CTOpIHII IIaIIEPOBOTO INPUMIPHUKA CTATTi aBTOP
IPOCTAB/IAE CBIil MIfIINC, @ HA MEPLIili BKa3ye fjary
HOJAHHA JI0 APYKY.

ABTOpY IIOAAIOTH 1O pefaKIIil:

- CrarrTio.

- 3adBy Ha po3MillleHHA HAayKOBOI CTaTTi B 30ip-
HIKY.

- Amnkery — Bigomocti nmpo aBTopa(-iB) ykpaiH-
CBKOIO T aHITIiICbKOX0 MOBaMIL.

- AHIIOMOBHY aHoTalil. BoHa fomy4aernca o
CTaTTi i HOJAETHCA OKPEMUM JJOKYMEHTOM, AKUIA
CIIifi 3aBipUTY MifINCOM II€pEK/Iafiada Ta IevaT-
KOI0 32 MiCIeM i10r0 poOOTIL.

Pepaxrop ynpopox 14 po6ounx fHiB i3 MOMeH-
Ty OTPYMAHH CTaTTi OBiJOM/IA€ aBTOPY(aM) Ipo
IIO3UTUBHE 400 HeraTVMBHE PillleHHA LIOZ0 IIpU-
MHATTA CTATTi A1 My6mikanii B 36ipHuKY.

Crarti 3a obcarom mawotb 6ytn o 12 crop.
(BKIIOYHO 3 aHOTALiAMY, Tab/muusAMY, rpadikamu
Ta CIMCKOM IIOCH/IaHb). binbmii 3a 06carom craTti
MOXYTb OyTM TIPUIHATI IO APYKY 3a IOABIITHOIO
BapTICTIO KOXXHOI CTOPiHKM IIC/IA CTaHJAPTHOTO
00cAry Ha HificTaBi pillleHHs pefKorIerii.

®opmar crarri Microsoft Word (*.doc, *.docx,
* rtf).

[Tapamerpn cropinku — ¢opmar A4; opieH-
Tallisl — KHIDKKOBR; MO — 10 2 cM; mpudr —
Times New Roman; kernb — 14; MbKpAKOBMit iH-
TepBan — 1,5; ab3arHuit Bigctyn — 1,25 cm. Teker
Mae OyTV BUPIBHAHWII 32 IIMPUHOIO apKYyIIIa.

Pucynky i Tabmuii BUPIBHIOTbCA IO LIEHTPY
CTOpiHKY, 03 00TiKaHHS TeKCTOM Ta He BUXOA4N
3a mone Habopy. Ix HeobxigHO MopaBatM B CTaT-
Ti 6e3TocepeHbO MiC/A TEKCTY, e BOHMU 3rafiaHi
BIIEpLIIE.

Ha xoxHy popmyny, Tabnuiio, puCyHOK, rpa-
¢ik y TekcTi MalTh 6yTH 0060B’SA3KOBI MOCHIAH-
HA. Popmyny, Ha AKi € NOCHIAHHA, HYMEpPYIOTbCA
apabcpkumy udpamMu B KPYIIUX JYXKKaX IIpaBo-
pyy. Tabmuui noBuHHI 6yTN KOMIAKTHUMM, MaTy
Ha3By Ta HOMED.

[mocrpaTuBHMil  MaTepian Cmif TMOfJABATU Y
¢opmari .jpg 3 pO3AiNbHOI 3[ATHICTIO He MeHIle
300 dpi.

Ha noyatky cTarTi 3a3Ha4a€ThCA:

inpexc YIIK (1o niBomy kpato);

- iHinjanm ta npispuile aBTOpa B HA3UBHOMY Bijl-
MIHKY (3 HOBOTO PsIiKa 10 IIPaBOMY KpaIo);

— HAyKOBWII CTYIIiHb, y4eHe 3BaHHs, [10CaJia, I0B-
Ha HasBa OpraHisalil, fie Ipanwe aBTOp, Mi-
CTO, KpaiHa;

- elleKTpoHHa afipeca (000B’sI3KOBO);

- HoMmep ORCID (060B’513K0B0);

- HasBa CTarTi, aHOTallidA, K/II0YOBi C/I0BA YKPaiH-
CbKOI0 MOBOI;

- mpisBuule aBropa(iB), Ha3Ba CTATTi, AHOTALs it
K/IIOYOBI C/I0BA aHITIIICHKOI MOBOK.

Hani iifie TEKCT 3a CTPYKTYPOK HAyKOBOI CTATTi,
3aTBepIHKEHOI0 nocTaHoBo npesupii BAK Ykpai-
H1 Ne 7-05/1 Big 15.01.2003 p. «IIpo migBuiienHAa
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BMMOT J10 axOBMX BUJIaHb, BHECEHVIX IO TIepeiKiB
BAK Vkpainn». CTpyKTypHi e1eMeHTI CTaTTi BUJi-
JIAIOTH XMPHUM WPUDTOM i KPAIIKOIO:

— aKTYa/IbHICTh TEMM JOCTIKEHHS;

- IIOCTaHOBKA IpoOIeMy;

- aHaJIi3 OCTAHHIX JOCTIPKeHb i myoiKanuii;

- MerTa CTarTi;

— BUKJIAJ] OCHOBHOTO MaTepiasy JOCTi)KEeHHS;

- BUCHOBKI.

Bumorn po anoramii: inpopmarusHicTh (Bif-
CYTHICTb 3arajibHMX CJTiB); 3MiCTOBHICTb (BigoOpa-
JKEHHA OCHOBHOT'O 3MiCTY CTaTTi Ta Pe3y/IbTaTiB 10-
CITiKeHDb); €MHICTD TePMIHOMOTii B Me)ax aHOTAIil;
Bi[ICYTHICTb IIOBTOPEHHA BiJOMOCTEN, 110 MiCTATb-
€A B 3arojI0BKy CTaTTi. TekcT aHOTalii yKpaiHCbhKOIO
MoBol0 Mae 6yt 800-900 sHakiB (BifmoBigHO 70
BuMOT pedpepatuBHOI 6a3u ganux HauionanpHoi 6i-
omiorexn Ykpainu imeni B. I. Beprapcpkoro «Ykpa-
iHika HaykKoBa»). AHOTAIlif aHITICPKOI MOBOIO
06carom 6mm3pko 2500 3HAKIB HAaJAETbCA 3TiHO
3 BUMOTaMM HayKOMETPUYHUX 0a3 K CTPYKTY-
poBanmit pedepaT, MICTUTb TaKi eTeMEHTI: aKTy-
a/lIbHICTD TeMM, MeTa, METOLONIOriA, pesynbTaTi,
HOBJ3HQ, IPAKTVYHE 3HAUEHHS, BYICHOBKIL.

B aHITIOMOBHMX CTaTTAX Ha MOYAaTKy pO3Milly-
€TbCA AHIVIOMOBHA AHOTAlLlid, Jali — yKpalHCbKa
(800-900 3HaKiB).

KitowoBi cioBa: He MeHite 3 i He 6inbime 10.

[Ipuxinuesuit Cnmcok mocwiaHb 0oQopMIIi-
€TbCA BIAIIOBIZHO [0 MDKHApPOJHOIO CTAHAAPTY
APA Style, mae mMicTyTu MyIe Ha3BY Mpalb, HA AKi
TIIOCUJTAETCS aBTOP (He MEHIIe 5 [PKepen), He MoXKe
CKJIAfIATICA JIMIIE 3 TIOCUTaHb Ha Bebcaittu! Hassu
Ipalb y IPUKIHLEBOMY CIMCKY BIOPALKOBYIOTbCA
3a a0€TKOI0, He HYMEPYIOThCA.

[utyBaHHs B TeKCTi TakOX Cifi 0GopMUTH 32
MbkHaponHuM cranpgaproM APA Style. fxmo B or-
T TiTepaTypu abo st B TeKCTi HasiBHe OCH/IaH-
Hf Ha IIpi3BUIe BYCHOTO — JIOTO MyOMiKalid Mae
OyTH B 3ara/JIbHOMY CIIMCKY IOCUJIaHb IC/IA CTaT-
Ti. C/IiJj YHUKaTy IIOCH/IaHb Ha Ta3eTH, BUPOOHIYI
KYPHa/IM, HaBYa/IbHi OCIOHMKM Ta BiacHi my6mi-
Katlii aropis. [locwranua Ha Heomy6tikoBaHi pa-
Ili He JI03BONAKTHCA. 3a NIPABUIbHICTh HAaBEIEHNX
Y CIINCKY NOCKU/IaHb JAHVX BiJNOBifjabHi aBTOPIL.

CHmcok mocuaaHb B aHIJIOMOBHIN CTATTI Imoja-
€TbCS MOBOIO OpuUriHamy (TOOTO YKp., aHIL. TOLIO).

References HaBOMTBCS MIC/IA CIMCKY TIOCUIAHb
3 METOI0 AKTUBHOIO [ONMyYeHHs nyéniKauiﬁ hio)
00iry HaykoBoi iHdpopmaii Ta iX KOpeKkTHOro iH-
IEKCYBaHHA HayKOMETPUYHUMI CUCTEMAMU, TOMY
CIICOK IIOCH/IaHb IIEPEK/IAJJAEThCA AHITIICHKOIO
MOBOI0. SIKITI0 HayKOBa MyOiKalis, Ha Ky MOCHIa-
eThes aBTOp, Mae ineHtudikarop DOI, #oro Tpeda
3a3HAYUTH B KiHI[ OMKCY TIparii.
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