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TPAHC®OPMALIl MEMOPIAJIIBHOIO NMPOCTOPY
| MEMOPIANbHUX NMPAKTUK B YKPAIHI MEPIOAY HE3ANEXHOCTI

MeTotlo po60TH € KOHLIeNTyani3awis HOBOro GavyeHHs KynbTypHOI Nnam’siti YkpaiHu. 3actocoBaHO cneLianbHo-
HayKoBY MeTomonorito il JOCNiMKEHHA: MemopianbHa kapTorpadis, WO nondrae Yy CTBOPEHHI CBOEPIOHOT Manu
"naM’aTHUX Micub" Ans NEBHOI KynbTypy (y HaloMy BunNagky — My3e€iB); MemopianbHa NoniTonoria - BUBYEHHS BCbOro
crnekTpa oilinHMX | HeoILiIMHMX, 3aranbHOHALiOHANBHUX i perioHanbHUX NONiTMK nam’ati. HaykoBa HOBM3Ha CTaTTi
nonsrae y nofarnbluii po3pobLi aBTOPCbKOI CTPYKTYPHO-(PYHKLIOHANbHOI Mogeni MeMopianbHOro naHgwadTy ykpaiH-
CbKOI KynbTypu SIK CKNagHoro, 6aratowapoBoro, pi3HOPIAHOrO YTBOPEHHS Ta MeMopianbHUX NPaKTUK MOro (YHKLOHY-
BaHHS 3 ypaxyBaHHSAM 3Ha4YHuX TpaHcdopmadin y 2013-2016 pp. BucHoBku. NokasaHo, Wwo 3aBepLuyeTbCs nepexig Bif
MEXaHI4YHOro NOEAHAHHSA Pi3HMX XPOHOMNOTYHUX HaLlapyBaHb Nam’ATi 4O NEBHUM YMHOM CTPYKTYpOBaHOI cructemn. OCHOBOIO
KynbTypHOI nam’aTi YKpaiHu cTae KOMMMeKe Miclpb NaM’sTi, KU BKIOYaE MeMopianu CycninbHO-NONITUMHUX | KyNbTYPHUX
[isdiB Ta YACNEHHI NaM’aTKK, NPUCBsIYEHi ko3auTBy. YCi BOHM BiacunaTb 40 AepXaBHOI CaMOCTIMHOCTI Ta cBOGoA0MN06HO-
cTi Ykpainum Big paHHboro Hosoro yacy. Llen npouec npuckoploeTbCs 3aBOSKN NPOBEAEHHIO 3ararnibHOAepXaBHNX MeMopi-
anbHWX KamnaHil, KinbKiCTb, CUCTEMHICTb | MacLTabHicTb skux Big 2000-x pp. HEBMUHHO 3POCTa0Tb.

Knto4yoBi cnoBa: kynbTypa, KynbTypHa nam’aTb, Micusi naM’siTi, naM’aTb, yKpaiHCbKa KynbTypa.

Kucnrok KoncmanmuHn Bnadumupoeguyd, 00KMop Kyrbmyposioauu, rnpogeccop, rnpogeccop XapbKosckol 20-
cydapcmeeHHoU akademuu Kyrbmypbl

TpaHcchopmauum memopuranbHOro NPOCTpaHCTBa U MeMopUarnbHbIX NPaKTUK B YKpauHe nepuopa Hesa-
BUCUMOCTHN

Lenblo paboTbl SBMsSIETCA KOHUENTyanusauus HOBOro BUAEHUSI KyNbTypHOW nmamatu YkpauHbl. MpumeHeHa
crneunanbHas Hay4YHas MeTOA0NOrUA ee UCCNeaoBaHusa: MeMopuanbHas KapTorpadusi, KOTopas 3aknoyaeTcs B co3fa-
HWUM cBOEODbpa3HOW KapTbl "MamMsITHbIX MECT" AN onpeaeneHHomn KynbTypbl (B HaLleM criydae — My3eeB); MemopuarnbHas
nomniTonorisi - M3y4eHne BCEro crnekTpa oduumanbHbiX U HeouumanbHbIX, 06LLEeHaLMOHaNbHBLIX U PperoHarnbHbIX Nonu-
TMK namaTM. HayyHas HoBu3Ha paboTbl 3aknovaetcss B [OanbHeiwen pas3paboTke aBTOPCKOM CTPYKTYPHO-
YHKLMOHanNLHOM MoAeny MemopuanbHOro naHawadTa YKPauHCKON KynbTypbl Kak COXHOIO, MHOTOCMONHOMO, pasHo-
poaHoro obpasoBaHusi 1 MeMopUanbHbIX NPAKTUK ero MYHKLUMOHMPOBaHWS C YY4ETOM 3HAYUTENbHbIX TPAaHCopmaumin B
2013-2016 rr. BbiBOoAbI. [TokasaHo, YTO 3aBepLUaeTCsi Nepexoq OT MEXaHMYECKOro CoeaNHEHUS pasnMYHbIX XPOHOMOMn-
YeCKMX HacrnoeHWn NamsATu K onpeaeneHHbIM ob6pa3omM CTPYKTYpUpOBaHHOW cucteme. OCHOBOW KyrbTypPHOW NamsTy
YKpauHbl CTaHOBUTCS KOMMIEKC MECT NaMsATW, KOTOPbIA BKMOYaeT Memopwuarnbl OOLLECTBEHHO-NOMUTUYECKUX U
KyTNbTYPHBIX AeATENEN N MHOrOYMCIEHHbIE NaMATHYKA, NOCBALLEHHbIE KadavyecTBy. OTOT NPOLLECC YCKOPSETCH OCyLLeCcT-
BMEHMEM LieNneHanpaBneHHbIX rocyapCTBEHHbIX MEeMOpUanbHbIX KamnaHWii, KONMMYecTBO, CUCTEMHOCTb W MacLuTab-
HOCTb KOTOpPbIX € 2000-X IT. NOCTOAHHO YBENUYNBAOTCH.

KntoueBble cnoBa: KynbTypa, KyNbTypHas namsaTb, MecTa namsaTi, NamsTb, yKpanHckas KynbTypa.

Kisliuk Konstantin, Professor, PhD of Cultural Studies, Kharkiv State Academy of Culture

Transformation of the memorial space and memorial practices in Ukraine in the period of independence

The purpose of the study is to conceptualize a new vision of cultural memory of Ukraine. The following special
scientific research methods are applied: memorial cartography, which enables to create a kind of map of "places of
memory" for a particular culture (in our case — museums); memorial political analysis helps to study the full range of
official and non-official, national and regional policies of memory. Scientific novelty lies in the further development of
the author’s structural and functional model of the memorial landscape of Ukrainian culture as a complex, multi-layered
and diverse formation and commemorative practices of its functioning on the basis of large transformations in 2013—
2016. Conclusions. The study shows that the transition from mechanical combination of different chronological layers of
memory to in a certain way structured system is completed. A complex of places of memory, including memorials to
social and political and cultural figures and numerous monuments dedicated to Cossacks is becoming a basis of the
cultural memory of Ukraine. This process may be accelerated by the well-directed state memorial practicies, the quantity,
regularity and scale of which is constantly growing starting from the 2000th.

Keywords: culture, cultural memory, places of memory, memory, Ukrainian culture.

MaM’aTb Npo MUHyre 3aBXaW 3anuvwanacsa ans abcontoTHOI BiNbLWOCTI KynbTyp NpegMeToMm nocu-
neHol yBarn. Ake BoHa siBNs€ COOOI0 He L0 iHWe, SK YHiBepCcanbHUA MeXaHi3M KynbTypHOI TpaHcnsauii, Ko-
N1 3a JOMOMOrOK PiBHOMaHITHUX MeMopianbHUX MPakTUK i NoCepeaHMUTBO creuianbHO HaBYeHUX noaen
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nepegaeTbCs Bid OQHOro NOKOMiIHHA HOCITB MEBHOI KyNbTypU A0 iHLWOro Han3HauymMmilla ansa HUx iHpopmadis,
Wwo 36epiraeTbCd B Pi3HOMaHITHUX MaTtepianbHux "Micudax” W iHTenekTyanbHUX Tormocax nam’sTi (Y4acto
ob’eqHaHMX y BENUKI OOHOMAaHITHI Aeno3uTtapii). 3a3Buyain, 3anaMm’aToBaHe NoB’si3aHe 3 iAEHTUYHICTIO NEBHOI
cninbHOTU. Hegapma macoBe 3aLikaBneHHa MemopianbHOoK npobnematukoro 36irnocsa 3 200-piyHuM toBine-
em Benukoi ®paHuy3bkoi peBontoLii i B HACTYMHI ABa AECATUNITTA XUBUIOCA NpouecaMmu nepeoCcMUCIEHHS
pagasHCebKol cnagwmHmn B Pocil, YkpaiHi, kpaiHax banTii, 3akaBka3ssi, nowwykom €Bpono NPUAHATHOIO MEMO-
pianbHOro 3MicTy AK NigMypiBKy He popMarnbHol, a akTUYHOT €4HOCTI.

Ynpogosx 1990-2010-x pp. B YKpaiHi BUALLNM APYKOM Nepeknagn NpakTMYHO BCiX BiAOMKX Teope-
TUYHUX Mpaub 3apybiXkHMX aBTOpPIB, MPUCBAYEHI Pi3HMM acnekTaMm nam’aTi, cTana gOCTYMNHOK BignoBsigaHa po-
cilicbkomoBHa niTepatypa. [pobnemaTtuka KynbTypHOI nam’aTi posrnsiganaca B 6aratbox gucepTauinHmx
poboTtax (O. BongHtok, B. lyaaps, B. Kagbko, FO. 3epHin, T. 3nobina, I". Kopx, B. MacHeHko, T. ParosiHoi,
I". KoHwwHol, J1. Ctapogy6buesoi, O. Ygoaa, O. docTayyk) Ta YNCNEHHNX HAyKOBUX CTaTTSX.

3axigHui HayKkoBO-AOCNIAHWLLKAN TPEHT, TaKoXK CNPAMOBAHWI Ha PO3LUMPEHHS AUCUMNMIHAPHOI Ta npea-
METHOI MaTpuui KyrnbTypHOI nam’aTi. KynbTypHa naMm’siTb cTae "napaconbkoByM TepMiHOM" Ons ABULL, CouianbHOl,
MaTepianbHOI KyrnbTypy Ta MeHTanbHUX (OeHOMEHIB, AKi YTBOPIOOTL Y Hii ogHOMMEHH BUMipy (dimensions) [7, 3-4].
BoaHouac KpucTanisyeTbes 3alikaBneHHs came akTyarbHOK Nam’aTTio Big YaciB [pyroi CBiToBOI BilHW. 3 ormsigy Ha
HaBefeHy paHille NoniTMYHY KOHFOHKTYPY LSt NidHaBaribHa CUTyaLisl € LirIKoM 3aKOHOMIPHOHO.

OpHak B YkpaiHi B 1990-2010-i pp. amicT memory studies He BignoBigaB HaranbHUM CyCninbHO-
NOMNITUYHUM | HaUIETBOPYMM 3aBAaHHAM. BOHU NpakTUYHO He BMBYanu BUTOKM 1 OCHOBHI €Tanu CTaHOBMNEHHS
BITYM3HSHOT MemopianbHol Tpaauuii. Kpim Toro, iHTepec 0o BNacHOi KynbTypHOI Nam’aTi B paMkax 3aranbHo-
KynbTypHOro Tpenay Big "nam’ati go ictopii i 3HoBy Ao nam’ati" B 1990—2010-x pp. 3aBxau 3anuiascs nia-
nopsigkoBaHUM CrpaBXHbOMY "ykpaiHO3HaB4yoMy Bymy", HAPKHUM KaMeHeM SKoro ctana ictopis YkpaiHu.

OTxe, METOK CTaTTi € KOHLeNnTyanisauis HOBOro 6a4eHHs KynbTypHOT nam’aTi Ykpainu. i npeamet —
Cy4acHWUIn CTaH MeMopianbHOro naHawadTy YKpalHCbKOI KynbTypu siK CKnagHoro, 6aratowapoBoro, pisHo-
PiAHOro YTBOPEHHS Ta MeMopianbHUX NPaKTUK MOro OYHKUIOHYBaHHS.

Ona pgocnigxeHHs NpocTopy KynbTypHOI NaMm’aTi YKpaiHK NponoHyeMO MeTod MemopianbHOI KapTo-
rpadpii. BiH nonsrae y CTBOpeHHi CBOEPiAHOI Manu "nam’aTHMX Micub" AN NeBHOI KynbTypu. 3a AOCTYMHY,
penpeseHTaTMBHY 1 akTyanbHy TOUKY ONepTa AN cknagaHHs "kapT nam’sTi" MoxxHa obpaTtn My3el, KinbKicTb
AKUX 3a ocTaHHi 20 pokiB B YkpaiHi 3binbmnnacsa sTpudi, cardyswmu 2013 p., 3a gaHummn [depxaBHoi crnyxoum
CTaTUCTUKN, MakcMMarbHOro nokasHuka y 608. Benbmu iHhopmaTUBHOK € MeMopianbHa NoniTonoris, BuB-
YeHHS1 YCbOro cnekTpa odilinHMX i HeodiLiMHMX, 3aranbHOHaLiOHaNbHUX i perioHanbHUX NonNiTUK nam’saTi. Ha
Hal nornsa, uen Metoq He Tifbku gonomarae Kpalle 3po3yMiTM HasiBHY CTPYKTYPY Ta YMHHI npaBuna dyHk-
LioOHYBaHHA MeMopianbHOro NPoCcTopy, ane n Moxe Bigcunat Ao rMUBUHHUX COLIOKYMbTYPHUX i CyChifbHO-
NONITUMHUX TPEHAIB Yy MOro (oopMyBaHHi.

Ha nepwwii nornsg, My3enHo-memopianbHUA naHgwagT cyyacHol YKpalHCbKOI KynbTypu Mae ayxe
BMpasHe XPOHOMOoriyHe po3wapyBaHHA: 1) OOpaAsHCLKUIA MNacT, NpeacTaBreHnA nepeBaXHO iCTOPUKO-
nitepatypHUMU MemMopianamMu Ta My3esaMmn CycninbHO-NONITUYHUX i KyNbTypHUX AiadiB XIX—XX cT.; 2) my3sel
Ta MemopianbHi KOMMMeKcH paasHCLKOT Aobu; 3) HauioHanbHi My3el, po3bygosaHi B 1990-2000-x pp.

[opaasHCbKkM NNacT i NOHWUHI 3anuuwaeTbCa HanbinbLL CTannm, OCKIfbKW BKMOYae "Micus nam’aTi"
NpO HaNKOHCEHCYCHILLi Ans KONEeKTUBHOI CBIAOMOCTI YKpaiHUiB nocTaTti (HauioHanbHUn My3en-cagnba M. MNu-
poroBa, JIbBIBCbKMI HaLUioHanbHUIA NiTepaTypHO-MemopianbHuin my3en |. ®paHka, HopHyxiHCbkui i CkoBOpO-
OWHIBCbKMIA NiTepaTypHO-MemopianbHi my3el . CkoBopoan, HauioHanbHWIiA 3anoBigHuk-My3en M. B. Norons,
HauioHanbHWUA My3en T. LLesyeHka Towio). O3Ha4YeHWn NnacT BigA3epKantoBas HauiOHaNbHO-KyNbTYPHiI BNO-
AobaHHA yKpaiHCbKOI iHTenireHuii Sk NpyBinenoBaHoro HOCiA Ta peTpaHcnaTopa KynbTypHOI naMm’aTi. Ynpo-
aosx XX cT. y Mexax ksasigep>xasHocTi YkpaiHcbkoi PCP BiH 36epirasca 6e3 cyTTeBMx BUOAO3MIH B 0OOMIiH Ha
3aranbHy NOSAMNbHICTb A0 NAaHIBHOMO NONITUYHOMO PEXUMY.

3MiCT JopadsHCHKOrO MeMopianbHOro NMacTy YiTKO KOPErte 3 HasBHUMW B YKPAIHCLKIA KynbTypi reH-
OEpHUMW Ta MyNbTUKYNLTYPHUMK aucnponopuisMu. MooamHoki Memopianuy XiHkam (nitepatypHo-MemopianbHi
my3ei J1. YkpaiHku1) BogHoYac MiaTBEPMKYIOTb TICHUN 3B’A30K PeMiHi3My Ta HauioHarnbHO-BM3BOMLHOMO pyxy, a
TakoX MoABinHe (MMTOMO reHaepHe 1 KomoHianbHe) NPUHEBONEHHS YKPaTHCLKOI XiHKW. [yxxe HedmcneHHi "iHwo-
KynbTypHI" 3aknaan (HaljioHanbHWii My3en HapogHoro mucteuTtsa yuynblmHn Ta MokyTTs iMeHi Mocadbata
KoBprHCBKOro ToLo) Biga3epkantolTb CUTYaLito, KON €THOKYNbTYPHUM MEHLUMHaM He HagaeTbCs npusinemo-
BaHWX YMOB 4119 CAaMOOYTHOCTI, O[IHaK He BUCYBaETLCH CyBOPUX aCUMINSILAHMX BUMOT.

Y 1990-2010-i pp. 3a3HayeHu NNacT NPoOoBXKYBaB PO3LLMPATUCA SK AaBHO BiZOMWMU NOCTaTAMM 3i CTa-
10K TpaguUielo BLLaHyBaHHS (MemMopianbHa caguba M. LWawkesnya, BiHHULBKUIA niTepaTypHO-MeMopianbHUN My-
3enn M. KoutbunHcbKoro), Tak i nepcoHaniamu, aki 6ynv myseedikoBaHi Ta ctany HagbaHHAM yKpaiHCbKOI
KynbTypHOI nam’aTi NopiBHAHO HewlodasHo (My3el M. pywescbkoro y JlbBoBi Ta Kuesi). 3aszHayeHuin TpeHa
3abe3neymB HACTYMHULTBO KySbTYPHOI Nam’aTi MiXX aBTEHTUYHOW Tpaguuieto XIX — noyaTky XX CT. Ta HOBIT-
HiMW MeMOopianbHUMK NpaKTMKaMKn nepiogy He3anexHocTi. 3 iHWOoT CTOPOHM, B ymoBax "ribpuaHoi BiiHN" BUY-
HWKae cycninbHa notpeba B HOBOMY, Binbl "aKTMBICTCbKOMY" TUMi HaUiOHANbHOrO repod, Tak M MOBUTH,
"Gopus 3i 36poeto”. |i peanisauis (Hanpuknag, B yBiuHeHHi noctati C. BaHgepw) BiaBonikae nesHi CUMBOMIYHI
pecypcu, NpUXoauTb Yy NPOTUpIYYA 3 Binbl TpaguuinHum obpasom "6opusa crioBoM” i TUM caMUM BHOCUTb
neBHY OUCPYHKLIOHANbHICTb B "SAP0" BITYN3HAHOI KyNbTYPHOI nam’aTi.

4



BicHuk HauioHanbHoI akagemii KepiBHMX KaapiB KynbTypu i mucteuTs Ne 2°2016

[HWK1A Hanpsim po3ByaoBK CydacHOro MemopianbHOro naHawadTy YkpaiHu ogHO3Ha4yHO NoB’A3aHun
i3 yBiYHEHHsIM nam’siTi npo Monogomop. MaTepianbHOK OCHOBO YBIYHEHHSI NaM’ATi XXepTB LUTYYHOro ronoay
B YKpaiHi ctanu memopianu (BceykpalHcbkuii MNam’ aTHUK-A3BIH XepTBaM TonogomMopy 6ins Mrapcekoro mo-
HacTupsa B [NonTaBcbkii obracTi, HauioHanbHUn My3ein "Memopian nam’siti )epTs ronogomopis B YkpaiHi"
Towo). Cepen NpakTWK yllaHyBaHHs L€l Tpareaii nepesaxanu nyonivyHi memopianbHi LepeMoHii, npoTe, Ha
BiOMiHY BiO pagsHCbKMX 3paskiB, BOHM Habynu 3Ha4yHo iHOMBIQyanidoBaHiwmx dopm ("3ananu ceiuky"). Han-
BaXXNUBILLUMA HACMiAoOK L€l MeMopianbHOI KOMMaHii, Ha Haly AyMKY, nonsrae B ToMmy, Lo [fonogomop ocTa-
TOYHO yTBepAMBCS Ak BessanepeyvHuin akT KynbTypHOI nam’aTi ykpaiHcTBa. He MeHLW noka3osum € Te, LWO
fonogomMop NOTPaKTOBaHO SK akT reHoumay ykpaiHcbkoro Hapoay. Omke, CNPURHATO NOro HauioHaniCTUYHY
Bepcito, nowmpeHy B 3axigHin YkpaiHi, oe BTpaTu Big HbOro 6ynu 3HayHo MeHLWWMHW, ane npakTUKK BLUaHy-
BaHHS ePEKTUBHILLMMW NOPIBHAHO 3 OILINHO MOZENo.

BignpauboBaHui y Takumid cnoci® natepH uinecnpAMoBaHOi 3aranbHoAepXaBHOI HaLioHanbLHOI Me-
MopianbHoi nonitukn y 2014-2016 pp. 3acTocoByeTbCH ANd yBiYHEHHS repoiB HebecHoi COTHI umn ykpaiH-
CbKO-POCINCBKOT BiIHW. PiBEHb CUCTEMHOCTI Y BiANOBIAHUX FPOMaACLKUX | AepKaBHMX 3axofax, YCEeCTOPOHHS
nigTpumka 3MI HacTinbkK BMCOKI, LLLO HaBiTb BigOMYi po36iXXHOCTI CTaloTb B3aEMOAOMNOBHIOBaHMMUK. Y Haujo-
HanbHin Bapaii YkpaiHu BigaatoTe nepesary 6inblu TpaguuiniHin nonituui "teepgoi nam’ati". Anga yBiYHeHHS
imeH noHag 200 3armbnux i 6e3 BicTM 3HMKNNX Ha Cxopni YkpaiHi reapainuie ctaHom Ha noyatok 2016 poky
BiOKPUTO 62 MeMopianbHUX Ta NaM’aTHUX OOLWKKU, 8 naM’aTHUKIB, 3 cTenu, 2 Memopianu nam’siti, 3aCHOBaHO
1 naMm’aTHy aneto Ta 2 ckBepu nam’sTi, 10 Bynuub neperMeHoBaHo, NnaHyeTbCs nepeMeHysatu we 13.
Kpim Toro, YkpnowTa BUNycTUna cepito NoToBUX KOHBePTIB "leposim cnagal" , npucBaYeHUx 3arubnum y
X0A4i aHTUTEPOPUCTUYHOI onepauii reposm Ykpainu [3].

MiHicTepcTBO 060POHM YKpaiHM eKCnepUMEHTYE 3 "M'skumMKn”, mediiHuMmn bopmamm komemopianisauii,
cepeq akux: nybrikauis y ueHTpanbHMX Ta BICbKOBMX ApYyKoBaHMX 3acobax MacoBoi iHopMaLii aHaniTUYHNX
marepianis, ctatew, iHTeps’to npo ATO, po3MmilleHHs Ha TepuTopii 06nacHMx LieHTpiB peknamHux Birbopais,
afMiHICTPyBaHHS CMiMNbHOT y couianbHUX Mepexax, CTBOPEHHSA AEKiNbKOX MOBHOMETPaXHUX OOKYMEHTanbHNX
dinemie ("Peng"), 3riomka aHTUNponaraHamMcTCcbkux Tenenepenay "CekpeTHuin poHT", "LimBinbHa obopoHa”,
"IHcangep", "AHTM30MOGI" i OKpeMMX TeNectoXKeTiB, TPaHCNSLIS WOTWKHEBUX pagionporpam [2]. Mpobnema no-
nsrae B HEBU3HAYEHOCTI MPUKIHLEBUX Hacnigkie Lmx nogin. Y 6yab-akomy pasi, pogudi, Apysi, 3Hanomi, KoTpi
BotoBanu, 6ynu Ha novaTtok 2016 poky B 42,8% onuTaHux ykpaiHuis [8]. ToMy AUCKYCIT LLOAO 3MICTY, XapakTepy
Ta piBHS Memopianisauji CydacHUX BiiCbKOBO-PEBOMOLINHMX NOAiN TPUBaTUMYTh LLIE JOCUTb LOBrO.

Y cUCTeMHOCTI AaHOI KOMMaHii iCHY€E TiNbKW OQUH "CTUXINHMIA" BUHATOK. MacoBi po3cTpinu akTuBICTIB
MarigaHy Ha nodaTKy KOMULIHBbOI BYNUUi IHCTUTYTCLKOT CTanmncs B MeMopianbHO 3HadyLomy "Mmicui" — sk
Naackoo, TUNOBO iHAYCTPianbHOK reOMETPIElD, TaK i CyCniNbHO-MNONITUMHUM HAcUYEHHSM. ToMy HeaapeMHo
ynpogoex 2014—2016 pp. odiLirHi LepeMoHii nepeHocATbea Ha cycigHi CodiiBcbky Ta MuxanmniBcbky nno-
wi. beanocepeaHbo MangaH HesanexxHOCTi BXXe HUHI NEePETBOPIOETLCA HA MeMopiarn, He3anexHo Bif Toro,
4y Byge CTBOPEHO Ha HEOMY MY3eN.

Y TepmiHax CBiT-cucTeMHoro aHanisy |. BannepcrariHa Hanonwkyoro "Hanienepudepieto” WonHo onunca-
HOro sgpa KynbTypHOI naM’saTi YkpaiHu € npakTuky "nokosadeHol nam’ati". Lien cheHoMeH Takox € baratowapo-
BuM. loro BuTokm caraioTb XIX ¢T. PeUHKM HaLlioHanbHO-KyNbTypHOro BiapomkeHHs (M. Moronb, T. LLiesyeHko,
M. Koctomapos, I1. Kyniw) BgaBanucs 4o gy»xe NowmpeHnx HanispeanbHUX-HaniBBMragaHnx CrnoMuHIiB Npo cna-
BETHi KO3aLbki Yacu i rangamaubkuin pyx, amke Binblu paHi OOKyMeHTanbHi [pxepena e Hanexano 3iopaty 1
onpuntogHnTy. OTxe, BiabyBanocs, sik ckaszas 6u A. AccmaH, iX nepeBefeHHs 3i CTaHy akTyarbHOI, KOMYHIKaTUB-
HOI Nam’aTi B MaM’ATb BracHe KynbTypHy. MepLuoto dhopmoto Memopianisadii ko3alTsa cTaB Tonoc "ceoboaontob-
cTBa", KW TpaHCOpMyBaBCs B HAYKOBO-NyONILMCTUYHUX i NiTepaTypHux npausx XIX cT. i3 couiansHO-CTaHOBOI
XapaKTepUCTMKM B PUCY HaLOHANbHOTO YKpaiHCbKOro xapakTepy. IMOBIpHO, Yepes 3acTepeXkeHHst 3axigHoykpaiH-
CbKWX YHiaTiB-IHTENEeKTyaniB opraHisaujiinHe oopMIIeHHs MaM’aTi NPO KO3auTBO PO3TArHynocs B 4aci. Mk Hanw-
CaHHsIM noemu npo "kosaka" EHed |. KoTnapeBcbkMM Ta CTBOPEHHAM MPUCBSAYEHMX KO3aUTBY My3E€MHUX KOMeKLin
y KatepuHocnasi [I. ABopHULIbKUM MUHYO Mamke 100 pokiB.

[pyra xBuna 3auikaBneHocTi ko3auTsom mana micue B 1950-1980-i pp. ToroyacHi memopianbHi 3a-
Xo4u, No3ask BnpoBaKyBanucs oiliHO BNagok, Hacnpaeai Bigirpasanu ponb nule KOHTpnam’'siti Woao
aKTMBHO po30ya0BYBaHOro B NepLUiii NonoBMHI XX CT. NOCTiIAHOK BU3BOMbHOK 6G0pOTb60 MOAEpPHOro Npo-
CTOPY KyNbTypHOI nam’aTi.

TpeTa xBUNs CBOEPIQHOIO Noko3avyeHHsa nam’aTi nepebirana nicns 3000yTTs YKpaiHO He3anexHocCTi
ynpogoex 1992-2004 pp. Nonpu HanBULWLMIN ANS NEPLUOro AeCATUNITTA He3anexHoCTi piBEHb MeMOpianbHOI
ynopsaKoBaHOCTI, 6e3 aBTEHTUYHOro HaCcMYeHHS Ko3aubki mocTaTi, CUMBOMW, MICLUS Ta 3HaKW novanu nepe-
TBOPHOBATUCS Ha NPOCTi CUMYNSAKPU, MOAHI Ha3BW, AKi Npuknaganuck 3 6yab-akoo MeTol A0 Byab-akux no-
4N, aBuL, aptedakTis (cocucku "Kosaupbki").

Jlnwe 3a kageHuil npesmgeHTa B. KOweHko (2005-2009) yxe obnawToBaHi Ko3aLbki nam’aTkn Haby-
NN HOBOTO, "AepXKaBHULBKOro" HanoBHeHHA. Hanpuknag, y HauioHanbHOMY iCTOPUKO-KYNbTYPHOMY 3anoBig-
HUKy "leTbMaHcbka ctonuusa”" B baTypuHi nepliodeproBo BigHOBNEHO uuTagens baTtypuHcbkoi dopTedi,
eTbmaHCbkMiA Nanau, eTbMaHCbKy ckapbHUUEo, a Takox cnopymkeHo B 2008 p. MemopianbHUA KOMMMeKe
nam’aTi »kepTB baTypuHcbkol Tpareii. Takum YMHOM, NaM’saTb NPO KO3aLTBO OCTAaTOMHO Habyrna CBOro raison
d’etre B MemopianbHOMY NPOCTOPI BITYN3HAHOI KynbTypu. BoHa, He 3MiHIOKUYM MOAEPHOT CyTi LbOoro naHa-
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WwadTy, cnpomornacs po3LWmpuT XPOHOIOTiYHI, iIHCTUTYLIIOHaNbHI, couiansHi obpiT horo nepsuHHoro "sapa”
00 crpaedi AepXaBHoro maclutaoy.

HeBig’ eMHOI0 4aCTMHOK BITYM3HAHOrO MemMopianbHOro naHawadgTy goTenep 3anuwaeTbes "pagsH-
cbka" cknagosa. HuHi BoHa 3a3Hae HancyTTeBIIMX TpaHCcopMaLin, AKi 3aranom BiATiICHAIOTb il Ha nepude-
pito. MepeayciMm, cnocTepiraeMo NoBepHEHHs1 Memopianis 3arMbnum y [pyriid CBITOBIN BilHIi 40 X aBTEHTWY-
HOro MpPU3HAYeHHs AK MiCLb MOXOBaHb KOHKPETHMX Mofden, ke ctanocs nicnsa ogiluinHoro nepeosHavyeHHs
npe3ngeHTCbkMM ykasoM cedATa lNMepemorn Ha OeHb nam’aTi Ta npumnpenHs B 2015 poui i 6yno cnpunHaTte
3HAYHOK YacTUHOW cycninbcTBa. ByAiBHMUTBO MpaBOCMaBHWMX Kanin4yok (Hanpuknag, Ha MemopiarbHOMY
komnrnekci "Bucota KoHesa" nig XapkoBoMm), ke NpakTUKyBanocs paHille, BUSBUIIOCA NuLLe TUMOBO NOCTpa-
OAHCbKMM, MOMOBUHYACTUM KPOKOM Ha LWMAXY 3MiHW Uboro Hapatusy. [lpu uboMy deski TpaguuiniHo
noB’s3aHi 3 yBiYHEHHAM nogin Opyroi cBiTOBOI BiiHW MeMopianbHi NPaKTUKM (AEMOHCTPaLIa XYAOXHIX dinb-
MiB) Ta My3enHi 3aknaau (MemopiansHU komnnekc "HauioHansHuin My3en ictopii Benukoi BiTYM3HSAHOT BiiHK
1941-1945 pokie") NpogoBXyTb PYHKUIOHYBaTK 3a iHEPLINHUMMK CXEeMaMu.

LLle GinbLue NOMITHILLMM € AeMOHTaX Nam’iTHUX MiCLib, NOB’A3aHMX i3 KOMYHICTUYHUM pexmumMoM. [o-
KBONMOM YacTKOBa AEKOMYHi3alisi peani3oByBanucst BNpOOOBX YCbOro Mepiogy HesanexHocTi, 0cobnmeo y
3axigHux perioHax. MNMoTo4yHa noniTuka gekoMyHi3alii 3a CBOiM po3maxom, 6e3yMOBHO, € HarMacLlabHiWnm
MemopianbHUM 3axogoM nepiogy HesanexHocTi. lNeperiMeHyBaHHIO nignsarae 941 HaceneHum MyHKT, Wo
cTaHoBUTb Mamke 3% BiA X 3aranbHoI KinbkocTi. 3a 3 micaui 2016 p. odiuiiHo "gekomMyHi3oBaHO" Npnbnn3-
HO TPETMHY Ha3B HaceneHuX NyHKTIB Big 3annaHosaHoro [6].

YHikanbHIiCTb NONITUKN OEKOMYHI3aLil nonsarae B TOMy, O Ha AepXXaBHOMY PiBHi 34INCHIOETLCA Ai-
AMNbHICTb, AKa € He NPeaMeTOM CYCMiNbHOro KOMMPOMICY, a CYTO HauioHanbHOro iHTepecy, NiATpPUMyBaHOro
MEHLUICTIO rPOMaCbKOro 3arany Ta noniTMYHOro Kracy.

Hacnpaegi, y camini YkpaiHi HauieueHTpu4Ha mofenb naMm’aTi noginsanacsa KinbkoMa MOKOMiHHAMM
pagukanbHO HanawToOBaHUX IHTEMIFEHTCLKUX FPYN B eMmirpadii, Ha 3axigHOYKpalHCbKMX 3eMnsx, Y PagsHcbkin
i He3anexHin YkpaiHi. Jlnwe nicns pesontouii NgHOCTI BOHa oTpyvMana BigHOCHY nepesary Hag T. 3B. "kpe-
OrbCbLKOK" MOAENmo Nam’saTi, Ky NOAINANN HaNPi3HOMaHITHILLI couianbHi rpynu, NONITUYHI Aisdi Ta KynbTyp-
Hi MuTUi. ng eniTHUX rpyn 3auikaBneHicTb Yy "KpeomnbCbkini Mogeni" nam’ati € AoCTaTHbO YCBIOOMMNEHOL,
NpuUXoBaHOK B BaxkaHHI 36epertn yctaneHy cucteMy ekcniyartauil Aep)KaBHOI BIAaCHOCTI, NPUPOAHUX pecyp-
ciB i 6rogxeTHUX noTtokis [4, 68]. Anga GinbwocTi HaceneHHs ii CyTHICTb Nonsrae B NAaCUBHOMY MPUAHATTI Ha-
ABHOI CUTYyaUil IK MEHLLOro 3na NOpiBHAHO 3 NEPCNEeKTMBOID BKpan HeneBHoI BopoTbbu 3a kpalyy/GaxkaHilly
anbTepHaTuBy [5, 2]. ABXeX, HauieLueHTpMYHa Mogenb Nam’aTi 3gaTHa BUHAropoa»KyBaTu NMLe HEBESTMYKOIO
iHTenekTyanbHo peHTol. 3a gaHumu komnaHdii TSN, ska BigcTexye BignoBigHI TeHAEHLi Bia4 cepeaunHu
2014 p., eTHOHaLiOHaNbHI eNemMeHTV NpUKpaLLaTb OanAr, aBTiBKW, OYAMHKU 1 iHTEp’epy NPUOMU3HO TPETUHM
ykpaiHuiB. NoHag 70% MeLlkaHuiB YKpaiHu cTaBnAaTbCa 4O LUbOro No3nTMBHO abo HenTpanbHo. Lii nokasHukm
NPUBNN3HO KOPENTb 3 JaHUMM Pi3HUX COLOMUTYBaHb LLOAO YMCENbHOCTI yKpaiHuiB (y cepeaHbomy 25%),
roToBux 3i 36poeto B pykax 60poHNTU cBoto batbkiBLUMHY. HawmripLue, Wwo TakuM YMHOM hOPMYETLCH 3aMKHe-
He KOmMo, KOMW eroiaM MoniTU4HOrO Krnacy 3MeHLUye piBeHb aKTMBHOCTI CyCnifbHOro 3arany, a NacuBHICTb
OinbLUOCTI YKpaiHLiB HeQOCTaTHLO CMOHYKYE eniTh 4O OpieHTaLUil Ha HalioHanbHi iHTepecu.

Hibu ocTopoHb MeMopianbHMX MENHCTPUMIB NepebyBatoTb iICTOPUYHI Ta iICTOPUKO-KpPae3HaBYi My3ei
MicueBOro 3HaveHHs. Ha Hawwy aymky, cnig 3BepHyTM yBary Ha KpanHi HeOOHOPIOHICTb LbOro cerMeHTa BiT-
YM3HAHOrO MeMOopianbHOro NPOCTOPY, SKUN NOEOHYE AKICHO Pi3Hi Memopianu: KoprnopaTuBHi (HApOAHUIA My-
3em icTopii NIOKOMOTMBHOIO Aeno ctaHuii MukuTiBka [JoHeubKol 3ani3Huui), nitepaTypHO-MUCTELbKI Ta 3a-
ranbHOKYNbTYpHI (My3en ogHiel Bynuui — AHAPIIBCLKOrO y3Bo3y), i nule 3peLwuToro, CyTo MicueBi (Mysen
icTopii OHydpiiBCbKOro panoHy, My3sen ictopii c. 3axapiBka). [NofgibHoOW € cuTyauia 3 MICbKOK BYNMYHO
CKymNbMTYpOIo, Ae KyMeHi, Ka3KoBi, NnitepatypHo-kKiHemaTorpadiyHi, KOMepLinHO-KiTYEBI MOHYMEHTU CYCiaaTb
i3 naM’aTkamun rpomagsHCbKOro cnpsimyBaHHA. Hanpuknag, K. Peyubknin y Knesi cnpoekTyBas HOBWUI naHa-
wadTHUN ckBep Ha nepexpecti Bynuub Onecsa MoHyapa Ta Benukoi XXMTOMUPCLKOT, KOTpUIM Npukpacus
CKymnbMTypamu pi3HWUX NTaxiB, ki yocobMNioTb PidHi Fpynn KUIBCHKOI iHTENireHuii.

Y Takin iHTepnpeTauii 3Ha4yHa YacTuHa iCTOPUKO-Kpae3HaBYOro HallapyBaHHSA yKpaiHCbKOro Memopi-
anbHoro naHawadTy (SK CiflbCbKOro, Tak i MiCbKOro) 3MilLyeTbCa 3 MOro MaHisuiB 4o ueHTpy. BoHa mae pe-
npes3eHTyBaTN HOBUIA, IPOMAOSAHCLKMIA, @ HE eTHOHAaUiIoOHaNbHMIA MogycC iAeHTUYHOCTI. [1aBHO BXe 3aCBOEHUI
KpaiHamu 3axigHoi €Bponu 1 NPUPOAHO akTyanisoBaHUM B yKpaiHCbKOMY BaraToykrnagHoMy CyChifnbCTBi Ye-
pe3 30BHILUHIO BOEHHY 3arposy, NPUAHATHUI ONSA BEMNWUKOI KifTbKOCTI POCIMCbKOMOBHMX YKPaiHLiB, Lieln Mmoayc
OOTWN NnigHO cnpauboByBaTMME, OOMNOKM He MigMiHATMME coboto nonepeHin. 3asHauyMmo npuHarigHo, Lo
BKpaW akTyanbHOW ANA nojanbLlunvx AOLEHTPOBUX TpaHcdopmaLliin MeMopianbHOro npoctopy YkpaiHn Mu
BBaXKaeMo MOLLYK HOBMX hOPM MOro penpeseHTauii, AOTUYHUX He TpaguuiHiiA Ang BiTYM3HSHOI KyNbTypu
MemopianbHi MenaHxonii, a MegiaTu3oBaHOMY XapakTepy Cy4acHOI KynbTypu SK Takol (MamM aTHWK ranyLu-
kaMm y NonTasi Yn acoujoBaHHSA 3axmMcHUKIB [loHeLbKkoro aeponopTy 3 "kibopramn”).

HacaMkiHeupb, yTOMHUMO, WO HaBedeHi NepcnekTuBmM KoHconigauii KynbTypHOI naM’aTi B YKpaiHi gisa-
TUMYTb JOBOSi cneumdiyHO AN LWMPOKOT CMYTN POCINCHKO-YKPAiHCBLKOro "norpaHnyys” i Ha cxogi, i Ha niBaHi
KpaiHu, nepegycim, XapkiswmHu. CnywHum € 3ayBaxeHHs B. KpaBueHka, Lo icHyBaHHSA B CnoboxaHCbKoMy
perioHi pi3HMX iOeHTUYHOCTEeN B3aeMHO nocnabnioe ogHa ogHy [1, 334]. Tox, naHyBaHHS "HauioHanbHO-
rpoMagsHCLKOI" Mogeni nam’aTi B yKpaiHCbKOMY reorpadiyHoMy NPUKOPAOHHI Byde 3HayHO BiQHOCHILLIMM,
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Hi>X B YKpaiHi 3aranom. Pa3om i3 TUM, 3Ha4HO NOMITHIWMMKM ByayTb Hacnigkn MemopianbHOI QissnbHOCTI pe-
rioHanbHUX enit. Tak, 3milleHHa go "npoykpaiHcekocT" y [HinponeTposcbky ¥y 2014-2015 pp. cTtanocs 3a.-
OSKN npuxogy A0 Bnaaw rpynu eheKTUBHUX, Xo4a N He HaATO YeCHUX, "KpU3oBUX MeHeaxepis".

Omxe, MOXHa CTBEpAXyBaTH, LLO NOMpKU NOBEPXHEBY YPUBYACTICTb (OYHKUIOHYBaHHS MeMopianbsHOro
NPOCTOPY YKpaiHCbKOT KynbTypu Yy Nepioq He3aneXxHoCTi, 3peLuTor, 3aBepluyeTbeca posnovata we XIX crT.
Moro KoHconigauis, NPUCKOPIOETLCA Nepexig Bid MexaHiYHOro NoegHaHHSA Pi3HWUX XPOHOMOMYHUX Hallapy-
BaHb A0 NEBHUM YMHOM CTPYKTypoBaHoOi cuctemn. OCHOBOI KyMnbTYpHOI Nam’siTi YKpaiHW CTae KOMMMeKkc
"Micub nam’aTi", AKuA BKNOYaE MemMopianu cycninbHO-NOMNITUYHUX i KyNbTYPHUX AiSYiB Ta YNCNEHHI NamM’ aTKu,
NPUCBSIYEHI KO3aLTBY. YCi BOHU BigcunaloTb 4O AepKaBHOI CaMOCTIMHOCTI Ta cBob6oaontobHOCTI YKpaiHu Bia
paHHboro Hooro 4acy. HaTomicTb AoHegaBHa HaWNOLIMPEHIWNA pagsHCLKUA CErMeHT 3MILLYETLCS Ha ne-
pudepito yKpaiHCLKOro MemMopianbHoro naHawadrTy.

MpuckopeHHs NO3UTUBHMX TpaHcopMaLii LbOro NpocTopy Moxe OyTu NoB’si3aHe 04HOYAaCHO 3 iM-
nnemMeHTaujieto 4O HUHI NaHiBHOI HaUELEeHTPUYHOT Mogeni nam’aTi rpOMaasHCbKNUX, 'YMaHICTUYHMX 3MICTIB Ta
nowykom BinbL cydacHUx dopM i penpeseHTauii. BogHouac, dyHKLUiOHYyBaHHS MemMopianbHOro naHawadTy
B CYYacCHIN YKpalHCbKiN KynbTypi CTUKAaTUMETbCA 3 HeAOCTaTHbOH 3rypTOBaHICTIO CyCMinbCTBa HaBKOMO
BMacHoro memopianeHoro "dapa". YTiM, octaHHsa npobnema moxe ByTu BupilleHa 3a paxyHOK NpoBedeHHS
3aranbHodepXaBHUX MeMopiarnbHUX KOMMaHIiN, KinbKiCTb, CUCTEMHICTb i MacLUTabHICTb AKX y nepiog Hesa-
NEXHOCTI HEBMNWHHO 3pocTatoTb. [Ang 2000-x pp. MU HapaxoByeEMO TpW Taki kKOMNaHil, Nos’sa3aHux i3 Monogo-
MOpPOM, AeKoMyHi3auieto, Pesontouieto MNgHOCTI Ta poCiNCbKO-YKpaiHCLKOI BiHOW, NPOTU €AMHOI 3aranbHo-
aepxaBHOI komnaHii cepegmHn 1990-2000-x pp., NPUCBAYEHOI KO3aLTBY.
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KAYYCEP®IHI AK OCOBJIUBA ®IJ1IOCO®IA MAHAPIBOK

MeTa po6oTu. 3a JOBry iCTOpIl0 PO3BUTKY JIOACLKMX NOAOPOXKEN CKIanucst CBOEPiAHI OpPMU FOCTUHHOCTI, siKi B
HOBOMY iHGhbopMaLiHOMy CycninbCTBi, Nig BNnvMBOM rnobanisaii, HabyBaoTe HOBOrO 3MICTy i HOBUX dhopM. OaHieo 3
Takunx copm € kay4dcepdiHr (Couchsurfing). [JocnimkeHHa npucBsaYeHe KynbTypororiYHoMy aHanisy kaydcepdiHra. Metopo-
norisi JOCNiJKEHH nonsirae B 3aCTOCYBaHHI KOMNapaTUBHOMO, iCTOPMKO-MIONYHOrO MeTodiB. 3azHayeHUn MeTOAO0NOriYHUIA
nigxia Aae 3Mory poskputy Ta nigaaTtv aHanidy kaydcepdiHr sk couianbHO-KyNbTypHE SBULLE i HOBI BiJHOCUHN Y
Typu3mi. HaykoBa HoBM3Ha pobOTU nonsirae B TOMY, LLUO COLOKYIbTYpHE siBULLE Kay4dcepdpiHry po3rnsiHyTe sik ocobnvea
dopma MaHOpPIBOK 3i CBOEO (hiriocodpito Ta NpoBEAEHE Ha OCHOBI KynbTypOSoriyHOI Ta iCTOpnYHOI MeTogonorii. Y pesynbTarTi
AocnigpKeHHs ccpopMynbOBaHO TEOPETUYHI MONOXEHHS, LLO BiA3HAYal0TbCA HAYKOBOKO HOBM3HOK. O3HaYeHo, WO KaydcepdiHr
(Couchsurfing) € HoBOK (hOPMOKO FOCTUHHOCTI i couianbHUM SIBULLIEM, 3aCHOBaHMM Ha AOBipi, nogsuj i 6axaHHi JonomorTu.
KynbTyponoriyHui aHania nokasye, Lo kaydcepdiHr 6a3yeTbCsi Ha KONMEKTUBHUX NPaKTUKaXx, LLO 3AiACHIOTLCS NOKanbHO, TO-
My BaXXNMBY POrb 47151 HbOrO BifirpatoTb COLLIOKYNbTYPHI OCOBNMBOCTI KOHKPETHOI KpaiHW. AHani3 icTopii po3BUTKY Kayycepdin-
ry 1 igeonorii UbOro siBvLLa AO3BONMMB NPUATK 40 OKPEMMX BUCHOBKIB. BUCHOBKWM. JliloguHa, sika 6epe ydactb B Couchsurfing,
LUyKae anbTepPHATMBK BEIMKOMACLLTabHOMY TypUCTUYHOMY AOCBIAY i HAMAraeTbCs NidHaBaTV KynbTypu, BUXOOSHM 3 NloKarb-
HOI TOYKM 30pY. ABTEHTUYHWI KyNbTYPHWI OOCBIA, OTPUMaHWi Yepes Beb-caiT, a noTiM 0cobrncTo, MOXe NeEPEpOCTU B JAOBIYHY
Opyx0y, i € HOBOWO MOXIMBICTIO Anda nogein. Omke, 3MIHIOETBCA caMa (PYHKLIOHAmNbHA HAMOBHEHICTb MPaKTUK Typu3Mmy, LLO
CBiA4UTb NPO BUHWMKHEHHS Y LLMPOKOTO KOJa Miofei HoBKX NoTped, siki He 3a00BOMBbHATLCSA B paMKax KIacu4yHOro Typuamy.

Knto4yoBi cnoBa: kay4cepiHr, rOCTUHHICTb, KONEKTUBHA MpaKTuKa, TYpusM, rocTboBa Mepexa, AoBipa.

Boxko JTro6oeb mumpueeHa, kaHOuOam UCMOPUYECKUX HayK, doueHm, doueHm XapbKoecKkol eocydapcm-
8eHHOU akademuu Kyrnbmypbl

KayucepdmHr kak oco6as punococpmsa nytewecteumm

Lienb pabotbl. 3a 4ONMYHO CTOPUIO Pas3BUTUS YENOBEYECKMX MYTELLECTBUN CNOXMNUCL CBoeobpasHbie (hopMbI roc-
TENPUMMCTBA, KOTOPblE B HOBOM MHGPOPMaLIMOHHOM OBLLEeCTBE, NoA BNMsiHWEM rnobanvsaumm, nprobpeTatoT HOBbIA CMbICH U
HoBble chopmbl. OgHOM 13 Takmx hopm asnseTcs kaydcepduHr (Couchsurfing). VccnenosaHye NOCBALLEHO KynbTyporornye-
CKOMy aHanuay kaydcepdwvHra. Metoponornsa uccrnefoBaHWs 3akMoYaeTcs B MPUMEHEHWUN CPaBHUTENbHOTO, MCTOPUKO-
NOTM4ECKOro MeTOAOB. YKasaHHbIN METOOONOrMYECKUA Noaxo NO3BONSET PaCKpPbITb U MNOABEPrHYTb aHanuay KaydcepduHr
KaK CoLManbHO-KynbTYpPHOE SIBIIEHNE U HOBbIE OTHOLLEHMSI B Typuame. Hay4yHass HoBu3Ha paboTbl 3akntoyaeTcs B TOM, YTO
COLIMOKYIbTYPHOE sIBIieHne KayvcepduHra paccMOTPEHO Kak ocobasi hopma nyTeLlecTBuiA CoO cBOeN domnocodmeir, npose-
JEeHHOe Ha OCHOBE KyrbTypOrorMyeckon U UCTOpUYeckon metogonormn. B pesynbtate uccnenoBaHuns chopMynvpoBaHbI
TEOPETUYECKME MOMNOXEHNS, OTINYAIOLLMECS Hay4YHOM HOBU3HOW. OTMeYeHo, YTo kayycepdmHr (Couchsurfing) siBnserca Ho-
BOV (DOPMOW rOCTENPUUMCTBA U COLMarnbHbIM SIBIIEHNEM, OCHOBaHHbIM Ha [4OBepuu, BriarogapHOCTU U XXenaHWm MoMoYb.
KynbTyponormyeckuii aHanmn3 nokasblBaeT, YTO KaydcepduHr 6asnpyeTcsl Ha KONMEKTUBHbBIX MpaKTUKax, OCYLLECTBMAEMbIX
noKarbHO, MO3TOMY BaXKHYHO POJib AJIS1 HEFO MrPakoT COLMOKYIbTYPHBIE OCOBEHHOCTN KOHKPETHOM CTpaHbl. AHanmn3 uctopum
pasBuTUA KaydcepduHra M MOeornorMm 3TOro SBMEHWSI MO3BONWN MPUATU K OTAENbHbIM BbiBoAaM. BbiBoabl. Yenosek,
KoTopbl yyacteyeT B Couchsurfing, ULWET anbTepHaTBbI KPYNHOMACLLUTAaOHOMY TYPUCTUYECKOMY ONMbITY M NbITAETCs NMO3Ha-
BaTb KyNbTypbl, UCXOASA W3 NOKaNbHOW TOYKM 3peHUS. AYTEHTUYHBIN KyIbTYPHbBIN OMbIT, MOMyYeHHbIN Yepes BeG-caliT, a 3aTem
JINYHO, MOXET NepepacTyn B NOXKUIHEHHYHO APYKOY 1 SBMSIETCA HOBOW BO3MOXHOCTbIO Anst Nioden. Takum 06pa3oM, MeHsieTcs
cama (pyHKUMOHanbHas HanOMMHEHHOCTb MPaKTUK Typusma, CBUAETENbCTBYET O BO3HWKHOBEHWM Y LUMPOKOrO Kpyra riogen
HOBbIX NMOTPEOHOCTEN, KOTOPbIE HE YAOBMETBOPSIOTCA B paMKaXx KIacCU4eCKoro Typmama.

KnroueBble cnoBa: kay4cepduHr, rocTenpuMMCcTBO, KONNEKTUBHAs NpakTvika, TypunsMm, rocteBas CceTb, JOBeEpUE.

Bozhko Liubov, Candidate of Historical Sciences, Associate Professor, Kharkiv State Academy of Culture

CouchSurfing as a special philosophy of travel

The purpose of the work. Over the long history of development of human travel there has developed a specific
form of hospitality, which acquires a new meaning and new forms in the new information society under the influence of
globalization. One of such forms is CouchSurfing. The research is dedicated to cultural study of CouchSurfing. Research
methodology consists in the use of comparative, historical and logical methods. Specified methodological approach
allows to reveal and to analyze CouchSurfing as a social and cultural phenomenon and new relations in tourism.
Scientific novelty of work consists in the fact that the socio-cultural phenomenon CouchSurfing is considered as a
special form of travel with its philosophy, conducted on the basis of cultural and historical methodology. As a result of the
research theoretical principles characterized by scientific originality are formulated. It is noted that CouchSurfing is a new
form of hospitality and social phenomenon, based on trust, gratitude and desire to help. Cultural analysis shows that
CouchSurfing is based on collective practices implemented locally, therefore an important role is played by the socio-
cultural features of a specific country. The analysis of the history of CouchSurfing and the ideology of this phenomenon
has allowed to come to certain conclusions. Conclusions. The person who participates in Couchsurfing seeks
alternatives to large-scale tourism experience and tries to learn the culture on the basis of the local point of view.
Authentic cultural experience obtained through the Web site, and then personally, can grow into a lifelong friendship and
is a new opportunity for people. Thus, functional content of tourism practices itself is changing, indicating the occurrence
of new needs for wide circle of people, who are not satisfied within the frameworks of classical tourism.

Keywords: CouchSurfing, Hospitality, group practice, tourism, guest network, trust.
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AKTyanbHiCTb TeMu gocnigxeHHs. MNpoBigHy ponb B KynbTypHOMY CBITi Bigirpae 6e3npeueneHTHa
MOOINbHICTb NIOAMHY, O CYNPOBOMAXKYE CyyacHi npoueck rnobanisauii. Cami npouecu rmobanisadii HiBenoTb
BiAMIHHOCTI ©6araToBapiaHTHOrO XXWTTH ICHYOUMX KynbTyp, CTaHAAPTU3YIOTb PI3HOMAaHITTS KyNbTYPHUX NPaKTUK
TNOAMHK, YHIIKYIOTb CTUMI NOBCAKOEHHOCTI. BogHoYac yclo iHTenekTyanbHy icTopito MACTBa NPOHU3YE Lika-
BiCTb [0 Mi3HAHHSI iHLLIMX MOXIMBOCTEN CBITY NIOACHKUX BiQHOCKH, cnocobie cniBicHyBaHHSA nogen, To6To ni-
3HaHHS MOBCAKAEHHOCTI i CMUCAIB HWWX KynbTyp. LlikaBicTb ik iMaHEHTHO NpuTamaHHa N0AKHI MOLLYKOBa ak-
TUBHICTb MepecunioBana crTpax nepeq HeBidoMMM, 3MyLlyBana po3puBaTh KOO MOBCAKOEHHOCTI BRacHOro
iCHyBaHHs1 i fonaTn KOpAoHM BaraTbox KynbTypHMX NPOCTOPIB. 3HAHHS NPO MOXNMBI KOHpirypauji CBiTy Kynb-
Typu nioguvHa ofeidHO 30obyBana B nogopoxax. Mogopoxk crana BignpaBHOK TOYKOK Ha LUMSXY NisHaHHS. 3a
OOBry iCTOPIl0 PO3BUTKY MIOACHLKUX MNOOOPOXKEN CKManucs CBOEPiAHI (PopMU rOCTUHHOCTI, siki B HOBOMY iHGbOp-
MaLiiHOMy CycninbCTBi Mig BnnuBoM rrobanisauii HabyBaoTb HOBOro 3micTy i HOBMX chopM. OfHielo 3 Takux
dopM € kayycepdiHr (Couchsurfing). Lle couianbHe siBMLLe, 3acHOBaHe Ha [OBIipi, Noasui i 6axaHHi gonomor-
TW, | KINbKICTb NI0AeN, SKi TPUAMaloTb y4acTb Y L CNiNbHOTI, 3 KOXXHUM POKOM 3pOCTaE.

3BiCHO, L0 Takui couianbHUiA (heHOMEH He Mir 3anmwmnTucs nosa ysaroto Haykosuis [14; 16; 18; 19].
TeopeTnyHWIA iHTepec, NepLll 3a BCe, BUKINUKaIOTb MUTAHHS €KOHOMIYHUX i couianbHUX Moaernen BigHOCUH
0OMiHy, Lo nexaTb B OCHOBI kaydcepdiHry; BNAnBY Ha HbOrO PUHKOBUX BiAHOCWH. MpakTtuyHa npobnema
nonsira€ y BM3HaYeHHi TOro, SK 3MIHIOETLCS FOCTUHHICTb Mg BAMMBOM iHHOBALiNHWUX TEXHOSONiN, a TakoX Yy
hopMyBaHHI HU3KM KOPUCHUX Nopaf sk novaTKiBLUAM L€l CRifbHOTK, Tak i JOCBIAYEHUM Kaydcepdepam.

binblwa yacTuHa niTepatypu no kaydcepdiHry 3ocepemkeHa Ha BMBYEHHI OHManH-CniBTOBapucTea
Couchsurfing. Jlaytepbax [14, 347] ctBepaxye, wo mepexa Couchsurfing Bigobpaxae BUCOKUA CTyMiHb
B3aemofii, KOTpMn A03BOSISE NOAAM NOpyUNTUCS OanH 3a ogHoro. OHnanH-nnaTdgopma Couchsurfing peani-
3ye cuctemy penyTauil, ska BKoYae 0cobUCTi pekoMeHauii (Big cepdepiB i XOCTiB OOUH A0 iHWOro), di-
31YHY nepesipky i NiaTBepaXeHHsA. PoseH 3 ogHogymMusamm [18, 1-18] gocnigunu, Sk BUKOPUCTaHHS iHTEPHET-
pecypciB, Mepex, Takux, sk couchsurfing.com, Moxe reHepyBaTu 4OBipY, MOYYTTS HANEXHOCTi 4O CiflbHOTH,
a TaKkoX 3aoxo4vyBaTu 0 0cobucToi 3ycTpidi. MoTpebye gocniaXeHHs i KynbTypOnoriYHUiA acnekT Kaydcep-
diHry sik popMM FOCTUMHHOCTI, Wo o06’egHye B cobi Taki couianbHi aBuULLA, K 4apo0OMiH, MOTMBALO 40 y4a-
CTi B Ui npakTuui, LiHHOCTI, ki 06’eAHYI0Tb Kayycepdepis, i AOBipY — bakTopu, AKi M 4O3BONSAIOTL CyvacHin
NIOANHI yCnilWHO aganTyBaTUCs B MiHITMBOMY COLjianbHOMY >XUTTI.

MeTa gocnigXeHHs — KynbTypOnoriYHUin aHania kay4cepdiHry sik couianbHO-KyNbTYpHOro siBULLA i
HOBUX BiQHOCUH Y TYPU3MIi.

Buknag ocHoBHoro matepiany. mobanbHWiA pO3BUTOK BiAYYTHO 3MiHMB COLLOKYIbTYPHY cdepy cyc-
NiNLHOrO XWUTTHA, afXe caMe sIBULLEe KynbTypW CKragHO NigdaeTbCs perynoBaHHIO 330BHI. BignosigHo o
Touku 30py . Beprepa, iHAMBIAyani3auia € acnekTom, WO 3adinae BCi cdepu KynbTypHOI rmobanisadii, agxe
camMe Lie sBULLIE CNpUSE HEe3anNeXHOoCTi iHaUBIAA BiA Tpaawuuin i 3BnyaiB cninbHOTW. BisyansHuMM npuknagom
CTaHOBIEHHS rnobanbHOI KynbTypy CRyryloTb 3acobu NOLWNPEHHS KyNbTypyu MacoBoi, SiKi 3MiHIOIOTb CUCTEMY
LiHHocTel i noBeaiHky nogen. M. beprep Buainae 4oTMpu BUAM PYLLIAHUX CUN KyNbTYpHOI rmobanisauii: ma-
COBa KynbTypa, Ainosa eniTa, akageMivyHa KynbTypa i MbkHapogHi couianbHi pyxu [1, 128].

Bci nepepaxoBaHi cunu BUKOPUCTOBYIOTL iHDOKOMYHIKaLiHI TEXHOMOTrII, NpoBigHa porib B SKUX Bia-
BefleHa Mepexi IHTepHeT sik 3acoby 3abesneveHHsi rnobanbHoi AisnNbHOCTI. IHTEpPHET cnpusie NosiBi HOBOI
dopMM coujianbHOI conigapHOCTI Nogen y BipTyanbHOMY npocTopi. BinbyBaeTbcst 3MiHa OCHOB rpomagsiH-
CbKOI aKTMBHOCTI iHOMBIAIB, SKi, 00’€QHYIOYUCH B Pi3Hi CMINbHOTU, NpPeTeHayTb Ha rmobanbHicTb. B akocTi
ACKPaBOro npuknagy nposiey rmobanbHOro rpOMafasiHCbKOro CycninbCTBa MoOXHa MPUBECTU MiXXKHapOAHY Me-
pexy roctuHHocTi Couchsurfing. Mepexa nosuuioHyeTbca 9K Micue colianbHoi B3aemogil i edheKkTMBHUIA 3a-
CiG nowyky ©e3KOLUTOBHOrO XWTMa Ha Yac NogopoXxen. YChilWHICTb couianbHOI Mepexi obymoBrneHa CTBO-
PEHHAM YUCNEHHUX B3aEMOAIN Nioden No BCbOMY CBIiTY, nMepeHocaYun iX 3 BipTyanbHOro cepeoBsulla B
peanbHuii npocTip. ChinbHOTa KaydcepdepiB € iIHCTUTYLiOHaNi30BaHOK HedopMarbHOK NPakTUKOK B cdhepi
FOCTUHHOCTI, sika AO3BOSSIE coLjani3yBaTtu nogen B Oyab-sikoMy MiCLi NNaHeTw.

AHanisyloun gasuLle KayycepdiHry, cnig 3BepHYTW yBary Ha NOHATTS "rOCTUHHICTL". B couianbHo-
aHTPOMONOriYHOMY KOHTEKCTi "rOCTUHHICTR" — Le siBULLE, L0 CrpUsie BCTAHOBIEHHIO COUianbHMX BiAHOCUH i
NigTPUMLI rOTOBUX 3B’A3KIB MK TUMU, XTO MPUIMAE rocTs (XOCTOM) i TUM, XTO 3YMNMUHAETLCH B rOCTSX (MiCTh).
OCHOBOI FOCTUHHOCTI B @HTPOMOONYHOMY KOHTEKCTI € 0OMiH Ha 6e3onnaTHin ocHoBi [3, 27]. TOCTUHHICTL B
KOMepLiMHOMY KOHTEKCTI — Lie coujianbHe ABuLe, WO Mae Ha yBasi komepLianizauito TpaguuinHnX B3a€MuH
XOcCTa i rocTs i popMyBaHHS BiAHOCMH Ha OCHOBI 3aiMaHUX B CyCninbCTBi couianbHux cTtaTtycis [11]. Mona i
Benn B13Ha4aloTb MOCTUHHICTL SK IKUMCb KOMEPLINHWUIA MPOEKT, EKOHOMIYHY aKTUBHICTb, LLO BKITOYaE NoCny-
M roTenis Ta iHWi TypucTtnyHi cepsicu [10; 15]. MNpu ubomy cam Typusm, Ha Aymky Toro x KoeHa, ue BuAa Ko-
MepLiani3oBaHOi rOCTUHHOCTI.

Couchsurfing 6a3yeTbCs Ha KOMEKTUBHUX MpakTuKax, WO 30iINCHIOKTLCA foKanbHO, TOMY BaXuUBY
porb 4518 HbOro BigirpatoTb COLIOKYNbTYPHI 0COBNMBOCTI KOHKPETHOI KpaiHu.

Mepexa |HTepHeT € npocTopoM, Ae POPMYETLCA €AMHA KOHUEMNLis CNPUAHATTA OiINCHOCTI Ans Jne-
HiB neBHoI cninbHOTU. . PenHronsba y npaui "BipTyanbHa cninbHOTa" nucaB Npo BUHWKHEHHSA B |HTepHeTi
HoBOI hopMK conigapHOCTI B CrinbHOTaX, AKi 06’€AHYIOTLCA HABKOMO CRiMbHUX LiHHOCTEW Ta iHTepecis [17,
134]. Bce ue MoxHa BBaXXaTu NigcTtaBoto A8 hopMyBaHHS 0COBNMBOI iAEHTUYHOCTI Y4aCHMKIB CNiNbHOTH, SIK
i 3a3HayvaB A. TypeH [7].
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IcTopia kay4ucepdiHry nounHaeTbca B 2000 p. Togi 3acHoBHMK ManbyTHboro camty Couchsurfing,
amepukaHeLlb Kenci ®eHTOH, He Maroun AOCTaTHBLO rpoLlen Ha roTenb B IcnaHaii, Kyan BiH 3bupascs ixaTu,
posicnae 6nusbko 1500 NWCTIB icnaHOACLKUM CTyAeHTaM 3 NPOXaHHSAM Mpo AOMNOMOry 3 MPOXWBaHHAM (BU-
nunckn). Hesabapom BiH 3HaAMLIOB CBOIX nepLumx "XocTiB" (nogen, ski BnucytoTb y cebe — cneHr kayvcepde-
piB), O Norogunuca He NPOCTO HadaTu Hiynir, a U nokasatu Micto. Lis nogopox ctana nodyatkom OOBroi
po60oTN Haf OHNanH-CEPBICOM, SIKU MaB BiAKPUTU MOXIMBICTb NOAIGHUX Npurog i Ans iHWKX nogen. Y CidHi
2004 p. couchsurfing.org cTaB 4OCTYNHWUIA BCIM Baxkaroumm.

Ho 2011 p. Couchsurfing 6yB HEKOMEPLNHOK OpraHisauieto, 3apeecTpoBaHO Ha TepuTopil WwTaTy
Hbto-M'emnwump B CLUA. Cant ygockoHantoBaBscs, 6arato B YoMy 3aBasiku poboTi BonoHTepiB. Y 2011 p. cTa-
TyC opraHi3auii 6y 3miHeHUn Ha B-corporation. Lle ctatyc mae Ha yBasi, W0 LinisaMuM opraHisauii € gk CTBO-
PEHHSA KOPUCTi AN CycninbCTBa, Tak i OTpUMaHHS NpubyTKy i BnacHWkamn. 3a TBEpAXEHHSM BMacHUKIB op-
raHisauii, nepexig 4O HOBOro CTaTyCy BUKIMKAHWUIA TUM, LLO CTaTyC HEKOMEPLUINHOT OpraHisaLii He Jo3Bonsie
O0CUTb THYYKO Heto kepysaTu [12].

Ha cborogHi Couchsurfing (CS) — ogHa 3 HanbinbLmnx rocTboBUX Mepex i 06’eagHye Ginblue 9 Minb-
MOHIB 4onoBik B 246 kpaiHax [2]. OcHoBHUMM KopucTyBadamu canty Couchsurfing.org. € monogb 18-30 po-
KiB. ICHYIOTb i iHWI napaneneHi Mepexi rocTMHHOCTI, Taki sik HospitalityClub.org, GlobalFreeloaders.com,
Tripping.com. BeWelcome.org, Globalfreeloaders.com. ¥ pociincbkomoBHOMY cekTopi: AkageMis BifbHUX
nogopoxewn, byanMHok ans BCiX TOLLO.

Couchsurfing 3aiiMae yHikarnbHy Hilwy B iHTEPHET-CNINbHOTAX, OCKINbKWN MOro B3aeMOZIi BigbyBatoTeCs K
OHMalH, Tak i odnanH. MacwTab i ycniwHicTb yHKUIOHYBaHHA AaHOI Mepexi 0OYMOBMEHWI TUM, LLIO BOHa, NO
CyTi, MPOAYKYE YNCMEHHI couianbHi iHTepakuii MiX He3HanoMUsMKM i NepeHOCUTb X 3 BipTyanbHOro CBITY B CBIT
peanbHWiA, BiATBOPIOKOYN Tak OCHOBU FOCTMHHOCTI B MO0 aHTPOMOoro-coujionoriyHoMy noHaTTi [11; 15].

Bcs ineonoris Couchsurfing r'pyHTYETbCA Ha iHTepeci y4acHWKIB ChiNbHOTM A0 NO4OPOXEN i B3aeMo-
AonomMosi. [NparHeHHs NogopoXKyBaTu Mae Ha yBasi HasiBHICTb MEBHMX LHHOCTEN i yCTAHOBOK, TakUX, SK 3Ha-
YMMICTb Mi3HAHHA HOBOrO, BIAKPUTICTb | conigapHicTb. Y 3B’A3Ky 3 UMM, BigbyBaeTbcst (oOpMyBaHHA NEBHOI
KOMNEKTMBHOI ifeHTUYHOCTI Kayucepdepa. "KonekTMBHa ideHTUYHICTb sk NpoLec onocepeakoBaHa TMM CaMUM
MEepEeXe akTUBHUX BIQHOCUH MiX akTopamu, SKi B3aEMOAi0Tb, BCTYNalTb B KOMYHiKaLilo, BNNnBaloTb OAVH
Ha OAHOro, JOMOBNAIOTLECS | NpUUMaloThb pieHHsa" [15]. Baxnueo nigkpecnutu, wo 6e3 IHTepHeTy He morna
0 3'9BUTUCS Hi camMa Mepexa FOCTUHHOCTI, Hi iAEHTUYHICTb, 3aCHOBaHa Ha NPUYETHOCTI ngen [o
Couchsurfing. Y 6yap-sikinn coujanbHin Mepexi icHye MoxnueicTb, 3rigHo [. KenHep, BinbHoro Bubopy cBO€l
iAEeHTUYHOCTI: "... IEHTUYHICTb CTae rpoto 3a BiNbHUM BUOOPOM, TeaTparnbHow BUcTaBoto ceoro A" [13, 158].
|oeHTUYHICTE Kayycepdepa CknagaeTbCs 3 OBOX €MEMEHTIB: MOro camonpeseHTadil y BnacHoMy npodini i
TUX BIAryKiB, sIKi 3anNUWKMIM NPO HBbOTO iHWI cyb’ekTn mepexi. ¥ Couchsurfing BigbyBaeTbCA KOHCTPYOBAHHSA
MepPEeXeBOi KOCMOMONITUYHOI iAEHTUYHOCTI. Beaniy y4yacHuKiB CninbHOTW HasuBalTb cebe "rpomagsHamu
ceiTy". Ha gymky I'. MiHeHkoBa, KocMoMoniTU4YHa NepcnekTuBa NoB’A3aHa NepLl 3a Bce 3 YSBOK arnbTepHa-
TUBHUX CMOCOBIB XUTTA i paLlioHanbHOCTEN, LLO BKMOYae iHakwWwicTb [4, 40].

JTroan 3 abCconoTHO Pi3HNMMK DiIHAHCOBUMUN MOXITUBOCTSIMU € PIBHOMPaBHUMMW YNeHaMu CrinbHOT Mo-
Ai6Horo poay. Lle i 18-piyHniA cTyaeHT, akuin xnse 3 6aTbkamu, i 60-piyHUIA NEHCiOHep, Ak BigKpyBae aBepi
cBoei Binnu Ha CepeaseMHOMy MOpi, i yChilHMIA Bi3HECMEH 3 BENMYE3HO KBaApTUPOLO B LIEHTpi MNapwka abo
rpyna XygoXHUKIB, LLO XXMBYTb KOMYHOI AeCb Ha okomnuui. B yyacHukiB Hemae obmexeHb 3a cTaTTio Ta Bi-
KOM, HaLliOHarnbHOK Ta PaCoBOI MPUHANEXHICTIO, (DIHAHCOBMM CTAHOBWULLEM i CEKCyarbHOK opieHTaLier. Ix
BCiX 06’eQHye NparHeHHs NogopoxXyBaTw, MisHaBaTU LEeN CBIiT, 3HANOMUTUCS 3 HOBUMU MOAbMU, 3anuiiaym
CBil BygMHOK, abo K 3anpoLUyoYM B HbOro BECb CBiT. Be3yMOBHO, TpannsaTbCsa BUHATKU, are BOHW, CKOpi-
e, HOCATb Pa30BU XapaKTep i HigK He HaneXuTb 40 iael NoaibHMX opraHisauin.

Micieto kay4cepdiHra € "cTBOpeHHs Haguxatodoro gocsigy” [12]. lgea nonsrae B Tomy, Wob akTusi-
3yBaTW MiXKKYNbTYpPHUIA OBMIH i cninkyBaHHS niogen B ApY>Hin HedpopManbHin obctaHoBui. Lle nae Mmoxnu-
BiCTb peanidyBaTu npupogHe GaxaHHs AizHaBaTuCs LWOCb HOBE, 0OMiHIOBATMCA AOCBIAOM B Pi3HUX cdepax
XUTTA. B TOMY 4mcni, 3aBOsKM TakoMy ChiNKyBaHHIO Ni0Aen 3 PisHUX KpaiH, NPeaCTaBHUKIB PI3HUX KyNbTyp i
HaLioHanbHOCTEN, BOHM MalTb MOXIMBICTb NOMNAHYTM Ha BiNbLlUiCTb MiXXHapogHMX NPobremMm 3 pi3HUX CTo-
PiH, HABYUTUCHA TONEPAHTHOCTI.

Cepsicu 0BMiHY FOCTUHHICTIO € Harogo, KOnu AoBipa MiX KopucTyBayamu ctae HeobxigHow yMo-
BOK iCHyBaHHSA OHMaMH-CNINIbHOTU, OCKIMbKW penyTauis MoauHN BpaxoBYETLCA NPW OpraHisauii 3ycTpidi Ta
npoxmeaHHA. [MogidbHo Ao iHWwKMx Beb-cepBiciB, MNOB'sI3aHUX 3 pearnbHOK B3aEMOAIE, 3aCHOBHMKU
Couchsurfing npuginunu ocobnuey yBary opraHisauii 4OBipM SIK HApiXHOMY KaMeHeBi Yy CMiflkyBaHHi Mix
y4yacHUKaMK CnifibHOTW.

Hosipa, Ha aymky ®dpeik, Aa€ MOXIUBICTb OnepaLioHanbHOro BU3HAYEHHS i eMNipUYHOro BUMIpHO-
BaHHSA OOBIpU 3 ABOX OCHOBHUX MO3MLiN: ovikyBaHHA Ta cTtaeku [9, 10-18]. Mooc, po3rnaaatoum NOHATTS 4O-
BipW, NPOMOHYE CBOIO (PyHAaMeHTanbHy Tpiagy AapoobmiHy "gapyBaTn — npuimMaTn gap — siggaptosatu” i
3a3Havae, WO He iCHye OQHOCTOPOHHBOro MPOSBY anbTpyi3aMy, akT gapy 3anyckae HU3KY MexaHi3MiB, Lo
ckpinnoTb akTopis [5, 81]. MNpu LbOMY AapyHOK, WO He BUMarae Bianosigi, — ue sBuLe, CNpsiMOBaHe He Ha
BCTAHOBIIEHHSA BiJHOCKMH OOMIiHY, a Ha Oro NpuUnuHeHHsa [6, 33-38].

Y4yacTb B cniBTOBapuUCTBI Nepeadadae NoBHy BiAMOBY Bif, BipTyanbHOI aHOHIMHOCTI, iCHYHOYOI B pam-
Kax 6araTbOx OHMamH-CepBiCiB. Y KOXHOro y4acHuka € nybnidyHuin npodinb, B SKOMY MOXHa 3HaWTU K OCO-
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BucTy iHbopmauito, Tak i BIGOMOCTI Npo Te, YM MOXHa oMy OOBIpsATU. Takoro poay BiJOMOCTI 3aCHOBaHi Ha
Aobpe npogymaHii cuctemi BiArykis, siki He MoxHa Buganatu. ®opMyBaHHS O0BipU A0 Kayydcepdepa NoBHi-
CTIO 30iMCHIOETLCH B paMkax iHTepHeT-nnatopmu, i copMoBaHUin piBeHb AOBIPN A0 KOHKPETHOMO yYacHMKa
nig yac oHnamH-B3aemMopfil 6yae nepeHeceHnn B KOHTEKCT pearibHOro ChifikyBaHHA. ICTOTHOT 3MiHW B piBHI
OOBipY nig Yac B3aemogiji BiY-Ha-BiY He BiAOyBaeTbCs, 3aBAAKN TOMY, LLLO iCHYIOTb Tak 3BaHi "Touku 3axogy"
O0BipYMX BiAHOCKH, PiBHI Mi>k cOBOI0 Ha BCiX eTanax iHTepakuii [8].

Omxe, ydacHUKM iHTepHeT-nnatgopmMu couchsurfing.org He po3rnNagalnTb NPaKTUKK, NOB’A3aHI 3 Lieto
nnatopmoro B TepMiHax pU3UKy i Hebe3neku, anentoyn 0o y3aranbHEHOI AOBipU | cucTeMn B3aeMogii,
chopMOBaHOi OYiKyBaHHSAMMW YYACHWKIB CMiNIbHOTU.

MepebyBatoum B ymoBax HEBU3HAYEHOCTI, Kayycepdepun CXunbHi BgaBatucsa 4o HedopManbHuX me-
TOAIB T 3HWKEHHS, Takux, sk BUOYQOBYBaHHS OOBipUYMx Mepex. CtpaTeril noBediHkM ydacHuKiB nnatgopmu,
Ha AYMKY OOCRIAHWKIB Lboro siBua, dyaytb nobyaoBaHi Ha OCHOBI NOHATTS iHOPMAaLiMHOT B3aemogil, po-
60TM i nowyky iHdbopmaii, NopiBHIOBaHHSA 1T 3 iHbOPMaLiED NPO IHWKUX KOpUCTYBadiB (BMOUpaoym HanbinbLu
nigxogsaworo kaydcepdepa Ans KOHKPETHOI iHTepakuii), nepeBipkn AOCTOBIPHOCTI.

Tak, HaginHMMK KpUTepiaMKn BUBOpPY NiaxodsaLoro kayvcepdepa €:

— HasABHICTb NO3UTUBHUX BiArykiB SK Bif "cepBepis”, Tak i Big "XocTiB";

= KiNbKICTb 3AiNCHEHMX NOT340K B pamKax kayvcepdiHry;

- (bakT Bepudikauii kopucTyBaya (nnaTHa nocnyra, sika nonsrae B nepesipLi y4acHUKa MeHeaxepa-
MU canTy i BignosigHol "nTawku1" B npodhanni y4acHuka);

— 3aXOMMEHHS, XXMTTEBI LiHHOCTI, peneBaHTHI AN KOXHOro yyacHuKa iHameigyanbHO (XTOChb N0OOUTb
ranacnuei KOMMaHii, a XTocb BiggacTb nepesary CroKiNnHO NocuaiTn BBeYepi 3a CTONOM).

HeHapinHumun iHgukaTopamu y BUbopi kayucepdgepa BUCTYNatoTh:

- BiACYTHICTb AoKnagHol ocobucTol iHpopmauii (B TOMy yuchi — dpoTorpadin);

— HasABHICTb AEKifbKOX HeraTuBHUX Bigrykie (npuyomy 1-2 HeraTMBHMX BiAryku, MMOBIPHO, HE BMMuW-
HYTb Ha BUKIMIOYEHHS kaydcepdyepa 3i CIMCKY MOXIUBOI iHTEpaKLii);

— Y4ac TOro, KOnM KOpUCTyBay OCTaHHIn pa3 OyB akTMBHUIM Ha CanlTi (SKLWO y4acHUK OyB aKTMBHWUN
GinbLUe TUXKHA TOMY, HaliMOBIpHiLLE, BiH He BIAMNOBICTb Ha 3anuT);

= Yyac TOro, siKk JOBro KOpMCTYBa4y 3apeecTpoBaHUA Ha canTi (3 "HoBavkamu" cepdpep abo xocT byae
BecTU cebe Binbl obepexHo, ane nepeabavyaeTbes, WO HAABHICTb LbOro oakTy He BNSIMHE Ha BUKMIOYEHHS
KaHgugaTypw 3i CIUCKY NOTEHLiNHOI B3aemogi) [8].

IcHytoTb MOGINbHI gogatkm Couchsurfing ans npuctpoie Ha 6as3i Android i iOS. PyHKUiOHANbHICTb
[onaTkiB OXOMmoe MOLYK MoAaen i BefeHHA NUCTYBaHHSA. [logaTku CMHXPOHI3yoTb NoBigoMneHHs 3 6a3u
Couchsurfing i 36epiratoTb ix Ha MOBIfIbHOMY NPUCTPOI, LLO OO3BOMSE 3BEPTATUCH 40 HUX 3@ BiACYTHOCTI iH-
TEepHeTy.

Ona ny6nivyHoOro chinkyBaHHS Ha canTi BUKOPUCTOBYETLCHA POpyM, po3dbuTuii Ha rpynu. ['pyna Bkmto-
Yyae B cebe yyacHukiB, 06’egHaHMX YUMOCH 3ararnbHUM: reorpadivHUM NOMOXEHHAM, iHTepecaMu ToLo.

Y 6aratbox BenMKMxX MicTax pi3HUX KpaiH € Tak 3BaHi AMbacagopu (Ambassadors) — uneHu cninbHo-
T, SIKi @aKTMBHO CMNPUAIOTb PO3BUTKOBI cninbHOTU. [1o 3aBAaHb AMBacagopa BXOAUTb BiTaHHS HOBMX YNEHIB
CniNbHOTK, OpraHisauis 3ycTpiyen Ta iHWWX Nodin, MmogepyBaHHSA (hopyMy ToLO. Y BENUKMX MiCTax Takox
nepioanyHo nposoAasaTbcs 3ycTpidi YneHiB Couchsurfing. Ha HUX npuxogaTe 9K MicueBi kaydcepdepu, Tak i
rocti micta. Kpim Toro, npoBoasaTbCcA BeNuki "3nbotn” kayvcepdepis. Taki nodii 403BONSAIOTL He TiNbku gobpe
NPOBECTM Yac, a 1 NO3HANOMUTUCS 3 IHLLUMMW YneHaMu CRifIbHOTU, SIK 3i CBOrO MiCTa, TakK i 3 iHLWMX Micub, Ai3-
HaTUCA NPo KynbTypy iHWKX KpaiH, uikasi KyTOYKM CBiTY, 0OCOBNMBOCTI MOAOPOXKEN B TOMY UM iHLLOMY PErioHi
CBIiTY. BiaTak kaydcepiHr € CTUnem XuTTa Ans NeBHOI KaTeropii HaceneHHs.

Kayucepdepu B cBoeMy CYB’€EKTMBHOMY CMPUNHATTI NPOBOAATL MEXY MK CBOIM CMiBTOBapUCTBOM i
Typuctammn abo cnifibHoTaMKn TYPUCTIB (3@ aHanorielo 3 cninbHOTaMu CNOXMBaYiB) Ha MigcTaBi couianbHUX
MapKepiB, 3a SKMMU CTOATb NPOTUNEXHI ANS AaHUX rpyn UiHHOCTI. 3a npakTukamn Typusmy, Ha AyMKy Kay4-
cepdepiB, CTOATb €roiCTUYHI i EKOHOMIYHI LiHHOCTI (pauioHanbHICTb, 3aKpUTiCTb, iHAMBIQYyani3aM), B OCHOBI
KayycepiHry nexaTb OyXOBHi i HemaTtepianbHi LiHHOCTI (anbTpyi3Mm, BiAKPUTICTb, KOMEKTUBI3M).

OcHoBHMI BUrpaLl KayycepdiiHra i CnifbHOro CroXMBaHHA B LiNOMY — XXMBE CMifIKyBaHHA. Y marasu-
Hax, pecTopaHax i rotensx T oTpumyeLl 6e3nuKniA CTaH4apTHUIA cepBic, a B CBITi CMiNbHOrO CNOXMBaHHSA —
3a KOXXHOHK piyyto abo MOCnyrol CToATh XUBI Ntogun. JTioacbkmin bakTop, AKUA Tak AOBro i CTapaHHO BUKIHO-
Yanu 3 ycix bisHec-npouecis, oyxe noTpibeH B cy4acHOMY CBITi, A€ NMOAMHA CaMOTHS cepef HaToBny coli
noaibHmx.

Ak i B Byab-aKkomy coujansHOMY 3B’A3Ky, kaydcepdepu, Sk rocnogapi, Tak i rocTi, MOBUHHI 3HATK i po-
3yMiTVM HOpPMWU i poni, SKi BOHW rpalTb oauMH 3 ogHUM B obcTtaHoBLi Couchsurfing. Hopmu mMoxyTe matu Ha
yBasi coujarnbHi BiGHOCMHWU CXBareHHs | HecxBaneHHs, i Te, Wo NPURHATHO, a WO Hi, B CycninbcTBi abo rpyni.

JlloanHa, sika 6epe yyacTtb B Couchsurfing, Wwykae ansTepHaTVBU BenMKoMacliTabHOMY TypUCTUY-
HOMY OOCBiQy i HamaraeTbCcs MisHaBaTU KynbTypW, BUXOASYM 3 NOKanbHOI TOYKMU 30py. He oTpumyoumn goc-
TaTHbOrO 3af0BONEHHSA BiA nNpocToro dotorpadyBaHHsA apXiTekTypu abo BiaBigyBaHHSA MOMYNSIPHUX TypU-
CTMYHMX Kadbe, kayucepdep opMye cnoragn i emouiiHi 3B’s13KM 3 HEe3HaMoMUM MiICLieM 4Yepes3 AOCBig
CMiNKyBaHHS 3 KOPIHHUMW XUTENSMU LUboro Micud. MaHapiBHUK nepectae 3a40BoMNbHATUCA dhoTorpadiamu i
CMNOXUBYMMW TOBapaMn 3 LbOro MiCTa B SIKOCTi MapkepiB 4Yacy. 3amicTb Uboro, BiH 6epe 3 coboto apyxoby i
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crnoragu, siki eMoUiHO 3’€QHYOTh MOro 3 UMM MicuemM. EMOLUInHI cnoragm Npo oTpMMaHe CnifkyBaHHs i B3ae-
MOZIt0, AonomaratoTb OCMUCINEHO 3aBEPLUUTM | 3aCBOITU OTPMMaHWI 4OCBIA.

KayucepdiHr gocuTb HOBE MOHATTS Ans Hawwux TypucTi. NMpoTe kayycepdhepiB 3 kpaiH CHL cTtae
Bce OinbLue i 6inblie Ha npocTopax BiAOMUX canTiB. Lle He Tinbku CTyaeHTM Ta Mano3abesneyveHi rpomags-
HW, a 1 LinkoMm 3amoxHi i gopocni nogun. KayycepdiHr 4ns HUX — Le He roHnTBa 3a 6€3KOLUITOBHUM XUTIIOM B
noisgkax 3a KOpAOHOM, Lie, nepLl 3a Bce, CifKyBaHHS, 3HaMOMCTBO 3 HOBMMM NIOObMMW, @ TAKOX BOOCKOHa-
NEHHS 3HaHHS MOBW i MPOCTO MOpPEe HOBUX eMOLi camMOoCTinHOI nogopoxi. Okpim 6a30BOro MikHapOAHOro
NPOEKTY, € 1 OKpeMi HauioHanbHi Kaydcepdepchbki iHiLiaTuBu. Tak, B YkpaiHi po3suaetbca Shuffle.in.ua —
"Meplua ykpaiHcbka Mepexa rocTHHOCTI". KayucepiHr no-ykpaiHCbku Mae CBOI OCOBMMBOCTI: BiH OpiEHTO-
BaHUA BUHATKOBO Ha BHYTPILLUHIN YKPAIHCbKUN TYPU3M i € NPOCTiUMM Ta AOCTYMHILUUM MOPIBHAHO 3 MiXKHa-
poAHUM aHanoroM. Ha AgymKky 3aCcHOBHMKa YKPaiHCLKOrO CamTy, NepCcrnekTMBU BHYTPILHBLOMO KayvcepdiHry
Ayxe Beruki.

HaykoBa HOBM3Ha ofepXaHuX pesyrnbTaTiB nonsrae B TOMY, WO 34iINCHEHO KOMNNEKCHE AO0ChiOXKeH-
HS KaydcepdiHry B KOHTEKCTI rnobanisauinHux NpoLeciB siK iCTOPUKO-KYNbTYPHOrO heHOMEHY | HOBOI NpaKkTu-
KM FOCTUHHOCTI i Typu3my, npoBefeHe Ha OCHOBI KynbTypPOSIOriYHOI Ta iCTOPUYHOI MeTohonorii. Y pesynbTtari
OOCNiAXEHHS chOPMYNbOBAHO TEOPETUYHI NMOMOXEHHS, LLO Bi3HAYalTbC HayKOBOK HOBU3HOI.

BucHoBok. ligBogayum nigacyMok, MoxxHa 3asHaumTtu, Wwo tema Couchsurfing gyxe akTyanbHa B Halu
yac, TOMy Lo MiCieto JaHOoro NpoekTy €, NepLw 3a Bce, "y4yacTb Y CTBOPEHHI Kpaloro cBiTy". | ue Hauintoe
nofen Ha TpaHCNSLUiI Kpalux 3paskiB CBOEi KynbTypu B rnobanisoBaHuin couiym i 3myLuye 3pobuTtu Lwoch
3HauyLe nig Yac iXHbLOro iCHyBaHHS B LIbOMY CBiTi. ABTEHTUYHUI KyNbTYPHUA AOCBIA, OTPUMaHui Yepes Beb-
CauT, a NoTiM 0COBUCTO 3 MIOAMHOLO, LLIO MOXE NEPEPOCTU B AOBIYHY APYxOY, € HOBOKO MOXMUBICTIO AN Mto-
Aen. BigTak 3amiHIOETECA caMa hyHKLiOHanNbHa HAaNOBHEHICTb MPaKTUK TYPU3MYy, LLO CBIOYUTL NPO BUHWUKHEH-
HS Y LUMPOKOTrO Kora nogen HoBux NoTped, siki He 3a40BOMBbHATLCS B paMKax KMaCUYHOro Typusmy.

CouianbHe gsuwe Couchsurfing nigiiMae Baxnuei NUTaHHS Npo TypuaM i nogopoxi B XXI cToniTTi.
HeobxigHi noganbLwi gocnigxeHHs, wob Bu3HaunTu micue, 3armaHe Couchsurfing B ccpepax rnobanisauii i
MOAEepPHi3My. 3okpema, AOCHiIKEHHA NOBMHHI OUiHUTK xuTTe3gaTHicTb CouchSurfing sik doopmun "anbTepHa-
TUBHOIO TypmuaMy" B HUHIiWHIO enoxy. [ogaTtkosi gocnimpkeHHs mornu 6 nopisHsATKM Couchsurfing 3 iHWMK
HeTpaauUinHMMN B1aamMn nodopoxen. Tako HeobXigHi LOCHioKEHHS couianbHO-KYNbTYPHUX MPUYMH, O
3MyLytoTb 6patn yyacTe B Couchsurfing niogen 3 pisHuUX KpaiH i KynbTyp.
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ICTOPUYHI OCOBJIUBOCTI PO3BUTKY
BIPMEHCbKOIO 36POAPCTBA B YKPAIHI

MeTta po6oT1u - nokasaTu cneuundiky iCTOpMYHOro Po3BUTKY B YKpaiHi OQHOro 3 OCHOBHMX BUAIB XYLAOXHIX peme-
cern BipMeH — 36posipCcTBa - Ta NpoaHanidyBat npobrnemMun HaykoBOro AocnimkeHHs gaHoi Temu. Ocobnuey yBary npugi-
NEeHO NuUTaHHAM aTpubyuii 36poi BipMeHcbKkMX MaicTpiB. MeTogonoris JOCNiHKEHHS BKIIOYAE BUKOPUCTAHHS METOZIB
icTOpu4HOro aHanisy Ta cuHTe3y, a Takox Metoay iHTepnpeTauii. HaykoBa HOBM3Ha nonsirae B o06rpyHTOBaHil nocra-
HOBLi Npo6nemun BUBYEHHST crieundikn BipMEHCbKOro 36posipctea B YKpaiHi ik opuriHanbHOro peHomeHa Ta BUOKpeM-
NEHHi OCHOBHMX Npobnem y Lin cdepi. BucHoBkW. MNpobnemn AocnimKeHHs1 NOB'A3aHi 3 iCTOPUYHOK JOMeK BipMeH,
GinbLUiCTb AKUX XXMNa i NpaltoBana B giacnopi, Toaj sik 36poto HanyacTilwe aTpubyTyoTb 3a KpaiHOK BUrOTOBIIEHHS. ToOMy
3 iCTOPUYHUX LOKYMEHTIB BiAOMO 6arato iMeH BipMEHCbKMX 30posipiB, 0OAHaK He BiJOMUMM 3anuLLalTbCA aTpubyTOBaHI
B3ipuj iXHbOi pob0TK, @ BiATaK — XapakTepHi CTUMbOBI OCOBNMBOCTI NEBHOrO MancTpa.

Knio4oBi cnoBa: atpubyuis, BipMeHu, 30posi, 30posip, KNemMo, Meyd, MOPOXiBHULISA, PYLUHULS.

larok UpuHna SkoeneeHa, kaHOUOam cbunocockux Hayk, douyeHm Kaghedpbl MeHedXXMeHmMa UcCKyccmea
Jlbeosckol HayuoHarbHOU akadeMuu UcKyccme

WcTopuueckne ocob6eHHOCTU pa3BUTUS apMSIHCKOro opyXeiHoro aena B YkpavHe

Lenb paboTbl — nokasaTb cneuuduky MCTOPUYECKOro pa3BUTMS B YKpauHe OOHOro U3 OCHOBHbIX BWAOB
XYLOXECTBEHHbIX pEMECEN apMsiH — OPYXENHOro Aena - U npoaHanuanpoBaTtb Npobnembl Hay4YHOro U3yyYeHnst AaHHOM
Tembl. Ocoboe BHMMaHWe yaeneHo Bonpocam atpubyumnm opyxust apMsiHCKx MactepoB. MeTogonorus nccnegoBaHus
BKIIOYAET UCNOfMb30BaHMEe METOAO0B MCTOPUYECKOrO aHanmsa M CUHTe3a, a Takke Metoda uHTepnpetaumn. HayyHas
HOBM3Ha COCTOMT B 060CHOBaHNM HEOOXOAMMOCTM U3YYeHUs Creundmkn apMsIHCKOrO OpYXeNHOro aena B YKpauHe Kak
OpWrMHanbLHOro heHoOMeHa 1 onpeaeneHnn OCHOBHbIX Npobnem B faHHow obnactu. BeiBoabl. [Mpobnembl uccnegosa-
HWA B 3TOW cdpepe CBA3aHbl C UCTOpUYECKMMU cyabbammn apmsH, 6onbluas YacTb KOTOPbIX Xuna u paboTana B guacno-
pe, Toraa Kak opyxwue, kak npaBuno, atpubyTupytoT Mo CTpaHe U3roToBneHus. MNosToMy M3 UCTOPUHECKMX [OKYMEHTOB
M3BECTHbI MIMEHA MHOTMX apMSIHCKMX OPY>KEWHWKOB, OHAKO HEM3BECTHbI aTpMbyTUpOBaHHbIe 0bpa3subl nx paboTsl, cne-
[OBaTeNbHO — XapaKkTepHble CTUNeBble 0COBEHHOCTM KOHKPETHOIO MacTepa.

KnioueBble crnoBa: apmsiHe, aTpubyLusi, KNnemmo, Med, NOPOXOBHMULA, OPYXKUE, OPYXKENHUK, PYXbe.

Hayuk Iryna, PhD, Associate Professor of art management department of Lviv National Academy of Arts

Historical features of the development of Armenian arms manufacturing in Ukraine

The purpose of the research. The main task of the article is to show the specificity of historical development of
one of the principal types of art crafts of Armenians in Ukraine — arms manufacturing and to study problems of scientific
research of this subject. The special attention is given to the questions of attribution of the weapon made by Armenian
craftsmen. The methodology of research includes methods of historical analysis and synthesis and also a method of
interpretation. Scientific novelty of the research consists in substantiation of necessity to study the problem of the
specificity of the Armenian arms manufacturing in Ukraine as an original phenomenon. Conclusions. Problems in this
sphere are connected with historical destiny of Armenians. Most of Armenian artisans lived and worked in Diaspora, at
the same time weapons are usually attributed to the country of their manufacture. Therefore, names of many Armenian
armourers are known from historical documents, but the concrete samples of their work are unknown, and as a result,
characteristic style features of the work of a concrete master are also unknown.

Keywords: Armenians, attribution, firearm mark, gunsmith, powder flask, sword, weapon, gun.

AKTyanbHiCTb TeMU gocnigkeHHsi. BupobHMLTBO 30p0i BigaaBHa Hanexano 4o NpoBigHUX HanpsiMiB
BipMEHCBKOT BUPOBOHMYOT Ta XYyOOXKHbOI AisinbHOCTI. [poTe Ha CbOoroAHi uinicHe HayKoBe AOCHIIKEHHSA K ic-
TOpIl BipMeHCbKUX 36posipeHb B YKpaiHi, Tak i npuknagHoi cneuundikm 36poi BUpobHMUTBa BipMEHCLKUX MaK-
CTpiB BiACYTHE. Takui CTaH peden cTaB, B CBOK 4Yepry, NMPUYMHOI BIACYTHOCTI I'PYHTOBHUX OOCHIAXEHDb i
kBanicikoBaHOi HaykoBOi aTpubyLii ekcrnoHaTiB CXigHOi 30poi B My3elHMX Konekuisx YkpaiHu. Tomy meTa
OOCHNIAXEHHS — NokasaTtu crneuundiky iCTOPUYHOro pPo3BUTKY B YKpaiHi OOHOro 3 OCHOBHUX BUAIB XYOOXHIiX
pemecen BipMeH — 30posipcTBa Ta BUOKPEMUTM FOSNTOBHI NPOBrIeMy HayKOBOro AOCHIAXKEHHS faHOl TEMU.

Buknan ocHoBHoro matepiany. Po6oTta 3 cdhoHgamu 36poi B My3esx i napanenbHe BUBYEHHS NOOAM-
HOKMX LOCHiAKeHb LWOAO BipMeHCbKoro 3bposipcTea nosa Mexamu YkpaiHu 3acBigyuumnu, Wwo npobnema ar-
pubyLii 36poi BipMEHCBKMX ManCTpiB He NnuLle ManoBmMBYeHa, a hn Hag3sm4anHo roctpa. O6cTaBuHN, WO YCK-
NagHITb BUBYEHHS, aHanorivHi 3 4oCNiMHKEHHAMM BinbLUOCTI iHLWX rPyn eKCNOHAaTiB BipMEHCLKOI KyNbTypu.
3HayHa KinbKiCTb BipMEHCbKMX MalCTpiB Xwuna i npautoBana B giacnopi, a 36poto HanyacTiwe aTpubyTyoTh
3a KpaiHOl BWUroToBreHHs. BignosigHo 36pos, aTpubyToBaHa, 30KkpemMa, sik Typeubka, Nepcbka Yv rpy3viH-
Cbka, MOXe ByTW BUrOTOBNEHa BiPMEHCLKUMU MaWcTpaMu 1N Yy BipMEHCbKUX 36pospHax. [dyxe vacto micue
MOXOMKEHHSA €KCMOoHaTy B My3eMHMX OnuWcax B3arani He KOHKpeTM3oBaHe, Hanpuknag, "cxigHa 36pos”.

©Tlawk . A., 2016
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BicHuk HauioHanbHoI akagemii KepiBHMX KaapiB KynbTypu i mucteuTs Ne 2°2016

Togdi sk BU3HaYeHHS BUPOBIB HaBIiTb K "KaBka3bKkux" HAATO LUMPOKE, afXe iCHYITb YiTKO BU3HAYeHi PisHOBU-
AN KaBKka3bKoi 30poi — Yepkecbka, OCEeTMHCbKa, KybaymMHCbKa, aBapCcbka, fakcbka, rpy3vHCbKa, BipMEHCbKa
Towo. Ta i cepepn 3akaBkasbKol 36poi (00 AKOT BIGHOCUTLCSA, 30KpeMa, BipMeHCbKka) BUAINUTK 36poto BipMeH-
CbKNX BUPOOHMKIB 4aCTO HEMOXINBO, OCKIMbKW, Ha AYMKY MpPOBiAHOro daxisus 3i 30poi Hapoaie Kaeka3sy
E.I". AcTBauaTypsiH, 36posi, BUrOTOBMNEHA BipMEHCHKUMM MalcTpamu (3a BUHSITKOM Takoi, Ha K € Knenmo
MancTpa abo BipMeHCbKi Hanucu), Mana ogHakoBy 3 rPy3MHCLKUMU POpMy Ta OPHaMEHTUKY, @ Hanmcy Ha Hin
Mornu 6yTu rpy3nHCLKoO, apabcbkol, TypeLbKo i iHwumn moBamu [1, 10]. | xoya 3a gogaTkoBMMM O3Ha-
KaMu — popMOI0 KnnHKa, hOPMOI0 Ta 03400NEHHAM PYKIB'S Ta MiIXOB — MOXHa BCTAHOBUTU MiCLie BUrOTOB-
NEeHHS KNWHKa, Ta YacTo O4WH MancTep, 3a 6akaHHSAM 3aMOBHUKA, Mir BUTOTOBNATW KIUHKN Pi3HOT hopMu.

Micna pocincbko-nepcbknx Ta PocinCbKo-TypeLbkmx BiMH nepoi non. XIX cr. KaBkas i 3akaBka3sss
Oynu BKroYeHi Jo cknagy Pocinicbkol imnepil. Bei 3akaBkasbki 3eMni yTBopunv 3akaBkasbkuid KpaK, 3rogom
noginenunn Ha Tudnicbky, KyTtaiceky, EpiBaHCcbKy, €nucasetononscbky Ta LlemaxiHebky (3 1859 p. — bakiH-
CbKy) rybepHii Ta Kapcbkuin okpyr. AOQMiHICTpaTUBHMM LEHTPOM Kpato cTtaB Tudpnic, Hanbinblie Ha Ton vac
micTo 3akaBka3sss (B 1848 p. HanidyyBaB 6n. 30 TUC. HaceneHHs, Toai Ak €nucasetononb, Axanuux, LWywa,
EpiBaHi — 6n. 12 Tnc., a HaxiyeBaHb, Tenasi, baky — nuwe no 4-7 tuc.). ¥ XIX cT. MicTo 6yno ogH1m 3 Han-
GinblwKnx BMPOGHKMKIB 30poi Ha Kaekasi, ogHak 36posipaMu TyT HandacTiwe Oynu micueBsi BipmeHu, pigwe —
rpyauHun. BipmeHcbki MancTpu npautoBanu B 6aratbox Mictax pysii Ta CxigHoro 3akaBkasssa. 3rigHo 3 ap-
XiBHUMU gaHumun, B 1842-1917 pp. Ha 3akaBkassi 3 454 36pospie 237 6ynu BipMmeHamu, 3 3405 cepebpsiH-
wmkis BipmeH — 1579 oc. [1, 326- 357].

Cnig TakoX BpaxoByBaTH, LLO TOYHO BU3HAYUTU ETHIYHY NPUHANEXHICTb MaUCTpPIB 3a NpisBuLLamMn He
3aBXAM MOXIMMBO: YacTO NpPi3BMLLA BIPMEHCBKMX MAaNCTPIB 3anMcyBanu Ha pociicbkuin nag. Tak, Hansigomi-
WwuMu Tudniceknmmn 3éposipamm nepoi nomn. XIX ct. 6ynu BipMeHcbka pogmHa €nizaposux (Eniaposux) Ta
BipMeHuH Mocud Monos (Ocun Manos). CTapunii cuH Meypka Eniaposa KaxpamaH 6yB BUM3HaHWIA HalKkpa-
wmm 36posipom Tudpnica B 1828 p. [1, 396]. Hanucn Ha Bupobax BipMEHCHKMX MaNCTPiB TaKoX MOMn ByTu
apabCbKkoto, TypeubKo, rPy3NHCHKOID MOBaMU, HaBiTb MYCYNbMaHCBLKOro 3MIiCTy: Hanpuknag, Ha wabni po-
6otn Neypka HanucaHo "Pabotan Keypk" Ta "Hema repos, kpim Ani, Hema meda, kpim 3ynbdakapa", Ha
wabni pobotn Enpema Eniaposa Hanuc "Enpem Axkoposuy Eniapod” 3pobrneHo apabcbkumu niTepamu.
"CTapoBUHHWIT TUMICbKMI 36posip" BipMeHnH Mocud Monos, 3riaHo 3 pisHUMKM AaHuMK, BBaxascs B 30-x
pokax XIX cT. HankpaLmum MancTpoM 36posipHOT cnpasw, yCnaakoBaHol B MOro poauHi "3 Yacis uapiB rpy3uH-
cbkux..." [1, 398-401]. OTxe, BU3Ha4YeHHs "36pos TMAMICEKMX MaNCTPIB" 30BCIM He TOTOXHE TepMiHy "rpy-
3MHCbKa 36pos". 3a gaHumum E. AcTBauaTtypsH, SIKLWO aHanisyBaTu 3a iMeHamu penirinHo-HauioHanbHWn
cknag Tudnicbkux 36pospis XIX cT., BUManboByeTbCH Taka kapTuHa: 80 BipmeH, 10 rpyauHis, 9 mycynoman-
Tudpnicuis, 8 garectaHuiB, 0OANH MyCylbMaHWH — Nepc, ABOE POCiSH; Y 29 MalcTpiB HaUiOHaNbHICTb BCTAHO-
BUTW He BAArocCs, OCKIMbKM iMeHa MOMMW HamnexaTu O4HaKOBO K rpy3nHaMm, BipMeHaM Ta MycyrbMaHaM.
Cepen maincTpiB, AKi npukpawanu 36poto (CepebpsHLLMKIL), TONOBHE MicLie nociganu BipMEHU Ta rpy3uHMU.
3aranom aHanoriyHa cuTyauis byna xapakrtepHa Ans BCboro 3akaBKka3bKoro Kpato.

TOMNOBHOK 03HAKOK Ans BUOKPEMITEHHS 3aKaBKa3bkoi BOrHenanbHoi 36poi cTae npukpallaHHs cpib-
HUX geTanen — obonmuub Ta Haknagok. CTeonu Gynu 3a3Buyar BUKOHaHI 3i ctani abo OykeTHOro gamacky Ta
npuvKkpaLleHi CTUNi3oBaHUM POCAMHHUM OPHaMEHTOM. |HoAi Ha HWUX 3yCTPIYaoTbCA rPY3MHCLKI abo BipMEHCHKi
Hanucu. B opHaMeHTi nepeBaxatoTb CUMETPUYHI Ta HECUMETPUYHI cTebna-B'lOHKM 3 NMUCTOYKaMU, PO3eTKa-
MK, ByTOHaMK, BUKOHaHI HErnmmMboKMM rpaBipyBaHHAM Ta YepHo. BaXnuBmum MOMEHTOM ANS BU3HAYEHHS 3a-
KaBka3bKoi 36poi € npuKkpallaHHsa noxa, Ae WMPOKO BUKOPUCTOBYBanacs iHKpycTauis 3 KiCTAHMX Ta nepna-
MYTPOBUX BCTABOK Pi3HOMaHITHOT (OpPMU — POMBUKIB, KPYXKOYKIB, AFMHOK, @ TaKOX 3 KPY>KOUKIB, CKNageHux 3
KICTSIHUX Ta pPOroBMX TPUKYTHMKIB, LLO YacTo BXMBAnocs y Gnun3bKoCXigHin iHKpycTaLii, 3okpemMa, TypeLbKol
30poi. Knuhaxanu, pywHuui Ta KpeMiHHi nictoneTy Takoro Tuny 36epiratotbes y hoHaax HauioHanbHoro my-
3elo icTopil Ykpainu [2, 238-239].

CTtocoBHO BorHenansHoI 36poi Ang Hac uikasiwwmm € iHwe: B XVI-XVII cT. Ha KaBkasi usa 36pos byna
NPUBO3HOIO, i NepeBaxanu T.3B. "kpuMcbki" cTBonu. B 2-in non. XVIII cT. dpaHuy3sbkuin koHeyn y Kadi Kapn
MencoHenb nosigomnss, wo 3 Kpumy ao Yepkecii yepes Tamanb i3 1750 no 1760 p. wopiyHO BBO3UOCA
"1000 pyxemnHux cTteBonis 3 baxuncapat". |. [xopaxaase NosiCHOBaB Le TUM, Lo 3aBi3 36pol, 30kpema, €B-
ponewncbkol, nwos Yyepes Kpum. OgHak, Ha oymky E. AcTBauaTypsiH, HAgBHICTb "KPUMCbKMX" pYLUHWLb Y BCIX
Hapogis [MiBHi4HOro Kaekasy i 3aBi3 HaniBdabpukaTie 3 Baxuncapato csigyatb He nuwe npo ponb Kpumy B
TPaH3WTHIN TopriBni, a h Npo caMmocCTiliHe MicLeBe BUpOoOHMLTBO [1, 372].

KpvMcbki CTBOMW MaloTb MaloTb BoCbMUrpaHHy abo kpyrny dopmy, 6ins ka3Hu noToBLleHi Jo 27-29
CM., 10 Ayna MoCTynoBO 3BYXyTbCa Ao 19-22 cm. Kpyrni ctBonu matoTb 6ing ayna HeBenuki po3tpyou 2-3
cm. [loBxuHa cTBoniB konmneaeTbea Bif 95,5 0o 119 cm, nepesaxae poamip B 112-114 cm. Bci ctBOnu maroTb
7 abo 8 rBMHTOBMX HapisdiB. Ha GinbLUOCTi CTBONIB pyLUHMLE NO OQHOMY KNenMy, Ha Aesikux — No ABa: ogHe —
Ha cepeaHin rpaHi nepeqn BEPLUMHOK cepel OpHaMeHTy MATUrpaHHol, pigwe nucrtonogdibHol dopmu — ue
iM’a MancTpa- CTBOMbLUMKA; Apyre KnenMo nuctonodibHol dopmu 3 Hanucom "imTixan" (BunpobysaHo) Bubu-
Te Ha 6okoBil rpaHi 6ina npuuina. Lie knerimo wmpoko Bxueanocst B OcmaHcbki imnepii. E. AcTBauatypsiH
3a3Havae, Wo "ogHOTUMHICTL NpUKpac Ta Hanucie, CNOPiAHEHICTb AaTyBaHb Ta KNenmo "iMTixaH"... HaBoAATb
Ha OYMKY Mpo iCHYBaHHS IKOFOCb €AMHOIO MOTYXKHOMO LIEHTPY 3 HanaroAXXeHNM BUPOOHULITBOM... AKLLO Halle
NpUNYyLLEHHS LWoA0 KPUMCBKOro MOXOMKEHHS CTBONMIB CripaBeAnvee, TO TakMuM LIeHTpoOM Mir 6u 6yTn Baxum-
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capan" [1, 76-77]. Okpim uporo, 3rigHo 3i cBigyeHHsMK [NeincoHens, 3 baxuucapasa Ta Kadu go Yepkecii
npuBO3uNM Big 2 Ao 3 TUC. cigenbHux nenyukie, 3 Kapacy (Kapacybasapa) — 2-3 Tuc. TebiHkiB, 3 baxuncapas
Ta Axmegwuaa (Cumdpeponons) — 6. TUCAYi nap cTpemeH, 3-4 TUC. KIHHUX By3geyok, 4 Tuc. nigkis, 10 Tuc.
OAVHUL KPUMCBKOrO YEPBOHOrO, XXOBTOMO Ta YOPHOro cam’'sHy. ®paHuy3 3asHadas, Wo B Kpumy 4yaoBo Bu-
roTOBNSATL AYyXe 3pYYHi, THYYKi Ta AelweBi TaTapcbki ciana, Benuky KinbKiCTb AKX LLLOPOKY BMBO3ATH OO0
Yepkecii, Mongasii Ta Banaxii [8, 185-187/194]. Cigna Takoro 3pasky 36epiraloTbcs y JIbBiBCbKOMY iCTOpUY-
Homy my3ei. OKpiM LbOro, B Moro poHgax € gekinbka vyenpakis, KIHCbKMX MOMOH Ta YOXIiB, aTpubyToBaHWUX K
cxigHi abo TypeLbki, YHaCTUHa SKUX MOXe TakoX ByTn poBOTO BipMEHCLKUX MancTpiB [2, 241].

CeigyeHHs lericoHens Ta npunyweHHa E. AcTBauaTtypsH NiATBEPOXYOTb AOCHIOKEHHS KPUMCBKMX
BYeHUX. 3rigHO 3 gaHumMm M. HikonaeHko, TpagauuinHUMmM LeHTpaMmn KpUMCbKMX pemecen Ao XIX CT. BKMYHO
oynu micta baxuncapan, Kapacybasap, €snatopia — gaBHi n 0gHi 3 HanMbiNbLWKnX ocepenkis BipmeH Kpumy. B
1825 p. TaBpivicbkuin rydepHatop . Hapuvwkin nosigomnsas y CaHkT-leTepbypr, Wo TyT € peMicHuYi Man-
CTEepHi — LUKIpsAHI, CigenbHi Ta iHWi. "3HayHe Mmicue y rocnofapcbkomy XUTTi rybepHil nocigana npoaykuis
LWKIPSIHOrO Ta cam’saHHOro BUPOBHWUUTBA...., AKICTb BUPOBIB AkmMx Oyna Bucokow. Ocobnmeo UuiHyBaBcA
can’sH..." [7, 63-70]. Tob6TO, NOeTbLCA NPO NPOMUCAN, B SIKUX BiPMEHM 30aBHa YTPUMYBanu KIo4oBi No3nLii B
Pi3HWNX KyTOYKax CBITY.

M.C. Nannac nig Yac nogopoxi no Kpumy B 1793-1794 pp. Haniume y baxuncapai 13 WwkipsgHUX ma-
HydakTyp, a wopno Kapacybasapa 3ayBaxus, WO "TyT xuBe GaraTo peMiCHUKIB Ta € 6araTto can’stHHUX Ta
HLWX LWKIPAHUX MaHKydaKTyp, a TakoX MUNoBapeHuX, CBIYHUX Ta iHWWX, a TaKoX MancTepeHb Lernspis,
YepenuyHukia Ta iHW.". Mucas M. Mannac i npo 36pospi., Ski BUrOTOBASANMW, OKPiM XornogHoi 36poi ("ocobnu-
BOI yBaru 3acnyroByloTb LUNaxHi MaucTpu B baxuucapai"), "ayxe BUCOKOI AKOCTI pyLIHULI", K Haa3BUYanHO
BMCOKO LliHyBanucs y Bcin OTToMaHcbkin imnepii [7, 63-70].

IcHyBaHHS y Baxuncapai NoTYXHOro LIeHTpY 3 BUPOOHMLTBA 36pOi € LiNKoM MMOBIpHUM, K i Te, WO
He OCTaHHIO posib y HbOMY BigirpaBanu BipmeHu. 3okpema, B pykonuci MateHagapaHy Ne 8815 (n. 28 3B.)
sragyetbed, wo B 1-in usepti XVIII cT. 36pospom kpumcbkoro xaHa Anamart-lipes 6ys "pogwmd... Tep-
Mapkoca... HenepemoxHuin Mapkoc ara margeci..." [6, 51]. OgHak CbOrogHi Lie NpUNyLeHHsT I'pyHTYETbCA
GinbLUe Ha iICTOPUYHMX 3aKOHOMIPHOCTSAX PO3BUTKY BiPMEHCHKOI KyrbTypu Ta Ha NOPIBHANBHOMY aHanisi XuT-
T BipMeH Kpumy Ta YkpaiHu 3aranom, a TakoxX Ha ornocepeikoBaHuX AaHuX, aHiK Ha NPsSIMUX JOKYMeHTanb-
HUX JKepernax Ta nam’siTkax KynbTypu.

3a3Buyan BipMeHn Oynu 3agigHi Sk y BUpobHUUTBI 36poi, Tak i B TopriBni Heto. CyMHiBHO, 06 ak-
TUBHE MocTayaHHsA KpMMCbKoi 36poi Ha KaBka3 Bigbysanocsi 6e3 ixHboi yyacTi: B. MikaensH nuwe, wo Bip-
MeHcbKi Kynui KpuMmy nigtpumyBsanu TicHi cTocyHkn 3 Abxasieto Ta Yepkecieto. 3 kiHua XVIII cT. BipmeHu
Kpumy Ta ix cniBeiT4n3HMKM 3 Hop-HaxivyeBaHi 1 TypeydnHu nociganv Barome Micue y Toprieni NiBocTposa 3
panoHamn A3oBcbkoro b6acenHy, MiBHiyHoro KaBkasy Ta TypeyuunHu. |13 7 ToproBenbHux kopabnis €snatopii
Ta deofocii ABa Hanexanu BipMeHaMm, a Ha iHLIUX BenuKy YacTUHY TakoX CTaHOBMUIM BipMeHU-Cy>X6oBLi 1
Kynui [6, 163-164]. ®eopocincbkuin KyneLb — BipMeHUH TopocoB MaB y Yepkecii CBOIX TOproBux areHTiB. 3a
noro oilinHMm nogaHHaAM ypsag B 1826 p. Ao3BonmB heof0CiNCbKii MUTHUL, 0O BCTAHOBIIEHHSA KEPYEHCh-
KOro KapaHTuHy, 6e3MUTHO NponyckaTh ToBapu 3 Yepkecii Ta Abxasii go Kpumy [3; 6, 164].

OkpiMm kpumcbkoro baxuucapato, NOTY>KHUM LeHTpoM BUpobHULTBa 36poi B YkpaiHi 6yB JlbBiB. Ha
OYMKY 3HaHOro y i ranysi cpaxisus b. MenbHuka, micto 6yno "BilicbkoBo-cTpaTeriyHo 6a3oto, sika nocrada-
na 030POEHHS NPaKTUYHO ANst BCbOrO CXiAHOro npukopaoHHs" [5, 67-74]. BupobHuuteo 36poi y JIbBOBI, AK Yy
BCiX CepenHbOBIYHMX MicTax, Oyno opraHizoBaHe 3a LLEXOBOK CUCTEMOLO. TyT BUIrOTOBMANYM BCi ii BUAW: Xonoa-
Hy, BOrHenarnbHy, KngarnbHy, 3axucHy [4, 42-48]. Ockinbku, Ha BigMiHY Big 3axigHoi €sponn, y Pevi MNocnonuTin
36POI0 MOITIM HOCUTW He FULLE LUMAXTWYI, a ¥ MilaHK, Lie CYTTEBO CMPUSIIO 3POCTaHHIO MOMUTY Ha Hel.

Bn. INosvHcbkuin BBaXaB, Lo "BipMeHM JIbBOBa B OCHOBHOMY Ha 36poi Ta KOHsiX "pobunu dopTyHy" [11].
Tak, nbBiBCbKMM BipMeHuH Kwnwtod AH BepHaToBmd npogas nigkaHuneposi Benvkoro KHasiBcTBa JIMTOBCHKOrO
Borycnaeosi Crnyxuj KoHeW, CnopsamkeHHs Ta 36poi Ha 32 Trc.3n. Okpemi po3Biakv cBigYaTb NPO iCHyBaHHSA Bip-
MeHCbKUX 30posipeHb Y JbeoBi Bxe y XV cT. A B XVI-XVII cT. J1bBiB, 04EBMAHO, CTae HaM3HAYHILLMM OCEPELKOM
BipMEHCbKMX BMPOOHUMKIB 36poi 3axigHoi YkpaiHu. Monpu ue, sk nucas Ha noyvaTtky XX cT. P. MeHkiubkui, Big Tiel
CTapOBMWHHOI, Oy>Xe BMPa3HOI Ta XapaKTepHOI 30pol NbBIBCbKMX BiPMEHCBKMX MaMCTPIB Mano Lo 3anuLmnmnocs.
BurotoBnsanu BipMeHu 14 NONbCbKy 36poto, sika Mana BigYyTHi BipMeHcbki Bnnveu [14].

3rigHo 3 gocnigpxkeHHamn b. MenbHuka wocosux (nogatkosux) kHur LIOIA y Nbsosi, B XVI-XVII cT. B
MicTi npautoBano 6araTto BipMeHcbkux 36pospis: Apaken (apaki, T kiH.1677 abo noy. 1678), BooBa nyyHuka
Apakena (2-ra non. XVIl-noy. XVIII ct.), Bantasap — BipmeHuH, beagpoc, Mapk lNipamosud, MapTipoc (Mmo-
BipHO, BiH e Cedep MapTipoc, sragaHun 1662-66 pp.), MiHac, MoBaHHec MakctoToBud, MoBaHHEC TypuUuH,
Cedbep, Cedeposuy, Akyb (2-ra non. XVII ct.), Akyb Kipymosuy (Kepumosuy, 2-ra non. XVII ct.), Aky6 IMi-
pamoBuy MapkeBuy (kiH. XVII-nod. XVIII cT., MaB, okpimM TOro, KpaMHULo cxigHux ToBapis "TypeLbkun cknen”
Ha nn. PuHok, 39), Ax-cTpinbHuk (2-ra non. XVI cT1.), AH (noy. XVIII cT1.), AH FNoBaHHec (no4. XVIII cT.), AH
Camyenosuy (kiH. XVII-noy. XVIII cT.), AckeBu4 MNony6 (TopryeBas ApoTvkamu Ta niykamu, 2-ra non. XVII ct.),
Ackeuy AH (2-ra non. XVII cT1.), Atap-cTpinbHuk (nod. XVIII cT., ogHak, Yn BipMEHWH, TOYHO He BiJOMO);
mMancTep AHagpeac (3ragyetbesa y 1569 p.; un 6yB BipMEHMHOM, HaMeBHE cka3aTh HE MOXHa, NuLe 3a3Hade-
HO, Lo BiH XMB 6inga "BipMeHcbKoi nasHi", cyvacHa Byn. 6. XmenbHuubkoro, 6insa 3anisHuyHoro nepeisgy). |
ue, (9K 3asHavae b.MenbHUK), Janeko He BUYepnHi AaHi, OCKiNbkK 1 Togdi Byna nowmpeHa npakTuka yxXunsH-
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HS Bif cnnaTtu noAaatkiB, 3anucyBanucs nuwie imeHa 6es npissuLl, MancTpm YacTo MiHANW agpecy, a 6e3 npi-
3BULLA BaXKO (iHKOMW N HEMOXITMBO) ifgeHTUdiKyBaT ocoby [5, 67-74].

Y XVI-XVII cT. cepen 36posipiB Takox iCHyBana nesHa cnewianisauis: KyLHWKK (Burotosnsanu apba-
neTun), NYYHUKKN i CTPIFIbHUKN, MEYHWUKW, MaHUMPHUKK, NUBAPHUKN rapmat, NOPOXiBHUKW i LUMXTepU (MancTpm
py4HOI BorHenansHoi 36poi). JlydHukiB y JlbBoBi 6yno Hebarato, HanpukiHui XVII cT. BOHW cTaHOBUNU OAWH
uex i3 CTpinbHMKaMu Ta rantyBanbHUKaMu. HanuncneHriwmmn cepep BupobHukiB 36poi y JTIbBoBi bynn meu-
HukK. CnepLly BOHW BXOOMUMM A0 CMINbHOMO uexy Kosanis i critocapiB (40 HUX BKIKOYanu TakoX HOXiBHUKIB,
NaHUMPHUKKIB i camocTpinbHukiB). Jlnwe B 1574-1589 pp. 3acHyBanun okpemMuii Liex, a MOXITMBO, 1 paHilue,
OCKinbku We B 1445 p. 3a Me4YHMKaMuK 3aKkpinunum okpemy obopoHHy 6aluTy. PiBeHb NbBIBCLKUX MEYHWKIB OyB
Oy>Xe BUCOKUIA: MEYHUK ByOb-AKOro MObCLKOro MiCTa BBaXKaBcs (haxiBLeM nuvile ToAi, Konv oTpuMyBaB BiJ-
noBiaHe NioTBEPAXEHHS Bif NbBIBCbKOro abo kpakiBcbKkoro uexis [5, 67-74]. MNepiog HanbinbLIOro poskeiTy
uexy MevHukie npunagae Ha 2-ry non. XVII ct., ogHak Yepes 100 pokiB, 3a ABCTpil, y 1772 p. BOH/ 30BCIM
3HMKaTb. 3 MbBIBCbKMX MEYHMKIB, 3rigHO 3 LUOCOBMMW 3anvcamu, BipMEHWHOM, WMOBiIpHO, ©yB AcnaH-
MEYHUK, aKui npautoBas y 1686-1694 pp.

MoxnuBo, B 60-x pp. XVII cT. BipmeHcbka 36posipHs 6yna Ha nn. PuHok, 38 (T.3B. Binb4ykoBcbka
KaM’siHULSA), OCKiNbKK, 3rigHO 3 LLOCOBUMW KHUramu, 5 nbBiBCbKMX 30posipiB-BipMeEH xunn (abo npautoanm)
came TyT: Mapko lNipamoeu4 B 1660 p., MoBaHHec TypumH — B 1666 p., MapTipoc — B 1662-1665 pp., begpoc —
B 1660 p., Kipymosuy — nisHiwe, B 1680-x pp.

Ha cborogHilHi aeHb 36epernucs nuile NOoUHOKI (3 aTpnbyToBaHMX) 3pasku pobOTU NbBIBCbKMX
BipPMEHCbKMX 30p0sIpiB, MPUYOMY, XOAEH 3 HAX He 3HaxoauTbCs B YkpaiHi. 3anuwaeTbea 1 npobnema ineHtudi-
Kauii BUpoOiB Ta ix BUPOOHUKIB: 3 AOKYMEHTIB BiJOMi iMeHa BipMEHCBKUX 30pOosipiB, ane HeBidOMa >XOA4Ha KOH-
KpeTHa piy iXHbOI pobOTH, TOMY BU3HAYUTW XapaKTepHi CTUNICTUYHI 0COBNMBOCTI POBOTU OKPEMOro MancTpa Ta
BCTaHOBUTU iM’A MalcTpa-30posipa KOHKPETHOrO BUPOOY Ha HWHILLHIN AeHb OyXe cknagHo. [Jo TOoro X, ManucTpu
He CTaBMNM Ha BMpobax CBOIX KnerM, He nucanu imeH. Tomy i B JaHOMy BUMafKy eKCcrioHaTh aTpubyTyroTh 3a
micuem BUpobHULTBaA (aHanoriyHo 3 KaBka3om), Hanpuknag,: "Bupib nbBiBCbKOI BipMEHCHKOI MaCTEpPHI".

OpaHak, MOXHa NpuUnNycTUTW, WO wabnd, Aka HUHI 3HaxoauTbes B HapogHomy my3sel B Kenbuax
(MonbLwa) i atpubyToBaHa sk Wabnsa poboTu nbeiBCbKMX 36posipiB-BipmeH cep. XVIII cT. (?), moxe 6yTn Bu-
pobom AcnaHa-meyHuka. Ha knuHky wabni 306paxeHHsa nesa i Hanuc "AcnaH" (3rigHO 3 onucom, Ta, oye-
BMAHO, He AcnaH, a AcnaH, Lo B nepeknagi o3Hadvae nes). 3rigHo 3 3anucamu, Wwabnsa paHille 3Haxogunacs
y BipmeHcbkomy my3el JlbBosa [13, 118, Ne 147]. Yac BUroToBneHHs BU3Ha4YeHO YMOBHO. TOX, AKWwo AcnaH
— ue iM’a MancTpa, MOXXHa MPUNYCTUTK, WO MOEeTLCA caMe Npo MbBIBCbKOro AcraHa-MedHuka, 3anmcu npo
SIKOTO € B MICbKMX KHUrax 3 1686 no 1694 p. [5, 67-74]. lNeBHi AOoOATKOBI 03HAKM TaKOX 4al0Tb MOXMUBICTb
npunyckaTu BipMeHCbKe BUroToBrneHHs 36poi. Hanpuknag, Jlouis XapesivyoBa 3ragye, WO BipMEHU 4acTo
BCTaBNsANn B edpec wabni ocobucty nevatky [10, 20]. OgHak, cama no cobi us o3Haka 6€3yMOBHO CBIAYMTb
nuLe Npo BipMEHCBLKOro BriacHUKa 36poi, ane He Npo il BipMeHCbKoro BUpobHuka [2, 245]. B doHgax Hauio-
HanbHOro My3€el0 YKpaiHCbKOro HapO4HOro AeKkopaTMBHOIO MucTeuTBa 36epiratoTbea ABi nopoxiBHuui XVIII
CT., 3pobneHi 3 KiCTKW, NPUKpaLLEHOI Pi3bbneHHAM Ta iHKpycTauielo cycanbHUM 30M0TOM. AHanoriyHi nopo-
XiBHUL, aTpnOyTOBaHI Sk BMPIO NbBIBCbKMX BipMeEH — eMirpaHTiB 3 [epcii Ta TypeyumHu, npeacTaBneHi y My-
3enHin konekuil BaBenbcbkoro koponiBcbkoro nanauy [2, 245; 9, 20, in. Ne 248].

Lle aBi wabni pobotn nbBiBCbKMX 36pospis-BipMeH cep. XVIII cT. 3HaxoasaTbcs cborogHi B Mysel
YapTtopuicbknx — Ne MNK.XIV-61 i Ne MNK.XIV-63 [13, 120]. OgHa 3 Hux — ue wabns, aky Agam borgaHo-
B4 nogapyeaB Tageywesi KocTiowwky, npo wo nucas Makcumin Naga BorgaHosud (pykonuc). MakcumiH
po3noBiaas, Wo Noro dia Agam mMaB ABi 0O4HAKOBI KOLITOBHI kapabeni (KpuBi Wwabni), ogHy 3 sikux BiH nogapy-
BaB CBOEMY CUHOBI AHy (b6aTbkoBi MakcumiHa), konu Bigaas manoro naHosi Mypagosudy, a apyry — Tage-
ywy KocTiowwky, konuv Tor B 1786 p. noBepHyBcs 3 AMepuku 4o MNonbLui.

LLla6bni, 6y3auraHm pobotn BipMeHcbKkux 36posipiB JIbBoBa 3HaxoaATbCsl Takox B HapogHomy mysei
MosHaHi, OkpyxHOMy My3ei B XKewwysi, HapogHoMy Mysei Kpakosa, HapogHomy Mysei B Kenbuax [13, 113-
120]. We Bigomo, wo go Benukoi BitTunsHaHOI BiMHWM y nbsiBcbkomy My3sel kopons AH [l Cobecbkoro Ta B
konekuii B. OxexoBumya (3 1940 p. — y JIbBiBCbkOMY iCTOPUYHOMY My3ei) Bynu Tpu BipMeHCbki Lwabni-
opavHkn XVIII cT., 6arato 03gobneHi cpibnom, nasypmutomM, YepHIO, Ha OLHIN 3 AKUX HanucaHe BipPMEHCHKOH
MOBOIO iM’S1 BnacHuka "Apictakec" i noctasneHa garta "1140" (1691 p.). Ui wabni 6ynu npeacrasneHi Ha Bu-
cTaBuji 3000yTKiB BipMEHCbKOI KynbTypu Y JIbBoBi B 1932 p. i, sk 3a3HaumB P. MeHkiubkuiA, 6ynu "eguHumm
npegmeTtamu Ttakoro poagy B MNonbuwi" [12, 8-9]. B 1944 p. HiMUi nnaHyBanu BUBE3TU iX Pa3oM 3 iHWUMU ek-
crnoHaTamm go HimewunHu, ogHak y 3axigHin MNMonbLui KonoHy po3dombunu, i YacTuHa ekcrnoHarTis, 30Kpema, 1
Ui wabni, 3HMKNa.

BigTak, HaykoBa HOBM3Ha JOCHIMKEHHA nonsrae B 00rpyHTyBaHHi HEOOXIAHOCTI BUBYEHHS crieumdikn Bip-
MEHCbKOro 36posipcTBa B YKpaiHi ik OpyriHanbHOro oeHoMeHa Ta BUOKpEMIIEHHI OCHOBHMX NpobreM y L cdepi.

BucHoBkW. 3aranom MOXHa KOHCTaTyBaTu, WO paxoBe AOCHIOKEHHS iCTOpIi Ta npuknagHoi cneum-
ik BipMeHcbKoro 36pospcTea B YKpaiHi 3HaxoguTbCa B 3apOAKOBOMY CTaHi, MONpu Te, WO iCTOPUYHI CBia-
YEHHS1 NOKa3ylTb BaXIMBY PONb BIPMEHCLKMX MaWCTpPIB y Ui ranysi. MNpobnemu y Uin cdepi nos’s3aHi 3 ic-
TOPWUYHOK Aofneto BipMmeH, BinbLiCTb SKMX Xuna i npautoBana B Aiacnopi, Todi Ak 36pot HanyacTiwe
aTpubyTyoTb 3a KPAiHOK BUFOTOBMEHHS.
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NOCTPONbKIIOP AK NMPEAMET 'YMAHITAPHUX OOCHIAXEHbDb:
A0 NMNOCTAHOBKW NMUTAHHA

MeTa po6oTu nonsirae y po3rnsgi NocTdonbKnopy sk npegmeTa TEOPETUYHUX AOCHIMKEHb Y T'yMaHiTapHOMY
avckypci. MeTogonoris 4ocnigKeHHs NONsirae B 3aCTOCYBaHHI 3aranbHOro HaykoBOrO NMPUHLMMNY 06’€KTUBHOCTI, KynbTy-
POMOriYHOro, CTPYKTYPHO-CEMAHTUYHOIO Ta aHaniTU4HOro METOAIB Y BMBYEHHI TEOPETUYHMX Mpaub rymaHiTapHoro Ha-
npamy (inonoriyHmx, OnbLKNOPUCTUYHUX), NPEeAMETHE MNore SKUX NoB’sa3aHe 3 NOHATTAM noctdonbkrnopy. Haykosa
HOBM3Ha pobOTU nonsarae B KOMMIEKCHOMY PO3rnsigi NOHATTS NOCTONLKIOPY siKk NpeaMeTa rymaHiTapHux AocnigkKeHb
Ta BWU3HAYEHHIO HEOOXiOHOCTI KyNbTypONOriYHOro OCMUCNEHHS MOro OEHOMEHOSONIT Y KOHTEKCTi TEHOEHUIN pO3BUTKY
CydacHOi KynbTypu. BucHoBKW. B pesynbTaTti AOCMIgKEHHA BCTAHOBMEHO, LLO NOCT(ONBLKIOP SK ABULLE CyHaCHOI KyIlb-
TYPU € FEHETUYHO CMOPIAHEHUM 3 KNACUYHUMU (DOMNBKITOPHUMU 3pas3kamMu, NpoTe 3a CBOIMU 30BHILLHIMW Ta BHYTPILLHIMK
O3HaKamu i xapakTepncTMKkaMm BCe X HanexuTb 40 SABULL MPUHLMMIOBO HOBOMO KYNbTYPHOIO PiBHS, TBOPW SKUX HE nuwie
BigoGpaxaroTb MO3aiyHy AIACHICTb, a 1 akyMyIol0Tb Ta TPAHCMIOKTE LiHHICHI 3Ha4YeHHs, iaei Ta ineanu couiymy, BUCTY-
nar4un CBoepigHMM cTabinisylo4ymMm Hayanom B OCMUCHIEHHI COLLIOKYbTYPHUX peanii.

KntouyoBi cnoBa: nocTdonbKknop, KOMyHikauiiHi Mepexi, iHTepHeT-onbKnop, onbknopucTuka, couianbHi
NPaKTUKWN.

Henucrok XanHa 3axapoeHa, kaHOuGam Kyrnbmyposoauu, HadaslbHUK omdenia Hay4YHou U pedakyuOHHO-
usdamenbckol dessmenbHocmu HayuoHanbHoOU akademuu pykogoosilux kadpos Kyribmypbl U UCKyccme

MocTdonbKNop Kak npeamMeT rymaHUTapHbIX UCCreAoBaHUN: K NOCTaHOBKEe BOnpoca

Llenb paboTbl 3aknoyaeTcs B pacCMOTPEHNM NOCTOIbKIIOpa Kak NpegMeTa TEOPETUHECKMX UCCIeq0BaHNi B
rymaHutapHoMm Aauckypce. MeTomonorusi uccrnegoBaHus 3akmoyaeTcs B NPUMEHEeHUM OOLLEero Hay4Horo npuHumna
0OBEKTUBHOCTU, KyIbTYpPONOrM4ECKOro, CTPYKTYPHO-CEMAHTUYECKOTO U aHanNUTUYeckoro METOA0B B U3YYEHUN TEOpeTU-
YecKknx paboT rymaHWTapHOro HanpasneHus (cpunonornyecknx, onbLKNOPHbIX), MPeaMETHOE MNore KOTOPbIX CBA3aHO C
noHsiTMem noctdonbknopa. HayyHas HoBU3Ha paboTbl 3aKnoyaeTcsi B KOMMIEKCHOM PacCMOTPEHUW MOHATUSI MOCT-
donbknopa Kak npegmetra ryMaHUTapHbIX WCCNEedOBaHWA M OMpeaeneHnio HeobGXOAMMOCTU KyIbTypOriorM4eckoro
OCMbICNEHMSA ero (hEHOMEHONOMMM B KOHTEKCTE TeHAEHLUNA pasBuTUS COBPEMEHHON KynbTypbl. BbiBOoAbI. B pesynbTate
nccnegoBaHus YCTaHOBMEHO, YTO MOCTAOMBLKIOP Kak $BNEHNEe COBPEMEHHOW KyMnbTypbl SABMAETCA FeHeTUYecku
POACTBEHHbIM KraccudeckuM onbKnopHbeiM obpasuam. OgHako Mo CBOMM BHELHWUM U BHYTPEHHUM MpuU3HakaM 1 xa-
pakTepucTMKam BCE e MPUHAONEXUT K ABNEHUAM NPUHLMNANsHO HOBOMO KyNbTYPHOrO YPOBHS, MPOU3BEOEHUS KOTOPO-
ro He TOMbKO OTpaxalT MO3anyHYyl0 AENCTBUTENbHOCTb, HO W akKyMyNMPYHOT U TPaHCNMPYIOT LEHHOCTHbIE 3Ha4YeHwus,
naen v ugeansl couMyMma, BbiCTynasi CBOeOOpasHbiM CTabunmavpyowymM HavyaroM B OCMbICIIEHUM COLMOKYIbTYPHbIX
peanuvi.

KniouyeBble cnoBa: nocTONbLKIOP, KOMMYHUKAUWOHHbIE CETW, WHTEPHET-hOoNbKIIop, (OMbKIOPUCTUKE,
coumanbHble NPaKTUKN.

Denysyuk Zhanna, Ph.D. of Culturjlogy, Head of research and publishing department of National Academy of
Managerial Staff of Culture and Arts

Postfolklore as a subject of humanities research: propounding a question

The purpose is to consider postfolklore as an object of theoretical research in humanitarian discourse.
Research methodology is to apply the general principle of scientific objectivity, cultural, structural-semantic and
analytical methods for the study of theoretical works of humanities (philology, folklore), subject matter of which is
associated with the concept of postfolklore. Scientific novelty lies in the comprehensive review of the concept of
postfolklore as a subject of humanities research and determination of the necessity of cultural understanding of its
phenomenology trends in the context of contemporary culture. Conclusions. The study has found that postfolklore as a
phenomenon of modern culture is genetically related to classical folklore samples. However, on its external and internal
features and characteristics it still belongs to principally new cultural level phenomenon, works of which not only reflect
the mosaic reality, but also accumulate and transmit values, ideas and ideals of the society, acting as a kind of stabilizing
principle in understanding of socio-cultural realities.

Keywords: postfolkolore, communication networks, Internet folklore, folklore and social practices.

AkTyanbHicTb Temun gocnigxeHHs. Cepeq, ABULL Cy4acHOi KynbTypw, SiKi 3aBOSKM CBOIM 3MiCTOBHUM
XapaKTepucTukam Ta HOBaTOPCTBY TaK YW iHWeE nignagatoTb Nig pedinekcii HaykoBLUiB, 3acnyroBye Ha 0Cob-
nuBy yBary cheHOMeH MOCTdOomMbKNopy, novaTkn hopMyBaHHS SIKOro criBnagarTb 3 npouecamu ypbarisauii
e HanpukiHui XIX cT. Ane sk SiKiCHO HOBWIA CErMEHT KyrbTypu BiH NocTae B KiHuj XX CT., 0cobnuBo Ha no-
yaTky XXI CT., 3Ha4YHOI MipOK ONocepeaKoBYOUYMChL 3ac00aMm TEXHOMOMYHOro BiATBOPEHHS Ta TpaHCNAU;l,
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NoOB’A3aHUMU 3 HOBITHIMW KOMYHiKaUinHUMKU Mepexxamn. CydacHWUiA NOCTOMbLKIOP, 3MIHUBLUM MPUHLMNN CBO-
ro TBOPEHHS i TPAHCMICIT, BXXe He HanexuTb B NOBHIN Mipi 40 KyNbTypHUX 3paskiB (POnNbLKIopy B KNacu4yHomy
PO3YMiHHI PONbKMNOPUCTUYHUX AOCiIKEHb. Y CBOIN GinbLWOCTi, OPMYOUMCE B KOMYHIKaTUBHOMY cepeno-
BULLi Ta 3acobamun mefia-KOMyHikauji nig Yac NOBCSAKOEHHUX KOMYHIKaTUBHMX NPAKTUMK MOAUHW, Taki NocT-
ONbKNOPHI TBOPM 3AaTHI OpraHiyHo BigobpaXKyBaTh MO3aidHy COLOKYNbTYPHY pearnbHiCTb, BUHOCAYM Ha
3aran neBHi igei, WiHHoCTI 1 igeann. BogHovac Ui siBULWA NOTpebytoTb HANEXHOro KynbTYpPOroriYyHoro oc-
MUCIEHHS N OOCHIAXEHHS ONS OCATHEHHSA UiNiCHOT KapTUHW PO3BUTKY KyNbTypWU Ta Cy4acHUX KynbTYpPHUX
NpakTuK, WO CTalTb HEBIO EMHOK YaCTUHOK KyNbTYPHUX peanin CbOrogeHHs..

MeToto cTaTTi € BUBYEHHS NOCT(PONLKIOPY SK NpeamMeTa TeoOpPeTUYHUX AOCHiAXeHb Y 'yMaHiTapHOMY
ONCKYpPCi.

Buknag ocHoBHoro matepiany. [Nepli gocnigXeHHs NOCTAONbKIOPY SK OKPEMOro KyrbTYpPHOro
aBuwa Bigdysanucsa B pycni MONbKIOPUCTUYHUX Ta (PINonoriyHnx gocrigxeHb. Modyatky NOHATTEBOrO 1
KOHLIENTYarbHOrO OKPECIEHHSI 1 OOI'PYHTYBaHHSA NOCT(ONBKIIOPY B TEOPETUHHUX OOCNIMKEHHSAX HanexaTb
pocincekomy B4yeHomy C. HekntogoBy. Cnuparouncs Ha METOAN CTPYKTYPaniCTCbKOro aHanidy B OOCHIAXEHHI
MiCbKOro chonbKnopy, BiH BBOAWUTL B HayKoBU 0Bir NoHATTA "noctdonbknopy” (1995) Ha no3HayeHHs sSKiCHO
HOBOIO B XX@HPOBOMY acnekTi KynbTypHOro npoaykty. MotmeyBae Heknogos ue TvM, Lo MiCbkui domnbKIop,
Oyay4uu bparMeHTOBaHUM, 3HAYHO BiAPI3HAETLCA Big CTadianbHO 1 ICTOPUYHO Nepeayynx NoMy YCHUX ce-
NAHCLKUX TPaauUin, He Malyn 3 HUMK BXe Hidoro cninbHoro [16]. Jonyyaoun MeToaonoriYHun iHCTpyMeH-
Tapin Taknux rymaHiTapHuUX OUCUMMMIH, 9K Teopis KOMYHiKaLliin, couionoris, NCMXonoris, KOrHiTonoris, BiH go-
CnigKye He nue TeKCTU, a N iHTepTeKCTyarnbHi Ta KOHTEKCTHI BigHOWeEHHS. BiaTtak, 00 nocTonbKNOpHMX
TekcTiB Heknogos BiAHOCKB Ti 3 HKX, LLO 3a CBOIMU CyKYMHUMU O3HakaMu Bynn HecaHKUiOHOBaHUMU 3BEPXY,
HeeniTapHUMKU, Manu MUMOBIfIbHE 3apPOMXEHHS i PO3BUTOK, Hamnexanu (K npasuro) Ao HenpodecinHoi
cdepu i Manu nepeBakHO YCHUIA TN NoByTyBaHHA — TOOTO (hakTMYHO Lie OyB nnacTt "HeodiuiiHOI" CUHKpe-
TUYHOT MiCbKOi (i He nuLe Micbkol) KynbTypu [15].

Y noganbLlIOoMy JOCHiIgKEHHA NOCTOMNBbKNOPY 3HANLWINO BiAOOpaXeHHs B Npausax Takux AOCMigHUKIB
GnukHboro 3apybixoks, gk M. Anekceescbkuid, B. AHapees, B. AHikiH, A. Apxunosa, K. BorgaHos, O. XKapo-
Ba, A. €HikeeBa, A. KapriH, A. KonictpaTtoBa, A. KoctiHa, B. Kpasunk-Bacunescbka, B. MeTanbHukoBa,
C. MeTpeHko, A. lMeTtposa, M. MNMpunomuwesa, [1. PagyeHko, B. PykomonHukosa, T. CaBenbesa, A. CaB4yeH-
ko, T. Cycnoga, T. LWLlenaHcbka, J1. AgpuwHikosa, O. ®ponosa.

Butokn nocteponeknopy C. lNeTpeHko TiCHO NOB'A3ye 3 HU30BOK KymnbTypoto (3a M. baxTiHum), 3 1i
MapriHanbHICTIO, BTOPUHHICTIO MO BiAHOLLEHHIO A0 OdilinHOT igeonorii, BigTak, Ha AyMKYy gocnigHuka, nocT-
PONbKIOp 3a CBOEKD CYTHICTIO NOCTaE AK CBOEpiAHA KOHTPKynbTypa [18, 145]. 3Ha4yHO MipOolo, OKpiM HKU30-
BOI KyNnbTypW, Ha PO3BUTOK NOCTAONBLKIOPHUX hopM B KiHUi XIX — noyatky XX CT. BNnMBae iHAyCTpis Maco-
BMX poO3Bar — SpMapKoOBMX BWAOBULL, PeCcTOpPaHHOI Ta CagoBO-MapKoBOi ecTpagu, BucTae "GanaraHHoro"
TeaTpy, KadelwaHTaHiB i KiHogMBepTUCMEHTIB. PONBLKNOP OCBOKE penepTyap "HU30BOI" ecTpagu, Skuin 36a-
rayye MicbKy NiCHIO HOBMMU peanisiMu, MOoTUBamu i pabynsHUMK mogensmn. Benvky ponb B LibOMY MpoLeci
BigirpaBana nosiea TakuMx NPUHLMNOBO HOBMX (MOPIBHAHO 3 MUCEMHICTIO) iHEPOPMAaLINHO-KOMYHiKaLiNHUX TeX-
HOMorin, sIK 3anuc, 3bepiraHHsA, TpaHCNAUA 3BYKY | 306paxeHHs [4].

Monpw ANCKYCINHICTb LIbOro MNOHATTSA Ha NepLUnx eTanax CBOro iCHyBaHHS, AOCAIHUKM BOAHOYAC Oa-
HOCTaWHi B AyMLUi LWoAo HeobXigHOCTI NO3HAYEHHA HUM TUX TBOPIB, SKi 3@ CBOIMW O3HAKaMu XapakTepusyto-
TbCA AK MNONILEHTPUYHI, hparMeHTOBaHiI BignoBiaHO A0 "couianbHuX, NpodecinHmx, KNaHoBKX, HaBiTb BIKOBUX
posLlapyBaHb CyCcninbCTBa, 3 MOro po3nagoM Ha criabo nos'a3aHi Mixk cobow ocepeaku, siki He MatTb 3a-
ranbHoi ceiTornsgHoi ocHoBu" [19, 93]. Ha piBHi 6yaeHHOT cBigoMocTi nocTdponbknop HeobxigHui sk 3acio
camoigeHTUdikauii YNeHiB TUX YK iHWKX CyBKYNbTYPHUX CMINbHOT, WO BUHMKAKOTL B Pi3HMX couianbHUX iH-
cTuTyTax (wkona, Bynuus, ciMm's) [7, 42]. I3 cybKynbTypHUMU siBULLLAMU NOB’SA3yBaB NOsiBY NMOCT(ONLKIOPY
B. AHOpeeB, Haronowyyn TakoxX M Ha TOMYy, WO B YMOBaxX PO3LUMPEHHSI KOMYHIKaTUBHOIO cepenoBuLia
CXO0Xi 3 (DONbKNOPHUMM TEKCTU, HanexaTb paglle Ao napadonbKopy, OCKINbKY 3a3HaloTb akTUBHUX BMIMBIB
3 BOKy npodecinHOI NniTepatypu Ta MacoBol KynbTypu [2, 7].

OcHOBOI MOCTROMNBKIOPHUX TBOPIB, HA OYMKY OKPeMWX HaykoBLiB, 0B6OB’A3kOBO Mae ByTn Tpaau-
uivHa kynbtypa [6, 90]. Taky X AoBoni KOHCepBaTUBHY AYMKY BUCNOBMIOE B. AHIKiH, apryMeHTylouM TUM, Lo
YOAHWX HOBOYTBOPEHbD, BifbHUX Big Tpaauuii, B hOnbKIopi He iCHYeE, a AKWO Taki €, TO BOHW HE MOXYTb pO3-
rnagatuca gk donbknopHi [3]. B gaHoMy pasi 3ayBaumo, WO B yMOBaXxX YHiBepcanbHOro iHpopmauiiHo-
KOMYHIKaTUBHOIO NPOCTOPY, SIKUIA € i 3acO00M, i cepenoBULLEM TBOPEHHS Ta peTpaHcrsuii NocTdonbKnop-
HUX TBOPIB (TEKCTIB) KyNbTYPHI CEHCU i 3HA4YEeHHA MOXYTb HabyBaTu sK yHiBepcanbHOro xapakrepy, abo x
peTpaHCcnioBaTh MEeBHI apXeTUnu eTHO- Ta HauioHamnbHUX KynbTypHUX nnacTiB. Jewo 6inbl noMipkoBaHy
no3uuito 3 gaHoro nuTaHHs Bucnoentoe K. borgaHos, HaronoLyouu, Wwo abcontoTmaauis gonbKnopHux ob'e-
KTiB "aK Takmx" noCTynaeTbCs B MiCLLeM BM3HAHHIO 3a hONbKIOPOM CTaTycy 0COBNMBOro TUMYy COLOKYNbTyp-
HOI KOMYHiKaUil, o 3abe3neyye BigTBOPEHHS i TPAHCMICIKO KONEKTUBHOT Tpaguuii [5].

B KOHTEKCTi KynbTYypHUX MpaKkTUK NOBCAKAEHHOCTI posrnsgana donbknop i noctdonskiop J1. Aa-
PULLHIKOBA. [PYHTYIOUMCL HA OCHOBI MOMOXeHb COoLlianbHO-PINOcodCLKNX Teopilt noecskaeHHocTi E. Myc-
cepns, A. Woua, M. Beprepa, T. JlykmaHa, b. BanbgeHdensca, cydacHe nowmnpeHHs onNbKIOPHUX MpakTUK
(abo bonbKNopHOI heHOMEHONOriT) AOCNIAHNLA BM3HAYaE B Takmx Mogycax gorbKMOpPHOCTI, K Micbonoro-
MariyHumn, penirinHo-cakpasnbHUN, KapHaBanbHO-eCTETUYMHWUIA, puUTyanbHo-KoHUenTyansHuin [20, 16]. BigTtak
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NpocCTip NoByTyBaHHA Takoro oOrbKNOpY MiHIMI3yETbCA, @ 3MICT CTUCKAETLCS, BMILLYOYMCh B peknami, Bu-
BicUi, nnakarti, cnoraHi. HoBa ponbKMOpHICTE B NOBCAKOEHHOCTI MOCTAE He Tiflbkn B TpaauLinHmMx obpasax, a
M B OKpeMux pparMeHTax KOMyHikauil — xecTax, MOBHI NoBeAdiHLi, fiekcuui, cumBoniui pevyen. Tomy Haneu-
LLIOIO "CeMiOTUYHOI edeKTUBHICTIO" (bonbknop Bonogdie B iHhopMaLinHOMY NPOCTOPI, AKUA B Cy4acHin KynbTypi
CTaB HaMBaXnuMBILLIOK YacTuHOKW noBcskaeHHocT" [20, 16]. MosiBa NocTonbKoNnopy BUBOAUTLCS i3 TakuX
KyNbTYPHMX NPaKTUK MOBCSAKAEHHOCTI, e ronoBHWM CyO’eKTOM BUCTynae camopisibHa TBOpYa OCOOUCTICTb,
ONA KOl camMogianbHICTb € 6e3yMOBHOI0 LiHHICTIO, BOHa "A06yaoBye" KynbTypy 40 LiNOro, Aonakwyun Tak gpa-
MaTUYHi PO3pUBK MiX iHOMBIQYanbHO-0cOOUCTUM | 6E30C0B0BO-MACOBUM, HEMPOMECIHUM | NPOECIAHUM, MixX
nepesipeHUM cTapum (GOCBIAOM) i He3BiAaHUM HOBWUM, aBTOPCLKUM | aHOHIMHUM [20, 22].

Ha pgymky 6inopycebkoro pgocnigHuka A. Mopo3oBa, OCHOBHa 3aKOHOMIPHICTb (OYHKLIOHYBaHHS
honbKNopy Ha cyvacHoMmy eTani — nepeBaxaHHS NPUHUUMOBO HOBMX ABULL NOCTEONLKIIOPY MiCLKOro Hace-
NEeHHS, AKi aKTMBHO B3aEMOAIIOTb 3 MACOBOK KyNbTYpPOK 3a 3MICTOM i CTUNICTUKOK, (PYHKUIOHANbHICTIO 1
LiHHICHUMK opieHTauisM. Mpu LbOMY caMa MacoBa KynbTypa BiATBOPIOE LMW psg poaoBUX BNACTUBOCTEN
honbKnopy: Moro AnAaKTUYHY i coujanbHO-afanTUBHY CNPAMOBaHICTb, TEHAEHUi0 0O BTpaTW aBTOPCHKOro
Hayana, naHyBaHHA ctepeoTunis i T.4. CydacHi dopmMu NOCTAONLKNOPY MaoTh NiABULLEHY 34aTHICTb A0 Te-
MaTUYHOI Ta eCTETUYHOI iHTepHanisauii cBoel npoayKuUil (Togi AK TpaguUinHU HONbKNOP NOKanbHWUM i perio-
HanbHWI), HapeLwTi CBOK NPOAYKLIO BiH BiATBOPIOE CEPINHO, Y BUMMAAI iAEHTUYHUX KON, YOMY CNpUsiE No-
LUMPEHHS NOCTAONBKNOPHUX ABULL 38 JONOMOro iHTEpHeTY [14, 54].

Ha nosHaveHHs1 B KynbTypi NOCTONLKIOPHUX SABULL, SKi LIMPKYNIOTbL B KOMYHIKaTUBHOMY cepefo-
BUWLLi, 30KpeMa, B iHTepHeTi, HayKOBLi 3aCTOCOBYIOTb LUe TaKi MOHATTA AK iHTePHET-PONbKNOP, MEPEXEBUN
(BipTyanbHuit) bonbknop, iHTEPHETNOP, ENeKTPOHHMI YONBbKOP.

Xapakrepuayoun iHTepHeT-OomMbKNop K AKICHO HOBY KyNbTYpHY CTagilo, 3aCHOBaHy Ha nepeBaXaH-
Hi BaraTokaHanbHOI, BidyanbHOI (hopMu KOMYHikauii, A. KonicTpaToBa Migkpecrntoe Taki Moro xapakrepucTu-
KW, SIK @HOHIMHICTb, KOMNEKTUBHICTb aBTOPCTBA, NOMiBapiaHTHICTb, TPaAWULIAHICTb TEKCTIB, LLO NEBHOK MipOHO
36iraloTbCa 3 XapakTepucTUkamMm KnacudHnx ponbknopHmx TekcTiB [8, 88]. Mpu upomy iHTepHET-OoNbLKNOoP
onepaTUBHO pearye Ha BCi CycninbHO 3Ha4YMMi NoAii, 3acCTOCOBYOYM MpU nogadi maTepiany He Tiflbku MOBY
cTepeoTuniB Ta Micpororem, ane N aktyanisye iXHe camoBiATBOPeHHS. Mpu NobyaoBi Takoro TBOpY nepeBa-
Xal4ol € BidyarnbHa CKragoBa, pa3oM 3 TUM, BepbanbHi TEKCTU TakoX YacTo nigkpinntoTecs rpadivHmMmm
Ta iKOHIYHUMKU CUMBOMamMM.

Y KOHTEKCTi NosABM Ta poO3BUTKY LMGPOBOI (QUriTanbHON) KynbTypu po3rnsagae BUHUKHEHHS NOCTAOMbK-
nopy (abo "e-chonbknopy") nonbcbka gocnigHunus B.Kpaeunk-BacuneBcbka. Ha i gymMKy, came 3aBOsaku nosisi
HOBUX 3ac006iB i HOPM MIPKOCOBUCTICHOI KOMYHIiKaLil cTano MOXnNueMM "opmMyBaHHS crnelmdivyHoro pisHosmay
nMcaHoro, YCHOro i BidyarnbHOro ornbKIopy TpaHCHaUOHaNbHOrO XapakTepy ... WO nepefacTbCs eneKTpoH-
HuM wnaxom (e-folklor)" [10, 131]. 3aBasikv 3miaHoMy yHKLIOHYBaHHIO CrioBa, 3BYKy, obpa3sy, aHimauii Bia-
Oynocs 3MillleHHs >kaHpiB NOCT(ONbKMIOPHUX TBOPIB, @ OCHOBHMMW 3acobamu nowuvpeHHs ctanum SMS,
KOMM'IOTEPHI irpn, eneKkTpoHHa nowTa, 6nory, Yyatu i 6araTo iHWKMX opM enekTpoHHOI komyHikauii [10, 133].
Pasom 3 TuM, AocrigHMUS CTaBUTb NUTaHHSA M NPO apXiByBaHHS Ta 30epiraHHs Takoi )ONbKIOPHOI eNeKTPOH-
HOI Hapauil, 3 ornsAay Ha HeTpuBanui Yac il akTyanisauil Ta NoCTiHE OHOBMEHHS 11 MOABY HOBUX TEKCTIB.

CyTTEBOIO pi3HULIEID B 3MICTOBO-(YHKLIOHANBbHOMY MPU3HAYeHHi onbKopy i NOCTdonbKopy € Te,
Lo TpaguuinHui (abo "knacudHmnin") dhonbknop Bigobpaxas AiNCHICTb 4eAYKTUBHUM METOAOM, A€ MNEBHI LjiH-
HOCTI nNuLe Bigobpaxanuca B Aetansax X1TTa — 3aranbHe 6yno ronosHUM. Jlorika NoCcTgoNbLKIOpY NpaLoe B
3BOPOTHOMY, iHOAYKTUBHOMY HanpsiMKy: oparMeHTU Mo3alyHol AiCHOCTI CKNadarTbCs B KapTUHY CBITY — TyT
CTae BaXNUBILLOW KOHKpeTuka. OCKinbKkM cydacHe CycninbCTBO iH(pOpMaTUBHO NepeBaHTaXeHe, NoCTAONbK-
TNOPHUIA TEKCT NOB'A3YETLCS 3 6e3nivyo hparMeHTIB QiNCHOCTI, B TOMY YMCHi W KyNbTYpHOI, BigTak Moro 3ae-
OaHHA — XyOOXHbO OCBITUTU AeTarni i HaNnOBHUTK akTyarnbHUM 3MmicTom [14, 56].

B YkpaiHi gocnigkeHHs NocTdonbKIopy TakoX BigbyBanocs nepeBaxHo B paMkax (horbKIopucTmy-
HUX Ta, BiNbLLOK Mipoto, iNonoriYHnX CTyAin, Wo 3Hanwno BigobpaxeHHs B npausx B. bopuceHko, O. bpi-
uuHoi, O. Kanwutu, H. Jluciok, |. MapuHeHko, O. CenisaHoBa, J1. Copouyyk; ncuxonorii — H. HUKOHYYK; B KOH-
TeKCTi gocnigxeHb cyokynbTypHux ssuw, — J1. AneweHko, J1. Macugxak, O. XapyuwuH; cyvacHi siBuwa
NOCTCONbKIIOPY Ta OKPEMI MOro xaHpoBi pisHoBMAW pocnigxysanu B. bepexuun, A. Bowko, |. onosaxa,
I. Kimakoswuy, |. KoBanb-®yunno, J1. diankosa.

Tak, J1. AnelieHKo B TpaKTyBaHHI NOCTONBLKNOPY AOTPUMYETHCH AYMKU, O NOCTEONBLKIIOP BU3Ha-
YaeTbCs SK KynbTypHe sBuvLe Big novaTtky XX CT. i 4O CbOrodeHHs, rany3sb CrioBECHOCTI, TEKCTWN AKOI pO3BU-
BalOTbCA 3a PONLKIOPHUMU CXEMaMK, ane He NigxogaTb nig oopmansHe BU3HaYeHHs donbknopy [1, 351].

B KOHTeKCTi hopMyBaHHSA €THIYHOI CBIAOMOCTI Ta CaMOCBIAOMOCTI po3rnsigae noctdonbknop H. Hu-
KOHYYK, aKLUEHTYIOUN yBary Ha 3B’3Ky YCHOI Hapo4HOI TBOPYOCTi Ta NOCTAONbKIopY, 0cobnNMBOCTSAX POrbK-
Nopy pi3HUX coujianbHUX rpyn Ta cyokynbTyp. JocnigHMua Takox BiA3Hayae, Lo NoCcTgOnNbKIop, Ha BigMiHY
BiJ YCHOI HapOOHOI TBOPYOCTI, MOXe peryrioBaTh MiHMMBI CTOCYHKM (B acnekTi NCUXONOrivYHUX BigHOLLEHb),
LLIO 3a3BMYal He I'PYHTYIOTbCS Ha BesnocepeaHbOMY OOCBIAI NonepenHiX NOKOrMiHb i He BUMaraloTb CyBOPOro
OOTPUMaHHS TpaauuinHoro eTukeTy [17, 221].

OagHum 3 byHOaMeHTanNbHMM i MOBHUX B LIbOMY BiAHOLLEHHI JocnigxeHb € MoHorpadisa H.Jluciok, B
SKI CUCTEMAaTM30BaHO XXaHPOBi Pi3HOBMAM CYy4aCHOrO MiCbKOro (ponbKiopy, LWo nobyTye Ha pi3HUX couio-
KYNbTYPHUX PIBHAX Ta B Pi3HUX CYOKYyNbTYPHUX CepefoBULLAX, SIK OT: MiCbKa CTepeoTunHa nposa, Micbka ni-
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CHS1, (DONbBKNOP MOBIMEHHEBUX CUTYaUil, MUCEMHUIA POMbKINOP, PUTyanbHO-MarivHi NPakTUKK, NPOrHOCTUYHO-
MaridHin, noniTmiHun cponbknop Towo [11,7]. MNosiBy nocTdonbKNopy B KyrnbTypHOMY CEpeaoBULLi Cy4acHOCTI
H.JTnctok nos’asye, Hacamnepea, 3i 3MiHO YOMNBKNOPHOT NapagurMm, sika 3yMoBrieHa KOMMIEKCOM SIK 30BHILLI-
HIX, TaK i BHYTPIWHIX YMHHMKIB. Cepen 30BHILLHIX (DaKTOpIB OOCNIOHWUS HasuMBaE iCTOPUYHI, coujanbHO-
€KOHOMIiYHi, KynbTypHi, SIK-OT: 3MiHa YCTPOIO 1 cnocoly »unTTs, ypbaHisaLjis Ta Mirpauisi HaceneHHs!, NOCUMEHHS
coujanbHoi ANHaMiK1, POpMyBaHHS HOBUX COLIOKYNbTYPHUX Py, BUHUKHEHHS HOBOI KyNbTYPHOI cuTyauii. Bu-
3Havar4m NocTAONbLKIOP AK "CTanuim TUN KOMYHiKauil BcepeguHi BCbOro CoLiyMy Ta OKpeMuX MOro CriflbHOT,
Lo 3abe3nedye caMmoiHaeHTUdiKaLjiio 1 nepeaaHHst KONEKTUBHOMO CoLjianbHOro A0CBiAY, OCHOBOMOMOXHUX LiiH-
HocTen Ta HopM" [12, 12-13], ioro xapakTepHUMK pycamun AOCMiAHULS Ha3uBaE MyNbTUKYNbTYpaniam, couio-
KyNbTYPHUIA NONILEHTPU3M (TBOPEHHS | PO3MOBCIOMKEHHST OKPEMMX (DOMBKITOPHUX KOMMIEKCIB PisHMU coujanb-
HUMK rpynamu), 3nobodeHHICTb, a BiATaK LUBWAKO3MIHHICTb, MiHIMani3aM, iHTEPTEKCTyanbHICTb Ta UMUTaTHICTb
(BTOPUHHICTL) TBOpIB, BiAYyTHa BTpaTa HUMW BapiaTUBHOCTI, 3pOCTaHHA poni iIHAMBIAYyanbHOro aBToOpPCTBa, OYHK-
LioHanbHa MapriHarnbHICTb, MOB’A3aHa 3i 3MiHOK MOro OyHKLiN Ta obMexeHHAM ix obeary [12, 9-10].

AKTUBHUI CNneck NosiBU HOBUX MNOCTEOMLKNOPHUX hOPM B YKPaiHCLKOMY KyNbTypPHOMY cepeaoBULLi
MOXEeMO crnocTepiratu Big noyatky nepuoro gecatunitra XXI CT., Wo 3yMOBMAETLCSA BinblLIMM NOLMPEHHAM
Ta AOCTYMHICTIO iHTEPHET-KOMYHIiKaLi, NOABOK HOBUX rafpKeTiB, siKi CIPUANN K TBOPEHHIO, TaK i PO3MNOBCHO-
OXXEHHIO Takmx TBopiB. Cnig 3a3HayunTy, WO, 3 ornsgy Ha ocobnMBOCTI couianbHO-MONITUYHOTO XUTTS, nepe-
Oir BCiX BaXXNUBKX i 3HAYMMMX NOZIMA Y CYyCNinbCTBI 3aBXAN aKkTUBHO N ONepaTUBHO 3HAXOAWUTb BiAroNOCOK y
PONbKNOPHMX hopmax, Aatoun CBOI OLHKK, CIpUIAMaloYn Ym 3anepeyytoum neBHi LWiHHOCTI. BigTak ocobnvee
3HaYEHHS B PO3BUTKY NOCTEONLKOPHUX (POPM 3aMatoTb CYCnifbHO-ICTOPUYHI NOAIT MPOTECTHOrO Xapakrepy,
wo Bigdysanuca npotarom 2004-2005 pp. ta 2013-2104 pp. — i 4O cbOrogHi, ki € HaWBINbL 3HAYUMUMK B
icTOpil He3anexHocTi YkpaiHu. KapHaBanbHicTb, CMiXOBe Havano, nepdopMaHc, MOBHI irpu, siki BiabyBarloTb-
CS Ha CTUKY "niHreicTukK, dinocodii Ta ncuxonorit” [9, 62] — BCe Le 3HaxoguTb BTIMIEHHSA B HOBMX >KaHpaX i
hopmax NocTdonbKIoOpY, A0 TOrO X MOTYXXHO 3asaBNsae Npo cebe iHTepHeT-POoNbLKNOP, TBOPEHHSA SIKOro CTae
HaabaHHAM MNOBCAKOEHHUX KOMYHIKaTUBHMX NPAKTUK.

HaykoBa HOBM3Ha OOCHIIKEHHS NOMnsrae B KOMMNMEKCHOMY pO3rnsadi NOHATTA MOCTAOMNbKIopY SK
npegmeTta rymaHiTapHUX AOCHiAXeHb Ta BM3HAYEHHIO HEOOXiQHOCTI KynbTypOnoriYHOro OCMUCMEHHS MOro
heHOMeHOoNOoril B KOHTEKCTi TeHAEHUIN PO3BUTKY Cy4acHoOl KynbTypw.

BucHoBku. NocTonbKiop SK SBULLE CyYaCHOI KynbTypu, O € FEHETUYHO CMOPIAHEHUM 3 Kracuu-
HUMW POMNBKNOPHUMM 3pa3kaMu, 3a CBOIMU 30BHILLHIMW Ta BHYTPILLHIMW O3HaKaMu i xapakTepucTmkammn sce
X HanexuTb 40 SBULL NPUHLMNOBO HOBOIO KYNbTYPHOIO PiBHS, TBOPY AKX HE NuLle BigobpaxkatoTb MO3aiyHy
OIVCHICTb, @ N akyMymnioTb Ta TPAHCMIOTL LiHHICHI 3Ha4YeHHs, igel Ta igeanu couiymy, BUCTYNakymn CBOE-
pigHUM cTabini3ytoynm HavyarnoM B OCMUCIIEHHI COLLIOKYNbTYPHUX peanii.
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GENDER EQUALITY AS AREA
OF I. GASPRINSKY’S AWARENESS-RAISING ACTIVITIES

The objective of the paper is to study and to produce a holistic view of the I. Gasprinsky activity aimed at the
establishment of a Muslim woman as an equal member of society. Methodology. Scientific thinking on the |. Gasprinsky
feminist activity had been based on usage of the axiological and culturological (that has allowed to unfold a humanity and
to detect values in the |I. Gasprinsky educational activities under review) and integral (that has allowed to analyze the
commonality of the |. Gasprinsky cultural and educational system) approaches, and also on source studies (when exam-
ining press reports) and contextual analysis (when examining the subject matter of iss. "Alemi Nisvan" ("Woman") and
other publications of enlightener). The novelty of the issue lies in the fact that |. Gasprinsky activity is studying from the
point of view of the feminism, which is important, because of a significant impact of the behalf of women on the Muslim
society as a whole. In the work the complete picture of the enlightener’s feminist activity is organized. Conclusions.
I. Gasprinsky made a significant step towards fundamental reform of the status of women, which gradually got constant
and undeniable rights in a Muslim society. Such kind of activity of the educator laid the foundation of a democratic
tradition in Crimean Tatar national movement.

Keywords: Ismail Gasprinsky, Jadidism, awareness-raising activities, women's issue, periodical, emancipation.

Aunikoea Jlinis LWepugieHa, kaHOuOam Kynbmyposoeii, cmapwuli suknadady kaghedpu ykpaiHCbKOI Mosu, Jii-
mepamypu ma Kynbmypu ¢bakyrnbmemy rniHaeicmuku HaujioHanbHo20 mexHiyHo20 yHisepcumemy YkpaiHu "Kuiscbkul
nonimexHidHul iHcmumym"

FeHpepHa piBHICTb K BEKTOP NPOCBITHULLKOI AisnbHocTi |. MacnpuHcbkoro

MeTta po6otu. [locnimKeHHs1 NpUCBAYEHE BUBYEHHIO Ta NoOyaoBi LiNnicHOI KapTuHWU AisnbHocTi |. MacnpuHebkoro,
CNPSIMOBAHOI Ha CTAHOBIEHHS MYCYNbMaHCHKOI XXiHKW SK MOBHONPAaBHOrO YneHa cycninscrea. Metogonoris. Haykose ocmuc-
NeHHst eMiHicTMYHOro HanpsiMy AisinbHOCTI |. FacnpuHcsbkoro 6a3yBanocs Ha BUKOPUCTaHHI aKCionoriYHO-Ky b TypOrioriyHoro
(KM faB 3MOry PO3KPUTU NYMaHICTUMHWI 3MICT | BUSBUTM LIHHICHI OPIEHTVMPW pO3rnsagyBaHOro BeKTopa NPOCBITHULILKOI Oisirib-
HocTi |. [ancpuHCcbkoro) Ta UuinicHoro (skui gdasB 3MOry npoaHanisyBaTu €OHICTb  KyNbTYPHO-MPOCBITHALBKOI CUCTEMM
|. FacnpurHCBHKOro) NiAXOAiB, @ TakoX [HKeperio3HaB4oro Metoay (Y BUBYEHHI APYKOBaHWX MHKepen) i METOOY KOHTEKCTyarbHOro
aHaniay (y BUBYEHHI 3MiCTOBOrO HanoBHeHHs1 BuaaHHs "Anemi HiceaH" ("KiHka") Ta iHwmx nybnikavin npoceiTHyka). HaykoBa
HOBU3Ha poGOTY NoNsrae B TOMY, LLO AisnbHICTb |. MAaCNpUHCHKOro BUBYAETLCS 3 MO3MLIA OEMIHI3MY, LLO BaXKIMBO, OCKINbKA
BMCTYN Ha 3aXWCT iHTEPECIB XIHOK ICTOTHO BMIMHYB Ha MYCyJlbMaHCbKe CyCnifnbCTBO B LinomMy. Y poboTi BUGyoBYeTLCA Liinic-
Ha KapTuMHa NPodEMiHICTUYHOI aKTUBHOCTI KpYMCbKOTaTapCbKOro MPOCBiTHMKA. BUCHOBKMW. |. FacnpuHCbKUiA 3pobrB NOMITHUIA
KPOK y cnpasi KOPIHHOrO pedhopMyBaHHS1 CTAHOBULLIA XIHOK, SIki MOCTYNOBO OTpMManu MnocTilHi i 6e3nepeyHi npaBa B MyCysib-
MaHCbKOMY CYCMinbCTBi. Taka AisnbHICTb NPOCBITHMKA Aana MOXMIMBICTb 3akrnactu pyHOaMeHT AeMOKpaTU4HOI Tpaguuii B
KPUMCbKOTaTapCbKOMy HaLlioOHanbHOMY PYCi.

KnrouoBi cnoBa: Icmain MacnpuHCbkui, [Kagnansm, NpocBiTHULBKA OiSNbHICTb, XiHOYE NUTaHHS, nepioguvka,
emaHcunauisi.

AbiHukoea Jlunus LlepugpoeHa, kaHOUdam Kyrnbmyposio2uu, cmapwut npernodasamerib Kaghedpbl yKpauH-
CKO20 A3bIKa, flumepamypbi U Kyribmypbl hakynbmema fuH28UCMUKU HayuoHaribHo20 mexHuU4ecko2o yHugepcumema
YkpauHbl "Kuesckul nonumexHu4yeckuli uHcmumym"

FeHpepHOe paBeHCTBO KaK BEKTOP NpocBeTUTeNnbCckon aesatenbHocTu WU. FacnpuHckoro

Llenb pa6oTbl. ViccnegoBaHne MOCBSALWEHO M3YYEHUKO U MOCTPOEHMIO LIENIOCTHOW KapTWHbl OeATernbHOCTU
W. MacnpuHckoro, HanpaBreHHOW Ha CTaHOBMIEHWE MYCYIIbMaHCKOM XEHLMHbI Kak MOMHOMpaBHOro urieHa obLiecTBa.
MeTtogonorusa. HaydHoe ocmbicrieHne OEMMHUCTCKOrO HamnpaeneHuns aesternbHocTu M. MacnpuHckoro GasvpoBarnoch
Ha MCNosb30BaHMMN aKCUOIOro-KynbTypPOrorMyeckoro (No3BOMMBLLEr0 PacKpbiTb N'yYMaHUCTUYECKOE coaepXaHue n obHa-
PYXXUTb LEHHOCTHbIE OPWEHTMPbLI paccMaTpuUBaEeMoro BeKTopa MpocBeTUTenbCcKon AeaTenbHocTn W. ancpuHckoro) u
LeNOCTHOro (NO3BOMMBLLErO MPOaHanNM3nMpoBaTb €OUHCTBO KyNbTypHO-NPOCBETUTENLCKOW cucTembl W. acnpuHckoro)
noaxo4oB, a Takke MEeTOAOB MCTOMHUKOBEAEHUS (MPU U3YYEeHUU NeYaTHbIX UCTOYHWKOB) W KOHTEKCTyarbHOro aHanmsa
(Np¥ M3y4YeHN CMbICNIOBOrO HanomnHeHns nsgaHnsa "Anemu Hucean" ("KeHwmHa") n apyrx nybnukaummn npocBeTuTens).
Hay4Has HoBu3Ha paboTbl 3aknoyaeTcst B TOM, YTO AesiTenbHoCTb WM. MacnprHCKoro nayvaetcs ¢ no3unumin oeMmHnama,
YTO BaXKHO, NMOCKOIbKY BbICTYMNIIEHME B 3aLLUTY MHTEPECOB XEHLUMH CYLLLECTBEHHO MOBMAMSINO Ha MyCyrbMaHckoe obLue-
CTBO B Lenom. B paboTe BbiCTpamMBaeTCs LeNocTHas KapTuHa NpoeMMHUCTCKOM akTUBHOCTU KPbIMCKOTaTapCKoro npo-
ceeTutens. BoiBoabl. V. MacnpuHckuMn caenan 3ameTHbIV Lwar B Aene KOPeHHoro pedopMmnpoBaHnst NONOXKEHUS XKeH-
LLMH, KOTOPble MOCTEMEHHO MONyYUrM MOCTOSIHHbIE M HEOCMOopuMble NpaBa B MyCynbMaHCKOM obuiecTBe. Takas
OeATenbHOCTb MPOCBETUTENS NO3BONMMNAa 3anoXuTb (PyHOAMEHT AeMOKpaTUYeCKOn Tpaamuum B KpbIMCKOTaTapcKoM Ha-
LMOHAaNbHOM ABVKEHWMW.

KntoueBble cnoBa: Vicmavn MacnpuHckun, mkaaMamam, NPoCBETUTENbCKass AEATENbHOCTb, XKEHCKMI BOMpPOC,
nepuoavka, amaHcunaums.
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Introduction. There is no more significant figure in the whole Crimean Tatar world than Ismail
Gasprinsky, whose progressive activity at the end of XIX century and at the beginning of XX century defined
the priority directions of the Crimean Tatar culture, education, and national identity development. The
Jadidism movement spread actively among the Muslim population with the active assistance of
I. Gasprinsky. Jadidism has evolved in many spheres of life, originating as the idea of the educational
system alteration through its transition to sound teaching method, becoming truly social phenomenon.

The aspect related to the women’s movement is important in the Jadidism discourse. Even then
advanced Crimean Tatar intellectual elite understood the importance of attracting women to the activism not
only in culture but also in social and even political spheres. Women'’s issue takes an important place in the
activities of I. Gasprinsky, who made great efforts to rectify the plight of women.

A great contribution to the formation of an objective idea of outreach activity of |. Gasprinsky made
works of V. Gankiewicz, M. liminsky, N. Karimov, |. Kerim, L. Klimovich, N. Yablonovsky et al. The influence
of the educator on the movement for social rights of women got in view of such researchers as L.U. Alimov,
A.Y. Crimsky, A.Kh. Makhmutov, E.l. Mustafayev, S.P. Shendrikov. Yet the role of I. Gasprinsky in the
development of women’s issues in these works is considered fragmentarily, underlying the necessity of a
comprehensive study of this question and determining the relevance of the study.

The objective of the paper is to study the |. Gasprinsky activity aimed at the establishment of a
Muslim woman as an equal member of society.

The problem of women status in the Muslim world at the end of the XIX century. There was a
problem of women’s education in the Crimea that was complicated by the fact that a significant part of the
Muslim clergy had a very negative attitude towards the development of women’s education, equalization of
their social and cultural rights at the end of XIX century. Many believed that education of women will lead to
immorality [1, 85]. Muslim women, in fact, have been turned into slaves of their husbands according to the
religion laws, as well as the then traditions. They had no right to contradict a word of men. Women were
forbidden to appear in public with an open face, and at home — to sit at the same table with someone else’s
husband. Women also were forbidden to learn and go to school, visit the mosque and the cemetery. Women
had just the right to have children and raise them, do household chores, help their husband with household
chores (but did not have the right to intervene in his affairs). Many of these prohibitions existed not in the
Sharia, but were invented by the mullahs, the clergy, which felt very convenient to keep women in subjection,
because they made up almost half of the nation [5].

The movement for women’s social rights has begun in Crimea under the influence of |. Gasprinsky.
Attitude toward Muslim women has changed in a short time significantly through the efforts of the educator.
One of his merits is the mass attraction of women to education and the opening of schools for them. With
every passing year the number of schools for girls has gradually increased, and the best students have been
recommended to the gymnasiums. Gasprinsky monitored the creation of schools for girls, and participated in
their organization and work, he opened a special newfangled school for girls in Bakhchisarai. His wife took
over the women’s club of needlework. She has focused on artistic education of girls [4, 192]. To permanently
illuminate the problem of women and to maintain interest in it, I. Gasprinsky published letters of readers
which came to the address of the newspaper "Terjiman". Thus, he showed the women self-growth and
influenced the formation of public opinion.

Speech of |. Gasprinsky to protect the interests of women has had a great impact on the entire
Muslim community. He has been studying carefully the issue of women’s education in the history of
educational thought. He knew the works of many progressive educators and thinkers, which addressed the
issue of women’s education. Gasprinsky considered a women’s education as a component of general
education of the nation, and they have been put forward many important ideas on the subject. He found it
necessary to oblige every Mullah and Maktebdar to educate girls with elementary literacy and faith.

I. Gasprinsky strongly defended the women’s right to education, required to determine their socio-
economic and cultural status by law. He dedicated series of works to this problem: "Land of Women",
"Kadinlar", "Arslan-Kiz", "Dar-al-Rahat musulmanlary", etc. He published in the "Terjiman" dozens of articles
and notes: "Sharia also allows girl to study”, "The enemies of Muslim woman", "Message to the editorial staff
of Kasimov girls", "The process of girls’ education”, "On the problem of women", "Islam and women’s rights",
"Women’s rights", "Again, the rights of women", "The situation of girls and women in the Crimea", etc.

His work "Kadinlar" is a reference book, which became a symbol of the struggle for women'’s rights.
The following epigraph tells about the appointment of the book: "Woman is needed as air for each home. For
women themselves, science and knowledge are needed as well. Women need to know that they make up half
of humanity and, therefore, are of great importance. Women give birth to children, breast-feed them, teach
them to speak, and bring them up. Children hear the words of kindness, honesty and fairness from the mother’s
mouth. Therefore, a woman is a great power, the core of the family and the state" [1, 85]. The author considers
that a woman must perform three types of duties: to be a beautiful woman, a good wife, and a good mother.
Motherhood, married life, the duties of mother-educator — that is what defines the critical importance of women
in society. Hence the need to respect for women, to improve their knowledge, and level of culture.

To raise the authority of modern women, |. Gasprinsky introduced a special section to his book
"Great Women", which says that in ancient times, women also have been at the head of the state, and have
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participated in politics. Among women there were scientists, and writers. He calls the names of Cleopatra,
Elizabeth Tudor, Queen Victoria, Empress Catherine Il and tells of their services to the country. The whole
book content is permeated with a sense of respect for women from the beginning to the end. Gasprinsky
aims to show the role of mothers in educating the young generation, condemns religious fanaticism, limiting
the path of women to equality in the home, family, social life, encourages women to knowledge and culture,
to the struggle for emancipation.

In 1882 Gasprinsky published the article "Do we need to teach women?" which became the
programmatic work on the issue of women’s education. The author writes: "In one of my books, | had the
absolute pleasure to talk about the opening of female Muslim school in Tiflis, where the girls will be taught
the sciences and crafts. Only women will be teaching there, and the leg of men won’t get through the door of
this institution. With regard to this, some of our readers complain. Why girls should not be taught sciences
and rules? Sharia does not prohibit, does it? The mother or the father, having means, should educate and
teach their children, no matter if it is a girl or a boy, and be responsible for them and their actions. It is
necessary to teach boys for them to be good men, fathers, and workers. Also nothing prevents to teach the
girls for them to be good wives, mothers, and housewives. The more educated is a woman, the more useful
she is as a daughter, sister, wife, and mother" [3, 128].

Gasprinsky recalls that Sharia does not prohibit the education of women: "We are born of women,
grow and begin to speak in the hands of women. We live, work with women and finally die by a woman — a
wife or mother, receiving the last relief from them. It is a sin to leave them in dark like animals" [5, 92].

The article "Women of East and West" of Gasprinsky considers the peculiarities of the situation of
women of East and West in the society. It is written there that European women have the right to receive an
education, and women of the East are deprived of this right. Among women of the Western there are
teachers, doctors, post and telegraph workers, and the bank employees, they are fighting for equal rights
with men in all spheres of life. Eastern women are deprived of all this. The educator seeks to share his
knowledge on the issues of women’s emancipation and advises to learn it from the Japanese: "Every
Japanese village has an elementary school, which is attended by 81% of girls, but the Japanese are not
happy with this. They tend to encourage all the girls to the process. Education should begin with elementary
school, it is necessary to create secondary schools afterwards, and then the higher women’s educational
institutions. Japanese people focus on problems of moral and ethic education, they study music and art in
detail, and they got good results. We also need to teach our girls the sciences, who could learn not only in
elementary and secondary schools, but also in higher educational institutions" [3, 132].

In his article "On the situation of Muslim women" |. Gasprinsky showed us numerous examples of
disempowerment of Muslim women. He protects the basic rights of women in family life. In conclusion, he
called for the creation of the state legal system for women protection [5, 94].

Gasprinsky continued this issue in the article "Where is the root of evil? (The question of divorce),"
revealing the terrible truth: Thousands of women suffer oppression, abuse, humiliation, committed by their
pathetic husbands. In this publication he opposed the Muslim clergy, entered into collusion with
unscrupulous men and covered their crimes with Sharia. "The Qur'an can be translated in one word. Its
essence is justice!" says Gasprinsky. The provisions of the Quran used to cover up all low lawless actions,
entirely contrary to God and the Qur'an" [5, 95].

The organization of publication of the first Crimean Tatar women’s periodical. In order to solve the
social problems of women in the Muslim world I. Gasprinsky decided to create a specialized periodical, which
would be fully dedicated to Muslim women, their spiritual development and education. In particular,
I. Gasprinsky wanted to devote a journal for Muslim women "Terbie" ("Education") to women’s issues.
However, the proposal was not supported by the government. I. Gasprinsky makes a new attempt after the
refusal. He decided not to issue a separate publication, but an appendix to his newspaper "Terjiman" called
"Kadym" ("Woman"). However, this measure has not been successful as well, and the royal censor strongly
opposed attempts of Gasprinsky.

Only thanks to his vitality and authority |. Gasprinsky in 1910 managed to start publishing the weekly
"Alemi Nisvan" ("Women’s World"), though. At the beginning of November 1905 women’s journal program for
the Crimean Muslim women was adopted in St. Petersburg. This program opened a wide field of activity for
this periodical [2, 18].

Along with an introduction to readers their rights and responsibilities, reflected in the legislative acts,
the journal told about innovations in traditional women'’s occupations: handicrafts, weaving, carpet weaving and
silk production, accompanied by the necessary explanations in pictures and drawings. "Alemi Nisvan" gave
practical tips on housekeeping, children’s education and health necessary to facilitate women’s work and
improve family life. The journal described the woman’s life in different countries, contained biographies of
prominent women with portraits and drawings. It also contained the information on "basic knowledge", stories,
letters, readers’ questions and answers on them by editorial staff; scientific discoveries, inventions, news, and,
finally, the announcement and advertising. Undoubtedly, the journal "Alem Nisvan" significantly expanded the
horizons of the Crimean Tatar women, and contributed to the development of public education among them.

26



BicHuk HauioHanbHoI akagemii KepiBHMX KaapiB KynbTypu i mucteuTs Ne 2°2016

First experimental copy followed soon after, and the release of the journal was closely followed by
Europe’s leading publications that specialize in problems of the Muslim world. Since the release of the first
copy the head of the editorial staff has been the daughter of educator Shefika Gasprinsky-Nasipbeyli.

"Alemi Nisvan" has gradually become an appendix to the "Terjiman", the frequency of which was
moving in the direction of daily. But "Alemi Nisvan" remained a weekly. In the years 1910-1911 the journal
was published more or less regularly as an appendix.

Conclusions. |. Gasprinsky made a significant step towards fundamental reform of the status of
women, which gradually got constant and undeniable rights in a Muslim society. His protection of the
women'’s interests had a great influence on Muslim society. Such activity of the educator laid the foundation
of a democratic tradition in Crimean Tatar national movement.

Defending women’s right to education, |. Gasprinsky required by law to determine their socio-
economic and cultural status. He devoted a number of works to this problem. In addition, the educator has
organized edition of the first specialized periodical dedicated to the situation of Muslim women in that
society. The value of "Alemi Nisvan" can hardly be overestimated. The publication has become the original
phenomenon not only in Crimean Tatar culture, but also in cultures of Turkic people of Russia.

The subject of further research could be general contextual analysis to meaningful interpretation of
the "Alemi Nisvan" journal contents.
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HILANDAR COLLECTION AND UKRAINIAN MANUSCRIPT HERITAGE -
A UNIQUE PHENOMENON OF UKRAINIAN CULTURE

The purpose of the study is to identify among the Slavic manuscript heritage the Ukrainian authentic samples
on the example of the manuscript collection of the Hilandar monastery on the Mount Athos. The work corresponds to the
methodology of cultural and historical studies, as well as religious studies based on the study of semiotics of culture.
The following research methods are used: the historic — for study of the monastery and its collection and the comparative —
for identification of manuscript samples. The system of semiotics methods, which is the basis for the identification of
manuscript samples belonging to a particular cultural tradition is introduced into scientific circulation. The scientific novelty
of this work consists in identification of new, forgotten and unknown manuscript heritage monuments of Ukrainian culture
and introduction them to the scientific circulation. Conclusion. The study confirmes that among the Slavic manuscript
collections, including monastery Hilandar collection, there are the samples related to the Ukrainian cultural traditions. They
are often hidden behind other names and require careful scientific study, and possibly, return to Ukraine.

Keywords: Hilandar, manuscripts, Slavic (Cyrillic) and Ukrainian.

TepeweHko-KatidaH Jliniss BonodumupieHa, kaHOuGam mucmeuymeo3aHascmea, doueHm, dokmopaHm Haujo-
HarsbHOI akadeMii kepigHUX Kadpig Kynbmypu i Mucmeyms

XinaHpapcbki 3i6paHHA Ta ykpaiHCbKa PYKONMUCHa cnaAlwuHa — yHikanbHi ABULLA YKPATHCBLKOI KynbTypu

MeTa pgocnifXeHHs nonsrae y BUABIMEHHI Cepea CIOB’SSHCbKOrO MacuBy PYKOMWCHOI CNafLUHU YKPATHChKMX
aBTEHTUYHUX 3paskiB Ha NpWKNagi pyKonucHoro 3ibpaHHst MoHacTupsa XinaHaap, wo Ha CesTin opi AdoH. CtaTTa Bia-
noeigae MeToA0NOrii KyNbTYPONOriYHNX Ta iICTOPUYHUX OOCTiMDKEHb, @ TaKOX pernirie3HaB4YMx JOCMiKEHb HA OCHOBI BUB-
YEHHHA CEMIOTUKM KyNbTypu. 3aCTOCOBAHO Taki MeToaW AOCHIMKEHHS: ICTOPUYHNIA — Yy OOCHISKEHHI cCaMoro MoHacTups Ta
KOMekKLUji, Lo B HbOMY 30epiraeTbcsi; KOMNapaTUBHUM — ANst BUSIBIIEHHST PYKOMMUCHMX 3pas3kiB. TakoX BBEAEHO [0 HayKo-
BOro obiry cuctemy MeTogiB i3 CEMIOTUKN, O € OCHOBOK BUSIBIIEHHS PYKOMUCHUX 3paskiB, ki Hanexartb 40 KOHKPETHOT
KynbTypHOi Tpaauuii. HaykoBa HoBM3Ha poboTy nonsirae y BUSIBNEHHI 3abyTux Ta paHille He BigoOMWUX Nam’siTOK pyKo-
NMUCHOI CNafWMHW YKPaiHCbKOi KynbTypu Ta BBEAEHHSI iX y HaykoBui obir. BUCHOBKaMu € TBepKeHHs, Lo cepes
CNOB’SIHCBbKUX PYKOMUCHMX KOMEKLiR, 30KpeMa 3ibpaHHs MoHacTupsa XinaHaap, NPUCYTHI 3pasku, Lo HanexaTb 4O yKpa-
THCBKUX KyNbTYPHUX Tpaauuii. BoHW YacTo npuxoBaHi 3a iHWMMKW Ha3Bamu, NOTPebyoTb PETENbHOIO HayKOBOro AOCHi-
[PKEHHS Ta, MOXINMBO, NOBEPHEHHS B YKpaiHy.

Knto4oBi cnoBa: XinaHgap, CNoB’iHCLKI (KUPUINWYHI) Ta yKpaiHCbKi pyKonucu, cemioTvka.

TepeweHko-KatidaH Jlunusi BnadumupoeHa, kaHoudam uckyccmeosedeHusi, doueHm, dokmopaHm Havuo-
HanbHoU akadeMuu pyKogoOsuUX KaOpo8 Kyribmypbl U UCKyccme

XunaHaapckoe cobpaHue U yKpauHCKoe PYyKOMWCHOe Hacregue — yHUKanbHOe SIBNIeHWEe YKPauHCKOW
KYNbTypbl

Llenb nccnepgoBaHuA 3akrnio4aeTcs B BbISIBNEHUM Cpeay CNaBAHCKOro MaccvBa PyKOMMUCHOMO Hacneauvst ykpauH-
CKMX ayTEHTUYHbIX 06pa3LoB Ha NpUMepe pyKONMCHOro cobpaHuns MoHacTbipst Xunanaap, 4to Ha CeaTon ope AdpoH. Pa-
60Ta COOTBETCTBYET METOAONOrMU KyIbTYPOSIOTMYECKNX U UCTOPUYECKUX UCCMEeOOBaHUN, a TakKe pernmrmoBegyeckmx
MCCreaoBaHWn Ha OCHOBE U3YYeHUsi CEMMOTUKM KyrnbTypbl. MMpyMeHeHbl cneayrowme MeToabl UCCNeaoBaHUs: nctopuye-
CKUA — B WCCNEAOBaHMM CamMOro MOHACTbIPS W KOJIEKUMM, YTO B HEM XPaHWUTCS; KOMNapaTWBHbIA — AN BbISBIEHUS
pyKonucHbIXx obpasuoB. Tawke BBEAEHO B Hay4Hbli 0BOPOT CUCTEMY METOOOB CEMUOTUKW, YTO SIBMSIETCS OCHOBOM
BbISIBITIEHNS] PYKOMUCHBIX 00pas3LioB, OTHOCALLMXCS K KOHKPETHOW KynbTypHOW Tpaauumn. HayyHasi HoBM3Ha paboTbl 3a-
KMoYaeTcs B BbISBNEHWN 3a0bITbIX Y1 HEM3BECTHBIX MNAaMSITHUKOB PYKOMMCHOIO Hacneamsi yKpamHCKOM KyrbTypbl U BBEAEHME UX
B Hay4HbIn 060poT. BbiBogamu k pabote ABNSETCS yTBEPXKAEHWE, YTO Cpeaun CraBsiHCKUX PYKOMUCHBLIX KOMMEKLUMIA, B TOM
ymcne cobpaHus MoHacTbIpst XunaHaap, NPMCYTCTBYIOT 06pasLibl, OTHOCALLMECS K YKPAUHCKUM KyTbTYPHbIM Tpagmumsam. OHn
YacTo CKPbITbI 3a APYrMMU Ha3BaHUAMM, TPEDOYIOT TLLATENbHOIO Hay4YHOrO UCCNENOBaHNUS U, BO3MOXHO, BO3BpALLEHUsT B Yk-
pauHy.

KntoueBble cnoBa: XunaHaap, CnaBsHCKMe (KMPUNnM4eckne) n yKpanHckne pykonmcu, CeMmoTrka.

Addressing the issues of parallelism and specific features of the development of the spiritual culture
of Ukraine and Greece, the St. Mount Athos stands out as one of the aspects of the problems. The Mount
Athos is not only a world cultural treasure, but also a treasure of Slavs. Slavic heritage was revealed among
numerous Greek relics in the heart of Greece, in the Athos monasteries. It gives us the opportunity to learn
more about Ukrainian culture taking into consideration the relics saved in Greece. Before writing the article,
numerous researches were conducted. The purpose was to explore traditions and Ukrainian cultural heritage
preserved in Athos monasteries. This article studies the development and preservation of Slavic (Ukrainian)
manuscript heritage in the Hilandar monastery. This monastery is considered to be the Slavic-Serbian, but it
was the first to get the translation of the Ostrog Bible from Ukraine.

The object of the research is Slavic (Cyrillic) manuscript heritage of the Hilandar monastery, which
includes Ukrainian manuscripts.

© Tereshchenko-Kaidan L., 2016
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The most numerous researchers of the Hilandar monastery and its manuscript funds are Serbs. Not
without reason the monastery has got its name — "Slavic-Serbian". The main source of the researches is the
catalogue of D. Bohdanovych Catalogue of Cyryllic manuscripts of Hilandar monastery [1]. There are a lot of
memories about the monastery left by travellers, ambassadorial missions, monks and clergy. The following
three main sources can be outlined in this list: V. Hryhorovych-Barskyi (XVIII century) [2], Porfiriy Uspienski (XIX
century) [4], [5] Niktariya MakLiz (XX century) [3]. However, the main sources of the research are manuscripts.

The Hilandar monastery is dedicated to the feast of Presentation of the Blessed Virgin Mary. There
are a few versions of the monastery’s name — XiAiavdapiou (origin — Xihiavdapiou). The first version is
confirmed by the documents of the X century containing the name of the founder of the monastic community
of the monastery George Hilandar. The second version is more interesting and romantic. According to it, the
monastery name is Hilandar because it is similar in shape to the Byzantine boat "helandion".

According to the Greek translation of the name there can be outlined one more version:
"XnAnavtapn — from Greek word xnAin — thousand, and avrtapa — fog, mist, that is a thousands of fogs".
There is an interesting history of this version. Some invaders tried to get inside the monastery they saw from
the mountain many times. But as soon as they get down to the valley they were hit by dark mist and could
not see each other, lost their way and wandered in the darkness. They climbed the mountain again and the
same things happened. It happened many times. After all the invaders left.

There is one more version saying that the monastery got its name in honor of the tract Hilandar,
where it was built. Hilandar is translated as lion’s jaw ( XelAn — jaws, a AeovTapl — lion’s). This version is
supported by few reasons. First, the name of the city where the monastery was built. The second, the statue
of huge lion was built in front of its gates. Next, the name of the small island in front of the monastery.
Careless ships ran against its rocks like in lion's jaws. Then, the shape of the plain reminds of lion’s jaw
surrounded on three sides by the "mountains-mane" etc.

There is another version of the name — "thousand men" (XoAoa — thousand, avdpog — men). It is
connected with the pirates who tried to rob the monastery. Spilit in two groups, they killed each other in dense fog.

The founders of monastery in the Xll century are considered to be Serbian rulers Stefan Nemania
and his son Rastko. Rastko inherited Serbian throne after his elder brothers. Instead, he became a monk
with the name Sava. Thus, the monastery was built by Serbian King St. Stefan, son-in-law of Greek autocrat
Roman. It was the first time when Slavic and Greek blood and cultures came together.

V. Hryhorovych-Barskyi calls the Hilandar monastery Hilandar Lavra because of the building
greatness and beauty and richness of the area where the monastery is located. It was passed to lifelong
Serbian ownership in 1198 by the order of Emperor Alexiy Ill.

Hilandar, Slavic-Serbian monastery on Athos, raised spiritual bishops and patriarches for Serbia and
translated spiritual literature and the works of Holy Fathers from Greek into Slavic. These translations served
as the main source of spiritual enlightenment of Serbia and other Slavic nations.

The Hilandar was active throughout the period of Turkish occupation unlike other monasteries that
had lost benefactors with the fall of the Byzantine. The monastery started to decay in XVII century when
Turks prohibited autonomous regimen in Serbia and made the country submit to the World Patriarch of
Constantinople that served as spiritual and secular ruler of the Christian subjects of the Ottoman Empire.
Instead of Serbian monks, Ukrainians, Bulgarians and Vlachs came there. Until the end of the XVIII century
the monastery was mostly Bulgarian. Only later the Serbian king Alexandr Il assisted in restoring the
monastery after the fires of 1722 and 1891.

The Divine Liturgy is served exclusively in Church Slavonic language with Serbian accent. Reading
and singing match Athos statute. There are small differences in Divine Liturgy practice connected with
adoration of three-handed Theotokos icon. During the Divine Liturgy they sing short Serbian tunes, on
Sundays — long Greek chants in Serbian (in Church Slavonic language with Serbian accent).

The monastery has a great treasury and library with a huge collection of Slavic manuscripts. Among
valuable books the monastery keeps there is the royal gospel written in gold in two lines. There are also 50
christodules1 . Some of them are written on parchment, some — on paper. Judging from the available
christodules we can see that Serbian and other Orthodox rulers liked the monastery and endowed it
generously. Because usually someone who donates christodul supports it with a contribution.

During examination of 1150 Slavic (Cyrillic) manuscripts we chose a certain number of artifacts
interesting in language or in content aspect and revealed some patterns of Ukrainian tradition.

We managed to research manuscripts only due to the materials — short movie clips provided by the
center of manuscripts of Moni Vlatazon in Saloniky. This is a remarkable place on earth. There is the foot
imprint of Paul the Apostle, where he proclaimed his epistle to Solunians.

Like previous collections researched in Athos, the Hilandar collection is not an exception. From the X
to XVI centuries — these are the manuscripts of Serbian and Bulgarian pronunciation. There are some
examples of Romanian and Moldavian-Vlachs tradition. From the XVI to XVIII century, the geography
extended to Ukraine and Moscow. While conducting the study we used a variety of methods: semiotic
(language and through filigree), ethnic semiotic, method of liturgical practice etc.

Ukrainian examples are: BubpaHi eBaHrenie iepomoHaxa PomaHa (Selected Gospels of fr. Roman),
1337 [6], YoTtnpmeraHrenie (Four Gospels of middle XVI century), Moldavian edition with Galician-Ukrainian
elements, (Ukrainian. — L. T.-K.) [7], YoTupuesaHrrenie 3 porobuya (Four Gospels from Drohobych) — 1612 [8],
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Yotupuesanrenie (Four Gospels of XV century), Rus edition with Galician-Moldavian elements (Ukrainian. —
L. T.-K.) [9], MpakcanocTton BonuHcbkuin (Volhynian Praksapostol) — beginning of XVII century, Ukrainian-
Volhynian edition — (No 71 Katalog by D. Bohdanovych [1]) [10], MNcantnp 3 nocnigyesaHHam (Psalter with
Followings), 1614, written by monk Elijah from Moldova. Serbian edition, but Rus-Moldavian (Ukrainian. — L. T.-
K) notes [11], Lviv Four Gospels 1615 — Galician-Volhynian edition [12], MNcanTtup (Psalter of first quarter of XVI
century), Ukrainian [13], TnymauHun ncantup (Interpretative Psalter), Ukrainian [14], NcanTtup 3 TnymadeHHam
(Interpretative Psalter of XVII century), Ukrainian [15], MNcantup (Psalter XVII century), Ukrainian [16], NictBuus
(The Ladder of Divine Ascent) 1500, Ukrainian edition [17], JlictuBua Cynpacnbcbka (The Ladder of Divine
Ascent, Suprasal), 1530. It was written by monk Arseniy in monastery of Annunciation and John the Apostle;
Ukrainian (or Belarusian). [18], Cnosa Cs. OTuiB (Homily of Holy Fathers), Ru$ (Ukrainian) and Moldavian
edition of XVI century [19], Po3gymu npo xpuctusaHcbki ctpaxaaHHa (Meditation on Christian Sufferings of Saint
Dymytriy of Rostov (Danylo Tuptalo), XVIII century) [20], Anokpudb (Biblical Apocrypha), 1766, Church Slavonic
language (Ukrainian. — L. T.-K.) [21], I3Boau 3 ®Peodpinakty (Voices songs from Feofilakt of XVIII century),
Church Slavonic language (Ukrainian. — L. T.-K.) [22], MNMoByanbHi cnosa (Homily of XVIII century), Church
Slavonic language (Ukrainian. — L. T.-K.) [23], Collection by Ray Kalista and lyenamiya Xaniopula of the end of
XVIII century, Church Slavonic language (Ukrainian — L. T.-K.) [24], Ray Kalista anshymkude, XVIII century,
Church Slavonic language (Ukrainian. — L. T.-K.) [25], LiBeToco6paHie Inii Ekaity (Flowers Collection of Elijah
Yedikt of XVIII century), Church Slavonic language (Ukrainian. — L. T.-K.) [26], 36ipHuk (Collection of XVIII
century), Church Slavonic language (Ukrainian. — L. T.-K.) [27], MiHesa 3a nucTtonag (Menaion of November),
Half-Statute of Rus-Moldavian Pattern (Ukrainian. — L. T.-K.), 3rd Part of Quarter XVI Century [28], MiHes 3a
notun (Menaion of February), 1708, Church Slavonic language (Ukrainian. — L. T.-K.) [29] etc. 44 more
manuscripts can be added to the list. Among 1150 studied manuscripts of the Hilandar monastery only 73
artifacts have Ukrainian traditions and only 73 manuscripts are patterns of the Ukrainian culture. As mentioned
above, it is basically the XVII — XVIII centuries. The presence of these patterns in the collection of Slavic-
Serbian monastery means that: 1) there were Ukrainians among local monastery community; 2) Ukrainian
Manuscripts circulated over the world; 3) there are examples of Ukrainian pronunciation, (not elements of
Ukrainian edition in the manuscripts of other languages) in the collection.

Slavic collection of the Hilandar monastery is a demonstrative collection of the Athos heritage. Vasyl'
Hryhorovych-Barskyi was right saying that this collection has practical and theological content. The research
revealed some philosophical, medical, juridical, didactic, historical and astronomical works etc.

Keeping artifacts in short movie clips and digitizing on modern devices will definitely help to save and
research this treasure, but the best way to support your own culture is a good publication with a scientific
exploring. That is what the 73 Ukrainian manuscripts from collection of the Hilandar monastery on Athos
need. They are waiting for a researcher and maybe some of them will be published.

TMpumimku

' Christodul (Golden Seal) — gift letter with golden seal of Serbian and other Orthodox owners that served as
addition to their donations for monasteries and churches.
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SPANISH AND UKRAINIAN ETHNOSPECIFIC
PHRASEOLOGICAL UNITS IN THE PRESS

The research studies Spanish and Ukrainian ethno-specific phraseological units in the press. The author defines
their informational and communicative peculiarities and figurative possibilities of using them in periodical press. Peculiarities of
Methodology. In the furtherance of the goal, the author uses some general scientific and special linguistic research
methods, in particular: synthesis, analysis, ethnic-national, linguo-genetic, descriptive, comparative, complex-procedural.
The use of the complex methods enables to consider the ethno-specific phraseological units in the pragmatics of a jour-
nalistic text: they contribute to the creation of a specific newspaper imagery and expressivity by inclusion of argumenta-
tion and social orientation into the process. The conclusion is that linguistic meaning of phraseological units as carriers
of ethno-specific meaning of the text is determined by the degree of their idiomaticity. In the process of intercultural
communication, phraseological units with a cultural component are a source of additional information. It makes the proc-
ess of interactive relationship more complicated because information contained in these units is not always understand-
able for representatives of other cultures. At the same time, the expansion of intercultural communication sphere contrib-
utes to internationalization of phraseological units and, therefore to convergence and a dialogue of cultures.

Keywords: a phraseological unit, an ethno-specific component, background knowledge, an image model, phra-
seological cognate.

LllleeyeHko JlroOmuna OnekciieHa, kaHOudOam ¢pironoeaiyHUX Hayk, OoueHm Kaghedpu I[HO3EMHUX MO8
E€KOHOMIYHO20 hakynbmemy Kuigcbko20 HauioHarIbHO20 yHisepcumemy iM. Tapaca LllegyeHka

IcnaHcbKi Ta yKpaiHCbKi eTHOMapKoBaHi hpaseonoriyHi oguHuLi B nepiofanyHin npeci

MeTa cTtaTTi. Y CcTaTTi po3rnagalnTbes iCnaHChbKi Ta YKpaiHCbKi eTHOMapKOBaHi (hpa3eonorisaMy B NepioaunyHiin
npeci. ABTOp BU3Ha4ae ix iHpopMaLiiHO-KOMYHiKaTMBHI 0COBNMBOCTI, @ TakoX 0BPa3HO-EKCIPECUBHI MOXIMBOCTI BUKO-
pucTaHHs B nepiogmnyHin npeci. OcobnumeicTb MeToaonorii 4OCNIMKEHHS Nonsirae B TOMY, LLO ANst JOCArHEHHS METU aBTo-
pPOM BVKOPWCTOBYBAaNWCA 3ararbHi Ta creuianbHi NiHrBICTUYHI MeTOAW, 30Kpema: CUHTEe3y, aHarnidy, eTHOHaLioHanbHWK,
NIHBOTE€HETUYHWUIA, OMNCOBWIA, MOPIBHANBHWIN, KOMMNIEKCHO-NpoLecyanbHUA. BukopuctaHHs KOMNAEKCHOI MeToaonorii Aano
MOXIIMBICTb PO3rTIsIHYTM €THOMAapKOBaHi opa3eonorivyHi oavHWLI B nparMaTtvi nybnilMCTUYHOrO TEKCTY: iX BUKOPUCTaHHS
Cnpusie CTBOPEHHIO creuundivHol ra3eTHOi 06pa3HOCTi i eKCNPECMBHOCTI 3a JONOMOIOK BKITKOUYEHHS B MPOLIEC apryMeHTalLii,
KyNbTYpHOI Ta coujanbHoi opieHTauji. 3po6neHo BUCHOBKM, LLO NiHMBICTUYHE 3HaYeHHs1 opas3eornoriamiB B SIKOCTi HOCIIB
eTHOCMeLUMdIYHOTO 3MICTY TEKCTY BM3HAYaETLCA PIBHEM iX i4iOMAaTUYHOCTI. Y NPOLECi MKKYIbTYPHOI KOMYHIKaLi (ppa3eonorivHi
OOVHWUi 3 KYNbTYPHUM KOMMOHEHTOM € [DKEPENoM A0AaTKOBOI iHGopMaLi, WO pobuTb NpoLec B3aEMHOrO CriNKyBaHHS
GinbLU BaXXKMM, TOMY LLO iHbopMalLlisi, LLO MICTUTLCS B LIMX OOAMHULAX, HE 3aBXaM AOCTyNHa AN PO3YMiHHS NpeacTaBHMKam
iHWKWX KynbTyp. BogHoyac poswmpeHHs cdepr MixKKynbTYpHOI KOMYHikauii cnpusie iHTepHauioHanisauii dpa3eonoriyHmx
OAMHULb, @ OTXKe, KOHBEpPreHLjii i gianory KynbTyp.

Knio4yoBi cnoBa: (paseosnoriyHa OAMHWLS, €THOMapKOBaHW KOMMOHEHT, (POHOBIi 3HaHHsi, 0bpas-eTarioH,
bpaseonoriyHuM iHTepHaLioHani3m.

LlleeyeHko JlroOmuna AnekceeeHa, kaHOudam busiofioaudecKux Hayk, OoueHm Kaghedpbl UHOCMPaHHbIX
3bIKO8 3KOHOMUYECKO20 ¢hakyribmema Kueeckoeo HayuoHanbHo20 yHugsepcumema um. Tapaca Llleg4eHko

McnaHckue n yKpamHckue aTHOMapKupoBaHHble ppaseonornyeckme eauHULIbI B Nepruognyeckon npecce

Llenb ctatbu. B cTtatbe paccmaTpuBaloTCa MCNAHCKNE U YKPaUHCKUE STHOMapKMPOBaHHbIEe dhpa3eonornamel B
nepuoanyeckon npecce. ABTop onpeaensiet ux MHMOpMaLMOHHO-KOMMYHMKATUBHbIE OCOBEHHOCTU, a Takke ObOpasHo-
3KCMPECCHBHbIE BO3MOXHOCTU WCMONb30BaHUs B nepuoandeckon npecce. OCOGEHHOCTU MeTOAO0NOrUN UccrefoBaHus
3aKN4aroTCA B TOM, YTO ANA OOCTUXKEHUA Lieni aBTOPpOM UCMOJ1b30Barnncb 06UJ,I/Ie M cneunanbHble NNHIrBUCTUYEeCKne me-
TOAbl UccnegoBaHnd, B YaCTHOCTU. CUHTE3a, aHanmaa, STHOHaLLVIOHaJ'IbeIVI, J'IVIHFBOreHeTI/I‘-IeCKI/IVI, Oﬂl/lcaTeJ'IbeIIZ, CcpaBHU-
TenbHbIA, KOMMMEKCHO-NpoLeccyanbHbIi. Vcnonb3oBaHne KOMMIIEKCHOW METOAONOorMM Aano BO3MOXHOCTb pPaccMOTpeTb
3THOMapKMpOBaHHble hpa3eoriorMyeckne eamH1Lbl B nparmatunke nyenmumcTMyeckoro TeKCTa: UxX UCnosib30BaHme crnocoo-
CTBYET CO34aHuio crieumdnyeckon ra3eTHon 06pa3HOCTM U 3KCPECCMBHOCTM MOCPEACTBOM BKIIOMEHUST B NMPOLIECC apry-
MEHTaLuK, KyNbTypPHON U coumanbHoM opueHTaumun. CaenaHbl BbIBOAbI, YTO JIMHIBUCTUYECKOE 3HAYeHNe opa3eonorns-
MOB B KadecTBe HocuTernel aTHocneunduYeckoro cogepkaHns TekcTa onpenensieTcsl CTeNneHblo X nanomatuyHocTu. B
npotecce Me>|<KyanypH0|7| KOMMYHUKaLnn qapaseonormqecxme €AWHNLbI C KyNbTYPHbIM KOMIMOHEHTOM ABNAOTCA UCTOYHU-
KOM [OMOSHUTENbHON MHbopMaLmK, YTo AenaeT npouecc B3aMmHoro oblieHus 6ornee TpyaHbIM, NOTOMY YTO MHApOpMa-
uua, cogepxalladaca B 3TUX egnHuLax, He Bcerga AoCTynHa Ana NoHUMaHuAa npencraButTenamMmn Opyrux KynbTyp. B 10 Xe
Bpemsi paclumpeHne cdepbl MEXKYNbTYPHOW KOMMYHUKALMW CMOCOGCTBYET WMHTEPHaLMOHanM3auumM ¢paseoriormyeckmx
eauHuL, cnegoBaTernibHO, KOHBEpPreHumm 1 guarory KynbTyp.

KnioueBble cnoBa: dpaseonornyeckas eamHuLa, 3THOMapKMpoBaHHbIA KOMMOHEHT, (hOHOBbIE 3HaHUs, 06pas-
3TanoH, paseonornyeckuini MHTepHaLNOHaIM3Mm.

Analyzing the functions of figurative phraseology in the newspaper texts, we can emphasize that the
information in a phraseological unit becomes apparent in the best way in the cultural context as a connotative
component of the figurative phraseological unit meaning reflects national and cultural information. Finding a
number of phraseological units marked by national and cultural character, it can be stated that such phrase-
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ological units are a means of constructing a well-reasoned message, creating a cultural semantic model of dis-
course (where the value system, rules of conduct and the world outlook of a certain society are displayed).

In the study we found a number of phraseological units with ethno specific complex of information. A
phraseological unit with a cultural component conveys cultural and historical knowledge, i.e. background
knowledge. The background knowledge that absorbs a system of worldview attitudes, aesthetic evaluations,
standards of verbal and non-verbal behaviour is essential to the communication process.

An example of phraseological unit actualization is a unit, the core of which has a unique figurative
basis: "Ahora hay que buscar sustituto, y el que mas suena es Viktor Jristenko, que ya fue vicepremier en el
gobierno de Serguei Kiriyenko, a quien Yeltsin convirtié en cabeza de turco de la crisis financiero de agosto
de 2003" [1, 07/03/2003, p.6].

The idiom "cabeza de turco" has a Ukrainian counterpart "ko3en BignyweHHs" ("a scapegoat”, i.e. a
man who is blamed for someone else’s fault or takes responsibility for one’s negative actions or deeds). The
figurative basis of these phraseological units outlines the unique manner for the Spanish and Ukrainian lan-
guages to nominate a reality. The idioms reflecting typical notions can serve as models and stereotypes of
the ethnospecific worldview or point to their symbolic character, and in this function they act as linguistic ex-
ponents of cultural signs. It is the rigidity or symbolicalness of figurative perception of phraseological units
that conditions their national and cultural specificity.

It should be noted that an ethnospecific component of phraseological unit semantics and its reflection of na-
tional features are found in the typical set of common representations, associations, emotional nuances for a certain
language community and national mentality as well as in their symbolization of certain objects and phenomena (i.e.
the connotative aspects). However, an ethnospecific component contains a denotative component, i.e. certain coun-
try-specific information. Phraseology has the biggest information capability in this regard.

It should be emphasized that the national and cultural elements of phraseological unit semantics can
be detected on different layers of the phraseological unit content, that is:

* in the total idiomatic meaning of a verbal complex (through rethinking, metaphorization, semantic
shift), e.g.: pez gordo in the sense of "an important influential official"; compare in Ukrainian: Benuvka puba
abo Benukui nTax.

* in the meaning of certain lexical components of a phraseological unit. They may be "unique com-
ponents" (which are not used anywhere else except this expression and are often archaisms), culture-
specific vocabulary (usually cultural and ethnic realities, place names, proper names, etc.). For example, in
Ukrainian: HakuBatn m'atamm (to bulge out) where HakmBaTtuh is used only in combination with the noun
n’atamu; in Spanish: sin papar mientes en una cosa in the sense of "do not think about smth", where there is
an archaic element mientes.

» in the literal sense of a total verbal complex which then undergoes rethinking, because it has "en-
coded" numerous folk customs, ceremonies, traditions, etc. For example, in Ukrainian: nepegatu kyTi megy
(compare with Spanish: ser como la caldera del andaluz, literally "to be as Andalusian soup", which means
something greatly exaggerated).

* many of these phraseological units are conditioned by extralinguistic factors, knowledge of which is
necessary for adequate perception of such units by a bearer of another culture. These factors are a reflection of
national and cultural context, which feeds such figurative formations of each particular language [2, 5].

The national traits of the people are revealed in created phraseological units, which are part of the figu-
rative language system. Metaphorical orientations based on the experience of a linguistic community, reflecting
its national identity generated by the living conditions of the people and their historical existence. The most
communicative significance is kept in phraseological units with ethnocultural component that don’t have struc-
tural and semantic equivalents in the language, which are compared with. These units demonstrate low motiva-
tion of semantics for representatives of another linguocultural community because there is a need for explana-
tions both separate components of a phraseological unit and a whole meaning of it. [3, 47]

Separate groups of phraseological units operating in the surveyed periodicals, and reflecting the na-
tional characteristics of the Spanish culture are following:

» phraseological units which reflect the unique, typically national customs, traditions, peculiarities,
names of reality. For example: encontrarse en mantillas ("to be backward, fall behind"), where there is a cultural
component mantillas; compare with a Ukrainian phraseological unit: BepHyTuca 3 pywwHukamu ("to plight a girl");

» characteristic for the Spanish community established comparisons, reflecting the system of im-
ages-models, for example: torpe como un asno ("stupid like an ass") compared with Ukrainian: stupid like a
log); estar como un toro ("to be angry like a bull or to be strong like an ox"), alto como un Castillo ("as high
as a castle") compared with Ukrainian: as long as a rake); alegre como unas castanuelas ("to be very happy,
shining"), where castafuelas is a musical instrument widespread in the Spanish musical tradition), a bombo
y platillo ("with a lot of noise"). We noticed that the semantics of the word-symbol is based on a set of figura-
tive associations that are visually fixed to them in the language and speakers’ consciousness. The most
common names and realities known to a person such as names of animals, flora and tools are subject to
symbolization. Symbolic components in the phraseological unit structure acquire the status of a cultural
model: a bear — clumsiness; a bull — aggressiveness; an ass — feeble mind;
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* phraseological units representing a certain historical epoch. Here an interesting source of phra-
seological unit formation can be found: it is the times of knighthood period in Spain: caballero andante ("a
vagrant knight"), caballero sin caballo ("an impoverished man"), criarse caballero y encontrarse peén ("to
lose all the money, the former position"), a mas moros mas ganacia ("the more difficulties you have, the
greater the reward is"). Compare: for Ukraine such peculiar times are the times of Cossack era: BinbHui
KO3aK, BUCKOYMTM SIK KO3aK 3 MaKy, Ko3aLbKoMy poay HeMa nepesoay;

+ phraseological units preserving an old measure of weight or length, for example: meterse en la
camisa de once varas ("to interfere in other people’s affairs”, where varas is an old measure of length); compare
with a Ukrainian phraseological unit: 3'ictu nya coni i3 kumochk ("to eat a peck of salt with someone");

» phraseological units, which reflect the originality of flora, for example: no valer una cosa un higo
("not to have any value, to be worthless"); tomar el olivo ("to escape"); mas seco que una avellana ("dry,
wrinkled", it is said about an old, exhausted person); the examples in Ukrainian: Buckountn gk Munun i3
koHonenb ("to say something inappropriate"), neperaHaTn Ha rpedyky ("express somebody’s displeasure); sk
4yopT Jo cyxoi Bepbu ("very much");

» phraseological units including traditional proper and common names, for example, those with some
historical memories: No se gané Zamora en una hora ("Zamora was not captured within one hour"), in Ukrainian:
nponas sk weeA nig MNonTtaeoto ("perished as a Swede near Poltava", the idiom, motivated by Poltava battle in
1708). Geographical names and common names for certain people became those primary images which formed
the basis for a number of phraseological units: Mas feo que Picio ("uglier than Picio"), tener mas orgullo que don
Rodrigo en la horca ("to be more arrogant than Don Rodrigo on the gallows"); por interés quiero Andrés ("to show
someone commitment in order to obtain certain benefit"), A Zaragoza o al charco (compare with the Ukrainian
one: naH abo nponas; abo o Caparocu, abo B kantoxy ("hit or miss"); He Torn Tenep Mupropog, no CaBLj CBUTKMW,
npo MeHe CemeHe;

+ phraseological units that inform us of traditional dishes and food, for example: estar a la olla de
otro ("to be dependent on someone"), ganarse el cocido ("to earn one’s food") where olla and cocido are tra-
ditional Spanish dishes; aguar uno el vino ("to spoil something by unnecessary interference") with the com-
ponent vino; in Ukrainian: kawwi Ha 3BapuTu, KaLli Macrnom He 3incyeL, nnosaTh B 6opLy, 3'iCTK Yyxe cano, B
KOXHOT Kymu ¢cBoi nuporu where there are common Ukrainian dishes and foodstuff.

It should also be emphasized that these phraseological units are regularly functioning in publications
related to direct or indirect denotation of conversational everyday speech: in an interview on international
issues, in sports commentaries, essays on national history. Some phraseological units, which originally were
the result of emotional language use, consolidated in the national regulatory use as a means of nomination
of certain phenomena in the economy or public life: sufrir un bache ("to get to the potholes on the road"),
echar bronca ("to start a quarrel”, "to create a conflict situation in the team"). Thus, some phraseological
units go from occasional to the regulatory use in the national language version.

Being created on the national ground and reflecting the most typical cultural characteristics of a nation,
idioms in a particular language may become the heritage of other cultures, entering the everyday life of many
people. Thus, the national element contained in the idiom image acquires the international character, becomes
international. For example, the image generated by the Spanish Inquisition created such a phraseological unit
as caza de brujas ("witch-hunt"). International images and their functioning in different national languages are
related to cultural and historical community. This is a fairly big group of idiomatic expressions, symbolic words
and phraseological units, etc. This overall formation of figurative expressions may be explained by general cul-
tural and historical development of certain nations and constant contact of their languages. [4,104]

According to the phraseology researcher E.M.Soloduho, interlingual approach should be used in order to
discover international phraseology. [5, 11] The main processes, qualities and categories that determine the forma-
tion of international phraseology are universal. They are primarily metaphors, metonymies, euphemisms, causing
the phenomenon of idiomatic parallelism. The main forms of semantic transformations determined by the univer-
sal nature of thinking operations and typical associations are universal as well. In the study, we noticed that a lot
of identical or similar facts of material and spiritual life of people acquire identical rethinking in various languages
independently of each other. For example, there are many international phraseological units that reflect the char-
acteristics of animal behavior: trabajar como un buen, the same in Ukrainian: npawtosatu sk Bin ("to work like an
ox"); tomar el toro por los cuernos / B3siT 6uka 3a poru ("to take the bull by the horns"). This phenomenon is de-
termined by the coincidence of imagery, the similarity of its orientation. International phraseological units include a
series of somatic idioms: con el corazén en la mano / cepue Ha gonoHi ("with all one's heart"); ensefar los dientes
/ nokasaTn 3yom ("to show one’s malicious nature"). International phraseological units facilitate understanding of a
communicative act and contribute to processes of cross-cultural communication.

A substantial part of phraseological units with the term origin belongs to the international terminologi-
cal phraseological fund. Many international terminological expressions, overcoming the limits of professional
use, acquire reinterpreted metaphorical meaning. Therefore, in order to take out the term of its terminological
system and could be used figuratively and develop new meanings, it must have appropriate internal content
possibilities. Determinologization is usually typical of a term that defines the basic concepts of any science.
The transition of terms to phraseology is made by metaphorization, when acquiring expressive and evalua-
tive properties by special vocabulary is observed. The meaning of a word or an expression expands, gener-
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alizes, but does not lose an association with a primary terminological meaning. Terminology is a rich source
for expanding international idiomatic fund. Multidimensionality of the phraseological nomination problem is
seen in the fact that there is an overlap of factors of linguistics, etymology, culture and sociology. [6, 16]

The origin of a significant number of international phraseological units is connected with historical events.
The source of an internationalism quinta columna / n’ata kornoHa ("the fifth column®, that is people involved in
subversive, anti-state activities in the country) was a historic event. This phraseological unit appeared during the
civil war of 1936 in Spain after the speech of General Molla, who said that in addition to four columns he had a
fifth column, engaged in subversive activities in Madrid. Thus, the main source of international phraseology is
loanwords. Interlanguage cooperation, historic and social relations led to the process of borrowing phraseological
units and transforming them into phraseological internationalisms. The literature of native people of a specific lan-
guage which appears significant at a certain stage of historical development is their great source. "The moving-out
of a particular ethnic culture to the forefront of world civilization contributes to the prestige of the language, which
serves this ethnoculture, and therefore extends its influence into other languages and cultures". [7, 101]

Due to their own nature, languages can influence not only all generations of the peoples who spoke
them, but also other languages they sooner or later start contacting directly, or as already dead languages
through its monuments, or through science, which studies their structure [8, 101]. Ancient literature and the Bible
were significant literary sources of international phraseology. The confirmation of internationalism of these phra-
seological units may be seen in the presence of identical idioms with the same meaning and relatively the same
component composition in Spanish and Ukrainian: hijo prédigo / 6nyaHuin cuH ("the prodigal son"); ojo por ojo y
diente por diente / oko 3a oko, 3y6 3a 3y6 ("An eye for an eye and a tooth for a tooth"); lavarse las manos / BumuTn
pyku ("to wash hands") (Gospel); risa sardesca / capgoHiyHmi cmix ("sardonic laughter") (Homer, Odyssey); ca-
ballo de Troya / TposiHcekuii KiHb ("Trojan horse") (Homer, llliada). It is relevant to recall the images of famous lit-
erary heroes of M. de Cervantes Don Quixote and Sancho Panza, which contributed to forming such Spanish
phraseological units as acometer molinos de viento / 6uTtnca 3 BiTpsakamm ("to fight windmills"), caballero de la
triste figura / nuuap cymHoro obpasy ("the knight of the dismal countenance") and other Spanish idioms which
went to the fund of the Ukrainian phraseology by loanwording. [7, 135]

The analysis of newspaper texts shows a high information content, which is characteristic of most
phraseological units, and conditions their semantic compactness and image compression, making them
widely used in the press for transferring the entire complex of semantic and stylistic meanings. The value of
the information that the idiom passes on in the process of communication does not diminish with frequent
use and that fact complies with the principles of construction and transmission of information in the mass
media. The acquisition of information (information is stored up as some experience), its impact on the mass
audience occurs by frequent repeating when the task is not simply to send messages, but somehow influ-
ence the consciousness of the recipient of the message.

Therefore, the linguistic significance of phraseological units as carriers of ethnospecific content of the text
is determined by their degree of idiomaticity. In the process of cross-cultural communication phraseological units
with a cultural component are the source of background information which makes the process of intercommunica-
tion more difficult because implicit background information contained in these units is not available to the repre-
sentatives of other cultures. At the same time the expansion of the sphere of cross-cultural communication fa-
vours the internalization of phraseological units, and hence the convergence of cultures.
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MPOBJIEMA KYJIbTYPbIl KPbIMCKOIO XAHCTBA
B COBPEMEHHOM r'YMAHUTAPHOM HAY4YHOM OUCKYPCE

Lenb ctatbu. B cTtatbe aHanuanpyetca npobnema uccnenosanus KynbTypbl Kpeimckoro xaHctea XIV-XVI BB. B
COBPEMEHHOM TyMaHWTapHOM Hay4YHOM AWcKypce. ABTOP MOCNeAoBaTeNnbHO aHanuavpyeT nuTepaTypHble WCTOYHMKM,
onybnvkoBaHHbIe pasHbiMU UccnegoBatensmm Ha npoTspkeHun XVII-XXI BB. Llenbto ctatbn Takke sIBNSETCA BbiBNEHUE
pasHbIX TOYEK 3peHUs], KOTopble MOryT 6biTb Hanbonee LenecoobpasHbiMM AN aHann3a KpbIMCKOWM KyrnbTypbl. Micnonb3o-
BaHWe nctopuorpagum4eckoro n KomnapaTMBHOIO METOAOB Aanu BO3MOXHOCTb aBTOPY NpoaHanvM3vpoBaTb COBPEMEHHYIO
KyTNbTypONOrn4ecKkyto MeToAonoruio nccriegosaHin KpbIMCKOro xaHCTBea, B YaCTHOCTH, C NOMOLLIbIO METoAa MHTEpBaribHO-
ro aHanusa KynbTypbl, KOTOPbIN NPeacTaBnAeT IKCNAMKaLMIO KynbTypbl KpbIMCKOrO XaHCTBa Yepes nHTepBanbHoCcTb. Oc-
HOBOM WCCNEAOBaHUSi MHTEPBarbHON 3KCNNMKaUUWM KynbTypbl KPbIMCKMX TaTap B 3noxy KpbIMCKOrO xaHCTBa SABNSETCH
MEXOVCLMNINHAPHBIA KOPPENATUBHO-UHTErParnbHbIA NOAXOA, KOTOPbIA 0ObeaMHAET UCTOPUKO-KYNbTYPHbIN, obLlencTopu-
Yeckuni, UNocodCkMn UCKYCCTBOBEOYECKMN MPUHUMMLI aHanu3a. HayyHas HOBM3Ha 3aknioyaeTcs B TOM, YTO aBTop
060CHOBbLIBAaET HEOOXOAUMOCTL UCMOSb30BaHMS B COBPEMEHHOM KYIbTYPONOrM4eckoM AMCKypce NOCTMOAEPHUCTCKON Me-
TOAOMOrMK, MOCKOMbKY UMEHHO OHa CrocobCTBYEeT Boree MHOroacrnekTHOMY M Pa3HOCTOPOHHEMY aHanu3y KpbIMCKOro xaH-
CTBa Kak OTAenNbHOro 1 cneumndmyeckoro Tmna KynbTypbl. CaenaH BbIBOA, Y4TO TeMa KynbTypbl KpbIMCKOrO XaHCTBa MHOTO-
KpaTHO nMpuBnekana BHWMaHWe wuccredoBaTenelr B 06NacTM UCTOPUM, WCKYCCTBOBEOEHWS, WCTOPUM  KynbTypbl,
A3bIkO3HaHMA. LienecoobpasHon npeactaBnseTca nocneayollas cucTemMatnsaums CylLecTBYIOLMX UCCNeaoBaHui, B Ya-
CTHOCTW, B acrnekTe obpalleHusi K NOCTMOLEPHUCTCKUM METoAaM U3yYeHUs! KPbIMCKOW KyrbTypbl, C LENbio e€ NepcrnekTus-
HOrO pa3BUTUSt N OOBEKTMBHOTO BOCTIPUATUSI MMPOBBLIM COOOLLIECTBOM.

KntoueBble cnoBa: KynbTypa KpbIMCKOro XaHCTBa, KOHTUHYYM, MHTepBaribHbIVi NOAX04, MOCTMOAEPHU3M.

Idpicosa Mep’em A60yserniisHa, 3006ysay HayioHanbHoI akademii kepigHUX kadpie Kyrbmypu i Mucmeyme

Mpo6nema KynbTypu KpuMcbKoro xaHcTea B Cy4acCHOMY ryMaHiTapHOMY HayKOBOMY AUCKYPCi

MeTa craTTi. Y cratTi aHanisyetbcsa npobriema gocnimkeHHs KynbTypu Kpumcbkoro xaHctea XIV-XVI cT. B cyqacHomy
ryMaHiTapHOMY HayKOBOMY AMCKypci. ABTOp MOCMIAOBHO aHanisye ritepatypHi mkepena, onyonikoBaHi pisHMM AoCrigHUKamm
npotarom XVII-XXI ct. MeToto cTaTTi TakoK € BUSIBINEHHS Pi3HWMX TOUOK 30pY, Siki MOXYTb OyTV HanGIiNbLL AOUINbHUMK ANs aHanisy
KPUMCBLKOI KyrbTypu. BukopucTaHHs icTopiorpachiyHOro tTa koMmnapaT1eBHOro METOAIB Aanu MOXMBICTL aBTopy NpoaHanisysaTtu
Cy4acHy KynbTypororiyHy meTomonorito JocnimkeHb KpMMCbKOro XaHCTBa, 30Kpema, 3a AOMOMOroH METoAy iHTepBaribHOro
aHani3y KynbTypy, KU NPeacTaBse ekCrnnikaLito Moro KynbTypy Yepes iHTepBarbHiCTb. OCHOBOK AOCHiMKEHHS iHTEPBarbHOI
ekcrnikauji KynbTypy KPUMCbKUX TaTap B enoxy KpyMCLKOrO XaHCTBa € MDKOMCLMMNIHAPHWUIA KOPENSATUBHO-IHTErpanbHWv nigxia,
AKUA 00'eQHYE ICTOPUKO-KYMbTYPHWIA, 3aranbHOICTOPUYHUIA, (INOCOCLKWIA, MUCTELTBO3HABYMIA NpUHUMNM aHanidy. Haykosa
HOBU3Ha roJsisirae B TOMy, LU0 aBTOp 0BI'pyHTOBYE HEOOXIAHICTL BUKOPUCTAHHS Y Cy4acHOMY KyrbTypPOSioriYHOMY AMCKYPCi MOCT-
MOZEPHICTCbKOI MEeTOA0IOr, OCKiNbkM came BoHa cripusie BinbLu GaratoacnekTHoMy i pisHOGIYHOMY aHarnisy Kprmcbkoro xaHcTea
SIK OKPEMOTro i cneumdivHoro TUny KynbTypu. 3pobrneHo BUCHOBOK, LU0 TeMa KynbTypy Kprumcbkoro xaHcTBa b6aratopa3oBo npu-
BepTana ysary AOCMiOHWKIB Y rany3i icTopii, MUCTELTBO3HABCTBA, iCTOPIi KyrbTypy, MOBO3HaBCTBA. [ouifbHOW € nodarnbLua cuc-
TeMaTm3auia iCHYHUMX AOCNIMKEHb, 30KPEMa, B aCneKTi 3BEPHEHHST 4O NOCTMOAEPHICTCbKUX METOAIB BUBHEHHS KPUMCHLKOI Kyrb-
TypW, 3 METOHO ii NEPCNEKTYBHOIO PO3BUTKY Ta OB'EKTUBHOMO CIIPUAHATTS CBITOBOHO CrifIbHOTOH.

KnrouoBi cnoBa: kynbTypa KpMMCbKOro XaHcTBa, KOHTUHYYM, iHTepBanbHUI NiaXia, NOCTMOAEPHI3M.
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Problem of culture of the Crimean Khanate in modern humanitarian scientific discourse

The research studies the problem of culture of the Crimean Khanate of XIV-XVI centuries in modern humanitar-
ian scientific discourse. The author reviews literary sources published by various researchers in XVII-XXI centuries. The
purpose of the research is to study the sources and to identify different points of view in modern humanitarian discourse,
the most appropriate for the analysis of the Crimean culture. The author uses historiographic and comparative methods,
which enables to analyze modern cultural methodology of Crimean Khanate study, in particular with the help of interval
culture study method, which represents the explication of its culture through intervals. The basis of the research of the
interval culture explication of the Crimean Tatar culture in the era of the Crimean Khanate is interdisciplinary correlative
integral approach, which combines historical-cultural, general historical, philosophical and art criticism analysis. The sci-
entific novelty lies in the fact that the author proves the necessity to use postmodern methods in modern cultural dis-
course, because it promotes deeper multi aspect and many-sided study of the Crimean Khanate as a separate and spe-
cific type of culture. Conclusion. The problem of culture of the Crimean Khanate attracted attention of researchers in the
sphere of history, art criticism, art history and linguistics many times. It makes most sense to systematize the existed
works, in particular by using postmodern methods of the Crimean culture study with the purpose of its future develop-
ment and objective acceptance by the world community.

Key words: culture of the Crimean Khanate, continuum, interval approach, postmodernism.

AKTyanbHOCTb [aHHOrO MccrieqoBaHus oOycroBrneHa HeobXOooUMOCTbIO YriyGnéEHHOro n3yyYeHus
heHoMeHa KynbTypbl KpbIMCKOro xaHcTBa nocpeacTBoM obpalleHns K COBPEMEHHBIM KYNbTypOnormyeckum
TEOpUsIM C Lenbio €€ 06beKTMBHOMO BOCNPUATAS B MMPOBOM MPOCTPaHCTBeE.

Llenbto cTatbym siBNseTcst 0630p UCTOYHUKOB MO uccneayemon npobneme v BbisiBNieHUe pasHbiX TO-
Yek 3peHus B COBPEMEHHOM ryMaHUTapHOM OUCKypce, KoTopble MoryT ObiTb Hambonee LenecoobpasHbiMM
AN aHanusa KynbTypbl.

Ha pybexxe XX—XXI BB., B CBA31 C BO3BPpaLLEeHNEM AeNOPTUPOBAHHOIO KPbIMCKO-TaTapcKkoro Hapoda Ha
NCTOPUYECKYIO POAMHY, HAYMHAKOTCHA MPOLECChl BO3POXAEHUS KyNbTypbl, BOCCTAHOBMEHWS WHTENNEeKTyansHoNn
NPeeMCTBEHHOCTU KPbIMCKUX TaTap. Kak n3BecTHO, BO3pOXAEeHE TON UMM UHOW KyNbTypbl HEOTbEMIEMO CBS3a-
HO C BO3POXAEHUEM TPaaMLWIA, U3yYeHUEM UCTOPUYECKMX UCTOKOB. B 3TOM KOHTekcTe 6e3yCroBHbIN MHTEpEC
npeacTaBnsaeT anoxa CTaHOBMEHNS M pacuBeTa KpbIMCKO-TaTapCcKOM rocy4apCTBEHHOCTHU, @ UMEHHO — KyrbTypa
KpbiMckoro xaHcTea. Mexay TeM, B COBPEMEHHON YMaHUCTUKE NMPaKTUYECKN HET OOBEKTUBHBIX UCCMEeqoBaHUN,
MOCBSALLEHHBIX UCTOPUKU KyNbTypbl 3TOFO rocy4apCTBEHHOro 06pa3oBaHus, B KOTOPbIX Bbl KynbTypa KpbiMckoro
XaHCTBa paccMaTtpuBarnach C pasHblX MO3ULIMIA, C Pa3HbIX TOYEK 3peHUst. ATy NakyHy NOMOXET 3anofHUTb UHTepP-
BasbHbIA NOAX04 — SKCNMKaLUMS KyrnbTypbl KpbIMCKOrO XaHCTBa Yepes UHTepBanbHOCTL. OCHOBOW 1ccneqosaHns
WHTEPBanbHOM KCNNMKaLMKN KyNbTypbl KPbIMCKMX TaTap B 3noXy KpbIMCKOro XaHCTBa SIBMSAETCA MeXaUCLMMIMHap-
HbIA KOPPENATUBHO-MHTErparnbHbIA NMoaxon, KOTOPbIM 00beaMHSIET UCTOPUKO-KYNbTYPHbIA, OBLLENCTOPUHECKUN,
hUNOCcCoCKUIA MCKYCCTBOBEAYECKUIA NPUHLMMLI aHanm3a. CpaBHUTENbHbLIN METOA LenecoobpaseH Ans aHanusa
cybuHTEepBanoB B KynbType KpbIMCKOro XaHCTBa U COCefHWX rocyaapcts. MNPUHLMN MCTOPUKO-KYNbTYPHON pe-
KOHCTPYKLIMM OOMKEH NO3BOMUTE PacCMOTPETb LIEHHOCTHbIE MPUOPUTETLI KPbIMCKUX TaTap B KOHTEKCTE UCTOpU-
Yeckux peanuii. CyLLecTBEHHOE 3HaYeHue AN nuccrnegoBaHusa uMeet MeTod dunocodckoro obobLleHusi, KoTo-
pbil B HEOAHO3HAYHbIX OLEHKAX TEX UMM MHbIX CYOMHTEpBanoB, 3atMKCUPOBAHHbLIX B Pa3HbIX WCTOYHWUKAX,
MOMOXXET HanTK OOLLYyO NapagurMy 1 hopMyNMPOBKY MOHSATUS "MHTEepBarbHOCTL". B KauyecTBe JOMMHAHTLI No-
NMMETOAONOrMYeckoro nogxoaa B AaHHOM criydae usbpaH UHTepBarnbHbIN aHanus, No3BonsLWUA paccMaTp-
BaTb KyrnbTypy Kak MHOrOypOBHEBbIA DEHOMEH, B KOTOPOM BCE MHTEpPBasibl MAPaNUCTUYHbI U, BMECTE C TEM,
OTHocuTenbHbl. MoaobHoe obbsicHEHUE CYyTU MHTEpPBasbHOM METoZOoNorMn Bnepsble Obio 060CHOBaHO B MC-
cnepoBanusix ®. B. Jlasapesa [10], kak MexgucumniMHapHasi Teopusi oHa siIBNsSeTcst Hambornee npeanoYTUTesb-
HOW A4S KyNbTYPOrNOrM4eckux UccrefoBaHuin.

MockonbKy MHTEpBanbHbIM NOAX0A SABMSETCS NO CBOEN CYTH "NPOAYKTOM" NOCTMOAEPHU3MA, TO BbISICHE-
HWe creumdukn MHTepBanbHOCTM NpeanonaraeT obpalleHns kK paboTam 3apyBeXHbIX, POCCUMCKMX U YKPAUHCKUX
TEOPETUKOB NOCTMOAepHU3Ma, Takux, kak: B. I'. ApcnaHos, T. B. Bongapuyk, B. I'. BygaHos, O. . BapeHuus,
T. K. 'ymeHtok, B. M. [naHoea, W. B. [yHaeBa, W. . UnbuH, B. B. Kusuma, O. C. Konechuk, A. U. KpeMnHckmi,
®. B. Jlazapes, X.-®. Jlnotap, B. A. Jlnukosax, /o Wy Li3kbl, H. B. MaHbkoBckas, FO. HapwkHbin, X. OpTera-u-
"accet, M. K. TpudpoHoga, O. LLneHrnep.

NcTopust KynbTypbl — 3TO KOHTUHYYM, KOTOPbIA OENUTCA UCTOpMKaMK, coumuonoramu Ha nepuogbl,
npuyemM BpeMeHHble OTPe3Kkn NepruodoB, Kak NpaBumo, YCrNoBHbI B CBSA3M C HEBO3MOXHOCTLIO TOYHOrO onpe-
OEerneHnsa rpaHuy, TexX UM MHbIX nepruoaoB. HecMoTps Ha YCNOBHOCTb AefieHus Ha nepuofbl, B HEM eCTb
CBOS NOruka, MHa4ye KOHTUHYYM He nogdasarncs 6bl MOHMMaHuo. He ABnseTca B 3TOM CMbICIE UCKITHOYEHU-
eM 1 KynbTypa KpbIMCKOro XaHCTBa, MOHWMaHMe KOTOpPOW TpebyeT BblUNEHEeHWUs B HEN HEKUX MepuonoB.
BesycnoBHO, MOXHO Obllo Gbl MONTK MO, TaK CKa3aTb, MPOTOPEHHOMY MyTW, U MO OOLLENPUHATOMY 06pas3uy
nogenutb ee (KynbTypy KpbIMCKOro xaHcTBa) Ha "paHHuiA", "3penbin” 1 "no3gHuin" nepuoabl, 0gHaKoO Takowm
NnoaxoAd, Ha Haw B3rnsg, He No3BONUT U3Y4UMTb OCOBEHHOCTU KymnbTypbl KpbiMa XxaHcKoro nepuoga pasHo-
CTOPOHHE. A CEerogHs MMeHHO PasHOCTOPOHHUI NOAXOA B U3Y4YeHUM MOOON KynbTypbl, B TOM YUCME U KyMb-
Typbl KpbIMCKOro XaHCTBa, MO3BOSIUT HE TOJbKO MOHATb OCOBEHHOCTM PasBUTUSI UCTOPUM TOW WUIUM MHOWM
KynbTypbl, € AOCTWXKEHWUS, YCreXun, OLWNOKK, NpoMaxu, HO U, UCNOSMb3yS NOSTYYEHHbIE 3HaHUSA, NepeHecs UX
Ha COBPEMEHHYI0 CUTYyaLuo, OCMbICIIUTL, a, BO3MOXHO, U NPeogoneTb HeKoe HeJONMOHUMAaHNE TEX UMK UHbIX
CUTyauui, NO3BOSMUT Ha HOBOM BUTKE BO3pOAUTL TO fyyllee, YTo 6bIno yTpayeHo unu 3abbiTo.
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OTmMeTUM, 4TO KynbTypa KpbIMCKOro XaHCTBa — Manousy4yeHHbIn (OeHOMEH B UCTOPUU KyNbTypbl. AKTy-
anbHOCTb €é uccnegoBaHMs BO MHOroM OBycrioBrieHa TeHAEeHUMAMU, CBA3aHHbIMU C pasHOHanpaBneHHbIMN
npoueccamu: ¢ 04HON CTOPOHbI, BO3POXOEHUS KPbIMCKO-TaTapckon KynbTypbl Ha pybexe XX — XXI BB., a ¢
OpYroun, — nonbITkamu npegatb ee 3abBeHumI.

HeobxoanMo nogyepkHyTb, YTO KynbTypa KPbIMCKUX TaTap nepexuna CBoW pacuBeT UMEHHO B XaH-
CKYI0 3noxy. VIMeHHO B 9TO BpeMsi Bbinn co3aaHbl TakMe BENUYECTBEHHbIE NaMATHUKM apXUTEKTYPbI, Kak XaH-
ckun aopel, B baxuncapae n meyetb XaH-[hkamn B 'e3nese (cerogHsa r. EBnatopus). OgHako aToOT nepuos
OCTaeTcsa OO CMX MOP HEOOCTAaTOYHO M3YyYeHHbIM, HECMOTPS Ha TO, YTO Ha pybexe XX—XXI BB. B Hay4YHOM
KpbIMOBEAEHUM MOABUIUCL UCCNENOBaHNS, NOCBALLEHHbIE NpobneMam UCTopum 1 KynbTypbl KpbIMCKOrO XaH-
ctBa. Onupasicb Ha 3aTu paboTbl, 0603HAYNM OCHOBHbIE HaMpaBreHUs PasBUTUS KyNbTyPONOrM4yeckon MbIiCn
NPUMEHNTENBHO K OYepYeHHOW npobnemaTtvke, C LEenbo CO34aHuUs MEeTOAONorMvyeckoro oyHaameHTa ans
n3yyeHns KynbTypbl KpbIMCKOro XaHcTBa.

3HaunTeNbHbIA UHTEPEC, B KOHTEKCTE MUccreqyeMon npobnemsl, MMEOT paboTbl N0 NCTOPUK, NCTOPUK
KynbTypbl U UCKYCCTBA KPbIMCKO-TaTapCKOro Hapoaa, B YacTHOCTH, B nepuod KpbIMCKOro XaHCTBa Takux TeopeTu-
KOB, mccriegoBaTenen pasHbix nokorneHun, kak B. Baptonba, A. Bawkupos, A. beptee-[enarapa, Y. bogaHuH-
ckui, O. Akyokpaknbl, b. 3ackinkmH, M. BorowwH, M. TuH36ypr, B. Mopanesckuid, B. KoHaapaku, @. Jlawwkos,
E. Mapkos, IN. Manac, I'. Pagae, B. CmupHoB, Xanuwm "epain, Ceng Myxammen Pusa, 3. Yenebw.

UpesBblHanHbIi MHTEpeC npeacTaensetr pabota npodeccopa-opueHTanucta Netepbyprckoro yHu-
BepcuteTa B. CmupHoBa (1846-1922) "Kpbimckoe xaHcTBo XlII-XV BB.", B KOTOPOM aBTOp, ONMpascCb Ha MHO-
rOMUCIEHHbIE TYpELKME U KPbIMCKO-TaTapCkue MCTOYHUKK, OMUChIBAeT UCTOPUIO XaHCTBa MNoA BracTbio Au-
HacTum NepaeB 1 yTBepXKOeHWE BepXxoBeHCcTBa Hag HUM OTTomaHckon MNopThl [11].

M3BecTHENWNIN aesaTenb KpbIMCKO-TaTapckon KynbTypbl Y. bogaHuHckni (1877-1938) octaBun 3Ha-
YnTENbHOE Hacregue no apxeornorun, aTHorpadgmmn, PONbKIOPUCTUKE, anurpadmke, n3obpasmTenbHbIM BU-
Aam WCKycCTBa, B TOM 4ucrie n no apxutektype[4]. B npouecce opraHusauum v npoBedeHUs apxeornoro-
3THOrpadPUYECcKnx IKcneguuun, TeopeTuK PasHOMMNaHOBO U Pa3HOCTOPOHHE M3y4van KynbTypHOE KpbIMCKOe
Hacnegue. Ero akcneguumm npeggelanu 6onblume nccrnegoBaTtenbckme nepcnekTmebl, HO Y. bogaHuHckmi,
K COXarneHuto, He ycnen BOMNMoTUTb UX B XKM3Hb.

O. Akyokpaknbl (1878-1938) — peatenb KPbIMCKO-TaTapCKOro KynbTYPHOrO BO3POXOEHUS B OTAENbHbIX
nccrefoBaHUsAX CUCTEMATU3NPYET CTapOoKPbIMCKUE HAAMUCK U TaMr, BbICEYEHHbIE Ha KaMHE, BMECTE C TEM,
CBA3bIBas 3TU 3HaKM C U3BECTHbIMU KPbIMCKO-TaTapCKMMKU podaMu M COOTBETCTBYOLWMMM cumBornamm [1].
CnepgyeT oTMeTuUTb, 4TO OcMaH AKYOKpakrbl CTan OOHWM U3 OCHOBOMOJSIOXKHWKOB HOBOMO HarpaBreHus B
BOCTOKOBEAEHUN — KPLIMCKOro TaTapoBeAeHUs, n3y4an nNpoLunoe 1 HacTosLee poAHOro Hapoaa: UCTOpuIo,
A3blK, 3THOrpaduio, KyrnbTypy, MHOrMe anurpaduyeckme NnaMaTHUKN KPbIMCKOTO CPeaHEBEKOBbS.

Pyccknin XyaoXHWK, NO3T U nutepatypHbin Kputuk M. BonowuH (1877-1932) B HekoTOpbIX UccrneqoBa-
HUAX ¢ ocobor NBOBLI0 U NOITUYECKMM JApPOM ONUCLIBAET NAMATHUKM KynbTypbl KpbiMa, aHannsmpys re-
He3nC OoTAeNbHbIX KYNbTYPHbIX apTedakToB, UMEILWMX OTHOLEHNE K pasHbIM Hapodam u Tpaguumsam. Mpu
3TOM OH 0coboe BHMMaHWe yaenseT 30/10Ton anoxe [epaesB, oTMevasi e€ 3HaYMMOCTb Kak nepvofa BbiCO-
Yyanwiero pacuseTa KynbTypsbl [5].

M. TvH3Gypr (1892-1946) — COBETCKUI apXWUTEKTOP, NNAEP KOHCTPYKTUBU3MA B OTAENbHbIX Nybnuka-
LMSIX, NOCBSILLEHHBIX CPeQHEBEKOBLIM MNaMATHUKAM KPbIMCKOM apXUTEKTYpbl, AaeT NoapobHOe CTUNNCTUYeckoe
onucaHne TaTtapckoro wuckycctBa Kpbima, oTMevas COOTHOLLEHME SreMEHTOB pasHblX crunen (apabo-
NepCUOCKOro, MaBpUTAHCKOrO, TYPELIKOrO, THOPKCKO-MOHIOMNbCKOro, rpeyeckoro). Tak e oH obpallaeT BHUMa-
HMEe Ha porb 3KNEKTU3Ma M APOOHOCTU OTAENbHbIX 3neMeHToB. Ocobyo 3HaYMMOCTb B €ro UCCreaoBaHmsX
MUMeeT onucaHne TBopYeCcTBa NPUABOPHOIO XMBONUCLA U AekopaTopa KpbIMcKux XxaHoB — Omepa [6].

M3 nckycctBoBeaYECKNX UCCNEeAoBaHUN MO KPbIMCKO-TaTapCKon apxutekType Hadana XX B. ero pa-
60Tbl OTNNYANUCL HAayYHON 3HAYNMOCTLIO.

Hapsagy ¢ pabotamu no uctopum KpbIMCKOro xaHCTBa, M3A4aHHbIMW B MpeaLlecTByowmne cToneTms
3apybexxHbIMU 1 OTeYecTBEHHbIMU aBTopamu, Ha pybexe XX XXI BB. nossunuck Tpyasl B. BosrpuHa, O. Manso-
poHckoro, H. A6ayneBaana, . A6aynna, P. AbkagbipoBa, P. AupumHckon, ®. AmeTtkn, H. Ceuntarbsaesa,
3. Uybapoea, P. SmunHoBa.

Cpeaun nckyccTBoBea4eCKUX paboT, NOCBALLEHHbIX Creunduke pa3BUTUS KPbIMCKO-TaTapCKoW apXu-
TEKTYpPbl U OPHAMEHTAarNbHOIO MCKYCCTBA, 0CODOro BHUMaHWUA 3acnyxwusaloT uccnenosaHua C. YepBoHHOWN,
W. 3aatoBa, I". AkuypuHonn-Mydtrneson, IN. YenypuHoi.

Tak, B MoHorpadpum C. YepBOHHOIM Hapsigy ¢ 060CHOBaHMEM KOHLIEMUMM UCKyccTBa TaTapckoro KpbimMa u
€ro UccrnefoBaHneM B pasHble UCTOPUYECKUE aTanbl, HanbomMbLUMIN MHTEPEC NPEACTaBnsaeT pa3aern, NOCBALLEHHLIN
nckycctBy KpbIMCKOrO XaHCTBa B KOHTEKCTE 3MOXU MYCYIbMaHCKOrO peHeccaHca, B YaCTHOCTW, COOTHOLUEHWe
CTUNNCTUYECKOTO U 0OPa3HO-CMbICIIOBOrO aHanm3a Taknx apXUTEKTYPHbIX COOPYXXEHWI 3MOXM, Kak: MaB3oneu-
aropbe, meveTu-mxamu, Megpece, arneMeHTbl 4BOPLIOBOro koMnnekca B baxuncapae [12].

B MoHorpadum U. 3aaToBa, NOCBALLEHHON rEeHE3NCY KPbIMCKO-TaTapCKoro AekopaTuBHO-NPUKNaAHOro
N 1M306pasnTenbHOro MCKYCCTBa C ApeBHenWwnx BpeMEéH Ao XX Beka, paccmaTpuBaeTcs obuiekpbiMckasi
KynbTypa KpbIMCKOrO XaHCTBa Kak CUHTE3 3THOKYMbTYp CpefHeBeKoBoro KpbiMa U B KOHTEKCTe 3THOreHesa
KpbiMckux TaTtap [7]. MoHorpadusa H. AkdyprHon-MydTueson "[lekopaTUBHO-NPUKIaAHOE UCKYCCTBO KPbIM-
ckux Tatap XV nepson NonosBuHbl XX BB." BKNOYAET aTanbl pa3BUTUS, TUNOMOIMUIO, CTUIIUCTUKY U XYOOXKECT-
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BEHHble OCOBEHHOCTM pasnuyHbIX BUOOB OpHaMeHTOB. B aaHHoM paboTe BnepBble OCyLLEeCTBeHa NomnbITka
pasBUTUA U BbISIBNEHUS TUNOMOMMN OEKOPaTUBHO-NPUKNAAHOIO, OPHAMEHTabHOrO NCKYCCTBA Kak LIeNOCTHO-
ro B/aa HaunoHanbHOM KynbTypbl B TAKUX €€ NPOsIBIIEHUAX, KaK: TKa4yeCTBO, BbILLMBKA, tOBENMPHOE UCKYCCT-
BO U pes3bba no metanny, pesbba no KamHio, kannurpadus, a Takke nokasaHbl KynbTYypHO-UCTOpUYECKUe
CBSA3M C ApYyrumMun Hapogamu [2].

Mpobnemam KpbIMCKMX BbILUMBOK M KPbIMCKO-TaTapCKOro KOBPOTKAYeCTBa MOCBSILLEHbI UCCMELOBaHUS
yneHa HaumoHanbHOro coto3a XyaoxHukoB YkpauHel M. Yypny [13]. B ero paboTtax Tunbl OpHAMEHTOB HE MPOCTO
CUCTEMATU3MPYIOTCH, @ M paccMaTpuBaloTCs B CMMBOIIMYECKOM KOHTEKCTe, 00600LialTca pervoHanbHO-
noKarnbHble 0COGEHHOCTU X PacnpOCTPaHEHNS M UCNOMb30BaHUSI XapaKTepHbIX CPEACTB BbIpasUTENbHOCTY.

Mpobnemam My3bIKanbHOro 1 My3blKaribHO-MO3TUYECKOrO UCKyccTBa KpbIMCKOro XaHCTBa NOCBSLLEHbI
pabotbl A. PedpatoBa, . Anunesa, H. Abagynsbeaana, . Kapukosa, I". TyrimoBoW.

Tak, B NepBOM KpbIMCKO-TaTapCkoM pornbknopHoM cbopHuke komnosutopa AcaHa PedaTtoBa gaet-
Csl KpaTkas Krnaccudukaums XaHpoB HapOOHOW MY3blKM, MHCTPYMEHTapUsl, XapakTepHbIX NafoB U MeTpo-
PUTMUYECKUX OCOBEHHOCTEN.

Takke aBTOp yaenseT BHUMaHWE pasnnyHbIM UMHCTPYMEHTanNbHbIM COCTaBaMm, B TOM 4ucne, MMeB-
LM MeCTO B My3blke cpeaHeBekoBoro KpeiMa. Ha coBpemMeHHOM aTane cyliectByeT He0bXoaMmMocCTb nepe-
n3gaHus N TUpaXmnpoBaHus AaHHOW paboTbl, T. K. OHa sBNsSeTcs bubnuorpaduryeckon pegkocTblo. AHamno-
MYHbIN NOAX04 MMEET MECTO B @aHTOMNOMMN, NOCBSALLEHHON KPbIMCKON HapoaHou My3bike ®. Annesa[3].

C6opHruk [l. KaprkoBa npeactaensieT cCobon KpaTkyto aHTOMNOMI KpbIMCKO-TaTapCKoW CpeHEBEKOBOW
Knaccmyeckon (NpuaBopHon) My3blku [8]. CnegyeT oTMeTUTb, YTO 3TO nepeasi paboTa Takoro Tvna B oTeye-
CTBEHHOM My3blkoBeAeHMU. Taknm obpasom, MHOrMe uccnenoBaHusi, UMEeloLMe OTHOLLUEHME K KyrnbType
KpbIMCKOro xaHcTBa, onyonukoBaHHble B kKoHLe XX Hayane XX| BB. B 60MbLUIMHCTBE CBOEM OXBaTbIBAOT BO-
NpoCbIl, CBA3AHHbIE C NCTOPUEN XYAOXKECTBEHHON KYNbTYpPbl, MOCBSLEHbI OTAENbHLIM BUAAM UCKYCCTBA, Nn-
TepaType, uctopuorpaguu.

Cpeaun uccnepgosaHuii 6onee paHHero nepuoaa, U B ToM Yucne 3apybexHblx aBTopoB, 0cobo cneayeT
OCTaHOBUTLCS Ha pabotax M. TyHmaHHa, O. Yenebn, M. Mannaca, . Pagge, X. lepas. Takoro poga paboTbl
NPUEMYLLLECTBEHHO MOCBALLANMUCb U3YYEHUIO COLManbHO-9KOHOMWYECKOrO YKnaaa, reorpaduyeckoro onuca-
HUS 1N ncTopum npasneHnsa B KpbIMCKOM XaHCTBe.

HecMoTpsa Ha 3HauuTENbHOE KOMMYECTBO PaboT, MNOCBALLEHHbBIX UCCnegoBaHuo uctopmumn KpbiMa, Bce e
OTMETUM, YTO PaboT MO UCTOPUM KynbTypbl KpbIMCKOrO XaHCTBa KpaiHe Maro, Yem U 00bSICHAETCS akTyanbHOCTb
OaHHOro uccnenoBaHus. B ¢Basn ¢ TeM, UTO KynbTypa KpbIMCKOro XaHCTBa passuBanach nog BAUsSHUEM pasnnd-
HbIX KyrnbTyp (XPUCTUAHCKOW, MaBPUTaHCKOW, THOPKCKOW, FOTCKON), YTO, BE3YCNOBHO, HE MOITIO HE HaroXWTb CBOM
oTneYaTok Ha 0coBEeHHOCTM ee pas3BUTUS, Ha Hall B3msig, Ans nx (0cobeHHOCTEeN) BbISIBNEHVS U aHanmaa He oc-
TaToOuEH TPaOULIMOHHBIN NUHENHbIN noaxon,. O4eBUAHO, YTO OAHUM 13 HaMboree NPOAYKTUBHBIX B JAHHOM Criydae
SBMNAETCA MHTEpPBanbHbIN NOAXOA, CYTb KOTOPOro LenecoobpasHo nogapobHo packpblBaTb B OTAENbHLIX Uccrneno-
BaHuWsIX. Be3ycnoBHo, nayyas 0cobeHHOCTM KynbTypbl KpbIMCKOro XaHCTBa B KyrbTypOSIOrM4eckoM acrekTe, OgHUM
N3 NPUOPUTETHbIX, HAPSAY C UHTEPBaNbHbIM, MOXET ObITb M30paH 1 repMEHEBTUYECKUIA NOAXOM, WK, Tak Hasbl-
BaeMbln Noaxos "KynbTyponorndeckon repmeHeBTukn" (TfepmuH E. KonecHuk) [9], koTopbI Npeanonaraet BCECTO-
POHHWIM aHanu3 TOro UM MHOIo TEKCTa, B TOM YMCIE U TEKCTA KynbTypbl.

Takum obpasom, paccMOTpeHne nctopuorpagmm no3BoNAeT paccyxgatb O TOM, YTO Tema KynbTypbl
KpbIMCKOro XxaHcTBa MHOrOKpaTHO NpuBriekana BHUMaHWe uccnegosatenen B 06nactn MCTopun, NCKyCCTBOBE-
OEHUs, NCTOPUM KynbTypbl, S3blko3HaHWS. OOHOBPEMEHHO, OLLYLLAETCS HeOOXOAMMOCTb NOSIBNEHUST KyrbTy-
POnorn4eckmMx UccrneaoBaHnii Mo HaMeYeHHOM TeMe B acreKkTe COBPEMEHHOWN r'yMaHUTapHon Haykn. OyeBmgHa
Lenecoobpas3HoCTb B CUCTEMATM3ALMKN CYLLECTBYIOLLMX UCCreaoBaHWiA no m3bpaHHon npobneme c nocne-
ayowmnm obpalleHmem K NOCTMOAEPHUCTCKMM MeTodam M3yYeHus KynbTypbl Ans €€ NepCcnekTUBHOroO pa3Bu-
TMS U OOBEKTUBHOIO BOCTPUSTMS MUPOBBIM COOBLLIECTBOM.
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KHUI'A MEPTBUX HA CTEJNTAX HOBOI'O LIAPCTBA

MeTa po6oTtu. CtaTTio NPUCBSAYEHO BaroMoMy SIBULLYY PO3MILLIEHHS OKPEMUX YaCTUH AaBHbOETUNETCbKOI KHurm
MEpPTBMX Ha HE3BMYHOMY ANIA LbOro TUMi [HKepen. YBara 30cepeKyeTbCs Ha paHille He JOCnifMKEeHOMY crevjianbHOMY
po3MilLieHHi TekcTy Ta/abo intocTpauin KHUrm MepTBMX Ha MOXOPOHHUX CTenax — Nam'sTHUX Tabnuukax, Lo BCTaHOBIO-
Banucst B rpobHuLAx abo NOXOpoHHUX Xpamax npueaTHUX ocib. Po3rnsgaeTbca Micue LpOro Tuny [mHKepern y KOHTEKCTI
BCbOro MacuBy KHur mepTtBux. OnMcyroTbCs XPOHOJOTYHI pamMKkn BUPOBHMLTBA CTen 3 TEKCTOM/300pakeHHsIMU 3 KHuru
MEepTBUX: HAaBOAATLCA NPUKNaAM BCIX BiAOMWUX HA CbOroAHi Takoro pody cren. OnucyeTbcs iHTErpOBaHICTb FOMOBHOrO
CIOXETY B cucTeMy noxopoHHux cten. MeTogonoria JocnigkeHHS nondrae B 3aCTOCyBaHHiI KoMnapaTuBHOro metogy. He
BAAKYMCb 00 BCEOIYHOrO aHami3y KOXXHOrO KOHKPETHOrO hKeperna, CTano MOXIIMBUM PO3rNsHYTA caM (DEHOMEH Y LinoMy.
HaykoBa HOBM3Ha CTaTTi nonsirae y 4OCNiIKEHHI CaMoro siBMLLA PO3MILLEHHSA TEKCTiB Ta/abo inocTpauin KHurn mepTeumx
Ha noxoBarnbHux ctenax. Lie gocnigpkeHHss JONOMOrNo NPOCTEXNUTU, AKUM YUHOM MOTUBM KHUrM MepTBUX iHTErpyBanuncb
Yy CUCTEMY NMOXOPOHHOTO KyNbTy BNacHukiB cten. BUCHOBKKU. [locnimpkeHHs JOMOMOrIIO BUAINUTU HANMONyNAPHILLWIA Clo-
XeT KHurv mepTBux, KOTPUI iHTErpyBaBCsH B CUCTEMY NOXOBarnbHKX CTen 3a 4acis Hosoro uapcTsa. byno BctaHoBneHo,
LLIO MOTVB LbOro CHOXXETY A06pe CniBBiAHOCUTLCS 3 POMIIO NOXOBasIbHUX CTEM, @ OTKe 0OrpyHTOBYE CaMme BUKOPUCTaHHS
UbOro TUNy mxepena ang po3mileHHs BiHbETOK KHurn mepteux.

KnrouoBi cnoBa: ctenu, KHura mepTemx, HoBe uapcTso, BiHbeTKM, CTapodaBHin €rvnert.

Macanosa KpucmuHa IOpbegHa, couckamerb HauuoHarnbHol akademuu pyKkogodsauux Kadpos Kyrnbmypbl U
uckyccme

KHura mepTtBbIX Ha ctenax HoBoro uapctBa

Llenb pa60'rb|. Cratbs nocesdlleHa 3HamMeHaTelrlbHOMY ABNEHUIO pa3MeLleHnAa OTAESIbHbIX yacrten npesHeern-
netcko KHurm MepTBbIX Ha HEOOLIMHOM 411 HEee TUNe UCTOYHMKOB. BHMMaHWe obpallaeTcs Ha paHee He uccriefoBaHHoe
pa3mMelleHne TekcTa nivnn I/IJ'IJ'IPOCTpaLI,I/IIZ KHurun MepTBbIX Ha norpeGaanblx cTenax, a UMeHHO — NaMATHbIX Ta6n|/|q|<ax,

© Macanosa K. 10., 2016
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KOTOpble YCTaHaBNMBanNucb B rpobHMLIAx unm norpebanbHbiX Xpamax YacTHbIX nuu. PaccmatpuBaeTcs MecTo AaHHOro
TMNa UCTOYHUKOB B KOHTEKCTE Bcero maccmea KHur meptebix. ONUChIBAOTCA XPOHOMOrM4Yeckme paMKku CyLecTBOBaHMUS
CTen ¢ TeKCToM/U306paxeHnsiMn nu3 KHuru mMepTBbIX, MPUBOASATCS NPUMEPbl BCEX M3BECTHbIX Ha CErofHs CTeNn Takoro
poaa. OnucbiBaeTCcs MHTErPUPOBAHHOCTL MABHOIO CHOXKETa B cucTtemy norpebanbHiix cten. MeTogonorusa uccnegoea-
HUSA 3aKMYaeTcsl B MCNOJSb30BaHUM KOMNapaTUBHOIO MeToada. He BaaBasicb BO BCECTOPOHHUIA aHanmn3 KOHKPETHbIX 1C-
TOYHMKOB, CTano BO3MOXHbIM pacCMOTpeHne camoro oeHoMeHa B LienoMm. HayyHass HOBM3Ha cTaTbl COCTOUT B MUCCre-
[OBaHUN CaMOro SIBMEHUsI pa3MeLLeHns TeKCTOB W/unu mnnctpauun KHurm mMepTBbiX Ha MOXOPOHHLIX cTenax. 1o
nccnegoBaHve NoOMOrno NpocneanTb, Kakum 06pas3om MoTUBbI KHUMM MepTBbIX MHTErPUPOBAanMCh B CUCTEMY NMOXOPOHHO-
ro KynbTa Bnagensues cren. BoiBoabl. ViccrnegoBaHne noMormno BblAENUTL CaMblil NONYNSAPHbIN ctoXeT KHurn MepTBbIX,
KOTOPbIN MHTErPMPOBArCs B CUCTEMY MOXOPOHHbIX CTEN BO BpemeHa HoBoro uapctea. Bbino yctaHoBnEHo, YTO MOTUB
3TOrO CHOXKETa XOPOLLO COOTHOCUTCS C POSblo MOXOPOHHbIX CTEN U Takum 06pa3om 06O0CHOBLIBAET CaMO MCMONb30BaHNe
TaKoro Tuna UCTOYHMKOB AN pasMeLLeHNs BUHbETOK KHUMM MepTBbIX.
KnroueBble cnoBa: ctenbl, KHura mepTBbix, HoBoe LlapcTBo, BUHbETKW, [ApeBHuA Ervner.

Masalova Kristina, PhD candidate of cultural studies, National Academy of Managerial Staff of Culture and Arts

The Book of the Dead on the stelae of the New Kingdom

The purpose of the research. This research is devoted to the significant phenomenon of locating individual
parts of the ancient Egyptian Book of the Dead on the unusual type of sources. Attention is focused on the previously
unexplored phenomenon of the Book’s of the Dead text and/or illustrations placement on the funerary stelae —
commemorative plates, installed in the tombs and funerary temples of individuals. The place of this type of the sources in
the context of the entire volume of the Book of the Dead is considered. The chronological framework of the existence of
stelae with text/images from the Book of the Dead is described: all currently known stelae are exemplified. The integration of
the main plot into the system of funerary stelae is described. The research methodology applied to this study is the use of
the comparative method. Without a comprehensive analysis of the exact sources it made possible the consideration of the
phenomenon as a whole. Scientific novelty of the article consists of studying of the fact of placing text and/or illustrations
from the Book of the Dead on the funerary stelae. This research helped to trace the way of integration of the Book’s of the
Dead motives into the funeral cult system of the stelae owners. Conclusions. This research helped to identify the most
popular scene from the Book of the Dead, which was integrated into the funeral stelae system during the New Kingdom. It
was determined that the motive of the scene corresponds well to the funeral stelae role and thus, substantiates the usage of
this sort of sources for the placement of the Book’s of the Dead vignettes.

Key words: stelae, the Book of the Dead, the New Kingdom, vignettes, Ancient Egypt.

AKTyanbHiCTb TemMun gocnigkeHHs. KHura mepTBux nepeBadkHO BUManboOByBanacs Ha nanipycax. |
Xoy4a nanipycu cknagarTb OCHOBHUA MacuB KHUI MepTBUX, BOHU HE € €ANHUM HOCIEM TEKCTY i BiIHBETOK L€l
36ipkn. CytTeBa 4acTMHa KHur mepTBuXx giviuna 0o Hac Ha GuHTax mMyMin. JocuTb NOonynspHUMKU HOCIAMMK
KHurm mepTBux Oynu TakoX TPyHW i CTiHW rpobHMUb. HWI mxepena BkntovaoTh B cebe caBaHu, capkodary i
ctenun. Bigomi Takox Taki HOCIl: 6rioku, rinouedanu, XpaMmoBUI PO3NUC, OCTPAKOHWU, NerneHn MyMil, CTiHU Ka-
NAnUb, NiArONIBHUKK, XXEPTOBHI NaneTku, LWkKipa, CBATUNULLA, CTaTyl, CKPUHBbKA ANA ywebmi, mariyHi uernu-
HW, OepeB'siHi AOLWKK, NMOXOPOHHI HOCUITKKW, amyrneTn, Macku MyMiin. MNMooanHOKI BUNaaKkuM cknagatoTb: BiBTap
Anica, gowka nig Mymito, Haoc, nekToparns, CiTyna, CcTineub, Tapinka, asepi i crenodop (nepenik cknageHun
Ha OCHOBI MaTepianiB 6a3n gaHux MixHapoaHoro npoekty Bonn Totenbuchprojekt. v .: [9)).

CrocoBHo pocnimkeHHst KHurn mepTBux, B CydacHin eruntonorii HamiTunocst Yotupn 6a3osi nigxogu y
BMBYEHHI Ta Tunororisauii BIHLETOK 36ipkW. IX aHaniTMYHWIA ornsa npeacTasneHuin B cTatTi TapaceHka M.O.
"ObpasoTBopya Tpaguuia Knurn mepteumx (ictopiorpadivyHnia aHanis)" [1]. Y uboMy gocnigkeHHi BUKOpUCTOBYeE-
TbCH Tak 3BaHUW "TpeTin nigxia", a came: BUBYEHHS KOMMMEKCY BIHLETOK KHWUMM MepTBMX Ha OKpemux Buaax
nam'aTHUKIB. JaHui nigxig He € HannonynApPHILLWMM, ane BCe X iCHYIOTb NPEeKpacHi Npuknagn noro BUKOpUCTaH-
HS: Hanpuvknag, A. HiBiHCbkUM y BMBYEHHI KOMNnekcy nanipycis TpeTboro nepexigHoro nepiogy [19], a Takox
nanipycis i capkodparis XXI OuHacTii [17; 18]. HenepeBeplueHMN 3a piBHEM OXOMNMEHHS MkepenbHoi 6asn
npuknagamm Takox € MoHorpadia Moxamena Canexa [24], npucBayeHa JOCNIOKEHHIO TEKCTY i BIHBETOK KHUM
MEepTBUX, PO3MILLEHMX Ha PO3NUCi NpuBaTHUX rPoBbHMLE PiBaHCLKOrO Hekponorns B HoBOMY L@pCTBi, a Takox
poboTta Xbonbrepa KokenbmaHHa [12], npucBayeHa TekctaM i MantoHkam KHUrm mepTBux Ha nerneHax Mymin.

MeTa pocnigpkeHHsa. Hacnigyroumn npuknaan BUKOPUCTaAHHA JaHOro nigxody, y Wik cTaTTi NpoBOAUTb-
ca gocnigpkeHHs KHurv MepTBMX Ha KOHKPETHOMY BuAi AXeper, a caMe Ha NOXOPOHHMX cTenax Hosoro uap-
ctea. OTXe, MeTa L€l cTaTTi — AOCNIANTU ABMLLE PO3MILLEHHA TEKCTIB Ta/abo intocTpauin KHurm mepTBux Ha
3aynokinHuMx ctenax HoBoro uapctea Ta NPOCTEXUTU AKUM YMHOM Li MOTMBW iHTErpyBarnucb y cuctemy no-
XOPOHHOrO KyNnbTy BMACHWKIB CTer.

Buknag ocHoBHOro matepiany. NoxXopoHHi cTenu aBnsanm coboto nam'aTHi Tabnmyku, Ski BCTaHOBIO-
Banucs B rpobHuUsx abo NOXOpoHHMX xpamax. Ha BigmiHy Big 6inblu paHHiX cTen, Ha ctenax Hosoro uapcTt-
Ba BiAdaeTbCs BCe MeHLUe nepeBaru "cimeriHomy" penepTyapy, Ta 6inbll akTUBHO NOYMHAOTL 300paxyBaTu-
csa OoxectBa (gooknagHiwe npo crtenwn, aue.. [7, 439-450; 28, 155-165 ]), wo pobuTb MOXNUBUM
BMNPOBaKEHHS B HUX CLEH i3 KHUrn mepTeux.

MpoTe cTtenu He cTanu NOMNyNsPHUM HOCIEM AN TekcTy abo BiHbeTOK KHuru meptBux. Ha cboro-
OHiLWHIA AeHb HaM BiJOMO BCbOrO COPOK AEB’ATb TakUX CTEr; NPW LbOMY 3ararnbHa KifbKiCTb BiJOMUX Ha CbO-
rogHi mKepern, Wo MiCTATb TEKCT Ta/abo BiHbETKN KHUrM MepTBMX, CTaHOBUTL 2992 mkepena. ToX KinbKicTb
cTen cknagae meHwe 2% Big 3aranbHoI KinbKOCTI Axepen (Mpy LUbOMY 4acTka nanipyciB ctaHoBuTb 48%).
TuM He MeHL, Takoi KiNbKOCTi AOCTaTHLO, WOO BUAINATK X B OKPEMUI Kac Axepern i KoHcTaTyBaTh iCHy-
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BaHHS NEBHOI TeHAEHLT Yy BUKOPUCTAHHI AaHOro BuAy Nam'siTHUKIB ANS PO3MILLEHHSA Ha HbOMY cueH KHurm
MepTBMX. Takox nepenbayvyaeTbCs, WO CMMCOK CTEN MOXe 3HAaYHO Po3LIMploBaTMCA B nodanblioMy OOCHi-
OXXeHHi, ockinbku TBOPLi NpoekTy Bonn Totenbuchprojekt npu 36opi apxisy npvainanu ocobnuey yeary, B
nepLuy yepry, nanipycam; gpyropsagHi pkepena (cepef skux i 3Ha4aTbCs cTenun) 6ynu onpausoBaHi MeHLLE.

Tema po3MilLieHHS TEKCTY i BiIHBETOK KHUMM MepTBMX Ha cTenax B crewianizoBaHnx AOCNIgXEHHAX He
nigHiManacs. TUM He MeHLU, B KOHTEKCTi A4aHOro AOChigkeHHs BapTo Big3Hauutu poboty Hinca binniHra
("Nut. The Goddess of Life in Text and Iconography" [5]), npucesdeHy 6oruHi HyT, e cepep iHWnX gxepen
aBTOp aHarnisye i ctenu, Ha skux HyT nokasaHa B obpasi 6orvHi-aepesa (BiHbeTKa 59-i rnasu KHurn meptsmx).

Ak yxxe 3ragyBanocb, Ha CbOrOAHILLHIN OeHb BiAOMO COpPOK OeB’aTb cTen 3 KHurowo mepTtsux. Tpwu
ctenu datyloTbcs CepeHiMm uapcteom (Stele Kairo CG 20520, Stele Kairo CG 20738, Stele Trient o.Nr ), a
came Xl guH. X nue yMOBHO MOXHa BiAHECTM 4O rpynu AOCHIAXKYBaHUX CTEM, TaK sk caMoi KHurn mept-
BMX Y TOW Yac LWe He iCHyBaro; Ha caMux e cTenax MiCTATbCA TEeKCTU, CXOXi 3 neBHUMU rmasamu KHuru
mMepTBux. [jBaguaTb BiCiM CTeN (O CKnagae OCHOBHUIA MacyB) AaTytoTbea HoBum Lapcteom (amB .: [Tabn. 1]).
Ha Mi3Hin nepiog npunagae m'atHagusatb cten (Stele Aix-en-Provence 832-1-8, Stele New York MMA
22.3.33, Stele London BM EA 624, Stele London BM EA 1138, Stele Paris Louvre C 291, Stele Berkeley
California 86 (Nr. 6-19880), Stele Kairo C.G. 22037, Stele Kairo C.G. 22141, Stele Paris Louvre E 19958,
Stele London BM EA 1730, Stele London BM EA 1018, Stele unbekannt Meux 51, Stele Chicago OIM
12220, Stele Budapest 51.2150, Stele Chicago OIM 6898). Takox € Tpu ctenu, Wo BigHocATbCA Ao NTone-
mMeiBcbkoro nepiogy (Stele Privatsammlung, Stele Leiden AH 21, Stele London BM EA 711). Y paHin ctatTi
aKUeHT pobutbcst Ha cTtenax HoBoro uapcrTea sik MOYaATKOBOro erany AocrigxysBaHoro sisuwia. Bubip oby-
MOBMEHUI iX 3HAYHOK YUCEMBHICTIO, WO MOXe OOCTaTHbO pernpeseHTyBaTW, BriacHe, siBULLE PO3MILLEHHS
TeKcTiB Ta/abo intocTpauin KHuru MepTeMx Ha LibOMY TUMOBI HOCITB.

BupoGHULTBO cTen, Wo MiCTsATb TekcT abo BiHbETKM KHUrm mepTBux, novmHaetbcs 3 XVII guH. i Bia-
pa3y Habupae 06epTy. CTenu BUroTOBMSNMUCS 3 KAMEHIO, @ came: MICKOBUKA, KBApUUTY i BanHsaKy. binbLlwicTb
Takux cten noxogaTb i3 PiB Ta Cakkapu (a NOXO4KEHHSI ABOX — HEBIAOMO). Bei BOHM BUNuUcaHi iepornidikoto,
X BiHbETKM — penbedHi. Ha ogHin 3i cten (7; TyT i Aani KypcMBOM BKa3yeTbCHA MOPSAKOBUI HOMEP CTEnu y
gogatky oo ctatTi: [Tabn. 1.]) 3HaxoguTbecs nuwe TekcT, 3 15-1 rmaeu (YactuHa — A3). Ctena 2 € egquHUM
BiJOMWM Ha CbOrOAHI NPUKNaAoM CTEMNW, WO MICTUTb BiHBETKY 148-i rmaeu — "MaBn Npo HagineHHsA NoKikHO-
ro nketo". Tpu ctenu (3, 4, 5) MicTATL HannonynNApHiLWy, Ak MM nobaymmo gani, BiHbeTKy 59-1 rmasn. o XVIII
OVH. BIQHOCUTLCS TakoX BarnHAKOBUA cTtenodop (6), Wwo MIiCTUTb TeKCT 15-1 rnasu (4acTnHa — A3).

Hanbinblua kinbkictb 36epexeHnx cten BigHocaTbesa Ao XIX-i guH. Bei Ui ogMHagusTe cten 3pobneHi
3 KameHto, BanHsky. BoHn noxogsats 3 dis, Cakkapu, Abigoca (geski — Hesigomo). binbwicts cten (7, 8, 10,
11 [Man. 3], 12, 13 [Man. 1], 14, 15, 16) 306paxytoTb BiHbETKY 59-i rmaBu. Ha ogHin cteni (17) 306paxeHo
YacTuHy BiHbeTkM 15-i rmaBm (XopaxTi B 6apui). IHwa ctena (9 [Man. 2.]) Mictutb YacTnHu Tekcty 181-i ra-
Bu (a came lNiMH Ocipicy).
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Puc. 1. Stele Neapel 1000 (13) [5, 396, fig. D.8.].

Takox € Tpu cTenu, aatyBaHHA skux konmeaeTbesa Mk XIX Ta XX guH. Lli kam'aHi ctenn noxogatb 3
Cakkapu. OgHa 3 Hux (18) 306paye BiHbeTKY 59-1 rmaBu. IHwa ctena (719) oemMoHCTpye BiHbETKY 59-i rnasu
B HWKHbOMY PEriCTpi i MOTMB CLieHM 3arpoOHOro cyay y BEpXHbOMY (He3Bakaloun Ha Te, Lo Ha cawTi npoek-
Ty Bonn Totenbuchprojekt, ctenn Stele Kairo JE 66149 i Stele der Wa-ga -... npeacTtasneHi sik ABi pi3Hi, Mu
CTBEPOKYEMO, LLO NOETHCA NPO OOHY N TY X CTeny, Ha LWo Bkasye obpobneHa Gibniorpadis).

XX AvH. gatyioTbea ABi kam'aHi ctenu (20, 21), Ski Takox noaalTb BiHLETKY 59-i rnasu. Ix noxo-
[PKEHHSA 3anULLAETLCA HEBIAOMUM.
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Puc. 3. Stele London BM EA 796 (11) [©

Puc. 2. Stele Briissel MRAH E. 5300 (9) [26, pl. IV] Trustees of the British Museum /
gomo bpumaHcskoeo mysero]

[aTtyBaHHSs iHWNX cemun cTen oBMeXyeTbCs BiAHECEHHsM iX 4o YaciB HoBoro uapctea (22, 23, 24,
25, 26, 27, 28). Yci BoHU 3pobneHi 3 kaMmeHto, Bunucati iepornicikoto. OgHa noxoantb 3 Cakkapu, Tpu 3 AGi-
00CY, NOXOOKEHHS e TpboX HeBigomMe. Bei BOHWM MicTATb BiHBETKY 59-1 rmaeu, a ABi 3 HUX (25, 27) micTaTb
TakoX i Ha3By Ui€l rnasu.

Posrnsg penepTtyapy cTen BigkpvB HanbinbLL NONYnsipHUA CIOXET, sSIKUM € BiHbeTKa 59-i rmaewu (oBa-
OUATb TpY BUNaaKu i BUKopucTaHHs). Came Ha Uil BiHbETLI cnig 3ynMHUTUCS GinbLu JOKNagHo.

59-a rmasa Mae HasBy "MaBa Npo BAMXaHHA MOBITPS | NPo Bnady Hag Bogamu 3arpobHoro ceity”. Ti
BiHbETKA 3a3BM4Yal NOKa3ye MOKiMHOro, WO CUAUTL Ha KoniHax Ha 6epesi BogoiMu nepea po3norMm cukamo-
pOM; y rifikax camoro Aepea 3a3Buyai 300paxeHa 00rvHs, Lo NiBOK0 PYKOK BUIMBAE BOAY HA PYKWU MOKIN-
HOro, 1 nogae momy Kopxi npaBoto. Borvhs, Wo TyT 300paxeHa, — 60rMHSA-aepeBo, Aka, NovmMHatroum 3 Hoso-
ro uapcTBa, cTae "goMiHY4O ikoHorpadivHOT peanisadieto maTepmHebkoro Hadana" [5, 185].

lneHTUdbikauis GoruHi-oepeBa BUKNMKana auckycito. Tak, Hinc BinniHr y ceoi dyHaaMeHTanbHii npadi
npo GormHIo HyT onucye BUCHOBKM, A0 sIKvX Ainwos dpiapir Binbrensm ®oH BicciHreH (y kHmsi "Uber eine
Grabwand aus Memphis in der Glyptothek Konig Ludwigs", 1924 poky): ®oH BicciHreH B4ginne oCHOBHUMUN 6oru-
HAMKM UbOro Aepesa Hyt, Icigy Ta XaTop, Hagatoun npu LubomMy npioputeT HyT. ABTOp Takox BWUAINVMB ABa fno-
KanbHi pisHoBMAM GormHi-gepesa: lMNisexcbke 6e3nnctoBe aepeBo Xatop i MepmMononbcbky "cnkoMopy Hyt", none-
penHbo, 3acHoBaHy Ha 59- rmasi. PoH bicciHreH 3ayBaxue, WO B TUX BUMNagkax, Konu OEepeBo, Lo
NepCcoHidhikyeTbCA, Mae TiNbKU PYKy SIK eNeMEHT MOACBKOro Tina, A4epeBo He acouitoBanocs 3 HyTt (go MNroneme-
TBCBKOIO Yacy; 3 Kiflbkoma BUHATKaMMU, Lie TBEPAXKEHHS 3anmMLIaeTbCsa B curi i No cborogHi) [5, 185-186].

Hinc bBinniHr Big3Havae, Wo igeHTudikauis 6orvHi-gepeBa Ha cTenax 3anexuTb Big Toro, ski 6oru
Oynun 300paxeHi Ha axepeni, okpim Hei [5, 292]. Buxogsuu 3 ujiei TMNonorii, My MoOXeMo 3po3yMiTH, siKi ifeH-
Tudpikauii 6oruHi NnpucyTHI Ha gocnigkyBaHMX cTenax. Tak, HahdacTiwe, 60orMHA-aepeBo He ineHTUdIKYETbCS
Hi 3 ofHi€lo 3 BMLLEBKa3aHNx 6orMHb (ctenn 4, 7, 8, 12, 13, 18, 19, 21, 23, 24, 28). Pigwe BoHa npeacTaBnsi-
eTbcs boruHeto HyT (ctenu 3, 11, 14, 16, 20, 26, 27); iHoai acouitoeTbes 3 Icigoto (ctenn 5, 1572, 22 ?, 25 7),
e meHwe — 3 Xatop (ctenu 10, 25 ?) [5, 281-283].

HaykoBa HoBu3Ha. Y ctaTtTi 6yno Bnepule 3ibpaHo Ta npoaHanisoBaHo Yyci BigoMi 3aynokiliHi cTenu
HoBoro uapcTBa, WO MicTaTb TekcT Ta/abo intocTpauii KHurn mepteux. Lle gocnigXeHHs jonomMorno npo-
CTEXUTU, SAKUM YMHOM Lii MOTUBM iHTErpYBasMcb Y CUCTEMY NOXOPOHHOIO KynbTy BNACHUKIB CTeN.

BucHoBku. Jocnigmelumn 3aynokiviHi ctenn Hoeoro uapctea sik Hocist KHurn mepTteux, 6yno BuaineHo
HaNMoNyNSApPHILLWA CIOXEeT — BiHbETKY 59-i rnasu 30ipku. MoTuB Ui€l KOMNO3uLii — HafineHHst NOKINHOro BO-
pot. borvHs-gepeBo, WO nie BoAy, iHTerpoBaHa B CUCTEMY KyrnbTy iHLWKUX GoriB, 306paxeHux Ha cTenax, a
TaKOX BracHMKa siK iX LiaHyBarnbHWKa, i BigobOpaxkae MOro BracHW NOXOPOHHWUIA KynbT [5, 292]. B uinomy,
Lew ctoxeT fobpe cniBBiAHOCUTBLCS 3 POSSIO MOXOPOHHMX CTEN SIK HOCITB TEKCTIB Pi3HUX >KePTOBHMX hopMYyIT,
LLIO AaBanu NPOXWTOK AyLUi MOMEPIIOro, a TakoX BUKOHYBann MeMopaTUBHY (OYHKLtO.
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Tabnuus 1

Cnucok cten HoBoro uapcTtBa, WO MiCTATb YacTUHMU TeKCTy Ta/abo intoctpauin KHuru meptemux

1. Stele Chicago OIM 1365, Ra, XVIII guH. (Amenxoten Il). lNoxodxeHHs: disn. Micye 36epizar-
Ha: Oriental Institute Museum (Yukaro, InniHonc, CLUA). LLpugdbm, mexHika: iepornidika, peneed. 3micm:
Tekct rmasu 15A3. Bibnioegpagpis: [20, p. 20, pl. 1.4; 2, p. 8-9, 14, pl. CIL.A; 9]

2. Stele (Scheintiir-Stele) Berlin 2066, %n-n-Mwt, XVIII anH. (XatwencyTt/Tytmoc lll). lMoxo-
OxeHHs: disn, KypHa, TT 71. Micuye 36epizaHHs: Agyptisches Museum und Papyrussammlung (BepniH,
HimeuunHa). Lipugbm, mexHika: iepornicika, penbed. 3micm: TekcT Ta BiHbeTKa 148-i rasu. bibniogpa-
ois: [22, p. 141; 11, p. 133; 9]

3. Stele Florenz 2593, IA (?), XVIll aunH. MoxodxeHHs: Cakkapa. Micue 36epieaHHs: Museo
Archeologico (Museo Egizio) (®nopeHuis, ITanis). Lpugpm, mexHika: iepornicika, penbed. 3micm: BiHb-
etka 59-i rmasw. bibnioepagbis: [6, p. 43—44, ill. 36; 5, p. 392, fig. D.2; 9]

4, Stele London BM EA 294, Kri(J, XVIII auH. NoxodxeHHs: HeBiaoMo. Micue 36epiecaHHs: British
Museum (JloHgoH, BenukobputaHnis). Lpugpm, mexHika: iepornidika, HesigoMo. 3micm: BiHbeTka 59-i
rnasu (HWKHIK peecTp ctenn). bibnioepadis: [5, p. 393, fig. D.3; 9; 29]

5. Stele London BM EA 307, MH, XVIII guH. NoxodxeHHs: HeBigomo. Micue 36epicaHHs: British
Museum (JloHgoH, BenukobputaHis). Lpugpm, mexHika: iepornicdika, Hesigomo. 3micm: BiHbeTKa 59-1
rnasu (HWKHIK peecTp ctenn). bibnioepagis: [5, p. 391 (fig. D.1); 9; 29]

6. Stelophor Chicago OIM 9380, Nb-Imn, XVIIl guH. lNoxodxeHHs: disn. Micye 36epicaHHS:
Oriental Institute Museum (Ywukaro, InniHoinc, CLWA). Lpugpm, mexHika: iepornicika, penbed. 3micm:
Tekct rnasu 15A3. Bibniozgpadpis: [8, p. 17-25; 21, p. 43-44; 2, p. 10-11, pl. CI; 9]

7. Stele "DM", XIX auH. (AmeHmec). [NoxodxeHHst: ®iBu. Micue 36epicaHHs: Oenp-enb-MegiHa (Ermner).
LLpugbm, mexHika: iepornicika, HeBigoMo. 3micm: BiHbeTKa 59-i rnasw. bibniorpadisi: [5, p. 399, fig. D.12; 9]

8. Stele Bologna 24, XIX guH. lNoxodxeHHs: HeBigomo. Micue 36epizaHHsA: Museo Civico (BonoHbs,
ITanis). LLpugbm, mexHika: HeBiAOMO. 3micm: BiHbETKa 59-i rmaew. bibnioepadpis: [5, p. 395, fig. D.5; 9]

9. Stele Briissel MRAH E. 5300, Mailli, XIX guH. lMoxodxeHHs: Abigoc. Micue 36epicaHHS:
Musées Royaux d’Art et d’Histoire (bptoccenb, benbrist). Lipughm, mexHika: iepornicdika, nodpapboBaHui
penbed. 3micm: YactuHu Tekcty 181-i rasu ([imH Ocipicy). Bibnioepagpis: [10, s. 101-126; 26, p. 113—
144, pl. IV; 27, p. 63; 9; 30]

10. Stele Florenz 2591, &A-xa(t) (?), XIX guH. MNoxodxeHHs: HeBigomo. Micye 36epicaHHs: Museo
Archeologico (Museo Egizio) (®nopeHuis, ITanis). Lpugpm, mexHika: iepornicika, penbed. 3micm: BiHb-
eTka 59-i rmaeu. bibniozpaghis: [6, p. 56-57, ill. 48; 5, p. 398, fig. D.10; 9]

11. Stele London BM EA 796, Ra-ms-sw-m-pr-Ra, XIX guH. lNoxodxeHHs: Abigoc. Micue 36epi-
2aHHs: British Museum (JloHagoH, Benukobputanis). Lipugpm, mexHika: iepornidika, pensed. 3micm: BiHb-
eTka 59-i rnaeu (cepegHin peectp crenu). bibnioepagis: [3, s. 1-19, pl. IV; 4, p. 22, pl. 73; 5, p. 394, fig.
D.4; 9; 29]

12. Stele London UC 14362, Mnw-ms, XIX guH. lMoxodxeHHs: Cakkapa. Micue 36epicaHHS:
University College, Petrie Museum (JloHgoH, Benuko6putanis). LLpugpm, mexHika: iepornidika, nocgpapbo-
BaHWI penbed. 3micm: BiHbeTKa 59-1 rnasu (2- peecTp ctenu). bibnioepadis: [5, p. 397, fig. D.9; 9; 31]

13. Stele Neapel 1000, PA-sA-nswt, XIX auH. lNoxodxeHHs: HeBigomo. Micye 36epicaHHs: Museo
Archeologico Nazionale (Heanonsb, Itanis). pugpm, mexHika: iepornidika, HeBigoMO. 3micm: BiHbETKa
59-i rnaBu (HWXHIN peectp ctenn). bibnioepadgpis: [5, p. 396, fig. D.8; 9]

14. Stele Philadelphia 40-19-2, XIX guH. lMoxodxeHHs: AGipoc. Micye 36epieaHHs: University of
Pennsylvania, Museum of Archeology and Anthropology (®inagensgis, MNMeHcunbiaHisa, CLUA). LLpugpm,
mexHika: iepornicika, HeBigoMo. 3micm: BiHbeTKa 59-1 rnaswu. bibioepadis: [5, p. 398, fig. D.11; 9]

15. Stele Stockholm NME 22, &i, XIX guH. lNMoxodxeHHs: HeBigomo. Micue 36epieaHHs: CTOK-
ronbm (LBeuin). LLpugpm, mexHika: iepornidika, HeBigomo. 3micm: BiHbeTKa 59-1 rmaswu. bibnioepadis:
[15, s. 62-63; 5, p. 395, fig. D.6; 9]

16. Stele T 1787, XIX guH. NoxodxeHHsi: Cakkapa. Micuye 36epicaHHs: HEBIOOMO. LLipughbm, mexHika:
iepornidpika, penbed. 3micm: BiHbETKa 59-i rnaBu. bibniogpadpisi: [14, fig. 29 (Tab. XXIV); 5, p. 396, fig. D.7; 9]

17. Stele Turin Suppl. 6144 /| CGT 50048, PAilli, XIX auH. lNoxodxeHHs: PiBn. Micye 36epieaH-
Hs: Museo Egizio (TypuH, ITaniq). Lpugpm, mexHika: iepornicdika, penbed. 3micm: TekcT Ta BiHbeTKa 15-1
rnaeu (Xopaxti y B 6apuij). bibnioepagpis: [9]

18. Stele des Nefersecheru, Nfr-sxrw, XIX— XX guH. lMoxodxeHHs: Cakkapa. Micye 36epicaHHs:
Hesigomo. Llpugpm, mexHika: iepornicika, Hesigomo. 3micm: BiHbeTka 59-i rmasw. bibnioepagpis: [5,
p. 400, fig. D.14; 9]

19. Stele Kairo J.E. 66149 (= Stele der Wa-ga-...), &A-pA-..., XIX— XX guH. lNoxodxeHHs: Cak-
kapa. Micue 36epicaHHs: Kaipcbkuii ermneTtcekuii my3sen (Kaip, €runert). Lpugpm, mexHika: iepornigika,
HeBigomo. 3micm: BiHbeTKa 59-i rnaBu (HWKHIA peecTp cTenu), cueHa 3arpobHoro cyay (BepxHin peectp
ctenu). bibnioepagpia: [23, p. 688; 25, s. 27-28, 210, fig. 2 (s.28); 5, p. 400, fig. D.13; 9]

44



BicHuk HauioHanbHoI akagemii KepiBHMX KaapiB KynbTypu i mucteuTs Ne 2°2016

20. Stele Bologna 27, XX auH. lNoxodxeHHs: HeBigomo. Micue 36epieaHHs: Museo Civico (bono-
Hbs, ITania). Wpugpm, mexHika: iepornidika, HeBigomo. 3micm: BiHbeTKa 59-1 rmasw. bibnioepagpis: [5, p.
401, fig. D.16; 9]

21. Stele Paris Louvre C 108, ?, ... pr HD, XX guH. lNoxodxeHHs: HeBigomo. Micue 36epieaHHS:
Musée du Louvre (Mapwx, ®paHuis). LLpugpm, mexHika: iepornicika, penbed. 3micm: BiHbeTKa 59-i rma-
Bu. bibniioepagpia: [5, p. 401, fig. D.15; 9; 16]

22. Stele Kairo CG 34133, %...-m-nfrt, HoBe uapctBo. MoxodxeHHs: ABinoc. Micye 36epieaHHs:
Kaipcbkuii ermnetcbkun mysen (Kaip, €runet). Lpugpm, mexHika: iepornidika, penbed. 3micm: BiHbETKa
59-i rnaeu. bibniozpagpia: [13, p. 181-183, pl. 55; 5, p. 404, fig. D.22; 9]

23. Stele Leiden 32, Hoee uapctBo. MoxodxeHHs: HeBigoMo. Micuye 36epieaHHA: Rijksmuseum
van Oudheden (JlegeH, Higepnanawn). Lpugpm, mexHika: iepornicika, HeBigomo. 3micm: BiHbeTka 59-i
rnaeu. bibriozpacpisi: [5, p. 404, fig. D.21; 9]

24. Stele Leiden 47, PA-xr, Hoee uapctBo. [loxodxeHHs: HeBigomo. Micue 36epicaHHS:
Rijksmuseum van Oudheden (NlengeH, Higepnanaw). pugpm, mexHika: iepornicika, HeBigomo. Smicm:
BiHbeTKa 59-1 rnaeun. bibniozpagpis: [5, p.403, fig. D.20; 9]

25. Stele Standort unbekannt [1], Nb..., HoBe uapcTtBo. lNoxodxeHHs: Cakkapa. Micue 36epi-
2aHHsA: Hesigomo. Llpugm, mexHika: iepornicdika, HeBigomMo. 3micm: BiHbeTKa Ta Ha3Ba 59-1 rnasu. bib-
nioepacgpisi: [5, p. 402, fig. D.17; 9]

26. Stele Standort unbekannt [2], Hose uapcTBo. MoxodxeHHs:: ABinoc. Micue 36epizaHHs: HEBIQOMO.
LLipucbm, mexnika: iepornicika, HeBiaomo. 3micm: BiHbeTKa 59-i rmaew. bibnioepadpis: [5, p. 403, fig. D.19; 9]

27. Stele Turin 177, li0- nHH ?, Hoee uapctBo. lNoxodxeHHs: HeBigomo. Micue 36epieaHHS:
Museo Egizio (TypwH, ITanig). LLpugpm, mexHika: iepornidika, HeBigomo. 3micm: BiHbETKA Ta Ha3Ba 59-i
rnaswu. bibnioepadis: [5, p. 405, fig. D.23; 9]

28. Stele Berlin 7291, Hose uapcTBo. [ToxodxeHHs: Abinoc. Micue 36epicaHHs: Agyptisches
Museum und Papyrussammlung (BepniH, HimeuunHa). LLpugpm, mexHika: iepornidika, HeBigomo. 3micm:
BiHbeTKa 59-i rmaeu. bibriioepagpisi: [5, p. 402, fig. D.18; 9]
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NATIONAL ROOTS OF PIANO SYMBOLISM OF
A.SKRYABIN PERFORMANCE STYLE

The purpose of given work. Designation factors of piano performance style of Skrjabin, his symbolical
sources, inveterated in impressionism-symbolism of C.Debussy and salon pianism of F.Chopin. Methodological basis
of the work — intonational aspect of style comparative method, as this offered in the works of different authors [6; 4] and
also in germenevtic positions of A.Losev [5] and others. Scientific novelty of the work is defining by originality of idea of
symbolical principle of clavierism of Skrjabin, which reproduce in conditions of piano play sounding of "equivalent hands"
of clavecin traditions. Conclusions. Performance style of Skrjabin is determined by dynamic and technique limitations of
salon tradition, which resisted to theatrical orchestral style of academic pianism after Liszt. The offered systematization of
the information about russian salon art. Also place of Skrjabin is chosen in symbolical salon of begin of XX cent.in accor-
dance with traditions Russian salon piano art of Moscow and Petersburg.

Keywords: national style, symbolism, symbolism of piano play, performance style, salon art.

AHOpocoea [fapisi BonodumupieHa, dokmop mucmeumeosHascmea, doueHm OdecCbKoi HauioHanbHol My3uy-
Hoi' akademii im. A.B. HexdaHosoi

HauioHanbHi BUTOKM chopTeniaHHoro cumBoniamy BUKoHaBcbkoro ctunto O. CkpsibiHa

MeTa po6oTn. BuaHaunT nokasHukm chopTeniaHHoro BukoHaBcbkoro ctusto O. CkpsibiHa, Moro CMMBOICTCHKNX
BWTOKIB, BKOPIHEHNX B iMnpecioHiaMi — cumeoniami K. [ebtocci Ta canoHHocTi niaHictukm ®.lLloneHa. MeTopgonoriyHa
ocHoBa poboTH — IHTOHALIMHUIA PaKypc CTUMbOBOMO KOMMapaTuBa, siK Lie 3anpornoHOBaHO B Npausx pi3HMX aBTopiB [6; 4], a
TakoX B repMeHeBTMYHUX no3uuisix A.Jlocesa [5] Ta iH. HaykoBa HOBU3Ha pobOTW BU3HAYAETLCS! OPUTiHANBHICTHO iAel CUMBO-
nicTcbkoro NpuHUMNYy knaeipHocTi CkpsibiHa, BiATBOPHOOYOro B yMoBax dhopTeniaHHOi rpy "piBHOPYYHY" rpy KIaBeCUHHOI Tpa-
avuii. BucHoBKW. BrkoHaBcbkuiA cTurnb CkpsibiHa BU3HAYaETLCS AMHAMIYHUMK Ta (aKTyPHUMMN OBMEXEHHSIMU CarnoHHOI Tpa-
Ovuii, ska NpOTUCTOITL TeaTpani3oBaHii OpPKeCTparbHin MaHepi NOCTMICTOBCLKOTO akageMiyHoro niaHismy. 3anponoHoBaHa
cvcTeMaTm3auist BiiloMOCTel Npo POCifCbke carioHHe MUCTELTBO. TakoX BrokpemrieHo Micue CkpsibiHa B CMMBOMICTCbEIl ca-
TNOHHOCTI nodaTky XX CT. BignoBiaHO A0 TpaawLii pocificbkoro carnoHHoro nianHiamy Mocksu Ta MeTepOypra.

KnrouoBi cnoBa: HauioHanbHWUIA CTUMb, CUMBONI3M, popTeniaHHUA CUMBOIMI3M, BUKOHABCbKUI CTUMb, CanloHHE
MUCTELTBO.

AHdpocoea [apusi BnadumupoeHa, 00kmop uckyccmeosedeHusi, doueHm O0ecckoll HayuoHarbHOU My3biKarbHOU
akademuu um. A. B. HexxdaHosou

HauunoHanbHbIe UCTOKM hopTeNnMaHHOro CUMBONU3Ma UCNoNHUTeNbLCkoro ctuna A. CkpsbuHa

Llenb paboTbl — 0603Ha4YMTL NokasaTenu dopTenMaHHoOro ucrnonHuTenbckoro ctuns A. CkpsibuHa, ero cuMBo-
TINCTCKMX UCTOKOB, YKOPEHEHHBIX B UMMpeccMoHuamMe - cumonuame K. [lebroccn n canoHHocTy nuaHucTuky @.LoneHa.
MeTopgonormyeckass ocHoBa paboTbl — MHTOHALIMOHHBIA Pakypc CTUIEBOrO KoMmapaTtuBa, Kak 3TO MpeacTaBrieHo B
TpyAax pasHblx aBTOpoB [6; 4], a Takke B repmeHeBTUYecknx nosunumsax A.Jlocesa [5] n gp. HayuyHas HoBu3Ha paboTbl
onpenensieTcs OpuUrMHanbHOCTBIO MAEW CUMBOSIMCTCKOTO MpUHLMMA KnaBupHOCTU CkpsibuHa, BOCMPOU3BOASALLETO B YCIIO-
BUSIX hOpTENMAHHOM Urpbl "paBHOPYYHYK" Urpy KnaBecuMHHOW Tpaguumu. BeiBoabl. VicnonHutensckuin ctunb CkpsibuHa
onpegeneH AuHaMnyeckuMmn 1 akTypHbIMM OrpaHUYEHUSIMU CanoOHHOW TpaauLMK, NPOTUBOCTOSLLEN TeaTpanv3oBaHHON
OpKecTpanbHOW MaHepe MOCTIMCTOBCKOro akafeMmyeckoro nuaHmamva. lNpegnoxeHa cucrematmsaums CBEAEHW No pyc-
CKOMY CanoHHOMY WMCKyCcCTBY. Taikke BblaeneHo mecto CkpsbvHa B CUMBOMUCTCKOM CanoHHOCTM Havana XX Beka B COOT-
BETCTBUW C TPaAULIMEN PYCCKOro canoHHoro nuaHuama Mocksbl 1 NeTepbypra.

KnioueBble cnoBa: HauMOHanbHbIA CTUMb, CUMBOMW3M, POpPTENUaHHbLI CUMBONN3M, UCNIOMHUTENBCKUA CTUIMb,
CanoHHOE NCKYCCTBO.

The actuality of the chosen theme is prompted by the jubilee date: a century of the emblematic com-
poser's departure from life in 1915, on the threshold of the forming-up of Mystery concept as a planetary
playing act, the utopian idea of which in the peak of the First World War got the tragic glint. The creative ac-
tivity of A. Skryabin — composer is well researched in musicology (refer to [6; 8]). However, piano art of this
great musician is less covered, because of the underestimation of his salon specifics. A. Skryabin was rec-
ognized in Odessa, whence he started his triumphal concerts in 1998 in France and Europe [6].
N. Chegodayeva, the pupil of A. Skryabin taught in Odessa conservatory so this fact has defined the essen-
tial aspects of the influence of this sort of pianism on piano school of the South Palmira.

© Androsova D., 2016
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The purpose of the given study is to give a characteristic of the factors of piano performance style of
Skryabin, his symbolist sources, which have roots in impressionism-symbolism of C.Debussy and salon pian-
ism of F. Chopin. Hence the concrete problems are: 1) systematization of information on the Russian salon
art, 2) finding the place of Skryabin in the symbolist salon of the beginning of the XX century. The methodo-
logical basis of the work is intonation foreshortening of the style comparative as it is presented in the works
of different authors [6; 4], as well as in hermeneutical positions of A. Losev [5] and others. The object of the
research is Skryabin’s heritage and the subject is his piano style. Scientific novelty of the work consists in the
originality of the idea of symbolist principle of clavierity of Skryabin, who reproduced under the conditions of
piano performance "equalhand" play of clavecin tradition. Practical value is an expansion of materials for
special pianoforte, history and pianism theory courses.

Piano heritage of A. Skryabin, as composer, which presenting fullness of the manifestation of the
symbolism [8, 970], is taken out from C. Debussy salon, as well as from sacred for both Chopin salon heri-
tage. A. Skryabin was denied the national rootedness of his creation: criterion of folklorism, approved by the
practice of M. Glinka and his colleagues, for this particular Russian composer was impossible. In case of
Skryabin, his goal for "spiritual radicalism" in creation is important. It excluded existence of expressions from
his program, including the manifestations of the latter in warm-heartedness. Skryabin’s art is ingrained by the
Spiritual burning. This sort of "spiritual radicalism" is considered a specific Russian feature of both religious
service, and mental activity as a whole since above named "spiritual radicalism" is organically bound with a
phenomenon of "spiritual wandering life", "...which in theological literature is considered an asset of religious
thought of Russia and which directs the thoughts of our compatriots not less than to "cosmic transfiguration"
[3, 4-5] "general salvation" (provided that "saved will be the one who saves" [3, 7]).

In this respect, the Russian emperor Nikolay (Skryabin: 1871/2-1915, Nikolay II: 1868-1918) made a
great historical parallel, and in chronologies of life limit to A. Skryabin as the author and enthusiast of the political
union "from above" at first of Europe in the form of "the United States of Europe”, and then of the world. From the
beginning, this grandiose political idea was not utopian and was fed by the great spiritual discoveries of the begin-
ning of the XIX century in line with the "Celtic wave" and "Biedermeier": the question is about Oxford religious
movement, taken shape in the 30" of the XIX century and supported up to the 20" of the XX century:

"In the 30" of the past century (on the text of the publication of 1988 — D.A.) Oxford movement ap-
peared in Anglican Church. The initiators of this movement tried to revive the spirit of catholicity in the
Church of England and made it their mission to return to the tradition of Ancient Undivided church. The theo-
logians from the Oxford movement directed their eyes at the Orthodox East, including Russia... The first
world war disturbed further functioning of the commissions" [7, 90, 95].

Aristocratic status of Skryabin family as well as diplomatic status of composer’s father provided the
possibility to get information about the political pacific ideas of the Russian emperor, as well as about reli-
gious background of the organized alliance of the Entente, based on the memory about Gallicism of France
before 1789, conceptually related to Orthodoxy [2, 398]. It was France that defined the world resonance to
Skryabin, when he in 1898, after unsuccessful (as music critics, but not public put it!) piano concert perform-
ance in Odessa, got full recognition in French capital [6, 92].

Moscow origin of artistic findings of the Russian composer is Io%ical: religious Moscow was a stronghold
of "Russian Biedermeier". Moscow modernist style of the 1880™ — 1890™ was an organic continuation of Bieder-
meier’s positions, in Russian variant painted with the tints of the cult of the high simplicity in the tradition of the
teaching of Sergey Radonezhsky and the monks of the Monastery of Optina. The main difference of these non-
monastic traditions, originated in St. Cyril church, was emotional openness and a sort of enthusiastic joy of con-
fession of human deification. Such ecstatic of joyful service is recognized in music of Skryabin — as well as spe-
cific "Skryabin’s bell-ringing", sometimes similar to Rachmaninov’s (see coda of Fantasies or. 28) and different
from it by non-artistic symbols (see final party of the above mentioned Fantasy of Skryabin, tt. 55-72, 133-149).

This feature of Skryabin pianism, as one of the consistent prolongators of the symbolist method in instru-
mental art (for C. Debussy the latter was considered by French music experts as "impressionism") is formulated
for the development of a working hypothesis of symbolist principle of instrumentalism. The symbolism in vocal
music is revealed easier and more naturally through the symbolist poetry, which by the beyond-the-routine rheto-
ric and non-theatrical pathetics of text pronouncing "shields itself" from opera vocal typology.

Piano symbolism is excessive conceptual expressiveness of piano substantiality embraced the canti-
lena poles of a piano nocturne or "songs without words" and tutti-chords, covering all piano registers and
supported by powerful, orchestral on acceptance genesis crescendo-diminuendo dynamics. Skryabin aban-
doned the expression of contrasts of homophonic-harmonic cantilena and "humeral" findings of culminations,
from pedal support "thickness" of support of the first and the second. In dynamics he selected the visible,
quasi-terraced (clavecin-organ) correlations of "high refinement"/"high grandiosity", not determined by the
developed crescendo-diminuendo.

A. Skryabin measured one way or another his pieces of music with his own possibilities as a pianist.
K. Morski, a researcher of art traditions of Chopin performance, straightly pointed to the salon-romantic line
of Liszt—Busoni-A.Rubinstein-Rachmaninov as contrasted with Polish-French "lyric-poetical”, presented by
Paderewski and Cortot [10, 401]. Moreover, this researcher indicates the names of Cortot-Sofronitsky-Lipatti-
G.Neuhaus as those, who considered the tendencies of Chopin’s symbolism [in that place].

Importance of the left hand for Skryabin had more total aesthetic sense: pupil of S. Tanjejev, com-
poser-polyphonist, he could not homophonally-traditionally accent "right hand" play, emphasizing polyphonic
technique (French polyphony, more contrasting-polyphonic, than imitation character).
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We emphasize that triumphal performances of Skryabin-pianist abroad and in the most largest cities
of the Russia fixed the stylistic-ideological underlying reason of non-admittance of Skryabin’s pianism — "fly-
ing", using "second keyboard" that is to say performance on "raising hand" that goes from oldclavier tradition
of melismatic play. M. Mihaylov fairly perceived in these signs the national traditions, going from "pearl!" pian-
ism of J. Fild and M. Glinka [see 6, 64-65]. And the deep aspect of these traditions is brought up in the works
of B. Javorsky, who gave reasons for national rootedness of piano heritage of A. Skryabin [in that place, 303-
306]. In the work of Kuzemina, devoted to performance aesthetics of B. Javorsky, there are special pages
about his "skryabinism" coming to Ukraine, in particular to Odessa [4, 21-27].

So "Russian spirit" of Skryabin is revealing itself, stipulated not by popular "going to people", but
mental unity with religious "ecumenical" idea, dear to the maximalism of Russian life principles and aims.
"Genre basis" of Skryabin compositions is appearing in biedermeier "chopin waltz" (according to the ap-
proach, accepted in modern musicology, Chopin heritage in unity with the style of his performance represen-
tation, impressed in "nocturne" of his image in "Carnival" of Schumann, is "Polish Biedermeier" [10, 237]), in
Slavonic Europeanism of waltz-mazurkas of Chopin in whole). V. Rubtsova, the author of monographs about
Skryabin specially fixes genre waltz character of composer’s op.1, | and special devotion of early Skryabin to
"chopenisms", having most of all mazurka genre reference [6, 47-49, 57-59].

We do not forget that only in Poland and Russia mazurka was firmly hold as a ball dance, unlike in
other countries of Europe, which had its own special historic reasons. But, nevertheless introduction of ma-
zurkas into Russian noble mode of life of the XIX century witnesses not about "absolute afolklorism" of Skry-
abin since only formally-populist interpretation of mazurka can be estimated "afolk-lore" and not in Russian-
national quality. Mazurka themes of the author of "Poems of the ecstasy" became sources of famous Skry-
abin "leit-rhythmical" constructions of the type of sequences of triplets and dotted lines [in that place, 57-59].

However, mentioned mazurka-waltz music surroundings of Skryabin has else one specifying feature,
which allows to speak about the national characteristic of the music of the composer, avoiding folklore argu-
mentation of this national expressiveness: connection with Russian salon, having historically-religious (see as
above about Gallicanism) established succession to French primary source. As in Chopin’s, in Skryabin’s waltz
and mazurka do not have dance-applied quality, but form "music for listening" mainly of lyrical- hymn content.

Salon "atheatricality" and "rituality-encoding" of expression existed beside Chopin — as K. Mikuli
wrote, Chopin-pianist "avoided the sharp accents, did not take surplus loud sounds, naming their "bark of the
dogs" [see in article of K. Juszynska, 10, 217]. C. Dzialinska continues this characteristic complementing it
by contrast with piano effects: "forte beside Chopin must be pervaded and voiced, but piano unusually deli-
cate. Forte cannot be dry, hard, done as gavel or staccato "[10, 217]. This, in general, is applicable to Skry-
abin as well, because "high grandeur — a high refinement" of the latter has its aesthetic support in a sort of
"dematerialization" of the latter. Such generic salon lines — aristocratic in literal etymological importance of
this word as presenting the "best" — an European art as a whole has its special tradition in Russia as well,
and in the most original line of so called "Polish-Ukrainian salon in Ukraine".

If, by ideological reasons, the noble-aristocratic culture in Soviet Russia was accepted with reserve, so the
price for this "reserve" turned out to be a grandiose figure of Skryabin. Instrumentalism of thinking of this representa-
tive of the "root system of the world vanguard" (as theorists of Kéln-schools thought about Skryabin, having invited
Marina Skryabina to the opening of the studio in 1952 [11, 57]) is a symptom of radical renovation of the Russian
national music thinking in the XIX century inclining to national self-identity in line with vocal-choral singing expres-
siveness (see relation "friend-or-foe" in operas of Glinka, Serov, Borodin in comparison of choral-vocal and ballet-
dance scenes). However, in the XX century it is Russian ("jumping") ballet-modermn style that became the sign of the
"national" in music art. It has direct parallels to condition of the Ukrainian culture from XIX to XX century.

The symbolism in the works of A. Skryabin, like in the works of other symbolist authors, reveals itself in
the redundancy of semantic load — regarding images-abstractions, among which a special place belongs to the
idea of "ecstatic", which gives some essential parties of the spiritual music (see by A. Wilson-Dickon [9, 9-10]), but
represented by the given author in the areligious and the more so nondenominational context that creates signifi-
cant incomplete sense of symbol ("a sign with endless number of senses.." according to A. Losev [5, 130]).

Ecstatic forms of Skryabin has its projection on interpretation of expressiveness of pianoforte. We re-
mind that because of the trauma of the right hand after the attempt to play a "deep" sound [6, c. 36] the com-
poser-pianist felt the danger of "overloading" of his right hand for the rest of his life. Accordingly, left hand sup-
port was natural for him. It significantly differed from the German tradition "support on the right hand" of the
Russian piano school and that naturally moved Skryabin closer to the "clavecin style" of piano traditions to
France and somewhat Chopin. We should not forget that Chopin "played chromatic scales most often with his
three last fingers" [10, 417], and he did not stand "surplus loud sounding of pianoforte..." [10, 413].

An adopter of Chopin pedagogy and his play style K.Mikuli brought up such coryphaeus of Chopin
piano school as A.Michalowski, M.Rozental, and P.Kochaliski, younger contemporaries of A. Skryabin.
K. Mikuli was known in Russia — but was not recognized by A.Rubinstein and his company and the Mighty
group members: for the Polish master there were three honored names existed — [.S.Bach, W.Mozart and
F.Chopin [the same place, 403]. He did not want to know neither R.Wagner, nor I.Brahms, from whom the
first was respected by the Petersburg school, and the second — by the Moscow school headed by
P. Chaikovskiy. This excursus into the Chopin style is essential in connection with "chopinism" in Skryabin
play and whereas, salon delicacy of sonorousness was considered by him as a "defect", therefore he made
an unsuccessful attempt to play "as Safonov" that is to say in "power" style, or so called "Russian", but by
some sources Liszt piano style, whose representative was V.Safonov.
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As a result there appeared the memories of M. Presman, who as a whole made pejorative remarks
about a piano play of the great composer-pianist: "Not possessing by nature outstanding piano virtuosity
gifts..." [cit.by 1, 34]. But after all there was the other position of N. Zverev, an experienced teacher and
beautiful pianist, who valued piano talent of Skryabin more than his composer gift, — though the latter, as
self-evident, was not discussed (see in book V. Rubtsova [6, 32-33]). There was a huge success of Skryabin
in Paris in 1905, where his pianism was evaluated as "brilliant" [in that place, 228], as well as the following
triumphal performances abroad and in the large cities of Russia.

This was "flying" pianism using a "second keyboard", in other words playing with a raising hand,
which comes from the antique clavecin traditions of melismatic play. But S. Mihaylov reasonably saw here
national traditions. Deep aspect to these traditions is brought up in the works of B. Javorski, a big enthusiast
of national Russian roots of piano heritage of A. Skryabin [6, 65].

Thus, the symbolism of pianoforte of Skryabin reveals itself on the following factors:

1) in non-traditional "inversions of support on right hand" in favor of "dispersed" invoices (compare to
"dispersed thematic invention" in characteristic of density of the semantic load of vanguard music of the XX
century), basically in three lines on music record (illusory "three hands" performance efforts), which in princi-
pal differs from quasi orchestral density of the technique of Liszt tradition;

2) being turned towards the traditions of salon performance style, standing against theatricality of the
post-Liszt variety show and concentrating principle "understatement”, a certain "closed character" of expres-
sions, that genetic derives from spiritual stimulus of this sort of art, developed in conditions of the cult of Or-
thodox Gallium of Early Christian Church [12];

3) categorical rejection of "sound naturalism of" presentation of the image of Greatness, etc. by
means of dynamic "pressure"of forte play (Chopin, being a source of Skryabin style, did not stand "surplus
loud sounding of pianoforte, — thence there is principle symbolism of effects of Skryabin’s "high grandeur".
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YOK 17.002.1 €cuneHko PomaH Mukonanosuny
OOKTOP iCTOPUYHUX HayK, Npodecop,
npodbecop kadeapu KynbTyponoril Ta

KyNbTYPHO-MUCTELbKUX NPOEKTIB
HauioHanbHOI akagemii kepiBHUX Kagpis
KynbTypu i MUCTELTB

BTIIEHHA HALIOHAJIbHOIO XAPAKTEPY B TBOPAX
IHOHALIOHANBHOT APAMATYPIIT HA YKPAIHCBKIA CLLEHI
60-80-x pokiB XX cToniTra
(YactuHa l)

MeTta po6oTn — focnignMTy y4acTb YKpaiHCbKMX TeaTpiB Yy CyCMiflbHO-MOMITUYHOMY XMWTTi, nMokasaTu iXHio
No3uLilo y BUCBITNIEHHI HaNbinbLL Ba)KNMBMX MOMEHTIB iCTOpIT kpaiHu i couianbHux npobnem 60-80-x pokiB XX cTomiTTSA.
MeToaonoria JoCnigKeHHA nonsrae y BUKOPUCTAHHI KOMNApaTUBHOTO, iCTOPMKO-ITONYHOro METoAiB. Y po3B’sA3aHHi no-
CTaBIIEHNX 3aBAaHb aBTOP KEPYETLCA NpUHLUMNamMmn 06’eKTUBHOCTI Ta icTopuamy. CaiTornsg asTopa (hopMyBaBCsi Ha TBO-
pax T. WesyeHka, M. Torong, IN. Kyniwa, M. [paromaHoBa, |. ®paHka, Jleci YkpaiHku, KopudeiB yKpaiHCbKOro tTeaTpy.
BiH BukopucTOBYBaB NpUHLUMNKW, BMpobneHi y npausx B. BepHaacekoro, M. ®nopeHcbkoro, J1. MyminboBa Ta iHWUX BMaat-
HUX BYEHMX, @ TaKOX 3BakaB Ha 3000yTkM couionorii Ta yKpaiHo3HaBCTBa, B TOMYy 4uCni Ha npaui, CTBOpeHi y aiacnopi
(O. CybTenbHoro i A. KamiHcbkoro). BkasaHuii MeTogonoriYHui nigxig i HaykoBi NMPUHLUMAM BUOATHUX MUCIMTENIB Ta
MalncTpiB CLLEHN Aanv 3mMory aBTopy obrpyHTyBaT CBOI Nornsiay Ha hopmynioBaHHs npobnemu. HaykoBa HoBu3Ha pobo-
TW Nonsrae y ToMy, WO BOHA, sIK pO34iNn NepLioro B YKpaiHCbKOMY TeaTpO3HaBCTBI iCTOPUYHOrO AOCNIKEHHS npobnemMu
CLIEHIYHOrO BTiNEHHS iHOHaLiOHanNbLHOI ApamaTypril Ha yKpaiHCbKil CLeHi, NpoBeaeHOro aBTopoM Ha noyatky 90-x pokis
XX cToniTTs, aHanisye ogHy 3 Hambinbw BaxnuBux Npobnem, ski BUHUKanW nepeq yKpaiHCbKUMW MaicTpamMu CLEHU —
BTiNEHHs HaUioHanbHOro xapakrepy nepcoHaxa. BUCHOBKW. Y cTaTTi noka3aHo, Sk, CTaBns4M TBOPU iHOHALiOHaMNLHOI
ApamaTyprii, YyKpaiHCbKi TeaTpu UINKOM MNPaBOMIPHO BMKOPUCTOBYBanW pPi3Hi  MPUHLMAM  CUeHiYHOT nepepadi
HaLioHarnbHOro xapakTepy i HauioHanbHoI cneundiku, 3arnubnioYNCs B ECTETUYHWIA CBIT Pi3HMX HaLioHaNbHMX KynbTyp,
36araudytoun BnacHe MUCTELITBO.

KnrouoBi cnoBa: ykpaiHCbkvi TeaTp, iHOHaLioHanbHa ApaMaTypris, CLEeHIYHe BiATBOPEHHS HaLiOHarbHOro XapakTepy.

EcuneHko PomaH Hukonaeeu4, G0KmMop ucmopu4yecKux Hayk, npogheccop, npogheccop Kaghedpb! Kyribmyporaoauu
U KyfbmypHO-XyQ0XXeCmBeHHbIX MPOoekmos HauuoHanbHoU akademuu pyKkogoosiLuuX Kadpoe Kynbmypbl U UCKyccme

BonnouieHrne HauMoHanbLHOro xapaktepa B Npou3BeAeHUsX MHOHAUMOHaNbLHOM ApamaTyprum Ha ykpa-
MHcKown cueHe 60-80-x rogoB XX ctonetua (Yactb I).

Llenb paboTbl — uccnenoBaTtb y4acTUe YKPaWHCKUX TeaTpoB B OOLLECTBEHHO-MONMUTUYECKOMN XN3HU, NoKa3aTb
MX MO3NLMIO NMPU OCBELLEHUN Hanbonee BaXkHbIX MOMEHTOB MCTOPMM CTpaHbl U coumarnbHbix npobnem 60-80-x rogos
XX ctonetnsi. MeTogonorusa mccreaoBaHMs 3aknioyaeTcsl B MCNOMb30BaHUM KOMMNApaTUBHOMO, UCTOPUKO-NOTMYECKOro
meTofoB. Npy pelleHnn NoCTaBrEHHbIX 3a4ay aBTOpP PYKOBOACTBOBASICA NMPUHUMNAMU OOBEKTUBHOCTM M MCTOpPU3MA.
MupoBo3speHue aBTopa opmupoBanocb Ha npoussegeHnsax T. Lesyenko, H. MNorons, M. Kynuwa, H. OparomaHoBa,
W. ®paHko, Nlecn YkpaunHku, kopudeeB ykpauHckoro teatpa. OH Takke ucnonb3oBan npuHUMnbI, BelpaboTaHHbIe B TPy-
nax B. BepHaackoro, M. ®nopeHckoro, J1. l'ymmnésa n apyrnx BblAAOLWMXCS YYEHbIX, YYUTbIBAN OCTUXKEHNSA COLMOMO-
run 1 yKpavHOBeOEHWS, B TOM Yucne Tpyabl, co3naHHble anacnopon (O. CybTenbHoro u A. KamuHcKoro). YkasaHHbIn
METOO0MNOrMYECKN NOAXOA WM HayYHble MPUHLMMbLI BblAAOLWMXCS MbICIIMTENEN U MacTepoB CLEeHbl NO3BONWAM aBTopy
obocHoBaTbL CBOM B3rNsabl Ha pelieHne npobnemsl. HayyHast HoBM3Ha paboThbl 3aKnioyaeTcs B TOM, YTO OHa, Kak pas-
[en NepBoro B yKpauHCKOM TeaTpOBEAEHUN UCTOPUYECKOTO UCCreAoBaHMS NPobnemMbl CLLEHUYECKOro BOMMOLLEHUS] MHO-
HaUMOHanbLHOM ApamMaTyprum Ha YKpanHcKom cLeHe, NpoBeaeHHOro aBTopom B Havane 90-x rogos XX ctonetus, aHanm-
3upyeT oaHy u3 Haubonee BaXHbIX Npobriem, KOTOpble BO3HWKANM nepen YKPauHCKMMKM MacTepamu CLeHbl —
BONIIOLLEHME HALMOHarNbLHOIO Xapakrtepa nepcoHaxa. BbiBoabl. B cTatbe nokasaHo, kak, CTaBs Npov3BedeHUss UHOHa-
LUMOHanNbHOW ApamaTtypru, YKpamHCKue TeaTpbl COBEPLUEHHO NPaBOMEPHO MCNOMb30Bany pasnuyHble NPUHLUMNGI Cue-
HUYECKOWN Nnepefayn HaluMOHanbHOro xapakTepa M HauuoHarbHOW cneuudukm, yrnyonsscb B 3CTETUYECKUA MUP pas-
TNNYHBIX HAUMOHAarbHbIX KyNbTyp, oborallas CBoe UCKYCCTBO.

KnioueBble cnoBa: yKpauHCKui TeaTp, WHOHaLMOHanNbHas ApamaTtyprusi, CLEeHU4eckoe BOMMOLEHMe Haumo-
HanbHOro xapakrepa.

Esipenko Roman, Doctor of Historical Sciences, Professor of the Department of culturology and art projects of
National Academy of Managerial Staff of Culture and Arts

The embodiment of a national character in the inonational dramaturgy at the Ukrainian stage of the 60-
80s of the XX century

The purpose of the research is to study the participation of Ukrainian theaters in social and political life and
show their position in the coverage of the most important moments of the history of the country and its social problems of
the 60-80s of the XX century. The research methodology lies in the use of comparative and historical-logical methods.
While solving the problems the author was guided by the principles of objectivity and historicism. The author's worldview
was formed on the works of T. Shevchenko, M. Gogol, P. Kulish, M. Dragomanov, I. Franko, Lesya Ukrainka and other
luminaries of the Ukrainian theater. He also used the principles elaborated in the works of V. Vernadsky, P. Florensky,
L. Gumilyov and other eminent scientists and took into account the achievements of sociology and Ukrainian studies,
including works created by the Diaspora, — O. Subtelny and A. Kaminsky. The specified methodological approach and
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scientific principles of eminent thinkers and masters of the stage allowed the author to justify his views on the problem
solution. Scientific novelty of the work lies in the fact that in the Ukrainian theatre studies it is the first historical research
of the problem of stage impersonation of foreign drama on Ukrainian stage, conducted by the author in early 90s of the
XX century. It examines one of the most important problems that arosed before the Ukrainian masters of the stage — the
embodiment of the national character of a hero. Conclusions. The article shows how Ukrainian theaters while producing
foreign plays and dramas have appropriately used different principles of conveying a national character and national
specifics, going deep into the aesthetic world of various national cultures and as a result enriching their own art.

Keywords: Ukrainian theatre, dramaturgy of other nationalities, a stage impersonation of a national character
(nature).

Y 60-80-Ti pokn XX cTonitta obCTaBnHM B YKPAiHCbKOMY TeaTpi CKManucs Tak, WO Yy nocTaHoBLi
TBOPIB iHOHAaUjoHanbHoI ApamaTypril NparHeHHs 40 HanBInbLl TOYHOIO BiATBOPEHHS HALiOHANbLHOMO KOMopUTY,
HauioHanbHOro Xxapakrtepy, 306paxysBaHoro B Meci, gomiHyBano. [aHa TeHOeHuUis nponarysanacs Yy
TeaTpo3HaBCTBI 0COOMNMBO akTUBHO. MNpuYMHa Li€i akTUBHOCTI KPUETBCSA Y Tpaawuuii TOYHOro nepefaBaHHs Xa-
pakTepy B3arani, He TiMbKW y Oro HaujoHanbHi cneumndivyHOCTI, @ TakoX Y TOYHOCTI BiATBOPEHHS NobyTy, 300-
paxyBaHOro y m’eci — KOCTIOMa, akcecyapiB, iHTep’epy Ta iHLIMX KOMMOHeHTIB. Lia Tpaaumuia 6epe cBin noyaTok
we Big M. LWenkiHa Ta M. KponuBHuubKoro B ykpaiHcbkoMy TeaTpi 1 Big M. LenkiHa Ta K. CtaHicnaBcbkoro — B
pociricbkoMy. BoHa — T noriyHe NpodoBXEHHs, HeHade 3 Hel BUnnuBae. TOMy He AMBHO, LLO AyXe 4acTo TeaT-
puv 3BEpTanucs caMme A0 Liboro TBOPYOro NPUHLMNY, KA NPUHIC TM HaWGInbLLi ycnixu.

Cepen kpawwmx Buctas TeaTpiB YkpaiHu 60-80-x pokiB XX CTOMITTH, ¥ SKUX BOHW MNparHynu go
Hanbinbll TOYHOrO BTINEHHS HauioHanNbHUX 0COBNMBOCTEN iHOHALOHaNbHOMo ApaMaTypriYHOro TBOpy, MOX-
Ha BUOINUTU HWU3KY MOCTaHOBOK KracuyHoi gpamatyprii: "Mapsye cepue" O. OctpoBcbkoro y KuiBcbkomy
Teatpi iM. |. ®paHka, "Cmeptb TapenkiHa" O. CyxoBo-KobuniHa B OpecbkoMy Teatpi iM. YKOBTHEBOI
pesoniouii, "Bnaga tempasun" ta "Kueun tpyn" J1. ToncTtoro B ykpaiHCbknx TeaTpax lMontaBu Ta Xapkosa,
"Oans Bana" A. Yexosa y KuiBcbkomy Teatpi iM. |. @paHka, "Miwann", "€rop bynunyos", "Akie boromonos" Ta
"OcTaHHi" M. 'opbkoro B ykpaiHcbkux TeaTpax JlbBoBa, [JoHeLbka, YepHiBLIB i 3anopidxoks.

Cioam X cnig BiAHECTW i Taki cnekTakni 3a TBopaMmn ToroMacHUX aBTopiB, gk "OnTumicTnyHa Tparegis”
Bc. BuwHescbkoro y KuiBcbkomy Teatpi iM. |. ®paHka, "Y geHb Becinng" B. Pososa y 3akapnaTcbkomy
yKpaiHcbkomy TeaTtpi, "Kadeaopa" B. Bpybnescbkoi, "Mexa cnokoto" [1. 3arpebenbHoro Ta "Xasanka"
M. apaeBoi y KuiBcbkomy TeaTpi iMm. Jleci YkpaiHku, "IMtognHa 3i ctopoHun” |. [IBopeubkoro y J1bBiBCbKOMY
Teatpi iM. M. 3aHbkoBeubkoi, "Ctanesapu" . Bokapesa y 3anopisbkoMy ykpaiHCbKOMY Teatpi (Toai —
iMm. M. Wopca) ta XKutomumpcekomy im. |. Kovepru.

Yomy y nocTaHOBLi Ha3BaHMX BUCTaB TeaTpu obpanu came uen wnax? | ym 6yna B HUX MOXMMBICTb
obpatu Wwnax iHwnn?

Hacamnepen, 3sepTae Ha cebe yBary TOM (pakT, WO NepenivyeHi Bulie NOCTaHOBKM Oynu yu TO
POCINCLKUX MEC B YKPaTHCbKUX TeaTpax, UM TO YKPAIHCLKUX MEC Y POCINCBbKMX TeaTpax YkpaiHu. TobTo i B
nepLiomMy, i B Apyromy BMNagKy Teatp MaB CrpaBy 3 XUTTEBUM MaTepianom, sikun 6ys aobpe Bigomuii i no-
MY, i HAALWMPLLUMM Konam rnsgavdis. | Bigxig Big NPUHLMNY TOYHOrO BTINEHHA HauioHanbHOI cneundikun y Lpo-
My BuMagky npussiB 6M A0 MOPYLWEHHS NpaBau XUTTH, NPUHaANMHI B AgeTansax. A MM nam’ssiTaemo AyMKy
K. CtaHicrnaBcbkoro npo Te, WO B TeaTpi Mana npaeaa TArHe 3a cobolo Benuky. | HaBnaku — BiOCYTHICTb
OOCTOBIPHOCTI Y AeTansx BUKIMKae HegoBipy A0 BCbOro cka3aHoro.

ALXe HaBiTb Ha HAMKOPOTLUMIA Yac He MOXHa COOBi YsIBUTW, LLO NEPCOHaxi LUMPOKO BiAOMUX ille 3i
wkineHoi naesm n'ec O. OcTtposcbkoro abo J1. Tonctoro, A. Yexosa abo M. Nopbkoro He Bynu © HagineHi pu-
CcaMu POCINCbKOro HalioHanbHOro xapakrepy. ToMy 1 nparHynm TeaTpy 4O TOYHOMO BTINIEHHSA HaLiOHaNbHUX
ocobnueocTen. | TpuBanun ycnix, SKMA Manu NOCTAHOBKW Y rnsfada, — CBiQYEHHs TOro, Lo HauioHanbHUN
Kornoput ByB BUpaXKeHWU HUMK BOArO.

Y KOXHi/ 3 Ha3BaHWX BUCTaB eTHorpadivHO TOYHO BiATBOPIOBANMCS TaKi BaXKNUBi 30BHILLHI NPUKMETH
HauioHarnbHOro xapakrepy, Sk NpUHaNexHicTb 40 MNEBHOrO0 aHTPOMOSOriYHOro TUMy i B3arani 30BHILWHIN BU-
rnag noguHuy, T ogdar, 3adicka, MaHepa TpumMaTUcs | PO3MOBIATU, a TaKOXK HaBKOMULLHA NPUpoAa, Xapakrep-
He XMWTNO Ta iHLWi KOMMOHEHTU — 3 ypaxyBaHHAM MEBHOI TeaTpanbHOI yMOBHOCTI.

Tak, y "lapadomy cepui" O. OctpoBcbkoro y KuiBcbkoMy Teatpi iM. |. ®paHka 6ynu kocTiomu,
XapakTepHi Ans pocincbKoro Kyneutsa nopedopMeHnx pokiB, a gekopauii BigTBoptoBany TUNOBWUA Ans Tiel
eroxun 3pa3ok pPoCiNCcCLKOI CagoBo-napkosol apxitektypu. Y "Oagi BaHi" A. YexoBa y Tomy X TeaTpi ogsar 6ys
MOLUMTUIA 3rigHO 3 MOAO0, AKOI OTpUMYBanacs iHTenireHuis pocincbkoi NPOBIHLIT i cepeaHbONoMiCHe ABO-
psSHCTBO B nepegaeHb pesornouii 1905 poky. "OntumictuyHa Tparegis" Bc. BuwwHeBcbkoro y ppaHkisLiB
BTiNtOBana ocobnuBoCTi, WO 3'ABUNUCS B 043 1 MaHepi NOBEAiHKM POCINCBHKUX BIMICbKOBMX MOPSIKIB Nig Yac
rpoMagsHcbKoi BivHKM [1]. "Xasanka" M. MapaeBoi y KniBcbkoMy TeaTpi iM. Jleci YkpaiHku TouHO pbikcyBana
OfAr, AKUA HOCUNK CensaHu i poBITHUKM B YKpaiHi y nepLli NOBOEHHI POKW 1 Hagani — gotenep.

JTiHil0 TOYHOrO BIATBOPEHHS 30BHILLHIX PUC HaLiOHaNbHOrO XapakTepy MOXHa NPOAOBXUTU LoOOo
KOXXHOrO 3 nepenivyeHux BuLLe cnekTaknis. [pu LbOMy BUHATKIB MU HE BUSIBUMO B XKOOHOMY 3 HUX.

KpiM TOro, BCi MOCTaHOBKW, i Lie MaE BUHATKOBO BESIMKE 3HAYEHHS, BUSBMANU e W BHYTPILWHI
HauioHarnbHi 0COBNMBOCTI NEPCOHaxiB, NOB’A3aHi 3 IXHIM NIOOCHKMM XapakTepoM LLOAO MEBHOI iCTOPUYHOT 1
KrnacoBoi KOHKPETHOCTI. | B TakOMy pasi BUHATKU TEX He 3HaWAYTbCs, Ha SKUIA B1 3 Ha3BaHUX CreKTakmiB Mu
He 3BepHynu CBO yBary.
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3Ha4YHa KinbkicTb TBOPIB POCINCHKOI KMACWYHOI N CydacHoi ApamaTtyprii B penepTtyapi YKpaiHCbKuX
TeaTpiB [Ja€ MOXMMBICTb, pO3TallyBaBLW IX PETPOCNEKTUBHO, MNOKa3aTM pPO3BUTOK POCINCLKOrO
HaLioHanbHOro XapakTepy, BpaxoBy4mM NOro KNacoBui 3MiCT.

Hanpwuknag, "Mapsaye cepue” O. Octposcbkoro B Kuicbkomy Teatpi iM. |. ®paHka. M. 3agHinpoBcbkuii B
obpasi XnuHoBa nokasae AOCUTb TUMOBY came Ans Pocii nopedopmeHoro nepiogy nocratb Kynus — Buxigus
3 censiH, 3 1oro rpy6icTio, camogypCTBOM, HaMOPUCTICTHO, YBAHCTBOM i, pa3oM i3 TUM, 3 MOro 4inoBolo XBaT-
KO0, KMITNuMBICTIO. BoHMUbKUA y BUKOHaHHI B. CTynkn y Yexiscbkomy "Oaai BaHi" B ToMy X TeaTpi — Le Tex
TUMOBUA POCINCLKUIA XapakTep — IHTEMireHT nepeapeBOnoUiiHUX POKIB, CMOBHEHUA TYrM 3a MO3UTUBHUM
ideanom, noguHa, gka 6a4nTb 6e3rny3aicTb i NackyAcTBO HaBKOMULLIHLOIO XUTTS, ane 3HepBOBaHWM i He-
CMPOMOXHMI 00 6opoTHOM.

O. M'an B obpasi Huna B "Miwarax" M. Nopbkoro y JlbBiBCbkoMy TeaTpi iM. M. 3aHbKkoBeLbKoi Aobpe
BIJTBOPUB PUCK POCIMCHLKOro nporieTaps-peBontoLioHepa, ACHICTb MOro Knacosoi CBiAOMOCTI, akTuBHe 6oKo-
BE HanalUTyBaHHSI, PillyYiCTb, LIMbHICTb HATYpW N HENPUMUPEHHICTb. Moro Hun Bys CnoBHeHWin eHeprii i
rOTOBHOCTI 10 60poTLOM 3a NepebyaoBy XUTTS.

FO. TkayeHko B 06pasi Komicapa B "OntumicTuuHii Tpareaii” Bc. BuwHeBcbkoro Bigrsopuna
XapaKTepHi pUcK pPoCiCLKOro peBortoLioHepa, oro 6e3sacTtepexHy BigdaHiCTb iHTepecaM Hapogy, BUCOKY
iIHTENEKTYanbHICTb i 3HAaHHSA 3aKOHIB NepebyaoBM XUTTA Ha couianiCTUYHKMX 3acafdax, TICHUN 3B's130K i3 HapoaoM,
THYYKICTb TaKTMKM Ta HENPUMUPEHHICTb 40 BOPOriB pPeBomtoLii, i Npy LibOMY — BEMNWKY NIOACLKY CKPOMHICTb [2].

. ®irypcbkuin y poni Tpoxuma KuduriHa B cnekTakni XMenbHULBLKOro ykpaiHcbkoro Teatpy "LlaHyn
6aTbka cBoro..." B. JlaBpeHTbeBa nokasaB xapakTep pOCINCLKOT MIOAMHU — CBOrO CyyacHuKa, Ans SKoi HOp-
MOIO MOBE[iHKM CTano OTPUMaHHSA BUCOKOMOPAnbHUX MPUHLMMIB He TiNbKX B CYCMiNbHO-MONITUYHINA, a N Y
ciMenHo-nobyToBIN cdepi.

b. Ctynka B poni YewkoBa y BucTaBi JIbBiBCbKkOro Teatpy iM. M. 3aHbkoBeubkoi "lTtoguHa 3i cTopo-
HW" |. [BOpeubKOro BTINMB TaKy TWUMOBY PWUCY POCINCLKOrO HaUiOHaNbHOIO XapakTepy CBOro repos, SK
rOTOBHICTb BiggaTw BCi cunu 3apaam cninbHoil cnpasu [3].

. AptemeHko B poni JlarytiHa y cnektakni >Xutomupcebkoro teatpy iMm. |. Koveprn "Ctanesapu”
nigkpecnue MOro BigdaHiCTb CBOIW crnpasi M NPe3MpcTBO A0 HEpPob — BaXMMBY pUCY XapakTepy Cy4acHOro
pocificbkoro pobiTHuMKa [4].

3BepTae Ha cebe yBary Te, WO Y Mipy HabnWKeHHs XXUTTEBOrO MaTepiany Mecu 40 CbOroAeHHs, came
NO3NTMBHI PUCK XapaKTepy NAMHKU, 30epiraroymn CBOK HalioHanbHy TUMNOBICTb, Aeaani 6inblie HabyBaloTb 1
iHTepHaUiOHanNbHOTO 3BYyYaHHS.

KpiM HasBaHMX TyT MOCTAHOBOK TBOPIB POCINCBbKMX aBTopiB — "OnTumicTnyHa Tparegis”, "LlaHyn
batbka ceoro...", "lllognHa 3i ctopoHun”, "CtaneBapu" — npo Le cBigvaTb i Taki BUCTaBM 3a TBOpaMu
YKPaiHCbKNX MUCbMEHHUKIB B POCIACBKUX TeaTpax YkpaiHu, sik "Mexa cnokoto" . 3arpebenbHoro Ta "Xassn-
ka" M. MapaeBoi B KuiBcbkomy TeaTpi iM. Jleci YkpaiHku.

Tak, icTMHHa nNpuHUMNOBICTL akagemika KapHans y BukoHaHHi HO. Maxyrn, camoBiggaHicTb i
HanonernmeicTb Y AocsarHeHHi meTu Hagi MaBpuneHkoBoi, sirpaHi A. Porosuesoto, — Lie TUMoBi pucu baratbox
Cy4acHUX YKpaiHLUiB, ane TakoX BOHW XapakTepHi N Ansl HAHILWHBOT POCIACBHKOT NMOAMHW, | ANSA NPpeACTaBHUKIB
iHLWWX HapoaiB.

TouHe 300paeHHs 30BHILLHIX | BHYTPILWHIX HaLioHanbHUX OCOBNMBOCTEN 3HAYHO MOCUNIOBANo Mno-
OyTOBY AOCTOBIPHICTb BUCTaB i NiABMWLLYBANO iXHIO iAENHO-XYOO0XKHIO BUPA3HICTb. Y LIbOMY W BUSBNANOCS B
OaHOMy BUMagKy MOrnUBNEeHHs CNPUNHATTA | BigOOpaXeHHs AIMCHOCTI YKpalHCbKMM TeaTpom B MpoLeCi
MiXXHaLioHanbHOro 06MmiHy.

Kpim TOro, cnig iwe pas 3asHauuTu, WO BCi 6e3 BUHATKY nepenivyeHi Bule N'ecu — Le 3Ha4yHi B
iAeMHO-XYA0XHbOMY acnekTi TBOpW.

Hanpuknag, siKWwo roBopuTU NPO POCINCBKY KnacudHy gpamartyprito, Taki n’'ecu, sk "lMapside cepue”
O. Octposcbkoro, "CmepTb TapenkiHa" O. Cyxoso-KobuniHa, "Bnaga Tempssu" Ta "Xusun Tpyn"
J1. Toncroro, "Oana Bana" A. Yexosa, "Miwanun", "€rop bynuyos", "Akis boromonos", "OcTtaHHi" M. Nopbkoro
— ue, SK BijOMO, 3araribHOBM3HaHa BepLUMHA ApaMaTUYHOI CBITOBOI NiTepaTypu Ta NpUeQHaHHS MUTLIB cLe-
HM Jo Kona ii igew Ta obpasis, Wo 36aravye Oyab-AKy, HaBiITb HAWGINbLL PO3BUHYTY HaUiOHaNbHY KynbTypy.
Bigomo, wo mnecu O. Octposcbkoro, JI. Tonctoro, A. YexoBa, M. [OpbKOro Ta iHWMX POCINCBKUX
ApamartypriB-knacukis Manu Benuvkui ycnix y teatpax Benuvkoi Bputanii, ®paHuii, Hime4uunHw.

Teopu TorovacHux astopis — "OnTumicTnyHa Tparedis" Bc. BuwHescokoro, "LUaHyn 6atbka csoro..."
B. JlaBpeHTbEBa, "Y AeHb Becinnga" B. Po3osa, "IogunHa 3i ctopoHn” |. [1Bopeupbkoro, "Ctanesapu” . bokapesa,
"Xasanka" M. lapaesoi, "Kadegpa" B. Bpybnescbkoi, "Mexa cnokow" [1. 3arpebenbHoro — nopyLlysanu
HaVBaXXnMBILLi NpobnemMn CBOro Yacy i 3aCMy>XUIM BU3HAHHS Y HAaMLLMPLUMX Komnax TeaTparnbHoro rmsgada. Tox
npyYeQHaHHA 40 CBITY iXHiX inen Ta 0bpasiB Takox CNpUsiNO ifeNHO-TBOPYOMY 30aravyeHHIo TeaTpiB YKpaiHu.

Tenep 3BepHIMOCS 0O [Apyroro BapiaHTy 300paeHHA HaLioHanbHOro KONMOPUTY | BTINEHHSA
HaLUioHanbHOro xapakTepy Ha CLEeHi.

Mpn BCbOMY TOMY MiABULLEHHIO iAEAHO-XYAOXHbLOI BUPA3HOCTI BUCTaBM CMpUSE caMme TOYHe Bupa-
XXEHHS1 HaLlioHanbHMX 0COBNMBOCTEN, AKLLO NPUOMBUTUCA NPUCKININBMM NOMMSA0M 4O Takux pobiT, Ak "Y Hiy
MicsyHoro 3atemHeHHs" M. Kapima B KuiBcbkomy TeaTpi iM. |. ®paHka, "CuH pubanku" 3a B. Jlauicom y
OHinponeTpoBcbkoMy TeaTpi iM. M. [opbkoro, "BnygHun cun" E. PaHHeTa y KuiBcbkomy Teatpi im. |. dpaHka,
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PiBHeHCbKOMY ykpaiHcbkoMy (Togi — iM. M. OcTtpoBcbkoro), Yepkacbkomy iMm. T. LLeByeHka, [JoHeubkomy (B
M. Mapiynonb), "MatepuHcbke none" 3a Y. Antmatoeum y Kniscbkomy obrnacHomy im. M. CakcaraHcbKoro,
"Mokn rapba He nepekuHynaca" O. loceniaHi y KuiBcbkomy TeaTpi iM. Jleci YkpaiHku, "lMTaxu Hawoi
monogocTi" V. Opyue y Kuiscbkomy TeaTpi im. Jleci YkpaiHku Ta OpgecbkoMy ykpaiHCbKoMy Teatpi (Todi —
iM. 2KOBTHEBOI peBONIOLIT) — TO MOXHa NepeKkoHaTUCs, WO y LUbOMY BUMNaAKy TeaTpu He 3aBXAM i He B YCbO-
MYy MparHynm TOYHOro BUPaXXEHHsI HaLioHanbHOro KONMopuTy Ta HauioHanbHOro xapakrepy abo He cnpomor-
nunca Uboro JocsarTu. A, npoTte, BENUKWNA i AyXe NO3UTUBHUIA BMMMB Ha3BaHUX BUCTaB Ha YKPalHCLKOrO rns-
hava — 6e3cyMHiBHUIA. KOXXHa 3 HUX TpMBanum Yyac Bxoguna go peneprtyapy, 36mpana Benvky ayauTopito Ta
BGyna No3UTUBHO OLLiHEHA NPECOI0.

Uomy ue cranoca? Bignosigb MOXyTb [JaTu pesynbTaTu aHanidy HauioHanbHOro cknagy
ApamaTypriyHmMx TBOpIB 3 HaBeAeHoro cnucky. bynu 3ragaHi n'ecn GallKMPCbKOro, NaTBiNCbKOro, €CTOHCHKO-
ro, KMPrm3bKoro, rpy3MHCHKOro Ta MOSAaBCLKOrO NMUCbMEHHUKIB. [py BCbOMY TOMY, LLO YKpaiHCLKUIA rnsgay
i3 BEMMKOO MOBarok CTaBUMTbLCA A0 LMX HapodiB, SK i 4O BCIX iHLWMWX, HABPSA YN MOXHA 3anepeyuvTn Te, Wwo
HWHI iLLle BiH 3HANOMUIA 3 HUMM, 3 IXHBOIO KYNbTYPOIO i NOBYTOM MEHLLE, HiX i3 pociincbkoto abo Binopyckkoto,
AKi BiH 3Ha€ Mamke, SK CBOI.

TyT gopeyHo 3ragatv ogHy creuudivyHy ocobnuBeiCTb TeaTpanbHOr0O MUCTELTBa, Ha 5Ky 3BEpPHYB
yBary we Jlone ge Bera y cBoeMy BipLioBaHOMY TpakTaTti "HoBe KepiBHUMLTBO 4O HanMcaHHA KOMeAin y Hall
yac", patoBaHomy 1609 pokom. BiH NOMITUB, LLO 3axonfneHa XUTPOCNIIETEHHSAMM CloXeTy abo, MOXHa ayma-
TH, AKMMU-HEOYAb iHWKUMKU NepeBarammn nm’ecu, nybnika He 3BepHe yBary Ha MeBHi HETOYHOCTI — iICTOPWUYHI,
reorpadiyHi Ta iHWi. Lle — 6e3cymHiBHO. KoxkeH MaB 3Mory B LibOMY fepekoHaTucs. Ane 3 ogHMM 3acTepe-
XeHHsIM. Bce 3anexuTb Big CTyneHs Liei HeTOYHOCTI — 3 ogHoro Ooky, i BiA piBHS OCBIMEHOCTI rnsgava, Bif
noro 06Gi3HAHOCTI B LbOMY MUTaHHI — 3 iHWOro. | sKWO 3anponoOHOBaHWUIA aBTOPOM XUTTEBUKA Matepian
BignosigaTume cy4acHOMY YSBMEHHIO rnsgada npo AaHun npegMeT, TO BUCTaBa He BUKMMKATUME CYMHIBIB.
Lle 1 ctanoca 3 nepenivyeHumu Bue noctaHoBkamu. OgHak, He cnig 3abyBaTu Npo CTpiMKe 3pOCTaHHS
NoiHOPMOBAHOCTI CyCMiNbCTBA 3a TenepiHbOro 4Yacy. | MoXnNuBi BUNagku, Konu BUCTaBa, po3paxoBaHa Ha
Hall cyyYacHWi piBeHb 0Bi3HaHOCTI rnsafava, 3aBTpa BUKIMKaTMME Noaus.
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MUSICAL SPACE AND WORKS OF UKRAINIAN COMPOSERS
IN THE ASPECT OF STYLISTIC DIALOGUE

The purpose of the study is to determine the value-semantic importance of the creative works of Ukrainian
composers as an artistic and meaningful foundation of the music art of Ukraine. The article reveals the domination of the
laws of polyphonic musical thinking, which determines the origin and specificity of music language of Ukrainian
contemporary composers, as well as the direction of its evolution. The methodology of the study consists in the use of
the principles of the system and musical-historical methods, as well as the method of musical and stylistic analysis. This
methodological framework makes it possible to review a wide and inhomogeneous, in the aspect of style, space of
compositional practice in modern Ukraine from the point of view of organizing function of polyphonic thinking. The
scientific novelty of the research consists in the systematization of the polyphonic laws of musical thinking as a style
coordinate of contemporary musical creation. In this case, polyphony is understood as a general principle of musical
thinking as a whole, which is the basis of constructive and artistic music art from its origin. Conclusions. The variety of
musical styles and genres of contemporary Ukrainian composer's creation (V. Silvestrov, M. Skorik, Y. Ishchenko,
A. Kozarenko, K. Tsepkolenko, Y. Gomelskaya) present the various aspects of implementation of polyphonic patterns.
Each of the composers finds new expressive possibilities of polyphony in the context of today's musical thinking. The
composers consider polyphony as the basis of artistic thinking, which is always relevant to the stylistic evolution of music —
up to the "polyphonic Renaissance" of the XX century.

Keywords: musical space, polyphony, poly-stylistics, music style, musical language, thinking.

3aez20podHsi ManuHa ®edopieHa, okmMop MuUCMeymeo3Hascmea, rnpogecop, npogecop Kaghedpu meopir
My3uku ma komnosuuii OdecbKoi HayioHanbHOI My3u4Hoi akademii Im. A. B. HexdaHosgoi

My3u4yHuIM NpocTip Ta TBOPUiCTb YKPAIHCLKUX KOMMNO3UTOPIB B acCNeKTi CTUNbLOBOro Aianory

MeTa pocnimkeHHs nonsrae y BU3Ha4YeHHi LiHHICHO-CMUCIIOBOMO 3HAaYEeHHSA TBOPYOCTi YKPAiHCbKMX KOMMO3WUTOPIB
AK XyOOXHbO-3MICTOBHOI OCHOBM MY3W4HOro MucTeuTBa YKpaiHW. Y cTaTtTi BUSABNEHO naHyBaHHSA NOMidPOHIYHMX 3aKOHOMIP-
HOCTEW MY3UYHOTO MUCIIEHHS, AKi BU3Ha4aloTb BUTOKWU Ta cneumdiky My3n4HOI MOBU CyHaCHUX YKPaiHCbKUX KOMMO3UTOPIB,
a TakoX CnpsiMoBaHICTb 1 eBontouji. MeTogonoria JoCnifpKeHHS nonsrae y BUKOPUCTaHHI MPUHLMNIB CUCTEMHOTO | My3uy-
HO-ICTOPUYHOrO METOfIB, @ TakoX MEeToAy My3WYHO-CTUNBLOBOrO aHanidy. Taka meTogornoriyHa 6a3a Jgae MOXNUBICTb ANs
po3rnagy LWMPOKOro i HEOAHOPIAHOrO B CTUMLOBOMY BiAHOLLEHHI NPOCTOPY KOMMO3MTOPCLKOI NPaKTUKN B CydacHin YkpaiHi 3
Nno3uLin opraHi3yto4oi yHKLUii NonidhoHIYHOro MucneHHsa. HaykoBa HoBM3Ha LOCHiDKEHHS nonsrae B cuctemartmaadii no-
NiPOHIYHNX 3aKOHOMIPHOCTEN MY3UYHOrO MUCHIEHHSA SK CTUMBOBOI KOOPAMHATU Cy4acHOI My3un4HOI TBOpYOCTi. IMonichoHia B
AaHoMy BMMNagKy po3yMIieTbCH SK 3ararnbHWn NPUHLMM MYy3UYHOrO MUCTIEHHS B LIMOMY, KU € KOHCTPYKTUBHOIO | XYAOXHBLO
OCHOBOIO My3W4YHOrO MUCTELTBA Bif, CBOIX BUTOKIB. BUCHOBKW. Y Pi3HUX My3WYHUX CTUMAX i XXaHpax yKpaiHCbKOI KOMMO3u-
TOPCbKOI TBOpPYOCTI cydacHocTi (B. CunbeecTtpoB, M. Ckopuk, HO. lweHko, O. KosapeHko, K. LienkoneHko, 0. Momenbcbka)
npeacraBneHi PisHi acnekTh BTINEHHA NomnidOHIYHMX 3aKOHOMIpHOCTEN. KoxeH 3 KOMMO3WUTOPIB 3HAXOAUTb HOBI BUPA3HI
MOXIMBOCTI NOMidYOHii B yMOBaxX Cy4aCHOro My3m4yHOro MUCINEHHS 1 iHAMBIQYyanbHOI opraHisauii My3uyHoro npoctopy. Kom-
No3UTOPM OLIHIOTE NONidoHit0 sk 6a3y XyA0XKHbOrO MUCTIEHHS, sika 3aBXAWN akTyarnbHa ANsi CTUINbOBOI EBOSIOLT My3UKn —
ax Ao "nonidoHiyHoro PeHecaHcy" XX cTonitTa.

Knto4yoBi cnoBa: My3nyHui NpocTip, NonidyoHis, NoNicTUnicTMka, My3u4HUA CTUMb, My3nM4Ha MOBa, MUCIIEHHS.

3aez20podHsisi ManuHa ®edopoeHa, OOKMOP UCKyccmaosedeHUsl, npogheccop, npogheccop Kkaghedpbl meopuu
My3bIKU U Komro3uyuu Odecckol HauyuoHanbHoU My3bikarbHOU akademuu um. A. B. HexdaHosol

My3blkanbHOEe NPOCTPaHCTBO U TBOPYECTBO YKPAMHCKMX KOMNO3UTOPOB B acneKkTe CTUNeBOro avanora

Llenb nccnepoBaHusi COCTOMT B onpeaeneHnm LLeHHOCTHO-CMbICIIOBOrO 3HAYeHUs1 TBOPYECTBA YKPAMHCKUX KOMMO-
3UTOPOB KaK Xy[AOXECTBEHHO-COAEPXKATENbHON OCHOBbI My3bIKaribHOMO MCKYCCTBa YKpauHbl. B cTaTbe BbIsIBNEHO rocnoactso
NONMOHNYECKNX 3aKOHOMEPHOCTEN MY3bIKanbHOMO MbILLMEHWS, KOTOPOE ONpeaensieT UCTOKN U crneumnduky MysblKanbHOro
AA3blKa YKPAMHCKNX COBPEMEHHBIX KOMMO3UTOPOB, @ TaKKe HamnpaBrieHHOCTb ero asontoumun. Metogonorusa vccnenoBaHus
3aKI0YaeTCs B MCMOMb30BaHUM NMPUHLIMNIOB CUCTEMHOTO U My3blKarbHO-UCTOPMYECKOr0 METOLOB, a Takke MeToaa My3blkarnb-
HO-CTUNEBOrO aHanm3a. Takas meTogornormyeckas 6asa JaéT BO3MOXHOCTb PaCCMOTPEHMS LUMPOKOrO M HEOQHOPOZHOIO B
CTUMEBOM OTHOLLIEHUW MPOCTPAHCTBA KOMMO3UTOPCKOW MPaKTUKN B COBPEMEHHOW YKpanHe C NO3ULIMIA OpraHn3yoLwen pyHK-
UMM NonMAhOHMYECKOTO MbilLrieHns. HayyHas HOBM3HaA mMCCreaoBaHUs 3aKIoYaeTcs B CUCTEMATM3aLMM NONMAOHNYECKNX
3aKOHOMEPHOCTEN My3bIKaribHOrO MbILLSIEHMST KaK CTUINEBOW KOOpAMHaThl COBPEMEHHOrO My3blkaribHOro TBopyectsa. omm-
OHMS B JAHHOM Cryvae NOHUMAETCs Kak oBLMIA NPUHLMN My3blKanbHOrO MbILLTIEHUST B LIESNIOM, KOTOPbIN SIBMSIETCS KOHCTPYK-
TUBHON U XyOOXECTBEHHOW OCHOBOW My3bIKaribHOr0 MCKYCCTBA OT CBOMX UCTOKOB. BbiBoAbl. B pasnunuHbIX My3biKarbHbIX
CTUMAX W KaHpax YKPauMHCKOrO KOMMO3WUTOPCKOro TBopYecTBa coBpemeHHocTu (B. Cunbeectpos, M. Ckopuk, tO. NweHko,
A. KosapeHko, K. LienkoneHko, 0. Momenbckas) npeacTaBneHbl pasnnyHbie acnekTbl MPeTBopeHUs NONMMAOHNYECKUX 3aKOHO-
MepHoCcTeN. Kaxkapin 13 KOMMO3UTOPOB HAaXOAUT HOBbIE BbIPa3nTErbHbIE BO3MOXHOCTU NONMAPOHMN B YCIOBUSIX COBPEMEHHO-
ro My3blKasnibHOro MbILLEHMsl. KOMMNO3UTOpLI OLLEHUBAKOT MNOMMAIOHMIO Kak 6a3y Xy[4oKeCTBEHHOrO MbILLNEHMS, KOTopasi Bce-
roa akTyanbHa Ansg CTUNEBOM 3BOMOLMM My3bIKM — BNAOTb A0 "nonmndoHmnyeckoro PeHeccaHca" XX ctonetus.

KnrouyeBble cnoBa: My3blkanbHOE NPOCTPAHCTBO, NONMMAOHUSA, NONUCTUIMUCTMKA, My3blKalnbHbIA CTUMb, MY3bl-
KanbHbIA A3bIK, MbILLIEHKE.
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The process of global "confusion of tongues" which is a characteristic feature of contemporary artis-
tic thinking shows an internal and profound idea of stylistic dialogue, polyphonic in its essence. "Polyphony"
of musical text reveals the multipartite nature of contemporary musical thinking, striving for the process of
"analysis-synthesis" of each musical language element. The language of music is a multilevel structure. In-
formational significance of any component (sound, rhythm, harmony, melody, timbre, register, texture) pro-
vides a wide range of patterns matching different creative aspirations. This dialog provides a multiplicity of
stylistic tendencies, which is the leading feature of musical area at the turn of the XXI century.

The history of music is a single line of musical thinking, based on various forms of space and time
coordinates implementation: polyphony is represented as the horizontal axis and homophonic-harmonic as-
pect as the vertical one. The musical space between them fills all the elements of musical language with the
artistic sense in specific "genre and style" systems. From one sound to the general system of musical space
organization, there appears a system of dialogue between objective and subjective patterns. Objective pat-
terns get a real form of its existence only through the subjective aspects of their implementation, i.e. artistic
creativity of the composer.

A sound as an independent unit of the musical language suggests a multiplicity of combinations.
V. Silvestrov’s cantatas, A. Kozarenko’s oratorios, K. Tsepkolenko’s chamber symphonies, instrumental mu-
sic written by M. Skorik, Y. Ishchenko, J. Gomelskaya disclose various aspects of the artistic thinking in the
entire scale of the dialectical process in the musical space of Ukraine. For example, Y. Ishchenko reveals a
unique trend in his works. Composer builds a line based on the original refraction of classical symphony and
polyphonic logical independence of musical layers. His music combines the folklore background with the
freedom of techniques and means of contemporary musical writing. A special "colouring" of Ishchenko’s
manner of composing implies an unusual aspect, so-called "the vocal nature of the utterance", combined
with "multitimbral" nature of his works.

The overall context of Ishchenko’s artistic interests has identified a wealth of genre pursuit and an
amazing capacity of stylistic parameters that are in line with general art trends of the XX and XXI centuries,
concentrated in the classical heritage of Shostakovich, Prokofiev, Bartok, and Honegger. On the other hand,
Y. Ishchenko finds the starting point in the mainstream of musical culture development that reflects the spe-
cific features of Ukrainian polyphony, vocal and choral in its nature (O. Dychko, V. Silvestrov, A. Kozarenko,
|. Karabyts, A. Havrylets). The composer supposes that B. Liatoshynsky and A. Shtogarenko’s musical leg-
acy had a direct impact on the formation of his views.

In Yuri Ishchenko’s own opinion, expressed in the personal conversation with the author, the insepa-
rable unity of polyphonic, rhythmic and folk principles can be emphasized in the composer’s musical lan-
guage. Perfectly possessing polyphonic writing techniques, he focuses his attention both on the layer stratifi-
cation of the texture and imitating technique. In general, many-sided use of polyphony attaches richness and
intense dynamics of musical thought to his works. One of the most important formative factors is composer’s
intrinsic sense of the timbre of the instrument. The timbre of the instrument plays a special role in the forma-
tion and development of the musical material. The imagery of Y. Ishchenko’s musical language is closely
connected with concreteness of intonation turns and Ukrainian folk singing tradition in all its genre diversity
and richness of tradition. Constructive methods of writing, peculiar features of thematic material and the ba-
sic principles of its development, specific character of composition and texture are largely determined by
composer’s national mentality.

In the history of music, one era follows another; the process of reciprocal influences between differ-
ent stylistic parameters is typical for art as a whole and reflects the internal dynamics of individual artistic
phenomena. In this aspect, we can mention A. Kozarenko, who is entering into his artistic maturity now.
Composer immediately asserted himself as a bright creative individuality, with his own specific author’s posi-
tion. According to the composer, the pursuit of technical experiments has exhausted itself. The level of com-
plexity of the musical structure has reached its perfection. If we do not find other ways, we will get a stale-
mate. Kozarenko says that the primary objective of the composer today is to put technological structures to
the service of music itself. A huge complex of composing techniques and technical means should obey
purely musical laws, which served the basis for appearing music as a form of art.

The basis of this historic transition is the search for new expressive potential in the laws of polyph-
ony. The composer evaluates polyphony as the basis of artistic thinking, which has always found the source
of its existence in any art "parallel" of stylistic evolution — up to the "Renaissance polyphony" of the twentieth
century. The basis of his artistic positions is sonoristic interpretation of Polish and Lithuanian micropolyphony
techniques. Kozarenko treats them with great admiration and supports the idea of a canon as the most effec-
tive method of layer formation. Technique of classical polyphonic method (canonical imitation), which is a
vivid example of European thinking, can revive musical texture diagonally, vertically and horizontally. Based
on a simulation technique of polyphony, the composer subtly combined it with the folk nature of melodic cells
forming the canon. Matching layers form a complex and rich vertical chain and reveal the constructive pure
coloring of fourth and fifths consonances, which is specific to Ukrainian melodies.

We find the similar combination of the different lines of artistic thinking in the works by Arvo Part,
based on monodic sound as a constructive element of music space. J. Tavener uses the transparency of the
amazingly beautiful Greek choral chants of meditative type possessing naturalness and surrounding sound
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against a bass background of fauxbourdon type ("Song for Athene", 2003 "Three antiphons", 2004, "Love,
bade me welcome", 2004 ).

M. Skoryk intensifies the coloristic role of individual groups as a way to saturate musical texture with
a special romantic spatiality. Skoryk’s neoromanticism is a kind of a "stylistic mask," here the mask is used
as a symbol of romantic sublime beauty, which is another aspect of music expressiveness comprehension.
V. Silvestrov, immersed in memories of the early romantic poetry of the Spirit, seems to connect the styles of
musical thinking with the "roar of world space," deciphering layers of various centuries, from the first sound
ever to the cosmic level of music as the sound of the World.

A. Kozarenko’s art demonstrates the fundamental idea that the national folk tradition is the most viable
sphere in the disclosure of music beauty resources. Relying on the natural character of folk art and trying to
avoid quoting, composer plunges into that aspect of folklore, which is possible only at deep penetration into the
genetics of national thinking. Paying a special tribute to Ukrainian folklore, the composer reveals the prospect
of the t folk wave golden age in the course of modern national music culture development. The ways of its
blossoming find their roots in the works by V. Silvestrov, A. Zagaykevich, W. Kaminsky, B. Frolyak, V. Runchak
and many others. National tradition of A. Kozarenko’s musical language is not related to the technology of his
structural techniques formation, which is so significant for M.Skoryk, Y. Ishchenko, O. Dychko (Ukraine),
P. Rivilis, T. Chiriac (Moldova), V. Gavrilin, G. Sviridov (Russia), G. Kancheli (Georgia) and others. Folklore
"skeleton" of his music is deeply based on its expressiveness and originality of the author's statements, which
is a natural feature of the talented creator’s artistic thinking. A thoroughly selected layer of archaic polyphonic
techniques in their original form forms texture in his works. They are voiced in intonation "open spaces" of
Ukrainian melos. Thus, there is a centuries-old continuous germination of linguistic regularities of European
classical polyphony into the bowels of Ukrainian national culture. In this particular context, the identity and in-
tegrity of the national creative thinking of Ukrainian school of composition historically evolved. It is a natural way
of a national musical culture formation, where the representatives of professional music (M. Glinka, N. Lysenko,
M. Berezovsky, E. Grieg, Dvorak, Moniuszko, Chopin, Liszt, George. Gershwin, . Albeniz, Sibelius and others)
selectively relied on different layers of folk music. The mentioned principle of folk foundations and professional
polyphonic techniques dialogue is an inexhaustible source of cultural development of any nation in its specific
national expression. This way the basis of spatial-temporal context is determined.

As the analysis of A. Ishchenko and Y. Kozarenko’s creative positions showed, the multiplicity of
ideas about space can be presented on the ground of the functional role of the sound. A special projection of
sound into the musical space of polyphony is reviving in modern music, defining its basic position. Namely,
the sound is an equitable point of the series, the theme is tonally free unfolding serial circle, and the lines,
voices and layers, arising on this basis, divide musical texture into layers, outlining clear timbre-register pa-
rameters of musical material of the work. Often the composition generally starts from one sound, and thereto
turns back to complete the composition. Thus, such a sound, opening and closing the whole composition
works plays the role of the main tone as a substitute to the support function of prima of nonexistent tonic
triad. Like the tonic, this sound is a kind of a reference point, but not in the system of functional gravity, but in
terms of the spatial coordinates of the artistic whole. This method, which is specific for contemporary music,
often becomes typical for composer's musical writing as a whole.

Here we can mention the scores of A. Honegger, numerous compositions of Bartok and P. Hindemit
and among Ukrainian composers similar technique are often used by V. Silvestrov, M. Skoryk, K. Tsepkolenko
V. Runchak.

Relations between layers and the logic of their germination into polyphony are subject to the principle
of a single deployment in each of them and complementary asynchronous relationship between them. We find
such free choice of musical space projection in the works of young and talented composer J. Gomelskaya
(Odessa). She is the author of written works belonging to various genres, including chamber music, ballets,
symphonies, etc. Her creative pursuit is aimed at expanding the presentation and updating the range of ways
of searching new aspects in the musical language system, types of texture, forming processes and logic of
the musical drama. Thus, a talented composer deploy scorecard of a genre from her personal point of view.
One can highlight the breadth of her "genre outlook." The composer seeks to update the musical space of
any genre within the range of her creative interests.

Julia Gomelskaya finds a special facet of her writing manner, the specifics of the language and im-
agery distinctiveness in every of her works. All works by Gomelskaya have the program titles that seem to
project the figurative and notional colour as one of the possible aspects of their perception. Many pieces
have certain imaginative subtlety in their titles: "Shout" (1988), "Unwhispered words" (1994), "Floridas"
(1995), "Memento Vitae" (1996), "Tear-stained autumn" (1996), "Winter Pastoral" (1996), "From the bottom
of the soul"(1997), "Behind the shadow of sound"(2000), "... herbarium ... music of recalls "(2000), "The Tri-
umph of adrenaline"(2001) etc. Perhaps the author tends to emphasize the psychological orientation and
veiled imagery of her work in a stream of thoughts, memories and dreams. It is a complex world of a thought-
ful and cogitative artist, and we are witnessing the birth of the imaginative vision of her world. Some of the
titles have analogies with the literary source, like "Carl and Clara" (2003), "Jane Eyre" (2008). Other works
reflect the genre orientation, like "Strimpellata-Sounds" Chamber Symphony (premiered in Switzerland,
2007). The composer herself noted the richness of personal experience, calling her works "the markers of
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their time". In a private conversation, she told me, "They are small creative milestones of life, reflected in
music. Listening to them, | just remember the history of their creation, my feelings, emotions, excitement,
anxiety and emotions of that period, the events that took place "behind the scenes", and why it is embodied
in the music in this peculiar way."

Of the total amount of methods and means, forming the individual musical language of each piece we
can identify one aspect which is common for Gomelskaya’s style, it is spaciousness as a defining aspect of ex-
pression for the composer. The sound organization system of every work is developed as if from the height of
cosmic perception. Therefore, all the constructive elements are organized from "chaos" of new sound matter
into stable, rational and logical structures. Organizing and structuring of sound material creates the precondi-
tions for the emergence of a special kind of musical space polyphony in which purely polyphonic techniques
become a peculiar system of coordinates. The composer does not aspire to a gradual conquering of space as
in the classical imitative polyphony, and she does not separate the texture into layers, which is very typical for
the twentieth century polyphony. In Gomelskaya’s works we observe polyphony both horizontally and vertically
at the same time within the entire range of a possible "sound world" of a work. Uniqueness of her effective solu-
tions is combined with complete freedom of choice. The most unexpected combinations of sounds in clusters
are arranged in a perfectly chosen texture relief. The projection of a relief and specifics of its design is the basis
of the formation process, fixing the main stages of the dramatic composition.

In conclusion, it should be noted that even selective analysis of the works of Ukrainian composers ef-
fectively proves that each of them forms a deep personal understanding of the logic of musical space organi-
zation. Its constituent elements (sound, series, tone, rhythm, texture, etc.) find their starting point, falling into
orbit of the logic of musical drama deployment as a unique author's original thinking, as one of the brightest
examples of contemporary art of composition.
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MUSICAL INDICATORS OF HISTORICAL PROCESSUALITY
IN THE PARALLELISMS OF THE DEVELOPMENT OF CHINA AND EUROPE

The purpose of given work is to discover musical signs of historic knowledge in connection with the reality of
chronological parallelisms of musical development of China and Europe of the Middle Ages and New Time. Methodo-
logical basis of the work is an idea about a tone of epoch, put forward by G.Hegel and evolved in the conception of
Renaissance by A.Losev. Scientific novelty of the study is determined by the fact that for the first time it indicates syn-
chronization of culture reformations of development of China and Europe, provided that, historically interaction and inter-
influence were excepted. Conclusions. "New relationship" (after C. Jung) reveals itself — "semantic acausal relation-
ship", which allows to understand the regular nature of chronological coincidences in the history of music culture of China
and Europe.

Keywords: music genesis of the historic knowledge, parallelisms of the development of China and Europe, new
relationship — semantic acausal relationship, historic process, historic continuum.

Jro BiHysiH, dokmop mucmeymeo3Hascmeaa, rpoghecop, NPOPEKMop KoHcepeamopii yHisepcumemy 6 TsHb LllaHb

My3uy4Hi nokasHMKM iCTOPUYHOI NpoLecyanbHOCTI B napaneniamax po3sutky Kutaro ta €sponu

MeTta po6otu. BusiBneHHs My3W4HWX O3HAK iCTOPUYHOTO 3HAHHSA Yy 3B’sI3KYy 3 pearnisiMm XPOHOSOMYHUX
napaneniamis My3ndyHoro po3suTky Kutato Ta €sponu CepegHboBivyd i HoBoro yacy. MeTtogonoriyHolo OCHOBOMO €
YSIBNEHHS NpO AyXx enoxu, BucyHyTe [. lerenem i po3suHyTe B KoHuenuii PeHecaHcy O. lNlocesum. HaykoBa HOBU3Ha
po60oTK BU3HAYaETLCS TVM, LLO BrepLle BKasdaHa CUHXPOHIKa KynbTypHUX NepeTBopeHb po3suTKy KuTato i €Bponu, npu
TOMYy, LLIO ICTOPMYHO BUKMOYanacs ix B3aemogida i B3aemoBnnne. BucHoOBKKU. BusisneHo "HoBui 38°a3ok" (3a K. KOHrom) —
"CMUCNOBUI HegeTepMiHOBaHUIN 3B’A30K", SKMA Aa€ 3MOry YCBIAOMWTM 3aKOHOMIPHWMA XapakTep chiBnafiHb B icTopil
My3un4HOI KynbTypu Kutato Ta €sponu.

KnioyoBi cnoBa: Mysu4yHa reHesa iCTOPUYHOrO 3HaHHSA, napaneniamy pos3suTky Kutato Ta €Bponu, HOBWUWA
3B’330K — CMUCINOBUI HEAETEPMIHOBaHWI 3B’A30K, ICTOPUYHA NPOLECYanbHiCTb, ICTOPUYHNI KOHTUHYYM.

JTro BurusiH, doKmop UcKyccmaosedeHUsT, NPogheccop, NPOPEKMOP KOHcepeamopuu yHusepcumema 8 TsHb LllaHb

My3bikanbHble NoKasaTenu UCTOPUMYECKOM npoueccyanbHOCTU B napannenuamax passutua Kutas un
EBponbi

Lenb paboTbl. BbisiBneHve My3bikarbHbIX NpU3HaKoB MCTOPUYECKOTO 3HaHWSI B CBSA3W C peanmsiMin XPOHOSOMMHECKUX
napannenuamoB My3bikarnsHoro pa3sutus Kutas n Esponbl CpeaHesekoBbs 1 Hoeoro BpemeHn. MeToponorniyeckon oCHoBoM
SIBMSAETCA NpeacTaBneHMe O ayxe anoxu, BbiasuHyToe [. [erenem u passutoe B KoHuenumm PeHeccaHca A. JloceBbim.
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HayyHas HoBu3Ha paboTbl onpeaensercs TeM, HYTO BNepBble ykazaHa CUHXPOHUKA KynbTypHbIX NpeobpasoBaHuin pasBuTus
Kutas n EBponbl, Npy TOM, YTO MCTOPUYECKN UCKITOYANOChk UX B3aMOLENCTBME M B3aMmoBnvsiHe. BbiBogbl. ObHapyxuBa-
etcsa "HoBas cBA3b" (No K. KOHry) — "cMbicnioBas HeQETEPMUHMPOBAHHAsA CBA3b", KOTOPAs NO3BOSISIET OCO3HATb 3aKOHOMEPHbIN
XapakTep XpOHOMOrMYECKMX COBMNAAEHWn B UCTOPUN My3blkanbHON KyrbTypbl Kutas n EBponbl.

KntoueBble cnoBa: My3blKarnbHbI FTEHE3UC UCTOPUYECKOrO 3HaHUS, NnapannenuamMbl pa3suTna Kutasa n Espons,
HOBas CBSI3b — CMbICNOBasA HeAeTEPMUHMPOBaHHAsA CBA3b, MCTOPUYECKas NpoLeccyanbHOCTb, UCTOPUYECKUIA KOHTUHYYM.

The musical component of historical knowledge of Antiquity is determined by the source of historical
descriptions — in the posthumous poetic glorification of heroes. That is how musike status of history was deter-
mined, personified by muse Clio in the pantheon of the gods and heroes of Ancient Greece, which has direct
analogies to the sources of historical knowledge clearly embedded in the description of hymns of ancient Chinese
Shijing. The Greek origin of the European cultural world pays attention to the eastern, Indian-Egyptian incentives
of this first consecrated with the wealth of hymn-making, stored in one way or another in succession to them of
classical Antiquity associated with the culture of Ancient Greece. The other concepts of the European community
also have their arguments, of its constituent nations — it is important to realize these common roots and rhythmiz-
ing historical continuum of periodicity in the manifestation of the different and the similar in it.

The actualization of integrative orientation of relations East — West in the modern civilized world drew
attention to the similarities in the national manifestations inside these cultural communities. At the same time,
China for Far East serves in metacultural historical significance, correlated with the recognized role of Greek cul-
ture to the European world: "China, or the Middle Kingdom — as from time immemorial the Chinese call it, — is the
country lying in vast areas of East and Central Asia. ... The Chinese writing system became the basis of Korean,
Viethamese and Japanese writings. Many inventions of the Chinese, such as silk, gunpowder and the compass
are the heritage of all mankind. Porcelain, paper, brushes, ink, and printing first appeared in China" [6, 620].

The same description of the nature of Europe — China relations can be found in A. Losiev: "... Hel-
lenic and Roman antiquity became the ancientry all the European nations too, the Chinese antiquity occu-
pied the same place in the history and culture of other peoples of East Asia" [15, 19]. The resulting signifi-
cance in the historical sense, is the thesis of L. Gumilev regarding China's cultural significance in a global
dimension: "... The well-known word "China" corresponds to such concepts as "Europe" or "Levant" (Middle
East), and not such as "France" or "Bulgaria"..." [8, 73].

The explanation of this "sinocentrism" and in explaining the interaction of cultures of the Far East, we
are referring to the arguments of the Vietnamese scholar Phan Dinh Tan, the author of "The Problem of 'East —
West' and Far Eastern Art Culture" [25]. Discussing the negative aspects of the rule of the Chinese in Viet-
nam, which lasted ten centuries, the author highly appreciates the contribution of the Chinese to the culture
of the Far East in general, highlighting Confucianism in philosophy, Buddhism in religion, and, clearly "sini-
cised" in the Far Eastern countries, Chinese painting — in as major "cultural stratagems" of the Far East. And
it was pointed out by the Vietnamese researcher in the 1990s, when not the most favorable relationship be-
tween China and Vietnam were formed [ibid, 25, 136-150].

The Indian-Aryan concepts of the European ethnic group leading to the proto-Slavic base of Euro-
pean cultures in general [see materials of the works by G. Konisky, 9; S. Nalyvayko, 21; Yu. Petukhov, 22, et
al.] constitute an additional argument in favor of the conclusion of L. Gumilev on the unity of the European
peoples at the level of cultural genesis, comparable with China's complex ethnic and cultural alignment and
the peoples of the Far East mentally related to it.

The access to the cultural-genetic unity of Europeans is supported by the researches of European
mentality predisposed to "trusting abstraction" (see A. Watts [24, 31, 67]), and in musical terms it is found — in
accepting ternary meters, specific for the European area [see V. Konen, 11, 39-45], in the language concept
of kind of things-words that is not known to non-European languages, especially since the Slavic and Ger-
man group of languages distinguishes in a series of generic characteristics (male — female), such "double-
abstraction" as "neuter gender".

The above information and concepts legitimize the comparison of China and Europe in general, al-
lowing to evaluate the synchronization of historical events in these regionally-culturally disparate habitats,
which semantic matches indeterminacy can be explained only by the epochal thought stereotypes. At the
same time the fundamental differences of European integrative and Far Eastern cultural community make
visual the semantic coincidences reflecting the musike rhythmization of history the acausal meaning of which
forms an independent layer within the selected communities Europe — China.

Thus, in the work by E. Markova [16, 61-110] were once given paradigmatic figures of intonation
preferences of the 1840s — 1850s, 1860-1880s, including these melodic matches of the composers
(E. Grieg, P. Tchaikovsky, for example), who composed independently of each other. In musicology this
phenomenon of intonation isochronicity was defined in the works of B. Asafiev [2, 279] in the form of refer-
ences to the "intonation dictionary of the epoch", the analytical approbation of which is the development of
B. Yarustovsky's concept of "Symphonies About War and Peace" in the book of the same title [29]. Here are
given created almost at the same time compositions by A. Honegger, D. Shostakovich, B. Barték, I. Stravin-
sky, demonstrating the synchronicity of the manifestation of the "two-phase dialectics" of the concept of so-
nata form, coming to the image of the theme of "invasion" and others.
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Let us draw attention to the indeterminacy of these semantic coincidences, since these authors
worked on different continents and in the disunited by war Europe, with no personal contact or information
about the writing of the corresponding compositions by fellow creators — but nevertheless the cogitative
landmark type of expressive means and themes-images is evident. Such coincidences stated the connection
according to the "spirit of time", that is, on the basis of an ideal attribute, not allowing objectification in the
specifics of individual objects and persons. And it is revealing in its own way, that his "Symphony in three parts"
I. Stravinsky symbolically opened with the topic which has received the name "The Call of Time" [30, 287]).

The socio-behavioral "color of generations", in particular "the sixties" and at the level of the XX and
XIX centuries is terminologically fixed in the historical literature — and the specified attribute of "the sixties" is
easily viewed back into centuries in the a planetary dimension [see special by E. Markova, 17a, 61-94]. In
particular, it points to the match of the modal chain of "Tatiana's sequence" from P. Tchaikovsky's opera
"Eugene Onegin" with typical similar expression of "heroes cry" theme in "Bogatyrskaya symphony" by
A. Borodin, the characteristic curve of the theme of Shahryar from "Sheherazade" by N. Rimsky-Korsakov,
finally, with the theme of romance "In autumn on the poems by Paulsen E. Grieg et al. [17, 34-61, Annexes
12, 14, 15]. The generalization of these intonation incarnations that E.N. Markova calls the "intonation ideas
of the epoch," leads this author to the conclusion on the expression of this sequential movement, "erased"
resembling dies irae in chromatized presentation based on whole-tone complex as "a kind of transformation
in the auditory perception of the intellectual musician of melodic archaics" [16, 91].

The landmark differences of the thought patterns by periods are fixed in the works of musicologists
G. Adler [31] B. Asafiev [2], S. Skrebkov [23] and others. Accordingly, five textural typologies are determined,
that noted the historical conversion of music from Antiquity to the XX century: heterophony, monody, polyph-
ony, harmony, modern/neoheterophony ("ostinatness" in a broad understanding of S. Skrebkov [23, 10-22.]).
Purely Eurocentric and even Western Eurocentric benchmark of these epochal distinctions is obvious, however
for us important is the principle of searching for intellectual typologicalness in musical self-expression, which
was a new turn in the musicological approach so far difficult to master in the science of music.

However, there is a result: the development of typological analysis of music, which from different
perspectives are declared by very different, but equally turned to the spiritual realm of creativity researchers
following the intonational principle of understanding of music — V. Medushevsky [19] and V. Martynov [18].
The general historical approbation of the found synchronics of detecting the typologies not determined by
personal interaction of their media and even touching cultural areas, is defined in the concept of the Earth
ethnosphere of L. Gumilev. In fact, in line with the historical indeterminacy L. Gumilev's concept is solved on
the geography of "passionate shocks" detecting the planetary involvement [see. 8, 305-308].

For musicians supremely attractive is the musicalness of the scientific approach of L. Gumilev from the
musical-resonance understanding of ethnic processes [8, 227]. This view is an exceptional phenomenon in post-
Reinaissance science — except that in parallel to analogical introduction to his research apparatus of the musical
concepts made in mythologics by C. Levi-Strauss [14, 108], and in literature studies by M. Bakhtin [4].

For Gumilev the systematicity left immutable ("meta-physical", "super-event") basis of the historical
dialectics of personalities and events-phenomena, in which the Russian scientist clearly reproduced the set-
tings of the ancient authors on the "repeatability of the heroic" in history as its musike sign. The heroic per-
sonalities as historical ones — are the "systematized heroism" of historical data, which forms a special kind of
order of what happened, what is happening and what is coming in the future. And for this a priori thesis Gu-
milev found physical approbation in J. Eddie's scientific discovery of the galactic source of energy processes
on the Earth [see reference in Gumilev's book, 8, 365].

The religious experience of the mankind also indicates an extraterrestrial source of the earth's activity —
the concept of "energies", "powers" was formed in Theology as a manifestation of "energeticalness of God" ("hav-
ing no power, or energy, not being anything, and cannot hold itself and lead to movement ..." [1, 70] Hence is the
Christian concept of "quietism"- "not-doing" in the domestic-productive sense, but which is a deep "smart doing" of
the values fed by "heart energy" (in the terminology of Christians-Hesychasts [1, 127]. Such an approach was
also developed in the Buddhist version of quietism, which manifestations in the behavioral psychology of the Chi-
nese were introduced by P. Gnedich almost on the leading role in finding the national identity: "The motionless
quietism of China has been dreaming many centuries behind its indestructible wall. What are the reasons for his
long life? After all it is not a handful of people closed from the world — it is one-third of the whole world population,
because this country in its area is far more extensive than the whole Europe ..." [7, 59].

The empirical statement of the artistic-historical isochronicity of the epochally significant phenomena
is also continued in the psychological observations of C. Jung. In 1952 was published his work together with
W. Pauli, "Synchronicity as a Principle of Acausal Relationships" [see 1, 190-191]. As stated in the book by
D. Arabadzhi, the work of C. Jung "considers the phenomena that cannot be understood with the help of
causality (causativity) principle: it is about some related in meaning (emphasis by L.B.) coincidences" [1, 191].
What Jung calls the "new connection", is other than "causal connection". "New connection" for Jung — is
"semantic connection” because: "... the only visible and demonstrable connection between them (the events)
is a common sense or equivalence" [1, 182].

As explained by the authors of the concept of "meaningful connection", the latter "is possible due to
the fact that nature and human consciousness are an indivisible organic unity" [28, 310]. The nonseparated-
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ness of the ideality of consciousness and external-material world, being at the origins of the philosophical
and general scientific knowledge, fed this kind of world-view from Pythagoras to Socrates (see space as an
ethical quality of the world [10, 82-88]), from Confucius to Tung Chung-shu [10, 172-175], that received con-
tinuation in the religious philosophy of the Middle Ages, when the recognition of God's energeticalness de-
termined the material indeterminacy of Miracle and Miracle-making.

Thus, the phenomenon of synchronicity, "prescribed" (in the terminology of D. Arabadzhi [1, 194] by
Jung and Pauli to the psychic and material reality, performs a special case of general world-view — without di-
viding the world into matter and psyche. It is such an ethical indicativity that predisposes the Pythagorean phi-
losophy and religious philosophy from the Middle Ages to contemporary history, the philosophies of P. Floren-
sky in particular, and others. Pavel Florensky, the creator of the philosophical direction "metaphysics of all-
encompassing unity" in his work "The Pillar and Foundation of Truth. The Experience of Orthodox Theodicy",
talking about his subject and referring to the etymological factor, summed up: "... Everything that is, is the truth ...
The truth, as a living creature par excellence — this is the concept of it for the Russian people" [26, 16-17].

Spengler's historical processuality — the 1000th anniversary of the civilization process of birth-
formation — development — summarizing-eliminating [27] is correlated with the epoch-stylistic generalizations
represented by B. Asafiev in book 2 "Intonation" of the work "Musical Form as a Process" [2, 211-365].
Spengler's homology accentuating the similarity of cultural processes with a living organism, representing the
emergence and period of growth-accumulation, then the phase of completeness of the implementation of its
quality, finally, the final phase of the summation of the accumulated and the quality eradication, allows ob-
serving the structural-semantic similarity of cultural areas synchronized for one reason or another, while the
impact of one on the other one is not assumed.

According to such an approach, the likening of phases of Antiquity — Middle Ages — Renaissance or
Renaissance — Modern Times — Contemporary history in Europe and China, synchronously or asynchronously
turns out such a continuation of cultural processuality, ensures the assimilation of the structural-semantic order,
although collectively each of the compared systems is closed and non-contact with the other one.

Gumilev discovered historical regularity in chronology, due to fixed by him phenomenon of "passion-
ate shocks" covering by likening of actions of individuals and communities both on the European West and
East Asian. The energy impulse of the "passionate shock" builds the behavioral type of the individual and his
environment, which, like a musical resonance, "progresses" in the human community, capturing the attention
and will-making of the people individually and at the level of unity of nations-ethnic groups, often "crossing"
easily the geographical cordons and cultural autonomies of East — West.

Naturally, within certain passionate raises according to Gumilev the synchronization of musical-
artistic order phenomena is detected. Thus diachronic vision correction is detected of the corresponding par-
allelisms — in the works of N.Konrad [12] and A. Mez [33] defining the kinds of "Eastern" and "Western" Ren-
aissance, as discussed below.

The above "Chinese syndrome" in the research approach of Gumilev is interesting for the author of this
study not only referring to his native culture section. It is also valuable as the methodological aspect of the eth-
nogenesis theory born, according to Gumilev himself, in the works of V. Vernadsky, the great representative of
science in Russia and Ukraine, supported by the discoveries of the systems theory of L. von Bertalanffy and gen-
erally being the brainchild of the European scientific community, — objectively formed in line with the intersection of
the ideas produced, including philosophy and the cultural-historical heritage of East and China in particular.

In special literature was established idea of parallelism, the chronological and the conceptual-
semantic one, of such figures as Confucius and Pythagoras. This is especially true of the cosmological as-
pects of music understanding and, hence is the concept of an extremely important place of music in the edu-
cation issues of both the individual and the socio-state established [20, 11-21]. And the basis of this kind of
parallelisms is found by the authors — in the mythological bases of thinking of ancient authors, both in the
West and in the East: "In the musical aesthetics of the East it is not difficult to find the motivs similar to the
myth of Orpheus. ... In China, widely known is the legend about the legendary musician Hu Ba, this "Chinese
Orpheus" who with his play on the lute made birds and fish start dancing ..." [20, 8-9].

Something similar in mystical coloring of being culturally accomplished in Europe and China took
place in the IV-VI centuries. Formed in the IV cent. Eastern Roman Empire, later called Byzantium, was in
the Greek language orientation, ie, in the linguistical habitat of the country conquered-enslaved by Rome.
And from the mother Empress Helena (in whose veins was Celtic, kindred with the Greek people blood) to
her son, Emperor Constantine moved the idea of legitimizing the Christian cultural principle.

L. Gumilev described the ethnogenetic effect of China at the beginning of the IV century: "In 316, 40
thousand Huns captured the entire North China ... the Chinese remaining at home mixed with the Huns ...
and thus destroyed them. Already the children of the winners — the Huns and the Chinese women — lost the
manners of the steppe migration ... The Murong (Syanbi, ancient Mongols — L.B.) suffered the fate of the
Huns. They chinized (here and further down the quoted text italics by L.B.) and were defeated by steppe
Tabgaches. ... By the end of the V cent. they mingled with the Chinese so much that their Khan, having
taken the title of the emperor, forbade native language, Tabgach clothes and hair-dos, as well as the generic
names. .. That is how the peoples were affected by the mixing of the two super-ethnicities, but the survivors
(after the famine, which took 80% of the population — L.B.) in the IV cent. suddenly merged into a new ethnic
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group, then known as tayugach ... that used the Chinese language (different from the ancient one), and
adopted the foreign ideology — Buddhism. It was the great epoch of the Tang ..." [8, 213-214].

That is how the highest cultural rise of IV-VIII cent. was revealed — in parallel and independently in
Europe and the Far East. And if the Tang achievements of China are well known and sanctified by the open-
ing the stanza in poetry, conjugated with the brilliant names of Li Bai, Wang Wei, Bai Juyi, Du Fu and many
other luminaries of the world literature, the achievements of the European East and West until the last few
decades for various reasons, were suppressed.

Let us remind that the highest musical mark of Christianization as "Hellenization" of the Romans and
the Jews, accomplished in Byzantium in IV century which caused a specifically European "trust to abstrac-
tion" (according to A. Watts [24, 31] — was the establishment of "musical renaissance" [see K. Kuznetsov, 13,
40]. This meant the introduction in the art of the winning church of emerged from hidden, literally catacomb
existence into the heights of professionalism hymn-singing — Apollonian tradition (see persistent association
in the Christianity of the IV-VI centuries Apollo — Orpheus with God the father and God the son [5, 172; 32,
91]. The monody and heterophony of Bourdon-Eason type became a great musical monument of this era,
whose hymnal lyrics with poetic verbal basis fertilized the musical professionalism of Europe of the Middle
Ages-the Renaissance and in the Modern time.
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MODERN COMPOSER CREATIVE ACTIVITY AS SUBJECT OF EDUCATION

The purpose of the research — in the context of ideas about modern culture, which attributes are individualism,
pluralism and globalism, to define specifics of music composer creative activity and in accordance with this — a place of
the involvement to it in the system of music education. Methodological base of the work is philosophical-sociological
studies of creativity as a single orienting point in the polarity of individualism-globalism by E. Toffler, N. Chomsky and M.
Beardsley. Scientific novelty consists in the originality of presentation of the problem of academic music education as
cardinal approach of the education subject to modern composer creative activity. Conclusions. The system of music
education, in which modern composer creative activity must occupy the leading position in creative capabilities of a
musician-professional, whose psychology is formed by individualism alternatives, choice and pluralism of means of
communication with a society is intended to correspond to the communication globalism of modern world.
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CyyacHa My3n4yHa TBOPYICTb AK NpeaMeT HaBYaHHA

MeTa po60TH. Y KOHTEKCTi ySBNEHb NPO CyyacHy KynbTypy, aTpubyTtamm sikoi BUCTYNatoTb iHAMBIAyaniaMm, nnto-
paniam Ta rnobaniam, BU3HaAUMTN cneuundiky My3nYHOI KOMMO3MTOPCLKOI TBOPYOCTI, @ 3raHO 3 LM — MicLie 3arnyyeHHs
00 Hei B cucteMi My3nyHoi ocBiTU. MeToaonoriyHa ocHoBa: dhinocodcbko-couionoriyni gocnigpkeHHa E. Toddnepa,
H. Xomcki, M. Bepacnelist TBopYoi AisiNbHOCTI SIK EAUHOTO OPIEHTMPY B NOMSAPHOCTSX iHAMBIAYyaniamy — rnobaniamy. Hay-
KOBa HOBM3HA — OPWriHAmNbHICTb NOCTAHOBKM NPOBNEeMU akaaeMidHOi My3MYHOI OCBITU SIK KapAMHANbHOTO HabMNKEHHS
npegMeTa HaBYaHHS O Cy4acHOi KOMMO3WUTOPCbKOi TBOpYOCTi. BucHOBKM. KomyHikauiiHomy rrno6aniamy cyyacHoro
CBiTY MOKMMKaHa BiAMOBIAaTN cucTeMa MY3MYHOrO HaB4YaHHS, B SKil Cy4acHa KOMMNO3WUTOPCbKa TBOPYICTb MOBWMHHA 3a-
nmaTu NpoBigHe Micue cepen 30CepeaXeHHs KpeaTUBHUX MOXITMBOCTEN My3uKaHTa-daxiBLs, NCUXONoris sKkoro caop-
MOBaHa anbTepHaTMBamu iHaMBigyaniamy, BMOopy Ta nnoparniamy 3acobiB CninkyBaHHS 3 COLiyMOM.

KnrouoBi cnoBa: cyyacHiCTb, KOMNO3MTOpPCbKa TBOPYICTb, CUCTEMA MY3MYHOI OCBITW, iHAMBIAYyani3m, nnwopa-
ni3m, rno6aniam.
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CoBpemMeHHOe My3blKanbHOe TBOPYECTBO Kak npeamMeT o6y4eHust

Llenb paboTbl. B KOHTEKCTE NPEACTaBnNEHNn O COBPEMEHHON KyrnbType, aTpubyTamu KOTOPOWN BbICTyMalT UHAMW-
BMAyanuam, nnopanuam 1 rnodanuam, onpeaenutb cneumdurky My3sblkanbHOro KOMMO3MTOPCKOro TBOPYECTBa, a B COOT-
BETCTBUM C 3TUM — MECTO NPUOBLLEHNS K HEW B CUCTEME My3blkanbHoro obpasosaHusi. MeTogonornyeckoe oCHoBaHMe:
cunocodcko-coumonornyeckmne ncenegosanns O.Todhdnepa, H. Xomcku, M. bBepcneina TBopyeckon OesATENbHOCTU Kak
€ANHCTBEHHOIo OpMUeHTUpa B NONAPHOCTAX |/|Hgmsm,qyanmsma—rno6anmsma. Haquaﬂ HOBU3HaA — OpPUrMHanbHOCTb NOCTa-
HOBKWM ﬂpO6J‘IeMbI akagemMmnyeckoro MyasblkasribHoro o6pasoBava KaK KapguHaribHOro I'IpVI6J'IVI)KeHVIF| npeamMerta o6yqu|/|;| K
COBPEMEHHOMY KOMMO3MTOPCKOMY TBOpYecTBY. BbiBoAbl. KOMMYHMKALMOHHONM rnobanbHOCTM COBPEMEHHOrO MUpa npu-
3BaHa COOTBETCTBOBATbL CUCTEMA MY3blKallbHOro o6yquvm, B KOTOpOI7I coBpemMeHHOe KOMMNO3NUTOPCKOoEe TBOPYECTBO AOJSHKHO
3aHMMaThb Beayllee MeCTo B COCpeanoTOYEeHUN KpeaTUBHbIX BO3MOXHOCTEMN My3bIKaHTa-ﬂpOCbeCCI/IOHaJ'Ia, MCUXOJ10rnsA KOTO-
poro cchopmmpoBaHa anbTepHaTMBaMu MHAMBMAYann3ma, Belbopa 1 nnopanviava CpeacTs 0OLLEHWST C COLIMYMOM.

KnioueBble cnoBa: COBPEMEHHOCTb, KOMMNO3UTOPCKOE TBOPYECTBO, CUCTEMA My3blkarlbHOro 06pa3oBaHWs, UH-
AviBMayanvaw, niopanuam, rnodanunam.

The world famous philosopher and theologian Michat Heller in his book, having the notion "time" as
the study subject, suggested the following idea:

"The history of science is first of all the history of 'unleashing' problems, however, before the problem
starts being untied, it should be put" [1].

So what kind of problem in such a manner should be put so that the discussion of relation between
musical culture and transformation of teaching and in this perspective the situation of contemporary
composer activity was the subject of teaching?

Composer’s creativity — is as it is known — an integrated part of each music culture. Consequently,
we can ask: if the transformation of teaching, understood by me as the implementation of the present in the
field of music education, should define special tasks of modern composer’s creativity and also whether it is
creativity that can play a significant role in the formation of modern society? Before we make an attempt to
recognize the arguments in favor of the intuitive knowledge contained in the questions, let us try to specify
several phenomena distinguishing modern culture. They are:

- individualism,

- pluralism,

- globalization.

The first phenomenon- individualism refers us to the era of romanticism, when the fundamental
changes in our ways of seeing the world were accomplished. The praised then at the work "postulate of
originality and artistic individualism resulted in sensitivity to excellent to "otherness" of stylistically alien
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utterances" [2]. This led to "gradual loss of "common language", ie mutual alienation of artistic styles" and
artistic "codes". There occurred atomization of cultural community" [3].

The result of individualization of artistic positions and atomization of cultural community was the
pluralism of ideas, styles and trends, as equally coexisting in the same indicators, in the same time and
environment. The musical creativity of the past forty years, that is the time of the so-called postmodernism,
totally confirmed those trends. Pluralism is present in all the layers of musical culture and states primarily the
coexistence of mass and elite, traditional and modern, regional and globalized culture. Let us list for example
several functioning directions in the space of contemporary music: neoromanticism and neotonalizm, new
simplicity and new complexity, post-modernism, spectralism, natural music, minimal music, computer music...
Their differences expressed by names confirm not only the loss of the "common language of art", but also
point at the possibility of free digging from contemporary culture and its rich artistic offerings.

Artistic individualism attracts the pluralism of ideas, techniques and art languages. It functions today
in the society where culture is also marked by globalization. Thirty years ago, American sociologist Alvin
Toffler presented the diagnosis of modern society being discussed in the world. He said that the society lived
in the third phase of the global "electronic village" [4]. How can we understand this metaphorical vision of
post-industrial society of the nucleon era and correlate it with the musical culture of our time?

The term "electronic" here is the key one. This very development of the civilization and technological
progress identified largely rapid transformation that is being performed and has been performed in modern
society and its culture. Basically, barriers of communication do not exist. In the era of the Internet, satellite
TV and mobile phones (personal) we can contact anyone being at distant a place, get to know the newest art
events in the cultural capitals of the world, be observers and even participants of discussions, electing the
recent ideas and theories in art and science as its subject. Simultaneously, computers and their software,
and therefore hardware and software open up musical passionaries not only for composers capabilities of
writing music, which a hundred years ago were given by the only ones in the sphere of proclamation of
postulates for the creators of the musical avant-garde in the early XX century.

What kind of effects exists at this individualized, pluralist and globalized culture for contemporary
musical creativity? What tasks can we identify and what possibilities do they open? Let us start with the
recognition of the current state. Accordingly, it is possible to imagine it only referring to the Polish musical
environment, by which we can limit our arguments.

Training in the past of musicians of different specialties at Polish schools of all levels — from initial,
previous to the second covering gymnasium and lyceum, up to the lessons in the academic horizontal (also
3-level: preferential, postgraduate) is based on the classical repertoire. The music of Baroque, Classicism,
Romantism and yet the beginning of the XX century, i. e. from Bach, Haendel and Vivaldi to Debussy,
Strawinski, Prokofiew, Szymanowski, constitute the basic material of teaching music — understanding its
musical senses, developing musical ideas and impressions. The music creativity of the XX century,
especially the second half of this century is represented quite modestly. In greater volume, it is present in the
training programs of a music academy, but not at musical schools of lower levels, but here, in the higher
school, its teaching potential is not used to such an extent as the music of the previous epochs.

Of course, it is not about the teaching of future composers. For them, learning the newest trends in music,
the studios of modern music creators, studying the works of the creators of modern music is one of the main tasks
to be implemented in the music education But in the training programs of other specialties musicians —
instrumentalists, singers, conductors, the works by contemporary composers habitually appear in such volume,
which is described by the training program. How can this phenomenon be explained, this lack of more general
interest in the newest music? There are many reasons, but among the most important factors determining the
state of things, should be pointed extremely generalizing familiarity with the contemporary repertoire and its
misunderstanding, which causes prejudice and myths growing around the music of the XX century.

This situation is aggravated by training within the boundaries of music theory at schools of lower
levels. The newest music styles are placed at the end of the music history programs and are discussed
generally and briefly. The training of hearing and more developed skills of hearing music, its separate
elements and holistic structures is based on the classical repertoire and its tonal patterns. This is the system
of dur-moll tonalities and the musical components built in them (motifs, phrases, musical themes), the
foundations of functional harmony, metro-rhythmic principles and other elements of the musical work which
are the subject of hearing "training". The subject of "harmony" in the musical schools of level Il is limited by
mastering the rules of using the tonal harmony. The science of musical forms also has the task of teaching
students the skills of analysis — hence understanding the principles laid down in the grounds of "classic" form
models — baroque fugue, classical sonata form, rondo, variation, transitional forms.

A graduate of secondary music school masters the skills highlighted in this knowledge, but also, to a
large extent already aesthetically formed, in the next, academic cycle of training. His contact with modern
music must be expanded, but the dimensions of this extension depend not only on the personal interests of
the student. The big role here is played by the educator of the main subject — the Master, under whose
leadership student studies, the personal artistic preferences and the aesthetic taste of the same Master.

We can ask whether the reasons for such diagnosed presence of contemporary composer's
creativity in the musical training of students are laid mainly in the educational system? It turns out, no,
because there is another significant indicator — the musical creativity itself. Drawing the panorama of the
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image of contemporary culture, we can specify a remarkable phenomenon — individualism and pluralism.
Individualism in art has become the reason of losing the "common language." These basics of writing
comparable to artistic value ceased to have effect in music. The idiom, as a complex of unique qualities
specific for this creator, has become the value of attitude to life of the evaluation criteria of an art work. The
composer's desire became designing own sound idiom. This means the need for the recognition of music
management basics for each composer alone. The Convention ceased to have effect. In order to interpret
contemporary music with understanding, one needs, first of all to look for what is the individual creative
prerequisite. One should possess the knowledge of traditional rules, but so that to see how they contributed
to giving the work its unique sound, to understand the personal meaning of the music of Szostakowicz and
Messiaen, Lutostawski and Ligeti, Schnitke and Gubajdulina, Penderecki and Reich. Therefore, the
knowledge of contemporary works would change radically the attitude to this music, to the legends that have
grown up around it. Many jewels of modern music hidden hitherto would become open. The transformation
of music education in this volume is necessary. However, paying attention to the responses to the
statements made, it is necessary put the following question. What benefits will the future graduates of music
academies get from more participation of XX and XXI century music in the educational programs?

Here again we would like to return to expressive phenomena of contemporary culture. Individualism
is antischematizm, anticoncentionalism, this is the need for creative activity. And creativity otherwise, the
ability to response to new phenomena, the ability to solve the problems and create new ones, is a trait highly
valued in the modern world. The modern system of education should focus on its activation, for — as
postulated by one of the most prominent linguists and philosophers of our time, Noam Chomsky:

"In education it is about the development of the ability to search what is essential, about relentless
willingness to the question, whether there really is something and not something else, whether computers
and the Internet, or paper and books are used" [5].

The development of creativity can be stimulated by working with contemporary music. Because the
contact with such art type encourages formulating the question: what is all of this for, and what essential is
communicated to us by such kind of music? Its idiomaticity attracts — as was mentioned — by the pluralism of
styles, the ideas of artistic expression techniques, but the same way it confronts us to the problem of
distinguishing our own aesthetic preferences. We have choice, the freedom of themes disponing what the
modern culture offers to us. Moreover, modern technologies have opened up new possibilities for learning
music, contributing to this kind of creative thinking and doing.

In each era, there appear philosophical, aesthetic and artistic ideas, which can be called the leading
ones. They are building our world-view, our view of life and our impressions. Separating from contemporary
art, from its ideas, we form the desire to distance ourselves from the contemporary world, from what with the
help of the actions of its artists' — people with extreme sensitiveness, it tells us and communicates to us.
Meanwhile, as noted by American philosopher of art Monroe Curtis Beardsley:

"Aesthetic values are instrumental ones as to the aesthetic experience that is fully instrumental in its
function with respect for human life, contributing to the integration of external life and harmonization of
human's relationship with the environment" [6].

The author considers that contemporary composing activity is a very important part of music
education process as the attraction of young people to learning actively what the modern musical culture
offers us. It attracts them to becoming active participants in this culture, to being the subjects, rather than
sporadically residual consumers of its benefits. The said Alvin Toffler attracted us to teaching these very
positions thirty years ago. We would like to finish our reflections on the role of contemporary composing art in
the process of music education with the postulate by which he finished the book cited above:

"Some generations are born to create, others — to maintain the resulting civilization. [...] Today, in each
sphere of modern life [...] we are standing before the final creation of new forms. [...] The responsibility for
changes rests [...] on us ourselves. We should start from ourselves, learn not to be closed from the height of our
thoughts and heart from what is new, unexpected and obviously radical. [..] The mission [of us] is — to create" [7].
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LANGUAGE AND SONG AS MAJOR ASSETS OF UKRAINE

The purpose of the article is to actualize Ukraine’s music and language potential in the context of modern science
and music therapy practices. This potential is able to optimize the process of personality development under the difficult
conditions of today’'s social life. Methodology of the research embraces historical and logical, cultural and integrated
techniques, as well as method of musicological analysis. These methods allow to reveal and study the ethnopsychological
component of the Ukrainian song and language in order to apply its potential for the solution of the present-day individual and
socio-psychological problems. Novelty of the research lies in strengthening of the idea of how a Ukrainian song and language
could effectively be employed in musical therapy to protect generations of Ukrainians from destructive vibrations of the modern
world and make it easier for them to resolve crises and speed up the progressive personality development. As of today, there is
a worldwide developing tendency: to implement psycho-technologies which can ensure effective functioning of a man in the
modern society and humanization of his development vector. It is music (an art created by the vibrations most perceptible to a
living organism, i.e. the sound) that can contribute to self-realization of a person, and at the higher level — of a nation.
Conclusions. Vibrational-energy characteristics of the Ukrainian language and music are a powerful potential that can help
individuals and a nation to harmonize themselves and their relations with the world. Ukraine can become a center of promotion
of the music-based noosphere harmonization method.

Keywords: Ukrainian song, speech, Musica is therapeutic practice, psycho.

lMo6epexHa ManuHa loHieHa, O0KMoOp Mucmeymeo3Hascmea, rpoghecop, npoghecop kaghedpu Kyrbmyposoait
ma KynbmypHO-MUucmeubKux rpoekmie HauioHanbHOI akademii kepigHUX kadpig Kyribmypu i Mucmeyms

MoBa Ta nicHsa sik ronoBHUIN pecypc YKpaiHu

Merta cTaTTi — akTyanisyBaTty iHTOHaLiNHO-MOBHWI NOTeHLian YKpaiHW B KOHTEKCTi Cy4acHOi Hayku Ta My3ukoTepa-
NEeBTUYHOI NPaKTWkW. Lier noTeHujian cnpoMOXHWIA ONTUMI3yBaTh NPOLIEC OCOBUCTICHOrO PO3BUTKY B CKIMagHUX YMOBax Cydac-
Horo cycninbHoro 6yTTa. MeTogonoria AOCNiMKEHHSI NONsArae y 3acTocyBaHHi iCTOPUKO-NIOMNYHOrO, KyrbTYpPOMOrivyHOro, iHTe-
rpanbHOro MeTodiB Ta MeTody My3MKO3HaBYOro aHanidy. 3asHadveHi MeTogy JatoTb 3MOry posKpUTW Ta nigaaTtv aHanisy
€THOMCKXOIOrNiYHY CKNaaoBy YKPaIHCLKOI MICHi i MOBY 3 METOIO 3adisiHHS i NOTeHUjany y po3B'a3aHHi CydacHWX iHavBigyarnsHo-
i cycninbHo-ncuxororiyHmMx npobnem. HaykoBa HOBM3Ha pobOTK nonsirae B PO3LUMPEHHI YSBMEHb NPO My3UKOTEPaNEBTUYHI
MOXIMBOCTI YKPaiHCbKOI MiCHI Ta MOBM, LLO CMIPOMOXHI 3@ YMOB COLlianbHO-KyrnbTypHOI 3aTpebyBaHOCTi BOGEPErT NOKONiHHSA
yKpaiHLiB Big pyWHIBHMX Bibpauili cydacHOro CBiTy, MOMErmMT NOLYK BUXOZY i3 KPU30BOI CUTyaLi, NPULLBUALLIATL NPOrpec
ocobucTicHoro po3suTKy. Ha cborogHi Bxe yTBepaunacs 3aranbHOCBITOBa MPOrpecytoda TeHOEHLUSA: BNPOBaMKEHHST NMCUXO-
TEXHOMOTiN, 3aaTHUX 3abe3neunTn edekTuBHE (PYHKLIOHYBAHHS MIOAVHM B Cy4aCHOMY CyCMifbCTBi, NyMaHi3aLlito OpieHTVPIB
MOro po3suTKy. A came My3vka — MUCTELITBO, CTBOPEHE HambinbLL Yy TIMBUMW AF1S1 XKMBOTO OpraHiamy BibpauisiMu (3ByKOBMMM) —
CNPOMOXHA [OMNOMOITV CaMO34IMCHEHHIO TIOAVHM, a Ha BinbLl BUCOKOMY piBHI — HaLji. BucHoBKW. BibpaLiiiHo-eHepreTnyHi
XapaKTEPUCTUKN YKPAITHCLKOI MOBW i My3MKN MICTSTb NOTEHLian MOMyTHLOrO BMAMBY, AKUN CNPOMOXHWUIA AOMOMOITU MIOOVHI i
Hapoay rapMoHidyBaTh cebe i CBOi CTOCYHKM 3i CBITOM. YKpaiHa Moe CTaTu LiEHTPOM, 3BidKM MOXeE po3noyatyi CBOE MoLum-
pPeHHs MeToZ rapMoHisaLii Hoocdepn 3a My3UHHUM MPUHLIMMOM.

Knto4yoBi cnoBa: ykpaiHcbka nicHs, MoBa, My3vKoTepaneBTUYHa NpakTuka, NCUXOTEXHONOTII.

TMo6epexHasi NanuHa MoHoeHa, DOKMOpP UCKyccmaosedeHUs, rpogheccop, rnpogheccop Kaghedpb! Kyribmyporsio-
2UU U KyribmypHbIX rpoekmoes HauuoHanbHoU akademuu pykogoosuux Kadpoe Kyibmyphbi U UCKycCme

A3bIK M NeCHA KaKk OCHOBHOM pecypc YKpauHbl

Llenb cTtatby — aKTyanMavpoBaTb MHTOHALMOHHO-A3LIKOBON NOTEHLMAaN YKpanHbl B KOHTEKCTE COBPEMEHHOWN HayKun U
My3bIKOTEPANEBTUYECKON NPaKTUKW. JTOT NOTEHUMan crocobeH OnTUMM3MPOBaTb MPOLIECC NIMYHOCTHOMO PasBUTUSI B CIIOXKHDBIX
YCMOBMSIX COBPEMEHHOro obLecTtBeHHoro ObiTvs. MeTogonorusi vccrneqoBaHus 3akmnovaeTcss B MpUMEHEHUM UCTOPUKO-
JIOTMYECKOTO, KYTbTYPOSIOrMYECKOro, MHTEMparbHOro MeTooB 1 MeToda My3blkOBeOYECKOro aHanmsa. YkasaHHble MeTopbl no-
3BOSISAKOT PACKPbITL U NOABEPrHYTL aHanM3y 3THOMCUXOSIOMMHECKYHO COCTaBISHOLLYIO YKPAMHCKON MECHW M peyn C Lienbto 3aaeit-
CTBOBaHUS ee MoTeHUMana B peLleH COBPEMEHHbIX MHAMBUAYanbHO M 0BLLEeCTBEHHO-TICMXororMyeckunx npobnem. HayuHas
HOBU3Ha paboTbl 3aKMH4AETCS B pacLLMpPEHWM NPeaCTaBneHnin 0 My3bIkoTepaneBTUHECKUX BO3MOXHOCTSIX YKPaUHCKOW NeCHU U
peyn, crnocobHbI B YCIOBUSX CoLMaribHO-KYrbTYPHOM BOCTPeb0OBaHHOCTU yoepeyb NMOKONMEHWST YKpaHLUEB OT paspyLUMTENbHbIX
BMOpaLUWin COBPEMEHHOro M1pa, 0BNerdmTb NMOVCK BbIXOda U3 KPU3VUCHOW CUTYaLIMK, YCKOPUTL MNPOrPECC JIMYHOCTHOTO PasBUTUSI.
Ha cerogHs yxe yTBepaunach obLeMMpoBasi NPOrpeccupyoLLas TeHAEHUMS: BHEOPEHWE MCUXOTEXHOMOMI, CrocobHbIX obec-
neuunts ahdeKkTMBHOE (DYHKLMOHMPOBaHME YeroBeka B COBPEMEHHOM OOLLIECTBE, yMaHW3aLmMio OPUEHTMPOB ero passutus. A
MMEHHO My3blka — UCKYCCTBO, CO3aHHOE Hamboriee YyBCTBUTESbHLIMM AMs XKUBOTO OpraHMama BrbpaumsiMm (3ByKOBbIMW) — Cro-
cobHa noMoub camopeanusaummn YenoBeka, a Ha 6onee BbICOKOM YpoBHE — Hauun. BbiBoabl. BubpaLunoHHO-aHepreTuyeckme
XapaKTEPUCTUKM YKPAMHCKOTO si3blka M My3blkM CoepXaT MoTeHLMarn MOLLHOMO BO3AENCTBMS, COCOBHOIO NOMOYb YernoBeky U
Hapoay rapMOHM3VMpoBaTb Cebsl M CBOM OTHOLLIEHWSI C MMPOM. YKpauHa MOXET CTaTb LIEHTPOM, OTKya MOXET Ha4yaTb CBOe pac-
NpOCTpaHeHNe MeTOL, rapMOHM3aLIMM HOoCEPbI MO My3bIKarbHOMY MPUHLAMY.

KnioueBble cnoBa: ykpanHcKasi NecHsl, peyb, My3blkoTepaneBTudeckasi MpakThKa, MCUXOTEXHOMOMUN.
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Ukrainian language and Ukrainian song have much been spoken about, and much has been written
about them as well. Among the numerous present-day studies of special interest are the ones devoted to
ethnopsychology. In fact, this vector was initiated many years ago by M.Gogol [1]: the writer aimed at
exposing, through folk art, namely the soul of the Ukrainian people to whom he belonged. Pursuing that goal
with inspiration the talented writer accomplished this task successfully.

Another subject has recently become relevant in the above-mentioned sphere: now it is vital to study
not only the psychic sources of the Ukrainian ethnos but also its destiny. The present-day global recession,
as well as socio-political crisis in Ukraine, make it imperative to seek for recovery using native domestic
resources. Ukraine has such resources, and its national language and song can be considered an abundant
reservoir of energy and spiritual strength of the nation. A new comprehension of this fact is required today.

The purpose of the research is to actualize Ukraine’s music and language potential in the context of
modern science and music therapy practices.

The energy information theory, postulating wave processes as a basis of substance, in fact appeals
to musical foundations of the Universe. The latter was acknowledged as early as in bygone times in
combining cosmogony with music theories. For instance, in India there was a teaching about the Sublime
sound of Nada Brahma as a nucleus of the world developing through vibrations into the outer domain. Music
was considered not only to reflect but also to induct the proportional order in the Universe. This
proportionality is set by the inner structure of any musical sound, the latter based on the single algorithm of
overtone sequence established by mathematically exact conformity of additional frequencies (overtones).

Modern science believes phenomena to differ from one another only in wavelength. In fact,
wavelength is a key to the Universe. Overall, the music system replicates general schemes of the world
structure, and science has confirmed this fact [details in: 2].

In the ancient times, every human being was also supposed to have his or her own phonation, his or
her unique sound intertwined with the world symphony of voices. Moreover, every human being has his or
her place and meaning in the musical harmony of the Universe. Keeping oneself within that unity without
destroying it is a task of personality development for anyone. It is also a task for the entire nation.

Indeed, individual human movement is inseparable from the universal one. It is governed by the universal
laws at all levels — from movement of cells to a trajectory of personal destiny. It is a principle of unity between the
Macrocosm and the Microcosm, a correspondence between a human being and the Universe.

Psychology as a science contributes essential nuances to that domain. Firstly, every human life
begins to develop repetitive reactions to emerging circumstances. Eventually, these reactions become
consolidated and develop into fixed programs. The latter, in their turn, through interaction with one another,
determine a more resilient and steadier type of human behavior. It is one’s life per se, one’s task, one’s
mission that present a problem. All this develops into what we call the innate behavior. It is a gestalt with a
fixed complex of psychophysiological reactions of human organism to outward life circumstances (stipulated,
among other things, by genetic factors).

In the course of life, certain quality changes in human psychic stipulate transformation of the innate
behavior model. The vital task of a human being is to make such transformation conscious and purposeful.
Thit particular task determines a mission of a man as that of an extraordinary creature — a "thinking person"
(homo sapience).

Music therapy deals directly with the emotional spectrum of a person and is able to affect and transform it.
The same rule applies to the life of a nation, which has to join the global, cosmic resonance — the Harmony of the
Spheres. Indeed, every musical sound (as well as every human being and every nation), in the sequence of their
"overtones", contain a single algorithm that provides the best vector for their development.

Accordingly, the "musical Universe" has its own flow and vector of development. The physical
Universe as well has a similar energy vibration basis along with its own "omega-vector", which is different in
different times ("a time to scatter" and "a time to gather"). Every existing thing either follows the main
direction or blocks the Main Track and at the end is swept off it. "He who knows the Law of Vibrations knows
all", — believed the ancient men.

Indeed, as it was found out by the scientists, every human being generates, at a cell (primarily, the
neural) level, his or her own vibration frequency (it is known that each emotion has its own frequency). It
should be harmonized and synchronized with the outer space. It is only in resonance with the "world flow"
that a man can obtain the vital energy for self-realization.

It is the resonance phenomenon that the healing effect of music therapy is based upon. Resonation of
oscillation frequencies leads to a sharp increase of oscillation amplitude that can result in destruction of bridges
with passing military convoys; psychic energy can get out of control at rock-music concerts, etc. In addition, due
to resonance, oscillation contours of cells of various organs and systems of a human body, being misbalanced
by an iliness, can restore their normal vital functions, with hurdles on the way of the energy flow removed and
free current of vital energy reestablished, and the organism thus becoming a homeostatic system.

Specifically, music makes it possible to feel the above-mentioned resonance principles of the
Universe functioning in their continuity. Music can help to tune a person to a required frequency the way a
musical instrument is tuned. Such tuning is completely individual while the mechanism of synchronizing with
the whole is universal. It is based on the fact that energy flows exclusively towards "the omega" — the sacral
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final goal of the being. It means that those who do not follow that direction (by way of evolution) disrupt and
upset the universal harmony, and subsequently receive a "blow" from fate, i.e. a problem.

The main thing at this stage is to realize the degree of future transformation: it may either include
serious breaking of psychobehavioral stereotypes or be of partial correction nature. All this determines the
strategy of music therapy activities and methods thereof.

At present, there is a worldwide progressing tendency to implement psychotechnologies than can
ensure effective functioning of a man in modern society and establish humanization as a vector of human
development. After all, it is music (an art established by vibrations most perceptible to a living organism, i.e.
a sound) that can contribute to the self-realization of a person. It is the fact proved by the neurophysiologists:
functioning of human brain is based on the musical principles, and its activity convincingly demonstrates the
music-based "pattern" of the human central nervous system.

For example, scientists, while exploring the chemism of membrane potentials in nerve cells, employ
music vocabulary (such terms as "major", "minor", "melodic" and harmonic, "sharp" and "flat") and even note
names and music staff along with quantum mechanics terminology. Below is an excerpt from the research
paper devoted to this subject:

"Here we have come to the most delicate physiology that comprises the laws of music and quantum
mechanics... Thus, with activation of various functions in the central nerve system, stable triads hereby
forming temporary modular systems of regulation in the brain. Such triads can be revealed through sharp
and flat notes associated accordingly with discrete sections of the brain. Sharp notes, in their turn,
correspond to local phases of agitation whereas the flat ones correspond to local phases of inhibition. Such
musical pattern is common for the entire central nervous system" [3].

Through subconsciousness, music can actively effect human behavior models, modify them and
even develop the new ones, which eventually become common.

Step by step, the order of the Universe reveals itself to humans. Perhaps, there is no such thing as
chaos at all? It is the question that scientists are asking today. Definitely, the time will come when the sphere
of human mind and human relations will constitute a reflection of the supreme orderliness to which it actually
belongs. At that time, it would be easier to adjust the shaping of a human soul with the universal algorithm of
the being, which has already started to reveal itself to scientists engaged in the sphere of natural science.
And again it appears that this algorithm is based on the same musical sound and its acoustic nature [4].

Should the role of music as the vibration and sensory pivot of the Universe continue to be ignored?
After all, existence of an individual and existence of a nation represent one and the same law only implemented
in different "octaves". To comply with the universal harmony, one has to equalize one’s own "vibration contour",
i.e. the integrated oscillation spectrum of his or her soul. In this lies the true sense of personal self-development
— to overcome chaos and entropy, to unite oneself with the Light, Love and Beauty!

Regretfully, the powerful potential of music continues to be neglected. Can the acoustic environment
where we are living today be really called musical? It is either noises or primitive pops. A negligible amount
of people regularly attends philharmonic concerts, opera and ballet performances. The majority of the
population associate themselves with quite different values.

V.V.Kiryushin, an educationist and music researcher has come to the following conclusion: music is
the same kind of language with its own phonetic system. For example, he counted 128 such phonemes in
the classical music, a slightly smaller number (about 100) in the pre-classic music, and only 15 in the modern
pop music. It means that a child living in the present-day destructive acoustic environment cannot flourish
either spiritually or mentally. Science has convincingly demonstrated the depressive effect that modern rock
and pop music trends may have on human intellect.

It has also been proved that a child has an inborn attitude to musical rhythms of his or her nation. It is
what we call the genetic memory. It is therefore not surprising that in international pedagogical practice much
attention is paid to musical development of children through national folklore. Ukrainian ritual folk songs should
accompany a Ukrainian child since the moment of birth until they become the child’s organic language, i.e. the
basis for effective development of his or her soul and mind. Ukrainian songs belong to the most developed folk
cultures. In addition to melodic beauty, they also have classical structuredness. In addition, a Ukrainian folk
song can also have multivectoral and at the same time systemic and integrated effect.

The Ukrainian folk song art is the element of beautiful vocal melos characterized by extreme melodic beauty
and tender cordiality. Long ago, first researchers of Ukrainian songs (O.Serov, M.Gogol, P.Sokalsky, M.Lysenko,
K.Kvitka) underlined the typical emotionalism of Ukrainian vocal melodies as well as their specific poetry, lyrical
softness, "unspoken tenderness" (M.Gogol). It is the bright concentration of lyric characteristics reflecting the
dominating feature of the national psychology that highlighted the lyric song among all other genres of the Ukrainian
folk art. The lyric song, devoid of traditional applied functionality, acquired the necessary freedom of expression that
made it possible to convey richness of an individual inner world, as well as various emotional states in a variety of
situations and relationships (thus determining genre classification of lyric songs into the Cossack songs, Chumac'
songs, recruit and other songs, as well as songs about love, female fate, family life, etc.).

What specific features are typical for Ukrainian lyric songs? First of all, they are the developed
melodics, "broadness" of a pitch field in which the singing process develops. Free breathing of melody
reflects the infinity of spiritual spaciousness that makes lyrical expression open and sincere. A slow and
unrestricted melody flow most effectually corresponds to the will of a folk singer allowing to implement his or
her personal, intimate feelings — pensiveness, dreaminess, affectionateness.
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It is indicative that exactly the everyday life lyrics became the basis for all-Ukrainian musical style
originality. In the history of music, this originality found amazing extrapolation: default intonation of Ukrainian lyric
songs impregnated the Russian romance and eventually became the "emblem" of all Russian classical music.
Because of the Ukrainian-Russian synthesis, the world got the greatest musical genius, Peter Tchaikovsky [5].

Ukrainian poetry is also full of music. It explains why Ukraine is rich with refined poets and why its
poetry, along with its music, is characterized by a rich spectrum of undertones, both emotionally touching
and originally conceptual. Suffice to mention Taras Shevchenko! The music of his verses is a real treasure
for everyone, which is still to be pulled out. To do so, one has to recite poetry at any age. It would be even
better to read it out with a singing accent. In fact, it is one of the most effective forms of the voice therapy. If
one would not like reciting, one should at least listen. To this end, proper audio disks are required; it is also
necessary to popularize the art of recitation of poetry to musical accompaniment. This is the grandiose
treasury of Ukraine! The inexhaustible treasury!

Human sensory system is set to a certain vibration spectrum. A person immersed in vibrations (based on
sound, color and light, taste, etc.), resonating with his or her sole, can intentionally be transformed as required. Such
transformation, with a certain quantity level obtained, could be instrumental in transformation of the society.

We have always called it the educational effect of art (arts). This effect, however, has been used at
one’s individual discretion. In view of the information obtained by modern science, today this is not enough.

Unity is the harmony of multiplicity. That is why, at present there are special methods aimed at the
entire spectrum of characteristics of human psyche, as well as audio disks developed "to immerse" a person
into required vibrations (they could be played in a background mode), and relevant specialists are being
trained. Ukraine can become a center of promotion of the music-based noosphere harmonization method.

It has been proved by the scientific experiments that education of children in national environment
can lead to nation’s reawakening. Songs are the innermost essence of a nation’s soul. Without one’s native
melos (both in music and in language), one can simply get lost in the world. The ultimate use of it to insonify
our reality will prevent us from destructive vibrations of the modern world making it easier to overcome
difficulties and speeding up the progress of our development.

Such possibility is based on the revival of the ancient role of music as not just a kind of art but also a
sacral instrument of existence. Today, it is at last possible to make this process conscious and self-governed
and to direct it towards a distinct goal.

Conclusion. With their unique intonation, the Ukrainian language and music are powerful driving
forces that can help an individual and the nation to be harmonized both within and without. Awareness of
one’s national identity combined with intentional music-based and music and verbal impact can radically
change the fate of both the individual and the society at large. It is the most realistic and the least expensive
way to the revival of our society.

TMpumimku
! Chumaky — salt traders in Ukraine in old times.
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THE COLOUR SYNERGETICS IN ADVERTISING COMMUNICATIONS
OF THE POSTMODERN PERIOD

Purpose of the research. The purpose of the Study of Colour in Advertising is to systematize the visual means
of advertising communications and to define their functional and stylistic specificity within the Post-modernism.
Methodology of the research is based on socio-cultural, axiological and comparative approaches to the analysis of
visual Colour language on the example of Advertising graphics. Scientific originality. The author examines the Adver-
tising industry not from the standpoint of economics, marketing or management, but in terms of its artistic level in the
conditions of the global crisis of consumerism at the end of XX — beginning XXI century. Besides, the article defines the
determination of stylistic trends and aesthetic problems of modern advertising in socio-cultural area. It pays special atten-
tion to the significant deficiencies of advertising graphics in the context of popular culture: the advantage of stereotype,
primitiveness, vulgarity and the actual lack of national imagery. Nowadays popart, kitsch and eclecticism dominate in
advertising environment. The comparative analysis of forming factors in advertising has discovered that the visual range
does not perform illustrative and decorative functions anymore, but becomes a cumulative visual-verbal model, the lan-
guage of which relies on the methods and means of art in the postmodern period. The research examines the functions
of colour in advertisements as phasing of perception (expressive, physiological, emotional, informative and positive-
aesthetic). Conclusion. The synergetic possibilities of colour in advertisment design are revealed in the process of using
creative technologies and finding original solutions to visualization of advertising ideas. Colour combinations in advertis-
ing should be focused on the target audience and adjusted to the regional ethnic and cultural traditions. Advertising
products for mass market should have the aesthetic level and perform cultural and educational functions.

Keywords: visual-verbal model of advertising, colour synergetics, stylistics of advertising graphics (Ad graphics),
postmodernism.

lMpuweHko CeimnaHa BanepiieHa, dokmop Hayk eabinimoearuli y 2any3i dusalHy, rnpogecop kaghedpu Ou-
3aliHy ma ei3yasibHo-iHgbopmauitiHo2o cepedosuuya, KOOPOUHAMOP 3 MPKHaPOOHUX KOMYyHikauiti IHcmumymy du3alHy
ma peknamu HauioHanbHoi akademii kepieHUX Kadpie Kyribmypu i Mucmeums, YyneH Cninku dusatiHepie YkpaiHu

CuHepreTuKa KOnbopy y peknaMmHuX KOMyHikauisix nepiogy noctMoaepHy

Meta po6otn. [locnigkeHHs1 Korbopy B pekrami CrpsiMOBaHO Ha cucCTeMaTu3aLito BidyanbHUX 3acobiB peknamMHmx
KOMYHiKaLii i BU3Ha4YeHHs iXHbOI OYHKLIOHarNbHOI Ta CTUNLOBOI creuundikm y pamkax noctmogepHiamy. Metogonoria gocni-
[PKEHHS I'PYHTYETLCA Ha COLLOKYNbTYPHOMY, akCiOnoriyHOMY Ta KoMnapaTMBHOMY MiAxo4ax A0 aHanidy BidyanbHOi MOBW KO-
NbOpY Ha Npuknagi peknamHoi rpacikv. HaykoBa HoBu3Ha. ABTOpKa po3rnsaaae peknamHy iHayCTpito He 3 NO3ULLii EKOHOMIKM,
MapKETUHIY Y MEHEMKMEHTY, a 3 TOUKM 30pY i XyAOXKHLOrO PiBHA B YMOBaX rrobanbHOi Kpr3n MacoBOro CnoXMBaHHS KiHLS
XX — noyatky XXI cT. Y cTaTTi BU3Ha4Y€HO OETEPMIHOBAHICTb CTUMICTUMHUX TEHOEHLIN Ta ECTETUYHNX NPOBNeM CydacHO! pek-
namu y coLioKynbTYPHOMY MPOCTOpI. AKLIEHTOBaHO CYTTEBI HEAOMIKM PEKIaMHOI rpadikv B KOHTEKCTI MacoBOi KynbTypu: nepe-
Bary CTepeoTWUMNHOCTI, NPUMITUBHOCTI, BYNbrapHOCTI Ta hakTU4Hy BiACYTHICTb HaLOHanbHOI 06pasHOCTi — HUHI Y peknamHoMy
cepefoBuLLi NaHyTb NOMN-apT, Kitd, eknekTuka. [NopiBHANLHUIA aHania OPMOTBOPYMX YMHHUKIB Y peKknami BUSIBMB, LLO Bidy-
anbHUiA psg BUKOHYE BXE He iMCTpaTvBHO-AEKOPaTUBHY OYHKLIIO, @ CTae CyKyMHO BidyarnbHo-BepbarnbHOK MoAenso, MoBa
AKOI CMIMPAETLCA Ha NPUMOMM Ta 3acOOU MUCTELTBA Nepiofy NOCTMOAEPHY. Po3rnaHyTo dyHKLji KONbopy Y peknamHmx 3Bep-
HEHHSX SK MOETanHiCTb CNpUMHATTS (BMPasHy, NcuxodidionoriyHy, eMoLirHy, iHPOpMaTMBHY, NO3UTUBHO-ECTETUYHY). Bu-
CHOBKW. CMHEpreTuyHi MOXIMBOCTI KOMbOPY MpW NPOEKTYBaHHI peknamHUX Matepianis BUSBMAOTLCH Yy BUKOPUCTaHHI Kpea-
TUBHUX TEXHOMOMN | 3HaXOMKeHHI OopuriHanbHUX BUpIlLEHb Bidyanisauii peknamHux igei. KonipHi noegHaHHS y peknami
NOBUHHI BYTW OpIEHTOBaHMMM Ha LiNbOBY ayaMTOpIl0 3 ypaxyBaHHSAM perioHanbHMX €THOKYNbTYpHUX Tpaauuii. PeknamHa
NpoayKuisi ANsi MacoBOrO PUHKY NOBMHHA MaTV €CTETUYHMWIA PIBEHD i BUKOHYBaTN KyNbTyPHO-BUXOBHY (DYHKLIiIO.

Knio4yoBi cnoBa: Bi3yanoHo-BepbanbHa Moenb pekrnamu, cUHepreTMka Konbopy, CTUMICTMKA peknamHoi rpa-
ik, NOCTMOAEPHI3M.

lMpuweHko CeemnaHa BanepbesHa, dokmop Hayk eabunumosaHHbIl 6 cghepe dusaliHa, rnpogheccop Kagheod-
pbl dusaliHa U 8u3yaribHO-UHGhOPMayUOHHOU cpedbl, KOOPAUHamMopP Mex0yHapOOHbIX KOMMYHUKauul MiHcmumyma Ou-
3aliHa u peknambl HayuoHanbHol akademuu pykogodsux Kkadpos Kyrnbmypbl U uckyccms, dneH Coroda OusaliHepos
YKpauHsb!

CuHepreTuka LiBeTa B peKnaMHbIX KOMMYHMKaLMsX nepuoaa nocTtMoaepHa

Lenb pa6oTbl. lccnenoBaHune LBeTa B pekriamMme HanpaBrieHO Ha CUCTEMaTU3aLumio BU3yarbHbIX CPEOCTB pekrnam-
HbIX KOMMYHUKaLWIA 1 onpeaerneHne nx yHKLMOHansHow 1 CTUNeBon cneumdukn B pamkax noctmogepHusma. Metogonorus
nccneaoBaHysl OCHOBBIBAETCS Ha COLMOKYMbTYPHOM, aKCHOMNOrMYEeCKOM M KOMNapaTyBHOM NoaxoAax K aHanmay BU3yanbHoro
A3blKa LiBETA Ha NpumMepe peknamHon rpadmki. HayuyHaa HoBu3Ha. ABTOp paccMmaTpuBaeT pekrnamHyo MHOYCTPUIO He C Mo-
3ULWIA 3KOHOMMKWN, MapKETUHTa UM MEHEKMEHTA, @ C TOYKW 3PEHNs €€ Xy0XKECTBEHHOIO YPOBHS B YCIOBUSAX rMobanbHOro
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Kpuanca notpebneHust koHua XX — Havana XXI ct. B ctatbe onpeneneHbl 4ETEPMUHAHTHOCTb CTUIIMCTUHECKMX TEHOAEHLMIA 1
3CTETUYECKNX NPOBNEM COBPEMEHHON peknamMbl B COLIMOKYIbTYPHOM MPOCTPaHCTBE. AKLEHTUPOBaHbI CyLLECTBEHHbIE HE0C-
TaTkn pexknaMHo rpadmkn B KOHTEKCTE MaCCOBOW KyrbTypbl: NpeobnagaHne CTepeoTUnHOCTU, NPUMUTUBHOCTM, ByNbrapHo-
CTV 1 chakTUYeCKoe OTCYTCTBME HaLMOHarbHOM 06pa3HOCTU — Ha CErOAHSILLHUIA AeHb B PEKNaMHOWM Cpeae rocrnoACcTByOT Nom-
apT, KnTY, aknekTuka. CpaBHUTENbHBIN aHanu3 hopmoobpasyroLmx (hakTopoB B pekriame BbIsSiBUM, YTO BU3yarbHbI psg Bbl-
MOSHSET YXXE He WNMHCTPaTUBHO-OEKOPATUBHYIO (DYHKLUMIO, @ CTAaHOBUTCH COBOKYMHOW BU3yarnbHO-BepOanbHOW MOAENbIO,
A3bIK KOTOPOW OMNMPaeTCs Ha Npuembl U CpeacTBa UCKycCcTBa neprofa noctmodepHa. PaccmoTpeHbl byHKUMN LBETa B pek-
NaMHbIX 0BpaLLeHnaX kak No3TanHOCTb BOCMIPUATUS (BblpasuTernbHas, NcMxodmanonormieckasi, SMoLmoHarnsHas, nHgopma-
TUBHas, NO3UTMBHO-3CTETUYECKas). BbiBoabl. CuHepreTuieckre BO3MOXHOCTY LiBETa NpU NPOEKTUPOBaAHUM PEKNaMHbIX Ma-
TepuarnoB NPOSABASIOTCA B UCMOMNb30BAHUN KPEATUBHBIX TEXHOMOMMN U HAXOXKAEHUN OPUMVIHANbHbBIX PELLUEHUI BU3yanusauum
peknamHbix naen. LiBeToBble coueTaHusi B pekrname AOMKHbI ObiTb OPUEHTVPOBAHBI Ha LieNeByo ayauTopuio C y4eTOM pervo-
HanbHbIX 3THOKYNbTYPHbIX TPaauUuiA. PeknamHas NpoayKumsi Ans MacCoBOrO pblHKa AOIKHA MMETb 3CTETUYECKUIN YPOBEHb Y
BbIMNOMHSATL KyNbTYPHO-BOCNUTATENBbHYHO (DYHKUMIO.

KnioueBble cnoBa: Bu3yanbHo-BepbanbHas Mofenb peknambl, CUHEepreTvka LBeTa, CTUIMCTMKA peknaMHon
rpadukmn, NOCTMOAEPHU3M.

The Actuality of the Research. Genesis of Advertising graphics as the form of socio-cultural commu-
nication is determinanted by the following factors:

1) pragmatic, depending on the existing inventory of economic relations, development of media and
specific commercial objectives;

2) cultural, depending on the socio-cultural realities of society forms and psychological aspects of na-
tional mental groups [27].

And the third factor — aesthetic, depending on the ideological platforms and historical processes of
development, affecting the transformation of social structures, spiritual and material culture, and on the for-
mation of artistic styles [23, 874]. Many scientists, mostly linguists, studied the Colour without the synergy of
form in the Advertising graphics [1; 3; 5; 7; 10; 13; 16; 18; 25-26].

The goal of the research of cultural-aesthetic component of Advertising is to systematize visual means
of information and make a complex definition of their functional and visual specifics in communication area of
modern society, which is much wider than ten years ago. At the beginning of the XXIth century great changes
happened in conception of Design and Advertising because of the processes of Globalization and simultaneous
ethno cultural identification, hyper consumerism and parallel lowering of general cultural level of society.

The Purpose of the Research is to systematize the visual means of advertising communication and
to define their functional and stylistic specificity within Post-modernism. The artistic and aesthetic aspects of
Advertising have not been researched enough yet. The humanities and art scientists do not disclose the
influence of art on the ad graphics and formation of its stylistics. Their isolated scientific works describe the
character but do not give any idea about the mechanism of visual aids development. That's why, in the
process of complex research we have outlined the following methodological approaches: socio-cultural,
axiological and comparative.

The main text exposition. In spite of its main commercial function, Advertising is recognized as
cultural phenomenon due to visual aids of advertising communication that become logical reflection of socio-
cultural state of society in definite periods. Unfortunately, in most cases modern means of ad information do
not contribute to forming the outlook, art thinking development, aesthetic perception of reality etc. U.Bowmen
underlined that "visual aids are not end in itself: form, space and visual interrelation become means of
visualization of ideas" [6].

On the basis of analysis of modern adverts we can clearly separate two main tendencies of
visualization: first — ideological orientation of middle class consumers to "life in luxury style", second —
orientation towards a mass consumer, catching attention, exclusive brightness and diversity of colours in
advertisements [19]. Consumerism became an ideology of Post-modernism; mass media popularize
hedonistic way of life and consuming type of personality.

Referring to the works of Ukrainian-Polish scientist R.Sapenko, who considers communicative,
semiotic and cultural-aesthetic aspects of advertising and defines that "....the bar and core of ad appeal is
axiological complex, with the help of which advertising can touch individual values and aspirations of
consumers. This complex becomes a basis for other elements of ad world" [24, 255]. It is necessary to add
that modern advertising forms definite trends of a life style, social behaviour, principles of consumption and
moral norms. Now, everything has got all mixed up: ideals, values, cultural samples, heroes of different
epochs and cultures, inheriting, borrowing, reproducing.

The visual aids of advertising changed greatly — modern appearance of advertising appeals differs
much from the advertising of XIX century by graphic means and methods of psychological influence on
consumer [2; 9; 12; 17]. Having generalized and classified the practical Ad materials of XVIII — XXI centuries
we can conclude that advertising and, later a design borrowed a lot from the style features of world fine and
applied arts. Advertising evolved from illustrative support of commercial information to appearance of new
styles (or pseudo-styles) within the mass culture of the 2-nd part of XX — the beginning of XXI century. In this
context some fundamental drawbacks in advertising graphics were revealed: prevalence of stereotypes,
primitivism, vulgarity and the absence of national imagery of many countries; pop-art, kitch and eclectics.
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Although the main task of Advertising is to attract attention of potential clients to one of many similar
products and create its positive image for long term memorizing, means of visualization mostly have low
aesthetic level. Considerable commercialisation had the impact on the state and character of mass culture.
As a result of huge economic and state-building difficulties at the end of the 1980-90-s of the last century
Ukraine has lost control over the production of own mass cultural product and its spreading, giving it to
foreign, especially American and Russian producers. Nevertheless, advertising products for mass consum-
ers must have certain aesthetic level and accomplish some cultural and educational function.

Also, it is necessary to remind a little known fact that one of the most famous Russian art critic
V.Glazychev considered decadence of mass culture in 1970-s in his work "Problems of mass culture". Analysing
tendencies of occidental conceptions of mass culture he underlined ideologism of their constructions, which have
clear and straight orientation to consumerism, definite universal values of "members of united Club of consumers":
"... comprehensiveness of mass culture gives its characteristics absolute dominant, forcing out and suppressing
elite-cultural ideal of creative personality, changing it into ideal homo-consumens" [11].

A.Dyane quotes the famous sociologist E.Moran, who considered that basic influence of Advertising
is that "... it converts Product into drug analogue, as if injects stupefy due to which purchasing of the product
immediately gives the feeling of facilitation to consumer, bordering to euphoria, and, enslaves him for a long
time. If Ad announcement is optimal by sense and form, it should raise as delight as anxiety simultaneously,
create anguish presentiment pleasure and desire to get it in any way" [8, 5-6].

Bulgarian researcher A.Petrova also considers the problem of prestige in behaviour of a consumer
as a support of identification of personality in social hierarchy. Fashion becomes social nhorm of consumption.
Orientation of a person to a group of luxury products is given as wish to make the quality of life better.
Purposefully, a "global" consumer with universal standards is formed in modern society [20].

To our mind, the main problem of advertising creativity is finding balance between commerce and
aesthetics. Advertising Philosophy is directed to getting profits, which is understood as the most important
part of advertising process. But culturological, outlooking and moral-psychological parts are also of great
importance. Especially the above mentioned parts of Ad process make a basis of "platform" of visualization
of an ad idea. Nowadays, orientation of production to regional groups of consumers and significant change
of market policy have caused the cardinal change in tasks and character of advertising: socio-psychological,
cultural and aesthetical indices become very actual. Definition of imagery as a specific means of creating
image from the point of view of a definite aesthetic ideal is a key to understanding the process of projecting
of a mythological image in Advertising design. Many consumers do not need advertised goods but their
images, symbols of prestige and a possibility in this way to follow a definite style of life. Model of behaviour
due to social fashion and outcome style of life is a reflection of a definite outlook, system of values and a
hierarchy of inner aims formed in their mind.

The visual-verbal code of Advertising communications remains unsufficiently studied. Advertising
becomes a sign that sells not a product itself but its symbolic reflection. G.Bodriar criticized modern society
that becomes a society of consumerism where everything is materialized in signs and goods. He separated
two types of consumering: first satisfies the needs of a person, another is a sign consumption that become
as specific code, language of a social conversation, demonstrative and long-lasting on a large scale. Bodriar
thinks that arrogance has its own basis as a type of mass culture: art forms are not created now, they only
vary and repeat each other. Weakness of the process of creating new forms is an art ruin symptom.
Philosopher comes to the conclusion that modern art is in the state of standstill: already known forms are
varied and their combinations are long lasting. Purchasing products or services person reacts not on their
differences but on their sign essence differences [4].

Scientific originality. The study is to show the possible synergistic solutions in Advertising
communications — that is finding associative points in the arsenal of artistic images and using the creative
technologies (such as hyperbole, metaphor, allegory, association and metonymy) by which complex influence of
many factors involved gives much greater overall effect than the sum of each of them. In this context, the new
understanding of colour and the using of the term "Colour Synergetics" are well reasonable. As alternative to
Globalization processes with their aspiration to standardization and assimilation of cultural peculiarities; processes
of self-identification of nations are actualized in design and advertising. One of the directions of design research is
examining the influence of ethno-art and, especially coloristic traditions of the modern project culture. Balance of
national and international in Design activity and in Advertising communications is actual and controversial issue.
Target audience research from the point of view of mentality has very big prognosis force in advertising, because
psycho-emotion peculiarities are already stable indices, spread to the large amount of population. Every country
has its own cultural traditions, lack of respect ruins the company’s advertising strategy.

During the XXth century definitions of international sense of Design dominated in society, so the
most interesting design form-creating inventions in the era of industrial production were international. But
now, when manufacturers orient on small output products, it becomes possible to deliminate the national
stylistics. Unfortunately, design projects at the end of the XXth century — beginning of the XXlst century
contained mechanistic borrowings of rural art motives, which were put on the non-national objects of printed
and outdoor advertising, packages and souvenirs.
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The negative phenomenon of pseudo-nationalization was formed and consolidated at that time (E.g.
pseudo-Ukrainian, pseudo-Russian, pseudo-Japanese, pseudo-Eastern styles). Though, the ethno motives
in advertising graphics should not simply "decorate" advertising products. They should help to look for new
national forms of Ads and to save regional cultural values in modern life, because the accelerated
globalization pace is bringing the world to the blurring of borders.

In conditions of socio-cultural dynamics we can observe some "washing out" of stylistic trends or,
even their absence that is generally defined by the term "Post-modernism" as presence of typical eclectics in
post industrial society and variety of artistic research in the second part of the XXth century — beginning of
the XXilst century. From the point of view of G.Leotard Post-modernism is not a new epoch, but modernism
in the stage of the next renovation [15].

It should be pointed out that boarders of art and arrogance are washed out now more then ever, so
the most problematic question is on stylistic features, aesthetic parameters, criteria of modern art and
advertising products assessment. Post-modernism has its own typological features: use of any ready forms
starting from the artistics to utility ones, development of photography and computer special effects,
deliberate violation of commensurable quantities of visual elements, borrowing the ideas from other types of
art, remake, interpretation, combination, fragmentation, epatage, installation, collageness and circulation [21-
22]. Now the frames of Post-modernism are widen. New stylistic trends in architecture, art, design and
advertising are being formed with the help of deliberate synthetic approach in the use of variable elements.
The irony is being used more and more and the old forms get a new context, the sense of harmony becomes
more complicated, the variety of genres increases, old artistic traditions are reinterpreted, coexistence of
different cultures and dialogue of cultures are acceptable.

Advertising products of the Postmodern period are created with the help of stylistic principles of Post-
modernism. But, it’s very difficult to attract a modern consumer by a simple product picture, so it is necessary
to use creative approaches, to give an additional aesthetic pleasure to consumers and make them do a
definite "decoding" of an advertising appeal. From the point of view of famous Bulgarian advertiser
H.Kaftangiev sense of postmodernist approaches, which are used also in the theory of communications, is in
that "there is no good and bad communications, sign systems, codes and others — their value is defined
exclusively by concrete communicative situation" [14, 8].

Conclusions. Researching the visual language of Colour in Advertising communications in wide
context and paying a special attention to artistic-aesthetic problems we come to the conclusion that the Ad-
vertising is experiencing positive and negative impacts of the social and cultural transformations. The use of
visual means in Advertising graphics must be stipulated by orientation to the target audience taking into
consideration definite aesthetic ideals, national colouristics and ethno-cultural traditions. Colour images as
products of creativity in Advertising have the social meaning only in systemic understanding of cultural
processes. So, visual-verbal content of advertisements should be in the unity of emotional and rational
components and in certain cultural and communicative contexts and associative relations.
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MYTHOLOGICAL CODES AND "DOUBLE CODING" IN ART

The purpose of the research is to determine the characteristics of mythological code and "double coding" in
various art forms. The research methodology is the use of a systematic approach, which reveals features of mythologi-
cal codes and the "double coding" in different genres of art. The methodological basis for the study of mythological codes
is the concept of Peirce and Saussure, and the principles of "double coding" of R. Barth, Charles Jenks and Lotman.
Scientific originality. Based on the study of works of various arts, myths are considered as a system of codes. "Double
coding" is revealed in the disclosure of double standards of mythological codes and combination of various codes in one
piece of work. Conclusions. Mythological codes are presented in all the arts (dance, music, theater and visual arts).
Mythological codes maintain a constant system of quality, by which they are differentiated regardless of interpretation of
images and stories. M. Tcherepnin's "Narcissus and Echo" demythologizes the true myth content by means of the art of
ballet. Remythologization (replacement of old ideas with new ones) is present in "Pygmalion" by B. Shaw. The allusion to
the myth of Ariadne is found in the ballet "Crossroads" by R.Poklitaru.

Keywords: code, double coding, myth, mythological code, ballet, music, visual arts, theater.

AdgpoHiHa OneHa CmanieHa, kaHOudam mucmeymeosHaecmea, doyeHm, OokmopaHm HaujoHansHOI akademii
KepigHUX Kadpie Kyribmypu i mucmeuyme

MichonoriyHi koau Ta "noaBivHe KogyBaHHA" B MUCTELTBI

MerTolo cTaTTi € BU3HaYeHHsI 0cOBNMBOCTEN MiGONOoriyYHMX KodiB Ta "NnoAdBiiHOrO KofyBaHHS" B Pi3HUX BUOAX MUC-
TeuTBa. MeToponorisi JOCNMKEHHs Nosisirae B 3aCTOCYBaHHI CUCTEMHOTO NiAX0Ay, SIKUIA pO3KpMBaE 0COBNMBOCTI MidONorvHMX
KodiB Ta "nodBiviHOro kodyBaHHS" B PisHMX XaHpax XyAoKHLOI TBOPHOCTi. MeToaonoriyHOI0 OCHOBOKO AfiA BUHAYeHHs Michorio-
riyHux kogie ctanu pobotn Y. Mipca, ®. ne Cocctopa Ta "nogsinHoro kogysaHHS" P. bapta, Y. [bkeHkca, HO. JlTotmaHa. HaykoBa
HOBU3Ha pobOTN NoMsirae y BU3HaYEHHI MichornorivyHmx (ayaianbHux, BepbanbHmX, 30p0oBMX) KOMIB Y Pi3HMX >kaHpax XyLAOKHbOI
TBOpYOCTi (GaneT, TeaTp, 06pa3oTBOpYE MUCTELTBO, My3uka). BucHoBKM. MidhonorivHi koav npeacTasreHi y BCix BUaax Muc-
TeuTBa (xopeorpadisi, My3vka, TeaTp, 06pa3oTBopye MucTeLTBo). Michokoaw, sk Byap-ski iHLI Kogw, 30epiratoTb cTany cuctemy
SIKOCTEN, 3a AKUMM X PO3PI3HAIOTb HE 3aneXHO Bif iHTepnpeTaLi obpasie Ta ctoxeTiB. Y TBopi M. YepenHuHa "Hapuwc i BignyH-
Ha" 3acobamm GanetHoro mucTeuTBa BigbyBaeTbca Aemidhonorisauis icTMHHoro 3micty midy. Pemicbonorizauis (3amiHa ctapux
ysiBMeHb HoBuMM) NpucyTHs B "Tlirmanioni" b. LLoy. Antosist Ha mich npo ApiagHy BusienieHa B 6aneTi P. Moknitapy "Tepexpects”.

KniouoBi cnoBa: koa, noasiiiHe KogyBaHHsl, Micp, MicdbonoriyHmin kog, 6aneT, myanka, 06pa3oTBOpHE MUCTELTBO,
Teartp.

AgoHuHa EneHa CmanbeeHa, kaHOudam uckyccmeogedeHusi, doyeHm, dokmopaHm HayuoHarnbHoU akalde-
MUU PyKO8OOAWUX Kadpo8 Kybmypbl U UCKYCCM8

Mudonornyeckue koabl 1 "ABONMHOE KOAMPOBaHUE" B UCKYCCTBE

Llenbto cTatbm siBNsieTcs onpegerneHme ocobeHHocTen MMAONorMiyeckmx Kogos 1 "ABOMHOrO kKoaMpoBaHus" B
pasnu4yHbIX Bugax uckycctesa. Metogonorus vccrneoBaHus 3aknmio4aeTcs B NPUMEHEHUM CUCTEMHOro noaxoaa, KoTo-
pbI packpbiBaeT 0COBEHHOCTM MUPONOrMYECKMX KOAOB M "ABOWHOIO KOAMPOBAHMSA" B pPasnUYHbIX XXaHpax XyOoXecT-
BEHHOro TBOp4YecTBa. MeTo4onorMyeckon OCHOBOM ANs uccregoBaHus MudONorndeckMx KOAOB CTanu KOHUEenuuu
Y. MNupca, @. ae Cocctopa u npuHUmMnbl "gBoriHoro kogmposaHua" P. BapTta, Y. [xeHkca, 0. JlotmaHa. HayyHas HoBU3-
Ha. Ha ocHoBe aHanu3a npounssegeHnn pasnuyHbIX BUAOB UCKYCCTBA MUMbI pacCMOTPEHbI Kak CUCTeMbl koaos. "[Bon-
HOe KoOMpOBaHWe" NPOSBMAAETCA B PACKPbITUM ABOWHbLIX CTAHAAPTOB MUMONOrMYECcKMX KOOOB, COMETaHUW pasnunyHbIX
KOOOB B 0AHOM npoussedeHun. BoiBogbl. Mudonornyeckue kogpl npeacTtaBneHbl BO BCEX BUAAx UCKyccTBa (Xopeo-
rpadusi, My3bika, Teatp, n3o06pasutenbHoe UCKYCCTBO). Mndokoabl COXPaHSAOT NOCTOSIHHYIO CUCTEMY KayecTB, MO KOTO-
pbIM MX pasnuyalT He3aBMCUMMO OT MHTeprnpeTaumin obpasos u cioxeToB. B npousseneHun M. YepenHuHa "Hapuucc un
Ox0" cpeagctBamu 6aneTHOro McKyccTBa npovcxoaut aemmndornornsaums UCTUHHOTO copepxaHus muda. Pemudonoru-
3aums (3ameHa cTapblx NpeacTaBneHnii HoBbiMK) NpucyTcTByeT B "Murmanuone” b. Woy. Anntosua Ha mud 06 ApnagHe
BbisiBnieHa B 6anete P. Moknutapy "MNepekpecTok”.

KnioueBble crnoBa: ko, ABONHOE KoampoBaHue, Mud), Mudonormdeckuii kog, 6anet, Mysbika, n3obpasuTters-
HOe UCKYCCTBO, TeaTp.

Relevance of the research topic. The word "myth" is of ancient Greek origin and is identified with the
words "word, story or language". It refers to a set of sacred values and philosophical truths that are opposed to the
profane truths and expressed with words [8, 63]. Defining the distinction of language, speech and language as a
system of signs, as well as differences in synchrony and diachrony of the process, by Ferdinand de Saussure
concept, understanding the "language question” is close to the content of the "code and coding". According to
observations of Ukrainian scientist S. Povtoreva "in the conceptual apparatus of structuralism category "relation-
ship" is concretized through the concept of "building relationships", "synchrony", "system of relations" that justify
the integrity of structure, hierarchy structure and does not mark a change or development structures” [5, 25].

For our study, the duality of interpretation of signs is important — the sign language and speech code
in a myth as a language, where language itself is a whole system of signs, and the synchrony with diachronic
process of speech (myth) with a system of signs. In addition, language or myth code can be considered as
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species, wherein each one maintains its sign constant quality, on which it (code) can always be recognized.
Therefore, the classification of different types of relations (syntagmatic and associative) by Ferdinand de
Saussure may be used to code a methodological analysis of the phenomenon of culture, given the nature of
relations in the differences and oppositions [9, 151].

In particular, all these parameters are important for linguistics of code analysis of works of various art
forms (music, visual arts, cinema, plastic arts, etc.), when involved various senses or their synesthesia. Every art
form has its ontological and semiotic nature: the music unfolds in time through sounds, visual arts — in the space
through the forms and colors, the choreography — in time and space through the dynamics of plastics. Therefore,
in the art there are various forms of linguistic, aesthetic and artistic codes. The study of myth as a system of codes
and the "double coding" in the creation of the interpretation of codes causes the relevance of the chosen topic.

In its traditional form, a myth refers to bygone eras, but its themes, characters and events became a
prototype of new works, close to mythical stories.

The Italian scientist G. Vico considered a myth as "divine poetry" and poetic understanding of the
original ideological syncretism, from which later the heroic poetry of Homer appeared. [1, 44-45, 377]. In a
myth, he saw a poetic understanding of the original ideological syncretism, from which later the heroic poetry
of Homer appeared. He associates its originality with underdeveloped and specific forms of archaic thinking,
comparable with the features of child’s psychology. Vico implied sensual concreteness and physicality, emo-
tion and wealth of imagination in the absence of reasonableness, unconscious man in the transport of ob-
jects of the world of their own property, the inability to abstract the objective attributes of things and shape of
the subject, essentially replacing the event "episodes" [1].

In other words, the interpretation of the code by G. Vico is the same in myths to the definition of a
sign code as a specific empirical material object, perceived on the sensory level and it acts in the process of
communication and thinking of people representing other object.

The national code and its uniqueness is defined in the works of German philosopher J. Herder. On
the example of poetic achievements, he saw a variety of mythological codes. F. Schelling interpreted myth
as an aesthetic phenomenon with the dominance of the symbolic factors of nature and art, where the attrac-
tion to the symbolic is placed on the allegorical. F. Schelling saw a continuation of the myth in art and reflec-
tion of individual authors in the process [3].

The myth and its symbolism always attracted the attention of scientists. The following authors stud-
ied the myth codes (XIX century): German scientists (A. Kuhn, V. Manhardt, V. Schwartz), English scientist
(M. Muller), Ukrainian (A/ Gorsky, V. Lichkovah), Russian (Alexander Afanasyev and F. Buslaev) and repre-
sentatives of English anthropological school (E. Taylor, E. Lang, Spencer et al.) There is an interpretation of
a myth as an archaic way of explanation of the world at the pre-scientific stage of human knowledge, at the
level of the missing customs and rituals. George Fraser saw in magic rituals, rites, cults with agricultural cal-
endar "dying" and "reviving" of the gods.

E. Golosovker, M. Eliade, F. Cassidy, J. Campbell, A. Losev, M. Mamardashvili, B. Malinowski,
E. Meletinsky, A. Pyatigorsky and V. Toporov determined the character code in myth and mythology and their
communicative and informative functions. Despite the large number of scientific works, the problem of symbolism
of mythological codes in the ballet art remains understudied, which confirms the relevance of this study.

The purpose of the article is to determine the characteristics of mythological code and "double cod-
ing" in various art forms.

Codes of the myths and mythological scenes influenced the development of art. Greek mythology has
become not only an arsenal, but also the soil of ancient Greek art. Therefore, without the knowledge of the myths
or codes, it is impossible to understand the plot of many operas and paintings, imagery and poetic masterpieces.

Since the end of the XIX century positivist process of demythologizing of culture has been going on
gradually changing demythologizing it (by writers, critics, philosophers, sociologists, ethnologists). Dionysus —
Apollo at Nietzsche have become almost code symbols. To date, the interpretation of the history of European
culture comes on criteria Dionysian and Apollonia. In Greek tragedy, Nietzsche opens the synthesis of Apol-
lonia and Dionysian ("The Birth of Tragedy"). According to the concept of Nietzsche Apollonia began in fine arts
and art of plastic to combine with a harmonious beginning of Apollonia, and theater — tragedy the Dionysian.
Maybe that is why a myth becomes the basis for ballet and opera performances to various degrees played
mythological symbolism of the codes in these works.

One of such examples is the myth of Narcissus, which found its expression in the world culture. In
fine arts, one of the first was a picture of Caravaggio's "Narcissus" (1594-1596), in which the artist conveyed
the image of Narcissus narcissistic. In the XVII century, Italian composer Francesco Cavalli wrote an opera
based on the story of this myth as well as Alessandro Scarlatti (XVIIl century) and German composer and
opera reformer Christoph Willibald I'lyuk (XVIII century). Younger contemporary of W. Shakespeare, Spanish
writer Calderon de la Barca, the founder of the philosophical and religious drama, the ideologist of the thesis
that "life is a dream" interpreted the mythological story of the play "Echo and Narcissus" (XVII century).

In the early twentieth century, there was a one-act ballet "Narcissus and Echo" (music by
N. Tcherepnin), and later choreographic miniature "Narcissus" (music by N. Tcherepnin, choreography by
K. Goleizovsky, 1960). The ballet is based on the version of the myth in Ovid's poem "Metamorphoses" (one
of three recorded in writing).

Russian composer and conductor Nikolai Tcherepnin was a pupil of Nikolai Rimsky-Korsakov. At the
beginning of the century N. Tcherepnin conducted in Paris "Russian Ballet" and his ballet "Narcissus and
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Echo" (1911) in Monte Carlo turned out to be very natural. N. Tcherepnin created music taking into account
the choreographic solutions that conveyed an emotionally shaped and meter and rhythm foundation work.
Although the music in this ballet is the program for the development of the movements and actions of the
dancers, still N. Tcherepnin continues the line of Western European ballet developed in line with the one-act
chamber performances and based on the principle of pass-through of the musical fabric with refraction of
different musical styles. Ballet music was written in the tradition of the romantic and impressionist composers
K. Debussy, N. Rimsky-Korsakov and A. Skryabin.

Despite the fact that the music of the ballet is the active component of the action, the main artistic im-
age of the ballet is Narcissus. His role is a framework and code as a myth, and many works of art have arisen
throughout the history of culture from this story. The image of Narcissus is not subject to any time or space, no
social change, the code image has become a symbol of pride and self-love. A mythological image became
code with the certain qualities of human nature, characteristic to Greek mythology anthropocentric ways.

In the ballet, "Narcissus and Echo" there is a pair of such opposition as spatial and sensory landmarks —
the images of Narcissus and Echo. We perceive the myth of Narcissus as a concept or phenomenon of narcis-
sism, in which Narcissus is the embodiment of love to one's own image. Although the image of Echo equally im-
portant because the myth of the phenomenon of "echo", the inability to express their thoughts and feelings, and
readiness to use other people's recipes are typical of any time and shows the modern society and could even be-
come its symbol. If you ignore the anime (ratio | — my soul), the result can also be negative: the impossibility of
self-realization is literal death, what happens in the myth of Narcissus. Value of Narcissus-Echo is realized in outer
space-time context of myth and established a parallelism between | — my actions.

At the heart of the mythological character codes are mythological creatures or objects that are pecu-
liar clusters of signs, where their features are identified, as opposed to other [4]. Therefore, Narcissus em-
bodies the image of the narcissist, and in another case, a man who cannot find himself. This combination of
identifications and opposition structures is building a system of myth. E. Meletinsky indicates that the possi-
bility of classifying the binary logic expands the hierarchical distribution of the world at different levels. More-
over, the concept of "level" with the hierarchical partitioning close to the notion of "code" as a mean of ex-
pression and language. In this case, these terms are used interchangeably.

According to Plato, it is a symbol of the transition from the determination of the scope of manage-
ment in the sphere of mystical material expression of the highest ideal essence. Narcissus passed through
the art of sculpture the encoding process by means of art — mythological symbolist code. Coding is the proc-
ess of multi-stage processing of sources of information (code) into a substantive or meaningful value (code-
sign-symbol-image): code image of narcissist ballet N.Tcherepnin — Ovidiy — K. Goleizovsky embodied by
N. Tsiskarizde; musical tone — Tcherepnin, more consistent imagery — Narcissa-Tsiskaridze. Narcissus in the
interpretation of K. Goleizovsky and V. Vasilyev is not so much a narcissistic man as passionate creature in
the form of a Faun. He is not just "admires his reflection ... he's trembling with excitement ... something huge,
fantastic figure appears in his, in his jumps and violent revolution" [2, 356].

Thus, the symbolism of the mythological code in the ballet "Narcissus and Echo" by Tcherepnin is asso-
ciated with the transmission through art sculpture of the basic idea of the work and feelings of the protagonist.

At the level of a sign, there is a known concept of code incarnation in the mythological conscious-
ness by Raglan F. and S. Hyman, who believed all the myths to be ritual texts. Australian anthropologist
E. Stunner in the context of post-structuralism tried to examine the myths and rituals in the north Australian
tribes in terms of their structure [3].

In the 20-30s of the twentieth century, the following ancient mythology researchers studied the sign
system and the codes: J. Troy, Tolstoi, Franko-Kamenetz and A. Freudenberg. They analyzed the semantics
and poetics of myth and art genres and subjects dealt with as a result of the transformation or "metaphor" of
myths, as Levi-Strauss later wrote as a "transformational myth" [4].

An example of "transformational myth" and a symbol of the mythological image of the code can be
Pygmalion, implemented in different genres: tragedy ("Galatea" P. Torelli and I. Gundulic) eclogue "Galatea"
J. Sannazzaro; L. de Gongora's poem "The Legend of Polyphemus and Galatea" and Jean de La Fontaine
"Galatea". At the same time, the story was very popular in musical and dramatic art: the opera "Galatea" by
S. Orlandi; "Galatea" L. Vittori; "Acis and Galatea" by M. Charpentier; "Acis and Galatea" by JB Lully). It is
interesting that in the nineteenth century this myth was embodied only in opera productions ("Acis and Gala-
tea" George. Eccles, "Acis and Galatea" by G. Shteltselya, "Galatea" M. Porpora).

Symbol code of Galatea — a sea nymph, was the epitome of beauty and the embodiment of calm and
shining sea. Perhaps that is why the European poets, playwrights and composers turned to the myth of Polyphe-
mus and Galatea since the XVI century. It is through the story of Pygmalion and Galatea it is possible to allocate a
specific type of organization of myth and symbolism in the form of two contrasting worlds and species of a meta-
phor to the conformity of the opposition desired / unwanted. Seeking to use the symbolism of a myth, an artist
creates each product as his own unique masterpiece of various genres, becoming a kind of Pygmalion bringing
listeners / viewers to the main theme, where a myth is the spiritual rebirth of a man through art and creativity.

George Bernard Shaw in his play "Pygmalion" is far from the thoughts of recreating images and
situations of the ancient myth. On the contrary, they paradoxically changed his play. The uneducated girl
Eliza Doolittle, who was selling flowers appeared in the role of Galatea, and the role played by sculptor pho-
netics professor Henry Higgins. The main product of the collision, Professor Higgins and his friend Colonel
Pickering taught Eliza proper English and manners. They achieved very good results with their student. Eliza
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turned out to be very capable of learning and changed spiritually. However, Shaw has shown the tragic im-
possibility of talented, spiritually enriched and educated women to rebuild their lives with dignity without ade-
quate capital. There is comic tragedy connected with the real life of society and spiritually rich man, which
has no place in the world where the biggest paradox is a man himself. So, a myth in its embodiment in the
literature (and other arts) is the transformation of the initial information, not just static play structures and
processes, guided by cyclic changes in the ritual, and the nature of social relations.

According to the Ukrainian scientist Ryzhkova, formal analysis of characters aims at establishing the
structure of the cultural code and synchronic and diachronic transformation of its prerequisites. Content
analysis is designed to identify and value the differences and the meaning of the symbols of cultural codes.
They contribute to discern common features of unique cultural-historical time and a pragmatic analysis of the
approaches to the understanding of communicative, discursive and social aspects of the creation, transla-
tion, interpretation, culture, sense of hierarchy of cultural values, cultural identity, the laws of the genesis of
the world and mutual influence of local cultures [7, 20].

Based on the fact, that mythological symbolism of the codes has a slender aesthetic system, a mod-
ern choreographer Radu Poklitaru is mostly interested in the emotional and psychological patterns of myth
and music. His ballet triptych "Crossroads" to the music of violin concertos (the second, sixth and seventh)
by famous Ukrainian composer Myroslav Skorik tells the story of human destiny. The main idea of the work
is determined by the images of female goddesses of Greek mythology, who spun the thread of life. In Greek
mythology — the goddess of fate Moira (Moira "in the Greek language means "share", "part", meaning "fate"
that each person receives at birth). First, in the view of the ancient Greeks destiny embodied in which inani-
mate objects — fetishes, who was the bearer of vitality, and later — the magical power was imprisoned in a
deity. In principle, the existence of things is the same with Australian mythology, where an element of the
human world is paired with a natural element, — writes the researcher E. Stunner, emphasizing mythological
or symbolic meaning of the mutual "metaphorization" [4].

According to Homer, Moira who spun the thread of human destiny has three sisters — Lachesis, and
Atropos Clotho. They represent the image of harsh grandmothers: Lachesis with a yardstick or weights,
Clotho with a spindle in her hand, Atropos the book of life, and a pair of scissors and thread, where the gap
meant death. Poklitaru is transmitting images with a spool of thread, which rotate — as a symbol of life. Like
Plato, who depicts women in white dresses Poklitaru uses the white robes for the dancers, marking the con-
tours of the male and female bodies on the canvas. Moira in the myth of the heavenly possessed by the su-
preme rule of law and deciding the music of the heavenly spheres present, past and future. Plato called them
daughters of the goddess Ananke ("necessity") that rotates the spindle of the world. Such treatment has a
character in the ballet, though the fundamental principle of works of R. Poklitaru and music of M. Skorik do
not favor the myth in full reading. The code of the main symbols of the myth of the action are in metaphors,
allegories and allusions. Ballet has several important ideological foundations and a kind of aesthetic system.

Firstly, weaving the threads of fate, where the thread is a symbol of human life. Each life is unique;
each person has his way (on stage symbolic suitcases). Secondly, in chronological terms of yarn or rope
weave represents generations of tradition, continuity of duty. | remember another Poklitaru ballet "The Long
Christmas Dinner", which is already on the material of the traditional Christmas festival played out family history
from birth to death, where death has a major role in life. Returning to the ballet "Crossroads", the third such
symbolic meanings of yarn, thread, like life, the umbilical cord, continuity, sequence, number and proportion in
the context of the ballet explain the role of thread, rope as a means of communication between the sky to the
earth or the earth with underground kingdom. Image-symbol code thread-savior, with which manages much
down, climb or just to escape, constantly appears in myths and folklore texts. In our opinion, this image of the
celestial ballet yarn and space-cloud yarn resembles a philosophical interpretation of Plato’s necessity, force
majeure that tends not only on people, but also on the gods. This motion arises from the cosmic device or
spindle Ananke. Color performs one of the controversial issues in the ballet. The white color is a symbol of
sanctity and detachment from worldly things, striving the spiritual simplicity, the involvement of the divine world,
and the black color on the clothes of dancers symbolizing the care of earthly pleasures, ambiguity and mystery — it
all depends on fate, which spins the thread of life. Death is dressed in black. On the one hand, man is free
creator of his own happiness, and on the other, not all people can create their happiness.

A special role is played by red thread, which combines and changes the consciousness and man’s
life. The red color code serves the action and crossroads: the life-death, death-rebirth and revival-labor.

Creating an image code "Crossroads of Destiny" has become one of the leitmotifs of the ballet.
Without repeating an ancient myth, R. Poklitaru reproduces it in a postmodern version. Outstanding choreog-
rapher shows the stages of change and "Crossroads of Destiny" of every man. He develops the main idea of
the story, suggesting that myth is reflected on the problems of every man. Poklitaru robs the plot of the ballet
of its mythological understanding of reproducing content in a paradoxical form.

Ballet Radu Poklitaru "Crossroads" has much in common with the ballet by Pina Bausch's "Orpheus
and Eurydice." It is also a ballet written on the well-known mythological story, which is very often used in dif-
ferent kinds of art. Both use modern ballet choreography and specific movements with free movements of
the whole body. Even there is a similarity in the selection of characters and costumes and transmission of
storyline of the myth, although they are written on the different myths. Therefore, it is indisputable heuristic
influence of code of myth in art in general, and particularly modern. Therefore, the study of the nature of
myth in terms of the realization of the sign-character code and encoding process and a constant transforma-
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tion of the classical model of a new artistic image becomes important at various levels of modern culture —
from philosophy to art and from social institutions to the subjective knowledge.

Aesthetical artistic ideas of such writers as J. Borges, M. Bulgakov, I'. Hesse, T. Mann, G. Marquez,
A. de Saint-Exupery are transmitted through mythological symbolism codes. After all, mythologizing code is
characterized by its focus on demonstrating a rational inaccessibility through the truths of faith, and how
higher courts are located outside the competence of reason and are available in a coded form.

Scientific novelty. Based on the analysis of works of various kinds of arts, myths are considered as a sys-
tem of codes. "Double coding” is shown in the disclosure of the double standards of mythological codes, com-
bined in a variety of product codes. Conclusions. Mythological codes are presented in all the arts (dance, music,
theater, visual arts). Mythological codes maintain a constant quality of the systems in which they are differentiated
regardless of interpretation of images and stories. In M. Tcherepnin's "Narcissus and Echo", the art of ballet de-
mythologizes the true content of the myth. Remythologizing (replacement of old with new ideas) is present in
"Pygmalion" by B. Shaw. The allusion to the myth of Ariadne is found in the ballet by R. Poklitaru "Crossroads".

Cities, events, history and heroes often act as mythological codes. Code-sign of a myth is not only an ob-
ject (phenomenon, event), but also the properties of objects and subjects, and the relationship between them.
These relationships make up the encoding process. This process is represented in the concept of Ferdinand de
Saussure and Peirce: code with the exact definition of the character image (iconic sign); code with the definition of
the context and the relationship between objects and their properties (signs indexes); code symbol is not associ-
ated with objects or entities physically, but indicates their probation for conventionality of its value (mark-symbol).

Mythological code is implemented through the symbol of artistic image with a certain set of feelings
or ideas. The symbolism of the mythological code is usually associated with rising product of plan. The ballet
art mythological symbolism of a code is contained in the libretto, motifs and images. The study of mythologi-
cal codes and their acceptance by the art of the theater is a promising direction of art studies.
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NEB CKOIM: IKOHOMUCELb, PECTABPATOP TA TPOMALCbKUW OIAY

MeTa po6oTu. BuBUEHHSA OKpeMux 0COBUCTOCTEN Mae BaXXMBE 3HAYEHHS AN peTeNnbHOro aHanidy npobnem Ha-
CTYNHOCTI, BiAPOMKEHHSA, TpaHcdopMalii y cydacHoMy penirinHoMy mMucTeuTsi YkpaiHn. MeTow [aHOoro AOChimMKEHHSA €
BMU3HaAYeHHs1 3Ha4yeHHs1 TBopdocTi JleBa Ckona, sikuii € 6araTorpaHHoOK NocTaTTio (XyOOXKHMK, KUBOMNMUCELL, pecTaBpaTop,
BUMTENb, My3VKaHT, NMOET, rpomMaacbkuii aisd). MeTtogonoris. Y ctatTi BUKOPUCTOBYETLCST BiorpadbidHnin meToa i meTop,
MUCTELITBO3HABYOro aHaridy Ha npuHUMNax KOMMEKCHOCTI Ta nocnigoBHOCTI. Takui nigxia [o3Bonsie 06'eKTMBHO BUCBIT-
NOBaTN TBOPYMIA WsX i ocobnmeocTi TBopiB mucteytea Jlesa Ckona. HaykoBa HoBu3Ha. CbOrogHi, Konm MUCTELTBO
nparHe 0O Cy4acHOro BWCIIOBIIOBAHHA, TaKUMM XXaHpaMK, SK iKOHOMWC, 4acTo HexXTYloTb. Ll cTaTTa BUCBITMIOE TBOPYUIA
metog ikoHonmcua Jleea Ckona, aHani3ye Moro OCHOBHI TBOPU MUCTeLTBA Y ranysi LepKOBHOroO MUCTELTBA, BUKMadaLbKy
OiAnNbHICTb Ha kadpedpi cakpanbHoro mucteuTBa JIbBiBCbKOI akagemii MucTeuTB. MiCTUTb TakoX aHani3 1Moro MUCTELTBO-
3HaB4YMX Mpaub Y cepi yKpaiHCbKOro LIepKOBHOrO MOHYMEHTarbHOrMO XXMBOMNUCY Ta iKOHOMMCY. TBOpYICTb ikoHonucus Jlesa
Ckona nnigHa i Wwypa, 3acHoBaHa Ha rmmnboKoMy 3HaHHI NPOoLECiB YKpaiHCbKOro penirinHoro muctewuTsa. BiH cminueo Buko-
PUCTOBYE B ikOHAX METOAWN | ENeMEHTU YKpaiHCbKOro 6GapoKoBOro penirinHoOro MMCTeLTBa, BNPOBaMMKYE CyHacHi efieMeHTH B
ikoHorpadii KapTuH i ikoH | 6araTo iHworo. OcBiTHA AisnbHicTb JleBa Ckona Ha kadeapi cakpanbHoro mucTelTsa JbBiBCbKOT
akagemii MMCTeUTB TakoX NnigHa i 6araTtorpaHHa. BiH BWKOHyBaB 3aMOBIEHHS pa3oM 3i cBOiMU yy4HsSIMU (LlepkBa Boxoi
Martepi HeyctaHHoi Momovi Ha MorynsHui, JlbeiB). XyooxHuk 6paB akTuBHy y4acTb B Pesontouii NaHocTi. BucHoBkw. [ko-
Honwuc JleBa Ckona 6rm3bkuii 4O AaBHIX Tpaduuii HacTiHHOrO po3nucy i 36epir 6arato puc 6apokoBOro penirimHoro Muc-
TeuTsa. BiH ycnillHO NoegHye B CBOEMY MUCTELTBI CydacHe 3 TpaauLieto, CTBOPIOIOYM CTUMb, KU Bnn3bkuin 6araTtbom.

KnrouoBi cnoBa: peniriiie MUCTELTBO, CydacHe LlepKOBHE MUCTELTBO, iKOHOMWUC, ikOHa.

AyHOsik Upuna HukonaeeHa, kaHOuGam uckyccmeosedeHusl, doueHm kaghedpb! du3aliHa U meopuu uc-
Kyccms lNpukaprniamcko2o HayuoHanbHo20 yHusepcumema um. Bacunus CmeghaHuka

JNleB Ckon: nkoHonucew, pecTaBpaTop U o6l eCcTBeHHbIN AeATenb

Lenb paboTbl. /3yyeHne oTaenbHbIX IMYHOCTEN UMEET BaXXHOE 3HAYeHWe Ons TwaTerlbHOro aHanuMsa npo-
6neM NpeemMCTBEHHOCTM, BO3POXAEHMWS, TpaHCOpMaLmm B COBPEMEHHOM PEMUIMO3HOM UCKycCTBe YKpawHbl. Llenbto
[aHHOro nccrneaoBaHua SBMNseTcs onpegerneHve 3HadeHns teopyectaa JlbBa Ckona. OH SBNSIeTCS MHOrOrpaHHom dury-
pon (XyOOXHMK, XXMBOMMUCEL,, pecTaBpaTop, yuuTenb, My3blkaHT, MO3T, o6LecTBeHHbIN aesTenb). MeTtogonorus. B cta-
Tb€ UCNONb3yeTcsi buorpadmyeckuii MeToq U METOZ, MCKYCCTBOBEOAYECKOrO aHanu3a Ha NpuHLMNax KOMMIEKCHOCTU U
nocnegoBaTenbHOCTU. Takow noaxod No3BonsieT 06bEKTUBHO OCBELLATb TBOPYECKUIA NyTb M OCOBEHHOCTM Mpou3Bese-
HUA wuckycctBa JlbBa Ckona. HayyHas HoBu3Ha. CerogHsi, Korga WCKYCCTBO CTPEMUTCA K COBPEMEHHbLIM
BbICKa3blBaHUSIM, TaKMMMW XaHpamu, Kak MKOHOMWUCb 4acTo npeHebperatoT. 3Ta cTaTbsl OCBELLAET TBOPHECKMIA METos
nkoHonucua JlbBa Ckona, aHanu3vpyeT ero OCHOBHble NMPOWM3BEAEHWNS1 UCKYCCTBA B 06NacTu LEPKOBHOMO WMCKYCCTBA,
npenoaaBaTenbCKyo OeATeNbHOCTb Ha kadheape cakparnbHOro uckycctea JIbBOBCKOW akageMmm UckyccTB. CoaepXuT Tak-
)Ke aHanu3 UCKyCcCTBOBEAYECKMX PaboT B 06ractv yKpavHCKOW LLePKOBHOW MOHYMEHTASIbHOM XKMBOMUCKM U MKOHOMUCM.
TBopuecTBO MKoHonucua JlbBa Ckona — NrofoTBOPHOE N UCKPEHHEE, OCHOBAHHOE Ha ryboKOM 3HaHWM NPOLIECCOB YKpa-
WHCKOTO PEenurno3Horo mckycctea. OH uUcnonb3yet CMeno B MKOHaX MeTodbl U 3NeMEHTbI YKpanHCKOro 6apoyHoro penuru-
03HOro UCKYCCTBa, BHEAPSIET COBPEMEHHbIE 3fIEMEHTBI B UKOHOrpadum KapTWH U MKOH U MHoroe apyroe. ObpasoBaTenbHasi
AeatenbHOCTb JIbBa Ckona Takke NogoTBOPHa U MHOrorpaHHa Ha Kadeape cakparnbHOro uckycctsa JIbBOBCKOM akagemun
nckycctB. OH BbINOMHWI 3aKa3 BMeCTe CO cBoMMM ydeHukamn (LiepkoBb Boxbenn MaTtepun HeycraHHou MNMomolwum Ha [Mory-
nsHke, NbBoB). XyOOXHVK NpUHMMan aktuBHoe yyactue B Pesontoumun [octouHcTBa. BbiBogbl. VkoHonues JlbBa Ckona
6nm3ka K ApeBHUM TPaaMUMAM HAaCTEHHOW POCMUCU U COXpaHMIa MHorve 4epTtbl 6apoyHOro penurmosHoro uckycctea. OH
YCMNELLHO COYeTaET B CBOEM MUCKYCCTBE COBPEMEHHOCTb M TPaaMLUMK, co3aaBast CTUMb, KOTOPbIA 6IM30K MHOTUM.

KnioueBble cnoBa: pennrmo3Hoe NCKYCCTBO, COBPEMEHHOE LLIepPKOBHOE UCKYCCTBO, UKOHOMUCH, UKOHA.

Dundyak Iryna, Associate Professor, Department of Design and Theory of Art of Vasyl Stefanyk Carpathian
National University

Lev Skop: icon-painter, art restorer and public man

The purpose of the work. The study of individual personalities is important for a thorough analysis of the
problems of continuity, rebirth and transformation in modern religious art of Ukraine. The purpose of this study is to
determine the value of creativity of Lev Scop. He is a many-sided personality — an artist, painter, art restorer, teacher,
musician, poet and public figure). Methodology. The author uses biographical and art analysis methods on the
principles of comprehensiveness and consistency. This approach allows to cover objectively creative career and peculi-
arities of the Lev Scop’s works. Scientific novelty. Today, as art is striving toward modern expression, such genres as
iconography are often neglected. This article highlights the creative method of an iconographer Lev Scop, analyzes his
main works of religious art and his teaching activity at the Department of sacral art of Lviv Academy of Arts. There is the
analysis of his art critic works in the field of Ukrainian church monumental painting and iconography. The creativity of Lev
Scop is fruitful and sincere, based on deep knowledge of the processes of Ukrainian religious art. In his icons he boldly
uses methods and elements of Ukrainian Baroque religious art, introduces modern elements into the iconography of
paintings and icons and many other things. The educational activity of Lev Scop at the department of sacred art of Lviv
Academy of Arts is also fruitful and multifaceted. He has fulfilled an order together with his students (Church of the Holy
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Mother of Perpetual Help on Pogoulyanka, Lviv). The artist took an active part in the Revolution of dignity. Conclusions.
These icon-painting of Lev Skop is close to ancient mural traditions and preserves many traits of Baroque religious art. In
his art, he successfully combines modernity with traditions, creating a style which appeals to many people.

Keywords: religious art, modern church art, iconography, icon.

MocTtaHoBKa Npobnemu y 3aranbHoMy BuUrnsdi. [ns rpyHTOBHOrO BMBYEHHS 1 aHanisy npobnemmu
CMaKOEMHOCTI, BiAPOOKEHHS, TpaHcopMaLii B Cy4aCHOMY LepKOBHOMY MUCTELTBI Ta KynbTypi BaXnvBuM €
OOCNIOXXEHHS OKpeMUX MepcoHanin, siki 6epyTb ydactb y LpoMy npoueci. OgHak dopmat cTaTTi J03BOnsE BU-
CBITNNTM NULLEHb AEsKi acrnekTu Liei npobnemu, ToMy 3ynHMMOCS Ha po3rnsiai TBOPYOro 4OpPoOKy Ta BMKada-
upbkin gianbHocTi Jleea Ckona (»KMBONMCLS, iIKOHONMCLS, MUCTELITBO3HABLA, BUKNagaya, rpoMafCbKoro gisua).

AHani3 gocnigkeHb i nybnikauii. 3aranom npaub 3 Cy4acHOro LLEpKOBHOro MUCTELTBA € He Tak Oa-
rato i BOHW NEpeBaXxHO CTOCYKTLCA OKPEMUX CydacHUX nam’siTok YkpaiHu abo BUCBITNIOOTb TBOPYICTb OK-
pemux mamnctpis. lNMpo J1. Ckona 3a ocTaHHIN Yac 3’ABunock AoBoni 6arato ctaten y nepioaui, xo4eTbcs
Big3Hauntn asTopiB |. Bepesiupky [1] Ta XK. Kyssy [2]. BukopuctaHo martepianu 3 nepcoHanbHOI CTOPIHKU
JleBka Ckona y couianbHin mepexi facebook [4]. Huska pxepen MicTATe KOpUCHY iHpopmauiio ans aHanisy
ikoHorpadii TBopis JleBka Ckona Ta Moro TBOpYOI disnbHocTi [3; 7; 9]. [lo gocnigXeHHsa 3anydeHa 1 cTaTTs
J1. Ckona npo gisnbHicTb TBopYoro o6’eaHaHHs "Kaktyc" [8].

dopmyrnoBaHHA uinen cratTi. MeTolo po3BigkM € BUCBITNIEHHA TBOPYOro MeTody iKOHomucus, pec-
TaBpaTopa Jleea Ckona, KOPOTKMIM aHani3a OCHOBHUX MOr0 MWCTELTBO3HABYMX Mpaub 3 LEePKOBHOTO MWUC-
TeuTBa Ta nNejaroriyHol AiAnNbHOCTI Ha Kadbeapi cakpanbHOro xmeonucy JIbBiBCbKOI HaLioHanNbHOI akagemil
MUCTELTB, Ornsag rpoMagCcbKoi AiAnbHOCTI OCTaHHBLOrO Yacy.

Buknapg ocHoBHOro matepiany gocnigpxkeHb. Cepef NOMITHUX NOCTaTEN Y KOMi TEOPETUKIB Ta NPakTh-
KiB LLepkOBHOrO MuUcTeuTBa YKpaiHu 4acTto 3ragytoTb Jleea Ckona. BiH ykpaiHCbKMI MUCTELTBO3HaBELb, XY-
OOXHUK-pecTaBpatop, ikoHonuceub, Buknagad JlbBiBCbKOI akageMil mucteuTs (8o 2013 p.), ydacHuk €Bpo-
MavigaHy, MoeT, My3WKaHT, Y4acHuMK TBOp4Yoro o06‘egHaHHA "KakTyc", npoBigHWA npauiBHUK My3eto
"OporobuydmHa” Ta GaraTopiyHMn AoCNiAHWK ApOroduubKol AepeB'sHoi apxiTekTypu. JleB Ckon ynopsiakysas
HaykoBuiA 36ipHMK "[porobuubki xpammu BosaBmkeHHs Ta cB. KOpa gocnigXeHHsX", NpucBAYEeHOro nam'sTi
AocnifHWKa yKpalHCLKOT LiepKoBHOI KynbTypu natpiapxa YAIL Omutpia (Apemu). Y 36ipHUKY nogaHi maTe-
pianu gocnigxeHb Aporobuubkmx aepes'sHux LepkoB XV—XVII cT. ABTOp LjikaBMX AoChigKeHb 3 icTopii ykpa-
THCbKOro MmucTeuTBa, cepeq sakux: "Mansp ikoHu ,boropoaunus Opuritpis” 3 Mpaxnuui" (2004 p.), "Marictep
MiHiaTiop NMepeconHuubkoro eBaHrenisa — ®enycko, manap 3 Cambopa” (2011 p.).

3a UMM Cyx1MMm ONMUCOM XOBAa€ETbCS MOCTaTb BENUKOT MIOANHK, SKY ogHi (i X 6inbLicTs) nobnaTs, no-
BaXkaloTb, 3aXONMOKTLCA, a iHWi (iX CYTTEBO MEHLLE) BBaXal0Tb EPETUKOM, HE34APO, HEBUXOBaHUM TOLLIO.
Woro nopTpeT: aoera 6opoaa, 3annyTaHe goBre Bonoccsi, rubokuin nornsg. Llei nornsa HaassuyaiiHo xu-
BWI, NPOHU3NUBUNA i LLMPWIA, afxe LA NiognHa XuBe CborodHi, TyT i 3apas. Cepeq noctaTtemn cy4acHoro ykpa-
THCbKOrO LePKOBHOr0 MUCTELTBa BiH CTOITb 30BCIM OKpeMO, OfHaK Ha nodyecHoMy Micui. Kono noro 3axon-
NeHb BpaXkae, a CbOroeHHs [oAano Ao LbOro BCbOro NepenivyeHoro we M aktTuBHy rpoMagcbky OisinbHICTb.

He Tak AaBHO MuTeLpb BiOCBATKYBAB CBOE LUICTAECATUNITTA, OQHaK eHeprinHOCTI MOro MOXyTb no3asapu-
™ TpUALATUPIYHI. MalicTepHio naH J1eBko Mae y HeBenukil Lepksi y Oporodudi. BiH Hikonu He 3apobnsiB Benukmx
rpowen, ane Beaxae cebe ycniwHum. "Ycnix — ue 6yt notpibHnm" — cteepaxye JleB Ckon i npuragye, sik "o
cTeni" cTpmbatoTb MOro KOMMWLLHI CTYyAEeHTU, NoGaymBLLM CBOrO BYUTENS B kopuaopax Akagemii mucteuTs [1]. Ha-
BiTb CBOI HaYyKOBI npaLi BiH NuLLe TiNbKM TOAi, KONW Mae HaTXHEHHS. Tak camo, sIK KapTUHK, iKOHW YK noesito. | Hi-
Konwu, Ao Crosa, He npautoe Ha 3aMoBneHHs. Lle, kaxe, HavnpocTiwmn cnocib BTpatntn cebe camoro [1].

Moe 3HalilOMCTBO 3 LIMM MWUTLEM NoYanoch e B acnipaHTypi J1bBiBCbKOI akageMii mucteuTs y 1998 p.
Konwu naH JleBko po3nosigae MeHi Npo po3nucy Lepkau Cesitoro KOpisa y Oporobudi, To HeMoBOM nepeBTintoBaBcs
y ocobu Tvx manspie. BiH, po3auBnstoumck roaMHamm Ti posnucy, npobyBas 36arHyTu, SkuMu Gynu Ti MuTL 3a
Xapakrepom. Mam’aTato MeHe Bpa3vnm NOro NOSICHEHHS, LLO: "Lt YaCTUHY BUKOHYBaB Marnsip sikuii 6yB 6aTapoM i
NUsIKOM, a uei ByB Tuxui i noboxHU" [5]. MoyyTn Taky xapakTepucTKy BCECBITHBOBIAOMUX AABHIX XpecToma-
TiHUX PO3MNMCIB LiepkBK Oyno MeHi AnBHMM Ha Ton Yac. OaHak, Konu NpuaMBUTUCh, Li AYMKU BUOAOTHCA NpaB-
aneumn. [1o TakMx BUCHOBKIB Mir JiNTK TiflbkKM MUCTELITBO3HABELLb, KM IMMOOKO 3HAE i pO3yMie YKpaiHCbKUI Liep-
KOBHMWI PO3MNKC, iKOHOMMUC Ta Mae He3aaHra)koBaHUM BNacHU nNornsg Ha ui aptedaktu. Tomy ayxe TiluTb, WO
Ha CbOrofHILLHIA OeHb, OKPIM Npaub, NepepaxoBaHuX BuLle, JleB Ckon mMae BuaaHy Lie ogHY YHiKanbHY KHUry:
"YKpaiHcbke uepkoBHe ManapcTso B anuymHi. TexHika i TexHonoria XV—XVIII ¢t." (2013 p.). Ue BugaHHA € nep-
LWK1M B YKpaiHi I'pyHTOBHUM OOCHIIKEHHSAM, SKE NPUCBSIYEHE TEXHOMOMYHMM OCOBNMBOCTAM AaBHLOTO YKpaiHCh-
koro manspctea. KHura HanucaHa dhaxiBueMm, sikuil BNacHOpPYyY HamarioBaB i BigpecTaBpyBaB BeNuYesHy Kinb-
KiCTb ikOH. ABTOp MaB Ha METi BUSIBUTM Ta YTBEPAUTM OCHOBY HaLioHanbHOro o6pa3oTBOPHOro MMUCTELTBA, LU0
OGyna cdopmMoBaHa BMNpoAdoBX Oaratbox CToMiTh. JOCnigHWK nopywye npobnemy caMoOyTHOCTI YKpaiHCbKOro
LIEPKOBHOIO Mansipctea, sike 6yrno 3ymoBreHo reorpadiyHim Ta iCTOpUYHUMM KOHTEKCTOM. Ha npuknagax TBopiB
AaBHIX MaNCTPIB NOETaNHO PO3rMsHYTO NPOLEC CTBOPEHHS iIKOHW, NpoaHani3oBaHo NoAibHICTb Ta BiAMIHHICTb ra-
NNLBKOTO MansapcTaa i3 Bi3aHTINCLKUM Ta 3aXiAHOEBPOMENCHKNM.

ABTOp CMPOCTOBYE CTEPEOTUNM LLOAO YKPATHCLKOrO iKOHOMUCY, 30KpeMa, TBEPOXKEHHS MPO MOro ofa-
HOTUMHICTb 3 pocincbknM. JleB Ckon po3rnsgfae NUTaHHS YKPaiHCbKOro MUCTELTBA Y €BPONENCHKOMY Ta Mno-
CTBI3aHTINCbKOMY KOHTEKCTi, aHani3ytoum XapakTepHi BiAMIHHOCTI HauioHanbHoro manspctea. ABTOp CTBep-
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KY€, L0 YKpATHCbKI MalnCTpn KOPUCTYBaNUCh HaA3BMYANHO NPOCTUMM TEXHIYHMMMK Ta TEXHOMNOTMYHUMN Me-
ToAaMK, MpU LbOMY afanTyloun eBpOnenchbKi Ta NOCTBI3aHTINCBKI TeHAEHLUiT 40 HauioHanbHoi Tpaauuii. Ok-
piM TEXHIKM Ta TEXHOMOFiT, KHAra OXOMNIOE LUMPOKNIA CNEKTP MUCTELITBO3HABYMX Npobnem. [ocnigHuk nogae
KOPOTKUI ornsag iCTOpUYHMX eTaniB po3BUTKY YKpaiHCbKOro mucteuTtsa. PeTenbHO aHanisye BiH cneundiky
LlepKOBHOrO MarnspcTea Ta opraHisadito XygoXKHbOro npouecy B ManuyuHi, npu ubomy Npuainse Benuky ysary
CBIiTOrNSAAY Ta eCTETUYHUM 3acajam Yy TBOPYOCTI ranuubKUX XyOOXKHUKIB.

IMnynscvMBHUM ByB MOTUB HaMMCaHHS PO3BiAOK MUCTELTBO3HaBLUS: "...konu nobayms Ti npadi, Wo mMu
MaeMO, B3siBCS oboma pykamu 3a ronoBy. Y MUCTELbKMUX po3Bigkax Oyno CTifbKU HAayKOBUX HETOYHOCTEW,
30BCiM Mano iHdopmalil. Lle MeHe cnpoBokyBano. A X BiflbHUN YOMOBIK — MOXY nucaTty, Wwo xody. Novas
puTUCA B niTepatypi, B AOKYMEHTaXx. ... £ nMcaB HayKoBi KHUMM, KOMK LbOro cam XOTiB. [ekonu nuwy KHury
20, 30 pokis... Le Bce Big aywi, Ha ogHomy noguxy" [1]. MNaH JleBko nobuTb HaronowysaTH, WO B AABHUHY
ikoHonuceub [obpe 3HaB CeaTe MUcbMO, anokpudu, M Ha OCHOBI LbOrO CTBOPKOBAB OPWriHanbHWA, reTb
iHaKWWA CTIHOMMUC Ta iKOHOMKUC, POBUB LIepKBY HEMOBTOPHOM. Ha ManuyuHi, 3a Moro TBEpaAUM NepekoHaHHAM,
OBOE XYAOXHWUKIB OfHaKoBO He MantoBanu [2].

LLle 3 guTMHCTBa Ta HOHOCTI BiH pobuTb Te, WO nogobaeTbes, gapye nogam pagicTte. Jles Ckon Tak
po3noBigae Npo CBOK Npauto ikoHonucua Tak: "...Konm MeHe nutatoTb, 9K S Marnkor iKOHU M WO ANS LbOoro
noTpibHo, TO BiANOBIAb OAHA — W00 aHrenu NpuneTinu. IKOHW 9 caM He PO3MUCYIO HIKOMW, a aHrenu ix pos-
nnCytoTh. [lesiki ikoHM MO Yy0TBOPHUMM BXeE CTanu, Sk To B kocTeni Onbru i €EnusaseTtn” [1]. Moro nensnio
HanexuTb Ay>Ke Benuka KinbKiCTb iKOH Ta po3nuciB Lepkos. Lio npakTuky BiH novas AaBHO, KONW HaMarnoBas
Ha kapToHi neplly ikoHy. Hapucysas JleB Ckon Tak, sk cobi Le ysBnsaB 1 nogapysas Apyry ans 6abui y bino-
pycil. "Opyr 3abpas ikOHYy, MUHYIO TPOXM Yacy i 1 Bxe 3abys npo uew sBunagok. Konm x 3HoBy 1oro nobayms,
TO MOYYB iCTOpIto Npo Te, Ak 6abud, nobaumsLLKM iKOHY, BXonuna ii, SK nodana uinyeaTtu 1 He 3Hana, ge ii
noctasuTu. icnsa yboro novae mantoBaty Ginbwe" [1]. B pagaHcebki Yacu, matoum OOCBi4 pecTtaBpaTopa,
TAaEMHO PO3NuUCyBaB LiepkBM. 3BMYAMHO, WO Taka OianbHICTb Byna HebesneyHow Ana MuTuiB, OdHakK, 3Ba-
XYHOUM Ha ckalaHe Bule, JleB Ckon He GosiBca Hacnigkie. [1o Gyab-Akoi poboTu nigxogme TBOPYO, Yacom
3yxBaro, OfHakK 3aBXaW i3 PO3yMiHHAM AaBHIX TpaguLin ikoHoMUCy Ta 0cobnMBOCTEN PO3BUTKY YKpaiHCbKNX
XpaMOoBWX PO3MUCIB, AKi YacTo Oynu i ictopudHuMn nitonncamu. Tomy, Ao npuknagy, y 80-x pokax Ha 3a-
KapnatTi (uepksa c. HoBocenwuus, BuHorpaaiBcbkoro pamoHy) B 4ac pagsHCbKoro "sacTor”, BiH HaMmarnoBas
3Mmiqa y "CTtpawHomy cyai”, Ae ogHa 3 ronis 3mia 6yna nopTtpeTtom JleoHiga bpexHesa. Taka AignbHICTb y uewn
yac 1 Take TpakTyBaHHs "obpa3sy reHepanbHOro cekpetapsa" MOrnun KoWTyBaT MUTLIK0 cBoboan [6].

AxkuM cnocoboM xygoHWUK ocarae ans cebe cyTHicTb bora, sky NoTiM Tak eMOUiNHO 1 HAaTXHEHHO
nepegae csoim TBopam? Npo ue MmuTeub roBopuTb HacTynHe: "Jiobno HaoguHuUi norosopuTh 3 borom. |y B
Llepksy, konu Bigyysato notpeby, a He Anga Toro, wob Lwock Tam BigbyTu. MNateTnka B Takmx BUNagkax 3am-
Ba" [1]. Moro ikoH Benuka KinbKiCTb y NPUBATHIUX KOMEKLSX, Y My3esiX, y LlepKBax, a[ke BiH iX Manioe nocTili-
HO i goBoni wemako. OgHak WBMAKICTb Y LbOMY BUMNAAKy — Le NigTBEP)KEHHS MaNCTEPHOCTI, 4OCBIAY 1 Ta-
naHTy. BiH CMINMBO BMKOPUCTOBYE B ikOHax MeTody W eneMeHTU yKpaiHCbKoro 6apokoBOro MmucTeuTsa,
BBOAMTb CydacHi enemeHTn B ikoHorpadito po3nucie 1 ikoH Towo. [lo npuknaay, y sigoMmui ctoxet "boropo-
anusa Hes’aHyumi UBiT" (2013) Jle Ckon BBOAUTb CMMNATUYHOMO aHrena 3 MoTHEH Yy BEPXHIN NiBUA KyT 300-
paxeHHs. Take BKpanneHHs € Tunosum Ans posnucie 17-18 ct. Okpim Toro, BrnacHe, Taki 306paxeHHs 3yCT-
pivyaloTbCcs Y po3nucax B yntobreHin asTopom Lepksi CeaTtoro KOpa m. [porobuya, 3okpema, Hag aMBOHOM
cxigHol cTiHn xpamy y ctoxeTi "KopoHyBaHHs Boropoauui” [7, 44]. Mpu uboMy aBTOp Y iKOHI CMINNBO 3MiLLye
BNpaBo LeHTparnbHe 306paxeHHs Boropoaudi i Xpucta. [NimaTii nepcoHaxiB Knacu4Hi, a XiToHM MalTb BU-
rNsa4 yKpaiHCbKMX BULLIMTUX cOpoYok. MpusepTtatoTb yBary gobpa nocmiwka Matepi Boxoi 1 NpoHUKNKMBI oui,
a 1l apuCTOKpaTUYHI BUTOHYEHI PYKU TPUMaOTb TPU KBITKN.

Takui xxe BoropognyHUi ikoHorpadiYHMIM TUM BiH CMINMBO BMILLYE Ha XMapUHKY Y BEPXHIN MiBUA KyT
ikoHn ceaTui MaHTenenmMoH (2004 p.) a4nsa uepksu c. buctpuus Oporobuuskoro panoHy. TyT Monogun cBATUA
MaHTenenmoH 300paXeHnn y MOBHWUI 3PiCT Ha TNi peanbHOro MiCLEBOro nersaxy. FoNoOBHMM aKLEHTOM Ljel
iKOHW, Nopsg 3 NOCTaTTIO CBSTOrO, € 300paxeHHs1 MicLeBOi LepkBn BosasmkeHHs yecHoro xpecta (1888 p.).
Takuin cnocib 306paxeHHs cBATUX (Ha Tni Toro, Wwo 6yno peanbHUM goBkona), OyB 0CobnMBO NpUTaMaHHMUi
yKpaiHCbkuM 6apokoBMM Manspam. HagiTb pobnsum TBopyy Komito BigoMoro 4ynotsopHoro obpasy "PosnsartTa”
3 . [MnHAHW Ha JbBiBLWKHI, leB Ckon 3HOBY 3BepTaETbCA A0 LbOro X CaMoro Npuiiomy — 3obpaxae peanbHui
nersax micLueBocCTi, 0O SKOI NnpuB’a3aHa ikoHa. B ikoHi "MuHaHceke Po3n'aTtta” (2013 p.), HanucaHin 3 Harogu
1025-pivus xpelueHHs Pyci, aBTop NpUTPUMYETHCS iKOHOrpadiyHOT CXeMu YyAOTBOPHOI iKOHW. |deHTnyHI nep-
LUOB3IpLIO CSAMBO HaBKoNo Xpucra Ta 3ipkonoaibHe caBo foBKona Moro paHn Ha Tini. OgHak 6yaisni BHU3Y
iKOHW OOKNaAHO BiATBOPKTL pearbHi Crnopyan A4aBHLOMO MarneHbKoro Mictedka [MuHaHM (nepwa nucbmMoBa
sragka 1379 p.) 3onodiBcbkoro panoHy JIbBiBCcbkoi obnacTi. Lle i aepeB'saHa uepksa YcniHHa Boropoguui, ge,
BriacHe, 36epiraeTbCsa YyoOTBOPHMIA 00pas3 kiHua XV CT., i rpeko-kaTonuubka uepkea cB. Mukonas (1894 p.), i
npaBocnaBHa LiepkBa CB. AHHU Ta iHLLi iCTOpWYHI cnopyau. BkpanneHHs Takux getanewn y Ui ikoHu cBigyaTtb npo
rnunboki 3HaHHs Jleea Ckomna He nuile cyTo ikoHorpadidHMX Ta CTUNICTUYHMX ocobrnmBocTen, a i nogpobuub
CTBOPEHHS Ta KyNnbTy LWaHyBaHHS YKPaiHCbKMX YyAOTBOPHMX iKOH.

He 3aBxgun Manctep BAAETbCA A0 KOHKPETHOI PO3MOBIAHOCTI Y nensaxax Ha ¢ooHax ikoH. Tak, cBa-
Tun KOpin (2009 p.) HanucaHW Maxke Ha enerintHoMy TNi 3 BITPSIKOM, 3aMKOM, ficOM, roriyboM B MPOMEHSIX
coHugd. CeATumM HOpin y Ui iKOHI — Lie AOBroBONOCUIA KpeMe3HUIM nuuap y obnagyHkax, SKUn MUNYETbCH KBIiT-
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Koto. Take TpakTyBaHHS cBATOoro KOpist € 4OBOMI HOBAaTOPCLKMM AM1s1 yKpaiHCbKOro ikoHonucey. Lito poboty Bo-
puc BosHuubkuin Bigibpae Ao konekuii JIbBiBCcbkoi HaujioHanbHoi ranepei mucteuts. Cam aBTop y coumepe-
Xax Tak KOMEeHTye Lo nogdito: "Big uboro MeHi Bkpan NpMeMHO. B Taki XBUNMHM NOABIMHO XOYETbCA LUyKaTu
cebe B mansapctei" [4]. He yHWkae aBTOp i CMINMBOro BBEOEHHA [0 HACTIHHMX XPaMOBMX PO3MNUCIB yKpaiH-
CbKUX CBATMX Ta BMAATHUX AiadiB uepkeu XX cT. Tak, y CTiHONUC ofHiel 3 uepkoB Ha CkoniswwumHi y 2006 p.
nopsig 3 KOMiHOMPUKIMOHEHHUMMW NOCTaTAMMU CBATUX Y MOSMMTOBHUX MO3ax Ha Tri KBITy4oro nons (CBATUM
Onydpin, ceata Onbra, boropoauusa) Ha nNepeHi NnaH BiH BUCYBae 3006paxeHHss mutpononuta AHgpes
WenTtuubkoro. "Ons meHe mutpononut AHgpen LenTtuubkuin 3aBxgu Oy cBaTum" [4], — 3ayBaxye JleB
Ckon. BnacHe, mutpononuTta MuTeLb Takox 306pasuB 3 HIMGOM.

OpHak He 3aBxau poboTM MarcTpa MarTb TaKy LLACNUBY A0 — NOTPaNnsATb Y LEPKBY, Y NpMBaTHY
4 My3enHy 36ipky. CydacHa icTopis YKpaiHCbKOro LepKOBHOMO MOHYMEHTAaNbHOMO MUCTELTBA 3HA€E NepeBaxHo
naTeTUYHI 1 cxBanbHi, He 3aBXaW cripaBeanuBi, BiArykM Npo po3nucy HOBUX LiIepKOB, ab0 OHOBIEHHSI CTapuX.
OpHak € 1 Taki BANaAKW, KOMM OpUriHanbHi, TBOPYi PO3MNUCU 3HULLYIOTL 38 pPeKOMEeHAauield CTBOPEHUX Npwu
LiepKBax KOMicCii. 3BMYalHO, QiSANbHICTb LIMX KOMICI BaxnmBa cborogHi. OgHak, YoMy Ui KoMmicii He GoptoTbes 3
XaxmnvMBUMM i NOBCIOOAHMMM ABULLLAMW KiTHY, NNacTMacoBUMK KBiTaMK, NiXTapukamu, pyliHUKamu, Lo 3aTyns-
0Tb IKOHW, XaxNMBUMWN OPYKOBAHUMW W BULLUTUMMW iKOHAMK, HenpodeCinHMM po3nmMcamu, 3HULWEHHSM Bifo-
MUX NaM’sITOK LlePKOBHOIMO MMUCTeLTBa, hoHTaHaMmn 3 papdopoBMMM CTaTyeTkaMu 3 MiACBITKOK Towo? Taki
NUTaHHSA, SK BUSBUIOCH, MOXYTb TaK i 3anuWnTUCL Y po3psadi pUTopnyHuX. BnacHe, Takvuim BUNagok i ctaBes 3
posnuncamun Lepksn c. Kot ABopiBCbKOro panioHy Ha JlbBiBLWUHI Yy BUKOHaHHI aBTopiB y 2008 p., cepea SKuX i
Nes Ckon. Ix sHMWmK Bigpasy nicns cTBOpeHHs no pekoMeHaauii komicii YKL, m. JlbBoBa sik "HeKaHOHIYHi
ob’extn". Ane sanuwmnunck, Ha wacTt4d, oTto. Tak, 4o npuknagy, "onrota", YacTuHa 3HULWEHOro CTiHONUCY
JTio6omupa TumkiBa i Jlea Ckona 3 Ljei LepkBu, — Lie CMMBOSiYHA po3nosiab Npo 6ibnencoki nogji. Mensax
TPaKTOBaAHO AO0BOfi OpMWriHanbHO, Xo4a CTUMi30BaHO Ta CXeMaTW4HO N 3 yciMa HeobXigHMMK aTpubytamu —
YEepBOHUMW XpecTamun Ha 30M0ToMy (OOHi, Joporamu, ByanHkamu, aepeBamu, OAMHOKUM BEPLUHWUKOM 3i Crv-
coM. Ocobnmeo npusepTae yBary KOnbopoBa rama: TPUBOXHY aTtMocdepy KpanmakoBuX TOHIB 3emni naropba
Ta XpecTiB JOMOBHIOWTL Cipi KONbOPW A0POrM Ta AepeB. 3HULLEHHS TakMX PO3NKUCiB, HA Halw nornsg, € ene-
MEHTapHO Be3rpaMOoTHICTIO LWOoAO YKPaiHCLKOro cakpanbHoro mucteutsa. OgHak MancTep He 3aCMy4yeTbCs,
agKe cnpvnumae BCi JOKopWU 3 BOKy KPUTMKaHIB i BOPOriB MMLLE SK CTUMYN He 3yMUHATMCH. YCe, WO B LbOro
mMuUTLA Byno BYopa, To Byno Byopa. BiH He BiguyBae HocTanbrii. Moro xuTTesa Touka BUMIpY — Lie 3apas.

3a 40oMoOMOro Takoro NPUKPOro Npuknagy Mu niginwnun o we ofHiel BaXnMBoi CKNagoBoi NnocTarTi
JleBa Ckona — BukNagaubkoi gianbHocTi. Bxxe 3ragaHuin Hamun Jllo6omup TumkiB € ogHMM 3 MOoro y4HiBs. 3a
BMCNOBaMKU camoro mMutus, "Y akagemii 1 3a CBOIX CTyAeHTiB 6yB "CTiHOK", BOHM Ana MeHe cBdATe. AKWOo
XTOCb BYMHUTb HEYECHO 3 HUMMU, TO BXe Hacnyxaetbcs Big MeHe. Ogpasy ckaHgan snawTyto! [na meHe ko-
XeH CTyaeHT — okpeMa [anaktuka. A He noburB CyMHUX o4eln Ha napax, To4i MyCUB SKUACb aHeKdoT po3no-
BiCTW, abu MU npautoBanu y HopMarnbHin atmocdepi” [1]. ABTOp UuX psakiB MOXe Nnuilie nigTBepauTy Len
akT, 60 gekinbka pas 6yna NPUCYTHA Ha MOro 3aHATTAX, Ae BiH Mir OyTn i BUMOrnunBmMM i Becenum. 3aBxamn
npobyBaB po3rneaitTv TanaHT y ctyaeHTa: "Y MeHe Ha neplliomy Kypci ikoHocTtacu mantoBanu. Konu s 6avy,
LLIO Nepeai MHOK TanaHT, TO HaLlo MOMY M’ecku nucaTu, Tpeba 3 onepu nodnHatm!" [1].

Pa3som 3i cBOiMUM CcTygeHTaMu BiH BUKOHYBaB 3amMoBrieHHs (uepksa Matepi boxoi HeyctaHHOT noMoui
Ha MorynsaHui y J1bBoBi), 6paB y4acTb y NomapaH4yeBin peBontoLii, OpraHisoByBaB BUCTaBKM, CTBOPUB MUC-
Telbke 06’eaHaHHA "KakTyc" Towo. Ocb Wo MuTelb 3ragye Npo BUCTaBKy B nepioa NomapaHyeBoi peBorto-
uii 2004 p.: "TemaTuka TyT He Bpanacst 4O yBaru: KOXeH XyOOoXHUK OOBipAB nuwle aii cBoei niacBigoMocTi.
BianoBiaHo i 30BCiM 3aKOHOMIpPHO, WO cTyAeHTU 3 "KakTyca", KOTpi HaBYaloTbCA Ha cakpanbHOMY Biadini Ha-
woi Akagemii, MantoBanu TBOpYi KOMMNO3ULil Ha XpUCTUSIHCLKY TeMy. H. Cauuk cTBopuna MOHYMEHTanLHO
Benunyaeun nuk Cnaca HepykoTBopHoro, a H. AMHuY Texx ctmnizoBaHy komnosuuito "bBoropoguusa Ha npe-
ctoni". A1 HamanoBaB Tak camo yMOBHU 0bpa3 Xpucta NaHTokpaTopa. BCi XyaOXKHUKM NO-CBOEMY, TBOPYO
CTUNI3YO4N KNAaCUYHi MOTUBW, Hadanu iM HOBOro Ta HEMOBTOPHOIO Y iX po3yMiHHI Burnsagy” [8, 401]. Cepen
YMCMEHHMX BUCTABOK L€l rpynn Gyna 1 BuUCTaBka y CTiHax HauioHanbHOro Myseto i cboma 3a paxyHKOM Bu-
cTaBka 00’egHaHHA "KakTyc", 3rpynoBaHOro HaBKOMO ifeMHOro HacTaBHWKA i BukNagada Jlesa Ckona. BiH
CMOHYKaB rpyny Monogux nogen He Tinbku SOCNigXKyBaTu i BUBYaATU CTAPOBUHHUIA IKOHOMUC, @ 1 CaMUM iH-
TeprnpeTyBaTh MOro y BnacHin TBopYocTi. [NpucesaveHo BucTaBky nam’ati mutpononuta LWenTtuubkoro, skui
3acHyBaB My3elHy 30ipKy ikoHoMuCy i Ha novatky XX CT. CIPUYUMHMBCS A0 MOAEepHi3alil nornagy Ha Bi3aH-
TIACbKY ikoHY. Ha uin BMcTaBui 6yno nokaszaHO cydacHe NepeoCMMUCIIEHHS iKOHW, L0 BUKOHaHe SIK y Tpaau-
LiMHWX, TaK i cyd4acHUX TEXHONOrisX. Y pycni cakpanbHOro TriymadeHHs ikoHu npautotote OneHa Cmara, Ha-
Tania Cauuk, Hagia AmHud, Jliobomnp Tumkie Ta Mapia PeepeHTa. BoHW, 3a BU3HAYEHHAM KypaTtopa
BuUCTaBku BorgaHa Muctorn, TSXiloTb 4O €CTeTUKM HAapOA4HOro MPUMITMBY, a noLwykom hopMu yepes 3MicT
bibninHoro TekcTy nosHayeHi TBopu Cepxa Ctonsapyka, Omutpa Nopaiumn Ta Hatanii PyceHbkoi [3].

Micna 3akiHYeHHs KOHTpaKTy Kadegpa cakpanbHOro xusonucy JIbBiBCbKOI akageMil MUCTELTB He
BUsSiIBUIa BaxkaHHS NPOAOBXUTU KOHTPaKT 3 JleBom Ckomnom, xo4da CTyAEHTW nucanu netuuii Npo noBepHeHHS
ynobneHoro suknagada. OgHak MUTeLb CNPsSIMyBaB BCIO CBOK TBOPYY €Heprito y LWOoAEHHY npauto Ta pisHi
npoekTun. Tak, nig Yac pectaspadii Luepksn y porobudi MiHANM roHToBe NOKPUTTSA, @ TUCAYI JOLLEYOK NPOCTO
BMKMAanu, abu srogom cnanutu. TumM YacoMm XygoXHUK iX 36upas i 3B03UB 40 CBOEI MancTepHi. Kaxe, 6yno
Ba)XXNMBO NOBEPHYTM [0 XUTTA MaTepian, skui 6arato niT 3axuiaB LEepKBy, 1 eHepreTuka BiJ HbOro mwina
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konocanbHa. Tak Hapogunacs inest HamanoeaTty 365 boropoamub Ha KOXeH AeHb PoKy. [KoHWM Byno npoHymepo-
BaHO i Ha KOXHIl 3a3Ha4veHo aaty. Ha Bcix pobotax boropoguus MonuTbcs, ane pisHa — yCMiXHeHa, 3acMyyeHa,
3agymnuvea. 3a Micsup Ui BCi ikoHW npoganu. BupydeHi kowt nepeganu Ha NikyBaHHS XBopux aiten [2].

MwuTteub 6yB akTMBHMM yyacHukom Pesontouii rigHocTi. Ha MaigaHi BiH nocTitHo mantoBas. "#A cno-
YyaTKy CTOsIB 3 ycimMa, a NoTiM no4vaB iKOHM MantoBaTu 11 po3gasatu nogsam. OgHa mos ikoHa boropoguui, oo
peui, NOTiM No Linomy cBiTy i3guna. A ii noTim no TenebayveHHo Bni3HaB... Y MeHe Gyna ropa AoLeYoK (TuX,
Wo He cnanunu Ha MangaHi) i 4 manioBaB Ha HUX, gapyeaB Hawwum Binuam. e kinbka gowevok Bgoma B
Oporobuyi nuwmnocs, nignucannx, 3 imeHamu i npissuwamn. Ane s He BCTUr gomarntoBaTtu. Tenep iM BUCK-
nato ix "Hosoto nowTor", 3ayBaxye MUTeELb BXe nicns umMx 6ypemHux nogin [2]. BiH podmanboByBaB HaBiTb
LWNTK, 3 SKMMK MargaHiBui xoaunu y Gin. Ti wuTn cnpaegi gonomaranu nepemarati. A iKOHW, WO BUCINN
nenb He B KOXKHOMY HaMeTi Ha peBontoLinHomy MargaHi, gonomaranu sBuxmesaTi Ginuam i megukam. Tomy 1
psiTyBanu noBcTaHUiB obpasun, konu nanas MargaH [2]. binb Big 3arnbeni HebecHoi coTHi 6yna Takow He-
CTEpPrHOK AN MUTLS, WO NepLmrn pas y XuTTi BiH nepecTtas MantosaTwu. lNicna MangaHy muteub JOBro ni-
KyBaB NnereHi, He nepecraroydm ManoBaTy i B fikapHaHIN nanarti. A nicns ogyXaHHA ogpasy BKIMOYMBCS Y BO-
NIOHTEPCbKY AisNbHICTL Ta opraHisauito GnarofiiHWX BCTaBOK Ha NiaTpumMKy apmii. PobuTb 4ac Big 4yacy
BMI3OM OO BOIHIB Ha cxig YkpaiHu i He 3abyBae, No MOXIUBOCTI, AapyBaTtu iM ikoHW. Y CTtaHuui JlyraHcbkin Ha
CTiHi MicueBoro 6yanHky KynbTypu Jlee Ckon, MicueBi MeLlKaHui i Hawi BilcbkoBi Hamanosann Ceaty [Mo-
kpoBy [4]. Lia akuis 6yna Hag3BMYaiHO eMOLINHOI0 | peanbHO AEMOHCTPYBana eaHiCTb YKpaiHu.

BucHoBkM i nepcnekTuBm noganblunx gocnigkeH. Moxemo KoHcTaTyBaT, Lo TBOpYicTb JleBa Ckona
AK IKOHOMWCLA € MPOrpecyBHOID, MIiAHOK, OMEepPTO Ha rMMOOKI 3HaHHS MPOLIECIB PO3BUTKY YKpPaiHCbKOro
LlepKOBHOrO MucTelTsa. Moro ikoHu, siK i ikoHW enoxu 6apoko, HanoBHEHI eneMeHTamm 3 CborofdeHHs. Bi
CMIfNMBO 1 NO-HOBOMY TpaKTye TpaauUinHi ikoHorpadiyHi ctoxeTn (cBatui MaHTenenMoH, ceatun KOpin, -
HAHCbKE PO3n’sTTS Towwo). Moro BuKnaaaLibka AisanbHICTb NPOTAroM 6araTbox PoKiB Ha kadeapi cakpanbHOro
MucTeuTBa gornomMorna 6aratboM MONoAMM MancTpaM 3HaWTU CBil CTUMb Ta OTpUMaTK J4o0pi 3HaHHA B po-
3YMiHHI TEXHONOTIT YKpalHCbKOro LiepkoBHOro MmucteuTBa. [NoctaTe Jlea Ckona € OAHielo 3 HANEMOL,iNHILLIKX i
HarsicKpaBiLlUMX y KOMi MUTLIB Cy4acCHOro YKpailHCbKOro iKOHOMUCY Ta AOCHiIAHMKIB AaBHBOIO YKpaiHCbKOro
LIepPKOBHOMO MUCTeLTBA. Moro MucTeLbka AisnbHICT NOTpebye NoaanbLLOro BUBYEHHS.
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MucTeLuTBO3HaAaBCTBO

YOK 792.7:7.091 MenBeneBa Anna OnekcaHgpiBHa
KaHAuaaT MUCTeLTBO3HABCTBA,
OOLEHT Kadheapu TenexxypHanicTukm
KWiBCbKOro HaLiioHanbHOro YHiBEpPCUTETY
KynbTypu i MUCTELTB

ACMNEKTU ICTOPUYHOI 'TEHE3U TA EBONIOLII
TEATPAJIbHOI AKTOPCbKOI MACKM

MeTa po6oTu. [locniaxeHHs NoB'sA3aHe 3 NOLUYKOM HayKOBOrO MiAXOA4Y OO OCMWUCIIEHHSI MOXOOXKEHHSs!, MicLisi Ta
3HAYEeHHA MacKu B TeaTparbHOMY MUCTELTBI. ACNEKTU BUKOPUCTAHHA Macku B TeaTpi, NOYMHAOUM 3 aHTUYHUX YaciB i 4O
HalMX OHiB, HeQOCTaTHLO AOCHILKEHI B KOHTEKCTI ii iCTOPUYHOI r'eHe3n Ta esontouii. MeTogonoria JoCnimKeHHA nons-
rae B 3aCTOCYBaHHi aHaniTUMHOro, MOMYHOro Ta CUCTEMHOrO Miaxody — B OCMUCIEHHI (DeHOMEHA CLIEHIYHOI Macku; no-
PIBHANBHO-ICTOPUYHOIO — ANs AOCHiAKEeHHA NpoLeciB il reHe3n Ta eBOMLIT; TMNONOriYHOro — Ans Knacudikauii »xaHpo-
BOro po3MaiTTd. HaykoBa HOBM3Ha nonsrac B PO3WMPEHHI YSBNEHb NpPO €BOSIOLUIK0 Macku B TeaTpi, NOYMHa4uM 3
aHTUYHMX YaciB | 40 Hawmx AHIB. 34iiCHeHO aHani3 HayKoBKX Npaub Ta y3ararbHeHo TeOPeTUYHI nigxoamn oo npobnemum
3MiCTy, poni i YHKLN CLLEHIYHOT Mackn y CLEHIYHO-TeaTpanbHOMYy AiNCTBi. CMcTeMaTN30BaHO HWU3KY [MKepen Wwoado 3a-
CTOCYBaHHS CLIEHIYHOI Mackn. BusaBneHo reHesy Ta NpOCTEXEHO eBOrIOLiI0 Macku Ha Pi3HMX KyTbTyPHO-ICTOPUYHKX eTa-
nax. BucHoBku. MogentoBaHHs 06pasy 3a JONOMOrol Macku — Lie yHiBepcarbHuI cnocié cTBopeHHs 0b6pasy B CLieHiu-
HOMY MMUCTeuTBi. BuABRSAYM AMHaMiKy BHYTPILHIX i 30BHILLHIX B3aEMO3B’'SI3KiB, 3MICTOBHO-CYTHICHOMO HamOBHEHHS
MacKu — cakpanbHOro, eCTeTM4Horo, nobyToBoro, coujanbHOro, iCTOPUYHOro — MOXHa FrOBOPUTU NPO (DEHOMEH Ta €BO-
TIOLIF0 MaCKM SIK iBULLI@ MUCTELTBA.

KnrouoBi cnoBa: TeatpanbHe MUCTELTBO, Macka, MacKyBaHHS, KapHaBari, CKOMOPOX, CLIEHIYHMI NEPCOHaX, rPOTECK.

Medeedesa Anna AnekcaHOpoeHa, kKaHOudam ucKyccmeosedeHuUsl, OoUeHmM KagheOpbl MesnexypHaaucmuku
Kueeckozo HayuoHasbH020 yHU8epcumema Kyrbmypbl U UCKyccme

AcnekTbl ICTOPUYECKOrO reHe3nca 1 3BONLUUM TeaTpanibHOW aKTePCKOMN MacKu

Lenb pa6oTbl. /ccnegoBaHve cBS3aHO C MOMCKOM Hay4HOTO MOAXoAa K OCMbICIIEHMIO NMPOUCXOXKAEHUS, MecTa
N 3Ha4YeHUd Macku B TeaTpalsibHOM MUCKYCCTBE. AcnekTbl UCNONb30BaHUA Macku B TeaTpe, Ha4nHaa C aHTUYHbIX BpeMeH
M 00 HaluX AHEeW, HeJoCTaTOYHO MCCredoBaHbl B KOHTEKCTE ee MCTOPUYEcKOoro reHeanca u asonounn. Metogonorus
nccneaoBaHus 3aKnYaeTcsl B MPUMEHEHUN aHaNMTUYECKOro, JIOrMYecKoro U CUCTEMHOro Noaxoda — Npy OCMbICIEHMM
¢deHoOMEeHa CLEHMYECKOW MacKW; CPaBHUTENbHO-UCTOPUYECKOrO — Afsi UCCredoBaHMs MPOLECCOB ee reHesuca U
3BOSIOLIMM; TUNOSOrMYECKOro — ANsi kraccudukaumm xaHpoBoro pasHoobpasusi. HayyHas HOBU3Ha 3akntoyaeTcs B
pacLuMpeHnn NpeacTaBneHnin 06 sBoONOLMM Macku B TeaTpe, HaunHasi C aHTUYHbIX BPEMEH U A0 Hawwmx aHen. OcyuecT-
BfIEH aHanm3 Hay4dHbIX TPyAoB M 0606LLeHbl TeopeTudeckme noaxodbl kK npobrneme cogepxaHusi, ponu u yHKUUA cue-
HUYEecKor Macku B cueHun4yeckun-TeaTpalibHOM npeactaBieHnn. CI/ICTeMaTI/I3I/IDOBaHO pAA NCTOYHUKOB MO NMpUMEeHeHUo
CLI,eHI/I‘-IeCKOI7I MacKku. BbiaBneHoO reHesuc u npocnexeHa sBonlOUNA MackyM Ha pas3finyHbIX KynbTYpPHO-UCTOPUYECKUX
aTanax. BeiBoabl. MogenvpoBaHne obpasa ¢ NoMOLLbI0 Macku — 3TO YHMBeEpCarbHbI cnocob co3aaHust obpasa B cue-
HNUYECKOM UCKYyCCTBe. ﬂpo;nan;m ANHAMUKY BHYTPEHHUX N BHELUHUX B3aI/IMOCBﬂ3eI7I, coaepKaTesibHO-CyLWHOCTHOro Ha-
NOJNTHEHNA MACKMU — CakpalribHOro, aCTteTn4eckoro, 6bITOBOFO, coumnanbHoro, NCTopn4yeckoro — MOXXHO roBopuTb O Ct)eHO-
MeHe U 3BOoNLUnnN MaCKn Kak ABreHna UCKyCcCTBa.

KnioueBble cnoBa: TeaTparnibHOE UCKYCCTBO, Macka, MacKMpOBKa, KapHaBar, CKOMOPOX, CLleHUYECKUA nepco-
Hax, rpoTecK.

Medvedeva Alla, Ph.D in Art History, Associate Professor of the Department of television journalism of Kiev
National University of Culture and Arts

Some aspects of historical genesis and evolution of theatrical actor mask

Purpose. The study searches for a scientific approach to understanding of the origin, location and value of the
mask in theater art. Some aspects of the use of masks in the theater, since ancient times to the present day are not
enough studied in the context of the historical genesis and evolution of the mask. The methodology of the study lies in
the appliance of the analytical, logical and systematic approaches for understanding of the theatrical mask phenomenon;
comparative historical -- for study of its genesis and evolution and typological for classification of genre diversity. The
scientific novelty. The study tries to extend the ideas about the evolution of masks in the theater since ancient times to
the present day. It analyses scientific works and summarizes theoretical approaches to the problem of content, roles and
functions of the stage mask in a stage-theatrical performance. It systematizes a number of sources on the use of stage
mask and reveals genesis and evolution of masks at various cultural and historical stages. Conclusions. Modeling of an
image by using a mask is a universal way to create an image in the performing arts. By showing the dynamics of internal
and external relationships and meaningful and essential content of the mask (the sacred, aesthetic, domestic, social,
historical) we can talk about the evolution of mask as a phenomenon of art.

Keywords: theater art, mask, disguise, carnival buffoon, scenic character, the grotesque.

HaykoBe BMBYEHHSI Macku SIKk enemMeHTa TeaTpanbHOI KynbTypu Hamivyye nuwe ctonitra. BuBueHHs
Ta HaKOMUYEHHS 3HaHb MPO MAacKy MOB’SA3aHO i3 npausMu nepeBaxxHO iHO3eMHUX aBTopiB — K. MaremaHa,
A. la3so, K. EHwTenHa, M. KoHpaga, A. MioTpoBcbKoro, 3okpema, WoAo 3B’A3KiB Macku 3 HapOAHUMMU irpamu,
MicueM Macku B TpaauuinHin kynbTypi Cxoay Ta AdpurkY, a Takox y TeaTpi CTapoAaBHLOrO CBITY.
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CyyacHi gocnigKeHHs Mackm K KyrnbTYpPHO-MUCTELbKOro 06’eKkTa i3 CBOEK iCTOpiEl0, eTanammn pos-
BUTKY, €BONIOLiE0 NOTPEDYOTb CTBOPEHHS Ginblu NoBHOT 6a3u iHdopMmalii, Hixk icHyBana oo Lboro yacy, ans
noAdanbLUMX I'PYHTOBHUX JOCAiAXEeHb Macku Ta i poni y TBOPYOCTI MancTpiB TeaTpy.

Busyaroun macky pumcbkoro Teatpy (I-IV cT. go H.e.), Bigomuin HaykoBeub [1. Tpybo4kiH 3BepTae
yBary Ha ii iCTOpU4HMI, couianbHWU, eCTETUYHUI 3MICT, pOo3rnggae 3HaA4YeHHsA crioBa "Macka" naTtuHow —
"persona"”, sike MiCTUTb Kiflbka 3MICTOBHMX HaBaHTaXeHb. Y pe3ynbTaTi Takoro aHanisy, [. TpybouykiH BU3Ha-
Yyae, Wo, no-nepLue, BOHO BiAHOCUTLCS A0 Macku, Ky BUKOPUCTOBYE apTUCT, No-gpyre, 4O CaMoro apTucTa,
no-TpeTe, A0 XapakTepy, Akui apTUCT cTBoptoe. OTKe, po3rnagarydm CLEHiYHy rpy B Macui, nNigkpecrnoe BiH,
MOXHa roBOPUTU MPO MAacKy apTUCTa CLEHIYHOro MUCTELTBA i CaM NePCoHax AK pesynbTaT TBOPYOI TpUED-
HocTi [10].

Macui Ta mackyBaHHI0, L0 € 6e3nepeyHo0 JOMIHAHTOK CTBOPEHHS XY4OXHBLOrO 06pa3y y TBOPYOCTI
apTucTa TeaTpy W ecTpagu, NpucBsiyeHa konektueHa poboTa "Aktep. MepcoHax. Ponb. O6pas” (1986), sika
poskpuBae ii cneundivHi MOXIUMBOCTI y TeaTpanbHOMY OiMCTBI. [0NoBHOLO igeeto Uil 36ipku HayKoBMX npaLb
€ PO3rnsA aKkTOpPCbKOI Macku sik BMpaXkanbHOro 3acofy, sikuii Mae iCTOTHUIM NoTeHUian Ans cy4acHoro cue-
HiYHO-TeaTparnbHOro MucTeuTBa. AnpoboBaHUIM BIKOBOK MPaKTUKOK, MUCTELbKMI "apceHan" Macku BUSBNSAE
CBOI XUTTE3OATHICTb Y HANCYy4acCHILLNX CLUEHIYHUX CUCTEMAX.

XapakTepHO, L0 PO3LIMPEHHS iHTEpecy A0 TeaTpanbHO-CLEHIYHOro MucTelTsa Big nodaTky XX CT.
Ta aKTUBHWIA MOLLYK HOBUX BUPa3HMX 3acobiB BMKMNMKaNO 3alikaBneHiCTb OO Macku Sk 3acoby i3 aaBHiMu
ctanumu Tpaguuiamu. OTxe, BUKMIOYHE 3HAYEHHs ANa AOCMiAHWKIB TeaTpy Habynu Tpaguuii cxigHoro teat-
py. OcobnuBocTi cxigHOro Teatpy posrngganu y cBoiX poboTax sik BiTYM3HSIHI aBTOpPW, TaK i 3apybikHi:
H. AHapiHa, E. bapba, K. NaremaH, I". [nyckiHa, T. purop’esa, J1. Mpuwenvosa, H. lodaH, b. Wentc, M. Koh-
pag, Macakauy N'yHasi, C. Obpasuos, P. Payryn.

Tak, No-HOBOMY, Cy4acHO 3a3By4asio OnpuUniogHEHHS iCTOPUYHOro AOCBIQY TeaTparbHOro MUcTeLTBa
Cxogy, y3aranbHeHe Ha noyaTky 20-x pp. XX CT. y TPUTOMHOMY BuAaHHi "lrpu Hapoais" HiMeubKoro pexuce-
pa i TeopeTuka Teatpy Kapna MaremaHa, sikmii 3BepHyBCS [0 icTopii TeaTpy Ho. | xoua us poboTta mae nuwe
ONUCOBUI XapakTep, 1T 3MICT JOHWHI He BTPaTMB CBOEI 3HAYMMOCTI, PO3LLMPIOOYUN YSBNEHHA NPO 0cobnuBo-
CTi cxigHOro TeaTpy, y TOMy 4uchi cneundiky BUKOPUCTaHHS Y HbOMY Macku. BogHodac, nputamaHHa BuaaH-
HI0O €MOLLIMHICTb Ta HU3Ka NPOTUPIY, POBNATbL L0 NpaLto AELLo YPas3fMBO Y Cy4acHOMY NPOYUTAHHI.

Cepep iHO3eMHWX aBTOpIB, SKi NPUCBATUNK Npaui TeaTpy Cxoay, Ha yBary 3acrnyroByloTb TakoX OyM-
KV ipnaHaCbKoro MUCIUTEns, noeTa, Apamatypra, dinocoda Yinbsma batnepa Weiitca (1865—1939) npo
ANOHCbKMIA TeaTp. Y cTaTTi "BnaropogHuin Teatp ANOHIT", onpuniogHeHin Bxe nicnsa cmepTi asTopa [4], nae-
TbCA NPO HaujioHarnbHi 0COBMMBOCTI ANOHCLKOrO TpaguLinHOro MucteuTBa y Teatpi Ho, 3okpema, npo micue
Macky B HbOMY SIK HOCIS TUMOSOri3My, CUMBOSIKMA, YMOBHOCTI. 3BepTalouncb 4o MucteuTea AnoHii, Yineam
BaTnep Meitc HamaraBcs 3HaiiTM B HbOMY 3pa3ku CLEHIYHOI YMOBHOCTI. ABTOp B6ayaB LIiNkoM MOXNvBe
BMKOPUCTaHHS XOpY SIK 3acoby igenHo-eMoUiHOT BUpa3HOCTi. Take OOCHiAXEHHS He Nuwe po3LWnpuno yss-
TNEeHHSA Npo iCTOPIl0 CBITOBOro TeaTpy, a N Hagano ysiBNeHb Npo HE3BUYHI AN EBPONENCHKMX TeaTpiB CLEHIY-
Hi Npuromu.

Y TakoMy 3B’A3Ky BapTO BiA3HA4YMTU poBOTY pocicbkoro akagemika M. KoHpaga (1891-1970), akui
OfHUM i3 MEepLUINX CEePMO3HO HAyKOBO MOYaB BMBYATWU AMOHCBKY KynbTypy, Npuaindioym ocobnuey ysary i
po3rnsify B 3ararnbHOiCTOpUMYHOMY MacTabi. KoHuenuito po3Butky ceiToBoi KynbTypu M. KoHpaa BuknaB y
kHu3i "3axig i Cxig" (1972), cTBOpMBLLUM METOAOMOri0 BUBYEHHS AMOHCLKOI KyNnbTypW Yy LINOMy, 30Kpema,
AMNOHCLKOro TeaTpy SiK ii CyTTEBOI HeBig'eMHOI YacTuHW. Moro iaei Wwoao Bknaay ANOHCLKOI CLIEHIYHOI Kyrb-
Typu B3anun o yearn 6arato gocnigHukis Teatpy.

Po3maiTTa TeaTpanizoBaHWx BUCTaB paHHbLOro cepefHboBivYsa KpaiHu BpaHiwHboro CoHus, posrns-
Aana gocnigHuua H. lodbaH. Y npadi, npuceaYeHin KynbTypi npagaBHboi AnoHii [5], BoHa 3anydvae Ta HaBo-
OUTb Pi3Hi Nornsan Ha 3acobu YMOBHOCTI Ta 30BHILWWHLOI BMPA3HOCTI SMOHCLKOIO CLEHIMHOro MucTeuTBa.
BiamosuBLIMCE Bif cpobu IXHBOrO FMMBOKOro TIyMayeHHs, aBTopka CTBOPIOE, TUM CaMUM, MOXIUBICTb LLLO-
[0 BifIbHOro CNpUMMaHHS MUCTELbKUX bopM. Y KiHUEeBOMY MNiOCYMKY Taka cBoboda CnpuAHATTS MUCTeLTBa
AMNOHCBKOro TeaTpy YPi3HOMaHITHIOE NigXoan 40 BUSBIIEHHS MOro MOXIMBOCTEW, SIK, 30Kpema, A0 CXiAHOro,
Tak i 4o 6yab-AKoro iHWoro, BnacHe, 4o Teatpy B3arani.

KaTeropii anoHCbKoro MmMcTeLTBa AOKNaAHO po3rnsiHyna Ta npoaHanisysana pociicbka AoCniaHNUA
T. Mpurop’eBa y BMOaHHI NPo AMNOHCLKI XyAOXHi Tpaguuii [1], Ske 3a BUCBITNEHHAM BinbLUIOCTi Pi3HOMaHITHUX
nuTaHb 6e3 nepebinbLUeHHs MOXHa OXapaKTepu3yBaTh SK eHUMKoneanyHe. ABTopka nNpuainse ocobnuey yeary
TEPMIHOMOMYHUM NUTaHHAM, Y SIKUX BiALLYKY€ BiONOBIOHWA NEBHUM TEpPMiHAM Ta NOHATTAM 3MICT. Y pesynbTaTi,
nonpu Te, Wwo 34ebinbworo Ti 4OCNiOKEHHS CTOCYTbCA SAMOHCHKOro TeaTpy, NocTaHOBKa NWTaHb BOAHOYAaC
[03BOrS€ 3HAaYHO PO3LUMPUTY 3aranbHUA TEPMIHOMNOMYHO-NOHATIMHUIA TeaTpanbHO-MUCTELTBO3HABYMIA anapar,
00’EKTUBHO BaXKNUBUI SIK ANA CXIQHOI, TaK i AN 3axigHOEBPONENChKOI CLEeHIYHO-TeaTparnbHOI NPaKTUKK.

CymixxHumm gns teatpy Cxopgy Ta 3axogy € NUTaHHS LWOAO TeaTpanbHUX Tpaguuii, MUCTELbKOro
cnagky Ta Moro cy4yacHoro BUKOpUCTaHHS, NocTasneHi y BuaaHHi gocnigHuka P. Payryna. Taki acnektv BuB-
YEHHS € BaXKNMBMMU NS PO3rnsay HakonuMyeHoro Aocsigy Ta aHanidy MOXNMBOro nogansLioro BUKOPUCTaH-
HS MacKu y CLeHIYHOMY MUCTeUTBI SK ¥ kpaiHax Cxogy, Tak i eBponencLKoro ceiTy. Jocnigkytoum Teatparb-
HuIM rpum, P. Payryn BusHavae, Lo 1oro nepli oopmMm BUHMKaNM Ha OCHOBI 06psiioBOi Macku Ta MariyHoOro
posnucy Tina [8]. MNMpu LbOMY PO3BUTOK Ta BNAIMB Macky Ha rpuMyBaHHS B TeaTpanbHOMY MUCTEUTBI Y Pi3Hi

87



MucTeLuTBO3HaAaBCTBO MenBenesa A. O.

iCTOpUYHI Nepiogn Bynn He oAHaKOBI, a 3anexanwu BiA KOHKPETHUX CYCMiNbHO-MONITUYMHUX YSBMEHb, iCTOPUY-
HUX OCOBNMBOCTEN PO3BUTKY JHOACLKOI CNIMIbHOTU, XapakTepy KynbTypW. Y3aranbHeHHs Ta BUCHOBKM P. Pay-
ryna iCToTHO AOMOBHIOKTbL YSBNEHHS MPO Macky y cLueHiYHOMY MUCTeLTBi kpaiH Cxogy Ta €sponu.

Mpaui gocnigHukiB 4OBOAATH, WO iCHYBaHHA ABOX CBITiB Y CBIAOMOCTI MIOAMHUW, NpUTaMaHHe paHHIM
cTagisM po3BuUTKY KynbTypu enoxu CepeaHboBivYs Ta BigpookeHHs, HeBigdinbHe Bif NpakTUKM NepeBTineH-
Ha ("BMBepTaHHA" i3 cepeguHN Ha30BHI) Ha OCHOBI MackyBaHHS. BusHaveHa B pesynbTtaTi 4OCnigXKeHb CyT-
HICTb Ta MeTa CMIXOBOI KyrbTypy MOSICHIOE POfb CMiXy Ik HABMWCHOIO CMOTBOPEHHS CBITY, "neperopTaHHsa"
Moro BepxiB Ta HX3IB, 3MiLLEHHS cakparbHOro Ta npodgaHHoro. BogHo4vac cmix cTBoproe haHTacTUYHWUIA CBIT,
SIKWMA HE iICHYE CaMOCTIMHO, | MOBHICTIO 3aneXuTb Bif CNPaBXHbOrO XUTTA. Y NpMXoBaHin opmi cmix cnpsimo-
BaHWI OO iCTMHKU, HANALWTOBYE OTOYEHHA Ha MO3UTUB, NOBYaE NOACTBO, OPMYE B yABI nNpaBunbHe "0yay-
BaHHS" BCECBITY. 3HAKOM CMIXOBOI KyNbTypu € KOCTIOM, PUTMi3oBaHa MOBa, YMOBHUIN rPUM, rpoTeCK, Macka.
Came macka gonomarana niogcbki ceobogi, HagaBana MOXIMBOCTI No3baBuTUCA cBOro "a" i NPUAHATK 00~
pa3 6yab-Koro, 3rigHO 3 KapHaBasibHOK eTUKOID, Y Sk HeMae 3abopoH. Macka 6araTodyHKLUioHanNbHa: Moxe
3aHATM siK 0OOPOHHY, TaK i HacTynanbHy NO3uLito; reHepye CMix, NpaLtoe Ha OCOBUCTICTb; € KOHLEHTPOBa-
HUM eneMeHTOM HapodHOro MucTeuTBa K y Aoby cepefHbOBIYYSA, Tak i y Ni3HILWi enoxu.

HocnigxeHHs O. ®amiHuMHa, NpUCBAYEHEe BUBYEHHIO aBHLOPYCbKMX ckomMopoxis (1889), € HuHI wn-
pOKO BiJOMOIO HayKOBOI MNpalelo, B Ak aBTOp PO3rnsgae CKOMOPOLIECTBO K KynbTypHe 3aranbHOEBPO-
nericobke ssuwe. OkpeMo O. aMiHUMH 3YNUHAETLCHA Ha NUTaHHI PAOXKEHHS | MacoK, SIKi aHari3ye Yy KOHTEKCTi
3aranbHOEBPOMNENCHKOr0 PO3BUTKY SIBMLLA HAPOAHOMO CLEHIYHOro mucTeuTsa. Moro BUCHOBOK Npo Macky i
PSAXEHHSA 9K aTpubyTn, npuTamaHHi i JaBHLOPYCHKMM CKOMOPOXaM, i 3axigHUM cepeaHbOBIYHUM XOHrne-
paMm, CTOCYETbCS y3aranbHeHb LOAO NPUPOAN CLEHIYHONO MUCTELTBA SIK Takoro. ApKe i CKOMOPOXMU, | XKOHT-
nepuv ogdranu pisHoOMaHiTHe BBpaHHs, Hapsmxkanuca y 3Bipsdi obpasn, Haknaganu nNnMYuHM abo YopHUNU
06nuuYsn, y AKX BUKOHYBanu iHTepmeaii Ta nobyToBi cueHkn. Cnvparuncb Ha gocnigpkeHHs |. 3abeniHa Ta
O. BecenoBcbKkoro, BYEHU 3pobuB NpUMyLLEHHs, WO Ha3Ba CKOMOPOXM yTBOpWMacs Bif 3HavyeHb "Macka i
pSAXeHHS".

Mpouec ycknagHeHHs BMOOBULLHKUX popM npoTaroM CepeaHboBivYs Bif iHOMBIAYaNbHUX i rpynoBux
BUCTYNIB FCTPIOHIB i CKOMOPOXiB, Bif MariyHUX 0BpsAiB arpapHOro LMKy, WO reHepyBanu y MacoBi HapogHi
KapHaBanbHi AincTtea, BUCBITNUB B. [lapkeBuy y KHU3I, Aka OOCNIAXYE CBITCbKe cBATKOBE XUTTA CepeaHbo-
Bivys npotdaroM IX—XVI cT. [2]. OgHuMm i3 06’ekTiB gocnigkeHHs B. [lapkeBuya € Macka, siKy BiH PO3rMsiHYB y
OBOX pi3HOBMAAX — SK 300- Ta aHTPONoMopdHy. 3oomMopbHI Mackn aBTop NOCMILOBHO OXapakTepu3yBaB 3a
BMAaMU TBapWH Ta AOCMIAMB 3MICT IX BUKOPUCTAHHS Y MacKyBaHHi paapkeHuX. AHTPONOMOPMHI Mackn — ae-
MOHIB | YyAOBUCBK — PO3rNAHYTIi aBTOPOM B aCMeKTi BUKOPUCTAHHA PALKEHUMN OEMOHIYHNX MacoK Ha Pyci Ta
BOAHOYAC CMIiXOBOro TpaKTyBaHHSA MacoK AEMOHIB y MicTepisx €sponu. OcHoBHoO 3acnyroto B. [apkesuya
€ Te, WO BiH Hagae AOKNafgHy XapaKTepucTuky GnaseHcTBa sik O4HOMY i3 BUOATHUX (DEHOMEHIB cepeaHbo-
BiYHOT KynbTypu. OKpim Toro, aHania Haykosol npaui B. [Japkesuya [03BONSE yCBIAOMUTU NpoLEeC BUKpUCTa-
nisauii NnpodeciNHOro akTOPCbKOro BUKOHABCTBA SIK TAKOro, Lo BiaOyBaBCsA 3aBAsiKM KOMIYHIN CTPyKTYpi 6na-
3€eHCTBa 3 MNpuTamMaHHMMKM WNOMY CBITOrMsOOM, igeeto OyTTa, noBediHkow, 3acobamm caMoBMSABY Ta
nnacTuyHoi BupasHocTi. Ob6aapoBaHUiA apTUCT OEMOHCTPYBaB MOXITMBOCTI MIOACLKOro Tina: Macka nasua
Aossonsana aHTacTU4Hy, HernacbKy, ane A03BOreHy, 3aranbHONPUAHATY Ta, HasiTb, pernaMeHToBaHy
NEBHUM YMHOM MOBEAIHKY.

Posrnag dpeHomeHornorii Macku y pagpkeHHi Ta mackysaHHi [aBHboi NisgeHHoT Pyci nig 4ac npose-
OEHHS HAapOA4HUX CBAT BUCBITIIOE Cy4YacHW pocivcbknin gocnigHuk FO. JTiHHKK y CBOIM HayKoBin npadi, cnps-
MOBaHi Ha BMBYEHHS "KOCMOCY POCINCLKOro cBdATa". AHanisdyoun reHesy Lboro siBvwa ta 6aratorpaHHicTb
noro cemaHTukm, KO. JTiIHHMK AOBOAUTD, O PAAXEHHSA MOXe paauKkanbHO 3MiHIOBaTK MoAMHY, 60 MackyBaH-
HS € poaoM MeTaMopdo3n, 3aBASKM SKIN MOAMHA NepeTBOPIOETHCS, 3MIHIOETLCH, TPAHCHOPMYETLCA. Y MiH-
NUBOCTI | AMHaMiYHOCTI ByTTH, "He Baxaloum 3acTuratv y 3agaHux dopmax”, rnoguHa Moxe "snamatu ix
paMKun — i BiNbHO HabyTu iHWoro Burmnaay" [7, 22]. 3saxatoum Ha Te, Lo niogrHa cama no cobi yHiBepcarbHa,
O. JNiHHMK Haronowwye Ha ToMy, WO aMnniTyaa il NepeTBOPEHHSA BeNMYesHa i BOHa MOXe AO0CArTU LbOro pis-
HOMaHiTHUMK 3acobamMu, OOHNM 3 SIKUX € Macka — HaUMpPOCTILWNA | MUTTEBWIA 3acib.

Cy4yacHe BayeHHs NpobremMu psaXeHHS Ta, BracHe, PSAXEHUX Y POCINCbKIA KynbTypi BiATBOPHOE
npaug J1. Ienesoi [3], y skin posrnagatTbed irposi Ta MiponoridHi acnektn macku B [aBHiv Pyci. ABTop BBa-
ae HenpaBunbHUM NepebinbLUeHHA poni irpoBOro gakrtopa B NOSACHEHHI Tpaguuin pagxeHHs. JocnigHnus
BBaXKae, WO MackyBaHHA Y pUTyarnbHUX Linsx 6yno npusabnuesum, TOMy WO NUYMHA, 3a CTapoAdaBHIMU YsB-
NeHHAMK, Hadasana ocobnuBy cury TOMy, XTO i HOCUB, ane Lo Cury Yy Hapogi BBaxanu Heunuctow. Ps-
DPKEHHS po3UiHioBanu sk HebeaneyHy cdepy KOHTaKkTy 3 HEMnACLKUM CBITOM, TOMY MaCKyBaHHS Harnexano
00 HeraTMBHUX CuUI, TEMHUX Ha4an, Wwo nocigano micue TabynosaHux Ain Ta cuctemu 3abopoH. MNpu upbomy
Macka, sika nocrtaBana 3HakoM MepeBTINEeHHs, He Mana poriboBOi KOHKPETHOCTI, agXe CyTb poni BU3Havana-
CSl HEe Mackolo, a gisMu MackoBaHoro — BepbanbHUMK Ta KiHeTU4HUMU. Macka icHyBana nuvue sk YacTuHa
Lifioro KOMNEKCy pa3oMm i3 KOCTIOMOM, FPMMOM, OBCTAHOBKOID, X04a BidirpaBana ronosHy pofb.

3aBasKkM Takum po3pobkaM HayKoBLIB [OBEAEHO, WO YHKLii Macku y putyani n obpagi He TOTOXHI
TeaTpanbHuM. Came LM 0OyMOBMNEHO Te, WO Npu nepexoai nNriacTuyHol hopMu puTyanbHOT Mackm y Teatp
1T ceMaHTUYHa byHKUis iHBepTyeTbcA. OTKe, Npy 30BHILLHIA NOQIGHOCTI MackW, pUTyanbHOI Ta TeaTparnbHOl,
X MexaHi3Mn MoAentoBaHHS, NMPUHUMNN B3aEMOAIT 3 y4aCcHUMKaMu Ta rmagadamu pisHi: macka y putyani —
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npeameT Bipu, cakpanbHUA, PenirinHin 3Hak 3 BIAMOBIAHMM A0 CBATUHI CTaBMIEHHAM OTOYEHHS, 060B’A3KaMu
Ta perrnaMeHToM, a TakoX couianbHOK HKM3UBHICTIO. MpakTuka CBigYMTb, WO Pi3HOMaHITHI irpoBi hopmu
KynbTypu, Oe BUKOPUCTOBYETHCH Macka, MOXYTb HEKOH(IKTHO CMiBiCHYBaTW pa3oMm, ornocepenkoBaHo BNu-
BaTW OAMH Ha OAHOrO i HaBiTb YaCTKOBO NepeKkpuBaTh He NpuTaMaHHe i iHwe "KynbTypHe none".

Y HayKOBOMY BMBYEHHI pOrii Macku y CLLEeHIYHOMY MUCTEUTBI, il BaroMoro BHECKY Y CTBOPEHHS CTanmx
TUMOBUX MEPCOHaXiB, iCTOTHE 3HAYEHHS MatloTb AOCHiAKEHHS TeaTpy Aobu BiopomkeHHsi. Came Ha Len ne-
piog npvnagae LUMPOKE BUKOPWUCTaHHSA Macku y TeaTpanbHii AianbHOCTI B KOMeaii Aenb apTe, Ha3Ba SKol,
came TaK i nepeknagaeTbca — koMmegis macok. CneumdiyvHi 0cobnuBOCTI kKoMeaii Aenb apTe, sk KOHKPETHOro
TeaTpanbHOro >aHpy BUCBITNMIM Y CBOIX HaykoBux npausx . bosgkues, O. 'Bosges, K. MNonbgoHi, O. Dxu-
Beneros, . KoraH, M. Monoguosa, C. Mokynbcbkuin, K. Miknawwescbkui, A. lMioTpoBcbkuin, €. PorosiHa,
M. TomawueBcbkuii. Y pesynbTaTi OOCNigKeHb 3a3HAYeHMX HayKoBLiB Oyrno BUSIBNEHO OCHOBHI O3HaKM Ta
TBOPYUIA MeTo KOMe[il Macok, NpoCTeXeHo cneumndiky komenii Aenb apTe Ta 3MIiCT He TifnbKn y By3bKOMY, a
Y LUMPOKOMY 3HayeHHi. 1igCyMKOBMM BMCHOBKOM CTaro OMpUITIOAHEHHS AYMKU Mpo Te, WO BCi 1T NepcoHaxi,
Hes3anexHo Bi4 TOro, HOCUNKN BOHU Macky abo Hi, 6ynu "mackamu", TO6TO cxemaTU4HO y3araribHEHUMU, COLLi-
anbHUMK TUNamu, SKi NepeTBOpPUMCA Ha YMOBHI TeaTpanbHi dirypu. Tpaguuii komeail genb apte Takox ge-
TanbHO PO3rMSAHYTO 3a3Ha4YeHMMU HaykoBUSMW Yy AisnbHocTi gpamartyprie K. FonbgoHi (1707-1793) Ta
K. Mouui (1720-1806), aBTopiB BUAATHUX NiTepaTypHUX TBOPIB ANS TeaTpy, AKi BUKOPUCTanu Ta PO3BUHYNN
Kpawi HagbaHHs TeaTpy 000K BigpoakeHHs.

Hopobok mutuiB XVIII-XX cT. Ta I'pyHTOBHI HayKoBi npaui iCTOpuKiB TeaTpy, MUCTELTBO3HAaBLiB €
BaXXMMBUM Matepianom Ana AOChiSKEHHS TBOPYOro MeTody Macku Aefb apTe B aKTOPCbKOMY MWUCTELTBI
iMnpogisaLil — yHiBepcanbHOMY 3acobi JOHECEHHs1 A0 TeaTparnbHOI ayauTopil HE NULIE KOHKPETHOrO 3MICTy
BMCTaBM, a N T TOHKUX HIOAHCIB MiATEKCTY, WO € BUpa3oM NpodecinHOi CNPOMOXHOCTI akTopa. Taki ekckypcu
CYMpPOBOAXYIOTb AOCHIAXEHHSA, NPUCBAYEHi BigoMuM pexmncepam XX cT. — B. Meinepxonbay (1874—1940),
€. BaxtaHrosy (1883—-1922), J1. MNMipaHgenno (1867—1936), . ®o, aki TBOPYO PO3LWIMPUNN TpaauLii Macku
Aenb apTe, HagasLKW IM HOBOMO XyAO0XHbOTO OCMUCHEHHS.

MosiBa Ha TeaTpanbHOMY onimMni €eponu Ta Pocii Ha novaTtky XX CT. nnesan gisdvis HOBOro Tuny, SKi
NpVBHECNN opuriHanbHe B6ayeHHA MOXIMBOCTEN BUCTaBW, 3aBAaHb MOCTAHOBKM, MicUs Ta (OYHKLUIN akTopa,
cTana noLUITOBXOM A5 iCTOTHUX 3pYLUEHb TeaTparbHOI CBITOBOI KynbTypWu. 3MiHa XygoXHIX 3acobiB y notuy-
Kax HOBOI MOBM CMEKTakmio, K 40BOAATb CyYacHi AOCHiOKEHHS, 3acBig4mna OCMUCIEHHSA Macky K OHI€El i3
HaMBaXXNMBILLMX CKNagoBUX TeaTpanbHOro Ainctea. AHani3 BUCNOBMOBaHb NPOBIAHUX MaCTPIB CLIEHM CBia-
YUTb, IO CBiJOME NOEgHAHHSA TPaAULINHOIO 3acTOCyBaHHS TeaTpanbHOI Mackv Ha Thi NpUoMiB TeaTpy Mu-
HYnKX YaciB 3 HOBAaTOPCbKUMM ifeamMu Ta pilleHHsMK € 6a3oBoto nnatdopmoto TeaTpy XX cT. OpieHTauinHe
CnpsAMyBaHHSA A0 paHHiX (bopMm TeaTpy, Ake MNPOCTEXYETbCA Y MOCTAHOBKax NepLloi MonoBuHM XX CT.,
06’egHye OOCUTb Pi3HMX 3a XapakTepoM Ta igesMu pocincekux pexucepis M. €speiHosa, O. Taiposa, €.
BaxTaHroBa, B. Mewepxonbga, nonpu Te, WO y CBOIN TBOPYIN AiANbHOCTI BOHW YHAOUYHIOBaNu kapanHanbHO
Pi3Hi AYMKK Ta AOTPUMYyBanucs NonspHO NPOTUMEXHUX CUCTEM CLEHIYHOT Ail.

Tak, pocnigkeHHs 0cobnMBOCTEN 3aCTOCYBaHHA Macku y TeaTpanbHOMY MucTeuTBi B. Menepxonbaa
Ta €. BaxTaHroBa y npausix b. Annepca, €. Baxtadrosa, O. magkoBa, E. NapiHa, K. MopbyHosoi, M. Nopya-
koBa, b. 3axaeu, H. 3eseHuropoacekoi, b. 3iHrepmaHa, [. 3onotHuubkoro, . Macc, B. Mewnepxonbga, b.
Poctoubkoro, J1. Powans, K. PygHuubkoro, P. CumoHoBa, HO. CmumpHoBa-Hecsuubkoro, X. XepCcOHCbKOro
noKasytoThb, Lo Lel 3acib y poboTi muTuiB OyB NOB’A3aHWMIA 3 MOHATTAM Napogii, rpoTecky, imnposisauii. B ix
TBOPYOCTi Macka cTarna YacTUHOK eCTETUKM aBaHrapay, siKy BTINUNW BignoBigHi XyAoXHi igei. Y nowykax
TeaTpanbHOCTI, Ky 30iMCHUIN TeaTpanbHi KONEKTUBM Y CBOEMY 3aranibHOMY NOCTYNanbHOMY PYCi, a TakoX B
iHAMBIQyanbHWUX BAAMNO 30praHisoBaHnX Ta BUBygyBaHUX akTOpCbkuX poboTax, BoHa Habyna HOBMX BUPa3HUX
dopm. Tak, B. Meepxonbg BBaXas Macky nepBUHHUM €eMEHTOM TeaTpy Ha PiBHI 3 XXECTOM, PyXOM Ta iH-
Tpuroto. TBOPYi MOXITMBOCTI Macku Ta ii MaridHy cuny cam B. Mewepxonbg po3rnsHyB y ctaTTi "banaran”
(1912), pe nosicHioBaB, L0, Ha BiAMiHY Bif rpuMy, SIKWA NiOKPECMOE pUCK 06NnYYs, Macka Taxie 0o daHTa-
3yBaHHS, afpke CroHyKae rnggadya nobavnTn y KOXKHOMY repol Benuky KinbKiCTb XapakTepis, MOro BUAo3Mi-
HEHHs1 y BiOgTiHKax eMOLiNHNX CTaHiB. 30Kpema, aHanisytoum Macky AprnekiHa, MuTelb nigkpecnoBaB noea-
HaHHA Yy Hil BNasHIBCLKOrO Ta AEMOHIYHOro Hayasn, yxun OO KOXHOrO 3 SIKMX He TiflbKM HamoBHIOE, a 1
BM3HA4ae CyTHICTb Ta abpucu cueHiyHoro obpasy. Pexucep Takox 3asHa4aB, L0 Macka cama no cobi, 6e3
aKkTopa Ta Moro BonoAiHHSA TEXHIKO rpyu MepTea. "Ha obnuyyi aktopa — MepTBa Macka",— nigkpecroBas BiH,
— "ane 3a 4OMNOMOrOI0 CBOET MaNCTEPHOCTI aKTOP 3MOXe PO3MICTUTHU i B TakUn pakypc i NPOrHyTN CBOE TiNo y
Taky noay, Lo BOHa 3 MEPTBOI CTaHe xuBor" [6].

3aepgsku cnoragam HO. 3aBaacbkoro, b. 3axaswu, . Mapkosa, O. Nwkosol, P. CumoHoBsa, 0. Cmup-
HoBa-HecBuubkoro, M. YexoBa HVHI MOXHa TakoX PeKOHCTPYoBaTU NEeBHi 0COBNNBOCTI METOOUKM | cucTeEMU
pexucepcbkoro MucteuTBa €. BaxTaHroBa. Tak, 3a3HayeHi aBTopu 3ragyloTb NPO HenepeBepLUeHy BaxTaH-
roBCbKy iMnpoBisaLito y Buctasi "lNpuHueca TypaHaoT", y KM 3a 4ONOMOrolo Macku BigbyBanacs Bigkputa
OEeMOHCTpaLisi nepexoay akTopa y neBHU obpas, Konn Ha CLeHi "npocTynana mexa Mix "gywer" aptucra i
noro "mackor", Wwo nokoinacs 6ins Hir BukoHasusa" [9]. Bpaxatoumm ByB TakoX XBUMIOYNA 3B’A30K, KN
MariyHo noegHyBaB "gyLly i macky": "...akTopu Hibu BenM MOBYa3HUI Aianor 3i CBOiM KOCTIOMOM. BOHM roTy-
Banucsa BCTYNUTKU Yy ponb. | ponb Gyna rotoBowo iX NpUAHATK. Yce TyT 3anexano Big 34i6HOCTi BUKOHaBUA
icCHyBaTK Ha Mexi M coboto i ponnto. Tak BigkpuBaBcs NPUHUMN BigvyxeHHa" [9]. AHani3 maTepianis, BU-
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KnageHux ovyeBngLamMu TBOpYOI AisnbHOCTi €. BaxTaHroBa, nokasyoTb, WO AOMY BAanoca po3pobutn Bax-
NuBI TeaTpanbHi NpUoMMK, 3okpema, y cdepi BUKOPUCTaHHSA Macku. Ak ceigyaTb poboTu akTopis Ta nocrta-
HOBKMW, pexucep cchopmyrnoBaB CBOe 6ayeHHs TeaTparbHOro AiNCcTBa y BUMMSA CBOEPIQHOMo nocTynarty gia-
NeKTuKkM cBoboam i HeobXigHOCTI, CTUXIT 1 OpraHi3oBaHOCTI, PO3KYTOI MPpU i peXXNCEePCHKOi AUCLMNNIHN.

MopgentoBaHHs1 obpa3sy 3a JONOMOrol Macku — Lie YHiBepcanbHuiA cnocib cTBOpeHHA obpa3sy B cue-
HiYHOMY MUCTeUTBI. BuaBnsiouM AnHaMiKy BHYTPILLHIX i 30BHILLHIX B3aEMO3B’'S3KiB, 3MICTOBHO-CYTHICHOIO Ha-
MOBHEHHSA MacKku — cakparibHOro, eCTeTM4HOro, NoByTOBOro, couianbHOro, iCTOPUYHONO — MOXHA FOBOPUTHU
npo heHOMEH Ta eBOSIOLi0 Macku Sk iBULLLA MUCTELTBA.
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FILM MUSIC IN THE WORKS OF CONTEMPORARY UKRAINIAN COMPOSERS

The purpose of the article. The research is related to the study of film music of contemporary Ukrainian com-
posers. It is a specific genre layer in Ukrainian music culture of today. The author tries to define the problem field of cul-
tural studies of film music of Ukrainian composers and identify some aspects of its understanding (film music as a sound
reality of culture, communicative function of music and sound image, etc.). Research methodology lies in the use of
comparative methodological principles as well as system and musical-historical methods. The above methodological
approach allows to study the applied (by its origin) composing sphere in perspective of representation of contemporary
culture and reveal national and cultural identity of film music of Ukrainian composers. The scientific novelty of this
study consists in the expansion of notions of the "secondary" field of Ukrainian composers’ works, which is a significant
part of our culture and often reflects the major trends of its development. "Music for Films" is a constant of the works of
Ukrainian authors, but this issue has not yet become the subject of a special scientific discussion. Conclusions. Film
music of Ukrainian composers of the second half of the XX century and today represents a specific phenomenon, char-
acterized by heterogeneity of functional and stylistic manifestations. If, in some cases, music created for a film, is only a
special case of manifestation of the creative talent of the composer (as Boris Liatoshynsky, Miroslav Skoryk, Valentin
Silvestrov), in others — we are dealing with real experts in this area, whose works in their bulk are connected to the "pro-
duction" of music for films (Vladimir Guba, Oleg Kiva).

Keywords: film music, composer, cinema, contemporary culture, music culture.

OecsiHHikoga-Tpenb OnekcaHOpa AHOpiigHa, kaHOudOam Mucmeymeo3Haecmea, 0oyeHm, doueHm kagedpu
meopemuy4HOT i npuknadHoi Kynbmyponoeii Odecbkoi HauioHanbHOI My3u4Hoi akademii im. A. B. HexxdaHosoi

KiHomy3uKa y TBOPYOCTi Cy4yaCcHUX yKpaiHCbKUX KOMMNO3UTOPIB

MeTa craTtTi. [JocnimkeHHA noB'A3aHe 3 BMBYEHHAM KiHOMY3MKWM Cy4YaCHWUX YKPaiHCbKMX KOMMO3WTOPIB, sika
cknagae cneundivHW XaHPOBUIA MNacT B YKPATHCbKIN MYy3WYHIA KynbTypi cydacHocTi. 3pobneHo crnpoby okpecnutu
npobnemHe none KynbTypororiYyHOro AOCHIMKEHHS KIHOMY3UKN YKPAIHCbKMX KOMMO3UTOPIB, BU3HAYMTMW OeKinbka acrnekTis
il po3yMiHHA (KiHOMY3MKa SIK 3ByKOBa peasibHICTb KyNbTypW, KOMyHIKaTMBHA OYHKLiS My3U4YHO-3BYKOBOro obpasy i T.m.).
MeToponoria focnigXeHHA nonsarae B 3aCTOCYBaHHI METOAOSMOMYHUX NPUHUMNIB KOMNApaTUBICTUKW, CUCTEMHOMO Ta
MY3WUYHO-ICTOPUYHOrO MeToAiB. 3a3HavYeHNn METOAONOrNYHWUIA Niaxig A03BONSA€E OOCHiMKYBaATM NPUKIAAHY 3a CBOIM MOXO-
DXKEHHSAM cbepy KOMNO3MTOPCHKOI MPaKTUKW B PaKypcCi NpeacTaBHULTBA CydacHOl KyrnbTypu, a TakoX BUSBUTW HaLio-
HamnbHO-KYNbTYPHY CaMODYTHICTb KiIHOMY3WKM YKpaiHCbKMX koMno3uTopiB. HaykoBa HOBM3Ha JdaHOi cTaTTi nonsrae y
PO3LUMPEHHI ysiBNEeHb NPo "ApyropsgHy" ranysb TBOPYOCTi YKpaTHCLKUX KOMMNO3MTOPIB, SKa € 3HAYHOK YaCTUHOIO KymnbTy-
p¥ Cy4acHOCTi i YacTo Bigobpaxae NpoBiaHi TeHAaeHUii ii po3suTKy. "My3nka Anst KiHO" € MOCTINHOK BEMMYMHOI TBOPYOCTI
YKPaiHCbKUX aBTOPIB, OAHAaK LA TeMa Lie He cTana npegMeToMm crneuianbHoro HaykoBoro obrosopeHHsi. BucHoBku. Ki-
HOMY3MKa YKPaiHCbKMX KOMMO3UTOPIB APYroi NonioBnHU XX CTONITTS i cydacHOCTi npeacTaBnsie cneundivHe ssule, ang
SIKOro XapakTepHa HeOOHOPIAHICTb PYHKLiOHaNbHMX Ta CTUMLOBUX MPOSBIB. AKLIO B OOHWX BUNagkax, Myauka, CTBOpeHa
ans inbMy, € nuwe oKpeMUM BUNaZKoOM MPOsiBY TBOpPYOro obaapysBaHHst komno3uTopa (sk y bopuca JlsTolwmHebkoro,
Mupocnasa Ckopuka, BaneHTnHa CunbBecTpoBa, Hanpuknag), TO B iHLUNX — MW MaeMO CrpaBy 3i cripaBXHiMu axisus-
MW B Ui cdepi, y SKUX OCHOBHWUIA MacuB TBOPIB NOB'A3aHui came 3 "BUpobHMLTBOM" My3ukun ans kiHo (Bonogumup Ny6a,
Oner Kuga).

Knto4yoBi cnoBa: kiHoMy3unka, KOMNo3uTop, KiHemaTorpad, cydacHa KynbTypa, My3nyHa KynbTypa.

OecsiHHuUKosa-Tpenb AnexkcaHOpa AHOpeeeHa, kaHOudam ucKyccmeosedeHus, doueHm, OoueHm Kaghedpbi
meopemudeckol u rpuknadHou Kyrbmyponozauu Odecckol HauuoHalbHOU My3bikaribHoU akademuu um. A. B. HexxdaHosol

KnHoMmy3bika B TBOpUYecTBE COBPEMEHHbIX YKPaUHCKMX KOMMNO3UTOPOB

Llenb ctatbu. ViccrnegoBaHne CBS3aHO C U3YYEHMEM KMHOMY3bIKM COBPEMEHHbIX YKPaUHCKMX KOMMO3UTOPOB,
KOTOpas COCTaBnsaeT cneumunyecknii XXaHpoBbIn NNacT B YKPAMHCKON My3blkanbHOW KynbType coBpeMmeHHocTu. Caena-
Ha nonbITKa 04ePTUTbL NPOBNEMHOE None KynbTypOrorMyeckoro NccrnegoBaHns KMHOMY3bIKU YKPaWHCKUX KOMMNO3UTOPOB,
onpefenvTb HEKOTOpbIe acnekTbl €€ NoOHUMaHMA (KMHOMY3blka Kak 3BYKOBasi peanbHOCTb KyrbTypbl, KOMMYHUKaTUBHASA
PYHKUMS My3bIKanbHO-3BYKOBOro obpasa u T1.n.). MeTogonorus nccrnegoBaHns 3aknioyaeTcsi B NPUMEHEHNM MeTOA0I0-
rMYECKMX NPUHLUMMNOB KOMMapaTUBUCTUKN, CUCTEMHOIO M My3blKaribHO-UCTOPUYECKOTO METOAOB. YKa3aHHbIA MEeTOA00-
rMYecKMin NoaxoL No3BONAET uccnenoBaTb NPUKIaAHYK MO CBOEMY NMPOUCXOXOEHWNIO cdhepy KOMMO3UTOPCKON NpaKTUKM
B pakypce npeactaBUTENbCTBA COBPEMEHHOW KynbTypbl, @ Takke BbISBUTb HaLMOHAINbHO-KYIbTYPHYH CamMOObITHOCTb
KMHOMY3bIKM YKpPauHCKUX KoMnosuTopos. HayyHas HOBU3Ha JaHHON CTaTbU 3aKMOYaEeTCs B pacluMpeHun npegcrasne-
HUA O "BTOPOCTENEHHON" OTpacnyn TBOPYECTBA YKPAMHCKMX KOMMO3UTOPOB, KOTOPas SABMASETCA 3HAYUTENbHOW 4acTbio
KyTnbTypbl COBPEMEHHOCTM U YaCTO OTPaXaeT OCHOBHbIE TeHAEHUMN eé pa3BuTus. "Mysbika Ansa KMHo" SBNseTcs NocTo-
SHHOW BENWYMHOW TBOPYECTBA YKPAMHCKMX aBTOPOB, OOHAKO 9Ta TeMa elle He cTana npegmeToM crneumanbHOro Hayud-
Horo obcyxaeHusi. BoiBoabl. KMHOMYy3blka yKpamHCKMX KOMMO3MTOPOB BTOPOW MONOBUHbI XX BeKka M COBPEMEHHOCTM
npeacTasnseT cneuuduydeckoe sBNeHue, Ans KOTOPOro XapakTepHa HEeOAHOPOAHOCTb (MYHKLMOHAMbHBIX U CTUMNEBbIX
nposierneHvn. Ecnu B ogHMx cnyyasx, Mysblka, co3gaHHasa ans gunbma, ABnseTcs Nvllb YacTHLIM ClyYyaeM NposiBreHns
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TBOPYECKOro JapoBaHus komnosuTopa (kak y bopuca JlatowmHckoro, Mupocnaea Ckopuka, BaneHTnHa CunbBecTpoBa,
Hanpumep), To B APYrMxX — Mbl UMeeM Aero C HacTOSLWMMK cneumanncTaMmm B 3Toln cdpepe, y KOTopbiIX OCHOBHOW Maccus
npousBedeHnin CBA3aH UMEHHO C "MPoM3BOACTBOM" My3blku Ans kKnHo (Bnagumunp MNy6a, Oner Kuea).

KnroueBble crnoBa: KWHOMY3blka, KOMNO3MTOP, KMHemMaTorpadd, CoBpeMeHHast KyrbTypa, My3blkanbHas KynbTypa.

In the rich and diverse world of Ukrainian musical culture of the XX century, the professional com-
posers’ art is of the utmost importance because it represents the national academic tradition. Our familiar
and traditional concepts of national identity and the originality of the Ukrainian music are inseparably con-
nected with the names of such Ukrainian composers as Boris Liatoshynsky, Igor Shamo, Myroslav Skoryk,
Vladimir Guba, Valentin Silvestrov. Certainly, we are familiar primarily with the traditional genres of musical
art, constituting the basic and undoubtedly the most valuable part of the listed above composers’ creative
heritage like symphonies, operas, chamber music and choral works.

However, there is another, less serious form of musical creative work of almost each of these com-
posers, which reveals another side of their talent. It is film music, or "film score", which is a kind of "applied
art" in music, and which can be characterized as a "constant value" of the Ukrainian composing practice of
the second half of the twentieth century and the present time. Ukrainian composers turn to this musical
genre rather frequently. However, this issue has not become a subject of scientific discussion yet (the arti-
cles covering issues of film music written by the Ukrainian authors are not numerous). One of the most inter-
esting and considerable experience in this respect was an attempt of Ukrainian art critic Olga Litvinova to
describe Ukrainian cinema music. Her catalogue "Music in the Ukrainian cinema" was issued in 2009 in Kiev.
Litvinova listed all the authors who wrote music for films, shot at the Ukrainian film studios covering the pe-
riod from silent movies to the present day.

Cinema is one of the most extensive layers of contemporary culture. This kind of art became an es-
sential part of modern life. Thus, the film music can be of unquestionable relevance for research as an inte-
gral part of cinematic art, which is one of the most popular kinds of modern art.

The art of cinema is one of the youngest and most popular forms of artistic creativity in the twentieth
century culture, which due to its synthetic nature is in the "access zone" of mass cultural consciousness. In-
fluencing on different receptors of our perception, cinema actualizes the eternal themes of human existence
in the "convenient" form. Contemporary researchers more and more often consider the art of cinema in the
light of impact and perception theory, discovering the specific functions of each of the constituent elements
of effect, produced by cinema. Therefore, musicians’ interest in musical component of the film is natural. This
interest includes cultural and musicological approaches to the analysis of a soundtrack, which carries certain
conceptual and semantic functions.

We know that such famous composers as L. Revutsky, V. Kosenko, Y. Meitus worked at the Ukrain-
ian film studios. Boris Lyatoshinsky composed music for 14 motion pictures (such as "Karmelyuk", "Libera-
tion", "Taras Shevchenko", "Grigory Skovoroda" etc.).

Composer Igor Shamo wrote music for nearly 30 feature, documentary and animated films. The
composer collaborated with many film directors, such as Vladimir Braun, Sergei Parajanov, Anatoly Sle-
sarenko, Victor Ivchenko, Les Shvachko Timofey Levchuk. The most famous films with music written by
Shamo are "The Duma about Kovpak", "Flower on the rock" and "Andries" and "Shine, my star". The World
War Il theme takes a significant place in his creative work. He wrote the ballads "The immortal garrison"
"There is a mound over the Volga," "The Ballad of Soldiers", "Front-line soldiers", "The Ballad of brother-
hood", "Heroes of the city", "Recall friends." The songs about war also sound in many films, for which the
composer wrote music, e.g. "They were known only by sight," "Far from the Motherland", "Night before the
dawn", "From the Bug to the Vistula River," "The Ballad about Kovpak", "The Carpathians","The com-
mander", "Rockets should not take off" and many others.

Myroslav Skorik is the author of the music for more than 40 films, among them "Shadows of Forgot-
ten Ancestors" (director Sergei Parajanov, 1964), "Life-giving Water" (directed by Grigory Cohan), "Personal
life" (directed by Vladimir Dovgan), "The High Pass "(dir. Vladimir Denisenko) and others. The most famous
film music written by Skoryk is the well-known "Melody in a-moll" from the movie "The High Pass". The film
director, not sharing the interpretation of the film script, imposed by the Soviet censorship, asked Skoryk to
write the music for the film that could "tell" the audience something that was impossible to show. Initially, this
music was written for flute and piano, but later the composer made a transcription for violin and piano and a
version for violin and orchestra. "Melody in a-moll" is often used for commercial purposes without the au-
thor's permission. For example, it was used in a Russian-Ukrainian co-production, television series "A Milk-
maid from Hatsapetovka" (2007).

Valentin Silvestrov wrote music for films too. This composer represents not only modern Ukrainian
music, but is also significant for European musical culture. Silvestrov’s works are studied well enough. How-
ever, in Ukraine his film music has not been the subject of a special study yet. The composer wrote music for
more than ten films, including "A Pushy Man", "Rooks", "The Garden of Gethsemane" (directed by Rostislav
Sinko) and "Time to Leave (dir. Frangois Ozon).

V. Silvestrov worked with a famous European art-house film director Kira Muratova. In Muratova’s
films Silvestrov refers to the artistic principles of postmodern culture. Silvestrov wrote music for such films as
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"The Tuner" (2004) and "Chekhov's Motifs" (2002). His music as a constituting expressive-semantic element
of the so-called intellectual cinema is of a great cultural interest. Here the function of the film score is to cre-
ate the completeness of audio-visual integrity, which is always complicated in Muratova’s films.

Composer Oleg Kiva (1947-2007) is also famous for his numerous experiments in the area of "ap-
plied" genre of film music. Having graduated from the Kiev Conservatory in 1971 (class of Miroslav Skorik),
he wrote not only ballets, chamber cantatas, concertos for piano and orchestra, symphonies, chamber and
choral works, but also music for feature films and television series. The most famous films with the music
written by Oleg Kiva are "Hearts of three" (based on the novel by Jack London, 1992), the Ukrainian-Swiss
film "Dead End" (1998), as well as the popular television series "The Countess de Monsoreau" (1997), "Kill
the snake", "The Doll", "Ashes of the phoenix". In total, Kiva wrote music for 36 films. Since the 1990s, writ-
ing music for "soap operas”, so popular in modern mass culture, became the dominant tendency in his crea-
tive activity. Kiva mostly wrote music for films made by Russian directors, for example, Vladimir Popkov. Co-
operation with this film director was a peculiar creative collaboration, as in most films directed by Popkov
Kiva’'s music is used.

Another interesting personality who certainly deserves attention in the world of Ukrainian film music
is Vladimir Guba. He is a composer who, in fact, specialized in writing film music. It constituted the major part
of his creative work. Having graduated from the Kiev Conservatory in 1977, (he studied in the classes of Lia-
toshynsky and Shtogarenko), he worked as a music editor at the studio "Ukrkinohronika". Guba is the author
of music for more than forty films (both fiction and documentary as well as animated films). The most famous
of them are "Olesya", "Zakhar Berkut", "Kashtanka" (1970s), "Tomorrow Begins Today" (1983), "More Than
Love" (2010), the animated films "Bright personality" and "Disposable eternity" (2000s). At the present time,
the composer is an honorary member of The Ukrainian Association of Cinematographers, as well as the
Creative Union "Cinematography of the Slavic peoples."

Music written by a famous young Ukrainian composer Alexander Shchetinsky (b. 1960) also can be
referred to the cinematographic art. In the late 1980s, he was one of the organizers of contemporary cham-
ber music festivals in Ukraine and Russia. Shchetinsky is the author of the music for two films made by a
young Ukrainian director Igor Podolchak, who nowadays represents a line of experimental cinema in
Ukraine. The film "Las Meninas" (2008) was the first Ukrainian project, which took part in the Rotterdam Film
Festival in 2008. Later, this film was presented at over 27 international film festivals. Rejecting the linear plot
development, the director seems to draw the audience into a strange atmosphere of the film. Here he sug-
gests to the viewer the role of "an invisible observer", devoid of any deliberate aim to perceive what is hap-
pening. Thus, the audience at some point stops feeling the line between self-reflection and the reflection of
the film characters. Exactly in this point of "blurring of lines", the association between the film and the paint-
ing by Diego Velazquez with the same title becomes apparent. Since the main character of the film (Mother)
is a former cellist and her Son learned to play the piano when he was a child, much of the music was written
specifically for these instruments. Without completely discarding the traditional use of background music in
the film, the director and the composer focused attention on its independent role. Music in this case is like a
counterpoint to the video. In many scenes, the music comes to the forefront. It is connected to the noises,
both natural and artificially created, mounted on musical principles. Therefore, the entire music score of the
film can be regarded as an integral sound installation. For the 15-minute film scene which does not contain a
single word, representing Son’s memories and delirium, Shchetinsky created Sonata for Cello and Piano. It
is an independent composition, which can be performed separately from the film. Stylistic music palette is
rather multifarious, as well as multi-dimensional semantic structure of the film. The music contains baroque,
classical and late-Romantic allusions, multiple serialism and sonoristics. However, the composer claims that
he avoids the collage combination of different styles but makes an effort to integrate and synthesize them.

In the film "Delirium" (2012), the director and the composer had originally planned to use Dies Irae
(Day of Wrath) as a part of the Catholic Mass. Therefore, he wrote six complete instrumental parts, named
after the sections of the Latin text of the Mass respectively: Dies Irae, Quantus tremor, Mors stupebit, In-
gemisco, Tubamirum and Lacrimosa. At the same time, Shchetinsky confined himself to symphony orches-
tra, without using either text or vocals. Due to avant-garde stylistic means the music did not illustrate directly
what was happening on the screen. In addition, the use of the names of the Mass parts appeals to the prin-
ciples of surrealism and thus makes the aesthetics of the film completely developed. However, in the process
of work the authors decided to use only two musical pieces — Mors stupebit at the beginning of the film
(opening credits) and Dies irae at the end. During the film, we do not hear music. The only exception is a
prayer, the recitation of the priest, where the text of Dies irae is used (the composer himself was involved in
dubbing of this episode). Due to this, the initial and the final musical fragments have acquired an additional
dramatic importance. The music at the beginning performs the function of tuning on the appropriate aesthetic
"wave", and the final sounds like a semantic generalization. At the same time, the prayer of the Priest speci-
fies this range of the problems.

Thus, we can come to the conclusion that film music takes a very important place in the works of
Ukrainian composers of the second half of the XX century and the present time. In some cases, film music is
only a particular manifestation of composer’s creative talent, for example, Boris Lyatoshinsky, Miroslav
Skorik and Valentin Silvestrov. In the others, we are dealing with real professionals in this field. Most of their
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works are connected with the "production” of music for the cinema, and the examples are Vladimir Guba and
Oleg Kiva. The term "production" is used here deliberately because an abundance of music for the TV se-
ries, for example, Oleg Kiva’'s works, shows the relevance of Ukrainian composers' practice to the cultural
context of our time. In this sense, we should mention the interaction of the creative personality of the com-
poser, brought up on classical music tradition, with popular genre of cinema. One more interesting aspect of
the study of film music written by Ukrainian composers is the influence of national traditions of directors, with
whom they collaborated. The films mentioned above can be a proving example that Ukrainian composers
wrote music for film directors, representatives of different national traditions, such as Russian, Georgian
(Sergei Paradjanov), French (Frangois Ozon) and Ukrainian.

The problem of Ukrainian film music in stylistic aspect of modern cinema can be a completely sepa-
rate subject of research. The music written by Valentin Silvestrov and Alexander Shchetynsky to the films
directed by Kira Muratova and Igor Podolchik is a good example of it. Problems of studying film music can be
extended in other directions, as this area of composing in Ukraine is represented quite well. We have only
tried to give some outlines of this phenomenon, which can be of great interest for the contemporary Ukrain-
ian culture study.

Cmamms Haditiwna do pedakuii 23.01.2016 p.
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PEKNAMHI BIQEOPOJIUKU SIK B[, AYAIOBI3YAJbHOI NPOAYKLI

MeTta po6oT1u. JocnimKkeHHsi NpucBsiYeHe TEeNeBIsiiHiN peknami sk ocobnneomy Buay ayaiosidyanbHOI NPOAYKLT.
B LeHTpi yBarn aBTopa CTaTTi — ayAioBidyarbHi peknamHi Bigeoponuky, ix knacudikauis Ta cneumdika MucTeLTBa CTBOPEH-
HA. MeTogonoria 4OCNiMKEHHA NONArae B 3aCTOCYBaHHI METOAIB CNIOCTEPEXKEHHS, aHarni3y Ta TEOPETUYHOrO y3aranbHeHHs
AaHUX MNpakTUYHOI AisAnbHOCTI B ranysi aygiosidyanbHoro MucTeuTBa. 3okpema, TenebadyeHHss — ogHoro 3 3acobiB
Bi3yanisaLji peknamMHux BieoponukiB Ta HambinbL eekTUBHNX MEeTOAIB 3BEPHEHHST A0 Cnoxueaya. 3aBOsiku NoeaHaHHIO
3BYKY Ta 300pakeHHs1, CNpsIMOBaHil Aii Ha rmsigada TenebadeHHs Hagae GinbLui MOXIMBOCTI eheKTMBHO BNMBATU Ha Cro-
XunBaya 3a KOPOTKMIA MPOMIDKOK Yacy NpoTArom nepernagy pisHoMaHiTHMX Tenenepenady. Haykoea HoBu3Ha. [JocnimkeHo
peknamMHi aygiosidyanbHi TBOPU SIK KyNbTYPHUM MPOAYKT CyyacHoi YkpaiHwu. [poaHanisaoBaHO MWUCTELTBO CTBOPEHHS
aynjioBi3yanbHOro peknamMHoro ponvka ta po3rfsHyTi PisHOBMAM ayaioBidyanbHUX peknamMHux TBopis. BucHoBku. CyyacHa
€eKOHOMiKa Ta CycrninbCTBO He MOXYTb icHyBaTu 6e3 peknamu. Bigeopeknamy [o HedaBHix YaciB He BBaXkanu npeameTom
HayKOBOro [OCHNIKEHHS!, OCKiNbkyn He BOayanu B Hii O3HaK KynbTypHOI npoaykuii. Bigeoponuku — ue HoBui BUA
aynioBi3yanbHOi MWUCTELBKOI NpoAyKuii — aydioBidyanbHUA MiHI-TBIp, KOPOTKOMETPaXHWA ifbM, y SKOMY CTUCAO Ta
3pO3yMIno nepenacTbCsl CyTb PEKTAMHOrO MOBIGOMITEHHS. ABTOpP OOBOAWTb, L0 po3pobka pekrnamu nepeTBOpOETbCH Ha
TBOPUICTb, @ PEKNamMHi BiJeopONNKN — Ha ManeHbKi LeaeBpn ayaiosidyanbHOro MUCTELTBA.

KnrouoBi cnoBa: peknama, peknamHi Biaeoponuky, Bifeokniny, ayaiosidyanbHui NpOayKT.

3apsi CeemnaHa BanepueeHa, cmapwul npenofasamesib kaghedpbl acmpadHo20 ucrionHumesnscmea Ha-
YUOHasbHoU akadeMuu pykoeoosiuyux Kadpos Kyrbmypbl U UCKYCCme

PeknamHble BUACOPONUKM KaK BUA ayaANOBU3yaribHOW NpoayKLmm

Lenb pabotbl. ViccrnegoBaHme MOCBSILLEHO TENEBM3NOHHOW pekname kak ocobomy Buay ayauoBuU3yarnbHOW
npoaykumn. B LeHTpe BHMMaHus aBTopa CTaTbW — ayauoBM3yarbHble pekrnamHble BUOEOPONMKM, UX Knaccudmkauma u
cneundumka mckycctBa cosgaHusi. MeTtogonorus MccneqoBaHns 3akniovaeTcsl B NPUMEHEHUM METOA0B HabntoaeHus,
aHanmsa 1 TeopetTnyeckoro o606LLEeHNS faHHbIX NPaKTUYECKOM AesTENbHOCTM B 061acTy ayanoBu3yansHOro UCKyccTBea.
B yacTHoCTU, TENeBMAEHNS — OAHOMO M3 CPeACTB BU3yanuaauny pekramMHbiX BUAEOPOSNNMKOB U Hanbonee adhdekTUBHOIO
mMeToaa obpalleHus kK notpebutento. bnarogaps coveTaHuo 3ByKa 1 M306paxeHusi, HanpaBrieHHOro AeNCTBUS Ha 3pu-
Tensi TenesmaeHne npegoctaenseT 6onbLine BO3MOXHOCTM 3hdEKTUBHO BO3OENCTBOBATL HA NOTPebUTenst 3a KOPOTKUIA
NPOMEXyTOK BPEMEHM B Te4YeHWM npocMoTpa pas3HoobpasHbix Tenenepedad. HayvyHas HoBu3Ha. VccnenoBaHbl pek-
NaMHble ayanoBu3yasbHble NPOU3BEOEHUS KaK KyMbTYPHbIA NPOAYKT COBPEMEHHOW YKpauHbl. [poaHanna3npoBaHo uc-
KYCCTBO CO3[aHUsi ayanoBuM3yasibHOro0 PEKNaMHOro Posika M pacCMOTPEHbI Pa3HOBUAHOCTU ayAMOBU3YyanbHbIX pekram-
HbIX npousBeaeHuin. BbiBoabl. CoBpemMeHHasi 3KOHOMMKA M OOLWECTBO He MOoryT cyulecTBoBaTb 6e3 peknambi.
Bugeopeknamy 0o HeagaBHUX BPEMEH HE CUMTANWU NPEeAMETOM Hay4yHOro UCCneaoBaHWsi, MOCKOSbKY HEe BUOENWN B HEN
NPU3HaKoB KyNbTYpPHOM NpoAyKUuMK. BMaeoponunkun — aTo HOBLIW BUA ayanMOBU3yarnbHOW XyLOXECTBEHHOW MPOAYKUMN —
ayanoBu3yanbHoe MWHU-MPOU3BEOEHNE, KOPOTKOMETPAXKHbIN unbM, B KOTOPOM KPaTko M MOHATHO nepefaetcsl CyTb
peknamHoro coobueHusi. ABTOp AoKasblBaeT, YTo pa3paboTka peknambl npeBpallaeTcsl B TBOPYECTBO, a pekamHble
BUOEOPOSIMKN — HA ManeHbKMe LWeaeBpbl ayanoBM3yanbHOro MCKyccTBea.

KnroueBble cnoBa: peknama, peknamHble BUAEOPOSINKM, BUAEOKMNMbI, ayanoBu3yasnbHasa npoayKums.
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Zarya Svitlana, Senior lecturer, Department of Pop-art performance National Academy of Managerial Staff of
Culture and Arts

Advertising video as a kind of audio-visual production

The purpose of the work. The study focuses on television advertising as a special form of audio-visual prod-
ucts. The author studies audio-visual promotional videos, their classification and the specificity of their creation process.
The methodology of research consists in using methods of observation, analysis and theoretical generalization of the
data on the practical activity in the field of audio-visual art. In particular, television is one of the renderers of commercials
and the most effective methods of address to a consumer. Through a combination of sound and image with directional
effect on the viewer, the television provides great opportunities to influence a consumer effectively in a short period of
time during the viewing of various television programs. Scientific novelty. The research has studied Ukrainian advertis-
ing audio-visual works as cultural product of modern Ukraine. It has analysed the art of creating of audio-visual commer-
cials and has revised the variety of audio-visual advertising pieces. Conclusions. Modern economy and society cannot
exist without advertising. Video advertising was not considered the subject of scientific studies until recently, because
they did not see any signs of a cultural product in it. The video is a new kind of artistic audio-visual production — an au-
dio-visual mini-masterpiece, a short film, which briefly and clearly transmits the main point of advertising message. The
author proves that the process of advertising development is turning into an art form, and promotional videos — into little
masterpieces of audio-visual art.

Keywords: advertising, promotional videos, videos, audio-visual products.

AKTyanbHiCTb TEMW BaXKKO NEPEOLiHUTU, afXe CydacHa eKOHOMiKa Ta CycnifbCTBO 3araniomMm He Mo-
XyTb icHyBaTn 6e3 peknamu. FK BigOMO, peknama BUHWKINA AyXe OaBHO, a 3 MOsBOK aydioBidyarnbHUX
3acobis iHhopMaUil 3anonoHnna n TenesisinHniA NpocTip. BoHa cTuMynioe nonuT, CNOHyKae KynyBaTu BCe
HOBI 1 HOBi TOBapW, MaHiMymne CBIAOMICTIO CNOXMBaYa, HAMaraeTbCH 3anam'aTaTucb MOMy Ta CTBOPUTU MO-
3UTUBHUI IMIZK KOMMaHii, TMM camMuM BMNSIMBaKOYM Ha CBITOBY €KOHOMIKY. 3raganmo i Npo coujianbHy porb
peknamu, sika anentoe A0 HanKpaLuxX NIOSCbKUX NOYYTTIB: Le | KOXaHHS, i CIMEelHI LiHHOCTI; ue HaragyBaHHSA
npo Te, Wo HeobxigHo Bepertn NpMpoay 1 ogHe OgHOro, NoBaXaTtu pigHY 3eMIo Ta NOLEN, WO Ha Hill npo-
XmBatoTb. [py UbOMy BigOYyBaeTbCH AINCTBO, AKEe PO3ropTae peknamHe 3BEePHEHHS Ta NponoHye opmu
CMOXWBaHHSA ToBapy, WO peknamyeTbcs. OTxe, po3pobka peknamm NepeTBOPHETLCA Ha TBOPYICTb, a pe-
KnamHi BiAeOoponukn — Ha ManeHbki Weaespu ayaiosidyansHOro MMcTeLTBa.

MwucTeutBo3HaBeup T. B. ApxinoBa y cBoOili gucepTauiiHii po6oTi "P0O3BUTOK pUHKY TeneBi3inHOi
peknamu B YkpaiHi" 3a3Havae: "TenebayeHHs € ogHWM i3 HarMBaromiwnx 3acobiB NOLMPEHHS iHdopMmauii,
OCKifNbKM Mae HanbinblWMIN NOTEHUian Ta ogHOYacHO NoegHYeE: 300paXeHHs, 3BYK, PyX, KOMip, TEKCT, peknam-
Hy aprymMeHTauito, MOXNUBICTb "LUMPOKOrO i BY3bKOTO MOBMEHHSA", LLO CNPUSE OOCATHEHHIO MaKCUManbHOT
e(eKTUBHOCTI pekramMHoro 3BepHeHHs peknamogasugs” [2, 18-19].

MepeBara Tenepeknamu nonsrae B TOMy, LLO BOHA BMAMBAE Ha rnggada y 3BUYHIKA, JOMALLHIN
ob6cTaHoBLi. BrukopucToBytoumn 3BYK Ta 06pas, TenebadveHHs 3a Ton camuii Yac nepepgae binblie iHopmalii,
Hi>X, Hanpuknag, ApykoBaHi 3acobu (rasetu, XypHanwu, nnakaT) abo pagio. J1. M. XpomoB cTBepaXyBaB, L0
"nieBicTb Tenepeknamu NigBULLYETLCA TakoX Npu GaraTopasoBoOMY MOKasi 04HOro M TOr0 CaMoro pekrnamHo-
ro matepiany" [7, 78].

PeknamHi Bigeoponukn — Ue 3a3Buyan Hibu maneHbki dinbmu. MNepwnii BiTYN3HSHUIA BiA€OPONuK
Oyno 3HsaTo 1939 poky Ha menogito nicHi "Maponnas" y BUKOHaHHI JleoHiaa YTbocoBa.

Bigeoponuk — Le KOpoTKuiA ayaioBisdyarbHUN TBIp, B OCHOBI SIKOrO pekrnamHe MoBiAOMIEHHS (pek-
namHe CrnoBo), CTBOPEHE Ha MiAcTaBi CUHTe3y aydio- Ta Bigeopsay.

MoHatTa "Bigeoknin" 3'aBWnNocs He Tak AaBHO. B ogHOMY 3i CNOBHUKIB MOrO TPaKTylOTb Tak:
"Bigeoknin — TenesisiHa XyQoXHs iHTepnpeTauis ecTpagHol, NomM- Y1 POK-MiCHi, AK NpaBuro, i3 3acTocyBaH-
HAM "ApoboBOro" MOHTaxXYy i cneuianbHUX edhekTiB. BUKOPUCTOBYETHCA 30Kpema B pekrnaMHux uinax" [5].

Bigeokninu noginsioTe Ha opwuriHanbHi, aHiMauiHi (3 AogaBaHHAM MynbTUANikauii), KoMbBiHOBaHI,
CIOXETHI, AOKyMeHTanbHi Ta (inbMoBi (ypusku 3 pinbmiB). BoHM MOXYTb BYTK PisHUMU: TYMOPUCTUMHUMMU,
aKTyanbHUMK, gpamaTUYHUMK (SIKLWO Le couianbHi ponukn), My3U4YHUMK, pO3BaKanbHUMK, NOBYANbHUMN Ta
nisHaBanbHUMM.

Haykoseub H. O. AHalkiHa 3a3Havana, wo "CBOIM KOPiHHAM TenesisiiHa peknama cnmpaeTbes Ha
kKiHematorpad" [1, 3]. Bigeoponuk mMoxHa 3HATWM Ha BigeonniBky, KIHOMNIBKY 44 Ha uudpy. Bigeo ctBoproe
edeKT MPUCYTHOCTI, a KIHOMMIBKY BUKOPUCTOBYIOTb Ansl edpekTy BiACTOPOHEHOCTI. [nagadv, AkMn 3BUK 00
TenesisiNHMX penopTaxis, cCnpMiMac Bigeomarepian sk Take, Lo BiaOyBaeTbCcsl B peanbHOCTi, TOOTO "TyT i
3apas". Ha niactasi uporo BigdyBaeTbca BUBIp MiXK KiIHO Ta Bif€03MOMKO OS151 CTBOPEHHS peknamu.

KiHo Big Bigeo BiApi3HAETLCH, Hacamnepea, PisKicTio (Y KIHO BinbLl M'Ska KapTUHKa), KOHTPaCTHICTHO,
yacToTol kagpis. KiHonniBka 403BONSAE OTPMMYBATU MEHLLY rMUOMHY Pi3KOCTI, HixX BigeomnniBka.

[na CcTBOpEHHs peknamMHOro ponuka noTpibHe, 3BMYAMHO, 3aMOBIEHHA PEXUCEPY Ha CTBOPEHHS
peknamHoi Kamnarii. MoTim HeobxioHO BMOYAyBaTM CBOK KOHLIEMLiO CTBOPEHHS Bigeokniny. Ons nodvaTtky cnig
0BOB’AI3KOBO 03HANOMMUTUCS i3 3aMPOMNOHOBaHNM TOBapOM, MOTIM MOro AOCMIAUTU: OUIHUTK nepeBarn, KOpucTb
peKknamHoro NPOAyKTy TOWO. loes — ue ocHoBa ponuka. bes rapHoi igei He BapTo cnodiBaTncs Ha OdikyBaHWUi
pesynbTat. CnoyaTky iges — notiM Bigeopsd. [onoBHe ANng iaei — okpecnuty NpaBunbHy MeTy. HacTynHi eTanu —
niTepaTypHWN cueHapii, nigbip mMicusa 3ioMKmM 14 akTopiB (iHOAi FONOBHUM NEPCOHAXEM € 3anpPOrNOHOBaHNIA TOBap).

KoxHuiA nitepaTypHuii cueHapin 6yayeTbest 3a 3akoHaMu gpamMaTyprii, ik ApaMaTUyYHUi TBip, TOOTO
eKcno3unuis, 3aB'a3ka, PO3BUTOK Ail, KynbMiHaLis Ta po3s'a3ka. Arne B ApamaTu4HOMY TBOpi AaeTbcsl Habara-
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To GinblUe Yacy, TOMy B pekramMHuUX Bigeokrinax MoXyTb OyTv HeBenuki 3MiHW. Y peknamMHuX ponukax 3a-
3BMYa NiTepaTypHU cueHapii OyayeTbCs 3a CXEMOK: €KCro3ulisi, 3aB'sidka Ta BMCHOBKW. B ekcnosuuii
BifOyBa€eTbCsl 3HAMOMCTBO i3 CUTyaUi€l, Y 3aB'a3ui HApOoCTae KOHMNIKT, SKUN OTPUMYE NOTiYHY PO3B’A3KY.
Hanpuknag, Taka peknamHa Tema, sk "dpya Ha ynobneHnx pedax”, 3aBepllyetbca cnosamu: "«lfana» — Bce
Bunpanock!" MNoTiM ige BUCHOBOK: YacTille 3a Bce AMKTOP 3ayuTye peknamHui Tekct. Jani moxe 3By4atu
peknamMHUn croraH, KU MOXyTb pOo3cniByBaTU Ha 3pa3ok: "BiaMiHHWMIA pesynbTaTt 6e3 nepennart!”.

Posp’aska B peknami — ue "Pack Short". "lMeKkwoT — ue ¢iHanbHWI NnaH peknaMHoro ponuka. Ha-
npuvknag, SKWo nicns Big3HATOro irpOBOro pornuka Ha ekpaHi 3'aBNsSeTbCA aHiMOBaHWUI KPYMHUIA NiaH ynakos-
KW, CTUMI30BaHWI NOroTun i crioraH komnadii, ue i € nekwot" [4]. Y "Pack Short" mn 6a4yumo acopTumeHT
NPOAYKTY, MOro Ha3By, 4acTo CynpoBOAXKYyBaHy CrOraHOM.

CnoraH — ue "peknamHe racno, 4iTke, 3po3yMine i nakoHi4yHe OPMYItOBaHHSA OCHOBHOI TEMU pek-
NamMHOro 3BepHeHHsi. PipMoBe racro BU3Ha4Ya€e XapakTepHi yHikanbHi 0COBNMBOCTI OisANbHOCTI peknamonas-
us i € enemeHToM chipmoBoro ctuno” [4]. CnoraH — ronoBHUI BUCAIB-hpasa peknamHoro npogykrty. Myauny-
HWIA cnoraH — KOPOTKE MOBHO-MY3WYHe pekinamHe racro.

Konn obpaHo igeto Ta CTBOpPEHO niTepaTypHWA cueHapi, MOYMHAETLCH FOMOBHE — YTiNEHHS
Bi3yanbHOro pilleHHs B XUTTA. CnoyaTky XyAOXKHUK CTBOPKOE PO3KaAPOBKY — CEpilo eckKidiB, ski 306paxyoTb
rOMNoBHi NNaHW peknamu.

PeknamHi Bigeokninu maloTb ByTU LiKaBUMW, NPUEMHUMMW, OOLINBHUMMW, 3anNuLLIATN rapHe BPaXKeHHS
nicns nepernagy. [Nagay NoBUHEH NovyBaTUCS MiCNSA CNPUMHATTA peknamMm Tak, Hibu BiH LWOMHO NoanBMBCA
cBin yniobnernun dinbm. Todi 1 peknamoBaHa npoaykuis éyae maTtn nonut. Konu Ham He Byae nogobaTtuch
peknamMHUi BiAeopOonuK, M1 HIKONM He KyNUMO B MarasuHi Tosap, Npo kUi AisHanucs 3 peknamu.

XpoHoMeTpax pekrnamHoro ponuka — He Ginbwe 30 cekyHA. IHkonuM cueHapin ginbmy HabaraTo
nerwe Hanmcatu, HiXX cueHapii peknamu. 3a ayxe KOpoTkMi Yac Tpeba [oBecTu igeto oo rnsgada. 3a3su-
Yaln peknamHi ponukn pobnsaTtb XpoHomeTpaxeM Ha 15 i 30 cekyHa — Lue Mana Ta poswunpeHa Bepcis. AKwo
BiJEOPONMK MOCTINHO KPYTUTbCA Ha TenebayeHHi, SKWO BiH BUPI3HAETLCA Big IHWWX | CTBOPEHUN
npocdecinHo, To 060B’A3KOBO 3HaNAe CBOrO rfsfaya, a ToBap — NOTEHUIMHOIo NOKYMLS.

Mepwi Bigeoponukn crnoyatky Manu BUrNA4 pi3kol 3MiHM KagpiB, MidHiwWe B kninax no4ana
OOMiHYBaTK CIOXKEeTHa MniHis.

PeknaMHi ponukn AUKTYIOTb MOAY HaLIOro 4yacy, BrfMBalOTb Ha CBITOMNSAA NepeciyHoro rpoMaasiHu-
Ha. [Ina CTBOPEHHS peknamMHUX BiAeopOnuKiB 3anpoLUyoTh Ly KOMaHay — Le pexucepu, gusanHepu, map-
KeTomnoru, NCUXomnoru, rpumMepu, CTUMICTU, cLeHapucTu, oTtorpadu, XyaAoKHUKM Ta 6araTto iHLWKX.

Y Hall Yac ayxe BaXNMBOIO € couianbHa porb peknamu. [Npuknagis Takmx ponukie Mu aHargemo 6a-
rato: ponuk "Ykptenekom" (nigtpuman 6nvxHsoro), TM "AroTuHcbke" ansg poguHu, "Kuisctap" (a3BiHkM 3a
KOPAOH, XMOMYUK [A3BOHUTH MaMi, sika npautoe 3a kopgoHom), TM "Axmag", TM "CensHcbke", Taki
naTpioTU4Hi ponuku, gk "Matpiotn", "YkpaiHa, 3araptoBaHa 6onem" Ta 6araTo iHWuX.

Ocobnueol yBaru notpebytoTb ponukn, agpecoBaHi MOMNOADKHIN ayauTopii, ki "kpawe byaysaTtun 3a
MPUHLMNOM MiKpOinbMy, € € CIOXKET i3 3aB’sI3KOI0, OCHOBHOI YaCTMHOK Ta OOOB’A3KOBOK PO3B’SI3KOH0.
Ockinbkn Mmonogi noan YacTo igeHTudikytoTe cebe 3 nepcoHaxxamu Tenenepeaay i peknamHux ponukie, To-
My BaXknuBo, LWO6 repoi TenepeknaMmm He AeMOHCTpYBanu HeraTuBHUX opm nosegiHkn" [8, 71.

Konu mu 6a4unmo no tenebayeHHo peknaMHui Knin, y akoMy ntogun roTytoTb CMayvHy XXy abo BUKO-
PUCTOBYIOTb SIKMNCb MUIOYMIA 3acib, L0 MOXe NepeTBOpUTU Hally KBapTUpy Maike Ha HoBy ("Bce uucto —
©esgoraHHo umcTo!"), um Konm nepernagaemo peknamy "bayHTi — pacbka Haconoga", Ham gyXe Xo4eTbCs
TEX OMUHUTUCS "Ha pancbKoMy OCTPOBI".

O. deohaHoB cTBEPOKYBAB: "XopoLla pekrnama — Le ManeHbKMn BUTBIp MucTeuTBa. | HeBUNagkoBo
B Pi3HMX KpalHax NpoBOAATLCA KOHKYPCU peKknamMHoi NpoaykKuii. 3Bny4anHo, ganeko He BCi peKkrnamHi ponvku €
TBOpaMu mucTtelTBa. XoTinocsa 6, wob Hawa peknama 3baradvysana Hawly Kynetypy" [6].

IHKONK 3ycTpivaloTbCA peknamu, ki ayxe nogobatoTbCs i BUKIMKAOTb NO3UTUBHI eMoLii abo npocTo
cMmix. 'ymop y peknami — Lie TakoX KpoK A0 ycnixy. Arne 1oro B peknami Tpeba nogaeatu AyxXe TOHKO, LLo0
Hikoro He 06pa3nTu. He BCiM cLeHapucTam Le 4o cHarv. CMilLHi ponuykM Kpallle 3anam’ siToBYHTbCS. Ackpa-
BUIN, 'YMOPUCTUYMHWUIA pPEKNaMHUIA POSMK BUILLOB HeloaaBHO Ha TenebadeHHi TM "Kny6 cupy" ans "OuTayo-
ro cupy". Bunyctuno uen ponuk areHtctBo "Provid", pexwucep ponuka f. YeBakeBCbkURW, onepaTop
O. XopoLuko. Y uboMy Knini 30BCIM HEMaE TEKCTY, NULLE 3BYYUTbL rapHa MicHs, i Benuka guTnHa, Ha CBili AeHb
HapoOKeHHs y 48 pokiB icTb came Len cup. MysmdyHuM hoHOM NPOTArom yciel peknamu € nicHs "You are my
destiny", Wwo B nepeknagi o3Havae "Tu mos gona". FonoBHa akTpuca, ska rpae mamy, — O. YedenbHuubKa.
BoHa 4ygoBa BokarnicTka, npoTe 3Havwna cebe B akTopchbki npodecii. Peknamy xoyeTbca nepernagatv n
3HaxoauUTWN BCe HOBI Ta HOBI AeTani.

IHoai ponuk B edbipi He Noka3yloTb cnoYvaTky 40 KiHUS, a 6epyTb SKMINCb parMeHT ponuka, a noTiM
JalTb agpecy Ha "YouTube" gns nepernsgy MNOBHOI peknamu. Taky HOBU3HY B peknami MO3MTUBHO
cnpunmae rnagad. barato niogen o60B’A3KOBO 3andyTh Ha 3anpONOHOBAHUIN CanT NepernaHyTM ponuk. laoes
akTyanbHa Ta Likasa.

Bigeoponuku noginsaoTb Ha Taki BUAW:

1. MNceBgoHaykoBUA. Y Takux Bigeoponukax nocunarTbCs Ha OYMKY YYeHuX, Ski HIBuTo gocnigunu
peknamMoBaHUi ToBap i MNiCNS LbOro0 MOro pekomeHayTb. Lle peknamu wamMnyHiB, Kpemis, FikapCbKux
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npenaparTiB, 3yOHUX NacT Towo. Y BiAeOpOnukax rofloBHOK € HayKoBa OCHOBa. FK, Hanpuknag, peknamHi
ponukn: "Mr.Muscle" — "Cuna Hayku gna 4mctotu", kpeM anga pyk "bapxatHi pyyku", Muno ang iHTUMHOI
ririeHn "ITakTaumng", Kpem Big 3amopLuok "Garnier", wamnyHe "Yucta niHia", TM "Zibert".

2. Onepatopcbkuin. NonosHa poboTa B LMX ponukax — ornepatopcbka. 3aBOaHHAM onepatopa €
edheKkTHO NPOAEMOHCTpYBaTK ToBap. YacTiwe 3a BCe 3anpoLuyioTb 3aKOPAOHHMX crieuianicTiB. Taki kagpu
[Oporo KowTyloTb. [lpyM CTBOpeHHI ponukiB 00’eQHYOTb HaTyparbHi 3MOMKM Ta 3acobu KoMn'loTepHOI
rpaciku. MNpuknagammn MoxyTb ByTK peknamHi ponuku TM "Pocaga", onepatopom skoro 6yB K. HikonanceH
(wurHKn gns mokpux gopir); TM "Mepeninka”, onepatop Joel Cartier; "Ksac Tapac binuin" — onepatop Janis
Eqglitis.

3. PenopTaxHui. [Hkonu, Wwob He cTBOptOBaTH irpOBUIA BiAEOPOSMK, 4OCTAaTHLO PENOPTaXKHOrO PONnu-
Ka 4M KOPOTKOI 3acTaBku. [Msgay anBuTbCa iHDOPMAaLUiMHUMI TEKCT i Bigeopsas, Wwo noro cynposogxye. Lle
HaTypanbHi 3nomku. Peknama "Uenbcin” (paketa "Uenbcin” BuxoguTts Ha Opbity), TM "llbsiBCbKe" (Cepis
ponuKiB NPO HapoAHi cBATa), cepis ponukis "Anbgda 6aHky".

4. MNMocTtaHoBoYHMI. Lle Bigeoponukuy, y sknx mae o6oB’sA3K0BO ByTU cueHapin i akack iHTpura. Jo ix
NPOAYKYBaHHS 3aryyaloTb akTopiB, a TaKOX BMKOPUCTOBYIOTb KOMM'OTepHy rpadiky. TM "bBawwnHcbkmin"
(Pinenni cocuckn), cepia ponukis "ONX" (Mpoaaetbes Bce), naTpioTuyHa cepis "MNoBepTantecs Xnsmmn'.

5. MNpocTe oronoweHHs (iHdpopMauinHa peknama). Lle ocuTb Hegopornn peknaMmHuiA ponuK, SKUR
BiOPI3HAETLCA Bif TBOPYOi peknamu. Hanpuknag, Bigkputta 6yaisensHoro rinepmapkeTty "EniueHTp".

6. [lemoHcTpauis. PeknamHi ToBapn AEMOHCTPYIOTb Pi3HUMKU cnocobamu: nNig Yac BUKOPUCTaHHS, 00
Ta nicnsa BUNpobyBaHHSA, Y NOPIBHAHHI 3 iHWWMK 3acobamn (Hanpuknag, peknama npansHux nopotukis). [o-
noBHe, WO6 Taki ponuk1 Bynu UikaBUMmn Ta 3po3yMiniumMu.

7. CBigouTBO. Y Takmx ponimkax MOXyTb BpaTtu yyacTb Ak BugaTHi noan, Tak i 3BuyaiHi. FonosHe —
nepekoHaTu nogen noeipuTu B peknamoBaHuin Toeap. Hanpuknag, peknama 3y6Hoi nactu "Colgate".

8. XaHposi cueHkn. Lle cueHku, y akmx GepyTb ydacTb akTopu. [Npuknagom MOXyTb Cnyryeatu
peknamHi ponukn TM "Kny6 cupy”, "Outauunin cup”, "Kuiectap" (3a yvacTio |. PosaHoBoi).

9. Cnocib XuTTd. Y Takux TenesisiMHUX Bigdeoponukax MnokasylTb Noden 3i CBOIM CTUMEM XUTTS.
Hanpwuknag, ponvkn TM "Ceitod", "MisiHa", "Nescafe".

10. AHimauinHi. AHimauia mMoxe OyTM ManbOBaHOW, IAMbKOBOK, 3a AOMOMOroK KOMM'HOTEPHOT
rpadiky Ta HaBiTb i3 BUKOPUCTAHHSAM Nas3epHOi TEXHIKU. Y TaKkuUX porvKax BUKOPUCTOBYOTb HamMaribOBaHUX
repoie abo kKoMm’lOTEPHUX, AK, Hanpuknag, peknamu "Knsuuk", "KiHgep", "leponakt”. Taki peknamu KowTy-
I0Tb HabaraTo AelueBLle Ta 3pobneHi ona aiten.

11. Ponukun-cepiann. Y mexax ogHiel peknamHoi kamnaHii MOXyTb AEMOHCTPYBATU Cepito MOB'A3aHMX
Mk coboto ponuki. Hambinbw Bigomi peknamHi cepianu — "Anbca-6aHk", npaneHun nopowok "lana",
nikapcbkni 3acid "Mes3um" Ta iH. Cepep cyvyacHUX peKknaMHuMX cepianis MOXHa BUAINUTK peknamy coky "Ca-
Aodok", wokonagy "Ceitoy", nopowwky "Tide", mutoyoro 3acoby "Mictep Myckyn", "BaHiw" Ta iH.

LLlo6 peknama kpalle 3anam’siToByBanach, BUKOPUCTOBYIOTb Pi3Hi 3acobu: Boano nigidpaHun myaund-
HUA (POH, LiKaBUA CIOXET, OpUriHanbHUN 3MICT, TanaHOBWUTI aKkTopu, OUKTOPU, KpacuBi noan, 4itm, Yygosa
npupoaa, He3BuYarHi KONbopKW, TEXHIYHI MOXITMBOCTI Y 3MOMKaxX Ta MOHTaXy 1 iH.

M. B. MacnoBa Haromnowye: "TBOpYICTb — Lie CBiJOMa OiANbHICTb, ¥ MPOLECi AKOI po3pobnaoTbes i
3aCTOCOBYIOTLCA OpuriHanbHi igei Ta piweHHsa. PeknamHuin ponuk, Skun aBnsie coboro cBoepigHuin cnmbios
MUCTeUTBa i KoMepLii, Y SKoMYy AOUINbHO CMiBBIAHOCUMTBLCS €CTeTuKa i mparmaTtuka, MoXe He Tinbku edek-
TMBHO MNpaLtoBaTu, ane n NPUHOCUMTY 3a00BOMEHHs Big noro nepernagy” [3, 10].

BaraTto pexucepis CBiTy 3anmanucsa 3ioMmkamu peknamHmx ponukis. Lie A. Konyanoscebkuin, . Ka-
MepoH, J1. BeccoH, K. Jlentow Ta iH. Maiixe BCi BOHU MOYMHaNM 3 peknamu.

MigcymoBytoun ckasaHe BuLle, MOXHa 3poOUTU BUCHOBOK, LLO TENeBidiiHa peknama, 6e3yMoBHO, €
MOTYXXHUM CYCMINIbHUM i KyNbTYpHUM MeXaHi3MOM BNNuBY Ha MacoBy aygutopito. CyvacHa ekoHomika Ta
CYCNiNbCTBO HE MOXYTb iCHyBaTV 6e3 peknamu. Ak KynbTypHUA (PeHOMEH BOHa Biirpae BaXnuey ponb Ansg
30epexeHHa HauioHanbHOI KynbTypu Ta Tpaguuin. Bigeoponuknm — Le HOBUM BuA aynioBidyanbHOI
MUCTELbKOT NpoayKLii. ABTOpP AOBOAUTbL, WO po3pobka peknamu nepeTBOPHETLCA Ha TBOPYICTb, a pekrnaMHi
BiJEOPONVKN — Ha aydioBi3yarbHi TBOPW.
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THE CONFLICT OF EMOTION AND DUTY
IN THE INTONATION DRAMA LES DANAIDES BY A. SALIERI

The research defines the peculiarities of embodiment of the conflict of emotion and duty in the intonation drama
of Les Danaides by A. Salieri. With the purpose to cover the topic, the author uses the structural-functional method, in-
tended for the study of compositional-dramatic aspect of the opera of the Italian composer, whose artistic works unrea-
sonably had been fallen into oblivion. The study of the opera Les Danaides, which ranges among the masterpieces of the
ingenious Master, helps to make the following conclusion — the Salieri’s invention is prophetic for the future opera history.
The main theme is based on the conflict of emotion and duty. The main idea of the central core of meaning of the opera
is developed. It consists in antagonism of two antinomic mentality systems, one of which is formed by incompatible with
the idea of duty revenge, barbarity, cruelty, oath-breaking, when the other one — self-giving love within marriage, having
a value of sacred duty. Originality of interpretation of the conflict of emotion and duty consists in identification of self-
giving love with duty. Solution to the main conflict of the age of Enlightenment shows: A. Salieri predicted its romantic
interpretation, where emotions dominate duty, seems like love wins the rule of fate. The study shows that the composer
not only embodied progressive interpretations of the genre developed by Gluck who had already finished his career and
Mozart rising fast to the opera Olympus but predicted the future opera innovations. In the 80th of the XVIII century,
A. Salieri as well as V.A. Mozart succeeded the ideas of Gluck reform. But he did not so much imitate him as interpreted
the innovative achievements of his predecessor and brought out his individuality. Relationship between heroic and lyric
dramas of Salieri’'s opera helps to reveal the main conflict of the age of Enlightenment — collision of the ideal and the
fatal. The study of peculiarities of the development of the conflict of emotion and duty in the intonation drama Les
Danaides and finding of intonemas-symbols thanks to which the semantization of opera drama takes place (in particular
intonema of fate, emotional trembling, fury and bond of love) promote the determination of historic role of A. Salieri in the
process of the development of not only music drama of the age of Enlightenment but of future opera.

Keywords: intonema, the ideal, the fatal, symbols, the drama.

JTro BiHb, acrniipaHmka XapkiecbKoi 0epxxasHoi akademil Kyribmypu

KoHdpnikT nouyTTs Ta 060B’sI3KY B iHTOHaLWiNHiN gpamaTtyprii onepu A. Canbepi "OaHaign"

BcraHoBneHo 0COGNMBOCTI BTINMEHHsI KOHMpMIKTY ModyTTs Ta 0OOB'A3KYy B iHTOHAUiMHIN gpamartyprii onepu
A. Canbepi "[aHaign". 3 MeTol PO3KPUTTA TeMn AOCHIMKEHHS BUKOPUCTAHUM CTPYKTYPHO-PYHKLIOHANbHUA METOA
aHanisy, Npu3Ha4YeHun ONs BUBYEHHS KOMMO3MLINHO-ApamaTtyprivHMX OCHOB Ornepu iTanincbkoro KoMnosuTopa, TBop4a
chnajLumHa sikoro AoBrvi nepiod Yacy 6esnigcrtaBHo nepebysana B 3abyTTi. AHani3 onepu "[aHaiaun", wo BigHOCUTLCS A0
yucna LeaespiB reHianbHoro MawncTtpa, cnpusie o6rpyHTyBaHHIO BUCHOBKY, LWO BigkpuTTa A. Canbepi € npopoyvmu B
icTopii onepy MabyTHLOrO. MONOBHUIA 3MICT TBOPY OCHOBaHWIA Ha PO3KPUTTI KOHMNIKTY NodyTTs Ta 060B’s13ky. Po3kpuTo
CYTHICTb LleHTpanbHOI TeMU onepu, sika nonarae y npoTuaii ABOX aHTUHOMIYHUX CUCTEM CBITOCMPUAHATTH, OOHY 3 SKUX
YTBOPIOIOTb HECYMICHI 3 ifeeto 060B’sAI3Ky MOMCTa, BapBapCTBO, XOPCTOKICTb, MOPYLUEHHS KNATBW, TOA K iHLLY — )XepTOB-
Ha noboB y Wwntobi, ska HabyBae 3HaueHHs1 cBATOro 060B'a3Kky. CBOEPIAHICTL iHTepnpeTaLii KOHdMIKTY NoYyTTH | 060B's-
3Ky nonsrae B igeHTudikauii >xepToBHOI NMtobOOoBi i3 060B'I3kOM. PilleHHs ronoBHOro KoHdnikTy 0obu MpocsiTHWMULTBA

© Liu Bing, 2016
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cBiguutb: A. Canbepi nepenbaymB MOro poMaHTUYHE TPaKTyBaHHS, 3rigHO 3 SIKUM MOYYTTA MaHye Hag obOoB’sI3KOM,
nodibHo go Toro, sik No6oB nepemarae Bnagy datymy. AHania nokasas, WO KOMMNO3UTOP HEe Tiflbku BTINMB MNPOrpecuBHi
TPaKTyBaHHS XaHpy, siki cdopmysanucsi B TBopyocTi K. B. 'nioka, una kap'epa Bxe 6yna 3aBeplueHa, i B. A. MouapTa,
AIKMA CTPIMKO BMXOAMB [0 BepLlumH onepHoro Onimny, a 1 nepegbayvs onepHi HoBauii manbyTHboro. A. Canbepi, §K i
B. A. MouapT, B 80-Ti pokun XVIII cTtoniTTsa, ycnaakysas igei rmokiBcbkoi pedpopmn. OfHaK BUCTYNMB HE CTiNbKK Y poni
CKPOMHOrO HacnigyBauya, CKiflbkv TBOPYO NEPENOMMB HOBATOPChKi 3000YTKM nonepeaHnka Ta Po3KPUB BNACHY XyOOXKHIO
iHaMBIiayanbHicTb. B3aemogia aopam repoiko-TpariyHoro i nipyyHoro amicTy B onepi A. Canbepi cnpusie po3kpuTTIO BU3Ha-
YanbHoro koHdMikTy cToniTTa MpOoCBITHULTBA — 3iTKHEHHS ideanbHOro Ta dartanbHoro. BuByeHHs ocobnueocTen pos-
ropTaHHs KOHGMIKTY NOYyTTA Ta 0OOB'A3KY B iHTOHALIMHIA ApamaTyprii "daHaign", 3HaxomKeHHs1 iHTOHEM-CMMBONIB, 3aB-
OsIKM SKMM BiAOYBa€eTbCSt cemaHTu3aLlisi onepHoi ApamaTyprii (3okpema, iHToHeM daTyMy, AYyLUEBHOIO TPEMTiHHS, MioTi,
NoBOBHMX 3B'A3KIB) CMPUSiE BCTAHOBMNEHHIO icTopuyHOi poni A.Canbepi B NpoLeci po3BUTKY HE TiflbKM My3W4HOI Apamu
enoxw MNpocBiTHUUTBA, a 1 onepy ManbyTHLOrO.
KnroyoBi cnoBa: iHTOHEMa, ineanbHe, daTanbHe, CUMBOMNKW, ApamaTyprisi.

Jlro BuHb, acrniupaHmka XapbKogckol 2ocydapcmeeHHOU akademuu Kyrbmyphbl

KoHdbnukT yyBCcTBa 1 gonra B UHTOHaLMOHHOW ApamaTyprum onepbl A. Canbepu "OaHangb!”

YcTaHoBneHbl 0COBGEHHOCTUN BOMMOLLEHNS KOHpnUKTa YyBCTBa W A0Mnra B MHTOHALMOHHOW ApamaTtyprin onepsbl
A. Canbepn "OaHangbl”. C uenbio packpbiTUS TEMbl UCCIEA0BAHNSA UCMONBb30BaH CTPYKTYPHO-(YHKLUMOHAMNbHBLIN METOA,
aHanusa, npeaHasHaYeHHbI Ans U3yYeHUs KOMMO3ULMOHHO-ApamMaTypriyeckux OCHOB Onepbl UTarnbsAHCKOro KOMMo3u-
TOpa, TBOpPYECKOE Hacrneame KOTOpOoro AOMrvii Nepuoa BpemeHn 6e30cHOBaTeNbHO Haxoaunocb B 3abBeHun. AHanus
onepbl "OaHanapl", kKOTOpasi OTHOCUTCS K YMCNY LeaeBpoB reHnanbHoro MacTepa, cnocobcTByeT 060CHOBaHHOMY Bbl-
BoAy — OTKpbITMe A. Canbepu SBNsieTcs NpopoYeCckUM B UCTOpUM onepbl Oyayulero. [MaBHOe coaepXkaHne npousseae-
HUSE OCHOBaHO Ha PacKpbITUM KOHMNUKTa YyBCTBa M gonra. Packpbita CyLHOCTb LieHTparnbHOW TeMbl Onepbl, CyLLIHOCTb
KOTOPOW 3aKnioyaeTcs B NPOTUBOLENCTBUM ABYX aHTUHOMUYECKUX CUCTEM MUPOBOCTPUATUSA, OHY M3 KOTOPbIX 0bpa3y-
0T HECOBMECTUMbIE C ueen aonra MecTb, BapBapCTBO, XXECTOKOCTb, HapyLLEHWe KNATBbI, TOrAa Kak Apyras — XepTBeH-
Has noboBb B Opake, NpuHABLUIAs 3HavYeHue CcBsATon obszaHHocTu. CBoeobpasve nHTepnperaumnm KoHNMKTa YyBCcTea U
Jorra 3akntoyaeTcs B uaeHTUdMKaLmMmn XepTBEHHOM NobBU ¢ 00si3aHHOCTLI0. PelleHne rmaBHOro KOHQMKTa 3noxwu
MpoceelueHusa ceuaetenncTeyeT: A. Canbepu npeackasan ero pOMaHTUYECKY0 TPaKTOBKY, COrMacHO KOTOPON YyBCTBa
rocrnoAcTBYHOT HaJ 06513aHHOCTLIO, BPOAE TOro, Kak NnioboBb NobexaaeT BnacTb poka. AHanu3 nokasari, 4To KOMNo3uTop
He TONMbKO BOMMOTUN NPOrpeccuBHbIE TPAKTOBKU XaHpa, KoTopble copmupoBanuch B TBopyectBe K. B. MMioka, 4bs
Kapbepa yxe bbina 3aBeplieHa, n B. A. MouapTa, cTpeMUTeNbHO BOCXOASILLEro K BepluimHam onepHoro Onumna, Ho u
npeackasan onepHble HoBauum 6yayuwero. A. Canbepy, kak n B. A. MouapT B 80-e roabl XVIII Beka, yHacnegosan naeu
rnioKoBckon pecpopmbl. OAHaKO BbICTYMWI HE CTONBKO B POIN CKPOMHOMO nofpakartens, CKOfIbKO TBOPYECKN nepenomun
HOBaTOPCKME AOCTVXEHWUs MpedllecTBEHHMKA WU pacKpbin CBOK MHAMBUAYyanbHOCTb. B3anmopencTene gpam repouvko-
repou4eckoro 1 Nnpuyeckoro cogepxxaHusi B onepe A. Canbepun cnocobCcTBYeT pacKkpbITUIO onpedensitoLero KoHnmkTa
Beka [MpocBeLleHns — CTONKHOBEHWE naeanbHOro U datanbHoro. MisydyeHne ocobeHHoCTel pa3BuTUS KOHIMKTa YyBCT-
Ba M Aonra B UHTOHaAUWOHHONM Apamatyprum "daHana", HaxoxaeHne MHTOHeEM-CMMBOSIOB, Griarogapsi KOTOpbIM NMPOUCXO-
OWT CEMaHTU3aums onepHon ApamaTtyprm (B YaCTHOCTM, UHTOHEM pokKa, OyLUEBHON OPOXW, APOCTH, NIOOOBHBIX y3) Cro-
cobCTBYET yCTaHOBMNEHMIO nctopuyeckon ponu A. Canbepu B npouecce pasBUTUS He TONMbKO My3blKanbHOW Apambl
anoxu lNMpoceelueHmns, HO 1 onepbl ByayLLero.

KnioueBble cnoBa: MHTOHEMA, uaearnbHoe, datansHoe, CUMBOMbI, ApamMaTyprus.

The rationale for the study. The study of the operatic works by A. Salieri is one of the most topical
tasks of the musical science of today. The tragic fate of the legacy of the outstanding composer of the last
third of the 18th century, whose works had played a highly important historic and artistic role in the context of
the formation of the ideals of the era, being an example of perfection for his great contemporaries and de-
scendants, was defined by the lack of attention of scholars and artists for a long time. Putting the historical
record with regard to the personality and works of A. Salieri straight is associated with the problematic study
of the works penned by him. The works of significant historic and artistic potential still remaining unrevealed
and out of demand both in music science and performing art include Les Danaides, which, according to
M. Dietz, became "one of Salieri’s best operas, on a par with Tarare" [5, 230 — 231]. Writtenin1784 based on
the libretto by an associate of Gluck’s opera reform Ranieride’ Calzabigi, originally intended for "Chevalier
Gluck", the opera by W.A. Mozart’s rival was an example of the interaction of the reformist concept of "the
Knight of the Golden Spur Order" (in Les Danaides, as Ye. Braudo points out, Antonio Salieri showed him-
self "a totally worthy student of Gluck" [1, 105]) and those insights into the world of the opera to come that its
author had had. One of the groundbreaking insights is the interaction of the genre features of heroic-tragic
and lyrical drama embodied on the scale of French lyrical tragedy. The interaction of heroic-tragic and lyrical
drama in A. Salieri’s opera contributes to the elaboration of the key conflict of the Age of Enlightenment-— that
of emotion and duty. The study of the peculiarities of the development of the conflict emotion and duty in the
intonation drama of Les Danaides contributes to establishing the historic role of A. Salieri in the formation
process of not only the opera of the Age of Enlightenment, but also the opera to come, which is also a topical
task of modern music science.

The purpose of the study is to reveal the peculiarities of the embodiment of the conflict of emotion
and duty in the intonation drama of Les Danaides by A. Salieri.

The object of the study is the intonation drama of Les Danaides by A. Salieri.

The subject of the study is the conflict of emotion and duty in the intonation drama Les Danaides by
A. Salieri.
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The distinctive feature of the drama of Les Danaides by A. Salieri, written on the model of French
lyrical tragedy, is the interaction of the genre features of heroic-tragic and lyrical drama types. The depth of
the mutual penetration of the genre features specified is evidenced, in particular, by the fact that such char-
acters as Hypermnestre and Lyncée represent the lyrical and heroic-tragic genre spheres of opera to a
greater or lesser extent. At the same time, the dominating role in this couple in terms of participation in the
development of the conflict of emotion and duty belongs to Hypermnestre, whereas the passive function
mostly belongs to Lyncée. The father of the Danaids, King Danaus, is also immediately involved in the de-
velopment of the conflict of emotion and duty: his belonging to the unfolding of the conflict of emotion and
duty is indisputable from the very beginning of the opera (the scene of the oath to Juno from Act 1), in the
scenes of the spiritual battle with Hypermnestre, who defends the idea of friendship between feuding kings
and prevents the slaughter of Lyncée, to whom she swore an oath of marital fidelity.

The intonation drama of Les Danaides by A. Salieri is symbolized and semanticized.

The interaction of the traditional features inherent in the operatic exposition of the idyllic action and
the prototypes of the upcoming tragedy that interrupt its unfolding is characteristic of Scene 1of Act 1.

The set design of Scene 1 ofAct1 is distinguished by the classical picture for idyllic action: a clear
morning, a seascape, Juno’s temple, at whose gates the Danaids marrying the sons of Aegyptus swear the
oath of chastity and peace (which they are going to break soon).

The triumphal and solemn orchestral overture of the sacra scene (fanfare intonations, a dotted
rhythm and the genre features of a march-hymn) precede the choir scene of the oath of the sons of Aegyptus
and the daughters of Danaus. The significance of Danais’ address to Juno, who is called by the Danaids’ fa-
ther to witness the oath (recitativo-secco D-dur) is emphasized by the composer with the pausation of the or-
chestra: the hero’s words play a fateful role in the elaboration of the opera’s concept. The heroic ascendant
step in the tutti orchestra along Es-dur in octave dubbing evidences the pro-Beethoven take on the tonality of
the Sinfonia Eroica. The genre features of the dialogue of agreement in the oath of Danalis and Lyncéeare ex-
pressed both on the verbal (calls to Juno, the patroness of marital duties) and intonation level (the descendant
fourth in Danais’ part seems to be "mirrored" in Lyncée’s answering replica, where it is represented as a de-
scendant step). The flair darkens in the second section of the scene, when those involved in the action, while
calling Juno to witness, describe the visitations that are to affect them in case of oath-breaking (the prototype of
the final picture of vengeance). It is here that the first vision of hell in the opera emerges (the intonations of
doom — recitations in one sound, rage, the musical symbols of the "horrible" including the movement along the
sounds of diminished harmonies), forestalling the tragic outcome. Thus, the principle of invasion of tragic pre-
monitions is established as one of the fundamental ones in the intonation drama of the opera.

The sections of Scene | are based on the principle of fundamental contrast. The pictures, the first of
which vividly portrays "a day of peace" and the following — the imaginary vengeance awaiting oath-breakers
(the "darkening" of the flair), are contrasted on the basis of the assembly drama method: the lack of a linking
construction confers a surprise effect to the development stages of action in Picture 1 (which matches the
peculiarities of development of the operatic plot). The picture of "a happy day" (I section, Allegro vivace) is
replaced by a vision of the Day of Wrath (Il section).

The principles of intonation drama used by A. Salieri in Scene 1 of Act 1 include the rapid transition
from one affect to another: from heroic idyll through lyrical climax to the fatal premonition and the return to
the original state. As a result, another principle of intonation drama, the arched structure of the scene, re-
veals its significance.

A. Salieri, overcoming the conventions of the number structure of opera, resorts to the continuous
organization of the course of action in the scene based on the method of operatic symphonic style. "Les
Danaides," L. Kirilina points out, "have a feature usually lacking in both Italian and French composers of the
18th century, which they could not teach Gluck either: symphonic thinking, the ability to create a large whole
not from small fragments or elaborate and completed numbers, but rather from the natural development of
thematic and harmonic material. Gluck was raised by the masters of the baroque age. Salieri as a composer
is significantly closer to the Viennese classics: he has a good command of the sonata form and is able to
create dynamic numbers and scenes, using the principle of continuous development (developing rather than
beading short sections)" [2, 64].

Scene 1of Act 1 is the prototype of the development of the whole action of the opera: from the oath
of friendship and love to fatal vengeance, which allows interpreting it as a kind of prologue.

The operatic drama of "Les Danaides" by A. Salieri is distinguished by the semantization of the intona-
tion process. The key intonation ideas embodying the heroic and the glorifying include quart and quint steps,
dotted rhythm, ascendant movement along the sounds of the major triad; recitations in one sound, steps along
the sounds of diminished harmonies, the "rage passages" symbolizing the fatal sphere, the intonations of sighs
and steps into the sixth related to the embodiment of the lyrical principle interacting with the lamentation style.

The 11l Section of Scene 1(maestoso), which his based on the return of the light, glorifying wedding
images, is also contrasted with the previous section on the principle of fundamental contrast, based on the
assembly drama method. The choral address to Hymen returns the action to the atmosphere of heroic idyll
characteristic of the start of the action. The most important intonation signs of the "O come from heaven,
quiet Hymen" choral scene are: the theme — the catabasis symbolizing the patronage of the god of love
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bonds, recitations in one sound symbolizing the "peace law" uniting hearts, the ascendant movement along
the sounds of the six four chord. Such is the appearance of such principle of intonation drama as reintona-
tion-based re-semantization, when the intonation image, while retaining its fundamental features, changes its
expressive nature by transforming to an extent.

One of the manifestations of the sharp alternation principle in Scene | of Act 1 is the timbre contrast
of the choral mass, the orchestral tutti and solo vocal passages. For instance, the choral address to Hymen
is surrounded by tutti passages.

The fourth and final section of Scene 1 of Act 1 is a series of monologues following each other —
those of Plancippe (sister to Hypermnestre) and Danaus. The theme of Plancippe’s monologue about tender
love opening Section 4 is developed continuously throughout the section. It should be defined as the "love
bond theme". The theme is an interaction of several intonemas. One of them is a derivative from the
"O Come Hymen" choral catabasis, the second one, an ascendant step into the major sixth as an embodi-
ment of the lyrical principle, performs the continuity function, uniting two developments of Hymen’s catabasis
(the second being a tone higher than the first one, which means greater insistence emerging when the ad-
dress is pronounced for the second time).

As for the monologue of Danalis closing Scene 1, being based on symbolic intonemes is also charac-
teristic of it. Danaus’ monologue implements the principle of the intonation and dramatic process that distin-
guishes Scene 1 on the whole: the transition from the bright images of love to the threatening premonitions of
the deadly outcome. Danais’ monologue consists of two parts. In the first of its parts, gloomy orchestral "repli-
cas" (the ascendant step to the augmented forth in the bass part and to the eleventh in the string part) interrupt
the deceitful salutes of the cruel father addressed to the marrying couples. The orchestra’s incursions in section
1 of Danais’ monologue represent the image of the "sudden blow" being prepared by the revenge-hungry oath-
breaker king. In this way, the composer exposes the culpable king’s pseudo-greeting words as lies, laying bare
his true intentions, unknown to anyone thus far. The penetration of the traits of psychologization in Danals’
image corresponding to the type of the operatic villain is also important. While profiling Danaus, A. Saliericomes
across as a prophet of the development of the opera to come: the psychologization of the images of evil-
bearers is, as a rule, associated with the Romantic period in the genre’s history.

As for the second part, closing the | Scene of Act 1 in Danals’ monologue, the sense images fore-
boding the tragic outcome appear there not only in its intonation sphere, but also in its verbal sequence. These
include the symbolic words death, blow and fate, introduce dint of the verbal text of the opera for the first time,
as well as the presage phrase full of tragic symbolic sense: "at any moment can the fatal boat carry off without
return; none of us know what kind of fate the Parca is going to prepare for them one day." Combined with the
recitations in one sound dominating the orchestral and vocal parts (the intonation symbol of doom), the orches-
tral tremolos symbolizing the flutter of the soul (gaining the meaning of the symbols of gods’ wrath descending
upon the oath-breakers further on), Danais’ words about the suddenness of death and the fatal blow in his
monologue closing Scene 1 gain the meaning of a secret presentiment of a tragic outcome. The monologue of
Danals feature the names of gods not mentioned in the opera before — those of Bacchus (in part 1) and Parca
(in part 2). The symbolism of the image name of Bacchus is ambiguous in the operatic drama of Les Danaides.
The attribute associated with it, wine (in Act 3 of the opera) is going to turn to blood in Hypermnestre’s eyes,
symbolizing the future transformation of joy into sorrow, the sea of blood to be spilled by Danals, drunk on re-
venge (idéefix), mad with overindulgence and insensible to pity. This means that not only the immediate con-
nections between the scenes of the opera, but also the indirect ones, working at significant distances, play an
important role in A. Salieri’'s opera. As a true composer-dramatist, A. Salieri does not leave a single detalil,
whose significance is sometimes revealed gradually, subtly (as, for instance, is the case for the scene where
wine turns to blood), unattended. As for Parca’s name, its introduction signifies the entry of the "power of fate"
into effect, which is to unite all the characters of the opera in its fatal pre determinacy. Thus, the overall logic of
Scene1 of Act 1, from intoxication with joy to the presentiment of a tragic outcome, reflected in the structure of
Danaus’ monologue, is also embodied in the nominal drama of the opera.

Scene 1 ends in a fatal omen of an unknown outcome, which was, nevertheless, expected by the
treacherous Danals. The interaction of the actual course of events and the secret portent of the future tragic
outcome lend a certain duality, semantic ambiguousness, a kind of two-worldness, whose manifestations, as
a rule, correspond to the beginning of Romanticism in the history of music, to the action.

The overall patterns of the structure of Scene 1 of Act 1 allow drawing a conclusion concerning the
role of the principle of contrast between the ideal (the oath of peace and love) and tragic, fatal spheres. The
ideal and the tragic are contrasted based on the patterns of the assembly drama principle. For instance, the
idea of a "sudden blow", light being displaced by dark, which is leading in the arrangement of the content of
the whole opera, is asserted in the drama of Scene 1 of Act 1. The principle of contrast between light and
dark formed in Scene 1 of Act 1 is going to become recurrent, uniting the course of the musical drama of the
whole opera. At the same time, as the action unfolds, the shine of the light is becoming more and more oc-
casional, whereas the incursions of the dark — more and more massive.

Scene 2 opens with the recitative and love duo of Lyncée and Hypermnestre. The intonation drama
of the recitative and the duo (agreement) is based on the intoneme of love bond resulting from the associa-
tion of the lyrical with Hymen’s patronage (the descendant steps in the characters’ parts gained the meaning
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of the intonation symbol of love). The commonality of the lyrical principle uniting Scene 1 and the beginning
of Scene 2 is evidenced not only by intonation commonality, but also by verbal one ("blessed, happy bond").
The abundance of descendant steps symbolizing the images of love and tenderness may be interpreted as
Hymen’s blessing accompanying the characters. Alongside with the recurring role of the intoneme symbolizing
the love bond, features of arc drama that allow rendering a kind of unity to scenes, events and feelings remote
in time and space by building complex, conflicting connections between them form. Unlike the public "oath of
love and peace" opening the opera, the love recitative and duo of Lyncée and Hypermnestre gains the mean-
ing of an oath of loyalty swore by a married couple to each other in private, calling God to witness (the final sec-
tion). The oath of chastity correlates with the beginning of the action of Picture 1 as its brief reminiscence sub-
jected to lyricization. The orchestral tremolo conveys the inquietude seizing the characters. The occasional
semantic images of fear, presentiment of an unknown threat deceitfulness of happiness are associated with the
introduction of the echoes of the theme of doom into Lyncée’s part. Such inter action of hope of happiness in
the verbal text and the fatal intonation in the vocal part renders a certain duality: the characters’ minds bank on
happiness, their hearts foreboding disaster. The combination of the features of an accompanied recitative and
secco recitative appears in the orchestra at the moment, when presentiments come to the fore. A. Salieri is an
outstanding dramatist and reformist. The fragment whose organization is based on the opposition of semantic
images — those of the father’s hate and the children’s mutual love — plays an important role in the formation of
the content of the recitative and the love duo. In this way, a Shakespearean motive making it possible to trace
semantic connections of Les Danaides with Romeo and Juliet is formed in A. Salieri’s opera.

At the end of the love duo the intonema of the heroic drive (steps to the ascendant fourth) is also in-
troduced alongside with the intonema of love bond, the recitations in one sound evidencing the fatal power of
the oath swore by the lovers.

The inseparable unity of the intonemas of oath, doom, love bond and flutter of the soul (inquietude)
allows drawing a conclusion that the marriage ties gain the meaning of fate uniting them to the characters in
love. In the brief choral epilogue closing Scene 1, the theme of love bond is magnified 4-fold, which allows
drawing a conclusion concerning the power of the love uniting the married couple.

So, Act 1 is a 2-parttrack, where Scene | is organized around the unanimous oath of "love and
peace", Scene 2 being based on the oath of love given by Lyncée and Hypermnestre to each other. The in-
tonema of the love bond, Hymen consecrating the bond of the lovers, plays an important unifying role.

In Act 2, two worldview clash, one of which is subordinate to the idea of revenge, the other being
subordinate to the defense of love. Scene 1 opening Act 2 comes across as a kind of a shadow reflection of
the radiant content of Scene 1 of Act 1. The dark dungeon, the incarnation of horror, a realm of revenge and
death ruled by Nemesis, is represented in the Adagio orchestral landscape opening Scene 1 of Act 2.
Against this backdrop, Danals reveals the secret he had previously concealed to his daughters, the true
reason behind the concluded nuptials interpreted by him as a condition of an insidious retaliation for the
grooms and their father Aegyptus. Intonemas accompanying the fatal predeterminacy of the action of the
opera penetrate the music of the opera — those of infernal whirlwinds, passages of rage. Danals’ mono-
logue, which is a story of Aegyptus’ crime, merges into the oath swore by Danais’ daughters to Nemesis —
the witness and patron to the horrible revenge.

Only Hypermnestre, who engages into a spiritual battle with Danats requiring his daughter to follow
his orders, comes across here as a keeper of love, true to the oath given to Hymen (Scene 2 of Act 2). Hy-
permnestre is to solve the most complicated problem of choice that distinguishes operatic drama and Ro-
mantic opera as well. The character has to choose between her devotion to her father and her love for her
husband. The pathos of the spiritual battle between the father and the daughter stems to a great extent from
the spirit of the Age of Enlightenment seeking the measure where emotion and duty may be correlated. A
distinctive embodiment of this idea of Enlightenment is represented, in particular, by the following phrase of
Hypermnestre: "Should | love crime in order to love you?" A similar opposition of emotion and duty would be
presented in Mozart’s Idomeneus and in Verdi's Aida further on. The problem of choosing between duty and
love becomes one of the leading ideas in the arrangement of the concept of A. Salieri’s opera. As
M. Muginshtein points out while talking about Les Danaides by A. Salieri, "The traditional conflict of a daugh-
ter’'s duty and a woman'’s feeling is transformed into the global problem of crime and punishment."[4, 182 — 183]

The impossibility of severing them is peculiar to the solution of the problem of choosing between feeling
and duty in A. Salieri’s opera: the character has to give her heart to the one of her two loved ones duty orders. It is
here that Gluck’s theme of self-sacrifice in the name of love is developed for the first time in the opera.

The role of the orchestra is minimized in the scene of the father’s and daughter’s spiritual battle, be-
ing reduced to long orchestral drones. Only short entries of the intonema of doom invade the parts of the
conflict dialog. During the reply of Hypermnestre, who is defending love in her battle with her father, the or-
chestra "awakes" (at the word heaven, which is called to witness by the female character). The "introduction”
of the tutti orchestra in this context should be perceived as a kind of "author's emphasis": the gods and the
composer himself as well, turn out to be on Hypermnestre’s side. The subsequent minimization of the role of
the orchestral part is due to the switch of attention to the vocal presentation of the verbal text, not a single
word of which is to be drowned by the orchestra. According to the laws of musical drama that established
themselves in the operatic reform of C.W. Gluck, music should contribute to the development of drama rather
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than play the primary role in the arrangement of drama, diminishing its significance. Developing the reformist
tradition of his predecessor, A. Salieri moves the word to the forefront in the scene of the spiritual battle of
Hypermnestre and Danads.

The most important stage of the formation of the drama of love and doom is the trio of Hyperm-
nestre, Lyncée and Danadis introduced right after the choral scene of Act 3, where love reinforced with Hy-
men’s bond and "the purple of wine" is glorified. In the mold of dramatic fracture, the trio is interrupted by the
picture of Hypermnestre’s horrible vision: the goblet of wine given to her by her spouse seems to be filled
with blood to her ("Horribly, this bloody goblet resembles the blood of a murderous festivity to my embar-
rassed spirit..."). The intoneme of rage (correlated to the theme of Danals’ revenge) developed in the or-
chestra accompanies the scene of the horrible transformation which allows detecting an interpretation of
traits of "Cassandra complex" in the development process of Hypermnestre’s image: the character’s tragic
presentiments are not met with understanding and support in her company. Only the questions of Lyncée,
who doubts the love of his beloved, and Danals’ reproaches ("you may not confirm your sacred obligation")
are a kind of "reply" to Hypermnestre’s horrible vision. In this scene, an extremely important stage of the
drama of Hypermnestre’s alienation from the company previously close to her, her father and sisters, takes
place: the walks of life of Lyncée’s loyal wife and the Danaids, who have chosen the path of oath-breaking,
part from now on. The importance of the scene of the horrible vision as a portent of the tragic outcome of the
operatic action is evidenced by its background music: only orchestral drones accompany the characters’ rep-
licas, making sure that the verbal text is pronounced as clearly as possible.

The lyrical arioso of Lyncée ("Give me your heart and your trustback"), who is begging his beloved
wife to return her feeling, seeking the ways to return the seemingly lost agreement, are of a reminiscent na-
ture. The intonation drama of Lyncée’s arioso is based on the intoneme of the love bond, which is associated
with the image of Hymen consecrating the marital union. The intonema of the love bond is developed not
only in the vocal part but also in the orchestra, whose role in the formation of the opera’s intonation drama
becomes significant once again.

The arioso of the mental commotion of Hypermnestre, who is in the center of the conflict between
Danalis and Lyncée, reveals the character’'s agonizing torments. The problem of choosing between her fa-
ther and her spouse, a daughter’s obedience and spousal love, is cruel torture to her. The abundance of de-
scending steps in the vocal part, both conjunct and abrupt ones, the movement along the sounds of the di-
minished sixth and the rhythmic pulsation in the orchestra convey the mental strain seizing the character.
Hypermnestre’s arioso gains the meaning of a vocal lacrimoso where the character’s sobs can be heard.

The idea of the struggle between emotion and duty in Hypermnestre’s soul is emphasized in the op-
era’s drama by the placement of her arioso in Act 3 of Les Danaides: the lacrimoso of the conflict-tortured
character is surrounded by the solo utterances of Lyncée, who is begging for the return of love (the embodi-
ment of emotion), and Danalis, who demands that his daughter get a hold of herself and get rid of the "in-
comprehensible whim" in the name of observing the duty of obedience to her father.

The theme of struggle between emotion and duty is developed further in Act 4 of the opera. Two
ideas of the sense of life clash here: the ruthlessness of revenge, represented by Danals, and the self-
sacrifice of love, embodied by the image of Hypermnestre.

In terms of structure, Hypermnestre’s extended monologue (Act 4, Scene 2) is a sequence of recita-
tive and prayer aria addressed to gods in the hope of saving her spouse at the cost of eternal separation
from him. The symbolism of lacrimoso shaped in Act 3 is developed further in Hypermnestre’s monologue.
New aspects of Hypermnestre’s attitude towards her father are shaped in the Adagio recitative. In his daugh-
ter's eyes he is a cruel barbarian insensible to pity. The establishment of the daughter’s negative attitude
towards the father’s desire for revenge evidences the fact that Hypermnestre has made her choice: it is not
with her father, not with the harsh duty of revenge preached by him that his daughter casts in her lot with
from now on. After ma king a painful choice between emotion and duty, she remains on the side of the
unlucky Lyncée, unjustly condemned to death by the pitiless father. The features of figurativeness introduced
by A. Salieri in the part of the orchestra play an important expressive role. At the words "the barbarian is on
the run, enraged", the theme of running that co-opts the features of the intoneme of rage is introduced into
the orchestra. The intonema of love in Hypermnestre’s recitative accompanies her decision to sacrifice the
joy of being with her beloved to his rescue at the cost of eternal separation ("he may leave me forever"). The
leitmotif of the flutter of the soul (at the words "we should part ways"), appeal to gods (steps into wide dis-
tances) and the intonema of mystery (in the orchestra’s part) — all of this evidences the semantization of in-
tonation drama in Hypermnestre’s scene. After making the decision to save her spouse, Danals’ daughter
addresses gods with a prayer (Andante Agitato), hoping for their help in the execution of her plan.

The prayer aria concludes Hypermnestre’s monologue. Its intonation drama is based on the opposi-
tion of the intonemas of doom, love and heroic drive. The inconsistency of the feelings raging in the soul of
the character, who has decided to sacrifice her happiness in the name of her beloved’s rescue, is evidenced
by the polyphonic development of contrasting themes-ideas in the mold of non-recurring contrast. For in-
stance, the descendant chromatic step is developed twice, surrounded by leaps into the ascend ant and de-
scendant eighth, in the orchestral introduction in the part of the low strings, symbolizing the idea of fatal res-
ignation, whereas one of the variants of the intoneme of love is developed in the clarinet’s part. The vocal
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part is also based on the contrast between the images of fatal predestination and the feeling of love. The
descendant steps forming the basis for the intonation symbols of love sickness are interrupted by a recitation
in one sound embodying the idea of doom. The ascendant steps into the perfect fifth in the oboe’s part, sym-
bolizing the idea of heroic drive, are supplemented by the intoneme of the flutter of the soul in the parts of
the violins and violas, whereas conjunct descendant steps symbolizing inescapability are developed in the
part of the suffering character (at the words "Remove my beloved from this palace"). The polyphony of
meanings, the multiplicity of images in the intonation drama of Hypermnestre’s prayer conveys the state of
the emotional confusion the character is experiencing. The introduction of descendant movement along the
sounds of the diminished triad in the character’s part, symbolizing the tragedy of separation she is experienc-
ing, is supplemented by the sigh-based cello solo, which symbolizes the tender feelings Lyncée’s unlucky wife
has ("in the name of my tenderness<...>do separate us forever"). An extraordinarily important role in the forma-
tion of the tragic content of the Prayer is played by the principle of non-recurrent contrast during the repetition of
the phrase "Remove my beloved from this palace." The shrill-sounding steps along the sounds of the ascen-
dant augmented triad and its inversions in the oboe’s part, the intonema of the flutter of the soul (orchestral
strings) and the theme of fatal predestination (in Hypermnestre’s part) developed vertically are aimed at con-
veying the idea of abnegation that becomes dominating in the development of the image of Lyncée’s loving and
courageous wife from now on. The basic musical semantic images in the Coda of the Prayer (Largetto) are the
symbolism of the lacrimoso in the orchestra (the tied staccato of the woodwinds) and the semantics of doom in
the character’s part represented in several variants. The introduction of the intonema of tenderness into the
vocal party (previously developed in the cello solo party) determines the composer’s task, which is to "decipher”
the feeling that has driven the character to sacrifice the happiness of love in the name of saving her beloved.
This feeling is the inescapable tenderness filling Hypermnestre’s soul.

Scene 3 of Act 4 is the dialog of Lyncée’s and Hypermnestre’s disconnect. Lyncée, unaware of the
trouble threatening him, faults Hypermnestre for growing cold for him, violating her oaths of loyalty and wishing
to get rid of him. The intonema of rage, previously accompanying the anger of Danaus, the intonema of the
oath of love and loyalty (from Act 1 — the nuptials) and entries of the intonema of doom penetrate the part of the
angry Lyncée. The formation of an idea new to operatic drama — that of superfluity of the love the characters
feel, resulting in the superfluity of the pain caused by the separation — is significant in this dialog between
Lyncée and Hypermnestre. Thus, the motif of inseparability of love and pain penetrates operatic drama, which
evidences the penetration of the features of Expressionist musical drama into 18th century opera.

Hypermnestre comes across as a true accuser of the "insidious tyrant", her father, in Scene 1 of Act
5 (the monologue of the strayed character). The aria following the recitative e is a kind of a "judgment of
conviction" passed by the daughter for her "barbarian father". Its three-section structure is based on the
threefold repetition of the verbal text, whereas its musical drama is an implementation of the method of cres-
cendoing: Hypermnestre’s accusations become more and more ardent.

Scene 2 of Act 5 is the duo of Danais’ and Hypermnestre’s disconnect, a clash of characters, the
first of them embodying the idea of revenge, and the second — that of suffering, compassion and courageous
resistance. Here Danalis has neglected the last opportunity given to him to mollify his anger, thus avoiding
the bloody outcome — the horrible murder of Aegyptus’ sons and the fatality of the eternal torture in Tartarto
which both the "barbarian father" himself and the daughters that have broken their marital oath to follow him
are going to be subjected.

The subsequent scenes of the opera are stages of the horrible out come — the horrible, lawless exe-
cution of Aegyptus’ sons performed by the pitiless Danalis and his daughters who have forgotten their mari-
tal duty, followed by the picture of the eternal torture in Tartar to which the culpable royal father and the
Danaids are condemned. Thus, the idea of duty in the arrangement of the key conflict of the opera has tri-
umphed in its final, where the supreme forces have arranged everything back to order. Revenge, barbarity,
cruelty were punished as in compatible with the idea of duty, as a result of its violation, whereas the feeling
of sacrificial love whose bearers were Hypermnestre and Lyncée, triumphed. Such a solution of the conflict
between emotion and duty evidences that A. Salieri foresaw its Romantic interpretation, according to which
emotion triumphs over duty, just like love defeats doom.
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YOK 74.01+398 CuBauw InoHa OneriBHa
acnipaHTka HauioHanbHOI akagemii
KepiBHUX KagpiB KynbTypy | MUCTELTB

TEOPETUKO-METOAOJONNYHI NiAXOA4U A0 PO3YMIHHA ETHOOAU3AUHY
HA CYHYACHOMY ETAInI KYJIbTYPOTBOPYOCTI

Meta po6otu. CtaTTio NPUCBAYEHO OBI'PYHTYBAHHIO Baromoi pori eTHOMMUCTELbKUX YKPaiHCbKUX Tpaauuin y
CTUINbOBUX BUPILLEHHSAX 00 ’EKTIB AM3anHy, po3rnagy cneundikm eTHoAM3anHy B KOHTEKCTI KyNbTYPHUX NPaKTUK, @ TakoX
BM3HAYEHHIO WMOr0 OCHOBHWX AedpiHiuin. MeTogonoria [OChiMpKeHHS nonsrae Yy 3acToCyBaHHI  ICTOPUKO-
MUCTELTBO3HaABYOro, COLOKYNbTYPHOTO Ta CUCTEMHO-CTPYKTYPHOrO METOAIB, SKi PO3KpMBAOTbL BNNMB AeKopaTUBHO-
YXXUTKOBOIO MUCTeLTBa Ha (POpMyBaHHsi €THOAM3alHy, BigobpaxatoTb KynbTypHi eTann po3BUTKY CyCninbCcTBa Ta 3abes-
nevylTb aHania eTHOAM3anHy K CUHTE3Y KyNbTYPHUX NPaKTUK, ETHOMUCTELLKUX TPaaULIiv i XyAOXHbO-NPOEKTHOI TBOP-
yocTi. HaykoBa HOBM3Ha po60TU. ETHOAM3aMH Y LUIMPOKOMY PO3YMiHHI PO3rNaAacTbCs B TPbOX 3HAYEHHSIX: SK 3a4yM, K
TBOPYMIN METOA, i 5K QiAnbHICTb, OCKINbKN XyAOXHLO-MPOEKTHA TBOPYICTb Ha 3acafax eTHoAM3ariHy BUCTYNae sk cuctema
KyTNbTYPHO-ECTETUYHKX 3B’sI3KiB, 3HAYHO PO3LLUMPIOE BMiHHSI TBOPYO MUCIUTK, 3abe3nevye NpodeciiHy KOMNETEHTHICTb i
KyNbTYPHUI PO3BUTOK 0COOMCTOCTi. BUCHOBKWN. OCMUCINEHHS €THOAM3AMHEPCHKOrO NiAX0AY B XYLAOXHbO-MPOEKTHIA TBO-
pYOCTi 3yMOBJIEHE MParHEeHHsIM [0 30EepeXeHHs1 HaLuioHamNbHO-KyNbTYPHOI iAEHTUYHOCTI, HeobXigHICTIO penpeseHTauii
YKpaiHCbKOI KynbTYpPHOI cnafLLMHN y Cy4acHOMY CBiTOBOMY npocTopi. [lnsaiiH B YkpaiHi 6a3yeTbCcsi Ha eCTETUYHUX MPUH-
uunax 4eKopaTUBHO-Y)KMTKOBOTO MUCTELTBA, TPAHCOPMOBaHUX ANSA KOHUENTyarbHUX BUPILLEHb B €THOAM3aMHi, SKUiA
NOBUHEH CTaTN OCHOBHWM KyIIbTYPOTBOPYUM €MEMEHTOM Y 3MiCTi BULLOT MUCTELILKOI OCBITU.

Knro4yoBi cnoBa: eTHOMUCTELbKI TpaauLi, ETHOAU3aNH, TEOPETUKO-METOAOSNONYHI NiAX0AM, KyIbTYPHI NPaKTUKW.

Cusaw UnoHa OnezoeHa, acriupaHmka HayuoHansHoU akademuu pyKogoosiuuXx kadpos Kyribmyphbl U UCKYcCcme

TeopeTuko-meTogonornyeckme noaxodbl K MOHMMaHUIO 3THOAU3aWHa Ha COBPEMEHHOM 3Tane KynbTy-
poTBopyecTBa

Llenb pa6otbl. CTaTbs NocesiLeHa 060CHOBaHMIO BaXKHOW PO 3THOXYAOXKECTBEHHbIX TPaAULMiA B CTUINEBbLIX
peLlleHnsax o6 bEKTOB An3ariHa, PaCCMOTPEHMI0 STHOAU3aMHaA B KOHTEKCTE KyNbTYpPHbIX MPAKTUK, @ Takke OonpeaeneHumio
€ro OCHOBHbIX AedumHuuuiA. MeTogonorus uccnegoBaHns COCTOMT B UCMOMb30BaHUM UCTOPUKO-UCKYCCTBOBELYECKOTO,
COLMOKYNbTYPHOrO Y CUCTEMHO-CTPYKTYPHOrO METOAOB, KOTOPblE PacKpbIBAKT BNUSIHNE AEKOPaTUBHO-MPUKINAAHOTO UC-
KyccTBa Ha (hOpMMPOBaHME STHOAM3ANHA, OTPaXatoT KyfbTypHble 3Tanbl pa3suTusa obliecTBa n obecneunBaroT aHanm3
3THOAM3aMHA Kak CUHTE3a KyNbTYpPHbIX MPaKTUK, STHOXYOOXKECTBEHHbIX TPaaMUUA U XyO0XKECTBEHHO-MPOEKTHOrO TBOP-
yecTBa. Hay4yHasi HoBU3Ha paboTbl. OTHOAU3AMH PaCLUMPEHHO paccMaTpMBaETCsl B TPEX 3HAYEHUSIX: Kak 3aMblcer, Kak
TBOPYECKUA METOA M KaK AeATeNbHOCTb, MOCKOMbKY XyOO0XeCTBEHHO-NMPOEKTHOE TBOPYECTBO Ha OCHOBE 3THOMOTMBOB
BbICTYNaeT Kak CUCTEMA KYTbTYPHO-3CTETUYECKMX CBA3EN, 3HAUUTENBHO paclUMpsieT YMEeHUe TBOPYECKU MbICUTb, 0bec-
ne4ymBaeT NPodEecCUOHanbHy0 KOMMNETEHTHOCTb U KyNbTYpHOE pa3BuTue NUYHOcTWU. BbiBogbl. OcMbicneHne 3THOAM-
3aiHEpPCKOro Moaxofda B XyAOXECTBEHHO-MPOEKTHOM TBOPYECTBE BbI3BAHO XEMaHWEM COXPaHEHWs HauMOHarbHO-
KyNbTYPHON WOEHTUYHOCTM, HEOOXOOMMOCTLIO penpe3eHTaunM YKPauHCKOTO KyNbTYPHOrO Hacnegusi B COBPEMEHHOM
MMPOBOM npocTpaHcTee. [n3anH B YkpauHe 6a3vpyeTcst Ha 3CTETMHECKMX MpUHLMNAaxX AeKOPaTUBHO-MPUKNAAHOIO WC-
KyCcCTBa, TpaHCOPMMPOBAHHbBIX ANA KOHLENTyarnbHbIX PELUeHW B 3THOAM3alHe, KOTOPbIA AOIMKEH CTaTb OCHOBHbLIM
KyINbTYpOTBOPYECKAM 3NIEMEHTOM B COAEPXKaHWU BbICLLENO XyA0XECTBEHHOro 06pa3oBaHusi.

KnioyeBble crioBa: 3THOXY4OXXECTBEHHbIE TPAAULMU, STHOAN3ANH, KyIbTYPHbIE MPaKTUKK.

Sivash llona, postgraduate, National Academy of Managerial Staff of Culture and Arts

Theoretical-methodological approaches to understanding of ethnodesign in the modern period of
culture creativity

The purpose of the study. The study determines the important role of Ukrainian ethnic art traditions in the style
solutions of the design objects. The author researches special features of ethno-design in the context of cultural prac-
tices and defines its concept. Methodology of the research. The following are the main methods of the study: historical
and art, social-cultural and system-structural. They reveal the influence of the decorative art on ethno-design develop-
ment, show cultural stages of the society development and help to study ethno-design as a synthesis of cultural prac-
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tices, ethnic art traditions and art-project creative work. Scientific novelty of the research. The author considers ethno-
design in three meanings such as an idea, creative method and activity, because on the basis of ethno motives art-
project creative work serves as a system of cultural and aesthetical connections, helping to develop creative thinking
skills and providing professional competency and cultural development of a personality. Conclusions. The understand-
ing of ethno-design approach in the art-project creative activity is caused by the desire to save our national-cultural iden-
tity and the necessity to represent Ukrainian cultural heritage in the modern world. Design in Ukraine is based on the
aesthetic principles of decorative and applied arts, transformed for the conceptual solutions in ethno-design, which
should become the main culture creative component of the high art education.
Keywords: ethno-art traditions, ethno-design, cultural practices.

AKTyanbHiCTb TeMu nonsrae y OOCHiAXeHHI eTHoAu3anHy AK HeobXiAHOI KOMMOHEHTU npodecinHol
NiAroTOBKM CyYacHWX An3aniHepiB. [M3anH iHTerpye TBOpYY, HayKoOBY Ta TEXHIYHY CKNaoBi, Lo NoTpebyoTb
O[HOYaCHOrO 3aCTOCYBaHHS Y XyOOXKHbO-NPOEKTHIN AiAnbHOCTI. PYHKUIS ryMaHiTapHOi, 30Kpema, MUCTeLbKOT
OCBITK Monsrae B TOMy, o6 NpuBecTn B pyx MNOTEHUINHY AYXOBHY €Heprilo MonoAi, cnpsamyBatu ii B pycno
CBIAOMOI KynbTypOTBOPYOCTI. YKpaiHCbke HapodHe OeKopaTMBHE MUCTELTBO BMMBAE Ha POPMYyBaHHS CTU-
NiCTUYHUX puc ob’ekTiB AM3alriHy, Hagae NPOMUCIOBIN NPOAYKUIT XyA0XHb0-06pa3Hol MoBK, 36epirae Hauio-
HanbHO-KyNbTYPHY IOEHTUYHICTb. Buxia gu3anHepiB Ha gekopaTuBHY NNacTuKy 3 BUKOPUCTAHHAM CUMBOSIB i
npunomiB, cchopmMOBaHUX Ha OCHOBI HaLiOHaNbHOrO 06Pa30TBOPEHHS, MAE BESMKMI Aiana3oH Yy XYLOXHbO-
NPOEKTHIN AiAnbHOCTI, cnpusie iMiaxXy YKpaiHCbKOI AepxaBu Yy CBITOBOMY COLIOKYNbTYPHOMY MpOCTOpi Ta
npeseHTauii yKpaiHCbKOro NpoayKTy Ha 3apyOiXKHUX pUHKaX.

MeTa cTatTi — goOCnigMTN TEOPETUKO-METOAONOrYHI NiAX0AN A0 PO3YMiHHA eTHOAM3alHy Ha cy4vac-
HOMYy eTani, noro cneundiky y KOHTEKCTI KyNbTYPHUX NPaKTUK Ta BU3HAYMTN OCHOBHI AediHilji.

TeopeTnyHy 6a3y [OCRIDKEHHS CTaHOBNATbL npaui  yKpaiHCbKMX HaykoBUiB €. AHTOHOBMMA,
HO. AdbaHacbera, H. Beniroubkoi, B. JaHuneHka, P. 3axapuyk-Yyran, C. MNpuwenko, M. Cenisayosa, J1. Cokontok,
O. XmenboBcbkoro, P. Auiga.

MeToaun OocCnigXeHHs: iCTOPUKO-MUCTELTBO3HaBYMA (MaE 3HAYEHHS Yy PO3KPUTTI BaroMoro BhSuBY
OEKOPaTUBHO-YXXUTKOBOIO MUCTeLTBa Ha (DOPMYBaHHS €THOAM3aNHY), COLIOKYNbTYpHUIA (Bigobpaxae icTo-
PWYHI A KyNbTYPHI €Tann po3BUTKY CYCMinbCTBa), CUCTEMHO-CTPYKTYPHUIA (3abe3nedvye aHani3 eTHoau3anHy
AK CUHTE3Y KYNbTYPHUX MPaKTUK, ETHOMUCTELLKUX TPaauLin i Xy40XHbO-NPOEKTHOT TBOPYOCTI).

Buknapg ocHoBHoOro matepiany. B "EHuMKNoONeaii eTHOKYyNbTYypO3HABCTBA" HayKOBLi TriymavaTb €THO-
couianbHy KynbTypy SIK YUHHUK BifpOOPKEHHS1 HaLlioHanbHOI camMoByTHOCTI, 0COBNMBO BaXNIMBOKO BBaXkaroun
HapoOHY XyOOXHIO TBOPYiCTb, NOBYTOBI TpaauLii, KONbOpPU oasary, ocobnMBOCTI ByaiBHULTBA XWUTNa, Hauio-
HanbHY KyxHIO Ta iH. OCHOBHUMM LWnsiXaMu POpMyBaHHS €THOCOLianbHOI KynbTypu € BpaxyBaHHS B Mpak-
TUYHIN OiSnbHOCTI HaUioHaNbHUX ONBKMNOPHUX TPaAULIN i apXaidyHUX enemMeHTiB, HauioHanbHOI cneundiku,
eTHIYHUX KOoAiB, MeHTaniTeTy ykpaiHuis Towo [6, 215].

Posrnagatoun gmsanH Ak martepianbHy KynbTypy, axiBui 3asHavatoTb: "Cneuyudika HauioHanbHUX
KyNnbTyp MOMsSrae B HaKOMWYEHHi KynbTypHUX BigMIHHOCTEN, 3BepexeHHi nonepeaHbLoro AocBigy MpoTSarom
Yyacy Ta nepepgadi Takoro 4OCBiQY HACTYMHWM MOKONIHHAM. Y Takui cnocib dpopmyeTbea cneundidHmin ans
KOXXHOrO Hapofy KoMnnekc KynbTypHux ob’ektiB Ta asuw" [10, 338]. Po3BnTOK NpOMMCIOBOro BUpobHULTBA
notpebyBaB NOCTINHOI koopAuHaLii Ai i KoMAnekcHoro niaxody A0 opmu, dYHKLUIT, TEXHOMOrN BUrOTOB-
NEeHHS, KynbTypu BUpOOGHULUTBA Towwo. [nsanH y XX CT. CTaB HEBIA’EMHOIO CKIaA0BOI XYA0XHbLOI KyNnbTypH,
a Ha noyaTky XXI CT. nepeTBOPUBCA Ha CKMagHy CUCTEMY, sika 3abe3neyye nNpoLec CTBOPEHHS Ta (PyHKLio-
HyBaHHS B CyCNifbCTBI XYAOXHiX LiHHOCTEN, opraHisauii Ta TpaHchopMaLii WTYYHOro cepeaosuLLa NIOANHN.
Came eTHOMWCTeLbKI Tpaguuii € MiarpyHTaSM ANs pPo3BUTKY AM3aiHy Ha Cy4acHOMY eTani W Bu3Ha4dalTb
CTpaTerilo YKpPaiHCbKOro HauioHanbHOro BiAPOMAXEHHH. 3aBAaHHA HauioHanbHUX KynbTyp pagukanbHO 3Mi-
HIOIOTLCA: NOCTalTb MUTAHHSA He nuwe caMo3bepeXxeHHs!, a M YCBIAOMIEHHS Ta MOLUYKX CBOrO Micud B LUK-
pokomy cBiToBoMy npocTopi [10, 339-341]. B.lma3nuyes Bu3Havae amnsanH sk "popmy opraHisauii XyaoKHbO-
NPOEKTHOI OiANbHOCTI, WO CTBOPKE CMNOXMBYY LiHHICTbL MPOOYKTIB AYXOBHOMO i MaTepianbHOro MacoBOro
cnoxusaHHs [4]. HuHi, Konn npouec eBpoiHTerpauii ctae Bce akTyanbHilWMM, caMe eTHOAM3anH K KynbTy-
PONOriYHUA hEHOMEH Ma€E 3aBOaHHSA 3HAUTM KOMNPOMIC MibK HaLliOHanbHUMW AN3aHOM i CBITOBUMUW AN3alH-
TpeHaamu.

Mpodbecop €.AHTOHOBMY HaromnoLwye, WO YKpaiHCbKMI An3anH 6a3yeTbCs Ha HauioHaNbHUX MPUHLM-
nax AekopaTUBHO-YXXUTKOBOrO MUCTELTBA, TPaHC(OPMOBaHUX ANs KOHUENTyanbHUX XyAOKHbO-MPOEKTHUX BU-
pilleHb B €THOAM3aWHI, SKUA NOBUHEH CTaTW OCHOBHUM KyIbTYPOTBOPYMM €fEMEHTOM Y 3MICTi BULLOI MUCTe-
LibKOI OCBITU. YKpaiHCbke HapodHe OeKopaTUBHE MUCTELITBO — HEBUYEPHE AXKepeno TBOPYOro HaTXHEHHS Ans
CyYacHuX XyOOXHUKIB i An3anHepiB. HapogHa XyooXHs KynbTypa Oyna i 3anuvwaerbcs eTHIYHUM cepenoBu-
LLieM, 3acafolo BUCOKOI AyXOBHOCTI, 3aCHOBaHMX Ha CBiTOBIM gockoHanocTi [1]. Ha || MixxHapogHoMy KOHrpeci 3
eTHogm3anHy €.AHTOHOBWY aKUEeHTYBaB yBary Ha TOMY, Lo KynbTypa YKpaiHu nepexurna H1U3Ky eTHopeHecaH-
ci: y 30-1i pp. XX cT. B aBaHrapgHoOMy MUCTELTBI, NPOTe NOTiIM Nepemorna opieHTauis Ha iHaycTpiansHy Kyrb-
Typy; y 60-Ti pokM eTHOpeHecaHcK Oynv CTUMyNbOBaHi Tak 3BaHOW "Bignurot”, sika 6yna nos’sisaHa 3i 3po-
CTaHHAM HauioHanbHoi camocsigomocTi; y 80-Ti pp. Tex BigbyBanacs neBHa pereHepawis eTHOMUCTELbKMX
Tpaguuiv sSiK pyx CynpoTu TOTanbHOro iHTepHaLioHaniamy. | BXe OCTaHHIil 3neT eTHOKyNbTypu BiAOyBCA Ha Te-
peHax konuwHboro CPCP, konu neBHa HaujioHarbHa CamMOCBI4OMICTb, sika BUHWUKIA B KOXHI HE3anexHin kpai-
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Hi, NpogyKyBana OCMUCIEHHsT HaLioHanbHOT iBEHTUYHOCTI Ta eTHOKYNbTYPHOI Tpaguuii. [JlocnigHWK BBaXae, Lo
€THOOM3aNH € apXeTUNOBOI PEKOHCTPYKLIEID KOCMOMONYHMX yABNEeHb POPMOTBOPEHHS B ETHOKYNbTYI [2].

Ha gymky P. Auisa, goceig ykpaiHCbKOro MUCTELTBA, sike Mae 03HaKM eTHOKYNbTYPHOI caMmogocTaT-
HOCTI, 36araTuB naniTpy €BponencbLKoro mogepHiamy: "[Ona ManbyTHbOro HauioHanbHOT XYAOXKHBOI KynbTypuy
Len hakT Mae BaxnMBe MeTOAONOrYHe Ta 3aranbHOeCTeTUYHE 3HaveHHA" [14, 47]. 3 npuBoay HaujioHarnb-
Horo y am3anHi O.XmMenboBCbKUI MuLLe, LLIO OPraHivyHUA B3aEMO3B'A30K BiAOYBaETLCA TOAI, KONW HaUioOHaNbHI
0COBMMBOCTI HE NOMIYalOTb, HE aKLUEHTYIOTb Ha HWX yBary, a Le MOXIMBO NuLe Y TOMY BUMagky, Konu xy-
OOXHUK | cnoXmneay no-cnpaeXHbOMY Big4yBaloTb crieumndiky pigHoro mucteursa [13].

TepmiH "eTHoamnsanH" 3’aBmBcA B YkpaiHi Ha 3nami XX i XXI ct. M.CTtaHkeBUY nepekoHaHui, Lo horo
MOXKHa po3rnagaTti K CTUMICTUKY NPOEKTYBaHHS abo MeToa dornbknopu3salii, npoTe AOCHiIAHUK BCE X Taku
3a3Havae, Wo AM3anH i HapodHe MUCTELTBO MalTb OOHAKOBY FIOTiKYy OCHOBHUX PiBHIB (hOPMOYTBOPEHHS:
1) cbyHKUiOHaNbHWIA; 2) TEXHOMOriYHMI; 3) aHTponomMacwTabHuii; 4) NPOCTOPOBUIA; 5) CEMIOTUYHMI piBHI. [o-
CBiAYEHUIN HapOAHUIN MalCTEpP CBOEID YABOK MOEAHYE BCi HEOOXIOHI SKOCTI B €QuHe uine i B pe3ynbTaTi Ha-
POAXKYIOTbCA NPEAMETU FOriYHi, 3pY4Hi, KOHCTPYKTUBHI Ta dockoHani. Came B UMX nNpeameTax BUCTynae
BMiHHS MalCcTpa CUHTe3yBaTu (PopMy, 3anexHo Big 1 dyHKUiOHanbHOro 3actocyBaHHs. "OCTaHHIn ceMio-
TUYHUI PiBEHb ax HisIk HE € OCTaHHIM 3a CBOIM 3Ha4YeHHAM. CeMioTu4HI hopmmn y HapogHOMY MUCTELTBI BU-
paxeHi Yepes apxalyHi MOTMBM OpHaMEHTY, LLO Lie pa3 MigKpecrioe HesanepeyHi 3B’a3kn Au3anHy 3 Tpaau-
LifHOK KyNbTYpoto. ICHYE MOXNMBICTL Ta NEPCNEKTUBN PO3BUTKY YKPATHCHKOrO AN3anHy LUNAXOM 3aCBOEHHS
HaLjioHanbHUX eTHOMUCTELbKMX igen i Tpaguuin" [8, 129].

Omxe, eTHOOM3alH BUHUK SIK anbTepHaTMBa A0 TEXHOKPATMU3MY Cy4acCHOrO XUTTS 1 3yMOBMEHWUIA npa-
FHEHHSM 00 36epexeHHs | BipOAXEeHHS yKpaiHCLKOT KynbTypK, a TakoX oopMyBaHHAM HauioHanbHoi moge-
ni Au3aniHy Ha HapoOHWUX XyOOXHiIX Tpaguuisx [7]. Tomy eTHoAM3anH HEOBXiAHO pPo3rnaaaTN K XYAOXHbO-
NPOEKTHY AIANbHICTb 3i CTBOPEHHS Cy4acHWX (popM MaTepianbHOro cepefoBulla 3 BUKOPUCTaAHHAM Tpagu-
LiMHUX enemeHTiB KynbTypu MeBHUX eTHOCiB. B eTHoamsanHi noegHanucs OeKopaTUBHO-YXXUTKOBE MUC-
TeuTBO Ta CyyacHi Xy40XHbO-NPOMUCAOBI TeXHoMorii. YkpaiHa € ogHMM i3 HanbinbLlLMX ocepeakiB AnsanHep-
CbKOI KynbTypu Ha MNOCTpaastHCbKOMY NPOCTOpi, Mae ©OaraTi €THOKYNbTYpHI Tpaguuii Ta Hanexutb A0
espornencebkol cninbHoTu. Llinkom moxHa norogutuca 3 KO.AdaHacbeBUM, KU 3anepedye po3yMiHHS eTHO-
On3anHy BUKMIOYHO SK "BigpOKEHHS HapogHWX pemicHuumx Tpaguuin” [3, 197]. BiH nuwe: "...nonitnku no-
YMHaIOTb BUKOPUCTOBYBATM CTUNICTUYHI eNeMeHT eTHOKYNbTYPU Y BidpuBei Bif X TpaguUinHOro, KOnmcb 3Ha-
YMMOro ANs HapogHOoi CBIAOMOCTI 3MICTy, MNPOCTO B OAHOMY psady 3 iHwumu PR-TexHonorismu,
nepeTBOPIOYM MMMOBOKO 3MICTOBHUI, HEPIOKO CakparbHWA CBIT 3HaKIB i CUMBOSIB €THOKYNbTYPU Yy MyCTUN,
YMCTO AekopaTuBHUN eTHocTUNnb" [3, 200]. Takuin chopmanbHUA Niaxig HAaHOCUTL HeMomnpaBHY LUKOAY camin
€THOKYNbTYpI, MPU3BOAUTE O0 T HULLIEHHS.

MigTBepakeHHs LUbOMY 3Haxoammo 1 y B.[JaHuneHka: "... MiXK BUCOKUM HaLliOHanNbHUM CEMSIHCbKUM
MUCTELTBOM Ta Ge3HauioHanbHUM ypOaHiCTUYHMM OM3aHOM MOKM Lo icHye npipBa. Cnpobu 3anoBHUTK it
MiLLaHWHOK OOHOro 1 APYroro He AalTb eCTETUYHOrO pesynbTaTy, Noro AakTb Ti TBOPW, AKi BUrOTOBNSAOTh-
Cs 3a 3paskamu, BUPOBNEeHUMU CiNbCbKUM HacerneHHsaM ynpogosx ctonite" [5, 152]. MNocTtae MOXNUBICTL i
HeobXiOHICTb TBOPEHHSA HaUiOHanbHO OpiEHTOBaHOI MoAeni Au3anHy B YkpaiHi. BusHadeHHs nigxopnis Ao
aHani3y Ta po3B’A3aHHa NpPobnemu HauioHanbHOI iIAEHTUYHOCTI y cdepi MaTepianbHUX opM AacTb NOrnmo-
neHe JoCnigXeHHs XyO40XHbO-NPOEKTHOT NpakTukv y ®iHnanail, ITanii, AnoHxii. Bubip came umx kpaiH nosic-
HIOETBCA TUM, WO M Banocs copmyBaTh An3anH, SKUM Yy 3HAYHIA CBOIM YacTUHI 30aTHWI BTiNOBaTK MMu-
OUWHHI HauioHanbHi CyTHOCTI MOBOIO BidyanbHux coopM XX cT. [5, 155].

Akagemik M.AkoBnes y 36ipHUKY HaykoBWUX cTaTen "Hapucu 3 icTopii ykpaiHcbkoro gnsanHy XX crt."
BMCMOBMIOE AYMKY, WO "[M3aiiH y Cyd4acHOMY CYCMiNbCTBI — L BTINEHHS OABIYHOrO NparHeHHs NoauHU 0o
Kpacu, rapMoHil Ta eCTeTUYHOI AOUINbHOCTI B YCiX AinsHKkax nobyTy Ta npaui. ToMy po3BUTOK OM3aliHy, KyIlb-
TMBYBaHHS MOro 3acag, 6a3oBaHMX SK Ha AaBHIX Tpaguuisix, Tak i HA cy4acHOMY CBITOBOMY AOCBIfi, € OOHUM
3 NPIOPUTETHUX ANS HALWOI KyNbTypu i MUCTEUTBO3HaABYOI Hayku. Tum Binblue, WO B OCTaHHI AecaTupiyys
On3anH | AnsanHepun ctanu iMigpkeBMMM iHCTPYMEHTaMKU CyCnifibHOro Ta eKOHOMIYHOMO NOCTyny YKpaiHCLKOT
nepxasn. Bcynepey npouecam yHiBepcanisauii Ta akTMBHOrO HiBEMtOBaHHA perioHanbHMX BigMIHHOCTEWN,
BMHMKAE NPUPOAHA HOCTanbrig 3a HENOBTOPHICTIO 1 HaUioHanbHOK cBoepiaHicTo" [8, 5].

HaykoBa HoBM3Ha. Ha Hawy AymKy, XyAOXHbO-MPOEKTHAa OiArnbHICTb Ha 3acagax eTHoAu3anHy Bu-
CTynae siKk cucTemMa KynbTYpPHO-€CTETUYHMX 3B’A3KiB, 3HAYHO PO3LLMPIOE BMiHHSA TBOPYO MUCINTK, 3abe3nedye
NpoeCcinHy KOMMETEHTHICTb i KyNbTYPHUIA PO3BUTOK 0COBUCTOCTI. BignosigHo, noHATTS "eTHoAM3anH" Heob-
XiQHO po3rNagaTh B TPbOX 3HAYEHHSX: AK 3a4yM, SK TBOPUYUA MeTof, AK OiAnbHICTb.

CTaHoBMNeHHs eTHOAM3alHy B YkpaiHi BiabyBanocst Ha NigrpyHTi HapoAHUX XYOOXHIX MPOMUCHIB,
Maloyn Ha MeTi NEPEOCMUCIIEHHS TPaAMULINHMX eTHIYHUX OCOBNMUBOCTEN i BUKOPUCTAHHSA €THOMOTMBIB Y XY-
O0XHbO-NPOMUCIIOBUX BUpoBax, 3bepiraroyn HauioHamnbHY KynbTYpHY CBOEPIAHICTL Ta (DOPMYIOYM HOBY €T-
HocTunicTUKy. OcobnuBolo pucoto noyatky XX cT. Byno nocTiiHe TsKiHHA NPOBIOHUX MAaWCTPIB 4O CYTO Ha-
LioHanbHUX Tpaguuin, nnacTUYHUX MOTUBIB, CUMBONIYHMX 0bpasis (B.Kpnuescbkun, [.HapbyT, M.boiyyk Ta
iH.). [laBHi HauioHanbHi Tpaguuii Ta cMMBOMika HAapPOAHOro MUCTELTBa CTaBann NigrpyHTAM O CTBOPEHHSA
O3HaK YKpaiHCbKOro NpOMMUCNOBOrO0 MUCTeUTBa, Hanpuknag, B.KpuueBcbkuin 3HanWwoB cBoepigHe rpadivyHe
BUPILLEHHST KHKKOBOT OBKNagWHKK i3 BUKOPUCTAaHHAM HapogHOro opHameHTy. [M.HapOyT nnigHo npautoeas i3
CTapOCNOB’SHCLKUMUW eNeMeHTaMmn B ranysi YopHo-6inol KHUXKKOBOI rpacdpikv i B nnakaTHOMy MUCTeuTBi, Ae
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BUSIBUITOCS OpraHiyHe NoegHaHHS rapHiTypu WpudTy, konbopy Ta opHameHTy [9]. M.Bondyk i C.HaneniHcbka
CTOSAANN MpPU BUTOKaX YKpalHCbKOro rpadpivyHoro gmsaviHy Ta "niwnm B WykaHHi OOPMIEHHSA CBOIX NPOEKTIB
e gani, 4o Bi3aHTIMCLKOI Aobun MucTeuTBa Ha Hawmux 3emnax” [12, 20]. I.Maganka, y4eHb M.bonuyka, BTi-
NoBaB Moro NPUHLMNN NPW NIAroTOBLI XyAO0XHUKIB-rpadikiB y XapkiBCbkOMY perioHi. JocnigHmusa TBopyoCTi
6onuykicTis J1.Cokontok 3asHavae, Lo B MOro KHWXKKOBIN rpadili Ta nnakatax 3bepiratoTeCa Tpaguuii i Hauio-
HamnbHi pUCK CTapoi yKpaiHCbKOI rpaBiopu, BUBINKK, NybKa, BULLIMBKU W PO3NUCY (OPHaMeHTWKa, aHanorii 3i
WpundTamm gaBHLOPYCbKUX niTonucis) [12, 79].

Y pisHOBMAaxX MUCTeLTBa OpHaMeHTUMKa Bigobpaxkae perioHanbHy cneundiky, eTHOMUCTeLbK Tpaau-
Ui, KonopucTUYHI ynogobaHHa Ta npuHUMnu ctunisauii npupoaHux dopm. 3okpema, M.CenisayoB Harono-
Wwye, Wo "KynbTypororiyHa yHiBepcarnbHICTb OpHaMEHTY BUSBNSAETLCA B TiM, WO Yy MOro TepmiHax i obpasax
MOXHa YSIBUTU NOE3ito, My3UKy, apxiTekTypy, 6orocnyxiHHs, LMKNiYHICTb, KOCMOreHes i ceitornsaa. Bnactuso-
CTi HAPO4HOro OPHAMEHTY Ta MicLe i ponb, SAKi BiH 3aiMae B HaLiOHanbHIN KynbTypi — OAWH i3 BaXNUBKX iH-
AnKaTopiB SIKOCTi M OpUriHanNbLHOCTI AaHol KynbTypwu. BUTICHEHHA TpaguuiiHOT OpHAMEHTUKN 3 LIeHTPY KyIb-
TYPOTBOPEHHSA Ha MOro nepudepito o3Havae nepexig KynbTypu Ha cTagito umBinisadii, nepenbdayae BUCOKUN
piBEHb CTpyKTypanisadii, dpopmanisavii caMoro npouecy XUTTEQIANbHOCTI, KOTPUIA CTa€ YiTKO perfiaMeHTo-
BaHUM i pUTMIYHO NOBTOPIOBAHUM, Maixke sk opHameHT" [11, 13-14].

YKpaiHCbKi OpHaMeHTU MO MpaBy nocigatoTb BaroMe MicLe y CBITOBIN KyNbTYpHIi cnaglnHi, € npea-
METOM HaLioHanbHoi ropaocTi ykpaiHuiB. MNpodecop C.MNpuieHko 3a3Hayae, Wo Ha nodaTky XX CT. BUpo6-
HULTBO OpieHTyBanocs 34e06inbLIoro Ha KinbKiCHUA BUMYCK NpoAyKLii, npoTe B cydacHux ymoax XXI cT. opi-
€HTaLisi BAPOOHULITBA HAa ManoTMpaxxoBaHi BUpoOK, iHAMBIAYyanbHICTb CNOXMBaYiB, CyTTEBA 3MiHA MOMITUKM
30yTy obymoBUNM | KapauHanbHy 3MiHY 3aBOaHb Ta XapakTepy Au3ariHy: Ha nepLunin nnaH BUXoaaTb Ta cTa-
I0Tb aKTyanbHUMW COLLIOKYNbTYPHI M €CTETUYHI YNHHMKK. "[1poTe BNAUB €THOMOTMBIB Ha Au3anH B YKpaiHi
0OMEXY€ETbCA 3aM03N4YEHHAM FOTOBUX €MEMEHTIB, OPHAMEHTIB, KOMOPUCTUYHNX Ta KOMMNO3WULiIMHUX HagbaHb
OEKOPaTUBHO-YXUTKOBOIO MucTeuTBa. [lpu UbOMYy NpakTMYHO He npoBoauTbCs poboTa 3 aganTauil
€THOMOTUBIB A0 CyYacCHUX MPOEKTHUX YMOB, MOLLUMPIOETLCA ABULLE NceBAoHauioHanisauil. 3aebinbworo B
nocrcouianicTUYHUX KpaiHax y Au3aiHi Ta peknami nepeBaxatoTb NceBgoHaLioHanizauis abo eknekTuka sik
CMpOLLEHO-MEXaHICTUYHE NOEAHAHHSA eNeMeHTIB Pi3HUX KynbTyp: CXigHOI, 30Kpema, SANOHCLKOI, ErMnNeTChKOl,
adpuKaHCbKOI, rpeLbKoi, iHAiaHCLKOI, | 3BUYaiHO yKkpaiHcbKoi" [9].

MposiBM eTHOAM3aNHY MOXHA 3YCTPITU HUHI B Pi3HUX chbepax XyOOXKHbO-MPOEKTHOI OiANbHOCTI: rpa-
hivyHOMY AM3anHi, peknamMHin npodykuii, oasasi Ta akcecyapax, iHTep’epax >XMTNOBOro i rPOMafACbKoro npu-
3HaYEHHS, XYOOXKHbOMY OOPMIEHHI KyrnbTypHUX 3axodiB (dectuBaniB, BUCTABOK, TEMATUYHUX CEMiHapiB,
npeseHTaLii). Mige akTueHWiA NoLwyK hopM Aianory HaLlioHanbHOro 3 rnobanbHUM Ta BiATBOPEHHS NpeaMeT-
HO-MPOCTOPOBUX CTPYKTYP, MOB’A3aHUX i3 MMUOMHHOO Tpaguuieto Npy 0gHOYaCHOMY reHepyBaHHi iHHOBaLin-
HUX (POpM O1151 OHOBMNEHHSA HaLiOHaNbHOTO iMiKY.

BucHoBkW. Y gocnigXeHHi 3acTOCOBaHO iCTOPMKO-MUCTELITBO3HABYNIA, COLLIOKYNbTYPHUIN Ta CUCTEM-
HO-CTPYKTYPHUIA MeToaM, SKki AaloTb 3MOry po3rnsggatv eTHOAM3anH Y TPbOX 3HAYEHHSAX: SK 3a4yM, SK TBOp-
YU MeTOof, K XYOOXKHbO-MPOEKTHY AiAnbHIiCTb. AHani3 TepmiHonoriyHoi 6a3n eTHoau3anHy BUSABMB NEBHI
PO3BIXKHOCTI B MOr0 BW3HAYEHHi Ta 3MICTOBOMY HaroBHeHHi. Ha ocHoBi nposedeHol aHaniTU4HO-
JocnigHuLbKoT poboTn 3’AcoBaHO, L0 AM3alH B YKpaiHi 6a3yeTbCsl HA eCTETUYHUX MPUHLMNAX SeKopaTUBHO-
YKUTKOBOrO MUCTEUTBa, TPaHCHOPMOBaHNX Af1S KOHUENTyarnbHUX BUpilleHb B €THOAM3alHi, KA NOBUHEH
CTaTh OCHOBHUM KyNbTYpPOTBOPYUM €fIEMEHTOM Yy 3MICTi BMLLOI MUCTeLbKol ocBiTU. OKpecrneHi eTHoan3an-
HepcbKi nigxoau noTpebyloTh noganblumMX AOChiAXKEHb BUpaXanbHUX 3acobiB caMobyTHBOI HAapOoAHOT OpHa-
MEHTUKN, 30KpEMa KOMOPUCTUKU, Ta KPUTUYHOIO MEPEOCMUCIIEHHS METOLIB CTBOPEHHS HOBMX XYOOXHbO-
NPOEKTHNX KOHLIENLIN Ha 3acagax YKpaiHCbKUX €THOMUCTELbKUX TpaauLin.
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MucTeLuTBO3HaAaBCTBO

Y[OK 351.85/008:001.891(100) TariiBCcbka IHeca lNeTpiBHa
(477)"19-20":745/749 rofnoBHWIA cneuianicT Bigainy 3 nuTaHb
nepeMilleHHs KynbTYpPHUX LLiIHHOCTEN Y npaBniHHs
MY3EMHOI crnpaBu Ta KyNbTYPHUX LiiHHOCTEN
MiHicTepcTBa KynbTypn YkpaiHu
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PONb OEPXXABHOI CNY>XXBU KOHTPOJO 3A NMEPEMILLEHHAM
KYNbTYPHUX LIIHHOCTEWN YEPE3 OEPXXABHUA KOPLOOH YKPAIHU
Y 3BEPEXEHHI TBOPIB AEKOPATUBHOIO MUCTELITBA
TA TPAHC®OPMALIA TPAOULIA Y LAPUHI ETHOOU3AUHY

MeTta po6oT1u. [JocnimkeHHs1 NOB’sI3aHe 3 aHani3oM AisnbHOCTi [epXaBHOi Cnyxou KOHTPOMo 3a NepemileHHM
KyNbTYPHUX LIIHHOCTEN Yepes Aep>KaBHWIA KOpAoH YKpaiHu y 36epesxeHHi TBopiB AekopaTUBHOro MucTelTBa. BkasaHi xapak-
TepHi 0coBNMBOCTI AepxaBHUX NPOrpaM, Ha BUKOHAHHSA sIKMX A0 YkpaiHu noBepTanucs ui TBopu. 3HayHa yBara npugineHa
npuKnagam Takoro NoBepHEHHs. 3ayBaXkeHa akTyaribHICTb B3aEMO3B'SI3KY TBOPIB AEKOPATUBHOIO MUCTELITBA W €THOAM3al-
Hy. MeToponoria JOCNiMKEHHS NOMsrae y 3acTocyBaHHi NPUHLMMY 06’ €KTUBHOCTI, CYTHICHOTO aHanidy /i iCTOPUYHOTO MpuH-
uuny. BkasaHi MmeTogonorivHi npuinomm garoTb 3MOry PO3isHYTU KOHKPETHI nogii Ta siBuLwa y BCin 6araTtorpaHHOCTi, Bpaxy-
BaTW iXHi rONOBHi €Tann po3BuUTKy B 0O’€KTMBHOMY Yaci i NpOCTopi, y B3aemopji pis3HOMaHITHUX COLOKYNbTYPHUX SIBWLL.
HaykoBa HoBM3Ha poboTH Nnonsirae y Tomy, LLO aBTOPOM yrepLue 3aiicHeHa cnpoba cuctemaTuaalii 1 MUCTeLTBO3HaBYO-
ro aHanisy TBOpiB 4EKOPaTUBHOTO MUCTELITBA Y KOHTEKCTI 3barayeHHs1 (hOpM i METOAIB PO3BUTKY eTHoau3aliHy. BuCHOBKMW.
36epexxeHHs1 TBOPIB AEKOPaTMBHOTO MUCTELTBA Y AisNbHOCTI HauioHanbHOI KOMICii 3 NTaHb NOBEpPHEHHs1 B YKpaiHy KyIb-
TYpHUX UiHHOCTEeN Ta [lepkaBHOI Cny6un KOHTPOMIO 3a NepeMilLieHHsIM KynbTYpHUX LIHHOCTEW Yepes AepXaBHWUIA KOPAOH
Ykpainu npotsrom 1990-x — novatky 2010-x pp. 3yMOBMOE HEOOXIOHICTb OKPEMOro BUBYEHHS AaHoi NpobnemMaTuku y pos-
pi3i KyrnbTypHOI NOMITUKM AepxaBu, 30KpeMa, y pakypci MUCTELbKNX 3000y TKIB AaHNX CTPYKTYp Ta po3BUTKY cchepn eTHoaw-
3aliHy.

KnioyoBi cnoBa: 36epexeHHsi, MOBEPHEHHS, KyNbTYPHI LiHHOCTI, TBOPU AEKOPaTUBHOrO MUCTELTBA, OEepXKaBHi
nporpamu, Tpaauuii, eTHoan3amH.

Tamuuseckasi MHecca lMempoeHa, 2nasHbIl crieyuanucm omaoena no 8orpocam rnepemewieHuss KynbmypHbIX
ueHHocmel YnpaeneHusi My3eliHo2o dena u KyrbmypHbix UeHHocmel MuHucmepcmea Kynibmypbl YKpauHb!

Ponb NocyaapctBeHHOM Crny6bl KOHTPONA 3a NepeMeLleHMeM KyrnbTypPHbIX LleHHOCTel Yepe3 rocyaap-
CTBEHHYIO rpaHuly YKpauHbl B COXpaHeHUU NpouU3BeAeHUN AeKopaTUBHOIO UCKYcCTBa U TpaHcdopMauusa Tpa-
AvuMi B obnactu aTHoau3amnHa

Llenb pabotbl. ViccnenpoBaHve cBA3aHO C aHanv3oM AesTenbHOCTM HauvoHanbHOM KoOMWCCUMM MO BOMpocam
BO3BpALLEHMs B YKpanHy KynbTypHbIX LLleHHOCTEN U oCyAapCTBEHHOW Cry»KObl KOHTPONS 3@ NepemeLLeHneM KynbTyp-
HbIX LLlEeHHOCTEN Yepe3 rocyfapCTBEHHYI0 rpaHuuy YKpavHbl B COXPaHEHUU NPOU3BEOEHUN OEeKOPaTUBHOMO MCKYCCTBa.
YKasaHbl XxapakTepHble 0COBEHHOCTM rocyaapCTBEHHbIX NPOrpamMM, BO UCMOMHEHWE KOTOPbIX B YKpauHy BO3BpaTUIMCh
3TU Npou3BefeHns. 3HaunTenbHOe BHUMaHWe yAeneHo npuMepam Takoro Bo3spalleHusi. ObpalleHo BHMMaHue Ha ak-
TyanbHOCTb B3aMMOCBSA3W NPOU3BEAEeHWIN AeKOpaTUBHOIO MCKycCcTBa U 9THoAu3anHa. MeTtogonorusa vccnegoBaHus 3a-
KIno4aeTcs B NPUMEHEHUN NpUHUMNE 06BbEKTUBHOCTH, CYLLHOCTHOIO aHanmM3a U UCTOPUYECKOro MpuHuMna. YkasaHHble
METOLONOrMYeCKNe Mpuembl MO3BOMSAT PACCMOTPETb KOHKPETHbIE COOLITUSI U ABMEHUS BO BCEA MHOTOrpaHHoCTH,
YYeCTb MX [MaBHble 3Tanbl Pa3BuTUS B 0O EKTUBHOM BPEMEHUN 1 NPOCTPAHCTBE, BO B3aUMOAENCTBUM Pa3fnyHbIX COLMO-
KyNbTYpHbIX COObITMI. Hay4yHas HoBM3Ha paboThbl 3aknoyaeTcs B TOM, YTO aBTOPOM BrepBble NPeanpuHATa NonbiTka
cucTemaTu3aumm 1 UCKyCCTBOBEAYECKOrO aHanm3a Npou3BeneHnii 4eKopaTnBHOIO UCKYCCTBa B KOHTEKCTe oboralleHns
¢dopM 1M MeToOoB pasBUTUS 3THoAM3aHa. BbiBoabl. CoxpaHeHue npousBegeHun OeKkopaTMBHOrO MCKYCCTBa B Aes-
TeNbHOCTN HaumoHaneHOM KOMUCCHMM MO BOMPOCaM BO3BpaLLEHMS B YKpauHy KynbTypHbIX LLEeHHOCTEN 1 [focyaapCcTBeH-
HOW CNyxObl KOHTPONSA 3a NEPEMELLEHNEM KyIbTYPHbIX LLEHHOCTEN Yepe3 rocyAapCTBEHHYIO rpaHnLy YKpavHbl Ha npo-
TshkeHun 1990-x — Havana 2010-x rr. obycnaeBnMBaeT HEOOXOAMMOCTbL OTAENBHOrO M3yYeHNUs faHHOW npobnemaTtukn B
paspese KynbTypHOW MONUTUKM rOCyAapcTBa, B YaCTHOCTU, B paKypce XyAOXKECTBEHHbIX JOCTMKEHUIN YKa3aHHbIX CTPYK-
TYp v pa3BuTusa cepbl dTHOAM3aNHA.

KnioueBble crnoBa: coxpaHeHue, Bo3BpalleHre, KyNbTypHble LLeHHOCTW, MPOn3BeaeHNs OEKOPaTUBHOIO UCKYC-
CTBa, rocy4apCTBEHHbIE NPOrpaMMbl, TPaAULUN, STHOAU3AVH.

Tatiyivska Inesa, Chief specialist of the department for movement of cultural values of administration of mu-
seum business and cultural values of the Ministry of Culture of Ukraine

The role of the State service for control over transferring of cultural values across the state border of
Ukraine in preservation of works of decorative art and transformation of traditions in the field of ethno-design

The purpose of the research. The research studies the activity of the National commission for return to Ukraine
of cultural values and the State service for control over transferring of cultural values across the state border of Ukraine in
preservation of works of decorative art. It specifies the characteristics of the state programs, pursuant to which these works
came back to Ukraine. Considerable attention is paid to the examples of such return and to the importance of interrelation of
works of decorative art and ethno-design The methodology of research consists in application of the principle of objectivity,
the intrinsic analysis and the historical principle. The specified methodological approaches allow to consider the concrete
events and the phenomena in all the variety and to consider their main stages of development in objective time and space
and in interaction of various sociocultural events. Scientific novelty of the study is that for the first time the author made an
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attempt of systematization and the art criticism analysis of works of decorative art in the context of enrichment of forms and
methods of development of ethno-design. Conclusions. Preservation of works of decorative art in the activity of the Na-
tional commission for return to Ukraine of cultural values and the State service for control over transferring of cultural values
across the state border of Ukraine throughout the 1990th — the beginning of the 2010th makes it necessary to study the
mentioned above problem separately in terms of cultural policy of the state, in particular, from the perspective of art
achievements of the specified institutions and development of the sphere of ethno-design.

Keywords: preservation, return, cultural values, works of decorative arts, State programs, traditions, ethno-design.

AKTyanbHiCTb TeMU AO0CHIOKEHHS. [TMTaHHS NOLYKY i NOBEPHEHHS HauiOHaNbHUX KyNbTYPHUX LiHHO-
CTel, 30Kpema TBOpIB AeKOpPaTUBHOIO MUCTELTBA, 3aBXAN € OOHWUM i3 MPOBIAHUX HaMpsiMiB 36epeXeHHst Ha-
LioHanbHOI KynbTypKu. 3a Yacu He3anexHocTi YKpaiHa npowLuna CBil LWNAX Y KOMMAAEKCHOMY nigxogi Ao BMB-
YEeHHs Ta MpakTUYHOI peanisauii uiei npobnematuku. MNpoTe cucTemaTmsauia CTaTUCTUYHMX OaHUX LWo[0
NMOBEPHEHNX TBOPIB AEKOPATMBHOMO MUCTELTBA 3a POKU He3arnexHoOCTi nposBoaunacs Tiflbkn YacTKOBO i 3a-
NUWAETLCH NEPCMNEKTUBHUM HaMPSIMOM HayKOBUX AOCHIAKEHb.

CyyacHUMM yKpaiHCbKMMK BYEHMMK Byna npoBefeHa 3HadHa poboTa 3 BMPOBNEHHA KpUTepiiB 3a-
ranbHOI XapakTepuUCTUKM MOLLUYKY, NOBEPHEHHS Ta 3bepexeHHs KynbTypHux uiHHocTen (O. degopyk, C. Kor,
FO. CaBuyk, B. Bpybnescbka, 1. binaw). BogHoyac nutaHHs obniky Ta cuctemaTtmsauil iHpopmalii wono
NMOBEPHEHNX KyNbTYPHUX LIHHOCTEN, 30KpeMa TBOpIiB AEKOPaTUBHOMO MUCTELTBA, HE CTano npeameToMm cre-
LianbHOro aHaniay.

MeTa pocnigxeHHs. 3a poku HesanexHocTi A0 YKpaiHW MOBEPHYNUCS COTHI TUCAY OOQMHWLbL Kyrb-
TYPHUX UIHHOCTEN, OpuriHanbHUX XYOOXHIX TBOPIB XMBOMUCY, rpadikym Ta CKynbnTypw, AeKkopaTUBHO-
NPUKNagHOro MUCTELTBA, apXiBHUX JOKYMEHTIB, KHWXXKOBMX KONEKUin ToLwwo. MMiacymyBaTtu 3aranbHy KinbkicTb
NoBEPHEHNX LHHOCTEN — chnpaBa 4Yacy. Y ubOMy OOCHigKEHHI NNaHyeTbCsA OXapakTepusyBaTU MOBEPHEHI
[epxaBHot cnyX60t0 KOHTPOSO 3a NEPEMILLLEHHSM KyNbTYPHUX LLIHHOCTEN Yepes AepKaBHUA KOPAOH YKpa-
THVU TBOPW OEKOPATMBHOIO MUCTELTBA Ta BU3HAYUTM IX PONb Y PO3BUTKY Cy4acHOro €THOAU3anHy.

Buknag ocHoeHoro matepiany. Ha noyaTtky 90-x pokiB MUHyROro cTtonitta npobrnemMa "noBepHeHHs"
KynbTypHUX LiHHOCTEN Anst YkpaiHm Oyna HoBot. Ha Ton yac ii BaXnvBMM acrneKkToM CTarno BUBYEHHSI MiXKHa-
POAHOrO npasa 3 NUTaHb OXOPOHU, 3aXUCTY, 30EepEXeHHs, MOBEPHEHHS Ta PeCcTUTYLIi HauioHanbHMX HagbaHb.
Mepeknaa Ta BUOAHHA YKPaTHCHKOK MOBOK KOHBEHLiN, pekoMeHaauin Ta iHwmx gokymeHTie OOH i KOHECKO,
ropuandHUA gocsia Takmx kpaiH, sk CLUA, KaHaga, ®paHuisn, HimewdnHa, MNonblia, BUBYEHHS MiDXKHAPOOHOI HO-
pMaTUBHO-NPaBOBOI 6a3n Crpusnv NOBEPHEHHIO HaLiOHaNbHOI ICTOPUKO-KYNbTYPHOI CnaaLuHn YKpaiHu.

Ha ocobrnuBy yBary 3acrnyroByoTb NOBEPHEHI LiHHOCTI eKopaTMBHOrO MUCTELTBA — OAHOrO i3 BUAIB
XYOOXHbBOI AiSNbHOCTI, TBOPU SIKOrO NOEAHYIOTb €CTETUYHI Ta NPaKTUYHI AKOCTI, Tpaguuii i camobyTHICTb Ha-
LLIOro Hapogy, Wwo 36epiraloTbCs TUCAYONITTAMM.

BripoBamkeHHs gepkasHMX nporpam "MNosepHyTi imeHa" (1996 p.) [1, 11-12], "KynbTypHi WiHHOCTI Ykpai-
HW. Btpatu. LLUnaxu nosepHeHHA" (1990-2005 pp.) [2], kynbTyponoridyHuiA NpoekT "KynbTypHi LiHHOCTI KPUMCBKO-
TaTapcbkoro Hapogy. Brpatu. LLnsaxu nosepHeHHs" (2004 p.) [3], aki peanisoByBanucs nig erigoto MiHictepcTtsa
KynbTypy YkpaiHu Ta [epxaBHoi Cry>0u KOHTPOIIO 3a NePEMILLEHHAM KynbTYPHUX LiHHOCTEN Yepes3 OepXKaBHUN
kopaoH YkpaiHu (2000-2011 pp.; npotarom 1992—-1999 pp. — HaujoHanbHOT KOMICii 3 NTaHb NOBEPHEHHS B YKpa-
THY KynbTYpHUX LIHHOCTEN) CTano BaXNMBMM KPOKOM Y (pOpMyBaHHI AepaBHOI NOMITUKU CTOCOBHO NOBEPHEHHS
Ta PECTUTYLiI HaLiOHaNbHMX KyrnbTypPHUX LiHHOCTER, 30Kpema, TBOpPIB AEKOpaTUBHOINO MUCTELITBA.

BuwesasHavyeHMMN aepxaBHMMM nporpamamu nepegbadanacs Hu3ka 3axogdiB, 3aBOsSKM SIKMUM MO-
BEPHEHI LiHHOCTI Ta HOBI iMeHa BBOAMIUCS A0 HAYKOBOIO i KynbTypHOro obiry YkpaiHu, a came: npoBefeHHs
HayKOBO-MpPaKTUYHUX KOHepeHLil, NpeseHTaliin, Xy4oXHiX BUCTaBOK Ta Be4opiB NaM’siTi, BUAaHHA MaTepia-
niB KOH(PEpPEHUIN Ta KHWKOK, BCTAHOBMEHHSA MOrpyaHUX NamM’'sTHUKIB Ta BIOKPUTTS MeMopianbHUX My3eiB,
CTBOPEHHS HayKOBO-NOMynsapHUX dinbmis.

Y Mexax BUKOHaHHSI Aep)kaBHOI nporpamu "ToeepHyTi iMmeHa" (1996 p.) 4o KynbTypPHOro i HaykoBoro obi-
ry Hawoi gepxasu 6yno seedeHo iM's IBaHHN HokHUK-BrHHUKIB (1912, J1bBiB — 1993, MyxeH, ®paHuist), ydeHuu;
Oneken HoeakiBcbkoro, kepamictkv, kunumapHudi. 3 1946 poky |. HWkHUk-BuHHMKIB Mewkana y dpaHuil, ge
CTBOpUNA Konekuito girypatmBHUX KUnmMmMiB-annikawi 3 TEKCTUMIO B CTUAI MOCTIMNPECIOHI3MY Ta €KCNpPeCioHi3My.

1995 poky 3 dhpaHLy3bKOro ocepeaky ykpaiHCcbkol giacnopu — M. MyxeH o YkpaiHu noBepHynacs
Tak 3BaHa "MyxeHiBcbka konekuig". HauioHanbHOW KOMICIE 3 NMTaHb NMOBEPHEHHS B YKpaiHy KynbTypHUX
LiHHOCTel Byno NoBepHEHO KynbTypHY cnagwmHy |. HWkHUK-BUHHKKIB Ta yKpaiHCBKOro xxusonucus, rpadika,
kepamicta 0. Kynbuunubkoro. [Jo agepxaBHoi YacTuHn MysenHoro poHay YkpaiHu Bynu BKNMOYEHi KapTuHM,
akeapeni, kepaMika, Kunmmu-rodbenexu, rpadika, annikauii, 6ibnioteyvHi konekuii, apxiBHi maTepianu MyxeH-
uiB. Y pamkax uiei nporpamu 6yno nepeBe3eHo TakoxX YpHY 3 npaxom |. HWkHuK-BUHHKKIB 3 MeTolo 1T nepe-
noxoBaHHs y J1bBoBI, 6inga pigHoi cecTpu CtedaHil bonko [4, 21, 25-26].

3a 3anoBiTOM XyAOXHWLi, HaWbinbLy YacTuHy ii TBOpYoro gopobky Oymno nepegaHo Ha MOCTiNHE
36epiraHHa oo HauioHanbHoro my3eto JIbBoBa (CydacHa Ha3Ba — HauioHanbHuin Mmy3en y J1bBOBi iMeHi AHA-
pis WenTtuubkoro): kepamikn — 14 og. 36., kunumie-robenexis — 7 og. 36., nansok — 100 oa. 36., xxmeonucy —
112 og. 36., rpadpikn — 95 oa. 36.

Takox 3rigHO 3 akToM nepefadi KynbTypHUX UiHHocTen Big 20 keiTHA 1995 poky Ne 38 oguH kunum-
robeneH |. HuxHUk-BuHHMKIB ByB nepepaHuin 4o [epXaBHOro My3eto yKpaiHCbKOro HapoaHoOro AeKopaTuBHOMO
MUCTeuTBa (CyvyacHa Ha3Ba — HauioHanbHMI My3ein YKpalHCbKOro HapogHOro 4eKopaTMBHOMO MUCTELTBA).
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YKpaiHCbK1i KunumM OyB HEBiA'’EMHUM eNeMEeHTOM eCTETUYHOrO NoBYTY | XyAOXKHbOI KyNbTYpU HALLIOro
Hapogy. Big nokoniHHA 40 NOKOMiHHA nepegasBanncs OCHOBWU KOMMO3WLUINHOT MOBYA0BW TBOPY, PiBHOMaHITHI-
LLIOIO CTaBana opHaMeHTuKa, TemaTuka, KonbopoBa rama, CTUIbOBI OCOBMMBOCTI aBTOPCLKONO BUKOHAHHS.

3anpoBaKeHHS MUCTELbKMX HOBaUi y 36epexeHHi 3BuyaiB, Tpaguuin yKpaiHCbKOI KynbTypu mae
npuBepTaTu yBary He TiNbku daxiBuiB Teopii Ta NpakTuku, a, B NepLly Yepry, ctaT LapuHOK AO0CHIAXEHHS
LWNAXiB NOCTiIMHOro hopMyBaHHA 6a3n aaHux 3i 36epexeHnx aptedakTiB yKpaiHCbKOro eTHOCY.

3po3ymino, WO BiACYTHICTb perioHanbHOro cepefoBuLla yKpaiHCbKOro nobyTy Ana MUTUIB giacnopu
crnpuvsana ix camolByTHiI TBOPYOCTI, CTaBana Hag3BUYaiHO NOTY>KHUM CTUMYIIOM CaMOPO3BUTKY | 36epexeHHs
CTUIIO aBTOPCBHKOro BUKOHAHHS XYO0XHiX TBOPIB.

Xapakrepuaytoun TBopuicTb |. HxHUK-BuHHMKiB, Onekcangp ®enopyk 3ayBaxus, WO yCnaakyBas-
LM Tpaamuil YKpalHCbKOI KUTMMaPCBKOT KyrnbTypW, XyOOXKHULSA CTBOpUIIa Take HenoBTOpHe | AOCi He NpakTu-
KOBaHe y Hac sBuLLe, K HalmMBaHWU KunuMm-robenex, o yeibpas OCATHEHHS MUCTELBKOT KynbTypu 3axoay
XX cT. Y i cuHTE30BaHOMY MUCTELITBI OpraHiyHO NOEAHaHi PO3ropHeEHa TeMaTtuka i abcTpakTHa KOnbopoBa CUM-
Bonika [5, 38-39]. TobTo B ykpaiHLiB Aiacnopu BiabyBanacsa TpaHcopmaLis Tpaguuin y LapyHi eTHoQM3aHy.

CborogHi Wwnsx "posrepmeTusauii" Bakyymy ykpaiHuUiB giacnopu y cBiTi Bce Binblue npusepTtae ysary
HOBUMM Nigxo4aMu A0 METOAMKM MiAroTOBKM paxiBUIiB 3 AN3aNHY, 3HAYHO PO3LLMPIOE CTBOPEHHS HOBUX KOH-
uenuin "donkapTiBCbkuX" LWKIN y pisHMX perioHax YkpaiHu.

Y ubOMy 3B’A3Ky Crif, 3BEPHYTU yBary Lie Ha OAHy HemnepeciyHy nogito, Lo cTanacsa y KynbTypHO-
iCTOPUYHOMY XUTTi HaLLOI AepXXaBn OCTaHHIX pokiB. BoHa cTocyeTbes 3BepHeHHs [epXaBHoi cryxbu KoH-
TPOMIO 3a NEPEMILLLEHHAM KYNbTYPHUX LiHHOCTEN Yyepes AepKaBHUN KOPAOH YKpaiHn OO NUTaHHA pecTUTyLii
TBOpPIB AEeKOpaTUBHOrO MUCTELTBA KPUMCLKOTaATapCLKOro Hapoay.

2008 poky ETHorpadiuHuin mysen micta Kitsec (PepepanbHa 3emnsa byprennang, AscTpinicbka Pec-
nybnika) BACMOBMB HaMip NOBEPHYTM OO0 YKpaiHM 68 npegMeTiB AeKopaTUBHOIO MUCTeuTBa HapoOHOCTEN
Kpumy, ki 6ynun BuBeseHi nig 4ac [pyroi cBiTOBOI BiHN 3 Baxuyncapancbkoro icTOpuKo-KynbTYpHOro 3ano-
BigHUKa [6, 2-7].

Jo MiHicTepcTBa 3akopgoHHUX cnpaB YkpaiHu Hagivwna HoTa MNMoconbcTBa ABCTpincbkoi Pecny6ni-
K1 B YKpaiHi, B AKiii NOBIAOMMANOCA Npo Te, WO B pe3ynbTaTi NOLWYKiB, SKi 30iMCHIOITECA B KpaiHi Ha BUKO-
HaHHA 3akoHy ABCTpIii Npo pecTuTyuito, 3a iHiuiaten Pagun 3 pectuTyuil KynbTypHUX LiHHOCTen npu ®ene-
panbHomy MiHicTepcTBi OCBITH, KynbTypu Ta Hayku ABCTpIi, hegepanbHoMy MiHiCTepcTBi 3 €BPONENCHKUX Ta
MixxHapogHux crnipaB ABCTpii, My3eln Hapogo3HaBcTBa BigHs BMSABMB KOMEKLiO TEKCTUNBHUX BUPOOIB 3 ykpa-
THCbKMX My3eiB.

Lia kornekuis BUPOGIB KPUMCbKMX TaTap Ta KapaiMiB BKtOYana XyCTUHW, peMeEHi, CyMOYku, apanepii,
niaB’askK, 30e6inbLIoro BUKOHaHI 3 OKCaMUTy, OBLUMTI 30M0TMMW HUTKaMKU Ta 0BpobneHi B'A3KO sICKpaBUX KO-
nNbopiB. YacTKoOBO eKcroHaT! Manu iHBeHTapHi HoMepyn Baxyncapancekoro 3anoBigHUKA, 3 AKOro BOHW NMOXOOWIN.

Y 1942 p. BificbkoBuiA HiMeubkoro Bepmaxty ®puuy MaHHc, akui 6yB 36epiradem KynbTypHO-
icTopuyHoro mMyseto BigHs, BUBI3 KpUMCbKOTaTapcChki LIHHOCTI 3 Teputopii Kpumy Ta nepefas ix Ha 36epiraH-
HA oo Myseto HapogosHascTBa Yy BigHi. Ockinbku Ui npegmeT mucteutsa 6ynum ekcnponpinoBaHUM MamHOM,
X iHBEHTapu3auis y BideHCbKOMy My3el He 3aiicHioBanacs. Ane 1973 poky 3a3HadeHi TBOpy HapogHOro Mu-
CTeLTBa KpUMCbKMX TaTap Oynu 3apeecTpoBaHi B OKpEMOMY peecTpi i nepefaHi Ao ETHorpadiyHoro myseto
micTa Kitsec, ae 3bepiranuca noHag TpuaLAaTb POKiB.

BapTo 3a3HauMTh, WO CBOro 4acy neperoBopu OO0 NMOBEPHEHHS 3rajaHux npegmetiB MUCTeLTBa
KPUMCBKMUX HapogHOCTeN — KapaiMiB i KpUMYakiB — BENMCA Ha HaMBULLIOMY PiBHI MiXK cekpeTapiatamu npesu-
AeHTiB YkpaiHu Ta ABCTpii. Lle roBopuTtb Npo Te, WO NUTaHHA NOBEPHEHHS KYNbTYPHUX LIHHOCTEN 3aBXau €
NPIOPUTETHUMM | BaXIMBUMMU Y KyNbTYPHIN MNONITMLi Cy4acHOro CBITYy.

3okpeMa, y pamkax Big3HaydeHHsA 65-x poKoBUH AenopTauiil KPMMCbKMX TaTap, Ha BUMKOHaHHS Ykasy
MpesngeHTa Ykpainu Big 30.04.2009 Ne 281 "MNpo 3axoam y 3B’A3Ky 3 65-Mu1 pokoBMHamMK genopTauii 3 Kpu-
MY KPUMCBKUX TaTap Ta iHWMx ocib 3a HauioHanbHOKW o3Hakow" [7] Ta naHy opraHisauji BUKOHaHHS Nono-
XeHb 3a3HayveHoro Ykasy, po3pobneHoro KabiHeTtom MiHicTpiB YkpaiHu, KONEKLit0 KpUMMCbKOTaTapChKMUX LiiH-
HocTen Byrno nosepHeHo 0o baxyncapancbkoro iCcTOPUKO-KynbTYPHOro 3anoBigHnka ABTOHOMHOI Pecny6riiku
Kpum. BoHn Bynu BknoYveHi 4o gepxaBHoi YacTuHu MysenHoro doHgy Ykpainu (2009 p.). Takum YnHOM,
BiTYUM3HSIHA cKapOHMUA 3baratunacst TBopamMu AEKOPaTUBHOIO MUCTELITBA, LLO HECYTb NOBEPHEHI i3 HEDYTTS
pigkicHi B3ipLi apTedakTiB KPUMCbKOTaTapCbKOro eTHOCY.

HaykoBa HOBM3Ha OOCHIOKEHHS nondrae y ToMy, L0 aBTOPOM ynepLue 3giicHeHa cnpoba cucrema-
TM3auii 1 MUCTELITBO3HABYOrO aHarnily TBOPIB AEKOPaTUBHOIO MUCTELTBA Y KOHTEKCTI 36arayeHHsi oopM i
MEeTOAIB PO3BUTKY eTHOAM3anHy Ha Mpuknagax TBOPIB YKPaATHCbKUX XYyOOXHUKIB 3apybixoka Ta apTedakTis
OeKopaTUBHOIO MUCTELTBA KPUMCbKOTaTapChKOro Hapoay.

BucHosku. Ha cborogHi 6araTtopiyHa npakTuka NOBEpPHEHHS KyNbTYPHUX LiHHOCTEN Aocsarna cTaHy
KOMMEKCHOro onpadtoBaHHsA. BogHovac, BapTo 3a3Hauutu, WO edekTuBHICTb poboTn HaujoHanbHOI KoMiCiT 3
NUTaHb NOBEPHEHHS B YKpaiHy KynbTYPHUX LHHOCTER, a 3rogom — [lep)aBHOi Crny»6u KOHTPOMIo 3a nepemilLeH-
HAM KyNbTYPHUX LiHHOCTEN Yepes OepKaBHUA KOPAOH YKpaiHW Bu3Ha4anacs He Tinbku BUSBMEHHSM iHopma-
LiMHUX XapaKTepUCTUK NOBEPHEHMX LHHOCTEN (MicLe 3HAXOMKEHHS KynbTYPHUX LiHHOCTEN Ta 0BCcTaBuHM iX no-
BEPHEHHs1), a i B 0OOB’A3KOBOMY MOPSIAKY PO3KPUTTAM X 3MICTOBHOI YacTWMHM (KOMMMEKCHUM OnpaLtoBaHHAM
OxXeperna CTBOPEHHS, MiCLisi CTBOPEHHS, 0COBNMBOCTEN aBTOPCHKOro CTWIM0, B3aEMO3B'SI3KIB 3 TPaAULIisIMK TOLLO).
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Cnig 3ayBaxuTtu, WO BuLLE3a3HAYEHUA CNOCIO AOCMIAXEHHS NOBEPHEHUX A0 YKpaiHW KynbTypHUX
LiHHOCTeln 36aradye dopmu i MeToan po3BUTKY €THOAM3aNHy. BiH cnpusie CTBOPEHHIO nporpam HaB4YaHHS
ONA pi3HKX PiBHIB NigroToBkM dhaxiBuiB (y TOMY YmMchi TUX, SKi NNaHylTbea ByTU 3anyvyeHnMmn go nporpam
NMOBEPHEHHSI BTpayYeHUX KynbTYPHUX LiHHOCTEN); NigpyYHUKIB CydacHOro 3pasky, ki popMyoTb eeKkTUBHI
HanpsiMKM CamonMi3HaHHsI, CAMOBMUXOBaHHS, CaMOBUPaXKeHHs1 0COOMCTOCTI; 3acobiB Mi3HaHHA eMOoLiR, YyTTe-
BOro GOKy CNpUIHATTA MUCTeLTBa (LapuHa eTHOMCMXOMOTii), BNacHe yKpaiHCbKoi Ayl (MPUHLMNOBO HOBUX
KaTeropi HaB4arbHO-BMXOBHOIO npouecy). TUM caMnM B3aEMOAIA HayKOBLIB Ta YMHOBHUKIB Y cdpepi eTHO-
OV3aiiHy npauloe Ha KOpUCTb 30arayeHHsl HauioHamnbHOI KynbTypy Ha Cy4acHOMy eTani, Cpusie Kpaliomy
PO3YMiHHIO iAEHTUYHOCTI cnafKy yKpaiHUiB Yy CBiTi Ta Ha baTbKiBLLMHI.

Jlimepamypa

1. OepxaBHa nporpama "lNoBepHyTi iMeHa" / Hau. KoMmicis 3 NMTaHb NOBEPHEHHS B YKpaiHy KyNbTypHUX LLiHHO-
cten. — K. : OO0 "TaHaHT", 1996. — 26 c. — C. 11-12.

2. flepxaBHa nporpama "KynbTypHi LiHHOCTI YkpaiHu. BTpatn. Wnaxv nosepHeHHA" / MiH. KynbT. i MucT. Ykpai-
HK, Hau. KOM. 3 NUTaHb NOBEPHEHHS B YKpaiHy KymnbT. LiHHOCT., [0noB. apx. ynpasn. YkpaiHu, Hau. akaa. Hayk YkpaiHu.
-K.,, 1999. — 14 c.

3. KynbTyponoriyHun npoekTt "KynbTypHi LiHHOCTI KpMMCbKOTaTapcbkoro Hapody. Brpatu. WUnsxu noBepHeHHA" /
MiHicTepcTBO KynbTypu ABTOHOMHOI Pecnybniku Kpum, [epxaBHa cnyxba KOHTPOMO 3a NepeMilleHHAM KyTbTypPHUX
LiHHOCTEW Yepes aepxaBHUIM KOpAOH Ykpainu. — K. : Tpuymd, 2004. — 11 c.

4. ApxiB HauioHanbHOi koMicii 3 TMTaHb NOBEPHEHHS B YKpaiHy KynbTypHUX UiHHOCTen, . 3, on. 1, cnp.1, apk.
21, 25-26.

5. Anb6om. VoanHa HimkHuk-BunHukis / AsT. i ynopaaH. FO. Kynbunubkuin. — Mapwk, 1992. — C. 38-39.

6. ApxiB [lepxaBHOI CnyX61 KOHTPOIO 3a NEpPEMILLEHHSAM KyIbTYPHUX LIIHHOCTEN Yyepes Aep)XaBHUA KOPAOH YK-
painun, ¢. 4, on. 2, cnp. 1, apk. 2-7.

7. Yxas lNpesuaeHTa Ykpainn "lNpo 3axoaun y 3B’s3Ky 3 65-Mun pokoBMHaMu genopTadii 3 Kpumy KpuMcbkux Tatap
Ta iHWMX ocib 3a HauioHanbHOoW o3Hakow" [EnekTpoHHUI pecypc] : BepxoBHa Paga Ykpainu. — 16 notoro 2016. — Pe-
xum goctyny: http://zakon3.rada.gov.ua/laws/show/281/2009.

References

1. National commission on questions of return to Ukraine of cultural values, (1996). State program "The returned
names", 11-12. Kyiv : Tanant [in Ukrainian].

2. Ministry of Culture and arts of Ukraine, National commission on questions of return to Ukraine of cultural val-
ues, Head archival department of Ukraine, National academy of Sciences of Ukraine, (1999). State program "Cultural
values of Ukraine. Losses. Ways of return”. Kyiv [in Ukrainian].

3. Ministry of Culture of the Autonomous Republic of Crimea, State service for control over transferring of cul-
tural values across the state border of Ukraine, (2004). Culturological project "Cultural values of the Crimean Tatar peo-
ple. Losses. Ways of return". Kyiv : Triumf [in Ukrainian].

4. Archive of the National commission on questions of return of cultural values to Ukraine, f. 3, inv. 1, arch.1, pg.
21, 25-26 [in Ukrainian].

5. Kulchytckyi, U. (1991). Albom. loanna Nyzhnyk-Vynnykiv. Paris [in Ukrainian, in French].

6. Archive of State service for control over transferring of cultural values across the state border of Ukraine, f. 4,
inv. 2, arch. 1, pg. 2-7[in Ukrainian].

7. Decree of the President of Ukraine "About actions in connection with the 65th anniversary of deportation from
the Crimea the Crimean Tatars and other persons on a national sign" (2009, April 30). Verkhovna Rada of Ukraine. Re-
trieved from http://zakon3.rada.gov.ua/laws/show/281/2009 [in Ukrainian].

Cmamms Haditiwna do pedakuii 17.01.2016 p.

113



Kucnrok K. B.

Boxko J1. 1.
lrarok I. 5.
Henucrok XK. 3.

HAunikoea JI. LLI.

TepewieHko-KatidaH J1. B.

LlleeyeHko J1. O.

Idpicoea M. A.

Macanosea K. 0.

AHdpocoea [. B.

€cuneHko P. M.

3ae2opodHs I'.

Jlro BiHusiH

Hoeak A.
lMo6epexHa I I.

lMpuweHko C. B.

AdpoHina O. C.

AyHosk 1. M.

Medeedesa A. O.
OscsiHHikoga-Tpesnb O. A.

3aps C. B.
Jlro BiHb

Cueauw I.0.

Tamiiecbkka . I1.

114

3MICT

Kynbtyponoris

TpaHcdopmaLii MemopianbHOro NPoCTopy i MemopianbHUX NPakTUK

B YKpaiHi NEPIOAY HEIAMEMKHOCTI .ttt e e s s s s e 3
KayucepdiHr sk ocobnmsa pinocodist MaHAPIBOK .....coeeeeeeiiiiiiiiiiiiie e aeee s 8
IcTOpUYHI 0COBNMBOCTI PO3BUTKY BipMEHCLKOro 36pospcTBa B YKpaiHi ........... 14

MocThonbknop gk npegMeT rymMmaHiTapHUX 4OCTiAXKeHb:
[10 TTOCTAHOBKM MUTAHHS ...evneeineieeeeeeeeeee et e e e e e e e e e e et e e e e eaeeaeeneens 19

Gender equality as area of I. Gasprinsky’s awareness-raising activities
[FeHOepHa piBHICTb SIK BEKTOP MPOCBITHULLKOT AisnbHOCTI |. MacnpuHCBLKOrQ] .......... 24

Hilandar collection and Ukrainian manuscript heritage — a unique phenomenon
of Ukrainian culture [XinaHgapcoki 3i6paHHs Ta ykpaiHCbka pyKonucHa
crnajlmHa — yHiKanbHi SBULLA YKPATHCBKOT KYTBTYPU] «oocvveeeeeieeeiieieeeeeeeeeeeeee 28

Spanish and Ukrainian ethnospecific phraseological units in the press
[lcnaHcbki Ta ykpaiHCbki eTHOMapKoBaHi dopa3eonorivyHi oguHuLi

B NMEPIOOANYHIM MIPECI] .ttt et e 32

Mpobnema kynbTypu KpMMCBHKOro XxaHcTBa B Cy4acHOMY ryMaHiTapHOMY

HAYKOBOMY JMCKYPCT .ttt s e e 2 e e 36

KHura mepTBux Ha cTernax HOBOMO LI@PCTBA ....occoccuuuieiiiiiiiiiiiiiiie s e e 40
MucTteuTBO3HaABCTBO

National roots of piano symbolism of A. Skryabin performance style
[HauioHanbHi BUTOKM (hopTeniaHHOro CUMBORI3MY BUKOHABCLKOrO CTUMO

O.CKPABIHA] ..o 48
BTineHHsA HaLioHanbHOro Xxapakrepy B TBOpax iHOHaLjioHansHoI Apamatyprii
Ha ykpalHcbkin cueHi 60-80-x pokis XX ctonitta (HactuHa ) ..o 52

Musical space and works of Ukrainian composers in the aspect
of stylistic dialogue [My3n4HMIn NPOCTip Ta TBOPYICTb YKPATHCbKMX
KOMMO3UTOPIB B aCNEKTi CTUMBOBOIO SIaNMONY] .oooeei e 56

Musical indicators of historical processuality in the parallelisms of the
development of China and Europe [My3u4Hi nokasHuKky iCTOPUYHOI
npoLiecyanbHOCTi B Napaneniamax po3sutky Knutato t1a €Bponu] .......ccccee....... 59

Modern composer creative activity as subject of education
[Cy4acHa My3u4Ha TBOPYICTb K MPEAMET HABYAHHS] .evvvveeiieeeeeeeeeeeiiiineeeeenns 64

Language and song as major assets of Ukraine
[MoBa Ta nicHS 5K FONIOBHUIN PECYPC YKPATHU] ..o e 67

The colour synergetics in advertising communications
of the postmodern period [CnHepreTuka KONbopy y peknamHux

KOMYHiKaLisiX Nepiogy MOCTMOOEPHY] ..iiieiiiiiiiiitiiiiiittee s e e 71
Mythological codes and "double coding" in art

[MidponoriyHi kogun Ta "noaeiviHe kogyBaHHA" B MUCTELTBI] ..oooeeeeeeeiiiiiiiiienes 76
JleB Ckon: ikoHONUceLUpb, pecTaBpaTop Ta MPOMAACHKUN iAY .......eeeeeeeeeeeeeeeenn. 81
AcnekTn iCTOPUYHOI r'eHe3n Ta eBontoLil TeaTparbHOI aKTOPCHKOI Macku ....... 86
Film music in the works of contemporary Ukrainian composers

[KiHOoMy3MKa y TBOPYOCTi CydacHUX YKPAiHCLKUX KOMMO3UTOPIB] ... 91
PeknaMHi Bigeoponuku sk BUA, aygioBidyanbHOT MPOOYKLIT .ooveeeeeeeiiiiiiiiienes 94

The conflict of emotion and duty in the intonation drama les Danaides
by A. Salieri [KoHniKT novyTTa Ta 060B’A3KYy B iHTOHALiMHIM gpamaTyprii
onepu A. Canbepi "OaHaIAN"] ..o 98

TeopeTnKko-MeTOAONOrIYHI NigX0AN A0 PO3YMiHHA €THOAMN3aNHY
Ha Cy4acHOMY eTani KyNbTYPOTBOPYOCTI ..iiiieiiuiniinnnniiniiteeiet s e e sasesennnnenes 105

Ponb [epxaBHoi cny0u KOHTPOMO 32 NEPEMILLLEHHSM KyIbTYPHUX LiHHOCTEN
Yepes gepXaBHU KOPAOH YKpaiHu y 36epexxeHHi TBopiB AeKopaTUBHOIo
MUCTeLTBa Ta TpaHchopMaLia Tpaguuin y LapuHi eTHOOU3ANHY .................. 110



Kucnrok K. B.

Boxko J1. 1.
lTarok U. 5.

Henucrok XK. 3.

Abinukoesa J1. L.

TepeuwieHko-KatidaH J1. B.

Llles4yeHko J1. A.

Udpucoea M. A.

Macanosea K. 0.

AHdpocoea [. B.

EcuneHko P. H.

3aezopodHss I.

JTro BuHysiH

Hosak A.
lMo6epexHas I'. N.
lMpuweHko C. B.
AgoHuHa E. C.
AyHosk U. H.
Medeedesa A. A.

OscsiHHukoea-Tpesnb A. A.
3aps C. B.

Jlro BuHb
Cueaw U. O.

Tamuueckas U. I1.

COAEP>XXAHUE

KynbTyponorus

TpaHcdhopmaunm MeMopmanbHOro NPOCTPaHCTBa 1 MeMOpPUanbHbIX
NPaKTUK B YKPaMHE NEPUOAA HEBABUCUMOCTU ...eereeeeieeieeeeeaessaaeeenneenneaaaeeaannes 3
KayucepduHr kak ocobast PrnocomUA NYTELLUECTBUM ..ooeeeeeeeeneieneeniieinn e 8
WcTopuyeckne 0COGEHHOCTM pa3BUTUS apMSIHCKOTO OpPYXXeNHOoro aena
B YKPAUHE ..t e e s 14
MocTdhonbKknop kak NpeaMeT ryMaHUTapHbIX UCCReqoBaHWUi:
K MTOCTAHOBKE BOTIPOGCEA ..cvvvvuuuieeeeeieeentnnea s teeesssaaaaeeeeeseensssna s e e eernnnnaaeeeeees 19
"eHOepHOe paBEeHCTBO Kak BEKTOP MPOCBETUTENBCKON AeATENbHOCTH
M. TACTIPUMHCKOTO ...t et s e 24
Xunangapckoe cobpaHve 1 ykpamHCcKoe pyKonucHoe Hacneamne —
YHUKaNbHOE ABMEHNE YKPAUHCKOMN KYTIBTYPDI «ovvviiiiiiiieeaeaeaeeeeeeeeeeeeeeeeaeeeee e 28
McnaHckne 1 ykpanHckMe STHOMapknpoBaHHbIe dhpaseonormyeckme
€0VHNLbI B MEPUOLUYECKON MPECCE ...eeeeeeeeerinnieeeeeeereeeataseeaeeseeeesnnnnnaeeeeasennnes 32
Mpobnema kynbTypbl KpbIMCKOro XxaHcTBa B COBPEMEHHOM
FYMaHUTAPHOM HAYYHOM JMCKYPCE ...eeeeeeiiuueeeereaeesaanneeentnneesaeseaaanneseeeaeessannnenes 36
KHura mepTBbIX Ha cTenax HOBOMO LLAPCTBA ....ooouuueuiiiiiiiiiiiiiiiiit s e e 40

UckyccTBOBeaeHue

HaumnoHarnbHble UCTOKU (bopTeENMaHHOrO CUMBOSTM3Ma UCMOSTHUTENBbCKOro
CTUNSA AL CKRPABUMHA ..o 48

BonnoLleHne HaLMoHanbHoro XapakTtepa B npon3seaeHnax
WHOHaLMOHanbHoOM apamMatyprmn Ha praMHCKOl;I cueHe

60-80-x rogoB XX ctonetnst (MacTb 1) ..o, 52
Mya3bikanbHOe NPOCTPaHCTBO U TBOPYECTBO YKPAUHCKUX KOMMNO3UTOPOB

B @CMEKTE CTUNEBOTO AMAITOTA ...t s e e s s s s s s aenenee s e e as 56
Mya3bikanbHble nokasaTenu NCTOPUYECKon NpoLeccyansHOCTH

B napannenuamMax passutus Kutas n EBPOMbl .......ccooeeiiiiiiiiiiii e 59
CoBpeMeHHOe My3blkanbHOe TBOPYECTBO Kak NpegMeT 0byyeHust ................. 64
A3bIK 1 NECHA KaK OCHOBHOM PECYPC YKPAUHDBI ..ccvviiiieeieiieaaeeeeeeeeeeeeceeceae e 67
CuHepreTuyKa UBeTa B peknaMHbIX KOMMYHUKaLMSAX nepuoga noctMoaepHa ....... 71
Mudonornyeckme kogbl 1 "0BOMHOE KOAUPOBAHUE" B UCKYCCTBE ....cocuueeennnnses 76
Jles Ckon: nkoHonucew, pectaBpaTop 1 OOLLECTBEHHbBIN OEATEND .....ccvvvnnnn.... 81
AcnekTbl ICTOPUYECKOrO reHesunca 1 9BOMLMM TeaTpanbHOn

= L=t 1o (o) Y = o OO P 86
KnHoMy3blka B TBOpYECTBE COBPEMEHHBIX YKPAUHCKUX KOMMNO3UTOPOB ........... 91
PeknamMHble BUOEOPONMKA Kak BUL ayaMOBU3YaribHON NPOAYKLUNU ... 94

KoHnuKT YyBCTBa 1 Aorra B MIHTOHaUMOHHOW ApaMaTypriu
onepbl A. Canbeph "JaHanObl" .......coooviiiiiiiiiiii 98

TeopeTuko-MeToaonorMyeckne nNoaxoasl K NoHMMaHUI0 aTHOAMU3aNHa
Ha COBPEMEHHOM 3Tane KyNbTYPOTBOPUECTBA ......eeeeeeuvereeeenreeeeeerreeeeeeaaseenns 105

Ponb NocynapcTBeHHOM Cnybbl KOHTPONS 3a NepemeLLeHeM

KYNbTYPHbIX LIEHHOCTEN Yepe3 rocyAapCTBEHHYH rpaHuLy YKpanuHbl

B COXPaHeHNM Npov3BELEHUI AEKOPATUBHOIO MCKYCCTBA U

TpaHcdopMaLmsa Tpaguumn B 06nacTh STHOOMIANHA .......cceevevevvennneeeeeeneeennn, 110



Kisliuk K.

Bozhko L.
Hayuk I.

Denysyuk Zh.
Dynikova L.

Tereshchenko-Kaidan L.

Shevchenko L.

Idrisova M.

Masalova K.

Androsova D.

Esipenko R.

Zavgorodnyaya G.

Liu Bingqiang

Nowak A.
Poberezhna G.

Pryshchenko S.

Aphonina O.
Dundyak |I.
Medvedeva A.

Ovsyannikova-Trell A.

Zarya S.
Lu Bin’

Sivash I.

Tatiyivska I.

116

CONTENTS

Culturology
Transformation of the memorial space and memorial practices in Ukraine
in the period of INAEPENdENCE ..o 3
CouchSurfing as a special philosophy of travel ........ccccccceeeiiiiiii e, 8

Historical features of the development of Armenian arms manufacturing
INUKFINE ..oeiiiiiii et e e e ettt e e e e e e e e et e e aaans 14

Postfolklore as a subject of humanities research: propounding a question ...... 19

Gender equality as area of |. Gasprinsky’s awareness-raising activities ......... 24

Hilandar collection and Ukrainian manuscript heritage — a unique

phenomenon of Ukrainian Culture ..o 28

Spanish and Ukrainian ethnospecific phraseological units in the press ........... 32

Problem of culture of the Crimean Khanate in modern humanitarian

SCIENLIIC AISCOUISE .uviveiiie et e e e e e e eeeenes 36

The Book of the Dead on the stelae of the New Kingdom ...........cccccccciinn. 40
Art Criticism

National roots of piano symbolism of A. Skryabin performance style .............. 48

The embodiment of a national character in the inonational dramaturgy

at the Ukrainian stage of the 60-80s of the XX century .............cccccc 52

Musical space and works of Ukrainian composers in the aspect

Of stylistic dIAlogUE .......cooiiiiiiiiiiiii e 56

Musical indicators of historical processuality in the parallelisms

of the development of China and EUrOpe ...........cccevvvvviiiiiiiiiiiiiiiiiiiiieeeeeeeeeee, 59

Modern composer creative activity as subject of education ................cc.......... 64

Language and song as major assets of Ukraine .........cccccevceeiiiiiiiiiiiiiiceeeeees 67

The colour synergetics in advertising communications

of the postmodern Period ... 71

Mythological codes and "double coding" in art .........ccoovrviiiiiiiiicie e, 76

Lev Skop: icon-painter, art restorer and publicman ..........ccccooooeiiiiiiiiicin e, 81

Some aspects of historical genesis and evolution of theatrical actor mask ...... 86

Film music in the works of contemporary Ukrainian composers ...................... 91
Advertising video as a kind of audio-visual production ................cccccveviiiieeennn. 94
The conflict of emotion and duty in the intonation drama les Danaides

DY AL SaliEr s 98
Theoretical-methodological approaches to understanding of ethnodesign

in the modern period of culture creativity ............ccccccoiiiiii e 105

The role of the State service for control over transferring of cultural
values across the state border of Ukraine in preservation of works of
decorative art and transformation of traditions in the field of ethno-design ....110



BMMOI'M OO NYBNIKALIA

3aranbHi NonoXeHHA

PepakuinHa konerig chaxoBux BMaaHb HauioHanbHOT akagemii kepiBHUX KagpiB KynbTypu i MUCTELTB
(bani — akageMii) y cBoin pobOTi KEpYETbCA HOPMaMn 3aKOHOL4aBCTBA YKpaiHu y cdhepi OCBITH, HAYyKOBOI Ai-
AMNbHOCTI Ta iHTENeKTyanbHOI BIAaCHOCTI.

[o ny6nikauii B xXypHani npunmatoTbCa cTaTTi NpobnemMHoro, y3arasnbHIOKY0ro, METOOMYHOIrO Xapak-
Tepy, AKi ABNSAI0Tb COBOK OpuriHanbHi HayKoBiI OCMIAXEHHS, WO paHile Hiae He APYKyBanuch.

CraTtTi npMnMarTbCs YKPaiHCbKOK, POCINCLKOK abo aHrMincbLKOK MOBaMMU.

O60B’A3k0BUMM eTanamy poboTK peaakuUinHoi Konerii 3 onpautoBaHHA cTaTteln nepen nybnikadieto €:

— nepesipka Ha npeameT AOTPUMAHHSA BUMOT A0 pedakuiniHOro oopMIeHHs 3rigHO 3 AepXaBHUMU
cTtangaptamu Ykpainun (OCTY 3008-95 "dokymeHTauisa. 3BiTn y cdepi Hayku i TexHikn. CTpykTypa i npaBuna
ochopmnerHsa"; OCTY TOCT 7.1:2006 "bibniorpaciuHnin 3anuc. bibniorpadiyHuin onuc. 3aranbHi BUMoru ta
npaeuna cknaganHa"; FTOCT 7.9-95 (MCO 214-76) "Pedhepat u aHHoTauusa. O6wme tpebosaHua"; OCTY
3582-97 "Ckopo4deHHs cniB B ykpalHCbKin MoBi y BibniorpadiyHomMy onuci. 3aranbHi BuMoru Ta npasuna”;

— 3AiNCHEHHS peaKonerielo BHYTPILWHBOro Ta 30BHILLHBOMO peLeH3yBaHHs ctaTten (nn. 2.10, 2.11 Ha-
kasy MOH Ykpainu Big 17 xoBTHa 2012 poky Ne 1111 "lMpo 3aTtBepaxeHHs Mopsagky dpopmysaHHs MNepeniky
HaykoBuX haxoBux BuAaHb YkpaiHu");

— nepesipka ctaten Ha nnariat (CtatTi 1, 5 3akoHy YkpaiHu "lNpo HayKoBY i HayKOBO-TEXHIYHY Ai-
anbHicTb"; CtaTTa 50 3akoHy YkpaiHu "Ipo aBTopchbke NpaBo i CymixHi npasa”; n. 16 "lMopsaky npucyaxeH-
HS1 HAYKOBUX CTYMNEHIB i NPUCBOEHHS BYEHOrO 3BaHHSA CTapLLOro HaykoBoro cnispobiTHuMka").

ETanu nigrotoBku Ao ApyKy

Mepenatoumn cTaTTioO OO pedakuil, aBTop rapaHTye HasiBHICTb Y HbOro aBTOPCLKUX MpaB Ha PYKOMUC i
0ae 3roay Ha nybnikavilo TEeKCTY Ta MeTagdaHux cTaTTi (BKNHOYaumM nNpissuLLe Ta iHiLianyu aBTopa, Micue noro
poboTH, eneKkTPOHHY aapecy AN KopecnoHAeHLUIT) y APYKOBaHin Ta enekTPOHHIN BEPCisX XypHany, LWo ne-
penbadae 4oTpMMaHHA NONITUKN BIOKPUTOro AOCTYNY 3riaHO 3 ymoBamu niueHsii Attribution-NonCommercial-
ShareAlike 4.0 International (guB. cant http://nakkkim.edu.ua/nauka/93-vidannya-akademiji) — moxnueicTb
BINIbHO YMTaTUW, 3aBaHTaXyBaTW, KOMitOBaTK Ta NOLLMPIOBATU 3MICT CTaTTi 3 HABYANbHOK Ta HAyKOBOK METOH
i3 3a3Ha4YeHHSAM aBTOPCTBA.

1. CtatTi nogaloTbCA 40 BiAINY HAyKOBOI Ta pefakuifiHO-BMAABHUYOI OisiNbHOCTI akagemii y poboui
OHi (3 noHeginka no yeTtsep 3 14.00 go 17.30) 3a agpecotro: HauioHanbHa akagaeMmis KepiBHUX KaapiB
KynbTypu i MucTeuTB, Byn. JlaBpcbka, 9, kopnyc 11, 2-n noBepx, kabiHeT 204, Ten. (044) 280-21-
93, e-mail: nauka@dakkkim.edu.ua.

2. CrartTi MaricTpaHTiB, acnipaHTiB, 3g00yBadviB (0cib, ski He MalTb HayKOBOIro CTyneHs)
006OB’sI3KOBO CYNPOBOAKYHOTLCA pPeLeH3ier i3 3a3Ha4YEeHHAM HayKoOBOI HOBM3HW Ta akTyanbHOCTI ny6ni-
Kauil, nignucaHo AOKTOPOM YM KaHOMAATOM Hayk (daxiBuem 3a npodpinem). MNignuc peueHseHTa mae Bytn
3acBigyeHM neyaTko y kagpoBoMy Nigposaini.

3. [o Bigainy HaykoBOi Ta pefakuinHOo-BMAaBHUYOI OisiNbHOCTI akageMmii NogaeTbCa naneposuii Npu-
MipHUK CTaTTi Ta Tl enekTpoHHa Bepcis. Ha KOXHi CTOpiHLi po3apyKiBK1 aBTOp NpoCTaBnde CBil nignuc, a Ha
nepLUin CTOPiHUI TakoX 3a3Hadae Aaty nogaHHs CTaTTi 4O APYKY.

4. CtaTTq, y SKill BUSIBNEHO 3ano3nyeHHs 3 MaTtepianis iHWKWX aBTopiB 6e3 nocunaHHa Ha gxeperno,
He NoBepTaeTbCA Ha AooNpaLloBaHHA Ta He NybnikyeTbes, a il aBTop MoXe nogaTtn 4o peakonerii iHWun ma-
Tepian.

Y pasi NOBTOPHOrO BUSIBIIEHHS 3ano3uvyeHb, pefakuis 3anuvwae 3a coboto npaso He 6paTu y no-
AanbLioMy Ao ApYKYy MaTepiany 4aHoro aBTopa.

5. MpaBuna UMTyBaHHS:

- BCi UMTaTU MaroTb 3aKkiH4yBaTUCS NOCUMNAHHAMW Ha QxXepena;

- NOCUNaHHS Ha NigPYyYHUKM € HebaxaHuwm;

- NOCUIaHHA Ha BracHi nybnikauji gonyckaeTbecs nule B pasi HaranbHoi NoTpebu;

- BTOPVHHE LNTYBaHHSA He J03BOMNAETLCS;

- AKWO B ornagi nitepatypun abo Aani no TEKCTY Mae NocunaHHsa Ha npissBuLLEe BYEHOro — 1oro ny6ni-
Kauis mae 6yTun B 3aranbHOMY CNUCKY niTepaTypu nicnsa cratTi.

6. 3a HaABHOCTI TPbOX i BifblUe rpamaTUYHUX MOMUIOK Ha CTOPIHLI, TEKCT 40 nybrnikauil He npuimMa-

€TbCS.
7. Pepkoneris opraHizoBye BHYTpilLHE (060B’AI3k0BE) Ta 30BHILLHE (3a HEOOXIAHOCTI) peueH3yBaHHS
ctaten. Pepakuia iHpopmye aBTopa npo pesynbTaT po3rnany, Hagcunalyu MoMy ernekTpOHHOK MOLUTO
BMCHOBOK.
AKWo aBTOp He 3rofeH i3 3ayBaXeHHSIMW peLieH3eHTa, BiH Mae obrpyHTyBaTh Le nucbMoBo. Peako-
neris 3anvwae 3a cobolo npaBo BIOXWNUTWU CTaTTO, AKWO aBTop Ge3niactaBHO 3anuwae 6e3 yearn noba-
)KaHHS peLeH3eHTa.
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CTpyKTtypa craTTi

1. Ingekc YOK.

2. BipomocTi npo aBTOpa YKpaiHCLKOK, POCINCLKOK Ta aHrMiNCbLKOK MOBaMM, LLO MICTATb TakKi
OaHi (6e3 ckopoyeHb Ta abpesiaTyp): npissuLLe, iM’4, N0 BaTbKOBI, HAYKOBMIA CTYNiHb, BYEHE 3BaHHS, nocaga
i3 3a3HaYEHHSIM CTPYKTYPHOrO MiApo3Aainy Ta Ha3eu YCTaHOBM 3a OCHOBHUM MicLieM poboTu aBTopa. Hanpuk-
nap: €cuneHko PomaH Mukonatiosu4d, QOKmMop icmopu4dyHUX Hayk, rpoghecop, npogecop Kaghedpu cycnirnb-
Hux Hayk HaujoHanbHoi akademii KepieHUX Kadpig Kyrbmypu i Mmucmeuyms.

3. KoHTakTHa iHpopmauifa: Homep TenedoHy, enekTpoHHa noLuTa.

4. HasBa cTaTTi yKpaiHCbKOIO, POCIMCHKOIO Ta aHrMiNCbKo MoBaMMu.

5. AHoTAaUii Ta KNYOBI CroBa HaBOAATLCS TPbOMa MoBaMu (YKPaiHCbKOH, POCICHKOLD, aHIIMCHKOH)

a) aHoTaLisl YKpaiHCbKOI MOBOI MiCTUTb "XapakTepUCTMKY OCHOBHOI Temu, Nnpobnemu, Metu craTTi
Ta ii pesynbtatn". CepegHin obcar aHoTauii — He 6inbwe 300 cniB (He Ginblwe 2300 ApykOBaHMUX 3HaKiB 3
npoGinamn).

6) aHOTaUis POCINCLKOI MOBOK Ta aHrMiNCbKOK MOBOK € MepeknagoM yKpaiHOMOBHOIO BapiaHTy,
He 6inbwe 300 cniB (He Ginbwe 2300 opyKkoBaHUX 3HaKIB 3 NpoGinamu).

B) aHOTaLia HAaBOAUTBLCS OAHUM ab3aLoM, 3 BUPIBHIOBAHHAM MO LUMPWHI; aHOTaLis HagaeTbca 3ria-
HO 3 BUMOramm HaykomeTpuyHux 6a3 sk CTpyKTypoBaHUW pediepart, i NOBMHHA MICTUTK Taki BUAineHi ene-
MEHTU: MeTa po6OTHU, MEeTOAONOrisl, HAyKOBa HOBM3Ha, BUCHOBKMW.

"Micna KOXXHOT aHOTAaLii HAaBOAATb KIHOYOBI CNoOBa BiAMNOBIAHOK MOBO. Kno4YoBnuM CnoBoM Ha3uBae-
TbCHA CroBo abo CTilKe CNOBOCNOMNYYEHHS i3 TEKCTY aHOTaUil, ike 3 TOYKM 30pYy iHPOPMaLiNHOro NOLLYKY He-
ce cMucnoBe HaBaHTaXeHHSA. CyKyMHICTb KMHOYOBMX CriB (3aranbHOK KifbKICTIO HE MEHLUOK TPbOX i He
GinbLUIOIO AecATU) NOBMHHA BiAbyBaTK No3a KOHTEKCTOM OCHOBHWUI 3MICT HayKoBOI npaLj.

Knto4yosi cnosa nogatoTb y Ha3WBHOMY BiAMIHKY, OPYKYOTb B psgok, yepes komy" (loHomapeHko J1.
A. Sk niBeomyesamu i 3axucmumu ducepmaujito Ha 3006ymmsi Haykoeoao cmyrneHs. MemoduuyHi nopadu. —
K., 2010).

Hanpuknao:

AHTpoOnonoriyHa KOMNOHEeHTa NPUPOAU AepKaBu
B.B.Xwminb, T.B. XMinb

MeTa pob6oTu. [JocnigkeHHs NoB's3aHe 3 NoLyKoM HOBUX 3acoBiB Ta MeToAiB OBrpyHTYBaHHA €TUYHUX MO-
panbHMX HOPM SIK OCHOBM N1 TPOMaAsHCbKOrO BTPYYaHHsSI B XUTTS gepxkasu. Kpmsa neBHUX couianbHUX
TEOopi Ta Moaenen Po3BUTKY CYCMINbCTB HE 3aBXAM BPaxOBYE MiCLie Ta PONb AEepXaBu B CoLianbHUX, Nosi-
TUYHUX Ta AYXOBHUX nepeTBopeHb. MeTtoamonoris focnigXeHHA nonsirae B 3aCTOCYyBaHHI KOMMapaTUBHOIO,
iCTOPMKO-NOrYHOro MeTofiB. 3asHavyeHMn MeToOOoNOrMYHUA Niaxia LO3BONSIE PO3KPUTU Ta nigaaTtv aHanisy
neBHi Mogeni CTOCOBHO aHTPOMOSOrYHOI KOMMOHEHTU B CoLianbHMX BiQHOCMHAX, LLIO HagalTbCs MEBHUMMU
TMNamMn gepXKaBHUX YTBOPEHb 3 METOK 3HAWTU AWHAMIYHWUA NOrnsag Ha ManbyTHE MOOWHWU, HOBI BUMIpY Ti
camopeanisauii. HaykoBa HoBu3Ha poboTK Nomnsrae B po3WMpPeHHs ysiBieHb Npo eBonoLito ceoboam nio-
OWHU B PI3HUX iICTOPUYHUX TUNax Aepxxas. [MOpiBHAMBbHUI aHani3 po3BUTKY AepXaB Ta Micud B HUX cBoboau
NIOOMHN Hafjae MOXMUMBICTb rMunbLle yCBIAOMUTM aHTPOMOMOriYHY AeTepMiHaHTY, sika NOCTYNoBO nignopsa-
koBye Ta 6epe nig CBili KOHTPONb AepXaBHi IHCTUTYLI, WO HeobXiaHI ANa ryMaHisauii 30BHIWHIX yMoB ByTTS
NIOONHK, a TaKoX BUSIBUTU HanpsiMkn po3bynoBu AepxaBu Ta NPOCTip AN caMOoAisiNbHOCTI NIogUHN Sk "Big
yoro" Tak i "gnsa 4Yoro" HeobxigHa cBoboga ocobuctocTi. BucHoBkU. OcMMUCNEHHS PO3BUTKY Napagurmarns-
HUX CUCTEM, LLO 3acCHOBaHi Ha MoparnbHi CKNafoBil AepKaBu Aae HOBY TOYKY BiAniky Ans pedopmartop-
CbKOT AifNbHOCTI, B HANpsIMKy 30NWKeHHS Aep)XaBu 3 3aranbHOMACBKUMM LiHHOCTAMU. [epxasa, po3byno-
BytoUN cebe Ha MoparnbHUX 3aranbHOMOACLKMX MPUHLMNAX MPOCYBA€ETbCS [0 CBOrO CaMO3HULLEHHS, SIK
CWMNOBOro Nong Brnaaw.

6. Bumorn 0o 0OCHOBHOIO TEKCTY:

— "nocTaHoBka Npobnemu y 3aranbHOMY BUMMSAAI Ta 1 38’A30K i3 BaXKNMBMMU HAyKOBUMMW YM NPAKTNY-
HUMW 3aBAAHHAMU;

— aHani3 ocTaHHix gocnigxeHb i nybnikauin, B AkMX 3anovaTtkoBaHO pO3B’si3aHHA AaHoi npobrnemu i
Ha SKi CNMpaeTbCS aBTopP, BUAINEHHS HEBUPILLEHNX paHille YaCTuUH 3ararnbHoi npobnemmn, KOTPUM NpUCBAYY-
€TbCHA O3Ha4yeHa CcTaTTS;

— (bopmynioBaHHs Linen cTaTTi (MOCTaHOBKA 3aBAaHHS);

— BMKNag OCHOBHOro mMarepiany AOChiAXEeHHs1 3 MOBHUM OOr'pYHTYBaHHSIM OTPUMaHUX HayKoOBUX pe-
3yNbTaTiB;

— BMCHOBKM 3 LIbOro AOCHIAXKEHHS | NEPCNeKTUBM NoganbLlUMX po3BiAoK Y AaHOMY Hanpsamky" (Butar 3
MocTtaHoswu Mpesuaii BAK Ykpainum Big 15.01.2003 p. Ne 7-05/1).

7. CTpYKTYypHi enemeHTV cTaTTi HeoOXigHO BUAINUTK 3 ab3auy HaniBXWpHUM LWPUGTOM, a caMme Tak:
AkTyanbHicTb Temu gocnimkeHHs. Meta pocnigpkeHHs. Buknag ocHoBHoro martepiany. HaykoBa Ho-
Bu3Ha. BucHoBkM.

HaBegeHi 6yab-ski cTaTUCTUYHI AaHi MaoTb ByTy NigkpinneHi nocunaHHAM Ha gxepena.
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8. Cnucok BUKopucTaHUX mxepen odopmnoeTbes 3rigHo 3 Bumoramu ACTY FOCT 7.1:2006 Ta
OCTY 3582-97. [Ixepena HaBOAATLCS MOBOIO opuriHany B andasiTHOMY NOpsakKy.

B cnncky mae Byt He MeHLe 7-8 nocunaHb Ha gxepena, 6axaHa HasiBHICTb iHO3EMHUX AXepen;
PEKOMEHA0BAHO MOCUMAaHHS Ha iHO3EMHI XXypHanu 3 BUCOKUM iHAEKCOM BMNMBOBOCTI abo 6a3oBy MOHoOrpa-
dhito B AaHin ranyasi.

MpURHATI ckopoveHHs Ha3B MicT nybnikauii: Kuie — K., AHinponeTtposcbk — ., Xapkis — X., Ogeca —
0., OoHeubk — OH., MockBa — M., CaHkT-leTepbypr — CI6., JleHiHrpag — J1., MiHcbk — MH.

9. References (nitepatypa natuHuue) HaBOgMUTLCA MOBHICTIO OKpeMMM BGOKOM, MOBTOPIOKOYN CMn-
COK niTepaTypu, HagaHWi HaLioHaNbHOK MOBOIO, HE3ANEXHO Big TOro, € B HbOMY IHO3EMHI Jpkepena Ym He-
Mae. AKWOo B CMMUCKY € NOCUNAHHA Ha iHO3eMHi Nybnikauii, BOHW NOBHICTIO MOBTOPOKOTLCA Y CNUCKY, HaBee-
HOMY Y naTuHWUL,.

Cnucok References opopmnioeTbes 3rigHo ctaHgapty APA (American Psychological Association
(APA) Style). PekomeHgoBaHO KOPUCTYBaTUCh CUCTEMaMM aBTOMAaTUYHOI TpaHchiTepau,it:

- ANg TpaHcniTepauii yKpaiHCbKOro TeKCTy natuHuuelo cnig 3actocosyBaTtu NoctaHoBy KabiHeTy

MiHicTpiB Ykpainu Big 27 ciyHs 2010 p. Ne 55 (http://translit.kh.ua/#passport);
- ANgA TpaHcniTepauil poCIACbKOro TeKCTy naTtuHuuero — cuctemy [depxaenaptameHty CLUA
(http://shub123.ucoz.ru/Sistema_transliterazii.html).

OcdbopmnTn uMTyBaHHA BignosigHO Ao cTunio APA MOXHa Ha canTi OHNanHOBOrO aBTOMAaTUYHOIO
hopMyBaHHS NocunaHb:

- Citation Machine (http://www.citationmachine.net/apa/cite-a-book)

- http://www.bibme.org/apa/book-citation/manual

3pa3ok geTanbHOro ohopMIIEHHSA TPaHCAITEPOBAHOMO NaTUHULIEKD CMUCKY BUKOPUCTAHUX OKepen
OVB. Ha canTi akagemi:
http://nakkkim.edu.ua/images/vidannya/%D0%9E%D1%84%D0%BE%D1%80%D0%BC%D0%BB%D0%B5
%D0%BD%D0%BD%D1%8F _References.pdf

TexHiuHe ochopmneHHsA

1. O6car — po 13 ctopiHok (20000 gpykoBaHKX 3HaKiB 3 Npobinamm).

2. TekcTtoBuin npouecop Microsoft Word.

3. Wpudpt Times New Roman (Times New Roman Cyrillic), 14 kernb.

4. lNons: He MeHLe 2 ¢cMm.

5. MonyTopHWUIA MiXXpSOKoBUA iHTepBan.

6. MocunanHs: [8, 25], oe 8 — NnopsAgKoBUA HOMepP Axepena y Cnucky, 25 — Homep cTopiHku. MNocu-
NaHH4A Ha Kinbka gxepen: [8, 25; 4, 67].

7. Nanku: "..."; NOABIVHI Nankn gns 0OPMIIEHHS LUMTaTU B LnTaTi: "«...»".

8. IntocTpauil nogaTbesa 3a KpanHbOK HEOOXIAHICTIO.

9. MpumiTkn odopmMntoTbes SIK BUHOCKU. 3acobu Microsoft Word He BukopucTOBYOTbLCA. 3HaK BU-
HOCKM BWMKOHYIOTb HaapsAKOBO apabcebkot umndpoto b6esnocepenHbO Mmicnsa Toro crosa, Yvcna, cumBony,
peyeHHs1, 40 AKOro AakTb MOACHEHHS. [pUMITKUM pO3MILLYIOTLCS MNICAS OCHOBHOIO TEKCTY nepen CrMCKOM
BMKOPUCTAHUX OXKepern.

Mpuknaa: Y TekcrTi:
MeTa cTaTTi — NPOCTEXUTM B3aEMO3B’A30K MidK (hifToCOGCHKOK KaTeropieto Hiu.l,o1 Ta KOHLeNLjeto. ..
[Micns OCHOBHOrO TEKCTY nepen CMCKOM BUKOPUCTaHUX DKepen:
Mpumitkn:
' Hanucanhst Hiwo 3 Benukoi niTepy BUKOPUCTOBYETLCS Y TUX BUMNagKax, Kofim MaeTbCH Ha yBasi Bia-
nosigHa cinocodceka kaTeropisi, NPy akueHTyBaHHI 1T 3HaYyLLOCTi Ta 3a BakaHHSM camoro aBTopa. Y HaBe-
AEHUX uMTaTax HanncaHHsA nogaHo 3 ypaxyBaHHAM aBTOPCLKOro NpaBonucy.
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