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EXECUTED LIGHT. ACTOR STEPAN SHAHAIDA
AS A VICTIM OF STALINIST TERROR
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“Colleagues loved Stepan Vasylovych for his sincerity, cheerful disposition and humor” (from the

memoirs of Oleksandr Shahaida’s son)

“There is no more room for graves in the cemetery of executed illusions” (Vasyl Symonenko)

L. Briukhovetska. Executed light. Actor Stepan
Shahaida as a victim of Stalinist terror

The article examines the life and work of one of
the leading Ukrainian theater and film actors Stepan
Shahaida (1896-1938) in the discourses of the Cultural
Renaissance of Ukraine in the 1920s and the historical
trauma caused under the conditions of the Bolshevik
terror. The Ukrainian Renaissance — an important
phenomenon of the XX century — became possible
thanks to the
autonomization in the economic and cultural life of
the Ukrainian SSR. Stepan Shahaida — one of the most
famous actors of that time — made his contribution
to the achievements of theatrical art, which gained its
national uniqueness thanks to the efforts of the director,
a proponent of Europeanization, Les Kurbas. As his
student and associate in the famous “Berezil” theater

NEP, Ukrainianization and some

(Kyiv, Kharkiv), Shahaida played the main roles in
the plays “The fooled ones” by Marko Kropyvnytskyi,
“Commune in the steppes” by Mykola Kulish, “Jacquerie”
by Prosper Merimee, “The Golden Belly” by Fernand
Krommenlink, “The King is playing” by Victor Hugo.
After starring in the film “The Man from the Forest
by Heorhii Stabovyi, he transferred to the Odesa Film
Factory, where he successfully embodied the image of the
Cossack Chapyra in “Pear] of Semiramis” also directed
by H. Stabovyi. During ten years, he played in many
films, including: “Five Brides” by Oleksandr Soloviov,
“The Museum Guard” by Borys Tiahno, “Perekop” by
Ivan Kavaleridze, “Karmeliuk” by Faust Lopatynskyi,

“Ivan’, “Aerograd” by Oleksandr Dovzhenko, “Rich
bride” by Ivan Pyriev. The actor is characterized by high
professionalism and humanity.

Stepan Shahaida, like many conscious Ukrainians,
took part in the Liberation War for the Ukrainian
sovereignty. He was arrested and shot on January 20,
1938 in the cells of the NKVD, becoming an innocent
victim of Stalinist repressions.

Keywords: Stepan Shahaida, cultural revival of Ukraine
in the 1920s, theater of Les Kurbas, Ukrainian cinema of
the 1920s, Stalin’s repression of the Ukrainian intelligentsia.

JI. 1. Bproxoseuvka. Posctpinane cBiTmo. AxTop
Crenan Illaraiifa AK >kepTBa CTaTiHCBKOTIO TEPOPY

Y crarTi posIIAfAETbCA JKUTTA Ta TBOPYICTb Off-
HOTO 3 IPOBiJHMX YKPAIHCBKUX aKTOPIiB Tearpy i KiHO
Crenana laraitpm (1896-1938) sk TMIOBMIT PUKIaj
1A JUCKYPCY PO KYIbTYpHE Bif[pO/PKeHHA YKpaiHu
1920-X pp. Ta icTOpMYHY TPaBMY, CIPUYMHEHY YMOBaMU
6imbLIOBUIIbKOTO Tepopy. Sk i 6araTo cBioMMX yKpaiH-
1iB, BiH 6paB y4acTb y BusBonbHiit 60poTh6i 3a cyBe-
peHiter Ykpainu. 3aapemrosannit i 20 ciyna 1938 p,,
poscrpinanmii y kamepax HKBC, C. Illaraiiza cTas He-
BYHHOIO XXePTBOIO CTa/IIHCBKMX peIpeciit.

BigpomxenHa — Baxmuse Apuie XX CTOMTTA —
CTajI0 MOXX/IMBUM 3aBJsKM Hely, YKpaiHisawii Ta mes-
Hili aBTOHOMIi B EKOHOMIYHOMY Ta KY/JIbTYPHOMY XKMUTTi
YPCP. Crenan [llaraitga — ofuH i3 HaliBiTOMIIINX aK-
TOpiB TOr0 4acy — 3poOMB CBill BHECOK Y AOCATHEHHA
TeaTpajbHOIO0 MUCTENTBA, AKe 3aBJAKM 3yCUIILAM pe-

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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xucepa Jlecs Kypbaca, mpuxmipHuKa eBporeisarii,
Habyno cBoei HarjionanbHoi yHiKambHOCTI. C. [ararima,
AKMIt OyB J10TO YYHeM i OFHOZYMIIEM Y BiloMOMY Tearpi
«bepesinp» (Kuis, Xapkis), rpas rojoBHi pori y BucTa-
Bax «Opypeni» 3a Mapkom Kpormsuunpkum, «Komyna
B crenax» Mukomu Kynimra, «Kakepisa» IIpocniepa Me-
pime, «3omotuit xuBit» PepHana Kpommeninka, «Ko-
porb rpae» Bixropa [toro. ITica romosHoi poni y dinbmi
«/TropuHa 3 micy» Teopria CraboBoro, BiH mepexofuTh
Ha OpecpKy KiHO(aOpMKYy, fie VCIILIHO BTiMoe 06pa3
ko3aka Yamupy B «llepmuni Cemipamifu» 3srafanoro
Buile pexucepa. [Ipotarom pecaru pokis C. Illarasina
3irpaB y 6aratbox ¢inbmax, cepen Akux: «[I'aTb Hapede-
H1x» Onexcanapa Conositosa, «Myseiina Bapra» bopu-
ca Tarno, «Ilepexomn» IBana Kasanepinze, «Kapmemntok»
®Daycra Jlonatuncpkoro, «IBan», «Aeporpa» Onekca-
npa JlosxeHka, «barara Hapeuena» IBana [Inp’eBa. Ak-
TOpa BifipisHse BUCOKNMIT IpodecioHami3M i MOAAHICTb.
Kmrouosi cnoBa: Cmenan Illaeaiioa, kynomyphe 8iopo-
Ooncenus Yipainu 1920-x pp., meamp Jlecss Kypbaca, yxpa-
incokuti kinemamozpag 1920-x pp., cmanincoki penpecii
YKPAiHCOKOI iHmenizeHuil.

Problem statement. In the process of
decommunization and decolonization of the
Ukrainian cultural space, the history of cinema
occupies an important place. The origin and
development of Ukrainian cinematography still
leaves many unknown facts. Not cinematography in
Ukraine, but rather Ukrainian cinematography.

The purpose of the article is to show how the
cultural renaissance of Ukraine was formed, the
direction in which it moved, and the achieved results
that led to the beginning of Stalin’s terror, using the
example of the creative fate of a specific Ukrainian
actor, Stepan Shahaida.

Presentation of the main research material.
Many Ukrainians born at the turn of the XIX and XX
centuries are “self-made” people. A vivid example is
the actor Stepan Shahaida (1896, Biloholovy village,
now Ternopil region — 1938, Kyiv). He came from
a poor family, his parents had to leave their native
Ternopil region and move to Bosnia, to Devedin
village, in order to save themselves from famine.
At the age of 26, having finally chosen acting as
his profession, Stepan Shahaida worked with such
famous directors as Les Kurbas and Oleksandr
Dovzhenko. Les Kurbas was his teacher, he formed
him as an actor. Oleksandr Dovzhenko filmed him

in the main role in “Aerograd” (Mosfilm studio),
with which he was supposed to rehabilitate himself
in the eyes of the authorities after brutal harassment
in the press, and if we take into account that the
main characters in the films of this Master were his
second “self”, then it was Stepan Shahaida, in the
image of the tiger hunter Stepan Hlushak, who had
to embody the alter ego of the author of the film.

In this article, the life and work of one of the
leading Ukrainian theater and film actors will
be considered in the discourses of the Cultural
Renaissance of Ukraine in the 1920s and the
historical trauma caused under the conditions of
Bolshevik terror.

The Cultural Renaissance of Ukraine as a kind of
phenomenon of creative intensity of the nation arose
thanks to the Liberation Struggle of Ukraine and
awareness of national identity. The overthrow of the
monarchy in 1917 was perceived by Ukrainians as
liberation from colonial dependence on the Russian
Empire and an opportunity to freely develop their
culture. Political shifts were called to life by creative
forces, and many scientific and creative intellectuals
appreciated the chance to revive the native language,
literature and art, which were discriminated against
during the time of tsarist Russia — the government
considered them as a manifestation of separatism.
From 1917, for four years, Ukraine had been fighting
against the Bolsheviks for its independent state, but
was defeated. In order to attract the population
of the union republics of the USSR, the Kremlin
authorities introduced the process of indigenization
(in the Ukrainian SSR — Ukrainization). Together
with the NEP policy, this allowed Ukrainians to work
fruitfully in various fields of economy and culture.
The Cultural Renaissance developed until 1927 and
bore valuable fruits. As for the cinema, in 1917-1920
it functioned in the south of Ukraine — in Odesa
and Yalta — as a continuation of pre-revolutionary
Russian cinema. Therefore, we can talk about the
cinematography of the Cultural Renaissance of
Ukraine as the day of its birth and formation. It took
place intensively, at an incredibly fast pace, thanks
to the organizational talent of administrators and
economists and the creative energy of artists who
came to cinema from literature (screenwriters) and
theater (directors and actors), as well as a part of
pre-revolutionary specialists — actors, directors



and cameramen. Valuable contributions to the
development of Ukrainian cinema were made by
foreign, mostly German, experts (cinematographers,
decorators, laboratory workers). The totality of
these creative forces, the ambitious goal for just four
years of activity of the All-Ukrainian Photo Cinema
Administration (VUFKU) gave successful results,
brought Ukrainian cinema to the international
space and to the leading positions in the USSR in
terms of economic and creative indicators. It was a
short period of relative freedom and autonomy in
the economic and cultural spheres.

Having given these few vyears of relative
freedom, the Kremlin authorities in the early
1930s completed the process of Ukrainization,
carried out collectivization in the countryside,
and industrialization of production sector. Stalin,
breaking the resistance of political opponents,
strengthened his power with terror and intimidation.
If before Russias full-scale war against Ukraine,
someone still doubted that Ukraine’s stay in the USSR
was nothing more than Russian occupation, then
from the point of view of current events, it is more
than obvious. The stabilization of the Stalinist regime
in the period between 1929 and 1933 was a time of
mass purges, when many citizens of the country,
including members of the Bolshevik Party, had to
go through moral execution. This also happened in
the scientific and cultural space of Ukraine: 1929 —
arrests of Ukrainian scientists, 1930 — the SVU (the
Union of Liberation of Ukraine) trial, 1932-1933 —
Holodomor, 1934 after the assassination of one of
the Bolshevik leaders Kirov — repression against
the Ukrainian intellectuals, executions in Bykivnia,
exile to GULAG. In 1937, the year of the so-called
Ezhovshchina (The Great Purge), there were again
mass shootings of innocent victims of Bolshevism.
The country was completely isolated. At that time,
norms of “revolutionary legality” were introduced in
the USSR, on the basis of which political repressions
were carried out, and this norm was based on the
principles of “revolutionary expediency” of the fight
against the alleged counter-revolution.

Therefore, the 1930s became the deadliest period
for Ukrainians and remain a collective trauma to this
day, especially since these crimes go unpunished.
The memory of the victims of Bolshevik terror
should remind us that the enemy’s intentions have

not changed, and he has not given up his bloody
goal even now.

During the Khrushchev thaw, the innocent people
that had been punished were rehabilitated, but
not everybody was rehabilitated, and those guilty
of these crimes were not punished. Already in the
mid-1960s, re-Stalinization began at the top notch
of society of the Soviet Union. The figure of silence
surrounding the repressions, as D. Vedienieiev
stated, “did not contribute to the establishment of
legal awareness and respect for inalienable human
rights. The national memory, the socio-cultural
heritage of the Ukrainian people was impoverished
as a result of the taboo on studying the activities of
prominent figures of national statehood, the national
liberation movement, science, art, religious figures,
military leaders, etc” (Vedienieiev, Dmytro, 2012).

Ukrainians began to uncover the crimes of the
Bolshevik regime in the late 1980s, when access
to archives was given and banned works were
published. By the decree of the President of Ukraine
dated May 21, 2007, the Day of Remembrance of
the Victims of Political Repressions was established
annually on the third Sunday of May. For three
decades of independent Ukraine, the intellectual
opinion of society has been working to restore
historical justice and honor the memory of the
victims of Stalinist terror. But there is still a lack of
understanding of the causes and consequences of
numerous facts of collective trauma. It is missing
because it was forbidden to mention these tragedies
throughout the years of the USSR’ existence.
Unlike the Nuremberg Trials, which punished Nazi
criminals, unfortunately, nothing similar happened
to the criminals of the Stalinist regime. Therefore,
in the Russian Federation, which is the successor of
the USSR, the punitive structure of the KGB only
changed its name, but not its essence, so the KGB-
like regime was revived at the beginning of the XXI
century, manifesting itself in aggression and crimes
committed by the terrorist country in Ukraine.

According to the definition of scientists, “in social
theory, the concept of collective trauma becomes
widespread in the middle of the XX century due
to the rethinking of the fundamental principles of
theories of social change. Collective trauma refers
to the destructive, disfunctional consequences of
social transformations that affect large groups of
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people. Among them, in particular, wars, disasters,
terrorist acts, other events related to death, loss of
freedom, etc. (Sushyi, 2014, p. 19). The concept of
cultural trauma is also singled out, the specificity of
which “consists in the fact that mastering cultural
traumas creates solidarity, increases the space of
clarity for society” (ibid., p. 22). The memory of the
events that took place in Ukraine in the XX century
remains relevant. We were not participants in the
tragedies of the 1930s, but we inherited them and are
experiencing them. To overcome the psychological
consequences, as scientists advise, we must share
the experience of historical trauma and build a new
identity in the format of hope.

There are thousands of victims of the Stalinist
regime among the Ukrainian creative intellectuals.
Literary experts who publish previously banned
books, historians who study archives and publish
scientific studies continue to work in Ukraine (only
ten years ago there were about 5,000 scientific
works on the problem of illegal repressions and the
rehabilitation of their victims), journalists who make
TV programs and documentaries , museum workers
who arrange the expositions, open new museums
(in particular, the memorial complex “Bykivnia
Graves’, the Holodomor Museum) in order to bring
to the broad sections of society, and especially to the
youth audience, the names of those who have been
pushed out of the information space for a long time,
to expand the field of historical memory.

The Bolshevik authorities equated the art of
speech, stage and screen with the ideological
weapon necessary to manipulate the consciousness
of the masses, and did so quite successfully.
Considering artists and directors to be minions of
the party, executors of its direct instructions, the
authorities in the USSR considered any opinion
that did not fit into its postulates as opposition to
the system — active, as in the case of the writer
and polemicist Mykola Khvylovyi, or passive, as
in the case of the neoclassicists. Neoclassicists,
avoiding current topics, delved into European
culture, finding valuable material for research and
exerting an intellectual influence on students —
in the literature of that time, this was recorded in
the image of one of the heroes of the novel “The
City” by Valerian Pidmohylnyi, whose prototype
was professor Mykola Zerov. In 1937, both the

author of the work and Mykola Zerov were shot
in Sandarmokh (Karelia) together with hundreds
of other Ukrainian intellectuals. Investigators and
prosecutors accused Pidmohylnyi, Zerov, and other
famous Ukrainian writers and scientists of counter-
revolutionary activities, and, for the sake of variety,
of espionage for the benefit of some foreign country,
especially those who spoke foreign languages or met
with foreigners. Neither counter-revolutionaries
nor spies existed in this environment, and if the
motherland defines you as an enemy of the people,
then you should not doubt it, and the masters of
interrogation knew how to extract confessions.
Crimes of the penal system, committed among
Ukrainian cinematographers, are less well known. If
writers had a choice: emigration abroad (poet and
translator Yurii Klen), suicide (Mykola Khvylovyi),
silence, repression and concentration camps or
one more option — glorification of the party,
then cinematographers who were arrested and
then released after some time had the opportunity
emigrate to Moscow — this is how one of the leading
film directors, Heorhii Stabovyi, screenwriter, editor
and director Vasyl Radysh, saved himself, although he
lost his right to a profession. Oleksandr Dovzhenko
and his wife Yuliia Solntseva escaped from the
real threat of arrest in Moscow, and actor Semen
Svashenko, who played the main roles in the silent
Dovzhenkos trilogy, went there as well. Galician
Faust Lopatynskyi had no intention of leaving
Ukraine and was shot in 1937 as a Polish spy and an
“enemy of the people.” The famous cinematographer,
producer of the Dovzhenko's “Arsenal” and “Earth”
Danylo Demutskyi suffered as a representative of
a socially unreliable category of the population,
he had a noble origin, which automatically caused
distrust in the USSR authorities, he was accused of
a non-existent connection with his cousin, a White
Guardsman, whom Danylo Porfyrovych saw only
once in his life. Demutskyi had to realize his talent
for a long time at the Tashkent Film Studio. Film
director Arnold Kordium also found himself in
Central Asia, and was accused of misrepresenting
the image of the main character in the film “Wind
from the Rapids” (another title is “The Last Pilot”)
with Ukrainian theater luminary Mykola Sadovskyi
in the main role. Directors Marko Tereshchenko,
Borys Tiahno, and Pavlo Dolyna survived, but were



suspended from working in cinema. The talented
cinematographer, innovator and researcher of
cinematography Oleksii Kaliuzhnyi also emigrated
to Moscow, where he was invited to teach at the
film institute, but the Chekists found him there as
well — he served his prison sentence in the north
of Russia, where he was shot (his investigative file
is not in the Ukrainian archives), and the films he
shot, including Ivan Kavaleridze’s experimental
film “Shower rain”, were destroyed. A giant range
of repressions descended upon screenwriters and
administrators. Among the latter, Zakhar Khelmno,
Ivan Vorobiov, Hryhorii Kosiachnyi, that is, almost
all the heads of the VUFKU (except Oleksandr
Shub), as well as the director of the Yalta, Odesa
and Kyiv film factories, Solomon Orelovych, were
shot. The martyrology of Ukrainian writers “Altar of
Sorrow” includes 246 writers — victims of Stalinist
terror. Among them are those who collaborated with
the VUFKU as screenwriters and editors: Mykhailo
Semenko, Dmytro Falkivskyi, Hryhorii Kosynka,
Oles Dosvitnii, Hryhorii Epik, Mike Johansen, Geo
Shkurupii, Dmytro Buzko, Volodymyr Yaroshenko,
as well as Russian-language writers who worked in
cinema, Mykola Borysov and Isak Babel.

Moscow’s policy was to rid the Ukrainian film
industry of Ukrainians — while Ukrainian directors
were arrested and forced to “voluntarily-forcefully”
leave their homes and work in Ukraine, Russian
film directors who lacked space in Moscow studios
worked instead at the newly built Kyiv Film Factory:
Mykola Shpykovskyi, Mykola Ekk, Hryhorii Roshal,
Oleksandr Havronskyi (served imprisonment as
a Trotskyist), Ivan Pyriev, Abram Room. This fact
confirms one of the methods of the government to
form homo sovieticus by mixing the population.

Until the beginning of the Second World War,
Ivan Kavaleridze continued to work at the Kyiv
Film Studio, but in 1935 he also suffered devastating
criticism for the film “Prometheus’, which was
inspired by Taras Shevchenko’s poem “Caucasus”

In the hierarchy built by the authorities, film
actors were considered executors of the director’s
conceptual vision, so it was not possible to
make ideological demands on them. However,
while “working” on interrogations with Stepan
Shahaida, the Chekists forced him to admit that
he “unconsciously faked the image of Karmeliuk”

11

(Shahaida, 2017, p. 102). Actors whose names
appeared in the credits of Ukrainian films, especially
the most popular ones, werealso considered “enemies
of the people”, fabricating standard accusations.
Some (Yosyp Hirniak, Les Podorozhnyi) were sent
to the GULAG, others (Stepan Shahaida, Mykola
Nademskyi, Borys Zahorskyi, Leonid Barbe, Serhii
Minin) were exterminated. They also destroyed the
films where they were filmed, freeing up space for
“ideological” bush-leaguers. Actually, in those dark
times, the authorities were not interested in the
quality of artistic products, the main thing was that
their producers sang odes to the party and its leader,
as well as reported their colleagues to the relevant
authorities. It should be emphasized that Moscow
did not want Ukraine to have success in culture and
science recognized abroad. Some of the talented
figures were turned into Russian figures, and some
were liquidated.

During the period of silent cinema, Ukrainian
cinema developed its own acting school, the core
of which was made up of “Berezilians” who had got
professional training at the theater of Les Kurbas.
The activities of Les Kurbas as a director and as the
head of the Berezil Art Association can be compared
with the activities of Max Reinhardt in Germany —
both were innovators and reformers of the theater,
both successfully trained actors who became leading
actors of cinema and brought glory to their national
cinematography.

The most popular silent movie actors in Ukraine
were “Berezilians® Amvrosii Buchma, Stepan
Shahaida (both came from Galicia) and Mykola
Nademskyi — this is confirmed by the largest
number of mentions in the periodicals of those
years.

In the early 1920s, Amvrosii Buchma was aleading
actor in the Berezil avant-garde theater organized by
Les Kurbas. Stepan Shahaida also joined this theater,
but a bit later. And if we talk about the career of
both of them in the cinema, Shahaida replaced the
popular Buchma and remained popular until the
day of his arrest. The difference between them is that
Buchma was lucky — thanks to the role of Lenin in
the play “Truth” based on the play by Oleksandr
Korniichuk, he avoided arrest and until the end of
his days played on the stage of the leading Ukrainian
I. Franko Drama Theater. In Soviet times, a lot was
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written about Buchma, books were published, but
Shahaida, of course, was not mentioned.

The world war, revolution, civil war, changing
borders, newly formed countries, ideological
dogmas — all this is the reason that little
information about Shahaidas life has been
preserved. The memories of people who spoke to
him and remembered his stories remained. And
also documents from the archives of the SSU — the
former KGB.

Shahaida’s childhood can be imagined as a large
family from Yurii Illenkos film “The White Bird
with a Black Mark”, which shows how children were
hired so that they would not die of famine — this
happened in Bukovyna, which was part of Romania
until 1940. Shahaida’s childhood was spent in
the village of Devedin in Herzogovina, where his
parents moved. The boy had a beautiful voice and
sang with his father in the village church. Having
heard his singing, a clergyman from Lviv suggested
that he move to this city, and there in 1912 the boy
became a servant in the Cathedral of St. George,
from where he moved to the Pochaiv Lavra, where
he studied icon painting and carpentry in an icon
painting workshop. Shahaida’s youth coincided with
the beginning of the First World War: in 1914, to
avoid the Austro-Hungarian mobilization, he moved
to Russia. In 1915-1918, he worked as an orderly,
disinfectant and storekeeper in the organization of
the All-Russian Zemstvo Union, a carpenter at a
boiler foundry in Moscow.

Shahaidas subsequent biography was typical
of the Ukrainian intellectuals — in April 1918, he
returned to Ukraine to defend Ukrainian statehood.
He joined the First Hundred of the Bohdan
Regiment of Sich riflemen'. During the period of
the Hetmanate, he served in the personal guard
of Hetman Pavlo Skoropadskyi — as a hereditary
cadre military hetman, he knew people who were
suitable for military service, and properly evaluated
Stepan Shahaida. In December 1918, when the
Hetmanate was replaced by the Directory, the future
actor continued to serve in the Ukrainian army, but
after its defeat in 1920, he joined the Red Army as a

volunteer. Being a member of the 45" Red Banner
Volyn Division, thanks to his good voice and acting
skills, he participated in the regimental dramatic
and choral circles. After the disbandment of the
regiment in 1922, with the help of his army friend
Oleksa Lazoryshak, he entered the theater studio at
the “Berezil” theater, where he studied acting and
took part in plays.

As follows from this fact, Shahaida owes the
start of his professional acting biography to
Oleksii Lazoryshak (1892-1945), who during
the formation of the Berezil Art Association was
a political commissar there, then made a career
in other structures as an administrator, in the
end, in his speeches, he “emphasized Kurbas’
incorrect, bourgeois-nationalist line in Berezil”
(Revutskyi, 1989, p. 64). On October 5, 1933,
when the authorities removed Les Kurbas from the
management of “Berezil’, Oleksa Lazoryshak was
appointed director of this theater. But he also, like
Les Kurbas, fell into the hands of the Chekists —
his arrest in the spring of 1937 as a Polish spy was
mentioned by Stepan Shahaida in his statement to
the head of the Regional Directorate of the NKVD”
(Shahaida, 2017, p. 101).

Shahaida’s creative life lasted only 15 years, five of
them (1922-1927) were dedicated to the theater, and
during his ten-year career in cinema, he managed
to appear in 26 films. Stepan Shahaida’s work in the
theater was very intensive, he participated in many
performances of “Berezil” This theater needed
an actor — an “intelligent harlequin”, Les Kurbas
trained him with his talent and energy, like many
others, he wanted “the artist to become a master of
theatrical action” (Les Kurbas Theater, 1923, p. 104).

For the first time, he appeared on the stage of
“Berezil” in the expressionist play “Gas” by Kaiser.
It took from 100 to 150 rehearsals for its release, Les
Kurbas made the leading force not an individual,
but the working class. The performance testified to
the hellish work of the director, artist and actors.
Critics enthusiastically wrote that the theater in
Ukraine had never seen such a huge and flawless
work of art. According to the reviews of the press at

1. The First Ukrainian Bohdan Khmelnytskyi Regiment is the first Ukrainian military unit in the Russian army. It was formed on April 18 (May 1) 1917 in
Kyiv on a voluntary basis. The creation of the regiment marked the beginning of the Ukrainization of military units in the Russian army. The soldiers of
the regiment were historically called Bohdanivtsi. The Bohdan regiment became a pillar of the Ukrainian national movement and the foundation of the

creation of the Ukrainian Army.



the time and a few photographs, theater historians
reconstructed it. A researcher of Kurbas’ work and
the “Berezil” theater, Natalia Yermakova carefully
analyzed her heart-breaking scenes, in particular,
the scene of the “wedding tank of the Daughter of the
Billionaire’s Son (V. Chystiakov), when the heroine’s
movements were drawn as if “graphically’, that is,
without emotions, sketchily. Three of her partners
(D. Antonovych, S. Shahaida, and B. Balaban)
were worthy performers of this “spiky;” so to speak,
“geometric tank” (Yermakova, 2012, pp. 161-162).

The next play, in which Stepan Shahaida took part,
was “The fooled ones”. After German expressionism,
the appeal to the classical Ukrainian thing was
a movement towards the traditional Ukrainian
theater, not in a traditional, but in an avant-garde
solution. In the production of Faust Lopatynskyi,
this is a comedy filled with circus tricks, which the
actors mastered through exhausting rehearsals.
Shahaida played the role of Dranko, and the role
of Kuksa was played by Marian Krushelnytskyi and
Yosyp Hirniak. As Yosyp Hirniak recalled, “Kuksa
and Dranko removed the external signs of circus
clowns and all their behavior continued like this”
(Hirniak, 1982). The level of skills of the Berezilians
involved there — Hirniak, Shahaida, Zinaida
Pihulovych — was universally recognized, their
acting art developed rapidly.

Allsubsequent roles confirm the wide acting range
of Stepan Shahaida. In the play “Sava Chalyi” based
on the historical drama of Ivan Karpenko-Karyi
Shahaida played the role of Shmyhelskyi. In Bereza-
Kudrytskyi’s stage interpretation of “Communes in
the steppes” based on Mykola Kulishs play, which
testified to Berezil's appeal to modern Ukrainian
drama, which required new directorial and acting
searches, Shahaida played the head of the commune.

Critics called Borys Tiahno’s play “Jacqueria” by
Prosper Merimee colorful and emotionally strong.
Here, Stepan Shahaida got the main role — the
leader of the “forest brothers” — Gray Wolf.

“Berezil” expanded the genre palette and entered
the territory of satire theater and variety theater. In
the play “Shpana” by Volodymyr Yaroshenko — a
satirical depiction of a topical problem related to
the new, already socialist bourgeoisie, the audience
especially singled out Valentyna Chystiakova,
Oleksandr Serdiuk and Stepan Shahaida.

13

The theater of Les Kurbas is transferred from
Kyiv to Kharkiv, the capital of the Ukrainian SSR of
that time, and “Berezilians” open the season with
the play “The Golden Belly” by F. Krommenlink.
Yurii Shevelov, a resident of Kharkiv, regarded it as
a milestone in the history of the “Berezil” theater.
In his opinion, from this play “began the theatrical
thinking of the Kurbas Theater”. Being a student at
that time, he was impressed by the performance, and
many years later he wrote in his memoirs: “There
was no love intrigue in the play, no class struggle and
no victory of the proletariat. <...> The whole play
was the story of a disease — the disease of avarice,
the gradual transition from youthful generosity to
ever more devastating avarice, the story of the dying
of human feelings in the soul of a person poisoned
by the taste of gold, and ultimately to the extinction
of life itself. The elements of the theater play were
layered on top of this <...>, it became a means of
a philosophical vision of the world and man <...>
in the general style of switching everyday life
through the grotesque into philosophy” (Shevelov,
Yu. (Yurii Sherekh), 2001, p. 106, 107). According
to modern theater experts, “The Golden Belly” by
E Krommenlink in the production of Les Kurbas
was decided as a farce. Here, Shahaida faced not just
any test. He plays the main role — Auguste. Yurii
Smolych, an active theater critic of that time, wrote:
“A capable performer S. Shahaida. He deals well with
transitions, but Pierre Auguste is an exceptionally
difficult role” (Smolych).

“The King is playing” by Victor Hugo was
translated by Maksym Rylskyi for “Berezil’, the play
was set by Borys Tiahno. The performance, as well as
the creative direction of the theater itself, was highly
appreciated by Yurii Smolych: “The artistic means of
“Berezil” — a qualified acting ensemble, direction —
all this convinces that the classical repertoire finds
quite worthy performers in the Ukrainian theater
and the audience gets to know the classical repertoire
from serious, high-art productions” (Hudran, 1927).
Shahaida played Saltobadil there. One of the reviews
emphasizes that the actor “in simple tones and colors
without cartoons gives an outstanding stage figure,
having characterized it surprisingly truthfully. This
simplicity may be against Saltobadil’s melodramatic
physiognomy, but it artistically deepened the image”
(ibid.).
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Not all the plays in which Stepan Shahaida’s
acting talent was showcased have been mentioned,
there were much more of them, but even from
these it is clear what difficult creative tasks were
fulfilled by the actor, what various characters he
had to embody on stage. On the basis of Les Kurbas’
productions of Mykola Kulish’s dramas, passions
of an all-Ukrainian scale flared up: at the Theater
Dispute in 1929, Kurbas not only ardently defended
his position of eternal movement and artistic search,
butalso exposed the ignorants. In the early 1930, the
harassment of Les Kurbas in the press for distorting
the party line intensified. The directive instructions
that the proletariat is moving to the creation of
artistic products and to the direct management of
the entire artistic front sound quite serious.

Stepan Shahaida’s film career began, once again,
thanks to Les Kurbas. In the summer of 1924, when
“Berezil” was on tour in Kharkiv, at the insistence
of the All-Ukrainian Photocinema Administration
(VUFKU), Kurbas took up the production of
short feature films at the Odesa Film Factory. The
scenarios offered to him did not pretend to be more
than propaganda, but the management of the film
factory decided that this would be enough for a
test of strength. The first to be filmed was an “anti-
religious” satire called “Vendetta” and the director
appointed Yosyp Hirniak and Stepan Shahaida (the
role of deacon Hordii Sviatoptytsyn) to play the
main roles. In Kurbas™ next films — “McDonald”
(a political satire on the British prime minister)
and “Arsenal” — the main roles went to Amvrosii
Buchma, after which Buchma was involved in his
epics “Taras Shevchenko” and “Taras Tryasylo”
by the leading director of the film factory Petro
Chardynin. Therefore, it was Les Kurbas who paved
the way to cinema for his actors. But the films he
shot in 1924-1925 were destroyed, leaving only
memories and descriptions made public during the
“thaw”.

If the film career of Les Kurbas did not work out
(according to one of the film officials, Kurbas wanted
to bring an individualistic and vivid expression to his
film work), then the actors of his theater — Semen
Svashenko, Les Podorozhnyi, Zinaida Pihulovych,
Petro Masokha — began to occupy leading positions
in Ukrainian cinema. And this was a tangible step
in the Ukrainization of this Russified art form. The

most indicative in this sense is Buchma’s career at
the Odesa Film Factory, which developed rapidly,
which was facilitated by his sociability, wit and
ability to capture the attention of the public. In the
end, he leaves “Berezil” and fully devotes himself
to work in the cinema. After “Vendetta’, Shahaida’s
next role was the role of the thief Mytko Kutsyi in the
comedy “Vasia the Reformer”, which was staged by
Faust Lopatynskyi based on the script of Oleksandr
Dovzhenko. However, the director leaves the stunt
production unfinished, and the cameraman Yosyp
Rona, who was finishing it, did not manage to make
the film successful (it has not been preserved).

At the beginning of 1928, Stepan Shahaida left
the theater and went to work at the Odesa Film
Factory of the VUFKU. His role in the film “The
Man from the Forest” contributed to this decision.
Of course, after such an education, such a theatrical
repertoire and creative tension, the roles offered
to Stepan Shahaida by cinema look primitive and
flat. But cinema attracted theater actors with great
popularity and it was impossible to resist such a lure.
In addition, it is clear: compared to the exhausting
creative practice of “Berezil’, it seemed like a
resort. Although not necessarily a resort — in the
films where Shahaida was shot, his characters, and
therefore the actor, had a lot of physical exertion.

Film director Heorhii Stabovyi, who had a flair
for talented people, was not afraid to take risks,
inviting little-known actors to play roles in his films.
He appoints Stepan Shahaida for the main role —
the engineer Gray, the head of the construction of
a small hydroelectric power station — in his film
“The Man from the Forest” (premiered in January
1928). The film has not survived, there is only a
photo of the working moment of the shooting, but
the expressive manly face of the main character,
depicted in a conventional style, appears on the
poster for this film. Since then, interest in this
actor has been growing among film directors, and
it is not by chance that his characters become the
personification of their time. If Buchma is primarily
associated with the historical genre, then Stepan
Shahaida, in his first notable role, declared himself
as an enthusiast and a devotee of building a new life.

Having switched to full-time work in the cinema,
he starred a lot, in particular, in the films of Heorhii
Stabovyi, Oleksandr Soloviov, Hryhorii Roshal,



Borys Tiahno, Ivan Kavaleridze, Faust Lopatynskyi,
Oleksandr Dovzhenko. As we can see, directors who
clearly knew the purpose of their own creativity are
interested in this actor. In 1928, the palm of victory
in film acting went to Stepan Shahaida.

At that time, Ukrainian cinematographers had
finally abandoned the primitive campaign poster
and were looking for an opportunity to create
psychologically more voluminous characters, they
needed an actor in whom professionalism would be
combined with an expressive appearance and texture.
Stepan Shahaida fully met these needs. However, he
could capture the viewer’s attention with his plasticity,
as in Ivan Kavaleridze’s film “Perekop” Today, this
geographical name does not mean anything except
its direct meaning — the isthmus of land connecting
the Crimean Peninsula with the mainland. But
after 1920, when the Red Army broke through the
defenses of Wrangel's White Army and captured
Crimea, this name became symbolic and marked
a victorious offensive. That is why Kavaleridze
believed that his film was not only a recreation of
the events of the war between the Reds and Whites,
which took place in the south of Ukraine, but also
the implementation of the first five-year plan and
the struggle “against the kulaks” In this propaganda
film, which, largely thanks to the cameraman skills
of Mykola Topchii, took on an avant-garde form,
the actors, accordingly, created not only images of
people, but also signs and symbols. Here, Stepan
Shahaida, who played the representative of the
center of Comrade Artem, accurately embodied the
symbol of a confident winner who will not give up
the gains of the revolution for a moment, a winner
who leads the working masses. It is clear that it was
not easy to create such a largely poster-like image.
Monumentality could be read in it — and not by
chance, because Ivan Kavaleridze, already a famous
sculptor at that time (before the revolution, he
studied in Paris and managed to build a monument
to Princess Olha in Kyiv, which today, like two other
monuments to outstanding historical figures —
Yaroslav the Wise and Hryhorii Skovoroda —
decorate the squares of the capital of Ukraine)
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also belonged to the monument to the Bolshevik
Fedor Sergeev (Artem) near Sviatohirsk in Donbas,
mounted in a rock'. Thus, he instructed Stepan
Shahaida to bring this character to life on the screen.

Ivan Kavaleridze recalled in his memoirs: “I saw
Shahaida in Merimees drama “Jacqueria”. The leader
of the peasant rebellion, Gray Wolf, argues with
the churchman Brother Jean (Amvrosii Buchma).
Outstanding artists argue with each other with such
conviction and persuasion that the audience forgets
about the theater; in front of them there are live
people, history, the Middle Ages... Thomas Miintzer
in his duels with the Catholic Church, Archbishop
Avvakum in a polemic with Patriarch Nikon and
Tsar Oleksii Mykhailovych. You leave the theater,
but they, these historical figures, do not leave you,
they remain in your memory; as if alive, emerge
before the eyes” (Kavaleridze, Ivan. Shadows, 2005).

Stepan Shahaida, working in the popular art of
cinema, was ready for any reincarnations, the most
unexpected directorial decisions. His heroes fight
for the victory of the “proletarian revolution” in
various situations, both close to the truth of life and
frankly propagandistic. His characters have to kill
not only class opponents, but also their own relatives
(for example, in the film “I Give You”, his hero kills
his son, who goes from the Reds, where he fought
with his father, to the army of the Ukrainian People’s
Republic). And such a collision is likely, because in
the hell of those battles, the front could pass through
one family, as, for example, in Yurii Yanovskyi’s novel
“Riders”, where the Polovtsi brothers kill each other.

It should be remembered that the theme of battles
prevailed in the Ukrainian cinema of the 1920s —
and that is why Shahaida had to repeatedly fight in
front of the camera, repeating what he experienced
in real life. In the films about the Liberation Struggle
(“civil war” in Soviet terminology), the Soviet
authorities welcomed manifestations of Bolshevik
fanaticism in class confrontations. A new mythology
of invincibility was being created — so new heroes
were needed. Stepan Shahaida did not get to play
the local leaders, but his representative of the center

1. Today, this monument, installed on the right bank of the Siversky Donets river, is the tallest Cubist object in Europe — 22 meters in height, and including
a pedestal — 28 meters. And at the same time, it is the heaviest concrete sculpture in the world — more than 800 tons. On such a scale, there are no
analogues in the world. According to modern researchers, this monument has nothing to do with the real image of the Bolshevik Artem, neither in

portrait nor anthropologically.
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from “Perekop’, the father from the film “I Give You”
are depicted entirely in the spirit of Soviet ideology.

If Ivan Kavaleridze focused on experimental
cinema, striving to push the usual boundaries
of cinematography, to give the image a symbolic
meaning, then Heorhii Stabovyi, already a fully
formed film director, looking for the appropriate
way of self-expression, also cared about the viewer.
Stepan Shahaida’s most notable role in silent cinema
was the role of Zaporozhets Chapyra in Stabovyi’s
film “Pearl of Semiramis” Unfortunately, the film
did not survive: during the Stalinist era, the slightest
hint of the history of Ukraine, and especially those
pages related to the heroism of Ukrainians, was
considered treason and “bourgeois nationalism.”
Although it is not clear what kind of nationalism
could be seen in the picture in which the history
of Odesa was depicted in a humorous way. And
the humor is not accidental, because the script
was written by Stanislav Weiting-Radzynsky, a
journalist from Odesa. Thanks to the few shots and
the interesting and witty critic Mykola Ushakov and
his report on the filming, printed in the magazine
“Kino’; you can understand what historical collision
and humor of the picture was. The Turks starred in
the film who established their fishery on the Black
Sea coast, where the lighthouse stood, the French
general De Fougeot, who fled the revolution in his
country to Russia and began to serve Catherine II,
and the Zaporozhians, who found a free place to live
here and managed to capture the Turkish fortress,
although the French general declared that it was not
done according to the rules, and ordered his army
to capture it again. There are episodes in the film
where, with a change of government, the owner of
the tavern changes the signs and the portrait on the
wall — as Mykola Ushakov noted, “the transfer of
modern household features to the past is one of the
best methods of irony” (Ushakov, 1927).

In 1929, Stepan Shahaida was filmed by Vasyl
Radysh, and at the same time he was invited to the
Yaresky village in Poltava region to be shot in an
episode of the film “Earth” by Oleksandr Dovzhenko.
Radysh did not let the actor go. We learn about
this from the protocol of the meeting of the Board
of the VUFKU dated August 23, 1929, where the
member of the Board P. Kosiachnyi reported: “In
a conversation with the director Radysh, the latter

categorically refused to send it, citing a number of
reasons” (Protocols of the Board of the All-Ukrainian
Photocinema  Administration ~ (1922-1930)).
S. Shahaida did not star in “Earth’, but he starred in
two subsequent films by Dovzhenko — “Ivan” and
“Aerograd” — in the first one in partnership with
another “Berezilian” Petro Masokha, in the second
one — with actor Stepan Shkurat.

But first, lets finish the review of his works in
silent cinema. The role of a sailor in Borys Tiahno's
film “The Museum Guard” can be considered
successful (a photo with the actor was put on the
cover of “Kino” magazine, 1930. No. 21-22). Here
his character is not a monument, but a person who,
thanks to the professor, begins to understand artistic
values. This is the story of a professor who, in the
whirlwind of revolutionary events, renounces his
nationalist views and takes the side of the Soviet
government. The script was written by Moisei Zats,
shot by an experienced cameraman Borys Zaveliev,
the main roles were played by Ivan Zamychkovskyi,
Nina Li, Stepan Shahaida, Les Podorozhnyi (Brief
synopsis of the film “The Museum Guard”, 1929).

At that time, no one saw anything anti-Soviet in
the film. But in 1932, when official propaganda was
crushing all the directors of the VUFKU, the critic
Adelheim, examining the work of Borys Tiahno,
explained what the “deviation” from the party line
was in the first film. He reminded that the center of
the film — “The Museum Guard” — is a Ukrainian
intellectual who devoted his life to museum work,
collecting and processing museum collections. Such
a character, by the way, is not peculiar for the cinema
of that time — the directors covered mainly the
events of class battles or the “hard work” of workers
for the sake of a new life. The vast majority of films
were reduced to schemes, but if it was possible to
go beyond the boundaries of the scheme, then such
convincing dramas as “Two Days” by Stabovyi
or “Arrest Warrant” and “Night Cab Driver” by
Heorhii Tasin could appear, psychological portraits
in which were created by talented actors Ivan
Zamychkovskyi, Valentyna Varetska and Amvrosii
Buchma. “The Museum Guard” seems to have
gone beyond the sharp collisions that unfolded in
these mentioned films. The old professor (Ivan
Zamychkovskyi) was engaged in science, was on the
side of the National People’s Republic of Ukraine (in



Adelheim’s article — “on the side of the Petliurites”),
but his political orientation changed dramatically
when he saw how the Poles, allies of the “Petliurites”,
treated museum exhibits: a Polish officer enters
the museum on horseback and destroys the most
precious old relics. The theme of the film was the
old professor’s wavering between “the Ukrainian
counter-revolution and his switch to the side of
the Bolsheviks” (Adelheim, 1920). The reviewer
considers only such a problem to be narrowed, and
“the transition of an honest bourgeois intellectual to
another camp is actually motivated by the negative
essence” (ibid.). Adelheim excuses the director by
saying that he was pressured by Zats script. But, in
his opinion, the shortcoming of the picture is the
camera, because “there is no revolution, civil war
in the picture, we only observe the dawn of these
distant events. <..> The mistake of the director
of the film lies precisely in the fact that Borys
Tiahno did not take the narrow specialist interests
of the professor to wider social horizons” (ibid.).
In 1938, while already under arrest, Borys Tiahno
explained to the Chekists: “I also plead guilty to
having set the nationalist scenario of M. Zats,
where the gradual intergrowth of nationalists into
socialism was shown” (Protocol of the interrogation
of Borys Tiahno). So the Chekists were able to turn
the content of the work upside down. In the film
“The Museum Guard’, Shahaida played a former
revolutionary sailor who became a commissar and
contributes to the correct political orientation of the
elderly professor. His open face, the uniform of a
sailor cannot fail to evoke sympathy.

The actor embodied extreme revolutionary
fanaticism in the image of his father in the
aforementioned film “I Give You” by Vasyl Radysh
(the film has not been preserved). In this way, the
still relatively young actor entered age specific roles.
His character, like Gogol's Taras Bulba, kills his son
because he betrayed the Bolsheviks and went over to
the side of the Ukrainian People’s Republic.

In 1930, he played Professor Grabar in the film by
Heorhii Stabovyi “They impede my stepping”. Here,
his hero is an agent of the “counter-revolution” who
infiltrated the environment of Soviet scientists.

The actor also played a representative of the
opposite camp in Oleksandr Soloviov’s film “Five
Brides”. It concerns the fact that the UPR detachment
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gives the residents of the Jewish town an ultimatum:
there will be no massacre if they give the officers
“five brides” The film lacks action and development
of the plot, so the emphasis is put on the actors —
Amvrosii Buchma demonstrated an incredible skill
of reincarnating into two characters at once — a
rabbi and a fool. Stepan Shahaida embodies the
calm dignity of a Ukrainian officer, his hero has an
spectacular appearance, does not evoke negative
emotions, he just silently waits for his “prey”. This
film was preserved till now.

Shahaida belonged to flexible actors, that is, he
could play heroes of different characters and beliefs
with the same success. He also looked natural in
films of the historical genre (Zaporozhian Chapyra,
Karmeliuk — Ukrainian Robin Hood).

“Karmeliuk” by Faust Lopatynskyi is an
adventure film based on the script of Stanislav
Weiting-Radzynsky. It is about a local conflict —
the peasant leader Karmeliuk with his small squad
challenges Count Pihlovskyi, who owns a tapestry
factory and takes advantage of his serfs. The actor
had a tiring job, when his Karmeliuk saves his
squad, which he ordered to leave, and he himself
chases the rocks, calling upon himself the “fire”
of a considerable army. The film was criticized
for “romanticizing the past” even at the time of
its release, and later representatives of vulgar
sociological criticism used it as an argument for
accusing the director of bourgeois nationalism, and
they did not even consider it necessary to support it
with any arguments. From the current point of view,
nationalism is nowhere near — a feature film in
which the events are fantasized by the screenwriter.
Lopatynskyi explained to the commission that he
did not want to make this film at all (he dreamed
of “Zakhar Berkut”, but they did not allow it), but
if he refused, he would be accused of welfarism.
Together with the cameraman Oleksii Kaliuzhnyi,
he was looking for an original visual solution, but
these searches were not of interest to blind critics.

Already under arrest and apparently sensing
the finale of the terrible story, Shahaida claimed
in his statement to the head of the NKVD regional
office dated December 24, 1937 that “Karmeliuk”
was banned as a nationalist picture and that
he “unconsciously falsely created the image of
Karmeliuk” (Shahaida, 2017, p. 102).
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Not all silent film actors were able to adapt to
sound cinema. Shahaida did not have any problems
here — he continues to act: in 1932 in Oleksandr
Dovzhenkos film “Ivan’, in 1934 in Hryhorii
Gricher-Cherikovers film “Crystal Palace”, in
1935 — in “Aerograd’, 1936 — in “Zaporozhian
beyond the Danube” by Ivan Kavaleridze and in the
same year — in the “collective farm comedy” “The
Rich Bride” by the Russian director Ivan Pyriev.

In “Ivan’, he had an insignificant role. He played a
peasant who arrives with his son Ivan at the majestic
(which is exactly how it is shown in the film)
construction of Dniproges (Dnieper Hydroelectric
Station). Two-thirds of the film is occupied by an
industrial landscape shot from different angles. It
was taken as a triumph of hard work. Young Ivan
hammers the rails with all his might — physical
labor is shown in contrast to the work of machines.
Actually, the idea of the film, as explained by the
director, is that the rural youth who came to the
construction site should learn — in the finale, Ivan
enters the audience and joins the student youth.
Shahaida had short episodes in the role of a father: a
meeting with his relative, when both express joy with
long laughter. Introducing Ivan to him, Shahaida’s
hero sternly told his son: “Take off your hat!”. And
Shahaida’s character also has a phrase about youth,
in which he sees the leading stratum of society.

Hryhorii Gricher-Cherikovers film “Crystal
Palace” shows the tragedy of a young architect who
goes to his death in solidarity with the working
class. The events take place in the 1920s in one of
the industrial cities of Western Europe. Shahaida
organically transformed into Martin Bruno, an
intellectual architect.

Oleksandr Dovzhenko’s film “Aerograd” belongs
to the so-called defense cinema. Stepan Shahaida
played the main role — the tiger hunter Stepan
Hlushak, known in the taiga for his courage and
as a masterful hunter. From a modern point of
view, the film can be called surrealistic — it lacks
psychological motivations, in particular, the viewer
is not told why Hlushaks old friend, the hunter
Khudiakov, became a traitor. Dovzhenko filmed
“Aerograd” in the conditions of rapid deployment of
illegal repression. So, it can be assumed that this is
why he shows Khudiakov as a conditional traitor, the
viewer has to believe it without delving into the life

circumstances. Apparently, this is why Stalin liked
this film, that the traitor is killed not by the punisher
of the NKVD, but by a comrade of the “traitor”. Full
of calm and dignified demeanor, soft pronunciation
(the film is in Russian) of Stepan Shahaida testify not
to his bloodthirstiness, but on the contrary, to his
humanity (this contrasts especially with the manner
of acting of the Russian actor Borys Dobronravov,
who plays the role of Shabanov, an outspoken enemy
of the Soviet government). That is why the author
of the film gives Hlushak the opportunity to show
himself firstly as a defender of the homeland from
enemies — to kill spies who are heading through
the taiga, carrying dynamite in their backpacks (it
is also unknown what they are going to blow up).
Then the hero of the film leads his squad against
the enemies — in “Aerograd” these unconscious
Old Believers succumbed to the propaganda of
a Japanese samurai saboteur. The scene of the
collision is not shown fully, but the main thing in
it is that Hlushak was convinced that his old friend
Khudiakov was with the enemies. Before shooting
his old friend, who became a traitor, Stepan Hlushak
says with restrained dignity: “Be the witnesses of my
sadness.” The phrase is eloquent. The actor in this
film worked in a wide range — from light humor to
tragedy.

Just like Dovzhenko, Kavaleridze, filming
Hulak-Artemovskyi’s opera “Zaporozhian beyond
the Danube’, popular since the XIX century, had
to rehabilitate himself before the authorities, not
with a defensive, but with an entertaining film.
The director transfers the work to the screen not
verbatim, he goes beyond the limits and starts with
horsemen rushing after the rider. This is Andrii, a
Cossack, and he wants to secretly cross the Danube
to Turkish territory to his fellow Ukrainians and his
beloved Oksana. And he succeeded thanks to the
fisherman Stepan. He saves Andrii from the Russian
detachment, ferried him across the Danube to the
Turkish side on his boat. Shahaida’s role is small, but
significant, because Stepan naturally had to deceive
both the Russian and Turkish squads. His comedic
talent was revealed even more fully in the role of
the hairdresser Baraba in Ivan Pyriev’s Russian-
language film “The Rich Bride” The audience loved
this character for his cheerful disposition and
musical talent, because he is not only a hairdresser,



but also heads a village orchestra that performs fiery
dance tunes on summer evenings. Stepan Shahaida
was among the creators of the film who were
presented for the award. But the NKVD decided in
its own way...

The actor was arrested on December 17,
1937. Researcher Liudmyla Novikova gives the
reminiscence of Shahaidas son Oleksandr about
this event: “Dad was in the prime of his physical
and creative powers. He actively took part in public
activities, as a deputy of the district council he often
met the voters. Always tried to respond to complaints
and always helped. In addition, my father often went
to film festivals, where he performed in front of the
audience <...>

On December 17, 1937 <...> after midnight, there
was a knock on the door. Parents were not asleep
yet. Mom was reading. Father was sitting by the
radio and was turning the knob, going through
the stations. <...> Turning the knob and catching
stations from all countries of the world was a great
pleasure for him. Mom opened the door. Two people
in NKVD uniforms entered, accompanied by our
neighbor Kamynskyi. A search and arrest warrant
was issued. Father became pale, white as a wall.
While they were searching, rummaging through my
clothes, underwear, books, my toys, my father and
mother were not allowed to talk. And only when
they were allowed to say goodbye before leaving,
mother asked father: “Stiopa, tell me honestly, are
you guilty of something? — I swear by the most
precious thing for me — my sons life, that I am
not guilty of anything!” — he replied with tears in
his voice, approached me, sleeping, and kissed my
forehead in farewell” (Shahaida, 2015).

In the materials of the investigative case of Stepan
Shahaida, stored in the Central State Archive of
Public Associations of Ukraine, it is stated: the
reason for his arrest was the information “received”
by the Kyiv Regional Office of the NKVD:

“Indictment bill on the case No. 83968”.

“Kyiv Regional Office of the NKVD received
information that the resident of Kyiv, Shahadin-
Shahaida Stepan Vasilievich, a former member of
the Petliura army, is anti-Soviet, and is suspected
of espionage for the benefit of Poland” (Indictment
bill No. 83968). It is clear that he was accused of
uncommitted crimes. And how can it be called
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crimes?! The facts in the indictment have nothing
in common with a crime, and the “spy testimony” is
formulated as a complete absurdity, because it turns
out that as a “Polish spy” he “reported” on: a) the
state of the Kyiv film factory; b) the products being
produced; ¢) the political attitudes of actors and
employees of the film factory (ibid.).

Accoding to Olena Polidovych, the head of
the research department for the protection of
monuments of cultural heritage, archeology and
fund work of the National Cultural and Historical
Reserve “Bykivnia Graves”, “investigators did not
need any evidence. More important for them was
the recognition of the fact of connections with the
‘enemies of the people”, which Stepan Shahaida
did not deny. The experienced actor, known for
his dramatic work, was hardly surprised by how
the interrogation process was structured. The
arguments of the investigators were very similar to
the motivation of the “heroes of the revolution” he
was familiar with...

Stepan Shahaida agreed with almost everything,
reserving the only right — self-justification. “I
have never been and never will be a conscious
counterrevolutionary, a nationalist, a saboteur, a
spy, — these words end the statement written by
Shahaida on the eve of the interrogation.

In a situation of death threats, for the
investigators he was like an unconscious Galician
nationalist, taught from an early age that “every
Ukrainian should fight for an independent Ukraine”
(Polidovych, 2021).

On January 20, 1938, at the age of 42, his life
was cut short by an NKVD-representative’s bullet.
Among the thousands of other repressed people,
he was taken to the forest near Bykivnia village
near Kyiv, where executioners from the People’s
Commissariat of Internal Affairs took the tortured
in cells and shot them. The apartment was taken
from the wife and son and they found themselves
on the street. Fortunately, the wife’s sister sheltered
them, thus Shahaida’s family moved to Moscow,
where Stepan Vasyliovych’s grandson lives to this
day.

The cinematography of the time of VUFKU
was created by charismatic personalities who
sacrificially devoted their strength and talent to
this young art. Without this self-sacrifice, success
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would be impossible. But as rapid and victorious
was the Ukrainian Cultural Renaissance of the
1920s, as total and merciless, its destruction was.
Arrests of Ukrainians has taken place before, but
the beginning of mass repressions is the middle of
1929, when intellectuals — writers and scientists
were arrested as members of the mythical “Union
for the Liberation of Ukraine” From the circle
of cinematographers, Yurii Tiutiunnyk was then
imprisoned, but, of course, not as the responsible
secretary of the VUFKU, as he had been already
working for several years, and not as a co-author of
the script for “Zvenyhora’, but as a cornet general
of the UPR army, whom the Cheka tricked out of
emigration. In 1934, many Ukrainian writers who
worked on scripts and were editors at film factories
and the VUFKU were arrested.

“What kind of government is this, which has
so many enemies!” — Oleksandr Dovzhenko
exclaimed in despair in a close circle (the Master’s
words were carefully noted down by the secret staft
and collected in the case-form file kept against him
at the NKVD).

Rehabilitation of the Shahaida case took place in
1958 at the request of his wife. Relatives were not
informed about the burial place. A street in Ternopil
is named after him. His fate was presented at the
photo-documentary exhibition about repressed
theater actors “Names Erased from Posters”, which
in 1921 was demonstrated at the entrance to the
territory of the National Historical and Memorial
Reserve “Bykivnia Graves”. For the 80" anniversary
of the Great Terror, the Center for Cinematographic
Studies of “Kyiv-Mohyla Academy” National
University published a collection of articles and
documents “Repressed Cinematographers. Current
memory” (2017), which included research on the
shot ones: screenwriter Mike Johansen, film director
Faust Lopatynskyi, actors Mykola Nademskyi and
Stepan Shahaida, artists who served sentences in
the GULAG or in exile — cinematographers Danylo
Demutskyi, Mykola Topchii.

In May 2019, on the occasion of the 100™
anniversary of the Odesa Film Studio, a memorial
plaque was solemnly opened on the facade of the
administrative building, on which the memory of
thirty outstanding cinematographers, repressed by

the totalitarian regime in the first half of the XX
century, was immortalized.

Conclusions. The Cultural Renaissance of
Ukraine, as a phenomenon of the nation’s creative
intensity, arose thanks to the Liberation Struggle
and awareness of national identity and developed
until 1927. We can talk about the cinema of these
times as the day of its birth and formation. It took
place intensively, at an incredibly fast pace, thanks
to the organizational talent of administrators and
economists and the creative energy of artists who
came to cinema from literature (screenwriters)
and theater (directors and actors), as well as
some pre-revolutionary specialists — actors,
directors and cameramen. Valuable contributions
to the development of Ukrainian cinema were
made by foreign, mainly German specialists
(cinematographers, decorators, laboratory
workers). The totality of these creative forces, the
ambitious goal of the All-Ukrainian Photocinema
Administration (VUFKU) in just four years of
activity yielded successful results: Ukrainian cinema
entered the international space and advanced
positions in the USSR in terms of economic and
creative indicators.

In the early 1930s, the Kremlin authorities
completed the process of Ukrainization, carried out
collectivization in the countryside, industrialization
in industry. The Bolshevik authorities equated the
art of speech, stage and screen with the ideological
weapon necessary to manipulate the consciousness
of the masses, and did so quite successfully.
Considering artists and directors to be minions of
the party, executors of its direct instructions, the
authorities in the USSR regarded any opinion that
did not fit into its postulates as opposition to the
system and punished mercilessly.

Prospects for further research. There are
thousands of victims of the Stalinist regime among
the Ukrainian creative intelligentsia. Therefore,
the work of literary experts, historians, scientists,
journalists, and museum workers is of great value in
order to convey the names of those who have been
pushed out of the information field for a long time
to the broad sections of society, and especially to the
youth audience.
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B. A. Iepacumuyx. «Takoro BiH MeHe THO6UB» — TO
HNPOMOBIAITH 1i 04i... (O6pa3 JIukepu Ilomycmaxk y
xurtTi Ta TBopyocTi Tapaca IlleBuenxka)

Y cTaTTi po3IIAHYTO ApaMaTHyHy iCTOpPil0 B3aEMMH
Tapaca IlleBuenxa i JIukepu [lonycmax Ta ii Bifzepka-
JIEHHA B NTiPUYHIN [0€3il 0CTAHHbOTO TBOPYOTO IIepiofy
Tapaca IlleBuenka, y T. 3B. JIukepunoMy 1uxii. Jlinrso-
dinocodcpkuit ananis nepioy 3apoypKeHHs, PO3KBITY i
3TacaHHA MOYYTTH, 1[0 00 €KTHBi3ye Pi3Hi eK3MCTeHIiil-
Hi crany Tapaca, Ipe3eHTye HOBi CMICIIOB] aKLIEHTH B
peasbHiil icTopii B3aeMuH i y TBopyoCTi noeta. Tsopuye
HiHeCeHHA MUTIA, CTIPUYMHEHE NOCHIEHHAM IOYYTTA
KOXaHHs, BikapOyBanmocsa B moesii «/Iukepi», ii mop-
TpeTi; eK3VUCTeHLia/M 3HeBipM B OYTTEBOMY KOHTEKCTI
HPOCTEXYIOThCA B T0e3ii «bapBiHOK IBiB i 3€/eHiB...»
i, 3peITo, eK3UCTEHLiam po3nady i YCBimOMJIEHHA
HEMIHYY0] CAMOTHOCTi ONIPUABHIOIOTHCA B moesii «JI».
Merta crarTi: po3KpUTH IIMOMHHY CYTb iCTMHHMX B3a-
emuH Tapaca i /lukepu. OcobmmBa yBara B CTarTi npu-
[li7IeHa TyXOBHOMY I yIIEBHOMY IOPUBY JIukepu micmsa
cmepti Tapaca. Haronounyerbcs, 3 KO0 BETMKOIO JTIOf-
CBKOIO JKEPTOBHICTIO BOHA BifflaBa/a IaHY i MIPUXWU/Ib-
HICTb JIOAMHI, AKY, Ha JXajib, CBOTO YacCy TaK JIETKOBaX-
HO BTPATWIA, i TI/IbKY IIMOOKO YCBiTOMUBIIN IIPOBYHY
3a BTpauyeHe IACTA, JOBIi POKM 3irpiBala «CaMOTHIO
xary» Tapaca.

KrrouoBi cmoBa: opamamuuna icmopis, noemuunuii
meip, nipuuHuil 2epotl, Tipu4Ha 2epoins, eK3UcmeHuianu
KOXAHHS, 3He6ipU, Po30pamosanocmi, po3nauy, camom-
HoCmi.

V. Herasymchuk. “That’s how he loved me” — that’s
what her eyes say... (The image of Lykera Polusmak in
the life and works of Taras Shevchenko)

The article is devoted to consideration of the dramatic
history of the relationship between Taras Shevchenko
and Lykera Polusmak and its reflection in the lyrical

Ipucssuyemocs Iepetino Ceimnani Onexcanopieni

poetry of Taras Shevchenko’s last creative period, the so-
called Lykera’s cycle.

The relevance of the article lies in the search for new
semantic accents and in the real history of relationship
and in the works of the poet, in his intimate lyrics. The
whole story of the long-cherished and finally found
but then suddenly lost paradise, which is partially
transformed
understanding of paradise as incomplete lonely place,
is reflected in three poems of Shevchenko dedicated
to these events and experiences. The linguistic and
philosophical understanding of the period of birth,
flourishing and fading of feeling objectifies the various
existential states of Taras. Emotional, spiritual and
creative elevation of the poet, caused by the strengthening
of the feeling of love, is emphasized (poetry “To Lykera’,
her portrait); the existential elements of despair and
irritation are traced in the material context of epistolary
sources, in the memories of eyewitnesses and creativity
(poetry “The periwinkle bloomed and turned green..”)
and, ultimately, the existential elements of despair and
awareness of inevitable loneliness are revealed (poetry
“L”). Lykeras cycle continues in philosophical poems
with frankly critical introspection of life journey and
ironic anticipation of its end (“The summers of youth
have passed..”, “
bread with..), “Why don’t we leave, niece, ..”).

The purpose of the article is to reveal the deep
essence of the true relationship between Taras and
Lykera, confirmed by the poet’s lyrics and bypassed by
many researchers.

The methodology of the theoretical analysis. On
the basis of the biographical approach, the complex
life collision between lovers is revealed, caused by the
provocative influences of Taras Shevchenko’s entourage.

Lord’s supremacy, emphasizing social inequality
affected the breakdown in the relationship between Taras

into somewhat existential meditative

If we had someone to sit down to eat

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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and Lykera. Entourage of Taras never understood that in
women he wanted to see something from his childhood
memories, from his first childhood fascination with
Oksana Kovalenko, who captivated his soul for the rest
of his life: sincere feelings, natural beauty. He dedicated
many poems to Oksana and often reproduced her bright
image (“We together used to grow up, we used to love

when we were children..”, “You didn’t pray for me”,
thirteen years old..”). In this, the views of Taras correlate

Twas

with the views of Henri-Louis Bergson — the French
philosopher, the representative of intuitionism and
philosophy of life, according to whom, a person has only
the past, which in the course of his/her further life shapes
his/her present, determines the future exclusively from
the view of the past, which is extrapolated in thoughts,
in deeds, etc.

The results. Therefore, it becomes quite clear that the
image of Oksana lived in Shevchenko's soul all his life, he
looked for her features in every woman with whom he
dreamed of connecting his fate. The article substantiates
Lykera’s spiritual and emotional impulse after the death
of Taras. With great human sacrifice, she paid respect
and affection to the person whom, unfortunately, she lost
so carelessly at one time, and only after deeply realizing
the guilt for the lost happiness, she warmed the “lonely
house” of Taras for many years.

Keywords: a dramatic story, poetic work, lyrical hero,
lyrical heroine, existential themes of love, despair,
irritation, despair, loneliness.

AxryanbHicTh TeMu gocnimkenns. Tapac Illes-
YEHKO, 1032 Oy/Ib-AKIM CYMHIBOM, — 3HAKOBA T10-
CTaTh B YKPAIHCHKiVl KYJIbTYpi, 3Ba)Kal4y Ha JIOT0
TEPHUCTUI, CTPAXKJANbHWIl XXUTTEBUI IIIAX, Ha
1ioro caMoOyTHiit TBOpumit crapok. Lle mepcowa,
fAKa TIOCTilTHO MOTpebye HOBUX OCMICTIEHHS i Tiepe-
OCMMC/IEHHA 3 METOIO 1I0Pa3y HOBOI aKTYyamisawii Ii
JlyXOBHO-€CTETUYHOI Baryl B Cy4aCHOMY I'yMaHiTap-
HOMY 3HaHHI.

IlocranoBka mpo6memn. OpHiero 3 yno6meHNX
ecTeTHKO-Qinocopcpkux ipeit TBopuocti Tapaca
[lleBuenka € ifes pato (i mexra). lle — oxHa i3 mpo-
BiIHMX KyIbTYpHMX YHiBepcaniii. Came BOHaA Jie-
XKUTD Y HiAIPYHTI JI0TO €CTETUYHOI KapTUHU CBITY,
B OCHOBi CMIUCIOBMX I/IMOMH JI0TO HeCKiHYEHHMX
nym. OcobmuBa cuna BrmBy ineit [lleByenka moss-
raja B TOMY, 1O BiH IX BMpaXaB 4yepes MOeTUIHMII
CBITOITIAZ, 3aC06aMy XyZOKHBOI TBOPYOCTI — JyM-
KU JIOTO PO3TOPTAIOTHCA AK XYAOXKHI, AK CBOEPIJI-
Hi cMICI000pasy, a CTaBleHHA JI0 CBITY 3aBXAN

oyno nipuunum. Came Ha ifiel pato 6asyoTbcs Bci
coQilfHI IPOEKTU «HOBOTO XUTTA» MOETA 3 JOTO
KY/IbTYPHUMI) KOHCTaHTaMM: YKPaiHChKa XaTa, «Ca-
JIOK BUIIHEBUII KOO XaTH...», O/M3bKa TyXOM Ha-
pedeHa, MaTi 3 JUTATOYKOM MMM, TUXi Pafiowii
TOJPYKHBOTO XKUTTA.

AHami3 OCTaHHIX NOCTiIKeHb i MyOmiKamiii.
baraTo mocnmigHukis npucBA4yBanmu CBOI mparii xi-
HOYill TeMi B XuTTi i TBOpYocTi Tapaca IlleByenka,
3okpeMa, T. boscyHiBcbka (1999), ®. Ketina (2003),
JI. HoBuuenxo (2003), A. Tkauenko (2003; 2013),
H. Yamara (1996; 2014), O. b. byguaux (2017).

Posrisapatoun 06pasy >KiHOK, iHTMMHY JipUKYy,
a TaKOX XYJOXHI IOPTPeTH, IPUCBAYEH] IM Ioe-
TOM, Ha3BaHi aBTOPY JOCIIPKEHb aKTYa/li3ylThb i
midororizytors xiHoui 06pasu i, 30kpema, 06pas
JIukepu, cTaBIA4M JIOTO B OAVIH PAJ, 3 iHIMMI. Mnu
Xy CBOIII CTaTTi BMOKpeMIIEMO caMe obpas JIu-
KepH, MiAKpecoyn ii 0coO/MMBII CTATyC Y XKUTTI
i TBopuocTi moeta. Lle Oyna i Bemuka Tparepnis, i Be-
nuke HenoposyMiHHA. Tapac IlleBuenko 4yepes cBiit
Xapakrep, Yepes BiKoBY HEBIIEBHEHICTb CaM JIOK/IaB
3yCuiIb 10 npubopKanHs movyTTiB 10 JInkepn (abo
K HaBIIaKyl — He JJOK/IaB 10 30epexeHHs), m036a-
BUBIINM ceOe POMHHOrO XUTTsA. Xo4a TBOPUMIL i
Oy TTEBMIT KOHTEKCT I10€Ta, Ha HALY IYMKY, € IIepe-
KOH/IMBYM CBi[4€HHAM TOT0, 110 BiH i I10-CIIPaBX-
HBOMY TTIOOUB.

Merta crarTi — Ha OCHOBi Ky/IbTYPOJIOTiYHOTO
IiZXOy MO XUTTA 1 TBOPYOCTI IIO€Ta, IX JHIBO-
dinocodcbkoro aHamisy BUCHYBaTM JYMKY HpPO
peabHICTh JI0T0 IMPOro MoYyTTA 10 /Iukepn i pe-
AJIbHICTB 11 IIMPOro 3aIi3HINOr0 KaATTA.

Buxnag ocHOBHOro Marepiamy JOCTiiyKeHHH.
Hanpukinni xunrra Tapac IlleByeHko, mpoiiios-
I TEPHUCTUIl, CTPAJHUUDKMN LIIAX, HAWBUILI
IIOYYTTEBI MPOSIBY, HAMIIMOMHHIII TOPYXY CBOET
Ayl CIpsMYBaB Ha TBOPEHHS CBOTO 0COOMCTOTO
OMPISIHOTO palo, Ha peanbHe ONPUABHEHHA J10T0 Yy
CBOI1, Ha BKpaiHi MuIiit, y cBOii1 XaTuHi, i3 cafikom
BUIIHEBIM, 31 CBO€I0 KOXaHO0 XiHKOI. [ TaKy XiH-
Ky, /Iukepy, Ha J10r0 IepeKOHaHHA, BiH 3HAIIIOB
Ha 1moy4arky 1860 poxy. Bona xmuma B goMi cectpn
sHariomoro Illesuenka M. fI. Makaposa, Kynu 4a-
cto HasigyBascsa Tapac. Yiitky (mics Big'ismy cBo-
ix maHiB 3a koppoH) JInkepa xuna B CrpenbHi mif
Caukr-Ilerepbyprom Ha paui Hapii 3a6imm, Iles-
YeHKO 3a4acTyB i TYAu, IpUBO3KB JIuKepi fapyHKy,



i Tam 27 nmunHA 3anpononysas JIuxepi Ilomycmak
BuiiTY 32 HBOTO 3aMix (JKyp, 2003). /Inkepa [Tomy-
CMaK Y JIMCTax [j0 cBoro rocrnogapsa M. f. Makapo-
Ba TaKOXX IIPOCK/IA O3BOMIUTY 11 BUITHI 3aMiX 3a
[lleByenxa (XKyp, 2003).

Yca icropid OMpiAHOIO 3HAJIEHOTO pao, a 3ro-
JIOM PpaNTOBO BTPA4Y€HOrO, IO YaCTKOBO TpPaH-
chopMyeTbcss Ha OmDK4e [0 eK3UCTEHIiTHOTO
MEeJIMTATUBHOTO PO3YMiHHA pal0 fAK HENOBHOIO
CaMOTHBOTO palo, Haby/a CBOTO Bifi3epKaeHH B
TpboX noe3isAx [lleBueHKa, IPUCBAYEHUX LM IOJi-
AM i IepeXNBaHHAM.

[lepura noesis, npucssAvena JIukepi, Tax i Hasu-
BaeTbca — «J/Iukepi» («Mos T mo6o, Milt TH FpY-
e»). BoHa poskpuBae BiTBHOMOOHY CYTb €CTBa
3aKOXAHOTO TI0€Ta, AKe BiH Tak caMo Xode 6aunTu
y cBoiil koxaHill. Och AKuil Croraj 3aauIuyNB CUH
rocropyHi JInkepu:

«lkocy BiH (Tapac — ped.) HamucaB Marepi,
npoxawuu ii Bigmyctuty 3 HuM JIukepy B MicTo 32
IIOKYIIKaMIL... MaTy BiIMOBILIa, IPUPORHO O6OI0-
I0YMCh BiIIOBiJa/IbHOCTI, B3ATOI Ha cebe CTOCOBHO
mornogpoi piBunHu. Toxi IlleBuenko mpuixas caMm i
0c06¥CTO CTaB pOCUTY MaTip mpo 1e. Bowa it TyT
JIOMy KaTerOpy4YHO BiAMOBW/IA. BiH po3srHiBaBCA it
ipOHiIYHO 3amNTaB:

- A ax6u My oBiHYaHi 6y, To mycTHm 67

- 3BMyaitHO, — 3amepednsia MaTu, — sike 6 TOxi
A Maja [IpaBo YTPUMYBATH Il...

Crpamno pospparosanmit [llepuenko mifcis TyT
K€ JI0 CTOMy i Ofipasy, 3rapA4y, EKCIPOMTOM HaKJ-
JIaB BiloMy oesiio:

Most it 060, Miit TH pyKe.

He iimyTb Ham Bipu 6e3 XxpecTa... — CIpsMOBaHe
IPOTU MOEI MaTepi»

(Kubanpumy, 1890).

Tapac IlleBuenko 3aBXau BiffKiaB XOPCTKi f10-
IMJ XPUCTUAHCHKOI CBATEHHMUIIBKOI MOpasIi. Y Iiiit
noesii («/Iukepi» — 5 cepnus 1860 p.) nposBISETH-
s CBITOPO3yMiHHA IO€TA, TaK 4y iHAaKIIe IIOB’f-
3aHe 3 MOHATTAM 1 ABUILEM I'yMaHi3MY, BIIKpPUTO-
ro o601 PenecaHcy, y miarpyHTi sKoro ecreTuka
CXOIUTB JI0 CYOCTaHUITHO-TIOACHKOTO i 0coOMCTiC-
HOTO, KOJIM JIIOfiYHA IT1030aBIIETHCA LIePKOBHOTO
IMKTATy, TocTae He paboM boxxnm, a mposiBom bo-
KM, Hali/IeHNM peHeCaHCHUM yXOM ITOK/IOHIHHA
Tepes BeMYYIo TIOAVHM Ta 1i IHVBiyaTbHOIO CBO-
6opoto («Most it 060! mitt T apyxe! / He iiMyTh
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HaM Bipu 6e3 xpecra, / He itMyTh HaM Bipu 6e3
nona. / Pabu, HeBombHMKY Hexyxi! / 3acHynu, MoB
CBUHA B Kaymoxi, / B cBoiit Hesoni!). Tapac mpomo-
Hye JIuxepi 3 Hafli€o, 1110 BOHA 3 HUM OffHi€l KPOBI,
cBO€ GayeHHsA BUIbHOMIOOCTBA, HE3aJIEKHOCTI Bif
THX, XTO HiJANOPAAKOBYE CBOiN BOI IHIINX, a CaMi i
€ pabamu. Bin prae it mopaau (Miit vt gpysxe, / Most
n mo6o! He xpectucy, / I He K1eHucy, i He Momuch /
Hikomy B cBiTi! 36penryTs ntope, / I BisauTiiicbkuit
Casaod / Oxyputs! He ogyputs bor, / Kapats i Mu-
noBath He Oyne: / Mu e pabu Voro — mu mopel»).
B ocraHHbOMY pAJKY BTaEMHMYEHO CTPVDKHEBMIL
CMIICTL, TIOB SI3aHWII He 3 JIIOIbMI, He 3 LIepKBOI0, He
3 mocepeHuKamu bora Ha semii, a 3 borom y Pe-
HECAHCHOMY PO3YMiHHi, BUIIOK CUION, I AKOTO
TIOM He pabm, a «6oropiBHi» Moy, i came Takuit
bor, Mae Hapio noet, gonomoxe ixupboMy 3 JInke-
poI0 IJACTIO, iXHPOMY TAaKOMY JKaJlaHOMY OMPpif-
HOMY 3eMHOMY pato («Most i1 mo60! yemixuucs / 1
BOJIbHYIO CBATYIO Aymy / I pyKy BO/bHYI0, Miil Ipy-
xe, / Ilopatt meHi. To mepetitu / | Bin momoxxe Ham
kamoxy, / [lomoxe it muxo monectu / I moxoBaTh
muxe nebene / B xatuni Tuxiit i Beceniit») (Illepyen-
Ko, 2001-2005).

51 moe3ist 3 0OHAAIINMMBUMIM JYMKaMM i 3aMmc-
namy Oy/Ia HalMcaHa B PO3KBITI IXHBOTO KOXaHHSL.
Xamuna muxa i 6ecena — 1€ Ta TaKa ysABHA il TaKa
OYiKyBaHa caKpajabHA JIOKAIliA HiO¥ Takoro 6mmsb-
KOTO 1 TaKOTO 3[i/ICHEHHOTO POJMHHOIO PAIo B yABI
Tapaca IlleBuenka.

Topi 3axoxaHmil moer i XyJO)KHMK HaMa/lloBaB
noprper Jlukepu (IlleBuenko, 1857-1861) (mus.
PUCYHOK 1).

Y moprperi mpoumMTyeTbcA [Ba CHPUIHATTA:
XYIOXKHMKA CBOEI IIfIONIYHOI i 3epKalbHO: CaMoi
migoniyHol XygoXXHMKa. JIukepa crpuitMae aBTo-
pa CBOrO NOpPTpeTa 3 HemiApoOHOW NPUEMHICTIO
i momurmusicTio. Jlegb ycMiXHeHa, IMOCMIlKa AK
I TIOKOIBKM — BIJKPIUTA, CMi/IMBa, 04l BUIIPOMi-
HIOIOTh HDKHICTD 1 Ipaii/iuBy L{iKaBiCTb, y Hill mif-
KYIIOBYIOTb IIPYPOJHA 30BHIIIHICTD I IPUpPOAHA
BHYTPILIHA IPUHATHICTD. XYZOKXHUK TAaKOX TEI/I0
cnpuitmae JIvkepy, Ha Hiit — 6i70ro Kombopy 6my-
3a, CUMBOJI MOJIOZIOCTi i YMCTOTH, CTpiYKa Ha BO-
JI0CCi, CTIOB’STHCBKMI 1 YKPATHCHKMIT HAIliOHAIbHMI
aTpuOyT, AKMIT, MOXK/INBO, CKO/IMXHYB CIIOTA/V PO
IuTA4di poxu, npo AiBunHKy OkcaHy. BifuyBaerp-
¢, 0 NMOPTPET HANMCAHWIA 31 IMPUMU TEIIMMU
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Puc. 1. ITopmpem JTuxepu, nimo 1860 p.

IOYYTTAMM i 3 M0OOB’10. AJle KOXaHHS TiNbKY 3a-
POMKYeTbCA i 3a EBHMX 006CTaBIH MOITIO 6 3pOCTH
JI0 CIIPaBXHbOTO [iajIory AYIL, [ia/lory JI0fen, AKi
PO3YMIIOTb OffHE OJIHOTO, PO3YMilOTh MOBY KOXaHHS
(Lle BUIUIMBAE 3i CMUCTIOBOTO CIOXKETY MOPTPETa).
IIpote 11bOrO, Ha Xalb, He CTANOCA — J§ia/IOr He 3a-
IIOYATKyBaB aKT CaKpa/lbHOTO CMUCIOTBOPEHHA —
Hi AK Jiajior cepI, Hi AK fianor kynpryp. Taka Ko-
MYHIKaTUBHA CUTYAL[is TepOsl CIPUYMHIIACA TUM,
o Tapac Tak i He 3Mir Ha/lAIITYBATHCA HA XBUIIO
JYIIEBHOTO fiianory 3 J/IMKeporw 3 pisHUX NpUYMH i
TIepefjoBCiM — Y 3B’A3KY 3 yIepeKeHNM CTaB/IeH-
HAM J10 IT06y 3 JIMKeporo i1oro OTOYeHH.
JIuxepa IlomycMak — ocTaHHe KoxaHHA Tapa-
ca, OCTaHHA JIOTO Hafiil HA POAMHHY immmiro. Bin
3yCTPpiB i Iifi 3aBiCy CBOTO XXUTTA. 46-piyHMil «Ha-
peveHm» i3 HeBTOMHOIO HAIIO/EINIMBICTIO 3aBOO-
BYBaB ceple Monofoi 19-piyHoi fiBYMHM — JIOTO
3yCHIULAMM 1i BIJIIyCTU/IV HA BOJIIO, II0€T BYHAIHAB
iif kBapTMpy (XOYa, IIpaBJa, BOHA IPONOBXYBaIA
OyTI IIOKOIBKOIO), 3aCHIIaB MOJapyHKamu. Bin Ha-
BiTb pobuB eckisu opary s Jluxepu, 3a AKUMU
JI0ro 1y y (paHIy3sbKOMY MarasyHi, 3pemroro,
3aIPONIOHYBAB i1 OAPY)KUTICA 1 IIEPEIXaTy B YKPaIHY.
Ta cxknmapganocs Bce He mpocTo. Xo4a MOET, AK Mir,
3aXMIIaB CBOI wimpi, IMOOKI MOYYTTS, MaIo XTO
3i 3Halfomnx Tapaca cxBamoBaB OO CTOCYHKU 3

JIukeporw. Tapaca Illeyenka B Cankt-Iletepbypsi
3Ha/N K CTTABETHY JIOAMHY — XYHOXKHIKA, II0€TA,
Ipyra 6araTbox Bigomux mozeit Pociiicbkol iMmepii,
3-TIOMDK HUX i 3eM/IAKM — yKpaiHui. barato xto 3
HUIX He Ti/IbKM He BipyB, a 1 OyB IepeKOHaHMWIA, 1110
i xoxauHs, i mymo6 Mk Tapacom IlleBuenkom Ta
IIOKOIBKOIO HEMOXX/IMBUIA, TOMY 110 BiH HEPiBHUIL
Vloro BimMoBIs/M Bif 3apy4MH.

IIpo cBow curyanuiro 3 /Iukepow moer micas y
mucti o 6pata Bapdonomis: «4 ore 3axommBcst xe-
HUTbCA... Bypymiee nogpyxie Moe 30BeTbcs JIuke-
pA — Kpelnayka, CUpOTa, TaKa caMa HaliMM4Ka, AK
i Xapura, TiTbKO po3yMHilla Off Hei, IMCbMEHHA i
II0-MOCKOBCbKOMY H€ TOBOPMUTb. BoHa 3eM/IAyka
Hama i3-mig Hikwuaa. TyTemmni semmaky Hami (a
HA/ITO TAHHOYKI) SIK IIOYY/IN, 110 MeHi bor Take fo-
6po TmocuIae, TO e TPOLIKY MOFypHimam. [Baj-
TOM TO/IOCATH: He 10 mapy, He fo mapu! Hexait im
3[la€ThCA, 1[0 He JI0 Iapy, a A fobpe 3Haio, 1o [0
mapu» (IlleBuernxo, 2001-2005).

Tax BiH mymaB, BipuB y Iie i Wupo HapifABcH,
o 3MOXe cTaty IacmmsuM 3 JIukeporw. Ilikmy-
BaBCs BiH i npo ii 30poBs’s. B OJIHOMY 3 JIUCTIB J10
H. M. 3a6inu (cepnienn 1860 p.) unraemo:

«JTro6aa Hagexxpa MuxaitnosHa.

[lepenaiite ote mo6bpo JInkepi. I BuOpa TinbKO
TI0YYB, I1J0 BOHA 3aHefyXana. JlypHa fiech Thomasna
0 Ka/lKax Ta 11 npoctypuaaca. [Ipumits 3 Qe-
JIOPOM MepKY 3 ii HOTM. 3aKaXKy TeIlTi YepeBUKH, a
MOXKe, Haii[[y TOTOBI, TO B HEJI/II0 IIPUBE3Y.

[ypuit am T. [lleByenko

[ITepe]xaxitb 3 DemopoM, 4u ydure iif, 4ut Hi»

(IIeBuenxo, 2001-2005).
HeyIepe/PKEHNil  IOPTPETHUIA
omyC i OiIbII-MEHII IO3UTUBHY XapaKTepUCTUKY
Jlvkepnu, Ha Hally AyMKY, M} 3HaXOJMMO B POCili-
CbKOro mucbMeHHMKa IBana Typremepa: «Y mani
KapraueBcbkoi 6yrta okoiBkoo AiBUMHa, Manopo-
cinka, Ha iM’s1 JIukepa; CTBOpiHHA MOTIOfie, CBiXe,
Tpoxu IpybyBaTe, He HyXe TapHe, ajle MO-CBOEMY
pyBal/uBe, 3 YyAOBUMI OILABMMI KOCaMI i Ti€to
9)l TO TOPAOBUTOIO, Y TO CIOKIiTHOI IIOCTAaBOIO0,
AKa BracTuBa ii nemeni. IlleBueHKo 3akoxaBca B
1o JIuxepy i BUpilMB OfPYXUTHUCA 3 Heto; Kapra-
IIEBChKI CIIOYATKY IMBOM JAMBYBAINCh, ajle KiHYM-
I TUM, 10 BU3HA/IN Il HApEYEHOIO TI0€TA i HaBiTh
novyamt poOuTH 1if OAPYHKY Ta IINTY NIPHJIAHE;
3i cBoro 60ky llleBueHKO CTapaHHO FOTYBABCH 10

O6’exTNBHMI,



BECi/A, 10 HOBOTO KUTTA... Ta JIukepa cama mepe-
myMana i BiIMOBMIa CBOEMY HapedeHOMY. [i, Ma-
0yTb, 3/sIKa/m BKe HeMmonopi poku IlleBuenka... it
KpYTa BJjaya; a OLiHUTY BICOKY 4eCTb Oy TU APYXKIU-
HOI0 HapOJHOTO TI0eTa BOHA Oy/Ia HECIIPOMOXKHA»
(bopopina & ITaBmioka, 1982).

3emiak Jluxepu, gocnigauk Bitaniit IIpuropos-
CbKIII CTaB Ha 3aXMCT MOJIOFOI JiBYMHM, aKI|EHTY-
BaBIIM Ha 0ararbox pedax, 30KpeMa Ha HEIpUXo-
BaHOMY JIMLEMIPCTBI i HEIMPOCTI CTOCOBHO HeIL
Hopornit ykpaincekuit HapAp («OEHUMX CTpidOK
Oyno Ha MeHi, — posmnosigama JIukepa, — AKMX
MiBCOTHI apIIMH Ta 3 1eCATb HU30K HAMMUCTA»), ¥
AKUI OfATaNN IIOKOIBKY, IigKpecmoBas JIukepu-
HY BPOAY A/IA TOCTEN JMLIE 3 METOK MiATpYMaH-
HA iMipKyY 11 rocmogapis i rocniopuub. Hacnpaspi
X, JIukepa, 3a il coBamy, «Hi 3 KUM 3 TUX IIaHIB
He 0anakana, 60 He Maja mpaBa». (3rafaitMo TaKy
caMy IIOKa30By pO/b Ko3auka Tapaca B joMi TaHa
Enrenvrapara). A xomu Kapramrescobki Bifoymm 3a
KOPJOH 1 [IBUMHY 3a/IMILVIIN 32 IIPUCTYTY PifHUM
6op3usHCcbKMM cectpam Hagnil 3a6ini Ta Onexcan-
npi Kyniur, norpe6a nikmysatucs Jlukeporo oppasy
Bigmana. «/I Topi >xuna B CrpenbHi... — 3rafyBana
JIuxepa, — i 6y/10 MeHi Ty>Ke OTaHO...», XOIUIA «B
NipsBUX YepeBUKax i o6ipBaHa». [TaHcbke 0TOYEH-
Hs, 06 BigBepHy ™! JIvkepy Bix Tapaca, 6ykBais-
HO onomymoch npoty Hei. OcobmBo Onekcanipa
Kynim ta Hapis 3a6ina. «fIk Most MaTu movyna cro
3BICTKY, — YUTAEMO CIIOMVH 3a6imMHOI TOHbKIM, —
111 3/1aBaJI0Ch, 1[0 CTe/IA 3Ba/IN/IACh Ha Il TO/IOBY... —
boxxe Miit, — CKpMKHYy/Ia BOHa, HE TAM/IAYUCD Bify
rops i sgMBYBaHHA, — IO BM 3ajymany, Tapace
Ipuroposuuy?! Xib6a Bu He 3HaeTe, 110 TO Take JIu-
kepa?! I Tyt Bifpasy, He PO3AyMyIOuM, BOHA PO3-
Kasasa joMy 1po JIukepy, 1o 3Hama Hegobporo, i
CTasIa JIoro0 HaMOBJIATH, 100 TIOKVMHYB CBill YyHUIL
HaMmip». «[[aHHOYKM» ONYyCKamucsa [0 HAOpyH-
HIIMX XapaKTepUCTUK MOJIONOI MiBYMHN: Maja
«4OpHY JylLly», N€flada, HeOXailHa, 3yXBaja, BOHA
BBaXXasa, 110 poouth yecTh T. [lleBueHKOBI, ityun
3a Hporo. «boxe miit! Sk Bin 3acninnennit! Iloer i
npo3sa! Bin cTBOpuB co6i ifean i He x04ue MOINAHY U
(Ha JIukepy) mpocTMMM OYMMA, @ HAM TaK OoJLIde
3a HpOro», — mucana Onekcanapa Kymimesa. Ilig-
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KpeC/IoBaM erKoBaXHicTb JIukepu, il rpy6icTs,
HaBITb (AKWII kax?!) cCaMOCTIiHICTD Y BUNMHKAX, IO
He HAJITO CXOXKe Ha IOBENIHKY CAY)KHULI, ajle Ha-
BOAUTb Ha KPaMOJIbHY IYMKY, BCe )K TaKy OyIo B
Hill OCh BiJ} CAMOMOCTATHIX, BiNTbHOMIOOHNX, 1ail-
JIVBYIX, TOOTO TOCTPYX Ha SA3UK YKPAIHChKIX XKiHOK.
Ha naitnuBi BucnoBnoBaHHA He ckynuscs i cam Ta-
pac, Ko/u 3adinany iforo XBopi ymesHi cTpynu. Ta
11 60/TI09a peaxiyist Ha KIMHY [aHiB, Ha iXHE 3BepXHE
CTaBJ/ICHHA V1 IIPVHU3/IMBA 3a/IEKHICTD Bifl HUX 1 /1A
Jluxepu, i gs Tapaca IlleBuenka 6yna HecTepIHOW.
XapakTepu He B yCbOMY, 3BMYAIHO, ajle 6arato B
goMy 6yu 6mu3bki. | HaBiTh peaxiyis Ha po3pus €
nepez6adyBaHoio. 3i CBOro 60Ky Ha/alITOBYBAIA i
JInkepy nporu Tapaca'.

Ane Tapac 4omych HacTiiymBo, 6e30I/AAHO
JILIOB JI0 CBOEI Mpii, 0 CBOrO paiichbKOro miacts. |
He 3HAJIIIOCA XOFHOI oOpoi Ay, fKa IOroBo-
pwa 6 3 TOETOM ITPO JI0TO MOYYTTS, sIKa 3pobia 6
cipoby KocmyxaTucs o Moogoi fiBuviam JIvkepu i
JIOTIOMOTTY 000M BiffKpUTH BEPi 10 IXHBOTO CITi/Tb-
HoOro Mait0yTHboro. [laHcbka 3BepXHICTb, MmigKpec-
JIEHHA COLia/IbHOI HEPIBHOCTI BIUIMHY/IN Ha PO3/Iajl
y crocyHkax Tapaca i JIukepnu.

Orouenns Tapaca Tak i He 3p03yMiso, 10 B XiH-
KaxX BiH XOTiB 6a4mTy 1[0Ch Bif| 10r0 CIOTA/iB 3 [1-
TUHCTBA, BiJl J10r0 MEPIIOTO AUTAYOTO 3aXOIIEHHSA
Oxcanorwo KoBaneHko, fKa HONOHMIA JOTO JyuIy
Ha BCE XUTTA: WUPUMM HOYYTTAMY, IPUPOSHOKO
Kpacot. OKcaHi BiH mpyucBATUB Oarato moesii i 4a-
CTO BiTBOpIOBaB ii cBiTIMIt 06pas («Mu BKymouni
KOJIVICb POCTIV, MaTIeHbKVIMI KOTIVUCh TIOOMITNCE. .. »,
«He momumacs 3a meHe»). lit ke mpucssyena mo-
ema «Map’sHa-yepHuii». A B moesii «MeHni Tpu-
HAfIATHIT MUHAMO0...» Tapac BifTBOpuB po3mairy
Ia/liTpPy IIOYYTTiB, Yy AKil TapMOHINHO 3/IU/INACh
BOEIMHO CIPUIHATTA IPUPOJM, CTaH AYLII i IepIi
IPOSABY 3aKOXAHOCTI, 110 MOYaIV 3apOKYBaTICA
B HbOMY: «A JiBuMHa Ipu camiit joposi / Hepane-
Ko Ko7o MeHe / [Tnockinb Bubupana / Ta it mouyrna,
o A miady / Ilpwiturna, mpusitama / YTupana Moi
cmbosu / I moninysana...» (LlleBuenko, 2001-2005).

Anpi-Jlyi Beprcon — ¢pannyspkuit dinocod,
TNpeficTaBHUK iHTYiTMBisMy i dinocodii xurTa
CTBEPIKYBAB, 110 JIIOAVMHA MA€ JIMILIE MUHYJIE, AKe

1. IuB. JOKIL. PO 0OCTaBMHY 3HAJOMCTBA, 3apy4nHy i Hakmeru Ta pospus Tapaca Illesyenxka i /lukepu: Bopopina, B. i ITaBmioka, M. «Croragu mpo

Tapaca Illeuenka», 1982.
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YIPOZIOBX IOfa/IbIIOro il kuttsa $popmye ii cpo-
TOJleHHS, BII3HAYA€ MAJI0yTHE BUKIIOYHO 3 IIOITIA-
Iy MUHYJIOTO, IO €KCTPAIOIIOETbCA B AYMKAX, Y
BuMHKax tomo (beprcon,1999).

O6pas Oxcann xuB y llleBueHkoBiit gymi Bce
JIOTO JKUTTS, il PUCK BiH IIYKaB Y KOXKHIil JKiHIIi, 3
SIKOI0 MPIsiB TI0B’SI3aTH CBOIO JIOTTIO.

Y Tapacosiit goni Oymu i iHIIi XiHKY, AKUM BiH
IPUCBAYYBAB I0€3ii, a/e Y0Mychb came JIukepa Bifi-
KapOyBayacs B JIOro ceplli CIIOYAaTKy SIK OCTaHHA
HaJlid Ha ciMeilHe 1ACTsA, a 3TOJOM — AK JyIIeB-
Ha HEBITIKOBHA paHa, fAK 06e3BUXiHA po3MawInBa
npupevenictb. Hum Oyma nepexxura «Iina rama...
HOYYTTIB...», AKI BUBEPIIUINCA 30/IKOM «Bifj4ae-
Hoi mopyum» (Peguenko, 1989).

O6pas pato, paroBaHHs, paitcbkoi Hacomopu B Ta-
paca IlleBueHKa 3aBX/Y CIIIBBIFHOCUTBCA 31 CBITOM
pyUpoAy, I XMBOI Kpacy Ta 3 II BIIbHUM iCHYBaH-
HAM, B 7oHi fKoi IlleBuenko copmyBaBcs MeH-
Ta/IbHO AK MuTend («BcTana it BecHa, YOpHY 3eMITI0
COHHY po30yrna, yKkBiT4ana il psactoM, 6apBiHKOM
YKPWIa; 1 Ha MOJI )KailBOPOHOK, CONOBENKO B Iai
3eM/I0, yOpaHy BEeCHOI, BpaHIi 3yCTpPiYaioThb...
Pait ta i1 ropil») (IlleBuenko, 2001-2005).

JIvkepa mna lleBuenka — 1ie cama OpMpofa, op-
TaHiYHO BKPAI/IEHA B JIOTO IIAHTEICTNYHI YABIEHHA
PO CBIT, 1110, IPUPOAHA iy, i MpKBabdMOBAIO MHO-
era. B opHiil i3 moesiit, HamMcaHNX TMCIA PO3pH-
BY 3 Helo, 3 mpucssToo («H. fI. MakapoBy Ha ma-
MATb 14 ceHTAOps») «bapBiHOK 1BIB i 3e/eHiB...»,
3TOpbOBaHA [yIIa IOeTa depe3 00pasu IpUPORN
3Ma/lIbOBY€ CBOI Bi4yTTA BTpatu HapedyeHoi. Ha
HEpIINIT MOITIAL, 10€e3id Malo€e KOHTPACTHY IIei-
3QKHY KapTMHY, 3 OJHOTO 0OKY, PayiCbKMil TEKCT
(«bapsiHok 1BiB i 3eneHiB, / CmaBcs, po3cTiIaB-
Cfl...»), 3 APYTOTO — TEKCT i3 HEraTMBHOI KOHO-
Tanielo («Ta HemocBiT mepencsitom / B capmouok
ykpascs. / [lotonTas Becerni kBity, / ITo6us... Ilo-
MOopo3uB...») (IlleBuenko, 2001-2005).

3ManboBaHa KapTHHA € He 6apOKOBOIO (K IIPO-
TUCTOAHHA), @ IIBU/LIE POMAHTUYHOI, B AKill, Ha
BiIMiHY Bifj 6apOKOBOi, 3HIMAETbCS CYIEPEYHICTb,
aze 3 MO3NLii IepeBaXkaHHA He KPaloi CTOPOHM, a
3i CTOpOHH, CIOBaMU TI0€Ta, HEMOOPOI, 37101, — He-
TIOCBITY, TOOTO TPUMOPO3KY.

O6pas 6apBiHKY B YKpaIHCbKill KyIbTypi yoco-
OmoBaB Ta 71 NPOJOBXYeE YOCOONIOBATY IPOTH-
JIEKH] 3HAYEHHS: 3 OJHOTO OOKY, TPMBOXHI CMIIC-
JIV — MarivyHi, TOTOMOIYHMIA CBIT, a TO i1 CMepTb (He

BUITQJIKOBO OapBiHOK CafiATh Ha L[BUHTApi, pocili-
CHKOI0O MOBOIO BiH TaK 1 Ha3MBAETbCA MOZUNLHUK),
3 {HIIOr0 — HeB’sIHyYe KOXaHH:A, CUMBOJ BeCi/IL,
HallIoTaEMHiImiT o6pas crogiBanb i Mpiit Tapaca
IIPO POJMHHE I[ACTS, UM BiH OYKBa/JIbHO CHMB.

[3 X MeHTa/NIbHYX 3HAYeHDb OapBiHKY BUIUIVBA-
I0Tb Pi3Hi CMUCTIOB] KaPTUHM, OfHA 3 AKUX — Hall-
TIepeKOH/IMBILIA: PO3KBiT/Ie KOXaHH: OY/I0 YMMOCh
(kumocn) obipane. I 1e 3posymino. bapsiHouka
(ToOTO KOXaHHS) LIKOAA, @ OT YOMY IIKOZA Hefo-
CBiTa, IYMKa He pO3NpPO30pMIacs, ClMparyduch Ha
TEKCT AK Ha TBip. IIpoTe BUKIMKAE MOAUB CKPYLI-
HMI MOTVB aBTOPa B OCTAHHIX PAJKaX I0€e3il: Koz
TOr0 HapBiHOYKA it HETOCBITA MIKOZA. BapBiHOUKa it
HaM OJHO3HAYHO LIKO/Ia, @ YOMY IIKO/]a HEJOCBITY?
YIieBHEHO CTBepmXyeMO: 6e3 KyIbTYpONOriqHOro
911 CEMIOTUYHOTO IiIXOAY /10 aHA/Ii3y TEKCTY HiXTO
HE HaJacThb OCMIC/IEHOI BifiOBifi. Aye KO BU-
XOIVUTYU Ha PiBeHb KY/IBTYpONOriYHOro abo cemio-
TUYHOTO JOCII/PKEHHS, [ie TeKCTU POSIIALAI0THCA
AK «3B’93Hi 3HaKoBi kommtekcuy» (FO. Jlorman), 1150
JI03BOJIAE, 30KpeMa JiTepaTypPHII TEKCT, CTABUTH B
ONIVH PsJ 3 iHIIMMY, HeBepOaIbHUMM TeKCTaMI, i
TOJI TEKCT CIPAaBJi IOCTaHEe «3HAKOBUM KOMIIJIEK-
COM», CBOEPITHMM «KOHCTPYKTOPOM» YISl JYMKHU,
sAKa 301pae 3 Pi3HMX KOMIIOHEHTIB TEKCT, Y AKOMY
PO3KOIIOBYIOThCA Jioro pisHi cMucmoobpasu. To6To
KY/IbTYPOJIOTIYHI MiXOAM [0 aHa/i3y JONYCKAI0Th
1 pea/bHICTD, KA CIIPUAE PO3IMPO3OPEHHIO CMIUC-
B XYZOXKHBOTO TeKCTy. [ IbOro 3’sicOByEMO
00CTaBIHY HANMCaHHA moesil i 0coby Toro, Komy
IpUCBAYeHa 1oesis, a came — «H. f. MakapoBy Ha
naMsATh 14 ceHTAOpsi». SIK BUABIAETbCA, Y «binmbIiit
kHki» Tapaca IlleBuenka crouarky Oyma iHia
npucssrta: «/Iukepi Ha mamATb 14 ceHTAOPs», ane
TOTIM OET T'yCTO 3aKpec/uB iM’'st JIukepn it Hajmu-
caB 3Bepxy: «H. fI. Makaposy».

O6pa3 HeocBiTY (Y IpsAMOMY 3Ha4eHHi — PaHOK
HAIIPOBECHI — 10 CXOY COHIIS) — Y HEIIPAMOMY —
Ile MAHCbKI IUTITKM 3 TpUBOAY cBaTaHHA Tapaca o
Jlukepy, Haklenmu Ha JIOTO KOXaHy, 3arajoM Bce
Te, IO CTOA/IO HA 3aBajli IOr0 OMPIAHOMY IACTIO.
1710My 1IKOfa 6apBiHOYKA, 10T0 BTPAYeHOro pai. A
HeJI0CBITa IIKOJIa, TOMY 1110 /10 HbOT'O BiH BIIHOCUTb
i CBOXO MOZIOZly HapeyeHy, AKa TaK IOTOIITasa Ji0ro
ocraHHi Hafil Ha poxmuHe macts («Ta HegocBiT
nepefcsitom / B cajodok ykpasca. / IloTonTas



Becerti kBiTy, / [To6us... [Tomoposus...) (Illeyenxo,
2001-2005).

3aKoxaHmit moet npucBATUB JIukepi ABi moesii
«JIuxepi» ta «JL.», a B 1860 p. HammcaB il OPTpeET.
Ha HbOMYy 300pakeHa KpacuBa MOJIOfA [iiBUMHA,
AKa 3Ha€ co6i IiHYy, 3 PO3YMHOI MOCMIIIKOMW0, 3
Tpail/IMBUMY OYMMa Ta HEeIiAPOOHOI0 3alliKaB/IeHi-
CTIO TUM, XTo ii MamoBaB. Ta it mopTpert Jluxepn,
Harmcaumii Tapacom IlleBuenkom, 3acBifuye ax
HiAK He XapaKTepHi pyucu CryxHuui. Bin cTaB Tum
CEMAaHTUYHO-CEMIOTMYHNM  KOMIUIEKCOM, KMt
PO3IpPO30pUB INIMOMHHY CYTh IXHIX CTOCYHKIB, IO
il HeCBiTOMO, @ TO i CBifOMO TIPOITIEi/IN HATOTIK-
4i Ipysi i 3eMIAKK moera.

Ifo >x nHacupaspni cramocs? [lo3BomiMo co6i
sicnatuca Ha, 3paBanoca 0, HopiOHY KyabMiHa-
LijiHy cuTyalilo MK reposmm pomaHy «/KiHka
(paHIy3bKOrO JeliTeHaHTa» aHITIiICBKOTO aBTOpa
[Ix. ®aynsa. JonoBHmii repoit poMaHy aHIICHKUI
apucrokpar Yapnps CMiTCOH, MOAMHA BUILOTO
CBITY, 3yCTpIiBIIM [UBHY, 3HEBa)K€HY BCIMa XXiH-
Ky Capy Bynpadd, axy opni HasuBaoTh IOBi€o,
iH — 60XXeBIIBHOI0, Ofjpa3y KMHYB BUK/IVK IPO-
MaJICbKill fymui. Bin fomomarae iif IiHOXO BTpaTn
BJIACHOI pemyTaliii, pO3puBY 3 HapeYeHoI 3i CBOTo
koa. [licis 6rmsbkocri i3 Caporo 6yB mpocTo mmo-
KOBaHMI1 II THOTOIO i, IIOIIPY K/IAaCOBi yIEepemKeH-
H4, BUpimuB ofpyxuruca 3 Heto. [Ipore Capa, sKa,
3[1aBazoch 6u, Maja 6 pajity HbOMY, TUM Oifblire,
IO BOHA 3 NEpUINX XBIIVH 3aKoxanacsl B [>xoHa,
1e3/1a, He 3a/IMIIMBLIN afpecy. JHallIacsa yepes
JIeKi/IbKa POKIB, HOSACHUBILY CBO€ PAIITOBE 1I}e3HEH-
HS TUM, IO 111 XOTi/lIOCS CTaTU CaMOMOCTaTHbHOIO,
He3aJIeKHOI0, TOOTO BUITH 3aMiX He i3 BISYHOCTI
[I>xoHy, a Ha piBHUX.

JIvkepa TeX, Ha HAIl NOIVIAJ, TIOIPU 3apPydINHI
3 TaKOI0 C/IABETHOI0 MOANHOM, AK Tapac IlleBueH-
KO, CIIOCTEpIraryy KOoci IOITIAAY IAHAHOK 1 I1aHb,
CcIyxaroun ix ob6pasy Ta JJOKOpH, XOTia OfpyxKy-
BaTHCA Ha piBHMX. Ta ycBioMMBIIY, 1O IIbOTO He
OIYCTUTD «<KiHOYe OTOYeHHsA» Tapaca, fKe BCi-
JIAKO YMHUJIO Pi3HI IEPEelIKoaM, caMe Ha 3710 IM, 3
OaXaHHAM SKOMOra Oi/ble iM HAIIKOAUTYU IOYa-
/1a TIOBOAMTUCA 1Ije 3yXBajille — [0 HOYi Xonuia
Ha BEYOPHMUIL], CIliBa/ia, KOKETYBa/a i3 COMaTaMu,
sragyBana Hapia 3a6ima. CxmaaeTbcsi BpaXeHHH,
mo JIukepa cama Bifmrosxysana Tapaca. Ta mpote
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HIXTO He 3HA€ IIPO OCTAHHIO KPAIIIo, 1II0 CIIPUYN-
HIA/IA HETIOPO3YMIHHA B IXHIX CTOCYHKaX i, 3pell-
TOI0, OCTaTOYHUII PO3PUB.

Sk 6aunmo, 3a cBoiM mcuxorunom JInkepa
CXM/IbHA BIfIIOBICTM He HAATO JenmikaTHoO. Tapac
JlyMaB, IO CBOIM CTaB/IEHHAM, MOJAPYHKaMI 3a-
CITyXXMB Ha BAA4HiCTb. OfHAK [/ BiIbHOMOOHNX,
Xail i CITyKHIIIb, Lie He 3aBXK/I TaK, a IHKO/IN il IIpY-
HM3MMBO. I Taka XiHKa, AK JIukepa, Xo4a i Komm-
HA Kpinauka, obpasya camoro Tapaca Illeuenxa,
IpUYOMY, HalleBHE, HAATO MOIIKYIbHO, IO MOET
(Taxwit MUIOCEpAHNIT i yIIeBHNIT) 06pasuBCs 1O
rmbuHy Ayui. I, sicHa piy, y Bigmosigs criepecep-
hif;| BM6yXHyB, «BIIJAYNB TAKOK CaMOK MipOMHO».
Bin Hammcas cBOIM 3HAJIOMMM, KOJMIIHIM T'OCIIO-
mapsm Jlukepu Hapii 3a6imi Ta Mukoni Makapoy
«A Te, mo ocranocs B Jlukepu (ifieTbcs Ipo 1oro
IApyHKU. — Aém.), CIIamiTh, Ta i ropil» (Illeuen-
Ko, 2001-2005). I me: «Komn 6uts, T0o Tpeba 6uTH
TaK, o6 6omino... Kpim peveit, Korpi s Bac mpocus
CITa/mMTb TIpM il ovax, Tpeba, mo6 BOHA 3aIIaTIIA
Ha KBapTupy 14 py6., 3a K104, Heto 3ary6meHnit, —
1 py6.» (IlleBuenko, 2001-2005). IlleByeHko He
MII TIpOCTO 3amuumuTy JIuKepy, BiH XOTiB ficTaTn
il AKHAJOWIKY/bHIlTe, 106 XOY TPOLIKY Bifuy-
7, [K jfoMy 6onade («crmamTh npu ii 04ax»), foro
Ipi6’a3koBicTh, HamaraHHsa npunMsuTH JIMKepy,
X04a fK Iie TapafjoKCanbHO, ajle TiIbKM 3acBigyy-
BaJI0 ITIMOMHY J10TO MepexyBaHb. Bin Tak Hazigs-
Cs1, MaJIIOBaB B YABi O/I1M3bKe IAC/IVIBE PAIOBAHHA 3
JIukeporo y BracHiii xati. Ta JIuxepa cBOIM XUTTAM
posmopAAMIach cama. fK 3aBXaM ameropmyHo i
JNalifJlApHO PO3KpMIA CMUCT APAMATUYHOTO KYIIb-
MiHaI{/IHOTO MOMEHTY B cTocyHKax JIukepn i Ta-
paca Jlina KocTeHKO BYCTIOBNIOBaHHAM, Ke Ofpasy
CTAJI0 KpMIATUM: «A Koy 6e3cMepTs BIaso Ha JIu-
Kepy, BOHa sKpas 1o 6yomuxu mimma...» Ha xan,
«OyOrmuKu» He NpUIATM JO CMaKy, BUABVIINCA
«gepcTBUMI i epeconeHyMm». I JInkepa sxmna fani
TKKUM KuTTAM. Ta it Tapacosi mogambiua itoro
IO/ He IPMHOCHUIA PafIOCTi.

Y moesii «JI.» («IloctaBmo xaTy i KiMHaTy...»),
HaIlVCaHiil 3a ABa TIOKHI o cMmepti IlleBueHka,
BifKapOyBamcsa AymeBHuit 0inb BiT pospuBy 3
Jlukeporo Ta LINKOBUTA 3HEBIpa y HE3JiICHEHHI
MPpii — yJBOX, YKyIO4Iii o6namTyBaTM pait. Jlo mo-
€Ta, 3PeLITOX0, IPUIILIIO0 OCTATOYHE YCBiZOM/IEHHA
MajiOyTHbOI BXKe TI/IbKM CaMOTHbOI KapTUHM palo,
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o i onpusBHIOETbCS ¥ parMenTi moesii: «ITo-
CTaBJIIO XaTy i KiMHaTy, / CafloK-pailouoK Hacaxy. /
Hocvay 11 10X0XY / B cBOIit Ma/eHbKiit 61arogari.
/ Ta B opuHi-camotytHi / B caouky 6yny cnounsa-
TH...»).

Tapac posywmie, 10 pait yaBOX /11 HbOTO BTpa-
YeHo, 1 110r0 3rOpbOBaHa, HEIPYUKAAHA JAYIIA CXM-
JIAETHCA [0 €K3UCTEHLIIHOTO palo B CAMOTHHI, 1110
110T0 BiH, X0 fIK 1€ TapaOKCaNbHO, TAKOX O0IThCS
BTPATUTH. |, K 3aBX/I1, TPAaHCLIEH/IEHTHA KapTIHA
pato nioctae B IlleBuenka gepes cMucnoobpas cHy, y
SIKOMY 3pMHAIOTb MU it 6/113bKi Jioro cep1yio 06pa-
311, BiJj IKMX Bi€ TeIIOM i ciokoeM — 06pas MaTepi
Ta fiiToyok: «[IpucHATbCA miTouky MeHi, / Becenas
IPUCHUTDBCA MaTy, / JlaBHE-KONMMIIHIN Ta ACHMI /
[Ipucantobea con Mewil.. I tu!..» (IlleByenxko, 2001-
2005). I ronoBHe — i Tn!.. JIukepa Ay HbOrO — Iie
po3’ATpeHa JylIeBHA paHa, BOHA CHUTBCS JOMY,
AK Ta, XTO 3aKapOyBaBCA B Ceplli Ha3aBX[M IO-
TPV J10T0 OaXaHHs BUKPECTIUTH 1i 31 CBOTO SKUTTA.
[TouyrTs Tapaca HaA3BUYAITHO CUIIbHI, OYAb-AKUIL
CIIOMUH IIPO Hel HaATO LIeM/IMBUI I IoeTa. Bu-
HIUKAIOTh N0000BaHHA: JIuKepa 3pyiiHyBana joro
BE/IUKMIL pail, a TElep y CHi MOXe 3pYilHyBaTH it
Masmit itoro pait: «Hi, st He 6yny ciounsaty, / bo it
i npucHuuics. [ [B] mammit / Pajto4ok miit crigTu-
xa-tuxa / Iligkpagemicsa, HapoOuu nuxa... / 3ama-
mu pait miit camorauit» (IlleBuenko, 2001-2005).
Aje akueHroBaHe B moesii, 3Heocobnerne «I tul..»
3aCBifuye, 10 B T0€Ta [0 KiHIA )XUTTA HOIIpHU BCe
nouyTTa fo J/Ivkepu He sracHymu. ITommnarorbesa
Ti, XTO TaK HacTiitnuBo BigBepTas Tapaca Bix JInke-
PM, 0COOMMBO THM, IO BiH — NOETIYHA HATYPa, a
BOHA — ITpo3ai4yHa AiicHicTh. I B ToMy, 1j0 cTamocs,
BMHA 1 IXH, He TiIIbKM MOJIONIOI HiBYMHY 1 HEMOJIO-
JIOr0 3aKOXaHOTO I10€Ta.

[Tomanbura fons Jlukepu cipocToBye XUOHI ysB-
neHHA mpo Hei. OcTaHHil Iepiof il JKUTTA MifTBep-
JDKYE TIPOSIB 1 TOETMYHOI HATYPH, Y SKOMY BifOu-
JI0CA X04a 1 3aIIi3Hije, aje YCBiIOM/IEHHA HapeIuTi
TOTO, 110 [0/ 11 CyAy/Ia IAcTs, a BOHA «AKpa3 10
Oy6mKy milmay.

Ile moe3sis, HammcaHa MOETOM 3a [Ba TIDKHI 70
cmepti. OCTaHHE 1I0r0 NPMCTaHUIIE — OMpisfHA
ocerns, BUCOKa Kpyda, JJHinpo 6ins mopora «xaTi»
i JIuxepa.

YopHoBuit aBTorpad), HaMCaHNit Ha OKPEMOMY
apkyui, M. B. Iep6ernn (3nartomnit Tapaca IlleBuenxka,

Toer i mepekyajad) BKyIeiB 10 CBOrO aIbOOMY 3 HO-
TaTKOI0 PO 00CTaBNHI, 32 AKUX [0 HBOTO IOTpa-
I 1151 YepHeTKa: «ABTorpad, mojapoBaHmit MeHi
nokiHuM IlleBueHKOM TIDKHIB 3a [Ba 10 CMEPTi.
“Ocp BaM Ha TaM sATh MOI OCTaHHi Bip1i, — cka3as
BiH, — A 10JHO HaMMCAaB iX 1 Japylo iX BaM, Iepe-
kmagagesi moro ,Ko63aps». Tyt M. B. Tep6enb
IPUITYCTYBCA XPOHOIOTIYHOI HETOYHOCTI: OCKi/lb-
KU BIpIII HAaIlMICAaHO HAaNpUKiHLi BepecHA 1860 p., To
a6o M. B. Tepbenb 6aunscs 3 [lleBueHKOM He «TIXK-
HiB 3a IBa» 10 J10r0 cMepTi, 260 X I0eT MofapyBaB
JIOMy He I[OJHO Hamyicanuil Bipm (JJoMaHMIbKNIL,
1908; [TaBrok, 1976).

Ilicna pospusy 3 Jlukepoio TBopuicTh Tapaca
Haby/Ta He3BOPOTHMX MOTHUBIB TPariamy, 3aTbMape-
HIUX 3arMOMEHICTI0 B 0COOUCTI epeXnBaHHsI, Tie-
penYyTTAM HEeMMHYYOI LieMmBol caMoTHocTi. Lli
10€e3ii BUKIMKAITh MOTOPOLIHI Bif4yTTs BTpaye-
HOI Ha3aB)XX[¥ He TiIbKY Haiii, a il Bipy B 06mamrTy-
BaHHS CBOTO AYLIEBHOTO MpocTopy («Munynu mita
MOOHil...», «Jk6u 3 KuM cictu xmiba 3’icTH...» Ta
iHum TekcTn). «X0MOZHUM BiTPOM» Bifia€ Bif moe-
3il «MuHymM MiTa MONOAIi», [ie TT0eT BiITBOPUB CTaH
obreneHinoi ymi, Ky BXe HiXTo, HilllO i Hiko/MM He
Bifirpie: «Munymu nita Monogii, / XomogHum BiT-
pom ox Hazil / Yxe nosisno. 3umal..» (IlleBuenko,
2001-2005). O6pa3 3MMU 3YMOB/IIOETHCS CTAHOM
npyupedeHoi caMoTHOCTI: «CUaM OfMH B XONMOJHI
xarti, / Hema 3 k1M T1X0 po3MOB/IATH, / AHI nopa-
mutrch Hema, / Amikoricinbko Hema! / Haibkax-
NUBilE Te, IO IIOMMPAE OCTAaHHA HaJid, CI/IMBAE,
K TUCT 3a Bojor: He >xau BecHu — cBaAToOi gori! /
Bomna He 3iiize Bxxe Hikomu / Calodok TBiii mosese-
HuTh. / TBoI0 Hamito oHoBUTH!../ ... Cumu / I Hivori-
cinbko He xau!.» (IlleBuenko, 2001-2005).

B inmit moesii HapBHUM BHY TPillIHIM MOBYa3-
HVM KPUKOM BIJI/TYHIOIOTb Ti K CaMi HECTEPIIHI MO-
TUBU CaMOTHOCTI: « kO 3 KuM cictu xmiba 3’icTu,
/ TIpoMoBUTB ¢10BO, TO BOHO 0, / X0 i AK-HEOYAb
Ha ciM cBiti, / A Bce 6 Taku sIKOCh Xuock. / Ta 6al
Hema 3 xum. Csit mmpoxuii, / Jlromeit ynmano Ha
3eMIi... / A JoBemeTbCs OmMHOKUM / B Xomomhii
xaTi KpuBOOOKiit / AGO Mifi TMHOM IPOCTAITHCH»
(LlleBuenxo, 2001-2005). Li >x MOTMBM HpUpeye-
HOI CaMOTHOCTI NPMBEIN MO€Ta O PO3IAYNINBOIO
KPOKY, CIPUYMHEHOTO YCBiTOM/IEHHAM HaOMVKeH-
H: 10 HEMMHYYOrO — IIPOLIAHHA 3i CBiTOM. Y 10-
esii «4u He MOKMHYTH HaM, HEOOTO...» BiH CTBOPIOE



XYLOKHIO peajibHiCTb, 0320y TTEBY CUTYALLiI0, KA
CTae IPEeIMETOM TPaHCLEH[EHTHOI CBiIOMOCTI. 3
IOYYTTAM TipKOI CaMOipOHil, MiCYMOBYIOYM 3€M-
He SKUTTS, TI0eT BUBOAUTH cee 3a Mexi 6yTTeBOro
KOJIa, HOBEPTAE OONMMYYAM JIO0 MOTOIOIYYA, Maii-
OYTHDBOTO, IO TPAHCIEHAYETbCA 3BEPTAHHAM IO
BIYHOCTI, KA AK pOMAHTIYHA iPOHIA IIOCTAE B I10-
TilIHOMY TpaHCGOPMOBaHOMY 00pasi MUHY/IOTO —
«Becenol xaty». CyIyTHULEIO B 1110 OCTAHHIO IYTh
BiH 0011pa€ TaKy X HelacHy — CBOI KyMy: «u He
TIIOKMHYTb HaM, Heboro, / Mo cycinonbko y6ora,
/ Bipmi HikueMmHi BipmryBath, / Ta 3axoputbca pu-
mrysath / Bosu B ganexyto gopory, / Ha Toit cBir,
Ipyxe Mifi, fo bora, / [TodnMunkyem crounBaTs.
/ Brommmucs i migronranuce, / I posymy Takm Ha-
6paics, / To it byne 3 Hac! Xogimo crathb, / XoxiMo
B XaTy CII0YVBaTh... / Becenma xara, mo6 v 3Hanal..»
(IIeBuenxo, 2001-2005).

HMocnmipnuk I1. 3aiiues, Axnit CKpymyn1bo3HO BU-
BipaB ¢akrorpadito xurra i TBopuocTi Tapaca
[lleBuenKa, 3aMMIIMB IPYHTOBHY IIPALIO IIPO IIO€TA,
CITYILHO 3ayBa)XXUB ITpo cTOCyHKM Tapaca i Jlukepu:
«Hi npo opuH 3 inmmx MomeHTiB IlleB4eHKOBOrO
XXUTTA He 30epernocst CTiIbKM MATepisIiB, CKilb-
KI IIPO IleVl TparidHuii emisof. A mpore B YCbOMY
1poMy OaratiomniomMy “apxXiBHOMY GOH[I” CTiTbKM
HEACHOTO, 3aITyTaHOTO, CYIIEPEYIMBOrO Ta 3araj-
KOBOTO, III0 KPUTUYHO po3ibpaTucs B HbOMY i BU-
JYUMTH BCIO IIPaBAYy [0 KiHIA He JIMIIE BAXKO, a
B JIeAKIX OKPEMMX MOMEHTAX IIPOCTO HEMOK/IUBOY»
(Kyp, 2003).

Jlo cboromHi OiMbIIICTD JOCTITHUKIB CXUIAETH-
¢ Maibke 10 ogHocTaitHol fymMKu IlleBueHKoBoOro
oToueHHA Npo JIukepy: He mapa BoHa Tapacosi.
IIpote € 11 Ti, XTO MOBepHYB JIMKepi ii crpaBxHE
yycTe iM's. 30KpeMa, 3TafjlaHMil BUILE JOCTiHUK
B. ITpuroposcbknii, 3emiiak JIukepu, y cBOili CTaT-
Ti, 3a/Iy4MBIIN CrIoragu camol JIukepn, i b oKo 11
00’€KTMBHO IPOAHa/Ii3yBaBIIN )XUTTS Ta CTOCYHKH
il 3 IlleBuenKom, nepeGyBaHHA B POJIi HOKOIBKY B
KaprauieBcbKux, HOTIM y «00pP3HSAHCBKUX cecTep»
Hagii 3a6imn ta Onekcanppu Kyminr y CrpenbHi,
O3Hayye pe3oHHe 3amuTaHHA: «A cam llleyen-
Ko — mapa?» Yomych 1Lie pUTOpMYHE TBEPIKEHHA
JIeTTiKaTHO 00XOMATD, 33 3aMOBYYBAHHAM: TeHiil —
3apkau mapa. JJocmigHMK Ha OCHOBI (akTiB 00-
IPYHTOBAHO JOBOAUTDH CIINTAHOBAHICTb «3€MIIAKIBY»
[lTeBueHKa CTOCOBHO [UCKpEAMUTALIl MOpPANIbHOI
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nosefinky JIukepu. ClTyIHNM INTaHHAM 3a/1ULIN-
710CS, KOTO 5K BOHM XOTi/IM 3aIIPOIIOHYBATH B PO
HapedeHoi [lleByenkoBi samicTb JIukepu. A Taka
JlyMKa IIPOCTEXYETHCA 3a IXHIMU «JPY>KHIMU» Ha-
KJIeTlaMyl Ha MOJIORY JiBYMHY He 3 IXHbOT'O KOJIa.

Ax Hacmpaspi nepexxuna po3pus 3 Tapacom JIu-
Kepa — CKJIQJJHO CKa3aTy, ajie Te, Lo iforo obpas
KB Y 1i Ceplli Mic/A iXHbOTO PO3MYYEHHH, 3aCBifl-
Jye Mofa/lblia oA KiHKu. 3a crorafgamu, JIuke-
pa, ouyBLIN 3BICTKY IIpo cMepTh Tapaca, mobirma
uepes Hesy it mpoBammnacs i nip. [i BpaTysamn.
JlikyBanmaca Maibke TpetuHy poky. Ilicia mporo
BoHa 3 [letep6ypra nepeixana B Lapcoke Cerno, e
BUIAIIIA 3aMDXK 3a TIepYKaps.

He misHaBmm miacTs 3i ¢cBOIM 4OJIOBIKOM, Ma-
0yTb, BCe 5K TakKM [0 Hei IIPUIIIIIO 3aIi3Hine ycBi-
IOMJICHHS, 1]0, HaIleBHe, Lje AcTsA OyI0 MOpyY, Ta 3
il BUHM, KO PAIITOM PO3ipBasia 3apy4yHy, OMUHY-
7o ii gomo. [locToTy 3posymino, mo Tapac Hikomm
He JIIII0B 3 TO/TOBU, He BUMAJKOBO >KiHKa MOTail Bifl
pinHMX 36Mpana KOITH Ha Bif{BiVIHY 10TO MOTVJINL.

ITicma cmepti 4onmoBika, KoM AiTH HigpoCIy,
JIvkepa CHOYaTKy TiNbKM HaBiffyBanacs o Kane-
Ba. 3rofioM nepebpanacs HazaBx/y, o6 70 KiHIs
CBOTO JXUTTSA KaATUCA IIPO HEIIOIIPABHII CBiil BYM-
HOK i 10 OCTAaHHbOTO CBOTO JHA JOITIALATI MOTUITY
mo6oro it Tapaca Ha YepHeuiit ropi. ¥ xuusi Ha-
POJHIUX BifITYKiB, KA IOCTIITHO JIeXKama y CBIiT/IN-
i nepep noprperoM llleBuenka, ii BracHOpy4HMIT
3aIIUC CBIUMTH TaKOX Oarato mpo mio: «13 mas
1905 poky mpuixasna tBost JIukepa, TBOs mr06a, Miit
npyxe... [lonuBuch Ha MeHe, K g KaloCb...»

Micuesi gitn mpossanu ii: «TapacoBoro Hapeue-
HOI0». Y51 B TpaypHOMY BOpaHHi, JInkepa roguHamu
IPOCHIDKYBasIa 611 Morymy, wiakana. Cripasisna
naHaxuy 1o Tapacosi, k1ana Ha MOTUITY XTiOMHY,
AOMyKa, IYKePKM, po3fjaBaja TOCTUHI TUM, XTO
NPUXOAMB CK/IACTY LIaHY MOeTY. 3i CIOTafiiB MICh-
MeHHUKa KaHiByaHuHa Onexcu Kobus: «Koxnoro
JIHA... HEOIMIHHO 3aCTaBaB CTAPEHbKY KOO MOIM-
T, Jie BOHA 3 TOPJO IiJHECEHO BrOpPY rONI0BOIO i
3a/JBJIEHNM Y Ia/IVHY, 3a JJHIIIpo, IOITIA0M, TOIM-
HaMJ IPOXO/PKYBaacs CTeXKaMM IONPY MOTHITY.
A xonu mpovaH 36upaBcs OGUIBLINIT TYPT, PalTOM
IpUIIafiaja O MOTV/IN HUIb, POSIIPOCTHPAIA PYKH,
AK IITaX Ha JIbOTY, i TaK HEIIOPYLIHO BUJIEXKYBasIa 110
ropuHi 11 6inbe» (Tapaxan-bBepesa, 1998; Nynap,
2017).
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Yu rpana JIvkepa ponb MOKasA/MbHUL, IO 111 3a-
KV HOBI «JOOPO3MYIMBI i 3a3/[piCHUKIY, Uu
LIMPO Kasmacs, MU He OpaTmMeMo Ha cebe KaTe-
TOPMYHO II0Ch CTBEPIKYBaTH. €AMHe, 10 MOXKHA
3ayBaXuUTH: JIMKepa 3 BEMKOIO THOfICHKOI0 JKEPTOB-
HICTIO Bifjiaza 1IaHy i IPUXUIbHICTD IOAMHI, AKY,
Ha )KaJIb, CBOTO 4acy TaK JIETKOBAXHO BTPATHIIA, A
TeIlep, yCBiJOMUBIIN IPOBYHY 32 BTPavyeHe IacTs,
JIOBTi pOKM 3irpiBaja «caMOTHIO XaTy» Tapaca.

3anikasnenicTs JIukeporo IlomycMak BuABIAIM
BifjoMi [ji14i YKpaIHCbKOI KYIbTYpH, BiBigyr0un i
B Kanesi: apructu I. I1. 3atupkesny, JI. I1. Jlinnip-
Ka, JI. KBiTKa, ;OHbKa BifloMOr0 MoeTa i ;pamaTypra
JI. M. CrapunpKa, sxa JIukepy omikysana jo camMoi
ii cmepti. 3 Heto 3ycTpivamaca B Kanesi i Onena
[Tuinka (maru Jleci Ykpainku). [linTpumysas 38’3-
ku 3 [Tonycmaxk Bigomuit apxeonor M. ®. binmis-
CbKUIL, TIPO 11O CBiYaTh afjpecoBaHi IOMY UCTI
Jlukepu IBaniBHU. 3a cnorajjamn npaBHyka Tapaca
no cectpi Karepuni nucomennuka J. @. Kpacuup-
KO0, BiH 1Iie Ii/IiTKOM HEOJHOPa30BO BifiBiyBaB
10eToBY HapedeHy B KaHeBi pa3om i3 6aTbkoM.

[lepexxmBIIY CBOrO KOXaHOTO Ha 56 pOKiB, JInke-
pa ITonycmax 3akiHumma cBoi fHi B KaHIBCbKiit 60-
rafinbHi. 4 (17) motoro 1917 p. ii He cTano. JIukepa
npocuia 1moxosary 1 Ha MoHacTupli, ypodnmiii,
Haitomokyomy o Yepreyoi ropu. OpHak oxoBam
JIvkepy B iHmomy micti. TpuBammit yac Hidoro He
6yno Bizomo mpo Moruny «TapacoBoi HapeyeHoi».
[i Bignaitma ax 1982 p. 3. Tapaxan-Bepesa, 3aB-
IAKY MiCLeBOMY MeIIKaHIL0 DoHmapenky, skoro
Jlukepa B IUTUHCTBI BpATYBa/a, TOMY BiH i JOI/IA-
71aB il TOXOBaHHSA. 3yCUIIAMMY 3TafIaHOI JOCTiHUIIE
1989 p. Ha MOrM/Ii TIOCTaB/IEHO HOBUII TTaM SITHMK,
Ha AKOMY 3akapOyBamu Taki cmoBa: «TyT moxosa-
Ho HapeueHy Tapaca IlleBuenka JIuxepito IBaHiB-
Hy [lonycmakosy (1840-1917)» ta pagkm 3 moesii
Tapaca IlleByenka «bapBiHOK 1LjBiB i 3e7eHiB...».
3 1991 p. mormny JI. L. [Tonmycmak BM3HAHO mam AT-
KOI0 icTOpii.

HaitnoHimi Bigomocti npo Jlukepuny ponwo i
npo ii mepeOysanns B Kauesi 3i6pana gocmiguuris
3. Tapaxan-bepesa (1998). Haitniepue, unm My 3aB-
IA9YEMO Tif, 11e BiffHOBJIEHHAM 4€CHOTO iMeHi Ta ic-
TUHHOTO noprtpeta JIukepu. Ha ocHOBI uncieHHnx
CIIOTafiiB, CBifueHb, MepeBipeHnx ¢axris, 3. Tapa-
xaH-bepesa filinia cripaBeiMBOroO BUCHOBKY: «...
Te, 0 CKa3aB Hapop npo IlleBueHKOBY HapeueHy,

JliaMeTpanbHO NPOTU/IEXKHE TOMY, 110 CKa3ajIo PO
Hei oeToBe 0TOYeHHs» (TaM camo, 1998). JIukepa
TIpalfoBaa Bce XXUTTA. BoHa 6y/a mBavkoo: mmna
BepXHiil 1 cnifiHiit opr, BuumBana. Otxe, He Oyra
TUM JIefjallloM, AK PO Hel BiATyKyBanucs Halli
«Ipi» 3eMIAKM, He Oy/Ia Hedelypero, po3ImyCHM-
1eto, Masia npyuctoituit Bursg. [lo rmbokoi cra-
pOCTi He BTpavama CBO€l MpuBabMMBOCTI. «EnuHe,
10 3a/JMIIN/IOCA Bifj Hel Ha 3TafKy /MIOAAM, — Ha-
nucana 3. Tapaxan-bepesa, — ... pylIHUK, Majbke
YOTHPUMETPOBHI, 3 JOMOTKAHOTO IIOJIOTHA ... 3 BU-
IIMTOK TocepeayHi miTeporo 1i imeni. Hapx Hero —
KpyI/IMit BIHOYOK, a 300Ky — TiBHi ... 3a mepeka-
3amu Bigomo, o Tapac IlleBueHko XOTiB MaTu Ha
Beci/Ii caMe pymHyK i3 miBHAMI» ([ynap, 2017).

Bucnosku. Tapac IlleBuenko npucBaTuB JInkepi
[TomycmakoBiit Tpy noesii i XygoxHiit moptper. Io-
esia «/Iukepi» HamMCaHa IifJ Yac po3maly iXHbOTO
KOXaHHS, Y sKill XeBpisa Hafiis moeTa Ha O/MU3bKe
i HesBopoTHe 1acTs. Iloesia «bapBiHOK 11BiB i 3e-
JIeHIB...» 3MaJbOBY€E BiYyTTA IO€TA Bifi BTpaTH
HapeyYeHol, 3a AKOK II0ET CYMYE i IIMPO JKANIKYE,
mo Tak cranocs. Y moesii «/L» («[Tocrasmio xaty
i xiMHaTy...»), HaNNUCaHIl 3a [Ba TYDKHI 10 CMepTi
[lleByenka, BimkapOyBamucs AymeBHNit Oinb Bif
pospuBy 3 JIukepor Ta ILIIIKOBUTA 3HEBipa B He-
3ificCHeHHI Mpil — yZIBOX, YKYIOUIli 006/1aiTyBaT
pait.

Y xypoxxabomy noprperi JIukepn onpuABHUIN-
cs ictuHHi movyTTaA Tapaca, Ha AKi BOHa IIOBHOIO
MipOI0 BifimoBia micns itoro cmepri. [i BamHOK Ha-
OyBae eMOL[I{HO-eK3UCTEHIIIIIHOTO CeHCY, 110 BIBO-
muth XypoxHi Tekcty Tapaca IlleByenka Ha oHTO-
MOTiYHMIT BUMip, 6YTTA XYHOKHOCTI IIPOABIAETHCA
B HaJICYTTEBIIIOMY — «IHOICHKOMY», «TIOIAHOMY».
JIvkepa yepes IOTPACIHHA, HEPEXNBAHHS, CIIOKYTY
i KaATTA NPUXORUTH JIO YCBiOM/IEHHA (MOX/INBO,
ippauionanpHoro) Bemryi 7 camoro Tapaca i jtoro
XaJl HEOLIHEHOTO CBOTO YacCy, aJie IIPOro Moy TTs
m060Bi 10 Hel. CBOE XEePTOBHOK MPUCYTHICTIO,
nepeOyBaHHAM YIIPOROBXK POKiB (61msbko 10) mo-
py4 CBOr0O KOXaHOrO, BOHA Bifjjjana CIIOBHA JIOMY
CBOIO IIAHY i TI00B.

TananoButa moeteca Caitmana [epeiino Hammca-
nanoesito «[Toprper JInkepnu [lonmycmak», y AKiii, Ha
Hallle IepeKOHAHHA, POSKPIU/IA ICTUHHUI MiJTEKCT
crocyHkiB Mixx TapacoM i JIukeporo. I mifTBepmxye
Ile IOpPTPeT KOXaHOI, HamucaHuit moetoM: «Takoro



BiH MeHe /II00MB» —TO IIPOMOBJIAIOTS 1i 04, / AK /B
30pi B TeMHOTi HOUi, / 3 TAKOIO 3 ceplieM TOBOPUB...
/ 1 Tak nI06MB, 10 @K MPOK/AB... / | He 3HAIIIIOB
y cepui mus npomwenns / Hi crosa, Hi fo6pa, Hi
OIIKpOBeHHs, / A s x Oyna Tofi AiB4aM. / LypHUM,
HEeBITbHUM 1 3HaA/IMBUM, / | He Brapmana, o To € /
€nuHe mactauko Moel.. I Tinbku cyM B KyToukax
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ycr / I yopHux 6piB yaini kpuna... / Takowo T ans
HAaC IMIINIACh, / Takow Bid Tebe mHo0uB».
IlepcnekTuBn momanbmmux gocmigxKeHnb. [lo-
panpin mocmimkeHHs IlleBueHKiBChKOI iHTMMHOI
MPUKM, 11032 CYMHIBOM, BiJKPUIOTb MOXXIUBOCTI
IJI BUCBIT/IEHHS Ille He3HAHUX illoCTaceil BEINKO-
IO M0eTa, SIKi BOTHOYAC 30araTsATh CTOPIHKM KY/Ib-

TYpu YKpaiHu.
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A. B. Tpywescvka. Teatp-ikiraii Ak Bujg mpu3Ha-
YeHHsA: CYYaCHUII NOI/IA, HA KOHIENIil0 CLeHiYHOTO
MICTENTBA

Y crarTi BUKOHAHO aHaji3 OCTaHHIX MyOmiKamii Ta
JOCIIIKEHD 1 POSIZIAHYTO fIeKi Cy4acHi KOHLEMIIi Te-
aTpaTbHOTO MIUCTETBA, TaKi AK «IIOCTApaMaTUYHMII Te-
aTp» Ta «TeaTp CIOHTAHHOCTI». Y MeXax PO3BifKM 3a-
IPOIIOHOBAHO KOHLEMIII0 «TeaTpy-iKirail» AK TeaTpy
HOBOI reHepanil.

Y mpoueci BOCTIKEHHA CY4acHOTO TeaTpy B KOH-
TeKCTi MeTaQisNYHOro IPOCTOPY MU AIMLIIM BUCHOBKY,
10 32 OCHOBY poOOTU TeaTPaIbHOIO IPOCTOPY B3ATO
NPVHUMI [3€PKalbHOI MOJieNi CIIiBiCHYBaHHA, Jie 30-
BHIIIHE AB/IAETHCA JIIe BiToOpaXkKeHHAM BHYTpIIHIX
IPOLECiB MOIUHNL.

Takox BUABJIEHO, 1O CHPUIHATTA INAfAYEM K-
CHYHOTO TeaTpa/bHOrO AiiicTBa BifOyBaeTbCs «3a Tro-
pU3OHTA/IIO». Y TOM 4Yac fAK TeaTp-iKirall IpOIOHYE
CIIpPUITHATTA iHpopMalii «3a BepTHKaIO», TOOTO He
yepe3 CTUMYIIN, peakiiii Ta mpoeKil, a yepe3 IMMOMHHI
TpaHcopMaliitHi npouecy iHAMBINA.

Ax pesynbrar JOCH/PKEHHA MM HPEACTaBUIN YHi-
Ka/IbHy MOJIeNb BUCTABI, e PyX aKTOpa BifOyBaeTbcs
3a YaKpajIbHUM CTOBIIOM (BiJl HVDKHIX YaKp [0 BEPXHiX),
«3a BEpTUKAJIIIO», YHACTI/IOK YOTO BiH BiJJHAXOAUTD CBiil
ixirait abo cBO€ IpM3HAYEHHS, aBTOMATUYHO TPAHCIIIO-
F04M JI0TO I/IsA/Ia4yeBi.

Knrouosi cnoBa: meamp, ixisaii, npocmip, modens icHy-
BAHHA, HAKPU.

A. Trushevska. Ikigai-theater as a type of purpose: a
modern view of the concept of stage art

The purpose of the article is to analyze recent pub-
lications and research and to consider some contempo-
rary concepts of theater art. We propose a new concept
of theater art — “ikigai-theater” based on the human life
purpose. The purpose of the article was to fulfill a num-
ber of tasks: to define the concept of “ikigai” and con-
sider its main components; to identify the factors that

are the foundation for the formation of ikigai-theater;
to integrate the concept of “ikigai” into the concept of
theater. In our opinion, a concept of ikigai-theater can be
a solution to the problem of separation between the di-
rector, actor and audience. We consider theater as a mir-
ror model of coexistence and found out that establish-
ing communication between the actor and the audience
depends on the formation of a new type of actor. Who
translates sincere love, so forming an emotional close-
ness with the audience.

The methodology of this article based on both the
whole complex of ideas related to the object of research
and a specific scientific toolkit formed by the multidisci-
plinary and methodological discourse.

The results. The research presented a new structure
of the performance as a movement from the lower to
the upper chakras. So the actors on stage go through a
transformation from the lowest conditions of fear, anger,
envy, and despair to state of bliss. Moving up the chakras
“vertically”, the actor finds his or her ikigai, automatically
transmitting it to the audience. Therefore, the concept of
“ikigai-theater” is proposed as a theater of destination,
where information is perceived “vertically”

The scientific novelty. The main element of classi-
cal theater, the basis of its dramaturgy is a conflict. Iki-
gai-theater is a concept of non-conflict theater. As the
scientific novelty we propose an opportunity for people
to unite on a spiritual level. In this level the energies of
love, friendship and bliss reign and there is no interper-
sonal conflict that manifests itself from the outside.

The practical significance. The materials of this arti-
cle can be used in the theoretical and practical study of
the concept of ikigai-theater as a new kind of theater art.
As well as concept of ikigai-theater can become a theo-
retical basis for the formation of a new theater with the
aim of clarifying, improving, and providing scientific and
creative substantiation.

Keywords: theater, ikigai, space, model of existence,
chakras.

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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ITocTanoBKa mpo6nemy, ii aKTyanbHIiCTb i 3B’4-
30K i3 BOXINBUMM NPAKTHYHNMM 3aBJaHHAMM,
3HaYeHHA BupimeHHA npo6mnemu. CydacHe Tea-
Tpa/ibHE CepefiOBUIIe MPOIOHYE BENMUKUIA CIIEKTP
dopm creniunoro mucrenrsa. lle Hajae MOXxI-
BICTb MUTILIAM €KCIIEPYMEHTYBATH B 11iil IIapUHi Ta
3yMOBJIIOE BMCOKIII IHTEpeC y HAYKOBOMY Cepefio-
Buiii. IIpore B TearpanbHOMY IPOCTOPI HMPOOB-
Xye icHyBaTu mpobnemMa pos3milbHOCTI akTopa Ta
I/IAfja4a, ¥ MeXax sKoI Aia/mor BigOyBaeTbcs e
Ha IIOBEPXHEBOMY piBHi 30BHILIHbOTO IUIAHY, 3a-
MMLIAI0YY DsAfada BcepenuHi Oaipyxum. Taka
TEHJIEHLIid, JIMOBIPHO, CIPUYVMHEHA IIEPEBAXKHO
3aMKHEHIM IIPOCTOPOM TeaTpaJbHUX MUTLIB, AKi
OTOTOXXHIOITH Cebe 3 MICTEITBOM Ta peasisaljieo
CBOIX IOTpeO y IIbOMY KOHTEHTI, a He 3a/j0BO/ICH-
HAM IOTpe6 Iaava.

Tema HaykoBOro HOCTPKEHHS — Tearp-ikirait
AK BUJ| IPU3HAYEHHA — € aKTYa/IbHOK, a/Ke IIPo-
TIIOHY€ ONVH i3 BapiaHTIB BUPILIEHHS MpPoOIeMu
PO3MIIBHOCTI Ta PO3PUBY JIAHLIOra pexucep —
aKTOp — IIAfa4. PosrnAmaroun reaTp y KOHTEKCTI
JI3€pPKa/IbHOI MOfe/i CIiBICHYBaHHA, MJ BCTaHOB-
JIIOEMO 3B’AA30K 13 MIPaKTUYHVMM 3aBJAHHAMI, Ta-
KIMM K Ha/IaTOfPKEeHHA KOMYHIKalil MK aKTOpOM
i rAa4eM Ta BUXOBaHHA HOBOTO TUITY aKTOPa, KO-
TPUIT TPAHCITIOE VP TH000B, GOPMYI0UN eMOLIili-
HY OMM3BKICTD 13 IIAfaueM. 3a TaKOTO eHepreTyy-
HOTO OOMiHY YTBOPIOIOTBCS JOBIPIUBI CTOCYHKH
MDK aKTOPOM i IIAfladeM, Y MeXaX AKUX BMHMKAE
MO>X/IMBICTD ZOCTIANTY BNACHI BHYTpIllHi I/INONH-
Hi IIpo1iecy, CKOperyBaTil KOTHITUBHI IIPOLECH i, AK
HACIIJJOK, BIUYTY CBIil «iKirail».

AHami3 OCTaHHIX ROCTiKeHb i MyOmiKamii.
[Tpobnemam cy4acHOro TeaTpy HpufileHa 3HAYHA
yBara B IpalAxX Cy4aCHUX HayKOBIB JOC/TiFHMKIB.
Tak, cueHorpadiyHmil acmekT Cy4acHOTO TeaTpy
BrcBiTeHo B mpanax O. Octposepx (OcTposepx,
2011) ta JI. BeBsiok-Bomommnoi (besstok-Bomomm-
Ha, 2014), Mysnunmit aciekT — y npani C. Manen-
Ka (Marenka, 2009), mpo6nem TeaTpy B KOHTEKCTi
COL[IOKY/IBTYPHOTO IIPOCTOPY POSINIAHYTO B IIpa-
usax M. [puanumnoi (I[puanmmsa, 2013) ta O. Ko-
nicuuk (Komicumk, 2016), inmi acrextn (JIeBueHko,
2014).

Mera crarTi — 3aIpONOHYBaT! HOBY KOHIIEII-
IIil0 TeaTpajbHOTO MMUCTELTBA — «TeaTP-iKiraii»,
AKa 0a3yeTbcs Ha XUTTEBOMY IpPU3HAYEHHI JIIO-

mvHN. Merta cTarTi nepebadata BUKOHAHHSA PALY
3aBfIaHb: HAfIaT! BM3HAUEHHs MOHATTIO «iKirait» Ta
PO3IISIHYTH JIOTO OCHOBHI CK/Iaf{0Bi; BUABUTHU (ak-
TOpY, IO ABAKTBHCA MiATOTOBUMM (QYHFAMEHTOM
II11 YTBOPEHHA TeaTpy-iKirai; iHTerpyBaryt HOHAT-
T4 «iKirail» y KOHIEILiI0 TeaTpy.

Buxmag ocHoBHOro Marepiany mOCTigKeH-
Hia. Cueniune mucrenTso XXI CT. mpomoHye HOBI
TeaTpajbHi KoHUemnuii. Knacuyuuit Teatp TpaH-
chopmyerbes B Metadisnunuit. [lonibHa TeHpeH-
1isl BUK/IMKAE HeabMAKMII iHTepec cepell HayKOB-
uiB-gocniguukis. Bigrak O. TaHioKk cTBepmxye,
IO «IIOCTAPAMATUYHUI AUCKYPC — TEPMiH, AKUI
“nepexodyBaB” 31 CTOPIHOK KHUIY HIMELIbKOTO J0-
cniguuka tearpy X.-T. Jlemana “TloctapamaTuynmit
teatp” (1999), — mid CBiZOMOCTI IeSIKMX TeaTpab-
HMX KPUTHKIB CXOXWI1 Ha BeIMKe IIPOBA/ILA, Y AKO-
MY 3HMKA€ TeKCT, 3MiCT, CIoXeT, pabyna, To6To BCs
KJMacM4Ha JpaMa B il apyCTOTENEBCbKO-TEreNeB-
CbKOMY BUITIAML [l iHIINX ke 14 0e301Hs 03Ha-
4ae Te caMe, 1o [lopoxkHeya B 6yaausmi (IIyHbs-
1a). Came Tam HapomxyeTbcs Bee. Hosi dopmu,
HoBe OuikyBaHHA, HOBuUIT Tearp, HoBe CI0BO.
HoBuit croci6 tearpanpHoro mMucnenHs» (TaHIOK,
2015, c. 162).

Hatomicts b. JTa30peHKO IpONoOHye pO3IIAHY TH
KOHIIEMIII0 TeaTpy CIIOHTAHHOCTI AK KOMIIJIEKCHY
apTTepaneBTNYHy TEXHOJIOTi0, IO 6a3yeTbcA Ha
inesx fI. Mopeno Ta b. Xenninrepa (JlazopeHxo,
2020, c. 44). locnigHyK 3a3Hayae, 1O IepIINiT KPOK
IO/IATA€ Y BCTAHOB/IEHHI MOBIPAMBOIO KOHTAKTY
KepiBHMKA TeaTpy 3 aKTOpaMy Ta IAfadeM, IO
CTUMY/IIOE IIPOAB BHYTPILIHIX MTOYYTTiB Ta aKTya-
Ji3ye CIOHTAHHICTD AiiicTBa. Mogienb TeaTpy BUAB-
NA€TbCA B CIIOHTAHHOMY PO3TOPTAaHHI CBOEPIAHMX
CIOXKETIB JKUTTEBUX ICTOPiNl YIACHMKIB, AKi BOHU
po3irpyroTh Mixk coboto. BinTak cTBOpOI0OTHCS YMO-
BU I «HOpMaJjli3alii» i MPUITHATTA TaKUX HeTa-
TUBHUX CTaHIB, K TPUBOIQ, CTpaX, 3/ICThb, BUHA,
00pa3a, CIPOTHB Ta IHIINX Y AKOCTI CBOIX BIACHMX
3aXMCHUKIB 1 MOMIYHMKIB, BYNTENIB I HACTABHUKIB
1o xun1Tio (J/Iazopenko, 2020, c. 46).

Orxe, CLieHIYHUIT IPOCTIp Cy4acHOCTI € CIpu-
ATIUBYUM CEPefOBUILEM [JIA iHTerpalii HOBUX Te-
aTpajbHMX KoHLenui. ToMy B MeXax TeMM Hay-
KOBOTO JOCTI/KEHHsA, MU IIPOIIOHYEMO BJIACHMII
TIOIJISAN Ha KOHIIEIIiI0 CIIeHiYHOr0 MICTeIITBa.



TpuBuMipHuit mmaH MIOACPKOTO  iCHYBaHHA
nepefdayae HasABHICTb [IBOX BEMMYMH — 4dacy i
npocropy. Came 3 Takoi NO3UL MU CIIpUIIMAEMO
30BHILIHIO PeabHICTb, BEKTOP IIOITANY Ha AKY
BJI3HAYa€ BHYTPilHIi cTaH iHpuBiga. TearpanbHe
MMUCTELTBO JIi€ 3a 3aKoHamy BcecsiTy — Mmisancre-
HI, TEMIIOPUTM, Bi3ya/bHi Ta 3ByKOBi eheKTH yTBO-
pro0Th HOBi Qopmm MarepianbHOro cairy. Tomy
POSITIAHEMO, 3 YOTO IIOYMHAETbCA TeaTp, Ta JOro
ZIi10 32 IPUHLIMIIOM A3€pKa/lbHOI MOJieNi iCHYBaHHA
CBITY.

[IsepKanbHa MOJe/b CIiBiICHYBaHHA 3HAXOJUTb-
cs1 Ha MeTadisuYHOMY piBHi, Jie 30BHIIIHE SBIL-
€TbCS /INIIE Bifl0OpaXeHHAM BHYTPIllHIX ITPOIieciB
mopyHn. Tearp npariioe 3a MM Xe npyHIunom. Ha
cieHi a4 6a4nTh cebe, TOUHiIIE TPOEKIIT CBOTO
Mo3ky. [Ipore ans Toro, abu «u3epkano» 6yno 4u-
CTUM Ta TPAHC/IOBAJIO BYCTaBY 0e3 CIAITIOXKEHDb,
HeoOXiIHO mifrorysatu mpoctip abo 3pobuTH
ioro mopoxHiM. «Ilfob6 3’saBUIOCA I1I0-HEOYAD
sIKicHe, crepiny Tpeba CTBOPUTU NOPOXHIii Hpo-
crip, — nucas Ilitep bpyk. — Came npocrip cripu-
A€ HAPOJPKEHHI0 HOBOTO ABMIIA, OCKI/IbKM BCe, 1[0
CTOCYETbCA 3MICTY, 3HAYEHHsA, BUPAXEHHA, MOBM,
MY3UKU, MOXKE ICHYBaTI Ti/IbKY 32 YMOBY CBDXOTO i
HOBOTO focBiny» (Bpyk, 2005, c. 10).

Y 4omy nonArana npu4MHa TaKOro MiXOAy 1O
IIOCTAHOBKYI BYICTABHU BiJOMOTO OPUTAHCHKOTO pe-
K1cepa Ta 110 BiH MaB Ha yBa3i, KOM OPi€HTYBaB-
s Ha IpOCTip, @ He Ha akTopa uM rragaqa? 1o6
HANOBHNUTU TIPOCTIp HeoOXifHOW0 iHdOpMalii€o,
JUIS TIOYATKY HeOoOXiZHO OYMCTUTH JOTO Biff YChOTO
3alfBOTO. Y TaKmif Croci6 Ha TOHKMX IUIAHAX YTBO-
PIOETBCA HeoOXifHe eHepreTUYHO-iHpopMaIlliiiHe
6iororne, y KOTpOMY B HOJA/IbIIOMY CTAEThCS Maris
Tearpy. BaxmuBow MOMiHaHTOK L[bOTO MPOCTOPY
CTae JIAHLIOT 3 peXycepa — aKTopa — IVIAfAYa, fie
KO)KHA OJMHMIA BiJHOCUTBCA 10 IPOCTOPY BifIo-
BIJHO: pexXucep i IpocTip, aKTop i IpoCTip, IAfay
i mpocTip Ta JOPIBHIOE €UHOMY MOHATTIO — JIIO-
fvHA i mpocTip. PosriaHeMo npocTip y LboMy pasi
AK HeilTpajibHe ABMUILE, HEMTPaIbHY eHeprilo, AKii
YYaCHUKM CLIEHIYHOTO [iiICTBa HAJal0Th IEBHO-
ro 3abapsyeHHA. [lopoxHill IpocTip AB/IAE CBOE-
pifIHy YOpHY Aipy BCepefuHi IHAMBINA, 3 AKOI BiH
CTBOPIOE Te, IJ0 JToMy HeobxifHo. [IpoTe 110 € mep-
IIONPMYMHOK CTBOPEHHA HPOAYKTY MIUCTELTBa?
[lepuonpuunuowo ABnAeTbC noguHa. He 6ymo 6
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nrofieit, He 6yy10 6 peueit. Tomy st Toro, abu pexu-
CepoBi CTBOPUTI He IIPOCTO BUCTABY, a chopMyBa-
TU TeaTpanbHe CepefjoBuUIle, HEOOXiTHO BCepeuHi
cebe MaTy BUXIJHY TOUKY Y BUILAAI HOPOXXHBOTO
IPOCTOPY. 3BUIBHMBLINCH Bifj KYIbTYpHO-iH(Op-
MAlliffHOrO0 ILIYMY, CBIfJOMICTb MUTLA OTPUMYE
focTyn fio mifcsifomocti. Tak pexucep yepes ax-
TOpIB CTa€ AKICHUM J3epKajioM, sike BigoOpaxae
IHIICHICTD IIAnaYa 6e3 CIaIlIoKeHb.

TeaTp Ak BuJ MMCTeITBA HaMaraeTbcs Bifmo-
BiCTM Ha eK3MCTeHIlia/JIbHI IMUTAaHHSA Ha KIITalT
«y 4OMY CEHC XXUTTS» Ta «AK BifHAlITH CBO€ IpHU-
3HAYEHHHA», L0Pasy [EMOHCTPYIOUM II€PCOHAXIB,
AKi, JomawuyM BUIPOOYBAHHS, HOCATAIOTb CBOEI
MeTH, AKYy Ha II0YaTKYy iCTOpii BOHM MOITIY HaBiTh
He ycBigommoBaTn. IIpuxoBaHe mOBifOMIEHHA
HaJla€ INAfaYeBi pO3YMIHHSA, IO XUTTEBI IpoLie-
cu B OyAb-AKOMY BUIAJKY KOPUTYBAaTUMYTb J1OTO
Aiii, 3riHO i3 3aBEAHHAMM CBOTO MEPCOHAXa, TOO-
10 Jlymi. IIpore mocTae BaknumBe NUTAHHA: 4K
MOXKe TeaTp HajaBaTy ICTVHHI BifIIOBifi, KO,
JVBIIAYUCD Ha CLIEHIYHY Jil0, [7IAaY CIPUIIMAE iH-
dopmaliio «3a TOPU3OHTAJIIIO», SIKA NEPEXOAUTH
Bij| 30BHIITHBOTO 00’€KTa /IO BHYTPIlIHBOTO, CTH-
MY/IIOK0YM II€BHI HElPOHM TOTOBHOIO MO3KY [/
NOTpiOHMX peakuiit. Y Takiil mO3uIil TeaTp MocTae
He Oinpure HDK 30BHimHIN cTumynatop. 0. Jle-
renbkuit, O. boifko, A. [ocTamoK 3a3HavYaOTh, 110
CY4YacHi TeaTpasbHi CUCTEMM MOXXHA YMOBHO IIO-
JTUTY HA TOPU3OHTAIbHUIL 1 BepTUKAIbHII THIL,
Jie TOPM3OHTA/IbHUII TUII OPIEHTOBAHO Ha YyTTEBE
CIIPUITHATTS, Ha TeaTp eMIIaTil, BYyBaHHA, BXXUBaH-
s (Lehenkyi, Boiko, Hotsaliuk, 2023, c. 167). Haro-
MiCTb BEPTVKATbHWII TUII, HABIIAKY, 3BYXXY€E CLieHY
[0 TIPOCLIEHIYMY, i€ MiCLI€3HAXOIKEHHA JIIOAVHN
He BV3HAYEHO, a IICUXO/IOTIYHOMY acIeKTy HeMae
micus. «lle He Tak, AK B JaBHbOIPELbKIil Tparesi:
repol HeraTVBHi, Tepol IMO3UTHBHI, i caMa 1071 po3-
BOJMTDH IX IO eIli3ofaM i II0 BYMHKAM B3aEMOJIII.
Y cydacHOMy TeaTpi BepTHKa/lb Ma€, BIACHe, apXe-
TUII lepeBepHeHHs1, 06epTaHH:» (TaM caMo, ¢. 167).
Tax, ropu3oHTaIbHUI TUI CIIPUITHATTSA Opi€HTOBA-
HMIT Ha TIHIHU JUCKYPC, Ha TIOCMTIIOBHICTD MOA(I,
B TOJI Yac fIK BEPTUKa/Ib — Ha NVKIIYHNIT KOIOIO-
ni6HMT abo cripanenofiOHmMit UCKYPC, fie 3eT i
MaiHHA BiffOyBalOTbCA B CTUCNX TEMIIOPATBbHOC-
TAX nopin (TaM camo, c. 167-168).
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[lepexopa4n 0 POSINALY CHPUITHATTA CLEHIY-
HOTO JIICTBA «3a BEPTUKAJIIIO», MJ HAOIIKAEMOCH
JI0 PO3YMIHHS KOHIemIii Tearpy-ikirait, abo Tea-
TPY-IIpU3HAYEHHA. Y [IbOMY KOHTEKCTI MU pO3ITIA-
JIAEMO He /uIlle Creny@iyHO BUXOBAHUX aKTOPIB
Ta MeBHMIT TUIT Girypy pesxucepa, a il pelyIIienTa,
SKUI HiJTOTOBEHNIT IO COPUIHATTA iHdopMariii
He 4epe3 CTUMY/IM, peakliii Ta IPOEKIii, a yepes
MOMHHI TpaHcopMaliiiHi mporecyu, T06TO «3a
BepTuKamo». Ile cxoxe Ha cBOro popy MmicTmd-
HUIT JOCBif, AKNUI aKTOP MOXe IIepefaTy IiAladeBl
JiIIIe KOMM caM TiepexuB 1toro. Tomibuuit mipxif
BUXOJIUTb 3a MEXi TeaTpalbHOTO MMCTENTBA Ta
crae criocoboM xutTs. ToMy aKTOp He Tpae Ha clie-
Hi, @ TPAHCTIOE Yepes cebe Te, UMM BiH XKUBE, TUM
CaMMM Ha MiJCBiJOMOMY PiBHi JJOIIOMaraxo4mu I7-
fladeBi BifYyTM BacHe NPM3HAYEHHA. Y 3BUYAli-
HMX YMOBaX I'pM TaKOXX BUJHO, YMM JKUBE aKTOP,
IpoTe Ha JI0r0 TPAHC/IALII0 HAKIAla€TbCA Kap-
TUHKA IIepCOHaXa. Pob BiIBOAKUTD yBary IiAfadya
Bif cripaBxHbOro, dikcyroun il Ha imosiax. OTxe,
BJCTaBa HifK He BIUIMBA€ Ha IOJAJbIIE JKUTTA
IVIAfja4a, He 3MIHIOE JI0TO 3CepeyiHU MOAiOHO [0
IepCOHaKa BUCTaBM. JIulie II0Kasye BapiaTMBHICTh
iVl Ta IX MOX/IMBI HACHiAKY, IO CTa€ IPUBOLOM
JUIsL 00TOBOPEHH, pifjlile — L IIepeoCMIICTIEHHSL.
[l Toro aby Teatp CTaB CepefoBMIEM BHYTpIII-
HIX MO3UTMBHUX TpaHC(HOPMaILLill, 3BepHEMOCH [0
ATIOHCBKOTO TIOHATTS «iKirait» Ta cipobyemo inte-
TPyBaTy 1110 KOHIIENI[i}0 B TeaTpaibHe MUCTELTBO.

Cam TepMiH «iKiraii» BBe[IeHO B ANOHCDHKY Jli-
Teparypy Kawmieto (1966) i Mae mpubmmsnuii me-
pexnag — «Me€Ta XUTTA», a60 «IIpM9MHA XUTTA»
(iki — mpuumna, gai — >xuTTA). oro MoxHa BU-
3HAUUTH AK «BIIYyTTA, IO OTPUMYE JIIOAMHA, AKa
POOUTD 1I0Ch KOPYCHE /s CYCIIIbCTBA, OTXKe, Bill-
YyBae, 110 XIUTTA BapTe TOTO, MO0 F0T0 IPOKUTI
(Sartore, Buisine, Ocnarescu, Joly, 2023, p. 387). [lo-
CIJPKEHHA B PI3HUX Taly3AX HayKM IOKa3au, 10
Ikirat mokpalye 350poB’sl i CIpuse JOBTOTITTIO,
3HIDKYI0UM py3MKy cMepTHOCTI. Konuenmis Ixirait
BHYTPpIIIHbO IIOB’A3aHA 3 YHiKa/lbHOI ATNOHCHKOIO
KY/IBTYPOIO 1 HAIEKUTD [0 MMO3UTUBHOI IICUXOJIOTII,
AKa, Ha BIIMIHY BiJj 3BUYAIIHOI, POSITIAJAE IO3M-
TVBHI aCIeKTY JIFOZICHKOI IICUXIKM: IIACTSA, PajiCTb,
ONTIMi3M, MOTHBAIIiI0, IOBIPY TOLIO.

Y crarti “An Integrated Cognitive-Motivational
Model of Tkigai (Purpose in Life) in the Workplace”

(Sartore, Buisine, Ocnarescu, Joly, 2023) aBTopu op-
TaHi30BYIOTH L[I0 ifIef0 B NPOLIeC, KNI BOHM Ha3K-
BalOThb «IHTEIPOBAHOK KOTHITYBHO-MOTVBALIIITHO
Mopenmo ikirai» (“an integrated cognitive-moti-
vational model of ikigai”). locnigHukn KoHnemii
iKirajl CTBep/pKYIOTb, L0 BiH MOXe CHPUATH 3a-
JOBOJIEHHIO CeMJ IOTpPe0 JIIOAMHN: BIDKVMBAHHIO,
3POCTaHHIO Ta 3MiHaM, XUTTEBYM ILIi/IAM Ta MpiAM
Y KOHTEKCTi Mait0yTHBOTO, COL{iaIbHOMY BIUIMBY
(HeobxipHicTb 14 iHIIOTO), CBOOOAI BUOOPY, cCamo-
peanizanii (aBTOHOMHe 3pOCTaHH:) i CEHCY XXUTTA
(mouyTTs camoninHOCTi). ¥ cripo6i popmarnisysatu
iKirait, amoncpkumii ncuxonor M. Kumano Busnavae
qoTHpy (PaKTOpH, OMICAHI AK IICHXOIOTIYHI CTaHN
(KUTTECTBEPIXKEHHSA, CEHC >KUTTH, JKUTTA 1 eK-
3UCTEHI[ia/IbHA L[IHHICTD), @ TAKOXK IT ATh KOTHITHB-
HMX LIHHICHMX MeXaHi3MiB, uepes AKI 0N CIPUIL-
MAIOTb JXKUTTEBY TiIHICTb: OCMMCIEHHA MUHYIIOTO,
BCTAQHOBJICHHS Iii/Ieil Ha MaitOyTHE, 3armuOIeHicTh
y NMO3UTUBHE TENEPIilIHE, IPUIHATTA i TIOJONAHHA
HeTaTMBHYX CUTYallill (TaM camo, p. 388). Tak y pe-
3y/IbTaTi KOTHITMBHOI KOPEKIl IIPaBUIbHUMM MO-
TUBALIIHMMY TIEPEKOHAHHAMU MOYKHA BiJHANTU
CBIII IKirait.

VY mam yac Benmmka KimbKiCTh JIOfeN CTUKAETh-
¢4 3 JIenpeciero, 10 € HACIKOM BifICYyTHOCTI CeH-
cy B xurri. lle Moxe 6yTu rmboka fenpecis, sAxa
CYIPOBOIKYETbCA 30BHILIHBOI0 CaMOI30/ALIEI0,
ab0 HOBepXHeBa JleTNpecis 3 IOMIPHOIO COLiaIbHOI
aKTuBHICTIO. Ha 30BHIIIHBbOMY /IOKYCi KOHTPO/IIO
Tpoliecy NpOTiKalTh 6e3 BigxmneHs. [HAMBIA Xo-
T Ha pOOOTY, CIIKYETHCS 3 IPY3AMIU, Mae X001,
BifiBiye BUCTaBKY, Tearp. [IpoTe Ha BHYTpilIHbO-
MYy II/IaHi JI0TO XKUTTA Ha4ye Ha IOBTOPI, 7ie KOXKeH
HACTYIIHMII IeHb Haragye nonepepHii. Lle mpusso-
IUTh 10 TOTO, IO JMIOAMHA «BiIK/ITIOYAETbCA» Bifl
XUTTEBOTO IOTOKY, AKUI 3[aT€H 3MiHIOBATH Xiff
TIOAiMl 3 METOI0 €BOJIOLI, BTpayae KOHTAKT i3 CO-
6010 Ta ouNMHae perpecysaty. Tak My CTUKAEMOCH
3 mpo6neMor BHYTpIlIHIX PiBHIB mifcBimoMocTi
IHAMBINA, AKY MOXKe YaCTKOBO BUPIIINTH TeaTp-i-
Kirait.

JTronyHa 3a CBOEIO IIPUPOJIOK € TPAHCIATOPOM,
AKUI TIpUIIMAe eHepro-iHopmauiiiHi MOTOK,
TpaHcOpMYe iX 3rifHO 3i CBOEIO AKICTIO eHeprii Ta
BifinpaB/iA€e Hasaj y 30BHiHIN cBit. Ilei mpouec
4MMOCh Harajjye TaHellb, y AKOMY OIMH PyX Iepe-
TiKae B iHIINII i BUHMKAE I[OCh HOBE. Y TBOPIOETHCSA



HeTepEePUBHUIT TAHIIOT PEXICEP — AKTOp — I/IA-
fiad. TakyM 4MHOM, AKIIO peXIcep BOMOJIE IEBHN-
MU TeXHiKaMI, TO BOHYM aBTOMATIYHO IEPENa0ThCsA
JIoro akTopam, a yepe3 akTopiB — raApauesi. Tak,
MaIouyl IIPaBU/IbHY KOTHITUBHO-IIOBEIHKOBY MO-
Jiellb Ta BijuyBalo4yM CBO€ IIPUSHAYEHHS, peXIcep
Iepefiae lie 10 JIAHIIOTOBiNl peakuil, GopMyoun
KOHIIETIIiI0 TeaTpy-iKirait.

[lns1 eTabHINIOro po3yMiHHA IPUHIMITY PO6O-
TV TAKOTO T€ATPy POSI/IAHEMO CXeMY «iKiraii». Bona
BMill[ye Taki OCHOBHi IYHKTH, fIK: poboTa, Tpu-
CTpacTb, MicCif Ta MOKIMKAHHA (JVB. PUCYHOK 1).
JKIIO 3BEPHYTHCD /10 YaKPATbHOIO CTOBIA, TO MU
MO>XeMO IIPOBECTH BifIIIOBiIHY aHA/IOTiIO.

Te, wo
BY Nio6uTe
MNpuecTpacTe Micia
Te, wo
TNy MOy Ikirain noTpi6Ho
BY CHNBHI SIS
Po6oTta MoknNuKaHHA
Te, sa wo

Puc. 1. Cxema ixisaii

Po6oTta — mepura yakpa (Mynazxapa) Bignosizae
3a 0a3oBi motpebu Ta ByvKMBaHHA. [IpuctpacTs —
npyra (cBajxicrana) Ta TpeTs (MaHimypa) — 3a 3ajjo-
BOJIEHHA Ta KOMYHiKallil BifnoigHo. Micia — vet-
BepTa (aHaxara) Ta I’ ATa (Billyzxa) BifmoBizaloTh 32
cdepy mOUyTTIB Ta TBOPUY peanisaliio BifIOBiLHO.
[TokmikanHs — mocra (a/pkHa), cboMma (caxacpa-
pa) — 3a inTyiniio Ta 60KeCTBeHHY MYAPICTb.

Orxe, MOXXHa KOHCTaTyBaTH, IO HMOKIMKAHHA
pO3TallloBaHe Ha BUIIMX PiBHAX, IO AKMX MOXKHa
[ICTATUCh NMIIE Y BUNAAKY MPOXMUBAHHA Ta Bifl-
MpaIlOBaHHA HIDKHIX. Takuit mifxip cBifunTh, 10
TeaTpajbHa JiANbHICTD, AK 1 XUTTEBI IPOLECH, AKI
NPOTIKAIOTh yCepeayHi KOXXHOIO 3 Hac, IOEHYE
B 00l SIK 3eMHe, TaK i [yXOBHe, Jie OfjHe He MOXe
icuyBatu 6e3 iHIIOrO, i /1A TOrO, 0K FOCATHYTH
CBOTO iKiIrato, He0OXiTHO MPOJITU TPY HIDKHIX piB-
HA iCHyBaHHS, Ha AKVX 3HAXONATbCA BIDKVMBAaHHS,
TeJIOHICTNYHI 3aJJ0BOJIEHHA Ta COLlia/bHi KOMYHi-
Karii. [Ipore TiM4acoBe nepe6yBaHHS Ha HIDKHIX
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PIBHAX He O3HAYAE, IO CIIPUIHATTA B JIAHI[IOrOBI
pexucep — aKTOp — IVIAJAY IPOTIKAE «3a TOPU-
30HTAJUIIOY, aJKe YBECh TeaTpa/jbHUII IPOLEC Bif
BUXOBAaHHA AKTOPIB [0 KOMYHIKalil 3 IIAfa4yeM
Yepe3 BICTaBY OOYIOBAHNII 3 IPVHIIUIIOM «BEp-
Tukan». CTpykrypa BucTaBu cOpMOBaHA TaKUM
YJHOM, 1[0 aKTOPYU IPOXOAATD Ha CLIEH] Ljeil IIAX
TpancopMallii Bifi HUSVHHVX NIePeXIBAHb CTPAXY,
THIBY, 3a3IpOCTi, po3mady 70 CTaHiB OIaKeHCTBA.
Pyxarounch 3a 9aKpaZbHMM CTOBIIOM 32 BEPTUKAJI-
JI0, AKTOP BiHAXOAWUTD CBIll IKirail, aBTOMaTU4HO
TPaHCIIOYN JI0r0 ITAfaueBi. Tak yTBOPIOETbCA
TeaTp-ikira.

Y KOHTeKCTi TeMM JOCTI/KEHHA 3a3HAYMMO YO-
TUpK PAKTOPM, SKi ABAIOTHCSA MiATOTOBUMM QyH-
JlaMEHTOM JI/I1 yTBOPEHHSA TeaTpy-iKirail: CTBOpeH-
HA JIPYXKHBOI aTMocepy, eMOLIHNII KOHTAKT i3
IIAfjaYeM, eHepreTUYHUIl 3B’ 30K MDX TeaTpoM i
I7IA71a4eM, epeKT JTaHI[IOrOBOTO CTAHY.

Tearp € mictieM, fie Bce TOBMHHO OyTI Opi€HTO-
BaHO Ha KII€HTa, Bifl BXiHUX JIBEpeN [0 MicCLd B
IIAfanbKii 3ami. BaxomBo crBoputn armocdepy,
y sKiil 1apadeBi O6yge koM¢popTHO i BiH He Biff-
qyBaTUMe cebe YyKIMM y IIbOMY TpocTopi. ¥ pasi
BVHUKHEHHS TIOfIi0HOI CUTYallil peXXycepoBi Bax-
JIMBO CKOperyBaty arMocdepy cBOIM MUPUM BHY-
TPillHIM BiffHOLIEHHAM [0 I/IAfaYa. TakuM 41MHOM,
TeaTp CTA€ PYXXHIM CepefOBUIIEM, [ie KOXKEH Mae
MOXX/IMBICTD HPOSBIATH cebe SIK JIOMy XO4eThCs,
6e3 ymepemkeHNx HorAaiB. Tak ¢popmyerbcs mpa-
BIIbHA aTMOCcdepa.

Yacto My crocTepiraeMo KapTuHy, fie aKTOpU
1epebyBalOTh Y CBOEMY 3aMKHEHOMY CBITi, Ipaliio-
04N He Ha IVIAfja4a, @ 00C/IyToBY04N CBOI HOTPEO.
CrBOpIOETbCA CBOEPiNHA i/MI03i4, Y AKill akTOp Bif-
IiIEHVIT Biff I7IA7la4a, MOBHICTIO 3aHYPEHMIT Y CBO-
IO IEPCOHAXA Ta B3AEMOJIII0 3 TAPTHEPAMM. Y TiM,
TIepIIOYeproBe 3aBJaHHA aKTOpa — 3 €HATNCH i3
I/IAfja4eM, YTBOPUBIIM JIPYXHi B3a€MOCTOCYHKIL.
Tak ¢dopmyeTbcss eMOLHMIT KOHTAKT aKTOpa 3
I/IA/JAYeM.

[Ticna Toro Ak cpopMOBaHO CIpUATINBE cepe-
JIOBUIIle, Y SIKOMY I7sifiadeBi 6yae KoMdopTHO i BiH
MaTyMe MOXJIMBICTh BiIKpuBaTu i cebe iHIIMX
JIofIet, cMaKyto4n 671aro coljiamisargii, 3 IBas€TbCA
HeOOXIZHICTb Y Bpa)XeHHAX. 3a CBOEI IIPHPOLOI0
JIIOZ)VIHA IIParHe OTPUMYBATH Ta JiMUTUCh BPaXKeH-
HAMMY, TIparHe mo06oBi it mpuitHATTs. Hacuyenns
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I/IAfja4a BPKEHHAMI MOXKe Biff0yBaTICh 3 JOIIO-
MOTOI0 LIOY-e(eKTy, METORY «MOHTaXy aTpaKiyi-
OHiB» 3 IIEBHOK Ki/IbKICTIO Ky/IbMiHalliil, YKIBOIO
KOMYHiKallielo akTopa i Inafada. Tak He cTBo-
PIOETbCA OOTSDKEHHA IIpY IeperyLifi BUCTABMY, Jie
IIAlaY HAIPY)KEHO HAMaraeTbCs po3MMQpyBaTH
«IHTENIEKTya/IbHi pPEeXUCEPChKi XOf1», HATOMICTb
dopmyeTbcs eeKT po3cnabneHoro Ta posmmpeHo-
IO CIIIIBHOTO NTPOBefeHHA Jacy. Biguysum ofgHOro
pasy MO3UTMBHI eMOIlii, pajicTb i 1acTd, IIAKaY
XOTiTVMMe MOBEPHYTUCH Y HMONIOHNII KOHTEHT, abu
B4y TH Te, 1o BiH BifuyB Brepure. Tak popMyeTs-
Cs1 eHepreTUYHMIT 3B’ 130K MK TeaTpoM i Isjadem.
PoboTta pexucepa 3 aKTOPOM 3a/MIIAETBCS B
NpIOpUTETI, aJpKe caMe aKTOp TPAHC/IIOE I/Afaye-
Bi HeoOXinHi mocmanHA 3i cuenn. TeaTp mocrae sk
dopma 3amycKy KUTTEBUX IPOLECIB ycepenyHi iH-
JIBija, BIUIMBY Ha JIOTO eMOLiIIHO-4yTTEBY cepy,
BiJKPUTTA B HbOMY 3[JaTHOCTI 10 emmaril. MexaHi3-
MOM 3aITyCKy 3a[J0BOJIEHHA B ITAfa4Ya € YABIEHHA
peXucepoM MOTPIOHOTO CTaHy, KMl BiH MOBMHEH
nepexxyBaTi. Tak GopMyeTbcs e(eKT NTaHIIIoroBOro
CTaHy — BiJj peXucepa, 4epes akTopa, J10 I/IAa4a.
[Ipukmamom peamisanii rimoresm «rearpy-iki-
Tajf» y IPaKTUYHOMY TeaTpabHOMY opMari cTa-
ma poboTa aBTOPKM CTATTi HaJl BUCTABOK «AJIIO»
Ceprist Mapena (Mapewn, 2020) npu TeaTpi-cTypil
cydJacHoi spamu i koMepii (XyRoxHil KepiBHUK —
O. binepa) na 6asi HamionanpHoro meHTpy rea-
TpanbHOro mucrentsa im. Jleca Kypbaca'. Ile Bu-
CTaBa CTaja /A MeHe CBOEPIJHIM PEXICEPCHKIUM
e0I0TOM caMe AK OCTAaHOBHMKA APaMaTIYHO] BYI-
craBu. Pobora 3 1BOMa CKTafaMy, HEBEMKA Kijb-
KiCTb TepcoHaxiB (muine JBO€), MOBHOLIHHI JIBi
7iii Ha MiBTOPM TOAVIHM, aHIIIAT Ha TIpeM epi. Xoda
¢dopma pobotu cryzii mondrana 6inbiue B «Tearpi
1A aKTOpiB», MEHe 3aljikaBJ/Ia MOX/IUBICTb II0-
IpaIoBaTy caMe 3 Hempo(ecifiHuMI aKTOpaMI,
AKi OyIM He3aaHT)KOBAHNMM PISHUMM IIKOTAMU
Ta TeXHikamm, cBoepiguummu fabula rasa. Ockinb-
KIl B caMill KOHIEMNIil TeaTpy-ikiraym sakmafieHi
TaKi JOMiHaHTU — Tearp AK BUJ, NPU3HAYEHHA Ta
CIIOCIO OYMILNEHHS CBiOMOCTI LUIAXOM ITO3UTVB-
HOI IICUXONIOTii — Ba)X/IMBa Oy/Ia camMe B3aEMOZiA 3
JIIOIICHKOI0 NIPUPOJOK AKTOPIB, IXHBOIO YYTTEBOIO
chepoto Ta migcBifgomicTio. Yoponosx 15 fHiB Mu

1. https://kievkarabas.com/ua/allo

aKTUBHO IIpALIIOBa/lM HaJi CTBOPEHHAM BJCTaBIL.
Bapro 3asHaunTy, 110 HA MOMEHT MOTO IIPYENHAH-
HA JI0 TIPOEKTY aKTOPY BXK€ BOJIOAIIM TEKCTOBUM
MarepianoM i 6y opraniuHuMy B HboMY. [IpoTe
OpakyBaso i€BOCTI, iCTOpi, BITbHOTO eHeProooMi-
Hy. (L] BucTaBa «Tpammnacsa» 3i MHOI0 BUIIAJIKOBO,
X0y4a 51 BOayana B 1[bOMy 3aKOHOMipHicTb. Lle 6yB
Tepiofl, KON S BTpaTuia 6y;[b-;11<1/1171 CEHC Y JKUTTI,
nopibHo o mepconaxa Penikca, KMt Ha TOYATKY
icTopii 36MpaBcs 3BeCTV paXyHKM 3 XUTTAM, L0 i
BKa3yBaJIo Ha JucOanaHc y poboti mepuroi 4akpu
32 «4aKpa/JbHUM CTOBIIOM», IKa BifJIIOBifja/a 3a BU-
uBaHusa. — A. T.).

ITouaTkoBi eTamy peneTuuiin A fAifna 3a Kia-
CUYHVMMM KaHOHAMM CIIeHIYHOI'O MMCTEITBA, BTiM,
Jlech ycepeauHi Ipolecy mobaunna, 1Mo BOHU He
faBamu OaKaHOTO pe3y/IbTaTy. 3[jaBanoch, Hade
IPOAYKT CTaBaB BaXXKUM, aKTOPY BTOMIIIOBA/INCD,
a 4 Bif¥yBasa, Wo € iHmmit X, Tox A moyana
ekcriepuMeHTyBaty. CII049aTKy MOBHICTIO IPOXXI/IA
CIOXKeT IT'€CH, iHTeIPyBaBIIY JIOTO B KUTTA. SHOBY
omycTHBIIN cebe Ha piBeHb CTpPaxiB, THiBY, po3mayy,
TIPOJIIIIa TPY HYDKHIX PiBHI iCHyBaHHS (BVDKMBaH-
HA, T€OHICTUYHI 3aJOBOJIEHHA Ta COLlia/IbHi KOMY-
HiKaliii), 10 HaJa/o MeHi YnuMasnii eHepre TUIHII
TIOLITOBX 1 BpeIuTi ocAAHHA-iHcanT. [ami 4 mocra-
BIU/Ia 32 OCHOBHY MeTY BMK/IMKATU B aKTOPiB HE0O-
XigHWMit cTaH, 106 BOHY BifdyBamm cebe i BiguyBa-
M TIApTHEpPa, 3alyCTUBIIN IX YYTTEBMUI MEXaHI3M.
Ha nieBHill cTapii, BiTMOBUBILNCD Bifj BiflirpiBaHHA
TOfit, piKcOBaHVX Mi3aHCIeH, TOBHICTIO CKOHI|EH-
TpyBa/la yBary Ha rpajaiii mepcoHaxis. 3asHayana
Ha pereTuliAx, 0 iXHA I'pa 3a eMOLiTHUM HaIlOB-
HEHHAM Mae OYTI CX0XKO0I0 Ha aMepUKaHChKi TipK,
AKi 3 KOKHUM IMaliHHAM IiIiIMaroThCs BCe BUIIE 1
Buute. [/ MeHe He Oy/ny BaXMBUMIY iHTOHALT ak-
TOpIB 4N iHIIi 30BHILIHI aTpUOYTH, 5 BUOYZIOBYBaIa
caMe L[I0 «BePTUKA/Ib» PYXYy IIEPCOHAXIB Bifj CTaHy
«He-BIDKVMBAHHA» 10 cTaHy OmaxeHcrsa. Crpuss
eKCIIepYMEHTY i TEKCTOBMIT MaTepiall, fie B IepLiit
nii @enikc Ha MOYATKY 36MpAETHCA BIilIATHCD, Bifl-
4yBaK4yM pO3Iay BiJj CAMOTHOCTI, @ B KiHIli Ipyroi
3I13HAETbCA Y CBOIX MOYYTTAX Mapro, BMKOHYHOUN
nicuio @. Cinarpu “Ilove you baby” mix rirapy.

Bapro 3asHaunTy, mo akTopiB Oyno migibpaHo
JIOBOJIi BAa/I0. AOCOTIOTHO Pi3Hi 3a TeMIlepaMeHTaMu



Ta XapaKTepaMI, IICUXOTUIIOM, BIKOBIM (aKTOpOM
IIepCOHAXI, TOMY BMIIIIM i aOCOMOTHO pisHi ic-
Topii. Ha 1e BrumBano 6arato ¢akropis, 30kpema
i B3aeMVHM MiXK aKTOpamu: B OfHOMY CK/Iafi Oyo
IOpO3YMiHH4, B iHIIOMY — Hi. Toxx £ Bupimma Bu-
KopucTaTy Bce. Tak BUiIIo, 1o ofHa icropis 6yna
Tpo ABOX chOPMOBAHUX 0COOUCTOCTEIH, K, TOTIPH
YKUTTEBUI JOCBiJ KOXKHOTO, BCE JK TaKV BiIKpyBa-
I0TBCS OffHE OFJHOMY i JOCATAI0Th O/IM3BKOCTI, Apyra
X ICTOpiA — IPO TOKCUYHI He3pili CTOCYHKM, AKi
BUIJIAJAIOTH Oi/bllie AK JIAHIOT eMOL{HMUX CIIe-
CKiB MDXK IapTHEpPaMM, YTiM, Yepes 3allikaBIeHiCTh
OffHE B OfHOMY, MAcCKM BCe )X TaKM 3PUBAKTHCA i
BOHJ CTAIOTh CO00I0.

[l BUCTaBa CTana CBOEPIAHMM TPaMIUIIHOM Y
MOIX JOCII/PKEHHAX KOMYHIKaIL[il pexycepa 3 aKTo-
poM, a yepes aKTopa — 3 IAfadeM. Ilepmovepro-
BOI0 MOEI0 MeTOI0 Oy/I0 mobaunTy caMe MaTepiajti-
3aLil0 Ti€i KApTUHKY, KA B MeHe 6y;1a BCEpeyHI.
IIpote B mpo1jeci s yCBiJOMIIIA, 110 Bi3ya/bHa CKIa-
JloBa cama 1o cobi Hivoro He Bapta. Sl movana go-
CipKyBaTy, 106 MeHi K IIAfaYeBi XOTiIOCh OT-
puMaTy, IPUILIOBLIN [0 TeaTpy. Binmosifb: cTaH,
y AKOMY TH BijuyBaem cebe XXMBUM, BiTdyBaeln
XUTTA BciMa dibpamu. I HaBiTh CloxeT Iecu GyB
TIPO 1je, IPO BYIXif| 3 BACHOTO BHYTPIilIHBOTO OGYH-
Kepa Ha 330BHI, y CBIT, AKMI TU CaM CTBOPIOEIL
Jlo mpeM’epu s He BigdyBama HEOOXiJHOTO CTaHY,
Bi[ITIOBiIHO, He BUXOAM/IO BU3HAUUTY IIPABIIIbHI
AKLEHTM 1 3alyCTUTV MeXaHi3M €HepreTMYHOro
o6Mminy. Tomy s BupilMIa B IPAMOMY CeHCI Ipo-
IyCTUTH TT€Cy depe3 cebe. 3ycTpina csoro Dermik-
ca, nepeBTimuIach y Mapro, i My o6upBa Buituym
3 OyHKepiB BTaCHOI TOJI0BY, HACKINIbKI J03BOJAB
HOTeHIlia/T Haloi icTopii. 3a JOIOMOro MOET 4yT-
TEBOI IOMiHaHTY A MiflifiHANA eMOLIHNI TpajycC
710 MaKCUMYMY i B mpocTopi modaau BigOyBaTych
MeTamopdosu. Ll XBiiA 3axmiucHyna BCix y9acHu-
KiB — 1 aKTOpiB, 1 I/IA/1a4iB, B 0COOUCTIX KUTTAX
KO)KHOTO TaKOX I0YajI BiiOyBaTICh 3MiHIL

3aBAKM [BOMY JIOCBify S BigKpuma ans cebe
npodecito peximcepa MO-HOBOMY, BiJHAJIIOBIIN
CBill iKirai. YCBiZloM1/Ia II0-HOBOMY POJIb PeXXycepa
AK «eleKTPOCTAHLiI0», KOTPa 3apApKae BCe 1 BCIX
YYacHUKIB y Mexxax cBoro 6iomons. To6To 3aBpaH-
HA peXucepa IONATAE HacaMmIlepes Y CTBOPEHHi
HAJIOKHUX YMOB JUIA TOTO, abu BBECTY apTNCTa B
IEBHII eMOLITHO-YYTTEBMI CTaH, a Jla/li KOHTPO-
JIIOBATY JIOTO BEPTUKAIbHUI PYX 3a «4aKpambHUM
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croBrom». O. EMenbsiHeHKO (BUKOHaBelb porti De-
/iKca) 3a3HavaB, 110 IOMY HEOOXiJHO MPOIITY BCIO
IT'€Cy 3 IOYATKY JI0 KiHIIS, aJpKe AKIIO BiH Buiijie 3a
MeXi TeaTpy B CTaHi «He-BVDKMBAHHA», He IiJHAB-
LIVCH JI0 CTaHy O/aXEHCTBA, Lje Oy/ie OraHo A
J10r0 MEHTAbHOTO 3J0POB AL.

PesynbraToM OCTIKEHHS CTaB eeKT JaHIo-
TOBOTO CTaHy, y AAKOMY KOX€H 3 y4acHMKiB Tea-
TPaJbHOTO MPOLIECY PEeXICEP — AKTOp — ILAfAY
Bi4yB CBiil iKirait. Bigryx opHiel 3 raAamadox, mic-
11 0OrOBOpPEHHs KpaiiHboro mokasy: «Jlms meHe
“Anno” mwoch moibHe [0 OCTAaHHbOI CIIOBIM, KOIU
TU CTaem Imepes (akToM HEMVMHYYOCTI CMepTi.
[TpopmoBXuTH XUTK 3 XKIHKOI, 3 KOTPOIO BU O He
3iifmmich, Ak6M He OyIM OCTAHHIMMU JIOLBMY Ha
IUIaHeTi, B yMOBAX, fie XNUTTS Oi/lblile He MOX/N-
Be, DiHa/ CTpalIHINMI, HDK 3aBepIINTY BUCTABY 3
BigkputuM Kinem. [ gna mene @enikc nomep. Ilo-
Mep JIETKO, 3aKOXaHVM Ta BIIbHYUM, 1[0 HAaCIIPaBJi
JLy>Ke IaC/IVBUI Ta XXUTTECTBEPIKYIOUMIT dinam

Y tBopi [toro “3uenoneni” € mepconax €mmckon
Mipiens. IJo6 smanmioBatu iioro xapakrep, [toro
OINCYE, K BiH B3AB Ha cebe TATAp CIOBifATH Tie-
Pen cMepTI0 IPUPEYEHOTO 10 emadoTy 3TOUMHIL.
Vloro porb Oyna B TOMY, 1100 JIaTV JIFOAMHI CIIOKil
nepes; HEMUHY4O0I0 cMepTio. Ileit 4onmoBik imos 3
SKUTTA WACIUBUM. Y ITeCi LIEH CBATOI0 IOAUHOIL,
MM IPOBiHMKOM IocTae Mapro.

Y puckycil micnia BucTaBM MOA JyMKa IIPO
CMepThb fAK IIACIMBUI KiHellb 6yna IIe10 KOHTPO-
BepciitHot. {1 mparioto y cdepi cydacHOro Mucre-
ITBA i, HA XaJb, iHPAHTWIBHICTD CYCIIBCTBA TA
JIOTO YTWIITapHUI TifIXiJ O MUCTELTBA HE HOBM-
Ha. JTogy O4iKyIOTb MO3UTMBHMX eMOLill Ta “Bci
KW JIOBTO 1 IaciuBo” (s cama ¢aHaTka poOMKO-
MiB 1990-2000-x), ame foci )OfHe 300pakeHHS
Paly>KHOTO €IMHOPOTY HIiKOTO He BPATYBAJIO Bif|
camory6cTBa. MUCTeITBO X Iie CBiOMe 3aHypeHHs
B TPaBMY, Oe31eqHIiT IPOCTIp 1A 1i IPOXKMBAHHSL.
A posyMiHHA KiHIIeBOCTI OYTTA, I0TO IPUITHATTA,
J03BOJIAE€ 3BIIBHUTUCA Bifl CTpaxiB Ta ILiHYBaTK
KOXXHY MUTb JKUTTA.

TonoBHa akTopka obypwmacs 3a momo Mapro.
Ane pmani (B ;mcxyci’i) 3BYy4YasI0 MUTAHHSA, 9 3MIHMU-
na Mapro @ernikca, BCi OIHO3HAYHO CKa3a/Iy «TaK»,
i uu sminnB ®enikc Mapro, Bci BusHamm, 1o Hi, 60
iit He moTpi6Ha Oyna 3miHa. 1o TinbKy mifKpecoe
pomb Mapro AK TOro camoro IposifHuka. Bona
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chopMoBaHa 0COOVCTICTB, sIKa IPUITHSIA CBill Oi/b.
Hopocnima 3a Pernixca, Lje MiAKPeCTIOETbCA HABITh
TaKoI JeTajlIo, SK ynwbeHa rpyma “Pagioxen
(y rpyn M'103 Ta Papmioxen pisHuis B Bini skpas
6ins1 10 pokiB). Bona 3Haitoma 3i cMepTIo, BOHa Iie
IpOKIIA Ta IpuitHaAna. [i macmmsa Muth sycrpitu
NIOJMHY 5K TaKy. BoHa 1ie orpumana B weci. Mox-
mBo, Perikc — To, B3arai, Oyma cyro ii panTasis.

HaguuBumics irHopyBaty 6i71b Ta CyM, MV TaKOX
irHopyeMo papicTb Ta m060B. Le renianbHa po6o-
Ta. Aropyio crosun» (Bigryk riapauku micns o6-
rOBOpeHHs «AJo», 2023).

Bucnosku. OT)xe, pOSITIAHYBIIN TeaTp AK ABU-
1€ ZI3epKaTbHOI MOJie/Ii CIIiBICHYBaHHA CBITY MeTa-
¢isndHOrO piBHS, e 30BHIIIHE SIB/IAETHCS JIAILIE Bi-
I0Opa)KeHHAM BHYTPIIIHIX MPOLECIB JIOAMHY, MU
BUABIINM HeOOXiJHICTb B YTBOPEHHI OPOXXHBOTO
IPOCTOPY He JIMIle Ha CLeHIYHOMY MaillaH4MKY,
a 1 BcepeuHi pexxucepa, abu «fzepkano» 6yno 4u-
CTVIM Ta TPAHC/IIOBAJIO BUCTABY 0€3 CIAIUTIOXKeHb.

Po3rnAHyTO TOHATTA «iKirail» Ta IPOBEEHO
aHasIorilo MX ciMoMa moTpeb6amiu, sIKi BXOZATb Y

HBOTO, Ta YaKpaMy BifmoBigHO. Y xopi yoro Gyma
3aIpOIIOHOBAHA KOHILIENIIid «TeaTpy-iKirai» AK Te-
aTpy Npy3Ha4YeHHs, fie iHpopMalis cpuiiMaeTbes
«3a BEPTUKAJITIO». Y MeXaX JOCIKEHHA MU PO3-
IJIAHYIN CTPYKTYPY BUCTaBM AK PYX IO YaKpab-
HOMY CTOBIIY, fie aKTOPY Ha CIieHi JONAKTh LIIAX
TpanchopMalii Bil HUSMHHNX IepeXNBaHb CTpa-
Xy, THiBY, 3a37pocCTi, posnady f0 CTaHiB OmaxeH-
crBa. Pyxaroumch 3a 4YakpaJbHUM CTOBIIOM «32
BEpPTUKA/IIIO», AKTOP BiJHAXOAUTH CBill iKirait, aB-
TOMATMYHO TPAHC/IIOIYY JIOTO I/IA/Ia4€eBl.

Tearp-ikirait — 11e MOX/MBICTb €XHAHHA NTIOfiEN
Ha TOHKOMY PiBHi JYXOBHOT'O CBITOCIIPUITHATTS, i€
NAHYIOTb eHeprii mo6oBi, Ipyx0M Ta OraskeHcTBa
i HeMae DO3JIIBHOCTI y BUINIALL BHYTPIIIHbOIO
MDKOCOOMCTICHOTO KOH(IIKTY, 110 HPOSIBIAETHCS
330BHI.

IlepcrexTHBY MOJATBIINX FOCTIIKEHb y0aya-
€MO B TEOPETMYHOMY Ta IPAKTUYHOMY BMBYEHHI
IpefICTaB/IeHO] KOHLENIiI TeaTpy-iKirai AK HOBOIo
BUJy TeaTpaabHOIO MIUCTELTBA, 3 METOI0 1i yTOY-
HEHHSI, YJOCKOHAJIEHHS Ta HAYKOBO-TBOPYOTO 00-
I'PYHTYBaHHA.
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I M. Xmenv-/Iynaii, 1. B. Xonoo. BinTBopenHs: Tpa-
muiitHoro opAry JIHinpomerpoBuynu (3a Marepia-
JIaMM My3eifHiX QOH/IiB)

Crarta mpucBAYeHa JOCTIIPKEHHIO (OpMyBaHHA
opiAry MellKaHIiB [JHinmponerposmyunn. Ha ocHoBi BI-
BYEHHS eKCIIOHATIB, 1[0 3HAXOAATHCA B My3esax 06macTi,
IIPOBEJIEHO AOCII/KEHH:A BIUIMBY KY/IBTYPHUX 0COO/N-
BOCTeJ1 IIepece/ienIliB 3 IPUIErIX TEPUTOPIii Ha €BO-
JIIOLII0 CTW/TICTMYHYX Ta CTPYKTYPHMX €eMeHTIB OfiATY
MICILIEBOTO Hace/leHHs. 3OBHIIIHI BUIIAL i KOMIIOHEH-
TH BOpaHHA >XuteniB JJHIMpONmeTpOBIIMHY HaOyBamu
CBO€I YHIKa/JIbHOCTI B YMOBaXx Bififla/IeHMX Cil Ta XyTO-
piB, me BoHM opMyBamMCs camMocCTiiiHO. TakoXx crif
BUALIATY 0COONMBOCTI BUITIALY CKIAJOBUX €leMEHTIB
OfIATY, @ caMe COPOYOK Y Jofiell YHikambHOI mpodecii
JIOLIMaHIB, AKUX He OY/I0 Ha iHIIMX TepUTOPiAX Ykpainu.
ABTOpU NATHCA AYMKAaMI IIPO IPUHINIIN GOPMYBaH-
Hs B Hace/leHHA BifIOBiIa/lbHOIO CTAaB/IEHHA JI0 IIpef-
MeTiB T0OYTOBOI KYIbTYpH, peMeces, TPafuLliil XXUTTA
YKpaiHIIiB eBHOTO perioHy. Omuc MaTepiasiB Ta aHanli3
icTropryHuX TOAi, TOOGYTy MEUIKAaHI[B perioHy Moxe
OyTI BUKOPUCTAHMII Y BUBYEHH] AVCHMIUTIH PaxiBIAMY
B Tajysi icTOpil yKpaiHCBKOi KyIbTYpH, MUCTELTBO3-
HABCTBA, [IM3AJIHY OfATY TOILIO, MOKe OYyTM BIIEBHEHO
3aCTOCOBAHMI AK OJMH i3 CYTTEBUX BAXKEJB y BUXO-
BaHHI IMIMPOKMX BEPCTB HaceleHH:A YKpaiHM B Iporeci
(GopMyBaHHA eTHIYHOI caMOIOBArM Ta MATPiOTU3MY Y
BY3HAYEHHI CBOTO MICL B Cy4aCHOMY CBITi.

KitouoBi cnoBa: yxpaitcokuti cmpitl, suwiuska, obepezu
ma cumeonu, ocobnusocmi Kpoi, 3bepexerHs mpaou-
UitiHO20 YKPAIHCOK020 BOPAHHS.

H. Khmel-Dunai, 1. Kholod. Recreating the
traditional clothes of the Dnipro region (based on
museum materials)

The purpose of the article is to determine the
characteristics, conditions of development, changes in
appearance, components, as well as the purpose of the
womens clothes of the Dnipro region and locksmith’s
shirt.

The methodology of the theoretical analysis in this
article is based on the studying of original artefacts of
clothing elements of the inhabitants of Dnipro region
in the collections of museums of Dnipro region on the
basis of ethnography; analysis of literary sources on the
traditions of Ukrainian life with reference to historical
accuracy; semantic analysis of elements of everyday
culture. In conducting the research, we adhered to a
scientific approach and an objective assessment of the
museum artefacts under study.

The results. 1. In the course of field research, we have
identified the conditions for the formation of traditional
clothing of the inhabitants of the Dnipro region, namely,
the resettlement of people from different regions of
Ukraine to the future city of Dnipro with the aim of
developing it as an industrial metallurgical centre. The
greatest influence on the cultural development of folk
art, especially in embroidery, was exerted by immigrants
from Poltava and Chernihiv regions, which is reflected
in the elements of clothing decoration — the eight-petal
flower, the tree of life, the Brocade style, the white-on-
white technique, the embroidery technique, and the
lace with a flooring. 2. We have outlined the constituent
elements of clothing, such as shirts, outer loom clothing,
and hats. Regarding the purpose of the clothing of the
inhabitants of Dnipro region, in this study we have

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



identified a professional feature of locksmith’s clothing,
namely a shirt with long and wide sleeves, which served
as a means of signalling to oncoming floating craft.

The scientific novelty of the research lies in the
fact that original artefacts of clothing elements of
the inhabitants of Dnipro region in the collections of
museums of Dnipro region on the basis of ethnography
are studied for the first time. The analysis of women’s
clothes of Dnipro region and locksmith’s shirt was made
based on literary sources on the traditions of Ukrainian
life with reference to historical accuracy and semantic
analysis of elements of everyday culture.

The practical significance of the article lies in the
fact that the scientific analysis allows us to identify the
influence of the everyday culture of immigrants from
other locations on the elements and decoration of Dnipro
region clothing based on the study of local museum
exhibits. The overview of materials and analysis of
historical events, everyday life of the region’s inhabitants
can be used in teaching Ukrainian cultural history, art
history, fashion design, etc. and can be confidently used
as one of the essential levers in the education of the
general population of Ukraine in the development of
ethnic self-respect and patriotism in determining their
place in the modern world.

Keywords: traditional Ukrainian clothing, locksmith’s
shirt, embroidery, amulet symbols, design features.

IlocraHoBKa mpo6nemu. YKpaiHCbKmiI Tpajm-
LiiIHMIT OJAT Bifiirpa€ BUSHAYHY POJIb Y BiITBOPEH-
Hi icTopii, IO/ Ta KYAbTYPHMUX 3MiH YKPaiHCBKOIO
Hapopy. L4 TeMa cTae 0co6/1MBO HAara/lIbHOI B Cy-
YaCHOMY CBITI, e 3pOCTA€ IHTEPeC O HALliOHAIbHOI
CIAJIVHN Ta IOLIYKiB eTHiYHMX BUTOKIB. Ha 30pi
4aciB yKpaiHCbKMIT TpafNLiitHuit OfAT Bitobpaxkas
IIPUPOSHI YMOBY XNTTS Ta €THIYHY 0COONMBICTD
Hapopy. BiH ckmazjaBcs 3 pisHux mapis, sxi 36epira-
JIV TEIJIO ¥ 3aXMILa/IN Bifi IIOTOSHUX YMOB, a TAKOX
MaB YHiKa/IbHi BUIIVBKY, Bi3€PYHKM i OpPHAMEHTH,
sKi TlepefaBa/u BXIMBI iHpopManiiiHi moBigom-
JIeHHA. 3 IVIVHOM 4acy TPaiULifiHNUIA OfAT He IIpo-
CTO aJjalITyBaBCA O 3MiH Y MOJHMX TEHIEHIIIAX, a i1
CTaBaB CBIIKOM BaX/MBUX icTopu4HuX mopiit. I1ix
4ac HaIliOHATBHYX PYXiB Ta BUBOIBHOI 6OPOTHOU
YKPAIHL[i HOCHIY OJAT i3 CUMBOJIIYHMMY BYUIIMBKA-
MM 11 KOIbOpaMy, 110 BUPAXKa/IM IXHIO NAaTpioTny-
HY [IYyMKY Ta Bi[JaHICTb HalliOHAaJIbHUM ifeanaM.
Tpaguuiiiauit ofAr TakoX Bififj3epKaloBaB pofb i
craTyc 0cobu B cycIinbcTBi. Bin mokasysas, un Ha-
JIEXXNTD JIIOVHA O CENAHCTBA, KO3aLTBa, MIIAXTI
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abo pmyxoBeHcTBa. Kpim Toro, TpamuIiiiHuil ofsAr
MaB i peJIiriitHuit acIieKT, OCKiNIbKY BiH BUKOPUCTO-
BYBABCs Iif] 4ac 0OpAZIiB Ta [lepeMOHiIl.

Y cy4acHOMy KOHTEKCTi YKPaIHCBKIII Tpajiu-
LilTHNIT ofAr HabyBae HOBOTO 3HauyeHHs. BiH cTae
IaM ATKOI0 icTOpil, CIoco60M 30epexeHHs Hali-
OHAJIbHOI 1EHTMYHOCTI Ta JYXOBHOI CIIAfIINHM,
MOKe OyTU BUKOPYCTaHMII K MOTY>KHUIT BaXKiNb
B eTHOKYIbTypHOMY BuxoBaHHi. CK/mafioBi ee-
MEHTY OfIATY YKPaiHIIiB BUHVMK/IM Ta 3aKpilmmicsa
1€ B JaBHHOC/IOB STHCHKI 9acy 1 MaIOTh CBOE I0XO-
mxeHHA 3 nepiofy Kmiscbkoi Pyci. IIpo me sackpa-
BO CBilYMTDb OJAT YWIEHIB POAMHM KHA34 fApocmaBa
Mypporo Ha opHiit i3 ppecok cobopy Caaroi Cooii
y Kuesi (Bosk, 2015; Jlase6Huxk, 2012).

HocinHA TpapuiiitHoro ofAry Moxke Bifj3Haya-
T Pi3Hi CBATKOBI MOfil, honbKIopHi pecTusani, a
TaKOX CTA€ CUMBOJIOM 00 €HAHHS Ta TOPAOCTI 32
CBO€ TIOXO/KeHHA. YKpalHCbKe TpafuiiiiHe BOpaH-
HA K CBifJOK IOAilT i AyX0BHOI 0cOOMMBOCTI /MOpYI-
HU TiJIKPECITIOE, 0 TPA/IUIIHNIL OfAT Hece B 061
HEBIYEPIHY iHpopMalil0 Ipo XUTTA, icTopio Ta
KY/IBTYPY YKPaiHCbKOTO HapoOZy, CTBOPIOIOYM MiC-
TUYHMIT MiCTOK MIXK MUHY/IVM 1 CbOTOJIEHHSAM.

Y MicueBOMy yKpaiHCbKOMY BOpaHHI KiHIA
XIX-XX ct. mopsp 3i 36epexxeHNMH 3 MiCLeBUMY
O3HAKAMU €EeMEHTIB 03JO00/NIeHHs, TEXHIK BIILN-
BOK IIPVDKMBAIOTbCA 11 3aII03M4€HI, 3 HIINX Tepu-
Topiit Ykpainu. Tax, ogar sxurernis [IpaBobepesoxs
3a3HaB Bi[4yTHOI NPUCYTHOCTI IIOIbCHKO-TUTOB-
CbKuX Tpapuiiii, JliBobepexcks — Ppociitchkol
KynbTypu (Bacina, 2006, c. 340-344).

HemoxmuBo sanmepeunt, mo Teputopisa YKpa-
IHM CIyryBala ILUIAXaMM IHTEHCUBHOTO OOMiHY
TOPrOBMMMU ¥ KYIbTYPHUMM B3a€MOJIAMM MIK 3a-
XiTHUMM Ta CXiJHUMU Jiep>KaBaMM. 3aBJAKY YHi-
Ka/IbHUM 0COO/MMBOCTSM TPAIUIIIHNIT OFAT YKpa-
iHI[iB CTaB BU3HAYaJbHVM 3HAKOM HaJIEKHOCTI
0c061 10 TIEBHOTO COLjia/IbHOTO Ky1acy. BiH MaB Bu-
LIyKaHY Ta CKIaHY CeMaHTUKY, 110 BigoOpaxana
He JIMIIe eTHOKY/IBTYPHI, perioHasbHi 41 ColianbHi
XapaKTepUCTUKMY, a 1 BiK, CTaTh, CIMEITHWII CTaH Ta
3aHATTA TIOJVHIL

AHami3 ocTaHHIX JOCTiKeHb i MyOmiKamjiiL.
Tpapuuiiiauit yKpaiHCbKUIT OFAT 3aBXAY IpUBEp-
TaB yBary MOCHiJHMKIB, OCKiIbKM BiH CIyTyBaB
IEPEKOH/IMBUM IIOKA3HUKOM YKPaIHCBKOI CaMo-
6yTHO(:Ti Ta MICTMB BaXINBY iH(OpMAIi0 070
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MarTepialbHOI 1 IYXOBHOI CKIaOBMX JXUTTA 1IbOTO
etHocy. Hapogumit opAr, y pisHi icropuysi nepiopu,
IIPUCYTHIlT OYB 5K y CiIbCBKOMY, TaK i B MiCBKOMY
OTOYEHHI, aje JOCHiPKyBaBCA HefocTaTHbo. Ha-
BiTb IIpY IIOLIVPEHH] 3araIbHOEBPOIIEIICHKOI MO
y XX CT. TpafuIiliHNi1 OFAT YKPAIHIIB 3a/1MIIaBCA
BOX/IMBUM €/IEMEHTOM €THOKY/IbTYPHOTO KOHTEK-
CTy MicTa /1 BCIX COLjia/IbHUX BEPCTB HACEeNeHHA
(Baciua, 2006, c. 228-300; c. 320-340).

Ernorpa¢ E. PymukoBcbkuit po3po6uB 4acTKoBi
OIVICY TPAMLIHOTO YKPAiHCbKOTO OfIATY y CBOIN
eTHorpadiuHiit possigui, npore ®. BoBk 3pobus
BAaroMil BHECOK Y BUBYEHHS TPA/IULIIIIHOTO BOpaH-
HA yKkpainnis (Bosk, 2015, c. 135-176), nmpoBopsdn
aHaJIi3 BIUIMBY NIPUPOJHMX YMOB, IOOYTOBUX 0CO-
O7MBOCTETT, METOZIIB TOCTIOfIAPIOBAHHS Ta COLlia/lb-
HOTO CepefioBMINA Ha 370POB’A MORVHU. MeTtomu
II0O/IbOBOTO JOCTIIKEHHA Ha TEPUTOPIAX MPOXKU-
BAaHHA VKpaiHIiB BIepiie GyaM BMKOPUCTAHI Mif
vac excremuuii I1. Yybuncpkoro B 3axigHo-Pych-
Ky MicneBicTb y 1869-1870-x pp., 0 [J03BON-
710 3i6paTy mepIofKepeNTbHNII i ONPUTIOTHEHNI
Matepian [y BM3HAYEHHA OCHOBHMX CK/IaJIOBUX
e/lIeMeHTIB yKpaiHCbKoro BOpaHHsA, sAKi Oymu mpu-
tamaHHi m1g KuiBmyan, Bomuui, [lonTaBimmHn ta
[ominns.

Bapri yBaru HanpamoBanHs [I. IBOpHULIBKOTO 3
TIOCTi/KEHHST €THOKY/IBTYPHUX O0COONMBOCTEN KO-
3alTBa 3anmopbxoKs, 10 BUIILIIM ApyKoM y 1888 p.
HocnigHuk mpepcTaBnse BOpaHHA YKpaiHCHKMX
KO3aKiB AK OCOO/MVMBUIT KOMIIIEKC €leMEHTIB eT-
HIYHOTO BOpaHHs. YHIKalbHOI TIpalielo 3 mpobie-
MM IOCTII/KEHHS MICbKOTO OfIATY € HayKOBa Ipalid
M. Onirinuk (2017), me aBTOpKa BIIepiie 37iliCHIIA
pO3TOpHYTe HOCTDKEHHA HOOYTYBaHHA Tpaju-
LITHOTO OfATY YKPAIHI[iB Y IPOCTOPI MICBKOTO II0-
BCAKJIEHHA AK €THOKY/IbTYPHOIO ABMINA B [IPYTiil
nonoBuHi XIX — na movarky XXI cT. Ha nmpukiazni
M. Kuesa, BificTexxnna HanpAMY po3BUTKY Tpaju-
Li/IHOI HOIII YKPaiHIiB y MPOCTOPi MiCTa, Hajana
OL[HKY 1 BU3HAYE€HHA OCHOBHUM CKIAJOBUM eJle-
MeHTaM BOpaHHs MICTSH 3 €THOKY/IBTYPHUMM 03-
HaKaMI.

Mera crarTi — BM3HAUMTM XapaKTEPUCTUKI,
yMOBY (OpPMYBaHHA, 3MiHM BUILANY, CKIAJJOBYX
€/IeMEHTIB, a TAKOXX IPY3HAYEHHs )XiHOYOI0 CTPOI0
JIHInponeTpOBLIMHY T TOLMAHCHKOI COPOUKIL.

Metopu ROCTiI>KEHHA: BUBYECHHA OPUTiHAIb-
HIX apTedakTiB e/leMeHTiB OfATY MeIIKAHIIiB
[HinponerpoiHy y ¢pongax Myseis Juinporne-
TPOBCBKOI 0071acTi Ha 3acafiax eTHorpadil; aHam3y
MITEPATYPHUX JPKEpeN 3 IMUTaHb TPAAMINA XUTTA
YKpaiHIIiB 3 IIOCUIAHHAM Ha iCTOPMYHY JOCTOBip-
HICTb; CEMaHTMYHMIT aHa/I3 eleMeHTiB M00OyTOBOI
KYIbTYPU. 3HIICHIO0YN TOCIIXEHHS, MU TOTPU-
MYBa/Iii HAYKOBOTO Ii/IXO/y T 00’ €KTUBHOI OLiHKY
IOCITIHUX MY3eifHIX apTe(aKTiB.

Opar — 11e He TIIbKY 3aXMCT Bifl HECIIPYATIMBIX
TIOTOJHIIX YMOB, 4 i1 e/IeMeHT 06ararbox XapaKTeprc-
TUK Cc0co0y XNUTTA, mpodecii, piBHA JOCTaTKy Ta
KYIbTYPM YKPAiHI[iB. YKPaIHChKMII HAL[iOHaIbHMIL
OJIAT € XMBUM IPUK/IA/IOM TOTO, AK OJAT MOXe CTa-
TV CYMBOJIOM i[IEHTMYHOCTI Ta KYIbTYPHOI CIIaJ-
IVHN. BummBaHKy Ta iHIII HaI[iOHA/IbHI e1eMeH-
TU OfAIY BifoOpaXkaloTh 6araTOBIKOBY icTopiko i
TpajuLil yKpaiHcbKoro Hapopy. Lli pedi BifjirparoTb
PO/Ib He JINIIIe aKCeCyapiB, a 1 CUMBOJIIB HalliOHa/Ib-
Hoi rigHocti Ta marpiotusmy. Opar ykpaiHuis €
BaX/TMBUM BUPA3HNKOM iXHBOI 0COOMCTOCTI, Ky/Ib-
TYPHUX LIHHOCTE, COLia/IbHOTO CTATyCy Ta ifleH-
TUYHOCTI. BiH Ma€ 3[aTHICTD He /uIle IPUKPALIATI
Ti/10, @ J TPAHCIIOBATY IIOBIJOM/IEHHA PO JTIOAVIHY,
il IepeKOHAHHA 1 CTaB/IeHHA JI0 CBITY.

IMTo6 BigmosicTy Ha Oe3/li4 IMTaHb, AKi CTO-
CYIOTbCS TIPM3HAYEHHS, BUILARY, OCOOMMBOCTEN
€lIEMEHTIB OfIATY, JIOBENOCA IEPEIMBUTHUCH, 3a-
¢ororpadysary, mpoaHamizyBaTy HaABHI HAOUHI
apredaxty GoHAIB My3seiB JIHimponeTpoBChKOI
obmacti. [lepenycim gocnigHMIbKA HiKaBicTh mMpK-
Iaja caMe Ha BUBYEHHA OFATy XiHOK [IHimporme-
TPOBIIVHY, IO TOTPeOyBaNO KMBOTO KOHTAKTY 3
eKCIIoOHaTaMy My3eiB YkpaiHu Ta Hamroi o6macri,
30KpeMa: JIHITponeTpoBChbKOrO HalliOHa/IbHOTO iC-
TOPUYHOrO Myser iMeHi [Imurpa SABOpHMIBKOTO,
HoBOMOCKOBCBKOTO iCTOPMKO-KPa€3HAaBYOIO My-
3eto imeHi [lerpa Kanmunmiescbkoro, Myseto icTopii
micra Kam sincbke, Hikomombcbkoro KpaesHaBuoOro
myseto Ta [lerpukiBcbkoro mMysero etHorpadii, mo-
OyTy Ta HapOFHO-IIPUKIAHOTO MIUCTELTBa. bimb-
11Ie TOTO, HaM BIAJIOCS JOCTIAUT YHIKaIbHY 30ipKy
TekcTIo y poHmax Mysero yKpaiHCbKOI KyIbTypH
imeni IBana Ionyapa y M. Kuis ta Kpaesnasuoro
Mysero PemerniBcbkol MichbKoi pajy IlonTaBcbkol
obmacri.



BinbLIicTh CKIaOBUX €I€MEHTIB OJATY ileHTNY-
Hi B pi3HUX perioHax YKpaiHM: HaTibHAa COpPOYKa,
BEPXHiil CTAHKOBMIl OJAL, CE30HHUI YTEIUIEHU,
TOJIOBHI yOOpM Ta B3YTTA. AJle Kpiil Ta eleMeHTH
03700/1eHHA (BUINMBKA, aIUTiKallid, AKICHUI CKIaf
TKaHJH) CK/IaJlOBMX eneMeHTiB opAry pisHi (bi-
nenpka, 1929, c. 43-103). BuBumBimm apredaktu
BIIIIIEO3HAYEHNX (OH[IB, BIIEBHEHO MO)KHA KOH-
CTaTyBaTy, 10 B J{HiIponeTpoBChbKilt 06macTi efe-
MEHTH YKPAIHCHKOTO OfATY Haiibinblue HaOMDKeHi
no IonraBmmHm.

BaxxmBo BifsHaunTy, mo (OpMYBaHHA XKiHO-
YO0 CTPOIO MajIo MEHII BYPasHMil MiCLieBIIT KOTIO-
put. Y dacu IlogHinpoBcbKOro Kosaursa Micliese
HaceJIeHHs Bifipi3HAIOCA 0cOOMMBOCTAMY TOGYTO-
BOTO CIIOCOOY XNUTTA T4, 30KpeMa, €THOKY/IbTYPHI-
MM TpaguLiAMu. Belknit BIVIMB Ha eTHOKY/IBTYP-
HMIT PO3SBUTOK TPAAMIIIIHOTO MUCTENTBA, 30KpeMa
y BUUIMBII, CIIpaB/sia 0OyTOBA KY/IbTypa Mell-
KaHLiB [lonraBmyan ta YepHiriBmynan. Y mnepiop
inpycrpianisauii Karepunocnasa, sike crano mpo-
MMCTIOBUM IIEHTPOM METaypril, MA€MO aKTUBHMII
TIpoliec IHepeceneHHss pobodoi CUM, SKUil BUAB-
JIABCA B MacOBOMY Ilepeisfii IpaliBHUKIB pasoM 3
iXHIMI ciM'SIMIM Ta 0COOMCTIIM MAJTHOM, BK/TIOYAI0-
gt ofAr Ta mo6yToBi peui (Kasys, 2001; Binerpka,
1929; Bacina, 2006; JTasebuuk, 2012).

Jltopyt 3 HaBHIX 4aciB 6y/m €gMHUMM 3 IIPUPO-
fi010, BiuyBamu cebe ii YacTKOW0, IIMOOKO CIIpmii-
Mai Kpacy IpUPOAY, HaMaraanucA BifTBOPUTH Ta
30eperTy il Ha MOJNIOTHI, B TOHYApHUX BUPOOAX, ¥
IpefMeTax 3 MeTaay Ta JepeBMHM Towo. [lnid Bu-
TOTOBJIEHHA OJIATY BUKOPMCTOBYBANM IIPUPOLHI
MaTepia/i: IbOH, KOHOILI, IOBK, BOBHY, POC/IVH-
Hi 6apBHNKIL. BummBka Ha CK/IafjOBUX eleMeHTaxX
OfiATY Maja He TiMbKM €CTeTHYHE IpU3HAYEHH:A
0370071€HHS, a 11 CIyTyBasa, Ha AYMKY YKpalHIiB,
00eperoM BHYTPILIHIX CUJI JYXOBHOTO CBiTY JIfo-
IVHYL. BymmmBkaMu-obeperaMy IpyKpaamm 0co-
071MBO Bpas/uBi MiCILA MOJCHKOTO TiTa: HA TPYAAX
(masyxa), koMipi, iedax (ycTaBKa), 3aIr ICTKAX, 10-
ninKax copodok. YomoBikaM-BoiHaM ApysKuHa 260
HapeyeHa JapyBayl BUIUNTI PYUIHMKM, KMUCETH J1A
TIOTIOHY, TIOSICU AK HaraJyBaHHA IIPO PifHMX Ta AK
obeperu 370poB’s Ta XUTTA KoxaHux. HasBHicTb
BUIIMBKY Ha TIEBHUX JAULAHKAX OATY, 0COOMMBO
Ha KOMIpi, 1asyci, HAMIUCTO BMKOHYBA/IN IPU3HA-
YeHHS po30MBATV €HepreTHYHMII MOTIK IOIIARY
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CTOPOHHBOI 0COOM IIif] 9ac 3ycTpivert, pO3MOB, IO i
3HVDKYBAJIO HETaTVBHUII BIIMB Ha OPTaHisM JTIOIM-
Hu (porb obepera). B os3i 3 HaTypanbHUX TKaHUH
JIIOAMHA TOYYBAETbCS OIIBII 37J0pOBOIO, BpiBHO-
BaXeHOW. Taki BUCHOBKM Oy 3po6/eHi rpymoro
BUEHMX Ta MIUCTELTBO3HABIB Y JOCIiJHUIIBKOMY
npoekti «Kop Hauii», aBropa Inapiona [laBmoxa
(Haitxpamti cepianu Ever, 2015).

CexpeTaM TeXHiK BUIIVMBKY CTapIlli )XiHKY B po-
JIVHI HaBYa/IM JIiBYAT, AKi 3aMOJIOZly BIACHOPYY I0-
TYBa/li CBOE NpUJaHe. Y HAKPAIOMy BUIIUTOMY
ofis131 MroAy UM i BiHelnp Ta B HeOyTTA. Came
TOMY, MOX/IBO, 3apa3 TaK MaJIo 3pa3KiB BUIINUTOI
HOIII IO IO HALIOTO Yacy, Il Majo HaBiTb y
My3esx.

Y XIX cT. BUCOKO PO3BMHYIOCA MUCTELTBO BU-
LIIVBKY, 2 0COOMMBO MOMMPUBCH «OpOKapiBCHKUIL
CTUIb», KWl 3100yB CBOK MONY/IAPHICTD SK pe-
3y/IbTaT MapKeTUHTOBOI iHiIiaTyBM (paHIy3bKOI
napdymeproi pabpuxn “Brokard” [l 36inpmen-
Hs TpMBaO/MMBOCTI CBOEl mpopykuii s dabpuxa
IpyKyBa/la MalIOHKM 3 NMPOCTVMIY CHKETaMI BJ-
IIMBOK XpEeCTUKOM Ha nakyBaHHi. [leit mepiop Bin-
3HAYaBCA BMKOPUCTAHHAM 4€PBOHOTO Ta YOPHOTO
KOJIbOPIB, AIKi 3aMiHWIN TpaguLilHi 6immit, YepBo-
HMIT Ta CYHIN B YKpaIHChKil BummBLi. [lepexigamit
nepion TpuBas 6/13bk0 100 pOKiB, IPOTATOM SIKO-
ro MaJICTPUHI IIMPOKO 3aCTOCOBYBAIM TPaSyLiViHI
YKPAIHCBKi TEXHIKV Ta OPHAMEHTA/IbHY CEMAHTUKY
y cBoix Bypo6ax. OKpiM BUIIVBOK XPeCTUKOM i3
300pakeHHAM TPOSHJ i Minill Ha pykaBax copo-
YOK, TAaKOXX BUTOTOBJIA/IN TPAJVLIINHY YKPAaiHCbKY
MEPEXKY, CEPBETKV, BUKOPMCTOBYIOUM JIYM/IbHY
raajb (uB. poro 1).

KBiTy 4yacTo BUKOHYBanu Ha 3pa3soK reoMeTpuy-
HUX iryp — BOCBMUKYTHOI 3ipku (muB. doto 2),
B HALIIOMY PerioHi IeMICTKY 30epiram BepxiBKy y
BUIVIAZL Tpu3y6a (muB. ¢poTo 3).

HarinbHuit opAr TpafuLilHO BUTOTOBIANN i3
KOHOIIAHOTO a060 JUIAHOTO MONOTHA. Y JKiHOYMX
copoukax Oyna XapakTepHa JOBXJHA O CaMOIo
HM3Y, IO IPU3BENO 10 IXHBOI HA3BU «[IOAIbHI».
IIpore 3 kinng XVII cT. cTmib COpOYOK 3a3HaB 3MiH.
JKinoua HarinbHa copouka Habyma HOBOI popmu, y
AKIil 3’ABMBCSA KBaJIPaTHUII BUpi3, 3HUK/IN BCTaBKI
Ha IUTeYax Ta «IyXIMKW» (IpUKpaca pyKaBiB A
HamaHHA iM 06’emuocrti) (Binenpka, 1929). Ognak
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Ma/IOHOK BUIIVBKM HABKOJIO KBaJ[paTHOIO BUPi-
3y 3QIMIIVBCA TPARUIIIHIM, BUKOHAHNM OimiMu
HUTKaMU Ha 0i7I0OMy TONOTHI, 3 YTPUMaHHAM Xa-
PaKTepHUX MiCIIeBMX MaIOHKIiB. 3aMiCTb I/TaXT Ta
3aI1acoK, sIKi BUKOPWCTOBYBAINUCDH paHille, 3'sBU-
mics 6imbIn cyvacHi crigauni 3i 3smoprkamu. Ha
TIOZi/IKaX CHIJHUIb 9acTO NPUIIMBAIU 00eperoi
elleMeHTH, TaKi AK CMYXKV Pi3HOI INMPMHY, IO
BKa3yBa// Ha CTAaTyC OfPY>KEHOI Yy He3aMDKHbOI
XIHKI, 2 4epBOHe 037J007IeHHSA Ha HU3Y CIIiJHNII Ha
BMBOPOTi Maslo 06eperoBe 3HAYCHHS A 3aXVCTY
XiHOYOI v Ta MaTepuHCTBa (AUB. GOTO 4).

HarinbHum opsrom >kiHOK 6araThox —perio-
HiB YKpaiHM € [JOBI'a COPOYKa, OBEPX AKOI JKiHKa
000B’SI3KOBO BJIsTaNa CTAHKOBMII OJAT: KepPCETKY,
maxty abo criguuipo. TpaauuiitHum eneMeHTOM
0yB dapryx abo 3amacka. HarinpHy xiHoduy co-
POUKY IpUKpalaa BUIMBKOK. [Tofinku copoyok
HajlyacTile 037006/II0BaII MEPEKKOK. Y CY4acHMX
YMOBAX >KUTTS, 00 30epertu TpajuLiiizi TexHikn
YKpalHCbKOI BUINVBKY, BapTO CTUJII3yBaTU Maslo-
HOK, BUITIAJ, BULIMBKY, KpiJi camoro opAry. Hioxue
IIO/JAEMO BUITIAJ, MOMIIOK ICTOPUYHOI MEPEXKKI CO-
poukn (uB. $poTo 5) i il 5K y cydacHOMY BUKOHAHH]
(muB. doToO 6).

CyuacHa BifTBOpeHa JONiTbHA COpOYKa (HUB.
¢oto 7) 3 ycrixom Moke Oy TI BUKOPUCTAHA Y CKJIa-
Jii aBTEHTUYHOTO YKPATHCHKOTO KiHOYOTO BOPaHHA
(muB. doto 8). Oco6MMBO 1je CTOCYETHCS XKIHOK, SKI
MaJIi TOCTATOK i MOIJIV JJO3BOMUTHU COOi mpumdaT
JIOpOri TKaHVMHM, TaKi K Mapya, TadTa Ta OKCAMUT.
Taxwit opAr ifeanbHO BIUCYETbCA B 00pa3 XiHKI,
AKa Memkana B Karepunocnasi y XIX cT., a Takox
JIETKO BIIICYETbCA B CYYacHi TPEHAM >XiHOYOro
BOpaHHA (guB. HoTO 9).

TpaanuiiiHa KepceTka, 1[0 € BEPXHIM OfiiroM 6e3
PYKaBiB, Bifjpi3HI€ThCS 30epeXKeHHAM 00eperoByx
e/eMeHTIB y popMi TPUKYTHUKIB (K CUMBOJ TpH-
€IMHOTO CBITY Ta MO4atky). Lli TpukyTHUKM pO3-
TAIIOBaHi IEePeBAXHO IO LIBAX CIEPEAY, a TaKOX
HaBKOJIO TOP/IOBMHY Ta mpoitmut (uB. ¢poTo 10).

Ha crmui xepceTku 3’ABWmNCA BUpisM 3 TpH-
KYTHUMM BCTaBKaMy, L0 YTBOPIOBA/IM 3MOPLIKI
Ta pojaBamy mymHOCTi. [Ipubmmsno 100 pokis
TOMY KEPCETKM BUTOTOB/IA/N 3 TKAHUH, CTBOPEHMX
BPYYHY, IEPEBAKHO 3 BOJIOKOH BOBHY 200 Tpy6oro
nbony. [lisHime Habym momymsapHocTi dabpuyuni
TKaHMHY, TaKi K IIOBKOBI, TadTa ab0 6aBOBHsHI

«KMTaiKa» 4epBOHOTO 400 30JI0TABOTO KONIbOPY.
3ne6i/bIIoro, KepCeTKM BUTOTOBTIA/INACH 3 «KUTAil-
K11», @ 0ararii >KiHKy BUKOPUCTOBYBAJIU TIapyy.

Tpapguuiitauit ofsar 060B’sI3KOBO JIOTIOBHIOBAB-
cs TONOBHMM YbopoM, i Haftdacrimre ne 6ynm odi-
TIOK Ta XYCTKa, 260 y cBATa — HaMiTKa. Y Hammomy
perioHi 04inmox MaB He3BNMYAIHY Qopmy: OOKOBI
fieTayi Mamy BUIVLAA TiBKiN Ta Oyny mpummti 5o
CepegHbOl YaCTUHU Y BUITIALI TKAHMHHOI CMYX-
KM, SIKY JIeb IpU30upau B LeHTPaIbHiil YacTUHi
(muB. poro 11).

Opar ciyrye mopAM IIPOTATOM YCbOTO IXHBOTO
JKIUTTS, 2 3TOJIOM CTa€ HiMUM CBiIKOM TIOfIiii TIeBHOI
eIoXy 1 MOXKe JOIIOBHUTY iCTOPMYHI 3aIVcy, AKi He
3aBX[M € YMCIEHHUMM. Y>KUTKOBI pedi, IKi BUKO-
PYUCTOBYIOTb JTIOZY, BilOOPa>KAIOTh PiBeHb CYCIIiNb-
HOTO PO3BUTKY, BUPOOHNIITBA, 0COONMBOCTI MicIie-
BOTO YK/Iajly Ta FOCIOfjapIOBaHH: a00 HaBiTh OO
OKpeMoi 0cobm.

Y nepenmicri M. [lninpa posramosane cen. Crapi
Kopaku, craBeTHe moceneHHs, KOpeHi AKOro cAra-
10Tb AaBHMHU. Y 1635 p. TyT 6yna mobynosana Ko-
nanbKa Gopreld, ska Oya CIpOEKTOBAHA /1A 3aX-
CTY BiJj HallajliB BOPOTiB i3 MiBJEHHOIO HANIPSMKY.
[i GymiBHuuTBO Oy/0 iHiliiioBaHe Ta piHaHCOBaHE
Cerimom Ilonbcpko-J/IntoBepkoi YHii. IIporarom
TPMBA/IOTO 4acy TYT KBapTUPYBaBCA HONK YKpa-
THCBKMX KO3aKiB, @ TAKOX TUCAYHMI NONIK TUTOB-
CbKoOI apMil. Bosiky, sAKi cTosmm Ha cny>x6i, B OCHOB-
HOMY OCiJja/it TYT, 3aCHOBYBA/I/l POAVHY i BHECIN
CBOI TpafuIiii Ta CrIoci6 XXUTTA B MiCLieBY KYIBTYPY
(Muuxk, 1997).

Cen. Jlonmancbka Kam’siHKa, posramosane 110-
py4 3i Crapumn Koprakamm, #icTano CBO0 HasBy y
3B’A3KY 3 IIPUCYTHICTIO TYT TIOfieil YHiKa/TbHOI IIpo-
decii — nouManis, AKoi B iHmMX perioHax Ykpai-
Hu He Oyro. Lli Ba cea BUHMK/IN 3HAYHO paHile
M. Juinpo. ¥ JlonmaHncbkiit Kam’sHii Ta cycigix
Celax IPOXMBAMM POAVHM JTOLMAHIB, KO3aKiB Ta
BifICbKOBMX. Y TaKiX yMOBaX NOOYT MeIIKaHIIiB
0yB piSHOMAHITHIM i B HbOMY HepeIIiTanucs Mix-
HAaL[iOHA/IbHI TPAAML{I, a TAKOXK BYHUKA/IN 3MillIaHi
cim’i (Munuk, 1997; JTase6uuk, 2012).

[IpakTika CBifYMTh, WO HAVKpALMiT CrOCiO
3HANTY ABTEHTUYHMI OfIAT IIONATAE Y BifBigaHHI
CinbCbKUX My3eiB, KMy0iB Ta IIKITbHUX KYTOYKIB
icropii cin. ¥ cydvacHiit 5o6i cen. Crapi Kopaku
Ta JlonMancbka KaM'AHKa BXe BXOJATb y Mexi
M. JIHinpa.
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@omo 1. Ilepexionuii nepiod 6 ykpaincokiii Pomo 2. leomempuuna sUIUBKA
8UMUBYi: OPOKAPIBCOKULL Xpecuk ma Mpaouyilina B0COMUNETNIOCKO80T KBIMKU
YKpaincoKa mepexxa
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®omo 4. 030067eHHL n00iN0K CHIOHUYT OKCAMUMOBUMU
CMYHKAMU, 3cePeOUHU 4ep8oto NiOuUsKorw0.
Buxonanns I Xmenv-Iynail

®omo 3. Budosminena ksimka

3 mpusybamu, 3ycmpiuaemocs
y eunusxax uinponemposusunu, Ilon-
masusunu. Buxonanns I. Xmenv-[ynail

@omo 5. Buenso nodinok copouky 3 asmMeHmMu4Ho 6UUBKOH0
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®omo 6. Toti e MAOHOK HA NOOINKAX COPOUKU
Ha cyyacHiil mxanuni. Buxonanna I Xmenv-/Jynatl

®omo 7. Cyuacra pekoHcmpyKuis 000invHoi cOpoUKU
A6MEHMUUHO20 iCTOPUYHO20 apmedarmy.
Buxonanns I Xmeno-Jlynaii
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Pomo 8. BiomsoperHs 00HOCMPOIO 3aMOHCHOT HiHKU
kinua XIX — nouamxy XX cm.
Buxonanns I Xmenv-JJynaii

@omo 9. Cyuacruii cmunizo8anuil yKpaincokuti 0ose.
Buxonannsa I. Xmeno-Jlynaii
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®omo 11. XKinouuti 2onosHuil yoip — o4inox.
Buxonanns I. Xmenv-IJynail

®omo 10. XKinoua xepcemxa 3 nap4i 03006neHa
0KCAMUMOB010 CIPIUKOI0.
Buxonannsa I Xmeno-dynail
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®omo 13. Biomeopena kodaupka copouka.
Buxonanus I. Xmenv-JJynail

®omo 12. Kodaypka copouka — mpuninka
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Domo 15. Buwuexa nodinok mexHikow «nucomo»
ma MepexKoro 3 HacmunoM.
Buxonanns I Xmeno-Jynaii

Gomo 14. Bumuexa Ha pyKasi Ko0aybkoi copoUKuU.
Buxonanus I. Xmenv-[Jynail
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Domo 16. ImeperncysaHHs MepesKor «uabdax»
4acmuH Ko0aubKoi cCopouKu.
Buxonanns I. Xmenv-Ilynaii

Gomo 17. Yonosiua 10umMancoKa copo4Ka.
Buxonanns I. Xmenv-[lynatl

®omo 18. Bumusxa «depesa mumms»
HA PYKABI IOUMAHCHKOI COPOUKU.
Buxonanns I. Xmenv-Ilynail




TyT npoXMBaOTh MOAM, AKi IPAarHYTh 30eper-
TH iCTOpiI0 CBOTO PifHOrO cemmia. 30Kpema, 6ins
K1y0y BOHM CTBOPWIM Kpae3HaBUMII My3ell, Kyau
IPUBO3SATH MOOYTOBI pedi, IpefMeTH TOCIOAAPIO-
BaHHA, 3HapA#ga pubambcrBa Tompo. Cepepn ap-
TedakTiB — 3HaYHA KiJIbKiCTb €leMeHTIB OfiAry,
TaKMX AK JOMOTKaHI KO3allbKi IIOACH, COPOYKMU,
XiHOuMit BepxHiit ogar — tonku. OcobmBy yBa-
Iy B Mys3ei IIpUBEPTa€ OfHA 3 JKIHOYMX COPOYOK,
BUTOTOBJIEHA Ta BULINTA B CYTO MiCLIEBOMY CTHIIL.
TkaHnHa cOpOUKM — JOMOTKaHe JI/IIHE TI0JIOTHO, a
Kpiit — Tpuminka (gus. poTo 12), 111 BUTOTOB/IEH-
HA 6pay Tpy oy (IIMpUHA COPOYKOBOI PyIHOTO
TKaHHs TKaHUHU JJOPiBHIOBaIach 55-60 cMm). Y faB-
HUHY >KIHKM 9acTo Oy/IM BariTHUMM, TOMY COPOYKH
IV ITYPOKMMM.

Y BigTBOpeEHiit copouri (muB. poro 14), Buro-
TOBJIEHIN 31 CTAPOBMHHOIO JIIAHOIO JOMOTKAaHO-
ro IOJIOTHA, MAIOHOK BUIUVIBKM PO3MillleHMII Ha
BCbOMY pyKaBi. BummBka BrukoHaHa 6imuM 1o 6i-
JIOMY i pO3TaIllOBaHa Ha PyKaBaX Ta yCTaBKax.

[lominku BUIINTI MEpPEXKOW 3 HACTUIOM
(muB. poto 15).

YacTunm copoykm 3mmuTi Bpy4HY, 3MepexKeHi —
4epe3 Kpali KpOMKM: pyKaBH, CIIVHA, TIepef; 3Mepe-
XKeHI CK/IAJHOI0 TeXHiKoWo «mabak» mo komy 360°
(muB. doto 16). IlikaBuit MaTIOHOK BUUIMBKY Ha
pyKaBax npuseprae yBary. Lle BoCbMUIIENIOCTKOBA
KBIiTKa, IIPOTe 1i IeMT0CTKY YCiyeHi i 3aKiHIyI0ThCA
TpPbOMa BepIIMHAMI, 110 Harajye CTOPOXKOBi Oar-
i popreni (gus. poto 3). Ha [TonTaBiyui MmoxxHa
3YCTPITH CXOXWil MOTUB KBIiTKH, ajie 3 IBOMa Bep-
myHamu. KBiTi BigokpemieHi KBagpaTaMy, BUKO-
HaHMMM B TEXHilli TUIITBU.

Ilig gac excremuuii B Crapi Komaku My 3 ycrt
IPaBHYYKM BJIACHUIII COPOYKY IIOYY/IN 3BOPYIIIN-
By ICTOpil0 IIpO Te, AK I ONNCaHa i BifTBOpeHa
KiHOYa COPOYKA OMMHM/IACA [A/NEKO Biff MiclA BU-
TOTOBJIEHHA. Y pofiiHi MemKaH1A ¢. XyTipchbke [le-
TPUKIBCHKOTO pailoHy JJHINpomeTpoBchkoi 06macTi
OJIHa 3 JJOHBOK TOTYBAJIACs [0 LUT00Y 3a mapyoka
i3 ¢. Crapi Kogaku. Hapedena 3i cBoiM nmpupanum
Ta BeCITbHOI0 COPOYKOI0, 1110 Oy/Ta BIIINTA TA BITO-
TOBJIEHA B C. XyTipCbKOMY, ONMHM/IACA 32 JeCATKM
KiZIOMETpiB Ha HOBOMY MICTi IPO>KMBaHHA.

[ikaByMM BUSABUINCS O3HAOMIEHHS Ta poboTa
3 PEKOHCTPYKIII€I0 YOIOBIYO0I TOLIMAHCHKOI COPOY-
ki (zuB. poro 15). OpuH 3 opuriHaiB 101MaHCHKO
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copoukn 36epiraerbcs y ponpax HarionanpHoro
Mysero ictopii Ykpainu, M. Kuis, macropt Bupo6y 3
donpi Ne T — 691.

JIonMaHChKi COPOYKM HAIIOTO perioHy (ocKimb-
KI B YKpaiHi B iHIIIX perioHax He Oy/0 Takoi 1o-
Tpebu y 3B’A3KY 3 BiICYTHICTIO piuKOBOrO TpaH-
CIIOPTY) M/ po3LIMpeHy GOpMy pyKaBiB BHU3Y,
IUL TOCATHEHHS 1[bOTO e(eKTy B HIDKHIO YaCTUHY
COPOYKY IPUIIVBABCA TPUKYTHMII parMeHT TKa-
HyHY. JIoIMaHy BUKOPUCTOBYBA/N 1i PO3LIMpPEH],
TOBT1 PYKaBM [y «CUTHA/II3ALil» 3yCTPIYHMM IIIa-
BY4MM 3ac0o0aM i mepefaHHsA KOMaHJ, 1IOf0 HEoo-
xigHux ManeBpiB (Oniftauk, 2020; OmijiHuk, 2017,
c. 60).

JInuboBa YacTMHA PyKaBiB JTOLMAHCHKOI COPOY-
KV MA€ BUIIVBKY «[€PEBO XUTTA» Ha BCIO JOBXIHY
(nuB. doto 18). I1a copouka BuroToB/ieHa Ha Ji0-
MOTKaHOMY IIOJIOTHi 3 KOHOIeNMb (OCKiNbKM came
KOHOIUTI Gi/blle MifXOAUTD I POOOYOro OFATY).
Cepen BULINBaTbHYX TEXHIK, BUKOPMCTAHNUX Ha Iiit
COpOUYIli, MOXXHA BUJIITUTY JUIUTBY, Kypsiuuit Opin,
peTs3b, 6e34NCHY MEPEeXKY, BUKOTIOBAHHS, TiUN/Tb-
Hy I7ajb. PyKaBy 3MepexeHi 0 CTaHKa COPOYKIL.
SIK mpaBmI0, pyKaBy YOTIOBIUMX COPOYOK He BUIIN-
Ba/. Pajiiue 3a Bce BUIIMBKA i3 CUMBOJIOM «Ji€pe-
BO JKUTTA» IPU3HAYATACD LA 3AXNUCTY 3[0POB’A Ta
KUTTS JIONVIHY, KOTpA IIpalioBaja B Hebe3MmeyHmx
YMOBax IOTY)KHOI Tedil /IHinpa, BiTpiB, BOAK.

Ha ocHoBi 1iux BigTBOpeHUX pobiT MOXHA CHC-
TEMAaTUYHO Ta ABTEHTUYHO BiJHOBUTH OJIAT, AKUI
yXe TlepebyBae B IIOTaHOMY MaTepiabHOMY CTaHi
y hoHmax MyseiB, a TAKO)X PO3MHOXYBATI apTe-
(akTy 1 eKCIo3nIiil B iHIINMX My3esx, 30epira-
I0YML TIPY IIbOMY OpUTiHaMN Y POH/IOBUX 3aMaCHU-
kax. Ha Hamr moryisy, Komil TeKCTUIbHYX BUPOOIB
CIIifi BUTOTOB/IATU 3 BUKOPUCTAHHAM TKaHMUH, AKi
BUPOOJLAIOTHCA 32 CTAPOBUHHMMI TEXHIKaMM TKa-
IITBA 3 POC/IMHHOI JUIHOI 060 KOHOIUIAHOI c1po-
BUHY, JOTPUMYIOYM TPAAMULIIHIX T€XHOJOTIN Ha-
VX IPeKiB.

[Ipore B HamOMy IparHeHHi BiTBOPUTU OJAT
3 TPAfMLIIHUMM TeXHiKaMM BMIUVBKM, B YMOBaX
Cy4acHOro yp0OaHi30BaHOTO CYCIINbCTBA, 3pOOUTH
JI0ro TpMBAOMMBYUM CYYacHVUM >XXiHKaM BapTo 3a-
CTOCOBYBATY CTWJIi3allil0 03400/IEHHs BUILMBKOIO,
KpPOIO, IOIIOBHEHD: I0BE/IIpHI BI/IpO6I/I, CYMKI, B3yT-
T4 TOILO.
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BucnoBku. IlngaxoM IIONIBOBUX [OCTIIKEHb
HaMI BV3HAYeHO YMOBU (POPMYBAaHHA TpafuIIili-
HOTO OfAry MeWIKaHLiB JIHimpomeTpoBIIMHY, a
caMe: TIepece/ieHHs /il i3 PIsHUX PeTioHiB YKpa-
iHu 1o Maii6yTHBHOTO M. JJHIIIpO 3 METOIO J10r0 po3-
Oy0BU SIK IIPOMMCIIOBOTO METTyPrilfHOTO LIEHTPY.
Hait6inpmmit BIjmB Ha KY/JbTYPHUIT PO3BUTOK Ha-
POJHOTO MMCTELTBA, 0COOMMBO y BUIIVBIH, Maju
nepecenenyi 3 [lonrapmunm ta YepHiriBmunm, mo
BiflOOPa)KEHO B eleMeHTaX 03[00/MeHHs OfATy —
BOCHMUIIETIIOCTKOBA KBiTKa, JIEPEBO JXUTTH, Opo-
Kap/iBCbKUIT CTUIDb, TeXHIKa «0imoro mo 6imomy»,
TEXHiKa «IIJICbMO» Ta MepeXKa 3 HacTuaoM. Hamn
OKPECTIEHO CK/IafIOBi €/IeMeHTI OfATY, TaKi fAK: CO-
POYKM, BEPXHiil CTAaHKOBUII OJIAT, TOJIOBHI YOOpUL.
[ITogo mpusHayeHHA OfATY MelIKaHLiB [IHinpore-
TPOBLIVHY, Y LIbOMY IOCII/[KEHHI HAMI1 BU3HAYEHO
npodeciitHy 0coOMMBICTb BUTOTOB/IEHHS OJIATY J10-
IIMaHiB, a caMe COPOYKY 3 JOBIMMM Ta IIMPOKIMI
pyKaBaMy, sIKa CTyTyBaja 3ac000M IOflaBaHHS CUT-
HAJIiB 3YCTPiYHMM IUIaBY4UM 3aCO0aM.

Mu porpumyeMo AyMKH, IO I Kpalioro
CIIPUITHATTA YKPaIHCBKOTO OfATY, MOIO CK/Iafio-
BUX €IEMEHTIB, KOPUCTYBaHHA HMMM B CYYacHMX
yMOBax ypOaHICTUYHOTO OTOYEHHsS HeOOXijHO
aJlalTyBaTy Cy4acHi TEKCTU/IbHI MaTepiamu, OCYy-
JaCHIOBATH KPiit osry. Aje 060B’s13K0BO 30epiraTn
MOTYBY, €leMEeHTH, CUMBOJIIKY, 0COONMBO TEXHIKM
BUIIVBKI, 100 BCe Ije IIepefaBaTy K MaTepiabHy
i HeMaTepianbHy CIAfIIMHY IPUIEIIHIM IOKO/IiH-
HAM YKPaiHIIiB.

[linbuBarounm TMiCYMKM BMKIAZICHOTO BHIIE,
MOXKHa BMC/IOBUTU IEPEKOH/NINBE CTBEPIKEHHSA
TOrO, 10 B OyAeHHNUX TypOOTaX MU He MOMIYaeMO
WIBYJKOTO IUIMHY Yacy. 3a HOoTpe6Oo0 Ta MOXIIN-
BICTIO JOCTYIIHO KYIIUTY HOBI IIPEAMETI MU JIETKO
n030yBaeMocA pedell, ki, HA HAIIY AYMKY, 3aiiBi,
He TOTPiOHi B CHOTOEHHI, IPOTe BOHU MOXYTbh
MaTy iCTOPMYHY L{iHHICTb [JIA YKpaiHIiB, CTaTH
HAOYHMMM 3pasKaMIl €THIYHOI AaBTEHTUYHOCTI I
BarOMUMM iHCTPYMEHTaMM Y BMXOBaHHI Ipoma-
IsH Oyab-sKOro Biky. M1 BBa)XaeMo, 1110 PO3BUTOK
y TPOMaJiAH BifTIOBifa/IbHOTO Ta MATPIOTUYHOIO
CTaB/IEHHA [0 POLVHHUX L[iHHOCTEN, MaTepiajb-
HIX Ta HeMaTepiaJbHNUX 00 €KTiB CIaIINHIY, a Ta-
KOX JI0 Hal[ioHa/IbHVX apTe(aKTiB, IpefCTaBIeHNX
y MysesAX 1 3HaXifIOK apXeolOTiYHMX JOCTiIKEeHb
€ KIIOYOBUM JJIs 30epeXeHHS KyIbTYPHOI ifjeH-
TUYHOCT] Ta ICTOPUYHOI CHIAAIINHYL [/ MajiOy THIX
nokoninb. e cnyrye dyHnaamMeHTOM HalliOHATBHOL
emHocTi 1 camoifeHTHU(iKalii, a TakoOX 36inbmye
piBeHb Ky/IbTYPHOTO PO3YMiHHA Ta IOBaruM Mix
rpomajstHaMu. CbOTOIHI MM MaeMO 3 0COOIMBOIO
YBaroK CTABUTUCA [0 CTAPOBMHHUX YXKUTKOBUX
TIpeaMeTiB, AKi BifoOpaxaioTh 3B1M4al Ta KyIbTYpy
Hamoro no6yty. Taki pedi BapTo nepenatyt Mysesm
ab0 MaiicTpaM, AKi MOXYTb BAUXHYTH B HUX HOBE
KUTTS, 10 JO3BOMUTD 30eperty ix mmsa MaibyTHiX
IIOKO/IiHb. YKPAIHCbKe HApOJHE MUCTELTBO € BaXK-
JIMBOKO YaCTUHOIO HAIIOI TeHeTMYHOI maM ATi. BoHo
3aC/yTOBY€E Ha Te, 100 XUTU He JIMIIE B HALIOMY
MJHY/IOMY, a /I IPOJOBXXYBaT! PO3BUBATICA B Mall-
Oy THBOMY.
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I0. B. Bockobotinixosa, P. B. Tonmauos. YkpaiHcbke
[UTsA49e XOpOBe BUKOHABCTBO B YMOBax Bilinu 3 Pociero
(mo mocranoBKM mpoOIeMNM)

Y crarti 3amovyaTkoBaHuit posrApn crenndiky 6yTTa
JUTAYOTO XOPOBOTO BMKOHABCTBA IIiJ} YaC IOBHOMACII-
TabHOTO POCiiicbKOro BTOprHeHHs. [l0C/IikeHO 3arajb-
HMIl CTaH XOPOBMX KOJNEKTUBIB, 3MiHU B IXHbOMY Kilb-
KiCHOMY Ta AKiCHOMY CKJIafii, TBOPYY i1 OpraHisawiiiHy
crermdiky poborn. 3a JIOMOMOro0 aHATITUYHUX Ta
KOMIIapaTMBHMX METOfIiB BCTAHOB/IEHO XapaKTep BIIIN-
BY YMOB JJiI/TbHOCTI, 11J0 BUHUK/IY BHACTIIOK BilICbKOBOI
arpecii, Ha XyIO>KHbO-TBOPYi pesynbrati. OXapakTepu-
30BaHO CTaH KOHL|EPTHOI Ta FaCTPOIbHOI JiA/IbHOCTI KO-
JIEKTUBiB, HAMIY€HO CTpaTerilo MOJa/IbIINX JOCTiKEHb.

BusBneno, mo guTAYe XOpoBe BMKOHABCTBO IIiJ} Yac
BilfHJ 3a3Ha€ 3HAYHVIX BTPAT, OJHAK i OTpMMye be3mpe-
LIe[ICHTHY YBary, 30KpeMa B €BPOIENIChbKIX KpaiHax. Bu-
3HaYeHo po/b Mirpanii HaceneHHA y pOpMyBaHHI HOBUX
HAYKOBYX IIPO67IEM, Y TOMY 4KC/I IPO6/IeMyt perioHas-
HOI BOKa/IBHOI CIIeluiku.

HamiueHno cTparerivni mepcreKTuBM NOAMbLINX JO-
CHIiJKeHb, 30KpeMa AKYCTUYHOTO Ta ICUXOJIOTiYHOTO
CIpAMYBaHHA.

KnrouoBi cnoBa: mysuune mucmeymeso, xopose 6uxo-
HABCMB0, OUMAUUIL XOP, POCilicoke 6MOPeHEHHS, CAMO0i-
ATOHUL KONEKMUS, 0eprasHuil My3uuHul nivetl, ipmy-
ATIbHULL XOP, KOHUEPMHA OiANbHICD.

Y. Voskoboinikova, R. Tolmachov. Ukrainian
children’s choral performance in the conditions of the
war with Russia (to the problem statement)

The relevance of the article. The issue of the survival
of children’s choral art in Ukraine during the full-scale
Russian invasion is painful and important at the same
time, because it is a guarantee for the further development
of choral art in the future. Despite the fact that works
devoted to children’s choirs are published quite regularly
in Ukraine, the changes caused by hostilities have not
been studied enough to date.

The purpose is to investigate the processes taking
place in the conditions of the Russian invasion in the
children’s choral art of Ukraine.

The methodology. The research was carried out
with the help of a survey of leaders of childrens choirs,
observation of concert activities and implementation
of virtual projects by children’s and youth groups, both
professional (specialized musical lyceums of Ukraine)
and amateur (choirs of the palaces of children and
youth creativity). The method of statistical analysis
was used cursorily due to the lack of comprehensive
information on quantitative and qualitative changes in
the compositions of the choirs under study, however,
the available information made it possible to draw
conclusions and identify general trends in this area of
musical activity.

The results. The results showed that, contrary to
expectations and despite the danger, children’s choral
performance in Ukraine maintains significant positions:
festivals, competitions, concerts are held, choirs are

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



actively invited to foreign tours. But this applies mostly
to the central and western regions, in the eastern regions
virtual work and creating videos in safe places (shelters
and bomb shelters) prevails, as it is difficult to ensure
the rehearsal process offline. Enrollment in specialized
middle-level music institutions has almost halved, as
well as a significant reduction in the number of youth
groups, partly due to the high level of training of young
Ukrainian musicians and their easy entering into the
European system of music education.

The scientific novelty. An initial analysis of the state
of childrens choral performance in Ukraine was carried
out, regional specifics were determined, vectors of
further research were outlined.

The practical significance. The results of the research
can be used in the development of a plan to restore the
activities of children’s choral groups, as well as, in the
future, in the process of teaching choral disciplines,
such as “History of choral art”, “Theory of choral perfor-
mance’, etc.

Conclusions. Children’s choral performance during
the war goes through very difficult challenges, but also
receives certain additional opportunities due to the
actualization of Ukrainian culture in the world context.
A significant reduction in enrollments at specialized
and regular music schools is partially compensated by
the quality of the long-standing music applicants. Youth
performances are suffering serious losses as a result of
active migration to European countries. At the same
time, there is an active development of the possession of
remote work technologies, the mastery of virtual forms
of choral performance, the activation of touring and
concert activities compared to the times of quarantine.

Keywords: musical art, choral performance, children’s
choir, Russian invasion, amateur group, state music
lyceum, virtual choir, concert activity.

ITocranoBka mpo6memu. Boitosi fii, mo pos-
TOPHY/IICA Ha TEPUTOPII YKpaiHU BHACIOK POCili-
CbKOI BilICbKOBOI arpecii, He MOIJIM He BIIMHYTI
Ha XOpOBE BMKOHABCTBO, 30KpeMa JUTAYE. YXKe i
0e3 TOro mifipBaHMII KapPaHTMHOM TBOPYMII IIPO-
1leC Y AeAKVX 00TacTAX B3araji NpUIMHIBCA, A Jie-
iHpe 3a3HaB meBHUX 3MiH. [IpoTe 06csAr i Xapakrep
LMX 3MiH Joci € HegocmipkennM. HaykoBa oljinka
TIpOIIeciB, 1o BifOyBaloTbCA HUHI B YKpaiHCBKOMY
IUTAYOMY XOPOBOMY BMKOHABCTBI, Mae 6asyBary-
Cs Ha HU3L TEOPETUYHIX, IIPAKTUYHIUX Ta, HABITb,
CYTO CTAaTUCTUYHUX JOCIIPKEHb, POSTOPHYTH AKI
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MOXX/TMBO JIVILIIE 32 JOBOIi BeMKMIA Tlepiof;. Ajte I0-
CTAaBUTH 3aBJaHHA Ta 00 €qHATH (BaxiBIIiB HABKOTIO
1ji€l TeMy CbOTOfHI — OfIHE 3 BAYK/IMBUX CTpATeriv-
HJIX 3aBJIaHb.

AKTyanbHicTh TeMM. [IUTA4e XOpOBe BUKOHAB-
CTBO — OffHa 3 OOMIYMX TeM OCTAHHIX YOTUPHOX
POKIB XXMTTA YKpaiHCBKOTO CycHinbcTBa. CroyaTky
KapaHTIH, a IOTiM 00¥I0Bi [iii 3aBHamM Hemompas-
HOI IIOKM 1[0 LIKOZY TBOPYOMY IIPOLIECY B IUTAYMX
KOJIEKTVBAX, a B IiBJJEHHNUX Ta CXifIHUX perioHax
dakTidHO 3pyiiHyBaIM 110 MUCTEbKY cdepy. ba-
rato fiireit 6y/10 BUBe3eHO B iHIIi 06/1acTi, Ayxe 6a-
raTo — ysaraji samummam Kpainy. IIpore ctaButn
XPECT Ha AUTAIOMY XOPOBOMY MUCTEITBI B YKpaiHi
TOYHO He CJIifl, aJpKe MPOTATOM LIbOTO Yacy JesAKi
KOJIEKTUBY MYXXHBO IIPOJIOBXXYBalM CBOE TBOP-
4e XWUTTA, a LIKaBICTb €BPOIENCHKOI CIIIIbHOTH
10 MOJIOLDKHOI Ta AMUTAYOI XyHOXKHBOI TBOPYOCTI
YKpaIHLiB /M1Ie 3pOC/IA, 10 CIIPUATIO TACTPONbHIN
TiSTBbHOCTI.

AHanmi3 OCTaHHIX NOCTiIKeHb i MyOmiKamii.
HaitmacmTabHimoro Impainelo OCTaHHIX POKiB €
pucepranid JI. [JommHcbKoi «[Jutadnii Xop AK BUKO-
HaBCbKIIT eHOMEH B >KaHPOBIll CHCTeMi My3UYHO-
ro mucrenTsa» (JJommucbka, 2017). Possigka oxo-
ITI0€ 6araro L[ikaBUX paKypciB po3IIAAY FUTAYIOTO
XOpOBOTO MICTELTBA, aBTOP, 30KpeMa, BUOKPEM-
nio€ Ginocodchki Ta MCUXOTOTIUHI ACTIEKTH 1IHOTO
SIBIIA, BUSHAYAE JIOT0 MicLje Y GOBKIIOp, 11epKOB-
HO-CIIIBOYOMY BMKOHABCTBI, OIEPHO-TeATPa/IbHiil
chepi.

Y BiTUMSHAHIN HayL[i POIIANAINACA Pi3HI CK/Ia-
oBi xopoBoi po6otu 3 gitbmu. Hanpuknag, 1O. [Ba-
HOBOIO B OCTaHHi POKU [OCTI/KyBamacsa CUHeprisa
IHTOHYBaHHA Ta eMOLIIN Y AUTAYOMY XOPOBOMY BI-
KoHaBcTBi (IBaHOBa, 2022) — HUTAHHS, JO SKOTO
Ha TAKOMY PiBHI He 3BepTa/NCA MONepeNHi TOCTifI-
HUKM. TaKoXX Helo BUBYAETbCA BHECOK XaPKiBChKIX
KOMIIO3UTOPIB Y JUTAYMIl XOPOBUII penepryap
(IanoBa, 2020), 1[0 € BaXXIMBUM /I OCATHEHHS
peanbHOI CUTYyallii B CUCTeMI AMUTAYOI MY3UYHOI
KynbTyput. [Ipo6memMaM IUTAYOTO penepTyapy mpu-
cauena i crarra I. Imarok (IIImaroxk, 2015). [e-
Ki/IbKa HayKOBMX PO3BiJIOK TOPKAKTbCA METOAMY-
HUX IIUTaHb pOOOTH 3 JUTA4NM X0poM (Ipurop’esa,
2011; Tommauos, 2017), mpo6eM COLiOKYIBTypHO-
r0 OCMMCIEHHS JUTAYOTO XOPOBOTO BUKOHABCTBA
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(Hemepko, 2019), BimpofpKeHHs JOro Tpajmuii

(CobiTHeBa, 2022).

[IpoTe y 1juxX JOCTiKEHHSX, Y 3B’S3KY i3 4acoM
iX HaIMcaHHS, 3BiCHO, HE MOIJIN 6yTM BpaxOBaHi
3MiHW, SIKi BiOY/IUCA Mif 9ac Takux Oe3nperesieHT-
HUX TIOfiit, K maugemis Covid-19 ta BiliHa.

Merta crarTi — JOCTiNTU TpolecH, o Bifoy-
BalOTbCA B YMOBAX POCIIICBKOTO BTOPTHEHHS B JI-
TAYOMY XOPOBOMY MUCTELTBI YKpaiHM.

3aBIaHHA TOCTiIKEeHH:

- BU3BHAQUNTYU 3ara/bHi TeHJiEHIl OyTTs AUTSIYO-
r0 XOPOBOTO BMKOHABCTBA Ha MiJIKOHTPOTbHMX
YKpaiHi TepUTOPIiAX B yMOBAX BiliH! Ha IIPUK/IA-
JlaxX OKpeMIX KOTIeKTHBIB;

- O03HAYMTY HAyKOBi MpoO/meMI, IO IOCTAITh
HOBIIX YMOBaX;

- aKTya/li3yBaTyu 3arajbHy HpPOOTeMaTyKy JOCTi-
JUKEHb UTAYOTO XOPOBOTO BUKOHABCTBA, AKa
He po3po0/IeHa 10 I[bOT0 Yacy.

Bukxnan ocHOBHOro Marepiamy ROCTiKEHHA.
Ha mouarky icHyBanHa Hesanexnoi Ykpainu,
OKpiM HpOQITbHNX MYSWYHMX IIKiN, OCHOBHUM
MicrieM 0a3yBaHHS JMTAYMX KOJEKTUBIB CTaju
«PyAMMEHTApHI» 3aK/Ia/iy IO3AIIKITbHOI OCBITY —
Tajany mioHepiB, sKi B MOCTPafAHCBKI Yacu Oymo
nepeOpMaToOBAHO B MAMALM AUTAYOI TA IOHAIIBKO
TBOPYOCTI.

[li3Hime novanmm 3’ABATHCA pisHi IpMBATHI iHi-
iaTuBy, TpoTe iM CKMagHo 670 KOHKYpyBaTH 3
BUIIE3a3HAYEHNM CIIQfIKOM Jlep>KaBY-IIONEPESHN-
11i, SIK y CyTO MOOYTOBUX YMOBax (HasSBHOCTI Tpy-
Mill|eHb, OCBIT/IEHHS, TEIIA), TAK 1 B 3a0e3meveHHi
¢axiBLMY, KOTpi 3 IEPLIOro JIHA Maly OpraHizo-
ByBaT! pobory KonekTusiB. CamMe TOMy Xopu IO-
iOHMX 3aK/Ta/IiB pa3oM 3 KOTIEKTUBAMI CIIeljiati3o-
BaHNUX MY3MYHUX JILEiB Ta OKPEMIX PO3BUHYTHX Y
XOpOBOMY IIaHI MY3MYHMX IIKiJ CTAHOBIATD PY-
1Iii1He AAPO AUTAYOTO XOPOBOTO BMKOHABCTBA.

[lig gac BiltHu HabOpM O Creliami30BaHUX My-
3MYHYX JTineiB (a ix y kpaini wotupn — KuiBcbknii,
JIbBiBChKMIT, Opechkuit Ta XapKiBCbKMIT) CYTTEBO
ckopotumcs, B Kuesi i XapkoBi — MalbKe BABidi.
[Ipu 1poMy KepiBHMKM 6araTboX KOMEKTWBIB Bifi-
3HAYaIOTh BULINIT CepeHill piBeHb 06fapOoBaHOCTI
HabpaHuX fiiTelt, HDK paHile.

KaractpodiuHoro € curyanis B cTapmmx Kmacax,
ajke OiIBIIICTD TaMAHOBUTUX AiTelt 670 eBaKyiio-
BaHO (0co6/m1Bo B XapKiBCbKilt 0071aCTi, AK 3 IPIYNH

3arpo3y KUTTIO, TaK i B IOLIyKax 0¢yiaifH-HaBYaH-
HsI, OCKi/IbKI HaBYajbHi 3aKIagu 6yno TIOBHICTIO
nepeBefieHo0 B oHyaiH). Hampukmazn, Xop xyom-
4UKiB Ta 0HaKiB KMiBCBKOTO [iep)kaBHOTO MY3M4-
Horo jineto iMm. M. JIncenka (kepiBHuk — Mapis
KoBasp) BHacTifjoK BMI3Ay CTapmyx CIiBakiB 3a
KOP/IOH 3MEHINMBCA MaliKe BiBivi, XOp X/IOI4YMKIiB
Ta I0HAaKiB XapKiBCHKOTO [iepPKaBHOTO MY3MYHOIO
nineto (kepiBHukyu — Onexkcirt Komman, Makcum
i Pycmana Cupoposn) — Maibke BueTBepo. Takox
XOPU CYTT€BO IIOMOIOAIIAN. Y EAKNX BUIA/IKAX
Ha JJOIIOMOTY IPUIIILIY BUITYCKHUKU-ITOCTPaTOpU
HEBUI3HOTO BIKY.

Menme mocTpaxkgaB KOHTMHIEHT JIbBiBCHKO-
ro Jep>KaBHOTo My3uuHoro jineto imeni Comnomii
KpymenbHnupbKoi, OCKiIbKyi came CIOfy IIepeMilly-
Ba/IICA IiTU-MY3MKaHTH 3 XapKiBcbKoro Ta Opech-
KOTO JIiIeiB, mpoTe Mirpauiitauit mpouec i Tyt 6yB
focuTh aktuBHUM: y 2022 p. mo J/IbBOBa aKTMBHO
IPUDKIKaIN AiTH 3i CXOAY KpaiHu, IbBiB IHM YacT-
KOBO BUDKJKa/IN [I0 €BPOIENChKIX KpaiH, y 2023 p.
JacTMHA THX, XTO BUiXaB 10 €BpONN, IOBEPHYINCA
1o Micra JleBa.

YHacmpgoK pakeTHMX aTak Ta HETOTOBHOCTI
JeKNX 3aKMafiB 3a0e3NeunTy BCIX YYacHMKIB
HaBYa/JIbHO-TBOPYOTO IIPOLIECY YKPUTTAMM, Ha
TIIOYATKY BilfHM XOPMEJCTepY aKTUBHO IIPOCYBANIN
po6oTy 3 BipTyabHUMM TNPOEKTaMU, sKi Mamm
Ha MeTi IJTPUMATU [yX CIIBAaKiB Ta YTPUMATU
KoMmyHiKalito. Hampukmag, Xop XmomymkiB Ta
toHakiB KIMJI migrorysas BipTyanbHmii TiMH
YKpaiHu B aKale/bHil Bepcil Ta Bepcil 3 OpKecTpoM,
a TaKOX MONMMTBY 3a YKpainy «boxe Bemuxmii,
€onamit». XapkiBcbkmii xop «BecHaAHI romocm»
(kepiBHMK — Omexkciit @aprymka) Tex 3pobus
HeMasIo BipTya/lbHMX IPOEKTIB, a TAKOXK Bifje03aIic
«Komuckosoi» [I. Manoro.

KoH1epTHA HiA/MbHICTD AUTAYMX XOPiB TAKOX He
NPUIMHATACA, X0Ya BOHA 1 € €10 Iapaji30BaHo0
B XapKoBi Ta iHIIMX MPUPPOHTOBUX PeTiOHAX.

Xop XapkiBCBKOTO JIepKaBHOTO MYSMYHOTO JIi-
1elo OpaB y4acTb y IOBiMEIHMX 3aXOfaxX 3 HATOAM
80-piuua 3aKmamy i MoKas3aBs, Ha AUBO, TAPHUIL pi-
BeHb BUKOHAHHS, 3Ba)Ka04y Ha HA/ICK/IA/IHi YMOBI
MiITOTOBKM KOJIEKTUBY Ta MOBCAKEHHOTO XXUTTSA
XOPUCTIB.

Xopn KuiBcbKOro Jiep>kaBHOIO My3MYHOTO Jii-
II€10 BUCTYIA/IN B MEXaX JUPUTE€HTCHKO-XOPOBOTO
Biginy (75 pokiB), mpoBozwm O/IarofilHi KOHIIEPTH



Ha nigrpumky 3CY. 3a 1eii nepiof; XopoM X/1014N-
KiB Ta I0HaKiB nocrasjeHo omepu «Kosa-[lepesa»
M. JIncenka Ta «bpynpi6ap» I. Kpaca, gitn 6epyTnb
y4acTb y IOCTaHOBLi MIO3MKIIIB Y HalliOHa/bHil
omeperi.

3a [Ba poKM BiitHM B Mexkax braropiitnoro muc-
TELLKOro Typy «Mm pasom» XOpOBi KONEKTUBM
KuiBcbkoro mamamy AuTA4Y0i Ta IOHAIBKOI TBOP-
yocTi «/[3BiHO4OK» (kKepiBHUK — Py6en Tonmauos)
Ta «Borunk» (kepiBuuk — Onena CornoBeit) fanu
115 xoHuepriB y 8 kpainax €sponu Ta IliBfenHil
Kopei. Hasaran odmaitn-ayauTopis craHOBMIA
npu6bmusHo 120000 risAzmaviB (BpaxoByruM duc-
JIEHHI KOHILIEPTM Ha LIEHTPANbHMX IJIOLIAX €BPO-
HEICbKMX MICT Ta BUCTYII 3 BCECBITHbOBIIOMUM
ryproM “Rolling Stones” Ha 60000 crazioni Bigus).
Meroro Typy cTanu npoMoLis YKpaiHChKOI Ky/IbTy-
pu Ta 36ip komTiB Ha rymaHiTapHi motpe6u 3CY. 3a
Ieil Yac KOMeKTMBAMI OY/IM TaKOX CTBOpEHi Tete-
BigiltHi mpoex™n «IIpocro cBitn» Ta «Mo€ fUTHH-
cTBO BONTO Ha BilHi», BiffOy/n0Ch KilbKa mpem ep
(«ITcamvm JaBuposi» Py6ena TommadoBa Ha mepec-
niBu Tapaca IlleBuenxa, «TaTyceBa KHura» €pre-
Ha Opkina Ha Bipmi Bonogumupa Bakynenka). 3a
BiJICbKOBUII Yac BUIIIIIa HOBAa (BOCbMa) IIIaTiBKa
XOPY 3 aKTYa/IbHMM peIepTyapoM YKpaiHCBKMX Ta
€BPOIENCBKMUX KoMmo3uTopis. Kpim Toro, Tpudi
nposopuBcs pectusanb «MyswuHi 3ycTpidi», Bif-
OyBanch PisuBsHi kKoHLEpTHL.

B Opeci, AKy TakoX [0BOIi 4acTO aTaKye BO-
por, Bocern 2023 p. Bigbyscsa V BeeykpaiHcbkumit
(ecTuBaIb-KOHKYPC XOPOBUX KONMEKTVBIB I1aM si-
1i K. K. IlirpoBa. ¥ KoHIepTax, 3-IIOMDX iHIINX,
B3s/I) Y4acThb MICbKi JUTAYI Ta IOHALIbKI XOpH, ce-
pen AKMx — 3pasKoBWIl AUTAYMIT XOp «3abaBar
K3IICO Mucrenpka mkoma Ne3 m. Opecn (kepis-
Huk — Csimiana Cwmipnosa), «[lepmtan Opecn»
(xepiBHuK — Jlapuca lap6ys3), 3BefeHuit Xop yuHiB
CepefHiX Ta cTapmux K1aciB OfecbKoro fiep>kaBHo-
ro My3u4Horo rireo iM. mpod. I1. C. Cronsapcbko-
ro (kepiBank — Hasap HaiiaHoB), auTsaamit xop
«Coneuko» K3IICO Mucrenpka mkoma Ne2 iMeHi
O. K. T'nasynoBa (kepiBauk — Onena CaBuyk), iu-
Taumii xop «Kantunenunku» K3IICO Mucrenp-
ka xoposa mkona imMeHi C. K. Kpmxanoscbkoro
(kepiBHyMK — CBiTnana Paguenko), Xop crapmmx
kaciB “Adiamus” K3IICO Mucrenpka mkoma Nell
(kepiBHMK — Mukoma Oxpumuyk) Ta iH. Takum yn-
HOM, BUJJHO, IIJ0 IOBHICTIO 3/TaMaTH JUTSAYE XOPOBE
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BMKOHABCTBO B YKpaiHi HaBiTb IIifj Yac BiliHM BYA-
BUJIOCA HEMOXK/IMBYM.

Sk 6y710 3a3HaYeHO BUIIe, HABITH Y IPOdINbHYUX
ninesx ckopotuscs Habip cmiBakiB. BigmosigHo, y
CaMOJIiANIbHMX KOJIEKTMBAX CUTYallid BUABUIACA 1Ile
cknapnimor. Hanpuknag, Kuiscbka XopoBa Kare-
J1a XJTOITYMKiB «/I3BIHOYOK» IIOCTIiIHO LIyKa€ HOBUII
iHCTpyMeHTapili /1A MOINYKY CliBaKiB. Ko pani-
1€ KO)KHOTO BepeCHA i KOXKHOTO JITOTO IIearorn
Kalle/u VLI O KUIBChKMX LIKi/I 3 METOKO IIPOCITY-
XaTl Ta BUABUTY TaTAHOBUTHX JIiTeM, TO HUHI, Y HO-
BJX YMOBaX, Tpeba IOCTIIIHO IIyKaTy HOBI IIUIAXM.
YyacTb y caMOLiAIbHOCTI CTalma MEHII «MOJHOK»,
LIKO/IM HEOX04Ye ITYCKAKTh 10 ceOe MpeCTaBHIUKIB
KOJIEKTHBIB, KPIM TOTO, BiIBilyBaHH: Na/lalliB [A1-
TA490i TBOPYOCTi TOTpebye BeNNKOI BifjIOBifjaIbHO-
CTi Biff iXHPOrO KepiBHMIITBA 1[Of10 Oe3meKy et i
BE/IMKOTO eHTY3ia3My i CMiIMBOCTI Bijj CIliBaKiB Ta
iXHiX 6aTbKiB.

AHajis pesynbraTiB JJOBOEHHOI «PEKPYTHMHIO-
BOi» poOOTH XOpOBNX KONMeKTMBiB «BorHmk» Ta
«]I3BIHOYOK» 3a OCTaHHI JIeKi/IbKa POKiB J03BO/IUB
BM3HAYUTY, IO B IXHBOMY BMIAJIKy CTaTMCTHUKA
HabOopy Cy0’eKTMBHO cTaHOBIIA MpubIN3HO 30 i-
Tell, peasbHO 3a]yYeHMX /IO IIOBTOPHOTO IPOC/Y-
XOBYBaHHA BXe B Xopax, 3 900-1000, mpocnyxanux
y WKo/max. 3 HUX npubmsHo 20 mifTBeppKyBamm
CBOI0 00/1apOBaHICTb [Py 61711 IIMOOKII AiarHOC-
TUL, IPOTE 3a NEePLINIT MiCALb pereTHLil BifiCito-
Bas1acs PUOIN3HO MOTIOBMHA (KOMYCh He TiIXO/MB
peneTuiiitauit rpadik, KOMych B3arasi BUAB/IABCA
HeIliKaBMM Iie}l BUJ Fis/IbHOCTI; iHOmi 6ym/1 Heajek-
BaTHO OLIiHEHI MOXX/IMBOCTI AUTMHY BUK/IalayaMu
tomo). Ane Ti 8-9, AKi 3a/MIIanuca B KOIEKTUBI,
BXXe He 3a/IMILIA/IN JI0TO JyXKe JJOBTO.

[IpoBiguyumu dakTopamy akTusisanii Habopy B
XOp HUHI € BUKOPUCTAHHA IHTEPHET-TEXHOJIOTII,
a TaKOXX COLiaNbHMX MEPEX Ta BifJeOXOCTUHIIB.
BipTyanbHa «11pucyTHICTb» XOpPOBOTO KONEKTUBY B
MepexXi € HafI3BI4aliHO BaXNBOW. KepiBHIKY KO-
JIEKTUBIB Bif[3HAYAIOTh, 1[0 3HAYHA Ki/IbKiCTh 6aTh-
KiB NTOTEHLi/IHNX CIiBaKiB [i3HAIOTbCA IIPO XOP i3
conmepexi “Facebook’, a rtakox mnomymsapusanii
KOJIEKTVBIB CIIpMsAE PO3MIlleHHA BiJeOBUCTYIIB Ha
YouTube Ta B Instagram. ILli oueBupHi TeHpeHmii,
TYM He MeHIle, He Iy>Ke MiATpUMMaHi KepiBHIKaMM
KOJIEKTUBIB, aJKe 06arato 3 HUX He IpefCTaB/IeHi B
O3HAYEHMX Pecypcax.
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CaM mporiec IPOCTYXOBYBAaHHA TAKOX € BaX-
mBuM. Ile y 2006 p. (Dougherty & Hedden, 2006)
IIPOBEZICHO IOCTIKEHHS, METOI SIKOro 6yro oryi-
HUTY 3HA4eHHA Ta 0COOMMBOCTI IpoleRyp Ipo-
CIyXOBYBaHHA [0 AMTAYMX XopiB. HaykoBusamm
BCTAaHOBTIEHO  e(eKTVBHICTb  iHAVWBiAyaTbHOTO
IPOCTYXOBYBAaHHA 3aMiCTb IIPOCTYXOBYBaHHA B
IPYyIaX, CTaTUCTNYHO 3a()iKCOBAHO, 1[0 OCHOBHIM
KpPUTepieM OLIiHKY CTyXOBOi 00apOBaHOCTI € po3-
Ii3HaBaHHA 3BYKOBMCOTHOCTI, Y TOM 4acC AK Bax-
JIBYIM € OLIIHIOBAHHS IHIIMX HABMYOK: PO3SMOBHO-
IO TON0CY, KOMYHiKabembHOCTi, CIPOMOXHOCTI 710
poboru B Komauzi Towo. likaBo, o pe3ynpraTu
IPOCIYXOBYBAaHHA He BUABV/IM IIOMITHOI KOPE/IALil
31 CTATTIO Ta OCBITOI0 AVMPUIEHTA, PO3MIpOM XOpY
a00 MIaToI 32 HABYAHHS, SAKIO BOHA CTATYETHCS B
xopi (Dougherty & Hedden, 2006).

HarampHuM mNUTaHHAM iCHYBaHHA JUTAYOTO
XOpy € MoTMBalif chiBakiB. KepiBHuky 3asHada-
I0Tb, 1J0 BapTO BifIpi3HATH CTapPTOBY MOTMBAIIiIO,
AKa CIIOHYKA€ JUTHHY JOENHATICA 10 KONEKTUBY, i
TIOfA/IBIIY PO60YY MOTHBALLIIO, IO CIIPYSIE IIPOJOB-
KeHHI0 TlepebyBaHHA B X0pi. [JoBori yacTo AuTHHA
IPUXOAUTD IO XOPOBOTO KOJEKTUBY, HAIIPUKIIA[,
3alliKaB/IIOKYICD NEPCIEKTHBOK 3aKOPJOHHNX ra-
CTpOJIeli, a IPOJOBXKYE MpPALIOBATI B XOPi 3apajn
30epeXkeHHs IIHHOTO i Hel Ko/la CHiIKyBaHHA
a00 3 mM0OOBI 10 My3JMIYHOTO penepTyapy.

MoruBanis xopuctiB (1jompasja, y LepKoB-
HO-XOPOBMX KOJIEKTUBAaX) Oyma Be NOCTiIkKeHa
panime (Bocko6oitnikosa, 2018, c. 130-132). Kna-
cuikaliitHMil IPYHINIL, 32 AKUM CHCTeMaTH30Ba-
HO BHYTPIlIHI iHTeHIIil epeOyBaHHS B KONEKTUBI,
MOXXHA BUKOPUCTATH i CTOCOBHO AMTAYMX XOPiB,
[0 [I03BO/IA€ BMOKPEMUTH THOCEOJIOTIYHi, ecTe-
TUYHI, COIlia/IbHi Ta MaTepianbHi MOTUBH.

[HOCeo/morivHa MOTMBAlliA IOB’s3aHa, IHepeny-
CiM, 3 Mi3HaHHAM HOBOTO, 3 Ha6yTT;1M He3HallOMOTO
JIOCBiY, @ TAKO)X OTPYMAHHAM 3HaHb. [ligTpuMka
eCTeTIYHOI MOTHBALi 3a0e3MeuyeThesl penepTya-
pOM Ta piBHEM 3al{iKaBJIEHOCTI [iTell IPOrpaMoro,
150 BUKOHYeTbCA. [ikaBo, 1110 py BennyesHii pis-
HOMAHITHOCTI pernepryapy B JUTAYMX XOpaX, HaJl-
3BMYAITHO 0araTo JiTeil IIKaBIATBCA HE IIPOCTO
K/IACMYHVIMM, @ BIPTYOSHUMU K/IACUYHVMMM TBOPaA-
M, i caMe Biji HUX OTPUMYIOTb MaKCMMa/bHe 3a/j0-
BoseHHs. J[{oCUTP Ti€BOIO € i collialbHa MOTUBAIlif,
ajbke B XOpi JOCTYIIHa MOX/IMBICTb (POPMYBaHHA

KOJIa CIIIKYBaHHA 3 OfHOLYMIIAMH, AKe B IPOLeC
po60oTH Ta CYMiCHUX FacTpOsIel MOKe €BOTIIOLIIOHY-
BaTyl LIBMJLIE, HDK Y 3arabHOOCBITHIX 3aK/afiaX.
Kpim Toro, 1o conianpHOi MOTMBALil BapTO BifiHe-
CTU TaKOX i GKaHHS BUIIINTUCS, PO3BUHYTUCH
B cojticTa, 6y Ha CIeHi, BUAILATICA ceper OfHO-
JITKiB TOI0. MarepiabHi MOTUBY B IUTAYOMY KO-
JIEKTUBI He € aKTya/lbHUMI, ajie iHOJi MOXKHA KOH-
CTaTyBaTy iXHIO HAsABHICTb (IOI3IKM, MOFAPYHKI,
npemii Ha KOHKypcax TOIIO).

AKTyanbHUMU € J1 iHIII «JOBO€HHI» IMNUTaHHA,
TIOB SI3aHi 3 IUTAYNM XOPOBMM BUKOHAaBCTBOM. Ha-
IPUKIAJ, IMTAHHA MYSUYHOTO CEPEJOBUILA, § AKO-
MY 3pOCTAIOTh JiTH. B 0cTaHHi fieKibKa frecATuIiTh
CIIOCTEPIraeThCsl 3HIDKEHHS MOOYTOBOI CIiBOYOI
IPAKTYKIY fiiTell, GaKTUYHO KOHCTATOBAHO CMEPTh
JIOMAIIHBOTO MY3MKyBaHHA. MeHme yBaru mpu-
INAETbCA 1 XOPY K KOMIIOHEHTY 3arajbHOi OCBi-
. TeopeTnyHO 1Lje Mano COPUYMHUTH 3HVDKEHHA
cepefHbOI CITyXO0BOI Ta TONOCOBOI 06apOBAHOCTI
HiTell BHACHOK BificyTHOCTI mpakTuku. IIpore
¢axiB1ji He BU3HAYAIOTH 3HAYHVIX 3MiH, JleTepMiHO-
BaHUX Ii€lo npuunHow. A ot isionoris mipmTKis
flewto 3MiHmmaca. AKuo paxiule MyTauiiiHi SMiHK
rojiocy BinbyBamucs B xymomnuis B 13-14 pokis, 10
3apas 1eit mpouec crapryey 12-13 pokis.

CaMme cTaB/IeHHA 10 MyTallii B JUTAYMX KOIEKTHU-
BaX TaKOX 3MIiHWIOCA BifITIOBITHO 10 €BPOIIENICHKO-
IO TiJIXOMY, 3TiHO 3 KM CIIiB 00MEeXYEThCS /INIIIe
B HAJTOCTPIilIiil MyTauilHii ¢asi, ockinbku mpo-
TATOM MajDKe BCbOTO 4Yacy MYTalliifHOTrO IIepiofy
XJIOIEIb MOXKe CITIBAaTy CBOIM «JUTAYMM» TOTIOCOM,
Tapasie/IbHO PO3BMBAIOYN HABMYKI BONIOJIHHSA «J10-
pocoto» TecuTypor. BokanbHa po6oTa 3 JUTAIMM
KOJIEKTUBOM 0a3yeThbCsl Ha TIEBHOMY PO3YMiHHI iy
depeH1iarii MOXTMBOCTEN AiBYAYMX Ta XIOMIAYNX
roynociB. OcTaHHi IPUPOJIHilIIe OTAHOBYIOTh APIOHY
BOKa/IbHY TeXHiKY, IIPOTe MAKTb MEHLINI JMHA-
MiYHMI Fiama3oH.

3HayHMM (AKTOPOM YCIHIIHOCTI JUTAYOTO XO-
POBOr'0 KOJIEKTUBY € IICMXO/IOTIYHMII CTaH CIIiBaKiB.
Tyt iineTbcs He CTiIBKY PO aTMOCHEPY B KOMEKTH-
Bi (X04a Ile TeXX BaXX/IMBO), CKI/IbKY PO HAasBHICTH
4y BifICYTHICTb TeCHTYpPHOTrO CTpaxy abo 6os3Hi
TeXHIYHUX ckmagHomiiB. I[ikaBo, IO HAIIMIIOK
OCBITH, fIK NIPABUJIO, 3aBaXKA€ JIiTAM BiIbHO BUKO-
PUCTOBYBATY MOXX/IMBOCTI BTACHOTO TOJIOCY.



Ha npuxnapi XopoBoi Kamenm XJIOMYMKIB Ta
I0HaKiB «[I3BiHOYOK» KuiBChbKOro mamaimy giTeit Ta
IOHAIITBAa MO>KHA 3a3HAYNTH, 10 Marbke 70% xopo-
BOTO CK/IaJly He BOJIOJi€ HOTHOK IPaMOTOK), BUKO-
PUCTOBYE HOTHMII TEKCT BUKIIOYHO fAK rpadivy
MiTPUMKY ITaM ATi, BiIMOBi/IHO, He MOXKe aieKBaT-
HO OL[IHIOBAT CK/IA/{HICTh MaTepiany i He BijuyBae
CTpaxy Iepef CKIaHUMY TTacakamy 260 BUCOKOIO
TeCUTyporo. [lemo mapagoKcanbHo, aze 1e Cupyuse
TICUXOJIOTTYHi po3KyTOCTi i Oibmmiil ycmimHoCTi
BYKOHAHHA.

Ille oxuH 1jikaBuit GaKT NONATA€E B CIIPOMOXKHO-
CcTi MeBHOI Ki/bKoCTi AiTelt 6e3 My3u4HOI OcBiTH
JIETKO «00yoByBaTy» NomidoHivHi imiTanii, mpo-
BeJIeHHs TeM i T. I1., Ha BiAMIiHY 5K BiJj CBOIX Oi/mbII
OCBiY€HMX KOJIET, TaK i JJOPOCINX apTUCTiB. Kpim
TOT0, Y HUX 3a/IMIIAETHCA JOCTATHDO BibHOI yBaru
JUISL TOTO, 1100 IOMiYaTy OPKeCTpOBi HyOIIOBaHHA
XOpOBMX NapTiil i BlleBHeHiure cebe mouyBaTy 6e3
Opi€HTallil Ha HOTHIII TEKCT.

Tem6poBi po3bixxHOCTI Y 3By4aHHi XOpiB Xy101-
1IiB Ta [IiBYaT € 3ara/IbHOBIJOMMMI: liBUaTa MAIOTh
OipI 1imbHNIT TeMOp y BUCOKiN Tecutypi (i, AK
0y/10 3a3HayeHO BHILe, OB FUHAMIYHWIL Jia-
Ta30H), aJie, pa3oM 3 THM, i BTy BTOM/ITIOBAHICTb.
Xoomnii, 0co6/11BO Ipyu pobOTi y BUCOKOMY pericTpi
3 BYUKOPUCTAHHAM BUK/IIOYHO ONIOBHMX PE30HATO-
piB, MalOTh cpibisAcTe 3ab6apBIeHH rONMOCIB, OiTbIIi
JIETKICTb Ta BUTPUMKY.

ObeproHoBa crendika Xopy XIOMUUKIB € JO-
CUTD 0COO/IBOIO, 1110, HOPIBHSHO 3 AiBOYMMI XOpa-
M1, CYTTEBO YCK/IaJHIOE POOOTY TAKOTO KONEKTHBY
i3 Cy4acHOI0 MY3MKOI0 KnacTepHoro tuiy. Qisudne
TIOSICHEHH! IIbOTO fABMIIA IOTpeOye OKpeMoi Ha-
YKOBOI PO3BIJKM Ha OCHOBI aKyCTMYHMX BMMIDIB,
IIpoTe JIOCBif, HaraTboxX XOPOBUX KONMEKTUBIB CBifI-
YT PO TaKy OCOOMMBICTD.

YMOBU BiliCbKOBOTO CTaHy B YKpaiHi, sKi 6i/b1i-
CTI0O XOPOBMX [JifYiB IIPAaBOMIPHO OLIHIOIOTbCA AK
BKpaJl HEraTUBHi, MAIOTb i II€BHi II03UTVBHI HAYKOBI
pesynbraty. Hampukmag, mirpanis HaceleHHS Ha-
J1ajia MOXK/IMBICTD (axiBIsAM LIeHTpaTbHO-3aXi[HUX
perioHiB Kpaiu HabyTy FOCBixy po6OTH 3 HiTHMM
CXiJIHOTO Ta IIiBJEHHOIO PETiOHIB 1 IIePEeKOHATIUCA
B HAABHOCTI BUpPaXEHOI perioHaabHOI crienudikn
criBy. IIpakTuyHi CIOCTepeXeHHA BKa3ylTb Ha
JleTepMIiHOBAHICTh 1UX ocobmuBocTelt crenudi-
KOI0 MOBJICHHS (CepefHIM pO3MOBHMM IIOJIOKEH-
HAM FOpTaHi, crenydikor GopMyBaHHA rONOCHIX,
BJIMOBJ IIPUTOTIOCHMX), 1[0 BIUIMBA€ HA XapaKTep
pe3oHyBaHHA, TeMOpOBe 3a0apBiIeHHs, ClepiKy
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aTaky 3ByKa (mpumipom, 6inbIr M'AKY B 3aXigHMX
perioHax, 1[0 3yMOB/IEHO IIMOMNM (OPMYBaHHAM
6araTboX IIPUTOIOCHNX), a7le 1ii TUTAHHA OTpely-
I0Tb OKPEMOT0 JIOK/TafHOTO PO3ITIALY.

lle opHe wiKaBe HNA NEPCNEKTMBHMX [OCTi-
JPKEHb NIUTAHHA — Ile TICUXOKOPEKUiMHMIA eeKT
XOPOBOTO CIIIBY J/IA [IiTell y NeNpeCUBHUX CTaHaX,
a TaKOX JIiTeit 3 0COOMMBOCTAMM IICUXOCOI[ia/TbHOI
noBefjiHK. [IpoTe 10 TaKoro JOCIiIKeHHs HOTPi6-
Ha KOJabopallisi XOpMericTepiB 3 MCUXONOraMi Ta
MYySUYHUMI TepaneBTamy. Huni mmize MOXIMBo
Bi[3HAYUTY AHTUJENPECUBHNIT e]eKT XOpOBOTro
CHiBY, AKMIT BiIMi4atoTh, IepeyciM, 6aTbky Xopuc-
TiB-TIEpeCe/IeHI]iB.

BucHoBku. [lutA4e XOpoBe BUKOHABCTBO IIif
4ac BiJfHM IepeXVBa€ Ha[3BUYAHO CKIAJHI BU-
KJIVKY, TIPOTE /1 OTPUMYE II€BHi JOAATKOBI MOXK/IN-
BOCTI, 3yMOBJIEH] aKTya/li3alli€0 YKPaiHChKOI KY/Ib-
TYPU Y CBITOBOMY KOHTEKCTi. CyTTEBE CKOPOUEHHS
HabopiB 10 crielliani3oBaHMX Ta 3BMYAITHIX My3!d-
HMX LIKi/T YaCTKOBO KOMIIEHCYETbCA AKICTIO My314-
HUX 37ibHOCTeil mpeTeHeHTiB. Cepilo3Hi BTpaTu
Hece IOHAllbKe BMKOHABCTBO BHAC/IOK aKTMBHOI
mirpauii B €BpomeiicbKi Kpainm. BopgHouac cro-
CTepiraeTbcs aKTMBHII PO3BUTOK BONOJIHHA INC-
TAQHIIHMMI TEXHONMOTiAMYU POOOTH, ONaHyBaHHA
BipTyalbHMMY (OpPMaMM XOPOBOTO BMKOHABCTBA,
aKTMBi3aLifl TaCTPOIbHOI Ta KOHLEPTHOI AiA/IbHO-
CTi HOPiBHAHO 3 IIEPiOJOM KapaHTUHY.

Y 3B’43Ky 3 MirpallilfH/Mu IIpoLjecaMyl BUKOHAB-
11iB [IOCTAOTh NpoOIeMy, sKi paHile He O6yny Ha-
OYHVIMM, HAIIPUK/IaJ] BIUIMB PerioHaIbHOI crienudi-
KVl MOBJIEHHSI Ha BOKA/IbHE 3BYKOYTBOPEHHA.

AKTya/JIbHUMU € NIUTaHHA BUBYEHHSA T'€HIEPHOI
disionorii gursadoro romocy, crenudiku cIyxoBoi
001apOBaHOCTI 103 LI/IeCIPAMOBAHO0 MY3MYHOIO
OCBITOI0, IICHXOTEPAIIEBTUYHMII BIUIMB XOPOBOIO
CIIIBY Ha JiiTeil.

IlepcnekTvBY MOAANBUIOTO JOCTITKEeHHA. Bu-
CBIT/IeHI B CTATTi TeHJEHIl MOTPeOYIOTh CTATHC-
TUYHOTO aHa/i3y, /I YOro IPOIOHYEThCA NPOBE-
CTU [JOK/TaJjHe ONMUTYBaHHA KEPIBHUKIB JUTAYMX
XOpiB Pi3HMX TUIIIB — CaMOAisIbHUX, Ipodeciii-
HIUX, WKiIbHUX. BaXXIuMBMM yAB/IAETbCA NNTAHHA
TICYXOJIOTII IUTAYOr0 XOPOBOIO CIIiBY, 30KpeMa B
TepaneBTNYHOMY PaKypci. 3aiyd LbOTO MPOIOHY-
€TbCs1 BUKOHATY 00CTe)XXEeHHS, TIepefyciM AiTei, Ko-
Tpi CIiBalOTh y XOpax y NpU(POHTOBYX perioHax,
a TaKOX JiTefl-TiepeceneHiB, AKi 6epyTb y4acTb y
po6OTi XOpPOBUX KOMEKTHBIB.
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JI. O. Kpacoscvka. IIponec rpancopmanii, crumi
Ta 3ac00M BOKAIbHOTO €CTPaJHOTO BUKOHABCTBA B
Ykpaini Hanpukinni XX ct. — Ha moyarky XXI cr.

Y HayKoBill CTaTTi aHa/Mi3yeTbCA CKIATHNIA i AMHAMIY-
HUII TIpoIjec TpaHC(OpMallil BOKAIbHOTO eCTPajHOro
BMKOHABCTBa B YKpaiHi epiofy Kinenp XX cT. — moya-
ToK XXI cT. JlerabHO BUBYAIOTbCA YMOBH, 1110 BIUIMHY-
JIU Ha 1Ieli IPOLEC, Ta POSKPMBAKOTHCA Pe3y/NIbTaTy L€l
BUJ03MiHM CTaHOM Ha 2024 pik. Y mificyMKy HaBOJUTbCA
OOMVpPHNMIT aHa/I3 PI3HOMAHITHIX BUKOHABCBKUX IPU-
JIOMiB Ta BOKa/IbHIX T€XHiK, XapaKTePHUX JJI Cy4acHOl
€CTPaJHOI MY3UKMY, NMOPiBHAHO 3 MUHYIUM CTOMITTAM.
Cepen mpepcTaBIeHNX HPUKIALiB JOKIAHO PO3IILA-
JAIOTbCA BUKOHABCbKI OCOOMMBOCTI TaKMUX HaIpsAMIB,
sK: 0TI, eTHomo1, coyn, Rn'B, enexrpomnorn, mon-pox,
per, whisperpop Ta in. [ aHa T3y BUKOPUCTOBYIOTbCS
KOHKPETHI IIPUK/Iafi, 30KPEMa 3 BOKAIbHOTO KOHKYPCY
«EBpobayenHs». [IpefcTaBieHi micHi Ha KO)KHOMY KOH-
Kypci JO3BONAKTD 3pO3YMITU TeHJIEHIii CYCIiIbHOTO
HONNTY Ha MY3WYHI HaNpsAMM B KOXXHMI KOHKPETHUI
PIK K Ha 3arajibHOEBPOIENICbKOMY PiBHi, TaK i Ha piBHi
Oyzb-sKol kpaiuu-ygacHuii. Kpim toro, y crarri gocri-
IPKYETbCA TON (AKT, 110 PO3MAITTS BOKAJIbHUX CTHIIB
He 00MEXYEThCsA /NIIIe 3aCTOCYBAHHAM HOBJX TEXHOMO-
riff, a il aKTUBHO BUKOPUCTOBYE 3700YTKI BOKAJIBHOTO
MMUCTEILTBA MUHYIOT0. BICHOBaHO, 1110 Cy4acHe BOKA/Ib-
He eCTpaJiHe BUKOHABCTBO 3YMOBJIIOE HeaOVAKI MOXKIN-
BOCTI JI/Is BOKA/IbHOI IIEfJarOriKM, ajpke Cy4acHOMY BH-
K/IafladeBi JOBOAUTHCA NPaLOBATY B PO3MAITTi CTIIIIB
Ta HaBiTb NepenOavaTy MaiiOyTHI TeHAeHLi Ha OCHOBI
[OCBIly MUHY/IOTO.

Kmrouosi cmoBa: mysuune mucmeymeo, ecmpaouuii 6o-
Ka7l, mexHonoeiuHutl npoepec, 80KanbHe BUKOHABCMEO,
B80KANbHA NedazoziKa, cunmes, €6pobaueHHs, ykpaincoka
ecmpaoa.

L. Krasovska. The process of transformation, styles
and methods of vocal pop performance in Ukraine at
the end of the XX — beginning of the XXI century

The relevance of the article.
music, as a sociocultural phenomenon, is undergoing

Contemporary

rapid transformation under the influence of the neo-
industrialization — a process which began in the
XX century and gained yet further momentum in the
XXI century, becoming a major driving force behind the
acceleration of cultural shifts. The musical culture of each
nation is currently evolving in a process of close synthesis,
giving rise to a new direction: experimentation in the
fusion of the new and old, the popular and forgotten, the
familiar and unfamiliar. This process is so rapid that it
necessitates tracking its changes not even every decade,
but every few years or even annually.

The purpose of the article lies in investigation of
the characteristic features of techniques and styles in
contemporary Ukrainian pop music, stemming from the
enrichment of pop art with diverse styles and shifts in
societal demand. This investigation aims to inform the
development of novel methodologies and the updating
of vocal teaching tasks as of 2024.

The methodology. The study employs the following
general and specialized methods: historical approach,
comparative, culturological and structural analysis,
genre-stylistic analysis, and analytical methods.

The results. Performance styles and techniques
emergent in pop vocal music during the period from
the late XX century to 2024 were analyzed. Using the
examples of various performers from this era, the research
demonstrates that the performance technique of pop
singing is rapidly evolving and currently encompasses
a wider range of styles and approaches compared
to previous decades. Novel trends and experiments
make contemporary pop performance a dynamic
phenomenon, where new elements and emerging ideas
can be consistently discovered, often on an annual basis.

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



The scientific novelty. The study analyzes the
performance techniques of contemporary Ukrainian pop
vocalists, including Go_A, Jamala, Jerry Heil, Alyona
Alyona, ONUKA, and KOLA. To date, the performance
techniques of some of these artists have not been
comprehensively analyzed and discussed in musico-
logical literature within the context of their contribu-
tions to the development of Ukrainian performance and
the diversity of performance techniques, including the
examples from 2024.

The practical significance. The findings of this
research can be used for both further extensive
investigations to track performance trends, and for the
immediate performance practice of vocalists to diversify
their repertoire and use of various vocal techniques.

Conclusion. Contemporary Ukrainian pop music is
characterizedbyarichtapestryofdiverseandindependent
styles and vocal techniques. Performers not only adhere
to classical vocal training but also draw inspiration from
other cultures, stimulating experimentation and the
pursuit of novel soundscapes. They actively combine
various styles and genres to achieve greater diversity
and intrigue in their musical compositions. This trend is
gaining traction among artists striving to create unique
works that captivate listeners with their originality and
innovation. Within the context of vocal teaching, this
phenomenon presents both opportunities and challenges
for vocal instructors. On one hand, instructors can
focus on a specific style and work exclusively within its
framework with their students. On the other hand, even
in those cases situation described requires a multifaceted
approach, imploring instructors to possess proficiency in
a wide range of techniques, encompassing both academic
and folk singing, as well as new emerging techniques.

Keywords: musical arts, pop vocal, technological progress,

vocal, vocal teaching, synthesis, Eurovision, Ukrainian pop
scene.

AxryanbHicth TeMu pocmimkeHHd. CydacHa
MY3MKa, fIK COLIIOKY/IbTYpHE fABMIIE, CTPIMKO BU-
TO3MIHIOETBCS IIiJ] BIUIMBOM Te€OIOTITUYHUX, TeX-
HOJIOTIYHUX, OCBITHIX, pEJIrifHNX, COLia/JbHNUX
daxTopiB. Ampke mpoljec HeoiHAYCTpiamizanil, sKuit
noyascst y XX CT. Ta HabyB IIBUAKOTO PO3BUTKY Y
XXI €T., cTaB HEOJIMIHHMM PYILUiEM IPUIIBUJIIEH-
Hs TeMIiB KyIbTypHMX 3MiH. HaBirb 3a ocTanHi
20 pokiB mporpec 3poOUB KpOKM HajeKo yIeper.
TexHomnoriunmit cTpMOOK 3yMOBUB IIEPERYCIM MOX-
JMIMBICTh HIBM/IKOTO TOUIMPEHHS Ta 0OMiHy iH(op-
MaL[i€10, 4OrO JIIOICTBO HE Majo lie HAIpPUKIiHLI
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MMHYJIOTO CTOMITTA. KO B emnoxy jo [HTepHery,
y CBOilI 61/IbIIOCTI, KpaiHy 3a3HaBa/IN BIIUBY Ti/lb-
KU CYCiJiiB 4y la/IeKMX 3aBOJIOBHMUKIB, TO TEIIEP I/
BIIIMBY BifICYTHE TIOHATTSA BifICTaH.

MysuyHa KynbTypa KOKHOI KpaiHM HVHI PO3BU-
BA€ThHCA B TIPOLIEC] TICHOTO CHHTESY, 3 AKOTO BUHUK
TaKUil IHIINI HAIpAM, AK eKCIIEPUMEHTYBAHHA B
MOEHAHHI HOBOTO Ta CTaporo, IOMY/IAPHOTO Ta
3a0yTOro, 3BMYHOrO i He3BUYHOTO. | Tporiec 1eit €
HACTIIbKY IIBUAKKM, 110 JOLIBHO BiICTEXXYBaTH
JIOTO 3MiHM HaBiTb He KOXKHE JeCATUPIIYA, a KOKHI
JIeKiZIbKa POKiB Yy IJOPOKY.

ITocranoBka mpo6nemu. JJoCTipkeHHS TaKOro
Ty 03BONAE He TITbKM IIPOAHAi3yBaTH TeH-
JieHI1ii, 3poOMTU BUCHOBKM 3 TOTO, SIK CaMe 3MiHIo-
€ThbCsl BOKaJIbHE BUKOHABCTBO Ta SIK 3MiHIOIOTHCS
BOKAJIbHI LIKOJIN, & JI 3PO3YMITH, IKMM Ma€e OyTH
BJMXOBaHH:A Cy4acHOTO €CTPajIHOTO BOKAJICTa i fAK
CHiZyBaTV TEH[IEHLiAM, IEpeK/Ia/jalouy IX Ha BO-
KaJIbHY TIefIaroTiKYy.

AHanmi3 OCTaHHIX NOCTiIKeHb i MyOmiKaIiii.
[IpobnemMaTnKy HOBOTO 3BYYaHHS €CTPAfHOI CY-
YaCHOI MY3MKM Ta BOKAJIbHOI'O BMKOHABCTBA B iC-
TOPUYHOMY KOHTEKCTI BUBYAIOTD TaKi JOCIITHUKY,
axk: K. Cagonin (Janis) «[ToBHa BOKa/IbHa TEXHiKa»
(Sadolin, 2000), C. Manbko (Ykpaina) «Tpancdop-
Malfis IMiJpKy )KiHOK My3¥KaHTiB y Bokasti» (Manko,
2022), C. Mypasinpka (Yxpaina) «CuHTe3 akaje-
Mi9HOTO Ta €CTPAJHOTO BOKAIy Y METOAMKO-IIea-
TrorivHOMYy KOoHTeKCTi» (Mypasinbka, 2022), O. Boii-
yeHko (Ykpaina) «Oco6nMBOCTI BOKaIbHOI MaHepu
Ixamamn» (Boituenxko, 2022), Ix. Xonmc (CIIIA)
«binmi Avpninr i ¢eminicTchka ecTeTyka mempecii:
0ia >KiHOYHICTh, TOKOMIHHA Z i WIEMmiTHMII CIiB»
(Holmes, 2023), 3. JTactoBerjpka-Comancbka (Ykpa-
iHa) «MysW4Hi HiHHOCTI Ta OTpeOU B Cy4aCHOMY
KYIbTYpHOMY KOHTMHYYMi»  (JlacToBerpka-Co-
mancbKa, 2007), C. Tomeniko (Itanmis) «HacraBumk
cmiBaka» (Domenico, 2021). HaBeneni posBifku
NOPYLIYIOTh IPOOIEMATVKY Pi3HUX CY4acHUX BO-
Ka/IbHMX TEXHIK Ta iX BUKOPMCTAHHA Y KOHKpET-
HMX CTWIAX IEBHUMU BMKOHABIAMMY, SIK Y ITpaliAxX
npo [Dbxamany (Boityenko, 2022) ta Bimti Ajtmim
(Holmes, 2023). Inmi mpoBopasTh aHamis Ge3moce-
PeIHbO MOEHAHHA aKaJleMiqHIX Ta HAPOLHUX ab0
ecTpanHux TexHik. Ha 6asi uux gocrmimpkens yTBo-
PEHO OCHOBHY ifief0 CTaTTi: IpOaHaisyBaTu 3pi3
eCTpajiHOl BOKA/IbHOI MY3MKM YKpaiHM CTaHOM Ha
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2024 pix Ta Jioro BIUIMB Ha pOPMYBAHHS BOKaIbHOL
Cy4acHOI IIeflaroriku. AJi)ke B CTaTTi pOSITAHYTO He
JULIe NPUKIAY IONEPEAHbOTO CTOPIYYA I II0-
PIBHSIHHA 0COOMMBOCTI BUKOHABCBHKOI [Iis/IBHOCTI,
a Jl mpoaHati30BaHO HOBi 3pasKi, SIKUM Iiie He 0710
HaJlaHO XapaKTepUCTUKY B MY3MKO3HABYII JyMILi.

Merta crarTi — JOCTiINTU XapakTepHi 0co6/mm-
BOCTi 3ac06iB Ta CTWIB Y Cy4acHill BOKa/IbHiil ec-
TpajHilt Mysuui YkpaiHu, 3yMoB/ieHi 30aradeHHAM
eCTPaJHOr0 MUCTELTBA HaraTbMa CTHIAMU 11 3Mi-
HaMI B CYCII/IbHOMY HOINTI, 3311 GopMyBaHHA
HOBMX METOJMK Ta OHOBJIEHHSA 3aBJjaHb BUK/IA/laH-
HA BOKajy cTaHOM Ha 2024 pik.

Buxmag ocHOBHOro Matepiamy ROCTifPKeHHS.
CaitoBa Ky/bTypa IOCTiifHO 3MiHIOETBCS i dop-
MYETbCA MiJi BIVIMBOM iCTOPUYHNUX NOAiN. Ane it
cama icTopis HeMOXX/IVBa 6e3 BIUIMBY Ha Hei Ky/Ib-
TYPHOTO XUTTA KOHKPETHOIO Hapopy. Icropuknm
PO3XOATbCA B HaJJaHHI IIEBHOTO TEPMIHY [IA BU-
3HAYEHHA NPOLECY BU03MiHEHHA KYIbTYPU BIIPO-
JIOBX IIEBHOTO 4aCOBOTO BifIpi3Ky. XTOCh Ha3MBae
Ile eBOJIIOLiE0, TOOTO pe3y/IbTaToM MpOrpecy Ta
HeOJIMiHHOI 3MiHM Ha Kpalle, Ha0yTTs O3HaK, sKi
3yMOBJIEH] /Il iCHYBaHHA B HAaBKOIUIIHBOMY Ce-
penoBumi (Domenico, 2021). Inmi HaykoBIji Biz-
JIAI0Th «IlepeBary BU3HAYEHHIO, AKe He TOPKAETbCA
IIOHATTSA IIPOTPECY, Ta 3MIHEHHA Y Kpallly CTOPOHY.
Boun BusHa4atoTh mporec GopMyBaHHA KyIbTypH
0esnocepeiHbO AK MPOLeC BUIO3MIHEHHA B KOH-
TEKCTi NOPAZKY JEHHOTO0, MOMITUYHOTO CTAHOBMIIA
KpaiHu, piBHS OCBiTH, 0COOMMBOCTEl peririi, Ka-
JIEH/JAPHOTO LIMKITY XKUTTS, KIACOBMX POSIOJiNIeHb
towo» (JlacroBenpka-Comancbka, 2007).

Taxum 4mHOM, H/IA XapaKTePUCTUKU CYYacHOI
MY3UKJ He € JIOL/IbHUM IIOpYIIeHHA IpobmemMa-
TUKI B KOHTEKCTI IIOPIBHAHHA 31 3pasKaMy MMU-
HYJIOTO 3 METOK BMABJIEHHA KPAIUX IIPUKIAJiB.
Mysuka B KO)KHOMY CTOJITTI Ta AeCATUPIUYi iCHY€E
K caMoCTiliHa opMa MICTENTBA, KA MpefCTaB-
JIA€ KOHKPETHY emoxy. Un crae BUKOHABCTBO Tip-
UM, 3 IOITIAlY TEXHIKM Ta BOKa/JbHMUX NIPUIIOMIB,
Yl HAaBIIAKM €BOMIOL[IOHYE — BiIKpUTE IUTAHHA,
OCKI/IbKM CaMeé MICTELTBO, AK IIPOLeC CTBOPEHHSA
IPEKPACHOTO, He 3aBK/M Miarae knacudikaii ta
HAaYKOBOMY BMBYEHHIO, aJ[)Ke TIOIVIAJ, KOXXHOTO J0-
crmipHMKa € cy0’exTuBHMM. OTKe, Y Lill cTaTTi BU-
JI03MiHEHHSA BOKA/IbHOTO €CTPaJHOrO BUKOHABCTBA
PO3ITIAAETCA caMe IIif| IIPU3MOI0 JOT0 K ABMIIA,

110 yBi6paso B cebe 03HAKM MUHYJIOTO, ajie He 3Mi-
HIWIOCA aHi Ha ripiie, aHi Ha Kpaue. Y Lill CTaTTi
He HaJIa€TbCs OLiHKa MpodecioHanisMy CydacHMX
BUKOHABIIiB, a AHAJ3YIOTbCA OCOOMMBOCTI BUKO-
HaHHA, 13 MOITAAY Ha CYCIIIBHMI 3alUT Ta IHILI
(axTopy, 1[0 BIIMBAIOTH HAa MY3/YHE MUCTELTBO.

Y KOHTEeKCTI HOCH/PKEHHA IUIAXY 3MiHEHHA
YKPaiHCbKOI MYSMYHOI €CTpPajHOI KYIbTYpU MY-
3MKO3HABILi 3a3HAYAIOTh, L0 €CTpajiHa BOKa/JbHA
My3MKa 3MiHIOBa/laCh He MEHII CTPIMKO, HDK TeX-
Hornoril (Mypasinpka, 2022; Holmes, 2023; Sado-
lin, 2000). JIerko mo4yTH Pi3HUIIO MK 3By4aHHAM
yKpaincpkoi mMysukn 50-x, 80-x, 90-x pp. XX cT.
Ta 3BYYaHHAM HynboBUX, 10-X i HaBithb 20-X pp.
XXI cr. [Tpnyomy BinbyBaeTbes Iie Tak camo, fK i
3 TeXHOJIOTIYHMM IIPOTPECOM: UMM JIajli y Yaci, TUM
By BifOyBarThcs 3Minn. Tum Oinbur BigayT-
HOI0 € PiSHMIIA MDK IIepLIO0 TOYKOKI Ha IPAMIi
BiJlTKy Ta ocTaHHbOW. KopucTyrounch i onucy
11bOTO ABYIIIA AHAIOTIAMI 3 MY3UYHVMM T€OPETIY-
HVMMU TepMiHaMH, Lieil TIPOLeC Ma€ KyIbMiHAL[IHY
nvHamiky. [To3ask i3 yacom BifbyBaeTbcA He MiHiil-
HMI1 pO3BUTOK YUY 3aMiHa OffHOTO Ha iHIIIe, a OII0B-
HEHHsI, [IepeTBOPEHHS CTApOro, 30arauyeHHs ioro
pi3HOMAaHITTSM HOBMX 3aC00iB.

JIna moBefeHHA L€l JYMKM JOCTaTHBO 3BEPHY-
THCA 10 HAABHIX 3Pa3KiB BOKA/IbHOI eCTpasiy YKpa-
1HM BIIPOZIOBXX II€BHOTO BifpisKy 4acy. [Ipukmagom
i3 60-x pp. MOXe cryryBatyt micHA « TposAny Ha me-
poni» y BukoHanHi [Omii [TamxkoBcbkoi. Bukonas-
CbKIII aHa/Ti3 BUKOHAJIMO 32 Ki/TbKOMa KpUTEPiAMU:
dopmyBaHHA 3BYKy Ta apTuKymnia. Y 60-ti pp.
ectpazii 6y/0 mpuUTaMaHHe aKajieMiyHe 3BYYaHHS,
OCHOBaHe Ha OIEpHill TpaguIil iTa/lifiCbKOTIO CIiBY
bel canto. «Ilif 9ac 3ByKOTBOpeHHS BiOyBaeThCs
YTBOpeHHA BepTUKasmi O/MM3bKO 10 TOpTaHi, KOMM
TOpPTaHb ONYCKA€ETBbCS, a M 'sIKe HEOO YTBOPIOE KY-
non» (Domenico, 2021, p. 67). IO. [TamkoBcbka Ha
OCHOBI Iii€l TexHiKM O/MUCKydYe OIepye TOTIOCOM,
MOENHYI0YM 3BYYaHHA TOMOBHOIO, 3MilIAHOTO Ta
rpypHoro perictpis. Ille opHiero XapakTepHOR 0cO-
OMUBICTIO 3ByYaHHs TOTO 4acy Oyra aKijeHTOBaHA
apruxynAanis. CnoBa 4iTKi Ta IPUTONOCHI aKIeH-
TOBAHO (TaKi JTiTepH, K «p», «[»); TAKOX YiTKi 3a-
KiH4eHH:A. BoKasicTKa BIEBHEHO TPUMA€E OfHAKOBY
¢dopmy 3BYKY Biff epIIOro 10 OCTAHHBOTO CKIALY
KOXXHOTO PAJiKa.



Y 70-x pp., AKi mpepncraBneHi TBopuicTio Jli-
il Bigamr «f migy B anexi ropu», Jlinu IIpoxopo-
Boi «Tpu mopazpu», Hinn Marsienko «[luki rycm»,
TAKOXK IPOCTEXXYEThCA HACTITYBaHHA aKafleMiqHMX
TpaguLii. EcTpagHuil BoKan femo 3MiHIOETbCA, Y
JIeSIKNX MICHAX «CTa€ OiIbII BiTbHA MO3MILIIA apTH-
KY/IALIMHOIO amapary, aje BOKaJbHa BepTUKa/b
36epiraerbcs» (Mypasinbka, 2022, c. 176). Taka x
TeHJieHNid nomiTHa 1 y 80-X pp., IpeAcTaBHUKaMU
ecTpagn Akux € «Tpio Mapenndi», BIA «CBiTA3b»,
BIA «Ko63a». TakuM uMHOM, MOXKHA MiTBEPAUTI
HaBefleHY BUILIEe NYMKY IPO IOBi/IbHE BUIO3MiHEH-
HA BOKA/IbHOI eCTpa/jHOI MY3MKI, 1110 BiJTIOBia€ Ha
TOJ1 Yac I1je He TAKOMY CTPIMKOMY TE€XHOJIOTIYHOMY
pO3BUTKY, K y XXI cT.

Hapepmenuit dacoBmil Biipi30K IIpeACTaBIIA€
30 pokiB, 3a fAKi TexHiKa Ta CTW/Ib BMKOHaBCTBa
3MIHIOBA/MNMCA HAaA3BMYANHO IIOBIIBHO. A AKIIO
aHa/I3yBaTM Il Bifpi3OK INMpILE, BPaXOBYHOYN
[VHaMiKy 3MiHeHHA Ta 3pasku 3 XXI cT. Ta mome-
pefHi, TO MOXXHA 3a3HAYUTH, 10 3MiHM MaybKe He
BifOyBammcs.

Y cydacHii ecrpajHiii Mysulli, HOpPiBHAHO 3
XX cromitTaAM, MaHye Bxke OararorpaHHe pisHOMa-
HITTS, AK CTU/IbOBE, TaK 1 BOKA/JbHO-TeXHiYHe. Ec-
Tpaja 3i 3M00YTTAM He3aIeXXHOCTI YKpaiHOw Bifj-
KPUBAETHCA NI/ 3aKOPJOHHNUX 3PasKiB, «aKTUBHO 3
HYMY €KCIIEPUMEHTY€E, HAMAra€TbCAd HACHiAyBaTH
3By4aHHA OOpaHMX BMKOHaBIiB» (MypasilpKa,
2022, c. 178). Jlo Vkpainum XBuI€l0 BpUBA€ETHCA
)KaHpOoBe pi3HOMaHITTA €Bpomyu Ta AMepuKu,
NpeACTaBleHe CTUIAMU: POK, JUCKO, pell, perri,
XiII-XOII TOIIO, Ta MOII-MY3MKa, K Ha II0YaTKy HY-
JIbOBYX BIIEBHEHO 3aKpilU/acd B YKPAIHCBKIll ec-
Tpaji Ha mpuKnagax cuisayok: Tinm Kapons, Ipu-
Hu bimumk Ta in. BokambHa TexHika crae 30BCiM
IHIIIOK0, HACTIAYI0YM 3PpasKyl 3aKOPOHHMX CIIiBa-
KiB, Takux AK bpirni Cmipc, Kpicrina Arinepa,
Openpai Mepkropi, Maiikn [xekcoH Ta iH. Y Texmini
TIepeBaXa€ T. 3B. OCNTUHI, KMl 6a3yeTbCs Ha pis-
KOMY TOJIOBHOMY 3BYYaHHi, Oi/bllle CXO)KOMY Ha
TYYHIIT BUTYK, i TexHika (OPMYBaHH: 3BYKY CTa€
He aKaJleMiYHO-BOKaJIbHOI, 3, 5K 1i Oy/10 Ha3BaHo,
TeXHIKOI0 TOI-BOKaTy. 3BYK € He TaKUM 00 €MHUM,
BiH hopMyeTbCs Aai Bif ropTaHi i 6mokde o 3y6iB.

OpHak 3axifiHi 3pasky BXe Maay IIMPOKe pi3-
HOMaHITTA y 3By4aHHi. ToMy HaBiTh HaBeJleHi yeT-
BEpO BMKOHABILIB 3By4aTb Jy)Ke IO-pi3HOMY, a Iie
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A YKpaiHy TOro 4acy e Oylo He XapaKTepHO.
Arne MOXHa Ha3BaTy IPUKIAAN I POK-MYy3UKMY, IO
yBipBanaca B ectpajy, Ha npuknazi C. Bakapuyka i
rypry «Oxean Enb3u», [ie He CIIOCTepiraeTbcs AKach
BOKaJIbHAa TeXHiKa 3 HaBeleHMUX BHIIe, a CIiBaKOM
CTae MoaMHa 6e3 BoKanbHOI 0cBiTi. TaKuM 4nHOM,
Ha eCTpaji CIIOCTEPIralThCA BiITOIOCKM aKaleMid-
HOI OCBIiTH, 3’ ABIAITBCSA BUXOBAHI AK Ipodecili-
HMX LIKiJL, TaK ¥ afieliTy MOMY/IAPHOI MY3UKH, AKY
CTBOPIOBA/IV KOJIMIIHI BY/IMYHI MY3MKaHTH, 6apan
TOLIO.

CydacHi BOKa/IcT! He Bi]MOB/IAITbCA Bifl Tpa-
AMLil yKpalHChKOI HAPOIHOI MMiCHI, MPOKO BUKO-
PUCTOBYIOUM Y CBOIJI TBOPYOCTI K HAPOLHI TEKCTH,
TaK i HapogHuit Bokan. OctaHHiit HabyBae e 6inb-
101 IOIY/IAPHOCTI I1iff BIVIMBOM IOJ1, 1[0 CIIOHY-
KalOTb YKpPAIHIIiB 3BEPTATUCA O CBOEI HAl[lOHA/Ib-
HOI ifeHTMYHOCTI Ta KopinHsA. Lle croci6 He nume
BIIAHYBAHHA TPAAMIilL, a I HOBUII IUIAX 3aABUTU
CBITy PO YHIKaIbHICTb YKPAIHCBKOI KYIbTYpHU,
AK 1 KOKHOI 1HIIOI KpaiHy — CTBOPUTH B CIIyXaya
KOHKPETHMIII TIO3UTUBHUII 00pa3, AKuMil acolioBa-
TUMETbCA 3 YKPaiHOIO.

Hanpuknag, micasa «Iym» rypry Go_A (mpen-
CTaBHMKM Bifi YKpaiHu Ha €BpobauenHi 2021 p.)
Ha/I3BMYAJIHO BUPA3HO BUJIIAETHCA 3-TIOMDK iH-
IIMX IPEeCTaBIeHNX KOMIIO3UIIi/ Ha IiCEHHOMY
KOHKYDPCI 3aBIAKM BMKOPUCTAHHIO HApPOJHOIO
BOKa/ly 3 IIOfja4el0 JIOr0 B KOHTEKCTI TeHJEHLIiN
cydacHoi KynbTypu. Bokamictka rypry Karepmua
[TaBneHKO Mif 4Yac CHiBy BMKOPMCTOBYE TEXHIKY
YKPaiHCHKOTO «HApOJHOIO BOKAY, yTBOPIOIOYM I0-
JIOCOBVIM aIlapaTOM T'OPY30HTAIb, II0 Hafiae GopMy
3BYKY KapAMHATIbHO IIPOTUIEXHY Bifi aKajeMi4HO-
ro» (Mypasinpka, 2022, c. 176).

Buxopucranua HapopgHOi TBOPYOCTI y IOIY-
NApHINl KynbTypi He € BumagkoBuM. CydyacHOMy
IPYMX/IBOMY C/TyXady PifIkO KOIY I{iKaBO IIPOCTO
IIOCTyXaTy HAapOJHY IiCHIO meBHOI Kpainm. [1y6mi-
Ka II0Tpe0ye 10y, ACKPaBOCTi, TOTO, IO JIETKO 3a-
TIaM ATOBYETbCA. Takuil 3aIMT Mae OACHEHHS, 110
TIO/IATA€E Y BeMKil Kinbkocti iHopMarii Ta HOBUH
3 YCbOTO CBITY, fAKi IOJEHHO BUIMBAIOTHCA Ha I10-
TeHIlifiHoro cayxada. Ilfopanky Ha cTpuMiHroBux
cepBicax, AKi MOIMPIOIOTh MY3UKY AK BiOMUX 3i-
POK, TaxK i aBTOPIB IiCeHb, KOTPi AMATHCA TBOPYiC-
TI0 CBOIMM cuyIaMM, GOPMYIOTbCS HOBI IUTeVINCTI
«XiTiB», «HOBMHOK» Tomlo. Tpeba 3ayBaxuTy, 10
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caMe MOCTYIHICTb IHTepHeTy A momynapusanii
BJTACHOI TBOPYOCTi TAKOX POPMYE 3aINTH CYCIIi/Tb-
cTBa. AJpKe OYIb-XTO MOKe TIOAINTICS CBOIM ayfiio
YU Bifje0 Ta IMOIMPUTH JI0T0 Ha BECh CBIT.

3 MeTOI0 MNMPILIOTO POITIALY MUTAaHHA Pi3HOMA-
HITTA CYYaCHOI MY3MYHOI KyIbTYpu YKpaiHu [o0-
CTaTHBO 3BEPHYTHCA [IO MiCEHHOTO KOHKYpCYy €B-
pobayeHHs, Ha IKOMY IOPOKY IPEACTABIEHO 3pi3
NONY/IAPHOI My3UKM EBpOIN.

SlcKpaBUM TIPMK/IA[iOM, Jie BUKOHABELlb TaKOX
3BEPTAETHCA [JO HAPOAHOI MY3HKH, a/le TAKOX CHH-
Te3y€ [JOCBiJl BOKa/JIbHUX IIKiI MUHYIOTO 3i CBOIM
TOCBiZIOM Ta TeMAaTMKOIO ITiCHi, € cIriBauka JI>kama-
na i3 micHewo «1944» (mepeMoxHUIA EBpOOaYEHHA
2016 p.) BisuriBkoto criBauky € Te, 110 BOHA «BU-
KOPUCTOBYE pi3Hi BOKaJIbHI MaHepu (akageMmiuny,
JPKA30BY, €CTPAfiHY, HAPOLHY), IPUIIOMMU Ta BUKO-
HaBCbKi TEXHIKM 3a/I€XKHO BiJl TUILY TBOPY. Y 1IbOMY
IIOJIATAE CYTHICTD II TBOPYOI YHIKAIbHOCTI, ajpKe,
AK TIPaBUJIO, CIiBaKy JoOpe BOMOMIIOTH OXHIE
BOKQ/IbHOIO MaHEPOIO 1 yXKe PifIKO — JeKiNTbKOMa.
[xamara, sixa 3500y mpodeciitHy ocBiTy 3a paxom
i “ectpapHO-/pKa30BMIT, 1 “aKaeMidHMIT” CIIiB, 37aT-
Ha He JIM1le BUKOHYBATY TBOPY, 3a/Ty4aiouy OfVH i3
LVX BYKOHABCbKMX HApaTKBIB, a il MIKIIYBaTH iX y
MeXaxX OffHOTo TBOpY» (Boityenko, 2022, c. 79).

[Ipy moCTaHOBLI roOOCY €CTPAJHOMY BOKAJIiC-
TOBI PEKOMEHJIYETbCS HABUUTHCH aKafIeMiqHOTO
BoKaiy. Lle [03BOMNTD 1IOMY BIIEBHEHO BONOAITH
TOTI0COM, PO3BUBATH iHAMBIAYanbHICTb Y mif6opi
penepryapy, ajpKe BOIOAIHHA KiTbKOMa TeXHIKaMu
Hajae OiTbIIi MOXX/IMBOCTI s pearnisarii romocy
Bokasicra. CyyacHi npodinpai 3BO marorb y npo-
rpaMi BUBYEHHSA TEXHIKM aKaJ[eMiYHOIO BOKAIy,
TaK CaMo, fIK i e/leMeHTV HapOJJHOTO CHiBY. [/ HaB-
YaHHA CTYEHTIB €CTPafHOTO CIiBYy B METOAMYHMX
Marepiazax 000B’sI3KOBMM € BMKOHAHHS HAPOJHOL
IiCHi.

JInsa mpuKmamy BJANOrO IO€JHAHHA BMKOHAB-
CbKIX TeXHIK HaBefieMO MicHIo «1944». [Tepimmit Ky-
IUIET Ta IPYCIIIB MalTh PO3NOBifHMIT CTUIb. [IKa-
MaJla BUKOHY€E KYIUIET Ha MiaHO 3 BUKOPMCTaHHAM
CyOTOHY, 3By4aHHS JIeTKe, IIPOTe TOJI0C MA€e HaCH-
yeHe TeMOpanbHe 3abapBieHHs. Ta JOCBiTYeHOMY
BOKQ/IICTOBI 4YM II€JArory YyTHO HABIiTb Y TAKOMY
HEBJMMYLIEHOMY BUKOHAHHI aKaJleMi4yHy OCTaHOB-
Ky TONI0CYy cHiBa4yky. [Ipyrmit KymieT Ta IPUCIIB
€ aKTMBHVMM, NOPiBHAHO 3 TEpPLINMI, 3 TBEPAOI0

aTaKoIo 3BYKa, «CIIiBayKa MaliCTEPHO KOPUCTYEThCA
MIiKCTOBUM 3BYYaHHAM, IIOEJHYIOUM TOMOBHMI Ta
TpynHuit perictpu ronocy» (Boiruenko, 2022, c. 80).
BuxopucToBye TakoXX Cy4acHMit IIPUIIOM TBAHT ITPU
NiTHATOMY M SIKOMY TIiiHe0iHHi Ta OmylleHiit rop-
TaHi. TBaHT cIpuse rapHOMY MIKCTY, HOEJHAHHIO
TOJIOBHOTO i1 TPYAHOrO pericTpis. [I>kamana y cBoix
IiCHAX 9aCTO KOPUCTYETbCA HAa3abHUM MiJIBULIOM
TBAHTY, 3 IPUKPUTUM HifHeOIHHAM, Ha BiIMiHY Bif|
Opa/IbHOTO TBAHTY — 3 BiIKPUTUM IifHEOIHHAM.
[Tett mpuitoM TaKOX HOJAE Ha3a/IbHOCTI, A3BIHKOCTI
3BYKY, AKUII YK€ CTaB XapaKTePHOK 0COOMMBICTIO
3By4aHHA [xamaim.

Bokanis BMKOHYETbCA HAapOJHOK MaHEPOH, 3
NPUTAMAHHUMIY €/IEMEHTaM)l CaMeé KPUMCBKO-Ta-
TApChKill MY3UYHIN Tpajuilil, CXifHOMY 3By4aH-
H10. «[0/10COBNMIT amapaT y TaKOMy BUKOHAaHHi CTae
y IIacKy mosuiiro, )kamana BifKpUBae apTUKY-
TALIMHNWIA allapaT FOPU3OHTAIbHO, HA/JAI0UM 3BY-
Ky $opMy BifMiHHY Bifj K/IaCHYHOI aKajeMiYHOI»
(Boituenko, 2022, c. 80). Takox criBauka BUKOHYE
Menmi3Mu, i TO/moc yHomiOHIOETbCA 10 3ByYaHHA
HapOJIHOTO IHCTPYMEHTY AYAYKY. Aje BapTo po-
3yMiTH, 10 TaKe OMUCKyYe MOENHAHHA HAPOJHOTO
TaTapPCbKOTO 3BYYaHHA 3 aKaJeMiYHMMM Ta JpKa-
30BUMM IPUITOMAMM 3yMOBJIEHO HE JIMILE Mayic-
TEPHICTIO CIiBAYKM, a 1 1i KPMMCbKO-TaTapChbKUM
noxomkeHHAM. CaMe TOMy IlefjaroraM HeoOXiTHO
posyMitu isionorito apTUKYIALIHOTO amapary
Ta 0COOMMBOCTI, AKi IPUTAMaHHI 3ByYaHHIO KOH-
KpeTHMUX HapofiiB. CydacHMil TBaHT HepeitHATHII
3 XapaKTepHOro appoaMepUKaHCHKOTO 3BYYaHHS.
YKpaiHCbKa Ta KpMMCBKO-TaTapcbkKa HapOJgHA MY-
3MKa TaKOX MaloTb CBOI XapaKTepHi 0coOMMBOCT,
10 MOKHA TaK CaMo IlepeyiMaTi Ta BUKOPUCTOBY-
BaTH, AKILO PO3YMITH iXHi 0COOMMBOCTI.

Hacrynmaum npuxmagoM pisHOMAHITTA € IiCHA
2024 poxy “Teresa & Maria’, Buxonasui Jerry Heil
ta Alyona Alona. ®opmyBaHHs 3Byka B 000X He-
abusAK Bifpi3HAETbCA Bif MONepenHiX JBOX IpU-
KnajiB. X0oya Ha IIOYaTKy IIiCHI JIyHa€ 3acIiB i3
BUKOPVICTAHHAM €/IEMEHTIB YKPaiHCbKOTO HapOf-
HOTO BOKay, Y IPUCIIIBI IPOCTEXYETbCA CydacHa
ecTpajHa MO3ullid, i3 IPUAMXOBOI0 aTaKOK 3BYKa,
3ByYaHHS M siKe. Bokasmisu mics npucnisis, Ha Bif-
MiHy Bif [Dxamanu, oOnermieHi, i3 ACKpaBUM 3BY-
YaHHAM TONOBHOrO pe3oHaropa. Crif 3asHavary,
IO OKpiM Ilepe/TiyeHux MpUIOMiB, Y IICHI TaKOX



HasABHUI KYIUIET, AKNUII BUKOHYETbCA B CTU/I PeIl,
PUTMIYHUM pEYMTATUBOM, SKWII 3HANIIOB COOi
IJIAX B «€CTPAJHY MYSMKY 3 aMEPMKaHCHKOI KYJIb-
Typu kinug XX ct.» (Holmes, 2023, p. 602).

IIpencTaBHUKOM €IEKTPOHHOI €CTPaHOI MY3H-
ku € ONUKA. Cporo micHi0 «O3epHa» BOKasIicTKa
CIliBa€ Ha NPUMXOBIi aTalli, MaybKe IOLIETIKY, He
HaBaHTAXYI04y TeMOp HU3bkuMu obepronamu. Ha
il mpuK/azi, a TAKOX y TBOPYOCTi 6araThox iHIIMX
BVMIKOHABIIiB MO)KHQ BifJ3HAUMTY BUKOPUCTAHHA Ta-
KOT0 3ac00Y, SIK pO3/Ii/IeHHs PAAKa YM CIIiB Ha CKIa-
[, IO Ja/eKO BiXOAUTD Bifi KAHTUIEHHOTO CIIiBY
Ta IMITy€ €eKTPOHHI IHCTPYMEHTH, IITY4YHi 3aco-
ou: «f 3a-mo6-Ku po3-ka-xy; S mpo-Be-nIy Kpisb
Ty-MaH» TOLIO.

Hy>ke 6M3bKOI0 10 IOTIEPEHBOTO IIPUKIALY, aJle
BXXe MPeJCTaBHNULIEI0 {HIIOTO HANPAMY € CIiBayka
KOLA. [Ina posbopy Hasememo micHio «binsa cep-
1>, Kymietn MaroTh MenofieKnaMaliliHuii Xapak-
Tep, MPUCHIBY — M AKi, 3 IPUAMXOBOIO aTAKOI Ta
BUKOPVICTAHHAM BOKAJIbHOTO IIPUIIOMY CYOTOH;
ATeNoITh 371e6i/bIIOr0 TOIOBHUM PeTicTpoM. 3a
TEXHIKOI BOKaly II BUKOHAHHA CXO)XKe Ha MaHepy
cniBy amepukancbkoi cniBauky Billie Eilish. Taky
TeXHIKy 3aKOP/JOHHI JIOCTiJHUKM «Ha3BamM *Iile-
IITHUI CIiB’, IO IPECTABHUKIB SIKOTO HAa/leXaTh
Takox criBauky Lana Del Rey, Birdy ra in. [...]; xa-
paKTepUCTMKAaMy “IIETITHOTO CIiBY € CIIB Ha IIi-
aHO, JIeflb He IIOLIENKY, i3 BUKOPMCTAHHAM MajbKe
JIMIIIe OfJHOTO TOIoBHOTO pericTpy» (Holmes, 2023,
p. 604).

BucnoBkn. CyyacHa BoKa/IbHa eCTpajia YKpaiHu
HAallOBHEHA DPi3HOOApPBHVMMM CaMOCTI/IHMMY 3pas-
KaM, IKi perpeseHTyThb pisHi AK CTHII, TaK i BO-
Ka/IbHi TEXHIKV. BUKOHaBIIi HE MuIIe TPOJOBXYIOTh
JIOTPMMYBAT! KIACMYHOI TOCTAHOBKY TOMOCY, a I
3a3HAIOTh BIUIMBY iHIINX KYIBTYP, IO CTUMY/IIOE
iX 710 eKCIIepMMEHTIB Ta MOLIYKiB HOBOTO 3By4aH-
HA. BOHM aKTMBHO BUKOPMCTOBYKIOTbH IIO€[HAHHA
pisHUX CTWIB Ta HAmpsAMIB, W06 KOCATTY OiNb-
IIOTO PiISHOMAHITTSA 11 IJiKaBOCTi Y CBOIX MY3UYHMX
Kkomnosuuiax. Ila TenpeHiuia crae femam momy-
JIAPHIIIOI0 Cepef BUKOHABIIIB, KOTPI HaMaraxThCsA
CTBOPUTH YHIKa/IbHi TBOPH, 1J0 IPUBEPTAIOTH YBa-
Iy C/lIyXa4iB CBOIMY OPUTiHAJIbHICTIO Ta HOBATOP-
CTBOM.
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Y KOHTeKCTi BUK/IAZIalbKOI AiA/IbHOCTI Lie po3-
KPUBAE IOJIE I Iefjarora BOKay, i AK MOJIETIIYE,
TaK i ycKIagHIoE Jioro po6ory. 3 ogHOro 60Ky, Iie-
JlaTOT MOXKE 3BEPTaTUCA 0 KOHKPETHOTO CTIIIKO
JI IpalfoBaTI BUK/IIOYHO B JIOTO MeXaX 3i CBOIMI
yuHsAMU. 3 iHLIOTO, Ile 3yMOBIIIOE OaratodyHKIIio-
HAJIbHICTD Ieflarora Ta NoTpedye BOMONIHHA HaBY-
YKaMJl K aKaJeMiYHOIo, HapOJHOIO CIIBY TOLIO,
TaK i HOBMMM TexHikamy (LIEMITHMIT CIIB Ta iH.),
BOJIOJiHHA APTUKYIALIMHIMY, METOAUYHVMIU Ta
TeXHIYHMMM BIIpaBaMuL. JI/is1 ICKpaBoro, TeMOpab-
HO HACMYEHOTrO 3BYYaHHA €CTPAfiHOIO CIIBY, /I
PO3BUTKY BOKAJIbHOI €CTpajHOI LIKOMM YKpaiHu
HeoOXiTHO OCHOBYBATNCh Ha BUTOKAX HAPOJHOTO
CIIiBY, @ TaKOXX Ha K/IACMYHIil aKaJeMi4Hil KO,
[Ipu ybomMy OTpPiOHO PO3BMBATHU Ta BUKOPUCTOBY-
BaTy 3pasKy CBITOBOI eCTpafjHOI IiCHi, 3BepTaydn
yBary Ha pacoBy HPUHAJIEXHICTb, 0c06mBOCTI di-
310710111 Ta MOXK/IMBOCTI BiITBOPEHHSA 3BYKa, CIIELIN-
¢iKy HaIIOro roI0COBOTO aapary.

IlepcexTvBN MOJANBIINX NOCTIIKeHb. 3Ba-
Kal04y Ha IMPOTY 0OpaHOI MPOOIeMaTHKI, MOX-
Ha 3a3HAYUTH, 1[0 I TeMa Mae 6araro HampsMiB
st mornubnenss. OKpecneHHs CY4acHUX CTUIB
Ta BUKOHABCHKOI TEXHIKM Ma€ BOXIMBE 3HAUEHHS
IUIs BUKOHABCHKOI Ta IeJarori4Hol MisIbHOCTI. 3a
JIOTIOMOTOI0 IJbOTO BOKA/IICTY V1 IEJaTOTY MOXYThb
61/1b11I BIIEBHEHO MPALIIOBATH B PI3HUX )KaHpaX, CIIi-
JlyBaTy TEHJEHILAM CY4aCHOCTI, a He 3a/IMLIATICA
B MIHY/IOMY. Ha 0CHOBI IOfa/IbIIOrO JOCTIKEHHA
MOXKHA BMOKPEMUTM KOHKPETHI METOAMKMU IO€f-
HaHHA CTWIB Y BUKOHABCTBI, {00 3aCTOCOBYBATH
iX Ha MpaKTuIi. A TaKOX, IO € He MEHII BaX/IN-
BUM, C/IiJi IIPOJIOB)KYBATY aHA/II3yBaTU CY4acHY MY-
3UKY Ta IOPiBHIOBATH 1i 3 MUHYIMMM 3pasKaMI, 110
MOJKe [JO3BOIUTI HABIiTh yIepe[KeHHA TeHIEHLIIN
€CTPAJIHOTO BUKOHABCTBA, a L1eé — BUBECTY €CTPAJl-
He BUKOHABCTBO YKpaiHM Ha HOBMII PiBE€Hb, KOII
YkpaiHa, Ha piBHI 3 IHIIMMY KpalHaMy, 3MOXKeE 3a-
JlaBaTy MY3MYHI TEH/IEHII.
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H. M. Manunoecvxa. banbHmii TaHenb y TBOPYil
KoHuenuii I. Heuys-J/IleBuupbkoro

Y cTarTi JOCHIKEHO BHECOK BUJATHOTO YKpaiH-
cpkoro mposaika I. Heuys-JleBunpkoro y BUBYEHHA
BITYM3HAHOTO XOpeorpaivHOro MICTELTBA, 30KpeMa
1106y T0BOr0 6a/1bHOr0 TaHIK0 XIX CTOMITTA B KOHTEKCT
YTBEpP/KEHHA HalliOHa/IbHOI ifeHTHyHOCTi. [locTaroun
dopmoI0 IpoBefieHHs O3B MPUBINEIOBAHUX TIPO-
IIApKiB YKpaiHCBKMX MICT, 6anbHNII TaHENb Y TEKCTaxX
I. Heuya-JleBunibKoro mificBidye eK3suCTEHLiIHI Kpusn
B JJO/IAX repoiB. [loBeieHo, 110 TBOPYMIT METOJ| YKpaiH-
CbKOTO IIPO32iKa, JIOT0 CIIOCTEPEXINBICTD BUIIIEKATIN
KOHIIEMIil0 TAaHI[I0, AKa 32 PiBHEM y3arajbHeHH: He I10-
CTYIAE€TbCA pe3yabTaTaM IiSHIIIMX aHTPOINOIOTiYHIX
JOCTi/PKeHb. 3aIIpOIIOHOBaHO BPaXOBYBATH COLliaTbHMIT
3aIlUT Ha HeCIeHiYHy TaHL[I0Ba/IbHY aKTUBHICTb MOMIO-
fil i JOPOCIMX, IPYHTYIOUUCD HA TPAJMIIIAX YKPAiHCHKOI
xopeorpaiqHoi Ky/IbTypiL.
KmrouoBi cmoBa: I Heuyii-/lesuypxutl, ykpaitcoka
xopeozpagiuna Kynvmypa, 6anvHuii maeyw 6 Ypaini.

N. Malynovska. Ballroom dance in the creative
concept of I. Nechui-Levytskyi

The purpose of the study is to find out the place of
dance in Ukrainian culture as reflected in the works of
L. S. Nechui-Levytskyi for the development of educational
and coaching strategies of national choreographic art.

The methodology. The research methodology is
based on an interdisciplinary approach. The methods of
structural and functional analysis, deconstruction, and
comparative analysis are used.

The results. A new study of the creative heritage of
I. Nechui-Levytskyi, in particular the novel “Clouds’,
which was one-sidedly interpreted in the conditions of
colonial and postcolonial existence of Ukrainian culture,
has revealed that one of the most prominent Ukrainian
writers had a deep understanding of dance as a form of
self-expression and creatively used dance as a means of
expression. This text captures the everyday ballroom

dance as a part of the culture of a Ukrainian city in the
second half of the XIX century. In the overall composition
of the novel “Clouds’, the dance episodes foreshadow
a certain existential break in the fate of the characters.
Contemporary research on the anthropology of dance
has yielded similar results. At the same time, through the
work of the Ukrainian prose writer, one can understand
the holistic concept of ballroom dance in the life of
Ukraine in the second half of the XIX century, common
to the European mental space. In the context of the
current stage of national identity formation, a promising
task for contemporary choreographers is to expand the
possibilities of creative expression for young people and
adults through the development of cognitive and self-
developmental aspects of non-stage choreography.

The scientific novelty of the article lies in highlighting
previously unexplored aspects of 1. Nechui-Levytskyi's
work, and thus expanding the understanding of the role
and place of non-stage dance in Ukrainian culture, the
possibilities of its development.

The practical significance of the study is to highlight
previously unexplored aspects of I. Nechui-Levytskyi's
creativity, and thus to expand the understanding of the
role and place of non-stage dance in Ukrainian culture,
the possibilities of its development.

Prospects for future research. To substantiate possible
changes in the strategies of training choreographers,
taking into account the public demand for non-stage
dance activity of young and adult people, based on the
traditions of Ukrainian choreographic culture.

Keywords: I. Nechui-Levytskyi, Ukrainian choreographic
culture, ballroom dance in Ukraine.

AxTyanbHicTb TeMu focrimKenH:. CycIibHO-110-
JUTUYHI 3PYLIEHHA OCTAHHBOTO [IECATWUITTA BKOTpE
aKTYaJli3yBa/y MUTAHHA IIPO YKPAIHCbKY HAIllOHA/IbHY
imeHTHYHICTD. [IOBOIMTHCSI HAHOBO 3aCBOIOBATI, A Ya-
CTO i BiIKpVBaTH BIIEpIIe, OaraTIoNy Ky/IbTYPHY CIIaji-
IJHY, 3aMOBYYBaHY, BUKDPEC/IEHY, JVICKPEIUTOBAHY

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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a00 0fHOO0KO TPaKTOBAHY B YMOBaX KO/IOHia/IbHO-
o 4) MOCTKOJIOHIaIbHOTO icHyBaHHA. Takoo, 30-
KpeMa, € TBopua crnafmyHa I. Hewya-JleBunpkoro,
OfIHOTO 3 HAWBMUJATHINIMX YKPAiHCHKUX NUCbMEH-
HVIKIB, AKa, BIATBOPIOKYM WIVPOKY KAPTUHY KUTTA
YKpaiHLiB fpyroi monosuHy XIX cTOMTTS, MiCTUTD
Ba)K/IVMBI MaTepiany O NUTaHHA IIPO Miclle Heclie-
HIYHOTO 6A/IBHOTO TAHIIIO B YKPATHCBKIil KYIBTYPI.
3Bakalouy Ha 3HAYHMIT iHTEpeC 1O HeBepOATbHIX
dopm KoMyHiKallii B CyJacHOMY CBiTi, BUCBIT/IeH-
HA JAHCOJOTIYHOIO acIeKTy TBOPYOCTI BYUJATHOIO
YKPaIHChKOTO IIPO3aiKa € aKTya/IbHIM Y KOHTEKCTI
BITYM3HAHOTO MUCTELTBO3HABCTBA.

AHami3 OCTaHHIX ROCTiKeHb i MyOmiKamii.
[Tonpu e, mo I. Heuyii-J/IeBuubKuit 3aBXau JOTpK-
MyBaB KaHOHY YKPAIHCBKOI JIiTepaTypu, yABIEHHA
PO J10T0 TBOPYICTb CK/IaNOCh OFHOOOKe, Iepe-
B)XHO fAK IIPO «00pIIA MPOTH KpilanTBa» B MOBICTI
«Muxkona [xeps» Ta «BUKpMBaua iHAMBigyamisMy
NpiOHMX BIACHMKIB, fKi 3a cBOIMM JpiOHUIIIMU
He XOUYTb OAYUTH YOTOCh BETMKOIO, IPOMAJIChKO-
ro» (bpacmaBcbkuit, 1944, c. 15) y HaitBigoMimomy
cepen ykpainuiB tBopi «Kaitmaurea cim’s». Ilo-
Tpe6a HOBOTO MPOYMTAHHSA YKpPaiHCHKOI KIIacu-
ku XIX cromirrs, 30kpeMa I. Hewys-JleBuupkoro,
3yMOBJ/IEHa 3MiHOK JUCKYPCY YKPaiHCBKOI KyIlb-
TYpH i, BiJTIOBIHO, KOHIENITYaIbHMX 3acajl MIUC-
TeLITBO3HABUMX JOCTimkeHb. Ha 3miHy 0060Bs3-
KOBOMY [ia/leKTMYHOMY MarepianisMy IPUILIIO
METOJIO/IOTiYHe PO3MAITTA 3aXiJIHOI HAYKM, @ 3 HUM
1 IPMHIUIIOBO HOBE YABJIEHHA IIPO TaHELb i 10T0
MicIie B KynbTypi. 3okpema, T. IlonxeM cTBepmKye,
10 «Ha HaliyHJaMeHTaJbHIIOMY piBHI aHasi3y
TaHelb, TeHiep 1 KyIbTypa — Iie OfiHe i1 Te caMe»
(Polhemus, 1993, p. 3). [TomupenHs MDKEUCIAITI-
HApHOTO MiXOAy BUABUIIO Iapajeli MK TaHIeM
i miteparyporo (Hanna, 2008, p. 905). bpuranceka
pocmiganua I. Hepe y Bipmosipniit mpami (Nurse,
2007) 3acTocyBama aHTPONOJNOTIYHMII TiAXif HoO
BJBYEHHs KOHKYPCHOTO 0OQ/IbHOTO TAHIIIO, 3ayBa-
XKYI0UJ, 0 «BUBYEHHA (HOPM i NIPaKTUK TAHINO
MOXKe 3a0e3meunTy IMMOIIe PO3YMIHHA IIEBHOTO
CYCII/IbCTBA, MOMIMPIOIOYNCH HABITh Ha HECIIOAiBa-
Hi cepn 3aBAKU TICHOMY 3B’A3KY MX KY/IbTYPOIO
i TaHem» (Tam camo, 2007, p. 9). Jocmiguuus Ta-
KOX II0Ka3aa, [0 HeCl[eHIYHMiT OalbHMIl TaHelb
€ «0araTo COILia/JbHOK Ta KYIBTYPHOI IPaKTHU-
Komo» (Tam camo, 2007, p. 11).

3a 30 pokiB He3a/neXXHOCTi YKpaiHy BUCBIiTI€HO
e OfMH IIACT TBOPYOCTI BMJATHOIO IPO3aiKa,
a caMe BifOOpaKeHHS >KUTTS YKpaiHCbKoi iHTe-
nirennii gpyroi momosuHn XIX CT. i 3apoKeHHA
IPOCBITHUIIBKOTO Ta HalliOHA/IbHO-BU3BOIBHOTO
pyxy. Tak y dokyc yBaru foC/migHuKiB oTpanmmm
OIMCK YKpaiHCbKOI Michkol Kymbrypu XIX cr,, i,
30KpeMa, BUPa3Hi 11 BAYM/IUBI ONUCY TaHIIiB, 3pO-
oneni I. Heuyem-JleBuiipkum, srajjkut po siki ogpa-
3y IOTpamuIy B JOBiKOBi BupjaHHA. OfHOYacHO
Oy/10 BUCBIiT/IEHO aCIEeKTU TBOPYOCTi MUCbMEHHM-
Ka, TIOB fI3aHi 3 00CTOIOBAHHAM YKPAiHCHKOI HaIli-
OHaJIbHOI imeHTIYHOCTI (Areesa, 2022, ¢. 91-109).

OcTtaHHIM 4YacoM 3'ABMIOCH KilbKa CTaTel
K. lllkypeeBa, y AKMX, 30KpeMa, HEOJJHOPA30BO I0-
PYyLIYyBa/lOCh IUTAHHA NIPO CYTHICTh HECLIEHIYHOTO
0anbHOrO TaHIIIO, IOTO MEPCIeKTUBU SK COLjiab-
HOI HPaKTUKHU, 0cobmmBoCTi mpodeciitHoi mifro-
TOBKM (axiBI[iB y IPOQiIbHUX BUIMX HABYATBHIX
saxnagax (Ilxypees, 2022; 2023). 11i crarTi 3acBiz-
4y HoTpeby B OHOB/IEHHI ;OPOOKY 3 icTopii yKpa-
iHCcpKOi XOpeorpadivHOl KYNbTYpH i3 3a/TydeHHAM
paHillle HeTOCTIKYBaHNX MaTepiasliB, 30KpeMa Xy-
JIOXKHBOI JliTeparypu.

TaxkuMm umHOM, CHeIaJbHUX NOCTIIKeHb, SKi
poskpusamu 6 BHecok 1. Heuys-JleBuipkoro y Bu-
BUEHHs YKpAaiHChKOI XopeorpadiyHoi KymbTypu,
JIoCi HeMae, 1 114 po3BifiKa € IIepLIOi0 B I[bOMY Ha-
npsAMi.

HaykoBa HOBI3HA CTATTi IIO/IATAE Y BUCBIT/IEH-
Hi paHillle HEJOCTIKYBaHNUX ACIIEKTiB TBOPYOCTI
I. Heuya-JleBuupKoro, i, BifTax, po3lupeHHi ysaB-
JIEHHA IPO POIb I MICIle HECLIEHIYHOrO TaHII0 B
YKPAIHCBKIiil KYIbTYpi, MOXIMBOCTI JIOT0 MOJA/Ib-
II0TO PO3BUTKY.

Merta cTaTTi — 3’ACyBaTH MiCIle TAaHINO B yKpa-
HCBKill KyZbTYpi, IK BOHO Bigo6pakeHe y TBOp-
gocti L. C. Heuysa-JleBuupKoro i pO3BUTKY
OCBITHIX 1 TpeHepChKUX CTpaTeriii BITYM3HAHOIO
xopeorpadiynoro mucrentsa. BinmosigHo, mocras-
JIeHi HAaCTYIHI 3aBJaHHS: BUABUTY HAiOi/MbII 3HA-
qyIyi TaHIoBanbHi ciienn y TBopax . C. Heuya-Jle-
BUIIbKOTO; JOCTIANTY 3MICT 1 pO/Ib TaHIIIOBAIbHIX
eIi3ofiB y TBOpaX YKPaiHCHKOIO MMCbMEHHIKA;
BiITBOPUTY yAB/IEHHA IMCbMEHHMKA IIPO TaHENDb i
J10TO MicIie B XKUTTi.

B ocHoBY MeTORO/MOrIT HOCTIKEHHA TTOKIAIEHO
MDKAVCUMIUTIHAPHMIT HiAXifl. 3aCTOCOBAHO METOAN



CTPYKTYPHO-(QYHKI[IOHAIbHOTO ~ aHAJI3Y, [IeKOH-
CTPYKLil, MOPiBHANBHOrO aHamisy. JKepenbHOr
6asoro crarti cramu ony6mikosaui TBopu I. Heuys-
JleBuibKoro, mpani yKpaiHCbKMX i 3aKOPZOHHMX
TOCMITHMUKIB 3 MICTEITBO3HABCTBA I TaHIIIOBA/Ib-
HOI aHTPOIIO/IONi, @ TAKOX B/IACHMII TAHIIIOBA/Ib-
HUI JOCBIf.

Buknmajg ocHOBHOrO Marepiamy AOCTif[KeHHS.
Y 6ararbox, AKIIO He B O1IBbIIOCTI CYCHiIbCTB, TaH-
11 BiflirpaloTh collia/ibHy porb. «MaitKe Bifl KOXHOI
JIIOIVHY OYiKYIOTb, 1IJ0 BOHA KO/ICD Bi3bMe y4acThb
y TaHLAX, 1 Hallle 3aXifHOEBPOIEIICbKE CYCIIiIb-
CTBO He € BYHATKOM. TaHIi IpeacTaB/IAnTb C06010
HPUITHATTA BUSHAHMUX, 9ACTO CIJIbHUX MOJENeN y
Bu3HaveHnit yac» (Nurse, 2007, c. 14). YkpaiHcbke
CyCIinbCTBO Apyrol nonosuun XIX cTomiTTA y TBO-
pax L. C. Heuya-JleBuijpbKoro nocrae came TakyuM.
Tanuroanbhi emisogyu pomany I. Heuysa-Jlesuip-
Koro «Xmapu» BifTBOpIOIOTb chepy MmobyTyBaH-
Hs OaJbHUX TAHLIB B YKpaiHi Apyroi monoBuHN
XIX cr. e gomarni Bewipkn i 6amm B kmybax. Haii-
yacrime B TeKCTi Qirypye Kagpwib, HapHWII TaHEIb
ycTaeHol KoMmosuii, 1o noxozus 3 paHiiii i 6yB
IOMY/LIPHNIT Ha TOM Yac 1o Bciit €spomi. Le 6yB
TaHeIb-IPUBITaHHS, CHOCIO IMPOJIEMOHCTPYBATH
MoJiHe BOpaHH /ISl 1aM, BIIPABHICTb i ra/aHTHICTh
JUIA 4OJIOBIKiB, Becemmil Ta pyxausuil. [lisHime e
3rafiKit IIpo MO/bKY i Ba/libC — TaHILi, [0 3aHYPIO-
I0Tb Y BUXOpP HIBUIKOTO PYXY i HECTPUMHOI TeYil.
Lle 4iTkO OpraHi3oBaHi KOMIIO3MLIiViHI TaHIi B Me-
»KaX HOpMaJIbHOI JIIOZICbKOI aKTUBHOCTI. «[IncbMeH-
HVIK J00pe 3HaB IIOOYT Ta CYCIIi/IbHI BiTHOCHHY pi3-
HUIX COLia/IbHMX TPYII i IPaBAUBO iX 300pa>KyBaB...
3 TumiB i 06pasiB, 1o IX BiH MasTIo€e, MOXXHA CK/IACTI
IpaBUIbHE YABIEHHA IIPO TOI Yac, KOMM BiH XKUB 1
nisB» (bpacnaBcbkuit, 1944, c. 11). [To6ixHi sragku
npo TaHui y TBopax I. C. Heuysa-JleBuipkoro tpa-
I/IAX0THCA HEPiJKO, OIHAK JIMIle B poMaHi «XMapy»
TaHI[IOBAJIbHI ClIeH! MalOTh Be/lIMKe 3MiCTOBHE Ha-
BaHTaKEHHA.

[lepmmil TaHIIOBAIbHUI €Mi30[ POMaHy iNlko-
CTpy€ KYIbMiHAllil0 yCTajleHHA BiJHOCUH Y poO-
mvHax repois. JKurts B Kuesi it HaykoBa po6oTa
3MIHMIM CBITOCHPUITHATTA KOMMIIHIX CTYHEHTIB:
pocianyH Bo3aBIDKEHCbKNI, MifNaBIIN i BIINB
€HepriiiHoOl 1 BIEPTOI APYKUHU-KUAHKY, IPOTH il
TaHI[IOBAaHHA Ha 6aJax BXe He 3amepedysas; [lam-
KOBMY fiefiani Oinblne 3armmbmOeTbcsa B HAYKy i
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HeXTye TORiOHMMY posBaramy. CremaHupa Ipar-
He «BUTAITYU 3 KabiHETy CBOrO My>a» i BIIAIITOBYeE
Bevip 3 MysuKamu Ji TaHuAMU. «BoHa 3Hama, 1m0
JlalKoBMY KOMUCh TaHIIOBAB 33aMOJIONY, HaBiTh
M06MB TaHIi», ToMy «CTermaHua HaifHsAMa Ha Iji-
ML Bedip 4OTMPM MY3MKM 1 HaIpocuyia fio cebe
rocreit» (Heuyii-JleBuupkmit, 2012, c. 344). Tanni
Oy/IM >KafjaHUM CIIOCOOOM TIPOBeNEeHHs HO3BI/LIA:
«3HaitoMi mpodecopy, ypsALOBIL i KYIILIi TOIPUXO-
IV 3 KiHKamu ¥ oukamu. Mapra mpubpanacs,
K Ha Beci/is, B rapHy 6iny cykHio. Monozi npo-
¢ecopiBHM 11 KYNLiBHM He CXOTi/M HaBiThb INUTH
Yal0 Ta BCe KA/, 100 MY3UKI MIBYALIE 3arpain
710 TaHIIiB... My3uKy noyany Kagpuib... JJamkony
IPOCUB CBOK JIJaMy IIOKa3yBaTb JIOMY, Ka3aB, IO
BiH 3a CBOIMJ KHJDKKaMM 30BCiM, MabyTb, 3a0yBcs
TAHLOBaTh. Pa3 i [pyruil BiH IepeiioB 3amy fAK
Tpeba, ajte 3apas-Takyu moyas 36uBarbcs. lamu mo-
Ya/IM IOfjaBaTh OfHA PYTiil PyKM il IIEPEXOANTD, a
HlamkoBud TKHYB i co6i Tyam cBoMo pyKy. [Ipyra ¢i-
Trypa IpOJILI/Ia rapasy, a Ha TpeTiit JlalkoBuy 3HOB
36mBcs... Ha gpyry xappunb Crenanuza mocraBuma
JlamkoByya TaHIIOBATD 3 OO0, MPaBYBaIA HUM,
IOKasyBaja 1OMYy CTeXKY I TaKu MpPUCHUIyBaaa
J10r0 3HOB BUBYNTD 3a0yTi TaHILi» (Heuyit-/leBup-
kuit, 2012, c. 345). Tanui Tiel goManIHbOi BedipKu
noTpeOyBaaM HaBiTh Oinblne 3ycummb, HDK Ipo-
decopcpka pignmbHicTh: «Oif, AK HU3DKO MYCHIA
cnycTuthest Most inocodebka mucmb! Omke 3a
HaitBaxuuMu ¢pinocopamu HiMewunnn s He BTOM-
JIABCA TaK, AK 3a IMMY TaHISIMI... MeHi 30BCiM He
B aymui omi tauui! binbme g T06i He TaHIIOBATH-
my! Hexait TaH1tor0Th Mooz 3a meHe!.. OHave,
HEBBAKAI0YM Ha CBO€ 3apiKaHHA, BiH MYCUB IIiC/IA
Beyepi 3HOB TAaHI[IOBATh, 00 J10TO CHTyBaIa 1aCKOI0
1 IPOXAaHHAM MOJIOfA 11 TapHa XKiHKa, a Iepef Ta-
KM YapaMI JIef{Be 4 BCTOITH fAKa HailTBepHila
dimocodisa» (Tam camo, 2012, c. 346).

Jpyruit neTanbHUI TaHLIOBAJIbHUI €Ii30f 3a-
BepIIye MOBEPHEHHs MPOPECOPChKUX JOYOK 3 iH-
cturyty pogomy. Temep rocti — mpodecopy, «ra
BCe He JIy>Ke MOJOAI, Ta Bce 3 Omigmmu, 3acupxe-
HUMM BUJIAMM. 3 HUMY HONPUXOAMIN IX SKIHKM it
nouxu» (Hewyit-/leBuipkmit, 2012, c. 404). Lleit
«BYEHMIT KPY>KOK», Ha BIIMIHY Bifl KYIIIIiB, TaHIII0-
BaTyl He KBallUThCA, POSMOBJIAKTD IIPO HAYKY, IIPO
Xa3AJICTBO, II0TD Yaill, i TIIbKY IIOTIM TaHIIOKTh.
«OpHa HeMO/Iofla JlaMa Cila 3a posA/b i1 3arpana
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Kajgpuii. CTyfieHTV HOIIpOCY/IN TIaHHIB JI0 TaHIIIO»
(Tam camo, 2012, c. 404). OgHak i TyT TaHIi Bigirpa-
I0Th TpaHcpopMyrdy ponb: «Onbra po3XofyIach
B TaHIAX. [HCTUTYTCBKI Mpii 3aroMoHinu B ii pan-
Tasil. BoHa srajana posmoy Typman mpo apucto-
KpaTuyHi 6a/m ecb B HajeKilt CTOMNII, Ipo Ty pos-
Kil, i 1i [yMKa IOHECTach [iech HANeKo, B AKUIICh
dbanTacTuyHmMit cBiT» (TaM camo, 2012, c. 405). Ile
IiJHECEHHs He 3Tacy/IM HaBIThb HEOKOBMPHI pearii
JIOMAIIHbOI BEYipKM: HEBIIPaBHi KaBajepy, Heele-
TaHTHI JaMM 1 IX HeBUIIYKaHi MaHepy: «Aje il Ka-
Banepu!.. Ix Bonu taHn0TH?! He BMitoTh rapasy
HaBiTh IpoTaHIoBaTh poHso! Ilnyrarorbed, AK Ha
TOYKY MiljaHkm» (Tam camo, 2012, c. 405). Tpoxu
IEPENOYHYBIIN, IHCTUTYTKY, OJHAK, IIOBEpTa-
I0TBCS JI0 3a/11: «00U/IBi BOHY, TOOPABIINCH 33 TOH-
Ki TaIil, My yepes IOKOI, fie Tpalu B KapTu, Je
0710 AYIIHO i1 AMMHO, Jie XOVIIN 110 3aJTi KaBajep,
110 TaK He TIPUIA/M [0 BIOKOOY MOMONVM iHCTH-
TyTKaM. Toll Bedip 3HOB 00/IMB XOMOJHOIO IIPO3OI0
XKUTTA 000X IHCTUTYTOK» (TaM camo, 2012, c. 406).

Tperiit, HaitbinbuI 3HAYYIIMIL i IeTAaTBHO PO3-
poOneHuil TaHI[IOBA/IbHUIT eMi30f IepepBiliae
JIOIEHOCHI 3PYLIEHHA Y CBiZIOMOCTi TOJIOBHOTO Te-
posa IlaBma Papoxa. 3a ropuHy TaHIIOBa/IbHOTO
Beyopa BiH HaHOBO IIPOXXMBAE BCIO iCTOPiI0 CBOTO
HELIACIMBOIO KOXaHHA BiJl 3aXOIIEHHA «BHUIIELIE-
HOI0 MiCbKOK Kpacor» Onbru i 3pedeHHS CBOE]
nep1oi M000Bi /10 CriBY40i, COPOM SI3MUBOI XyTO-
panku laji, yepes ycBifjoM/IEHHA CIIOTBOPEHOI iH-
CTUTYTCHKMM BMXOBaHHAM ONbXIHOI OBEPXOBO]
i ambitHOI BRaui, o crpo6 mpobyauty B Hiil iH-
Tepec 10 CBOIX HAPOJHUIIbKUX ifjeaniB i po3yMiH-
Hs MapHOCTI IX crpo6. Bup TaHIi0 ToO €fHaE, TO
pO3fiiiA€ 3aKOXaHUX, aKyMY/IIKYM iXHI IIOYYTT,
IPUITTYLIYIOYN TOTI0C MTOBCAKEHHOCTI, HiBEII0K0YN
MOX/IMBICTb KoMIpoMicy. «OpkecTp yaapus Bece-
Ty TIOTIbKY, i My3JKa MO/MMIAch 110 3a7i it Hibu BJja-
puIa eNeKTPUIHYMM TEYiAMM 110 MOTOAMX HEPBAX,
II0 MOJIOAVX AyLIaX. 3 yCiX KiHIIiB 3a/11 HOCUTIA/IACh
Ha mapkeT mapu». Onbra cama sanpomye IlaBma
TaHIoBaTH. «Pajiok 3a0yB yce Ha cBiti: i 6arbKa,
11 Matip, i camoro cebe, He 4yB HaBiTh My3uK. BiH
TinbKy 6a4uB nepes co6oto Onbry, TiMbKM MOYyBaB
il B cBOIX pykax, i Bce Hi6u neTiB, HeHaye B [laH-
TOBOMY TaHIli O/Ia’KEHHMX Ay Ha Hebi. Bin Oys
AC/IMBUIA, 1O JepXKaB Ii B CBOIX pyKax, Lo II A1-
XaHHA 00BIBAJIO JIOTO JMIIE, IO I 04i Tak OIM3bKO

sarAfam B jioro oui. Momy samanymnoch, mo6 He
6yro it KiHist Tomy TaHuesi» (Hewyit-/leBuupkuit,
2012, c. 514). TaHelp MOCTa€ MPUBIIEEM MOIOIO-
cri i kpacn: «Komu x Tpebal kom x koHde Tpebal..
Opun Tomy 6yBae 4ac! Tpeba HarynaTbcs, Tpeba
HATaHII0BATUCD. YN 4 )K Majo HaCUZINACh y TOMY
iHcTuTyTi? [IpuHaiiMHi 6yjie 4MM CIIOMMHATD CBOIO
MOTOAICTD... OpKecTp 3arpas BajbC; Iapy IMHYIN
3 ycix yciofiB i 3Hec/ X HeHaye BOJOI0 Ha Oeper.
[TocTaBuuit odiuep sampocus Onbry B TaHelb.
A Pajiiox cTosB 300Ky I AMBUBCS, SIK KJIEKOTIIO B
3aJl, AK yCi BEpTilNCh, KPYTUIUCH 1 BCe OfIIXan
vioro panmi Ha6ik... Ombra mpubira go ioro, cama
IPOCTAIIA JI0 IOTO PYKH, BECENIO 3arOBOPIIIA, Haye
same6eTana. Bin yxomus ii it mimoB y TaHeIb, 3HOB
Lac/mMBMit TUM, 150 OJ1bra iioro M00uTS, 5K i mepe-
IHile mo6uia... Bin 6auns, mo Onbsi mogob6anThb-
Cs1 KOMIUTIMEHTH i Ta fop6a X/I0NIiB, X TYNMIAHHA
11 IX mimmecauBicTh». TaKMM YMHOM, CaMeé Ha TaH-
1110Ba/IbHIlT Beviplji IPOTUPIYYA CTOCYHKIB repoiB
BUSIBU/IVCH SIKHAIITIOBHIIE, i CKOPO PO3B’sI3a/MCh
OCTATOYHMM PO3PUBOM (TaM camo, 2012, c. 404).

B ycix HaBefieHNX eMi30/aX MICbMEHHYK JieTajlb-
HO BIITBOPYB, AK 3aXOIITIOE EHEPrid TaHLI0, AK IIe-
PETBOPIOE MIOANHY, Ha KOPOTKUIA Yac 3MiHIOE 1I CBi-
TOCIPUIHATTSA, BUTATYE Ha IIOBEPXHIO IIPUXOBAHE,
pobuTh HecBifoMe YCBiTOM/IEHMM, HpOBIlyIOYM
BUCHOBOK MAJfOyTHIX AHTPOIOMOTiYHMX JOCTi-
JKEHD TIPO Te, IO «TAHEND € NMEPEBIPEHNM CIIOCO-
60M 3MiHU B IHAMBIfya/IbHNX MOJE/AX IIOBEAIHKI
(Nurse, 2007, c. 165). I1i BrtuBoM Kaapuii Ha 10-
MallHill Bewipi sragye 3a0yTi TaHIl, a 3 HUMIU iH-
Tepec 10 MOBCAKEHHOro XUTTs npodecop dino-
codii JlamkoBud; Mapra HaBaKyeTbcs 3MIHUTH
MOJie/Ib CTOCYHKIB Y CBOII1 pOJVHI, HiIOPASKYBaB-
1 co6i 10 TOTO IeCIIOTUYHOTO i 3BE€PXHBOTO YOTIO-
Bika. Y KuiBCbKOMY KITy0i MONORMIT YNHOBHYK-Ha-
nionan Pajtox y Tanui 3abyBae mpo XBopy Marip,
BaXXKY IIOIOPOX OCiHHiMM oporamu 3 [Tonrapmy-
HM, CBOI CYMHIBM 1 BaXKKi po3yMu. Y TaHIAX po3-
KPU/IAch CIIPAaBXHS CYTHICTD J10ro koxaHoi Onbriu,
a caMe 3TyOHMIT BIUTUB iHCTUTYTY 6/IarOpOAHMUX Ai-
BIIIb 3 JIOTO 3BepXHICTIO i pycudikamiero i cBirto-
cnpuitHATTA. CaMe Ha TaHIAX MOJIOJ IIOAM 3PO3Y-
Mi/I OCTaTOYHO, IIJ0 BOHM He [10 apy. BogHovac y
TaHIi HA MUTb CTaja IPUBAGMNBOI0 HEBPOMINBA
Karepuna. Y saranbpHill KOMIOSUIiI TBOPY TaHIO-
BaJIbHI eIi30/11 IIPOBILYIOTD IIEBHMIT €K3VCTEHILii-
HUIT 371aM y fiori repois. To6To0 y cBoeMy posyMiHHi



BIUIMBY TaHL0 Ha mopauHy I Hewyii-J/leBuipkuit
MaB Ty CaMy KOHILIEILIiI0, IO 11 Cy4acHi JOCTifKeH-
HA aHTpomnonorii Taxmo. 3okpeMa, [Ix. XaHHa 3a-
3Ha4ae: « TaHelb MoXKe OPOKYBATH Oa4eHHS a/lb-
TEPHATUBHMX MOXX/IMBOCTEN Y KYIbTYpi, MOMITHUIIE
Ta HaBKONMIIHbOMY cepefoBuii. Kpim Toro, Ta-
HeIlb TaKOXX MOXXe CIIPUATY TBOPYOMY BUPIilIEHHIO
npo6eM i 3aIy4aTy yBary, MOTMBAIlil0 Ta BIHATO-
pony» (Hanna, 2008, p. 906).

Oxpemoi yBaru 3aciyroBye Toi $akT, 110 B po-
MaHi «Xmapm» I. Hedya-JIeBUIIBKOTO TaHIIOIOTb
[IOpOCIi, KOTpi 3HAKOTb TAHI i BMIIOTb TaHIIIOBA-
TI, 1 TIEePEeXMBAIOTh IPYU IIbOMY CKIafiHi [yIIeBHI
TpaHcdopMmariii. Y cydacHoMy yAB/IeHH] yKpaiHIIiB
TaHelb OyBae abo mpodeciitHuil cueHidHMIt, a60
KOHKypcHMIT ana pirteit. Topuictb I. C. Heuya-
JIeBMIIBKOTO 3acBifdye, 10 Tak Oy10 He 3aBXHM,
6ambHMIT HecteHiuHmit Tarenp y XIX cronirti 6yB
HEBIJIIIIPHOIO CK/IA/I0BOI0 IOBCAK[EHHA IPUBiIe-
JIOBaHMX KiJl yKPaiHChKIX MICT.

[Ticns igeomoriyHoro po3rpoMy OabHUX TaHIIB
Y pafsHCbKi yacy i IX momabuioro o6MexeHoro
I03BOJTY Y BUITIAL] AUTAYOI XYAOXKHDBOI CAMOZiA/Ib-
HOCTI Ta HEYNCIEHHUX KIyO0iB KOHKYPCHOTO TaH-
III0 TPajullis MoOyTOBOTO TAHI[IOBAaHHS B MiCTax
Ykpainu Oyna HITY4YHO IepepBaHa He JIVIIE Opra-
Hi3aLilfHO, a il mepefyciM MeHTanbHO. Po3rmiBy-
1i HACTIIKM PajsAHCbKOI Ky/IbTYpPHOI MOMITUKY Ha
YKPAIHChKY XOpeorpadiuny Ky/IbTypy BiT4yBarTh-
sl 71 HUHI, HIC/ISA AeCATWITTA CIpo6 eHTy3iacTiB
BI[pOAVITI TPafIUIIii JOPOCIOr0 aMaTOPCHKOTO TaH-
moBaHHA. [liA/bHICTD IUX KTy0iB, AK i MOUMpeH-
Hs TAHI{B cepef] JOPOCINX, IO ITOBHOMACIITAOHOI
arpecii Pocil Mamm o6mexennit Maciutab, i mpuun-
HY 1ji€] 00MeXeHOCTI TaKoXX CBOTO Yacy MOCTepir
I. C. Heuyii-/leBunbkuii: TaHIIOBAaTH He JIMYUIO
IOBA)XHMM CTaTeYHMM JIOAAM: «/JalIKOBIY KOMNCh
TAHIIIOBAB 33aMOJIO]Y, HABITh MI00MB TaHIl, X04 BCe
Te SIKOCh He TapMOHI3YBasIo 3 11010 (inocodchkor0
YMKOIO J1 TOBaKHIM TIPAMYBAHHAM JIOT0 PO3yMYy»
(Heuyii-JleBuupkuit, 2012, c. 344). Tyt ogHOYacHO
MOke OyTu BifIOBib Ha 3aIMTaHHA, YOMY YKpa-
iHLi B MicTax B pyTilt monoBuHi XX CTOMTTA TakK
JIETKO TOCTYIM/INCh CBOIM IPaBOM TAHIIOBATU —
PyXaTHCh CHCTEMHO Ta BIIOPAJKOBAHO /A PO3Ba-
TV, BiINOYMHKY, CIIJIKYBaHHA, i YOMY KOHKYPCHi
JIOCATHEHHA YKPAIHCbKUX TAaHIIIBHUKIB X04a 1 9MC-
NeHHi, ane emisomuyni (ManuHoOBChKa Ta iH., 2024,
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c. 76). Y xouuenuii I. Heuys-JleBuiipkoro 6ambHiit
xopeorpadil BUIIaZlae B OCHOBHOMY PO3BaXKa/lb-
HO-pekpeariiiiHa QyHKuis. 3ragyBaHi B pomaHi
BaJIbC, MO/IbKA 1 KaIpU/ib 3apas € TpajyuLiliHuMuU
aTpubyTaMy YKpaiHCBKOTO BeCiIIA TepeBaKHO B
CIIbCBKMX PaliOHAX, OfHAK KiJIbKICTb THX, XTO BMi€
TAHIIOBATH Lli TaHIi, HEBIMHHO 3MeHIYeThCA. [To-
LIVPEHHS CIIOPTMBHOIO 6aIPHOTO TAHIII0 B YKpaiHi
3 1960-X pp. 4aCTKOBO 3a/[0BO/IbHI/IO COL{ia/IbHMII
3aIMT Ha TaKy pOpMY COLianbHOI IPAKTUKN, OFHAK
pesynbratyt il BUABWINCH 06MexeHnMu. CrymHy
IYMKY i3 IIbOTO NIPMBOAY BUCIOBUB (PPAHIIY3bKIIL
dinocod I1. Bypape: «Cnopr 6yme npuitHsTIii Co-
I1ia/IbHMM K/IaCOM, SAKILO BiH He CYIlepeYnTh BiHO-
LIIEHHIO 1IbOTO KJ/IACy IO Tila Ha J10ro Hairmmomro-
My Ta HailbinbuI HecBifoMOMY piBHi, TO6TO cxemu
Tila, AKa € JDKEPEIOM 3arajbHOrO CBITOINARY Ta
3arampHoi Qinocodii moxunu Ta Tima» (Bourdieu,
1984, c. 217-218). [locBix crocTepesxeHHS 3a Cy-
YacHMM YKPAiHCBKMM TAHIIOBAJIbHUM CEpefOBI-
IIeM CBiT4NTD, IO B KOHKYPCHUX OaTbHVX TaHILAX,
AK 1 B TaHIIAX 3arajioM, Ieplie Miclie i JOpOCInX
TaHIIBHUKIB-YKpaiHIiB 37e6i/bIIoro He BapTe ca-
MOSHMILEHHA Y¥ CAMO3PEYEHHH, TaHel[b 3a3BIYail
He PO3ITIAMIAETBCA AK CHOCIO M030aBUTUCD 3TUJ-
HiB 4y migBumuTH couiampHmii craryc. I. Hepc
Bif[3Ha4Ya€ aHAMOIiYHy OCOOMMBICTD OPUTAHCHKIX
CTYZIeHTiB-TaHIIBHYKIB: «XO4a IparHeHHs AoOpe
TQHIIIOBATU 3aBX/M OY/I0 NPUCYTHE, OaKaHHA Iie-
peMorTy KOHKypeHTiB He 6yno cunpHuM» (Nurse,
2007, p. 41-42). BogHoyac mi3HaBa/IbHi Ta eCTeTHY-
Hi MOX/IMBOCTI XOpeorpaidHOro MICTEITBA ceper
YKpaiHL{iB BUK/IMKAKOTD CTa/INII iHTepeC, i mepCriek-
TUBHE 3aBJaHHA HpodecioHaTiB aKLEeHTYBaTH i
PO3BMBATI caMe J10TO.

BucnoBku. HoBe gocrimkeHHs 0JHOOOKO Tpak-
TOBaHOI B yMOBaX KOJIOHiaJIbHOTO i IIOCTKOJIOHI-
a/IbHOTO iICHYBaHHSA YKPAiHCHKOI KYZIbTYPY TBOPYOI
cmaguyay . Hedya-JleBunbkoro, 3okpemMa poma-
Hy «XMapu», JO3BOINIO BCTAHOBUTH, 11O OAMH 3
HaiBUJIATHIINX YKPAIHCHKUX IVICbMEHHUKIB MaB
17M60Ke PO3YMiHHs TaHIO SAK GOpMI caMOBHUpa-
KEHHS 1 TBOPYO BUKOPVCTOBYBAB TaHel[b 5K 3acib
BupasHocti. O3HavyeHmit TekcT 3adikcyBas mooby-
TOBUII OanpHWII TaHelb SK CKIA[lOBY KYIbTYpU
yKpaiHcbKoro micta gpyroi nonosyunu XIX ct. Y 3a-
ra/IbHil KOMIIO3M1lii poMaHy «XMapy» TaHII0BA/Ib-
Hi emi3ofu MpOBIIYIOTh MEBHMII €K3UCTEHIITHMI
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371aM y fjori repois. Cy4acHi JOC/IiKeHHA 3 aHTPO-
TOJIOTi1 TaHIII0 Ha/ja/M aHaJIoTiuHi pe3ymbratu. Of-
HOYaCHO 4epe3 TBOPYICTb YKPAiHCHKOIO Ipo3aika
MO’KHA YCBiTOMNUTY LIITICHY KOHIIEIIIiI0 06aTbHOTO
TaHIO B XXNTTi YKpainu apyroi nonosunu XIX cr.,
CITi/IbHY 3 €BPOIIENICHKIMM MEHTAIbHIM IIPOCTOPOM.
Y KOHTEKCTi Cy4acHOrO eTaly CTaHOBJIEHHS Hallio-
HA/IbHOI iIEHTUYHOCTI IePCIEeKTYBHUM 3aBJJaHHAM
JIsIBHOCTI CydacHMX XopeorpadiB € posumpioBa-
TV MOXX/IMBOCTi TBOPYOTO CaMOBMPaXKEHHA MOTIOAI
1l IOPOCIIUX Y Pe3y/NbTaTi pO3BUTKY Ili3HaBa/IbHUX
1 CaMOpO3BIBaIOYMX ACIEKTIB HECLIEHIYHOI XOpeo-
rpadil.

IlepcnexTuBu momampmmx gocifxenb. Hose
Heylepe/KeHe MPOYUTAHHA 1 JOCIPKEHHA TBO-
piB K/IaCMKM YKPAIHCbKOI JIiTepaTypy, 30Kpema

XIX CT., HaACTh MOX/IMBICTDb BiATBOPUTH 3HUIIY-
BaHi KOJIOHI3aTOPChKOK MOMITHKOK Pocii Tpajyii
YKPaIHCbKOI KYIbTYpM, 30KpeMa TaHI[IOBA/IbHOI, i
BITHOBUTY TIPAMUIL 3B’A30K 3 €BPOIENCHKIUM I[V-
BinmisaliliHuM pocTOpoM. 3HAUHMIT HOCTiTHUIIb-
KUl iHTepec CTAaHOBUTb TaKOX aHasi3 IepCIIeK-
TVB HECLEHIYHOI0 TAHII0 B CYYaCHIN YKPaiHChKiil
KY/IbTYPi.

IIpakTiyne 3HaAYeHHSA JOCTIKEHHA TI0/IATaE B
OOTPYHTYBaHHI MOX/IMBYX 3MiH y CTpaTeTiAX mif-
roTOBKM (axiBliB-xopeorpadiB 3 ypaxyBaHHIM
CYCIII/IDHOTO 3alUTY Ha HECLEHIYHY TaHII0BAIbHY
AKTHBHICTb MOJIOZ] 1 JOPOC/INX, IPYHTOBAHY B Tpa-
IUILIAX YKpaiHCbKOi XopeorpadivyHol KyIbTypiL.
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A. A. Ilanaodiiiuyx, H. B. Lluzanoscvka. Progressing
Ballet Technique (PBT) sax MmeTop ¢popmyBaHHA cydac-
HOT'0 TAaHL[iBHIKA

Y crarTi posrisHYTO po3pobneHy it ampoboBaHy
0a/IeTHIMI YCTaHOBAMY METOJVKY ITiirOTOBKY TaHIIiB-
HMKIB, AKa IIOEJHYE KIACHIHWIT EK3EPCUC i Pe3ynbTaTh
HOBITHIX HaYKOBMX JJOC/Ii/PKEHb PYXY TOACHKOTO Ti/la —
Progressing ballet technique (PBT). Joseneno, mo 115
MeTOJVIKA He JINIIe CIPYsIE ONTUMI3aLil GisNIHMX KOH-
NIl i TeXHIYHOI BIPAaBHOCTI TaHIBHUKIB, a it popmye
Cy4acHe IIOCTMOfiepHe CBITOCHPUIHATTA B pe3ynbTaTi
PO3IIVPEHHA IHTEPOLENTUBHOIO i IPOIPIOLENTUBHOTO
fiamasony Big4yTTiB. [locmifoBHe IT ocMuCTIeHe BIIpOBa-
JUKEHHA 1IbOTO METOJlY B YKPAiHCbKi HaBYa/IbHi 3aK/Iaju
JIONIOMO>KE TIIITOTYBATH HOBE IOKOMIHHA TaHIiBHUKIB
BifITIOBIIHO 710 Cy4YacHUX cTaHAapTiB xopeorpadii. PBT
HiIBUINUTD KOHKYPEHTOCIPOMOXHICTb YKpaiHChKMX
apTUCTiB HAa MDXKHAPOJHII apeHi Ta CipuATIMe PO3BUT-
Ky XopeorpadiyHoi Kynbrypu B YKpaiHi.

HaykoBa HOBM3Ha CTaTTi IOJIATA€ Yy BUCBITIEHH] Me-
toy PBT y MucTel;TBO3HaBIOMY KOHTEKCTI K OJHOTO
3i coco6iB GpopMyBaHHs OCTMOAEPHOTO TAHIIOBA/Ib-
HOTO CBITOCIPMITHATTAL.

KitouoBi cnoBa: progressing ballet technique, PBT, muc-
Meymeo HOCMMOOePHY, MaHeup, 6aremHa mexwika, xo-
peozpagiuna ocgima.

A. Paladiichuk, N. Tsyhanovska. Progressing ballet
technique (PBT) as a method of a modern dancer de-
velopment

The purpose of the article is to highlight PBT as a
postmodern approach to the development of a modern
dancer.

The methodology is based on an art history approach
with the use of general scientific methods of observation,
analysis, synthesis and generalization.

The PBT system is becoming not only a technical
tool, but also an artistic phenomenon that unites
different cultural and artistic traditions. This global view
emphasizes the importance of PBT for the development
of choreography as an art form and facilitates the
international exchange of artistic experience. The
integration of PBT into Ukrainian dance education
enriches the training of young dancers and facilitates
the exchange of ideas between the global community of
choreographers and national traditions, expanding the
cultural influence of Ukrainian art.

The use of this method contributes to balanced
physical development, improvement of technical skills
and enhancement of dancers’ skills. Its implementation
in Ukrainian educational institutions will help train a
new generation of talented dancers in accordance with
modern choreography standards, which will increase the
competitiveness of Ukrainian artists on the international
stage and promote the development of choreographic
culture in our country.

Thus, progressing ballet technique (PBT), developed
in Australia and tested by numerous ballet institutions
around the world, is a method of training dancers that
combines classical expression and the results of the latest
scientific research on human body movement. It has been
proven that this technique not only helps to optimize the
dancers’ physical condition and technical skills, but also
shapes the modern postmodern worldview by expanding
the interoceptive and proprioceptive range of sensations.
Consistent and meaningful implementation of this
method in Ukrainian educational institutions will help
train a new generation of dancers in accordance with
modern choreography standards. PBT will increase the
competitiveness of Ukrainian artists in the international
arena and contribute to the development of dance culture
in Ukraine.

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



The scientific novelty of the article consists in
highlighting the PBT method in the art history context as
one of the ways of development of a postmodern dance
worldview.

Keywords: progressing ballet technique, PBT, postmodern
art, dance, ballet technique, choreographic education.

ITocranoBka npo6memu. Hapasi B Ykpaini icuye
37 HaBYa/IbHUX 3aK/IafiB, AKi TOTYIOTh (axiBLiB y
ranysi 024 «Xopeorpadisi» Ha piBHAX 6akanmaBpary
Ta MaricTparypu. Lle CBiTYmnTh PO 3HAYHMIT OIIUT
Ha Kafipy B Liiit cepi, a TAKOXK BKA3ye Ha HasABHI
BUK/IKI Ta IIPOOTIEMI B YKPAaIHCHKOMY XOpeorpa-
¢ivHOMY MuCTenTBi. ABTOPCHKMIT aHA/3 OCBITHIX
IporpaM i METOSVYHIX KOMIUIEKCIB Y IPOBIJHMX
3aK/Iajjax BUILOI OCBIiTH, L0 CIIEL[ia/i3yl0TbCA Ha
xopeorpadil, miaTBepAuB HeoOXiTHICTD X MOJIEepHi-
3alii Ta B,OCKOHA/IEHHA 3 METOI0 PeaKllii Ha I0TOY-
Hi BUK/IUKM J1 TeHJeHUii B Wil ramysi. Tpaguuiini
METOAVKI) HaBYaHHA B XopeorpadidHomy MucTe-
LTBI, X04a i BUPIIIYBaaM 3aBJAHHA PO3BUTKY IIPO-
deciltHNX HABUYOK TaHI[iBHVKIB, HUHI HOTpe6y10Tb
me Oinpi IPOAYKTUBHUX Ta IHHOBALHKX CTpa-
Teriit. OCTaHHI CIIpAMOBaHI Ha INOJIMIIEHHA TeX-
HiYHUX, DI3MYHNX i, HAIITO/OBHIIIle, CBITOI/LIIHNX
ACIIeKTiB BMKOHABCbKOI TaHI[I0BA/IbHOI MaiiCTEPHO-
cti. [Ipobnema mepernany CBiTOILIIHUX Ta METO-
IVIYHNX 3acaji YKpalHcbKol XopeorpadiyHoi ocBiT
YCK/IaJHIOETbCS ¥ 3B’A3KY 3 BiifHOI0, HEJOCTATHIM
¢inaHCcyBaHHAM, Biff 1370M KBanidikoBaHNX KaapiB
Ta KOHCEPBATM3MOM IIE/JATOriYHOTO CKIIafy.

AHami3 OCTaHHIX FOCTHKeHb i MyOmiKamii.
CyuacHmil nepiof; po3BUTKY YKpaiHCBKOTO XOpP€o-
rpaivHOTO MUCTEITBA Bif]3HAYAETHCSA 3HAYHUMU
NIOCATHEHHAMM — AK Y TEOPETUYHIN, TaK i B IIpaK-
TIYHIi cdepax MeTORO/OTIT TaHITHo.

BB nocrMozepHisMy Ha xopeorpadiduxe Muc-
TELITBO OCTAaHHIM YacoM IIOCTiifHO IepeOyBae B
LEHTpi yBaru yKpaiHCbKMX [JOCTIIHMKIB, 30KpeMa
O. Yemnanosa (2007), M. IToropinoi (2017). Comupe-
alisM AK CTWIb TBOPYOCTI BITYMSHAHMX MUTLIB
BICBiT/IeHO B myOmikanifax, sokpema T. IyHgopo-
Boi (2008) Ta O. Pororyenka (2014). InnoBarinsi
MiIXOAM B PO3BUTKY XOpeorpaivHoi BUKOHAB-
CbKOI MaJICTEPHOCTI PO3I/IANATh BITYM3HAHI Ha-
ykoBui K. Boprauk (2020), O. Xenppuk (2020),
€. Kymenko (Kymenko, 2021), H. Lluranoscpka

79

i A. TMamapiitayk (2022, 2023) ta iHo3eMHi da-
xiBi [Ix. M. Ancrin (Alsteen, 2019), 3. Kosiu
(Kovich, 2007), A. Cxapi (Scharli, 2017), H. Caro,
X. Hynome, J. Ixerami (Sato, Nunome, Ikegami,
2015), 1. AnbBec, @. Knemenre (Alves, Clemente,
Gongalves, Lagoa, Silva, 2023) Ta in.

[Ipore aHami3 ocBiTHIX mporpam, cunabycis Ta
HaBYa/JbHMX METOJMYHMX KOMIIIEKCIB IIPOBiJHMX
MIUCTEeL[bKMX Ta IearoTidHNX 3aKmafiB Ykpainu'
BUABUB IIEBHY HENOCIIIOBHICTb y 3aMy4YeHHi iH-
HOBALiIHNX TEXHOJIOTiil, METOAMK Ta IpUIIOMIB
VLS TIOTMIIEHHs mpodeciitHol MAr0TOBKM B XO-
peorpadiuniit ocsiri. Ile cBifunth mpo notpeby B
Li/IeCIpAMOBaHIN MOJEpHisallii HaBYa/IbHUX IIPO-
rpaM Ta IiJABUILEHH] YBaru O BYMMOT Cy4acHOI XO-
peorpadiuHoi KynbTypy it 3abe3TedeHHs SKiCHOI
MiATOTOBKU Ma17[6yTHix TAHI[IOPUCTIB.

Mera crarti — Bucsitmu Metop, PBT y muc-
TeLITBO3HABYOMY KOHTEKCTi K OAMH 3i CIOC06iB
(opMyBaHHA IIOCTMOJIEPHOTO TAHIIIOBA/IBHOTO CBi-
TOCIIPUIHATTA.

Mertopororist po3BifKy Ma€e B OCHOBI MUCTELITBO-
3HaBUMII MifXif. Y mporeci JOCTipKeHHA 3aCTOCO-
BaHO 3arajlbHOHAyYKOBi METOMY CIOCTEPEXEHHH,
aHaIi3y, CUHTE3Y 11 y3aralbHeHHs.

IxepenbHy 6a3y po3BiiKy CKIany OCBIiTHI Ipo-
rpamy, Cuaabycy, HaBYaTbHO-METORMYHI KOMII-
JIeKCM TIPOBIIHUX MIVCTELbKIUX Ta IIeJaroriyHmx
3aK/IafliB YKpaiHM, piSHOMaHITHI MaTepiamy Ha Bi-
feommatopmax: pereTulii, Maiictep-Kkacu, 6amert-
Hi BucTaBy, 671ory 3 BpaBamu 3a cucreMoro PBT,
ny6ikaryii Ha 6aTeTHY TeMaTHKY B COIIMEPEXKax.

Buxmag ocHOBHOro Marepiany JOCTifi)KeHHH.
[Iporarom papyroi monosuuu XX CT. B 3axifHiit
KYIbTypi i XopeorpadiyHoMy MucTenTBi yTBeEp-
IDKYBa/IOCA IMOCTMOJIEPHICTChKE CBITOCIPUITHATTS,
KOTpe IPUBEJIO 10 «IePeOCMUC/IEHHS 3acafHI4MX
IPYHINIIB 0aTeTHOTO TeaTpy, eCTeTUKN i TeXHiK
y chepi xopeorpadiyHOro MyCTenTBa B IINIOMY»
(IToropina, 2017, c. 66). «3aBAsAKY OCTMOZEPHIZMY
3MiHIOIOTbCS BYMOTM 0 MJCTELbKOTO TBOPY, IO
BUK/IMKAE TpaHCcPopMaliil cTamx $popM, 30KkpemMa
i B 6aneri... OcobmuBo sickpaBoro mposiBy B baneT-
HOMYy TeaTpi Habymm Taki pucK IOCTMOJEpHi3MY,
AK MO3aiYHa CTPYKTYpa, CErMeHTallifd, MOiCTH-
JCTVKA MICTEL[KOTO TBOPY, LIUTYBaHHA, peabiri-
Tallis 1 BUKOPUCTAHHA i[Iel MYHY/IOTO B KOHTEKCTI

1. Xopeorpadis. Education.ua. https://www.education.ua/universities/khoreohrafiia
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ChOrofieHHsA» (TaM camo, ¢. 68). [HImmiT JoCTimHMK
3aXiTHOEBPOIEIICHKOr0 XopeorpaivHoro Mucre-
nrea O. Yemanos oKpeMo MiIKPeC/Ioe, M0 «IIOCT-
MOJIEPHI3M 3aJja€ HOBMII TOPU3OHT IIPENCTAB/IEH-
HA B CYYacHill Ky/IbTYpi ifiell 1 TEKCTIB KyIbTYPHOI
Tpapuuii» (Yemanos, 2007, c. 42). [ToctmopepHizm
dopMye IpPUMHIMIOBO iHINE CTaBleHHSA IO Tina
TAHIIIBHNKA, OTPeOYIOUM 3[]aTHOCT] [0 LIMPOKO-
IO CIEKTpa HIOAHCIB 1 BIIYYTTIB, ACKPaBOI IH/VIBI-
Iya/lIbHOCTi, ocMUCTIeHOCTi pyxiB. Taneupb 3aBxau
bopMyeThCA M BIIMBOM COL{a/IbHUX, KYIBTYp-
HuX Ta (isuyHyux 4nHHUKIB. A. [pay, TaHIIOBa/Ib-
HIJI aHTPOIIOJIOT, CTBEPIXKYE, L0 «HE iCHYE TAKOTO
HOHATTA, AK IPUPOSHE Ti/O, HE iICHY€E apXEeTUITHOTO
Ti/lIa, a € TiNa, AKi € KY/IbTYPHO 1 COL[ia/IbHO CKOH-
crpyitoBanumm» (Grau, 1993, p. 21). IToctmozep-
Hi3M CIPUYMHMB IIEPEI/IAf] YCTaleHNX MiAX0AiB Ta
METOJVIK BYXOBAHHs Oa/IeTHOTO Tia, CIPOMOXKHO-
IO aKyMY/IIOBATY Ji TPAHC/IIOBATY HOBMII CBITOITIAL,.

InHOBaLiliHI MiAXOAM O PO3BUTKY BMKOHAB-
CbKOI MaiicTepHOCTi B Xopeorpadii Ha cyyacHOMY
eTami MIiCTATb PI3HOMAHITHI HalpAMY, L0 INOEN-
HYIOTb (i3MYHY aKTMBHICTb 3 XYZOXHIM BMpa-
xeHHAM. Cepell HalMepCHIeKTUBHINMX CTif Bif-
sHaunTH cucremy Progressing Ballet Technique
(PBT) — iHHOBawiliHy IporpaMy HaBYaHHA B XO-
peorpadidyHOMY MMCTELTBi, CIPSMOBaHy Ha IO-
KpallleHHA TeXHIYHO-BMKOHABChKVX HaBMYOK TaH-
LiBHMKIB IIUIAXOM aKII€HTYallil yBary Ha pO3BUTKY
M'A30BOI MaM AT, KA € BOXINBOK B KOKHOMY
pyci Ta cTuni TaHo'. 3acHoBHMIE cuctemy PBT
€ M. Yonton-MaxoH, aBcTpasiiicbka 6amepyuHa Ta
Tefjaror KJIacMYHoro TaHuw, sfka B 90-x pp. XX cr.,
NPALIIYY 3 TPYIOK YYHIB, IIOMITIIA, 110 BUKO-
pucranHsa diTHec-06nagHaHHA, 30KpeMa diToomniB,
IPUCKOPIOE TEMIIM OBOJOAIHHA TEXHIKOI BUKO-
HaHHSA BIIPAB Ta PYXiB KIACKYHOTO TAHII0. YXKe 32
TPY MiCALll Y4YHi IIPOJEMOHCTPYBA/IN MOJIIIIIEHHA
B YCBI[JOMJIEHH] [IOCTaBM, PO3IOALII Bary, Bi4yTTi
CBOTO Tina. YMOCKOHAa/IOW4M CBilt Mmetom, M. Yon-
TOH-MaxoH y 2004 p. pospobuna cucremy PBT, mo
BMill[yBa/la KOMIIJIEKCM TPEHAXIB 31 Clieljia/lbHIM
00majHaHHAM, TakuM SK GiTO0MM (IVUB. PUCYHKH
1, 2, 3), minibomu Ta rymoBi ecranzepu (CTpiuKm)
(nuB. pucyHnok 4). Ila cucrema IpyHTYeTbCS Ha
IPUHINIIAX iHTepolentiii, Ika 00 €AHYE 3[aTHICTD

1. Progressing Ballet Technique. https://pbt.dance/en

TIOAVIHY CIPUIIMATY MOTIOKEHHA CBOTO TiNa, Y100
po3TalIyBaHHA B IpocTopi i 4Yaci (mpompionen-
11is1), @ TAKOX Bi4yBaTy BHYTPIIIHi Opranyu, 30Kpe-
Ma M’51311, Ta X QYHKIIOHYBaHHA (BicLeporenis).
Y xontexcri PBT inTepomemniisa BUKOPUCTOBYETbCA
A BIOCKOHA/IEHHA YCBiIOM/IEHOCTi Ta KOHTPOJIIO
HaJl 1103010, PyXaM, CTIMKICTIO IiJi 9aC BUKOHAHHA
xopeorpagivHuX eeMeHTiB. 3aCTOCYBaHHA L[bOTO
IPVHUNITY JJO3BO/NAE TaHL[iBHMKAM He JIMIIE II0-
JIIIYBAaTH TeXHIYHI acmeKTy, a i 30arauyBaTy cBill
BHYTPILIHII OCBiZ PyXy, COPMAIOYY BUPA3HIil Ta
eeKTVBHIlT iHTepIpeTalii TaHIIo.

Bukopucranus ¢it6omnis i MiHiOOMB AK HecTa-
01bHNX MOBEPXOHb 3yMOBJIIOE AKTUBI3alil0 I/IN-
OoKMx M’s3iB, 10 3abe3revye onTMManbHe QYHK-
IiOHyBaHHA iHTepouenuii. Ilif 9ac BMKOHaHHA
BIIPaB, CIIPSAMOBAHNX Ha YTPUMAHHA OanmaHcy Ta
CTIMIKOCTI, Ll iIHCTPYMEHTH BUK/IUKAKTh aKTVBHUI
BifITyK BHYTpIIIHIX pelienTopiB M’3iB Ta CyIn00iB.
[ymoBi ecnanpepy (CTpiuky) BUKOPUCTOBYIOTBHCH
1A POSIIMPEHHA aMIUITYAM PYXiB Ta MiBUAIIEHHSA
THYYKOCT], 3a0€311e4yI0Th J0JaTKOBMII OIp TIij yac
BUTSDKIHHA, 3yMOBJIIOI0YN [IOSABY Bil4yTTA BJIaCHO-
ro Tina i pyxy. Lle cnpuse mBnguomy Ta BOGHOYAC
ONTUMA/IbHIIIOMY BJJOCKOHA/IEHHIO KOOPAMHAIlii
PYXiB i1 KOHTPOJIO BJIACHOI IIOCTABH.

I[locnigoBHe 3acTocyBanHA Merony PBT Brmm-
Ba€ Ha pOpPMyBaHHA CBITOIVIALY TaHI[iBHMKA, PO3-
IIVPIOIOYM JI0TO KOHLEMNIiI0 IPOCTOPY i CHpmit-
HATTA CepefoBuIa yepes (isuyHe BifuyTTs O1MOpY
pedi (y ypomy pasi e M’s14i it ecrrangiepu). Cucrema
BIIPAB CK/IaJieHa TaKUM YMHOM, 110 IX HEMOXK/INBO
BMKOHAT! HENPABUIbHO, BiTAK CaMOKOHTDPONb
TAHIIIBHIKA 3aMiHIOE KOHTPO/Ib HAacTaBHMKA. To6-
TO O TPAJULINHKX I apTUCTIB OaneTy 30BHILI-
HIX BMMIpIB TEXHIYHOI JOCKOHA/IOCTi HOJAITHCA
BHYTpilHi. Tpaguiiituuii KrIacuuHuit ex3epcuc
He3aMiHHMI [/ IiIrOTOBKM BMKOHABI[IB ClIeHiY-
HUX TAHI[iB, OGHAK I HECI[eHIYHNX MaEe 0OMexe-
He 3HAYEHHH, 30KpeMa I MOIy/IAPHOro B YKpai-
Hi KOHKYPCHOTO 0aJIbHOTO TaHIIIO, AKMUIT CIOBifIye
IPVHOWUIIOBO HINY KOHLEMNII0 IPOCTOPY i opra-
Hisarito pyxy (Ilkypees, 2023, c. 65). Y koHTeKCTi
npodeciitHoi mifroroBKy MaitbyTHIX X0peorpadis
Taka 0coOmBicTh Hagae Meropy PBT oxpemoro



3HAYeHHS, aJpKe 0e3MocepeiHbO CTOCYEThCs (op-
MyBaHHSA (axoBUX KOMIIETEHIiil He JIyIIe CIeHid-
HVX BUJIB TaHIIO, a I peKpealiiiHO-030POBYMX.

Meton PBT mepen6adae pisHOMAHITHI MO3MIIii
Ti/Ia BUKOHABLA LIOMO CIIELiaIbHOIO OO/IaHAHHA:
TOPM3OHTA/IbHI, BEPTUKA/IbHI Ta MO3MULII Mifi Ha-
XUI0OM. BUKOHaHHA TpeHyBa/lbHUX PYXiB TaHIIO B
VX TO3ULiAX IPYBOAUTD 10 3MiHM HANIPAMY CUJIN
TSDKIHHSA Ha M sI3Y Ta CyI/I00M, CTBOPIOIOYM BiT4yT-
He (i3nyHe HaBaHTaXeHH:. Lle BayMBO, OCKINbKN
TaKuit miaxin 3abesnevyye M3y i1 Cyrmo6m Ginmbl
3HAYyIUM (YHKI[IOHATBHUM CTUMY/IOM, CIPUSIO-
4yl IXHPOMY edeKTUBHIIOMY po3BUTKY. BogHOoUyac
Pi3HOMaHITHI IIO3MIIiI Ti/la B IIPOCTOPI HE /IULIIE I0-
TYIOTb TAHIiBHMKA 0 BUKOHAHHA aKpOOAaTIYHIX
€IEMEHTIB Cy4acHOTO TaHII, a il yCyBalOTh TPaB-
MOHe06esIeyHi JeKOMITeHCallii B Tifi, 70 SKUX Ipu-
3BOAATD Cy4acHi mpodeciitni HaBaHTaxeHHs. Lle, y
CBOIO Y€Pry, 3yMOB/IIO€ HOBE CBITOCIIPUITHATTA TaH-
IiBHVKA, 3MeHIIyo4y abo B3arani 3HiMaoun ¢i-
3W4Hi ;1CKOMOPT i 6i71b, 1110 PO3IINPIOE eMOLili-
HY AJTTPY I0T0 TBOPYOCTI, POPMYE TOTOBHICTD 0
TP, eKCIIePUMEHTY, IeppOMaHCYy.

Huni PBT — 11e yHikanbHa cucreMa TpeHyBaHb,
sAKa 6a3yeThCA Ha eeMeHTaX K/IACHYHOTO TAHIII0 Ta
IIPOIIOHYE CIelia/lbHO pO3pob/eHi BIpaBy, CIps-
MOBaHi Ha ITOeTAaIIHe 1 IPOrpecuBHe HaBYaHHS, 110-
YJHAI0YY Bifj 0a30BMX OCHOB i BIIPaB, [0 CIPAMO-
BaHi Ha JOCATHEHHSA BYCOKOTO PiBHA TaHIII0BA/IbHOI
MaiictepHocTi. Y Haykosiit pari “The influence of
professional development on dance teachers’ peda-
gogy and practice: a case study on progressing ballet
technique” (Alsteen, 2019), ZoKTOp HegaroriyHmMx
Hayk [x. M. Anctin 3a3Hadae, mo cucrema PBT
BK/TI0Ya€e NpubmusHo 80 BIpaB 3 pisHMMM BUAA-
My obnagHanHA. Ha itoro gymxy, nporpama PBT
CKOHI[eHTPOBaHa Ha YKPiIIeHHi I1160Koi M’s130B01
MYCKyMaTypy, pOpMyBaHHi CTifKOCTi Ta pO3BUT-
Ky CWIM B TaHI[iBHMKIB, 1110, Y CBOIO YepTIy, CIIpUse
HOJIIIIEHHI0 BUKOHABCbKOI MaJICTEPHOCTI Ta 3a-
no6iranHio TpaBM. Hapasi monaz 3500 TaHIf0Ba/Ib-
HMX IIKiJ1 Y TAKUX KpaiHax, AK Ameprka, Kanaza,
Mexcuxa, bpaswunia, Asctpania ta Kuraii, goganu
y cBOi HaBYajIbHi Iporpamu 3 xopeorpadii Tpeny-
BaHHA 3a cuctemoro PBT.

Bigomi ¢axiBIi Ta aBTOPNUTETHI NpeLCTaBHUKY
6aneTHOroO CBiTY, 30KpeMa J|. MakAutictep, sKuii
IPOTATOM 3HAYHOI YaCTVHMU CBOET Kap epu 00iiiMaB
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HoCajly XYHOXXHbOTO KepiBHUKA ABCTPasiiiCbKO-
ro 6anery, Jli Ilynbcinp, GaneTHUII TaHIIBHUK i
Xy#oXHiit kepiBHUK Tpymu “Queensland Ballet” y
Bpic6eni, Acrparnis, a Takox JI. [lanH, fKa € ro-
NoBHUM BMKafadeM B Akaziemii Tani Ilipcos, Bin-
3HA4al0Th e(EeKTUBHICTb Ta BAXIUBICTb CUCTEMU
PBT mst po3BuTKy x0peorpadidHoi MaitCTepHOCTI.

Y mporieci posriAny HaKOIMYEHOTO HOCBifY BU-
JATHMX XopeorpadiyHMX YCTAHOB CBITY, TAKMX 5K
banerna mkoma Ilapmspkoi omepu, KopomiBchka
6anerna mkona B JlonsoHi, [llkoma amepukancpKo-
ro 6anery B Hoio-Vopky, Illkona JIxona Kparko
B IlryTrapri, inmi mxomn B [aBani, ABcTparii,
Can-@pannucko, Kanagi, [DKympapacbka IMKoma
Tanio B Hoto-VopKy, iHui mKonu B pisHux KyTou-
Kax CBIiTY, /ie BUKOPUCTOBYIOTb iHHOBAIIiiIHi METO-
mu cuctemu PBT, MoxkHa chopMyoBaTyt BUCHOBOK
PO BaXIMBICTb 1[OTO TAXOAY B IN00ATBHOMY
KOHTEKCTi Xopeorpadil.

Y TakoMy pasi BUHMKae HeoOXifHICTb moCrmi-
IDKEHHA Ta BIIPOBA/PKEHHA IHHOBAL[IMHUX IIifIXO-
ZiiB B YKpaiHCBKY XOpeorpagiuHy OCBiTY, 3 METOI
0i7pII eeKTMBHOTO OINAHYBAaHHS BUKOHABCHKOIO
TAHII0BA/IbHOK MAJICTEPHICTIO MOPIBHAHO 3 Tpa-
IUUIHUMY METOAMKAMI JIA CTBOPEHHA Iepeny-
MOB [I/Il AKHAJIOBHIIIOI TBOPYOI caMopeanisallii
YKPaIHCbKMX TAHIIBHUKIB B YMOBAX BUKIIMKIB CY-
vacHocti. PBT mae mpuBepHyTH 0cOOMMBY yBary
YKPaIHCbKOI TaHI[IOBA/IbHOI CIIIIBHOTU TAKOX K
MeTOVKA, CHOPMOBaHA B CepefOBMII aBCTpPaIili-
CBKOTO 0ajeTy, y po3BUTKY fAKOTO BUJATHY pOJb
Bifirpanma ykpaiHcbka Oamepuna M. bepe3oBcbka,
JIOHbKa crmaBeTHOro xygoxkuuka [. Hap6yra (®a-
KynbreT Xopeorpadiynoro mucrenrsa KHYKIM
(6.a.), 2022), BogHOYAC AK BITYM3HAHI TaHIIBHU-
K/l BUBYQ/IM KIACHYHMI TaHEeLb IIifi KepiBHUII-
TBOM POCIJICbKUX IEJAroriB, HaC/liyI04uy iX CTUIIb,
MaHepy i BrmopobaHHA. IIpoTaroMm pecATuniTh B
YKpaiHCbKOMY XopeorpadiyHOMy MMCTeLTBi IIif
BIIBOM PaJIAHCBKOI ifIe0/IOTii HaIlapyBaInuCh X1-
MepHi PeIITKY POCIfiCbKOro iMIepcbKoro 6anery,
aBAHTAPAMCTChKIUX NouyKiB 1920-30-x, xopeonpa-
M1 Apyroi nonoByHM 1930-X — mepiuiol monoBMHN
50-x, cum¢oHiuHux 6aneris 1970-x — movaTKy
1980-x pp. Ha jux pisHOIIaHOBMX HallapyBaHHAX
YTBEpAWINCA KaHOH BIiTYM3HAHOTO Oanety, 1ioro
00pasHuil CBITOIIAA Y TPOTUCTABIEHHAX 0Op0 —
3/10, XOPOIINI1 — IIOTaHMIi, YCTAHOBKY Ha CBIJOMY
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BIIMOBY BiJl Ii3HAHHA peanbHOI [IVICHOCTI, Xep-
TOBHICTb, CAMO3P€UEHHA, KY/IbT CTPAKIAHHA. 3pe-
YeHHA PealbHOCTI, BIACTUBE BCbOMY MICTELTBY
conpeanismy (Iynmoposa, 2008, c. 15), y xopeo-
rpadii HabyBano Bce3aralbHOCTI: TaHellb, K Kla-
CUYHII, TaK | HAPOJIHMIA, MaB 3MYLIYBaTy I7IA/1a4iB
3abyBaTy TIpo Tparefil i HecTepIHi YMOBU XXUTTS
MOBCAK/EHHA, CIIBYyBaTM HECHPABXHIM TeposAM,
nepeiiMaTich (DAHTACTMYHMMY CUTyalismu. ba-
JIET CTaB Bi3UTHOI KaPTKOI0 PaJAHChKOI KY/IbTYpH,
JIOTO apTUCTY OTPUMA/IN MOXK/IVBICTb TaCTPO/IIOBA-
TH CBiTOM, HAOY/IM CTATyCy emiTHOI TBOp4Yoi mpode-
Cii 3 MPILINM, HDXK Y IIepeCciYHIX TPOMAJIAH, JOCTY-
TIOM JI0 MatepialbHuUX O71ar, 10 pobuno npodecito
aptucTa 6aneTy mpuBabNUBOIO, @ METOUKY IIPO-
deciitHOI MATOTOBKM — aBTOPUTAPHOI0, 3aMKHe-
HOI0, OaliyX010 10 0co6MCcTOCTI i PisndHOrO 310-
poB’s TaHIiBHMKA. 30KpeMa, O. XeHpuK 3a3HAYaE:
«OpI€HTALliA CTY[IeHTa Ha 30BHIIIHbO-eCTETUYHY Ta
TEXHIYHy CK/IaJi0Bi YaCTUHM HaBYaHHA IMPUBOJUTD
110 GOpMYBaHHs, SIK IIPABUJIO, 60MI0YOr0 PisndHO-
IO J1 TICHXO/IOTIYHOTO HABAHTAXKEHHA B IIPAarHeHHi
OCATHYTH ifeanisoBanoi pisnuHoi popmu, TexHiY-
HUX 37ji6HOCTeI! Ta cTaTycy... bararopasose MoBTO-
PEHHA He CIpUAE KPUTUIHOMY MUCTIEHHIO 11 PiiKO
CIpusie po3yMiHHIO Ha OibII HDK IOBEPXHEBOMY
piBHi» (Xenapuk, 2020, c. 224).

CyuacHuit yKpaiHCbKuit 6ajieT mepeBakHo icHye
Yy CBOEMY OKPEMOMY 3aMKHEHOMY CBITi 31 CBOIMM)
LiIAMY 1 IIHHOCTAMH, OPIEHTYIOYICh B OCHOBHO-
MY Ha 3pa3Ky POCIIICBKOTO PaJiAHCHKOTO 11 IIOCTpa-
TITHCBKOTO 0ajieTy, OCKi/IbKM B TAKOMY BUIVIAZI BiH
KOPMUCTYETbCA IOINUTOM Y CBITi, HaJalouyl MOX-
JMBICTh 1A JOATKOBOTO 3apobiTKy. 30KpeMma,
B3UMKY 2023-2024 pp., Konmu fiepxaBHi Tearpu Hi-
MeYYVHI BiIMOBUNCD Biff 6anety «JlyckyHUnK» y
penepryapi, came IpMUBaTHI TPYIIN, 110 CK/IA/Ja/lNCh
y TOMY YUCTi 3 YKPAaiHCbKVX TaHI[iBHUKIB, KOTPI,
PATYIOUMCD Bif| BiJiHM, BUiXa/au 3 YKpaiHU, BUCTY-
IIa/Ii 3 Li€X0 BUCTABOK.

IlepernanyTn penepryap, a 3 HUM i KaHOH yKpa-
iHCBKOrO 6ajeTy 3MYCWIM CYCIiIbHO-NOMITUYHI
HOofil 0CTaHHbOrO AecATUITTA. 3 2014 p. y TBOpYO-
MY JIOpoOKY YKpaiHCBKVX TeaTpiB HeBIIMHHO 3pO-
CTasa KiZIbKiCTh HOBMX OPUTiHAIbHUX TOCTAHOBOK.
Tak, 3’aBuncy «MajeHbKIUIT TIPUHI, «Kpacyn1 i
gynosucbko» (V1. Hyc, «Cxin Onepa»), y IKUX «xap-
KiBCbKi I/Ia4i M06a4mm He3BIYHY Xopeorpadiro,

rapMOHiliHy, mpodeciiiHy, 3BaXKeHY, BUTPUMAHY,
pisHOMaHiTHY, Y AKiil MalicTepHO meperneTeHi 6a-
30Bi KOMOiHaIil K/IaCMYHOTO €K3epCUCy, BUfAT-
Huit 6ajeT KimbKacOTIITHBOI JABHUHY 1 HalKpaIi
3Haxigku xopeorpadii gpyroi momosuanm XX cr.»
(LIkypees, 2020, c. 95). HacTynHuM eTamnom yTBep-
IDKEHHA HOBMX KAaHOHIB YKPaIHCBKOTO XOpeorpa-
¢iunoro mucrenrsa cram «TiHi 3a6yTHX TpeRKiB»
(A. Iloums, JIbBiBcbka omepa), «JlicoBa icH:A»,
«Hecxopeni» (A. JIutBunoB, «[IHimpo Omepar).
Oxpemo cnifi BingHaunTy TBOpUicTb . KoBTYHA, 30-
kpeMa 6aner «ColunHe KpUuIo» 3a MOTHBAMI HO-
Benu [. Opanka Ha My3uky A. Koc-AHaTONbCHKOTO,
Y AeHb IIpeM epy AKOr0 Xopeorpad-mocTaHOBHUK
3asHauMB: «KOMYHICTMYHA Ta NOCT-KOMYHiCTUYHA
TpajuLis, ska Buupanaca y “JlyckyHuuk’, Bxe, Ha
IACTA, 3aKiHuMIacA. Mu NOBUHHI ITOKa3yBaTy Ha
PisgBo Ta HOBOpIYHI cBATA WOCH CBO€. PajsAHChbKa
BJ/IaJla HaMarajaach MPYUXOBATH Bifl I/IA/la4iB YKpaiH-
CBKY caMOOYTHICTb, 30KpeMa i 1iet TBip» (LUT. 3a:
Tynanbceka, 2023).

TakuM 4MHOM, HOBI ifi€l 1[0I0 TTOCTAHOBOK KJIa-
CUYHMX 0afeTiB i CTBOPEHHS IPUHIUIIOBO HOBUX
TBOPIB IIOCTYIIOBO YTBEPIKYIOTHCA B YKPAIHCHKO-
MY XopeorpagivHOMy MUCTELITBI, a 3 HUMU Ji iHIITe
CTaBJIEHHS 710 TPOdeciiiHOI MiITOTOBKM TaHIIiBHU-
KiB. fIKI[0 B pafiAHCBKIll TpafyLlil BUSHAYaIbHUMI
KpuTepiaMu mpodecioHanisMy TaHIiBHMKA OyTa
BiIIIOBiZHICTb QOpMi i KaHOHY, TO B IIOCTMOZEp-
HOMY — IHJMBI/[ya/IbHICTb, 3[JaTHICTb CTBOPIOBATI
IIaCTUYHI 06pasy, 3HAXONUTU BIACHI TPAKTyBaH-
HA KJIACMYHMX MapTiif, pO3KpuBaTU HOBi ab0 mpu-
3a0yTi acreKTy TaHIB abo ix Bapiawiit.

KynbrypHo-icTOpiyHi yMOBM CbOTOJEHHS CIIPH-
AI0Th TIOJONIAHHIO CYNEPEYHOCTeNl YKPAIHCHKOTO
XopeorpaivHOro MMCTELTBA, 030aBIEHHIO Y-
JKODIIHUX PEIITOK BENIMKOIEP>KaBHUIIBKOI i7e0-
JIOTi, @ Pa3soM 3 HUMMU 1 3aCTapinMX MifXOAIB [0
npodeciitHoi miAroToBKM TaHUiBHYKIB. [locTymoBo
(dopmyeTbCcs HOBe CTAB/IEHHS [0 IHAMBIYAIBHOCTI
TaHIIBHMKA, BYHIKAE HOBA KOHIEILiA 0a/eTHOro
Tina. TaHL[iBHUKY, KOPUCTYIOUNCh MOK/IMBOCTAMU
CydJacHoro iHpopMmaliifHoOro IpocTopy, cami 3acBo-
I0I0Tb HOB1 METOIMKY TPeHyBaHb. BifgTak, € morpe-
6a cucTeMHO onyunTH iX, i 3okpema PBT, y xopeo-
rpadiyHy OCBiTY.

BucnoBku. Progressing ballet technique (PBT)
€ METOAMKOIO ITATOTOBKY TAHI[IBHMKIB, AKa IIOENHYE



K/TaCUYHMI €eK3ePCUC 1 pe3ynbTaTyl HOBITHIX Ha-
YKOBMX JIOCTI/KEHb PYXY MIOACbKOro Tima. [lose-
JIEHO, 10 I METOAMKA He JIAIIE CIPUAE ONTHMi-
3auil QisyyHMX KOHAWILN i TeXHIYHOI BIPaBHOCTI
TaHI[iBHUKIB, a I QopMye CydacHe IOCTMOZEpHE
CBITOCHPUITHATTA B pe3y/NbTaTi PO3IIVPEHHA iH-
TEPOLIENTUBHOTO i IPONPIOLENTHBHOIO Jialla30Hy
Bi4yTTiB.

[TocnigoBHe J1 OcMIUCIEHe BIPOBA/KEHHS L[bOTO
METOY B YKPAIHCbKi HaBYa/IbHi 3aK/Iafii JOIIOMO-
JKe MIIrOTYBaTy HOBE IIOKO/IiHHS TaHIIBHYUKIB Bijj-
TIOBIZIHO JI0 CY4acHUX CTaHAAPTIB Xopeorpadil.

PBT migBummTb KOHKYpEHTOCIPOMOXHICTD
YKPAIHCBKMX apTUCTIB Ha MDKHAPOJHIN apeHi Ta
CIIPUATIME PO3BUTKY XOpeorpadiuHoi KyIbTypy B
YxpaiHi.

Puc. 1. Bnpasa Ha po3sumox enubokoi myckynamypu 3
BUKOPUCAHHAM

Puc. 3. Bnpasa na possumox eHyuxocmi (port de bras)
3 BUKOPUCMAHHAM Pimbomy

83

IlepcnekTuBN mopanblux AOCTifKeHb. Po3-
HIMpeHHs chepy JOCTIKeHb MOXKe OXOIUTIOBATH
BMBYEHHS MeTofiB amamTaiii cucremu PBT mns
pisHUX cTWIiB Xopeorpadii Ta pisHUMX KaTeropiit
BiKOBMX TpYIl TaHLIOPUCTiB. TeopeTndnuii iHTe-
pec CTaHOBUTD MOIIMpPeHHs BIUIUBY cucTemu PBT
Ha TBOPYMII NOTEHIia/l TAHI[IBHMKIB Ta IXHIO iH-
TeprpeTarilo Mysuku. TakoX yBaru IOTpeOyoOTb
KOHTPO/IbOBAHE  €KCIIEPUMEHTa/IbHO-IIPaKTNYHe

sacrocyBanHA MeTofy PBT Ha koHkpetHiil rpymi
TAHIIIBHUKIB i po3po6Ka BiIMOBIIHOI JOCTIfHNUIIb-
KOI METOTUKIA.

Puc. 2. Bnpasa Ha po3eumox pyxnueocmi Kynvuiosux
Cyen00i6 3 BUKOPUCAHHAM dimbory

\Y

Puc. 4. Bnpasa Ha po3sumox cmabinoHocmi
ma 8UB0POMHOCIE 3 BUKOPUCAHHAM 2yM0B0T
cmpiuku ma piméorny
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B. M. Yyuman. Bisia ¢yHkuiit Kamenbmeiictepa
B XVI-XVIII cr.: Ha Matepiani mokTopary Amonbda
Xu6incpKoro

Ha wmarepiani goxropary A. Xubincbkoro “Beitrige
zur Geschichte des Taktschlagens” («Baecox mo ictopi
IVIPUTYBAHHA») OKPEC/IeHO KOMIUIEKC 3aBJaHb, GOpM,
METOIB 1 Limeil JiAnbHOCTI KamenbmericTepa XVI-
XVIII c1. BusnaueHno o6c¢Ar 3HaTh, yMiHb Ta 0COOMCTUX
AKOCTeNl, HEOOXiTHMX I HpOBajKeHHA e(eKTUB-
HOI KamenbMeiicrepcbkol pisnbHocTi. IIpocmigkoBaHO
€BOTIOL{I0 (OpM i MeTOAiB KepyBaHHA KOMEKTUBHNM
BUKOHAHHAM MY3MKIL: 33 6e3MocepeHbol y4acTi Kame-
JIbMelicTepa B My3MKYBaHHi fAK criBaka abo iHCTpyMeH-
TajlicTa-KOHI[ePTMeIiCcTepa; 3a JOMOMOrow Oarytu abo
Bi3ya/IbHIX 3ac06iB MaHya/TbHOI TexHiku. Busasneno oc-
HOBHI (paKTOPM, AKi CIIPUSA/IN IOCTYIOBIl TpaHCHOpMa-
il Bisii Liei KarenbMecTepCTBa Bify pyTUHM TYYHOTO
BiflOMBaHHA TAKTy IO MUCTELTBA IMPUTEHTCHKOI iHTep-
npeTanii. ¥ CBiTai 3amyd4eHHA YaCTMHM YKPAiHCHKUX
3eMefIb 10 TOTOYaCHUX €BPOIENCHKYUX KYIbTYPHIUX IPO-
1eciB, BUABNEHO MOX/IMBICTb 3aI03MYEHHA BUKOHAB-
CBKOTO JIOCBify BiTUM3HAHNMY (30KpeMa, TbBiBChKIMI)
pereHTaMu-KanenbMeiicrepamy. HamiyeHo Hampsamum
TIOfA/IBIINX JOCTIKeHb mpani A. XubiHCHKOTO K HO-
BOBI/IHAJ[IEHOTO HAYKOBOTO apTe(aKTy.

KtouoBi cnoBa: Adonvg Xubincvkuii, kanenvmeticmep-
CoKa OiANbHICMY, MY3UdHA Meopis i npaKmuxa, xopoee
BUKOHABCMBO, OPKECMPOse BUKOHABCMBO, ICMOPIT Ou-
pu2enmcvK020 Mucmeymaa.

V. Chuchman. The vision of the kapellmeister’s
Functions in the XVI-XVIII centuries: Based on Adolf
Chybinski’s thesis

The purpose of the article is to outline the tasks,
forms, methods, and objectives of the kapellmeister’s
activities in the XVI-XVIII centuries, based on
Adolf Chybinskis thesis “Beitrage zur Geschichte des
Taktschlagens” (1912); to explore the possibility of

incorporation of European experience by contemporary
Lviv regent-kapellmeisters; and to outline directions for
further research on Chybinskis thesis.

The methodology of this research combines
historical, cultural, musicological, systematic-analytical,
comparative, and empirical methods with textual
analysis.

The results. The article outlines the tasks, forms,
methods, and objectives of the kapellmeister’s activities
in the XVI-XVIII centuries. It defines the theoretical
knowledge, practical skills, and personal qualities which
were necessary for kapellmeister activities at the time,
and traces the evolution of forms and methods for
conducting collective music performance. The main
factors that contributed to the gradual transformation
of the vision of kapellmeister objectives from routine
loud timekeeping to the art of conducting interpretation
are identified. The article discovers the possibility of
incorporation of European experience by contemporary
Lviv regent-kapellmeisters, and outlines directions
for further research on Chybinskis work as a newly
discovered scientific artifact.

The scientific novelty of this article lies in introducing
a previously little-known scientific work by the renowned
medievalist Adolf Chybinski into academic circulation.

Conclusions. In the XVI-XVIII centuries, the tasks
of the kapellmeister included effectively managing the
musical performance process, as well as performing
analytical, editorial, and compositional functions.
Fulfilling such a complex set of tasks required a syncretic
unity of theoretical knowledge and practical skills.
A key requirement for a kapellmeister candidate was
having authority among colleagues, based on profound
theoretical knowledge, performance experience, and
musical understanding. The professionalism of a
kapellmeister was determined by his knowledge of all
contemporary styles (church, chamber, theatrical) and
his ability to perform them. The kapellmeister’s functions

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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were carried out in various forms: participating directly
in the creation of music; managing music performance
using a conducting staff or visual means of manual
technique. During the specified period, there was
an evolution of methods for managing collective
music-making from “noisy timekeeping” with the
conducting staff to modern “silent conducting” Long-
standing theoretical discussions and factors within
the performance environment led to the gradual
transformation of the vision of kapellmeister objectives
from the routine of loud timekeeping to the art of
conducting and the understanding that the conductor’s
main function is artistic interpretation. The involvement
of parts of Ukrainian lands in contemporary European
cultural processes, the assimilation of musical-theoretical
concepts, and compositional techniques required Lviv
regent-kapellmeisters to adopt practical performance
experience.

The practical significance of this article lies
in identifying directions for further research on
A. Chybinski’s thesis, aiming to republish this work
in Ukrainian with appropriate analytical support and
commentary. Such a publication will be useful for
musicologists, educators, and practicing conductors.
Keywords: Adolf Chybinski, kapellmeister ~practice,
music theory and practice, choral performance, orchestral
performance, history of conducting art.

BigoMuit IONIbCBKMIT MY3UKOJIOTL, eTHOTpad, Ie-
maror i MysmyHuit Kputuk Apnonbd XubiHCbKuit
(Adolf Chybinski) (1880-1952) sakinuns cBoi cTyzii
MY3MKOJIOTii, K/macu4Hoi itonorii Ta repMaHicTMKM
B MionxeHcpkoMmy yHiBepcuteti y 1908 p. saxucrom
IOKTOpCBbKOI syicepTauii “Beitrdge zur Geschichte des
Taktschlagens” (Chybinski, 1912) — («Brecox o ic-
TOpil JupuryBaHHs» — nepexnad B. 4.). Y 1912 p.
L0 IIpalio 6y;10 BUaHO JIAMMIIi3bKUM BUJABHU-
urBoM «bpaiitkon i [eprens» (Haxmag Hagpyko-
BaHO B Kpaxosi B “Drukarnia narodowa”). Y Tomy
X 1912 p. A. Xubincpknit nepeixas o JIbBoBa Ta
ctBopyB y JIbBiBCcbKOMY yHiBepcuTeTi mpu ¢ino-
copcpkoMy dakynbreti Kadenpy (3axman) mysu-
Kororii. IlepeHeceHHA BMXOBaHIIEM MIOHXEHCHKOI
mkomt A. XubiHCBKMM MeTORoMOril opraHisarii
MYSMKOJIOTil AK HAayKOBO-OCHIZHOI JVCHMIUIIHN
B CUCTeMI YHIBEpCUTETCHKOIO HaBYaHHA Ha IPYHT
JIbBIBCHKOTO YHIBEPCUTETY HAJANo0 MOXIUBICTH
opraHisyBaty e(eKTMBHY IeJaroridy i HayKoBy
po6OTy, TPOXOBXUTY TPaAMI{i €EBPONENICHKOro

My3uKO3HaBCcTBa B lanmmumui. OCHOBHMM Hamps-
MOM HAyKOBMX [IOCH/DKEHb JIbBiIBCHKOI LIKO/N
A. Xubincpkoro Oyna MenieBictika, 6a3oBaHa Ha
BJBYEHH] MY3JMYHIUX ITaM ATOK JABHUHY Ta Opi€H-
TOBaHa MEPENiOBCIM Ha JIYXOBHY cepy IOMbChKOI
My3IUYHOI KynbTypu. BogHovac cepep ioro y4His
Oyno 6arato YKpalHCHKVMX CTYHEHTIB, SIKi 3rOfioM
PO3BMBA/IM Pi3HI BEKTOPY MY3UYHOI YKPATHICTUKIL.
Crocynku MK podecopoM i yansmu 6y pyx-
HiMJ, CTIOBHEHVIMY B3a€EMHOI IIPUXMIBHOCTI Ta I10-
Baryl BUNTe/A O HAYKOBYX 3alliKaB/IeHb CBOIX CTY-
JIEHTIB, CIIPAMOBAHVX Ha OC/I/PKEHHA 1 POSBUTOK
YKpaiHCBKOI MY3MYHOI KyabTypu. Mysukonorito
y JIbBIBCDKOMY YHiBepCUTETi Iifi KepiBHMI[TBOM
A. XubiHChKOTO BMBYA/IM BiffoMi YKpaiHCBKi My3u-
KO3HaBIli, KOMIIO3UTOPY, MY3MKaHTH-BYKOHABIIi Ta
pupurenty, cepen Akux: Hecrop HiokankiBcpkmii,
bopuc Kyppuk, Ocun 3anecpkmit, Mupocnap An-
toHoBuY, Credpanis Typkesud-JlykisHosud, bopuc
Kynpuk, Bomogumup Bosxxux Ta in. (Ipa6, 2009).
OpauMm i3 HallycnaB/eHIMX YKPAaiHCbKYX BUXO-
BaHIiB A. Xubincpkoro 6yB M. AnToHOBIY (1917-
2006) — BizoMuit My3UKO3HaBEIIb, OTIEPHII CITiBaK
1 XOpOBUIT IUPUTEHT, JOCTIIHUK YKPAiHCHKOTO 1iep-
KOBHOTO CIIiBY BiJf MOHOii ;0 TapTecHOro 6araroro-
J10CCA, AKUI CBOIO HAYKOBY JiA/bHICTb IOENHYBAB,
MiKpIIUIIOBAaB 1 YHAOYHIOBAB [IMPUIE€HTCHKO-BM-
KOHABCbKOI0O TBOPYICTIO Ha 4YOJi YTPEXTCHKOIO
«Bisanriiicbkoro xopy». IIpukmerHo, 10 Lei xop,
AkuM M. AHTOHOBMY KepyBaB IoOHaj 40 pOKiB,
CK/IaJiaBCA BUK/IIYHO 3 TO/UIAHALIB, @ OCHOBY 110T0O
perepryapy CTaHOBVM/IM YKpaiHCbKa LepKOBHA MY-
31Ka Ta 00pOOKM YKpaiHCBKMX HApOJHUX ITiCEHb.
Barommit HaykoBuit i MucTenbkuit ;opo6ok M. AH-
TOHOBMYA, OCHOBAHMI1 HA OPTaHIYHOMY IIO€HAHHI
MY3MKO3HAaBYOI HaYK) Ta BUKOHABCbKOI PAKTHKI,
BOUeBN/Ib 0a3yBaBCsA Ha METORONOTIYHMX 3acajax
i IpuHLUIAX JbBIBCHKOI MY3MKOMOTIYHOI IIKOIN.
Bigomo, mo cBoro yacy A. XubiHcbkuit, B6agaoun
flleAKi mporanuHn M. AHTOHOBMYA B IPAKTMYHMX
HaBMYKax Irpy Ha Qopreniano, 0coOUCTO MPOCKB
inmoro csoro Buxosanud H. HiokankiBcbkoro npo
3aHATTA 3 dopTemniaHo g M. AHTOHOBMYA B My-
3uYHOMY iHCTUTYTI iM. M. JIncenka (AHTOHOBMY,
2003). Ilisnime, komt M. AHTOHOBMY pO3NOYAB
Kap'epy oIepHOro cmiBaka, A. XuOiHCHKMII pery-
NAPHO LIIKaBYUBCA YCIiXaMy CBOTO Y4YHSA, BCIIAKO



mifTpUMYyBasB i 3a0xouyBas itoro (Jluctu A. Xubin-
cbKoro 10 M. AnToHOBMYa, 2003).

IlocranoBka mpoOmemMyu. My3UYHO-BYKOHAB-
CbKa IpaKTHMKA BifjjaBHa Oyma He muie cheporo
MMUCTENBKOTO IIOIIYKY, a il IIPeAMETOM Teope-
TUYHOTO OCMNC/IEHHS B  Halpi3sHOMAHITHIiLIMX
KOHTeKCTaXx — Bif Haimmpmmx ¢itocodcpkmx
0 HAMBY)K4YMX, CYyTO NPUKIAGHUX. AJDKe CIpUIl-
HATTA MY3VMKU K 3BYKOBOTO BMABY IIEBHMX €TH-
KO-eCTeTUYHYX ifleil 6e3MmocepeHbO 3a/IeKUTD Bif
B3aeMOfIil 6araThboX 00’€KTMBHUX i Cy0 €KTUBHMX
¢axropis. Cepef OCTaHHIX BIHOKPEMUMO TA/IaHT,
TEXHIYHY BIIPABHICTb 11 iHTEPIPETATOPCHKY Maiic-
TEPHICTb MY3MKAHTIB Ta IXHBOTO JIifiepa, BiJj AKOTO
3a/IeKUTh OpraHisallis BMKOHABCHKOTO IIPOLECY i
JIOTO KiHI|eBUII pe3ynbrar. Y JOKTOPCHKIll Jycep-
tanil A. Xubincokoro “Beitrige zur Geschichte des
Taktschlagens” (Chybinski, 1912) naii6inpm mpo-
O7eMHI IMTaHHA BUKOHABCHKOI mpakTyky XVI-
XVIII cT. po3rmaHyTo Kpishb NpU3My TOrOYacHOI
MY3UYHOI Teopii, eTuku 1 ecteTuku. IIpans e me-
PEKOH/IMBUM CBIJY€HHAM CUHEPTii My3UYHOI TeOpii
Ta IPaKTUKM B MUCTELIbKMX HOITIAAX aBTOpa.

AKTyanbHiCTh TeMM AOCTi)KEHHA IO/ATAE B
HeOOXiTHOCTI BBeJIeHH:A y BIiTYM3HAHMIT HAYKOBUIT
00ir HeIogaBHO BiHANEHOI i1 JOCI MalIoBiZoOMOl
HAyKOBOI IIpalli, IPUCBAYEHOI iCTOpil €BpoIel-
CBKOTO  JIMPUIE€HTCHKO-BUMKOHABCHKOTO — MICTE-
ITBa, aBTOPCTBA BiJJOMOIO BYEHOIO-MeJli€BicTa,
3aCHOBHMKa Kadenpy Mysukornorii y JIbBiBcbko-
My yHiBepcuteti A. Xubincpkoro. Bapro BipsHa-
qUTH, MO 3MICT i TpobmeMaTnKa BUIIE3TajaHOTO
JOCTI/PKEHHA PE3OHYE 3 OCHOBHMMM HAINpsAMaMI
JISIBHOCTI CydacHOl Kadepy My3MKO3HABCTBA Ta
XOpOBOTO MMCTeLTBa JIbBIBCHKOTO Hal[iOHa/IbHO-
ro yHiBepcurety imeHi IBana ®panka. Cuneprisa
MY3MYHO-KY/IbTYPONIOTiYHOTO JOCTIfHUALITBA 3 XO-
POBOI0 BMKOHABCHKOIO TBOPUYICTIO BioOpakeHa B
OCBITHIX Iporpamax (Xopose AupuryBaHHA — Oa-
Ka/laBPCbKa; MY3MKO3HABCTBO — MaricTepcbKa),
TeMaxX HAayKOBUX PO3BifOK IMPodecopCchKO-BUKIIA-
JIAIIBKOTO Ta ACMipaHTCBKOTO CKIafy Kadempu, a
TaKOX Y [IA/NIbHOCTI 3acHOBaHOI y 2023 p. mepiuoi
B Ykpaini Jlaboparopil My3u4HO-Mei€BiCTUYHIX
TOCTiIKeHb.

AHami3 OCTaHHIX JOCTiKeHb i myOmikamiit.
prHTOBHi PO3BIKM HAayKOBO-TIEJAroriyHol Jis/b-
HOCTi A. XubiHCBKOTO CTa/Iy TOTiYHNM IIPOJIOBKEH-
HAM 30VpaHHs, BUBYEHHA Ta NyOTiKyBaHHA Ipallb
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JlledaKux itoro ykpaincpkux yuHis. e B 1990-x pp.
3aBasAKu crapanHaM IOpis ScinoBcbkoro 6yro
nepeBUjaHoO mpali penpecosaHoro b. Kygmpuxa
(Kynmpux, 1995), Aka BucBiTioe icTopito ykpaiH-
CBKOI 11epKOBHOI MY3VIKV BiJj KHSDKOI ;00U 10 TO-
4aTKy XX CT., @ TAKOX 36ipKy cTaTell BUMYIIEHOTO
emirpanta M. AHTOHOBMYa (AHTOHOBMY, 1997),
IPUCBAYEHY ICTOpII YKPAIHCHKOrO II€PKOBHOTO
CHiBy Bifj MOHOfii 0 MapTeCHOro 6araToromoccs.
Y 2003 p. B 36ipHuKy crareit “Musica humana” B
pyOpuui, npucssyeniin A. Xubincpkomy ta 90-mit-
TI0 Kadenpy Mysuxornorii JIbBiBcbKOro yHiBepcu-
TeTy, Oyno omy6nikoBaHO Kinbka posBifok (Ipaf,
2003; Czekanowska, 2003; AnTonoBuy, 2003; JIn-
ctu A. Xubincpkoro o M. Auronosuda, 2003), ki
BUCBIT/IIOIOTH [IIA/IbHICTD YYEHOTO B Pi3HUX HAYKO-
BUX OCepeJIKaX, YaCTMHY JIOr0 emicTONAPHOI CIaji-
wyHy. Hailbinbun rpyHTOBHMMY IpalsAMy Ha IO
TeMaTuKy € MoHorpadii Ynsuu Ipa6, mpucssaueni
A. Xubincokomy (Ipa6, 2009) Ta M. AHTOHOBUYY
(Ipab, 2019). Y. Ipab, 30kpema, Bif3Hayae BIUINB
ocobucrocti Bunrens Ha QopMyBaHHA HOIIAAIB
JIOTO yYHIiB i CTBOPEHHSA HAyKOBOI TpajMIii, AKa
00’eHana BCiX y $opmaliio BUIIOTO MOPSAAKY —
wkony. IIpegcTaBHMKM L€l WIKOMM TpPaKTyBamn
Hal[iOHa/IbHY TPAUILII0 AK YaCTUHY €BPOIENCHKOI
KY/IBTYPH, Y SKill 30epe>KeHHs B/IacHOi caMoOyT-
HOCTi Oy7I0 YCBiIOM/IEHOW i NPUITHATHOW yMoO-
BOX MDKKY/IbTYPHOro criBicHyBaHHA. Haykosa
cnapuyaa A. Xubinchkoro ta jioro y4HiB goci He
BTpaya€e CBOEI AKTYa/lbHOCTI, BOHA € IIPeAMeTOM
HAYKOBMX PO3BIJJOK 1 AMCEPTALiIHUX JOCIIPKEHDb
Haranii Cuporuncexkoi (Cuporunceka, 2010), €s-
renii Jlazapesny (Jlasapesuy, 2018), Oxcann [na-
e (Thatummy, 2012), Haranii Tomomssk (To-
nomHAK, 2018; Tomomusax, 2023) Ta iH. BogHouac
JOKTOpChKa aucepranis A. Xubincokoro “Beitrige
zur Geschichte des Taktschlagens” (Chybinski, 1912),
srajana B MoHorpadii Y. Ipa6 (Ipa6, 2009, c. 55),
moci me He Oyma pocnmimxeHa. OTpUMaHHA KOMil
OpuriHaly Ij€i Impalmi CTazo MOXIUBMM 3aBJAKI
crapanHaM H. CupoTHHCBKOI Ta BioMOro HiMellb-
xoro mysukosHas1 [. JIboca (Helmut Loos).

Mera crarTi — OKpecleHHs 3aBfjaHb, GopM,
METOZiB 1 Lji/eit AiANbHOCTI KanenbMericrepa XVI-
XVIII cr. Ha Marepiani fokTopary A. Xubincpkoro
“Beitrdge zur Geschichte des Taktschlagens”. Y cBitni
3aaHIKOBAHOCTI YaCTMHM YKPAIHCbKUX 3€MENb Y
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TOTOYACHMX €EBPOIENCHKYUX KY/IbTYPHO-MUCTEL[b-
KUX IPOIlecax, BX/INBO BUABUTY MOXIMBICTD 3a-
MO3MYEHHS NPAKTMYHOTO BMKOHABCHKOIO HOCBifly
BITYM3HAHVMMI pereHTaMI-KallelbMeliCTepaMIL.

OCKiNBbKY 1Al CTATTSA € MepIIO0 CIPO00I0 aHaJIi-
3y BUIeBKazaHoi mpani A. XnbiHCbKOro, TO OfHUM
i3 3aB/laHb € HaMiYeHHA HANPAMIB IIOJA/IbLINX JI0-
CIIIPKEHDb 1[bOTO HAYKOBOTO apTe(aKTy.

Buxmag ocHOBHOro Matepiamy ROCTiKEHHS.
Ak yxe 3asHavanocd, mpansa A. Xubincpkoro “Be-
itrige zur Geschichte des Taktschlagens” («BHecok fio
ictopii gupuryBannsa»' — nep. B. U.) 6yna Hamuca-
Ha Ha OCHOBI 3axumeHoi HuM y 1908 p. B MronxeH-
CbKOMY YHiBEPCUTETI JHOKTOPCHKOI Aucepralii Ta
omy6rikoBaHa y 1912 p. JIAinuisbkuM BUaBHY-
urBoM «bpaiitkond i leprenb» (Haknag HagpyKo-
BaHo B Kpakosi B “Drukarnia narodowa”). Bupau-
Hs IpUCBsAYeHe: «MOeMy Hoporomy fpyrosi mpod.
Teopry don JLanesuay» (Georg von Lalewicz / Jerzy
Lalewicz / €xu Jlanesny) (Chybinski, 1912). Motu-
BJ TaKol IefiMKallil BCeCBITHbOBIJOMOMY IIiaHiCTO-
Bi-BipTy03y Ta IeJarory e HajeXWUTb 3 ACyBaTH
B Mait0yTHbOMY. BapTo 3a3Haunty, 110 came B ik
Buxopy uiel kauru A. XubiHCbKuii po3nodas CBOIO
npamo y JIbBiBcbkoMy yHiBepcuteti. To6To, mepe-
ixaBmm 1o JIbBoBa, MaiiGyTHill 3aCHOBHMK /IbBiB-
CbKOI MY3MKOJIOTiYHOI IIKO/IU BXXE MaB Yy CBOEMY
IOpOOKY OMyOTiKOBaHY HAYKOBY IIpalio 3 icTOpil
[VIPUTYBaHHA.

Y cBoemy pocmimkenHi A. XubiHCbKmit cIm-
paBcA Ha Ipalli TPbOX YYeHUX, fAKi 0 TOro 4acy
3alIMauCa JOCIDKEHHAM ICTOpii AMPUTYBAaHHS,
a came: E. Qorerna (Emil Vogel), P. 1lIBapua (Rudolf
Schwartz) ta L. lllionemana (Georg Schiinemann).
A. XubiHCbKMil OCTaBMB Tepes cO0010 3aBIaHHs
IPOJOBXNUTH i 3aBEPIINTU JOCTIPKEHHA 3rafjlaHNX
ICTOpMKIB, [OIOBHUTY HEAKI ACIEKTH, fAKi 10T
TIOTIEPEIHNKN He B3SA/M JI0 YBary, a TAKOX JOCIi-
JUTY BCi JOCTYIIHI JKepena i OTPYMaHHA MaK-
CMMaJIbHO II0BHOI KAPTUHM iCTOPII POSBUTKY JVPU-
rertcbkoro mucrenTsa XVI-XVIII cr. (Chybinski,
1912, c. I-1II). [Tnsa uporo A. Xubincbkuii aHamisye
il BUKOHABCbKUM KYTOM 30py MYy3MYHO-TEOpe-
TUYHI TPAKTaTy JaBHIX aBTOPIB, 3 AKUX HalyacTille
IMTOBAHMMM B JI0TO TeKCTi € HacTymHi: JI. 3ak-
xoui (Lodovico Zacconi), V. Koxneyc (Johannes

Cochlaeus), B. K. Ilpinry (Wolfgang Caspar Printz);
I. Xatigen (Hans Haiden), [1. Ulneep (Daniel Speer),
M. Ilperopiyc (Michael Praetorius), A. Morapc
(André Maugars), V. V. Ksauru (Johann Joachim
Quantz), V1. A. Wait6e (Johann Adolf Scheibe),
M. I. ®ypman (Martin Heinrich Fuhrmann),
M. Pimens ( Josef Riepel), M. Marreson (Johann
Mattheson), K. ®. Kpamep (Carl Friedrich Cramer),
. Apnywr (Jacob Adlung), ®. B. Mapnypr (Friedrich
Wilhelm Marpurg), V1. C. Tletpi (Johan Samuel Pe-
tri), V1. A. Tinnep (Johann Adam Hiller). Cnip 3ana-
9UTH, 0 AHAJTI3 HAJI3BIYAITHO 6aratoi [pKepenbHOl
6a3y 1€l mpaui BapTye OKpeMOro AOCTiKeHHs, Y
11il1 JKe CTaTTi MM CBiJOMO OOMEXNMOCH BTOPUH-
HJM LMTYBaHHAM BUIE3a3HAY€HNX aBTOPIB 3 TeK-
cTy fokropary A. Xubincpkoro.

OcHoBHa yBara gocnimkeHHa A. XubiHcbKoro
30CepepKeHa [OBKOMA TPbOX KIKYOBUX NUTAHb:
BUMOTIH [10 Ka1e/ibMelicTepa B mepiog 1500-1800 pp.
(came Taxk OKpec/MMB 4acoBi MeXi CBOEI pO3BimKM
A. XubiHCbKuit); MiCIie KanenrbMelicTepCTBa B Ipa-
1ax TeopeTukis Mysuky XVIII cT. Ta IXHA peaxuisa
Ha TIOTaHi MaHepy JVIPUTeHTiB; GOPMI BIUIMBY V-
pUI€HTa Ha BUKOHABCTBO Y CBIT/Ii My3MYHO-TEOPE-
tyHoi miteparypu XVI-XVIII cr. BignosigrHo 1o
3aJIeKIapOBaHMX MUTaHb, mpaus A. X1uOiHCHKOTO
CK/IAJIAETbCA 3 TPbOX PO3AIMB. 3 OINANY Ha 3HAY-
HY 4acOBY Biffja/leHicTh, (haKTONOTIYHMIT MaTepia
HOCTI/PKEHHs € Ha[3BUYAHO Ii3HABA/JIbHUM 1A
Cy4acHOTO peLVIIi€HTa 3 YCTaleHVM YABIEHHAM
PO AMPUTEHTCbKE MUCTELITBO B JIOTO TeIEPillIHbO-
My BurnApi. Bogaodac Ti npo6neMy i MUTaHHA, Ha
AKi IYKaaM BifiLIOBifi JaBHI TEOPETHUKY, a TAKOXK 1
A. XubincpKuii, foTenep He BTpaya0Th CBOEL aKTy-
a/IbHOCTI. Po3I/IiHEMO HallBaXX/UBIL 3 HUX.

IlTo BuMaranocs Bif KanenbMesicTepa mepiogy
1500-1800 pp.?

Bignosinp Ha e samuTaHHA A. XuOiHCHKMil
sHaxoguth y Tekcrax JI. 3akkowi, B. K. IlpinTia,
. Koxneyca, I. Xarigena ta [I. Illneepa. Big Toro-
YJaCHOTO KalleJibMejicTepa BUMArajaocs He JIMILIe
Ha/IeKHMX IPAKTUYHMX YMiHb, a il IPYHTOBHOI Te-
OpeTUYHOI MiAroTOBKU. JJOCKOHA/Ie 3HAHHA NafiiB
Oy/I0 3alOpPYKOK KOPEKTHOrO TPAHCIOHYBAHHA
B 3PYYHUII I CIIiBY cepefHiit perictp. OpHuM 3

1. Tepexnaj; ckmagHOro HiMerbkoro iMenrnka “Taktschlagens” (gociBHO: BifOMBaHHA TAKTY, TAKTYBAHH:A) CIOBOM «IMPUTYBAHH:A» 3yMOB/IeHMIT (ak-
TIYHIM 3MICTOM ZOCTIKYBAHOTO TEKCTY i, Ha [YMKY aBTOpa CTATTi, € OLIBII 3pO3yMITIM [/ CY4aCHOTO CIIPUITHATTS SIK O3HAYEHHsI IPOLECY Kepy-
BAHHA KOJIEKTUBHIM BUKOHAHHAM MY3MYHOTO TBOPY. Yci itatu Ta BUTATH 3 mpari A. Xu6iHCbKOro OfjaHo B epekTaji aBTOpa CTaTTi.



HallBOXMMBIMNX 000B’S3KiB Jupurenta 6ymo 3a-
Oe3reyeHHsA AMHAMIYHOI PiBHOCTI ToOMOCIB IIIA-
XOM I'PYyIIyBaHH:A CIIiBaKiB 3a EBHUM IIPUHIIUIIOM,
He 3aHaJTO O/MM3BKO ONVIH O OFHOTO. YBaXKamocs,
1o criB Mae 6yTu 30anaHCOBAHNM TaKUM YMHOM,
106 y cmyxada CKIafjanocs BpaXeHHs, HiOM BiH
Yye OfJH TO/I0C, IORIOHO /10 3BYYaHHS MOETHAHNX
perictpiB oprany. IlisHime TeopeTuky BuMaraau
BiJi KamejbMeiicTepa BONOAIHHA KOHTPAIYHKTOM
i 3HaHHA BIACTUBOCTEN MY3MYHMX IHCTPYMEHTIB,
1106 He IOMIINTICS, AKY MY3VKY C/IiJl BUKOHYBATH
Ha JyXOBMX iHCTPYMEHTAX, a IKY — Ha CTPYHHUX
(Chybinski, 1912, c. 1-8).

Y rpakrarax M. IIperopiyca ta A. Morapca
A. Xn6iHCHKMIT BUABIISIE ONMUCK HPOLECY XOPOBO-
r0 BIUKOHAHHA. Bij KamembMmericTepa BUMarauocs
IIOKa3yBaTH, KON MA€ IOYMHATH CIIiBATI OfIUH I0-
JI0C, KOJI IBA, TPV, YOTVpH Ta Oinbie. Komu x MaB
BCTYIUTH 6AraTOro/I0CHii XOp, JUPUTeHT OBJUHEH
OyB TOBEPHYTHUCS IO HBOTO OOMMYYAM, HifHATH
00OVIBI PyKM JJOTOpY il IOAATY 3HAK IS OFHOYAC-
HOTO BCTYIy BCix xopuctis. I[Ipu BukoHaHHi 6ara-
TOXOPHMX TBOPIB Oy/I0 IPUITHATO, 1100 KOXEH XOp
MaB CBOTO JVIpUTreHTa (CyOmMpureHTa), AKuit Cii-
IyBaB 3a TONIOBHMM. [0/10BHi X0pu cTOSA/MN IO 06M-
nBa 60Ky BiBTaps, inuti — y Heax. Koxen xop 6yB
po3MmillleHnit Ha HMiBMIIeHHi, 100 BCi Morm 6auu-
TU Of\VIH OffHOTO. [IMpUTeHT TOIOBHOTO XOPY 3afia-
BaB OCHOBHUII PUTM, BCI iHILI XOPpY Ii/IXOIIIOBA/IN
110T0 Yepes CBOIX CYOMPUTEHTIB TaK, 100 My3yKa
3ByYaa 3/71aTO/PKEHO, AK Y BUKOHAHHI €JVHOTO Be-
mkoro xopy (Chybinski, 1912, c. 6-7).

B enoxy basso continuo Bifj kanenbmericTepa Bu-
Marajzocs BOJOLIHHA K/IaBipHUM IHCTPYMEHTOM,
ajle OCKIIbKM TaKa IPAKTHMKa Oyma CaMOOYeBIJ-
HOI0, TO OiTBLIICTD TeOpeTHKiB mpo Hei B3arami He
sragye. o dynkuint gupurenta XVIII ct. Hanexa-
JI0 PO3TAIIOBYBaHHSA iHCTPYMEHTIB TaKMM 4IHOM,
o6 ixHi BmactuBOCTI Oynu sKHaMKpaije Bypa-
xeHi. llle omyH 060B’130K KamenbMelicTepa, sKuit
HVHI CTOCYETbCA KOHLIEPTMENCTEPA OPKECTPY, M0-
JIATaB y IIPaBUIbHOMY Ji OffHAKOBOMY Ha/IalITyBaH-
ui incrpymenris (Chybinski, 1912, c. 13-14).

Omxe, y CTUCIOMY TIIEpeTiKy BUMOT JI0 Kalle/lb-
MeJiCTepa 3a3HAYEHOrO IEpIiOfy CIOCTepiraeMo
CUHKPETWYHY €JHICTb NPUKIAJHUX TEOPETUIHMX
3HaHb | 3HAYHOTO 0OCATY MPAKTUYHUX YMiHb. 30-
KpeMa, 3HaHHA J/afiiB, Teopii KOHTPANyHKTy Ta
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IPUHINIIB basso continuo B TOEIHAHHI 3 BOJIO-
HIHHAM TOIOCOM, MY3MYHUM iHCTPYMEHTOM, pO-
3YMIHHAM iXHBOI IIPUPOAYM Ta BIACTUBOCTEN OO
He0OXi/THOI0 i cAaMOOYeBHIHOIO IIepeyMOBOIO AKic-
HOTO Ta e(eKTMBHOTO KepyBaHHA MY3UYHO-BII-
KOHAaBCbKVMM MpolLiecoM. Takox HpUBEpTAE yBary
LIMPOKMIL CIEKTP 000B’A3KiB TOTOYACHOTO KaIle/lb-
MeJICTepa, 110 OXOIIIIOBAB Y CY4aCHOMY PO3YMiHHI
OpraHi3aliffHO-IMPUTeHTChKI  (OpraHisamia pe-
IeTHUIIITHOTO MPOLeCy i AMPUTYBAHH:A), KOHLEPT-
MeViCTepCbKi (HaCTpOIBAHHA IHCTPYMEHTIB) Ta
BMKOHABCBhKi (QyHKIUII (BUKOHAHHA basso continuo
Tomo). KpiM TOro, BayK/MBUM €leMEHTOM yBaXka-
JI0Ch PO3YMiHHS IPUPOAM aKYCTUKM, AKTOP AKOI
HEOZIMiHHO BPaXOBYBaBCA IIPU PO3MillleHHi CIiBa-
KiB i My3YHMX iHCTPYMEHTIB, BifITIOBIHO 10 IXHIX
BYKOHaBCbKVIX B/IACTUBOCTEN, @ TAKOX Y BUKOPIC-
TaHHI IPOCTOPY, Y AKOMY BifiOyBa/n0oCs BUKOHAHHS.

XT0 MOXe OyTH pUTreHTOM?

ITepenix ocobucTux i paxoBux AKOCTEl, 0UiKy-
BaHIX BiJj TOrOYAacHOro KamenbMmeiictepa, A. Xu-
6iHcpKmit 3HaxoxuTh y TpakTarax B. K. IlpinTia,
11 aii6e, M. T. ®ypmana, V1. Kpantia. 3aranom
YBa)Kasocs, 10 3 YCiX XOPOBUX CIiBaKiB JUPUTyBa-
T IIOBYHEH TOIA, XTO 3HAa€ TEOPilo, HalKpallle Po3y-
Mi€ MY3MKY, a TAKOK M€ IIEBHMI aBTOPUTET Cepex
cBoix ToBapuuis. 3 nepioi monosyan XVIII cT. By
KareJibMericTepa BUMarajaocsa po3yMiHHA OCHOBHIX
IpaBYI TAPMOHII, IIPMPOAN TOHAIBHOCTI, IPUHIIN-
TiB 3aCTOCYBAHHA basso continuo, a TAKOXX 3HAHHA
HA/{BOX/MMBIIINX CTUIB MY3MYHOTO TycbMa (1iep-
KOBHOTO, KaMEpHOI'O, TeaTpalbHOr0) Ta BMiHHA
BYHECTM PO3YMHE CYIKEHHA IPO MYSUYHMI TBIip
Ha OCHOBI aHaJIi3y JI0r0 CTPYKTYpU. XOPUCT, AKMIT
XOTiB CTAaTV MY3MYHVM KepiBHMKOM, IIOBVHEH OyB
pO3yMiT OCHOBM KoMmmosuilii. Bif Hboro ByuMa-
rajlocs BOMOMITY TaKMMM HaBMYKAMM, AK: YMiHHA
THIePEeBIpUTY HEBITOMMUIL TBIp i BUIIPABUTY MOXK/IMBI
JIOTIyIeHi B HbOMY IOMIIKM (@ B pasi BTpaTu fAKo-
icb maprii i HEMOXX/IMBOCTI OTPUMATY HOBOI KOIIiI,
BMIT) 3aMiHUTV BTpadeHe); 3alCaTy B IIPOCIiBa-
Hy a00 3irpany Mejogito i 3a motpebu yKmacTu o
Hel iHIII TOMOCH; CAMOCTINIHO CKOMIIOHYBAaTH MY-
3MYHMII TBIip Ha OCHOBi HA/JAaHOTO JIOMY TEKCTY, a He
IYKaTy JJ/I LIbOTO KOTOCh iHIIOTO0. 3pELITO0, IeAKi
TEOPETVKM BBaXKa/Il, 110 KaIle/bMeiicTep MOBMHEH
MaTy OiIbII IPYHTOBHI 3HAHHA Teopil KOMIO3UIii,
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HDK KOMIIO3UTOP, 11 6y T JOCBifYEHNUM Y BCIX JKaH-
pax i crwiax. HaitBumuit CTymiHb y4eHOCTi aupu-
TeHTa IOJIATaB Y [IOCKOHA/IOMY PO3YMiHHI TOrO, AK
BUKOHYBATy BCi TUIIM TBOPIB, BiIIOBIZHO /10 IXHBO-
ro CTIWO, adeKTy Ta IPaBUIbHO 0OPAHOTO TeMITy
(Chybinski, 1912, c. 8-12).

Taxox cepen; MysuKaHTiB TOYMIACA TOCTpa Cy-
nepeyka Ipo Te, XTO Kpalle MiAXOAUTb Ha PONb
Kamne/nbMejicTepa — CKpUIIalb Y¥ KIABECUHICT?
[IpyxmIbHUKY CKpUIIANB apryMEHTYBAIN CBOXO
HO3MLII0 TUM, IO CKPUIKA € HEe3aMiHHOW [/
aKOMITAaHEMEHTY i MIPOHNMK/INBINIOK 32 OyAb-AKMIL
inmmit incrpymenr. Ti, XTo BifijaBaB nepeBary Kia-
BECVHICTaM, CTBEP/PKYBa/IM, 10 000B A3KM KepiB-
HJKA NOTPeOYI0Th IOBHOTO PO3YMIHHA MY3UKI, a
CKPMIIKA, K {HCTPYMeHT MOHO(OHIYHUIL, IO Ma€e
CIIpaBy JIMIIE 3 MEJOAi€0, TAKOr0 PO3yMiHHA He
HaJae i € BKpall HEHAJIHOW, KoM JJeTbCA IPO
FapMOHII0 41 3BYYaHHSA KiZIbKOX iHCTPYMEHTIB pa-
30M. [omoBHMM apryMeHTOM Iii€l MO3MII CIyry-
Ba/M TBEP/PKEHHA [EAKMX BUJATHMUX CKPUIIAIB,
AKI JOBOAV/IM, IO CBOIM CY[KEHHAM IIPO LiIicTh
MY3UYHMX TBOPiB BOHM 3aBJAYYIOTb HE CBOEMY
IHCTPYMEHTY, a BMIHHIO I'P) Ha KJIaBECUHI 41 Op-
rani. Haii6inpm BuyepnHy i 36amaHcoBaHy Bif-
[OBifb Ha Iie muTaHHA A. XMOIHCHKMIT 3HAXOMUTD
y V. A. Illaii6e, Ha yMKy SIKOTO MPaKTUKYHYMil
MY3MKaHT, AKUil gobpe Boofie opraHoM, Oyme
HajlKpalle MiXOAUTY Ha PONb KallebMeicTepa.
OpHak 1le He € 3arajbHMM IIPaBMU/IOM, OCKi/IbKI
cepeq iHIIMX MYSUKAHTIB-IPAKTUKIB, TOCBIIYEHNX
BIpTYO03iB-CKpyIaIiB a00 HaBITbH CIIiBaKiB, € TOMH,
sKi 4acTo MaioTh Oiblle 3HAaHD i JOCBimY, rIMbIIe
PO3yMilOTb My31KY, HiX Aeaki opranictu (Chybins-
ki, 1912, c. 26-28).

Omxe, KIOYOBOK BUMOTOI0 10 IIPETEH/IeHTa Ha
pOJIb KaleJbMeiicTepa MOXKeMO BBaXKaTy HaABHICTb
IIEBHOTO aBTOPUTETY cepef Kojer, 6a30BaHOTO Ha
IPYHTOBHOMY 3HaHHI Teopii, JOCBil Ta PO3yMiHHI
Mysuku. [Ipu npoMy mepeg6adanocs, 1o Karenb-
MeJicTep MOBMHEH BOMONITU-TaKU 00CATOM Teope-
TUYHVX 3HaHb, AKNII JO3BOMNB O 1IOMY BUKOHYBa-
TY He JIUIIe CYTO NPUK/IaHI BUKOHABCHKI PyHKII,
a 11 aHaMiTUYHI, PeJaKTOPChKi, KOMIIO3UTOPCHKI.
JlocBin i po3ymiHHS MY3UKM Iiepefidadany HacaM-
Tepes OpieHTaliio KanenbMelicTepa y BCiX Torovac-
HUX CTWIAX, BMiHHA BiATBOpPIOBATH iX Y HailOimbII
BignoBinHux Temmax i adekrax. Ilompu amckycii

uoo mpedepeHIiii Ha pONMb KamenbMelicTepa 3
KOJIa CKPUIIAJTiB Yy K/IaBeCUHICTIB, fie iepeBara Oyma
Ha CTOPOHi OCTAaHHIX B CIITY TOTO, 110 K/TABECHH a60
OpTaH J103BOJLIE OXONNUTH i BiTTBOPUTH BCIO (paKTy-
Py My3M4YHOTO TBOPY, BUSHA4Ya/IbHUMI KPUTEPLAMM
3aJIMIIA/IICA JOCBiJ Ta ITMOMHA PO3YMiHHA MY3HKIL.

IIpo «ry4ne TaKTyBaHH:>.

Y XVIII cT. nuTaHHA JMPUTYBAaHHA B IpaLAX
TEOpPeTHKIB po3IIAfanu Habarato Oimblue, HiX
IPOTATOM IOIEpefHixX cTomiTh. Halmmprue muc-
KYTYBa/lOC CTOCOBHO JIBOX IIpOO/IeM: TyYHOTO
TaKTYBaHHS; BUOOPY Ta YTPUMAHHS HAlIeKHOIO
TeMIy BYKOHaHHA. OfHIM 3 Halll[iKaBillnX ABMI]
B ICTODII ;MPUIYBaHHA € PeaKilisd My3UYHMX Teope-
THKIB i IpakTukiB Kinug XVII — nepuroi nonosu-
au XVIII ct., a meBHOIX0 Miporo i1 XVI cT. Ha mymHe
«BigOMBaHHA TakTy». JInme B 70-x pp. XVII ct. mo-
Ya/IucsA PisKi BUKPUTTA «MaHbEPUCTIBY, AKi IIYMHO
BifOuBamM TakT i cBaBimbHO obupamu Temn (Chy-
binski, 1912, c. 15).

Sk pocmiguB A. Xubincokuit, y HivewunHi ce-
pito my6miyHNX HapikaHb Ha 110 PO6IEMy po3Io-
4aB B. K. [IpinTy, Axuil saknmukaB KepiBHUKIB Op-
KecTpiB BiffOMBaTy MeTp 4iTKO, 6e3 HermoTpiOHuX i
3apO3yMi/NX BMKPYTAcCiB, a TAKO)X PEKOMEH/YBaB
3aCTOCOBYBATY «TYIXVIT PUTM» 5K OUIBII XyTOXKHIIL,
HDK «Ta/IacluBUil», OCKITbKY KOIU UPUTEHT O'€ 110
MIONITPY 200 iHIIOMY HPeMETY JiyXKe CUIBHO, IO
1i rpomMoBi ygapu uytu pami, Hix croiBakis (Chy-
binski, 1912, c. 15-16).

Henpuemna sBuYKa XOpMCTIB Ta iHCTpPyMEHTa-
JCTIB «Tymaty B TakT» Tpubada ax g0 XVIII cT.
Hajicunpnimy peakuito Ha 1e asume A. Xu-
6iHChKMiT 3HaXoMTh y Tekcrax V. Martesona i
M. A. Apnynra. MoBnAB, JVBHO MipKYIOTb JesKi
JIIOAY, AIKi [yMaKoTbh, IO IXHA HOTa MYApIIlIa 3a ro-
JIOBY i I1J0 OCTaHHA IOBYHHA C/IiTyBaTy 3a IEPILIOO.
TynoTtiHHA Horamy TMM OesI/mysjille, IO YacTo,
KpIM [UPUIeHTa, TYNOTATb 1 IHINI MY3UKaHTH,
IPUYOMY IHOJL TaK TOOCHO, L0 3aBAXKAKOTb OJVH
OffHOMY i My3uKa IyTaeTbeA. Li Ta inmi Teopetn-
K PEKOMEH/TYBa/N 31/ICHIOBATI IMPUTYBAaHHA He
B)XKMM IIOJIKOBUM >Ke3/IoM (TIa/MIel0), a PyKOIo
abo sropHyTuM apkymem namnepy (Chybinski, 1912,
c. 17-19).

B ocranniit rpetuni XVIII cT. «HOXHe TaKTyBaH-
HsA» JIEI0 3aHeINaso, MOX/INBO, AK yBaxae A. Xu-
OIHCBKWIL, I BIVIMBOM KPUTUYHO-CATMPUIHMX
BUCTOB/MIOBaHb V1. MarTesona Ta itoro korner. Y Toit



Ke Jac JiesKi MySVKaHTY JOITYCKa/IN CUIbHIN YHap
HOTOI0 B C/YIIHMII MOMEHT fK «HeoOXifHe 3710,
1100 Y BUIIAIKy HEBIIEBHEHOCTi 3amo0irtu posnany
BUKOHAHHA 1 IPUBECTH J10T0 70 n1afy. BogHovac
TaKMil IPUIIOM He PEeKOMEHJYBaBCA /A IOBCIOJ-
HOTO 3aCTOCYBaHHJ, a JIMIIE Y BUIIQ/IKaX HeoOXif-
HOCTi Ha/jaromkeHHs B3a€MOJii BeMMKOI KiTbKOCTi
BUKOHaBIiB. [IocTynoBo «TymaHHA HOrow0» I04ano0
BB@)KATICs 03HAKOI0 CTAOKOTO PiBHSA MY3MKAaHTIB,
xopiB i opkectpis (Chybinski, 1912, c. 20-21).
[IpoTit «TymaHHs HOTaMI» i «TYIHOI 6Ty TH» Te-
opeTyKi 3aB3sT0 boposucs 3 Kinusg XVII — ax o
Kinug XVIII cr. [Iiii1o HaBiTh 10 AMCKYCii IO f10-
LibHICTh KanenbMmericTepcrBa. OfHI XOTimM MOB-
HICTIO BiIMOBMTNCA BiJj IOCIYI KalleJbMeiicTepa,
iHmi posgyMmyBamy Haj HULAXamy pedOopMyBaHHA
IIPOLIeCy AMPUTYBAaHHA. YTIM aOCOTIOTHI IIPOTHB-
HUKM AVMPUTYBAHHSA TOfEKYAY KepyBasucs Oimblie
ocobuctimu am6ilisiMM, aHDK MUCTELBKUM IIPO-
3piHHAM. MOB/IAB, BiIbHUIT PO3YM MUTLA HE MOX-
Ha 3MYCUTH HiJKOPATUCS YMIMOCh BKa3iBKaM Oifb-
1€, HK 3aKoHaM npyupopu. [IpoTMBHUKY «Ty4HOTO
TaKTYBaHH», AKi BBOKa/IV AUPUTYBAHHS HEOOXif-
HUM i IIyKamu croco6is jforo pedopMyBaHHS, s
3MEHILIEHHA TYYHOCTI TAKTOBMX YAApiB IIPOIOHY-
Ba/IM 3aMiHUTU TBEPAY AepeB’sHY Ia/INIO Ialle-
pOBMM py/ITOHOM ab0 11 B3araii JMpPUTYBaTy 3rop-
HYTUM apKyIleM Iarepy i TaKuM YMHOM 3poOuTH
nporec TakTyBaHHA nuine BupumuM (Chybinski,
1912, c. 30). Inmi pekoMeHAyBamM MaKCUMATbHO
YHUKATV TPIOKAHHA B IPOLECi BUKOHAHHA 1 BBa-
JKa/ 1IIIKOM JJOCTaTHIM, AKIO JUPUTEHT BAPUTDH
JIeKi/IbKa pasiB mepes Mo4aTKoM TBOPY, a IIOTIM [0
KiHI[A 3BY4YaHH: Bifj3HaYaTMMe TaKT XKECTOM PYKI
(Chybinski, 1912, ¢. 20-21). bynu 11 Taxi, siKi BBaXka-
T, 0 Jo0pe BifyTTA Yacy CIiBakaMiu Xopy MOKe
3aMiHNTU pobOoTY JupureHTa. BoHN mponoxysam
XOpUCTaM Ha IPAKTUYHMX 3aHATTAX IOBOJI 3BU-
KaTy JI0 «IIPaBMJIbHOTO METOAY», X IOKM B3araji
He 3HMKHe II0Tpe6a 6aunTyt mamnuKy fupureHTa. ¥
tekcti V1. C. Tlepi A. Xu6incbKuit 3HaXOUTD TBep-
JKEHHS, BIIIOBIHO /10 AKOTO CIiJYE, 110 KOHL[epT-
MelicTep Moxke OyTM KOPUCHIIIVM 3a JUPUTEHTA.
Marocp Ha yBasi Te, 1110 3aMiCTb OUTTS [Ta/INYKOI0 B
TaKT Kpallje CaMOMY 32 [JOIIOMOTO0 CKPMIIKY ITPY-
BECTM BCIX MY3MKAHTIB /10 /aJy, 0 IPaBUIbHOIO
adexry y BukonanHi (Chybinski, 1912, c. 29).
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Jlesiki HiMeLbKi TEOPETUKM YOMYCh YBXKa/IN, IO
B ITasmii «He BMOMBAIOTD JKOJHOTO YAAPY» i BUKO-
PUCTOBYBa/M Lie TBEPIKEHHA AK apTyMEHT IIPOTH
«TYYHOTO TAKTYBaHHA» B HIMELbKOMY MY3MYHO-
My cepemoBuii. OpHak A. Xu6iHCbKUIT JOBOAUTH
IPOTUJIEXHE, TOKINKAIYICh Ha iTaliiChbKi My3ny-
Hi Tpakratu XVIII ct., sKi MipkyloTh Tpo «6ary-
TYy» AK IIPO 1IOCh CAMOOYEBU/IHE, @ TAKOXK Ha JIMCT
V1. B. Tete, sAKuit, AiNA9UCh BPaXKEHHAMM TPO BU-
KOHaHH:A OpaTopil B 0ffHOMY 3 XpaMiB Beneutii, -
CcaB Mpo HaxabHe BMOWBAHHA TaKTy PYIOHOM HOT
xamoriganM Kanenmbmeiictepom (Chybinski, 1912,
c. 30-31).

[Topsp i3 HETaTMBHOW IO3ULIEI0 LIOKO PO/ Ka-
Te/IbMEVICTEPCTBA, BeIMKA KiNMbKICTh TEOPETUKIB 1
TIPaKTHKiB BU3HABA/IN HEOOXiHICTb JUPUTYBaHHS,
He Oepyun y4acTi B ryqHux auckycisx. Ta it 6araro
OIIOHEHTIB «MDK PAJKaMM» IOTOMKYBAINCA 3 He-
OOXiJIHICTI0 AMpUTYBaHHSA, @ iXHi BUCTOBTIOBAaHH
May Oi/IbII CATMPUYHO-KPUTHYHE, HDK HeraTHBHe
CIpsAMyBaHHA. ICHye He Tak 6arato TpakTaTiB, AKi
TNOSCHIOIOTh HEOOXiJHICTb JMPUTeHTa Ta AUPUTY-
BaHHA, OHAK BOHM € JIy)Ke BOXIMBYIMMY, OCKi/TbKI
TPEeCTAB/IA0Th MOIMAAM OLIBIIOCTI TOrOYacHMX
IPaKTUKIB. 30KpeMa, cepef IPUXUIbHUKIB AUpPH-
TyBaHHs SIK CaMOOYeBMAHOI HeoOXimHOCTi Oynu
11. V1. KBanu, K. @. E. Bax Ta JI. Monapr. Y pyriit
nontoByHi XVIII ¢T. 1141 gymMKa 6yra BXKe 3arabHO-
BU3HAHOIO, OCKIZIbKM II BMMaraja cama BUKOHAaB-
CbKa IIpaKTHKa — Ile OyB Yac BENMMKUX OPKeCTpiB,
K mOTpeOyBany BMiMMX i KOMIETEHTHUX JMpPU-
renTiB (Chybinski, 1912, c. 31-32).

3 ornAfy Ha BUINEBMK/IAJEHE, MOXKEMO CTBEp-
JUKyBaTyl, W10 B DPe3yNbTaTi TPUBAMMX IUCKYCil
LIOf[0 BUPIlIeHHs NPO6/IeMY «TYYHOTO TaKTyBaH-
Hs1» BifiOy/Iacst eBOTIOList IYPUT€HTChKOI TeXHIKM —
BiJ| «T€XHIYHOI JIOIL[/IBHOCTi» TYYHOTO BifjOMBaHHS
TaKTy [0 «eCTeTNYHOI He0OXiTHOCTI» 6e3UIyMHOro
JVPUTYBaHHS 3aco0aMyl MaHYaJIbHOI TeXHiKu. 3
OFHOTO 6OKY, 1[bOMY CIIpMA/IA KPUTHKA MY3MIHIX
TEOPETHUKIB 1 C/TyXadiB, a 3 iHIIOro — 1iopas 6inb-
1Ii OTpeby caMoro BUKOHABCHKOTO CepeOBMIIA.
Yei i hakTOpy Cipys/ TaKOX MOCTYIIOBII TpaH-
chopmarii Bi3il kamenpMeiicTepa BiJj TaKOro, Ko-
Tpuit Gepe Oe3MOCEPENHIO YIaCTh Y MY3UKYBaHHI
sIK BUKOHABeL[b MapTii basso continuo um KOHLepT-
MeJICTep, [0 TaKOro, WO YIPAB/IAE BUKOHAHHAM
MYSUKH JIMLIE Bi3yaTbHUMY 3aCO0AMIL.
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Y tpetbomy pospini A. XubiHCbKuit posInAHYB
OIHY 3 HaJICK/IafHINIX IpobyeM B icTopii My3md-
HOTO BUKOHABCTBAa, a CaMe INUTaHHA TeMIy BMU-
KOHAaHHA MY3UKH. BiH JOKmajHO NpoaHanmisyBaB
eTVYHi, ecTeTnyHi Ta iHmi dakropy, Aki 6y Bu-
3HaYa/IbHMMM LIOZI0 TEMITY BUKOHAHHA CaKPa/IbHOI
11 cBitcbkoi Mysuku. Leit acnexr mparni A. Xu6in-
CbKOTO, AKMIl CTOCYETbCA TOIOBHUM YMHOM €CTe-
TUKY TOTOYACHMX BUKOHABCHKUX CTWB, BUXO-
IMTD 32 Mexi Ijiel po3Bigku i morpebye okpemoro
NoCTmipKeHHs. PiBHO X moTpelye HOKIafHIIIOro
BJICBIT/IEHHS TBOPYICTD HAiOI/MbII 3HAKOBIUX Kalle-
nbMeiicTepis, Takux Ak JK. b. JTronni, H. [xomernni,
V. Cramin Ta in., axi cnpuunamiucs o opmy-
BaHH: [IPOBiJHMX BUKOHABCHKYX LIKI/ i CIIpaBUIN
3HAYHMIl BIUIMB Ha TEOPETUYHY JYMKY. 30KpeMa,
3aBJAKM MMCTELbKMM IIPMHLMIIAM MaHTeIMCHKOI
LIKOJIV, PO3KBIT AKMX Biff0OyBCSA Y BiIeHCDKill IIKO-
M, TOCTYHOBO BifOyIOCA pPO3MEXYBaHHA MiX
TAKTYBA/JIbHUKOM 1 JVIPUTEHTOM-XY[0XKHIKOM, 3a-
IIaHYBAJIO IIEPEKOHAHHS, 110 JVPUTEHT OYOTIIOE Op-
KEeCTp He /I TaKTYBaHHA, a 3apafiyl MUCTEI[bKOTO
BMKOHaHHS, ToOTO iHTepnperanii (Chybinski, 1912,
c. 34-75).

[l Hac BaXXIMBO PO3YMITH, LI0 My3UMYHE XKUT-
TA 4YaCTMHM YKpalHCbKuX 3emenb y XV-XVI cr.
0y/10 3HAYHOK MIpOI iHTETPOBAHMM y TOTOYACHI
€BPOIIENICHKI KYNbTYPHO-MIUCTELbKI pouecu. g
6impmocti MicT 3 Marge6ypsbKuM IIpaBoM, Ta-
Kux Ak JIbBiB, HiMel[bka MoBa Oyma 3po3yminoro,
HElo, MOpAJ i3 TaTUHCHKOIO, BENOCA [iTOBOACTBO
B MAariCTpaTChbKMX aKTOBUX KHUIAX, JUIIOMATHY-
He JIMCTYBaHHA. 3aBJAKM AKTMBHOMY IIOMITHY-
HOMY, KOMEpPLIIHOMY Ta Ky/IbTYPHOMY >XUTTIO,
6araroronoccs y J/IpBoBi 6yno Bigome 3paBHa. Ille
3 XV-XVI cT. TyT 3By4a/ma My3MKa KOMIIO3UTOPiB
bpaHKo-prnaMaHCHKOI MIKOMNM, @ HOTU 3 NPUBAT-
HMX KOJEKIi}l Ta penepryap TOTOYaCHUX OpraH-
HUX TabymaTyp 3acBifuyloTh foOpy 00i3HaHiCTb
MiCLIeBMX MY3MKAHTIB 3 BepIIMHAMI BOKa/IbHOI Ta
nonidoniyHoi My3uku. baraTo MutHiB TOro yacy
BUXOBYBA/IICA Ha 3pa3Kax iTa/iiiCbKOI, HIMEI[bKOI i
¢panIy3pKoi My3uku. [cHye 4MMano CBig4eHb Ipo
MY3SMKAHTIB HiMELbKOTO NOXO[KEHHS, MYy3UYHMIl
penepryap Ta iHCTpyMeHTapill, a TAKOX BUJJAHHA Y
JIbBOBi HIMELIbKIX MY3MYHO-TEOPETUYHNUX TPAKTa-
TiB. JIbBIBCHKi OpaTumKi, sKi 16a¥ PO PO3BUTOK
OCBITM Ta JHTYprifHOrO 06psAY, BUKOPUCTOBYBA-
mm iX A crBopeHHA HanpukiHni XVI cr. HOBOI

dopmy IWATUIIHIHOTO HOTHOTO MUCbMA, LIO 3a-
MiHW/Ia CEpEeHbOBIYHY HEBMEHHY HOTAIil0, CTaja
TeXHIYHNMM 3aCO00M I 30aradeHHA pemepTyapy
YKPaiHCBKOI CaKpa/nbHOI MOHOfII, a TaKOXX YMOX-
JUBM/IA 3aNPOBA/PKEHHA B IEPKOBHY IPAKTHUKY
6araroronocoro cmiBy (Syrotynska, 2022b). Takwi
3HAYHMII IIOCTYII BOYEBM/Ib MaB IIOMITHUIT B/IVIB Ha
MY3MYHO-BUKOHABCbKE cepefoBuie. Perennia €s-
POIENICbKIX TEOPili Ta KOMIIO3UTOPCHKIX TEXHIK
BOJHOYAC BYIMAaraja BiJf HAIUMX PEIEHTiB-Kalle/lb-
MEJICTEPIB 3aIIO3MYEHHA IIEBHOIO IPAKTUYHOIO
[OCBifly Ta HalexHoi ¢axoBoi miarorosku. I Taki
npouecn BiH6YBaJII/ICH, Il MiATBEPIKYETbCA BICO-
KUM CTaHOBMIIEM OKPEMUX YKPaIHCKUX CIiBAKIB i
mupurenTis (Syrotynska, 2022a, p. 294).

BucnoBku. Ha ocHosi ananmisy mpani A. Xu6in-
cokoro “Beitrige zur Geschichte des Taktschlagens”
(«BHecok mo ictopii AMpMUryBaHHA») OKpecIeHO
KOMIUIEKC 3aBJiaHb, GOPM, METOJIB i 11i/Ieit AisIbHO-
cti eBpormeiicbkoro Kanenbmericrepa XVI-XVII cr.
Y 3asHayeHmii Iepiof; 3aBJAHHA KalelbMericTe-
pa momAram B eeKTMBHOMY KepyBaHHI My3id-
HO-BMKOHABCbKMM IIPOLIECOM, @ TAKOX 3[i/ICHEHHI
AHATITUYHYX, PEJAKTOPCHKIUX i KOMIIO3UTOPCHKUX
¢yHKLiil. BUKOHAHHA TaKOro KOMILIEKCY 3aBJaHb
BJMIMArajio CHMHKPETUYHOI €[JHOCTi TEOPeTUYHMX
3HaHb i IPaKTMYHMX YMiHb. 3a/IeXXHO Bij emoxu,
KaIelbMeicTep MyCUB 3HATH JIajii, TEOPil0 KOH-
TPAINYHKTY, OCHOBY KOMIIO3UIIil, IpUHIMIN basso
continuo, po3yMiTy 3acajy pisHUX MY3UYHUX CTU-
JiB, IIPUPOAY aKYCTUKM, & TaK BOMOAITU TOTIOCOM,
MY3MYHMMM IHCTPYMEHTaMH, 3HATH iXHIO IPUPORY
Ta BIACTUBOCTI. Kim040BOI0 BYMOIOK 0 IpETEH-
IleHTa Ha pONb KamenbMericTepa Oyna HaABHICTH
aBTOPUTETY Cepef] Kojler, 0a30BaHOTO Ha IPYHTOB-
HOMY 3HaHHI Teopii, BUKOHaBCbKOMY IOCBifi Ta po-
3yMiHHI My3uky. PaxoBiCTh KaIlenbMelicTepa BU-
3Hayajacd JIOro 3HAHHAM YCiX TOrOYacHMX CTUIIB
(IIepKOBHOTO, KAMEPHOTO, T€ATPATBHOTO), & TAKOX
YMiHHAM BUKOHYBATH iX y HalOiIbII BifmOBifHIX
TeMmmax i adexrax.

Coi ¢yHKIii KanenbmelicTep BUKOHYBAB Y pis-
HUX (opmax: Gepyun 6e3nocepeHIo YIacTh Y My-
3UKYBaHHI fAK CHiBaK, iIHCTPYMEHTa/liCT-KOHLEPT-
MelicTep 4YM BUKOHaBel[pb TapTii basso continuo;
Kepyroul BUKOHAHHAM MY3MKI 32 JOTIOMOTOM0 6a-
TyTI 200 Bi3ya/IbHUX 3aC06iB MaHYa/IbHOI TEXHIKM.



YpozoBx 3a3HayeHOro mepiofy BinOymacs eBo-
JIOIiA METORIB KEPYBaHH:A KONEKTYBHVUM MY3UKY-
BAaHHAM BiJ| «IIYMHOTO TaKTYBaHHA» (Bif0MBaHHA
TaKTy TYIAQHHAM Hil, CTYKaHHAM 0aTyTH, Ianepo-
BUM PY/IOHOM) 710 «0€3LIYMHOTO AMPUTYBAHHA» 32
MIOCEPEeHMIITBOM BUPA30BMX 3ac00iB MiMikn Ta
MaHYya/IbHOI TeXHIKI.

TpuBani muckycii Teopetnkis mono pedopmy-
BaHHA KaIleJIbMeJICTePChKOI {isbHOCTI Ta hakTOpn
BJMKOHABCbKOTO CepefjoBuIa (IOCTYIOBE BJJOCKO-
HaJIeHHA MY3WYHOTO iHCTpYMeHTapilo, 30i/1bIeHHA
OPKECTPOBOIO CK/IaJly, 3POCTaHHA BMKOHABCHKOI
OVICUMIUTIHY, BUHVKHEHHS BUKOHABCHKMX ILUKIi/)
IpuUBeNN [0 IMOCTYNOBOi TpaHchopMmanii Bisii mi-
el KalenbMelCTepCTBa Bifj PYTMHM «TeXHIYHOI
JIOLZIBHOCTI» TY4HOTO BifOMBaHHA TaKTy JI0 «eC-
TeTUYHOI HeoOXiTHOCTi» MucTenTBa 6e3IyMHOTO
JVIPUTYBAHHA Ta PO3YMIiHHA TOTO, LIO TOOBHOX
yHKIi€0 IMpUreHTa € MUCTelbKe BUKOHAHHI,
T06TO iHTEpIIpeTaLlis.
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3aaHIa)KOBaHICTh YaCTUHM YKPAIHCDKMX 3€MENb
Y TOTOYACHMX €BPOIENICHKMX KYIbTYPHO-MUCTELb-
KUX IIPOLECaX, 3aCBOEHHA MY3MYHO-TEOPETUYHIX
KOHIIEIIIIi1 Ta KOMIIO3UTOPCHKIX TE€XHIK BIUMaraamn
Bil BiTUM3HAHUX (30KpeMa, JbBIBCbKMX) pereH-
TiB-KaIle/IbMeJCTEePIB HA/IEXXHOI TEOPETUYHOI IIifI-
TOTOBK) Ta 3aIllO3MYEHHA IIEBHOTO IPaKTUYHOIO
JOCBixY.

IlepciekTvBM  mOfanbMIMX  OCTiKeHb.
Ockinpkn mpansg A. XubiHCBKOrO HammcaHa Hi-
MEITbKOI0 MOBOI0, TO TOJIOBHMMM 3aBIaHHAMM Ha
HAOMDKYY TIePCIEeKTBY € 3fiiicHeHHA il daxo-
BOTO IepeK/Iajy Ta JieTalbHe BUBYEHHA B PiSHUX
paKypcax 3 MeTOK IOJAJbIIOrO IepeBNUIAHHA
YKPaiHCHKOI MOBOIO i3 BiJIIOBITHIM aHATITUYHIM
CYIPOBOJIOM i KOMEHTapAMM. Take BUJAHHA CTaHe
KOPMCHMM JI711 MY3VIKO3HABIIIB, II€[JaroriB Ta AVpPU-
TeHTIB-TIPaKTHKIB.
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Bigommit kiHO3HaBelb, JOKTOP MUCTELTBO3HAB-
CTBa, JOLeHT XapKiBCbKOI Jiep)KaBHOI akajeMmii
KynpTypu, Bonogumup Haymosuy MucmaBcbkumit
ONPV/IIONHIUB PE3YIbTaTH CBOEI HOBOI TBOPYOI PO-
60Tu. BoHa pucBsueHa 3axifHoMy Kinematorpady
i Bupana y ¢opMi KOHIeNTyanbHO-TepMiHOOTiY-
HOTO C/IOBHMKA, 3MICT AKOTO OXOIITIOE JeKi/lbKa
CTONITh — (HaKTUYHO BCIO iCTOPII0 3aXiTHOTO KiHe-
Marorpady — 3 Imepumx KapTuH HIMOTo KiHo i 3a-
KiHuyroun cyyacHuMu 6mok6actepamu. [Tpy oMy
aBTOPOBi, 3 OJHOTO OOKY, BHANOCA IPOCTEXUTU
BIUIVB TeXHIYHOTO IIPOTPeCy Ha KiHOBUPOOHUIITBO,
a 3 IHINOTO, — BIUIMB COLiyMY Ha €BOJIOL{I0 KOH-
LIENTYabHOTO 3MICTy €KPaHHMX MUCTeLTB. I Bce
1e J03BOINM/IO aBTOPOBi CTBOPUTHU YHiKa/lbHE BM-
AHHA, AKe 3a JOINOMOTOK KiHOMJCTELTBA Hajlae
4)TaYeBi MOXK/IUBICTD O3HAVIOMUTUCA 3 €KPAHHOIO
KY/IbTYPOIO, K i 3arajioM i3 KyJIbTYpOI0 3aXiJIHOTO
CBITY 3a OCTaHHI CTOMITTS.

Bupanus 6asyerbcs Ha pisSHOMaHITHUX i 6araTux
Marepiamax — Bif QakTMYHO HasgBHMX my6rmika-
11ill iHTepHeT-pecypciB o apxiBHMX mpxepen. Crif
BOJIHOYAC 3ayBaKuTy, 1o Bomogumup Haymosny

MucnaBcbKuit, SIKMIL 1O OCTaHHIX pOKiB OYB Bifjo-
MMM JOCTIZHUKOM ICTOPil YKPaiHChKOIO KiHO, BM-
sABUB cebe B 1[bOMY BIIAHHI K O/ICK Y4l 3HaBel[b
icropii 11 3axigHoro kinemarorpady. [llonpasya, as-
TOP 1 10 LIbOTO OIIPU/TIOAHIOBAB B/ JOC/TIIHULIbKI
PO3BIIKM Y BUITIALI KIHOMUCTELbKUX C/IOBHUKIB,
1110, 6€3YMOBHO, I0IIOMOITIO JIOMY CTBOPUTY HOBIII
TBOpYMIl IPOEKT. [ayfaemo, He Oyze mepebinpiieH-
HAM 3a3HAUNUTH, 110, AK He JUBHO, peljeH30BaHa
Tpald, Ha Hallle IIepeKOHAHHA, AB/IAE COOOK pe-
3y/IbTar HaraTopiyHol TBOPYOi poOOTH aBTOPA.

SIk 06rpyHTOBAHO IIIIIE ABTOP, «OYPX/IMBUIL PO3-
BUTOK MeJilfHNX TeXHOJIOTiil (iHTepHeT, coljia/nbHi
Mepexi, CTPUMIHIOBI KaHa/mM) CHPUAB IifHECEeH-
HIO KiHemMartorpaidHoi KyIbTypu Ta MiABUIEHHIO
iHTepecy [0 CBITOBOI I HacaMmIlepe[ Io/IiBYACbKOI
KiHOK/TACUKMU. ..»

[lo pedi, cOBHMK MicTuTbh 585 crareit, 426 1o-
cTepiB i kaapiB i3 ¢imbmiB. XpoHomoriuni Mexi
OIVICAaHMX CTPIYOK OXOIIIIOTH YacOBMIl BifIpi30K
1895-2023 pp. «Y poboti, — 3a3Hayae aBTOp, —
cucTeMaTu3oBaHa iHdopMalis Ipo KaHpY, CTH,
Tedil, HANPAMM Ta JKAPTOHI3MU Y CBITOBOMY Ki-
HeMmartorpadi — Bifj J10r0 3apOIKEHHS O HAIINMX
JHiB, — a TAKOX IIPO PO3BUTOK KiHOBUPOOHMIITBA,
KiHOIPOKATy Ta YacTKOBO KiHOTEXHIKM. Y KOX-
Hill cTarTTi MoJaHi HailbiNbII MOKa30Bi QinmbMu 3a
TEMOIO, @ TAKOXK IOCH/IAHHA Ha CYMDKHI CTaTTi B
IIbOMY OBifHUKY». OKpiM 1IbOTO, KHMTa MiCTUTb
OIVICY HAMBX/IMBIIINX BMHAXOMIB y ramysi KiHe-

marorpady.

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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[TokasoBo, 110 Ha3BM (iNbMIB PiSHUMM MOBAMU
NOJaH] JIATMHUILEI0, OCKIIbKM, AK CIyIIHO 3ayBa-
KY€ aBTOD, Y CBITOBII1 ITpeci Iji CTPIYKM BiloMi came
B TakoMy HamucanHi. [Ilo x g0 srajaHmx y xumsi
NpI3BULL [iA4iB KiHO, TO BOHM HaJlaHi BiIIOBiJHO
710 BUMOT Y/HHOTO YKpaiHChKOTo npasomnmucy. Kpim
11b0T0, B onuci GibMiB yka3aHo i HasABHI BapiaHTH
iX IepeK/maiB B YKpalHCbKOMY KiHOIIPOKATi Ta Ki-
HO3HaBYil1 1iTeparypi.

[likaBo Bif3HAYMTM, 14O ABTOP MOCTIHO i
CHUCTEMHO Befie CBOI TBOPYY HOCTIIHUIIBKY Hif/b-
HicTb. [Ipo 1e, HanpuKIag, cBiguuTh «JJomaTKoBMI

CIIMCOK TeXHIYHUX TEPMiHiB», 10 AKOIO IC/IA 3a-
BepIIEHHA OCHOBHOI po60TH YBilflN TepMiHM, AKi
He 67U B OCHOBHII YaCTVHI JOBiHUKA.

PeniensoBaniit po6oti, 6e3yMOBHO, IpUTaMaH-
Hi 11 oKpeMi HefjoiKu Ta moxu6xu. bymo 6 auBHO,
AKOU iX He Oy/10, 2 0COOMMBO — TIPY TAKOMY KO-
JI0CATIPHOMY MacuBi iHdopMalyii. Ane BKazaHe ax
HiAK He BIUIMBAE Ha BYCOKUIT piBEHb i BCOKY O3Ha-
KY pelieH30BaHOro BuaHHA. BoHo Oyze KopucHmM,
I[iKaBUM 711 KIHO3HABI[iB, BUK/IAaYiB KiHOIUCITH -
IUIH 1 BCIX, XTO IIKaBUTbCA iCTOPIEI0 Ta TEOPIE
CBITOBOTO KiHO.

Hapiiuura go pepxornerii 29.03.2024

B. M. Illeitko

[OKTOp HAyK, Ipodecop, 3aCTyKeHMil Aisd MUCTELTB
Ykpaiuu, pificanit 4ieH (akagemik), HarionanpHa akagemis
MIUCTeLTB YKpainy, YKpaina

V. Sheiko

Doctor of Sciences, Professor, Honored Artist of Ukraine,
full member (academician), National Academy of Arts of
Ukraine, Ukraine
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MpaBsuna opopmMieHHA aBTOPCbKUX OpuriHasnie
AN HAYKOBUX 30ipHUKIB Ta YMOBM TX onyOniKkyBaHHS

I1in yac mofaHHA PyKOIMCY O XypHaIy aBTOPM MOBUHHI
HiTBEpAVTY JIOTO BifNIOBifHICTD BCIM 3a3HAYEHVM BJYIMOTaM,
110 BKa3aHi HIDKYe. Y pasi BUAB/IEHHSA HEBINOBIIHOCTI Ofa-
HOI CTaTTi MyHKTaM [MX BYMOT pelaKilid MOBepTaThMe MaTe-
piamn Ha JOONpALIOBAHHA.

CrarTs N0fa€eThCA B €IEKTPOHHOMY BUIJIAZ HA €/IEKTPOHHY
nowTy pepaxuii: rvv2000k@ukr.net.

Y TeMi nucTa 3a3HaYalOTHCA Mpi3BUIE aBTOPA Ta Ha3Ba
BujaHHA. Hanpuknan:

«Ilerpenko. «Kynbrypa Ykpainm»

Qaitmn  HasmBatn 3a 3paskom: «IIpisBumie 3asgBKay,
«[IpisBume_Crarta_ykp», «IIpisBuite_Peuensif», «IIpissu-
me_Pucynok1», Tomo.

Ilicna posrmafy Ha IariaT i «Cmimoro» peleHsyBaHHS,
AKIO CTAaTTSA MPMAMAETBCA 10 APYKY, Pelakiiad Moxe 3a-
NPOCUTH TIaNlepoOBMII BapiaHT IaKeTa JOKyMeHTiB. Posppy-
KOBaHMI BapiaHT JOKYMEHTIB aBTOPM IPMHOCATb y pefakK-
niitHo-sumasHnunit Biggin XJAK a6o HamcmumaoTh aMcTOM
Ha MOLITOBY afipecy pefakiii: 61057, m. Xapkis, bypcarbkuit
y3Bi3, 4, XapKiBcbKa fiep)kaBHa aKajieMid KYNbTYpH, pefak-
nirtno-sugasuanit Bignin XJTAK. Ten. (057)731-27-83.

Yci goxyMeHTH, w0 micmsamy nionucyu ma neuamiu, ma-
tomp Oymu 6idckanosanumu. Ha KoxHiit cTopii naneposo-
ro NpUMIPHMKA CTATTi aBTOP IIPOCTABIIAE CBiil MiAINC, @ HA
TepIiii BKasye faTy HOJAHHA [0 APYKY.

ABTOpM NOLAIOTD [0 PefaKIii:

- Crarro.

- 3adBy Ha pO3MilleHH: HAYKOBOI CTATTi B 30iPHUKY.

- Amnkery — BigomocTi mpo aBTopa(-iB) yKpaiHChKOIO Ta
QHIVIIJICHKO MOBaMI.

- AnrmoMoBHy aHoTaljilo. BoHa fonydaeTbca 0 CTATTi i
IIOJIAETHCA OKPEMUM JOKYMEHTOM, SAKMIl CJIiJl 3aBipUTH
HiJTINCOM TIepeK/Iaiada Ta II€YaTKOK 3a MiCLeM JI0To po-
6ot
Pegaktop ympogosx 14 po60unx fHIB i3 MOMEHTY OTpH-

MaHHA CTaTTi MOBiOM/IAE aBTOPY(aM) PO HO3UTMBHE 260

HeraTyBHe pillleHHA LOfi0 IPMUITHATTA CTATTI A/ My6iKa-

1il B 30ipHUKY.

CrarTi 3a 00CArOM MarTh 6yTM no 12 crop. (BKIHOYHO 3
aHOTALAMY, TAOMUISIMH, TpadiKaMit Ta CIIMCKOM TTOCH/TAHb).
Binbimi 3a 06¢sAroM CTaTTi MOXYTb OyTH IPUITHATI SO APYKY
32 IIOJIBiJIHOX0 BapTICTIO KOXKHOI CTOPIHKM HiC/IA CTaHJAPTHO-
ro 006CATY Ha MiACTaBi PillIeHHs pefKoeril.

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

[Tapamerpu cropinky — popMar A4; opieHTal[ia — KHIDK-
KOBa; oyt — 110 2 cM; pu¢t — Times New Roman; kermp —
14; mibxpspgkoBmit iHTepBan — 1,5; a6sauHmit BigcTym —
1,25 cm. TexcT Mae 6y Ty BUPIBHAHMIL 3a LIMPUHO apKYIIA.

PucyHky i Tabnuili BUPIBHIOIOTBCS 110 LEHTPY CTOPIHKM,
0e3 0OTiKaHHS TEKCTOM Ta He BUXOJ;I4M 32 Tone Habopy. [x
HeoOXiIHO TOfaBaTy B CTAaTTi Oe3MOCEPENHBO MIC/A TEKCTY,
Jie BOHU 3TajlaHi BIEpILe.

Ha xoxuy ¢opmyiy, Tabnuio, pUCYHOK, rpadik y Tek-
cri MatoTh 6yTH 060B’A3K0BI ocumanHs. Qopmynu, Ha sKi €
TIOCVTAHHS, HYMEPYIOTbCA apabChKuMM idpamMu B KPYIINX
IyXKax IpaBopyd. Tabmuui moByHHI 6YTM KOMIIAKTHMMH,
Maty Ha3By Ta HOMep.

InroctparuBHuit MaTepian ciIifi mogasatu y Gopmari .jpg 3
PO3AiNbHO 31aTHICTIO He MeHie 300 dpi.

Ha novarky cTarTi 3a3HavaeThCA:

- ingexc Y]IK (1o miBomy Kpaio);

- iminjamy Ta mpi3Buie aBTOpa B HA3UBHOMY BIMIHKY (3
HOBOTO PSJKa 110 IIPaBOMY Kpaio);

~  HAyKOBMil CTYIIiHb, y4eHe 3BaHHA, [10Cajia, [IOBHA Ha3Ba
OpraHisauil, fie Ipaloe aBTOp, MiCTO, KpaiHa;

- eJIeKTpOHHa afipeca (000B’I3KOBO);

- HoMmep ORCID (0608’513k0B0);

- HasBa CTAaTTi, aHOTALlifl, K/IIOYOBI C/I0BA YKPAIHCHKOK MO-
BOIO;

- mpisBuiie aBropa(is), Ha3Ba CTATTi, AHOTALLIA i KIIOYOBI
CJI0BA AHITIICHKOI0 MOBOIO.

[lani jife TEKCT 3a CTPYKTYPOIO HAyKOBOI CTaTTi, 3aTBep-
IkeHoto mocTaHoBoo mpesufii BAK Vkpainn Ne 7-05/1 Bix
15.01.2003 p. «IIpo mimBuieHHS BUMOT K0 HaXOBUX BUAAHD,
BHeceHux fio nepenikiB BAK Ykpainn». CrpykrypHi enemen-
TU CTATTi BUAULAIOTD SKMPHUM HIPUPTOM i KpaIKolo:

- aKTYaJIbHICTh TeMU JOCTIKEHHS;

- TIOCTaHOBKa IIpO6IEMI;

- aHai3 OCTAHHIX ZOCMIKeHb i my6miKkarii;
- MeTa CTaTTi;

- BMKJ/IAJ, OCHOBHOI'O MaTepiany JOCMTi/PKeHHS;
- BUCHOBKIL.

Bumornu o aHorauii: iHpopMaTHBHICTb (BifCYTHICTH 3a-
T/IbHUX CTIiB); 3MICTOBHICTD (Bif0OpaXeHHSA OCHOBHOTO 3Mi-
CTY CTATTi Ta pe3y/nbTatiB JOCIIPKeHb); €AHICTh TepPMiHOMOTi
B MeXXaX aHOTal|il; BifICyTHICTb IOBTOPEHHSA BilOMOCTel], 110
MICTATbCS B 3aTOZIOBKY CTarTi. TeKCT aHOTaIil yKpaiHCbKOH
MoBoto Mae 6yTu 800-900 3HaKiB (BifIOBiTHO 1O BUMOT pe-
¢eparusroi 6a3u ganux HarionanbHoi 6i6miorexn Ykpainu
imeni B. 1. Beprancpkoro «Ykpainika HaykoBa»). AHOTaljis
aHITIICHKOI MOBOI0 00csaroM 6m13bko 2500 3HaKiB Haja-
€TbCs 3TiIHO 3 BUMOIaMJ HayKOMETPUYHMX 0a3 fK CTPYK-
TypoBaHuit peepaT, MICTUTD TaKi eleMeHTI: aKTya/lbHICTh
TeMI, METa, METOONIOTiA, pe3y/IbTaTH, HOBU3HA, TPaKTUYHE
3HAYeHHS, BUCHOBKIL.

B aHITIOMOBHMX CTaTTAX Ha II0YATKY PO3MILIyEThCS aHITIO-
MOBHA aHOTAILlif, fami — yKpaiHcbka (800-900 3HakiB).

Knrouosi crioBa: He Mene 3 i He 6inbie 10.

[Ipukinuesnit Cimcok mocumanb opopMsAETbCS Bifmo-
BiHO o MbkHaponHoro cranpapry APA Style, Mmae mictuTn
Ve Ha3BM Ipallb, Ha SKi MOCUIAETHCA aBTOP (He MeHIue
5 IKeper), He MOXKe CK/TafiaTyICs] JIHIIe 3 TTOCV/TaHb Ha BeOcaii-
! HasBu mpaup y MpuKiHI[eBOMY CIIUCKY BIOPAAKOBYIOTbCA
3a abeTKOI0, He HyMepPYIOTbCA.

[TuTyBaHHA B TEKCTi TAKOX CIIi 0OPMUTH 32 MDKHAPOJ-
HuM cranfiaproM APA Style. ko B orapi miteparypu abo
Jali B TeKCTi HasBHe MOCHIAHHA Ha Ipi3BuUIle BYEHOTO —
ftoro my6mikanis Mae OyTH B 3aranbHOMY CINCKY HOCH/IaHb
mics crarti. CrIifj YHMKATY OCUTaHb Ha TaseTy, BUPOOHMYI
XKypHAa/IJ, HaBYa/IbHi OCIOHVKY Ta BIacHi my6mikauil aBTo-
piB. Ilocunanus Ha Heony6niKOBaHi nparli He J03BO/IAITHCA.
3a IPaBIIbHICTb HABEIEHNX Y CINMCKY HOCUIAHD AaHMX Bifi-
TOBiJla/IbHi aBTOPML.

CHmcok MmocuaaHb B aHITIOMOBHIN CTATTi MOJAETHCI MO-
BOI0 OpMriHajy (TOOTO YKp., AHIJL. TOLIO).

References HaBOMTBCS MIC/IA CIMCKY OCUTAHD 3 METOIO
aKTVBHOTO JOTyYeHH: Mybnikawiit o o6iry HaykoBoi iHdop-
Mallil Ta iX KOPeKTHOIO iHJeKCYBaHHS HayKOMEeTPUYHUMM
CHCTeMaMU, TOMY CIMCOK IIOCU/IaHb IePEK/Iala€ThCA aHIIili-
CbKOI0 MOBOI. SIKIIIO HayKoBa IMyOMTiKaIlis, Ha Ky OCHIAETh-
cs aBTop, Mae imeHtudikarop DOIL, iforo Tpeba 3a3Ha4nTH B
KiHIII OTIHCY TpaTli.
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